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Ukrainian Baroque
Art, Myth, and National Identity

Stefaniia Demchuk et Illia Levchenko

PLAN

Inventing “Ukrainian,” “Mazepa,” and “Cossack” Baroque
Ukrainian “Neobaroque” art and the issue of “national style” (20th and 21st
centuries)

TEXTE

Since Hein rich Wölfflin published his study of the Baroque in 1888, it
has been the subject of numerous studies exploring it as a style,
period, and system that trans gressed the bound aries of  historicity. 1

The tension between the empir ical research on Baroque as a histor‐ 
ical style and the theor et ical concerns of Walter Benjamin, Gilles
Deleuze, Hubert Damisch, and Christine Buci- Glucksmann was
invest ig ated in a volume edited by Helen Hills in 2011 and in a discus‐ 
sion she moder ated for the journal Perspective. 2 This discus sion also
addressed the concept of the Neobaroque coined by Haroldo de
Campos in 1955, 3 and extended by Severo Sarduy in his seminal essay
of  1972. 4 For Sarduy, Baroque as a histor ical style, although
decentered, was still harmo nious, while the Neobaroque “reflects
struc tur ally the dishar mony, the rupture of homo gen eity, of the logos
as an abso lute, the lack that consti tutes our epistemic foundation.” 5

Sarduy thus equated the Neobaroque with post mod ernist aesthetics.
De Campos, in his turn, intro duced the notion of a “cannibal reason,”
succinctly described by Lois Parkinson Zamora and Monika Kaup:
“Renegade colo nial subjects (renegados) appro priate imposed cultural
forms, consume and digest them, and then incor porate them into the
colo nial body.” 6 These essays were funda mental for the research in
Latin Amer ican Neobaroque, but are these approaches applic able to
Ukraine? Is every concept of Neobaroque region ally specific?

1

This paper is an attempt to delve into a region that was rarely
explored in Baroque histori ography. It follows a sugges tion made by
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Jens Baumgarten and Gabriela Siracusano during the discus sion in
2015� “In order to deal with the complexity of a global baroque and
avoid the perpetu ation of national art- historical tradi tions and myth‐ 
o lo gies, it is neces sary to compare Latin Amer ican Baroque, for
example, to Asian contexts, and to address the appro pri ation of the
Baroque in twentieth-  and twenty- first-century art- historical and
polit ical discourses.” 7 Ukrainian Baroque as a part of both art histor‐ 
ical narrative and polit ical myth o logy consti tutes an ideal case for
such a pursuit. Or, as Piotr Piotrowski suggested, one might want to
shift the focus from the center–peri phery system of rela tions that
inev it ably margin al izes the peri phery (East–Central Europe in our
case) and consider the entan gle ments between the previ ously
margin al ized states. 8 He called this approach a “hori zontal history of
art.” In our case, it will mean first disen tangling the rela tions between
Polish, Ukrainian, and Russian Baroque.

Ukrainian art history itself presents a chal lenge. Deprived of unity
and inde pend ence, it has been subject to rein ven tion within the over‐ 
lap ping colo nial narrat ives of its former metro poles (Russia,
Poland,  Austria- Hungary). 9 The devel op ment of art in Ukraine as
seen through the lenses of colo nial hier archies exposes a lag in the
adop tion of major European styles that is a char ac ter istic feature of
the territ ories considered to be artistic peri pheries. However, in the
17th and 18th centuries, one style, Baroque, evolved not only into an
unpre ced ented artistic boom but also into an authentic “national
style” during an epoch central to Ukraine’s spir itual life. The Baroque
style’s import ance in building national iden tity allows it to thrive even
in the art of the 21st century.

3

In the first part, we shall explore how Ukrainian art histor ians inter‐ 
preted the Baroque style on Ukrainian territory and why they
referred to it as a national style. In the second part of the paper, we
shall deal with the notion of “Neobaroque” and the quest for Baroque
elements in Ukrainian contem porary art. Since the late 1980s,
Ukrainian Baroque has become an embod i ment of national senti ment.
It shaped the style of artists of the so- called “New Wave,” who strived
to fight against the Soviet regime. The artists’ connec tions to the
expres sionist and atec tonic European Baroque were so conspicuous
that their art was labeled as “Ukrainian Neobaroque.”
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Inventing “Ukrainian,” “Mazepa,”
and “Cossack” Baroque
Despite the revival of general interest in Baroque and Neobaroque
art, the major works of those periods avoided the topic of the
Baroque in Central and Eastern Europe, where the style was not
always directly asso ci ated with Cath oli cism. Given the impressive
quantity of build ings constructed in a style that resembled Western
European Baroque, Eastern European art histor ians faced the issue of
rein venting the notion of Baroque in a way that could explain the
drastic changes in Ukrainian and Russian art and architecture.

5

The Baroque style that domin ated the Ukrainian archi tec ture of the
17th and 18th centuries received its name at the begin ning of the 20th
century, when art and archi tec ture of that period gained the atten‐ 
tion of scholars. Early 20th- century Ukrainian histori ography not
only redis covered the style but also played a key role in promoting
the myth of Ukrainian Baroque. We will there fore try to disen tangle
the origin and dissem in a tion of the prin cipal features
and characteristics.

6

Hryhorii Pavlut skyi (1861–1924), a professor at the depart ment of
theory and history of the Saint Vladimir Imperial Univer sity of Kyiv,
intro duced “Ukrainian Baroque” as a descriptive term for Ukrainian
archi tec ture of the second half of the 17th century and the 18th
century in his chapters for the multivolume history of archi tec ture
published in  1909. 10 Pavlut skyi argued that there were two main
types of Ukrainian Baroque churches: the first bore a resemb lance to
wooden churches built in “national style” and only used Baroque
elements for the decor whereas the second type was basilical, “with
pedi ments and  shields.” 11 He explored only Orthodox churches,
excluding Cath olic build ings on the grounds that they didn’t belong
to the Ukrainian tradi tion, because in Ukraine’s case, national iden tity
was bound to the reli gious creed. Pavlut skyi stated that unlike
Western European examples, “Ukrainian Baroque is a product of an
aesthetic feeling that does not succumb to anything but to one’s fun
or a whim.” 12 Thus, it is a whim sical, heavily orna mented but not reli‐ 
giously ecstatic style. When tracing the origin of the style, Pavlut skyi
mentions wooden archi tec ture and Polish Baroque, while emphas ‐
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1. Ivan Mihura, Mazepa Amongst His Good Deeds, 1705.

izing that Ukraine was ahead of Russia in adapting the style. For
Pavlut skyi, Ukrainian Baroque is synonymic with the national revival,
initi ated by Ivan Mazepa (1639–1709). 13

The term “Ukrainian Baroque” reem erged in 1911, in an essay by
Georgy Lukom skiy (1884–1952), a Russian art historian. He was the
first to describe basilical churches with five domes as
“Mazepa Baroque” 14 instead of the term “Kyivan Baroque” that was
used by Pavlutskyi. 15 They both referred to the churches founded and
sponsored by Ivan Mazepa, a Ukrainian statesman and diplomat, who
in 1687 had been elected the Hetman of Left Bank Ukraine
in  Kolomak. 16 From that time on, he, a rich landowner with a
European educa tion, invested gener ously in the rebuilding of cities
and towns under his juris dic tion. His outstanding contri bu tion to
Ukrainian archi tec ture of the 17th century can be easily grasped from
Mazepa Amongst His Good Deeds (fig. 1).

8
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Engraving, 46.5 × 31.5 cm, The National Preserve “Kyiv- Pechersk Lavra,” Kyiv.

Six Kyivan Baroque churches are test a ment to his triumph, only three
of them haven’t been destroyed. Although one of those three
survivors, the Gate Church of the Trinity of Kyiv Pech ersk Lavra, is
medi eval in struc ture and was only redec or ated according to Baroque
taste. The other churches represent two subdi vi sions in Mazepa
Baroque archi tec ture, which can be labeled as “Western” and
“Eastern,” the latter being closer to Ukrainian churches from the
times of medi eval Rus’ and later wooden Orthodox churches. When
intro du cing the notion of the “Kyivan” or “Mazepa” Baroque, Pavlut‐ 
skyi and Lukom skiy each discuss at length Saint  Nich olas Military
Cathedral  (fig.  2) and the Epiphany Cathedral, both commis sioned
and funded by Mazepa. Built in Kyiv by Osip Startsev, a Russian archi‐ 
tect who worked in the style of both Muscovite and Ukrainian
Baroque: the cathed rals are pentacu polar as a tribute to the
Orthodox archi tec ture but have an identical basilica plan that was
altered to make all three naves of the same height with rich and
undu lant Baroque decor. Combining both Western and Eastern
features, they testify to the invent ive ness and unique ness of
Ukrainian Baroque.
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2. Saint Nich olas Military Cathedral, Kyiv, March 30, 1918.

Photo graphic print from the album of photo graphs taken by an unknown German during
World War I. Private collection.

But not all approaches treat Baroque as an essen tial part of Ukrainian
art history. Vadym Modzalevskyi (1882–1920), a Ukrainian historian, in
his 1918 essay on Ukrainian art’s main features, rejected examining
Baroque and clas sical build ings, for “they will tell us nothing about
the features of Ukrainian archi tec tural  style.” 17 In his opinion, the
tastes of important patrons like Ivan Mazepa (1639–1709) or Lazar
Baran ovych (1620–1693) were visible only in the  decoration. 18 His
severe judg ment was driven by the pres sure to assure that only
“popular” wooden archi tec ture could be considered a “Ukrainian
archi tec tural style.” The quest for the popular roots of national archi‐
tec ture would continue well into the Soviet era.

10

Much of Soviet Ukrainian histori ography followed in the foot steps of
Modzalevskyi’s essay. Scholars tended to over look the “high culture”
dimen sion of Ukrainian Baroque. Platon Bilet skyi (1922–1998), one of

11

https://devisu.inha.fr/histoiredelart/docannexe/image/114/img-2.jpg


Ukrainian Baroque

the most prom inent Ukrainian histor ians after World War  II, in his
mono graph on Ukrainian art of the second half of the 17th–18th
centuries, argues that Ukrainian Baroque grew from the popular
aesthetic and this is what made it so  unique. 19 Although he later
acknow ledged European and Russian influ ences too, his emphasis on
the popular element was telling. Bilet skyi also considered Baroque as
proof of the Ukrainian people’s desire to “reunite” with Russia. He
stated that “at that time, the Russian state was a sole inde pendent
and mighty Orthodox country. The dream of reuniting with it, the
hope for its support gave wings to the subdued Ukrainian people,
who considered and called them selves ‘the Russian people.’” 20 Thus,
during the Soviet period, scholars refused to recog nize the European
influ ence in Ukrainian Baroque and emphas ized the artistic unity
between Ukraine and Russia, in line with the Russian ideo logy of the
triune nation forged in the 18th century.

 

When Ukraine became inde pendent in 1991, the country’s schol ar ship
went in a quite different direc tion. Art histor ians began to write
about Ukrainian Baroque as an essen tial part of European Baroque,
uncov ering their previ ously neglected entan gle ments. The essay
Hryhorii Lohvyn (1910–2001) published in the edited volume on
Ukrainian Baroque and the European context (1991) marks a turn in
schol ar ship, when Ukrainian Baroque together with Ukraine itself
broke free from the Russian context. For Lohvyn, Ukrainian Baroque
was not a national style, but “one of the national schools of the
grand style.” 21 With his coau thors, he tried to explain the popularity
of Baroque in Ukraine by following in Wölfflin’s  footsteps: 22

“European Baroque, with its recog niz able pathos of struggle and
victory, plastic expres sion, and a wealth of vari ations paint erly
compos i tions, was congenial to the rise of the national feeling of the
Ukrainian people, to the triumph gained from the liber a tion war of
1648–1654 and the creation of their own state, the  Hetmanate.” 23

Ukrainian scholars essen tially addressed Wölfflin’s writ ings as the
best and more access ible examples of Western histori ography,
attempting to catch up with the tradi tion they fell away from during
the Soviet times.

12

Volodymyr Vech er skyi (b.  1958), in his contri bu tion to the third
volume of the multivolume history of Ukrainian art (2011), iden ti fied
the first period of Ukrainian Baroque (that Lukom skyi labeled Mazepa
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Baroque) as “a Renaissance- Baroque synthesis under condi tions of
the retard a tion in compar ison with other coun tries of East- 
Central Europe.” 24 However, this term failed to gain any popularity.

In summar izing this, 20th- century Ukrainian art history began asso‐ 
ci ating the forms typical of Ukrainian archi tec ture of the second half
of the 17th and the 18th century, pentacu polar basilicas or cross- in-
square build ings with Baroque decor, with the national style in
partic ular and, more gener ally, national iden tity. Writing in 1923, five
years after he had to flee Ukraine, art historian Dmytro Antonovych
(1887–1945) described “Cossack Baroque” as a “truly
Ukrainian  style.” 25 He juxta posed “whim sical princely Baroque with
the cupola intro duced by German masters” and “Cossack Baroque”
which evolved from that “princely” style but absorbed Ukrainian
archi tec tural  concepts. 26 This notion comple mented those of
“Ukrainian” and “Mazepa” Baroque intro duced by Pavltuskyi and
Lukom skiy, respect ively, forming a triad that remains in use. It is still
considered an inde pendent style in respect to European or Muscovite
coun ter parts, although scholars acknow ledge the domin ance of the
Russian aesthetic at the ulti mate stage.

14

 

Ukrainian “Neobaroque” art and
the issue of “national style” (20th
and 21st centuries)
Neobaroque emerged at roughly the same time the Baroque was
redis covered and branded as “Ukrainian” or “Mazepa.” When the New
Economic Policy was intro duced, a discus sion started between cham‐ 
pions and oppon ents of the (Neo)Baroque. Shortly before that, in 1918,
it was suggested that the Baroque icono stasis of Saint  Sophia
Cathedral (fig. 3) be moved to another church and it be replaced with
a new, “stylish” one. 27 The confront a tion took radical forms in 1927. At
that time, the Ukrainian archi tect and public figure Dmytro
Diachenko (1887–1942) stated that “to fight against Baroque would
mean to fight against the Ukrainian under standing of  art.” 28

Moreover, he argued that “Ukrainian Baroque is an archi tec tural
expres sion of the peas antry and construct ivism is an expres sion of
the working class, that is, classes between which the struggle is
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3. Saint Sophia Cathedral, Kyiv, 18th century, iconostasis.

© Serhii Kachanov, CC BY-SA 4.0.

impossible, so these styles must be merged, synthes ized, and not be
put into confront a tion with each  other.” 29 Neobaroque refers to a
decor ative folk style because after the (nonex istent) ban on the
“construc tion of Ukrainian- style churches,” “relics of the Ukrainian
Baroque continued to live only in the folk church construc tion in
Galicia (Halychyna) and peasant houses or suburban settle ments.”
During this “Great Discus sion,” Diachenko labeled Baroque a
“Ukrainian element,” and “national face,” and “asso ci ated with
Ukrainian person ality” (fig. 4). 30

https://devisu.inha.fr/histoiredelart/docannexe/image/114/img-3.jpg
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4. National Univer sity of Life and Envir on mental Sciences of Ukraine, Kyiv,

building 1 (Insti tute of Forestry), archi tect: Dmytro Dyachenko, 1927, main

facade (2022).

© Illia Levchenko.

Svitozar Draho manov (1884–1958), Yevhen Kholos tenko (1901–1945),
Mykola Kholos tenko (1902–1978), Mykhailo Symikin (1893–1975), and
Petro Yurchenko (1900–1972), and were among those opposing the
(Neo)Baroque style. They insisted that the Ukrainian cultural revival
was unne ces sary and that the old (Baroque) archi tec tural forms were
obsolete. The oppon ents argued that Baroque build ings should be
replaced by the construct ivist struc tures, to reflect the culture of the
working/peasant class of the Soviet Union. 31 Symikin referred to the
Baroque style as “Cossack,” Kholos tenko branded it as “feudal- 
clerical,” while Yurchenko and Zabolotnyi attrib uted it to the
“Ukrainian bourgeoisie.” 32

16

The outcome of the discus sion was predict able. The “Neobaroque”
project was rejected and certain of the parti cipants were repressed,

17
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including Diachenko. In  1942, he was arrested by the People’s
Commis sariat for Internal Affairs; he died in a gulag the next year.
The rejec tion of Neobaroque meant that following the Second World
War, Soviet cities were rebuilt in a more austere style, without the
excesses of the so- called “Stalinist Empire.” The use of decor ative
elements from historic styles such as Gothic, Renais sance, or
Baroque was frowned upon as a mani fest a tion of “vkusovshchina,”
that is of an indi vidual taste and commer cial atti tudes toward art,
which was considered a flaw of bour geois  culture. 33 As Anatolii
Kantor argued, capit alism did not create a style of its own but used
and degraded the achieve ments of previous  epochs. 34 Socialist
realism, with its decor ative and constructive austerity, was
considered the only style that corres ponded to post- 
Revolution reality.

Following Ukrainian inde pend ence in 1991, writers began describing
Ukrainian Baroque as an “oppressed style,” stem ming from the misin‐
ter pret a tion of sources. For example, the Russian Synod decrees of
December 25, 1800, which banned the rebuilding of “wooden
churches wherever there is one destroyed by  fire,” 35 were inter‐ 
preted by some Ukrainian scholars as a ban on “Cossack Baroque,” 36

“Ukrainian  style,” 37 “Ukrainian- type  churches,” 38 and even “Small
Russian style” 39 (prob ably implying “Ukrainian  Baroque” 40). Shaping
the image of Ukrainian Baroque as a style oppressed by Russians
aimed at putting it at the heart of the cultural revival of now- 
independent Ukraine.

18

Moreover, in the early 1990s, when Ukraine found itself cultur ally in- 
between the collective “West” (Western Europe and the United
States) and “East” (Russia), scholars were anxious to prove that it
belonged to the “West,” in order to gain not only formal but also intel‐ 
lec tual and cultural inde pend ence from Russia. As the editors of the
two- volume collec tion on Ukrainian Baroque wrote in their intro duc‐ 
tion in 2004� “The Baroque is right fully considered a water shed in the
cultural rela tions between Europe and Ukraine. At this point, our
culture starts to get closer to the culture of ‘Latin Europe,’ becoming
a part of the pan- European cultural context.” 41 In June 2022, almost
twenty years later, an exhib i tion conspicu ously  titled European
Ukraine: The Age of Mazepa opened its doors to visitors. The curators
stated in the press release that the exhib i tion aimed “to prove that

19
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Ukraine has been a part of European cultural space.” 42 The glor ious
age of Ukrainian Baroque was connected through curat orial prac tices
with the Ukrainian Neobaroque, which high lighted the continuity of
Ukrainian art.

In 1996, the National Art Museum of Ukraine organ ized a confer ence
and an exhib i tion, the title of which could be trans lated as “From
Baroque to Baroque.” It treated Baroque as a type of conscious ness
beyond any histor ical time. Thus, Ukrainian artist Yurii Lutskevych
(1934–2001) put his own artworks, the creations of Mykola
Storozhenko (1928–2015) and Dmytro Yablon skii (1921–2001) right
along side Ukrainian Baroque  artworks. 43 In the intro duc tion to the
antho logy of confer ence abstracts, Anatolii Makarov argued that
Ukrainian art of the 17th–18th centuries developed a unique model of
Ukrainian cultural perception, 44 and, thus, it is impossible to build a
contem porary culture without the found a tion the Baroque has laid.
There fore, “Ukraine ness” equals “Baroqueness.” 45 Viktor Chep elyk, in
his paper at the confer ence, distin guished three stages in Ukrainian
Neobaroque art: 1910–17; 1918–30s; and  1945–54. 46 For Oleksandr
Solo viov, an influ en tial Ukrainian curator, Neobaroque still plays role
in Ukrainian contem porary art. 47

20

The exhibition The Myth of “Ukrainian Baroque,” held at the National
Art Museum of Ukraine from April 27 to August 26, 2012, curated by
Oksana Barshynova and Halyna Skli ar enko, was built on the concept
developed by Yurii  Lutskevych. 48 The place ment of 18th- and 21st- 
century works next to each other in the exhib i tion space was
intended to show that “in different histor ical eras, Baroque acts as a
certain visual and substantive core in Ukrainian art, from which
multi- directional currents flow.” 49

21

In one of the rooms, the curators placed two offi cial portraits from
the 1760s beside the homage to Caravaggio’s Narcissus (fig. 5). Pavlo
Kerestey (b. 1962) found a repro duc tion  of Narcissus in a Soviet
journal; he asked nine of his colleagues to replicate Cara vaggio’s work
and created an image himself. As a part of this exper i ment, Kerestey
tried to recreate the working condi tions of a factory. The  artists
worked together, with identical mater ials, getting “paid” with coffee,
tea, and cookies. In this way, Kerestey addressed the issues related to
the status of the artwork and of the artist in a post- socialist state.
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Next to a panel of Ganna Sobachko- Shostak (1883–1965) were 18th- 
century portraits (fig. 6). The artworks were connected only through
the exuberant Baroque flowers, that were both visible on the sitters’
clothing and central to the art of Sobachko- Shostak. Thus, the exhib‐ 
i tion created an entangled semi otic space beyond histor icity, beyond
the tradi tional narrative of art history created by modernity, which
brings it close to the approach of Jean- Hubert Martin (b. 1944).
Decon structing the myth of Baroque on the one hand and exploring it
more deeply on the other, the curators trans formed “Baroque” into a
concep tual mold of tradi tion, into which almost any work of art can
be fitted. In partic ular, for the artists of the 20th century, “Baroque
appeared to be first and fore most a source of renewal of imagery and
style, confirm a tion and continu ation of the national tradi tion.” For
example, the works by Hanna Sobachko, Paraska Vlasenko, and Fedir
Krychevsky were inter preted as having asso ci ations with Baroque via
luxuriant orna ment a tion. The authors claimed that in the sculp tures
by Oleksandr Arkhypenko 50 one can spot the Baroque theat rics and
complex spati ality or that “the Baroque visions nour ished Yurii
Lutskevich’s  creativity,” 51 and it continued to live in Serhii
Yakutovych’s graphics.
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5. A room of the exhibition The Myth of “Ukrainian Baroque,” National Art

Museum of Ukraine, Kyiv, 2012, with Petro Kerestey’s Narcissus.

Photo © Oksana Barshynova.
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6. A room of the exhibition The Myth of “Ukrainian Baroque,” National Art

Museum of Ukraine, Kyiv, 2012, with Petro Kerestey’s Narcissus.

Photo © Oksana Barshynova.

The curators stated that Ukrainian post mod ernism continued the
Baroque tradi tion, becoming the Neobaroque of the new art, and that
the repres ent at ives of the “New  Wave” 52 were the first to regard
Baroque as an item in the agenda of Ukrainian  culture.” 53 They
showed the prob lem at iz a tion of Ukrainian art history by artists as a
continu ation of the tradi tion: “The Baroque marked the begin ning of
the ‘unre pentant’ wander ings of someone in space and time, of the
people on their histor ical path, that is like a labyrinth.” 54 After all, the
Baroque in Ukraine is often used for polit ical purposes. Thus, the
exhib i tion exposed “Ukrainian Baroque” as “a special model
of culture” 55 that char ac ter izes Ukrainian culture at all stages of its
history—from the 17th century to the 21st.

23

The second case is asso ci ated with the artistic prac tices of repres‐ 
ent at ives of the New Wave. “Ukrainian Neobaroque” became a part of
the artistic prac tice of the New Ukrainian Wave and Parkomun resid‐ 
ents in particular. 56 The Russian critic Leonid Bazhanov (b. 1945)

24
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used the term “trans- avant-garde Neobaroque type” 57 in his 1988 All- 
Union Art Exhibition Youth of the Country Moscow Manezh exhib i tion
reviews. Later, Ukrainian critic Volodymyr Solovyov labeled the first
stage of the work of one of the most famous repres ent at ives of the
New Wave, Oleksandr Hnylyt skyi, a “curly style.” The styl istic features
of this period in Hnylyt skyi and other Parkomun resid ents are “imit a‐
tion of the Baroque pictorial manner” and the “creation of outlines
with curly  contours.” 58 Alisa Lozhkina extends the “curly style” to
include many “New Wave” artists like Dmytro Kavsan  (Gifts of
the  Magi,  1989; Battle of the Yellow  Waters, 1989) and Yuriy
Solomko  (Bioshyliannia,  1989; Symmetry of the Path,  1989) who used
“elements of the Baroque visual language in their arsenal.” 59

 

The ideo lo gical distor tions of “Ukrainian Baroque” as an oppressed
style involve under going the decol on iz a tion processes, hybrid
national forms of life proclaim self- sufficiency, and a newly invented
tradi tion fills the existing break from the empire. The “restor a tion” of
tradi tion often means returning to oppressed moments of history and
continuing them. There fore, art historian Myroslava Mudrak
considers the work by Oleh Tistol and Mykola Matsenko within the
frame work of the New Wave as a “revival of the bright forms of the
Ukrainian Baroque—its scope, expres sion, varie ga tion,  hyperbole.” 60

They argued that as repres ent at ives of the New Wave, Tistol and
Matsenko dwelled on the tradi tion conceived by George Narbut,
borrowing elements from bank notes designed by him. 61

25

Ukrainian Baroque is an entan gle ment of art, myth, and national
senti ments and, thus, cannot be regarded only as a local version of
Italian Baroque. The construc tion of Ukrainian national iden tity in the
early 20th century impacted the ways Baroque in Ukraine was treated
and appre ci ated. First, art and archi tec ture them selves were shad‐ 
owed by the figure of Ivan Mazepa given his attempts to build an
inde pendent state, which could distance itself from Russia. Thus, his
patronage determ ined the way the build ings he invested in would be
analyzed. Second, Baroque edifices and espe cially churches were
inev it ably judged against their prede cessors on Ukrainian soil which
is popular wooden archi tec ture. Unlike imported Baroque, the latter
was seen as some thing truly belonging to Ukrainian artistic tradition.
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Scholars found a way to recon cile Baroque “foreignness” with
Ukrainian tradi tional archi tec ture. They stated that whim sical, orna‐ 
mented, paint erly style trans formed tradi tional wooden Ukrainian
Orthodox archi tec ture incor por ating some of its traits and imposing
new struc tural and decor ative formulae. Thus, at first, Ukrainian
Baroque embodied the iden tity of the late 17th- and early 18th- 
century state that strived to protect and nourish its inde pend ence.
There fore, unsur pris ingly, after Mazepa’s defeat along side his
Swedish allies, the style, too, lost its creative power and succumbed
to the Muscovite influence.

27

However, as we demon strated, further ideo lo gical changes added
new layers of meaning to the construct of Ukrainian Baroque, which
stopped being seen as a histor ical style limited to the 17th–18th
centuries but as a unique national style that tran scended chro no lo‐ 
gical bound aries and expressed Ukrainian identity.

28

Even tu ally, in the late 1980s, the term Neobaroque was intro duced in
order to struc ture the continuous pres ence of Baroque in Ukraine.
The term Neobaroque coming from Latin Amer ican studies got a new
applic a tion in Ukraine. Although, its intro duc tion does signify a post- 
and deco lo nial senti ment too. Through the efforts of curators and
artists, Ukrainian Baroque was merged with Ukrainian contem‐ 
porary art.

29

The constant pres sure to assert national iden tity led to the creation
of the myth of Ukrainian Baroque only partly based on the close
looking at the actual artworks and the artistic entan gle ments that
produced them. Ukrainian Baroque had to cement the disruptive
narrative of Ukrainian art history and high light the continuity of
forms that could have been seen as imman ently Ukrainian. The
notion of the Neobaroque, which emphas ized the link between the
Cossack state under the rule of Mazepa and inde pendent Ukraine
served a similar purpose.

30

However, the unique status of Baroque in Ukrainian art history
reflects not only the desire to build a harmo nious cultural and polit‐ 
ical tradi tion that could date back at least to the Hetman period.
More gener ally, it is a witness to the longing of states in Central and
Eastern Europe to have their European iden tity restored after the
Soviet Union’s collapse. Thus, the fixa tion on Baroque art turns out to
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RÉSUMÉS

Français
Cet article inter roge la notion de baroque, puis les développements d’un
style « néobaroque », dans le contexte poli ti que ment chargé de la définition
d’une « identité natio nale » ukrai nienne. À la lumière des développements
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proposés par les études post co lo niales consacrées au baroque d’Amérique
latine, les auteurs proposent ainsi de définir le baroque ukrai nien comme
une partie prenante du récit histo rio gra phique de l’art aussi bien que
comme une construc tion idéologique.

English
This article inter rog ates the notion of Baroque, and then the devel op ments
of a “Neobaroque” style in the polit ic ally charged context of defining a
Ukrainian “national iden tity.” In light of the devel op ments advanced by post‐ 
co lo nial studies devoted to the Latin Amer ican Baroque, the authors
propose defining Ukrainian Baroque as part of the art histori ographic
narrative as well as an ideo lo gical construction.
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