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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 revea s 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 formsbut also create origina worksthat integrate new trends with folk traditions and folklore.
This synthesisis grounded in ethnic and religious worldviews, spiritual values, and historical heritage.
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Problem Satement 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 cultura 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 individudly
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 nationa revival. During this period, the
country's culture was vividly represented through folk art, performance traditions, a school of composition, and
awell-developed theatrical, concert, and educationa infrastructure [7].

At the Turn of the 20 th-21 & 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 Kazakhgtani artistic groups and performers.

The Research Methodology relies on a synthesis of scientific methods: source studies, cultura
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 professiona music culture, played a significant rolein 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
professiona art. The specifics of the nationa style and contemporary concepts in the symphonic genre of
Kazakh music in the 20 th-21 & centuries attracted the attention of researchers Kdyrova I. O. and
Myroshnychenko O. M. [7]. Polystylistic Trendsin 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 Kazakhstan»
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
dements. The versatility of modern Kazakh pop music and its integration with various musical genres is
revealed in the work of Kdyroval. 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 Sudy. 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 nationa 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 nationa
heritage, and merge these with the latest technical means of expression and innovative compositiona forms.

In the second half of the 20 th century, Kazakhstan's music scene underwent dynamic devel opment,
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
eements were vividly expressed in Ukrainian, Latvian, Estonian, and Belarusian rock music. In Central
Asia, the rock movement developed more dowly, 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].

Musica groups that synthesized elements of jazz, rock, and pop music played a crucia 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 alowed 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 rocky»
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 reviva 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 eements, 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 compositiona principles and folk melodies and rhythms. This concept
goes beyond traditional jazz. Although musical experiments are not always perceived as «classica» jazz,
they have gained special significancein 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 idealy 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 cultura influences of Western Europe and the English-speaking world. This style
can be viewed as «loca music from outside» or «someone else’s local musicy», as it reflects the cultura
characteristics of peoples living beyond the Western musical sphere.

In Kazakhstan, one of the pioneersin 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: ¥nyray) 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 Bisengaiev 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 moatifs, imparting a distinctive
national flavor to his work. Virtuosic technical techniques, characteristic of Eastern music, expand the musica
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 musicd 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 Kazakhgtan in the late 20 th and early 21 & 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 eements of jazz, soul, and funk, creating a degp and atmospheric
sound. Their music is characterized by melody, emotional expressveness, and skillful use of ingruments,
particularly keyboards and guitars. The band aso adds ethnic touches that highlight its Kazakh roots. «A-Studio’s»
compositions feature modern arrangements with asubtle 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 hitslike «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 mel odic 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-Studioy» 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, aswell 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 & century can be considered a golden period for Kazaekhstani musical art.
This time was marked by intensive cregtive exploration, integrating national musicd 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 motifswith classical, jazz, and e ectronic styles.

The symphonic art of this period developed actively through innovative approaches that revealed nationa
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 dructure of symphonic works. Compositions such as «Concertino for Kobyz and Organ» by
K. Shildebayev and the poem for kobyz and chamber orchestra «Dda Dastan» by Y. Ussenov demonstrated new
possihilities within the symphonic genre, where ethnic € ements harmonioudy 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 «Ulytaux», 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 voca technique, pop, and ethnic compositions in origina
arrangements. His work has become a halmark of modern Kazakh pop music, integrating national melodies
and timbresinto 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 creste 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 hiswork, Rakhat-Bi Abdyssagin seeks to expand the boundaries of traditional Kazakh music. Hisinnovative
ideas are embodied in the «Kazakh Rhapsody» for piano and orchestra. The rhgpsodic form provides the composer
with gpace to express traditional Kazakh melodies and rhythms in synthess with jazz eements. syncopated rhythm,
improvisationa qudity, 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 orchestra colors, dtered chords to create a tense sound, a fast tempo, polyrhythms, and virtuoso wave-like
passages in the gtrings 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 Rhapsodyy is full of energy and dynamiam,
with the orchestration conveying the heroism and pathos characteristic of Kazakh nationd 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 «Bruce» took place,
performed simultaneoudly 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
national culture within anew global context [12; 47-52].
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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 aso 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.
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TPAHC®OPMAIIII HAIIIOHAJIbHOI'O CTUJIIO B MY3HUIII KASAXCTAHY: BIJI TPAJTALIN 1O
CYYACHOCTI

Inemr Knuposa — 3acity>xeHa apTUCTKa Y KpaiHy, KaHAWAAT MUCTELITBO3HABCTBA, JOLEHT
kadenpu «Mysmare muctenTBo ectpaamy KB30 KOP «Axanemis muctents iMm. I1. Uyburcskoroy, Kuis, Ykpaina
Oubra JlxxyanieBa — 3acimykeHUH it KyJIbTypH peciy0Oiiku KazaxcraH, noneHT,
3aBigyBadka kadenpu « MUCTeUTBO ecTpaam», Kazaxcbkuil HalliOHATBHIUIA YHIBEPCUTET MUCTENTB, ActaHa, PK
Ouaexcanap MUpOIIHNYEHKO — CTapIIMK BUKJIagad Kadeapy MUCTENTBa eCTpaIH,
Kazaxcpkuii HallioHAJILHUN YHIBEPCUTET MUCTEUTB, AcTaHa, pecityOiika Kazaxcran
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AHai3yI0ThCS Tpoliecu Tpanchopmairii My3uaHoro Muctenrsa Kazaxcrany B KOHTEKCTI 3MiH, IO BigOyIHCcs HA
Mexi XX-XXI cr. Mema pocmimkeHHS — BHSBUTH CIENU(IKy HAMIOHAJHHOTO CTHIIIO Ta >AHPOBOI CHCTEMH
Ka3aXxCTaHCHKOI MY3HWKH, a TaKOX IOCTIAWTH IHTETpaIliio 3axiJHUX eIIEMEHTIB Yy TpamulliiHi GOopMH MY3WIHOTO
muctenTBa Kasaxcrany. Memoodonocis BOCHIIKEHHS CIIUPAETHCS Ha CHHTE3 DPKEPETIO3HABUOTO, KYJIBTYpPOJIOTIYHOTO,
MHCTELITBO3HABYOTO, AHATITUYHOIO Ta ECTETHYHOTO METOXIB, IO 3a0e3NedyloTh KOMIUICKCHHH OMIIAA IpeaMeTra
TOCITIIDKEHHS Ta CUCTEMAaTH3Alll0 3HAHD.

Pesynomamu NOCTIPKEHHST CBIUaTh, 0 Ka3aXCTAHChKI KOMIIO3UTOPH Ta BHKOHABIIl HE JIMIIE TEPEOCMHCIIOIOTH
KnacuuHi (OpMH, ane i CTBOPIOIOTh OpPUTiHAJIBHI TBOPH, IIO IHTEIPYIOTh Cy4acHI TEHIEHLII y HAUIOHANBHI JKaHPU
MY3HYHOTO MHCTelTBa. Takuii CHHTE3 IPYHTYEThCS HA €THIYHMX 1 PEJIriHHMX CBITOIVIIAX, QyXOBHUX LIHHOCTSX, Oaratii
KyJIbTYpHIi# criaquyHi. Hosusna docniodcents ONSTae 'y perpe3eHTanii TBOpiB, SKi JEMOHCTPYIOTh IHHOBALHHI MiIXOAU J10
My3u4HOI TBop4ocTi B Kazaxcrani. ETHiuHI ¥ cydacHi eneMeHTH, 00’€/IHaHI HA OCHOBI JyXOBHHUX 1 KYJIbTYpPHHUX IIIHHOCTEH,
(hopMyIOTh HOBH THIT My3UYHOTO MHCTEITBA. Y TaKHi CIIOCiO MUCTEUTBO BimoOpakae HAIliOHATBHY iIEHTHYHICTD 1 CIIpHsIE
MDKKYJIETYpHOMY mianory MK Cxomom i 3aX0omoM Yy CBITOBOMY KYJIBTYpPHOMY HpOCTOpi. Ilepcnexmusu nodanbudux
docnidoceny CTUPSIMOBaHI Ha TOJANBINE BHUBUCHHS Ka3aXCTAHCBKOTO MY3WYHOTO MUCTEUTBA Y MDKIUCIHILTIHAPHOMY
KOHTEKCTI JUIS TIONITyKY HOBHUX ()OPM CHHTE3y BOKAIBHHX, ayHiOBi3yalbHHX, HU(PPOBHX E€IEMEHTIB, 3[IaTHUX PO3MIAPUTH
MEX1 TBOPYOCTI 1 KOHIIEPTHOI IPAKTUKH Ta 30eperTH KyIbTYPHY iICHTHIHICTh B YMOBAX TI100aTi3a1lii.

Kniouosi crosa: kazaxcbka KynbTypa, HAIlilOHANBHI TpPaAMIlii, €THIYHE MHCTEITBO, E€THO-IDKa3, (OIK-POK,
ecTpajJiHe MUCTETBO, CUM(OHIYHA MYy3HKa.

Hapiiimma mo pemakmii 13.11.2024 p.
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Anna JIsyeHKo — KaHIUIAT IeJaroriyHuX HayK, JOICHT,

JIOLEHT KaeApH NPOMHUCIIOBOTO AN3aifHy 1 KOMI IOTEPHHUX TE€XHOJOTIH,
JekaH (akyJIbTeTy AEKOPaTUBHO NMPHUKIAJHOTO MUCTEITBA

KuiBcbka peprkaBHa akageMist IEKOPaTHBHO-TPUKIIATHOTO MUCTELTBA

i nu3aiiny iM. M. Boituyka, Kuis
https://doi.org/10.35619/ucpmk.vi49.846

pani.alla0107@gmail.com

Bucsitineno TBopunii BHecok Jlrogmumn JKoroib y BIpOBapKEHHS HAIliOHATBHUX MOTHBIB Y JTU3aifH iHTEp'epiB.
AKIIGHTOBaHO Ha XapaKTepPHHX pucax II CTWIIO Ta OCOOJMBOCTSIX BHUKOPHCTAHHS €JEMEHTIB HAapOIHOI KyJbTYpH;
JIOCII/DKEHO TBOPYMH MUISIX XYAOXHUI, il 3HAYYIIUI BHECOK y PO3BUTOK MHCTELTBA Ta U3aiiHy Ykpainu. Big3naueHo,
mo JI. XKoromb crana SICKpaBUM IPEACTABHUKOM CYYacHOTO YKpaiHCBKOTO JIM3aifHy, aKIEHTYIOUM Ha 3Ha4MMOCTI
HalllOHAJTPHUX TPAIMIIH y cydacHoMy MmucTenrsi, [1Ikona ykpaiHChKOro An3aiiHy sBjs€ COOOK yHIKalIbHE MOETHAHHS
ICTOPUYHOI XYZO0XXHBOI CHAAIIMHKA Ta IHHOBALIHMX MiAXOMAIB Cy4aCHMX MMTIIB, K Iie BigoOpaxxeHo y TBopuocTi JI.
JKoromb. i roGeneHu BifKpWBalOTH Tepen TUAjadeM 3a4apoBaHUil CBIT (aHTasiil, HacuueHHil K (DOIBKIOPHUMH
MOTHMBaMH, TaK i TapMOHIHHMMH XyIOXHIMH oOpa3amu. BusHauyeHO, 110 TBOpM MaiCTpUHI JAEMOHCTPYIOTH TJIMOOKHMH
TaJlaHT, 3HAHHS, BIIUYTTS CTWIIIO 1 371aTHICTh IO CHHTE3Y HalliOHAJIBHOTO CIAJKy Ta 3arajJbHOJIOJCEKUX [IHHOCTEH y CBOIX
CIOKETHHMX 1 JIeKOpaTHBHHX roOeyieHax. BoHM cydacHI 3a CBO€I0 HaTypolo, ajieé BOJHOYAC HEPO3PUBHO MOB’s3aHi 3
TPaULisIMHA SIK IEKOPAaTUBHOTO, TaK | MOHYMEHTAIFHOTO MHUCTEITBA, 10 BTUTIOIOTECS B )KHUTTEBOMY iHTEp €pi. [ 0110BHOIO
0COOMNMBICTIO iX 3aCTOCYBAHHS € X 3JATHICTh MPHKPAIIATH T'POMAICHKI MPOCTOPH, BUKOHYIOUH €CTETHYHY Ta BUXOBHY
pouti. ['oGeneH, K BaXJIMBHI €lEeMEHT MOHYMEHTaJbHO-JIEKOPATHBHOTO MHCTENTBA, BHMaraB OCBDKEHHS Y TBOPUOMY
BUCJIOBI, HOBOi MOBH Ta MEPEOCMHUCIICHHA. BusHadyeHo, 1o intep’epui rodemeru JI. JXKoroms y crum «MoH(IOp»
BIIMOBIAJTH CYYaCHUM CCTCTUYHUM 3aluTaM, 3a0e3MeuyoYr TapMOHII0 3 CYYaCHUMH BITIYTTSMH 1 BiIMOBJISIFOYKCH BiJl
CTPOrOro COLIANICTUYHOTO KOHTEKCTy. ['00eneHr MHUCTKHHI € BioOpakeHHsM ii QyIIEBHUX MOIIYKiB, HIMPOCEPIHOT
JF06OBI 10 TIPUPO/IH Ta Ti IIMOOKOTO PO3YMiHHSA Kpack OTOUYYIOHOro CBiTy. Ii TROpM HIOM BUpBANUCS 3 YaCy Ta iCTOPHUHMX
oOctaBuH. YapiBHUI CBIT KBITKOBHX ToOeyieHIB BimkpmBae mipuky npupomau. Kpise cBoi tBopm JI. Korome mepemae
0araTcTBO Ta MIEAPICTh YKPATHCHKOI PUPOIH, BiTOOpaKarour CBOIO Oe3MEXHY MPUCTPACTH JI0 PiTHOT 3€MITI.

Kniouosi cnosa: naponunit xynoxxuHuk Ykpainu Jlogmuna Koross, ykpaiHChKE MHCTENTBO, HaIllOHAJILHUH
JTU3aifH, XyI0XKHIN TEKCTUIb, TOOCIICHH, KUTTEBUH IHTEP’ €p.

Bupatna ocobucricts Jlrommunmu €preniBau JKoronb, HapoJHOTO XyAOXKHUKA YKpaiHH, akaaemika
VYkpaincekoi akanemii apxitekrypu (1930-2015 pp.), ycmimmo o0’emHyBaja B cO0i poiib TaJaHOBHUTOTO
XyJO’KHHUKA, YTIPABITHIIS Ta JOCIITHUKA. [i BHECOK JI0 PO3BHTY YKPaiHCHKOIO MMCTEITBA Bi3HAYEHO 30J0THMH
psiakamu icropii. Jlrommina €BreHiBHa cralia MOHEPOM y BIIPOBaKEHHI TOOENIeHy Ta JIEKOPATHBHUX TKAHWH Y
nyOnivHi iHTEep’€pu, AONAIOYM iM OCOOJMBOIO HALIOHAIBHOTO IIapMy. Posmismaroun Au3aiiH sIK iHCTPYMEHT
KyJBTYPHOTO BIDIMBY Ha CYCIUIHCTBO, BKIIMBO 3BEPHYTHCS JIO iCTOpil HAI[iOHABHOTO JHM3aiHY, aHAII3YI0uH
HOT0 Y KOHTEKCTI Cy4aCHHUX KYJIbTYPHUX TPEHIIIB Ta HOTO MICIISl B OCBITHROMY ITPOIIECI.
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