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Abstract. The article attempts to identify certain features inherent in modern Ukrainian art, which is
caused by the need to understand those distinctive features by which it can be recognized in the world
context. Relevance of research. Against the background of the processes of Ukraine's integration into the
world cultural and artistic space, in connection with the need to fight for own right to national identity and
demonstrate own achievements, natural questions arise: what is the uniqueness of modern Ukrainian art
and what is its contextual model. The purpose of the study is to research the historical and cultural basis
of the modern Ukrainian art formation, to outline the vectors of development and to find the features that
distinguish national art in the world context. Research methods. The research methodology is based on a
combination of general scientific, historical, cultural and art studies methods. Research results. The attention
is focused on the significant achievements of Ukrainian artists of the academic and realistic school, which
span from the end of the 19th century and until today. Thanks to thorough art education in Ukraine,
strong foundations for high-quality academic and classical art education have historically been formed.
Respectively, for Ukrainian artists until now, classic realistic forms of art are much closer, and Ukraine
in international artistic context continues to be mostly associated with the academic and realistic school.
Against the background of the modern visual practices development, Ukrainian art is also close to the art
directions of Furopean modernism of the beginning of the 20th century. In particular, post-impressionism,
abstractionism and other modernist currents are still relevant methods of work. The innovative possibilities
of the modernism aesthetics in Ukraine were deeply rethought on a national basis and are used to update
the national outlook. Despite the fact that art of modernist trends occupies a significant place in the modern
Ukrainian cultural context, in general, there is still a greater tendency towards objectivity. Ukrainian
artists concentrate much more on materiality and sensuality than on objectlessness and incorporeality,; they
are characterized by picturesqueness, melodiousness, special importance is given to colour. Artists turn
to plasticity as a means of artistic expression, to work with textures. Tendency of ideology, expansion of
content with additional meanings, symbolic images or structural-plastic solutions is also highlighted, which
refers to the art of non-conformism, to ‘silent’ protest and experiments of artists in times of total control
over creative expression. Today, young artists in Ukraine broadcast Ukrainian uniqueness to the world and
raise important issues of national identification. Currently, the following trends can be traced in creativity
in various forms: vector of ‘great ideas and contents’ associated with academic school; vector of special
sensuality and introspection, which gravitates to visual language of Ukrainian non-conformists; vector of
artistic forms and tools of abstractionism, dominance of rhythm and pictorial plasticity, which is attributed
to reflections of avant-garde; conceptual, spatial-installational and performative vector (the latter is almost
not characteristic of Ukrainian art). Conclusions. Conclusions are made about the recognizable cultural
trace characteristic of Ukrainian art. Uniqueness of Ukrainian art lies in its synthetic nature, in organic
combination of strong academic traditions and innovation. On the one hand, Ukrainian art is strongly
connected with achievements of the academic school artists. On the other hand, with the art of modernism
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development and Ukrainian avant-garde in the first third of the 20th century, achievements of which are
consonant with our turbulent times. A special feature of Ukrainian art is its idealism, expansion of content
with additional meanings, which is encoded in symbolic images or structural and colour solutions. At the
end of the 1980s, in Ukrainian cultural environment, there was an experience of learning and integrating
the directions of postmodernism, in particular, conceptualism and trans-avant-garde. The synthesis of such
diverse phenomena became a platform for the formation of original ways of Ukrainian art in the 20th —
21st centuries.

Key words: Ukrainian modernism, Ukrainian avant-garde, artistic academic education, academism, non-
conformism, ‘Picturesque reserve’ ‘Southern Ukrainian wave’, Ukrainian art of the 20th century.
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YKPATHCBKE MMUCTELTBO XX — ITOYATKY XXI CT.:
CIIPOBA ITEHTU®DIKAIIII HAITIOHAJIBHOI'O KOHTEKCTY

Anomauia. B cmammi 30diticnioemocs cnpoba uU3HAUeHHA NeBHUX PUC, NPUMAMAHHUX CYYACHOMY VKDAiH-
COKOMY MUCMEUMBY, W0 BUKAUKAHe Heo0XiOHiCmI0 3p03yMimu mi c80EPIOHI 03HAKU, 3a AKUMU U020 MOJICHA
6RI3HAMU Y CBIMOBOMY KOHmeKkcmi. Akmyaavnicmo docaidxucennsa. Ha mai npouecie inmeepauii Yxpainu
00 €8IM06020 KYAbMYPHO20 | MUCMEYbK020 NPOCMOPY, V 368 A3KY i3 HeobXioHicmio eubopoeamu c8oe€ npago
Ha HAUIOHANbHY i0eHmMU4HIiCMb ma 0eMOHCMPY8amu 6AacHi 3000yMKU, NOCMAMb 3AKOHOMIDHI NUMAHHA! 8
YOMY NOAS2AE CBOEPIOHICMb CYHACHO20 YKPAIHCbK020 MUCMeUmea ma sSKa 1020 KOHMeKCmyanibHa Mo0eab.
Mema odocaidnucenns — docaidumu icmopurxo-Kyavmypre niorpyHms (opMyeaHHs cy4acHoeo YKpaiHcbkoeo
Mucmeymea, OKpecaumu 6eKmopu po3eumky ma @iOHaimu 03HAKU, SKI GUDI3HAIOMb HAYIOHAAbHE MUCMe-
ymeo y ceimosomy konmekxcmi. Memoou docaioncennsn. Memodosoeis docaioxceHHss 6a3yeMbCsa HA CYKYR-
HOCMI 3a2anbHOHAYKOBUX, ICMOPUMHUX, KYAbMYPOAO2IMHUX [ MucmeymeosHasuux memodie. Pesyasvmamu
docaidxcenna. Yeaey axkyeHmoeaHo Ha 3HAYHUX 3000YMKAX VKPAIHCbKUX XYOOJCHUKI6 aKademiuHoi ma
peanicmuunoi wikin 6i0 kinys XIX cm. i 00 cvb0eo0Hi. 3ae0saku rpyHmoeHil mucmeubkii oceimi ¢ Ykpaini
icmopuuno cgopmysanucs miyni 3acadu 0458 AKicHOI akademiunoi ma Kaacuunoi mucmeybkoi oceimu. Bio-
NnoGiOHO, 05 YKPATHCOKUX XYOOICHUKIE 00Ci 3HAUHO OAUNCHUMU € KAACUMHI peanicmuyHi hopmu mucme-
ymea, a Ykpaina 6 MINCHAPOOHOMY MUCHEUbKOMY KOHMeKcmi 30e0inbiio20 Npooo8uCcye aAcoUuiloeamucs
3 akademiuHow ma peajsicmu4Horw wikoaamu. Ha mai pozeumky cyuacHux 6i3yanbHux npaKmuk ykpa-
iHCoKOMY Mucmeymey makKodc € O0AUZLKUMU HANPAMU MUCMeEYUMea €8Ponelicbkoeo0 MOOepHi3My noyam-
Ky XX cmoaimms. 3okpema, nocmimnpecionizm, abcmpakyionizm ma iHwi modepuicmcevki meuii doci €
akmyanrvHumu memoodamu pobomu. Hoeamopcovki moxcausocmi ecmemuku mooepriamy 6 Yipaini eaudoko
NnepeocMUCAO8AIUCS HA HAUIOHAAbHOMY RIOTDYHMI ma 3acmoco8yiomscsa 045 OHOBAEHHS HAUIOHAAbHO20
ceimoenady. Ilonpu me, wo mucmeymeo MoOePHICMCbKUX CAPAMYBAHb Nocidae eazome micye 8 Cy4acHoOMy
YKDAiHCbKOMY KYAbMYPHOMY KOHMEKCMI, 3a2aiom éce jc Oinblie CHOCMepieaemuvCs CXUAbHiCMb 00 npeo-
memuocmi. Ykpaincoki XyooxcHuku Oiivlile KOHUEHMPYOMbCA HA MAMEPiaibHOCmi 1l YymmeGOCmi, aHidc
Ha Gesnpedmemuocmi U OesminecHocmi; im eaacmuea MaabO8HUYICMb, MEA00ilHICMb, 0C00AUEe 3HAUCHHSA
Hadaemocs Koavboposi. XydoxcHuku 36epmaromovcs 00 HAACMUMHOCMI K 3ac00y Xy0oxucHboi eupasHocmi,
do pobomu 3 gpaxmypamu. Taxoxnc euoxkpemaroemocs meHoenyis idelinocmi, posuwupenns 3micmy dodam-
KOBUMU CEHCaMU, CUMBOAIMHUMU 00pA3aMU YU CMPYKMYPHO-HAACMUYHUMY BUDIUWEHHAMU, w0 idcuiae 0o
MUcmeymea HOHKOHMOPMIZMY, 00 «MUX020» NPOMECMY il eKCnepuMeHmie Xy00dCHUKIE Y 4acl momanbHO20
KOHMPOA 3a meopuum 6uca08106anuam. Cooeo0ni 6 Ykpaini M0a00i mumyi mpancawms y ceim ykpa-
iHCbKY YHiKGAbHICMb Ma NIOHIMAIOMb 8ANCAUS] NUMAHHA HAUiOHAAbHOI i0enmuixauii. Huni y meopuocmi
6 DI3HUX (POPMAX NPOCMENCYIOMbC HACMYNHI MeHOeHUIl: 6eKmop «8eAuKux ideu i amicmie», noe’s3anull
3 aKadeMiuHOW WKOAOK, 8eKMOpP 0COOAUBOI HymMmMEBOCMI MA CAMOAHANI3Y, WO maxcie do obpazomeopuoi
MO8U YKPAIHCOKUX HOHKOquopMicmie' 6eKmop Xyooxucrix ¢hopm i 3acobie abcmpaxkuyionizmy, aOMiHyG‘aHH}Z
pummy ma HugonucHoi nAACMuKY, AKui gidHoCcamb 00 peghaexciii aeaﬂeapﬁy, KOHUenmyanbHui, npocmo-
POBO-IHCMANAYIUHUL ma nequomamueﬁuu 6eKmop (ocmaHHm matixce He 6AACMUBUL YKPATHCOKOMY Muc-
meymey). Bucnoeku. 3pobaeno eucnoeéxu npo eaacmusull YKpaiHCbKoMy MUCMeymey 6ni3HABAHUU KYAb-
mypHui caid. Yuikanvnicmo yKpaincokoeo mucmeymea 6 U020 CUHMeMU4YHOCmi, 8 0pPeaHiYHOMY NOEOHAHHI
MiUHUX axkademivHux mpaoduyiti i Hoeamopcmea. 3 00H020 00Ky, VKPaiHCbKe MUCMeymeo MiUHO no8 a3aHe
i3 3000ymxamu xyooducHukie akademiunoi wkoau. 3 0pyeoeo — 3 pPO3GUMKOM MUCMeEUMea MOOepHi3my i
YKpaincekoeo asaneapdy y nepuiiii mpemuti XX cm., docsieHeHHA AKUX € CY20A0CHUMU HAULOMY OYPEMHOMY
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yacy. Ocob6augoi pucor yKpaiHcbkoeo Mucmeumea € 1o2o ioetinicmb, po3WUpeHHs 3micmy 000amKo8u-
MU CeHCamu, W0 3auuppo8yemvcsa 6 CUMBOAIMHUX 00paA3ax 4 CMPYKMYPHO-KOAOPUCMUYHUX SUPIUEHHSX.
Hanpukinyi 1980-x pokie y cepedosuuji mMoao0ux ykpaincokux Xy0oxucHukie eiddyasocs Habymms 0ocgidy
RI3HAHHA | 3ACMOCYBAHHA HANPAMIE NOCMMOOePHI3MY, 30Kpema Koxuenmyanizmy i mpauncaganeapoy. Cun-
me3 maKux pi3HOCNPAMOBAHUX ABUW, CIMAB NAAMPOPMOIO 0451 POPMYBAHHA CAMOOYMHIX WAAXI6 YKPAIHCbKO-

20 mucmeymesa y XX—XXI cmoaimmsx.

Karouogi caosa: ykpaincokuil MoOepHi3m, YKpaiHcvKull aganeapd, mucmeybka aKkademivna oceima, akade-
Mi3M, HOHKOH@OpMI3M, «KUBONUCHUU 3AN0BIOHUK», «NiBOCHHO-YKPAIHCOKA XGUAS», Mucmeuymeo Ykpainu

XX cmoaimma.

Formulation of the problem. The attempt
to define certain features inherent in modern
Ukrainian art is caused by the need to explore
the ways of its development, to outline the basis
on which it rests, to understand the peculiar signs
by which it can be recognized in the world. And,
finally, to emphasize what distinguishes national
art in the world context? These questions are due
to significant work of Ukrainian museum and
independent curators who, since the beginning
of the Ukrainian Crimea Russian occupation in
2014 and the full-scale aggressive Russian invasion
of Ukraine in 2024, have implemented a num-
ber of exhibition projects on the world cultural
arena. Among them, the exhibition «In the Eye of
the Storm» at the Belvedere Museum in Vienna,
Austria (March 23 — June 2, 2024) should defi-
nitely be singled out. These projects, first of all,
were aimed at presenting the artistic achievements
of Ukrainians as a nation to the international
cultural community, and also carried an educa-
tional mission aimed at decolonizing the names
of world-famous Ukrainian artists, appropriated
by Russia, to return to Ukraine its cultural herit-
age that was appropriated by the Russian Empire,
the Soviet government and now Russia [1].

Relevance of research. Against the background
of the obvious processes of Ukraine's integration
into the world cultural and artistic space, which
were significantly scaled up in connection with the
need to fight for own right to national identity and
demonstrate own achievements, natural questions
arise: what is the uniqueness of modern Ukrainian
art and what is its contextual model? How do
global geopolitical shifts and upheavals affect the
content and form of visual practices of Ukrainian
artists? And the most distant question that needs
to be studied and analyzed — how did Russia's war
against Ukraine affect these processes?

Analysis of recent research and publications.
In a number of domestic scientific works, the ori-
gins of the Ukrainian modernism art of the end
of the 19th — the first third of the 20th centuries
are researched. Among them, we should single
out Yulia Babunych who consistently analyzes its
theoretical background and manifestos, searches

for the artistic language transformation peculiar-
ities. The scientist examines the problem of con-
ceptual-theoretical basis of modernism in Europe
and Ukraine, analyzes the theoretical works and
texts of cultural figures of Ukrainian modernism,
reveals that on the Ukrainian basis the innovative,
for that time, aesthetic views were perceived as
contributing to the formation of national world-
view [2], [3], [4].

Filling the gaps in search for national iden-
tity of Ukrainian art, scientists shed light on the
formation of individual modern phenomena and
currents. Among the wide range of works, works
dedicated to Ukrainian abstract art stand out. In
particular, scientist A. Dubravina researches the
origins of abstract art in Ukraine, interprets the
genesis of Ukrainian abstract art, referring to arti-
facts of primitive culture. In her researches, she
focuses attention on artistic and symbolic com-
ponents of abstract language of the antiquity art-
ists, which are connected to each other by the
heritage of pictorial practice. It is based on the
search for primary basis of visual art, which allows
us to understand the peculiarities of the modern
abstract practice of Ukrainian artists. Instead,
researching the prerequisites and reasons for for-
mation of abstract art in Ukraine on the basis of
ancient cultures, the scientist seems to deny the
transformation of the most ancient forms of crea-
tivity by theoreticians and practitioners of the late
19th — early 20th centuries, who sought the syn-
thesis of various forms and types of knowledge in
search of new visual practices [5].

V. Sydorenko [6], R. Shmagalo [7], I. Nebesnyk
[8] and others were engaged in the study of art
education in Ukraine and its separate schools
at different times. Problems of art education in
Ukraine in the 20th — 21st centuries and activities
of art schools were studied by Ya. Kravchenko
[9], M. Krivolapov [10], G. Sklyarenko [11],
0. Fedoruk and others.

The following series of works, on which our
research is based, is devoted to general issues of
Ukrainian art, in particular, and art of non-con-
formism. Among these, the cultural and art history
works of O. Rohotchenko with a thorough analysis
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of the Ukraine art during the Soviet era [12],
L. Smyrna on the art of Ukrainian non-conform-
ism [13], and others stand out.

The purpose of the article. To research the his-
torical and cultural background of the modern
Ukrainian art formation, to outline the vectors of
development and to find the features that distin-
guish national art in the world context.

Research methods. The methods of scientific
research are based on the principles, approaches
and methodology of scientific analysis, the appli-
cation of which allows you to highlight and clearly
substantiate certain generalized features inherent
in modern Ukrainian art, as well as to find the
roots of these features in historical and cultural
context. The principles of methodological foun-
dations are based on the need to analyze a wide
range of issues of a socio-political, general cul-
tural and art history nature, to connect the results
and draw conclusions from the standpoint of the
requirements of the modern art history paradigm.
In particular, the study of the given problem will
be based on the principles of objectivity, scientific
reliability and comprehensiveness.

Among the approaches, the art critic was cho-
sen, since the research used a significant source
base that requires analysis and study, as well as a
systematic approach, which involves studying the
problem as a whole phenomenon. The system-
atic approach is the main one, and the art-based
approach is complementary.

Methodology of this study is based on a com-
bination of general scientific, historical, cultural,
and art studies methods. Among general scien-
tific methods, such theoretical methods as his-
torical, terminological and systemic are used.
A group of historical methods, in particular, the
historical-chronological method, made it possi-
ble to research the general socio-cultural context.
A typological and classification method was cho-
sen from art history methods.

Presenting the main material. Historically, the
Ukrainian national art school was formed in the
20th century, mainly based on traditions of acad-
emism and realism. High level of art education in
Ukraine was contributed by artists who at the turn
of the 19th — beginning of the 20th centuries stud-
ied at academies or other professional art institu-
tions, often European, actively exhibited in world-
famous art centres and integrated their experience
into formation of Ukrainian art schools. Among
them is the well-known Kyiv artist Oleksandr
Murashko (1875—1919), a brilliant academician
and, at the same time, an innovator. After receiv-
ing an education at the St. Petersburg Academy

of Arts, he actively exhibited at European exhibi-
tions, in particular at the International Exhibition
in Munich in 1909, where his work «Carousel»
(1905) won a gold medal. It was he who was at
the origin of creation of the Ukrainian Academy
of Arts in Kyiv, a higher educational institution of
European level. According to the scientist Yulia
Babunych, «...M. Murashko’s school developed
the academic direction of painting, basis of cre-
ative work of its students was landscapes, house-
hold paintings, historical and portrait painting...»
[2, p. 130—131]

In Lviv, the modernist artist Oleksa Novakivsky
(1872—1935), who studied at the Krakyw Academy
of Fine Arts, implemented fundamental peda-
gogical activities. One of the important centres
of Western Ukrainian art was the art school he
founded in Lviv in 1923, which gathered out-
standing artists and talented young people around
it. Other institutions of academic education in
Ukraine, in particular, in Kharkiv and Uzhhorod,
followed a similar path of formation.

Thanks to this, a high level of art education
was formed in Ukraine, which is actual even for
today. No matter what events took place in the
socio-political life of Ukraine in the 20th cen-
tury, no matter what global cataclysms occurred,
no matter what restrictions were imposed by the
nomenclature system in Soviet times, Ukrainian
artists for many decades received high-quality art
education in art institutions in Kyiv, Kharkiv,
Lviv, and Odessa: from art schools and colleges to
the academy, etc.

Ukrainian art education is still one of the
strongest. The luminary educators of the academic
and high-quality realistic school have long since
passed away, but the main centres of art education
in Kyiv, Kharkiv, Odesa, and Lviv remain strong.

Resepectively, for Ukrainian artists, classical
realistic forms of art are much closer to this time.
Today, in international artistic context, Ukraine
continues to be associated primarily with the aca-
demic and realistic school, and, despite all modern
challenges, it is clearly distinguished by a high artis-
tic culture. This demand for high craftsmanship is
still relevant in world context, in particular, in art
markets of the U.S. and Oriental countries.

Above, attention was focused on significant
achievements of Ukrainian artists of the academic
and realistic school, which span from the end of the
19th century and until foday. But today Ukrainian
art in the world is also identified with significant
discoveries of modernism and avant-garde art of
the first third of the 20th century. The Ukrainian
avant-garde is one of the brightest phenomena
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of national art of the first third of the 20th century,
which was formed in the process of understanding
new possibilities of visual language, searching for
new means of expression, transformation with local
artistic traditions, in particular, icon painting tra-
ditions or traditions of folk art, such as, for exam-
ple, the group artists of the M. Boychuk school.

The first third of the 20th century in Ukraine
was associated with activities of a whole generation
of outstanding Ukrainian artists, whose names are
well known not only in Ukraine, but also in the
world. Among them are Oleksandr Arkhipenko,
Kazimir Malevich, Volodymyr Tatlin, Vasyl
Yermilov, David Burlyuk, Sonia Delaunay, Yakov
Hnezdovsky and other masters born in Ukraine.
Although Wassyl Kandinsky and Oleksandra
Ekster were not born in Ukraine, their childhood
and formative years were spent, respectively, in
Odesa and Kyiv [2, p.137].

Abstraction, Suprematism, Cubism, Fauvism,
Constructivism, Futurism, Cubofuturism and
other directions of modernism took place with
direct participation of Ukrainian artists. After
all, a peculiar innovation of pictorial and formal
artistic principles was often formed by them as
a result of searches between discoveries of mod-
ernist art and national traditions. Analyzing the
origins of national and international in formation
of abstractionism and constructivism in context of
Ukrainian art of modernism, the researcher of the
Ukrainian modernism art Yulia Babunych con-
vincingly traces how Ukrainian everyday life, cul-
tural environment, ornamentation and plasticity
of Ukrainian folk art, its colouristics become the
basis for formation of new foundations of mod-
ern art. In particular, considering the creation
of Kazimir Malevich’s Suprematism and, among
other things, his ‘peasant period’, she focuses on
the following: «Impressions of colourful variety
of Ukrainian folk art, peasant life, icon painting,
wind-up dolls are poured into his «peasant» series
of works of 1907—1912. These canvases testify to
admiration for pure colours and simple artistic
forms, to a special way of worldview of the master»
[3, p. 22]. And then about the national character of
Ukrainian constructivism, for which «...combina-
tion of rigid geometrism with ornamental and plas-
tic motifs and traditional colouring of Ukrainian
folklore is characteristic, which gave their work
a unique national character...» [There the same].

It should be noted that exhibition «In the Eye
of the Storm. Modernism in Ukraine» in the
Belvedere Museum in Vienna (Austria), where
outstanding artistic discoveries of Ukrainian
avant-garde artists of modernism period, which

influenced the development of both Ukrainian
and world art of the 20th century, were presented.
Analysis of theoretical works and texts of cul-
tural figures of Ukrainian modernism, carried out
by art critic Yulia Babunych, proves that the inno-
vative possibilities of the modernism aesthetics in
Ukraine were deeply rethought on a national basis
and are used to renew the national outlook. In
particular, revealing the essence of the theoreti-
cal processes taking place in Ukraine on example
of activities of the monthly «Ukrainian House»,
the scientist notes: «Their discourse testified to
intention to expand the framework of Ukrainian
culture, to modernize it. The magazine published
some translations of modern fiction and scientific
works, which summarized the trend of reorienta-
tion of Ukrainian intellectual life» [4, p. 667].
The revolutionary events that took place at
the beginning of the 20th century in the then
Russian Empire forced artists to go abroad and
develop their creativity in Europe. The centrif-
ugal force of the world's art centres played not
the least role. Respectively, before revolution of
1917, Ukrainian artists immersed themselves in
artistic life of European cities, exhibited their
works at European exhibitions, and received pres-
tigious awards. In particular, they participated in
the Venice Biennale almost from the beginning
of its activity. For example, O. Murashko at the
International Exhibition in Venice in 1910. In gen-
eral, Ukrainians were able to present their artistic
creations at European exhibitions until the begin-
ning of the 1930s. So , from the beginning of the
20th century. and until the 1930s, Ukrainian art-
ists actively explored the possibilities of modern-
ism and avant-garde art. At the same time, many
Ukrainian artists became famous in Europe already
after emigration, and their work was not always
connected with Ukraine in future. So, Ukrainian
art has a grand background, famous names that
changed the course of art at the world level.
Instead, since the 1930s, the USSR intro-
duced the «iron curtain» policy, which blocked
Ukrainian artists from any opportunities for cul-
tural exchange. Strict censorship was established
and the omnipotent power of the ‘socialist real-
ism’ method was declared, which -effectively
stopped the development of modern forms of
Ukrainian art, limiting it to academic forms and
classical styles of past eras. In Ukraine, as well
as in other republics of the former USSR, the
method of ‘socialist realism’ was firmly planted
starting from the 1930s. As a result, for many
decades in a row, artistic creativity in Ukraine
developed under pressure of normative canons
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established by the totalitarian state. At that time,
any formal experiments were rejected, innovative
artistic searches were prohibited.

During the times of the USSR, Ukrainian art
as part of the Soviet expositions was presented
at international exhibitions, for example, at the
Venice Biennale. In the context of the USSR’s
official policy of confrontation, such exhibitions
exhibited well-known artists whose work either
personified the achievements of the realist school,
popularized Soviet values, or bore the imprint of the
romantic spirit of the time. Despite this, Ukrainian
art was able to declare itself as a bright, worthy
phenomenon. Of course, only the chosen ones
are lucky. For example, in 1956, T. Yablonska’s
classic work «Bread» (1949) was demonstrated.

The main requirement for creativity of the
Soviet period was academic principles and idealism
of art, strong realistic traditions and templates. But,
despite this, in the middle and second half of the
20th century. Ukrainian artists were looking for
ways to innovate within the limits of Soviet aca-
demic norms: they expanded realistic and plein-
air techniques, they looked for opportunities for
creative art research within the limits of the topics
established by the authorities.

Respectively, it is possible to single out another
special feature of Ukrainian art — its ideality,
expansion of content with additional meanings,
which are often encrypted in symbolic images or
in structural-plastic solutions that require decod-
ing and reading. The roots of this phenomenon
go back to the Soviet times of the 1960s — 1970s,
to the art of non-conformism, to the ‘quiet’ pro-
test and experiments of artists in the times of
total control over creative expression. According
to researcher of Ukrainian non-conformism
L. Smyrna, «non-conformism as a phenomenon
of Ukrainian artistic culture focused on the search
for intellectual content, on such meaningfulness
of creativity, which was at odds with the stamps
and methods of socialist realism» [13, p. 40]. This
is where the complex semantic layering, symbol-
ism, which «...has an intellectual-spiritual and
deeply national character, imbued with the phi-
losophy of religion and the essence of being...»
[There the same]

At the end of the 1980s, in the domestic artistic
environment, there was an experience of getting
acquainted with some directions of postmodern-
ism, in particular, conceptualism and trans-avant-
garde. Integration of the latest forms into exist-
ing visual context of academism and realism
prompted artists to actively update the visual tools
of expression. Synthesis of such seemingly diverse

phenomena became a platform for the formation
of original ways of Ukrainian art in the late 20th —
early 21st centuries.

In the cultural life of Ukraine, the spread
of postmodern aesthetics took place in the late
1980s — early 1990s. If we trace the line of the
Ukrainian art development, which is based on
certain aesthetic and semantic principles, then
this, of course, is the «Ukrainian new wave» or
«southern Ukrainian wave» is a Ukrainian post-
modernist phenomenon of the late 1980s, which
arose during the wave of «perestroika». The artists
of the Ukrainian «trans-avant-garde» built ideas
for their works on a set of certain aesthetic and
philosophical principles, on illogicality, skepticism
and experimentation, which expanded the bounda-
ries of knowledge and changed the focus of percep-
tion of reality. Among its representatives are the
current titans of Ukrainian conceptual art Arsen
Savadov, Heorhiy Senchenko, Oleg Holosiy,
Oleksandr Hnylytsky, Vasyl Tsagolov, Oleksandr
Roitburd, Yurii Solomko and others. On the
Ukrainian background, the cultural phenomenon
acquired a characteristic politicization, which can
also be outlined as one of the signs of national
art. The ‘icon’ of the trans-avant-garde was the
work of Arsen Savadov and Heorhiy Senchenko
«Cleopatra's Sorrow» (1987), sold at the French
art fair FIAC in 1987 for a record amount at that
time. According to gallerist M. Gelman, the artists
«...were definitely born in the Soviet Union — peo-
ple of a different generation. They were attached
to their artistic language, their school... If you
were political, you had to either be a pro-govern-
ment, pro-Soviet propagandist, or go to prison.
That is why good Soviet artists tried to move away
from any social theme or look for its very superfi-
cial, shallow aspects. And the best thing then was
to turn to antiquity and talk about the connection
with that period rather than about today...» [14].

Another vector of domestic art is generation
of artists that formed at the end of the 1980s and
developed various directions of pictorial visual
language: from abstract painting to pictorial min-
imalism. Among them, the cult artistic associa-
tion «Painting Reserve» with a programme of
research into the possibilities of colour, texture
and form in space, which arose at the turn of
1980-1990, should be singled out first of all. Its
founder is Tiberii Silvashi, among the participants
are Oleksandr Zhivotkov, Marko Geiko, Anatoly
Kryvolap, Mykola Kryvenko and others. After a
long period of strict censorship and socialist real-
ism in art, ‘thaw’, ‘stagnation’ and ‘perestroika’,
their creativity became ‘a sip of fresh water’.
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In general, this ‘plastic-painting’ vector can be
correlated with the searches of Ukrainian avant-
garde artists of the first third of the 20th century.
Despite the fact that each of the masters works
independently today, this direction is still success-
fully developing in Ukraine, and the works of the
masters are actively exhibited in the world. For
example, one of the most successful Ukrainian
masters, Anatoliy Kryvolap, explores the possibil-
ities of plasticity of colour.

It should be emphasized that Ukrainian art-
ists of the Independence period are mostly active
participants in cultural and artistic changes and
respond to all important social changes. Since
the history of Ukraine since Independence is a
complex dynamic process of formation, full of
heart-breaking jumps and falls, Ukrainian artists
have become an integral part of this history, striv-
ing to reproduce the truth of life.

If we talk about young Ukrainian artists, the
art of ‘great meanings’, philosophical reflections
and purely Ukrainian issues in the period of the
late 1990s — 2010s manifested itself rather in the
images of the historical past, implementation of
signs and symbols of ancient cultures, in particu-
lar, of Trypil, as well as in the form of plastic
reflections of archaic forms or encoded expres-
sions. Among them, we can mention Oksana
Mas’s project «Post vs Proto-Renaissance» at the
54th Venice Biennale (2011), created using mod-
ules of thousands of painted Easter eggs.

In the same period, a new generation of art-
ists was formed in Ukraine, in whose work the
‘art of great content and ideas’ gave a way to the
search for generalized creative ideas, better under-
stood by the European audience. This was due
to the fact that many young artists began to take
part in international art residencies, where they
received additional artistic impulses. They also
had the opportunity to study at art schools and
institutions in Europe. Gaining European experi-
ence in the creation of art, they transformed their
language from academic foundations, with their
thematic «significance and ideality» to modern
visual forms. They wanted to integrate into the
European art market, adapted to the conditions
of the art business of other countries, immersing
themselves in the contexts of European art.

But after Russia’s annexation of the Ukrainian
peninsula of Crimea in 2014 and Russia's full-scale
invasion of Ukraine and the start of the Russian-
Ukrainian war, everything changed — national
identification became extremely important.
Currently, the following trends can be traced in var-
ious forms in the work of young Ukrainian artists:

- vector of «great ideas and contents» associ-
ated with the academic school;

- vector of special sensuality and introspec-
tion, which gravitates to the visual language of
Ukrainian nonconformists;

- vector of artistic forms and tools of abstrac-
tionism, the dominance of rhythm and pictorial
plasticity, which is attributed to the reflections of
the avant-garde;

- conceptual, spatial-installational and per-
formative vector (the latter is almost not charac-
teristic of Ukrainian art).

Today, Ukraine already has a powerful genera-
tion of artists known in Europe and the world, who
are exhibited at the Venice Biennale, presented at
world auctions, and exhibited in European muse-
ums. It is they who broadcast Ukrainian uniqueness
to the world and raise important issues of national
identification. As an example, we can cite Nikita
Kadan’s project «Project of Ruins» (2019) at the
Vienna Museum of Contemporary Art MUMOK,
dedicated to the theme of the Soviet heritage and
Russia’s war against Ukraine (installations, objects,
drawings). In this project, Nikita Kadan researches
contemporary socio-political events in Ukraine:
the war in the east of Ukraine, decommunization.
These processes have their origins in the Soviet
Union, so the artist turns to the forms and mon-
uments of those times and makes an attempt to
highlight political paradoxes in Ukrainian art, to
rethink the period of Ukrainian modernism and
avant-garde art of the 1910s—1930s. In his research,
Kadan turns to the biographies of avant-garde
artists — Vasyl Yermilov and Ivan Kavaleridze [15].

It should be noted that, against the background
of the modern visual practices development,
Ukrainian art is still close to the art directions of
European modernism of the beginning of the 20th
century. In particular, post-impressionism and
abstractionism are still relevant methods of work.
Abstract art occupies a significant place in the
modern Ukrainian artistic context, although, in
general, there is still a tendency towards objectiv-
ity. Ukrainian artists concentrate much more on
materiality and sensuality than on objectlessness
and incorporeality. In particular, they are charac-
terized by picturesqueness, melodiousness, special
importance is attached to color. Artists turn to
plasticity as a means of artistic expression, to work
with textures. Radical expression is not character-
istic, instead, softer forms of imagery dominate.

Conclusion. Undoubtedly, Ukrainian art in
the world has a completely recognizable cul-
tural footprint. It has a vivid history, important
artistic discoveries that have significance in the
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world context. On the one hand, Ukrainian art
is strongly connected with achievements of artists
of the academic school that developed in Ukraine
starting from the end of the 19th century and
develops to this day, having gone through a diffi-
cult path of trials and transformations as a result
of the heart-breaking historical events of the 20th
century. On the other hand, with the development
of modernist art and the Ukrainian avant-garde in
the first third of the 20th century. Achievements
of Ukrainian modernist and avant-garde artists
are still interpreted and explained by modern
Ukrainian artists and are absolutely consistent
with our turbulent times. Formal techniques and
reflections, plastic solutions and colour combi-
nations are embodied in modern compositions,
updated and reinterpreted.

A special feature of Ukrainian art is its ideality,
expansion of content with additional meanings,

which is often encrypted in symbolic images
or revealed in structural and colour solutions.
The roots of this phenomenon refer us to the
Soviet times of the 1960s and 1970s, to the art
of non-conformism, to ‘silent’ protest and expe-
riments in the times of total control over artis-
tic expression. Respectively, reflections and cita-
tions are an important component of postmodern
aesthetics in Ukrainian contemporary art.

At the end of the 1980s, in our cultural envi-
ronment, there was an experience of learning and
integrating some directions of postmodernism, in
particular, the art of conceptualism and trans-
avant-garde. Synthesis of such seemingly diverse
phenomena became a platform for the formation
of original ways of Ukrainian art in the 20th —
21st centuries. The uniqueness of Ukrainian art
lies in its synthetic nature, in the organic combina-
tion of strong academic traditions and innovation.
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