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AHOTANLIA

HMepury3s Haranis BosogumupiBHa. JleBkac B 00pa3oTBOp4YOMY
muctenTBi Ykpainu Kinusg XX — mouarky XXI crosiTrsa: Tpaguuii, cHHTE3,
peduiexcii BoenHoro yacy. — Ksamidikariiina po6ota Ha mpaBax pyKOIIUCY.

JHucepTartiist Ha 3100yTTs HayKOBOTO cTymeHs goktopa ditocodii (Ph.D)
3a cnemianpHicTiO 023 — O6Gpa30TBOpUE MHUCTEITBO, JCKOPATUBHE MUCTEITBO,
pecraBpaillis. XapKiBChKa JepikaBHa akajemis AU3aiiHy 1 MHUCTENTB. XapKiB,
2024.

[ls jgucepraiiss mpuCBAYeHA  JOCHIIKEHHIO pOJi  JIeBKacy B
oOpazoTBopuoMy MucTenTBl Ykpainu Ha Mexi XX 1 XXI cronite. OCHOBHUMU
HampsIMKaMH 1i JOCHI/DKEHHS € TUTaHHSA Tpaaullli, CUHTE3y, 1HHOBalli Ta
XYIOXKHIX pe(IieKciii BOEHHOTO CTaHy.

VYkpaincbke 00pa30TBOpYE MUCTELTBO B OCTAHHI JECATUIIITTS MEPEKUBAE
nepioJ; IHTEHCUBHOTO PO3BUTKY Ta TBOPUOro mowyky. OZHUM 3 HampsSMKIB y
OMY IPOLECI € BUKOPHUCTAHHS JIEBKACy K HOCISI MUCTELBKOTO BUPAKEHHS.
JleBkac, sk Marepian AJis JKUBOIKCY HE TUIbKM 30epirae (4u MOXHa CKa3aTu
BITHOBJIIOE€) CBOIO 3HAYUMICTh 1 AaKTyaJbHICTb Y CYy4aCHOMY MHUCTENTBI
BiJIoOpaXkarodl TpaguIliiHl Horo (opMU BHUpaXEHHS Ta 3aCTOCYBaHHS, a W
BpaXka€ CBOIMU 1HHOBAL[IMHUMHU XyJAOKHIMHU Ta TEXHOJOTTYHUMH CTPATETIsIMU Ta
croco0aMu BXHTKY, 1110 € MaJIOJOCIIIIPKEHUM SIBUIIEM, TOMY JUCEPTAIlisl Ma€ Ha
METI1 3allOBHUTH MPOTAJMHU Yy HAYKOBOMY BHMBYEHHI MICISl Ta pOJil JIEBKacy B

YKpaiHCHbKOMY Cy4YaCHOMY MHCTELTBI.

Iepmmii po3ain AOCHIKEHHS TPUCBIYEHU aHamizy ictopiorpadii,
JoKepellbHOI 0a3u Ta OOIPYHTYBAaHHIO METOMIB JOCIIIKCHHS, IO JO3BOJIHUIIO
chopMyiIIOBaTH MiICLIe JIEBKacy B OOpa3oTBOPYOMY MHCTEUTBI, PO3KPUTHU
ICTOpUYHI, TEXHOJIOTTIYH1 Ta MUCTELTBO3HABY1 aCIIEKTH MTOOYTYBaHHS JIEBKACy SIK

’KUBOTIMCHOTO MaTepialy B 00pa30TBOPYOMY MUCTEITBI K YKpaiHu, TaK 1 CBITY.



IcTopiorpadis 3a Temorw AOCHiKEHHs KiacupikoBaHa Ha HACTYIIHI TPYIH:
mpaii pecTaBpaliifHO-JOCTITHUIBKOTO Ta 1KOHOMHCHOTO CHPSIMyBaHHS Ta
CydYacHi mpaili 1o OCBITIIOITh 0COOJUBOCTI Ta 1HHOBAIlT B cepl CydacHOTO
KUBOIIUCY Ha JIeBKaci, a JpKepeiabHa 0a3za CKJIQJaeThcsi 3 Mpallb
CJIOBHHKOBO-ETHUMOJIOTIYHOTO CIIPSIMYyBaHHs, Bi3yaJbHUX MaTepiajiB (KaTajoris,
aTp00MiB), MaTepiaiiB 3100yTUX IIUISIXOM 1HTEPB IOBAaHHS, MaTepialliB HA OCHOBI
TISUIBHOCTI  MYy3€HHO-rajnepelHux Ta 010110T€YHO-apXIBHUX YCTaHOB.
BcranoBnenuii HU3BKME CTYHiHB JOCTIIKEHOCTI TeMH (0COOIMBO cepen
BITUM3HSIHUX HAyKOBUX IIpallb Ta B KOHTEKCTI CydacHUX (OpM BHPAKCHHS.
3MicT poOOTH HE TUIBKU OXOILIIOE ICTOPUYHUN JOCBiA (hOPMYBaHHS CydacHOTO
’KUBOTIUCY Ha JIEBKACl, a i BUABIIAE KPUTUUHHUM aHAJI3 MUCTEILKUX TEHJICHIIIH,
PEMIHICLICHIIIN Ta 1HHOBALIW, 110 3yMOBHWJIO BUKOPHUCTAHHS 3arajbHOHAYKOBHX
Ta CHOEIiaTbHUX MHUCTEITBO3HABYMX METOAIB Ta TMIAXOMIB, TaKuUX fK:
hopManbHO-CTHITICTUIHUN METO/I, 1CTOPHUKO-TUTIOJIOT TYHUM METO/I,
IKOHOrpapiuHUil Ta (AKTOJOTIYHUIA METOAH, JHKEPEIO3HABUMI METOod Ta
METO/IMKA 1HTEPB FOBAHHSI.

JIpyruii po3aiyi npyucBsiYeHU MUTAHHIO TPAAULIMHUX (HOPM TIIyMadeHHS,
BUTOTOBJICHHSI Ta 3aCTOCYBaHHs JIEBKACY B MHCTENTBI B KOHTEKCTI Cy4acHOI
pemniriiHol KapTUHM Ha JIeBKaci («HOBOI IKOHM»), Ta PO3KPUBAETHCS 3 MO3UIIIT
IHHOBAIlITHUX, (032 PENIriiHUX) XyJ0XKHIX HAmpsiMiB HA OCHOBI Cy4acHOTO
YKUBOITHCY Ha JIeBKaci. B po3miii BUIiJIeHO OCHOBHI (haKTOPH, IO YCKIIATHIOIOTh
JOCITIJDKCHHS BHKOPUCTAHHS JICBKACy B YKpPaiHCBKOMY MHCTEITBI, a came:
HEIOCTaTHICTh HAyKOBUX poOIT y Wi oO0nacTi, BapiaTMBHICTh TIyMadeHb
TEPMIHY <JIEBKAC», PI3HOMAHITHICTh XIMIKO-(I3UYHUX XapaKTEPUCTHUK JICBKACY
Ta MOro CHHTETUYHUX 3aMIHHUKIB.

[IpoananizoBaHi TBOPYICTh 3aXiMHOYKPAaiHCHKOI IIKOJIU, SIK TPOBIJHOI B
rajgy3l Cy4acHOi peJiriiHoi KapTUHHU, Ta SK JIEBKacC MPOSBIsL€ cebe B 1HIIUX
CTWJIICTUYHUX HaIpsMKax. BogHouac po3misiHyTO TBOPYICTh MPOBIAHUX MUTLIB

1 iXHI BHECOK y Cy4yacHE yKpaiHChKe MUCTEITBO. TakoX MOCHTIPKEHI OCHOBHI



IIPOEKTH, CHPSIMOBAHI Ha aKTyali3allll0 Ta MOMYJISPHU3AIi0 Tally3l Cy4acHOTO
’KUBOIUCY Ha JIeBKacl B YKpaiHi, HA MDKHAPOAHIN Ta YKpaiHChKIM MUCTEUbKIN
apeni. Ha ocHOB1 JA0CII)KEHHSI BCTAHOBJIEHO: 1) MpsiMy 3aJI€KHICTb OCHOBHUX
(GOpMOTBOPUYMX Ta KOHUENTYaJbHUX MPUHIIMIIB CYy4acHOI PENiriiHoi KapTUHU
BiJl OCHOBHUX 3acaj] TPAJAUIIMHOTO IKOHOMHCY; 2) CHIB3QJICKHICTh Ta
B3a€M030araueHHsl Cy4yacHOTO KHMBOITMCY Ha JIEBKAci 1 3I00yTKIB PI3HUX THIIIB
HapOJHOTO (I€KOPATUBHO-YKUTKOBOI0) MUCTELITBA, a TAKOXK 1HILIUX pPEMECEII Ta
Tpaauilii YkpaiHu; 3) XapakTepHOIO € TEHJCHINS J0 TOIIyKy HOBUX (Gopm
penpe3eHTallii TBOpiB; 4) MaHIBHY MaHEPy PO3KPUTTS TEMHU Kpi3b MPU3IMY TAKUX
PI3HOMAHITHUX XyHOXKHIX HAamNpsMiB, fK: aOCTpakKIiOHI3M, HaiB, MiHIMaIi3M,
EKCIIPECIOHI3M Ta 1HIII; 5) SKII0 3aXiTHOYKpaiHChKa IIKOJIa aKTyalli3ye 3acajiu
TPaJULIIHHOTO JIEBKAaCy, TO M03a CaKpaJbHHI >KUBOMHUC HA JIEBKACI CXHIISETHCS
70 TIAYMa4eHHS JIEBKACy SK XYIOKHHOTO TPHHIIUITY, M0 MPU3BOIUTHCSA 10
3aMiHl (44 HaBITh MIJAMIHU) TPAJUIIIAHOTO JIEBKACy MOro CHUHTECTUYHUMU
aHaJIOTaMHU.

Tperiit po3aian 30cepemkeHuii Ha MHTaHHI «CHHTE3y MHCTEITB» B
Cy4YaCHOMY YyKpaiHChKOMY HBOIIUCI Ha JieBKaci. Po3misiHyTI pi3HOMAaHITHI
BapiaHTH TIOEJHAHHS JIEBKAaCy 3 PI3HUMHU BHJIAMH MHUCTEITBA, TEXHIKAMH,
MmarepiajlaMy, XyJOXHIMU CTpareriiMd Ta CTWISMH, Cepell SKUX MOXKHA
BHOKPEMUTHU: MDKBHUJJIOBUN CHHTE3 (JI€ JICBKAC AHAJI3YEThCS B MOETHAHHS 3
TaKUMHU BHJIaMH MUCTEITBA AK Trpadika, CKyJIbNTypa, Pi3bOJIEHHS MO JCPEBY,
JiTeparypa ¥ ayauoCymnpoBij, IHTEPAKTUB), TEXHIKO-TEXHOJIOTIYHUN CHUHTE3 (B
SKOMY aHJII3YEThCS TIOETHAHHS JIEBKACy 3 3 TEXHIKOI eMaii Ta MO3iiKW,
METaJIeBUMHU, EMOKCUIHUMHU, KEpaMiYHUMH Ta TEKCTUIBHUMHU BCTaBKAMH),
CUMBOJTIYHO-3HAKOBUH crHTE3. OKpeMO Kpi3h MPU3MY CYy4acCHOTO KHBOTIHCY Ha
JIEBKAcl PO3MISHYTI TakKl Kareropii sK: amporpiaiioHi3M Ta aHTU-TIOPTPET 5K
OJTHI 3 THHOBALIIMHIIIIUX BapiaHTIB XyA0KHbOTO CUHTE3Y.

OCHOBHUMH 1HHOBAI[IMHUMH TEXHIYHO-KOHIENTYyaJIbHUMU 3700yTKaMHU

MDKBHIOBOIO, TEXHIKO-TEXHOJOIYHOIO Ta CHMBOJIYHO-3HAKOBOIO THIIIB



CHUHTE3y B KOHTEKCTI Cy4aCHOIO YKpPaiHCHKOTO >KMBOIIMCY Ha JieBKaci €: 1)
3aCTOCYBaHHS SIK TPAAUIIMHUX (OpPraHIYHUX) TaK 1 Cy4yaCHUX (CUHTETUYHUX)
penenTyp Ta cyMmilieil JieBkacy; 2) 3acTOCYyBaHHSI JIEBKacy HE TIUIBKH Ha
JIepeB’siHI OCHOBI, @ ¥ HA MOJOTHI, METaJll, eMaJl, TOLO; 3) mepecii yBaHHs
i7e1 rapMoHi3arii MPOTUIICKHOCTEH (MarepiamiB, TeKCTyp, ¢opM, 3MICTiB); 4)
cipoba TO€AHAHHA KIACUYHUX (TpagulliiHMX) Ta CY4YaCHMX IPHUHIIUITIB
(hopMOTBOpEHHSI; 5) BUKOPUCTAHHS JIEBKaCy 3 METOIO IMITallll MarepialiB Ta
TeXHIK (TaKuX SK TpaBipyBaHHs, JIHOTpaBIOpa, kcuwiorpadist Tomio); 6) cipobda
HAa OCHOBI CHHTE3y J>KHMBOMHUCY Ha JIEBKacy 3 IHIIUMH BHIAaMH MHCTEITBA
CTBOPCHHSI 1HHOBAIlIMHMX (aBTOPCHKHMX) TEXHIK YW TpUHOMIB; 7) imes
BUSBIICHHA TIPUXOBAHMX (HEXApaKTepHUX JUIsI MaTepialy 4Yd TEXHIKH)
€CTeTUYHO-TEXHIYHUX 3HAYEHb Ta MOXKJIMBOCTEH MaTepialiiB (30KpeMa JIeBKacy);
8) opieHTaIlisl HAa OPWTIHAIBHICTh, HEMOBTOPHICTH Ta HeMependavyBaHICTh
PUHOMIB Ta CIOCOOIB penpe3eHTarlii; 9) iaes BUpa)KeHHs IEBHOTO 1CTOPUYHOTO
YH COIIOKYJIETYPHOTO KOHTEKCTY.

Oco0aMBOCTI MPOTIKAHHA TIPOLIECY CHHTE3y Ha OCHOBI Cy4acHOTO
YKpaAiHCBhKOTO JKMBOIIMCY Ha JIeBKacl Kiacu(ikoBaHI Ta IpOaHai30BaHI 3a
HACTYMTHUMH KaTeropismu: 1)cymiapsaaHicTh, mpu SKOMY OJWH BUJ MHCTEITBA
JOMIHYIOYMH, a I1HIIMK CIyTy€e JOMOBHEHHSAM; 2) CKJICIOBAHHS, TIPU SIKOMY
B1/I0YBa€TbCS TapMOHIMHE (PIBHOIPABHE) TMOEAHAHHS OKPEMHX XYAOKHIX
CIpsIMyBaHb, TEXHIK YW KOHIEMIIH; 4) cuMO0i03, SKUI XapaKTepHU3yeTbCs
B3a€EMOBIUIMBOM Ta B3a€M030araueHHsSM 3alyueHUX EJIEMEHTIB CHHTE3Y; S)
3JIMTTH, B SIKOMY OJIMH BUJ MHUCTELTBA BOMpAe B ce0e XapaKTEPUCTUKHU 1HIIOTO;
6) perpaHciasiuiiiHe CHOJY4YeHHS, NPU SKOMY €JEMEHTH OJHOTO >KaHPYy YU
BUJly MUCTELTBA CIYTylOTh 3acOo0OM iMiTalli 4d HACHITyBaHHS IHIIMUX; 7)
PO3MUBAaHHSI, TIPU SKOMY BiZ0OyBa€ThCs BidyajbHa Ta KOHIlENTyajdbHA AUQY3is
MUCTEILKUX KOPJIOHIB.

VYhepuie cydacHU YKpaiHChKWN KMBOIKC Ha JIEBKACl MpoaHaIi30BaH B

KOHTEKCTI (EHOMEHY «XyJOXKHBOI ampormpiaiii», pe3yJbTaToM Yoro €



BCTAHOBJICHHS OCHOBHHMX THIIIB ampoIpialiifHOro 3amo3uyeHHs: 1) mpsime
NPUCBOEHHA (I SKOTO XapaKTEPHUM € BHKOPHCTaHHS 00pa3y BKE€ iICHYIOYOTO
TBOpY a00 apT-00’ekTy); 2) mapoais ado carupa (s SKOTO XapaKTepHUM €
nepeMilieHHss Ta TpaHchopmallii BXKe ICHYHUUX 1032 >KUBOMUCHUX B3IPIIIB
MacoBOi KyJAbTYpH B IHIIANA KOHTEKCT; 3) CEMILUIIOBAHHS YU KOJAXK
(xapakTepu3y€eThCsi BUKOPUCTAHHSAM (parMeHTIB OpPHUTIHAIBHUX TBOPIB B
KOHTEKCTI CHUHTE3y MarepiaiiB; 4) peKOHCTpyKHiadiamisi (KoM 1CHYOYl
(GhOpMOTBOpY1 €JIEMEHTH CIYTYyIOTh OCHOBOIO JJIS BJIACHUX IHTEpIIpeTaIiii Ta
CTalOTh BIJICUJIKOIO Ha BXKE ICHYIOUMM XYHT0XKHIA TOCBIM).

VYnepire npoananizoBaH G€HOMEH aHTU-TIOPTPETY B KOHTEKCTI Cy4acHOTO
PEJNIriifHOTO JKUBOIKUCY Ha JIEBKAcCl B YKpaiHi, Ta BCTAHOBJICHI OCHOBHI XyJOXKHI1
cTpaTerii 1bOr0 MPUHIMIY, a came: 1) rpa 3 adcTpakii€r, ¢ TPUHIUII
JEKOHCTPYKIli 00pa3dy CHUPAEThCS HA EKCIEPUMEHTH 3 KOMIIO3UIIIEIO,
pakypcamu Ta (GOpMOIO; 2) eKCHpPecHBHICTL Ta eMOUilHICTD, ne
JenepcoHaizallisi MepelaeTbcsi Ha OCHOBI BIATBOPEHHS TIEBHMX CTaHIB,
HACTpOiB, €MOIliid; 3) BUKOPHUCTAHHS CHUMBOJIYHO-3HAKOBOI CHCTEMH, SKa
XapaKTEPU3YETHCA BUKOPUCTAHHSM TPAIUIINHOI 1KOHOMMCHOI CHUMBOJIKA B
MOEHAHHI 3 aHTHU-(i310THOMIYHOIO TMOa4ei0 3MicTy; 4) BHKOPHUCTAHHSA
HEe3BMYHUX MaTepiajiB Ta TexHiK, SK BapiaHT pemnpe3eHTallii peJiriiHuxX TeM
1HHOBAIIIITHOIO XYIOXXHBOIO MOBOIO; 5) IHTpOCHEKIisi Ta CaAaMOMiZHAHHS, JI€
MPUHIIMIIN aHTU-TIOPTPETY HAMpaBieHl Ha camoaHami3 Ta pedruekciio; 6)
KPUTHYHICTh Ta ipoHiYHiCTBH, Ji¢ JenepcoHami3aliii HUW MPUHLHUI
300paKEHHS € COMOPOM IOEHAHHS TAaKWX TMPOTHIICKHOCTEH SK CaKpalbHE 1
KOMiuHEe (MOHCTPYO3HE, MPU3EMIIEHO-TIOOYTOBE, €K30THYHE).

VYhepiie n0ocaipKeHO THTEpaKTUBHE XYI0KHBOTO MOBJICHHSI Ha MPUKIIAII
YKPaAiHCHKOTO PENITiHHOTO KUBOMKCY HAa JIeBKaci (Ha mpukianai TBopuocti T.
Kysie, C. Braguku, X. KBuk, O. KpaBueHko), 1110 BHSBUIJIO OCHOBHI Xy/JO0XKHI
pUCH, 1O CHOPHUSIOTH  BCTAHOBJIEHHIO  B3a€MONii Ta  B3a€EMOBIUIABY

(1HTepaKTUBHOI CKJIQJIOBO1), CEpell SIKUX: BIATBOPEHHS 1II0311 MOXIIMBOL 1ii 4n



Monudikamii Ha OCHOBI  KOMIIO3MIIIMHMX YM  TEXHIKO-TEXHOJOTTYHHX
IHHOBal[IMHUX CYMILIEHb, 3HAYHUI MEpEeKIa] 1HTEPaKTUBHOI CKJIAaJ0BOI 3
¢b131070T19HOT JIaHKU B OIK YySBH, CBIIOMOCTI, TICUXOJIOTi3MYy, camopediekcii,
CHUHTE3 Cy4YaCHOr0 PENIriiHOro >KMBOIKCY Ha JIEBKAcl 3 TakuMU chepamu sK:
TDKATAI apT, cepa IHTepaKTUBHUX 1rOp, TOIIO.

YerBepTHii PpoO3AiJI TNPUCBIYCHUN TMUTAHHIO XYJIOXKHIX pedrekciit
BOEHHOTO Yacy B TBOpax 3 3aCTOCyBaHHSM JieBKacy. JlochimKyeTbes ponb Ta
GyHKIIT MHCTENTBA y BioOpakeHHI BIWCHKOBHX TIOMIM, TIaM’ATi Ta
TPaBMaTUYHOIO JOCBIAY BIMHM B CBITOBIM MpakTHLl Ta Ha TEpPUTOPii YKpaiHu
Jorodaccss Ta Cy4acHOCTI. BHOKpeMITIOI0TbCS OCHOBHI XyOOXHI CTpaTerii Ta
0CcO0IUBOCTI (POPMOTBOPEHHS JICBKACHUX TBOPIB YaciB BOEHHOT'O BTOPTHEHHS 3
no3uuii  «antedakry  BiitHW». [Jochimkyrorbes — momudikamii  hopm
pernpe3eHTanii TBOpPIB Ha JIEBKaci B KOHTEKCTI HECTaOUIBHUX peaiii
ChOTOJICHHS.

Po316pani 0CHOBHI 171€iiH1 KOHIIEMI[li POl MUCTELTBA Ta MOr0 OCHOBHHX
(GYyHKIIA B KOHTEKCTI BOEHHUX [ii B YKpaiHi HA OCHOBI 0aueHb YKPaiHCHKUX
MUTIIB XXI CTOMITTS, cepell IKHX MOYKHAa BUOKPEMHUTH HACTYITHI: HaraJyBaHHS
PO TYMaHICTUYHI IIHHOCTI, Mponaranaa (MpoBOKallis), JOKyMEHTami3ami (41
apT crmocTepiraHHs), crnocid BigoOpa)keHHs BHYTPIIIHIX CTaHIB YU KOJIMBaHb
(cBoro  pomy  apr-Teparis), nepenbOauyeHHs  (OpPOrHO3YBaHHS — Ta
aHAJITUYHO-XyJOKHE OIIIHIOBAaHHS TOJIA Ta MpOIECiB), caMopeKiama 3a
paxyHOK aKTyaJbHOCTI TeMH (BJaBaHHS YU BUKPHUBIIEHHS, MCEBIO pedieKcis),
JEMOHCTpallisi He0al Iy KOCTI.

TBopu cydacHOro >KMBONUCY Ha JIeBKaci BOEHHOTO  MeEpioay
MIPOAHAJII30BaHl B KOHTEKCTI HACTYNMHHMX THUHIB peduiekciii: 1) peduexcis
CycmiJibHOI JilicHOCTI, B OCHOBI  SIKO1 JICKUTh BIJOOpPaXCHHS Ta aHII3
CYCHUIBHUX, TMOJITUYHUX YU KYIBTYPHUX MOAIN 4y Monudikariii 2) peduiekcis
icTopii Ta Tpagmuii, sKa crpsAMOBaHa Ha PO3KPUTTSA 1CTOPUYHO-TPATULIAHUX

aCIeKTIB KOHKPETHOI Haiii; 3) pedyiekcis BHYTPIIHBOrO CBiTy, sKa



COpsIMOBaHa Ha CaMOaHaJi3 Ta MEPEOCMUCIEHHS BHYTPINIHIX TOMIAMIIB Ta
VSBJIEHb K MUTUSA, Tak 1 ayquTopii; 4) peduiekcia CHpUMAHATTS, POBIIHOIO
1JIECIO SIKOT € MATAHHA HallOHAJILHOI 1IEHTHYHOCTI.

Takok BHOKpeMJIEH! MPOBIJHI 1HCTUTYLII Ta MHCTEIbKO-BOJOHTEPCHKI
MPOCKTH, M0 TMOMyASPU3yIOTh 17€I0  CHUHTE3y TMPEAMETIB  BOEHHOL
1H(QOCTPYKTYpH Ta Cyd4acHOTO KMBOTIMCY Ha JIEBKaci B YKpaiHi.

BcraHoBiieHI OCHOBHI TEHAEHIIT 1O 3MIHM THUIIIB PENpe3eHTalli TBOPIB
’KUBOTHUCY Ha JieBKaci B Ykpaini XXI cTomitTsa 3 po3paxyHKoM Ha MOOUTBHICTB,
3py4YHICTh Ta JOCTYIHICTh B yMOBaX BOEHHHMX i B YKpaiHi, cepea SKuX:
MepeBe/ICHNX Ha JpyK Ha marmepi JieBkacHi TBopu JI. SmkiB, mepeBeneHi B
dbopmar apyKy Ha IMOJIOTHI JIEBKacHI TBOpU X. SIMHSAK, MIHIATIOPHI JKMBOTIUCHI
TBOpH P. bapabaxa Ta nepeBeneH1 Ha manepoBy OCHOBY 1IKOHOMUCHUX B3ipiiiB O.
KpaBueHko.

BusiBneHi ocHOBHI ifeWHI TiAcTaBu i1 Monudikamii  croco0iB
pernpe3eHTallii Cy4acHHX TBOpIB Ha JIEBKacl B yMOBaX BOEHHOTO CTaHy B
VYkpaiHi, cepea SKUX: ColliaJibHa BIAMOBIAAIBHICTh, KYJIBTypHa 30€pEeXHICTH,
€KOHOMIYHA CXWJIBHICTHh Ta CUMBOJIIYHUIN M1ATEKCT.

TakuMm gmHOM, B pe3ynbTaTi ITi€i qucepTallii BHECEHO BarOMHUil BHECOK Y
PO3YMIHHSI PO3BUTKY Ta 3HAYEHHS YKpPAiHCHKOTO >KMBOIKCY Ha JIEBKAaci B
CYy4aCHOMY MHUCTEIIBKOMY KOHTEKCTI.

KirouoBi cjioBa: jeBkac, JKMBOIKC Ha JE€BKacl, 1KOHOIIMC, CHUHTE3,
pedrekcii BOEHHOTO CTaHy, CyYacHUN YyKpPaiHChKUM >KUBONHUC, peiriiiHa
KapTUHA, B3a€EMOJISI MHCTCNTB, AHTUIIOPTPET, XYyHOXKHS  ampompiarlis,

IHTepaKTHBHA peliriiiHa KapTHHa.



ABSTRACT

Nataliia Deryhuz. Levkas in the fine art of Ukraine at the end of the
20th - beginning of the 21st century: traditions, synthesis, reflections of the
wartime. - Qualification work on manuscript rights.

Dissertation for obtaining the scientific degree of Doctor of Philosophy
(Ph.D) in specialty 023 - Fine arts, decorative arts, restoration. Kharkiv State
Academy of Design and Arts. Kharkiv, 2024.

This dissertation is devoted to the study of the role of levkas in the fine
art of Ukraine at the border of the 20th and 21st centuries. The main areas of her
research are the issues of tradition, synthesis, innovation and artistic reflections
of martial law.

In recent decades, Ukrainian fine art has experienced a period of intensive
development and creative search. One of the directions in this process is the use
of levkas as a carrier of artistic expression. Levkas, as a material for painting,
not only preserves (or we can say restores) its significance and relevance in
modern art, reflecting its traditional forms of expression and application, but
also impresses with its innovative artistic and technological strategies and
methods of use, which is an understudied phenomenon, therefore the
dissertation aims to fill the gaps in the scientific study of the place and role of
levkas in Ukrainian contemporary art.

The first chapter of the study is devoted to the analysis of
historiography, the source base and the justification of research methods, which
allowed to formulate the place of "levkas" in the fine arts, to reveal the
historical, technological and art-theological aspects of the existence of levkas as
a painting material in the fine arts of Ukraine and world practice.
Historiography according to the topic of the study is classified into the
following groups: works of restoration-research and icon painting direction and
modern works that illuminate the peculiarities and innovations in the field of

modern painting on levkas, and the source base consists of works of a dictionary



and etymological direction, visual materials (catalogs, albums), materials
obtained through interviews, materials based on the activities of
museum-gallery and library-archival institutions. A low degree of research on
the topic is established (especially among domestic scientific works and in the
context of modern forms of expression. The content of the work covers not only
the historical experience of the formation of modern painting on levkas, but also
reveals a critical analysis of artistic trends, reminiscences and innovations,
which led to the use of general scientific and special art history methods and
approaches, such as: formal-stylistic method, historical-typological method,
iconographic and factual methods, source method and interview methods.

The second chapter is devoted to the issue of traditional forms of
interpretation, production and application of levkas in art in the context of
modern religious paintings on levkas ("new icons"), and is revealed from the
standpoint of innovative, (non-religious) artistic trends based on modern levkas
painting. The section highlights the main factors that complicate the study of the
use of levakas in Ukrainian art, namely: the insufficiency of scientific works in
this area, the variability of interpretations of the term "levkas", the variety of
chemical and physical characteristics of levakas and its synthetic substitutes.

The creativity of the Western Ukrainian school, as a leader in the field of
modern religious painting, is analyzed and how levkas manifests itself in other
stylistic directions. At the same time, the work of leading artists and their
contribution to modern Ukrainian art is considered. The main projects aimed at
actualization and popularization of the field of modern levkas painting in
Ukraine on the international and Ukrainian art scene are also researched. On the
basis of the research, it was established: 1) direct dependence of the basic
principles of traditional icon painting with the basic formative and conceptual
principles of modern religious painting; 2) interdependence and mutual
enrichment of modern painting on levkas due to the involvement of

achievements of various types of folk (decorative and applied) art of Ukraine



and other crafts and traditions; 3) characteristic tendency to search for new
forms of representation of works; 4) dominant manner of covering the topic
through the prism of various artistic trends, such as: abstractionism, naive,
minimalism, expressionism and others, is dominant; 5) if the Western Ukrainian
school actualizes the principles of traditional levkas, then the extra-sacred
painting on levkas tends to interpret levkas as an artistic principle, which leads
to the replacement (or even replacement) of traditional levkas with its synthetic
counterparts.

The third chapter is focused on the issue of "synthesis of arts" in
modern Ukrainian painting in levkas. Various options for combining levkas with
different types of art, techniques, materials, artistic strategies and styles are
considered, among which the following can be distinguished: interspecies
synthesis (where levkas is analyzed in combination with such art forms as
graphics, sculpture, wood carving, literature and audio accompaniment),
technical-technological synthesis (which analyzes the combination of levakas
with enamel and mosaic techniques, metal, epoxy, ceramic and textile inserts),
symbolic-sign synthesis. Separately, through the prism of modern painting on
levkas, such categories as: interactivity, appropriationism and anti-portrait are
considered as one of the more innovative options of artistic synthesis.

The main innovative technical-conceptual achievements of interspecies,
technical-technological and symbolic-symbolic types of synthesis in the context
of modern Ukrainian levkas painting are: 1) the use of both traditional (organic)
and modern (synthetic) recipes and mixtures of levkas; 2) the use of levakas not
only on a wooden base, but also on canvas, metal, enamel, etc.; 3) pursuing the
idea of harmonizing opposites (materials, textures, forms, contents); 4) an
attempt to combine classical (traditional) and modern design principles; 5) using
levakas for the purpose of imitating materials and techniques (such as
engraving, linocut, xylography, etc.); 6) an attempt based on the synthesis of

levkasa painting with other types of art to create innovative (author's)



techniques or methods; 7) the idea of revealing the hidden (not characteristic of
the material or technique) aesthetic and technical values and possibilities of
materials (in particular levakas); 8) focus on originality, uniqueness and
unpredictability of techniques and methods of representation; 9) the idea of
expressing a certain historical or socio-cultural context.

Features of the process of synthesis based on modern Ukrainian painting
on Levkas are classified and analyzed according to the following categories: 1)
subordination, in which one form of art is dominant, and the other serves as a
supplement; 2) gluing, in which there is a harmonious (equal) combination of
individual artistic directions, techniques or concepts; 4) symbiosis, which is
characterized by mutual influence and mutual enrichment of the involved
synthesis elements; 5) fusion, in which one type of art absorbs the
characteristics of another; 6) retransmission combination, in which elements
of one genre or art form serve as a means of imitating or imitating others; 7)
blurring, in which the visual and conceptual diffusion of artistic boundaries
occurs.

For the first time, modern Ukrainian levkas painting is analyzed in the
context of the phenomenon of "artistic appropriation", the result of which is the
establishment of the main types of appropriation borrowing: 1) direct
appropriation (which is characterized by the use of the image of an already
existing work or art object); 2) parody or satire (which is characterized by the
transfer and transformation of already existing non-pictorial samples of mass
culture into another context; 3) sampling or collage (characterized by the use of
fragments of original works in the context of synthesis of materials; 4)
reconstruction (when existing form-forming elements serve as a basis for own
interpretations and become a reference to already existing artistic experience).

For the first time, the phenomenon of anti-portraiture is analyzed in the
context of modern religious painting on levkas in Ukraine, and the main artistic

strategies of this principle are established, namely: 1) play with abstraction,



where the principle of image deconstruction is based on experiments with
composition, angles and form; 2) expressiveness and emotionality, where
depersonalization is transmitted based on the reproduction of certain states,
moods, emotions; 3) the use of a symbolic-sign system, which is characterized
by the use of traditional iconographic symbolism in combination with an
anti-physiognomic presentation of content; 4) the use of unusual materials and
techniques, as an option for the representation of religious themes in an
innovative artistic language; 5) introspection and self-discovery, where the
principles of anti-portraiture are aimed at self-analysis and reflection; 6)
criticality and irony, where the depersonalization principle of the image is an
obstacle to the combination of such opposites as the sacred and the comic
(monstrous, down-to-earth, exotic).

For the first time, interactive artistic communication was investigated
using the example of Ukrainian religious painting on levkas (using the example
of the work of T. Kuziv, S. Vladyka, H. Kvyk, O. Kravchenko), which revealed
the main artistic features that contribute to the establishment of interaction and
mutual influence (interactive component), among which: the reproduction of the
illusion of a possible action or modification based on compositional or
technical-technological innovative combinations, a significant translation of the
interactive component from the physiological link towards imagination,
consciousness, psychologism, self-reflection, the synthesis of modern religious
painting in Levkas with such areas as: digital art, the field of interactive games,
etc.

The fourth chapter is devoted to the issue of artistic reflections of
wartime in works using levkas. The role and functions of art in the reflection of
military events, memory and traumatic experience of war in world practice and
on the territory of Ukraine in the past and present are investigated. The main
artistic strategies and peculiarities of the formation of Levkas works during the

military invasion from the position of "antifact of the war" are singled out.



Modifications of the forms of representation of works in Levkas are studied in
the context of unstable realities of today.

The main ideological concepts of the role of art and its main functions in
the context of military actions in Ukraine are analyzed based on the visions of
Ukrainian artists of the 21st century, among which the following can be
distinguished: reminders of humanistic values, propaganda (provocation),
documentation (or art observation), a way of reflecting internal states or
fluctuations (a kind of art therapy), prediction (forecasting and analytical-artistic
evaluation of events and processes), self-promotion due to the topicality of the
topic (pretense or distortion, pseudo-reflection), demonstration of indifference.

The works of modern painting on Levkas of the war period are analyzed
in the context of the following types of reflections: 1) reflection of social reality,
which is based on the reflection and analysis of social, political or cultural
events or modifications 2) reflection of history and tradition, which is aimed at
revealing historical and traditional aspects a specific nation; 3) reflection of the
inner world, which is aimed at self-analysis and rethinking of the inner views
and ideas of both the artist and the audience; 4) reflection of perception, the
leading idea of which is the issue of national identity. Leading institutions and
artistic volunteer projects that popularize the idea of synthesis of items of
military infostructure and modern painting on Levkas in Ukraine are also
singled out.

The main tendencies to change the types of representation of works of
painting on levkas in Ukraine of the 21st century have been established, with
the aim of mobility, convenience and accessibility in the conditions of military
operations in Ukraine, among which: translated to print on paper levkas works
of L.Yatskiv, translated into the format of printing on canvas Levkasian works
by H. Yatsynyak, miniature paintings by R. Barabach, and iconographic samples
of O. Kravchenko translated onto paper.



The main ideological grounds for modifying the ways of representing
modern works in Levkas in the conditions of martial law in Ukraine are
identified, including: social responsibility, cultural conservation, economic
inclination and symbolic subtext.

Thus, as a result of this dissertation, we hope to make a significant
contribution to the understanding of the development and significance of
Ukrainian levkas painting in the contemporary artistic context.

Key words: levkas, painting on levkas, icon painting, synthesis,
reflections of the state of war, modern Ukrainian painting, religious painting,
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