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Research

UNIVERSITY OF LONDON - SCHOOL OF ADVANCED STUDY

The Institute of Musical Research exists to promote and facilitate research in music of all traditions and eras,
and to support freelance and affiliated scholars alike. The Institute of Musical Research is one of ten research
institutes forming the Schbmf Advanced Study, University of London, which is funded by the Higher
Education Funding Council for England. The Middle East and Central Asia Music forum is open to researchers,
students and anyone interested in the music and culture of the regitwe. $pitit of fostering dialogue and
interdisciplinarity, we hope that the issues discussed at the forum will be of interest to a broad audience,
including musicologists, ethnomusicologists and other researchers in the arts, humanities and socialisciences.
addition, we welcome those working on other aspects of Middle Eastern and Central Asian culture broadly
speaking (dance, visual arts, media, film, literature, etc.). Since March 2007 the Forum has met twice a year.
The next Middle East and Central Advusic Forum will take place on December 6th 20IBe convenor of

the Forum is Laudan Nooshin (City University London). For more informatiorhsipe’/music.sas.ac.uk/
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University of London

The Department of Music #ihe School of Oriental and African Studiesan internationallyespected centre for
research and teaclgnn Music. It is the only Music Department in the UK devoted to the study of world music,
and it is the largest centre of ethnomusicology in Europe. The department offers progedrandeygraduate,

taught masters (Ethnomusicology; Performance; Music Bedelopment), and research level. Courses are
taught by a faculty of internationally distinguished staff with expertise in the musics of Asia, the Middle East,
Africa, and their diasporas, and in the discipline of Ethnomusicology. The department protu@&OAS
Musicology Series, and hosts a popular World Music concert series and summer school. For more information
see:http://www.soas.ac.uk/music/
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AGA KHAN TRUST FOR CULTURE

Music Initiative

The conference and concert are presented in collaboration with the Aga Khan Music Initiative, a programme of
the Aga Khan Trust for Culturdhe Aga Khan Music Initiativés an interregional music and arts education
program with worldwide performance, outreach, mentoring, amidtic production activities. Launched to
support talented musicians and music educators working to preserve, transmit, and furthprtdeivetwusical

heritage in contemporary forms, the Music Initiative began its work in Central Asia, subsequently expanding its
cultural development activities to include artistic communities and audiences in the Middle East, North Africa,
and South AsiaThe Initiative promotes the revitalization of cultural heritage both as a source of livelihood for
musicians and as a means to strengthen pluralism in nations where it is challenged by social, political, and
economic constraints. For more information ge#o://www.akdn.org/aktc_music.asp
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MUSICAL GE OGRAPHIES OF CENTRAL ASIA

International Conference and Concert

Convenors: Saida Daukeyeva (IMR) and Rachel Harris (SOAS)

For centuries, Central Asia has been a crossroads of civilizations,lpeos and soci eti es,
bet weend East and West and a fttemodernt hestory, framo nt e st
imperial and Soviet domination to the emergence of independent stdit@s, has withessed a
profound transformation of its pdlil and social geography, calling for aenealuation of Central
Asia as a 6regiondé, not Il east in terms of its ex

What is Central Asia as a musical region? How can we situate it musically, across its diverse
localities, and irrelation to the surrounding and outside worlds? What can continuity or difference in
music and the existence of musical bordevehether real or imagined, inherent or impogdell us
about the regionbés soci al aethnic apdonationtl identties tdddya t or vy
It seems appropriate to ask these questions at a time whenmaititing in former Soviet states, the
war in Afghanistan and political conflicts in south Central Asia, migratory processes, social change
andevetincreasi ng gl obal influences have reshaped the
music is produced, mediated and experienced.

This conference willexplore the musical geographies of Central Asia, focusing on
regionalism and borders. The main coig# of reference will be the former Soviet Central Asian
states, Kazakhstan, Kyrgyzstan, Uzbekistan, Tajikistan, and Turkmenistan, Azerbaijan, the Russian
Republic of Tuva, Mongolia, the Xinjiang Uyghur Autonomous Region of China, and Afghanistan.
The corfierence will aim to locate distinctive regional, crosgional, national and transnational music
practices, styles, genres and sounds within their geocultural, political and ideological environments.
Looking across a range of contemporary and historarahg$i folk, art/classical and popul&rit will
examine the intersection of musical regionalism with {stamnding clan allegiances and social
hierarchies, shifting political alliances, ideological and cultural flows. It will question the existence of
muscally articulated borders within and between geocultural zones (e.g. Transoxiana, East Turkestan,
Khorasan, Altai), nomadipastoral and sedentaagricultural societies, TurkiMongol, Iranian and
Indo-European peoples, rural and urban communities, latarindigenous beliefs.
Papers will address the following themes:
conceptualisation of Central Asiabds musical
vernacular masical vocabularies and the semiology of performance and reception;
musical depiction of placand landscape, and the bearing of topography on style;
spatial distribution and temporal evolutionrofisic practices;
contemporary representation in concert venues in and outside Central Asia;
the role of media and music technologies in the dissemimatitocal and global sounds;
the impact of scholarship, state institutions and NGOs on music and related discourses;
individual pathways of musicians and their negotiation of identity in the-esymanding
musical world.
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CONFERENCE & CONCERT SCHEDULE

Wednesday 16 May

9.1519.45 am Registration
9.4510 am Welcome by the organisers

10 11.30 am Session 1: Musical landscapes of nomadic Central Asia: natural environmet
and national borders
Chair Keith Howard, SOAS

Carole Pegg, University of Cambge

Nomads, States and Musical Landscapes: some dilemmas of khdoi
Intangible Cultural Heritage

Stephanie Bunn, University of St Andrews

The body and the landscape in Kyrgyz poetics: topography resonance and
in contemporary Kyrgyz epic

Jennife C. Post, New Zealand School of Music, Victoria Univeraitigllington
Kazakh Maps and Music: Claiming Space in the Mongolian Landscape

11.3012 pm Teal/coffee

12/ 1.30pm Session 2: Mapping the TurkieMongolian musical world: stylistic, historical
and spiritual connections
Chair Carole Pegg, University of Cambridge

Janos Sipos, Franz Liszt Music Academy, Institute for Musicology of
Hungarian Academy of Sciences

A musical map of the Turkipeaking people

Valentina Suzukei, Tuvan Institute oé&earch in the Humanities
Turkic-Mongolian Music Traditions in the Modern Sodailtural Space
Bakhtiyar Amanzhol, Kurmanghazy Kazakh National Conservatory

Musical Instruments of Tengrianism

Gulzada Omarova, Temirbek Zhurgenov Kazakh National Academy
Geographical, civilizational and ethnohistorical coordinates in the musi
Kazakhs

1.30i 2.30pm Lunch

2.304 pm Session 3: Traditional repertoires, Soviet canonisation projects and moder
discourses of identity
Chair Martin Stokes, University of Oxford

Saida Daukeyeva, Institute of Musical Research

East vs West: regional styles of dombyra performance and their representa
music practice and discourse in modern Kazakhstan

Megan M. Rancier, Bowling Green State University
Narratives of Ancienness and Kazakh Nationho
Ensemble

David C. Fossum, Brown University

Musical Canons in Central Asia and Beyond: Insights from the Case of Tut
Instrumental Music



4i4.30pm

4.30'6 pm

Thursday 17 May

1012 pm

1211 pm
171 2.30pm

2.3003 pm

314.30 pm

Tea/coffee

Keynote address: Theodoe Levin, Dartmouth College

The Geography of Possibility: Mapping the Future of the Past in Cent
Asian Music

Chair John Baily, Goldsmiths College

Session 4Magam/muqgamand dastanperformance in Central Asia: history,
geography and identity
Chair Rachel Harris, SOAS

William Sumits, University of Central Asia, Dushanbe

The ChahUr SHeentuwy pemids tt chrey 10/f t he ¢
Elise Anderson, Indiana University, Bloomington

Symbols of Identity, History, and Geaghy: Uyghur Music and the Arts i
TwentiethCentury Xinjiang

Ablimit Baki, University of Manchester

Performing Dolan identity through Dolan Meshrep in Xinjiang

Mutallip Igbal, Xinjiang University, Urumqi

Performing Art of Khotan Folk Dastan

Lunch

Session 5: Constructing space and place through religious ritue
performance: local identity, state ideology and global Islam

Chair Owen Wright, SOAS

Rachel Harris, SOAS

Musicalreligious geographies of rural Xirgng

Gi ovanni De Zorzi, University 0Ca
The jahri concept in the Central Asian area and its implications in Sufism, r
and therapy

Chorshanbe Goibnazarov, Berlin Graduate School of Muslim Cultures
Societies

A Voice from the PaimMountain

Tea/coffee

Session 6: Musical genres across regional and national border
Afghanistan, the Indian Subcontinent and the Persiarspeaking Central
Asia

Chair Laudan Nooshin, City University

John Baily, Goldsmith€ollege

The musidoving Amirs of Kabul, and the development of an Afghan art mu:
Veronica Doubleday, University of Brighton

Transnationalism, regionalism and a sense of place within Pefaimyuage
Chaharbeiti quatrain singing in Central Asia

Peterl. Klempner,University of Washington, Seattle

Falak: Raising prayers to heaven on song



Friday 18 May

10i11.30 am

11.30 12 pm

121 1.30 pm

1.30'2.30 pm

2.304 pm

Session 7: Historical and contemporary soundscapes in urban and rur:
Central Asia
Chair Saida Daukeyeva, Institute of Musical Research

Al exander Djumaev, Composerso Uni:
A sound and arhitectural landscape of old Bukhara and its reflection in mus
art

Djamilya KurbanovaTurkmen National Conservatory

Evolution of musical instruments within local performance schools
Turkmenistan

Shakhym Gullyev, lliyas Zhansugurov Zhetisu Statgversity

On comparative study of traditional musical cultures: the case of Azeri
Turkmen song repertoires

Tea/coffee

Session 8: Medieval and modern music practices at the crossroads
Central Asia, the Caucasus and Iran

Chair Jennifer C. Post, New Zealand School of Music, Victoric
University, Wellington

Alla Bayramova, State Museum of Musical Culture of Azerbaijan

Legacy of Nizami Ganjavi as @as1r ffe o f dnmistcal practicesair
medieval Central Asia

Sanubar Baghirovalnstitute of Architecture and Art, Azerbaijan Natior
Academy of Sciences

The Caucasus and Iran in the musical borders of tffe208 centuries

Anna C. Oldfield, ©@astal Carolina University

Reimagining the Caucasus: Music and Community in the Azerbaijani ,
Tradition

Lunch

Session 9: Musical communities inside and outside Central Asi:
vocabulary, and the semiology of performance and eption
Chair Alexander Knapp, SOAS

Guzel SaifullinaKazan State Conservatory

Wh a't is ATatar Magamo?. . Tatar mu
Asian culture

Helen M. Faller, Independent Researcher

Mong: Creating National Unity among Kaz Tatars

Razia Sultanova, University of Cambridge

Insider-Outsider: Central Asian Music at Home and Abroad



4i4.30 pm

4.30'6 pm

7.30 pm

Tea/coffee

Session 10: Central Asian musicians on the move: travel, migration an
global circulation of nectraditional and popular music
Chair Razia Sultanova, University of Cambridge

Robert O. Beahrd)niversity of California, Berkeley

Transnational Khéémeizhi Circuits: Advocacy, Authority, and Tourism in-F
Soviet Tuvan ThrogBinging

Ariane ZevacoCent re dO6Etudes de | 6l nde e
Networks, Spaces and Representations: the TRgiksian, and Soviet Musician
Kerstin KlenkeUniversity of Hildesheim

The World According to Uzbek Pop

Musical Geographies of CentralAsia: Concert
Brunei Gallery Lecture Theatre, SOAS



ABSTRACTS & BIOGRAPHIES

KEYNOTE ADDRESS

Theodore Levin

Dartmouth College

The Geography of Possibility:
Mapping the Future of the Past

in Central Asian Music

Chair John Baily, Goldsmiths College

This paper proposes that musical geography serves not only as a means of describing musical
boundaies and continuities, but of actively constructing and shaping them. Such geographical agency
arises as a response to broader social, political and economic agendas advanced by-state, non

and intergovernmental actors and stakeholders in Centrasieugight different kinds of musical
geographies rooted in these broader agendas are described and discussed. These include geographies
of ethnonationalism, multiculturalism, cosmopolitanism, hybridity, revitalized -netgionalism,

indigenous spirituaty, diaspora, and globalization.

Theodore Levinis Arthur R. Virgin Professor of Music at Dartmouth College. As an advocate for
music and musicians from other cultures, he has produced recordings, curated concerts and festivals,
and contributed to inteational arts initiatives. During an extended leave from Dartmouth, he served

as the first executive director of the Silk Road Project, founded by cellidtoY®la, and currently

serves as Senior Project Consultant to the Aga Khan Music Initiative andiaottthe Arts and

Culture Program of the Open Society (Soros) Foundations. His current research and advocacy
activities focus on the role of arts and culture in promoting and strengthening civil society in countries
where it is endangered or still emargi

Email: Theodore.C.Levin@dartmouth.edu
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Session 1: Musical landscapes of nomadic Central Asia: natural environment and
national borders

Chair Keith Howard, SOAS

Carole Pegg, University of Cambidge

Nomads, States and Musical Landscapes: some dilemmas of khédmii as Intangible Cultural
Heritage

Drawing on her bookMongolian Music, Dance & Oral Narrative: Performing Diverse ldentities
(University of Washington Press), Dr Pegg will illustrate thBedent sounedcomplexes of two
Mongolian confederations: Western (Oirat) and Eastern Khalkha Mongols. From thei1&86s
1750s, Western Mongols were part of the Jungar S#tén( Gar UI3, which embraced West
Mongolia, Tyva (now in the Russian Fed@ra}, Jungaria (SW of the Altai Mountains) and eastern
Turkestan (now in Xinjiang, NW China), and Eastern Mongols were allied with the Chinese Manchu
dynasty based in Beijing. Contemporary Western and Eastern Mongolian musical landscapes
including genres instruments and sounds connect with the former nomads of these two
confederations, spanning political borders established in the@ttury. Carrying the potential for
natonb ui I di ng, international prest i g €ultaral ideritage c e s st
lists create dilemmas of identity, nationality and ownership. Dr Peggkié&snii throatsinging,
historically part of the Western Mongol souoomplex, to investigate the implications for relations
between nations, and between natiand their minorities.

Carole Pegg an affiliated Senior Research Scholar based in the Music Faculty, University of
Cambridge, is a social anthropologist and musician who specialises in the traditional musics of Inner

Asia and the UK. Her current researeRplores music and personhood in the southern Siberian
republics of Altai, Khakassia, and Tyva. She is the authaMafigolian Music, Dance, & Oral

Narrative (University of Washington, 2001), a Board Member of the World Oral Literature Project at
Cambride , and Director of 6l nner Asi an Musi co an
Ethnomusicology Editor for the revisétew Grove Dictionary of Music and Musiciarmas acted as
chairperson of t he 6British Forum f-edior oEt hno mu
Ethnomusicology Forurtformerly The British Journal of Ethnomusicoldgy

Email: carolea.pegg@ntlworld.com

Stephanie Bunn, University of St Andrews

The body and the landscape in Kyrgyz poetics: @maphy resonance and image in contemporary
Kyrgyz epic

In this paper, | examine the role of the Kyrgyz mountain environment in inspiring and influencing
sound and poetic images in performance of the Kyrgyz oralMpi@as Manasis a living oral epic

which tells of the Kyrgyz return to their motherland in Tian Shan, led by Manas btitgiror hero.
Manasand related epics have been performed in continually developing forms for at least 1000 years
in Central Asia. Through a discussion of the role of théyband the environment in Kyrgyz poetics

and other musical forms, suchlag, .0 geveal how aspects of the Kyrgyz natural environment, both
topographically and as inhabited by weather, animals and humans, are resonant in the sound of the
poem, which itsi is also resonant with sounds and poetic forms articulated through the body. | also
discuss how environmental references are used to evoke poetic imagery, and how the environment
impacts on aspects of the epic narrative structure.

In its current manifstation, while the accepted way to listen Manasis to attend a
manasclth s per f or mance, ei ther at a soci al event , or
performances, documented on television, depicted by school children, and discussgdyin
academic conferences, while foreigners hear it discussed in ethnomusicology conferences, played on
Smithsonian Folkways CD, and it is told and retold by UK storytellers. In my analysis, | incorporate


mailto:carolea.pegg@ntlworld.com

recent visual, digital and written depictions thie epic alongside sound recordings of its verbal
performance, revealing how this resonance with the environment is expressed through multiple forms
and means of communication, locally and internationally.

The paper draws on fieldworik Kyrgyzstan, intuding during the period of the Kyrgyz
Manas festival, along with theoretical issues raised by the work of Gell on iconicity, Feld, Van
Leuwen, Ong, Bringhurst, Lamont and Erlman.

Dr Stephanie Bunnis a Teaching Fellow in thBepartment of Social Anthropologt the University

of St Andrews. Before coming into Anthropology as a mature student, she worked as a sculptor,
performer and curator, and now does research at the interdisciplinary boundetvesen
Anthropology and the Arts. Her research among Kyrgyz pastoralists in Central Adiachssdon
humanenvironment relations and the home, specifically on the relationship between the body, the
home and the wider environment. Key themes have iadlwhimals, food and feasting, poetics,
textiles, space and perception. Her current research is on sound, performance and environment in
Kyrgyz oral poetry, and how society moves from the past to the future through people, sounds and
objects. Recent pubktions includeKyrgyzstan on the work of Kyrgyz ethnographer Klavdiya
Antipina and Kyrgyz painter Temirbek Musakeev, and her elfistorical study of nomadic felt
textiles is shortly to be published by the British Museum Press.

Email: sjp20@standrews.ac.uk

Jennifer C. Post,New Zealand School of Music, Victoria University Wellington

Kazakh Maps and Music: Claiming Space in the Mongolian Landscape

Kazakh residents in the westernmost province of Bayan @igiMongolia embrace a pastoral
nomadic lifestyle in a country many of the Kazakh citizens identify as their homeland. Their
population dominance in the province contrasts with their position as a minority group in the nation as
a whole. In this study | e¢wsider the use of song mapping by local Kazakh musicians as an expression
of their ongoing relationship to the herding life, as well as a strategy for place making in Mongolia.
Kazakh singers embed maps in their songs that reflect the paths herdersafotlogy move across

lands they frequent. | argue that the references musicians make to specific places, using a highly
respected didactic song genre, are part of an effort to lay claim to land they identify with their
ancestral histories and, at the sainget to negotiate their ambiguous position in a country that has
spent two decades seeking a collective Mongolian identity without adequate opportunity for
expressions of Kazakh difference. Using fieldwork in Bayan Olgii that occurred between 2004 and
2011, | focus on a selection of songs from singers who identify with grazing lands in regions close to
the Chinese border. | will discuss the soagd map making that the musicianerders create for
themselves and for their communities, including the viskiaktic, and acoustic pictures of their
landscapes that reinforce local residents' identification with place and reference the most valued and
essential elements in their everyday lives.

Jennifer C. Postis currently Visiting Lecturer in Ethnomusicologfew Zealand School of Music,
Wellington. Prior to this she was Curator of Musical Instruments for the Musical Instrument Museum,
Phoenix, Arizona (20081) and on the faculty at Middlebury College, Middlebury, Vermont until
2007. Her current research isctised on music and musical instrument production and use in Inner
Asia, with a particular interest in ecomusicological approaches in ethnomusicology. Publications in
ethnomusicology include ethnographic, bibliographic, editorial, and compilation worleaiRbs
support has been provided by the Andrew W. Mellon Foundation, National Endowment for the
Humanities, American Institute of Indian Studies, and other organizations.

Email: post.jennifer@gmail.com
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Sesson 2: Mapping the Turkic-Mongolian musical world: stylistic, historical and
spiritual connections

Chair Carole Pegg, University of Cambridge

Janos Sipos, Franz Liszt Music Academy, Institute for Musicology of the Hungarian Academy
of Sciences

A musical ma of the Turkicspeaking people

Though comparative study of all sorts is always being undertaken, things that are considered old
fashioned return as new discoveries. And really to write a comparative study on the musical styles of
Turkic people seems angd idea, as these peoplavebeen playing an essential role in Asia, their
music is very important for getting acquainted with the Central Asian musical world.

We do not know the folk music of many Turkic people. Lexicons are sometimes too sloppy,
and may articleson this topic contain no or only a few transcriptions or analyses. However, in the
first half of the 28 century a research series had begun.

The first steps were about the eastern connections of Hungarian folk music, but the research
soon tuned to a comprehensive musical study of a large area. In 1936 Béla Bartok made his
Anatolian expedition, then in 195078 L&szl6 Vikar collected and analyzed the folk music of
Chuvas, Tatar and Bashkir people and from 1987 till our days | have beerurantims research
among Anatolian Turk (also AleBektashis), Azeri, Karachay, Western and Mongolian Kazakh and
Kyrgyz people. The research has ranged over the music of soriairiaa people as well (Tuvanian,
Iranian, Jews etc.).

In my paper | introdue some lessons of this madgcades research and try to sketch a map
of the main styles of the Turkic speaking people. | also attempt to answer some questions: How can
we characterise the musical repertoire of a people? How can one compare differenisiok \Wihat
kind of connection is there between the musical and linguistic relationship of the -3pek&king
people? Is it worth the trouble to be on the track of ancient Turkic musical layers? | illustrate the
paper with video and audio recordings | maddeng my Asian field work.

Janos Siposs a senior researcher at the Institute for Musicology of Hungarian Academy of Sciences.
His main focusof interest is the comparative analysis of the folk music of Turkic peoples. He has
collected over 10,000 sosf various Turkic peoples, and published twelve analytical books in
different languages on Turkish, Kazakh, Azeri, Karachay folk songs and on the music of the Sufi
Bektashi community in Thrace.

Email: zti58 @zti.hu

Valentina Suzukei, Tuvan Institute of Research in the Humanities

Turkic-Mongolian Music Traditions in the Modern Soci€ultural Space

Turkic and Mongol peopled the descendants of ancient Central Asian nordadishabit most parts
of Eurasia today, from thaortheastern parts of Siberia to the Mediterranean. Naturally, in every
Turkic-Mongol cultural group, essential shifts and changes have occurred in terms of state attributes,
political systems, religion and traditional manifestations.

The contemporary nsical cultures of Mongol people (the Mongols, Buryats, Kalmyks) and
Turkic people (Tuvans, Altais, Khakas, Yakuts, Tatars, Kyrgyzs, Kazakhs, Uzbeks, Turkmens,
Turkish...) are evident today in all their wealth and variety. In spite of all these changesehow
many peculiar elements of unity have been maintained over the centuries dating from the ancient and
archaic layers of these music cultures. Owing to a long period of stability not subjected to much
destruction, one may hypothesize that a specialdfgemmon musical civilization existed in the era
of the ancient nomadic Steppe Empire. For the first time, the specificity of this rsmiral system

has been characterized -Ayi &n At yEé¢ eanfanmnvai aasl Aai
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During theperiod of socialist construction of musical cultures in the national republics of the
USSR and Mongolia, active transformations of naspacific knowledge were standardized under
the name of Aprofessionali zat i orolely orienteceto theni f i c a-
European model of musical creative development. Today, theoretical musicology is still only in its
initial stages of producing accurate methods of analysis of oral music traditions. Spatial distribution,
temporary evolution, and comporary modification of musical practices of Tudktongol peoples
at present are among the most interesting subjects of scholarly inquiry.

Valentina Suzukeiis a weltknown Tuvan ethnomusicologist. She graduated from the Moscow State
Institute of Cultue in 1977, received the Candidate of Art degree from the Russian Institute of the
History of Art in SairtPetersburg in 1995 and the Doctor of Cultural Studies degree from the
Kemerovo State University of Culture and Arts in 2006. She works at the Tusétutin for
Humanities Research in Kyzyl as a senior academic officer of the Culture Department. She is author
of ten monographs about Tuvan music and more than ninety articles in different scientific magazines.
Email: vsuzukei@mail.ru

Bakhtiyar Amanzhol, Kurmanghazy Kazakh National Conservatory

Musical Instruments of Tengrianism

In the second half of the®@ ent ury, a new world religion, Tengr
shamani smo and Dt hesptultsdf @aame st o t he attent
references to Tengri date back to tfecéntury B.C.: in ancient Mesopotamia the name of a king
woul d be written with an honor i fAncentNesopdtamia: i Di ng
Portrait of a Dead CivilizationUniversity of Chicago, 1964, revised and completed by Reiner, Erica
1977; Moscow: Science, Institute of Eastern Studies, Academy of Sciences USSR Russian edn. 1990).
The epicentre of Tengrism, as a system of worldview$oigght to have been Altai, original home of
the Turkic people.

Recent musicological studies have looked at the impact of Tengrianism on the cultures of the
peoples of Central Asia, Caucasus, India, and the Near and Middle East. In this paper, thevépeaker
share his observations on the nature of the Tengrian musical tradition and the area of its distribution
focusing on musical instruments, which represent an interface of material and sound culture. Looking
at Kazakh musical instruments, suchths qobyz, sybyzghy, shajobyz, dombyra, zhetygen, saz
syrnai and asatayag and comparing them with analogous instruments among other Turkic peoples,
the speaker will discuss how these instrumentgceethe essence of Tengrianism. He will delineate
the area of distribution of this worldview system in Eurasia and other parts of the world, such as
northreastern Siberia and North America, distinguishing three geocultural zones: most strongly
manifestingTengrianism in music; showing it less obviously and constantly; and preserving traces of
its influence in their culture.

Bakhtiyar Amanzhol is a composer, musicologist and performer on the pamb Kazakh folk

instruments, the twstringeddombyraand the eneblown flute sybyzghyHe is a Senior Lecturer at

the Kurmanghazy Kazakh National Conservatory in Almaty where he teaches Composition, History

of Orchestration Styles, Counterpoint, History of Kazakh Music and Music of the East. He gained a
Canddate of Art degree from the T. Zhurgenov Kazakh National Academy for a study entitled
AiSpati al Structures of Kaza®dherMuwssrixx @omdp dsheerisd RG
He is the author of a range of compositions in classical Europearadittbnal Kazakh music genres

and more than twenty publications on Kazakh music. He has organised and participated in a number

of concerts and festivals of traditional and modern music in Kazakhstan, Russia, Poland, India and
England. His suite for theello and piano based on a Kazakh folk epic won a competition of the Aga

Khan Trust for Culture and was performed by-Yo Ma and J. Fan within the Central Asian tour of

the ASi |l k Road Ensembleodo in 2004. I n 2s6y0oB he wa
Culture for his symphony fAEsi ktero (AiDoorso).
Email: ba707kz@gmail.com
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Gulzada Omarova, Temirbek Zhurgenov Kazakh National Academy
Geographical, civilizational asichf Kezakihsr o hi st or i c al

Kazakhstan as one of the independent regions of Central Asia is geographically medial and also a
connecting link between the biggest cultural areas of Eurasian continent: Eastern Europe, Muslim
countries of Middle and Near East, South Eesa and Siberia.

I n accordance with the gener al typol ogy of ¢
iWesternod Worl d, there is also a typological di
that has in general been oriented by thisggaphical factor. Kazakhstan takes an intermediate
position in musical language: in Kazakh traditiamskui-zhir (song, instrumental and epic traditions)
in two of its regional style§ Eastern Kazakh and Western Kazakthas acquired two musical

systemd i f f er ent in |l anguage. For convenience we ¢cCé&

Altaians, Khakassians, Tuvinians etc.), classified by culture type as belonging to theMainkjol

cul ture, and AWestern Tur ki c omerismAeerbaianiansfetc.)Jz b e k s

classified by culture type as belonging to the Tutkimian culture. Thus, Kazakh musical culture has

appeared to be in between or in fitransitionodo bet
I n terms introduced byahdefnWaeshernifnEaaekieca mu

also considered according to those important classifications and typological parameters which
characterise these cultures as fAsettled agricult

The civilization of nomads of Eurasian steppéstl@e intersection of two agricultural
European and Asian worlds has its own historica
Different historical and ethnological processes, and processes of migration mixing different national
features did notchange its image and typology, and thus both the nomadic way of life and,
consequently, the culture were preserved.

The structure of nomadic culture, the specificity of its sfiiypé development of civilization
constituted the essence itself and theibta throughout the time of the primary bearers of traditional
musical art, in all its types and genres. Their existence till nowadays shows us the cycling of processes
and events in traditional Kazakh culture. The presence of certain types of muiitgl iaca society
is in direct proportion from the type of culture. The nomadic type of culture and also the total
syncretism of spheres of l'ife in nomadic societ
folklore and professional musical arthieh are in Kazakh culture formed out of the classes and social
stratification of the society.

We also raise the thesis of different ethnogenetic sources of the major-lfamgiage tribes
of Central Asia from which the Kazakh ethnos is formed. Thistgiués based on musical material
musical traditions of different regions. The homogeneity of the ethnogenetic factor related to the
difference of ethnohistorical development of Eastern and Western regions of Kazakhstan has
influenced the originality ofraditions: we can talk about the music of East and West Kazakhstan,
which were developing different regional styles in music over many centuries. Thus, comparative
studies in musical culture even of one nation may shed light on some historical processsgi
development of all Central Asia regions.

Email: ogulzada@mail.ru
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Session 3: Traditional repertoires, Soviet canonisation projects and modern discourses
of identity

Chair Martin Stokes, University of Oxford

Saida Daukeyeva, Institute of Musical Research

East vs West: regional styles of dombyra performance and their representation in music practice
and discourse in modern Kazakhstan

Performance of programmatic piecésl, on the Kazakh twatringed lute,dombyra embraces a
range of stylistic traditions identified with specific regions of eastern and western Kazakhstan.
Reflective of the varied physical and cultural geography of territories historically inhabited by
different Kazakh hordeskii2 and clangru), these diverse regional traditions became established in
the 19" 1 early 2" century. The Soviehitiated process of canonizirdpmbyrarepertoireled to a
clear distinction being drawhetween the eastern and western traditions, now tesmnedge (lit.
plucking) andtbkpe(strumming), after their typical playing styleEBikpe kis came to exemplify the
national stylistic idiom, forming the bulk of contemporary repertoire, whilertpeassumed an
inferior position in performance practice and ppmlzy. Subsequent treatment of the eeesst
stylistic divide was informed by various intellectual and ideological currents: from Soviet evolutionist
theory, and philosophiconceptualizatiorof Kazakh music in relation to proefturkic culture and
worldviews, to modern nationalist and academic discourse that seeks to throw light on Kazakh
ethnogenesis and cultural identity. Although recent research and performanedfinaes a stylistic
heterogeneity olombyrarepertoire across the eastern and westagiome of Kazakhstarghertpe
continues to be perceivedt@éped s 6ot her 6 in structural, expressi
This paper will consider representations of the-eeest divide through the twentieth century
until today in the light of current fibcal and ideological agendas, as well as cultural and intellectual
trends. By tracing the evolving treatmentaimbyrastyles in performance and academic discourse, it
will offer an insight into the ways in which presafgy understanding of regionatisin dombyra
music is founded on actual performance practice, past or present, and the extent to which it has been
shaped by ideologies and intellectual thought of the time.

Saida Daukeyevais an Early Career Research Associate at the Institute of MURasdarch in
London. She gained a Candidate of Art degree in musicology from the Moscow Tchaikovsky
Conservatory and a PhD in ethnomusicology from the School of Oriental and African Studies. Her
research into the music of the Middle East and Central Asgarb with a study of the musical
writings of the medieval scholar-Bharabi, which she published as a boBkjlosophy of Music by

Abu Nasr alFarabi (Soros FoundatidrKazakhstan, 2002). More recently she has examined
contemporary Kazakh music culture irestern Mongolia and Kazakhstan. She has written on the
cultural and ideological history of the Kazaffbbyz the construction of memory and identity through
dombyra performance and the interplay of sound and space in death rituals among Mongolian
Kazakhs.She has taught on Kazakh music, music in Islam and music of the Middle East and Central
Asia, and organised academic events, concerts and masterclasses of Kazakh and Central Asian music
in Kazakhstan, France and England.

Email: Saida.Daukeyeva@sas.ac.uk

Megan M. Rancier,Bowling Green State University
Narratives of Ancientness and Kazakh Nationhood

This paper will examine the music and performance practices of thengootary Kazakh folk music
ensemble ATuran. o0 Composed mainly of graduates
in Almaty, Kazakhstan, the ensemble has achieved a considerable level of success in the three years
since its formation. Often billed @t r adi t i onal 6 and emphasi zing the
and musical practices that they perform, Tur an
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ideological conventions developed during the Soviet period, when musical nationalism created th

i mperative for musi cal ensembl es t hat previous
preoccupation with musically and visually representing ancientness therefore reveals much about the
current ideological and expressive climate surrounding repegses of Kazakh nationhood and

cultural identity, where real and imagined ancientness intersects with contemporary ethnic politics and
policies. This paper is based on field research conducted in Almaty, Kazakhstan in 2008 and concerts
attended in both lnaty and Los Angeles in 2008, 2009, and 2011.

Dr Megan Rancier earned her Ph.D. in ethnomusicology from the University of California, Los
Angeles in 2009. Her research concentrates on issues of music and national identity narratives,
musical instrumentsand the traditional and popular musics of Central Asia. Her dissertation
examined the "biography" of the Kazakh tatvinged fiddle qylgobyz and how its meanings and
performance style have changed in the face of political and cultural changes in tne Asgpart of

her dissertation research, Rancier spent 16 months in Almaty, Kazakhstan on Fulbright IIE and Title
VIl Research Scholar fellowships. More recently, her research has concentrated on a handful of
Kazakh "neeraditional" artists who utilizeraditional Kazakh musical instruments and concepts in
nonttraditional ways.

Email: mrancie@bgsu.edu

David C. Fossum, Brown University

Musical Canons in Central Asia and Beyond: Insights from the Case of Turkmestiumental
Music

A number of ethnomusicologists have focused on the way musical repertories have been selected and

privileged t hrough fcanoni zingbo processes, fre
I ndi vidual s some sctleml afrisx dauubt hfoaa nt cartii zveer svoe r asfi to r
notati on, celebrate composers or ot her Afgreat o

valorized genres. In the instrumental music of Turkmenistan | observe phenomena that seem to belong
in this conversation on musical canonization, phenomena that parallel trends in oth&oveist
countries and beyond. In the Turkmen case, there is no nominally unified repertory to serve as a canon
(as in the nearby examples of UzbEdkjik Shash magamUyghur 12 Mugam and PersiarRadif).

Instead, canonizers have focused on a plurality of idiosyncratic versions of traditional compositions as
performed by famous musicians of the past in recordings from the fideP@ury. Such performers

are equated with gre@omposers for their development of individual variants. Several prominent
preseriday musicians studiously reproduce these variants in their own performances as precisely as
possible. In this paper, | consider the possible reasons for the developntieist mienomenon in
Turkmenistan, its historical precedents, and its potential analogues elsewhere. As yet, the criteria of
canonization have not been discussed exhaustively in the ethnomusicological literature, and rarely
comparatively. By examining the & of canonized individual variants in Turkmen instrumental
music and drawing parallels with other examples, | hope to shed additional light on musical
canonization in general and challenge some of the ways it has been discussed.

David Fossumhas a B.A.m English/Comparative Literature from George Mason University and an
M.A. in Ethnomusicology from Wesleyan University. While serving as a Peace Corps Volunteer in
Turkmenistan, he learned to play instrumental music on stiwmed Turkmen lute calledutar. He

has also studied and performed with Turkish folk musician Hisni Aydogdu, who taught him to play
baglama His M.A. thesis examines the Ahal School of instrumental Turksgr performance. His
broader research interests include the musics of Cédial Turkey, and the Near East, and anything
with stringsi strummed, plucked, bowed or otherwise.

Email: dcfossum@gmail.com

15


mailto:mrancie@bgsu.edu
mailto:dcfossum@gmail.com

Session 4Magam/mugamand dastanperformance in Central Asia: history, geography
and identity

Chair Rachel Harris, SOAS

William Sumits
The ChahUr Sh'zehtrymenhd stttoe yl1dDf the ShashmaqgUm

A tradition of modal s a h & Bhaduwe rbf eocranmaen cvei dkensopw ne aads
Iran and Central Asia during the second half of tH&cghtury. This body of four modalites, each

known as ashadd,may very well have been the progenitor of later suite forms in the region such as

the 19" centuryd a s tim Arérbaijan and Irgnand thes h a s h nsaigJahCentral Asia. This
presentation will introduce the foshaddasthey are described in Zentury musical treatises and

consider their structure and usage in performance. A comparison of the modal suite structure of the
shaddwith the Bukhararshastma q Ofrthe 19" century will aim to open dialogue about the possible

hi storical origins of tomayOm, sanddggsm g&hf or manc e

William Sumit s recently earned his PhD in Ethnomusicology from SOAS, and also holds an MA in
Central Asian languages from the University of Washington, Seatiehdd done extensive field
work throughout Central Asia, the Near East, and North Africa. His primary interests are musical
performance, historical treatises on music, and historical sound recordings.

Email: srcameltrot@yahoo.com

Elise Anderson, Indiana University, Bloomington

Symbols of Identity, History, and Geography: Uyghur Music and the Arts in Twenti€tntury
Xinjiang

This paper explores the significance of music as a way of understanding comssradtiUyghur

identity, history, and cultural geography from roughly the beginning of the twentieth century to the
present. Contemporary scholarly works, educational materials used in Xinjiang classrooms, and news
stories cite Uyghur traditiodssuch as thé©n Ikki Mugam(Uyghur: Twelve Mugams)lastan(oral

epic poetry), anan? ¢ r(& generic term for social gatherings at which performance of mugams and
dastans, among other artistic traditions, can take @aag)significant historical and contemporary
symiols of Uyghur social life. Uyghurs in Xinjiang often think of these traditions as historically
resonant markers of their identity, even though a majority of them do not participate in them. Thus,
music is discursively positioned as one of the most sadigotessions of Uyghur culture in the PRC

today. It is my hypothesis that the idea of a neat, coherent system of Uyghur music and arts that
represents the lives and history of all Uyghurs was constructed in thgvemtieth century, impacted

by multiple irtellectual trends, including the Jadidist ideas and institutions transported into Xinjiang

by Soviet and Ottomare ducat ed Tur ki intell ectual s, the dev
Afethnicityo in social S c i aities) ¢heosy @id @dliey inChina@and n at i
the Soviet Union, and the emergence of new nagiates around the world. The confluence of these
ideas |l ed to the emergence of a notion of the
cultural identity {n the present) and traditidnor what | identify as an intellectual complex
combining arts, culture, history, and place. This complex persists today, as cultural bureaucrats,
scholars, performers, and ordinary citizens refer continually to a histonieatiypant, musicentered

Uyghur society, arguing for its significance in promoting a cultural identity rooted in both time and
place.
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Elise Andersonis a graduate student at Indiana University (USA) pursuing dual Ph.D. degrees in
Folklore & Ethnomusicologand Central Eurasian Studies. In broadest terms, her research focuses on

the arts and historical consciousness among Uyghurs in Xinjiang. She published her first article,
which analyzes contemporary representations of the sixteeatmt ur y f i ukrea ni,mUinm i ts
journal Asian Musidn early 2012. She will spend the 2013 academic year doing dissertation field

research in Xinjiang on a Fulbright grant.

Email: andersem@umail.iu.edu

Ablimit Baki, Univer sity of Manchester
Performing Dolan identity through Dolan Meshrep in Xinjiang

The Dolans are a group of people who can be found in the southern part of the Xinjiang Uyghur
Autonomous Region of China. Although they speak Uyghur, they maintain unique idelity

through Dolan Meshrep, which is composed of music, dance, dialogues and poetry, all within a
structural context. While highly valued for their unique skills, Dolan Meshrep performers in Xinjiang
increasingly face new challenges in the wake ofalped economic development on the one hand, and

a tense political situation on the other hand since the beginning of this century. This paper examines
the ways that Dolan Meshrep performers in Mekit in South Xinjiang construct Dolan identity through
the performance of Dolan Meshrep on various occasions all the year round. My paper focuses on how
Dolan identity is performed through the music of Dolan Mugam which is the major component of
Dolan Meshrep. | analyse themes and narratives such as musicalotepfctilace, landscape, life
styles, moral values, and principles of interpersonal communication concerning Dolan identity
through Meshrep performances in this part of Xinjiang. My analysis shows that Dolan Meshrep has
been playing an important role in meining and developing unique Dolan identity.

Ablimit Baki , originally from Kashgar, western China, was educated at Henan University (BA),
Beijing University (visiting scholar), Xinjiang Normal University (PG Diploma), Edinburgh
University (MSc) and Diham University (PhD, 2011He has wor ked at Kashgar
teaching languages, linguistics and cultures. Currently he is working at the University of Manchester
teaching Chinese and Introduction to Xinjiang Studig$és main publications inclle 'Some
Linguistic effects of language contact in Xinjiang' (20D5irham East Asian Papérand 'Language

contact between Uyghur and Chinese in Xinjiang: Uyghur elements in Xinjiang Putonghua' (2012,
International Journal of Sociology of Language

Email: Ablimit.Baki@manchester.ac.uk

Mutallip | gbal, Xinjiang University
Performing Art of Khotan Folk Dastan

The AKhotan folk Dastano is an art fornextsesul ti
and shares both similarities and differences with the Uyghur 12 Mugam in performance.

Dastanchi (dastan performer), who are skilled musicians and performers, play an important
role in both performing Dastan and transmitting the art to generationse 8bthese Dastanchi are
professional and support themselves through their art, while others only perform for personal
enjoyment.

The Khotan Folk Dastan displays the following characteristics:

Dastanchi may show Dastan to be performed solo or with a@dmgpnt.

Dastan are typically performed at bazaars, mazars, homes, and Meshrep events.

Dastan performances are most frequent in winter and summer.

Dastan performances may include a variety of Uyghur musical instruments including Rawap,
Tambur, Dutar, $pay, and Shepherd Rawap.

Dastan performances are divided into three sections: the op&astanperformance and the
ending.

~pODNDPE

o
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a During the opening stage, Dastanchi may dr av

folk songs, episodes from Uyghur 12 §&m or humour.

b) During the Dastan performance, Dastanchi may perform the Dastan partially or fully.

¢) During the ending of the performance, the Dastanchi ends his performance with a few words

of wisdom and advice, and solicits money from the audience.

Until now, our research projects have created video archives and textual transcriptions of dastan
performances; we yet have to transcribe the Dastan music, which contains uniqgue harmonic and
melodic elements.

Elements from the Uyghur 12 Mugam make up aroumelfifth of Uyghur folk dastan. 72 lines
of poetry from dastan performed in Khotan suc
and ATahir and Z°hreo have been included in t
characteristics listed abovewill explore the unique elements of the performing art of the Khotan
Folk Dastan.

h
h e

Mutallip Igbal was born in Hotan, Xinjiang, in 1983n September 2008e graduated frorthe
Humanities School dXinjiang Universitywith anMA degreespecialising in Yghur literature. Since
then he has been a postgraduate student in the Humanities School of Xinjiang Uniersgyearch
field is folklore.

Email: ikbal302003@yahoo.com.cn
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Session 5: Constructing space and place through religious ritual performance: local
identity, state ideology and global Islam

Chair Owen Wright, SOAS

Rachel Harris, SOAS

Musical-religious geographies of rural Xinjiang

Musicatreligious geographies of rural Xinjiarig this paper, which is based on fieldwork in southern
Xinjiang in 2009, my focus is on rural Uyghur women and the gendered, ritualised performance of
grief throughwomed s r i t u a hetnta&hgihTeasd hongkased meetings take place weekly,
following funerals, or to mark significant dates in the Islamic calendar. They include recitation of the
Qur édan, singing of religious rguethdt mvestigatomr g this g , an
most peripheral, and indeed marginalised, rur al
into the ways in which Central Asian Muslims in China situate themselves in relation to the local
community, the Chineseate and the wider Islamic world.

| draw on recent work on Islamic soundscapes (Hirschkind 2006; Rasmussen 2010) to explore
the ways in which ritual performance is used to
(2009) anal y sitatien stylés in@anteraparary Egypt, leexplore the ways in which ritual
participants situate themselves through their performance within the transnational ideological currents
in the Islamic world, through notions of 'correct’ recitation style. Analyfsikedr dhikr also provides
clues to the historical transmission of these practices and their links to organised male Sufi groups and
their rituals. My research also focuses on the relationship between ritual performance and the state (cf
Kandiyoti & Azimova 2004), exploring through oral histories how participants situate themselves in
relation to state ideology, and how they negotiate state controls.

Rachel Harris is Senior Lecturer in Ethnomusicology at the School of Oriental and African Studies
(SOAS),London, where she teaches undergraduate and postgraduate courses in ethnomusicology and
on the musics of Central Asia and Chirghe has published on aspects of Uyghur music culture from
ritual contexts to globalisation, pop and identity politansq he latest book is on the Uyghur Mugam:

The Making of a Musical Canon in Chinese Central A8ishgate 2008). She has collaborated in the
production of several CDs, and plastar with a Londorbased Uyghur group.

Email: rh@soas.ac.uk

Giovanni De Zorzi, University 06Cad Foscari 6 of 'V

The jahri concept in Central Asian area and its implications in Sufism, music and therapy

The practice otikr (Arab dhikr, 6remembering, recolSlfikadga{ Omad?Y) h, s
way, brotherhoodd) in the wvast worl d of I sl am.
methods developed for thekr: the jahri ( 6 voc al |, | oud, khalig oisfi ¢ £thd@), asred
hiddeno) , bot h with trt&datises and rbothu teaditionally pinkesl evilh i n  a
particular linguistic groups and Sufi brotherhoods.

In our study day perspective, | would propose consideringghe as a gl obal 0s
ancestralemicconcept that | i es 0b edomerpeaéticesthas liwdl takerfiod t ha't

examination. First of all, theikr jahri in itself, which in Central Asia flourished in a great variety of

forms and rhythmic patterns. Secondly,thgsis a m© 6 . e. t he p hragithatedn 6 mo v e
arisefom t he 04 d n@denmysticaidpoefry sung by théfizes If the dervishes nowadays

underline this purely vocal trait, nevertheless the presence of music and musical instruiknis in
documented in treatises and reports from the pastdiyhia composite, complej@dhri aesthetids

evident in the role and functions of théfizes they know by heart mystical Sufi poetry composed by

the great Sufi saints/poets of the past, and they primarily sing this repertoire during paziicular
phagsbut, out of the stricbrotherhood circleshafizesoften had a musical performing career which

is worthy of note because some poems of their repertoire are the texts of the Central Asian classical
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music €hash magornonikki mugarm Finally, hafizesand among womemptinsc an o0 soni cal | y &
and heal participants in rituals called differently from place to place: the healing through verbal
formulae takes us to Shamanism, and this is clearly evident in the ceremonyja@atledideo

excerpts that | tdobetween Uzbekistan, South Kazakhstan and Kyrgyzstan will exemplify my. paper

Giovanni De Zorzi( Uni ver sity o6Caé Foscari 6 of Venice; St
of Vicenza, Italy)is a musician (aeyflute player) and an ethnomusicologistsearcher and teacher.

His main research areas are the Ottoman, Iranian and Central Asian traditions of classt#l and

music. His activities take him to alternate a performing musical life with field research, scientific
writing, music teaching andrtistic direction of different festivals. He is the author of the book
Musiche di Turchia. Tradizioni e Transiti tra Oriente ed Occidgnté Musi cs of Tur key.
and Transits between East and West 0)Enenllel ano,
Maraghi which recently released their new albwnwar. From Samargand to Constantinople on the
Footsteps of MaraghiFelmay, 2010, CD: FY 8172).

Email: dezorzi@unive.it

Chorshanbe GoibnazarovBerlin Graduate School of Muslim Cultures and Societies
A Voice from the Pamir Mountain

This paper discusses the musical genrg af k & &iUahndo n g the | smadili cC 0ommu
the Pamir mountain in Badakhshan province of Tajikistan. Jleek tk thiUdbpgegnts a distinct
cultural practice within Central Asia that has been shaped by the combined forces of geography,
history, language, and religion. it a musical genre that helps to fulfil various integrative functions
and refers to specific cultural cinmstances in social contexts. It is a central phenomenon within
religion and culture in Badakhsha@ a k kohi Us believed to have a long tradition among
Badakhshang I smadili Musli ms. My project sets o
important relationship between thea k kiltihngd Badakhshando identity.

This paper discusses thele of this musical genre in preserving the cultural and religious
identity of the Badakhshanis and addresses the key question: what is the role of the musicians and
singers of this musical genre in preserving the cultural and religious identity?

The stug is based on fieldwork conducted in Tajikistan for the period of four months in
different regions of the Pamir mountain and discusses the notion of identity through the eyes of
singers and musicians of thek U & ihdimBadakhshan.

Chorshanbe Goibnazarovis currently studying for a PhD at Berlin Graduate School for Muslim
Cultures and Societies. He obtained his Masters Degree in Muslim Cultures from the Aga Khan
University, Institute for Study of Muslim @iizations in London. He is interesté&d investigating the
issues of identity among the Ismaili community of Badakhshani Tajikistan, specifically looking at the
musical performance known asaddek h U magaid-k h Uanddhow people of Badakhshan express
their cultural and religious identity through this musical genre.

Email: gchorshanbe @googlemail.com
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Session 6: Musical genres across regional and national borders: Afghanistan, the Indian
Subcontinent ard the Persianspeaking Central Asia

Chair Laudan Nooshin, City University

John Baily, Goldsmiths College
The musieloving Amirs of Kabul, and the development of an Afghan art music

Recent research by Dr Ahmad Sarmast has thrown new light on the hiStooyro music in the
region we know today as Afghanistan: Ghaznavids, Ghorids, Timurids, and the Pashtun rulers after
1747. Today this early music is referred to as
1860s under the patronage of a sucoessf musieloving Amirs, from Sher Ali Khan to Zahir Khan,
this was gradually replaced by a new kind of art music which leaned heavily on inputs from the Indian
Subcontinent. The fAFather of Afghan Musicd was
style. The main vocal genre is tlghazal classical Persian poetry, usually spiritual in nature, from
Bedil, Hafez, Sadi, and others, including contemporary poets. Some texts were drawn from Pashto
poets such as Rahman Baba. The melodies were basmhofrom Hindustani music, with an
asthayi/antarai r e f r ai n/ v e r s e faggianstgimemtal Sexttons showing w idduliling of
tactus. An important feature was the interpolation of couplets from other poems delivered in free
rhythm. The genre still pormed but considerably diminished in popularity and probably in
repertoire.

The outsider scholar may consider this to be Afghan art music, but many Afghan musicians
who perform the genre do not see it in such terms. They regard Hindustani music gohgiiated
in Afghanistan, specifically in the northern city of Balkh. They invoke the myth of Amir Khosraw
Balkhi, famous in Indian music for many supposed innovations, including the invention sifathe
In their view the art music of Afghanistan,dfsian and India is one and the same. Thepatavant
to lay claim to a distincthAfghanart music, preferring to claim the greater prize of Hindustani music
for Afghanistan.

John Baily came into ethnomusicology from experimental psychology, with sodaiet on human
spatial coordination and motor control from the University of Sussex. In 1973 he became a Post

Doctor al Research Fellow in the Department of S
and in collaboration with John Blacking conduttevo years of ethnomusicological fieldwork in

Af ghani st an. In 1978 he was appointed -Béehet ur er
trained in anthropological film making at the National Film and Television School, and directed the
awardwinningfim Ami r :  An Af ghan refugee mu&ontlod8idds | i f e

he was Associate Professor in the Centre for Ethnomusicology, Columbia University, New York. He
joined Goldsmiths in 1990, and is now Professor of Ethnomusicology and Helael Afghanistan
Music Unit.

Email: j.baily@gold.ac.uk

Veronica Doubleday,University of Brighton

Transnationalism, regionalism and a sense of place within Persianguage chaharbeiti quatrain
singing in CentralAsia

The singing othaharbeitiquatrains is a distinctive cressgional musical practice that transcends the
borders that divide Afghanistan, Iran and Tajikistan. The tradition has been documented over many
centuries. Orally transmitted, these quasdiave migrated from region to region, and in the process

of transmission singers have felt free to transform and personalise these verses. Significantly, singers
may adapt or compose texts so as to include specific geographical markers with persomg. meani
Certain melodies are also deemed to belong to certain regions. For the informed listener, this mapping
of places onto melodies evokes a nostalgic charge, linked to the characteristiytinee style of the

singing (or instrumental playing).
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Many of these quatrains address the situation of the traveller or migrant, far from home. An
emotional focus on the pain of separation from a beloved place (and beloved people there) is
acknowledged in the language used to describe this genre of singing. In reaset & known as
gharibi (being dispossessed or a stranger), and in others itis dalldd( A f at e o) , referri
vicissitudes and ruptures of life experience.

Using a range of available recordings, this presentation will ask how this typgiobsiteals
with emotional issues relating to borders, geographical displacement (including migration from
conflict areas), and the nostalgic evocation of a sense of place.

Veronica Doubledayis a visiting lecturer in the School of Historical and Criti&tudies at the

University of Brighton. Following her fieldwork in Afghanistan in the 1970s, she has been
continuously invol ved with Afghan musi c, speci
performance. Relevant publications include her narrativenoggraphy Three Women of Herat
(1988/2006); a collection of Afghan poetry with archive photogrdpBsed on the Mountain Top

(2010); and a recent article chaharbeitipoetry in AfghanistanEthnomusicology Forur011).

Email: vdoubleday@btinternet.com

Peter I. Klempner, University of Washington, Seattle
Falak: Raising prayers to heaven on song

The expanding, contracting and dissolving of empires along with recent decades of war has, like a
new highwaycutting through a once cohesive neighborhood, fractured cultural ties and continuity
throughout Central Asia. In Persigpeaking Central Asia the musical geffaéak illustrates this
evolution from shared cultural heritage to a distinct national intexiwa of tradition, practice, and
performance.

Falak is neither folk nor classical music, but a classical folk genre; neither village song nor
Shash mugonRooted in Zoroastrian religious practice, it has been reinterpreted to an extent by the
t r a d iptadtitiomeds o fit within an Islamic context. The names of God and religious figures have
changed in song, but the overarching purpose of the music has changed little. It exists in the countries
of Afghanistan and Tajikistan, however due to the splimgeof territory by foreign empires and
ward6s inevitabl e ef f efalbkdhasdinergedeangpracticeaalong satistaie a | st a
borders.

The Badakhshan region straddling the mountains of northeast Afghanistan and southeast
Tajikistan is pdicularly rich with regards to the tradition. This however only represents one
embodiment of the genre, that from the mountains. Differences in the performance practices can then
be further divided intdalak from the other distinct regions of Tajikistahe urban and rural areas
therein, and areas in Afghanistan outside Badakhshan.

From Tajikistands specific modal system and
Afghanistan and differences in playing practice between professional and amasétiamsuelicits
many questions. What dotgak mean today to the various communities that practice it and how does
it fit in to everyday life and ritual practice? How standardized has it become within the areas in which
it is practiced and what are itsn@us models and interpretations?

Peter I. Klempner received his B.A. in Ethnomusicology from the University of Washington, Seattle

in 2006 focusing on the perpetuation of ensemble playing after the Soviet period in Kyrgyzstan. He is
currently completingan M.A. in the Near Eastern Languages and Civilization department at the
University of Washington and is investigating the processes of standardizing traditional music in
Central Asia.

Email: piank@uw.edu
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Session 7: Hstorical and contemporary soundscapes in urban and rural Central Asia
Chair Saida Daukeyeva, Institute of Musical Research

Al exander Djumaev, Composerso6 Union of Uzbekista

A sound and architectural landscape of old Bukhara and its reflection in musical a

Bukhara is well known as the crossroads of various musical traditions and styles. Over the centuries
the everyday life of Bukharian citizens and their activity have produced an intense, diverse and bright
sound landscape. In the late Middle Ages mprofessional guilds of artisans in Bukhara became
symbolic of a Anoisy cityodo. Some | ocal writers
in its sound landscape.

Considering various written sources in Persiajik and Turkic between the $6and the
beginning of the 20 century (and also in Russian and English for the late period), one can create a
Acompendi umo o fmusical slemerdsl These elements played a major role as a content
of the cityds sound rdussouhdsdratimeeity which eoulé be weard éromn u me
early morning till the next morning: azans, sounds in the bazaars, handbells of camels and other
animals, rhythms and music aefaqgarakhanain the residence of emirgjaira rhythms in the
weddings and othegathering, lamentations of mendicants, dervishes and others, stories performed
loudly by gyssakhanvaizand other storytellers, sounds of carriages and carazianseremonies in
the closed and open areas, various sounds of artisans, the sound ¢fosmé&dl inviting people to
the bath, rhythmic sounds of the nigtdtch §habgird3, sounds of domestic animals, sounding of
loud musical instrumentk#@rnai, surnai etc), singing of singers in the open air during the nights in
Ramazamonth and so on.

Old architecture in Bukhara also had direct and indirect contacts with music. Both are based
on the common aesthetic principles and should b
architecture and fAarchitectswer aalb otvlei nnkeinntgi 6o nierd riu
strong ties with certain architectural forms and elements. An example matfygrakhanan the
Bukharian Arch (residence of Bukharian rules) with its open gallery above the main gates. This
architectural structure had aogies in other cities of Khanate and beyond. Some other kinds of
sounds and types of performing depended on the specific places: bazaars attracted the attention of
various types of storytellers; teahousesajkhand had their own specific genres of musitiere was
also a specific architectural form likchanaggahwhich was linked to such types of singing as
khanaqggai The main architectural element kifanaqgahwas a cupola, and it created a specific type
ofvoiceiicupol a voi ceo0 4dwcubolakhabaggaesingind. It was alsp a guarter
system of a general towplanning of Bukhara which corresponded to ethnic groups and communities
and their musical interests. One can conclude that Bukhara demonstrates various forms and types of
musical ad architectural ties and crossings especially in the late period of its development.

Dr Alexander Djumaev (b. 1953) is a freelance scholar. He is Liaison Officer of the ICTM and a

me mber of the Composersd Uni on ode misic budukes sft an . I
Central Asia, magamat, Islam and music, medieval written sources on music, and Central Asian
cultural policy. He lives in Tashkent, Uzbekistan.

Email: adjumaev@yahoo.com

Djamilya Kurbanova, Turkmen National Conservatory

Evolution of musical instruments within local performance schools in Turkmenistan

Turkmenistan is situated in the southwest of Central Asia. Eighty percent of territory is covered by the
Karakum Desert. The desert environmant arid continental climate have significantly influenced

the cultures of the Turkmen tribes. Life conditions, formed in the course of history, determined the
division of the Turkmen people into different ethnic groups. Such a division into tribes adthéme
formation of di f f er dagshycylyksyollaga.l Atc hpioé¢ serctal We d Kk 1
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main styles: Damana yoly, Akhdkeke yoly, YomuwGoklen yoly, SalySaryk yoly and Choudur
yoly. Each school is characterised by its own local pedudisy which are manifested by the
particular ways of playing folk music, the genres performed and the types of instruments employed.

Ancient Merv is an emerald in the treasury of world culture and it is a great historic heritage
of the Turkmens. Imageryfanusical instruments on the terracotta statuettes of Ancient Merv is
evidence of the high level of music art in the past. Instruments of terracotta statuettes include two
fundamental groups: strings and brass. The string group is presented by the itutastfiiment
appeared in Asia much earlier than Greek cultur
statuettes tell about the existence of multiple contacts with different countries. Their value lies in the
record they provide of the earliestwlopment of musical culture that connected ancient Turkmen
ancestry with a new phase of history.

The singing style of Merv is famous for its wealth of melodies and its melodious character. In
this region the folk wind instrumentiduk is very popularboth as a solo instrument and as an
accompaniment. Theidukhas several variations: tigargy-tuiduk (80 cm in length)dilli -tuiduk (12
cm) and the now obsoletwshadilli -tuiduk (twinneddilli -tuidukg. Although all are made from reed,
they vary in sand and appearance. The gatggluk has a husky timbre characterised by a distinctive
whistling, while the dillituiduk sounds piercingly and brightly in the high registe. Vocal performance
to the accompaniment of the tuiduk, as well as the playing dfikumelodies, demanded great
technical skill. Thebagshyof Mary region had a good command of th&ar, though their playing
differed greatly from that of the musicians of the Akhal region. Most of the Mary yoly dutar pieces
are based on sung prototypes.

Old Nisa is a great historic heritage of Turkmen. The significance of Nisa grew to the level of
it being an inner centre of Parthian empire. In excavations of ancient Nisa were found lots of things,
furnishings, and works of art which prove the magnitadd glory of ancient Parthia. Among them
there are Nisads rhytons of extraordinary beaut
mainly for ritual ceremonies. Music was the main part of religious acts in Parthia. Lots of images of
dancers, musieins and musi cal i nstruments demonstrate t
included the groups of string, brass and percussion instruments. The string band is presented by zither
and lute. Both of these instruments appeared in Asia much edrder Greek culture there.
Instruments of the brass group ardosand Parpipe which also came from the East and then spread
into the art of the Hellenes.

The direct similarity with a modern percussion instrument of Turknuep (is Parthian
tambourine. Wmen pl ay on Nisabds tambourine and accomp:
that instrument was connected with the ancient cult of the moon, traditions that were accomplished by
priests. It is interesting that nowadays in Lebap region of Turkmenistandtik exist the traditions
of womendés playing on the percussion instrument
women cook a ritual course ASumelekodo from the
ceremony of cooking is accompanied lmngs and dance wittlep or tambourine. It is typical of the
position of the tambourine in the hands of Parthian musicians that they hold them with two hands,
slightly to one side, the same way as modern Turkmen musicians. So the Tulépisra direct
descendant of the Parthian tambourine on the rhytons and in its turn it also represents the furthest
ancestry of the Sumeran tambourine.

Nowadays the main distinguishing feature of performers of the Akhal yoly is a high level of
proficiency on thelutar. TheAkhal region has been the source not only of short dutar pieces, but also
of multipartite compositions and tlitar cycles Mukamlar, Gyrklar and Saltyklar. At the end of the
19" century, a northern region instrument, tidjak, became widely used byehAkhal yoly. The
gidjak is a threestringed bowed instrument with loud, fllbdied sound and broad technical scope,
used both as a solo and accompanying instrument.

In the northern region, the Dashoguz yoly is renowned for the performance of dastans (ep
poetry). The singers of -dé&s$samschweddsigaa)gosrimgn!| v c a
his recitation, the orator would accompany himself on the dutar. The main difference between the
Dashoguz performance style and other Turkmen traditisnshat the singer (in addition to
accompanying himself on the dutar) is accompanied by a gidjakchy, a player of the gidjak. The
Bal kan bagshy tradition was solely a sung form
and an abundance of vocal amentation, accompanied by a dutar and gidjak ensemble.
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The favourite music of the Turkmen people was always the oral professional folk genre and,
although complemented by new themes and instruments, the national tradition had remained largely
unchangedtahe turn of the millennium.

Djamilya Kurbanova graduated from the D. Ovezov State Music College in Ashgabad, took a
further graduate course at the Kurmanghazy Kazakh National Conservatory, and completed a
postgraduate course at the Turkmen Nationals€omtory specialising in musicology. At present she

is working in the Department of Music History at the ConservatomurkmenistanShe is author of

a number of journal articles, encyclopaedia entries, and the tex@a&knen Folk Creativityfor
musicschools.

Email:j_kourbanova@mail.ru

Shakhym Gullyey, lliyas Zhansugurov Zhetisu University

On comparative study of traditional musical cultures: the case of Azeri and Turkmen song
repertoires

Following thecollapse of the Soviet Union, in all the newly established independent states there
began a process of newly conceptualizing their cultural heritage through a thorough study,
reconstruction and revival of formerly forgotten or forbidden art forms and gdexamination of the
musical heritage of the natiestates has been part of this process. However, in the search for the
6national 6 roots of tr aave tendediianeglesharadiaspects ofahey r e s
music ofthe peoples who have lad side by side for centuries and have many commonalities in their
history, ethnogenesis, and culture.

In my presentation, | intend to show how studies of Azeri traditional music shed light on
someas yetunexplained phenomerna the traditional musicatulture of the Turkmen people. The
origins of the titles of some songs by Turkmesmgshysand their instrumental versions, such as
ATeshnito, AMeshrepo, ANovayi o, AGyryklaro and
musicologists. A search foreh meani ng of the title of one of t
traditional music, specifically the art of ashigs who, like the Turkmen bagshys, are heirs to the epic
narrative art of the Oghuz ozans. As a result, | found out that the song fitle,s hni t 6, or i gi n
the name of the eastern poeti c fashiganthiieir mudia@hni s o
and poetic competitions. In my paper, | shall demonstrate this historical link and consider its
implications for contemporary germance practice through a comparative analysis of the repertoires
of Azeriashigsand Turkmerbagshys

h

Dr Shakhym Gullyev, a Turkmen ethnomusicologist, is the author of sevéwtyscholarly works,
including the bookrhe Art of Turkmen Bakhsligshgabad, 1985), and the editorTafrkmen Music

by V. Uspenskii and V. Beliaev (Almaty, 2003). Since 2002 he has lived and worked in Kazakhstan.
Currently he is a professor in the Department of Music Education at the llyas Zhansugirov Zhetisu
State Univesity in Taldy-Qurghan.

Email: shakhym@rambler.ru

25


mailto:j_kourbanova@mail.ru
mailto:shakhym@rambler.ru

Session 8: Medieval and modern music practices at the crossroads of Central Asia, the
Caucasus and Iran

Chair Jennifer C. Post, New Zealand School of Music, Viaria University, Wellington

Alla Bayramova, State Museum of Musical Culture of Azerbaijan

Legacy of Nizami Ganjavi as a source of informatiom musical practices in medieval Central Asia

Born to a Turkish father and Kurdish mother in the city of Gamjpav(the second city of the Republic

of Azerbaijan, then a city of the Atabek lldeghizid state which emerged in the decline of the Seljuk
Empire), speaking vernacular but writing in Persian, the language of the court, his poetry becoming
widespread in Asiand influencing a number of ethnic literatures, the great poet Nizami Ganjavi
(1142:1209) is a representative and one of the best examples of the intertwining geographies and
cultures of the period.

His poetry is a rich source of knowledge about musictmes and traditions of his time,
although when translated in verse from Persian it can often lose the precise information and even
i nterpret some facts wrongly. These are transl
Ni zami 6s t ext sstsamnd byenusicglogigtshmay adsb migjnterpret certain lines for such
reasons as terminological confusion, lack of musicological education in philologists, reliance on
available translations by ndPersian speaking musicologists, etc.

Books of wdks waenllusirated by numerous artists of different countries of the
region. Their miniatures became visual witnesses of the musical instruments popular at that time.
Among them is thehangi most frequently mentioned by Nizafhia harplike musical hstrument,
played both by women and men in joy and in grief.

Nizami in his works reveals an interest in music and musical instruments and an obvious gift
for music. Hiskhosrow and Shirinthe second of his five big poems known@sinary, provide
exampls, the rarest in the world of poetry, where thirty pieces of music are listed together with their
comparative characteristics.

Alla Bayramova was born in Baku and graduated in musicology at Azerbaijan State Conservatory in
1980. Since 1988 she has bedmeaor of the State Museum of Musical Culture of Azerbaijan. In
2004 she gained a Ph.D. in musicology and in 2007 she was awarded the title of Honoured Culture
Worker of the Republic of Azerbaijan. She is an associate professor at Western Universitya Baku
me mber of the Composersd Union of Azerbaijan,
include articles on music history, museology, and cultural studies. She is also the project author and
editorin-chief of numerous books, albums, and first iedd of previously unknown works by
prominent Azerbaijani composers.

Email: bayramova_alla@mail.ru

Sanubar Baghirova, Institute of Architecture and Art, Azerbaijan National Academy of
Sciences

The Caucasus ath Iran in the musical borders of the 18tB0th centuries

If we consider historical time in terms of motion and rest, such as alternating periods of change and
stagnation, the period from the™8entury to the first half of the #Century is the time fomotion

and change for the musical relationships of Iran and the Caucasus. This motion was obviously
directed from the centre to the periphery, that is, from Iran with its role of the cultural metropolis, to

the Caucasus, which remained under its cultinfilence for some time even after the Russian
conquest. The centrifugal tendencies especially enhanced by the end of' tbenti@y led to the
irreversible results in the ?(bentury. However, in the ffgcentury these trends went unnoticed or
passedunconsciously for many contemporaries, while in th& 26ntury they did not meet the

political priorities of some or the ambitions of others any longer. Therefore, in their vision of the
musical geography of the region, most authors are inclined tchsaerse d A musi c al terri

26


mailto:bayramova_alla@mail.ru

t han | ocal fzonesd® that emerge from this™"musica

century, as well as from writings of some modern authors, one can conclude that art music genres
(Dastgah, Mugham, the ast Ashiq), their musical vocabularies, instruments, performing traditions,

and musi cal terminology constitute the majority
and are they common in fact? How do tmbhdckiste ficomr
local and national music practices, and how do they correlate each with the other? What was the role
played by language in intercultural relations in the region? These issues will constitute the subject
matter of my presentation.

Sanubar Baghrova of the Azerbaijan National Academy of sciences has a PhD in ethnomusicology
(1984, Institute for Art Studies, Tashkent/Moscow) and specializes in research into and promotion of
the traditional musical heritage of Azerbaijan. She is the author of NEESCO Candidature Filés

on Azerbaijani mugham (2003) and on the art of Azerbaijani ashigs (2009) included in the UNESCO
lists of intangible cultural heritage of the world, and is the authokzefrbaijani Mugham(Baku,

2007) in two volumesAzerbaijani Misic and MusiciangBaku, 2011), and dozens of works
published in Russian, English and Azerbaijani languages in different scientific journals, collections,
and encyclopaediashe released a number of CDs with recordings of Azerbaijmghams and

ashig mwic under the ARC Music productions (UK, 2008), Maison des Cultures du Monde / INEDIT
(2008), Felmay Records (2011) and other lab®&ubar Baghirova is a member of the UNESCO
Intergovernmental Committee on intangible cultural heritage, and a memblkgisoa officer of the

ICTM.

Email: sanubar.baghirova@gmail.com

Anna C. Oldfield, Coastal Carolina University

Reimagining the Caucasus: Music and Community in the Azerbaijani Ashig Tradition

This papemwill examine the limits of the locajlobal dichotomy in explanations of traagnic and
transnational identities in the Caucasian borderlands, while looking at traditional music as a site
where multiethnic identities are expressed and negotiated irbeywhd local communities. Seen
through a political lens, the Caucasus region is famous for its great diversity and notorious for its
inter-ethnic conflicts. Seen through a cultural lens, however, the Caucasus is a zone of interaction and
communication in Wwich music is shared and circulated across ethnic boundaries, making it an
intensive site of dialogue and negotiation. Amidst this musical migration isaghi& minstrel

tradition, a genre of music and storytelling that has circulated through the Catmasusr 500

years. Forged in the merging of Turkic, Iranian, and Caucasian influences in Azerbaijan, the genre
adapts to its audience and changes through time and space as it crosses boundaries between
languages, regions and histories. This paper exanihe lives and works of several™and 2@
centuryashiq minstrels from the borderlands of Azerbaijan, Dagestan and Georgia, examining the
relationship of the travelling minstrel t o fAi meé
political, andreligious boundariesThe discussion hopes to illustrate the role of music and oral
narrative as creator of flexible communities that privilege local, hybrid and vernacular identities in
contrast to the creation of imagined communities based on theigutifdexts and the imposition of
standardized written languages.

Anna Oldfield is an Assistant Professor at Coastal Carolina University, where she teaches World
Literatures and Cultures. Her areas of research include Turkic and Caucasian oraknamdtshe

has spent several years working with women bards in Azerbaijan and more recently in Kazakhstan.
Her professional activities include academic and-acedemic writing and projects intended to foster
cultural exchange.

Email: aoldfield@coastal.edu
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Session 9: Musical communities inside and outside Central Asia: vocabulary, and the
semiology of performance and reception

Chair Alexander Knapp, SOAS

Guzel Saifullina, Kazan State Conservatory

What iag fnhagtamo?. . Tatar musical terminology in i

AMusical geographyo cannot be tied to real geogrt
in verbal languages always go far beyond the geographic borderds Thés case with the musical
culture of the Volga Tatars. Despite of a huge distance that separates the territory populated by Tatars
(nowadays, the centre of Russia) from Central Asia, their culture witnesses a strong impact of various
traditions originahg there. Whereas various aspects of this influence have been studied by Tatar
historians and philologists, in the field of music this subject has only been touched upon in the context
of other studies.

In my paper, | discuss the categories of the fi@uhl Tatar musical lexicon that demonstrate
the presence of a whole layer of terms that characterise professional musical traditions of Central
Asia. These categories can be divided into two groups: 1) words of Turkic origin (the oldest layer); 2)
Arabic and Persian words that entered the Tatar language as elements of Islamic culture that
dominated among Tatars from the"1l the beginning of the Z0century. Terms of the last group
reflect the specificity both of music practice and theory that haveldped in the East. Here, the
categories of listening, singing, sound, rhythm, melody, multiple instruments etc. take their place. In
the course of time, the traditional interpretation of some of them in the Tatar milieu was changed (as
in the agqamopfofimtheir place was taken by ter ms
written sources of the past, various groups of terms, together with their interpretation in the Tatar
milieu, will be analysed in the presentation.

Dr Guzel Sayfullinais a nusicologist, associate professor at the Kazan Conservatory (department of
Tatar music), researcher in the field of Islamic arts and music, and a guest lecturer at the universities
of Utrecht, Amsterdam, Leiden, and Izmir. At present she lives in the Netdsr Among her books

(in Russian) areMusic of the Holy Word. Recitation of the Koran in Traditional Tatar Muslim
Culture (1999), Baghishlau / Dedications in the Folk Culture of Tatar Musli(B905) andThe
Categories of Traditional Tatar Music. An Anated Glossary2009).

Email: gsayfi@gmail.com

Helen M. Faller, Independent Researcher

Mong: Creating National Unity among Kazan Tatars

Sung in a minor key and often acongfohpoagsmengly by | i v
jyrlar - are marked by longeld, deeply resonant notes carried best by strong, clear, versatile voices
that sonorously sound their melancholy lyrics. While the mournful qualitmaigmay be heard
elsewhere, most notably in songsiglby other Turkic peoples, Portugudado, and the American
blues,mongmay be unique as an articulated ideology for promoting national unity. Tatars not only
discussmongd s si gni fi cance mongusibly gifect thiem:rwhnen mMatee audienées
listen tomong it unites them in shared griebrrow and elicits otherwise culturally atypical behavior.

Like the Tatar language and Islamgpngis important as an oppositional identity marker with
respect to Russian hegemony. It is generally underste@bmething Russians do not have nor care
to learn about. Russian indifferencembiongmirrors other relationships between Tatars and Russians,
colonial in that Tatars know all about things Russian, while Russians are largely unaware of any but
the most aperficial aspects of Tatar culture.

Mongful songs are highly conservative in form and audience reception of them is prescripted.
Nevertheless, vernacular understandingsiofidd s deeper meani ngnsongyres vy wi de
concern feelings of sorroand loss expressed metaphorically through an emotional description of a
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scene from nature. The lyricsd | ack of specific
sorrow of the entire Tatar nation.

My paper will explore the semiology of aedice reception ahong Considering the relations
between different interpretations miongand Tatar nationalism, it will also demonstrate the ways that
mongpr ovi des a counterexample to Benedict Anderso
co-naionals, and how the generalized tragedy expressed in mongful songs may mask specific
tragedies common to €Xoviet people.

Helen Faller, a cultural anthropologist, runs Mosaiga Records and tours with Central Asian artists.

Her first book,Nation, Langug e , I sl am: Tatar st a(@EJPreSo2014)rveas gnt y
nominated for a 2012 Central Eurasiitudies Society Book Award. In September, she will travel to
Central Asia to research her second booikws. on Si l

Email: helen.faller@gmail.com

Razia Sultanova, University of Cambridge
Insider-Outsider: Central Asian Music at Home and Abroad

For centuries Central Asia was a place crossed by caravans and mefaran®est and East.
Today, due to political and economic processes, Central Asia itself is on thewitvap to 6
million migrant workers from within the e®oviet Union borders alone. Many Central Asian
musicians have aldeft their countries, tryingo establish themselves abrosidhere is the Central
Asian home for those people toddyBw do they manage to succemdturally and musically on
moving abroadMow does music help them in adapting to new places and a new mode of life?
"If 1 am awayfrom my motherland, on the third day | start singing my native songs to
myself," a friend told me, expressing his nostalgia hfsmother tonguend culture, proving
thath musi c is an i mportant symbol of identityo (Ti
Drawing from a geograptally based study of the social life of musiciamy, paper will
explore thesensenf national identity as a social category for communities inside and outside Central
Asia. Built on interviews with famous musicians living inside and outside their cquttteypaper
examines different attitudes to the fAmother cul't

Razia Sultanovais a Director of the Centre for Central Asia music atUWheversityof Cambridge

and a Fellow of the Cambridge Central Asia Forum. Shieeiswutior of four books and three edited
volumes, has published 46 articles in peer reviewed jourBialsems inThe New Grove Dictionary

of Music and Musicianscontributed toThe Garland Encyclopaedia of World Musi2ie Musik in
Geschichte und Gegenwaendwr i t t en 25 book/ CD reviews. Dr Raz
began in Uzbek State Conservatory in Tashkent, and further progressed in Moscow State
Conservatory where she was granted PhD in 1988. She is currently a Visiting Professor of the
Moscow Stée Conservatory. A recipient of a number of grants including Deutsche
Forschungsgemeinschaft (1993), the British Academy (2003, 2005, 2008), AHRC2(DDY she is
currently working on the new book on popular culture of Afghanistan, supporidjtantfrom the

British Council

Email: rs59@soas.ac.uk
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Session 10: Central Asian musicians on the move: travel, migration and global
circulation of neo-traditional and popular music

Chair Razia Sultanova, University of Canbridge

Robert O. Beahrs,University of California, Berkeley

Transnational Khéémeizhi Circuits: Advocacy, Authority, and Tourism in P&viet Tuvan
Throat-Singing

In 2006, American ethnomusicologist Theodore Levin characterized an ensemble ofavoild

Tuvan throasingers khooémeizhi as A hy @etrhnaotmaidss,0 vol untary f@Amast
drawn across the world by festival invitations, music industry contracts, and various economic
incentives far removed from their south Siberian homelamtise Republic of Tuva (Russia). In this
paper, | critically examine how the circulation of practices associatedkhiitimeithroatsinging

outside of the Inner Asian republic of Tuva has nurtured particular aesthetic and practical
developments for Tuvamusicians as well as outsider advocacy in the realm ofSmgéet Tuvan

cultural politics. In tracing the touring circuits of two ensembles of Tuvan musicians through Western
Europe, | hope to illuminate some dynamics of contemporary practice, repteserdnd identity as

they are constructed and contested by musicians and practitioners in various contexts. How do Tuvan
musicians choose to portrajiddmeion the stages of European concert halls and singing workshops?
What role do international commuieis of fans, practitioners, and musical tourists play in shaping
local traditions at competitions and festivals in the Republic of Tuva? Informed by my fieldwork
studying traditional and modern methods of teaching and leakhiiiymein Kyzyl and threee&gions

of Western Tuva, | conclude by arguing for particular ways in which global circulation feeds back
into musical, pedagogical, and political practices relatethi@omeithroatsinging in Tuva with

stakes and concerns for various communities today.

Robert Beahrsis a vocalist and Ph.D. candidate in ethnomusicology at the University of California,
Berkeley. His research examines vocal production and pedagogy in the global circulation ef throat
singing practices from the Republic of Tuva (Russia). bbjorg how people conceive of their voices

in various epistemological systems related to traditi@hédbmeisingingRober t 8s r esear ch
the stakes and concerns for indigenous communities involwtdeoeizes a relationship between fan

culture, pactice, and circulation, and seeks to contribute to a richer understanding of how we as
humans learn and shape our voices.

Email: robert.beahrs@gmail.com

Ariane Zevaco,Cent re dOEtudes deSud, GNRSde et de | 6 Asi e

Networks, Spaces and Representations: the Tajik, Persian, and Soviet musician

Drawing from a field of research initially based in Tajikistan, and gradually expanded to Iran and
Afghanistan, | intend to discuss the semasical recognition qocesses of Tajik musicians, through

the study of their travel narr at i on-speakiagiatka,t hei r
Central Asia, former Soviet area, India and Europe. Nowadays, through their speeches and practices,
Tajik musicans bring their activity and its definition closer and closer to Afghan and Iranian areas,

and claim their belonging to a Persian cultural spadbus defining a Persiahajik identity on

several criteria largely based on a historical modality. Neveg$ebhis does not mean for them

cutting away from their Soviet past, nor from local identities or from the close relationship they
sometimes maintain with Uzbekistan. Indeed, this process gets in line with a complex framework of
representations of identitywhich should not be considered as uniform.

Through travelling, musicians do not simply expand their reputation in their own musical
society, but also the extent of their social networks. The countries they travel to for musical activity
do not carry thesame status of identity and prestige as they did in Soviet times: for instance, the
Soviet Union is no more considered as the most valuable place of recognition, and has become part of
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and representations of musical and cultural identity.

Nevertheless, whatever the kind of networks used for the concerts and the trips, the claimed
identity is always a negotiah between the actors, the representations of the spaces interacting, and
the ideal of musical tradition. These negotiation processes also influence practices, and music carries
the marks of mobility: the same musician will not perform the saha&( 6nsgop of desti nyd)
Tehran, Kulob, Moscow or Dushanfienor will he speak about his music in the same way. The
problematics of proximity, in terms of both musical identity and relationship with the audience, and of
the relation to the past, are cetin the study of the representation of musical cultures given by the
musicians in these particular spaces and times.

Ariane Zevacois a PhD student in social anthropology and ethnology at the School for High Studies

in Social Sciences (Ecole des Hauftades en Sciences Sociales) in Paris. Her investigations focus
mainly on the ways musical traditions are repre
repertoires, and on the networks of cultural dynamics in the musical worlds of Tajikistaranil

Afghanistan, countries where she has regularly stayed since 2004.

Email: ariane.zevaco@gmail.com

Kerstin Klenke, University of Hildesheim
The World According to Uzbek Pop

2004: Uzbek singer Sevarakhrkhan wins 8BC Radio 3 Award for World Musia London for her
albumYolBolsin I'ts mixture of Uzbek traditions and tri
and Western musical culturedo from a region, whic

1971: The Uzbek bandalla wins the pafSoviet TV competitiorHe | | o , Wedre Look
Talentsin Moscow. Their mixture of Uzbek traditions and pop will get them touring almost the entire
socialist space from Siberian Culture Houses in the east to thie Begdrichstadt Palace in the west.

Without doubt, the Uzbek pop music scene has gained access to new musical ideas and
entered new markets beyond the postsocialist world since independence. Common before/after
scenarios, however, usually invalidate tbien farflung itinerariesi and sometimes even the
existencé of Uzbek pop music and musicians in the Soviet era. In a strange coalition, Uzbek national
independence ideology, world music prose and academic discourses tend to converge in eradicating
sodalist-style internationalism for the sake of promoting allegedly novel postsocialist globalization
(or its retrospective twin, apparently authentic -jpnperial cultural exchange). Moreover, the
conventional celebratory rhetoric of newly dissolved bordarstless flows and unleashed creativity
in the postSoviet realm generally also blinds out factors that restrict the aesthetic explorations and
spatial scope of the contemporary Uzbek pop sGeaeong them an intricate state bureaucracy
specifically deised for the administrative and ideological control of pop as the officially sanctioned
sound of the natian

In my paper | will trace the changingeophonicsof the scend its real and imaginary
trajectories as well as their boundaries, its ideologioainises and academic biasessking, whether
the world has not actually become a smaller place for Uzbek pop since independence.

Kerstin Klenke wor ks as research coordinator at the Uni
Music and is a PhD student #ne University for Music, Drama and Media in Hanover. Her thesis

deals withestradain Uzbekistan and is based on field and archival research in Tashkent.

Email: cwm_klenke@unhildesheim.de
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CONCERT PROGRAMME

Also featuring pdormances of
the Uyghur On Ikki Mugam by
the London Uyghur Ensemble
Kazakh Kui by Bakhtiyar
Amanzhol, Turkmen Mugam by
Djamilya Kurbanova, Uzbek
Magam byWilliam Sumits, and
Turkish Taksim improvisations b
Giovanni De Zorzi.

Gochag Askarov

one of Azerbaijan"
finest mugham singel

AThe expressi veag Askdros's
extraordinary voice... has prompted compari:
with Nusrat Fateh Ali Khan. His melismat
flights into the upper reaches of the tenor ra
share the great gawwali singer's capacity
astonish. o (The Wire,
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Call for Papers
2012 CESS Regional Conference (Georgia) and
2012 CESS Annual Conference (USA)

This is the call for papers for two separate conferences:

Centr al Eurasian Studies Societyb6s Re2dindbilgii Conf erenc
Georgia.
Centr al Eurasian Studies Societybds Ann2Zlaml Conference

Bloomington, Indiana.

Presenters may submit proposals to both conferences, but they must be different proposals.
No one may submit the same paper or panel to both.

Panel and paper topics relating to all aspects of humanities and social science scholarship
on Central Eurasia are welcome. The geographic domain of Central Eurasia extends from
the Black Sea and Iranian Plateau to Mongolia and Siberia, including the Caucasus, Crimea,
Middle Volga, Afghanistan, Tibet, and Central and Inner Asia. Practitioners and scholars in
all humanities and social science disciplines with an interest in Central Eurasia are
encouraged to participate. This year, due to the increased opportunity for scholars from Iran
to obtain visas to the U.S., we especially encourage proposals for the Annual Conference
that touch on Iran in the broader context of Central Eurasia.

Deadline for submission of panel/paper proposals for both conferences is:
April 12, 2012.

Note: Submissions after this date may be accepted only in the case of special justifying
circumstances and at the discretion of the program committee. Please be sure you have a
complete proposal to us by this date.

Only electronic submissions will be accepted. Be sure you fill out the registration
form for the correct conference when you complete your submission.
Registration: http://centraleurasia.org/conferences/conference-reqgistration-
form/

To submit a proposal to either conference:

Please have your complete proposal prepared before submitting the form including
information from panel participants. (Please note that you will not be able to save the form
and return to it later.)

Submissions of pre-organized panels are strongly encouraged and will be given some
preference in the selection process. Individual papers are also welcome and will be assigned
by the program committee to an appropriate panel with a chair and a discussant.

Please see our website for more detailed information on the conferences:
http://centraleurasia.org/conferences/
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Information for the Central Eurasian Studies Society Third Regional
Conference (2012)

July 20-21, 2012
Thilisi State University, Georgia

The Central Eurasian Studies Society (CESS) invites panel and paper proposals for the
Third Regional CESS Conference, July 20-21, 2012, in Thilisi, Georgia. The event will be
held at Thilisi State University, hosted by the Center for Social Science.

The program will feature approximately 25 panels, and there will also be a supplementary
program including a reception and a keynote speaker.

For the full details of the Regional Conference:
http://centraleurasia.org/conferences/call-for-papers-for-2012-cess-regional-
conference/

Information for the Central Eurasian Studies Society Thirteenth
Annual Conference (2012)

October 18-21, 2012
Indiana University, Bloomington, Indiana

The Central Eurasian Studies Society (CESS) invites panel and paper proposals for the
Thirteenth Annual CESS Conference, October 18-21, 2012, in Bloomington, Indiana. The
event will be held at Indiana University, hosted by Sinor Research Institute for Inner Asian
Studies and the Inner Asian and Uralic National Resource Center. Panels begin Friday
morning, October 19, and continue through mid-day on Sunday, October 21.

The program will feature approximately 70 panels, and there will also be a supplementary
program including a welcome reception on Thursday, a conference dinner and a keynote
speaker.

For the full details of the Annual Conference:
http://centraleurasia.org/conferences/call-for-papers-for-2012-cess-annual-
conference/
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