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Mopska

Yxpaincexkud My3iefi ropouit 3 Tore, 1o
OPTaHiI¥BaB PETPOCNEKTHBHY BHCTABKY TBOPIB
ckynenTopa Muxaiina Yepeluns0BCEKOTO 1 THM
piiaHoBas 80-miTTA BMIHAUHOTO MucTuAa. Ha Buc-
TaBli BIeplIe eKCNOHYKOTLCA MAlike Bl Horo
TBopH 3 Cnomydennx Ultatis Amepuku | Kanaon
— JOCATHEHHA MANO HE NIBCTOMITHROI TROPYOL Tipa-
ui. Ha %anb, HeRIAGMO, LU0 CTAIOCH 3 DAHHIME
TBOPpaMH YepelHboBCEKOr0, CTBOPEHNMN A0 1947
poKy, Nepea THM, K BiH BHiXam Ha 3axin. Ha
BHCTABI € TiTBKH ABA TROPH 3 TOCO HEPIOOY:
Hnuys, 1940 poky { Obauvvn 6pama, 1944 poxy
(mopTpet Ieana YUepellnsOBCLKOTO, OPaTa CKYTh-
NTOPA, POICTPLIAHOrO HimusaMH B 1942 poui.)

Barato TRoOpYUX pokie Muxafino YepelinboBch-
KHH NPHMCPATHMB Npalli Haj WICTbMA NMaM'ATHHAKaMH,
cnopyasennmu B napkax y CUIA i Kanapi. 1e -
TPH NaM’ATHUKH Jleci Vxpalukni: gsa va monHMN
apicr ¥ Knipnenni (Orafio) i B Topouto, Tta
norpyaaa vy Kepronkconi (Hew-Mopx), Flam’smuux
Mepoam B Ennensinn (Heko-Mopk), nam’ stk
o. I'puropiepi Tpynnti 8 KeproHKcoH], mamM’ATHHK
O:terosi Onbxuyeni p JliraiiToni (ITencunbeanin).
YepelHEOBCLKHY BHKOHAR ABA MPOEKTH-MOAENI
naM'ATHHEIB, AKi He CYNH NOCTABNECHI: NaM’ATHHK
Tapacosi [llepueHkoBi | taM’'ATHEK MHTDOIOMHTOBL
Anppeesi WenTnuskomy. OpHriHaneli Moneni
JEAKKX 3 UMX TBORIB €KCNOHYEOTHCH HA BHCTABLI.
Oaxe 3 BENMKHX AOCATHEHE YepemHbBOBCBKOID —
othOpMIIEHHA BETHYHOID IKOHOCTACY B YKDAIHCHKIH
KaTOMHULKIA uepkpi cs. Ipana Xpecturenn Gina
micTeuka I'anrepy (Hoio-Hopk}. MucTeus mpu-
KPACHB O€peBOPIIbONEHHAM IKOHOCTAC TA IHIIE
UepxoBHe 0ONaAHAHHA, AK: BIBTAP, XPecT, BEMHUHE
naxikagunao, MpoNORiODHAURC. Ha BUCTABLI | HE CTO-
pinkax xaranory monra moOaunti $oraorpadii yeix
UHX TBOPIB.

Mu rnuSoxo eoauni Boroanosi [epnoMmy, kypa-
TOPOBi BHCTABKH, AKME 33 RIAHOCHO KODOTKHi uac
3ibpan BaraTo mMaTepianie npo xuTTA Muxaina
YepeHBORCEKOrQ Ta HOro TBOPYICTE, OpradilyBas

BHCTABKY 1 cknae katanor. bea doro nanonernueoi
npaui Hemoknueo Oyno 6 BYACHO BIAKDMTH BHCTAB-
ky. Hapecni mworo poxy mu sanpocuns b.Tlepnoro
BIATH HA ceDe 000B'A30K KypaTopa Wil BUCTARKH,
4 BK€ B UEPBHi BIH 3aKIHYHE CTATTH npo Muxaiina
YepenHboBCHKOTO OO KaTanory. Bona, sK nepen-
BICHMK BHMCTABKH, [Ue TEpea i BlARpHTTAM, Oynz
onydIikoBaHa B xypHaul ,,CyuachicTe'', B AKoMy
b. Ilepnuit € penakTOpPOM MHCTEIITBA.

BucnopmoeMo Benuky noaaky Jlroamuni Hepem-
HBOBCEKIA, OpyxHHt MECTOA. bea Ti monomoru
My3ell He 3Mir &M BNAILTYBATH PATPOCIEKTHBHY
BHCTABKY Mpallk CIABHOr0 cKynenTopa. JI. Yepewm-
HBOBCBHKA AOBrl POKH CHCTEMATHYHO 30Mpaa maTe-
pifny npo TBOpYicTh YEDEIIHBEOBCRKOro | momgana ix
OJIA OHPaubOBAHHA KaTanory. Bona noindopmysana
Myaeli ge 36epiraoThcs TBOPH CKYNBIITOPA i e OO-
NOMOI/I0 BUIOIMYHTH iX HA BHCTARKY. i cymuinua i
KOniTKa cnienpaus 3 My3eem nocnprana yCmiwHIA
OpraHizauii BECTABKH.

Iupo nAKYeEMO BIACHHKAM TEOPIBE YepCIliHEOBCH-
KOT'o 3a Te, 0 NMOIHYHIH IX HAM I YMOKNHEAIIN
BNAIITYBAHHA Denpe3leHTATHBHO! BHCTABKH. MH
dy#e BOAYHI CKYNRNTOPOBI AHi dapioH, fKka He
TiNBKKH Domomarana YepenmuopchKOMY ¥ BiOCBINY-
EaHHI CKYNbOTYQ IJIS BHCTABKH, ane f pxnana
GaraTo 3veune y 30HpaHHA QOHAIB HAa BHAaAHHSA
karanory. Hakyemo JTwGosi Jpamxencbkift, Bipi
3eanrox | Hanli CeiTIHYHEA 3a iXHIO AOTOMOTY B
peaaryealHi karanory, 2 Apeti Byk 3a #ioro muc-
Teubke odopmneHHd. CepaeuHa BASYHICTE BCIM
mpalipHUKaM My3elo 3a iX ulHHY OOTIOMOTY ¥
niaroTopNi BECTaBKH. Meni Oyno Haa3BHuaRHD ODH -
€MHQ CIHIBIPALKBARTH i3 3rafaHHMH BHINE NKIBMH.

YnaumTyBaHHAM Uie] BUCTABKH 1 BEJAHHAM KaTa-
NOTY MM 3ACBLOMYEMO HAmy rauboky nopary Ao
BEMUKHX TBOPYMX NOCATHEHE CIIZBHOTO CKYABIITOPA,
Miuxaiina YepenHLOBCLKOT O,

Mapia Myct
OHPEKTOP



A ScuLptor WHO CAME FROM THE PEOPLE

Bohdan Pevny

In November 1947, four armed men crossed the Czcch-
German border. For four menths like wolves, they had
taken cover in the forest by day and followed the stars
westward at night. Their mission, led by Myron
Klymko, had originated in Ukraine with a group of five
men. [t ended with four; the trek had claimed a life.

They were all partisans, soldiers in the Ukrainian
Insurgent Army which was well into its fifth year of
combat against German and communist forces. The
battle had ncver been on equal footing, The situation
worsened progressively, particularly after the end of the
war with the return of the Soviet army from the front.
Poland, Czechoslovakia, and the Sovict Union agreed to
a concerted action against the partisans, which the
Ukrainians could not withstand. ln consequence, the
partisan high command issued orders for soldiers to
regroup in an effort to hreak through to the West and
inform the world about the injustices taking place in
Ukrainc,

The world was deaf and chose to remain so.

Among the partisans crossing the horder that
November was Mykhailo Chereshnovsky 4 sculptor. He
was forced to leave behind his family as well as his
entire artistic ocuvre, Weakened by the journey, he was
carried across the border on a stretcher and was
admitted to a hospital. He had survived vears of
hunger, cold, constant fear, exhanstion, and strain.
There had been sieges, assaults, battle clashes, seizures,
escapes from executions, and most recently the
four-month incursion to the West.

Despite these ordeals, Mykhailo Chereshnovsky
remained a sculptor with a need to create. Other
contemporary artists, having arrived in the West earlier,
managed to achieve some recognition at least among
Ukrainian immigrants living in Germany in displaced
persons camps. Monograph such as Kruk, Pavios” and
Mukhyn announced the arrival of promincnt Ukrainian
sculptors in the West.'

But where was Chereshnovsky"

To many this question remained unanswcred, while
others insisted he had perished in the war.

The realities of life in the partisan hideouts had
formed an abyss, separating his creative maturity from
that of his colleagues. For a sculptor on the verge of
full development, exclusion from artistic creativity is
like rcaching a poimt of no return.

Finally free, although in circumstances far from ideal
yet somewhat more favorable, Chereshnovsky overcame
his physical weakness and began working with
unexpected vigor. It scems that during this period of
artistic stagnation he had been carving in his
imagination, working out each composition in detail.

Now Chercshnovsky was sunply realizing his ideas in
materials.

In a smali town called Mittenwald, nestled in a valley
among the German Alps, Chereshnovsky founded a
workshop in Ukrainian folk decorative woodcarvings.
The workshop attracted both experienced masters and a
considerable number of new students. The work wus
cxccuted in the Hutsul traditions and consisted of
objects decorated with carved geometric ornaments,
inlay, and pockerwork. Objects such as crosses, plates,
small money chests, holding boxes, albums, pipes,
letter openers, ink-wells, and other writing related
paraphernalia were also produced. News of the re-
nowned Ukrainian workshop spread from the valleys of
Bavaria to larger cities. These woodcarvings were
valued for their guality and beauty and were especially
desirable if they revealed the handiwork of the leading
master. Bul for Chereshnovsky, decorative woodcarving
was supplementary to his true passion; figural
sculpture, a form of art which because of circumstances
he was unable to create for many years.

The upper story of one of the buildings of the
displaced persons camp served as home to the wood-
carving workshop as well as the locksmith and
blacksmith shops. The floor below was Chereshnovsky’s
private studio, a place few people were allowed to
enter. Among the privileged were his fellow partisans
wha, having recuperated from the trials of the
incursion, meit there to reminisce about the not so
formnate past. The studio was also frequented by lhor
Kostecky, a writer and critic, best described as an
erudite man of liberal views. Hence Kostecky wrote of
Chereshnovsky: “This persen with the purest of hearts
believed and still believes that his woodcarving can
ennoble the soul of men. He therefore sought to create
objects of crystalline purity™* Kostecky was
immediately captivated by the smail collections of wood
and clay sculptures which lined the walls of
Chereshnovsky’s studio. They were mainly portraits of
women: Girl, Berizka, Lida, Darka, Nusig, ewc. Most
impressive for him were the qualitics of imperturbable
and extraordinary beauty common to all portraits,
regardless of the subject’s innate beauty.

Chereshoovsky's talent lies in its monumental
vision [he wrote]. Conception is formed of
continuous lines filled from within by the mass
of the stone. This involves simple proportions
with unusually refined means which arc perfected
by the master for each new work.?

Another critic who visited the studio during
Chereshnovsky's artistic rebirth wrote with enchantment:



CKynbnTOP, WO BUALIOB 3 HAPOAY

borgaH MNeHUA

Byno ue y nucronadi 1947-ro. Yerpepo oi1bpoennx
Naed nepeRfunNH 4ecbKQ-HiMelbKHI Kopaod. Bowu,
AK TI BOBKK, BACHL XOBANUCA B JIicax, a HOYaMH 34
30pAMH HIIMH HA 3axin. Y noxoai MUHYNO YOTHPH
micaui, Ix snilno 3 Yrpaiuum n’datepo, oauH
3arpnye ¥y Aopo3i, CrapmumM cepen wux Oye Mupon
Knumko.

Y¢i BORM ByNH MapTH3aHaMH, BOAKAMH YKpaiHck-
Kol TTopcTanchkol ApMii, AKa OCh YiKe I'ATHH pik
BONOBAME AK NPOTH HIMLIB, TaK i TDOTH KOMY-
HicTiB. Bilt 6yB Hepipunit. CTAHOBHILE CTABAIC
wopa3 ripiuus. OcobIHBO micns 3akiHUSHHA BIAHM,
KOJIM PadfHCLKA APMIA MOBEPHYNACA 3 GPOHTY.
HMonsma, Yexo-Crnoeavuuna i PagdHceruii Coros
JOMOBHIIHCH TIPO CIITBHY 0iK0 NMPOTH NAPTH3AHIE.
Yxpaigni He Morne aTpeMaTuca. TlaprHiascuke
KOMAHAYBAHHA A0 HaKal PYIaMH npo0uBaTHCH
Ha Jaxiz — pOIKa3aTH CBITOBI NpaBay NpPO KPUBOY
Yxpainu.

CpiT He 4YyB i He XDTiB UyTH.

¥ rpyni naprusaHie 6yE ckynenTop Muxaitno
YepellHbOBCEKHA. Baoma BiH 3ANHIUMB DOOMHY 1
yaech cBifi TBopumi aopiBox. Foro, Keonoro,
[EPEHEC/IA MEPE3 KOPAOH HA MApPaX | 3AMTUUIMIH B
nikapni. Bin nepexms micaui, a TO A poKW ToOOY i
X0m0ay, NOCTifiHol TPHBOLH, BHCHAXKCHHA | HEPRO-
BOrD HANpPYXcHHA. bynn obnoru, nanaou, Golloei
IYAEpH, CXOMMEHHN, BTeYl 30i0 poICcTpily, a Tenep
Desnpuraagenit yoTupumicsunntt pettn #a Jaxia.

A BIH BCE X TARKH CKYJIBNTOD, COPAFHEHUHA
TBOPHTH.

Moro cydacHUKM-MMCTLI, Mo npubynn Ha 3axin
padiwe, IYMiA MPOCIaBUTH ¢RO iMeHa xoua b
cepen YKpalHCRKOT TPOMaAN BTIKAUIR, OECATKM
THCAY AKHX xuno B tabopax Himewunau. Kpyx,
[Tgenoce | Myxun — ONOBIlAB 323rONOBOK
MoHOTPadii NpO BHOATHHX YKDAIHCBKHX CKYNbII-
Topie HA 3axoai.!

A me YepewnboBebKih?

Mano xto wmir BignosicTH. [deaxi TRepannu, o
NPONAR HA RifAHI,

HificnicTs nimuna foro Bif CynepHWKIB npo-
RAINAM TBOPYOrc AQCBigy, 3aryGneHoroc B
MAapPTHIAHCLKUX Kpuipkax. s ckynenropa, AKui
OYE NpUHEBONEHHH IATH 3 MUCTECEKOI CLIEHH
HamepeaonHi CBOTO MOBHOTO PO3KBITY, LIE O3HAYAND
TBOpYe Deapuximng.

ONUHUBUIMCEL HA BONI, B 0OCTABHHAX, IO iX
JIEABEe YH MQAHA HAIBATH HOPMAJILHMME, XiDamio
COPHUATIURIILINME, YepeuHEoBCEKMI, NOOOIABIIK
diznune 0CICUINA, 3 HEOUIKYBAHOK CHArQio BIABCA
3a npamo. BHAHo, B 4ac TROPYOLC 3acTOK BiH

pissfiB B yABI, OOOYMYIOMH KOKHY ODIOHHUYKY, A
TeCnep NEPEHOCHB OYMKHM HE MATCpial. Y
HEBEJIHUKOMY TIPCEKOMY MicTeuky MirTensanea, y
HU3HHI MIX BEPXIBKAMHE HIMEUBKHX ANk, BIH
BIOKPHB POOITHIC YKPATHCLKOT HAPOMOHOI
OLKOPATHEHOL Pisslu ¥ mepesi. 3 HpM npamosanu
nocrigueni MafcTpi, Bymo yrMano yukin. Pianbunn
BOHH TYUYNECBKi TEOMETDHYHI ODHAMEHTH,
IHKPYCTYBLIH, BHNATIOBANM v gepepi. Bymu ue
XPECTH, TAPEMNi, WIKATYJIKA, KACETKH, ANLDOOMN,
THOTIOHAPKH, HOMXI 0 POITHMHAHHA HOBHX KHHI,
KIaMapi, NpucTpoi Ao nucadsA. Chasa npo
enbopH yKpaiHCcbEei pobiTHI po3Hecaaca AONMHAMH
Bbagmapii, nifttuna no senwkux mMict. Pissdy wiHunn
3a AKICTR | Kpacy, ocobNHBO KOMH Ha Hilt Oyno
OOMITHO DYKY CAMOTO BEJIHKOIC MaicTpa. Anc ons
YepelHEOBCEKOT O JeKOpaTHRHA pizbba Byna mmue
HAAOATKOM, BIH [IDAarHyB TBOPUTH dirypansuy
CKYJIBIITYDY, YO0 HE MIr pobGHTH HOBri POKH.
Piiebapcrka pobiTHA MicTHNACA HA BEPXHLOMY
nosepcl oaxiei i3 3adyoos Tabopy BTikawis, mopy4

5*

Girf
1847
plaster, 15" {38 cm.}

Aigwina
1947
ring, 15 iu4. {38 cm.}

* The numbers
correspond to the
numbers in *'The List
of Works ot Mykhailo
Charashnovsky.”

* Yucna CTOCYITRER 40
yucen ¥y "Nepeniky
npaus Muxanna
JepeWwHLOBCEKDMD ",
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Barizka
portrait of Irene
Karatnychy
1948
plaster, 13 3/4"
{35 cm.)

Beplaka
noprpeT Opuci
KapaTHUUBKAT
1948

ring, 13 3/4 iHu.

{35 cm.}

Particularly prominent is the head of a girl. In it
one finds, perhaps subconsciously, a revelation of
the personal life of the model. This by no means
is a generalization; this is a ““type of a young
girl." Here individual inner and oufer qualities of
the subject are fully revcaled. Howcever, the
depiction of the subject conforms to the
subjective vision of the artist, who gives it shape
and proportion, imperceptibly bringing it to
comply with an inherent ideal *

A Ukrainian scholar writing in honor of the
sculptor’s eightieth anniversary noted that “Mykhailo
Chereshnovsky belongs to those Ukrainian sculptors in
diaspora for whom traditions played a decisive role in
the development of individual style.””

Which tradition is being considered here?

It is known that the Byzantine iconographic tradition
inherited by Ukraine limited its boldest manifestations
of dimensionality to bas-relief becausc of an
apprehension of pagan idolatry and therefore could not
have served as fertile ground for the propagation of
sculpture in the round. Another factor influencing the
development of sculpture was the local terrain: the
scarcity of stone in the steppes and in the central
regions of Ukraine. Thus to speak of a significant
Ukrainian sculptural tradition is inconsequential.

Sculptural art in Ukraine deve]dped toward the end of
the eighteenth century through the mediation and
influence of Polish Catholicism or the academicism
implanted in St. Pelersburg. The pioneers of full-scale
sculpture in western Ukraine included Lviv natives
Johan Pinzel (who lived in the second half of the

eighteenth century} and Mykhailo Filevych and from
eastern Ukrainc Ivan Martos (1752-1835) and Mykhailo
Kozlavsky (1753-1802), both graduates of the St.
Petersburg Academy of Fine Arts.

The seed germinated but at a slow pacc.

Interestingly, this tradition, or rather its absence, has
yielded positive results. It assisted Alexander
Archipenko in his search for primordial form in a
compasition, which he demenstrated to its maximum
simplicity to the interplay of planes and lines as well as
convex and concave shapes. Here one speaks of another
heritage, an atavistic and a genctic inheritance of a pre-
Christian tradition that existed on Ukrainian soil since
the distant past. It cncompasses the artifacts of the
Stone Age, the finds from the Mezin scttlement, the
terra-cotta statuettes, the stone “babas™ of the steppe,
and the decorative picces of the Scythiun and Sarmatian
culture.

In Ukraine a distinctive decorative sculptural tradition
comprised of woodcarving and the malding of clay also
existed. It is associated with the production of
gravestones, portals, facade reliefs, carved iconostases,
and objects of folk urt, In this tradition the field of
applied folk art is particularly rich with diverse
regional styles, including those from Poltava, from the
Hutsul region, and from the Lemko area. This folkloric
tradition is important in the discussion of
Chereshnovsky's career because the artist is not only a
sculptor with a formal education in the arts, but alse a
woodcarver who literally “emerged from the people.”
His work is clearly bound by classical sculpture and
that of decorative and ornamental carving.
Chereshnovsky does not attempt to cross the naivete of
folk sculpture with the refinement and accomplishment
of academic sculpture for the sake of creating
something new. Indeed, this implies a certain disregard
for the tendencies to revert to popular primitivism
utilized in contemporary Ukrainian sculpture. Hryhoriy
Kruk, in his crude and naive pcasant subjects, und
Hryhoriy Petsukh, in his abstraction with elements of
Lemka folk sculpture, had to an extent already explored
such possibilities.

Retumning to the more general terms used here in
outlining the progress of the Ukrainian sculptural
tradition, one more fact should be noted. The twentieth
century brought with it a rise in the development of
Ukrainian sculpture. This rise may have been hindered
by the faults and stagnation associated with social
realism: however, in many ways it outpaced the avant-
garde with new crecative concepts, as evidenced by the
constructions of Vasyl Yermilov and the geometric
generalizations of lvan Kavaleridze. The full
interpretation of the state of contemporary sculpture on
Ukrainian soil demands further indepth research.

Further confirmation of advances in Ukrainian
sculpture exists outside the boundaries of Ukraine and
is comprised of sculptors who are commonly referred
to as “ethnic.” A long line of artists falling within this
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CIIFOCAPH] T4 KY3HI, a BHM3Y Oyj1a CKYNBNTYpPHA
MaiicTepHa camMoro YepeuHbsOBCLKOrO, 10 AKOi BiH
JO3BOMAB BCTYI Heﬁara'rho.\:‘ TakuMH 1aCTUBUMH
BuOpanusmu Oyiu nodpaTUMH-NapTH3aHH, IO,
OKPINHYBIUH MiCAsA Ba)XKKOI AOPOTrH, CXOJHJIMCH,
rHaHi HOCTAJBIIEO, | 3raAyBalii He Take BiKe
pagicHe MuHyne. OJIHMM i3 CTOPOHHIX, ane
ynpuBinefiosanux, 6ys Irop Kocreubkuii, nroguHa
nibepanbHHX NOTAAAIR, MHCEMEHHHK | KDUTHK, 4 B
ocHoBHOMY epyauTt. Ortox Kocreubkuii (10 HeOTO
OyneMo Lie HeOJHOPA30BO MOBEPTATHCA) MHCAB NPO
YepellHbOBCLKOTO, WO ,,I8 JTHANHA 3 HAHUHC-
TILIHUM CepleM Bipuiaa — i BipHTB, — IO CBOIM
pi3e0apcTBOM BOHA VUUIAXETHUTH AYLIY JHOEH.

Jns ubOro BiH MOCTABHB 32 3aBJAHHA cOOi TBOPHTH

pedi KpHIUTAJIEBO 4HCTi .2

Kocreubkuii OyB ouapoBaHuii Toai e
HEUHCIIEHHHMH CKYJIBIITYPAMH ¥ I€peBl T4 [IIHHI,
IO CTOSUTH B3AOBXK CTiH MaiicTepHi YepemHbos-
cbkoro. lle OynM nepeBa’kHO XKIiHOYI MOPTPETH:
ieuuna, Bepiika, Jlioa, Qapxa, Hyca. Bonn
BpaKanH fHoro, HacaMmepen, 3acTHITION CXOXKICTHO
1 HeDYBANIOK KPACcOK), HE3AMEKHOK Bijl NPHPOAHOT
KpacH 00'eKxTy.

Tanaut YepelllHLOBCLKOTO TONATAE B
MOHYMEHTaNbHOMY DauyeHHi, — MucaB BiH TOMI.
— Horo MucTeupkHil CBITOTIIAL CKIAJAEThCA 3
CYUIMBHHUX TTiHI, HAMIATHX i3 CEPEeNUHH KaM ' f-
HOKW Macoro. Lle npocti BUMIpH | HaO3BHYANHO
padinoBani 3acobu, nio ix MaicTep MOCKOHANHThH
3 KOKHMM HOBHM TBOpOM.’

[HmMA KPUTHK, BiOBiAABLUM Y NepLui POKH
BiIHOBJIEHOI TBOpYOCTH YepenHLoBCcLKOTO Hioro
MaiCTEPHIO, MHCAB 3aX0MNJIEHO:

Oco0nHBO 3HaMeHHa rojoea giBuuHH. B Hiil
3HARICHO AKYCh, MOMKE HANIBCBIIOMY, PO3B H3KY
MOHYMEHTAIBHOIO TPAKTYBAHHS MATEPIsY,
NMOE€IHAHY 3 BHABICHHAM iHJ'lHBiII}'aJ'IBHOTO AKUTTH
opurinany. Lle jKalHOH MipOKO He y3arajbHEHHs,
e He THM — He ,,THN Mononoi aipuuHE" abo
mock noaibHe — Tyt 60 MakCHMaJIbHO BHSABIIEHI
BCl 0COOMCTI, BHYTPILUHI 1l 30BHILLHI, PHCH
3o00paxenoi. Ane ob’exT 300paxenHs gocroco-
BAHO /IO BAACHOrO BH/IHBA MHUCTUA, SKHA Hanae
HOMY JTiHIH i pO3MIpiB, HENOMITHO MiATAHAMOYH iX
mig sxkWiick CBiif BHYTpIIHIN inean.*

MHHYI0 YOTHPH HECATKH POKIB, CKYJIbITOPOBI
CMOBHHNOCH BiciMaecaT. BimanoByloun 10Binspa,
OIIHH MPOCBITHTENb 3 YKpaiHW 3ayBamuB, 110
»»Muxaiino YepellHbOBCBEKHA HANEKUTE 10 YHCIa
THX YKPAiHCBKMX CKYJIBIITOPIB y AiACTIOpi, ANS AKHX
TpaJMilif Biflirpana BHpIlLAIBHY PO ¥ CTAHOB-
JIEHH] IHAMBIAYabHOI MaHepu ' .’

Ipo siky Tpaauuiwo #ige mosa?

Bizomo, wo ycnajgkosadi YkpaiHow 3 BizanTii
ikoHOMUCHI ocoDMKBOCTI, e HAHCMUIHBILI NPOsSBHA

MPOCTOPOBOCTH 3YMHHUINCA HA TUIMTKHX penbedax
3 ABHOK OO0A3HIO Nepes MOraHcbKUM 110/10MOKIIOH-
CTBOM, HE MOIJIH OyTH NPHIOXHM [PYHTOM AJis
PO3BUTKY KPYTJI0i CKyAbOTYPH. [0 TOTO BINMBAMO i
NPUPOIHE NOBKULIA — BIACYTHICTh KAMEHIO ¥ lEH-
TPaibHifl 1 cTenoBid Ykpaiui.

Tomy HeAOpeYHO FOROPHUTH MPO AKYCH IHAYHY
VKPATHCBKY CKYIIBIITYPHY TDPaINII.

Cxynbnrypa Ha VkpaiHi po3suBaiacs 3ami3HeHo,
ax y kinui XVIII cronitTa, 3a nocepeNHHIITBOM i
BIUIHBOM TIOMBCBKOTO KaTonuuuamy abo
npuiennesoro IerepSyprosi akanemizmy.
[TpoBicCHUKAMH CKYNBOTYpH 00'eMHHX (OpPM Ha
3axomi Ykpainu Gynu neBie’aan HMoran Iinzens (2-
ra nonoBuHa 18 cr) i Muxaitno ®inepuu (n. 1804),
a Ha cxoni eunycHukH [lerepbypibkoi Akanemii
mucteurs IBan Maproc (1752-1835) i Muxaifino
Koanoscermii (1753-1802).

16

Darka
portrait of Daria
Husar
1949
plaster, 13" (33 cm.)

fapka
nopTpeT [apil M'ysap
1949

ring, 13 iHy. (33 cMm.)
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Church and belfry in
the village of
Btezhnylsi

LUepxea i gasinuur B
ceni CTemHuLi

The sculptor's father,
Matvij Chereshnovsky
{standing on left} with
his brothers Onufrij
and ivan

BaTEKD CKYNBNTOPE
{3 nina) Marain
HepewHbOBCEKWUI 3
GpaTtamu OHychpiem
i lpAHOM

category include Alexander Archipenko, Mirtala Bentov,
Iryna Bukoyemska, Oleksander Hunenko, Andriy
Darahan, Mykhailo Dzyndra, Yarema Harabach,
Yaroslava Gerulak, Fedir Yemets, OQleksander
Kapshuchenko, Hryhoriy Kruk, Serhiy Lytvynenko,
Oksana Liaturynska, Vasy! Masiutyn, Konstantyn
Milonadis, Lev Molodozhanyn, Bohdan Mukhyn, Antin
Pavlos, Vusyl Paliychuk, Mykhailo Parashchuk,
Valentyn Simiancev, Mykhailo Urban, Anna Farion,
Mykhailo Chereshnovsky, Adriana Shum, etc. These
sculptors and those no longer with us will always be
remembered for their accomplishments.

In February 1977 an exhibition of works by
Ukrainian-American artists was held in the Newark
Museum, in New Jersey. In his review on “Ethnic
Exhibition in Newark™ David L. Shirey of The New
York Times wrote that = . . the skeptics say there is no

democracy, no equality in art. There are only good or
bud artists, aml these artists should be chosen for their
aesthetic merits and not for their ethnic backgrounds.

Although these criticisms are often justified, if artistic

discrimination is practical within the cthnic group the
museum is dealing with, very good shows can
materialize.” In his opinion, “ . . any Ukrainian-
American show should include the artistic titan,
Alexander Archipenko. . . .(The artist’s) presence in
several sculptures and drawings alone made the
{Newark) show a treat.” The critic also felt that among
the other works in the show that warranted attention
were those of Jacques Hnizdovsky and Mykhailo
Chereshnovsky.® The selection of these two artists by a
critic unawarc of the hierarchy in the Ukrainian cmigre
art is by no means surprising. Hnizdovsky is a
well-regarded graphic artist. Chereshnovsky is a
sculptor and woodcarver who with his subtle balunce
between content and form, spirituality and materialism,
the ethereal and the worldly has left a defmitive imprint
on Ukrainian art in the diaspora. Both arc classics of
Ukrainian emigre art.

Yet one cannot fully understand the creativity of
Mykhailo Chereshnovsky without first understanding
the drama of his life experiences, since both form an
indivisible entity.

In the area of the Carpathian Mountains where Ukrainc
borders Poland and Czechoslovakia forming national,
political, cultural, and religious crossroads, there is a
land *“forgotten by God und people”: Lemkivshchyna.
Until recently it was populated by the Ukrainian Lemko
tribe. T write in the past tense because in 1947 the
Lemkos were forcibly rescttled from the land of their
forefathers. Here on March 5, 1911 on the slopes of the
Lower Beskyds, not far from the River Sian, near
Balyhorod, Lisko County, in the villuge of Stezhnytsi,
Mykhailo Chereshnovsky was born into the poor village
family of Eva Tekh and Matviy Chereshnovsky. He was
the oldest child in the family, followed by his sisters
Kateryna and Anna and a brother Ivan. When
Mykhailo was barely five years old, his father died,
forcing his mother and her four children to work the
fields alone. One can only imagine the grim poverty of
a family trying to survive on the harvest from a tiny
plot of land by their house. Mykhailo was in charge of
leading the livestock to pasture. The family’s only cow
undoubtedly saved them all from certain starvation.

Although the Lemkos were known for their relicf
carvings, the villagers in Mykhailo's area did not carve.
The only woodcarvings he was exposed to were the
trifles sold at the local marketplace by visiting folk
artists: toys, Hutsul axes, small chests, etc. He was also
familiar with the iconostasis in the old and new
churches of nearby Balyhorod. He was particularly
taken with the heads of angels with wings cntwined
intce the ornamentation of the iconostasis. One angel in
particular struck his fancy, for Mykhailo imagined that
the angel was smiling at him. This angel would serve
not only as the object of boyish adoration, but also as a
model for repeated copying.
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3cpHo NpUAMANOCA HE MOCILAROMH,

Tlisgime Tpazuuia, pague ii BiICYTHICTE, Bigi-
rpany i IOIMNTHBHY PO — A0NMoMOriaH Onekcas-
OpPOBI APXHIICHKOBI WIYKATH CBOCI npadopmy v
TBOPAX, OOBEISHUA A0 MAKCHMAILHOI NPOCTOTH, A0
IPH IUTOML | JiHIH, OnyKAOCTEH 1 ernubnens. TyT
B¢ MOBR NpPO IHWY CMAJLUHHY — ATABICTHYRY i
TeHeTHYHY, CMATIIHHY NMePeaXPHCTHAHCBKOTO MHC-
TEUTER, WO CAraE Ha IeMNAX YKpaiHHW TTHOHHK
BIKIB, NA;1e0NITY, BHTROPIB 3 Mi3HHECEKOI cTOAHKY,
TEPAKOTORHX CTATYETOK, KAM' AHUX CTEnoRMX 0ab,
penseiHNX OKpac CKHTIB i CAPMATIR.

Ha ¥xpaini € we iHwi Tpaumuil — Tpagnuii
JSKOPATHRHOIG Pi3LONEHHA Ha mepei, MiNMeHHA 3
rvAd, T108’A32HI BOHYU 3 BEUTOTOBIEHHIM
HarpoOHHKIE, PI3LONCHHX IKOHOCTACIB, NMICHAX
nopTaiie, peneedin Ha dacanax Bynos i, Hapeuri,
3 NPOABAMA YKHTKOBO-ASKOPATHBHO! HAPOIHOI
TBOPUCCTi, OcoONHAC PO3BMHEHOI HAa YXpaini, 3
CBOIMH DETiOHANLHHMM Di3HOBAIEMH — MONTABCH-
KHM, TYUYNECBKMM, JIEMKIBCBKHM Tolno. Lle
BAXMURBE ANA HAWNOI pOINOBiAl, 60 TROPYICTE
YepellIHbOBCBKOTO IBOAKA — RiH CKYIBOTOPR 3
MHCTEIBKON OCBITOO i pizebap, 110 XocaipHO
..BHAIIOR 3 Hapogy''. Mlore TeopuicTs uiTko
POIMEKOBAHA HE KNACHYHY, B HaPkpawomy i
PO3YMIHHI, T OPHAMEHTAILHY | AeKOPaTHBHO-
npuknagHy gepesopiibdy. Mix HHMH ¥ HbOTO Mano
YCTYNOK 3a0J18 AKOTOCE HOBOTBODY — CXPEIIeHHA
MePBAHHOT HAIBHOI HAPOOHOT CKYJILNTYDH 3i
CKYNBIITYPOI0 AKANEMIMHONY — BUTOHYEHOK 1
OoBepuieHO0. [Ipaena, TYT ICHYIOTh HEXTYBAHI
MOMKIIMBOCTI 3BEPHYTHCH 10 HAPOOHOTG [IPUMITHBY,
YACTHHHO BXE BUKOPUCTAHI B cyyacHifi ykpaiHchKif
CKYNBNTYRI ¥ MOPCTKHX | MPOCTOOYUIHHX CesH-
cekux crkerax I'puropa Kpyka i aberpaxmiax 3
cIeMEHTAMH HAPOOHOI TEMKIBCEKOI CKYTBOTYPH
T'puropis INeuvxa.

BepHYBIWHCE 10 3ATANBHOMD, HA HABEAEHOMY TYT
T, HeIBMYaWHe Ule Te, (IO YKPAiHChKA CKyABNTYPA
HAWIOTO CTONITTA NEPeXKHRAC MiaHECeHHA. Xai i
6¥ne NIOHECEHHA 3 WKOAOK | 3acTOEM Y thopmi
COLIANICTHYHOIO PEIi3My, &N¢ BCE-TAKH
nigHeceHHA | TO MiAHECEHHN HE NUILle HAB3JOTiH
apaHrapny, aje 3 HRABHICTK) HOBHX TBODYHMX
KCHIeNuiA, 0o iHaKlIe HEMOXUTHBO MOACHHUTH
KkoHeTpykuii Bacung E€pminoea | reoMeTpuuni
ylaraneHeHRA [pana Kapanepinse. BuceiTncHHn
CTaHy CKY/IbIITYPH HA MATIPHHMX 3e¢MIAX YKpPaiHH
BHMACae OKPEMOI, WHMUOI POIBIAKH.

IcHye e IHIWKA acHexT HASBHOCTH IMiTHECeHHH
CYYMACHOI YKPAIHCBKOI CKYNBITYPH — BiH moaa
MEXKaMH Y KpaiHu. Horo ikkoan HaiWBalOTH
»eTHIUHAM . TIPHCYTHIA BiH y NOBroMy nepeniky
ckynenTopie — Omnekcangep Apxunenko, Miprana
bentos, Ipuna bykoemceka, Onekcanaep I'yHenko,
AHOpift Japaran, Muxaiino [sunnpa, Spema
I'apabaq, HApocnasa [epynak, denip €mels,

QOnexcangep Kanwyuenxko, I'purop Kpyk, Ceprii
JlurBHHeHKO, Oxcana JlaTypuuceka, Bacune
MactoTnn, KosctanTna Minounanic, Jlee
Mononaxanun, Boraan Myxuu, Antiu INMaenoce,
Bacunt [Manitiuyk, Muxaitno IMapawmyk, Bamrentun
Cimanuer, Muxalino ¥pban, Auna ®apion,
Muxaino Yepennoscekii, Aapiana lym. A ue
Aanexo He Bei, Oedaxi 3 HHX Bxke Bipittuinm y
BiuMiCTE.

e B moToMy 1977 poky B Heloapkcskomy
myael, B mitaTi Heo-xep3i, npoxoouna senuka
BHCTaBK2 MUCTEUTBA YKPATHUIB Mo3a Yepainow. ¥
mogennuky Huio-Hopr Tafime NOABANACA PELEH3IA
HA 10 BUCTABKY KpuTHka Hasuna JI. Wipi, ¥
pelensii nig 3aronoekoM ,,ETHIYHA BUCTABKA B
Huloapky' Bin mucas, W0 B MACTEUTBI HEMAE
AeMOoKpaTii, HeMae piBHOMPABHOCTH, iICHYIOTEL NHLle
noGpi abo morani MUCTLI. MK npaBHno, 1X
BHOHPEIOTE 33 eCTETHYHHMM AKOCTAMM, 4 He 3a
ETHIMHHM NMOXOMMeHHAM. TOMY Ha KOXHY Irajxy
OpO eTHIYHY BHCTABKY DidHi CKeNTHKH 31HBOBAHO
NiAHOCATE DPOBH 1 €XHAHO MOCMiXarOThes. Taki
BHCTARKH MOXYThE OVTH JOOPHMH TillbKM TOI,
KOJIM €THIHHA Pyna 3acTOCOBYE CEMEKTHBHICTD ¥
nigGopi. Ha #foro AyMky, KO%HA YKpPaiHChKO-
AMepHKAHCLKA BUCTABKA 0DOB AIKORO NOBHHHA
BEJIFOYATH TBOPH APXMMEHKA, BEACTHA CEPEl MUCT-
uig. [1pucyTHiCTE APXHNEHKA, HABITh KiTbKOMa
CKYNENTYPAMK i DUCYHKAMH, PODHThL BHCTABKY
NoJiely, AKOK MOXHA HACOMOMUKYRATHCA, Cepel
eKcnoHaTip Ha BHcTaBlUi ¥ Herapky, uo
34CNYrOBYHOThL HA YBary, BiH BHEAXkar TBOpH HKoB2
Tmiznoecebroro i Muxaiing HYepeuiHbOBCEKOT 0. %

Bubip kpuTHKOM, HenoiHdOpMOBAHHM NpO
iepapxilo yXpaiHCBKOro emirpatifinoro MHCTENTRA,
33 OLIHKOK) €CTETHYHMX BJIACTUBOCTEH,
THiznoscexkoro i YepemHLOBCRKOTO 3-IOCEpeN
KiNMBKOX JecATKIB YYACHHKIR penpe3eHTaATHBHO
BACTABKHM HEe BHNAAKOBMI. [HiamOBCHKHT —
pinomuii rpadik, a YepellHbOBCEKHI — CKYALITOP
i piseGap, mwo, AK HIXTO iHIIMI, TBEPIO BOHCABCA B
ICTOPIN YEPATHCHKOTO MHCTENTRAa MIACIOpH
PIBHOBATOK MIX IMicToM 1 GOpMODIO, OYXOBHICTIO i
Marepicto, 1eMHHM | Hebecunm. Bouu oba — wna-
CHKH YKDAiHCBKOTO MMCTENTBa Mo3a YKpaiHowo.

PosnosicTH npo TEopuicTe Muxaiina
HepenHbOBCLKOTO HE MO3KHA, BigipBaBIuy Ii Big
IpaMH NEPERHTOTO HIM — BOHM CTAHOBIATL OAHY
HEPO3OUIbHY LUICTD.

Ha cymixori ¥kpaing 3 [Moneinerw 1 CioBayuynHeio,
v ropax KapnaTax, Ha NepexpecTi HALIOHATLHHX,
MOMITHYHUX, KYJILTYPHHX i peliriiHux 3ynapis
NMeXHTh ,,3a0yTa BoroM i moaeMu’' 3emng —
NemxiBuna. {i nie HenarHO 3acemoBanoc yKpaiH-
ChKe njeM'a nemkin. MNMunry ,,3acemoBanc’’ B MHHY-
oMY 4aci, 60 1947 poky NeMKiB HACHIBHO BMCE-
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“Usually, in Lemko villuges, almost all young boys
do woodcarving, but for many it is simply a game
which is forgotten as they grow up,” wrote one art
historian,” Mykhailo docs not recall when and why he
began carving. Initially, he just whittled sticks into
interesting designs, creating toys. At some point he
fashioned a chisel and a point tool and began more
scrigus carving.

Even at this early age, Mykhailo manifested
originality and raw talent in his construction, essential
traits for any true artist. He, for example, all by
himself found a way to carve buttons out of bone.
There was a shortage of buttons, and the village women
would always approach him for buttons to use in the
linen shirts they had sewed and embroidered. He also
melted the lead from bullets strewn in the fields from
previous wars and fashioned ax heads from the metal;
these were used in wedding rites. He even built a
violin, winning praise from village musicians. Indeed,
there was a time when he had wanted to become a
musician.

Mykhailo was already carving beautiful objects by
the age of ten or twelve but told no one, since his
mother often scolded him for whiling away precious
time: "Isn’t it a sin to waste time working with wood?”
He hid the carvings among the sheaves in the attic.

At the age of fifteen, just before the celebration of
the Descent of the Holy Spirit, while coming into the
house, Mykhailo unexpectedly heard his mother
complain to a neighbor that the holidays are coming
and the children have no food. Although no stranger to
hunger he nevertheless was moved by his mother’s
words and decided to help the family. But how? In his
opinion the only objects of any value were his
woodcarvings. But would they be worth anything? After
some hesitation he took his carvings to town in an
attempt to sell them.

This decision became the turning point in his life.

On market day Mykhailo found himself on the steps
of the courthouse in Balyhorod, carefully arranging his
carvings, hoping to find buyers. The courthouse
officials showed interest in Mykhazailo's woodwork, and
he sold his collection at a profit. Among his creations
was a rather large cuckoo sifting on a branch made
from the wood of a pear tree. The carving was
purchased by a legislative aide, Osyp Kopach.
Mykhailo earned forty-nine “zloty™ that day with
which as he tells us “one could buy a decent cow.” He
hurried home, clutching the money in his fist; he had
no pockets in his pants. At home he presented the
money to his mother and then revealed to her that he
had eamed it by selling the woodcarvings which he had
hidden for so long in the attic. They embraced for quite
some time, crying from misery and joy,

The story of Balyhorod did not end here. Osyp
Kopach, having evaluated Mykhailo's talent accordingly,
convinced the boy’s mother to enroll him in a school of

wood crafts in Kolomyia, which had a woodcarving
department. With the help of Volodymyr Kobrynsky the
director of the Hutsulshchyna Museum in Kolomyia,
Kopach not only arranged for Mykhailo’s acceptance
into the school but also obtained food and lodging for
the boy at no cost at the school’s dormitory. After four
years of study, Mykhailo achicved the status of
apprentice and master. This would easily have provided
him with an adequate salary, yet Chereshnovsky was
not satisfied with these accomplishments.

During his years in Kolomyia, Mykhailo's knowlcdge
about the werld broadened significantly as a result of
the demands he placed on himself. He read, studied,
observed, and attempted to work in other media,
including clay. A desire grew to learn even more and to
develop his talents from those of a woodcarver inta
those of a true sculptor.

In 1932, Chereshnovsky was accepted to Szkofa szruk
zdobniczych § pyzemysiu artystvemnego, a school of
decorative and applied art, more commonly referred to
as the Szczepansky Institute of Plastic Art. It was
located in Krakow, Poland’s center of art. Here
Mykhailo studied in the Department of Sculpture under
professors Karol Homolacz, Zbyslaw Maciejewski, and
Franciszek Kalfas. They emphasized the stylizing of
nature in keeping with the fundamentals of geometry
and cubism. The sculptural trend prevalent in Krakow
at that time vacillated between the inclinations of two
influential Polish sculptors: the impressionism of
Konstanty Laszczka and the discrete cubic forms of
Xawcery Dunikovski. Chereshnovsky supported himself
during his stay in Krakow.

Hryhoriy Kruk, a noted Ukrainian sculptor studying
at the Krakow Academy at this time, who created
sculptures distinguishable by their strong modeling and
corpulent form and therefore often compared to the
German sculptor Ernst Barlach, recalls Chereshnovsky's
school:

To be quite honest, the school where Mykhailo
studied was much better than the Academy in
terms of its technical and artistic aspects. At that
time however, 1 was more impressed with the
Academy’s name and prestige of being a student
there than I was with Mykhailo's school, where
the potential of learning was greater. . . Such
distinguished teachers as Professor Homolacz,
Kalfas, and others quickly became enthusiastic
about Mykhailo’s work. Tt was therefore no
wonder that in a short time, due to his diligence
and kindness, Mykhailo became greatly favored
among his teachers and fellow students.®

For a short time in Krakow, Kruk shared un
apartment with Chereshnovsky and the painter Petro
Hryhoriychuk. In time he moved in with Andriy
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TTHIIK 3 iXHBOI Opaniaisceroi 3emni. TyT Ha cxumax
Huswkux becknmie, Heganexo pivku Can, Gins mic-
Teuka Banuropoa Jlickxoro noeity, B ceni Crex-
HULi, B YOOrii cenAHCeKIf poanHi €eu TeX i
Martsin YepewnsoBcexoro, 5 bepesnna 1911 poky
waponueca cud Muxaiine. Bin 6ys nepumm — 33
HUM NPHAILAKN HA CBIT cecTpy KaTepnHa i AnHa Ta
Opar Isan. Konn Muxaiinosi Oyno neoee n'ate po-
Kig, toMep HaThKO, | ocaMiTHeHA MaTip 3 YoTHPMA
MAMEHBKHMH AiTBMH ¢aMa TOCIofapioBana Ha
pirti. I TaxKo Bymo NPOrogyBaTH MaslHX CMpIT 3
KManTHKa TpYHTY 6ing xaTu i poHH XUNKM ¥y HeliMo-
Bipuifl Bimi. Muxafino smaneuxy nmac xynoby, a
cepea HEl KOPOBY, AKA CIOPABO]l PATYBAIA Bia
roaoauoi zarubeni nimy ciM’ro.

X0H NEMKH CNABHIHCA CBOEH) PENbehHO-KYD-
HOlO piabdol0, B OKONHUi, e BUpocTap Muxafino,
CelSHH He Di3bOHITH i BiH HiKOIK HiYoro
piasbnenoro ne GauuB, OKpIiM pizumx apiduauoe —
irpaloK, ryuyiabchbKHX TOMIPIIR 94 CKPHHBOK, IO iX
npoaaesany Ha Oazapi 3axoxki HaponHi Mmafictpn, Ta
iKoHOCTACIB ¥ cTapill i HOBIfl UEPKBAX ¥y HeJanexoMy
banuroponi. Ocobnueo BiH cnogobae BINETeH] B
opHaMeHT iKoHocTacy piabdnedi ronisku AHronie 3
KPWILLAMHE, 30KDEMa OJHOTQ 3 HHX, AKMA Ao
HLOTO, AK IIe HOMY YABAANOCH, NACKaBO yCMiXamcs i
Oym He nuiie npenMeroM MuxaitnoBoro 3axornsieH-
HA, ane | §e3HacTAKHHX HACTLLYPAHE.

.»JBHYANHO, ¥ NEMKIBCBKHX cenax piasdolo
3afAMAIOTECA MAKE BCl XJIONYHKH, ane y barateox
BOHA € 3a0aB0l0, AKA MPUMNHACTRCA, KONH RiTH
JOPOCTINAKITE " — MHCAE OJAHH MUCTELUTBO-
anapeub.” Beynepeu ckaszaHomy, Muxaino cam He
3Ha€, KOIH AK i woMy novas piskbuth. Cnouarky
OTaK ¢odi CTPYrae NaTHKW, RUPI3YBAR HAa HHAX BIOPH
— 3-TIiJ HOMHKE BHXOAMAK uikapi irpankne, INotiM
apebur cobi caM pilli Ta JonoTUd i MOYAE No-
CTpaBKHBOMY PiIBOUTH,

Muxaiino pxe IHTHHOKY BHPIZHABCH BMHAXiANN-
BICTIO | XNCTOM MaiicTpyBaTH, 0ea Y0ro CupabBKHE
MHCTenTRO Hemucnume. Hanpuknaa, BiH caMmo-
TYXKH 330yMaB BHDI3YBaTH 3 KOCTEH [YOINKH, LLIO
ix na ceni Gymo oOManL 1 XIHKH BHIODOIIYBANH ix
BiZ HLOTO NMA 32c¢Ti0AHHA COPOYOK 3 NEHAHQOTO
NONoTHd, AKE BOHH CaMi BUTHKATH | BHILINITH;
BMTOIUIIOBAB OJI0BO 3 HAOOIB, sAKi PANANMACA 10
monAX nicaa BiftHN, | BIINMBAR 3 HBOTO TONIPLI, WO
iX BXXHBAIHM ¥ BECUTbHUX oDpaaax; caM 3podup cobi
CKPHIKY, RKY CLUIBCBKI 3HABLI-MY3INKH NOAMBIANM |
ayxe Uinypanu. bye vac, Mo BiH caM XoTiB craTH
MY3HKOR.

Konu Muxafinosi Oyno necaTb—IBaHAAUATh DO-
KiB, BiH yxe pi3LOHB rapHi peyi, ane TpHMas e B
TAEMHHIN BRI MaTepi, 60 BOHA 4acTO CBapMIa, Mo
BIH MapHye goporufi 1ac. ,,Yu T0 x He rpix nmepe-
BOOMTH OepeBO Ha Taky 3abamy?’’ — noxopana
BOHA,

26

Refugees
1951
wood, carving,
127 x 7
25 x 17 142 cm))

Biwenui
1951
AepeBo,
nnockopiieGa,
WX 7 iH9
(25 x 17 1{2 cm}

PispGaeni peul Muxafino xopaB Ha CTDHXY ¥

CHOIEZX.

Konu exe §yB niomiTkoM 1 Map pokie 3
' ATHAAUATh, Neped 3encHUMH CBATAMH YBIH-
LIOBIUM ¥ CIHH, HECIOMOIBAMO MifCIyXaB MaTepHHI
HADIKAHHA HePeN CYCIAKONW, IO, MOBJIAB, IAYTH
CBATA, 2 B HUX HABITH KADTONNI HC CTAE, HEMAE IO
naty mitaMm ictu. Muxaiino, xou cam nobpe 3xap
PO TOJOOHMI CTAH BAOMA, OYE 3BOPYIIEHRMN
MATEPUHOH MOBOIO | MOCTAHOBHB AKOCH it
nonoMorTH. Ane ax? €ouaumM, wo Oyno, Ha foro
IOYMKY, OIHHHM, — b€ Horo BmacHa pissba. Ane un
OUiHATE Ti THUI? TTicnA BaraHe BiH BHPILIKE 33HECTH
peul 40 MicTeuka 1 cnpobyBaTH iX npoaaTty.

lle pinieHHA BHABUAOCA AEPENIOMHMM ¥ Horo
HUTTI.

Houexapuycey apmapkosoro oHx, Muxadino
niwos Ao Banuroposa. ¥ MicTeuMKY Bin moxanuem
po3wiae CROI pizsbneHi pedi Ha ¢X0aax AQ MICLERO-
ro ¢vay, CIOOIiBRHOYMCH, LIQ caMe TYT BiH 3Hafne
NOKYIUiB. YDPAZOBLI cyay CNpaBsAi 3alikasunucs
Muxaiinopoo piasboto, i Bid npogas T 3a modpi
rpowti. Cepen #oro npatp 6¥1a ZOCUThH BENHKA,
BHupiasliieHa 3 rpyINEBOTo AepeBd 303yJIbKa, G
cAmina Ha ranysui. [i kKYIME aABOKATCLKHIE TIOMIiY-
Huk Ocun Konau. Tax Muxadno sapodne 49 zno-
THX, 34 AKi Toai y [lonbwi, AK BIH caMm po3Kasye,

. MOKHA GYNn0O KYOUTH NOPAOHY KOPOBY' .
TMocnimuo Oir BiH 40AOMY, THCHYYH B KyJIarlli
3apoCseni rpowi, 0o B Aoro wradax ve Oymo
kHlleHE. [Tpubirn, Bianae rpowri marepi i pos-
Kajar iff, wo ne Aoro zapobiTox 3a pizbdy, AKY Tak
[NOBrO XOBAaB Bia HEi HA CTPHXY.

OO0UARITH oOHe OAHOTO, O00O0E€ OITakan® 3 rops i
macr.

Banuropoachsxa €nomnes Ha LbOMY HE 3aKiHup-
nacA. Ocun Konau, BianoBifHO OUiHVBIUH TalaHT
XJIQNUA, TIEPEeKOHAB MaTIp BiloaTH HOTO HAa HayKy B
UIKONY Aeped’AHoro npomucny B Konomui, oe 6yb
pissbapcrxuii Bignin, 3a momoMorow Bonoaumupa
KoOpuHcekoro, anpexTopa KonoMBilcbkoro myacko
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Pryrechenyi
{Condamned)
1948

plaster, 29 1/2"

{75 cm.)

MpupeveHud
1948

rinc, 29 1/2 inu.

{75 cm)

Nakonechny, also a painter, with whom he frequented a
student cafeteria where Chereshnovsky and
Hryhoriychuk ate.

All four, Chereshnovsky, Hryhoriychuk, Kruk, and
Nakonechny, were very active in the local Ukrainian
community, They could often be found in the Prosvita
association, located on Jagajlonski Street, where most
Ukrainian cultural events were held. They were
acquainted with several Ukrainian professors who tau-
ght at the Jagajlonski University, including the aged
writer Bohdan Lepky, gecgrapher Volodymyr
Kubiyovych, and phonetician and dialectologist Ivan
Zilinsky; with Ukrainian political and cultural activists

such as the noted narrator Yulian Genyk-Berezovsky
and with sculptor Andriy Koverko. Time spent in the
company of such learned individvals broadenad his
horizons and helped formulate the views of young
Mykhailo, who had just recently arrived from the small
village.

Bohdan Stebelsky, then a student of the Krakow
Academy of Arts and president of the cultural
association Zarevo, recalls that the Ukrainian students
of Krakow, us in any large center, fell into three groups
according to their prime interests. The first and most
numerous was the “golden youth™ group made up of
mostly children of the wealthy and privileged, who
limited their interests to recreationsl activities. The
second group consisted of students active in the
community and deeply involved in the political and
revolutionary struggles of their people. For these two
groups, education was a necessary inconvenience but by
no means a definitive goal. Only the third group
consideted a formal education as their fundamental
objective; Chereshnovsky belonged to this last group.®
He remained extremely selective and was not easily
swayed by fleeting trends. His sculpture reflected his
life: a search for perfection and purity of expression. It
is understandable that while being in Krakow,
Chereshnovsky could not remain impervious to the
Ukrainian nationalist movement forming there. His
participation in the movement left a visible imprint on
his personal and creative life.

During this formative period the young
Chereshnovsky exhibited his works in Krakow at shows
sponscred by Zarevo. He had composed over thirty
works in wood, stone, and porcelain before the
outbreak of war, among which were several portraits,
three compositions, women'’s torsos, ctc. Unfortunately,
all of these early works were lost in the chaos of war.
Much later, in 1951 in New York, Chereshnovsky
recreated his Kosar, a work from his student years. By
studying this woodcarving, one can speculate about his
earlier crcations, defined by their unmity of style,
simplification of forms and generalization of detail.

Paralleling the monumentalism and vertical cylindroid
shapes of Kpsar was another autobiographical sculpture
by Chereshnovsky Pryrecheny (Condemned), created in
1948 in Germany. It is able to capture the strength of
fatalism, with the belief in a predetermincd and
irreversible destiny. It depicts a rebel soldier standing
proudly with a nogse around his neck.

Can this be the self-portrait of the sculptor?

“The face of this individual has nothing in common
with the face of the artist who created it,” declares lhor
Kostecky answering the question. He continues: “It does
not resemble him physically, but it is like him in spirit”"*

In Chereshnovsky's entire ceuvre there is nothing
similar to Pryrecheny. In like manner, Koser is his only
sculpturc portraying an cthnographic subject.

Chereshnovsky completed the basic course in
sculpture and acquired a broad artistic background at



17

,IyuynpmidHa'’, nid pnamTysae Mupxaina He tine-
XU ¥ IIKOTY, 4ne, 10 HalromoBHime, 6e3K0MTOBHO
WHMTH | XapuysaTuca ¥ wkinerif Oypei. [Micna
Y4OTHPbLOX POKIB HaBuaHHA MHXaiI0 CKNAB ICNHTH
Ha YenAmHAKa i MalficTpa, 10 MOrNo A2TH HoMy
BIANOBIAHKWA 3apobiTok, ane BiH He OYB 1aN0BO-
STEHMH CBOIMH OOCATHEHHAMM.

Y Konomui MHXaAMOBI 3HAHHA PO CBIT JHAYHO
PO3IIMPHINACH, & PAIOM 3 THM 30INbLIAIECA BAMOTH
a0 camoro cebe. Bin wuTae, BUMBCH, CnOCTEpirae,
Pi3bOHB HE TiNBLKM ¥ Aepesi, ane npodysas
TMPAIIOBATH 1 3 HIMAMH MaTepisnamMu, JIHTH 3
rAuHM, ¥ HBOTO po3Dymunoca DaxkanHa Oinbure
HARYHTHCA, CTATH He NMuile piakDapem, ane
COPABRXKHIM CKYMLIITOPOM.

1932 pory YepenisboBChKUNA MOIXaB 10 MUCTELE-
koro nentpy IMonkwi Kpakoea, jie Oyna BUOIa LIKO-
J1a ACKOPATHBHO-YHUTKOBOIO MHCTELUTBA, AKY
NO-NONECLKH HAINBANH ,,Szkola sztuk zdobniczych i
pszemyslu artystycznego™ i Gyna 3araisHORIJOMA AK
[HCTHTYT nnacTHyHoOro MucreuTBa iM. Ulenance-
Koro., Muxaitna aopuiiHani #a signin ¢cxynwnTypn, B
AKOMY foro Buunu npodecopn Kaponb IomMonay,
36ucnae Mauifioscernii | Opanuimex Kansgac,
BOHH HaroJouIyBamH Ha CTHI3YBAHHI NMPUPOIM
3rigHe 3 OCHOBAMM reoMeTpii Ta kybiamy, Tpeba
MiIKPECTIHTH, 110 MHCTELTBO CKYIBOTYPH ¥ TOJIL-
HBOMY Kpaxomi paraioca Mix YOOOoOaHHAMHY OBOX
BIVTHBOBHX NOJLCBKEX CKY/JIBNTOPIB — IMIIpECio-
HiaMy Koscrante JIAWKH | noMipkoBaHux Gopm
kybiamy Casepina [Tyuikoscekero. Yrpumysas cebe
YepemHbOBCbKNHA BIACHHMH CHIIAMM.

Binomuit yxpaincexud cxynentop I'purop Kpyk,
o Hapyascs ¥ Kpaxkoei B TOH cammit yac, ane B
Axanemii, i CKYNMBNTYPH AKOTO PIFHHIHCH CHIOH
ninnenns i orpaadicrie Gopm, 3a Wo IX 9acTo
NOPIBHIBATH A0 NPALE HIMEURKOrO CKYALOTOPA
Epucta Bapnsaxa, Tak aranye WKony
YepeIHbOBCRKOTO!

TIparoy Kaxyuw, UI0 10KONA, ¥ AKIH YMHBCA
Muxaiino, Gyna nanexko Kpaile yCTATKOBaHA min
TeXHIYHHM | MUCTelbKHM NOTIANOM, Hik AKa-
oemis, ane Meni B Toi yac Oineme iMOOHYBaB
THTYN akagemii i 6YTH B Hifl CTYDEHTOM, HIXK ¥
wkoni Muxaiina,p AKill Boe K TAKH MokHA Byno
Ginuiue HaBuuTHCA... TaKI BUIHAYHI BUXOBHHKH
Muxaiina, sk npodecop 'omonay, Kanrdac ta
iHmi 6ynu 3axonnen npaucry Muxafina., Tomy
HIYOTO OMBHOTO, WO B wKoni Maxaino ceocio
HeBNHHHOO Npauecke H aobporole cepen To-
BApMILIB 1 npopecopie no KOPOTKIM Haci 3100yB
BENMNKY NPHXHILHICTE.?

VY Kpaxori I'. Kpyk meakuii uac Melukae y
crineHifi KBapTHPi YepelIHEOBCREOTO | Mansapa
Tlerpa [puropifiuyka, 3roaoM BiH nepedices oo

AHapia HakoneuHoro, Takow Mamapa, i XapuMyBaBCA
1 HEM ¥ CTYIOSHTChKIR XapuiBHi, XyaU 3axonund
YepenHboRCEKNHA 3 ' pUropifiaykom.

V¢l poun — HepeurnboBcbkii, ['puropiiuyk,
Kpyk i HakoHeunnfi — OpanH akTHBHY YURCTb ¥
AHTTI Miceeoi yKpaiHChKOI rpoMamu: 3aX0OHIH A0
oominke ,,Jlpocsiva™ ma ArafnoHcexii Bynuui, me
BiaOyeanaca GiMbWICTL YKPAIHCEKHMX IMnped; Dyau
IHaioMi 3 yKpaiHusmi npodecopamu ArainoHcs-
KOTO YHIBEPCHTETY — CTAPEHBKUM NHCEMEHHHKOM
bornanom Jlenkum, reorpapov Bonoonmupom
KybiflopnuemM, QOHCTHCTOM | AIANCKTONOIOM
IBanoM 3BiniHCLKMM; 3 VEDPAIHCLKEMH DNOMITHEHHAMH
KYJIbTYPHHMH TiA4aMH, CEpEl AKHX OYE BHOATHMA
puauuTaTop 0nian [ ennk-bepeloBebKuil 1 CKy/IbII-
Top Anapiii Koeepro. [NTepebypanns y TOBapneTEi
OCBiYEHMX JIFOOEH POJLUNPEIBANIO 3HAHHA i
dopMmyBano CBITOTNAL HENARHROTO CITBCHKOTO
KITONLA.

Boraan Credenbebkufi, ToOl cTygeHT KpakiBch-
kOl AKagemii MHCTERTB | ronoBa MHCTELLKCTO
00 €JHaHHA ,,3aper0’™’, PO3KA3IVE, LI0 YKPATHCHKAX
cryneHTis ¥ Kpakosi, AK | B KOKHOMY Oinbiomy
LUeHTpi, € TYPTYRANACA MORGAL, MOXHA Dyno
NOAUIATH 38 IXHIMH 3aUiKaBNeHHAMH Ha TPH TPYIH.
Iepwa i mandinewa rpyna — ue Oyaa ,,3010Ta
MONOAL"", NepeBaxHO TITH 3aMOXHHX GaTbKin,
3aliKaBIICHHA AKUX O0OMEKYBANQCA OQ PO3IBAri.
Jpyra rpyna CTYACHTIB X¥HIa IPOMAaNcbKHMHE CTipa-
BAMMW, 3arnHbNeHa B MOJiTHUHY | DeBOMIOLIAHY
SopoTedy. MMeplui OBi I'PYTTH TPAKTYBANM HayKy fK
KOHEYHHA O00B’AI0K, aNe He AK OCTaTO4YHY METY.
TinbkW Tpera YacTHHA MOMIOAI BBAaXANa, O Nep-
LIKM 1XHiM 3aBOAHHAM € Takd BydTHCA. Jo unpx
OCTAaHHIX Hanexas YepewHeopchkhii,? Bin Oye
BUGIPNIMBHM — He NidhaBaBcd ACIIERHM efexTanm, i
AK ¥ JKHTTI, TAK 1 B CKYNBATYDI WIYKAR yke TOAL
OOCKOHANOCTH QOpMU | YUCTOTH BHCTOBY. CaMo-
ipoayMine, me, nepebyparoun y Kpakosi, ae top-
MYBaBCA YKDAIHCBKHA HAMIOHANICTHYHMA pyX,
YepelUHBOBCLEHI He Mir MNIHTHCA 00 HLOTO
DafinyxuM. ¥uacTh ¥y HbOMY NOMiTHO 3akapOyna-
nacd Ha BCLOMY SKHTTEBOMY | TBOPYOMY LLUTAXY
YepelHLOBCEKOTO.

Bxe Togi Monoanit e ckyasnTop YepeluHLOBCE-
Kufl eKCNIOHYBAB ¢BOi Mpalli HA BUCTABKax, ulo ix
BTALITORYBANG ,,3apeso’” ¥ Kpakopi. llle nepen
BUIHOK BiH MaR NOHAA TPUILATE Npaub ¥ AepeBi,
KaMeHi Ta MOpUeIAHl — ¥ TOMY YHCIl KiTBKA mop-
TpeTiB, TDH KOMIIOIHWi, XKiHOYW TOpcu Towo. Becw
floro TRopYHil OPi0OK PAHHIX POKIE Nponas nig
yac poewHoi xyproeuen. Habararo mizmiume, y 1951
poui, Bxe y Hete-Fopky, YepelHroBceKuii BinTRO-
pue Kocapa, ogHy 1 CBOIX y4HIBCBXHX npanb. 3 wiel
pi3e0H ¥ mepeBi MOKEMO MATH YABACHHA NpPO
TOMIMIHIO HOro TBOPYIiCTh, WO BM3HAYANACA
CYKYIHICTIO TBOPYOI MaHCDH, CIPOWECHHMH QopMa-
MH | y3araJIbHEHMMH MOIpPODHLAMH,
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Kosar (Mower}
1951
wood, 20 1/2"
(52 em.}
repeal of work
executed during
student days in
Krakow

Kocap
1351
aAepeso, 20 1/2 iy,
(52 oM.}
NOBTOPEHHA
YYHIBCBKOT npayl 3
Kpaxkoea

the Institute over a five-year period, from 1932 to 1934
and again from 1936 to 1939. The intervening sixteen
months were spent in the Polish army in Stanyslaviv
{presently Ivano-Frankivsk)., Although his mlitary
obligation interrupted his smdies, his familiarity with
military matters later proved quite useful.

Chereshnovsky managed to complete his studics at
the Institute by the outbreak of World War II. The war
diverted the sculptor from his intended path, forcing
him along a more difficult course. There is a gap
between the first period of his life and that of the
postwar era.

Though everyone feared the horrors of war, Ukrainians
as a nation hoped it would be a means of reclaiming
their long lost liberties. At the beginning of the war
Chereshnovsky returned from Krakow fo his native
land, wanting to be useful. Here, in the town of
Bolekhiv on the Sukil river, in the sub-Carpathian
region he organized a workshop of folk woodcarving,
wherce a large number of people worked, among them a
good number of young people. With the woodcarving
experience gained in Kolomyia, and later strengthened
in Krakow by mastering the theoretical approaches to
ornamentation, Chereshnovsky created his own
compositions based on knowledge rather than on

intuition, as was done by his predecessors in folk art.
It is for this reason that his works betray uncommon
craftsmanship and bcaury.

Along with the applied woodcarving, Chereshnovsky
continued his work in figural, classical sculpture.

I became first acquainted with his work in 1543
at a Lviv art exhibition, where only one of his
works was shown, Mother (in wood) [wrotc the
Kievan architect Evhen Blakytny]. If memory
serves me, this was the only stylized sculpture in
the exhibition. The seated figure of the nursing
mother appearcd to have grown out of the
massive bulk of wood. The lines, fully
concentrated, intentionally restrained, and
stylized to the point of simplicity, betrayed the
deep spiritual perception and rare talent of the
author. Contemporary art critics were not overly
receptive to the debut of the young artist. A
work which has its own internal artistic life, and
lacking the superficial thematic identity, was for
them incomprehensible and abnormal."

Blakytny was referring to the Spring 1943 cxhibition
organized by the Union of Ukrainian Artists in Lviv
commemeorating the twenty-fifth anniversary of the
founding of the Kicv Academy of Fine Arts.
Chereshnovsky's sculpture Mother with Child was listed
294 in the catalog, revealing the extent of the
exhibition.” The sculpture has survived and was shown
years later at the National Muscum in Lviv, in the Fall
of 1989, at an exhihition entitled ““The World of
Bohdan-Thor Antonych.”"

The nursing mother had been 4 recurrent theme for
artists of the Italian Renaissance and was frequently
repeated in Chereshnovsky’s works, although it was
never fully consummated in any of his more notable
sculptures. For Chereshnovsky the figure of mother
usually symbolizes Ukraine as, for example, in his
allegorical bas-relief Mother - Ukraine. Years later,
when Chereshnovsky entered the contest for the Taras
Shevchenko Memorial in Washington D. C., his
composition featured the great bard on 2 pedestal sur-
rounded by four allegorical groups, one of which
contained the nursing mother theme. Once again the
Jury and viewers failed to understand the embodiment
of an abstract concept in the representation created by
Chereshnovsky.

The frecdom to create was short lived. The
occupying German forces, considered by the Ukrainian
population as “liberators,” proved to be no less cruel
than the Soviets they had ousied. Pcople were punished
without cause, the young were forcibly transporied to
Germany for hard labor, the defenseless were abused,
and the citizenry, in general, was subject to the heavy
tolls of occupation, Chereshnovsky was unable to stand
by passively and accept the outrages of the German
forces, In 1942 after the exccution of his brother Ivan
he contacted friends in the underground and joined the
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MapanensHow 10 Kocapa 3 #0T0 MOHYMEHT aNhb-
HICTHO 1 IPAMOBHCHMUMN LUTIHAPOIAHUMY GopMaMK
Byna y YepellHEORCHEKOTO T OTHA, CHOMKETHA,
antobiorpadiuna ckynbnrypa Fpupevenui,
cTBOpeHa 1948 poxy B Himewuuni. Bpaxae Bona
CHUIOK haTanmiaMy, Bipol0 B Hamepes BH3HAYCHY |
HETOBOPOTHY OOJK. 300paxye BOHA ropuo
BUNPAMIISHOrD DOBCTAHINA i3 JANIMODPTOM HA 1MHI.

Hesxc 1c asTonopTpeT cKyabnTopa?t

,,O0nuaus mici TIOAUHH HE MAE HIMOrO CHOUIBHOTO
3 00nuyMYAM MAACTPa, wo Ti BHPi3RGHB, — HEeHads
BiAMoBimaE HA 3anMTaHHA Irop Kocreubknii., —
BoHO He CXO#e Ha HBOTO hilHuHO. Alle BOHO OyXe
nofnibHe ayxom. i

¥ Beifl coagmmil YepellHbOBCBKOTO HEMAE
Hiuoro noaibnoro no fpupevenoeo, ax 1 Kocap —
plOKicHa AOro cRYNBOTYPA 3 eTHOrpadiusaum
CHIKETOM.

B IaeteTyTi YepewHworchkui Npoimor
OCHOBHHRA KYPC CKYJBOTYPH, 3/100Y¥H IUPOKE MHC-
TeUubKE 3HAaHHA, Hapuaeca BiH TaM NOBHHX N'ATHL
pokie — vy 1932-1934 i notiM ¥ 1936-1939 pokax.
TTepepBy M HUMH BUROBHIOE TUICHAMUATHMICAYHA
cnyxba B nonbcekill apmii, AKY BiaOyBas v
Crtanvcnanosi (Tenep Isano-Dpankinchk). Xou
BICEKDBA MOBMHHICTh NEPEPRANA HOTO HABMAHHA,
ane, Ak MilHie BUABMACCH, 3HAKOMCTBO 3
BiHiCLKOBOIO CMIPABOKY cTANC Homy y Mpuroni.

YepeTHBORCLKOMY BAANOCA 3aKIHYMTH [HOTHTYT
HamepedonHi mouatky Jpyroi ¢ceiToBoi BiitHi. Bifiua
IMIHHTA HAaKPECMeHHi MAAX CKYTRITONA — MOOBeE-
TOCA NOBTO XOOMTH iHUIAMH, KDYTHMHA TODOTEMH.
Mix nmepmivm nepionoM HOro KHTTA | HRCTYIIHUM
NMeXXHThL TTHOOKA npippa.

Xou He Byno TakHX, N0 CYMHIRAMUCA OO0
CTpaxiTe, aKi Hece 3 coboio KOKHZ Bifina, B
YKDATHIIB BOHA npodyMxypana Hanii Ha MOBEpHEeHHA
OABHO BTPAMEHHX BOMBHOCTER. 3 noyatkoM BifiHM
YepennobChbkHA BepHybpcd 3 Kpakosa y pinnui
CTODOHH — XOTiB ByTH noTpbHEM. ¥ MICTEMKY
Bonexosi, Haa piukow Cykink Ha TTiOKapnatTi BiH
OpraHi’3ypap Oyxe yenimHy podiTHio HaponHol
Aeper’AHCT piabbu, B Akiti mpamosano farato
poBiTHHKIR, cepel WX Y0 YHMANo MOJIOAI.
Maroun 2a coloro noceia mepesopiandn, HabyTni
me 8 KonoMmui i aminuenui y KpakoBl 3acBOEHHAM
TEOPETHYHNX JHAHL OPHaMeHTHKH, YepelmiHBOBCE-
KHil CKNAagas cBOi BAACHI KOMITO3MILII, OCHORAHI He
BHKJTIOUHO HAa IHTYili, K ue 3acbinsia pobun
HOro monepeqHHKHM HAPOOHI MARCTPH, 4 HA 3HAHHI.
Tomy B fioro pobiTai Gyan cTropeli npeamMerH
ICKOPATHBHOID MHCTSUTHA HEMEPeCiuHol YMIJIQCTH i
KpacH.

IMopaz i3 npuEnagolo pizebowe Yepenson-
CBEHI NPOJOBXKYBAE NPANIOBATH HAn $IrypHOIO,
KIACHYHOK CKYIBIITYDOO.

Vnepure g 3yCTpiBes 3 AOrO TROPYICTHY HA
MHCTENREIR BHCTaBi 1943 poxy v JIeBOBi, ne Gye
BHCTABNEHMI IHlIe ogMH fioro Teip Mamu (nepe-
BO), — NMHUCan NMPo HepellHbOBRCBKOTO KHIBChKH
apxitektop €preH Brnaxurhuil, — Hixuo He
IpamKYe MaM 8Th, le OVB MOXe ONMHOKHI CTH-
NTBOBHIT CKYNBITYDHHA TBip Ha nucTaBli. CHas4ya
MOCTATE KOPMIIAMOI MaTepi Hiln pHpocna 3 Bam-
koi Opunmyn gepeBa. MakCHMATLHO 30CCPLOMKEHI,
cBimoMo oOmMexkeHi i cTIIiIOBaHI 10 NPOCTOTH
niHii, — 3pamiyeanu raundoke QyXoBe BiIYyBaHHS
i HEmepeciuHMi TanaHT aBTopa. TOroYyacHa MHC-
TEelbKa KPHTUKR He OyKe NPHXMILHO 3yCTpina
nebror Monoaoro Muctus. Teip, Mo MaB CBOE
BHVTPILLIHE MUCTEIbKE KHTTH 1 Oy¥B no30aBneHHi
TEMATHYHOI NOBEPXOBOCTH, OVE OMA KPHTHKH
HEeIPOIYMINH, aHOpMaTEHHI. 'L

1le Ovna pucTaBKa, OpUcEAYEHa 25-piudo
3acHyBauusg Kuiscekoi Axamemii MuctenTs, gxy
gasecHi 1943 poxy BnamTysana Coinke npami
YEpaiHcbKux 00pazoTBOPUHX MHCTLIB ¥ JIBBOBI.
Cryasntypa UepeiHROBCEKOTO Mamu 2 dumunoio
Oyna 3aznaueHa y KaTanoai nig uvcrnoM 294, orTwe
MOMHA ¢o0i YABHTH, AKHX poImMipie Oyna Ta
BucTaeka.!? Ckynenrypa 30epernaca | Gyna
BUCTABNEHAa B HanioHanwHOMY My3€l ¥ JIBBOBI
BoceHd 1989 poky Ha BMc¢TaBui ,,Ceit Borgana-
Iropa AgTonnuya’. "3

Kopumnaua rpyasMH MaTi — yIOONeRn#t Cromer
MaficTpie iTanificekoro Penecancy, 4acro
NOBTOPKYBABCA B CKYNBOTYPL YUepLuHbOBCEKOI O,
X04 BiH HIKONM HE YIOCTOIBCA JABCPIUCHHA B AKO-
M¥Ch NOMITHIIOMY TBOPi. ¥ HBOTQ MaTH
31ebinbma cHMBONIZYE YERpaiHy, AKX, HApUKNag, Ha
fioro ancropuunomy Gapenvedi Yuapaira-mani.
MMizninre, B AMepuiy, Koad HepeuHbOBCEKHIA BUTO-
TORIAB NPOEET HE KOHKYPC IIAM ATHHEA Tapacosl
lepycnkosi vy Baminrtonl, ¥ KOMNO3IMUil, AKa
300paxyRrana noera Ha m'eAeCTalli, a HaBKOJIO
HBOIC YOTHPH AIECTOPHYHI TPYIH, B OAHIA 3 HUX BiH
MOBTODHE CIOXET MATED], IO KOPMUTEL [DYABMH
OUTHHY. 3RHUafHO, XKIOpi Ta IJIAOAYi 3HQBY He 1po-
IYMINK BTiIEHHA aDCTpakTHOIO NOHATTA B 00pa3i,
CTBOpeHOMY HepellIHLOBRChKHM.

ATle TROPYE MHTTH TPHBANC HEAOBrO0 — HIMELbKI
OKYIIAHTH, WO X YKpaiHChbke HACCACHHA 3 HALICHD
BiTANC 9K ,,BU3BONHTEME’’, XOPCTOKO BiAAAUMITHCS
3a [eApicTh: GEABMHHO Kapati, BUBOAHMH MONOAL
HA THEKKY HeBiMbHHYY npaumio B Himequuuy,
IHYUWIANHCA HAZ De3I00POHHHMH, HAKNAJATN
BReTHYEIHI KQHTHHTEHTH. YepelIHRORCBKMA HE MiT
CMOKITHO QHBHTHCA Ha HiMelUbKi IHYLUAHHA,
OcOOMHBRO MICTA TOTO, AK OKYMAHTH HaRecHi 1942
poKy poscTpimanu foro Opata Ipana. Bin Bupimua,
IO Tenep 4ac He Ha MHCTELTBO, a Ha OopoThOY,
HAR'AIAB KOHTAKTH 3 APY3IAMM ¥ nigminmi i
MPHETHABCA 10 MAPTHIAHCBKOIO DYXY — 3AMIHHE
JONOTO HA aBTOMAT,
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Chereshnovsky's
brother, lvan

Bpat Muxadna
YepewHhOBCHKCOTD
I:ED]

5

My Brothar's Face
1944
wood, § 14" (14 em))

Ofnuyyr Gpara
1944
pepesd, 5 14 iy,
(14 cm)

partisan movement; this was a time for war and not for
art, He exchanged his sculptor's chisel for an automatic
rifle.

Chereshnovsky was well aware that the deep forest
was not a place for focused creative work, however
even under such circumstances his talent proved more
useful. He made woodcuts, identifiable by his
cryptogram Petro or Inzhener, from which underground
leaflets and periodicals were printed.,

The German victorics were short lived and soon they
were in retreat. “Liberation” extended into
Lemkivshchyna, and aimest immediately the new
authorities called for general mobilization. A separate
division made up of eighteen thousand Lemkos was
tormed. Poorly trained and lacking proper cyuipment,
the new recruits were quickly sent to the front lines to
face the German bullets. The Lemko soldiers perished
in great numbers. Chereshnovsky was among the
mobilized. In fact, the entire mobilization in the Lemko
region was illegal; the Yalta Conference had established
a Polish-Soviet border, and the Lemko region was
casually handed over to Poland, Chereshnovsky, as
most Lemkos, was technically a Polish citizen and
therefore was not subject to Soviet mobilization laws,

Chereshnovsky had a particularly difficult experience
in the Red Army. He was suspected of having dealings
with the partisans, and in addition to being repeatedly
interrogated, he was assigned to permanent hazardous
duty at the front lines. Yet even in the despondent
circumstances of a front line soldier in trenches and
under fire, Chereshnovsky could net do without his art
and attemnpted to create. He used every opportune
moment to carve the face of his martyred brother in a
scorched log he had found. By a strange twist of fate,
this piece of wood bearing his hrother’s likeness has
survived and now decorates g shelf in the sculptor’s
New York studio. Apparently, the woodcarving had laid
for over two years in Chereshnovsky’s abandoned
family home in Stezhnytsi. As the house was being
demaolished, a Polish neighbor's boy found the scuipture
and recognized the carved face as Chereshnovsky's
brother. Not knowing what to do with it, he wrapped it
in some raps and buried it nearby.

After about 4 year and a half, [recalls
Chereshnovsky|, a Ukrainian acquaintance from
the village returned from exile. The Polish boy
told him that he had found *“Bashchyn’s Ivan.”
My family had always been referred to by that
name, and my brother was called “Bushchyn
Ivan." The acquaintance thought that the boy
found a body, since the Germans had shot my
brother, and we really had no idea where the
execution had taken place. The acquaintance,
hoping to give the body a proper burial, replied,
“We'll go one night and dig it up”

So one night, by the light of a candle, the boy
dug up these rags wrapped around the sculpture
of the portrait of my brother."

Later, Mykola Shumuliak (the aforementioned
acquaintance) guve the work 1o Chereshnovsky’s sister
when she was leaving for America. She, in turn,
brought it to New York.

Much like the cuckoo bird carved from a pear tree
and which Chereshnovsky sold in the market place in
Balyhorod, the portrait of his brother Ivan changed the
sculptor’s direction in life. As Chereshnovsky was
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HepellHbOBCBKHA PO3YMIB, M0 ¥ JTici HEMAE Mig-
Uf Ha AKYCh 30CEPSMeHy MHCTeUbKY Npailio,
onHaue i Tyt floro TanadT OYR UiHHINIMA Big
BOTHEManbHoi 30poi., Bid BEpiayBas AepeBopHTH,
nianucani Horo kpuntoHimamy |, [erpe’’ abo
SIHEeHep™, 3 AKUX BiAOHBANH WANLTEHI JEeTHOYKH i
BHIAHHA.

Henoero nimui Tilwmnucs nepeMoraMy — mnoyas-
ca nigeryn. Jouexanacs pusponeHns i Jlemkisuuna.
3pa3y micnA IBITbHEHHA Bid HIMEULKOT OKYMaLii
HOBA BRafga oronocuna mobinilaniro — 1 BiciMHan-
UATH THCAY nemkin 3¢opMyBana oxpemy IWBI3i0.
bea ocobnuBoro pulIkeNy i BiAnopigHO! 30poi
HoBOOpaHNiE mcnany HAa ppoHTORY MiHiKO Min
HimMenski kyni. Jlevku macoeoe ruaynd. Jo
MoOiNizopaHHX NeTpanHe i YepellHEOBCLXHE.
Bnacue, cama Mobinizanis na Jlemxkipmuni oyna
He3lakoHHO10, 0o Ha SNTUHCEKIH kondepenuii Gyno
BCTAHOBAEHO NONBChKO-DATAAHCEKHE KOPAOH, i
JeMKIBWKRY 3 Nerkoi pyku siooanu MNoasu,
UepelHROBCEKUH, AK i (BN TeMKH, He OYB i He Mir
G¥yTH DAOAHCHKHM TPDOMATAHHHOM i KOJHUM padAH-
CLKMM MODINIIAUIAHKEM JAKOHAM HE MiATINATAB.

YepemusOBCLKOMY B apMii Byno ocobnueo
TxRKe. Moro mimospipanu y 18'A3Kax 3 mapTHIa-
HAMH, NOCTIHHO NONHTYBAIIH, NPAOLIAIN A0
,INTPAGHOL POTH™, AKY TPHMANM YBECh UAC HA
nepeaopifl AiHii. Ane HABITE ¥ THX OIPAOHUX
obcTaBuHax PPOHTOBOIC BOAKA, B OKONAax, nia
obecrpinosM, YUepemnsobchkuil He sir OyTit Oea
MucTenTRa — npobyeaes TeoputH. I3 amaiinenoro B
OTHHILL OONAaNeHOT0 KOHAPa KOKHCT CIPUATIHBOL
XBHTIHHEA BiH BHpilyRap Opatone obnuuud. JEMBHHM
1BiroM 00CTABHH XYCOK Aepera 3 GpaToBMM
306pameHnAM 30epircy | OPUKPAIUAE MONHUK B
malicTepHi cxymsnTopa B Heto-Hopry. Tlonan mpa
POKHN NIPOIEMana CKYILNTYpa B ONYIIEHid xaTi
Yepemrboscbkix ¥ CrexkHuax. Koan poadupann
X&TY, CyCLOCEKNH XMONeub—noNAK IHARIOB CKY/IbII-
TYDY, Ni3Hap y Hii Gpata YepeludLoBCLKOro i, He
3HEEDYM, IO 3 HEKW POOUTH, 3arOpHYB ¥ IIMATY i
32KONAB ¥ JEMITIO.

3a AKOroch MIBTOPA POKY, — DO3IKA3YE
YepelIHLOBCLKUH, — OOWH THAOMHA yKpaiHelb
i3 cena BepHYBCA i3 BUceneHHA. Tof NonAK npui-
UIOB MO HBOTO i Ckalas, 1Mo Haltniom ,,Banmm-
Horo Ieana’’. Tak HAIWBANIM MOKO CiM'ip, 3 OpaTa
KnuKanu ,,bamvun Isan™. Ane anafioMuA nomy-
MaB, 110 TOW HaliluoB meck Tpyna, Do HiMIi po3-
cTpinAns Opara, | MM He JHATH caMmi, O¢ BOHO
cTamocs. Bin Gye nyme uixaenit: ,,TTigem, —
Kaxe, — KOMNUChL YHOMI | BiaKOmaemo™".

Bouu mitunH BHeYI i3 CBIYKONO i Xmomeuk Binko-
nas OTi WIMAaTH, a B IumaTax Gyna ckynenTypa —
nonibuicTs Moro GpaTta.’

[Mianiwe Mukona Wymynax (Tax 3Ivand HalioMoro)
BiMAAB CKYALOTYDY cecTPl YUepenIiHbORCLKOTD, KOMH

BOHA iXana 0o AMepHKH, a ta npuee3na i 1o Hewo-
Hopky.

Ak Konuch Ha BGazapi y Bamuropoai sepisbGnena
3 NepeBa 303ynbka, Tax i noprper Opara Isana
3MIHHE Xif wuTTA Yepemubobchbkoro. Komu Bid
NpalBan Had 1BAHOBHM NOPTPETOM, 3HEHAULK:
nigrnanis foro BificbKOBHE Nikap, AKMA BUABHBCA
ykpainueM. Bin mizuae y YepeuHsOBCEKOMY
CKYNENTOPA i, AOBiNABUIHCE OPO WOTO MHCTEIBKE
MHHYJI@, BUPIIUMB AKOChH TOMOMOITH HOMY.
PaTtyroun YepenlHLOBCEKOrD Bid HEMUHYYOT
3arubeni y wrpatduiii porti, BiH nepesis fioro ao
cede y cawitapHy poty. Tak CKyABITOP CTaB
caHiTapom, B o00B'A1KH AKOTO BXOOHIO BUHOCHTH
paHeHux 3 nona Coro. Xo4 | MeHIIa, AIC BCE TAKH
JArpo3a CMEPTH YBECh MAC BACUTA HAO HHM,

TaK To TPHBANO MICTE MicANiB, — poakaiye
YHepellHbLOBCEKHH, — TOKH A 3MIr I0MOMY TiTH.
He ckaxy, 1eo 3ae3epryeas, 60 1e HENPHEMHO
AKOCh, HABITH 3 BOPMHKOT apMii., Ame AkOH He BTIK
TOMi, TO XTO 3HAE, WO 31 MHOW Oyno & — 7 Bike
OVE ABAHAOUATE PA3iB HA TOMHTAX KOHTPPO3-
BigkH. S Tam ,,mpoTekuii’’ HiAKOI HEe Mas,
MQOMHE NS HUX Bee OOHO, IO nopoulok. S i me
ABOE NeMKip nepeiimumy ax nia Kowuni » Kapna-
T&X, 08 Hac B OZHOMY cem 3Jacrana Doiska ¥IIA.
Tak MK 3B'A321HCA (3 yHiBUsAMH. ¥

Ykpaivcrka INoscTanckka ApMis, B HKIf Bxe
padille SoporcA YepenIHLOBCEKHIE, CTANA 3HOBY
floro nputynkem, ¥T1A Oyna cTeopena 1942 poxy
I GOOPOHN YKPAITHCHXOTO HACEMEHHS Bill Tepopy
HiMEIIbKMX OKYTDAHTIR, ane 3 KiHiem Bifian, y 1944-
1945 pokax, y HoeHX 00CTaBMHAX, Oyna IMYILeHa
NOPEPHYTH 30pPOI0 NPOTH HOBHX OKYNMAHTIE —
Ginpuiosnkie. KOMyHICTH, BepHYRIIUCE HA YXpaiHy,
3HORY TOYANM 3dBOOHTH KONMEKTHRIIALIK i
BHHUIIYBATH {HAKQAYMIIBP MACOBHME apelITamH,
pO3CTPINaMH | 1acTaHHAM ¥ TIHOHHY Pagancexoro
Coroay, a Ha 3axigHIX YEPAIHCHKMX €THOrpadivHHX
3eMaAx, o omHEMmuca nig [Tonsieo, npuMycoso
BACENIOBATH KOPIHHE HaceneHHd ¥ CXIMHi YACTHHH
HOMUWHEOT HiMeuuunu, nosepuyTi Tlonenii.

3 noectaHusMM YepeHboBchEME npobye no
1947 poxy, xonu iioro rpyna i3 30poeio npobunacs
uepes Crnopayunuy i Yexiro mo Bapapii, wo Gyna e
aMepUKaHCBKIA 20Hi HiMeuunnm.,

Y Himeyunni — B 1947-1950 y MiTTennanngi, a a
1950-1951 poxax y MmouxcHi — YepewsneoncekHi
CTBOPHE YH HE HANZOCKOHAIIII ¢BOI CKYNBOTYPH, 3
AKMX MEPIL 33 BCC BUPIZHAETHCA 3HAMeHHTHA ffop-
mpem Opyxcurny Togmunu Binoxpuc, 1 kKoo Bin
ofpy:xuecH 22-ro Oepesun 1950 poxky, i mpo ki
TOBOPHIM, WO BIH ,,IOKA3YE BIUHE ONR BCIX 4acie''lé
| AKWIO © BiH HE CTHBOPHB HIYOTO iHOIOTO, TO UBOTO
MOPTPeTa AOCHTE, UI0D 3axpimuTH AoTo IM'A cepen
De3cMepTHHX.
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carving his brother’s face into the log, an army physician
noticed his efforts. The doctor, a Ukrainian, recognized
the talent in Chereshnovsky and upon learning about
his past work decided to help the sculptor. The doctor
had Chereshnovsky transferred to 2 medical unit,
thereby suving him from certain death on the front
lincs. The sculptor became a corpsman in this unit,
assigned to retrieve the wounded from the battlefield.
The threat of death, though substantially decreased,
nevertheless persisted.

Six months went by [says Chercshnovsky], before
1 was able 1o return home. 1 will nat say [
deserted, because 1t 15 to some degree
uncomfortable, even if it was from a hostile
army. But had I not escaped, who knows what
would have happened to me. [ was questioned by
the counterintelligence people a dozen times. 1
had no connections, and in their eyes I was but a
grain of dust. I traveled with two Lemkos all the
way to Koshytsi in the Carpathian Mountains and
made contact with a unit of the Ukrainian
Insurgent Army."

Once again Chereshnovsky found sanctuary with the
partisans. The Ukrainian Insurgent Army (UIA) had
organized in 1942 in response to the terror inflicted by
the German occupation. Toward 1944 and 1945 its
focus shifted to the new military threat, the Bolsheviks.
Having returncd to Ukraine, the commumnists began to
enforce once again collectivization and systematic
destruction of those of different opinion with massive
arrests and executions, exile to distant corners of the
Soviet Union became commonplace. In those regions,
ethnagraphically identified as Western Ukraine, which
were now annexed to Poland, the local population was
forcibly resettled to those areas of Germany which
were returned to Poland at the close of the war.

Chereshnovsky remained in the ranks of the UlA
until 1947 when he along with his comrades managed
to make their way through Czechoslovakia to Bavaria,
which was in the American zone of Germany.

In Germany in Mittenwald from 1947-1950 and in
Munich from 1950-1951, Chereshnovsky created
probably his best works. QOutstanding among this group
was a composition entitled Porirait of My Wife, a
portrait of his wife Ludmyla Bilokrys, whom he
married in 1950. It was said that in this work the artist
“captured eternity” and that it single handedly could
secure a place for the artist’s name among the
immeortals.” "

Thor Kostecky was perhaps the first to characterize
Chereshnovsky’s postwar period “Egyptian”™ though he
also considered calling it “Dorian.” Actually, there is
as much Egyptian or Dorian in Chereshnovsky's work
as there is of the influence of Faiyum portraits in the
frescos of another noted Ukrainian artist Mykhailo
Boichuk, although the latter was much taken with them

and referred to them often. Chereshnovsky developed
his own unique style, a form of monumentalism in
which only most cssential qualitics arc portrayed.
Kostecky supports his intcrpretations with two
phatographs of Chereshnovsky's work while he was a
student of Franciszek Kalfas in Krakow, in which the
beginning of the “Egyptian” stylc may be pereeived.
This is the source of the repeated comparison made
between Chereshnovsky's Portrait of My Wife and the
famous Nefertiti, the work of the Egyptian master
Tutmes,

In 1950 prior to Chereshnovsky's departure for
America, Kostecky wrote an article about
Chereshnovsky’s work. This would become his farewell
to the artist, for they would not meet again. Although
of diffcrent political convictions and past expericnces,
they had been colleagues since the early days of
Chereshnovsky's arrival to the West, and they
understood each other intellectually.

Captivated by Chereshnovsky’s work, Kostecky sing-
led out another sculpture in addition to the Portruit of
My Wife, placing it as a solitary marker at the opposite
spectrum. This was the Portrait of Stepun Bundera, the
leader of Ukrainian nationalists, and the only heroic
subject that Chereshnovsky ever undertook which he
rendered in 4 non heroic manner. Kostecky has always
stressed that although Chereshnovsky's sculptures
project an absolute likeness of the subject, this likeness
is not nawralistic. The Portruit of Stepun Bundera was
an exception o this observation.

A work naturalistically similar [Kostecky writes],
Chereshnovsky made only one of Stepan
Bandera, an individual whom the artist idolized
almost as a demigod. The head i1s recognizable at
a glance; first the lips, then the nose, then the
characteristics of the forehead, and finally the
cntire profile. It obvicusly has little in common
with the well known photograph where Bandera's
features are less well defined. Chereshnovsky's
sculpture is a magnificent work executed by fine
hands with experienced motions. It reproduces
only the most essential features in the face.
However, this bust made of reddish clay does not
reflect Chereshnovsky's style.”

Kostecky is premature when he claims that the Porr-
ruit of Stepan Bandera is the “sole heroic subject” in
Chereshnovsky's oeuvre. With the advantage of
hindsight one notes that later in 1962, Chercshnovsky's
Mornument to the Heroes was erected in Ellenville, New
York. The monument consists of four concrete busts
aligned around an obelisk adorned with a trident, The
busts represent the leaders of the Ukrainian
independence movement: Symon Petlura, Evhen
Konovalets, Taras Chuprynka, and Stcpan Bandera.
Each of these men, at different times and under various
circumstances, was assassinated by communist agents,
This time, Chereshnovsky chosc to sculpt the busts,
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3macTheA, OEPIUMM HA3BAE DOBQEHHMI Tepion
TBOPUOCTH YepeIHBOBCEKOTQ ,,€THNETCEKIM ™
ranypanui yae [rop Kocreuskui, o4 BiH cam ma-
raecf, YW He Ha3BaTH fftoro , opifickkem’’. [1pan-
13, ¥ YepelHbOBCBROTO CTIABKH X €THASTCHKOTO
abo nopificbKoTo, 7K ¥ bpPeCcKax IHUIONe CAABHOIO
yrpainua Muxafina Boifiuyka 3 haroMCbKEX nop-
TpeTiR, XOU OCTaHHIA NOCTINHO HA HHX NOKIHMKABCH
i HHMH 3axommopaBed. BuTBopeHnii YepeliHLOBCH-
KHM BITACHHE CTHJTb — 1le B NEpIuY Y4epry [HIHGCBHA
MOHYMeEHTaNI3MY | neperaya HakicToTHiwore. fo-
BOASYKN NPAaBHNBHICTE CBOIX OyMoOK, KocTeupkuit
BKA3YBAB Ra €auHi 30epexeHi ami hotorpadii 3
paHHiX npaus YepelIHEOBCEKOTrY, Hie 3 yacy Horo
HaeuaHHA B kmAci Cranicnaea Kanedaca y Kpaxosi,
B AKHX MOMiTHi OYATKH ,,€THIETCHKOTO'' CTHMIO.
3piaUinA 4acTO NOBTOPHBAHE NOPIBHIOBAHHA flop-
mpema Opyrcurl YepellIHLOBCHLKOTO 3 NPOCTAR-
nenoro Hegepmimi ernnercexoro maiicrpa
TyTMeca.

KocTelbkHil HAMKCAR CTATTIO NIPO TBOPYICTD
Yepemnsorcekoro 1950 pory, nepen Bnizoom
CKYNbIOTOPA 33 okead, Bowa Oyna fHoro npomanHam
— CKY¥NBOTOPOBI Ta MHCBMEHHNKORI Binklne He no-
BenoeA IveTpiTHed. BoHM, NKOAH Pi3HHX NepekoHaHb
i MURYBLIMKEY, IHAROMI 3 MeplMX OHiB NpUOYTTA
YepemHbOBCHKOTO HA 3axio, po3yMinM oAUH OJHO-
ro HTEIeKTYANLHO.

Jaxomwiennii TeopUicTiO Hepemnnoscskore, Koc-
TeubkWil BHDI3HHUB, OkpiMm fopmpema Opyacuny, e
iHIIY CKYNBNTYDY, &1e cTaBHB Ti OCAMITHEHY HA
NPOTUNEKHOMY Kinai cnextpy. Lle ffopmpem
Cmenana bandepu, NPpOBIAHAEA YKPAIHCBKRX
HAUiOHAMICTIB, We ¥ TOi Yac, AK 1 YepeluHb0BCH-
KHit, wacTo nepebypae ¥y MitTensanbai. [Tiaxpec-
TIOKYH, 0 CKYIBNTYPY YepeniHbOBRCEKOTO Bil-
TBOPHHOTE a0CONMIOTHY CXOKICTL NOPTPETOBAHHX,
KocTeubknfl 3a3HAYHA, WO UA CXOKICTE HE
HATYpPanicTHYHa, BUAHATOK TYT ¢TAHOBHTE fTop-
mpem Cmenana Banoepu.

HartypanicTu4Ho cxoxuM, — nuuie KocTenpk-
Hit, — YepelIHEOBCLKHA 3po0HB TiNMBKH OOHOTO
Crenana bannepy, 1ZHOBAHOTO HUM AK MANO HE
nipfora, eavHH repoivHui ob’exT cBOIX BIpaB,
e foro BiH BiATBOpPHR HE repoiuno. lle ronoea,
Lo nidHaT Ti 3 NEepworo noriaamy: yoeTa
Hacamrepesa, MOTiM Hic, MOTIM XapaKTEpPHCTHUHE
Manamma 4oia, noTiM uinui npodine. 1le,
3BHMANHO, HE TE, WO HA PiAOMii dororpadii, ne
obnuuust bangepn menw BHpa3ue: piabda
YepeulHEOBCRKOTO — NPEKDACHO, J0OpHME
PYXaMM TOHKHX pYK 3podneHa pobora, BOHA
BIATBOPIOE HaficToTHIWE 3 oOmuyyn. Ane ua B
YePBOHACTOMY MAaTEPiAI 0upaunboBaHa I'oMIOBA —
IIE HE CTHNE YepelunbOBCLKOrO. '’

Tyt KocTebkul NOMUNUECA, HRIHBaKun ffop-
mpem Crienana banoepu | e THHAM TepOIUHHM

ob’exToM’™ ' BIpaR YepemHLoRCRKOrQ. Mawun nepe-
BAry COQCTEPIraTH 3 MepelekTHBM, 34YBAMHMO, o
niznime, 1962 poky, YepellHbOBCHKHA MOCTARHE
Hawm' amuur 2epoam v Enensinni, Heto-Hopk. Lle
300paxeHHs YOTHPEOX BHUIMKYBAHHX Y NaBy
GeTOHHHX NOTpPy/Ab KEPIBHMKIR YKPAIHCBEOTO
BHIBONLHOTC DYXY 33 AEMKaBHICTE: CHMOHA
IMermopn, Errena Konosanena, Tapaca Yynpunku
i Crenana Bangepn 3 oQenickomM nocepenyi,
YBIHYAHHM TpHAYOOM. ¥Ci BOHH, KOXEH OKPEMO ¥

18
Portrait of My Wife
1950
bronze, 16 112"
(42 cm.)
flapTDET QPYyAMHI
1950 H
GpoMaa, 168 112 ing.
(42 cMm.)
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Ganeral Taras
Chuprynka
1950

plaster, approx. 22"

{56 cm.)

Fanepan Tapac
Yynpunka
1950
rinc, NpUGAWAHG
22 iHY. {56 ©m)

13

Bohdan Stebelsky
1975
plastar, 18"
(4B 1/2 cm.}

Gorpas
Cretianscekuit
1975
ring, 19 iH4.
(48 1/2 oM.}

including that of Bandera, in conditionally massive
style and not naturalistically.

It must be emphasized that Chereshnovsky's
memorial, “heroic” in subject, should not be inter-
preted as a garish display; this piece was sculpted with
personal conviction and not, as it often occcurs under
similar circumstances, to please the patron. During a
thirtcen-year interval in response to the needs of his
own political beliefs the artist executed no less than
seven portraits of General Taras Chuprynka-Roman
Shukhevych, under whose command he fought while in
the ranks of the Ukrainian Insurgent Army but whom
he had never met personally. The first sculpture was
completed in 1950 in Munich and the final one in 1980
in New York. Each version differed in conception and
was unique In uts exccution. Chereshnovsky continued
to repeat a theme in scarch of more positive
resolutions,

In Bandera, the nominal leader of the Organization of
Ukrainian Mationalists under whose name the bartle
against the German invaders was lead although he
himself was interned in a German concentration camp
at the time and was unable personally to direct the
struggle, Chereshnovsky saw a man whe “taught his
generation 1o have a backbone""* The artist included
himself in this generation.

Another work from the “heroic” cycle, was the
Portrait of Drmytro Dontsov (1962), an ideologist of
Ukrainian nationalism in the 1930s in Western Ukraine,
15 cxecuted in a generalized manner and may be
considered a study of the individual rather than ao
attempt of his glorification. Other sculptures, including
portraits of The Writer Danylo Czajkowsky (Dansky),
The Architect Evhen Blakytny, The Writer Wolodymyr
Vnnychenka and Bohdan Stebeisky, also fall into this
category characterized by a peneralized style.

The sculpture of Oleh Kandyba-Ol'zhych (1976), a
poet and political activist who perished in the
Saksenhausen concentration camp in 1944 belongs to
the catepory of works made by Chereshnovsky
specifically for the community. It can be found at the
Ukrainian resort in Lehighton, Pennsylvania. Another
work that falls into that group is the portrait of
Reverend Hryhoriy Hrushka, a pioneer in the
organization of the Ukrainian immigrant community in
the United States and cofounder as well as first editor
of the Ukrainian daily newspaper Svobodua, started in
1893,

Initially, in 1970 the memorial to Reverend Hrushka
was mounted in the Culture Garden in Cleveland, Ohio.
But in 1981, when vandalism occurred and Archipenko's
bronze memorials to ¥Wlodymyr Velvkiy and Taras
Shevchenko were stolen for their metal, the Hrushka
memorial wus moved to Kerhonkson, New York, in the
Catskill Mountains, where it rests in Soyuzivka, the
Ukrainian National Association resort. Here also on
display is Archipenko’s memorial to Taras Shevchenke
{different from the one in Cleveland), 2 memorial to
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pi3dHKiA vac, OYMN NACTYNHO YOUTI KOMYHICTHYHUMH
arentamu. LInM pasom ixHi norpyoan, BRIIOYHO 3
bauneporr, YepelinbOBCHKHA NOTPAKTYBAB YMOBHO,
MACHBHO, & HE HATYDPANICTHYHO.

Myly 3aM€PHATH, WO CTBOPEHHS ,,[EPOIMHOTO™
CHUKETOM NaM ATHUKA AMA YepenHbOBCEKOTO He
nokazose. Le Teip, 3p0o0neHHA 3 NepekOHAHHA, A
HE, AK 4acTO Oyeac ¥ noaidHux BMOankax, wod
JAN0BIIBHUTH 3aMOBHHKA. YepenboBCEKHI,
BIIJAKMH CAMOHAKHHERY NaHWHY CBOIM HONITHYHUM
NEepEKOHAHHAM, BHKOHAR YIPOAOBMK TPHIUATHINIT-
HbO! BIACTAHI He MeHIE ceMH TIOPTPEeTiB reHepana
Tapaca YUynpunke — Pomana Ulyxesuua, nin
KOMAHOYBAHHAM AKOrO BiH OOpoBCA B panax YA,
ane AKOTO OCODMCTO HIKOAM He 3YCTRIYaR: mepuinii
1950 poxy B MiouxeHi, a ocTanHit 1980 poxy B
Heuto-Hopky, npu 4oMy KOMeH iHAaKWIMil AK CBOiM
3anyMOM, TaK i BUKOHanHaM. Bid pas-y-pas
NOBTOPIOBAR TEMY, IYKAHMH MOIHTHRHO! pO3-
B'S3KH.

Wono bannepH, HOMIHANBEHOTO NPOBIAHMKA
Opranitami ¥Ykpaincekux HauionamicTie, 3 iM'aMm
AKOTO Benaca Do0poTeDA MPOTH HIMEUBKHMX HAIIHHKIE
¥ UAC, KOJIH BiH cam nepedypas ¥ HIMEUbLKOMY
KCHITa0OPi i KEPYBATH Het? OCOOHCTO HE MAR 3MO-
T, YepemunoBchbkni DauuBe y HbOMY TOrGQ, ,,ILO
HE2BYHB CBOE€ MOKOMIHHA BHOPOCTATH xpebri’’,!?
TOOTO MOKONIHHA, OO AKQro 3apaxoBYBaB cam cede
MHCTE1b.

Inmu#l 3 ,,repoivdore’’ uuxny, flopmpem dmu-
mpa Houyoaea (1%62), ineonora ykpalHCRKOrO
ganionamismy 1930-ux poxie B 3axindil Ykpaiui,
BHKOHAHMIT Y3aransLHIIOY0K MaHepPOo, MOXKHA
POIMTANATH HEe fAK 3BeNMYeHHA TaHoi oco0n, a ax
CTyZile noprperosaHore. Taki caMi nopTpeTH
Tucomennurx Januno Yaiixoscekui (Hancokiili),
Apximerm Cacen baavumuuii, ucbmennuk Boao-
tumup Bunnugenxo | Bozdan Cmebenvcukuid,

Ho rpyny npand YepewHboBChEOTD ,, TPOMAACH-
KO0 MPH3HAYEHHA' BXOOATH HATYPANICTHURI
OpOoH30Bi NaM ATHHKN-OOTPYAAA IOETOBI T2
noniTHEHOMY nNiAueRi Daezoai Kancubi-Oabvxciuvess
{1976) na ¥xpaiucekiit ocemi y Jliraiitoni,
[MeHcunbpaHia, AkHA OyB yB SIHeHUH HiMLAMEY i
3aruHye 1944 poKy B KOHUeHTpaliifHOMY Tabopi
CakceHrayien v Himeuunni, Ta Omyesi T puzopicsi
Fpyuwiyl, nioHeposl QPradiIoBANOIC YKPATHCBKQIO
#UTTA B CUIA Ta OCHOBOMONOKHHKOR] i mepiiomMy
penakTopoRi YKPAiHCbKOTO IOAEHHHKA B AMEDHLI
Ceoboda 1893 poxy.

Cnouatky, 1970 poky, nam*aTauk o. T'. Tpymui
noctasuny B KynsryproMmy ropeai y Knienenai,
Oraito, ane 1981 poxy, KOIH MOYayy TPamIgTHCA
BHMAAKH BaHOaniiMy i OyNH BKpafeHi 3anns MeTany
OponioBi naM’aTHHKH Boaoodumupa Beauxoeo i
Tapaca Hleguenxa poboru Apxuneska, Horo
nepenecnu 1o Keprowkcowy, mrrat Hewo-Hopxk, ne ¥
KeTCKMIBCBKUX TOpax MICTHThCH BiTOYWHKOBA

ocens Ykpaincekoro Hapognoro Cowosy, ,,Cono-
aiexa’’. TyT cToATE naMm'aTENKL Tapacosi
Hieguenkoai Apxunenka (IHIWIHA Big
KIiBaeHachkOro), femomancei feanosi Mazeni
JuTeuHeHKa | morpymana Jdeci Yepainki
YepenHOBCEKOT 0.

[lle nepen BuizgoM 3a okead, ¥ Mionxeni Hepew-
HBOBchbKHA 1pobup Bapensed y nepeni Mamu Foxca,

AKHM BiJHOBHB NouwaTHi me v Kpakori crilf

=)

The unvailing of the
memarial to Lasia
Ukrainka at the
Ukrainian National
Association's resort in
Kerhonkson, NY.
In the foreground is
lzydora Kosach-
Borysova, the sistar
of the poetass.

BinuputTs
naM’ATHMEE Neci
¥rpainui na oceni

¥KpalHCuKOro
HapogHoro Coioay B
KeproHkcoHi, HH.
J nipa - langopa
Kocau-Bopucoea,
CACTPa NoeTecHh.

69

Ludmyla and
Mykhailo
Cherashnoyshy in
front of the memorial
tc Oleh Ol'zhych in
Lehighton, PA, 1977

Moamana |
Muxawno
YHepeuwHboBCEKI
neped Nam ATHUKOM
Oneroai Onexu4oai
B NirapToHi, NA,
1977
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Flight into Egypt
1953
wood, 22" (56 cm.)

Yreua jo €runty
1953
nepeso, 22 iHy.
(56 cm.)

29

Flight into Egypt
1952
plaster, approx. 22"
(56 cm.)

¥rewa go €runty
1952
rinc, npudnmano 22
iHu. (56 cm.)

Hetman fvan Mazepa by artist Serhiy Lytvynenko, and
a bust of Lesia Ukrainka by Chereshnovsky.

In Munich, before departing for the United States,
Chereshnovsky created a sculpture in plaster, Mother of
God, which heralded the renewal of his “mother”
cycle, Mother of God-Madonna-Mother, which he had
begun in Krakow. In addition to the generally accepted
worship of the Mother of God, for Chereshnovsky this
subject entailed personal experiences and specific
feelings of gratitude. First, one can see repentance for
leaving a young mother with a child, and second, the
experienced proximity to eternity or nonexistence. One
and the other were described by poet and aesthete
Vadym Lesych as a state “between the earthly Madonna
and the heavenly Madonna.""®

It was during the incursion to the West with the
partisans from Ukraine close to the German border,
when it seemed that all danger was behind him, that
Chereshnovsky had to cross a river. Unexpectedly, the
bottom of the river gave way. Overloaded with weapons
and a heavy backpack, he began to sink. “Since I
didn’t know how to swim,” says Chereshnovsky, I
begged the Immaculate Virgin to help me."™

He does not remember how he emerged from these
waters and crossed the river, but he firmly belicves that
the Mother of God helped him. In gratitude for this
miraculous rescue in 1952, Chereshnovsky created a
sculpture, Mother of God-Rescuer. After this, came
others: Mother of God-Standing (1952), Modern
Madonna, Mother of God Sirting with Sleeping Child,
Flight into Egypt (1953), Kneeling Madonna (1955), and
the destroyed bas-relief of the life size Mother of God
with Child (1956).

All these sculptures are varied and individual, and it
is not necessary to equate them with iconographic
stereotypes. Deeply rooted in Ukraiman society, the
cult of the Mother of God appeared in iconography in
two different aspects: the Virgin Hodogitria, a half-
figured Mother of God with Jesus giving his blessing,
reclining on her left arm, and Umilenia-Virgin of
Tenderness, a figure of the Mother of God embracing
Jesus on her right side. Chereshnovsky's sculptural
renderings of the Mother of God are permeated with
Iyrical feelings and display no evidence of the treatment
of an iconographic subject according to the accepted
Eastern rite, which was instituted for the art of painting
and not for sculprure. In his beautiful sculptures of the
Mother of God, Chereshnovsky projects the idea of
godliness and motherhood. Dismissing the obvious
analogies, one might discuss stylistic nuances and
envision gothic or romanesque elements in his wooden
sculptures Kneeling Madonna and Flight into Egypt. It
is interesting that the depiction of a donkey in eastern
iconography is more often seen in the icons Entrance
into Jerusalem and the Nativity and not in the icons
showing the flight of the Holy Family into Egypt. In
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,.MATEPHHCBKHI KN — Bozopoduyn-Madorna-
Mamu. OxpiM 3arafbHONPHIHATOIO MOYHTAHHSA
Boropoauui, y HepellHbOBCHLKOIO 3 MM CHOKETOM
noe'a’ani oco0ucTi nepe:kuBanns i ocobmise
MOUYTTA BAAMHOCTH, Y MNEpUIOMY MO)HA DaauTH
KAATTA 33 NOKMHEHY MONOAY MaTip 3 NDHTOPHEHHM
HEMORBMNAM, ¥ ADYTOMY — NEPEKUTUIH OOTHK A0
BIMHOCTH MK HEDYTTA — 0aHE | ApYre noeT i eCTeT
Bagum Jlecud BHIHAYMAE AK CTAH ,,MiX IEMHOMN i
GomecTrReHHOK ManowHow™, "

e nig wac pefioy 3 maprdIaHaMi 3 YEpaiHH Ha
3axin, ¥ Yexii, sxxe nodnuiy HIMELLKOTO KOPIOHY,
KONH, I0ABANOCA, BCl HeOe3Nmekn MUIIHITMCA T03amy,
YepeWHBOBCHKOMY OOBEIIOCH NEPEXOOHTH PIYKY.
Hecnoaieano 6pifl BUABABCA TTHOOKHUM.
OOBAHTAXEHHIT TOPOEH) 1 TAXKMM HAMIEUHHKOM,
BiH 0O4Y4B TOHYTH. ,,He Bmiloun nnasatH, — poa-
kajysap YepenHeoBChKnid, — A npocus [Npeuuncty
LOMOTTH Meni'' 20

Bin He npurazye, AK BMIUIHB 3 BOAM i nepefinos
piuky, ane TBepAO BipNThL, WO Homy aonomMorna
Boroponuiua, 3 BAAYHOCTH 33 YYNECHHH PATYHOK
UepewrHboachKHiA 3po0us 1952 poky ckyneOTYPY
Marmu Koxe — pamignuys. 3a Helo OIIITH iHLT:
Mamu Boxa crmonrqa (1952}, Moodepra Madonna,
Mamu Boxca cuogua iz cnaguum [Jumamiom i
¥mevua oo €zunmy (1953), Madorxa na xondinax
{1955) i 3unmennii Dapenbed) HATYPAILHOIL
penuunad Mamu Boxea 3 ouram (1956).

Bce ne piani ta \HOHRiayansHi cCKYNBOTYDH i
HEMZE NOTPedy NOB'A3YBATH iX 3 iIKOHOMMCHHME
cTepeoTHNZMH. | MTMOOKO JaKOpIHEHHH B
¥KpaiHCEKOMY Haponl KynsT beropomuui nposeneca
B IKOHONMC] FONOBHO ¥ OBOX PIIHOBHAAX:
Qouzimpit-IIposionuyf 3 GPOHTANLHOK MIBNO-
crarTie BoromarTepi 1 OnarocnoRnA4MM Icycom
Ha diBif T pyui, Ta Ymuwaenis-Hinnocmy 3
npuropacHum Icycom mo npasiii cropori boromare-
pi. ¥ ckymwnrypax Martepi Boxoi Yepennoseh-
KOro, npoiHATHX NipHYHAM MOYYTTAM, HeMac
OPMAHATOLO 33 CXiOHIM 00pagoM ikoHOrpadidHOrQ
TPAKTYBAHHA CHMETY, 320YMaHOIo ANA MANADPCHKQ-
ro 300paKeHHA, 3 He CKYIBATYPHOTO, ¥ CBOIX
npeKpacHix ckynentypax Marepi Bowxoi Yepeln-
HLOBCBEWH MO-cBoemy mepenac inew boxecTsen-
HOCTH i MarepuHcTea. Xo4 | fea npAMHX aHangQrii,
MOXKHaA FOBOPHTH NP0 CTHNEBI HroAHCH | BOAaYaTH
,,FOTHYHI"" UM ,,POMAHCRKI"’ eneMeRTH ¥ Horo
fepeR’ AHAX CKYNLIOTYPax Madorua Ha xoainax |
VYmeva oo €aiinmy. Likape, o 3o00panenHa ocna
¥ CXiHIA ixoHOrpadgii yacTiule 3yCcTPiURETHCA B
ikouax B'isg oo Cpycasumy i Pizdeo Xpucmose, a
He B ikoHax 3 yTeyero Cearoi Pomuun no €remty,
TdK AK B OAHIA 3 Kpauiux iHaHBiayanizoBaHMX
npais YepemHbOBCEKOro, Oe npeactabneHo MaTip
Boxy 3 HemoBnaTkoM Ha ocni. ¥V Hepewr-
HBOBCBKOIO B2 BAPiRHTH Ui€l CKYNENTYPN: OAHH
WIOPCTEHA, KyDicTHUHHX dopM, | ApYIrHil, LIHPOKD-

BiNOMMI, 7 BHTTIANXKEHOIO NOBEPXHEW, Mafixe
cepeIHbLOBIMHUA.

30BCiM OCTOPOHE CTOITE HOTO mepes’AHA
Modepua Madorna (1953), XumepHa i abctpakTHa,
H¢ CXOKA HI HA WO inme, 3pobneHe HuM, xiba wio
IO cropifiieHux Modeprol kosmno3uyii i Coaicmi.
MNorpakToeana B andac ax bapenved — obanuunm
o0 TOrO, XTO OMBHTECHA, — chipanenodiGHa dopma
3 rpamiclo pi3anTIRCLKOI ikoHOMKCHOT Minii, 3
NO3IPHHM BILTHBOM ADXMNESHKA, BOHA NOBOOMTh,
Wo YepelHLOBCLKHE HiAK He npodaH MoOepHOTo, a

38

Mother of God, Sitting
with Sieeping Child
1953
bronze, 48" {120 cm.)

Maru Dowa, cugrua
i3 cnRRuum
LU TRTKOM
19563
SpoHaa, 4B iHd.
{120 cm.)
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56

Actor/Director Joseph

Hirniak
1969
plaster, 24" (61 cm.}

ApTHCTipesmucep
Hocwun FipHax
1969
ring, 24 iHy. (61 cM.)

one of Chereshnovsky’s better individualized works he
depicts the Mother of God with the Infant riding on a
donkey. He created two variants of this sculpturc: onc
in cubic form with a rough finish and the other. more
widely known, in 2 smooth finish, almost medicval in
character.

Totally independent is Chereshnovsky’s Modern
Madonna in wood (1953). Whimsical and abstract, it is
unrelated to anything else crcatcd by him, although it
may be grouped with Modern Composition and Con-
science. The sculpture is created in bas-relief, facing
the viewer. Its spiral form similar to the gracefulness of
the Byzantine iconographic line, with varions unrelated
influences of Archipenko, 1t testifies to the fact thut
Chereshnovsky was not impervious to the modern and
had the potential to work in styles other than the
realistic. As cvident by all clsc that he created, the
artist chose another path.

In 1951, Chereshnovsky und his wife Ludmyla lefi
Eurupe forever, emigrated to the United States and
settled in New York. Like all immigrants, they had to
endure difficult times and adjust to their new
cnvironment. It was patticularly trying without the
knowledge of the English language. Chereshnovsky's
wondcarving know-how came in handy. He found a job
in a firm called “Matta” on Third Avenue in New York
City, which framed works of art, creating frames for
cxpensive pamntings of noted artists, frequently of
historic valuc. The owner of the business found
Chereshnovsky to be an excellent craftsman and
entrusted him with the restoration of old frames for

museums as well as fabricating parts for such frames in
various styles, The job did not pay well, and obviously
could not pacify the creative ambitions of the sculptor.

His wife also worked which helped to make ends meet.

There were, however, other opportunities which the
artists did not takc advantage of. For cxample, the
noted Croatian sculptor Ivan Meshtrovych, having seen
reproductions of Chereshnovsky’s work in a magazine,”
offered him a job. It entailed working under the
direction of Meshtrovych in embellishing in sculptire
the National Shrinc of the Immaculate Conception, the
largest Catholic cathedral in America. located in
Washington, D.C. Meshtrovych complained that he
could not find intelligent and skilled co-workers.
However, Chereshnovsky declined the offer and
continued to work in the frame shop until 1970 when a
hcart attack brought his activitics to a halt.

During all this time, almost twenty years,
Chereshnovsky led what seemed like a double life. By
day hc toiled in the frame shop, while in the evenings,
after exhausting work, and on weekends he engaged
himsclf at home with his beloved sculpture.

A great deal of Chereshnovsky's time was devoted o
the following four projects initiated by him: the already
mentioned Monument to Heroes, two memorials of the
great poetess Lesia Ukrainka (one for the Culture
Garden in Cleveland, Ohio, the other for High Park in
Toronto, Canada), and the preparation of woodcarvings
for the embellishment of the §t. John the Baptist
Church near Hunter, New York. Each of these
monumental projects deserves special mention, for each
exemplifies the sculptor’s lasting and valued input into
the culture of the Ukrainian diaspora, particularly that
of Ukrainian immigrants into the greater culture of
Amcrica,

It is understandable that a lot of valuable time was
spent on incompleted projects and ideas. For instance,
there was time devoted to the participation in the
contest tor the Memorial to Taras Shevchenko, as well
as that given to the unfinished, because of indecision
and procrastination on the part of the clicnt, Memorial
to Metropolitan Andrei Sheptyviskyi, slated for
Philadelphia. The prototype of this project is still in the
sculptor's studio.

In spite of everything, Chereshnovsky still had
enough energy and time to create numerous important
and unique portraits. Primarily, these wcre portraits of
noted ballerinas Roma Pryma and Yalenrvna
Pereyasiuvec. About the latter the critics wrote that “in
artistic achievemenis this skillfully exccuted bust is not
any lesser than the compositions which are exhibited in
the Metropolitan Museum of New York."* There were
the portraits of director and thespian Joseph Hirmiak
and actress Wira Lewycka, a portrait of Oksana
Makarevych with a smile of La Gioconda, enchanting
women's portraits, cmbodying tenderness and lyricism
such as those of Maria Sryranka, Uliana Celevych and
the bas-relief of Naralia Kobrynsky as well as the port-
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MAat€ NOTEHUIAN MPALBATH | B MDOTHISKHOMY N0
peankHoTo TROPUOMY cBiTi. Hi BMOHO 3 yceOTO
JHIIOCO, IO BiH CTBOPHB, MUCTEUR BUOPAE (HWY
a0pory.

1951 poxy Yepewnboachbyuil 3 APYKUHOWO
JioaMunore HalapxaH nokuryne Espony, emirpy-
sanu 1o CIUA i nocenunuca B Hewo-Flopry, Sl i
BCI eMICPAHTH, BOHH MYCITW NPoiTd THKKL novaT-
KOBi yacu OTPHCTOCYBAHHA 00 HOBHX 00CTaBHH.
QOcobmuee Dyno TAXKO 0e3 IHAHHA aHrmifcexoi

MOBH. Y¢peluHBOBCBKOMY NPHOAMOCA 3HAHHA PidbDH

y mepesi. Bin 3natimon opawo v dipmi ,,Marra®
na Tpetiit arenro B Heto-Hopky, aka obpaMoBy-
BaNa MHCTEUBKI TBOPH, BUTOTOBIANA PAMH LA
NOPOrHX, YacTO iCTOPHYHOI BAPTOCTH KADTHH
BimoMHx Madicrpie. BiacHnk dipMi 3Haiuos
0cobi YepeniHboBCLXOTO A00OPOTO MafHcTpa, SKOMY
JOOBIDHB PECTABPYBAHHA CTAPWX PaM IUIA MY3€iB.
[Npaua Oyna ManonjiaTHa i, 3sHuUafiHO, He MOTNA
3a00BITBHHTH TBOPUMX amOGilii ckynbnTOpa.
JpyxiUHa cBOEK TIPALED OONoMarana 38 A3yBaTH
KiHI 3 KiHIAMH.

lNpasaa, OynK iHIN, HEBHKOPUCTAHI MOMXIHBOCTI.
Hanpuknan, senukufl xoprateekHii ckynsnrop [ran
MetwTpoBry, NoGAYNBILE PeNPOAYVKUIT CKYMBITYD
UepeurnsoBchKOro B 0AHOMY 3 XKYpHAaNiR, 2!
3anpONONYBaE MPAMOBATH 3 HHEM ¥ KeDOBAHOMY
MemtpopiyeM cKyIBOTYPHOMY OQOPMITEHHI
OyniBHHUTBA HAHOINBLIOT B AMCPMII KATONKUBKOI
karenpu v Bamiurtoui. Mewrposuy Hapikas, uio
HIfK He MOXe 3HAHTH TAMYIIHX COiBpoOiTHHKIB. 22
Onnak YepellHbOBCHKHA BIONHIAHE NPONOIHIIKD |
NPOOOBKYBAE MPALOBATH ¥ pOOITHI pam ax o
1970 pory, xonu mictas iHOAPKT | 3myuienni Gyve
B3araji NMPHOMHHTH MpaUKIBaTH.

VBech TOIi yac, MaiiKe ABAAUATL POKIB,
YepemlHbOBCLKHA BIiB MOABIAHE KATTA — UUTHAMUK
OHAMH NpautoBap ¥ poliTHI paM, a pedopaMH,
MiC/IA BUCHAAYIOUOT npaui, Ta B cy0oTH i Hemini
3aiiMaBcA BAOMA YIKOMEHOK CKYNBOTYPO.

Benuka yacTHHE yacy YepClUHBOBCLKOTO MILLE
Ha YOTHDH 3ANPOMOHOBAHI HEM MPOEKTH: 3TafaHui
Bie flam AmuuK 2epoRM, 1BA NaM' ATHHKH BEMHKIA
noereci Jeci Yepainyi — onun ans Copoay Kyib-
Typu ¥ Knieneuni, wrar Oraiio, i gpyruit ana ai
napky 8 TopouTi, B Kanami, Ta cnOpYiKeHHR
piseOneHoro aepes AHOTO OONAOHAHHA LEPKEH CB.
Imana Xpectutens noonuiy [anrepy, mtar Helo-
Hopk. Kosker 3 UMY MOHYMEHTANBHHX NPOEKTIR
JIACAYIOBYE HA OKPEME BLASHAMEHHR, 00 CTAROBHTH
TPHBKHH | HIHHNH BHECOK CKYNMBOTOPA B KYNETYDY
YKPATHCBKOT LIACNOPH, a 30KPeMa BHECOK
YKPAIHCbKHX NOCEMEHLIB Y 3aTanbHy KYAbTYPY
AMEPHKH.

3poayminoe, o DEraTe UiHHOrQ Yacy Niurio Ha
He3peaTizoBaHl NpoekTH 1 3aaymu. Hanpuknaa, na

yyacTe ¥ Koukypci ffav samuuxe Tapacosi
Hieguenxoai y BawliHrrodi Ta HegoBeaeHHA oo
KiHIA i3-12 HepilIy40cTH | 3BONMIKAHHA 3AMOBHHKA
TTas’ sammux mumponoaumosi Anopeeai Henrmuyo-
xoamy y Pinanenvdii, MakeT AKOro cTOITL ¥
MaificTepHi CKYNBOTOPA.

Bcynepew ychomy YepellHEOBCBKHIH MAB LUC
DOCHTE CHJIH i 4acy, wob cTBOPHTH DAD UIHHMX i
HEMOBTOPHUMX NOpTpeTie. Lg, No-nepile, NOpTperH
BlLaomux Ganepnd Pomu Ipulimiu | Basewnmunu
Heparcaaseys, [po OCTAHHIA KPATHEA THCATA, 1O
+ MHCTELBKMMH AOCATHEHHAME 1E MalicTepHO
BHKOHRHE MOTPYANA 30BCIM HE HHMUYS THX KOMIIOIM-
uiif, Aki eucTaRnen! y MeTpononitankHoMy My3ei B
Hewo-Hopky™’,2? NOpTpeTH pexxcepa i akTopa
Hocune Nipnaxa ta aptucten Bipy JTeauyorol,
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Modat for Memorial to
Metrapotitan Andrei
Sheptytskyi
1987
plastar, 30"

{76 1/2 cm.)

fIpoEkT nam'aTHMKa
MU TDONONHTO8]
Angpeesi
HenTuysKouy
1987
rinc, 3¢ iny.
(76 172 ¢m.)
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Mode! for Lesia
Ukrainka Memorial in
Toronia
1974
bronze, 18" (46 cm )

flpoekT nam'aTHuka
feci ¥rainyi y
Toponro
1974
GpoHaa, 18 iHy.
{46 cm.}

-

rait of the beneficent-activist Oltha Busarab. There were
also numerous smaller works which were medals in
bas-relief of Shevchenko, Princess Otha, Reverend
Hrvhoriy Hrushka, the Greek Orthodox Church of St.
Poul in Hempstead, New York, Lesia Ukrainka and
others.

The unveiling of the memorial to Lesia Ukrainka on
September 24, 1961, in the Cultural Garden of the
Rockefeller Park in Cleveland was an important event.
Situated among the Archipenko memorials to bolodymyr
Velykiy, Taras Shevchenko, and Ivan Franko, its
significance lay in the facy that this was the first
mermorial to the celebrated Ukrainian poetess not only

outside of Ukraine but also in Ukraine. With this
project, Chereshnovsky was not only the first but the
best. Later, similar memorials were erected in Ukraine,
in Kiev and Lutsk, but none of them parallel the
embodiment of spirituality of the great poetess, which
Chereshnovsky had achieved.

The search for form and substance for the memorial
took Chereshnovsky two years. He read and reread the
works of Lesia Ukrainka, read what others remembered
about her, scanned various biographies, and spoke with
people who knew her, especially with her sister Izydora
Kosach-Borysova. She helped him in selecting the most
characteristic photograph, one of Lesia with Olha
Kobylansky. Chereshnovsky designed four projects, and
on the basis of one of them began to work on the
memorial.

From a polished granite pedestal rises the cast-
in-bronze slender figure of Lesia Ukrainka, In flowing
folds her long gown falls gently to the ground over one
protruding foot. Her left arm clasps a shoulder wrap
and her right holds a wild flower. She goes forward
with a calm, poised step, and it seems she is
barefooted, though she wears barely discernible
sundals.™ Her neck is long and her head is majestically
and proudly raiscd. We know that at the end of her life
Lesia Ukrainka was physically wasted, ravaged by
tuberculosis of the bone, but Chereshnovsky showed
her inner strength and feminine dignity, thus hiding her
suffering.

Such is Chereshnovsky's Lesia Ukrainka.

“In this manncr Chercshnovsky discovered and
projected the essence of Lesia Ukrainka, the
Olympian,” wrote the noted Ukrainian poet Evhen
Malaniuk. “The connotation referred to the essence of
her spirituality and was not used in the
historical/bteraty sense of the word.”

Some artists rcpeat the same subject countless times,
searching for the perfect solution, while others maintain
that the first impression 1s the truest and sheuld be
adhered to. As it happened, Chereshnovsky had the
opportunity to work on another memorial 10 Lesia
Ukrainka. The Ukrainian community in Toronto wanted
to have a memorial similar to the one in Cleveland,
even conforming to size and appearance. In keeping
with their wishes, Chereshnovsky created such a figure:
elongated, somewhat more slender, more fashionably
dressed in a long gown and a light wrap made of thin
fabtic with softer folds and richly embroidered. In her
left hand she holds a cluster of flowers. Motion is
restrained, and it seems as if she stopped for a
moment. The general impression is of an ancient
patrician. The memorial was unveiled October 19, 1975,

Some people asked why Chereshnovsky didn't create
Lesia Ukrainka in the guise of a heroine from one of
her works (“Why not as Cassandra? Why not as
Charlotte Corde?”). They pointed to a memorial of
the poetess in Kiev, where sculptor Halyna Kalchenko
created Lesia Ukrainka as Ephigenia. Others said that
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noprper Okcanu MaxapeBHUiBHOI 3 yCMIILIKOIO
JKOKOHJIH, YYJIOBI *IHOYI NOPTPETH, CIIOBHEHI
HixHOCTH 1 nipuku, Mapii Cmupanku, Yasnu
Ileaesuu i bapenedy Hamaaii Kobpuncekoi, nop-
TpeT XxaputaTHBHOI figukn Oneru bacapad, He
3rajyroud Bxe ApiOHiMX npaus — OapenbediB-mMe-
nanie Hlesuenra, knazuni Onbveu, omys I puzopia
Tpywku, Ipeybroi Ilpasocaaanoi Lleprkeu ca.
Maaaa B Temncreni, wrar Heto-HMopk, Jeci
Vkpainku Ta iHILIBX.

BinkputTa fTasm'amuura Jleci YVkpainyi 24 BepecHs
1961 poky B T'oponi KyneTypH v napky Pokeden-
nepa y Knipnenai, v ueHTpi cepen nam’sTHHKIB
Boaooumupoesi Beauxkomy, Tapacosi lllesuenkoai Ta
Isanosi @panxoei podbuTH Apxunenka, Oyno
3JHAYHOK MOMIEH) BAKE TOMY, IO Le OYB NepIuHi
naMm'ATHUK BHOATHIA YKPAIHCBKIA MOETECi HE TIIbKH
no3a Mexamu YKpaiuu, ane BKIIOYHO 3 CaMOK0
Ykpainoro. TlizHiwe cnopyaxeHo noaibui
naM'ATHHKHA HAa Ykpaini — y Kuesi Ta Jlyusky, ane
JKOMEH i3 HHX HE DIBHAETHCA NEPeIaHHsAM
NYXOBHOCTH BEJIMKOI MOETECH, NOCATHYTOL
YepelHbOBCEKHM,

Bin OyB He jMILE MepIIMM, ane il HaAdoCKoHa-
NiAM.

Uykauna dopmu 1 3MicTy namM'STHHKA 3aiHANI0
YepellHbOBCBKOMY 1Ba pOoKH. BiH uuTaB i mepe-
yuTyBaB TBOpH Jleci YKpaiHku, criorans npo Hel,
SKHUTTEMUCH, TOBOPUB 3 JIIOALMM, 11O 3HAMH ii, 30-
Kpema 3i cecTpor noerecu I3upoporw Kocau-
bopucosoio. Bona gomomarana ifomy subpatu 3
beaniui pororpadiit HafixapakTepHinly, BKa3aplIx
Ha cninsHe GoTo Jleci Ykpainku 3 Onbrorwo
Kobunsucekow. YepelwHs0BCLKHA 3p00HB 4YOTHPH
MPOEKTH i HA MiACTARI OOHOTO 3 HUX MOYAR MPAILO
HaJ maM’ ATHHKOM.

V OpoH3i, HAa NOJiPOBAHOMY ['PAHITHOMY
MOCTaMEHTi BHCOYiE€ CTPYHKA mocrark Jleci
Vkpainku. JloBra cykHs XBHJIACTHMH CKIaJKaMH
JIErKO CHafaE ax< 40 3emJl, 3-1id Hel BUOIIAETLCH
HOra, MiBa pyka CNUHAE HAKHHEHY XYCTKY, LU0
obroprae niedi, y npagiii pyiii — noisoBa KBITKA.
Bona cTynae pnepen cnoKiifHUM, 3piBHOBAXXKEHHM
KPOKOM, 3aaBanocs 0, BocoHix, ane Hacnpasii
BOHA B3yTa ¥ Je[Be MOMITHI canmani.** Josra mus
i ropio, aje CHokiiiHO MimHATA ronosa. 3HAEMO, IO
Jlecs YkpaiHka min KiHelb CBOTO XUTTH Oyna
CXOpOBaHa, 3HUILEHA CYXOTaMH KiCTOK, aje
YepeliHbOBCBKHI MOKa3aB i BHYTPILLHIO CHy 1
OOCTOHHMI CMOKiH iHKH, 110 BMIJId IPHXOBATH
TepIiHHA.

Taka Jlecs Ykpainka YepelIHbOBCLKOTO.
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Princess Otha Medal
1968
bronze, silver, gold,
diameter 1 1/2"
(3 3/4 cm.)

Megana kHaruni
Onbru
1968
GpoH3a, cpibno,
30n0T0, giaMeTp
1 1/2 iHu. (3 3/4 cm.)

58

Reverend Hryhoriy
Hrushka Medal
1968-1969
bronze, diameter
2 314" (7 cm.)

Megans o. Mpuropia
Fpywku
1968-1969
GpoH3a, giameTp
2 3/4 iHu. (7 cM.)

658
Medal of St. Paul
Greek Orthodox
Church,
Hempstead, NY
1871
bronze, diameter
21/12" (6 1/2 cm.)

Megans peyekol
fpasocnasrol
llepkewn cB. MNasna,
Femncrep,
Helo-Wopk
1971
OpoH3a, giaMeTp
2 12 iHu. (6 112 cm.)
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Emblem
Comemmorating
Lesia Ukrainka

1971
bronze, diamster
1" (2 1/2 cm.)

Bigsnaka 3 fMecew
Yxpainkow
1971
6poH3sa, aiameTp
1 iHY. (2 112 CcMm.)
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Interior of the Ukrainian
Catholic Church of
St. John the Baptist,
naar Hunter, NY. Car-
ving dasigned and
executed by Mykhaila
Chereshnavsky, icons
by Petro
Choladny, Jr.,
18963-64.

IHTep’ep
YKpATHCEKOT
KATCNHUBKOT UBp-
KEW GA. |BAHA
XpactuTens, Ginm
MicTeyka laHTepy,
H.A.
flepesopiabGnedHnA -
Muxaana
YepeuwHbOBCEKArO,
ikgHK - MNeTpa
AonogHaro, Monog-
wora, 1963-84 pp.

5141

Grand Lampadary
Nanikaguno

51-2

Tabernacle
KuaoT

if that is to be the practice then, consequently, it
should be mandatory that sculptors create Shakespeare
as a Hamlet or Falstafl.”

In general, Lesia Ukruinka in Cleveland and Toronto,
as she is, is the creation of Chereshnovsky.

As was already mentioned, Chereshnovsky's work is
twofold: he is a classicist of voluminous sculpture and

a master of folk woodcarving. The treasures of his
classical work are portraits of women, Madonnas,
representations of Lesia Ukrainka, and the folk
woodcarving in the Church of St. John the Baptist.

The multi unit project of the church of St. John the
Baptist ncar Hunter in the heart of the Catskill
Mountains was born in stages. Initially, sculptor
Jaroslav Paladiy built a smalt model of a wooden
church based on those built in the Carpathian
Mountains. He wanted to encourage the local Ukrainian
community 10 build a church which would fit well into
a mountainous environment. The project not only found
support from the Hunter residents but also from enth-
usiasts dedicated to the preservation of traditions of
Ukrainian wooden architccture in the United States.
Architect Ivan Zhukovsky was entrusted with the job of
drawing up the necessary plans. The sponsors of the
project were also fortunate to find master carpenter
Jurij Kostiv who had experience in timber construction,
acquircd in the Bovko region of Ukrame. In 1961-1962
he built a tripartite church using cedar wood, and with
time when the interest in wood construction continued
to grow, he added, following the plans of architect Ivan
Zayac, a bell tower, a community house “grazhda,” and
a pastor’s house “plebania” Thus grew the
architectural ensembie, an original skanscn, a muscum
of Ukrainian vernacular wooden architecture under the
sky in the United States.

However, the existence of this architectural
masterpicce, created with stylized authenticity in the
interior as well as exterior, is to a great degree due 1o
the leadership of Dr. Ivan Makarevych, who denated
the land and ably guided the entire project to its
successful completion. It was he who entrusted the job
of decorating the interior to the most prominent artists
in the diaspora: iconographer Petro Cholodny, Jr. and
woodcarver Mykhailo Chereshnovsky.

Chereshnovsky worked on the iconostasis during 1963
and 1964. It was decided to create the iconostasis
following the motifs of folk ornamentation in
woodcarving, rather than the elaborate gold-plated and
multicolored rich ornamentation indicative of the
baroque and rococo styles. In days of old the latter
were often made of metal by guild craftsmen and were
mostly the pride of Ukrainian masonry churches. There
were few woodcarved iconostases in the folk tradition.
Although there was an iconostasis executed in the
Hutsul style in the church of the Basilian fathers in
Zhovkva, it was not pure woodcarving but had inlaid
work and intarsia. Because he had great experience in
woodcarving, Chereshnovsky designed a creative
iconostasis of majestic acsthetic beauty based on folk
motifs,

Hunter’s woodcarved iconostasis was not only a
creatively decorated background for the icons of
Petro Cholodny, Jr. [wrote Ivan Markevych], but
also this woodcarving in itself became an
element which strengthens the contemplative
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wTak Muxaino HYepewHboBcbKUA BIIKPHE i po3-
kpue cyThk [Teci Yxpainku-omiMuifiky, — nHcae
BHOATHHIA yKpalHChbKHA noeT €ereH Mananwk, —
HNecl YVrpdiHky — K1AcHKa B Aoraubaim, 2 ue
ICTOPHARO-TITEPATYPHIM IHAUECHHI HBOTO ¢JIORA’" .Y

Jeaki MUCTI NOBTOPHOKITL TOH e CHKeT
Geaaiu palie, WYKAOMH JOCKOHAIOL PO3B A3KM, Hi
TRENAATH, IO Meplile BpaKeHHA HARBIpHiLE 1 Tifb-
kW fiomy Tpeda mipuTH, Ctanoca Tak, wo
YepelUHBOBChKUEA Mab 3MOTY IUe pa3 NpaumpaTH
Han mam'arauxkoM Jeci Vkpainkn. Vipaiaceka rpo-
mana B TopoHTi 1abaxkana MaTH ¥ cebe noniOHMIT
aK y Knienenmi namM’ STHEK, TAKOI caMoi BETTUUMHA i
BHCIROY. YepeuHboBRChKHEt, inyeM Ha 3yCTpiu
0aKaHHAM, CTBOPHB TaKy K MOCTEAThH: BUTACHEHY,
Del0 CTPYHKILY, BAATHEHY ¥ OOBCY CYKHEO 1 NErKHi
Ka(Tan, ane dewenebennuimy, 3 TOHECSHLKOTO
MATEPiAny, 3 ApibHiluKMMH XBHAAMM | GaraTiHM
MEPSKHBOM. 3 KMTHUYKQR KBITOK Y NiBif pyui. Pyx
NPHXOBAHUR | Rpa)eHHA Take, HAYeDTO BOHA Ha
MHTE 3yNHHETECA, OOpa3s nidn anTHYHOl naTpuuii.
Tlam’'aTHHK BiAKPATO 19-10 KoBTHA 1975 poky.

BynM Taki, WO HONHTYBAJHCA, UOMY
YepewHBOBCELKKEA He 3podHB Jlecko Ykpainky
repoinerd oAHOTO 3 Tl TBODIB (,,YoMmy He
Kaccauapa, ne Mapneora Kopag? %) i Bkasysamm
Ha namM’ATHHK ¥ Kuepi, oe ckynpntrop [anuna
KanbkueHko 3pobina Mecko Yepainky ldirenicto,
IHWI BIANOBIAZNH, L0 AKUO TaK, TO KOHCEKBEHTHO
Tpeba 00O0B'A3KOBO BUMATATH Bifl CKYTBNITORIB,
mod poonnu Wlexcnipa Namnerom 4u
danwcrapom.?’

B zaranesomy Jleca Yxpainka v Knienenani i B
TopoHTi Taka s — BOHA THIP YepeIHEOBCBKOTO.

Ax ke Oyno 3ranaHo, TEopHicTsE UYepenHLOBCh-
KOro OBOAKa — BiH KIACHK O0'eMHOT CKYNBOTYPAM i
maficTep Hapognoi piason. Mlenenpy foro xnacHu-
HOT TBOPUOCTH — L€ 3KIHOYI noprperH, MagoHuu,
300paxennn Jleci Ykpainkn, a HaponHoi — ne
nepesopianba B uepkni cB. Ipana XpecTurens.
Ancambnb uepkeu cB. lpana Xpecturtenn Ginn
micreuka ["anTep, y ranbuni Ketckunbebkux rip,
Hapoauecd mocTynoro. CnovaTky ckyasntop Apo-
cnap [Nananii 3podbup Manuii Monens oepes’ AHOi
LEPKBK, HA 3pa’loK THX, WO iXx bygyeanu y Kapna-
Tax. BiH X0TiE 120X0THTH MicUeBY YKDaIHCBKY [pO-
maay 30yayeaTn codi uepKBY, Binmosiony mo rip-
ChKOro OToMEHHA. TIPOERT 3HAKILOB MIATPHMKY HE
Tinbkd MewkaHuis oxkomnui awrepy, ane # enty-
JifcTiB 30epekeHHs TpaguUii yKpaiHcLKOl Oepen’s-
Hoi apxiTextype v CIIA. Bonu mopydnnu apxiTex-
Toposi IBanosei X ykoecekoMy po3poOuTH
BinnmoBiaHi nuAaun. 3aMoBuAM 0cobnnuBO NONMIACTH-
no, 6o Inaitmoscd maiicrep-tecns I0pii Koctie 3
AOCBIIOM ¥ BYMiBHMUTERI 3pYDHHX KOHCTDYKUIA HA
Bofikietmuni. Bin 30ynyeas B 1961-1962 pokax

TRAOINBHY HEPKBY 3 KEOPOBOTO AEDEBA, A 3TOI0M, §1-3

KONH 3alliKaBneHHsa faepeB’ sHHM OyNiBHHUTBOM
IpoCTano, NOCTABHE 33 IUISHaMHM apxitexta Ipana
3ailus o3BiHEOI0, TPOMAACEKY XaTY—rpaay i miM
ANA CBALIEHMKA — nnebanil. Taxk Bupic apxiTex-
TYPHHA aHcamOnb, CBOEPIOHHI CKaHCEH — Myaei
YKPaTHCLKOI HAPOAHOI OSPER AHOT apriTeKTYPH
npocro HeOa B CHIA.

QnHaue icHYBaHHA apXiTEKTYPHOTO 3aN0BiOHHKA
3i CTUIEBOKY ARTEHTHUHICTIO, AK 330RHI, TaK i
BCCPEONAL, ¥ BEANKIA MIpl Tpeba 3asna4yyBaTH
KepiBHUUTBY nixapa Ieana Makapepnua, Axui
nogapysap 3eMIIO i BMiNO A0BIB UINHIA NpoekT oo
YCNIIIHOO 3aBeplicHun. Lle BiH nOpyYuMB BHKO-
HAHHA BHYTPIHLETO OOMATHAHHA UEPKBH HAWBH-
NATHIMM MHCTUHAM DIACOOPH: IKOHONMUCLEB(

Viaw of Interior of
Chureh

IHTEep'Ep UepKBM
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Iconostasis
IkoHoCTaC

mood of the viewer by offering its profound
national and religious symbolism: motifs of stalks
of wheat and vine shoots lead one to reflect upon
the mystery of the Eucharist; the star shapes and
twisted curves (“‘bezkonechnyky™) which so often
decorate Ukrainian Easter eggs, also here in the
iconostasis remind us of the story of the creation

2128

of the universe.

Chereshnovsky executed the entire interior of the
church in this style: the tabernacle in the form of a
three-dimensional cross, the altar, the tetrapod, the
gospel stand, the pulpit, the procession cross and the
grand lampadary.

In the summer of 1991 Chereshnovsky turned eighty.
He is feeble and ailing. His deeds are the triumph of
mind over matter. For the past twenty-five years he had
been the head of the Ukrainian Artists Association in
the U.S.A. and has arranged hundreds of individual and
group exhibitions featuring works by Ukrainian artists.
One can relate many heartfelt stories about his
dedication and humbleness.

Mykhailo Chereshnovsky is a sculptor who came
from the people and in return gave them great art.

Notes

1. Sviatoslav Hordynsky, Kruk, Pavios, i Muchyn, Munich,
Germany, 1947

2. Thor Kostecky, Oblychcha rizbaria (The face of the wood-
carver), My i Svit, Toronto, Ontario, Canada, July 1950

3. Thor Kostecky.

4. K., Pro kulturu Mykhaila Chereshnovskohe (On the Culture
of Mykhailo Chereshnovsky), Ukrainska Trybuna, Munich,
Germany, November 21, 1948,

5. Volodymyr Volyniak, U 80-littia Mykhaila
Chereshnovskoho-rizharia i skulptora (On the 80th Anniver-
sary of Mykhailo Chereshnovsky: woodcarver and sculptor),
Natsional'na Trvbuna, New York, NY, March 24, 1991.

6. David L. Shirey, “Ethnic Show in Newark”, The New York
Times, New York, NY, February 13, 1977.

7. Volodymyr Volyniak.

8. Hryhoriy Kruk, Spomyn pro M. Chereshnovskoho (Remem-
brance of Chereshnovsky), Shliach Peremohy, Munich, Ger-
many, January 27, 1989,

9. Bohdan Stebelsky, Mykhaile Chereshnovsky, Homin Ukrainy,
Toronto, Ontario, November, 1981.
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[Merpoei XonoaHoMy Mon, i piabbaperi Muxaiinosi
YepellHhOBChEOMY.

Hapn piaebowo ikoHocracy HepeunboBebkuil npa-
mesab ¥y 1963-1564 pokax. IkoHocTac zamymaHo
BHKOHATH 33 MOTHBAMH HADOIHHX ODHAaMEHTIB
IepeB'AHOoi pitb0M, @ He PO3KIIHO 30/I0YEHNX 1
NONIXPOMOBAHKX 3 MHUIHHM TTHOOKHM ODHAMEHTOM
DADOKKOBHMX i POKOKOBUX, YACTO METANCBHX,
IKOHOCTHCIB, WO iX POOKNM ¥ JABHHHY LEXOB] MAi-
CTPH | AKMMH CNABMIHCA YKPATHCRK, 3aebibirg
MYPOBAHI LEPKBH. 3pajKiB IKOHOCTACIE 3 HAPOOHOKO
pisvboto Oyno obmane. Ilpasaa, Gye ikonocTac y
rYUYJIBCBKOMY CTHII ¥ uepksi oTuis Bacuniau y
JKoBKBi, ane e uncTol pisedH, a 3 IHKpYCTaUi€0 Ta
iHTapcicw. Maroun Benukui gocsig y oepepopiasdi,
YepelWHBEOBCEKUI caM CKOMMOHYBAB KOHCTPYKTHB-
HHH, BENUKOT €CTETUYHOI KpacH ikOHOCTAC,
OCHOBAHHMIE HA HADOIHUX MOTHRAX.

Piaeba ranTepceKoro ikoHocracy cTana He
TiNBKH KOHCTPYKTHBHO-IEKOPATUBHUM TIOM AN
ikon INetpa Xonogworo mon., — nucae Iean
Makapesnu. — 1l piznba, cama B cobi, cTana
CAMOCTIAHHM €1EMEHTOM, IO NOCHIKE MOJIH-
TOBHY HACTaHOBY [[IA0dya, AKNH BiaKpueae i
rmboKy HapoaHO-PeNirifigy CHMBOMIKY: MOTHBH
KOMOCKIB TIIEHHNI, BUHOrPAAHO! NO3H CIIPAMO-
BYKOTb nyMky Ha Taiiny Eexapuctii, dopmu 3ipok
i KpyTi mAii ,,6e3IKCHEYHHKIB™’, AKHMH TaK HACTO
€ MpHKpalueHi YKPaiHCkKi BENHKOIHI MUCAHKH, —
i TYT, B [KOHOCTAC] HATAZYHOTh CTOPIKD TBOPEHHRA
BCeCBiTY. 2

¥V TakoMy ¥ cTHmi YepellHLOBCLEHI BHKOH2B YCE
UepKOBHE ODIAHAHHA: KHROT — ¥ OpMi TPHBH-
MIpPHOTO XpecTa, NPecTol, TeTPANoM, CTOAK Iia
€paureie, NpONOBIIHNALED, NPOLUECIHUE XpecT i
MaHIXaaHMTo.

Bechoto 1991 poky YepeliHLOBCBEKOMY CITOBHUITOCH
BiciMaecAT pokie. Bin disnuno Keona, xsopodinea
moauHa. KoxeH Aoro BUMHOK — Lie NepemMora mayxy
HAan Martepictd. Bin moctiino, Bxe 25 pokie ouontoe
O6’€NHaRHA MUCTLIB-YKPAIHLIE 8 AMEpUl 1 caM
BIAILITYBAB COTHI BHCTABOK TBOPIB YKpPAiHCBENX
MHCTUIB — iHOHBiOyanBHMX T Tpynopux, [Tpo
Horo caMoemoceaATY | OEINPETEHCINIHICTE MOMHA PO3-
KA3ATH LECATKHM JBOPYLLIMBHX iCTODIM.

Muxaiftno YepelHEORCEKUH — CXYMBOTOP, WO
BHAIIORB 3 HAPOAY i NPHHiC ROMY BeTHKe
MHCTEUTBO.

TpuMiTEH

1. Caatocnan Dopauucexust, Kpyx, Flaeqock i Myxun
{MrorxeH, 1947).

2. Irop Koctenpxuii, ,,06nuyua piindapa’’, Mu [ caim
{TopouTo), nunexs 1950.

e

3. Irop KocTeUbkufi, TaM xe.

4. K., ,,TTpo ckynentypy Muxatina Yepewnsopcrkora'',
Yipainceka mputyrg (Mionxen), 21 nacronaoa 1948,

5. Bonoawmup Bonuuak, ,,Y B0-nitTa Muxajtna
YepeiHroscekore — pizedapa i ckynbarapa’,
Huayionaasua mputyea (Hewo-Popk), 24 Gepesna 1991,
6. David L. Shirey, "Ethnic Show in Newark’', «The New
York Times» (New York), Febroary 13, 1977,
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vshanuvannia mvsisia Mykhaila Chereshnovskoho. Presented at
the Jubilee honoring artist Mykhailo Chereshnovsky, New
York, NY, March, 1991, (Awailable in the archives of M.
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18. Bohdan Stebelsky, Mykhaile Chereshnovsky, Homin
Ukrainy, Toronto, Ontario, Canada, November 1981
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10. Irop Koctensknii, ,,06nuuun pissbaps™, Mu ¢ caim,
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BEYip ONA BLUIANYRAIMA MHCTOA Mnixanna
Yepewnpopcbkoro®', Hero-Hopk, Sepesenn 1991,
Mawmronuc B apxizi M. YepellHLOBCLKOTO,

13. Oner Cuoop, ,,3 MHCTEUBKOTO XKETTA JIBBOBA™,
Cyuacnicme, (Heio Hopx) 4. 10, 1990,

14. Menanis Yaitkircexa, ,,Muxatino YepemHeoBCEKMiE
ponapipae: bparone abGnuuun’’, Jlemxiawuna, (Huro-
ilopx) 1. 2, 1979,

15. Tam xe.

16. Q. Xmypopud, ,, YKpaiHCBKE MHCTEUTBO ¥ BiIBHOMY
ceiti”’, Fosmin ¥Yepaine, 22 woeTna 1976,

17. Irop Koctensknid, ,,08nm44d piasbapa™, Mu i caim,
nunens 1950,

18. Boraan Crebenvoeruil, ,, Muxaiino
Yepeuabeachbiui'’, Fosin Vipaisu, nuctonan 1981,
19. Baaunm Mecuu, ,,Mix 3emuowe i GoxecTpenicw
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21. Sviaotslav Hordynsky, ""A Ukrainian Sculptor Comes
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22. Cesarocnan TopINHCERRA, ,,T1pHBRIT Ha IOBinelinuit
Bedip ANA BLUIAHYBAHHA MHCTOA Muxaiina
UepellHBOBCEKOTG ',

23. H. H., ,,Jletnas yxparAcxan BicTaexa”, Hosoe pyc-
cxoe croae {Heo-Hopk), 25 nunus 1979,

24. ,,BocoHixk i3 kBiTKOW B pyni..."", Hoeuid wanx
(Bimniner), 7 wonTtan 1961.

25. €eren Manarwk, Kritza cnocmepescere (TOponTo:
8-so ,,[omin ¥Ykpainu', 1962}.

26. Mwonmuna Moikiceesa, ,, YoMy ue Kaccanunpa, He
WapnwoTta Kopae?'', Caoboda, 5§ nucronana 1975,

27. Opecr Tloknanoxk, ,,Yomy ue Kaccaunpa, ne Wlap-
nwota Kopae?'’, Ha nowany Jeci ¥xpainyi — npo-
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28. Ipan Maxapesud, ,, [TpuriT Ha 80-niTTa Muxaina
Yepemnbopchrore™, Hew-Hopk, Gepezeas 1991.
Mumusnonue 8 apxipi M., Yepemnsesoscbkoro,
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2

Zhnytsia (Reaper)
early 1940s
wood, 18 1/2”
(46 1/2 cm.)

MKHUYA
no4yaTtok 1940-mx
pOKiB
Aepeso, 18 1/2 iHu.
(51 ¢t}
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4

Christ
early 1940s
wood, approx. 30"
(76 1/2 cm.)

Xpuctoc
novaTtok 1940-ux
pokKie
pepeso, NpUGNM3HO
30 iHy. (76 112 cm.)
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1

Taras Shevchenko
early 1940s
wood, approx. 60"
(153 em.)

Tapac tWesuerno
NoYaToK 1940-kx
pokKie
AepaBo, NpuBnUanHo
60 iHu. {153 cm.)
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7

Miss Yasinchuk
1948
plaster, approx. 15™
{38 cm.)

flanna Acinvyx
1948

ring, nNPpUGNHaHo

15 jHu. (38 cM.}
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9

Lida
portrait of Lidia
Bodnar-Martynec
1948
plaster, approx. 17"
(43 cm.)

Niga
nopTpeT Nigii
BoaHap-MapTuHeub
1948
rinc, NpubnuaHo
17 iHu. (43 cm.)



42

10

Stepan Bandera
1948
wood, 20" (51 cm.)

Crenan baHgepa
1948
fAepeso, 20 iHY.
(51 cm.)
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1"

Writer Danylp
Czajkowsky
1948
plastar, 19"
{48 1/2 cm.)

IMCL MEHHUK
Hdawvno
Yadxoscokmi
1948
ring, 19 iHu.
(48 112 cMm.)
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15

A Woman's Porirait
1949
plaster, approx.
16 172" (42 cm.)

MiHOWHE noprper
1949

ring, npuinuana

168 142 iHy. (42 cm.)
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18

Nusia
19489
plaster, approx. 16"
(41 em.)
Hyca
1949

rinc, npuGnuano
16 iH4. (41 oM.}
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23

The Boy
1850-1951
plaster, approx. 16"
{41 cm.)

XAOMHMK
1950-1951
rinc, NpUBnUIHa
168 iny. (41 cm.}
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22

Ruth
porirail of Ruth
Shtokalko
1950
plastar, 17 12"
(44 142 cm.)

Pyr
noprpeT PyT
WToxanku
1950
ring, 17 112 inv.
{44 1/2 cM.}
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24

Writar Volodymyr
Vynaychenko
1950-1951
plaster, approx. 18"
(46 cm.)

Nucomennnk
Bonogumup
BunHuveHno
1950-1951
rinc, NPUOBNUIHO
18 iHu. {46 cm.)
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17

Arcintect Evhen
Blakyiny
1945
plaster, approx. 18"
(46 cm.)

Apxitexr Egron
BranuTHui
1949
ring, NpMSAMIHD
18 iHuY. (46 cm.}
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General Taras
Chuprynka
1950
plaster 19"
(48 1/2 cm))

lenepan Tapac
HynpuHka
1950
rinc, npuonuaHo
19 iHy. (48 1/2 cm.)




51

33

General Taras
Chuprynka
1952
plaster, approx. 19"
(48 1/2 ¢m.)

Fenepan Tapac
YynpuHka
1952
rinc, NnpuBAMaHo
19 iHu., (48 1/2 cm.)



52

25

Mother of God
1951
wood and bronze,
bas-relief in 2 variants
10 3/8" x 6 3/4"
(26 1/4 x 17 1/4 cm.)

Maru Goxa
1951
OBa BAPIAHTH - ¥
Aepesi Ta 8 BpoH3i,
Gapensed
10 3/8 x 6 3/4 iHy.
(26 1/4 x 17 1/4 cm.)
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28

Mother of God,
Rascuar
1952
plastar, 24" (61 cm.)

Marn Boma
PrRTianuLA
1952
rinc, 24 iHu. (61 cm.)
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31

Mother of Gog,
Standing
1952
plaster, 39"
(97 1/2 cm))

Martu Boxa croRya
1952
rinG, 38 iHd.
(97 1f2 cm.)
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32

Modarn Composition
1952
plaster, approx. 21"
{52 1/2 cm.)

MogepHa
KOMITOIHL IR
1952
ring, NpUOAKMIHG
21 iy, {52 12 cm)



34

Sowvist'(Conscience)
1953
wood, 217
(53 114 cm.)

Cosgicre
1953
Aepeso, 21 iku.
{53 1/4 cM.}
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35

Modern Madonna
1953
wood, 28" (71 cm.)

MogepHa Magorua
1953
aepoeso, 28 (Hy,
{71 cm)
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38

Sivach (Sower)
1954
plaster, 28" (71 cm.)

Cigav
1954
ring, 28 iHw. (71 cM.)
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40

Kneeling Madonna
first variant
1955
clay, approx. 21 1/2"
(54 1/2 cm.)

Mago+HHa Ha
KoniHax
nepwwvin sapiaHT
1955
rnuHa, npubnuaHo
21 112 inu.

(54 1/2 cm.)
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4

Kneeling Madonna
second variant
1955
wood, 21 1/2"
(54 1/2 cm.)

Mago+Ha Ha
KoniHax
APYTrWiA BapiAHT
1955
pepeso, 21 112 iH4.
(54 1/2 cMm.)
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42

Mather of God with
Chiid
1956
plaster, bas-relief,
approx. 48" {120 cm.)

Maru Goaa 3 gUTAM
1956
rine, apeneed,
npuBnuaHo 49 iny.
{120 oM.}
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44

Lesia Ukrainka
1960
plaster, approx. 36"
(90 cm.)

Neca Ykpalitka
1960

rinc, npuBnuaKo

36 iHY. (90 cm.)
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Mode! for Memorial ta
Lesia Ukrainka in
Clevaiand
1961
bronze, 17 12"
{44 1/2 em)

fIpoEKT naM' ATHIKE
feci ¥Yxpatnyi y
Kafanewqi
1961
Gponaa, 17 12 iHu.
(44 112 cm.)
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Oksana
portrait of Oksana
Makarewych
1962
wood, 18" (46 cm.}

Qkcana
nepTpeT DKCaHw
Makapapu4isHm

1962
nepesa, 18 iH4.

(46 cm.)
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43

Balierina Aoma
Pryma
1980
wood, 20" (51 cm.)

Banapuha Poma
fTpuiama
1960
pepaso, 20 iH4.
51 cm.}
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50

Dmytro Dontsov
1962
bronze, 18" (46 cm.)

Amutpo flovyos
1962
GpoHaa, 18 iHy.
{46 cm.)
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Memurial to Reverend
Hryhoriy Hrushka
1970
bronze, approx. 36"
{90 cm.)

flam’ATHIMK
o. Fpuropieai
oywyi
1970
6poH3a, NpuSnuaHo
36 iny. (90 ¢m)
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80

Mother
portrait of Mychailyna
Martiuk-Bukachiveky

1971
bronze, 19 1/2"
{43 cm.)

Maru
nepTpeT
MuxaanuHu
MapTKK-
Bykadiscerol
1971
6ponsa, 19 1/2 [ny,,
(49 cm.)
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&2

Ballaring Valantyna
Parayaslavec
sacond portrait
1973
plastar, 25"
(63 1/2 cm.)

Ganeputa
BaneHTuha
Mapascnabeys
APYIFWA NOPTPET
1973
rinc, 25 iHu4.
63 172 oM.}



&3

Actrass Wira Lewycka
1974
bronze, 21"
(53 12 cm.)

ApricTia Bipa
fMeauybka
1974
tpoH3a, 21 iHY.
(53 172 cm))




s

65

Memorial to Lesia
Ukrainka in Toronto
1975
bronze, granite,
approx. 144"
(368 cm.)

Mam'aTHink Neci
Yrkpaivyi 8 TopoHTi
1975
OpOH3a, rpaHiT,
npuBnuaHo 144 iH4.
(368 cm.)
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Ulyana Celawych
1982
plastar, 17 1/2"
(44 142 cm}

¥naua Ljenasny
1982
ring, 17 142 inu.
(44 1/2 cMm))




71

Arlist Maria Styranka
1982
plastar, 20" (61 em.}

MucTnnr Mapin
CTupanxa
1982
ring, 20 ivg. (51 ¢m)
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Mykhailo
Cheareshnovsky,
Mittenwald, Germany,
1947

Muxakno
YepewHbOBCHKMA,
MiTTenBaneg,
HiMedunna, 1947 p.

MyYKHAILO CHERESHNOVSKY:

1911

1916

1926

1923

1932

1935

1936

Mykhailo was born March 5th to Eva Tekh and
Matviy Chereshnovsky, a poor peasant couple
living in the village of Stezhnytsi, near the town
of Balyhorod, Liske County, in the Lemko
region of Ukraine.

Mykhailo’s father was inducted into the army.
He returned home severely wounded and died,
leaving his wife and his four children fatherless:
Mykhailo, the oldest, then Kateryna, Anna, and
Ivan. Mykhaile led the livestock to pasture and
secretly, so his mother would not know, made
woodcarvings.

In order to help his mother, Mykhailo sold his
woodcarving in Balyhorad, near the court house.
Here he became acquainted with a lepislative
aide Osyp Kopach.

With the help of Osyp Kopach and Yelodymyr
Kobrynsky, director of the Hutsul'shchyna
Museum in Kolomyia, Mykhailo entered the
school of Applied Arts in Kolomyia as a student
in the woodcarving department.

Mykhailo graduated from the school of Applied
Ars in Kolomyia as an apprentice and master.
He began to study sculpture at the Institute of
Plastic Art in Krakow with professors Karol
Homolacz, Zbyslaw Maciejewski, and Franciszek
Kalfas. For a while sculptor Hryhoriy Kruk
shared living quarters with Mykhailo.

Inducted into the Polish Army, Mykhailo served
his 16-month obligatory term in Stanyslaviv (now
lvano-Frankivsk).

Returred to Krakow and continued to study at
the Institute of Plastic An, graduating at the
onsct of World War 1] in 1939,

1940

1941

1942

1943

1944

1945

1947

1948

1949

1950

BioGRAPHICAL DATA

Organized a workshop of folk woodcarving in
the town of Bolekhiv on the River Sukil, in the
sub-Carpathian region, which attracted both
experienced masters and new students.

Together with his brother Ivan, Mykhailo carved
a large portrait of Taras Shevchenko from the
trunk of a willow tree for the Shevchenko
commernorative celebration in Balyhorod.

The Germans executed his brother Ivan.
Mykhailo joined the anti-German partisan
movement, directed by the Ukrainian Insurgent
Army.

Exhibited his wooden sculpture Mother with
Child during an exhibition in Lviv, sponsorcd by
the Union of Ukrainian Artists, to commemorate
the 25th anniversary of the founding of the Kiev
Academy of Fine Arts.

On June 22nd, Mykhailo Chereshnovsky and
wife Oksana Vynnyk became the parents of a
daughter, Zvenyslava. Mykhailo was inducted
into the Red Army and put on hazardous duty,
due to suspicions of having ties with the
partisans, While at the front he carved a portrait
of his brother in a wood stump. An army doctor
having discovered that Mykhaile was a sculptor
had him transferred to a medical unit, where he
served for six months.

Near Koshytsi in the Carpathian Mountains he
again joined the partisans, where he directed a
technical group called “Beskyd;” he created
woodcuts which were used in underground
leaflets and publications, identified with his
cryptogram Petro or Inzhener

In November, following a four-month incursion
to the West with a group of partisans under the
lcadership of Myron Klymko, he crossed the
Czech-German border in Bavariz, then occupied
by the American forces. Feeble from the
Journey, Mykhailo was admitted to the hospital.
Later, he organized a school and workshop of
Ukrainian folk woodcarving in Mittenwald, in
the German Alps. Here he created his first post
war sculptures: The Girl and Miss Yasinchuk.
Created the sculptures Herizka, Lida, Stepan
Bandera, Writer Danyvlo Crajkowsky, Pryrecheny,
and Ukraine-Mother, based on the composition
of a leaflet he designed while with the partisans.
Created the sculptures Durka, 4 Woman's
Portrait, Architect Evhen Blokytny, and Nusiu.
On March 22nd he married Ludotyla Bilokrys,
from Verkhniedniprovsk, in the Katerynoslav
region. He created one of his most beautiful
sculptures, Portrait of My Wife. He moved to
Munich where he created the fellowing
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biorpaeiuHI gaHI Muxanna

1911

1916

1926

1928

1932

1935

1936

1540

1941

1642

1943

5 BepCIHA ¥ HCIAMMDKHIF CCNAHCLKLE POANHI
Ebn Tex | Margin YepeluHBOBCHKHX ¥ el
Crexuulli, 6ing Mictenka Banuropona, Jlich-
KOTO NORITY Ha JleMKiBNIMEI, HADOAHACH CHH
Muxaiino.

MoBGinizorauuil oo milichka | TAXKKO
MopaneHnii, BEPHYALIHCA N0/10MY MOMED
Muxaiinie 6aTbKO, NHIWKBWKH MATIP 3 9OTHD-
Ma CHpOTaMIi; Monoai rig Muxaiina 6ynu
KartepuHa, Axea ta Isan, Muxaftmo nace xy-
200y, Tounnae piabduTi 3 nepesa. Masum
10-12 pokie ywe TBOPHTh CapHi pedi.

Wob nomomorTH Martepi, Muxaino npojac s
Banuroponi Ginga OyOHHEKY Cyay CBOIO piikDy.
3HaOMHBTRECA 1 aJBOKATCEENM MOMIYHHKOM
Ocunom Konagyem.

3 ponomoerore Ocuna Konaua i Bonrogumupa
Kobpuncskoro, mupektopa Konomuiickkoro
my3ero , Iyvuymeimuna’™, BnawTosyeThed
yuuTHca B Mucremnko-npoMucnosiii wikoni s
Konomiui Ha piss0apchkomMy Bigaimi.

3akinuye MUCTeUbKO-NPOMHUCIIOBRY LUKQNY B
Komomui, ckIapiIn icMUTH HA YeMATHHKE i
maficrpa. [loynnae cTyAil cKYIBOTYPH B
[HCTHTYTI MAgeTuyHOre MUCTEeUTBa B Kpako-
Bi v npoiecopie Kapona ["'omonaua, 36n-
cnapa Mauniiioscexoro i ®pauniwka Kaneda-
ca. Jeaxknii yac KHBE DAIOM 13 CKYJILIITOPOM
I'puropiem Kpykom.

TMoknukauuli 10 NONLCLKOro BilichKa,
BinBypac 16 Micauis NOBMHHOCTH ¥
Cranicnapoei {Tenep [sano-PpaHKiBCbK).
[MoBepraeTeca 0o Kpakosa i npoaoexye
HABYAHHA B [HCTUTYTI TAACTHMHOTO MMC-
TeuTBa, AKHA Jakinuye 1939 poky, Ha novar-
Ky Opyroi ceitonci miltum,

B micTeuky Bonexori Han piukor CyKinb HA
IMiaxapnaTTi opraizye MaicTEPpHIO HAPOLHOI
neper’auol pisndu, B akiit npamoe Barato
malicTpip i Monomi.

Pasom 3 6paTtoMm IBanom piaednTe 3 nan
pepbi Bemuknit moprper Tapaca lepucnka
ana Ulep4eHKIBCBKHX CBATKYBaHb ¥ Banu-
ropoai.

Himui poacTpimotors 6paTta IBana.
Muxaitno akTUBIIyeTLCS B MPOTHHIMEIBKOMY
NAPTHIAHCHLKOMY DyCi, AKHi pene YipaiHCcbKa
[NoBcTakHckka Apmin.

Becrowo BUcTaBNAE ¥ JILROBI AepeR'fHY
CKYIBNTYDY Marmu 3 Oumutory Ha BUCTABII,
oprafiioaadifi Cminkor mpali yKpaiHchbKMX
00paloTROPYNX MUCTIIB i TIpUCcBAYeHil 25-
pigury 3acHyBaHHA KuiBchkoi Axanemii
MucrenTs.

1944

1545

1947

1948

1949

1950

YEPEWHBLOBCLKOIO

22 uepeHa y Oxcand 3 Buuankis i Muxajina
YepellHbOBCEKOr0 HAPOAXKYETHCA AOUKA Ine-
uncnasa. Muxafima moGiniayrots no Yepno-
HOI ApMii Ta NpYIHAYaAKOTL 40 ,,10TpadHoi
poTH’’, MigoIpiBaloyK ¥ 3B AIKAX 3
naptuiaHami. Ha dporTi pisebuTh 3 xOHApa
noptper Opara. Bificbxopuil nikap, goBinae-
1HCE, 0 Muxaino ckynbnTop, MEPEROINTH
fioro 3 ,,wurpaguoi’’ 0o cBOEi ,,caHiTAPHOI
potu’’, ¥ fKiil BiH CIVAKETE IDICTE MicALIB.
Binx Kowwue v KapnaTax 3HOBY MPHEOHY-
€ThCA 00 MAPTH3AH, OE KEPYE TEXHIMHUEM
IBEHOM ,,Beckna’” | BUpidye AEPEBODHTH AN
NiANINBHAX JETKYOK | BHAAHD, NIONHCYHO-
uMch ,,[TeTpo™ abo ,,Inkencp’”.

Y mMcromani, Nicnfi YOTHPHMICAUHOTO pelay
Ha 3aXia 3 TPYNOK) MapTH3aH mia KepiBHHLT-
som Mupona Knumka, nepexooutb 4ecbKo-
HiMelnbkMit kopaoH o Bapapii, Toaol B Ame-
pPHMKaHCBRKIR oKynamifinii 30n1 Himeuunau,
Bucnaxkernoro, fioro minpaly xmaavre ¥
nikapuro. Tlinile Beae mWXoOMy i MalcTepHio
YKPATHCBLKOT HAPOAHO! pizbbu ¥ MicTedky
MiTTeHBanba B HIMEIBKHX AJBLNAX.
CTBOPIOE TEPILi CBOT MOBOCHH CKYABNTYPH
Hiauuna i Flauna Jcinyyr,

Creoproe ckynentypH bepiixa, Jlioa,
Cmienan Banoepa, [Mucemennux Januao
Yafxoacexuli, Hpupeuenuii i Yrpaina-Mamu
{OCTAHHA 334 KOMNO3MILEW CBOET MinmisbHOI
TIETIOUKH).

CTROpIOE CKYTROTYPH Hapka, JKinwouui nop-
mpem, Apximexmt €geen Baaxumnut 1 Hyca.
22 CepeaHa oapyRyeTben 3 JIHOOMHIOK
Binokpuc 31 BepxusoaHinposcska Ha Karephu-
HocnapwHi, CTeopioe 0aHY 3 Halkpammnx
CBOIX cKYNbITYp fTopmpem Opyxcunu. Tlepe-
I3auTe N0 MIoHXeHY, O€ CTBOPKE CKYJIBI-
Typu fenepan Tapac Yynpunra, Pym,

Chsrashnovsky
sculpting the portrait
of Taras Chuprynka,

Munich, Germany,
1950

YepewHbOBCEKMA
BUKIHUYE NnopTpeT
Tapaca HynpuHiu,
MIOHXeH,
Himeyuunna, 1950 p.



Woarking on Kneefing
Madonna, second
variant, New Yaork,

1955

Apautce nag
CKYNeNTYPOK
Magonna Ha
KORiHEX, ARYTURA
BapiaHT, Hew-Hopk,
1985 p.

48

Moade! for Mamarial to
Taras Shavchenko in
Washington
1962
plaster, approx. 168"
(46 cm.)

MpoekT Nam ATHAKA
Tapacos!
lleavanxosi y
Bawineroni
1962
rinc, npuénuana
18 iHY. {46 cm.)

1951

1952

1953

1954
1955
1956

1960

1961

1962

1963

sculptures: General Taras Chuprynka, Rith, The
Boy, and Writer Volodymyr Wnnychenko.
Created the sculpture Morther of God and
repeated Kesar, a work from his student days.
He immigrated to thc United Statcs with his
wife and settled in New York City. During the
day, Mykhailo worked in a frame shop, while in
the evenings and on weekends he sculpted. The
Croatian sculptor Ivan Meshtrovych saw
Mykhailo’s work in a magazine and offered to
take him on as a co-worker in artistically
embellishing America’s largest Catholic cathedral
in Washington, D. C. Mykhailo tumed down the
offer. Chereshnovsky won first prize for his
sculpture Head of a Girl at an cxhibition held in
Philadelphia, Pennsylvania. The exhibitien
featurcd the work of artists, newly arrived in the
United States, and was held during a convention
of the United Ukrainian-American Relief
Committee (UUARC).

Created the sculptures Mother of God-Rescuer,
Mother of God Standing, Modern Composition,
and General Taras Chuprynka.

Received first prize for sculpture at the general
annual exhibition of the United Ukrainian Artists
of America in New York, Created sculptures
Conscience, Modermn Madonna, Mother of God
with Sleeping Child, Otha Busarab, and Flight
inta Egvpt.

Created the sculpture Sivach.

Created the sculpture Kneeling Madonna.
Created the bas-relief sculpture Mother of God
with Child in life-size proportions.

Created a portrait of ballerina Roma Pryma as
well as the life-sized bust of Lesia Ukrainka.
Worked on memorial of Lesia Ukrainka for the
Cultural Garden in Rockefeller Park in
Cleveland, Ohio, commissioned by the Ukrainian
National Women's Leaguc of America, Inc.

On September 24th the unveiling ceremony of
the mernorial to Lesia Ukrainka was held in
Cleveland. Present were the sculptor and

the sister of the poetess, Izydora Kosach-
Borysova.

Created Memorial to Herpes in honor of Symon
Petlura, Evhen Konovalets, Taras Chuprynka,
and Stepan Bandera, which wus placed at the
resort of the Ukrainian American Youth
Association in Ellenville, New York, and
unveiled on July 22nd. Created the portrait of
Oksana Makarevych and Dmwiro Dontsov. Tuok
part in a contest working on a monument to
Taras Shevchenko which was to be mounted in
Washington, D. C. The winner of the contest
was sculptor Leonid Molodozhanyn.

Started work on a wooden iconostasis for the
Church of St. John the Baptist near Hunter,
New York, in the Carskill Mountains.



1951

1952

1953

1954
1955
1956

1960

1961

1962

1963

Xaonvur 1 Mucesmennux Boaodumup
Burnuuenxo.

Creopwoe ckynenTypy Mamu Eoxca. 3
ApYyxUAOK Jlioamunoky emirpye oo CIHIA 1
ocemoeTsea B Heto-Hopky. B menb npamoe
B MalicTepHi paM, a BeuopamH Ta B cyboru #
Heoimi TROPUTE CKYIsNTYPH. CTBOpPIOE
NOBTODEHHA Y4HIBCEKOI npani Kocap.
XopraTcekMii ckynenTop Ipan MewTpoBua,
noDaunBIIK PENpOAYKUil CKYITBITYD
HepeIUHLOBCBKOTO B OAHOMY 3 JKYDHAJIIB,
MPOMOHYE CHiBNPaNK HAA OhOpMIEHHM
HafOINbIIOI KATONWILKOI KaTeaApH AMeDHKR
v BaniHrroHi, onHade BiH BiAXHIAE
nponaznuiro. Ha BucTapui HoBonpuOymKx
MucTuin ¥ dinanensdii, 3 naroa 37ay
Inyyenoro YKpaiHcbKO-AMeDHKAHCBKOTO Jo-
nomoroeoro Komitery, ZicTae mepury Haro-
poay 3a cKYnsnTypy foacea diauunai.
Creoproe ckynentypu Marmu Boxea
Prmignuys, Mamu Bonca crmoawa, Mooepra
xomuosuyin i Fenepas Tapac Yynpunka.
JicTae nmepiy Haroponoy 3a CKyJILIITYRY Ha
3arabHii pivnii Bucrapwi OO0'eqHaHHA
MucTuip YEpainuip AMepuxu b Helo-Hopxy.
Creoproe cynenTypu Cogicrs, Moodepua
Madonna, Mamu Boxa i3 cnarvum oumam-
koM, Onabea Bacapab | ¥meua do Caunmy.
CTeOoproe ckyaentypy Cisau.

Creoproe ckynentypy Madonne ra koairax.
CTroploe Bapenked HATYPANTRHOL REMUUHHM
Mamu Boxa 3 ouman,

Crsoptoe noptper danepuan Pompt IMpuiivn
i norpyaaa Jleci ¥xpaiukn, Ginbure naty-
pantsHO] BeANYuAY, TIpautoe Han NPOEKTOM
nam'atHdka Jleci Vkpaiaui ana Topoay
KyneType B napky Poketbennepa s Knis-
genai, Oraio, Ha 3aMoseHHa Cowsy
YxpaiHok AMepukn.

24 pepecus BiNOYNOCA YPOUHCTE BiNCTOHEHHA
nam’atHHKa Jleci Vxpainui p Kminnenni b
NPHCYTHOCTI aBTOpa | cecTpH noerecH, [3m-
nopu Kocau-Bopucosoi.

Crpoproe Hlam’amuux cepoas - CHMOHOBI
IMermopi, €rresoni Konopanwueei, Tapaconi
Yynpunui ta Ctenadosi bangepi - Ha ocemi
Cninkn ¥Yxpaincskoi Monoai AMepuku B
Ennensinni, Hoto-Hopx, Axknil BincIoHIOOTH
22 nanua. Creoproe noprpern Okcalu
Maxkapespyisnm i Omutpa Jonuosa, Tpa-
UK€ HAD NPOEKTOM nam’aTHHKA Tapacosi
lleB4yenkorl ¥y Bamwinrtoni (Ha Koukypci
BHTpaB cKyneaTop Jleowin Mononoxanum).
IMouHHAE Npalko HaA pPizbbOK aepeB AHOTO
ixonocTacy ana Ykpaincwkoi I'pexo-
Karonuubkoi Llepkeu ¢p. Ipana Xpecturens
Oina I'anTepy v KeTckuIbChKMX ropax, UITart
Huto-Hopk.

1964

1966

Jakinuye ikoHOCTAc i BHKOHYE piapOmeni
Oepes’siHi NPUCTI, KMBOT, XPECT, NPONoBig-
HHLIC | NAaHIKEARNo ona Ykpaincbkoi [ peko-
Karomuuskoi 1lepken cs. [Bana Xpectutena
bina TanTepy.

CTBOpIOC JepeB’dAHi pilzLbneHi okpacu amna
rpOMaaceKol XaTH-TPaXON NMPH Y KpaiHCbKii

Chereshnovsky with
Memaorial to Lesia
Ukrainkg for
Claveland, 1960

HepeWwHboBCEKWA
KONG Nam'ATHUKA
Neci Ykpainui gna
Knisnengy, 1960 p.



Cheresnovsky
warking in his studio
in Brooklyn on the
iconasiasis for the
Church of 5t. John
the Baptist, near
Hunter, NY, 1963

YepewHs0aCE MR
npaue B CEOIA
MAACTePHI
{BpyKNnWH} Hap
IKOHOCTACOM LR
Lepxpw co. laana
Xpectutenn, Ginn
FanTepy, HH,
1963 p.

Working on the portrait
of Joseph Hirniak,
Mew York, 1959

MNpaus vag nopTpe-
Tom WMocudba
lipuaka, Hew-Wopk,
1969 p.

1964

1966

1968

1969
1970

1971

1973

1974

1975

1976

1977

1980
1982
1984

1987

1989

1991

Finished the iconostasis and created a
woodcarved altar, tabernacle, procession cross,
pulpit, and grand lampadary for St. John the
Baptist Church near Hunter, New York.

Created decorative wooden ornamentation for the
community “prazhda;” as part of the complex of
the Church of St. John the Baptist. Created a
medal commemorating Taras Shevchenko,
commissioned by the Shevchenko Scicntific
Society in New York. Was elected president of
the Ukrainian Artist’s Asscciation in the U.S. A,
Created medals commemarating Princess Olha
and Reverend Hryhoriy Hrushka.

Created a portrait of director Joseph Hirniak.
Created memorial to Reverend Hryhoriy Hrushka
for the Cultural Gardens in Rockefelier Park in
Cleveland, Ohio. In 1981 the memorial was
moved to the Ukrainian National Association's
resort in Kerhonkson, New York. Suffered a heart
attack and stopped working in the frame shop.
Created a ponrait of Mychailyna
Martiuk-Bukachivsky and a medal for the St
Fuul Greek Orthodox Church in Hempstead,
New York. Also created a token with the image
of Lesia Ukrainka.

Created a portrait of ballerina Valennma
FPerevaslavec.

Created a portrait of actress Wira Levycky.
Worked on the Lesia Ukrainka memorial slatcd
for High Park in Toronto, Canada.

On October 19th the memorial to Lesia
Ukrainka was unveiled in Toronto. Created a
portrait of Bohdan Stebelsky and Leonid
Vertyporokh.

On September 19th the memorial bust of Lesia
Ukrainkg was unveiled at the Ukrainian National
Association’s resort in Kerhonkson, New York.
Created a memorial/bust 1o ek Ofzhych for
the Ukrainian resort in Lehighton, Pennsylvania.
It was unveiled on July 3rd.

Created a portrait of General Taras Chuprynku.
Created a portrait of Uliana Celevych.

Created a portrait of Maria Styranky and a
bas-relief of Nuraliu Kobrynsky.

Worked on 2 projected memorial to Metropolitan
Andrei Sheptytskyi, slated for Philadelphia,
Pennsylvania,

The sculpture Mother with Child was shown at
the Mational Museum in Lviv at the exhibition
“The World of Bohdan-Thor Antonych.”

The journal Ukraina in its February issue
repreduced an article by Evhen Malaniuk, “'On
the anniversary of Lesia Ukrainka"” Also
featured with the article was a photograph of
Mpykhailo Chereshnovsky with his project, the
memorial to Lesia Ukrainka, which is in
Cleveland, Ohio.



1968

1969

1570

1571

1973

1974

1975

1976

1977

1980

1982

1984

1987

1989

1991

I'pexo-Katonunekii 1lepksi cB. IBana
Xpectitena 6ina Tantepy. Buroroense
[Mlepuenkipcbky Mepanwe ana Haykoeero To-
papucTea iM. Illepuenxa 8 Hero-Hopky.
O6pannit ronoso O6 ennanna Mucruis
Vipaiuuie 8 AMepuii.

Creopwe Meaani kaarudi Onwre i o. [py-
ropisa I'pywxn.

CTBOPIOE MOPTPET akTopa i pexncepa Mocu-
na I'ipuaka.

CTBOpIOE naM ATHMK-norpvaad o. I'puropiesi
[pyumti ana Iopony KyneTypH ¥ mapy
Pokedenncpa 8 Knisnenai. (1981 poky Gye
NEpeHeced il Ha oceno Y KpalHCbKOro
Hapoauoro Cowoay B KepreHkcosi, mtaTt
Huio-Hopk). [ictac iHbapkT i nepecrac
npanmeat y pobiTHi pam.

Creoprwe mopTpeT Muxainuan MapTHOK-
BykauiBcbkol, menanto and Ipeubkoi
Tparocnannoi Liepkeu c. [1agna B
Temnereni, wrat Heto-Hopxk 1 sinsHaky 3
JNecews YKpainkow.

Creopioe noprper Hanepudn BaneHTHRM
Tlepeacnancub.

CTBOpIOE NOPTPET APTHCTKH Bipu
Jlepnubroi. TIpawoe Hag naM’ ATHUKOM Jleci
Vkpaiuui ;nd Tali-mapky 8 ToponTo,
Kanapa.

19 xoeTHA BIZGYIOCA YPOUHCTE BIACTIONEHHA
nam'aTHUKa Jlecl Ykpainu 8 TopoHTO.
Creopre noprperd BoraaHa Crebenbcbkoro
i Neoniow Beprunopox.

19 pepecHa BindYNOCA BIACTOHEHHA
nam'sTuuka-norpyoos Jleci Yxpainu Ha
oceni Yxpaiucekoro HapogHoro Coloy B
KeproHugconi.

CTEOPIOE NAM ATHUK-nOrpyaaa Cneroei
Onewuuosi ang Yxpaincekol oceni B Jliraf-
toui, wrat lNeucunLpania, AKOro BiICIOHEH-
Ha Oyno 3-ro nunHA.

CteOploc NOpTPeT reHepana Tapaca
YynpHHEH.

Ctromoe noprper ¥Ynauu llenesuy i nop-
Tper Mapii CTupaHkH.

Ctroproe Gapenwed Hatanii KoBpuncekoi.
[Npauroe HAD MPOEKTOM NaM ATHUKR MUTPO-
nonutoeri Annpecni llentHubkoMy ana
®dinanenwdil, wirtar [eHcuNBRaHIA.
Cxynentypy Mamu 3 OumuHo0 BACTABIIEHO
na pucrasui ,,CeiT boroana-Irops Anrto-
nnua’ B Hauionansaomy my3el y JInBORI,
JKypnan Yrpaina 8 Kuesi 3a noteit nepe-
apykonye ¢ctaTT Esrena Manauwoxa ,, Ho
pokobny Jleci Vkpainkn'', penpoaykye
tdoto Muxaiina Yepemnroscexoro Hina
npoekTy naM'srHaka Jleci ¥xkpaiuui y
Knipnenal.

Chereshnovsky in
front of Mamarial to
Lesia Ukrainka in
Toronto, 1975

YepeuwHeoBCLEMA
KONO Nam'ATHUKA
Neci ¥YrpaiHen B
ToponTo, 1875 p.

Mykhailo
Chereshnovsky, New
York, 1954

Muxairng
YepeuwHbORCKKUA,
Hok-Hopk, 1954 p.
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THE WoRks OF MYKHAILO CHERESHNOVSKY

Mpykhailo Chereshnovsky created more than 30
sculprures in wood, stonc, and porcelain prior to his
arrival in the West in 1947, Among the works were
several portraits, three compositions, women's torso’s,
ctc. Many works were destroyed, and the whereabouts
of others are unknown, except for some listed below.

l.  Taras Shevchenko, portrait
Balyhorod, Ukraine, early 1940s
wood, approx. 60" (153 cm.)
work was destroyed
photograph available only

2. Zhnytsia (Reaper) =
Bolckhiv, Ukrainc, carly 1940s
wood, 18 1/2” (46 1/2 cm.)
In the collection of Alexandra and Zafe Zafer,
Naperville, IL

3. Morher and Child
Bolekhiv, Ukraine, early 1940s
wood, approx. 307 (76 1/2 cm.)
In the collection of thc National Muscum in
Lviv, Ukraine

4. Christ
Bolekhiv, Ukraine, eurly 1940%
wood, approx. 30" {76 /2 ¢m,)
location of work unknown
photograph available only

5. My Brother's Face * *
Czechoslovakia, 1944
wood, 5 1/4" (14 cm.)

6. Girl, portrait & #
Mittcnwald, Germany, 1947
plaster, 157 (38 cm.)

7. Miss Yasinchuk, portrait
Mittenwald, Germany, 1948
plastcr, approx. 15”7 {38 cm.)
location of work unknown
photograph available only

8. Berizka, portrait of Irene Karatnycka ¢
Mittenwald, Germany, 1948
plaster, 13 3/4" (35 cm.}
In the collection of Irene Karatnycka, New York

9. Lida, portrait of Lidia Bodnar-Martynec
Mittenwald, Germany, 1948
plaster, approx. 177 (43 cm.)
work was destroyed
photograph available only

I0.  Stepan Banderu, portrait = *
Mittenwald, Germany, 1948
wood, 207 (51 cm.}

1.

12.

13.

14.

15,

16.

17.

18.

19.

20

Writer Danvle Czajkowsky, portrait
Mitienwald, Germany, 1948

plaster, 19" (48 1/2 cm.)

In the collection of Roman and Chrystyna
Czajkowsky, New York

Pryrechenyi (Condemned) » *
Mittcnwald, Germany, 1948
plaster, 29 1727 (75 cm.)

Ukraina-Maty (Mother-Ukraine)
Mittenwald, Germany, 1948
wood, bas-relief, 127 x 8 1/27
(3012 x 2 V2 em.)

lecation of work unknown
photograph available enly

Mother of God with Child »

Mittenwald, Germany, 1948

plaster, bas-relief, 13 14" x 107

(33 172 x 25 12 cm.)

In the collection of Oleh and Maria Lysiak.
Philadelphia. PA

A Wornan's Portrait

Mittenwald, Germany, 1949
plaster, approx. 16 1/2" (42 cm.}
location of work unknown
photograph available only

Darka, portrait of Daria Husar

Mittenwald, Germany, 1949

plaster, 137 (33 ¢cm.)

In the collection of Daria Husar, Edison, NJ

Architect Evhen Blakyiny, portrait
Mittenwald, Germany, 1949
plaster, approx. 18" (46 cm.)

In the collection of Viktor Nolde

Nusia, portrait

Mittenwald, Germany, 1949
plaster, approx. 16" {4l cm.)
location of work unknown
photograph available only

Portrair of My Wife » =
Mittenwald, Germany, 1950
bronze, 16 1127 (42 ¢cm)

General Taras Chuprynka, first portrait
Munich, Germany, 1950

plaster, approx. 227 (56 cm.)

location of work unknown

photograph available only
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Mepenk nPAUb MuxainnA YEPEWHLOBCLKOIO

Ho npudyrTa Muxadina YepewHeoBCbKOro 1947

POKY Ha 3axia, Bin CTBOPHB NOHAO TPHAUATH

CKYILMTYD ¥ OepeBi, KaMeHi Ta NOpUCNdHi - cepea
HUX KUTbKZ NOPTPETIB, TPH KOMIO3HUII, XKiHoui
Topea. Jons GiMbUIOCTH iX, OKPiM ZEKUTEKOX HHXKYE

3raJaHHx, HeBifoMa.

1. Tapac fileauerro, nopTpeT
Banuropon, nouatok 1940-ux pokis
gepeso, npHOnuano 60 ing., (153 cM.)
He 30epirca,
¢ doTorpatis

2. Kuuya »
Bo:exir, nodaTok 1940-ux pokis
gepepo, 18 1/2 ing., (46 1/2 cMm.)
¥ 3bipui Onexcanopw i 3ade 3adep,
Hanepsinn, Inninoiic

3. Mamu 3 oumunoro
Bonexie, mowatox 1940-ux pokis
nepeso, npubmuzno 30 iny., (76 1/2 cMm.)

¥V 16ipui Hauionanenoro Myseo v JIkBosi

4.  Xpucmoc
Bonexin, nouatok 1940-ux poxie
aepeso, npubnnino 30 ia4., {76 1/2 oM.)
Micue 16epiranns uepinome
¢ doTtorpadis

5. Ofauwus bpama ¢ *
Cnopa4dnHa, 1944
nepeno 5 1/4 imu., (14 o)

6. iguuwna, mopTper * *
MitTeusanen, HiMewynuna, 1947
rinc 15 inu., (38 cm.)

7.  Haung Hcinuyx, noprper
MirTensanea, Himevunna, 1948
rinc, npubnu3no 15 iHa,, (38 cml)
Micue 30epiraHHA HEBIAOME
¢ fotorpadis

E.  Bepiixa, noprper Opuci KapaTuunskoi

MitTrensanea, Himeuunna, 1948
ring, 13 3/4 imu., (35 cm.)

¥ 16ipui Opuci KapaTtruuekei, Heto-Hopk

9. Jfidq, noprper Jligii Boanap-Mapruneln

Mirtensanea, Hiveuunnaz, 1948
rine, npu6muzko 17 imu., (43 cm.)
He 36epirca

€ dhoTorpadin

10. Cmernan bBandepa, noprper * *
MirTenpansa, Himeuunna, 1948
pepeeo, 20 H4,, (51 cMm.)

1.

18.

Hucwmennurx Qavuao Yaixoacuxuil,
nopTper *

MirteHpansa, Himewunna, 1948

rinc, 19 inu., (48 1/2 cm.)

Y 36ipm Xpueruex i Pomana Yaiikoecbkux,
Hpro-Hopk

IIpupeuenuii = *
MiTtTenranna, Himeuuuna, 1948
ring, 20 1/2 iw4a., (75 cMm.)

¥Yepaina-Mamu

MitTeHBanba, HiMeuunna, 1948

aeperd, Gapenwed, npubnuino 12 x 8 1/2
i, (30 1/2 x 21 172 ¢Mm.)

Micue abepiranHa nesizome

¢ hororpagis

Marmu Bowxa 3 dunvim
MirTensanea, HiMeuunna, 1948
rinc, Sapenved, 13 174 x 10 iHu.,
(33 1/2x 25 1/2 e}

¥ 10ipuni Mapii i Onera JIncakis,
QGinagensiisa, [encunbBaHia

AKinouuii noprapem

MitTensansa, HiMewunna, 1949
ring, npubnuano 16 1/2 inv., (42 cM.)
Micue 3Gepiranng Hepigome

€ thoTorpadis

Hapxa, noprper Hapii T'ysap

Mitremmanea, HiMeuuuna, 1949

ring, 13 iny., (32 1/2 cMm.)

¥ 3bipui Hapii I'yzap, Egicon, Heto Hxepai

Apximexm Cazen Laarumnuil, nopTper
MiTtTennanta, Himeyuuna, 1949

ring, nputamnano 18 inu., (46 ¢M.)

Y 36ipui Bikropa Honbue

Hyca, noptper

Mirrenaansa, HiMeuunna, 1949
rine, npuGnuzno 16 iHv., (41 cm.)
Micue 30epiraHHa Hepinome

€ potorpadis

IHopmpem Opyxcunu » *
MitTtensanba, Himeyunna, 1930
Oponza, 16 1/2 inu., {42 cM.)

Fenepan Tapac Hynpukxa, nepumit noprper
Mirouxen, Himeuuuna, 1950

ring, mpubnuauo 22 iHu., (56 ¢Mm.)

Micue 36epiranna denigome

¢ oTorpadia
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22.

23

24.

25.

26.

28.

29

30.

3l

32.

General Taras Chuprynka, second portrait
Munich. Germany, 1950

plaster, 19” (48 /2 cm.)

In the collection of Oleh and Maria Lysiak,
Philadelphia, PA and in the collection of the
Society of Veterans of UPA in Canada

Ruth, portrait of Ruth Shtokalko o *
Munich, Germany, 1950
plaster, 17 1/2" (44 1/2 cm.})

The Boy, porntrait of a child
Munich, Germany, 1950-1951
plaster, apptox. 167 (41 cm.)
location of work unknown
photograph available only

Writer Volodymyr Vynnychenko, porirait

Munich, Germany, 1950-1951

plaster, approx. 18" (46 cm.)

In the collection of the Ukrainian Free Academy
of Arts and Sciences in Munich, Germany

Muother of God * *

Munich, Germany, 1951

wood and bronze, bas-relief, 2 variants
0 3/8" x & 3/4” (26 1/4 x 17 1/4 cm.)

Refugees = +
Munich, Germany, 1951
wood bas-relief, 12" x 7" (25 x 17 1/2 cm.)

Kosar (Mower} = =

New York, 1951

wocd, 20 1/27 (52 cm.}

repeat of work executed during student days in
Krakow, Poland

Maother of God, Rescuer ® *
New York, 1952
plaster, 24" (61 cm.)

Flight into Egypr, first variant
New York, 1952

plaster, approx. 22" (56 c¢cm.)
work was destroyed
photograph available only

Mother of God, Seated * *
New York, 1952

plaster, bas-relief, 16" x 10 /2"
(41 x 26 3/4 cm.)

Mother of God, Standing * *
New York, 1952
plaster, 39" (97 1/2 cm.)

Modern Composition

New York, 1952

plaster, approx. 21" (52 1/2 em.)
work was destroyed

photograph available only

33.

34,

36.

38

39

41.

42,

43.

General Taras Chuprynka, third portrait
New York, 1952

plastcr, approx. 19" (48 1/2 cm.)
location of work unknown

photograph available only

Sovist' (Conscience} » #
New York, 1953
wood, 217 (53 1/4 cm.)

Modern Madonna =

New York, 1953

wood, 28" (71 cm.)

In the collection of Andrij and Lidia Pashchuk,
New York, NY and in the collection of Mykhailo
and Lodmyla Chereshnovsky

Moather of (God, Sitting with Sleeping Child »
New York 1953

bronze, 48" (120 cm.})

In the collection of Marian and Lodmyla Kots,
Lexington, NY and in the collection of Mykhailo
and Ludmyla Chereshnovsky

Ofha Basarab, portrait *
New York, 1953
plaster, 23" (58 1/2 cm.)
work is damaged

Flight into Egvpt, second variant ® *
New York, 1953
wood, 227 (56 ¢cm.)

Sivach (Sower) =

New York, 1954

plaster, 28" (71 cm.)

[n the collection of Volodymyr Saliak,
Wethersficld, CT.

Kneefing Madonna, first variant
New York, 1955

clay, approx. 21 1/2" (54 12 cm.)
work was destroyed

photograph available only

Kneeling Madonna, second variant * *
New York, 1955
wood, 21 1727 (54 1/2 em.)

Mother of God with Child

New York, 1956

plaster, bas relief, approx. 48" (120 cm.)
work wus destroyed

photograph available only

Ballerina Roma Pryma, porirait

New York, 1960

wood, 20% (5] cm.)

In the collection of Yurij and Roma Bohachevsky,
New York, NY
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21.

22.

23.

25.

26.

27.

28.

29.

30.

1.

32,

Fenepan Tapac Yynpunka, opyrufi nopTper ¢
Mronxen, Himeuyuna, 1950

ring, 19 inu., (48 1/2 cm.)

Y 16ipui Mapii i Onera Nucakin,

Pinagenwvdin, [Newcunesania i y 36ipui
Tosapuctsa Boakie YI1A B Kanani

Pym, noprpetr Pyt Tokankn » *
Mionxen, HiMewunna, 1950
rinc, 17 1/2 inu., (44 1/2 cM.)

Xaonuuk, nOpTpeT OUTHHH
Miouxen, HiMeuunna, 1930-1951
rinc, npubnn3no 16 ivy., (41 cm.)
Micue 3bepiranHa Hepiaome

€ doTorpadis

TTucomennux Boaoodumup BukHuvenxo, NopTpeTr
Mronxed, Himeuunna, 1950-1951

ring, npubnu3ne 18 iny., (46 ¢m.)

Y 36ipui Vxpaincskoi Binsroi Axanemii

Hayx, Mionxen, HiMeuuuna

Mamu Boxa = *

Miouxen, Himewunna, 1951

IBa BapiaHTH - ¥ nepesl Ta B Opow3i, Dapensed
103/8 x 6 3/4 imm., (26 1/4 x 17 1/4 coM.)

Biwenyi » +

Mwonxen, Himeyuuna, 1951
Aepeso, Nnockopiasba, 12 x 7 iH4.,
(30x 17 172 cMm.)

Kocap + ~

Hero-Hopi, 1951

nepeso, 20 1/2 v, (52 cm.)
MNorTopeHHS YuHiBCBKOI npani 3 Kpaxona,
[Moaeina

Mamu boxea Pamignuyn = *
Huro-Hopx, 1952
rinc, 24 iny., {61 cM.)

Vmeug 0o Czunmy, NeplUdil BapifHT
Heio-Hopk, 1952

rin¢, npubniano 22 ivy,, (36 cM.)
He 30epircs

¢ poTorpadis

Mamu Boxca na cminoni 4
Heio-Mopx, 1952

rinc, bapensed, 16 x 10 1/2 inu.,
(41 x 26 3/4 cm.)

Mamu Boxca crmosuae  » *
Huto-Plopxk, 1952
ring, 39 inu., {97 1/2 cm.)

Mooeprua romno3ugA

Huto-Hlopk, 1952

rinc, npubauano 21 iuq., (52 1/2 cM.)
He 30epirnacs

€ doTorpadbis

34,

35.

36.

37.

38.

39.

40,

41.

42,

43.

Tenepan Tapac Yympunxa, TPeTiit nopTper
Hero-Hopx, 1952

ring, 19 inu., (48 1/2 cm.)

Micne 36epirannsa HeBizoMe

€ ¢ororpadin

Coaicme * *
Helo-Hopk, 1953
aepeso, 21 ima., (53 1/4 om.)

Moodepna Maodonna

Hero-Hopk, 1953

nepeso, 28 in4a., (71 o)

¥ abipui Jligil T2 Aunpis MNawykis, Hero-
Hopk, Heto-Flopk { y 36ipui Trogmuny i
Muxziina YepcilHBOBCHEKHX

Marmiu Boxea, cuorug i3 cnaavum

OUmAmKom  *

Heto-HMopk, 1953

Oponsa 48 iny., (120 cm.)

¥ aBipui IBanun i Mapisna Kouis,
Texcimrron, Heto-Hopx i v 36ipui JIroammnu
i Muxaiina YepeuiHbOBCHKMX

Onvbea bacapab, neprper *
Heio-HFlopk, 1953

ring, 23 in4., (38 1/2 cm.)
TNowxonmena

Vmeva 00 €2unmy, dpyeull sapianm » +
Hewo-Hopk, 1953
nepeso, 22 inu,, (56 ¢M.)

Ciagu

Hero-Hopk, 1954

rinc, 28 iHu., (71 cm.)

¥ 36ipui Bonoaumupa Canska, Betepedinea,
Kounexrixat

Madonna K@ KQAIHGX, TIeplIUR BApiAHT
Hewo-Hopk, 1955

rnxua, npuonmane 21 1/2 inu., (54 1/2 ¢cm.)
He 3bepirnaca

€ toTorpagin

Madonna na xoainax, Apyriit sapisat  * *
Heto-Hopxk, 1955
nepeso, 21 1/2 in4., (34 1/2 cm.)

Mamu Boxca 3 dumam

Hswo-Hlopk, 1956

rinc, Gapensed, nprdnnano 48 wu., (120 ¢M.)
He 36epirmacs

¢ dotorpadin

Banepuna Poma Fpuiima, noprper *
Heio-Hopk, 1960

nepeso, 20 iHu., (51 cm.)

Y 16ipui Pomu 1 0pia boraueschkux,
Heio-Fopk, Heko-Hopk
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45.

46.

47.

48.

49.

50

51.

52.

53.

54.

Lesia Ukrainka, a bust

New York, 1960

plaster. approx. 36" {90 cm.)
location of work unknown
photograph available only

Model for Memorial to Lesia Ukrainka in
Cleveland * *

New York, 1961

bronze 17 1/2" (44 1/2 cm.)

Memorial to Lesia Ukrainka

1961

bronze, granite, approx. 144" (368 cm.}
Culwure Garden, Rockefeller Park, Cleveland,
OH

Oksana, portrait of Oksana Makarevych » *
New York, 1962
wood, 18 (46 cm.)

Model for Memoriul to Taras Shevchenko in
Washington

New York, 1962

plaster, approx. 18" (46 cm.)

work was destroyed

photograph available only

Mornument to Heroes (Symon Petlura, Evhen
Konovalets, Taras Chuprynka and Stepan Bandera)
1962

COnCrets

In the resort of the Ukrainian American Youth
Association, Ellenvitle, NY

Dmytro Dongsov, portrait  *

New York, 1962

bronze, 18 1/2 (47 cm.)

In the collection of Dr. Oleh and Ludmyla
Wolansky, Jersey City, NJ

Ieonostasis, Aftar, Tabernacle, Cross, Pulpit,
Grand Lampadary

New York, 1963-1964

wood .

St. John the Baptist Ukrainian Cathelic Church,
near Hunter, NY

Shevchenko Medal = *
New York, 1960
bronze, diameter 2 1/2% (6 1/2 cm.)

Woodcarved Decorations of “Grazhda”
(community house) New York, 1966

wood

pant of the complex of St. John the Baptist
Ukrainian Catholic Church, near Hunter, NY

Princess Otha Medal = *
New York, 1968
bronze, silver, gold; diameter 1 1/27 (3 34 cm.)

55.

56.

57

58.

59.

61.

62.

63,

65.

Reverend Hrvhoriy Hrushka Medal = »
New York, 1968-1969
bronze, diarneter 2 3/4" (7 cm.)

Actor/Director foseph Hirmiak, portrait

New York, 1969

plaster, 24" (61 cm.)

In the collection of the Ukrainian Canadian Art
Foundation, Toroato, Ontario

Merworial to Reverend Hrvhorly Hrushka

1970

bronze, approx. 36" (50 cm.)

In the Culture Garden, Rockefeller Park,
Cleveland, OH until 198]. Moved to Ukrainian
National Association’s resort, Kerhonkson, NY.

Meda! of 8¢. Paul Greek Orthodox Church,
Hempstead, NY = *

New York, 1971

bronze, diameter 2 1/2" (6 1/2 cm.)

Emblem Commemorating Lesia Ukrainka * *
New York, 197]
bronze, diameter 1" (2 1/2 cm.)

Mother, portrait of Mychailyna Martiuk-
Bukachivsky

New York, 1971

bronze, approx. 19 1/2* (49 cm.)

Cemetery of the §t. Andrew’s Ukrainian
Orhtodox Church, Bound Brook, NJ and in the
collection of Mykhailo and Ludmyla
Chereshnovsky

Ballerina Valentyna Pereyaslavec, first portrait
New York, 1973

cluy

work was destroyed

photograph available only

Baflering Valentyna Pereyasiavec, second
portrait *

New York, 1973

plaster, 25" (63 1/2 cm.)

In the collection of Zafe and Alexandra Zafer,
Naperville, IL

Actress Wira Lewycka, portrait
New York, 1974

bronze, 21”7 (53 1/2 cm.)

In the collection of Wira Lewycka,
Philadelphia, PA

Model for Lesia Ukrainka Memorial in Toronto,
Ontario = *

New York, 1974

bronze, i8” (46 cm.)

Memorial to Lesia Ukrainka

1575

bronze, granite, approx. 44" (368 ¢m.)
High Park, Toronto, Oatario
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45,

46.

47

48,

49,

50.

51.

52.

53.

54.

Heca ¥rpaiuxa, norpyans
Heto-Fopk, 1960

ring, npubnuino 36 ing., (90 cMm.)
Micne 36epirania HCBimOME

€ boTtorpadiis

TIpockm nam’ amuura fleci Yipainyi y
Kaigaengi » +

Heto-Hopx, 1961

bponia, 17 172 inu., (44 1/2 cm.)

ITam’ armur Sleci Yepoinyi

1961

Opowuia, rpauiT, npebansHo 144 iny., (368 cm.)
Fopoo Kynetype ¥ napky Pokedennepa,
Knisnenn, Oraiic

Oxcanag, noptper Oxcand MakapesHyiBHa * *
Hewo-Hlopx, 1962
nepeBo, 18 inu., {46 ¢m.)

flpoexm nav’ amnuxa Tapacosi Hfequenrosi v
Bawinrmoni

Hewo-Hopx, 1962

rinc, npubnuano 18 ix4., {46 cn.)

He 3bepirca

€ poTtorpadis

flam’ amuux zepoasm, (Cumod TleTnwopa,
Esren Kowosaneup, Tapac YynpuHka i
Crenan Banaepa)

1962,

Oeron

Ocena Cninkn ¥xpaincoxoi Monoal AMepHEn
B Enneneinmi, Heto-Hopk

Lmumpo [lonyos, mopTper  *

Hero-Hopxk, 1962

Oponza, 18 1/2 inu., (47 cm.)

¥ abipui TroaMuni i 1p. Onera BOMARCHKHX,
Haxepal Cuti, Helo-Oaxkepai

Ikonocmac, npecmin, xusom, xpecm,
HPOROGIOHUYR, NAHIKAOUI0

Hewo-Hopx, 1963-1964

OcpeRo

VYxpaincoka I'pexo-Katonnueka Llepkea cB.
Inana Xpecturens 6ina antepy, Huro-Hopk

Hleayenkiecoka medaan » *
Huio-Hopx, 1960
Bponza, giaMerp 2 1/2 inu., (6 1/2 cm.)

PimpBaeni 03906u I paxcou’”

Huio-Hopx, 1966

IEpeBn

Kono Vkpaiacekoi I peso-Katommupkoi Llepken
cB. Irana Xpecturens 6ina Mantepy, Huio-Hopk

Medenar knaauni Oaveu ¢ *

Huto-Mopk, 1968

Dponaa, cpidbno, 3omoto, oismerp 1 1/2 iHu.,
(3 3/4 cnal)

55.

56.

57.

58.

59.

60.

61.

62.

63.

64,

Medaar 0. Fpuzopin Fpywiku = ¢
Hero-HMopk, 1968-1969
Oponia, miamerp 2 3/4 ind., (7 cM.)

Axmop i pexcucep Hocun Iipuax,
noprper  *

Heio-Wopk, 1969

ring, 24 imu., {61 cMm.)

V¥ aGipui ranepii Kanaaceko-YKpaincekor
Mucreubroi ®yunanii, TopouTo, Kanana

Has'amuun o, Fpueopicsi Fpyuwayi

1970

OpoH3a, npubAHIHO 36 iHY., (90 cm.)

¥ lNopeai Kynbtypu napky Poxedennepa,
Knirnenn, Oratio no 1981 poky; mizhine
nepeHeceHuil Ha ocenio YKpaiHceKoro
Hapoanaro Cotosy, Keprouxcen, Hero-Hopk

Medaan Fpeyoxoi [Tpasocaaenoi Leprau ca.
Flaena, Femncmed, Howo-Hopx v +
Hsro-Hopk, 1971,

bpousa, giamerp 2 1/2 inu., (6 1/2 ¢M.)

Bioanaxa 3 Jlecero ¥Yxpainkorr = ¢
Huo-Hopk, 1971
Oponza, niaMerp 1 igd., (2 1/2 cM.)

Mamu, noprper Mnxaiinnau MapTiok-
ByKauiBcbKOI @

Huro-Hopk, 1971

oOponza, 19 1/2 ., (49 cM.)

Vikpaiuceknfi TIpasocnapuuii nenHTap, CanT
Basua bpyk, Huro-aepai i y 16ipui
Jhwaminy | Muxaiina YepeluHBOBCLKHX

baaepung Basreumuna flepercaaseys, nepiinit
nopTper

Huwo-Hopx, 1973

TNHHA

He 36epirca

€ dotorpadis

Baaepunag Barenmuna [fepencaaaeys, npyruii
nopTper ¢

Heio-Hopk, 1973

rinc, 25 ing., (63 1/2 cm.)

V 16ipui Onexcanapy i 3ade 3adep,
Hamepeinn, Inrinofic

Apmucmeg Bipa fTeguyoka, nopTper ¢
Huio-Mopk, 1974

Gporda, 21 iHu., (53 1/2 cm.)

Y 36ipui Bipu Jlenunnkoi, dinanenndia,
Meucunspadis

fIpoexm nas’smnura Jleci Vipainyi y
Topoumo, Onmapio = *

Hewo-Hopk, 1974

Oponaa, 18 iny., (46 cm.)
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66.

67.

68,

69.

1.

.

Bohdan Stebelsky, portrait

Toronto, Ontario, 1975

plaster, 19" (48 1/2 cm.)

In the collection of Bohdan Stebelsky, Toronto,
Ontario

Leonida Vertyporokh, portrait *

Toronta, Ontario, 1975

plaster, 23" (58 1/2 cm.)

In the collection of the Ukrainian Canadian Art
Foundation, Toronto, Ontario

Memorial to Lesia Ukrainka, bust

1976 bronze, granite, approx. 36" (90 cm.)
Ukrainian National Association resort,
Kerhookson, NY

Memorial to Oleh Oi'thych, bust
1977

bronze, approx. 36" (30 cm.)}
Ukrainian Resort in Lehighton, PA

General Taras Chuprynka, fourth portrait
New York, 1980

bronze, 36" (90 cm.)

In the collection of the Ukrainian American
Youth Association, Yonkers, NY

Artist Maria Styranka, porirait » *
New York, 1982
plaster, 20* (51 cm.)

Ulyana Celevych, portrait o

New York, 1982

plaster, 17 1/2" (44 1/2 cm.)

In the collection of the Women's Association of
Defense of Four Freedoms of Ukraine, Inc.,
New York, NY

Natalia Kobrynsky e *
Necw York, 1984
plaster, bas-relief, diameter 4 3/8" (11 cm.)

Model for the Memorial to Metropolitan Andrei
Sheptyskyi ® *

New York, 1987

plaster, 30" {76 1/2 cm.)

* Works in the collection of Mykhailo and
Ludmyla Chereshnovsky.

* Works on exhibition.

65,

66.

67.

68.

69,

70.

71.

72.

73,

74,

Han’ simmur Jleci ¥Vepainyi

1975

Oponsa, rpanit, npidauido 144 iny,,
{368 cM.)

Iait napk, Topouto, OHTapio

boedan Cmebenvebiuti, Noprper

Topourto, Ourapic 1975

ring, 19 ina., (48 1/2 cMm.)

Y 3Gipui bornana Crebenbcskoro, TopoHTO,
Ourapio

fleonida Bepmunopox, noptper =
Huio-Mopx, 1973

rinc, 23 184., (58 1/2 cMm.)

Y 36ipui ranepii KaHaackko=-¥ xpaiHcbkol
MucTteuskoi dyuganii, Toponto, Onrapic

Tlase’ amuux fTeci Yepainyi, norpyons

1976

Oponza, rpasit, opubauinoe 36 inu., (%) oM.)
Ocensn ¥Yxpaiacekoro Hapoasoro Cowsy,
Kepronkcon, Hero-Flopk

THam’ nmmux Oaeeosi Oavxcuuesd, noTpynng
1977

Oponza, npubnuino 36 iau., (90 cm.)
Yrpainceka ocenn B Jlirafitoni, [Nencunspatin

Tenepan Tapac Hynpurka, wersepTuil
NopTPeET

Heio-HFopxk, 1980

Oponza, 36 iHv., (90 cm.)

¥ 36ipui Cninkn Vepaidcekei Mononai
Amepuxu, HMowkepe, Hreto-Mlopk

Mucmrxuna Mapin Cmupanxa, nopTper * *
Hrwo-Hopk, 1982
ring, 20 inu., {51 cm.)

Vasana Lfeaesuy, noprper *
Hero-Hopk, 1982

rinc, 17 1/2 inu., (44 L/2 ¢cM.)

Y 3bipui XKivouoi Opradizauii QOboponu
Yoruphox Crobin Ykpainn, Huio-Hopk,
Heo-Flapx

Haranisn Kobpusceka * *
Hewo-Hopk, 1984
rinc, Gapenweds, aismerp 4 3/4 vy, (11 cMm.)

TpoexT mamM ATHHKA MHTPOTIOINTOBI
Anapeest HlepTonekomy = *
Huio-HFlopk, 1987

ring, 30 igu., (76 1/2 cMm.)

* Tipani 30epiraroThea ¥ 30ipni JhroaMunmy i
Muxafna YepellHbOBCHKHX,

¢ [Ipaui eXxcnOHYIOTLCS HA BHCTABIII.



BiBLIOGRAPHY OF WRITINGS ON
MyxHAILO CHERESHNOVSKY

{chrenological arrangement)

C. N. ,,Pi30u B nepesi M. YepeurHp0BCLKOT O
farocmpoaani sicmi. (Kpakis), 1941, uucno 6.

HOparau, Muxaiino. ,,Tpera BucTaeka Cninku
obpazoTROpunxX MucTiia’ . Hawi oni (JIueig),
noTHi 1943,

LK. ,,Jlpo ckynentypy Muxaina YepewHboB-
ceKoro’ . Vipaiwcoerka mputyna (Mrwonxen),

21 mictonana 1948.

Bbnakutnni, Eeren. ,,Muxaiino YepemHboBCHRERA .
Vrpaincoki aicmi (Hosuit ¥ anwm) 1948
gucno 81,

»Muxaitno Yepewnrnorckkull'’. Enyuxaonedin
yxpainosngacmaa. Mronxen - Hero-Hopk: B-po
HTII, 1949, cTop. §23.

., Ykpaina''. Cypsma (Heo-Hopk), nuners 1950,

Koctenskndt, Irop. ,,06n1uus pissbapa’. Mu i
caim (TopoHT0), TuneHs 1950,

Mucax, Oner. ,, dasonn’’. ¥xpaincexult
camacmifnux {(MOHXeH), 2 rpyadn 1950,

Lesins, V. ““Ukrainu cinas un centieni’”. Larvija,
Sestdien. 30 septembri 1950.

Hordynsky, Sviatoslav. “'A Ukrainian Sculptor Comes
West."" The Ukrainian Quarterly (New York),
summer 1951,

TicTe. ,,Mucrenska puctaska v Pinanensdii’”.
Ceoboda (Oxepai Citi), 1B wosTHa 1951.
Hordynsky, Sviatoslav. “‘Fine Arts.'” Ukrainian Ans,
ed. by Dmytriw, Olha. New York: Ukrainian

Youth’s League of America, 1952, pp. 123-139.

Conosiit, I0piii. ,,TIpe mucteuree Muxailna
Hepcunsosekkoro'. Cyyacka Yipaina
{Mrwnxen), 3 rpyausa 1952,

Jlacak, Oner. ,,I1po Boska i MucTua Muxaiing
Uepemnworchkoro''. Fomin Vepainu
{TopouTo) 7 ciung 1953,

Jlecuu, Banum. ,,Mix leMHO0W0 | GOXKeCcTBEHHOK
Manouuow'' . Ceododa (duepai Citi),

8 Tpamns 1953,

Ikep (Kepauupknii, Isan), ,,Komsga-xonagnuna’’ .
Ceoboda {dxepai Citi} 6 ciuna 1954,

.,Hauni gocarnenns’’. Caotioda (dxepsi Citi),

& rpyaua 1956.

B.IO. ,,B maitcrepni ckynentopa’. Bichux (Hbto-
Hopx), rpynens 1956.

Credenvcyruii, boraan. ,,Muxaiino
Yepewnbobeskuil™'. Somin Yipainu (ToponTo},
3 Gepeans 1956.

Pevny, Bohdan. *‘Michael Chereshnovsky.”” Horizons
{New York), Fall-Spring 1958-1939.

I'opmuncekuid, CeaTocnae. ,,MucTenTero
YEpaiHCBKOI eMirpauii’”. Caoboda (Txepii
Citi), 21 keiTHA 1960.

BieniorrAa®If AIPC TBOPYICTL
Muxainna YEPEWHLOBCLKOFO

(B XPOHOroniYHIM NOPAGKY)

Bypa, JI. ,,Jlomukamint’'. Hauie soumms (bina-
nenkdiisn), BepeceHs 1961,

J1-uii B, ,,Benuxe cearo Knieaenny''. Hoawi wiarx
(Bininer) 30 mepecus 1961.

,LIam’aTeuk J1. Yepaingl 8 Knignenni'”. Foamin
¥rpainu (TopoaTto), 30 sepecHn 1961,

,.[licna miicmoueHus nam aTHuKa fleci YEpaiuku B
Knisneuni”. Hawe xcrimma (Binsnenshis),
BepeceHs 1961,

., BOCOHX i3 kRiTKOW B pYUi’’. Hosuit uiasx
(Bininer), 7 xopTHA 1961,

bypaunnceka, Jligin. ,,¥ 3MarabmHl oo kKpacu' .
Hosuit wiaszx (Biminer), 14 xopraa 1961,

Tuumin Bagum. |, Sxdu xTo muTaeca’’. Hoeui waax
{Bininer), 14 xoeTHR 1961,

,-BinkpurTa nam’aranka J1. Yxpainui™.
Eamoxiauuna, 14-28 xonTua 1961.

N-uit B. ,,)Kinourso B 3/JA JUBATHYIIC MTaM ATHUK
Jeci Vipainui®'. Kanaodiicexuii dapmep
(Bininer), 16 :xoBTHA 1961.

Qctposcpxa, Muxaiino. ,,bnuck ¥ cipidi’™. Bichux
{Hewo-Vopx) xoerens 1961,

..Jlepen mam sTaukom Jleci Ykpainku''. Hawe
scumma (Dinanenkdia), mroTni 1961,

Ikep (Kepanubkuii Isan). |, dite i xeita’". Fomin
Vrpainy (TopouTo), 1961.

3aknuucexa, Onena. ,,JBi piandH-naM aTHAKR' .
Aeaanrapd (bproccens), 1961, uncno 6.

,,Bucrarka teopis Manapersa J1. Kyismu ta
crymenTYpr M, Yepemnsoscwkoro''. Ceoboda
{dxep3i Citi}, 11 moToro 1962.

Crebenschkuii, Boraan. ,,Bionosins soporosi’”.
Fomin Yepainu (Topouto), 15 sepecun 1962,

Haeupnenxo, B'suecnas. ,Mnxafino
YepenHEOBCEKHA 3aKiHuye Nam’' sTHHUK COpuAM
3a BoNIO YEpaign''. Caoboda (Mwepai CiTi),
1962,
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