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Introduction
In a previous working paper discussed how the ethnocentric base of

Kyrgyzstan’s national narrative has resulted thegmalization of other ethnic identities
who also claim a home in Kyrgyzsfaih asserted that this process of inclusion or
marginalization does not only happen politicallg dinguistically, it also happens
materially- through form and content and the apit inability to engage in larger
processes of signification. The materializationhaf ethnonational narrative can be found
on many scales. State-sponsored stagings of natoltare can be seen on national
holidays such as Narus, Kil Kalpak Day and ApriBaich productions are complimented
by stagings of international friendship and exclearsgich as seen in a night of Kyrgyz
and American folk music sponsored by the US emba3sgse state sponsored
productions are simultaneously complimented andradicted by the activities of local
non-governmental organizations such as Aigine, wpiopagates a certain view of
‘Kyrgyz’ spirituality or international organizatisnsuch as the Aga Khan Development
Network Music Initiative which promotes the restoya and preservation of traditional
Kyrgyz music. Ethnonationalism is also reifiedaigh small-scale activities such as the
appearance of a local politician at a performamctdre of Manas in which the epic is
upheld as the pinnacle of Kyrgyz culture. Althowglhof these layers of cultural
production have a role to play in this researchgatorather than try to discuss all of
them at once, this paper will focus on yet anothger, the layer of the individual seen
through a particular object: the musical instrument

The Musical Instrument

After three months, the kil kiyak was finally corap#. Actually, it had been three
years in the making. First an apricot tree wasacak dried. After several years, when the
process of drying was complete, the wood was hemteda rough form and slowly
carved until it came to resemble a musical instmimia time, the shape of the

instrument was refined and the wood smoothed amshied. The resonating body of this
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particular kil kiyak displayed beautifully pattexhengs created through the apricot tree’s
years of growth.

This body, which had not yet lost its distinctiveest, had been clad in camel’s
hide. The hide had been stretched across the wabtet to dry and harden. A long
wooden neck was set with metal gears for tuningelbas decorative carved knobs. The
bow was light and long. The bow strings were madmfa stallion’s tail, as were the
strings of the instrumeritThese stallion hairs were set into the shapeabd\zen sheep’s
hoof which marked the bow's tip. When played, esidgle strand vibrates at its own
individual frequency, creating a rich timbre madenany tiny voices caught in the same
motion of the bow. When rubbed with juniper, a matwesin found in the forests of
Kyrgyzstan, the strings emit a faint fragrance whpkyed.

No element of this instrument is without significerand consideration of these
elements helps to demonstrate how this seeminginany object is interwoven into a
body of beliefs and associated practices througmére construction. Although a less
common animal, camels are kept by some Kyrgyz hed milk and meat is sold. In
explaining how camel’s hide was stretched acrossristrument, the commented that
this technique was once used on men to make therass{Aitmatov, 1988) The horses
from whence come the strings are a sign of wealtkey provide an important ritual
function through slaughter at funerals and weddiitgeay be that the Kyrgyz once
buried their horses with the dead (Frenkel, 220@jre’s milk is fermented to make
komuz and- according to the epic Manas- this sankdvhich was once used to wash
the bones of the dead (Kuchumkulova, 260%heep too are an important source of

livelihood, income and sustenance. Like horses #neyitually slaughtered for small
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celebrations, especially Muslim holidays. Not oatg the ‘knee’ bones of sheep used in
games similar to marbles, but they are also dyedwacked in the cradle of a newborn
child. In the legend of Kojojadha hunter is cursed by a mountain sheep after
slaughtering her husband and child for meat, suggethat these animals were once
associated with powerful spirits. Likewise, mostréyz people believe that the scent of
juniper has a special purifying property. Some aixpthis property in scientific terms, as
an anti-bacterial. Others explain it in terms didfeburning juniper enables that which
is good to be retained and that which is harmfldealispelled, and that which is good
and bad may often take the form of spirits. Whemsaering the use and representation
elements of both animal and plant and the largev@ations of these elements, the kil
kiyak become much more than just an instrumeiig:an object upon which beliefs and
practices settle. In the following pages | will exae the different ways in which such
beliefs and practices settle upon an instrumentdrat this has to say, not only about
the individual speaker but also about the collectivwhom that individual participant.
The Magical Object

In 2008, | met an elderly komus player, whose autobiogicgmarrative, set in

the historical reality of the Soviet Union, tooletform of almost magical tale, which the
speaker performed while telling. The transformatbmterview to performance was not
unexpected- after all, musicians are highly skillettansforming context, narrative and
space in collusion with an audience. The storyoisfiative; it is simply well told,
displaying many elements of a tale, including thaifrof a magical object.
Acknowledging these more formulaic narrative eletaénuseful for understanding how
the speaker positions himself- as a musician-laticmship to more common experiences
and beliefs about music.

When Tazibek was a very young boy, before the Se¥darld War began, some
musicians came to his village. The musicians wevelved inAgitprop [Russian:

Agitation and propaganda] and were traveling frallage to village. According to
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Tazibek ‘that is what musicians used to do back’'ti&hen the musicians arrived in
Tazibek’s village, they were greeted as honoredtguand invited to stay in Tazibek’s
home. An enormous feast was held in their honoreargalyone in the village crowded
into the house to hear them play.

In setting up the background for his story, Tazibmkeals the service that
musicians provided for the Soviet state in the agpm@ mass information, as well as their
welcomed and honored status in society. Tazibekmnoed, describing how the
musicians captivated their audience, playing ghtlong. Even though he ‘didn’t
understand much about music back then’, Tazibeknoadesire to sleep. He sat with the
others listening throughout the night.

The young boy was particularly enthralled by thenkis, played by the leader of
the troupe. As the wee hours of the morning appreadcboth musicians and guests
became tired. One by one performers and audienogers went to sleep. Finally,
everyone had fallen asleep except for one smdtl.chihat child was Tazibek. He could
not stop thinking about the komus. As the musiciapt, Tazibek crept over and took
the komus from the leaddtle stashed it in the hay-filled roof of the house.

When the musicians awoke they were horrified td fime instrument missing. A
village meeting was called in which Tazibek’s fattiteeatened and cursed the
anonymous thief. This terrified his son so much Headecided it was best not to confess.
Everyone in the village felt ashamed that suchragthappened in their village, but
Tazibek’s father was even more ashamed since ihbpdened in his house to his guests.
Despite the fact that their instrument was notfgahd, the musicians had to continue.
Tazibek’s father promised to find and send it tenth

The instrument itself is central to this turn loé tplot. The fact that Tazibek took
the main instrument played by the leader of troupeonly increases the scandal of the
act- the shame he brought on his father- but @ mlsreases the power of the instrument,
as it was not just a komus, but the komus belontgirthe best musician. In his telling,
Tazibek became more animated, acting out the fabach character as they appeared in

the tale:



“I was a little boy and so [after a few days] | didthink about it any more. |
went up into the roof. | picked up the komus amptbled. | didn’t know how to play but |
played something.”

As he said this Tazibek squeezed his eyes shutnaaidng himself seem like a
small child with a large instrument, demonstratest find unlearned strumming. “And
you know- my playing wasn’t so bad.... Oh, but mygmds heard me.” They heard a
komuscoming from the roof of the house. My father calhed. “Tazibek! Come down
here and bring the komugth you! Did you steal this komus?”

“Yes,” Tazibek said, bowing his head.

“Does a good child steal the belongings of a guest?

“No.”

“Oh he beat me for that!” Tazibek said, laughing @&nitating his father who had
pulled off his belt and whipped his son.

“Are you going to steal again?”

“NO.”

“Are you going to steal again?”

“No.” In recounting, Tazibek laughed so hard thatad to wipe the tears from
his eyes.

As he continued he made a point to address- antistisa well-know belief that
musical abilities are transmitted through spiritaiatl ancestral connections usually
manifested in dreams:

“After that I still had a strong desire to play timy parents didn't really support
me. The komus players appeared to me in my dreawis. my mother about it but she
said it didn’t have any meaning...”

As often is the case in tales, the narrator sligheough time, so that suddenly a
young child had already graduated from high school:

“After my father died, we had nothing. It was tharwiMy mother gave me a little
bit of money and sent me off to Bishkek, sayingaZibek, go find your fortune.” One
day, | was walking around and | was hungry. Andw sn advertisement that the music
conservatory was holding exams. Anyone who waspaedeas a student would receive a



place to live and meals for free. | thought to nifysS&azibek, you have to go there. You
won’t be hungry.”

It is interesting to note that Tazibek placesdmsy into the music conservatory
not as a matter of desire, but as a matter of seges

“They [the conservatory staff] asked me to play kbmus and | played it, and
the guitar, so | played it, and the balilanka,” ibak said, uttering the word ‘balilanka’
dismissively. Through his dismissal of a Russidk fiestrument, Tazibek is speaking
back to the dismissal of Kyrgyz folk instruments.

“Then it came time for the exams. | did okay in mdttut there was this Russian
woman for history. | couldn’t understand her quastiand so | saiga ne gavarish po
ryski” In this moment Tazibek had intended to say “hd@peak Russian” but due to a
mistake in conjugation, it seemed to his examihat he said “You don’t speak
Russian”. “Oh that Russian woman got really mae &most kicked me out of the
exam, but finally she realized | didn’t speak Rassi. | was accepted into the
conservatory...”

In this part of his narration Tazibek places hilihseth within the Soviet
educational system and at odds with it. Through well-told and humorous narration
Tazibek suggests that his musical career startddtiae arrival of these State-sponsored
musicians, and that the rest, was destiny. Thetfi@atthe knew neither music nor
language, Tazibek was successful in every wayh@sgh a hidden ability was unlocked
in that first moment that he held the konmuis hands.

A Magician

It was a Friday afternoon. | walked against a walvaen exiting a large and
beautiful mosque, having finished afternoon prayehsd taken an interview from him
the night before, and was returning for the purpmisastrument repair as | had managed
to break the bridge of my instrument through owecéful tuning.

The day before, | had called Marat from the gatiat across the street from
the mosque in order to request directions to hisholt turned out that Marat was on his
way to pick up a komus in need of repair and spibked me up on his way. As we

drove through the streets of Bishkek, he told nmuathimself:



Marat had graduated from the art college in Bikhkte had specialized in
carving chess pieces out of stone and bone. Héulfd:d his mandatory military
service in a Soviet “builder’s brigade” locatedie Ural Mountains. There had been a
large number of artists in this brigade, mostlysttators and painters. Marat had been
the only sculptor and so he had been assignedye ozarble and alabaster signets for
the various Soviet Republics. Marat’s eldest sos a&lgo in the military, serving as a
mechanic. Marat said he had forced his son toljegause he was not coming home at
night and his father had started loosing sleep yiregrabout him.

After picking up the komus, Marat headed backischome, where his
workshop was also located. As we pulled into theedvay, he pointed out his children.
Marat’s second son was a student, his third a $ddmg and his daughter- the youngest-
not yet old enough for pre-school. Marat already plans for his children to carry on his
art: his second son had been trained to play tHeykk, not for the sake of performance
but for gaining a better understanding of the umsknt. His third son was studying the
violin for the same reason. When | asked him albdwdther or not his daughter might
also become a Master, Marat replied “Maybe, iflsag an interest- but she’s still little.”
In having his children trained in music, Marat viigsng to provide them with the
knowledge that he lacked the knowledge of how tetand play an instrument.

When Marat had first told me that he ‘saw spiritsad wondered if this
statement was just a means of legitimizing histsnaénship. Further conversation
revealed that although Marat’s encounters withitspilid further the legitimacy of his
work, seeing spirits was also very real and tamegéxperience. In the previous narrative,
Tazibek was visited by his ancestors in dreamsyahtie dismissed these dream-
experiences as meaningless; like many Soviet ngiZz€azibek seemed to have embraced
the communist ideal of a material (physical) rgalib contrast, Marat embraces a view
that includes close engagement with a world ofitspivho, although seen are not
material in the same way that people, animals &pects are commonly perceived to be.

As Marat showed me an article about his spirigilpublished in a Kyrgyz
language newspaper, | asked him exactly what hetwet@en he says that he sees spirits.

“| see them”, he said.



“It's not certain whether he sees them in his harddefore his eyes,” his wife
interjected.

Marat's wife was a pretty, middle aged woman whd heen teaching the
Kyrgyz language at a local school for ten yeardikdrher husband, she spoke Russian
with ease and fluidity and her language skills e¢@@ her education. She had continued
her university studies to the graduate level [Raussaspirantory]. | found it interesting
that Marat’s wife- unlike the journalist writing @bt Marat- was not fully convinced of
her husband’s spiritual gifts.

“When did [the ability to see spirits] begin?”dlked. Marat seemed confused
by the question, so | rephrased it, asking himd“{pou always see these spirits, even
when you were a child?”

“When | was a child | turned away from them [o@fear],” Marat joked, but
after thinking for a few moments he added thatide'tsee them in the army. “It began
after | returned from service.”

In the course of the conversation | came to undedsthat Marat’s spiritual
gift had been inherited, but that this inheritahad changed through the generations:

Marat’'s grandfather had the ability to call upa@iure; he could command
both animals and the weather. Marat’s father, emother hand, held no such powers. He,
like his son, was a sculpture and he had workeld @érman craftsmen, making wooden
sculptures, ornamental woodwork and wood relietg@tteristic of many village houses;
he also made komus. Marat said that his fatheonlytsaw spirits, but spoke to them.
Marat’s said that on his deathbed his father hash beurt’ because his spirits had left
him and had gone to Marat. Marat could not speapiots the way that his father did-
he could only see them.

Marat’s close relationship to spirits directly iagted his work. When |
returned to Marat’s workshop the following afternpbnoticed the scent of juniper
lingered in the air. Given Marat’s gift of sightii¢ fragrance that permeated the
workshop was indicative of the craftsman’s relasiup to a particular set of beliefs, and
a reminder to me, as a researcher, that | waslo¢ avith Marat in his workshop.

As we moved through the space Marat showed mehhie and table where

he carved wood with crude hand-made tools. He sdanehow he placed the



unfinished instrument on a tire while carving besmthe rubber’s bounce took the force
of the blow away from the wood. He pointed out itberwood on the komus had to be
set from large rings to small. As Marat spoke altositvork, | was struck by the way in
which he related to the wood with the totality &f kenses and as though it were not only
living but interactive, something to be seen, sattlheard, touched, felt and listened to..

Picking up a komus made by another craftsman, Md@ved a frame was
too thin. He showed me another whose resonatinigyoass too deep. According to
Marat these ‘offer a louder but less tasty sounighically a komus’s neck is very thin at
the place where it meets the body of the instruptewever, Marat prefers to make this
makes this point of connection thick. He also as@ihe back of the instrument, setting it
with elaborate folk patterns. The spirits had helparat make these innovations and to
correct the mistakes made by other masters. Fangbeathe first time folk patterns
began to appear before his eyes ‘as if on a Rdfiexat wasn’t sure what was happening.
Now, instead of feeling overwhelmed, he just reaahé and selects a pattern for the
making. On another occasion the spirits offeredd¥larvision of smoke in order to show
‘how an instrument breathes’, enabling him to makew design in which air is
circulated and released.

Legitimizing Craftsmanship

While Marat’s father was still living, there haddn a competition among
instrument makers. Having been refused a workspaaethe Bishkek Philharmonic,
Marat decided to make the instrument at home. Henleaer made a kil kiyak before, but
he managed to win first place. Marat showed metad as proof. When | asked Marat
how he had made am excellent kil kiyak without patiempts he answered “When | told
my father that | would make a kil kiyak, he saidtthwould win first place.” Probably
Marat’s father’s confidence lay not only in his sbat also in his budding gift and in the
presence of ancestor-spirits. In any case, wintliagcompetition legitimized Marat’s
skills as an instrument maker so much so that leimated to work at the Philharmonic
where he had previously been refused a space.

After working at the Philharmonic for some time fdamoved to a workshop
at the Ustat Shakirt Music School; however hetlaf space after a relatively short

period of employment. Feeling diminished, disrespd@and ‘pushed aside’, Marat



quickly left this new workspace. Marat attributdd @lissatisfaction to the fact that the
other two instrument makers were from the sameregnd always stood up for joint
interests: it seemed that this mainly came ouuirigels over finances. Marat's
instruments were more in demand than those oftther instrument makers and the other
instrument makers wanted a portion of that monegrd¥irecounted how one evening
after a few drinks his fellow instrument maker ces¥ed that he envied Marat’s skill.
With compassion in his voice Marat explained thitcaugh this other instrument maker
had received all the best training, he simply dithave the spiritual gift that enabled
Marat to make his instruments.

Marat contrasted the certainty and even envy®oskill with a
misunderstanding of his title. “When people heat tram an ‘Ustat’ [Kyrgyz: master]
they think that | am a low-class person who worlk Wwis hands- a builder. But | am not
a builder,” Marat said, “I am a Master, an artidflérat elaborated on this saying that
sometimes a person of status and influence wolullddeananding a brand new
instrument in a day but he didn’t care, after alkbmus can’'t be made in a day; it has to
be made slowly so that the sound will be good &aedrttood won’t warp; also, if it's
made quickly as the result of a demand, it will betmade from the heart.” In this way
Marat demonstrated that he was aware of his owrepaw an artist to set his own
conditions for labor.

Marat carried these ideas with him to Paris, winerand a team of
instrument makers had been sent to participatdestaval of instrument-makers. At the
festival people from all over the world were inte® in his bow. They wanted to buy it
separate from the kil kiyak, but Marat refused isgyhat the bow belonged to the
instrument. While in Paris also encountered thatsgfia female French composer whose
was residing in the same house as the instrumekensiaMarat said that he was unable
to sleep until he had asked permission of thetspirithis new place to live and work
among them.

Although Marat’s close relationship to spirits bght meaning and continuity
to his work and legitimacy to his practices in mavgys, | noticed that many people-
including my own kil kiyak teacher- reacted to M&sdeliefs with amusement. This

reflects less upon Marat’s own experiences and mpoa the relationship of the listener



to such beliefs and practices. For me as a resewatitis became even more apparent in
an encounter with another instrument maker witly @#fferent views.
An Engineer

Like Marat, Turat had graduated from art schook asulpture and woodworker.
Like Marat, Turat had learned to make komus aBisakek Philharmonic. However,
unlike Marat, Turat was more closely tied to treglition of European art music and
worked primarily a maker of violins.

Knowing that the two men where acquainted, | aska@t whether or not he
knew Marat, saying that Marat’s spirits-ancestaip im with his work.

“Is it the same with you?” | asked.

Turat said that it was the same and yet, his ansh@wved that he understood the
concept of spirits and ancestry in a very diffengay than Marat did.

Pulling out a book on Kyrgyz craftsmen, Turat opkteean article about his
grandfather. Born in At-Bashi in 1905, Turat’s gittather was a ‘universal man who
could do anything’: he worked with wood, leathewed, made tables and fixed watches.
Drafted in the Second World War, Turat’s grandfatilevays raised his hand when the
commander asked for a volunteer. Finally the condaareprimanded him:

“Why do you always raise your hand? Do you thiok gan do everything?”

“I can do everything,” his grandfather replied.

When the commander realized it was true, he kepatBugrandfather close to
him instead of making him to go to the front. liyigg this, Turat explained that talent
was passed through ‘the blood’, genetically antidakinherited his grandfather’s talent.

Turat’s violins cost 1,000 dollars. Not only arerfyz people too poor to buy
them- according to Turat- they have little apprecraof classical music. Turat claimed
that although folk music is on the rise in Kyrgyastclassical music is not appreciated
and there is not much support for the arts thrabhglgovernment. His instruments were
bought mainly by people in Kazakhstan who Turaihtsahave a greater appreciation of
classical music. Still people prefer a violin frdtaly, France or Vienna.

“So only people from Switzerland want a violin frdfyrgyzstan?” | joked,

referring to a story he had told about a friendhrfithe Geigenbauschule Brienz School in



Switzerland who had traveled to Kyrgyzstan throdgiscow by train in order to visit
Marat and buy an instrument.

Turat had studied violin making at GeigenbauscBuienz, graduating in 2009.
When asked how he came to study in Switzerlandatfanswered that this had been a
result of the festival of instrument makers thatrdddad attended in Paris. One of the
other masters who had attended the festival hacamielin maker in Paris. In explaining
that there was no one who could make violins inggystan a project arose. Soon
afterwards that violin maker came to Kyrgyzstan haldl a workshop, attended by ten
Kyrgyz instrument makers. From among those tenafliwas chosen to go to Switzerland
and he did, but only for a few months.

Although funding had been offered for study in Sertand, it had been restricted
to people under the age of 33 and so Turat- iB0Gss was unable to access these funds.
It so happened that Turat’s brother- a doctor- vie#ustria on business. While he was
there, he dropped into Geigenbauschule Brienz apldieed Turat’s situation. As a
result the university set up funding that enabladalto complete a full course of study
in Switzerland. In addition, the university proved@urat with materials, tools, and
instruments in need of repair so that he couldrbagiiolin workshop upon return. Since
that time, Turat has been invited to India and Dalsaa repair man for orchestras.

Like Marat, Turat is also not trained as a musiciaurat said that musical
training is usually part of the requirements taabaolin maker, but that the university in
Switzerland had made an exception for him. He tbekretical and practical courses,
studying acoustic theory as well as the historgnasical instruments. According to Turat
his violins differ from European violins in thatehare made of apricot and fur. Much
like Marat, Turat seemed preoccupied with the swigle wood and the feel of the
wood, saying that violin making and wood workinggeneral was pleasurable. The feel,
the smell, the color, texture, sound of wood madddior enjoyable and selling an
instrument only added to that pleasure. Asked wérdtiere was some difference
between making sculptures and making violins Tarstwered: “I can make a sculpture
that will stand somewhere and maybe somebody eok kt it, like it, but a violin is
played by a musician and its sound is enjoyed byynpeople; also an instrument lives

longer than a person and thus carries a history.”



The Evolution of People and Instruments

Perhaps as a result of his European training, Taelives that there is an
evolution of instruments. For example, Turat expddi that an instrument very similar to
the kil kiyak was the predecessor to violin. Oweret the instrument became smaller, its
number of strings changed and it began to be playaad under the chin. In time this
instrument became the contemporary violin. AccagydmTurat such an evolution is
necessary for Kyrgyz instruments as well as Eunopea

Turat insisted that it is necessary for instrumémtse adapted. To support this
Turat first explained origins of the komus throwgtvell known tale: One day a hunter
heard a beautiful sound. The hunter sought fosthece of the sound only to find the gut
of an animal caught on an apricot tree: he toolgtitecut down the tree and made a
komus. Turat argued that although the komus waslttest instrument, having divine
origins and existing in the time of Manas, it sowvidch sounds is very nice in the yurt
cannot stand up to the vastness of the concert‘Baline people think that the
instrument should remain as it was first made | lolain’t agree because performance
contexts are changing.”

Upon hearing this, | reminded Turat that the Sevietd also made variants of
Kyrgyz national instrument: “They were right to slo,” he responded. Like his Soviet
predecessors, Turat had vision of altering Kyrgngtruments in such a way that would
make them more suitable for Western-style contamntktravel to new climates. Turat
wanted to build a place to attach a microphonectbealbuilt into the komus as had been
done for guitar. He also felt that the instrumdrdidd be varnished so that it would be
less susceptible to humidity. He also felt thatals possible to make a lighter komus and
one that was constructed out of pieces insteadrmved from a single piece of wood.

In support of this statement Turat asserted thHtampast people recognized a
komus’s quality by its lightness. He showed meraexh komus which had fragmented
through the center, saying if this same instrunhaadt been made in pieces like a violin
the broken pieces could be exchanged without thrgwut the entire instrument. Turat
said although some komus masters are using a grotssaking and bending wood the

fact that this wood is seven millimeters thick makdaifficult to bend and once bent, it



doesn't keep its shape. As the wood dries it bexak land warps or breaks. He dreams of
making a komus out of pieces that are only 1 milen¢hick- like the violin- so that the
wood could be more easily manipulated and holés'mh when dried.

Despite his interest in innovation, Turat did n@nito throw away the past
completely. He told me that in ancient times Kyrggople had buried the wood in dung.
This dung seeped into the wood through weathemalfartified it. The result was a hard
dried wood. In Switzerland they are trying to regarce this chemically but the chemical
process is not as good as the natural one.

“How do you know that this was done in Kyrgyzstah@asked.

“It is passed by word of mouth,” he said. “Folk kviledge,” | mused aloud.

“Yes,” he agreed, going on to say that he'd lixéry the technique.

“You should,” I said “Then you could market yoastruments as
environmentally friendly.”

A Disagreement

As the conversation continued, | baited Turat yntghim that Marat was trying
to make thicker komuses similar to the kil kayakhAugh Turat responded that
‘probably the kil kiyak is as it should be’ his sygazed upward at the violins hanging in
his study and glistened, as though he was dreaafifigure innovation.

Many weeks later- having broken a decorative knolng kil kiyak, 1 went to ask
Marat for a quick repair. | told Marat about myivie Turat. This brought forth a stream
of memories from Marat who had worked together Witinat at the Philharmonic. It was
clear that Marat enjoyed Turat’s company and adirhiie skill as a violin maker.
However, Murat criticized Turat’s attitude towatdgrgyz instruments. Turat was
trained in Switzerland and now he wants to mak&wlfyz instruments the Swiss way
but this only confuses the sound. Marat drew atogyasaying that if the Swiss were to
be trained by Mongolians their violins would comg sounding more like carved fiddles
and this sound wouldn’t make sense in the contekuoopean music.

Although both men agree on the close ties betweendsand context, they
disagree on what that context is. In the case nibE¥, it is easier to see the context of
Kyrgyz music, because that context has alreadyepdasso history. However, Turat and

Marat are contemporaries who have a differencesiow. For Marat, Kyrgyz music is



must remain grounded in a mythical past, but faaT it is the possibilities for a

changing future that are the most interesting.



