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DECLINE AND GROWTH FACTORS OF CREATIVE ACTIVITY
OF KAZAKHSTAN COMPOSERS IN THE 1990-2000-1ES

Abstract. Based on objective data (the number of works written in major genres), | reveal a wave of decline
and growth in the creative activity of Kazakhstan composers, which spanned two decades between 1990-ies and
2010-s. The article is devoted to an attempt to identify the external and internal causes of such statistics. The
influence of the historical situation and the transformations of the cultural and ideological plan on musical creativity
is analyzed. In my opinion,external factors affecting the creative activity of Kazakhstan composers are political
changes and the ideological transformations associated with them, economic downturns and ups, as well as a system
of intercultural interaction that is naturally transforming in the global world. A very indicative situation in the field of
musical theater, which can be extrapolated to other genre spheres. It demonstrates a decline throughout the second
half of the 1980s until the early 2000s.

Among the factors that influenced the growth of creative activity in the late 1990s and early 2000s, state
programs for the preservation of cultural heritage, new music festivals Nauryz-21, new technical capabilities (the
emergence of modern recording equipment and computers, informatization) should be mentioned, expanding the
scope of international and intercultural contacts. One of the most noticeable results of the activation of composer
creativity was the formation of Kazakhstan polystylistics, which is characterized by a multi-vector combination of
styles not only from different eras, but also from different musical and cultural traditions.

Key words: composers of Kazakhstan, Kazakh music of independence period, polystilistics in Kazakh music,
intercultural interaction, state programs for culture.

Introduction. Composers, whose creative activity mainly fell on the 1990s - 2000s, spent most of
their professional career in the new socio-political conditions - in independent Kazakhstan. Analysis of
their creative activity shows unevenness in the development of different genres and directions. Recessions
and growth coincide with political, economic and sociocultural changes in the life of the republic. The
new ideological situation also entailed the transformation of the content side of academic music, its
aesthetic attitudes and compositional techniques. Having traced in detail the influence of external factors
on musical creativity, | will not only reveal the underlying causes of creative recessions and growths, but
also try to identify the conditions under which a further increase in the creative activity of Kazakhstan
composers is possible.

Methods. The impetus for thinking about the downturns and growth in the creative activity of
Kazakhstan composers was the statistical analysis that remained outside the scope of this article. In this
study, an integrated and systematic approach is applied, allowing to consider composer creativity in the
cultural system. The aspect ofthe interaction of cultures involves the application of semiotics.

Discussion. The era ofperestroika and the first years of independence coincided with some decline in
creative activity. This decline is most noticeable in the field of opera: after the premiere of
G. Zhubanova’s opera Twenty Eight in 1980, the next premiere took place in 1990 (Makhambet by
B. Zhumaniyazov ) and the next in 2000 (Ablai Khan by E. Rakhmadiev). Of course, there are many
reasons, and they should be considered in conjunction. Apparently, the main reason is social. In an era of
change, people and nations have the highest priority - to survive. Art fades into the background. In the
first decade of independence, the level of state funding for art fell, composers stopped receiving fees from
the Union of Composers of Kazakhstan. The opera house and concert organizations were forced to survive
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in the new market conditions, so there were no commissions for works from them. However, the recession
cannot be attributed solely to economic reasons. Let us recall the story of the creation of the famous
Seventh Symphony by Shostakovich in besieged Leningrad.

A number of prerequisites for a creative decline in cultural and ideological situation should also be
highlighted - the value orientations ofthe Soviet era have collapsed, new ones have not yet settled down,
as testified by U. Jumakova: “The mentioned historical fact that the extinction of the composer’s activity
did not indicate a decrease in its relevance in national culture. It expressed the exhaustion of the creative
tasks posed by this era and the need to update them in connection with the changed artistic and aesthetic
situation.” [1] Accustomed to living in the conditions of a permanent crisis in the 1990s, people were more
concerned about personal well-being than about high patriotic ideals, of which Kazakhstan music is
undoubtedly a part. Media, spreading low-standard mass culture promoted an active demoralization of a
society. The passivity of the intelligentsia contributes no less to it, on which the formation of a common
national idea and the construction of a society focused on patriotic ideals largely depend. This is
evidenced by representatives of various fields of science and art. Thus T. Jumalieva and G. Saduahasova
note stagnation in the activities of Kazakhstani music critics: “One of the significant shortcomings of the
national idea of music is, in our opinion, that today music criticism remains socially indifferent. It lacks
social activity, efficiency, while the critic must be a preacher, a teacher who seeks to make society better,
more moral” [2, p.211].

In the 2000s, some revitalization was outlined in the field of musical creativity. This was facilitated
by a number of measures to develop and implement a national cultural policy, taken at the initiative of the
President of the Republic of Kazakhstan N.A. Nazarbayev. Thus, in 2004-2006, the program “Medeni
Mura” (“Cultural Heritage”) was implemented, which launched the strategic national project “Cultural
Heritage”, which involves the phased implementation of the concept of the project aimed at developing
the spiritual and educational sphere, ensuring the preservation and effective application of the cultural
heritage of the country [3]. According to the Program for the Development of the Sphere of Culture for
2006-2008, in 2007 the state allocated 30 composer grants [4], and in 2008 - sixteen [5].

Significant role in enhancing the creative activity of composers played festivals of contemporary
music Nauryz -XXI, ongoing in the Kurmangazy Kazakh National Conservatory, plenary sessions and
concerts ofthe Union of Composers, concerts of contemporary music [6]. All this was reflected in specific
opuses. Among the major works of recent years, the Sixth “Ecological” symphony and chamber opera On
the MAIL.RU website by B. Bayakhunov, three symphonic poems (Tolghau, Dala Syry and Zhamilya) and
the ballet Heavenly Nomad by A. Raimkulova, the ballet The Prince of the Three Kingdoms by
V. Strigotsky, the opera Tomiris and the ballet Tlep and Sarykyz by A.Serkebaev, ballets Mahabbat
perishtesi (The Peri ofLove) and The Wooden beauty by B. Daldenbai, the ballet Blue minaret and ballet-
oratorio Eternalflame by S.Erkimbekov, opera Domalag-ana by D. Botbaev, the opera Battle ofOtrar by
M. Mangitayev, the Symphony Sacrifice of Tengri and the orchestral piece Niagara by A. Bestybayev,
symphonic kui-tolgau for the orchestra of folk instruments Confession o fthe steppes by A. Mambetov, the
symphonic picture Zhalantos-Batyr by K. Duysekeyev, the ballet Nauryz meiram hikayasy by
B. Kadyrbek, etc.

Unfortunately, not all of the named operas and ballets can be heard in concert halls or seen in musical
theaters. Opera houses, dependent on government subsidies, are wary of a new works, for the production
of which fundraising is required. Nevertheless, the premiere of the opera Tomiris and the ballet Tlep and
Sarykyz by A.Serkebaev, the opera Makhambet by B. Zhumaniyazov in Abai State Opera and Ballet
Theatre, the Astana premiere of the ballet Eternal Flame by S.Erkimbekov, the ballet Kalkaman and
Mamyr by B.Kadyrbek, musical and choreographic composition The Legend o fBatyr Bayan by F.Zhanno
and B.Tleuhan suggests starting interest to theater productions of new works. One of the reasons for the
small number of productions may be the relatively low level of performance, which was noted long before
the political upheavals of the 1990s. So G. Zhubanova wrote about the prospect of staging her opera
Buranny Edyge, the clavier of which she finished in 1991: “I don’t give the opera to the theater yet. Not
the time... But | put so much effort into this opera. I'm afraid they will disappoint me...” [6]. The
production of Tomiris by A. Serkebaev, which places high demands on performers in both acting and
technical skills, outlined positive changes in this regard [7, p. 10].

Representatives of a young generation of composers have successfully started their carriers.
T. Nildikeshev made his debut, presenting the ballet Station Warden. The musical Kyz Zhibek is being
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staged to the music of S. Shamenov and D. Raev. Works and songs by T. Zharmuhamed are performed in
concerts for the orchestra of folk instruments. S. Baiterekov and R. Abdysagin, representing Kazakhstan at
international composers' competitions and courses, began an active career.

Kazakhstan composers are open to new ideas and creative experiments. Among the innovations of
recent decades, the expansion of technical means, the combination of different genres and types of art,
compositional findings in the implementation of kui, polystylistic searches. Technical means include not
only new computer and acoustic technologies (as in A. Raimkulova’s play “The Shaman’s Soul” for cello
and recording or in V. Strigotsky’s ballet “The Prince of Three Kingdoms”, which uses synthesized tones
of Korean folk instruments), but also updating of the instrumentation (for example, the Turan folk
ensemble in the symphonic works of A. Raimkulova). Genre synthesis and synthesis of the arts can be
seen in such works as the opera-ballet Kalkaman and Mamyr by B.Kadyrbek ballet Eternal Flame by
S.Erkimbekov. Almost every composer works in the field of modern rethinking of traditional forms and
methods of composition; from recent experiments, one can name the ballet Mahabbat peristhesi” by
B. Daldenbaev, the symphonic kui-tolgau for the orchestra of folk instruments Confession of the Steppes
by A. Mambetov, the symphonic opuses by A. Raimkulova and many other works. The vector of
polystylistics in the works of Kazakhstan composers has always been guided by the East-West context. In
recent years, B. Bayakhunov, A. Bestybaev, V. Strigotsky and other composers have been working in this
direction.

An important role in enhancing creative thought is played by the access of Kazakhstani musical
culture to world scenes. Since 1992, Kazakhstani musical groups and performers have been representing
the culture of their country abroad as a valuable phenomenon (and not as part of Soviet music). In the
wake of interest in the “world music”, which captured the musical community of North America and
Europe in the 1980-2000s, “nomadic romanticism” and the peculiar exotic of Kazakh music are well
received by Western listeners. Bearers of oral traditions (for example, kobyzist Raushan Orazbaeva,
zhyrau Almas Almatov), and groups representing the so-called Soviet-influenced musical nationalism -
orchestras and ensembles of folk instruments (Kurmangazy State Academic Folk Orchestra, Academic
Folk-Ethnographic Orchestra named after N. Tlendiev, Otrar Sazy orchestra, Sazgen Sazy ensemble), and
artists working in the new European tradition (State Brass Band and composer A. Bestybayev, violinist
M. Bisengaliev) [8].

The activation of external relations stimulates creative activity within Kazakhstani culture,
generating, for example, such phenomena as intra-oriental synthesis (Bayakhunov's term) - a combination
of elements of different non-European cultures (raga and Kazakh melos, Altai throat singing and kui, etc.)
in the works of the New European tradition., the fusion of ethnic music and mass genres (ethno-pop,
ethno-rock, ethno-jazz) [10]. Kazakh composers adopt many ofthe trends inherent in Western art.

In the twentieth century in European, and then in North American music, there is a tendency to
expand the boundaries of culture through an appeal to the art of other eras and peoples. It is characteristic
of such artistic directions as neo-archicism, neoclassicism (and its types), neo-folklorism, polystylistics,
World music [11]. All of them are focused on several historically or geographically different styles or
creative forms. At the same time, within the framework of one work, self-valuable and fairly tight music
systems are combined. This “depressurization” of traditions provides a multidimensional cultural space.

Rapid informatization and increased mobility of representatives of different cultures have been
especially intensified since the late 1980s. With the collapse ofthe Soviet Union, Kazakh culture becomes
involved in these global processes. The bipolarity that prevailed at the dawn of the formation of the
national composer school (folklore - professional creativity) has faded already in Soviet times. On the one
hand, composers and scholars recognized the heterogeneity of traditional artl, on the other hand,
representatives of various nationalities and ethnic groups appear within the framework of one composer
school, introducing through their individual style a variety of cultures within the framework of one
system.

The preconditions for the multidimensionality of the cultural space in Kazakhstan have developed
due to historical circumstances: representatives of about 120 nationalities live in the republic, 25 of which
are represented by large diasporas (from 20 thousand people). Each ofthem preserves its traditions, often

1First of all, I mean the landmark publications ofN. G. Shakhnazarova: “Musical professionalism in the context of culture”
[13] and “Music of the East and music of the West: Types of musical professionalism” [14].
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in a more preserved form than in their historical homeland. The Uyghur and Dungan cultures through the
composer school of K. Kuzhamyarov (the first Uyghur composer) and his student B. Bayakhunov (the
first Dungan composer) formed a layer of national academic music of the European tradition. The
nomadic culture of the Kazakhs is characterized by contacts with ethnically related peoples - Turkmens,
Karakalpaks, Uighurs, Kyrgyz, and others, as well as with peoples living on the Great Silk Road [12].

Three aesthetic trends were initiated in the 1980s , and distinguished in the 1990s - 2000s, reflecting
the multidimensionality of modern culture: an appeal to the past of the people, “intra-oriental synthesis”
and an appeal to Western artistic movements (polystylistics, neoclassicism) [8, p.50]. All of them are
implemented with the introduction of national flavor.

The already mentioned interest in the past and its artistic comprehension causes an intensive search
for ways to creatively implement the idea of the connection of time, veneration of ancestors, shamanistic
rites, etc. They can be combined into a neo-archaic tendency. The revival of various archaic traditions
takes place at the level of the whole world culture [9], and in this sense, Kazakh music demonstrates a
high degree of inclusion in world cultural processes.

The sphere of traditional life and art in Soviet times was, in fact, limited to the period of the
XIX century. A new look at the history of the Kazakhs, finds oftraces ofthe ancient nomadic civilizations
of the Huns, Scythians, Turks; ethnographic and ethnolinguistic studies have led to a specific direction of
neoarchicism in Kazakh art: translating the romance of nomadic civilizations through the history and
mythological images of Saks and Turks, reviving the religion of Tengrianism.

Archaic is manifested not only in academic music [10]. It has traces in folklore (e.g., revival tools
saz- syrnay, zhetygen, sherter, sybyzgy et al. Bolat Sarybaeva [10]), and in particular its embodiment in
relief mass music and a variety of creative culture experiments junction layers (traditional and mass,
traditional and academic music, etc.).

Along with this trend, directions of neoclassicism and polystylistics receive a kind of refraction on
Kazakh soil, although works of this kind are few in number. Most vividly and consistently they are
presented in the works of V. Novikov and B. Bayakhunov. Sporadically G. Zhubanova, A. Meirbekov,
M. Sagatov and other composers addressed the principles of neoclassicism. The specificity of Kazakh
polystylistics consists in combining not only texts of different eras, but also texts of different traditions,
for example, Baroque and Kazakh folk songs in the sonata “Kazakh Bahian ” by B. Bayakhunov
[11, p.117].

The manifestations of the marked directions on the Kazakh material will be discussed in detail in the
second chapter. If we talk about them in the context of the cultural model, a system of two coordinates is
formed: horizontal or chronological (referring to the past) and vertical or cultural (referring to other
cultures). Dialogue with other cultures of preceding or modern eras is an essential sign of culture as such.
The difference between the Kazakh model and any other is more likely to be in the details: a greater or
lesser deviation of the vector of expansion of the text of the national culture towards the horizontal or
vertical axis. In view of the rethinking of the cultural heritage of the people that took place in the first
decades of independence, the predominant direction so far has been chronological as defined by the
processes of rethinking the cultural code [13].

The cultural direction finds special expression in Kazakh music. Interest in the origins of native
culture leads to the study of other eastern cultures. Ifthe theme of dialogue between the East and the West
was present in one way or another in the work of Kazakh composers since the founding of the composer’s
school, then the dialogue between the East and the East is an innovation rooted in the foundations of
nomadic culture (Turkmen kui in the West Kazakhstan tradition, interest in Tatar songs, Tajik dances
A.Zhubanova, etc.). As B. Bayakhunov aptly put it, combining in one piece the principles of Indian stew,
jazz and Kazakh kyu, as well as the generalized transmission of the color of Central Asia ( A. Bestybaev )
can be called “ intracostal synthesis” [12, p. 50]. In his work, the composer himself turns to specific
expressions of the East through an appeal to Japanese, Chinese, Indian, Jewish, Tajik, Arabic and, of
course, Dungan and Kazakh music. B. Amanzhol shows similar cultural interests, although their creative
implementation differs significantly among composers. The persuasiveness of intracostal synthesis is
achieved through deep penetration into culture, the study of its foundations both in ethnomusicological
works and through personal ethnographic practice.

Conclusion. So, external factors influencing the creative activity of Kazakhstani composers are
political changes and the ideological transformations associated with them, economic downturns and ups,



ISSN 1991-3494 4. 2020

as well as a system of intercultural interaction that is naturally transforming in the global world. A very
indicative situation in the field of musical theater, which can be extrapolated to other genre spheres. It
demonstrates a decline throughout the second half ofthe 1980s until the early 2000s.

Among the factors that influenced the growth of creative activity in the late 1990s and early 2000s,
state programs for the preservation of cultural heritage, new music festivals Nauryz-21, new technical
capabilities (the emergence of modern recording equipment and computers, informatization) should be
mentioned, expanding the scope of international and intercultural contacts. One of the most noticeable
results of the activation of composer creativity was the formation of Kazakhstan polystylistics, which is
distinguished by a multi-vector combination of styles not only from different eras, but also from different
musical and cultural traditions.

A. P. PalibiMKynoBa
KasakcTtaH Pecny6nukacbl MafieHUeT »xaHe cnopT MuHucTpnT, Hyp-CyntaH, KasaxcraH

1990-2000 XX bIJTAAPAOAT bl "ASALICTAHAbLIK;
KOMIMO3UTOPAAPAbLIL, LUBITAPMALLBLINBIK; BEJCEHALWLMIHLLL
TOMEHAEY )X3HE 0CY ®AKTOPJ/IAPBI

AHHOTaums. Lbirapmawbinbik KoismeTw HensweH 1990-2000 >bingapbl 6actaraH KOMMAO3UTopnap K3abw
XOngblH 6acbiM GeniriH >xaHa aneymeTnK-casicy xargainga - Tayencis KasakctaHga etwsar Kaiita kypy gayipi
X3He Tayenas[KTLL anrallKkbl Xbligaps! WhbirapMallbiiblK 6enceHainikTiH KynabipaybIMeH Tycna-Tyc kengi. byn
Kyngplpay, 3apece oOrepa eHepi canacbiHa epekie ce3we 6actagbl. OraH 6acTbl ceben - 3neymeTnk-
3KOHOMUKANbIK KarjainapiH 3acepi 6ongbl.  TayencisgikTiH - anrallikbl OHXbIIAbITbIHAR €HepAl  MeMIeKeTnK
KapXXblTaHAbIpy feHrelii TemeHfeAl, KomnoauTopnap KasakctaH KOMMo3nTopnapbiHbiH Ogarbl Xesici 60ibIHWwa
Kaniamakbl anyfbl TOKTaTTbl. Ornepa TeaTpbl MeH KOHLEPTNK YibIMAAP HapbIKTbIH XXaHa xxargavibiHga emip CYPyre
MOKOYp 6ongpl, COHAbIKTAH OnapfaH >XYMbIC >kacayra Tancblpbic 6Gonmagpl. Anainga, Kyngplpaygsl Tek
3KOHOMUKaNbIK cebenTep apkbiibl TYCiHAipyre 6onmaigbl.  Vaeonorusnblk  cunatTarbl  LiblirapMatlbiibiK
KyngblpaygblH Oipkatap anrbilwapTTapbiH Ja atan eTKeH )XKeH - KeHec [3YIPiHIH KyHAblblK 6argapnapsi
Kynaplpagbl, XaHanapbl 3/1i OPHbIKKaH XOK ea.

2000-xbIn1gapbl  My3blkasiblK  LWbIFapMaLUbIbiK - canacbiHga Oipkatap »KaHgaHy 6aiikana 6actagpel. byraH
KasakctaH Pecny6nukacbiHbiH [Mpe3ngeHTi H.O.Ha3apbaeBTbiH 6acTamacbiMeH KabbinfaHraH YATTbIK M3LEHU
cascaTTbl 33ipfiey XaHe ke acblpy 6olibiHWA GipkaTap wapanap biknan etegi. 2004-2006 xbingapbl «MageHm
mypa» («KynbTypHoe Hacneame») Gargapnamacbl xYsere aca 6actagbl. KomnosutopnapdbiH LiblrapMallbliblK
benceHginirin aptToipyga «Haypbis - XXI» 3amaHaym Mysbika (ecTuBanbgep” Komnosutopnap OgfarbiHbIH
NeHyMAapbl MeH KOHLepTTep” 3aMaHayy My3blKa KOHLepTTepi eneyni pen atkapagbl. OCbiHbIH 6apbirbl 6enri
komnosuTtopnap bB.basxyHoB, A.CepkebaeB, B.[JanbgeH6ait, C Epwmbekos, A.PaiibiMkynosa, M.MaHrnTaes,
A.BecTbibaes, A.Mam6eTos, K /YVicekeesa, b.Kaablp6ek xaHe T.6. HaKThl LubirapMalLanapbiHaa KepiHic Tabagp.
COHIbl OHXbINAbIKTarbl MHHOBALMANAP apacbliHAa TEXHWKANbIK Kypangapabl KeHeiTy, TYpAi >KaHpnap MeH eHep
Typnepw 6GipikTipy, KYWWinikti xY3ere acbipygarbl KOMMO3ULMANLIK TabbicTap, MONMCTUNNCTUKANBIK i3[eHICTep
Galikana 6acTafpl.

LUbirapMatbinbIK Ofbl dXaHAaHAbIPYAa Ka3akCTaHAbIK My3bIKablK M3JEHUETTIH 3/1eMK caxHara LUbIrybl
MaHbI34bl pen atkapagpl. 1992 xbingaH 6actan KasakcTaHAblK My3blKa/lbIK YXXbIMAAP MeH OpblHAAYLLbINap LweTenae
€3 e/liHiH M3JEHNETIH KEHECTIK My3bIKaHbIH 6ip 6eniri peTiHge emec, e3iHAIK (heHOMEH peTLLAe YCbIHagbI. 1980-
Xblngapbl epekweneHw, an 1990-200-xbingapbl Kasipri 3amaHrbl M3AEHWETTLY, KenTypnifiriH kKepceTeTiH YU
acTeTKanblK YPLicTep gamMuapl: XanblKTbiH €TKEHiHe YHAEY, «LUbITbICLILIK CUHTE3» XX3He 6aTbICTbIH KepKeMAiK
arbiMgapbiHa (MOANCTUNANCTUKE, Heoknaccuumsm) 6et 6ypy [1, 50-6.]. OnapgblH 6apnbirbl YATTbIK HAKbILIMEH,
YNTTbIK PEHKIEH XKy3ere acblpbliafbl.

BTKEHTE >K3HE OHbIH KepKeMAiK OW-MiKipiHE [fereH KbI3bIryLWbIIbIK YakbIT 6alinaHbichl, ata-6abanapgpl
KypMETTeY, LamMaHblK 34eT-rypbin X3aHe T.6. naesnapbiH LbirapMaLlblibIK XXY3ere acbipy >K0M4apblH i34ecTipygi
TybliHgaTagbl. OpTYp/i apxankanblK A3CTYP/epaiH KainTa »aHrbipybl 6YKIN afnemaik MageHuneT geHrewwHge xYpin
xatblp [2], 6yn TyprbigaH asraHfa Kasak My3sblkacbl 3/1emaik mMageHn Y/epictepre KOCbUTyAbIH XKOrapbl AeHreiiH
agpceTear

Ocbl YP[icreH kaTap Kasak TOMblparbiHAa e3iHLWe YrbiHbIIybl, OHAAl Lbirapmanap Katapbl a3 6onca ga,
HEOK/NacCMLM3M MEH MOMCTUANCTMKA BarbiTbiHa 6eT anagel. Onap B. HoBMkoOB neH Bb. BasixyHOBTbIH LubirapMa-
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LWIbINbITIHAA aliKbIH X3He faiiekn TYPae ycbiHbinraH. EKi KoopavHaTTaH TypaTbiH XYV KanbinTacagsl: KonjeHell
HEMECE XPOHONOrUsNbIL, (ETKEHTE XYTiHY) X3He miK HeMece MafeHne T TaHbIMAbL, (6acka M3geHMeTKe XYTIHY).

Kfa3akcTaHabIK KOMMO3UTOPIapAbIL, LWbirapMaLlblibiK 6enceHAiniriHe acep eTeTiH CbIPTKbI (hakTopnapra casacu
e3repicTep >3He OnapMeH 6GainaHbICTbl MAEONOTUANbIK TpaHC(hopMaLmanap, 3KOHOMUKa/IbIK Kynfblpaynap MeH
ecimaep, CoHpaii-ak xallaHapIK anemae Tabury esrepLu XaTkaH MajleHneTapabIK e3apa eLKaKThl KaTbiHac XY/lec
xatagpl. backa >aHp/blK cananapra Lbirapyra 60naTbiH My3blKaslblK TeaTp casacbiHAarbl kepHekl argail. byn
1980-bI1AapaAbIH eKiHLWi XapTbicbiHaH 2000-KbI1AapAbIH 6acbiHa AeRiHT Kynablpay bl aiiKbiH KepceTesi.

1990 bingapablH coHbl MeH 2000 >KblnfapAblH 6acbiHAa LibirapMallbiiblK 6enceHAiNiKTIiH ecyiHe biknan
eTKeH (hakTopnap apacbiHAa M3fleHW MypaHbl CakKTay >KeHiHAeri MemsekeTTik 6argapnamanapipl, «Haypbi3 - 21»
aTTbl >XaHa My3blka (ecTMBANIEPLL, >KaHa TeXHUKanblK MYMKIHZIKTepAi (Kasipri 3aMaHrbl AblObIC >Kasy
annapatypacbl MeH KOMMbIOTepNepAL, nainga 6onybl, aknapaTTaHAblpy), XanblKapablK >X3He M3AeHueTapabiK
HaiinaHbICTap CanacbiHbIH KEHEOLL atan eTKeH XKeH. KOMNo3WTOp/bIK LbIrapMaLlblibIKTbIH 6enceHAl 601ybIHbIH eH
eneyni HaTVKenepLiwy, 6ipi Ka3akCTaHAbIK MOAMCTUANCTUKAHbIH KaslbiNTacybl efly On Tek TYpAi AayipnephiH raHa
emMec, COHbIMeH KaTap TYP/i My3blKabIK-M3JeHW A3CTYPNepAiH KENBEKTOP/bI KOChINYbI apKbifbl epeKLieneHar

TYViiH cesgep: KasakCTaH KOMMO3NTOPAapbl, Tayenasfll KeseHiHAeri Kasak My3blKacbl, Kasak
MY3bIKacblHAArbl NOAUCTUANCTIKA, M3JeHVeTapasibiK e3apa eKDKakTbl KaTbiHAC, M3JeHNET GO0WbIHLIA MeMNeKeTK
6argapnamanap.

AKTOTbI Paumkynosa
MWHIUCTEPCTBO KyNbTypbl 1 cnopTa Pecnybnmku KasaxctaH, Hyp-CynTtaH, KasaxcTtaH

®AKTOPbI CMALA N POCTA TBOPYECKOW AKTVUBHOCTU
KASAXCTAHCKUX KOMITO3NTOPOB B 1990-2000-X MOAAX

AHHOTaUMA. KOMMO3UTOpLI, YbA TBOPUECKAsA 4eATeNbHOCTL B OCHOBHOM npuLuiack Ha 1990-e - 2000-e rogpl,
60/bLUYH0 YacTb MNPO(ECCUMOHANBHOMO MyTW MPOBENM B HOBLIX COLMAbHO-MOAUTUYECKUX YCNOBMAX - B
He3aBMCMMOM KasaxcTaHe. 3noxa nepecTpoiikM W MepBbiX NET HEe3aBUCMMOCTU COBMana C HEeKOTOPbIM Crafom
TBOPYECKON aKTMBHOCTW. 3aMeTHee BCEro 3TOT cnaj B 061acTW OMepHOro Mckycctea. [o-BuAMMOMY, OCHOBHas
npuyMHa - coumasibHO-9KOHOMMYecKas. B mepsBoe [fecATwuneTve He3aBUCMMOCTU YPOBEHb TOCYAapCTBEHHOrO
(hMHAHCUPOBaHWA VMCKYCCTBa yNas, KOMMO3UTOPbI MepecTany nosyyars roHopapbl no inHumy Corosa KOMNOo3MTOPOB
KasaxctaHa. OnepHblli TeaTp 1 KOHLEPTHbIE OpraHu3aLmy 6binn BbIHYXAEHbI BbIXXMBATb B HOBbIX YCMOBUAX PbIHKA,
MO3TOMY 3aKa30B MPOM3BEAEHWIA C UX CTOPOHbI He 6bl10. OAHAKO HeMb3s 0OBACHATbL Chaj WCKIUMUTENbHO
3KOHOMUYECKUMU MpuunHaMun. CrieflyeT BblLenuTb W paf, MPeAnoCcbIIOK TBOPYECKOro cnafa WAeoNormyeckoro
XapakTtepa - LeHHOCTHbIE OPUEHTUPbI COBETCKOI 3MOXU PYXHY/W, HOBbIE ELLE He YCTOAUCS.

B 2000-x rogax HameuyaeTCqd HeEKOTOpas akTueM3aums B Cclepe My3blKalbHOTO TBOPYECTBA. ITOMY
Cnoco6CTByeT pAj Mep MO BblpabOTKE M peasM3alvn HauMOHANIbHOW KyMbTYPHOW MOAUTWKKU, MPUHATBIX MO
nHuymatvee MpesngeHTa Pecny6nmku KaszaxctaH H.A. Hazap6aesa. Tak 2004-2006 rogax AeiicTBoBasia nporpamma
«MageHn Mypa» («KynbTypHoe Hacneaye»). Hemanyto ponib B NOBbILLEHUM TBOPUYECKON aKTUBHOCTM KOMMO3UTOPOB
UrpatoT (eCTUBANIM COBPEMEHHOM MY3bIKU «Haypbi3-XX1», MieHyMbl U KOHLEPTbl COH3a KOMMO3WUTOPOB, KOHLEPTbI
COBPEMEHHON My3blki. BCE 3TO HaxoguT OTpaXeHWe B KOHKPETHbIX OMnycaxX W3BECTHbIX KOMMO3UTOPOB
B. BasxyHoBa, A. CepkebaeBa, b. [anbgeHbasd, C. EpkumbekoBa, A. Paumkynosoii, M. MaHrutaesa, A. BecTbl-
6aeBa, A. MambeToBa, K. [yiicekeesa, b. Kagpipbek v gp. Cpean MHHOBALMIA NOCNEAHNX AECATUNETUIA pacLUMpeHne
TEXHWUYECKMX CPeACTB, COeMHEHNE pa3HbIX XaHPOoB 1 BUIOB NCKYCCTBA, KOMMO3ULMOHHbIE HAXOMKMN B MPETBOPEHNN
KIOEBOCTW, MOMIMCTUIMCTUYECKME UCKAHWS.

HemanioBaXHYIO po/ib B aKTMBM3ALUMWM TBOPYECKOW MbICAIN WUIPaeT BbIXO[ KAa3axCTAHCKOW My3bIKaSibHO
KyNbTypbl Ha MUpPOBbIe cueHbl. C 1992 rofa Ka3axCTaHCKME MY3blKa/ibHble KOMIEKTUBLI U UCMONHUTENN MPeLCcTas-
NAKOT 32 pyO6EXOM KynbTypy CBOER CTPaHbl Kak CamMOLEHHbIA (PEHOMEH (a He Kak 4acTb COBETCKOW My3biku). B 1980-e
rogabl Bblgensorcs, a B 1990-2000-e pas3sBmBarOTCA TPW 3CTETUYECKME TeHAEeHLMW, OTpaXaroliyme MHOTOMEepHOCTb
COBPEMEHHOI KynbTypbl: 0bpalleHme K MPOL/IOMY HapoAa, «BHYTPUBOCTOUHBIV CUHTE3» M 06paLleHmne K 3anagHbiM
XY[LO0XeCTBEHHbIM TeueHuaM (NONMCTUNCTUKA, Heoknaccuumsm) [1, p.50]. Bce oHW peannsytoTcs ¢ NPUBHECEHWEM
HaLMOHabHOro KonopuTa.

Y>e YNOMWUHAaBLUMIACA MHTEPEC K MPOLLIOMY U K €ro XYA0XECTBEHHOMY OCMbIC/IEHUIO BbI3bIBAET MHTEHCUBHbIE
MOMCKMN MyTeil TBOPUECKOrO NPETBOPEHUS UAEW CBA3M BPEMEH, MOYMTAHUA MPeSKOoB, LIAMaHCKOro obpsaga v T.n. Ux
MOXHO O6bEAMHUTb B HEOapXauMyeckylo TeHAeHUM0. Bo3poxaeHWe pasnyHbIX  apXaudeckux Tpaguuwuil
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MPOVCXOAUT Ha YPOBHE BCE MWPOBOA KynbTypbl [2], U B 3TOM CMbICNE Ka3axCkasd My3blka AEeMOHCTPUpYeT
BbICOKYHO CTEMEHb BK/IHOUEHWA B MUPOBbLIE KY/IbTYPHbIE MPOLECChI.

Hapsgy c 3TOil TeHAeHUMein cBOeobpasHOe NPeNoMIEHVEe Ha Ka3axCKOW Mo4uBe MNOMyyaloT Harpas/ieHus
HeoknaccuumMama 1 MONAUCTUAUCTUKM, XOTA NPOM3BELEHUS Takoro MaaHa HeMHOroyvcieHHsl. Havnbonee spko u
rnocnefoBaTe/ibHO OHW NpeAcTaBfieHbl B TBopyecTse B. HoBuKoBa 1 b. basxyHoBa. CkrafblBaeTc CUCTEMA U3 [BYX
KOOPAMHAT:  FOPM3OHTaMbHOW WM XpoHonoruyeckoi  (obpalleHve B NPOLWIIOE) W BepTWKaNbHOA  wam
KyNbTYpPONornyeckoii (obpaLLeHne K 4pyrum KynabTypam).

BHelHUMKU (hakTopamu, BAUSIOMMUN HA TBOPYECKYHO aKTMBHOCTb Ka3axXCTaHCKWMX KOMMO3WUTOPOB, AB/ANOTCS
MO/IMTUYECKNE W3MEHEHWSA W CBfI3aHHbIE C HUMW WLEONIOrMYECKMe TpaHCHOPMaLMK, SKOHOMWMYECKVE Crafbl U
NoAbEMbI, & TaKKe eCTECTBEHHO TPaHCHOPMUPYIOLLAACA B rN06a/bHOM MUpe CUCTEMA MEXKY/bTYPHOrO B3aumo-
[felicTBmA. BecbMa nokasaTenibHas cUTyauums B cthepe My3blKalbHOMO TeaTpa, KOTOPYH MOXHO 3KCTPanosMpoBaTh Ha
Lpyrvie »xaHpoBble cepbl. OHa HarnsgHO AEMOHCTPUPYET Craj Ha NPOTSHXKEHUM BTOPOI MOM0BMHbI 1980-x rogos
BNMOTb 40 Hadvana 2000-x.

Cpeaun (hakTopoB, MOBMUABLUMX HA POCT TBOPYECKOW aKTUBHOCTM B KOHUe 1990-x - Hayane 2000-x rogos
CnefyeT Ha3BaTb rocyfapCTBEHHbIE NPOrpaMMbl MO COXPAHEHWIO KYNbTYPHOrO Hacneaws, ecTuBaav HOBOWM My3bIKM
«Haypbi3-21», HOBble TEXHUYECKME BO3MOXHOCTM (MOSABMEHWE COBPEMEHHON 3BYKO3anuCblBatoLLEein annaparypbl v
KOMMbIOTEPOB, MH(OpPMaTN3aLWS), pacluMpeHre cepbl MeXAYHAPOAHbIX Y MEXKYbTYPHbIX KOHTAKTOB. OfHUM 13
Hanbonee 3aMeTHbIX Pe3ynbTaToB  aKTMBM3aLMM  KOMMO3MTOPCKOrO  TBOPYECTBa CTa10  (DOPMMPOBaHue
Ka3axCTaHCKON NOMUCTUNNCTUKN, OTINYAIOLLEACS MHOTOBEKTOPHBIM COEAVUHEHWNEM CTUNel He TOMbKO pasHbIX 3MoX,
HO U pasHbIX My3blKa/lbHO-KY/IbTYPHbIX TPaguLii.

Kntouesble cnoBa: KOMNO3UTOPbLI KasaxcTaHa, Kasaxckas My3blka nepuoga He3asucUMOCTH, MONCTUANCTUKA
B Ka3axCKOW My3blKe, MEXKYNbTYPHOE B3aMMOJENCTBIE, roCyapCTBEHHbIE MPOrpamMMbl N0 Ky/bType.
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