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UZBEKISTAN: Music of Khorezm 
Travelling east from the Caspian Sea through Turkoman 
country and arriving at the gates of Khiva in 1819, the 
Russian officer and dip lomat Nikolai Murav' yov 
described the spectacle: "The city, at a little distance, 
presents a very beautiful appearance. It is surrounded 
by a high stone wall, over which towers the sky-blue 
dome of the great mosque, with a golden ball at the top. 
The numberless gardens, which prevent one's forming 
an idea of the largeness of the town, help to make up a 
most charming picture. Just in front of the entrance 
there are a number of ancient tombs, and a little canal, 
which runs right through the high road, and is crossed 
by a handsome stone bridge." 

Murav'yov's idyll is not so different from the scene that 
greets a present-day visitor to Khiva, the heart of Kho­
rezm, in the very heart of Central Asia. For Khiva, with its 
mosques, madrasahs, minarets, and palace courtyards is 
a living museum of a city, a monument not only to splen­
did architecture, but to the legacy of a venerable cultural 
tradition that still flourishes both within its walls and 
beyond, in the rural settlements of the Khorezm oasis. 

Among the ancient and medieval toponyms associated 
with ·Central and West Asia- Sogdia, Bactria, Scythia, 
Khazaria, Khorezm - Khorezm alone survives as a mod­
ern cultural entity. Once a large territory that covered 
parts of present-day Uzbekistan, Turkmenistan and the 
so-called "Sovereign Republic of Karakalpakstan within 
Uzbekistan", Khorezm presently constitutes an adminis­
trative region of the Republic of Uzbekistan. 

Khorezmians have long been identified with distinctive 
traditions of language and oral literature (Khorezmi is a 
dialect of Uzbek), festivity and celebration, music and 
dance. Perhaps it is the extremes of the region's conti­
nental climate - frigid winters and scorching hot summers 
- that have molded the Khorezmian temperament, and 
with it, the extroverted and powerfully intense forms of 
traditional art for which Khiva and Khorezm are renowned 
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among Central Asians. A lapidary brilliance and energy 
infuses the robust declamatory style of the baxshi (x is 
pronounced like ch in loch) the reciter of epic tales, the 
jagged gestures of male dancers performing a lazgi, the 
pungent skirl of a sumai leading the bridal party at a wed­
ding, just as it infuses the dyes and vivid designs of the 
carpets once woven by Khorezmian women. 

Our recordings, made during several visits to Khorezm 
between 1991 and 1994, offer a glimpse of five distinct 
musical traditions that together form much of the core 
of Khorezm's traditional sound world. 

A. Oral epic 
The venerable art of the baxshi is divided into two perfor­
mance styles, Shirvani and Irani, both of which draw on 
one and the same repertory of epic tales presented in a 
"multi-media" style that alternates between narrative verse, 
song, and instrumental episodes. This repertory includes 
the heroic epic Goroghli and the dastans, or epic tales, that 
comprise its cycle: Awazxan, Xirman-Dali, Bazirgan, and 
the amorous stories of Ashiq Gharib and Shiixsanam, Ashiq 
Hamra , and Ashiq Mahmud. The Shirvani performance 
style is urban-based and lyrical: an ensemble consisting of 
dutar (two-stringed lute) or tar (plucked long-neck lute), 
ghijak (three-stringed bowed fiddle), bulaman (oboe) and 
dayra (frame drum) accompanies a singer-reciter who per­
forms strophic melodies with a large range that culminate 
in an awj - the point of musical and emotional climax. By 
contrast, the Irani performance style, typical of rural north­
ern Khorezm, features a more formulaic melodic style and 
a tensed, guttural vocal production known among baxshis 
as "inner voice" Vchki awaz), and accompanied simply by 
dutar or ghijak, without dayra. 

B. Music by and for women 
In Khorezm, the term xalfa (from Arabic xalifa, rendered 
in English as "caliph"; literally "deputy", "vicegerent", or 



"apprentice") refers to women literate in Arabic who per­
form religious, ceremonial, and musical functions for 
other women. The principal activity of the xalfa (or xalpa 
in Khorezmian dialect) divides them into three types: 
kitabi read religious, lyrical, heroic and other texts; yadi 
chant spiritual poetry from memory; sazi are profession­
al singers, musicians, and dancers. Xa/fa-entertainers 
usually perform in groups of 3-4 under the direction of a 
head xalfa. Their repertory includes both lyrical songs 
and ceremonial and ritual items such as "Yar-yar" (a 
devotional song traditionally sung at weddings), "Toy 
Muoorak" (a congratulatory song sung at the beginning 
of a toy or family ceremony), and "Kelin Salami" (sung 
as a bride bows while being introduced to members of 
her new husband's family). A performance by a group of 
xalfas is typically divided into blocks (dawr) of about 
thirty minutes each. Each block includes a group of 
songs that move gradually from a slow and contempla­
tive mood to a more moderate tempo, and finally to joy­
ful dance songs, called lapar. In older song and dance 
traditions, xalfas performed only to the accompaniment 
of percussion instruments: a small frame drum (dan, a 
bracelet of small bells worn around the wrist of a dancer 
(zang), flat stone or metal clackers (qairaq), and plates 
(likabcha) held in each hand on which the xalfa tapped 
out a rhythm with thimbles worn on the fingers. 

C. Spiritual songs 
A guyanda (from Persian guftan: "to say"; that is, one 
whose performance is based on words) sings and chants 
spiritual poetry in forrns such as munajat (appeal to Goc), 
na"t (devotional poem to the Prophet), durud (sacred epi­
thets), and the classical muxammas and ghazal (in earlier 
times, guyanda meant more broadly, a professional court 
singer). Before the Soviet era, the chanting of the guyan­
da could be heard in the qalandarxana (a place of resi­
dence for qalandars, or wandering dervishes) where 
groups of listeners would gather for contemplation and­
discussions on religious and spiritual themes. The atheis­
tic propaganda of the Soviet era led many singers to 
replace religious texts with more lyrical ones. 
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The musical center of the guyanda's repertory consists of 
five stable melodic forms combined under the general 
name suviira. These include: Ana suviira ("mother suviira") 
or Katta suviira ("Great suviira") , Chapandiiz-i suvara, 
Kajhang suviira, Yak parda suvara, and Xush parda suviira. 
Each of these basic suviiras has one or two ,awls - sim­
plified variants of the same melocic model. Guyandas are 
professional singers, and it is the voice that provides the 
essential expressive power of the suvara, which is set in a 
high, vocally tensed tessitura that culminates in an awj. 
The traditional accompanying instruments of the suvilra 
were the dutar and dilyra. Nowadays, the tar is more fre­
quently played than the dutar, together with a small 
ensemble consisting of violin, accordion, koshnai (a dou­
ble clarinet made of cane with a notched tongue carved 
into the cane itseln. and dilyra. 

D. Classical music 
The most highly developed form of Central Asian classi­
cal music is the maqilm, which has old roots in Kho­
rezm . In the 19th century, a particular form of the 
maqiim appeared in Khorezm, called "six-and-a-half 
maqiims" (alti yarim maqiim), consisting of maqiims 
Rast, Buzruk, Nawa, Dugiih, Segiih, Iraq , and the half­
maqiim Panjgiih , which contains only an instrumental 
section. This rigorously canonized system, closely relat­
ed to the Bukharan Shash maqam, was organized into 
suites of instrumental and vocal pieces whose names 
were drawn from the stock of melodic (maqilm-parda) 
and rhythmic (usun models current in Central Asian and 
Middle Eastern art music. The art of maqam was culti­
vated mostly in the court of the khans and in the homes 
of rich patrons , where a virtuoso singer would be 
accompanied by a tanbur - a three-stringed lute with a 
range of some three octaves - and a dayra . In addition 
to the elaborate maqilm suites, there were also simpler 
types of maqam consisting of cycles of instrumental 
pieces or songs performed on popular instruments such 
as the sumai and dutar. 

E. Popular music 
Performers of popular music in Khorezm are commonly 
cal led sazanda ("musician"). Silzanda in the collective 
sense refers to an ensemble consisting of a lead singer 
who usually accompanies himself on an instrument (tra­
ditionally the dutar and now the tar) and musicians who 
perform on the dilyra, accordion, dutar, violin, koshnai, 
and sumai. The ensemble also usually includes a young 
and attractive dancer - now always a female, but in pre­
Soviet times, a boy dancer called oghliin. The sazanda's 
repertory includes a variety of classical songs and 
instrumental pieces, suviira with lyrical texts, didactic 
songs, and lively dance songs, which usually conclude 
the sazanda's presentation at family festivities (toy). 

A. Oral epic 
[i] Excerpt from Dastan Bazirgan (in Khorezmian 

dialect Baziryan): "The Merchant" 
Qalandar baxshi, voice, tar (b. 1951) ~ NizBmaddin Ruzmetov, 
ghijak (b. 1956) - Qudrii1 Rahimov, diiyra (b. 1969) - Davriin 
Masharipov, bulaman (b. 1962) 

Khorezmian epics are called dastan. A complete dastan 
may last five or six hours, and alternates between song 
and unaccompanied declamation. Here Qalandar bax­
shi, a well-known epic reciter, offers a fragment from the 
life story of Baziryiln , an opponent of the hero Goroghli . 

B. Music of xa/fas 
0 "Yar-yar" 

Nazira Baijanova (b. 1930) 

Yar-yiir, a song widely known in Central Asia, is sung by 
xa/fas and friends of the bride as the bride is led from 
her parents' house to be given away in marriage. Both 
melodies and texts vary from one reg ion to another. 
This yilr-yilr assumes a lament-like character, in which 
the xalfa thanks God, and beseeches Him to protect her 
family and her future children. 
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[I] GeJdim size mehman bolib 
Alma pishgende ge/ing 
Nazira 88ijanova , voice and garmon (small accordion) -
Ulibibi 88ijanova , voice and dayra 

This performance of a pair of duets I came to visit you 
and Come when the apples are ripe displays the secular 
aspect of the xa/fa's art here, the xalfas sing both in uni­
son and antiphonally. 

[I] Bir Allaim 
Nazira Baijanova , voice- Matrasul Matyakubov, 
sumai (b. 1958) - San'at Zaripov, ooyra (b. 1941) 

In this unusual performance of the religious song My 
one God, the xalfa 's voice is accompanied by the sur­
nai, an oboe usually employed in outdoor ceremonial 
and ritual occasions. 

0 Aqlimniolib 
Sudur jflnim su boldi 
Shirin Jumaniazova, dByra and solo voice (b. 1965)-
Dilbar Qalandarova, hannonium and second voice (b. 1962) 

These two songs, I lost my mind and My sturdy soul 
became like water are performed as a medley, showing 
the traditional linking of slow and fast pieces in the xalfa 
repertory. The melody of the first piece is drawn from 
the classical maqilm (it is the ufar of maqilm nawa; xal­
fas typically use ufars as a source of melodies, often set 
to anonymous texts, as in the 1wo songs performed 
here). Shirin and Dilbar, the two young xalfa performers, 
graduated from a music high school and from the Con­
servatory in Tashkent while at the same time studying 
with traditional teachers. Shirin studied with her mother, 
a well-known xalfa , and Dilbar was a student of Ulibibi 
Baijanova, an older xalfa who performs on this record­
ing. Shirin and Dilbar are the most popular xalfas cur­
rently working in Khiva, and have themselves become 
models for younger girls who aspire to join the tradition 
of the xalfas. 



C. Spiritual song (suvara) 
0 Chapandaz-i suvara 

Sawt-i suvara 
Farhad oavlatov, voice and rar(b. 1957) · Qaziba.y Rozmatov, 
dayra (b. 1959) 

The suvara is a religious song form that is unique to Kho­
rezm. One and the same melody may be sung to different 
poetic texts, and master performers choose from among 
hundreds of texts at their command to produce precisely 
the sentiment called for by the performance situation. This 
suvara is sung to a religious-philosophical muxammas of 
Mashrab (1657 -1711 ). The text of the sawt that follows is 
by Munis (1778-1829). 

D. Classical music 
0 Muqaddima-i segah 

Azad lbragimov, vocal and tar(b. 1937) 
Ulugbek Kurbanbaev, violin · Maxsud Yeshchanov, dayra 

The old style of maqam performance, in which a vocalist 
shows his mastery by subtly shifting the usul, or meter (a 
technique that Khorezmian musicians call qacherim) and 
creating filigree ornamentation of the melody, can only be 
done in a small ensemble like the one featured in this 
recording. Large collectives, which became popular during 
the Soviet era, impede the improvisatory gestures that were 
an integral part of maqam performance for an older school 
of singers, of which Azad lbragimov is one of a handful of 
surviving exponents. The text of this composition is from Mir 
Ali Shir Nawa' i (1441 -1501), the great Timurid poet. 

0 Hafif-i segah 
Matrasul Matyakubov, koshnai- Abad Latipov, dayra 

Hafif-i segah is an instrumental piece that forms part of the 
Khorezm maqam, a collection of six lengthy instrumental 
and vocal suites performed from memory by professionl!l 
musicians. In this recording, it is interpreted on the double­
reed koshnai. Hafif, originally the name of a rhythmic cycle, 
is part of the peshrav family of instrumental tunes which 
have developec since the sixteenth century. 
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0 Qaradali 
Shuxrat Razakov, dutar (b. 1965) 

Qaradali, a piece that performers link to the Khorezm dutar 
maqam, embodies a well-known legend. Qaradali was the 
name of a favorite horse of the Khorezm khan. The horse 
grew old and sick, and the khan called for help. 
He warned, however, that anyone who told him that the 
horse would die would have his head cut off. Fearful of 
punishment, no one came forward to explain to the 
khan the true fate of his horse. Finally, a lone dutar 
player appeared, and, saying nothing, picked up his 
dutar and played this piece. The khan understood the 
meaning of the piece, and wept. 

[!QJ Dayra rhythms 
Saidnazar Otajanov (b. 1930) 

Saidnazar Otajanov is one of the master dtiyra players of 
Khorezm. We asked him to put together examples of 
the usuls of all of the five genres that appear on this 
recording, with the goal of showing independently the 
musical basis of the usul. Solo dayra playing is not a 
widely developed tradition in Khiva, but short solos are 
characteristically played at the conclusion of pieces. 

E. Popular music 
@] Arazibiin 

Ensemble "Araziban" (Urgench) 

This performance of Araziban is a clear example of a song­
dance genre in the repertory of sazandas. The collective 
ensemble performance is connected to traditions of festiv­
ity, and in particular to the elevated sense of gaiety and cel­
ebration that surrounds the performance of sazandas at the 
end of a toy. Such music is always accompanied by qairaq 
(clackers). which provide a dance rhythm. The perfor­
mance, from a recording session in a school assembly hall, 
consists of a relatively brief suite, in which three different 
songs are performed without a break. The texts are taken 
from three ghazals of Agahi (1809-187 4), a popular Khivan 
poet. The melody represents the ufar of maqam Buzruk. 

OUZBEKISTAN: Musique du Khorezm 
Traversant le pays turcoman d'ouest en est depuis Ia 
mer Caspienne, l'officier et diplomate russe Nicolas 
Mouraviev parvint aux partes de Khiva en 1819. II decrit 
en ces termes le spectacle qui s'offrit a ses yeux : "La 
cite, vue d'un peu loin, a fort belle apparence. Elle est 
entouree de hautes murailles de pierre que domine le 
dome turquoise coiffe d'une boule doree de Ia grande 
mosquee. Les innombrables jardins, qui empechent de 
se faire une idee de l'etendue de Ia ville, contribuent a 
former un tableau des plus pittoresques. Devan! I' entree 
de Ia ville se trouvent quelques antiques tombes et un 
petit canal que Ia grand-route enjambe par un superbe 
pont de pierre". 

Le tableau idyllique brosse par Mouraviev ne differe 
guine de celui que decouvre aujourd'hui le voyageur 
arrivant a Khiva, coeur du Khorezm, aux trefonds de 
I'Asie centrale. Car Khiva avec ses mosquees, ses 
madrassas (eccles coraniques), ses minarets et les 
cours interieures de ses palais est une vivante ville­
musee, un monument a Ia gloire d'une architecture 
splendide et d'une venerable tradition culturelle qui fleu­
rit encore dans ses murs et rayonne jusque dans les vil­
lages des oasis du Khorezm. 

Parmi les hauls lieux de l'histoire antique ou medievale 
de I'Asie centrale et occidentale- Sogdiane, Bactriane, 
Scythie, Khazarie, Khorezm - ce dernier est le seul a 
avoir survecu comme entite culturelle. Autrefois vaste 
Etat qui englobait des contrees rattachees de nos jours 
a I'Ouzbekistan, au Turkmenistan et a Ia "Republique 
souveraine du Karakalpakstan en Ouzbekistan", le Kho­
rezm n'est plus qu'une subdivision administrative de Ia 
Republique d'Ouzbekistan. 

Les habitants du Khorezm, outre leur specificite linguis­
l tque, ant une longue tradition de litterature orale (le kho­
rezmi est un dialecte ouzbek), de fetes et de rejouis­
sances, de musique et de danses. Peut-etre les rigueurs 
extremes du climat continental avec ses hivers glaces et 
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ses etes brulants ont-elles faQonne, en meme temps que 
le temperament des gens du cru, ces arts traditionnels au 
caractere a Ia lois extraverti et Ires intense qui ant fait Ia 
reputation de Khiva et du Khorezm en Asie centrale. La 
declaration vigoureuse du bakhchy ou conteur d'epo­
pees, les gestes vifs des hommes qui dansent un /azgi, 
les notes stridentes d'un surnar menant une noce irra­

dient Ia meme brillance lapidaire et Ia meme energie que 
les couleurs et les motifs contrastes des tapis que tis­
saient autrefois les femmes du Khorezm. 

Nos enregistrements, effectues a l'occasion des plu­
sieurs voyages au Khorezm entre 1991 et 1994, don­
nent un aper9u des cinq traditions musicales distinctes 
qui constituent l'essentiel de l'univers sonore tradition­
nel du Khorezm. 

A. Epopees de Ia tradition orale 
L'art venerable du bakhchy connait deux styles d'interpre­
tation, le shirwani et l'irani, qui exploitent un meme repertoi­
re d'epopees doni le recit fait alterner poesie narrative, 
chant et musique instrumentale. On trouve dans ce reper­
toire Ia legende her6ique de Gorogly, cycle forme des 
ctistiin, ou epopees d'Awazk!Bn, Khirman-Dali et Bazirgan, 
ainsi que l'histoire des amours d'Ashiq Gharib et Shakhsa­
nam, Ashiq Hamra et Ashiq Mahmtid. Le style shirwani est 
propre aux villes a caractere lyrique : accompagne par un 
petit ensemble instrumental constitue d'un dutar (luth a 
deux cordes) ou d'un tar (luth a long manche et a cordes 
pincees), d'un ghijak (violon a trois cordes), d'un bulaman 
(hautbois) et d'une. doira (tambour), un chanteur-recitant 
interprete les strophes de melodies au registre etendu, 
doni le point culminant musical et dramatique est appele 
auj. En revanche, dans le style irani, typique des regions 
rurales du nord, Ia melodie suit davantage des formules 
fixes et se chante d'une voix !endue, gutturale, que les 
bakhchy appellent "voix interieure" (ichki awaz), accompa­
gnee simplement au dutar ou au ghijak, sans doira. 



B. Musique des femmes 
Au Khorezm, les mot khalfa (de l'arabe khalifa , qui a 
donne en franvais "calife", litteralement "successeur", 
"lieutenant" ou "remplavant") designe des femmes 
lisant l'arabe qui remplissent des fonctions religieuses, 
ceremonielles et musicales pour les autres femmes. 
Seton leur activite principale, les khalfa (ou khalpa en 
dialecte du Khorezm) appartiennent a l'une des trois 
categories suivantes : les kitabi qui lisen! les textes reli· 
gieux, lyriques, heroYques ou autres ; les yadi qui chan· 
tent de memoire Ia poesie sacree ; et les siizi, chan· 
teuses, musiciennes et danseuses professionnelles. Les 
khalfa artistes-interpretes se produisent habituellement 
en groupes de trois ou quatre, sous Ia direction de l'une 
d'entre elles. Leur repertoire comprend des chants 
lyriques et des morceaux ceremoniels et rituels comme 
le "yiir-yar" (chant de devotion traditionnellement inter­
prete Iars des mariages), "toy mubarak" (felicitations 
chantees au debut d'un toy ou ceremonie familiale) et 
"kelin salami" (chante pendant que Ia mariee salue tour 
a tour les membres de sa belle-famille). Le spectacle 
d'un groupe de khalfa se divise d'ordinaire en plusieurs 
parties (daurj d'une trentaine de minutes. Chaque partie 
comprend un cycle de chansons qui, d'abord lentes et 
contemplatives, passent progressivement a un tempo 
intermediaire pour se terminer par des /apar, ou mor­
ceaux a danser tres gais. Autrefois, les khalfa ne 
s'accompagnaient qu'a l'aide d'instruments a percus­
sion : tambourin (da~. bracelet a grelots passe au poi­
gnet d'une danseuse (zang), castagnettes de metal ou 
de pierres plates (qairaq), et plateaux metalliques 
(likiilicha) que Ia khalfa tenait dans chaque main et sur 
lesquels elle marquait le rythme au moyen de des enfi­
les sur les doigts. 

C. Chants sacres 
Un goyanda (du perse goftan : "dire") est un artiste se 
concentrant sur Ia parole ; il chante et psalmodie une 
poesie sacree, des genres munajat (invocation a Dieu), 
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na"t (poeme de devotion au prophete), durud (recitation 
des noms de Dieu) et, dans Ia tradit ion classique, 
mukhammas et ghazal Oadis, goyanda avail le sens plus 
large de chanteur professionnel officiant a Ia cour). 
Avant l'epoque sovietique, les goyanda chantaient dans 
les qalandarkhana (caravanserails pour les qalandar ou 
derviches errants), ou leurs auditeurs s'etaient reunis 
pour une reflexion contemplative et des debats sur des 
themes religieux et spirituels. La propagande athee du 
regime sovietique a amene beaucoup de chanteurs a 
remplacer leurs textes religieux par d'autres d'inspira­
tion plus lyrique. 

Musicalement, le coour du repertoire du goyanda est 
constitue de cinq formes melodiques stables rassem­
blees sous !'appellation collective de suvara : Ana suvara 
("Ia mere suvara") ou katta suvara ("grande suvara"), cha­
pandaz-i suvara, kajhang suvara, yak parda suvara et 
parda suvara. Chacun de ces suvara fondamentales 
comporte une ou deux saut - variantes simplifiees d'un 
meme modele melodique. Les goyanda sent des chan­
leurs professionnels et c'est Ia voix qui donne toute sa 
force expressive a Ia suvara : celle-ci s'interprete d'une 
voix !endue, dans un registre aigu, dent le point culmi­
nant est dit "auj" . Traditionnellement, Ia suvara etait 
accompagnee au dutar et a Ia doira . Aujourd'hui, le 
dutar est le plus souvent remplace par le tar et un petit 
ensemble comprenant un violon, un accordeon, un 
koshnai (double clarinette en roseau dent l'anche est 
sculptee dans I' instrument meme) et une doira. 

D. Musique classique 
La forme Ia plus achevee de musique classique d'Asie 
centrale est le maqam, qui a des racines anciennes au 
Khorezm. Un type particulier de maq8m (terme signifiant a 
Ia lois "suite" et "mode") y est apparu au XIXeme siecle : le 
systeme des "six maqam et demi" (alti yarim maqam) ras­
semblant les maqam rast, buzruk, nawa, dugah, segah et 
iraq, ainsi que le demi-maqam panjgah pour instruments 
seuls. Ce systeme rigoureusement codifie, tres proche du 

shash maqam de Boukhara, etait organise en suites de 
morceaux instrumentaux et vocaux dent les appellations 
etaient empruntees au repertoire des schemas melodiques 
(maqam-parda) et rythmiques (usu/) courants de Ia 
musique classique d'Asie centrale et du Moyen-Orient. 
L'art du maqam etart surtout cultive a Ia cour des khans et 
dans les maisons des mecenes ou des chanteurs virtuoses 
se produisaient accompagnes au tanbUr - luth a trois 
cordes couvrant environ trois octaves - eta Ia doira. A rote 
des suites complexes, on trouvait aussi des maq8m plus 
simples, cycles de chants ou de morceaux executes sur 
des instruments populaires comme le sumai et le dutar. 

E. Musique populaire 
Au Khorezm, on appelle communement sazanda (musiciens) 
les interpretes de Ia musique populaire. Pris comme collec­
tif, le mot sazanda designe un ensemble musical compose 
d'un chanteur principal qui s'accompagne d'ordinaire lui­
meme (traditionnellement au dutar et aujourd'hui au tar) et 
de musiciens jouant de Ia doiia, de l'accordeon, du dutar, du 
violon, du koshnai, et du sumai. Une jeune et jolie danseuse 
fait en general egalement partie de !'ensemble ; si, de nos 
jours, c'est toujours une femme, a l'epoque pre-sovietique, 
c'etait un jeune garvon. l'oglan. Le repertoire des siizanda 
comporte divers chants et pieces instrumentales classiques, 
des suv;jra sur des textes d'inspiration ~rique, des chants 
didactiques et des chants-danses au rythme tres vif, par les­
quels les siizanda concluent habituellement leur prestation 
Iars des fetes familiales (toy). 

A. Epopees de Ia tradition orale 
OJ Extrait du dastim de Bazirgan (Baziryan en 

dialecte du Khorezm) : Le marchand 
Bakhchy Qalandar (ne en 1951), voix, tar- Nizamaddin Rouzmetov 
(ne en 1956), ghijak- Qoudrat Rahimov (neon 1969), doira ­
Davran Masharipov (ne en 1962), bufaman 

Au Khorezm, les epopees s'appellent dlstan. Un ctastan, 
qui peut durer au total cinq a six heures, fait a~emer decla-
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mation sans accompagnement musical et chant. lei, le 
bakhchy Qalandar, recitant celebre, interprete un fragment 
de Ia biographie de Baziryan, adversaire du heros Goroghli. 

B. Musique de khalfa 
III "Yiir-yiir" 

Nazira Ba'1janova (nee en 1930) 

Le yar-yar, chant tres repandu en Asie centrale, est 
interprete par les khalfa et les amies de Ia mariee quand 
celle-ci est menee hers de Ia maison de ses parents 
pour etre donnee en mariage. Les melodies comme les 
textes varient d'une region a !'autre. Dans ce yar-y.ir a 
caractere elegiaque, Ia khalfa remercie Dieu et le supplie 
de proteger Ia famille de Ia mariee et ses futurs enfants. 

IT] Geldim size mehman bOiib 
Alma pishgende geling 
Nazira sa·•janova, voix et garmon (petit accordeon) . 
Oulibibi Baijanova. voix et doira 

Ces deux airs chantes en duo Je suis venu te voir et 
Viens quand les pommes seront mures illustrent le 
repertoire profane des khalfa. lei, elles chantent tanto! a 
l'unisson, tanto! en alternance. 

8] BirAI/aim 
Nazira Ba"1janova, voix 
Matrasoul Matyakoubov (nee en 1958), sumar­
San'at Zaripov (nee en 1941), dolra 

Dans cette interpretation inhabituelle du chant sacre 
"Men seul Dieu", Ia chanteuse est accompagnee au sur­
nai', hautbois utilise d'ordinaire Iars de rites et ceremo­
nies en plein air. 

IT] Aqlimni o/ib 
Sudur janim su bO/di 
Shirin Joumaniazova (nee en 1965), dorra et voix (solo) . 
Dilbar Qalandarova (nee en 1962), harmonium et deuxieme voix 

Ces deux chants, J'ai perdu !'esprit et Mon ame si forte 
n'est plus qu'eau sent executes ici en pot-pourri, illus-



trant l'enchainement traditionnel des morceaux Ients et 
rapides dans le repertoire des khalfa. La melodie de Ia 
premiere piece s'inspire d'un maqam classique (l'ular du 
maqam nawa) ; les ular sent pour les khalfa une source 
usuelle de melodies : elles y adaptent souvent des 
textes anonymes, comme c'est le cas ici). Dipl6mees 
d'une ecole de musique et du Conservatoire de Tach­
kent, les deux jeunes artistes, Shirin et Dilbar, ant re10u 
parallelement une formation traditionnelle. Shirin a ete 
l'eleve de sa mere, elle-meme khalfa celebre, et Dilbar 
celle d'Oulibibi Ba"ljanova, khalla plus agee que l'on 
entend ailleurs sur ce disque. Devenues les khalfa les 
plus populaires de Khiva, Shirin et Dilbar font a leur tour 
figure de modeles pour les jeunes lilies qui aspirent a 
perpetuer Ia tradition des khalfa. 

C. Chant sacre (suvara) 
[I] Chapandaz-i suvara 

Saut-i suvara 
Farhad oavratov (n8 en 1957), voix et tar- Q8.zibay Rozmatov 
(ne en 1959), doii'a 

La suviira est une forme de chant religieux propre au 
Khorezm. Differents poemes peuvent etre chantes sur 
une meme melodie et les virtuoses possooent un reper­
toire de plusieurs centaines de textes ou puiser Ia piece 
qui creera precisement le climat correspondant a l'occa­
sion. Cette suvara est chantee sur un mukhammas d'ins­
piration philosophico-religieuse de Machrab (1657 -1711). 
Le texte du saul qui suit est du a Moun is (1778-1829). 

D. Musique classique 
0 Muqaddima-i segah 

Azad lbragimov (ne en 1937) voix et tar­
Ouloughbek Kurbanbaev, violon 
Makhsoud Yechtchanov, doi'ra 

Le style traditionnel du maqam, ou le chanteur montre 
sa virtuosite en modifiant subtilement l'usul ou metre 
(technique que les musiciens du Khorezm appellent 
qacherim) et en ornant Ia melodie de melismes, ne peut 
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se pratiquer qu'avec un petit ensemble comme celui 
que l'on entend ici. Les groupes plus nombreux, deve­
nus populaires a l'epoque sovietique, ne permettent pas 
les improvisations qui font partie integrante du maqam 
pour Ia vieille ecole de chanteurs dent Azad lbragimov 
reste l'un des rares representants. Les paroles sent de 
Mir Ali Shir Nawa'i (1441-1501), illustre poete de 
l'epoque timouride. 

[I] Khafif-i segah 
Matrasoul Matyakoubov, koshnaf - Abad Latipov, dolra 

Khalil-i segah, est une piece instrumentale, qui appar­
tient au maqiim de type khorezmien, constitue de six 
longues suites pour instruments et voix, que les musi­
ciens professionnels executent de memoire. lei, il est 
interprete sur Ia clarinette double ou koshnai: Khalil, qui 
etait a l'origine un cycle rythmique, fait partie du reper­
toire peshrav d'airs pour instruments qui s'est develop­
pe depuis le XVIeme siecle. 

0 Qaradali 
Shukhrat Razakov (ne en 1965), dutar 

Qiiradali, marceau que les musiciens rattachent au 
maqam khorezmien pour dutiir, evoque une celebre 
legende. Qaradali etait le nom de Ia monture preferee du 
khan du Khorezm. Devenu vieux, les cheval tomba 
malade et le souverain chercha quelqu'un qui pourrait le 
guerir, en mena10ant toutefois de faire decapiter qui­
conque lui dirait que le cheval allait mourir. Par crainte 
du chatiment, personne n'osait venir expliquer au rei 
que le destin du cheval etait ineluctable. Finalement, un 
joueur de dutar se presenta seul et, sans dire un mot, 
prit son instrument et joua ce marceau. Le khan comprit 
le message de Ia musique et se mit a pleurer. 

@I Rythmes de doi'ra 
Sai"dnazar Otajanov (ne en 1930) 

sa·idnazar Otajanov est l'un des grands maitres de Ia 
doi'ra du Khorezm. Nous lui avons demande de campo-

ser un pot-pourri d'usu/ des cinq genres illustres dans 
cet enregistrement, afin de faire ressortir, en l'isolant, le 
schema musical de l'usul. Les solos de doi'ra ne sent 
guere frequents a Khiva, a !'exception de ceux, tres 
courts, par lesquels il est classique de clare les pieces. 

E. Musique populaire 
[i::D Arazibiin 

Ensemble MAraziban" (Ourguentch) 

II s'agit Ia d'un exemple type de chant-danse du reper­
toire des sazanda. Les interventions de !'ensemble des 

musiciens sent traditionnellement signe de rejouissance 
et sent liees en particulier au climat de vive gaiete et de 
celebration qui entoure Ia prestation des sazanda a Ia fin 
d'un toy. La musique est alors toujours accompagnee 
de qai'raq (castagnettes) qui marquent le rythme de Ia 
danse. Get enregistrement effectue dans le hall d'une 
ecole se compose d'une suite assez breve de trois 
chansons, enchainees sans interruption. Les paroles 
sont empruntees a trois ghazal d'Agahi (1809-1874), 
poete populaire de Khiva. La melodie correspond a 
l'ular du maqiim buzruk. 

1· Sideshow entertainers at an afternoon of animal fights in Urgench/Batteleurs un aprffi-midi de combats d'animaux a Ourguentch 
2. Sheep fights in Urgeoch on a Saturday afternoon/Combats de beliers a Ourgueotch 1e samedi apres-midi 
3. The unfinished minaret 1/(e/ta Min81j of Madam in (Muhammad Am in) Khan in Khiva/Le minaret inacheve (Kelta Miniuj du khan Madam in (Muhammad Amin) a Khiva 
4. One of four aivans (porticos) in the ark of the Khivan Khan (19th centuryYt'un des quatreiwans (portiques) de t'at*(cltadelle royale) des khans de Khiva (XIX erne siecle) 
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Matrasul Matyakubov (suma1] with accompanying musicians on qairaq and d8yra in the center of Old Khiva 
Matrasoul Matyakoubov (sumalj et musiciens jouant de Ia doira et des quairaq dans les quartiers anciens de Khiva 

Photographies : Theodore Levin 
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