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AHOTANIA

Hoaiwyx A. B.HeomidosioriaMm y >KUBOMHCHIH TBOPUYOCTI BUIYCKHUKIB
HAOMA y 1980-1990-x pokax. — Kpamidikaiiiina HaykoBa mpaus Ha MmpaBax
PYKOIIHUCY.

Hucepranis Ha 3000yTTsa crynenst qokropa durocodii 3a cnemiaasHicTIO 023
— O06pa30TBOpPUE MUCTELITBO, NEKOPATHBHE MUCTELTBO, pecTaBpailia. HarionansHa
akazmeMiss 00pa30TBOPUOro MUCTENTBA 1 apxiTekTypH. Kuis, 2023,

JucepTanis € KOMIUIEKCHUM JOCHII)KEHHIM TEeMH HeoMi(pOJIori3My B
JKUBOMTUCHIH TBOPYOCT! KHIBCBKMX XYAOKHHUKIB KIHLIA XX CTOMITTS, Y SKOMY
OKPECIIOIOTHCA TEHAEHINT (hOPMYBaHHS HOBUX 3MICTOBUX Ta Bi3yaJibHUX MI(DIB Ta
iX BMBY Ha camoligenTtudikaiio ykpaidiie. Came B 1980—-1990-x pokax obpasu
Ta CHMBOJIH, 5Kl BHSBJISKOTBCS CYFOJIOCHHMH CYCIHUIBHOMY 3aluTy, BYaCHO
BTUTIOIOTBCSL Y KHBOIMCHUX TBOpax Ta HadyBawTe ocobmmBoi Baru. Crami
Bi3yalbHl o00pasu CTaroTh MiIQoJoreMaMd Ta KOMIIOHEHTAMH 3arajbHOTO
HAaIIOHAJLHOTO Mi(y, Ha SKOMY 0a3yeThbCs MOHATTS KYJIBTYPHOI 1IEHTHUHOCTI.
Taxkum unHOM MHUTII Oe3mOcepeIHO BILTMBAIOTH HA (DOPMYBaHHSA HOBHX MI(IB 1
BEKTOP iX reHe3UCy B HACTYMHUX JECATUIIITTAX.

MeTor0 aucepramiiinoi poOOTH € BHBUEHHSI CIOXKETIB, TeM, 00pasiB 1
CHMBOJIIB y JKHBONHCI BHUIYCKHUKIB HamioHanmeHOi akagemii oOpa3oTBOPUOro
MHUCTELTBA Ta apxITeKTypu, sikl Oynu creopeHi y 1980-1990-x pokax Ta cramu
YACTHHOK HAIIOHAJIBHOTO My, TOOTO yCTaNMMIHCAd B KYJbTYPHO-MUCTELBKOMY
TIPOCTOP1 Ta 3UUTYIOTHCS SIK THTOMO YKPAiHCBKI,

HayxoBe 3aBmanHs gucepTamiiinoi poOOTH mojsArae B CUCTEMaTH3aIlli Ta
TUOAOrl o0pasiB 1 CHUMBOMIB Y TBOpPaxX KHIBCBKHX S>KHBOMHUCIIB KIHIE XX
CTOJIITTS PI3HUX HAMPSMIB, aHa131 KJIHOYOBHUX JKEPEN, 10 AKX 3BEPTAIMCs MHUTII
npu (GOpPMYBaHHI HOBOI YKpaiHCbKOI OOPa3HO-TIACTHYHOI MOBH; OIIHI[I PO
HALIOHAJIBHOI KYJBTYPHOI ciaauHu y GopMyBaHH1 HEOMI(OIOri3My HAMIPUKIHLII
XX CT.; XapaKTepUCTULI 1ICTOPUYHOTO KOHTEKCTY PO3BHTKY KHIBCBKOTO SKHBOITHCY
3a3HAYEHOTO IepIOAy, BH3HAUCHHI AOMIHYIOUHX TEeM, CIOKETIB Ta 00pasiB, sKi
IHTEPOPETYBAIUCA K HAI[IOHAJBHI, BHUSBJIEHHI 3HAUUMOCTI CAKpPaJIbHOTO
MUCTEIITBA Ta WOr0 BIJIMBY Ha >KUBOMUC, (OPMYIIOBAHHI TEMATHUYHUX

BIZIMIHHOCTEH y JKUBOIUCI PI3HUX YKAHPIB.



O0’exkT pociigskenHsi— HEOMI(ONOri3M Y  KHUBOMHCI  BUIYCKHUKIB
HarionaneHoi akamemMii 0Opa3oTBOpUOro MUCTENTRA 1 apxITekTypH y 1980—1990-x
pokax.

Ipeamer gociigskeHHsI— TeMHU, 00pasH, CIOKETH T4 CHMBOJIH y JKHBOIIHCI,
Kl MarOThb SCKPaBl HAIIOHAJIBHI O3HAKA ab0 I1HTYITHBHO CHPHAMAKOTBCS SK
HaI[IOHAJIbHI M1(pOJIOreMH.

Ornsn HayKOBUU Tmpallb, MPUCBIYEHHX TEM1 JIUCEpTallli, 371HCHEHO 3a
HACTYIMHHUM MPUHIUIIOM. TEKCTH, MOB’53aH1 3 TEOPETUUYHUMHU KOHIEMIIAMH M1y
(E. Kaccipep, M. Emmane, K. JleriCtpocc, b. Manunoecekuii, P. Bbapr,
Jx. [Tk, @peiizep, Tx. Kemnbemn, IT. T'uuten); midy sx 00’ eaHyOUOMY HOHSITTIO,
Ie CTHKAKTBC (PuIocodist, MCUXOJIOTIS, KyJbTYPOJOris Ta MHCTELTBO3HABCTBO
(B. I'opceknii, 1. I'pabosceeka, O. Iletpora, O. Bauecnasosa, O. JIo3oBa); cuMBoOITy
AK CKJanoBlil Midy Ta CHOMy4YHIA JAHII MDK KyJIbTYPHOIO MaM ATTIO Ta
cydacHicTio (M. Cemisauos, B. Cuikko 1 JI. Otpowko, O. ®enopyx, M. IOp,
JI. Cmupna, O. Cunop-I'ibenunnaa), mipam sk peTpaHcasTOpaM ICTOPHYHOI MaM AT1
Ta KyJbTYPHOIO KOJy Ta eTHOKYJIbTYpl y mucrentsi (B. Jluukorax, 1. I'paboBchka,
O. Ilpiuak, I'. Ckpunuuk, M. Kucenvor, f. I'puuax), HaumioHambHuM Midam y
mucreutsl  (A. Jloxkkina, O. Ilerposa, O. bapumuora, I .Ckisapenko, O.
Appamenko, I'. Bumecnaecekuii, B. Cumopenko, O. ConosiioB, O. TapaceHko,
A. Tapacenko).

Buznaueno, mo nutaHHK HEeOMI(ONOrI3MY Ta 3B S3KaM HAIIOHATBHUX
Mi(iB 13 MHUCTEITBOM MPUCBIYEHO YMMAJIO Mpallb, MPOTE CTYIIHb BHBUEHOCTI
MUTAaHHA B YKPaiHCBKOMY MHCTEI[TBO3HABCTBI 3QJIUINAETHECA HEBUYEPIHUM.
Tematka He poO3IIAATACT KOMIUIEKCHO, 13 3ay4eHHSIM HAyKOBHX PO3BIOOK
CYMDKHHX AHMCLUMILIIH. 3aCTOCYBAaHHS MIKIally3eéBOr0 Ta KOHTEKCTYAIBHOIO
METOAIB JOCTKEHHS MPOSBIJIO MEPCHEKTUBHICTE MOCTIMKEHHS Ta HOBI
MOTEHIIIIHI BEKTOPH, aipke KyIbTypHI Mipu Ta HamioHanapHI MidojoreMH B
MHUCTELTBl 3HAXOAATHCS HA MEPETHHI TAaKUX rajysed, k-0t (Quiocodid,
KyJBTYPOJIOris, 0Opa30TBOpYE MHCTEITBO, MHCTELTBO3HABCTBO, COIIIOJIOrIS,
MCHXOJIOT1s, & TAKOXK HOBHX rajy3e, sik peKjama Ta JAu3aiH.

IToenomacintabue BTOoprHeHHs1 24 moToro 2023 akTyanidyBajo MHTAHHS
YKpaiHCBKOI 1JEHTHYHOCTI, aKe L€ T, 10 MNpParHe B3HHIIMTH POCIHCBKA
demepallisa, OYLILHHKHA SKOI MPAMO TPO Ie 3aABISAIOTE. BomHouac po3B’sA3aHa
POCI€I0 BIfHA 3aroCTPUJIA Ta BUCYHYJIA HA TEePeaHIN TUIAH MATAHHS HALIOHAJBHAX
M1(1B 3arajgoM,ajpKe 32 OCTAHHI MIBTOPA POKH CTAJIO OYCBHIHUM, SIKA MOXKE OyTH
BIICTAHb MDK JEKJIAPOBAHMMH MipaMu Ta PEAJBLHICTIO 1, MOMPHU Ie, fKa CHJa
BILUIUBY MI(Dy HaA CBIIOMICTh HOro HOCIB. Bmiue HamioHagsHOTO MIiy Ha
camolieHTH(PIKAIIO €THOCY TPHUBAIHK Yac 3aJIHIIABCI HEIOOI[IHEHHM, SK 1 POJIb



Cy4YacCHOI KyJbTYPH,IIPOTE caMOIAeHTH(]IKALIA €THOCY CIIHPAETECA HA BiaacH1 Miu
OubIIe, HIK HA 1ICTOPUYHI (DaKTH.

AKTyani3yrOTk T€MY 1 HOBITHI HAYKOBI PO3BIAKH, 3A1HCHEH] 33 CYMIKHUMH
TeMaMH, a TaKOK IOOCTATHS YACOBA MHUCTAHLISI, KA JO3BOJIE MPOCTIAKYBATH
TeHEe3HUC KITIOYOBHX 00pa3iB 1 CHMBOJIIB Ta A€ MOKIIHBICTh BH3HAYHTH, Kl 3 HHUX
IHTErPYBAJIUCA B HAILIOHAJIBHY KYJBTYPY U YBIHIIJIH A0 CYYAaCHOIO YKPaiHCBKOTO
M1y, a sik1 OyJiu JTHIIIE THMYACOBUM SIBHITIEM.

VY nmcepraiii BU3HAYEHO OCHOBHI TEMH, CHMBOJIM, CIOKETH Ta O0pasH, 10
SKHX 3BEPTAMCI KUIBChKI XyTOKHHKK Ha nmo4yatky HeszasaekHOCTI, npalioym Hal
HallOHATBHUMH Temamu. Lle y CBOK yepry BHSBWJIO HE JIMIIE ICTHHHI MATEPHH
HALIOHAJIBHOI KYJBTYPH, & TAaKOXK MPOSBHIIO HAB 3aHI PAOSIHCBKHUM MHHYJIHNM
CTepeOTHNH, AK€ B PAHHIX TBOPAX KHIBCBKUX MHTLIB IIPOSBHIIUCS BCl
OOMEKeHHSI Ta TPaBMH, SIKMX JECATHIITTSIMHU 3a3HaBaJia YKpaiHchka KynbpTypa. 1s
npodiieMa OCOOMBO TOCTPO TOPKHYNACS CAME CTOJMMYHMX MHTIIB, OCKUIBKH 3a
pPaisHCbKOI J00M KHSHU MOTEPHaid Bl KOPCTKOrO KOHTPOJIO HAI[OHAIBHUX
MpOSIBIB Y MHCTEITBI, KOTPl BBaXKAJIUCHd MNPUHHATHUMU JIMIIIE Ha pPIBHI
erHorpadiunocti. Came OTpUMAaHHS CBOOOAH BHPAKEHHS T'OCTPO MIAKPECIUIIO
npoOieMy XHOHOrO YSBJIEHHS MPO YKPAIHCBKY KYJIBTYPY, & TAKOXK PO3OLKHICTH
MUK CHPSMYBAHHSIM TBOPYHX MOIIYKIB XYIOKHHKIB KAHPOBOTO JKHBOMHCY Ta
npuxuibHUKaMu adbcTpaktHoro. Buznaueno, mo 1980-x pokax 3’gBisieTbes U
(IKCY€ETBCS BCYYACHOMY MHUCTELTBI 3eMJid SK OaraTO3HAYHWHA YHIBEPCATbHHMA
CHMBOJI, IO SIKOTO 3BEPTAIOTHCA 3aJI HACHUYEHHSI 3MICTY TBOPY Ta MIAKPECIEHHS
TEMH HallOHAJIBHOI KYJbTYPH, KyJIbTYPHOI MaM’ ST, HAIIIOHAILHUX apXETHUIIIB,

CxapakTepu30BaHO THIOJOTIKD IPOBIOHHUX KIHOYMX O0pasiB, KOTPl
CIPUNMAKOTECSA YKPATHCBKHM €THOCOM SIK HALIIOHAJIBHI CHMBOJIH W TEeTep HaJIeKATh
0 KyJapTypHOro koxy Hamii. Ilonpu te, mo cami obpas3m 3ycTpidanucs il paHime,
came B 1990-x pokax chopmyBangocs cakpajdbHE UIS YKPaiHCBKOI KYJIBTYpH
3HaueHHs. [IpoTaroM mepuIoro AECSTHIITTS 3aKPIMUINCA B KYJIbTYPHO-
MHUCTEILKOMY JTUCKYpCl 00pasu, skl MOXOMAATh 13 PI3HUX CEPEIOBUIIL PENITTHHOIrO,
ICTOPHYHOTO, JIITepaTypHOro ta ¢oaskyioproro. Ciif yTOUHUTH, 10 MEBHUH 4Yac
11 o0pa3u 4acoM MOJABAJMCH uepe3 MPU3My pajsiHChbKoi BaThKIBIIMHH-MATEPI,
IHOAl HAKJIAAalOuMCh HAa KOHIENT «COQIHHOCTIY, a y MOeAKHX BHIAIKaX
migMmiasoun foro. Ilopyu 13 bepermneto ta KoG3aperorw Katepunoro, mi skiHOUI
o0pasn MOMepeMIHHO 3IMBAKOTHCSI a0 K MPOSBISIIOTHCA OKpemo. OtpuMmani
PEe3yNbTaTH OOCHIKEHHS MIATBEPUKYIOTh Te3y MNpo (PeMIHHY OpPIEHTOBAHICTEH
YKpaiHCbKOI KyNbTYpH, ajykKe JeTajisailiss Ta (QYHKIIS TUHAXKIB IKIHOUMX
MePEBAKAIOTH HAJl YOJIOBIUUMH.

BusHaueH! rojioBHI JpKepera, 10 SKHX 3BEPTAIMCS XYJAOKHUKH 3aJIsd
dbopMyBaHHS HOBOI OOpA3HO-IIACTHYHOI MOBH. Y MPAarHeHH! MNOBEPHYTH B



MUCTEIbKUN JUCKYPC BJACHY ICTOPIKO Ta KYJbBTYPY XYJIOKHHKH >KAHPOBOTO
JKUBOIUCY BIABAJIKMCS 1O MEPEOCMHCIEHHs TeM 1 (hOPMAaIbHUX O3HAK MOIMepeaHiX
enox (0coOIMBO aBaHrapay, YKpaiHCbKOro 0apoKo, JABHBEOPYCBKOTO MHCTELTBA
moou Kuiecekoi Pycl Ta TpHOUIBCBKMX OpHAMEHTIB) 1 HAPOMHOTO MHCTEITBA
(mepemyciMaIeKOPaTHBHO-YKHTKOBOTO, OCOOJIMBO BUINUBKY, TKALITBA, JIO3OILICTIHS
Ta roHuyapcTBa). Lle cTocyBanocs Sk TeM 1 CKOKeTIB (TepoiB Ta MEPCOHAXKIB), TaK 1
OPHAMEHTIB, CHMBOJIB Ta KOJBOPIB. MHUTII OJHOYACHO BHBYAJM HE3HAHE
MUCTEITBO MHHYJIOTO 1 TBOPUJIM OOPA3HO-TIJIACTUYHY MOBY HOBOIO MUCTEI[TBA Y
CBIJIOMOMY IMIparHeHH1 OO0 €IHATH MHHYJI€ 13 CYy4YacCHICTIO. 3ajlydyeHHS s
Cy4acHUX poOIT MUCTELBKNX 3000YTKIB MONEPENHIX emnoX, sikl CIPUHUMAKOTBCS 5K
MPOSIBH HALIOHAJIBHOI KYJBTYPH, He JHile 30arauyBajio TEMAaTHYHO Ta OOpa3HO-
TJIACTHYHY MOBY JKHBOIHCHHX TBOPIB, & W CIIPUAJIO YTBEPIKEHHIO B KYJIBTYPHIN
TJIOIIAH] HOBUX MI(iB, KOTP1 OYJIH MOKJIMKAHI 3aMICTHTH PaASHCBHKI,

BCTaHOBIEHO pOJIb CAKPAILHOTO MHCTEITBA Ta OKPEMHUX CIOXKETIB ¥
(hopMyBaHHI KHIBCBKOTO >KHBOMHCY HAMPHKIHII XX CTOJITTA Ta 3HAYMMICTD
MalCTepHI CcakpajJbHOro skuBonucy mia  KepiaunTeoM M. A, CroposkeHka.
CakpanbHICTh 3arajoM BJIACTHBA YKPAIHCBKIH KyJBTYpl H IPUMYCOBE BIIJyUEHHs
Bl XpaMy 301OHHJIO W CHPOCTHJIO HALIOHAJBHE MHCTEHTBO. HaroyomeHo Ha
TIOJIICEMAHTHYHOCT! JKHBOMHCY 13 CAKpaJbHUMH MOTHBAMH, aJKE IOBEPHEHHS B
JKUBOMTUCHY MIPAKTHKY XPUCTUSHCBKUX CKOKETIB Ta 00pa3iB 4aCTO MOEAHYBANIOCH 31
CXITHUMH AYXOBHUMH MPAKTHKAMH (OCOONMBO OYIH3MOM), HOTOI0, MEIUTALIELO,
a TAKOK TAKMMH SBHIAMH, SK AacCTPOJIOTIED, 30I1aKalbHOK CHCTEMOIO Ta
BOPOKIHHAM. TSKIHHS YKPAiHCBKOI KyJbTYpd JO cakpajizaimli mo0yTOBUX
JKUTTEBUX LUKJIIB MOTEPNANa yepe3 BIAVIYUYSHHS BIA PENIrHOrO KyJbTy, TOXK 3a
MepLIoi  MOKJIMBOCTI BAaKyyM CTPIMKO 3aMOBHHBCS, CTBOPIOKOYH HOBI Ta
HecmoaiBaHl moeaHanus. [lepenseTiHHs eTHOKYIBTYPHUX KOOIB 13 CaKpasIi3alli€io
JKUTTS BIIOWIIOCS YV MPENCTABHUKIB PI3HUX CTHIBOBHX 1 CTHJIICTHYHUX HATMPSAMIB,

OOrpyHTOBaHO TPOBIJHY POJb OKPEMHUX CHMBOJIB SK KYJbTYPHHX KOJIIB
eTHOCY (3emMJisi, TPYHT, IJIMHA, KOJIECO, JIM, MaTH, KO3aK, KiHb, JIEPEBO, CTel,
TPUMLILCHKUH OpHAMEHT), K1 (DOpMYIOTh HallloHanbHY Midosorio. [lepeHecenus
MUTLIMH ~TaKHX CHMBOJIIB B IHIIMX 4YaCOOPOCTIp HAJA€ HAI[IOHAIBHOTO
3a0apBJCHHSM HABITH HEHTPAJbHUM NeizakaMm uu abctpakTtHHM podortam. L
CHMBOJIH OCOOJIIBO SICKPABO MPOSBHIINACA Y 3pa3kax He(IrypaTHBHOT'O JKHBOITHCY,
Ha MEXKI MUK YMOBHICTIO opmu 1 abcTpakiiero. B okpeMux Takumx TBOpax, sKi
chopMyBaKCsa Ha MBIUIAXY Bl HApPaTHBY A0 a0cTpakiii, 30epekeH] eJIeMeHTH
HaOyJIH 3HAYMMOCTI CUMBOJIIB (CAMOTHS XaTa B CTEMY, KIHb 3 OMYIIEHO rOJIOBOIO,
MaJIFOHOK TJIMHUCTOrO IPYHTY ab0 TpaHC(HOPMOBAHUN TPHUIILCHKUH OpHAMEHT).
Came mpencraBHUKH He(ITypaTHBHOIO >KHBOIHCY 3HAYHOI MIPOK 30araTHIH
YKPaiHCbKE MHCTELTBO HOBHMH €THOKYJIbTYPHUMH CHMBOJIAMHU.



JloBezieHO, 110 HAIIOHAJIBHI TPABMH 3aWMarOTh BA)K/IMBE MICIIE B KYJbTypI
YKPaiHCbKOTO €THOCY, a TAaKOXK BILTMHYJIM Ha (popmyBaHHs camoineHTH]ikamii Ta
CTaJId 4aCTHHOK HauloHansHOro midy. Hanpukiami XX CTONITTS y KUBOMHUCHIN
TpakTHIll copmyBaCs 00pasn, SKUMH TOCITYTOBYIOTECS MHUTII, 3BEPTAIOYHCH 1O
OKpEeMHX OpaMaTHYHHAX MOMIH, SKI HAJIEKATH N0 HAI[IOHANBHHUX TPaBM, 30KpeMa
s 300paskenHs ['omogomopy 1932—-1933 pokis.

Bepyuu 10 yBaru, 1o npoBeneHe IOCIIHKEHHS HE BHUEPIYE YCIX MUTAHb,
MOB’SI3aHUX 13 MPOOJIEMATHKOK HEOMI(OJIOri3My B KHIBCBKOMY SKHBOIHUCI,
BU3HAYEHA MEPCNEKTHBA MOAAIBLIIOr0 BUBYEHHS MUTAHHA 1 CYMIKHHMX HAMPSIMIB,
KOTpl 3 'SBHJIMCS SIK TOOIYHWUH pe3yibTaT MOOCHIIKEHHS Ta CIPUSTHMYTh
BHUPILIEHHIO HU3KH 3aBOaHb Y MHCTELITBO3HABCTBI Ta 00PAa30TBOPUYOMY MHCTELITBI.

KoMmmiekcHe mOCTIIKEHHS Ta TEOPETHUHE OCMHCIEHHS HEeOMI(OIOT13MYy B
KUIBCHKOMY SKHBOMHCI CHOPUSJIO BHPIIMIEHHID HAYKOBHX 3aBIAaHb AHCEPTAIlli,
3aCTOCYBaHHS KOMMAPATHBHOTO Ta KOHTEKCTYaJlbHOTO MIAXOMIB Yy Tajaysl
MHUCTEIITBO3HABCTBA, a4 TaKOK 3alydyeHHS MDKrajly3eBUX HAyKOBUX Mpallb
JIO3BOJILJIO BH3HAYHTH ETHOKYJBTYPHI CHMBOJIM, 3 sKuUX (opMyBajocs HOBe
00pa3oTBOpUE MHCTELTBO, HEOMI(OIOri3aMH Ta HOBI BI3yalbHI CHMBOJIH, SKI
3aKPIMNIIKCS B YKPATHCBKIA KyJIBTYPl M CTaJId YACTHHAMH HOBOT'O HALIIOHAIBHOIO
Midy.

KmrouoBi cjioBa:CyyacHHH YKPAIHCBKHUN KUBOIMUC, YKPaiHCbKA KyJIbTYpPa,
CUMBOJI, KHIiBCbKHU JkuBOmUC 1980-1990-x pokiB, YKpaiHCBKHH KUBOIUC,
HeoM1(DoJIOTI3M Y KUBOMUCI, obpasoTBopue muctentBo Kuepa kinms XX cr,
cakpaJjibHl MOTHMBH B KMBOIMHKCI, HOBI M1(bU Cy4acCHOTr0 00pa30oTBOPUYOro MUCTEITBA,
HaLIOHAJbHA KYJbTypa B aOCTPAKTHOMY >KHBOMHUCI, YKPAaiHCBKI KYJBTYPHI KOIH.



ABSTRACT

A.V. Polishchuk. Neomythologism n the artistic work of NAFAA graduates in
the 1980s-1990s. — Qualifying research paper printed as manuscript.

Thesis for the degree of Doctor of Philosophy in the specialty 023 — Fine Arts,
Decorative Arts, Restoration. National Academy of Fine Arts and Architecture. Kyiv,
2021.

The relevance of the research topic is due to the need to analyze and
systematize artistic imagery based on art methods and with the involvement of related
disciplines: philosophy, history, cultural studies, which contribute to the
comprehensive study of neomythologism in the paintings of Kyiv artists of the late
20th century. A comprehensive study of Kyiv painters will help to identify trends in
the development of national art and the formation of new content and visual myths of
the independence era and their impact on self-identification. Images and symbols that
are in tune with the public demand and are realized in a timely manner take on
special significance. Lasting visual images become mythologies and components of
the general national myth on which the concept of cultural identity is based. In this
way, artists directly influence the formation of new myths and the vector of their
genesis in the following decades.

The scientific task of the thesis is to systematize and typologize images and
symbols in the works of Kyiv painters of the late 20th century of various directions,
to analyze the key sources that artists turned to in the formation of a new Ukrainian
figurative and plastic language; assess the role of national cultural heritage in the
formation of neomythologism in the late 20th century; characterize the historical
context of the development of Kyiv painting of this period; determine the dominant
themes, plots, and images that were interpreted as national; identify the importance of
sacred art and its influence on painting; and formulate thematic differences in
painting of different genres.

The review of scientific works on the topic of the thesis was carried out
according to the following principle: texts related to theoretical concepts of myth (E.
Cassirer, M. Elliade, K. Levy Stross, B. Malinowski, R. Barth, J.J. Fraser,
J. Campbell, P. Gillen); myth as a unifying concept where philosophy, psychology,
cultural studies, and art history meet (O. Petrova, O. Viacheslavova, O. Lozova);
symbol as a component of myth and a link between cultural memory and modernity
(M. Selivachov, V. Snizhko and L. Otroshko, O. Fedoruk, M. Yur, L. Smyrna, O.
Sydor-Hibelinda), myths as transmitters of historical memory and cultural code, and
ethno-cultural in art (V. Lychkovakh, I. Hrabovska, O. Pritsak, H. Skrypnyk, M.
Kyselov, Y. Hrytsak), national myths in art (A. Lozhkina, O. Barshynova, H.
Skliarenko, O. Avramenko, H. Vysheslavskyi, V. Sydorenko, O. Soloviov, O.
Tarasenko, A. Tarasenko).

It has been found that many works have been devoted to the issue of
neomythologism and the relationship of national myths to art, but the degree of study



of this issue in Ukrainian art history remains insufficient. The topic has not been
comprehensively addressed by incorporating scientific research from related
disciplines. The use of interdisciplinary and contextual research methods has revealed
the perspectives of the study and new potential vectors, since cultural myths and
national mythologies in art are at the intersection of fields such as philosophy,
cultural studies, fine arts, art history, sociology, psychology, as well as new fields
such as advertising and design.

The all-out invasion of Ukraine on 24 February 2023, has brought the issue of
Ukrainian identity to the forefront, as it is something that the Russian Federation
seeks to destroy, and its leaders have explicitly stated this. At the same time, the war
unleashed by Russia has exacerbated and brought to the fore the issue of national
myths in general. Over the past year and a half, it has become clear how far the
declared myths can be from reality, and yet how powerful the influence of myths is
on the consciousness of their bearers. The influence of the national myth on the self-
identification of an ethnic group has long been underestimated, as has the role of
contemporary culture. However, the self-identification of an ethnic group is based
more on its own myths than on historical facts.

The latest scientific research on related topics also brings the issue up to date,
as well as sufficient time distance, which allows us to trace the genesis of key images
and symbols, and to determine which of them have been integrated into the national
culture and entered the modern Ukrainian myth, and which were only a temporary
phenomenon.

The thesis identifies the main themes, symbols, plots, and images that Kyivn
artists addressed at the beginning of independence when working on national themes.
This, in turn, revealed not only the true patterns of national culture, but also the
stereotypes imposed by the Soviet past, as the early works of Kyiv artists showed all
the limitations and traumas that Ukrainian culture had suffered for decades. This
problem was particularly acute for artists from the capital, since during the Soviet era
Kyivans suffered from strict control of national manifestations in art, which were
considered acceptable only at the level of ethnography. It was the freedom of
expression that sharply highlighted the problem of misconceptions about Ukrainian
culture, as well as the discrepancy between the direction of creative pursuits of genre
painters and supporters of abstract painting.

The paper analyzes the typology of leading female images that are perceived
by the Ukrainian ethnos as national symbols and now belong to the cultural code of
the nation. Despite the fact that the images themselves were found earlier, it was in
the 1990s that a sacred meaning for Ukrainian culture was formed. During the first
decade, images originating from different environments, such as religious, historical,
literary, and folklore, became entrenched in the cultural and artistic discourse. It
should be clarified that for some time these images were sometimes presented
through the prism of the Soviet motherland, sometimes overlapping with St. Sophia



Oranta, and in some cases replacing it. Along with Berehynia and Kobzar’s Kateryna,
these female characters alternately merge or appear separately. The findings of the
study confirm the thesis of the feminine orientation of Ukrainian culture, as the detail
and function of female types prevail over male ones.

The main sources used by artists to form a new figurative and plastic language
are identified. In an effort to bring their own history and culture back into the artistic
discourse, artists of genre painting resorted to rethinking the themes and formal
features of previous eras (especially avant-garde, Ukrainian Baroque, ancient Rus’ art
of the Kyivan Rus’ period, and Trypillian ornaments) and folk art (primarily
decorative and applied art, especially embroidery, weaving, wickerwork, and
pottery). This included themes and plots (heroes and characters) as well as
ornaments, symbols and colors. At the same time, the artists studied the unknown art
of the past and created the figurative and plastic language of the new art, in a
conscious effort to unite the past with the present. The inclusion in contemporary
works of the artistic achievements of previous eras, which were perceived as
manifestations of national culture, not only enriched the thematic and
figurativeplastic language of painting, but also contributed to the establishment of
new myths on the cultural level, which were to replace the Soviet ones.

The role of sacred art and individual subjects in the formation of Kyiv painting
in the late 20th century and the importance of the workshop of sacred painting under
the direction of M. A. Storozhenko are established. Sacredness is generally inherent
in Ukrainian culture, and forced excommunication from the church impoverished and
simplified national art. The author emphasizes the polysemic nature of painting with
sacred motifs, as the return of Christian themes and images to the practice of painting
was often combined with Eastern spiritual practices (especially Buddhism), yoga,
meditation, as well as phenomena such as astrology, the zodiac system, and
divination. The tendency of Ukrainian culture to sacralize everyday life cycles
suffered from the separation from religious worship, so the vacuum was quickly filled
at the first opportunity, creating new and unexpected combinations. The intertwining
of ethno-cultural codes with the sacralization of life was reflected in the
representatives of various styles and trends.

The author substantiates the leading role of certain symbols as cultural codes of
the ethnic group (land, soil, clay, wheel, house, mother, Cossack, horse, tree, steppe,
Trypillian ornament), which form the national mythology. The transfer of such
symbols from other periods by artists gives national color to even neutral landscapes
or abstract works. These symbols are particularly evident in examples of non-
figurative painting, on the border between conventional form and abstraction. In
some of these works, halfway between narrative and abstraction, the preserved
elements take on the meaning of symbols (a lonely hut in the steppe, a horse with its
head down, a drawing of clay soil or a transformed Trypillian ornament). It was the



representatives of non-figurative painting who enriched Ukrainian art with new
ethno-cultural symbols.

The paper has proved that national traumas occupy an important place in the
culture of the Ukrainian ethnos and have also influenced the formation of selfidentity
and have become part of the national myth. At the end of the 20th century, the
practice of painting created images that artists used to refer to certain dramatic events
that were considered national traumas.

Taking into account the fact that the study does not exhaust all the questions
related to the problem of neomythologism in Kyiv painting, the prospect of further
study of the issue and related areas that have emerged as a by-product of the research
and will contribute to solving a number of problems in art history and fine arts is
determined.

A comprehensive study and theoretical understanding of neomythologism in
Kyiv painting contributed to the solution of the scientific tasks of the thesis, the use
of comparative and contextual approaches in the field of art history, as well as the
involvement of interdisciplinary scientific works allowed us to identify ethnocultural
symbols from which new fine art, neomythologisms, and new visual symbols that
have become entrenched in Ukrainian culture and have become part of a new national
myth.

Keywords: contemporary Ukrainian painting, Ukrainian culture, symbol, Kyiv
painting of the 1980s and 1990s, Ukrainian painting, neomythologism in painting,
fine art of Kyiv in the late 20th century, sacred motifs in Kyiv painting, new myths of
contemporary fine art, national culture in abstract painting, Ukrainian cultural codes.
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