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The Republic of Kazakhstan, a state at the crossroads of Western and Eastern Eurasia, has preserved a unique
cultural identity for millennia. The transformations of the post-Soviet period have elevated this culture to the status of a
global phenomenon. The past three decades have reshaped all aspects of public life in Kazakhstan, including the art of
music. The art history analysis of Kazakhstani music presented here reveals the specifics of the national style and modern
concepts at the turn of the 20 th and 21 st centuries. The research concludes that composers and performers in Kazakhstan
not only reinterpret classical forms but also create original works that integrate new trends with folk traditions and folklore.
This synthesis is grounded in ethnic and religious worldviews, spiritual values, and historical heritage.
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Problem Statement and Relevance of the Study. The Kazakh people have, over centuries, built a unique
treasury of cultural and artistic achievements that reflect their spirituality, historical memory, language, and
folk art. Kazakhstan's geographical location has positioned it as a bridge between East and West, influencing
the specific characteristics of its cultural life. Exposure to the musical traditions of other peoples has expanded
interest in Kazakhstan’s cultural heritage. For contemporary artists, the nation’s unique spiritual and cultural
heritage serves as the foundation for creative exploration. The younger generation of composers individually
chooses their approaches to engaging with tradition. At the turn of the 20 th-21 st centuries, amid complex
socio-economic changes, Kazakh culture experienced a particular national revival. During this period, the
country's culture was vividly represented through folk art, performance traditions, a school of composition, and
a well-developed theatrical, concert, and educational infrastructure [7].

At the Turn of the 20 th-21 st Centuries, Musical Art and Performance in Kazakhstan Were Significantly
Influenced by Western Culture. Our research focuses on identifying the specifics of the national style and genre
system of Kazakhstani music. The need to study this topic arises from the necessity to fill a scholarly gap through
an art-historical analysis of samples of musical creativity by Kazakhstani artistic groups and performers.

The Research Methodology relies on a synthesis of scientific methods: source studies, cultural
studies, art history, analytical, and aesthetic approaches. This approach provides a comprehensive overview
of the research subject and allows for the systematization of knowledge.

Musicological Works dedicated to the art of Kazakhstan developed in two stages: the first stage (up to
the 1950 s) focused on documenting certain events in the formation of the national music school, while the
second stage (from the 1950 s to the present) emphasized an understanding of national specificity in
performance and creativity. The works of Kazakhstani musicologists and composers, highlighting the historical
development of professional music culture, played a significant role in shaping this concept.

The Depths of Kazakh Music’s Philosophical Worldview were explored in monographs by S. Sh.
Ayazbekov [1] and researchers Zhumabekov [17]. Art historians Bukunyova D. M. [2] and Dzhumakova U.
[3] studied the characteristics of Kazakh musical culture in the 20 th century in the context of amateur and
professional art. The specifics of the national style and contemporary concepts in the symphonic genre of
Kazakh music in the 20 th-21 st centuries attracted the attention of researchers Kdyrova I. O. and
Myroshnychenko O. M. [7]. Polystylistic Trends in academic music in the works of Kazakhstani composers
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in the second half of the 20 th century and the issue of its periodization were analyzed by Kharlamova T.
[10] and Shemyakina T. [14]. The collective compilation «Creative Portraits of Composers of Kazakhstany
presents an analysis of key works by twelve prominent composers of the republic, including A. Zhubanov,
Ye. Brusilovsky, L. Khamidi, Zh. Tursynbayev and O. Nesipkhanov.

The collection employs a multi-faceted source-based approach, allowing for an in-depth exploration of
the connections between various components of Kazakhstani musical culture, examining its evolution from
its origins to the modern period. Theoretical definitions of the national style in symphonic music
orchestration are presented in the works of Kotlova G. [11], Samarkin V. [13], and other researchers.

The theme of reinterpreting cultural heritage in the new period (1980-2010) was expanded by Nedlina
V. Ye. [12]. The genre context of popular music and the influences of jazz-rock on the creativity of composers
and performers in Central Asia became the subject of studies by Gayevsky A. [4] and Gezalov A. A. [5]. The
authors explore how the region’s cultural diversity shapes an original jazz-rock style, preserving traditional
elements. The versatility of modern Kazakh pop music and its integration with various musical genres is
revealed in the work of Kdyrova I. O. and Ryskulov K. T. This research focuses on the poly-genre aspects of
Kazakh pop art, particularly through the work of the band «A-Studio» [8].

Thus, it can be concluded that modern studies of Kazakhstani music emphasize the preservation of
cultural heritage alongside the active implementation of innovative approaches, contributing to the
development of both professional and amateur art. Researchers highlight the deep aspects of Kazakh music
traditions, the philosophical and stylistic characteristics of national music, and underscore the enrichment of
modern Kazakh musical art and its close connection with other musical cultures. This ensures the
multifaceted development of the national music scene in the context of globalization.

Main Text of the Study. The musical art of Kazakhstan exists as a complex phenomenon, based on the
unity of composition and performance. Our research focuses on uncovering the concept of national style and
modern transformations in the work of Kazakhstani composers and performers at the end of the 20 th and the
beginning of the 21 st century.

Modern Kazakhstani music is represented by composers of different generations, who, through their
works, demonstrate a variety of artistic explorations, uphold the traditions of the centuries-old national
heritage, and merge these with the latest technical means of expression and innovative compositional forms.

In the second half of the 20 th century, Kazakhstan's music scene underwent dynamic development,
reflecting both national traditions and the influence of Western musical genres. The musical styles of Central
Asia acquired the terms «Eastern Jazz-Rock» and «National Rock». On the Soviet rock scene, national
elements were vividly expressed in Ukrainian, Latvian, Estonian, and Belarusian rock music. In Central
Asia, the rock movement developed more slowly, as the traditional respect for folklore restrained avant-
garde European influences. Eastern folk music, with its rhythmic diversity and free improvisations, fostered
unique musical preferences, leading to lower popularity of rock music in the region [4; 18-19].

Musical groups that synthesized elements of jazz, rock, and pop music played a crucial role in shaping
modern Kazakhstani music. One of these innovative bands was «Boomerangy, founded by the Ibragimov brothers
in 1976 in Almaty. The band quickly gained popularity due to its genre experimentation, which allowed it to
influence the formation of Kazakhstani pop music. The transformation of «Boomerang» into «Arai» and its
further path in the pop music genre became defining moments in the history of Kazakhstan’s musical culture [15].

Audiovisual culture in Central Asia during the socialist period developed under specific sociocultural
restrictions and consisted of several musical and entertainment directions. An essential element was bands
that favored songs blending the national specifics of musical language with jazz-rock arrangements, as
exemplified by the musicians of the band «Arai» [8; 126-132].

The diversity of directions encompassed pop performers with instrumental accompaniment, who
performed songs by Soviet composers; philharmonic VIA (Vocal-Instrumental Ensembles) that adapted
Western musical standards with safe lyrics and, in part, instrumental jazz ensembles that played progressive
music without restrictions on lyrics; underground rock bands that conveyed the genuine sentiments of the
youth without the need to approve their repertoire with authorities but also without the right to earn a
professional income; bards whose performances focused on poetic texts; and restaurant bands that
performed, among other things, Western rock songs in English. It was precisely the rock musicians and bards
at semi-legal events who reflected the true mood of society and its moral spirit.

In the early 1980 s, Central Asia experienced a pop-rock boom, particularly in Kazakhstan,
Turkmenistan, and Uzbekistan, where unique musical works were created at the intersection of folk melodies
with jazz and rock elements, popularized by releases from the Melodiya label. Although «national rock»
remains a conditional term with blurred boundaries, the social-communicative aspect of this genre reveals a
depth that goes beyond musical formulas [15].
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With the achievement of independence, Kazakhstan’s school of composition experienced a new creative
rise. Freed from the ideological influence of the past, composers turned to national history, revitalizing the themes,
images, and forms of their works. The revival of folk elements enriches the musical lexicon and expands the
technical means of expression, opening new perspectives for the development of national music.

Eastern folk music, with its rhythmic diversity and freedom of improvisation, has shaped a unique
musical language that preserves cultural authenticity amid globalization [12; 47-52].

Modern Kazakhstani composers combine European musical instruments with the unique timbral and
performance characteristics of Kazakh folk instruments. Among the works that showcase the innovation of
Kazakhstani composers are «Concertino for Kyly Kobyz and Organ» by K. Shildebayev and the poem for
Kyly Kobyz and chamber symphony orchestra «Dala Dastan» by Y. Ussenov. These pieces reveal new
possibilities for integrating national and classical musical art [3; 33-41].

At the turn of the 20 th and 21 st centuries, jazz began to interact more actively with other popular
musical genres in Kazakhstan, particularly with pop and rock music, contributing to the emergence of
combined forms such as jazz-rock and fusion. Kazakhstani musicians experimented with styles: jazz harmonies
and performance techniques were fused with rock elements, rhythm, and sound extraction techniques.

In the 1990 s, ethno-jazz emerged, a style rooted in Kazakh folk traditions. The effect of folk-jazz is
based on the contrast between jazz compositional principles and folk melodies and rhythms. This concept
goes beyond traditional jazz. Although musical experiments are not always perceived as «classical» jazz,
they have gained special significance in Kazakhstani art due to their aesthetic potential.

The postmodernist theory of creativity has become especially relevant in Kazakhstani jazz art: music
has acquired variability, unpredictability, and experimentalism. Kazakhstani jazz musicians engage in
deconstruction, transforming everyday sounds into musical forms and demonstrating the «accidental» birth
of art. This method ideally suits the spirit of jazz, where improvisation involves intellectual play and an
ironic approach to sound images. Here, the concept of deconstruction is used as a method of compositional
play, involving the breakdown of coherent musical forms into separate elements to create new meaning [9].

The English term «world music» refers to music that does not belong to traditional Western culture
and originated outside the cultural influences of Western Europe and the English-speaking world. This style
can be viewed as «local music from outside» or «someone else’s local music», as it reflects the cultural
characteristics of peoples living beyond the Western musical sphere.

In Kazakhstan, one of the pioneers in this genre was the band «Roksonaki» — a group from the 1990 s
that experimented with ethno-jazz, harmoniously combining folk instruments (dombyra, kyly kobyz) with
jazz harmonies and rhythms. «Roksonaki» opened new avenues for integrating national musical traditions
into contemporary global culture and promotes the Kazakh sound within the world music context.

The band «Ulytau» (Kazakh: ¥myray) began its creative journey in 2001. The group works in the
genre of ethnic rock but also experiments with jazz elements, adding them to Kazakh folk motifs through the
dombyra. The «Ulytau» illustrates Kazakhstan’s cultural heritage in an innovative musical format,
integrating authentic ethnic color with modern musical trends.

The renowned Kazakh violinist and conductor Marat Bisengaliev has gained international recognition for
his innovative ethno-jazz projects, which serve as a vivid example of integrating various cultural traditions. His
unique style blends the classical traditions of European music with Kazakh folk motifs, imparting a distinctive
national flavor to his work. Virtuosic technical techniques, characteristic of Eastern music, expand the musical
spectrum and emotional depth. This synergy in Bisengaliev’s compositions preserves the authenticity of Kazakh
culture, making it accessible to audiences and fostering a dialogue between East and West in musical art.

The Kazakh band «Magic of Nomads», founded in 1997, actively develops the ethno-jazz direction.
The band's signature ethno-fusion style combines the traditions of Kazakh folk music with modern pop
genres. This original approach creates a distinctive and unique national color.

Pop-rock gained significant popularity in Kazakhstan in the late 20 th and early 21 st centuries. One of the
brightest representatives of this genre was the band «A-Studio», founded in 1987 in Almaty. The style of «A-Studio»
can be described as a unique mix of pop-rock with elements of jazz, soul, and funk, creating a deep and atmospheric
sound. Their music is characterized by melody, emotional expressiveness, and skillful use of instruments,
particularly keyboards and guitars. The band also adds ethnic touches that highlight its Kazakh roots. «A-Studio’s»
compositions feature modern arrangements with a subtle hint of folk color. The vocals of Batyrkhan Shukenov lent a
special emotional sincerity to the band’s early work, capturing the attention of listeners from various countries.

With hits like «Julia» and «Soldier of Love», «A-Studio» became a symbol of contemporary Kazakh pop
music. Batyrkhan Shukenov's work, who later embarked on a solo career, reflected the synthesis of Kazakh
national motifs with elements of contemporary pop music. His songs, such as «Otan Ana» and «Don’t Cry,
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Girly, vividly convey the depth and cultural authenticity of the Kazakh melodic spirit.

In the 1990 s, following success with several songs, the band underwent lineup changes but
maintained its popularity and continued to experiment with genres, integrating elements of soul, jazz, and
even electronic music into new compositions.

The hit «Julia» was a breakthrough for «A-Studio», cementing their status as innovators in Kazakh pop
music. The song stood out for its melodicism, combining Western influences with a Kazakh flair, making the
band popular across the post-Soviet space. «A-Studio» became one of the first Kazakh bands to continue their
career abroad, building bridges between Kazakh culture and an international audience. Their performances in
European countries and the United States showcased the high quality and universality of their music, as well as
the rich emotional spectrum that remained their signature. Their work influenced contemporary Kazakh
performers who aspire to integrate national motifs into popular music.

Today, «A-Studio» remains an active participant on the pop-rock scene. The band’s creative journey
continues, serving as inspiration for new generations of musicians [8; 126-132].

Thus, the late 20 th to early 21 st century can be considered a golden period for Kazakhstani musical art.
This time was marked by intensive creative exploration, integrating national musical traditions with elements of
Western culture, including jazz, rock, and pop music. New genres such as ethno-jazz, ethno-rock, and pop-rock
emerged, along with hybrid forms combining folk motifs with classical, jazz, and electronic styles.

The symphonic art of this period developed actively through innovative approaches that revealed national
color by combining traditional Kazakh instruments like the dombyra and kyly kobyz with Western orchestral
instruments. Kazakhstani composers and conductors turned to themes of history and culture, weaving folk motifs
into the structure of symphonic works. Compositions such as «Concertino for Kobyz and Organ» by K.
Shildebayev and the poem for kobyz and chamber orchestra «Dala Dastan» by Y. Ussenov demonstrated new
possibilities within the symphonic genre, where ethnic elements harmoniously coexist with orchestral forms.

Simultaneously, a new generation of performers and bands emerged, who not only refined their craft
but also popularized Kazakhstani culture on the international stage. Artistic pop collectives like «A-Studio»
and «Ulytau», as well as solo performers such as Roza Rymbayeva and Batyrkhan Shukenov, represented
national culture beyond Kazakhstan's borders.

Dimash Kudaibergen’s work holds special significance for promoting Kazakhstani culture on the global
stage. Thanks to his unique vocal range and performance mastery, Dimash has gained international acclaim.
The young singer is the most influential representative of contemporary Kazakhstani musical art worldwide. In
his concert practice, Dimash showcases classical vocal technique, pop, and ethnic compaositions in original
arrangements. His work has become a hallmark of modern Kazakh pop music, integrating national melodies
and timbres into the global stage, building a bridge between tradition and modernity.

Jazz elements within the synthesis of national traditions and classical music have found wide
application among Kazakhstani composers and performers [9].

Composer Rakhat-Bi Abdyssagin (born 1999) is known as the «Kazakh Mozart» for his exceptional
talent and ability to create complex musical compositions at an early age (13 years). Abdyssagin gained
recognition for his innovative and bold ideas in classical music, synthesizing Kazakh musical traditions with
modern compositional techniques, including polystylism, aleatorics, and neo-expressionism. Abdyssagin
studied at prestigious music institutions in Kazakhstan and Italy. Despite his young age, he has established
himself as a composer with a deep understanding of complex musical structures and harmony, and his
musical style is characterized by the blending of diverse genres and directions.

In his work, Rakhat-Bi Abdyssagin seeks to expand the boundaries of traditional Kazakh music. His
innovative ideas are embodied in the «Kazakh Rhapsody» for piano and orchestra. The rhapsodic form provides
the composer with space to express traditional Kazakh melodies and rhythms in synthesis with jazz elements:
syncopated rhythm, improvisational quality, and unconventional harmonies. The piano part in «Kazakh
Rhapsody» serves both as a solo and as a rhythm-creating and accompanying component to the leitmotif of the
string section. The composer employs vivid orchestral colors, altered chords to create a tense sound, a fast tempo,
polyrhythms, and virtuoso wave-like passages in the strings and piano to evoke the image of the Great Kazakh
Steppe, embodying the identity and soul of the Kazakh people as celebrated in folk legends. The music of
«Kazakh Rhapsody» is full of energy and dynamism, with the orchestration conveying the heroism and pathos
characteristic of Kazakh national culture.

Rakhat-Bi Abdyssagin has already gained popularity on the global stage, with his works performed by
orchestras around the world. In March 2024, the world premiere of Abdyssagin’s opera «Brucey took place,
performed simultaneously in four cities in Scotland — Glasgow, Dunfermline, Edinburgh, and St. Andrews.
The opera’s libretto is based on John Barbour’s 1375 poem, dedicated to the heroic King Robert the Bruce.
Abdyssagin symbolizes a new generation of Kazakh musicians who confidently represent and develop
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national culture within a new global context [12; 47-52].

In conclusion to our musicological exploration, we note that the Golden Period of Kazakhstani musical art
at the end of the 20 th and beginning of the 21 st century laid the foundation for the formation of Kazakhstan's
unique musical identity. This period was also marked by the development of a school of composition that turned
to the roots of national history and folklore, incorporating them into new compositions within symphonic,
chamber, and instrumental genres. The harmonious fusion of ethnic and modern trends, as well as the preservation
and development of the national style, are contemporary concepts of Kazakhstani music that ensure the value of
Kazakhstan’s musical art within the international cultural space.

CrnHcoK BUKOPHCTAHOI JiTepaTypu

1. Ayazbekova S. Sh. Etnos sleminiy sureti: Korkyt ata zhone kazak muzykasynys filosofiyasy: monografiya
[The Image of the World of Ethnos: Korkyt Ata and the Philosophy of Kazakh Music: Monograph]. Almaty : Kazakstan
Respublikasy Bilim zhone rylym ministrliginie Filosofiya zhane sayasattanu instituty, red. 2. Astana, 2011. 284 b.

2. Bukunova D. M. Osoblyvosti kazakhskoi muzychnoi kultury u XX stolitti — tradytsiine ta profesiine mystetstvo
[Peculiarities of Kazakh Musical Culture in the 20 th Century — Traditional and Professional Art]. Almaty, 2016. 311 s.

3. Dzhumakova U. 1920-1980 zhyldardary Kazakstan kompozitorlarynyn shyrarmashylyry xazak muzykasynys tarihy
zhone ony kezerge belu moseleleri kontekstinde [The Works of Kazakh Composers from 1920 to 1980 in the Context of the
History and Periodization of Kazakh Music] / Kazakstan muzykasy: kompozitor, birinshi zhone sonry. Astana, 2001. 33-41.

4. Gaevskiy A. Djaz-roktagy daruishtar: Orta Aziyaning umyt kalgan inju-marjandary. InRock [The Pearls of
Jazz-Rock: Forgotten Gems of Central Asia]. Ne 2 (46). 2011. P. 18-19.

5. Gezalov A. A. Qeyri-xotti globallasan diinyada sosial-modoni ziddiyystlorin tozahiliri vo onlarin aradan
qaldirilmas1 yollar1 [Manifestation of Socio-Cultural Contradictions in a Non-Linear Globalized World and Ways to
Overcome Them]. Falsofo vo modoniyyat. 2012. Ne 2. P. 71-79.

6. Kazak rok / Kazagstan men Turkmenstan: rok-muzyka [Elektrondyq resurs]. — Kol zhetimdilik reZimi:
http://musicstyles.org/sovetskij-rok/rok-gruppy/strany/kazaxskij-rok/.

7. Kdyrova I. O., Myroshnychenko O. M. Spetsyfika natsionalnoho styliu ta suchasni kontseptsii u
symfonichnomu zhanri kazakhskoi muzyky XX—XXI st. [Specificity of National Style and Contemporary Concepts in
the Symphonic Genre of Kazakh Music of the 20 th-21 st Centuries]. Ukrainska kultura : mynule, suchasne, shliakhy
rozvytku. Naukovyi zbirnyk Ukrainian culture : past, modern and ways of development Scientific journals Napriam :
Mystetstvoznavstvo. Vyp. 46, 114-119. DOI: 10.35619/ucpmk.v46i

8. Kdyrova I. O., Ryskulov K. T. Polizhanrovist u konteksti estradnoho mystetstva Kazakhstanu: na prykladi tvorchosti
hurtu «A-Studio» [Multigenre Approach in the Context of Kazakhstan's Pop Art: The Case of the Band «A-Studio»]. Ukrainska
kultura: mynule, suchasne, shliakhy rozvytku. Naukowyi zbirnyk Ukrainian culture : past, modern and ways of development
Scientific journals Napriam : Mystetstvoznavstvo. Vyp. 48. 2024-06-12 | Journal article. 126-132. DOI: 10.35619/ucpmk.v48i.760.

9. Kdyrova I., et al. (2024). Exploration historical contexts in vocal art. Multidisciplinary Reviews, 7, 2024 spe
047. https:// doi.org/10.31893/multirev.2024spe047

10. Kharlamova T. Polistylistychni tendentsii u tvorchosti kompozytoriv Kazakhstanu [Polystylistic Tendencies in
the Works of Kazakhstani Composers]. Khudozhnia osvita ta nauka. Astana, 2019. Ne 2. P. 12-17.

11. Kotlova H. Kamerno-instrumentalna muzyka Kazakhstanu [Chamber-Instrumental Music of Kazakhstan]. Z
naukovykh-teoretychnykh statei pamiati I. I. Dubovskoho. Alma-Ata, 1990.

12. Nedlina V. Ye. Reinterpretatsiia kulturnoi spadshchyny v Kazakhstani u 1980-2010-kh rokakh.
[Reinterpretation of Cultural Heritage in Kazakhstan in the 1980-2010 s]. Almaty, 2015. P. 47-52.

13. Samarkin V. A. Do teoretychnoho vyznachennia natsionalnoho styliu orkestruvannia (na prykladi symfonichnoi
muzyky Kazakhstanu) [On the Theoretical Definition of National Orchestration Style (Using the Example of Kazakh
Symphonic Music)]. Muzychne mystetstvo: nauka ta osvita. Astana : KazNUI, 2006. Vyp. 2. P. 86-91.

14. Shemiakina T. Stylevi tendentsii symfonichnoi muzyky Kazakhstanu Il polovyny KhKh stolittia [Stylistic
Tendencies of Kazakh Symphonic Music in the Second Half of the 20th Century]. Muzychna osvita ta nauka:
spadkoiemnist tradytsii ta perspektyvy rozvytku. Astana : KazNAM, 2008. 133-136.

15. Uzbek rok / Uzbekstan: rok-muzyka [Elektrondyk resurs]. Kol zhetimdilik  rezimi:
http://musicstyles.org/sovetskij-rok/rok-gruppy/strany/uzbekistanskij-rok/.

16. Vykonavska tvorchist: istoriia ta problemy rozvytku na suchasnomu etapi. [Performing Creativity: History and
Development Issues at the Contemporary Stage]. Materialy mizhnarodnoi naukovo-praktychnoi konferentsii. Almaty, 2002. 300 s.

17. Zhymabekova D., Zhymabekova Zh. Ruhani madeniet pajda bolranra dejin: muzyka zhone filosofiya [Before
the Emergence of Spiritual Culture: Music and Philosophy]. Muzyka Kazaxstansa: torbie maseleleri. Astana, 2002. P.
7-16.

TPAHC®OPMAIIIl HAIIIOHAJIBHOI'O CTHJIIO B MY3HUIII KASAXCTAHY: BIJI TPATAIIA
J0 CYHYACHOCTI
Inemr Knuposa — 3acitykeHa apTUCTKa Y KpaiHy, KaHAWAAT MUCTELITBO3HABCTBA, JOLEHT
kadenpu «Mysmure muctenTBo ectpaan» KB30 KOP «Axanemis muctents iMm. I1. Uybuncekoroy, Kuis, Ykpaina
Ouasbra JIxyaaieBa — 3aciry>xeHUH Jisid KyIbTypHu peciyOiniku KazaxcraH, noIeHT,
3aBigyBauka kadenpu «MucTenTBo ectpaan», Kazaxchbkuii HalliOHaIbHUN YHIBEpCUTET MUCTENTB, Actana, PK



124 ISSN 2518-1890 VkpaiHcbka KynbTypa: MUHYJIE, CydacHe, IIUISIXH PO3BUTKY.
Bunyck 49/2024

Ounexcanap MUpOUNTHHYEHKO — CTAPIINH BUKIaAa4 Kadeapu MUCTEITBA €CTPAJIH,

Kazaxcbkuii HamioHaIBHHM YHIBEPCUTET MUCTENTB, AcTaHa, pecryOmika Kazaxcran

AHanizyroTses nporiecu Tpancgopmariii My3ugHOTro MuctenTBa KasaxcraHy B KOHTEKCTI 3MiH, IO BiAOYIHCs Ha Mexi
XX-XXI ct. Mema nocmipKeHHs — BUSIBUTH CIICIA(IKY HAIIOHAJIEHOTO CTIUTIO Ta KAHPOBOI CHCTEMH Ka3aXCTaHCHKOT My3HKH,
a TaKOXX JOCIIUTH IHTErpariiio 3aXiJJHUX €IeMEHTIB y TpaauuiiHi Gopmu My3uaHoro mucrenrsa Kazaxcrany. Memoodonozis
JIOCII/DKEHHSI CIIMPAEThCsl Ha CHHTE3 JDKEPETIO3HABUOTO, KYJBTYPOJIOITYHOTO, MHCTELTBO3HABYOIO, AHATITUYHOTO Ta
€CTeTUYHOTO METO/IIB, 110 3a0€3IeUyI0Th KOMIUIEKCHHI OTJISI TIPEIMeTa JIOCHiJDKEHHS Ta CUCTEMAaTH3allit0 3HaHb.

Pesynomamu mociimKeHHS CBiqYaTh, M0 Ka3aXCTAHCHKI KOMIIO3UTOPU Ta BHKOHABII HE JIMINIE IEPEOCMHUCIIOIOTH
KJacu4Hi (OpPMH, ane i CTBOPIOIOTh OPWTiHANBHI TBOPHW, IO IHTErpYIOTh CydYacHI TEHICHIi y HaIllOHANBHI >KaHPU
MY3UYHOTO MHCTENTBA. Takuil CHHTE3 TPYHTYETHCS HA €THIYHHUX 1 PENITiHMX CBITOTIIANAX, TyXOBHUX IIHHOCTSX, OaraTiit
KyJbTYpHIH criamimuHi. HosusHa 0ocrioxcents TIONATAE y penpe3eHTallii TBOPIB, SKi JEMOHCTPYIOTh iHHOBAMiIHI MiAX0IH 10
My3ugHo1 TBopuocTi B Kazaxcrani. ETHiuHI # cydJacHi exeMeHTH, 00’€HaHI HA OCHOBI TyXOBHHX 1 KyJbTYpPHUX I[IHHOCTEH,
(hOopMyIOTh HOBUI THIT My3UYHOTO MHCTEITBA. Y TaKHii CIIOCIO MUCTEITBO Bif0Opakae HAIlIOHATBHY 1ICHTHYHICTD 1 CIIPUSIE
MDKKYJIETYpHOMY fiasiory MK CxomoMm i 3aX0IOoM Yy CBITOBOMY KYJBETYPHOMY MpOCTOpi. [lepcnekmusu nodanvuiux
oocniddiceny CIPSIMOBaHI Ha TMOJAJbIIE BUBYEHHS Ka3aXCTaHCBKOTO MY3WYHOTO MUCTENTBA Y MDKAMCIMIUTIHAPHOMY
KOHTEKCTI JUIsl MOIIYKY HOBHX (hOPM CHHTE3y BOKAIBHHX, ay/iOBi3yalbHHX, HU(POBUX E€IEMEHTIB, 3IaTHUX PO3IIHPUTH
MEXi TBOPHYOCTI 1 KOHIIEPTHOI IIPaKTHKHU Ta 30eperTH KyJIbTYpHY 1IEeHTUYHICTh B yMOBaX Iy1o0aizarii.

Kmiouosi cnosa: xa3axcbka KyJbTypa, HAI[lOHANBHI TpaaMIlii, CTHIYHE MHCTCITBO, C€THO-IDKa3, (OJK-POK,
ecTpaJHe MUCTELTBO, CUM(pOHIYHA My3HKa.

Hapiiimma mo pemakmii 13.11.2024 p.
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POJIb JIIOMMJIM KOT'OJIb Y IPUBHECEHHI HAPOIHUX TPAJULIN B JKUTTEBUI IHTEP’E€P

Anna J[a9eHKo — KaHIUIaT MeJaroriYHuX HayK, AOICHT,

JOLICHT Kadepu MPOMHUCIIOBOTO AU3aWHY 1 KOMIT IOTEPHUX TEXHOJIOTMH,
JekaH (haKkyJIbTeTy IEKOPATHBHO MPHUKIAIHOTO MUCTEIITBA

KuiBchka fepikaBHa akaaeMis ICKOPaATHBHO-MPHUKIIATHOTO MUACTEIITBA

i nu3aiiny im. M. boiiuyka, Kuis

DOl

pani.alla0107 @gmail.com

BucsitieHo tBopumii BHecok Jlroamuiu JKoronb y BIpOBaXKEHHs HAI[IOHAIbHUX MOTHUBIB y TU3aiiH iHTEp'epiB.
AKIICHTOBAaHO Ha XapakTepHHUX pucax ii CTWII0 Ta OCOONMBOCTSIX BHKOPHUCTaHHS €JIEMEHTIB HapOJHOI KYyJIbTYpH;
JOCIIPKEHO TBOPYMH NIISIX XyHOKHMIU, 1 3HAUymIMd BHECOK Y PO3BUTOK MHCTETBA Ta AM3aiHY YKpaiHH.
Bigznaueno, mo JI. JKoronp cranma sickpaBUM MNpEeACTaBHUKOM CY4acHOTO YKPaiHCBKOTO JIW3aiiHy, aKIEHTYIOYM Ha
3HAYMMOCTI HAIlOHAIBHUX TPAAMIINA y cydacHOMY MucTentsi, [lIkona ykpaiHchkoro nu3aiiHy siBisie co0010 yHiKaJbHE
MOEAHAHHS ICTOPUYHOI XyMOKHBOI CHAIIIMHU Ta iHHOBANIHHUX MiAXOIIB CYYacCHUX MUTIIB, K I¢ BiIOOpakeHO y
tBopuocti JI. XKoromps. Ii roGenmenum BimkpuBarOThH Tepen TIAjaueM 3a4apoBaHME CBIiT (aHTa3il, HacuueHHil fK
(HONBPKIOPHUMH MOTHBaMH, TaK 1 TapMOHIHHUMH XYAOXHIMH oOpasamu. BusHadueHo, MO TBOpWM MaWCTpUHI
JIEMOHCTPYIOTh TJMOOKMI TajaHT, 3HaHHS, BIJUYTTS CTWJIIO 1 3/IaTHICTh JI0 CHHTE3Y HAllIOHAIBLHOTO CHAJAKy Ta
3arajJbHOJIIOJICHKMX LIHHOCTEH y CBOIX CIOKETHHX 1 JIEKOpaTHMBHUX rodesieHax. BoHM cy4acHi 3a CBO€I0 HaTypor, aje
BOJIHOYAC HEPO3PHMBHO IMOB’si3aHi 3 TPaAMIisIMA SK JIEKOPATUBHOTO, TaK i MOHYMEHTAJIbHOTO MHCTEITBA, IO
BTIUTIOIOTBCS B JKUTTEBOMY iHTEp €pi. ['0I0BHOIO 0COONIMBICTIO 1X 3aCTOCYBaHHS € 1X 3ATHICTh MPUKpAIIATH IPOMaICHKI
NPOCTOPH, BUKOHYIOUH €CTETHYHY Ta BUXOBHY pouii. ['00esneH, K BaXJIMBUIl €JIeMEHT MOHYMEHTAJIbHO-1EKOPAaTHBHOTO
MHCTENTBa, BUMaraB OCBIXEHHS y TBOPYOMY BHCJIOBI, HOBOI MOBH Ta Ie€peoCMHCIEHHs. Bu3HaueHo, mo iHTep’e€pHi
robenern JI. XKoroms y ctmmi «MoHGMIOP» BIANOBIAATN CYYaCHUM CCTETHYHHM 3alHTaM, 3a0e3[edylqr TapMOHI0 3
Cy4acHHMH BIAYYTTAMH 1 BIiJIMOBIIIIOYHCH BiJl CTPOTOTO COINANICTHIHOTO KOHTEKCTY. ['00eNeHM MUCTKHHI €
BiZoOpakeHHsIM 11 JyIIEBHHX MOMIYKiB, IIUPOCEpAHOI JIO0OBI 10 MPUPOAM Ta ii TIMOOKOro pPO3YMIHHS Kpacu
OTOYYKOYOTO CBiTY. [i TBOpM HiOM BHpBamHCS 3 4acy Ta iCTOpUYHUX oOCTaBMH. UapiBHMIA CBIT KBITKOBHX roGesieHiB
BizkpuBae nipuky npupoau. Kpiss cBoi TBopm JI. JKoronp mepenmae GararcTBo Ta mIeIpicTh YKpaiHCHKOI MpPUpPOJH,
BijoOpakaroun CBOIO O€3MEKHY MPUCTPACTh A0 PiAHOT 3EMITI.

Knmiouogi cnoea: Hapomuuit xynokHuk Ykpainm Jlrogmuna JXoronb, ykpaiHChKe MHCTEITBO, HAIliOHAIbHHUHA
JM3aliH, XyI0KHIN TEeKCTUIIh, TOOCTICHH, KUTTEBHUM 1HTEP €.

Bupatna ocobucrictes Jlrommunmu €reniBau JKoronb, HapoIHOTO XyHOXKHMKa YKpaiHH, akaaemika
VYxpaincekoi akanmemii apxitektypu (1930-2015 pp.), ycmimHo 00’e€aHyBama B co0i polib TAIAHOBUTOTO
XyJO/KHHKA, YTPABITHIIS Ta JOCIITHUKA. [i BHECOK JI0 PO3BHTY YKPAiHCHKOIO MMCTEITBA Bi3HAUYEHO 30J0THMH
psnkamu ictopii. Jllogmuna €BreHiBHa cTaa MOHEPOM y BIPOBAKEHHI TOOENeHy Ta JIEKOPaTUBHUX TKaHUH Y
nmyOivHi iHTep’ €pH, 1OAAI0YH IM OCOOIMBOrO HALlIOHAILHOTO IapMy. Posrisinatoun nu3aiit sk iHCTpyMEHT
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