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Abstract. The article presents a comprehensive analysis of the formation of saxophone education in
Kazakhstan, using the example of the Kurmangazy Kazakh National Conservatory, which established
the saxophone class in 1981. The study reflects the historical evolution of both performance and
pedagogical practices within the context of socio-cultural and educational transformations. The

key stages in the development of the saxophone school are systematised, and the contribution of
leading educators to the development of methodological foundations for teaching is analysed. The
main objectives of the research include reconstructing the history of the saxophone class, analyzing
the transformation of pedagogical approaches, and evaluating the influence of the cultural context
on the development of performance art. Special attention is given to adapting methodologies to

the specifics of Kazakhstani musical tradition. The roles of Yakov Tkachenko, Grigory Geller, and Igor
Shubin in establishing professional saxophone education are particularly highlighted. The research’s
methodological framework includes historical, comparative pedagogical, socio-cultural, and case
analyses, as well as the use of archival materials, monographs, scholarly publications, and interviews
with educators, which ensured a comprehensive approach to studying the topic. The research findings
confirm that the establishment of the saxophone class was a significant milestone in the development
of performance art in Kazakhstan. Pedagogical activities contributed to the formation of a practical
methodological framework and the enhancement of performance skills.Organizational events

such as concerts, masterclasses, and the creation of specialised literature played a crucial role in
improving the quality of the educational process. The work’s practical significance lies in the findings’
applicability to optimizing educational programs, developing methodological recommendations,

and training qualified specialists. Thus, the findings will ensure the sustainable development of the
saxophone school and the strengthening of saxophone culture in Kazakhstan.
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Introduction

Establishing the saxophone as a fully
integrated component of professional
musical culture in Kazakhstan reflects a
complex and multifaceted process of its
incorporation into the country’s music
education system. The instrument’s
consolidation within the academic music
landscape of the republic is closely

linked to the efforts of the first domestic
educators and performers, whose work laid
the foundations for the methodological
principles of saxophone instruction. A
significant impetus for the development
of the saxophone school came from
collaboration with renowned international
specialists, particularly representatives

of Russian performance and pedagogical
practices. Notably, the scholarly and
methodological works of Professor
Margarita Shaposhnikova (Russian
Academy of Music, Moscow) played a
crucial role in shaping both the theoretical
and practical aspects of saxophone
pedagogy.

The evolution of pedagogical approaches
to saxophone teaching in Kazakhstan
unfolded as a dialogue between universal
educational models and national musical
traditions. This integrative strategy enabled
the expansion of the saxophone’s repertoire
across various genres, including classical
and jazz music, while actively engaging

with forms linked to the adaptation and
stylization of folk music. Consequently,
this contributed to the development

of an original repertoire that reflects
Kazakhstan’s musical identity within an
international performance context.

Despite the progress made, the
current state of saxophone education
is characterised by the need for further
theoretical and methodological refinement.
An important focus of academic analysis
is to identify the patterns of professional
development and the pedagogical
contributions of leading educators Yakov
Tkachenko (1927-2025), Grigory Geller
(1945-2025), and Igor Shubin (b. 1964).
Their work is critical for understanding the
transformation of the saxophone school
in Kazakhstan, particularly in terms of
systematization, scientific grounding, and
cultural adaptability.

The re-evaluation and systematization
of the pedagogical experience accumulated
over recent decades are driven by the
necessity to ensure continuity and quality
in the professional training of performers. In
this context, the present research is aimed
at providing a theoretical interpretation
of the processes of institutionalising
saxophone education, as well as
formulating conceptual foundations that
contribute to its sustainable development
within the contemporary artistic and
educational environment.
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The conclusions drawn from this
analysis not only clarify the role
of the saxophone within the cultural
paradigm of Kazakhstan, but also highlight
promising directions for the future
development of pedagogical practice,
which aims to integrate into the global
professional community while preserving
national artistic identity.

The aim of this study is to analyse
the development of saxophone education
at the Kurmangazy Kazakh National
Conservatory, reconstructing the
stages of its evolution since 1981
based on historical sources, as well as
evaluating the contribution of saxophone
class instructors to the evolution of this
field.

The scientific novelty of this research
lies in the analysis of the history of
the formation and development of the
saxophone class at the Kurmangazy Kazakh
National Conservatory, with a focus on
identilying key stages, methodological
approaches, and distinctive features of
pedagogical practice.

Methods and materials

A range of methodologies is employed

to conduct a comprehensive study

of the history of the saxophone class

at the Kurmangazy Kazakh National
Conservatory. Historical and comparative
analysis enables the identification of key
stages in the development of saxophone
education, while the pedagogical method
focuses on the evolution of teaching
approaches. The sociocultural method
provides insight into the impact of cultural
and social factors on the formation and
progression of the saxophone school in
Kazakhstan. In addition, case study and
museum-archival methods are applied to
examine practical examples and historical
records. The source materials for the study
include archival documents, educational
curricula, musical recordings, and
interviews with educators and performers.

Discussion

The methodological foundation of the
present study is based on the master’s
dissertations of contemporary Kazakhstani
scholars Alima Sattybayeva (Sattybayeva)
and Ashim Unaybekov (Unaybekov),
which explore the wind instrument culture
of Kazakhstan and the role of musical
performance competitions. The first study
examines the evolution of Kazakhstan’s
wind traditions, the influence of Western
and Eastern musical schools, and the
cultural and educational factors shaping
this musical heritage.lt also addresses the
integration of Kazakh wind traditions into
the global musical community. The second
study focuses on the impact of performance
competitions on the development of artistic
excellence, the careers of musicians, and
the fostering of international cultural
ties, while also emphasizing their role
in promoting the works of contemporary
Kazakhstani composers.

The master’s dissertations dedicated
to the art of saxophone performance
in Kazakhstan by Azamat Imanbayev
(Imanbayev), Artur Bemm (Bemm),
Dinmukhamed Kapan (Kapan), Zhanna
Aktasova (Aktasova), Merey Abiyr
(Abiyr), Zhayynshakh Orazbayev
(Orazbayev), and Asel Orenburgskaya
(Orenburgskaya) explore key saxophone
works by Kazakhstani composers, ranging
from early compositions to contemporary
pieces by emerging authors. These
studies address issues of performance
practice, stylistic interpretation of
works by national composers, and the
integration of the saxophone into various
musical genres, including classical, jazz,
and folk music. They also examine the
instrument’s influence on music pedagogy
in Kazakhstan. Particular attention is
given to the contributions of leading
saxophonists and educators in popularising
the instrument.

Moreover, various studies and scholarly
works by Antonina Ponykina, Boris Dikov,



Vladimir Ivanov, and Maria Begovatova
examine the challenges and opportunities
related to the ongoing development of
saxophone art. These include detailed
analyses of educational systems, concert
practices, and prospects for international
cooperation. In addition, their works
utilise comparative approaches and
interdisciplinary methods to gain deeper
insights into the artistic and pedagogical
processes involved. Such research explores
the factors that shape both the artistic
progression and the institutional support
required to enhance the saxophone’s role

within national and global musical cultures.

By addressing these themes, these

studies shed light on current obstacles
while suggesting strategies to encourage
innovation, broaden audience engagement,
and foster cultural exchange on an
international scale.

The development of contemporary
saxophone performance, playing
techniques, methods of sound production,
and specific sound-extraction techniques
and their various forms, has been the
subject of doctoral dissertations and
scholarly articles by international
saxophonist-educators. In this context,
several key and current academic studies
deserve particular attention, including
those by Nadia Moura and Sofia Serra
(Moura, Nadia, and Sofia Serra), Enis
Ukshini and Joris Dirckx (Ukshini, Enis,
and Joris Dirckx), Rafael Ramirez, Amaury
Hazan, Emilia Gomez, Esteban Maestre,
and Xavier Serra (Ramirez et al.), Christine
Charyton, John G. Holden, Richard J.
Jagacinski, and John O. Elliott (Charyton,
C. et al.), Koen Dries, Walter Vincken,
Johan Loeckx, Daniél Schuermans, and
Joris Dirckx (Dries, K. et al.), Pablo
Riera, Martin Proscia, and Manuel Eguia
(Riera, Pablo E., Martin Proscia, and
Manuel C. Eguia). Collectively, these
works significantly contribute to our
understanding of the diverse phenomena
and processes inherent in saxophone
performance practice.

The retrospective analysis of
contemporary theoretical studies devoted
to saxophone performance and pedagogy
has revealed that the subject remains
insufficiently explored in scholarly literature
and requires further in-depth investigation.

Results

The establishment and development of a
specialized saxophone class in Kazakhstan
constitute a significant process intrinsically
linked to the broader evolution of the
country’s musical culture and educational
system. As a relatively recent addition to
the Kazakhstani musical tradition, the
saxophone has markedly impacted the
contemporary performing arts and the
structural framework of music education.

A decisive moment in the formation of
the saxophone class occurred during the
conservatory entrance audition in 1981,
where Batyrkhan Shukenov, a student in
Leningrad, performed. The admissions
committee, chaired by Gaziza Zhubanova
— Rector of the Conservatory from 1975 to
1987 — noted: “We shall consider opening
a new class” (Panargaliyeva). However,
the realization of this idea required
extensive organizational efforts, including
the formal approval of teaching posts and
contact hours by the Ministry of Education,
and the resolution of other administrative
procedures.

The creation of a specialised saxophone
class proved to be a protracted and
demanding process, necessitating the
dedication of teaching staff and institutional
support. Despite the absence of an officially
established class at that time, Batyrkhan
Shukenov was admitted directly into the
second year of study, and the first appointed
teacher was the invited saxophonist Yakov
Matveyevich Tkachenko (see Fig. 1), who
taught from 1981 to 1989.

The origins of the saxophone class at
the Kurmangazy Alma-Ata Conservatory
are closely connected with the development
of the clarinet class. The pedagogical
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Figure 1. Yakov Tkachenko with the first saxophone
class student Batyrkhan Shukenov (1981)

continuity between these instruments

was crucial in establishing the saxophone
as an independent academic discipline.
Despite its relatively brief history, the
saxophone quickly gained popularity
among performers and composers. Initially,
specialist training was conducted based

on clarinet instruction, which provided a
foundation for the subsequent evolution of
saxophone education.

With the growing demand for saxophone
instruction — particularly in jazz, popular,
and orchestral music — the instrument
acquired a significant place within
pedagogical practice. As the principal
instrument of the woodwind section,
the clarinet had a formative influence on
Kazakhstan’s first saxophone teachers
and performers. Both instruments belong
to the woodwind family and share similar
technical characteristics, such as reed use,

'Abram Yefimovich Movsh was a teacher

and the founder of the clarinet class at the
Kurmangazy Almaty Conservatory (active in
the class from 1944 to 1974), and a recipient of
the Order of the Red Star.

breath control, and articulation. Clarinet
training thus served as a reliable foundation
for mastering the saxophone, reinforcing
its legitimacy within the conservatory’s
academic framework.

In its early stages, saxophone
instruction incorporated theoretical and
practical components derived from clarinet
methodologies, facilitating the effective
acquisition of saxophone performance
techniques.

Following the formal establishment
of the saxophone class, graduates of the
clarinet class at the Alma-Ata Conservatory
— Yakov Matveyevich Tkachenko
(graduated in 1957) and Grigory (Gersh)
Mikhailovich Geller (graduated in 1970),
both students of Abram Movsh! — began
training professional musicians specialising
specifically in the saxophone (see Fig. 2).
This marked a transition from preparatory
clarinet-based instruction to a full-
fledged academic programme focused on
saxophone performance.

Among the first graduates of the
newly established class were prominent
figures who went on to make significant
contributions to the musical culture of
Kazakhstan. These included Batyrkhan
Shukenov, Honoured Artist of the Republic
of Kazakhstan; Ruslan Babadzhanov,
laureate of an international competition
for wind instrumentalists; Igor Shubin,
Professor of the Department of Wind and
Percussion Instruments at the Kurmangazy
Kazakh National Conservatory; as well as
Konstantin Roor and Albert Shkaliberda.

In examining the work of Yakov
Tkachenko, one of the first instructors
in the saxophone class, it is important
to highlight the key stages of his career
and his significant contribution to the
development of music education in
Kazakhstan. Yakov Tkachenko was born
on 14 June 1927 in Nizhyn (Ukraine)
into a family that valued music and visual
arts. From an early age, he demonstrated
an inclination towards creative pursuits,
particularly drawing and music, with a



"The Saxophone Class"
Abram Movsh (Clarinet)
1944 -1974

Grigory Geller (Clarinet - Saxophone)
1970 -1990

Yakov Tkachenko (Clarinet - Saxophone)
1981-1989

Igor Shubin (Saxophone)

1990 - present

Figure 2. Teachers of saxophone class of the Kurmangazy Kazakh National Conservatory

strong passion for painting and a desire to
refine his artistic abilities.

In 1943, Yakov Tkachenko enrolled
at an art academy, but his studies were
interrupted by his conscription into the
Soviet Army due to the outbreak of the
Second World War. After completing his
training at a military camp, he served in
a rear-guard regiment. He later recalled
that the army had become his “second
home” and the soldiers his “second family”
(Imanbayev — Tkachenko). His military
service lasted for seven years, after which
he made the decision to continue serving
while also pursuing music, specifically
clarinet performance. Without any prior
formal music education, he began learning
the basics of clarinet playing at the music
school of a military settlement, despite the
challenges posed by wartime conditions
(Imanbayev — Tkachenko).

Music, and particularly the sound of
the clarinet, made a profound impression
on him. Yakov Tkachenko described his
first experiences with the instrument as
“melody — the foundation, the meaning
of life,” reflecting his aspiration to become
a professional musician (Imanbayev —
Tkachenko). After completing his military
service, he continued his studies at the Lviv

Conservatory and later moved to Alma-
Ata, where he was admitted to the Alma-
Ata Conservatory. From 1952 to 1957,

he studied clarinet under Abram Movsh,
which became a pivotal stage in his musical
development (see Fig. 3).

During his studies, Yakov Tkachenko
proved himself to be a creatively active
individual with notable organizational
abilities. An important stage in his
career was his work with the Kazakh
Song and Dance Ensemble named aiter
Lydia Chernyshova. However, the most
significant period of his musical activity was
his role as a solo saxophonist in the Pop-
Symphonic Orchestra of the Republican
Radio and Television, where he served for
30 years (see Fig. 4). The ensemble gained
recognition both in the Kazakh SSR and
beyond, touring the Soviet Union and
participating in numerous concerts and
cultural events.

An important aspect of the orchestra’s
work was Yakov Tkachenko’s arrangements
and orchestrations of Kazakh folk songs
and melodies, in which he demonstrated his
professional skills in orchestration. Among
his numerous works, it is notable that he
produced around 500 arrangements, many
of which were performed by well-known
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Figure 3. The Ninth Graduation of the Kurmangazy Almaty State Conservatory (1952-1957), featuring
Yakov Tkachenko (third from the left in the bottom row) with the teaching staff, under the leadership of Rector
Kuddus Kuzhamyarov

artists such as Rashid Musabaev, Eskendir
Khasangaliyev, and Suat Abseytov. A
significant part of his creative work involved
the arrangement of songs from the Altai
peoples, which were later recorded on three
large vinyl records.

After the establishment of the saxophone
class at the Kurmangazy Kazakh National

Conservatory, Yakov Tkachenko did not
limit himself to teaching but continued

his innovative work. He organized

various ensembles and orchestras that
performed works by Kazakh, Russian, and
international composers. One of the most
famous ensembles today is the saxophone
ensemble he founded in 1994 at the Almaty

Figure 4. The Pop-Symphonic Orchestra of the Republican Radio and Television (Yakov Tkachenko — third
from the left)



Musical College. Another significant
achievement was the creation of a pop
orchestra, which Yakov Tkachenko founded
at the conservatory (see Fig. 5).

Figure 5. The pop orchestra of the Kurmangazy
Almaty State Conservatory, conducted by Yakov
Tkachenko, 1972

As a teacher, Yakov Tkachenko
founded the Kazakh school of saxophone
performance, combining tradition and
innovation. He was the first performer
of the “Concerto for Alto Saxophone
and Symphony Orchestra” by Kuddus
Kudzumyarov (1985) and the soloist in the
saxophone piece “Song of Stone” by Timur
Mynbayev (1981). His contribution to the
development of saxophone art and musical
culture in Kazakhstan is invaluable. For
his work, he was awarded diplomas and
the medal “Excellence in Education of the
Republic of Kazakhstan.”

Another significant figure in the
establishment of saxophone performance
in Kazakhstan is Grigory (Gersh)
Mikhailovich Geller, who worked in
the saxophone department from 1970 to
1990. Geller, a musician and educator,
was born on June 5, 1945. He began his
musical education at the Shymkent Music
College and later continued his studies at
the Almaty Conservatory, from which he
graduated in 1970.

Grigory Geller rightiully earned the
titles of Honored Artist and Honored
Teacher of the Kazakh SSR, making an
invaluable contribution to the development
of music education in the country. His

unique approach to teaching was linked

to the creation of the saxophone ensemble
“Saxchorus” (Saxophone Chorus), which
performed works with a rhythm section.
The ensemble became an important part
of Almaty’s cultural life, participating in
various jazz festivals and tours (see Fig. 6).

Figure 6. The first line-up of the «Saxchorus»
ensemble of Grigory Mikhailovich Geller (fourth
from the left), 1987

As one of the first teachers of classical
saxophone in the Soviet Union, Grigory
Geller continued the work of his colleague,
Margarita Konstantinovna Shaposhnikova
(1940-2024), who established saxophone
teaching at the Moscow State Pedagogical
Institute of Music (now the Gnesins
Russian Academy of Music) from 1973 to
2024 (see Fig. 7).

In his teaching methodology,

Geller emphasized the importance

Figure 7. In the photograph, Grigory (Gersh)
Mikhailovich Geller and Margarita Konstantinovna
Shaposhnikova at the Jerusalem Academy of Music

and Dance, 2015.
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of comprehensive musical training,
particularly mastering Baroque, Classical,
and Romantic music. He believed that only
with a solid theoretical foundation could
one further develop in other genres, such
as jazz and folk music. His approach to
teaching included a thorough exploration
of style and interpretation, enabling
saxophonists to perform music from any
genre with ease (Turchinsky).

Grigory Geller’s development was
significantly influenced by his teachers,
particularly Hasan Aliyev (clarinet) and
Abram Efimovich Movsh, who fostered the
ability to create a warm singing sound that
became the cornerstone of his pedagogical
concept. After emigrating to Israel in
1990, Geller continued his teaching
and performance career, participating
in concerts and tours worldwide. In
Jerusalem, he was appointed as a faculty
member at the Jerusalem Academy of
Music and Dance, where he also led the
saxophone ensemble. This ensemble
participated in cultural events, including
charity concerts and international festivals,
with a particularly notable performance in
New York, which became a symbol of peace
and unity through music.

His contributions to the development
of saxophone performance and musical
culture were recognized with numerous
awards, including the title of Honorary
Professor and the “Madeniyet qayratkeri”
(Cultural Worker) award in 2005.

His career continues to inspire future
generations of musicians, and his
pedagogical legacy holds an important
place in the history of musical culture in
both Kazakhstan and Israel.

The development of saxophone
performance in independent Kazakhstan
is closely associated with the pedagogical
activities and artistic contributions of /gor
Yuryevich Shubin, who has been teaching
saxophone since 1990. He is a Professor
at the Department of Wind and Percussion
Instruments of the Kurmangazy Kazakh
National Conservatory and is widely

recognised as a distinguished expert in the
field of saxophone performance.

Born in 1960 in Shymkent, Igor Shubin
demonstrated an early interest in music.
His formal musical education began in
1978 at a music college, where he acquired
foundational skills in wind instrument
performance. He subsequently pursued
advanced studies at the Kurmangazy Alma-
Ata State Conservatory from 1982 to 1989.

Since 1990, Shubin has been actively
engaged in teaching at the Conservatory,
where he integrates traditional
methodologies with innovative pedagogical
approaches. His work aims to foster his
students’ creative potential and train highly
qualified musicians capable of performing
both classical repertoire and interpreting
contemporary works.

Following Grigory Geller’s emigration
to Israel, Igor Shubin continued his
work with a strong sense of continuity
and commitment. Under his guidance,
saxophone performance in Kazakhstan has
experienced a revitalization, acquiring what
many regards as “a new breath of life.”

Today, his students are active across
the country, contributing to the education
of a new generation of young musicians.
For instance, Tatiyana Kazmiruk and
Ganiya Nogai teach at the Republican
Specialised Secondary Music School
for Gifted Children named after Kulyash
Baiseitova in Almaty; Arukhat Musaipov
and Dauren Sembayev work at the
Republican Kazakh Secondary Specialised
Music School for Gifted Children named
after Akhmet Zhubanov, also in Almaty.
Aziz Sapabek is based at the Music College
in Shymkent, while Tolegen Turaev teaches
at the Kanabek Baiseitov Music College in
Taldykorgan. Madi Madeniyetov works at
the Dina Nurpeisova Academy of Music in
Atyrau, and Alexander Adamov is a faculty
member at the Abdulliny School of Arts
in Ust-Kamenogorsk. Asel Shakenova
teaches at the Kazakh National University
of Arts in Astana, while Andrey Safonov and
Azamat Imanbayev continue their academic



careers at the Kurmangazy Kazakh
National Conservatory.

In addition, numerous graduates
of Igor Shubin’s saxophone class are
currently active in a wide range of musical
ensembles, collectives, and orchestras
throughout Kazakhstan.

sonata, which demands a high level of
concentration, technical command, and the
ability to convey complex musical ideas.
These works develop interpretative depth
and performance mastery.

2. Virtuosic piece — for example, a
fantasy with variations or an extended

Figure 8. The current saxophone class teachers of the Kurmangazy Kazakh National Conservatory, from left
to right: Igor Shubin (since 1990), Andrey Safonov (since 2016), Azamat Imanbayev
(since 2019)

In the process of saxophone instruction,
[gor Shubin begins by familiarising
students with the fundamental
requirements of the class, which serve as
the foundation for the development of their
professional skills. These requirements
function as key reference points within
the pedagogical framework, aimed at
fostering the comprehensive growth of each
musician.

Shubin’s methodology is structured
around the completion of five core
performance programmes, which are
mandatory for all saxophone students,
regardless of their level of study. Each
component plays a critical role in
cultivating both technical proficiency
and artistic expression. The required
programme consists of the following
elements:

1. Performance of a large-scale work
— such as an instrumental concerto or

concert piece. Such repertoire requires
agility, precision, and technical brilliance,
promoting the student’s musical
imagination and virtuosity.

2. Virtuosic piece — for example, a
fantasy with variations or an extended
concert piece. Such repertoire requires
agility, precision, and technical brilliance,
promoting the student’s musical
imagination and virtuosity.

3. Cantilena-style composition —
typically from the Baroque era, these
pieces emphasise sound expressiveness
and the nuanced use of musical language,
including dynamics, tempo, and agogics.
Engagement with this repertoire enhances
interpretive sensitivity and phrasing ability.

4. Work by a Kazakhstani
composer — this includes original
works or arrangements for saxophone
by Kazakhstani composers. The task
encourages exploration of national
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musical heritage and the development
of interpretative skills rooted in Kazakh
musical traditions.

5. Technical assignment — comprising
sight-reading, études, scales, and the
development of individual technical
exercises. These tasks cultivate technical
fluency, instrumental versatility, and
readiness to engage with new musical
challenges. A technical examination
assesses the assimilation of material
and the overall level of performance
competency.

[gor Shubin is the author and co-author
of several educational and methodological
publications (see Fig. 9), including
Methodological Recommendations for
Memorising Musical Texts, Working
on a Musical Composition in the
Saxophone Class, A Collection of
Pieces by Kazakhstani Composers for
Saxophone Ensemble, and A Collection
of Pieces by Kazakhstani Composers
for Saxophone. These works have
made a significant contribution to the
expansion of the saxophone repertoire
and to the advancement of saxophone
pedagogy, receiving positive recognition
from educators and students in music
institutions throughout the country.

The scholarly work of Igor Shubin
focuses on contemporary approaches to
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saxophone performance, including methods
for engaging with musical material, the
development of creative abilities, and the
specificities of ensemble playing. In his
research, he consistently emphasises

the importance of integrating theoretical
knowledge with practical skills within the
educational process.

A significant contribution to the
promotion of works by Kazakhstani
composers is represented by the Collection
of Pieces by Kazakhstani Composers for
Saxophone, which includes both original
compositions and authorial arrangements.
This publication introduces students to the
national musical heritage, enriches their
repertoire, and fosters the development
of interpretative skills in the context of
Kazakh music. Similarly, the Collection
of Pieces by Kazakhstani Composers
for Saxophone Ensemble, a product of
research into Kazakh musical culture,
is widely used in the repertoire of the
saxophone ensemble at the Kurmangazy
Kazakh National Conservatory.

Shubin’s work also includes
methodological recommendations for
developing musical memory, highlighting
the importance of memorization as a tool
for enhancing performance technique
and achieving a deeper level of musical
interpretation. In his methodological guide
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Figure 9. Collections of Works by Kazakh Composers for Saxophone, edited and compiled by Professor
Igor Shubin, and the collection of technical exercises «Technical Requirements for Saxophone» by Senior
Lecturer Andrey Safonov.



Working on a Musical Composition

in the Saxophone Class, he explores
strategies for preparing repertoire for public
performance. Further contributions include
Technical Exercises for Saxophone by
Andrey Safonov, which complements
Shubin’s pedagogical framework by
focusing on the development of technical
proficiency across all levels of saxophone
instruction.

The organization of saxophone
ensemble concerts by Igor Shubin at the
Kazakh National Conservatory (see Fig.
10) has also played a pivotal role in the
advancement of saxophone performance in
Kazakhstan.

Under his guidance, students refine
their solo and ensemble performance skills,
study works by Kazakhstani composers,
and actively participate in concerts and
masterclasses. These activities broaden
their musical horizons and play a vital role
in strengthening the tradition of saxophone
performance in Kazakhstan.

Main provisions

The study has identified the key stages
in establishing and developing the
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saxophone class at the Kurmangazy Kazakh
National Conservatory, demonstrating
significant achievements attained within a
comparatively short timeframe.

— A systematic approach enabled a
clear periodization of the saxophone class’s
historical development, with well-defined
objectives and pedagogical priorities
assigned to each stage.

— The study confirms the crucial role
of continuity in shaping the Kazakhstani
saxophone school, particularly through the
pedagogical and artistic contributions of
Yakov Tkachenko, Grigory Geller, and Igor
Shubin, whose work had a lasting impact
on performance standards and the training
of new generations of saxophonists.

— The historical and cultural value
of this evolution lies in the synthesis
of tradition and innovation, along with
successive generations’ reinterpretation of
these elements. This ongoing interaction
has been instrumental in advancing the
saxophone tradition in Kazakhstan.

Conclusion

The findings of this study demonstrate
significant progress in the development
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Figure 10. Concert posters of the saxophone class of Professor Igor Shubin at the Kurmangazy Kazakh
National Conservatory
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of saxophone performance over the more
than forty-year history of the saxophone
class at the Kurmangazy Kazakh National
Conservatory. This evolution reflects a
continuous effort to integrate tradition with
innovation, resulting in the formation of
a distinctive national school of saxophone
performance.

Yakov Tkachenko, recognised as
the founder of the Kazakh saxophone
school, successfully blended classical and
contemporary pedagogical approaches,
establishing a solid foundation for
further advancement in saxophone
education. His pioneering work in jazz
performance, ensemble formation, and the
implementation of individualised teaching
methods has had a lasting impact on the
training of saxophonists in Kazakhstan.

Grigory Geller educated a number of
outstanding musicians whose professional
success attests to the strength of his
pedagogical methods. His focus on
ensemble performance and interpretative
refinement was widely acknowledged and
awarded, underscoring his pivotal role in
shaping Kazakhstan’s saxophone tradition.

[gor Shubin expanded the scope of
saxophone performance by introducing
modern instructional techniques and
exploring innovative teaching strategies.
His emphasis on developing students’
musical memory and promoting national
musical culture contributed significantly to
raising the overall level of performance.

The principle of generational continuity
— “from teacher to student” — has played a
crucial role in sustaining the growth of the
Kazakh saxophone school. The pedagogical
legacy of its founders has been effectively
passed down, ensuring the preservation
of core traditions and their adaptation to
contemporary challenges.

The outcomes of this research may be
applied in the curriculum of both secondary
and higher music education institutions,
particularly within courses such as Special
Instrument and History of Performing and
Musical Culture of Kazakhstan.

The future development of saxophone art
in Kazakhstan depends on a more in-depth
investigation into performance techniques,
the exploration of cross-instrumental and
cross-genre interactions, and the ongoing
refinement of educational programs. A key
objective is strengthening the saxophone’s
position within global musical culture,
broadening its presence and influence on
the international stage. In this context, a
promising direction for further research is
examining the influence of other saxophone
performance schools — such as the
Japanese, French, and American — on the
development of Kazakh performance. This
can be approached through comparative
analysis, which may reveal valuable
insights into stylistic diversity, pedagogical
methods, and how international traditions
can shape and enrich national performance
practices.
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HUmanbaes Asamart, Berem6erosa Nanus

Kypmanraser atbiniarsl Kazak yaTTbiK KOHCEPBATOPHSICI
(Anmarbl, KazakcraH)

K¥PMAHFA3bl ATbIHOAFbI KA3AK ¥ TTbIK KOHCEPBATOPUSACbIHbIH, CAKCO®OH
CbIHbIBbl: TAPUXbI XXOHE TOXXIPUBECI

Anpartna. Makanaga KasakcraHgasbl cakcodoHaa 6inimM 6epyain, KanbinTacyblHbIH, XXaH-XaKTbl Tan4aybl
YCbIHbINFAH, OHbIH, iwiHAe 1981 Xblnbl CAKCOPOH CbiHbIObIHbIH, AlWbINYbl HerisiHae KypMaHfa3bl aTbIHAAFbI
Ka3ak ynTTblK, KOHCEPBATOPUACHI MbICaNbIHAA KAPACTbIPbINFaH. 3€PTTEY dNeYMETTiK-MIAEHM XaHe 6iniM
6epy TpaHchopMaLMaiapbl XaFLanbliHAA OPbIHAAYLbUIbIK XXOHE Nefarornkanblk TOXipMOEHiH Tapuxm
3BOMOLMACHIH KepceTesi. CakcodoH MeKTeDiHIH KanbINTACyblHbIH, HETi3ri KE3EHAEPI XYNENEHTEH,
COHAAM-aK, XXeTeKLWi OKbITyWbiNapablH, 6iniM 6epy apicteMenepiH a3ipsieyre KOCKaH yiecTepi TanaaHfaH.
3epTTeyaiH, Heri3ri MiHAETTepi CAaKCOMOH CbIHbIObIHbIH, KYPbIay TApUXbIH, NeAArorMKanblK ToCINAEPAIH,
TpaHCHOPMaLMACHIH TanLay XaHEe MAEHWU KOHTEKCTIH, OPbIHAAYLbINbIK BHEPLIH AaMyblHA 9CEPiH
6aranay 60nbin Tabbinagbl. OpicTeMenepai KasakCTaHablK My3blka A3CTYPAEPiHiH epekLueniktepiHe
berimpey MaceneciHe epeklue Hazap ayaapbinfaH. IkoB TkauyeHko, puropuit fennep xaHe Mropb
LLIy6UHHIH Kacibn cakcodoHablk 6iniM Bepyai KanbiNTacTblpyAasbl pesi atan eTifreH. 3epTTeyaiH,
adicmemenik Hezi3i Tapuxu, CanblCTblpMasbl-NeAArornMKanblK, KaHe a1eyMeTTiK-M3LEHU, COHAAN-aK, apXMB
MaTtepuanaapbl, MOHOrpadusanap, FblbIMU XXapUsnaHbIMAAP MEH OKbITYLUbINAPMEH CyxX6aTTap CUSKTbI
3epTTey TaCinaepiH KaMTuabl, byn Tacinaep yCbIHbIIFAaH TakblpbINTbl KELWEHA| 3epTTeyAi KaMTaMachl3
€TTi. 3epTTey Hamuenepi CAkCOPOH CbiHbIObIHbIH, alwbLybl Ka3akCTaHAaFbl OpbiHAAYLbUIbIK OHEPAIH,
[aMybl YLiH MaHbI3abl Ke3eH 60aFaHbIH pactanabl. OKbITYLWbINbIK KbI3MET TUIMAI a4iCTEMENiK HEri3aiH,
KaNbINTACyblHA )X8HE OpbIHAAYLbINbIK LWebepikTiH AeHreniH KeTepyre biknan eTTi. ¥bIMAACTbIPYLUbIIbIK,
KOHLLepTTEp, Webepnik CbiHbINTAPbl, apHaMbl 94€6METTiH, KYPaCTbIpblnybl CUSKTbI LWWapanap 6inim
6epy YLepiCiHiH canacbiH apTTbipyFa eneyni acep eTTi. 3epTTeyaiH TaXipubenik MaHbI3bl anblHFaH
KOPbITbIHAbTAPAbI 6iniM 6epy baroapnamManapblH OHTaMIAHAbIPY, 84iCTEMENIK YCbIHbICTAP d3ipey
XKoHe XoFfapbl 6iNikTi MaMaHAapabl Aaspnay YWiH KonaaHyFa, CakcohoH MeKTeBiHIH, TypaKTbl AaMybIH
KaMTaMachbI3 eTyre xaHe Ka3akcTaHaafbl CakcCOhOH M3AEHUETIH HblFAMTyFa MyMKIHAIK 6epesi.

Tyiiin ce30ep: KazakcTaH, CakcopoH, cakcodoHablk 6iniM H6epy, cakcodoH CbiHbIObI, KypMaHFasbl
aTbiHAaFbl Ka3ak, yATTbiK, KOHCEPBATOPUSCHI.

AJoaiiekces ywin: ImaHbaeB, A3amart xaHe [anus berembetoBa. «KypMaHfasbl atbiHAaFbl Kasak yaTTbiK,
KOHCepBaTOPUAChIHbIH, CAKCOMOH CbiHbIObI: TapUXbl XaHe Taxipubeci». Central Asia Journal of Art Studies,
T.10,N2 2,2025,94-112 6.,DO0I: 10.47940/cajas.v10i1.1049

Asmopnap KonxazbaHbIH COHFbI HYCKACbIH OKbIN, MAKY/10a0bl aHe Myodenep Kalillbi/biFbl HOK eKeHiH
Manimoedioi.
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Asamar Uman6aes, N'anus berem6erosa

Kasaxckasi HaloHasbHast KoHcepBatopust uMeHn Kypmaraabl
(Anmatbl, Kazaxcran)

KJIACC CAKCO®OHA KA3AXCKOW HALLMUOHANIbHOM KOHCEPBATOPUU UMEHU
KYPMAHTA3bl: UCTOPUA U MPAKTUKA

AHHOTaums. B cTaTbe NpeacraBneH BCECTOPOHHMI aHanM3 GOPMMUPOBaHMS CakCODOHHOTO 06pa3oBaHms
B KasaxctaHe Ha npumepe Kasaxckoi HaLMOHaNbHOM KOHCEPBATOPUM MMeHM KypMaHrasbl, HaunHas

C OTKPbITUSA cakcohoHHOrOo Kiacca B 1981 roay. MccnenoBaHue oTpaskaeT MCTOPUYECKYIO SBOIOLMIO
MCMOJTHUTENbCKOM M NeAarorMyeckoi NPakTUKM B YCIOBUAX COLMOKYIBTYPHbIX M 06pa3oBaTe/ibHbIX
TpaHchopMaumii. CUCTEMATU3UPOBAHbI K/OYEBbIE 3Tarbl CTAHOBNEHWS CAKCODOHHOM LIKObI,

npoaHanu3vpoBaH BKIAL Beaywux npenogaBartenen B pa3p360TKy MEeTOo40/I0rMYEeCKNUX OCHOB OGyHEHMﬂ.

OCHOBHbIMM 300a4aMU UCCNEA0BAHNUS ABNAIOTCS PEKOHCTPYKLMS MCTOPUM CaKCOhOHHOrO Kacca,
aHanu3 TpaHcdopMaLMM NeaarorMyeckmnx NoaxXon0B U OLEHKA BAUSHUS KyJIbTYPHOTO KOHTEKCTA Ha
pa3BuTUE UCNoNHUTENbCKOro nckycctea. Ocoboe BHMMaHKWe yaeneHo ajantaumMm METOAMK K cneuuduke
Ka3axCTaHCKOWM My3blkanbHOM Tpaamumun. OTMeyeHa ponb SkoBa TkayeHko, Ipuropus lfennepa u Urops
LLlybuHa B cTaHOBNEHMM NpodeccoHanbHoro cakco@oHHoro obpasoBaHus. Memodonoauyeckas
OCHOBA MCCNeN0BaHUS BKJIOYAET UCTOPUYECKUI, CPAaBHUTENbHO-MEAArOrnMYeCckuid, COLMOKYIBTYPHbIN U
Kelc-aHanus, a TakKe UCMoNb30BaHME apXMBHbIX MaTepuanoB, MOHOrpaduit, Hay4HbIX Ny6ANKaLMIA 1
WHTEPBbIO C MpenoaaBaTensiMu, 4To 06ecneymno KOMNAEKCHbINM NOAXOA AN U3yHeHUs NpencTaBNeHHOM
TeMbl. Pe3ysibmamel uccnedo8aHus NOATBEPXKAAIOT, YTO OTKPbITME CaKCOPOHHOTO KAacca CTano 3Ha4YMMbIM
3TanoMm B Pa3BUTUM UCMONHUTENLCKOTO MCKYCCTBA B KasaxcTaHe. [eparornyeckas AestenbHOCTb
cnocobcTBoBana GopMMpoBaHUio 3GHEKTUBHOM METOA0N0rMYECKONM 6a3bl U MNOBbLILEHUID YPOBHS
MCMOHUTENBCKOTO MacTepcTBa. CyLecTBEHHOE 3HAYEHWE UMENW OpPraHM3aLMOHHbIE KOHLEPTbI, MacTep-
K/1acCbl, CO34aHMUE CNeLMan3MpoBaHHOM IUTepaTyphbl, YTO CNOCOHCTBOBANO NMOBbILLEHMUIO Ka4yecTBa
obpazoBaTenbHOro npotecca. lNpakTmyeckas 3Ha4MMOCTb paboTbl 3aK/IK04YAETCS B MPUMEHUMOCTU
MoJyYeHHbIX BbIBOLOB 415 ONTMMM3aLMKM 06pa3oBaTenbHbIX MPOrpaMMm, pa3paboTku METOLNYECKMX
peKkoMeHAALMI U MOATOTOBKM KBaNU@ULMPOBAHHbIX CNELUanmcToB, obecneynBas ycTolyMBoe pasBuTtme
CaKCOhOHHOW LUKOJbI U YKpenieHne CakcohOHHOM KynbTypbl B KasaxcTaHe.

Knioyeswie cnosa: KasaxcraH, cakcodoH, cakcodoHHoe 06pa3oBaHme, knacc cakcopoHa, Kasaxckas
HaLMOHanbHas KoHcepBaTopus MeHn KypmaHrasbi.

Ana yumuposarus: ImaHbaes, Azamat v [anua berembeToBa. «Knacc cakcodoHa Kasaxckoi
HaLMOHaNbHOW KOHCcepBaTopuM MMeHW KypMaHrasbl: uctopus u npaktukax. Central Asia Journal of Art
Studies, T.10, N2 2,2025, c. 94-112,DOI: 10.47940/cajas.v10i1.1049

Asmopel npoyumanu u 0006puU OKOHYAMEbHLIL 8APUAHM pyKonucu U 3as68A50m 06 omcymcmeuu
KOHGIUKMa UHMepecos.
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