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AHOTAIIA

XYIAAKOBA Amnacracis I'ennaniiBHa. YkpaiHcbkuil ctiHomue XX —
no4. XXI cT.: 0c00,1MBOCTI pO3BUTKY HalliOHAJBHOI MoeJi. — KBamidikamiiina
HAyKOBa Ipalls Ha MpaBax PYKOIHKCY.

Huceprairist Ha 3700y TTsI HAYKOBOTO CTyIeHs AokTopa (inocodii (Ph.D) 3a
cremianpHicTIO 023 — OOpa3oTBOpYE MUCTEITBO, JIEKOPATHBHE MHCTEITBO,
pecTtaBpailisi. XapKiBCchbKa Jiep>kKaBHA akajeMis TU3aiiHy 1 MUCTEITB. XapkKiB, 2024.

Jucepraiisi mpUCBSIYEHA JOCTIIKEHHIO OCOOJIMBOCTEH CTAHOBIEHHS 1
PO3BUTKY HAIIOHAIBHOI MOJIENIl YKpaiHCBKOTO CTIHOMHUCY SIK OJIHIET 3
HaWBaXUIMBIIIMX YACTUH HAIIOi XyJI0XKHBOT KyJbTypu XX — mod. XXI cr., konu
BIIOYBaIOThCSI KAapKOJIOMHI CYCHUIBHO-TIOJNITUYHI TOTPSCIHHS, TOB’s3aHl 3
HalllOHAJIbHO-BU3BOJILHOIO 00POTHOOI0 YKPaiHCHKOI'O HApPOY 3a CBOIO CBOOOAY 1
HE3aJIeXKHICTh. | 11e 3HAXOIWJIO0 CBOE BIIOUTTS B YKPAiHCHKOMY XYJI0KHbOMY
CEpelOBHILI, /i€ Ha PI3HUX €Tamax MPOTUCTOSIHHS pPaasSHCBKIM 17eoJorii Ta
HaB’A3yBaHOMY BJAJOI0 COIpeali3My O€3MOCepPeIHbO 3BEPHEHE JO0 Hapoay
MUCTELTBO CTIHOMKCY 3HOBY 1 3HOBY MIJIHIMAJIOCh Ha3yCTpid HalllOHAJIbHOMY
BIJIPOPKEHHIO, OPIEHTYIOYUCH HA CBO1 HAIllOHAILH1 KOPEH1, Ha TPaJIuIIii, 3aKIaeH1
IIKOJIOI0 «YKpaiHCBKOIO MOHYMEHTali3My» Muxaiina boifuyka sk BHIaTHOTO
SIBUIIIA CBITOBOTO 3HaueHHs. KpiM TOro, HEOCTaTHRO JOCIIIKEHOO 3aTUIIIAEThCS
TBOPYICTh YKPAiHCHKUX HOHKOH(OPMICTIB y cdepl MUCTEITBA MO3aiKH Ha TUHKY
1960-x — 1970-x pp., IXHIX aBTOPCBKMX TEXHIK Ta TBOPYICTb BHJATHUX
YKpaiHCBKUX MUCTIIIB-MOHYMEHTaICTIB 1980 — 2000-x pp., a TaKOX PO3IMUCH HA
AHTHUBOEHHY TEMaTUKY CY4aCHHX MPEICTaBHUKIB MypaJliCTCHKOTO pyXy B YKpaiHi.
Jlocnmiguuils po3riisae BIUIMB TMOJITHYHUX 3MiH, PEJITIHHOTO pO3MaiTTH,
riobanizamli 1 Cy4yaCHUX TEXHOJIOT1d Ha CTBOPEHHS YKPaiHCHKHUX CTIHOIHCIB.
BuByeHnss 1mporo wmarepially He JIMIIE CHPUSTAME OUIBII TPYHTOBHOMY
OCMHUCIIEHHIO 0COOJIMBOCTEH HalllOHAIBHOT MOJIEN1 YKpaiHChKOTo cTiHomucy XX —

noy. XXI cT., a 1 cTade MiArPYHTSAM IS MOJATBIITNX MUCTEIITBO3ZHABYMX PO3BIIOK



B IHIIIKUX BHUJIax 00pa30TBOPUOrO MHUCTEITBA, 1110 1 3yMOBIIIOE AKTYAJAbHICTH TEMU
JTOCITIIKEHHS.

Metoro pociaiTzkeHHsl CTajio0 BHBJICHHS OCOOMUBOCTEH (opMyBaHHS,
TpaHc(opmMmarlii Ta BiTHOBJICHHS HaIlIOHAJILHOI MOJEN B MUCTEITBI YKPaiHCHKOTO
criHonucy XX — mod. XXI cT. Ha T/ CyCHITbHO-TIOJNITUYHUX KaTakIi3MiB Ta
TEHACHIIIN KyJIbTYPHO-XYA0KHBOTO PO3BUTKY JOCIIIKYBAHOTO MEpioay B YKpaiHi
Ta CBITI.

O0'ekTOM JOCTiAKEHHS] € MHUCTEITBO YKPAaiHCHKOTO CTIHOMHUCY, IO
BKJIIOUa€ B ce0Oe BCl Horo Buau npotaroM XX — mod. XXI cT.

IIpeamet pociaiakeHHst — 0COOJMBOCTI PO3BUTKY HaIllOHAJILHOI MOJEINI B
yKpaiHcbkoMy cTiHomuci XX —mod. XXI cT.

Jls1 BUSIBJICHHSI HEOOX1AHUX JKEpEN B 3aJlaHOMY pakypcl OyJia mpoBe/ieHa
HAYKOBO-JOCHIIHMIbKa pobota B Hamionanehiit OiGmioreni Ykpainu im. B.IL.
Bepnazacokoro, Haykogiii 6i0:1ioTeni XapKiBCbKoi AepKaBHOI akageMii Au3aiiHy i
MHUCTENTB, XapKIBChKil iepaBHii HaykoBii 616mioTeni iM. B. Koposienka. Okpim
TOOIpKH JTITEPATyPHHUX JIKEPEN 3 HAYKOBUX 010J110TEK, KEpENIbHY 0a3y auceprartii
CKJIAJIW TBOPH CTIHOMKWCY TIPEACTABHUKIB PI3HUX TeHepaliid MaHucTpiB B
YKpaiHCbKOMY MHCTELTBI JOCHIIKYBAaHOIO Mepioay, AKI BUCTyNaId Ha Pi3HUX
eTanax HalllOHAJIbHO-BU3BOJIbHOI OOpOoThOM B YKpaiHi, BHUSBIECHI B MYy3€HHHX
310paHHsAX, 30kpema HarioHanpHOMY Xya0XXKHBOMY My3ei Ykpainu B Kuesi,
Hamionansnomy my3ei y JIsBoBi iM. A. lllenTuipkoro, JIbBIBChbKiN HaIllOHAIBHIN
rasiepei mucrentB iM. b. I'. Bo3Huibkoro, B MoHorpadisix, aap00Max MUCTEIIBKUX
TBOPIB, a TaKOXX BHUBYAJIMCS Cy4yaCHI Mypaju 13 3aCTOCYBaHHSIM HOBITHIX
TEXHOJIOT1M B HAaWOIIBIIMX OcCepesKax Mypan-apTy B Ykpaini — Kuesi, Xapkosi,
Opeci, JIbBoBI, B wmictax JloHeupkoi Ta Jlyrancekoi oOmacreit (Mapiynob,
Cnor’ssacek, Kpamatopcewrk, I'ipceke, CeBepoponenpk, Jlucudanchbk, baxmyr),
3anopixoki, Mukonaesi, Kam’saenp-Iloginscekomy, Binaui, Jduinpi, Uepnirosi,
UepniBigix, Jlyubky, IBano-®pankiBcbky, XMenbHHUIIbKOMY. [Ipuknagamu s
BUBYCHHSI BI3yaJbHUX JKEPEJl CBITOBOTO Mypal-apTy CTad TBOPU MaWCTpPIB

crpit-apty 3 [lomeui (Kpakis, Jlonss); Jluteu (Kaynac, Binshaioc); CnoBauunnu



(bpatucnaBa, Komune); IToptyranii (Jlicabon, Toppim-Benpan); Benukooputanii
(JIonmon, Manuecrep); Himewunnu (bepmain); bensrii (bproccens); Dpaniri
(ITapux); Icmanii (bapcenona); Kanamum (Toponto, Monpeans); Tepurtopii
Jlatuncekoi Amepuku (Mekcuka, Ynii); [liBnennoi ta IliBHiuHOT Adpuxu; A3ii it
ABctpaii. OKpiM TOro, aBTOPKOI0 0y/1M CTBOPEHI BJIaCHI MypaJiu, 30KpeMa Ha
AHTHMBOEHHY TEMATHKY.

JlocmipKeHHsT HAayKOBO1 JDKEpeNbHOI 0a3u, 10 SKO1 YBIMIUIM poOOTH
YKpalHChKUX Ta 3apyOiKHMX MHUCTELUTBO3HABIIIB — AaHANITUYHI CTaTTi,
MOHOTpadiyHl PO3BIIKM Ta JHUCEPTaIlii, Te3U HAYKOBUX 1 HAyKOBO-NPAKTHYHHUX
KoH(epeHliid, B SKUX TaK YW 1HAKIIE€ aBTOPU TOPKAIUCS TEMHU PO3BUTKY
yKpaiHChbKOro criHomucy XX — mod. XXI cr., mokazano, 10 BUBYECHHS
0COOJMBOCTEN PO3BUTKY HAI[IOHAIBHOI MOJEIl B MHCTEUTBI YKPaiHCHKOTO
criHonucy XX — mo4. XXI cT. Ha Tl CycHuIbHO-MOJMITHYHUX KAaTakIi3MiB Ta
TEHACHILIN KyJbTYpHO-XYJOKHBOTO PO3BUTKY B YKpaiHi Ta CBITI IIe He
IPOBOIMIIOCH 1 3a3HaYEHA POOIEMaTHKa TOPYIIYETHCSI aBTOPKOIO 8Hepute.

MeT010/10Ti4YHOI0 OCHOBOIO JMCEPTAIIIHOI Mpalli CTaJl0 BUBYCHHS 1 aHAai3
yKpaiHChKOTro cTiHOMUCY XX — nmod. XXI ¢T. B KOHTEKCT1 PO3BUTKY HalllOHAJIBHOL
MOJIeJIl Ha PI3HUX ICTOPUYHUX eTarnax. B mpoiieci BUBUEHHS OKpEeMHX MUTaHb Oyin
3aCTOCOBaHI SIK 3araJIbHOHAYKOBI METOIM JOCIIKEHHS (aHaIIi3 1 CHHTE3, IHTyKIIis 1
JNeIyKIis, CHUCTeMaTu3allil 1 Yy3arajdbHEHHs, aOcTparyBaHHs, Kiacudikalis,
THUIIOJIOTISl 1 TIOPIBHSIHHS), TaK 1 CIelialibHI MUCTEITBO3HABYI MeTOau (00pa3Ho-
CTUJIICTUYHUMA Ta (opMalbHUN aHaII3 TBOPIB, CEMIOTUYHUN Ta 1KOHOTpadidHO-
1KOHOJIOTTYHHM 1 TTOPIBHSJIBHUM (KOMITApaTUBHUN) METOJ JJIsl OPIBHSHHS PI3HUX
MUCTEIBKUX SBUII, OKPEMHUX 00pa3iB, Xy10>KHIX TBOPIB, MUCTEIILKUX BUPAKATBHUX
3aco0iB).

B pe3ynbrarti mpoBeieHo1 HAyKOBOI PO3BIIKY 6nepuie NTOCIITKEHO PO3BUTOK
HAI[IOHAJIFHOT MOJIeNl B yYKpaiHcbkoMy cTiHomucl XX — mod. XXI cr. OcmucineHo
YUHHUKW, 110 BIUIMHYJIM Ha PO3BIA HAIIOHAIBHOI MOJIENIlI B YKPaiHCBKOMY
CTIHOIHKCI JAaHOTO Mepiojy Ta BUSABICHI HOTro Okpemi eramu. JloBeaeHo, IO

oOCcTaBUHAMH 1 MOTHBaMU JO TIONIYKIB HAI[IOHAJIBHOI MOJIENl YKPaiHChKOTO



CTIHOIHCY CTaJI0 TOIMIMPEHHS HAIlilOHAJTLHO-BU3BOJIBHOTO PYXYy Ha YKPaiHCHKUX
TEpeHax Ta BIUIMBH 3arajJbHOEBPOMEUCHKMX MHUCTEILKUX TpOIeCiB. BuspieHo
iIMEHa TMPEACTaBHUKIB TBOPUOTO 1E€Xy MAMHCTpPIB CTIHONHUCY, HATXHEHHUX
BIJIPOKEHHSM HAIIOHAIBHOT 1/1€1 B YKpaiHCbKOMY MUCTEIITBI Ha PI3HUX €Tarax Ta
y PI3HUX BUJAX JaHOI ramy3i ¥ pO3KpUTO OOPa3HO-CTUIIICTMYHI Ta TEXHIKO-
TEXHOJOTI4HI 0coOMuBOCTI TBOpiB.  [lpm aHamizi 0COOIMBOCTEH PO3BUTKY
Mypai3My B YKpaiHi Ta CBITI MiJ] Yac Cy4acHOi ¢a3u poCciichbKO-yKpaiHChKO1 BIHHU
BUOKPEMJICHH] 1MEHa K YKpPalHChKHX, TaK ¥ 1HO3EMHHUX MAalCTpiB BYJIUYHOTO
MUCTEINTBa, $Ki CBOIMH TBOpaMH BHCTYNAlOTh HA MIATPUMKY CHIpPaBEITUBOI
OOpOoTHEOM YKpaiHCBKOTO HApOAy TMPOTH POCIMCHKOTO arpecopa, BU3HAYCHO
XapakTep 3MICTy 00pa3iB i CTUITIICTUKHA B TBOPYOCTI OKPEMUX aBTOPIB, JOCIIIKEHO
0COOJIMBOCTI TEXHOJIOTIi JOMOBHEHOI peanbHOCTI Ha mpukiaani AR-o0’ekTiB Ta
MypaJiB, IO 3aBASKH JIKATANI3aIll 3HAYHO 30aradyroTh MIChKii MPOCTIp SIK Yy
CBITI, TaK 1 B Cy4acHiil YkpaiHi.

YTO4YHEeHO i I0MOBHEHO TEPMIHOJIOTIYHUI amapar HACTIHHOTO PO3IUCY;
MUCTEIbKY MapajurMy YKpaiHCBKOTO CTIHOMHUCY J00W  HAaIlllOHAJIHHOTO
BipopkeHHs 1920-X pp. Ha MiAPaaSHCHKIN YKpaiHi Ta cnenudiky Horo po3BUTKY
B 1920 — 1940-1 pp. B 3axigHiil YKpaiHi, TBOPUICTh YKPAiHCHKMX HOHKOH(GOPMICTIB
B ramy3i mo3zaiunux mnaHHo B 1960 — 1970-1 pp. Ta TEXHIKO-TE€XHOJOTIYHI
0COOJIMBOCTI TXHIX TBOPIB, & TAKOK HOBATOPCHKI MOIIYKH YKPATHCHKUX MYPaTIiCTIB
mij yac pociiickKoi arpecii B YKpaiHi B CTIHONKCI HA aHTUBOEHHY TEMATHKY.

TeopeTnuHi Ta MPpaKTHYHi pe3yJabTATH JAHOTO JOCITIKEHHS MOJSTAl0Th
B TOMYy, IO BOHO SBJISI€ KOMILJIEKCHE HAyKOBE [OCIHIDKCHHS YKpaiHCBKOTO
criHonucy XX — mod. XXI ¢T. y KOHTEKCTI MOIIyKYy OCOOJIMBOCTEH PO3BHUTKY
HalllOHAJIbHOT MoJel. Pe3ynbratv 11i€i HAyKOBO1 PO3BIIKHM MOXYThb CTaTu
HOIATPYHTAM U1 TOAAIBIINX MUKIUCIUIUTIHAPHUX JOCTIHPKEHb Yy CYMDKHHUX 3
MUCTEITBO3HABCTBOM cdepax. OCKUTbKH MpodiieMa yKpaiHCHKOTO CTIHOMUCY B
KOHTEKCTI O0COOJIMBOCTEH PO3BHUTKY HalllOHAJIBHOI MOJielli Ha0yBae Bce OLIBIIOL
aKTyaJIbHOCTI B Cy4YacHiil 0OCTaHOBIII, TO cepell MePCHEeKTUB i PO3BUTKY MOXKHA

pO3TIsgaTH  TPOJOBXKEHHS JOCHIDKEHHS Ha Marepiaji HOBITHBOI 1CTOPIi



yKpaiHCbKOoro muctenTBa. [lojlo)keHHs 1 BUCHOBKHM JUcCepTallii MOXYTb OyTH
BUKOPHUCTaHI B y3arajibHIOIOYUX MpalsiX 3 1CTOpii YKpaiHChKOIO MHUCTELTBA, MpPU
MIATOTOBILI HAYKOBHX MOHOTpadid, MNiIApyYHHUKIB, HaBYAJbHUX MOCIOHUKIB,
METOJMYHHUX PO3pOOOK, HABUATBLHO-MPO(GECIHHUX TPOrpaM.

Pobora ckmamaeTbest 31 BCTYIy, YOTUPHOX PO3/LTIB, BUCHOBKIB, MEPENIKY
BUKOPHUCTAHUX JIKEPET Ta JOJATKIB (a1p00My LITIOCTpalliid Ta IXHBOTO CIHCKY ).

Y nepwiomy po30dini BuknaaeHo pe3yjbTaTu aHami3y ictopiorpadii gaxoBoi
JiTepaTypH, HaBEJIEHO JDKEpelbHy 0a3y Ta OOTPYHTOBAHO METOJMU JOCIHIKEHHS.
Amnami3 icropiorpadii mokazaB, IO Yy Cy4aCHOMY MHCTEIITBO3HABCTBI TeMa
PO3BUTKY HAIlOHAJIBHOI MOJENI B yKpaiHChbKOMy cTiHomuci XX — mod. XXI cr.
CHEI[IaJIbHO 1€ HE BUBYAJIACh 1 MOPYLIYBaJlach JUIIE (parMEHTApHO B MyOmiKaIlisX,
NPUCBAYEHUX YKPAiHCHBKOMY aBaHTapAy J00M pO3CTPUISHOTO YKPaiHCHKOIO
BIIpODKEeHHS, Kol Muxaiina boituyka, ykpaiHcbkuM HOHKOH(OpMicTam 1960 —
1970-x pp., TpaHCHOpMaIIHHAM TPOIIecaM B YKPATHCHKOMY KHUBOTHUCI KIHITT XX —
no4y. XXI CT., BKIIOYAOUH MYPATICTCBKUN pyX. PO3KpuTO, 110 OMpaIfoBaHHS
JITEpaTypHUX JHKepen B 01010Tekax, a Takox TBOPiB cTiHomucy XX — mod. XXI cT.
B My3esiX, MICBKOMY IIPOCTOpI TOIIO JAaJI0 MOXJIMBICTH CTBOPUTH HEOOXiAHY
JUKEpeNbHY 0asy Il BUBYCHHS OCOOJMBOCTEH PO3BUTKY HAIIOHAIBHOI MOJENl B
MUCTENTB] YKPaiHCHKOTO CTIHOMUCY JAHOTO MEPioy Ha TJIi CYCHUIbHO-TTOIITUIHUX
KaTakJI13M1B Ta TeHACHIIIN KYJbTYPHO-XY0KHBOTO PO3BUTKY B YKpaiHi Ta CBITI.

Y opyzomy po3oini npoaHaIi30BaHO TEPMIHOJOTIYHUHN amapar CTOCOBHO
cTiHomucy To4. XX c¢T. B VYKpaiHi Ta cBiTi. BusBieHo, 10 MNOHATTA
«MOHYMEHTATI3M», «MOHYMEHTAJIbHUN JKUBOIKCY», KMOHYMEHTAJIbHE MUCTELITBOY
NOB’s13aH1 3 PaJTHCHKOIO 17I€0JIOTIEI0 1 3aCTOCOBYIOThCS 3 KiHIA 1910-X pokiB Ha
tepeHnax kojumHboro CPCP, no sikoro Toai Bxoawina i Ykpaina. Hatomicts B
MUCTEITBO3HABCTBI 3axoAy Ii MOHATTS BIACYTHI, a 3aMICTh HHUX B)XMBAJINCS
TEPMIHH «MYypajD», «Mypaii3M», IO MOXOAATh BiJ JAaTUHCHKOTO «muralis, ToOTO
cTiHa. PO3KpPUTO TaKoX, 110 MOHATTS «(popMali3mM», «yKpaiHCBbKUM OypiKya3sHUi
HAI[IOHATI3M», SKI 3aCTOCOBYBAINCH PAJASHCHKOIO BIAJO0I0 IS 3BUHYBAauCHHS

BUJIATHUX MAaKMCTPIB yKpaiHChbKOTro CTiHOMHUCY 1920-X pOKiB B aHTUIEPKABHHUX



HaMmipax, OyJIM CHOpsMOBaHI Ha (i3WMYHE 3HUIIEHHS YKPaiHCbKOI TBOPYOi
IHTEeJIreH I 1 HiJie B JEMOKPAaTUYHOMY CBIT1 HE MaJld MICIIS.

[IpoctexxkeHo, 10, «YKpaiHCHKUNA MOHYMEHTATI3M» Ta MEKCHKaHCHKHUI
MypasizM Majld CBOI CHUIbHI OCOOJMBOCTI Ta YHIKaJdbHI PUCH, € SBUIAMHU
CBITOBOro MacumTaly, Xxoua «yKpaiHCHbKHI MOHYMEHTaJi3M» MaB 3HAYHO MEHIIIE
MOXJIMBOCTEH I BUIBHOTO BHPAXEHHS MUCTEILKOTO 3aJyMy BHACIHIiJIOK
oOMexeHb CBOOOIM TBOPUYOCTI, 4OTO He Oys10 B Mekcuili. AKIIEHTOBAHO, [0 X04a
HeoBi3aHTU3M M. boliuyka € oTHUM 3 BapiaHTIB CTHIIIO MOJIEPH, ajie pa3oM 3 TUM
0OMUyKi3M YCOTYBaB 1 pUCH aBaHTapHOTO PYXY.

Y mpemvomy po3oini BUSBIEHO, N0 JEKOHCTPYKI[SE MOHYMEHTANII3MY 1
BITHOBJICHHSI MIPIOPUTETY CTAaHKOBUX (hOPM Iepes1 OB’ I3aHUMU 3 apXITEKTYPOIO 1
3BEpHEHUMHU O€3MOCEepEeHBO 10 MIMPOKUX HAPOJHMX Mac TBOPIB HACTIHHOIO
poO3MUCy B paasHCBKIA YKpaiHi, MO CYNpPOBOKYBAJIOCh HACHIHHUIIBKAM
HACaXKyBaHHSIM COIL[PeaizMy, a CaKpaJbHUI )KUBOMHC TYT OyB 3a00pOHEHHU 11I€ 3
kiHig 1910-x pp., BiH OpoJ0OBXKYBaB CBiii po3BUTOK B 1930 — mepiiii 1mojgoBUHI
1940-x pp. Ha 3axoxai YKpainu, a 3 OCTATOYHUM BCTAHOBJICHHSIM TaM PaIsTHCHKOT
BJIaJI 1OTO PO3BIH MIIXOMUIM MPECTaBHUKH YKPATHCHKOI MUCTEIBKOT J1aCTIOPH Y
CBITI.

BusBneHo, mio micis 3aBepiieHHsS HIMEIBKO-PaJAsSHCHKOI BIWHHU, IO
posnoyanachk HEBAOB31 MICHA MIKy CTaMHCHKUX pernpecid y 1937 — 1938 pp.,
MOHYMEHTAIICTUKA B PAASHCBHKIA YKpaiHl MepeXuBa€ CTaH MapriHamizamii, a 3
MOYaTKOM JIPYTOi MOJOBUHHU XX CT. 3IMIIAETHCA X10a 110 y dhopmi «11adhOHHOTO
YKUBOIUCY» B Majlalax KyJabTypH TOLIO.

Sk mokazaHo, 0OCTaHOBKA PI3KO 3MIHIOETHCS 3 TOYATKOM JecTajiHizarlil
CYCHIIbHO-KYJIBTYPHOIO KUTTS HicIs cMepTi aukTatopa M. Cranina i HACTaHHAM
XPYIIOBCHKOI «Biamurn». KapauHanbHi 3MiHM TPOCTEXYIOThCS, MEpUI 3a BCE, Y
BIJIDOJKEHHI HAI[IOHAIBHOI TaM’siTi, 3HUILYBAaHOI TOTATITAPHOIO CUCTEMOIO B
TBOPYOCTI YKpaiHCBKMX HOHKOH(OPMICTIB, 0OCOOJMBO TpeAcTaBHUKIB KiryOy

TBOpuOi MonoAi B Kuesi Ha 4o 3 A. ['opchKoto, sIKi, BIAPOIKYIOUH «YKPaiHChKHIA



MOHYMEHTAJII3M» Y CBOEMY CTIHOIKUCI HA TUHKY, TOJIOBHUM YHHOM 3BEPTANUCS /10
TEeXHIKH MO3aiKH, 3HAYHO PO3IIMPUBIIIH 11 TEXHIKO-TEXHOJIOT14HI MOKJIUBOCTI.

[IpocTexxeHO eBOIIONII0 TEXHIKO-TEXHOJIOTIYHUX 3aC001B MOHYMEHTAIIbHO-
JIEKOPATUBHOTO PO3MUCY B YKPATHCHKOMY MUCTEITBI APYTroi MoJOBUHU XX CT., IO
BUSIBWJIOCH HE JIMILE y BIJHOBJICHHI B XKMBOMHCI Ha THHKY TEXHIK Temmepu M
CHKAyCTUKH, a 1 PO3MIMPEHHI MaTepiaiiB MO3aiKu, 30KpeMa 3aBIIsKU
BUKOPUCTAHHIO BIJXO/AIB METAIypPrifHOrO BHUPOOHUIITBA (IIJITAKOCHTATY) 1
3aCTOCYBAaHHA SIK Marepially Juisi MO3aikd METajJoeMajeBUX IUIUT Ta TEXHIKU
rapsuoi emani. HarosomeHo TakoX Ha IIMPOKOMY PO3BHUTKY TaKOrO BUIY
MOHYMEHTAJIbHO-IEKOPATHBHOTO PO3MHKCY, SIKHM CTaB y II€d 4ac BITpax, Ta
PO3IIMPEHHI HOro TEXHIKO-TEXHOJOTTYHUX XapaKTepUCTUK. AKIEHTOBAHO Ha
HEO0OX1THOCTI 30€peKeHHSI MUCTEIIBKOT CIIQ IIMHI, 30KpeMa MO3aiYHUX [TaHHO, II10
ChOTOJIHI PYHHYIOTBCS 1 3HUILYIOTHCS.

Y uemeepmomy po30ini po3kpuTO, MO X04a MYPATICTCHKUHN PYyX SIK SIBUIIE
CyYaCHUX HACTIHHUX PO3IMHCIB Yy MICBKOMY MPOCTOpl MPHUHIIOB B YKpaiHy i3
3HAYHUM 3alli3HEHHSM Yy TOPIBHSHHI 3 KpaiHamu 3axigHoi €Bponu i AMepuku,
yTiM, nounHarouu 3 2010-x pokiB, HaOyBa€e Bce OUIBIINX OOEPTIB 1 CTa€ BCe OB
MOMYJIIPHUM CEPeJl MEITKAHIIB PI3HUX YKPATHCHKUX MICT, YOMY CIIPHUSE, 30KpeMa,
MPOBENCHHS (PECTUBAIIB CyYaCHOTO CTIHOMHCY, IO CHUPAETbCS HAa HOBITHI
TEXHOJIOT1i, YTBOPEHHSI MHUCTEILKUX 00’ €JHAaHb CYYaCHHX MYPAJICTIB, a TaKOXK
BHECOK MalCTpiB ByJMYHOTO MHCTeNTBa 3 Icnanii, ®paniii, ABcTpanii TOo, sKi
CTBOPIOBAJIM CBOI MypaH Ha OyIMHKAX B YKPATHCHKUX MICTax.

AHani3 aHTUBOEHHUX MypaliB, 0 HaOyJauM OCOOJMBOIO MOLIMPEHHS B
VYkpaini 1 CBiTI 3 MOYaTKOM TOBHOMACIITA0OHOTO BTOPTHEHHS BiWichbka pd Ha
yKpaiHchki 3emuti 24 motoro 2022 p. mokas3aB HOBI 3MICTH CYYacCHOT'O CTIHOIUCY B
VYkpaini 1 cBiTi, 00yMOBJIEHI T€pOTYHUM MPOTUCTOSHHSIM BOPOTOBI YKPAiHCHKOTO
Haposy 1 fioro 30poiHux Cuil y 3aXHCTi CBO€1 CBOOOIM 1 HE3AJIEKHOCTI, a TAKOX
3pOCTaHHIO ICTOPUYHOI poJii YKpaiHu y cBiTi. OOpa3u yKpaiHCBKOrO BOiHA,
YKpPaiHCBKOTO TMparopa, MYKHIX YKpaiHOK 1 HaBiTh YKpPaiHCBKUX JITEH, IO

JIOETHYIOTHCS 10 3aXUCTY CBO€ET KpaiHM, 3’ ABJISIFOTHCS HE JIUIIIE Ha OYAIBIISX Y PI3HUX



YKpaiHCBKHMX MICTaXx, a 1 JaJieKo 3a 11 KopJIoHaMU. B KOJI0pUCTHYHIM raMi ITUX TBOPIB
NepeBaXaroTh KOBTO-0JAKUTHI KOJILOPH JEP>KaBHOTO Mparopa YKpaiHu.

OCHOBHUMHU TE€XHIKAMH CyYaCHOTO CTIHOMHUCY CTaJld aKpuJjl, CIpeu apT abo
iXHE MO€THAHHS B Mypajax, 10 BiIoOpaxyrTh €BOJIOIII (PECKH B CydacCHHUX
YMOBAX 1 Cy4acHI! apXiTeKTypl 1 OLIbII CKJIQJHUMU KOMITO3UIISIMU y TIOPIBHSHHI 3
rpaditi. MailcTpu BYJMYHOTO MHUCTELTBA, SKI MPAIiOlOTh B TpadiTi, BIAIAIOTH
nepeBary TEKCTOBHM HamucaM TMepel MaJlOHKOM 1 BHUKOPUCTOBYIOTH TEXHIKY
Tpadapery. CoiIbHUM MK MUCTIISIMH MypaliB 1 rpadiTi B XyI0’KHIX 3aco0ax cTajo
HIMPOKE BUKOPUCTAHHS CHUMBOJIIYHHMX YKOBTO-OJAKUTHUX KOJBOPIB YKPAiHCHKOTO
mparnopa.

Ha rtemepimmHbOoMy  ICTOpUYHOMY BHUTKY B  YKpaiHi  aKTHBHO
BIIPOBA/KYIOThCSI  TEXHOJOTIi JOMOBHEHOI pealbHOCTI. Moioai MailcTpu
30aradyloTh CBOI1 MPOEKTH, 30KpEMa, Mypall Ta apT-00’€KTH, JOIYYarOUHUCh 10
1idpoBoi Tparchopmallii MUCTEIITBA, IO MOIMIHUPIOETHCS CBITOM 1 HaJIa€ MUCTIISIM
3MOTY 3al[IKaBUTH IIUM CYCHUIbCTBO Ta 3aJyYUTH HOro MpE/ICTABHUKIB Yy MPOILIEC
TBOpeHHA. Po3kputo, mo AR He CTBOpIOE HOBY peajbHICTb, ajle MEPETBOPIOE
ICHYyIO4y Ha OIbII SICKpaBy Ta 1H(QOpPMATUBHY, B YOMY TOJIOBHA BiJIMIHHICThH
BIpTyaJIbHOI BiJl JOTMIOBHEHOI peanbHOCTI. J[0 HaykoBoro oO0Iiry BBEIEHO HOBI
Mypaji Ha aHTUBOEHHY TEMAaTUKY aBTOPKHU JHCEepTAaIlii.

KurouoBi cioBa: ykpaiHCbKE MHCTEITBO, YKPAaiHCHbKUH MOHYMEHTAII3M,
MEKCUKAHCBhKUN Mypai3M, YKpaiHChbKUW aBaHTap]l, CTIHOMHUC, COIIaJTiCTHYHHIA
peaii3M, CTWIICTHKA, TEXHIKO-TEXHOJIOT1YHI OCOOJIMBOCTI, BYJIMYHE MHUCTEITBO,

aHTUBOEHHI Mypaju, HU(PPOBE MUCTELTBO.
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The dissertation is devoted to the study of the formation and development
peculiarities of the national model of Ukrainian mural painting as one of the most
important parts of our artistic culture of the twentieth — early twenty-first century,
when there were stunning socio-political upheavals associated with the national
liberation struggle of the Ukrainian people for their freedom and independence.
And this was reflected in the Ukrainian artistic environment, where at different
stages of confrontation with Soviet ideology and socialist realism imposed by the
authorities, the art of mural painting directly addressed to the people rose again and
again to meet the national revival, focusing on its national roots, on the traditions
established by the school of Ukrainian Monumentalism of Mykhailo Boichuk as an
outstanding phenomenon of world significance. In addition, the work of Ukrainian
non-conformists in the field of wattle mosaic art of the 1960s and 1970s, their
original techniques, and the work of prominent Ukrainian monumentalists of the
1980s and 2000s, as well as anti-war murals by contemporary representatives of the
muralist movement in Ukraine, remain insufficiently studied. The researcher
examines the impact of political change, religious diversity, globalization, and
modern technology on the creation of Ukrainian murals. The study of this material
will not only contribute to a more thorough understanding of the peculiarities of the
national model of Ukrainian mural painting of the twentieth — early twenty-first
century, but will also become the basis for further art historical research in other

forms of fine art, which determines the relevance of the research topic.



The aim of the study was to identify the peculiarities of the formation,
transformation, and restoration of the national model in the art of Ukrainian mural
painting of the twentieth — early twenty-first century against the background of
socio-political cataclysms and trends in the cultural and artistic development of the
period under study in Ukraine and the world.

The object of the study is the art of Ukrainian mural painting, which
includes all its types during the twentieth — early twenty-first century.

The subject of the study is the peculiarities of the development of the
national model in Ukrainian mural painting of the twentieth — early twenty-first
century.

To identify the necessary sources from a given perspective, a research work
was conducted in the Vernadskyi National Library of Ukraine, the Scientific
Library of the Kharkiv State Academy of Design and Arts, and the Korolenko
Kharkiv State Scientific Library. In addition to a selection of literary sources from
scientific libraries, the source base of the dissertation was composed of mural works
by representatives of different generations of masters in Ukrainian art of the studied
period, who performed at different stages of the national liberation struggle in
Ukraine, discovered in museum collections, in particular, the National Art Museum
of Ukraine in Kyiv, Sheptytskyi National Museum in Lviv, Voznytskyi Lviv
National Gallery of Arts, in monographs, albums of artworks, and also studied
contemporary murals using the latest technologies in the largest centers of mural
art in Ukraine — Kyiv, Kharkiv, Odesa, Lviv, cities of Donetsk and Luhansk regions
(Mariupol, Sloviansk, Kramatorsk, Hirske, Sievierodonetsk, Lysychansk,
Bakhmut), Zaporizhzhia, Mykolaiv, Kamianets-Podilskyi, Vinnytsia, Dnipro,
Chernihiv, Chernivtsi, Lutsk, Ivano-Frankivsk, and Khmelnytskyi. Examples for
studying the visual sources of world mural art were works by street art masters from
Poland (Krakow, Lodz); Lithuania (Kaunas, Vilnius); Slovakia (Bratislava,
Kosice); Portugal (Lisbon, Torrish Vedras); Great Britain (London, Manchester);
Germany (Berlin); Belgium (Brussels); France (Paris); Spain (Barcelona); Canada

(Toronto, Montreal); Latin America (Mexico, Chile); South and North Africa; Asia



and Australia. In addition, the author has created her own murals, including
those on anti-war themes.

The study of the scientific source base, which includes works by Ukrainian
and foreign art historians — analytical articles, monographic studies and
dissertations, theses of scientific and scientific-practical conferences, in which the
authors in one way or another touched upon the lemma of the development of
Ukrainian mural art of the twentieth — early twenty-first century, has shown that the
study of the peculiarities of the development of the national model in the art of
Ukrainian mural painting of the twentieth — early twenty-first century against the
background of socio-political cataclysms and trends in cultural and artistic
development in Ukraine and the world has not yet been conducted, and the author
raises this issue for the first time.

The methodological basis of the dissertation is the study and analysis of
Ukrainian murals of the twentieth — early twenty-first century in the context of the
development of the national model at different historical stages. In the process of
studying certain issues, both general scientific research methods (analysis and
synthesis, induction and deduction, systematization and generalization, abstraction,
classification, typology and comparison) and special art historical methods
(figurative and stylistic and formal analysis of works, semiotic and iconographic-
iconological and comparative method for comparing various artistic phenomena,
individual images, works of art, artistic expressive means) were used.

As a result of the scientific research, the development of the national model
in Ukrainian mural painting of the twentieth — early twenty-first century was first
studied. The author analyzes the factors that influenced the development of the
national model in Ukrainian mural painting of this period and identifies its
individual stages. It is proved that the circumstances and motives for the search for
a national model of Ukrainian mural painting were the spread of the national
liberation movement in Ukraine and the influence of pan-European artistic
processes. The names of the representatives of the creative workshop of muralists

inspired by the revival of the national idea in Ukrainian art at different stages and



in different types of this branch are revealed, and the figurative, stylistic, technical
and technological features of the works are revealed. In analyzing the peculiarities
of the development of muralism in Ukraine and the world during the current phase
of the Russian-Ukrainian war, the names of both Ukrainian and foreign street art
masters are highlighted, who with their works support the just struggle of the
Ukrainian people against the Russian aggressor, the nature of the content of images
and stylistics in the work of individual authors is determined, the features of
augmented reality technology are studied on the example of AR objects and murals,
which, thanks to digitalization, significantly enrich urban space both in the world
and in Ukraine.

The article clarifies and supplements the terminological apparatus of wall
painting; the artistic paradigm of Ukrainian mural painting of the national revival
of the 1920s in post-Soviet Ukraine and the specifics of its development in the
1920s-1940s in Western Ukraine; the work of Ukrainian nonconformists in the field
of mosaic panels in the 1960s-1970s and the technical and technological features of
their works; and the innovative searches of Ukrainian muralists during the Russian
aggression in Ukraine in the field of anti-war mural painting.

The theoretical and practical results of this study are that it presents a
comprehensive scientific study of Ukrainian mural painting of the twentieth — early
twenty-first century in the context of the search for the peculiarities of the
development of the national model. The results of this research can serve as a basis
for further interdisciplinary research in areas related to art history. Since the
problem of Ukrainian mural painting in the context of the peculiarities of the
development of the national model is becoming increasingly relevant in the current
situation, among the prospects for its development is the continuation of research
on the material of the modern history of Ukrainian art. The provisions and
conclusions of the dissertation can be used in generalizing works on the history of
Ukrainian art, in the preparation of scientific monographs, textbooks, manuals,

methodological developments, educational and professional programs.



The paper consists of an introduction, four chapters, conclusions, a list of
references, and appendices (an album of illustrations and a list of illustrations).

The first section presents the results of the analysis of the historiography of
professional literature, provides the source base and substantiates the research
methods. The analysis of historiography has shown that in contemporary art history
the topic of the development of the national model in Ukrainian mural painting of
the twentieth — early twenty-first century has not yet been specifically studied and
has been raised only fragmentarily in publications devoted to the Ukrainian avant-
garde of the executed Ukrainian revival, the school of Mykhailo Boichuk, Ukrainian
nonconformists of the 1960s and 1970s, and the transformational processes in
Ukrainian painting of the late twentieth — early twenty-first centuries, including the
muralist movement. It is revealed that the study of literary sources in libraries, as
well as works of mural art of the twentieth — early twenty-first century in museums,
urban space, etc. made it possible to create the necessary source base for studying
the peculiarities of the development of the national model in the art of Ukrainian
mural painting of this period against the background of socio-political cataclysms
and trends in cultural and artistic development in Ukraine and the world.

The second section analyzes the terminology used in relation to the Stoics of
the early twentieth century in Ukraine and the world. It is revealed that the concepts

nn

of "monumentalism," "monumental painting," and "monumental art" are associated
with Soviet ideology and have been used since the late 1910s in the former USSR,
which included Ukraine at that time. Instead, in Western art criticism, these
concepts are absent, and instead the terms "mural" and "muralism" were used,
derived from the Latin "muralis," meaning wall. The author also reveals that the
concepts of "formalism" and "Ukrainian bourgeois nationalism" used by the Soviet
authorities to accuse prominent masters of Ukrainian mural painting of the 1920s
of anti-state intentions were aimed at the physical destruction of the Ukrainian
creative intelligentsia and had no place in the democratic world.

It is shown that "Ukrainian monumentalism" and Mexican muralism had their

common features and unique traits, and are phenomena of a global scale, although



"Ukrainian monumentalism" had much less opportunities for free expression of
artistic intent due to restrictions on freedom of creativity, which was not the case in
Mexico. It is emphasized that although the neo-Byzantine of Boichuk is one of the
variants of the Art Nouveau style, but at the same time, Boichukism also absorbed
the features of the avant-garde movement.

The third section reveals that the deconstruction of monumentalism and the
restoration of the priority of easel forms over the works of wall painting related to
architecture and addressed directly to the masses in Soviet Ukraine, which was
accompanied by the forced imposition of social realism, and scroll painting was
banned here from the late 1910s. It continued its development in the 1930s and the
first half of the 1940s in western Ukraine, and with the final establishment of Soviet
rule there, its development was picked up by representatives of the Ukrainian
artistic diaspora in the world.

It was found that after the end of the German-Soviet war, which began shortly
after the peak of Stalin's repressions in 1937-1938, monumentalism in Soviet
Ukraine experienced a state of marginalization, and at the beginning of the second
half of the twentieth century it remained only in the form of "plafond painting" in
palaces of culture, etc.

As shown, the situation changed dramatically with the beginning of the
destalinization of social and cultural life after the death of the dictator Stalin and
the onset of the Khrushchev Thaw. Cardinal changes can be seen, first of all, in the
revival of national memory, which was destroyed by the totalitarian system, in the
work of Ukrainian nonconformists, especially representatives of the Club of
Creative Youth in Kyiv, led by Horska, who, reviving "Ukrainian monumentalism"
in their mural painting on wattle, mainly turned to the technique of mosaic,
significantly expanding its technical and technological capabilities.

The author traces the evolution of technical and technological means of
monumental and decorative painting in Ukrainian art of the second half of the
twentieth century, which manifested itself not only in the restoration of tempera and

encaustic techniques in painting on tinkerboard, but also in the expansion of mosaic



materials, in particular through the use of metallurgical waste (slagging) and the
use of metal-enamel plates and hot enamel techniques as materials for mosaics. The
author also emphasizes the widespread development of such a type of monumental
and decorative painting as stained glass at this time and the expansion of its
technical and technological characteristics. The need to preserve the artistic
heritage, in particular mosaic panels, which are being destroyed today, is
emphasized.

The fourth section reveals that although the muralist movement as a
phenomenon of contemporary wall paintings in urban space came to Ukraine with
a significant delay compared to Western Europe and America, since the 2010s it
has been gaining momentum and becoming increasingly popular among residents
of various Ukrainian cities. This is facilitated, among other things, by the holding
of festivals of contemporary mural art based on the latest technologies, the
formation of artistic associations of contemporary muralists, and the contribution
of street art masters from Spain, France, Australia, etc. who created their murals on
buildings in Ukrainian cities.

The analysis of anti-war murals, which became particularly widespread in
Ukraine and the world with the beginning of the full-scale invasion of Ukrainian
lands by Russian troops on February 24, 2022, revealed new meanings of
contemporary murals in Ukraine and the world, due to the heroic resistance to the
enemy of the Ukrainian people and its Armed Forces in defense of their freedom and
independence, as well as the growing historical role of Ukraine in the world. Images
of Ukrainian soldiers, the Ukrainian flag, courageous Ukrainian women, and even
Ukrainian children joining the defense of their country appear not only on buildings
in various Ukrainian cities, but also far beyond its borders. The color scheme of these
works is dominated by the yellow and blue colors of the Ukrainian national flag.

The main techniques of contemporary mural painting are acrylic, spray art or
a combination of both in murals that reflect the evolution of the fresco in modern
conditions and contemporary architecture and more complex compositions

compared to graffiti. Street art masters who work in graffiti prefer textual



inscriptions to drawings and use the stencil technique. The common thread between
mural and graffiti artists is the widespread use of the symbolic yellow and blue colors
of the Ukrainian flag.

At the current historical juncture, Ukraine is actively implementing
augmented reality technologies. Young artists enrich their projects, such as murals
and art objects, by joining the digital transformation of art, which is spreading
around the world and enabling artists to engage society and involve its
representatives in the creation process. It is revealed that AR does not create a new
reality, but transforms the existing one into a more vivid and informative one, which
is the main difference between virtual and augmented reality. New murals on anti-
war themes by the author of the dissertation have been introduced into scientific
circulation.

Keywords: Ukrainian art, Ukrainian monumentalism, Mexican muralism,
Ukrainian Avant-garde, mural painting, socsalist realism, stylistics, techical and

technological features, street art, anti-war murals, digital art.
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