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MOOAKA

Mpa BAAYHICTb 3aBigyBady Kadeapu HOBITHbOI iCTOpPIi YKpaiHM iMeHi

Mwuxaina [pyweBcbKoro /IbBiBCbKOro HaLiOHa/IbHOrO YyHiBEpCUTETY

imeHi IBaHa ®paHka, npodecopy Onekcito Cyxomy Ta 3aBigyBayy
Kadeapu XyaOKHbOro aepeBa /IbBiBCbKOI HalliOHa/bHOIT akagemii MUCTeLTB,
npodecopy, 3ac/1yXeHOMy MpaLliBHUKY Ky/1bTypu YKpaiHu Pomany AuiBy 3a
daxoBi KOHCy/bTaLi, WiHHI MOpPagX Ta HayKOBY MiATPUMKY Mig 4ac poboTH Hag
AOC/IAKEHHAM.

BesnvKa nogAka KepiBHUUTBY /IbBIBCbKOrO HaLiOHA/IbHOO YHIiBEpCUTETY
imeHi IBaHa ®PpaHKa 3a CTBOPEHHA CNpUATAMBOrO HAayKOBOro cepeAoBMLLA
Ta BcebiyHe cnpuAHHA nigroToBui moHorpadii. OKpema nogAxka 3asigyBady
Biaainy «UeHTp AoC/igKeHHA YKPAiHCbKO-MO/IbCbKUX BiAHOCUH» IHCTUTYTY
YKpaiHO3HaBcTBa iMeHi IBaHa Kpun’AkeBuva HauioHasbHOT akagemii Hayk
YKpaiHu, npodecopy Mukoi /IMTBUHY; 3aBigyBady Bigainy eTHONOr Cy4acHOCTI
IHCTUTYTY Hapog03HaBcTBa HauioHasbHOT akagemii HayK YKpaiHu, npodecopy
IHCTUTYTY apxiTeKTypu HauioHasnbHOro yHiBepcuTeTy «/IbBiBCbKa NOAITEXHiKa»
Apocnasy Tapacy; npodecopui KapnaTcbKoro HauioHa/bHOrO yHiBepCUTeTy
imeHi Bacuna Ctedanmka Hagaii babiit; npodecopy porobuubKoro gep»KaBHoOro
neaaroriyHoro yHisepcuteTy iMeHi IBaHa PpaHka Bacuato PyTtani — 3a HayKoBI
KOHCY/AbTaLii Ta NigTPUMKY.

BaAyHicTb  KepiBHMLTBY M KO/eKTMBY BugaBHuMuTBa /IbBIBCHKOrO
HaLiOHa/IbHOrO YHiBepCcUTETY imMeHi IBaHa PpaHKa 3a npodeciiHy MmigroToBKy
PYKOMUCY A0 APYKY Ta ecTeTu4He opopM/IeHHA BUAaHHA. Mogaaka Nigii bogHap-
banarytpak, Hatasii labkiB, BepoHrik Cimian Ta a-py KpictiH CmiT KaH ¢oH
3e/1eH — 32 MOBHe pegaryBaHHA MOHorpadii; BikTopii /10ik — 32 Komn’toTepHe
BEepCTaHHA Ta Au3aiiH; Pegopy /lykaBomMy — 3a AM3alH 0OKAAAUHKMN.



C/0Ba MOLWAHM TaKOX aApecyro KO/eKTMBam Kadeapu HOBITHLOI iCcTOpIl
YKpainu imeHi Muxaina pyLieBCcbKOro icTopnyHoro ¢aky/bTeTy Ta Kadeapu
TEaTPO3HABCTBA Ta aKTOPCbKOI MaNCTepHOCTi daky/bTeTy Ky/abTypu i
MUCTELTB 338 MOPa/IbHY NiATPUMKY M ,06p0O3unY/IMBeE CTaB/IeHHA Nig Yac poboTH
Hag MOHorpadieto.

Ocob/uBa BAAYHICTb akageMiky HauioHaibHOT akagemii MucTelTB YKpaiHu,
npogecopy, HAPOAHOMY XYAOXHMKY YKpaiHU, 3aC/yXKeHOMY AiAdy MUCTeLTB
YKpainu, naypeaty HauioHanbHOI mpemii YKkpaiHu imeHi Tapaca LleyeHka
/Mobomunpy Megagiato 3a 6araTopivHy nigTpUMKy Ta GpaxoBe HaCTaBHUL TBO.

[AKYI0 reHepanbHOMY AupeKTopy HauioHanbHOro mysero y /IbBOBi iMeHi
AHgpea Lentuubkoro Iropto KoaHy, a TakoX npauiBHMKam /[lep>kaBHOro
apxiBy micTa KueBa 3a cnpuaAHHA Yy poboTi 3 apXiBHUMKM MaTepiasamu.

Lunpa BaAYHicTb BAOBI OnekcaHapa ApxuneHka — PpeHcic ApXUMNeHKo
I'peit, a-py AnekcaHgpi Kaiizep, AnHi I'peit (PyHaauia ApxuneHka, Beapcsisb,
CWA) Ta MeTbto CTiBEHCOHY, AMpeKTOpY rasepeil CTiBeHCOHA, MiXKHApOAHOMY
npeacTaBHUKy PyHAQUIT Ta CcnaglymHmM ApXUneHkKa, — 3a NigaTPUMKY, HagaHHA
maTepianiB i A03Bin Ha nybaikauito cBiT/MH TBOpiB O/neKcaHapa ApXUMeHKa.
Yci imocTtpauii TBopis OnexkcaHgpa ApXuneHka BUKOPUCTAHO 3 AOTPUMAHHAM
BMMOI aBTOPCbKOro npasa BignoBiAHO A0 A03BOAY, NOroAxeHoro 3 Artists
Rights Society (New York). Okpema nogdaka Coii PiyuyTTo, ekcneptui 3
niueH3yBaHHA Artists Rights Society (New York), 3a KOHCy/IbTaLilHY MigTPUMKY
Ta po3’ACHEHHA LLL0AO AiLleH3YBaHHA, aBTOPCbKOro NpaBa M YMOB BUKOPUCTaHHSA
306parkeHb.

Bucnosawoto  BM3HaHHA  npeacTaBHMKam  Caap/aHACbKOro  Mys3ero
(CaapbptokKkeH, HiMeuunHa), FecCceHCbKOro gepskaBHoOro myseto ([4apmwTaar,
HimeuunHa), MaHraimcbkoro 3aa1y mucteuts (MaHraiim, HimeyuunHa), Myseto
Wregenb (®paHkdpypT-Ha-MaiiHi, HimeuuuHa), mMUCTeLbKOro ocepeaky La
Ruche (Mapuxk, ®paHuia) Ta 3amKy Basbpos (Hiuya, ®paHuia) 3a HagaHHA
£,03BO/1iB HA BUKOPUCTAHHA poTOMaTepianis.

Okpema nogAxka poAMHI, Hacamnepes mami, 3a MOCTIVHY NiATPUMKY Ta
po3yMiHHA. MoHorpadito NnpucBaAYeHO CBiT/i Nam’aTi Moro gigyca — Muxaina
BopoHKa, AKUI BigKPUB CBIT MUCTELTBA W KHWUMM Ta OyB AyXOBHOK OMOPOIO
aBTOPKM Mig, 4ac pob0TU Hag, AOC/iANKEHHAM.

BAAYHICTb 3aXMCHMKaM Ta 3axMCHUMUAM YKpaiHW, 3aBAAKM AKMM CTano
MO/IMBUM 34iMCHEHHA HAYKOBOI NMpaLi B YMOBAX Cy4aCHUX BUK/IUKIB.
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BCTVYII

cTopia mucTeytBa XX CTONTTA 3a/MIIAETLCA OAHIEND 3 HAWCKAAAHILLMX

i BOAHOYAC HaAMMeEHLl CUCTEMHO AOC/NiAXKEHUX CTOPIHOK CBITOBOrO

Ky/bTYPHOro npouecy. Ha ue BnanHy/10 YuMano GpakTopiB: COLOKY/IbTYPHUX,
pecypCcHO-iHPOPMaTUBHUX, HAYKOBO-METOAO0/0rMYHMX Ta iH. MUCTeL TBO3HABCTBO
Ha CbOrOAHi AOCUTb HEPIBHOMIPHO OCBOIZIO Pi3HIi aBTOPCbKi TBOpYi A40CBiAK,
BMBOAAYM HAYKOBI Y3ara/ZibHEHHA /MLle Ha GparMeHTOBaHMX NpuKaagax. Mocrae
notpeba 06’eKTMBHOrO AOCNIANKEHHA CMAALWMHM KAIOYOBUX iHAMBIAYaIbHOCTEN
KY/IbTYPOTBOPHOro npoLecy, 30kpemMa nocTati BCeCBIiTHbOBIAOMOrO CKy/bNTOPa,
rpadika, X1BOMUCLA, TEOPETMKA MUCTELTBA, negarora OseKkcaHapa ApXUNeHkKa
(1887-1964), OCKi/IbKM TpWBAAMI Yac ioro iM’st 6y/10 3HEXTYBAHUM i 3abyTUM
Yy HAYKOBO-AOCNiAHUX IHCTUTYLIAX Ha Moro baTtbKiBwmHi. LUMpoKuMi gianasoH
$iN0COPCHKO-KOHLENTYa/IbHUX 3aMUTIB  CKY/IbNTOPA € BarOMOK) OCHOBOK Y
$opmMyBaHHi M1Oro aBTOPCBbKOI MeTogo/oril. AudepeHuinoBaHi ecTeTudHi igei,
AKI pO3BMHY/ANCA Yy CBITOBOMY MMUCTeUbKOMY npoueci nicia O. ApxXuneHka,
APTUKY/IOIOTBCA  Ha CcyvacHux OieHane. CMWUCIOBUI pecypc Ta 3acaau
$GOpPMOTBOPEHHA € 'PYHTOBHUM METO/A0/I0TIHHUM CTPUNKHEM A/1A MOC/i40BHUKIB
CKY/IbMTOPa.  AKTYa/ZIbHiCTb  MOHOrpagii  BM3Ha4aeTbcA  HeobXigHICTIO
KOMI/IEKCHOrO aHa/i3y po/i Ky/bTYpHO-HALiOHAa/IbHOT iA€@HTUYHOCTI B PO3BUTKY
06paszHoi cnctemun TBOpYOCTI O. ApXMNeHKa, Wo A03B0/AE 36epertu AyXOBHO-
reHeTUYHY CK/13A40BY MOro MUCTELbKOT NapagnrMm Ta cnpuae GopMyBaHHIO HOBUX
OpIEHTUPIB HaLiOHA/IbHOrO MUCTELTBA.

CBIT nouMHae BigkpuBatM anAa  cebe  YKPaAiHCbKUIA  Ky/IbTYPHUI
pogoBia O. ApxuWneHKa y HeTpMBa/Zin 4acoBil MepcrneKkTuBi. 3aCHOBHUK
EKCMepuUMEHTa/IbHUX TepeHiB MeTadi3nkm AK CcybCTaHLii MucTeluTBa BKa3aB
WAAX AAA  CKyAbnTOpiB XX CTOAITTA. MwuTeub AMHAaMIYHO aKTUBI3yBaB
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MNacTUKY BBEAEHHAM HOBUX KOHUEMLUiA Ta MeTOogiB, MOEAHAHHAM Pi3HUX
MaTepianiB, KIHETU3MOM Ta CMHEPIiE NMPOCTOPY B CKY/IbNTYPi 3 MeTadi3n4HNM
npeacTaBieHHAM GOpMM.

laerHe nigrpyHTA TeviiaBaHrapgy 6y/10 NOTY>KHUM iMMNY/IbCOM Y CTAHOB/IEHHI
CBITOrN1IAA4Y CKY/IbNTOPA, AKUIA aKyMY/IHOBaB MUHY/ KY/IbTYPHO-aHTPOMO/IONiYHI
AOCBiAM NOACTBA Ta iHTErpyBas iX y Cy4acHicTb. BasoBMMKU BEKTOpamu BM/IMBY
ByannepeaycimnaacTuyHiigei ppaHLy3bKorokybismy, iTanincbkoro pytypusmy,
HiMeLbKOro eKCrnpecioHiamy, AKi CKy/bNTOPp OCMMUC/IIOBAB | BTI/ZIOBAB y CBOIX
TBOpax, 6e3nocepesHbO KOHTAKTYKOUM 3 JigepaMu BigMoOBIAHUX XYA0MKHIX
Tedit — B Mapwki (1909-1914), Hiuui (1914-1918), Bepaini (1921-1923).
YKpaiHCbKW1 MUTeLb MOr/IMHYB CMWUC/I0BY NMOBHOTY YHiBEpcCanismy, rMMOuHHO
3MILHIOIOYM MPU LbOMY Ky/IbTYPHO-HALiOHAa/IbHY i4E€HTUYHICTb. BiH yBinwoB
Y HOBITHIO iCTOPIit0 MucTeLTBa XX CTONITTA AK OAMH i3 i ACKpaBux pyHaaTOpIB.

LUMpOKU BEKTOp MNO/IKY/bTYPHUX A0CBigiB O. ApXxuneHka MiCTUTb
Baromy /iHito 3B’A3KiB CKy/bNTOpA i3 NpeACcTaBHUKAMU YKPaiHCbKOI FpOMaau.
CBigyeHHAM LbOro € Moro enictonaApii go InapioHa CBeHuiLbKoro (1876-1956).
MuTeub HaznaroAyBaB aKTMBHI KOHTAKTU i3 MpeACcTaBHUKAMM YKPAIHCbKOrO
ocepeaKy B [apui, @ TaKOXK i3 YKPalHCbKOO giacnopoto B AMepuLi. 3Ha4HWi
BM/IMB NMPOAB/AB YKPATHCbKUIA iCTOPUK /lyka Muwwyra (1887-1955) Ha unce/ibHy
Ki/ZIbKiCTb @MOLiiHMX BiAryKiB CTOCOBHO (peHOMEHY TBOPHOCTi MUTLA Mig Yac
pokKiB Moro nepebysaHHsA y CLLIA. Came /lyka MuLuyra CrpumAB NOLLYKY KOHTAKTIB
3 YKPaiHCBbKOIO giacnopoto B npoueci nepegadi TBOPIB CKy/bnNTopa 40 GOHAIB
HauioHasbHOro myseto y /1bBoBi iMeHi AHapea LentuubKoro. Baromy posb
ana O. ApxuneHKa BigirpaBano KO0 CNi/IKyBaHHA M TOBAapMUCTBO CKY/IbMTOPA,
30Kpema 3 /ikapem g-pom Bonogumupom BosHAkom. MigTpumka 3 60Ky
YKPaiHCbKOI rpOMagM no3a TepeHamu PigHOI 3eM/i NpoAB/iAAacA Y npoLeci
opraHisayii macwTtabHoi BucTaBkn O. ApxuneHka (KaHaga, 1962), a came
YKPaiHCbKOIO XiHO4O0 cniZibHOTOO «Alpha Omega Alumnae».

O. ApxuneHko 6yB noyecHUM 41eHoM AcoLiaLii He3aneXKHUX YKPaiHCbKUX
MuTLIB y /1bBOBI (1937), 41€HOM-KOpEeCnoHAEHTOM MiXXHapOAHOrO IHCTUTYTY
mucTeuTsiniTepatypu (1953), noyecHum 4ieHom O6’€gHaHHA MUTLIB-YKpaTHLiB
B Amepwuui (1953) Ta 6yB obpaHum go Biaainy mucteursa HauioHasbHOro
IHCTUTYTY MUCTeLTB i AiTepaTtypu (1962).

MoHorpadivHe gocigxeHHA TBOPYOCTI MUTLA, @ CAMe NMUTAHHA KY/IbTYPHO-
HaLiOHa/IbHOT i4eHTUYHOCTI € BaX/IMBUM i HEOOXigHMM, assKe ronpu Te, WO
iCHYE BE/IMKUI MAacMB MMCTELTBO3HABYOI /NiTepaTypu BiAMOBIAHOI TeMaTUKK,
dbeHOoMeH CKy/IbnTopa NOTpebye CMUC/I0BMX NPOEKLM i3 NOrAA4Y Cy4acHOCTI.

O. ApXMMNEHKO aKymy/toBaB MOIKY/IbTYPHMI AOCBi4, A3BHIX HapoAis
CBiTY. 3aBAAKM LUMPOKOMY KOMI/IEKCY iAEMHO-MPaKTUYHMX  pecypciB
CKY/IbNTOP MOr/ANG/I0E aBTOPCbKMI TBOPUMIA iHAMBIAYai3M. MOro TAXIHHA A0
eKCNepMMEeHTaTOPCbKUX MPAKTUK BigKPMBA/ZI0 HOBITHI MiAXOAM B Pi3HUX rany3ax
NAACTUYHUX MMUcTeuTB. POPMaZICTUYHI MOLWYKM TEeOpeTMKa MUCTeLTBa Ma/u
CUCTEMHUI xapakTep i 6asyBaancA Ha rMOUMHHOMY iAEMHO-TEOPEeTUYHOMY
nigrpyHTi. CKY/IbMTOP 3BOAMB CBOE MUCTELTBO 40 CUMBO/Y AK KAHO4OBOI MeTH
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y $OpMOTBOpEHHi. BidyasbHui 3HAK Ta 3MICT AK PiNOCOPCbKO-eCTEeTUYHOT
KaTeropii 3aK/1ageHo came y MOHATTI cumBOay. MeTadisnmyHe OCArHeHHs
MOPOXHBOrO MPOCTOPY B CKy/bMTypax O. ApXuMNeHKa MOXHa MOPIBHATU
3 MCUXO/I0TIYHO-eMOLiMHUM PaKTOPOM CPUMHATTA 3BYKOBMX BapiaLiil y My3uLi,
AIKE € HE3PUMUM AYXOBHUM MPOHUKHEHHAM Y MIKPOKOCM rasagaqa. La egHictb
dbopmye acouiaTmBHi 06pasu. IgeiHa naacTuka popmyBana BizyasibHY LiAICHICTb
XYAOXHiX pillleHb MUTLA.

Ky/nbTypHO-HaLiOHasbHI CMUC/IM I TeMM  BigirpaBain BaK/MBY PoO/ib
y ¢$OpmyBaHHi CeMaHTMKM TBOPIiB CKY/bMTOPa. 3BEPHEHHA A0 apXeTuris
i CMMBO/IB MPOXOAMAO He B TPajMLUiIMHOMY Bi3ya/ZibHOMY MpepCcTaB/eHHi,
a CUHTEe3yBa/ZI0CA i3 HOBALMHMM MOLUYKOM KOHUENUii i meToaiB mMuTuA.
OCMHUCNIEHO AYXOBHO-T@HEeTUYHY OCHOBY KOHLENTYasbHOI AiHil O. ApXuneHkKa.
Cepeg, pi3HOMaHITHUX MOro eKCnepuMeHTIB BUAB/IEHO MMOUHHY apXeTuriyHy
CUCTEMY XyAOXKHiX obpasiB. MuTeub 4acTo 3BepTaBCA A0 BUKOPUCTAHHA
apxeTuniB i CUMBO/IB, OPraHi4HO NOB’A3aHMX 3 Ky/IbTYPHUM KOHTEKCTOM HOCIiB
HalioHa/IbHOT TPaAuLii, NepeoCMUC/IIOIYM TX Yy BAACHUX ifeNHO-MAACTUYHUX
pilleHHAX. TOMy Lel Ky/IbTYPHO-aHTPOMNO/I0MYHMIA PeCYpPC € BaXK/IMBOKO /IAHKOIO
3B’A3KIB, L0 CNO/Y4al0Tb TBOPYICTb O. ApXMMeHKa 3 npagaBHiMMU NpaKTUKamu
MUWHY/10ro. BigTak BM/AMB «peTPOCMEKTUBIIMY» € CBigYeHHAM T/IMOUHHOT
BHYTPILLHbOBMOTMBOBAHOI OCHOBM TBOPIB CKY/IbMTOPA, a He Ti/IbKM pOPMa/IbHUX
MUCTELbKMX pilleHb. PiocoPpcbKe NepeoCMUC/IEHHA apXeTunidyHux obpasis
CMOAY4ano MUHy/Ne M MaMBYTHE y LUIMPOKOMY CMEKTPi MAACTUHYHMX MOLUYKIB
O. ApxuneHka.

Cnocobamn BMBYEHHA I OMAHYBaHHA PI3HUMKM acnekTamu icTopii
AOICTOPUYHMX | KAACUYHMX KY/AbTyp ¢BiTYy O. ApXMMNEHKO 3BepTaETbCA
A0 /I0KaZIbHUX OCOB/MBOCTEN y MUCTEeLbKMX A0CBigax. Ha ubomy wwasaxy
CKY/IbMTOP BiAKPMB KOCMO/IOTiK0O HOBOrO MUC/IEHHA, A€ Ha rIMOUHHOMY piBHI
3aK/1a4eHi NMMTOMI pUCK AK HauioHa/IbHOI CaMOBYTHOCTI, Tak i Ky/AbTypHOro
penATnBi3amMy. CUCTEMATU30BAHI €CTETUYHI igel MUTLLA MOLUMPIOBA/INCA AK Y POKM
moro 6esnocepegHix eKCNepuMeHTa/bHUX MPaKTUK, TaK i apTUKY/OTbCA
Y XYA,0XHbOMY npoueci no4aTky XXI ctonitTa.

Y tBOpHOCTi O. ApXMneHKa Big4yTHe NMPOHUKHEHHA Yy IMUOUHHI cybcTaHL;ii
HaLiOHa/IbHOI AYXOBHOCTI. [ligBaZMHK aBTOPCbKOI ¢inocodii dopmu MOKHa
BigHaMTK B HGaraTcTBi KO/IPHO-CMMBO/IBHOT NMPOrpamMM HapOAHOrO MUCTELTBa
YKpaiHM 1 BOAHOYAC OpraHivyHiM LiAICHOCTI, CMCTEMHOCTI, 3aKk/ageHin
Yy HapOAHOMY CTPOI, BULLMBLLI, MMCAHLi Ta IHWWX BUAAX PYKOAi/NNA, FTOHYAPCTBI.
MeTop0/10riA TBOPYOCTI CKY/IbNTOPA PO3BUBA/ACA Y LLi/IKOBUTIN €4HOCTI dopmU
i 3MICTY, KAHOYOBOI MN/IACTUHHOIO O3HAKOK AKOI Byaa sanigapHicTb. laeliHo-
CMMUC/I0BE HAMOBHEHHA aBTOPCbKOI N/AcTU4HOI GOPMU CKY/AbMTOPA MICTUTb
HeBiAAi/IbHY €EAHICTb i3 €CTETUYHMMM i AYXOBHMMU BapTOCTAMU YKPAIHCbKOrO
Hapogay.

O. ApXMMNeHKO akyMy/IHOBaB LLUMPOKUI Aiana3oH KY/IbTYPHUX A40CBIAiB CBITY,
nor/AMBMBLLM UMM BHYTPIWHI HaLiOHa/IbHi KOOPAMHATKM CBOrO €CTeTUYHOro
cBiTOr/1IA4Y. YTBEPAKEHHA Baromoi CyTHOCTI HaWbi/sbll BMPasHO BMABWM/IOCA
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y 3pinomy BiLi Nig Yac nepebyBaHHA Ha aMepPUKAHCbKOMY KOHTUHEHTi. OgHMUM
3 HaMbisbl Bax/IMBUX MPOSABIB HaLiOHa/bHOT camoigeHTUdiKauii B igenHo-
TeMaTU4HIl NI0LLMHI € 3BepTaHHA 4,0 06pasis Tapaca LLleByeHKa, IBaHa PpaHka,
Bosogumnpa Besnunkoro y BesiMKomMacliTabHOMY CrieKTpi HOBALiMHUX A0CBiAiB
CKy/IbnTOpa. HagaHHA 3HaYeHHA UMM 3HAaKOBMM MOCTATAM YKPAIHCbKOI icTOpIl
Ta Ky/IbTYPHOI Nam’ATi cTae 6e3CyMHIBHOIO AeK/1apaLielo Moro HeBiaAibHOro
3B’A3KY 3 pigHOI0 3emeto.

Teopya crnagwmHa O. ApxuneHka MoXe C/yryBaTv BaroMMM pecypcom
y MOLLYKY CYHaCHMX MUCTELBKUX KOHLenuii. Moro ¢popmoTeopYi BigKpuTTSA
M gani HaUiOITb XYAOXHMKIB — MPeACTaBHUKIB Pi3HUX MUCTELBbKUX LUK/
Ta BiAMIHHMX KOHLLeNTya/IbHUX MPIOPUTETIB — HAa OCMUC/IEHHA HOBUX, Lie He
Mi3HAHMX MOX/IMBOCTEN €CTEeTUYHOT TBOPYOCTI.
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INTRODUCTION

he history of 20th-century art remains one of the most complex and, at the
sametime, least systematically researched documentation of the unfolding
global cultural process. Influenced by numerous factors - socio-cultural,
informational and resource-related, scientific and methodological approaches -
contemporary art studies have been uneven examinations of various individual
creative experiences, deriving scholarly generalizations mostly from fragmented
examples. This situation calls for an objective investigation of the legacy of key
cultural and artistic figures of the era, particularly the internationally renowned
Ukrainian artist Alexander Archipenko (1887-1964), whose name was long-
neglected and forgotten by research institutions in his homeland. The wide range
of the Archipenko’s philosophical and conceptual inquiries serves as a significant
foundation for the formation of his unique methodology. The differentiated
aesthetic ideas that developed in the global artistic process after Alexander
Archipenko are widely articulated at contemporary biennales. The conceptual
resources and principles of form-making provide a solid methodological backbone
for the sculptor’s followers. The relevance of this study is determined by the
need for a comprehensive analysis of the role cultural and national identity play
in Alexander Archipenko’s artmaking. He developed a visual system that allowed
the preservation of the spiritual-genetic component of his artistic paradigm and
contributed to the establishment of new benchmarks in creating national art.
The world is gradually discovering the Ukrainian cultural roots of
Alexander Archipenko, within a relatively short historical perspective. As a
pioneer of using experimental metaphysical territories as art media, he paved
the way for 20th century sculptors. The artist dynamically activated sculpture
by introducing new concepts and methods, combining different materials,
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adding kinetic elements and evoking spatial synergy with a metaphysical
representation of form.

The ideological foundations of the avant-garde shaped the sculptor’s
worldview, as he accumulated past cultural and anthropological experiences
of humanity and integrated them into contemporary practice. Key vectors
of influence included the ideas of plastic form expressed in French Cubism,
Italian Futurism, and German Expressionism, which Archipenko studied and
implemented in his works. At the same time, he was directly engaging with the
leaders of these artistic movements in Paris (1909-1914), Nice (1914-1918),
and Berlin (1921-1923). Archipenko entered the history of 20th-century
art as one of Modernism’s most prominent founders. The Ukrainian artist
absorbed the full significance of universalism / internationalism, while deeply
strengthening his Ukrainian cultural and national identity.

Alexander Archipenko’s multicultural experiences also included significant
connections with representatives of the Ukrainian community. Evidence
of this can be found in his correspondence with llarion Sventsitsky (1876-
1956). The artist actively maintained contacts with members of the Ukrainian
community in Paris as well as with the Ukrainian diaspora in the United States.
The Ukrainian historian Luka Myshuga (1887-1955) had a notable influence on
the numerous emotional responses to the artist’s work during his years in the
U.S. Myshuga facilitated contacts with the Ukrainian diaspora in the process
of transferring Archipenko’s works to the collections of the Andrey Sheptytsky
National Museum in Lviv.

The sculptor’s social circle, including Dr. Wolodymyr Woznyak, also played
an important role in his career. Support from the Ukrainian community abroad
was evident in the organization of a major exhibition of Archipenko’s works
in Canada (1962), facilitated by the Ukrainian women’s association “Alpha
Omega Alumnae”.

Archipenko was an honorary member of the Association of Independent
Ukrainian Artists in Lviv (1937), an Associated Member of the International
Institute of Arts and Letters (1953), an Honorary Member of the Ukrainian
Artists’ Association in the USA (1953), and was elected to the Department of
Art of the National Institute of Arts and Letters (1962).

The artist synthesized a broad range of global cultural experiences,
thereby deepening the internal national coordinates of his personal aesthetic
worldview. This consolidation of his artistic essence became most evident
in his mature years during his stay in the United States. A manifestation of
his Ukrainian national self-identification, in concept and theme, were his few
unusual sculptures of Taras Shevchenko, Ivan Franko, and Volodymyr the Great.
While firmly working within the wide spectrum of his innovative sculptural
experiments, with these works, he paid tribute to iconic figures of Ukraine’s
history and declared his inseparable connection to his homeland.

Researching Archipenko’s work, particularly in terms of cultural and
national identity, is necessary and critically important. Despite the existence
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of a significant body of documentation and art historical literature on this
subject, the sculptor’s unique phenomenon requires meaningful examination
from a contemporary perspective.

Alexander Archipenko accumulated the multicultural experiences of
ancient peoples worldwide. Through a broad array of conceptual and
practical resources, the sculptor deepened his individual artistic expression.
His inclination toward experimental practices opened new approaches in
various fields of visual arts. His formal explorations were systematic, based
on a profound ideological and theoretical foundation. He reduced his art to
the symbol as a key image in form-making. The symbol carries the visual image
and its meaning, addressing philosophy and aesthetics. The metaphysical
understanding of the void orempty space can be compared to the psychological
and emotional perception of musical variations, which constitute an invisible
spiritual penetration into the viewer’s microcosm. This unity generates
associative images. Internally motivated plasticity shaped the visual image of
Alexander Archipenko’s works.

Cultural and national meanings, images, and themes played an important
role in shaping the semantic content of the sculptor’s work. References to
archetypes and symbols were not presented in traditional visual forms but
were synthesized with Archipenko’s innovative concepts and methods. The
spiritual-hereditary core of his conceptual research has been specifically
addressed. Among Archipenko’s many experiments, a profound archetypal
system of art images is evident. The artist frequently employed archetypes
and symbols organically linked to the cultural context of national tradition,
reinterpreting them in his own conceptual and formal plastic solutions. This
cultural-anthropological resource is therefore an important link connecting
Alexander Archipenko’s work to the ancient cultural practices of the past.
Consequently, the influence of “retrospectivism’ reflects the sculptor’s choice
of deeply internally motivated forms, rather than pure formal aesthetics. The
philosophical reinterpretation of archetypal imagery unites the past with the
future within Archipenko’s broad spectrum of explorations of form.

Through his study and assimilation of various aspects of prehistoric and
classical world cultures, Alexander Archipenko engaged with local artistic
particularities. In doing so, he discovered a cosmology of new thought,
where, at a profound level, both national identity and cultural relativism were
embedded. The artist’s aesthetic ideas and multi-faceted systems of artmaking
were not only widely disseminated during his own active experimentation, but
continued to be practiced and combined with creative processes of the early
21st century.

Alexander Archipenko’s work demonstrates a deep engagement with
the spiritual substance of national identity. The foundations of his philosophy
of form can be traced to the rich symbolic color palette of Ukrainian folk art,
alongside the characteristic designs inherent in folk costumes, embroidery,
decorated eggs, pottery, and other handicrafts. Archipenko’s methodology
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developed from the organic unity of form and content, with conciseness as its
key plastic feature. The artist’s art forms embody an inseparable bond with
the aesthetic and spiritual values of the Ukrainian people.

Alexander Archipenko’s creative legacy can serve as a significant resource
in the search for contemporary artistic concepts. His discoveries in form-
making continue to guide artists — representatives of various art schools and
conceptual priorities — in exploring new, yet-to-be-discovered possibilities for
aesthetic creativity.
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The monograph Alexander Archipenko’s Art: Cultural and National Identity, Figurative-Expressive
Means presents a comprehensive study of the creative heritage of Alexander Archipenko (1887-1964),
one of the key innovators of 20th-century art. Based on a wide range of archival, historiographical,
epistolary, and museum sources, the monograph traces the evolution of the sculptor's artistic
thinking and identifies the conceptual foundations of his philosophy of visual art forms, including the
role of archetypes, symbolism, and metaphysical concepts that formed his figurative approach. The
study substantiates the presence of a cultural and national identity in Alexander Archipenko’s work,
defines its key characteristics, and demonstrates their syncretic integration within the multicultural
environment of the 20th century. The proposed interpretative model allows for a new understanding
of the artist's work as both a transnational phenomenon and an integral part of the Ukrainian creative
space.

The publication is intended for art historians, culturologists, historians, educators, postgraduate
and undergraduate students, and anyone interested in the art of the 20th century and issues of cultural
and national identity.



La monographie L’ceuvre d’Alexandre Archipenko: identité culturelle et nationale, moyens
d’expression plastique présente une étude exhaustive de I’héritage de I’artiste Alexandre Archipenko
(1887-1964), I’'un des principaux novateurs de 'art du XXe siécle. S’appuyant sur un large éventail de
sources archivistiques, historiographiques, épistolaires et muséales, I’ouvrage retrace I’évolution de
la pensée artistique du sculpteur et identifie les fondements conceptuels de sa philosophie plastique,
notamment le réle des archétypes, de la symbolique et des représentations métaphysiques dans la
formation de son systéme figuratif. L’étude démontre I’existence d’une identité culturelle et nationale
dans I'ceuvre d’Alexandre Archipenko, en définit les caractéristiques clés et illustre leur intégration
syncrétique au sein de I’environnement transculturel du XXe siecle. Le modele d’interprétation proposé
permet de repenser 'ceuvre de I'artiste tant comme un phénomeéne transnational que comme une
composante intégrale de I’espace artistique ukrainien.

L’ouvrage s’adresse aux historiens de I’art, aux culturologues, aux historiens, aux enseignants,
aux doctorants et étudiants, ainsi qu’a tous ceux qui s’intéressent aux problématiques de I’art du XXe
siecle et aux questions d’identité culturelle et nationale.



