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Abstract. In the article "The Emergence of new artistic trends and their impact on the development of society" are we talking about
the fact that the changes in art are closely connected with the philosophy of the company. Change the attitudes of people, and it
changes the assessment criteria in art. Fine art extremely versatile. The article aims to analyze the influence of changes in the visual
arts to the philosophical understanding of the world around us. Appreciation of art implies appreciation and contemplation of the
world around us. Though artworks develop under the influence of the relevant social trends, they, as a cultural phenomenon, make an
impact on a society as well. The philosophical worldview is not alone in its desire to encompass nature, society and the rational. Art-
ists also try to reflect these issues in their works. Perhaps every philosophical trend has artworks that reflect the corresponding ideas.
Arts give insight into the worldviews of the past. Decorative art is incredibly multifaceted and mirrors human history as well as the
emerging worldviews specific for the particular historical periods. A well-known American sociologist A. Houser wrote, “Artworks
are more related to the time they come from than to art in general or the art history as a general process.”
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When they muse on their past, people are likely to treasure
the best moments that they can recall. The same principle
applies to art: over time history reveals the most pictur-
esque and expressivel pieces. On the surface they appear to
be different, but there is something they have in common,
something that unites them — beauty and harmony.

The article aims to analyze the influence of changes in
the visual arts to the philosophical understanding of the
world around us. Appreciation of art implies appreciation
and contemplation of the world around us. Though art-
works develop under the influence of the relevant social
trends, they, as a cultural phenomenon, make an impact on
a society as well. The philosophical worldview is not alone
in its desire to encompass nature, society and the rational.
Artists also try to reflect these issues in their works. Per-
haps every philosophical trend has artworks that reflect the
corresponding ideas. Arts give insight into the worldviews
of the past. Decorative art is incredibly multifaceted and
mirrors human history as well as the emerging worldviews
specific for the particular historical periods. A well-known
American sociologist A. Houser wrote, “Artworks are more
related to the time they come from than to art in general or
the art history as a general process.”

Art increasingly leans towards portraying the very pro-
cess of the philosophical understanding of reality. It does
not offer ready-made answers, but challenges the viewer to
engage and seek solutions to the problems. The 1970’s
gave rise to many “meditative paintings”, or, symbolically
speaking, “silent conversations”. These artworks focus
viewer’s attention on life’s problem domain, albeit not
specifying its content. Different aspects of this domain
were specifically discussed by the associative paintings.
The rise of such paintings should be attributed not only to
the different artistic trends. If it may be suggested, the rea-
son for this shift may lie in the development of the human
worldview. The mindset of the modern day man has a
number of distinguishing characteristics, notably a bent
towards integrity and synthetic thinking. As a result, asso-
ciative art has been created under the influence of new rela-
tions between a modern man and the world as a means of
solving the “conflict” between the “small” and the “big”,
individual and public. The gamut of meanings that the as-
sociative paintings carry is conveyed through symbols.
Symbol (in a broad sense, an associative-symbolic struc-
ture) is a bridge from individual to general, from specific
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images to abstract concepts. Appreciation of associative-
symbolic artworks requires a certain amount of cultural and
historical experience. Secondly, it requires active personal
engagement on the part of a viewer, since appreciation of
an associative painting does not depend on the cause-and-
effect relations within its plot, but is based on a free inter-
pretation of information presented by an artist. Unlike the
artworks of the past, which used traditional symbols, mod-
ern paintings integrate preknown symbolic meanings.

The “message”, which the painting tries to convey, is
not to be passively adopted by a viewer but to be actively
constructed. A painting expects its viewers to engage and
perform an independent mental analysis. It is an “open-
ended system”, which gives room for diverse outcome. The
weakening of the plot leads to the strengthening of motifs.
Plot is a creative interpretation of a story. It is based on the
significance of some event, which is being depicted, its
objective drama. Even though the plot is seldom being un-
folded, in some way it emphasizes the uniqueness of what
is happening. The motif avoids creating a keen sensation
that what is happening has any significance. Generally it
feeds on something that is common and typological and
reflects the usual course of life with its routine aspects.
Artistic motifs may vary from events to objects (like tree,
painting, or burning candle) to properties of objects (old,
new, or naked). Composition of a painting will be highly
dependent on the artist’s presentation of the motif. The
place of an object in the painting, its relation to other still
objects, the dynamic, linear or colorful interplay between
different components help the motif to become meaningful
and informative. In paintings of associative symbolism
composition takes the central place and reveals the mean-
ing of the motif. It may seem evident if a painting is con-
templated as a separate piece. But when we recall a number
of works that repeat or depict the same motif, we realize
how differently artists may choose to plan composition
with the free use of space in a painting. While the content
of a plot is more independent, based on plot’s capacity to
unfold itself, the motif is less talkative. It speaks out only in
a context of particular ideas, in the community of people
potentially united by common culture and common histori-
cal experience. There, every new creative work, not neces-
sarily associative by nature, finds itself in the context of
history of arts and supported by everything that had been
created before the latent content of the motif becomes vi-
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brant. In this way different motifs and ultimately the ideas
they represent become logically connected. They become
almost naturally invoked and identified.

The tendency to address timeless themes is stimulated
both by the desire to reexamine the experience from the
perspective of global history and by the need to review the
fundamental values of human life at the present stage of
social history. Ethical and philosophical issues which con-
cern modern artists do not have explicit answers. Timeless
themes are timeless because humanity fails to find solu-
tions, which would solve problems once and for all. There-
fore, in addressing timeless themes, painting gladly resorts
to the language of mythology, parables, and associations,
designed for the individual perception of a viewer and his
intellectual, emotional, and creative “feedback”.

The development of easel painting, primarily pictorial
painting, has some new and productive tendencies. The
tendency towards generalizations, conceptual significance
and pictorial magnitude often called for techniques typical
of monumental painting. The development of national tra-
ditions led to stronger ties with the ethnical arts and en-
richment of the decorative qualities of paintings. Both
tendencies created favourable conditions for the advance of
metaphorical imagery (more common for monumental or
ornamental arts rather than easel painting) and for the inter-
action between various types and genres of easel painting.

There are some artists who have produced distinctive
new work which has shaped the future development of Art.
It is noteworthy, that their development is conditioned by a
particular cultural environment. The multiplicity of creative
mindset became a common phenomenon. A special right of
an artist to use any means and address anything in cultural
history is now recognized and validated. Some artists never
fit in with their time and always misfit the history of arts,
i.e. Jean Fouquet, Grunewald, Bosch, Magnasco, Blake,
Goya, and Picasso. Their artworks are free of stability and
explicitness common in their contemporaries. Poussin, Ru-
bens, David, Maillol represent the other wing of solid and
undiluted masters. Contemporary artists tend to revisit the
heritage of those struggling ambivalent masters, who at
times would prophetically look into the future.

As a French filmmaker Jean-Luc Godard wrote, “Art
knows no progress, but mere changes. There is technolog-
ical progress, but no one can say that Rembrandt repre-
sents progress over Giotto. They were different in their
approach and were concerned with different issues.”

The most successful innovators are those who go be-
yond the constraints set and accepted by the preceding
artists and their achievements. The development of art
occurs in the unity of tradition and innovation. Of course,
some epochs and social environments were more condu-
cive to the realization and growth of talents than others.
The magnitude of a talent to a known extent depends on
social conditions. The giants of the Renaissance (Raphael,
Michelangelo, Leonardo da Vinci) become giants against
the quattrocento artists (Masaccio, Ghirlandiao) regard-
less of the greatness of the works of the latter. The reason
for that is not in personal talents of the former but in the
“climax of epoch”, which found reflection in their works.
High Renaissance became a time period which needed
giants and it begot giants of intellect, passion, and charac-
ter, multifaceted and knowledgeable.
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Speaking of science and technology, a famous German
philosopher Martin Heidegger once noted that the old
ceases to be self-sufficient by giving way to the new. No-
body uses the outdated models of bicycles, ancient maps
or tedious methods of mathematical problem-solving
which existed in the Middle Ages. Before being integrat-
ed into a new invention or new philosophical system the
old has to be altered. New art often absorbs and refash-
ions the old and preserves it in the form of “still images.”
At the same time art allows the old to exist alongside with
the new. The old continues to independently coexist with
its successor. Thus, the advent of new artistic trends im-
plies not only the development and improvement of the
artistic appreciation of the world, but also replenishment
of the treasury of artistic culture with new values while
preserving the old, though in a transformed form.

The history of art knows a lot of examples when artists
idealized the past; they sought there their ideals (like in
the Ancient World or the Middle Ages). Yet, essentially,
the ideal source of their artwork often addressed the fu-
ture. In other words, they expressed hope and expecta-
tions that could and should have been fulfilled in the time
to come. And because of that they were able to convey a
true picture of the present.

Our time gave rise to a multitude of works which are de-
signed as complete reproductive movie frames or slides
with striking illusionistic effects. Paintings of artists be-
longing to this school reflect a change in the traditional
approach to life models and understanding of artistic goals.
Artists seek to present the reality in forms that would
prompt the viewers’ impartial consideration and reflection.

Movies, television, photography and other types of visu-
al communication created a new domain in the public con-
sciousness, that of a “video culture”, designed to reflect
vital meanings. In order to enhance the expressive power of
traditional methods young artists modify the usual image
structures. In their paintings they try to interpret the world
by means of relation between two contrasts — the subjective
personal view and the collective public craving for the exu-
berant effects of a dramatic show. Their efforts resulted in
the development of new composition techniques. An at-
tempt to intensify painting’s informational content led to a
considerable weakening of plot-and-theme links and en-
hancement of symbolic-hieroglyphic relations.

Pictorial polyptychs with mosaic plot structure became
predominant at the art exhibitions. Individual paintings bear
the properties of a “still image” and express various psy-
chological situations. Essentially, we often see the paint-
ings that capture passing experiences generalized by means
of a special technique. In other words, modern artists try to
incorporate in their works standards and artistic characteris-
tics that traditionally had nothing in common.

How can artists be expressive in their work? What
helps them realize their ideas or create an illusion of im-
mense depth, emotional reality of their characters? A
great number of talented people work on breaking a new
ground in art. Their successors adopt the good and elimi-
nate the least productive. Any new development in art is
necessarily related to or, more precisely, dependant, upon
a new view of the world, including perception and under-
standing, a sense of space and engagement with the prob-
lems of the society in general.
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Primopenko T.1O. [losiB1eHre HOBBIX XY/I0KeCTBEHHBIX T€UeHHII M UX BJIMsIHHE HA Pa3BUTHE 00IECTBA

AHHOTanus. B crarbe HAET peub 0 TOM, YTO U3MEHEHHS B HCKYCCTBE TECHO CBsI3aHbI ¢ (uitocodueii oomiecTBa. M3MeHs0TCs B3rIIs-
JIbI JTIFOJIEH, W 3TO MEHSACT KPUTEPUH OLIEHOK B M300pa3UTEIbHOM MCKyccTBe. M300pa3urebHOe HCKYCCTBO HEOOBIKHOBEHHO MHOIO-
rpanHo. OHO TUIOTHO TIEPEIUIETACTCS U OTOOPAKAET YETIOBEYECKYIO UCTOPHIO W UCTOPHIO (POPMUPOBAHUS MHPOBO33PEHUS KaXKIOU
smoxu. CaMo MBIIIICHHE COBPEMEHHOTO YeJI0OBeKa UMEET Psii OCOOCHHOCTEH: OHO CTPEMHUTCS K LIEJIOCTHOCTH, CHHTETHYHOCTH. Biia-
JICHWE OIPEACIICHHBIM HCTOPHUKO-KYJIBTYPHBIM OIBITOM — TIEPBOE YCJIIOBHE BOCHPHSTHS IPOU3BEICHUN aCCOIMATHUBHO-
CHMBOJIMYECKOr0 THIa. BTopoe yciioBue — onpeiesieHHas CTeNeHb JIMYHOW aKTUBHOCTH 3pUTelis. Belb Xoa ero moHMMaHus COBpe-
MEHHOM, aCCOLMATUBHON KapTHHBI HE MPeiaraeTcs MPUIUHHO-CIICICTBEHHON CBA3BIO CIOXKETa, a BOSHUKAET KaK CBOOOHAsI HHTEP-
TpeTaIys JaHHBIX, ITOJaHHBIX XYIOKHHUKOM. B oTiM4YmMe OT MCKycCTBa MPEKHUX 310X, KOTOPHIE MCIIONB30BAIM CUMBOJIBI TPaIUIIH-
OHHBIC, COBPEMEHHAs KMBOIHCH ONEPHUPYET CHUMBOJIUYCCKUMHU 3HAYCHUSIMH, HE TPEIyCMOTPEHHBIMU paHee. M cutyarus B Mupe
HCKYCCTBa CETOJHS TaKOBa, YTO Ojarojmapsi CpeIcTBaM MacCOBOW HH(OPMAIIMH, XYJOKHUKH HIHPOKO MOIL3YIOTCS HAKOIIEHHBIM
MOTEHLUAJIOM JIPYTUX KYIbTYp U MacTepoB. MHOXXECTBEHHOCTh B CTPYKTYpPE TBOPUECKOTO CO3HAHMSI CTAHOBUTCS IIMPOKO paclpo-
CTpaHeHHBIM sBiIeHHeM. Ocoboe IpaBo XyTOKHHUKA ITPUKACATHCS U TOJIB30BATHCS Y€M YTOJHO B HCTOPHH KYJIBTYPHI CTajo MPU3HAH-
HBIM W HEOOpaTUMBIM. MTak — caMblif GOJIBIION HOBATOP HE MOXET HE BBIXOJHTH U3 MPEIOCHIUIOK, OATOTOBICHHBIX TPEIbIIYIIIAM
pasButheM. VM3MeHeHUs1 B M300pa3UTEIBHOM HCKYCCTBE MPOMCXOMAT B €AMHCTBE TPAIMIMN M HOBATOPCTBA. [IOSABJISIOTCS HOBBIE
HaITpaBJIEHUS] U CTHJIM, KOTOPbIE OTBEUYAIOT 3alpocaM COBPEMEHHOI0 OOIIECTBA M HOBBIM (hrytocodckumM BesHbsAM. OIHAKO, BCE HO-
BOC OCHOBBIBACTCS HAa CHHTE3€ YK€ JIOCTUTHYTHIX B MCKYCCTBE BEpIIWH. TO WIIM IPYyroe HOBOE TCUYCHHE B MCKYCCTBE IOSIBIISCTCS
Orarozapsi BUICHUIO HOBBIX T'PaHel OKPYKAroIIero HaC MHpPa, U 3TOT IPOoIiecc 00oramaeT 4enoBedeckoe o0IecTBO, KaK B Xy0Ke-
CTBEHHOM, TaK U B (priI0CO(CKOM BOCIIPUSITHH JEHCTBUTEILHOCTH.

Knroueswie cnosa: meopueckuii npoyecc, gunocogus, uckyccmeo, Mupogosspenue obujecmaea, Kyivmypd, I3noxa
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