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Abstract. Various disparate phenomena of musical life, discoveries and changes in the paradigm of musicology
in the 1970-1990s add up to a single picture of the growth of ethnic self-awareness and reappraisal of the cultural
heritage of all historical periods, which prepared the latest stage in the history of musical culture of Kazakhstan. A
return to the roots is understood both as a revival of disappearing genres (for example, aitys is a contest of akyns in
poetic eloquence), as propaganda of original, traditional art, and as a creative rethinking of cultural heritage. In
Kazakhstan, interest in the past was naturally reflected in musicology and in composer creativity. By the 1980s, a
school of Kazakh musical folklore was formed. Two trends appeared in composer creativity: the “modernization” of
folklore through the complication of the musical language of its transcriptions on the one hand and the development
of folklore elements within the framework of new composer techniques of the 20th century on the other. A key factor
in the process of reinterpreting the heritage of Kazakh musical culture in the 1970-1990s is ethnic identity. It is
expressed in composers’ creativity, in ethnomusicology, and in understanding the role of Kazakh musical culture in
the world. All these processes have prepared a paradigm shift in the culture of the post-Soviet period.
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Introduction. In Kazakhstani musicology, as well as in the history of the republic, it is customary to
distinguish the Soviet and post-Soviet periods with a border in 1991. However, a closer look at the
historical and cultural processes in Kazakhstan indicates that the factual independence was prepared by the
dynamic process of re-interpretation of the cultural heritage that took place in the creative and scholar
circles in the 1970-1990s. Various disparate phenomena of musical life, discoveries and changes in the
scientific paradigm of musicology add up to a single picture of the growth of ethnic identity and
reappraisal ofthe cultural heritage of all historical periods.

Research methods. The music culture of Kazakhstan is considered as an integrated system. This
explains the application of the systemic and historical method. In addition, the subject of the study
involves reliance on the specific musicological and interdisciplinary methods: musical-historical, source
study, analytical, stylistic, comparative, cultural and sociological.

Results and discussion. New changes in the structure of the text of national culture occurred in the
1970s. After a concert of symphonic music of Kazakhstan, held in March 1976 at the All-Union House of
Composers, G. A. Zhubanova wrote the following lines: “The concert was a success. The demanding
Moscow audience warmly welcomed our music... But a certain time passed and | thought about this: are
we too keen on direct quoting of folklore, and even more so, of the one genre - dombyra kuis. Indeed,
some authors were simply obscured by folk material. Isn’t it time for us to seek our own, personal,
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individual approach to folklore? Indeed, quoting a folk theme often restrains the composer's will and
imagination”.

The aspirations for a renewed implementation of folklore through its deep study, which embraced
both composers and musicologists, are consistent with the all-Union trend noted in the famous article by
I. 1. Zemtsovsky “Folklore and composer” [1].

Two trends were outlined: “modernization” of a folklore through the complication of the musical
language of its transcriptions on the one hand, and the development of folklore elements within the
framework of new composer techniques of the 20th century, on the other. Composers representing a
particular phenomenon of national culture gravitated toward the first: “afolk type o fprofessional musician
who has adopted the achievements ofa qualitatively different artistic system and at the same time retained
the integrity of traditional musical thinking” [2, p.42]. Among them a number of names could be
mentioned: N. Tlendiev (1925-1998), M. Koyshibaev (1926-1986), K. Kumysbekov (1927-1997),
D. Botbaev (b. 1927), M. Mangitaev (b. 1937), K. Duisekeev (born 1946), J. Tursunbaev ( born 1947),
A. Zhayimov (born 1947), E. Usenov (born 1952), E. Umirov (born 1954), to some extent E. Rakhmadiev
(1930-2013), T. Bazarbaev (1935-2006), B. Daldenbaev (born 1955), K. Shildebaev (born 1957),
E. Khusainov (born 1955). The second is traced to a greater extent among composers of the younger
generation, often musicians in the second generation, representatives of urban culture. These include, first
of all, G. Zhubanova (1927-1993), B. Bayakhunov (b. 1933) V. Novikov (1937-2012), M. Sagatov
(1939-2002), V. Minenko (1941-2003 ), V. Strigotsky-Pak (b. 1947), A. Serkebaev (b. 1948),
T. Mukhamedzhanov (b. 1948), B. Amanzhol (b. 1952), J. Tezekbaev (1954-2004), A. Meirbekov
(1955-2008), B. Kydyrbek (p. 1955), S. Erkimbekov (p. 1958), A. Toksanbay (b. 1958) A. Bestybaev
(b. 1959 ), A. Mambetov (b. 1961), S. Abdinurov (b. 1962), A. Raimkulova (b. 1964), G. Uzenbaeva
(b. 1964). Both trends are in line with the transformation of attitudes towards folklore in society and the
deep inclusion of traditional values in the system of national identity (which is the subject of a number of
recent studies - see [3,4,5]).

Almost all composers of the republic were involved in the search for new ways of the composer
school. One of the most influential figures of this period is Gaziza Zhubanova: a composer with an active
creative position, a graduate of the Moscow State Conservatory named after P. I. Tchaikovsky (class of
Yu. Shaporin), connoisseur of modern art. In different years, being the head ofthe Union of Composers of
the Kazakh SSR (1962-1968), the Almaty Conservatory named after Kurmangazy (1975-1987)1, she
consistently implemented the ‘program for the renewal of creative life”[6, p.76]. Her literary heritage
(autobiographical notes, publications in periodicals) is especially valuable as a unique document of the
era. | will quote the statements of G. Zhubanova, in which the ideas of updating the musical language of
Kazakh composers are expressed:

“The conservatory listened to the new Sixth Symphony by E. G. Brusilovsky “Kurmangazy” (in
1965). It provoked a big protest from me. Such a topic required a corresponding deep relationship, an
innovative approach to the implementation of the plan. The finished themes of the kuis by Kurmangazy
presented in the symphony sounded superficial. The author’s brilliant possession of the orchestra did not
save - everything sounded empty, loud, but not saturated, the music did not excite...” [7, p.64].

“Traditions of world instrumental music had ever more profound effect on our composers, leading to
the realization of complex patterns of musical language of kuis. If in the works of the first stage the
influence of instrumental music was more significant in the field of creating thematism and often did not
affect other aspects of form, then the new stage is characterized by a desire for an inclusive reflection of
the characteristics of traditional musical thinking. This method of development of kuis already implements
the very system of intonational formation of the integral form of a kui, as well as its timbre and texture
enrichment” [8, p.31].

Through familiarization with the achievements of composers of the 20th century, the development of
new compositional techniques, modernization of the form and content of music, not only the text of the
national culture is updated, but also the rethinking ofthe role of Kazakh culture in the world cultural space
takes place [9].

1In the interval between these occupations, G. Zhubanova was elected as a delegate to the XXIII Congress of the CPSU and
amember of the Central Committee of the Communist Party of Kazakhstan.
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V. Nedlina explores this process as a reinterpretation of the cultural heritage in Kazakhstan, which
took place in the 1980-2000s [10, p.47]. She highlighted the most important consequences of the
reinterpretation:

- two main layers of Kazakh traditional music (folklore and professionalism of oral tradition) are
identified;

- the traditions of aitys and East Kazakhstan dombyra school shertpe almost lost to the 1980s have
found a second life; bagsylyk (shamanism) and dhikr, which existed in the Soviet Union secretly became
an object of the study;

- a whole range of stylistic trends appeared in composer's work (neoarchaics, neoclassicism in its
western, national and eastern refractions, polystylistics), the subject of creativity expanded, works of an
experimental plan began to appear;

- in mass genres, the role of traditional culture as an ideological and thematic basis increased,
mixed “ethno-genres” appeared (ethno-jazz, ethno-rock, ethno-pop);

- the musical culture of Kazakhstan appeared on the world stage in a new quality - as an
independent phenomenon [10, p.51-52].

All these transformations had a significant impact on composer's work, the appearance of which
changed significantly after 1980. Let’s consider the changes that have occurred. The Kazakh media often
voiced the idea that gaining independence on December 16, 1991 gave an impetus to the growth o fethnic
identity. However, this process began much earlier and has a long history. The moment of unity of the
nation in the face of danger - the invasion of the Jungars (1723-1731) - was widely reflected in the poetic
memory of the people, gave a new meaning to heroic-epic legends. It was at this time that the role of the
steppe intelligentsia, the spokesmen of advanced political and historical thought, was played by the
famous Zhyrau Tati-Kare, Umbetei, Bukhar [11, p. 487-489], Aktamberdy, Kozhabergen and others. One
of the common motives in their poems is the theme of the unity of the people. In the works of Kazakh
enlighteners of the 19th century, Ibrai Altynsarin, Abay Kunanbaev, calls are made to the Kazakhs to raise
the greatness of the nation through education, familiarization with world culture.

The most important milestone in the history of culture of modern Kazakhstan, which determined the
direction of artistic and philosophical thought, the theme of creativity of artists of the late 20th century,
was the novel by Ch. Aitmatov “And the day lasts longer than a century...” (1980). The legend of mankurt,
a man forcibly deprived ofthe memory around which the ideological concept of this work takes shape, is
recognized by readers as a peculiar idea of the time. It is no accident that many cultural figures of
Kazakhstan creatively responded to this work. Already in 1984 in Moscow at the Theater. Vakhtangov
hosted the premiere of the play of the same name directed by A. A. Mambetov with music by composer
G. A. Zhubanova. In 1991, she completed the clavier of the opera Burannoy Edige or Aitmatov Legends
(the opera has not yet been staged) based on the novel and the novel White Cloud of Genghis Khan by the
writer [12]. The images of a Kyrgyz writer are used by musicologists to describe their attitude to cultural
heritage in the 1990-2000s (see works by A. Kunanbaeva [13], U. Jumakova [14], Zh. Toshchenko [15] -
in the form of “mankurtism” meaning “Separation from the roots”).

A return to the roots is understood both as a revival of disappearing genres (for example, aitys is a
contest of akyns in poetic eloquence), and as propaganda of the original, traditional art, and as a creative
rethinking of cultural heritage. All these processes begin even before the collapse ofthe Soviet Union.

Another important milestone that influenced the ideological installation in the works of national
composers were the events of December 1986, when the Alma-Ata student youth strongly opposed
appointed from Moscow First Secretary of the Communist Party of the Kazakh SSR G. V. Kolbin. The
significance of this event for culture consists, first of all, in the open voice of nationalist slogans, in a call
to increase the role of the Kazakh language (and mentality) in the republic. In the discourse ofthe second
half of the 20th century, a transformation of meanings takes place, giving the word "nationalism" a
negative connotation. Thus, in the 1986-87 newspaper publications, the concept of “nationalism” was
given an extremely negative connotation. In fact, there was a substitution of concepts (nationalism -
Nazism - fascist ideology). But precisely which gained while forms of nationalism to counter one-sided
Westernization of culture of Kazakhstan, became the driving force of cultural renewal through a return to
the roots, followed in 1990-2000-ies. In the context of our study, | by nationalism, we increasingly
understand mounting on the preservation of ethnic culture, in no way does not preclude integration with
the global cultural community. December performances influenced many composers. The search for ways
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to renew the means of musical expressiveness through «return to the roots» one way or another is
manifested in the work of a whole galaxy of composers who began their career in the 1980-1990s:
T. Mukhametzhanov, E. Khusainov, B. Kadyrbek, A. Zhayimov, A. Meirbekov, B. Daldenbaev,
K. Shildebaev, A. Toksanbaev, A. Bestybaev, A. Raimkulova, G. Uzenbaeva, A. Sagatov and others.

In the second half of the 1980s, and especially in the 1990-2000s, there is a reinterpretation of the
heritage ofthe Kazakh musical culture, as a result of which the structure of the text of the national culture
is updated. This process has a close relationship with similar processes in all the former republics of the
USSR and is caused by objective external and internal reasons. “The first include the changes in the
political climate of the country that occurred in the 80-90s, and the internal ones - their consequences in
culture, including musical historiography,” writes M. Aranovsky about changes in the study of Russian
music. He also notes two directions for expanding the research field: “in the depths of centuries” and “in
modern times, in the 20thcentury” [16, p.7].

In Kazakhstan, interest in the past was naturally reflected in musicology and in composer creativity.
By the 1980s, a school of Kazakh musical folklore was formed, represented by young scientists
B. Amanov, A. Mukhambetova, S. Elemanova, A. Kunanbaeva, S. Utegalieva, B. Karakulov,
A. Baygaskina, I. Kozhabekov and their students [17, p. 42].

A kind of marker for a change in the scientific paradigm was the conflict of the already recognized
school of Kazakh musicology and the “new wave”. Talking about the professional debut of
A. I. Mukhambetova - the article “National and International in the Music of Soviet Kazakhstan: on the
Kui Problem”™ [18] - her students G. Omarova and L. Izmailova write: “In Alma-Ata, these thoughts
caused such a strong rejection that prompted local masters from musicology to writing angry letters to the
highest authorities of Moscow and Leningrad with demands to take measures against ideological sedition”
[19, p.4]2 The presentation of the claims and arguments of the parties is beyond the scope of this study,
but already from the current historical distance one can regard the situation in folklore as a conflict of
generations and as a kind of revolution that prepared the reinterpretation of the text of national culture
during the period of independence.

The main ideas of this article by A. Mukhambetova in many respects anticipated the changes in the
field of musical culture that occurred in the 1980-1990s. In addition to the new postulate for that time
about the existence of an oral form of professionalism in many traditional cultures (not only Kazakh, but
also practically all Central Asian), the researcher was one of the first to note the change in attitude to
folklore that occurred in the 1960s and reveals changes in the cultural paradigm. It is worth emphasizing
the importance of thinking about the differences in the formation of bilingual national literature (Kazakh
writers writing in Kazakh and Russian, as well as only in Russian) and also bilingual musical culture. The
first was formed under conditions of historical continuity and continuity, preserving, primarily through
language, a connection with the traditions of the ancestors, which supported the “ability to reflect the
national character in its dynamics” [18, p.35]. In music, “a new professional art of the European type, the
understanding of which requires special preparation, finds listeners mainly in the urban intelligentsia”
[18, p.36].

The bright opuses created in the spirit of the “non-folklore wave” that encompassed many composers
ofthe Soviet Union in the 1960s and 1980s include cues and arrangements of folk songs by B. Amanzhol
for various compositions, programmatic symphonic and chamber works by A. Bestybaev, works for
Orchestra of Kazakh folk instruments E. Khusainova, cantata «Kokzhal» A. Raimkulova and works by
other composers. S. Abdinurov, the author of many program works (Eternal Kyu, Arystanbab, Ataturk,
Korkyt, Beit Symphony, etc.) noted the influence of G. Kancheli, T. Shahidi, aesthetic attitudes on his
work, R. Shchedrin - prominent representatives of national Soviet composer schools, known for their
innovative attitude to folk music [20, p.322].

The issues of the revival of ethnic self-awareness naturally lead to attempts to realize the place ofthe
Kazakh ethnos in the Goethe-Schumann ‘greatfugue ofpeoples™ This refers to two similar quotes that
have become winged expressions. Goethe: “The history of science - a great fugue, in which little by little

2The opinion of the students of A. I. Mukhambetova reflects only one point of view. The author does not in any way pretend
to present this opinion as the only true one.
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come the voices of peoples» (The Die Geschichte der Wissenschaften ist eine gro A an e Fuge, in der die
Stimmen der the V y Iker nach und nach zum Vorschein kommen ). Schumann: “Art is a great fugue, the
voices in which - the nations,, (Die Kunst wird die grofe Fuge sein, in der sich die V~ker ab”sen im
Singen). This process is characterized through the opposition “I am the Other” (or “We are the Others”) -
one of the central categories of 20th-century philosophy (from E. Husserl to M. Buber ). The process of
worldwide representation of Kazakhstani musicians is consistent with globalization trends (for more
details, see T. Gafurbekov, A. Omarova, A. Kaztuganova [21; 22]). Representing Kazakh culture on the
world stage in the 1980-1990s naturally formed two vectors of this opposition: “Kazakhs - the eastern
world”, “Kazakhs - the western world”. Within the framework of the first, the musical heritage of
Kazakhstan is recognized, first of all, as part of the nomadic culture of Eurasia (along with such cultures
as the Kyrgyz, Karakalpak, Turkmen, Tuva, Khakass, Mongolian and others), as well as part of the Turkic
world (akin to the Uighur, Uzbek, Azerbaijani, Turkish - see an example of a study [23]).

Conclusion. Thus, a key factor in the process of reinterpreting the heritage of Kazakh musical
culture in the 1970-1990s is ethnic identity. It finds expression in neo-folklore trends in composer
creativity, in the formation of Kazakhstan’s ethnomusicology, in understanding the role of Kazakh
musical culture in the world, in reviving the genres of traditional music (aitys, baqsylyq, etc.) considered
to be disappeared, in the formation of new directions in mass music. All these processes have prepared a
paradigm shift in culture in the post-Soviet period.

AKTOTbI PailbiMmk noBa
KasaxcrtaH Pecny6nukace!, MafileHVeT X3aHe crnopT MUHUCTPAT, Hyp-CynTtaH, KasaxcTaH

1970-1990 XXbINAAPOAT bl LUASAK; MY 3bIKAJIbLW, M3AEHVNET1 M¥PACbBLIHbLL,
STHUKAbLW, CAHA-CE31IM1 MEH PEMHTEPMNPETALUVACHI

AHHOTaumsa. KasaxcTaH My3blkaTaHyblHAa fa pecnybnuka TapuxbiHgarsl cekingi 1991 binbl Keuec >KaHe
MOCTKeLeCMNK Ke3eHAepALL, LuekapacbiH 6enw KepceTy macenea GenrweHreH. Anainfa, KasakctaHfarbl Tapuxu-
M3ageHun YgepicTepre aca Tepel, Keskapac 1970-1990 »bingapbl LWbIrapMaLLbIfibIK XX3HE TbifbIMU 0pTaja OpbIH a/iraH
M3[EeHN MapaHbl peuHTeprpeTaumsanayabil, cepniHii YaepiciMeH Tayenasfllke HakTbl ue 60nyra falibiHAanraHbIH
fanenpeigi. Mysblkanbik eMipgil, apTYpAi WallbipaLKbl KyObliblCTapbl, My3blKa CaHACbIHbIL, FbiIbIMW Napagurma-
CbIHAArbl XaLUablKTap MeH e3reploTep STHUKa/bIK CaHa ecyiHil, )aHe 6ap/iblK Tapuxu Keseugepail, M3jeHn Mypa-
CbliH KailTa Garanayablil, GipbiLFail KepiHiciHe HensgeneAr Tamblpra opasy, »ORMbibiN 6apa »aTKaH XaHpnapabl
KaiTa »XaurbipTy (MbiCanbl, aiTbiC), KeHe, A3CTYPAi eHepAi HacuxaTTay >K3He M3AeHM MapaHbl LublFapMalLblibiK
Typrolfa Kainta mavibimgay gen TYciHgipinegi. bByn Ygepictepgiy 6apnbiFbl Keuec ogaFbiHbIL, bigbipaybiHa AeLH
bactangbl.

3epTTeyae xYWeni aHe Tapyxu Tacluaep KonaaHbiasl. COHbIMEH KaTap, apHaiibl-FbilbIMA My3blKaTaHy KaHe
N3HAPaNblK:  MY3bIKaSIbIK-TapUXW, [LepekTaHy, CanbICTbipMaibl Tasjay 34iCi, MY3blKaNbIK-M3JEHUETTaHY >K3He
MY3blKa/blK-3/1eyMETIK 34iCTep KOMAaHbINAbI.

¥NTTbIK M3JEHMET MITLL KypblibIMbiHAArbl >kaua esrepictep 1970 »xbingapbl 6ongpl. Ew 6eTbypbic
Haiikangbl: 6ip xarbiHaH My3blKa TiNiH KypAeneHaipe eugey apkbiibl PONbKIOpAbl «Kasipri 3amMmaHra faibIKTbl eTy»
X3He eKiHLWIi xarbiHaH XX Facbipfply, >kaua KOMMO3UTOP/bIK TeXHUKanapbl asacbiHAa (DO/bKIOP 3MeMeHTTEpiH
urepy. PecnybnukaHbll, 6apnblk KOMMO3UTOP/Mapbl KOMMNO3WUTOP/bLIK MEKTENTIL, >kala >KonjapbiH i3geyre
XYMbIAbIPbIALEL. XX racklp KOMMNO3UTOPNAPbIHbIL, XETICTIKTEPiHE 6ayny, KOMNO3ULMAHBIL, Xaua TeXHUKanapbIH
nrepy, My3blKaHblIL, HbiCaHbl MEH Ma3MyHbIH Ka3ipri 3amaHFa naiblKTbl €Ty apKblibl YATTIK M3AEHWET M3TIHIHIL
Xauapybl FaHa emec, COHbIMEH KaTap 3M1eMIX M3LEeHN KeLICTIKTEri Ka3ak M3eHMETIHIL, pefil KaiiTa KapacTbipy fa
XY3ere acbipblnagbl. byn Ypaepicti B. HegnuHa KasakctaHga 1980-2000 >Xbingapbl OpblH anraH M3eHN MypaHblL,
penHTepnpeTaumscel peTiHge 3eptTengi [10, 47 6.]. AtanFaH esrepictep 1980 XbingaH KeiiH eneyni esrepicke
yliblparaH KOMMO3UTOP/IbIK LbIFapMaLLbIbIKKa eneyni acep eTr.

¥NTTbIK KOMMO3UTOPNAP LUbIrapMaLlblbIrbIHAArbl UAEANbIK YCTaHbIMAapra acep eTKeH Tarbl 61p maubl3bl
Kesel, 1986 >XbINrbl XENTOKCaH OKurackl 60n1abl. Onap KeNTereH KOMMNO3WUTOpapAbIL, LbiFapManapbiHa acep €eTTi.
«Tyn Tamblpra opany» apkbliibl My3blKa/iblK M3HEP/INIK KypanaapbiH XauapTy xongapbiH isgey 1980-1990 xbin-
Japbl WbIFapMaLlbI/bIK XO0/bIH 6acTaraH KOMMo3uTopnapapll, TyTac Tobbl LWblFapMallblibiFbIHLA KepiHic TanTbl:
T. MyxameTkaHoB, E. XycanHoBa, b. Kagbip6ek, A. XKaiibimos, A. Meitip6ekos, b. JanbaeH6aes, K. LLinge6aes,
A. TokcaH6aeB, A. becTibaes, A. PaiibiMKynoBa, . B3eHO6aeBa, A. CaratoB X3He T.0.
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1980 xbingapiblH eKiHWi xapTbicbiHAa, 3cipece, 1990-2000 >Xbingapbl Ka3zak My3blKa/blK M3JeHWeTiHIH
MypacblHa KaiiTa TY3eTy XYprisifesi, COHbIH caiaapbiHaH YNTTbIK M3AEHNET M3ITIHIHIH KypPbIfbIMbl XaHapTblnagpl.
Byn Y[epic KCPO-HbIH 6aprnblK 6ypbIHIbI pecnybnvkanapbiHaarbl ykcac Y AepiCTepMeH Thirbl3 6GalifaHbICTa dXaHe
06BEKTMBTI CbIPTKbI X3He LW cebenTepre 6ainaHbiCTbl. KasakcTaHga €TKEH KyHAepre AereH Kbi3bIryLbiibiK
My3blKa 6ifliMi MEH KOMMO3WUTOP/bIK LblrapMalLibiblKTa 3aHbl KepiHic TanTbl. 1980 Xbingapbl Kasak My3blKasblK
(hOMbKIOPUCTMKACLIHBIH MeKTebi KanibinTaca 6actagpl [17, 42 6.].

Kasak My3blKacbl MeH «aHa TO/KbIH» MeKTEBIHIH KaKTbIrbIChl MblIbIMU NapafuMrmaHblH aybICybIHbIH e3iHAIK
6enriciHe aliHangbl. Kasipri Tapyxu KawwbIKTbIKTaH ObKIOPUCTKAAArbI XKarAanabl yprakTap KaKTbIrbICbl PETIHAE
X3He Tayencisgik KeselHae YATTbIK M3JEHUET MITLULLLL PEMHTEPnpeTauusacbiH AaiblHAaraH TeHKepic peTiHae
baranayra 6onagbl.

1960-1980 *bi1gapbl KeHec OfarbiHbIH KeMTereH KOMMo3uTopsiapbiH KaMTbiraH «Heo(o1bKI0P/IbIK TOMKbIH
PYXbIHfa BHMEre KeNreH apKblH LibirapManapra b. AMaHXongsiH TYpAi Kypamaapra apHanraH KYWnepiH sxaHe
eHaenreH xanblk aHAepiH, A. becnbaeBTblH 6argapnamanblK CUMQOHUANBIK XX3HEe KaMepasblK LiblrapManapbiH,
KasaK Xa/lblK acnanTapbl OPKECTpiHe apHanraH E. XycauMHOBTbIH LWbirapmanapbiH, A. PailbIMKyOBaHbIH « MK an»
KaHTaTbIH >X3He 6acka KOMMO3UTOpapabIH LbirapManapbIH XaTKbi3yra 6onagpl. KenrtereH 6argapnamanbik Wweirap-
ManapabiH (“MaHrwk KYW, “ApbicTaH 6a6”, “ATa TYpIK’, “KOpKbIT”, “BeliT-CUM(OHMA” 3He T. 6.) aBTOpbI
C. 364WwypoB yNTTbIK KEHEC KOMMNO3MTOPNapbIHbIH KEPHEKTI eKingepi, XablK My3blKacblHa >KaHALLbI1 [O3Kapachl-
MeH TaHbimMan I. KaHuenu, T. Waxugw, P. LWeapwHa cbiHAbl TynranapfbiH 3CTeTUKabIK HyCKaynapbIHbIH €3 Lbirap-
MaLUblIbIrbIHA 3CepiH aTtan eTTi [20].

OTHUKaNbIK CcaHa-cesiMAi KawbIpTy Mmacenenepi taburn TYPge [ete-LLymaHHbIH “XanblKTapiblH Y/IKeH
(hyracblHAa” Ka3akK 3THOCbIHbIH OPHbIH TYCiHyre ymTbinablpasbl. byn Y/epic “MeH - BackamblH” (Hemece “Bi3 -
BackambI3”) onno3uuumsackl - XX racbipfbliH QUI0COMUACBIHBIH OPTaNbIK CaHaTTapbIHbIH 6ipi apKbiibl cunarTanagpl
(3. T'yccepnbgeH M. Byb6epre gewwH). 1980-1990 bingapbl 3nemMAll caxHaja Kasak M3feHVeTLL, penpe3eHTaLms-
CbIHZA OCbl ONMO3ULMAHBIH LU BEKTOPbI: “Ka3aKTap-LUbIrbIC 31eMi”, “Ka3akTap - 6aTbIC 3f1eMi” Ka/bINTacTbl.

Ocbinaiiwa, 1970-1990 >kbingapbl Kasak My3blKanblK  M3EHMETLIL, MypanapbiH pevHTeprnpeTauusnay
YaepiciHge aTHMKa/bIK caHa-ce3iM Hen3n qakTopra ainHaiabl. On KOMNO3UTOP/bIK LLbIrapMaLLblIbIKTa HeO(O IbK-
nopneik YPAjictepe, Ka3akCTaHAblK 3THOMY3bIKaTaHYblH Ka/bINTACybIHAA, XOrasbif KETKeH A3CTYPAi My3blKaHbIH
XKaHpnapblH (aATbIC, 6aKCbIIbIK X3HEe T.6.) KaWTa XawbIpTyAa, Kenwinikke apHanraH My3sblkafarbl )aHa 6arbiT-
Tapfbl Ka/binTacTbipyda A p w ¢ Tabagbl. Ocbl Y/depictepaiH 6ap/ibirbl MOCTKEHECNK Ke3eH4eri MajeHUeT napagur-
MaCbIHbIH aybICyblHa Heri3 60napl.

TYViiH cesfep: 3THUKaNbIK CaHa-Ce3iM, peuHTeprpeTaLns, MafeHNeT napaaurMacbiHbiH aybiCybl, KasakcTaH-
HbIH My3bIKa/IbIK M3/IEHUETI.

AKTOTbI Paumkynosa
MWHIUCTEPCTBO KyNbTypbl 1 cnopTa Pecnybnvkn KasaxctaH, Hyp-CyntaH, KasaxcTtaH

STHNYECKOE CAMOCO3HAHWE N PEMHTEPMPETALNA HAC/IEQNA
KA3SAXCKOW MY3bIKATBHOW KYIbTYPbI B 1970-1990-x FTOAAX

AHHOTaUuA. B Ka3axCTaHCKOM My3blKO3HaHUM, KaK U B UCTOPUK pecnybnku, NPUHATO BbILENATb COBETCKMIA
1 NMOCTCOBETCKMIA Nepmnofbl ¢ rpaHuueli B 1991 rogy. OfgHako 6051ee NpuCTaibHbI B3NS4 Ha UCTOPUKO-KYNbTYPHbIE
npovecchl B KazaxcTaHe CBUAETENbCTBYET O TOM, UTO (DaKTUUECKOe 06peTeHre He3aBUCUMOCTM 6biI0 NOArOTOB/IEHO
OMHAMWUYHBIM MPOLIECCOM PenHTepnpeTauuy KynbTYpHOro Hacieius, MMeBLUEM MeCTO B TBOPYECKMX W Hay4HbIX
Kpyrax B 1970-1990-x rogax. PasnnuHble pa3po3HeHHbIe ABEHWA MY3bIKaIbHON XKWU3HW, OTKPLITUA U U3MEHEHNS B
Hay4HOli Mmapagurme My3blKO3HaHUA CK1aAblBAOTCA B €AWMHYK KapTWHY pOCTa 3THUYECKOr0 CamOCO3HaHMA |
MepeoLieHKN Ky/bTYPHOrO Hacneus BCeX UCTOPUYECKMX Mepuofos. Bo3spallieHne K KOPHAM MOHMMAETCAa U Kak
BO3POX/EHWE MCYe3aI0LMX XKaHPOB (HanpuMep, aiiToic), U Kak nponaraHia MCKOHHOTO, TPAAMLIMOHHOTO UCKYCCTBA,
M Kak TBOPYECKOE MepeoCMbICNIeHWe KyNbTypHOro Hacreaus. Bce 3Ty npoueccsl HauMHaloTeA elwé [o pacnaja
CoseTckoro Cotosa.

B uccnenoBaHnn NprvMeHeHbl CUCTEMHbIA 1 UCTOPUYECKUIA Noaxofbl. Kpome TOro, npmBnekatoTcs cneupanb-
HO-Hay4Hble MY3bIKOBEAYECKME U MEXAUCLMNINHAPHBIE METOAbI: MY3bIKaNbHO-UCTOPUYECKMIA, NCTOUHUKOBEAYEC-
KWiA, METOZ CPaBHWUTENIbHOIO aHaM3a, My3blKaJIbHO-KY/IbTYPONOrMYECKNIA M MY3bIKalbHO-COLWONOMMYECKUIA.

HoBble N3MeHeHWs B CTPYKTYpe TeKCTa HaLMOHabHOM KynbTypbl npousowwnun B 1970-e rogbl. HameTunmck ase
TEHAEHLMN: «OCOBPEMEHMBAHME» (HOMbKIOPA Yepe3 YCNOXHEHVE MY3bIKa/lbHOro fA3blka ero 06paboToK € OfHOM
CTOPOHbI 1 OCBOEHME 3M1EMEHTOB (HOMbKIOPA B pamMKax HOBbIX KOMMO3UTOPCKUX TEXHWK XX Beka - C ApYroi.
MpakTyeckn BCE KOMMO3UTOPbI Pecry6/MKU OKa3aiicb BOBiEYEHbl B MOMCK HOBbIX MyTel KOMMO3UTOPCKON
WKonbl. Yepe3 npuobLueHne K AOCTVDKEHUAM KOMMO3UTOPOB XX Beka, OCBOEHME HOBbIX TEXHMK KOMMO3ULMW,
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0COBpEMEHMBaHVe (OPMbl 1 COAEPXKAHUA MY3bIKM MPOUCXOAUT HE TONIbKO OOHOB/MIEHWME TEKCTa HaLMOHAaSbHOM
KyNbTypbl, HO 1 NEPeOCMbIC/IEHME PONM Ka3axCKOW KynbTypbl B MUPOBOM Ky/bTYPHOM NPOCTpaHCTBe. ITOT npouecc
B. HepgnvHa vccnepyeT Kak pevHTepnpeTaunio Ky/nbTypHOro Hacneaus B KasaxcraHe, vmesLlyto mecto B 1980-
2000-x rofax [10, c.47]. Bce 3Ty TpaHC(hopMaLmy 0Ka3anm 3Ha4YMTE/IbHOE B/IMSIHWE HA KOMMO3UTOPCKOE TBOPYECTBO,
06/IMK KOTOPOro CYLLECTBEHHO M3MeHucs nocne 1980 roga.

ELLé 0fHO BaXKHO BEXOIA, NOBNNABLUENA Ha UAElHbIE YCTAHOBKYM B TBOPYECTBE HALMOHA/IbHBIX KOMMO3MTOPOB,
cTanm cobbITua fekabps 1986 roga. OHM OKaszasn BAMSIHME Ha MHOFMX KOMMO3WTOPOB. MONCK MyTeli 06HOBIEHNS
CPefCTB My3blKa/IbHON BbIPa3UTENIbHOCTM Yepe3 «BO3BPALLEHME K KOPHAM» MPOSBNSAETCA B TBOPYECTBE LIE/ON
nnesbl KOMMNO3MTOPOB, HayaBLIMX TBOpYeckuidi nyTb B 1980-1990-e roabl: T. MyxameTxaHoBa, E. XycanHoBa,
b. Kagbipbek, A. XXaibimoBa, A. MeunpbekoBa, b. [HanbgeH6aeBa, K. LUunbgebaesa, A. TokcaH6aeBa,
A. BecTblbaeBa, A. PaumkynoBoii, I". Y3eHbaeBoii, A. Caratosa v apyrux.

Bo Btopoit monosnHe 1980-x M 0cobeHHO B 1990-2000-e rofbl MPOMCXOAMT PeMHTEprpeTauns Hacnegms
Ka3axCKOM My3bIKa/lbHOW KynbTypbl, BCMEACTBME KOTOPOW OOHOBMSIETCA CTPYKTypa TeKCTa HaLWMOHaIbHOM
KyNbTypbl. STOT NPOLIECC UMEET TECHYHO CBAA3b C aHANIOMMYHbIMK NPOLeccamy BO BCeX ObIBLUMX pecrybnmkax CCCP
M BbI3BaH 0OBEKTUBHLIMU BHELLIHUMU U BHYTPEHHUMU NpuunHamn. B KasaxcTaHe WHTEpec K MpOLLIOMY Hallén
3aKOHOMEpPHOE OTpaXKeHVe B MY3blKO3HaHUM U B KOMMO3UTOPCKOM TBOpYecTBe. K 1980-Mm rogam cthopmmnpoBsanach
LLIKO/Ta Ka3axCKOW My3blKanbHOM honbknopuctunkm [17, c. 42].

CBoeo6pasHbIM MapKepoM CMeHbl Hay4HOl MnapagurMbl CTan KOHMIMKT YXKe MPU3HAHHON COCTOSBLLECS
LUKOMbl Ka3axCKOro My3blKO3HaHUA W «HOBOA BOMHbI» [19]. C HbIHELIHEA WCTOPUYECKON AWCTaHLMM MOXHO
pacueHMBaTb CUTYauulo B (DONbKNIOPUCTMKE KAaK KOH(MKT MOKOMEHWA WM Kak CBOEro poja PeBOOLMIO,
MOArOTOBMBLLYHO PeMHTEPNPeTaLMIO TEKCTa HaLMOHa/IbHOW KybTypbl B NEPUOS, HE3aBMCUMOCTY.

K Apkum onycam, CO34aHHbIM B fyXe «HeO(O/IbK/IOPHONA BO/HbI», 0XBaTuBLLElA B 1960-1980-X rogax MHOrmMx
Komro3uTopoB CoseTckoro Coto3a, MOXHO OTHECTU KoM W 06paboTKM HapoAHbIX neceH b. AmaHxona n/is
Pa3NMNYHbIX COCTaBOB, MPOrpamMMHbIE CUMKOHMYECKME N KamepHble npou3seaeHWs A. BecTblbaeBa, npoussefeHUs
[J19 OpKECTpa Kas3axCKuX HapofHbIX WHCTpPyMeHTOB E. XycanHoBa, KaHTaTy «Kowkan» A. PaumMkynosoil u
COUMHEHNS ApYrnX Komno3uTopos. C. A6AMHYPOB, aBTOP MHOMMX MPOrpamMMHbIX Npov3BeaeHnin («BeuHblil Kioi»,
«ApbICTaH6a6», «ATaTIOpK», «KOpKbIT», «BelT-cMhoHMs» U [p.), OTMeYaNn B/MAHME HAa CBOE TBOPYECTBO
acTeTmuyeckmx yctaHoBoK . Kanuenn, T. LWaxmgw, P. LeapvHa - SipKMX NpeacTaBUTENe HauMOHaNbHbIX
COBETCKMX KOMMO3UTOPCKMX LUKOA, U3BECTHbLIX HOBATOPCKMM OTHOLLEHWEM K HApOAHOW My3bike [20].

Bonpocb! BO3pOXeHUS 3THUYECKOrO CaMOCO3HaHWA eCTECTBEHHBIM 06pa3oM NPUBOAAT K MOMbITKaM 0CO3HaTb
MeCTO Kas3axCKoro 3THoca B «6onbluoii yre Hapopos» [éTe-LLlymaHa. 3TOT mpouecc XapakTepusyeTcs uepes
onnosuuuio «5 - Opyroi» (unm «Mel - [pyrue») - 0fHY W3 LEHTPasbHbIX KaTeropuii dunocogum XX Beka (OT
3. Tyccepns go M byb6epa). B penpeseHTaumMu Ka3axCkoi Ky/nbTypbl Ha MUPOBORA cueHe B 1980-1990-e rogbl
CKNaJbIBalOTCA 1BA BEKTOPA 3TOV OMMO3WLMM: «Ka3axm - BOCTOUHbIV MUP», «Ka3axu - 3anagHblid Myp».

Takum 06pasom, K/4YeBbIM (PaKTOPOM B MPOLECCE PeUHTEpnpeTaumn Hacnefus Ka3axcKoW Mys3bIKasibHOM
KynbTypbl B 1970-1990-e rofibl CTAHOBUTCA 3THUYECKOE CaMOCO3HaHWe. OHO HaxOAWT BblpaXeHue B HEO(O/bKIOop-
HbIX TEHAEHUMAX B KOMIMO3MTOPCKOM TBOPYECTBE, B (HOPMMPOBAHUM KAa3axXCTAHCKONO 3THOMY3bIKOBEAEHWS, B
BO3POXKAEHWN CUMTABLUMXCA WCYE3HYBLUMMW XXaHPOB TPaAMLMOHHON My3blKM (aliTbic, 6akcbiiblk U Ap.), B
(hOpMMPOBaHNM HOBbIX HanpaB/ieHWii B MacCcOBO My3blke. Bce aTu mpouecchl NOArOTOBWAM CMEHY MapagurMbl
KyNbTypbl B MOCTCOBETCKMI Nepros,.

KntoueBble cnoBa: 3THUYECKOe CaMOCO3HaHWe, PEMHTePrpeTaLus, CMeHa napagurvbl KynbTypbl, My3blKasb-
Hasa KynbTypa KasaxcraHa.
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