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The purpose of the article is to highlight the features of contemporary national culture
as a special artistic meaning of the Gesamtkunstwerk, which is formed by a reflection of
a predominantly historical pattern. The research methodology consists of a set of scientific
methods of general and special nature. Methods of analysis and synthesis, as well as
historical, cultural and systemic approaches, were used to reveal the essence of virtual
reality of super narratives in the information space, which are the impetus for the formation
of ethical, aesthetic and artistic consensus. The relevance of the research is determined by
the need to study the postmodern paradigm, which gives the rise to the new discourses that
replace the narratives of the communist era in the interpretation of the history of the post-
totalitarian space. The scientific novelty of the study is that it shows post-Soviet culture as
an inertial phase of post-totalitarianism, which has an image simulative tottalogy of reality.
Conclusions. The article demonstrated that the artistic meaning of the Gesamtkunstwerk of
the post-Soviet space is a desirable reality, but it has stopped at the level of the fairy-tale
narrative, which is formed by a reflection of a predominantly historical pattern. The time
and space of culture in the dimension of the simulacrum world appear as another kind of
aesthetics virtus. It has been noted that the cultural reality of post-totalitarianism is at
a stage when it is necessary to realise that the invented reality of the fairy-tale type is not
art. So, the hybridity of creative efforts, post-coloniality, hypercriticism as a way of being,
vital energy represent a set of motives that adds little to the understanding of the situation
of postmodern creativity in Ukraine. Conversely, national slogans indicate the need for
a national identity, because time is waiting for the manifestation of creative initiatives of
artistic synthesis.
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Introduction

Gesamtkunstwerk as a universal work of art in the contemporary world is
a dimension of the interpretation of the state of culture forming, where art
plays a leading role as a modelling principle for cultural development. The ar-
tisation of cultural practices defines another dimension of the understanding
of this space. Along with the political culture and culture of everyday life, there
is a new extremely powerful cultural movement associated with art, which has
the potential to harmonise the reality of the development of national cultures
in the era of globalisation.

The post-Soviet space becomes an all-encompassing art, because Stalin’s
Gesamtkunstwerk, according to B. Groys (1993), is a totality of culture, creat-
ed by great suffering, by groans of millions of martyrs, by “cultural” means of
destroying everything human in a man. Therefore, post-Soviet culture as an
inertial phase of post-totalitarianism falls into a different context of the unity
of the visual and verbal worlds of information presentation. Its virtual space
looks like a work of art with a new tottalogy of reality, an image simulative one.
We can speak of artisation as virtualisation, the application of artistic art con-
figurations in other cultural dimensions of human existence.

Purpose of the article

The purpose of the article is to highlight the features of national culture
in the post-Soviet space as a special artistic meaning of the Gesamtkunstwerk,
which is formed by a reflection of a predominantly historical pattern.

The research methodology consists of a set of scientific methods of gener-
al and special nature. The systemic approach made it possible to identify the
post-Soviet state of culture, where the leading place is occupied by art as the
principle of shaping the development of culture. The methods of analysis and
synthesis were aimed at studying virtual constructions of historians in the in-
formation space and their definition as phantasmagoria of interpretative sim-
ulacrums. The historical and cultural approach is determined by a comprehen-
sive study of the use of artistic art configurations in other cultural dimensions
of human existence.

The scientific novelty of the study is that it shows post-Soviet culture as an
inertial phase of post-totalitarianism, which has an image simulative tottalogy
of reality.

Recent research and publications analysis. The development of post-
Soviet culture is one of the important issues in research on post-totalitarian-
ism. Thus, Ye. Bystrytskyi (1995), studying the culture forming direction of na-
tional cultures in the era of globalisation, notes that “post-communist freedom
is freedom in the specific concept of liberation from the old without having
sufficiently defined social ideals and regulative ideas” (p. 30). While previously
creative artists with independent thinking perceived the intrinsic value of art
and the value of the author’s position, using the principle of “lying with the
truth”, according to H. Skliarenko (2006), then with the collapse of the total-
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itarian system, postmodernism became a consolidating factor for some time.
Moreover, “as a legacy from previous times, there is a complete destruction of
the language for describing reality in social realism, the spread of false auton-
omous objects of pseudo-reality” (p. 377). In particular, V. Chernetskyi (2013)
notes that social and cultural transformations have led to the emergence of
the “second world”, social art, magical realism, carnival and heterotopia, cor-
poreality and sexuality, the national, queer aesthetics, etc. in post-Soviet liter-
ature. Also, V. Propp (1986) notes that the emergence of fairy-tale images and
attempts to “find a historical basis has brought the fairy tale to life” (p. 113) or
new historical myths, such as Ya. Tudorovskii (2017) about the execution of the
Tsar’s family.

At the same time, the issues of alternative concepts of post-modernity,
which are formed by reflection of a predominantly historical pattern, have been
insufficiently covered.

Main research material

Postmodernism combines the culture of the post-Soviet space in the art di-
mension of the creator’s self-actualization. The art reality of culture formation
becomes the environment for the emergence of the newest systems of identity
of the creative subject, an authentic dimension of the artistic activity of a per-
son, close to Western traditions. However, the postmodernist paradigm is an
extremely aggressive attractor (the search for harmony in a modern, chaotic
environment), which gives rise to new discourses that replace the narratives
of the communist era. Still, these narrations return in the form of a dreamlike,
virtual world, taking shape as artistic transformations of the time and space of
history. The post-modern man finds himself in a series of alternative concep-
tions, systems of evidence, and stage interpretations, where the reflexion of
interpretation becomes art.

A phantasmagoria of interpretative simulacrums can also be called “histo-
rians’ competitions” in the information space as virtual constructions, which
are easily transformed into a fairy-tale narrative after the execution of the
Tsar’s family. Thus, a version is produced that no one shot the family of Tsar
Nicholas II, but that front men were shot. This is justified by collusion between
representatives of the West and the virtual liquidators. According to this ver-
sion, the Tsar’s family was rescued in order to gain access to the Tsar’s financial
resources in Western banks. The most interesting thing about the proposed
story is that Tsarevich Alexei was “scenically” transformed, underwent a rite of
communist initiation, got a new biography, and became none other than Alexei
Kosygin (Tudorovskii, 2017).

Such a fairy tale is no longer a fairy tale, since the rather energetic structure
of the fairy-tale narrative leads one to believe in a miracle, in the extraordinary.
We see the emergence of “historians” who assure others that these things are
well-known facts. Thus, the recipient of the informational discourse finds him-
self in a situation of possible worlds. The fairy-tale narrative becomes a visual
pattern, a picture, a virtual reality. There are also surprises with other historical
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figures. For example, A. Hitler escaped and lived in Africa, just like Brezhnev,
who did not die, but went on to live in the same Africa with his young mistress.

The dominant popular image of the “life after death” verification or death’s
postponement, its transformation. Notably, the Russian Orthodox Church has
not agreed that the found remains of the family of Nicholas II are real. The ac-
tion of opening Alexander III’s crypt to take a DNA test was also unethical. But
the pursuit of the “truth” is so compelling that it cannot be found. Contempo-
rary culture is in an artistic space where history is constructed as an adventure
discourse or western. Parallel versions and “newer” facts emerge.

However, problems also arise. In fact, culture as Gesamtkunstwerk is re-
flected in the artistic artefacts of the post-Soviet space. It turns out that Ukrain-
ian culture in its artistic realities, particularly literary ones, is better known by
Western theorists than by domestic art historians. Of course, interpretations of
the post-Soviet space, emerging from the West, have a postmodernist paradigm
as their horizon. And innovativeness of Ukrainian post-communist culture is
linked to the destruction of socialist realism and Soviet reality.

Let us define the stages of the domestic postmodern transition through
a destructive interpretative and modelling period: The first is the emergence
of social art. Stalin becomes a game character in visual installations. Reality
lends itself to a kitschy interpretation in the form of a stylisation of Stalinist
discourse in glamour culture, which is carried out in the context of an adapta-
tion to thrash culture. In the 90s of the 20™ century, interest in Soviet reality
was so high that a certain hypercriticism, a discourse of negation for the sake
of negation emerged. For example, G. Bruskin paints The Fundamental Lexicon
as a montage narrative of pictures-events depicting slices of life in the USSR,
showing the puppetry of “socialist reality”, and this piece was sold for a record
sum of £200,000.

Then the niche of the art reality deconstruction was filled, and other im-
pressions, styles, and directions of construction of the “Soviet world” emerge,
but they all fit into the fabulous narrative of diffuse consciousness, which is
formed as a virtus quasi-reality. The Ukrainian fiction writer B. Shtern (2005)
creates a quasi-biography of A. Chekhov, in which he reports that Chekhov did
not die. His post-death life is described as follows: Chekhov was dying on a boat
while crossing a river. Anton Pavlovich felt ill and asked for champagne, but
there was no champagne; instead, pure alcohol was found. Chekhov got a glass
of pure alcohol, drank it and suddenly recovered. After his recovery, he set up
a foundation in his name, and the money he asked for in the West was used to
bribe the Bolsheviks to dissuade them from the revolution. The revolution did
not happen.

So we see a new story, a reflection on history, a fairy-tale narrative. We are
invited to believe this fairy tale, just as, incidentally, to believe the fairy tale
of Tsarevich Alexei Kosygin. It is worth recalling the model of fairy-tale space
by B. Propp (1986), where the characters are as follows: the one who sends out
the protagonist, the one who challenges him, the helper who helps him car-
ry out his plans, the enemy who creates obstacles, the princess who agrees to
marry the conquering protagonist. So the fairy-tale plot literally becomes the
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prescription for creating the latest interpretations of history. So we find our-
selves in another test of post-Soviet culture, namely, the test of the fairy-tale
narrative, from the anecdote genre, where peculiar oxymorons reign, to quasi-
historical studies.

N. Man’kovskaya (2008) notes that a variety of problems without politi-
cal or national borders have been conceptualised in the 20™ century as global
problems of modernity. The concept of “globalisation” is being introduced to
reflect this, meaning a new kind of internationalisation of fundamental plan-
etary trends, in which barriers to the exchange of information, movement of
capital, agents of material production, etc., disappear. (p. 25). This approach
contributes to the characterisation of a non-classical type of consciousness.
That is, the avant-garde or post-avant-garde, postmodernist worldview indi-
cates that artistic language is being transformed, and the type of information
transmission is changing itself. It is being transformed, moreover, the descrip-
tive temporality or the chronology of the sequence of events is being changed.

The inverted type of presentation of the cultural-historical narrative be-
comes one of the most important, which begins with the creation of a new par-
adigm of worldview. It has the appearance of a variation, of a possible reality.
In general, the symptomatology of the reconstruction of possible worlds brings
to the fore such globalising signs of industry in artistic space, which are eas-
ily associated with the postmodern type of communication. N. Man’kovskaya
(2008) writes that contemporary theatre directing is influenced by destructive
transformations that are most defined in literature. Fantasy interpretations of
history have little to do with real history, but they take it as “degree zero” of
writing and on its scaffolding create a certain theatrical exercise. The post-
modern typology of history is formed as a symbiosis of thrash, glamour, and
kitsch vocabulary. Thus B. Zholdak, who directed Solzhenitsyn’s One Day in the
Life of Ivan Denisovich and Chekhov’s The Seagull, subsequently transforms the
ancient drama Phaedra in avant-garde interpretations. The stage postmodern
Phaedra is a fantasy world of Stalinist madness in a madhouse. Phaedra turns
into the wife of a big party official, Vira Pavlovna.

A synthesis emerges, a combination of various historical, cultural, mental
and even virtual realities of ancient Stalinist existence as an eclectic stage
reality. A certain insular ontology is formed, according to E. Morin, the drama
is realised as a theatre of the absurd, a kind of reconstruction of Bolshevik
ideology and mentality. Phaedra shows that a new type of vision, or a kind of
suprematism of the optics of seeing through Chekhov’s “lens”, is taking shape.
However, this technique is not new. For example, as part of his documentary
film Ordinary Fascism, M. Romm makes cuts from photos of people taken by
a concentration camp photographer. These people were then executed. Romm
used the portraits in striped pyjamas as a kind of super-reality that correlates
with Malevich’s suprematism and surrealism. The virtual optics of supervi-
sion, or surrealism “without the unconscious”, as F. Jameson aptly described,
reproduces a kind of imaginative installation space which can be defined as
a globalist text, an image of the contemporary theatre and cinematographic
scene.
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V. Chernetskyi (2013), an American researcher of Ukrainian origin, creates
a certain mapping of post-communist culture, provides a rather detailed de-
scription of literary works, mainly by Russian and Ukrainian authors, and sys-
tematises them. The reasoning behind his focus on the cultures of these coun-
tries is that these are the two most populous Slavic and post-Soviet nations,
which offer advantages to various “post”-discourses in their national context
(post-modernism in Russia and post-colonialism in Ukraine). The events of the
Orange Revolution of November-December 2004 put Ukraine in the interna-
tional spotlight and “raised all doubts about the fundamental negation of the
ways in which these national cultures have moved in recent years and estab-
lished them as two paradigmatic cases in the post-Soviet space” (p. 15). The
researcher also notes that the globalisation of culture does not necessarily lead
to a certain type of colonisation life as American or otherwise, which suggests
certain constructions of everyday life, etc. An approach to interpreting culture,
defined as “mapping”, is now taking shape. That is, certain post-Soviet cultur-
al development maps are being formed, such as mental, ideological, aesthet-
ic, which are virtual enclaves of the postmodern Gesamtkunstwerk, where the
worldview exists in a certain space that can be called a modelled and volumetric
reconstruction. A certain scanning of the cultural landscape is taking place. The
terms of computer technology are appropriate here, where visual realities form
a landscape not in a plane, but on a certain imaginary volume of four-dimen-
sional space, where time becomes one of the virtual dimensions.

This visualisation and certain map chart of actions, events, cultural devel-
opments becomes a relevant and interesting way of cognitive mapping, which
makes it possible to model the artistic space of culture in general. The research-
er enters the space of dual modelling-artification and self-reflection, becoming
a kind of art phenomenon. However, if the image represents only the image and
the object is the pleonasm of imagery or the intention of mapping, then there
is a decalcomania, which, according to G. Deleuze and F. Guattari (1990), inter-
prets everything as a map.

Such a model approach is not new; it simplifies the cultural landscape and
brings it to certain systems, which can be called a regeneration of technocen-
trism in cultural reconstruction. The mechanism of mapping as a horizon of
four-dimensional space is purely avant-garde, since it is reshaped in postmod-
ern reflection. Postmodernity forms a schizophrenic world of a thousand pla-
teaus, a thousand definite points that form the space of quasi-reality.

An analysis of the interpretation of post-Soviet culture reveals a system
of visions of Ukrainian literature by the dominant of works by Yu. Andrukho-
vych and V. Yeshkiliev. “For Yeshkiliev, postmodernism is mainly a “situation”
in contemporary art that needs to be “dealt with”; he offers his own vision of
a new “demiurgic” art, which is paradoxically based on the mass-cult fantasy
genre. ... Andrukhovych offers not so much a refutation as a summary of some
descriptive points, ... which lead to a reassessment, based on cognitive mapping
as the underlying philosophy, in the authors’ individual research projects and
studies. This productive tension between the visions and approaches of the two
co-editors made the encyclopaedia project, which ideologically is ... also a work
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that has made a strong intervention in national cultural policy” (Chernetskyi,
2013).

That is, we have a moderate analysis of Ukrainian postmodern discourse,
a reflection on postmodern culture in literary work. “Andrukhovych creates
a parodic alphabet of negative epithets with which postmodernism has been
awarded, and which are based on the belief that postmodernism is merely
a manifestation of literary narcissism. According to Yu. Andrukhovych, this flow
of stereotypes can only be dealt with through personal, subjective attributes
and definitions, through the question “where am I?” In other words, he strongly
defends the philosophical paradigm of cognitive mapping,” says V. Chernetskyi
(2013, p. 79). Consequently, a kind of boundary opens up where, on the one
hand, an apophatic thesaurus is reproduced which is not strictly postmodern
and, on the other, there is an unshakable postmodern horizon based on which
our own reflections are built and many other interpretations arise.

V. Chernetskyi (2013) introduces the term “postcolonialism”, which he
adopts in parallel with “postmodernism”. Such parallels are quite applicable.
Thus, Ye. Bystrytskyi (1995) writes that the culture of post-communism is basi-
cally an enclave of postmodernism. But apart from the prefix “post”, it did not
go beyond phenomenological comparisons. That is, postmodernism is broad-
er than the 1000 plateaus, according to G. Deleuze, since its shape-forming
potencies are not limitless. Post-Soviet consciousness is not “post-colonial”,
but rather post-imperial, which is difficult to dissect into its components as
elements of the post-modern game. I And no matter how much we project the
realities of postmodernity onto this consciousness, the destructive alphabet
studied by Yu. Andrukhovych remains monolithic.

Thus, post-communist “colonialism” is described in the context of allegori-
cal prose or metaphor, which produces certain national myth-making potencies
or a national way of interpreting reality. But allegoricality itself is demonstra-
tive. Allegory as a mechanism of rhetoric or imagery is more of a persistent
social code, where the object thesaurus (sphere of the denotative) is replaced
by symbolic (verbal) connotations. There is, however, a clear system for inter-
preting the replacement of an object with an image-sign. Unfortunately, or
fortunately, in postmodern discourse we cannot see such a substitution. The
cognitive mapping method is a kind of numbering of images based on the im-
plementation of certain map charts or gestalts of the cultural landscape. That
is, there is a visualisation of the literary language, the text, by means of certain
routes or peculiar maps of the object that is being mapped.

V. Chernetskyi (2013) analyses the works of such Russian post-conceptual-
ists as D. Prigov, L. Rubinstein, who have created an interesting poetic system
in which the world becomes assembled from debris, combining fragments of
different spheres of human experience of Soviet reality. The texts appeal to the
folkloric depths of the 20" century urban environment. Anyway, in contrast to
V. Pelevin’s philosophical poetics, and the explicitly stylised discourse of V. So-
rokin, their works are of an endless deconstruction nature. Deconstruction for
the sake of deconstruction, which looks like a virtual space, shaped without the
involvement of a computer, without the involvement of any screen.
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Yeshkiliev, one of the interesting poetic deconstructionists, in his poem Art
is the property of the masses models in a humorous form the peculiar realities of
modernity as an ironic unexpected context of clashing images, and the need to
have a quality poetic product. The absurdity in such social art discourse looks
like a kind of flamboyant picture that quickly became boring to everyone. It is
therefore difficult to consider that there is an era of change or literature trans-
formation behind this.

V. Sorokin is certainly more relevant with his close stylisation of discourse.
But he is surpassed by A. Platonov, who is literally a chronicler of Soviet space.
However, he has nothing in common with postmodernism. Platonov’s work was
the antipode of totalitarianism within a totalitarian system, and now it is the
horizon of all deconstructions. No one can reach the philosophical depth of The
Foundation Pit, the mighty mythology of “the nature of existence”. Even if post-
modernist literary figures were NOT to twist the discursive space, they would
still remain captive to thrash culture.

V. Chernetskyi (2013) introduces the category of literary “heterotopia”,
which characterises other spaces of human civilisation (p. 149). The typology of
heterotopic dimensions within the space that exists here and now is relevant.
The extreme virtual proximity to the human virtus as anti-virtue, anti-mascu-
linity, anti-reality is manifested. These are mad asylums, self-publishing librar-
ies, anti-image fairs, anything that can be anti-world. However, the possibility
of realisation of the anti-world in the world is not an anti-system but another
location of the cultural landscape in word, painting. We can recall the forma-
tion of the vertical of empty drawers that the surrealist Salvador Dali once drew.
The most important thing is that all the drawers are open but empty. We put
what we want in there and close them. We put things in and close them. This is
actually what modern surrealists and those who create literary heterotopias do.

Mikhail Kuraev, a Russian screenwriter who worked in the routine space
of socialist film scripts, made an anti-scenario in late 1989, which was his first
novel, Captain Dickstein, where there is actually a deconstruction of the Soviet
and post-Soviet space as a shared image of fictional characters. The novel’s
characters make references to Dostoyevsky, the story takes on the appearance of
an inverted discourse as voyeuristic adventurous scenery, spied through a key-
hole, or reflected in a mirror that stands in a dumpster. The novel is a classic
technique for defining reality, a dialogue of Dostoevsky described by Bakhtin,
or a dialogue of dead souls by Gogol. The fictitious non-existent reality takes
on more significance, more figurative significance, than reality itself. V. Cher-
netskyi (2013) focuses on Kuraev’s style and emphasises the focus on the little
man as a victim of history, drawing parallels with the Gogol tradition and the
St. Petersburg works of Dostoevsky and Andrei Bely (p. 156).

In the end a little man’s philosophy emerges. It is a good philosophy that
suddenly ends with the death of the philosopher. We can say that man’s exist-
ence in the world of heterotopia and his exit from it happens suddenly, once,
and we cannot go back to “our” world any more. That is, what Pelevin defines
as fantasy, imaginative adventure, here looks like a kind of stroll within the
text, like a stopover at the crossroads of different streets, different dead ends of
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the mind, which cannot be crossed. You will surely do something when you get
run over by a history machine, or pass out. Such radical catastrophism is much
needed to assess, to make sense of the post-Soviet space. Here everyday life
becomes a realm of victory over spirit, over culture. Every day and every night
becomes an open space. And, if so, the real world does not exist.

Therefore, we have a definite syndrome of total search for the cemetery of
the Tsar’ family. There was no place in the Kremlin wall for Tsarevich Alexei,
because he was a low-ranking Central Committee bureaucrat. The Tsar himself
is buried in the cemetery in Nizhny Novgorod. His wife, who died in a monas-
tery in the Donbas, was also buried here. The girls died in different villages,
also buried under different surnames. One of them was the most “lucky” and
married Stalin’s security guard. What can be said about such facts? It is the dec-
adence of post-Soviet space, which is tragic, virtual and at the same time does
not have the deep, powerful reality that Dostoevsky and Gogol had.

This is not the steppe, described by Gogol in Taras Bulba, with its smells,
with the swaying of the stalks. It is not the goodbye when a mother embraces
her sons for the last time. This is not Taras Bulba’s cry: “Do you hear me, son?
Such a world no longer exists in the post-Soviet space. The father cannot ask
the son, and the son will not hear the father. It is an ironic, deconstructed re-
ality, praised in the West as travellers of literary heterotopias actually break
with the past, fit into a postmodern discourse. Deconstruction is radical criti-
cism, hypercritical discourse leads to an unfortunate interpretation where all
verbal nominations look like an ironic oxymoron, which can hardly even be
called irony. The extremes that combine due to the pressure of Western globali-
sation cannot be called integration, synthesis of arts, figurative unity, as they
lose their figurativeness, imagery, and are maps — flat elements of the cultural
decalomania. All tracing is removed and immediately discarded.

Let us ask, what is the loss of the reality of culture? What is deconstruction
inflicted from the outside? How are the globalising intentions of another will,
another soil and another civilisation changing the reality of traditional Slavic
cultures? However, these are rhetorical questions. Let us rather say that cultur-
al colonisation and the critical logic of hyper discourse are capable of destroy-
ing any culture, any civilisation. After all, we can determine that the processes
of cultural globalisation are not a simple destruction, a suggestion, an oppor-
tunity to catch up, with our cultures enthusiastically playing with postmodern
aesthetics. No, they are creating, like Yeshkiliev, a negative alphabet. The temp-
tation to deconstruct, to mentally fracture the space that existed before, is very
great. Speech is breaking down, discourse is breaking down, and space is losing
its fourth dimension which is time. However, by losing time, post-Soviet space
becomes an abstract, overly modelled construct, which can be called flat and
trivially interpreted as a map.

Trying to map postmodern and postcolonial Ukrainian literature, V. Cher-
netskyi (2013) identified three main paradigms: carnivalisation, heterotopia,
and irony, although in discussing Ukrainian contemporary literature it is worth
dealing with its distribution according to the generation of imaginative nation-
al settings or regional principles. Deconstruction, irony and heterotopia are
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the paradigms of the universal globalisation map of modern history, in which
Ukraine has a special role to play. However, these are more the means of po-
etics, behind which something else is hiding. There is a hidden destruction as
a principle of deconstruction of proven self-sufficient subjectivity. However,
if we are to define national culture, art in aesthetic terms, we must point to
the self-sufficiency of the destructive, dense quasi-reality that is created in the
postmodern alliteration of the artistic worldview.

The contemporary symbiosis of visual and verbal arts in Ukraine is char-
acterised by a baroque approach centred on the idea of the new baroque of the
post-Soviet space. After all, the new baroque is problematic, however attractive
it may be. Even Yurii Illienko’s film Mazepa, with its baroque embellishments,
the infrastructure of its poetics and spectacular baroque paradoxicality, proves
that this approach is “laboratory”, if we use the terminology of L. Kurbas. The
shots of the film look like a puppet, a strange game where a living hand sticks
out of the sarcophagus and pulls in not only the viewer, not just the direc-
tor, but the whole country. That is, baroque allusions remain theatrical, cine-
matographic and literary super-realities of that imaginative toolkit, which can-
not become an Image in any way. There are enough Images, no new Absolute of
baroque aesthetics emerges.

As in painting, there are groupings in the literary space of modern Ukraine,
a kind of foundations that have a purely theatrical, synthetic, burlesque nature.
These include the Bu-Ba-Bu group, comprising Yurii Andrukhovych, Oleksandr
Irvanets, Viktor Neborak. The attraction of collaborative writing in Ukrainian
literature was evident in the poems of the Lu-Ho-Sad group (Ivan Luchak, Naz-
ar Honchar, Roman Sadlovskyi), as well as of the Propala Hramota (The Lost
Letter) group (Yurko Pozaiak, Viktor Nedostup, Semen Lybon). All this, shall we
say, bacchanalia is reminiscent of the 20s of the 20th century with their perma-
nent artistic totality.

Thus, hybridity of creative effort, post coloniality, hypercriticism as a way
of being, and vital energy represent a set of motives that adds little to the un-
derstanding of the situation of postmodern creativity in Ukraine. The post-
colonial syndrome imposed on us does not represent colonisation. Colonisa-
tion is the external arrival of the colonisers and the creation of the space that
the Spanish colonisers created in the West. In Latin America, with Quetzalcoatl
and the other gods left in the dungeon, the gods of Catholicism come in, im-
posing a new religion. The country is left without an authentic religion. If we
consider that Ukraine was colonised, then by whom? By Russia? Yet the religion
is the same. By the Bolsheviks? The Bolsheviks did not colonise other countries,
they turned society into an experimental space where religion was completely
destroyed, the latest quasi-religion of atheism was formed. That is, the message
of colonisation is not genuine, is purely Western.

Post-Soviet countries are being offered Western-style modernisation,
which is colonisation. That is, we find ourselves in a situation of global simula-
tions, a fairy- tale narrative from which it is impossible to escape. Postmodern-
ist discourse is not natural for the post-Soviet space, but is an absolutely exter-
nal colonizing deconstructionism. If the post-Soviet space is virtual, it may not
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become a work of art. Art artefacts define dead ends, roads, paths, crossroads
of spiritual ascent. The artisation of cultural practices becomes a transfer of
the poetics of art into everyday life, artistic translations of images into other
practices appear as a superficial assimilation of visual and verbal territory or
the dynamics of interaction between visual, verbal artefacts in a reality that has
nothing to do with art.

The cultural reality of the post-Soviet space is at a stage where we need to
realise that the invented reality of the fairy-tale type is not art. It is a modern
post-totalitarian fairy tale, where there are witnesses to the story of the shoot-
ing of innocent people, which supposedly did not happen, but the shooting took
place. M. Bulgakov asks in the finale of The Master and Margarita: “Was there
an execution?” Yes, it was. Was Ukrainian culture, Ukrainian nation executed
in the space of postmodern globalisation transformations? No, it has not been
executed. It has remained, and the national culture has remained alive forever.
No system, no matter how it colonises, no matter how it shows up with all sorts
of slogans, can execute a culture where there is a nation that is the bearer of
national identity. Why? Because it belongs to traditional Christian cultures.

By analysing visual art, including scenography, theatrical costumes and
partly fashion, and architecture, we can say that the underground, the whole
“post” reality that existed in Soviet space, is coming out of the underground.
Many groups emerged, which formed over several years and then disappeared.
H. Skliarenko characterises the last decades of the 20" century as the beginning
of a great new period in the development of Ukrainian art, characterised by
a diversity of creative directions, a reinterpretation of the artistic values of the
Soviet era, and the expansion of the boundaries of types of art. “The mid-1980s
went down in history as the time of Perestroika, the collapse of the USSR, and
Ukraine’s gaining independence in 1991. This period was the time when art was
liberated from ideological oppression, new principles of cultural creation were
formed, and Ukraine was searching for its place in the world space” (Skliarenko,
2006, p. 353).

Consequently, postmodernism does not have the premise of a group, but is
symptomatic of an inherently anti-group. Therefore, the postmodern mode of
artification of culture appears as a kind of colonial project. Bu-Ba-Bu group is
the final postmodern cultural aesthetic of the post-Soviet space. It cannot be
compared to the groups that emerged during the Executed Renaissance during
the 1920s and 1930s. So we can say that the avant-garde space of literature, the
visual arts of the avant-garde was close to the Ukrainian baroque, an exces-
sive space of transgressions of all real and imaginary boundaries of culture. Ba-
roque redundancy, brightness, expression, the intimacy of worlds to the touch
in the realities of the Ukrainian steppe, the roads are an endless blue sky, white
clouds, angels in the sky.

The Ukrainian Virgin Mary walks in the field by “paths, borders” near the
village, as she was described by P. Tychyna in The Mourning Mother. The dra-
matic figure of the Ukrainian Virgin Mary shows that art is not a game. The
worldview range of poetry reveals the boundaries of the human world, good and
evil, the sublime and the inferior.
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Conclusions

The study demonstrates that the artistic meaning of the Gesamtkunstwerk is
a desirable reality, but it has stopped at the level of the fairy-tale narrative, which
is formed by a reflection of a predominantly historical pattern. After all, this re-
flection has not become an interpretation of time. The time and space of culture
in the dimension of the simulacrum world appear as another kind of aesthetics
virtus. And if researchers try to show the avant-garde, postmodern nature of Rus-
sian, Ukrainian culture as a horizon, an achievement of the fate of the “post-Sovi-
et” period, then this is only a banal and inadequate statement. Ukrainian culture
at the turn of globalist intentions is more voluminous and universal. Homogeni-
sation, modernisation, adaptability as the leading mechanisms of cultural glo-
balisation in the system of the national culture of Ukraine have the appearance of
a pale tracing of the cultural landscape mapping. The globalisation of culture is
not self-sufficient and comprehensive. Postmodernism becomes a consolidating
factor that unites artists from independent countries, but for a while. However,
the culture of the post-Soviet space with its indefinite mentality as a virtual fairy-
tale reality of super narratives has not formed into an artistic space, and is only
a stimulus for the formation of a moral, aesthetic and artistic consensus.

Consequently, we can argue that national culture is a special work of art.
If art degrades, it negates the very meaning of national culture. There are na-
tional slogans that indicate some need for a national identity because time is
waiting for the manifestation of creative initiatives of artistic synthesis.
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Mera cTaTTi — okasaTtu crenudiky cydacHoi Hal[ioHATBHOI KyIbTypU SIK 0COOIUBUIA
mucrenbkuit ceHc Gesamtkunstwerk, mo opmyeTsest peduiekciero mepeBaskHO iCTOPUYHOTO
3pa3ka. MeTONONOril0 CTaHOBUTbH CYKYIIHICTb METOHAiB HAyKOBOTO [IOCTiIKEHHS
3arajJibHOTO Ta CHeliaJIbHOr0 XapakTepy. MeToau aHasi3y i CMHTe3y, a TaKOX iCTOpUKO-
KYJIbTYPOJIOTiUHMIA Ta CUCTEMHMI MiIXOOM BUKOPUCTOBYBAIUCS OIS PO3KPUTTS CYyTHOCTI
BipTyasIbHO1 peabHOCTI CyriepHapaTuBiB B iHDOPMaIiifTHOMY MTPOCTOPI, SIKi € CTIOHYKOIO /10
YTBOPEHHSI €eTUYHOT0, eCTETUYHOIO Ta XyLOKHbOTO KOHCEHCYCY. AKTYaIbHiCTh 3yMOBJI€HA
HeOOXiTHICTIO MOC/iAKeHHS ITOCTMO/IEPHOI MMapaJUrMu, ITiJl BIUIMBOM SIKO1 HAPOKYIOThCST
HOBIiTHi AMCKYpCH, IO 3aMiHIOIOTh HApaTUBM KOMYHICTMYHOI [OOM B iHTeprperarii
icTopii mocTTOTA/NiTApHOTO MpOCTOPY. HaykoBa HOBM3HA PO3BiIKM MOJSITa€ y TOMY, LIO
MOKa3aHa TOCTPaAsSHChKA KylIbTypa SIK iHepiiiiiHa (asa mocTToTamiTapu3My, IO Mae
CUMYJISITUBHO-IMiZ)KeBY TOTa/lOril0 peanbHOCTi. BucHOBKU. [loBeneHO, 1[0 MUCTELbKUIL
ceHc Gesamtkunstwerk mocTpaasiHCHKOTO MPOCTOPY € 6aXKaHOI peasbHICTIO, aje BOHA
3YyMMHWIACh HA PiBHI Ka3KOBOTO HapaTuBy, IO (opmyeTbesi pedriekciero mepeBaxkHO
icropuuHoro 3paska. dac i MpoCTip KyIbTypu Y BUMIpi CMMYASKPOBOTO CBITY BUIJISIZAE
ue ONHMM DPi3HOBMUIOM eCTeTMKM Virtus. 3ayBakeHO, L0 KyJAbTypHa pealbHiCTh
MOCTTOTAiTapMU3My IlepebyBac€ y cTanii, Koiu Tpeba 3po3yMiTy, 10 HaMpisiHa OijicHiCTb
Ka3KOBOTO TUITY He € MUCTe[TBOM. OTXKe, TiOpUAHICTb TBOPYMX 3YCUJTb, TOCTKOIOHIAIbHICTh,
rimepKpuTHKA SIK Cr1oci6 GyTTS, SKUTTEBA €Heprisl — 1e Toi Habip CIIOHYK, 1[0 MaJIo [O/Ia€
pO3yMiHHS cuTyallii mocTMoAepHOoi TBOpUoCTi B YkpaiHi. I HaBmaku, HallioHa/JIbHI racia
CBiluaTh IO IMOTPeOy B HAIliOHAJbHil iIeHTMUYHOCTI, aake yaCc YeKa€ Ha BUSBJIEHHS
KpeaTMBHUX iHI[iaTUB Xy 0XKHbOTO CUHTE3Y.

Kniouosi cnosa: mMucTelTBO; KylnbTypa; icTopis; iHTepmperarisi; Gesamtkunstwerk;
MOJIeNI0I0UN i IPUHIAIL; TOCTPaISIHCbKUIA MIPOCTiP; MOCTTOTAIiTApU3M
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Llenp cTaThy — IIOKa3aTh CHEUMGUKY COBPEMEHHOJ HAIMOHAIbHON KYIbTYPBI
B KauecTBe OCOOEHHOrO XYyIOOXKEeCTBEHHOro cMmbIicia Gesamtkunstwerk, KOTOpbIit
dbopmMmupyetcst pediiekceil MpeuMYyIIeCTBEHHO MCTOPUYECKOro obpasiia. MeTomooruio
COCTAaBJISIET COBOKYITHOCTb METONOB HAayYHOTO MCC/IeIOBaHMs OOLIEro U CHEelNMaJIbHOTO
xapakTepa. MeTonpl aHaiAM3a M CHUHTE3a, a Takke WCTOPUKO-KYIbTyPOJIOTUIECKUN
Y CUCTEMHBIN TTOAXO0bI UCIOIb30BAINUCh IJISI PACKPBITUSI CYTU BUPTYIIbHON pearbHOCTU
CyIlepHappaTMBOB B MHGOPMALIMOHHOM IIPOCTPAHCTBE, KOTOPhIE CKJIOHSIOT K CO3IaHUIO
STUYECKOTO, 3CTETUYECKOTO U XYI0XKECTBEHHOIO KOHCEHCYCa. AKTYaIbHOCTh 00YC/IOB/IEHA
HeOOXOIVMMOCTBIO MCCAEOOBAaHMSI TTOCTMOLEPHONM IapaaurMbl, IIOH BIMSHMEM KOTOPOit
POXIAOTCS HOBEMNIINe AVCKYPChI, 3aMEHSII0Ne HappaTUBbl KOMMYHUCTUYECKON STOXU
B MHTEpPIpeTauuy WUCTOPUM MOCTTOTAIUTAPHOTO TMPOCTpaHCTBAa. HayyHas HOBM3HaA
MUCCAeIOBaHNSI COCTOUT B TOM, UTO TTOKa3aHa MOCTCOBETCKAS KyJIbTypa KaK MHHEPILMOHHAS
(asza ToTanmMTapusMa, MMEIOIIAs CUMYJISTUBHO-MMUIKEBYIO TOTTAJIOTUIO PEaJbHOCTH.
BeiBombl. [loKa3aHO, TO XYOOXECTBEHHbII cMbICT Gesamtkunstwerk IocTcoBeTCKOro
IMPOCTPAHCTBA SIBJISIETCS KeJlaeMO AeliCTBUTETbHOCThIO, HO OHA OCTAaHOBMJIACh HA YPOBHE
CKa304YHOI0 HappaTuBa, opMupyrolierocs pediekcueii mpermyIieCTBEHHO MCTOPUYECKOTO
o6pasiia. BpeMst 1 IMPOCTPAHCTBO KYJIbTYPhI B M3MEPEHUM CUMYJISIKPOBOIO MM pPa BBIIJISIAUT
ellle OJHOM pPa3sHOBUAHOCTbIO 3CTETUKM Virtus. 3ameueHO, UTO KyJAbTypHasi peajbHOCTb
MOCTTOTAIMTAPM3Ma HaXOOMUTCS B CTaAuM, KOTOAa HYKHO IIOHSITh, UTO BOOOpaykaemast
IeICTBUTENIBHOCTh CKA30YHOI'O TUIIA HE SIBJSIETCST MCKYCCTBOM. TO €CTbh I'MOPUIHOCTh
TBOPYECKUX YCUJINIA, TOCTKOJIOHMAIBHOCTD, TUIIEPKPUTHKA KaK CIIOCOO OBITHS, SKM3HEHHAS
SHepPrus — 3TO TOT HAbGOp MOOYKIEeHMiI, KOTOPhIii MaJlo YTO H00aBjsIeT B IOHMMAaHNE
CUTyaUMNY IOCTMOAEPHOT0 TBOpUYeCTBa B YKpanHe. VI HanpoTuUB, HallMOHAJIbHbIE JIO3YHTU
CBUIIETEIBCTBYIOT O ITOTPEOHOCTM B HAIMOHAJbHONM MIEHTUYHOCTM, BEOAb BPEMS SKOET
MIPOSIBJIEHMST KpeaTUBHBIX MHULIMATUB XY 0XeCTBEHHOTO CMHTe3a.

Kniouessle cnosa: MCKyCcCTBO; KY/IbTypa; UCTOPUST; MHTeprpeTauus; Gesamtkunstwerk;
MOZEeNMUPYIUIMI TTIPUHIINUIT; TIOCTCOBETCKOE MPOCTPAHCTBO; MOCTTOTAIUTAPU3M
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