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KAZAKH MUSIC CULTURE
ON THE GLOBALIZATION CROSSROADS:
ETHNIC TRADITIONS VERSUS COMPOSER SCHOOL
IN INTERCULTURAL INTERACTION

Abstract. At the present stage, Kazakh musical culture is heterogeneous. It represents traditions coexisting at
the same time and interacting with each other: Kazakh ethnic and newly established composer school (tradition).
Examining changes in cultural landscapes of the 20th century | reveal the peculiarities of interaction and dialogue
between two kinds of culture: ethnic and global (endogenous and exogenous). The procedures include the complex
study of the history of Kazakh culture in the 20th century, stylistic analysis of traditional and composer’s music,
semiotic approach to intercultural interaction, as far as a comparative analysis of oral and written music of 19th and
20thcenturies.

On one hand, dramatic changes in the structure of music culture were caused by external objective reasons: new
industrial and postindustrial civilization phases (urbanization and information technologies); intensification of
interaction with western (mainly Russian) cultures, etc. On the other hand, some changes were inspired by inner
factors: diverse development of local song and kui (dombyra piece) traditions; Soviet cultural policy. As a result new
type (or layer) of national culture - Kazakh composers’ music - appeared. It was connected with the formation of a
national style based on transcriptions and borrowing. Traditional music was influenced by new social institutions
(philharmonic halls, theatres, radio, conservatoire) that caused changes in the creative process (decrease of oral
transmission, lack of traditional social context) as well as in the style (virtuoso performance, new genres of songs).

Key words: Kazakh music culture, Kazakh traditional music, Kazakh composer school, intercultural
interaction.

Introduction. At the present stage, Kazakh musical culture is heterogeneous. It represents traditions
coexisting at the same time and interacting with each other: canonical national and new Europeanl [1] or
endogenous and exogenous. The first existed for centuries in the Central Asian steppes, the second was
formed on the basis of European academic musical art through borrowing the characteristics of traditional
music.

The process of becoming a composer tradition is due to historical processes that have intensified in
the last century. Changes in the fields of science, technology, politics, and culture are causing rapid and
significant transformations in the life of society in all countries without exception. It is difficult to say

UIn Kazakhstan, all musical and creative forms proposed by V.J. Konen for describing modern musical reality
are presented: professional composer creativity of the European tradition, folklore, “regional genres” of a
professional nature, music of the “entertaining genres” and avant-garde [25]. Nevertheless, from a broad cultural
perspective in the Kazakh musical culture, there are two fundamental layers, two significant systems (profession-
nalism of the European tradition and Kazakh traditional music). The third layer (“entertaining genres”) is represented
by various directions, adjacent mainly to the introduced art of the European tradition, except for songs by amateur
COmpOSsers.
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what influenced the change in the cultural landscape of Kazakhstan to a greater extent: the development of
ethnography and ethnomusicology; development of transport and means of disseminating information
(radio); intensification of intercultural communication or the cultural policy of the Soviet Union;
accelerated industrialization and urbanization. All these factors in a complex influenced the emergence of
an incipient Kazakh national composer school and further “transition from the traditional sphere of culture
to the cultural industry” [2, p.132].

New forms of traditions within a holistic culture receive a theoretical justification in the philosophy
of culture, primarily through the concept of dialogue proposed by M. M. Bakhtin [3, pp.472-489] and
developed by V. S. Bibler [4, pp. 111-170]. It is curious that neither Bakhtin nor Bibler develops the
problem of dialogue in relation to national cultures, but the main provisions of their theories are applicable
to them as a particular manifestation of the broad concept of “culture”. About dialogue in the works of
Dostoevsky, M. Bakhtin says: “There can be no talk of any synthesis; we can only talk about the victory
of one or another voice or a combination of votes where they agree” [3, p.177]. However, in musicology
and cultural studies, the idea of new national art (of the Western-type) as a synthesis of various cultures
(see, for example, [5,6] and others) has been established. The history of the music of Kazakhstan, in
which, on the basis of a dialogue between the traditions of West and East in the 20th century, a new
tradition - composer’s music - appears, explains the apparent contradiction.

Research methods. An integrated approach to the object of study is realized through a systemic and
historical method, since culture in general, as well as the composer school in particular, are understood as
a system that develops over time. The identification of objective signs of the manifestation of ideas in the
means of artistic expressiveness determines a structural approach to the subject of study. In addition, the
subject of the study involves reliance on the specific musicological methods: musical-historical, source
study, analytical, stylistic, comparative, cultural and sociological.

Results and discussion. In the Kazakh steppe, as in many regions with a developed traditional
musical culture, at the turn of the 19th and 20th centuries, there was a meeting (namely a meeting, not a
collision) of two significantly different musical worlds: Kazakh traditional and European academic art.
Continuing almost parallel existence, interacting only in a limited space of musical experiment (for
example, transcriptions of European composers for modernized national instruments), both of these
musics2 (term in plural by G. Orlov [7]) became the basis for the birth of a kind of third reality of the
national musical culture - the national composer’s school. It is in it that processes take place that
determines the face ofthe entire musical culture of Kazakhstan from the 1930s to the present.

The 20th century was the century of a change in the cultural paradigm for many countries and
societies that have lived for thousands of years in a traditional way. This change is consistent with the
typology of historical types of civilization proposed by Alvin Toffler, who distinguishes between three
phases (“waves”): agricultural, industrial and post-industrial [8, p.4]. The transition from agricultural, artel
and manufacture to standardization, factories, and industries coincided with changes in the field of art.
Instead of “unhurried” reproduction of the subject of artistic activity in the context of traditional culture
and the rule of the canon, musicians, writers, artists became more and more involved in market relations
with the production for an anonymous consumer. E. Toffler describes the changes that have occurred in
the world of art: “The very structure of art production has changed, and music clearly demonstrates this.

2The word “music” in most European languages refers to uncountable. However, ethnomusicology of the
second half of the 20th century suggests introducing the plural form of this noun in the context of “world musics”,
“oriental musics”, referring to various musical cultures based on significantly different systems. Among the first we
encounter this form in the works of the British ethnomusicologist Lawrence Picken [30], who studied the music of
the East from Turkey to Japan since 1944. The academic nature of plural use is enshrined in international confe-
rences and collections devoted to the so-called non-Western (non-Western) or non-European music (for example, the
International Music Symposium in Manila in 1966 [31]). There is a presentation of different layers of the musical
culture of one people as several musics: in the music collection “Vietham Musics” [32] compiled by composer Pham
Duy, separate sections are devoted to folk songs, music for entertainment and theater music. In Soviet and post-
Soviet musicology, the term “musics” in relation to world musical culture was first used by I. I. Zemtsovsky and
G. Orlov.
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When the Second Wave surged, concert halls began to appear in London, Paris, Vienna and in many other
cities. Cash registers and an impresario came with them ... ” [8, p.31].

The change in the production phase entailed significant changes in political life, manifested, first of
all, in a clear division of political forces according to the ideological principle into “right” and “left”. The
confrontation, which began as a clash of carriers of various ideas within the industrializing countries,
became global after the 1917 revolution. The leadership of the USSR was perhaps one of the first to
recognize the importance of art in this struggle for the minds of ordinary people and took control of
cultural transformations in national republics. However, it is hardly worth asserting that Soviet cultural
policy became the reason for the formation of young national composer schools of the Soviet East [9].
Rather, it significantly accelerated the processes, the prerequisites of which were formed even in tsarist
Russia.

The period ofthe “solo” existence of tradition cannot be called a period of isolation: at all times in the
world of nomads, there have been and developed ties with neighboring peoples, which sometimes have
significantly different musical cultures. In the creativity, this communication was reflected in the
adaptation of originally foreign cultural forms and genres (for example, the Turkmen kui genre in the West
Kazakhstan dombyra tradition, Kazakh singers performing Tatar songs). That is, the system of traditional
music was initially not completely leakproof, but had the mechanisms of absorption, adaptation of
introduced (albeit related) musical forms and genres.

The period ofthe emergence and development of the composer school of the new European tradition
and related institutions (philharmonic societies, theaters, institutional education) was preceded by more
than a hundred years of the heyday of traditional songs and instrumental art. The types of carriers of the
oral tradition that existed from antiquity3 and their art have significantly changed, incorporating new
themes and motives of creativity into the repertoire. T. K. Jumalieva notes the expansion of the range of
themes and images in the poetry of akyns4 which is close in many respects to European romantics [10].
S. A. Yelemanova connects this phenomenon (as well as the complication of the musical language) with
musical and poetic specialization, the rise of artistic aspect in creative process: “The gradual socio-
political changes associated with Kazakhstan’s accession to Russia, the opening of previously
impenetrable society, the elimination of ancient ideological views freed up the artistic beginning in akyn
art in, first of all, poetic and improvisational (the names of akyns became known from the end of the 18th
century), and then the musical side. It was at this time that a recitative vocal-instrumental (close to ritual-
everyday melodic) tradition took shape. ” [11, p.62]. A similar process takes place in instrumental music,
which, according to A. I. Mukhambetova, reached the highest perfection in the work of ingenious kuishy
composers ofthe 19th-20th centuries [12].

Advanced composers, songwriters, and kuishy are aware of the need to update art, expand the borders
of a canon. The most profound reforms are associated with the names of Kurmangazy (1818-1896) who
transformed the form of West Kazakhstan dombyra kui, and Abay Kunanbaev (1845-1904), who
introduced new techniques of versification and melodic. Almost every composer of the oral tradition of
the 19th century renews technique and changes to the canons of traditional art. One can talk about the
formation of not only a number of regional traditions but also about the addition of vivid individual

ne of the most justified versions of the emergence history of carriers types of the vernal poetic tradition is
given by the folklorist and philologist E. D. Tursunov [26]. The akyn type (poet-representative of the genus)
branched off from the baksy (shaman) around the beginning of 1 millennium BC. Types of sal and seri (wandering
poets and musicians compared to medieval minstrels) arose at the junction of the 1I-1 millennium BC. Zhyrau
(storytellers of the epos) appear no later than the beginning of the ancient Turkic era (beginning of the 1st
millennium AD). The genesis of the carriers of the kuishi instrumental tradition is partially disclosed in the articles
by A. I. Mukhambetova and M. Gamarnik. Kui - the only, but many-sided, genre of instrumental music of the
Kazakhs - is gradually being isolated from the syncretic art of baksy, sal-seri and zhyrau [28] [27]. It can be assumed
that the kuishi stood out as an independent type no later than the 9th century AD, at least the life of the legendary
creator of the kobyz (bowed chordophone) Korkyt-ata dates back to this time.

4\kyn is the bearer of the musical and poetic tradition of the Kazakh people, the author and performer of songs.
To this day there are poetic competitions of akyns - aitys.
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styles5 of their most talented representatives (for example, the differences between the styles of
Kurmangazy and Dauletkerei (1820-1887) which belonged to the unified West Kazakhstan dombyra
school tokpe, are clearly visible).

An important quality of the musical art of the Kazakhs in the 19th century was democracy. For
centuries, the streamlined system of steppe communication, the special status of a musician -person
chosen by higher powers and a favorite of the people, the prevalence of playing music and poetic
improvisation (in the words of A.K. Zhubanov, which became a catchphrase, “dombyra hung in every
yurt”) made it possible to quickly disseminate the works of traditional composers and preserve their rich
heritage. The wide popularity of many songs and kuis has significantly influenced the formation of the
composer tradition in the 20th century. On the one hand, they became a fund for borrowing quotation
material and elements of the musical language for the entire period of the Kazakh national composer’s
school. On the other hand, quotes from oral-professional sources attracted the attention of Kazakhs to the
emerging new national art. This is a key feature ofthe culture of Kazakhstan.

The formation of national composer schools in the republics of the Soviet East where during the
20th century along with everyday and ceremonial folklore there was a developed system of professional
traditions of the oral type (national classics in the form of instrumental, song and epic traditions, and in
some countries - the traditions of makomat), is a characteristic feature of all countries ofthe Central Asian
region and wider - all national cultures of the former USSR. The Central Asian composers were faced
with the task of transferring the monody music of ethnic traditions into the conditions of European
polyphony (symphony orchestra, ensembles, choir, etc.) [13].

The emergence ofthe national composer school in the 1930s was preceded by a rather short period of
searching for ways to borrow quotes and elements of the musical language by composers of European
descent (mainly representatives of the Russian school). Experiments on the transcription of songs and kuis
in the chamber music genre and the inclusion of traditional music in theatrical performances held in the
1920s are now known to a narrow circle of specialists. However, they anticipated the emergence of a
composer tradition, a national opera, and a performing means.

Thus, the emergence of a new type of national art based on the written tradition of European music,
symphony and opera was prepared from two sides: from the side of a period of intensive transformation
and development of traditional creativity and from the side with the development of cities, modern means
of communication (radio) and pan-European culture.

In the relationship between traditional and European cultures, the active principle is European: it
studies traditional culture, borrows its elements and partially masters them. Traditional culture allows
borrowing, but at the same time retains its essential features. European, introducing itself into the field of
existence of endogenous traditions, radically changes the entire cultural landscape. These processes lead
certain spheres of traditional art to wither, the rest to the transformation of the transmission method
(institutional education instead of the canonical teacher-student), living conditions. In turn, the introduced
culture is changing under the influence of local traditions, gradually becoming an integral part of the
spiritual life ofthe nation. Thus, a new type oftradition is emerging - the national composer [9, p.66].

The methods of forming the national style, used by the creators of the new national composer school,
were mainly developed in the process of forming the Russian composer school in the 19th century. It was
they who determined the nature of the interaction of two musics: traditional and composer. This process is
directed in two directions, as V. Konen writes: “Professional music, divorced from folk art, will not
become life art. But in turn, folklore without the participation of a composer and a developed professional
culture will not grow into a national school. ” [14, p.435].

I suggest taking a look at the processes already studied by Kazakhstani musicology that accompanied
the emergence and development of the Kazakh national composer school from the perspective of the
interaction of two cultures. Their role, in general, is evaluated positively, but one cannot fail to note the

5The concept of "'style’", however, should be used in relation to the professionalism of the oral tradition with the
caveat, precisely in regard to the variability associated with the oral transmission of works. About this, the researcher
of the kuishi Dauletkerei’s creativity P.V. Aravinwrites: “... the concept of the style of Kazakh folk music of the pre-
Soviet period was reduced not to an individual, but an individualized system of means of artistic expression and
image, which are largely typical for a wide range of folk musicians” [29, p.13].
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unequal “acquisitions” of European-style national music and traditional art. Among the most important are
the collection and study of folklore, the borrowing of its samples and elements by composers (along with
back borrowing), the creation of a new environment of musical culture (performers of new music, concert
organizations, the educational system).

The collection and study offolklore systematically carried out since 1920 (the most complete
collections of that time are the collections of A. V. Zataevich (1869-1936) [15,16]), ensured the
preservation of the intangible cultural heritage of previous eras. It is thanks to musical folklore that we
have an idea of the richness of the oral tradition of the Kazakhs. B. G. Erzakovich in the early 1990s
argued that for decades of collecting activity of many Kazakh folklorists, at least ten thousand songs and
kuys were collected [17].

The written fixation of the samples of traditional art has also led to an ambiguous tendency to
canonize one variant out of many recorded as the most “correct”. It arises not as a result of a totalitarian
planting of uniformity in folk art, but rather as a natural reaction of performers who strive to choose the
most winning, abounding with bright intonations melody or tunes. So of the more than ten well-known
recordings of Abay Kunanbayev’s song “Segiz Ayaq” (“Eigh lines”), only the version of J. Elebekov
recorded by L. Khamidi and corrected by G. Bisenova is currently widely known [18, pp.38-43]. Many
kuis (pieces for traditional instruments) are performed in two or even three versions, however, the
accuracy of their reproduction is verified by notes, and each of the variants is more likely perceived as a
separate literary text. As a result, diverse options are notjust lost, the probabilistic nature of folklore itself
is being replaced [19].

In addition, musical notation and even audio fixation inevitably impoverish the text of a work of
traditional art, which includes not only the intricacies of intonation, which are not sometimes amenable to
fixation but also the conditions of performance and even the state and mood of the respondent. As
I. I. Zemtsovsky says, “according to a successful comparison of one folklorist, the notes of the song are
like a butterfly dried on a pin: the pollen of live performance disappears in them, in which the inimitable
originality and charm of the national manner of intonation lurk” [20].

The borrowing of elements of another culture, as noted earlier, takes place in both oral and written
traditions. However, if for the first it is only one of the ways to enrich their own environment, for the
second it is the basis of existence, its essential feature. The national style of Kazakhstani music is
gradually crystallized by selecting the elements of the musical language through the transcription of
folklore samples, highlighting the most characteristic and most beneficial for organizing a harmonic
vertical, forming a rhythmic structure, and symphonizing elements (see M. Kokishevas research on fourth-
fifth-chords in transcriptions of dombyra texture [21, p.40-54]). Elements of theatricality in the folk art of
the storytellers-zhyrau, wandering artists sals, plots of legends become part of the new national theater.
Borrowing takes place at the genre level: by analogy with the Azerbaijani symphonic mugam created by
F. Amirov in 1948, in 1961 E. Rakhmadiev creates a symphonic kui in which the symphonic potential of
this traditional genre noted by B. V. Asafyev [22] is realized.

Traditional culture also borrows elements of the musical language and related endogenous genres
from the European tradition. Thus the ethnomusicologist S. A. Elemenova repeatedly mentioned in
lectures on the traditional musical culture of the Kazakhs and in public speeches the fact that before the
beginning of the 20th century the folk song practically did not know the minor key, and the vast majority
of the recorded samples sound in major modes. The minor, perceived from Russian music, was quickly
absorbed, and by now prevails. Verification of this statement requires a separate statistical study that is
beyond the scope of this work. In Kazakhstan, common for almost all non-European cultures tendency to
replace old traditions with new ones can be observed: folk song culture is gradually replaced with a mass
one (see, for example, research by A. T. Aituarova [23, p.9-10]). In this regard, the socio-cultural
phenomenon of amateur composers who use elements of waltz and mass song in Kazakh songwriting is
widely studied [24]. That is, we can talk about the creative nature of borrowing in the music of composers
and the substitute borrowing in traditional culture.

Conclusion. The processes associated with the creation of a new environment for the existence of
music significantly changed the image of the traditional artist and attitude to the work of oral culture. The
main place for the performance of an oral-professional song or kuis was a yurt (traditional tent dwelling),
the main condition - celebrations and feasts. In the 1920s and 1930s, numerous cultural houses, concert
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halls of philharmonic societies, theaters were erected, which attracted leading professionals from the
people - akyns, sals, kuishis. The system of traditional education (teacher-student - ustaz-shakirt) is
replaced by the institutional system of Soviet education (school-college-conservatory)6. The song and kui
transferred from the process of communication during the meeting (on occasion) to the concert program
items lost a significant part of the context of the performance7, which caused the depth and multilayered
meaning of the work of oral culture to be replaced by performing virtuosity and outward brilliance.
Duplication of recordings of traditional songs, as well as their transcriptions for European instruments, has
affected the decline in the role of improvisation in their performance.

Nevertheless, it is precisely thanks to the collection and study of folklore, the creation ofthe language
of the national composer school based on it8 as well as the new environment for the life (performance,
distribution) of music in the 20th century that Kazakh culture as a whole overcomes the closeness inherent
in traditional art. In the words of ethnomusicologist Alma Kunanbaeva, “Kazakh music began to fit into
the context ofthe all-Soviet musical reality” [21].

A. PanmkyrnoBa
MUWHMCTEPCTBO Ky/NbTypbl 1 cnopTa Pecny6nmkn KasaxctaH, Hyp-CynTaH, KasaxctaH

KA3AXCKAA MY3bIKATbHAA KY/IbTYPA HA MEPEKPECTKAX ITOBANTU3ALLNN:
STHNYECKUWME TPAONLINN N KOMITO3NTOPCKAA LUKOJTA
B MEXXKY/IbTYPHOM B3AUMOAENCTBUN

AHHOTaumMsa. Ha coBpeMeHHOM 3Tare Kasaxckasi MysblKasibHasi KynbTypa HeogHopogHa. OHa BK/HOYaeT
Tpaguumm, COCYLLECTBYHOLME OAHOBPEMEHHO W B3aMMOLENCTBYHOLME APYF C APYFOM: Ka3axCKyK 3THUYECKYH W
BHOBb CO3flaHHYI0 KOMMO3UTOPCKYO LKoY (Tpagmumio). PaccMaTprBasi M3MEHEHUSI B Ky/bTYPHbIX faHawadTax
XX BeKa, B CTaTbe pacKpbIBatOTCs 0CO6EHHOCTWU B3aMMOAEICTBMA W Auasiora Mexay ABYMS BUAaMu KynbTypbl:
3THMYECKOI 1 rnobanbHol (3HAOFEHHOM 1 3K30reHHo). MeToAbl UcCefoBaHMS BK/IHOYAKOT KOMMEKCHOE U3yYeHue
NCTOPUKN KasaxcKol KynbTypbl XX Beka, CTUINCTUYECKUIA aHa/M3 TPagWULMOHHOW WU KOMMO3UTOPCKOM My3bIKM,
CEMMOTMYECKUIA NOAX0[ K MEXKY/NbTYPHOMY B3aUMOAEACTBUIO, CPaBHUTENbHbIN aHasM3 YCTHOW M NUCbMEHHOW
My3bIKM X1 X 1 XX BEKOB.

Mpovecc cTaHOBMEHNS KOMMO3UTOPCKOM Tpaguumumn 06yc/ioB/eH MCTOPUYECKUMI MpoLieccami, aKTUBU3NPOBaB-
LWwMMKUCa B MocnefHee cTosieTve. V3MeHeHMsA B cdiepax HayKu, TEXHOMOTMM, MOIMTUKL U Ky/bTypbl Bbi3bIBaOT
ObICTPbIE M 3HAUNTENbHbIE NPe06pa30BaHNs B XXM3HW 06LLIECTBA BO BCEX €3 UCK/IOUEHWSI CTpaHax. TpyAHO CKasaTb,
yTO B 6GO/bLLEN CTENEHM MOBMANAMO Ha U3MeHeHWe KyNbTYpPHOro naHiwadTa KasaxcTaHa: pasBuTue aTHorpadum u
3THOMY3bIKO3HaHWS; pa3BMTUE TpaHCMopTa M CPeACTB PacnpocTpaHeHUst nHdopmaumn (paamo); MHTeHcUdMKaums
MeXKY/IbTYPHOro O06LLEHUSS UM KynbTypHas nonvtuka CoseTckoro Coto3a; YCKOpPeHHas MHAycTpuanuMsaums u
yp6aHmsaums. Bce 3Ty (haKTopbl B KOMM/IEKCE MOBAMS/IN HA BO3HMKHOBEHWE MOJIOA0N Kas3axCKOW HauMoHasbHOM
KOMMO3UTOPCKOW LUKOSbI.

XX BeK CTann BEKOM CMeHbI Ky/IbTYPHO NapagurMbl 4nsi MHOTUX CTPaH W 06LLECTB, ThICAYENETUAMN XMUBLUNX
TPaANLUMOHHBLIM YKaAoM. JTa CMeHa COOTHOCUTCS C TUMOMOrMe MCTOPUYECKNX TUMOB LMBUM3ALA, NPEANOXKEH-
Hoi dnBuHOM ToddiepoM, KOTOPbI pasnyaeT Tpu dasbl («BOMHbI»): arpapHyto, UHAYCTPUabHYI0 U MOCTUHAYCT-
pyanbHyto. Mepexos OT CeNbCKOX03ANCTBEHHOI0, apTe/lbHOro 1 MaHy(aKTypHOro Npomn3BOACTBA K CTaHAapTU3auum,
thabprkam 1 3aBofam CoBMas ¢ U3MEHEHUSIMM B Cthepe MCKYCCTBa.

Meprogy BO3HMKHOBEHUSI U Pa3BUTUS KOMMO3MTOPCKONM LUKO/bl HOBOEBPOMECKON TPaanLMA 1 CBA3aHHbIX C
HUM MHCTUTYTOB ((hunapmoHuuW, TeaTpbl, 06pa3oBaHMe) NPeALLIECTBOBaIO 60/ee cTa fieT paclBeTa TPaAWLMOHHOIO
MeceHHOro M MHCTPYMeHTa/IbHOro MCKyccTBa. CylLeCTBOBaBLUME C APEBHOCTU TUMbl HOCUTENE YCTHOM Tpaguumn 1
NX WCKYCCTBO 3HAYUTENIbHO MPeobpasun/inch, BK/OUMB B perepTyap HOBble TeMbl U MOTMBbLI TBopuyecTBa. C. A.
EnemaHoBa CBSI3biBaeT 3TO fBMeHME (KaK WM YCMNOXXHEHME My3bIKa/lbHOr0 $i3blka) C My3bIKa/lbHO-NO3TUYECKOW

6Many traditional schools became involved in the institutionalization process (see further research by
V. Nedlina [33, pp.52-60]).

7Such researchers of Kazakh folklore as A. I. Mukhambetova [35], A. B. Kunanbaeva [34] wrote about the role
of context.

8This is still characteristic for current state of composers’ creativity (see research by A. Tleubergenov and
V. Karataeva [36]).
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crieumanusaumenn, BbICBOGOXKAEHNEM XYLOXECTBEHHOI0 Hadana. dopmypoBaHve HalMOHaIbHbIX KOMMO3UTOPCKUX
WKoN B pecny6nvkax CoBeTcKoro BocToka, rae K XX BeKy Hapsfy C 6bITOBbIM UM 06psSA0BbIM (00/IbKIOPOM
CylLLiecTBOBas1a pasBuTas cucteMa MpPoecCUOHaIbHbBIX TpaauLmMii YCTHOro Tuna (HaumoHaslbHas Knaccuka B BuUfie
WHCTPYMEHTa/IbHbIX, MECEHHbIX M 3MUYECKUX TPaguumii, a B psige CTpaH - Tpaguuum MakomaTta), SIB/sieTcs
XapaKTepHOW YepToli BCEX CTPaH LeHTPa/IbHOa3MaTCKOro permoHa 1 LMpe - BCEX HAUMOHA/TbHbIX Ky/bTyp ObIBLLErO
CCCP. Mepef LeHTpanibHOa3MaTCKMU KOMMO3UTOpamu CTosiNa 3aada nepeHoca MOHOAMAHON My3bIK/ 3THUYECKUX
Tpaguumii B yCNoBUS eBPOMENCKOro MHOMoronocus (CUMMOHUYECKNA OpKecTp, aHcambn, Xop 1 np.)

C OfHOW CTOPOHbI, KapAuHa/ibHble W3MEHEHWS B CTPYKTYpe My3blKa/lbHOM Ky/bTypbl ObliM Bbl3BaHbl
BHELUHUMY O6BEKTUBHBIMUA MPUYMHAMM: HOBbIE 3Tarbl WHAYCTPUANbHOW U MOCTUHAYCTPUASIbHOM LMBUIN3ALMUA
(ypbaHuzaumst U MHOPMAaLMOHHbIE TEXHOMOMUN); MHTEHCU(MKALMS B3aUMOJEACTBMS C 3anafHbiMK (B OCHOBHOM
PYCCKOI) KynbTypamu 1 T. A. C Apyroii CTOPOHbI, HEKOTOPbIE M3MEHEHNS1 ObIN BbI3BaHbI BHYTPEHHNMU (haKToOpamm:
pa3Hoo6pasHbIM pPa3BUTUEM MECTHbIX Tpaguumii MecHW U Kiosi (Nbeca A7 LOMOPbI); COBETCKOM KyNMbTYpPHON
MONMTUKOA. B pe3ynbTaTe MOSIBUACA HOBbIA TUM (WX MacT) HAUMOHAMBHON KyNMbTypbl - My3blKa Ka3axCKuX
KOMMO3UTOPOB. 3TO 6bI/10 CBA3AHO C (DOPMUPOBAHVEM HALMOHASIbHOMO CTWUAS HA OCHOBE TPaHCKpUNUMiA 1 3anMcT-
BOBaHWIA. Ha TpaguUMOHHYIO My3bIKY MOB/IUSNA HOBble COLMasIbHbIE MHCTUTYTbI ((hUNapMOHMKM, TeaTpbl, Pasguo,
KOHCEepBaTopusi), KOTOpble BbI3Ba/IM M3MEHEHMSI B TBOPYECKOM npoiecce (YMeHbLUEHWE POMv YCTHOM Mepeaaydy,
OTCYTCTBME TPAAULIMOHHOIO COLMA/IbHOrO KOHTEKCTa), a Takke B CTue (BMPTYO3HOE UCMOSIHEHWE, HOBbIe YaHpbl
MecHN).

KnioueBble croBa: Kasaxckast Mysblka/lbHas Ky/nbTypa, Kasaxckas TpagvuMoHHas My3blKa, Kasaxckas
KOMMO3UTOPCKas LLUKO/A, MEXKYbTYPHOe B3auMogeicTBMe.

A. PaiibimkynoBa
KasakcTaH Pecnybnnkacbl M3ageHMeT XaHe crnopT MMHUCTpAW, Hyp-CyntaH, KasaxctaH

LIA3AK; MY3bIKA/bLL, M3JEHVET1 XX FTACbIPJAM bl )XAbAHAHY KE3ELLHAE:
M3JEHVETAPA/bLL, B3APA SPEKETTECTLKTEIL 3THVKA/bLL,
N3CTYP/IEP MEH KOMMO3UTOP/IbLL, MEKTENM

AHHOTaumsa. Kasipri KeseHfe KasaK My3blKa/lbIK M3geHWeTI Gipkenki emec. On 6ip mesringe karap emip
CYpeTiH X3He 6ip-6ipiMeH e3apa 3peKeTTeCnK yacaiTblH A3CTYpPrepdi - Ka3aKTblH 3THWKa/bIK YK3He >XaHajaH
KypblIraH KOMMO3UTOP/IbIK MeKTenTepll (A3cTYp) KamTugpl. XX racbipgbiH M3JieHW NaHAwadTapbiHaarbl e3repo-
Tepai KapacTbipa OTbIpbIM, Makanaja M3LeHVETTIH: 3THUKabIK X3He >kaaHablK (3HAOreHAl >aHe ak3oreHni) ekl
TYPpIiHIH apacbiHAarbl e3apa 3peKeTTecy MeH AUanorTbiH epeKLUeniKTepi awbiagbl. 3epTTey agicTepi XX racblpgarsl
Ka3aK M3JEHUETIHIH TapuXblH KelleHAai 3epTTeyai, A3CTYP/i XX3He KOMMO3UTOP/bIK My3biKaHbl CTUIMCTUKAbIK
Tanjayabl, M3feHMapasbiK e3apa 3PeKeTTeCNKKe KaTbICTbl CEMUOTUKa/bIK Ke3kapacTbl, XIX »x3He XX racbipnap-
Jarbl aybl3LUa X3He Xasballla My3blkaHbl Ca/lbICTbIpMasibl Ta/ijayabl KaMTuabl.

Komnosutopnblk A3cTYPAiH KanbinTacy npoueci colbl XY3XKbUIAbIKTa XaHAaHraH Tapuxu npolectepre
Hensgenear FbuibIM, TEXHOMOMMA, CasicaT XX3He M3JEHMET cananapblHharbl esrepictep 6apnblK enjepfe Koraw
eMipiHferi Te3 XaHe eneyni esrepictepdi TyblHAaTaabl. Ken >kargaiiga aTHorpagust MeH 3THOMY3blKaTaHbIMHbIH
Jamybl; aknapart TapaTy Kesll MeH KypanfapblHbiH (pagvo) gaMmybl; M3jeHVeTapasiblK KapbiM-KaTbIHACTbl KapKbIH-
faty Hemece KeHec OparbiHbIH M3J€HUW CasicaTbl; XKeAes VHAYCTPUSNaHAbIPY X3He ypbaHu3aums KasakcTaHHbIH
M34eHU NaHAWaThIHbIH e3repyiHe epeKLle 3cep eTKeHiH aliTy KubH. Ocbl (haKTopnapabiH 6ap/birbl Xac Kasak
YATTbIK KOMMO3MTOP/IbIK MeKTebLIL, Naiiga 60nybiHa KelleHai TYPae acep eTn.

XX racbip - MblHAAraH Xbligap 60Mbl XXUHakTanraH 43cTYpAi canT-rypbintapbiMeH emip CYpreH engep MeH
koramzap YLWiH M3feHV napagurManapibiH aybiCy racbipblHa aiHangbl. Byn KeseH YL hasaHbl (KTOMKbIHAAPY)
aXblpaTaTbiH 91BMH Toddiep yCbiHraH epKEHNETTLL, TapUXU TUNTEPIHIH TUNOMOrUSACLIMEH 6alinaHbICTbI: arpapsibIK,
WHAYCTPUSI/IBbIK YX3He MOCTUHAYCTPUS/IbIK. Aybll Liapyallbibirbl, apTengik X3He MaHy(aKTypasbiK eHfipicTeH
cTaHfapTTayra, habpukanap MeH 3aybITTapra KeLly eHep caflacbiHAarbl e3repicTepMeH C3Kec Kengj.

>Kaua eyponaniblk A3cTYP MeH WHCTUTYyTTapra (cunapmoHusinap, TeaTpnap, 6inim 6epy) 6alinaHbICTbI
KOMMO3NTOP/IbIK MeKTeOLLLY, Mmaifa 601y >X3He famy Kesell, A3CTYP/li 3H XX3He acnanTblK eHepaiH XXY3 XblnjaH
acTtaMm yakbIT 60bl rYngeHyiHe acep eTKeH efa. Exxenn 3amaHHaH 6epi KanbinTackaH aybli3wia A3cTYPAi TacbimMas-
JaylwiblnapabiH TYPAepi XkaHe on1apablH eHepi penepTyapra »kaHa TakbIPbINTap MeH LblrapMallblibiK MOTUBTEPAI
eHri3e OTbIpbIN, alTap/bikTai esrepgi. C. A. EnemaHoBa 6yn KyobiibICTbl (My3bIKa/bIK TiNgiH KYPAeneHyi cusikTbl)
My3bIKa/IbIK-MO3TUKa/bIK MaMaHAaHAbIPYMEH, KepKeMiik 6acTayibl 60caTyMeH 6ainaHbICTbipagbl. XX racbipra
Kapai TYpPMbICTbIK XX3He 34eT-TypbINTbIK (PONbKIOPMEH KaTap, aybi3lia TypAen Kiacioun A3cTYprephiH gambiraH
XYVleci (acnanTbiK, 3H >K3He aNUKabIK A3crypnep TYPiHAeri yATTbIK Knaccuka, an Gipkatap enfepae - Makomar
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OacTYpi) 6onraH Keuecnk LUbirbic pecny6mkanapbiHga YATTbIK KOMMO3UTOP/bIK MEKTENTEPAIH Ka/lbInTacybl
OptanbLy Asmns eHipiHIH 6apnblk engepiHe »XaHe »annbl anranga, 6ypbiHrbl KCPO-HbIH 6apbly, YATTbIK M3je-
HVeTiHe T3H 6enn 60/biN Tabblnagbl. OpTanbliK A3US KOMMO3UTOP/IapbIHbIL, aNfblHAA 3THUKAbIK A3CTYprepaiH
MOHOAMASBIK My3bIKacblH eyponasiblK KengaybICTblIbIK XarjadibiHa (CUMOHUSNbIK OPKECTP, aHcambrnbaep, Xop
XX3He T.6.) Kewipy MiHAeTI Typabl.

Bip »arblHaH, My3blKa/lblIK M3[EHUET KypblibIMbIHAArbl TYOereiini esrepictep CbIpTKbl 00BLEKTMBTI ceber-
TEPAEH: VHAYCTPUANBIK X3He MOCTUHAYCTpUanabl epKeHMETTIH Xaua KeseHAepi (ypbaHu3aumsi X3He aKnapaTTbiK
TexHonornsnap); batbic (HensweH OpbIC) M3AeHUeTIMEH e3apa iC-KUMbINAbl KapKbIHAATY X3He T.6. TyblHAadbl.
EKiHLUi >arblHaH, Kelibip e3repicTep iWKi hakTopnapgaH: sHAep MeH Kyinepaw, (Zomobipa YLLiH Nbeca) XXepriKn
[3CTYprepiHiL, 3pTYpAi jaMyblHaH; KeLecrnK M3feHVeT casicaTbiHaH TyblHAaAbl. HaTvKeciHAe YATTbIK M3AeHUETTIL,
Xaua TYpi - KazaK KOMMO3WUTOp/apbiHbIL, My3blKacbl Maiga 6ongbl. Byn TpaHCKPUNUMA MeH LWeTTEeH asbin
naiganaHy HerisiHge YNTTbIK CTWAbAI KanbINTacTbipyMeH 6alinaHbicTbl 6ongbl. [3cTYpni Mysblkara aua
3neyMeTNK MHCTUTYTTap (unapMoHusnap, TeaTpnap, pagvo, KOHCepBaTopwsl) acep eTn, onap LiblirapMallbiibiK
npovecTe (aybl3lla Tapayapll, a3atobl, A3CTYPAi 3/1eyMeTMNK KOHTEKCTLL, 60/IMaybl), COHAaR-aK cCTunbae (BUPTY03AbIK
OpbIHAAY, 3HHIL, Xala >xaHpnapbl) e3repicTep Tyrbi3gbl.

TYViH ce3fep: Kasak My3blKa/lblK M3fieHMen, KasaKTbll, A3CTYP/i My3blKachl, KazaK KOMMO3UTOp/apbiHbiL,
MeKTeby MaJeHVeTapasibIK e3apa 3peKeTTeCrnK.
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