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ON THE ISSUE OF CONTINUITY
IN KAZAKHSTAN’S VOCAL ART:
HISTORICAL AND AXIOLOGICAL ASPECTS

The article addresses issues related to the concept of continuity
in the context of Kazakh vocal art. To explore this phenomenon,
the author refers to historical materials that highlight the uniqueness
and professionalism of traditional folk singers, whose creative work served
as a spiritual foundation and a system of value-based guidelines in shaping
modern vocal art. The author identifies three main and evolving directions
in contemporary vocal performance: folk, academic, and pop. In each
of these areas, continuity is manifested as a distinct spiritual process
with the functions of preservation and transmission, to varying degrees.
The article distinguishes between two types of continuity — intercultural
and intracultural — each of which is reflected in the stylistic diversity
of vocal art. Furthermore, the author clarifies the differences between
the concepts of "continuity"” and "tradition" and examines the distinctive
features of the Italian bel canto school and the Russian vocal school.
These traditions have influenced Kazakhstan's academic vocal training
and have formed the basis for continuity in this field. In understanding
continuity in vocal performance, the author emphasizes the importance
of an axiological approach, which reveals the fundamental meanings
and values embedded in the art form and in professional training.
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Introduction

In the modern global context, issues of vocal art and pedagogy occupy a
prominent place within the system of artistic values and aesthetic needs. This is
due to the rapid development of intercultural interactions, the qualitative growth
of performing mastery, the emergence of new forms of musical communication,
and the formation of a diverse contemporary audience. This is evidenced by
the large number of significant events held across the vast cultural space in the
form of concerts, competitions, and festivals, where — thanks to technological
advancements (the internet, TikTok, YouTube, Instagram, etc.) — a vast number
of viewers can observe and record various achievements of singers and vocalists
of different ages and skill levels. It is also important to note the influence of
performing arts on a country’s image in the international arena. Thus, vocal art
remains a highly relevant field, requiring new fundamental research in the areas
of art studies, music education, and artistic upbringing.

In the first half of the 20th century, when new forms and genres of classical
music were emerging and developing in Kazakhstan, and Western European
musical genres were being assimilated, the formation of the Kazakhstani
vocal school began to gain momentum and eventually reached a high level of
development. To this day, it continues to hold a leading position among other
types of performing arts. Since the last century, the Kazakh vocal school has
demonstrated a high level of performance on the world stage, beginning with Amre
Kashaubayev’s performance at the International Exhibition of Decorative Arts in
Paris (1925), and continuing today with the brilliant performances of the young
and talented singer Dimash Kudaibergen, who has gained global recognition.

The professional vocal art of Kazakhstan developed along a rather challenging
path. Its origins lie in the unique performing mastery of akyns (poets) and anshi
(singers) of the 19th century, whose names have been preserved in the history of
Kazakh music. As highly professional figures, akyns were expected to possess
exceptional musical abilities, extraordinary musical thinking, and, above all,
improvisational talent. They also needed acting skills to perform in front of large
audiences, as well as strong command of facial expressions and gestures. The most
crucial quality, however, was their remarkable vocal ability — a unique voice with
a beautiful timbre, distinguished by power and strength.

The song tradition of the Kazakh people is of great artistic and scientific
importance, as it reflects the best features of their musical culture. Researchers
such as E. K. Meyendorf, A. N. Yevreinov, and P. I. Pashino noted that among
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the Kazakhs there were professional singers who traveled from one aul to another
and devoted their entire lives to singing [1].

The ethnographer and folklorist G. N. Potanin highlighted the distinctive
qualities of Kazakh song art. In his view, the mastery of akyns was expressed in
their ability to perform with strong emotional expression, turning singing into a
refined and artistic act rather than a simple performance [2].

Valuable observations were also made by French scholars G. Capus and
P. Bonvalot. Describing Kazakh singing, they emphasized that it was difficult
to decide whether the technical perfection or the beauty of the voice was more
impressive [3].

Musical and ethnographic materials collected by A. F. Eichhorn are also
of particular interest. Having attended performances of many folk singers, he
described their singing as deeply captivating and even mesmerizing, noting that
it could strongly influence listeners, including those without musical training
[4]. The performance of akyns was characterized by a concentrated and powerful
energy that created a strong emotional impact.

Thus, the study of Kazakh song art as a form of national vocal heritage
reveals the richness of its musical culture and its significant contribution to
Kazakh musicology.

For this reason, the study of vocal art as part of national heritage is important
for Kazakh music studies. It should be noted that the works of foreign scholars
and vocal pedagogues examine various aspects of the vocal art. Vocal practices
have always held an important place in Italian musical education, a fact widely
recognized both historically and pedagogically [5].

A physical definition of "good voice quality" was developed by the well-
known American researcher Wilmer Bartholomew, who analyzed more than
1,000 recordings of male and female voices of different qualities and levels of
training [6]. Vocal practices are discussed in the work of the Italian scholar Dario
De Cicci, whose study aimed to identify methods and repertoire within the school
curriculum [7]. A comparative analysis of Chinese and Western understandings of
vocal performance art, as well as the relationship between traditional and modern
approaches to solo singing instruction, is presented in an article by Yao Naiwen [§].

Summarizing the works of these foreign scholars and vocal pedagogues, we
conclude that continuity is expressed not in blind repetition, but in the creative and
conscious application of the past, taking into account the realities and objectives
of the present.

Materials and Methods

In contemporary Kazakhstani musicology, a range of issues is explored
concerning the historical, methodological, hermeneutic, gnoseological,
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and axiological aspects of Kazakhstani vocal performance. However, the issue
of continuity — an important sociocultural phenomenon characterized by its
multidimensionality, multifunctionality, and artistic and aesthetic significance —
has not yet received sufficient scholarly attention. A pressing question remains
unresolved: Do the traditions of the outstanding folk singers and akyns of the past
(such as Birzhan Sal, Akhan Sery, Zhayau Musa, Ybyrai, Aset Naimanbayuly, Madi,
and many others) continue to live on in contemporary vocal performance? What
constitutes this tradition? Does continuity exist, and if so, how is it manifested?

It is important to emphasize that the musical and creative heritage of
Kazakhstan is distinguished by its profound content, a unique combination of
improvisational-recitative flexibility, and powerful epic-emotional expression.
Kazakh vocal-instrumental traditions are categorized into dnsilik (song
performance), zhyraulyq (epic storytelling), and aqyndyq (poetic improvisation),
which correspond to the three principal genres of Kazakh oral music: dn (song),
zhyr (epic chant), and aitys (improvised poetic duel) [9, P91].

A key concept that defines the educational system is "continuity". In
philosophical discourse, this category is interpreted as "a connection between
different stages or levels of development", while in psychology, it is examined
in the context of the individual’s personal growth. Continuity gains particular
significance in the training of music educators. It is one of the fundamental and
enduring principles of pedagogy, closely tied to the content of education and
shaped by evolving socio-cultural conditions [10].

In both pedagogical theory and practice, continuity is considered a key
principle that ensures the transmission of values in the development of vocal
art to future generations. It also plays an important role as a cultural factor in
spiritual education. Therefore, it is essential to preserve traditions that have been
accumulated, maintained, and passed on through continuity across generations [11].

Professional performance and teaching activities, which include both technical
skills and emotional-artistic aspects of vocal school traditions, form the basis for the
development of vocal technique. Through continuity, this experience is transferred
from one generation to another, creating a link between different historical stages
in the evolution of vocal art [12].

The concept of "tradition" is closely linked to the notion of continuity [13].
In the context of performing arts, "tradition" refers to national vocal-performance
patterns, norms, and rules that are passed down from generation to generation,
firmly rooted over time, and which influence the formation and development of
style, as well as vocal skills and techniques. A key component of tradition is its
ethical dimension — the transmission of the most valuable and exemplary aspects
that contribute to the further refinement of personal qualities.
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Tradition is a universal category that distinguishes various forms of human
activity and plays a fundamentally important role in pedagogy, both in theory
and in practice. The emergence, development, and renewal of traditions are
always connected with the activity and creativity of individuals who are capable
of generating and promoting new ideas and bringing them to life. In this way,
a "school" is formed — understood as a particular direction in science, art, and
other fields — characterized by specific features and qualities, and united by the
commonality and continuity of underlying principles [11].

The essence of "continuity" lies in its functions of preservation, interconnection
across different stages of development, and the transmission of sociocultural values
[14]. From our perspective, continuity in vocal art represents a process through
which valuable vocal traditions are transmitted and developed from one generation
of performers to the next, ensuring the preservation and enrichment of accumulated
experience. Today, continuity is understood not only as preservation but also as
a link between the past and the present, making it possible to reinterpret cultural
values in modern conditions.

Tradition is a universal category that distinguishes various forms of human
activity and plays a fundamentally important role in pedagogy, both in theory
and in practice. The emergence, development, and renewal of traditions are
always connected with the activity and creativity of individuals who are capable
of generating and promoting new ideas and bringing them to life. In this way,
a “school” is formed — understood as a particular direction in science, art, and
other fields — characterized by specific features and qualities, and united by the
commonality and continuity of underlying principles [15].

In our view, the distinction between the concepts of "tradition" and
"continuity" can be observed in the following ways:

Tradition refers to a phenomenon that encompasses established vocal
performance techniques and mental frameworks, which are not preserved in a
static form but are transmitted from one generation to the next. This transmission
typically occurs without explaining the origin of the model or justifying its
existence, and without critical analysis — relying instead on the strength and
authority of longstanding conventions.

Continuity, on the other hand, presupposes an objective understanding of
the connection between generations and a broader use of cultural and historical
memory. It entails a critical reevaluation of values passed down from previous
eras and their productive application in the present.

In vocal art, as a holistic phenomenon, continuity can be manifested in two
dimensions:
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— Intercultural, which relates to the achievements and phenomena of Western
European and Russian performance traditions, and their significant influence on
the evolution of Kazakhstani vocal art;

— Intracultural, characterized by its authenticity, national identity, awareness
of indigenous values, integrity, and stability.

From the past century to the present day, Kazakhstani vocal performance
— developing in three major directions: folk, academic, and popular (estrada) —
demonstrates both intercultural and intracultural continuity, each with its own
distinct features.

In the work of contemporary folk singers, intracultural continuity is reflected
in their commitment to preserving and transmitting both national and regional
characteristics of traditional performance to their students. The creative output of
today’s singers is profoundly influenced by the traditions of renowned vocalists
and akyns of past centuries, who have become custodians of the musical and
cultural heritage. As a result, the national identity of Kazakh music is preserved.
The continuity of akyn art in the work of modern folk singers is manifested
through the continuation of national performance traditions. The preservation
and transmission of these traditions from generation to generation represent a key
aspect of intracultural continuity.

Kazakh singers, depending on the particular qualities of their voices,
traditionally developed individualized repertoires associated with specific regional
schools (Western, Central, and Southern Kazakhstan), to which they belonged. A
defining feature of Kazakh folk singing — both historically and today — is the high
level of vocal mastery demonstrated in solo performances that often integrated both
vocal and instrumental skills (singing accompanied by self-played instruments).

As previously noted, a hallmark of these performances was improvisation,
which allowed singers to create unique versions of songs. The individual approach
to the musical-poetic text by Kazakh akyns, zhyrshy, and anshi implied a free
and original interpretation of the performed work. A distinctive vocal technique
—shaped by the physiological characteristics of the singer, along with interpretive
freedom — ensured the uniqueness and diversity of each performance.

The unique vocal technique of Kazakh folk singers is closely related to the
specific structure of the oropharyngeal tract and larynx, as well as to a particular
singing technique that is deeply connected to pronunciation. This includes the
open articulation of vowels (as opposed to the rounded vowel production found
in the academic tradition), which contributes to the characteristic sound of Kazakh
traditional singing.

The folk singing tradition served as the foundational basis for the development
of the vocal performance school in Kazakhstan. It reflects the unique qualities of
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the Kazakh spirit, the richness of the nation’s musical heritage, poetic expression,
linguistic features, and well-established performance practices. Traditional Kazakh
folk performance embodied distinctive pedagogical principles that were shaped
within the context of the "nomadic civilization" (as defined by L. N. Gumilyov),
as well as the social structure of the Kazakh people, their psychology, ethical
norms, and aesthetic worldview.

The traditional schools of oral professionalism, characterized by diverse
musical styles, unique performance manners, and time-tested methods of
instruction, were closely linked to the pedagogical legacy of previous centuries.
Each prominent artist had a mentor who guided their development, ensuring the
continuity of performance traditions and creative practices (for example, Kenen
Azerbayev was a student of Sarybas and Zhambyl; Zhusupbek Yelebekov studied
under Gaziz, and so on). These lineages highlight the importance of continuity in
folk singing as a key feature of the national musical culture.

A vivid example of intercultural continuity in Kazakhstan can be found in
the development of academic and popular (estrada) vocal art. Their formation
and evolution occurred during the Soviet period and are inseparable from the
processes of professional training. Kazakhstani vocal art is represented by many
distinguished figures, each marked by a strong individual style, including Amre
Kashaubayev, Isa Baizakov, Garifolla Kurmangaliyev, the Abdullin brothers
(Muslim and Rishat), Shabal Beisekova, Kulyash Baiseitova, Yermek Serkebayev,
Roza Zhamanova, and Alibek Dnishev. In the realm of popular music, notable
artists include Roza Baglanova, Roza Rymbayeva, Nagima Eskalieva, Dimash
Kudaibergen, among many others.

Intercultural continuity in academic performance is manifested through the
assimilation of the finest vocal traditions developed in the Italian bel canto school
and the Russian vocal school, with which Kazakhstan has had historically close
cultural ties dating back to the 16th century. Numerous examples of artistic and
cultural interactions between the Russian and Kazakh peoples are documented in
historical sources. These include: Abai Kunanbayev’s translations of A. Pushkin’s
poetic works; the recording of the renowned Kazakh epic Kozy Korpesh and Bayan
Sulu in Pushkin’s personal notes; the friendship between Shokan Valikhanov and
Fyodor Dostoevsky; and the performance by Kazakh akyns of Pushkin’s novella
Dubrovsky in a traditional poetic recitative form [4, P.7], among others. These
examples show that different cultures are closely connected and influence each
other. Such interaction creates a foundation for the development of continuity in
vocal art.

In the early 20th century, the development of Kazakh academic musical
art was significantly influenced by musicians of Russian nationality, such as
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I. Kogan, 1. Kruglykhina, K. Oshlakov, N. Patrusheva, and N. Suvorova. In the
field of vocal art, notable pedagogues include A.M. Kurganov, S.S. Korobov,
A.V. Gutsalovskaya, A.K. Mizonov, S.S. Kotlyar, N.F. Nagulina, N.N. Samyshina,
and others. Their pedagogical work in Kazakhstan had a profound impact on the
formation of a new Kazakh culture, which, within a relatively short time, managed
to integrate European cultural traditions through the lens of Russian culture, while
preserving its own national identity.

The Russian classical vocal school has its own traditions, yet, as noted in
numerous sources, it was significantly influenced by the Italian bel canto tradition
[3; 16; 17;]. For example, among the students of the Italian opera singer and
professor at the Moscow Conservatory, U. Mazetti (1899), were renowned Russian
singers such as mezzo-soprano Nadezhda Obukhova, lyric coloratura soprano
Antonina Nezhdanova, tenor Alexander Preobrazhensky, and bass-baritone
Konstantin Chugunov [18]. Interestingly, Alexander Preobrazhensky was later
invited to Kazakhstan to serve as the chief choirmaster of the Kazakh Opera and
Ballet Theatre in Almaty (1936—-1939). In 1938, he was awarded the honorary
title of People’s Artist of the Kazakh SSR. These examples confirm the consistent
and progressive influence of the Italian performance tradition and Russian vocal
culture on the formation and development of Kazakh vocal art.

In the Italian vocal tradition of bel canto, masterful vocal control holds central
importance. This includes expansive breath support, cantilena (smooth, flowing
melodic lines), refined melodiousness, the ability to modulate sound intensity,
and the execution of intricate vocal ornamentation. The Russian vocal school is
distinguished by its expressive melodic lines, the inseparable unity of word and
music, and profound emotional depth in the embodiment of musical imagery.
Together, the traditions of Italian and Russian vocal culture provided a crucial
foundation for the development of Kazakhstan’s academic vocal art, particularly
in the realm of professional training. This integration has been reflected in the
emergence of a unique individual performance style, a focus on attaining the
highest levels of technical and artistic excellence, attention to timbral and register
vocal characteristics, as well as the capacity for original interpretation and artistic
expressiveness in character portrayal.

A vivid example of this can be seen in the professional formation of
prominent Kazakh singers in academic music, such as People’s Artists of the USSR
R. U. Dzhamanova and E.B. Serkebayev, and People’s Artists of the Kazakh SSR
B. B Zhilisbayev, K.K. Kenzhetaev, and A.B. Umbetbayev.

At the Almaty Conservatory, the distinguished Russian and Soviet singer and
pedagogue A.M. Kurganov taught for many years. He had previously completed
an internship in Italy under Professor A. Mazini and studied vocal performance
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during his conservatory years with the Russian soprano and professor at the
Moscow Conservatory, M.N. Klimentyeva-Muromtseva. Notably, she had been a
student of the Italian vocalist Giacomo Galvani, who taught "solo singing" at the
Moscow Conservatory. According to historical records, D. Galvani developed his
own pedagogical method, which he outlined in his treatise Practical Observations
on the Vocal Apparatus (1882) [19]. Galvani, in turn, studied at the Bologna
Music Lyceum under experienced teachers such as L. Zamboni, G. Tadolini, and
N. Gamberini (Figure 1).

Figure 1 — Continuity in Kazakhstani Academic Vocal Art

It is important to note that in the professional training of both academic and
pop vocal performance, a common element is the mandatory development of
proper vocal technique. The difference between the two lies in the repertoire of
performed works, the figurative and stage context of performances, and the manner
of singing. Academic vocal performance is based on singing standards that have
developed over centuries. In contrast, pop singing allows for techniques that are
not acceptable in academic or folk singing.

This necessitates more extensive and in-depth research into pop singing,
since, despite its relatively recent formation, its development reveals a continuity
—referring to Soviet, Russian, and international pop music traditions. This raises
questions such as: In what ways is continuity manifested in pop music? Is it a
matter of succession or imitation/borrowing of certain performance techniques?

Continuity, in our view, is manifested not only in the inheritance of traditional
forms but also in the assimilation of methods, principles, and regularities
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of vocal training — drawing on the fields of art studies and music education.
The transmission of vocal knowledge and skills from previous generations is a
mechanism through which performers acquire information accumulated by their
predecessors and internalize stereotypical vocal-performance models developed
through an understanding of the principles of vocal art. This process represents
a sequence of interconnected phenomena, where one element leads to another.

In the context of understanding continuity within Kazakhstani vocal art, it is
important to highlight the axiological aspect, which helps uncover the significant
meanings and values embedded in both performance and education. In vocal
education, the axiological approach involves preparing future singers through an
awareness of the profound meanings and values inherent in performing arts. That
is, it is essential to understand the value-oriented nature of professional training
— characterized by a developed personal conception of the ideal sound of one’s
voice and a professional interest in diverse forms of musical creativity.

The axiological approach is based on the critical evaluation of other
performers’ vocal quality within a framework of knowledge-based, artistic, and
aesthetic values. Only under these conditions does the vocalist become fully
aware of the importance of vocal-creative activity as part of the cultural heritage
of humanity. The main emphasis is placed on cultivating an inner aspiration for
professional growth and developing the ability to deeply and spiritually perceive
musical works.

The Kazakhstani vocal school has been fully established and continues to
evolve through the refinement of its system of vocal principles, a comprehensive
set of pedagogical methods, and mastery of technical skills and performance
capabilities. However, the problem addressed in this article highlights a
contradiction between the considerable practical experience accumulated in vocal
performance (folk, academic, and pop) and the insufficient development of the
topic of continuity and tradition within Kazakhstani musicology.

This necessitates a thorough examination of the systematization and
classification of techniques and methods that have emerged in contemporary
Kazakhstani vocal performance. In our view, the distinctions between “tradition”
and “continuity” have not yet been clearly delineated, which presents certain
obstacles to the methodological substantiation of this issue.

Kazakhstani vocal pedagogy, gradually emerging as an independent field
within musicology, presents a wide range of yet unexplored issues in the context
of music history and education. Unfortunately, many prominent mentors of
the Kurmangazy Kazakh National Conservatory — such as A. M. Kurganov,
S. S. Korobov, A. V. Gutsalovskaya, A. 1. Kotlyarov, N. F. Nagulina,
K. I. Boboshko, N. N. Samyshina, N. D. Yumasheva, and N. A. Sharipova — left
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behind few written works that reflect their pedagogical views and methodological
principles. This creates certain difficulties in documenting the development of
academic singing traditions and in understanding the intergenerational continuity
demonstrated through the work of leading educators, both within the conservatory
and other music institutions, who stood at the origins of Kazakhstan’s vocal art
and continue their noble work today.

Turning to the works of Russian scholars who have made significant
contributions to the study of vocal school development, one must acknowledge the
research of B. V. Asafyev, O. E. Levashova, Y. V. Keldysh, and S. S. Skrebkov.
These studies, which first appeared in the previous century, remain foundational
and methodological cornerstones for scholarly work in the field of vocal art.

The theoretical and methodological basis of the present study is informed
by research in the history and pedagogy of music education (E. V. Nikolaeva,
E. B. Abdullin, Y. B. Aliev, O. A. Apraksina, G. M. Tsypin), the legacy of
renowned classical vocal school figures (N. A. Obukhova, A. V. Nezhdanova,
A. M. Kurganov, E. B. Serkebayev, B. B. Zhilisbayev), as well as works in
the history and theory of vocal performance (L. B. Dmitriev, A. G. Menabeni,
G. P. Stulova, among others).

Although studies addressing various aspects of the development of the vocal
school in Kazakhstan at both local and regional levels are relatively extensive,
comprehensive and synthesizing works in this area remain limited. Existing
monographs and articles are generally dedicated either to the work of individual
outstanding singers — graduates of the vocal school — or are of a general overview
nature within a historical retrospective. Valuable information on the history of
the vocal faculty of the Kurmangazy National Conservatory and its founders
can be found in works on the opera art of Kazakhstan (by S. A. Kuzembayeva,
G. Zh. Musagulova, A. K. Omarova, A. S. Ketegenova, U. R. Dzhumakova), in
collections such as Questions of Vocal Pedagogy, and in dissertation research by
L. I. Goncharova, G. Z. Begembetova, and others. However, the issue of continuity
in the professional training of vocalists has not been the central focus of these studies.

To study the issues of continuity and tradition in vocal pedagogy, the author
analyzed works in art studies, cultural studies, and pedagogy. This helped to
better understand the theoretical aspects of the topic. To identify patterns in the
development of vocal performance, archival materials were examined and various
data were collected. In addition, vocal materials were analyzed, including repertoire
and voice training methods.

Thus, the theoretical and methodological framework should encompass a
substantial segment of scholarly inquiry that holds methodological significance in
the conceptual justification of the formation of the Kazakhstani vocal school. This
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conceptual foundation, within which the categorical and conceptual structuring and
the logical-semantic interpretation of key definitions are carried out, constitutes
the problem field of the research [20].

Results and Discussion

The pedagogical foundations of continuity in vocal education have been
studied more actively in recent research using modern scientific approaches.

Among them, the anthropological approach focuses on lifelong learning and
personal development. The synergetic approach emphasizes self-education and
the search for new knowledge. The methodological approach considers cultural
and biological factors.The results have been presented in the proceedings of
national and international conferences. The research was also reviewed during
a meeting of the Department of Music Education and Choreography at Abai
Kazakh National Pedagogical University. Moreover, the author’s professional
activity as a soloist at the Abai Kazakh State Academic Opera and Ballet Theatre
(GATOB) provides a broad platform for identifying various aspects of continuity
and tradition in vocal art. The author’s extensive participation in concerts, festivals,
and opera productions offers the opportunity to observe, document, and validate
key scientific propositions through personal experience and by examining the
practices of fellow performers.

The experimental validation of the readiness of music education bachelors
was conducted in several distinct phases: the diagnostic (baseline), the formative,
and the final (evaluative) stages.

The diagnostic stage (2023—2024) focused on assessing the baseline level of
vocational readiness for vocal and performance activities among the participants.
To ensure data reliability, a comprehensive methodological suite was employed,
including a custom-designed survey, M. Rokeach’s Value Survey, individual
interviews, and an extensive audit of existing educational curricula. Furthermore,
participant observation of students’ practical performances was conducted using
G. Klaus’s assessment framework.

The formative stage (2024-2025) aimed to verify the efficacy of the
proposed structural and functional model. The testing was integrated into the
educational process and teaching practicums at Abay Kazakh National Pedagogical
University, Zhetysu University named after I. Zhansugurov, and M. Utemisov
West Kazakhstan University. The research design involved one control group
(CG) and three experimental groups (EG-1, EG-2, EG-3).

The concluding stage (2025-2026) was dedicated to statistical processing
and a qualitative synthesis of the pilot results. The dynamics of student readiness
were evaluated across three key dimensions — motivational-value, cognitive-
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operational, and personal — which were mapped against algorithmic, interpretative,
and creative competency levels.

To establish the objectivity of the experiment, a comparative statistical analysis
of the "zero" (baseline) measurement was performed. The primary objective at
this juncture was to demonstrate the statistical equivalence (homogeneity) of
the control and experimental groups regarding their initial readiness for vocal
performance. The sample mean scores across all groups ranged between 1.194 and
1.250. Given the adopted three-point scale (where 1 signifies a superficial level
and 2 represents deep awareness), these figures indicate a predominant lack of
advanced vocal-performance readiness among most respondents. Variance values
(ranging from 0.161 to 0.192) suggest that the results are representative of the
cohort, with no significant outliers, thereby confirming the balanced composition
of the study groups.

A comparison of mean scores using Student’s t-test revealed no statistically
significant differences between any pair of groups. Furthermore, the application
of the Chi-square X? test confirmed the homogeneity of student distribution
across proficiency levels (superficial vs. deep awareness). The significance
level (p) consistently exceeded the 0.05 threshold (varying from 0.570 to 0.948),
mathematically proving that any percentage variations between the CG and EGs
were purely incidental.

In conclusion, the statistical analysis verified that the control and experimental
groups of music education bachelors are homogeneous and fully comparable, as
illustrated in Figure 2.

Figure 2 — Levels of Vocational Readiness for Vocal and Performance
Activities among Bachelor Students of Music Education
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Conclusion

Continuity in vocal pedagogy represents the process of transmitting and
adapting accumulated experience and best practices in vocal art from one
generation of educators to the next. It involves the assimilation and creative
reinterpretation of the global vocal heritage with the aim of optimizing educational
trajectories, systematizing the process of voice training and the stages of vocal
apparatus development, preventing adverse effects on natural vocal abilities, and
fostering the growth of musical and artistic thinking.

An illustrative example is the development of performance and pedagogical
principles rooted in the Italian bel canto school and the Russian academic vocal
tradition, which together formed the foundation of the Kazakhstani academic
vocal school.

In addition, the role of professional folk singers-performers in Kazakh musical
culture is of key importance. It is through their efforts that outstanding examples
of traditional music were preserved and passed down through generations. These
performers safeguarded the masterpieces of Kazakh musical art and transmitted
them to future generations. We believe that the work of folk composers within
the oral tradition laid the initial groundwork for the development of Kazakhstan’s
vocal school.

Continuity in vocal art entails a strong focus on the pedagogical foundations
of the academic vocal school, which rests on a comprehensive set of didactic
guidelines, principles, and methodologies — particularly those rooted in the
traditions of the Italian and Russian vocal schools. According to the author’s
observations, these traditions are implemented in the educational process through
an individualized approach, adherence to principles of logical and didactic
progression, and the encouragement of independent thinking.

We argue that the historical and axiological preconditions for the formation
of a modern singer’s identity — within the context of continuity — encompass
the combined influence of folk, academic, and pop vocal traditions, as well as
contemporary performance practices. This process includes the use of different
methods in both education and stage performance.

At the same time, such internal qualities as logical structure, depth of content,
and emotional expression are also important. All these elements are essential parts
of vocal education.In the context of continuity, it is important to consider the modern
innovative sphere, which allows vocal performance to be understood not merely as a
vehicle for conveying the content of a musical work, but also as a unique reflection of
artistic and pedagogical values. These values have always held enduring significance
and spiritual meaning as a part of humanity’s cultural heritage.
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The Kazakhstani vocal school, as an outstanding phenomenon of Kazakh
musical culture, is the result of many years of creative practice by distinguished
folk singers with their own performance techniques and innovations, as well as
the close intercultural interaction with the traditions of Italian and Russian musical
cultures — both of which possess centuries-old bodies of knowledge and skills.
Within this network of intersecting traditions, the issue of continuity acquires
particular relevance, as addressing it can contribute to the identification and
understanding of the characteristics underlying the formation of Kazakhstani vocal
performance and to the forecasting of its future developmental paths.

In conclusion, continuity in vocal art serves as a pivotal methodological and
pedagogical principle in the professional training of music education bachelors.
The results of the diagnostic stage of the experimental work demonstrate that
the groups selected for the study are statistically homogeneous in terms of their
initial readiness for vocal and performance activities. Consequently, any further
dynamics in the results will be attributed to the implementation of the original
model for developing vocal-performance readiness and the specific pedagogical
conditions designed for its realization.
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'AGaii arbinnarsl Ka3ak yiaTThIK [e1arOTHKAIbIK YHUBEPCUTETI,
Kazakcran PecryOmukacel, AJIMaTH K..;

2AGaii aTsiHmarsl Kasak yITTHIK MeIarorHKajblK YHHUBEPCHTETI,
Kazakcran PecryOmukacel, AJIMaTHI K..;

3M. Ortemicos arsinmars! batsic Kaszakcran yHuBepCHTETI,
Kazakcran Pecryomukacst, Opai K.

09.06.25 . bacnara TYCTI.

04.05.26 . Ty3eTyJIepiMeH TYCTi.

03.08.26 >x. OacsIm mbIFapyra KaObUIIaHIBL.

KA3AKCTAH/BIK BOKAJI OHEPIHJEI'T
CABAKTACTBIK MOCEJIECIHE KATBICTBI:
TAPUXH ) KOHE AKCHOJIOT'USIUIBIK ACTIEKTIJIEP

¥evinvinean maxanada Kazaxcman éoxan enepinoeei cabakmacmoix,
Mocenenepi Kapacmulpbinaovl. byn gpenomenoi awty ywin asmop mapuxu
Mamepuanoapaa cylieHe Omvlpbln, XAAblK OHWiLepiHiy Oipecetiniei
MeH Kocibuniein aukbin0aiovl. Onapovly wbl2apmauiblivlabl Ka3ip2i
3aMaH2bl 80KAN OHEPIHIH PYXaHu He2i3l MeH KYHOLLIbIKMbIK Oa20apbiH
Kanslnmacmelpyea viknai emken. Byeinei mayoa aemop 60Kanovlk
OPbIHOAYUIBLIBIKMbLY YW He2i32l 9pi 0amblin Kele JHcamKan 6azulmbit aman
emeoi — XANbIKMbIK, AKAOeMUAbIK dHcoHe scmpadanvik. Ocwl opmypii
bazvimmapoa cadaKmacmlk CaKmay HCoHe HCemkizy (QYHKYUsIapviH
amxapamslx epexie pyxaHu yoepic peminoe spmypii Oeneetioe KopiHic
mabaodvl. Maxana asmopul cabakmacmuikmuly exi mypin — MoOeHUapaiblK,
JHCOHE MOOEHUIUINIK CADAKMACMbIKMbL AXHCHIPAMbIN KOpcemeoi, 01apobly
epexuienikmepi 60KAl OHEPIHIH Mypi CUIbOIK 6a2blMmMAapbIHAH KOPIHIC
mabaovl. CoHbLMeH Kamap, «cabaKmacmulky neH «0dCmyp» yeblMOAPbIHbIH
AUBIPMAWBLIBIKIMAPSL AUKbIHOATbIN, umanusaielk bel canto mexmebinin
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JHCOHe OpbIC SHWINIK MeKmeDiniy epekuienikmepi Kapacmolipuliaowvl. byn
mexmenmep KazaxcmanHbly akademusiivlK 80KAA0bIK OAlbIHObI2bIHA
acep emin, ocvl canadazvl cabaKmMacmulKmvlH He2i3iH Kaaaosl. Bokanovix
OPBIHOAYUWbLILIKMARLL CADAKMACMBIKMbL CAHALL Mypoe MYCiHy YuiH
aA8Mop AKCUONIOSUANLIK, (KYHOBLIbIKMBIK) KO3KAPACMbIY MAHbI30bLIbI2bIH
aman emeoi, 0 Hep MeH KociOu OaapIbIKma KAIbINMAacKaH Hezizei MoHOep
MeH KYHOBLIBIKMAapObl aulbln Kepcemeol.

Kinmmi ce3dep: cabakmacmuik, 0scmyp, 60Ka/l OHEPI, OPbIHOAYULLLIBIK,
KOCiOU 0auibIHObIK, MAPUX, AKCUOTOSUSIBIK ACNEKM.

*T. B. Paxmemos!, A. A. Mombex?, JI. K. Omupsarosd’
'Ka3zaxckuii HAIMOHAJIBHBIN MEAarOTHYECKHA YHUBEPCUTET nMeHHn Abasi,
Pecny6inka Kazaxcran, r. AnMaTsr;
2KazaxCKuil HAIIMOHAIBHBIH TTearOTMIeCKHi YHUBEPCUTET UMeHH Aas,
Pecny6inka Kazaxcran, r. AnMaTsr;
33amaaHo-Kasaxcranckuii yHuBepcuTeT HMeHH M. YTeMHCOBa,
Pecny6imka Kazaxcran, r. Ypaibck.
IMoctynuino B penakuuio 09.06.25.
Ioctynuino ¢ ucnpasnenusimu 04.05.26.
IIpunsTo B neuars 03.08.26.
K IMTPOBJIEME TIPEEMCTBEHHOCTH
B KASAXCTAHCKOM BOKAJIBHOM UCKYCCTBE:
HUCTOPUYECKHAA U AKCHOJIOTHMUYECKHAN ACITEKTBI

B npedcmaenennoii cmamue paccmampugaiomes BOnpocyl, CéA3aHHbLe
€ NpeemMcmBeHHOCMbIO 8 0ONACTNU KA3AXCIMAHCKO20 BOKAILHO20 UCKYCCMEBA.
s packpwimus 5mozo penomena asmop obpawiaemcs K UCmopuveckum
Mamepuanam, noOmeepIcOAOUUM YHUKATLHOCHb U NPODECCUOHATUZM
HAPOOHBIX NEeBY08, MBOPYECHBO KOMOPBIX NOCAYICULO OYXOBHOU
OCHOBOU U YEHHOCIHbIM OPUEHMUPOM 8 (POPMUPOBAHUU COBPEMEHHO20
80KaANbHO20 uUckyccmea. Ilpu smom, 6 nacmoswee epems, asmop
ommeyaem mpu OCHOBHbIX U PA3BUSAIOWUXCSL HANPABIEHUTL 8 BOKANLHOM
ucnonnumenscmee — HapooHoe, akademuyeckoe u scmpaoroe. B omux
PasHwlx cghepax npeemcmeeHHOCMb, KAk 0cobblll 0YX08HblI npoyecce
¢ QYHKYUAMU COXpaHeHUus u nepeoayu, Npoasisemcs 6 mou Uiy UHOu
cmenenu. Aémop cmambvu vloeasiem 08a 6U0A NPEeMCMEEHHOCMU —
MEJUCKYILIMYPHYIO U GHYMPUKYIbMYPHYIO, 0COOEHHOCHU KOMOPbIX HAULTU
ompaoicenue 8 pasHLIX CIMUIEBbIX HANPABIEHUAX BOKANLHO20 UCKYCCMEA.
Kpome smozo, onpedensiiomess omauyus nOHAMUL «NPeemMCmeeHHOCUY
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oM «MPAOUYUUY, PACCMAMPUBAIOMC OCOOEHHOCIIU UMANBAHCKOU UKOIbL
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