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FOREWORD

“We must never forget that art is not o
Sformr of propaganda; it is a form of truth.”
John F. Kennedv, Amherst College,
Amberst, Muass., Oct. 26, 1963.

Irene Banach-Twerdochlib has a legacy to pass onto
the human race — her art. This selection of her work
will give readers only a small sample of her skill yet
it will serve to focus attention on the center of her
concerns — being a Ukrainian artist living outside of
Ukrazine. Her works inform the rcader of her identity
and the forces that have formed it. Her goal is to rekin-
dle in succeeding gencrations the spirit of the Ukrain-
ian nation and preserve the beauty of a national iden-

tity through its art. She completes both these tasks
admirably.

The sections of text that follow present a bilingual
portrait of Irene Twerdochlib’s uniqueness. A glimpse
into her life is provided by the autobiographical sec-
tion. Her impact on others is ultimately revealed by
the reflections of both Dr. Mykhailo Loza and Dr.
Behdan Stebelsky. Finatly, her article on Vybivka
chronicles the origins of a national art form.

Prof. Evhen Lylak







IPHHA

BAHAX-TBEPAOX/MIF TA i

MHUCTELTBO

Jdp. Borgan Credenscbkuit

Oco6nuBicts TBOpYocTH IpunHn Teeppoxnid
BUMATacE, K i KOXHOT MHCTELKOI
iHOIMBIAYanbHOCTH, TAA, 6€3 AKOro He nerko oyno
6 HAKPECAUTH il TBOPYHIA NOPTPET.

Ipuua  Teepnoxni6, AK nokasye i
aBTobiorpadig, BHBYana Pi3H1 TEXHIKH
MHCTEUILKOTO BHCIOBY, 3HAHOMHMNACA 31 CTHIAMH
BU3HAYHHUX MHCTLIB, L0 MAJH BEJINKHA BIAHMB Ha
¢$opMYBaHHA Cy4YacHBX TeqiH B 06pa3oTBOPUYOMY
MMCTEUTBI, NOCTIHHO BHMBYana 3pa3KH yKpaiH-—
CBKOTO HAapOOHOI'O MHCTENTBA B YCiX HOro
Oaratorpannmnx Busieax. [locnimxkysana i Bupyana
AIK  MHCTEUb—TIDAKTHK, a TNOAEKYAH  AK
MHCTELTBO3HABED.

Ipuna Teeppoxni® He HANEXKHTb MO MMCTLUIE,
1O OOMEXYIOTh CBOIO TBOPYICTE TEMATHYHO M
3acof0aMH MHCTeUbKOro BUcnoBy. HanexunThs no
THX, WO B KOXHOMY XKaHpi 3HaXOOUTh
3aUiKaBAeHHs JUIA CBOIX MUCTEUbLKHX NMOIUYKIB Ta
po3e’asok. lle HaraTo roBOpHTE Npo ii XapakTep,
a B MHCTELLKOMY BHCIOBI MNpoO il CTHIIb.
CTuxifHicTe i BOa4yl, KOMIOOHEHTH BIONOrIYHOCO
XapakTepy, TEMNEpaMeHT | Binsara, MOB'A3aHi 3i
CBOEDITHUM BiIYYTTAM KOJLOpIB Ta
IHTENEKTYaNhHUM BUBYECHHAM JAKOHIB
KOMMNO3HUI{i, BeOyTh [i CTEXKKaMH MOLIYKIB Bifl iM-
npecionicTiB y Kpaesupax: «Jlitom Ha dpapMi»,
«Bepxosuna», «[nen Cneii», «[lapk TposHn y
Poyecrepi», um mnocriMnpecioniamy: «QOcins y
IMencunbBercbknx ropax», «B IleHCUNbBEHCLKNX
ropax», «CiHOKOCH», @ 3rofloM eKCIpPecioHiIMy B
TBopax: «Ko3zaku Ha YopHoMmy Mmopi», «3axin
COHUA B YKpaiHi». € TeX KpaeBuau i3 CyTO
peanicTHYHMMK  TeHaeHUiaMK Ak  «OciHE B
I'atinenn mapky», «Pauus BecHa y BpicTonb»,
«IlencunbBeHCBKI ropu», «alinena napk 3uMoK»
1 «Po3m’saTTsi». € TeX KpacBMOM, HA AKMX CIiIHi

nepexonosi  ¢GopMH  CTHIIB, UYMW fAKi  TpyaHo
ONPHAINKTH B OKPECASHHA CTUAL BIAOMYX Tedid y
MHUCTELTBI, WO Maly BIUVIMB HA TBOPYIiCThH IpHHM
Trepaoxni6.

IMonidéna HUTKA WYKAaHE BHIHA Ha ii MepTBIA
npuponi: «CoHAUWIHMKM B Troponi», «MeprBa
npupona — oBoui», «HatiopMmopT» (mianwka Ha
TAL Apanepin), B AKiA MHCTKHMHA HaOGAMXaEThes

0 THNOBO CE3aHIBCHKOI KOMMO3ULiI MOCTIM-
NPECiOHICTIB.
OcraTouHo TBOPUICTb Terepnoxnit

3aBEpLIYETLCA CTUIEBO MOBOK abcTpaKTHHX
dopMm y ii OKpeMMX KOMIO3ULIAX KyBiCTU4YHOIO
XapakTepy: «KOoMIToInLia», «KoMnozuuia»
(npamepii), «KoMno3suuist Popm».

Y TBOpUYOMY NOPIOKY MHCTUA € PAA KPAEBHIB 3
apXiTEKTYPHOK) TEMAaTHKOIO, a 30KpeMa 3
uepkoBHow. TyT, AK 1 B KpacBuaax cyrybo camoi
NPHPOAKN, MAEMO pi3HE TPaKTYBaHHS TPEAMETY:
Bil TpanauUiiHO—peanicTuuHoro «llepksa B ceni
Oy6iBuax» i «lepkBa c¢B. Mukonn vy
Kpupunusx», B AKHX aBTOpKa 00’E€KTHBHO HOTYE
apXiTEKTYPHI NaM’'ATKH HAWOi KYIbTYpH 0e€3
HaMaraHHA ofnapyeatn ix Oyne—sKkCK
CHMBOJIIKOIO, KPiM TAKHMX MaM'TOK, AK «Kartefapa
cB. KOpa y JIbBOBI», uu «llepka cB. Mukoan B

KononHomy». Binbuie OXKHBJIEHHHA
KONLOPHCTHYHO i GiNbllle  eKCNpeCiHHMA
HacTpoeM € obpai: «llepksu c¢B. IBaHa

Xpecrutens y [anTepi» Ta «llepkBa y cexni
Konopa na 3akapnaTTi», ane BXe [yXe
eKcnpeciiHi HACTPOEM, POMAHTHYHI
KONSOPHCTHYHHM TIOM LEPKBH: «CB. MHKONK B
Konognomy» i «cs. Hpa y Jlesosi». Ilpupona
TaM  3rapMOHI30BaHa 3 apXiTeKTYPHHMH
aHCAaMONAMHM 1 CTHMYJIOE TAAHA4Ya BHYTPIlLHIM
aMicroMm Temn. 3acoOoM, IO BBOAHTL [Nsilaya y



3MICT TBOpIB, € KOJIBOP: CHHI BIATIHKH i chioneTn
Haa «lOpom» (6Gyps — HacTyn Hod4i) Ta rapadi
OpaHXi, YepBeHi, WO nepexofaTh y ¢ioneTu y
Teopi «llepkea cB. Muxoau». B ocTaHHix
npaufix, TYT Ha3BaHUX, NPOOMBAETBCA CHIIbHA
€KCMpecia HacTpOK HEOPOMAHTU3IMY. Mucreub
6e3 nponaraHaMBHHUX 3acobiR LIUMH KapTUHAMH
HiOM BIITBOPIOE Tparefilo MOCKOBCLKOTO HAl3ay y
Hpyriin cBiTOBIA BifiHI Ha YKpaiHy Ta BOrHi i
noxapu Ha JIeMKIBLIMHI BXKe micna BiAHU.

Ii ikonu — «Ikona Boxoi Martepi», «Marip
Boxa-Benuka Ilanaris», «lkona boxoi Marepi»
— iHTepnpeTauia BHIIrOponckkoi HE € KOMisgMH.

Boun ManboBaHi 32 NEBHMMH  3aKOHAaMH
ikonorpadgiuHoi 1wKkonu, ane piBHOYacHO 3a
BJIACHUMH pHCaMM  MHCTEUBKOI MOBM, IO

CNiB3BYYH! 13 IHIMM XaHpoM ii chirypansHoro
MHCTELTBA — 3 NOPTPETOM.

B noprperHomy mucteuTsi («IlopTpeT NiBUHHK
B yepBOHOMY», «[lopTpeT wonomika», «IlopTper
NIBYMHH B CHHBOMY», «[lopTperT piBuUMHM B
XKOBTOMY», «[lopTper miBYMAM 3 pO3IMYLICHUM
Bonoccam», «IlopTper noHbkH  Opuci» Ta
«[lToprper mnani Topnou») Ipuna Tseppoxni6
BUAB/IAE KOMIO3ULIAHI 3[10HOCTI OynysaTi obpa3
KONBOPOM, NPaBWIEHO PO3MICTHTH IUIOWI TA4,
MOCTaBUTH HOro y riinbuHi o6pa’ly Ta He BTOMUTH
B HbOMY oOmuMuua i wuinoi ¢irypun ManbopaHoi
TIOAWHH, IO 4YACTO TPalNAE€TbHCA Y BHU3HA4YHMX
mucTuiB. [loptpeTH, #K ckazano, Oynye BOHa
KOJbOPOM, IO HOre BimuyBa€e Oe3NOMUNBHO, i
TOMY YHUKAE NMOMUIIOK, IO MOXYTh 3’ SBJISITHCH ¥
MHCTLIB, #Ki ONEPYIOTh KOHTPAacTaMH Yy
CBITNOTIHAX Yy CKaJl Bil 4YopHoro po OGinoro.
Koxen mnoprper ii Monenis, mNCHXONOTIYHO
BUBENICHUA, HE TNOBTOPSETHCH, 2 KOJILOPOBHUMH
3acobamu inocTpye xapaktep. [loprpern, B
SKIACH Mipi YIIpOLLEHi, 3BINTBHEHI Bill OPYTOPANHAX
€NeMEHTIB, TNPOMOBASIIOTE  (e3NnocepeHbOIO
LLIMPICTIO.

Ipuna Teeproxni6 HalKpalue BUCTOBIIOETLCH Y
TEMaTHYHNX TBOPAX, KOJIM BOHA MOXE BU3BOJIMTH
CBOI MOYYBaHHA, CBOI eMoUIi, CBIf TEeMNEepaMeHT,
Tomi BoHa He nHIUE ynpoulye peanbHi (OpMH,
ane necdopMye iX IO BHCIOBY, AKHH MPOMOBIIAE
MOBOIO ii MOYyBaHb. Jl0 TakuX TBODIB HANIEXATh!
«3eMne, Mos pinHal», «['onon B Ykpaini, 1932-

12

1933 pp.», «XpecHa nopora yKpaiHCbKOi MaTepi»,
«Binauug», «JIpa ceiTH», «CHOip», «YKpaiHa
ChOTOfHi», «Jo BOni». B usoMy xaupi I[puna
Teepnoxni6 BHOCHTE HOBI €1€MEHTH CTUJIIO CBOTO
MaJAPCTBA, €NEMEHTH HE JIMIIE OO KONbOPY i
¢opMn, ane HOBOIO TYT eJIEMEHTY — aedopmauii
dopmu, — ekcnpecii. HasiTh dakTypa i knaneHus
Ma3Ka BMSB/AE CXBUIKOBAHHA Ta NEPEXKHUBAHHA
TBOpUYOi GopoTbOM. Lle ropiHHs BigdyBa€Thcd y
kaptuHi Ipnau: «Cosuer. Lled kaTakniaMm, cninb—
HHIA y BinuyTTi Tparefii npuponu i JIKOOHHK, B
Haloi MUCTKHHI MiIHECeHUH i3 ocobucTOl Tpare-
aii Mo HauioHanbHOi. lle TepniHAs 3a MiNbACHM
Bucnorntoe IpuHa Teepnoxnif y cBoiX, TyT BXe
Ha3BaHWX, TBOpax.

Came ekcrnpecioHizM — Ue ¢dopMa MHCTEUBKOL
MOBH, $Ka Hallkpalle HagaeThcs BHCIOBUTH
Tparemito. EKcnpecioHi3M — MoBa He iIHTIA,
CMIOKOK), MIPHYHHMX HACTPOIR Ta BiANOYMHKY, a
MOBa 4YOTOCh 30BCIM NIpOTHNEeXHBOTO. lle — MoBa
nporecty, MoBa 0OopoTbOH, MOBa KpPHKY, fqKa
pecpopmye oOONMYYS NIOAWHM, i1 nocTaBy, AK
aKTOpchbKa Macka Tparefii B rpelbKoOMy TearTpi.
Le#t cTHAR TNpHUMIHMAA Yy CBOIX TEMaTHUYHHUX
TBOPAaxX, NpPHCcBAYeHUX Tparenii Ykpainu, Ipuna
TeepaoxmiH.

Ona ananizm 0poro ctuio y ii TBopax LbOTO
JKaHpPY CrnHHMMoca Ha o6pa3i «BiHHWua»i «/Ipa
cBiTu». [lBa CBITHM, BNACTUBO, iCHYIOTH ¥ TBOpI
«Binauug». Ha noBepxHi 3emii — uBiTyd4i caagu, a
rIUOOKO MMid HUMH — 30YIIEHUH KPHUK 3aJaBJIeHNX
XKepTB MOCKOBCBKOTO HapoaoBOUBCTRA.
3necopmoBani JTHUA, B KOpYax Cyaoporie, i
PYKH, L0 3aMOBKJM B XBHMIHMHI OCTaHHLOTO
KpHKy, MoB THX, wio B [lomnesx 3zannsana ix
HecnmopiBaHa CTHXiA BynbKany. XKoBTHi konip Ha
NMEepeMiHy 13 YEPBOHMM 1 YOPHHM KPHYMTH
KOHTPACTOM JIO MOBEPXHi 3eMill, POXEBO
JaKBITYAHOI PO3LBINHM CafIOM.

B kaptuui - «/Ipa cBiTH», 3 MOTHBaMH
KyOiCTHUHOI KOHCTpyKUii o0pa3y, 3HOBY IiBa
KOHTPacTu: ACHHA CBIiT XXMBOro pafiCHOTO MiCTa B
TEMIMX  CBITNSHMX  KOAbOpax, HO0  fKOro
NPOCTATAKOTLCA KOCTHCTI PYKH CBITY HEBOIIi, Hi6K
MEpPTBAKIB 3 GNaralbHUM PYXOM — «XO4Y XHTH».
Pyku dAcHi, KOBTO3eMeHi MITHOCATBCA MOHAN
TEMPRABOK)  IMMOOKHUX  4YepBeHed, CHMHIX i



(hioNeTHIX BINTIHKIB, Hi6W i3 morunu. Lle nsa
KOHTPACTH — CBIT BOJNI 1 CBIT THOPEMHOTO
NOHEBONCHHA Ta NMOBLILHOI CMEPTH.

EkcnpecioHiaM i dopMmanbHO, i TeMaTH4HO
MOXe  B'S3aTH  abCTpakTHI  €NEeMEHTH 3
peanbHuMH. TyT BOHH CTHJIEBO 3rapMOHI3OBaHI
nedopMaLi€ro K PHCYHKY, TaK i BIAHOCHO 3MICTY
BIIMOBIDHHM  KOJNbOPOM,  HE3aJIeXXHO  BIf
06’€eKTHBHOI TNpuponu, ane piGpaHoro nas
noTpibHOrO HACTPOlO.

Ponss pyk y excopecii ta ix pedopmauis
ropopuTh 06araTo, KOAW 3aMOBKa€ CJOBO.
ManspcTBo He TOCIYTOBYETBCA CNOBOM, ane
3acTynae ioro popmoio i KonsopoM. B nronunn,
yepe3 MaisApcTBO, HaWObiNblE IMPOMOBUCTHM €
NOACHKE OONMHYYA | PYKH.

Came uen 3acib MOBM —BHUKOPMCTAHHMH ¥
TeMaTWYRUX TBopax Ipuan Teepnoxnif. i
TpariiHi XepTBH MOCKOBCBKOTO TEPOPY FOBOPSTEL
He nume 3acobamyn Cyrybo MamApCLKUMH, M0

CTBOPIOKOTE  HACTpiil, ane @ eneMeHTamHu
JIIOOCHEKUX 300paxeHb, WO cBoiMH ¢opMamu
CMOTYXYIOTb HACTPIA, YACKPABNIOIOTh 3MICT
TEMH.

B koMmnosunisix, mo Ha Mexi abcrpakry, ane
BCE 1I¢ TEMaTHYHOIO XapakTepy, MHCTKHHA
BTpUMYye oOpa3 y gBox Bumipax («Cubip»).
cnymHo 6Gynyro4yu HOro Ha zacagax KyOiamy, mwob
He  amywysatH cefe o0 BKAKYYBAHHA
OpyropsagHux eneMeHTiB obGpa3y. Bike 30BciM
MAOLMHHO TPaKTye 00pa3 — « YKpaina cCLOrofgHi»,
OOCKOHANO CKOMIOHOBAHMHA, IO HOT0o MOXHAa
PENPOgYKYBAaTH $K MNPONAaraHAWBHUH MNAKAT ¥
PO3’ACHIOBaNbHIN akuii Npo SIACHICTL B YKpaiui
/ykpaiHcekuil pyx onopy/. He MeHine pmanum y
TOMY XapakTepi, € TBip — «[lo Boni», BUKOHAHHH
B cTimi KyGiaMy. 30BciM aGcTPaKTHOrO 3MICTy
0obpa3, wio mae Haipy «Kommoanuis», B TOMYy
CTHJI  BiA3HAYAETLCA, HK OibliCT  TBOPIB,
H0GpOI0  KOMIIO3MLIEK KOHCTPYKLiH chopM i
KOMbOpiB, sKi Bce 3rapMoHiaoBaHi i  He-
[IPHIIAAKOBI.

JIo MpOTHAEXHUX KAHPOBO TBOPIB HANEXATh
TEMaThyHO OGarati 3Mmictom mnpaui — «[onom B
YKpaini», «3emne Mos, npafiliBckka» Ta
NO3GaBiEHI TEMATHYHOTO CIOXETY BHpI3KH 3
00pasy «Pyinm Ycnencekoro cofopy y Kuesi,

AKI, BMINO aBTOPKOCHO CKOMIIOHOBaHI,
OPOMOBAIOTE YHCTO MMCTELEKHMH NPHKMETAMH
ii wmanspcrBa. [lopiGHi ssacTuBocTi cyrybo

MHUCTELLKOTO PILICHHS BUABAAIOTH KPAEBUOANR —
«B IleHcmnbBeHCbKHX ropax» Ta «OciHE B
[TeHcunbBeHchbkMX ropax». B HazBaHMX TBOpax
BUABUBCA He JMWeE Ti TeMnepaMeHT i BigBara
WHPOKOro Ma3ka, aje H, piBHOYACHO, IHCTMHKT
Ta NouyTTH KOJILOPOBHX CNOJyYEHb,
MPUTAMAHHUX MUCTEUTBY OaNKaHO—KABKA3bKUX
HapoliB.

Y TBopyocTi Ipuin TBepnoxnié TpymHO
BH3HAYUTH NCPIOOW il CTHIEBUX LUIYKaHb, AK L
6yBa€ B IHIOUX MHCTI[iB, WO B Pi3HUX
OEeCATHIITTAM  Pi3HATLCA  XapakTepoM,  4H
¢opmamu  MucTEeUbKOI MOBH, ab0 TNOKa3yKOTH
TBOpamMM wmngxX  po3sutky. [lpauwi  Ipuuu
Teepnoxnié cBoiM CTHIIEM 3alieXXKHi He TakK Bil
Yyacy, B SKOMY TBOpHNA, UM yacy popMyBaHHA i
MUCTELITBA, a paae Big i 3ycTpivi 3
npobiaeMami, o ix Tpeba 6yno po3s’s3ypaTH, i
fIKi il cTaBunMM Y Pi3Hi YMOBHM TBOpPUYOTO BMSABY.
BoHa Moxe OYTH CMOKINHOK | 3pIBHOBRXEHOIO B
o0pa3i CcBOro mnpefMeTy, KOAW BiH I8 Hel
00’€EKTMBHUA, 1 MOXE TOpPITH BOTHEM BEJIMKOIO
CXBHITIOBAHHA, KOJIW BOHA 3MICT CBOT'O TBOPEHHS
nepenac 3sopylieHo. Came el MOMEHT Mae€
BEIUKMA BINMB Ha Pi3HOPOAHICTE CTHIEBHX Ti

BHCJOBIB, MOXKJIUBO OiNnblie, 4YHUM TEXHidHE
BHBYEHHS MHCTEUBLKOI MOBHM, MHCTEUBKOTO
peMecna.

TexniuHi 3aco6M MaNApcbKoOi TBOPYOCTH [puHH
Teepmoxni6b - wne mnepepaxHo — onia, abo
aKpuiiK; B IKOHax, caMO3po3yMino, — TeMmepa
AULEBOI TEXHIKM i3 30JIOTUMH TINAaCTHHKAMH Y TIII.
Oxkpeme Micuie B ii TBOpYOCTI 3aiiMae rpadika,
OPOPMIICHHS KHIDKKH, TIPUKJIAJHE MUCTELTBO TA,
IO SKOiCh MipH, «IEepecniBi» HapOAHLOIO
MUCTEITBA, SIKE MONOHUNO 11 YABY i mano CTUMYJ
NO BIACHUX TBOPYMX BUsABIB. TyT TexHiuHi 3acobu
faraTo IMHpLIL, YMM Y ii MANAPCTBI, 3 OTNAAY Ha
pi3HI MaTepisinM, B SKUX Npaliopana i TBOpHIA.
Jo HaWBaXKNMBILIMX [iNAHOK  NPHUKIATHOTO
MMcTelTRa TpeGa 3apaxyBarTH i palli B TEXHilli
emani, siki yacto B IpvHu Teeproxnié He MaThb
NPUMIHEHHA | PONi NPHUKIANHOIO MUCTELTBA, a
pajlie MUCTEUTBA Y NMOBHOMY HOTO PO3YMIHHL,
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NONINEHOro 33 >KaHpaMK, fiK 1 B 1l MaJNApPCTEI;
Nei3aXHOro XapakTepy, MEpPTBOI HaTypu Ta
cirypansHoro, abo KoMno3uuii abcTpakTy.

Emans Ipunu Teeppoxni6, Ak i ii ManspcTBo,
JaCAYroBy€ Ha okpeMe oOrosopeHHs. B wuid
TEXHIl) BHUCNOBY ii TBOPH, AK i B MaJApCTBI,
BUDI3HAIOTBCA CTHXIAHICTIO BHCJIOBY i
KQIBOPUCTUYHUMA PO3B’A3KAMH, IO YACTO WOYTH
noza ¢opMy PHCYHKY ax [0 CYUIIBHOIO
a6crpakTy. IlpuknanoM gns 1bOro € KOMNO3HLIA
«KoHi y creny». ABTOpKa Knage KOJILOp 30BCIM
He3aneXHO Bill PUCYHKY, UMM BUKIIMKA€E HACTPIiH,
SIKOTO He Morna 6 BHUKIMKATH peanicTHYHUM
TpakTyBaHHAM oO0pa3dy, B HKOMY KO/IbOp
MANOPSAAKOBAHUA pHUCYHKOBL. PiBHouacHo, ii
PHCYHOK KOHEN Mac onpasjaHi aedopmanii Ans
nigkpecieHns excnpecii i 3micty obpasy. i
BIIXMIIEHHS Bill HAaTYpPH, AMKTOBaHI CTHXIHHOIO
CHJIOK) MHCTELLKOrO CMaky, MepeBaXaloTh ¥
KOXHOMY TBOpi, Q€ AaBTOpKA BIIXHIAETHCA
IMITYBATH MaTip — npupoay.

30BciM aBeTpakTHHMKM (hOpMaMM | KOTEOPOM
BII3HAYAKOTLCA TBOPH 1i eMali, {0 MAaKTh Ha3BH!
«Menonis Houi», «PaHOK y 3uMi», «Mopcbka
raubuHa», «LIpith Houi», «LIBiT Bepecy»,
«OciHb», «I_lBiTH MOp#», «[_lBiT )Kypﬁl{»,
«CesTOiBaHiBCbKa  Hiw», «[po3oBa Hi4 B
YxpaiHi».

IMeizaxuumn  obpazamu, wo
BUKOHAHHA HAOAMXKAIOTLCA OO0  NOgiGHHX,
BUKOHAHHX ONIMHOI TEXHIKOK), HANEXKaTh
3o00paxkennn uepkos: «llepksa Piznsa Boropo—
puui» y BopoxTi, JIbBiB — «LlepkBa cB. Mukonn
3 'yuyneliiHu», «llepkpa cs. Mukonu opi-
Hboro» 8 CepeaHsoMy BonpgHomy, «llepksa
ce. Ilapackesii» y Kpexosi, um ¢irypanbHi
KOMNo3uUii XHULUL, a60 IKOH Boropomuui, um
MepTBOI npupoaM, Ak «Maku B ropofi», «Maku y

XapaKTepoM

creny», «PoMmeHM», «3emnie MoH, 3emuel» i
«[loneoBi MakH»,
Oxkpemo  Tpeba  BIAMITHTH  KOMMO3HIKO

kybicTnunoro cruno — «I'pai, 6annypo, rpai!»,
y AKIA aBTOpKa fAana LikaBy po3B’A3Ky ¢opMm
NNAKaTOBOTO XapaKTepy.

Tropuicte Ipuan Teepnoxnié 6GaraTorpanHa
TEXHIMHUMH 3acoGamu Busiy. Psan TBOpiB BOHA
BUKOHANA TEXHIKOIO MOHOTHINY, AKHUH IaB HAaroay
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BHUCJIOBUTHCh aBTOpPUi JipUYHUMHU NOYYBAHHAMH
HIXHMX TOHIB, KOJBLOPOBMX BINTIHKIB, 4acTo
OOMEXEHHX [0 IBOX KOJLOPIB, 3Pi3HHYKYBAHHA
AKMX BUKIWKaHE pakTyporo Kpacku, BilNoOBigHO
BATHCHEHOI Ha TUIOLUI 1 HA Hid po3BeneHin. Uu To
y TEXHiUi emamii, un y MoHoTumi 6arato edekTis
a€ TBOPOBi KPIM KONbOPY Ta PHCYHKY [0
SKOTrOCh CTENEHA [PHNANKOBICTL TEXHIYHOrO
xapakrepy. Tpeba BiOMITHTH y aBTOPKM BMiHHSA
ONepyBATH 3rafldHMMH TEXHIKAMH 1 MIAKOPATH iX
norpe6aM BAacHUX Bidik. MoxnuBo, y il
TeXHilll aBTOpKa HaiOuiblle BUPIBHAHA Y BCiX
XaHpaxX CHOXETy, fK KpaeBHAy, TaKk i MepTBOi
Npupon, 4 irypanbHUX KOHuemuii, ado
TBOPIiB aBCTPaKTHOrO XapakTEpy.

Ho cepii KpaeBuniB HanexaTk TBOPH: «OciHb»,
«Y creny», «[opaTh nicu», «[IpekpacHa ociHb»,
«3umoBuit  paHok». «Ocins Ha Tlonicci», «Jlic
HEMOB TopuTb» 1 «Ha Bepxax». ®irypanbHHi
XXAHp  3acTYyIIEHMH  OQHMM  TBOPOM  —
«CruTaHHs». Ane OGinblle TBOPIB XapakTepy
mepTBoi npuponu: «Kuruum KkseitiB», «Hixna
moboB», a Haibinkllle a0CTPAKTHOrO THIY BUABIB
y Teopax: «CTHXifi», «Po3popixka», «Y BHpI
XATTA», «CTHXIA IPO3H» | « CTHXIA XXHTT».

Ak GaunMMo i3 camMX Ha3R TBOpPIB OyNbL—AKOi
TEXHIKH BHABY, Y HUX 0arato MOBHM TpO CTHXIIO.
Cama aBTOpKa CBOIM TEMIIEPAMEHTOM
BUABAAEThCA CTHXiHO. 1 B THUX XBHIMHAX
rau6oKoi TBOPYOI MIACBIAOMOCTH NOABAAIOTLCA
Hallkpallli ii TBOPH. ¥ MOMEHTaX, KOJIM BOHA HE €
nin aukTatoM ¢OpM | KOJBOPIB NOBEPXOBHOI
NpUpoOad, KOJMM BOHA MOXE BifilaT® CYyThb
npuponu, ii HacTPil BUKAIOYHO KOJbLOPOM, TOAI i
TBOPH HaOMPaKTH BapTICHUX MHCTEUBKUX PHC.

HezanexXHO Bil CTUXIHHOCTH B TBOPYOCTI
Ipunu Teepnoxni6, ii iHOMBIOYaNBHICTL CKOH—
LUEHTPOBAaHA Ha MMWCTELTBI, HOMY BOHa BiffaHa i
NOCTIAHO IYKae 3acobiB ceGe BUABHTH.

Came Ui wykaHnsa ceOeBHABY Kuaanu lpuHy

Teepooxnidb TexX 1 OO JUKEPEN HApOIHOrO
MHcTelTea. HaponHe MHCTEUTBO MAa€  CBOi
ycTaneHli THCAYOMITTAMH 3aKOHH He JMile

eCTETHKH, ajae H GopM NpUMiHeHHs 1O noTped i
OooAry, i JKMTHNAa, Ta KEpaMikKH 1 BCBOrO Ma—
TEPIANIBHOTO, HaAMXaHoro mnodos'tlo OyX0oBOro
KUTTA  Hapony. CTaHKOBe  MHCTENLTBO |



OPUKIAIHC MUCTCUTBO MAKOThH CBE‘J'I' KOPIOHH. CBOT
mexi. Ti Mexi nigminopani. Ix nepectymartu
MOXYTb JIMLLIE MHCTUL, [0 3HAKOTh K MOXHA
KOPUCTYBATHCA  HAPOMHHM  MUCTCUTBOM Y
MPUKAANHOMY, 2 30Kpema y @oro 6araTcTsi
opHaMeHTY. KOXEH  OpH4MEHT Ma€  CBO€
APUMIHEHHN 1 BIACHWA CHMBOM. a4  30KpEMa
[MMCAHKA. U0 € BHUTBOPOM PHTY4NLHOIO, a He
NPAKTUYHOTO, YXKHTKOBOIO NPHIHAUEHHS.

[puta Taepnoxnid obinaRoMuaIace 3
HAPOAHWM, NPUKITAAHHUM MucTeuTBoM, Hanncana
QOCNiAHY npaute fpo «BHOIAKYy» n.i. «lcropis
BUBIAKH» 1 BUAANA 11 LUMKAOCTHAECBHM [PYKOM.
ABTOpPKa [OMICTMNA ABI CTATTi: nepwa  —
«TeKcTHRHI BHOIHKHM-MaIhbOBRAHKH» —
JANMAETBCS ICTOPIEIO Ui€T TEXHIKM NPUKILIHOIO
MHCTeUTBa, aApyra — «TcxHika BUOIHKH» — aHa-
Ni3ye TEXHIYHI MCTOAM 1i BUKOHaHHA. Bupauss
INIOCTPOBAHE IBAHAAUATH 3PA3KaMKU OPHAMEHTIB
i BIACHOT KOMDO3IMUIT.

o kpawmx ii npaub. BHKOHRHUX ¥ TEXHil)
0aTIK, HANCXKATb KOMIMOSHUIT — «[epeBo KATTA» |1
«XKutTa». BoHu owann 8 aodopl KOJIbOPIB |
ae0pe  3rapMoOHI30BaHi, NEPCBaXKHO

B TCIHIHX

Konpopax. OpHAMEHTH KOMOO3MIUA ¥ TeXHilli
BUBINKH — «COHAWHUKH», «Kap-nTaxa» i
«BE3KOHEUHUK»  NONEPXKYIOTRCA  TPAAMUIHHHX
3paskiB, a [ACUO IO—HOBATOPCHLKOMY 3RYUATh
HOBOBBEAEH] €JIEMEHTH TPUNIIBCBKOIO
OpHaMeHTy abCTpakHMX OpM v NPOTHBArY 0

CTHIKD  OPM  POCIUHHOTO 1 JBIPHHHOTO
OPHAMEHTY, 110 TOWMPUBCA Y  MHHYJIOMY
CTONITTI.

Kepamika I[punn Tereproxni® TexX Masa BIA3IWB
Yy TBOPYOCTI MHUCTUA, WO NOCTIAHO WyKae dopMm
BIACHOTO BHUABY 1 HIKOJIH HC BAOBONAETHLCA ONHON)
TEXHIKOK MHUCTEULKOT MOBH. | e 3aKOHOMIpHO 3
nNpupoae GaraTol AYXOBO JIOAWHM.

I0piit JInna nocTiAHO TBCPOUB ¥ POIMOBAX, LIO
TOPKARUCH MPOUECiB HOro TBOpUocTH. Bin Kasas:
«KOJIH §1 TOMTIOCS OHIER Npaucko, nepecifao Ha
CBIXKOTO KOHf, 1 Mpalloly K BinnouaTui». Taka
3MOHICTE  MPaUOBATH,  HABITH ¥ MiJsAHWI
MHCTENBKOT  oTorpadii, € UPUTAMAHHICTIO
Ipunu Teeppoxni6. LluM Mn MoOXkeMO HOACHUTH
He JMuie OGaraTOTPAHHI 3ALKABJCHHA MUCTUSA.
afe TexX i 1l TBOp'li BUABM.







IRENE TWERDOCHLIB AND HER WORK

By Dr. Bohdan Stebelsky

The singularity of Irene Twerdochlib’s creativity de-
mands, as does that of every artistic individual, a base,
without which it would be difficult to describe her
creative portrait.

Irene Twerdochlib, as we learn from her autobiog-
raphy, studied various techniques of artistic expres-
sion, familiarized herself with the styles of prominent
artists who had a great influence on current trends in
fine arts, and consistently studied samples of Ukrain-
ian folk art in all of its varied manifestations. She
researched and studied as an artist-apprentice, and
partly, as an expert.

Irene Twerdochlib does not belong to those artists
who limit their creativity either in subject matter or
method of artistic expression. She belongs to those
who, in every genre, find something of interest for
their artistic inquisitiveness and subsequent conclu-
sions. This tells us a great deal about her character,
and her style of artistic expression. The spontaneity of
her character, biological components, temperament
and courage, combined with a natural feel for colors
and the intellectual mastering of the laws of composi-
tion lead her on an inquisitive path from the impres-
sionists in landscapes: “Summer on the farm,” “Ver-
khovyna,” “Glen Spey,” “Park of roses in Rochester;”
to post-impressionism: “Autumn in the Pennsylvania
hills,” “In the Pennsylvania hills,” “Reapers;” and
later to expressionism in the works: “Cossacks on the
Black Sea,” “Sunset in Ukraine.” There are also land-
scapes with pseudo-realist characteristics such as “Au-
tumn in Highland park,” “Early spring in Brstol,”
“Pennsylvanian hills,” “Winter in Highland park” and
“Crucifixion.” There are also landscapes in which one
notices transient genre techniques, or techniques
which are difficult to associate with defined styles of

popular art forms, but which influenced the creativity
of Irene Twerdochlib.

A similar inquisitive thread can be seen in her still
life works: “Sunflowers in the garden,” “Still life —
fruit,” “A still life — a bottle on a background of drap-
ery” in which the artist comes close to a typical
Cézanne post-impressionist composition.

Finally, Irene Twerdochlib’s work reaches stylistic
heights with the abstract form in her separate compo-
sitions of a cubic nature: “Composition,” *“Composi
tion” (drapery), “Composition of forms.”

Among the artist’s creative accomplishments is a
series of landscapes with an architectural theme, and
specifically, a church theme. Here too, as in the land-
scapes exclusively of nature, there is a varied treat-
ment of the subject matter. There is traditional-
realism: “The Church in the village of Dubivtsi” and
“The Church of St. Mykola in Kryvchytsi” in which
the author objectively portrays the architectural keep-
sakes of our culture without trying to award them with
some kind of symbolism. The exceptions are “The
Cathedral of St. Yuri in Lviv” and *“The Church of St.
Mykola in Kolodne.” More colorful and expressive is
the picture of the “Church of St. John the Baptist in
Hunter” and “Church in the Transcarpathian Village of
Konora.” Extremely romantic and expressive with a
colorful church-filled background are “St. Mykola in
Kolodne” and “St. Yur in Lviv.” Nature in the paint-
ings harmonizes with the architectural elements and
stimulates the viewer with a deeper meaning of the
subject. The viewer is led into the depth of a subject
with color: shades of blue and violet above “Yun” (a
storm — the oncoming night) and the bright oranges
and reds which blend into the violets in the work enti-
tled “Church of St. Mykola.” In these latter works a
very strong expression of neo-romanticism is appear-
ing. The artist, not using any propagandistic methods,
re-creates with these scenes both the tragedy of the
Muscovite invasion of Ukraine during WW II and the
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fires and conflagrations in Lemkivschyna after the
war.

Her icons: “Icon of the Virgin Mary,” *“The Virgin
Mary — A Great Saint,” and “Icon of the Virgin Mary”
— Vyshhorodska's interpretation, are not copies. They
are painted in accordance with certain laws of the
school of iconography, but simultaneously with a per-
sonal style of artistic expression which harmonizes
with another genre of her figurative art - the portrait.

In her portrait art (“Portrait of a girl in red,” “Por-
trait of a man,” *Portrait of a girl in blue,” “Portrait
of a girl in yellow,” “Portrait of a girl with her hair
down,” *Portrait of my daughter Orysia™ and *“Portrait
of Mrs. Gordon” Irene Twerdochlib reveals the talent
of her composition with the ability to create a picture
using color, and the correct positioning of the back-
ground so as to place it in the depth of the picture,
thus, not drowning the face or entire figure of the
painted person — something which often occurs even
to prominent artists. As noted, she composes her por-
traits with color for which she has a faultless instinct.
She, therefore, avoids mistakes which can surface with
artists who use contrasts in light shadows ranging from
black to white. Every portrait of her models is
psychologically derived, unrepetitious, and the charac-
ter is illustrated using color techniques. The protraits
are somehow simplified, released from the constraints
of secondary elements, and convey to the viewer direct
sincerity.

Irene Twerdochlib best expresses herself in thematic
works when she can liberate her feelings, emotions
and temperament. Then, she does not only depart from
the realistic form, but she deforms the subject to the
point of expression which conveys her feelings.
Among such works are: “My native land,” “The
famine in Ukraine 1932-33,” “The crucifixion path of
the Ukrainian mother,” “Vinnytsia,” “Two worlds,”
“Siberia,” “Ukraine today” and “Towards freedom.”
In this genre Irene Twerdochlib introduces new ele-
ments of style into her art, elements not only of color
and form, but a new element — that of deforming the
subject — expression. Even the texture and brush
strokes reveal excitement and the experience of a crea-
tive struggle. The burning is felt in Irene’s scene “Sun-
set in Ukraine.” This cataclysm, a combination of ex-
periencing the tragedy of both nature and the indi-
vidual, has been elevated by our artist from an indi-
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vidual to a national tragedy. This suffering Lrene Twer-
dochlib expresses on behalf of millions in her
aforementioned works.,

Expressionism itself is a form of artistic language
which is most suitable for conveying a tragedy. Expres-
sionism is not a language of idyllics, serenity, lyrical
moods and relaxation. It is completely the opposite.
It is a language of protest, a language of struggle, a
language of crying out. which deforms a person’s fa-
cial features, his attitude, just as the actor’s mask of
tragedy in Greek theatre. This style was adopted by
Irene Twerdochlib in her thematic works dedicated to
the tragedy of Ukraine.

In order to analyze the style in her works of this
genre, let us dwell on “Vinnytsia™ and *“Two worlds.™
Two worlds, in fact, exist in the work entitled “Vinny-
tsia.” On the surface of the earth we see flowering
orchards, while deep below them — the image of the
suffocating cries of the crushed victims of Moscow's
genocidal nation-killing — their deformed faces and
hands in spasmodic convulsion, are being silenced
during their last cry. They can be likened to those
people in Pompeii who were unexpectedly buried by
the lava of an erupting volcano. The yellows inter-
changed with red and black shout in contrast to the
ground above adomed with a blossoming orchard.

In the scene “Two worlds,” using cubic motifs of
construction, once again we have two contrasts: the
bright world of a lively, happy city in warm, lighted
colors. Reaching out to this world are skeleton hands
from the world of captivity, as if corpses pleading -
“l want to live.” The hands, a bright yellow-green,
rise above the darkness of deep red, blue and violet
shades, as if from a grave. Two contrasts ~ the world
of freedom and the world of imprisonment, captivity
and a slow death.

Expressionism is capable of both formally and
thematically tying together abstract elements with the
real. In expressionism these elements are stylistically
harmonized in the drawing’s deformation, both of the
drawing itself and the subject matter, with appropriate
color independent of nature’s objectivity, and chosen
to create the necessary mood.

The role of hands in expression and their deforma-
tion can convey very much at times when the word is
silenced. Painting does not make use of the spoken
word, but substitutes form and color. In painting, the



most expressive features of the human body are the
face and hands.

It is precisely this method of communication which
is utilized in Irene Twerdochlib’s thematic works. Her
tragic victims of Moscow’s terror speak not only via
artistic methods which create the mood, but through
elements of human portrayals which, with their forms,
also create the mood and clarify the subject theme.

In compositions which border on the abstract but
are still of a thematic character, the artist keeps the
painting two-dimensional (“Siberia”) properly compos-
ing it on the principle of cubism, thereby, not being
forced to include secondary elements of the picture.
The painting “Ukraine today™ is done entirely on a
plane, precisely composed, suitable for reproduction
as a propaganda placard used to explain the reality in
Ukraine {the Ukrainian movement of dissent). No less
successful in that respect is the work “Towards free-
dom,” created with the cubism effect. The picture en-
titled “Composition,” entirely abstract, is distinct in
its good composition, form and color common to the
majority of works which are always harmonized and
planned.

Among works of an opposing genre are the rich-in-
content creations “Famine in Ukraine,” My ancestral
land™ and abstract details (enlargements from vari-
ous parts of the picture “Ruins of the Cathedral of the
Assumption in Kiev™) which, capably composed, are
clearly pronounced with the artistic characteristics of
her painting style. Similar qualities of artistic decisive-
ness are revealed in the landscapes “In the Pennsyl-
vania hills” and “Autumn in the Pennsylvania hills.”
In these works not only were her temperament and
courage revealed with wide brush strokes, but simul-
taneously, her instinct and feel for color cohesion (nat-
ural to the art of Balkan-Caucasian nations) were also
presented,

With the creativity of lrene Twerdochlib it is dif-
ficult to define the stages of her style development as
opposed to other antists who vary from decade to de-
cade in character, or in their forms of artistic communi-
cation or show their path of development in their
work. The styles of Irene Twerdochlib’s works depend
less on the time period in which she was creating, and
more so on her confrontation with problems which
required solutions and subjected her creative expres-
sion to certain conditions. She can be calm and level-

headed with a picture of a subject which she treats
objectively. She can burn with the fire of excitement
when she wants to depict the matter emotionally.
These moments alone have a great influence on the
variety of her stylistic expression, possibly greater
than the technical mastering of the artistic language,
the artistic trade.

The techniques of Irene Twerdochlib’s creativity
predominantly include oils or acrylics; in icons, obvi-
ously, egg tempura and gold leaf background. A sepa-
rate aspect of her creativity lies in graphic art, design-
ing books, applied art, and to a certain extent, the
“recreation” of folk art which captured her imagination
and served to stimulate individual creative expression.
Her techniques are more diverse with folk art than in
painting, taking into account the various materials
which she has worked and created.

Among the applied arts, one must note her work
with enamels which often, for Irene Twerdochlib, had
no application or role in applied arts. But in art, (in
the full understanding of the term) enamels are class-
ified according to genre, as in her paintings — be it
landscapes, still life, figural or compositional
abstracts.

Irene Twerdochlib’s enamels, just as her paintings,
deserve separate mention. With this technique of ex-
pression, as in painting, her works are distinct in spon-
taneity of expression and color schemes which often
go beyond the drawing form to complete abstract. An
example of this is the composition “Horses in the
steppe.” The author applies color completely indepen-
dently of the drawing with which she creates a mood
that she would not be able to evoke with a realistic
treatment of the subject. Her deviation from nature,
and her artistic preference dictated by a spontaneous
strength, predominate in every work when the author
departs from imitating mother nature.

The enamels which entirely distinguish themselves
with abstract forms and color are entitled: “*Night
melody,” “Winter moming,” “The depth of the sea,”
“Flowers of the night,” “Heather bloom,” “Autumn,”
“Flowers of the sea,” “Flower of sorrow,” “St. John's
Eve” and “A stormy night in Ukraine.”

To the landscapes, which characteristically are al-
most similar to those created using oils, belong depic-
tions of churches: “The Church of the Nativity for the
Virgin Mary in Vorokhta”, “Lviv — a church from Hut-
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sulschyna,” “The Church of St. Mykola the Higher in
Serednyj Vodyanyj,” “The Church of St. Paraskeviya
in Krekhiw”, or figural compositions of reapers, or
icons of the Virgin Mary, or still life such as “Poppies
in the garden,” “Poppies in the steppe,” “Daisies,”
“Earth my earth” and “Field poppies.”

It is necessary to note the cubic composition *Play,
bandura play” in which the author presents a most
interesting solution to the plane.

Irene Twerdochlib’s creativity is varied in technical
means of expression. She created a series of works
using the monotype technique which allowed the au-
thor to express herself with lyrical feelings of delicate
tones, color shades, often limited to two colors, the
difference between which is brought out by the texture
of the color accordingly pressed out and diluted on the
canvas. Whether with enamels, or monotypes, many
effects, to a certain degree, can be created with the
casuality of the technique. The artist’s skillful master-
ing of the techniques mentioned must be noted, along
with her ability to conquer them for the requirements
of personal visions. Possibly, it is with this technique
that the author is most consistent in all subject genres,
be it landscapes, still life, figural conceptions or
abstract works.

To the landscape series belong: “Autumn,” “In the
steppe,” “The woods are burning,” *“Beautiful au-
tumn,” “Winter morning,” “Autumn in Polissya,” “It’s
as if the forest is burning™ and “On the summits.” The
figural genre is represented in one work, “The Wander-
ers.” But more works are of a still life nature: “A
bouquet of flowers,” “Tender love” and even more of
abstract expression in “Natural force,” “The crossing,”
“In the whirlpoo! of life,” “The force of threat” and
“The force of life.”

As is evident from the titles of the works, regardless
of the technique, there are many mentions of force.
The artist, with her own temperament, expresses her-
self forcefully. And in those moments of the deep crea-
tive subconscious her greatest works appear. At times
when she is dictated by forms and colors of nature,
when she can convey the essence of nature and her
mood with the sole use of color, her creations possess
valuable artistic traits.

Regardless of Irene Twerdochlib’s creative sponta-
nicty, her individuality concentrates on the art to which
she is devoted and through which she continually
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searches for methods of self-expression. This need for
self-expression also led Irene Twerdochlib to the
source of folk art. Folk art has its laws established
through millenia not only of aesthetics, but also forms
applied to clothing or dwelling needs, including
ceramics and everything material filled with love for
the spiritual life of the nation.

Fine art and applied art have their boundaries, their
limits. These boundaries are lined with traps. They
can be crossed only by artists who know how folk art
can be used in applied art, and especially, in its wealth
of decorative design. Every design has its application
and symbolism, especially in the pysanka which is a
creation of a ritual designation, not a practical one.

Irene Twerdochlib familiarized herself with applied
folk art. She wrote and published a research paper on
linoleum block printing on textile entitled fstoriva Vyb-
ivky. The publication included two articles: Linoleum
block printing on textile-vybiyka, deals with the his-
tory of the technique of this applied art: The technique
of block printing analyzes technical methods and their
use. The publication is illustrated with twelve samples
of the author’s design.

Among her better batik works are “The tree of life”
and “Life.” They are thrifty in color choice and well
harmonized, usually in warm colors. Designs in block
printing — “Sunflowers,” *“The Firebird™ and “The im-
mortal” — maintain the use of traditional designs. The
latest elements of abstract trypillian design, however,
appear to be somewhat innovative in contrast to the
forms of vegetation and animal designs popularized
during the last century.

Irene Twerdochlib’s work with ceramics was also
an outlet |for the creativity of'the artist who is continu-
ally searching for forms of personal expression and is
never satisfied with one technique of artistic communi-
cation. And this normally is the nature of a spiritually
wealthy individual.

Yuri Lypa constantly affirmed in discussions which
touched upon the processes of his creativity: “When [
tire of one job, 1 jump onto another horse and work
as if rested.” This talent to work, even in the field of
artistic photography, is characteristic of Irene Twer-
dochlib. In this way we can explain not only the varied
interests of the artist, but also her creative expressions.

Translared into English by Irene A. Mycak.



IAHOBHIN 3EMAAYLI B AIbEOM

Hp. Muxaitno Jloaa

3 nomiwweHoi y ubomy ansGomi (MoHodpadii)
aprobiorpadii  Ipuum  Teephoxnié  uuraui
AOBiTANKCA MpO T, IO MicueM il HapOMXKEHHSA €
micteuko BuHuuku, 6ins JlboBa. PiBHOWacHo
oaHak Ipuna Teepnoxnid € TiCHO NOB's3aHa TEXK
13 cyciauimu IlinSepisuamu, 60 3 IlipGepeseun
noxonus il 6ateko IBAH BAHAX.

Meni x 3HOBY — ypomxerueni Ilinbepeseus —
noeenock fekinbka pokis (1934-39 i 1941-44)
npoxueatH y BHHHMKaX — Tak, WO i came
MICTEUKO, | WOTO MEIUKaHLi-YKpaiHLi MEHI He
yyxKi.

3ynuurocs Ha pokax 1934-39. Bye a Toni
cTyneHToMm JILBiBcbKOre YHiBepcHTeTy. Melukas
y BuHHHMKAX, wmMoAHA [OIKAXKAR [0 IIKOJH
noisnoM, Ak 1 OGaratro Buuuuvuan. Mix
AOIKIKAIOYMMH, KpiM  1OKINBHOI  Moaoli  —
cepeHbOWKINBHOI i YHIBEPCHTETCBKOI — Oyno
Hemano poGiTHukie. Cepen  HODKAXKAKOYOL
IKiINBHOI  Monoai  He  MoxHa Oyno  He
3aMpUMITUTA IBOE JOiBuaT, cectep — Ipky 1 Acio
Banax., 3amiTHi BOHM 6ynu nepiu3aBce CBOEKO

HEPOMIYHYHICTIO, CBOEK) TMOTIAHOK  BOA4€lo,
CBOEID KYNbTYPHOI NOBEIIHKOIO.
[Mpwiuna BifiHa, sAxa HapoGuna Oarato

CMYCTOLUIEHb, a O TOro e W PO3KHHYIA Hac
JOCNIBHO NO BChOMY CBITi. Ilpomunanu Jira....
Poacisini no ¢BiTi nogH WyKanu HaHOBO 3B’A3KIB,
4 TO W 3yCTpiYanuca TNPHIAAKOBO, HEXAAHHO.
HexpnanHo, Ha mouatky 70—ux poKiB, 3ycTpiB i
Ipyny Banax, ska HOCMNa BXe iHLle NPi3BHLIE,
npissuue no 4yonosikosi, — Teepaoxinib. 3ycTpis
A 1l Ha BHcTaBUi xapTuH Map’ssa Bopauka B
bodgdano. Map s npueMHicTE Oi3HATH TOAI i
4oJsioBika n—i Ipnau — inxk. INetpa TeepnoxniGa.
B poiMoBi BufBMNIOCH, 10 MiCTa HaLLOro
HoBoro nocencHus (Boddano - Pouecrep)

PO3AUIEH] HEBEIIMKOKO BIIHOCHO Bigmannio, ane
AOPOrA Hallli KOCh HE CXOANJIHCE 10 TOTO Yacy.

Baitky 1976 poky IpuHa Tsepaoxnib
BrawtyBana B Pouvectepi  iHguBinyanbHy
BUCTABKY CBOIX MHCTELUBKMX TBOPIB, HAa SKY
3aNpOCHa MOK JPYXHHY | MeHe. 3anpoilueHHs
NPHAHANM MH 3 NPHEMHicTIO. Bucraeska — mywy
cka3aTH — 3pobuna Ha Hac BeaM4eIHe | He3abyTHe
BpaxeHHA. Meni ocobucTo npvAINg TOmI HA
NyMKY €BaHreibCcbKa TMpWTHYa MpO TANaHTH.
[Ipuitunock creepauTH, mwo [ocnoabs HaginMB
Ipuny bBanax-Teepnoxnié UiHHMMHM TanaHTaMH,
SKMX BOH2 He 3aKoNana, a HaBMKW— BMLNO HHMH
opyaysana i 6aratokpatHo ix noMHoxuna. [Ipo
e CBIIYMAHM Ti MUCTEULKI TBOPH — PO3TalLIOBaHI ¥y
BeSUKiIA pucTapoBif 3ani. He Oyny Tyr naBaTtu
OLliHKH OKpeMUM TBOpaM, He Gyny
MepeyYHCNIOBATH XaHpiB, HI TexHiku. Lle no-
daxosomy 3pobuB n—-p borman Cre6enbcbkui.
ITpo xaHpW, TeMM i npo pomM CBOIX TBOPIB
faraTo poskasana i caMa MHCTKHHA Y
aBrobiorpagii. PozacHuna BoHa TexX I CHMBOJIIKY
Oaratbox kaptudH. H oOmexyca no 3aranbHoi
XapaKTEPHCTHKH.

[licna 3rapanoi BUCTaBKM , WO BinGynaca B
PouvecTepi, nomas si fonmMc Npo L0 BHUCTaBKY A0
«CeoGoau». [lonucoBi naB A Ha3By «3onorta
Pyka». Byno ne nepen necsith poxamin. CbOTOfHi,
oniHrooyd Ipuny Teeppoxnif AK MUCTUA, A HE
BArarocs NMOBTOPUTH CBOTO OKpecieHHs i pobnio
e i3 me raubiivM NepekOHAHHSM B TOMY, IO
Ipuna Teepnoxnié Ha Take okpecneHHA cobi
NOBHOTOO0 3acnyxuna. ¥ Hel cnpaefi 3070Ti
PYKH, AKi He 3HAOTb BTOMM, fAKi MNPOCTIHO
OitOTh, NOCTIAHO TBOPATL | TUM CaMMM NOCTIAHO
30arayyoTh  MHUCTELBKY cKapOHMIO  [puHH

Teepnoxni6. Lls ckapOHHMUs BXe W ChOroaxi
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npebaraTta Ha pilHOponHi TBopu. bBepyun omHak
no yBaru HeBTOMHI pyku Ipunu Teepmoxnif,
Tpeba BIpMTH, LIO PicT 1i MUCTEULKOTrO GaraTcTea
He CKOpPO NpUNUHEMTBCA, 60 y Hel nOMITHHEH
BENTUKMHA LE 3anac TBOPYOI CHArv, AKa HEe BZacTh
Tl cKnacTu 30/I0THUX PYK, i Lli PyKU CTBOPATH LI
He OOHY LiHHY pid.

Tanant Ipuun Teepooxni6 (a npo ue 6ys0 BXe
CKa3aHO B IONEPElHiX CTATTAX) TPOABUBCS B
Pi3HMX BHOaX MHCTEUTBA. ['ONOBHiLLI 3 HUX:

KapTHHH, a MK  HUMH  HeMalo

CAMBOJIIYHHUX —

faTik,

eManis,

NIHOPUTH,

MaJILOBAHKH {[IPYKOBaHKH),

Kepamika —
Hesaxi punu TBopwocTH Ipuuu Teepmoxni6 -
PiOKicHi, @ TO ¥ NUTOMI TiNbLKM A camiil, i BOHH
caMe, Ui pigkicHi TBopM, OynoyTb piwaTi B
TOJNIOBHIA Mipi Npo TPHBKY no3uuiro Ipuan
Trepnoxni6 B icTopii yKpaiHCBKOro MUCTELTBA.

Ceowo  asrobGiorpadiro Ipuna Teepmoxnib

3aKiHYUNIA CIIOBAMM:

«51 nakyio Borosi, WO 0aB MeHi TanaHT,
KOTPHM I MOXY BHSBUTH cebe y
MHCTELTRI | MOIO 11060B A0 CBOro Hapony,
nepefaicyu B KapTHHax BeNMKi Woro
cTpaxnaaHHsg Ta OopoTely, sSIKY BiH Befle
Ha PiAHMX 3eMIAX 3 OKYMAHTOM ax 10
LiNKOBUTOI NEPEMOrH. »
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3auuToRaHi cNloOBa BIAHOCATHCA B MEPILY YepTy
IO CUMBOJIINHKX KapTHH Ipnau Teepnoxnib, ski B
il TBOpyOCTi 3afimMaloTh — A O CKalaB — [OYECHE
micue. Cnig ofHakK NiAKpecnuTH, WO HE MeHIla
N1060B IO PIMHOI 3¢MJi NMPOABIAETHCA | B iHIIMX
Buaax TeopuocTH Ipnuu Teepmoxni6, ot xou Ou
B3IATH [ONA TNPHKJIAAY KEpaMiky, eMaliko, 4M
npykoBanky {(ManboBanky). Bci uwi pomu i
TBOPYOCTH ONYXOTBOPEHi YKPaiHCHKMM [yXOM.
s KepaMiK¥ MHCTKWHSA BUKOPHCTOBYE MOTHUBH 3
Pi3HUX 3eMenb YKpaiHH, aHABITB CArac B CHBY
AABHHUHY, B 1OOY TPUMINbLCBKOT KYNbTYPH.

IMpu poaaymypaHHi Hag TeOpuicTIO IpHHM
Teepaoxnié MoXHA il MOAMBAATH, a PIBHOYACHO
OWBYBATHCS, SIK MHCTKHHA — NOMNPH TpauiQ Ha
X110 WIOAEHHHHA, TMMONpPU POAMHHI OOOB'SA3KH,

3HAXONWNA 1 3HAaXOOMMTL dYac MIsA  Takol
HaraTouol MHUCTCUBKOT TBOpUYOCTH?
3acTaHOBMBIUKCH Hal UMM MUTAHHAM, MOXY
cKa3aTH, Lo LUBOMY CIIPUAE
aomawHa armocepa. A U0 aTtMocdepy

CTBOPIOE HOJOBIK MHCTKHHI — iHX. [lerpo
Teepnoxnib, sAxuMil npexpacHO pO3yMIie TBOpHi
NOpHBH CBOI [APYXWHH, TNPEKpPacHO poO3yMie
notpebu BusBy 1i TanaHty, norpedy npaui ii
30JI0THUX PYK.

3 NPUEMHICTIO BIMCYHO IIMX KiNlbKa CBOIX OIYMOK
y MUcTeUbKHH ansboM [punu Trepanoxmis, axkui —
XO4 ¥ MIiHIATYpi BipHO BIATBOpIOE po3Max i
3000TUX pyK. PiBHOUYacHO A ropauit 3 Toro, o
Buunnku (a Tex i IlinGepisui) Bupanu Taky
TaNaHOBUTY MOCTATh.



FOR THE ALBUM OF
MY ESTEEMED COUNTRYWOMAN

Dr. Mykhailo Loza

From the autobiography of Irene Twerdochlib, the
readers have learned that she was born in the town of
Vynnyky, a suburb of Lviv. However, Irene Twer-
dochlib is equally connected with the neighboring
town of Pidberezets, as it is the hometown of her
father Ivan Banach.

Because I, a native of Pidberezets, had an opportu-
nity to reside in the town of Vynnyky for a number of
years (1934-39 and 1941-49), the town itself — as well
as its Ukrainian residents — are not strangers to me.

I want to focus on the years 1934-39. At that time
I was a student at the University of Lviv. I lived in the
town of Vynnyky and daily commuted to school by
train, as did many of the Vynnyky residents. Among
the commuters, besides the school youths, highschool
and university students, there were quite a number of
workers. From the commuting students, one could not
help but notice two girls, the sisters Irka (Irene) and
Asya Banach. They were conspicuous first of all by
their inseparateness, their dignified appearance and re-
fined manners.

Then came the war, which brought so much destruc-
tion, and in addition, literally scattered us throughout
the world. The years went by... The scattered people
tried to reestablish contact, and sometimes even met
unexpectedly. So it was that in the early 70’s, unexpec-
tedly, 1 met lrene Banach, who now had another last
name, the name of her husband, Twerdochlib. I met
her at the art exhibit of Marian Borachok in Buffalo.
At that time [ also had the pleasure of meeting Irene’s
husband, Peter Twerdochlib.

From our conversation it became apparent that the
cities of our resettlement {(Buffalo and Rochester) were
separated by a short distance, but somehow our paths
never crossed until then.

In the summer of 1976 Irene Twerdochlib had an
individual exhibit of her artwork in Rochester, to

which my wife and I were invited. We accepted the
invitation with great pleasure. The exhibit, I must say,
made a great and lasting impression on us. At that
tirme, the Biblical parable about the talents came to
my mind. [t was evident that God blessed Irene
Banach-Twerdochlib with special talents, which she
did not bury, but instead capably used and multiplied.
Her artwork, on display in the big hall, attested to
this. T will not attermpt to evaluate her individual
works, nor recount her multi-faceted genre or
technique. This was expertly presented by Dr. Bohdan
Stebelsky. About the genre and the themes of her
works, the artist herself said a great deal in her au-
tobiography. She also explained the symbolism of
many of her paintings. I will restrict myself to a gen-
eral characterization.

After the general exhibit, which was presented in
Rochester, | sent my review of the exhibit to Sveboda.
I gave it the title, “The Golden Hand.” This was over
ten years ago. Today in evaluating Irene Twerdochlib
as an artist, [ do not hesitate to repeat my characteriza-
tion, and I do this with even deeper conviction, be-
cause Irene Twerdochlib fully eamed it. She truly pos-
sesses golden hands, which work tirelessly; constantly
creating, and therefore constantly enriching, the artis-
tic treasury of Irene Twerdochlib. This treasury is al-
ready filled with multi-faceted creations. However,
taking into account Irene’s tireless hands, one can be-
lieve that the growth of her artistic creativity will not
diminish soon. She will continue to create valuable
works as she still exhibits a great reservoir of creative
inspiration which will not permit her to fold her golden
hands.

The talent of Irene Twerdochlib (about which a great
deal has been written in previous articles) has man-
ifested itself in various art forms. The main ones are:
paintings (many of which are symbolic); batik;
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enamels; linoleum cuts; block printing; textile and
ceramics.

Some of the forms of Irene Twerdochlib’s creativity
are rare — even unique to her — and these rare works
will be the ones which will determine Irene Twer-
dochlib’s enduring position in the history of Ukrainian
art.

Irene Twerdochlib finished her autobiography with
the following words: “I thank God for giving me the
talent that allows me to express myself in the form of
art, and for the love of ‘'my nation whose sufferings
and struggle I portray on my canvases. The struggle
will continue with the occupier of my native land until
final victory.” The quoted words first of all pertain to
the symbolic paintings of Irene Twerdochlib, which in
her creativity, I would say, occupy the place of honor.
Nevertheless, it should be underscored that no lesser
love for her native land is evident in the other art
forms of Irene Twerdochlib — even, for example, in
the ceramics, enamels or block printing. All these
forms of her creativity are inspired by the Ukrainian
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spirit. In her ceramics, the artist utilizes the motifs of
the different regions in Ukraine and even reaches to
the ancient time of Tryppillian culture.

While contemplating Irene Twerdochlib’s creativity,
one is filled with admiration and amazement as to how
the artist, besides working for her daily bread and
meeting family responsibilities, found the time for
such exuberant creativity. While dwelling on this ques-
tion, I must say that it is the home atmosphere which
greatly contributes to this. The atmosphere is created
by the artist's husband, Peter Twerdochlib, who fully
understands the creative spirit of his wife, fully com-
prehends her need to express her talent, the need for
her golden hands to create.

With great pleasure | inscribe these few thoughts
into Irene Twerdochlib's Art Album which in miniature
faithfully reveals the scope of her golden hands.
Equally, 1 am proud that the town of Vynnyky (and
also Pidberezets) produced such a talented individual.

Translated into English by Valentina Makohon
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Ixona Boxoi Marepi,ncuna—memnepa, The Icon of the Virgin Mary, egg-tempera,
8x10”, 1981, 8x10”, 1981,
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«PYIHU YCTIEHCBKOI'O COBOPY»

3py#nopaHoro Cos’ercekum Cotozom 8 1941p.

Pyinn Ycnencikoro Cobopy y Kuesi, licm.
onain, 20x24”, 1978.
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DETAIL FROM THE PAINTING
“RUINS OF THE USPENSKY CATHEDRAL
IN KIEV”

The ruins of the Uspensky Cathedral built in 1073
with a portion of the Pecherska Lavra in Kiev, de-
stroyed during the World War II Soviet reireat in 1941.

The Ruins of the Uspensky Cathedral,
Hthc., oil, 20x24", 1978.






dparmenr 3 Kaptuuu, (Pyinu Ycneucokozo Detail from the Painting “Ruins of the
Cobopy y Kuesi). Uspensky Cathedral in Kiev.”
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«YKPAITHCEKA MATH HA TPAHI OBOX
CBITIB»

MaTtn 3 piThMH npeacTaBase poao GaraThox
YKpaiHcbkux MarepiB, WO MmicnA KamiTyasmii
HiMeduuHn Haiaucy Ha 3axoni. [xsi yomosiku
y pisHux OoeBux 3'epHaHHAX Oopoanca 3
OKYMaHTOM YKpaiuu, o H OyJ0 MNpUYNHONO
ixHbOro (MaTepiB) BicTymy Ha 3axif, wWod He
nonactv y HuWieHy MamwvHy KJB. Tenep nonpu
3arankHy pajicTh Xypfa i CMyTOK oropranM ix
Hemlacanx. Sk, me i KoJNW BOHM BiIHa#nyTh

YkpainceKa MaT Ha rpani ABOX cBiTiB, 04in,
33x457, 19786.
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THE UKRAINIAN MOTHER AT THE
CROSSROADS OF TWO WORLDS

The Ukrainian Mother portrays the fate of many
Ukrainian mothers who after Germany’s capitulation
found themselves in the West. Their husbands fought
against the occupational forces in Ukraine, and eventu-
ally were compelled to retreat to the West, so as not
to fall into the destructive trap of the KGB machine.
Sorrow and sadness envelop the unfortunate mothers
as they wonder where and when, if ever, they will be
reunited with the fathers of their children.

The Ukrainian Mother at the Crossroads of
Two Worlds, oil, 33x45”, 1976.






«YKPAIHA CbOTOHI».

Kpemab yociGnioe MOCKOBCHKMX LApIB 1 TAKUA
Ke 4YepBOHMH pocidcbkuil damnsMm. YHYeperm y

HOro  MiHIDXKOKI-UE 3aMydeHi Kpall CHHH
YkpaiuH, foYyaBllUH BiJ
KAJIBHUHIEBCHKOTO ax o Alll
TOPCLKOI, BONOIUMHUPA IBACIOKA,

KOHOPATOBHUYA, BAJICPISI MAPYEHKA,
QJIEKCH THUXOIro, PIA JIUTBHUHA i
BACHIIA CTYCA.

Bin Kpemns nape TiHb HEBOJI Ha Ppo3Jory
MANY VYKPAIHU, na xoTpili KOHTypoM
300paKeHO HALINX NeCUNIEHTIB. T'oporo
NPEeNcTaBIeH0 XONOIHAMH KPackaMH i KOJFOYMMHU
aporamn CUBIPCBKI KOHUEHTPAIIIMHI
TABOPH.

1. IOpiit Jlutenn 17. Bachne OncieHko

2. Onexcea CeprieHko 18. Bitanif KanunnueHko
3. Bacvne Pomaniok 19, Mupocnas MapyHOBH
4. Oanuno lilymyk 20. Okcana INonosu

3. Iean CaiTAdsnni 21. llep NMIyk'aHeHKO

6. KOpiii Wyxesuy 22. Onece Bepansik

7. B'auecnas Yopitonin 23. Ipan 'ens

8. Ipuna Cenuk 24. Bacinb Civko

9, Muxonra [NnaxoTHrOK 25. 10pift Bapaso

10. Anaroniit Tynuwic 26. Bacunn Crpinsuis
11, Mukona Martycennu 27. Oxcana Mewko

12. Muxona Pyneuko 2B. Irop Kanuneus

13. Bonoaumup leacok 29. MeTpo Ciuxo

14. [Nanac 3annpaxa 30. Bacuns Cryc
15. uuosift Kpacincnknit 31, Mukona Topbans

—
=]

. Credpanin laGaTypa

Ykpaina cooroghi, axpunix, 43x427, 1980.
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UKRAINE TODAY

The Kremlin symbolically represents Moscow
which is responsible for the past and present enslave-
ment of numerous nations. Moscow is the originator
of prisons, concentration camps and “psychushkas™ in
which countless innocent, freedom-loving individuals
are forced to drink from the chalice of martyrdom.
Against the background of a map of Ukraine appear
the solemn faces of the present day Ukrainian champi-
ons of freedom who are known in the West as dissi-
dents. They have taken up today’s call to battle against
man’s inhumanity to man, and against the last and
most ruthless tyrannical empire, whose caretakers
through their demonic craftiness and deception are de-
termined to obliterate the Ukrainian identity from the
face of the earth.

Ukraine Today

. Yuny Lytwyn 17, Vasyl Ovsiyenko

2. Olcksay Serhiyenko 18. Vitaliy Kalynychenko
3. Vasyl Romanyuk 19. Myroslav Marynovych
4, Danylo Shumuk 20. Oksana Popovych

5. Tvan Svitlychny 21. Lev Lukivanenko

6. Yuriy Shukhevych 22, Oles Berdnyk

7. Vacheslav Chomovil 23, lvan Hel

8. Iryma Senyk 24. Vasyl Sichko

9. Mykola Plakhotniuk 25, Yury Badzio

10. Anatoly Lupynis 26. Vasyl Strltsiv

1. Mykola Matusevych 27, Oksana Meshko

12. Mykola Rudenko 28. Thor Kalynets

13. Volodymyr lvasiuk 29. Petro Sichko

14. Panas Zalyvakha 30. Vasyl Stus

15. Zynoviy Krasynskiy 31, Mykola Horbal
16. Stefzniya Shabatura

Ukraine Today, acrylic, 43x42” 1980.






Kareapa Ca. I0pa y JeBosi, 18cm., oaisn, St. George’s Cathedral in Lviv, 18th c.,
1978, oil, 36x29", 1978.
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«CTPATANBLI POKH B YKPATHI 1932-1933

I'opoto BinOyBa€ThLCA aKuUis POIKYPKYNIOBAaHHS,
B uaci fIKOro BWOpPAaHO i3 cena yclo IpPOBIAHY
BepcTBY 1 B 3a0MTUX TOBApPOBHMX BarOHax
BuBe3eHo Ha Cubip Ha neBHy 3arubinb. Y LK
akuii 3HUIEHO TPH MiNLHOHM HaWKpaIUWX
NpeNcTaBHUKIB  HAWIOTO  cena, 3 KOTPHX
BUBOIMAACA iHTenireHnis. Boumn ykpainizyBanu
MicTa. PaHeHbKO, SK TUITKM COHLE 3MHAILIO, Ha
ByaHUAX XapKoBa 30upaloTh Ha TATApoBi aBTa
NMOMeplIUX TONONOBOKD CMEpPTH CelsiH, Lo
NpUALLIAK [0 MicTa WyKaTH MopATyHKY. Cerno.
[Ipupona 6ynMThCA [0 XUTTSA, 2 HAPOA 3 TONONY
noMupae. Jlroou BTiKAlOTH OO0 MicTa, LIYKarO4M
PATYHKY, TaMm BMHPAKTL HAa Bynuuax. Kopmnsiua
M4TH YMWPAcE 3 MEPTBAM OUTATKOM HAa pyKax, a
KONO Hei TYIUTRCA f[ipyra 3aMOpeHa IHTHHA.
Crapa MaTH pupae Hal [MOMEPLIIMMH: HNOYKONO |
BHY4YaM. YKpaiHCbka MaTH, NPUTOPHYBILH
rOpcTKy  3amMOpeHux  niTet, B MOJWTBI
3gepracTbes Ao I'ocnopa, w6 3axOpOHMB Bil
3arndeni yKpaiHCEKHH Hapid.

Tosr0a B Ykpaini B 1932-1933p., axpunik,
39x35", 1983.
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THE UKRAINIAN FAMINE:
HOLOCAUST IN 1932-1933

The rapid growth of Ukrainian culture, along with
the evolvement of a strong national consciousness dur-
ing the Ukrainianization period of the 1920, alarmed
Moscow. Stalin became fearful that Ukraine once
again would strike out for her independence. There-
fore, he master-minded a campaign of terror in order
to subjugate the Ukrainian people and to crush their
national, cultural and religious consciousness. He
achieved his goal by engineering history’s first man-
made famine, which resulted in the starvation of over
7,000,000 Ukrainians during the brief period of 1932-
33.

This composition depicts various episodes from the
Ukrainian Famine-Holocaust.

The Ukrainian Famine: Holocaust in
1932-1933., acrylic, 39x35", 1983.






«3EMIJIE MO4 TTPAJIAIBCHK A» O MY ANCESTRAL LAND

KapTtiHa usg 3006paxye 3anyueHni nons Ykpaiuu. With his last ounce of strength he comes to his once
3aMOpeHH# roJIoIoM CEeNsIHNH OCTaHHIMU cunamu  beautiful field, so as to bid it farewell and then to die
NMPHILLOB HA CBOKO HUBY, U100 Ule B OCTAHHE Ha  ON it — a martyr’s death of starvation,

Hel nornAnytd. Baseiim npuropuii zemmi, 3

MOKOPOKY | KajneMm 3BepTaeThbess 10 bBora, wo

HOMY TIPMXONHTBLCA FONOJOBOK) CMEPTH) YMHUPATH

Ha UbOMY pPOQIOYOMY YOPHO3EMI CKPOIIEHIM

NOTOM | KPOB'10 HOTO MpENKiB.

JemMan Mos npajiniBcska, oain, 24x20°, 1983. O My Ancestral Land, oil, 24x20”, 1983.
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«JIBA CBITH»

AMEPHKY NpENCTaBNeHo i3 cratyeio «CBoBoamn»,
KOTpa Have BiTae ycix, 1o NpulyBaloTh 00 L€l
Kpainu. TyT y BinKpuUTOMY CYCMinbCTBi BOHK no—
CBOEMY  BJIAUITOBYWOTLCA H  MOUYBAKITHCH
wacnueumu.  Hatomicte CCCP  npencrasneno
TIODMOK)  HApOQiB — TMNeKJIOM Ha  3eMii.
lMoHeBoneni Hapogn GnararoTh  JONOMOTH,
norasaarouu Ha AMEpPHKY, fIK Ha MOTEHUIANLHOIO
BH3BOJIUTENSA.

HBa citi, axpuaix, 37x32", 1975.
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TWO WORLDS

The Free World is symbolically represented by
America’s Statue of Liberty, which holds the torch of
hope for humanity’s quest for freedom and self-fulfill-
ment. From under the rubble, enslaved nations stretch
out their pleading hands towards America, begging
her to set them free from Moscow’s communistic op-
pression.

Two Worlds, acrvlic, 37x32", 1975.






«CHABIP»

MacuBaMn 1 nnowiaMu B XONOTHMX KOALOpax
300paxeH0 CHOIpChbKI TIOPMM i KOHUTabOpH, Y
KOTPHX KapaloThCsl Ha KaTOPXHHMX poboTax
Kpawli CHHM | JOYKHM YKPaiHCLKOIO Hapoay Ta
IHLIKX  HApOMiB TOHEBONEHUX  MOCKOBCHKHM
TOTaNITaPHUM PEXHMOM, a OPOLEHTOBO cepef

HUX NIEPEBaXKaoTh YKpaiHLj.

Cuéip, axpuaix, 36x31"", 1975.

44

SIBERIA

Through masses and spaces formed by frigid colors,
the Siberian prisons and concentration camps are re-
created. The finest sons and daughters of nations en-
slaved by the Muscovite totalitarian regime are forced
to live in subhuman conditions and to perform hard
labor. Statistics indicate that the majority of them are
Ukrainian.

Siberia, acrylic, 36x31", 1975.






«BIHHHULIA »

3o6paxye npodink ORHOT i3 AecsTH 30ipHMX
MOTufl, 3 KOTPUX BHAOOYTO [ECATb THCAY
NOB’A3aHUX W TOPTYPaMH 3aMYYE€HHX UYOMOBIKIB i
xiHok. lle ©Oyau nepeBaxkHO censHM 3
AOBKOJIMLLIHIX cin AKHX apelTyBaau
€HKaBeAiBChKi CAgucTH @ BOHM nponapanu Oe3
BicTi. Han Morunamu cyMOBMTO UBITYTL nepesa
napky Po3saru, mio iforo Ha rayMm Ham CBOiMM
KepTBamu ynawtysano umnivne HKBI.

Biunnns, acpuaix, 57x44”, 1976.
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VINNYTSIA

Above the mass graves of Ukrainian victims of the
Stalin purges, trees blossom in the “Park of Recre-
ation” which was developed by the NKVD (the Soviet
Secret Secret Police). The graves were accidentally
discovered during the German occupation and from
them 9,432 bodies were recovered among which were
169 women. For the most part, the victims were na-
tionally conscious peasants who made up the leader-
ship reservoir during the short-lived Ukrainianization
period initiated under Lenin and b rutally terminated
by Stalin. They simply vanished into the night after
having been picked up by the NKVD’s “Black Maria.”

Vinnytsia, acrylic, 57x44", 1976.






The Church of St. Mykola in Kolodne
Hepxpa Cs. Muxoan 8 Koroguomy, Ha in the Transcarpathian region of Ukraine,
Saxapnarri, I7cm., oain, 30x24”, 1977. 17thc., oil, 30x24", 1977.
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«XPECHA HOOPOTA YKPAIHCBKOI
MATEPI»

TyT 306pakeHa MaTy i3 cBOIMH HITBMU SK CUMBOI
yKpaiHCbKMX MaTepin. HenpucytHii  6aTbKo
3a3HAYEHMI NETKHM KOHTYpOM. SIK CBIfOMMIA CHH
CBOrC HApoly BIH KapaeTbcd MO TIOPMax,
KoHUTabopax yu NCHXYLIKAX. Marepi
BBHXKAETLCA M NOMA 1i JiTel, AKUX BOHA BUXOBYE
Ha rigHUX HAcNiJHUKIB iXHLOTO BaTbKa.

XpecHa fopora ykpaincexoi matepi,
axkpunix, 34x25”, 1976.

50

THE CRUCIFIXION PATH OF
THE UKRAINIAN MOTHER

The Ukrainian Mother is depicted protectively hold-
ing on to her young children. She represents the tragic
fate of all the Ukrainian mothers whose husbands are
languishing in prisons, concentration camps or
“psychushkas” for courageously defending their na-
tional and religious convictions. She pensively gazes
into the future, contemplating what it may hold for her
children whom she tries to bring up as followers of
their fathers in the struggle for a free Ukraine.

The Crucifixion Path of the Ukrainian
Mother, acrylic, 34x25", 1976.






3axix conun B Ykpaiuni, oaia, 20x16, 1965 Sunset in Ukraine, oil, 20x16", 1965.

52






Church in the Village of Konora, Trans-
Hepksa B ceni Konopa na 3akapnarri, carpathian region of Ukraine, 18th C.
I8cm., onain, 37x27", 1977, oifl, 37x27"7, 1977,

54






Poppies in the Garden, acrylic, 20x24",
Maku B ropogi, axpuaix, 20x247, 1980. 1980.

56






«10 BOJII» “TOWARD FREEDOM™

Moauui, gk Tid nTammHi, XagHi ckapbu Hi Just as for the bird, so for a human being there is
NepewKoad He MOXYTh 3acTyMTH HOPOrM N[O  no treasure on earth or an obstacle which could prevent
BOMI. a person from following the road to freedom.

o Boai, axpunix, 40x32", 1979. Toward Freedom, acrylic, 40x32", 1979.

58






Hepxsa Cs. Muxosan y Kpupunusx, na Church of St. Nicholas in Kryvchyisi, near
nepeomicmi Jlvsosa, 18cm., oain, 3Ix317, 1978. Lviv, 18th c., oil, 31317, 1978,

60






Komnozunisn thopm i korsopis, uxpuiix, Composition of Forms and Colors, acrylic,
36x32", 1975. 36x32”, 1975.

62






Hoptper 4oaoBika, onain, 24x187, 1943. Portrait of My Husband, oil, 24x18, 1983.

64






Ociub B ReHCHARBEHCEKHX Fopax, oAlR, Autumn in the Pennsylvanian Mountains,
36x28", 1976. oil, 362287, 1976.

66






Hapx Goszis B Pouecrepi, H.H., onisn,
34x407, 1978. Lilac Park in Rochester, NY, oil, 34x407, 1978.

68






Hepkra Cp. Inana Xpecrurensn s Fanrepi, Church of St. John the Baptist in Hunter, NY,
H.H., onin, 24x30", 1978. oil, 24x30", 1978.

70






Hoptper aouxn Opnci, oain, 24x18", 1980. Portrait of My Daughter Orysia, oil, 24x18”, 1980.

72






Bepxosnua, [1en Cneti, H.H., oain, 46x38”, Verkhovyna in Glen Spey, NY, oil,
1977. 16x20", 1977.

74






Moi yrro6aeni kBitn, oain, 16x20°, 1979, My Lost Lovable Flowers, oil, 16x20", 1979.

16






B neHcHABBEHCBKHX ropax, akpuaix, 20x16", Mountains in Pennsylvania, acrylic,
1967. 20xI6™, 1963,

78






Komnosnuis hopm i koasopis, axpunix, Composition of Forms and Colors, acrylic,
34x327, 1980. 34x327, 1980.

RO






Ocins B Tajineny Hapky B Pouectepi, H.H., Autumn at Highland Park in Rochester, NY,
oain, 30x24", 1982, ofl, 30x24", 1982,

82






Hariopmopr, axpuaix, 24x30", 1979, Still Life, acrylic, 24x30™, 1979.

84






Panun secna, Bpicroas, H.H., oain, 36x24”, Early Spring, Bristol, NY, oil, 36x24",
1980, 1980,

R6






Bepxosuna, Fnen—Cnesi, H.H., 24x20", Verkhovyna in Glen Spey, NY, oil, 24x20)",
1962. 1962.

88






Hoprper xinkn, oain, 24x307, 1976. Portrait of a Woman, oil, 24x307, 1976.

90






HBiTyqns caa, oain, 36x247, 1974. Orchard In Bloom, oil, 36x24", 1974,

092






Cxuranns, mesmnepa—monomun, 9xi127', 1983. The Wanderess, tempera-monotype, 9x12", 1983.

94






Hepwma cHir, memnepa—monomun, 1ix14", First Snow Fall, tempera-monotype,
1984, Hixd™, 1984,

06






Keitn B ropoxi, memnepa—mornomun, 11x14”, Flowers in the Garden, tempera-monotype,
1984, Hixiq", 1984,

98






Ocinp, memnepa—monomun, 16x207, 1984. Autumn, tempera-monotype, 16x20", 1984 .

10}






FHMOBHE PAHOK, Memnepa-moHomun, Winter Morning, tempera-monotype,
11x14", 1986. HxH4", 1986.

102






Ocinp na Ioaicci, memnepa—monomun, Autumn in Polissya, tempera-monotype,
1ix14", 1984 11x24”, 1984,

104






Twiia aicoBa, memnepa-morvomun, Iixi4”, Peaceful in the Forest, tempera-monotype,
1986. Hx14", 1986.

106






Jdic y camori, memnepa-moromun, 12x16°, Alone in the Forest, tempera-monotype,
1986. 12x16”, 1986.

108






Myp6a, memnepa—monomun, 11x14", 1986, Grief, tempera-monotype, Iix14", 1986.

110






Ilapk na Becni, memnepa, 11x14", 1986. Park in the Spring, tempera, 11x14”, 1986.

112






Cumcponia B npupogi, memnepa—sonomun, Symphony of the Nation, tempera-monotype,
1ix14", 1986. Hxi4”, 1986,

14






Joaora ocime, memnepa—monomun, 12x16", Golden Autumn, tempera-monotype,
1986. 12x16”, 1986.

116






Y Bupi xnrra, mesmnepa, 11x14", 1986. In the Whirlpool of Life, tempera, 11x14", 1986.

118






Yapirnunii xpai, memnepa, 11x14”, 1986. Enchanting Home Land, tempera, 11x14", 1986.

120






Topa I peng Kenion, (Apizona), memnepa, Grand Canyon, Arizona, tempera, 12x16",
12x16", 1986, 1986.

122






Jemae Mos, 3eMae, emanw, Sx77°, 1981. Earth My Earth, copper-enameling, 5x7”, 198},

124






Kouni y creny, esmann, 6x8°, 1981, Horses in the Steppe, copper-enameling, 6x8", 1981,

126






Cearoisanisceka niy, exann, 5x7", 1981, St. Johw'’s Eve, copper-enameling, 5x7", 1981,

128






The Church of the Nativity of the Blessed
Hepksa Pizasa boropoanui y Bopoxri, Mother in Vorokhta, I8th ¢., copper-enameling,
18cm., emane, 6x8", 1952, 6x8"”, 1982,

130






ManapiBauks, emane, 89", 1978. The Searchers, copper-enameling, 8x9”, 1978,

132






I'pan, 6augypo, rpaii, emans, 6x8", 1982 Play Bandura Play, copper-enameling, 8x9”, 1982.

134






it »yp6H, emann, 6x8”, 1983. Flowers of Sorrow, copper-enameling, 6x8”, 1983.

136






Mopceka ranbuna, emanns, 5x77°, 1983. The Depth of the Sea, copper-enameling, 5x77', 1983,

1338






B mpocropax, emans, 6x8”', 1953, In Space, copper-enameling, 6x8", 1953.

140






Menonin noui, esann, 6x8”, 1984. Night-Time Melody, copper-enameling, 6x8”, 1984.

142






Hepxsa Cs. Muxo.aan NopimHeoro, 6 Church of St. Mykolaya, 17th c.,
Cepeonvomy Boosnomy, 17 cm. emaan, 6x8°, copper-enameling, 6x8”, 1982.
1982,

144






HBity4ni ropoa, 6amix, 66x43”, 1960. Garden in Blossom, batik 66x43”, 1960.

146






Hepeso xurra, bamir, 52x427, 1970. Tree of Life, barik, 52x42”, 1970.

148






Kepamika: Basza, Sx10”, Tapiaka, 127, Ceramic Vase, 8x10", Plate, 127, and
Topmnk, 5x8", 1976. Urn, 5x8", 1976.

150






Kepamixa: Tapiaka, 12, Baa, 10x8", 1976, Ceramic Plate, 12", and Vase, 10x8”, 1976.

152






beixoneuynnk, BubGiiixa, (dpyxosarka), The Endless Line, block-print, textile,
SIx397, 1971. (vybivka), 51x39", 1971.

154






Birds on the Steppe, block-print, textile,
Hruni y creny, (subiiika), 59x417, 1979 fvvhivka), 59x44”, 1979.

156



Knruyi pagocru, {subitica), 42x60", 1970.

Flowers of Happiness, block-print, textile,
{vvhivka), 42x607, 1970.



HBiT pagocrn, 2inopum, 1652007, 1980, Happiness-Flowers, linolewoncut, 163207, 1980,

158



Hicua, inopum, 16x20°7, 1981 The Song, Hinolewncut, 12x207, 1981,

159



baasarn (Bosowxn), aivopum, 12167, 1981 The Flowers, linoleumcut. 12x167, 1981

160



AKurra, vnopin, T6x207, 1981, Life, linolewmcur, 16x207 ) 1981

161



Heit macra, sinopum, 16x207, 1978, Dreamflowers, linolewmcut, 163207, 1978,

162



cut, 12x167 ) 1985,

Bird of Spring, linoleimn

12x167, 1983,

P,

fIraus BecHM, 1o

163



Connuinnk, aivopon, Hixl4", 1977, Sunflowers, Hinoleumcnt, Hxl4" 1977,

164



Cnrcox Kaprun

Cropisxa

26 Ixona boxoi Marepincuna—memnepa,
8x10”, 1981,

28 Pyinn Ycnencsxoro Cobopy y Kuesi, Iicm.
oain, 20x24"", 1978,

30 ®parment 3 kapraun, (Pyinu Ycnencvxozo
Cobopy y Kuesi).

32 ¥Ykpaiaceka MBTH Ha rpaHi ABOX CBITIB, 0AIR,
33x45"", 1976.

34 Ykpaiua cyorogsi, acpuaix, 43x42", 1980.

36 Kareapa Cb. I0pa y JIvBopi, 18cm., oain,
1978,

38 I'onog B Ykpaini B 1932-1933p., axpuanix,
39x35™", 1983.

40 3emas mos opagiziBceka, oair, 24x20",
1983,

42 sa cpiTR, axpuaix, 37x32’", 1975.

44 Cubip, axpuaix, 36x31”, 1975.

46 Bimmunn, axpuaix, 57x44”", 1976.

48 Ilepxss Cp. Muxoan B Korognomy, Ha
Jaxapnartri, 17cm., onin, 30x247, 1977.

50 Xpecna popora ykpaiuceKoi marepi,

akpunix, 34x257, 1976.

52 3axin comnn B Ykpaini, oain, 20x16, 19657

54 Ilepxsa B cexni Komopa na 3akapnarri,
18cm., oain, 37x27", 1977,

56 Maku B ropogi, axpuaix, 20x24”, 1980.

58 Mo soii, akpuaik, 40x32”, 1979.

60 Ilepxpa Ca. Muxoan y Kpusannsx, na
nepeomicmi JIveosa, 18cm., onia, 3Ix3I",
1978.

62 Komnosznnin popm i Koabopis, axpunix,
36x32"", 1975.

64 Hoprtper 90108ik8, oain, 24x18”", 1983.

66 Ocinr B MeHCHILBEHCHKHX FOpax, OAlR,
36x28", 1976.

68 Mapk Gozis 8 Powecrepi, H.H., oais,
34x40", 1978.
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76
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82

84
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88
92
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100
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104
106
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112
114

Iepksa Cb, Inana Xpecrurenan b Fantepi,
H.J., oain, 24x30", 1978.

Hoprper goukn OpHci, oain, 24x18", 1980.

Bepxosuna, ['nen Cneil, H.U., oain, 46x38",
1977.

Moi yno6aeni kpith, oain, 16x20", 1979.

B neHcHALBEHCHEKHX ropax, axpuaix, 20x16",
1967.

Komno3ngin gropm i KoAbOPIB, ukpuiix,
34x32", 1980.

Ocine b F'sitveny MHapxy » Povecrepi, H.H.,
oain, 30x24'", 1982,

Hamopmopr, axpuaix, 24x30", 1979.

Pauns pecua, bpicroas, H.H., oain, 36x24",
1980.

Bepxosuna, I'ren-Cneii, H.H., 24x20",
1962.

Hoprper xinku, oain, 24x30", 1976.
Isitysmit cag, oain, 36x247, 1974.
Ckuranus, memnepa—monomun, 9x12”, 1983.

Hepwni cuir, memnepa—monomun, 11xi14",
1984.

Kpitn 8 ropogi, mesnepa-mornomun, 11x14",
1984.

Ocinp, mesnepa—monomun, 16x20", 1984.

3HMOBHH PAaHOK, memnepa—-moHomun,
1ix14”, 1986.

Ocins na Ioaicei, memnepa—smornomun,
1ix14", 1984.

Twuina aicosa, memnepa—monomun, 11x14",
1986.

Jlic y camori, memnepa—smonomun, 12x16",
1986.

Myp6a, memnepa—monomun, 11x14"", 1986.
Iapk ua secni, mesmnepa, 11x14°', 1986.
Cum@poRian B BpHPOAI, memnepa—monomun,
11x14”, 1986.
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118
120
122

124
126
128
130

132
134
136
138
140
142
144

3oaors ocine, memnepa—monomun, 12x16”,

1986.
Y supi xurra, memnepa, 11xi4”, 1986.
Yapipunii xpasi, mennepa, [1x14", 1986.

Fopu Ipeun Kenion, (Apisona), memnepa,

12x16", 1986.
3emae mMon, 3eMae, emans, 5x7°°, 1981,
Koni y creny, emans, 6x8”, 1981.
CearoinaniscLka niv, emans, 5x7°°, 1981,
Ilepxea Piznsa Boropoanni y Bopoxri,

18cm., emann, 6x87, 1982,
ManapibauxH, emans, 8x97', 1978,
I'pa#, 6amaypo, rpak, enans, 6x8", 1982.
IBiT wyp6Hn, emans, 6x87, 1953,
Mopcika ranbuna, emans, 5x77°, 1983,
B npocropax, emans, 6x8", 1983.
Meanoais oy, emans, 0x8”, 1984.
Hepxkea (. Muxonan Iopimmtoro,

Cepednvomy Booanomy, 17 cm. emane, 6x8”,
1982,

146

HBiTyanii ropog, bamik, 66x43”, 1960.

148 [TepeBo xHTTR, bamik, 52x42", 1970.

150

152
154

156
157
158
159
160

161

162
163

Io4

Kepamika: Basa, 8x10”, Tapiika, 12",
Fopmuxk, 5x8”, 1976.

Kepawmixa: Tapinrka, 12", Basza, 10x8", 1976.
be3xomeunux, Bubilixa, (Opyxosanal,
51x397, 1971,

HraRi y creny, (eubiiika), 59x41°", 1979.
Kwuruni pagocrn, (subitixa}, 42x60", 1970.
Heit pagocrn, ainopum, 16’20, 1980.
Hicana, ainopum, 16x20”, 1981.

baasaru (Boaomikn), ainopum, 12x16”,
1981,

XKurra, ainopum, 16x20", 1981

IsiT macta, ainopum, 16x20", 1978.
Irunna pecan, ainopum, 12x167, 1985.
Connawmank, ainopum, 1ixI4”, 1977.
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List of Color Plates

The Icon of the Virgin Mary, egg-tempera,
8x10”, 1981

The Ruins of the Uspensky Cathedral,
Hthe., 0il, 20x24", 1978.

Detail from the Painting “Ruins of the
Uspensky Cathedral in Kiev.”

The Ukrainian Mother at the Crossroads of
Twea Worlds, oil, 33x45", 1976.

Ukraine Today, acrylic, 43x42" 1980.

St. George's Cathedral in Lviv, 18th ¢,
oil, 36x29", 1978.

The Ukrainian Famine: Holocaust in
1932-1933., acrylic, 39x35", 1983.

O My Ancestral Land, oil, 24x20", 1983.
Two Worlds, acrylic, 37x32", 1975.
Siberia, acrylic, 36x31”, 1975,

Vinnytsia, acrylic, 57x44”, 1976.

The Church of St. Mykola in Kolodne

in the Transcarpathian region of Ukraine,
I7th c., oil, 30x24", 1977,

The Crucifixion Path of the Ukrainian
Mother, acrylic, 34x25", 1976.

Sunset in Ukraine, oil, 20x16", 1965.
Church in the Village of Konora, Trans-
carpathian region of Ukraine, 18th C.

oil, 37x27", 1977,

Poppies in the Garden, acrylic, 20x24",
1980.

Toward Freedom, acrylic, 40x32", 1979.
Church of St. Nicholas in Kryvchytsi, near
Lviv, 18th ¢c., oil, 3ix31", I978.
Composition of Forms and Colors, acrylic,
36x327, 1975.

Portrait of My Husband, oil, 24x18”, 1983,
Autumn in the Pennsylvanian Mountains,
oil, 36x28”, 1976.

Lilac Park in Rochester, NY, oil, 34x40", 1978.
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Church of St. John the Baptist in Hunter, NY,
oil, 24x30", 1978.

Portrait of My Daughter Orysia, oil, 24x18”
1980.

Verkhovyna in Glen Spey, NY, vil,

16x207, 1977.

My Lost Lovable Flowers, oil,

16x20”, 1979.

Mountains in Pennsylvania, acrylic,
20x16”, 1963.

Composition of Forms and Colors, acrylic,
34x327, 1980.

Autumn at Highland Park in Rochester, NY,
oil, 30x24", 1982.

Sull Life, acrvlic, 244307, 1979,

Early Spring, Bristol, NY, oil, 36x24",
1980.

Verkhovyna in Glen Spey, NY, oil, 245207,
1962,

Portrait of a Woman, oil, 24x30", 1976.
Orchard In Bloom, oil, 36x24", 1974,

The Wanderess, tempera-monotype, 9x127,
1983,

First Snow Fall, tempera-monorype,

11x4”, 1984.

Flowers in the Garden, tempera-monotype,
lixl4”, 1984.

Autumn, tempera-monotype, 16x20", 1984.
Winter Morning, tempera-monotype,
Hxi4”, 1986.

Autumn in Polissya, tempera-monotype,
Hx247, 1984.

Peaceful in the Forest, tempera-monotype,
11x147, 1986.

Alone in the Forest, tempera-monotype,
I2x16”, 1986.

Grief, tempera-monotype, 11 x14", 1986,
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112
114

116
118
120
122

124
126

128

130

132

134

136

138

168

Park in the Spring, tempera, 11x14", 1986.
Symphony of the Nation, rempera-monotype,
Hx14”, 1986,

Golden Autumn, tempera-monotype,

12x16", 1986.

In the Whirlpool of Life, tempera, 1ixl4”, 1986,

Enchanting Home Land, tempera, 11x14”, 1986.

Grand Canyon, Arizona, tempera, 12x16”,
1986.

Earth My Earth, copper-enameling, 5x7, 1981,
Horses in the Steppe, copper-enameling,

6x8”, 1981

St. John's Eve, copper-enameling, 5x7”, 1981.
The Church of the Nativity of the Blessed
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Flowers of Happiness, block-print, textile,
(vybiyka)}, 42x60", 1970.
Happiness-Flowers, linoleumcut, 16x20™, 1980.
The Song, linoleumcut, 12x207, 1981

The Flowers, linoleumcut, 12x16", 1981,
Life, linoleumcut, 16x207, 1981,
Dreamflowers, linoleumcut, 162207, 1978,
Bird of Spring, linoleumcut, 12x16”, 1985.
Sunflowers, linoleumcut, 11x14", 1977.



ABTOBIOTPA®IA
IPHHH BAHAX-TBEPIOXIJIIbB

BHHHNKH pO3NONOXKEHI Yy NMPEKPACHIA ropucTiit
npupoani. In  Tpeox  CTOPIH  OKpYXeHi
ManbOBHMYMMHK NicMCTMMHK marop0aMu, a Ha cxXif
Ha 3MIHY BiIKDHBAa€TbCA JAJCKHil NPEKPacHHH
FPOPU3OHT HA IUIMPOKC POIMNPOCTEPTY PIBHUHY. Y
IABHUHY B TUX CTOPOHAX >XWIK NMOCTa4yanbHUKU
BHHA I KHSKHMX OBOPIB, 3 4Oro MOXOOUTE Ha3Ba
Buunnku. Cooronsi — ue nepenmicrs JIssosa.

JIbBOB’AHH  3aXONNIOBAJIUCT KPACOK)  HALLINX
BunHuk i koXHoi Hepini BinOyBanuca TyT panicHi
BECEJIi POryAsHKH, a 3UMOIO MONUCYBANMCA HALI
i nbBiBCBHKI NeweTapi.

Y BUHHHIBKIA uuTansHi «Ilpoceita» Oyna
BeJNHKa GibnioTeka nns crapumx i gas mosoni. A
6araTo kopMcTana 3 Heil, XUBy4H y BunHukax.

Bunanuann nepwi B TanuuvHi nobynysBanu
naM’ITHHUK Tapacosi ['puropoBHueBi
Hlesvenkoni. HapiruuaiiHo ypouucTe Horo
nocesiueHHs BigOynocn 28 eepecHst 1913 poky.
ITaM’ATHUK BUKOHAB CKYnentop ABOpchkuM y
JIbBOBI 3rinHO 3 mMnsiHOM apxiTekta OnekcaHppa
Jlymwnuncbkoro. Ilig 4ac ykpaiHChKO—NOALCBKOT
Bidn B 1918-1919 pp. Tlam’aTHuk Oys
YIIKOMKeHWd, ane B 1924 poui Horo BigHOBUB
MHCTELL CKYJBITOP AHOPpIN Kosepko.
BuHHuyauu neputi Ha 3axinHUX 3eMafx Y KpaiHu
3MBHrHYAHn CTpineupky MOruny ans Gopuis, sKi
3aruHynu B Oosx 3 mnonskamMu  3a  Jlbeib.
[ToxopoHeHo 1iX Ha BHMHHUUBKOMY LBHHTapi.
AgTOpamMM maMm’ ATHHKA OyJM MHUcTeub AHIpii

KoBepke A Jlbonwo Jlenkuit. [lam’aTHHK
npeacTaBisie  BUCOKY N0  TPhOX  METpIB
HEBUCTpPiNEHy 1€ rapMatH Kymw. Ha
(pPOHTOBIl CTOPOHI KyM € BUKOH2aHUH ¥
TVIOCKOPi3b0i  TpH3yO, oOBegeHMH Trany3Kow

kanuuH. [To o60x Gokax KyJi CTOATH NBa KaM AHI
XPECTH, Ha HHX Hanuc 1918-1919 poku.

NaM’siTHHK — CHUMBOJIIYHMHA: KyJs — He
BHUCTpiNieHa, TO 3HauuTh — U Oif He
JakiHueHHid. [TocBAYeHHA MUM’ATHUKA BinGyJsocs
B Mepluy Hedinio uepeas 1922 poky.

Takox Oyna BelMka MypoBaHa UEpPKBa,
nobynoBana B 1842 poui. PosmantoBanu ii manapi
Mopect Cocenko i ['puHeBnd. KyabTypHO-
OCBITHA AiANBHICTE Yy BuHHWKax nysnbscyBana
MOBHUM XHUTTAM.

Tyt a1 npuiituna Ha ceit 27 Gepe3ua 1918 poky.
Muno 3ragyrOTBCS WACIMBO NPOBENEH] TaM POKH
AWTHHCTEA 1 paHHBLOT MOJIONOCTH.

HaponHio 1wkony A 3akiHuuna y BuHHHKax.
3manky a4 3an00KkM ManoBana, a B IUKOJI
BHPI3HANACH ¥ TOMY.

Moi crapuii cectpn Credpa i Mapycs Buunuca B
Cewminapii Cectep Bacunisinok y JIbBoBi, BOHM
TaKOX BUPI3HANKUCE ¥ MATIOBAHHI B CBOIX X/14caX i
A0 CLOTOJHI MaOOTh.

Miii GaTbKO 3aBXAW TNANIB i3 BAOBOJIEHHM
YCMIXOM Ha MOi PHCYHKH i MantoBaHHA. Bin pano
KynyBaB MeHi ¢ap6u, nanip, KoALOpOBI onisl, a
s cTapanach HAaMaNnKBaTH LWOCh rapHe, wWo6
HaTLKORI Nogodanocs; ManBana 3aa00KH KBITH
B rOpOAi, XaTy Cyciga, K MM 3i cecTpory Acelo
ApeMo go wikonu, cobavara 6ins xaTH, a Manu MH
ix ax Tpoe, Ta Bce IHIE, U0 MEHI HAa AYMKY

npuxooguno. CBOW  OMTAYY  TBOPYICTE A
NpUHOCHNAa Q0  WKOAM K obpaposyeana
TOBAPHMINOK, a 4YacoM 1| YYHTENbKa pango

NpUAMana Moi ManroHKU.

Konu Hagxogunn BenWKOOgHI CBATA, MOS MaTH
pPO3NUCYBasia Nyxe rapHi nucanxd. H 3ano6ku
ciljana Bewopamn Oing Marepi 1 po3nucysana
NUCAHKN NO—CcBoeMyY, OO Gyau iHaKLUII, HE Taki,
4K MaTepi. A MaTH panina 3 TOro i nokasypana
BCIM y XaTi, %Ki TO YENMypHi NMCaHKKW A PO3NIMCaNna.
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Bxe 3 touux sit OynM B MeHe OGaXKaHHA
CTYMIIOBaTH MAanApPCTBO, TOX TMNicns CepemHbOl
[IKONK, JOBigaBUIMChL, WO MuUcTels Penike
BurknpanbchkHi, rONOBHUHA OEKopaTop
JIbBiBcbkoro TeaTpy, Beae KASCH HaBYaHHA
ManspcTBa, A CTaja BUMTHCA y Hboro. B 1939
poui A CcKJana BCTYNMHMA icnUMT Ha  cTyail
MasfipcTea ao JepxapHoro IHcTuTyTY
[TnsictuyHoro Mucrentra y JIbBoei. Buunu mene
npogecopu Tuckuit, Tapnaun, Mukona Pentok
Ta iHIMI, KOTpi, X04 OyB U TAXKKUA BOEHHUH 4ac,
cTapanMcs  yTpMMaTH  No3eM  HayKH  Ha
BianoBinHoMy piBHi. TyT A 3anpussHunacs 3
Okcanoro T'yporo it Ipkowo 'pvHuuiMe (Tenep
Bonsxcbka). ManloBatH B NpUpORY MM XOMWIH
yacto rpynotw, gk OkcaHa Typa, Cnaexo
QOcramescbkuin, Brnooxo Mensnuk, Bnoako
InHask 1 51 3 HUMK. Xoauian Mu 10 CTPUACEKOTO
Ta JInyakiBchKOro Mapkie, a Hepa3 B HEAINO, 9K
6yna rapHa noropa, Md ALK B HanpsAMi BUHHKK.

Hopora Bena noasMM, NONPH cena, | MU
IMaNnboBYBaNM iXHIO kpacy. Ha kiHeus 3axonunu
M 1o BuHHUK 10 Moei mamun. Most Mama 3aBXKIH
pano Hac Bitana. TyT MU Bedepand, BIANOUYHBANM
Ta Bepranuca Ha3lag go Jlesoea. B Tod vac 4
Xuna y Jlesosi npu pynuui Ceninra 26 y nancTea
CeepngiB. 3BinTi Heped ropbu Gyno 6au3bko go
Kpupunue, pe Oyna npekpacHa TyUYNbCbKa
LUEPKBa, nepeBe3eHa MUTpPONOAMTOM AHApEeEM
lentaubkuM 3 rip 3 cena Kpueku. 5 xopuna
yacTo Tyau ii mamosatd. B 1943 poui s
3aKiHYMNA MMCTEUBKI CTyHii B TEKCTUNBHOMY
daxkyabreri. [licngs opgepKaHHA [OMIIOMY A
BMixana Ha Bakanii n0 TiTouHoro ©OpaTta Ha
JicHUYIBKY. Maixke npa Micuui s npobyna cepen
IIYMIUBKX Nicip, Ae He Gaunna noaeH— AU AMKi
TBApHHM, 4yNa CNiB MTAWOK Ta CYMOBUTHH IIYM
AepeB, AKHA YXE€ TOML 3BIlIAB CYMHY HEHOJIO
Hawoi JlemkiBuuan. Hepas cizanu Mu 3 Ky3MHOM
Ha KOHI |1 ixanu nicaMu KiIbKaHAAUATEL KiJIOMETPIB
no pogMHM Mo€i Mamu. Jlicu Ha JleMkiBUIMHI
4ygoBi, He TakKi, AK Oing JIbBoBa. Y NEMKiBCEKHX
nicax BITYYBAa€TLCA Kpacy i CTHUXIKO NpHpPOOY.
Hepa3 GeamexHuM cnokii, iHOAI 4Y€EThCH AKYCHb
rpo3y. Bucoki OyAHI nepepa yacaMu LIYMISTb
CYMOBUTO, TO 3HOBY 4YYeThcA Oambopy OoiOBY
menonito. 51 papa Oyna, wo Basna 3 coboro
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chap6u, i TYT 4 HAManOBaNa KibLKa KapTHH, SIKi
3aJIMILMAA KY3MHOBI, 33 11O BIH 1 AOro ApyXyWHa
6ynu meHi BaA4Hi. Yac npomuHyB Oyxke ckopo.
Tpeba Bxe OOKMAATH TaK MHIY UYIOBY
JlemMkiBuimHy # Bepratuck Ao JIbBoBa Ta
NOAyMaTH Npo NpaLo.

IMpubypmn no JIsBopa, odopMHIACE YNEHOM
O6pazoTBopunx MHCTUIB, BiATaK IBEPHYJIACH A0
KypaTopii 3 MPOXaHHAM PO BYUTENbCHKY NPALIo.
Kypatopia npupinuna MeHi npauio BYHTEAbKH
PHUCYHKIB, MaNIOBaHHA 1 TOBAapO3HABCTBA B
Cepenniit ®axosiit XKinouii Wkoni y Jesosi.
Oyna nyxe 3afgoBojeHa, wo y JIesomi, 60 #
dannuie  Oymy MOITH  BiBiOyBaTW My3ei |
MpauloBaTH HAl KONEKUIEO.

HupextopoM Tiel mkonu Oyna nmami Mapis
Avopuuy. B po3MoBi i3 Hew A nosipanack, WO
BoHa Oyna npodecopom y Ceminapii Cectep
BacuiisHOK 1 BYMNa MOIX CTaplIMX CecTep
Credy, Mapycro it Acio.

A nobuna wkoay # MIBYATOK, 3 BEIHKOMO
MPUEMHICTIO K JIOOOR'I0 NpaLoBana # alaMnach
31 CTYNEHTAMH CROIM 3HAHHAM.

Y HanionanbHomMy Myaei 6Oyna Benuka
KONeKUif CTapUHHHUX KWIMMIB, 9Ki g KONiloBana,
e 6YBIUM CTYASHTKOMO, s cebe ¥ And My3ero.

B  ErtHorpacgiuysomy My3ei npawmonana
MucTeub rpadik i manap OneHa Kynbuuubka.
Tyan nrobuia 8 3aX0OMTH W NpalKOBATH Y
BITBHMA Yac. 3MaNboOBYIOMH BUUIMBKH, HAPOLHIO
HOULY, KepaMiKy, KMAMMH Ta 1HWE, A AOKNAIHO
nepecTtymiiorana HapaHe Mucreurso. (OineHa
Kynbunuska yacto 3anpoinysana MeHe Ho cebe.
Hepas, 6yeano, micas npaui, #ay4n a0oaoMmy, s
nyXe pano BiAnpoBaaXysaja ii. Munu mu yepes
€ayitcokud Iopog, 60 xuna BoHa Koo Karenpu
Ce. 0pa. Inyun T'oponom, MM IyKanu KOJBOPH i
MajoBaau KapTHHU B yaBi. byno gyxe npuemuo
3 Heto 6ypaTu. [1pH KOXHifl 3ycTpiui MoXHa Gyno
LIOCEH LiKaBE NOYYTU Ta HABYHUTHCAH.

lMpu mosinbHiA, ane nocTidHIK  npawi
npu3bupanack y MeHE LiKapa | LiHHA KONeKLUis
HapoOgHLOTO MHCTEUTBA, WO, HA MPEBEUKHA
Xanb, szanummnack y JIeRoBi. B To#W 4yac Mmin
yonoeix npawopas y [oponky K NOBITORMA
IHXXeHep—arpOHOM, 1 Ha HEOIKD S 4acTo iauna
Tyan abo yonosik npuiznue Ao Jisposa. Konu 1



OCTaHHIH pa3 Bigsigana ioro, POHT 3HEHAUbLKA
Habnnavees ax no Jlesoa. A Oinblue He Morna
BEPHYTHCb 1 BCS MOA Npaus, Mol HagbaHHA ycix
MT CcTymid 3amuwmanck y JIkBOBI 33 BHIMKOM
nepken B  KpuBuuusix, 6Ky s HaMmalrBana.
Yonosik ayxe 1 nobus, i 5 gana il oMy no
I'opogka. Bona epuna 13bepernach i3 Moro
JIBBIBCBKOrO HagbaHHA.

®poHT nocyeascs Ha 3axin Oyxe ckopo. He
Oyno Burasanis, no6 BiH 3aTPUMABCS Ha HAILWX
3eMnAx, I Mu BHixanun Ha 3axin. Cneputy mu
nepebypann B PekasiHkenb Hepaneko Bigns
paioM 3 cecTpor Acel H i YONOBIKOM O.
Tapacom [Ilyp6akoM. HeminsaMu MH 4acTo i3aunu
ao Binua po Ykpaincekoi Katonuubskoi Llepkau
Ce. Bappapu, fika 3HaXOQUTLCH B CAMOMY UEHTpI
Mmicta noGnu3y cTraporo yHiBepcuteTy. Sk
BiIOMO, U LEPKBY MOJapyBaja YKpaiHUam
micapeea Mapia Tepeca. B uepksi cnigae xop nin
RMPHUTYBAHHAM KOMIIO3MTOpa AHppin
I'naTvuina, SKUH NoXomuTh i3 cesa YMxukie
Oins Buuuuk. S nobpe nmam’sTaro Horo, sk BiH
YacTO 3 ToBapuIUAMK OyBaB y HamoMy fomi i Bys
noopum npuateneM moix cecrep. Ilpuemuo dyno
3 HHM 3YCTPITHCh, TNPHMranaTu pillHI CTOPOHHM,
poOMHM i npuATenis, 6o OaraTo JIT MPOMHHYJIO
Bid Toro vacy. Mysei Oynu 3akpuri, ane MM 3
MOEID CECTPOID Acero # wearpoM TapacoMm Taku
OIJIAHYJAM N0 neBHoi MipH Bineub. IlonpoGysanu

Bcakux possar B [lpatepi 3 Pizen—Panom
BKJIOYHO, [IOXMBJIAIH Kpacy apPXHTBOPY
FOTHULKOTO CTHIIKD Credanc—[lom.

3axoMIoBannch apxiTeKTYPOK Ta CKYNLITYPOIO
IMapnamenTty # llicapcekoi JliTHeoOl Pe3uneHuii. B
yaci KOXHOI Hamoi mnoi3aku Bipeno Oys
6ombapoaoBaHui, MA XOBAAKChL Y MiA3eMeNns, a
fIK BUXOMIM, KPYrom OylH BOTHi, pPyiHH, PaHEH|
oAU, i MU nepectanu Tyad i3gnTH. XKurTesi
BinlHocuHM y PexkagiHkens Oynu  BigHOCHO
Henorawi, ajle 6NU3LKO OYB 3aNi3HUYNH TYHENE i
4yepe3 Te 4YacTo Haul rnpocTip OyB OomOneHuA.
dpoHT Habnuxkascsd BXe 0 BigHsa, TOMY MM
nocrapanuce Npo BHiI3A Oo 3aneAbypra, ae xuia
MOA HaiicTapura cectpa Onsg 3 poauHoro. Tyt
HEMOXJIMBO GYNO HAWTH MELLIKAHHA, | MH BUIXaNK
no Ilerniuy BaipoitTchKoi OKPYTH HA NICHUYIBKY,
Ne KMB CBOSIK MOTO YosoBika ['puropii Mlonuk.

I[lo popo3i MM 3ycTpivyanu  CTpallHO
nobombneni micta. Hiopubepr nexae 308BcCiM y
pyinax. JTronn Ha BYMHMLAX BApPUIK XY HA Lernax,
MAKKWIAKYK JepeBo 3 pyiH. Byno Taxko
HOOUTHCL A0 Apyroro Apipus. Mwu 3annatunu
OJHOMY HIMLEBI, | BiH MEpeBi3 Hallli peui
Bi3o4KOM 10 #Bipud Ha Bafipofit. [IskyeatH
Borosi, 1wo, MHHaKO4YM TI pyMOBHLIA, MH
nobunuck ao IMerwiny.

byna nizna wiu. Ha wacta Mu cTpinynu nyxe
NIPUBITHUX Jrogei, o xuiK G6ins neipuga. B Hux
MH 3anMIIMIN ¢BOT NAakyHKM., BOHKM poOKnagHo
MOACHUIW HAM, KOTPOK A0pPOroK WTH A0
nicHuuieku ['ypadizen. Tpeba OGyno itu pecarh
KinoMeTpie 3p0Bx nicoM. Hiu 6yna npekpacHa,
MICAUHA, ACHA, 3 NPUMOpPO3KoM, 00 ue Oys
novyatok BecHu. $I nyxe Gosnacsa, ane He Oyno
BMXOAY. 3/0XWia PpyKH H MoJMnachk, rapade
Monunack. Miil YONOBIK, HE 3HAID, YW CNPABAI HE
GosABCA, YK M TaK TOBOPHUB, 10O BIIHATH MEHI
cTpax, Ka3aB, UI0 B Nici Hema 4oro BOATHCH, 6o
TYT Hema noacd. [l MU Tak NiBTOPH TOOHHH.
HapewTi noGauyunu cBitno i momMu. $ 3panina,
Oyna nesHa, WO HoxomMMmo no MeTd. 1 crpasni,
KONKW MU MiAiALUTH GNMXKYE XaTH, MOYYNM Hally
pilHy MOBY. 3 PpanocTH A MepexpecTUnach i
3acTykana go geepefl. [[Bepi no XBUNi BIAKPHINCh
i BMHWIOB CBOSK MOrO  YonoBika. Mu
NPHBITAINCL, OCHANUCh Y BIAEMHIA panocTi i
Oynu Wacnuei, 0o Monany B Jic, faneKo Bil rops
Ta cniz. Papinu, mo TyT Taku QiXneMoch KiHUS
BifiHM.

Jlicunuuit  OyR  ayXe A0GpO0  JTKONMHOIO.
[1puiinsaB Hac NpyBITHO Ta 3apa3 xe odOpPMHB AK
NicOBHX pODITHHKIB y HagaicHuuTB B [lerniui.

Ha tepeHi Haworo nichuuTea BinbyBca 6ii, min
4yac KOTpPOro MM CHIIIM B MedYepax fif ropor M
obcepByBanH, #K aMEpPHKaHCbKa apTHUIEpid
MOKNANHMM MOpUUIIOM po30uBana BCI HIMEUBKI
TaHku. [lo OuTBI MM BEpHYJUCH OOOOMY Ha
NicHMYIBKY. Bci Mu  aymand, mo HiMIi BXe
BIOCTYONM/IM, a JIICHHYMA 30 CcTpaxy nepen
6oMOaplyBaHHAM BMBICHB BUCOKO Ha WOTJI Ginuii
npanop.

Pano 3'aBMBCA BiAmin ececis, WO 3HOBY WULLIW
HacTynoM Ha astocTpaly. [IloGauuBlInH Hafg
JICHUYIBKOIO GINMMA Mmpanop, BHBEAM NICHHYOTO,
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o6 po3CTPINATH, ane KOMW BiH BHKA3aBcH, IO
BIH € BercpaHoM—odiuepoM Ilepwoi CsiToBoi
BiiiHH, DpWAHATH WOro BHNpaBOaHHA, LIO BiH
3po6HB 1€ panu OXOPOHKM Manux NiTeu, akux 6yno
GaraTo Ha JICHMYIBLI.

Bynu 6 poxctpinsanu i Moro yonosika Ta HOro
ceoska I'puropin Monuka, 60 BOHM TakoX
BuBicuin OiNMA npanop Ha NicoBid XaTui, Kyau
nimnK cnatv, Konu 6 s He Gyna npubirna i He
CTATHYJAa TOTO Npancpa Kinmbka XBUNHMH IEped
nprxogoM ececie. CTpalIHWIA XaxX ONaHyBaB Hac
TOoOi, KOMM MH TCNAAIinY Ha Led 3aB3IsuATHH
cMepTOHOCHWY Binain. $I Oyna paga i w@acnusa,
wo bor micnaB MeRi cnaceHHy OyMKY noGirTu
Tyaun. Ha apyrud geHs MiCHUYMH 3afBMB, IO MW
BXe € BiIALHUMU MOIbMH, HimeyuunHa
ckaniTynoeana. Pagicts Hac ofHsna, uio MH
HAaXOOMMOCh MNig aMepHKaHUAMH, Oe3nevHi, 6o
naneko Bifl cos'erckux Brnueis. ONHaK cKopo
noyand Kpyxknatu Bigpomocrti, wo OymyTb
PEECTPYBATH YCIX COBETCLKMX T'pOMAffH, OO
penarpitoBaTH ix.

IMepebyraroun we y Bighi, a kynysana c¢ap6u,
namip i Bce npunagns ans ManiOBaHHA 3 HAjI€lo,
IO KOMMCh TAaKH HaHAeThcs 4ac | HACTPiA o
TROopyocTH. OpHak 1 TYT, y JICOBIH THLIMHI,
AYUIEBHOIO CNIOKOK HE Oyno.

OnpHoro nHsa mig Bedip, cuusidM Binsd xate i
PO3AYMYIOUH Haj CUTYaLi€l, MH 3ayBaXKHIH, LIO
ACPOTrOr0 30MMXKAKThCA [0 Hac [I0OM, WO
TATHYTb HAarpyXeHWA Bi3okK. PyxaioTbcs ayxe
MOBiNLHO, BHUTIANAIOTL N0 Kpaw BHYEpnaHi.
Konu BoOHY HAaBAMIMAKUCE MIH YOJIOBIK CKOYMB 0
HHMX 3 BEIUKOKO PafjicTiO, Mi3HABUIM B HUX CBOIO
pinHoro afasKa, Pomana Imyka, nsouny Haniro #
Ky3uHok Haranwo Ta Mapyco. Bei Mmu
3BOPYLIIUEBO i3 C/IBLO3AMH PagoCTH OOHIMAIOYKCE,
BITANKCh CEPAEYHO | mpocnaeasau bora 3a wo
YyaecHy 3IycTpid. [IMBHUM IUBOM CMOBHUNACH LA
cTpiva, 60 HIYOro BOHM He 3HAIW, O€ MU
NIBAEMOCH, 4 MM HE 3HAJW HIYOro Npo HUX.
Tinbku 3 Boxoi Boni MK 3’€HANUCL HA YYXKUHI.
[To KinbKOX OHAX, MM HAlHANW TArapoBE aBTO M
yci pazoM BHixanu 1o Ayrebypra.

Tyt cmoyaTky Oyno nayXe TSXKKO HaWTH
MELIKaHHA, Xxo4 OynM BxXe TabopH, NEe KUK
yKpaiHui, ane wicus Bxke He Oyno. OnHak
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BOAJIOCh HAM BHMHAWHATM B OOHMX CTapPEeHbKHX
JAONed KIMHATY i3 COIIBHOKO KYXHEH Y TrapHii
JINBHWLI MiCTa.

Tyt 28 BepecHs 1946 poni HaponMBCS HaM CHH
JTrobomup. JKHTTEBI YMOBHHM BXKE He Oy Taki
noradi. [Tosoni noyana g gewo Manrweartd. Konun
AMTHHA CMana B Bi304Ky, 51 3MaNbOBYBana pyiuu i
npoxgasana KapTHHM 32 MaJi rpoLli.

A sinrocTpybana aMTA4YY Kaiky «[in, 6aba i
Kypouka paba», CTiHHMP KaneHpgap, MalioBana
CBATOYHI  pi3ABAHI #  BENHUKOAHI  KAapPTKH,
othopmuna KHUXKH «OMnoBinawns H noelii» IBana
dpanka, Ta kaneHpap «Ha uyxHHi», dAKoro
penakropoM ©Oys Bacune Yannenxo. Bce ne
BHOaBana YkpaiHceka KHHrapHs, BRacTHTENSIMH
akoi 6ynu Tpuropiit Monuk, Isan TuMuyk i Miii
yonoBik. KpiM BHOaHe KHUrapHi A ocgopmnsana:
«JIro6oe» Bacuns Yanneuka, «I'paniT» Oneca
3anopiasbkoro, «CoHsamHi [13BoHK» Bononumupa
Pycanscbkoro, «CaMOy4OK aHINIACEKOI MOBH»
«lOpist Hoproro, i «Jlekcukon»/3u3ania/a 1596p.
ang npog. Apocnasa PynHnuskoro.

Bpana TakoX y4acTb y 30ipHMX BHCTABKaX, 11O
iX ynawtopyBasu no Ttabopax Hawi muctui. B
AyrcOyp3i g ynamTyeana pazoM 3 XKiHOYMMM
OpraHizalisiMH CNUIBHY MHCTEUBKY BUCTABKY
BKIFOYHO 3 HapOOHIM MHCTEUTBOM Y Tabopi
Comme KacepHe, 1948 poky.

o Amepukn MM Tmpuixany B jnqroToMmy 1949
poky. B noposi, Ha Kopabi, 3aXBOPiB Ha KIp Hall
cuH, i B BocroHi 3abpanu jioro no wmurans.
BicTka npo ue po3Hecnach No BCid AMepuld, 11O
HAMMEHLUKA eMIrpaHT, ONWHHUBCA B LUNMTanNl B
Bocroni. INogpyxxsa Cemen i [lapans Kyuepi
3abpanu Hac no cebe. Mos cecrpa Mapia
YopHewbKa, TNpOYMTaBIUM e B Ta3eTi,
MOA3BOHMNA A0 TOrO WINMTAIA B LOBifanack, ne
MM 3HaxoauMock. [Ti3HO BEYOPOM MM ofepXKanu
TenedOH Bifl CECTPH, IO Hallla MAaTH MOMEPNa B
TOH ¢aM JIeHb, KONHM MM TpHixanu go BocToHy i
w06 MM HeradHO NPHI3IMIM HAa NOXOpoH. BicTka
Npo CMEPTb HaWIol Joporoi MaTepi MPUIHITHNA
MeHe. Mosg MaTH XKHna 3i CTapUICIO CECTPOH) B
3ansubyp3i 1 mnepea Bin'i3NOM N0 AMEPHKH
npuixana go Hac go AyrcOypra, wodu nobdaun—
TH CBOr0 HaWMOJOUIOr0 BHYKA | 3 HHMH
MONPOLIATHCh, HE 3HAIOHYW, L0 TO OCTaHHIA pa3.



Mu zanMiunAM cMHa B LMMTaNi, a caMi Noixanu
no Poyvecrepy. Crpivya 3 pomwHolo BinOynacs B
MOXOPOHHOMY HacTpoi. Mosi cectpa 31 cBoelo
POIOHHOIO | HALOK JOPOrOK MaMOK) MpHIXanu [0
AMepukH nBa pokn paHiw. ITicna mnoxopoHy
JOnoBiK BepHyBcH N0 DBocToHy W npusil cuHa.
Tomi 6yno oMy nBa poku. IloBonmi Mu
BAALITYBANUCE, Mifl 4YonoBIK AicTaB poboTy B
Konak, a Beyopamu yyawmas no TexnonoriqyHoro
Incturyty B PouecTepi, Gepyyn Kypc OrpiBaHH#,
OXONOAXKYBAHHA W BeHTUnAuwii. B Tomy waci 22
nucronaga 1950 poky Hapoaunach HaM AOYKa
Opuca. Papicte B pomuni Oyna Benuka, a
HaRbNbLILIOID ONIKOK OropTaB MalATKO GpaTyuk
Jliobuuk. Ilepebymaicu 3 RiTBMM  BOOMA,
MpUALINO MeHi Ha raoky, mo s wMoria 6
NPOEKTYBATH B3OPH Ha TEKCTHALHI MaTepisnu A
TaK 3apOGAsSTH HA NPOXHUTOK.

[lloH zani3HaTHCA 3 TYTEUIHBOKD TEXHONOTIEK
WOBKOAPYKY, # 3anucanack 0o TexHojoriuHoro
Inctutyty 8 PouecTepi Ha gaBa  Kypeu:
WoBKoApyKY 1  dorowoskoapyky. Onpnoro
BEYOpa s pO3IKA3aaa CBOeMy npodecoposi, 3
AKUM HamipoM 4 B3dna Ui ABa Kypcu. Bin MeHi
MOSCHUB, WO KOXHA (habpuka 3aTpyAHIOE B cefe
NPOEKTOPIB, W10 TBOPATH I/ HUX NPOEKTH Ha
TkaHuHH. o6 npauroBaTH B TIA gisHUI, Tpeba
O6ysno 6 noixaTv TYOM, Ae € TEKCTUNLHI (pabpHKH.
B To¥ 4ac Miii YOJNOBIK BX€ NMpalloBaB Ha ao0pii
poboTi, i He 6yno AK MIHATH MiCUA MPOXUTKY.

B Iuctutryri A 3aBBaxuna, #HK BHCOKO
PO3BHHYNACL TYT TEXHONOTIA Kepamikua. ke
G6aratcTBO rnasyp Ta pizHopogHMx TauH. S
3aXONUIACk THM | BXKE€ Ha YCProBUH CeMecTep
3anucanacd Ha KepaMiky. Kynuenim cofi koaeco
¥ niv 10 BUNantoBaHHA, 6a3lyrOuHCh HA HApPOIHIX
MOTHBaXx, BHKOPHCTOBYIOUH BaraTcTBO
KONBOPOBOI TNa3ypH, S CTBOPHNA OPHIiHaNbHI
KOMIIO3KIii, TeKOPYIOYH HHMH Ba3W, Tapinku, Ta
ropuIKi. Maso BENMKY KOJEKLII0 CBOET KEPaMiKH.

[Ticns KiNBKOX POKIB 5 MOYANa WYKaTH podboTy
M Haiuia ii y PouectepcbkoMy YHIBEPCUTETI Ha
Amnaromiunomy Bipnini. IMpod. Hxau Kennen,
NUUIYYH 0Opald npo Man OpOH30BI JNHAMKAM,
mocaimkysas 1X. JIng wieil npaii MaB I'PeAT Ha [Ba
poku. Bin npufinas mene Ak naAGOpaHTKY OO L[HX
nocninkeHsb. xKan KenneH no3HaioMus MeHe 3

MikpockonoM i3 Himeyuunn # ¢ka3as, o 1,
NPHCHIVIAKOMM Ti Mali IiCTOTH eTepoMm, Oyay
3apUCOBYBATH MiJl MIKPOCKONOM YCi iXHI Oprahm.
Bin nokaszae MeHi, Ak Ue poOMTH, A [OKNAgHO
[OACHHUB, YOro BiH Bil MeHe BHmarae. Bin Takox
NicNaB MeHe Ha Kypc rictonorii, I BiaTak
pobuna npo3ipku 3 yCiX OpraHiB UMX MaJeHbKHX
TBapHHOK. Barato HiKaBUX 3aBgalbL A
BMKOHYBAJla BOPOROBX ABOX POKiB Ta 6arato TyT
Hapuunack. JIxan KejuleH OpomoHyBaB MeHi
npanioBaTi npu a-pori ToGiHori, akui pobus
[OCHIIM 30 WYPAaMH B MiNSIHUI HEPBOBOI CHCTEMH,
ane A BOJIJA MPaUoBaTH B LIMATAI.

Moss pofora Oyna cnokinHa, LUiKapea,
HEeBUCHAXNMHBA, | 4 6e3 mepeBaHTaXeHHA cTaja
NPoONOBXYBATH CBOI MMCTEUBKI cTymii, Gepyum
KYpCH ManApcTBa W pirypajibHOrG PUCYHKY B
Pouecrepecbkomy TexHonoriyHoMy [HCTUTYTI.

31 wmana pofBporo npodgecopa, [Ilitepa
Borensipa, faKuA BYMB MEHE LMX TIPEAMETIB.
Hapuanus BinGyBanocs nBa pa3M B THXHI
BEYOpaMH, Y BIBTOPOK i 4erBep, Big 6:30 mo
10:30. CrymeHTn yknapnanad KuibKa KOMMO3IMUIA
MEPTBOI MPUPOAW | BIATAK MANMOBATH, KOXHHHA
3a CBOIM BHOOpOM, CBOIM cmocoGoM, AK Gauus i
Biguyeas. IHmMM pa3oM Mu poOunu KOMNo3uuii
popM i KONLOPIB, CTBOPIOIOYM aABCTpaKTHI
kaptuaK. [lin kiHeups nekuii CTYOHeHTH CHUILHO
BHCJIOBJIFOBANM CBOI CMOCTEPEXEHHS NP0 KOXHY
KapTuHy. [lpodecop, BHUCAyXaBIIN CTYNEHTIR,
nasaR ceoi 3aseard. Jlekuii Ilitrepa Borenspa
Oynu nyxXe LiKaBi, 1 HIKONK He mponyckana ix. Y
HOro HaBYaHHI MEHi NONOGANoCh Te, UI0 CTYAEHTH
MOTJIH cBOGIgHO BUABAATH cebe. Ta foro MeTona
3pOMXKYBana OinblUy BHHAXIAJIHUBICT B TBOPYOCTI.

Ilicns pgBOX poKiB mMpali Ha AHATOMIMHOMY
Bigaini B PouecTepcbkoMy YHIBEpCHTETI, Kype
ricronorii meHi npunascs. S nictana poboTy
TexHiuHoro nsbopanTa y [Ixeneci Llnutani Ha
NMaToNnoriyHoMy Bimmini. TyT A micnd KinbKoX mT
OCACHyJIa € OfHY ChelisnbHICTh, HAaBYKNAcA
BOJIONITH eNneKTpo—MikpockonoM. Ilpaurosana s
NOBLUMA Yac MpA AochinkeHHAXx a-pa Jxana
Ab6GorTa. BigpTak MeHi 3ropoM npuoinuu
oKpeMy ns00paTopild Ha AoOcCnigyoOMYy  Biamimi
BHYTPILUHIX HEeayr, fiky s NpoBaguia CaMOCTIAHO.
Tyr poGora 6yna 6araTo Ginblie BiANOBiTanbLHA,
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yuM Ha yHiBepcuteti. Ii Gyno Ginblie, it BOHa
BiAHOCHNAch N0 XBOPMUX JIOfEH, 10O 36INbILYBANO
BinnosigansHicTs. A npauroBana cama i, webd
3aKiHYATH poboty,  Hepas NPUXOINUIIOCH
npautosaty¥ roguHy noswe. [o wkonu s ixana
npaMo 3 pobotn. [lo popo3i Bctynana po
XapyoBOro CKneny, KynuTd gemo 3'icTd i cKopo
ixana fo wkonu, uio6 3anapkyeBaTy aBTo GaUXKue
OynuHKy  MHcTeubKoro akyaeteTy.  Toni,
3'IBIIW, W0 3aKynuaa, Choilmaack OO0 KJACH.
Hepas Gysano, wio a1 6yna gyxe BToMacHa, ane,
KOJIM TIDHXOAWNa N0 KNACH, CTasuna WITANIOTY,
BiiKpHMpajsia chapfu TAa mnNoYMHanNa MaNKBaTH,
30BCIM 3a0yBana nmpo BTOMY.

TopTpeTie MeHe BuuB npod. Crenni [opron,
nodput noprpeTuct. KoXHMA MalloBaR No—
cBOEMY, AK OGauue Ta sk siguyeas. [lig uac
4YeTBepPTOi OAMHM JIEKUii BCI CTYOSHTH 3BUYAMHO
NEpexoguiM 3 NpogpecOpoM BiAl 1UTAIKOIH [0
WwTanrd W OOroBOpHOBaNM KOXKHUM NOPTPET
okpemo. ['onoBHOO yBarow Oyno nMonoXUTH TiHb
i ceiTno y npasunnHe Micue, wWOO BiAgaTH
noaibhictb. BimHocuuK 3 npodecopoM Gynu ayxe
wupi, Maibxe npuatenbebki. [licns nekuii, 3aku
MM 3n0xuny ¢apbu, NOOMHUNM TieH3ni, Bce
NOCKNanany, NOTNSHYIM Ha TOAHHY, TO BXE
Hepa3 Oyno no onuMHanUATIA, a B OyNHHKY BXE HE
Oyno mikoro. CTYOEHTH MaNAPCbKOro BilANy
PO3XOAMNHMCh  3aBXKAW  Hadni3Hiwe. Yacom
6yBano, KOMM AaBTO 3HAXOAMNOCH Ha Janekii
CTOSHII, a A BUAOY 3 TAXKKOK KaceTow 3
capbaMH Ta 3 MOKPOK KapTHHOK B pYyKax,
KOTPOIO BITEp FOMNAR Ha BCI CTOPOHM, S yynacs
WACIMBOKY, OOHBUIXCL 10 aBTa.

B Pouecrepi fyxe rocTpi 3uMu, 6ypaioTE BITPH
M CHIroBii Taki, WO c¢Bita BoxXoro He BuAHO. A
[HeTMTYT NnoGynoBaHui reTh 33 MICTOM MaiXXe Ha
noni. 3are Jitom Tam uynoso. [dopora ponomy
6yna nmpocra eKCnpecoM Tak, (o iXanoch
RONOMY, Bignoduparoud. Ha Binmini BHYTpIIUHIX
Henyr y [Ixeneci llnurani g npautopana 17 pokin
ax ao 1979, Toail MeHi cnoBHUIOCE 62 POKM, 1 A
milna Ha nexciro. 5 ayxe nwbuna csow poboTy,
BoHa Oyna w0ikaBow, ane A BXeE XOTiNa
3aMUIIMTUCh BIOMa, WOO NPUCBATHTH BECh Yac
A4 MHCTEUTBA.

174

[lo kinbxox miTax nmicns npuizny N0 AMEpHKH %
BKJHOYKAacs B unenn Mucreuskoro Knwby B
PouecTtepi — AMPOHOMYBAAT 1 KOXHOTO pOKY
6pana y4acTb y #oro 30ipHMX BUCTaBKax. 3a cBoi
nmpaui onepxana kinbka Haropof. Bwcraensna
oniiHi KapTuHH, OaTiku, KepaMmiky, BUOIAKH,
eMaJli, MOHOTHUITH TAa NUCaHKHU. H TakoX € unenomM
O6’epnannn  Muctuis  ¥YkpaiHuis B AMepuili.
Heski yuuTeni 3 rabckyiis, IO  BHATHb
ManoBaHHA, 3BEPTAIHCL OO MEHe, Wod s fana
BEUYOPAMH KiJibKa JIEKUIA NUCAHHS NUCAHOK Mepen
BenuxonniMu CeAaTamu. S nyxe pago ue podnna,
i nexuii MMcaHHA MUCAHOK BinOyBaJIUCh ¥ KiNbKOX
raickynax. Ha Ti kypen npuxoaunu crapiui nasi,
a TAKOX CTYIEHTCbKa MONOb.

51 Taxko nepeXuBard HEmOIIO HALOrO Hapony
W Gonilo Hag TUM, LIO HAula MONORL Npo LUe
HebGarato 3Hae. BasgBum ue min ysary, A
HaMaJIFOBaNla CUMBOJIIYHI KAPTMHH, KOTPI MOXYTb
CIIOHYKATH MOJIOfle NOKONIHHA BXUTHCE B 1L
TPariyHi MOMEHTH 3 Hawoi IcTopti 1 Ha HHX
BHXOBYBaTH CBO€E Hacligasd.

[Npu6yBan g0 Amepukn, S nobaumna, AK TYT
yci HAPOAM XWBYTh BiLHUM XWTTAM, IIEKAHTh
CBOIO MOBY, KYJLTYDY, 30epiratoTh cBOi Tpanuuii.
A Haul HApOA Ha CBOIW PigHIA 3eMAi no306aBAeHUA
UBOTO BChOTO W 3a 0GOPOHY CBOIX HaliOHANBHWX
NpaB TEPNUTh XKOPCTOKe nepeciinysadus. Lli
nepexXWBaHHA NPUBENH MEHE [O CTBOPEHHS
KapTHHH «[IBA CBITH». AMEpPHKY
npeactasneHo i3 cratyeww «Cpobomu», KoTpa
Haye BiTa€ ycix, o MpuOYBalOTh 40 L€l KpaiHH.
TyT y BiZKPHTOMY CYCMIJLCTBI BOHHM NO—CBOEMY
BAALITOBYIOThCA H MOYYBAIOTHCH MIACTMBUMH.
Haromicte CCCP npeactasneHo  THOPMOIO
HapoliB — nekaoM Ha 3emni. [loHeBosieni
Hapogy OnararoTe OONOMOTHW, TOMASNAKOYH HA
AMEPHKY, K HA MOTEHUIANBHOIO BU3BONUTENS,

BigTak A HaMmangsBana uwe IHII CHMBONIYHI
KaptTuHu  AK: «BiHHuuA», «XpecHa popora
YxpaiHcekoi Marepi», «¥YkpaiHa cbOrogHi»,
«¥YKpaiHCbKa MaTM Ha TpaHi JBOX CBiTiB»,
«Cnbip», «Heckopena  YkpaiHa», «PyiHu
¥Ycnencskoro Cobopy» Ta kapTuHy «o Bosi».

HMocnigHMky y BiNBHOMY CBITiI yBaXaroTh Halll
UepPKBH  NOPOrouiHHMM  ckapfoMm  CBITOBOI
KyNbTYPH, TOMY Halli OKYNAHTH 3acyaMmiu ix



(uepkBHu) Ha 3nMmieHHd. lle# raneGHMI 3AnOYMH
NPH3BiB MeHe N0 3MaNbOBYBAHHA THX XK€ LEPKOB,
mE6 xou femo 30eperTH 3 IXHbLOI KpacH. | Tak 5
Hamamosana: Karenpy Cs. Kpa y Jlbbosi,
nepksy CB. Mukonu y Kpupynusx (3HaxonuTbea
B Myizei Bnaxeuniworo [larpiapxa B Pumi),
uepkpy B SmHiM, MukonaiBcbky LEpPKBY B
Kononnomy, uepksy Ce. ITapackesii B Kpexosi,
Ycenenceky uepkBy B [lyGiBusx, LNEpKBY B celi
Konopa Ha 3akapnarTi Ta uepkey B ceni Cyuusi,
A€ HApORMBCS MIM 4YONOBIK, 1 KiabKa iHLIMX
LiePKOB CTBOPHIA B EMaJi.

Zanumuswn pobOTy B WINMTAN, A NPHCBAYYIO
6araTo yacy gia Mucteurpa. HacTo BHIXIXAEMO
3 YOAOBIKOM Ha niBAeHb Bin Pouectepy, ne €
NPEKPacH] KPaEBUAM: H MAJKOK NeA3ax, a BiH
yurae cobi moce. TakoX JITOM YM [ OCIHb
inemo no Tawrepy H.M. Tam, sinsinaswm
Ykpaidcekuit KynwTypuuit Ocepepok, igemo B
npuponay. JI1o6n0 3ManboOBYBATH TaM TIPCbKi
KPAacBUIM, KOTPI 10 NMEBHOI MiPH KAaralyloThL MeHi
Hauni Kapnatu. Xutu B ropax A He Morna 6.
Il'opa 36au3bka TAKMTL Ha MOIH  ayLui,
npurHo6nioe MeHe. $ oG piBHUHY, NPOCTIp,
Aanekuédl ropum3oHT. barato HaTxHeHHA [0
ManBaHHA [aKOTh PpPOYECTepchKi Napku, a
oco6nupo Ilapk Go3iB, y KoTpoMy aGaisiMBo
nnexamTk 603M 3 yCiX KOHTHHEHTIB 1 KpaiB.
B nopy iXH50T0O UBITIHHA MPHIKIXAIOTH TYPHCTH
3 YCBOTO CBIiTY, W06 3 NOQUBOM OTNANATH iXHIO
Kpacy. 5l Hamaniosana TpM KapTHHH B Nepion
iXHBOTO UBITY. Mak TakoX NO KiNbKa KapTHH 3
I'aitnenp TIlapky, Enncon Ilapky, [Ixeneci i
Be6crep napkiB. 3anroOkH Maniwr KBiTH, ane
HallKpalwe 3ManboBYK) IX, AK BOHH POCTYThb ¥
MOEMY ropolli, a ix TyT Tak Oarato W Taki X
KpacHi Bonu. Konu noropa He ponucye, 1
npauioioc B emani, abo pobarw KoMnosMuii B
6artiky, 4yoro s Hasuusack we y JIkBoBi, a TYT
Ginblue #Oore po3BHHYA.

IMpanroroyn Hag MOHOTHITAMHU, S MILUNA BNepeq,
i BUKOHYIO iX y CBili cmocif, picTalouu BeNMKHi
edekT. Yci MalOTh NOAMB, Al€ HE MOXYThb
36GarHyTH Moix 3acobiB.

Konuce 6arato yacy npucBaATHIIA A0S KEPaMikH
# Malo rapHy xosekuiro. Tenep MeHi He BUCTaqyae
yacy Ha L€, afe KOJIW TIfHY Ha KepamiuHe

KOJECO, 3aBXAH TPHXOAMTL TNOCTAaHOBA, WIO
KOJIUCH 1€ BEPHYCh 10 HbOTO.
Ilepmy Mol  iHAMBiIIyanbHY  BHUCTaBKY

pnawitypap y Povecrepi 47 Binmin Corozy
Ykpainok 8 1976 poui, 3 Toi BHCTAaBKH A
oflepKana NpUXMALHY PeleH3ilo y MiCLeRiH npeci,
a Takox i B «Cpoboni» 14 sepecud 1976 p., axkoi
asTopoM € [-p Muxadno Jlosza. Kapruna
«BiHHMUs»  3poOMfia  BeSIMKE BPaXKeHHA Ha
KOopecnoHaeHTKY 3 MucrenpHoro Knwdy B
Pouectepi —  A#ponaexksaiit, [lasninu
Peiutinrep. Bowa 3pepHynace o MeHe 3
MPOXaHHAM, W00 % BUCTABMNA LK KapTHHY 3
KOPOTKHM TNOACHEHHAM ¥y Micuesii 6ibnmioTeui Ha
WnuA Micsauk. BoHa W Hanucasa NpUXWILHY
peleH3ilo B MICUEBIA Mpeci 3 roNOBHOK YBarow
Ha KapTHHY «BiHHHU#A». AlfponaekBait [pec, 5
cepnHa 1976 p.

Yeprosa eucraska BinBynaca y Hiarpa dannc
B Kanani B I'anepii nonpyxxs KonsHKIBCLKHX,
Bin 15 KOBTHA mo 5 nucronapa 1978 poky. B
HENINKD, MICA BIIKPUTTA, A po3Ka3lana npo
icTopiro  BMOIAKM, BiITaK 3aneMOHCTpyBaja i
TeXHiky. Jlrogei Gyno 6arato, 6o B TOH O€HL 3
JiTpofiTy npHixana BeJNKa rpyna XKiHOK, YIEHOK

Coro3y YkKpaiHoK, $Ki NpHiXand OTAAHYTH
raiepilc Ta MOK BWCTABKY | NpH  TOMY
NO3HAHOMMTHCE 3 TEXHIKOK  BMOIMku., A

o

BUCTaBNANA ONiIAHI KAPTHHM W aKpuiikK, MiX
KOTPMMHA OynM CHUMBONIYHI KapTMHH, UCPKBH H
KpacBuoM. bBynu Takox niHOpUTH, KapTHHH
BHKOHaHI TexHikow Oatik i Bubiiikn. [nn
inrocTpauii ceminapa BMOGIHKM # Mana roOTOBI
BHGIMKOBI 00OpycH, 611103KH, CYKOHKH H PYLLHHKH.
byna rapna xonexuist KepamikH.

Tpetra BucTaska BinGynaca B Pingnenvdii, i
cnorcopyBas Cryaidaui Ocepenok YKpaiHCBKOI
Kynbtypn B Menop IxyHiop Kanegxi B nHAX Bin
18 mo 26 xoprHa 1980 poky. IlpuBe3na A Takox i

CIOOM CBOI CUMBOJNIYHI KApTMHH, UEPKBH,
KPa€BHIH, NiHOpUTH, OaTik, eManb i BHOifiku. B
ACHb  BIOKPATTA  BHCTaBKM noroaa Oyna

thatansHa. [Jow nmapnas Tak 3JUBHO, LIIO TPYIHO
6yno ixatu aBrom. OnmHak nwobuTeni MUCcTENTBa
NOTPYRWIIHCA NPHATH, W nybmika Gyna noGipHa i
AOCUTH YUCIEHHA.
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Bucraeky siakpus npod. [lerpo Meruk. Y
CBOIX C/IOBax OLIHMB MOKO Mpaljo, 1O CIPaBHAO
MEHI MPHEMHICTL i nonano we Ginbloi OXOTH N0
TBOPYOCTU. 30KpeMa NIAKPecNHB MOE 3MaraHHs
BIATBOPMUTH Ha 4YYXHHI TeXHIKy BHOIHKH,
npu3alyTe Halle CTape HapOJHE MUCTEUTBO.

B noueninok paHo a1 neMoHcTpyBana BuOIHKOBY
TEXHIKY 1na crymeHtis Menop Kanenxy,
PO3KA3aBWIM IM KOPOTKY ICTOPIKO BUOIHKH, KOO
IOpOror BOHA NPMILLINA IO HAc, Ta AK NOABHIACA
BoHa B Awmepuui. [lepmwma Mapra Bawinrton
Mana CyYKHIO 3 TKaHWHH NPHUKpalIEHOl TEXHiKOH

BUOIAKM, KOTpa 3HAXoOUThcd B  My3zel y
Bauwinrroni. KoxhHa crynentka Bin6una cobi
MOTHB Ha KYCOYKY TOJOTHAZ H yci Oyau

3a10BONEHI LIE€I0 NeKUIEL0.

Ha yeprosy Heninio 1 neMOHCTPYBANa NAHAM i3
Coroy ¥YkpaiHok. Ilpuituino 6arato namsb,
HaBiThb CECTPHU Npuixaam 3 Micta 3 YKpaiHCBKOI
Karonmubkoi llkonu npr Katenpi 1 Gynu BOHH
Ayxe pagi 3 wiel neknii. 5 noscHoBana, nlo
BUOIAKOB2 TexXHIKa INOABWIacd B YKpaiHi B
OOMHANUATOMY CTONITTI, OHAK HE PO3BUHYJACA
WHMpoKo, 60 JOMIHYBANO TOAI AyXe Aobpe
po3suHyTe TKautBo. LoiHo B mnonoeuHi 18
CTOMITTS HAPOA MPHIHAB i TaK IUKPOKO, LIO BORA
cTana HAPOHIM MHCTELITBOM, ITani 3
3aXOIUICHHAM B3sUIUCh o po6oTu. Ha 3Miny omHi
BUPI3YBaJdM B30OpM HA IUIMTKax 3 JIHOJEYM, a
apyri BinGupanu BXKe Ha TKaHHHaX. [eqaki 3 naHb
cTapworo Biky mpuraganu codi, AK TO KOMMChb
BOOMa CeJsHM BinOMBanu TMpepi3Hi B3OPH Ha
AOMOpPOOHOMY MOJIOTHI, Ta WKMAK cobi cmigHUUi,
kabaTH, 3acloHM 00 BIKOH Ta 0arato iHIUMX
peyeil mia npukpacH xatH. [IpuxmnbHI peueHsii
nogeunuca: n. A. Knumoscbkoro y «CroGoni» 14
nucronana 1980 p., np. Hatani [lazynsk B
«AMepuii» 25 xobTHa 1980 p. i M. Mucak y
«CBoGoni».

Cowa Yxpaisok y Borepeair H.W. aanpocus
MEHE 3 BMCTABKOK SIKpa3 MNepel BeNMKOAHIMH
ceaTamn 12 kmitha 1981 poky. Tyr 4
AEMOHCTpYBana  TexHiky BuOIlKW 1 anf
aMepHKaHLiB, 60 B TOH ACHL KOMITET 3anpocus
BOTEPBMITCBKY  rpoMaay  BilBigaTH  iXHi#
tdecTBant. 3anpocunM  TaKoX  TeJeBi3ifHY
CTaHIi}0, 1 BEYOPOM Ha HOBHHAX OYJIN BHCBITNEHI
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¢dparMeHTH 3 ecTuBan, a B TOMYy H MoOi
KapTHMHH 3 MOACHEHHAM. Micuesa npeca B cTaTTi
npo ercHBalib OPUXHUILHO BHCJIOBUNAChL TNPO
BucTaBKy. PeueHsis penakropa Isana [lypGaka
6yna mowmiumleHa y «Csobomi» 14 Tpashs 1981
POKY.

Yeprosa BucTaBka BinGynaca y Kanapcbko—
Ykpaincskit Mucreuskiii ®yupanii B TopoHTi Bif
13 no 27 uepBusa 1981 poky. # npmeezna cBoi
KapTMHY B ['ATHUOKO BnonyaHe. Koau
npuHecna ix no Tlanepii, aupektop Muxaiino
lllachpaniok rnsHye Ta # Kaxe: «boxe, Ta 1ie He
6yno y Hac BHCTAaBKM 3 TakKHMH BEJIHKHMH
nonoTHamMu». lle cnpaBni BenMki monotHa. S He
Maniol BKe OiNbllie TAKOTO BEIUKOro hopMaTy,
60 TAXKO 3 HUMU BO3UTHCA.

B cybory o 7:00 ronuHi Be4OopoM BIIKpUB
BUCcTaBKy naH Bacunb Bepura. Y cBoemy cnosi
BiH 3BEepPHYB YyBary Ha MOK piIHOMaHITHY
TEMATHKY, KONROPUT Ta BeNMKUA [iANa3oH
TEXHIKH.

Tyt A 3ycTpina c¢BOIX 3eMIfKIB, SKUX He
f6auynna TpmausTh pokis. Lle cnpaBuio Ham
BENHKY PamicTh Ta 3afMMUIAIO rapHi CMOMHHM,
TuxkneHb Ni3Hillle B HEAINK) BMONYAHE OPUALINO
faratTo naHb, WO XOTUIM MNO3HAHOMHUTHCE 13
Bubiikopory  TexHikow. IlaHi Bipa Ke,
JKYPHaJICTKa, NPENCTABMUAA MEHE MaHAM, | BOHU 3
3aLiKBJIEHHAM BACAYXanM ictopito Bubiiku. Konu
A moyajga BWMpi3yBaTH B3P 1 BigOuBaTH Ha
TKaHMHI, TOAI AesKi NaHi npuraganu cobi, K Yy
TPUALUATHX pokax y JILBOBI NaHi HOCHIH CYKHI Ta
KOCTEOMH 3 JILHSHOTO [OJIOTHA, MPHKPALIEHOTO
BuGiikow. OpHi nadHi npobGyBanu BHUPI3yBaTH
B3ip, ApYri BinGuBanu Ha nmonoTtHo. Bel 6ynu pani
i 3agoBoneHi, a @OEKOTPI HaMarajuch TAaKH
ONAHYBaTH TY UiKaBy TEXHIKY, 100, KOpUCTAIOUH
3 Hel, HANATH YKPAalHCLKHIA XapakTep CBOil HOLI,
cBoif xaTi. Ilani Bipa Ke Hanucana peueHsiro Ha
10 BUCTaBKYy, wWo Oyna nomiweHa B «Hoeomy
waaxy» 22 cepnus 1981 p. ta B «CBoGOMmi» 1
#oBTHA 1981 poky.

Bintak BinGynacs mos Buctaska B Hero-Hopky
B O6’ennanni YkpaiHcbkux Muctiis B AMepuni
Bix 13 no 20 sepechs 1981 poxky B ixnii [anepii
npn 1362 EseHbro. Bucrasky BiIKpUB rojosa
OMYA maecTpo Muxaino YepelurHbOBCEKUH, a



OoKNafHie Mpo MOKY TBOPYICTL PO3Ka3laB
maectpo Mocudp Tynux. $1 sucrasnsna 64
KApTHHH, B TOMY OynM oOnii, akpHlIiK, eManh,
6aTik, NIHOPUTH, MOHOTHIMK Ta BHOIAKKN. Takox i
TYT 1 I€MOHCTpyBana BUOIAKY AJIS NaHb. Hocud
Tynuk HamucaB NPUXWIEHY PELEHIIN Npo LK
BHUCTABKY, 3BEpPHYBIUM OCOOAMBY yBary Ha
CUMBOJIIYHI KapTHHU. Pellen3sis Oyna nomiuena y
«Csoboni» 26 BepecHa 1981 poky.

Micas Huto-Mopky a micTana 3anpolieHHs 1o
Faminbrony B Kawnani. B [aminekTOHi nani
HaNGinblle XOTINM  HABYMTUCH BHKOHYBATH
TeXHIKy BHOIKH, ane ¥ mpH TOMY BAIITYBAanH
MEHI BUCTaBKY B Hefink 6 rpynns 1981 poky npu
IlpaBocnasnin  Hepksi Cs. Bonoaumupa.
CemiHap Bubiliku OyB TyT HaANOBaXHilUe
norpakToBaHuit. [lpa nosHi AHI naHi npauoBany
3 BEJIMKMM 3aB34TTAM. Bouu cnpaeni onanyeanu
TEXHIKY BMOIHKH i KOPHCTYIOTbCA Heko. [lyxe
NPUXWJIBHY PELEH3il0 Ha BACTABKY Hanucas lOpii
lanac, we 6yna mnoMilleHa y  YAcOMHCI
«Ykpaiucoke Exo» B Topouri, Kanaga, 27 ciuna
1982 poky, a BiITAaK MNEPEAPYKOBAHA B
aHTTIOMOBHIN «AMepuili» 15 6epeaus 1982 poky.

3uMO10 f1 IHTEHCUBHO NPaLlOBaNa HAL iIKOHAMU,
BUKOHYIOMM 1X B A€YHIH Temnepi, oJiii 1 B emani.
[ToceaTHNa AOCUTL Yacy CBOIM MOHOTHIIAM.

Becnoto B ansix 8-9 TpaBHa 1982 poky Coro3
¥YkpaiHok, 47 Bingin, ynamryBag MeHi BHCTABKY
B Pouectepi. BoHa Binfynaca B aBaIMTOPIi LIKOJIH
Cs. ﬂocat])a’ra. S BucraBnana onii, aKkpuiik,
faTik, eManb, MOHOTHIIM H I1KOHM, BHUKOHaHI
pi3HOK TexHikow. Ha nro BucTaeky 4 3anpocuna
CBOIiX KONMIUHIX npodecopiB 3 PoYecTepcuKoro
TexHonoriyHoro IHCTHTYTY, TOBapHMILIB i3 CTYMIM,
Mucreubkuin Knwb, Ta aupexTopky «ApTt dop
[peitt Pouectep». Bei BOHU ornsinand 3 noaueom
MOT Mpaui y pi3HMX XXaHpax I piIHiA TeXHINI.

Oupektopka «Apr dop [peitr Pouectrep»
Cecra Ilykcrak 3anponoHyBana MeHi 3poOMTH
BMCTABKY Yy IXHBOMY HOBOMY NpuMilieni. 5 myxe
pano npuiHANa L0 mnponosuuito. Bona Oyna
3axonneHa MoiMu  mpauamu.  [lepernauyna
KapTHHH A cKa3ana, KOTpl BOHA XOTina 6 MaTH y
cebe Ha BMcTaBui. 3a Kinbka OEHb s OTpHMAana
NMOBIIOMJICHHA, WO BOHAa X0Ye MAaTH MOK
BHMCTABKY Ha [EHb BIIKPUTTS [(XHbBOTO HOBOTO

npumMiieHHs 10 udepsusa 1982 poky, 1 wmo
BHCTABKA NOTPUBAE 00 KiHug aunHsa.  Lla
BMCTaBKa Oyna AN aMepHKaHUIB 3 MUCTCLBKOTO
cepepoBuwia. BoHa s Hux Oyna  He3MipHO
uikaea, 60 TeMaTHKa BIOMIHHA, 1ISNa30H XKaHPIB
Ta TEXHIKH LIMPOKHIl, UMM BOHU OYNH 3aXOTJIEHI.
Ilpo uro BucTaBKY 6yJ10 NOBIIOMICHHN Y MICLEBill
npeci. BanenTHa MakoOroH Hanwcana peueHsio
HA 10  BUCTaBKy, Wo 0Oyna nosileHa B
aHIJIOMOBHIN «AMepuui» 28 yepsHa 1982p.

Y BepecHi 1982p. KaHagceKo-Y kpaiHcbKa
Mucrreunka @Pynpauis 8 Toponti Kanana,
ynawrtyBana Ceitopy BucraBky YkpaiHcekux
Mucruie, i Bupana Karanor. 5 Opana B wiit
Y4aCTh, BUCTABAAKOYM OB emani; «Iuki KOHi», i
«KBiTH».

Kapruna «Cubip» € napykosana B KHuii
Teopuoctn  YkpaiHckkux ~ MucTuiB  nosa
BarexiBumuowo 1981p. Bumaseus — «HoTtaTku 3
Mucreurga».

Tex B «HoTtaTkax 3 Mucteursa», 10 iX BUOAc
«O6’ennanna Mucrtuip YkpaiHuie B AMepHLi», €
APYKOBaHI MOI npaui B crmigyrounx uucnax: 20, 21,
22,23,24, 25,1 26, Ta «IcTopis BUOIHKA» B 4. 21.

B kBapTanbHuky «@opym», B 3UMOBOMY YUCITi
1980 p., € cTaTTA NpO MOK TBOPUICThL «LlepKBH
Teepnoxnib», Hamucana pefakropoM. B Hif
MOMILLEHO M'ATb MOIX KapTHH LEPKOB.

Ha u4epry nprimos i Keebek. Jlira
¥kpaincbkux Katonnuekux Kinox npu Llepksi
Ycenewws  Boxoi Marepi  3anpocuna Mene
YAALITYBATH BMCTABKY i 1aTH cemiHap BUOIAKU B
MonTpeani B nHax 23-24 kBiTHa 1983 poky. Xod
no MonTpeanio fopora ganeka, A 3 BEIUHKOKO
NPpUEMHICTIO HAa L€ norogunaca. 3 3 ycima
BMCTaBKaMM i30Ky pa3joM i3 CBOIM UYONOBIKOM, i
Pa3oM 3 NMPUEMHICTIO BNALILITOBYEMO BUCTAKH.
BiH n106HTH MUCTETBO | PAallo MEHI MOMArac.

BigkputTa BHcTaBKH Binbynoca B cyboTy 0 6:00
roauni Beuopa. Binkpuna if ronosa JIYKX nani
Anna Comcon, BigTak nani (. bapaGaw
OAKYBajJa MeHi, U0 5 TPHUBE3Na CHMBOJIYHI
KAPTHHH TaKOTro rMUWBOKOro 3MicTy, 10 Ha JOBrO
janMinaThess  y  ixHil  nam’ati. Ha  cnomuH
nogapysana MeHi TIpeKpacHy NMUCaHKY, AKy caMa
poanucana Ha rycayoMmy #AnuUi. Takox npod.
Slpocnas PynHuubkuit npusiTa Hac Ta nobaxar
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NanbUIMX YCMiXiB ¥ MOi# TBOpYOcTi. BiH npuranas
npo Mot odopMneHHs KHuxXOK B HiMeuuuni i
taxT, 110 ONA HLOTO A o(hOPMHIA OKNANUHKY 0
nepeBuAaHHa  «Jlekcukony» 3u3aHia 3 Haroam
350-nitTa. Ilicns BinkpuTTA 5 3poGMNa QOMOBINE
npo iCTOpi0 BHOIHKHM, a B HeQiNK NonoayaHi
3afieMOHCTpYBasa ii. B noHeninok i BIBTOpPOK 5
nepesena ceMinap Bubiiiku. Ilani 6ynu pani, wo
ONaHyBanu TEXHIKY BHOIAKKM 1 OyoyTrs HEw
NPUKPALIYBATH CBOE OfIHHA, a JIAsl MOjerun B
ULOMY A nojapyBasa iM Kinbka BHOIHKOBHX
Gabokie. 3  MoHTpeanw  BMi3gMiIa  Oyxe
BTOMIEHA, aj€ BIOBHI 3anoBoneHa, Peueniid
MHUCTKMHI AnpisHu Jlucak Oyna mnoMileHa B
«Oxo» S5-tpaBus 1983p., a npod. Spocnaea
Pyanuukoro y «Cso6oni» 6~tpasxs 1983p.
YKpaidcbka Morunaicsko—-MasenuHcbKa
Akanemia Hayk ynawrysana y Qinspenbdii

Cumnositom  y cnpasi  Benamkoro Tlonoay s
YKpaini 20-tpapHa 1983 poky. [Ilpe3aunenT
Axapemii npodg. Slpocnas Pynuuusxni

3afpONOHYBaB  MeHi
CUMBOTIYHUX

3pOOHMTH  BHUCTABKY MOIX
KAPTHH Ta LlEepPKOB Ha UbOMY

Cumnositomi. 4 npuBessia yci  cumBonivHi
KapTuHn Ta Pyium  ¥Ycnencbkoro CobGopy,
Karenpy Cs. Wpa ¥ nepep'sHi [epKBH

I'yuynbiinnu, JlemkiBlnan W 3axkapnarrs, yce
Ha BeMMKHX nojioTHax, [Ipn uift Haropi YMMAH
nNpH3Hana W Ha LIbOMY CHMIO3IKOMI BpydYHna
«['pamoTn [lpu3HaHHA» YOTHPHLOM MHCTUSM 3a
ixui mpaui a came: [letpoBi Kanuyuenkosi,
IMetpopi Merukosi, Banenrnnosi CiM’aHueBy H
MeHI,

B 1984 pow Bim 2 no 30 ciuHa 3axoaoMm
Hinosoro Komitery Kanaom Ta IHCTHTYTY
Cumona Iernopu B TopouTi 3 Haronu 50-niTTs
crBopeHore  Mocksow Benwkoro Tonony B
Ykpaidi B pokax 1932-1933, nin npoBopom a—pa
Onera [ligrafiHoro, ynawroBano B  JxaH
Pobeprc 6i6nioteuni Yhisepcurery B TopoHTi
BUCTaBKY KHIWKOK, JpyKiB, dororpadinn i
KapTHH, NpUcBAYEHUX rononoei. S Gpana y4acrb
Yy TiA  BHCTaBIli, EKCNOHYKHYH  [CB'ATh
CMMBONIYHMX KapTHH. [IBi 3 HUX % HamanroBana
no 50-piuus Benukoro Tomomy, a came:
«CTPAOAJIBHI POKKU B YKPAIHI 1932-
1933p.», Ta «3EMIJIE MOS MTPAOIAIBCBhKA».
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Barato niopeét Ta cTyneHTIB BiBiyBanM L0
BucTaBky. bararo 3anucano cBoi aymku Ta
BpaX€HHsl i3 Hei Yy nNponaM’sTKy KHHUXKY.
Bucraska Oyna BiakpuTa UM micside, Penensiro
npo BHCTABKY Hamucana BanentuHa Makoros.
Ilsn peuenzia O6yna apykoBaHa B «(CpoGoni», 8
Oepe3un 1984p., Ta B aHrnoMoBHIA «AMepuui» 18
4yepBHs 1984 p., a penensia Crenana [opnaua y
«Cpo6oni» 16 niororo 1984p.

IMpuroToBnsouKch no BHOAHHA :1s15]
MOHoOTpacii, 1 No49ana CNOPAMKATH IHIMKM CBOIX
KapTuH. [laBana s 10 BUK/JMKYBaHHA JC KIJIbKOX
npodeciHHAX 3aBefleHL 1 HE MoOrna OiCTaTd
noOpHX 3HIMOK, XOY MNaTuna Benuki rpowi. Toai
g B340a  TpU  CEMECTPHM  BMKJMKYBaHHA
KonbopoBUX doTorpaciik B Poyectepchkomy
TexnonorivHoMy IHCTUTYTI 1 3pobuna no KUbKa
Komi# 3 Oararbox cBoix npaus. A xomuna no
IWIKONH KOXHUA fIeH: PaHO BiJ A€B'ATOI MOAWHH
oo 4eTBepToi. PaHo cTyneHTH nepeBaxKkHO Maswu
TEOpil0, «1apK pPyMH» OyaW BUIBHI, | # MOrna ix
cBOOINHO yxkuBaTH. Kopucrana # takox i3 cybort.
ll[o6 BipHO BiENATH KOJBOPU KAPTHH, TpebGa ix
GanAHCYBaTH, a NpPH TOMY 3y>XXKHMBacTbcH Oarato
yacy i ¢ororpapiuHOro mnanepy, WO KOLITYE
Gararo rpowedt, ToMy CbOroflHi i HE AMBYHOCH,
wo 3a jgobpy npodpeciiny  dotorpadiro
BMMAraoThb BEJIMKI IpoLi.

3afmarouncs MoHOrpadgieto, HIKYIH HE i3auna
3 puctaBkamiu. Tinoku B Pouectepi, 25 naucronana
1984 poxky mana BucTaBky B aBauTopii Ca.
HMocadbata. S sucTaBisina HOBI pedi Manoro
dopmary. Kpim Hawoi rpomanu, BigBiganu
BUCTABKy Oarato 3HalOMMX 3 aMepUKaHCLKOIO
MHCTELBKOTO cepefoBulia. Peuensilo npo wuwo
BACTaBKY Hamucana BanedthHa  Makoro,
koTpa Gysa nomiuweHa y «CaoGoni» 18 ciuna
1985p., ta «HoBomy Mllnaxy» 12 ciuua 1985p.
Peuensis Cyzan Minnep 6yna nomiweHa B
aHTTIOMOBHIA «AMepuLi» 31 rpynHa 1984p.

Aua 29 xosthHa 1985 poky Binpinu 49 i 97
Corsy Ykpaihok B boddano ynawrysanu
iMrpe3y g racnoM «Yadok npns Mysero» i
3BEPHYJIMCA 0 MEHe, OO0 A B3sAna ydyacTb y UiH
IMITpE3i CBOCKY BUCTABKOIO Ta Jaia NONOBIlb Npo
BUOIAKY. 5 pamo npuitHana nponouilo i
BIAlITYBala BUCTABKY CBOIX Mpallb B 3aii IWKOAH



Ce. Mukonas, ge i sigOynacs iMnpesa. ITpucyTHi
O6ynu pyxe 3ag0BONEHI 3 MOET IONOBIMI, KaXyuH,
Mo nouyan ©GaraTo HOBUX BIIOMOCTEH MNpoO
MOXOINXKEHHA | NOWMPEHHd BUOIAKM no wuinomy
CBITI.

3acTaHOBAAOUYNCE Haj aHIMOMOBHUM
pEnakTOpoM, $ 3BepHynack no npodg. EbreHa
Jlunaka, WO BUKJIAJAE aHTNIHCBKY MOBY B
Pouecrepcbkomy TexHonoriyHomy Incturyri. Bin
pano MPUIHAB MOMO TNPOMO3HLiKD, 1 A Nepefana
AOMY BCi CTaTTIi, 10 MAIOTh APYKYBATHCH B MOIH
MoHorpadii. S pana oMy TakoXx anbOoM
KONbOPOBHX KOMii MOIX Mpalb, Wo6 BIH MIr MATH
nopHidiMA  obpa3  Moe€i  ocobucTocTH. Mol
KapTHHM cTBopunu y npod. Jlunaka rapui, cBiTni
BPaX€EHH#, i BIH IBEPHYBCA IO MEHE, YH HE XOTiNa
0 s MaTH BUCTABKY Y iXHil ranepii. 51 oxoue 3 TUM
Nnoroaunach.

Hupexrtop ranepii Pobepr Belixep pomMoBuBCA
3i MHOIO, WO BUCTaBKa BinOymeThbes B 4 q0 3-
rpyaus 1986p. S pana 6yna o 3MOXY NOKa3aTu
MOI CHMBOJIIYHI KApTHHM CTYOEHTaM Ta B3arajui
aMEPUKaHChKI# mybniui, Kotpa marno, abo 30BCIM
HIYOr© He 3HA€ MpPO CTPAlHY MAapPTUPOIOriH)
YKpaiHcbKoro Hapony. Kono koxHol cumBoniyHOi
KaPTMHH MM TNOBICUNM KOPOTKE AHTNOMOBHE
nosicnenna. 'anepis Benuka, npocropa, i a Maia
Harogy BUCTaBUTH Oarato cBOIX npaus. Y
BENMKIA CKAAHIA rabnpoTUi A NOMICTHIIA KYTOK,
1O CMMBOMI3YBaB YKpaiHy: lkona Boxoi Marepi
3 BHLIMBAHMM PYLUHHYKOM, BHUIMBAHi CEPBETKH,
BuOifKa, Kkepamika Ta mnucanku. Ha Bepxy
cknsHoi rabneorkm  Oyna  mana  YkpaiHw,
iHbopMaTHBHI NETHOYKM Npo YKpaiHy Ta npo
YopuoOunbebky KatacTpody. B neHb BIIKpHUTTA
4 TpyaHA BUCTABKAa CNpaBiasjia rapHE BPaXKEHHA
BKNIOYHO i3 TONOBHHM CTONOM YAEKOPOBaHUM
YYOOBUMH XPH3IAHTEMaMH OCIHHIX KOJLOpiB.
Pobepr befikep 3anpocMB KOpPECNOOEHTKY 3
«Taitmc KOnbiion» ornanyTu Bucraesky. Boha,

OTNSAAHYBUIM  BHMCTaBKYy, HAnucana MpPUXUIbHY
PEUEH3i10, KOTPIN MPUCBATHIIA MIBTOPH CTOPIHKA
B «Taimc KOubiion» 10 rpynus 1986p. B peuensii
BOHa mnowmicTuna kaptuHu: «Benukwit Conon B
Yxpaini 1932-1933p»., «BiHuuuio» Ta 3HIMOK 3
BMIOM HA BUCTABKY. BucTaBky ornsHyno 6arato
aMepuKaHiie, 60 3 NOABOW) CTATTI B TaleTi f
orpuMana OaraTto TenedOHIYHUX 3ZBEPHEHL 3
BEJIMKUM NPU3HAHHAM Ta rpaTyasliaMmu.

Ille y JeBoBi 6Gyna B MeHe MUCTelbKa
6ibnioTeka, a B Hil i KHMXKH TpO MUCTLIB
3axinasoro Csity, Ak Binuent Ban-Ior, [TaBno
Cezan, I'enpi Manryin, T'enpi Marice, Knson
Moume, [1asno INoren Ta 6ararto iHmux. d nobuna
CTYRIIOBATH  THUX  BEJMKMX  MaWCTpiB, Ta
3aXONIIOBANAach iXHLOK TBOpPUICTK. B Amepuui
TakoxX f Opugbana Benuky ©OibnioTexky Ppi3HUX
NiMAHOK MUCTELBLKOI TBOPYOCTH, 60 5 A06M10
MaTH CBOIO BJNAacHY KHUXKY. 3 TeKCTHIbHOI
MIAHKHM [OpO  ILIOBKOAPYK, (POTOLIOBKONPYK,
BUOIAKM, OaTiK | TKAUTBO, a BiATaK KepaMiky ¢
emManb. TakoX Mat0 KHMXKH NIPO CKYNLOTYpY,
ane Haibinblie npo ManspctBo. B mene € i
4YUCNEHHA YKPAiHCbKA MHCTELUbKA JNiTepaTypa,
AIKa 3IHAAOMHUTL MeHe 3 HAallKMM MHCTLSIMH Ta iX
TBOPYICTIO TaK B YKpaiHi, K 1 B isSicnopi.

Tyr xouy 3rapaTtd, wo Mox gouka Opucs
TAaKOX MAae TaNaHT [0 ManwoBaHHA. Bona
3aKiHYMNa MHMCTEUbKi CTYAIi B ALISHLI MansgpcTRa
B Temnn VYnisepcureri y  Pinagenwdii.
MamwoBanns  OpHei  BigoGpaxkyloTh ocobucTo
YSIBJIIEHI KPAaeBMAM. Y>KUBAIOUU peyel LOJEeHHOTO
YXUTKY, BOHAa TBOPUTH MOHTaXi, KOTpi
apXeoJOTiYHO NOKYMEHTYIOTh XHUTTA HALLIKUX [HIB.

A nakywo Borosi, mo gaB MeHi 3MOTY BUSIBUTH
cefe y MUCTEUTB! | BUCJIOBUTH B HEOMY JIOGOB 10
CBOrO Hapoay, Nepejarodu B KApTUHAX BeMHKi
Woro crpaxpaHua Tta Sopotb0Oy, Ky BiH Befe Ha
PIAHMX 3EMISX 3 OKYNIAHTOM.
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AUTOBIOGRAPHY
IRENE BANACH-TWERDOCHLIB

The town of Vynnyky is nestled within a beautifully
foot-hilled region of Ukraine. On three sides, it is
surrounded by colorful, wooded hills, while to the
east, in contrast, a lovely, seemingly endless horizon
spreads across a wide extended plain. In ancient times,
the area was inhabited by the wine producers of the
royal palaces, and the name Vynnyky comes from the
Ukrainian word meaning “wine”. Today it is a suburb
of Lviv in western Ukraine. Lviv residents were in-
spired by the beauty of our village, and every Sunday,
pleasant and joyful excursions were often made there.
The winter was a time for our skiers, as well as those
from Lviv, to demonstrate their skill.

In 1842, a large brick church, which was decorated
by artists Modest Sosenko and Hrynevych, was
erected. Aesthetic life of Vynnyky blossomed. Soon
there was a town hall and a wonderful collection of
books. Living in Vynnyky, I often benefitted from its
library which was located at the center of the village’s
cultural life — the “Prosvita.” The residents of Vyn-
nyky were the first to erect a monument in Halychyna
to the memory of Taras Hryhorevych Shevchenko —
the famous Ukrainian poet of national consciousness.
The unveiling ceremony on September 28, 1913 was
an extraordinary event. The sculptor Yaworsky crafted
the structure according to 2 design made by the ar-
chitect Oleksander Lushpynsky. The monument was
damaged during the Ukrainian-Polish war of 1918—-19,
but was restored by artist-sculptor Andriy Koverko.

The residents of Vynnyky also were the first in west-
ern Ukraine to erect a memorial to those soldiers who
died in battle with the Poles for Lviv. These men were
buried in the Vynnyky cemetery. The monument, the
work of Lonyo Lepkyj, in association with artist An-
driy Koverko, is a three-meter high, unfired bullet
which symbolizes the unfinished battle with Ukrainian
oppressors. The front of the bullet bears an engraved

tryzub (trident) bordered with a guelder-rose branch.
Each side of the bullet is flanked by a stone cross,
with the inscription “1918-1919.” The monument was
blessed on the first Sunday of June, 1922.

It was in Vynnyky that | was born March 27, 19I8.
Memories of my childhood and early youth there are
always pleasant,

I finished my public school education in Vynnyky.
I had enjoyed painting since childhood and that was
the artistic area in which I excelled most. My older
sisters, Stefa and Marusia, were educated at the semin-
ary of the Basilian Sisters in Lviv. They too excelled
in art and continue to paint to this day.

My drawings and paintings always brought a smile
of satisfaction to my father’s face. He gladly bought
me paper, paints, colored pencils, and I would try to
paint something nice — something that would please
my father. 1 willingly painted the flowers in the gar-
den, the neighbor’s house, my sister Asya and I going
to school, the puppies by the house (we had three),
and anything else which came to mind. [ would bring
my creations to school and give them to my friends,
and at times even the teacher accepted my gifis.

With the approaching Easter holidays, my mother
painted very beautiful pysanky (Easter eggs). Eagerly
I would sit next to my mother in the evenings and
create my own designs for pysanky so they would be
different from mother’s. And mother would take pride
in that, and show everyone in the house what lovely
pysanky 1 had decorated.

From childhood I had wanted to study painting. So
upon completing high school and learning that the art-
ist Felix Vygzhyvalsky, chief designer of the Lviv
Theatre, was teaching painting, [ joined his class. In
1939, just as World War II broke out, my friend Irka
and | passed our entrance exams to study painting at
the National Institute of Plastic Art in Lviv. I was
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taught by professors Tysky, Harland, and Mykola
Fediuk, who tried, under difficult war-time cir-
cumstances, to maintain a satisfactory level of educa-
tion. To paint landscapes, we often went in a group
which included Oksana Hura, Slawko Ostashevsky,
Viodko Melnyk, Vlodko Dyndiak and myself. We
would go to the Stryisky and Lychakivsky parks, and
every so often, on Sundays, when the weather was
nice, we ventured in the direction of Vynnyky. The
road led us through fields and villages, whose beauty
we recreated in our paintings. We would end our jour-
ney in Vynnyky at my mother’s home with her warm
welcome. We would eat dinner, rest and then return
to Lviv. At that time I was living in Lviv at 26 Hining
St. with Mr. and Mrs. Sweryda. From there it was
only a matter of crossing some hills to reach Kryvchytsi
where there was a beautiful Huisul church. It had been
brought there from Kryvky, a village in the mountains,
by Metropolitan Andriy Sheptytskyj. I had painted
that church often.

In 1943, T completed my art studies with the textile
faculty. After obtaining my diploma I vacationed with
my aunt’s brother who was a forester. I spent almost
two months in the forest where I saw no people, only
wild animals. There [ listened to the birds singing and
heard the sad rustle of the trees which were already
foretelling the unfortunate fate of our Lemkivschyna.

I often rode horseback with my cousin through the
woods, upwards of ten kilometers, to my mother’s
family. The forests of Lemkivschyna are wonderful,
not comparable to those near Lviv. In the woods of
Lemkivschyna, one senses the beauty and the ele-
ments of nature. At times there is deafening silence,
while at other times a danger is felt. Tall wild trees at
times rustle so sadly, that one almost seems to hear
the long-ago dissipated melodies — so lively when they
were sung by Ukrainian partisans — now being given
up by this long-living, densely-green audience. 1 was
glad that T had brought my paints. I painted several
pictures which I left for my cousin and his wife who
were quite grateful. Time passed quickly. It was soon
time to leave my wonderful Lemkivschyna, retumn to
Lviv and think about finding employment.

Upon arriving in Lviv, I became a member of the
Fine Artists Guild and then applied for a teaching pos-
ition. I received a position teaching drawing, painting,
and commeodity science in the Women's Professional
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School in Lviv. 1 was very satisfied that the position
was in Lviv, as it kept me close to the museums and
enabled me to build up my own collection.

The director of the school was Maria Yanovych, In
subsequent conversation with her, I learned that she
had taught my three older sisters, Stefa, Marusia, and
Asya, in the Basilian Sisters” Seminary.

I enjoyed the school and the girls and it was a great
joy for me to share my knowledge with the students.

There were other attractions as well. The Ukrainian
Folk Art Museum had a large collection of antique
carpets which I, being a student, had copied for both
myself and the museum.

Olena Kulchytskyj was a graphic artist and painter
in the Ukrainian Folk Art Museum. I enjoyed working
there in my spare time. By painting embroidery, native
dress, ceramics, rugs and other things, [ was able to
study our national art. Glena Kulchytskyj often invited
me to visit her. Usually after work, I had the pleasure
of walking her home. We used to walk through the
Jesuit Garden because she lived by St. George's
Cathedral. Walking through the garden, we invented
colors and painted scenes in our imaginations. It was
pleasant spending time with her. With every meeting,
I leammed something new and interesting.

Through a slow but consistent working process I
accumnulated an interesting and valuable collection of
national art, which, unfortunately, was left in Lviv. At
that time, my husband worked in Horodok as a District
Engineer-Agronomer. On Sundays, [ often travelled
there or my husband came to Lviv. The last time |
visited him the front suddenly moved nearer to Lviv.
I was unable to return there and all of my work, the
achievements of my years of schooling, were left in
Lviv with the exception of the church in Kryvchytsi.
My husband loved that painting and he had it with
him in Horodok. [t was the only painting of my collec-
tion from Lviv that 1 was able to preserve.

The defeat of the Germans at Stalingrad precipitated
a westward retreat and as the front was nearing Lviv,
we were forced to flee to the west. Originally, we
stayed in Rekavinkel, near Vienna, with my sister
Asya and her husband, Rev. Taras Durbak. On Sun-
days, we often went to St. Barbara's Ukrainian Catho-
lic Church in Vienna which is located in the center of
the city near the old university. As is well known, this
church was given to the Ukrainians of Vienna as a gift



by the Empress Maria Teresa. The church choir was
directed by composer Andriy Hnatyshyn who was
from the village Chyzhykiv near Vynnyk. 1 remember
him well because he often came to our house with his
friends, and he was a good friend of my sisters. 1t was
wonderful to see him again, to recall our native land,
family and friends, because many years had passed.
The museums were closed but with my sister and
brother-in-law, Asya and Fr. Durbak, we saw most of
Vienna. We tried all sorts of recreation in Vienna's
Prater Park — and even rode on the ferris wheel, and
admired the beauty of the gothic architecture of St.
Stephan’s Dome Cathedral. We were inspired by the
architecture and sculpture of the Parliament buildings
and the Emperor’s summer residence. During every
one of our trips to Vienna, the city was bombed. We
had to hide in bunkers, and when we emerged, we
were surrounded by fires, ruins, and wounded people.
Eventually we had to stop our visits.

In Rekavinkel living conditions were satisfactory,
but there was a railway tunnel nearby and therefore,
the area was heavily bombed. The front was nearing
Vienna and we then moved to Salzburg where my
oldest sister, Olya, lived with her family. It was impos-
sible to find accommodations and so we decided to
travel by train to a foresters’ camp at Pegnits in the
Bayreuth region where a relative of my husband,
Hryhoriy Yopyk, lived.

Along the way we passed cities which had been
horrendously decimated by the bombings. Nuremberg
was completely destroyed. People cooked their meals
on bricks in the streets using pieces of the ruins as
firewood. [t was so difficult to reach the next station
that we got off the train and paid a German to transport
our belongings in his cart to the next station at
Bayreuth. Thank God, we finally reached Pegnits
which had been spared the ruinous bombing of the
larger cities.

It was late evening when we arrived. Fortunately
we met some very friendly people who lived near the
station and we left our belongings with them. They
gave us exact directions to the lumber camp in
Hufheisen. We needed to walk 10 kilometers through
the forest. The night was beautiful, brightly moonlit
and a bit frosty, as spring was just beginning. There
was no overcoming the terrible fear | felt. [ just folded
my hands and prayed most fervently. I'm not sure if

my husband was afraid, or whether he was merely
trying to comfort me, but he said there was nothing to
fear because there were no people in the woods. We
had walked an hour and a half when we finally saw
lights and homes. 1 took heart as [ was sure we were
nearing our destination. And [ was right, because as
we came closer to the house we heard our native
tongue being spoken. Joyfully, I made the sign of the
cross and knocked on the door. After a moment, the
door opened, my husband’s relative appeared and with
mutual ¢lation, we hugged and greeted each other. We
were fortunate to have reached the forest that at first
frightened us but now sheltered us from all woe and
sorrow., We rejoiced that here we could wait out the
end of the war. The German forester was a good per-
son. He welcomed us warmly and immediately gave
us work in the forest near Pegnits.

From hillside caves, one day, we sat watching a
battle where American artillery, with great precision,
destroyed German tanks in the surrounding forest.
After the battle, we returned to our forest home. We
all had thought the Germans had retreated but the
forester, still in fear of further bombing, raised a white
flag on the pole in front of our house.

In the moming, a troup of §8-soldiers on an offen-
sive maneuver advanced toward the main road. They
must have passed our lodgings and seen the raised
white flag so they called out the forester with the inten-
tion of executing him for cowardice. However, when
they found out that he was a retired World War I of-
ficer, they accepted his explanation that the white flag
had been raised for the sole purpose of protecting the
many small children living there. They would have
also executed my husband and his relative Hryhoriy
Yopyk (because they, too, raised a white flag on the
house in which they slept) had I not taken it down
only minutes before the SS-soldiers arrived. Upon
seeing this determined death squad, a horrible fear
overcame us. | was both happy and fortunate that God
gave me the thought to do what I had done. The next
day the forester informed us that we were free. Ger-
many had surrendered. We were overcome with joy
when we realized that we were under American con-
trol. We felt safe becanse we were far from Soviet
influence but the news soon spread that all Soviet citi-
zens were to be registered for repatriation.
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When [ was still in Vienna 1 had bought some
paints, paper and other materials for painting with the
hope that some day I would find the time and the
motivation for creativity. But even here, in the quiet
of the forest, there was no peace for the soul.

One evening, sitting by the house contemplating
our new situation, we noticed some people approach-
ing along the road pulling a loaded wagon. They were
moving very slowly and looked as if they had been
drained of all their energy. As they came closer, my
husband ran toward them and happily recognized
among the group his uncle Roman Ischuk, his aunt
Nadia, cousins Natalya and Marusia. It was a moving
moment as, with tears of happiness, we greeted each
other with hugs and praised the Lord for this miracul-
ous reunion. It was purely coincidental that this meet-
ing occurred for they had no idea where we were, and
we knew nothing of their whereabouts. It was God’s
will that we reunite on foreign soil. After several days
we rented a truck and all of us moved to Augsburg.

At first it was difficult to find a place to live even
though camps for Ukrainians had already been estab-
lished, they were all full. However, we were able to
rent a room in a nice part of town from an elderly
couple with whom we shared a kitchen. It was here
that on September 28, 1946 a son was born to us and
we named him Lubomyr. Living conditions had im-
proved. Slowly, 1 began painting once again. As the
child slept in his carriage, 1 painted the ruins and sold
my work for small amounts of money.

I illustrated a children’s fairy tale *“The old man, the
old lady and the speckled hen,” and a wall calendar;
I painted Christmas and Easter greeting cards; I com-
piled a book, “Folktales and stories” by Ivan Franko,
as well as a calendar entitled “*Na chuzhyni” (On
Foreign Land) edited by Wasyl Chaplenko. All of the
above were published by the Ukrainian Bookstore,
owned and operated by my husband, Hryhoriy Yopyk
and Ivan Tymchuk. Aside from the bookstore publica-
tions, I compiled the works of several literary artists,
“Liubov™" (Love) by Wasyl Chaplenko, “Hranit”
(Granit) by Oles’ Zaporizkyj, “Sonyashni Dzvony”
(Bells of Sunshine) by Wolodymyr Rusalsky, a self-
teaching manual for the English language by Yuri
Chomy and “Leksykon” (Lexicon} by Zyzaniy, from
1596, for Professor Yaroslav Rudnytsky.

In 1948 at the Somme Kaserne camp in Augsburg,
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I organized an art exhibit, including folk art, in co-
operation with various women’s organizations. 1 also
took part in a number of artistic events at the various
camps for Ukrainian refugees.

We arrived in the United States in February 1949,
During the voyage our son took ill with the measles
and was hospitalized in Boston. News quickly spread
across the country that the youngest of immigrants
found himself in a Boston hospital. Semen and
Paranya Kucher took us into their home, and mean-
while, my sister, Maria Chomenka, had read about our
son in the newspaper. She located us by calling the
hospital. Then she telephoned us late that evening to
inform me that our mother had passed away the same
day we had arrived in Boston and asked us to attend
the funeral.

News of my dear mother’s death depressed me terri-
bly. She had been living with my older sister in
Salzburg. Before going to the States, she had visited
us in Augsburg to see her youngest grandson, and to
bid us farewell — not knowing that it would be for the
last time. We left our son in the hospital and went to
Rochester, New York. The family reunion, which oc-
curred at the wake, was shrouded in a cloak of sad-
ness. My sister had come to the United States with her
family and our dear mother two years earlier. Follow-
ing the funeral my husband went to Boston to pick up
our son who was then two years old. He returned to
Rochester and in time we settled down. My husband
got a job with Kodak and in the evenings he attended
the Rochester Institute of Technology where he took
courses in Heating, Air Conditioning and Ventilation.

Orysia, our daughter was borm November 22, 1950.
Everyone in the family rejoiced, but the greatest atten-
tion was given the newbom child by her brother
Lubomyr. Staying at home with the children, I decided
to design textile materials to earn some extra money.

To learn the technique of sitkscreening, T enrolled
in silkscreening and photo-silkscreening at the Roches-
ter Institute of Technology. One evening, T explained
to my professor the intention behind my taking these
courses. He informed me that every factory hires pro-
ject workers who design textiles, and to work in this
field it was necessary to go to these textile factories.
At that time, however, my husband already had a good
job and it was not practical to move.

At the Institute T became aware of the state-of-the-



art techniques in ceramics. There were so many differ-
ent glazes and various clays. The subject fascinated
me, and during the next semester I signed up for a
course. I bought myself a potter’s wheel and with a
kiln, (using folk designs for my basis and the colorful
clays available) I created original designs decorating
vases, plates and pots. I have created a large collection
of ceramics.

After several years, I began locking for work and
found a position at the University of Rochester’s
Department of Anatomy. Professor John Keller was
conducting research on the brown bat for a paper he
was writing. He had received a two-year grant for the
project, and hired me as his laboratory assistant. He
familiarized me with a microscope from Germany and
explained that [, after putting the small creatures to
sleep with ether, would be outlining their organs. He
showed me how this would be done and explained
exactly what was expected of me. Dr. Kellen also sent
me to take a histology course following which I was
able to make slides for him of these creatures’ organs.
I fulfilled many interesting assignments during that
two-year period and leamed very much. My work was
interesting, but quite slow-paced and vntaxing. There-
fore, with no pressures, 1 was able to continue my art
studies, taking courses in painting and figure drawing
at the Rochester Institute of Technology. I had a very
good professor for these courses, Mr. Peter Wogelar.
Courses were held in the evening twice a week, Tues-
days and Thursdays from 6:30 — 10:30. Students com-
posed several variations of still life and then painted
according to their own inclination, method, vision and
sensitivity. Then we made compositions of various
forms and colors, creating abstract designs. At the end
of the lesson the students and professor would discuss
and evaluate each canvas. Peter Wogeler’s lessons
were very interesting and I never missed them. Study-
ing with him, students had the opportunity to freely
express themselves, and his methods were responsible
for more originality in creativity.

After two years of work in the University of Roches-
ter's Anatomy Department, [ was able to put my course
in histology to use. I obtained a job as a lab technician
in the pathology department of Genesee Hospital.
After several years of work, 1 was able to add another
speciality to my repertoire, that of using an electron-
microscope. | spent much time working with re-

searcher Dr. John Abbott. Eventually I was assigned
my own laboratory which I ran independently in the
research department.

Here my work was much more demanding than at
the University, and it involved greater responsibilities
because of its direct impact on patients. 1 worked
alone, and often to finish my work, [ was forced to
extend my hours. I went to school directly from work.
On the way, 1 would stop at the grocery store, pick up
something to eat, and then rush off to school to find
a parking place close to the Art building. Then, after
eating what [ had bought, I quickly went to class.
Very often by the time 1 got to school, I was very
tired, but once [ arrived there, set up my easel, opened
my paints and began working, | completely forgot
about being tired.

Professor Stanley Gordon, an excellent portrait art-
ist, taught me portrait painting. In class, we all painted
according to our own imaginations and abilities, each
of us with an individual sensitivity. During the fourth
hour of the lesson, everyone walked with the professor
from easel to easel discussing each portrait individu-
ally. It was very important for the shadows and lighting
to be positioned correctly to achieve the desired effect
and resemblance. Our relationship with the professor
was very sincere, almost friendship. By the time we
put away our paints and washed our brushes after the
lesson, it was past |l p.m. and the building was
empty. The art students were usually the last to leave.
Qccasionally, if I had arrived late, the car was parked
very far away, and I would have to carry a heavy box
of paints and a heavy wet canvas quite a distance.
When the wind was strong and blowing in every direc-
tion, it was quite a balancing act, and I counted myself
lucky to make it to the car. In Rochester, the winters
are very harsh. At times, the winds and snow storms
are so fierce that one, literally, cannot see a thing.
During these times, I never felt fortunate that the Insti-
tute is located outside the city limits, almost in the
countryside. However, the summers are quite beauti-
ful. The trip home from the Rochester Institute of
Technology is direct and quick, and even relaxing.

I worked at the Genesee Hospital in the Pathology
department for 17 years. In 1979, at the age of 62, |
decided to retire in order to devote all my time to my
art work.

Several years after I had amrived in the United
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States, 1 joined The Artists Club in Irondequoit, a
suburb of Rochester, New York. Every year since then,
I have participated in its exhibits. | have won several
awards for my work. I have exhibited oil paintings,
batik, cerarnics, enamel, monotype and pysanky (Eas-
ter eggs). High school teachers who have taught art
classes asked me to conduct evening classes in de-
corating pysanky before Easter. I was glad to teach the
classes and the lessons were held in several high
schools. I am also a member of the Ukrainian Artists
Association in the U.S.A.

The fate of our nation is a great concern of mine,
and the fact that our youth knows very little about the
subject troubles me. Taking this into account, I have
painted symbolic scenes from our history with the in-
tention of inciting the youth to "experience” these
tragic moments of the history conveying them in turn,
to future generations.

Upon my arrival in America [ saw how all
nationalities could live here freely maintaining their
language, culture and traditions. While our nation,
Ukraine, on its own territory, has been stripped of all
its rights and suffers harsh persecution for the defence
of its national rights. This pain inside me compelled
me {o paint a tributary piece called *“Two Worlds™ The
Free World is symbolically represented by America’s
Statue of Liberty, which holds the torch of hope for
humanity’s quest for freedom and self-fulfillment.
From under the rubble the enslaved nations stretch out
their pleading hands towards America, begging her to
set them free from Soviet oppression.

And in the same vein. I have painted more symbolic
pictures like: “Vinnytsia,” “The Ukrainian mother at
the crossroads of two worlds,” “Ukraine today,” “The
crucifixion path of the Ukrainian Mother,” “Siberia,”
“Ukraina,” “Ruins of the Cathedral of the Assump-
tion” (this cathedral was destroyed by the Soviet Union
in 1941), and “To Freedom.”

In the past, my husband and 1 often travelled to
areas south of Rochester where the landscape is beau-
tiful. I would paint the view, while he would read. In
the summer, or in early fall, we always went to Hunter,
New York where first, we visited the Ukrainian Cul-
tural Center, and then drove into the countryside. [
love to paint the mountainous landscape there, which,
to a certain extent, reminds me of the Carpathian
Mountains. However, [ could never live in the moun-
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tains. They weigh too heavily on my soul, and instill
in me a feeling of being oppressed. 1 prefer plains,
vast expanse, distant horizons. Rochester’s parks in-
spire me to paint, especially Highland Park where
lilacs from all continents and countries are carefully
cultivated. When they are in bloom, tourists from
around the world come to admire them. I have painted
various scenes from Highland Park, Ellison Park,
Genesee and Webster parks. [ love to paint flowers,
especially those growing in my own garden. There are
so many and they are so beautiful. When the weather
is not cooperative, T work with enamels or batiking
which I originally leamned in Lviv but have improved
upon since coming to the United States.

Using my own techniques, 1 have made great strides
with monotypes and achieved extraordinary effects.
Everyone who has seen my monotypes is captivated
by them, but so far no one has been able to guess what
processes are involved in my technique. T used to de-
vote much time to ceramics. Now [ have too little time
for that, but everytime I glance at the potter’s wheel,
| believe that I will one day return to the craft.

My first individual exhibit was organized in 1976
by the Ukrainian National Women's League of
America (UNWLA), Branch 47, Rochester, New
York. I received favorable reviews both in the local
press, as well as an article by Dr. Mykhailo Loza
which appeared in the Ukrainian daily Sveboda (Sept.
14, 1976) and is included in this volume. My work
entitled ““Vinnytsia” made a great impression on
Paulina Feichtinger, the correspondent from the local
artists’ club. She approached me to display the paint-
ing with a brief explanation in the city library for an
entire month. She also wrote a very favorable review
with specific emphasis on “Vinnytsia” in the Iron-
dequoit Press, September 5, 1976.

The next exhibit was held in Niagara Falls, Canada,
in Mr. and Mrs. Kolyankivsky's gallery, October 15
through November 5, 1978. On Sunday, after the open-
ing, I presented a lecture on the technique of printing
cloth, which was followed by a demonstration. There
were very many people because on that particular day
a group of Women's Association members from De-
troit had arrived to tour the gallery, see my exhibit and
leam more about various techniques. [ displayed
works in both oils and acrylics, among which were
symbolic scenes, churches and landscapes. Also on



display were batiks and printed cloth. As illustrations
of my work, I had with me printed tablecloths,
blouses, dresses, towels and also a nice collection of
ceramics,

The third exhibit was in Philadelphia on October 18
through 26, 1980, sponsored by the Educational
Center of Ukrainian Culture at Manor Junior College.
In this exhibit I also included my symbolic scenes,
churches, landscapes, batiks, enamels and printed
cloth. The weather was dreadful on opening day. There
was such a downpour that it was difficult to drive.
Even so, lovers of art fought the elements and the
attendance was good.

The show was opened by professor Petro Mehyk
whose evaluation of my work has encouraged me to
greater creativity. Professor Mehyk highlighted my ef-
forts to revive the technique of printing cloth, a very
old and forgotten art form, especially in diaspora.

On Monday momning of that week, I demonstrated
the technique of printing cloth for the students at
Manor College. I gave a brief history of the technique,
how it came (o be and how it has found enthusiasts
here in the United States.

On the 1ollowing Sunday, I prepared a demonstra-
tion for the Ukrainian National Women’s League of
America (UNWLA). Many women attended, includ-
ing a group of nuns from the Ukrainian Cathedral
Catholic School, and all were very pleased with the
lesson. I explained that the block-print technique was
first practiced in Ukraine during the 11th century, but
its development was slow because at that time weaving
was very popular. It was not until the 18th century that
the nation accepted block-printing so widely that it
became a national art form. With enthusiasm, the
women began working. Alternating, one group cut out
designs on linoleumn plates, while another made the
impressions on the material. Some of the older women
recalled how in Ukraine the villagers used to imprint
various designs on home-made material, sewing
skirts, curtains and many other decorative items for
the home. Yaroslav Klymovsky and Myroslava Mysak
wrote favorable reviews of the exhibit in Svoboda
(November 4, 1980), and a review by Dr. Natalia
Pazuniak appeared in America (October 25, 1980).

The Ukrainian National Women’s League of
America (UNWLA) in Watervliet, New York invited
me for an exhibit on Aprit 12, 1981, just before Easter.

Here [ demonstrated the technique of printing cloth
for Americans, because the entire town community
had been invited to the Ukrainian festival. The local
media were also invited, and fragments of the festival,
including some of my art work, were shown during
the evening news. In an article about the festival in
the local newspaper, my exhibit was reviewed posi-
tively. A review for Svoboda (May 14, 1981) was writ-
ten by Ivan Durbak.

The next exhibit was held in Toronto’s Canadian
Ukrainian Art Foundation, June 13-27, 1981. I arrived
at the Gallery with my work on Friday afternoon. The
gallery director commented that they had never had an
exhibit of such large canvases. They really were large.
However, I no longer paint on canvases of that size
because they are so difficult to transport.

On Saturday evening at 7 p.m., the exhibit was
opened by Mr. Wasyl Veryha. In his opening remarks,
he directed attention to my varied themes, color
schemes and great diapason in technique. At this
exhibition | ran into many of my countrywomen whom
[ had not seen for thirty years. This was a great joy
for me and brought back many pleasant memories.
One week later, on Sunday, many women came to the
gallery to learn more about the technique of printing
cloth. A journalist, Mrs. Vera Ke, introduced me to
the women who listened with interest to the history of
the technique. As [ began cutting out the designs and
printing the cloth, some women recalled how in Lviv,
during the thirties, it was very fashionable to wear
printed linen dresses. One group of women cut out
designs, while another group imprinted them on the
cloth. The atmosphere was very friendly and everyone
was satisfied. In gratitude they gave me a bouquet of
carnations. 1 thanked them — pleased that at least some
of them would continue this forgotten national art
formn. Mrs. Vera Ke reviewed the exhibit in both the
Novyj Shiyakh (Aug, 22, 1981) and Svoboda (Oct. 1,

1981).

The next exhibit was in New York at the gallery of
the Association of Ukrainian Artists in America,
September 13-20, 1981 at 136-2nd Avenue. The
exhibit was opened by maestro Mykhailo Chere-
shnyowsky while a more detailed overview of my
work was presented by maestro Josyf Tulek. I dis-
played 64 canvases - oils, acrylics, enamels, batiks,
monotypes, and printed cloth. Here, I also de-
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monstrated the printing technique about which
everyone has been so enthusiastic. Everyone promised
to make use of the technique to decorate their ward-
robes. Josyf Tulek’s positive review of the show, with
special emphasis on the symbolic paintings, appeared
in Svoboda and America (September 26, 1981).

After the show in New York, 1 was invited to Hamil-
ton, Canada. The women in Hamilton were primarily
interested in leaming to print cloth but they also or-
ganized an exhibit of my work on Sunday, December
6, 1981 at St. Volodymyr’s Orthodox church. My semi-
nar on printing cloth was taken most seriously here.
The women worked most persistently for two full
days. They mastered the technique and now benefit
from the knowledge. A review written by Yuriy Hanas
appeared in The Ukrainian Echo (January 27, 1982),
and was later reprinted in America (March 15, 1982).

During the winter of 1981 -82 I worked intensively
on my icons, using oils, egg tempera and enamels. [
also devoted time to my monotypes. On May §8-9,
1982 the Women’s Association sponsored an exhibit
for me in Rochester, NY. It was held in the auditorium
of St. Josaphat's School. [ displayed oils, acrylics,
batiks, enamels, monotypes and icons painted using
several techmiques including gold overlay. To this
exhibit I invited some of my former professors from
the Rochester Institute of Technology, friends I had
met while studying, the Art Club and the director of
Art for Greater Rochester. They all admired my various
works. The director of Art for Greater Rochester, Sesta
Pukstak, commented that so many works can only be
created by a very hard working and determined indi-
vidual. She invited me to exhibit my works at the
opening of the new office of Art for Greater Rochester
and selected the canvases for the exhibit. After the
grand opening ceremonies on June 10, 1982, attended
by Rochester artists and patrons of the arts, the exhibit
remained in place until the end of July. For the Roches-
ter artists, my exhibit was of great interest, since the
themes and techniques were so varied and new to
them. The exhibit was publicized in the local press as
well as America (June 28, 1982), by Valentina
Makohon.

In 1982, the Ukrainian-Canadian Arts Foundation
of Toronto sponsored an Intemational exhibit of Ukrai-
nian artists in the Free World. 1 participated in this
exhibit by submitting two enamel works, “Wild
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Horses” and “Flowers.” The painting “Siberia” was
printed in The Book of Works by Ukrainian Artists in
Diaspora, which was published in 1981 by the
Ukrainian Art Digest. My works have also been in-
cluded in various other volumes of the Ukrainian Art
Digest, a publication of the Ukrainian Artists Associa-
tion of America, Philadelphia, Pa.

Next came Quebec. The Ukrainian Catholic
Women’s League in Montreal, Church of the Assump-
tion of the Virgin Mary invited me for an exhibit and
a serninar on printing cloth (Whiyka), April 23-24,
1983. Although it was a long trip, I gladly accepted.
I am occompanied by my husband, Petro Twerdochlib,
to all exhibits. He is a lover of art as well as a connois-
seur, and he happily assists me. In addition, we have
friends in Montreal whom we visited,

The exhibit was opened on Saturday at 6 p.m. by
the League’s president Mrs. Anna Somson. Mrs. S.
Barabash thanked me for displaying canvases which
had such deep symbolic meaning that they would re-
main in their memories for years to come. As a remem-
brance of the occasion she presented me with a beau-
tiful “pysanka” which she had decorated herself on a
goose egg. Professor Jaroslaw Rudnyckyj greeted us
and wished me great success in my work. He recalled
the books I had compiled in Germany, and remem-
bered the cover I had designed for him for the second
edition of Zyzaniy’s Lexicon on the occasion of its
350th anniversary. After the opening I delivered a
seminar on printing cloth. On Sunday afternoon I con-
ducted demonstrations and on Monday and Tuesday, |
ran seminars on technique. The women were pleased
upon mastering the technique and were able to deco-
rate their own clothing. For their convenience, | gave
them several design blocks. I left Montreal exhausted
but totally satisfied. Reviews were written by artist
Adriana Lysak in Oko (May 5, 1983) and Professor
Jaroslaw Rudnyckyj in Svoboda (May 6, 1983).

The same year, May 20, 1983, the Ukrainian
Mohylo-Mazepian Academy of Arts and Sciences in
Philadelphia sponsored a symposium on the Great
Famine in the Ukraine. The Academy’s President, Pro-
fessor Jaroslaw Rudnyckyj, suggested that I display
some of my more symbolic scenes and churches dur-
ing this symposium. I brought all of my symbolic
works, as well as the Ruins of the Cathedral of the
Assumption, the Cathedral of St. Yuri and the wooden



churches of Hutsulschyna, Lemkivschyna and Zakar-
pattiva — all on large canvases. (Researchers in the
Free World regard our churches of great value to uni-
versal culture, and for that reason our occupiers have
sentenced them for destruction. This heinous crime
has led me to paint these churches so as to preserve
their beauty at least partially. I painted St. Yuri in
Lviv; St. Nicholas in Kryvchytsi — this painting is
now in the Patriarchal museum in Rome; the church
in Yammmnim; the church of St. Mykola in Kolodne;
the church of St. Paraskeviya in Krehkiw; the Church
of Assumption in Dubivtsi; the church in the village
of Konora in Transcarpathia; and the church in the
village of Sushno where my husband was bom. 1 also
painted several other churches in enamels.) Those who
attended rated my work very highly. The Academy
took the opportunity during the symposium to award
four artists with a “Diploma of Recognition™ for their
work: Petro Kapshuchenko, Petro Mehyk, Valentyn
Simyantsev and myself.

In January 1984, commemorating the 50th Anniver-
sary of the Moscow-instigated famine in Ukraine in
1932-33, the organizing committee of the Symon Pet-
liura Institute in Canada, headed by Dr. Oleh E
Pidhainy, sponsored an exhibit at the University of
Toronto’s John Robart’s Library. The exhibit consisted
of books, publications, photographs and art work dedi-
cated to the famine commemoration. I participated in
the exhibit with a display of nine symbolic paintings.
Two of them I had painted with the specific theme of
the Famine; “The Ukrainian Famine: Holocaust in
1932-1933” and “My Ancestral Land.”

A review of this exhibit was written by Mrs. Valen-
tina Makohon and appeared in America (June 18,
1984). Mr. S. Horlach also wrote a review which ap-
peared in Svoboda (February 16, 1984). Many people,
including students, attended this exhibit which was
open for an entire month and recorded their thoughts
and impressions in a book which was provided for
their comments.

In preparation for publishing this monograph, |
began compiling pictures of my work. 1 approached
several professional studios, but even though the cost
was great, the results were unsatisfactory. I then took
a three-semester course in color photo-developing at
the Rochester Institute of Technology and made sev-
eral prints of many of my works. [ attended classes

every day from 9 a.m. to 4 p.m. Usually in the morn-
ings the students had theory seminars, and therefore,
the darkroom was free for me to use. I also worked
Saturdays.

To realistically reproduce the colors in any painting,
it is necessary to balance the coltors. This takes much
time and photographic paper, which is very expensive.
Therefore, the cost of professional photo developing
no longer amazes me.

My photography professor, Katie Calvin, said that
[ myself could make the best reproductions, knowing
my own colors. The students enjoyed watching how I
balanced the colors in my pictures. Some would ask
how I took such perfect pictures of my work. 1
explained that I take my photos outside when the
clouds lightly cover the sun. This gives me the exact
lighting 1 desire.

While preparing this monograph I did not travel to
exhibit my paintings. | only had one display at St.
Josaphat’s auditorium in Rochester, NY, on November
25, 1984 of my most recent works. Aside from mem-
bers of the community, friends from the art club and
many acquaintances from American art circles at-
tended the show. They admired my accomplishments.
The exhibit was reviewed by Valentina Makohon in
Svoboda (January 18, 1984), Novyj Shivakh (January
12, 1984) and in the local papers. Correspondent
Susan Miller wrote a review for the English-language
America (December 31, 1984).

On October 29, 1985, Branches 49 and 97 of the
Women's Association in Buffalo organized a “Tea for
the Museumn.” They asked me to prepare an exhibit as
well as a lecture on the printing technique. | accepted
their proposal and displayed my work in the St
Mykola church hall. Those in attendance were pleased
with my lecture saying that they had learned many
new facts about the history and development of printed
cloth around the world.

Having decided that I needed an English-language
editor for the whole of this text, I asked Evhen Lylak,
a professor of English at the Rochester Institute of
Technology (RIT), to take on the editing respon-
sibilities. As he willingly accepted the assignment, |
handed over to him the various articles I had already
begun to gather together to be readied for final printing
in my monograph. [ also lent him an album of my
work in full-color reproduction so that he would be
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able to comprise a more complete protrait of my inner
artistic self. My paintings had made such a deep and
favorable impression upon Professor Lylak that he
asked if I would be interested in presenting an exhibit
of my works in the Switzer Gallery at the National
Technical Institute for the Deaf. Of course, I readily
agreed.

The director of the gallery, Mr. Robert Baker, and
I agreed upon the dates of the exhibit to be December
4 through December 30, 1986. [ was very glad o be
able to display my symbolic paintings to both the stu-
dent body of RIT as well as the general American
public which knows little, if anything at all, about the
tragic martyrdom of the Ukrainian nation. To make
the public more aware of the meaning of my work, we
placed a brief English-language explication next to
each of the paintings in the exhibit.

I was able to show quite a variety of my work in
the large, spacious gallery including acrylics, temp-
era, monotypes, enamels, graphics, and block-print-
ing. Mr. Robert Baker and I arranged the show our-
selves. [n a large glass display case, | made room for a
corner which would symbolize Ukraine; an icon of the
Blessed Virgin Mary bordered with a hand-embroi-
dered decorative towel, embroidered tablecloths and
pillows, textile block-prints, ceramics and pysanky. A
map of Ukraine rested on top of the glass case as well
as informational leaflets about Ukraine and the catas-
trophe at Chernobyl.

On the opening day of my show, December 4th, the
gallery — complete with a reception table decorated
with lovely chrysanthemums in autumnal colors — and
my exhibit made a beautiful impression on the viewing
public. The gallery director had invited a reporter from
the Rochester Times-Union to attend the show. After
seeing the exhibit, the reporter interviewed me and
wrote a longer article on my work in the December
10, 1986 issue of The Times-Union. Two paintings
were featured in the article: “The Ukrainian Famine:
Holocaust in 1932-1933,” and “Vinnytsia.” A separate
picture of me and my work on display also appeared
with the article. Many Americans attended the show
because of the publicity the article generated, and [
received many congratulatory phone calls as well as a
great deal of public recognition. The article appeared
later in two emigre newspapers, the English-language
America and The Ukrainian Weekly.
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In Lviv I had an art library with books on famous
Western artists such as Van Gogh, Gaugin, Cézanne,
Manguin, Matisse, Monet and others. I enjoyed study-
ing these great masters. In America too [ have de-
veloped an extensive library covering various art
forms, because | treasure possessing my own books.
From the textile field I have books on silk screening,
photo silk screening, printed cloth, batik and weaving,
and there are books on ceramics and enamels. I also
have books on sculpture but mostly about painting. 1
also have a vast collection of Ukrainian art literature
which keeps me informed about our Ukrainian artists
both in the Ukraine and in disapora.

1 would like to add that my daughter Orysia also
has a talent for painting. She finished art studies spec-
ializing in painting at Temple University in Philadel-
phia and continuously works in the art field. Her paint-
ings reflect personal imaginary landscapes. Through
the use of everyday objects, her montages create an
archeological documentation of present-day life.

1 thank God for giving me the talent that allows me
to express myself in the form of art and for the love
of my nation whose sufferings and struggle 1 portray
on my canvases. The struggle will continuze with the
occupier of my native land until final victory is
achieved.

Transiated into English by Irene A. Mycak



Ipuna banax—Teepaoxnio

TEKCTHIILHI BUBINKH - MAJIbOBRAHKH

IMouyTTR kpack € opHmM i3 Garatbox Boxnx
obpapysaHb nionuuM. Bxe y mepuuux cramisx
CBOTO [yXOBOTO PO3BMTKY JIFOAWHA XOTina ui
MOYYBAHHA SAKOCHL BHABHTH. MiX IHLWIMM BOHa
rpoMafiniia PI3HOPINHI ManeHbKi OPeAMETH, 1o
3pepTann Ha cebe yBary Kpacorw cBO€i opMH uH
KOALOPY, H, Bilmaroyn cobi IX Ha UIMIO, CTAapanach
cebe mpukpacuTH. MoXnueo, WO W TeHe30H
BuOiiAkM GYB TaKMH MOMEHT: JIIOIWHA 3aYBaXKMIa,
IO OOMH i3 3i6paHUX HEH npenMeTiB, OynyuH B
MOKPOMY CTaHi, JiITKHYBIIHCh A0 CYXOi MICIIHHH,
JAJMUIME CBOKO TapHy BiTOUTKY.

IHwe npunyuleHHs Kaxke, WO CNiAM 3BipAT,
BITOMTKM JIOACBKHMX HIT, pyK, a oOCOGAHBO
najabUiB, PO3BHBANH B JIIOAMHH YABY H 3pONHNK
i1€10 BUPIIYBaTH B JlepeBi CBOi YIBHi MOTHBH Ta,
Mayaloud iX B MOKPIiH riauHi, sBinOMBaTH Ha CTiHAX
neyep, Ha CBOEMY Tilli, a BIATAK | HAa TKAHHHAX.
ITpn BixGHBaHHI 3pocTana TBOpYA YABA NIOAMHM,
Boua, nostopiloloun siabuTkM psimouxkoMm, abo
YKJ1a[Jal0uH iX rpynaMu 3 KilbKOX Pi3HHX 3HAYKIB,
TBOPHJIA NPEPI3Hi OPHAMEHTH,

CknanoBi eneMeHTH MOTHBIB BHMpIi3yBaJM Ha
KIHI[X MAaTHYKiB, Ha OepeB’sHUX Onbodkax, a
TakoxX BHpOOAANM W BUNAMKOBaNM ixX y TJIHHI, H
TOMI BOHM Mann (popMy Banbls, NiBBaNbUA, abo
6ynu mnocki. He marwur 3MorM Ha3sgaTu 1X 3a
$opmoto, o Byna pizHa, HazBanu iX 3HAYKAMM.
Bin6upaHHs OpHaMeHTIB NpM iXHBOMY 3aCTOCYB-
aHHI HA3MBAEMO 3HAYKOBOIO METOAOH), IO €
NPUMITUBHOK POPMOID BHOIHKH.

3Ha4yKoBa METOMAa MOABWIACA B PAHHBOMY KY-
NETYPHOMY poO3BUTKY JmopHHA. Ll BigGuTKRH
3HAXONMMO HA  CTIHaX Ffe4Yep  MEepPBICHUX
LHMBinizani# craporo i HoBoro ceiTy. 1o nepuy
3HAaYKOBY METOOY BiIIOMBAHHA  OPHAMEHTIB

sanoyarkopaHo B MeconoTtamii. Ha pyikax ii
CTAPHHHHUX MICT 3HAHAEHO BHNAIEHI Yy T[JHHI
3Ha9KH, 2 iX BiK BH3HAUYaKTh HA ATk THCAY MIT
nepen XpUCTOM.

MeconoTaMcbka  KyAbTypa Mana  BEIAMKHN
BILUIMB Ha TORiLHIfA cBiT. Ha cTiHHMX OpHaMeHTax
B €runti, natoBanux kono 2.500 nit nepea Xp., €
TPENCTABNEHI TKAHHMHM [PHKPAIUEHI NOBTOPHUM
OPHAaMEHTOM, 1O, 6e3 CyMHiBy, Oyno 3pobnene
BIZOHTKAMH 3HAUKIB. 3 UBLOFO MNPUXOAUMO [0
BACHOBKY, W0 W TaM TOHOI NPHKPAIYBaHO
TK2HHMHHU 3HAYKOBOK METOIOIO.

Ha rpeneskux Bazax 3 nepiogy 500 nit nepen
Xp. € 300paxeHHH OfAr 3 TKAHWHU NPHKPALIEHOT
3HAYKOBOK METOAOK).

THnin € CTApOBHHHUM NIPOAYKLEHTOM
BUOIAKOBMX TKaHWH, ane ¢ Tam 3Hakgesi
neper’nAHi BUOIHKOBI GNLOKH, Manu py4vkH, ao
3aTHCKAYl NOAIOHI a0 THX, wWo Oynu 3HalaeHI B
MeconoTamii. Iumin Mae HaifnopLy
GelnepepuBHY iCTOpPItO MPUKPALIYBAaHHA TKaHWH
dapbamu. 3HasdipeHi y HuX BHOIMKOBI aepen’sHi
6aboku parytotbes 3.000 nit nepen Xp.. Y wii
AOBTIN HaMoOJIErNMBIA mpaui BUpocna Garata Ky-
NbTYpa TNpPHKPAaWIyBaHHA TKaHuHU Qapbamu.
Hanexo nepen Esponeiicbkum  Penecancom
BKOIAKORA TexHika B [HOIi crana MuUCTEUTBOM
BUCOKOI siIKocTH. Ha novaTKy yXHBajlM 3€MHI
NIrMEHTH, a BiATak cranu pobyeatu capbdu 3
APHH, OBOYIB, KBITiB, KOpIHHA H KopW,
IMILHIOIOYH X JOJaTKOM 3eMHMX KBaciB abo
rpa3i, me Mictna B ¢obi 3amizo. Ha moTHRax
300paKyBaM IMPEPI3HI  €KIOTHUYHI MNTaxu Ta
IBipATa HA UBITYYMX AEpEBax, NIOACHLKI MOCTaTi,
KBiTH, pocavHU. [l0 TOHKOCTHM onpaubsoBaHi
MOTHBHM, CKIagHa TexHika Ta 3HaHHA XeMii
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KONLOPIB CKIAajalHcid Ha 4YyIOBY NPOAYKLIKO.
Inpificbki MOAOTHAHI W wWOBKOBI BNOIMKKH Gynu
NpeIMeTOM CBITOBOI TOPriBAi i Mand BENHMKHH
BIUIMB HA EKOHOMIYHY W €CTETHYHY CTOPCHY
OaraTbox KpaiH.

Konu Onekcanpep Benukuil okynysaB Iugito B
327p. nepen Xp., rpekm onucanu Kpacy i
NpoAyKLil0 iHAIWCLKHMX TKaHuH. B peaynekraTi
iHBa3ii Oynm ycTaneHi paneki TOProBeNbHI
WAAXH, M iHAIACbKI BUOIMKOBI TKAHWUHHA OiCTANNCH
Ha puHOK Bennkoro Ceity A3ii # no3a nero.

Y apyromy cronitti no Xp., apaGcbKi Kynui
NpHMBE3INM IHNIACBKI BUGIAKOBI TKAaHWHM uepes
Yepsone Mope no Esponu.

Ha pyisax @ocraty (Craporo Kaipo)
3HaNQEHO BeENMKEe YUCNO IHNIWCBKAX TKAaHWH
paToBaHux npubauixo ein 12 no 15 crogirra, wo
CBIYUTH NpO OAM3ILKI TOProBefabHi BITHOCHHU
UMX ABOX KpaiH. barato 232 THX TKaHMH ¢
npuKpaweHi BUGIHKOBOK TEXHIKOK, APYKOBaHi
cuhiM  (iHguro) abGo vepBoHMM  (Manmnep)
konkopaMH.  HaWcrapuui  3HaHu#t  Kycok
BUGIAKOBOI TKaHWHW 3HAWNEHO B KONOTIHCHKOMY
noxosaHHi B €runTi 3 9 cTonitrs no XpucTi.

B Kwurai, Bxke 400 mr nepen Xp.,
NPUKPALIYBaNlH TKAHHHU BHGIHKOBOM TEXHIKOWD,
Y>KMBAIO4M 3¢MHUX nirmedTis. B HanionanbHOMY
My3ei B 3aboponeHoMmy MicTi NMepexoByOThCA
nepes’saHi BUOiiKoBI OGnbokM i3 parow 200 nit
nepen Xp.. BubiilkoBa TexHika npocnepysana
TyT 3a T. 3B. «[an [lepiomy», L0 TpHBaB Bif
206p. nepen Xp. po 220 mo Xp.. Bingrax
PO3BHHYNAcA QOYXe€ BUCOKO TeXHiKa TKaHHA
LUOBKY Ta ranTyBaHHS, 110 NPUTEMHUIO BapTICTs
BOIAKH Ta B3arajJi NPHKPAlLYBaHHA TKaHHMH
cdapbamn. KuTaiui BuHaiug nanip B 75 poui no

Xp. 1 HeBnOB3i novyanu ApPYKYBaTH Ha nanepi
BUOIAKOBOKD TexHikow. Mix pokammn 850 — 1050
BOHM  BHAPYKYBain BHOIAKOBOIO  TEXHIKOKO

KHUXKY, fKa € HANCTapLUO> BilOMOK KHHIOH
ULOrO pOony.

B Tpetrbomy ii ueTBeproMy crToniTTi no Xp.
BubifiKoBa TexHika gicranacs 3 Kutato go Snowii.
TyT po3suHynacsa BOHa LIMPOKO # CKOpO cTana
NPUAHATOIO B POIi HAPOXHBOTO MHCTELTBA.

B nonoeuHi 16 croniTTA nmopryranschKi Kymnui

npuBeidnn no  AnowHii  iHRiAcbKi  BHOGIAKOBI
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TKaHHUHHM, W0 BiIKPUNO ANOHCBKMM MMCTLUAM
Oarato HOBHX iiel y TBopYocTi. MOTHBM OfHaK
6ynu Oinklue CYreCTHBHI HIXK 3ano3udeHi, Guibl
abcTpakHi HiX peasicTHYHI.

TkaHuHn npukpaileHi BUOIRKOBOK TEXHIKOIO
6ynn 3HaHi B Espom 4epe3 nomopoxi Ta
TOProBeNkHI 3R’A3KH 3 apabCbKUMH  KYNUSMH.
Bnuxue crTpinynaca Epponma 3 HMMHW B uHaci
XpecroHocHHx [loxopis. Ane yepes sincrane
3HaHHS KpacoK 6yno M THXKKO BIITBOPHTH
BuOarnMBo BHKOHaHI BUGiIKKKM 3 [Hpii um SBu.
Tomy poisuTok BubilikoBoi Texdiku B Espomni
TPHBAB CTOJIITTAMH.

B iTanifickkux pekoppax 3ragyerbes, uwio B 13
cromtti B ITanmii npHUKpalmiyBaHO TKaHHHH
BHOIAKOBOIO TEXHIKOIO.

BubiAkosa TexHika mpuiuuia no HiMevyunnu y
12—my ctonitTi 3 BizanTii Ta Banaskoro Coxony.
Y Motusax 300paxyBanM CTWNI3OBaHI 3IBIpATA,
uBiTY4l OepeBa, KBiTH, OBOYl, CUEHH 3 XHUTTHA
NIONER Ta reoMETPHYHI MOTHBH, BIOPYIOUHCh HA
TKalBKHX B30pax.

B pannsoMy Penecanci MalcTpu mnovanu
IMITYBAaTH (NbOpEHCBbKI OKCAaMMTH i OpOKaTH,
yxXuaroyn BHOiiKOBY TexHiky. Takox, 3
BEJUKMM YCIIXOM YXWBanu BUOIHKOBY TEXHiKY
IS iMIOCTPYBaHHS KHHXOK. Yepes BiacraiicTs B
Espom 3HaHHA ¢ap6 BHOIRKOBA npopykuis y
GinburocTi BinOyBanaca B 4opHi# ¢ap6i na 6inbMy
a0 ACHOKONbLOPOBOMY NoAoTHI. ToMy po3BHTOK
BnGifikoBOl TexHikM Ha 3axoni einbysaBca |
YAOCKOHANKBARCA CTONITTAMM.

IMopryraneus Backo na [ama B 16 crosmirtri
BiIKpUB MOPCBKY gopory go IHgii 3a BubiikoBuMu
TKAHUHAMM.

Takox € npunyweHHs wo Xpicrod Konomb
BIIKpUB AMepHKY B 1492 polli, WyKaw4iKu 1Oporu
Ha Jlanekuwin Cxin 3a InpiRcbKMMK BUGIHKOBHMH
TKaHMHamu. IHmidiceki @ SIBajicbki  4ynmosi
TKAaHWHHU CTanM pocTynuumn ons Eeponu. Yepes
AIOBFi ITA NOPTYTaAhCchKi M €CNatChKi KL Manu
thakKTHYHHIA MOHOMOJb Ha TOPTiBAIO IHAIHCEKMMH
TKAHHHAMH | po3Noninsanu ix mo cBoiid BOMi y
TOAIIUHBOMY CBITi.

Komnanizn Cxigns Iupis B 1631p. nmicrana
MO3BOJICHHA IMNOPTYBATH IHOIACHKI TKAHUHH N0
AHrAii, a ixHi focTasu pano npuiimana i Espona.



3a BMBaMH KoponieBH Mapii iMnopt iHoiHcbKKX
BUGIAKOBHX TKaHUH nyxe TIOCHJTUBCH .,
IMapnameHT, 1WO6 OXOPOHHTH AOMALUHIO iKAYC-
Tpilo, BuaaB 3akoH 1720p., KoTpum 3a60pOHEHO
iMMopT iHOIACEKMX TKAHMH, AKi, [OMiHYIOUH
CBOEH) KPacolo, 3yMUHANM AOMALLHK MPOAYKLIIO.

Binmisim llleprin B 1676p. OTpHMaB RO3BIN
APYKYBAaTH  JIBHAHE  MMOJIOTHO  BHOIMKOBOIO
TEeXHIKOWw B TOH caMm cmocid, mwo B [HAi,
YKUBAKOUH aeper’aHi Gnvokun. OnHak 3 NpHYHHH
HEJOCTATHBLOrO 3HAHHA XeMii KOJBOPIB MPOLYyKLIR
6yna BIICTANOK B NOPIBHAHHI 3 iHAIACBKHUMHU
TKAHHHAMM.

CnpaBa BuOiiikoBOi TexHikM B AHMIii crana
MpouBITAaTH Ha NOYaTky 18 ¢T. KonMM TexHonoris
BHOIMKM cTana Kpaiolo, Ta BNPOBAIXKEHO BANOK
ans 36inblLICHHA TpoAYKLii.

Chnigyrodoro inHOBauielo y aubifini € MigHa
nanTa, mwo i BuHaiwoB Ppaduic HikcoH B
Ipnaupii kono 1750p.. Bo3pu Oynn npykoBaHi

OOHMM  KOJNBOPOM, CHHIM a00  YepBOHUM.
MoTtuBamMH OynM NOBHI MOBEpPLIEHI KapTHHH,
NOBTOpEHI B MNpPOCTHH, HEcKaaaHuin cnocib.

BizepyHKH NpENCTaBJsIM HE TIAIBKW BUAH, ane i
BHIIANKH, MOMAIi, OPUTOAH Yacy.

B 17 cr. ®paHuis noyana iMIOpTYBaTH
BUGIHKOBI TKaHWHH 3 IHaii. BoHn ¢BO€rO Kpacolo
AyXe TNOWKOOMNH JOMAIUHIA npogykuii i,
BHACNIIOK MPOTECTIB TKAUbKAX LEXIB, KOPOJb
enukToM B 16B6p. 3aGopoHue iMmopryBaTH
(HIIACBKI TKAHHHK, 3 TAaKOX | BAOMA NpPYKYBaTH
BHOIAKOBOIO TeXHiKOK. ENUMKT Liel 3HeceHO ax B
1759p.. Ognak nonyaspHicTb BUGIHKOBOI TEXHIKH
3pocTana, NoAeKynIu H APYKOBaHO, XO4 MPOAYKILis
Oyna BIiACTANOK, i3 NPMYMH HENOCTAaTHLOL
texHiku. Illoino Xpicrog Punun Obepkamnd,
wo npuixas 3 Himeuunnu, BucoOKO miOHIC
NpPOAYKUilD TKAaHHH BUOIRKOBOIO TEXHIKOK Y
®panyii. B 1759p. Bin 3acHyBaB NiANPHEMCTBO
npoaykuii TKaHMH BHUOIAKOBOIO  TEXHIKOMO.
Binbwa YacTHHA NPORYKLii Byna
ONHOKONBOPOBA, NPYKOBaHa MiHOK MiHTOI0. B
KiHui 18 ¢r.  HOro nNiANPHEMCTBO  CTANo
npoupiTaTd. BiH OpykyBaB cknanHi MOTHBM B
faraTeOX  KONBOPAX, YXUBAK4YM  [EPEB’sIHI
onbokn 1 migHi nanth. Cykuec O6epkamnda
NMONAraB ¥y TOMY, LIO BiH 3aTOTOBJISB Y30DH, fAKi

MII BUKOHYBATH 3aBIsIKM CBOIM 1 APYTUX MaHCTpIB
iHHOBaLAM. CLEHH 3 CENTHCBKOrO XHTTA, CUCHH
3 ¢paHuysbkoi i AMepHKaHcbkoi Pesomiouii
KpacyBanucs Ha WOro TKaHHHax. Iumi ¢panuy-
3bKi BUDIAKOBI aKTHMBICTM CTOCYBaJM MOTHBH
abcTtpakTHi 1 pOCNMHHI, ane  OAMHOKUH
O6epkamnep cTEOPMB TpHBani BIAOMTKHM, IO
HAMHM TIPUKPAUIYIOTh IHTEP €EPH MO  HUHIWHIM
A€Hb.

B Hosomy Caiti, B LlenTpansuiin i ITiBgenuin
AMepuli 3IHAWAEHO BHOANEHI 3IHAYKM, AKHX
YXHBaNW 1A BigOMBaHHA NPHKpAac Ha CTiHax, Ha
TNl | gas BinOMBAHHA OPDHAMEHTIB HA TKaHMHaX,
Y>KHBAKOUYH IEMHHX KPacoK.

HamsupaTHiluuii BHecok y 3acobGax BUpoOy
TKAHHH T4  IXHBOTO  NPUKPaAUTyBaHHA  Ha
AMepukaHcbKoMy KOHTMHEHTI #nanu KyasTypH
nepen—Komombisickkoro Ilepy, wo, signinexi
yacamu i reorpapiuHo, POIBMBANKCA HE3ANEXKHO.
Icuye rinoteza, wo B [lepy npukpamysaHo
TKaHHHH MOBTOPHHMH MoOTHBaMH MiXx 700-1100
pokaMm Hawoi epu 1 manun 6 OyTH yXuBaHi
3HaykK, Banblui abo W Tpadapern. baraukko
3pa3kiB TKaHWH 3HAHJEeHMX 13 Toro uacy O6e3
JAOHHX CYMHIBIB [OKa3yiOThb, L0 Taki NpHIagH
Oynu yxxuBaHi 10 ix npukpameHHs. Lli TkanvHy €
HEMOBOM CBilKaMmMn, [0 iXHI MaNCTpH ManH
NOYYTTA | 3PO3YMIHHA MOBTOProro OPHaMEHTY i
ISt UbOrO BOHH TBOPHIH BIINOBiAHY eEKTHBHY
NOBEPXHIO, BUPiI2YIOYH HA Hi¥l CBill YABHUNA MOTUB.
Motusn 6yn¥ B HHUX abCTPaKTHi, CTHAI3OBaHI
IBipATA, NTax, JIOACEKI NOCTATi, a TaKoX
¢dopMu reomeTpuuHi, 3pa3k¥ MX TKaHUH
HaxonsiTeest B Myzei TekctunsHoro Bimminy vy
BawiHrToHi.

Yci  kyabTypn IliegenHoi 1 LlentpanbHol
AMEPUKM YXKHBANHM 3HAUKM, AEPEB’SIHI TJIHTH |
BafK{ Mg DEKOPYBaHHHA TKAHHMH, ajie HIXTO HE
OCACHYB TaK BHCOKOro MHCTELBKOTQ PpiBHA, K
nepyasi.

Ecnanui micns 3aeoroBanHsa Ilepy sacraBnsnu
NEPYaHChKUX TEXHIKIB NPONyKyBaTn BHOIHKOBI
TKaHMHH, a BOHK, npopawyw ix 8 Esponi, pobunu
Ha TOMY BEJMKI I'DOLLi.

BeHiamin ®penknin 3anpocus B 1772 poui 3
Aurnii  JIxana T[rocodHa, wol BiH 3an0XHB
BuGiAkoBy MaiictepHio y dinapensgii. Mapra
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BauwiHrToH nepura Mana cykKHO 3 TKaHHHM,
MPUKPAIIEHOT BUOIAKOBOK TEXHIKOK 3 MAHCTEpPHI
Jxana [rOcoHAa, KOTpa HaxonMTLCA B My3el y
Bawinrroni.

BuGiitkoBa TexHika nossuiacs 8 Yxkpaidi B 11
¢T.. B poskonkax ropomguiua B ceni Paiikax Ha
AKUTOMIpILIMHI  3HAWAGHO KaM'SHY TQAMTKY ¥y
opMi  KpyXeuka i3 KpyriuM [ep>KaukKoM Ha
BEPXHiH cTopoHi. Ha HHXKHIH CTOPOHI € BUPHTHIA
opHameHT. lle € BubifikoBa IIMNTKAa OnA
NPUKPallyBaHHs TKaHnH dapbamMu.

B po3konkax Ha YepHirisuMHi BUABICHO HBa
KYCOUKH TKaHHH NpUKpaleHUX BHOIAKOBOIO
TeXHIKOW. [eoMeTpHuYHHI OpHaMEHT BiaOUTHI
YOPHOI ONiHHOKD dapboto Ha GiNoMy JIBHAHOMY
nonotHi. OpHaMEHT 4epHIriBcbkux BHOIHOK
CBOIMH MOTHMBAMH, KOMIMO3ULIEI | KONBOPUTOM
CXOXHA Ha OPHAMEHTH, fKi 3HAXOOATBECA Ha
dpeckax Codiiicekoro Cob6opy Ta Ha MO3IAiuHINA
monisui HecstuHHoi LepkBu. BiH cx0xHii TaKoX
Ha MOTHMBHM Ha Halliil KepaMilli Ta Ha MHCAaHKax,
IO  CBIYWTH MPO  MiCUEBE  IOXOHKEHHS
3HAHAEHUX TKAHMH B PO3KONKaXx.

Orxe wmaeMo naBa [OoKa3¥ Ha ICHYBaHHS
BUOIAKOBOI TexHikM B YKpaini B 11 ctonirri. B
TOA 4ac onHak xemist ¢apb y Hac Oyna uie
BIICTANOIO, W TOMY BHOifKa HE MOT/Ia BUTPUMATH
KOHKYpeHIii 13 MaTepisaMH OPHKpPaLIEeHNMA
TKaUBKHMH y3opaMHu. B Tux uacax TKauTteo B
Yxpaini Oyno gyxe noOpe po3lpuHyTe, ICHYBaB
TOPHU3IOHTANLHUMA TKAaubKHA BapcTart 3
NPUCIOCIONEHHSM, L0 PO3LiNAI0 HUTKH OCHOBH.

BubifikoBa TexHika PpO3IBHHYJaCb BHMCOKO W
npuiHAnacs B HApolMli WIHPOKO aX B Opyrii

NONOBHHI 18 CT.. Hapoani TANAHTH,
3aCTOCOBYIOMH CBOI TpalMiiiiHi OE€KOPAaTHBHI
MOTHBH, Hajanu 1A XapakTep HApPOAHLOI.
TkauuHM npekpacko pekopoBaHi BHOIHKOMO,
OXKMBUNH moaeHHHW#t Burnsang cena. CykHO H
NONOTHO  BUpOOneHe  BIOMAa  JCKOpPOBaHE
BUOIRKOK, 3HAYHO NpHKpacHno |1 30araThuio

BMTJISAL CENAHCLKOI XaTh. YOpaHHA CensiH CTano
CBIXKHM, KONLODHUTHIAIMM i BecemimuM. Ha
KIHOUHMA OmAr i NpUKpacy XaTy KOMIOHOBAHO
OPHAMEHTH  3i  CTHJIO30BAHHMHM  KBITaMH,
300paxKeHHsAMM  NTaxiB,  UBITYYHMX  JIEPEB,
KBAApaTIB, TPHUKYTHHUKIB, CNipanbHUX JiHIA, AKi
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Oynu TOBR’A3aHI 3 KyNLTOBHMHM oOpAlaMH yKpa—
incbkoro Hapopy. Ti MOTHBM nepexogunan 3
NOKONIHHA B [OKOJiHHA, NEPEeTROPIKYHCA Ha
wopa3 Kpauli opHameHTH. [Ina  4onosikise
OpHAMEHT OYB Y CMYIH, KJITOYKH ab0 i UATKHA.

B HixuHi B 1767 poui icHypajma TKalbKa
¢abpuka bBornaHa IpaHopa. MaicTpH B HIRA
BXHBaNH BXe y BUOIAKOBIA TEXHIli JEKOpYBaHHS
TKaHWH He TiJILKH JepeB’saHi GnbOKH, ane A MilHi
rpaBepoBaHi Banku. 3acTocoByBaln BXE H
OpHAMEHTH B [BOX | TpbOX Kojabopax. TyT
BUPODNANN TAKOX MPEKPacHi WOBKOBI BUOIAKOBI
xycTuHH. TMocepeanHi npukpaluyBanu ix OykeToM
CTHITI30BAHNX KBITiB! TPOSHA, aicrep,
YOpHOOPUBLIB 4H IHIWINKX 3 AUCTAM M'aTH. Tlo
0OKax KOMMOHYBAIH BIHOK 3 THUX CaMMX KBITIB.
Ona toro, wo6 npeacTaBuTH KBITH y Ginbwlii
CKaNli KONbOPIB, Y>XXKHBAIH POCTHHHUX OapBHUKIB.
Ha subifixoBi TkaHHHW OYB BEJNHKHH MONMT NO
HAWIMX MICTax y LEHTPalbHiA i cxigHiA YKpaiHi.
Tam 3actocoByBaHO BHOIAKM 1R OdOPMNEHHA
iHTep’epiB OYIMHKIB 3aMOXHMX ntoneH. Humu
06/1iNMIOBAHO CTiHM, 066MBaHo M’ski mebai. IxX
PO3KpalluyBaHO BEJIMKMMH B30pPaMH B iHTEH—
IMBHUX KONBOpax, WO OYNH XOHTPACTHUMH A0
6inoro abo iHWOCro neAb TOHOBAHOIO KOJNLOPY
Tna. CTOCOBAHO TaKOX reOMETPHYHO—POCAHHHI
OPHAaMEHTH, #AKI HaKNananW  MpUralieHUMH
cdap6aMi Ha TOHOB2HOMY TAi. Y B30pax WA LIHX
TKAHWH MalCTpM  BUKODHCTOBYBANH  MicleBi
TpaauMUifiHi HaUuiOHANTLHI MOTHBH, SKHMH HaLlie
ceno NMPUKpallyBano CTIHM, BiKHa, ABepi A neui
cBoix xat. ToMy BOHH MaJd HaUiOHANLHHHA
XapakTep, i ix pano KynyBanM TOAILIHI ABOPSAHH,
KO3aUbka CTaplUIMHA #  3aMOXHE KYMEUTBO.
OcepenkaMu BUPOOHMUTBA TakMX TKaHWH Oynu
micta Knis, Kponoseus, Iepesicnas, Mupropon i
[Monrapa.

HaiGinblinM  ocepeikoM BHCOKOMHCTEUBKHX
TKaHuH Byno Micto Kponoreun. lleH TKaubkui
npomucen GyB DO3IBMHYTHA TyT WIe BiR Yacie
jacHyBaHHA Micta Kponosus B 15 cr.. Tamollni
MOTHBH 300paXxylTh CTHII30BAHMX [ITaxis,
repeBa, KBiTH, KBafpaTH Ta poMOH, NOB'A3aHi 3
KYNbTOBHMH 0OpANaMM Hapony.

BenukuM xHiBchKMM MaiicTpoM 6yB Aradon
Yepuasuienko. OaHa 3 A0ro LiKaBUX KOMMNO3IMLIA



Ma€ Ha TEMHOCHMHBOMY Tili XKOBTOrapsadi Kona, 3
AKUX BUrASAIOTh OTHEHHI A3WKK. Baipeus Horo
TKaHMH 30epirca AHA nNigknagw  pu3, WO
nepexoByrdThcd B My3ei Kueso-Ileuepcekoi
Jlaspu. TMizHiun XWiBCLKI MaHCTpH, B3OPYHYHCh
Ha YepHABLIEHKOBI, CTBOPHIM CBilt KHiBCBKMH
CTH/b IEKOPATUBHOT BAOIMKH.

BubifikoBi  TkaHMHW = BHpoOGNANA  TaKOXK
nonotuaHa ¢abpuka B Hemuposi, BiHhMUBKOI
obnactu. Hewnpiscbki  BUGIAKOBI  XYCTHHH
Ha3UBANNCH KONLTPHHAMM, Bil iX MOTHBIB, WIO
YXXMBANKChL paHille Ha manepi uiei Ha3sBH,
KOTPHMMH ITPUKPAIIYBaHO CTIHM KiMHAT.

Hawi BuGifiKOBi TKAaHHHKU 33 CBOIM HAPOAHIM
XapakTepoM OynM Mano COpHAHATI B MICTax
3axinHboi  Yxpaiaun, wo Oynu  3acesieHi
NepeBaXHo YyxuUM eneMeHToM. Tomy ued 3acib
MaB 3acTOCYBAaHHHf TYT TiJlbKH B HapOIHLOMY
noGyti.  OpHameHTanbHi  MOTHBH |1  TYyT
pisHomaHiTHi. HajicTapui reoMeTpHyHI, HOBilWi
POCNMHHI B hopMi APiGHUX CTWMI3OBaHHX KBITIB,
JTUCTKIB, YacTO 3/erKa PO3KHHYTHMH 3ipKaMu,
ApiGHEHBKUMMN KONaMH, TPUKYTHHKAMMU,

Bu6ifikorRi TKaHHHH yXHBanoca ANd AeKOpy—
BaHHA XaTH, AK MOLUKBKKM HA NMOAYLIKHA i IEPHHH,
3aHaBICH [O BIKOH, @ TaKoX JNna XIHOK Ha
CMiAHKUI, 3aMacky, KOpoTKi kabatu. [Ina Myx4HuH
Ha IITaHM MOTHBM Oynu cmyrascti abo B
KJITOYKH.

Y nonoeuni 19 cr. BHGIAKOBA TExHika
NPUKPALIYBAaHHA TKAHHH NpHHANack B 3axigHid
YkpaiHi y SBOpIBIIMHI AyXe LIMPOKO. APXiBHI
Martepianu Micta JIeBOBa BHMABAAKOTHL, LLO Y
JIbBiBCchbKiK obnacti B 1811-1812 pp., Xu1o Han-
Oinpute Maiictpis, BubifKapis B SBOpiBCEKOMY
pavoHi. HafiBU3HAYHIIWUMKA iXHIMM LeHTpamu
6ynu Micto SBopie i cena Binemannua # Bina
[opa. BuGiikapi SBopiBuinHu Oyan BeAHKHMH
MaHCTPaMHi, XOY MpaLIOBaNH Y MPHMITHBHO
BHPAIDKEHUX MANCTEPHIX, LIO MICTHIMCA ¥ iXHIX
xarax. Cionn npuxoaniy N0QM 3 NONOTHAMH i
BUGMpanu colbi B30pH, WO BUPi3aHi HA AOLIKaX
BUCIJIM Ha cTiHax. Xoaunu Bubilkapi 1 no cenax,
Hecyun 3 co0ow JeKinbka BUOMBHHX MOINOK i
APYKYBANlK NIOAAM NONOTHA.

Ina BUGIHOK YXXHMBaNW NEHAHI | KOHOMASHI
NoNOTHA TINafeHBKOTO TKaHHA, a 3piaka W

GaBOBHSIHI  Ta UIOBKOBI  TKaHWHM. Hna
BUTOTOBNEHHA BUOMBHHX AOLLOK Y>XXHMBa/H I€PEBO
rpywi, opixose ab6o nunose. MoTHBH 4K B3OpH
PMCYBaNH cnepuly oniBUEM, a BIATAK BUPIdyBaiM
rOCTPUM HOXKHMKOM 1 pgojoTtueM. SBopiBehKi
BUOMBHI OOLIKH, MOXHA NMOAIIMTY HA TPH TPYNH.
[lepiia rpynma ue mani nNpsSIMOKYTHI AOCLIKH, Ha
AIKHX OYB BMpi3aHWil oanH Oinblmi aGo Kijbka
MEHIUMX  MoTHBiB. MaHcTpH, KOMOIHYIOUM
BIIGMTKH LMX MaNWX AOIIEHOK, CTBOPKOBAH Pi3Hi
cKnanHi komnosuuii. [lpyra rpyna npeacrasisna
AOIUKHA, W0 ManH BHMIPH ANA OEKOPYBaHHSA
NMOJIOTHA BilMOBIAHOrO NPH3HAYEHHA (CHinnML,
3aMackM i T. N.} MOTHBH ixHi Oynu gpiOoHbKI.

®apOy BUrOTOBAANH NMEPEBAXKHO 13 NPHPOAHHX
G6apsunkis. Konip 4opuuii pictaBanu i3 caxi
WNHILKOBHX NEePEB, YEPBOHMA 3  KOMALIOK
4YepBUIO, CHHIA i3 CyMillli iHAUro 1 ONMB'AHOrO
OinuBa, KOPHMYHEBMH 3 cyMilli OXpM i oOnusa.
@®apGu po3THpanu Ha JNBHAHIW onii, a BigTak
BApHNM ¥ BEJIMKOMY TIHHAHOMY TOpPLUIKY Ha Bia-
KPUTOMY BOTHI. T'oToBicTb cdapbu
KOHTPONBOBaHO KypAuuM nepoMm. Koau nepo,
3aHypeHe B apby, He 3aropaNoch, Lie 03HAYano,
wo y apbdi € wme 3abarato onii. Aka MpH
BiAGMBaHHI OpHAMEHTIB Gyne poGHTH Ha NOJOTHI
ToBLWERI MAMH. Konu x 3aHypeHe nepo y ¢apOy
3aropsinoe, (papba 6yna rotosa 10 yXHUTKYy.

Hns  BinbuBaHHA [OBO— 1 TPHKOJBOPOBMX
OPHAMEHTIB BUrOTOBJIKOBAHO OKPEMY AOLIKY [N
KOXHOIO KONBOpY.

OpnamenTd BUGIHOK Ha SBOPIBCBKI CITIIHMIL
CKJananucad 13 MHOXECTBA TIE€OMETPH3IOBAHMX
MOTHMBIB fIK: UATOYKH, KpyXalbUs, 3Bi3JlH,
COCOHKHM, TPUOOMKH, CIHMBKH. 3ajeXXHO KOTDHH
MOTHB TNepeBaXkaB y koMnosunii suGifiku, BOHA
HOCHIA HOro Ha3By.

BubifikM Ha CNTHULI-MaNbOBAHKH  APYKY-
BANUCA  CTPIYKOBMMHM  KOMMO3HLIAMM,  AKi
TBOPHJINCH 3 APIOHMX OpPHAMEHTaNLHUX MOTHBIB
YNOXEHHX B NapanelbHO BEPTHKaNbHI CMYrH.
Pi3sHOMAaHITHICTb THX KOMITO3MLIA yepes
3aCTOCYBAHHA PI3HMX OPHAMEHTaNbHHX MOTHBIB,
BBEICHHA MOMiXK CMYTH MTPOCTHX, XBUNIACTHX, 2 TO
A 3yOyacTHX NiHiA, AK TAKOXK YEpe3 3aCTOCYBAHHA
Pi3HOT TYCTOTM YyKNagaHHA MOTHBIE 1 cCMmyr,
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NaBaj0 UYYNOBI Pe3yNbTAaTH Yy KOMIO3MLIfAX THX
BIOpiB.

#/lBOpiBCBbKI  MaHCTpPH  CTBOPIOBANM  JyXKe
CKJagHI KOMMO3MWLIT i3 cTunizoBaHnx pocnuH. Ha
6inoMy TN 3/€rKa PO3KMHYTI CTHAI3OBAHI KBITH
NOMIX KPYTHMH TinoykaMmu H nmuctkamu. TTomix
THM € Garato BUILHOrO NONA, IO NA€ PIBHOBAry
HOPHOTIO KOABOPY 3 OLIHM.

ABopiBebKi XYCTHHHA APYKYBANUCA Ha
OOMOTKaHOMY noaoTHi. CepeauHy XYCTHHHM
NEKOPYBAN CITKOBUMH MOTHMBaMH, a BOpyre

UBITOBI FiNKH Ha4ye NPOMEHI PO3XOAMAHCH 3
ocepenka XycTHHU. beperamu cTpiukoBHII MOTHB
nonosHsB  koMmnosuuir.  HaRuwacriwe  Ha
CEpPEAHBOMY MOJI PO3KNANANKMCh Mani KBITKH,
JNCTOMKH H ArigkH, a Ha Oeperax BiHKOM
KPacyBalUCh BEJMKI KBITH @ JIMCTH, IO BMOBHI
FapMOHIZYBANIMCA 3 KOMIO3MLIEIO NMOMA XYCTHHH.
Ho pyOuiB NpHYinAsIM KONLOPOBI TOPOUKM, IO
FapMOHI3YBAJINCA 3 OPHAMEHTAUIEK  HaHOI
xyctuun.  Linuit  MOTMB  Ha XxycTHHI Oys
PO3KpallleHHH Y¢PBOHMM, 3ENEHHUM i KOPUYHEBHUM
KONhOpaMH, MO HANABANO BENHKMH eeKT, Ta
piBHOBary PO3MILIEHUX KOJILOPIB y
CKOMITOHOBAHIA KOMITO3MLL.

BoiAkn  yxuBanu y  cBoix  BMGifKOBUX
KOMMOO3HLIAX MepeBa)KHO CTHMI30OBaHI POCIWHHI
MOTHBH. J0OOpaXeHHA CKAaJaHHUX POCHMHHHX ra-
AY30K MPHKPalleHNX BMipy CTHIII30BAaHUMH
KBITAMM, Ta JHMCTAM Ha3UBANOCh Y HHX «Hara-
NY>XXEHHS». 3 BUOIAKOBHUX TKaHWH GOMKH LIHIM
nobinbIOCTI COIAHAL] Ha WoAeHs, Taka crigHuLs
HasuBanack ¥ HAX AUMKoRO. ToMy i BuOIfikoBHX
Ma{CTpiB BOHH Ha3uBaldu [OUMKapamu abo
ManspaMH.

BuGifikoBi MalcTpM NpPHi3IMIN Ha sApMapkH 3
TOTOBUMM I€PEB’AHUMH BHOIHKOBUMH GNbOKaMH i
APYKYBaJIH NIO0AM NMONOTHA, wo 6ylo Ona cena
BENTMKOIO JOTIOMOTOIO.

Op#HriHanbHICTb, CBIKICTH Ta Kpaca Hamof
BUGINKKH, 1 HawoHaneHMH XapakTep Oynu
MPHYHHOIO TOro, 110 BOHA NOLIKHPUIACH B HALUIMX
MicTax B 3axinHid YKpaiHi y TpuanATHX pokax.
Toni 3ycTpivanuca B MicTax npexpacHi CykHi Ta

KOCTHOMA MOWMUTI 3 NBHAHHOrO  [OJAOTHA
nekopoBaHoro  TexHikow  Bubitiku.  [lomy-
NApA3YBANa LUK} HEHaye  HApPOAHK  HOLIY
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KOOTIEpaTHBa «YKpaiHCbKe Haponue
Miucreureo» y JlbBoBi, ne BUGIMKOBI TKaHHHM
MOXKHa Dyno vabytu, abo 3aMOBHTH.

Ipuna Banax-Teepnoxnit

TEXHIKA BUBIHKH

OpHaMmeHTH Qg BUOIAKM BHpI3yBanu B OEpeBi
(rpywa aGo opix). Tenep yXHBa€MO NiHOJNEYM,
KOTPHIA, ONHAK, € AyXe [HYYKH#A, TOMYy HOro
HakNeweMo Ha Jeper’aHy IIMTKY. MoxHa
KYMMTH J1IHONEYM HAKNEEHNH BXE€ Ha AEepeBo,
FOTOBMA 00  BHDPI3YBaHHA Yy  KPaMHHULSX
MHCTELBKOro noctadyaHHda. Tam TakoX KynyeMo
3HapAQNd 0O BUpi3yBaHHs, ¢hapOu, BaJOK Ta Bce
iHwWe.

Maemo gpa poau ap6:

1. NAZ-DAR SCREEN PROCESS TEXTILE
COLORS

o 3MHBaHHA Ui€] hapOyn yKHBAEMO TUIHHK!
NAZ-DAR 2555 SCREEN WASH, NAZ-DAR 5500
THINNER, or MINERAL SPIRIT.

BeinocepenHbO micng OpYKyBaHHA 3IMHBAaEMO
IIMTKY 1 323Hapanas LM [AMHOM, 60 KOIM
3aCOXHe, He NacThCd 3MHUTH.

2. HUNT SPEEDBALL TEXTILE SCREEN
PRINTING INK.

Ila capGa 3acBika 3MHUBAETLCA JIETKO BONOIO,
ane #iK 3aCOXHE, TOHNI BXE HIYMM HE NacThed
IMUTH. Tomy yce aHapsamna, a 0coONMBO NUTKH
Tpeba NMOKNAanHO BMMMTH 3apa3 MICAA BXHTKY,
YKMBAIOYHW TPOXH ILIMHHOTO MUNA.

OpHaMeHT, paHille JOKNAgHO BHNPALIOBAHHA,
BiIOMBAEMO Ha TUIHTKY 3a NOMOMOTOK) KaJLKH.
Inommuu, o MawThL OyTH BHpIiZaHi, MOXEMO
3N1erKa 3aKpecauTH, Wod He 3pOOHTH MOMHIIKH.
JliHoneyM € DOCHTh TBEepOHA, ane Koau
NOBEPXHK HOro JErko HarpieMo, BiH M'SKHE i
MOTHBE BMPI3YETBCA NANEKO JIETLIe.

Konu opHaMeHT Ha naWTUi BNOBHI BHpPIlaHMH,
NPUCTYMAEMO OO BilOMBAHHA OpPHAMEHTY Ha
TKAHUHAaX.

TkauuHn yxupaemo 100% Oasosuani, 50/50
6aBOBHSAHI 3 MNOJIECTPOM, a TaKOX iHWI poOH
MaTepifNB, ane He GIUCKYYI.
¥Yci  TKaHMHM [0 NEBHOI

MipB  HacHYEHI



KpoxmaneM (crapd), TOMY MEpel MasilOBaHHAM
TKaHuHy TpebGa BunpatH, 60 dapba, 1wo
3aTPUMAETHCA Ha KPOXMali, ¥ NPaHHIO 3 BONOK
3ifae.

Ctin nokpupaeMmo rpy6o10 M’AKOKO TKAHMHOIO, a
Ha Hel Kiagemo nanip (neineprasenc), BIATAaK
KJaAeMo TKaHMHY, KOTPY M2€EMO APYKYBaTH.
®apbu HA3-JAP posnyckaeMmMo MpenapaTom,
no  HasuBaetsca: CLEAR - BASE -
TRANSPARENT (6000), y mnponopuii nBa a0
OfnHOro, TOOTO HAa NBi 4acTHHW ¢apbu naemo
onny vactuny TPAHCIIAPEHTY. Bumimasmn
ue nodpe, HabMpaeMO TPOXH HA HIX 1 KNaIeMO Ha
NOBEpPXHIO  piBHoro rpyforo ckna. Bigrak
po3soaHMo i1 JIEFEHBKO BAaJIkoM, a KOIH
TIOBEPXHA BalKa NOKPHETHCH PIBHOMIPHO TOHKHM
WwapoM (papOu, NOTHKAEMO HHUM JIETKO TIOBEPXHIO
BUpi3aHOT manTkH. IlepexogWMo Bankom no
NOBEPXHi TUIMTKN BHPI3aHOT0 OPHAMEHTY KillbKa
pa3is, yBaxawouu, 1106 OpHaMcHT GyB CYUUILHO,
ane nerko nokputui apbor. Ilepmni
BiIOMTOK HIKONA HE KIAdeMO Ha TKaHUHY
npuroToBaHy 1o BiIOMBaHHA, a HanepeR podumo
NpoOHHUH BINOMTOK Ha KYcKy TKaHuHW. Konu
faudMo, WO BINGMTOK BUXOOUTh AOOPHMA, TOAI
MOYHHAEMO [PYKYBATH TIPHIOTOBaHY TKaHWUHY.

Ilo koXHOMY BIIOHUTTIO OPHAMEHTY NOKPHMBAEMO
fnvok dap6oK HAHOBO.
l'oToBy ynekopoBaHY TKAHHHY T[E€PECYLIYEMO

yepe3d Hi4, a BIQTaK TNPUCTYMaEMO 10
cKpinioBaHHA apbu, wWo pobuThea uepes
npacyBaHHA.

ITpacyBanbHMUIO MOKpHBaEMO namnepom (neinep
TaBen), a BiATAaK KJIaAeMO TKaHHHY [pPaBUM
60okoM 1o npacyBanbHuUi., OTXe NpacyeMo 3NiBa
NpHKpalleHi MOBEPXHI, HACTABAAIOYM 3aNiIKO Ha
«[MEePMAHEHT», 1 TpacyeMo JAyXe MOBOJI,
NepecyBaloyy  3ai3ko TiIbKM Mo BiAOWMTKAax.
Binrak mpacyeMo npaBy CTOpPOHY 4epel nanip B
TOIt cam cnocib.

ITin snaneoM BUCOKOT TeMnepaTypu (Bix 275 ® no
300 @) dapba ckpimntoeThes. [TpacyBaHHs
MOXHA 3aCTYNMHTH BIOXEHHAM JI0 cyulapku Ha 40
xBunuH. ITicna ApyKyBaHHA, B3ip 3Na€TLCA TPOXH
TBEPRMH, ane No NEepLICMY NMPaHHi B M IKHE.

Ho dapou I'YHT CIIIIBOJLI, Takox nogaemo
ana poaseaeHHn SPEEDBALL  TEXTILE
TRANSPARENT BASE (Screen Printing}.[lo nsox
4acTMH  ¢apbW  NONaEMO  ORHY  YacTHHY
TPAHCITAPEHT-y.

o dapby ckpinmaloeThCA MpPacyBaHHAM, fK |
NOTEpPERH!O.

Ipuna banax-Teeproxiio
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LINOLEUM BLOCK PRINTING

ON TEXTILE - VYBIYKA
By Irene Banach-Twerdochlib

The sense of beauty is one of God’s many gifts to
man. Already in the very early stages of spiritual de-
velopment, man wished to display this feeling. At first
it was demonstrated by simply collecting objects
which called attention to themselves by their beautiful
shape or color and by hanging them on the neck, man
tried to adomn himself. Perhaps even the genesis of
textile printing was a moment such as this — man
noticed that one of the collected iterns, being in a wet
stage, left its lovely imprint while touching a dry sur-
face,

Another supposition is that animal tracks, footprints
and handprints, especially fingerprints, developed
man’'s imagination and gave birth to the idea of carving
imagined motifs and stamping them on cave walls, on
the body and eventually on cloth. Man’s creative imag-
ination grew through printing. By repeating the prints
in rows, or by grouping a couple of objects together,
printed ornamentation was created.

The components of given motifs were carved on the
edges of sticks or on wooden blocks. They also were
formed and baked in clay producing a cylinder, a half
a cylinder or a flat printing block. Unable to be named
by their varied forms, they were called stamps. Orna-
mental printing in its early application will be referred
to as the “stamping process.”

The stamping process is a primitive form of textile
printing which appeared early in the cultural develop-
ment of man. Stamping prints are found on the cave
walls of the earliest civilizations both in the old and
new world. The first stamping process of omamenta-
tion was started in Mesopotamia. In the ruins of her
ancient cities were found cylinder-shaped, rocker-
shaped and flat-backed clay stamps which are dated
ca. 5000 B.C.

The Mesopotamian culture had a great influence on
the world of that time. From a mural dated ca. 2500

B.C., it can be ascertained that the stamping process
spread to Egypt, as the mural’s figures were wearing
clothing decorated by a repetitive design which
doubtlessly was created by the stamping process.

From the patterns decoratings the clothing of the fig-
ures on Greek vases, ca. 500 B.C., it appears that
textile stamping was also practiced in Greece.

Textile printing became a fine art in India long be-
fore the advent of the European renaissance. Records
show that India has the longest unbroken history of
decorating textiles with dyes. Both the stamping and
block printing methods were used. India’s wooden
printing blocks are dated ca. 3000 B.C. Through pro-
longed, persistent work, a rich culture of decorating
textiles with dyes evolved in India.

At first, Indian craftsmen used earth pigments but
eventually they obtained dyes from vegetables, fruits,
flowers, roots and bark, strengthening and stabilizing
them by the addition of earth acids or muds containing
lead. Their motifs depicted various exotic birds and
animals on blooming trees, human figures, flowers
and plants. The highly refined motifs, intricate
techniques, and the knowledge of dye chemistry con-
tributed towards the manufacture of textile prints of
great quality and beauty. Indian cotton and silk prints
became the objects of world trade and had great influ-
ence on the economic and aesthetic concerns of many
nations.

When Alexander the Great occupied India in 327
B.C., the Greeks described the beauty of high quality
textiles. As a result of the Greek invasion, distant
trading routes were formed and Indian printed textiles
reached the markeplaces of Greater Asia and beyond.

In the second century A.D., Arabian merchants
brought the Indian printed textiles across the Red Sea
to Europe. Great quantities of Indian textiles dating
close to 12-15 centuries earlier were found at the site
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of the ruins of ancient Cairo. This atiests to the close
trading relations of these two countries. Many of these
textiles, printed in indigo or red dyes, are decorated
by the block printing technique.

The oldest cloth specimen of printed textile was
found in a Coptic burial place in Egypt, dating from
the 9th century A.D.

In China, aiready in 400 B.C., textiles were deco-
rated by the stamping method with the use of earth
pigments. In the National Museum of the Forbidden
City, wooden printing blocks, which date back to 200
B.C., are preserved.

The stamping technique flourished in China during
the “Hen Dynasty™ which lasted from 206 B.C. to 220
A.D. In addition, at this time, the technigue of silk
weaving and embroidering, which overshadowed the
value of printed textiles and the general decoration of
textiles with dyes, became highly developed.

In 75 A.D., the Chinese discovered paper, and
using block printing methods, they soon started to
print on paper. Between 850-1050 they printed a book,
which is regarded as the oldest book of its kind, using
the block method.

During the third and fourth centuries A.D., the
block printing method found its way from China to
Japan. Here it was widely developed and soon became
accepted as a national folk art.

In the middle of the 16th century, Portuguese mer-
chants brought o Japan the Indian textile prints which
introduced the Japanese artisans to many new ideas in
creativity. Their motifs, nevertheless, were more
suggestive than borrowed, more abstract than realistic.

Textiles decorated by the block printing method be-
came known in Europe through travel and trade con-
nections. Italian records mention that the art of de-
corating textiles by printing was in use in the 13th
century. Europe became more closely acquainted with
the printed textiles during the time of the Crusades.
but due to the lag in knowledge about dyes ~ which
is why it took centuries for textile printing to develop
in Europe — it was difficult for Europeans to reproduce
the highly intricate prints of India or Java, and printing
production for the most part was executed in black on
white or bright-colored cloth,

The motifs of textile prints in 12th century Germany
reveal the influence of Byzantium and the Middle
East. Their motifs depict stylized animals, trees, flow-
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ers, fruits and geometric design. The Germans used
the block printing technique with great success in the
illustration of books.

In the early Renaissance period, the German arti-
sans applied the block printing technique to imitate
woven ornamentation on brocades and velvets. An at-
tempt to imitate the designs from woven textiles
through printing methods continued for centuries in
the West.

The art of decorating textiles by printing continued
to develop during the 16th century with the ornamenta-
tion becoming more intricate and detailed. With the
discovery of an ocean route to India by Portugal’s
Vasco da Gama, the exquisite textiles of India and
Java became accessible to Europe. For many years,
the Portuguese and Spanish merchants had an actual
monopoly in the trading and distribution of Indian tex-
tiles.

In 1631, the East India Company received permis-
sion to import textiles to England. Their supply was
gladly received by Europe. In 1676, William Sherwin
was granted permission to print on linen cloth using
the wooden block printing process as used in India.
However, due to inadequate knowledge of dye chemis-
try, his production was unsuccessful. The wool and
silk merchants were unable to withstand the competi-
tion from Indian printed textiles, and through their
efforts in 1700, importing Indian textiles to England
was prohibited. England’s pninted textile industry
started to flourish at the beginning of the 18th century
when printing technology was improved. In spite of
the existing prohibition in 1770, the roller was intro-
duced into the production of printed textiles. In 1774,
permission was restored to print on clean cloth.

The next innovation in England’s printed textile in-
dustry was the introduction of the copper plate by
Francis Nixon in Ireland in 1750. The design was
printed in a single color, either in red or blue, The
motifs were complete pictures repeated in a simple
way. The patterns represented not only landscapes, but
even happenings, events or adventures of the period.

In the 17th century, France started to import printed
textiles from India. The beauty of Indian textiles com-
pletely devalued home production. After subsequent
complaints from the textile industrialists, King Louis
XIV, in a 1686 edict, prohibited importation and at-
home production of printed textiles. This edict was



rescinded in 1759. The popularity of printed textiles
continued to grow. Production, nevertheless, lagged
due to inadequate technical knowledge.

Finally, K.F. Oberkampf, who arrived from Ger-
many, highly upgraded the textile printing industry in
France. In 1759, he established a textile printing firm.
The major portion of the production was single-col-
ored, printed on a copper plate. At the end of the 18th
century, the firm began to flourish. He printed intricate
designs in multiple colors using wooden blocks and
copper plates. Oberkampf’s success was due to his
ability to prepare designs which could be skillfully
executed as a result of innovations made by him and
his craftsmen. Pastoral scenes and scenes from the
French and American Revolutions adomned his textiles.
Other printing craftsmen applied abstract and plant
designs but only Oberkampf created the lasting stamps
with which present-day interiors are decorated.

Baked clay stamps, which were used for stamping
decorations on walls, on the body and on cloth using
earth pigments, were found in the New World in Cen-
tral and South America. The most outstanding con-
tribution towards the development of textile decoration
on the American continent was made by pre-Colum-
bian cultures, which were separated by both time and
geography, and evolved independently. According to
one hypothesis, textiles were decorated by patterned
designs (by stamp, roller and even stencil methods) in
Peru between 700-1100 A.D. The discovery of various
textile samples from that period testifies that such tools
were used to decorate them. These textiles are like
witnesses that show their artisans had the feeling and
understanding of repetitive ornamentation and for this
they created the appropriate effective surface, cutting
on it their imaginary designs. Their designs were
abstract, stylized animals, birds, human figures, and
also geometric forms. Specimens of these fabrics are
displayed in the Textile Museum in Washington, D.C.

All cultures of South and Central America used
stamps, wooden blocks, and rollers for decorating
cloth. However, none reached the artistic heights of
the Peruvians even though the Spaniards, after con-
quering Peru, forced the Peruvian craftsmen to pro-
duce printed textiles for their European trade.

Benjamin Franklin, in 1772, invited John Hewson
to come from England and start a textile printing work-
shop. Martha Washington was one of the first to have

a dress made from the printed fabric produced in Hew-
son’s workshop.

The stamping process appeared in Ukraine in the
11th century. At the excavations in the village of Rayka
in the Zhytomyr province, a stone plate was found.
The plate was circular in shape, 3.2 cm. in diameter,
and had a round handle attached to the top side. There
is a carved out design on the reverse side. This is a
printing plate for decorating fabrics with prints.

In the Chernihiv region, excavation has uncovered
two pieces of cloth decorated by the stamping
technique. The omamentation was stamped with black
oil paint on white linen. Reconstruction of the or-
namentation established its proper geometric design.
The omamentation of the Chernihiv prints in their
motif, composition and color scheme is similar to the
ornamentation on the frescos of the St. Sophia Cathe-
dral and to the architectural details of the floor mosaics
of the Desyatynna Church. The ornamentation also
appears on objects of folk art, ceramics, and pysanky
and attests to the regional origin of the cloth.

Thus there are two proofs of the existence of stamp-
ing technique in Ukraine in the 11th century. At this
time, paint chemistry was little understood and that is
why textile printing could not withstand the competi-
tion from the fabrics decorated by the weaving pro-
cess. Weaving was quite highly developed in Ukraine
because the horizontal weavers loom which separated
thread had been in use for some time.

The stamping technique had become highly de-
veloped and was popularly received in the second half
of the 18th century. Folk artists, by applying their tradi-
tional decorative motifs, gave it national character.
Fabrics exquisitely decorated by printing livened up
the everyday appearance of the villages. The broad-
cloth and linen, produced in the home and decorated
by printing, greatly beautified and enriched the appear-
ance of village homes. The peasant’s clothing became
fresh, colorful and gay. For women's clothing and
home decorating, omamentation was designed in
stylized floral birds, blossoming trees, squares, tri-an
gles, and spirals, which all were connected with folk
cult rites. These motifs were passed on from genera-
tion to generation, transforming each time into more
highly stylized ornamentation. For the men, ornamen-
tation was composed of stripes, squares and dots.
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In 1767 Bohdan [waniw owned a textile factory
in the town of Nizhyn. His craftsmen used wooden

blocks and copper engraving rollers to decorate tex-
tiles. They also were able to produce decorations using
two or three colors. In this factory they also produced
beautiful silk-print kerchiefs. The centers of these ker-
chiefs were decorated with bouquets of stylized flow-
ers — roses, asters, marigolds — or with mint leaves.
The sides were decorated with wreaths of the same
flowers. In order to present the flowers in a wider
range of colors, they used plant dyes. The demand for
printed textiles was particularly great in the cities of
ceniral and eastern Ukraine. The printing technique
was ultilized there for interior decorating of the homes
of wealthy people. The walls and soft furniture were
decorated by textile prints. They were decorated with
big designs of intense colors, which were a contrast
to the white or other subtle-colored backgrounds. Also
geometric, plant-motif ormamentation was adapted by
applying toned-down colors on a subtle-colored back-
ground. In the designs of these tesiles, the craftsmen
utilized traditional national folk motifs which the villa-
gers used to decorate walls, windows, doors and ovens
in their homes. That is why printed textiles had na-
tional character and were widely sought by the gentry,
cossack officers and wealthy merchants.

The centers of printed textile production were Kiev,
Krolovetz, Pereyaslav, Myrohorod, and Poltava. The
greatest center of a highly artistic, printed textile in-
dustry started to develop from the time of the founding
of Krolovetz in the I5th century. The motifs which
came out of this town depict stylized birds, trees, flow-
ers, squares, rhomboids. All were connected with the
folk rites of the area.

Agafon Chernyavschenko was a leading textile
craftsman in Kiev. One of his interesting prints is a
composition that depicts, against a background of
navy, hot-yellow circles of rings through which fiery
tongues are passing. Samples of his textile prints have
been preserved on the lining of a priest’s vestments at
the monastery of Kiev, Pecherska Lavra. The later
Kievan craftsmen patterned their designs after Cher-
nyavschenko had created Kiev's own style of printed
textile omamentation.

Printed textiles were also produced at the linen fac-
tory in Nemynv in the Vinnytsia region. The printed
kerchiefs of Nemyriv were called keltryna, from the
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motifs which once were used on wallpaper patterns of
that name. Ukrainian produced printed textiles, be-
cause of their national folk character, were not popular
in the cities of western Ukraine, which, for the most
part, were usually populated by foreign elements. That
is why in this region fabric printing was utilized
mostly in the countryside. Here also a great variety of
omamental motifs were developed. The oldest motifs
were geometric. The newer ones depicted plants in the
form of stylized flowers and leaves, often with lightly
scattered stars, miniature circles and triangles.

Printed fabrics were used to decorate homes, as
covers for pillows and comforters, window curtains as
well as women’s skirts, aprons, short jackets, kabary.
They were also used to decorate men’s clothing,
mostly pants, generally using stripes or square pat-
temns.

In the middle of the 19th century, fabric printing
ornamentation was widely accepted in the Yavoriv re-
gion. Archive materials in the city of Lviv, reveal that
in the Lviv province in 1811-1812, the greatest number
of fabric printing craftsmen lived in the Yavoriv re-
gion. The most outstanding manufacturing centers were
in the town of Yavoriv and the villages, Vilschanitsya
and Bila Hora. The Yavoriv printers were great
craftsmen even though they worked in primitive work-
shops which were generally located in their homes.
People came with their own cloth to their workshops
and chose their patterns from cut-out samples hanging
on the walls. The craftsmen also went from village to
village, taking along a number of sample boards and
printed cloth for the people. The printing was gener-
ally done on fine linen and flaxen materials or some-
times on cotton and silk.

When making wooden blocks for printing, the wood
from pear, walnut or linden trees was used. The motifs
or patterns were first drawn with a pencil and then
were cut out with a knife or chisel. The Yavoriv wood
blocks can be divided into three groups. The first
group is made up of small square boards on which
were carved out one big or several small motifs. The
craftsmen, by combining several small motif wood-
block prints, created various intricate compositions.
The second group is represented by wood-inocks
which are sized for printing on a specific dimension
of fabric. These block boards are decorated for specific
itemns such as skirts. The third group is made up of



square boards for decorating kerchiefs. For printing
designs which required two or three colors, a separate
board was made for each color.

The dyes were generally made from natural mater-
ials. The black color was obtained from the soot of
evergreen {rees, red-colored dye was prepared from
insect cochinal, blue from mixing indigo with lard,
brown from a mixture of ochra and lard. Dyes were
rubbed up with linseed oil, and afterwards were
cooked in a big clay pot on an open fire. The readiness
of the dye was controlled by testing with a chicken
feather. When the feather was dipped in the dye and
didn't set on fire, this meant that the dye still contained
too much oil and would create grease spots during the
printing process. When the feather ignited upon dip-
ping, the dye was ready for use.

The print designs for Yavoriv skirts were composed
from multiple geometric motifs such as dots, circles,
stars, pine trees, mushrooms, plums. Depending on
which motif dominated the composition, that name
was given to the print. The prints for decorated skirts
were printed by ribbon compositions which are created
from miniature ornamental motifs placed in parallel
vertical stripes. The diversity in these compositions is
obtained through the application of various omamental
motifs, interwoven between simple stripes, wavy or
even toothy lines, and also by varying the density of
motif and stripe placement.

The Yavoriv craftsmen created highly intricate com-
positions and stylized plants, often on a white back-
ground with lightly-scattered, stylized flowers among
sharp branches and leaves. In the composition there is
a lot of empty space which gives balance between
black and white. The Yavoriv kerchiefs were printed
on home-spun linens. In the center of the kerchief
there is a netted composition or sunburst design and
on the edge a ribbon composition. Frequently, small
flowers, leaves and cherries were situated in the center
of the net, while the sides were decorated by beautiful
wreaths woven from big flowers and leaves. Colored
fringe which complimented the colors in the design of
a given kerchief was attached to the edges. Flowers,
leaves and branches on the kerchiefs were bordered
with red, green and brown colors.

In the Boyko region, the craftsmen usually used
plant motifs in their compositions. Intricate plant
branches, adormed with stylized flowers and called

nahalluzhennya, were often portrayed by the Boykos.
They sewed mostly skirts from printed fabric. The
Boykos called such skirts dymka. That is why the
printer craftsmen were called dymkars or printers.

After World War I, when it was impossible to buy
any fabrics, the printer craftsmen usually came to the
marketplace with their ready made wooden printing
blocks. This was a boon for the war-ravaged villages
of that time.

The beauty, originality and freshness of the Ukrain-
ian printed fabric, along with its national character
was the reason for its widespread popularity through-
out the cities of Western Ukraine in the 1930, In
those days, it was possible to encounter in the cities,
ladies in splendid dresses and suits which were sewn
from linen cloth decorated by the printing process.
Much of the credit for the popularization of this almost
national wear is due to the cooperative of Ukrainian
National Arts in Lviv, where the printed fabric could
be purchased or ordered.

THE TECHNIQUE OF BLOCK-PRINTING ON
FABRIC

Originally the designs for printing on fabric were
carved in wood — pear or walnut boards. Today we use
linoleum, mounted on board for rigidity. Linoleum
plates of this kind are obtainable from art supply
stores. From these stores one can get all the necessary
supplies — carving tools, ink, rollers, etc.

Two kinds of ink can be used;

1. NAZ-DAR Screen Process Textile Colors which
can be washed off with NAZ-DAR 2555 Screen Wash,
NAZ-DAR 550 Thinner, or Mineral Spirits. Linoleum
plates should be washed immediately after the printing
process is finished because hardened paint cannot be
washed off.

2. HUNT Speedball textile Screen Printing Ink.
When fresh, this ink can be washed off with water,
but if hardened it becomes unremovable. When using
this ink, the tools and plates should be washed
thoroughly with liquid soap immediately after use.
Procedure

1. The design is carefully drawn on paper and then
transferred on linoleum plates with carbon paper.

2. Parts of ornaments to be carved out could be
lightly shaded with pencil to avoid errors.
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3. Because linoleum surface is hard, warming is
recommended to make the carving process easier.

4. After the carving of the design is completed, it
is ready to be printed onto a fabric.

The following types of fabrics can be used: 100%
cotton, 50/50% cotton polyester blends, 100% polyes-
ter and other similar fabrics. Before printing,the fabric
should be laundered to remove the starch, sizing or
other finishes. If the fabric is not laundered before
printing, the printed design may come off with the
finish in the first laundering.

To start printing, first cover the table with thick soft
fabric and cover it with paper toweling. The fabric to
be worked on is laid over paper towels.

Two parts NAZ-DAR Ink and one part of CLEAR
BASE TRANSPARENT-6000 are mixed together.
Using a knife, place a small quantity of this mixture
on a smooth, thick glass, and then lightly spread over
the glass surface with a roller until the roller is covered
with a thin, even layer of color. Lightly touch the
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design plate with the color-covered roller, being care-
ful to cover evenly the uncarved parts.

The first impression is always made on a trial piece
of fabric. If it is satisfactory, proceed with the printing.
The plate should be covered with ink after after impres-
sion.

The decorated fabric should be dried on the line
overnight. Then iron the printed design on an ironing
board covered with paper towels to fix the ink. First,
iron the fabric from the wrong side using permanent
press setting (go very slowly over printed parts), and
then iron once more from the right side. High temper-
ature (275° F-300° F) fixes the ink. The printed parts
feel stiff only until first laundry.

When using Hunt Speed Ball Ink, mix it in the
same proportion (2:1 with Speed Ball Textile Transpa-
rent Base Screen Printing). Fix ink on fabric by iron-
ing as described above.

Translated into English by Valentina Makohon
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FOREWORD

“We must never forget that art is not o
Sformr of propaganda; it is a form of truth.”
John F. Kennedv, Amherst College,
Amberst, Muass., Oct. 26, 1963.

Irene Banach-Twerdochlib has a legacy to pass onto
the human race — her art. This selection of her work
will give readers only a small sample of her skill yet
it will serve to focus attention on the center of her
concerns — being a Ukrainian artist living outside of
Ukrazine. Her works inform the rcader of her identity
and the forces that have formed it. Her goal is to rekin-
dle in succeeding gencrations the spirit of the Ukrain-
ian nation and preserve the beauty of a national iden-

tity through its art. She completes both these tasks
admirably.

The sections of text that follow present a bilingual
portrait of Irene Twerdochlib’s uniqueness. A glimpse
into her life is provided by the autobiographical sec-
tion. Her impact on others is ultimately revealed by
the reflections of both Dr. Mykhailo Loza and Dr.
Behdan Stebelsky. Finatly, her article on Vybivka
chronicles the origins of a national art form.

Prof. Evhen Lylak







IPHHA

BAHAX-TBEPAOX/MIF TA i

MHUCTELTBO

Jdp. Borgan Credenscbkuit

Oco6nuBicts TBOpYocTH IpunHn Teeppoxnid
BUMATacE, K i KOXHOT MHCTELKOI
iHOIMBIAYanbHOCTH, TAA, 6€3 AKOro He nerko oyno
6 HAKPECAUTH il TBOPYHIA NOPTPET.

Ipuua  Teepnoxni6, AK nokasye i
aBTobiorpadig, BHBYana Pi3H1 TEXHIKH
MHCTEUILKOTO BHCIOBY, 3HAHOMHMNACA 31 CTHIAMH
BU3HAYHHUX MHCTLIB, L0 MAJH BEJINKHA BIAHMB Ha
¢$opMYBaHHA Cy4YacHBX TeqiH B 06pa3oTBOPUYOMY
MMCTEUTBI, NOCTIHHO BHMBYana 3pa3KH yKpaiH-—
CBKOTO HAapOOHOI'O MHCTENTBA B YCiX HOro
Oaratorpannmnx Busieax. [locnimxkysana i Bupyana
AIK  MHCTEUb—TIDAKTHK, a TNOAEKYAH  AK
MHCTELTBO3HABED.

Ipuna Teeppoxni® He HANEXKHTb MO MMCTLUIE,
1O OOMEXYIOTh CBOIO TBOPYICTE TEMATHYHO M
3acof0aMH MHCTeUbKOro BUcnoBy. HanexunThs no
THX, WO B KOXHOMY XKaHpi 3HaXOOUTh
3aUiKaBAeHHs JUIA CBOIX MUCTEUbLKHX NMOIUYKIB Ta
po3e’asok. lle HaraTo roBOpHTE Npo ii XapakTep,
a B MHCTELLKOMY BHCIOBI MNpoO il CTHIIb.
CTuxifHicTe i BOa4yl, KOMIOOHEHTH BIONOrIYHOCO
XapakTepy, TEMNEpaMeHT | Binsara, MOB'A3aHi 3i
CBOEDITHUM BiIYYTTAM KOJLOpIB Ta
IHTENEKTYaNhHUM BUBYECHHAM JAKOHIB
KOMMNO3HUI{i, BeOyTh [i CTEXKKaMH MOLIYKIB Bifl iM-
npecionicTiB y Kpaesupax: «Jlitom Ha dpapMi»,
«Bepxosuna», «[nen Cneii», «[lapk TposHn y
Poyecrepi», um mnocriMnpecioniamy: «QOcins y
IMencunbBercbknx ropax», «B IleHCUNbBEHCLKNX
ropax», «CiHOKOCH», @ 3rofloM eKCIpPecioHiIMy B
TBopax: «Ko3zaku Ha YopHoMmy Mmopi», «3axin
COHUA B YKpaiHi». € TeX KpaeBuau i3 CyTO
peanicTHYHMMK  TeHaeHUiaMK Ak  «OciHE B
I'atinenn mapky», «Pauus BecHa y BpicTonb»,
«IlencunbBeHCBKI ropu», «alinena napk 3uMoK»
1 «Po3m’saTTsi». € TeX KpacBMOM, HA AKMX CIiIHi

nepexonosi  ¢GopMH  CTHIIB, UYMW fAKi  TpyaHo
ONPHAINKTH B OKPECASHHA CTUAL BIAOMYX Tedid y
MHUCTELTBI, WO Maly BIUVIMB HA TBOPYIiCThH IpHHM
Trepaoxni6.

IMonidéna HUTKA WYKAaHE BHIHA Ha ii MepTBIA
npuponi: «CoHAUWIHMKM B Troponi», «MeprBa
npupona — oBoui», «HatiopMmopT» (mianwka Ha
TAL Apanepin), B AKiA MHCTKHMHA HaOGAMXaEThes

0 THNOBO CE3aHIBCHKOI KOMMO3ULiI MOCTIM-
NPECiOHICTIB.
OcraTouHo TBOPUICTb Terepnoxnit

3aBEpLIYETLCA CTUIEBO MOBOK abcTpaKTHHX
dopMm y ii OKpeMMX KOMIO3ULIAX KyBiCTU4YHOIO
XapakTepy: «KOoMIToInLia», «KoMnozuuia»
(npamepii), «KoMno3suuist Popm».

Y TBOpUYOMY NOPIOKY MHCTUA € PAA KPAEBHIB 3
apXiTEKTYPHOK) TEMAaTHKOIO, a 30KpeMa 3
uepkoBHow. TyT, AK 1 B KpacBuaax cyrybo camoi
NPHPOAKN, MAEMO pi3HE TPaKTYBaHHS TPEAMETY:
Bil TpanauUiiHO—peanicTuuHoro «llepksa B ceni
Oy6iBuax» i «lepkBa c¢B. Mukonn vy
Kpupunusx», B AKHX aBTOpKa 00’E€KTHBHO HOTYE
apXiTEKTYPHI NaM’'ATKH HAWOi KYIbTYpH 0e€3
HaMaraHHA ofnapyeatn ix Oyne—sKkCK
CHMBOJIIKOIO, KPiM TAKHMX MaM'TOK, AK «Kartefapa
cB. KOpa y JIbBOBI», uu «llepka cB. Mukoan B

KononHomy». Binbuie OXKHBJIEHHHA
KONLOPHCTHYHO i GiNbllle  eKCNpeCiHHMA
HacTpoeM € obpai: «llepksu c¢B. IBaHa

Xpecrutens y [anTepi» Ta «llepkBa y cexni
Konopa na 3akapnaTTi», ane BXe [yXe
eKcnpeciiHi HACTPOEM, POMAHTHYHI
KONSOPHCTHYHHM TIOM LEPKBH: «CB. MHKONK B
Konognomy» i «cs. Hpa y Jlesosi». Ilpupona
TaM  3rapMOHI30BaHa 3 apXiTeKTYPHHMH
aHCAaMONAMHM 1 CTHMYJIOE TAAHA4Ya BHYTPIlLHIM
aMicroMm Temn. 3acoOoM, IO BBOAHTL [Nsilaya y



3MICT TBOpIB, € KOJIBOP: CHHI BIATIHKH i chioneTn
Haa «lOpom» (6Gyps — HacTyn Hod4i) Ta rapadi
OpaHXi, YepBeHi, WO nepexofaTh y ¢ioneTu y
Teopi «llepkea cB. Muxoau». B ocTaHHix
npaufix, TYT Ha3BaHUX, NPOOMBAETBCA CHIIbHA
€KCMpecia HacTpOK HEOPOMAHTU3IMY. Mucreub
6e3 nponaraHaMBHHUX 3acobiR LIUMH KapTUHAMH
HiOM BIITBOPIOE Tparefilo MOCKOBCLKOTO HAl3ay y
Hpyriin cBiTOBIA BifiHI Ha YKpaiHy Ta BOrHi i
noxapu Ha JIeMKIBLIMHI BXKe micna BiAHU.

Ii ikonu — «Ikona Boxoi Martepi», «Marip
Boxa-Benuka Ilanaris», «lkona boxoi Marepi»
— iHTepnpeTauia BHIIrOponckkoi HE € KOMisgMH.

Boun ManboBaHi 32 NEBHMMH  3aKOHAaMH
ikonorpadgiuHoi 1wKkonu, ane piBHOYacHO 3a
BJIACHUMH pHCaMM  MHCTEUBKOI MOBM, IO

CNiB3BYYH! 13 IHIMM XaHpoM ii chirypansHoro
MHCTELTBA — 3 NOPTPETOM.

B noprperHomy mucteuTsi («IlopTpeT NiBUHHK
B yepBOHOMY», «[lopTpeT wonomika», «IlopTper
NIBYMHH B CHHBOMY», «[lopTperT piBuUMHM B
XKOBTOMY», «[lopTper miBYMAM 3 pO3IMYLICHUM
Bonoccam», «IlopTper noHbkH  Opuci» Ta
«[lToprper mnani Topnou») Ipuna Tseppoxni6
BUAB/IAE KOMIO3ULIAHI 3[10HOCTI OynysaTi obpa3
KONBOPOM, NPaBWIEHO PO3MICTHTH IUIOWI TA4,
MOCTaBUTH HOro y riinbuHi o6pa’ly Ta He BTOMUTH
B HbOMY oOmuMuua i wuinoi ¢irypun ManbopaHoi
TIOAWHH, IO 4YACTO TPalNAE€TbHCA Y BHU3HA4YHMX
mucTuiB. [loptpeTH, #K ckazano, Oynye BOHa
KOJbOPOM, IO HOre BimuyBa€e Oe3NOMUNBHO, i
TOMY YHUKAE NMOMUIIOK, IO MOXYTh 3’ SBJISITHCH ¥
MHCTLIB, #Ki ONEPYIOTh KOHTPAacTaMH Yy
CBITNOTIHAX Yy CKaJl Bil 4YopHoro po OGinoro.
Koxen mnoprper ii Monenis, mNCHXONOTIYHO
BUBENICHUA, HE TNOBTOPSETHCH, 2 KOJILOPOBHUMH
3acobamu inocTpye xapaktep. [loprpern, B
SKIACH Mipi YIIpOLLEHi, 3BINTBHEHI Bill OPYTOPANHAX
€NeMEHTIB, TNPOMOBASIIOTE  (e3NnocepeHbOIO
LLIMPICTIO.

Ipuna Teeproxni6 HalKpalue BUCTOBIIOETLCH Y
TEMaTHYHNX TBOPAX, KOJIM BOHA MOXE BU3BOJIMTH
CBOI MOYYBaHHA, CBOI eMoUIi, CBIf TEeMNEepaMeHT,
Tomi BoHa He nHIUE ynpoulye peanbHi (OpMH,
ane necdopMye iX IO BHCIOBY, AKHH MPOMOBIIAE
MOBOIO ii MOYyBaHb. Jl0 TakuX TBODIB HANIEXATh!
«3eMne, Mos pinHal», «['onon B Ykpaini, 1932-
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1933 pp.», «XpecHa nopora yKpaiHCbKOi MaTepi»,
«Binauug», «JIpa ceiTH», «CHOip», «YKpaiHa
ChOTOfHi», «Jo BOni». B usoMy xaupi I[puna
Teepnoxni6 BHOCHTE HOBI €1€MEHTH CTUJIIO CBOTO
MaJAPCTBA, €NEMEHTH HE JIMIIE OO KONbOPY i
¢opMn, ane HOBOIO TYT eJIEMEHTY — aedopmauii
dopmu, — ekcnpecii. HasiTh dakTypa i knaneHus
Ma3Ka BMSB/AE CXBUIKOBAHHA Ta NEPEXKHUBAHHA
TBOpUYOi GopoTbOM. Lle ropiHHs BigdyBa€Thcd y
kaptuHi Ipnau: «Cosuer. Lled kaTakniaMm, cninb—
HHIA y BinuyTTi Tparefii npuponu i JIKOOHHK, B
Haloi MUCTKHHI MiIHECeHUH i3 ocobucTOl Tpare-
aii Mo HauioHanbHOi. lle TepniHAs 3a MiNbACHM
Bucnorntoe IpuHa Teepnoxnif y cBoiX, TyT BXe
Ha3BaHWX, TBOpax.

Came ekcrnpecioHizM — Ue ¢dopMa MHCTEUBKOL
MOBH, $Ka Hallkpalle HagaeThcs BHCIOBUTH
Tparemito. EKcnpecioHi3M — MoBa He iIHTIA,
CMIOKOK), MIPHYHHMX HACTPOIR Ta BiANOYMHKY, a
MOBa 4YOTOCh 30BCIM NIpOTHNEeXHBOTO. lle — MoBa
nporecty, MoBa 0OopoTbOH, MOBa KpPHKY, fqKa
pecpopmye oOONMYYS NIOAWHM, i1 nocTaBy, AK
aKTOpchbKa Macka Tparefii B rpelbKoOMy TearTpi.
Le#t cTHAR TNpHUMIHMAA Yy CBOIX TEMaTHUYHHUX
TBOPAaxX, NpPHCcBAYeHUX Tparenii Ykpainu, Ipuna
TeepaoxmiH.

Ona ananizm 0poro ctuio y ii TBopax LbOTO
JKaHpPY CrnHHMMoca Ha o6pa3i «BiHHWua»i «/Ipa
cBiTu». [lBa CBITHM, BNACTUBO, iCHYIOTH ¥ TBOpI
«Binauug». Ha noBepxHi 3emii — uBiTyd4i caagu, a
rIUOOKO MMid HUMH — 30YIIEHUH KPHUK 3aJaBJIeHNX
XKepTB MOCKOBCBKOTO HapoaoBOUBCTRA.
3necopmoBani JTHUA, B KOpYax Cyaoporie, i
PYKH, L0 3aMOBKJM B XBHMIHMHI OCTaHHLOTO
KpHKy, MoB THX, wio B [lomnesx 3zannsana ix
HecnmopiBaHa CTHXiA BynbKany. XKoBTHi konip Ha
NMEepeMiHy 13 YEPBOHMM 1 YOPHHM KPHYMTH
KOHTPACTOM JIO MOBEPXHi 3eMill, POXEBO
JaKBITYAHOI PO3LBINHM CafIOM.

B kaptuui - «/Ipa cBiTH», 3 MOTHBaMH
KyOiCTHUHOI KOHCTpyKUii o0pa3y, 3HOBY IiBa
KOHTPacTu: ACHHA CBIiT XXMBOro pafiCHOTO MiCTa B
TEMIMX  CBITNSHMX  KOAbOpax, HO0  fKOro
NPOCTATAKOTLCA KOCTHCTI PYKH CBITY HEBOIIi, Hi6K
MEpPTBAKIB 3 GNaralbHUM PYXOM — «XO4Y XHTH».
Pyku dAcHi, KOBTO3eMeHi MITHOCATBCA MOHAN
TEMPRABOK)  IMMOOKHUX  4YepBeHed, CHMHIX i



(hioNeTHIX BINTIHKIB, Hi6W i3 morunu. Lle nsa
KOHTPACTH — CBIT BOJNI 1 CBIT THOPEMHOTO
NOHEBONCHHA Ta NMOBLILHOI CMEPTH.

EkcnpecioHiaM i dopMmanbHO, i TeMaTH4HO
MOXe  B'S3aTH  abCTpakTHI  €NEeMEHTH 3
peanbHuMH. TyT BOHH CTHJIEBO 3rapMOHI3OBaHI
nedopMaLi€ro K PHCYHKY, TaK i BIAHOCHO 3MICTY
BIIMOBIDHHM  KOJNbOPOM,  HE3aJIeXXHO  BIf
06’€eKTHBHOI TNpuponu, ane piGpaHoro nas
noTpibHOrO HACTPOlO.

Ponss pyk y excopecii ta ix pedopmauis
ropopuTh 06araTo, KOAW 3aMOBKa€ CJOBO.
ManspcTBo He TOCIYTOBYETBCA CNOBOM, ane
3acTynae ioro popmoio i KonsopoM. B nronunn,
yepe3 MaisApcTBO, HaWObiNblE IMPOMOBUCTHM €
NOACHKE OONMHYYA | PYKH.

Came uen 3acib MOBM —BHUKOPMCTAHHMH ¥
TeMaTWYRUX TBopax Ipuan Teepnoxnif. i
TpariiHi XepTBH MOCKOBCBKOTO TEPOPY FOBOPSTEL
He nume 3acobamyn Cyrybo MamApCLKUMH, M0

CTBOPIOKOTE  HACTpiil, ane @ eneMeHTamHu
JIIOOCHEKUX 300paxeHb, WO cBoiMH ¢opMamu
CMOTYXYIOTb HACTPIA, YACKPABNIOIOTh 3MICT
TEMH.

B koMmnosunisix, mo Ha Mexi abcrpakry, ane
BCE 1I¢ TEMaTHYHOIO XapakTepy, MHCTKHHA
BTpUMYye oOpa3 y gBox Bumipax («Cubip»).
cnymHo 6Gynyro4yu HOro Ha zacagax KyOiamy, mwob
He  amywysatH cefe o0 BKAKYYBAHHA
OpyropsagHux eneMeHTiB obGpa3y. Bike 30BciM
MAOLMHHO TPaKTye 00pa3 — « YKpaina cCLOrofgHi»,
OOCKOHANO CKOMIOHOBAHMHA, IO HOT0o MOXHAa
PENPOgYKYBAaTH $K MNPONAaraHAWBHUH MNAKAT ¥
PO3’ACHIOBaNbHIN akuii Npo SIACHICTL B YKpaiui
/ykpaiHcekuil pyx onopy/. He MeHine pmanum y
TOMY XapakTepi, € TBip — «[lo Boni», BUKOHAHHH
B cTimi KyGiaMy. 30BciM aGcTPaKTHOrO 3MICTy
0obpa3, wio mae Haipy «Kommoanuis», B TOMYy
CTHJI  BiA3HAYAETLCA, HK OibliCT  TBOPIB,
H0GpOI0  KOMIIO3MLIEK KOHCTPYKLiH chopM i
KOMbOpiB, sKi Bce 3rapMoHiaoBaHi i  He-
[IPHIIAAKOBI.

JIo MpOTHAEXHUX KAHPOBO TBOPIB HANEXATh
TEMaThyHO OGarati 3Mmictom mnpaui — «[onom B
YKpaini», «3emne Mos, npafiliBckka» Ta
NO3GaBiEHI TEMATHYHOTO CIOXETY BHpI3KH 3
00pasy «Pyinm Ycnencekoro cofopy y Kuesi,

AKI, BMINO aBTOPKOCHO CKOMIIOHOBaHI,
OPOMOBAIOTE YHCTO MMCTELEKHMH NPHKMETAMH
ii wmanspcrBa. [lopiGHi ssacTuBocTi cyrybo

MHUCTELLKOTO PILICHHS BUABAAIOTH KPAEBUOANR —
«B IleHcmnbBeHCbKHX ropax» Ta «OciHE B
[TeHcunbBeHchbkMX ropax». B HazBaHMX TBOpax
BUABUBCA He JMWeE Ti TeMnepaMeHT i BigBara
WHPOKOro Ma3ka, aje H, piBHOYACHO, IHCTMHKT
Ta NouyTTH KOJILOPOBHX CNOJyYEHb,
MPUTAMAHHUX MUCTEUTBY OaNKaHO—KABKA3bKUX
HapoliB.

Y TBopyocTi Ipuin TBepnoxnié TpymHO
BH3HAYUTH NCPIOOW il CTHIEBUX LUIYKaHb, AK L
6yBa€ B IHIOUX MHCTI[iB, WO B Pi3HUX
OEeCATHIITTAM  Pi3HATLCA  XapakTepoM,  4H
¢opmamu  MucTEeUbKOI MOBH, ab0 TNOKa3yKOTH
TBOpamMM wmngxX  po3sutky. [lpauwi  Ipuuu
Teepnoxnié cBoiM CTHIIEM 3alieXXKHi He TakK Bil
Yyacy, B SKOMY TBOpHNA, UM yacy popMyBaHHA i
MUCTELITBA, a paae Big i 3ycTpivi 3
npobiaeMami, o ix Tpeba 6yno po3s’s3ypaTH, i
fIKi il cTaBunMM Y Pi3Hi YMOBHM TBOpPUYOTO BMSABY.
BoHa Moxe OYTH CMOKINHOK | 3pIBHOBRXEHOIO B
o0pa3i CcBOro mnpefMeTy, KOAW BiH I8 Hel
00’€EKTMBHUA, 1 MOXE TOpPITH BOTHEM BEJIMKOIO
CXBHITIOBAHHA, KOJIW BOHA 3MICT CBOT'O TBOPEHHS
nepenac 3sopylieHo. Came el MOMEHT Mae€
BEIUKMA BINMB Ha Pi3HOPOAHICTE CTHIEBHX Ti

BHCJOBIB, MOXKJIUBO OiNnblie, 4YHUM TEXHidHE
BHBYEHHS MHCTEUBLKOI MOBHM, MHCTEUBKOTO
peMecna.

TexniuHi 3aco6M MaNApcbKoOi TBOPYOCTH [puHH
Teepmoxni6b - wne mnepepaxHo — onia, abo
aKpuiiK; B IKOHax, caMO3po3yMino, — TeMmepa
AULEBOI TEXHIKM i3 30JIOTUMH TINAaCTHHKAMH Y TIII.
Oxkpeme Micuie B ii TBOpYOCTI 3aiiMae rpadika,
OPOPMIICHHS KHIDKKH, TIPUKJIAJHE MUCTELTBO TA,
IO SKOiCh MipH, «IEepecniBi» HapOAHLOIO
MUCTEITBA, SIKE MONOHUNO 11 YABY i mano CTUMYJ
NO BIACHUX TBOPYMX BUsABIB. TyT TexHiuHi 3acobu
faraTo IMHpLIL, YMM Y ii MANAPCTBI, 3 OTNAAY Ha
pi3HI MaTepisinM, B SKUX Npaliopana i TBOpHIA.
Jo HaWBaXKNMBILIMX [iNAHOK  NPHUKIATHOTO
MMcTelTRa TpeGa 3apaxyBarTH i palli B TEXHilli
emani, siki yacto B IpvHu Teeproxnié He MaThb
NPUMIHEHHA | PONi NPHUKIANHOIO MUCTELTBA, a
pajlie MUCTEUTBA Y NMOBHOMY HOTO PO3YMIHHL,
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NONINEHOro 33 >KaHpaMK, fiK 1 B 1l MaJNApPCTEI;
Nei3aXHOro XapakTepy, MEpPTBOI HaTypu Ta
cirypansHoro, abo KoMno3uuii abcTpakTy.

Emans Ipunu Teeppoxni6, Ak i ii ManspcTBo,
JaCAYroBy€ Ha okpeMe oOrosopeHHs. B wuid
TEXHIl) BHUCNOBY ii TBOPH, AK i B MaJApCTBI,
BUDI3HAIOTBCA CTHXIAHICTIO BHCJIOBY i
KQIBOPUCTUYHUMA PO3B’A3KAMH, IO YACTO WOYTH
noza ¢opMy PHCYHKY ax [0 CYUIIBHOIO
a6crpakTy. IlpuknanoM gns 1bOro € KOMNO3HLIA
«KoHi y creny». ABTOpKa Knage KOJILOp 30BCIM
He3aneXHO Bill PUCYHKY, UMM BUKIIMKA€E HACTPIiH,
SIKOTO He Morna 6 BHUKIMKATH peanicTHYHUM
TpakTyBaHHAM oO0pa3dy, B HKOMY KO/IbOp
MANOPSAAKOBAHUA pHUCYHKOBL. PiBHouacHo, ii
PHCYHOK KOHEN Mac onpasjaHi aedopmanii Ans
nigkpecieHns excnpecii i 3micty obpasy. i
BIIXMIIEHHS Bill HAaTYpPH, AMKTOBaHI CTHXIHHOIO
CHJIOK) MHCTELLKOrO CMaky, MepeBaXaloTh ¥
KOXHOMY TBOpi, Q€ AaBTOpKA BIIXHIAETHCA
IMITYBATH MaTip — npupoay.

30BciM aBeTpakTHHMKM (hOpMaMM | KOTEOPOM
BII3HAYAKOTLCA TBOPH 1i eMali, {0 MAaKTh Ha3BH!
«Menonis Houi», «PaHOK y 3uMi», «Mopcbka
raubuHa», «LIpith Houi», «LIBiT Bepecy»,
«OciHb», «I_lBiTH MOp#», «[_lBiT )Kypﬁl{»,
«CesTOiBaHiBCbKa  Hiw», «[po3oBa Hi4 B
YxpaiHi».

IMeizaxuumn  obpazamu, wo
BUKOHAHHA HAOAMXKAIOTLCA OO0  NOgiGHHX,
BUKOHAHHX ONIMHOI TEXHIKOK), HANEXKaTh
3o00paxkennn uepkos: «llepksa Piznsa Boropo—
puui» y BopoxTi, JIbBiB — «LlepkBa cB. Mukonn
3 'yuyneliiHu», «llepkpa cs. Mukonu opi-
Hboro» 8 CepeaHsoMy BonpgHomy, «llepksa
ce. Ilapackesii» y Kpexosi, um ¢irypanbHi
KOMNo3uUii XHULUL, a60 IKOH Boropomuui, um
MepTBOI npupoaM, Ak «Maku B ropofi», «Maku y

XapaKTepoM

creny», «PoMmeHM», «3emnie MoH, 3emuel» i
«[loneoBi MakH»,
Oxkpemo  Tpeba  BIAMITHTH  KOMMO3HIKO

kybicTnunoro cruno — «I'pai, 6annypo, rpai!»,
y AKIA aBTOpKa fAana LikaBy po3B’A3Ky ¢opMm
NNAKaTOBOTO XapaKTepy.

Tropuicte Ipuan Teepnoxnié 6GaraTorpanHa
TEXHIMHUMH 3acoGamu Busiy. Psan TBOpiB BOHA
BUKOHANA TEXHIKOIO MOHOTHINY, AKHUH IaB HAaroay

14

BHUCJIOBUTHCh aBTOpPUi JipUYHUMHU NOYYBAHHAMH
HIXHMX TOHIB, KOJBLOPOBMX BINTIHKIB, 4acTo
OOMEXEHHX [0 IBOX KOJLOPIB, 3Pi3HHYKYBAHHA
AKMX BUKIWKaHE pakTyporo Kpacku, BilNoOBigHO
BATHCHEHOI Ha TUIOLUI 1 HA Hid po3BeneHin. Uu To
y TEXHiUi emamii, un y MoHoTumi 6arato edekTis
a€ TBOPOBi KPIM KONbOPY Ta PHCYHKY [0
SKOTrOCh CTENEHA [PHNANKOBICTL TEXHIYHOrO
xapakrepy. Tpeba BiOMITHTH y aBTOPKM BMiHHSA
ONepyBATH 3rafldHMMH TEXHIKAMH 1 MIAKOPATH iX
norpe6aM BAacHUX Bidik. MoxnuBo, y il
TeXHilll aBTOpKa HaiOuiblle BUPIBHAHA Y BCiX
XaHpaxX CHOXETy, fK KpaeBHAy, TaKk i MepTBOi
Npupon, 4 irypanbHUX KOHuemuii, ado
TBOPIiB aBCTPaKTHOrO XapakTEpy.

Ho cepii KpaeBuniB HanexaTk TBOPH: «OciHb»,
«Y creny», «[opaTh nicu», «[IpekpacHa ociHb»,
«3umoBuit  paHok». «Ocins Ha Tlonicci», «Jlic
HEMOB TopuTb» 1 «Ha Bepxax». ®irypanbHHi
XXAHp  3acTYyIIEHMH  OQHMM  TBOPOM  —
«CruTaHHs». Ane OGinblle TBOPIB XapakTepy
mepTBoi npuponu: «Kuruum KkseitiB», «Hixna
moboB», a Haibinkllle a0CTPAKTHOrO THIY BUABIB
y Teopax: «CTHXifi», «Po3popixka», «Y BHpI
XATTA», «CTHXIA IPO3H» | « CTHXIA XXHTT».

Ak GaunMMo i3 camMX Ha3R TBOpPIB OyNbL—AKOi
TEXHIKH BHABY, Y HUX 0arato MOBHM TpO CTHXIIO.
Cama aBTOpKa CBOIM TEMIIEPAMEHTOM
BUABAAEThCA CTHXiHO. 1 B THUX XBHIMHAX
rau6oKoi TBOPYOI MIACBIAOMOCTH NOABAAIOTLCA
Hallkpallli ii TBOPH. ¥ MOMEHTaX, KOJIM BOHA HE €
nin aukTatoM ¢OpM | KOJBOPIB NOBEPXOBHOI
NpUpoOad, KOJMM BOHA MOXE BifilaT® CYyThb
npuponu, ii HacTPil BUKAIOYHO KOJbLOPOM, TOAI i
TBOPH HaOMPaKTH BapTICHUX MHCTEUBKUX PHC.

HezanexXHO Bil CTUXIHHOCTH B TBOPYOCTI
Ipunu Teepnoxni6, ii iHOMBIOYaNBHICTL CKOH—
LUEHTPOBAaHA Ha MMWCTELTBI, HOMY BOHa BiffaHa i
NOCTIAHO IYKae 3acobiB ceGe BUABHTH.

Came Ui wykaHnsa ceOeBHABY Kuaanu lpuHy

Teepooxnidb TexX 1 OO JUKEPEN HApOIHOrO
MHcTelTea. HaponHe MHCTEUTBO MAa€  CBOi
ycTaneHli THCAYOMITTAMH 3aKOHH He JMile

eCTETHKH, ajae H GopM NpUMiHeHHs 1O noTped i
OooAry, i JKMTHNAa, Ta KEpaMikKH 1 BCBOrO Ma—
TEPIANIBHOTO, HaAMXaHoro mnodos'tlo OyX0oBOro
KUTTA  Hapony. CTaHKOBe  MHCTENLTBO |



OPUKIAIHC MUCTCUTBO MAKOThH CBE‘J'I' KOPIOHH. CBOT
mexi. Ti Mexi nigminopani. Ix nepectymartu
MOXYTb JIMLLIE MHCTUL, [0 3HAKOTh K MOXHA
KOPUCTYBATHCA  HAPOMHHM  MUCTCUTBOM Y
MPUKAANHOMY, 2 30Kpema y @oro 6araTcTsi
opHaMeHTY. KOXEH  OpH4MEHT Ma€  CBO€
APUMIHEHHN 1 BIACHWA CHMBOM. a4  30KpEMa
[MMCAHKA. U0 € BHUTBOPOM PHTY4NLHOIO, a He
NPAKTUYHOTO, YXKHTKOBOIO NPHIHAUEHHS.

[puta Taepnoxnid obinaRoMuaIace 3
HAPOAHWM, NPUKITAAHHUM MucTeuTBoM, Hanncana
QOCNiAHY npaute fpo «BHOIAKYy» n.i. «lcropis
BUBIAKH» 1 BUAANA 11 LUMKAOCTHAECBHM [PYKOM.
ABTOpPKa [OMICTMNA ABI CTATTi: nepwa  —
«TeKcTHRHI BHOIHKHM-MaIhbOBRAHKH» —
JANMAETBCS ICTOPIEIO Ui€T TEXHIKM NPUKILIHOIO
MHCTeUTBa, aApyra — «TcxHika BUOIHKH» — aHa-
Ni3ye TEXHIYHI MCTOAM 1i BUKOHaHHA. Bupauss
INIOCTPOBAHE IBAHAAUATH 3PA3KaMKU OPHAMEHTIB
i BIACHOT KOMDO3IMUIT.

o kpawmx ii npaub. BHKOHRHUX ¥ TEXHil)
0aTIK, HANCXKATb KOMIMOSHUIT — «[epeBo KATTA» |1
«XKutTa». BoHu owann 8 aodopl KOJIbOPIB |
ae0pe  3rapMoOHI30BaHi, NEPCBaXKHO

B TCIHIHX

Konpopax. OpHAMEHTH KOMOO3MIUA ¥ TeXHilli
BUBINKH — «COHAWHUKH», «Kap-nTaxa» i
«BE3KOHEUHUK»  NONEPXKYIOTRCA  TPAAMUIHHHX
3paskiB, a [ACUO IO—HOBATOPCHLKOMY 3RYUATh
HOBOBBEAEH] €JIEMEHTH TPUNIIBCBKOIO
OpHaMeHTy abCTpakHMX OpM v NPOTHBArY 0

CTHIKD  OPM  POCIUHHOTO 1 JBIPHHHOTO
OPHAMEHTY, 110 TOWMPUBCA Y  MHHYJIOMY
CTONITTI.

Kepamika I[punn Tereproxni® TexX Masa BIA3IWB
Yy TBOPYOCTI MHUCTUA, WO NOCTIAHO WyKae dopMm
BIACHOTO BHUABY 1 HIKOJIH HC BAOBONAETHLCA ONHON)
TEXHIKOK MHUCTEULKOT MOBH. | e 3aKOHOMIpHO 3
nNpupoae GaraTol AYXOBO JIOAWHM.

I0piit JInna nocTiAHO TBCPOUB ¥ POIMOBAX, LIO
TOPKARUCH MPOUECiB HOro TBOpUocTH. Bin Kasas:
«KOJIH §1 TOMTIOCS OHIER Npaucko, nepecifao Ha
CBIXKOTO KOHf, 1 Mpalloly K BinnouaTui». Taka
3MOHICTE  MPaUOBATH,  HABITH ¥ MiJsAHWI
MHCTENBKOT  oTorpadii, € UPUTAMAHHICTIO
Ipunu Teeppoxni6. LluM Mn MoOXkeMO HOACHUTH
He JMuie OGaraTOTPAHHI 3ALKABJCHHA MUCTUSA.
afe TexX i 1l TBOp'li BUABM.







IRENE TWERDOCHLIB AND HER WORK

By Dr. Bohdan Stebelsky

The singularity of Irene Twerdochlib’s creativity de-
mands, as does that of every artistic individual, a base,
without which it would be difficult to describe her
creative portrait.

Irene Twerdochlib, as we learn from her autobiog-
raphy, studied various techniques of artistic expres-
sion, familiarized herself with the styles of prominent
artists who had a great influence on current trends in
fine arts, and consistently studied samples of Ukrain-
ian folk art in all of its varied manifestations. She
researched and studied as an artist-apprentice, and
partly, as an expert.

Irene Twerdochlib does not belong to those artists
who limit their creativity either in subject matter or
method of artistic expression. She belongs to those
who, in every genre, find something of interest for
their artistic inquisitiveness and subsequent conclu-
sions. This tells us a great deal about her character,
and her style of artistic expression. The spontaneity of
her character, biological components, temperament
and courage, combined with a natural feel for colors
and the intellectual mastering of the laws of composi-
tion lead her on an inquisitive path from the impres-
sionists in landscapes: “Summer on the farm,” “Ver-
khovyna,” “Glen Spey,” “Park of roses in Rochester;”
to post-impressionism: “Autumn in the Pennsylvania
hills,” “In the Pennsylvania hills,” “Reapers;” and
later to expressionism in the works: “Cossacks on the
Black Sea,” “Sunset in Ukraine.” There are also land-
scapes with pseudo-realist characteristics such as “Au-
tumn in Highland park,” “Early spring in Brstol,”
“Pennsylvanian hills,” “Winter in Highland park” and
“Crucifixion.” There are also landscapes in which one
notices transient genre techniques, or techniques
which are difficult to associate with defined styles of

popular art forms, but which influenced the creativity
of Irene Twerdochlib.

A similar inquisitive thread can be seen in her still
life works: “Sunflowers in the garden,” “Still life —
fruit,” “A still life — a bottle on a background of drap-
ery” in which the artist comes close to a typical
Cézanne post-impressionist composition.

Finally, Irene Twerdochlib’s work reaches stylistic
heights with the abstract form in her separate compo-
sitions of a cubic nature: “Composition,” *“Composi
tion” (drapery), “Composition of forms.”

Among the artist’s creative accomplishments is a
series of landscapes with an architectural theme, and
specifically, a church theme. Here too, as in the land-
scapes exclusively of nature, there is a varied treat-
ment of the subject matter. There is traditional-
realism: “The Church in the village of Dubivtsi” and
“The Church of St. Mykola in Kryvchytsi” in which
the author objectively portrays the architectural keep-
sakes of our culture without trying to award them with
some kind of symbolism. The exceptions are “The
Cathedral of St. Yuri in Lviv” and *“The Church of St.
Mykola in Kolodne.” More colorful and expressive is
the picture of the “Church of St. John the Baptist in
Hunter” and “Church in the Transcarpathian Village of
Konora.” Extremely romantic and expressive with a
colorful church-filled background are “St. Mykola in
Kolodne” and “St. Yur in Lviv.” Nature in the paint-
ings harmonizes with the architectural elements and
stimulates the viewer with a deeper meaning of the
subject. The viewer is led into the depth of a subject
with color: shades of blue and violet above “Yun” (a
storm — the oncoming night) and the bright oranges
and reds which blend into the violets in the work enti-
tled “Church of St. Mykola.” In these latter works a
very strong expression of neo-romanticism is appear-
ing. The artist, not using any propagandistic methods,
re-creates with these scenes both the tragedy of the
Muscovite invasion of Ukraine during WW II and the
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fires and conflagrations in Lemkivschyna after the
war.

Her icons: “Icon of the Virgin Mary,” *“The Virgin
Mary — A Great Saint,” and “Icon of the Virgin Mary”
— Vyshhorodska's interpretation, are not copies. They
are painted in accordance with certain laws of the
school of iconography, but simultaneously with a per-
sonal style of artistic expression which harmonizes
with another genre of her figurative art - the portrait.

In her portrait art (“Portrait of a girl in red,” “Por-
trait of a man,” *Portrait of a girl in blue,” “Portrait
of a girl in yellow,” “Portrait of a girl with her hair
down,” *Portrait of my daughter Orysia™ and *“Portrait
of Mrs. Gordon” Irene Twerdochlib reveals the talent
of her composition with the ability to create a picture
using color, and the correct positioning of the back-
ground so as to place it in the depth of the picture,
thus, not drowning the face or entire figure of the
painted person — something which often occurs even
to prominent artists. As noted, she composes her por-
traits with color for which she has a faultless instinct.
She, therefore, avoids mistakes which can surface with
artists who use contrasts in light shadows ranging from
black to white. Every portrait of her models is
psychologically derived, unrepetitious, and the charac-
ter is illustrated using color techniques. The protraits
are somehow simplified, released from the constraints
of secondary elements, and convey to the viewer direct
sincerity.

Irene Twerdochlib best expresses herself in thematic
works when she can liberate her feelings, emotions
and temperament. Then, she does not only depart from
the realistic form, but she deforms the subject to the
point of expression which conveys her feelings.
Among such works are: “My native land,” “The
famine in Ukraine 1932-33,” “The crucifixion path of
the Ukrainian mother,” “Vinnytsia,” “Two worlds,”
“Siberia,” “Ukraine today” and “Towards freedom.”
In this genre Irene Twerdochlib introduces new ele-
ments of style into her art, elements not only of color
and form, but a new element — that of deforming the
subject — expression. Even the texture and brush
strokes reveal excitement and the experience of a crea-
tive struggle. The burning is felt in Irene’s scene “Sun-
set in Ukraine.” This cataclysm, a combination of ex-
periencing the tragedy of both nature and the indi-
vidual, has been elevated by our artist from an indi-
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vidual to a national tragedy. This suffering Lrene Twer-
dochlib expresses on behalf of millions in her
aforementioned works.,

Expressionism itself is a form of artistic language
which is most suitable for conveying a tragedy. Expres-
sionism is not a language of idyllics, serenity, lyrical
moods and relaxation. It is completely the opposite.
It is a language of protest, a language of struggle, a
language of crying out. which deforms a person’s fa-
cial features, his attitude, just as the actor’s mask of
tragedy in Greek theatre. This style was adopted by
Irene Twerdochlib in her thematic works dedicated to
the tragedy of Ukraine.

In order to analyze the style in her works of this
genre, let us dwell on “Vinnytsia™ and *“Two worlds.™
Two worlds, in fact, exist in the work entitled “Vinny-
tsia.” On the surface of the earth we see flowering
orchards, while deep below them — the image of the
suffocating cries of the crushed victims of Moscow's
genocidal nation-killing — their deformed faces and
hands in spasmodic convulsion, are being silenced
during their last cry. They can be likened to those
people in Pompeii who were unexpectedly buried by
the lava of an erupting volcano. The yellows inter-
changed with red and black shout in contrast to the
ground above adomed with a blossoming orchard.

In the scene “Two worlds,” using cubic motifs of
construction, once again we have two contrasts: the
bright world of a lively, happy city in warm, lighted
colors. Reaching out to this world are skeleton hands
from the world of captivity, as if corpses pleading -
“l want to live.” The hands, a bright yellow-green,
rise above the darkness of deep red, blue and violet
shades, as if from a grave. Two contrasts ~ the world
of freedom and the world of imprisonment, captivity
and a slow death.

Expressionism is capable of both formally and
thematically tying together abstract elements with the
real. In expressionism these elements are stylistically
harmonized in the drawing’s deformation, both of the
drawing itself and the subject matter, with appropriate
color independent of nature’s objectivity, and chosen
to create the necessary mood.

The role of hands in expression and their deforma-
tion can convey very much at times when the word is
silenced. Painting does not make use of the spoken
word, but substitutes form and color. In painting, the



most expressive features of the human body are the
face and hands.

It is precisely this method of communication which
is utilized in Irene Twerdochlib’s thematic works. Her
tragic victims of Moscow’s terror speak not only via
artistic methods which create the mood, but through
elements of human portrayals which, with their forms,
also create the mood and clarify the subject theme.

In compositions which border on the abstract but
are still of a thematic character, the artist keeps the
painting two-dimensional (“Siberia”) properly compos-
ing it on the principle of cubism, thereby, not being
forced to include secondary elements of the picture.
The painting “Ukraine today™ is done entirely on a
plane, precisely composed, suitable for reproduction
as a propaganda placard used to explain the reality in
Ukraine {the Ukrainian movement of dissent). No less
successful in that respect is the work “Towards free-
dom,” created with the cubism effect. The picture en-
titled “Composition,” entirely abstract, is distinct in
its good composition, form and color common to the
majority of works which are always harmonized and
planned.

Among works of an opposing genre are the rich-in-
content creations “Famine in Ukraine,” My ancestral
land™ and abstract details (enlargements from vari-
ous parts of the picture “Ruins of the Cathedral of the
Assumption in Kiev™) which, capably composed, are
clearly pronounced with the artistic characteristics of
her painting style. Similar qualities of artistic decisive-
ness are revealed in the landscapes “In the Pennsyl-
vania hills” and “Autumn in the Pennsylvania hills.”
In these works not only were her temperament and
courage revealed with wide brush strokes, but simul-
taneously, her instinct and feel for color cohesion (nat-
ural to the art of Balkan-Caucasian nations) were also
presented,

With the creativity of lrene Twerdochlib it is dif-
ficult to define the stages of her style development as
opposed to other antists who vary from decade to de-
cade in character, or in their forms of artistic communi-
cation or show their path of development in their
work. The styles of Irene Twerdochlib’s works depend
less on the time period in which she was creating, and
more so on her confrontation with problems which
required solutions and subjected her creative expres-
sion to certain conditions. She can be calm and level-

headed with a picture of a subject which she treats
objectively. She can burn with the fire of excitement
when she wants to depict the matter emotionally.
These moments alone have a great influence on the
variety of her stylistic expression, possibly greater
than the technical mastering of the artistic language,
the artistic trade.

The techniques of Irene Twerdochlib’s creativity
predominantly include oils or acrylics; in icons, obvi-
ously, egg tempura and gold leaf background. A sepa-
rate aspect of her creativity lies in graphic art, design-
ing books, applied art, and to a certain extent, the
“recreation” of folk art which captured her imagination
and served to stimulate individual creative expression.
Her techniques are more diverse with folk art than in
painting, taking into account the various materials
which she has worked and created.

Among the applied arts, one must note her work
with enamels which often, for Irene Twerdochlib, had
no application or role in applied arts. But in art, (in
the full understanding of the term) enamels are class-
ified according to genre, as in her paintings — be it
landscapes, still life, figural or compositional
abstracts.

Irene Twerdochlib’s enamels, just as her paintings,
deserve separate mention. With this technique of ex-
pression, as in painting, her works are distinct in spon-
taneity of expression and color schemes which often
go beyond the drawing form to complete abstract. An
example of this is the composition “Horses in the
steppe.” The author applies color completely indepen-
dently of the drawing with which she creates a mood
that she would not be able to evoke with a realistic
treatment of the subject. Her deviation from nature,
and her artistic preference dictated by a spontaneous
strength, predominate in every work when the author
departs from imitating mother nature.

The enamels which entirely distinguish themselves
with abstract forms and color are entitled: “*Night
melody,” “Winter moming,” “The depth of the sea,”
“Flowers of the night,” “Heather bloom,” “Autumn,”
“Flowers of the sea,” “Flower of sorrow,” “St. John's
Eve” and “A stormy night in Ukraine.”

To the landscapes, which characteristically are al-
most similar to those created using oils, belong depic-
tions of churches: “The Church of the Nativity for the
Virgin Mary in Vorokhta”, “Lviv — a church from Hut-
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sulschyna,” “The Church of St. Mykola the Higher in
Serednyj Vodyanyj,” “The Church of St. Paraskeviya
in Krekhiw”, or figural compositions of reapers, or
icons of the Virgin Mary, or still life such as “Poppies
in the garden,” “Poppies in the steppe,” “Daisies,”
“Earth my earth” and “Field poppies.”

It is necessary to note the cubic composition *Play,
bandura play” in which the author presents a most
interesting solution to the plane.

Irene Twerdochlib’s creativity is varied in technical
means of expression. She created a series of works
using the monotype technique which allowed the au-
thor to express herself with lyrical feelings of delicate
tones, color shades, often limited to two colors, the
difference between which is brought out by the texture
of the color accordingly pressed out and diluted on the
canvas. Whether with enamels, or monotypes, many
effects, to a certain degree, can be created with the
casuality of the technique. The artist’s skillful master-
ing of the techniques mentioned must be noted, along
with her ability to conquer them for the requirements
of personal visions. Possibly, it is with this technique
that the author is most consistent in all subject genres,
be it landscapes, still life, figural conceptions or
abstract works.

To the landscape series belong: “Autumn,” “In the
steppe,” “The woods are burning,” *“Beautiful au-
tumn,” “Winter morning,” “Autumn in Polissya,” “It’s
as if the forest is burning™ and “On the summits.” The
figural genre is represented in one work, “The Wander-
ers.” But more works are of a still life nature: “A
bouquet of flowers,” “Tender love” and even more of
abstract expression in “Natural force,” “The crossing,”
“In the whirlpoo! of life,” “The force of threat” and
“The force of life.”

As is evident from the titles of the works, regardless
of the technique, there are many mentions of force.
The artist, with her own temperament, expresses her-
self forcefully. And in those moments of the deep crea-
tive subconscious her greatest works appear. At times
when she is dictated by forms and colors of nature,
when she can convey the essence of nature and her
mood with the sole use of color, her creations possess
valuable artistic traits.

Regardless of Irene Twerdochlib’s creative sponta-
nicty, her individuality concentrates on the art to which
she is devoted and through which she continually
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searches for methods of self-expression. This need for
self-expression also led Irene Twerdochlib to the
source of folk art. Folk art has its laws established
through millenia not only of aesthetics, but also forms
applied to clothing or dwelling needs, including
ceramics and everything material filled with love for
the spiritual life of the nation.

Fine art and applied art have their boundaries, their
limits. These boundaries are lined with traps. They
can be crossed only by artists who know how folk art
can be used in applied art, and especially, in its wealth
of decorative design. Every design has its application
and symbolism, especially in the pysanka which is a
creation of a ritual designation, not a practical one.

Irene Twerdochlib familiarized herself with applied
folk art. She wrote and published a research paper on
linoleum block printing on textile entitled fstoriva Vyb-
ivky. The publication included two articles: Linoleum
block printing on textile-vybiyka, deals with the his-
tory of the technique of this applied art: The technique
of block printing analyzes technical methods and their
use. The publication is illustrated with twelve samples
of the author’s design.

Among her better batik works are “The tree of life”
and “Life.” They are thrifty in color choice and well
harmonized, usually in warm colors. Designs in block
printing — “Sunflowers,” *“The Firebird™ and “The im-
mortal” — maintain the use of traditional designs. The
latest elements of abstract trypillian design, however,
appear to be somewhat innovative in contrast to the
forms of vegetation and animal designs popularized
during the last century.

Irene Twerdochlib’s work with ceramics was also
an outlet |for the creativity of'the artist who is continu-
ally searching for forms of personal expression and is
never satisfied with one technique of artistic communi-
cation. And this normally is the nature of a spiritually
wealthy individual.

Yuri Lypa constantly affirmed in discussions which
touched upon the processes of his creativity: “When [
tire of one job, 1 jump onto another horse and work
as if rested.” This talent to work, even in the field of
artistic photography, is characteristic of Irene Twer-
dochlib. In this way we can explain not only the varied
interests of the artist, but also her creative expressions.

Translared into English by Irene A. Mycak.



IAHOBHIN 3EMAAYLI B AIbEOM

Hp. Muxaitno Jloaa

3 nomiwweHoi y ubomy ansGomi (MoHodpadii)
aprobiorpadii  Ipuum  Teephoxnié  uuraui
AOBiTANKCA MpO T, IO MicueM il HapOMXKEHHSA €
micteuko BuHuuku, 6ins JlboBa. PiBHOWacHo
oaHak Ipuna Teepnoxnid € TiCHO NOB's3aHa TEXK
13 cyciauimu IlinSepisuamu, 60 3 IlipGepeseun
noxonus il 6ateko IBAH BAHAX.

Meni x 3HOBY — ypomxerueni Ilinbepeseus —
noeenock fekinbka pokis (1934-39 i 1941-44)
npoxueatH y BHHHMKaX — Tak, WO i came
MICTEUKO, | WOTO MEIUKaHLi-YKpaiHLi MEHI He
yyxKi.

3ynuurocs Ha pokax 1934-39. Bye a Toni
cTyneHToMm JILBiBcbKOre YHiBepcHTeTy. Melukas
y BuHHHMKAX, wmMoAHA [OIKAXKAR [0 IIKOJH
noisnoM, Ak 1 OGaratro Buuuuvuan. Mix
AOIKIKAIOYMMH, KpiM  1OKINBHOI  Moaoli  —
cepeHbOWKINBHOI i YHIBEPCHTETCBKOI — Oyno
Hemano poGiTHukie. Cepen  HODKAXKAKOYOL
IKiINBHOI  Monoai  He  MoxHa Oyno  He
3aMpUMITUTA IBOE JOiBuaT, cectep — Ipky 1 Acio
Banax., 3amiTHi BOHM 6ynu nepiu3aBce CBOEKO

HEPOMIYHYHICTIO, CBOEK) TMOTIAHOK  BOA4€lo,
CBOEID KYNbTYPHOI NOBEIIHKOIO.
[Mpwiuna BifiHa, sAxa HapoGuna Oarato

CMYCTOLUIEHb, a O TOro e W PO3KHHYIA Hac
JOCNIBHO NO BChOMY CBITi. Ilpomunanu Jira....
Poacisini no ¢BiTi nogH WyKanu HaHOBO 3B’A3KIB,
4 TO W 3yCTpiYanuca TNPHIAAKOBO, HEXAAHHO.
HexpnanHo, Ha mouatky 70—ux poKiB, 3ycTpiB i
Ipyny Banax, ska HOCMNa BXe iHLle NPi3BHLIE,
npissuue no 4yonosikosi, — Teepaoxinib. 3ycTpis
A 1l Ha BHcTaBUi xapTuH Map’ssa Bopauka B
bodgdano. Map s npueMHicTE Oi3HATH TOAI i
4oJsioBika n—i Ipnau — inxk. INetpa TeepnoxniGa.
B poiMoBi BufBMNIOCH, 10 MiCTa HaLLOro
HoBoro nocencHus (Boddano - Pouecrep)

PO3AUIEH] HEBEIIMKOKO BIIHOCHO Bigmannio, ane
AOPOrA Hallli KOCh HE CXOANJIHCE 10 TOTO Yacy.

Baitky 1976 poky IpuHa Tsepaoxnib
BrawtyBana B Pouvectepi  iHguBinyanbHy
BUCTABKY CBOIX MHCTELUBKMX TBOPIB, HAa SKY
3aNpOCHa MOK JPYXHHY | MeHe. 3anpoilueHHs
NPHAHANM MH 3 NPHEMHicTIO. Bucraeska — mywy
cka3aTH — 3pobuna Ha Hac BeaM4eIHe | He3abyTHe
BpaxeHHA. Meni ocobucTo npvAINg TOmI HA
NyMKY €BaHreibCcbKa TMpWTHYa MpO TANaHTH.
[Ipuitunock creepauTH, mwo [ocnoabs HaginMB
Ipuny bBanax-Teepnoxnié UiHHMMHM TanaHTaMH,
SKMX BOH2 He 3aKoNana, a HaBMKW— BMLNO HHMH
opyaysana i 6aratokpatHo ix noMHoxuna. [Ipo
e CBIIYMAHM Ti MUCTEULKI TBOPH — PO3TalLIOBaHI ¥y
BeSUKiIA pucTapoBif 3ani. He Oyny Tyr naBaTtu
OLliHKH OKpeMUM TBOpaM, He Gyny
MepeyYHCNIOBATH XaHpiB, HI TexHiku. Lle no-
daxosomy 3pobuB n—-p borman Cre6enbcbkui.
ITpo xaHpW, TeMM i npo pomM CBOIX TBOPIB
faraTo poskasana i caMa MHCTKHHA Y
aBrobiorpagii. PozacHuna BoHa TexX I CHMBOJIIKY
Oaratbox kaptudH. H oOmexyca no 3aranbHoi
XapaKTEPHCTHKH.

[licna 3rapanoi BUCTaBKM , WO BinGynaca B
PouvecTepi, nomas si fonmMc Npo L0 BHUCTaBKY A0
«CeoGoau». [lonucoBi naB A Ha3By «3onorta
Pyka». Byno ne nepen necsith poxamin. CbOTOfHi,
oniHrooyd Ipuny Teeppoxnif AK MUCTUA, A HE
BArarocs NMOBTOPUTH CBOTO OKpecieHHs i pobnio
e i3 me raubiivM NepekOHAHHSM B TOMY, IO
Ipuna Teepnoxnié Ha Take okpecneHHA cobi
NOBHOTOO0 3acnyxuna. ¥ Hel cnpaefi 3070Ti
PYKH, AKi He 3HAOTb BTOMM, fAKi MNPOCTIHO
OitOTh, NOCTIAHO TBOPATL | TUM CaMMM NOCTIAHO
30arayyoTh  MHUCTELBKY cKapOHMIO  [puHH

Teepnoxni6. Lls ckapOHHMUs BXe W ChOroaxi
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npebaraTta Ha pilHOponHi TBopu. bBepyun omHak
no yBaru HeBTOMHI pyku Ipunu Teepmoxnif,
Tpeba BIpMTH, LIO PicT 1i MUCTEULKOTrO GaraTcTea
He CKOpPO NpUNUHEMTBCA, 60 y Hel nOMITHHEH
BENTUKMHA LE 3anac TBOPYOI CHArv, AKa HEe BZacTh
Tl cKnacTu 30/I0THUX PYK, i Lli PyKU CTBOPATH LI
He OOHY LiHHY pid.

Tanant Ipuun Teepooxni6 (a npo ue 6ys0 BXe
CKa3aHO B IONEPElHiX CTATTAX) TPOABUBCS B
Pi3HMX BHOaX MHCTEUTBA. ['ONOBHiLLI 3 HUX:

KapTHHH, a MK  HUMH  HeMalo

CAMBOJIIYHHUX —

faTik,

eManis,

NIHOPUTH,

MaJILOBAHKH {[IPYKOBaHKH),

Kepamika —
Hesaxi punu TBopwocTH Ipuuu Teepmoxni6 -
PiOKicHi, @ TO ¥ NUTOMI TiNbLKM A camiil, i BOHH
caMe, Ui pigkicHi TBopM, OynoyTb piwaTi B
TOJNIOBHIA Mipi Npo TPHBKY no3uuiro Ipuan
Trepnoxni6 B icTopii yKpaiHCBKOro MUCTELTBA.

Ceowo  asrobGiorpadiro Ipuna Teepmoxnib

3aKiHYUNIA CIIOBAMM:

«51 nakyio Borosi, WO 0aB MeHi TanaHT,
KOTPHM I MOXY BHSBUTH cebe y
MHCTELTRI | MOIO 11060B A0 CBOro Hapony,
nepefaicyu B KapTHHax BeNMKi Woro
cTpaxnaaHHsg Ta OopoTely, sSIKY BiH Befle
Ha PiAHMX 3eMIAX 3 OKYMAHTOM ax 10
LiNKOBUTOI NEPEMOrH. »
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3auuToRaHi cNloOBa BIAHOCATHCA B MEPILY YepTy
IO CUMBOJIINHKX KapTHH Ipnau Teepnoxnib, ski B
il TBOpyOCTi 3afimMaloTh — A O CKalaB — [OYECHE
micue. Cnig ofHakK NiAKpecnuTH, WO HE MeHIla
N1060B IO PIMHOI 3¢MJi NMPOABIAETHCA | B iHIIMX
Buaax TeopuocTH Ipnuu Teepmoxni6, ot xou Ou
B3IATH [ONA TNPHKJIAAY KEpaMiky, eMaliko, 4M
npykoBanky {(ManboBanky). Bci uwi pomu i
TBOPYOCTH ONYXOTBOPEHi YKPaiHCHKMM [yXOM.
s KepaMiK¥ MHCTKWHSA BUKOPHCTOBYE MOTHUBH 3
Pi3HUX 3eMenb YKpaiHH, aHABITB CArac B CHBY
AABHHUHY, B 1OOY TPUMINbLCBKOT KYNbTYPH.

IMpu poaaymypaHHi Hag TeOpuicTIO IpHHM
Teepaoxnié MoXHA il MOAMBAATH, a PIBHOYACHO
OWBYBATHCS, SIK MHCTKHHA — NOMNPH TpauiQ Ha
X110 WIOAEHHHHA, TMMONpPU POAMHHI OOOB'SA3KH,

3HAXONWNA 1 3HAaXOOMMTL dYac MIsA  Takol
HaraTouol MHUCTCUBKOT TBOpUYOCTH?
3acTaHOBMBIUKCH Hal UMM MUTAHHAM, MOXY
cKa3aTH, Lo LUBOMY CIIPUAE
aomawHa armocepa. A U0 aTtMocdepy

CTBOPIOE HOJOBIK MHCTKHHI — iHX. [lerpo
Teepnoxnib, sAxuMil npexpacHO pO3yMIie TBOpHi
NOpHBH CBOI [APYXWHH, TNPEKpPacHO poO3yMie
notpebu BusBy 1i TanaHty, norpedy npaui ii
30JI0THUX PYK.

3 NPUEMHICTIO BIMCYHO IIMX KiNlbKa CBOIX OIYMOK
y MUcTeUbKHH ansboM [punu Trepanoxmis, axkui —
XO4 ¥ MIiHIATYpi BipHO BIATBOpIOE po3Max i
3000TUX pyK. PiBHOUYacHO A ropauit 3 Toro, o
Buunnku (a Tex i IlinGepisui) Bupanu Taky
TaNaHOBUTY MOCTATh.



FOR THE ALBUM OF
MY ESTEEMED COUNTRYWOMAN

Dr. Mykhailo Loza

From the autobiography of Irene Twerdochlib, the
readers have learned that she was born in the town of
Vynnyky, a suburb of Lviv. However, Irene Twer-
dochlib is equally connected with the neighboring
town of Pidberezets, as it is the hometown of her
father Ivan Banach.

Because I, a native of Pidberezets, had an opportu-
nity to reside in the town of Vynnyky for a number of
years (1934-39 and 1941-49), the town itself — as well
as its Ukrainian residents — are not strangers to me.

I want to focus on the years 1934-39. At that time
I was a student at the University of Lviv. I lived in the
town of Vynnyky and daily commuted to school by
train, as did many of the Vynnyky residents. Among
the commuters, besides the school youths, highschool
and university students, there were quite a number of
workers. From the commuting students, one could not
help but notice two girls, the sisters Irka (Irene) and
Asya Banach. They were conspicuous first of all by
their inseparateness, their dignified appearance and re-
fined manners.

Then came the war, which brought so much destruc-
tion, and in addition, literally scattered us throughout
the world. The years went by... The scattered people
tried to reestablish contact, and sometimes even met
unexpectedly. So it was that in the early 70’s, unexpec-
tedly, 1 met lrene Banach, who now had another last
name, the name of her husband, Twerdochlib. I met
her at the art exhibit of Marian Borachok in Buffalo.
At that time [ also had the pleasure of meeting Irene’s
husband, Peter Twerdochlib.

From our conversation it became apparent that the
cities of our resettlement {(Buffalo and Rochester) were
separated by a short distance, but somehow our paths
never crossed until then.

In the summer of 1976 Irene Twerdochlib had an
individual exhibit of her artwork in Rochester, to

which my wife and I were invited. We accepted the
invitation with great pleasure. The exhibit, I must say,
made a great and lasting impression on us. At that
tirme, the Biblical parable about the talents came to
my mind. [t was evident that God blessed Irene
Banach-Twerdochlib with special talents, which she
did not bury, but instead capably used and multiplied.
Her artwork, on display in the big hall, attested to
this. T will not attermpt to evaluate her individual
works, nor recount her multi-faceted genre or
technique. This was expertly presented by Dr. Bohdan
Stebelsky. About the genre and the themes of her
works, the artist herself said a great deal in her au-
tobiography. She also explained the symbolism of
many of her paintings. I will restrict myself to a gen-
eral characterization.

After the general exhibit, which was presented in
Rochester, | sent my review of the exhibit to Sveboda.
I gave it the title, “The Golden Hand.” This was over
ten years ago. Today in evaluating Irene Twerdochlib
as an artist, [ do not hesitate to repeat my characteriza-
tion, and I do this with even deeper conviction, be-
cause Irene Twerdochlib fully eamed it. She truly pos-
sesses golden hands, which work tirelessly; constantly
creating, and therefore constantly enriching, the artis-
tic treasury of Irene Twerdochlib. This treasury is al-
ready filled with multi-faceted creations. However,
taking into account Irene’s tireless hands, one can be-
lieve that the growth of her artistic creativity will not
diminish soon. She will continue to create valuable
works as she still exhibits a great reservoir of creative
inspiration which will not permit her to fold her golden
hands.

The talent of Irene Twerdochlib (about which a great
deal has been written in previous articles) has man-
ifested itself in various art forms. The main ones are:
paintings (many of which are symbolic); batik;
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enamels; linoleum cuts; block printing; textile and
ceramics.

Some of the forms of Irene Twerdochlib’s creativity
are rare — even unique to her — and these rare works
will be the ones which will determine Irene Twer-
dochlib’s enduring position in the history of Ukrainian
art.

Irene Twerdochlib finished her autobiography with
the following words: “I thank God for giving me the
talent that allows me to express myself in the form of
art, and for the love of ‘'my nation whose sufferings
and struggle I portray on my canvases. The struggle
will continue with the occupier of my native land until
final victory.” The quoted words first of all pertain to
the symbolic paintings of Irene Twerdochlib, which in
her creativity, I would say, occupy the place of honor.
Nevertheless, it should be underscored that no lesser
love for her native land is evident in the other art
forms of Irene Twerdochlib — even, for example, in
the ceramics, enamels or block printing. All these
forms of her creativity are inspired by the Ukrainian
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spirit. In her ceramics, the artist utilizes the motifs of
the different regions in Ukraine and even reaches to
the ancient time of Tryppillian culture.

While contemplating Irene Twerdochlib’s creativity,
one is filled with admiration and amazement as to how
the artist, besides working for her daily bread and
meeting family responsibilities, found the time for
such exuberant creativity. While dwelling on this ques-
tion, I must say that it is the home atmosphere which
greatly contributes to this. The atmosphere is created
by the artist's husband, Peter Twerdochlib, who fully
understands the creative spirit of his wife, fully com-
prehends her need to express her talent, the need for
her golden hands to create.

With great pleasure | inscribe these few thoughts
into Irene Twerdochlib's Art Album which in miniature
faithfully reveals the scope of her golden hands.
Equally, 1 am proud that the town of Vynnyky (and
also Pidberezets) produced such a talented individual.

Translated into English by Valentina Makohon
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Ixona Boxoi Marepi,ncuna—memnepa, The Icon of the Virgin Mary, egg-tempera,
8x10”, 1981, 8x10”, 1981,
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«PYIHU YCTIEHCBKOI'O COBOPY»

3py#nopaHoro Cos’ercekum Cotozom 8 1941p.

Pyinn Ycnencikoro Cobopy y Kuesi, licm.
onain, 20x24”, 1978.
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DETAIL FROM THE PAINTING
“RUINS OF THE USPENSKY CATHEDRAL
IN KIEV”

The ruins of the Uspensky Cathedral built in 1073
with a portion of the Pecherska Lavra in Kiev, de-
stroyed during the World War II Soviet reireat in 1941.

The Ruins of the Uspensky Cathedral,
Hthc., oil, 20x24", 1978.






dparmenr 3 Kaptuuu, (Pyinu Ycneucokozo Detail from the Painting “Ruins of the
Cobopy y Kuesi). Uspensky Cathedral in Kiev.”
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«YKPAITHCEKA MATH HA TPAHI OBOX
CBITIB»

MaTtn 3 piThMH npeacTaBase poao GaraThox
YKpaiHcbkux MarepiB, WO MmicnA KamiTyasmii
HiMeduuHn Haiaucy Ha 3axoni. [xsi yomosiku
y pisHux OoeBux 3'epHaHHAX Oopoanca 3
OKYMaHTOM YKpaiuu, o H OyJ0 MNpUYNHONO
ixHbOro (MaTepiB) BicTymy Ha 3axif, wWod He
nonactv y HuWieHy MamwvHy KJB. Tenep nonpu
3arankHy pajicTh Xypfa i CMyTOK oropranM ix
Hemlacanx. Sk, me i KoJNW BOHM BiIHa#nyTh

YkpainceKa MaT Ha rpani ABOX cBiTiB, 04in,
33x457, 19786.
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THE UKRAINIAN MOTHER AT THE
CROSSROADS OF TWO WORLDS

The Ukrainian Mother portrays the fate of many
Ukrainian mothers who after Germany’s capitulation
found themselves in the West. Their husbands fought
against the occupational forces in Ukraine, and eventu-
ally were compelled to retreat to the West, so as not
to fall into the destructive trap of the KGB machine.
Sorrow and sadness envelop the unfortunate mothers
as they wonder where and when, if ever, they will be
reunited with the fathers of their children.

The Ukrainian Mother at the Crossroads of
Two Worlds, oil, 33x45”, 1976.






«YKPAIHA CbOTOHI».

Kpemab yociGnioe MOCKOBCHKMX LApIB 1 TAKUA
Ke 4YepBOHMH pocidcbkuil damnsMm. YHYeperm y

HOro  MiHIDXKOKI-UE 3aMydeHi Kpall CHHH
YkpaiuH, foYyaBllUH BiJ
KAJIBHUHIEBCHKOTO ax o Alll
TOPCLKOI, BONOIUMHUPA IBACIOKA,

KOHOPATOBHUYA, BAJICPISI MAPYEHKA,
QJIEKCH THUXOIro, PIA JIUTBHUHA i
BACHIIA CTYCA.

Bin Kpemns nape TiHb HEBOJI Ha Ppo3Jory
MANY VYKPAIHU, na xoTpili KOHTypoM
300paKeHO HALINX NeCUNIEHTIB. T'oporo
NPEeNcTaBIeH0 XONOIHAMH KPackaMH i KOJFOYMMHU
aporamn CUBIPCBKI KOHUEHTPAIIIMHI
TABOPH.

1. IOpiit Jlutenn 17. Bachne OncieHko

2. Onexcea CeprieHko 18. Bitanif KanunnueHko
3. Bacvne Pomaniok 19, Mupocnas MapyHOBH
4. Oanuno lilymyk 20. Okcana INonosu

3. Iean CaiTAdsnni 21. llep NMIyk'aHeHKO

6. KOpiii Wyxesuy 22. Onece Bepansik

7. B'auecnas Yopitonin 23. Ipan 'ens

8. Ipuna Cenuk 24. Bacinb Civko

9, Muxonra [NnaxoTHrOK 25. 10pift Bapaso

10. Anaroniit Tynuwic 26. Bacunn Crpinsuis
11, Mukona Martycennu 27. Oxcana Mewko

12. Muxona Pyneuko 2B. Irop Kanuneus

13. Bonoaumup leacok 29. MeTpo Ciuxo

14. [Nanac 3annpaxa 30. Bacuns Cryc
15. uuosift Kpacincnknit 31, Mukona Topbans

—
=]

. Credpanin laGaTypa

Ykpaina cooroghi, axpunix, 43x427, 1980.
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UKRAINE TODAY

The Kremlin symbolically represents Moscow
which is responsible for the past and present enslave-
ment of numerous nations. Moscow is the originator
of prisons, concentration camps and “psychushkas™ in
which countless innocent, freedom-loving individuals
are forced to drink from the chalice of martyrdom.
Against the background of a map of Ukraine appear
the solemn faces of the present day Ukrainian champi-
ons of freedom who are known in the West as dissi-
dents. They have taken up today’s call to battle against
man’s inhumanity to man, and against the last and
most ruthless tyrannical empire, whose caretakers
through their demonic craftiness and deception are de-
termined to obliterate the Ukrainian identity from the
face of the earth.

Ukraine Today

. Yuny Lytwyn 17, Vasyl Ovsiyenko

2. Olcksay Serhiyenko 18. Vitaliy Kalynychenko
3. Vasyl Romanyuk 19. Myroslav Marynovych
4, Danylo Shumuk 20. Oksana Popovych

5. Tvan Svitlychny 21. Lev Lukivanenko

6. Yuriy Shukhevych 22, Oles Berdnyk

7. Vacheslav Chomovil 23, lvan Hel

8. Iryma Senyk 24. Vasyl Sichko

9. Mykola Plakhotniuk 25, Yury Badzio

10. Anatoly Lupynis 26. Vasyl Strltsiv

1. Mykola Matusevych 27, Oksana Meshko

12. Mykola Rudenko 28. Thor Kalynets

13. Volodymyr lvasiuk 29. Petro Sichko

14. Panas Zalyvakha 30. Vasyl Stus

15. Zynoviy Krasynskiy 31, Mykola Horbal
16. Stefzniya Shabatura

Ukraine Today, acrylic, 43x42” 1980.






Kareapa Ca. I0pa y JeBosi, 18cm., oaisn, St. George’s Cathedral in Lviv, 18th c.,
1978, oil, 36x29", 1978.
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«CTPATANBLI POKH B YKPATHI 1932-1933

I'opoto BinOyBa€ThLCA aKuUis POIKYPKYNIOBAaHHS,
B uaci fIKOro BWOpPAaHO i3 cena yclo IpPOBIAHY
BepcTBY 1 B 3a0MTUX TOBApPOBHMX BarOHax
BuBe3eHo Ha Cubip Ha neBHy 3arubinb. Y LK
akuii 3HUIEHO TPH MiNLHOHM HaWKpaIUWX
NpeNcTaBHUKIB  HAWIOTO  cena, 3 KOTPHX
BUBOIMAACA iHTenireHnis. Boumn ykpainizyBanu
MicTa. PaHeHbKO, SK TUITKM COHLE 3MHAILIO, Ha
ByaHUAX XapKoBa 30upaloTh Ha TATApoBi aBTa
NMOMeplIUX TONONOBOKD CMEpPTH CelsiH, Lo
NpUALLIAK [0 MicTa WyKaTH MopATyHKY. Cerno.
[Ipupona 6ynMThCA [0 XUTTSA, 2 HAPOA 3 TONONY
noMupae. Jlroou BTiKAlOTH OO0 MicTa, LIYKarO4M
PATYHKY, TaMm BMHPAKTL HAa Bynuuax. Kopmnsiua
M4TH YMWPAcE 3 MEPTBAM OUTATKOM HAa pyKax, a
KONO Hei TYIUTRCA f[ipyra 3aMOpeHa IHTHHA.
Crapa MaTH pupae Hal [MOMEPLIIMMH: HNOYKONO |
BHY4YaM. YKpaiHCbka MaTH, NPUTOPHYBILH
rOpcTKy  3amMOpeHux  niTet, B MOJWTBI
3gepracTbes Ao I'ocnopa, w6 3axOpOHMB Bil
3arndeni yKpaiHCEKHH Hapid.

Tosr0a B Ykpaini B 1932-1933p., axpunik,
39x35", 1983.
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THE UKRAINIAN FAMINE:
HOLOCAUST IN 1932-1933

The rapid growth of Ukrainian culture, along with
the evolvement of a strong national consciousness dur-
ing the Ukrainianization period of the 1920, alarmed
Moscow. Stalin became fearful that Ukraine once
again would strike out for her independence. There-
fore, he master-minded a campaign of terror in order
to subjugate the Ukrainian people and to crush their
national, cultural and religious consciousness. He
achieved his goal by engineering history’s first man-
made famine, which resulted in the starvation of over
7,000,000 Ukrainians during the brief period of 1932-
33.

This composition depicts various episodes from the
Ukrainian Famine-Holocaust.

The Ukrainian Famine: Holocaust in
1932-1933., acrylic, 39x35", 1983.






«3EMIJIE MO4 TTPAJIAIBCHK A» O MY ANCESTRAL LAND

KapTtiHa usg 3006paxye 3anyueHni nons Ykpaiuu. With his last ounce of strength he comes to his once
3aMOpeHH# roJIoIoM CEeNsIHNH OCTaHHIMU cunamu  beautiful field, so as to bid it farewell and then to die
NMPHILLOB HA CBOKO HUBY, U100 Ule B OCTAHHE Ha  ON it — a martyr’s death of starvation,

Hel nornAnytd. Baseiim npuropuii zemmi, 3

MOKOPOKY | KajneMm 3BepTaeThbess 10 bBora, wo

HOMY TIPMXONHTBLCA FONOJOBOK) CMEPTH) YMHUPATH

Ha UbOMY pPOQIOYOMY YOPHO3EMI CKPOIIEHIM

NOTOM | KPOB'10 HOTO MpENKiB.

JemMan Mos npajiniBcska, oain, 24x20°, 1983. O My Ancestral Land, oil, 24x20”, 1983.
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«JIBA CBITH»

AMEPHKY NpENCTaBNeHo i3 cratyeio «CBoBoamn»,
KOTpa Have BiTae ycix, 1o NpulyBaloTh 00 L€l
Kpainu. TyT y BinKpuUTOMY CYCMinbCTBi BOHK no—
CBOEMY  BJIAUITOBYWOTLCA H  MOUYBAKITHCH
wacnueumu.  Hatomicte CCCP  npencrasneno
TIODMOK)  HApOQiB — TMNeKJIOM Ha  3eMii.
lMoHeBoneni Hapogn GnararoTh  JONOMOTH,
norasaarouu Ha AMEpPHKY, fIK Ha MOTEHUIANLHOIO
BH3BOJIUTENSA.

HBa citi, axpuaix, 37x32", 1975.
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TWO WORLDS

The Free World is symbolically represented by
America’s Statue of Liberty, which holds the torch of
hope for humanity’s quest for freedom and self-fulfill-
ment. From under the rubble, enslaved nations stretch
out their pleading hands towards America, begging
her to set them free from Moscow’s communistic op-
pression.

Two Worlds, acrvlic, 37x32", 1975.






«CHABIP»

MacuBaMn 1 nnowiaMu B XONOTHMX KOALOpax
300paxeH0 CHOIpChbKI TIOPMM i KOHUTabOpH, Y
KOTPHX KapaloThCsl Ha KaTOPXHHMX poboTax
Kpawli CHHM | JOYKHM YKPaiHCLKOIO Hapoay Ta
IHLIKX  HApOMiB TOHEBONEHUX  MOCKOBCHKHM
TOTaNITaPHUM PEXHMOM, a OPOLEHTOBO cepef

HUX NIEPEBaXKaoTh YKpaiHLj.

Cuéip, axpuaix, 36x31"", 1975.
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SIBERIA

Through masses and spaces formed by frigid colors,
the Siberian prisons and concentration camps are re-
created. The finest sons and daughters of nations en-
slaved by the Muscovite totalitarian regime are forced
to live in subhuman conditions and to perform hard
labor. Statistics indicate that the majority of them are
Ukrainian.

Siberia, acrylic, 36x31", 1975.






«BIHHHULIA »

3o6paxye npodink ORHOT i3 AecsTH 30ipHMX
MOTufl, 3 KOTPUX BHAOOYTO [ECATb THCAY
NOB’A3aHUX W TOPTYPaMH 3aMYYE€HHX UYOMOBIKIB i
xiHok. lle ©Oyau nepeBaxkHO censHM 3
AOBKOJIMLLIHIX cin AKHX apelTyBaau
€HKaBeAiBChKi CAgucTH @ BOHM nponapanu Oe3
BicTi. Han Morunamu cyMOBMTO UBITYTL nepesa
napky Po3saru, mio iforo Ha rayMm Ham CBOiMM
KepTBamu ynawtysano umnivne HKBI.

Biunnns, acpuaix, 57x44”, 1976.
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VINNYTSIA

Above the mass graves of Ukrainian victims of the
Stalin purges, trees blossom in the “Park of Recre-
ation” which was developed by the NKVD (the Soviet
Secret Secret Police). The graves were accidentally
discovered during the German occupation and from
them 9,432 bodies were recovered among which were
169 women. For the most part, the victims were na-
tionally conscious peasants who made up the leader-
ship reservoir during the short-lived Ukrainianization
period initiated under Lenin and b rutally terminated
by Stalin. They simply vanished into the night after
having been picked up by the NKVD’s “Black Maria.”

Vinnytsia, acrylic, 57x44", 1976.






The Church of St. Mykola in Kolodne
Hepxpa Cs. Muxoan 8 Koroguomy, Ha in the Transcarpathian region of Ukraine,
Saxapnarri, I7cm., oain, 30x24”, 1977. 17thc., oil, 30x24", 1977.
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«XPECHA HOOPOTA YKPAIHCBKOI
MATEPI»

TyT 306pakeHa MaTy i3 cBOIMH HITBMU SK CUMBOI
yKpaiHCbKMX MaTepin. HenpucytHii  6aTbKo
3a3HAYEHMI NETKHM KOHTYpOM. SIK CBIfOMMIA CHH
CBOrC HApoly BIH KapaeTbcd MO TIOPMax,
KoHUTabopax yu NCHXYLIKAX. Marepi
BBHXKAETLCA M NOMA 1i JiTel, AKUX BOHA BUXOBYE
Ha rigHUX HAcNiJHUKIB iXHLOTO BaTbKa.

XpecHa fopora ykpaincexoi matepi,
axkpunix, 34x25”, 1976.
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THE CRUCIFIXION PATH OF
THE UKRAINIAN MOTHER

The Ukrainian Mother is depicted protectively hold-
ing on to her young children. She represents the tragic
fate of all the Ukrainian mothers whose husbands are
languishing in prisons, concentration camps or
“psychushkas” for courageously defending their na-
tional and religious convictions. She pensively gazes
into the future, contemplating what it may hold for her
children whom she tries to bring up as followers of
their fathers in the struggle for a free Ukraine.

The Crucifixion Path of the Ukrainian
Mother, acrylic, 34x25", 1976.






3axix conun B Ykpaiuni, oaia, 20x16, 1965 Sunset in Ukraine, oil, 20x16", 1965.
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Church in the Village of Konora, Trans-
Hepksa B ceni Konopa na 3akapnarri, carpathian region of Ukraine, 18th C.
I8cm., onain, 37x27", 1977, oifl, 37x27"7, 1977,
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Poppies in the Garden, acrylic, 20x24",
Maku B ropogi, axpuaix, 20x247, 1980. 1980.

56






«10 BOJII» “TOWARD FREEDOM™

Moauui, gk Tid nTammHi, XagHi ckapbu Hi Just as for the bird, so for a human being there is
NepewKoad He MOXYTh 3acTyMTH HOPOrM N[O  no treasure on earth or an obstacle which could prevent
BOMI. a person from following the road to freedom.

o Boai, axpunix, 40x32", 1979. Toward Freedom, acrylic, 40x32", 1979.
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Hepxsa Cs. Muxosan y Kpupunusx, na Church of St. Nicholas in Kryvchyisi, near
nepeomicmi Jlvsosa, 18cm., oain, 3Ix317, 1978. Lviv, 18th c., oil, 31317, 1978,
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Komnozunisn thopm i korsopis, uxpuiix, Composition of Forms and Colors, acrylic,
36x32", 1975. 36x32”, 1975.
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Hoptper 4oaoBika, onain, 24x187, 1943. Portrait of My Husband, oil, 24x18, 1983.
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Ociub B ReHCHARBEHCEKHX Fopax, oAlR, Autumn in the Pennsylvanian Mountains,
36x28", 1976. oil, 362287, 1976.
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Hapx Goszis B Pouecrepi, H.H., onisn,
34x407, 1978. Lilac Park in Rochester, NY, oil, 34x407, 1978.
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Hepkra Cp. Inana Xpecrurensn s Fanrepi, Church of St. John the Baptist in Hunter, NY,
H.H., onin, 24x30", 1978. oil, 24x30", 1978.
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Hoptper aouxn Opnci, oain, 24x18", 1980. Portrait of My Daughter Orysia, oil, 24x18”, 1980.
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Bepxosnua, [1en Cneti, H.H., oain, 46x38”, Verkhovyna in Glen Spey, NY, oil,
1977. 16x20", 1977.
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Moi yrro6aeni kBitn, oain, 16x20°, 1979, My Lost Lovable Flowers, oil, 16x20", 1979.
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B neHcHABBEHCBKHX ropax, akpuaix, 20x16", Mountains in Pennsylvania, acrylic,
1967. 20xI6™, 1963,
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Komnosnuis hopm i koasopis, axpunix, Composition of Forms and Colors, acrylic,
34x327, 1980. 34x327, 1980.
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Ocins B Tajineny Hapky B Pouectepi, H.H., Autumn at Highland Park in Rochester, NY,
oain, 30x24", 1982, ofl, 30x24", 1982,
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Hariopmopr, axpuaix, 24x30", 1979, Still Life, acrylic, 24x30™, 1979.
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Panun secna, Bpicroas, H.H., oain, 36x24”, Early Spring, Bristol, NY, oil, 36x24",
1980, 1980,
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Bepxosuna, Fnen—Cnesi, H.H., 24x20", Verkhovyna in Glen Spey, NY, oil, 24x20)",
1962. 1962.
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Hoprper xinkn, oain, 24x307, 1976. Portrait of a Woman, oil, 24x307, 1976.
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HBiTyqns caa, oain, 36x247, 1974. Orchard In Bloom, oil, 36x24", 1974,
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Cxuranns, mesmnepa—monomun, 9xi127', 1983. The Wanderess, tempera-monotype, 9x12", 1983.
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Hepwma cHir, memnepa—monomun, 1ix14", First Snow Fall, tempera-monotype,
1984, Hixd™, 1984,
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Keitn B ropoxi, memnepa—mornomun, 11x14”, Flowers in the Garden, tempera-monotype,
1984, Hixiq", 1984,
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Ocinp, memnepa—monomun, 16x207, 1984. Autumn, tempera-monotype, 16x20", 1984 .
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FHMOBHE PAHOK, Memnepa-moHomun, Winter Morning, tempera-monotype,
11x14", 1986. HxH4", 1986.
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Ocinp na Ioaicci, memnepa—monomun, Autumn in Polissya, tempera-monotype,
1ix14", 1984 11x24”, 1984,
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Twiia aicoBa, memnepa-morvomun, Iixi4”, Peaceful in the Forest, tempera-monotype,
1986. Hx14", 1986.
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Jdic y camori, memnepa-moromun, 12x16°, Alone in the Forest, tempera-monotype,
1986. 12x16”, 1986.
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Myp6a, memnepa—monomun, 11x14", 1986, Grief, tempera-monotype, Iix14", 1986.
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Ilapk na Becni, memnepa, 11x14", 1986. Park in the Spring, tempera, 11x14”, 1986.
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Cumcponia B npupogi, memnepa—sonomun, Symphony of the Nation, tempera-monotype,
1ix14", 1986. Hxi4”, 1986,
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Joaora ocime, memnepa—monomun, 12x16", Golden Autumn, tempera-monotype,
1986. 12x16”, 1986.
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Y Bupi xnrra, mesmnepa, 11x14", 1986. In the Whirlpool of Life, tempera, 11x14", 1986.
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Yapirnunii xpai, memnepa, 11x14”, 1986. Enchanting Home Land, tempera, 11x14", 1986.
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Topa I peng Kenion, (Apizona), memnepa, Grand Canyon, Arizona, tempera, 12x16",
12x16", 1986, 1986.
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Jemae Mos, 3eMae, emanw, Sx77°, 1981. Earth My Earth, copper-enameling, 5x7”, 198},
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Kouni y creny, esmann, 6x8°, 1981, Horses in the Steppe, copper-enameling, 6x8", 1981,
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Cearoisanisceka niy, exann, 5x7", 1981, St. Johw'’s Eve, copper-enameling, 5x7", 1981,
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The Church of the Nativity of the Blessed
Hepksa Pizasa boropoanui y Bopoxri, Mother in Vorokhta, I8th ¢., copper-enameling,
18cm., emane, 6x8", 1952, 6x8"”, 1982,
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ManapiBauks, emane, 89", 1978. The Searchers, copper-enameling, 8x9”, 1978,
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I'pan, 6augypo, rpaii, emans, 6x8", 1982 Play Bandura Play, copper-enameling, 8x9”, 1982.
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it »yp6H, emann, 6x8”, 1983. Flowers of Sorrow, copper-enameling, 6x8”, 1983.

136






Mopceka ranbuna, emanns, 5x77°, 1983. The Depth of the Sea, copper-enameling, 5x77', 1983,

1338






B mpocropax, emans, 6x8”', 1953, In Space, copper-enameling, 6x8", 1953.

140






Menonin noui, esann, 6x8”, 1984. Night-Time Melody, copper-enameling, 6x8”, 1984.

142






Hepxsa Cs. Muxo.aan NopimHeoro, 6 Church of St. Mykolaya, 17th c.,
Cepeonvomy Boosnomy, 17 cm. emaan, 6x8°, copper-enameling, 6x8”, 1982.
1982,

144






HBity4ni ropoa, 6amix, 66x43”, 1960. Garden in Blossom, batik 66x43”, 1960.

146






Hepeso xurra, bamir, 52x427, 1970. Tree of Life, barik, 52x42”, 1970.
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Kepamika: Basza, Sx10”, Tapiaka, 127, Ceramic Vase, 8x10", Plate, 127, and
Topmnk, 5x8", 1976. Urn, 5x8", 1976.
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Kepamixa: Tapiaka, 12, Baa, 10x8", 1976, Ceramic Plate, 12", and Vase, 10x8”, 1976.

152






beixoneuynnk, BubGiiixa, (dpyxosarka), The Endless Line, block-print, textile,
SIx397, 1971. (vybivka), 51x39", 1971.

154






Birds on the Steppe, block-print, textile,
Hruni y creny, (subiiika), 59x417, 1979 fvvhivka), 59x44”, 1979.

156



Knruyi pagocru, {subitica), 42x60", 1970.

Flowers of Happiness, block-print, textile,
{vvhivka), 42x607, 1970.



HBiT pagocrn, 2inopum, 1652007, 1980, Happiness-Flowers, linolewoncut, 163207, 1980,

158



Hicua, inopum, 16x20°7, 1981 The Song, Hinolewncut, 12x207, 1981,
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baasarn (Bosowxn), aivopum, 12167, 1981 The Flowers, linoleumcut. 12x167, 1981

160



AKurra, vnopin, T6x207, 1981, Life, linolewmcur, 16x207 ) 1981

161



Heit macra, sinopum, 16x207, 1978, Dreamflowers, linolewmcut, 163207, 1978,

162



cut, 12x167 ) 1985,

Bird of Spring, linoleimn

12x167, 1983,

P,

fIraus BecHM, 1o

163



Connuinnk, aivopon, Hixl4", 1977, Sunflowers, Hinoleumcnt, Hxl4" 1977,
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Cnrcox Kaprun

Cropisxa

26 Ixona boxoi Marepincuna—memnepa,
8x10”, 1981,

28 Pyinn Ycnencsxoro Cobopy y Kuesi, Iicm.
oain, 20x24"", 1978,

30 ®parment 3 kapraun, (Pyinu Ycnencvxozo
Cobopy y Kuesi).

32 ¥Ykpaiaceka MBTH Ha rpaHi ABOX CBITIB, 0AIR,
33x45"", 1976.

34 Ykpaiua cyorogsi, acpuaix, 43x42", 1980.

36 Kareapa Cb. I0pa y JIvBopi, 18cm., oain,
1978,

38 I'onog B Ykpaini B 1932-1933p., axpuanix,
39x35™", 1983.

40 3emas mos opagiziBceka, oair, 24x20",
1983,

42 sa cpiTR, axpuaix, 37x32’", 1975.

44 Cubip, axpuaix, 36x31”, 1975.

46 Bimmunn, axpuaix, 57x44”", 1976.

48 Ilepxss Cp. Muxoan B Korognomy, Ha
Jaxapnartri, 17cm., onin, 30x247, 1977.

50 Xpecna popora ykpaiuceKoi marepi,

akpunix, 34x257, 1976.

52 3axin comnn B Ykpaini, oain, 20x16, 19657

54 Ilepxsa B cexni Komopa na 3akapnarri,
18cm., oain, 37x27", 1977,

56 Maku B ropogi, axpuaix, 20x24”, 1980.

58 Mo soii, akpuaik, 40x32”, 1979.

60 Ilepxpa Ca. Muxoan y Kpusannsx, na
nepeomicmi JIveosa, 18cm., onia, 3Ix3I",
1978.

62 Komnosznnin popm i Koabopis, axpunix,
36x32"", 1975.

64 Hoprtper 90108ik8, oain, 24x18”", 1983.

66 Ocinr B MeHCHILBEHCHKHX FOpax, OAlR,
36x28", 1976.

68 Mapk Gozis 8 Powecrepi, H.H., oais,
34x40", 1978.

70

72
74

76
78

§0

82

84
86

88
92
94
9%
98

100
102

104
106
108
110

112
114

Iepksa Cb, Inana Xpecrurenan b Fantepi,
H.J., oain, 24x30", 1978.

Hoprper goukn OpHci, oain, 24x18", 1980.

Bepxosuna, ['nen Cneil, H.U., oain, 46x38",
1977.

Moi yno6aeni kpith, oain, 16x20", 1979.

B neHcHALBEHCHEKHX ropax, axpuaix, 20x16",
1967.

Komno3ngin gropm i KoAbOPIB, ukpuiix,
34x32", 1980.

Ocine b F'sitveny MHapxy » Povecrepi, H.H.,
oain, 30x24'", 1982,

Hamopmopr, axpuaix, 24x30", 1979.

Pauns pecua, bpicroas, H.H., oain, 36x24",
1980.

Bepxosuna, I'ren-Cneii, H.H., 24x20",
1962.

Hoprper xinku, oain, 24x30", 1976.
Isitysmit cag, oain, 36x247, 1974.
Ckuranus, memnepa—monomun, 9x12”, 1983.

Hepwni cuir, memnepa—monomun, 11xi14",
1984.

Kpitn 8 ropogi, mesnepa-mornomun, 11x14",
1984.

Ocinp, mesnepa—monomun, 16x20", 1984.

3HMOBHH PAaHOK, memnepa—-moHomun,
1ix14”, 1986.

Ocins na Ioaicei, memnepa—smornomun,
1ix14", 1984.

Twuina aicosa, memnepa—monomun, 11x14",
1986.

Jlic y camori, memnepa—smonomun, 12x16",
1986.

Myp6a, memnepa—monomun, 11x14"", 1986.
Iapk ua secni, mesmnepa, 11x14°', 1986.
Cum@poRian B BpHPOAI, memnepa—monomun,
11x14”, 1986.
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116

118
120
122

124
126
128
130

132
134
136
138
140
142
144

3oaors ocine, memnepa—monomun, 12x16”,

1986.
Y supi xurra, memnepa, 11xi4”, 1986.
Yapipunii xpasi, mennepa, [1x14", 1986.

Fopu Ipeun Kenion, (Apisona), memnepa,

12x16", 1986.
3emae mMon, 3eMae, emans, 5x7°°, 1981,
Koni y creny, emans, 6x8”, 1981.
CearoinaniscLka niv, emans, 5x7°°, 1981,
Ilepxea Piznsa Boropoanni y Bopoxri,

18cm., emann, 6x87, 1982,
ManapibauxH, emans, 8x97', 1978,
I'pa#, 6amaypo, rpak, enans, 6x8", 1982.
IBiT wyp6Hn, emans, 6x87, 1953,
Mopcika ranbuna, emans, 5x77°, 1983,
B npocropax, emans, 6x8", 1983.
Meanoais oy, emans, 0x8”, 1984.
Hepxkea (. Muxonan Iopimmtoro,

Cepednvomy Booanomy, 17 cm. emane, 6x8”,
1982,
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HBiTyanii ropog, bamik, 66x43”, 1960.

148 [TepeBo xHTTR, bamik, 52x42", 1970.
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156
157
158
159
160

161

162
163
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Kepamika: Basa, 8x10”, Tapiika, 12",
Fopmuxk, 5x8”, 1976.

Kepawmixa: Tapinrka, 12", Basza, 10x8", 1976.
be3xomeunux, Bubilixa, (Opyxosanal,
51x397, 1971,

HraRi y creny, (eubiiika), 59x41°", 1979.
Kwuruni pagocrn, (subitixa}, 42x60", 1970.
Heit pagocrn, ainopum, 16’20, 1980.
Hicana, ainopum, 16x20”, 1981.

baasaru (Boaomikn), ainopum, 12x16”,
1981,

XKurra, ainopum, 16x20", 1981

IsiT macta, ainopum, 16x20", 1978.
Irunna pecan, ainopum, 12x167, 1985.
Connawmank, ainopum, 1ixI4”, 1977.
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36

38

40
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46

48

50

52

54
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58
60

62

66

List of Color Plates

The Icon of the Virgin Mary, egg-tempera,
8x10”, 1981

The Ruins of the Uspensky Cathedral,
Hthe., 0il, 20x24", 1978.

Detail from the Painting “Ruins of the
Uspensky Cathedral in Kiev.”

The Ukrainian Mother at the Crossroads of
Twea Worlds, oil, 33x45", 1976.

Ukraine Today, acrylic, 43x42" 1980.

St. George's Cathedral in Lviv, 18th ¢,
oil, 36x29", 1978.

The Ukrainian Famine: Holocaust in
1932-1933., acrylic, 39x35", 1983.

O My Ancestral Land, oil, 24x20", 1983.
Two Worlds, acrylic, 37x32", 1975.
Siberia, acrylic, 36x31”, 1975,

Vinnytsia, acrylic, 57x44”, 1976.

The Church of St. Mykola in Kolodne

in the Transcarpathian region of Ukraine,
I7th c., oil, 30x24", 1977,

The Crucifixion Path of the Ukrainian
Mother, acrylic, 34x25", 1976.

Sunset in Ukraine, oil, 20x16", 1965.
Church in the Village of Konora, Trans-
carpathian region of Ukraine, 18th C.

oil, 37x27", 1977,

Poppies in the Garden, acrylic, 20x24",
1980.

Toward Freedom, acrylic, 40x32", 1979.
Church of St. Nicholas in Kryvchytsi, near
Lviv, 18th ¢c., oil, 3ix31", I978.
Composition of Forms and Colors, acrylic,
36x327, 1975.

Portrait of My Husband, oil, 24x18”, 1983,
Autumn in the Pennsylvanian Mountains,
oil, 36x28”, 1976.

Lilac Park in Rochester, NY, oil, 34x40", 1978.

70

72

74

76

78

80
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84
86

88
90

92
94

98

oo
162

104

106
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1o

Church of St. John the Baptist in Hunter, NY,
oil, 24x30", 1978.

Portrait of My Daughter Orysia, oil, 24x18”
1980.

Verkhovyna in Glen Spey, NY, vil,

16x207, 1977.

My Lost Lovable Flowers, oil,

16x20”, 1979.

Mountains in Pennsylvania, acrylic,
20x16”, 1963.

Composition of Forms and Colors, acrylic,
34x327, 1980.

Autumn at Highland Park in Rochester, NY,
oil, 30x24", 1982.

Sull Life, acrvlic, 244307, 1979,

Early Spring, Bristol, NY, oil, 36x24",
1980.

Verkhovyna in Glen Spey, NY, oil, 245207,
1962,

Portrait of a Woman, oil, 24x30", 1976.
Orchard In Bloom, oil, 36x24", 1974,

The Wanderess, tempera-monotype, 9x127,
1983,

First Snow Fall, tempera-monorype,

11x4”, 1984.

Flowers in the Garden, tempera-monotype,
lixl4”, 1984.

Autumn, tempera-monotype, 16x20", 1984.
Winter Morning, tempera-monotype,
Hxi4”, 1986.

Autumn in Polissya, tempera-monotype,
Hx247, 1984.

Peaceful in the Forest, tempera-monotype,
11x147, 1986.

Alone in the Forest, tempera-monotype,
I2x16”, 1986.

Grief, tempera-monotype, 11 x14", 1986,
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112
114

116
118
120
122

124
126

128

130

132

134

136

138

168

Park in the Spring, tempera, 11x14", 1986.
Symphony of the Nation, rempera-monotype,
Hx14”, 1986,

Golden Autumn, tempera-monotype,

12x16", 1986.

In the Whirlpool of Life, tempera, 1ixl4”, 1986,

Enchanting Home Land, tempera, 11x14”, 1986.

Grand Canyon, Arizona, tempera, 12x16”,
1986.

Earth My Earth, copper-enameling, 5x7, 1981,
Horses in the Steppe, copper-enameling,

6x8”, 1981

St. John's Eve, copper-enameling, 5x7”, 1981.
The Church of the Nativity of the Blessed
Mother in Vorokhta, 18th c., copper-enameling,
6x87, 1982,

The Searchers, copper-enameling, 8x9", 1978.
Play Bandura Play, copper-enameling, 8x9",
1982,

Flowers of Sorrow, copper-enameling,

6x8”, 1983,

The Depth of the Sea, copper-enameling,

5x7”, 1983.

140
142

144

146
148
Is50

152
154

156

157

158
159
160
161
I62
163
164

In Space, copper-enameling, 6x8™, 1983.
Night-Time Melody, copper-enameling,
6x8", 1984,

Church of St. Mykolaya, I7th c.,
copper-enameling, 6x8", 1982,

Garden in Blossom, barik 66x43”, 1960.
Tree of Life, batik, 52x42", 1970.

Ceramic Vase, §x10”, Plate, 12", and
Urn, 5x8”, 1976.

Ceramic Plate, 127, and Vase, 10x8", 1976.
The Endless Line, block-print, rextile,
(vybiyka), 51x39”, 1971,

Birds on the Steppe, block-print, textile,
(vybiyka), 59x41”, 1979

Flowers of Happiness, block-print, textile,
(vybiyka)}, 42x60", 1970.
Happiness-Flowers, linoleumcut, 16x20™, 1980.
The Song, linoleumcut, 12x207, 1981

The Flowers, linoleumcut, 12x16", 1981,
Life, linoleumcut, 16x207, 1981,
Dreamflowers, linoleumcut, 162207, 1978,
Bird of Spring, linoleumcut, 12x16”, 1985.
Sunflowers, linoleumcut, 11x14", 1977.



ABTOBIOTPA®IA
IPHHH BAHAX-TBEPIOXIJIIbB

BHHHNKH pO3NONOXKEHI Yy NMPEKPACHIA ropucTiit
npupoani. In  Tpeox  CTOPIH  OKpYXeHi
ManbOBHMYMMHK NicMCTMMHK marop0aMu, a Ha cxXif
Ha 3MIHY BiIKDHBAa€TbCA JAJCKHil NPEKPacHHH
FPOPU3OHT HA IUIMPOKC POIMNPOCTEPTY PIBHUHY. Y
IABHUHY B TUX CTOPOHAX >XWIK NMOCTa4yanbHUKU
BHHA I KHSKHMX OBOPIB, 3 4Oro MOXOOUTE Ha3Ba
Buunnku. Cooronsi — ue nepenmicrs JIssosa.

JIbBOB’AHH  3aXONNIOBAJIUCT KPACOK)  HALLINX
BunHuk i koXHoi Hepini BinOyBanuca TyT panicHi
BECEJIi POryAsHKH, a 3UMOIO MONUCYBANMCA HALI
i nbBiBCBHKI NeweTapi.

Y BUHHHIBKIA uuTansHi «Ilpoceita» Oyna
BeJNHKa GibnioTeka nns crapumx i gas mosoni. A
6araTo kopMcTana 3 Heil, XUBy4H y BunHukax.

Bunanuann nepwi B TanuuvHi nobynysBanu
naM’ITHHUK Tapacosi ['puropoBHueBi
Hlesvenkoni. HapiruuaiiHo ypouucTe Horo
nocesiueHHs BigOynocn 28 eepecHst 1913 poky.
ITaM’ATHUK BUKOHAB CKYnentop ABOpchkuM y
JIbBOBI 3rinHO 3 mMnsiHOM apxiTekta OnekcaHppa
Jlymwnuncbkoro. Ilig 4ac ykpaiHChKO—NOALCBKOT
Bidn B 1918-1919 pp. Tlam’aTHuk Oys
YIIKOMKeHWd, ane B 1924 poui Horo BigHOBUB
MHCTELL CKYJBITOP AHOPpIN Kosepko.
BuHHuyauu neputi Ha 3axinHUX 3eMafx Y KpaiHu
3MBHrHYAHn CTpineupky MOruny ans Gopuis, sKi
3aruHynu B Oosx 3 mnonskamMu  3a  Jlbeib.
[ToxopoHeHo 1iX Ha BHMHHUUBKOMY LBHHTapi.
AgTOpamMM maMm’ ATHHKA OyJM MHUcTeub AHIpii

KoBepke A Jlbonwo Jlenkuit. [lam’aTHHK
npeacTaBisie  BUCOKY N0  TPhOX  METpIB
HEBUCTpPiNEHy 1€ rapMatH Kymw. Ha
(pPOHTOBIl CTOPOHI KyM € BUKOH2aHUH ¥
TVIOCKOPi3b0i  TpH3yO, oOBegeHMH Trany3Kow

kanuuH. [To o60x Gokax KyJi CTOATH NBa KaM AHI
XPECTH, Ha HHX Hanuc 1918-1919 poku.

NaM’siTHHK — CHUMBOJIIYHMHA: KyJs — He
BHUCTpiNieHa, TO 3HauuTh — U Oif He
JakiHueHHid. [TocBAYeHHA MUM’ATHUKA BinGyJsocs
B Mepluy Hedinio uepeas 1922 poky.

Takox Oyna BelMka MypoBaHa UEpPKBa,
nobynoBana B 1842 poui. PosmantoBanu ii manapi
Mopect Cocenko i ['puHeBnd. KyabTypHO-
OCBITHA AiANBHICTE Yy BuHHWKax nysnbscyBana
MOBHUM XHUTTAM.

Tyt a1 npuiituna Ha ceit 27 Gepe3ua 1918 poky.
Muno 3ragyrOTBCS WACIMBO NPOBENEH] TaM POKH
AWTHHCTEA 1 paHHBLOT MOJIONOCTH.

HaponHio 1wkony A 3akiHuuna y BuHHHKax.
3manky a4 3an00KkM ManoBana, a B IUKOJI
BHPI3HANACH ¥ TOMY.

Moi crapuii cectpn Credpa i Mapycs Buunuca B
Cewminapii Cectep Bacunisinok y JIbBoBi, BOHM
TaKOX BUPI3HANKUCE ¥ MATIOBAHHI B CBOIX X/14caX i
A0 CLOTOJHI MaOOTh.

Miii GaTbKO 3aBXAW TNANIB i3 BAOBOJIEHHM
YCMIXOM Ha MOi PHCYHKH i MantoBaHHA. Bin pano
KynyBaB MeHi ¢ap6u, nanip, KoALOpOBI onisl, a
s cTapanach HAaMaNnKBaTH LWOCh rapHe, wWo6
HaTLKORI Nogodanocs; ManBana 3aa00KH KBITH
B rOpOAi, XaTy Cyciga, K MM 3i cecTpory Acelo
ApeMo go wikonu, cobavara 6ins xaTH, a Manu MH
ix ax Tpoe, Ta Bce IHIE, U0 MEHI HAa AYMKY

npuxooguno. CBOW  OMTAYY  TBOPYICTE A
NpUHOCHNAa Q0  WKOAM K obpaposyeana
TOBAPHMINOK, a 4YacoM 1| YYHTENbKa pango

NpUAMana Moi ManroHKU.

Konu Hagxogunn BenWKOOgHI CBATA, MOS MaTH
pPO3NUCYBasia Nyxe rapHi nucanxd. H 3ano6ku
ciljana Bewopamn Oing Marepi 1 po3nucysana
NUCAHKN NO—CcBoeMyY, OO Gyau iHaKLUII, HE Taki,
4K MaTepi. A MaTH panina 3 TOro i nokasypana
BCIM y XaTi, %Ki TO YENMypHi NMCaHKKW A PO3NIMCaNna.
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Bxe 3 touux sit OynM B MeHe OGaXKaHHA
CTYMIIOBaTH MAanApPCTBO, TOX TMNicns CepemHbOl
[IKONK, JOBigaBUIMChL, WO MuUcTels Penike
BurknpanbchkHi, rONOBHUHA OEKopaTop
JIbBiBcbkoro TeaTpy, Beae KASCH HaBYaHHA
ManspcTBa, A CTaja BUMTHCA y Hboro. B 1939
poui A CcKJana BCTYNMHMA icnUMT Ha  cTyail
MasfipcTea ao JepxapHoro IHcTuTyTY
[TnsictuyHoro Mucrentra y JIbBoei. Buunu mene
npogecopu Tuckuit, Tapnaun, Mukona Pentok
Ta iHIMI, KOTpi, X04 OyB U TAXKKUA BOEHHUH 4ac,
cTapanMcs  yTpMMaTH  No3eM  HayKH  Ha
BianoBinHoMy piBHi. TyT A 3anpussHunacs 3
Okcanoro T'yporo it Ipkowo 'pvHuuiMe (Tenep
Bonsxcbka). ManloBatH B NpUpORY MM XOMWIH
yacto rpynotw, gk OkcaHa Typa, Cnaexo
QOcramescbkuin, Brnooxo Mensnuk, Bnoako
InHask 1 51 3 HUMK. Xoauian Mu 10 CTPUACEKOTO
Ta JInyakiBchKOro Mapkie, a Hepa3 B HEAINO, 9K
6yna rapHa noropa, Md ALK B HanpsAMi BUHHKK.

Hopora Bena noasMM, NONPH cena, | MU
IMaNnboBYBaNM iXHIO kpacy. Ha kiHeus 3axonunu
M 1o BuHHUK 10 Moei mamun. Most Mama 3aBXKIH
pano Hac Bitana. TyT MU Bedepand, BIANOUYHBANM
Ta Bepranuca Ha3lag go Jlesoea. B Tod vac 4
Xuna y Jlesosi npu pynuui Ceninra 26 y nancTea
CeepngiB. 3BinTi Heped ropbu Gyno 6au3bko go
Kpupunue, pe Oyna npekpacHa TyUYNbCbKa
LUEPKBa, nepeBe3eHa MUTpPONOAMTOM AHApEeEM
lentaubkuM 3 rip 3 cena Kpueku. 5 xopuna
yacTo Tyau ii mamosatd. B 1943 poui s
3aKiHYMNA MMCTEUBKI CTyHii B TEKCTUNBHOMY
daxkyabreri. [licngs opgepKaHHA [OMIIOMY A
BMixana Ha Bakanii n0 TiTouHoro ©OpaTta Ha
JicHUYIBKY. Maixke npa Micuui s npobyna cepen
IIYMIUBKX Nicip, Ae He Gaunna noaeH— AU AMKi
TBApHHM, 4yNa CNiB MTAWOK Ta CYMOBUTHH IIYM
AepeB, AKHA YXE€ TOML 3BIlIAB CYMHY HEHOJIO
Hawoi JlemkiBuuan. Hepas cizanu Mu 3 Ky3MHOM
Ha KOHI |1 ixanu nicaMu KiIbKaHAAUATEL KiJIOMETPIB
no pogMHM Mo€i Mamu. Jlicu Ha JleMkiBUIMHI
4ygoBi, He TakKi, AK Oing JIbBoBa. Y NEMKiBCEKHX
nicax BITYYBAa€TLCA Kpacy i CTHUXIKO NpHpPOOY.
Hepa3 GeamexHuM cnokii, iHOAI 4Y€EThCH AKYCHb
rpo3y. Bucoki OyAHI nepepa yacaMu LIYMISTb
CYMOBUTO, TO 3HOBY 4YYeThcA Oambopy OoiOBY
menonito. 51 papa Oyna, wo Basna 3 coboro
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chap6u, i TYT 4 HAManOBaNa KibLKa KapTHH, SIKi
3aJIMILMAA KY