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ABSTRACT. The article explores the formation and transformation of the intonational archetype Aqqu-Gaqqu
in interpretations of the epic Qyz Zhibek. It examines how the image of Zhibek became associated

with the swan symbolism long established in Kazakh culture. As a result, the epic narrative found expression
in folk song, drama, opera, cinema, and instrumental music. Particular attention is paid to the canonization
of the swan image as one of the heroine’s key symbols. The relevance of the study is reinforced

by the anniversary events of 2025 associated with the Sultan-Akhmet Khodzhikov's film Qyz Zhibek.

The research materials include the epic Qyz Zhibek, Ukili Ybyrai's song Gaqqu, Yevgeniy Brusilovsky's opera
Qyz Zhibek, Sultan-Akhmet Khodzhikov's film Qyz Zhibek, the kuis Aqqu by Ykhlas Dukenuly and Nurgissa
Tlendiyev, the songs Gaqqu, Qyz Zhibek, and Aqqu-kui published in Alexander Zataevich'’s collections.

The methodological framework combines historical-cultural and comparative-historical approaches,

Boris Asafyev's theory of intonation, intertextual analysis, and Jan Assmann'’s theory of cultural memory.

The study demonstrates that the swan image was not an original feature of the epic narrative. Rooted

in an earlier cultural tradition, it emerged through successive reinterpretation and is defined here

as the Agqu-Gaqqu complex. The findings show Gagqu, having absorbed earlier musical traditions,

became a foundation for later interpretations, while Nurgissa Tlendiyev's kui Aqqu represents the culmination
of this process. The study concludes that the Aqgu-Gagqu complex functions as a mechanism of cultural
memory, ensuring the continuity of the artistic image of Qyz Zhibek across diverse genres of Kazakh art.
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XapnamoBa, TatbsiHa. «“Kbi3 Xibek” 3nocbiHbIH KOPKEM MHTepnpeTaunsiapbiHAaFs
M3JEHM Xakbl MexaHU3Mi peTiHaeri “"AKKy—TaKKy" MHTOHaLMANbIK KeLleHi». Saryn,
1. 14, NQ 2, 2026, 34-54 6., DOI:

(AfbINLWbIHLWIA)

K13 XKibek, anoc, MN'akky, AKKy, akky 6eiHeci, MHTOHaLMAIbIK apXeTUM, MOAEHN Xagbl,
Ka3ak My3blKa/iblK M3AEHMETI, Ka3ak, onepachl, Ka3ak GuibMi.

ATtop «Kpbi3 XKibek: 55 XblngaH KeriH» aTTbl apT-ANANOrTbiH, YMbIMAACTLIPYLUbLIAPI
MeH KaTbICyLUblAapblHa LWbIHaMbl pu3allbiabifbiH 6ingipeai. ABTop Kynaw baiiceritoBa
aTbiHAafbl Kasak yATTblK ©HEep YHMBEPCUTETI KiTanxaHacblHbIH KbI3MeTkepaepiHe
Mep3iMAi 6acbinbiM MaTepuangapbiHaH MaHbI3bl TapUXU MBIMETTepPAi XXNHaKTay
MeH caKTayzafbl YKbIMTbl 9Pi KaXKblp/bl eHbekTepi ywwiH anfbic 6ingipesi. CoHgalm-ak
3epTTeyAi XeTingipyre 6afbiTTanfaH nanganbl YCbiHbICTapbl MeH Kacibun nikipaepi yLiH
©3/1ePiHiH KYH/Abl YakbITblH 6e/reH peLieH3eHTTepre, COHAal-ak MakanaHbl 6acnara
JaiiblHAay MeH >xapuanay bapbiCbiHa KOpCeTKeH koazaybl MeH KeMeri yLiH Saryn
XYpPHaNblHbIH pejakLuacbiHa TepeH pu3allbliblk bingipesi.

Ocbl Manimaeme apkblibl aBTop «"Kbi3 XKibek” 3M0oCbIHbIH KOpPKeM
NHTepnpeTaumanapbiHAarbl MaAEHM Xadbl MexaHn3Mi peTiHgeri “Akky—TakKky”
WHTOHALMANIK KelleHi» aTTbl MaKanaHbl JaibliHAay 6apbIiCbiHAA XKacaHabl
WHTENNEKT KypanaapblHbiH TEK KOMeKLLi Kypan peTiHAe KOAAaHblIFaHbIH
xabapnangbl. ATan anTkaHaa, XacaHAbl MHTENNEKT Kypanjapbl: MATIHAI ka3ak,
XK9He afbl/ILWbIH TingepiHe ayaapy KesiHge TiAgik pacimaenyiH Tekcepy

XaHe XeTingipy makcatbiHaa (ChatGPT Hepokenici). XXacaHabl MHTeneKT
FbINbIMUN HOTUXKENEPAi XKacay, 3epTTey Ty>KbIpbIMAAPbIH KanblinTacTbIpy,
JAepekTepai Tangay, 3epTrey Ty>KblpbIMAaMacblH 33ipiey HeMece FblbIMU
Ma3MyHZAbl reHepaLumsanay MakcaTblHAa KOAAaHbINFaH XOK. ABTOP MakanaHblH,
Ma3MYHbIHa, YCbIHbIIFaH AepekTepAiH AypbICTbIFbIHA, Aepekke3gepre
cinTeMenepsiH, KOpPeKTIiriHe XXaHe XXYMbICTbIH, FbIIbIMY 3TWKa TananTapbiHa
ColKecTiriHe TO/bIK Xayan bepea,.

Makana «Akky—-TaKKy» MHTOHaLUMANLIK apXeTuniHiH «Kbi3 XKibek» 3nocbIHbIH KepkeM
WHTEprpeTaLmanapbiHAaFbl KaabinTacybl MeH TpaHCchOpMaLMACkiH 3epTTeyre apHanfaH. XX facbipga XKibekTiH
3nuKanblk 6enHeci kasak MaZeHMeTIHAE OypbiHHAH KanbiNTackaH akky CMMBOJIMKACbIMEH cabakTachim, SnMKabIK,
CHOXKET XaslblK dHi, ApaMaTyprus, onepa, KMHO XaHe acnanTblk My3blka CUAKTbI SPTYPJIi Kepkemaik dopManapaa
KepiHic TanTbl. Epekiue Hazap akKy 6eMHECiHIH BipTiHAEN KeNinkepAiH, Heri3ri CUMBOAAPbIHbIH, BipiHe alHany
yAepiciHe ayzapbinazbl. TakblpbinTbiH ©3ekTiniri 2025 Xblifbl MEPEUTOMIK OKUFaNapMeH arkbiHAaNazbI.

3epTTey MaTepuanbl peTiHae «Kbi3 XKibek» anocsl, Ykini blobipaigblH, «[akKy» aHi, EBreHnid bpycnnoBckuniigiy
«Kbi3 Xibek» onepacsbl, CyntaH-AxmeT KoxbiKoBTbIH, «Kbi3 Xibek» ¢puabmi, blkbinac [ykeHynbl meH Hypfuca
TineHAMEBTIH «AKKy» Kyinnepi, COHAan-ak AnekcaHap 3aTaeBuy XnHakTapbiHaafbl «FaKy»', «Kpi3 XKibek»
XoHe «AKy-KroW»? aH-Kyinepi nanganaHbligbl.

3epTTeyaiH a4icCHaMabIK HETi3iH TapyXM-MaEHM XHe CabICTbIpMabl-Tapuxu Tacingep, bopuc AcadbeBTin,
WHTOHALMANbIK TEOPUSACHI, UHTEPMITIHAIK Tangay >aHe AH ACCMaHHbIH MaJEeHW Xaj TeopUsAChl Kypanabl.
3epTTey akky BelHeciHiH anvKanblK CFOXKETTIH bacTankbl cMnaTtbl eMec ekeHiH kepceTTi. On gacTypaeH bactay
anbin, Kern MapTe KepKeM KaiiTa nanbiMaay HITUXKECIHAE KaibiNTackaH >KaHe OCbl XYMbICTa «AkKy—-TaKKy»
KelleHi peTiHae 6enrineHesi. «[akky» aHi e3iHe geRiHri 4acTypaepAi boMbIHa CiHipin, KeriHr nHTepnpeTaumsnap
YLWiH Heri3 6onabl. Hypfuca TineHAMEBTIH, «AKKy» KyMi OCbl MHTOHALMA/bIK apPXETUMN 3BOHOLMACBIHbBIH,
KOPbITbIHAbI KE3EHi peTiHAe KapacTbipbliazbl. KopbITbIHAbI peTiHAe «AKKY—TaKKy» KelleHi MaeHM XaaTblH
MaHbI3bl MexaHu3Mi peTiHae 6afanaHbin, Kbi3 XKibek 6eMHeciHiH Ka3ak eHepiHiH, apTyp/i XaHpaapblHAa+bI
cabakTacTbIfblH KAMTaMachbI3 eTeTiHi AanenaeHesi.

1,2 Pepakuusa atayabl cakTanfaH HoTaablk Matepuangap
HerisiHge KepceTesi.
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XapnamoBa, TatbsiHa. «/IHTOHaLMOHHBIV KoMnaekc “Akky—Takky”

Kak MeXaHV3M KyJbTyPHON NaMATV B Xy[0XXECTBEHHbIX MHTeprpeTaLmnsax
anoca "Kbi3 XXubek"». Saryn, 1. 14, N2 2, 2026, c. 34-54,

DOI: . (Ha aHrauiickom)

KbI13 XKnbek, anoc, lakky, Akky, obpa3 nebess, MHTOHALMOHHBIA apXeTun, KyabTypHas
namsTh, Kazaxckas My3blKasibHas Ky/bTypa, Ka3axckas orepa, Kasaxckuii Guibm.

ABTOp BblpaxkaeT 6aarofapHOCTb OpraHmn3aTopam v yyacTHUKaM apT-Auasnora
«KbI3 Xibek: 55 net cnycrsa». baarogapHocTb paboTHWKam GoHza 61nbanoTekn
Ka3saxckoro HauMoHanbHOro yHUBepcuTeTa UCKYCCTB MMeHn Kynsw balicentoBon
3a KPOMOT/IMBbLIV TPYZ B COOpe 1 COXPaHEHMM BaXKHbIX MCTOPUYECKMX CBEAEHWN
13 MaTepuanoB NnepruoaMyeckol nevatu. Fnybokas 6aarogapHoCTb peLieH3eHTaMm,
yaenmelwnm CBOE LeHHOe BpeMA U AaBLUMM NMOJIE3HbIE peKoMeHaalnn

419 YAYULeHWs UCCe0BaHuns, a Takxke pedakLmmn XypHana Saryn 3a TepnesvBbii
TPYZ Y MOMOLLb B U3JaHWU CTaTbM.

Hacroawum 3asBneHveM aBTop OTMeYaeT, UTo NpK NoAroToske
cTaTby «/IHTOHaUMOHHbIN KoMnaekc "AkKy—Takky” Kak MexaHu3m
KyNbTYpHOW NaMATU B Xy0XECTBEHHbIX MHTeprpeTaLuax anoca
"KbI3 XKnbek"» MHCTPYMEHTbI MCKYCCTBEHHOTO UHTE/IIeKTa
NPUMEHANNCb UCKNOUNTENBHO B Ka4YecTBe BCMOMOraTelbHOro
cpencTBa. A UMEHHO /19 MPOBEPKU 1 yAYULLEHNS A3bIKOBOrO
opopMeHNs TeKCTa NPK NepeBoe Ha KazaxCKUii U aHTNACKN
A3blkn (HeripoceTb ChatGPT). VckyccTBEHHbIN MHTENNEKT

He NCMOoNb30BaCA A1 CO3AaHNA HayYHbIX Pe3y/bTaToB,
dopMuMpoBaHUA BbIBOJOB, aHan3a AaHHbIX, pa3paboTku KOHLIenLum
nccnefoBaHNA UAU reHepaLn Hay4YHOro cogepskaHus. ABTOp HeceT
MOJIHYtO OTBETCTBEHHOCTb 3a COZep>XKaHune CTaTbi, JOCTOBEPHOCTb
npeacTaBAeHHbIX AaHHbIX, KOPPEKTHOCTb LIUTUPOBaHUA UCTOUHVKOB
1 cooTBeTCTBME PaboThl TpebOBaHWAM HayUYHON STUKM.

CraTbst NOCBALLEHa NCCAEAO0BaHMUIO MPOLLECCOB GOPMMPOBaHUA 1 TpaHCPopMaLUm
MHTOHALIMOHHOrO apxeTuna «AKKy—TakKy» B Xy0XKeCTBEeHHbIX MHTeprpeTaLmax anoca «Kbi3 Xubek».
PaccmaTpuBaeTCs 4MTeNbHbIN NPOLLECC NepeoCMbICIEHUA 3M0Ca, B X04e KOTOporo B XX Beke MpouCcXoAnT
cbamkeHmne anmyeckoro obpasa XKubek ¢ cyLecTBOBaBLUEN paHee B Ka3axCKOW KyAbType CMMBOJNKOM
nebess. Bcneactsme yero anmueckmin CLOXXET NMOAYUNA BOMIOLWEHME B Pa3/IMYHbIX XyA0XeCTBEHHbIX popmax:
HapOAHOW necHe, ApamaTypruu, ornepe, KuHematorpade 1 MHCTpPyMeHTanbHOM My3bike. Ocoboe BHUMaHne
yAensaeTca MexaHU3My KaHoHW3aLumn obpasa nebeas, KOTOPbIV NOCTENEHHO CTAaHOBUTCA OAHUM U3 KAOUEBbIX
CYMBOJIOB repOuHU. AKTyaNbHOCTb ObpaLLeHns K aHHOW TeMe yCUanBaeTcs tobraeHbIMmU COBbITUAMM
2025 roga.

Matepuanom nccnegoBaHmsa nocayxunam anoc «Kuiz XKnbek», necHs «akky» Ykuau blbbipas, onepa

«KbI3 XKnbek» EBreHuns bpycmnosckoro, dpunbm «Kbiz XKnbek» CyntaH-AxmeTa XOAXKMKOBA, KHOW «AKKY»
blkbinaca AykeHynbl 1 Hyprucel TheHameBa, a Takxke necHu «faky»3, «Kbi3 XKibek» n «Aky-Kron»*

13 cbopHunkoB AnekcaHapa 3ataeBnya. MeTof010rMYeckyto OCHOBY COCTaBUAN UCTOPUKO-KYbTYPHbIN

N CPaBHUTENbHO-NCTOPUYECKU NOAXOAbI, MHTOHALMOHHan Teopua bopunca AcadbeBa, MHTepTEKCTYaNbHbIN
aHann3 1 Teopus KyabTypHON namaTu AHa AccmaHa.

B pe3ynbTaTe Uccief0BaHNA YCTaHOB/EHO, YTO 0bpa3 nebess He ABAAETCA N3HaYalbHO 3aJaHHOM
XapakTepPUCTUKOM 3MMUeckoro croxketa. OH NCXoaunT 13 Tpagmumnmn u GopMmpyeTcs B NpoLiecce ero
MHOFOKPaTHbIX XyAOXECTBEHHbIX NEePEOCMbICAEHWUN. [JaHHbIN MHTOHALMOHHbIN apxeTnn obo3HavaeTcs
Kak kommnaekc «Akky—Takky». NMokasaHo, UTo necHs «lakKy», BObpaBLUas NpeALecTByOL e TPAAMLMN,
CTaHOBUTCSA OCHOBOW ANs1 MOCAEAYHOLWMNX MHTeprnpeTaumnin. Kol «Akky» Hyprucel TaeHgmeBa paccMaTpuBaeTcs
KakK UTOF MHOTFOJIETHEN 3BOJIFOLUM MHTOHALIMOHHOTO apxeTunna, cbopMmnpoBaHHOTO B NpoLecce
XYZOXECTBEHHbIX NPOYTEHMI 3noca. [lenaetcs BbIBOA O TOM, UTO MHTOHALMOHHbIN KOMMIEKC «AKKY—TaKKy»
BbICTYMaeT BaXHbIM MEXaHU3MOM KyAbTyPHOM

3,4 HasBaHua NPUBOAATCA pedakumeit B HanucaHmuu, namaTv 1 obecneynBaeT NPeeMCTBEHHOCTb
3adUKCMPOBAHHOM B COXPAHMBLUMXCA HOTHbIX XyZOXecTBeHHOro obpasa Kbiz XXnbek B pasnnuHbIx
MaTepuanax. >KaHpax Ka3axckoro UCKyccTBa.
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Introduction
The history of any national culture represents a continuous process of preserving
and reinterpreting artistic images. In many cases, particular symbolic and semantic
complexes prove to be more enduring than the works in which they first appeared.
As these images pass from oral tradition into written and artistic forms (including
literature, music, theatre, cinema and other arts) they retain their fundamental semantic
core. At the same time, throughout their historical development, they acquire new artistic
functions and meanings. This process gives rise to a distinctive dialogue among authors
of different eras, in which each creator not only interprets an existing text in a unique way,
but also enriches it, turning a new work into a creative continuation of the previous work.
One of the most significant examples of such cultural continuity in Kazakh art
is the epic Qyz Zhibek. Originating within the oral lyric-epic tradition, its narrative
underwent a long process of historical development. Initially, it existed in multiple
oral versions preserved in the performance practice of zhyrau and aqyns; later, it was
documented in written form and became the subject of scholarly study. Subsequently,
the epic inspired numerous artistic adaptations in drama, opera, cinema,
and choreography. Each new engagement with the narrative reflected the aesthetic
principles of its time and enriched the interpretation of its characters and events
with new layers of meaning.
The relevance of addressing this topic is reinforced by the anniversary events of 2025
associated with the history of the epic Qyz Zhibek, Sultan-Akhmet Khodzhikov's film
Qyz Zhibek, and the name of Yevgeniy Brusilovsky?, all of which have encouraged renewed
reflection on the mechanisms through which cultural memory is preserved in Kazakh art.
Of particular interest in this process is the gradual formation of the swan image as one
of the most enduring symbols associated with the image of Zhibek. Its emergence cannot
be explained solely by the epic tradition or by any single artistic work. Rather,
it is the result of a long process of interaction among poetic, musical, and stage
interpretations. A significant role in this development was played by Ukili Ybyrai's

song Gaqqu [Swan], in which the image
5 55 Years Later art dialogue, held on April 25, 2026,

of the beloved is metaphorlca”y embodied at the Tan Art Residency creative space. This event
through the symbol of the swan. This song was jointly organized by scholars from the Kulyash
. . Baisseitova Kazakh National University of Arts,
later became the basis for the musical the Foundation of the First President of the Republic
characterization of Zhibek in Brusilovsky's of Kazakhstan, and the Tan Art Residency community.
) ) The inspiring discussions regarding the artistic heritage
Qyz Zhibek, the first Kazakh opera, and interpretations of the Qyz Zhibek epic during
. this forum served as the primary catalyst
and decades later received a new for the present study. The ideas developed
interpretation in the cinematic adaptation in this article gained significant momentum through
. . . . the vibrant exchange of insights among researchers,
of the epic and in the music of Nurglssa film critics, artists, and cultural figures.
Tlendlyev~ Desplte differences in genre It is highly symbolic that this research was compiled
conventions and artistic objectives, all of these during a period marked by a series of major cultural
. . milestones in Kazakhstan. These include the historic
works preserve a set of stable intonational anniversaries of both the Qyz Zhibek epic and its iconic
features that makes it possible to speak film adaptation, alongside the centenary celebrations
L . . of the prominent composer Yevgeniy Brusilovsky
of a unified intonational-semantic archetype. and the acclaimed actress Meruert Utekesheva.

In this context. the formation These events have once again revitalized the discourse
! on cultural memory, artistic continuity,

and transformation of the Aqqu-Gaqqu and the preservation of national musical heritage.
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intonational archetype in Kazakh musical culture is of particular scholarly interest.
The present article examines this process as the result of a long-standing artistic dialogue.
It traces the evolution of the image from the epic tradition and the song Gaqgqu
to its embodiment in opera and, subsequently, in Tlendiyev’'s kui Aqqu. Particular
attention is paid to the mechanisms through which this intonational complex has been
preserved and reinterpreted, thereby ensuring the continuity of cultural memory across
different genres of Kazakh art.

The object of the study is the process of canonization of an artistic image through
the formation of a stable intonational symbol. The subject of the study comprises
the mechanisms of preservation and transformation of the Aqgu—-Gagqu intonational
archetype. It is important to emphasize that the swan image has an independent history
within traditional Kazakh culture. The song Gagqu and the numerous instrumental
kuis entitled Agqu represent different forms of musical embodiment of this image
that developed independently of one another (Amanova). Therefore, the present study
does not focus on the origins of these traditions; rather, it examines the process
of their artistic convergence and subsequent canonization in twenty—twenty first century
interpretations of the Qyz Zhibek epic.

For the sake of clarity, it should also be emphasized that the tradition of the Aqqu
kuis is not genetically related to the epic Qyz Zhibek and emerged long before
the artistic interpretations discussed in this article. Moreover, sound imitation based
on the reproduction of the voices of birds and animals belongs to the most ancient
layers of musical thought and is found in the cultures of many peoples. In Kazakh culture,
the image of the swan possesses a wide range of mythological and symbolic meanings,
including associations connected with ancient beliefs and shamanic practices.
Therefore, the Agqu kuis examined in this study are by no means regarded as derivatives
of the Qyz Zhibek narrative. Rather, they represent an independent cultural tradition
that was subsequently incorporated into the process of shaping the musical image
of Zhibek.

The body of literature employed in this research is of particular importance.
The aim is not to retell or reiterate well-established facts concerning the musical
thinking of different peoples, the phenomenon of sound imitation, the epic itself,
opera productions, or the creation of the film adaptation. These subjects have already
been extensively addressed in scholarly literature. Nevertheless, a concise review
and systematization of existing research are necessary for understanding the logic
of artistic continuity and for identifying the mechanisms through which enduring
cultural symbols are formed. Examining diverse interpretations within a unified historical
and cultural context makes it possible to trace the consolidation of the swan image
as one of the key symbols accompanying the evolution of Zhibek's artistic representation.

Thus, the present study draws upon a wide range of scholarly sources reflecting
different stages in the existence and interpretation of the epic. The use of works devoted
to the history and poetics of the Kazakh epic tradition, ethnographic studies, research
on the variability and historical transformation of the plot, as well as musicological
publications examining Brusilovsky's opera and the music of Tlendiyev, makes it possible
to reconstruct a comprehensive trajectory of the development of this artistic image.
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Particular importance is attached to classical studies of Kazakh folklore and epic
tradition by scholars such as Shokan Ualikhanov, Vassily Radlov, Grigory Potanin, Mukhtar
Auezov, Seyit Qasgabassov, and others. A significant contribution to the contemporary
study of the work has been made by research devoted to various national versions
of the epic (Rakhimov), its stage interpretations (Sattybayeva and Yeskendirov; Rakisheva
et al.), as well as its musical embodiment (Mussakhodzhayeva; Omarova; Kazken).

Taken together, these studies provide clear evidence of the enduring scholarly interest
in Qyz Zhibek as one of the key texts of Kazakh national culture. They also demonstrate
a gradual expansion of research perspectives — from questions of origin and genesis
toward issues of interpretation, artistic transformation, and cultural reception.

Reference to the works of Kazakhstani musicologists devoted to the traditional musical
culture of the Kazakhs and the Turkic world as a whole made it possible to consider
the image of the swan as an independent and multilayered phenomenon that existed
long before its artistic reinterpretation, as well as to identify the cultural and historical
prerequisites for the subsequent formation of the Aqqu—-Gagqu intonational complex.

In this regard, particular importance was attached to studies examining the Kazakh
musical tradition as part of the broader Turkic cultural sphere, as well as issues

of comparative research into Turkic musical cultures and the commonality of their
intonational and formal-generative processes. These questions have been addressed

in the works of Saida Yelemanova, Gulzada Omarova, Saule Utegaliyeva. Equally valuable
are studies devoted to the mechanisms of preserving vocal and instrumental traditions,
including the works of Dina Amirova, Abdulkhamit Raiymbergenov, as well as Saule
Amanova's research on the ancient Agqu kuis and related scholarship.

Texts from periodical publications of different years also occupied an important place
in the study®. Newspaper and magazine materials made it possible to reconstruct
the cultural context surrounding the creation and reception of particular artistic versions
of the work, to identify authorial intentions and the specific features of public and critical
reception, and to trace the process through which cultural memory surrounding
the image of Zhibek was formed in different historical periods.

The corpus of sources examined in this study includes the epic Qyz Zhibek, Ybyrai's
song Gaqqu, Brusilovsky's opera Qyz Zhibek, the feature film Qyz Zhibek with music
by Tlendiyev, the Aqqu kuis by Ykhlas Dukenuly and Tlendiyev, as well as the songs
Gaqqu, Qyz Zhibek, and Agqu-kui published in Alexander Zataevich’s collections.

Methods

The interdisciplinary nature of this research is determined by the need to consider

a work of art as part of a broader cultural and historical process. Throughout historical
development, individual artistic models, plots, and structural elements may be preserved,
reinterpreted, and endowed with new artistic functions while maintaining their connection
to earlier traditions. Accordingly, the methodological framework of the study combines
historical-cultural, comparative-historical,

musicological, and interpretive approaches. ¢  periodical publications dating from 1968 onward

The historical-cultural method made were provided from the collections of the Library
. . L. of the Kulyash Baisseitova Kazakh National University
it possible to trace the principal stages of Arts.
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in the existence of the Qyz Zhibek epic, identify the mechanisms of its artistic
canonization, and determine the place of individual interpretations within the broader
process of the narrative’s development. The comparative-historical method was employed
to examine and compare different versions of the work.

The principal musicological tool of the study is Boris Asafyev's theory of intonation.
Proceeding from the premise that intonation functions as a carrier of artistic meaning
and cultural memory, musical works are understood as processes of meaning-making.
This approach makes it possible to trace the continuity of intonational patterns across
works of different periods and genres, as well as to investigate the mechanisms
underlying the formation of the stable Aggu—-Gaqgqu intonational archetype associated
with the image of Zhibek.

An important role in the study is played by the intertextual approach, which makes
it possible to examine the epic, song, kui, opera, and film as interconnected cultural
texts linked through relationships of continuity, quotation, reinterpretation, and creative
extension. Within this framework, each new interpretation may be understood as part
of an ongoing cultural dialogue extending across generations.

Methodologically, the study also draws upon Jan Assmann'’s theory of cultural
memory. Within this theoretical framework, the image of the swan and the associated
intonational complex (Aggu-Gaqqu) are regarded as a stable symbolic code that facilitates
the preservation and transmission of artistic meanings between different generations
of authors, performers, and audiences. The application of this theoretical model makes
it possible to investigate not only direct instances of musical quotation and borrowing,
but also the more complex processes involved in the formation of collective cultural
associations.

Results and Discussion

The history of Qyz Zhibek represents a complex, multi-stage process: from oral tradition
to written fixation, from canonization to scholarly interpretation, and subsequently

to a wide range of artistic adaptations. It is essential to emphasize that there is no

single “original” text of the epic; rather, all versions should be regarded as equally valid
manifestations of a living tradition, while each new artistic realization may be understood
as a continuation of an ongoing cultural dialogue with the epic heritage.

The formation of the Qyz Zhibek epic is generally associated with the oral poetic
tradition of the seventeenth—eighteenth centuries. The work organically combines
elements of heroic narrative, love lyricism, and social as well as clan-related conflicts.

Its plot reflects the historical realities of nomadic society, including intertribal relations,
marriage customs, and concepts of honor, status, and duty. Researchers, particularly
Seyit Qasqgabassov, have noted that the narrative motifs can be traced back to events
of the fifteenth and sixteenth centuries connected with the formation of the Kazakh
Khanate, internal conflicts, and a complex political environment (Qasgabassov).

As Gulnara Nurpeissova observes, “By this time, the ethnic and political consolidation
of the Kazakh people had largely been completed, along with the formation of a unified
national consciousness. The people had acquired a strong and distinctive spiritual
foundation, and the poem Qyz Zhibek became the embodiment of this spiritual unity

SARYN PEER-REVIEWED JOURNAL 43



C ;apyn 2026 TATYANA KHARLAMOVA THE AQQU-GAQQU INTONATIONAL COMPLEX AS A MECHANISM

44

of the nation” (1). Nevertheless, these historical events underwent substantial artistic
transformation within the oral tradition; therefore, the epic should not be regarded
as a historical document. Rather, it represents a poetic reconstruction of social reality.

For a long period, Qyz Zhibek existed exclusively in oral form. Its principal bearers
were the zhyrau — guardians of epic memory, and the agyns — improvisational poets.
Each performance was inherently variable, depending on the individual performer
and incorporating elements of improvisation. Consequently, the epic does not possess
a single fixed version: differences appear in plot details, character interpretation,
composition, and poetic structure.

The transition to written documentation began in the nineteenth century within
the broader context of scholarly interest in Turkic folklore. A significant role in this
process was played by Radlov and Potanin. Their studies did not result in the creation
of a “canonical” text. Rather, their efforts were aimed at documenting individual narrative
motifs associated with the life of nomadic society and at recording the very nature
of the epic tradition, including its oral character and variability. The records of Qyz Zhibek
produced during this period were fragmentary in nature, and no unified version had
yet emerged. More broadly, the works of Radlov and Potanin provide valuable insight
into the mechanisms through which the epic tradition functioned.

The next stage is associated with the activities of Zhusipbek Shaikhislamuly,
who published one of the first complete versions of Qyz Zhibek in Kazan in 1894
This publication marked a transition from scattered recordings toward a more systematic
canonization of the text. According to researchers, approximately sixteen original versions
of Qyz Zhibek are known today, confirming the persistence of textual plurality even after
the epic entered written circulation (Nurpeissova 1).

In the twentieth century, the epic became the subject of systematic scholarly inquiry.
A particularly important role was played by Auezov, who introduced Qyz Zhibek
into the sphere of academic research (Ocherki istorii). He defined the genre of Qyz Zhibek
as a lyric-epic work, distinguishing it from heroic epics and thereby shifting the focus
from feats of heroism to the realm of human emotions. The work came to be understood
as a tragedy of love in which not only the sequence of events but also the inner
motivations of the characters are of central importance. Auezov analyzed the artistic
structure of the epic, compared its various versions, participated in their publication
and scholarly editing, and examined the work within the broader social and cultural
history of Kazakh society. In doing so, he effectively transferred Qyz Zhibek from the sphere
of oral poetic tradition into that of scholarly knowledge and theoretical reflection.

In parallel, the twentieth century also marks the beginning of the epic's artistic
reinterpretation. In the 1930s, Gabit Musrepov created the musical stage play Qyz Zhibek.
Written according to the principles of dramatic composition, the work intensifies
contrasting narrative lines and more clearly
delineates the characters. The epic material 7 Shaikhislamuly was not only a collector, but also

thus acquires the form of a Iiterary drama a performer (zhyrshy). In addition, he was an active
L . . ’ publisher of Kazakh oral folk heritage in various
In Musrepov's interpretation, the |OgIC cultural centers (Kazan, Ufa, Tashkent, and Saint
of conflict becomes more pronounced Petersburg). Owing to his efforts, such works
1

as Aiman-Sholpan, Alpamys, Kenesary—Nauryzbai,
the narrative gains compactness and others entered printed circulation.
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and stage-oriented structure, and the image of Zhibek acquires greater psychological
depth. The social dimension is also significantly strengthened, particularly the theme
of pressure exerted by clan-based norms and the tragic conflict between these norms
and individual choice (Qyz Zhibek. Muzykal'naya p'esa 14). This marks a shift from epic
narration to drama as a form of artistic interpretation.

Based on Musrepov's libretto, a musical play was created in 1934, followed by Brusilovsky's
opera Qyz Zhibek, which became one of the key milestones in the development of Kazakh
professional musical culture. The opera incorporates a substantial number of folk songs
and kuis (around fifty), which led the composer to hesitate in classifying it as a fully-
fledged opera. Brusilovsky himself referred to it as an “ethnographic collection”
and a "potpourri of folk songs” (Mussakhodzhayeva 33). The central number of the opera
— the aria of Qyz Zhibek traces its origins to the song Gaqqu by the agyn Ybyrai. It is precisely
at this point that the formation of an intonational-semantic complex begins, one that
later unites vocal and instrumental intonation. At this stage, this connection is not yet
conceptualized as an independent artistic phenomenon; however, even in Brusilovsky's
opera, the image of Zhibek becomes fixed through the musical symbolism of the swan.

The further development of the narrative is associated with cinema. In 1970,
director Khodzhikov created the film Qyz Zhibek, which consolidated a visual canon
for the reception of the epic in mass culture. At the same time, the screenplay of the film
differs both from the folkloric version and from Musrepov’s stage adaptation. The creators
sought to reveal, through cinema, the traditional way of life of the Kazakh people
and to reconstruct the historical atmosphere of the past. Particularly indicative are
Musrepov's reflections on the screenplay of the film: “What will our film be about?

The plot, at first glance, is traditional. The protagonists are driven by love — this eternal
feeling underlies every epic. But the film is not only about the love of two young hearts.
It is a philosophical reflection on the formation of a nation, the fate of its people,

their sorrows and aspirations, and their centuries-old dream of freedom” (“Segodnya
na Kazakhfil'me” 3). At the same time, the authors did not aim at a strictly historical
reconstruction. This indicates a continuing process of interpretation and adaptation

of the narrative within new cultural conditions. Nazira llyassova notes that “although
the film version of the epic tale about Qyz Zhibek is an original work, it shares many
similarities with the opera production of the same name by Ye. Brusilovsky” (3). This is
reflected both in the interpretation of the main characters and in the musical numbers.
Thus, similarly to the opera, which incorporated more than fifty examples of Kazakh
traditional music, the filmmakers also appeal to the “auditory experience of the viewer,
providing certain situations with additional semantic layers” (llyassova 3).

In addition to the operatic material, most notably the song Gagqu, which functions
as a kind of leitmotif in the film, the musical concept of the cinematic version
also incorporates a number of well-known traditional Kazakh compositions familiar
to the audience. Among them are the kui Konil Ashar by Torekesh (“The Scene
where Bekezhan and Tolegen Prepare for Battle with the Dzungars”, Episode 2),

Yerden by Ykhlas (“The Scene with the Suitors Who Arrive to Propose to Zhibek,

8 A detailed analysis of the musical score of the film Be!levmg Her to Be a Widow",
is provided in the study by Nazira llyassova. Eplsode 2), and others?.
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In the following decades, the epic continues to exist in various artistic forms,
including choreographic interpretations such as the ballet Gagqu, compiled
from music from Brusilovsky's opera (by analogy with Rodion Shchedrin’s Carmen Suite)
and staged by Bulat Ayukhanov with Shara Zhienkulova in 1967, and later in the musical
interpretation by Aida Isakova — the ballet Gagqu, dated 2006.

Thus, the narrative of Qyz Zhibek extends beyond literature, opera, and cinema,
retaining its capacity for new artistic reinterpretations. “The story of Qyz Zhibek
is a very rewarding subject. It is romantic, danceable, heartfelt, filled with tenderness,
femininity, humanity, and warmth. It can be developed in any genre,” notes Ayukhanov
in an interview (Sablina).

Despite the diversity of genre interpretations, a number of stable artistic constants
are preserved across all versions of the work. One of the most significant is the musical
image of Zhibek, associated with the song Gagqu and the symbolism of the swan.

This line is of particular interest to the present study.

The association of Qyz Zhibek with the swan gradually became firmly established
primarily through Brusilovsky's operatic interpretation of the epic. During the period
of creating the opera, the composer was actively engaged in ethnographic work, studied
Kazakh folklore, and perceptively recognized that the swan symbol in Kazakh tradition
extends far beyond a mere characterization of external beauty. This symbol embodies
ideas of spiritual perfection, purity, and the noble nature of womanhood.

The song Gaqqu by Ybyrai, in the process of cultural and historical transformation,
acquires the status of an intonational archetype, first of the image of Qyz Zhibek
and later, more broadly, of love, femininity, and strength, extending beyond its original
genre and functional framework®. It is also important that Gagqu did not exist
in a single fixed version, which is confirmed by the Brusilovsky's own words in a dispute
with Auezov regarding authorship: “You say that a song has an author. Are you unaware
of how a given song reaches us and how many authors it acquires along the way? Take,
for example, Gaqqu <...> Who is the author of this song? Ybyrai? But what he composed,
according to Zataevich's transcription, is absolutely not similar to the Gagqu performed
in the stage production. In the conditions of non-written, oral folk creativity, a song
lives in constant variation, dependent on the memory, creative talent, and vocal abilities
of the performer..." (qtd. in Mussakhodzhayeva 33).

In the collection of Zataevich, we identified several versions of the song'’s transcription:
Gaqqu under No. 159, recorded from Fatyl Beissembayev in the Pavlodar region
(500 kazakhskikh pesen 116) (see Ex 1); and Qyz Zhibek under No. 750, recorded from
Abish Ospanov in the Qarqaraly district (7000 pesen 279) (see Ex 2). The Gaqqu variant,
used as the basis for the aria of Zhibek and presented in the 1936 libretto brochure
prepared for the Decade of Kazakh Art in Moscow, represents an intermediate form
between these two examples (QyZ_Zhlbek' The origins of the song can be traced to the lyrical
Muzykal’naya pesa 20) (see Ex 3). tradition of the sal and seri singers of the second half

Each melody contains a stable set of the nineteer'ﬂh century. According to bc.)t.h oral

accounts and literary sources, the composition
of expressive features. Among them are emerged from the composer's personal romantic
a smooth cantilena, wave-like melodic experience connected with a young woman named

Khakima, whom he poetically addressed as Gaqqu
development, variability of melodic [Swan].
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Ex. 1: The song Gaqqu.

Source: Screenshot from Zataevich, Alexander. 500 kazakhskikh pesen i kyuiev
Adaevskikh, Bukeevskikh, Semipalatinskikh { Ural'skikh [500 Kazakh Songs and Kuis
of the Adai, Bukei, Semipalatinsk and Ural Regions]. Alma-Ata, Narkompros Kazakskoi
ASSR, 1931, p. 116. (In Russian). The collection was obtained from the Archive

of the National Electronic Library of Kazakhstan (https://kazneb.kz/ru/bookView/

view?brld=1553153&simple=true)'®
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Ex. 2: The song Qyz Zhibek.

Editorial Note: To improve the reproduction quality
of archival photographs, the images underwent digital
restoration using Al-assisted image generation
technologies (Gemini and ChatGPT). The restoration
process was limited to correcting visual defects,
enhancing image clarity, and improving the visibility
of details without altering the original content

of the photographs. However, it should be noted

that Al image generation algorithms may introduce
minor changes to certain visual characteristics.
Consequently, complete fidelity of the restored images
to the original photographs cannot be guaranteed.
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Source: Screenshot from Zataevich, Alexander.
1000 pesen kazakhskogo naroda [1000 Songs

of the Kazakh People]. Almaty, Daik-Press,

2004, p. 279. (In Russian). The collection

was obtained from the Archive

of the National Academic Library of the Republic
of Kazakhstan (https://nabrk.kz/bookView/
view/?brld=416749&simple=true&green="1#)
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Ex. 3: Gagqu. Zhibek's Aria.

Source: Screenshot from the libretto: Kyz-Zhibek. Muzykal’'naya p'esa v 4 deistviyakh

( 5 kartinakh Gabita Musrepova [Qyz Zhibek: Musical Play in Four Acts and Five Scenes
by Gabit Musrepov]. Alma-Ata — Moscow, Kazakhskii gosudarstvennyi muzykal'nyi
teatr, 1936, p. 20. (In Russian). The brochure was obtained from the Archive

of the National Electronic Library of Kazakhstan (https://kazneb.kz/index.php/en/
bookView/view?brld=15545658&simple=true#)

formulas, quartal intonations, and pentatonic structure. The incorporation of Gagqu

into the opera by Brusilovsky as the aria of the main heroine consolidated a specific
intonational version of the song. Notably, in the collection Gagqu, which includes arias
and songs from the repertoire of Kulyash Baisseitova, the operatic aria of Zhibek

is presented in two versions: the melody composed by the composer and the version
performed by Baisseitova. It was precisely her performance interpretation that became
fixed in collective perception a particular intonational image of Gagqu, and subsequently
it began to be perceived as a musical symbol of Zhibek, capable of existing beyond

the vocal genre (see Ex 4).
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Ex. 4: Gagqu. Zhibek's Aria from the opera.

Source: Screenshot from the libretto: Kyz-Zhibek. Muzykal’'naya p'esa v 4 deistviyakh

( 5 kartinakh Gabita Musrepova [Qyz Zhibek: Musical Play in Four Acts and Five Scenes
by Gabit Musrepov]. Alma-Ata — Moscow, Kazakhskii gosudarstvennyi muzykal'nyi
teatr, 1936, p. 20. (In Russian). The brochure was obtained from the Archive

of the National Electronic Library of Kazakhstan (https://kazneb.kz/index.php/en/
bookView/view?brld=15545658&simple=true#)

A comparison of the different versions of the song Gagqu makes it possible to speak
of a stable intonational core alongside significant variation in melodic formulas. Despite
differences in ornamentation and rhythmic organization, all the examined versions reveal
clear common features. First of all, one notes the predominance of smooth stepwise
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motion, wave-like developmental patterns, quartal melodic formulas, and intonational
movements within the interval of a fourth (fourth-third, second-fourth, third-second,
and other variants). An essential element is the ornamentation of structural tones, which
generates a characteristic decorative quality of the melodic line. Another shared feature
across all versions is broad phrasing and extended melodic unfolding. Thus, the collective
intonational core of Gaqqu is represented in the version performed by Baisseitova.
However, the formation of the musical image of Qyz Zhibek is not limited to the history
of the song Gaqqu. In parallel, Kazakh instrumental tradition developed its own line
of artistic interpretation of the swan image, represented by various versions of the kui
Agqu. In this regard, it is noteworthy that in Zataevich's collection, under No. 183,
a dombra kui Aqqu is recorded (500 kazakhskikh pesen 123), transcribed from Kushukbai
Dzhauyukov in Semipalatinsk (see Ex 5).

183. AKY-K10if.

(Kwoii ,, TeGennp)

W 148
‘Kmyk6au J{xBbyaoros
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Ex. 5: Aqqu Kui.

Source: Screenshot of a kui fragment from: Zataevich, Alexander. 500 kazakhskikh
pesen i kyuiev Adaevskikh, Bukeevskikh, Semipalatinskikh { Ural'skikh [500 Kazakh
Songs and Kuis of the Adai, Bukei, Semipalatinsk and Ural Regions]. Alma-Ata,
Narkompros Kazakskoi ASSR, 1931, p. 123. (In Russian). The collection was obtained
from the Archive of the National Electronic Library of Kazakhstan (https://kazneb.kz/ru/
bookView/view?brld=1553153&simple=true)

An important place in the history of Kazakh culture is also occupied by the qobyz
kui Agqu by Ykhlas Dukenov (see Ex 6). The very existence of such examples testifies
to the independent musical life of the swan symbol outside the epic narrative and outside
Ybyrai's song tradition.

Here we observe a different type of musical embodiment of the swan image.
While in the song Gagqu the swan is represented indirectly through a poetic metaphor
of the beloved, in the instrumental kuis it acquires a direct sonic and imitative expression.
The musical development is constructed through a gradual densification of texture,
increased rhythmic pulsation, intensification of dynamic tension, and expansion
of the melodic range. The kuis Agqu reveal the dynamic aspect of the image, creating
an impression of wing movement, flight, and the cry of swans.
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Ex. 6: Agqu of Ykhlas.

Source: Screenshot of a kui fragment from: Qylqobyzga arnalgan khrestomatiya [Anthology for the Qyl-Qobyz].
Compiled by Abdimanap Zhumabekuly, Almaty, Bilim, 2012, pp. 266-267. (In Kazakh). The collection was
obtained from the Archive of the National Electronic Library of Kazakhstan (https://kazneb.kz/la/bookView/
view?brld=11124818&simple=true#)

Of particular interest is the preservation in these kuis of certain intonational features
related to the song tradition, which supports Saule Utegalieva’s thesis that “on the one
hand, the human voice reveals the instrumental nature of music; on the other hand,
the musical instrument strives to imitate the voice” (23). Thus, the compositional
techniques of the kuis preserve wave-like motion, quartal intonational formulas,
and other elements already observed in the song Gaqqu.

"Despite its oral form <...> the tradition proved to be a stable yet at the same time
sufficiently flexible means of creating and preserving music” (Yelemanova 10). In Kazakh
musical culture, two independent yet complementary lines of musical representation
of the swan image gradually emerge. The first is associated with the song tradition
and became fixed the image of the swan as a symbol of idealized femininity and beauty.
The second is represented by instrumental kuis and reveals the plastic and sonic-
imitation characteristics of the image. Their gradual convergence allows us to speak
of the formation of a unified intonational-semantic complex Aqgu—-Gaqqu. This complex
is most fully realized in the musical dramaturgy of the film Qyz Zhibek with music
by Tlendiyev.

Unlike the opera, where Gaqqu exists as a complete vocal number, in the film its
intonational complex functions much more freely: it may appear in vocal or instrumental
form in scenes associated with the image of Zhibek, or emerge as individual intonational
allusions. At the same time, the Gaqqu intonational complex becomes part of the film's
soundscape and forms a stable system of associations between musical material and
visual imagery.

Significantly, the cinematic version further strengthens an important artistic motif first
introduced by Musrepov and subsequently consolidated by Brusilovsky through musical
intonation in the opera: the association of Zhibek with swan symbolism. According
to recollections of participants in the production process, the film was originally intended
to bear the title Agqu. Swans were specially brought to the filming location and were
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envisaged as one of the central visual symbols of the picture (llyassova). Although
the final title preserved the connection with the epic source, the image of the swan
remained an essential component of the film'’s artistic concept.

Such a development was not accidental. As demonstrated above, the consolidation
of the swan image as a symbolic embodiment of Qyz Zhibek resulted from a long
process of interaction between epic tradition, poetic imagery, and musical semantics.
Consequently, by the time the film was produced, the swan had already been perceived
as an established cultural symbol.

The kui Agqu, composed by Tlendiyev, represents a logical culmination of this process.
For the first time, the work so clearly unites two lines of artistic interpretation of the swan
image: the vocal tradition deriving from the song Gagqu and the instrumental tradition
represented by the kui genre.

Significantly, the intonational foundation of the composition is based on the canonized
version of Gagqu that had become firmly established in cultural memory through Brusilovsky's
opera. The opening intonations of the kui already reveal affinities with the characteristic
melodic turns of Gaqqu. At the same time, this is not a case of direct quotation. Rather,
the composer preserves only its most recognizable intonational nucleus.

On the other hand, the music of the kui demonstrates a clear continuity
with the instrumental tradition of representing the swan image, particularly
with Ykhlas's kobyz kui Aqqu. Like Ykhlas's composition, Tlendiyev's work is built
upon distinctive sound-imitative devices. Its musical language likewise evokes
associations with the beating of wings, free flight, and the cry of a swan (see Ex 7).
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Ex. 7: Aqqu of Nurgissa Tlendiyev.

Source: Screenshot of a kui fragment. The musical score was obtained from the website: https://kazakwa.ucoz.
com/load/notalar/n_tlendiev_quot_a_u_quot_i_variant/2-1-0-329

These analogies make it possible to speak of the preservation of a stable figurative
model. Tlendiyev's composition thus emerges as a unique point of convergence between
the two traditions, in which the intonational complex Aqqu—-Gaqqu attains its most complete
realization. At the same time, each tradition emphasizes different facets of the same
image: the song tradition shapes the semantics of femininity, while the instrumental
and sound-imitative elements convey the plasticity of movement, the sense of flight,
and the idea of freedom.
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It should therefore be emphasized that Tlendiyev's kui is not merely another artistic
engagement with the image of the swan, but rather the outcome of a long historical
interaction between the vocal and instrumental traditions. Within this composition,
the Agqu and Gagqqu traditions ultimately merge, resulting in the image of Qyz Zhibek
acquiring the status of a stable musical archetype within Kazakh culture.!

Conclusion

The present study has traced the process of formation and transformation

of the Agqu—-Gagqu intonational archetype in artistic interpretations of the epic

Qyz Zhibek. The analysis has demonstrated that the image of the swan was not

an original characteristic of the epic narrative and was absent as a central symbol

in its early versions. Its consolidation in cultural memory resulted from a long process
of artistic dialogue among different genres and forms of art.

A key role in this process was played by Ybyrai's song Gaqqu, in which the image
of the beloved is conveyed through swan symbolism. The incorporation of this song
into Brusilovsky's opera Qyz Zhibek as the musical characterization of the heroine led
to the formation of a stable intonational-semantic complex, subsequently reinforced
through the performance interpretation of Baisseitova.

At the same time, an independent line of artistic representation of the swan image
developed within the instrumental musical tradition, embodied in the various Aqqu
kuis. Unlike the song tradition, these instrumental works emphasized the plastic
and sound-imitative dimensions of the image, achieved through musical representations
of the bird's movements and calls.

The fullest convergence of these two traditions occurred in the musical dramaturgy
of the film Qyz Zhibek, particularly in Tlendiyev's kui Agqu. In this work, the canonized
intonations of Gaqqu are combined with the musical imitation of natural sounds
characteristic of the instrumental tradition. As a result, a unified intonational archetype
emerges, linking the image of Zhibek with swan symbolism.

The Agqu-Gagqu intonational complex, whose formation began long before the textual
fixation of the epic, functions as an important mechanism of cultural memory. It ensures
the continuity of artistic meanings across different artistic genres. Its development
demonstrates how stable musical intonations are capable of preserving and transmitting
culturally significant images and of shaping enduring symbols of national culture.

11 For purposes of illustration, a montage was created
from excerpts of musical works associated
with the swan image: Agqu (Ykhlas), Gagqu (Ybyrai),
Gaqqu — Zhibek's aria from Brusilovsky's opera,
and Aqqu (Tlendiyev). The excerpts were assembled
for comparative analysis of shared intonational features
and to identify the musical-semantic connections
that unite these works. The recording is available at:
https://youtu.be/5VnwvvUizYw.
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