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MPHUCBATA

lMaHHi OnekciiBRi Muxannosin (1890-1979), npyxuHi tOxuma
Muxannosa, koTpa cnpomornacs 36epertu KapTUHW CBOroO 4Yo-
nosixKa Mif Yac XaxfMBuX YMOB BifHU | NpuBe3na ix 00 AMEpPHKH.
LA Hap3eruanHa xiHka 6yna )xXuBuM apxiBoM i nogana 8 CBOix
3rapkax 6arato ¢akTiB, KOTPUX HE MOXHA YN0 3HANTHU B iHLLIKUX
pxepenax.

Mpuatenam KOxuma Muxainosa i Woro poguHun, WO nogasanu
MOpanbHy, — a 4YacoMm i matepiAnbHy, — gonomory, wob 36e-
pertTi KaptTuHu Muxannosa, i Wwob NpuroTyBaTh L0 KHHUXKY 00
APyKy.

BupaBuam i pepakTopam, Wo gany nackasuii 0O3BiN HA BXXUTOK
maTepiAnie, WO Ny6nikyBanucA B IXHiX BUOAHHAX.

DEDICATIONS

To Anna Olexiivna Mykhailova (1890-1979), wife of Yukhym
Mykhailiv, who carried her husband’s paintings through the
ravages of war and brought them to the United States of
America. This remarkable woman was a living archive and
provided, in her memoirs, much information which cannot be

found anywhere else.

To the friends of Mykhailiv and of his family, who helped with
moral, and, occasionally, material support to save Mykhailiv's
paintings and, later, to prepare this book.

To the publishers and editors who gave their gracious permis-
sion for the use of materials originally appearing on pages of

their publications.



MPO UKO KHUXKY

Kpim memyapis NaHHu MwuxavnoBoi, BCTyny, CNMUCKIB i cTaTTi
Tomaca BonTa, TeKCT W€l KHUXKM CKNAanaETLCA NEepeBaxHo 3i
cTatTen, wo nyb6nikyBanucA B iHWWX BWOAHHAX. BOHM BCi
ynopAQKOBaHi Mamxe B XpOHOMNOriyHOMy NOpAAKY i nepenarTb
OYMKW cyyacHWKiB MmnxannoBsa Ha YKpaiHi, a Takox HMOro npu-
ATENiB i KPUTHKIB NO3a il Mexamu, nNpo XWTTA | TBOPUICTb
KOxuma Muxannosa. 3BMUaRHO, MOBY i NPaBONMC NepenpyKo-
BaHWX CTATTeN 3anuuweHo 6e3 3MiH.

YBeCb TEKCT Ui€l KHUXKK € ABOMOBHHWM, YKPAIHCbKKWIW | aHrnin-
CbKWI. Hepes ue B8cA iHdopmauia 6yae KopucHa He Tinbku AnA
TUX aMepUKaHCbKUX yKpaiHuiB, Aki gobpe BOMNOAQiOTb PiAHOKD
MOBOIO, ane W OQNA 3aranbHOro aHrMoOMOBHOro uuTtada. LA
OCTAHHA KaTeropia BKMNKOUAE yKpaiHUWiB OpYyroi i TpeTboi reHe-
pauii, Wwo He 30BCiM gobpe BONOAIKOTL MOBOK KpaiHW iXHIiX
6aTbKiB.

ABOUT THIS BOOK

Except for the memoirs of Anna Mykhailova, the Introduction,
the Lists, and the Thomas Bolt article, the text of this book is a
compilation of papers on Mykhailiv, which originaily appeared
elsewhere. The material is arranged in approximately chrono-
logical order and should give a general overview of the life and
the artistic work of Yukhym Mykhailiv, as seen through the eyes
of his contemporaries in Ukraine, as well as friends and re-
viewers outside Ukraine.

The entire text of this book is printed bi-lingually, both in the
Ukrainian and in English. This makes all information accessible
not only to those Ukrainian-Americans who still speak their
native language, but also to the general art-loving American
reader. This latter category, obviously, includes the second and
third generation of Ukrainian-Americans who are no longer
proficient in the tongue of the country of their origin.



FOXUM MUXAWTIIB. MonTasa, 1928 pik. YUKHYM MYKHAILIV — Poltava, 1928.

APY>XXHUHI

10 nunHA, 1934 poky, KoTtnac.

36epexu MOt CoHaTy 36epexu MOt coHaTy —
CWHbO-CHUHBO ronyo6y. Lle# pAcHWIM BeCHAHWMK cniB.
BoHa 3moxe HarapaTty, Mir Togi BiH 3anyHaTu,

Ak Tebe A BMiB KOXaTH Konu a yyTTAM: KOXaTH,

B Hawy wacHyto noby. Beecb, Ak nonym’a ropis.

36epexu MoK coHaTy —

Min toHaubkui cniB — po3mau:
Konu 6yny A BMupaTy,

He BMHOCH ii 3 KiMHaTH,
MNpocTtupagnom He BKpUBaW.
Byne xan meHe BiTaTH,

Ak nigy A B iHWWK kpa#n!



MEPEOMOBA

KHuxka — ue xuea pid. XXuBa B pykax umTauis,
Yy CBOEMY BNNUBOBI HA iXHI OyMKHM, abo, HaBITb,
Ha cseitornAan. AK i iHWI XWBI ICTOTH, KOXHA
KHUXXKa Mae CBOK iCTOpito, Tak 6M MOBUTH,
6iorpadpito, i yacom ua Giorpadia Moxe 6yTu
Tak camo uikaBa, AK i cama KHUXKa.

IcTopia moHorpadii Npo XMUTTA i TBOPUICTL
IOxuma Mwuxannosa nouanaca neck B KiHUi
ONBaguUATUX POKIB, KONMW TanaHOBUTUM MUCTEU-
TBO3HaBeUb €8reH KyabMWH BUPILIMB HanucaTu
MoHorpadito npo Muxannosa. Lla saxnuea
npauA Hikonu He nobauvna OpPYKY, HIKONW He
rosopuna fo umtavis. fiona pykonucy KyasMuHa
HEeBiQOMa; 3HAEMO TiNbKK WO BiH HaOpyKyBaB
unMany cTaTtTio npo Muxawnnoea B XypHani
"Xutta i PeBontouia”, Aka, MoXnueo, 6yna
KOHOEeHCOBaHOK BEPCIED HOro 3annfaHOBAHOI
MoHorpadii.

Marnxe m’aTaoecAaT pokiB nicnA KyabMuHa, My
nouyanu NNAHYBAaTW BWMOAHHA MOHorpadii npo
IOxuma Mwuxarnoea 3 +Haromu cTa poKiB Bif
HapopoxeHHA mucTua (1885-1985). Ak HGauunTe,
KHMXKa Chi3Hunaca, yepes BCAKI HenepenbaueHi
nepewkoau.

3rigHO 3 NOYaTKOBWM MMAHOM, MOHOrpadia
mana ©yTu HanucaHa Ha OCHOBI MonepenHbo
ny6nikoBaHMX UM PYKOMWCHUX martepianis nNpo
Muxannosa, Ha OCHOBi PO3MOB 3 MOFO CyYaCHMU-
KaMu i T.0. Hasbupaswur 4yMmMano Takux maTte-
pianis, Mn nobauvnu, WO Tpeba BUPILLMTH, UM
incaTn BCe HAHOBO HA OCHOBI 3iBpaHnX OaHuXx,
yn 3poBUTH U0 MOHorpadito aHTonoric, ge
KOXHa piu rosopuna 6 cama MOBOKO CBOrO uacy,
nepeparouu CBITOrMNAL CBOro aBTopa, BUCBITNIO-
HOUM TOLOIWHE OTOUEHHA.

HaHoBO HanucaHa piu Hikonu 6 He Morna
nepematn CTUAKO YW TOHY OpuriHaniB. YW x
BapTO BCe LE MPOMIHATKM 3a HOBE MMWCaHHA,
HaBiTb MMCAHHA Nepa AKOroChb BIOOMOro Tenep
MUCTELTBO3HAaBUA, aBTOpAa, WO NOro iM’a MOrno
6 npuTAratM QogaTKoBWMX uMTadie? Ham 3pa-
ETbCA WO Ue He BapTO POBUTH, IO CyYaCHUH
MUCTEUTBO3HaBEUb HE 3MOXe NepeaaTu yntayam
BCe Te, wWo 6aunnu B TBOpYOCTi Mwuxawnosa
HOro CyuyacHWKM Ta cniBpoBiTHUKH.

Tomy mu BupilwMNK "niTh go gxepen”. Tomy

INTRODUCTION

Books are alive: alive in the hands of their
readers, alive in their influence on the readers’
thinking. Like any other living thing, each book
has its life’s history, its biography, if you will.
Sometimes such biography is as interesting as
the book itself.

The history of the monograph about the life
and work of Yukhym Mykhailiv began at the end
of the 1920s, when a talented Ukrainian art
theoretician, Yevhen Kuzmyn, decided to write
a book about Mykhailiv; his manuscript was
never published and this book never had a
chance to speak to its readers. No one knows
what happened to the manuscript. Instead of
the book, Kuzmyn published an article on My-
khailiv in the “Zhyttia i Revolutsia” magazine;
we can only surmise that this article was a con-
densed version of the planned monograph.

Almost fifty years after Kuzmyn, we started
plans for publishing a monograph about My-
khailiv, with target date of 1985, the centenary
of the artist’s birth. It goes without saying that
the target date was not met, due to circumstan-
ces beyond our control.

The original plan called for a text based on
existing published or unpublished articles or
other written materials about Mykhailiv, on in-
terviews with his contemporaries, etc. After col-
lecting a sizeable amount of materials, we rea-
lized that we had a dilemma on our hands:
should we proceed as planned, or should we
allow the originals speak for themselves? Origi-
nal writings would speak to the readers in the
words and tone of their time, exposing them not
only to the artistic or political outlook of the wri-
ter, but also to his personality as well.

Could any new writing, based on materials
from the past, speak louder than the originals
themselves? To us, the obvious answer was
“No!” and we decided to let the past speak for
itself. We feel that even the best art authority of
today, some author whose very name could
attract additional readers to this new publica-
tion, would not be able to tell the Mykhailiv
story better than would the contemporaries and
associates of the artist.
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KHUWXKA, 32 BUHHATKOM cTaTTi Tomaca bonTa Ta
OBoX peuen nepa NaHHKM MnxannoBoi (Ta Takux
peuen Ak 6ibniorpadia Ta CNUCKK KapTHUH), BCA
CKNapaeTbeA 3 CcTaTTen HanucaHmux Mix 20-Tumm
Ta 60-TMMHK poKkamu.

Bubupatroun cTaTTi, MM CNUHANKUCA Ha TUX, WO
HanpgeTancHie 3ManbOBYHOTb KAPTUHY XWTTA
MUCTUA, ICTOPitO MOro TBOPUOCTU Ta BANUBM
iICTOPUUHHMX Noain.

TenepiwwHin uiTay MorTUMe NoGaumuT MUHyne
OUYMMA aBTOPIB 3 TUX YACiB, MOTTUME 3PO3YMITH
YoMy He 3rapysanu Muxamnosa mavixe 30 pokis
(1935-1965) B8 papAHCbKiN yKkpaiHCbKiM npeci, a
AKWO ¥ 3rapysanu, TO TiNbLKW Nakwuum HWOro 3a
"6yp>Kya3HuM HauioHaniam” Ta 3a Bigpasy noo
coupeanismy. | oCb, BUXOOQUTb, WO CaMUX Nam-
nuBux cnis 6yno HemoOCKTbL: 3rigHO 3 HaWWMK
HedasHiMK BigOMOCTAMM, Oecb NicnA Opyroi
BifiH1, npuHaimMHi, ogHa kapTuHa Mwuxannosa
6yna i3suHO 3HMLIEHA pPyKamu AKOrocb nap-
TiIMHOro NPUCNYXHWUKA, WO HOoMY Byno QopyyYeHo
"BMYUCTUTK HauioHanictTUuHe cMiTTA 3 [bBiB-
CbKOro Myseto”.

Ak i 6araTo iHWKX yKpaiHuis B AMepuui, Mu
CNiAKYEMO 3a 3MiHAMMW Ha pafAHCLKIM YKpaiHi,
Lo ix npuHecna "rnacHocTts”. LbOro poky mu
6ynn NPUEMHO 3OMBOBaHI, NOBAYUBLUM LLIO TaMm
NPUALIOB KiHEUb 3aMOBUYBaHHA i HEraTUBHOIO
TpakTyBaHHA MucTeutsa Muxannosa. B tpaBHi
1988 poky 3'AaBunucA asi cTtarTi nepa KOpin
Tapuka (B XypHanax "BiTuu3aHa” Ta "YkpaiHa”),
0e BiH BIOKPWTO ckasas, WO BXe 4ac paTtu
3acnyxeHe Micue B icTopii yKpailHCbKOi KynbTypm
mucTeuTsy KOxmnma Muxainosa.

Cnopisaemoch, wo Hawa MoHorpadis, into-
CTpOBaHa NOBHO-KONLOPOBUMK PEnpoayKUiAMHM
BpATOBaHUX KapThH KOxmma Muxannosa, 6yne
TiNbKW NOYaTKOM cepii Npaub NPO ULOro Tana-
HOBMTOro MUCTLA, WO CKa3aB.:

”H Bce BinQato Ha siBTap YKkpaiHu...”

HOpit YanneHnko
Bepecers, 1988 p.
Edicon, H. Oxc.
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Having decided "to go to the sources”, we
organized this monograph as a collection of
selected papers written between 20s and 60s.
The only exceptions are the writings of Mykhai-
liv's widow, and Thomas Bolt, and such items as
the bibliography and lists of paintings.

Materials were selected with the view of pres-
enting a thorough picture of Mykhailiv’s life and
his creative work, while showing the effect of
historic milieu upon the artist.

The readers of this monograph will see My-
khailiv, his life, his work, and his surroundings
through the eyes of authors from the past. They
will be able to understand why for aimost 30
years there was no mention of Mykhailiv in the
official Soviet press, except for some occasional
derogatory references to him as the “Ukrainian
bourgeois nationalist”. As if that was not enough,
our most recent information indicates that some
time after the World War Il at least one painting
by Mykhailiv was willfully destroyed by some
Party minion, who was given the task of ridding
the Lviv Museum of “nationalistic trash”.

As many other Ukrainian-Americans, we are
following the current "glasnost”’-caused changes
in the Soviet Ukraine. This year, we were plea-
santly suprised to see that the period of ignor-
ing or slandering the art of Mykhailiv is coming
to an end. Two major publications in Ukraine,
the “Vitchyzna” and the “Ukraina” magazines,
carried articles about Mykhailiv, with their au-
thor, Yu. V. Piadyk, openly declaring: “It is about
time that Mykhailiv be given a deserving place
in the history of Ukrainian culture”.

We honestly hope that our monograph, illus-
trated by full-color reproductions of the almost-
miraculously saved paintings by Yukhym My-
khailiv, will become the beginning of a series of
papers on this talented artist who once said:

“...1 put everything on the Altar of Ukraine.”

George Chaplenko
September, 1988
Edison, NJ



CHUMBOJTIYHI NPALI
FOXMMA CMMMPUOOHOBHYA
MHUXANTTOBA

Tomac bonm

Tomac bonT — cyyacHui Manap i MMcTeUubKUi
KPUTKUK;, HMOro C€TaTTi 4acTo 3'ABMNAKOTLCA Ha
CTOpiHKax MUCTeubKOro xypHany “ARTS”.
3apa3 n. bonT npaulte Hag KHWUXKOK Npo
mucTuA Puuappa Kposiepa. '

. 1OBIOKK

MucTteub HOxum CnupuaooHoBuy Muxannis —
Lue CMMBOMICT HenepeciyHOro tanaHTty. Bin Ha-
poouscAa 1885 poky B Onewkax, Ha niBgHi
YkpaiHu, i nomep 1935 poky B nisHiuHin Pocii,
Ha 3acnaHHi, pnaneko sig pioHMX i NpuATenis,
XepTBa YeproBOi MACMBHOI YWCTKU 3 Hakasy
Cranina. Muxannie 3anuuwune 4WMano Baxrnmeux
KapTuH; 6inbWwicTb 3 HUX 6yNK BpATOBaHI 3aBaA-
KW CaMOBiAOaHHMUM 3yCUNIIAM OPYXUHU MUCTUA,
WO Ha pykax npoHecna ix uyepes poku [pyroi
CsiToBOI BitHK, — 3 YKkpaiHu oo CnosauuunHm, a
noTiMm oo ABCTpii i nO NiBAEGHHOT HiMeuunHu.
Mepenwoslun kinbka Ta6opie [LOiMi, i yyoom
BPATYBaBLWMWCA Big penaTpiauii "Ha poaiHy”, BoHa
npubyna BecHoo 1949 poxy mo CnonyueHux
LLtaTie, npuBe3win 3 cob6OK MUCTEULKUIA OO-
pi6ok Mmnxannoea.

Mpaui Muxannosa, wWo 3apa3s nepebyBaoThL B
CLUA, 6ynu cTBOpPEHI Mix pokamu 1904 i 1935,
YacomM nNpocTo MUni, a 4acoM YMWCHO HaiBHi
a6o NOBHi CUNBbHOT CUMBOMIKKU, Ui KAPTUHKU pe-
NPe3eHTYIOTb BaXXNWUBY TBOPUICTbL, AKA HA OWUBO
3aBXOKW CTOITb HIBKU OCTOPOHL i BHUleE crnpob
npunucaTH in AKiCb akagemiuyHi abo MUcTeubKo-
icTOpUuUHI BapToCTi. OCOBUCTUIN CUMBONICTUUHMIA
cTUNb Mnxannosa € HaMBaXKINUBILLOK YACTUHOO
MOro ouvre, XO4 Y HbOro € UMMano iHWWUX UikaBmux
npaub y KOHBEHUIMHWX KaTeropiAx KpaeeBupais,
HaTOPMOPTIB, NOPTPETYPHU Ta genre. |ICTOPUKHM
MUCTEUTBA 3aBXOMW UiKaBNATLCA OaBHIMK npa-
LUAMKU BMCOKOI AKOCTM, ane npaui Muxannosa
patoTe Ham 6Ginble: iIXHA NpMTaMaHHa 3BOpY-
WMBICTL CTaBMTb IX NO3a MeXamMW 3BUYAMHOI
akapgemiuHoi abo ictopuuHoi BapTocTu. Bararto
3 UMX peyer € He3BMUYarNHO YyOoBi | NPUTATraoTL
yBary HaBiTb TUX i3 HAC, XTO He Mae OOCTATHLOrO

THE SYMBOLIST WORKS OF
YUKHYM SPYRYDONOVYCH
MYKHALILIV

by Thomas Bolt

Mr. Bolt is a practicing artist and an art reviewer
whose articles appear regularly on pages of
ARTS magazine. Presently, he is writing a
book on Richard Crozier.

I. BACKGROUND

Yukhym Spyrydonovych Mykhailiv is aSymbo-
list painter of some genius. Born in the Tavriya
region of Ukraine in 1885, he died in exile in
northern Russia in 1935, apart from his family
and friends, a victim of one of Stalin’s massive
purges. Mykhailiv left behind a number of im-
portant paintings and drawings, which his wife
was lucky and perseverant enough to save,
hand-carrying them on a refugee’s trek through
the last years of the Second World War: from
Ukraine to Slovakia, then to Austria and south-
ern Germany. After living in a series of refugee
camps, and barely escaping repatriation to the
Soviet Union, she finally emigrated to the Uni-
ted States in the spring of 1949, her husband’s
life's work still intact.

The drawings and paintings extant in the Uni-
ted States were made between 1904 and 1935.
By turns charming, deliberately naive, and pow-
erfully symbolic, these paintings and pastels
constitute an important body of work which
remains interesting apart from whatever acade-
mic, art-historical importance might be assigned
to it. Mykhailiv's own peculiar brand of symbo-
list painting constitutes the most important part
of his ouvre, although there is some interesting
supplementary work in the more conventional
categories of pure landscape, still life, portrai-
ture, and genre. An art-historian is always inter-
ested in past work of good quality, but these
few paintings and drawings offer us more: they
are intrinsically moving, far beyond their aca-
demic or historical worth. More than a few of
the pieces are quite beautiful, and compelling
even to those of us who have not been immersed

13



BiOUYTTA YKPAiHCLKOI KYNbTypH, AKa Tak 6arato
3HauMna iXHbOMy aBTOPOBI.

KopucHO NornAHyTH Ha LbOro Manapa B KOH-
TEKCTi TorovyacHoi 3axigHbo- i CxigHbO-EBpoO-
nencbkoi icTopii mucTeuTBa. Muxannis 6ys Ha
18 pokiB monoawwunn 3a boHnappa, Ha 45 pokis
monogwuh 3a PegoHa, Ha 22 poky monoaLun
3a Epeapna MioHxa, Ha 6 pokiB Monogwnii 3a
MNona Knee, Ta maxe ogHoniTok 3 [xiopaxio
ne Yipiko. Moro uyacu, noBHi 6ypAHOCTH nosi-
TUUYUHUX nepeBopoTiB, 6ynn He Hankpawi anA
BMMiHY iderl — UM XYOOXHiX TBOpiB — 4epes
UMCNEHHI KOpAOHW €BPONHU, AKi Mamxe BCi 3Mi-
HANKCA (a DEeAKi HaBiTb KiNbKOPA30BO) 32 XUTTA
MuxanoBa; BCE X TaKu, MM MOXEMO 3 NEBHICTIO
npunycTuTH, wWo Mwuxannis, 6yBwK oOAoHUM 3
NpoBiOHWX NOcTaTel B MUCTeUbKOMY KKUEBI, 3HaB
Npo 6inbWIiCTb HOBUX PO3BUTKIB B 060X CTONMK-
uAx mucteuTra Ha 3axoni, MioHxeHi i MNapuxi.

B Muxannosa nerko BiAKPWUTWU BNNMBK iHWMKX
(Ha >kanb, UEW BMpas 4YacTO BXMBAKTb AK
3pyyHui 3acibé gnA nocnilWHOrO OKpeCneHHA
nocTaTti AKoro-6ynb MMUCTUA), ane, B 6iNbWOCTH
BMNagKiB, Wi BNAMBKA TaK CamMO FNerko M He
NOMITUTHU. TOMY IO MUCTELb MYCUTb PO3BMBa-
TUCA 3 AKOICb Tpaguuii, WOr0 MUCTEUTBO He
MOX€E He NMOKalyBaTu edheKTy NMEeBHUX BANMBIB.
Xou Mwuxannis ysibpas i acumintosas 6ararto
3axigHix i CxigHix BNAUBIB, BiH MOXE 3 NEBHICTHO
6yT¥ TPaKTOBaHWM AK OPUriHaNbLHUM MUCTEUb.
Bin 6yB ykpaiHCbKUM "hpaHuy3bKUi CUMBORICT”:
MUCTeuUb, AKWI HACTINbKK CBIOOMWI CBOEI BNac-
HOI YKPAiHCbKOI KyNbTypyv Ta MWHYNOro, uwo
30BHilUHI BNAWBK, AKi 6 CUNbHI BOHKU He 6ynw,
HEe MOXyTb BiaBuTMCcA Ha camMoByTHOCTI Moro
TBOPUYOCTH. MUcTEeUb, WO HE MA€E BNACHOI MiLlHOI
Tpagwvuii, AyXe nerko nignapga€e nig 4Y4Mnich
snnue. Mmuxamnis He mas uiei npobnemu; BiH
nerko 3acBoiB yce, Wo MOoro uikaBmno B CTHUMNAX
dpaHUy3bKMX CUMBOMICTIB, Takux AK [ycTas
Mopo, Poponede BpecaiH i, ocobnueo, OainoH
PenoH; 3acBOiB Ta BUKOPUCTAB ONA CTBOPEHHA
CBOiX BMacHWUX CBOEPIOHUX METOoMiB MUCTEUb-
KOro BMCIOBY.

Monopga Tpaguvuia CMMBOMI3MY BXe iCHyBana
B POCINCBKOMY MMCTeUuTBi Todi, AK Mwuxannis
3aKiHuyBaB CBOI OCBITY B MOCKOBCbKIH LLkoni
MantosaHHA, CkynbnTypu i ApXiTEKTYpHU B pokax
1906-1910, nig KepiBHULUTBOM BMOATHUX POCiA-
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in the Ukrainian culture so instrumental in their
making.

It is useful to consider this painter in the over-
lapping contexts of Western and Eastern Euro-
pean art history. Mykhailiv was 18 years younger
than Bonnard, 45 years younger than Redon, 22
years younger than Edvard Munch, 6 years
younger than Paul Klee, and almost an exact
contemporary of Giorgio de Chirico. His times,
with their one consistent note of political up-
heaval, were not the best for the transmission of
ideas and styles — or paintings — across the
many borders of Europe, almost every one of
which changed its shape more than once during
Mykhailiv’s lifetime; but we can be sure that
Mykhailiv, in his position of leadership in the art
world of Kyiv, was aware of most of the impor-
tant developments in the two great art capitals
to the west, Munich and Paris.

Influences, often an unfortunate shortcut in
summing-up a painter’s identity, are easily dis-
covered here, and in most cases, as easily
passed over: for insofar as any painter develops
from a tradition, however unconventional, he or
she is necessarily influenced. Mykhailiv has
absorbed and assimilated more than enough of
his many Western and Eastern influences to be
called an original. He is, if you will, something
of a Ukrainian “French Symbolist” painter: an
artist so immersed in his own Ukrainian culture
and intellectual life, that he can be fed, and not
in the least corrupted by, the many influences
his work survives in such good health. A painter
whose own background is weak is likely to be
overwhelmed by a tradition not entirely his own.
But Mykhailiv easily adapted what of the Sym-
bolism of French painters like Gustave Moreau,
Rodolphe Bresdin, and especially Odilon Redon,
interested him to his own sense of Ukrainian
culture, and his personal expression.

There was already a short tradition of Russian
paintings in the new Symbolist style at the time
when Mykhailiv studied painting post-graduate
at the Moscow Institute of Painting, Sculpture,
and Architecture, under the well-known Russian



CbKWUX imnpecionicTie BaneHTiHa Ceposa Ta
Ceprea KoposiHa. 3a nepworo pocifcbkoro
cumBsonicTa BBaxaroTe M. A. Bpy6ena wo, pasom
3 Ceposum T1a KopoBiHMm, ByB OiI0BUM y Bax-
nuein Teuii "Mip lcckyctea”. MpoTte, mucTeub
wo 3auikaBuB Mwuxannosa CUMBONI3MOM 6yB
He Bpy6ensb, a Biktop BbopicoB-Mycartos. Mu-
Xannis NO3HanoOMMUBCA 3 UMM CMMBONICTOM OpYy-
roi reHepauii KOpoTKo nepen Horo cmepTio 1905
p., KONKW cam wWe TiNbKM MNOYMHAB MUCTEULKY
ocBiTy. ¥ ctuni MycatoBa Muxannis Bigkpus
npuknagu cHonogibHux, NPOMOBUCTUX, 860, Ha-
BiTb, NOHAA-peanbHUX HacTpoiB, AKi BiH BTINO-
BaB Y CBOIX KapTHHaXx, i AKi He Oy»Xe noxeananuv
Cepos i KopoBiH. MycaTtoBy Muxainnis Takox
3aBOAUYYE OEAKI pUCKM CBOro CTUNIO, WO BMAB-
NAOTLCA Y BiNbHIWOMY, 6inbl NAYMHHOMY, Tpak-
TyBaHHi MUCTEUbKMX MaTEPIANIB HiXK 4O3BONANMK
Cepos i KoposiH.

Ina Muxainosa, YkpaiHa 6yna 6inbw Baxnu-
Ba HiXX MMCTEUbKi nonepemoHWKW. 3aKiHYUMBLUM
CBOIO OCBITY, Muxannis yxe 6YB KOMAETEHTHUM
MUCTUEM, BUCOKO KBanidikoBaHUM y CTHRAX,
Wwo ix uiHMna Mockoscbka Llkona. MucTeubka
ambiuia MuxannoBa knukana MoOro 0O 4Oroch
6iNbWOro HiX NPOOOBXYBAHHA Tpaguuii Moro
cnasetHUX BuuTenie. Mo 3akiHuyeHHi MockoB-
cbkoi LLkonu, Muxannie 3aHypMBCA Y BUBYAHHA
YKPaiHCbKOr0 HAapOOHbOrO MUCTeUTBa, Npauto-
toun B mysei MNona B KatepuHocnasi. TyT BiH
rosopue 3 cenAaHamu, 36MpaB ekcnoHaTu, ma-
nwoBae gnAa eTtHorpacdiuyHoro Bsigainy Mysero.
Haropa npautoBatn B My3ei 6yna Hanwacnu-
Bilwnm 36irom o6CTaBUH Ha NOYaTKax MUCTeLUb-
KO0 XHUTTA Muxannosa, 60 BoHa 36araTuna moro
3HAaHHA HApOAHbLOro MMCTEUTBa Ta Tpaguuif i
3arocTpuna noro noboB 0o YkpaiHu. Yxe toai
BiH Nouyas pO3yMiTU AK BiH MOrTUME BTINWTU BCi
ui HapoaHi 6ararcTea y CBOiX KapThuHax. Mornm6-
NHOKOYM CBOKO OCBITY, BiH NWIWIE HayKoBi Ta
NONYNAPHI CTaTTi Ha Pi3Hi TEMU yKpaiHCbKOI
HAapoOHbOI KYNbTYpHW, WO Ny6nikysanuca Ha
Ykpaini i 3a KopaoHOM; BiH NKcas npo Bce, B8iA
roHuapcTBa A0 NMCaHOK. BiH xxuB y Hebe3aneuHum
yac i noro noeara OO YKpaiHCbLKOI Tpaguuii Ta
3axonsieHHA HapOAHIM MUCTEUTBOM He MOrnwu
HE NPUTATHYTU yBary HamicHukiB CTaniHa Ha

impressionists Valentin Alexandrovich Serov and
Sergei Alexeevich Korovin, in 1906 — 1910.
Mikhail Andreevich Vrubel, an associate of both
Serov and Korovin in the important World of Art
movement, is regarded as the first Russian
Symbolist painter. But it was undoubtedly Vik-
tor Elpidiforovich Borisov-Musatov, a second
generation Symbolist whom Mykhailiv met not
long before the older painter's death in 1905
(while Mykhailiv was still an undergraduate at
the Central Imperial Strogonoff School of Fine
and Applied Arts), whose influence had the
greatest repercussions throughout Mykhailiv's
career as a painter. In Musatov’s style, Mykhailiv
found examples of the dreamlike, meaningful,
or merely unrealistic states he was drawn to
representing in his own art, but which found lit-
tle sympathy from Serov and Korovin. Musatov
also presented the example of a kind of depic-
tion which was less strict and more fluid in its
handling of the medium than either Serov or
Korovin cared to be.

Precursors in painting seem less important
for this artist than Ukraine itself. Although he
graduated a knowlegeable and skilled painter in
the styles favored at the Institute, Mykhailiv’s
artistic ambitions demanded more than merely
continuing in the vein of his illustrious teachers.
Immediately after leaving the Institute, Mykhai-
liv was immersed in the study of Ukrainian folk
art for the Pol Museum. His job there involved
doing field work, conducting interviews, and
collecting or drawing samples for the museum’s
ethnographic collections. This was perhaps the
luckiest circumstance of Mykhailiv's early career,
for it brought him to an even greater knowledge
of his ethnic background and its tradition, and
sharpened his love for Ukraine. It must have
been at this time that he began to realize the
wealth of uses to which he could put all this cul-
tural richness in his own painting. As his knowl-
edge deepened, he wrote a number of both
scholarly and popular articles on Ukrainian Folk
Culture, which appeared in both Eastern and
Western European periodicals, and in which he
covered subjects from stoneware and weaving
to Ukrainian Easter eggs. In the dangerous time
he lived in, this natural respect for and venera-
tion of his own culture was later to prove by
itself enough to mark him as an uncooperative
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YkpaiHi, 3po6uBWwM MOro "nMonitTMuHo HeHanid-
HUM”. B Ti uyacu, Konu 6iNbliCTL COBIUBKUX
MUCTUIB CAYXHAHO NpautoBany Ha HUBI oQiuin-
HOro coupeaniamy, 3ManbOBYHOUX CLUEHW pagaH-
CbKOro wacTa, o AOro NPUHOCUTL eneKkTpudi-
Kauia cena (Hanp. kaptuHa C. B. PAHriHOI, Beuo
Buwe i Buwe), Muxannis ctBopus 3a 3asicoro
Xumma — o, Maixe AOTenHo-BigKpUTy, noa-
BiMHY aneropito pociincbKoro 3acunna Ha YkpaiHi
Ta HULWEHHA MUCTELbKUX LUiIHHOCTEN COBILbKUMM
6lopokpatamn. QMBNAYMCE HA TaKy KapTUHY,
CTBOPEHY B TaKy TAXKY 006y, MOXHa nogyMaTm,
wo ii asTop — wmalxe XBOpo6NUBO HaiBHa
noouHa. OgHak, ue He Tak; Muxannis 6ys
BOAKOM Mig4ac HalXopCToKiwmMx 60iB B icTOpIi.
He 3Baxarounm Ha BCi XOPCTOKOCTI, BiH 3yMiB
3pOBUTHCA YUMCb HAA3BUUANHUM: NIOOUHOO, L0
BCiM OoBipAna. Muxaunis 30BCiM He maB noni-
THYHOrO iIHCTUHKTY: BiH He TiNbKW ManroBas NuLe
Te Y WO 8ipUB, — BiH, HABITb, BYXUBAB Ui KAPTUHM,
wob KpUTUKYBaTHU BNangy.

La puca Muxainosa Hapana kapTuUHi 3a 3a-
Bicoro XXummaAa AKOICb CNEUiAnbLHOI KOMNO3u-
UinHOI HEeBMHHOCTI, AKa 3axoBana CnpasBXHiu
3MICT KapTHUHK BiQ COBILULKOIro CTPaxoBMLLa, Ao
AKOro BigHOCKWNAack LA aneropifa; kaptuHa 6yna
noKasaHa Ha KinbKOX BMCTaBKax, aX MOKM, Ha-
pewTi, B MOCKBiI NnpeacTaBHMUKK BNagmM ii 3po3y-
MiNK | HeramHo 3HANK 3 BUCTaBKKM. Ha auBo,
MabyTb 3 nowaHu [0 MUCTeubKol penyTtauii
Muxannosa, kaptuHa He 6yna 3HuWeHa i i
noBepHynN1 aBTOpPOBI. B Ti yacu xyQoXXHWKa AKUIA
He mantoBaB xopobporo i Mygporo JleHiHa, wo
inpe TpakTopom y CrnaBHy KomyHicTMuHy Mami-
6yTHICTE JTtoacTBa, BBaXKanu MUCTELILKUM €pe-
TUKOM Ta BOPOrom Hapopy. 3a 3asicoro JKumms
He TinbkW He mana B CO6i odiLiMHUX KOMY-
HICTUYHUX "BapTOCTEN” a, HaBNaKW, NoKasyeana
urMmMano AOyxosux igeanis, Aki 6ynu HULWEHI No
DOpPO3i A0 KOMYHICTUUHOro "ManbyTHbOro”.
BxuBatoun TpaguuinHMKA MeTog aneropucTis,
Muxannis Mantoe pykKy WO BiOXUNAE Beceny,
6apsucty 3aBicy XXUTTA, Wwo6 nokasaTy 3a Hek
BeneTeHcbKi (i Nipo3pino BeamenenonibHi) Horm
CTpaxoBuwia, AKe 36MpPAETbLCA PO3OYLWNTH He-
wacHoro Mepo. Ha 3agHbOMY NNAHI — NOXexa
HULWNTBL Xpam, Lern CMMBOM UMBINi3auii, KynbTypw
i Tpaguuii. MmuxanniB mMae wWe Kinbka KapTwH
nopibHoro xapaktepy, Hanpuknapn, 3akosaHe
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cog in Stalin’s vast machine of state. For in the
late twenties and early thirties, when other pain-
ters were toeing the line with the official Social-
ist Realism, with its familiar scenes of happiness
through rural electrification (S. V. Riangina’s
Higher, Ever Higher!), Mykhailiv was drawing
Behind the Curtain of Life (1923, 18 x 24-1/2
inches, pastel on paper), an almost ingenuously
explicit double allegory of Russian domination
of Ukraine and the Soviet bureaucratic destruc-
tion of the arts, by all accounts a particularly
merciless enterprise. From such a painting one
gets a sense of a poignant naivete on the part of
the artist, but this is not really the case. Mykhai-
liv was a soldier more than once, during some
of the worst fighting the world has seen. He
emerges, rather, as that rare, amazing thing: a
genuine innocent. Indeed, his instinct was any-
thing but diplomatic: not only did he stick to the
kind of painting he believed in, but he used this
painting to criticize the unfairness he saw around
him.

There is something so terribly innocent in the
simple presentation in Behind the Curtain of
Life that its allegory was missed by the monster
depicted in the painting, and it was shown in
several exhibitions until it was understood, in
Moscow, and immediately pulled out of circula-
tion. In a small miracle of respect for the pain-
ter’s talents, the piece was returned to him and
not destroyed. In those days if you were not
painting the brave and wise figure of Lenin rid-
ing a tractor off into the Glorious Communist
Future of Mankind, you were an artistic heretic.
Not only was Behind the Curtain of Life con-
spicuously indifferent to those official Commu-
nist pieties, it pointed out a few things which
were being destroyed along the road to those
ideals. With the traditional allegorist’s device, a
hand pulls back a curtain to reveal a scene, in
which the foot of a giant (and suspiciously
ursine) monster is about to crush a fallen Pier-
rot figure. In the background, a temple, symbol-
ical repository of civilization, culture, and tradi-
tion, is in flames. An innocent, simply conceived,
but hardly optimistic painting, and one with real
risks invoived beyond the ordinary esthetic ones,
The Chained Art (1925, 15-1/2 x 18 inches,
watercolor on paper) deals as explicitly with the
theme: the image is a tree wrapped in chains.



Mucmeuymso (1925, 15-1/2 x 18, akeapena); uA
MPOCTO CKOMNOHOBAHA, HibWM HEBWMHHOI TeMM
KapTuHa, Tex morna npuHectu 6iny aBTOpOBI,
O HACMINMBCA NoKasaTh TOroYyacHe MUCTELTBO
AK OepeBo, OBKpyUeHe BAXKUM NaHUKOroMm,

MOTYyXHUIA CTPYM aneropuvuyHoro nNpoTecty B
6araTbox kKapTuHax Muxamnnosa Haragye mMeTo-
OMKOK He PpaHUy3bKUX CUMBOIIICTIB, a CKOpiwe
pociNcbKUX Manapis Apyroi nonoeuMHu 19-ro
cTtoniTra, Hanpuknan B. B. Bepewarina. [Jeski
kapTuHW Muxannosa, Taki Ak lTyms, €ro XKe He
lMpeddewu, 3a 3asicorwo XXumma T1a 3azybneHa
Cnasa, BUKOHaHi noni6bHo 0o kapTuHu Bepeuwa-
rina Anomeosa BidnHu, wo 6yna manbosaHa
1871-ro poky Ta 6yna ipOHIYHO nNpUCBAYEHA
"BCiM BErnMK1MM 3aBOMOBHWKAM, MUHYITUM, Te-
nepiwHiM i manbyTHiM”. Lla kapTuHa nokasye
BENETEHCLKY NipamiganbHy Kyny BubBineHuXx ye-
penis, Ha AKiK NaceTCA 3rpan KPYyKiB; ganeko Ha
3aQHbLOMY MNAHI — pyiHK dopTeli.

. CUMBONICTUYHI TBOPH

KapTuHW 3 yKpaiHCbKOK TeMaTUKOK € Hau-
ronoeHiwWKmK B TBOpax Muxamnnosa. ¥ HbOro €
4uMMano wenespiB, Ooe ropae YKpaiHCbLKe MUHyNe
4apodHix nereHn € YycniwWHO CWHTe30BaHe 3
CUMBONICTUYHUMKU METOOAMKU Ta "MY3NUHUMK
ineAMr MantBaHHA, AKI MuUxannis pO3BUHYB i3
npaupb Yictnepa ta iHWKx. Te, WO MOXe 3aaTtuca
HEBUHHOK (paHTa3i€l0, NEpeTBOPHOETLCA Ha
rmm6okKo-3mMicToBHI 06pasn, NOBHI Tyrn 3a
6aTbKiBWKWHOKD, MOBHI iAen NOYEPNHYTUX 3 KPK-
HUUi rMUbWOI HiXX NamM’ATb iHOMBIAYanbHOI
noanHKU. Taki KapTUHW HECYTb FONOCHWUI 3aKNNK
Ao Tpaguuin i cnaBn MMUHYNOro, 00 OCYOKEHHA
cyvyacHocTn. Cama chopma umx kaptuH 6yna
aHaTemMolo OnA cTaniHcbKMx GOpoKpaTtie Ta gnA
caMmnx OCHOB KOMYHi3My: crniosa Mopo

”] do not believe in what | touch or what | see.
| believe only in what | do not see and above all
what | feel.”

AKi € CNiB3BYYHi 3 MMCTEUTBOM Munxamnosa, —
Ue aHTUTE3a OIANEeKTUYHOro MaTepianiamy.

Tpuntux CoHama YkpaiHu — ue 4M He HaM-
BU3HauUHIWWM TBIp MMxannoea; BiH cknafaeTbecA
3 Takux KapTuH: Cmapul UYsuHmap, 3pyliHo-
BaHull Cnokid Ta Bnykarouud [yx (Bci 1916 p.,

There is a strong current of allegorical protest
running through the best of these paintings,
reminding one more of the attitude and methods
of a mid-to-late 19th-Century Russian painter
like V.V. Vereshchagin than any French Symbo-
list. Some of Mykhailiv's paintings, like The Road
of No Return, Behind the Curtain of Life, and
The Lost Glory, are in the best tradition of
Vereshchagin's The Apotheosis of War, painted
in 1871 and ironically subtitled: “Dedicated to
All Great Conquerors Past, Present, and Future”.
The image of Apotheosis of War is a vast pyram-
idal mound of bleached sculls, which dominates
the composition, with a flock of ravens feasting
and resting on it; in the deep space of the back-
ground, a ruined fortification stands.

Il. THE SYMBOLIST WORKS

The Ukrainian paintings are the core of Myk-
hailiv’s ouvre, and there are several masterpie-
ces in which he successfully synthesizes the
proud Ukrainian past of the folktales with the
Symbolist techniques and “musical” ideas of
painting he had developed out of Whistler and
others. What at first seem harmless fantasies
resolve first into deeply nostalgic, archetypal
images from a well deeper than memory. Many
resolve further into powerful calls upon the tradi-
tion and grandeur of the past to sit in judge-
ment upon an increasingly troubled present.
The very form and esthetic of these paintings
was anathema to Stalin’s bureaucracy, and,in a
way, to the basis of Communism: Moreau’s
famous statement

“I do not believe in what | touch or what | see.
| believe only in what | do not see and above all
what | feel.”

which finds so much sympathy in Mykhailiv's
practice, is hardly Dialectical Materialism.

Ukrainian Sonata, perhaps Mykhailiv's grea-
test work, is a suite of three drawings: The Old
Graveyard, The Rest Disturbed, and The Wand-
ering Spirit (all 1916, 18 x 23-1/2 inches, pastel
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18 x 23-1/2, nactenn). LIA coHarta (iHakwe He
MOXHa Ha3BaTH Ui KapTUHK, BUKOHAHI LUiINKOBUTO
YHIKanbHOK TeXHIKOK), pasoM i3 TeMaTU4HO
CNopiaHeHOo KapTuHoOto 3azybneHa Cnasa (1922
p., 18% x 25, nacTtena), nogarTb He TiNbKM
BiOYYTTA HENOBOPOTHOI BTpaTW, ane M noka-
3ylOTb YNEpTy CTiMKICTb MWUHYNOro nepep cy-
yacHoto onpecieto. Lli kapTUHK nepeTkaHi ineeto
KO3aubkoro BaTaxka-leTbmaHa, WO BCTae 3
MOFMNK MUHYNOrO He ANA 3aXMCTy CBOro Hapoay
(AK B aHrnivcekin nerenpi, ne Wpaxcic Opeiik
BCTaHe 3 MOTUnK Ha 6il, KONK MOro NOKMUYYTh
6y6H#), ane WO6 FAAHYTH Ha TenepilHicTb i ii
3acyouTu.

Cknaposi yactmHm CoHamu YkpaiHu mancTep-
HO NoegHaHi NOCTYNOBO-TEMHILIOK TOHANLHIC-
Ti0 Heba. B nepwiin yacTuHi — monogui micaub
nnuee Ha 6nigomy Hebi; B HACTYNHINM — ue Ni3HIM
Bedip 3 cysip’am Benukoro Bosa; HapewTi —
He6o rmMUBOKOI HOUi, 3 CAMOTHLOIO 3ipKOID UM
NNAHETO. HacTMHM COHATH TaK camMO NOEQHaHI
NOCTYNOBUM MOCUNEHHAM KOHTpacTy: B Cma-
pomy LiBuHmapi KONbOpH NPUrNyLIeHi, OQHaKOBI,
TbMAHO Cipo-3eneHi Ta tocdopuuHo-6nigi;
3pytiHoBaHul Cnokili HaManNLOBaHO 3 TEMHILLIMM
nepenHiM NNAHOM Ta 3 BUPA3HUM CAEBOM NOHAan
obpiem; konbopu Baykarowo20 [yxa HanTeMHiLi,
OCBITNEHI TiNbKK 3ipKOD, AYXOM Ta XUMEPHUM
NNeTUBOM CTEXOK, WO HMMW NPOXOOMB OYyX
noHag WWMPOKKMM O3epKanoMm CriokimHOro craBka.

3azybneHa CnaBa, ua HI6M KOMMO3UUIMHO

HecknagHa piy, ge 6auMMo Haa3BMUaAMHO ManbOoB-
HUYy reTbmaHCeKy Gynasy, 3arybneHy B Tpasi,
Ha CXuni caMOTHbLOI MOTUNKU B YKPAaiHCLKUX
cTenax, — ue 0AHa 3 HaM3BOPYLWNUBILWKMX KapTUH
Muxannosa. MpoTUCTAaBNEHHA CAMOTHLOI NpU-
ponu i 3ary6neHoro CMMBONa MWHYBLIMHK BU-
KITMK@€E NoUyTTA CyMy Ta NEBHKWX uyapiB. 3Ma€TbCA,
Wwo 3aHenbaHe MUHyne 3aBMEpno, Yekatoum, Wwob
MOro 3Hanwnu; 6ynasa — Hibu AKachb 3a4aposa-
Ha piu i3 cTapoi ka3ku. Len cnissnnus npu-
poau i CMMBOMIKKM NPUBOAUTL HA OYMKY Bipu
Yonneca CriBeHca, “Anecdote of the Jar™

Moknae A Fneunk B TeHHec,

Takui BiH Kpyrnumn 6yB, Ha Cxuni.

| panTom BCA OMKa Npupona Haskono,

Crana 4oMycCb HerapHoto.

Ouki rywi nigHANKUCA, 0TOUMNK rNeyuk,

| npupopa exe He 6yna AuKoH.

Tak rmeunk nononas npupoay.
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on paper). This suite of paintings (for that is
what his handling of the pastel technique ulti-
mately amounts to), together with the themati-
cally related work The Lost Glory (1922, 18-1/2
x 25 inches, pastel on paper), presents a vision
of a loss and of the stubborn persistence of the
past in the face of oppression. These paintings
are haunted by the idea of the Hetman, or Cos-
sack leader, rising up from the grave of the past
not to defend his countrymen (as in English
legend, where in time of dire need Sir Francis
Drake will come to the rescue if his drum is
sounded), but to look directly, with implied
judgement, on the poor condition of the present.

The three movements of the Ukrainian Sonata
are artfully connected by a progressive darken-
ing of the sky. In the first, it is dusk or early
night, with the moon out; next, it is evening,
with Ursa Major presiding; and lastly, deep night,
with a single star or planet in the sky. The
movements are also linked by a carefully-mo-
dulated increase in contrasts: the colors of The
Old Graveyard are muted and very similar in
value, hazy gray-greens, nacreous whites; in
The Rest Disturbed, the foreground darkens and
there is luminosity all above the horizon: and
color in The Wandering Spirit has darkened to
maturity, glowing from star and spirit and trac-
ing the glowing currents of a broad, reflective
lake.

The Lost Glory, with its simple and yet fantas-
tic placement of a beautiful, jewelled Hetman'’s
scepter on a grassy hill in the Ukrainian wilder-
ness, is one of the most moving of all of Mykhai-
liv's works. The effect of juxtaposition of the
lonely natural settings and the discarded sym-
bol of the past, resonates with a combination of
sadness and magic. The past seems to wait,
neglected, to be reclaimed; the scepter seems
an object under a spell, from an old fairy tale.
Its symbolical yet very real effect on the natural
world of the painting recalls nothing so much as
Wallace Steven's poem, “Anecdote of the Jar”:

| placed a jar in Tennessee,
And round it was, upon a hill.

It made the slovenly wilderness
Surround the hill.

The wilderness rose up to it, )
And sprawled around, no longer wild.

It tock dominion everywhere.



B CoHami Ykpainu Ta 3aaybneniti Cnasi mMu
6auMMo HangpamaTuvuHiwy peanizadito MUC-
Teubknx 3ai6HOCTEen Muxannosa.

Akwo kaptuHa Kam’ani babu (1919 p., 17 x
23-1/2, nactena) ue we oanHa nebenunHa nicHA
npo yntobneHy MrMHyBWKMHY, TO Yadlka (1923 p.,
17-1/2 x 23, nactenAa) — uUe CUMBOMIYHA Bi3iA
Npo BiNbHY, He3anexHy YkpaiHy. Lla npekpacHo
BUKOHaHa KapTWHa 30BCIM HE MAaE HaTAKIB Ha
NPUrHIUYOUY cyuyacHicTb Muxannosa i TuM
camum 3BepTaE yeary Ha npobnemu uiei cyvac-
HOCTH: YaCOM HEeMaE€ Kpawloro cnocoby nokasaTtu
3NUOEHHICTb HIX CBiQOMEe ynasaHHA, WO UA
3NMOEHHICTb He iCHYE.

MuHyne, ogHaue, Ayxe NPUCYTHE B Uik Kap-
TUHI. Kpim uarkmn, uboro cumeony YKkpaiHu, Mu
6auMMo xMapu y opMi BEPLIHKWKIB — Ue opau
3aBOMOBHMKIB, WO nNnoHOpyBanu YkpaiHy. |
uyamka, i BeplwHUKKN BinbnBatoTbCA B CNOKIMHUX
BOOAX PiUYKKU, — BCECBITHbOrO CMMBOIY 4acy.

Muxannis 6yB pPi3HOCTOPOHHIM MUCTEUb; BiH
Mir TBOPWTU HEe Nnuue npekpacHi, a i NpocTo
cTpalwHi peui. Horo kapTtuHa Myms, €ro XXe He
Mpedidewu ayxe Haraoye 3MiCTOM i TEXHIKOO
ekcnpeccioniam EpBappoa Mionxa. Ak MioHxiB
lNMoxopornHul Mapw (1897 p.), ue aneropuvuHe
TpakTyBaHHA CMePTH, Mane po3mipom, ane ayxe
Benuke 3micTom. [Nogi6HO OO cepii pepeBopuUTiB
MaHca Ton6aiHa (Mmonoaworo), Les Simulachres
& Historiees Faces De La Mort Ta 0o Tpagouuin-

HOI cepeAHbLOBIUHOI iOei Npo "TaHeub CMepTH”, -

Myms MuxannoBa nokasye npouecito, oe inyTb
i uapi, i pabu (B ubomy BuRankKy uen obpas
Kpalwe NOKasy€e CyuyacHiCTb MUCTUA HiXx y [on-
6aiHa). Lia 6e3kiHeuHa KONOHa NOOEN Mapuye
0O COHUA Ha 06pii, coHuA, WO BHUIMAQAE AK
noacbku uepen. BennuesHa ama, HiBM macosa
Moruna, QoOMiHy€ NOXMYpHUi, NOPOXHIN, nepen-
Hi¥ NAAH KAPTUHMU.

Kaptuha Od, Yozo Tu [llouopHino, 3eneHee
lMTone? (1915 p.) — ue 3HOBY KOMeHTap npo
BiHY: UepBOHE HE60 HAaQ TEMHUM, CMOPOXHINUM
nonem 60ow. B kaptuHi Mid Con (1921 p.)
Muxannie BXXMBAE OOUH 3 HANCTApILLMX CUMBONIB
nropncTea; Kapn KOHP Kaxe, Wo 3Min ue "TpaHc-
UeHOeHTanbHUM cuMmBon rmMubouini (3na?)”; TyT
06KpPYTUBCA HABKOMNO WKbBeHuUi.

Mysuka 3ip (1919 p., 18-1/2 x 24, nacTtenn) ue

Together with the Ukrainian Sonata, The Last
Glory stands as the most dramatic realization of
Mykhailiv’s talents.

If The Stone Babas (1919, 17 x 23-1/2 inches,
pastel on paper) is another swan-song for the
beloved past, The Sea-Gull (1923, 17-1/2 x 23
inches, pastel on paper) is a symbolic vision of
a free people. In this beautiful drawing it is the
compiete absence of reference to Mykhailiv's
immedite historical situation that makes it point
so compellingly to just the problem it omits:
there is often nothing which shows up squalor
better than the embarassing example of its
hypothetical absence.

The past, however, is invoked. The gull, long
a symbol of Ukraine in folklore, is not alone:
hidden in the clouds are ghostly horsemen,
representing the hordes that swept across Ukra-
ine in the past. Both are reflected in the flowing
river, a universal symbol of time.

Mykhailiv was a broad artist, and could work
with the terrible as well as with the beautiful.
The Road of No Return (1924, 19-1/2 x 24 inches,
pastel on paper), is the closest Mykhailiv comes
in style and content to the Expressionism of
Edvard Munch. Like Munch’s 1897 drawing,
Funeral March, it is a crowded allegorical treat-
ment of death, small in size but large in the mul-
titudes suggested. In The Road of No Return, as
in Hans Holbein the Younger's woodcut cycle,
Les Simulachres & Historiees Faces De La Mort,
and in the traditional medieval idea of the “dance
of death”, Mykhailiv's procession includes king
and serf alike (making an image more illustra-
tive of the artist's own time than Holbein had).
The vast column of people moves into the set-
ting sun — which turns out to be the top half of
a scull. A shape like a mass grave is in the bleak
and empty foreground of the picture.

Why Didst Thou Darken, Field of Green? (1915,
19 x 24-1/2 inches, pastel on paper) is another
commentary on war: a red sky over a deserted
battlefield. My Dream (1921, 18 x 22 inches,
pastel on paper) uses one of the most ancient
symbols known, the serpent, according to Carl
Jung a “transcendent symbol of the depths”:
here it winds around a double gallows.

Music of Stars (1919, 18-1/2 x 24 inches, pas-
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PaHHA peHamUia YaponitHUX, MY3UUHUX TEM, WO
nisHiwe 6ynv NOBHICTIO po3pobneHi y MicauHil
ConHami.

Tpuntux MicauHa CoHama — ue uvapiBHa
¢haHTasia Npo AUTUHCTBO, 3 TpariyHWUM 3aKiH-
YEHHAM, — L0 CKNana€eTbCA 3 KapTUH: 3onome
Humurncmso, Kpuxke JumuHcmso 1a Anomeosa.
Lla conarta Haranye wock i3 Midsummer Night's
Dream; micAuHe CAEBO, BENETEHCHLKI CHHI KpULU-
Tani, NPOMIHHA, WO NepeTBOPIOETLCA HA 30M0TO,
OMBOBMXHA KBiTKA, — BCE Le CTBOPOE aTMOC-
hepy 3a4yapoBaHOi Ka3KoBOCTU. OgHa 3 MOX-
NMBUX iHTEpNpeTaUil Uboro TPUNTMXa ue Tema
BTpPaTW HEBUHHOCTH, TaK BiANOBIgHA OO0 cyuvac-
HocTu Muxannosa. CumBoOnika ige Big Moxnu-
BOCTENW [0 BTpaTH, BiO, 3BUYAMHOrG CHY gO
HaTAKy Npo no4atok kowmapy. Uen cneuwm-
biuHMK cumBoniaMm pobute MicauHy Conamy
OOHUM 3 HaWOuBHIWKWX TBOpPiB Muxannosa.
OctaHHA yacTuHa, Anomeo3sa, ne repoi coHaTw,
ManeHbKHMN XNONYMK, CMAOMTL CaMOTHLO MNpPH
3axodi MicAUA, NOpPYY 3 NONamMaHoK KBITKO
Haa 3apOCnMM CTaBKOM — L€ OOUH 3 HAWCUIb-
HiWWx i HanNpoMoBMUCTiWKX 06pasis B icTopii
ManAapcTea.

Ha IpaHi BiuHoz20, ue pyxe, Qyxe MPUrHi-
uytoua kapTuHa. TyT Muxannie nokasye Hibu
BXiA, nepemnokin o Hesipomoro. B ueHTpi
TEMHOI KiMHaTH, BaXXKUM KaTadanbk 3 3aKpUTOK
TPYHOIO CTOITb Ha NapkeTHiM nignosi. Bokosi
CTiHA MarOTb OBa KPYrnux (Hi6W Ha kopabni)
BiKHA, Ha 3a0Hik cTiHi — 3asica. MpukpaweHa
UoTHpPMA BiHKAMM, LA 3aBiCa TPOXM PO3XMNEHa
nocepenmnHi, — i 30aeTbCA WO i TpyHa, i KaTa-
hanbK BXe NOYUHAIOTHL CYHYTUCA NO3a 3aBicy, B
TeMmHe Hesigome, y BiunicTb. CTBOpeHa nBa poku
nicna kapTuhu lyms, €ro Xe He [lpeiidewu,
WO TpakTyBana NnUTaHHA CMEepPTH Uinux cnocobis
KUTTA Ta BeNUKMX Mac nioactea, Ha [paHi
Biunozo nokasye nigxion Mwuxannosa go npo-
6nemn iHouBiOYaneHOi cMepTH.

Hl. IHWI TBOPK

MOpiBHIOIOYK 3 CUMBOMIYHUMM, iHWI TBOPH
Muxaitnosa, xo4ya i KOMNETEHTHO BMKOHAHI,
CNpaBnAoTb HIBKM MeHWe BpaxiHHA. OgHak, Ha-
BiTb cepeqd Ui€i rpynu npaub € ummano nep-
WOopAQHUX, He3BMUYaWHMX KapTuH. Hanpuknapg,
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tel on paper) is an earlier treatment of the magi-
cal, musical themes to be developed fully in the
Moonlight Sonata drawings.

Moonlight Sonata is another suite in three
parts, a wonderful fantasia of childhood: The
Golden Childhood, The Fragile Childhood, and
The Finale (all 1927, 18-1/2 x 24-1/2 inches,
pastel on paper). There is a “Midsummer Night’s
Dream” quality to this suite, a feeling of pure
fairy tale in its spectacular moonlit atmosphere,
niant blue crystals, straight moonbeams and
large glooms. The theme of this sequence is the
loss of innocence, a theme profoundly proper
for the artist’s time. The symbolic movement is
from possibility to loss, from pure dream to the
beginning of nightmare. Moonlight Sonata re-
mains one of the strangest, in its hermetic sym-
bolism, of all of Mykhailiv's paintings. The last
panel, The Finale, which leaves the hero of the
suite, a small boy, alone in a darkening glade
with the moon setting, with a broken flower and
an ambiguous crystalline-flower shape glowing
beside him, is one of the most powerful and
inexplicable images anyone has made.

On the Edge of Eternity (1926, 20-1/2 x 27-1/2
inches, pastel on paper) is a dark, dark painting.
Here Mykhailiv has chosen to present a kind of
anteroom to the Unknown. A draped coffin sits
on a heavy wood catafalque at the center of a
dark room with a tiled floor. There are two
porthole-style windows set into either wall, and
a curtained doorway in the center of the rear
wall. The curtain is hung with four wreaths, and
is parted in the middle, as if casket, bier, and all
were about to slide into the dark chute behind
it. Painted two years after The Road of No
Return, which dealt with the deaths of whole
ways of life, and great masses of people, this
was the artist’s confrontation with the funda-
mental question of individual death.

lIl. ASSOCIATED PAINTINGS AND DRAWINGS

Of Mykhailiv's more conventional paintings,
there is not as much to say. Compared to the
Symbolist works, they seem almost ordinary,
though they are certainly competent. Within this
second body of work, however, there are quite a



binud Bysok (1931 p., 17-1/2 x 23-1/2, nacTtena);
uA KapTuHa morna 6 6yt HamanboBaHa AKMMCb
aMepHKaHCbKUM XY OXHWKOM OeB'ATHAQUATOro
CTONITTA, CKaxiMo, Takum Ak Py6enc Min. BikHo
3 Knuzamu (1910 p., 18 x 22, nactena) Ta BikHO
Ha Bepardy (1918 p., 20-1/2 x 25, nactena) —
ue unuctum [Tep BoHHapa. LikaBo 3ayeaxuTth,
Wwo ui nacreni Muxamnnis cTeopue mamxe Toqi,
abo Tpoxu paHiwe, AK 3’ABUNMCA CTUMICTUYHI
peui boHHappaa, AKi Tak A0 HUX NOQi6HI.

lMonmasceki Mpanuku (1929 p., 16 x 23, nac-
TenA) Ta Hamropmopm (1931 p., 16 x 21, nacTe-
NA) ~— ue HanbiNbil MOOEPHICTUUHI HATIOPMOPTH
MuxainoBsa, WwWo HaragyoTe pernpeseHTauifHui
KOHCTPYKTUBI3M 3 MOro HaniB-ky6iCTUUHKUM Npo-
CTOPOM Ta reOMeTPUUHUMHK pirypamu. AK i iHLWiI
He-CMMBONIiYHi peui Muxainosa, BOHWM Ayxe
no6pe BMKOHAaHI, ane CTOATb OCTOPOHb Bif HOro
ronosBHKUX TBOPIB.

V. MIPUMITKH | BIBNIOIPA®IA

CMNUCOK OBrOBOPEHUX KAPTHUH:

Yucna B gyxkax () BigHocAaTbeAa 00 "MoBHOro
cnucky kaptud KOxuma Mwuxannosa”, cknage-
Horo T. i KO. Hannenkamu.

"COHATA YKPATHA™:
(131) "CTAPWUA LIBUHTAP”, 1916 p., nacTens.

(132)"3PYMHOBAHWW CMOKIN”, 1916 p.,
nacTena.
(133) "BNYKAIOYMHK OYX”, 1916 p., nacTens.

(174) "MIN COH", 1921 p., nacTens.

(198) "3ATYBNEHA CNABA”, 1922 p., nactens.
(154) "MY3HMKA 3IP”, 1919 p., nacTtenaA.

(207) "HAHKA”, 1923 p., nacTens.

(155) "KAM’'AHI BABWH”, 1919 p., nacTena.

few first-rate, unusual paintings. The White Li-
lacs (1931, 17-1/2 x 23-1/2 inches, pastel on
paper), for instance, might have been painted
by a nineteenth-century American like Rubens
Peale. The Books on a Windowsill (1910, 18 x 22
inches, pastel on paper) and The Window onto
the Porch (1918, 20-1/2 x 25 inches, pastel on
paper), are pure Pierre Bonnard. The odd thing
being that Mykhailiv’'s two pastels come at about
the same time as, or a little ahead of, the stylis-
tic developments of Bonnard’s which they re-
semble.

Cookies from Poltava (1929, 16 x 23 inches,
pastel on paper) and Still-Life (1931, 16 x 21
inches, pastel on paper) are Mykhailiv’'s most
Modernist still-life paintings, and amount to
offhand representational Constructivism, making
the most of a distorted, semi-cubistic space and
accentuating geometric shape and design. Like
most of the non-symbolist works of Mykabhiliv,
they are very good, but stand outside the main-
stream of his work.

IV. NOTES AND BIBLIOGRAPHY

PAINTINGS DISCUSSED:

All numbers in () refer to the “Master List
of Paintings by Yukhym Mykhailiv”, typescript
compiled by Mr. and Mrs. George Chaplenko.

“UKRAINIAN SONATA”

(131) “THE OLD GRAVEYARD”, 1916,
18 x 23-1/2 inches, pastel on paper.

(132) “THE REST DISTURBED”, 19186,
18 x 23-1/2 inches, pastel on paper.

(133) “THE WANDERING SPIRIT”, 1916,
18 x 23-1/2 inches, pastel on paper.

(174) “MY DREAM”, 1921, 18 x 22 inches, pastel
on paper.

(198) “THE LOST GLORY”, 1922, 18-1/2 x 25
inches, pastel on paper.

(154) “MUSIC OF STARS”, 1919, 18-1/2 x 24
inches, pastel on paper.

(207) “THE SEA-GULL", 1923,
inches, pastel on paper.

(155) “THE STONE BABAS”, 1919, 17 x 23-1/2
inches, pastel on paper.

17-1/2 x 23
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(246) "3BAKOBAHE MWUWCTEUTBO”, 1925 p.,
akBapena.

(227) "NYTb, EI'OXE HE NMPEMOELLUM”,1924 P
nacrtens.

(209) "3A 3ABICOIO XXHUTTA”, 1923 p., nactens.

"MICAYHA COHATA™:

(264) "30NOTE [OMTHUHCTBO”, 1927 p.,
nacrtens.
(265) "KPUXKE OUTUHCTBO”, 1927 p., nacTens.

(266) "AINMOTEO3A”, 1927 p., nacrena.

(2583) "HA TPAHI BIYHOIO”, 1926 p., nacTtens.

(113) "OM, HOrO T NOYOPHINO, 3ENEHEE
NONE?”, 1915 p., nacrens.

(279) "MNOJITABCDbBKI
nactens.
(291) "HATIOPMOPT”, 1931 p., nactens.

MPAHUKA”, 1929 p.,

(290) "BINWUN BY3OK”, 1931 p., nactens.
(152) "BIKHO HA BEPAHLY”, 1918 p., nacTens.

( 25) "BIKHO 3 KHUFAMMW"”, 1910 p., nacTens.
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p. MaitcbeT, "TBOPUICTb | XKXUTTA 1O. C. MU-
XAWUNOBA”, Yepsonud Linax u. 4, 1927 p.,
CT. 212-222. (AHrnincekuin nepeknan KOpia
YanneHka.)

James Thrall Soby, James Elliot, and Monroe
Wheeler, "Bonnard and His Environment”,
1964, New York, The Museum of Modern
Art in Collaboration with The Los Angeles
County Museum of Art and the Art Institute
of Chicago.

Dmitrii Vladimirovich Sarabianov, E. Yu. Korot-
kevich, E. A. Uspenskaia and John E. Bowilt,
"Russian and Soviet Painting: An Exhibition
from the Museum of the USSR. Presented
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(246) “THE CHAINED ART”, 1925, 15-1/2 x 18
inches, watercolor on paper.

(227) “THE ROAD OF NO RETURN”, 1924,
19-1/2 x 24 inches, pastel on paper.

(209) “BEHIND THE CURTAIN OF LIFE”, 1923,
18 x 24-1/2 inches, pastel on paper.

“MOONLIGHT SONATA”

(264) “THE GOLDEN CHILDHOOD", 1927,
18-1/2 x 24-1/2 inches, pastel on paper.

(265) “THE FRAGILE CHILDHOOD”, 1927,
18-1/2 x 24-1/2 inches, pastel on paper.

(266) “THE FINALE”, 1927, 18-1/2 x 24-1/2
inches, pastel on paper.

(253) “ON THE EDGE OF ETERNITY”, 1926,
20-1/2 x 27-1/2 inches, pastel on paper.

(113) “WHY DIDST THOU DARKEN, FIELD OF
GREEN?”, 1915, 19 x 24-1/2 inches, pastel
on paper.

(279) “COOKIES FROM POLTAVA”, 1929,
16 x 23 inches, pastel on paper.

(291) “STILL-LIFE”, 1931, 16 x 21 inches, pastel
on paper.

(290) “THE WHITE LILACS”, 1931,
17-1/2 x 23-1/2 inches, pastel on paper.

(152) “THE WINDOW ONTO THE PORCH”,
1918, 20-1/2 x 25 inches, pastel on paper.

(25) “THE BOOKS ON A WINDOWSILL", 1910,
18 x 22 inches, pastel on paper.
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FPYMA NMPOBIOHKUX YKPAIHLIB OBAOLIATHUX
POKIB. (doTo 1921 poky.)

CupoAaTe, 3niBa HanpaBo — Makcum PunbCcbkum,
FOpin MexeHko, Mukona XBunbosui, Maik
MoraHceH, KOxum Muxainis, Muxaino
Bepwukiscbkui, Munun Koamubkui.

CepegnHa — Hatanka PoMaHOBMY-TKaueHKo,
Muxanno MorunaHcekui, Bacune Ennax-
Bnakuthui, Ceprin Mununenko, Masno TuuuHa,
Masno Mununosuu, CaBenin XyTOPAHCbLKUMN.

Bropi — OmuTpo 3aryn, Mukona 3epos,
Mwuxanno [pai-Xmapa, Mpuropin KocuHka,
Bonogumup Coctopa, Togock Ocbmauka,
Bonopumup Kopak, Muxaitno Isuenko, Bopuc
AKy6CbKUi.
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LEADERS OF UKRAINIAN CULTURE OF
1920s. (1921 photograph.)

Sitting, left-to-right: Maxym Ry!skyi, Yurii
Mezhenko, Mykola Khvyliovyi, Mike Johansen,
Yukhym Mykhailiv, Mykhailo Verykivskyi, Pylyp
Kozytskyi.

Middle row: Natalka Romanovych-Tkachenko,
Mykhailo Mohylianskyi, Vasyl Ellan-Blakytnyi,
Serhii Pylypenko, Pavlo Tychyna, Pavlo
Fylypovych, Savelii Khutorianskyi.

Top row: Dmytro Zahul, Mykola Zerov,
Mykhailo Drai-Khmara, Hryhorii Kosynka,
Volodymyr Sosiura, Todos Osmachka,
Volodymyr Koriak, Mykhailo Ivchenko, Borys
Yakubskyi. o



3 NNCTIB MUXAMUMNOBA 00O
NOro apy3iB *

OO NOETA TPOXHUMA POMAHYEHKA

...Hema y Hac Hiakoi opraHisauii, a ue aoyxe
WKOOWUTb PO3BUTKOBI Halwux TanaHTiB, Hewma
3Bigku pictatn 3anomorn. Ckaxy npo cebe. A
TEpnNkO, He BUCTABMAKD CBOIX peuyern Ha po-
CiINCbKMX BUCTAaBKAax, HE BBaXakuWu Ha OOCUTHL
NPUEMHY NEPCNeKTUBY: MOpanbHe 3aQ0BONEHHA
i rpouti, i yekato, uekaro, KONu HapewTi NouyHr
NPO OpraHi3auito YKpaiHCbKUX XyOOXHUKIB, Npo
BUCTaBKY B piAHiA ciM’l, B cBOin xaTti. Bu Bxe
3HAETe, AK A BiQHOWYCb 00 y4yacTi B POCIMCbKUX
XypHanax, 3Ha€eTe, WO BCe: rpowi, nonynap-
HiCTb, CAMOBTIXy A BiOOar0 Ha BiBTap YKpaiHu,
UEKaro CBOrO XypHany, CBOro BUgaHHA. Ane um
OOBro BCe ue Tak MOXnueo pobutn? lMpaua
XyOOXHWKA — Oaneko He npauA NUCbMEHHMUKA.
3a60pOoHAKOTL OCTAHHbOMY OPYKYBAaTUCb — BiH
PO3MNOBCHOOXYE CBOI OYMKW, CBOI TBOPU B pYy-
Konucax, HapewTi HeneranbHO BUOacTb. He Te 3
kapTuHamu. bes BucrtaBku, 6e3 npecu, BOHU —
MepTBi, BOHW — CKap6, 3ax0BaHMM B 3eMfi.

Mokn Wo B MeHe He BMUpaE Hafia Ha "To-
BaApUCTBO YKPAiHCbKUX XyOOXHUKIB’. Ane Konu
BOHO 6yne? bes Hboro 6Garato BinGUBAETLCA
Big Haworo Tabopy i noe npautoBaT Ha UyxXy
HMBY, 36arauyBaTh uyxy KynbTypy. CTpalwHo
pobuTbCA, 3a BannyxicTio "Hawux” MU K Ooci
He MaEMO XOY HEBEMMUKOI HaUiOHanNLHOI ranepii.
fMocninbCTBO NOBMHHO BMXOBYBATW HauUioOHaMb-
HWX XYDOXHHUKIB i 3aKnacTu ranepito. Buxopani
HauioOHanbLHO XYOOXHWKKU HEe CTaHyTb NOPOXU-
TUCA 3 CBOIMM KapTUHamu | pago NiayTb Ha
popore, HeobxigHe HauioHanbHe gino. MNpaeaa,
y Hac Hema€e MelueHaTiB, HawWwi AyKU BioOakTb
CBOI1 KaniTanu Ha "ob6wepycckoe neno”, He 3Ha-
UM # He uyroun noTpebu pigHoi xaTtu. Ane A
3HOB Kaxy: BUXOBaAHi HAUiOHANbHO XYOO0XHWKHU
He CTaHyTb KpaMapAMU.

Konu Tenep npuxoaoutbcA 3auM6GyBaTUCL W
roBOpUTH 3 AKMUMCb POCIAHWMHOM YU TMONAKOM
WwOoA0 HaWOro camoonpenineHHA U HaWwol Kynb-
TYPH, BOHWM NPOCTO 3anuTYHOThb: "a Oe X Bawi
XYOOXXHWUKKW, KOMNO3UTOpPU, TeaTp?” | cnpasgqi,

* HappykosaHi B xypHani "YKPATHA”, TpaseHs 1988 p.

FROM MYKHAILIV'S LETTERS
TO HIS FRIENDS *

TO POET TROKHYM ROMANCHENKO

...We do not have our own organization, and
this harms the development of our talents, as no
financial help is available. Take me, as an
example. | am holding out, refuse to participate
in Russian exhibits, despite certain temptations:
the moral satisfaction of showing my work,
monetary rewards, etc, | hope to hear that there
is an organization of Ukrainian artists, which
arranges our own exhibits, in our own home.
You know my position on working with Russian
publications; you know that | put everything —
monetary rewards, popularity, self-satisfaction,
— on the Altar of Ukraine, waiting to see our
own, Ukrainian publications. How long can this
go on? The work of a painter is sc different
from that of a writer. If a writer is forbidden to
publish, he can spread his word by circulating
his manuscript, or even by clandestine publish-
ing. This cannot be done with paintings. With-
out exhibits, without press notices the paintings
are dead, treasures buried underground.

| am still hoping for a “Society of Ukrainian
Painters”. But when will this happen? Without
such a society our talented people go to work
outside of our culture, enrich other nations’ cul-
tures. It is frightening to think that, because of
the inditference of our people, we still do not
have our own National Gallery, not even a small
one. Each nation should nurture its artists, and
for this a gallery is a must. Only then would our
painters stop showing at other nation’s galler-
ies, only then will they retain their cultural iden-
tity, their ties with our nation. It is true that we
have no art patrons; our wealthy people prefer
to spend their money for the “general Russian”
cause. | firmly believe that if our artists were
truly instilled with the national spirit, they would
rarely abandon our culture.

In conversing with Russian or Polish people,
the problem of our self-determination, our cul-
ture, is always brought up in the form of a sim-
ple question: “But where are your painters,
musicians? Your theater?”. And really, | can

* As published in magazine “UKRAINA”, May, 1988.
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3anuTao i A Tenep Bia ce6e: UM eCTb ¥ HAC XOu
OfHa HauioHanbHa kapTuHa um rpastopa? (A He
Kaxy npo rpaBlOpu cTapi KMIBCbKi, KOTpi 36e-
pernncAa No KHurax Towo). He MoxHa X Hasu-
BaTH "3anopoxuis” PeniHa HaWo KapTUHOM,
a6o N1mMoHeHKOoBI intocTpauii 4o TeaTpis Cyxo-
AonecbkuMx, MNanpamak i iHW.? Hawa kapTuHa
NoBHHHA 6YTH HaNMcaHa HaLoK KPOB'Io, HaLWM
MO3KOM, HalWWMW HepBaMuW, Todi BOHa 6ype
3po3yMina Ham ycim 1 gopora ana BCix.

Oue gymaro nucati nucta XonogHomy, Edpe-
MoBY i, Mmoxe, [lopolweHkoBi. MucaTuMy Ha U0
X TeMy — "TOBapUCTBO YKPAIHCLKMX Xy O OXHU-
Ki”. CTpalweHHO TAXKO, Nobuit Tpoxume Mu-
Konaesuuy, OMBUTUCL i MOBUATH, AK Ka3asB Ta-
pac: "MOBUKM UyxaTu uy6”...

CepneHb, 1913.

0O NOETA MNABNA TUYUHU
WaHosHui i pinHui Maene Mpuroposuuy!

Nosinasca A, wo Bu Bxe gBa pasu 6ynu B
Kuesi i He 3arnanynu go Hac. Lle Bxe He rapasg.
Bu x 3HaeTe Hawe o Bac BigHOWeHHA. Mu
3aBxau oxoudi Bac 6aunTu B cebe.

A npuHaiMHi obpaxeHunin 3a cebe M 3a kap-
TuHy. BoHa uekana v uekae Ha cBoro “snapnapa”,
a BiH MaxHyB Ha Hel nankoto.

Hy Ta Konuck nopaxyemocs.

Bocenu a 6ye B Xapkosi, ane Hanepen nos.i-
aaswuck, Wo Bu B Anynui, He B3AB, 3BUYANHO,
"ApocnaBHu” 3 co6010.

Tenep xe nepepato ii Bam uepes On. CraH.
Yankiscbkoro. [o ii 6iorpadgii nogam, wo 8
3pobuneB 3 Hei NOBTOPEHHA ONA OQHOrO 3 eKC-
KYpCaHTiB, WO BiABIAYIOTb MO MaNCTEpH!O.
Mpaua 6yna TAXka, 60 Taku BMMaranoce, Wo6
6yna gincHa konia. Tak OT MainTe Ha yBasi, Wo
€CTb "NOBTOPEHHA” 3 Bawoi kapTuHK, A Tak i
Hanucae Ha Hil. HanexunTe BoHa nikapto Cucaky
(ranvuanuH). 3pobue NOBTOPEHHA HAA3BWUYAMHO
BNy4YHO, ane Bawa "Apocnasna” Ak nepwoTsip i
Tenniwa, i gywesHa.

Mpautoto 3apas Garato. Mpuyomy Ha OeAKUN
yac 3pagme nacrteni i B3ABCA 3a onito. Ocb BXe
3po6uB ABi BENWKi KapTUHU. BniTky Tpoxn 6ys
Ha MNMonTaswuHi i 3po6ue 12 eToaiB akBapenAMHU.
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only ask the same question: do we have any
national paintings or engravings of our own?
(Other than old Kievan art, preserved in old
books.) Repin’s “Zaporozhtsi”’, Pimonenko’s
canvases for Sukhodolskyi theater, works of
Haidamaka — these we cannot call OUR art.
Our paintings should be painted with our blood,
our brain, our nerves; only such works will be
understood and be dear to all of us.

I am planning to write to (several of our prom-
inent people) Kholodnyi, Yefremov, and, per-
haps, Doroshenko, on the subject of the Society
of Ukrainian artists. It is very painful, my dear
Trokhym Mykolayevych, to just sit here in si-
lence, doing nothing but (as Shevchenko said)
“scratching my head”...

August, 1913.

TO POET PAVLO TYCHYNA
Dear and esteemed Pavlo Hryhorovych:

| just found out that you were in Kyiv twice;
why didn’t you come to see us? This is no good
— you know how we all feel toward you! You
are always welcome at our house.

I am twice insulted: for myself and for my
painting. The painting is waiting for its “sover-
eign”; it seems that he has better things to do.

Well, we shall settle this some other time.

I had to go to Kharkiv last Fall but, knowing
that you were away in the Crimea, | did not
bring your “Yaroslavna” with me.

Now, | am sending the painting to its rightful
owner — Ol. Stan. Chapkivskyi will bring it to
you. Here is more data for the painting’s “bio-
graphy”. | have made a copy of it for one of my
visitors, Dr. Sysak. Hard work — this was to be
a perfect copy. So be forewarned that another
“Yaroslavna” exists. | did, however, write on the
back that this is a repeat of your painting. The
copy came out very good — but your “Yaro-
slavna” has more warmth, is more alive.

I work a lot these days. Somehow, | aban-
doned pastels and work in oil. So far, | have
done two large paintings. While vacationing near
Poitava, | did a dozen studies in watercolor.



OouH 3 TUX eTioniB i HATXHYB MeHe 3po6uUTH 3
HbOIro BenNUKe NONOTHO.

MoOTHWB 3BMUYAMHWMK aX HaQTO. 3BUUYAMHUN
cTapum Bxe "He y nen” BITPAK HA TNi BENUKOro
micAyHOro camnea. KaptuHa BCA Hano€Ha nosi-
TpAM Liie MONoQoi OCeHH, WO obpapyeana 3emnio
OBOMaA-TpPbOMa OOLWAaMM.

Opyra kaptuHa: "Uuranka”. Lle MoA apyxuHa
B CXiOHOMY CapTCbKOMY XanaTi 3 NepCbKOK
BEITMKOO XYCTKOK M COKOBUTOHO MOMTABCLKOK
AMMKOtO (BUBIMKOKD) Ha ronosi, Ha TNi 6y3uHu.
CoHAawHoO, Tenno, o6nuuuna B pecnekcax.

Ha gHAx nonpautoBas JoOBry Hiuky. 3pobus
Byrnem senukuin mantoHok. Kpicno 3 Hannytoro
rnapuero i Ha HiK rapHa Kicbka, cubipka naxmara.
Bce ue Ha TNi ropku 3 KHUramu, napkeTtHa
poniska. 3aBoaHHA 6yno: OOHUM KOIbOPOM
(WOopHKM) NepegaTu rpy nNapui, WO UiNKOM MeHi
ynanocs.

Kpim uboro € pag ppibHuUx npaub rpadiyHmx,
ane OCTaHHi OJfIA MeHe i y MeHe Ha TpeTbOoMy
dpoHTi.

3anymas HanucaTw pagicTb, ane He XUBOTHY,
3eMHy, a papicTb, KONM XxoueTe, 3 BEMMUKOI Ni-
Tepu, abo W BCHO BENUKMMU NiTEPaMKU HanucaTu
"PALICTB”. Tinbku BCE X BOHa He 6yae "He OT
mMupa cero”.

Maeno [puroposunuy, A Bac pyxe npowy
HagiwniTe MeHi dotorpadito Bawy Ha Becb
3pict. Konn Hema, cdoTtorpacdyntech i nNpuLl-
niTe. MeHi noTpibHa Bawa dirypa. Xopowe 6yno
6, abun Tpoxu po npodinA HabnuantTu dirypy
Bawy.

Ak 6auuTe, Big "TiNbOTUHW" A NilLOB 40 COHUA
i dbapbis., WO KUBNATLCA HAM.

Llo Bu HOoBOro skomnoHysanu? Yum xxueete,
wo Hosoro 3no6ynu? Yye A, wo Bu Bxe B Typka
nepesepHynucb?* Hy TaT0 BXKe aoino Bawe, ane
Lo Hac uypaeTtecsa, He nobpe.

ByBaitte 300poBi!

Baw KO. Muxannis.
1925, 10 NnUNHA.
Kuis, CTpiTeHcbka 10.1

* "B Typka nepesepHysca”, Ak Kapack B onepi "3anopo-
Xeub 3a [lyHaeM”. MNpo30opui HATAK, Wo THYKHA TinNbKK Wo
BCTYNUB po naptii. Peq.

One of these sketches became a large canvas in
oil.

The theme of that painting was simple, almost
trivial: an old, retired windmill against the back-
ground of moonglow. The painting is full of
Autumn weather; one can almost feel the inevit-
able rain.

The second oil was “Gipsy Woman” — my
wife in an Oriental khalat and a Persian kerchief
with Poltava cloth head-dress. A bush of elder is
in the background. You can see the warmth, the
sunlight in the play of light and shadows.

Recently, | worked through an entire night. |
finished a large charcoal painting of an easy
chair draped with brocade, with a nice, fluffy
persian cat on it. The background: a book-case
and a parquet floor. | set myself a task to convey
the glitter of bright brocade using but one color
(charcoal), and | did succeed.

| also did a number of smaller pieces, but
these are mostly graphics and of a lesser impor-
tance to me.

I am thinking of painting a “gladness”, a joy
of life; not your ordinary, everyday joy, but one
with a capital “J”. This will be something “out of
this world”, but by no means an “otherwordly”
painting.

Pavlo Hryhorovych, | would like very much to
get a photograph of you, standing, full height. If
you do not have such a picture, have one taken,
and send it to me. | need your figure. Please
make it a three-quarter aspect, aimost in profile.

As you can see, from the “Guillotine” | went
to colors full of sunshine.

What are you writing now? Any new plans,
ideas? Is it true that you have turned into a
Turk?* Well, this is your own business; but don’t
let this keep you away from us.

Best regards!
Your Yu. Mykhailiv

July 10, 1925
Kyiv, Stritenska St. 10.1.

* it

turned into a Turk” — a phrase from Hulak-Artemov-
skyi's opera, a transparent reference to the fact that Tychyna
just became a member of the Communist Party. Ed.
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00 NUCbMEHHULUI MAPIT TPIHYEHKO

25 nucrtonapa, 1916.
BenbmuwaHoeHa Mapie MukonaisHo!

...Oue noeepHyBCA 3 BUCTABKK KApTUH nu-
TOBCbKOro xyaoxHwka YypnaHnica. BucTaBka
ayxe uikasa. Ane A He 6yny npo Hei 6GaraTo
KasaTu, npo Haa3BMuanHy haHTasito XyQoXHHU-
Ka, Npo Kpacy i rapmMoHinHicTb cap6. Mpo ue,
Moxe, BU BXe 3Ha€eTe 3 MOCKOBCbKMX raser.
Monpintock A AyMKaMK, AKi BUHWUKNK Yy MeHe nig
yac ii ornagy. CymHi nyMku, Mapie MukonaisHo!
Uomy Tak? Tomy, WO MW, yKpaiHui, Maloum Bce
Te, WO NWTOBUI, CUOMMO CKNaBWMW PyKW i OM-
BMMOCbH, WO pOBMNATL iHWI, BCe BWXMOAKOUM
AKOrochb cnywHoro vacy. lNpo nuTtoBuiB y npeci
3rafyBanocCh TakoX mano, AK i Npo Hac, i BOHM
LMW rONOCHO 3aABUTH NPO cebe POCINCbKOMY
rpoManAHCTBY, YNOPAOKYBABLUWM BUCTABKY Tana-
HOBUTOrO CBOro XydOXHMWKa. YNopAnKyBaB U0
BMCTaBKY "JIMTOBCbKMIA KOMITET 3aNOMOIH XepT-
BaM BiMHK” HA KOPUCTL BixeHUiB-nuTOBLUiB. TakKi
KOMiTeTM maemo i MM B Mocksi, i B Kuesi.
lMpaBpa, BOHW HaBiTb HA3UBAKOTLCA HE CBOIM
iM'AM, TOBTO He yKpaiHCbKMMU, a "KOxHo-Pyc-
CKMMW” — Ue BXe Taka Halwa "Manopociicbka
BOaua”: BIOMOBNATUCA Big cebe. YoMy uum
KOMiTeTam He 3anpocuTh "CBOIX” XYOOXHMKIB,
KOTpi He MatoTb BNacHOi iHiUiATUBM (TeX Ma-
nopocincTeo), He 3po6UTH BUCTaBkKU? | Byna 6
KOPWUCTBb | MOpanbHa i rpowosa.

A uac He xpge, XUTTA He CTOITb, a HeceTbeA
Bnepen, BMPOOGNAOUM HOBI OOpMH, | BCi ue
nobpe po3ymitoTb, Kpim Hac. Mu Haue 3akucnu
B CBOMOMY CNokoi-60noTi. OCb Mae ogKpUTUCA
BUCTaBKa MONOOOrO We TOBapUCTBA NAaTUCLKKUX
XYOOXHUKIB, | BXXe (OYHKUIOHYE BUCTaBKa NOMb-
cbKoro xynoxHuka Kas. CtabpoBcbKoro, a uepes
TUXOEHb 4M NiBTOpa Mae 6yTn Benuka BUCTaBKa,
B AKIM NAxam AatoTe TpMU 3ani.

* k* *

Bci maHicbecTyl0Tb Nepen WUPOKUM 3aranom
CBOI KyNbTYpHi Haa6aHHA, NIOKPECNIOUYN CBOE
HauioHanbHe "A”. A MMU... MU TiNbKKW 3iTXAEMO,
nnayemo, Ak Kaxxe BUHHUUEHKO. My BCe Xaemo,
wob 3a Hac xTocb noknonotaecA. Hapia Ha
MintokoBa, Ha PagiuoBa. Ane 3apas KoXeH npa-

L€ 3aanAa cebe, HaQoONyXyrouu 3arybneti yacw.
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TO WRITER MARIA HRINCHENKO

25 November, 1916
Dear Maria Mykolaivna:

| just had the opportunity to see the exhibit of
the Lithuanian painter Ciurlionis. This is a very
interesting exhibit, but | am not going to tell you
much about it, about the extraordinary imagina-
tion of the artist, about the beauty and harmony
of his colors; you already, very likely, read that
in the Moscow papers. Instead, | should like to
tell you what went through my mind as | was
looking at the paintings: sad thoughts, Maria
Mykolaivna! Why? Because we, the Ukrainians,
while having all that the Lithuanians have, are
still sitting on our hands, waiting for an “oppor-
tune moment”. Lithuanians have as little press
notices as we, and they decided to speak loudly
to the Russian public with this exhibit of their
talented painter. This exhibition was sponsored
by the “Lithuanian Relief Committee for the Vic-
tims of War”, to benefit the Lithuanian refugees..
We have similar Committees, both in Moscow
and in Kyiv. However, they are not “Ukrainian”
but “South-Russian Committees” — such is our
traditional “nature” of self-negation. Why could
not these committees take the initiative, so sadly
lacking among our “Little Russian” artists, and
arrange an art exhibit? The benefits of such an
exhibit would be not only monetary, but would
be a boost for our morale, as well.

Time does not wait, new forms appear and
everybody but us is aware of this. We are sitting
in some kind of a morass, sinking deeper and
deeper, while others are doing something. The
newly-formed Society of Latvian Artists is ready
with an exhibit, the show of the Polish painter
Kaz. Stabrowsky is going strong, and in a week
or two another Polish exhibit will open, in three
halls.

* k *

Everybody is beating his own drum, showing
his cultural achievements, stressing their national
uniqueness. And we... we only sit and cry, as
Vynnychenko said. We are still waiting for
somebody to do something for us. We. keep
thinking about Miliukoff, about Radichew. Now,
however, everybody is working for himself, mak-



Lle BMOHO 3 NpOMOB HauioOHaNbLHWX rpyn B Tik
xe [lepxasHin [lymi. M1 He cnpomoxemoca Ha
BUCTABKY KapTWH, a NUTOBUI 3aknanuv oHa Ha
3aKynKy BCix kapTmH Yypnadica gnAa manbyt-
HbOI HauioHanbHOi ranepii. Ta HeBxe BOHMW Ha-
ravwi 3a Hac, wWo MpitOTb NPO HauioHanbLHy
ranepeto? O, Hi, rpowien y HUX Mano, i He BUCTa-
UNTb 3annNaTUTK 3a KOLWTOBHI KapTUHU Yypna-
Hica. Ta He B rpowax cuna. Mu maemo Tepe-
IeHKiB, XapUTOHeHKIB, XaHeHKiB i we 6araubko
iHWKWX, NOAIGHUX IM 3emnAyukie. Ta Wo 3 Toro?

* x Kk x -

Binomo, wo YypnaHic ctas cBigOMUM NUTOB-
uem, ORKYIUX KOro OPYXWHI, 04 AKOT BiH, Ha-
BiTb, BUUBCA PigHOT MOBM. | KONK BiH cTas HaUio-
HanbHO CBIAOMWM NUTOBUEM, 3-Mig MOro NeH3nA
BUALINK BUCOKOTANAHOBUTI KApPTMHU-COHATHM,
npentoau, Ka3kn CBIiTOBOrO 3HAUEHHA | BAPTOCTH.
HauioHanbHa cBigOMICTb €ECTb NEBHWI WNAX OO0
3aranbHONOACLKOro igeany. Hy a wo x Hauwi
XYAOXHWUKH, e BOHU, WO pobnATb? Hesxe nicna
BuctaBok 1911 i 1913 pokiB Hema y HUX 4yoro
BUCTABUTH, HEMA 3 UMM NMOKA3ATUCA HA NIOOCHLKI
oui? MoBuarte. | xi6a ue He eCTb — 3axoBaTUCA
3a niu? XouetbcA rykHyTH im: "O308BiTbCA, na-
HoBe! Csitae HagBopi. 3ary6Gute “cnywHuin”
yac”. Nocnas 6ys cTatTio B "acno” 3 npusony
LbOro BCbLOro, npo wo 6anakas, ane "lacno”
rnoracno. Lo » Tak HIXTO M He 030BeTbCA Ha
BCe Te, WO KOITbCA Haf Hawow ronosoto? Ha
Koro uekatoTb? UWo kaxytb y Bac y Kuesi?
3HOBY 36uMpatoTbecAa ixatTu oo Minwokosa? AKki
oypHuui! Yys, Haue6To BuHHMUeHKO noseprta-
€TbcA B Pocito. 3aruHe, Ak npuige, o6pobnioTs
Horo pociiceki ec-geku. Ak Bawe 300pos’Auko?
YoMy Hiyoro He ogMoBAETE Ha MOT NMCTH? A,
CUH | OPYXHWHA LWNEMO HU3EHbKWUI YKNiH. Beboro!

O. Muxannis.

ing up for lost time. You can see it from speeches
at the Derzhavna Duma (Parliament). We are
not even able to arrange a show, while the
Lithuanians are collecting money for purchas-
ing Ciurlionis’ paintings for their future National
Gallery. Are they richer than we, if they think
about a National Gallery? No, they are poor,
and can not pay for Ciurlionis’ creations; but it
is not the money that is important. We have
(money in the purses of) our Tereshchenkos,
Kharytonenkos, Khanenkos, and other “Little
Russians”. But does it help?...

* Kk %X %

It is known that Ciurlionis became aware of
his Lithuanian heritage thanks to his wife, who
taught him to speak in his native tongue. Only
then was he able to create his unbelievable
paintings: sonatas, preludes, and fairytales of
world-wide value and importance. Only national
identity can help an artist to attract the attention
of all mankind. What about our artists, where
are they, what are they doing? Have they nothing
to show after our last exhibits, in 1911 and
19137 They are silent, they are hiding. | feel like
shouting: “Wake up, everybody! It is dawn
already — wake up, or you will miss the “oppor-
tune” moment!” | wrote an article on this for
“The Torch” (actually “Haslo” magazine, Tr.),
but the torch sputtered out. Does anybody care
about what is going on? Who are they waiting
for? What is the word in Kyiv? Are they plan-
ning again to go see Miliukoff? This is absurd! |
have heard that Vynnychenko plans to return to
Russia. If he does so, he will surely perish in the
hands of the Russian Essdeks. | hope you are
well — haven’t heard from you in quite a while.
We, — I, my son, and my wife, — are wishing
you all the best. Regards!

Yu. Mykhailiv
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"CYM APOCINABHHW",
nacrtena, 1925 p.
BnacHictb Masna TuunHu.

Cat. #
231

“YAROSLAVNA’S SORROW”
pastel, 1925.
Property of Pavlo Tychyna.



TBOPUYICTb 0. C. MUXAHUNOBA
— CMNPOBA HAPHUCY

I'p. Matghem

XypHan "UYepeonuit LWnax”, u. 4, cT. 212-222
(1927). 3acnyxaHo, AK OONOBIAb, Ha 3aciAaHHi
Ykpaincokoi Akapemii Hayk B [lontasi, 23
TpaeHA, 1926 poky.

”And in his hand a glass, which shows
us many more.”

Shakespeare.

ABTOp UUX pAOKIB MaB Ha MeTi HaKpecrnuTu
nobiXHIi pUCK B xapakTepucTmui TBOpUOCTH Mu-
xamnosa. 3BMUYaANHO, KpalWmK WNAX AMNA UbOro
0atu AKO mora 6inbwe KONbOPOBUX Penpoayk-
uin, B AKi rnAagay Mmir 61 MWMNbHO BOMBUTUCA.
Ane TexHiI4YHi YMOBU OO3BONAKOTL YMICTUTHU NuLie
Kinbka 3paskiB B ogHy 4opHy dapby. Tomy
0O0BOOMTLCA OMUCYBATHU NOTPiIGHI TBOPU. LLINAX
uern gyxe HeBOAuHUKW, 6O HE MOXHA QaTu Bia-
MOBIQHOIrO ACKPABOro YABMNEHHA TOMY, XTO He
6aunB UMX KONLOPOBWUX CUMMOHIW. 3 Opyroro
60Ky — BiH OyXe BaXKuWW ONA TOro, XTO iX
6aumB, 60 Ha KOXHOMY Kpoui 0OBOAWTLCA Bif-
uyBaTh NpaBaMBICTL OPYroi NONOBUHKW BiJOMOro
TBEpAXEHHA TypreHesa: "HeT HMUero Ha ceeTte
cunbHee 1 BeccunbHee cnoea...”

Onuc kapTuH 6yae NogaHo B 38'A3KY 3 pyUcamu
Giorpachii xyQoXHWKaA, a TaKOX B 3B’A3KY 3
aHani3oMm TeMaTUKK HOro TBOPUYOCTHU. 3BUUANHO,
UbOMY HaApUCOBI Hi B AKIM pa3i He MOXHa Hapa-
BaTM 3HaJiHHA 6yOb AKOI NOBHOTU. | aBTOp
npoxae 6K Nam’ATaTHM TiNbKW BigOMY LUTATY 3
Yannebpa: "BcAke MWUCTEUTBO € OQHOYACHO |
rnosepxHA i cumBon. Ane TOW, XTO Wae pani
NOBEpPXHi, XTO UNTAE CUMBON, POBUTE LiE 3a CBOIO
BignoBinanbHICTL”. MMeplwa dpasa uiei yurtaTu
3aranomM XapakTepu3ye Ha3BaHy TBOPUICTb, WO
B 6iNbWIOCTN CBOIX TEHOEHUiM CUMBOMICTUYHA.
[pyra cdpasza nokasye, WO HagoasaTtu OaHOMy
TNYMaUEHHHK KapTHUH 3HaUiHHA UOrocb O6'€KTUB-
HOTrO He MOXHa; 60, AK BiOOMO, BCAKA CUMBOJIiC-
TMUHA KOHCTPYKUIA, 44 TO NOEsii, Y1 AKOICH iHLWOI

THE ART OF YU. S. MYKHAILIV
— AN EVALUATION

by Hr. Maifet

Magazine “Chervonyi Shliakh”, #4, pp. 212-222
(1927). Prior to publication, this paper was
presented at the May 23, 1926 session of the
Ukrainian Academy of Sciences in Poltava.

“And in his hand a glass, which shows
us many more.”

Shakespeare.

The author of this paper is attempting to dis-
cuss current trends in the characteristic artworks
of Mykhailiv. An ideal way to do so would be by
way of numerous color reproductions of perti-
nent paintings, which would help the reader to
understand better the salient points of the dis-
cussion. However, available technical consider-
ations precluded this possibility, so we must be
satisified with only several black-and-white
prints. This necessitates extensive descriptions
of paintings, a rather tedious process, and one
not completely adequate in conveying to the
reader the true spirit of these symphonies in
color. The success or failure of my descriptions
would again prove Turgenieff’'s statement: “In
this world, nothing is more powerful, or weaker,
than words...”

Descriptions of paintings will be tied in with
specific periods of the artist’s biography, as well
as with the analysis of different stages of his
artistic development. | lay no claims to an abso-
lutely complete coverage of my subject and beg
the reader to keep in mind these words by
Wilde: "All art is simultaneously the surface and
the symbol. But he who goes beyond the sur-
face and reads the symbol, does so at his own
risk”. The first part of this quotation is very
apropos Mykhailiv’'s essentially symbolic art. The
second part suggests that it would be meaning-
less to assign these paintings an objective
interpretation. It is well known that any sym-
bolic construct, be it a painting, a poem, or any
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hOopMH MUCTELTBA, NPUNYCKAE Pi3Hi CY6'EKTUBHI
iHTepnpeTauii.

tOxum CnupupoHoBuY Muxannis Hapoauseca
16/28 woBTHA 1885 p. B M. Onewwkax Ha Taspii, B
CiM'i po6iTHHUKa, MancTpa kopabenbHoi Bepdi
(cnovaTtky B Mukonaesi, a notiM B XepcoHi) i
CaMoCTiNHOro 6yQiBHMYOro NapycHUX CyOeH B
Onewkax, CnupupoHa MegoposrMua Muxaino-
Ba; MaTK npauosana B QOMallHiM rocnoaapcTsi,
BMXOBYHOUWN OITEN.

Buusca Ha cTtuneHpito 3eMcTea — cnouatky B
OnewkiBecbKin Mickkin wkoni (1892-96 p.p.), a
NoTiM B XepPCOHCLKIN peanbHiM WKOmi, AKY CKiH-
uus B 1901 poui. TAara 0o MarnoBaHHA 3’ABUNACA
B ManbyTHbOro XyOoOXHUKA OYXe paHo, XO4 B
TOM Xe uac icHysana i nto6os [o gpyroi ranysi
MucTeuTsa — noesii. JaHuHy uiv ranysi KO. C.
3annaTmMe CBOIM nepeknagoM 3 paHuUy3bKoi
mosu “"MicauHoro Cepna” Taropa (1918 p.),
YUCMEHHMMM BipLIAMHM, WO APYKYBANUCA y pis-
HUX YKpaiHCbKKX XypHanax 3 1910 no 1917 p.;
BiH Xe peparye i nuwe BCTyRnHE crnoBo 10
BMOaHHA "CniBOMOBOK” PynaHcbKoro.

MicnAa 3akiHUeHHA cepefHbLOI OCBITH, He 3Ba-
Xarwun Ha 3anepeyeHHA 3 6OKY OEAKUX YNEHiB
CiM'l, AKUX NAKano ManGyTHE "BiNbHOro Xynox-
Huka”, 0. C. Muxannis Bupiwye npauosaTh B
ranysi Toro MMUCTeuTBa, NPeacTaBHUKOM AKOFO
BiH € 3apas, i B HacTynHomy 1902 poui BoceHu
cknapae icnut B "Umnepatopckoe CTPOroHoBs-
ckoe LleHTpanbHoe XynoOXeCTBEHHO-MPOMBbI-
wneHHoe yuunuuwe” B MoOCKBIi, Oe cTymiroBas
Kepamiky i TKauyysaHHA. HasBaHy wkony K. C.
CKiHuMB B 1906 p. "CO 3BaHMEM XyOoOXHWKa
KepamucTa” (NPOEKT kamiHa Benukoro KabiHeTa).
B ToMy  poui N0 KOHKYPCOBOMY iCnuTi BCTYNKUB
Ha XWBOMNMWCHWUK BIigAin "Yuunuwa Xusonucw,
Baanuna n 3opuectBa” B MOCKBI, AKWI CKiHUMB
no mancTepHi B. Cepoea B 1910 p. 3a KapTuHy
"o 6oruHi Nagun” npucynxeHo “3saHue knac-
CHOTO XyOOXHUKA 1-1 cTeneHu”.

B wkoni, kpim Bnnuy Ceposa, KO. C. 6yB nin
snnnBom Cepria OnekcieBuua KopoeuHa, Tuno-
BOro "nepeaBuXHWKA”, AKUIA 3BEpPHYB yBary Ha
ManbyTHLOrO XyOOXHWKA i 3aKNUKae WOro Oo
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other work of art, may stand a countless number
of subjective interpretations. ’

Yukhym Spyrydonovych Mykhaitiv was born
on October 16, 1885 in the town of Oleshky of
the Tavriya region. His father, Spyrydon Fedo-
rovych Mykhailiv, was a master ship builder,
employed first at various shipyards in Mykolaiv
and Kherson; later, he operated his own sail-
boat shop in Oleshky. His mother was a house-
wife, devoting her time to her children. Mykhai-
liv was a scholarship student, first at Oleshky
(1892-96), and then at the Kherson municipal
school system, from which he graduated in 1901.
Young Mykhailiv was interested both in painting
and in poetry. His earliest work in the latter field
was a Ukrainian translation of Rabindranath
Tagore’s “Crescent Moon” (1918, from the
French); his numerous short poems appeared in
various Ukrainian magazines (1910 to 1917). He
also edited, and wrote a foreword for, a new
printing of “Spivomovky” by Rudanskyi.

Upon finishing his high school education,
Mykhailiv decided to devote his life to art
(against the advice of some of his relatives, who
did not believe that a “free-lance artist” could
make a living). In the Fall of 1902, he passed the
entrance exams to the Central Imperial Strogo-
noff School of Fine and Applied Arts in Mos-
cow. Here he studied ceramics and weaving,
graduating in 1906 with the degree of Artist of
Ceramics. Later that year he took a competitive
entrance exam and was accepted by the School
of Painting, Sculpture, and Architecture (in
Moscow), where he studied painting under Se-
rov, and graduated in 1910. His matriculating
project, the painting “To See Lada, the God-
dess”, won him the degree of “Master Painter,
First Class”.

While studying under Serov, Mykhailiv was
also greatly influenced by S. A. Korovin, the
typical “peredvizhnik” (i.e., a person who favored
travelling exhibitions), who later became his
good friend (the word “influence” is used here
for the lack of a better one). The school and his
two prominent Russian teachers provided the
young artist with sound artistic training and



cebe »xuTuU n npautoBatn. Opxe TyT Tpeba
3pO6UTH 1 3aCTEPEXKEHHA WO A0 cnosa "Bnnus”,
BXMTOro nOBiui: horo Ttpeba po3ymiTM Oyxe
yMOBHO # 06epexHo. Llikona, B ocobi nBox
BMOATHWX Ha3BaHUX NPEOCTaBHUKIB POCIHCHKOrro
mucTeuTsa, pana KO. C. Muxannoy noTpibHy
KBanigikauito, a HaMronosHiwe — nigTpuMana
i cTBepauna TOM CTUMYN A0 HEBNUHHOI npaui,
HEBMUHHUX TBOPYMUX WYKAHb, WO HE MOKUHYB
XyOOXHUKA HWHi, — CTUMYM, WO WKOro MOXHa
cxapakTepusyBaTW CnoBamMW BiQOMOro naTuH-
cbkoro npucnie’a "Nulla dies sine linea”.
PeanicTMUHMIA KaHOH, AKWMW MadHysaB Yy WKOMi
ninuac nepe6yeaHHA B HiK KO. C., 6yB i 3anu-
WAETbCA UyXHUM HOro TBOpUYOCTi. 3HauHO Binble
0alTh ONA HLOTO B Ui A Oanbli pPOKKW BUCTaBKH
"Mipa HUckyccTtea”, ne tO. C. 3HANOMUTLCA 3
OyXOBHO Onu3bKMMKM HOMYy W 3apa3 Pepixom,
Bopucosum-MycaToBHUM.

Mo ckiHueuwHto Hayku KO. C. sinbysaBs Bin-
CbKOBY NOBUHHICTL B KatepuHocnasi, oe B uewn
Xe yac 3a gopydyeHHAM Mmy3ero MNonA 36upas B
OKOMWYHUX cenax HapOQHIM OpHaAMEHT, 3amManb-
OBYIOUM Bi3epyHKM 3 KOMMHIB, CTiH Ta BIiKOH,
Hacnigkom yoro 6ynu gBa anb6oMMW HapoaAHLOro
opHameHTy. OQHOYaCHO 3 LUWM nouas CTYAilo-
BaTU KepaMiKy i TKaHWHKU, 36upas matepianun Qo
mMan6yTHbOT MOHOrpadii "ToHuapHa Kepamika Ha
Ykpaini” (swiwna 3 opyky B 1921 p. B BigHi), a
TaKoX nonynAapHoi MoHorpadii "TkauyBaHHA Ha
YkpaiHi”, ypuBKM AKOI OopykyBanuca B 1919 p. B
MmicAYHUKY "MucTeuTBo”. Cama MoHorpadina 3a-
NUWAETLCA NOKH WO B PYKONUCI.

B 1914 p. KO. C. 6yB ™Mo6inizoBaHWA i
onicnaHdMi Ha NPyCbKMA (ODPOHT, Oe BiH po3nouyas
moHorpadito "TnucaHka”, AKOT 3anNUWMAKNCA NUwe
hparMmeHTH; 6inblua yacTnHa ii, AK i MaTepiAanK
[0 Hel, 3arMHynu nig yac "cnaeHO3BiCHOT” Cam-
COHiBCbKOI icTOpIl.

MpoHTOBMK nepion oabuBCA B UUCIEHHWX
MantoHKax i kapTuHi: "Oi Yoro TM NOYOPHINO,
3eneHee none?” (1915 p.); @O UbOro x nepioay
HanexuTsb i T8ip "o 6oruHi Nagu” (1915 p.) —
Ha CHOXEeT KapTWHM, 3 AKOK XYOOXHUK KiHYUB
wkony.

KapTUHM BMKOHYBanucA Nig 4ac KOPOTKMX
BionycToK i3 bpoHTY, abo nikyeaHHA Bifi paH.
OnHa i3 Takux BignyCTOK Mana, MOXHa ckKasaTi,

with an impetus to continue his work in art. This
impetus was felt through the entire artistic life
of Mykhailiv, propelling him on and on in his
tireless work, in his endless quest for new chal-
lenges, and could best be described by the latin
words: “Nulla dies sine linea”. Mykhailiv never
accepted the realistic trend which was predom-
inant at the School. He was more at home with
the style started at exhibits of “The World of
Art”, where he got acquainted with Rerikh and
Borisoff-Musatoff, — two artistic luminaries to
whose work he felt a natural affinity then as
now.

Upon graduation from the School of Art,
Mykhailiv was drafted for military duty. During
his training in Katerynoslav, Mykhailiv accepted
an assignment from Pol Museum to do ethno-
graphic work; his studies of Ukrainian ethnic
dress and sketches of peasant ornaments, col-
lected in villages near Katerynoslav, resulted in
two albums of Ukrainian folk-art and ornaments.
These studies were also the background for his
future monograph “Stoneware Ceramics in Ukra-
ine” (published in 1921, in Vienna), and for a
popular monograph “Ukrainian Weaving”, parts
of which appeared in 1919 in the monthly mag-
azine “The Art”.

In 1914, Mykhailiv was sent to the Prussian
front. At this time, he began his work on the
monograph “Pysanky” (Ukrainian Easter eggs).
Only part of this work survived; the rest per-
ished during the infamous Samsonoff Affair.

The front-line period of Mykhailiv's work is
seen in a number of his creations, notably “Why
Didst Thou Darken, Field of Green?” (1915) and
“To See Lada, The Goddess” (1915, based on
the theme of his matriculation painting).

Mykhailiv painted during his short home-leaves
from the front, or while recovering from battle
injuries. During one of these leaves he chanced
upon an exhibit of paintings by Ciurlionis; this
could be considered a turning point in Mykhai-
liv’'s artistic career. This is when his “musical
symbolism”, suppressed during the years at the
School of Art, finally emerged. He first created
“The Wandering Spirit” (based on 1907 sket-
ches), the Part Three of the “Ukrainian Sonata”,
and then the other two parts of this triptych.

33



“icTopyuHe” 3HauiHHA B TBOpUYocTH KO. C. — ue
Ta, KonW BiH (Ha nouatky 1916 p.) no6Gauus
BMCTaBKy KapTuH Yypnanica. Ue cnpwuano
OMOPMNEHHIO TUX LWYKaHb B ranysi "My3u4Horo
‘CUMBOMI3MY”, 3 AKUMK XYOOXKHWUK MYCiB XOBa-
TMCAR, Konu O6yB y wkoni. B Hacnigok 3'aBna-
I0TLCA: cnouaTky "Bnykaroumin pyx” — (3a ecki-
3amn 1907 p.) — TpeTA uacTuHa TpunTmnxa "YK-
paiHa”, CUMBON MOBHOTO WYKAHb XUTTA XyOo0X-
HMUKA; | NOTiM OCTaHHI (Nnepwa i gpyra) 4yacTuUHHU
TpUnTHXa.

B 1918 p. 1O. C. npubys oo Kuiea, ne xuse i
Tenep. TyT nepel HUM PO3rOPHYNOCA WHUPOKE
none rpomMancLKo-aaMiHICTPaTUBHOI Ta MUC-
TeubKoi giAnbHOCTH. Mepenik nocan, Aki 3aMmas
0. C. B nepion 1918-1923 pokiB; nepenik rpo-
MaaCbKuWX yCTaHoB, B pOBOTI AKMX BiH 6GpaB HaM-
aKTUBHiWYy y4acTb (cToAB 3% p., HA YOni My3uu-
HOro 7-Ba iM. JleoHTOBMYA) — BCe Le 3aHAno 6
He OQHY CTOPIHKY: 3anuwiMo ue anA goknagHoi
MOHorpacdii. 3pasy nepeniuumo Ti ronosHi
XYOOXHi TBOPW, AKi CTOCYHOTbCA OO0 UbOro vacy.

1918 p.: "KHura myppoctu”.

1919 p.: "My3uka 30pb”, "Kam’'aHi 6abu”,
"Ckosopopa”.

1921 p.: "MicT (kaska)”, "Miu coH”, "HepBoHui
KiHb"”, "T'yooK”.

1922 p.: "bpama (TaemMHKUA)”, "BecHa”, "ABTO-
noptpet”, "bynasa”.

1923 p.: "Hamnka”, "3a 3aBicoto xuTTa”, "MNoe3iA
HOuI”.

1924 p.: "MNpomeTen”, "TinboTuHa", "MyTb ero
e He npenpewn”.

1925 p.: "Cym ApocnasHu”, "TMoBHUIA MicALBL”,
"Unknomenun”, "TopTpeT apyxXuHu”, "BiTpAK Ha
TNi MiCAYHOrO cBiTNAa”.

Taki B KOPOTKMX pucax Ti KPOKHM, WO iX Qo
uboro yacy 3pobus tO. C. Muxannie Ha wnAaxy
XHWTTA i HA WNAXY MMCTeUTBa.

Meperpoemo 0o Ginblw geTanbHOI XapaKkTepuc-
THUKW OCTaHHIX.

"

TyT B nepwy uepry BMHWKAE NWUTAHHA NpoO
MOXNUBICTL NPOBECTH NEBHI pPUCHU Big nocTari
0. C. MuxannoBa, AK XYHAOXHWKA, [0 iHWKUX
hiryp pigHOro momy mucreuTsa.
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In 1918, Mykhailiv moved to Kyiv, where he
resides at the present time (i.e., in 1927. Ed).
Here he found a wide field open for his social,
administrative, and artistic activities. The posi-
tions, which Mykhailiv held at various institu-
tions and artisitic organizations in the 1918-
1923 period are too numerous to list here (he
was the president of the Leontovych Musical
Society for 3-1/2 years), and we leave this task
for some future biographer. We shall limit our-
selves to listing only his major artistic works of
that period.

1918: “The Book of Wisdom”.

1919: “Music of Stars”, “The Stone Babas”,
“Skovoroda”.

1921: “The Bridge (Fairy Tale)”, “My Dream”,
“The Red Stallion”, “Factory Whistle”.

1922: “The Gate of Mystery”, “Springtime”,
“Self-portrait”, “The Lost Glory”.

1923: “The Sea Gull”, “Behind the Curtain of
Life”, “The Poetry of Night”.

1924: “Prometheus”, “The Guillotine”, “The
Road of No Return”.

1925: “Yaroslavna's Sorrow”, “The Sad Moon”,
“Cyclamens”, “Portrait of My Wife”, “The Wind-
mill in the Moonlight”.

Above is but a thumb-nail sketch of Mykhai-
liv's life and activities. Now, we shall discuss the
latter in a greater detail.

The first question that comes to mind: is it
possible to trace links of Mykhailiv's art to that
of other artists? '

From what was said previously, these “others”
should include Ciurlionis, Rerikh, and Borisoff-
Musatoff.

Ciurlionis’ name is usually associated with
problems of artistic synthesis, as originally for-
mulated by Viacheslav Ivanoff. In the given
instance, this problem pertains to connecting
two specific forms of art: music and artisitic
painting. Obviously, such a connection should
first exist in the mind of an artist, and then,
based on his methods and points of view, appear
as his artistic creations. Psychologists define
this phenomenon as “synesthesia”, an associa-



Ak 6yno oamiueHO BUWe, TaKUMKU TpbOMA
rnocTaTtAMK B BenuKi Mipi €: Yypnanic, Pepix,
Bopucos-Mycartos.

IM’A YypnaHica, Ak BiOOMO, 3B’A3YETLCA 3
npo6bnemoro CUHTe3y MUCTELTB, WO ii B CBIM yac
dopmyntosas Bauecnas IBaHOB. Lla npobnema
B 0aHOMY BMNanKy BBOOMUTLCA [0 3B'A3KY TaKnX
Pi3HUX MUCTEUTB, AK MY3MKa Ta XYOOXHE Mma-
nApcreo. Llen 38’'A30K, 3p0O3yMino, B neplly uepry
30iNCHIOETLCA B NCUXiLi MUTUA M 6a3yeThCA Ha
BNacTUBOCTAX MOro CNpUHMaHHA, Nepepobku.

Taka BNacTUBICTb, 3@ NCUXONOTiUHOKO TepMi-
HOMOTrI€D, 3BETLCA CUHECTE3IED | € acOoUiAUIEID
BUYTTIB Pi3HUX CEH30pPiMHUX OinAHOK. BoHa no-
nArae B TOMy, WO BYYTTA, 36yKeHe Binnosin-
HWM po3OpaTyBaHHAM, BUKNWKAE B iHLWIA CeH-
30pinHIN OiNAHUI Take BUYyTTA (a60 yABNEHHA),
ana akoro He 6yno BiAnNoOBIOHOro po3apaTyBaH-
HA. Cepen OOCUTb PiI3HOMaHITHMX (DOPM CH-
HecTesii TpannNAETLCA 3B’A30K MiX BUYTTAMM
30py W CNyxy; Uen WNAxX Mae cneuiAanbHy Ha3By
KONLOpoBOro cnyxy. fpeacraBHUKaMmM HOro 3
60oky My3ukm € Bepnios, Nict, B Pocii — Ckpa-
6uH. OcTaHHIn, AK BIAOMO, MpIAB NPO CHHTE3
MUCTeuTB i B napTutypi "lMpomeTen” naB HaBiTb
KONbOPOBO-CBITNOBY KNaBIATYPY, AKa Mana niATv
nifg 4yac BUKOHaHHA LUbOro TBOpY.

B xymoxXHbOmMy mManapcTBi aHanoriyHmMmm
npeacTtaBHMKamMm € Yypnanic, Ha BkpaiHi —
KO. C. Muxannis.

Otxe TyT Tpeba ckasaTu, WO, HEe 3BaXaroumu
Ha "cuHTe3 MUCTeuTB”, AKUK iHOWBIOYanNbHO
HOCATb 8 CBOIM NCUXiUi Ha3BaHi MMUTLI, BOHWU BCe
X Taku HanexaTb OO NeBHOro mucteuTea: CKpA-
6MH — nepw 3a BCe My3uKaHT, Hypnadic, Mu-
Xannis — B NepLly Yepry XyaoXHUKM.

Ak Xe 30iINCHIETLCA MY3UUHICTL B XYy-
AOXHBOMY ManApcTBi? AKUM My3MUHUM METO-
OOM O6pOo6NIOTLCA 30POBI CMPURMAHHA UMX
MUTUIB?

Bionosict KOPOTKO M UITKO Ha Ue NUTAHHA
6yno 6 BaxKO yepe3 HOro HepocniaXeHicTe. B
nepwy uepry TyT Tpeba 3BepHyTWM yBary Ha
KapauHansbHy Pi3HiCTb 3a3HAUEHWUX MUCTeuTB,
AKa 30INCHIOETLCA B CTATUUi ManApcTea K Ou-
HaMmuui MY3WKU: BCe Ue — rpaHi "Ux xe He
npenpewn”.

tion of several sensations. A stimulus, received
by brain via one particular sensor, causes a feel-
ing, or an image in the part of the brain which is
normally stimulated by a different sensor. Syn-
esthesia might be applied to any combination of
senses, but most often these are the sense of
hearing and the sense of sight. This particular
form of synesthesia is often known as the
“colored hearing”. Among musicians noted for
their “colored hearing” were Berlioz, Liszt, and,
in Russia, Skriabin. The latter was well known
for his attempts to meld the music and visual
arts; the score for his “Prometheus” includes a
parallel score for colored lighting, which was to
be used during the performance.

Among the painters who have strived to create
audio-visual synesthesia are Ciurlionis and, in
Ukraine, Mykhailiv.

At this point, | should hasten to say that artis-
tic synthesis is not a separate form of art and
that its practitioners stay within their original
field. Skriabin was primarily a musician, and
Ciurlionis and Mykhailiv never ceased to be
artistic painters.

How, then, does music enter the work of a
painter? How is his visual perception affected
by music?

The question is rather difficult to answer,
mainly due to the lack of scientific data. This
latter may be caused by the cardinal differences
between the essentially static art-form of paint-
ing, and the unquestionably dynamic art-form
of music.

Yet one cannot deny the unique effect of
Whistler's “symphonies”, Ciurlionis’ “sonatas”,
or Mykhailiv's “Music of Stars”. All these works
are connected to music not merely because of
their musical titles. Works of an artist who has a
certain psychological leaning to the synesthesia
are distinguished by certain formal techniques
which somehow succeed in introducing an
unquestionably dynamic feeling into the static
art of painting. This dynamic element may not
be only the theme of the painting. Paintings of
certain Japanese artists are definitly dynamic,
— yet they are by no means musical. The paint-
ings become musical not only because of the
synesthesic approach of the author and the
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Ane Bce X Takun "cumdoHil” YicTnepa, "coHa-
™’ YypnaHica, "My3uka 30ps” Muxainosa He
TOMY TiNbKK MY3MUHi KAPTUHM, LWLO B Ha3Bax ix
3axOBaHMW HaTAK Ha MY3UUHY acouiauito. B
ManapcTei, AKe 6a3yeTbCA Ha NEBHIA NCUXOMNO-
TiUHIA CXMMBbHOCTI MUTUA OO CUHEeCTe3il, € NeBHi
hopmMans.Hi pycK, Aki MO3BONAKOTL FOBOPUTH NPO
BHECEHHA OMHAaMWKKW B CcTaTUKy manAapcTea. UA
AOvMHamuka nepw 3a BCe MOXe O6yTM paHa B
CHOXeTi KapTUHW, ane OOHOro uLoro mano. B
TBOPUYOCTHU AMNOHCbKMX XYOOXHWUKIB NpeKkpacHo
nepenacTbLCA OMHaMuKa, ane Le He Oac npasa
3BaTh X My3nuuHuMK. Kpim 0BOX ogMiueHUX puc
(inomBigyanoHa CUMHECTE3iA XyOOXHUKIB, OMHa-
MHWKa CHOXKETYy) NOTPIGHUH KOMbOPWUT, AKUK Yy
HasBaHWUX MUTLIB YHMKAE pi3KUX nepexonis, a
DA€ TOHKI HIOAHCHK, NOCTYNOBI, NeaBe MNOMITHI
BiAMiHK, WO TM BXe OaBHO gaHa Hassa ramu”,
"TOHaNbLHOCTK”, WO M 3 TaKMM Xe NPaBoM, B
TakoMy X MeTaddOpMUUHOMY CEHCi MOXHa 6yno
6 natv Ha3sy "konopatypu”. KpiMm uboro ma-
nHOK HabyBae NEBHOro TPeMTIHHA ("Bnyxato-
unin oyx” Muxainosa); ue Mexye 3 TiEro BNacTu-
BiCTI0, Wo 1i BAu. MBaHoB (AnonnoH, 1914, u. 3)
3Be "rMOBTOPHbIM BOCMpOW3BEOEeHUEM (DOPMBI”,
B Hacnifjok 4oro nepsicHa peanbHa gpopMa Ha-
6yBae HaniBpeanbHOro, CUMBONICTAUHOrO 3Ha-
4iHHA. HapewTi, B LUWPOKOMY PO3YMiHHI KOMMO-
31Uil, MOXHA TOBOPUTU MPO BUKOPUCTAHHA B
ManApcTBi NpUHUKMNIB NipuuHOi 6ynosu ("CoHa-
THM” YypnaHica).

Taki pucu rnuboKoro, BHYTPIWHLOrO cnopin-
HEeHHA MiX TBOpuicTo Yypnarica i Muxannosa.
PisHUUA MK HWUMW NonArae B TOMy, WO TBOP-
yicte Muxannosa 30e6inNbWoOro HauioHanbHa,
ToOi AK TBOpM UypnAaHica HanyacTtiwe AOaroTb
abCTpaKTHY CUMBONIKY.

B HauioHanbHomy xapakTepi CBOiX TBOpiB
Muxannis mae gpyroro "poaouua” — Pepixa,
POCINCbKOro HauiOHaNnbHOro xyaoXHukKa. Lla
aHanoriA 3aroCTPHETLCA CHOXETAMU “OaBHOMM-
Hynoro” — (y Mwuxainoesa — croxeTamu no-
raHcbKkoi 0obu Ha BkpaiHi, Ak Hanpuknag, " Tseo-
peub bora”, "[lo 6oruni MNagu”, "BpoH30BUIA
BiK”, "KamiHb”). Ane TyT xe Tpeba 3ayBaxuTw,
Wo OOPMNEHHA LUMUX CHOXeTiB HabyBaroTh Y
Muxamnosa 3HauYiHHA CUMBOMICTUYHUX KOH-
CTPYKUiR, XO4 KOMMOHEHTH iX MOXyTb 6yTu
nopaHi B LiNKOM peanbHOMY nNaHi.
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choice of a dynamic theme, but also due to a
unique palette of colors, with their gradual,
orderly transition akin to musical tones within a
musical scale: a technique which makes one
think of musical tonality, even a coloratura.
Musical paintings acquire a certain shimmering
quality (cf Mykhailiv's “Wandering Spirit”), or
something intangible, described by Ivanoff
(“Apollon”, 1914, Vol. 3) as a “reiterational
reproduction of form”, whereby the original real
form becomes semi-real, symbolic. Last, but not
least, it is also the utilization of musical struc-
ture which causes painting to become “musical”
(cf Ciurlionis’ “Sonatas”).

There is a deep, innate connection between
the works of Ciurlionis and Mykhailiv. Yet the
two artists are far from being similar: Mykhai-
liv's work is predominantly of a Ukrainian na-
tional character, while that of Ciurlionis can be
described as abstract symbolism.

It is the Ukrainian national character of My-
khailiv which relates him to Rerikh, the Russian
national painter. This analogy runs through the
themes taken from “the distant past” (Mykhailiv
reaches into the pagan era of Ukraine, as seen
in his “The Creator of God”, “To See Lada, the
Goddess”, “The Bronze Age”, or “The Living
Rock”). However, while the component parts of
Mykhailiv's paintings might appear completely
realistic, the entire treatment of the subject mat-
ter becomes a symbolistic construct.

Again, in the romantic past Mykhailiv has
another kindred soul: Borisoff-Musatoff, the
bard of aristocratic estates, author of “The
Apparitions”, “The Pond”, “Quand les lilas re-
flenriront...”, which depict the estate, dwelling,
parks and people in a semi-realistic manner.

To close this section, let us remark that the
medium which Mykahiliv uses with virtuosity is
pastel. This medium is a perfect match with all
three characteristics of the artist's work: his
musicality, his distant-past themes, and his deep,
sincere Ukrainian national feelings.

Next we shall analyze the subject matter of
Mykhailiv’'s works.



HapewTi B pomaHTUui MMHynoro Muxainis
Mae LWe TpeTboro “poauua” — bopucosa-Myca-
TOBa, CMiBUA OBOpPAHCBKOT canubu, asTopa
"Mpu3pakos”, "Bopoema”, "Quand les lilas
reflenriront...”, aki penpeseHTytoTb canuby, nim,
napk, nepcoHaxi B HaniBpeanbHUX NfaHax.

A6M 3aKiHUMTKM Uuen po3ain, ogMITUMO, WO
marepiAan, AKMM BipTYO3HO Bonogie Muxainis, €
nacrenb; BOHa TakK BiANOBIiQA€E BCIM TPbOM Ha-
KpecneHnMm ocobnMBOCTAM MOro TBOPUYOCTU —
MY3WUHOCTI i POMaHTUUI MUHYNOTO, WO nepei-
HATI TNMOOKUM i WMPUM HaLiOHANbLHUM NOoYyT-
TAM. '

MicnA ubOro Nepenoemo QO aHanisy CloxeTy,
TeMaTUKMU.

v,

Tpu ronoBHUX TEMM BOMOLIOTb YABOK Xy-
AoxHuka. MNepwy 3 HAX MOXHa HasBaTU TEMOKO
HauioHanbHOro peHecaHcy, WO noaaHa B NnaHax
MY3WMUYHOro CMMBOMi3My.

UeHTpom 1i € TpunTux "YkpaiHa”, wo ckna-
Da€ETbCA 3 TaKNX TPLOX YACTHH: "CTapui UBUH-
Tap”, "3pynHoBaHKi cnokin”, "Bnykarouni gyx”.

Onuwemo ix.

Ha nepenoHbomy nnaHi "CTaporo uBMHTapAa”
6aunmMo cTapi ykpaiHCbKi XpecTn: OiuH CTOITb,
ane NOXWNWBCA, ApPYri nexartb. Beuip... Ha npo-
30poMmy, rMMBOKO-CMHBOMY Hebi 3agymaBcA Mi-
CAYHMK cepn; BiH oA6MBAETLCA B BpUAAHTAx
pocu, AKa BXe BWMNana Ha LWOBKOBY 3eneHy
Tpasy. fliBOpyu Kinbka OepeB NOXMNUNUCA BiQ
nerkoro noamnxy BiTpy. Lle — Ykpaina, crapa,
penirinta, micTtuuHa, cumBonicTnuHa. OTxe B
noAsi MiCAUA, B LUbLOMY BIiTpi, WO MOXWMAMB
oepeBsa, B)Ke NoYyBaKOTLCA MEpLi pyXu HOBOTO
XWUTTA; nepwi akopau allegro B coHarti "Hauio-
HanbLHOro BIAPOMXEHHA”,

Opyra wactmHa ("3pyHWHOBAHWM CNOKINA”) —
ue adagio, "ctaHosneHue” nyxa. Bu 6aunte Te
X came Hebo, Take monope Ha o6pii: BOHO
nocTynoBo nepexoauTb B 6€300HHY ronybiHb.
Ha nepeaHbOMy nnaHi — po3puTa MoOruna,
OTOYEHA YEPBOHMMMW MAaKaMu: 3 MOrMN BUILLOB
BEepwWHUK — npueupg, BeBeCcb 6iNMKM, Npo3opun:
3naeTbcA 6NMMHYTb Oui, | UEH TPEMTAUMA NpuU-
BWA 3HUKHE, PO3BIETLCA, @ 3aNUILMUTLCA CMOKIMHE

V.

Three main themes are dominant in Mykhai-
liv's imagination. The first could be described as
the idea of Ukrainian renaissance, presented in
the form of musical symbolism.

The main representation of this theme is the
triptych “Ukrainian Sonata”, consisting of “The
Old Graveyard”, “The Rest Disturbed”, and “The
Wandering Spirit”. Here are descriptions of these
paintings.

In the foreground of “The Old Graveyard” are
three old Ukrainian crosses: one is leaning, the
others are fallen down. It is evening... In the
transparent, deep-blue sky a crescent Moon is
floating; it is reflected in diamonds of dew-
drops covering the silky, green grass. On the
left, several trees are swaying under a gentle
breeze. This is Ukraine: old, religious, mystical,
symbolic. But the crescent and the breath of the
gentle wind are heralding the beginning of new
life; the first chords in the allegro in the sonata
of the re-birth of the nation.

The second part, “The Rest Disturbed”, is the
adagio, the statement of the spirit. Here we see
the same sky, so young at the horizon, gradu-
ally changing into a fathomless blue overhead.
In the foreground is an opened grave surrounded
by red poppies; a horseman is on the top of the
burial mound, a whitish, transparent ghost. It
seems that the slightest movement, a blink of an
eye, would startle this specter and it would dis-
appear, leaving behind nothing but the tranquil
sky, the open grave — as the reminder of the
appearance of the ghost — and the ageless, dis-
tant constellation of the Big Dipper.

The third part, “The Wandering Spirit”, is the
scherzo movement of this sonata. The wander-
ing spirit is seeking its embodiment, its form.
Tracks of the wandering are seen everywhere:
in the sky, over the forest, on and under the
water, which begins to be covered by the pat-
tern of minute wavelets, each adorned by a
reflection of a large star. These are the last
chords of the scherzo. The entire painting is
infused with a sense of movement, felt in shim-
mering traces of artistic wandering, in wavelets,

37



Hebo, po3puTa MorMna — O3Haka Buxody ayxa
— i 3acTurne Hag Herw cysip'a "Bi3”.

HapewTi, TpeTtAa uactuHa — “Bnykarouui
oyx” aBnAe coboto scherzo coHatv. Bnykaroumn
pyx wykae cobi BTineHHA, dopmu. LLinaxu 6ny-
KaHHA naHi Bcrogu: Ha Hebi, Ha nici, Ha Bogi, nig
BOOOIO, WO NepexoaunThb Big nonepeaHboro cno-
KO 00 MErkux Xsunb, B AKUX Benuka 3ipka
on61BaETbCA OCTAHHIMM akoppamu scherzo.
Bech TBip NepernHATUIN PYXOM AKUIA BiOUyBaETbLCA
i B UMX TPEMTAUMX WINAXaxX TBOPUOro BnykKaHHA i
B XBUNAX BOOM | B KONMbOPOBMX CWHIX Ta di-
onetoBux ramax. Lie oguH i3 Hanbinbw xapak-
TEPHUX, CUMbHUX, €CTETUUHO MNEePEeKOHYUUX
TBOpPIB Mnxannosa.

Oo uiel x TemMn HanexuTb "Mysuka 30pb”,
HanucaHa nig 4yac XopcTokoi [eHiKiHCbKOT pe-
axkuil. Penpopykuito ii, gayxe cnaby, MOXHa
6aunTv B NepLIOMy BUOAHHI NigpyuyHrka Jopow-
keBuua ("YKp. nitepatypa”), BigKinAa nouactu
6epy ¥ TnymaueHHA cumBONikW. [lepesa — ca-
MOTHI, noxuni, 3 6e3CHNo ONYLWEeHUMHU BiTaMU —
TO € CUMBON HaLOi iHTenireHuii, BimipsBaHoi BiA
HapoQa, AKa FNYpTYETbCA B OKpemi rpynu. B uin
BUIHYTOCTi nepeB — AkeCb H6axaHHA, NOPUB; BCi
BOHW MPUCINYyXaKTbCA OO0 TOi CUMMMOHIT, WO ii
TBOPATb 30pi HA NPO30PiN YMCTIA BNakUTI.

[10 ui€i X TemMu CBOEID KONopaTyporo Hane-
XUTb i "Moesia Houi” ("Cym”), BCR HacuueHa
nebom. JliBOpyu niginmMaeTbCcA OepeBo, Kpisb
BiTM AKOrO MWUIrOoTATb 30pi, 8 BHU3Y CTOATL AOBI
XiHOUi pirypu, HemoB 6K nNTaxu 3 ONyLWEeHUMHU
Kkpunamu. FrMmMBOKUM CyMOM BI€ Bi KapTHUHNU, —
CYMOM, WO PO3ropHETLCA NOTIM, B TPETiN TeMi
TBOPUYOCTH.

V.

”..Ha mup Bcez2dawHul
Csemno enaxcy A...”

Takun enirpacd moxHa 6yno 6 noctaButh 0o
opyroi Temu, WO 11 CLoXeTaMKn € MUHYrNe YKpaiHu;
uf Tema o6’egHaHa paniCHOMO, CBITAOKD ramoro

Konopatypu W nepevHATa TUM e rmubokum
HauioHaNbHUM NOUYTTAM.

3a nepwuid npuknag MoxHa BeaxaTtn “[o
6orudi lagn”, B AKiK fliBuMHA MOe 3 BiHKaMK oo
6orutdi, abu npoxaTu B HEl LWACTA B XUTTi 3
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in the music-like scales of blue and violet. This
is one of the most characteristic, strongest, and
esthetically convincing works of Mykhailiv.

The same subject matter is seen in “Music of
Stars”, which was painted during the harsh reign
of Denikin. It was reproduced, albeit rather
poorly, on pages of the first edition of Dorosh-
kevych’s textbook (“Ukrainian Literature”), upon
which, in part, my interpretation is based. Here
the trees — lonely, bent, with lifelessly hanging
branches, — symbolize our intellectuals who
are gathering into small groups apart from the
people. The fanciful twists of these trees reflect
a yearning, a passion; all is intent upon the
symphony that is coming from stars, which soar
in the transparent blue.

The same coloration characterizes “The Poe-
try of Night”, simply saturated with the sky.
Here, stars shimmer through the branches of a
tree on the left, and below are two figures,
women who look like two birds with lifeless
wings. A deep sorrow is felt in this painting, the
sorrow which will appear again in the third
theme of Mykhailiv’'s work.

V.

“.. I 'am looking brightly
Upon everyday'’s life...”

These words could serve as an epigraph for
the second theme, where the subject matter is
the historical past of Ukraine. Here we see glad,
bright, colorful treatment and deep feelings of
national awareness.

“To See Lada, the Goddess” may be taken as
the first example of this period. Here, a young
girl is carrying wreaths of flowers to the god-
dess, a sacrifice required while asking for hap-
piness in a marriage: a forest of mighty trees is
seen in the background. This painting was
printed as a postcard abroad (in Leipzig and
Kolomyia).

The same theme is further developed in “The
Carver”, part one of the “Creator of God” trip-
tych. Again, the forest in the spring is full of
flowering trees. This will become a sacred grove.
A man, a distant ancestor of all Ukrainians, has
peeled the bark of a tree stump, and is carving it



HapeyeHuM; Ha Ha 3adHbOMY NMaHi CToITb nic 3
MOryTHiMK Oepesamu. KapTuHy penpoaykosaHo
Ha nucTisLi 3a kopaoHowm (MNannuir, Konomua).

DanblivMm po3BMTKOM UiEl TeMU € "TBopeub
Bora”. 3HOBY nic (Ha TPbOX NNaHax) BECHOM), 3
gepesamu, WO KBiTHYTb. Lle — Tom nic, wo
KOMUCb CTaHe CBALWEHHUM raem. JlroauHa, Haw
npapig-ykpaiHeus, obpizaB KOpy 3 cyxoro ne-
peBa, pixe gepeBo pani, rmubwe M B Hacnigox
pictae obpa3 Akoicb icTotn. KapTuHa rnu6oka
Wwo po 3agymadoi ipgei, ane Tpeba ckasaTtu, Wo
Ue TiNbKK neplia 4acTUHA TPUNTMXA, AKUM Ne-
pen6avaBcA i AKOTO OBi OCTaHHI YacTUHU 36e-
pernuca B eckizax. [ipyra yactvHa mycina natm
Xax uiei NoauHu nepen CTBOpeHWM Ta i yTi-
KaHHA. B TpeTi¥ YacTUHI UA NrOUHA NPMBOOUTL
3a coboto opby, AKa cTae Ha KoniHa. JTroguHa 3
ooHoro 60Ky xoue ckasaTu pbi, Wo ue BoHa
cTBopuna uen obpas, 3 gpyroro 60Ky BOHa
novYyBa€ BCKO HE3BMUYANHICTb CTBOPEHOro: Kori-
3ia 1 mycina 6yTu croxeTom 3-1 KapTuUHM.

Croom x HanexmTb i "MycAHxosui Bik” (1917
p.): B HEBENMKIM PiYHIM 3aTOUi CUOUTL B YOBHI
pubanka, NnepBiCHWIA yKpaiHeub, ane pnbanuTtb
BiH 30BCiM He ANA AKOroCb KOPUCHOrO HACNiaKY:
BiH NpMWixaB y ue Micue, 60 BOHO OaBHO NOAO-
6anocb MOMY; TYT Xe Ha recrnorMyHux Nopoaax
6epera siH 3po6ue cBOI NepLli MUCTEUbKI cnpo-
6u: XMBOTWHY, BOIHA 3i cAMCOM. A B panuHi
"COHUe 3IMMNOCA 3 3eneHMM OKeaHOM B OOHYy
conoaky TpeMTAvy cuMAQOHI” (XBUNbOBUN);
BCE NEepenHATe LIIEIO NepBiCHOIO BECHOID, nep-
BiICHOIO XUTTA.

LA xapTWHa cnpaBnA€ Ha MeHe BpPaXiHHA,
noni6He OO0 BpaXiHHA BiQ CKyNbnTypu PopgeHa
"BpoH30BuUH BiK”. TaM NIOANHA B3ANACA PYKOIO
3a yono, 60 3po3yMina, WO BoHa noauHa. TyT
MU BXE MaEMO Mepii eCTETUUHI NepexunBaHHA
NepBiCHOI NOAMHK, WO ix MM 6aunMmo i B "Teopui
Bora”.

BoHu dirypytotb i B "My3uui sogocnagis”
(1916 p.), ne Bn 6aunTte 3 ogHoro 60Ky 6iny
niHy Boaocnanis, a 3 APyroro — AMKyHa, AKKM
rpae Ha coninui: TyT NOBHWIM correspondance
MiX NIOOWHOIO | NPUPOAOIO, T€ CROPIOHEHHA,
AKe B3arani BiguyyBanu CUMBONICTH.

Ua nopyra tTema — konu 6 He Halbinbwa B
TBOpUOCTU Muxannosa. CroOu e HanexaTb:

with deep cuts. The stump begins to resemble
an unknown being. There is a very deep idea in
this painting, which was to be the first part of a
triptych. Two other parts exist as sketches only,
but show the development of the theme. In part
two, the man is terrified by his creation and
runs away. In part three, people surround the
carved tree, some kneeling. The man is present,
and is torn between the desire to tell these peo-
ple that it was he who created their God, and the
fear of their reaction to his words, which could
be regarded as blasphemy.

This period includes also “The Bronze Age”
(1917). The painting shows a small body of
water, and a man in a boat. The man shows no
intention of fishing. He simply likes this place,
with its steep cliff of an easily carveable stone.
The man is pondering his own artistic creations,
carved into the cliff: an animal, a warrior with a
spear. And behind the cliff “the sun and the
green ocean became a single trembling sym-
phony” (Khvyliovyi); all is saturated by this
long-ago spring of the distant past.

For me, this painting is reminiscent of Rodin’s
sculpture of similar title (“The Bronze Age”).
Here, again, we see the first esthetic endeavors
of pre-historic Man, the feelings already shown
in “The Creator of God”.

The same feelings are also perceivable in the
“Music of Waterfalls”. Here, the white foaming
of waterfalls is shown next to a primitive man,
playing his reed flute: Nature and Man are
inseparable, an opinion shared by most sym-
bolists.

This second theme is probably the predomi-
nant one in Mykhailiv’'s art, and is seen in a
number of his paintings. In “The Stone Babas”,
crude sculptures standing on the top of a mound
are washed by the last reddish rays of the set-
ting sun, and next to them is the endless expanse
of the steppes. In “Skovoroda”, a painting exe-
cuted in pinkish tonality, the philosopher is
shown against a background of fairy-tale rendi-
tions of temples built in a variety of architectu-
ral styles: Greek, Hebrew, etc. These represent
cultures whose religions influenced Skovoroda’s
philosophy. In “The Springtime” the pale-green
trees convey a feeling of prehistory, of a young
world.
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"Kam’'aHi 6abu”, AKi CTOATbL Ha ropbuky, OCAAHI
OCTaHHIM POXEBUM NPOMIHHAM COHLA, a NiBOpyY
po3cTunaeTbcA 6e3amexHun nax; "Ckosopona”
— KapTuMHa HanucaHa B pOXEBOMY KONMOPMTI, 3
dirypoto cinocoda Ha nepenoHLOMY NnAHI, 3
Ka3KOBUM ManiOHKOM XpaMiB Pi3HUX apXiTEKTyp
— rpeubKol, EBPENCHLKOI Ta iHWHUX (3 enemMeHTiB
BiANOBIOHMX penirii cknanaca ginocodgia Cko-
Boponau); "BecHa”, nepsicHa, Monoga, 3 ceiTno-
3eneHnMn nepesamMu.

Ane 6e3CyMHIiBHMM wWeOEeBPOM LIET TeMMu €
"bynasa” (’3arybneHa cnaea”). Bn 6aunte uy-
AOBWW NaH 3 KUMTMMOM KBiTiB. [loBOAUTLCA AUBY-
BaTMCA BCiA BMOOPHOCTI NacTenbHOI TEeXHIKHW,
AKa pa€ pucCy Lo OO0 BUNUCKM KBITIB, LUMX Haue
XHWBHUX O3BiHOYKIB, UbOFrO AMMEHIO, AKWIA BUNaga-
KOBO TyT Bupic. Cepen HWUX Nexutb 3abyTa,
nokKpuTa Nopoxom uvacy 6ynaea, Ha AKiA cAeE
OOPOrouiHHE KaMiHHA.

Oani npe "Yanka” — cumeon YkpaiHu. Bu
6aunTe piuky — rnMGOKY H CMOKIAHY; B Hin
onbuBaloTbCA xmapu, He60 W Ta vamka, wWo
netTuTbL Hap Herw. YaWka BunucaHa Tak, Hibu
XYOOXHUK — cnpaexHin opHitonor. OTxe B
CUMBONMICTUYHIMA KoHUeNUil uen peanicTUYHWUA
KOMMOHEHT cumBonisye BkpaiHy; Tak camo, AK i
piuka — TO wNAx icTopil. B KONOPMTI piuku i
Heba, B NerkoMmy nervi yaWkyv BM MOUyBaeTe
KONMULLHLOro astopa "bnykarouoro ayxy”, akum
B AMHAMULI BUMLLOB 32 MEXi XYOOXHbLOIro Mam-
CTepcTBa M HafaB MOMy BNAacTUBOCTI MY3UKH.

CBOEO POXEBOK KONMOPaTyporo A0 Ui€i Temu
BiAHOCUTbCA "KHura mygpocTtu”, AKa NexuTs
"Ha CTpiM4YacTUX CKenAx, Oe Opfu T1a xMapu”,
noHag BCIiEIO CYETO XUTTA. TYT NOUYyBaAETLCA
ManByTHIN aBTOp HINOCODCLKUX KOHUENLIN, AKI
OanyTb TPETHO TEMY.

Mix uumn oBoma Temamu cToiTbL "CyM Apo-
CnaBHK”, HANWCAHWIA B NEPEPBI MiXK KapTUHAMU
TpeTbol TeMU. CBITNO-3EMEHNUM KONOPUTOM NaHy
uA KapTUHa BiQHOCUTLCA OO APYrol TEMU, OTXE
rMMBOKMIA CyM, AKMM NEPENHATO BCHO KAPTHUHY,
Kaxe 3a ru1bLlue CnopigHeHHA 3 TPEeTLOKD TEMOIO.

Mpasna, 30a€TbCA, WO UA CyMHa ApocnasHa
we nobaunTb "BOICTUHY NpeKkpacHi aani” xuTTA,
O XyOOXHWK NacTb HAM CBITNi HACTPOI, BTINEHI
B CBiTNi ramu...
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The indisputable masterpiece of this period is
“The Lost Glory”. Here we see a beautiful mea-
dow, a carpet of flowers. The versatility of pas-
tel techniques is displayed in full, and is seen in
finely detailed flowers, even in the single stalk
of barley which somehow manages to appear
among flowers. Among all these rich, growing
plants is a “bulava” (a scepter), with sparkling
jewels, covered by the dust of time.

Next is “The Sea-Gull” — a symbol of Ukraine.
The still waters of a deep river reflect the skies,
the clouds, and the gull soaring above. The gull
is rendered ornithologically correct; yet here it
is shown only as the symbol of Ukraine, while
the river is the symbol of history. The colors of
the sky, the effortless flight of the gull testify
that the artist who started with “The Wandering
Spirit” did, finally, succeed in infusing a static
form of art (the painting) with the dynamic feel-
ing of music.

The pinkish colors of “The Book of Wisdom”
also relate this painting to others discussed
above. The Book is shown on a mighty moun-
tain peak, far above the hustle and bustle of
everyday life. Here, one can feel the incipient
philosophical concepts, which will become the
third major theme of Mykhailiv’'s work.

Between the second and the third themes,
“Yaroslavna's Sorrow” stands alone. This paint-
ing was created later, while Mykhailiv was
already working on paintings based on concepts
of the third theme. The light-green tonality of
this work seems to indicate that it should belong
with the second-theme paintings, yet its deep
feeling of grief related it to paintings of the third
theme. '

There seems to be a hint, however, that the
sorrowful Yaroslavna might see a better life at
some time in the future, that the artist might
create paintings full of joyous life...



VI
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7 .. Umo Hawa HCU3HbL?...

MoOTMBKM "NPOKNATUX MUTaHL”, TEMHU CMEpTH
3’ABNAIOTLCA LWe B WKiNbHOMY Nepioai TBOpYOC-
TM Muxainosa. B ogHOMY HEBENWUKOMY eTiofi
nepom i akeapennto nig Hassoto "CymHa nogia”
(1905 p.) Mn 6auMmo rMyxXUH KYTOK capka: Ha
rinui OOHOro 3 fAepeB BUCUTb YPUBOK MOTY3KM,
Ha 3eMni nexuTb Kaneniwox. Konu uen etion
no6auns KopoBuH, BiH ckazas: "3auem Bbl ucnop-
TAUNK TakoW npekpacHblM nensax?” ACHO, LWo
NiCNA LULOFO XYOOXHWK He paBas BOMNI UUM
TeMam, BOHHW 3anuwianucA B ecKisax, He po3po-
6ntoBanucA.

IMnepirnicTMuHa BiHA BIAHOBKWNA Ui NMTaHHA,
noctaBvna ix B Binbl akTyanbHy MMAOLWMHHY: B
Hacnipok 3'ABNAETLCA "OW, UOro TU NOUOPHINO,
3eneHee none?” (3a cloXeToM nouactu BacHe-
yosckoro "Mo6ouwa”). Ha Tpasgi, WO #[IACHO
noYyopHina, nexartb TPYnW, ane ronoBHOO NnA-
MO0 € 3arpasa, AKa 3axonuna sce Hebo i cnpas-
NAE BpaXiHHA AKOICb TPWUBOIMU, BAXKOro nepen-
uyTTA. OOMmivy, wo B 1918 p. ua kapTuHa Gyna
Ha BUCTaBLi "T-Ba OiAYiB YKpaAiHCbKOro nna-
CTUUHOro MucTeuTtsa” i 3a Hel KpuTuK "HoBOI
pagou” (u. 106 Bip 9/22 uepBHA) 3acTOCYyBaB
Muxannosa 0o peanicTie, 06IMWOBWIN MOBYaH-
KO TpUNTUX "YKpaiHa”, Akni Tex OyB BUCTa-
BNEHWN.

B 1921 p. xyQoxHuK chikcye "Miin coH™: niguac
3aTEMHEHHA COHUA 3efeHMA 3MiA — CUMBON
3na — NiQHABCA Ha BNacHWM atpubyT 6opoTbbu
WHBEHULIO, WO CUNYeTOM po3in‘aAnacb Ha Tni
6pyHaTHOro Heba i BNMPAETLCA MATOO HA 3eMHY
chepy. 3Mmit — 3no cBATKYE edheMEpHY TUM-
yacoBy nepemory Hap cBiTNoM. COHUAR HEMAE;
3aMiCTb HbOTO — cipa TemHa nnAmMa 3 TOHKOK
CMYKKOK KOPOHH.

OTXe BiQHOBNEHHIO BCiX TEM CNpUANAa CMEPTH
CHMHa Xy[Q0XHKKa, wo sigéynaca 1 nunda 1924 p.
Hi6u B nanekomy nepeguyTTi CBOEK iHTYIUIEO
wi€l cyMHOT nodii BiH 3aKiHUye 9/7 23 p. KApTUHY
"3a 3aBiCOIO XUTTA”. pyKa yacy OAXUMNAE TOHKY
3aBicy, Ha AKiN BUWMUTI pi3HOBGapBHi KBITHU. LlA
3aBica — 6NMCKyyYa, KONbOPOBA, 3ByUHA 30BHiLI-
HiCTb WUTTA MMTUA. LLlO  3a Heto? [loni nexuTs
Mepo B 6inocHixHoMy opAry, 6inA HbOro —
KWHYTi, 3iB'ANi KBITW, a Hag HUM — ABi Cipi

VL.

“..What’s our life?’...”

Motifs of “fatal questions”, of death, are al-
ready seen in Mykhailiv's paintings that were
done during his school years. One small ink
and watercolor sketch, “A Sad Event” (1905),
shows a secluded area in an orchard; a broken
piece of rope hangs from the branch of a tree
and below it, on the ground, is a hat. When this
sketch was shown to Mykhailiv's teacher Ko-
rovin, his reaction was: “Did you really have to
spoil this beautiful landscape?”. Understanda-
bly, after such a comment, the author did not
allow this sketch, or others, done in the same
vein, to become major paintings.

His fatalistic feelings resurfaced during the
years of World War |, although the treatment
became more realistic. This treatment is seen in
the “Why Didst Thou Darken, Field of Green?”
(related, possibly, to Vasnetsoff's “slaughter
scenes”). On the grass, which is almost black,
are scattered bodies of dead soldiers; yet the
main accent is not on these corpses but on the
blood-red sky, which instills a sense of alarm, of
foreboding. Paintings of this kind are easily
misunderstood. On the basis of “Why Didst
Thou..”, a reviewer (in the magazine “Nova
Rada”, #106, June 1918) judged Mykhailiv a
realist, while completely overlooking the trip-
tych “Ukraine”, also exhibited in the same show.
(The exhibit was arranged by the Society of
Ukrainian Artists.)

In 1921, Mykhailiv painted “My Dream”, based
on an actual dream. Here, a green serpent, a
symbol of Evil, is slithering up a gallows, while a
totally eclipsed Sun floats in a darkened sky.
The message is clear here: the power of Evil is
ephemeral, and will disappear as soon as the
eclipse is over.

The recurrent fatalism was brought about also
by the death of Mykhailiv's son in 1924. In Sep-
tember, 1923, as if sensing the coming of this
tragic event, Mykhailiv finished his “Behind the
Curtain of Life”. A bright, colorful curtain is
pulled back by the hand of Time; behind it, a
white-clad figure of hapless Pierrot is being
trampled by giant feet of some unknown mons-
ter. Next to the prone figure are wilted flowers,
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BEMUUYE3Hi Nanu, Wo CBOTMHU XaxMMUBUMK HIrTAMHU
npureo3nunu noro. B panuHi roputs 6ynisna 3
KonoHamu — To xpam igeanis. Mepo ue xynox-
HUK, MUCTeub, a cipi nanu CcTpaxiTTA, ronosu
AKOro HaBiTb HE BUOHO, — Ue Nanu XKUTTA.

Hepes nie poky (1/1-24 p.) 3'aBnaeTbea "Mpo-
meTen” (Byrinb); “Ha cTpimuacTux ckenax” Big-
6yBa€eTbCA OOBiuHa Tparedin. 3sepHy ysary Ha
CBOEPiAHY TPaKTOBKY COXETY: BM 30BCiM He
Baunte Hi 06nMuuA, Hi rpynen MyuyeHuka, Hag
AKWUM CUOUTH BENUUYE3HUK i KaxNUBUM NTax.

30/8-24 p. 3'ABNAETLCA "HeMuHyunit wnax”
(@6o "MyTk ero xe He npengewn”); BU Gauute
naH, Ha AKOMY MAOYTb OBa WNAXMU, WO nNepcnek-
THUBHO CXOAATLCA Ha 06pii. OQHUM LINAXOM inyTh
martepianicTu, cepef, HUX BUOHO BOIHIB, TOProsi
KapasaHW. [Ipyrum WNAXoM igyTb YUeHi 3 KHUXK-
KaMu, XyOOXHUKK, NoeTu; ue — igeanictu. Bei
BOHW NPAMYIOTL 0O TOrO MiCUA, e KiHYarTbLCA
noporu. Lo x Tam? Bu 6aumte coHue HemoB 6um
B 3aTeMHeHHi, 60 CAE NULWEe TOHKa KOpOoHa; ane
NPUOMBITLCA YyBaXHiwe: UA cipa nnAma, Wo
fIOKpPUBAE COHLE — TO HepPyXoMa yCMilKa yepe-
na — CMepTb, AKOIO HEMUHYUE KiHYaOTLCA Cami
Pi3Hi, cami NPOTUNEXHI WAAXK KUTTA.

B uin koHuenuii — noeHe BigpeueHHA Big
XWUTTA, rMHUOOKUIA NECUMI3M i CKEMNCHC, AKOTO,
HapewTi, He BUTPUMAB i caM XYOOXHMK, 60
KapTuHa 3anuvwmnaca HesakiHYeHow. XpoHono-
riYHO BMUXIO 3 UBLOTO HIGK TO HaMiTUBCA B "CyMi
ApocnasHK”, B TOMY KONOPUTHOMY 3B’A3KY €]
KapTuHM 3 OpYyroro TEMOLO, WO MW WOro oaMi-
uanu suwe. Llen xe Buxig, HA MOK OyMKY,
NiAKPECneHo B HacTynHoOMy (26 p.) TBopi Mu-
xannosa "Ha rpaHi BiuHoro”.

Bu 6auunte 3anio 3 kam’AHOO nignoroto (nnu-
TaMu B LWALLIKY), 3 CTiHaMu rMMUGoKo-ioneTosoro
TOHY, Ha AKWX, HeHauye OBa OKa, OBa KPyrni
BiKHa 3arnAnaroThb B CepeauHy, ae CToiTb capKo-
char ciporo Mapmypy i Ha HbOMY Cpi6Ha TpyHa,
NOKPpWUTa UYOPHOKO neneHow. 3a capkodrarom
3fyYHUM akopAOoOM nepernuHae 3anko 30M0TOo-
opaHXeBa 3aBica 3 rMUBoOKO-CUHLOK 0BBIOKOKD
BHM3Y | PAOM 3emeHunX BiHKiB yropi. Mocepenu-
Hi 3asica nenBe BiOCNOHEHA i BUABNAE YOPHO-
CHHIO cMyry Hesigomoro. 3a 3asicoro — Tem-
pABa K HesigomicTk. 3asica w — [paHb Hesi-
nomoro 1 BiuHoro, ronoeHa nnAMa KapTHHM.
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and in the background is a burning edifice, the
temple of high ideals. The message is pretty
obvious: Pierrot is the painter, the artist, and the .
unseen monster is life.

Some six months later, the charcoal “Prome-
theus” was created. This perennial tragedy is
depicted as taking place on a steep mountain.
The treatment is unusual; neither the hero’s
face, nor his breast being torn apart by a giant,
ferocious bird, are shown.

Later, in 1924, “The Road of No Return” was
painted. On a wide field, two roads lead to the
horizon, where they meet in perspective. On
one road we see merchants, warriors, and other
materialists. The other path is travelled by ideal-
ists: artists, scientists with books. Where are all
those people heading? Toward the inevitable,
the Sun, eclipsed by the unmistakable mask of
the Death.

This painting is so full of pessimism, of total
despair that even its author could not bear it
anymore; the painting was left only partly com-
pleted. Chronologically, his departure from this
pessimistic period coincides with the creation
of “Yaroslavna’s Sorrow”, whose color schemes
are links to the theme of the artist's second
period, as discussed above. It is further seen in
Mykhailiv's next picture “On the Edge of Eter-
nity” (1926).

In a somber hall, with checkerboard-tiled floor
and deep-violet walls, are two round, porthole
windows, like two eyes, peering in from outside.
In the center is a silver coffin on a pedestal of
grey marble; in the background — a ringing
chord of a golden-orange curtain, with a blue
border on the lower end and several green
wreaths near the ceiling. The curtain is slightly
parted in the middle, revealing a patch of the
black-blue Unknown. Behind the curtain lurks
darkness, mystery. The curtain is the Edge of
Eternity, the dividing line between the Now and
the Eternal, the Unknown, — the subject of this
painting.

The coffin is the symbol of Death, who, with a
wry smile, is observing the paths of Life trodden
by all people. The coffin is the final resting
place of hopes, sorrows, and loves. But behind
the coffin is Eternity, dark and mysterious.



| Xou TpyHa — ue TOWM CUMBON CMEpPTH, AKA 3
YCMILLKOK OUBUTBLCA HA WNAXU XUTTA, Oe NayTb
noQu; Xou B UiM TPyHI NoxosaHi i Hapii, i Ko-
XaHHA — OTXe 3a Hero MU Bauumo BiuHicTb,
TEMHY M HEBIOOMY.

OCTaHHIM KPpOKOM B UbOMY UMKNi € "Tlpome-

Tewn”, 3aKiHueHun 28/2-26 p.

Ane ue He € KONiA BYrNeBOro wkiua, BAKOHaHa
nactenAMu, — Le 30BCiM HOBAa, CaMOCTiNHa WO
00 3aQyMy KOMMo3uuiA.

3HoBy 6aunMO CTPIMKY, TPOXH NOXUNEHy BNiBO
cKenw, B CHirax. BonHa Haragye seneTeHCbKWH
XKEPTOBHUK, HA BEPXIB'HO AKOTO NEXWUTb NtOACHKA
noctaTh. AK i HA wWKiui, Uinoi dirypu He BnAkKo,
a Nuuwe 3BUCarOTb KOHBYNbCUBHO CKOPUEHI Bif
60nto HOrKW, 06MAOBI NPUKYTI BAXXKUMKW NaHuylora-
MW 0O CKeni.

Tak camo, AK i Ha WKili, ECTb Open: ane BiH He
UOPHUI, — BiH NepnamyTpoBui, 6iNO-pPOXKEBUN i
B TOW Xe 4ac 3arafKkoBWi, MITONOriuHMA. Xmap
HEeMa€: 3aMiCTb HUX BeuipHe, rnNuboke i 6e3 KiHuA
nosiTpAHe He60. BHKU3y, 3 niBoro 60Ky ckeni, AK
KOMMNO3MuUiMHa nnAMa — MOBHUMA MICAUb, BECb
NOTOHYB Y KOPOHi CNeKTpa i TOMy BrnvMBaE Ha
3ip — CBiTUTb | pyXa€eTbLCA.

Mig micAuem — BepxiB'A We OAHOI cKeni, Aka
noTpi6Ha KOMMNO3ULUIAHO. Ane ronosHUM edexkT
KapTMHW — CUIbHE BEJipHE OCBITNEHHA Ha
BEPXHil yacTUHi BinbLIOT CKeri; B UbOMY X TBOPI
Wwe 36iNblIEHMA TOW BUXIO 3 MECUMICTHUUYHOrO
ceiTOrnAQy, Wo Moro nuwe HamiueHo B "Cymi
ApocnasHuK” Ta "Ha rpaHri BiuHOro”.

VII.

B unx TpbOX TeMax HaMNOBHiLWEe BUABNAETLCA
Teopue o6nnuusa KO. C. Muxannosa.

OTxe BiH: AK YynWA XYOOXKHHWK, O3WMBAETHLCA
Ha cyyacHe XWUTTA B o6pasax xy[aoXHbOro ma-
nAapctea. A Makw Ha yBasi "Y4epBOHOro KOHA" M
"Tynok”.

"UepBOHUM KiHB" — U€ KOMYHICTMuHAa igen,
MiLHa, BENeTEeHCbKO-MOTYTHA, AK Uen KiHb; 6a-
rata i KONnopuTHa MOXIMBOCTAMM U OOCATHEH-
HAMM, AK 30N0TUCTEe TNO Heba. KOMyHIiCTUUHA
inen B o6pasi "YepBoHOro KoHA” nepebirna

BBECb KONocanbHWiK NpocTip 6yBwoil "POCIHCbKOI

The last in this cycle of paintings is the “Pro-
metheus”, completed February 28, 1926.

This “Prometheus” is not a mere pastel copy
of the earlier charcoal painting with the same
title. This is a completely new treatment of the
subject.

Again, we see a steep snow-covered moun-
tain top, slanted slightly to the left. It resembles
a giant sacrificial altar, upon which a human
body is seen. Actually, as in the charcoal ver-
sion, the body is not shown, only the two legs,
convulsed in pain, fastened to the cliff with
heavy chains. The eagle is there, too. Not a
black eagle, but one shown in the mysterious,
mythical light-pink sheen of mother-of-pearl.

The transparent, deep-blue twilight sky is
cloudless. On the lower left, the disc of the full
moon appears to shimmer and sail through a
spectral rainbow. Below the moon is the top of
another, smaller mountain peak.

The most effective part of this painting is the
treatment of the twilight illumination of the
mountain top, where Prometheus is chained.
The twilight effect continues to show the author’s
departure from the deeply pessimistic outlook,
the departure which was barely hinted at earlier,
in “Yaroslavna’s Sorrow” and “On the Edge of
Eternity”.

VL.

The artistic profile of Mykhailiv is completely
revealed in the three major themes discussed
above.

As a sensitive artist, in the next period he
responded to contemporary life with paintings
such as “The Red Stallion” and “The Factory
Whistle”.

“The Red Stallion” is the symbol of Commu-
nist ideology: strong, larger than life; a symbol
of colorful possibilities, of future achievements,
golden as the colorful sky. Communism — The
Red Stallion — rushed through the vast expanse
of the former Russian Empire, all the way to its
borders. On the very border, symbolized by a
precipice over a sea, beyond which are seen
other shores, shown in different colors (symbol-
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IMnepii” i poHecnacAa 0o kopooHis. Ane TYT —
KOpAoOH B 06pasi npipBM MOPCLKOI, WO Bigo-
Kpemntoe Gepern pisHUX KONbOPIB (pPi3HWUUA
ncuxonorivHa, couianbHa Hawux Pagpecny6nik
i 3aKOPOOHHUX Oepxas).

Ta KiHb PO3BUHYB HEMMOBIPHY iHepUitO, iHep-
uito peBontoLii i, BOAPMBLUM B OCTAHHE KOMNMWTa-
MM, NOBUC Y NOBITPI, BBECb B TBOPYOMY 3MaraHHi
OOCArTU METH.

"T'ynok” (penpoaykuito KapTuHu yMilWeHo B
"XosTHeBOMy 36ipHuKy”, 1924, cT. 141, ane
4OMYCb Nig Ha3Bote "MiTHHI”), BECb HACHUYEHWI
UMM 3BYKOM, WO CKNKMKae pobiTHUKIB HA poBoTy.
Bu 6aunte napy, wo cipumun kny6amu ctenuTben
B MOBITPi — CUHABO-6iNy B TOMY Micui, oe BOHa
3 CMNOtO0 BMPUBAETLCA 3 ryoka. 'ynok — ue
CMMBON Kanitany, AKWM CKNWUKAE POBITHUKIB, i
rope Tum 6e3po6iTHUM, WO CTOATL npaBopyy i 3
3a30piCTIO AMBNATLCA HAa NaBy PoGITHWKIB, AKa
BNMBaAETLCA B 3aBOACLKI BOPOTA.

VI,

Mu xapakTepuayeanu Muxainosa, AKo nacre-
nicra; i #iACHO, 6inbWICcTbL Horo KapTHH Hanuca-
Ha nactenAamu.

OTxe B TBOPUMX WYKAHHAX BiH 3BEepPTaETbCA M
R0 iHWOro MaTepifAny, a came 0o akBapeni, AKO
nuwe eTroan BNiTKy 1925 p.; B UMX eToQax BiH
CTaeuTb nepen coboo i PO3B'A3YE KinNbKa HOBUX
3aBAaHb KONOPUTY, OCBITNEHHSA.

OguH i3 uux eTiogie noknageHo B OCHOBY
ROCHUTL BENWUKOT KApTUHK oniero: "BiTpAK Ha Tni
MicAuHOro ceiTna”. TyT HaTAK Ha NeBHUI nepe-
NOM B PO3YMIiHHI BUKOPUCTAHHA peanicCTUYHOro
nNaHy; OTXe, AK BIQOMO, NOBHWUI NEpPENnoM He
Bin6yBcA, 60 OCTaHHI KapTUHM ("Mpometeir”, "Ha
rpaHi BiuHoro”) nponoexytoTs nornepegHO CUM-
BOMICTMUHY TPaaumLilo TBOPYOCTH. KapTuHa gyxe
edekTHa, WO [0 npobnemMu OCBITREHHA. Ha
népeaHbLoMy nnaHi BM GauMTe MNUH B Opeoni
MICAYHOro CANBA, XO4 CaMOro MICALA He BMOHO
3a BiTpAKOM. CAMBo, ayxe ACKpaBe, NOCTyNnoBo
NepexoanTs B rMrMGOKO-hioNeTOBUM KOMOPHUT.
BukoHaHo kapTuHy nyenTUNicTUUHMMMK MazKkamu.

Lle# Teip A 6 nocTtaBuB B 38’A30K 3 HOBUMM
MOXNUBOCTAMM, LWIO 3pas3y BiOKPUBAKOTLCA ne-
pen mutuem. Lli MOXNMBOCTI BiGHOCATLCA OO
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izing the social and psychological differences
between our Soviet Republics and the foreign
states) the stallion stopped for a moment...

The stallion has developed an unbelievable
momentum, the momentum of the Revolution.
The last powerful kick propels him into the air,
in a creative rush toward the distant goal.

“The Factory Whistle” painting (which was
reproduced in “The October Anthology” in 1924,
where its title, somehow, was changed to “A
Meeting”) is full of a sound, calling workers ‘to
the factory. A bluish-white cloud of steam bil-
lows from the whistle, conveying the feeling of
loudness. The whistle is a symbol of the Capital,
calling those who are lucky enough to have a
job. The jobless crowd on the right looks on in
envy, as the column of workers marches through
the factory gates.

Vi

We characterized Mykhailiv as a pastelist; most
of his paintings were executed in that medium.

His artistic quest, however, led him also to
other media, such as the watercolor, which he
used in a number of sketches done in the sum-
mer of 1925; those are studies of several prob-
lems of color and luminosity.

Later, one of these studies became the basis
of a large oil canvas, “A Windmill in the Moon-
light” (“Portrait of My Wife” was also done in
oil. Ed.). Here we again see a hint of a possible
new acceptance of realism; however, such ac-
ceptance never did take place, for other paint-
ings (“Prometheus”, “On the Edge of Eternity”)
show the continuation of the symbolistic tradi-
tion. “Windmill” is rather effective in its treat-
ment of light. The windmill, in the foreground, is
surrounded by a halo of moonlight, yet the
moon itself is not to be seen, — it is behind the
mill. The extreme brightness of the halo is slowly
fading with the distance, to eventually blend
with the deep violet of the sky. The canvas is
executed in the pointillistic technique.

This canvas | would include among those
works illustrating new possibilities open to the
artist. These include the new medium (oil), the
new techniques (as in the “Windmill”), the new



HOBOro martepiAany (oniA), HOBOT TeXHiIKK (AK B
"BiTpAKy”), HOBOro KONOPUTY (4opHa neneHa B
"Ha rpani BiuHOro”; B Hin xyQoOXXHWUK Bnepue
BXWB YOPHOI hapbu). HapewTi, OCTaHHA MOXNU-
BiCTb, UE€ — Ta MOHYMEHTanNbHICTb, AKY MM
6aunmo B "TinboTuHI” i "Ha rpani BiuHoro™
XYOOXHWKOBI TICHO B paMkKax po3mipy Woro
nactenis, i "iNbOTUHA” 3A88ETLCA BENWUKUM
3HWMKOM 3 MONOTHA B Uiny CTiHy.

OaMiTUMO, HapewWTi, YyMmMano BOanMx HaTHopP-
MOPTiB, 3 OpPUriHANbHMUM PO3B’'A3AaHHAM 3aBOaHb
KONOPWUTY, OCBITNEHHA, Ta Ti rpadiuyHi poboTu
Muxannoea (o6knagmMHka Ao "My3ukun”, “Ex
Libris” ona kHUrosbipHi Hebixunka-cuHa (aBTo-
nitorpadifa), KHMXKKOBMI 3HAK YKPAIHCBKOro I[H-
cTnTYTY KHMIrO3HaBCTBa, BUCOKO-XYOOXHA 06-
KnagMHKa 00 Opyroro BMOaHHA BNAacHoOro ne-
peknagy "Micaunoro Cepna” Taropa), wo CBOEK
MaWCTEPHICTIO ganu niacraBy CNiBPO6GITHUKOBI
YewCcbKOro XyaoXHbeoro yaconucy "Umeni Slov-
jane” 3a 1925 pik 3actocyBaTn Muxamnosa oo
yKpaiHCcbkux rpadwukis. Lle, 3BnuanHoO, Heno-
pPO3yMiHHA, i, MabyTb, BOHO BUPIlIYETLCA B TOW
cnoci6, Wo TBOPUICTb MOro B UiNOMY HesipoMa
3a KopooHOM. Muxannie rpacduk, ane rpaduk
— en passant; UeHTp Barv HOro TBOPYOCTHU CamMo
c0o6010 HE B LUbOMY.

1X.

Mu Hakpecnunn noGixHi pUcu B TBOPYOCTI
KO. C. Muxannosa. 3anMwaeTbCA 00QaTH Kinbka
cniB.

XTOCb OeCh CKa3as, WO CNPABKHINA XYO0XKHHUK
TOM, XTO MOXe Mo HOBOMY NobaunTK CBIT | Horo
peui, i B o6pasax nokasaTW Ham Te, AK BiH
6aunTb. Lle B NoBHiM Mipi CTOCYETLCA A0 aHa-
Ni30BaHOi TBOPYOCTH; i B LUbOMY PO3YMIHHI gic-
TaloTb CBOE 3HAYIHHA CNOBA, NOCTaBneHi enirpa-
dom po6oTu: | B AOr0 pyLi CKNO NOKa3ye Ham
6arato Ginblue”.

Kpim Toro, Tpeb6a oamitutu, wo 0. C. Mu-
XalniB € xapakTepHAM MpencTaBHUKOM Hawoi
nepenoMHoi enoxu. Lie HakAckpasiwe ogbunoca
Ha TemaTunui Moro TBOpPIB, A€ MU MAEMO 3 OIHOTO
60Ky — yKpaiHCbKWIA HaUiOHaNLHUNA peHecaHc,
3 gpyroro XosTeHe, 3 TPeTLOro rnMboki di-
nocodCbKi KoHUenuii, Wwo ix NoABi, O4EeBUOHO, B
3HAuHiM Mipi cNpUAnK Noaii 3 0CO6UCTONO KUTTA.

color palette (in “On the Edge of Eternity”,
Mykhailiv used black for the very first time).
Last, but not least, is monumentality, as seen in
“The Guillotine”, and in “On the Edge of Eter-
nity”; the artist seems to be trying to expand
beyond the traditional size of pastel paintings.
One feels that “The Guillotine” is growing to the
size of a mural.

We should not fail to mention a number of
expertly executed still-life pictures, with their
original selection of color palette and their un-
usual treatment of light. Neither should Mykhai-
liv's numerous graphics pieces go unnoticed:
the cover art for the publication “The Music”,
the bookplate for the library of the artist’s son,
the publisher’s logo for the Ukrainian Institute
of Bibliology, the artful cover for the new edi-
tion of Tagore’'s “Crescent Moon”. The latter
caused the “Umeni Slovjane” (a Czech art maga-
zine) to list Mykhailiv as an “Ukrainian graphic
artist” in their 1925 volume. This misunderstand-
ing was due to the fact that the bulk of Mykhai-
liv's art was never seen abroad. Mykhailiv could
be regarded as a graphic artist only as en pas-
sant; his major interests are elsewhere.

IX.

Only few more words have to be spoken to
conclude our discussion of Mykhailiv’s art.

Someone once said that a genuine artist is he
who can show others the world, the surround-
ings as only his very own eyes and mind can
see it. This statement fully describes Mykhailiv,
to whom Shakespeare’s words “And in his hand
a glass, which shows us many more...” are
highly applicable.

We must also recognize that Mykhailiv is a
typical representative of our epoch, of this
turning-point in history. This is especially evi-
dent in those works including not only the
Ukrainian Renaissance, but the October (Revo-
lution, — Ed.), and philosophical concepts as
well; the latter was largely influenced by events
in artist’s private life.

One cannot avoid mentioning the lonely posi-
tion which Mykhailiv held, and is still holding, in
the Ukrainian and non-Ukrainian artistic envi-
ronment. This loneliness was already present
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Ane B ToW xe uac Tpe6Ga BIiA3HAUMTH W Te
camMOTHe Micue, AKe BiH 3aMMac i 3aiMaB He
TiNbKWM B OQHOMY YKPAiHCbKOMY MUCTEUTBI.

Lia camoTtHicTe 6yna Tomi, konu Mwuxawnis,
BiOuyBaloun €OHICTb MY3UKU i dapbu, niwos
yepe3 "Mip UckycTea” nig 3HAKOM MY3WMYHOro
cumsonismy. LA caMmoTHicTb 6yna # Toni, KOnwu
MUCTEUTBO AOKOTUNOCA OO0 cyrnpemaTu3aMmy Ta
IHWWX "i3MiB”, 3aNMLWMBLIK JaNeKo No3any CUM-
Bonicta Muxannosa. LiA camoTHicTe oco6nuso
nipKpecnoeTbeca Tenep, Konu AXXP Ha Hawwux
ouax eBOMIOLIOHYE Bifl cononeHbKkoro Beneuia-
HOBa [0 "nepenBwXkHUKIB”, "6biITa” — a Mwu-
Xawunie — HeOaBHi KOHCEpBATOp CyNpoTHU Cy-
npeMatMsMy — 3HOBY CTa€ crnepeny i mamxe
OfHoYacHO 3 "MrnnHoM” nae “3a 3aBicoto KUTTA”
Ta "pomeTeRr”.

ToMy yTpMMa€EMOCH Bif ry4yHOi XBanwu, rocTpoi
nanku i nopag OPYXHbOro Kpurtuka: "iniThk,
MOBINAB, TyaM, a He ctogun”. MNincTasa UbOMy —
WMPICTb WYKaHb MUTUA.

PeBontouiiHe MUCTEUTBO Mae TEHOEHUIO OO0
300pOBOro peaniamy, 30a€TbCA, He nUlLe B
ranysi »xusonucy. | konu suuie 6yno 3ragaHo
esonoLito AXXP’a, TO Tenep He MOXHa He BiOMi-
TUTH WBNAOKICTL UIET eBONIOUI.

Ha uiin nincrasi ckaxemo 3 nesHICTIO, WO
HOBE CYCRNINbCTBO, BUKOPUCTOBYKOUM CKapbu
nonepefHLoi KynbTypH, XYTKO NPOXOOAYM i
waobni, 3ynuMHUTLCA, 3PO3YyMIE i OLIHWUTL Lo
OpMUriHankLHy, WWpy A BiOBaXHY B CBOIM LMPOCTI
TBOPUICTb.

H’X-MMX-
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when Mykhailiv, sensing the unity of visual art
and music, went through the “World of Art”
under the banner of musical symbolism. This
loneliness was there when art in general went to
supremacism, or to some other “isms”, leaving
Mykhailiv’'s symbolism far behind. This loneli-
ness is especially evident now, when in the
“Association of Artists” we are witnessing an
evolution from the saccharine-flavored works of
Venetsianoff to the art of “travelling exhibitors”,
the art of the everyday life. The fonely Mykhai-
liv, a recent opponent of supremacism, is again
spearheading the artistic movement, and, almost
at the same time as “The Windmill”, has created
“Behind the Curtain of Life” and “Prometheus”.

In view of all of the above, we shall resist the
urge to go to critical extremes, even resist the
ever-present urge to give friendly advice as to
what Mykhailiv's work should be in the future.
An artist should be left alone in seeking his
future.

Revolutionary art has a tendency to follow the
path of healthy realism, and this is true and
applicable to all forms of art. The above-
mentioned evolution in the “Association of
Artists” was an extremely fast-moving phe-
nomenon.

We are fully confident that the art of our new
society, based on the achievements of the pre-
ceding culture, while continuing its onward
movement, will have the time to understand and
to appreciate the original, and brave in its
honesty, artistic work of Yukhym Mykhailiv.




KY3bMWH MPO MUXANTTIOBA

€B2eH Ky3bMuH

Huxuyenopadi ypvuekn 3 crtaTtti KysbMuHa
(OKUTTA | PEBONOUIA, u. 10, 1928 p.) po-
NoBHIOKOTL cTaTTio [p. MandeTa, HaapykoBaHny
Ha nonepenHix CTOpiHKax.

Kinbka pokie Tomy B Kuesi, Ha BucTaBui
npu KoHTpakToBiM Apmapky, cepen YUCNEHHMUX
3axopgis, k063apiB, xaToK, pivok, 6yKkeTis, HaTOp-
MOpTiB, MMMOBONI nNpukyBana go cebe Mo
yBary ofiHa KapTuHa, AMBHO HenofdibHa no BCix
iHWKMX. ACHWMA Nen3ax, KYOUCb YHM3 ine BKpUTa
TpaBOKO NOMAHA, a Hag HeK B NOBITPI BUCATL
nosri TpemTAdi HUTKKW. [MaByTuHa? Hi. Tyman?
Tex Hi. BOHM, Ui HUTKU-CMYTK, 3aHaOQTO NPO30pi,
3aHanTo... KWBI, iHWOro cnosa He pobpatw.
MeBHiwe, Ue 3BYKK AKOICH HiXKHOI, TPOXHU CYMHOI,
ane ACHOT B CBOiM OCHOBI menonii.

| UMMKM HUTKAMM-3BYKAMW TUXO NPONNUBAE
Kpunarta nioacebka girypa. Oue v yBeCb CHOXeT.

Mepwe, wWo 3BepTtano Ha cebe yeary, — ue
Haa3BvYaMHA BHYTPIWHA BNU3bKICTL 3 OAHUM i3
HaMTOHLWUX, HAMMY3UUHIWKWX, AKOro 6araTo oe-
XTO 30BCiM HE 3pO3yMiB, Ae-XTO Nanko nbuTb,
XYAOXHWUKOM-CUMBONICTOM HypnaHicom, ane 3a-
ranbHa TOHanbHICTb wBWAYe Harapye Pepixa,
UbOro Cy4yaCHOro KyMipa He Tinbku EBponu, a v
Amepuku.

mAanyB B8 katanor — “bnykaroumn [Oyx”
FO. Muxawnnosa. ‘

IMeHa YypnaHica n Pepixa BnucaHi 8 icTOpito
He TiNbKKM POCINCLKOro, a W CBITOBOro MMUC-
Teursa. Ix MOXHa NOBUTH UM He NBUTH, XBa-
NUTKU UM TyOMTH, 3aXONNOBaTUCA UM 3aNeKno
KPUTUKYBATH, ane cTepTH ix He MoxHa. "Cnoso”,
AKEe BOHM cKasarnwu, 3gyyatume 1 6youtume Big-

FOMiH Y TUX, XTO L€ CITOBO BMIi€ CAPUHHATM.

Taka X, Ha Min nornAag, i ponAa Muxannosa B
MUCTEUTBI YKPaiHCbKIM.

"CUMBONICTU — uUe Bif iHTERIreHTWMHK”, nroam
abCcTpaKTHi, No3a nNpakTUUHUM OGyniBHULITBOM
XHWTTA, NO3a HOTro CYBOPOH 60pPOTLHOIOD.

Tak KaxyTb.

KUZMYN ON MYKHAILIV
by Yevhen Kuzmyn

The following excerpts from the paper “Yukhym
Mykhailiv’ by Yevhen Kuzmyn (ZHYTTIA |
REVOLUTSIYA”, #10, 1928, Kyiv) complement
the Maifet article on preceding pages.

Several years ago, in Kyiv, at an art show in
the Contracting Exhibit, among pictures of sun-
sets, kobza-players, rivers, and still-life, a paint-
ing that was totally different caught my eye: a
delicately-rendered night landscape, spun over
by some shimmering gossamer thread. Was it a
spider web? It was not. A veil of fog? Definitely
not. These bands were too transparent, too alive.
To me, those wisps were the sounds of a deli-
cate, sad, but clear melody.

The serpentine, ephemeral trails were left by
a faint winged shape of a human-like figure
seen floating in the background. This was the
entire content of this painting!

The first thing that came to mind was the deli-
cate resemblance between this painting and the
work of an artist who was misunderstood by
some people, and deeply admired by others: the
symbolist painter Ciurlionis. However, the to-
nality made it appear closer to the works of
Rerikh, so popular today in Europe and America.

What was this unusual painting? Who was the
author? The catalog listed it as “The Wandering
Spirit”, by Yukhym Mykhailiv.

Names of Ciurlionis and Rerikh are recorded
in the annals of art; not only the Russian, but
also the international art. One might like or dis-
like their works, talk about them with an enthu-
siasm, or with a sharp criticism, — but they will
always be part of the history of art. Their mes-
sage will always be heard.

In my opinion, such is also the position occu-
pied by Mykhailiv in Ukrainian art.

“Symbolists are products of sick-minded intel-
ligentsia, abstract people, apart from the practi-
cal builders of life, apart from the daily struggle.”

So they say.
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Ocoba 0. C. MuxannoBa HanAckpasilla, Hai-
Kpauia Bignosigb Ha ue.

* * *

... 1902 poky (Mwuxannig), 17-niTHIM tOHaKoM,
ine no Mocksu, e scTynae go "IMnepaTopcbLKoi
CrporoHisckkoi LieHTpanbHOT XynoxHbo-Ipo-
mucnosoi Wkonu™,

Ton camui dakT, WO BiH BCTynae akpas 0o
CTpOroHiBCbKOI, a He AKOICH iHLWOT LKONK, cre-
UiANLHO npuceauytoun cebe MUcTeuTsy Kepa-
MiKM 1 TKaHHA, 3HOBY CBiQUWMTb NPO OEAKWM
YXUN 00 XHWTTEBOI NpakTukn. KepaMicT i Tkau,
6e3nepeyHo, NOAN, ANA AKUX MUCTELITBO 30BCIM
He TiNbKW ONA "3BYKOB crnapgkuWx U Monute”, a
[OJ1A CaMOro XWTTA, ANA NepeTBOPEHHA i ylWNA-
XeTHEeHHA HWoro opM y peyax WOOEHHOro
BXWUTKY — Y KWMNWUMIi, B OQAroBi, B TKaHWHI, B
MuCuUi, B Kaxni go neudi. Ane ckiHuvBwK CTpo-
roHiscbky wkony 1906 poky, Muxainnis nouys y
cob6i cunu, WO He BMiIWANWCA B 3BaHHI "xy-
OOXHWKa-KepamicTa”, AKe BiH OiCTaB 3a NPOEKT
KamiHy. Xi6a CTaHKOBWIM XyHOXHWK MEHLIe Npak-
TUK XAUTTA, HIXK KEPaMICT uM TKau?

I 1O. C. Muxainie BCTynae Ha ManApCbKWK
Binnin "Yuunuwa XWBONWCH, BaAHMA W 300-
yecTBa” [0 MaWCTepHi xynoxHuka Ceposa, 3
AKOT BX0gmnTb 1910 poKy BXe 3i 3BaHHAM “"Knac-
HOro XyaOXHHKa 1-ro cTyneHa”.

* k%

Manopocia 3HoBy cTae YkpaiHoto. Bigkpu-
BAETLCA BENMUE3He none 8cebiyHOi KynbTypHOI
po6oTu. | HO. C. Muxamnie, AK i MOro cyyacHmk
A. A. MypalluKo, LinKoM 3 rornoBoto norpysatoTs
y uto poboTy, 3BiCHO NEPEBAXHO B HANBNMXKUIN
yntobneHii uapuHi Mucteursa. | ge TiNbKK MU
Horo He 6aunMmo? KoMy Tinbku BiH He NOTPi6-
H1MI? Oe Tinbku He npayoe?

Y ToBapucTei AiAYiB YKpaiHCLKOro MUCTELTBA,
y XyOOXHbO-NMPOMWUCNOBIK WKONi, B eTHOrpa-
iuHin cekuil YHT, apxeonoriyHiv cekuii Hay-
Kosoro ToBapucTsa, B pagi Tosapuctea LUKinb-
HoT OCBITH, B TEPMIHONOriYHIA KOMiciT npupon-
HMuoi cekuii YHT, y HapopgHim YkpaiHcbkim
YHiBepcuTeTi, B TOBapUCTBI 4ONOMOIM epTeam
iHTepseHUii. BiH 4nTaEe icTOpil0 HApPOAHLOroO
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Mykhailiv and his creations are the best answer
to such sayings...

* * *

... in 1902, at the age of 17, (Mykhailiv) decided
to go to Moscow, where he entered the Central
Imperial Strogonoff School of Fine and Applied
Arts.

It is significant that he entered the Strogonoff
School and not some institution for Fine Arts
only, and that later he devoted much of his
talent to fabrics and ceramics; it implies a con-
siderable degree of practical sense. Ceramicists
and weavers are not usually regarded as artists,
at least, not as artists in the same category as
artistic painters. They may be artisans-craftsmen,
but their talents often transform the objects of
daily use into works of art, as seen in fine tapes-
try and delicate porcelain, dishes, or highly-
ornamental tiles. But after graduating in 1906,
Mykhailiv soon felt that he was ready for some-
thing greater than designing fireplaces, ready to
tackle the Fine Arts.

Mykhailiv entered the painting division of the
School for Painting, Sculpture, and Architec-
ture, where he studied under the renowned
Serov. In 1910 he graduated with the diploma of
“Master Painter, First Class”.

* * *

(During the Civil War), “Little Russia” became
“Ukraine” once more. The opportunity for cultu-
ral work seemed endless. Mykhailiv and his con-
temporary, A.A. Murashko, immersed themselves
completely in the whirlpool of cultural life, each
within his preferred field. Mykhailiv was every-
where; Mykhaitiv did everything.

To wit:

Member, Society of Ukrainian Artists; on the
Faculty of the School for Fine and Industrial
Arts, member, Ethnography and Archaeology
Divisions of Ukrainian Scientific Society; on the
Council of the Society for Education; member,
Terminology Commission of the Ukrainian Scien-
tific Society; on the faculty of People’s Univer-
sity of Ukraine; member, Relief Society for Vic-



MUcTeuTBa Ha Ykpaidi B Mupropoacbkim Xy-
0oXHim KepaMiuHim IHCTUTYTI, 1919 poKy CTOITh
Ha yorii XyQAOXHbO-NPOMUCNOBOro Biaainy Hap-
KOMOCBITH, rONOBYE B BCeyKpaiHCbkin Kowmicii
OXOPOHMU NAaM'ATOK CTAPOBUHMU, Y BCEYKPATHCbLKIM
KowmiTteTi 06pa3oTBOpUOro MUCTEUTBa, OMPEKTOP
XYOOXHbOI WKONU. Yepe3 TpU POKKU BiH yxe
OMPEKTOP TEKCTUNLHOI MAUCTEPHI 11 ynpasuTens
TexHikymy. BiH npauloe He TinbkKW Oinom, cno-
BOM, NOpaaolo, NeH3NeMm, OnisUeM, a W Nepom,
36yQXKyHOuUM UWiKaBICTb OO0 HApPOOHLOrO MWC-
Teursa, O6CTOOKOUM NOTPIBHI pechopMmu B BU-
KnapgaHHi MMCTeuTBa 3acTOCOBaHOro. Hapeuwri,
BiH TpYM 3 MNOMIOBUHOKD POKKM CTOITb Ha 4oni
MY3WUHOr0 TOBapnuCTBa iMmeHu JleoHTOBHUYA.

Ton dakTt, wo K. C. Muxannise, Akun nense
BMI€ B3ATW HAa POANi NMpaBWUNbHO aKOpA, Onu-
HMBCA Ha 4Oni My3WMUHOro TOBApuCTBA, OYyXe
XapakTepHui. BiH BMABNAE OQHY 3 HAWICTOT-
HIWNMX pHUC MOTOC TBOPUYOCTH — MY3UUHICTb. AK
He Tpeba HEOOMIHHO CaMOMy BMITYW MankBaTH,
Wwob 6yTM XyOOXHUKOM, XYOOXHWUKOM CNpUIA-
MaHHA, Tak Hema noTpebu HeoAMIHHO OyTwu
MY3WKOKO B 3aranbHO-BM3HAaHIM 3HaUYEeHHi crnoB.a,
Wwo6 rmMMbOKO NouyBaTu caMy MY3WUHY CTHXIlO,
ii MmoBy, il pUTMH. € XyOOXHUKHK OKa, € XyOo0xX-
HUKKM cnyxy. BoHn anA xypoxHuKkis-TBOPUIB —
ManApis, CKYNbNTOpiB, BipTYO3iB-My31MK — Ta at-
mocdepa, 6e3 AKOI Ui XyOQOXHUKKW, CTUKAKOUUCH
3 HECMIPUATNUBOKD MaCOL0, 3aAUXHYNUCA 6, AK Y
6e3noBITPAHIA NOpOXHeui. Ane Muxannis He
TiNbKK NAaCUBHWIA CNPUIAMAY MY3WMYHOIT CTHUXI, BiH
we i nepeTBoprOE il B 06pasun CBOro BXe MUC-
TeuTsa.

* *x x

...TiNbKKW yepe3 HENOPO3yYMIHHA MOXHa 3ani-
UKMTH NOrO OO0 peanicTis, AK ue 3po6ue Xynox-
HUK-KpUTUK "HoBoi Pagu”. Ane h ue He Bce.
Muxannis He TinbKK Manap, He TiNbKKX NOOUHA,
Wo rMMboKOo BiOQuYyBa€E My3uKy, BiH LWe W MNoeT,
noeT we Jo TOro yacy, KONW UiNKOM 3HaWLWoB

cebe B chapbHax.

* X *

... "Tynok”, B AKOMY, 6e3nepeyHo, NoUyBaETLCA
nparHeHHA, KpiMm yCbOro iHWOro, nepepaty w

tims of the Intervention. He also lectured on
Ukrainian ethnic arts at the Institute for Arts
and Ceramics, in Myrhorod. In 1919, he was put
in charge of the Fine and Industrial Arts Section
of People’s Commissariat for Education; he was
the Chairman of the All-Ukrainian Commission
for the Preservation of Historical and Art Arti-
facts; member, Ukrainian Committee for Fine
Arts; director of an Arts School. Three years
later, he was appointed Director of a Technical
Institute and associated manufacturing facilities.
He worked tirelessly, using words, pencil, and
brush, giving advice, awakening general interest
in Ukrainian ethnic arts, fighting for reforms in
methods for teaching applied arts. Finally, for
three and a half years he was the Chairman of
the Leontovych Musical Society.

The fact that Mykhailiv, who could barely play
a chord on a piano, was the head of a musical
society, is rather significant. It points out one of
the most important features of his paintings,
their musicality. One does not have to be an
accomplished painter or musician to deeply
appreciate the Fine Arts or music. Music and
paintings are related, being the visual and the
auditory methods of expressing ideas of the
artist. People who understand and appreciate
Art are needed, nay, are an absolute necessity
for practitioners of Arts, who could never exist
in an intellectual vacuum. Mykhailiv not only
appreciated music, but strove to incorporate it
into his own visual creations.

* * *

Only through a misunderstanding could My-
khailiv be called a realist painter, as he was on
the review pages of the “Nova Rada”. But this is
not the end of it. Mykhailiv is not only a painter
and a person who deeply appreciates music —
he is also a poet. He wrote poetry even before
he became an accomplished painter.

* * *

... in “The Factory Whistle”, the artist, in addi-
tion to the visual effect, tried to convey the feel-
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CamMHM 3BYK, LLIO BUPUBAETBCA 3 MIOQHOroO ropna
pasom i3 napoto, 6yanTb i TPUBOXUTL poBoUMX
nopen. UikaBo, wo camy OymKy HamantoBaTu
LU0 piy CTBOpUB came Tinbku 3BYK. Mpo ue 3Ha-
XOOUMO LiKaBUA YPUBOK Y LLOAEHHUKOBI Muxam-
nos.a 3 28-ro cepnHA 1921 poky. "XBUNIOBAHHA,
TpuBOra, CyMm — ue MOCTIAHMA CUMNTOM, WO
rnonepenxac HOBUM Min ecki3. CborogHi paHKom
NPOKUHYBCA A Bif rygka Akoicb abpuku, Wo
Tak ynepTto netis OO KiMHaTW, pO3NArascA Mo
BCiV KBaTHpi, ¥ 6yOuB, KNMKAB rMAHYTW Ha cXin
coHuA. MeHi pantom yaBunacAa dabpuka, Hawa
yKpaiHCbKa, He aMepuKaHcbka abo Himeubka,
6e3 "xmapogpanis”’, 3 pobiTHUKaMK, WO paxy-
KOTbLCA COTHAMM Nuwe. | 3abaxanoca manosaTu
paHoK, ryae ryaok i AK AKacb camonosniroua
cuna Krnuue, CTATye oQHOro No 0aHoOMy pobiT-
HUKIB, OKYTYIOUM CBOEHD Napoto. YMUBCA i B3ABCA
3a akeapernb. Ecki3 rotosmit. 3asTpa npuctynaro
no monebepra.”

* k%

...Ane € B Mnxannosa i MaxOpHi MOTHBH.

Lle ogHa 3 Havkpawmx, HARCHUNbHIWKMX peden
noro — "Yepsonuit Kinb”. HUM Muxanmnis cno-
piOHIOETLCA BXXe 3 TBOpUicTio MeTposa-BopakiHa,
Uboro MancTpa cunbHux 6apBUCTUX akopmis.
Llei uepBOHMIt KiHb — BTINEHHA CyuyacHOCTM, ii
3niTy, 3Bary, HEBNUHHOrO Biry Ha Tni 30pi HOBOro
XHUTTA — 0CO6MMBO UiKaBMB HALLIOrO XyOO0XHHUKA,
BiH 3aBXAW OO0 HbOrO MNOBEPTAETLCA, 3MIHAE,
oomansosye. CyouTit Npo UK KapTUHY Ha nig-
CTaBi penpoaykKuii He MoxHa. BnacHe, kapTuHa
Manxe He nigpaeTbCcA penpoaykuii, xiba-wo
TPbOXKONbOPOBKUM OPYKOM, 60 OCHOBHI TOHM Ti
— BOTHEBO-YEPBOHWIM Ta NOMYM'AHO-XXOBTUNA —
Ha cboTorpadil BUX0OATbL TEMHUMM, a yepes ue
TAXKUMW, NOXMYPUMHU. OCHOBHUW Xe “3ByK”
KapTuHW — came chaHdapa cBiTna U pagocTy,
Tol papgoCTH, AKA HE3MIHHO 3B’A3aHa 3 YCAKOK
Nanko 3Baroko i PU3NKYBaHHAM.

OctaHHiMM uyacamm B Muxainosa Tpanna-
IOTLCA Mpaui, Oe No4YyyBa€ETbCA HiIOWM AKUMCH
NOBOPOT [0 iHWOI HaBiITb TexHiku. MopTper
OPYXWHW B yBPaHHI LIUraHKK, KinbKa HEBENMUUKUX
i peTensLHO 3ManboOBaHMX HATOP-MOPTIB — nepe-
BaXXHO KBITiB.

HansenuaitHO BMpa3Ho "BUKpeCneHi” AcKpasi
XOBTi HacTypuii. Hibu xyooxHuk xoue cebe
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ing of the sound of a steam whistle which wakes
the people and orders them to go to work. It is
of interest to note, that the very idea of creating
this painting was suggested by the actual sound
of such a whistle. In the Aug. 28, 1921, entry in
his diary, Mykhailiv writes: “Restlessness, a feel-
ing of alarm, of sadness — those are the usual
signs that | soon will be working on another
painting. This morning, | was awakened by the
sound of a whistle, a factory whistle, which
bounced all over my room, and called me to get
up and look at the sunrise. | immediately imag-
ined a factory, our Ukrainian little factory, not
some German or American giant with people
who move en masse, in groups of hundreds. |
decided to paint a morning, with an all-powerful
whistle which gets people out of bed, covers
them with its cloud of steam as they hurry
through the factory gates. | washed up, grabbed
my brushes and started to sketch in watercolor.
Soon, the sketch was finished. Tomorrow | will
begin to work on the painting”.

* * *

Some of Mykhailiv's paintings were more
cheerful.

Among these is one of his best paintings:
“The Red Stallion”. Here Mykhailiv's work re-
sembles that of Petrov-Vodkin, that master of
bright, strong colors. The stallion is the embod-
iment, the epitome of modern life, its free flight,
its daring, its boundless energy. Mykhailiv really
“lived” this painting, returning to it many times,
endlessly changing it. This picture cannot be
judged by photographs, its bright, saturated
colors could be properly reproduced only by
multi-color litho. In monochrome reproductions,
its predominant colors, the fire-red and flame-
yellow are rendered too dark and thus heavy
and somber. The main “sound” of this painting
is the fanfare of light and joy so closely asso-
ciated with everything daring and brave.

Lately, some of Mykhailiv's paintings indicate
his return to a different technique. Those are
“The Gipsy” (oil), a portrait of his wife, dressed
as a gipsy woman, and several smaller, meticu-
lously done still-lifes, mostly flowers.

His yellow nasturtiums are finely detailed. It
seems that the artist went back to study the



NPpUMYCUTHU BiQUYTH MaTepito, o6¢cAar, dopmy B
yCil iX HACTUPNMBIA OUYEBMAHOCTI, XOUue CTaTH
LINKOM npaBoOBipHUM peanicTom. Yum ue 6axaHHs
cebe nepesipuTH? YM ue MUMOBINbHA OAHMHA
TeopeTHKam, Un ue UinKOM npasuibHa U HEMHU-
Hy4Ya ANA KOXHOro CApaBXHbOFO XYOOXHWUKA
“cTynia” HaTypwu B 11 HAMCYBOPILWWX, WO He O03-
BOMATb HIAKUX KOMNpOMICiB, dopmax, cTynin-
BUBUAHHA, 63 AKOI BCAKMI CUMBON, BCAKA MpiA
i baHTasiA BTpauaroTb 3B'A30K i3 XKUBUM HKHUTTAM.
Lle nokaxe ManbyTHE i Ha Le BiANOBICTL TiNbKH
Cam XyOOXHUK.

original Art, that of nature. Is he about to turn
realist? Is this a kind of self-test? Is this but a
fleeting payment of duty to the theoreticians, —
or is it a reflection of almost subconscious de-
sire, felt sooner or later by every visual artist, a
desire to go back and study the nature in all its
uncompromising forms? Such study is the final
test of the abilities of every artist, and without it,
all symbols and dreams have no connections
with the real life. We might see an answer to
these questions in future works.
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"BPAMA TAHHH", Cat. # “THE GATE OF MYSTERY”,
akBapens, 1922 poky. 186 watercoior, 1922,
BnacHictb KO.B. M’'aguka. Property of Yu. V. Piadyk.
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FOXUM MUXANTIB

B. Ceimnuubkut

LA cTatTA 6yna ony6nikosaHa B "YKpaiHCbKii
RNitepatypHin Maszeti” B rpynni 1955 poky, B
MioHxeHi. B. CBiTnUubkui — BinoMuM 3HaBeub
icTopii ykpaiHcbkoro mucteurtsa. Moro crarTi
ApYyKyBanucA 4yacTo Ha CTOPiHKaX YKpPaiHCbKWX
ny6nikauiv B AMepuui, Kanaai i Esponi.

Ha "BucTaBui nomepnux MucTuiB”, wo ii He-
haBHO BnawTtyeaB JliteparypHo-Mucteubkuit
ko6 y Horlo-Mopky, 6yno nokasaHo wicTe
KapTHUH KWIBCbKOro MUCTUA KOxmuma Muxannosa:
"Yanka”, "3a 3aBicolo KUTTA”, "HaTtiopmopTt” i
TpHUNTUX "MicAyHa coHaTa”.

Ll BUuCTaska npuiwnaca Ha pik, Konu mMano 6
6yTn Big3HaueHe OBaOUATUPIYYA 3 OHA cMepTH
MHMCTLA Ha BUTHAHHI B NiBHiIYHOMY MicTi KoTnac.

WicTe KapTWMH He MOXyTb penpeseHTyBaTH
TBOpPUiCTb 6ynb-AKOro MucTuAa, ane Bubip 6ys
3pobneHui Baano, i Te, WO NokasaHo 6yno Ha
BUCTaBUi, MOXE PO3KPUTKU OEAKi XapakTepHi
pUCH, NpyUTamMaHHi TBOPUOCTU MUCTUA.

TeopuicTe KOxuma Muxannosa Hanexana no
"Hap6yToBoi 0o6u” B icTopil yKpaiHCLKOro Muc-
TeuTsa, OTXe, A0 enoxu HeoGapOKKOBOro pe-
HecaHCy, AK HaUioHaNbHO-yKPaTHCLKOro CTUNMIO;
TYT MAaeEMO Ha yBa3i BiOPOMXEHHA YKPaiHCbKOI
6apokKcBoT rpaciku B TBOpax Hap6yTa Ta ioro
YUHIB, BiOTBOPEHHA THUNOBUX 6APOKKOBMUX 6y-
OMHKIB 3a NpoekTamu apxitekta M. [lAueHka B
Kuesi i 8 MNonociesi nin Kuesom Ta KynbTUBY-
BaHHA 6aPOKKOBOT0 CTUNIO HaBITb B 6yAEHHOMY
no6yToBOMY 06X0AXEHHI TOBAPUCLKOrO Hap6y-
TiBCbKOro rypTka.

HocninHnk cTunio 6apokko B yKpaiHCbKOMY
KyNnbTYpHOMY npoueci, npod. [1. UnxeBCbKuiA,
OOHIEID 3 XapakTEPHUX PUC BAPOKKOBOTO CBITO-
CNPUHMAHHA BBAXKAE BU3HAHHA "BCENPUCYTHOCTI
GoxectBeHHOro 6yTTa”. "Lle nepekoHaHHA Ga-
POKKO y BCENPUCYTHOCTI 60XeCTBEHHOro ByTTA
— NWwe QoCniaHWK, — 3HaX0OUThb CBiMt HalAC-
KpaBilumi BUCAIB y "CUMBONI3MI” enoxu 6apoKKo,
i TO B MEPEKOHaHHI, WO BCe, WO iCHYE, € CUM-
BONOM. A UeH CMMBOMI3M MyCuTb Haknagartu
CBOIO MeuaTKy Ha BCe MUCTEeUTBO [o06U: He nuwe

YUKHYM MYKHAILIV

by V. Svitlytskyi

This review appeared originally in “Ukrainska
Literaturna Gazeta” (Ukrainian Literary News,
Munich) in December of 1955. Mr. Svitlytskyi is
a noted art historian, whose articles and reviews
appeared frequently on pages of Ukrainian
publications in USA, Canada, and Europe.

At the “Exhibit of Works by Deceased Pain-
ters”, held recently by the Club for Literature
and Art in New York City, were six pictures by
the Kyivan artist Yukhym Mykhailiv: “The Sea-
Gull”, “Still-Life”, “Behind the Curtain of Life”,
and the “Moonlight Sonata” triptych.

This exhibit coincided with the 20th anni-
versary of Mykhailiv’s death in exile, in Kotlas,
Northern Russia.

Six pictures cannot fully represent the work
of any artist, but these well-chosen examples of
Mykhaliv's work were almost sufficient to illus-
trate the characteristic technique and the style
of the artist.

Mykhailiv worked most actively during the
“Narbut’s Period” of the history of Ukrainian art,
the period when neo-baroque renaissance be-
came predominant movement in Ukrainian na-
tional art. This included the renaissance of
Ukrainian baroque style in graphics by Narbut
and his pupils, the masterful designs for the res-
toration of typical baroque buildings by archi-
tect M. Diachenko (in Kyiv and Holosiiv), as well
as the cultivation of baroque life-style, so visible
in the everyday life of Narbut and his friends
and followers.

Prof. D. Chyzhevskyi, a leading investigator of
baroque style in the Ukrainian cultural process,
states that one of the main features of the
baroque outlook is the acceptance of the “all-
permeating existence of godliness”. “This accep-
tance of the all-permeating existence of god-
lines”, writes Chyzhevskyi, “finds its best ex-
pression in the symbolism of the baroque epoch,
and in the conviction that all which exists is but
a symbol. Such symbolism, unavoidably, im-
prints all forms of art of that epoch: not only the
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nnacTuuyHe MWCTEUTBO MOBHE CUMBORIKW, He
nuuwe B noesii 3HaXxoguMo WKWPOKKUA PO3BUTOK
CUMBOSIiKK, ane " B my3uui”. (O. YuxeBCbKUH,
[Jo npo6nem 6apokko. “3azpasa”, 1946, u. 4,
cTop. 53-54))

MucTeurtso KOx. MuxannoBsa NpOCAKHYTE CUM-
BoniaMoMm. Hemae CyMHiBy, WO CMMBOMI3M Ue#
MaB CBOi MMCTeLbKi mxepena Ha 3axopi i B
Pocii, ne cumeoniam B 06pasoTBOPUOMY MUC-
Teuvei 6yB NoB’A3aHWK 3 imeHamn YypnaHica,
3amupaina, MUCTeUbKUX XypHanis "AnonnoH”,
"Becbl”, "3onoToe .PyHo”. Ane B 20-ux pokax
HaLOro cTopiuya cumeoniam Mmnxamnnosa uUinko-
BMTO gonacyBaBcA N0 6apoOKKOBOTO CTUAO "Hap-
6yToBOi go6u”. Came BU3HAHHA "BCENPUCYTHOCTI
abcontoTHoro B6yTTA” pos3sonAe Muxannosy
CUMBONI3yBaTh NOACBKE XWUTTA B MOr0 KapTu-
Hax-CUMBOMNAx 3 TaKUMKU NPOPEUNCTUMM Ha3Ba-
MM, AK "Ha rpaHi BiuHOro”, "3a 3aBicor XUTTA”,
"LLUnax, noro xe He npenpewn”, "KHura mya-
poctn”. KoMno3suuil umMx KapTUH-CMMBOMIB NO-
0alTb B peaniCTUUHIA TPaKTOBUI OCHOBHWMN
cuMBON paHoi Temn: MTepo, po3oasneHnin Bax-
KO 3BipAUYOID Nanoi XUTTA 3a 6apBUCTOHO
NpUHAOOK 3aBiCH, Kpah AKOI BIOropHyToO, W06
noKasaTu, WO 3a 30BHIWHIMKM NPOABAMW XUTTA
CTOITb AKecb "abcontoTHe BYyTTA”, AKe Kepye
XUTTAM NtognHKU ("3a 3asicoto xuTTA”). Taka x
CUMBOJiKa KapTuHU "LLINAX, KOro xe He npeun-
gewn”: WNAX, AKUM ige uina naHka nopgen —
4YONOBIKiB, XiHOK, 6igHMX | 6aratux, NPOCTUX
nogen i uapie — ue OCTaHHIM WAAX NOOWHK, a
BNacHe BBECL XXUTTEBWUMN ii WUNAX, 3aragka XUTTA,
IO CYNpOBOAUTL il 4O caMOl "rpaHni BiuHOro”.

Tema cMepTH i HENEBHOCTU XUTTA — xapak-
TepHa 6apokkoBa Tema. Ha uto Temy 6apokkosa
pnoba ykpaiHCbKOi KynbTypu 4acis Benuukie-
cbkoro, Ckosopoam nae 6arato nitepatypHux,
rpacdiyHUX i ManAapcbKkUx TBOpIB. "Bapokko, —
cTBepaxye . UMKeBCbKMIM, — KOXAETLCA B TEMI
cMepTH”.

Llle ogHa xapakTepHa puca 6apoOKKO — OEeKo-
PaTUBHICTb TaK CaMO HaABHA B LUMX CUMBOSIYHUX
KapTUHax.

Po3kiwHO Bunucana ”“3aBica XMUTTA” iCHYeE
cama cob6010, AK OEKOPaTUBHWUMA MOMEHT, WO
cumBoOnilye obnyaHy npueBabnveicTb XUTTA. B
KapTUHI He BiguyBaeTbCA TiEl ONOpW, Ha AKIN
TPUMAETLCA UA NULWHA aekopadia. Taky X OexKo-
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visual art is full of symbols, not only in poetry
we find symbolism, but even in music.”. (D.
Chyzhevskyi, “On the Problems of Baroque”,
“Zahrava”, #4, 1946.)

The art of Yukhym Mykhailiv is practically
saturated with symbolism. No doubt, at least a
part of this symbolism stems from Western as
well as Russian sources, where it was repre-
sented by the art of such people as Ciurlionis
and Zamyrailo, and was encouraged by many
art publications, such as the magazines “Apollo”,
“The Scales”, and “The Golden Fleece”. How-
ever, Mykhailiv's symbolism of the 1920’s was a
complement of the neo-baroque style of “Nar-
but’'s Period”. The acceptance of neo-baroque
principles allowed Mykhailiv to depict human
life in his symbolistic works with such meaning-
ful titles as “On the Edge of Eternity”, “The
Road of No Return”, and “The Book of Wis-
dom”. These realistically rendered paintings
convey deep symbolic themes: a hapless Pier-
rot, behind a gaily decorated curtain, this bright
illusion of life, is being trampled by the heavy
feet of a monstrous beast — the reality, the
“absolute existense”, which controls the fate of
mankind (in “Behind the Curtain of Life”). A
similar symbolism is apparent in “The Road of
No Return”, which depicts hordes of people —
men and women, rich and poor — walking this
road, striving toward the distant Sun on the
horizon, the Sun which looks like a skull. This is
the last voyage of humanity, the voyage toward
death, toward the mystery of life, toward the
“Edge of Eternity”.

The theme of death, of the ephemeral quality
of life, is typical of the baroque outlook. This
theme is prominent among works of art, music,
and literature produced during the baroque
period of Ukrainian culture, the period of Ve-
lychkivskyi and Skovoroda. “Baroque”, states.
Chyzhevskyi, “is in love with the theme of death”.

Another prominent baroque trait is ornamen-
tality, which is also present in these symbolic
paintings by Mykhailiv.

The richly colored “Curtain of Life” is attrac-
tive enough to stand on its own, but it symbol-
izes the deceptively attractive nature of Life.
The painting shows no means of support for
this curtain. The same ornamental purpose is



pPaTnBHY pontko rpae BCA O6CTaHOBKA KapTWH
"Ha rpaHi BiuHOro” a6o "Knuru myopocTtu”, ge
peanicTU4HO BMNUCAHWUIM UEHTPanbHUA CUMBON
KapTWH: TpyHa B Nepwin i KHUra B Opyrin —
rnopaHi Ha Tni Tak camo peanicCTUUHO TpakTo-
BaHWX, ane No CyTi OeKOPATUBHUX CTiH, 32 AKUMH
He BiQUyBaETbCA OYOUHKY i CKenb, Mig AKUMM
He BiguYyBaETLCA MiOHIXKA.

UncTto 6apokkoBa TeaTpanbHiCTb CUMBOMIYHUX
kapTuH Mwuxannosa 6yna nuuwe dopmMmoro anA
hinocodCcbKOi CUHTE3M, WO i WyKaB MUCTELDb B
CBOIX TBOpax.

MucTeutso MuxainnoBa Buiwno si CTporoHis-
CbKOT WKONK YXWUTKOBOrO MUCTeLTBa 8 MOCKBI.
Bin cneuianisysaBcA Ha kepamili i TKaHWHI i
NPMBYMBCA [0 PO3YMiIHHA pedi Ak Takoi. Tomy
MHUCTeuTBO Muxainoea UiNKoOM npeaMeToBe: BiH
nobute piu i nokasye i He HaTAkamu apb i
NiHiK, a KponiTKOK 06pob6KOKO AeTanis.

KapTuHu FOX. Muxainnosa 3 iCTOPUYHO CUM-
BONiko: "Yamka”, "PyiHu cnaeun” ("3onoTi Bo-
poTa”’) MarTb Ha NepWOMy NNAHI TON peyoBUi
06pa3s Wo CUMBONI3y€E y HLOTO YKpaiHy (Yaika)
abo muHyny cnasy ii (6ynasa). B Tpasi, nopyu 3
PYTHamMn KMIBCbKMX 30M0TUX BOPIT, NEXUTb reTh-
MaHcbKa 6ynaea, HanucaHa Tak, HibW 3aBaaHHA
KapTuHu 6yno nogaTu MantoHOK My3enHOT peui,
KOHKPeTHOI reTbMaHCbKO1 6ynasu, 6ynasu Bor-
AaHa XMenbHUUbKOro. Hacnpaegi » BoHa rpae
ponto CMMBONA, Ha TNi AeKopaTUBHUX pYiH 30-
NOTUX BOPIT, NEPEHEeCeHMX Ha KAPTHHY 3 AKOroCb
CTaporo wrmxa.

fHWwuM pAag kapTuH KOx. Muxaitnosa Mae xa-
paKkTep MUCTeLbKUX Bisii. Bxxe B TUX OBOX Kap-
TUHax, Wo ix 3rafaHo suwe: "Ha rpaHi siuHoro”
i "KHura myapoctn” — Mu Maemo cnpasy He 3
CUMBONIYHOIO KOMNO3MLIEID, AK B KapTWHax "3a
3aBicot0 XMTTA” Ta "LLUNAX, MOro xe He npen-
Aewwu”, a came 3 CUMBOMIUHOK BI3i€O, i TyT
nepue, Wo NPUXOOHTL B rONOBY, — Le My3uKa.
3a CTiHaMM, 3a AKUMU He BiOUYBAETLCA By AUHKY,
UyTH PEKBIEM; ropu, LWO He MaloTb NigHINOKA,
CNiBatOTb TiMH, FiMH HEOOCAXHIM BiuHIN Myq-
pocTi "abcontoTHOro 6yTTA”.

Y tOxuma Muxainosa € KapTHHU, WO B CBOIX
Ha3Bax MaloTb BKa3iBKY Ha NPUUYETHICTL 00 HKUX
MY3UKWU AK TBOPYOro KOMNOHEHTY, NopyuY 3 ¢ap-
6amu i niHiAMK. "My3suka 3ip” — ue cnpasxHA

served by all the props in “On the Edge of Eter-
nity” and in “The Book of Wisdom”, where main
objects (the coffin and the open book) are rea-
listically depicted as are their surroundings; yet
one feels that there is nothing behind these sur-
roundings. There is no building behind the
seemingly solid wallis in the “Eternity”, there are
no mountains below the towering peak in “Wis-

dom”.

The pure baroque theatricality of Mykhailiv's
symbolistic works was merely a form for a phi-
losophical synthesis which the artist sought in
his creations.

Mykhailiv’s art hails from Strogonoff School
of Applied Arts, in Moscow. He specialized in
weaving and ceramics, and had a keen percep-
tion of objects as such, apart from their sur-
roundings. There are plenty of “objects” in
Mykhailiv's art; he shows them in detail, not as
mere hints by means of variations of color and
shape.

Mykhailiv’s paintings with historical-symbolic
content (“The Sea-Gull”, “The Golden Gates”)
depict in their foregrounds the specific object
which is used to symbolize Ukraine (the gull) or
its past glory (the scepter). In each case, these
objects are rendered with exquisite detail, as if
these pictures were painted for a museum of
nature or history. The details of the scepter,
shown in the grass, next to the ruins of Kyivan
Golden Gates are so specific, that one cannot
fail to recognize the Bulava of Bohdan Kmel-
nytskyi. Yet, these objects are but symbols, to
convey the artist’s ideas.

Another series of Mykhailiv's paintings could
be described as artistic visions. These include
the previously mentioned “On the Edge of Eter-
nity” and “The Book of Wisdom”. Here, we see
not a symbolic composition but a symbolic
vision. For some reason, pictures of this type
are suggestive of music. Behind the seemingly
solid walls of “Eternity”, there is nothing, but
one can hear the sounds of a requiem behind
these walls. The mighty peak, supporting the
Book of Wisdom, rises as a hymn in praise of
the eternal wisdom of an absolute existence.

Mykhailiv associated some of his paintings
with music; thus “music” in titles, such as the
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My3MuHa opaTopifa: wupoke HeBecHe TNO, XOpH
3ipoK i ckop6OTHI nocTaTi gepes. NTroguHK Hema.
Ane rmnboKi NtOaCkbKI NOUYTTA NepenaHi B no-
HUKNWUX OepesBax, B YPOUMUCTOCTI 30pAHOro Heba,
B MOJSIUTOBHO-NICEHHOMY €KCTa3i iHTEHCUBHO
cnHAsoi chapbu.

MucTeubka Bi3if, u4 pagwe COH, BCA NPOAHATA
MY3UUYHUMU MOTUBAMU, PUTMOM | My3UUHOIO rap-
MOHIEHO YACTHH.

Cam mucrteub B cBOix cnoragax npo 0. Hap-
6yTa onosigae, Wo KapTUHa UA BUKOHaHa 6yna
B NNAHI Npaub rypTka 9-TM MUCTUIB, KyAKn BXO-
OUNU nNpeacTaBHUKKU PI3HUX MUCTEUTB, MiX iH-
WKUM NOeTH i My3ukn. "A BMKOHaB, — nuwe
MuxanniB, — CUHECTe3uuHy piy, "My3uky 3ip”,
nacrteneto, 36yaoBaHy Ha MPUHLKUNAX MY3MUKH,
0o pedi ynobnery piu Hapbyrta”.

3 paHHix TBOpiB MMnxannosa ogHa 3 nacrtenis
HOCUTL Ha3By "Mys3uka Bopocnapis”. Manap-
CbKWMK 3acobamu 3pobneHo Tyt cnpoby nepe-
0aTv My3uuHy PUTMIKY NagiHHA BoOM.

My3uuyHy KOMNO3WUil0 MUCTEUb-Manap Npu-
Knae [o CBOiX 6iNblIMX CKNagHMX peden —
TPUNTKUXiB, AKI NOByAyBaB HA NPUHUMNAX TPOIi-
CTOI COHaTHOI CTPYKTYpu. Tak CKOMMAOHOBAHO
"CUHLO-TONyBy coHaTy” — TpunTux "YKpaiHa”,
pe "Ctapun usuHTap” (apaxio) ta "3pynHoBa-
HUA CnokKin” (anerpo) KiHYalOTbCA CKepuo —
YacTHUHOIO, WO HOCUTL Ha3sy "Bnykarounn gyx”.
OcHoBHa MenoaiA Uiel TpeTboi YaCTUHU "CUHBLO-
rony6oi coHaTU” NONArae B pUTMiYHOMY MNETUBI
CBITNMX nacm wnaxy 6nykaruoro TBOPYOro

-

Ayxa, B "nNaBkux 3ByKOpAOax nNiHin"”, Ak BUcno-
BuBCA Muxamnis npo rpadiky Hap6byra.

MigHiwmi TpunTnx (1927 p.) "MicAauna coHaTta”
BWABMNAE HANONErnuBICTb, 3 AKOK KOXx. Mmnxannie
6ynyBas CBOi TBOPW "Ha MpUHUMNAX MY3UKU”.
TyT MaemMO TakoX TpOICTy coHaTHy nobyposy
— TPUNTUX, Oe anerpo gaHo B Nepiuin 4acTuHi,
"3onoTte OMTUHCTBO”, CKepuo — B OpPYri#,
"Kpuxke OUTUHCTBO” Ta hiHane B TpeTin.

FOxum Muxannis nobue i TOHKO BiguyBaB
My3uKy. MOro 38’A30K 3 My3uKammn Kpim ryprka
9-Tu, Bin6yBaBCA We H B My3HUHOMY TOBapUCTBI
im. MMeoHToBUUA, Oe BiH 6yB ronoBOIO, B penak-
uinHomy Koni xypuany “Mys3uka”, nna AKOro
BiH, MiX iHWKM, BUKOHAB O6KNaanHKY.
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“Music of Stars”. He believed that music, color,
and shape are somehow related, and strove to
show this in his works. “Music of Stars” is a real
oratorio of the sky, stars, and sad, lonesome
trees. There is no human in this painting, but a
full spectrum of human feelings is present in the
deformed trees, in the majesty of the starry sky,
in the singing prayer of the intense blue. Artistic
vision — or a dream — is full of musical ele-
ments, full of harmony between the painting’s
components.

In his memoirs about Narbut, Mykhailiv stated
that this particular painting was executed within
a framework of works planned by “The Group
of Nine”, a group of people representing music,
poetry, and visual arts. “My ‘Music of Stars’ pas-
tel”, writes Mykhailiv, “is a synesthesic piece,
arranged on musical principles. It also is the
painting which Narbut liked best”.

One of Mykhailiv’s earlier paintings is called
“Music of Waterfalls”. Here, Mykhailiv attemp-
ted to convey the sound of falling waters by
purely visual means.

Mykhailiv also used principles of musical com-
position in his more complex works, the trip-
tychs, which were built along the same princi-
ple, as used by composers in writing three-part
sonatas. Among these is his beloved “bluish-
blue sonata”, the tryptych “Ukrainian Sonata”,
consisting of adagio — “The Old Graveyard”,
allegro — “The Rest Disturbed” and scherzo —
“The Wandering Spirit”. The basic “melody” of
the latter is seen in the endless shimmering
maze of luminescent trails left by the creative
spirit, in smooth “musichords” of lines (this
phrase was used by Mykhailiv in describing
Narbut’s graphics).

A later triptych (1927), entitled “The Moon-
light Sonata”, shows Mykhailiv’s persistence in
“applying elements of musical structure” to vis-
ual arts. This triptych also reflects the three-part
musical form and consists of “The Golden
Childhood” (allegro), “The Fragile Childhood”
(scherzo), and “The Finale” (finale).

Mykhailiv loved and understood music. This
led not only to his participation in “The Group
of Nine”, but also to his being elected president
of the Leontovych Musical Society, and to his



Ane ue He eanHui HiKk B TBOpUYOCTM Muxan-
NnoBa, WO NOKa3lye CUHKPETUUHY nMpupoay “oro
ManapcbKuX TBOPIB. |HWKK 6ik — ue nobynosa
AOro TBOPIB Ha NpUHUMMAX COBECHOro MWC-
Teutsa. Mpo Muxannoea MOXHa CMiNo cKkasaTw,
Wwo BiH 6yB My3ukoo dhapb i niHin, we cminueiwe
MY TBepAUMO — BiH B6yB noetom capb i niHin.

MoTAar OO cNnoBeCcHOro MucTeuTsa BUABNABCA
BXe B TOMY, Wo Ox. Muxainie cam nucas noesii
i noeTMuHe cnoBo nbue i rMubOKO Nepexusas.
[o cnpo6u BinnatH chapbamu wepnesp ykpaiH-
cbKOi nipuku "Mnauy ApocnasHKW” BiH NOBePTaBCA
Kinbka pasiB, CTBOPUBLUM Kinbka BapiAHTIB Ha
Lo Temy.

Cepepn paHHix TpUNTUXiB Muxannosa € oavH,
WO CcBiguUUTL, AK MUCTeub XOTiB nobynysartu
CKNagHWM ManNAPCbKKUIA TBIP HA NPpUHUMUMAX CNno-
BECHOro MucTeurtsa. Lie noro TpunTtux "Teopeup
Bora”. TyT MaeMO He COHaTy, a eniyHy noemy,
AKa MaE€ CBOEHD TEMOHK NOXOOXKEHHA i Brnagy
mucteuTBa. JlioguHa Bupi3ana 3 pepesa bora
(1-wa nicHA). CTeOpMBWHK rpi3Horo bora, nio-
OMHa 3nAKanacAa i BTekna (2-ra nicHA). Ane AKecb
6inblie NOUYTTA, HiXX CTPax, NPUMYCHUNO NOONHY-
MMUCTLA NOBEPHYTUCA OO CBOrO TBOPY i MPUBECTH
topby, AKa BU3Hana snagy MMCTeuTBa, Bnana Ha
KOniHa BpaeHa CUNoK MUCTeubKoro vyaa (3-a
nicHA). MaeMo TyT BCi O3HaKW Moemu 3 HafAe-
HICTIO UITKO PO3BUHEHOro CHOXKETY, OCHOBHOI
igei, ppamaTUYHUX MOMEHTIB B HapOCTaHHAX
KOMIi3iM MiX iI€EH0 | XXMUTTAM i, HApELWTi, B HAaAB-
HOCTi rOMOBHOrO repoA NOEeMU — BUOAETHOI
NIOOUHU-TBOPUA, WO CTOiTb BULWE CBOro ce-
penosulia.

Lli wWyKaHHA CHUHTE3W MUCTELTB Ha FPYHTI
CUHKPETUUHOI NpUpoau MMCTeuTsa B3arani, Wwo
CTOCYETLCA A0 Pi3HUX Nepioais TBOPYOCTU Mu-
xannosa, 6ynu 3aknageHi B 0CHOBax HOro oco-
6MCTOl TBOPUOT iHOUBIRYANbHOCTHU. Ane NiaTpu-
MaHi BOHW 6ynn 6e3yMOBHO MUCTEUbKMM OTO-
yeHHAM Muxaunosa.

B "ryptok 9” BxoAMB i TMUKHA, AKUWA NPUHLIKN
My3uuyHoi nobynosBM MOKNae B OCHOBY CBOEI
NOETUYHOI TBOPYOCTH i OaB HenepesepLlleHi
3pasku TOro, AK MOXHa hopmoto cniB i PAAKIB,
CRONyYeHHAM i 0OBOPOM CniB HanaTH My3WuHi
iHTOHauii cnosecHOMY MUCTeuTBy. ¥ Muxannosa
3 paHHiM TuuuHoto 6yna "cnopigHeHICTb ayw”.

being on the staff of the magazine “Music”, for
which he also did the front cover art.

Musical principles are not the only ones
employed by Mykhailiv in his synesthesic crea-
tions; his paintings incorporate principles of
poetry as well. Truly, one could not only call
Mykhailiv the virtuoso musician of color and
lines; we are convinced that he was also the
poet of colors and lines.

His feeling for “the art of words” could be
gleaned from the fact that Mykhailiv also wrote
poetry and had a deep feeling of the beauty of
word. His attempt to translate the masterwork of
Ukrainian literature into the visual language is
seen in “Yaroslavna's Sorrow”; this is a theme to
which he returned several times.

One of the earlier Mykhailiv's triptychs, “The
Creator of God”, shows how a complicated piece
of visual art may be created using principles of
the related “art of words”. Unlike other triptychs,
this one is not a sonata, but rather an epic poem
about the existence and the power of arts. A
man has carved a statue, a God. (Song One).
Having created this terrifying image, the man
becomes afraid of his creation, and runs away
(Song Two). But some feeling, stronger than his
fear, makes the man-artist come back, bringing
the rest of the tribe. These tribesmen, im-
pressed by the miracle of creativity, begin to
worship this God. (Song Three of the poem).
Here we have all the attributes of a well-deve-
loped poem; the closely defined theme, the basic
idea, dramatic moments of collision between
the idea and life, and, finally, the figure of the
basic protagonist, the outstanding creative Man
who rises above his society.

This search for the synthesis of various art-
forms, on the basis of the syncretism of the
nature of art in general, is easily detectable in
all various periods of Mykhailiv's artistic activity,
and has its roots in his creative individuality.
However, it grew with support from Mykhailiv's
artistic surroundings.

One of the members of “The Group of Nine”
was P. Tychyna, who himself used musical
principles in creating his poetry, and provided
many unsurpassed examples of how, by means
of an appropriate form, and selection of words,
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A xpim Tuumnu i Hap6yTa, TBOpUO 3annigHUTH
"rypToK Oes'ATbOX” iNeAMU CUHTE3M MUCTeUTB
MOFNK We TaKi BuOaTtHi ocobucToCcTi AK Jlecb
Kyp6ac i tanaHoBuTMi komnosutop M. Ko-
3ULIbKUA.

B cnorapax HOx. Muxainosa npo Hap6yta
3HaxX0AMMO iHTEepPeCHY CTOPIHKY 3 iCTOpIi uboro
of’eAHaHHA 9-TM MUCTUIB Pi3HMX BUOIB MUC-
TEeuTs.

Y HEeBENWUKOI KynKu nioaen, 0o AKOT Hanexas
i Hap6yT, BUHMKAE OymMKa NPO CTBOPEHHA OCO-
6rMBOro KONEeKTUBY, MUCTELLKOI POOMHM, WO6
o6’eqHaTH NpauiBHUKIB Pi3HWUX rany3ei MucTeu-
TBa Ha ineonoriyHin Nnatopmi. MeTta Takoro
ryptka BM3HayeHa CaMuM TOLIWHIM XUTTAM.
OnipsaHicTb BiA MUCTeubKOro cBiTy, a 3Bigcu
Heo6i3HaHICTb 3 HOBUMW BUHAXOOAMM TEXHIKM B
ranysi MWMCTeuTBa, BiACYTHICTb CNEUiRNbHOro
XypHany, o ocBiTntoBaB 61U MUCTELLKE XUTTA,
i 6yOb-AKOT KPUTUKMK, WO NOTPiBHA He nuwe gna
MUCTeuTBa, @ KU ONA KOXHOro fina — yce ue
npueeno 0o 06’eAHaHHA Ha3BaHOI rpynu noaen,
WO He XOTiNMW HMAITH B NPpUCMepKy oBusaTenb-
CbKOFO XXMUBOTIHHA".

"OQHUM 3 HaMrapAauiwux iHILIATOPIB ULOro
o6’eqHaHHA 6y Hap6yT. MypTok Mmycis 6yTw
HeUYUCNeHHUM i maB 06'eaHyBaTH NOOeM NPUH-
LMNOBO MNOromXeHux Mix coboro. HamiueHo
6yno 9-Tb 0ci6, Wo Manu cknagaTv AAPO rypTKa.
Taka o6MexeHiCcTb uneHis mycina HapaTtu rypT-
KOBi TpuBanoi MOHOMITHOI opmu i ByTh 3a-
NOPYKOK HOro Npaues3naTHOCTU M PYXMUBOCTH.
B cknapg Hamiuenux oci6 Bxogunu: I. Hap6yr,
KOx. Muxaunis, N. TuunHa, Mux. CemeHko, On.
HYankiscbkuit, Mlece Kypb6ac, M. Kosuubkui.”
"HaseaHi cemepo uneHris”, nucas KOx. Muxaiinis,
"NpUAUMani akTUBHY yuacTb B “CxoamnHax” rypTka,
wo sin6ysanuca no 4epsi To B MeHe (Muxai-
noBa) Ha KeBapTupi, TO B HapbyTta i Hocunu
xapakTep 36opis iHiuiATMBHOI rpynu. [lo "Ooes'-
ATKU” yxBaneHo 6yno 3aknukaTh iwe OgHOro 3
4YOTUPLOX iHTEepecHUX kawgupatis: B. Mopnsa-
neecekkoro, M. 3eposa, A. Crenosoro a6o M.
Bypaueka.”

"KoHkpeTHa MeTa uboro 06’eQHaHHA ue: CNpA-
MyBaTh MWUCTEUTBO NEBHWUM LINAXOM, KOOPAM-
HyBaTH, CUHTe3yBaTWU OKpemi MOoro ranysi; no-
TOBapMCbKOMY ponomaraTtv nopanamuM B MO-
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a poem might be made to convey the tonal qual-
ity associated usually with music. At that time,
Mykhailiv and Tychyna were “kindred souls”. In
addition to Tychyna and Narbut, others, such as
the drama director Kurbas and composer Ko-
zytskyi, helped to nurture the understanding
about the synthesis of various forms of arts.

Mykhailiv, in his paper on Narbut, has much
to say about the origin and history of “The
Group of Nine”:

“This little group, of which Narbut was also a
member, had an unusual idea about creating a
very special family, a family of practitioners of
various forms of arts who had a common ideo-
logical goal. The need for such an organization
can be easily understood, given the social con-
ditions of those times. Cut off from the (West-
ern? Ed.) artistic world, without access to new
technology related to arts, without a publication
which would provide necessary critique and
communications, as important in art as in any
other intellectual endeavor, — all this meant
that the Group had to organize for self-preser-
vation, to be able to rise above the humdrum of
everyday life”.

“Narbut was one of the prime movers of this
Group, one of the people who formulated the
rules. As planned, the group had to be small,
composed of members who had kindred points
of view. The core of the group was to consist of
nine selected people. Membership in the group
was to be by invitation only, to assure the desired
monolithic form as a guarantee of flexibility and
effectiveness. The first seven people selected
for the Group were: G. Narbut, Yu. Mykhailiv,
P. Tychyna, M. Semenko, O. Chapkivskyi,
L. Kurbas, and P. Kozytskyi.” “Those seven”,
wrote Mykhailiv in his memoirs, “actively partic-
ipated in meetings, held either in my (Mykhai-
liv's), orin Narbut’s'home,essentially for organi-
zational purposes. It was decided to extend an
invitation to join the Group to at least one of the
following candidates: V. Modzalevskyi, M. Zerov,
Ya. Stepovyi, and M. Burachek.”

“The goals of the Group”, continued Mykhai-
liv, “were to formulate the direction of develop-
ment of art, to coordinate and to synthesize its
various forms, to provide criticism as well as



MEHTHK 3HeBip’'A ab0 3HEeCHNEHHA Nig Jac npaui;
CRiNbHO OrNAQaTHU NMPOEKTH, WKiUKW, eTioaun 3
ManApcTBa, BUCNYXOBYBATW HOBI niTepaTypHi
TBOPU Ta My3MUHi KOMMO3UUii i pas3soM 3 LUM
o6roBopoBaTM NpUHUUMNKM MUCTEUTBa Ccyuyac-
HOro.”

"Ha ubomy Tni (Hap6yT) KOMMOHYE OpHri-
HanbHY KOMMNO3MLiO KOHCTUTYLIT rypTKa 3 Bna-
CTHMBMM MOMY POMaHTU3MOM, NOYMHAIOUM 3 CAMOI
Ha3Bu Moro "9”... BiH aae BONK CBOIM haHTasil i
TBOPUTL TYPTOK, WO CBOEK CTPYKTYPOO He
NOBMHEH HaragysaTu 3BMUYaWHMX OpraHisauiv 3
npesngiAamMKn, ronoBaMu, 3acifaHHAMM i NpOTOo-
konamu. Hiuoro uboro He mycino 6yTu B Hac.
TonosBu He 6yno, Woro 3amMmiHAnNa TOoBapMCbKa
OVCUMNMKWHA, HIAKOTO NMUCAHOoro cTaTyTy He 6yno
Takox, 6yna nuie KHWra — He NpOTOKOonNiB, a
KHUra-lwoaeHHUK, KYOM KOXHWIA uneH ryprka
3anucyBae CBOi BPaXiHHA Bif NOOAHMX Npaus i
CcBOT nob6axaHHA Ha manbyTHe.”

“Hap6yToBi BCce ue 6yno Ao BNoAoo6u, BiH
no6Me OO paHaTU3My pi3Hi 06PAOOBI LEPEeMOHii
i BUragyeas ix 3 IOHaUbKWUM 3axonneHHAM. Arne
Hanbinbworo natocy ainwos (HapbyT), Konu,
06roBOPIOIOUN KOHCTUTYLIIO, nopylweHo Gyno
nuTaHHA embnemu ryptka. Oui Aoro 3 30110TaB1UM
BiO6NMCKOM — MicnA HeAaBHbLOT XBOPO6M "KOB-
TYyxu” — 3aropinuce TBOPYMM BOFHUKOM. | BiH,
XYTKO APUCYHYBLUM CTiNbLA A0 BEFIMKOTO KPyr-
MOro cTony, Ha AKOMY CTOANYW PO3KPUTI KOPOBKHK
3 aksapeneto W cknAHi 036aHOuYKW ryalli, He
NPUMNHAKOUM KBABOrO OGroOBOPEHHA CNPaBw,
CKOMMNOHyBaB eMbnemMy B KinNbKOX BapiAHTax,
BMYYHO BTINMBLUW B Hit iNEH0 CTPYKTYPW rypTKa.
Oes’aTb cTpin, 3riqHO 3 UUCNOM uneHiB-pyHaOa-
TOpiB, PO3MilleHi B KOMi i CKepoBaHi BICTPAMM
00 UEHTPY, AK CUMBON NparHeHHA 1 NpAMyBaHHA
KOXHOro uneHa rypTka OO0 CBOro kona ’‘nes’-
ATKW'...”

"Kpim 3rapaHoro HarpyoHoro 3Haky, o Horo
Manu HOCWUTM TinNbKK Nig vac cxoguH (HapbyT)
TOAOi X HaKpecnusB 3Merka orniBueM MpPOeKT
NEepCTHA, WO MOro UNeHu FypTKa MyCinM HOCUTH
3aBXaM, Wob BiH NOCTIMHO HarapyBsas Npo IXHIO
HaneXHiCTbL A0 Kopnopaduii "9”.” Posnosigaroun
npo Hap6yTta 3a npaueto, HOx. Muxannis Kaxe:
"Moro pyka Tak yneBHEeHO Tpumana onieeup i
npyMMyLlyBana noro HagxHeHHo cnisaTuy B Nnae-

KUX 3ByKOpAQ@ax niHin”. | we: "[uBnAunCb Ha

friendly moral support to members needing such
help, to provide a stage for displaying new crea-
tions, to review all kinds of new projects, sketch-
es, paintings, to listen to new poetry and musi-
cal composition and to discuss the principles of
contemporary arts”.

“Those were the circumstances under which
Narbut wrote the original draft of the By-Laws,
naming this association (as behooves a died-in-
the-wool romanticist) ‘The Group of Nine'. He
let his imagination run free, and described a
group completely different from usual formal
organizations — without a president, scheduled
meetings, or minutes. Instead of being ruled by
elected officials, we were ruled by friendly
understanding; no minutes were taken at meet-
ings, but we did have a diary where at the end
of every meeting members would enter impres-
sions or opinions about presented works and
their suggestions for future activities.”

“Narbut loved these arrangements. An incu-
rable romantic, he was unusually fond of all
kinds of rituals, and would often invent them at
the drop of a hat; he was all aglow while the
proposed By-Laws and, especially, the emblem
of the group were discussed. His eyes were
shining with golden light (he just had a bout
with jaundice) and simply sparkled with creati-
vity. Narbut quickly moved to the large round
table, grabbed his paints and brushes and, all
the while talking, made several sketches for the
emblem, which was to reflect the nature of the
structure of group. Nine arrows, one for each of
the founding members, arranged in a circle and
all pointing toward the center, were to represent
the ideas and goals of each member of Circle of
Nine...”

“In addition to the above-mentioned design
for a pin, to be worn on a lapel during meetings
only, Narbut also made a pencil sketch for a
ring, to be always worn by members as a
reminder of their participation in the corpora-
tion of ‘Nine”. Talking about Narbut at work,
Mykhailiv writes: “His hand made the pencil fly,
made it sing with smooth musichords of lines...
Looking at his inspired work, at his creations
full of melody and rhythm, which sound like an
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“oro npadi, MenogifHO-pUTMIYHI, WO 3ByuaTb
‘AK opraH’, My No6aunuMo B HUX BE3CYMHIBHY
MYy3MUHY HaTypy aeToposy”.

| uinkom 3po3ymino, wo "Myauka 3ip” HOx.
Muxannosa 6yna BukOHaHa came OfA rypTtka
nes’ATbox, AnA Akoro 1. Ko3uubkuit Hanucae
MY3HWUHi NOPTPETH UNeHiB rypTka y oopMi okpe-
MWUX npentofis, i 3 HUX Nepwyi nopTper —
nopTpeT HapbyTta. FOx. Mnuxannie Tak nepekasye
BPaxXiHHA BigQ WbOro "nopTpeTty”: "LLIMpOKUMMU
NOBHO3BYUYHUMKW aKOpOAMM MANKETLCA YPO-
YMCTO-HAAXHEHHA NOCTaTb CNAaBHOTO MHUCTUA
KHWIY | noeTta pyiH Ta o6enickie B NpO30POTOH-
Hux akBapenax” (bi6nionoriuxi BicTi, 1927, u. 1,
cTop. 46-51).

Take 6yno Te MMCTeUubKe NiOCOHHA, AKE OTO-
yyBano Mwuxamnosa, UiNKOM rapmoHitOOuM 3
MOro BNAaCHUM MUCTELUBbKUM CNPAMOBAHHAM, O
TaK ACKpaBo BiABMNOCA Ha BCLOMY TBOPUYOMY
pnopobxy Muxainosa. HaBiTb Ti WICTb KAPTHUH 3
OCTaHHbOI BUCTaBku JliTepaTypHO-MuUCTEUbKOro
Knto6by npopeuncTo roBOpAThL Npo ue. Ane mam-
Xe BCA MuUcTeubka cnapguuHa KOx. Muxannosa
3HaxoauTbcA B AMmepwuui, i Bapto 6yno 6 no-
Kasatuh ii WKUPOKiIA rPOMAACLKOCTI Ha iHOMBI-
OyanbHih BUCTaBUI MUCTUA.

1

organ, we can see in them the undeniably
musical nature of their author.”

It is easy to understand that Mykhailiv created
his “Music of Stars” especially for “The Group
of Nine”, in the same way as P. Kozytskyi wrote
musical portraits of members in the form of a
series of preludes. The first portrait was that of
Narbut. This is how Mykhailiv describes his feel-
ings evoked by this “portrait”: “The full-sounding
chords paint the serene and inspired figure of
the renowned artist of books, the poet of ruins
and obelisks, which he can recreate by the
magic of his transparent watercolors”. (Biblio-
logical News, 1927, No. 1, pp. 46-51).

Such was the artistic climate surrounding
Mykhailiv, the climate which harmonized with
his inner self and with artistic outiook, which
are reflected in all his creations. This outlook
might be gleaned even from the small group of
six paintings, shown at the last exhibition at the
Club for Literature and Art. Most of the major
paintings of Mykhailiv are now in the United
States and there is no reason why they should
not be shown to a wider pubilic, in a one-man
exhibit of the entire collection.
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BUCTABKA TBOPIB
FOXUMA MUXANNOBA
B BYOUHKY YBAH

Bonodoumup Miakoscbkuli

Lia cTatTA 6yna ppykosana B raseti "Csobona”
(Oxepci CiTi, Ho Oxepci) 3a 26 ciuna, 1962 p.
BoHa HanucaHa Ak QoBigka Npo BUCTaBKY Kap-
TUH Muxannosa (28 ciuHa no 17 6epe3nAa 1962
p.) B HOoBOMY OyamnHKy YKpaiHCbkoOl BinbHOI
Akapnemii Hayk B Hio Mopky, 3 Haroou BigKpuTTA
uboro 6yanHKa.

TeopuicTb KOxnma Muxannosa mano sigoma
WKWPOKOMY YyKpaiHCbKOMY cycninbcTBy. Kinbka
cTtatren, wo noasunucAa B 40-50-ux pokax B
yKpaiHCbkuX XypHanax B EBponi n Amepuui, Ta
Kinbka OQHOTOHOBUX PEnpoRyKUin noro 6arato-
KONbOPOBUX KAPTUH, HE MOMNW Oatu NOBHOrO
YABNEHHA MNP0 WOro MUCTEUbKY CchagluHy.
Mpaspna, ogHa 3 MOro HaMKpawux KapTuH, ynro-
6neHa Hapbytom "Mysuka 3ip”, 6yna penpo-
pyKOBaHa B Konbopax B anbbomi "YkpaiHCbke
manApcTeo” (MoHxeH, 1947).

Po3ksiT TBOpUOCTM Mwuxannosa npunas Ha
pOKM YKPaTHCbKOI pepXaBHOCTU. BuxosBaHeub
MOCKOBCLKOI MWUCTEUbKOI WKoNKW, BiH 6e3po3-
RiNbHO BiQAAaB CBiM TanaHT YkpaiHi. PigHa Xep-
coHwuHa, KatepuHocnas, MNonTtaea i ocobnueo
Kunie uacis Hapbyta n Axagemii Mucteurs —
Haganu HauioHanbHOI HacHaru BCiM OiANbLHOCTI
Muxannosa.

Bbarato obgaposaHui, BiH NtO6UB MUCTELITBO
B YyCix MOro Buasax. Myauka i noesia 6ynwu
HaCTINbKKY BNU3LKMMK HOTO TBOPUYOCTHU CTUXIAMM,
Wwo BiH 3acob6amm manApcTBa TBOPUB MOEMM i
cumcpoHii. Bxxe cami Ha3su noro TBopiB npope-
UMCTO TFOBOPATbL MPO uUe. Y HbOro € Kinbka
ManAPCbKUX TPUNTUXIB, WO BiH Ha3BaB iX COHa-
Tamu, Kinbka TBOpPiB 3 Ha3Boww "Myaunka BOOO-
cnapis”, "My3uka 3ip”, TOWwWo. PUTM niHin i KO-
NbOPOBMX IHTOHALUIW HapaBsanuM NOro KapTUHam
Npo30poi My3UUHOCTH.

Mopyy 3 TUM rNMBOKUIA CUMBOMI3M B'A3aB
TBOPUYICTL Muxarmnoea 3 NOETUUHOK CTUXIELD.
CBowo "My3uky 3ip” cam MUCTeub HasueaB "CH-
HECTE3UUYHNUM” TBOPOM, HiBM 3rycTKOM MMUCTEU-

ON THE FORTHCOMING
EXHIBIT OF PAINTINGS
BY YUKHYM MYKHAILIV

by Volodymyr Miyakovskyi

This article from January 26, 1962, issue of the
Ukrainian-language newspaper “SVOBODA”
(Jersey City, NJ) is an advance review of My-
khailiv's exhibit (Jan. 28 through March 17, 1962)
at the Ukrainian Academy of Arts and Sciences,
as a part of inauguration ceremony for their
new building in New York City.

The Ukrainian community outside of Ukraine
knows very little about the works of Yukhym
Mykhailiv. Several articles on Mykhailiv appeared
in the 1940s and -50s in the Ukrainian press in
Europe and the United States, with monochrome
reproductions of his colorful paintings. The only
reproduction in color was that of his “Music of
Stars” (the favorite painting of the prominent
Ukrainian artist Narbut, a friend of Mykhailiv) in
the monograph on Ukrainian fine arts, published
in 1947, in Munich, Germany.

Mykhailiv was most active at the beginning of
this century, when Ukraine was a sovereign
state. Trained in Moscow, he dedicated his talent
to his beloved Ukraine. His native regions of
Kherson, Katerynoslav, and especially Kyiv dur-
ing the era of Narbut and of the original Ukrain-
ian Academy of Arts contributed greatly to the
national Ukrainian character of his creations.

A highly gifted person, Mykhailiv loved art in
all its forms. He could feel and understand music
and poetry and strove to reproduce their spe-
cific forms of expression in his visual poems
and symphonies. This can be seen even in the
titles of his creations, such as “Music of Water-
falls”, “Music of Stars”. Several of his exquisite
triptychs are called sonatas (cf. “The Ukrainian
Sonata”). The rhythm of lines and the colorful
tonality in his paintings create an impression of
transparent musicality.

The symbolistic genre, apparent in many of
Mykhailiv's paintings, provided further links to
poetry. He called “Music of Stars” “a synesthesic
piece, built on musical principles”. A deep
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T8a, No6ynoBaHWM Ha NPUHUMNAX My3uKu. B
Uid KapTWUHi BMPasHWK Nipuam NpoMMas Yyci
PUTMIYHO CKOMMOHOBaHI pmeTani — ypouucTy
rapMoHito 30pAHOTro Heba, CKOPBOTHICTL Mno-
HWKNWX AepeB..

Temartuka umx cuMBoOniuHKMX 06pasis — nepe-
BaXHO dhinocodcbka: XUTTA i CMepTb, Npupe-
UEHHICTb NIOAWHK, TBOPUI LUYKAHHA MUCTeUTBa,
inen Ykpainu. HauioHanbHuit eneMeHT NpoHU3ye
BCi TBOpM MUCTUA. O6pasu ykpaiHCLKOi npu-
poawu, icTopiocodpiuHa TeMatuka 3 yKpaiHCbKOi
icTopii, Taki NOBTOPIOBAHI AeTani, AK reTbMaH-
Cbka 6ynaBsa 3aKWHyTa B rycTy Tpas’AHY NOpocCsb
— BCe Lie ALWNO LINKOBMTO B PO3pi3 3 MaHyOUMM
HanNpAMKOM COBETCbKOro MucTeutsa. [locuTb
BKasaTu Ha TpuU KapTWUHW, He ob6’edHaHi B AKO-
MyCb UMKNi i HANKCaHi B Pi3Hi yacu — "Yanka”,
"Mnau ApocnaBHu”, "PyiHn cnaeu” ("3onori
BopoTa”), wob yABUTH COGi AKMM GYB BNacHUi
CBIT MUCTUA B XXOPCTOKi 4acu rpomafAHCbKOI
BiMHU i "knACOBOI 6OpOTLEU” Ha YKpaiHi. Xmapu
iCTOPMUHKMX 3aBONOBHUKIB — OKYNAaHTIB YKpaiHu
B "Hanui”, nnauyua YkpaiHa 8 06pasi ApocnasHu
(ynobnena kaptuHa MaBna TuuuHM) | pyiHM
nepxaBHOCTHU B 06pasi pyiH KUIBCbKMX 30N0TUX
BOPIT i 3arybneHoi B Tpasi 6ynasu — ManooTb
uew CBiT MUCTUA AKHaMBUpAa3HiLle.

Micna nepenuacHoi cmept KOxuma Muxain-
nosa Ha 3acnaHHi (1935 p.) npoTarom asaguaTm
POKiB NPO TBOPUICTL MOTO Ha YKpaiHi He Morno
6yTh i 3ranok. TiNbKWM B OCTAHHI 4yacu, B KiHUi
50-TuX pokKiB, NOABNAIOTLCA NOGIXKHI 3ragyBaHHA
iMeH# MuxarnoBsa 3 3acTepexnuBMM 3a3HaUeH-
HAM, WO B TBOPYOCTHU WOro "B8iguyBanmca Hauio-
HaniCcTUuHi i cTUni3aTopbki TeHaeHuii” (A. 3aTte-
HaubKKWi. YKpaHCbKUM panAHCLKWUI XXUBOMUG.
Kuis, 1958, cT. 30).

Kaptuuu Muxainosa 3HaxogATLCA B My3seax
Kuesa ("UepBoHui KiHb"), JTbBiBCbKOMY Hauio-
HanbHoMYy ("ABTONOpPTpPeT”), YaCTKOBO B MApPH-
BATHWUX DPYKax, a OCHOBHY YacTUHY iX poauHiI
MUCTUA NOLWACTHUNO NepesBe3TH Uepes BCi Hebes-
MeKWn BINCbKOBOTO Yacy, He 3Baxarouu Ha Te, Wo
6iNbWiCTb KAPTHUH Ue YYTNMBI NacTeni, AKi B TUX
yMoBax HeMoXnuso 6yno nepese3Tu nig 3a-
XUCTHUM LUKNOM i B pamax.

B 1955 poui wicte kapTuH Muxainosa 6ynu
nokasani Ha 36ipHin BucTaBui B JlitepatypHo-
MucTeubkomy Knto6i B Hio Mopky, a 28 ciuna
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lyricism permeates all rhythmical elements of
this painting — the serenity of the starry sky,
the sorrow of disfigured trees.

His symbolist paintings exhibit philosophical
ideas: the balance of Life and Death, the pre-
ordained fate of Mankind, the search for artistic
truth. All his major paintings reflect the Ukrainian
national spirit. His preoccupation with scenes
from the Ukrainian nature, his historico-philo-
sophical treatment of the Ukrainian past, his
renditions of scepters of glorious Ukrainian
Hetmans — all this was contrary to the prevailing
government-imposed trends of Soviet art. Even
a random selection of works, painted at different
times (such as “The Sea-Gull”, “Yaroslavna’s
Sorrow”, “The Golden Gates”), allows one to
imagine the personal world of this artist during
the harsh time of World War |, and the Civil War
(“War of Classes”) in Ukraine. Clouds, in shapes
of riders from marauding hordes (“The Sea-
Gull”); Ukraine, in the person of weeping Ya-
roslavna (“Yaroslavna's Sorrow”, the favorite
painting of Pavlo Tychyna); the destroyed so-
vereignity of Ukraine, symbolized by the ruins
of the Golden Gates (“The Golden Gates”),
provides a deep insight into the inner world of
Mykhailiv.

For twenty years after his untimely death
(1935), Mykhailiv was very much persona-non-
grata in Ukraine; neither he nor his paintings
were mentioned in Soviet Ukrainian art publi-
cations. Only in the late 50s one could find
occasional mention about Mykhailiv, always
qualifying that his work was “marred by na-
tionalistic and symbolistic tendencies” (Ya. Za-
tenatskyi, “Soviet Ukrainian Art”, Kyiv, 1958).

Presently, Mykhailiv’'s paintings are in mu-
seums in Kyiv (“The Red Stallion”), Lviv (“Self-
portrait”) and other cities, as well as in the
hands of private collectors. A large portion of
his paintings was brought out of the Ukraine by
members of his family, who somehow managed
to carry his delicate pastels through the ravages
of World War 1I; these are now in the United
States.

In 1955, six of Mykhailiv’s paintings were exhi-
bited at the Ukrainian Club for Literature and
Arts, in New York City. On January 28, 1962, a



BUCTABKOK KapTUH MUCTUA Gyne Big3HaueHo
ypoumncTe BigKpUTTA ByauHky YkpaiHcbkoi Bine-
Hoi Akanemii Hayk (206 BecTt, 100-a Bynuus,
Hio HMopk).

greater numbei of his paintings will be shown to
the general public at the gala inauguration of
the new headquarters of the Ukrainian Academy
of Arts and Sciences in New York City.
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A®IWA MAHOPIBHOT KAMENI
OHINPOCOKO3Y, akBapena, 1920 poky.
BnacHictb KO.B. M'aguka.
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Cat. #
162

POSTER FOR THE DNIPROSOYUZ CHOIR,
watercolor, 1920.
Property of Yu. V. Piadyk.



TBOPYA CMNALOLLMHA
OBOX YKPAIHCbKKX
MUCTUIB BPATOBAHA

Penopmaaic JTroomMunu IB4EHKO.

(YacTHHHWI TEKCT yKpPaiHCbKOi mporpamu lo-
nocy AMepwiku, sneple nepenaHoi 11-ro Be-
pecHAa 1963 poky.)

rOBOPUTbL MONOC AMEPUKWU 3 BALLIHT-
TORY.

Tenep MW pO3NOBIMO NPO TBOPYICTE ABOX
YKPATHCLKUX XYOOXHWUKIB, KApPTUHWU AKWX 6ynu
BPATOBAHI iX poAnHamu i npueeseHi no Cnony-
uyeHux LUTaTie AMEpUKH.

Cepen BENUKOi OCTaHHbOI YKPAiHCBKOI iMirpa-
uii gpo Cronyuenux LWWTaTiB € NOOM BCAKKUX
chaxie i npodeciin, i KOXHUMA 3 HUX HaMarascA
NpUHecTH 0O CBOET HOBOI BaTbKiBWKWHWU AKMICH
BapTiCHUM BKNad. Ane un He HanGinbLol NoLWaHK
3acnyrosytOTb CTapaHHA ABOX XiHOK — BAIB NO
YKPaiHCbKUX XYAOXHWKax, — 306epertin mwuc-
TeubKy chagwmMHy CBOIX Yonosikie. OgHa 3 HUX
— TlanHa OnexciiBHa Mwuxawnosa, sBgoBa no
XyDOXHUKY KOxumy CnupuaoHosuuy Mwuxan-
NoBY, 3aCfaHoOMy B 4ach €XOBWMUHK B ApXaH-
renbCbKy ry6GepHito, oe BiH WBMAOKO i nomep.
Opyra — ue Ninia 'puropisHa LUynera, snosa
no xymoxHuky Inni Wynb3i, Akoro Takox 6yno
BMCNAHO, | AKWI TAKOX 3arMHyB Ha 3acnaHHi.

AK XyOOXHA iHOMBIAYanbHICTL, Tak i MU-
cTeubKa TEXHiKa LUMX OBOX XYOOXHHWKIB LifNKoMm
pi3Hi.

tOxum CnupupooHoBuu Muxannis Mae Haxmn
0o inococbkoro niaxoay A0 CBOIX TBOPUMX
npo6nem. 3amMonoay Ha HbOro 3poGunu BENUKKUN
BMMMB TOOIWHI CUMBONICTH, i LEW BNANB NOMIT-
HWI Madxe B YCiXx WOro peuax, a ocobnueo B
KapTuHax ni3Hiloro nepiogy — nicnA cmeptu
moro cuHa. Uinui unkn kapTuH TOro nepiogy
Bino6paxae He TiINbKKM rMWUBOKWMIA CYM XyOOX-
HUKa, ane n Noro HaMaraHHA 3pO3yMiTHU BENUKY
3aragKy cmeptu. Ane i B paHilmnx KapTuHax
Muxainosa BMOHO BXe uUe 6axaHHA BTIMUTU B
KapTUHi HE TiNbKu Te, WO XYAOXHUK 6auuB, i He
TiNbKW Te, WO BiH MEepPeXuBas, ane i Te, WO BiH

ARTISTIC HERITAGE
OF TWO UKRAINIAN ARTISTS
IS SAVED

Original story by L. Ivchenko, VOA Staff

This is an English translation of a part of a
Ukrainian language program, broadcast by the
Voice of America on September 11, 1963.

THIS IS THE VOICE OF AMERICA, COMING
TO YOU FROM WASHINGTON.

Now, we will tell you about two Ukrainian
artists whose paintings were saved thanks to
the effort of their families and brought to the
United States of America.

In the last great Ukrainian immigration to the
United States were people of various back-
grounds and professions; all of these people
were trying to contribute to their new homeland
something of (cultural) value. Perhaps the most
outstanding contributions were made by two
women, widows of Ukrainian artists, who saved
the works of their husbands and brought them
to this country. One of these women was Anna
Olexiivha Mykhailova, the widow of Yukhym
Spyrydonovych Mykhailiv, an artist who during
the “Yezhow Years” was exiled to the Archan-
gelsk Region, to die a year later. The second
was Lidia Hryhoriivna Shulha, widow of the
artist llliya Shulha who also died in Soviet exile.

The artistic individualities and preferred media
and techniques of these two painters are com-
pletely different.

Yukhym Spyrydonovych Mykhailiv was known
for a philosophical approach in solving artistic
problems. In his youth, Mykhailiv was greatly
impressed by contemporary symbolists, and this
influence may be seen in almost all of his paint-
ings, especially those done in his later period,
after the death of his son. A whole series of
paintings of that period reflect not only his deep
sorrow, but also his attempts to understand the
great mystery of death. Even in his earlier paint-
ings, Mykhailiv wished to show not only that
which was seen and experienced by an artist,
but his inner interpretation of these things as
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nymas. Hanpuknan, kaptuHa "YepBoHui KiHb”
NOKasy€ YepBOHOrO KOHA, WO cTas OMbKH, Wob
nepecTpubHYTU uyepe3 BENUKY PO3KONWHY B
cKkeni. ¥ rnAagaya MMMOXiTb BUHWMKAE NMUTAHHA:
NepecKouMThL Uen Kiib peBOntouil yepe3 po3Ko-
AWHY, UK HI?

HaTiopmopTn Muxainosa Hag3BUYaMHO rap-
MOHIiMHI, 8 KOMBiHaUiT KONbOPIB Y HUX, XOU YACOM
i nobynoBaHi Ha KOHTpacTax, ane He PpisKi i
npueabnioTbL OKO rnagava.

Muxannis gyxe 6arato NnpauloBas NacTensnio.
Lle — cnoci6 manioBaHHA cneuiAnbHUMK, OyXe
M’ATKUMK NACTENBbHUMMK ONiBUAMM MO cneuisnbHO
BUrOTOBNEHOMY LIOPCTKOMY nanepi. Haknagewi
OniBUAMM KONbOPU NOTIM 0BepexHO po3Tupa-
HOTLCA NanbuUAMKW | BTUPAIOTLCA B LWOPCTKUM
nanip. LA TexHika pae XyOOXHWUKOBI 3MOry
3006yBaTh HAMTOHLWI BiATIHKKM KONbLOPY, ane Taki
KapTnHuU Tpeba gyxe ctapaHHo 36epiratm, 60
nactenbHi KapTUHKM NEerko NCyrTbCA BiO BOOM
Ta NOPOXY. IX MOXHA TPUMATH TiNbKK 3a WIKMOM.

3BiACH MOXHA 3PO3YMITH, CKiNbKKW TPYOHOLWIB
i 3ycunb Mycina nepeMorTv BOOBa XyOOXHUKA,
wob nepese3TH uepes yci nepewikoaM i HeBu-
roau BiNHW Ta NPpUMyCOBOI Npaui B HiMeuuunHi Ui
KapTuHu. Ane 6axaHHA 36eperTW npaui csoro
yorosika, 36epertu TBOpYE BUABNEHHA MOro
MUCTeubkoro "A”, nepemorno Bci TpyoHOuWi, i
Tenep Ui KapTUHW 36epexeHi OnA Hawapgkise i
ONA icTopii yKpaiHCbKOro MMcTeuTBsa.

well. For instance, the picture “The Red Stal-
lion” shows a stallion, reared to jump over a
great abyss. Viewing this picture, one cannot
help but think: will this “horse of the revolution”
make it to the other side, all the way across the
abyss?

Mykhailiv's still-life paintings are extremely
harmonious, with extremely well selected color
combinations and, while often built on contrasts,
are pleasant to look at.

Many of Mykhailiv's paintings are executed in
pastel. This medium is very similar to soft
colored crayons, and is applied over a special
rough-textured paper. As the painting is being
created, pastels are carefully “rubbed in” by the
artist’s fingertips into the rough surface of the
paper. This technique permits the finest control
of colors. Pastel paintings are very delicate and
might be damaged by dust and humidity and
must be framed under glass.

One can easily imagine what difficulties had
to be overcome, how much effort it took on the
part of Mykhailiv's widow to carry delicate pas-
tels through war-time Europe, through forced-
labor camps in Germany. But the desire to save
the lifetime work of her husband, his artistic
self, helped Anna Mykhailova to overcome all
difficulties. Now, these paintings are safe in the
USA and are part of the history of Ukrainian art.
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OMUTPEHKO NPO MUXAUTNOBA

Muxadno mumpeHKo

Binomuit ykpaiHCbKUWA MUCTeub, Muxanno
OMUTpeHKo, — ue oOuH 3 yuHiB Muxainosa, wo
use B Amepuui. NMopgaHi HMXuUe ctatTi OMuUT-
peHka B3ATi 3 "Hotatok 3 Mucteursa” (dina-
nenbdin). O6MOBI cTaTTi BKNKOYaNU penpoaykuil
TBOpPiB Muxannoea. nepwa — 4oTuUpwH, a gpyra

— OOHy.

I. MUCTEUb FOXUM MUXAMNIB.

("Homamku 3 Mucmeuymsa”, V, nucmonad 1966.)

B uaci Hambinbw nocuneHoro Tepopy Moc-
KOBCbKOrO OKynaHTa B YKpaiHi — Hacnigkom
4Oro NOPYMHOBAHO HEOUIHEHI NaM ATHUKW HALLOI
CTapOBWHW, CTBOPEHI YKpPaiHCbKMM HapoaoMm i
npyTamaHHi HOro OyxXoBOCTi, — BUHWLLIYBAHO B
HelwanHWM cnocib He TiNbKKW TBOPUIB KYNbTYPH,
ane TaKOX i 3aXMCHHUKIB ii.

Ta Bce X, 3HaxoOWNOCb UYMMAnNo BiABaXHMUX,
AKi cTaBanu B 0GOPOHiI HauioHanbHWX ckapbis,
3annaTuBeLLK 33 Lie CBOIM XWUTTAM.

OgHUM 3 TUX BiABaXHWX, WO CKNAanu XuTTA
CBOE Ha BiBTapi KynbTypw, 6yB ronosa Bceykpa-
iHcbkoro Komitety Oxoponu Mam’atoxk Ctapo-
BUHU | MucTeutsa (BYKOTMMUC y ckopoueHHi)
B Kueei — mucteub KOxum Muxannis. Bin 6ys
1934 poky 3acnaHui Ha nisHiy (M. KoTtnac,
ApxaHrenbCbkoi obnactn) , ne W 3arvHyB y
TAXKUX ymoBrHax 1935 p.

Csipomunit Barv 36epiraHHA KOXHOI NaM'ATKH
Hawoi OyxoBOCTH, ce6To Hawoi icTopii, uen
MACTelUb TAKOX i TBOPUICTb CBOKO Hacuuysas
ileclo OCBIOOMNEHHA CYTTEBICTIO Npu3abyTux
nomin, wWob po3kpuTK Npasny i BeNWUY MUHY-
NOro CyYaCHUM i HACTYNHUM NOKOMIHHAM.

3a HanpAMKOM CBOEI MUCTELLKOI TBOPUYOCTH
0. C. Muxainnis 6yB CUMBOSICTOM. B OTOUEHHI
TBOPUMX WYKAHb iHWMX MUCTLIB, CUMBOMI3M, AK
dopma MUCTEeUbKOro Bucnosy, 6yB y Hac mano
nonynApHuMn. Tomy mucteub KOxnm Muxannis
CTOAB BiAOKpeMneHo, 6yB OOUHOKUM, AK 6w
3aMKHYTHUM, OyXOBO CaMiTHUM.

DMYTRENKO ON MYKHAILIV

by Mykhailo Dmytrenko

Mykhailo Dmytrenko is a prominent Ukrainian
artist and is one of Yukhym Mykhailiv's pupils
known to reside in the United States. The two
following articles appeared in the Ukrainian Art
Digest (Philadelphia); the articles were illus-
trated by reproductions of five of Mykhailiv's
paintings.

. MYKHAILIV THE ARTIST.
(UAD, vol. 5, November 1966.)

At the height of the terror of the Russian
occupation in Ukraine, when priceless monu-
ments of our past, created by the Ukrainian
people and imprinted with their spirit, were being
ruined, this merciless destruction was directed
not only against the creators of the culture, but
also against those who defended it.

But there were always brave individuals who
stood up in the defense of national treasures,
often paying for this bravery with their lives.

One of those defenders, who sacrificed his
life on the altar of culture, was the head of the
All-Ukrainian Committee for the Preservation of
Historical and Art Objects, in Kyiv: artist Yu-
khym Mykhailiv. For his activities Mykhailiv was
banned from Kyiv in 1934 and exiled to North-
ern Russia (the town of Kotlas, Arkhangelsk
Region) where he died in 1935.

Fully aware of the importance of the preserva-
tion of our ancient spiritual values, of our his-
tory, this artist saturated his own works with
ideas from Ukrainian history to preserve the
truth of the glorious past for his own, as well as
for the future generations.

Mykhailiv’'s artistic work, the general tone of
his creativity, were representative of the symbo-
list genre. In our artistic circles, at that time,
symbolism as a form of expression was not too
popular. Thus, Yukhym Spyrydonovych Mykhai-
liv stood alone, apart from other artists, a spirit-
ual loner.
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Poskpusatoun cBOl Oylwy 3aByanbOBaHOKO
¢hopmoto BUCNOBY, BiH 4aBaB y CBOI# TBOPUYOCTI
3MiCT, Wo nokopAs 3a 3abyTe, NpMcnade B Hac,
BMKNUKAB NOYYTTA rOpOoCTM 3a Halle cnasHe
muHyne. Le 6ys nokip Hawinh 6anpyxocTi 3a
AONK Hac camMux, 3a OO0 YKPAIHCLKOro Ha-
poay.

Mucteue HOxum Muxainis 3Hae npexkpacHo
TeXHiKy aksapeni, osii, nacrteni. A rnubuHa
3MiCTy Oywi cTaBuTL MOro B Weper nepwopam-
HUX MWUCTUiB-CUMBONICTIB YKpaiHn. Moro muc-
TeubKy CyTb NOCTAPAEMOCH PO3KPUTU B GinNbLuin
po3BifUi NPO MOro TBOPUICTE.

. 3rAOKWA NMPO MUCTUAR-BUMTENA.

("Homamxu 3 Mucmeuymsa”, XII, mpaseHs 1972.)

MonopicTe — BiuHa kpaca.

MonogaicTe — kpaca oyxoBa.

36eperTu Tl 3anexuTb Big camux Hac.
FOxum Muxawnis, 1926 p.

MowaTkn MOro MMUcTeuTBa TiCHO 3B'A3aHi 3
iMmeHeM cnaeHoOi naMm’aT muctua KOxuma Cnu-
puooHoBnua Muxannosa. Oco6nuMBo nouyearo
cebe BOAYHUM MOMY 3a Te, WO BiH cam, NO6UBLLM
BCE NpeKpacHe i NOCBATUBLUM CBOE XUTTA MMUC-
TeuTsy, BMiB 3allennuTH Ntob60B 0O NPEeKpacHoOro
Ta NOCBATY YUHAM CBOIM, @ M)XK HUMU 1 MEHI.

B pokax 1924-1926 npodpecop KO. Muxainis
Bie KNAcy manapctBa B KWIiBCbKi XyOoXHLO-
IHaycTpiAnbHIK Mpodecinnin Wkoni — ckopo-
ueHo XILU. MounHanu BuBYaTH akeapenio. [uc-
uMnniza nig yac HaB4YaHHA i MOCNIQOBHICTL Y
po6OoTi Npy BUBYUEHHIO TEXHIKWM BOOHUX hapb —
Le BaXNWBi YAHHMKH, WOBG Ni3HATH TX yapw.

Mucteub Muxannis, 6yoyum cam no6pvum ak-
BapenicToMm, 3Hae AOCKOHaNOo, AK NOCMifoBHO
BECTH CKNnapgHi npouecu poboTH, BMiB nepenaTu
iX KOXHOMY 30Kpema. Maloun pap negarora,
BiH, He 3BaXalOuu Ha KiNbKiCTb Y4HIB Y KNACI,
NigxoOMB A0 KOXHOro iHOMBIiAyanbHO, TO6TO
He irHopyBaB iHILIATUBXM MONOOOro agenTa MUC-
TeuTea, a CTapaBCA pO3BMBATK MOro BNACTW-
BOCTi, CKEpOBYIOUM TaK, wob BBeCTU HOro y
BUMaraHy CBOK CUCTEMY.

Ha Buknaon go xnAacu npuxoauB 3asBxau
3aspanerige npuroTosaHWM, a Maroynu BNacHy
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Pouring his soul into his paintings, Mykhailiv
created works with veiled meanings, which
chided us for carelessly forgetting our own his-
tory, and instilled us with pride in our glorious
past. He berated us for our indifference to our.
own destiny, the destiny of the people of
Ukraine.

As an artist, Mykhailiv was an expert in oil,
pastel, and watercolor. His masterful technique
and the deep content of his paintings placed
Mykhailiv among the best of Ukrainian sym-
bolists. His style, his artistic point of view shall
be the subject of another paper.

Il. MYKHAILIV THE TEACHER.
(UAD, vol. 12, May 1972.)

Youth — is the beauty eternal.
Youth — is the beauty of spirit.
Our duty is to preserve it.
Yukhym Mykhailiv, 1926.

The beginnings of my artistic life are closely
tied with the late Yukhym Mykhailiv. This unfor-
gettable person, who loved everything beautiful,
who devoted all his life to Art, used his consid-
erable teaching skills and infinite patience to
inspire his pupils, myself among them, with the
love and understanding of beauty.

During the 1924-1926 time period, Professor
Mykhailiv taught visual arts at the School for
Fine and Industrial Arts, in Kyiv. First, we learned
to work with watercolors. Students had to learn
the self-discipline and proper systematic ap-
proach, so important when learning to master
this versatile medium.

Mykhailiv, himself a master of watercolor, not
only knew the intricacies of the watercolor tech-
niques but also knew how to make learning eas-
ier for each individual student. A gifted teacher,
he managed to pay attention to the problems of
every pupil, no matter how large the class, and
helped to develop their full artistic potential,
while skillfully helping them to overcome the
problems of this difficult medium and teaching
them his own proper techniques.

He was always well prepared for lecture. Hav-
ing his own excellent private collection of sam-



uynosy 36ipKy 3paskiB HapoQHOI TBOPUYOCTH
(TKaHWHMK, KEPAMiKUK, CTAPOro KO3aubKOro ckna),
i3 cmakoMm yknapaB MepTBy npupoay B Mau-
CTepHi, AK akapgeMiuHe 3aBOaHHA, NOSTOHUB YUHIB
i BOHW 3 HACONOKOIO NpUCTYNanu Ao npadi.

MoACHeHHA pobus y cTucnin chopmi, ane Bu-
uepnHo i 3po3ymMmino.

Mo po6oTi yacto BenacA 6Gecipa HaBKONO
3po6neHoro. Taki 06roBopeHHA npuHocunu 6a-
raTo KOpPUCTH, | nocTtyn y poboTi cTyneHTiB 6yB
NOMITHUNA.

He3BuuanHumn 6ynmn XBUNHUHKU, KONKU, Nig Yac
cTynin, npodecop Muxannie nNpo WoOCL po3no-
sinaB. MOro oKCaMMUTHUM ronoc OXMBIIAB TULLY
manctepHi. CtaHe BiH, 6yBano, Ha noaitomi ana
Mopeni i MOYMHAE — TO NPO XUTTA BU3HAUHUX
MUCTUIB, NPO iX HEeBCUNYLWMHA Tpygd, TO Npo
TBOpPH, a yacaMmu roBopus npo cebe, Npo TBOPUI
NNAHK-3a0yMu CBOI. Po3nosiaae, He pinko, nNpo
YypnaHica, npo 3amipanna.

Mpuranyo, AK OQHOrO pasy onosigaBs BiH i3
3axonneHHAM Npo TOro, Koro nbus, 60 TBOp-
yicTe ix 6yna cnisssyuHa. To 6yB UypnaHic —
MUCTeUb 30BiWKX, (haHTaCTUUHKUX OBpasis.

AckeTunuHa dirypa Muxamnnosa, oayLweBrneH1m
BMpa3 noro o6nuuun 6ynu 3sepHeHi B HalW GiK,
ane BCiM €CTBOM CBOIM roBOpMB BiH Haue 6
noHaq Hawi ronosu. MoBOpUB Tak, WoO6 uyna v
6e3MexHa nanediHb 3a Hamu.

Cipo-cuHi oui, 3-nig pawKka pACHUX PYCABUX
6piB, AMBUNUCH Y NMPOCTOPH NOMNOTHA NpUpoaM,
Ha AKOMY COKOBWMTO Hakvaas BiH HapuCH ak-
sapenbHUX Bi3iK cBOel npasau. BiH KasaBs: oCb
rMAHbTE, Y Hboro (MypnAHica) BCe FOBOPWTL.
NoBopuTb HEBO i XMapK, FOBOPUTL None, 1NyKu,
nic. | xou Ha ob6pa3si nogen Hemae, cama npu-
poaa sTinwe y Bac rnubokui i1 3micT. BoHa
po3kasye Npo TaEMHULi HETP CBOIX. B1 po3ymie-
Te ii. BoHa BTArae sac y Bup igen MUCTUA, BOHa
uyapye Bac.

Bu uyeTe 1i 3ByuyaHHA, AK TBIip MY3UUHUHA.
Mpo6rneMyu My3nKK Ti cami, WO W Yy ManapcTsi.
Menopnia cpi6Ha, un 30n0TUCTa OCiHb. MMKBOKI
TiHi, AK HX3bKi FONOCK.

| po3yminu Mu, i MM OUBUNKCB, XO4 nepen
HawuMKM ounma Hi ob6pasy Yypnawica, Hi 3a-

ples of Ukrainian textiles, ceramics, and antique
kozak glass, he had no problem producing
tastefully arranged colorful props for still-life
work, which fascinated his students and which
they loved to paint.

Mykhailiv's verbal instructions were always
concise, yet detailed and easy to understand.

After the class, everybody lingered to discuss
their own and their classmates’ work. These
discussions were as important as the actual
classwork and helped students to progress at a
fast pace.

We loved it when Professor Mykhailiv would
“tell us stories” during class. His velvet voice
would fill the quietness of the workroom. Stand-
ing on the podium, next to the props, he would
tell us about great artists, their lives and their
work; sometimes he would also talk about his
own work and his plans for future paintings.
Often, he would mention the names of Ciurlio-
nis and Zamyrailo.

He liked to talk about Ciurlionis; Mykhailiv’s
own work was somewhat similar to the paint-
ings of this Lithuanian creator of somber, fan-
tastic images.

The ascetic figure of Mykhailiv, with an in-
spired expression on his face, was facing us,
but we could feel that he was talking not only to
us, but also to some audience beyond the con-
fines of the classroom.

The gray-blue eyes, shining under bushy eye-
brows, appeared to be looking at the immense
canvas of Nature, as he was verbally making
succinct sketches of his watercolor axioms. He
would say: “Ciurlionis makes everything talk.
His sky talks, and so do his clouds, fields, and
forest. There are no human figures in these
paintings, but Nature itself conveys a deep
meaning. You can see the inner mysteries of
Nature. You can understand them, you cannot
help feeling the whirlpool of the artist’s ideas.”

“You can hear a painting as you can hear
music. Music and paintings are related. You can
talk about a silver melody or a golden autumn.
Deep shadows are like deep voices”.

And we understood; never having a chance to
get near a Ciurlionis or a Zamyrailo, we saw
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Mipaina He 6yno. He 6yno # o6pasis Horo
CaMoro, AKi Tak camo 3ragysaB. Ane... — Mwu
BipMIM AOro cnosam, WO Cyrepysanu HaM HOro
YABY, MEPEeHOCHBIUM B CBIiT noHan-6yneHHux
MouyBaHb.

Yac nponitas, MOB COKin, LWBWAKO.

MiBCOTHIO MONOAWX, PO3MPIAHUX Ayl Y Mai-
CTEPHi ONPUTOMHIOBAB Pi3KUI A3BOHUK Y pyKax
"Enikcupa”. Ha Kinbka xsunuH My Bubiranu Ha
NoaBip’A WKONW, A€ BUCOKWM, XyOOLWABHIA YO-
noe’Ara, cToA4YM 6inA KpaHy 3 BOAOMD, FONOCHO
BMKPUKyBaB: "TyT UINIOWMA enikcup, AKUM y
nepwy 4yepry Hanysatd MWUCTEUbKWM CBIT, a B
Opyry Bxe TBapuHHMK”... HixTO Tak i He 3HaB
NpasaMBOro iMEHW YONOoB'Ary, i ANA BCiX HAC BiH
6yB NuL HAM.

Cnparni xnonui nig6iranu 0o kpaHy i Ha-
conopXyBannucb CMayHOK-CMAUYHOK KMTIBCbKOKD
Bopoto. OaHi nunu, 60 Manu cnpary, apyri 3a
KyMnaHito, a gekomy — Boga 6yna €OuHOK
noxueoto, 60 yacu, Ha ixy, 6ynu ckyneHbki. Ta
wo monoanm? Mope no koniHa. B ycAkomy pasi,
MUNK BCi NOTPOXY, Tak, AK 61 Le NoTpiGHO 6yno,
Wwo6 cokosuTilla BAaBanaca aksapens, AKa Tak
ayxe nobute BOOY.

KiHua nepepeu He pouekaswwucb, nopanuca
KO0 MMCOUOK, Oe po3soamnu hapbn, nonocka-
NW MEH3nMi, YACTMNK nanip KpULUKAMKU CYXOro
xni6a. FoTyBanuck, HeHaue CKpunani opkecTpw,
AKi HacTpOKITb IHCTPYMEHTM | NigTArarTh
BOMOCiHb CMMUKiB, W06 3HOBY BIIMTUCA B uap
nepepsaHOl My3HKH,

Uepes Bynuulo, HANpoTH WKONU, AK 64U B
npoeanni, 6ys ropof, a B HbOMY, HeHaue CUpOoTa,
ManeHbka, ane yynosa, Lepksa. XTo 36ynyeas ii
— MW He 3HanNW. MoxnNWBO, KONUCbL XTOCL Ne-
peHic Ti 3 Kapnat y FanuuunHi? Akwo He Tak, To
6ynysas ii, HaneBHO, YynoAiIMHMI ByniBHUUMG
i3 TMX CTOpiH. Ha uepkBy U0 3BEpHYB yBary
Hawy, Akpas, MucTeub Mwuxannis. Hanpaegy,
MeHi 30a€eTbCA, He MOXHa 6YNno yABWMTH cOGi
wock Kpaworo. Nyuynecbka Oepes’AHa uepksa,
Ka3KoBWW BUTBIP TONIPUA B pyKax HagXHEHHOI
oyuwi.*

*Bin o-pa P. CoceHka Ta HOro OpyuHW aBTop
cTaTTi gosigascAa, Wo 3rapaHy ryuynbCoKy UepKoBUIO
nobynyeae y 1916 poui iHx. CTenaH Makcumosuu
"peHoK nicnAa cBoixX NNAHIB, NPO WO M QOKNagHO
ONOoBINa HOro ApyxuHa, Naxi FpeHIoK.
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these paintings through the eyes of our teacher,
as clearly as we saw his own paintings, when he
described them to us. His words painted them
for us. His words took us far away, beyond
everyday life...

Time flew like a swift falcon.

Suddenly, half-a-hundred young souls would
be rudely awakened by the sounds of a hand-
bell, rung by “Elixir”. We would all run out into
the schoolyard, where a tall, skinny man stood
by the water faucet, speaking in a loud sing-
song: “Come and get your all-healing elixir,
which | will first give to the members of the
world of Art, and only later to the world of
animals...” Nobody ever knew the real name of
this person. We always called him “Elixir”.

We all enjoyed the tasty Kyivan water straight
from the tap. Some drank because they were
thirsty, some to keep the thirsty ones company.
For others, water was the major part of their
daily fare, for then the food was hard to come
by. But we were all young and could endure
anything. We all drank from that faucet, maybe
to better be able to work with watercolors, the
medium which could not exist without water.

We could not wait to go back to the class-
room, to mix the colors, to prepare the paper, to
wash our brushes. We were like an orchestra
during an intermission, when musicians are tun-
ing their instruments, flipping their pages of
sheet music, getting ready to submerge again
into the magic of music.

Across the street from the school, in a shal-
low ravine, was a large vegetable garden and in
the middle of it was a small and beautiful church,
standing there like an orphan. Who built this
church? We did not know. Maybe it was brought
here from the Carpathian Mountains of Galicia?
If not, it definitely had to be the handiwork of a
skilled craftsman from that part of Ukraine. This
church was pointed out to us by Professor
Mykhailiv. What could be more beautiful than a
Hutsulian church on the grounds of the City of
Kyiv?*

"Later, the author was informed by Dr. & Mrs.
R. Sosenko, that the Hutsulian church in Kyiv was
built in 1916 by Stepan Maksymovych Greniuk, who
also designed it and made necessary engineering
drawings.



MucTelb 3BEpHYB yBary Hally He MiX iHWWMm,
a wo6 nontobrnu MK BCE CBOE, WO NpeKpacHe M
pigHe. 3aBiB HAC OO CepeanHU LIEPKBU | NOKA3aB.,
AK 4yyno TBOpY, ii 6aH0. CKneniHHA B HiK —
po6oTa toBenipa. be3 usaxiB 3B’A3aHa, | 3B’A3KA
Ta, cama coboto, 6yna Taka uapiBHa, AK 6M
cTBOpMNa il npupopga.

Topi BXe nounHanu MU PO3yMiTH, WO TBOP-
JiCTb HAWOro Hapoay € BUABOM rMMUBOKOT Kynb-
Typv 30aBEeH-0aBHA, i CKPOMHICTb ByQiBHUUKX €
BUABOM MpPaBAMBUX 3HAHb TUX BE3iMEHHUX Tpy-
OiBHUKIB, AKI KYIOTb HaLly OYXOBiCTb yNpOAOBK
TUCAYONITh.

B ppyromy poui B wkoni 6arato yacy 6yno
NPUCBAYEHO BUBYEHHIO 3aBYTUX, CTAPOBMHHUX
nam’ATHUKIB Pycu-Ykpainu. A ctonunua ii, Kuis,
MaB TOi TaKUX NepnuH HEMAaNOo.

Tak ni3HaBanM My NOTPOXY KOMUWHIO BEnKWY
YkpaiHm, Tak npuwenntosanacb Ham nobdos oo
HaWWX apxnTBOpIB, i came Uk noboB ymis gatm
HaM Haw nepwui yuntenb — mucteub HOxum
Muxannis.

Big 3onotux BopiT nouaswu, ysaxHO CTynito-
Banu MM NaMm’ATHUKKU uepkoBHoro 6yaiBHUUTBA
KHaxoi Jobu, a noTiM BMBYANU AK LEPKOBHY,
Tak i CBITCbKY YKpaiHCbKY 6apOKKOBY apXiTeKTy-
py 4aciB BeNWKOro reteMaHa YkpaiHu — IsaHa
Ma3zsenu (kKiHua 17-ro, i nouatky 18-ro cToniTTA).

Bpama Mwutpononuta Padpaina 3a6opoBCb-
KOF0, XOU i 3axoBanacA B HENpUBITHBOMY Mpo-
BYNKYy, OMBYBana, 3yNWHAKOUN BCiX, HaBiTb THX,
XTO He 6yB8 CNOKYWEeHUH yapamu mucteuTsa —
NONOHMNA CBOEK TEMNOTOK BiINbHO TPakTOBa-
HOrO OpPHaMeHTYy B penbedi Ta TUNOBUM OnA
YKPaiHCbKOro Ko3auoro 6apokka ctunem cinyety
6ynosu.

Tak, noBoni, 03HANOMUBLUUCL 3 YCiM, WO Ha
TOM yac 6yno MOXNWBUM, WO LWe iCHyBano B
cTapuMx nam’ATKax, nepernwnu Mu OO0 My3elo |
#oro nboxis, Wo6 ni3HaTM rMUOMHY Aywi ykpa-
THCbKOro Hapofy B MOro, xou i 6e3iMeHHIR, 3aTe
MHOrOrpaHHiin TBOpYOCTi. MK nisHaBanu Kunu-
MapCcTBO 3 YCiX KYTKiB YKpaiHW, roHuUapcTBO,
pO3ManbOBaHHA HyTpa MpUMiLlEHb, NMPUKPAacH
peuyen WOOEHHOIO BXUTKY, LEPKOBHO-06pAQOBI
pedi i, HapewTi, ManApcTBO.

Manapceki TBOpU HawuKx 6arato o6papoBaHUX

The church was pointed out to us for a pur-
pose: to make us aware of the beauty of another
branch of Ukrainian art: the architecture. My-
khailiv took us inside to show us the exquisite
workmanship of the dome, assembled entirely
without nails. Wood attached to wood, as if by
forces of Nature, not by the hand of a man.

We were beginning to understand that the
creativity of our people is rooted in an ancient
cultural tradition, and that the modesty of our
builders is the true indication of the credit given
to nameless artisans who developed our culture
during thousands of years of the past.

In our second year we studied historical arti-
facts created during the era of the Rus-Ukraine.
Kyiv, the ancient capital of Rus, had no shor-
tage of these priceless items.

Thus, we slowly became aware of the past
glories of Ukraine, got to know our ancient
national masterpieces — and all this thanks to
the efforts of our first teacher, artist-painter Yu-
khym Mykhailiv.

Starting with the Golden Gates of Kyiv, we
studied the church architecture of the Period of
the Princes, then on to the baroque style of the
church and the secular architecture of the time
of the great Hetman lvan Mazepa (end of 17th,
beginning of 18th century).

The Gates of the Metropolitan Raphael Zabo-
rovskyi, hidden in a non-descript cul-de-sac,
had a charm of their own. Even people not con-
nected with arts could not help being affected
by the feeling of warmth, created by the unusu-
ally free treatment of the intricate bas-reliefs,
and by the shape, peculiar to Ukrainian Kozak
Baroque period of our history.

After getting acquainted with many memen-
toes of the past, which then still existed, we
progressed to the Museum and its subterranean
storage rooms. Here, we were exposed to addi-
tional forms of Ukrainian arts and crafts. We
studied hand-woven textiles, ceramics, wall de-
corations, custom-crafted items for daily use,
religious articles, and, finally, artistic paintings.
We began to understand the depth of our, often
anonymous, national creativity.

The inspired works of our talented portrait
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MUCTUIB-NOPTPETUCTIB MAUCTEPHICTIO CBOEIO
nonucyBanncA paneko rnosa Mexamu pigHoi
3emni. Ta 1 He NMwe nopTpeTrucTU. Hawi ykpa-
THCbKi MUCTL, Ha 3aNPOLUEHHA OEPXaBHUX MYXiB
CyCiQHiX pepxXas, 4acTO BWMKOHyBanu BiONOBI-
nanbHi poboTU OEKOPYBaHHA LEPKOB Ta iHWMKX
6ynos 3a KOPAOHOM. HalWKWMU KYNbTYPHUMU CHU-
namu kopuctysanaca [lonbwa (Ha Baseni B
Kpakosi, B Itobnuni, Cangomupi), ane Ham-
6inbwe Mockaa.

MucTui Maproc, NoceHko, lNeBuubkui, Bopo-
BUKOBCLKMMA | 6arato iHWMX, wWo B3ATi 6ynu 3
YKpaiHu Ha MOCKOBLMHY, MPUKPALWAOTb iCTO-
pit0o MuCTeuTBa CBITOBOrO. Y TBOPUOCTi iX no-
YYBaETbCA OKPEMIWIHWIA Big MOCKOBCbLKOFO
CTHUIMb, Y HUX OOMiHyBaB BUTOHUEHWI CMaK, AKUN
iwoB y napi 3 BU3HAYHUMM MUCTUAMM TOMill-
HbOro 3axogy.

M’AKICTIO KONbOPUTY, HIXKHICTIO POpPMH, rNn-
6MHOIO BUPa3y NCUXOMOTiUHOro 3MicTy noprpe-
TOBaHMUX, ManAPCTBO 3a3HAaUE€HMX MUCTLIB LiNKo-
BUTO BiOQMNOBIQANO HiIXXHOMY, YapiBHOMY Krima-
TOBi YKpaiHCbKOi 3emni, HebGy Hap Het, YTo-
natoyMMm B apomMaTtHin atmocchepi panam nig
ob6piem.

Yn moxHa 6yno 6yTtu 6anOyxXum, OMBNAYUCH
Ha peui, WO TaK BUPa3HO, Tak NMNOBHO FOBOPHMMU
HaM Npo AyxoBWW 3MIiCT, Npo rNUBMUHY i ca-
MOBYTHICTb, BUABNEHY B HEBMipYLLiM HapOLOHiM
MUcTeuTsi?.

Yu moxna 6yno 6ytn 6angyxum, Gauyum, Ak
nNpeKpacHi 3pa3sku NeH3NA BipTYO3HUX MANCTPIB
rHOINMCA B NbOXax CUPUX, HETONNEHUX ByOuH-
KiB, abo Hbanayxe OUBUTUCA, AK LIi HEMOBTOPEHI
ckapbu Hawoi OyXOBOCTM 3HiManW 3i CTiH, Ha
AKWUX BOHW NPOBYNKU TUCAUA POKiB, BUBO3WNK 3a
mexi BatbkiswmHM? AB60 cTtaBuTUCH Bampoyxe,
3Harouy, Lo TBOPH HaLLOi cTapOBUHKU Bynu Npu-
peueHi Ha UiNnKOBUTE BUHULLIEHHA?

IyxoBi ckapbu Hawoil 3eMni xoBa€ BOpOr
AkHanrmmbwe B nboxax, Wo6, 6opoHL Boxe,
BOHM He cKpinnioBanu Oyxa NOCTaBREeHOro Ha
KOniHa Benukoro Hapogy. LLo6 He npobyaunaca
B HbOMY rophicTb 3a cnaBHe, OaBHE MuUHyne i
HEe OKpWNWna Hapig HapiAMM Ha NOBEPHEHHSA
CTaHy BOMbHOCTH, wWOO HEe 3ananuTu BOTHIO,
3HOBY, TaKM Llle pas, Big4anaywHbOro NpoTecTy
uinoi Hauii 3006yBaTH CBOI Npasa 36poElo.
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painters were widely known and admired beyond
the borders of Ukraine. Ukrainian artists, work-
ing in other fields of visual arts, as well as in
architecture, were not less popular and were
often commissioned by prominent people in
neighboring states to do decorations of churches
and state buildings. Among countries which used
the services of Ukrainian artists were Poland
and Muscovia.

The names of Ukrainian artists, such as Mar-
tos, Losenko, Levytskyi, and Borovykovskyi, who
were taken to Moscow, are recorded on the
pages of world art literature. Their creations are
always different from those of native Russian
artists, having the intangible something, the
indescribable artistic flavor which puts their work
on a par with that of prominent Western artists.

The softer coloring, the delicacy of form, the
deep expressions of psychological contents in
portraits, so evident in works of Ukrainian artists,
— all this has a direct connection with the mild
climate of their native Ukraine, her majestic sky,
floating over the endiess, ageless steppes.

How could we remain unmoved, after being
exposed to this history, to such richness of our
national heritage, which spoke so loudly about
the spiritual depth and originality of our native
art!

How could we remain indifferent, seeing that
our priceless treasures were stored in damp cel-
lars, slowly deteriorating? Or seeing that our
treasured paintings were taken off the wall,
where they’d been hanging for centuries, and
then sold abroad, to bring gold into the Soviet
treasury? How could we not suffer, knowing
that historic churches were razed to the ground,
simply because they were churches?

Our national cultural treasures were kept in
damp cellars by the enemy, who regarded them
as dangerous objects, objects which might
awaken the spirit of resistance among the peo-
ple of the subjugated Ukraine. Those objects,
symbols of the past glory, could remind us that
not too long ago our country was free, and
could have fanned the spark of the national
pride into a fire of an armed uprising!



MoBoni pyrHyBanu Hawi CBATUHI, oB6epTaroumn
iX y 3amouweHi 6pykoMm nnouwi, wob i nam’aTb
NpPO HWUX 3HMUKNA.

A wWwo6 BiAbUTM OXOTY OymMaTtu Npo 3axucT
cBOix 6e3uiHHUX ckap6iB, OKyNnaHTK 3anpoBaau-
NY HeuyyBaHWM y UMBINi30BaHOMY CBITi Tepop.

Macoso 3HMKanuW NposBigHI Aaymatoui noaw,
nanunu iCTOpUUHY niTepaTtypy, HauioHanbHi ap-
xiBn. Mysei HauioHanbHOI KynbTypWu obepTanu B
nponaraHauBHI BUCTaBKHU B iHTepecax MOCKBH.

YKkpaiHa noHecna HeuyBsaHi BTpatu B YCix
AiNAHKaxX KYNbTYPHOro # rocnoaapcbKOro XuT-
TA. 3HUKanNU npodecopu BULWMX HABYANBHUX
3aknaniB, 3HUKANM MUCTUI, 3HUKANKW NUCbMEHHW-
KW, 3HWKANM CTYOEeHTH.

Bynyuu ronosoro BeceykpaiHcbkoro Komiterty
OxopoHu lNam’aTok CtaposuHu i Mucteursa
(ckopoueHo BYKOMMUC-y), mucteus tOxum
Muxannis TaKOX HE OMUHYB CBOIO NMPU3HAUYEHHA.
MOCKOBCbKWM ypAQ Haka3aB HWOMY 3anuwnTH
pigHy 6aTbKiBWWHY Ta NMPUMYCUB BHIXaTU OO
micta Kotnacy, ApxaHrenbCbkoi obnacTi, B cy-
BOPWUK KMiMaT, HENpUOATHUIA ONA XUTTA 3 Mi-
O0OpBaHUM 300POB'AM UYTNMBOrO OpraHiaMmy
MUCTUA.

3mywennin go uboro, KOxum Muxawnis, no-
NpowWaBWUCL i3 CBOEHD, Takow NO60I0 MOoMY
pPOOMHOIO, HA3aBXAW MOKWHYB CBOKO MPUBITHY
MaNCTEPHIO-MY3€elM, BTATHYBCA OO OQHOI xonoa-
HOT KiMHaTKH B MiCLUEBOCTiI FTHUNOro Kinimarty, ge
NpoOXMB yCbOTO O0OMH pik. CTapa Hegyra npunu-
HMNa 6UTTA KOro TENNOro, HENMPUMUPEHHOTO A0
HacunnA cepun, B AeHb 15 nunHa 1935 poky, Ha
50-my poui XuUTTA.*

*Ta KpiM ycix BUAIB MAUCTEUTBA, WO HWMW 3ax0-
nntosascA npod. Muxannis, BiH paniB yciMa iHWWMK
OinAHKaMu HauioHanoHoro XuTta. OCb NpUKNagom
MOXe NOCAYXHUTU hakT, NOAAHUI Y CIUHEBOMY UMCHi
1967 poky B xypHani "OHinpo” (Kuis) y cTatTi "ABOP-
HULbKUIK — nekcukorpad” M. LLly6paBcbkoi. ABTOpPKa,
nogasiwu, wo npod. A. I. ABOPHULILKMK NOYaB yXe B
1915 poui roTysaTt 00 BUOAHHA YKPAIHCbKHUMA CMOBHUK
Ha Barato TMCAY CNiB, AKMX He ByNo B noTenepiwHix
cnoesHMKkax, nuwe: Npo ue Ai3HAEMOCHL 3 NUCTa Xy-
noxHuka Muxawnoea HO. C., AkM# nucaB NOETOBI
Tpoxumy PomaHueHky: "OCb BaM HOBWH&, TPETLOro
OHA opepxaB nucTta oa ABophHuubkoro. Kaxe, wo
roTye OO BMOAHHA CMNOBHMKA, AKWK Byne nooaTkom
00 cnosHUKa piHueHka”.

And so, slowly, methodically, our churches
were razed, replaced by public squares, to
remove them from our memory.

To preclude any attempt to save our national
treasures, the oppressor started terroristic ac-
tions, never before seen in a civilized world.

Prominent members of Ukrainian intelligent-
sia disappeared without a trace; books and ar-
chives were burned; museums were replaced by
propaganda exhibits, glorifying Moscow.

Ukrainian culture and economy suffered tre-
mendous losses in all categories of culture and
economy. College professors, artists, writers,
even active students, were whisked away, to
disappear forever.

As the head of the All-Ukrainian Committee
for the Preservation of Historical and Art Objects
(acronym “VUKOPMYS”), Mykhailiv was a
marked, doomed man. The Soviet government
ordered him to leave the Ukraine and go to the
town of Kotlas, Archangelsk Region, in North-
ern Russia. That northern town, with its severe,
sub-arctic climate, was no place for a person
with failing health.

Mykhailiv had no choice, but to obey the
orders of the government. Bidding farewell to
his dear family, he left forever his beloved city
of Kyiv, his museum-like studio and moved to a
damp little room in the town of Kotlas. He only
lasted one year in the severe northern climate.
An old illness flared up and July 15, 1935, this
gentle, talented artist died, at the age of 50.*

*Mykhailiv was not only interested in various forms
of arts, but in other aspects of Ukrainian cultural life
as well. For instance, in the January, 1967 issue of
the magazine “Dnipro” {Kyiv), M. Shubravska, in her
article on Yavornytskyi, entitled “Yavornytskyi the
Lexicographer”, writes that back in 1915 Prof. Yavor-
nytskyi was working on a Ukrainian dictionary which
was to include several thousand words that were
omitted in existing dictionaries. She found the infor-
mation about this in a letter written by the artist My-
khailiv to poet Trokhym Romanchenko: “Here is the
news,” wrote Mykhailiv, “| have recently received a
letter from Yavornytskyi; he is planning to publish a
dictionary which will complement the present Hrin-
chenko’s Dictionary.”
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Mpuranyto BPOUMUCTUI Bedip, NPUCBAYEHUI
BMNYCKHUKAM, WO KiHuanu K1iBCbKy XyDoOXHbO-
IHaycTpianbHy Mpod. Wkony B 1926 podi.

Ho 3ibpaHUX yuHiB OCTaHHE CMOBO BiO, yum-
TenbCcbKoro 36opy mae npocecop KO. Muxannie.
Konu Ha cueHy suiwoB BiH, Ha 3ani 6yna Taka
THLWA WO MOXHA 6Yno 4yTh BUTTA cepaeub yCix
3i6paHunx, y ManbyTHbLOMY, MucTuUiB. Ha cunbHO
OCBIiTNEHOMY NpoXeKkTopaMu o6nuuui Muxamno-
Ba BUAHO 6YNO BOrKi CTEXEUKHU, AKI MPOMOCTUNMU
KpannuMHKaMH cnis Wo HamaranmcA CXoBaTUCh Y
6opo3gax aywi.

Bei Biguynu cyxicTe y ropnax, ooHi A3UMKOM
Hamaranuca 3pocuTu ycTta CBOI, Opyri, TO Tam,
Aecb fanblwe, TO TyT, Tpoxu 6nuxue, MepTay
TAWY Nopyuwlyeanu kawnem a6o rofioCHUM BM-
TUPaHHAM XYCTUHKOIO HOCA.

Y 4ekaHHi, XBMUNMHA MOBYAHHA 30aBanachk
OO0BLIOIO, AK OBOXPiYHe NepebyBaHHA B WKON.

HapewrTi, 3gycuBwn B rnubuHi ectBa CBOro
6inb, TUXO-TUXQO NPOMOBEUL MOYAB CNOBAMM:
"CbOrogHi, COKONATa MOi, CTOITe BM Ha Kparo
rHisna ceBoro, BawWoro PigHOro, OTYOro oMy, i
pO3npaBnAETe, rOTYHOUUCh OO0 METY, X0u e He
CKpinneHi Bawi kpuna, ane NoBHi OHAULKOI Bipw,
wo6 Ha HMX 3NeTiTU BUCOKO i Maneko, Tyau, ae
MOXHa Ni3HaTW CYTb NPaBOMUBOro XUTTA.

XuTTA uikaBe, ane BOHO TAXKe, BOHO CKNanHe.

LUlkona, AKy BM CbOroAHi 3anuwacTe, pana
BaM OCHOBMH, 3 UAM MOXHA NOUMHATH NizHABATH
rmubiie Te XUTTA, ane, WKONKM B CaMii WKONi
mano. LLkona npaBouBa — Ue XWUTTA, AKE HaB-
UWTbL Bac, AK Ni3HATU WOTrO 3MICT, AK, YMIHHAM
BalnmM, ByaysaTy MOro, ynoCKOHantoBaTH.

XKWTTA HaBUMTL BAC KEPYBATU HWUM, MOrO Npu-
KpallyBaTw.

NertiTb xe, AiTM MOT, He GinTecb, KONK 3ycTpi-
HYTb Bac Benuki TpygHouwi, 6ynbTe CKPOMHI,
konu 3n06yBaTuMeTe BCe nerko.

Ane — Ak 6u BaMm y XUTTi He nosogwnocas,
BiYHO Nam’ATanTe npo Baw OTuui [im, npo sawy
PiaoHy BaTbkiBWwMHY!”

Axunr rnmbokumin 3micT micTvnu B cobi Ui cno-
Ba! OcobnuBo, ckasaHi B Ti TpariuHi yacu onAa
uinoi Ykpainu, aka Tak noTpebyBana npunnuey
CBIXOI KPOBW B OPraHiaMm Npo6ymKeHOro HawWoro
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I can still remember the festive evening in
1926, the graduation ceremony at the School
for the Fine and Industrial Arts, in Kyiv.

Professor Mykhailiv was to deliver the gradua-
tion address on behalf of the teaching staff.
When he appeared on the stage, the large hall
fell silent; one could hear only the heartbeats of
all these young people, these future artists. In
the harsh illumination of stage lights, directed
at the Professor's face, | fancied seeing wet
lines radiating from the corners of his otherwise
undisturbed eyes.

Our throats and lips went dry, from nervous
anticipation. Here and there you could see ner-
vous swallowing; the dead quietness of the aud-
itorium was broken only by an occasional dis-
creet cough.

We waited a few minutes, — they seemed
longer than our entire stay at the school.

After looking at all of us for this long, long
time, Professor Mykhailiv, finally, spoke in very
low tones: “Today, my fledglings, you are about
to leave the safety of your nest, of your father’s
home. You are flexing your untried wings, full of
youthful confidence and hope; you are ready to
fly high and far, to search for the meaning of
real life.

“Life is interesting, harsh, and complicated.

“We at the school gave you our best, but that
is only the basis on which you should build
your understanding of life. Life will be your real
school, and you should learn how to under-
stand it and often, if necessary, change and
improve it.

“Life should teach you to master it, and make
it more beautiful.

“Fly out, my children! Do not be afraid to
overcome difficulties; and, if things are easy for
you — be modest.

“But, no matter how you will fare in the future,
never forget your father's home: our native land!”

What words! Especially when spoken at the
fateful time they were, during the tragic years in
Ukraine, when our country desperately needed
new blood to strengthen the spirit of the nation,



Hapony, ona 60poTL6M, ONA NPOOOBKEHHA HOTO
XUTTA, ANA 36epexeHHA NOro OyXoBoCTU. BiHy
CBOiM OyWeBHIRM rMUOUHI LWKWPOKOro 3HaHHA M
pPO3YMiHHA BapTOCTEN YKPATHCbKOI KyNbTypW,
BiAuyB, Y TOLIWHIA OINCHOCTI, TpariuHi Npun-
pewHi nofgil (Pi3MUHOro HUWEHHA Hapony W
YKPAaiHCbKOI KYNbTypH, Ake Habpano Takoi 6e3-
NOLWAaNHOI CMNK HECTNOBHA OEeCATb POKiB Mi3Hiwe.

Lli cnosa 6yn1 oCTOPOroro NigpocTatodiv 3miHi
CBOro popay, o6epexxHMM HAaTAKOM NPUCBATUTH
cebe KUTTIO MIIEMEHN, 0 AKOr0 MU NPUHANeXHi,
CKepyBaTy OyMKM Halli, CKEPYBATH Ail0 B NEBHE
pycno oo mkepen Hawux, wob HUMKU KUBUTUCH
i 6ynyBaTtu CBOE ManbyTHE.

KO. Muxannis nnekae i BMPOCTUB Yy CBOIX
CTYAEHTIB-MUCTUIB PO3YMIHHA HaLWKMX OYyXOBWUX
ckap6iB, nouytTA 0608B’A3KY nNepen HapoOoOM,
WO iX CTBOPMUB — i UbOrO OOQHOr0 BUCTAUUNO 6,
wob MOro MMeHHA 3anUWKMNOChL HEe3aTepTUM B
iCTOPIT HAWOFO MMUCTEUTBA, HALLOT KYNbTYpHU.

to awaken the national identity. When Ukraine
needed everyone to fight for self-determination,
for the national soul. Mykhailiv sounded as if he
anticipated the future years of terror, the years
of the destruction of Ukrainian cultural values,
of the physical decimation of leading Ukrain-
ians, which came a scant ten years later.

Those words were a warning to a new genera-
tion of artists, a hint at the necessity to “put the
needs of your tribe before your own”, an attempt
to guide the thoughts of young graduates into a
suitable channel, where they would serve Ukraine
while building their own future.

Mykhailiv strove to instill a strong understand-
ing of national problems in the minds of his
pupils. He taught them their duties and obliga-
tions toward their native country, to value their
historical past and art. This alone was sufficient
to make Mykhailiv an unforgettable man in our
culture.
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FOXUM MUXAUIIB (1885-1935);
doTo 1928 poky.

YUKHYM MYKHAILIV (1885-1935)
1928 photograph.

FAHHA MUXAMUIOBA (1890-1979);
doTo 1955 poky.

ANNA MYKHAILOVA (1890-1979)
1955 photograph.
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HALW WWNAX: XHUTTHAH
3 KOXUMOM MUXANNTOBUM

Cnoeadu NaHHU Muxalnosoi.

Mpw 3ycTpiuax 3i 3HANOMUMH, A YACOM ONOBI-
pgana npo KOxuma CnupnpoHoBUua, Moro TBop-
yicTb Ta XWUTTEBI eTanu. MeHe 3anuTyBanu, uun
nuwy A cnoragu. Mucteub M. IMUTPeHKO nopa-
OMB MeHi 3anucaT KOMeHTapi A0 KapTuH Npoc-
TUMK CMOBaMM, HeHaue A nucana ue AnNA MOEI
pouku TaHi. Lo a & 3pobuna. A Tenep cnpobyio
B 3rafikax We pa3 NpOWTK Hall XUTTEBUA LLNAX.

MockBa, 1908 pik.

LLle gpo 3HanomcTBa 3 HUM, A uyna npo KOxuma
Mwuxannosa, WO BiH "cam03aKkoxaHui 3anaBaka’”.
| TOMY, KON AOBENOCH NO3HANOMUTUCH 3 HUM,
A He 3BepHyna Ha Hboro ysaru. [pu Apyrin
3yCTpiUi MW NepeKuHyn1ucb OBOMa-TpbOMa Cno-
Bamu. BiH nonpocuB O03BONY NPOBECTU MEHEe
popomy. He poxopgAaun go Moro 6yauHky, A
3ynuMHWNacAa i ckasana, wo A TyT MewkKaro, i
nonpowanaca. Ane BiH CKOpPO QOi3HaBCA MO0
appecy Bif, MOET TOBAPULLKH.

Toil 3umu MockOBCbKe YKpaiHCbke 3eMnAUTBO
ynawToByBano KoOHUepT Ha uecTe KoTnapes-
CbKOrO, i BCi CTyAeHTH 3emMnAauTea Mycinu pos-
NOBCHOOXKYBATH | NPOAABaTH KBUTKW HA KOHUEPT.
Mig uMM NpMBOOOM BiH NPUHIC MEHi KBUTOK. Ha
koHuepTi — "HaTtanka-fMonTtaska” i aeknAMauia
— BiH Tex peknAMyBas Bipwa BopoHoro: "bys
OOWH TakWi yac”.

Ha tomy 6 3akiHuuMnocAa Hawe 3HanOMCTBO,
Ak6M He rimHasiAnbHa Beuvipka. KoxHa rimHa-
3UCTKa MYyCina BMKOHATKW OeKinbka nporpamok.
Hi6bn BMNagKoOBO BiH 3yCTPiB MEHe, KONU A BUXO-
gvna 3 rimHasii. BiH nposiB meHe pooomy, i A
ToOoi ckaszana, WO BCi BEUOpM Y MeHe Tenep
3aWHATI MantoBaHHAM nNporpamok. Bin 3anpono-
HYBaB CBOKO fONMOMOry i 3rofOM MpPHHIC Xy-
OOXHLO BMKOHaAHI nporpamku. Tak noyanockb
Hawe CNpaBXHE 3HAWOMCTBO. | Ha AMBO A He
6aunMna B HbLOMY "3apiaBaku” i caMo3zakoxa-
HOCTH".

MY LIFE WITH
YUKHYM MYKHAILIV

Memoirs of the Artist's Wife.
by Anna Mykhailova.

While talking with friends, | would often men-
tion various facts from the life of Yukhym My-
khailiv or discuss his paintings. Once, painter
M. Dmytrenko said that | should describe my hus-
band’s paintings, in simple words, as if | were
writing for my daughter Tanya. This | did. And
now, | shall go down the memory lane and des-
cribe my life with Mykhailiv.

Moscow, 1908.

Before meeting Yukhym Mpykhailiv, | heard
some mutual friends describe him as a high-
handed, conceited person. So when | finally met
him, my reaction was, understandably, on the
cool side, we only exchanged a few polite
phrases. Later, he offered to see me home. |
accepted this offer, but said good-by a few
blocks before my house, so he would not know
where | live. He was not that easily fooled: he
obtained my address from one of my girl-friends.

That winter the Ukrainian Fraternal Organiza-
tion of Moscow held a concert in honor of the
poet Kotliarevskyi, and all members went around
selling tickets for this affair. Mykhailiv used this
opportunity to show up at my house with tickets.
The concert included the opera “Natalka Pol-
tavka” and some poetry reading. Mykhailiv read
“There was this time”, by Voronyi.

This might have been the end of our acquain-
tance, except for the party at the Gymnasium
(the high school.Tr.), where | was a student.
Every girl was expected to make some invita-
tions for this party. When Mykhailiv picked me
up after school, | said that | would not be able
to see him for a while, | will be busy making
invitations. He offered to help, and soon returned
with beautifully illustrated leaflets. This was the
beginning of our friendship. Mykhailiv was not
the “high-handed, conceited person” he was
supposed to be.
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1908 poky Muxannis BUMBCA B KUBOMUCHOMY
BiOAini "Yuiniwa XXwueonici, BaaHia i 3on4ecTea”,
nepeg TMM 3akiHuMBLWKM "IMnepaTopckoe CTpo-
FOHOBCKOE LleHTpanbHOoe Xya0XeCcTBEHHO-NPOo-
MULINEHHOE Yuiniwe”, ae cTynitoBaB Kepamiky i
TKauyBaHHA,

MouyascA OBMiH NPOUYNTAHUMU KHUKKAMM i iX
o6rosopeHHA. O6epexHO BiH MNiACYHYB MeHi
Mapka Bosuka, a notim yxe cminusiwe "Ko6-
3apAa” i Kotnapescekoro... Mu "Bunankoso” 3y-
CTpiYanuMcA Ha Bynuui, OOBro xogunu, o6ro-
BOPIOKOUM MpounTaHe, Npy Harogdi BiH 3BepTas
MOIO yBary Ha apxiTeKTypy MOCKOBCbKWUX 6y-
OMHKIB, NOACHIOKOUM IXHIN CTUNB.

YkpaiHa i apxiTektypa 6ynu onAa meHe npu-
€MHA HOBWHA i BiOKPWUNK 30BCIM HOBMM CBIT. A
noyana 6patu B 6iGnioTeli KHUXKW 3 MUCTEUTBA,
0co6nuBo 3 apxiTekTypu. CKkopo A BXe gobpe
pO3yMinaca Ha CTUNAX.

NisHaBwwu Moro 6nuxue, A 3anpocuna Horo
fyBatn y Hac, 3a 3rofoko Moix 6aTbkiB. Mama
MOA Tex 3axonunacAa M. Bosukom i yacTo nna-
Kana, yntarouw ii onosinaHHA.

Y Hac B poamHi Maixe BCi rpanu Ha ritapi, i A
rpana icnisana. Buasunocs, wo Muxaitnie Tex
rpas i mas no6pui ronoc. BiH no6pe 3Has onepwu
i cnieas 6arato 3 "Mawcekoi Houi” i "Houi npoTtu
Pisgea”. Toni A no3HaMoMuNaca 3 ykpaiHCbKMMU
NICHAMYW, Noyana i cama ix cnieaTwu.

| Tak A 3akoxanaca!l!

3aKiHuMBLIK TiMHa3il0, A BCTYNMNa Ha nepa-
roriyHi kypcu. KOxum CnupuOooHOBMY We Mmas
ABa pOKWM OO0 3aKkiHYyeHHA "Yuiniwa XXisonici
Baania i 3oauectsa”. Hawa apyx6a kpinna; B
XOBTHi 1908 poky BiH 0diUiMHO Neperosopwms 3
MOiMK 6aTbKaMu, i BOHM Oanu 3rody Ha Hal
wnw6, 6e3 Npu3HaueHHA TePMiHy BiHYaHHA, 60
MM 060€ we BuMnucA. Tak MW cTanu Hape-
YEHUMMH.

B Mocksi 6yno no6pe opraHizosaHe Ykpaiu-
cbke 3eMnAauTBO. Tam Ha KoHuepTax rpas Ha
cBOiM GaHOypi i 3HAMEHUTUI Tenep B AMmepuui
Bacune €Emeub. Togi BiH 6yB lie CTyneHTOM i
AKTUBHUM UNEHOM 3eMNAuTBa. Ha KOpUCTL 3em-
NAUTBa ynawToByBanu KOHUEpPTH 3 yuyacTio Bi-
DOMMX apTUCTiB-yKpaiHUiB, AKiI crisanun abo
rpany 6e3kowToBHO. Ha uUMx KoHuepTax 060-
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In 1908, Mykhailiv was studying painting at
the School for Painting, Sculpture, and Archi-
tecture, having previously graduated from the
Central Imperial Strogonoff School for Fine and
Applied Arts, where he majored in Ceramics
and Weaving.

Later, we began exchanging books and dis-
cussing their contents. Before | knew it, | was
reading books by Ukrainian authors: Marko
Vovchok, Shevchenko, Kotliarevskyi. We would
meet “by chance”, and take a long stroll, dis-
cussing the latest books; occasionally, he would
point out details of Moscowian buildings and
explain differences in architectural styles.

Ukraine and architecture were new worlds for
me. Soon | was searching our library for books
on art and architecture, reading every one |
could get. | was becoming pretty well acquainted
with architectural styles.

Mykhailiv became a frequent visitor at our
house. My parents approved; my mother fell in
love with the works of Marko Vovchok, and
often would weep, reading her sad stories.

Our family enjoyed playing guitar and sing-
ing. So did Mykhailiv. He also had a good voice
and would often play and sing for us arias from
Ukrainian operas, “The May Night”, “The Christ-
mas Eve”, etc. | quickly learned to sing in
Ukrainian.

And, also, | fell in love with Mykhailiv!

After graduating from the Gymnasium, | en-
tered the Teachers’ School. Mykhailiv had two
more years to go, before his studies at the
School of Painting, Sculpture and Architecture
were completed. Our friendship grew, and in
October 1908 he officially asked my parents for
permission to marry me. We became engaged,
to be married after both of us finished our
schooling.

The Ukrainian Fraternal Organization in Mos-
cow was very active. Their concerts attracted
well-known actors and musicians, such as Vasyl
Yemets, the incomparable bandura-player (who
at this writing is so popular here, in the USA).
Concerts and plays were usually presented as
benefits, with artists donating their fees. to the
Fraternal Organization. We attended all these



B’A3Kk0BO OyBanu i mu. Tak LWuMpMNOCbL MOE KONO
3HAaMOMCTBA 3 yKpaiHUAMM i YKpaiHO. A KOnu
npuisaunu Ha ractponi Cagoecokun 1a Cakca-
raHcbKuM, ByBanM Ha BCiX ixHix BucTasax. Lle
we 6inblwe 3akpinuno Mok NboB 00 YKpaiHu.
A nepepnnauysana "JlitTepatypHo-HaykxoBui
BicHuk”, "Papy” Ta "YkpaiHckyro Xi3Hb”, WO
BUXoounM y Mocksi. 3 ycbOro uboro A gobpe
BUBUMIIA iCTOPIFO YKpaiHK,

3BMuaﬁHo, 6yBanu Ha KOXHil BUCTaBLiI KAPTHUH
8 My3eax i, ocobnueo, B TpeTAKOBCLKIN [anepei.
BiH yacTo NOACHIOBaB MEHiI Te, YOro A padiwe
He nomivana. TpeTAKoBCbLKa anepen ue Hanba-
ratwa ckapbHMuA Nam'ATOK POCIMCbKOro MUC-
TELTBAa, HA KOTPi BUXOBYBANOCb HE OOQHE NOKO-
NiHHA XyO0XHUKIB. Tak i KOxnm CnvpruooHoBuy,
KpiMm nekuin 8 "Yuiniwe XXisonici, BaAHia i 3oa-
uectBa”, B manctepHAax C. Koposuha i B. Ce-
poBa, MONOBHIOBAB CBOKD OCBITY B "TpeTtAkosUi”
i B My3enx.

KO x1m CNnpnooHOBKUY, CUOAUM Y HAC | PO3MOB-
NAKOYM NPO WOCh, HIKONK He B6yB 6e3 anbboma i
onisuA. BiH 3aBxau WOCL ManoBaB Ha yniobneHi
Temu 3 "Ko63apa” abo ictopii. Mepwnm mantoH-
KOM, KOTpUM BiH nopapyBaB MeHi, 6yB 3MMOBUH
neusax Byrnem i Kpengot. A Moro onpasuna B
KonebopoBe nacnapTy i nosicuna y cebe B Kim-
HaTi, yum BiH 6YB Oy>xe 3a00BONEHUIH. | CkOpo
CTiHW MOEI KiMHaTK 6ynu o6BilIaHI MOro nensa-
XaMU | HaTIopMOpTaMH.

A TUM 4aCcoOM Ha Hac HacyBanaca YopHa xMapa.
KOxum CnupuaoHoBKuY 3akiHumB "Yuiniwe XXiso-
nici, BaaHia i 3opuyecTBa”, Moro BiACTpouKa
3aKiHuunaca, ckopo 6yB uac Momy ixaTtm Binby-
BATW BIHCbKOBY MOBUHHICTb.

Konu Ha uyac Bakauin BiH noixas OOAOMYy B
Oneuwxku, B 1911 poui, homMy npuiwna noesicTka
3'ABMTUCA 00 "BOTHCLKOro NPUCYTCTBIA”. TakK BiH
OMUHUBCA Y BINCbKY, a nepen TWUM npuixas Ao
MeHe nonpouwaTtuca. A, cama B oauaro, Hamara-
nacAa nigTpuymaTtuM Moro B8 Aayci, obiuAana uacTo
nuMcaTH, He 3anuvwatk Woro camitHim. llicna
cMepTH roro matepi (1907 poky), nicna cMepTH
npochecopis-gpy3sie, — C. KoposuHa (1908 poxy)
i B. CepoBa (1911 poky), — BiH BXe He maB
pOOMHHOIO Tenna i, HXXKHWKA NO HaTypi, Oyxe
noTpebyBaB POOUHHOTO OTOUEHHA.

concerts without fail. The most memorable
events were guest appearances by the great
Ukrainian artists Sadovskyi and Saksaganskyi,
who participated in a series of concerts. Soon, |
was a regular subscriber to Ukrainian papers
“Literary-Scientific News”, “Rada”, and “Ukrain-
ian Life”, published in Moscow. These publica-
tions further expanded my knowledge of Ukra-
inian history and culture.

We never missed picture exhibits in Moscow
museums, especially in the Tretiakovskaya
Gallery. Mykhailiv explained to me the fine
details of famous paintings of Russian and
western artists. Tretiakovskaya was the greatest
treasury of Russian art, where many genera-
tions of artists were educated. Thus, Tretia-
kovskaya added to the artistic knowledge of
Mykhailiv, supporting the formal training he had
under Valentin Serov and Sergei Korovin, at the
School of Painting, Sculpture and Architecture.

Even while visiting my family, Mykhailiv was
seldom without his sketch pad. He was forever
making sketches for drawings on his favorite
historical topics or on ideas from Shevchenko’s
“Kobzar”. | had his first gift, a winter scene in
chalk anc charcoal, framed and put on the wall
in my room. He liked this very much, and brought
me more of his paintings. Soon all my walls
were covered with his landscapes and still-lifes.

Meanwhile, dark clouds were gathering on
our horizon; Yukhym Spyrydonovych completed
his studies at the School for Painting, Sculpture
and Architecture, and was no longer exempt
from military duty.

We did not have to wait long — Mykhailiv
received his draft notice while visiting his paren-
tal home in Oleshky. Before going to start his
military training, he returned to Moscow to give
me the bad news. | was heart-broken, but man-
aged to control my feelings and tried to cheer
him up and promised to write every day. After
losing his mother (in 1907), and his favorite
teacher-friends Korovin (in 1908) and Serov (in
1911), he transferred all his feelings to my fam-
ily. I knew he would miss us very much.
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MNocnann horo B kacapHi B KatepuHocnasi.
Tam, 6yBlUM NEepeKOHaHWM BEreTapiAnHUEM, MyCiB
iCTH M'ACHI CTpaBW. A KpiM TOro NOBCAKOEHHA
MywTpa. Bce ue Tak wmatysano Moro Hepsw,
Wo nepwi NUCTU APUXOAMNU MNOBHI cKapr i
Biguato.

Y BiNbHWI AeHb NiWOB Ao My3eto iMm. Mona i
Tam NO3HaNOMUBCA 3 ONiKyHOM My3eto T.M. Po-
MaHUYeHKOM Ta gupekTtopom [. ABOPHULLKWM.
Mpodp. MoaociHHIKoB, WO BigAB NPUPOOHUYUM
BioAOINOM My3eto, 3anponoHysas KOxumosi Cnin-
pMOOHOBMUY MantoBaTH 3a0Hi CTiHKM OO Npupoa-
HWuUKMX NnaHopam. Homy 6yno [o3soneHo Kopuc-
TATUCA KiMHATO B NigBani My3ew. ABOPHMULb-
KWA NONPOCHB NONKoBHMKa PAGowanky: "Tam y
Bac € Takui mockanuk Muxainnie. BiH no6pe
Mantoe, BiONYCTiTeb MOro yacom Ao MmeHe, 60
meHi B my3ei Tpeba gewo nigmantosaTtn”. Mpo-
hecopa BCi 3HanW i nosaxanmu, i Tomy Pa6o-
Lrarnka oxoue gas CBOKO 3rogy.

TyT BiH TakOoX HamanioBaB ONIEHD BEMNUKY
KapTuHy cBoei komno3auuil "Moporu Kanpaku”, i
XIOpi NPUAHANO i Ha BUCTaBKy B KaTepuHocnasi.

Mo6nusy KarepuHocnaga, 8 ceni MaHywnisui
6yna conigHa "lMpocsita”. Tam pasanu BuCTaBMu,
iHKonn 3 “3dipkamu”. AKOCb, 3a OONOMOroK
ABopHuubkoro, FOxum CNUpUaoHOBKUY BUNPOCHB
nepenycTKy Ha KoHuepT. MNepeonAarca B UMBiNLHe
B6paHHA PomaHueHka, i BCi pa3om niwnu Ha
"l'eTemaHna [lopoweHka”. Uen suxig oo "Mpo-
CBiTHU” 6yB CNpaBXHiM CBATOM ONA HbOTO.

NonkoBe HauyanbCcTBO, Ai3HABIIUCL WO MAaE
XyOOXHHWKa, B3ANO noro ao 6puranu, wo posma-
NLOBYBAana nonKkoBy UEpPKBY.

He nerko 6yno ue po6utH, 6o ctenio Tpeba
6yno mMantoBaTH nexauu Ha CriuHi, Ha aouKax.
Cnuna Tepnna, i chapba xanana Ha o6nuuuA.
Ane ue Bxe 6yno OiNCHO TPLOX-MICAUHE CBATO:
6e3 pornAgy HavanbHUKiB, yniobneHa po6oTta
3a haxom! '

Baumky panu omy rpyny conparis-"iHopoa-
uis”, Wo6 HaBuMB iX UMTaATK Ta NUCATU NO-PO-
cincbkomy. TyT MantoHOK nNpuAwos Muxamnosy
Ha ponomory. [leaki yuHi 6ynu kaekasLi i 30BCiM
He 3Hanu pocincekoi mosu. Konu pinwnu oo
cnosa "Ko3a”, KOXHWIA namas CBil A3UK 06 Ty
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In 1911 he was assigned to a military unit in
Katerynoslav. He did not take to the military
routine, and the military food did not agree with
him, either (Mykhailiv was a confirmed vegetar-
ian). His first letters were full of complaints and
despair.

As luck would have it, in Katerynoslav Mykhai-
liv managed to find the Pol Museum, where he
met the curator Yavornytskyi and trustee Ro-
manchenko. Professor Podosinnikov, who was
in charge of the nature section at the museum,
offered Mykhailiv a chance to paint backdrops
for his displays. He was assigned a separate
workshop in the basement. Curator Yavornyts-
kyi was a highly respected and influential per-
son and had no problem squaring things up
with Mykhailiv's commander, Col. Ryaboshapka.

While in Katerynoslav, Mykhailiv also did a
larger oil painting,“The River Rapids at Kaidaky”
and exhibited it in a local show.

The village of Manuilivka, near Katerynoslav,
was the site of the local “Prosvita” (a Ukrainian
cultural club). These clubs were well known for
various cultural events, often featuring famous
Ukrainian performers. Once, with the help of
Yavornytskyi, Mykhailiv managed to get an
after-hours pass to attend the concert. Chang-
ing into borrowed civilian clothes, Mykhailiv
joined Romanchenko and Yavornytskyi to hear
the opera, “Hetman Doroshenko”. Such visits to
the “Prosvita” were real treats for him.

News about Mykhailiv's artistic background
spread and soon he was assigned to decorate
the interior of the regimental church.

This was not an easy work. While doing the
ceiling, he was flat on his back, paint dripping
all over his face. But for him, this was a real
three-months holiday: on his own, no military
supervision, working in his favorite field —
painting. )

Later, during the winter, he was given another
job: to teach Russian to a group of “minority”
soldiers. Most of these were from the Caucasus
and had no previous knowledge of Russian.
Here Mykhailiv's artistic abilities came in very
handy: he would draw illustrations to explain



ko3y: "Kxa, Kywa, kaca”. HapewTi HaB4nnUcA.
Togi KOxum CnnpuooHOBUY NMKWTAE, a WO TakKe
ko3a? .Bci xuTaroTe ronoBaMm — He 3HaKOThb.
Tooi MuxanniB mant€e Ha powudi Kosy i, AK
3aKiHuyBas, NouyB 33any cebe paficHi ronocu:
"Txa, Txa!” 3posyminu!

B kacapHi 6yno 3a60opOHEeHO TpUMaTH yKpaiH-
CbKi KHWXKMW, BiH YpUBKamu uMTas ix B My3ei.
Tam e 3aManLoByBaB CTApPOBUHHI peudi B anb-
6om. OnHoro pasy 6yna B my3ei Onena lNuinka
i, 3a6auMBLIN MANKOHKK, NONpPOCcHMNa ANA CBOro
XypHany "PinHui Kpai”, a iHwum pasom Ha ii
npoxaHHA Mwuxawnis pae i mantoHok "Hoso-
piuHa Papa Ha 3anopixxi” (nepo).

Min vyac noro nobyty B KarvepuHocnasi A
6arato uvTana Nnpo MUCTeuTBO, Nnepeknagana 3
yKpalHCbKOI MOBMW Ha POCIMCbKY | Aasana nepe-
xnagu B "lazeTy-Konenky”, a notiMm B nony-
nApHMA TuxHeBuK “XXypran-Konenky”. Tak A
ctana cnispobiTHUUEO-NepeKnagauykor ABOX
xypHanie. KOxum CnupuaoHoBuu 6yB AOyxe
3a10BONEHNH MHOLO | NPOCKUB MEHe NUcaTr CBOI
opuriHaneHi TBOpM i nocunatn o "Pagu” a6o
no "PigHoi XaTtun”. "Topi, — »xapTyBas BiH, —
sac 6yne Tpoe; Mapko Bosuok, 3aripHa i Tu! A
yekatumy!”

MNepeknagu 3pobunu pobpe gino, 60 0o pe-
pakuii npuxoounu nuctu: "ETO HOBOCTbL AONA
Hac. My He nopo3pesani, UTO €CTb YKpaiHcKasa
niTepartypa i Taki€ NpeKpacHUE CIOXETH”.

1913 poky, B cepnHi, KOxum CnupuaoHoOBMY
3BINBHWMBCA OCTATOUYHO 3 BiMCbKa i OCenMWBCA
HacTano B Mocksi. 3HanwoB poboTy y BENUKin
HOBITHIM raseti "Hosb”, i Kpim TOro 6pas 3amoB-
NEeHHA Ha INCTpauil OUTAUMX KHUXKOK.

B notomy 1914 poky MW NnoBiHYanuca.

A Tex npauroBana B iHWIK raseti cekpeTap-
KO, ane Hauwi pepakuii 6ynu B TomMy camomy
6yauHky. Mu npuxogunu pasom Ha poboTy i
foBEpTaNMCA [OOOMY TEX pasomMm.

XXUTTA Hawe AiWwno Wacnuveo i HOpmanbHO:
3HOBY KOHUEPTH, TEATPHU, My3ei, KapTUHHI rane-
pei i poauHHe Tenno. BniTky, niguac BiANycTKy,
MUK noixanu 0o noro nomy B Oneuwkw, i A noba-
yuna Bce, NpoO WO BiH MeHi posnosinas. Oco6-
nuso A Byna 3axonneHa TUM YyAEeCHUM CapKoMm
PPYKTOBUX Aepes, WO HOro matv cama uwe

the meaning of difficult Russian words. This
helped a lot, for otherwise his “students” would
only memorize the pronounciation of Russian
words, to pass the test, while having not a
slightest idea what these words meant.

It was forbidden to have Ukrainian books in
the barracks, so Mykhailiv did his Ukrainian
reading in his basement workshop at the Mu-
seum. Here he also sketched historical objects
for future use. One visitor, Olena Pchilka, spot-
ted these sketches and soon one of them (“The
New Year's Council at Zaporizha”, done in ink)
appeared in her magazine “Our Native Land”.

While Mykhailiv was at Katerynoslav, | did
much reading on art and translated from Ukra-
inian into Russian. My translations appeared in
two Moscow publications, first in the “Penny
Newspaper”, then in the “Penny Magazine”. My
fiancee was pleasantly surprised and encour-
aged me to try writing original articles for the
popular Ukrainian publications in Moscow, the
“Rada” and the “Ridna Khata”. “Write”, he joked,
“and there will be three great Ukrainian literary
ladies: Marko Vovchok, Zahirnia, and you!”

Jokes aside, my translations served their pur-
pose. Editors received many letters, expressing
surprise that such a wealth of Ukrainian topics
was formerly unknown to readers.

In August, 1913, Mykhailiv received his dis-
charge from the military and took up permanent
residence in Moscow. He worked for a modern
newspaper “Novj” and also did illustrations for
childrens’ books.

We were married in February of 1914,

1 worked as a secretary at another newspaper,
but our offices were in the same building, so
every morning we went to work and then came
home together in the afternoon.

These were happy times. We enjoyed our
married life, our togetherness. Every free
moment we spent visiting museums, art galler-
ies, or going to concerts. Come summer, we
visited his native home in Oleshky, where |
finally saw every little thing he had described so
vividly to me, including the wonderful orchard,
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monopot Hacaguna. Llek capgok nocTtauae
hpYKTM 00 HaWKpalwMx KpamHWuUb MOCKBM i
Knesa. | M1 060€ TyT 3po6unuca "pykTop’'aH-
uAamu”. Haxans, A He no6aumna mysero B Karte-
puHocnasi, 60 BiH 6yB B TOM Uac 3aKpUTUN.

Hepes TuxaeHb, MicnA TOro AK MU MNOBEPHY-
nucAa po Mockeu, 6yna nporonoweHa BilHA 3
HimeuunHoro. Lle ctanocAa gecats MicAuie nicna
BMXOMY 3 KacapHi i uepes NiBPOKyY Nicna HaWoro
ogpyxXeHHa!ll

CrorHanu, rrynuca goporm,
Beanu rapmartu Bce "tyau”,
A BigTinA caH-nolaam

Kanik 6e3pykux i 6e3Hormx.
Bynu B cnbo3ax i y Kposi

Ix %0BTi NMLA BOCKOBI.

(Coctopa, Tom 1, cTop. 434.)

Cnouatky KOxum CnupnaoHosuy 6ys Hanpas-
nexun B MNonouk, ne pmanu WOMy uuH npanop-
Wwuka. 3BiATH 6yB pO3NOoMdin BiNCLKOBMX i BiH
6yB 3auncnenunn B "Cubipcbkuit CTpineubkuit
Monk”. B ToMy nonky 6ynu ykpaiHui 3 "3eneHoro
Knuny”, i homy panu oxypy, ykpainua Ilesxa.
Monas B Apyri okonu. FapmaTHWiA Ha6in Bnas
Hepaneko, BMpMB rNMBOKY AMYy, B KOTpPiA no-
xoBae 6arato HalMx BOAKIB, a MOBITPAHA XBUNA
KOHTy3una tOxnma CnvpuaoHosmua.

OnputomMHiB BiH yXe B nonesomy wnutani.
MpaBa Hora He pyxanaca, i 6onina ronoea.
Mepese3nn B rMUBUHY TUny, a NoTiM 00 MOCKBH,
60 B Mocksi 6yno micue B wnutani. KKOXMMoBI
CnupnooHosruy no3eonunu 6yTu B poaOuHI, ane
OBa pasv Ha TUXOEHb MYCiB 3'ABMATUCA Ha
MEOWUHMHA NYHKT. MKn poBunn BaHHKU ONA HOrM,
Masanu MonoM, a notiMm obMOTyBanu Komnpe-
COM. MeHi 6yno OMBHO, WO XuBa HOra He
BiquyBae rapauvoi Boau, i He Biguysae Ak A i
posTupato. Bupiwmna sunpobysaTtu: B3Ana ronky
i HYy KONOTKM BEMWKWM naneus, i OMBNIOCA Ha
uonosixka, AK BiH 6yne pearyeBaTu. A BiH po3-
MOBNAE CMNOKiWHO 3 mMamor. Konu BiH nouas
BUOYXyBaTH, A 3HOBY 3pobuna Ton xe pocnig
— BiH 0Qpa3sy BiOCMUKHYB HOrYy i 3anuTas onA
4oro A ue po6bni. A poskasana HWOMYy npo
nepwnin gocnif, BiH CMIABCA 3 MOEI BUTIBKM,
ane TyT Xe 3aCyMyBaB: 3HaUMTb CKOPO AOWNOTh
Ha OPOHT.

Ha tpoHTi nosenoca BiWCbKY TO HacTynatw
TO BiACTynaTu NO nNoAC B Bofdi. HaBiTb B3UMKy
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which my husband’s mother planted herself,
when she was a young woman. The fruit from
this orchard was sold in the best shops of Mos-
cow and Kyiv. | had hoped, also, to see the Pol
museum in Katerynoslav, but it was closed for
the summer.

A week after our return to Moscow, Russia
was at war with Germany! This happened so
suddenly, only 10 months after he was dis-
charged from the army and only six months
after our wedding!

To somewhere, place beyond horizon,

went cannons on complaining roads.

And, in return, trains brought the soldiers, —
no legs, no arms, full of despair.

Their yellow, pain-distorted faces

were covered with blood and tears.

(V. Sosiura, Vol. 1, p. 434)

My husband was drafted again. He was shipped
to Polotsk, where he was promoted to ensign
and attached to the Siberian Rifle Regiment. In
this regiment were many Ukrainians from the
“Green Wedge” (a predominantly Ukrainian
region of Siberia). One of these was his orderly,
Levko. They were not in the front line, but well
within the range of German cannons. Soon an
explosion buried several soldiers and Mykhailiv
was knocked out by the concussion.

Shell-shocked, Mykhailiv lost movement in his
right leg, and had severe head pains. From the
field hospital he was transferred to Moscow, the
only place where hospital room was available.
Actually, he was allowed to stay at home and
report to hospital for periodic check-ups. As
instructed by hospital personnel, | gave him
piping-hot foot-baths and applied ointments and
compresses. | could not comprehend how his
foot could stand such hot water. Was he pre-
tending to feel no pain? | ran an experiment:
while watching his face, | stuck a needle into his
big toe. He did not even blink, but continued
conversation with my mother. Some time later |
repeated my experiment; this time he pulied his
leg away and asked me what was the big idea? |
explained. He laughed, but quickly turned
serious: the leg was back to normal; this meant
that he would be sent to the front again.

The front was in a swampy area and soldiers
fought waist-deep in water or mud. Their clothes



AWNY QoLWi, i WUHeNA, MOKpa HacKpi3b, 3amep-
3ana Ak cToBn, i ii Tpeba 6yno namatn, Wo6
cicTu. BincbKoBe HauanbCTBO, Oi3HABWUCH, WO
MuxanniB XyQoOXHWK, gano WoMmy 3aBOaHHA:
Ni3TU Ha BEepX COCHW, OMBUTUCA B nonesun Bi-
HOKIb | 3aManbOBYBaTK NO3ULIi BOopora.

FOxuma CnupnaoHoBuua B NOMKY BCi Nto-
6unu 3a no6py spady, 3a Te, Wo 6yB 3aBxAaM
UynuA 0O YYXOro ropA, PO3BaXkaB KOMWU XTO MaB
Heno6pi BICTi 3 AOMY.

MOpoHTOBE HeperynApHe xapyyBaHHA BMANU-
Hyno He pobpe Ha wnyHok KDxnuma Cnnpupo-
HOBMUA, WO paHiwe 6yB BeretapiAHuem. Bin 3a-
XBOPIB i 3HOBY MOro B3AnM Q0 NMOMbOBOroO LWMNK-
Tank, a 38iaTi 0o Mocksu. BilcbkoBa KOMicCiA
fnpusHauMna wnyHkoBy onepaduito. Lle 6y no-
yaToK ciyHA 1916 poky. B uen uac A uekana
HapOOXXeHHA AWTUHKM, ane 6GyBana y HbLOrO
wionHA. HapelwTi onepaduia, Temnepartypa, man-
YeHHA, a Todi MOMy nokpawano i niwno Ha
OLYXaHHA.

A 26 ciuHAa Hapopgueca KOpacuk! Moa mama
noixana OO MOro 4onosika, a BiH 3pa3y nuTae:
"A wo ManAa pobuTb, uoro He Npuixana?” "CuHa
To6i Hapoguna!” — 6yna mamuHa BignoBigb.
Mama nepenakanaca, 60 8iH Bxe x0Tis 6irTn oo
MeHe. Konun A BXe npuixana gonomy, wacnm-
BOMy 6aTbkKOBi 6yno no3soneHe nobaueHHA, ane
nuwe Ha ABi FOANHWN.

Hesabapom KOxuma CnupupaoHoBuua signyc-
TMNKM noaomy, 60 wnuTanbHi Nnpouenypu 6ynu
BXe 3aKiHueHi. Tpeba 6yno Tinbkwn nigxapuy-
BATUCA | OKPINHYTU. KONKW BXE MIr BUXOOWUTH,
MM 3HOBY XOOWNKU B TeaTpu i npuimanu y cebe
apysie. [onoBHOtO po3earow 6ynu "TlicHi 3
YkpaiHu” — nnaTiBKK Y BUKOHAHHI BiAOMUX one-
poBWX cnisakis i opamaTnuHmx aptuctie. Oco6-
nueo 3BOpywysBanu xop Kowwua i aeknamauia
Caposcbkoro. Cnyxarouu Ui NnaTiBKW, €C-OeKH,
ec-epy, NopaxeHui — BCi BiApasy NPUNUHANMK
CBOi Cynepeuku i cTaBanu TinbkW yKpaiHUAMM.
Cam KOxum CnupupoHosuu 6y 6e3napTifHUM
MMUCTUEeM, WO "noknae 6W gywy i TiNo” 3a BCix
uMx naprivuie. Hactumu roctamn 6ynn: Mu-
xanno Monos, K. OcbMmak, TutapeHko, bixxeHeub
3 Mannuunnuun O. Mawyk i nonkoeuM nikap Akis
Kapabai, nyxe 6nmn3bkuid npuATenb, a NOTIM i
xpeweHuit 6aTtbko KOpacuka.

were soaking wet and froze solid in winter; they
had to be “broken”, before one could sit down.

As an artist, Mykhailiv was ordered to climb
tall trees and observe enemy from there, making
sketches of their positions.

Mykhailiv was well liked in the regiment, be-
cause of his friendly disposition and his ability
to console those who received sad news from
home.

Sketchy front-line fare played havoc with My-
khailiv's vegetarian stomach. Soon he was taken
ill and landed in a field hospital, and then sent
back to Moscow for treatment. Here, he was
examined by the military medical commission,
and was scheduled for stomach surgery. This
was in January 1916. | was expecting, pregnant
with our first child, but visited him every day. He
went through an operation, then slowly reco-
vered and got well again.

On Jan. 26, 1916, our son Yurasik was born.
As my mother went to see my husband, his first
question was: “How come Halya (Anna) is not
here?” “She is busy with your son!” was her
reply. The effect of these simple words was
spectacular: he tried to run to see our baby.
When | was sent home with the baby, the happy
father was allowed short visits of one or two
hours.

Pretty soon my husband was well enough to
leave the hospital. All he needed now was good
nourishment to rebuild his strength. In a short
while we could again go to the theater, as well
as visit and entertain our friends. Our main
entertainment at home was “The Songs of
Ukraine” — phonograph recordings of favorite
songs and poems, performed by prominent
artists, such as Sadovskyi, and the Koshyts
Choir. Listening to these records our friends of
different political persuasions would stop bick-
ering and became plain Ukrainians again. Myk-
hailiv was apolitical, but would give his life and
soul for his politically-active friends. Among our
frequent visitors were Mykhailo Poloz, K. Osj-
mak, Tytarenko, a West-Ukrainian refugee Onu-
frii Paschuk, and Jakiv Karabay, the regimental
doctor, who was a close friend and later became
godfather of our son.
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Ha nouatky BecHu 1916 poky KOxum Crmnpu-
OOHOBMY 3HOBY NOiIXaB Ha OPOHT.

1917 pik! PeBontouin! Xaoc!

Muxainis 6yB neneroBaHMi BOCEHU HA BiCH-
KoBMM 330 0o Kuesa. BiH 6yB TaM npuaHaueHuin
KBApTUPMaNCTPOM, BXe Bifl yKpaiHCLKOI BNaau.
MWwe MeHi, WO Npuwwne No MeHe cBOro OXypy
Teska. Opacukosi Toai Bxe DOX0OQWUB 2-uit pik.

| oCb B KiHUi rpyaHA 1917 poky npwixanu no
Hac nBa flesku: ognH axypa KOxuma Cnupupno-
HOBWuYA, a apyrun ""sictosui”. Kynunu awuku 3
nif Aeub, NOPO6GUNKM ABI CKPUHI ANA KapTHH,
3anakyBsanu, nepeknaswu ix cTpyxkamu. A
cknana BCi peuyi B uemMopaH, monpowanacs 3
poOMHOIO i noixana nig No6poro ONIKOK OBOX
lNeskiB..

Kynunu kBuTkn ppyroi knAcu, ane nease
3HaWWnNuM Micue anAa Mexe i KOpacuka B TpeTii.
KOpacuky, nicna koM@ opTy BOOMA, BaXKO 6yno
B 3MMOBOMY NanbTi i BanAHkax. Mouae nnakaTw.
Cyciau NnpurwnNKu meHi Ha [ONOMOry — no uepsi
6panu Moro i posBaxanu roouMHHUKaMM, Onis-
uAamMu, wankamu. Moi JleBkW 3anuwumnunca B
KOpMOOPi. ¥ KOXHOro 3 Hac B KUWeEHAX 6ynu
NNOCKi NNAWEYKN 3 MONOKOM i Cyxapuku ana
tOpacuka. Tak mu ixanu 0o Kuesa yoTupu OHi.
Haworo 3anacy xapuis HaMm BUCTAuuno Nuwe Ha
nBa OHi, 6ynu ronodHi, AK BOBKMU. |HkonNu fMe.-
KaMm ynaeanocCA KynMUTH WOCkL y CENAHOK, KOTpi
BUXOOMNKM 00 NOTATY NPONABATH Xapui.

Ta ue we He 6ima. A ocb MW Ai3HanucA, wWo
WwnAx Ha KopaoHi Pocil i YkpaiHu, Mix 3epHoBuM
i XyTOpoM MuxanniBCcbkuM posibpaHuit, i gani
Haw noTar He Moxe MTW. He nomoxe, HaBiTb,
"KpyTn "'aBprno”, AK Toai Ha 3ynMHKax Kpuuanu
MalWMWHICTOBI HeTepnnAui nacaxupu. [AObKK 3
CYyCi@iHiX Cin, 3auyBLUM NOXMUBY, BUIXanu BO3amu
Ha Niapo6iTkn. Mu Tex Haimaemo nigsony 3a
40 xapboBaHuiB ("kepeHKy”) i inemo.

A Gepy HOpacuka B mMaHTO, rpito Moro ceoim
Tennom, Ta we nosany JleBko, po3cCTiGHyBWM
LUIKMHeNt0, YKpMUB Hac Hero. HazycTpiu igyTs i ToyTh
3 xyTopa Muxa#niscekoro nemo6inizosaHi con-
nartun. FonoaHi, xonoaHi, 03nobneni, — 3 6araToi
YkpaihM po ronogHoi Pocil. OguH 3i 3nicTio
WTOBXHYB JleBka, KpukHyBwwu: Y-y Tu, [let-
ntopa!” JleBko ynaB HaB3HaK 3 BO3a, a 33 HUM i A
3 HOpacukom. KoHi, Wwo ixanu 3a Hamu, Harno
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In Spring of 1916, Mykhailiv was sent to the
front again.

19171 The Revolution! The Chaos!

Mykhailiv was sent to the Military Congress in
Kyiv, and then was appointed quartermaster by
the new Ukrainian government. He wrote that
his orderly Levko would soon be sent to get me.
Our son was almost two years old.

In December 1917 not one, but two Levkos
arrived: my husband’s orderly and another sol-
dier with the same first name. Before | knew it,
the two carefully packed all Mykhailiv's paint-
ings into a homemade crate, and helped me
with my other belongings. After saying good-by
to my family and friends, we started on our
voyage south.

We had railway tickets for second-class, but
the train was full, and the two Levkos barely
managed to stuff me and my son into a third-
class compartment. Yurasik, upset by his first-
time travel in winter clothes and boots, started
to cry. Our fellow-passengers did their best to
distract him with shiny watches, pencils, and
furry hats. The two Levkos were nearby. All of
us had pocket flasks with milk and “sukhari”
(zwieback) for the baby. The ride to Kyiv took
four days and we were out of these supplies in
two. The pair of Levkos occasionally managed
to buy some food from farmers as our train
stopped, but the rest of the way we went hungry.

But the worst was yet to come. On the border
between Russia and Ukraine, between the town
of Zernove and the Mychailivskyi settlement,
the rails were destroyed. We had either to walk
to the next station or to try our luck with local
villagers, who came out with horse-drawn wag-
ons to make some extra money on this occa-
sion. We made a deal for 40 “karbovantsi” in
Kerenski's money and were soon on our way.

We met long lines of demobilized soldiers
gloomily walking from the rich Ukraine back
into hungry Russia. Tempers were short. One
soldier suddenly yelled “You no-good Petliura!”
and, without provocation, pushed Levko. He fell
out of the wagon, dragging down me and my
son. It was pure luck that the horses of the next
wagon stopped in time, otherwise all three of us
would have been run over. Shaken but unhurt,



ctanu, a 1o posuasunu 6 Hac. Cinu 3HOBY i
ckopo 6ynu B xyTopi MuxamniscbKim.

B xyTopi Ha 3ani3HnuHiA cTaHuii crna-curieHHa
niogen. B ycix 3anAax nexaTtb Ha nignosi. Pantom
npubir NleBko, xanae KOpacuka i KpUUMTb MEHi:
"WenAawe, nawi, 60 3apas BigxoQWTb HaW NOTAr
Ha Kuis!” Bixy 3a HMM Kpi3b HATOBN, i ONUHAE-
MOCHA nepen ToOBapHMM BaroHoM. Pedi i kKapTUHH
BXe B BaroHi 3 gpyrum Jleskom. Llen kupae
nomy lOpacuka, xanae meHe, nigcapXye, i A
ONUHAKOCA B "TENATHUKY” cepepn pi3HOpiaHOro
noay. "J1eBko, Ta X y Hac KBUTKWU OPYroi KNACH,
a ue TOBapoBWK?” "LluTbTe, NaHi, Ta OAKynTe
Borosi i 3a ue. ¥ KueBi Haw naH npurotyeas
Bam Bxe nepwoi KNACKU XHUTTa”.

Ue v He pywunnu, a Bxe nocepen BaroHy
3mancTpysanm 6araTtTta, wob rpituca. HOpacuk
BXX€ 3BMK QO HOBOrO AOBKINMA i He BepenyBas.
Ha teputopii Ykpainn Bxe nerwe 6yno KynuTtu
xni6a i MONoKa, i MU TPOXM NiQXXUBUNKCA.

HapewTi M1 y Kunesi. JleBko-gxxypa 3anmwmsecna
y Hac, 6yB nob6poto "HAHeK” KOpacesi, KonK Mu
BUXOOWNK 3 OOMYy, i B3arani oxoue BUKOHYBaB
BCi OOPYUEHHA.

KimrHata KOxuma CnupupoHoBuua 6yna ma-
neHoka. BiH B3AB 11 "no opAaepy” B NONbCbKIN
poauHi Ha NiMHa3uuHIA Bynuui. Mo soay JlesBkosi
[o0BOOMNOCA XOOWUTK 3 BigpaMK Ha XpelaTuk,
60 Ha BEpXHIO YaCTUHY MiCTa BOoAa He poxoauna.
Hezabapom J1leBkO BUiXaB 4OAOMY Ha "3eneHun
Knun”, B Cubip.

3 Meuepcbka cTpinAnu 3 rapmaT Ha LleH-
TpanebHy Pagy. A MM Xunun yepes kBapTan gani
Big Hei. Ha BynuuAx po3ctpinioBanu odiuepis.
FOxvm CnnpnaoHoBUY 3pi3aB CBOI naroHu. BiH
Ha BynuUi 3'ABNABCA TiNbkK 3 KOpacHKoM, Takux
He uinanu.

B ToM 6ypxnuBMin 4ac y Hboro He 6yno 3euvuam-
HOTO NawnopTa, AKKWKU 3anmwuecA B Mocksi. BiH
KyrnuB uuBinbHe BOpaHHA, i noixaB no MockBK
Mo NawnopT, 3i CBOIM MPUATENEM, XyLOOXHUKOM
Cepepnoro. NaH Cepena 3anponoHyBaB MeHi Ha
ue vac nepeixatv g0 WOTr0 NPUMILLEHHA Ha
Nyk’aniBui, Tam 6yno cnokinKniwe. A i KOpacuk
XWnu Tam 3 noro cectpamu. Npowi, wWo KOxXUm
CnupnOoHOBUY 3anWWKMB MEHi, Npu BCiKA MOIH

we climbed back on and soor were in Ukraine,
at the railroad station in Mykhailivskyi settle-
ment.

The station was packed full, people milling
about or sleeping on the floor. Suddenly Levko,
the orderly, grabbed my son and yelled: “Let’s
go, the train to Kyiv will leave any minute!” We
rushed through the crowd to a freight car, where
the 'second Levko had already found a place
and was guarding our luggage. | passed Yurasik
to him, then managed to climb in myself. “But
we have second-class tickets! We should not be
in this freight car!” “Easy, pani (lady)”, said
Levko. “Thank God we could get room in this
car. Bear it and wait. Maybe my master will have
a first-class life ready for you in Kyiv.” Before
we knew it, somebody started an open fire in
the middle of the car, to ward off the bitter cold.
Yurasik got used to the travel and kept quiet.
This was the Ukrainian countryside, it was eas-
ier to buy food from villagers, and we were not

‘hungry anymore,

Finally, we reached Kyiv. Levko the orderly
decided to stay with us. He was a good nanny
for Yurasik and helped out with household
chores.

Our first quarters in Kyiv were one small room,
in a house owned by a Polish family, on Gimna-
zichna street. Levko carried water in pails from
downtown Khreshchatyk, since water pressure
was not high enough to supply our street on the
hill. Soon Levko left us; he went back to his
native “Green Wedge” in Siberia.

From Pechersk, cannons were shelling Cen-
tral Rada, located but a few city blocks from us.
Military officers were shot on sight in the street.
Mykhailiv cut off his epaulettes and dared to
walk the street only when carrying our son;
people with children were usually left alone.

All this time, my husband was without the
passport, which he left in Moscow. He purchased
civilian clothes and, with his painter-friend Se-
reda, went to Moscow to get a passport. Mr.
Sereda suggested that while the two of them
were away, we should stay at his apartment at
Lukianivka, where it was safer. So Yurasik and |
moved in with Sereda’s sisters. Mykhailiv stayed
in Moscow longer than he expected and soon
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owagHocTi, npocTto TaHynu. OgHoro pasy n
3ycTpina oAHy 3HaWoMy Ha 6asapi, i BOHa,
Ri3HABWHCbL 3 PO3MOBM NPO MOE CTAaHOBMLUE,
cama CHNoMiLib BCyHyrna MeHi rpoLui.

Hepe3 ABa TWxHi noBepHyBcA KOxum Cnunpu-
AoHoBwuy 3 Mocksw. MNoTpoxy Habpas cun i nouas
BNalLTOBYBATUCHL: 3HANIWIOB y 3eMNAKiB 3 MOCKBHM
iHWY KiMHaTy i MU nepeixanu. Onepxas nocapy
B Mucteubkomy Bipaini MinicTepcrsa.

Mouanuca 3mivn enagun. 1918 poxy ix 6yno:
6inbWwoBKKYK, yKpaiHui, HiMui, ykpaiHUi-reTe-
MaHui, ykpaiHui-neTniopisui, 3arposa 6inoreap-
ainuis, 1920 poky NONAKM i, HapeLwTi, COBETH.

Yepes neAkui uac sanpocunu KOxuma Cnupwu-
AoHoBWua Ao Mupropoacbkoro TexHikyMy Ha
nocany neparora; BiH BWMKNapas KPeCneHHSA.
Byna npuemua komnania: B.I'. KpuueBcbKkui
(AMpeKkTop), XyDoXHMK CnacTbOH Ta iHwWi. Ane
Tam My nuwe 6ynu po Pisgea. CaHkamu goixanu
oo PomapaHa, a Togi notarom oo Kuesa.

OfHi 3HaWOMi NPUIHANKM HAc Ha 4ac, NOKM
3Hahpemo npuMmiweHHa. | panTtom 3axsopis
HOxum CnMpuooHOBMY; OIArHO3: NAAMUCTMI TUD.
BuGip: abo B "OnekcaHgpiscbky” nikapHio, Wo
Kopuctanaca Heno6poto penyTauielo, 60 pigko
XTO BMXOAMB 3 Hei XuBMM, abo Hawi Oo6pi
rocnoaapi MycATb BUGpaTUCb 3i CBOro NpuMi-
weHHA. Hobpi nogn BUBMpaOTLCA OO0 iHWMX
Ao6pux nogen. A 3anMILaOCA 3 XBOPUM cama,
Ta we obepirao Bio Heoro KOpacwuka. Jlikap
HaKasye MeHi TpumaTH Bce B igeanbHii YUCTOTI.
Nikap NpuxoAMB WOLQHA i, HApewWTi, kaxe B3ATH
"6paTa munocepnia”, 60 KOxum CnMpuOooHOBHY
nounHae maAunTU. A xosaro KOpacuka sig HbOrO,
a BiH Bepeqye i BUMarae aartu oro omy. "Bpar”
6yB Oyxe nob6pui, po6us BCe OyXe COBICHO,
WO HakasyBas nikap. Ane M1 He cnanu, 60 KDxum
CnvpupoHoBUY BBECb Yac MOPWBAaBCA GirTh 3
AOMY, @ KON MKW 3aMKHYNK Ha 3aMOK KiMHaTy,
p036UB BIKHO | XOTiB BUCKOUUTH.

Dosenoca 3atynutu BikHO Noaywkor. Mu 3
"6paTom” Big yTOMU Nnease pyxanuca. |, HapewTi,
HacTtynae kpu3sa: a6o-a6o. FOxum CnnpuooHoemy
3acHyB. Le 6yB kiHeub Hawoil myku. Konu nicna
A0Broro CHy NpokuHyBcA, 6yB 3oMBOBaHUI BiO-
CYTHICTIO Hawwux pob6pux rocnopapis i npu-
CyTHicTIO "6paTa”.
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my money ran out. | was too bashful to borrow
from friends, but one good soul practically
forced some money on me and that was a great
help.

Two weeks later my husband returned, and
we started to settle down. Through Ukrainian
friends from Moscow, we found a larger room
and moved in. Mykhailiv found a job at the Min-
istry of Arts, so we did not starve.

Our country continued in upheaval. During
1918, we had Bolsheviks, Ukrainian government,
the Germans, the Hetman, and Petliura. Finally,
the Soviets took over.

Mykhailiv was offered a position at the Myr-
horod Technical School, to teach drafting. He
worked with friendly, interesting people: V. G.
Krychevskyi, painter Slastion, and others. In
Myrhorod we stayed only till Christmas. Then,
by one-horse sleigh, we went to Romadan, and
from there, by train, to Kyiv.

Our room had been taken, so we stayed tem-
porarily with some friends, looking for a place
to settle. Suddenly, Mykhailiv got sick. The
sickness was diagnosed as typhoid and we were
faced with two options: either take him to a
hospital or ask our hosts to move out from their
apartment. Knowing that very few people sur-
vived in the Olexandrivska hospital, our friends
moved out. | took care of the patient as well as |
could, keeping the house absolutely clean and
antiseptic, worrying about Yurasik catching the
infection. The doctor visited Mykhailiv daily,
checking up on the patient and on my disinfect-
ing methods. Evenutally, we had to get a male
nurse, for I could not handle my delirious hus-
band, who was running a high fever. The nurse
was very good, but neither of us slept much dur-
ing these days, watching over the ill Mykhailiv.
We had to lock the patient up, but on one occa-
sion he broke the window and tried to jump out.
We “fixed” the window with a large pillow and
by then both the male nurse and | were com-
pletely worn out. Finally, the breaking point
came; Mykhailiv would either get well or... His
fever broke in his sleep. When he woke up,
Mykhailiv was feeling much better and was very
surprised to see the male nurse. He also could
not understand what happened to our hosts.



Hawi ppys3i, wo BIiACTYNWAKW HaMm CBOE nNO-
MelluKaHHA, B'IXanu po HbOro nicnAa Toro, AK A
Moro npoouMseHdekUitoBana cipkoto.

Konu KOxum CnnpraooHOBKUY "cTaB Ha HOrM”,
BiH nouas 3HOBY MpautoBatM B MiHicTepcTsi. B
uel yac Haixano ayxe 6araTto 3 ronopHoi Pocii
KyNbTYpHUX NtoOew, B MiHiCTepCcTBax 3'ABUNINCA
ocBiueHi pobiTHUKY, i BCiM Byna pobora.

Ane 3 npuxonom 6inorsapainuis tOxum Cnu-
pUOOHOBMY MOKMHYB MiHicTepcTBO, He 6axaroun
3 HUMU NpauroBaTH.

OpnHoro pasy 3anpocuB Hac, i we aekoro, M.
Bownuyk no cebe Ha Nyk’aHiBKYy. lOxum Cnupu-
0oHoBuy | B. MogsaneBCbkui BUNWNK TaM BOOMU
i... o6MOBa OMUHUIANCA B TiM caMiA niKapHi, 3
yepeBHUM Tudoom! Tow xe nikap, B. Budorpanis,
wo nikyeas Mmnxannosa nepepn TUM, OFMAHYBLIX
Moro ckasas: "Hy M wacTute xe Bam 3 Tuchamn!”

HapewTi Buayxas 6e3 ycknagHeHb. Mouas
npauroBaTm, ane OOBro arafysas AK MaAunB, WO
Moro kapTuHu 6ynu Bumasadi megom. Lle 6yno
Bocenu 1919 poky.

3uma npoMwna HenoraHo, ane B NHOTOMY
3axBopina i A Ha 3ananeHHA ouyepeBuHHW. Jlikap
ckaszae HOxumoBi CnMpMOOHOBUUY, WO He Ha-
pieTbcA Ha NO6pUH KiHeub. BigHOMY YOMOBIKOBI
posenocA nicnA po6oTu gornAgaTm mexe i KOpa-
CHKa, Ta We OBidvi Ha OeHb XOOMTH Mo NboAd AnA
MeHe, 60 MeHi 6yB MOTPIGHKUIA XONOOHUNA KOM-
npec. Ha wacra, Bce ue 3akiHuMnocAa Wacnveo.

LLle 1917 poky, npuixaBwwu 0o Knesa 3 ppoHTY
Ha yKpaiHCbKUi BiCcbkoBWY 3’30, KOxum Cnvpu-
OOHOBWY 3ycTpiBcA 3i 3HanoMmmmn 3 Mockos-
CbKOro YkpaiHcbkoro 3emnaursa: M. Flono3om,
A. MpuxoaobkoM, K. OcbMakoM i iHWKMKW Opy-
3amu. Tenep BOHM cTanu “BopoTtbbicTamu”.
tOxum CnupnooHoBuu 6ys 6e3napTinHWK, Ta M
TOBapHWi He XOTiINKW 3aMillyBaTM HOro B noni-
TMKy. MoBnAB, MUCTUIB Takux mano, i ix He
MOXHA BECTU HA PU3HUK XUTTA. Ane BCe X Taku
6yna y Hac niguac Ginorsapainuis “"ABka” man-
6yTHiIX 60poTbbiCTiB. A TUM YacoM MO xartax
Huwnopunu 6inoresapainui i BUNOBNIOBANKW CBOIX
Boporie. A Qye rocTpo nepexusana, yaBnaruu
Hacnigku Tpycy. Konwn nepeixans mun Ha HOoBe
NPMMILLEHHA 3 TpbOMa BWMXOAAaMW, MNOYaNUCcA
notamHi cxoauHu yepes yci nBepi. Lle npumi-

| got busy, washing and cleaning, burning
sulphur as the final disinfectant. Finally, we
returned the apartment to its owners.

Back on his feet, Mykhailiv returned to his job
at the Ministry of Art. At that time, people were
coming from the hungry Russia, the Ministry
was full of educated people, and there were
jobs for everyone.

When Kyiv was taken by the Whites, Mykhailiv
left the Ministry, refusing to work for these Rus-
sian invaders.

Some time after that, we and some other
friends went to visit M. Boychuk at Lukianivka.
Mykhailiv and his friend Modzalevskyi had a
drink of water; both landed in the hospital with
typhoid. The same doctor, V. Vynohradiv, who
treated him before, diagnosed the illness and
shook his head. “What is the matter with you?
Can't you stay out of trouble?” Eventually my
husband recovered without feared complications.
He went back to work; but he long remembered
his delirium dreams — his paintings, smeared
all over with honey! This was in the Fall of 1919.

The winter passed by uneventfully, except
that in February it was my turn to get sick; |
came down with peritonitis. The doctor’s prog-
nosis was rather pessimistic. Mykhailiv had to
go to work and take care of both the baby and
me, as well as run around trying to get ice for
my compresses. Our luck held and | recovered,
despite our doctor’s dire predictions.

Back in 1917, while participating in a military
congress, Mykhailiv ran into many of his friends
from the Ukrainian Fraternal Organization of
Moscow: M. Poloz, A. Prikhodko, K. Osmak, and
others. Now they were all members of the Bo-
rotbist Party. My husband remained apolitical
and friends did not try to recruit him. Party
membership in Borotbist was a risky business;
so they seem to have decided that artists of my
husband’s caliber were rare and should not be
exposed to danger. Still, they did not mind using
our home as a safe-house. The Whites were all
over, hunting down their enemies, and | was
always on pins and needles, imagining what
would happen to me and my family if our friends
were caught in our home. Nevertheless, when
we moved to another apartment (with three
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WEeHHA, BNacHe xaTy, M1 NOTIM KynWnu y eBnac-
HWKiB, KOTpi Tikanu Ha 3axig. 3annaTunu rpo-
Wwuma, Wo Bxe He Bynu nincHi B Kuesi, ane we
manu Bary Ha 3axopi. Ane B 1920 poui Hawy
XaTy HauioHanizysanu i NUWWNWM HaM YOTWPH
KiMHaTtu, a 3 1934 poky nuwe ogHy. Llen 6y-
AnHok 6yB Ha CTpiTeHbCLKiW Bynuui 4. 10 B
KOTPOMY MW Xunu 0o 1943 poky.

KOxum CnupupoHOBMY He npaurosas 3 6ino-
reapoinuAMu, i MM Xxunu 3 obmiHy opAary Ha
npoaykTtu. [lo6pe, uo y MeHe we 6ynu 30n0Ti
peui 3 Mocksu.

B ue# ”BinbHMI” yac 1919 poky HOxum Cnu-
pnaoHosuy Hamantosas "Mys3uky 3ip”, "MopTpeT
Ckosopoau”, "Kam’ani Ba6u” i "HaTiopmopTt”.
Konu npunwos xynoxHuk M. Ko3uk, BiH 3ou-
ByBaBCA, WO MnxanniB MOXe ManioBartH, Ta wWo
Yy HbOro 3’ABNAKOTLCA TaKi NMOETHUHi Temu, B

TaKUM XaxNMBUKA 4ac.

A HOxum CnupupoHosuu signosis: "AxkbK He
MUCTeUTBO — A 6 3aruHyB!” "A Temu. Mam’'aTaecte
O. Oneca?: 'O, cnoBo pigHe, tym Oepes, My3uka
3ip 6nakuTHOOKMx!” A BWNMBaKO CBIM cym 3a
CnoBOM pidHUM, WO 3apa3 3akyTe 6inorsap-
gifnuAamun. A Ckosopopma — ue Haw Qinocod,
BiH NMEpeHOCUTb MeHe B [OaBHi, CrnaBHi 4yacu
Hawoi icTopii, i A 3abysato cyyacHe. MucteuTso
— Min 3axmcT.”

3akiHuMnocA naHysaHHA 6inmx. Mpuiwnn Ha-
wi. Y Hac 36Mpannca BepllKK HaWol MUCTEUbKOI
iHTenirenuii: . Hap6yTt, M. Tuuuna, M. Ko-
3nubkui, M. Bepukiscbkuin, M. Boporui, Bepxo-
BWHeUb. Tounnaca po3mMoBa NpPoO MUCTELTBO, TYT
we o6rosoprosanv HOBi TBOPH, BipLi, KAPTHUHM,
a KOMMNO3WTOPHW rpanu Ha poAni CBOI HOBI peui.
Miuka — "6ypxKyrKa”, WIKNAHKA XONyaesoi kKasu
3 caxapuvHOM, i lWMaToK YopHoro xniba, ue ece
Lo 0XMBAANO Ui HeodiuinHi 360pw.

1921 pik. MNpuAwna cymHa yytka — BO6MTO
komnosuTopa M. fleoHTOBKHUA, Haly 3ipKy, HaWY
Kpacy, Hawy roppaicTb. Monpuxoounu cymHi
MMCTUI, NOCTaHOBUNK 3aknacTh "My3suuHe Toea-
pucTeo iM. lNeoHToBnua”. | xou 6ynu NPUCYTHI
KOMNO3WUTOPU, AKUM BU Hanexano ctaTv Ha Yoni
ubOro TOBapMCTBa, OQHOIONOCHO BUGpanu rono-
8o HOxuma CnupupooHoBuua Muxannosa. Le
6yno Benuke rpoMancbke HaBaHTaXeHHA, 60
KpiMm po6oTH-nocagm, BiH we 6ys uneHom Tosa-
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separate exits, — ideal for clandestine meet-
ings) | did not object to our nightly visitors mov-
ing with us as well. This apartment — actually a
house — we purchased with money no longer
valid in Kyiv, but still good in the west. In 1920,
it was nationalized; we were allowed to keep
four rooms. In 1934, three more rooms were
taken away.

Mykhailiv was out of work during these times,
since he refused to collaborate with the Whites.
To survive, we had to sell our extra clothing and
my gold jewelry, brought from Moscow.

Having time on his hands due to the above
circumstances, Mykhailiv was able to do more
painting in 1919. He created the “Music of Stars”,
“Skovoroda’s Portrait”, “The Stone Babas”, and
‘Still-life”. A friend-painter M. Kozyk was amazed
that Mykhailiv could create such paintings dur-
ing the current terrible times. “I could not sur-
vive”, said my husband, “without my art” and
quoted from O. Olesj: “Oh my native tongue!
The whisper of trees, the music of blue-eyed
stars...” He continued: “Here, | pour my sorrow
into these pictures, | weep over our language,
chained by the Whites. And how could | not
paint Skovoroda, our national philosopher! With
him, i travel back in time, to the old, old times of
Ukrainian glory, where | can forget the terrible
present. My art is my defense!”

Finally, the Whites left for good. Our own
government came back! Our house became the
meeting place of the creme-de-la-creme of Ukra-
inian personalities: G. Narbut, P. Tychyna, P.
Kozytskyi, M. Verykivskyi, M. Voronyi, Verkho-
vynets. New poetry was read by authors, new
music played. Our small pot-beilied stove was
always hot, boiling water for acorn coffee, to be
taken with saccharine and a piece of fragrant
rye bread, to sustain lively conversation.

1921. Bad news — composer M. Leontovych
is dead, asassinated. Our pride, our talented
star is no longer with us! It was a sad gathering
that decided to form the Leontovych Musical
Society, to honor our famous composer. For the
first president of this Society they elected not
one of several composers present, but my own
husband! This was a great honor. But this added
more work for Mykhailiv, who, in addition to his
regular job, was an active participant in many



NMPE3UOIA MY3UYHOIO TOBAPUCTBA im.
NEOHTOBKHYA, BACHOBAHOIO 1922 poky.
(PoTo 1923 poky.)

KOxum CnupugoHoBuy Muxannis 6yB OoHUM 3 3a-
CHOBHMKIB TOBapucTBa i 6yB MOro ronoBoO Neplui
TPWU POKM.

CtoAaTb, 3niBa Hanpaso: Bacunb BepxoBuHeub,
Munun Ko3uubkui, JNeBko Pesyubkui, Mukona
piHueHko, Onekcanap YankisCbkui, Muxainno
Fanpan, Muxamnno Bepukiscbkuit, KocTb JleBULbKUA.

CupAaTs, 3niBa Hanpaeo: AMuTpo Pesyubkuin, Mu-
kona Pap3sieBcbkui, KOxum Muxannis, KnumeHTt
KBiTka, Mukona KauepoBCbKuH.

puctea [iauiB YkpaiHcbkoro Mucteursa, Muc-
Teubko-MNMpomucrniosoro Bigpiny Kowmicap’aty,
BceykpaiHcbkoro KomiteTy OxopoHu lNMam’AaTok
MwucTteutBa Ta CTapoBUHW.

MouanacAa po6oTa 3 NMpoxaHHA Mpo 3aTBep-
oxXeHHA ToBapuCTBa, | KNOMNOTIB NPO OAepPXXaHHA
“opaepa” Ha npuMileHHA. | ocb BecHoro 1922
POKYy panu Jo3Bin i NpUMIlLleHHA odepXanu Ha
MigBanbHin Bynuui uucno 15, ge konuck xue M.
NuceHko. MoTiMm noyanacAa opradHisauinHa po-
60Ta: 3acigaHHA, KOHLUepPTH, 3a0X04YyBaHHA Cni-

THE GOVERNING BODY OF THE LEONTOVYCH
MUSICAL SOCIETY.
(Est. 1922; Nov. 1923 photograph.)

Yukhym Mykhailiv was one of the Society’s
founders and was its president for the first three
years of its existence.

Standing, left-to-right: Vasyl Verkhovynets, Pylyp
Kozytskyi, Levko Revutskyi, Mykola Hrinchenko,
Olexandr Chapkivskyi, Mykhailo Hayday,
Mykhailo Verykivskyi, Kost Levytskyi.

Sitting, left-to-right: Dmytro Revutskyi, Mykola Ra-
dzievskyi, Yukhym Mykhailiv, Klyment Kvitka,
Mykola Kacherovskyi.

organizations: the Society of the Workers of
Ukrainian Art, the Ministry of Arts and Crafts,
the All-Ukrainian Committee for Preservation of
Historical and Art Artifacts, etc.

The new Leontovych Society had to be for-
malized, by-laws had to be written and permits
for suitable quarters obtained. The latter task
was perhaps the hardest, but evenutally in spring
of 1922 the Society made its headquarters at 15
Pidvalna St., which in the past has been the
home of composer M. Lysenko. The Leontovych
Society’s activities included formal meetings,
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KUIBCbKA InIA ACOLIALIT XYAOXHKWKIB
YEPBOHOI YKPAIHM (AXYY).

FO. Muxawnis (CcTOiTb, TpeTiK cnpaBa) 6yB rornoBoko
Ginii BiA 3acHyBaHHA i, NpMHaWMHi, oo 1929-ro
poky. (OaHni 3a cTateto HO. B. M'aguka, HappyKo-

BaHin B XXypHani "Bitun3aHa”, u. 5, 1988.)

BaKiB Ta OpamMaTUYHMUX apTUCTIB i MY3UK 00
yyacTu B KOHUepTax, gonosigAx i T.4.

Tak camo 6yno i 3 "AcouiAuiero XyOoXHUKIB
YepBoHoi Ykpainu” (AXYY) 1923-ro poky. 3HOBY
Ha iHILIATMBHMX 360pax BUCYHYNKW Ha kKaHOuOa-
Typy ronosu KOxuma CnupmugoHoBuua. | xou BiH
npoTecTyBaB i gaBaB [OKa3u CBOro nepeBaH-
TaXeHHA rpoOMagCbKWUMK CripaBamu, BCE X BU-
6panu MOro — ”"XO0u Ha MoyaToK, a TaM XTOCb
iHWWIM 3aMiHMTb Bac”. Ane "nouyatok” 10 6yB, a
KiHUA i He 6yno BugHO. Tpeba 6yno opraHiso-
ByBaTW BUCTABKW KapTWH, KOTpi 6ynun BUCNaHi 3
Kunesa po Xapkoea, Mockeu, Opgecw i Ha [loH6ac.
Cekpetap 6yB Tinbku gna dopmu, a HOxum
Cn1vpuaoHOBUY XOOMB CaM MO BCAKUX yCTaHOBaXx
i nonaropxysas cnpasu AXYY. Hawripwe 6yno
3 "Xopi”, oe ronoBHy ponto rpaB AKMUCL "NapT-
KBUTOK”, AKUW BMMArae TEMW NpPOCNaBneHHA
BOXAOiB Ta pobouux mac. HaTtropmopTtu 6ynu

90

THE KYIV BRANCH OF THE A.Kh.Ch.U.
(Association of Painters of the Red Ukraine)

Yukhym Mykhailiv (standing, third from the right)
was the president from Branch’s beginning and till
(at least) 1929 (date from Yu. Piadyk’s article in
“Vitchyzna”, #5, 1988).

concerts, music and drama recitals, and work-
shops for young composers and artists.

The story of the Leontovych Society repeated
itself, when the Association of Painters of the
Red Ukraine was founded in 1923. Mykhailiv
was elected as the first president; his attempts
to refuse and complaints about lack of time
were to no avail. “Look, all you have to do is to
get things rolling, then somebody else will take
over...” Somehow, this “somebody else” did not
appear, and Mykhailiv spent a lot of time organ-
izing artistic exhibits to be sent from Kyiv to
Kharkiv, Moscow, Odessa, Donbas. There was
an Association secretary, but Mykhailiv took
care of most problems personally. The hardest
part was dealing with Communist party “artis-
tic” judges, who had the last word in selecting
art for these exhibits. These political watchdogs
insisted on paintings depicting communistic



I s .
3abpakoBaHi, nemnsaxi Tex. Awnu TinbkK nop-
TpeTu BOXQOiB, WAaxXxTW, 3aBogu, habpruHi ma-
LWWHM.

B Acouiauii 6ynu ctapi i Monogi XxygoXHUKH,
i KKOxum CNUpMOOHOBKMY NOBIB AINO TakK, WO BCi
OPYXHbO i CaMOBIQOAaHO npaurBanu i rotyea-
NWCA 00 BUCTABOK.

Ua noro rpomagcbka AiANbHICTb 3aAmana
Mane BBECb BiflbHUM uac, i BiH HE MaB MOXIHU-
BOCTM NpauloBaTth 3a axom — TBOPWUTU Kap-
TUHKU. €arHe, wo supyuyano KOxuma Cnupupo-
HOBMUA, Ue BaKaliHWK Jyac. Togi BiH UINKOM
BioaaBaBCA CBOEMY ynioGneHoOMy MUCTELTBY.

Y coBeTie He 6yno nopAnHOi oninHol hapbu.
Bci xynoXHWku myumnuca, 60 wo Hamanioe
CbOFO[MHI, 3aBTpPa, Nig BNIIMBOM XEMiUHOI peakuii,
MiHANO Konip, i Bce Tpeba 6yno nepemanboBy-
BaTW HaHOBO. KpiM TOro 8 KpaMHMUAX He 6yno
BX€e NonoTtHa. ¥ KDxuma CnupugoHoBMua 3anacy
nonotHa i hap6 6yno mano. MNMactens Tex Bxe
KiHuanacAa. Ha wacta, Bunapok supyuus tOxuma
CnupupgoHoBHua. XTOCh NPUHIC KOPOBKY NacTe-
niB B KOMICiMHY KpamMHWuio anAa npopaxy. Mpo
ue 3 KpamHuui cnosictunn noro, i Muxaunis
KYNu1B BENUKY Wyxnagy YyynecHoi hpaHuy3bKOoi
nacrteni, KOTpY BiH NOTiM HasnBae — "Min Po-
Anb”. MicnAa usoro KDxum CnMpuaoHOBKUY NPOCTO
OXWB i CTAB 3aB3ATO TBOPUTH.

Bincbkosa cnyx6a, BifiHa, rpoMaackka poboTa
Ta 6pak apb — BCe uUe 3MEHWMNO KiNbKIiCTb
noro TBOPUOCTU. KOXHUM CnUpMOOHOBUY Ka3as:
"MucTeuTBO peBHMBe. AKLO He BIOQATUCA MOMY
BCELUiNbHO, BOHO i TO6I He OacTbk HanNexXHoro.
Po6oTta, Hanonernusa npakTMKka Oa€ picT MMUC-
Teursy”.

1924 poky nomep Bia "GnvMcKaBUYHOro” oud-
TepUTy Haw €nHWM cuH tOpacuk. Lle y6msuo
BNNKHYNO Ha Hac o6ox. KOxum CnupuaoHoBUY
OOBrMi yac He Mir NiginTy go monb6epTa. Yepes
niBpoKy nouae 3HOBY TBOPUTWU. Moro nepui
kapTuun — "TinboTtuHa”, a Toai "MyTb, €ro xe
He Npenpgewn”, Gynu Oyxe NOXMypi.

B uepsHi 1926 poky y Hac Hapogunaca go-
Heuka TaHAa. Ha uecTtb uiei nopii, Muxamnise
CTBOPMUB [Ba HaATIOPMOPTU: OOQMUH 3 YEPBOHUMMU
TPOAHAAMM Ha TNi piAKICHOT Tapinku 3 6NaKUTHOI
nopuensaHu, a apyrun 3 6inMmK reoszpgukamu Ta

leaders, glorified portraits of workers, peasants,
the Red Army, etc. and would not even look at
something as capitalistic as a still-life.

Association members were of all ages and of
different backgrounds. Yet Mykhailiv could in-
spire them all into friendly, fruitful, artistic
collaboration.

Work with societies took much of my hus-
band’s free time, giving him little opportunity to
pursue his own artistic endeavors. Only during
vacations would he again become a full-time
artist. He would fully immerse himself into his
beloved occupation — creative painting.

Oil paints, available in Soviet art supply stores,
had some strange properties. This made it pretty
hard for painters; oil paintings would often
change colors overnight, due to some chemical
reaction, and had to be re-done. Canvas was
also in short supply. Yukhym Spyrydonovych
was all out of canvas and oil paints, and even
his pastels were almost all used up..Luckily, he
found out that someone was selling a full set of
pastels at the local consignment shop. He went
there immediately and bought these exquisite
French pastels, in a three-tier box. He used to
call them “my grand piano”. Getting these pas-
tels gave him the much-needed boost for his
morale, and he started to paint more energeti-
cally than ever.

Military duty, the war, social activities, lack of
painting materials, — all these factors reduced
his creative output. Yukhym Spyrydonovych was
wont to say: “Art is jealous. If one does not give
himself completely to Art, he has to face the
consequences. Only hard, persistent work can
make artist grow”.

In July 1924, our only son, Yurasyk, died from
diphtheria. This was a hard blow for my hus-
band. For years after Yurasyk’s death, Mykhai-
liv's paintings were full of depression and sad-
ness. But time is a great healer: eventually, my
husband overcame his sorrow and returned to
his usual poetic style.

In June 1926, our daughter Tanya was born.
To commemorate this event, Mykhailiv created
two paintings: a still-life of roses, with a rare
blue porcelain plate for the background, and
another with white carnations and nasturtiums
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KpaconbKaMu Ha Tni CTapOBUHHOT YKPAITHCbKOI
HabinkNn.

o6 3akpinayuntn XyOOXHWKIB, KOMIcapiaT
3aCHyBaB "KOHTpaKTauito”, KpeouTyBHHA XYNO0X-
HWUKiB 3a mainbyTHi TBOpM, i ue 6yna nNpocTo
"naHwmrHa”, 60 XyQOXHUKU MYCiNnM nasaTu Te-
MaTUYHI KapTUHMK, 32 BUMOI OO "BOXAIB".

A xonu BucTaska 6yna Ha [loH6aci, pobiTHUKK
kasanu: "LLlo B Ham nokasyeTe waxrtu, pabprku
Ta Konrocnu? Ham BoHW cuaATL B nedinkax! Bu
0anTe HaMm LWOCb Xxopouwe, Kpacuee, Wo6 nosi-
CHBWK KapTHHY B KN6i, mn 6 Haconomxysa-
nMUCb OMBNAYKUCL ‘Ha Hei! Bcix umx repois i
cTaxaHiBUiB MK y cebe HauMMo WOQHA, a AK 6M
OiBYUMHY Ul MONoOMUUKe Hamanosanu 6, wWo6
ouyewn Bia Heil He BigipsaTu!”

Ane "KOHTpakTauia” NpoaosXyBanaca 3 TOK
X BUMOTOHO.

Y tOxuma CnupupoHoBUua Gynu Toai KapTuHK
nuuwe Ha iCTOPUUHI TEMU, CUMBOIIYHI, Nen3axi i
HaTiopMopTu. Bin paB "3a 3asicoro Xutra”. B
Mocksi 1i po3wndpyBanu Tak: B iCTOTi NOTBOPH,
Lo po3uasntoe 6naropogHoro Mepo, xynoxHuk
XTiB nokasarn PapaHcbKky Bnagy, wo oywuTth
iHTenirenta. KaptuHy 3HANK 3 BUCTaBKM, ane
nosepHynu KOxumoBi CnupupooHoBMuy. Ha iHWi#
BucTasui 6yna "lMapua” — 30nota puv3sa, WO
KynuB Ha 6asapi, 3 nig nonu, i HamanoBas,
3agekopyBaBwv 1i cknagkamud. Ha ocTaHHin
BUCTasUi Nepen Bucunkol nas "TeTb Mexil”,
60 xoH4Yye BMmaranu paTtu WOCL “cyuyacHe”:
"Taknn BENUKMI XyOOXHUK, ronoesa AXYY, i He
MOXe gatm remu?!”

I, oCb, BiH OaB: WKWpPOKe Nomne 0gHOOCIBHUKIB,
WO cknapnaeTbeA 3 6araTboOX Pi3HOKONMLOPOBUX
mManux wmatkis. [1o rnapava cnuHol inyTe Ha
TPbLOX TPAKTOpPax TPakTOPUCTU — MepeoproloTL
Mexi Ha KonrocnHe none. Mepwuin TpakTopUCT
3 3a00BONEHWUM BUpa3om 06epHYBCA, O4eBHMAOHO
A0 HauanbCTBa, i, NiOHABWMW PYKY Bropy 3 Npu-
BiTOM, "uyTH” kpuunTek: "IeTb Mexi!”

Tak TanaHOBUTHUH MWUCTEUb MYCIB CNYXWUTH
CBOIM TanaHTOM BUMOTram OUKTaTOPCbKOI BOPO-
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against a background of old Ukrainian fabric.

To fully control the artist, the Ministry intro-
duced so-called “contracting”, advancing pay-
ments against future work. This guaranteed that
only the government-approved themes (portraits
of party leaders etc) would be worked on.

When such paintings were exhibited at var-
ious “cultural centers” for the benefit and edu-
cation of the proletariat, the audiences would
complain: “Why do we have to look at pictures
of factories? We see enough of these in person!
We would rather look at paintings of beautiful
girls!” Despite complaints, the contracting went
on and on, producing more and more of ap-
proved propaganda paintings.

My husband’s paintings dealt mostly with his-
torical subjects, symbolic themes. He also liked
to do landscapes and still-lifes. One of his sym-
bolic paintings, “Behind the Curtain of Life”,
passed local censorship and was in several
exhibits, arriving eventually in Moscow. Here
the judges finally interpreted its hidden mean-
ing: the hapless Pierrot was an Ukrainian artist,
and the unseen beast was the Soviet govern-
ment, stepping all-over the poor creature. The
picture was removed from display, and, surpris-
ingly, returned to its author. Another painting,
done at this time, was “Brocade”, painted from
an old Ukrainian vestment. The pressure to
produce paintings along party-prescribed lines
increased: “We don’t believe that a leading
member of the Association of Painters cannot
create an inspiring piece of art...”

Something had to give. Mykhailiv, finally, did
such an “inspiring” piece, a painting entitled.
“Down With Boundaries”. Here, a patchwork of
small, individually owned pieces of farmland
was plowed over by three tractors from a kolk-
hoz. Behind the tractors, the boundaries between
individual patches were no more. One driver
turned around, facing the viewer, hand raised in
a salute, mouth open — apparently shouting:
“Down with boundaries!”

Thus, the artist was forced to serve the pur-
pose of the Communist party. His spirit was



xoi Bnagu. Linm 6yna 3namana BinbHa OyMmKa, i
ue 6yna noro Tparegifa, WO, HapeLwTi, 3aKiHYKn-
naca KkatacTtpogoto.

KapTWHMW 3 UMX BUCTABOK NOTIM BUCTaBMNANMK y
BiTPMHAX KpaMHMUb Ha XpelaTuKy niguac odi-
UinHmx ’cBAaT”. | ock, Ak KOxum CnupuaooHoBUY
6yB yxe B KoTnaci, MeHi ckasanu, wo Horo
kapTuHa “"T'eTb Mexi!” 6yna BucTaBneHa NpoTu
TpubyHM "BOXAIB”, WO Npunumanu napagy. MNiwna
MOOUBUTUCA i UYHO KOMNMO MEHEe XTOCb FOBOPUTH:
”"Onsucb, MMKONO, XyQoXHUKa "BUCTaBuNKU” 0o
KoTnaca, a kapTWUHy HOro BWUCTaBuNu nepen
TpudyHoto! CnasHo!”

Lle 6yno 1934 poky B nuctonagi, B Kuesi, a

broken; this was the beginning of the end, the
beginning of his tragedy.

History sometimes is full of irony. Later, when
my husband was banned from Kyiv, and was
already in Kotlas, | have heard that “Down With
Boundaries” was exhibited in a store-front show
during some official parade in honor of Lenin or

some other communist “great”. | could not
believe it, and went to check if this were true; it
was. “Isn’t it something,” | heard someone

whisper, “the picture is here, while the painter
was sent into exile”.

This was in Kyiv, in November of 1934. Later,

rPYMOBE ®OTO YYHIB | KEPIBHULTBA MEPLLUOI
KUIBCbKOI XYOOXHbO-NMPOMUCINOBOI LLKOJH,
1924 PIK.

KO. Muxainis 6ys aupekTopoM uiei wkonu 1920 p.

Kpim Muxawnnosa (n’ATun cnpaea, gpyrun pag —
CcopouKa 3 WWMPOKUMKU pyKkaBamu), € 6pat noro gpy-
XuHK, KocTAa (apyrvin paa, TpeTin cnpaea) i cectpa

OPYXWHHK, INTbonA (BHU3Y, TPeTA 3niBa).

A GROUP PHOTOGRAPH OF STUDENTS AND
STAFF OF THE KYIV FIRST SCHOOL FOR ARTS
AND CRAFTS (1924).

Yu. Mykhailiv was the School’s Director in 1920.

Mykhailiv is the fifth from the right, second row,
wearing a wide-sleeves shirt. His nephew, Kostia,
is the third from the right, second row; his niece,
Liolia, is the third from the left, first row.

93



BXe TyT B Amepwudi, 1961 poKky, MeHi oauH
XYpHarnicT ckasas, WO B AKOMYCb COBETCbLKOMY
XypHani BiH uuTaB 3rapgky npo KapTUHY —
mMoBnAB Tpe6a oCcb Tak MantoBaTtH, AK LA KapTuHa
HamanbOBaHa.

Tenep xouy noeBepHyTMCA oo 1920-21 pokis.
B Toi ronogHui yac Bci Tikanu Ha cena a6o 0o
uykpoBapeHb. Tak xynoxHuk Kosuk, wo 6ys
oupekTopoMm XyaoxHbo-MNpomucnosol LWkonu,
Tex 3ibpaBcA Ha ceno — BiH MmanBaTW Nop-
TpeTHn, a ApyxuHa noro 6yna nikapka — ue Tex
noTpiéHo 6yno Ha panoHax. Moro He xoTinu
BiANYCTHTH, NOKM He 3Hanpge cobi 3amicHUKaA.
Man Ko3auk nouas 6naratn KOxuma Cnupupao-
HOBMYA | YMOBWMB MOro MPUMHATH Big HLOrO
wKony.

A wkona, B TOW pyiHHWUBKMM yac, 6yna BcA
po3skpapgeHa. LliHna 6i6nioTeka 3 MucTeyTsa BCA
6yna posrpabosaHa. powi Hapocsita Ha ycTaT-
KyBaHHHA He pae. Togi KOxum CnupuOoHOBMY
niwos B LlykpoTpect. Ha uoni 6ys Onekca
BoHpapeHko, i MuxawniB BUNPOCHUB Y HbLOrO
rpowen anAa wxkonu. Habpas neparoris, Hanpa-
BMB TKaubKi i KepamiuyHi 3HapagoOA, | wkona
NOTPOXy CTana Ha HOrM. A yuHiB B TOW uac
KOMaHaupysanM KomHesaMu (KOMIiTeTH Hesa-
MOXHMKIB), He 3a 34I6HICTIO, a 332 COUIANbHUM
cTaHoMm. Tig TepnnAunM KepisHMuTBOM KOXuma
CnuprvpgoHOBMUa, CenAHCbKI xnonui, Wo cno-
4aTKy pO3BOAMMW aKkBapernb CIIMHOK, OBOMNOLINM
TEeXHIKOIO, | B TpaBHi Ha BWCTaBUi Oanu BXe
NPOEKTU CKpUHb, Wad i wyxnagok. Bee ue 6yno
BWMKOHAHO 3a BNAaCHMMM aKBapPernbHUMK LIKILAMM
YUHiB, BNacHOi KOMNO3uuii.

B wkoni 6yB TakoX KypC XyOoXHboi ¢hoTOo-
rpacii, ge yuHi BUMNMCA KOMMOHYBATHU HaTHOP-
MOPTH, @ NOTIM i KHWBIi O6'EKTH B pidHUX NO3ax.
Bci pyxe nobunu npakTukysatuca, cdoTtorpa-
thyroun KOxmuma CnupruaoHosUuya.

Konu mu 6ynun B Montasi 1928-ro poky, xy-
DOoXHWK BbpykmaH Oyxe 3axonuBCA BUIMALQOM
tOxnma CnupnaoHOBMUA B ryUYrbCbKiA BULIK-
BaHiM cOpouUi, HAa TNi YKpaiHCbKOro KUNuUMma i
NONMUYOK 3 Kepamikow. Ynpocus Muxannosa
nosysatu nwomy. MNopTpeTt, HaXanb, 3anNULUMBCA
He3akiHueHMM, 60 Bpykman Harno eMmep. Tenep
BiH B AMepuUi, i BUCUTb Y HAC Yy BiTanbHi.

Ckynentop NenemaH nonpoxas KOxuma Cnu-
pUOOHOBMYA NO3yBaTW OMA NOrpyaaA B HaTty-
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in the USA, in 1961 somebody mentioned that a
recent Soviet publication in an article discuss-
ing the Ukrainian art of the 1920s, referred to
the “Down With Boundaries” as an exemplary
work of art of that period.

Now, | would like to return to 1920-21. Food
was scarce and everyone was trying to escape
to a farm or to a sugar factory. One such esca-
pee was Kozyk, then director of the Technical
School for Arts and Crafts. He expected to make
a better living in the countryside, painting por-
traits in exchange for food, while his doctor-
wife would treat patients on the same basis.
Kozyk had to furnish a replacement for his posi-
tion at the school, and set out to persuade
Mykhailiv.

Mykhailiv finally agreed and took over the
school. He should have known better! In these
times of shortages, most of the school’s equip-
ment was “borrowed” and sold at the flea market.
The same happened to a prestigious library. My
husband faced a difficult task restoring the
school’s facilities; this was not made easier by
the Ministry of Education refusal to supply
necessary funding. My husband did not give up.
He managed to obtain money from the Tsukro-
trest, the office in charge of the lucrative sugar
industry, and soon the school became opera-
tional. The admittance to such schools was
usually on the basis of a recommendation from
local party committees. Under the patient guid-
ance of my husband, his students, who often
started by using their spit to dilute the waterco-
lors, slowly became passable painters.

The school also offered a course in artistic
photography, teaching composition and dark-
room technique. They worked with props and
live models. My husband was the favorite model
for budding photographers.

Apparently, there was something about my
husband which appealed to portraitists and
sculptors. Mykhailiv was asked to sit for a por-
trait by Kozyk, who did an extermely realistic
rendition. During our stay at Poltava, Brukman
started to work on a large oil painting of Myk-
hailiv, dressed in an embroidered Hutsulian shirt.
Brukman died before finishing this work but the
unfinished canvas was brought to USA, where it
hangs in our living room. On another occasion,



MUXAMMIB 3 OPY3AMM (1928).

3niea Hanpago: KOxum Muxawnnis, Mapko
BpykmaH, MaTtsin [JoHuUOB.

panbHuK po3mip. CkynbnTypa BuWlINa OyXe
BOANOK: HeHaue Muxannis OUBUTBLCA Ha CBOKO
KapTUHY, OEpXWTb B niBiKM pyui nanitpy, a B
npasiin neH3enb. Ha xanb, 'enbmaH 3po6us
06nuuuyAa KOxuma CnupuvOooHOBMUA HE B Mipy
OOBracTum.

XynoxHuk Kosuk Tex npocuB KOxuma Cnu-
puooHOBMUYA MOMY MNO3yBaTW Yy BiNbHUK u4ac.
Moro nopTpeT BMMLWOB AyXe peanicTuuHum. Lle
OOMH XyOoXHWK, Mwuxanno [lonoHuyk, Hama-
noBaB noptpet KOxuma CnupuogoHoBMUa Onin-
HUMKU cbapbamu. Lle 6yno BniTky y Hac sgoma.
MopTpeT y BBECHL 3piCT i 6yB OyXXe BOoanun.

CtpyHka noctate KOxuma CnupupooHoBMua,
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MYKHAILIV WITH HIS FRIENDS (1928).

Left-to-right: Yukhym Mykhailiv, Marko
Brukman, Matvii Dontsov.

sculptor Helman did a life-size bust of Mykhai-
liv; it came out very well. Mykhailiv was shown
working on a painting, palette in one hand,
brush in the other; the peculiar thing about this
sculpture was the face, which, for some reason,
Helman made too elongated. Another portrait
was done by Mykhailo Polonchuk who painted
at our house, in summer. This excellent oil
depicted Mykhailiv standing. A number of other
artists, including the well-known Mykhailo Zhuk,
also painted Mykhailiv’s portraits.

Proud posture, corn-flower-blue eyes, and air
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0co6n1BoO nNocTaea MOro ronoeu, BnNakuUTHI, He-
MOB BOMOLIKK, Oui, OyXXe narigHa Bpaya — Bce
ue pobuno noro gyxe [o6pPOO MOOEnnto i BiH
Oxoue BifAaBaB CBiM OOPOrMi uYac ONA CBOIX
apysis.

HOxum CnupuaoHoBMU MIr 3HaNTH Temy OnA
PO3MOBH 3 KOXHHWM, XTO 6 TO He 6yB: UM NpOCTUM
pOBITHUK, UM HaykoBeub, UM NIQNITOK-YUYeHb, &
un pitu-npuAateni KOpacuka uu Tani.

FOxumosi CnupupooHoBuuy, AK ronosi Bce-
yKpaiHcbkoro Komitety Oxopouum Mam’atok
MucTeursa i CTapoBMHU, OOBOAUNOCH HE TiMbKM
OXOpPOHATH, ane i BiOBOMOBYBATWU Ui Nam’aTKM
Bil BMBO3Yy 00 MockeW. 30Mn0Ti 03006M 3 KHU-
XOK, iKOH Ta pu3 i3 JlaBpHU, MOCKOBCbKi areHTu
BUOMPANHM, MaKyBanu B CKPWHI i BUBO3WUNK [LO
Mockeu, a NOTiM MiHANKWCA 3 "3aKOpPAOHOM” Ha
MawWwnHK habpruHO-3aBOOCBKOrO Ta CifibCLKOro
rocnopgapcrsa.

OpnHoro pasy B flaBpi BiH nob6auus, AK OBI
OiBYUMHU CTPUINKM HOXMLAMKU Mepnu 3i crapo-
BUMHHOI pu3un. lMepnu koTunuca 3i ctony Ha
nignory... KOxum CnupuaoHOBKUY 06YPHUBCH, Ha-
KasaB NPUNUHKUTHU Le BapBapCTBO, 8 MOCKOBCHKI
areHTKM nokasanu Momy Hakas 3 Hapkomary.
3BMUANHO, MOro OBYypeHHA HeramHo 6yno ne-
pekasaHe HapkomoBsi, a ToM: "Ckaxite Mixain-
NOBY, ECNi EMY Xanko pasnyuJaTca 3 eTomn Mily-
POW, MM MOXEM i Ero 3aNakoBaThb B ALK BMecTe
C Helo, a yx Tam pasbepemcal”

HOxum Cn1pMOOHOBUY NPUMLLOB 30BCIM PO3-
6MTHI DiI3MUYHO | MOpanbHO, HACMIOAKOM 40ro
CTascA NpMNagoK WNYHKOBOI BUpa3Kw, i niwna
roprniom Kkpos! Jlikap pekoMeHgyBas “nosHWi
CroKin”. A HacTynHi gHi 6ynu we ripwi, 60 Bxe
B odpiLiosi 3'ABMNacA ctattA Mukonu JTro6ueHKa:
"Mixannos, uapa xpani!” Lle Tomy, wo Ha 3aci-
DaHHi KOMITETY OXOpPOHWU BMHECNW MNOCTAHOBY
He pyHHYBaTW Nam’ATHUKIB Ha GynbBapax i nap-
kax — 60 ue X icTopiA, HexaM i HeCNPUATNMEA,
ane ii He BUKPECNHUTH.

CraH 300pOoB'A NOripwyBaBcA 3 KOXHUM HOBUM
rpabyHKOM MOCKOBCbKMX HaMicHuKiB. Mpod.
HepHAXIBCbKMiA, BIMOMUIA KUIBCbKUIM Xipypr, Npo-
NOoHyBaB 3pO6UTH onepauito, BUPi3aTH BUPa3Ky
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of patience — these might have been the things
that appealed to artists who did the above por-
traits. Busy as he was, Mykhailiv always man-
aged to find time to pose for his friends, even
while this required postponing some of his own
work.

Mykhailiv could get along with anyone, find-
ing topics for conversation that put others at
ease. He had an ability to find common interests
with anyone, be it a plain laborer, a scientist, a
school kid, or a young friend of our children,
Yurasyk or Tanya.

As the head of the Committee for the Preser-
vation of Historical Objects, Mykhailiv often had
to fight to keep such objects from being carted
away to Moscow. On orders from the Govern-
ment, gold trim was removed from everything,
— book covers, church vestments, icons — and
packed off to Moscow, to be sold abroad to get
much needed foreign currency for the purchase
of industrial and agricultural machinery, to sup-
port the sagging Soviet economy.

On one occasion, Mykhailiv came across a
couple of girls shearing off pearls from a vest-
ment in the famous Lavra. When Mykhailiv blew
his top, and tried to stop this blasphemy, the
NKVD operative in charge showed him a copy
of an official authorization and told him to stay
out. Naturally, this incident was reported to the
authorities. Later, he heard on the grapevine
that the word at the Ministry was “if Mykhailiv
cannot part with that junk, we can pack him in
the same crate and ship him out”.

This incident had a devastating effect upon
Mykhailiv. He had another attack of stomach
ulcer. Blood came out of his mouth. The doctor
prescribed complete rest and quiet. Mykhailiv
did get the rest but not the “quiet”; within the
next few days the official party paper carried an
article by Mykola Liubchenko entitled “Mykhai-
liv Save the Tsar!”. This was their response to
the decision of the Committee for the Preserva-
tion to protest the destruction of statuary around
the city that was left over from the old regime.

Mykhailiv’s health worsened after every such
incident. Prof. Cherniakhivskyi, a renowned
Kyivan surgeon, was going to operate, but the
operation was postponed several times and never



WNyHKy ane, yepes 3acnaHHA, UA onepauia He
Bin6ynaca.

TrmM yacom ypuMBKamMu npautloBas Hag MOHO-
rpadpiero "PemicHuui BpaTtcTea Ha Ykpaiui”. 3a-
KiHuMBwMK, nocnae 0o Xapkosa B [lepxBuaas.
Ane oMY PyKOMKWC NOBEPHYNU 3 TUM, WO6G BiH
nepenpasvs “Halwa YkpaiHa”, "Ha Hauwin Ykpa-
Hi”, Ha NpocTo "YkpaiHa”. KOxum CnnpuaoHoBuy
BUNaABCA Ha agpecy penaxkTopa, 3aKkpecntosaTu
"Hawa” He cTas, i UiHHA iCTOpPMUHA po3BiaKa
3anvMwnnacA He HagpPYKOBAaHOHO.

Tak noTpoxy 3 Woro MmoHorpacin npo My-
pawka, XXyka, MNMoseHa, "oHUapHoi KepaMiku Ha
Ykpaini” i "TkaHHA Ha Ykpaini”, Bnaga 3pobuna
BUCHOBOK: HauioHanicT!!

KOxum CnupupooHosnu 6yB 3aBxau obepex-
HMK. Ane novanaca cnpasa CKpunHUKa, Bnaga
Bumarana "64itenbHOCTI”, "CeKCoTH” po3rop-
HynK CBOO AiArNbHICTL | KOxumMa CnupuooHoBuua
nouanu "yTickaTts”. 3HANW 3 OUPEKTOPCTBA XYy-
OOXHbOI WKONKM i MNOCTaBWUAK 3aMiCTb HbLOrO
”napT po6iTHMKA”, KONUWHBLOro 6aHbWwmnKa. Mu-
xaunie cTaB 3aBnenom.

Ane xTocb ctapascA 3a KOxnuma CnupnaoHo-
BWUa, i 1928 poky nomy 3anponoHysanu B Mon-
Tasi nocany gupektopa NonTtaBcbkoro TexHi-
Kymy, 60 BiH "po3santoBascA”’. 3HoBYy HKOxuMm
CnnprMOoHOBMY NOCTaBMB i L0 WWKOMNY Ha perKH,
i B pesynbTaTi BecHoto 6yna po6pa BUCTaBKa
CTYOeHTCbKUX pobiT. Ane B NONOBUHI HacTyn-
HOrO POKY NOCTaBMMKM 3HOBY Ha UK nocagy
"naptkBuToK” i KOxum CnupupooHoBUY noBsep-
HyscA 0o Kueea.

3apobnABs, HaBuYalOuuM OOPOCIMUX YUHiB, WO
NpUXoAMNKU 0O Hac OO AOMYy, Ta Nepeknanatoum
3 POCIMCBLKOI MOBM, Ha 3aMOBNeHHA [JepxBruaasa,
"Mucteurso pobu 3pinoro kanitaniamy”. Y Bine-
HW# yac nucae MOHorpadii NPo XyQOXHUKIB.

Byswu Ha yoni AXYY, nuctyeaBca 3 Ckpun-
HWMKOM. |, AK NOTIM MEeHi ckasanu, nepenucky
Lo 3HaNWNKU nicnAa cMepT CKPUNHUKA | KONK B
3B'A3KY 3 Nepeizgom cTonuui 3 Xapkosa aoo
KueBa nouanu "unctutu” Kuie, 3auenunu i
KOxuma CnmprMaoHoBuMua.

4-ro TpaBHA 1934-ro poky KOxuma CnvpupnoHo-
Buua He 6yno sgoma, konu npuniwos HKBOucT
i 3aABMB MeEHIi, WO BiH Xouye H6aunTW NawnopT

did take place, as Mykhailiv was soon sent into
exile.

Whenever possible, Mykhailiv worked on his
monograph, “Craftsmen Brotherhoods in Ukra-
ine”. When finished, it was sent to Kharkiv for
publishing. However, the editor returned this
manuscript and requested that throughout the
text the words “Our Ukraine” be changed to
plain “Ukraine”. Mykhailiv refused to do so and
thus this important historical research paper
was never published.

Little by little, his other works on Murashko,
Zhuk, Pozen, Ukrainian ceramics, and weaving
were published. On the basis of these, Mykhailiv
was labelled a Ukrainian nationalist!

From then on, Mykhailiv was a marked man.
During the Skrypnyk affair, when the govern-
ment called for more and more vigilance, when
political informers were rampant, the pressure
on him increased. No matter how he watched
his step, he could not please the authorities.
Eventually, he lost the directorship, to be re-
placed by a party faithful.

Despite everything, people still remembered
that Mykhailiv could make things happen where
others failed. In 1928 he was offered the posi-
tion of the director of the School of Technical
Arts in Poltava; the School was falling apart.
History repeated itself; as soon as my husband
succeded in restoring this institution, he was
replaced by another party activist. We went back
to Kyiv.

Out of work, Mykhailiv made his living by giv-
ing private art lessons and by translating for
the Derzhvydav, the government publishing
house, various books, such as “The Art of the
Era of Mature Capitalism”. With time on his
hands, he could also pursue-his literary work.

While heading the Association of Painters,
Mykhailiv corresponded with Skrypnyk. These
letters were found after Skrypnyk’s death and
Mykhailiv was put on the list of undesirables, in
preparation for “purging” Kyiv, before the go-
vernment would move there from Kharkiv.

On May 4, 1934, while my husband was not
home, an official of the NKVD (later renamed
KGB) apeared at our door and demanded to see
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tOxnuma CnupupoHosuMua. A nawnopTa He 3HaM-
wna, 60 BiH maB Horo 3 co6ow. HKBOucT
HakasaB Muxannosy npuitn no HKBI. Ha gpy-
rMA OeHb, MPUALOBIWIM 3 UbOrO “yMncTinmiwa”
KOxum CnMpMOoOHOBWMY CNOKiMHO CKasas Mo-
wenku: “lMpulimeatoTe OIN0”. Buknukanu we
pa3. WMoro cniguui, Ha npissuwe CniHo3a,
npen’asns FOxmumoBi CrMpuOoHOBMUY 06BUHY-
BaueHHA: "TanHy opraHisauito 36poiMHOro nos-
ctanHA"!l! Lle 6yno HacTinbku abcypgHo, wo
Oxum CnupupoHosuu owimie. Cnigumit nae
MOMYy nignucaTucA, WO BiH 3i3HAETLCA B uiv
BUHI, ane KOxuM CnupuaoHoBuu BigMOBMBCA!
Toai cnipuvi: "Bu noHimaeTe, uto Bawe npis-
HaHie MHe HyXHO kak Bo3ayx!” Muxaunis: "A He
BuHeH!” Cninumi: "Hy xapawo! Dasaite nacnopt
i oTnpaenaiTecek B Kotnac, 6-ro maa uto 6 Bu
ocTtasini Kies!” B kaHuenapii KOxumosi Cnupwu-
ROHOBWUYY BMOANM NOCBIOKY MPO 3acnaHHA Q0o
Kotnacy — MNisHiunui Kpait — i "HanpasneHie”.
+ We aBa gHi KOxuM CNMpMOoOHOBUY BUKNONOTaB
Y Npokypopa, wo6 nonaroguTH CBOi cnpasu i
BWixaB 8-ro TpasHA 1934-ro poKy. 3HOBY 3Ha-
MeHHe AnAa MeHe uncno sicim!!! Lie 6yB ocTaHHIN
AeHb, OCTaHHIM pa3 BKyni. [licna Toro mu sxe
He BaumMnuce.

Momy 6yno [0O3BONEHO BiNbHO iXaTW, BiNbHO
XKWTK i, HaBiTb, NpauloBaTM — i ue "opraHisa-
TOopoBi 36pOMHOro noscTaHHA”! Binbworo a6-
cypay He mornu Buragatu! KoHutabopu 6ynu
nepenosHeHi, Ha MiBHoUi He BYyNo KyNbTYpHMX
po6iTHUKIB | BUpiwKMNK ckombiHyBaTK: Oatu
MisHoOui BW@ATHOro XymoxHuka i No36asmMTUCA B
Kwesi nauioHanicTa.

Binhkoxatoun, KOxum CnMpuaoHOBKMY 3anes-
HAB MeHe, L0 BiH BXXe 3 XapKoBa noBepHeThCA,
60 6yBLi "60p0oTLGICTU” BU3BONATL MOro. Ane...
"OT iMeHHO ane, Take Benuke, xou mane”. (Co-
cropa, T. 1, cTop. 462) KoMy X 3 HUX 3axTinocA 6
KnonoTaTtucA 3a “Bopora Hapomy”? 3 kum Ba-
UMBCA, 3yCTpivany pagicHo, We He 3Haluu Npo
3acnaHHA, a NOTIM KOXHUW 30BUras Nnevynuma,
Kasas "noraHa cnpaea”, a gexTto "BubauTe, A
nocniwat”. Le Ti, wo vak wupo y Hac 6ina
AnuHkn Ha CeAT-Beuip cniBanu "Oywy # Tino
MU MONMOXWM 3a Hawy csoboay”! Ane iHakuie i
He Mormno 6yTH — HIKOMY He XOTINocA caMomy
ni3Tu B NETNHO.
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Mykhailiv's passport. | could not comply with
this demand, for my husband had the passport
in his pocket; | was told that he should come to
the NKVD immediately. Next day, Mykhailiv went
there. Upon returning, he whispered: “I am being
railroaded!” He was called in again and the pro-
secutor Spinosa informed him that he was being
accused of preparing an armed uprising. This
was so patently absurd! Mykhailiv refused to
sign the prepared confession. “Please under-
stand,” said Spinosa. “lI need your confession
desperately!” “I cannot sign it,” retorted Mykhai-
liv, “for I am innocent”. “Well, then,” said Spi-
nosa, “we shall keep your passport. You are to
leave Kyiv in two days. You are exiled to Kotlas”.

An NKVD clerk provided Mykhailiv with offi-
cial written notification that he was being exiled
to Kotlas in northern Russia, and gave him his
travelling papers. My husband managed to get a
two-day extension to get his affairs in order,
and then left Kyiv on May 8, 1934. This was the
last time | saw my husband.

Mykhailiv was accused of organizing an armed
uprising, yet he was allowed to travel into exile
on his own, without guards. What other proof
was needed that the accusation was absurd!
The most likely reason for sending him to Kotlas
was the fact that the North was in dire need of
cultural personnel. Kyivan authorities were kil-
ling two birds with one stone — getting rid of
undesirable Mykhailiv and giving a valuable
worker to their northern friends.

Departing, Mykhailiv still could not believe
that he was leaving for good. “Don’t worry,” he
told me, “I shall stop at Kharkiv and my friends
at the Ministry will straighten out this mess.”
But his Kharkiv friends were afraid to speak on
behalf of an “enemy of the people.” Nobody
wanted to risk their life by supporting Mykhailiv,
even those who lustily sang the Ukrainian na-
tional anthem at our home, proclaiming their
readiness to sacrifice their body and soul for
the freedom of Ukraine, on a Christmas Eve,
just a few years ago! | cannot say that | blame
them — nobody likes to stick his neck into a
noose! But this was the final blow for Mykhailiv.



3 Xapkosa noixas Ao Mocksu, ane B TOW yac
BMep cWH [opbKoro, i BCi yctaHoBKU 6ynu 3a-
KpuTi, a 3aTpuMmyBaTtucAa HOxum CnupugoHoBUY
He mas npaea, 60 He Mir NPONYCTUTU TEPMiHYy
Ak 0o HKBL B Kortnaci. 3 Mockeu nucase
MeHi: "3 Toro uacy, Ak Tu Buixana 3 Mocksm, TyT
HEe 3anMWwKnnoca Hi ogHoI KpacyHi!”

Mpu6yswu no KoTnaca, HaWHAB KiMHaTy B
poauHi pobiTHMKA. MyCiB WO THUXHA ABNATUCA
0o miniuii. LlAa "ABKA” Tex BNnvBana Ha HEpBM i
xBopoO6y. Kpim Toro nmiBHiuni "Bini Houi” goBo-
ounn tOxmma CnupuaoHoBMUYa OO HEPBOBOrO
po3nany. Ak He 3aKpUBAEB BiH BIKHO, BCE X Bif-
yyBaB LLO COHUE CBITUTb, | HE Mir cnaTu.

FOxum CnnpvaooHOBUY CKOPO 3HANWOB poBOoTy
pexkopartopa 8 Po6iTHUUOMY Kntobi. ManctepHa
6yna senuka, po6pa AnA npaui, i NpayoBaTH
6yno npuemHo, 60 Po6iTHWunin KomiTeT cTa-
BMBCA OO0 HboOro nobpe. | 3HoBy — "Benuke
ane”. fo npwnisgy KOxuma CnupuooHoBMua ae-
KopaTopom 6yB TAMOLWHIN Mel KaHeLb, BENUKUI
MAHKLA, WO Horo pob6oTa He 3a00BONbHANA
Po6xom. 3mM’AHY i 3 3a3apoLliB, BiH Noyas "kam-
naHito” Nnpotu lOxnuma CnpuaoHoBuua: "AKKch
BOPOr Hapody Mae€ npautlo, i B MowaHi, a A He
mato pobotu!” Lle nouys i FOxum CnnpruaooHoBUY,
ane He BigpearysaB, 3aWHATHUM YNOGNEHO
po6oToto, TUM Ginblie, WO BOHA gasana Xou i
Manuin, a Bce X 3apobitok. | B pe3synbTarTi,
onHoro paHky, KOxvm CnMpuooHOBWUY 3HAMILOB
CBOKO AeKopauito pospiszaHoto HaBxpecT! [eepi
i BikHa 6ynu 3aMKHEHi, ane 3fi04MHeuUb 3anis,
3pobuslin gipky 8 cteni. Lia nogia Tak BnnvHyna
Ha HbOrO, | HA MOrO i TaK HaNpy>XeHi HepBM, WO
xBopo6a BUpa3sku WINYHKY 3arocTpunacs, i BiH
BXXe He MaB i3nuHOIT cunu npautoBaTh. XXus 3
MOTX NPOAYKTOBMX NOCUNOK i FpoLLIEr 3 NPOOaXy
mebniB HawWwoT BiTanbHi. [lani niwnuv Ha npooax
ansb0oMM NUCTIBOK KAPTUH BiOOMUX XYOOXHUKIB
TpetAakoBcbkoi [anepei, anb6omu 3 doTamm
KuweBa, wBeHa MawuvHa, rytHe WKNo, cTapo-
BUHHA yKpaiHCbKa kepamika i mebna iganoHi. B
OAHOMY NUCTI BiH yXXe& NPOCHUB MEHE CNOYUTHU
Bin npopnaxy, 60 3HaB, AK A 6araTo npaurlto, a
wo6 3HanTK nokynuis, Tpeba BuTpaTtuTn Harato
yacy. MoA cecTpa J1bonA perynAapHo, Wo MicAUA,
nocunana MoMy rpowi Ha cnnaTy 3a KiMHaTy.

Uepes peakmit uac HOxum CnupupoHOBUY
3axBopiB Ha manapito. JIlikap He Mir ponoMorTy,

After the Kharkiv fiasco, my husband decided
to try his luck in Moscow. Unfortunately, he
arrived there on the day of the death of Gorki's
son, when all offices were closed. He only man-
aged to send me a postcard: “Since you left
Moscow, there are no beautiful women here...”
and went on to Kotlas.

In Kotlas, Yukhym Spyrydonovych rented a
room in a factory worker’'s house. Every week,
he had to report to the local police. These visits
had a bad effect on his frayed nerves and his
general well-being. The famed sub-artic white
nights did not help, either, keeping him sleep-
less. No window shades could keep out the
midnight sun.

Soon Mykhailiv was employed as a set decor-
ator by the local Workers’ Cultural Center. He
liked his job, the workshop was large and well
equipped, his employers valued his talent, but...
A local citizen, a drunkard who could not do
anything right, who originally had Mykhailiv's
job, started a smear campaign against my hus-
band: “This enemy of the people robbed me, an
honest Soviet citizen, of my job!” Mykhailiv either
did not know about these complaints or did not
make much of them. He was reasonably happy,
doing what he liked most, and just kept on
working. However, arriving at his workshop one
morning, he found his completed decorations
for the show slashed to pieces. The perpetrator
got in through the ceiling to do the damage.
Upset, Mykhailiv had another ulcer attack and
went to pieces. He was not capable of working
anymore, either physically or psychologically. |
supported him the best | could, seiling the rest
of our belongings and sending money to Kotlas.
First went the rare Karelian birch furniture,
from our living room, then the albums of repro-
ductions of paintings from the Tretiakovskaya
Gallery. Later, | had to sell Mykhailiv’'s collec-
tions of old Ukrainian glass and ceramics, and
then dining room furniture. My sister, Liolia,
helped to pay for his room by sending money
every month, even while this meant that she had
to go without necessities herself.

Soon | found out that my husband caught
malaria and that no quinine was available. Sev-
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60 8 anTeui He 6yno xuHu. Hawi apysi nikapi 3
BEMTUKMM PU3UKOM ONA HUX, BUNUCYBANU Ha MO€E
iIM'A XWHy, | A nepecunana i nomy.

Cam, oouH 6e3 pgornagy i AONOMOrM, BiH
reponicbkun GoposcA 3 xBopobGamu, ane npo-
nacHWUA BCe ripwe BNNMBana Ha BUPa3Ky WNyH-
Ky. HapewrTi nikap nocnas ioro 0o B’aTku
3po6unTH aHani3n i petreH. B cBoix po3naunueux
nncrax, onuCyroUn CMMNTOMMU CBOET XBOPOGM,
nucas: "KoxHWI wmaTok i 3acTpAe B ropni,
Wo6 NPOLITOBXHYTH MOro, A KOBTAaKD OpPYrui.
Toni uen octaHHin 3acTpAe. A nepenwoB Bxe
Ha pigeHbKi KawkW, Wo A Bapt cobi, Konu
NepecTae MyuynTr NponacHUua.”

Bynu y HbOro 3Hanomi cepen sacnaHux ykpa-
HUiB, O 4acOM, HaBiTb, NPUHOCHMNN MOMOKO.
Lle Tpoxu nonerwyBsano Moro Takmm >xaxrnmeuii CTaH.

B uepsHi KOxum CnuprvaooHoBMY Nnpucnas MeHi
noro aHanisn xsopobu 3 B'atku. Mokasana ix
npuATenesi-nikapesi. BiH nosro nymae, a noTtim
BUpilly€E cKasaTM MeHi CTpawHy npasgy: y
tOxuma CnnpupoHoBUua nicTpAak cTpasoxogy!
Uboro 6yno pocutb! Tpeba 6yno nocniwaTu
6paTtu MOro, AK KPUTMUHO XBOPOrO, HA MOPYKH!
Ane ue He 6yno Tak nerko, 60 Bxe 3 28 KBITHA
1935 poky y MeHe He Gyno nawnopra! A ctanoca
ue Tak:

Mpuxonxy 3 po60TH [OAOMY, @ MEHi ABIPHUK
nopae "nosicTKy” 3'ABUTUCA 3apas xe 0o Paio-
HoBOi Miniuii. A cam cToiTh i uekae, wo 6 a
3apas xe 1wna, 60 NoMy Tak HakasaHo. [1BipHuMK
— U€e eHKaBeOMUCT, Hanbnuxuumn o mac, toAi
Ane "ynpasoomM” (ynpaenawouuin 6yauHkamw).
Iay. KaxyTb cicTh. 3a cTONOM miniuioHep BaxHO
po3roptae 4MCTi 6naHkyM aHkeTt. MouuMHae nu-
Tatu: npissulle, iM’A, agpeca, poauvHa... 3akiH-
YMBLIM, NAE MEHI aHKeTy OO0 minnucy i BUMarae
nawnopt. MNianucytocs i... Bingaro nawnopT!

"A oue Bam Hakas Ha BMisa 3 Kuesa, 3a 60
KinomeTpiB, NpoTArom 24-ox roguH”. Boroca
CKa3aTu He TinbKu Cnosa, a, HaBiTk, i 3iAXHYTH!
Tak 6yB BIQHATWIA y MeHe NawnopT 3a yonosikal

A niwna 8 o6nacHe HKBLO npocutu sig-
CTpouky. Po3kasana, Wwo 3pa3y BuixaTi He MOXYy,
60 npautoro, Ak ByxranTtep i Mylly 3aKiHYMTH BCi
cBOI "aina”. BUHWOB A0 HauanbHWKa i, nosep-
HYBWMWCBb, kaxe: "Mun Bam naemo BincTpouky Ha
10 gHiB.” Ha 3BOpoTi MOro nanipua nocrasus
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eral doctors in Kyiv took pity on me and, break-
ing regulations, helped to get the drug, which |
immediately sent to Mykhailiv.

For a while, Mykhailiv held his own, but then
his condition got worse. Feverish from malaria,
tortured by the pain of stomach ulcer, he was
getting progressively weaker. Finally, he was
sent to Viatka, for analysis and X-rays. His let-
ters described the sickness: “Every piece of
food sticks in my throat and | have to push it
down with another piece... | will have to try with
soups and other liquids, for | cannot swallow. |
shall make some soup, as soon as my fever
goes down.”

Other exiled Ukrainians in the area helped
him with food, sometimes even getting him some
milk. This would ease his ulcer pains.

In June, Mykhailiv mailed me the results of
his analysis and x-rays. | took them to a doctor,
one of our friends. He looked at them for a
while and then told me the terrible truth: my
husband had cancer of the esophagus! | would
have to get him out of Kotlas to save his life, get
him to Kyiv, where medical help was available.
But how? As of April 1935, my passport was
taken away and | could not leave Kyiv, to go to
my husband.

This is how it happened. One afternoon, when
I came home from work, | was handed a written
order to go to the police station. The officer on
duty was shuffling some papers on his desk, try-
ing to look busy and important, pretending not
to see me. Finally, he turned to me and asked,
what | want. | handed him my written order; he
filled out some blanks, asking for my name,
address, etc. After telling me to sign the papers,
he took my passport from me. “Now, you must
leave Kyiv within 24 hours, and find a residence
not closer than 60 km from here.” | could not
believe that this was actually happening to me,
that as the wife of an exiled person, | was being
banned from Kyiv, too!

| went to higher authorities to postpone my
departure. | explained, that | could not possibly
leave on such short notice, that | had to close
my books (I was working as a bookkeeper), and
take care of personal things. Eventually, they
gave me an additional 10 days, in writing. | had



neyaTb i BIAMITKY, i 3 UMM A MycCina ABUTMUCA OO
"ynpasgoma”, wWob MeHe He BUCENUnW, BUKM-
HYBLUM Ha BYNMUIO, WO TOA4i yacTto 6ysano. BHoui
Ha Hawin synuui wyrann "HopHi BopoHn” (3a-
KPUTUM YopHUi aBToMObinb, 6e3 BiKOH). 3ynu-
HABCA 6inA Akorocb 6yaWHKa, BUTArase XepTey,
capgue B aBToO ... i cnig nponagas no noguKil Ha
TaKWi BUNAOoK y KOXHOro 6yB roTOBUM NaKyHOK
3 peuamu.

A 8 3a3panerigb nanvna ece... Yurana Bo-
cTaHHe nucTn KOxuma CnnupmuaoHoBKWYa i nanuvna,
HaOpuBatOuM CBOK ayuwy i HiBW xoBarouu noro!
Manuna i 3a6opoHeHy niTepaTtypy, abo BUKU-
pana BHOUI HAa CMITHMK. 3HOBY filna NPOCUTH
BiOCTpouKy. Llen pa3s ckasana, WO A He cama,
IO Maro 8-MHM NITHIO OOUKY | BKi3a Byne Hawowo
3arubinnto, 60 A BTpauy po6oTy. [lanu we Tpu
OHi! 3a Tpetim pa3oM A ckasana, Wwo npauroro B
N'ATH OUTAYMX capkax, wob yTpumatu cebe i
gouky. A BOHM: "['paxaaHka, Tenep BWALLOB
CYBOPHWWA 3aKOH, WO YTpUMaHUi MYCATb cniny-
BaTH 3a yTpumyrouum.” A: "Ane X A He yTpwu-
MaHKa, A BBECb Yac NpautoBana, HaBiTb, AK MiH
yonoBsik 6yB we TyT.” NMoaymas. "Mu He MOXeEMO.
1iTe 0o BeeykpaiHcekoro HKBL.” Lle B Ilnnkax.
Miwna Tyau. Big cTtpaxy rybnto ronoc i posym!
Jo6pe, wWo A TOAi nNpauroBana B OEKiNbKOX
OWTAYUX cadkax, i MeEHe He MOrfo NepeBipUTH
MOE HauyanbCTBO, a 3aBinyBauykW CafaKiB, AK
NpUxXoOMB pPeBi3op, Kasanu, wo A 6yna i Tinbku
wo niwna go gpyroro cagka. | Tomy A Morna
nonaromXyBaTh Ui "Moi cnpaBu”.

Y BeceykpaiHcbkomy HKBI BCe Ti X NUTAHHA i
Bignosigi. MNig kKiHeub QONUTY eHkaBeOuUCT B3AB
TenedOoHHY TpybKy i NOOA3BOHUB MOEMY pano-
HOBOMY HauanbHWUKY — UM A OIACHO NMpauroto, i
AK A BUABMNAKD cebe Ha po6oTi? [aB BinCTPOUKY
Ha 5 gHiB. | WO pa3y nicnA TOoro A ABNANacA 0o
“ynpasgoma” 3 BigMIiTKOKO NPO O03BiN we nuwa-
TUcA B KueBi. Tak TArNoca 0o BepecHsa.

A B uer yac npuxoaunu CTpalHi NUCTK BiA
KOxuma CnrpraooHOBMUA: BiH YK€ 30BCIM HE Mir
KOBTATM i guMxaTu. 3HaAWOMI npucunanu Ttene-
rpamu: "Mpuisaits, 60 6yne nizko”. A A ... 6e3
nawnopta!

A Bupiwmna nocnatn oo Kotnaca, 3a rpouwi,
OOHYy XiHKY, Wo A 6yay HasuBaTu Mapieto, wob
BoHa npwuee3na Kxuma CnupuaooHosuua 0o

to show this paper to building manager, to be
able to keep my apartment. | stayed up nights,
burning all kinds of letters, which authorities
might find subversive. Thus went dear letters
from Mykhailiv and from many of our friends.
And all the while | could hear the engine of the
“Black Crow” in the street, outside — this was a
closed black van, picking up undesirables dur-
ing the night.

| also burned all kinds of forbidden literature,
which was in my husband’s library. After run-
ning through all kind of offices and pleading, |
managed to get another extension, this time on
the grounds that | was the sole support of my
husband and of my 8-year old daughter and
therefore could not possibly go to another city,
where | would be without a job. When this
extension ran out, | was advised to go to the
regional authorities, then to the central govern-
ment in Kyiv. Here the head of the NKVD told
me that the law required all dependants to fol-
low the head of the family, wherever he is. “But
i am not a dependant! | am the one who sup-
ports the family, by holding several jobs!” The
official made a phone call, to check if | was tell-
ing the truth, and gave me five more days. At
that time, | was working for several kinder-
gartens, located in different parts at Kyiv; this
was my lucky break. While travelling — on foot
or by streetcar — from one kindergarten to
another, | could stop at police stations where |
was arranging for all these extensions.

I was very grateful to women who were in
charge of my kindergartens; they very often
would cover up for me, while | was absent.
Because of all these problems, this continuous
threat hanging over my head, | was completely
worn out, physically and morally. This business
with obtaining permits for my additional stay in
Kyiv continued till September.

Meanwhile, the condition of my husband was
getting worse, he could not eat and had diffi-
culty breathing. “Come quick,” wrote a friend
from Kotlas, “or it will be too late!” | could not. |
had no passport.

Desperate, | scrounged all the money | could
to hire somebody to go to Kotlas and see if they
could get my husband out of there. Vasyl Solo-
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Kuesa Ha nopyku.powei y meHe He 6yno. | Ak
Ha wWacTta, BinBipaB MeHe Bacune CoONoOuMH-
CbKWH, yueHb lOxnuma CnvpuaoHoBuua, nosep-
Tarouucb 3 3acnaHHA yepes Kuis. Mouyswu npo
Mmoo 6igy, BiH Bucnas OnA TeTAHOUYKM 200
kapboBaHuiB. A opepxana BiANYCKHi 3a nie
MICALA, ane NPoaoBXyBarna npautosaTt, i cecTpa
Neona Tex pana rpowi. Tak 3i6panocA 500
kap6oBaHUiB.

Mpuixaswm no Kotnaca, Mapia nepenana moe
NpoxaHHA, Bianyctntn KOxuma CnnpuaoHosMua
Ha Nopyku, Ao Mminiuii. Ckasanv NpUuMTH 3roqom.
| Tak woaHA — "3aBTpa”. 3BUUYANHO, BOHU i He
36upanuca sunyctutu KOxuma CnupuooHoBKrua
Do Kuesa, T2 wWe i B TaKOMy cTaHil

Mapia xTina nigrogyeaTu #oro, ane Togi BiH
MiF e NUTK, cnabwas 3 KOXHOK FOOHUHOO i,
HaBiTb, MUCAaTH He Mmir!

Ha 8-ui neHb no npuisai Mapii, KOxum Cnupu-
AOHOBKWY, NePexXpPecTUBLLMCh, TUXO Nomep. | Konu
Mapisa npuvAwna 3a [oO3BONOM Ha NOXOpOH, in
CKasanu, Wo npuiuoB O03BinN Ha BWBI3 MOro
ropnomy!!! BoHu Lie ckasanu ToMy, WO BXKe 3HaNM
Bifl CBOIX areHTiB, Wo Muxannis nomep.

MNpo cmepTb KOxuma CnupupmoHoBuua Mapin
Aana meHi Tenerpamy, i Uue NPOHWM3an0 MeHe 3
rofnoBu 00 Hir, HEMOB EMEeKTPUUHUM CTPYMOM.
Toro nouyTTa A i QOCi He MoXy 3a6yTu!!!

Mapia 3aknukana cotorpaca, wob cooTo-
rpagpysatu KOxuma CnupmooHosuua B TPyHI. |,
OCb, OUBHKUA 36ir 06CTaBUH; HA KapTHHi KOXxuMa
CnupupoHoBuua "Ha [pani BiyHoro”, TpyHa
CTOITb Nepen 3asicoto Biunoro. Tomy wo oTo-
rpacp Cni3HUBCA, TpyHa BXe CTOANa HaaBopi,
nepen ule 3aKpUTUMK BOPITbMHU, HIGKU Ha rpani
Biunoro Cnokoto. Tak nepen BOPiTbMM i 6ys
choTorpachosanmin tOxum CnupuOoOHOBUY B
ocTaHHe! B TpyHi BiH 6yB CXOXHI Ha MyueHMKa
3 3anannMK BUCKaMM i LioKaMmM — camui uepen
O6TArHYTUI WKipoto!

Hemae cnis, wWo6 BUCNOBUTH Te NOYYTTA, WO
OrOpHYNo MeHe rnicnA TOoro, AK A, HaNiIABWMUCH
no6aunt Moro BoOMa, i AaTU MOMY HaNEeXHUM
cnokin i gornag, 3a6auuna ue gorto!ll

Kpim uboro cdorta, Mapia npusesna ocTaHHi
KapTWHW i HOro peui. A A nocnana OQHOMYy
3HaloMoMy rpouwi, wo6 BiH onpasus Moruny
KOxuma CnnmpugoHoBuua i NOCTaBUB NaM ATHUK.
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chynskyi, a student of my husband, who was
travelling through Kyiv on his way home from
exile, gave us 200 rubles. | got some money by
foregoing my vacations, then my sister, Liolia,
added some more from her savings. Finally, |
collected 500 rubles.

| found a woman, whom | shall call Maria,
who agreed to go to Kotlas with my petition for
the release of Mykhailiv to me, on the grounds
of his dangerous health condition. Kotlas au-
thorities postponed their reply from day to day,
obviously stalling.

Maria tried to feed Mykhailiv, but he could
only take liquids. He was getting weaker by the
hour. He did not even have the strength to write.
This went on for eight days. Then, my husband
blessed himself and passed away quietly.

When Maria went to get a burial permit, she
was told that permission to release Mykhailiv
had been just received! The police knew that
Mykhailiv was dead, thus this belated permis-
sion was completely meaningless.

Maria sent me a telegram, notifying me of the
death of my husband. The news went through
me like an electric shock! | will not forget this
feeling as long as | live.

Maria hired a photographer to take a last pic-
ture of Yukhym Spyrydonovych in his coffin.
And here was another of those unexplainable
coincidences. In his painting, “On the Edge of
Eternity”, my husband depicted a coffin in front
of a partly drawn curtain, separating it from
Eternity. The photographer came late, when the
coffin was already outside, so in the photograph
the coffin was against the backdrop of a partly
closed gate, just as in the painting. It was as if
Mykhailiv was photographed for the last time
“on the edge of eternity”.

Words cannot express my feelings when |
received this photograph, after not being able to
rescue my husband, to bring him home, to nurse
him back to health!

Besides the photograph, Maria brought back
the last paintings of Mykhailiv and his meager
belongings. | sent my last money to Kotlas, to
have a tombstone put on my husband’s grave.



Tenep A OMBYHOCA 3BiOKW y MeHe 3'ABMNAMUCH
CUAWN NEepeXuTh ToW CTPaWHWA piK, Haamipy
npauloBaT i He 3BanuTUCA 3 Hir. | Tpeba we
6yno kpinuTtuca ana TaHi. Big Hei mu xoBanuca
3 3aCnaHHAM, Ka3sanu, Wwo TaTo ige o Xapkosa
8 cnpasax. [10TiM A ckasana i, Wo Tata KoMaH-
aupoeaHo no Kotnaca, 60 3BiATH WLWINKW NUCTH.
BoHa nucana nomy Tex, i npocuna He 6apuTUCA,
npuisauTy weuawe. B nnctn Bxnapana cBoi
ManoHKK, i Uue ayxe Horo Tiwuno. 3 MOiX
pO3MOB 3i 3HaWOMWMKW BOHA 3poO3yMmina, WO 3
TaTKOM He BCce B NOPAOKy, i cama pinwna no
NpaBOMBOrO BUCHOBKY — 3acnaHHAa. JTUCTh x
Moro NocTynoeo nigroTyeanu ii no TpariyuHoro
KiHuA. MoTim He cTano i NUCTIB, AKX BOHA OYyXe
yekana. A pOBro He kasana TaHi Npo TaToBy
cmepTb. HapewTi, Ha 40-m#t peHsb, A NOKNKWKana
ii 3 ABopy, Bxonuna ii HA pyKW i B CNbo3ax
npoMoBuna: "TeTAHOUKO, HAWIOro TaTa BXe He-
ma! Haw TtaTto Bmep!”

MPUTYNUBLUIMCb 0O MEHe, i CXOBAaBLLK rONiBKY
Ha MOemy nneudi npomoBuna: "A ue Biguysana,
ane xosanacAa 3 uum Big Tebe!” Tak MW ogHa
OOHY LWAaaunu, XOBatounChb 3 TipKUM Tepexu-
BaHHAM Bil BTpaTW HAMOOPOXKUOi MOANHH.

3anuwunuca Ham pob6pi 3ragku Npo Xopo-
woro, NobnAYoro, WMPO BIAQaHOro poavHi Tarta,
a NpU UbOMY CMbO3K, CNbO3K1, CNbLO3N.

Tenep A nnakana pa3oM 3 TeTAHOUKOIO, i
npusHanacA Ha po6oTi CBOIM 3aBigytounmM Ou-
TAUMX caoKiB. BoHW, cnyxatoun MmeHe, Tex nna-
Kanm, i Ha TOMy 3aKiHUMnocb, 60 He po3kasyBanu
6inble Hikomy. | A 3acnokoinacA, Wo TaEMHUUA
MOA BIJKpUTaA CepaeyHUM NIOAAM.

BinbwicTb 3HaMOMMX BiOQ HAC Biguypanuca
nicnA 3acnadHHA KOxuma CnupnpoHosuua. TaiA
cama 3axoBanachb Bif, HAWOro OTOYEHHA, Wob Hi
3a KOro He BignosigaTtv nepen nepxasoro. Kpim
TOro A We 1 Ooci He mana nawnoprTa.

OpHoi Henini A noixana no binot Llepken oo
3HaMoOMOT, WO Mana cBik HeBennukui 6yanHOK,
wob6 npurotyeatn cobi nputynok. bo exe on-
HOro pasy, OniBHO4YI 3'ABMBCA eHKaBeOuCT 00
MeHe Ha MNpUMillleHHA B CYNpoBOAiI OBipHWKA.
Beecb B 6inin yHicbopmi. A came posbupana
CBOI peui: WO BUKWMHYTH, a WO B3ATK 3 cOB0I0 Ha
BUNAOOK BUI3AY. TaHA BXe cnana, NpoKWHynacA
i pyxe 3nAakanacA, no6auvsBlumn “minidioHepa”.

Thinking back, | still cannot understand where
| got the strength to live through those terrible
times, to keep on working. All that time | was
hiding the truth from my little daughter, Tanya.

First | told her that daddy went to Kharkiv for
a few days. Then, that he was sent to Kotlas on
business, and that he would write to her. This
he did, and Tanya, in her replies, kept asking
him to come home soon. She would make draw-
ings, and send them with her letters, and her
father enjoyed those very much. Eventually, by
hearing my conversations with friends, by read-
ing between the lines, she grasped the truth —
her father was in exile. His letters were prepar-
ing her for the tragic end.

When there were no more letters, | still did
not have heart to tell Tanya. But she had to be
told sometime! So, 40 days later, | cradled my
daughter in my arms, and, weeping, told her:
“Our daddy is gone! Our daddy is dead!” Crying
on my shoulder, she said, “l knew it, | could feel
it. But | did not want to tell you, so you would
not worry.” Thus, we were protecting one
another, hiding our knowledge of the death of
our dear one.

Now, all we had left were the memories of the
gentle father and a loving husband — and our
tears.

Now, the “secret” was out and me and Tanya
could openly weep together. | felt compelled to,
finally, tell some of my women co-workers about
the exile and the death of my husband, and they
all had a good cry with me. This was the end of
it, my story did not go any further.

When Yukhym Spyrydonovych was exiled to
Kotlas, many friends abandoned us. | kept to
myself, as not to get into any trouble. And |
could not move anywhere far without my
passport.

One Sunday | went to the town of Bila Tserkva,
to see if | could make arrangements which would
allow me and Tanya to live with a friend who
had a small cottage there. | still was under
orders to leave Kyiv, and was packing my be-
longings. Once, at night, a police officer in
white uniform accompanied by our building
superintendant, came by to check. “Good even-
ing”, — said he, very politely. “| see, you are
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MpueiTaBcA, po3rnaHyBcA No kiMHaTi. "Tak Bu
36upaeTtech, A Gauy. A Ui OBepi Kyou BeOyTb?”
"MosA KiMHaTa npoxigHa, Tam XuBYTb cycigwm,
o nepexonATb uepes Hei.” "A-a npoxigHa, ue
He pobpe. KimHata He nyxe po6pa.” MabyTs,
ue 3MiHMNO MoK cnpasy Ha kpawe. Toai 6yna
"NOroHA 3a KiMHaTamMu” ONA YPAQOBUIB-XapKiB'AH,
wo nepeixnxanu no Kneea pasom 3i cronuuero.
Mon kimHaTa sMABMNACA HEBIONOBIQHOMO i TOMY,
HapewTi, B KiHUi BepecHA MeHi 6yno 3aABneHo:
"Mu Bawe pino 3HoBy nepecnanu B o6nacHe
HKBL. Tenep 3BepTanteca Tyaun.” MNpuaHauaoTts
ABUTUCA A0 cnigyorg, CniHo3m.

Y MeHe BXe [aBHO Ha HEpPBOBOMY FPYHTI
3'ABUNWCA crna3mu B ropni, a Tenep i 30BCiM
3arybuna ronoc i ctana kosTatu cnosa. fABs-
natock Ao CniHosu, wo "npupik” KKOxumosi Cnu-
PUOOHOBUYY TPU POKK 3acCNaHHA. 3a BEenMKUM
CTONOM CUAOUTL ManeHbKWI YONOBIUYOK.

"Ha uTo xanyeTech, rpaxnaHka?”

"H He xanywcCb, a Npowy MNOBEPHYTU Mii
nawnopt.”

"Ho Beab Bu ponxHW cnemosath 3a MyXem,
Kak ixaeBeHKa, TakoM 3aKkoH.” “A He 6yna 'ixne-
BEHKa’, A npautoBana. A 'cnegoBaTth’ 33 HUM TexX
He MOXYy, 60 BiH BXe B nMNHi nomep B Kotnaci.”
"Kak ymep? A etoro He 3Han! A kak Bu moxeTe
€T0 nokasaTs?” [Nokasylo NocBiaxy Npo cMepThb
3 Kotnaciscbkoro 3ArCY. MoagueuscAa. "Tak,
AencTBiTensHO, Mixannos ymep!” 3akupasca B
CBOEMY Kpicni, notim Gepe TenedoH i kaxe:
"Bupate rpaxnaHke Mixannoso# nacnopTt, 06
icnonHeHii gonoxute!” o mene: "lgiTe i 6yobTe
CNOKOWHK.” lMiwna 3HOBY A0 CBOro "YMHOBHMKA”,
wo rMomy CniHosa TenedoHyBas, i BiH Hakasas
MEeHi HanMcaTh NPoXaHHA Wo6 BMAANM NawnopT
"60 Mi 6yB BKpaneHui”. "Ak BkpaneHun?” "He
Typ6ynTecb, MM 3HAEMO, WO BKpageHuH, Ha
HbOMYy Tenep XuBe XTOCb B TawkeHTi. Bype
3HangeHun i nokapaHuh. MuUWite, MUWITL..”
Hanucana. Yepes nBa aHi, 14 »oBTHA 1935 pOKY,
MeHi 4iNCHO BMOANW HOBMM NalWNoOpPT.

B Ton uac ayxe yacto moxHa 6yno 6aunTtu B
yaconucax 06'asn: "3arybneHo nawnopT 4ymcno
... Ha iM’A ... NpoLy BBaXaTW HedincHKUM.” Cno-
JyaTky Miniuia He 3Beptana ysary i BuMpasana
HOBHWKM NawnopT. Ane CKOpO 3p0o3yMinu, Wo natu-
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really packing. Mind if | look at your apart-
ment?” How could | refuse? After looking around
and discovering that my “apartment” was only a
walk-through single room, the officer lost inter-
est. This could have been my lucky day. At that
time, rooms were needed to accomodate the
government bureaucracy, which was moving to
the new capital from Kharkiv. It appears | was
being sent out of Kyiv to make room for some-
body.

In September, 1935, | was told to appear at
the regional office of the NKVD and see Spi-
nosa, who was handling my case.

| could hardly speak from nervous tension,
when | went to see Spinosa, the same man who
had sent my husband into exile. My heart was in
my throat, | was trembling and stuttering when |
faced a small man, sitting at a large desk.

“What is your complaint, citizen?” he asked.

“I have no complaint. Please give me back my
passport, so | can stay in Kyiv.”

“Citizen, the law says that you, as a depen-
dant, should follow the head of the family.”

“lI am not a dependant. Besides, | cannot fol-
low my husband. He died last July, in Kotlas...”

“What?! Mykhailiv is dead? Can you prove it?”

| showed him the death certificate from Kotlas.

“He is really dead!” Spinosa fidgeted in his
big chair, then picked up his phone: “Mrs. My-
khailiv should be issued her passport imme-
diately. This is an order!” Then he turned to me
and said: “Go home and don't worry. You will
get your passport.”

The officer who received Spinosa’'s orders
asked me to sign an affidavit, requesting a new
passport because my original one was stolen. |
refused, saying that this was not so. “Please
sign. We know who has your passport in Tash-
kent. That person is about to be arrested.” | had
to sign. On November 14, 1935, |, finally, received
my new passport.

In these days, one often saw ads in newspap-
ers: “Lost: passport No... issued to... Should be
considered not valid.” First, police would issue
replacement passports without any questions to
people who placed such ads. Then they realized



nopTn He rybnAatb, a NMpoparoTb, Ta W LWe 3a
BENuKy UiHy, TUM, xTO 6yB 6€3 HLOro, TakK AK A,
a6o KOMyCb, XTO MYCiB 3aXOBaTUCA 3a UYXHUM
npi3suLieM i BUiXxaTu Ha kpau cBiTy!

* * *

FOxum CnupugoHoBMY nomep 15 nunHA 1935
poky. Momy 6yno nuwe 50 pokis! XTo 3Hae
CKiNbKKW YyO0BMUX, OYXOBHO-MOTYTHIX i icTOpUuU-
HUX HaLiOHaNbHUX BapTOCTEN BiH cTBOpUB 6M1,
axbu noro o6muHyno HKBL. Ha npuknagi o68u-
HyBaueHHA HOxuma CnupugoHoBUYa B Nigro-
TOBUI 36POMHOro NOBCTAHHA, MOXHO 3PO6GUTH
BUCHOBOK, WO BCi Ui "nigninbHi, Ta€MHI, Hauio-
HanbHi opraHi3auii”, wo ix Hibu sukpuno HKBO
Ha YKpaiHi, B AiInCHOCTM Bynu nuwe Buragkamu
OnA BUNpaBAaHHA PO3CTPiNis i 3acnaHHb yKpaiH-
CbKMX IHTENIrEHTIB — B PO3KBITI TBOPUYMX CHUA.

Axkwo Ha dpoHTI 1914 poky, 3a uacie [leHikiHa,
nig yac ronony i Ha caMOMy 3acrnaHHi Ha 50-my
poui XUTTA BiH MIFr TBOPUTHU TaKi wenespH, AK
"CkoBopoaa”, "3a 3asicoto XKXutta” i "OcTaHHin
HattopmopT”, TO WwWo6 BUALLNO 3 nig HOro pyK B
MUPHWIM, HOPManbHUK yac?!!

ABr3bypr, 3ax. Him., 1948 poky
Mepm Ambou, H.Oxc., 1950 poky

oxY.Mux,

that many an “enemy of the people” was living
somewhere with a “lost” passport, and put their

wheels in motion, tracking down these people
and arresting them.

* Kk *x

Yukhym Spyrydonovych Mykhailiv died on
July 15, 1935. He was only 50 years old! Who
knows how many more wonderful paintings he
could have created, if he was not singled out for
punishment by the NKVD! Since they accused
him, an innocent person, of preparing an armed
uprising, who knows how many other innocent
people of Ukraine were sent away on similar
false charges? These were but tricks, used by
the NKVD to get rid of potential ideological
leaders of Ukraine, people who were in the full
bloom of their abilities.

If Mykhailiv could create such masterpieces
as “Skovoroda”, “Behind the Curtain of Life”,
and “The Last Still-life” during the war in 1914,
or during the famine under Denikin or even
while dying in Kotlas — who knows what he
could have done during a normal, peaceful time?!

Augsburg, W. Germany, 1948
Perth Amboy, New Jersey, 1950
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MAHOPIBKA TBOPIB
FOXUMA MUXANUTTOBA

lanHa MuxatinoBa

OciHb 1941 poky; Himui 3axonunu Kuie, ykpa-
iHUi nouanu ”"BMNasnTK” 3i CBOiIX "HipoK”, noyanu
BiOHOBNATK CTapi 3HanomcTBa. 3ycTpivanuca B
MiCbKil ynpasi Ta iHWWX ycTaHoBaxX, XOAMNK 00
3HanoMmx, WO iX nepen BinHOK 60ANUCA 6aUnTH,
po3NuTyBarnu, XTo Wwe 3anuneca B Kuesi.

Hawa xata, Taka Tuxa i cymHa nicna cmepTH
Muxannosa, 3HOBY HamoBHMNACA rofiocamu
opy3ie. [lecb BeCHOO 1942 poKy 00 Hac 3anwoB
Bonooumup MiakoBcbkuit 3 goukoro OKcaHoto.
A uepe3s geAkuin uac Mukona MNpuxogbko, Wo
npautoBas B MiCbKiM ynpasi, noyas NpuBOOUTH
00 Hac pi3HKUX Nogen, NO-oauHUI, a YacoMm i rpy-
namu, NOAWBHMTUCA HA KapTWUHKW KOxuma Cnunpu-
poHosnua. Pa3 BiH npuBeiB BCix CBOIX cniBpoO-
6iTHMKIB, BENWKY rpyny, a iHWWWA pa3 NpuBiB
CtenaHa CKpunHWKa, WO nuwe npuixas gOo
Kuwesa 3 3axoay (ue 6yno we nepen TUM, Ak 6yB
BiH BUCBAYEHWI HA enuckona). Byno y Hac Takox
yumano rocten 3 Uykpo-UeHTpani, oe B ToM uac
npautosana gouka TaHa: 6ynn Mupon i JTioba
INyupki, AtaHac MinAanuny, IBaH Manuk, Pubauyk
Ta iHwWi.

J1iTo 1943 poky. A npauioo B QUTAYOMY caaky.
Mamu nNpuxonATL NO [OiTer i ONoOBIQaKTh, WO
HiMUi 3a3panerifgb, He nNocniwaroum, BUBO3ATb
BCe uiHHe 3 Knea, nnAHOBO BigcTynaroTh. Mpu-
X04Xy QoAoMy, pouka TaHA onoeipae, Wo 4yna
Te X came Ha po6oTi, B Llykpo-LieHTpani. Cectpa
JlbONA OONOBHIOE CBOIMM UyTKaMW i TpuBoOra
36inbWyeTbCA — WO POBUTU?

TvxpeHb nisHiwe, TaHA nouyna, wo i il ycTa-
HOBa TeX eBaKYHETbCA 3 ycCiMa crnyx608UAMMU
— M1 B po3nyui! He 3HarouKn wo Hac uekano 6
Ha 3axomi, A npowy TaHiHOro HauyanbHUKa,
yKpaiHua 3 [rannumHu, nopagMitu WO pobuTw,
wob BpAatyBartu kapTuHu HOxuma Muxannosa.
Mo6auvBliM KAPTUHK, BiH NOpaauB Ham CUAITH
Booma, 60 BuBe3TH Taky 36ipKy BaxkKo, a Himui
Kvesa He BignagyTtb. | ocb Llykpo-LeHnTpana
BMIXKOXAE — a MW NULLAEMOCA.

THE VOYAGE OF
MYKHAILIV'S PAINTINGS

by Anna Mykhailova

It is the autumn of 1941. Germans have
occupied Kyiv. Ukrainians are coming out of
their burrows, are renewing old acquaintances.
People are meeting in municipal buildings and
other institutions, they are visiting friends with
whom they were afraid to speak before the war.

Our house, so quiet and subdued since 1935,
becomes alive with friendly voices once again.
In the spring of 1942, Volodymyr Miyakovskyi
and his daughter Oxana came to see us. Then
Mykola Prykhodko, who worked at the City Hall,
started to bring to us all kinds of people, singly
or in groups, to see the paintings of my husband.
Once, he brought the entire City Hall staff; on
another occasion, his companion was Stepan
Skrypnyk, who just arrived from the West (this
was before Mr. Skrypnyk was ordained a Bi-
shop). My daughter's co-workers, staff members
of the Tsukrotsentralia, (the central management
for sugar industry) Myron and Liuba Lutskyi,
Atanas Milianych, Ivan Malyk, Rybachuk, and
others, would often come over to look at our
paintings.

Now it is the summer of 1943. | am working in
a kindergarten. At the end of the day, mothers
pick up their children and talk about Germans
who are getting ready to retreat. Later, at home,
my daughter, Tanya and sister, Liolia tell me
that they heard the same stories at the Tsukro-
tsentralia. Our worries grow. What is about to
happen? What are we to do?

A week later, Tanya comes home with the
news that her office has started to pack, prepar-
ing for an evacuation with all employees; we are
frantic! | asked Tanya’s boss, a Ukrainian from
Galizia, to stop over and advise us how to save
Mykhailiv's paintings in the upcoming turmoil.
He advised us to stay put. In his opinion, there
was no way for us to move such a large collec-
tion; he was positive that Germans would never
lcave Kyiv. Thus, we stayed on, with paintings.
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B kiHui BepecHA 1943 poky, 0 cbLOMIl roguHi
PaHKy, YYEMO NO panio po3NOPAMXKEHHA, WO BCi
noguM MycaTe nepecenutuca 3a MapiiHo-Bna-
rOBilLEHCbKY BYNUWUIO, Hedaneko 3ani3HWUYHOI
cTaHuii. Cami nogu i Te, WO MOXHA HECTH Ha
pykax. "lNepeceneHHA NoUMHAETLCA 3apa3s xe”.

Ha wacTtn, 3aBinyBauka autAyoro cagka, ae A
npauroBana, BUKnNonoTana anAa BCiX HAC BinbHe
NPUMILLEHHA IHIWOro, 3aKPUTOro BXe OUTAYOrO
capka, Ha CTenaHiBCbKii Bynuui. |... "nepece-
NeHHA noyanoca 3apas xe”!

30iNMaemMo KapTrHW, 6epeMo CKinbKK MOXHa
B HanniyHuK, i BTpLOX Maplwupyemo 3 CTpiTeH-
CbKOI... @X Ha CTenaHiBCbKy, Maixe roauHy.
BignounHemo i 3HoBY No xaptuHu. Tak MK xO-
ounu Tpu OHi. KaptuHu Baxki, 3i wknom, ane
MM nepeHecnu Mamxe BCi.

Ocenunuca 3 iHWKWMK XKiHKAMW-CMIBPOGITHU-
uAMK (60 Yonosikn abo Ha BinHi, a60 BUCNAHI),
cnanu Ha nignosi, NPUTYNUBLIXCL OQHA OO0 OAHOI
AanA Tenna. boAnuca BUxoOMTH Ha BYNWUIO, W06
He 3BepHYTH Ha cebe ysary HimuiB. HacTpii
XaxnuBWK i CTpax nepen HEBIQOMUM MaNByTHIM.
Xaniemo, uo nocnyxanu TaHiHOro HauyanbHUKa,
He noixany 3 Uykpo-LleHTpaneto.

| ctanoca uyno! OgHoro OHA, cectpa Jlbona
3yCTpina CBOK TOBAPULLKY 3 TEXHIKYMY, a TaKOX
YHYEHWULIIO MOrO YOroBiKa, i nosiganaca Wwo npui-
Xano BaHTaxHe aBTo No cniBpobiTHMKiB Llykpo-
LleHTpani, xoTpi we He 6ynu Buseseni. (ii uvono-
BiK TeX TaM npauroeas.)

CoseTu Bxe obcTpintoBanu TpyxaHis OcTpis,
i MW 3paginu MOXNUBOCTI BMIXaTH 3 UbOro NeKna.
ABTO 6yno Big Hac 3a Tpu KBapTanwu, i M1 aHoBY
noyanun TAratu peui. byna Hepnina i HiMui He
noeunun. KaptuHn? Buimanu 3 pam i knanu 0o
BENIMKOI Nanku, nepeknagaryr KOXHY UMCTUM
nanepom. 3s'A3anu ii Tyro, wWo6 KapTMHU He
Tepnuca.

HapewrTi, B cepeauHi »oBTHA 1943 poky. Mu
BUPYLUMNK B QOPOTY, HE 3HAIOUM, WO BXE HIKOMH
He noBepHeMocb Bo Knesa.

Konu nouanu BaHTaXuTUCL Ha asToO, BUABMU-
NOCk WO NaKyHKiB Tak 6araTo, o NogaM Hemae
MiCLA; AeXTO AOBIAABLUMCD, WO Y HAC KAPTHUHMU i
TaHiHa BionoHuenb, CTaB NPOTECTYBATH, WO MU
B Takvi yac TAraemo Taky Henotpi6. BoAaunch
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At 7 o’clock in the morning, in September,
1943, we hear on the radio that the entire Kyiv
populace must move beyond Mariino-Blahovi-
shchenska street, near the railroad station. Only
personal belongings were to be brought along.
This resettlement was to start immediately.

Luckily, the woman in charge of my kinder-
garten managed to get a permit for the use of
vacant kindergarten facilities in the resettle-
ment zone. And “the resettlement was started
immediately!”

Paintings were taken down: the three of us
carried as many as we could lift from Stritenska
to Stepanivska street, at least an hour’'s walk. A
short rest there, then back to Stritenska. This
went on for three days. Framed paintings, with
glass, were heavy, but we did manage to move
most of Mykhailiv's work to the new location.

With us were only women. Their husbands
were either at the front or in exile. We slept on
the floor, huddling together for warmth. We
stayed indoors, so as not to attract the attention
of the Germans. Full of despair and afraid of the
future, we were sorry for having taken the advice
of Tanya's boss, for not leaving with the
Tsukrotsentralia.

Then a miracle happened! Liolia met one of
her girlfriends, a pupil of my husband, and found
out that a large truck was coming, sent by the
Tsukrotsentralia to pick up all employees who
were left behind!

By this time, Soviet cannons were already
shelling the Trukhaniv Island. It probably was
the last chance to leave Kyiv. The truck was
three blocks away, and we started to move our
things immediately. This time we took all the
pictures out of their frames, separated them
with sheets of clean paper and packed them alt
into one flat, tightly bound package.

Finally, in mid-October of 1943, we started
our travel west, not realizing that never again
would we see our beautiful Kyiv.

While our truck was being loaded, we disco-
vered that with so many packages there would
be no room for passengers. Someone started to
say that such unnecessary things as paintings
and cellos should not be allowed on the truck!



BiOQAaTH KapTHUHKW Ha aBTO, A BUPILUKMA HECTH ix
3 coboto, a TaHA cBotO BionoHuenb. | Tak aBTO
supywuno 6e3 nroaen, 3 NepenycTkow y Wo-
thepa 0o Xutomupa, a MM ALWINK NIWKA B TOMY
X Hanpamky. B nHawin rpyni 6yno ueTBepo
YOMOBIKiB 3 XIHKaAMu i OiTbMMU, | HAac TpoeE: A,
TaHAa i lbonA. Mu Mmanu nposBigHMKA — HiMus,
Lo, HapewTi, ax nig seuvip, nob6auMs HemnosHe
aBTO 3 AOWKaMM, 3yNUHUB MOro i BCaaus Hac
BCiX Ha OOWKK. | Tak ue aBTO QOBE3MN0 Hac Ao
XKutomupy.

Yepe3 gBa OHi BUMpYWwWNM pgsBoma asTamu
Uykpo-LlenTpani oo BiHHKWUi. TaHA 3HOBY niwna
Ha po6oTy i ynawTtysana i Jlbonto 6yxranbtepom.
MNepwe 3anuTaHHA CNIBPOGITHUKIB B yCTaHOBI
6yno: un npuee3nu kapTuHu? Bci 6ynu pagi i
30MBOBAHI, WO MW MOTNU UE 3pO6GUTH.

Hesza6apom TaHA 3axBopina Ha TUd i ONnHK-
naca e wnurani. LLle sBoHa He okpinna Big Ty,
a Bxe Lykpo-LleHTpana, kOoTpa BnacHe yxe He
icHyBana, ine 0o bepniHy 3akiHuyBaTh 6anaHcu.
ime i Nbona 3 6yxransbTepamu. PewTy po6iT-
HHWKIB MyCinu eBakytoBaTu 0o J1bBoOBa, BKITHOYHO
3i MHOMO | TaHero.

iaemo B kiHui nMcTonagy 1943 poky.

Ixanu Tpu OHi, cMOAUM B KYTKY BaHTaXHOro
BaroHy. Hawi nposogupi ninnnadyesanu nona-
KiB-3aNi3HMUYHUKIB LYKPOM, WOG He 3aTpUMyBanm
noTAr.

Tak KapTUHW Nepeixany KOPAOH | ONMUHUNKUCA
B 3axifHin ctonuui Ykpainu! Y JlbBOBI MK oce-
nunca Ha CHoMKiBCbKIKM Bynuui. TaHA niwna
BYMTUCA OO0 KOHCepBaTopii, a A novyana npauto-
BaTH B HaHKy.

Y INbBOBI 6arato ngen NpuxoQuno 0o Hac,
NOAWBUTUCA Ha KapTUHWU. [IMpeKkTop My3elo
npod. CeiHUiubkui Nnobaxas npyabaTn QeKinb-
Ka kapTuH Ona my3ero. MysenHa Kowmicia Bu-
6pana wicTb peyen, ane y My3eto 3akiHUyBaBCA
diHaHCOBUIM piK | rpowi BCi 6ynu BUTpaueHi.
ToMmy BOHM Kynunu nuwe "AptonoptpeT”’ 3a 1500
Mapox.

BepeseHb 1944 poky. HoBa eBakyauin, uemn
pa3s yxe nig NpoTeKkTopaTtoM YkpaiHCbKkoro Ko-
MiTETY, Ha Uen pa3 Ao KpuHuui.

This scared me and | decided not to leave the
paintings on the truck, but to carry them in my
hands, while Tanya carried her cello. We walked
toward Zhytomyr, far behind the truck with all
our earthly goods. Our group consisted of four
couples with children, and the three of us: me,
my sister Liolia, and my daughter Tanya. We
had a German soldier for a guide; before night-
fall, he commandeered a partly loaded truck,
and we rode the rest of the way in comfort,
hanging on for dear life to the wooden planks
which this truck was carrying.

From Zhytomyr we moved on to Vinnytsia, in
a two-truck convoy. Tanya went back to work
for Tsukrotsentralia; Liolia got a bookkeeping
job there, too. Their co-workers were happy to
know that we brought our paintings, and were
surprised that we were able to do so.

Soon Tanya came down with typhoid and
landed in a hospital. Before she could fully re-
cover, the Tsukrotsentralia was ordered to relo-
cate to Berlin. Actually, only the bookkeepers,
including my sister, were needed in Berlin, to
close accounts. The rest of us were to be evac-
uated to Lviv, in West Ukraine.

We left Vinnytsia in November of 1943,

For three days, we huddled in 2 corner of an
unheated freight car, travelling to Lviv. The trip
could have been longer, but our guides man-
aged to bribe the right people (Polish railroad-
ers) with sugar (a scarce commodity), and we
passed right through. Our paintings were now
in the Western capital city of the Ukraine! We
resided at Snopkivska Street; Tanya started her
studies at the Lviv Conservatory of Music and |
got a job in a bank.

In Lviv, many people came to us to see the
paintings they had heard so much about. The
museum Director, Prof. Svintsitskyi, created a
commission to select six paintings to be pur-
chased by the Museum. Unfortunately, this was
the end of their fiscal year and funds were low.
Only one of the six selected paintings was pur-
chased, the “Self-portrait of Mykhailiv,” for the
sum of 1500 German marks.

March, 1944. We had to move on, further
west. This time, the Ukrainian Committee ar-
ranged our evacuation to Krynytisa, a pictur-
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B KpuHuui nocenunuca 8 NneMKiBCbKi poauHi.
TaHa npautosana B KOMITETCBKIN KyxHi, a NOTiM
nepe#luna Ao OpPKeCTpu Npu MicLUeBOMY Teatpi,
a A niwna Ha il Micue, 0o KyXHi.

TpaseHb 1944 poky. Esaxyauia no Cnosau-
UMHKU. TYT MW Xunu B 3aKkputomy Tabopi, B
6apakax. Ak cipanu OO BaHTaXHOro BaroHy B
Kpuhuui, ax i 8 Kuesi, 3HoBy nouanuca nporectu
NpoOTH KapTUH: "BHUKKHYTHK iX HA NEpPOH, B BaroHi
mano micua!” Micna KOpPOTKOI cynepeuxkn Kap-
TUHU NOIXanu 3i MHOO.

Ha Cnosauuuni, B Tabopi OpemMnac npoxunu
uine nito 1944 poxy. Y BepecHi 1944 poky coBeTu
niginwnm Bxe 6n13bko, i HIMUI BO3amMu Be3yTb
Hac Ha noTAr, wo nine 0o 3akputoro tabopy
Wrpacrodp, 6ina BigHs.

TaHa i iHWwa monopb BTIKMM 3 noTara i noixanu
Ao BigHAa, e Bxe 6yB TakoX YkpaiHcbkui Ko-
miTeT. KapTuHK onuMHMnuca 3i mHoto B LWTpac-
roci. 3arpoxyeana TakoX po3nyka 3 TaHeto,
60 3 Tabopy nocunanu Ha po6oTy B rmMubuHy
Himeuunnwn. 3i Wrpacrody Bu3sonue Hac Ykpa-
THCbKMI KOMITeT, NOKNonoTaswuch y HiMuiB, i
npuMicTMNK Hac B Tabopi IN'yHTpamcaopd, Kono
BigHA. OTxe mu 3 TaHero 3HOBY Bynu pasom. 3a
BBECb LIEM Yac, He BBAXAalouMn Ha HyxXay, ronoq i
xonon, A He npopana Hi OAHOI KapTUHW, He
XoTina po3nopowyBaTth 36ipku kapTuH. Konu
Akecb, 3masanocA 6 6e3BuXigHe, NONOXEeHHA
NpUXoamMNo OO0 BiOHOCHO WAacCnUBOro KiHuUR, A
kasana co6i i TaHi, wo To TaTo 3a HAaC MOMKUTLCA
i nomarae.

| Tak 3a pik, Bio BepecHA 1943 poky po
BepecHA 1944 poKy, KapTUHW NPOMaHOpPyBanu 3
Kvuesa B Xutomup, a Tomi y Binnuuto, Jbsis,
Kpuuuuto, Opemnnac, LWrpacrod i 'yHTpam-
coopd.

B lNyHTpamcoopdi wo nHA o 12-il roguHi
Hanitana "Amepuka”. TaHA Ha po6oTi Tikana B
6yHkep, a A, B Aepes’AHOMy 6Gapaui, xanana
KapTWHW i cigana B KOpMAOPi KONo aumapA i
HagianacAa Ha boxy Jacky. | Tak NpoXunu mu
Do 6epesHA 1945 poky.

3HOBY NOYanNMncA YyTku NPo esakyauito. Mpwi-
XaB npencrtaBHUK 3 YKpaiHcbkoro Kowmitety i
CKNnaB CNUCKKW YKpaiHUiB, WO Xunu B Tabopi. Mu
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esque little resort town in the Carpathian Moun-
tains. We found lodging with a Lemko family.
Tanya worked at the Committee’s soup kitchen
and later, when she went to play the cello with
the local theater orchestra, | was her replace-
ment.

May, 1944. We are moving on to Slovakia. As
in Kyiv, there were more people than available
space in the freight cars, and we heard the
same words again “They should not be allowed
to take up space with these silly paintings and
the cello...” We won the argument, and every-
thing stayed in the car. In Slovakia, we stayed in
a closed camp, Oremlias, through the summer
of 1944. In September, when the Soviet army
was getting closer and closer, the Germans took
us to another camp further west, in Strasshoff,
near Vienna.

Tanya, and other young people, jumped the
train and went to Vienna, to look for the Ukrain-
ian Committee. The paintings and the cello were
with me. | was afraid that | would be separated
from Tanya, for this camp was a transfer point,
from which people were shipped to work in fac-
tories in various parts of Germany. Again, luck
was with us. The Ukrainian Committee helped
Tanya and me to relocate to Guntramsdorf, a
refugees’ camp near Vienna. All this time, we
managed to hang on to the paintings. We were
always short of money and the temptation to
sell paintings was great. Yet we managed to
resist this temptation, to survive many a seem-
ingly hopeless situation. | told Tanya, that her
father’s prayers were helping us.

In one year, September 1943 to September
1944, Mykhailiv’s paintings went from Kyiv to
Zhytomyr, to Vinnytsia, to Lviv, to Krynytsia, to
Oremlias, to Strasshoff, and, finally, to Gun-
tramsdorf. During our stay at Guntramsdorf, the
word every noon was “look out for the Ameri-
cans”. This was the time when American bombs
were likely to hit the vicinity. Tanya, at work,
would hide in a bomb shelter, and |, in our
wooden barracks, would run around with the
packaged paintings, looking for a place to hide.
Once more, we were lucky.

in March of 1945, we heard that we were
about to be evacuated again. The Ukrainian
Committee officials made up lists of people who



ONUHWAINCA B rpyni 2-ox iHBanigiB i XBOpOro
HEeBpOTHKa-6aTbka 3 7-MH NiTHLOIO OiIBUMHKOKO.
Byna BunvcaHa ogHanepenycTKa Ha WicTb OCib,
i TOMY MU MYyCinu BBECb YaC TPUMATUCA Pa3oM.

Mopopox 6yna ayxe noera i Baxka. Ha Aku-
XOCb CTaHUIAX HAC BMKMAOANK 3 MNOTAra, Kasanw
MTH Niwkn ao papyroro, 60 perkn 6ynu po3duTi
6ombamu. | Tak 6e3 KiHUA. 3 HaMM ixanu W
HiMUi, | Jasanv HaMm 3HATH, WO MU "HUXKYOI
pacu”. Hepaneko IiHuWy, NOTAr panToBO 3ynu-
HMBCA, | MEHI Ha LWWIO YNaB 3 NONULUiI CKPYYEHUH
HiMEUbKMK Kinum. A Biguyna cTpawHum 6inb i
DOBro He Morna sonoaitTv wueto. B JliHui mycinu
Hawi peui 3g0aTh B 6arax, 60 Tenep A He morna
HIYOro HOCUTW. JTMWKMNK NUWwEe KapTHUHK | BIO-
AOHYEnND, | A4Ba HANMTIYHUKW.

HapeuwTi, B KBiTHi 1945 pOKy, MW ONUHWUNAUCA B
Akomycb BaBapCbkOMYy MICTI, | MOro ronoea pnae
HaMm HanpasneHHA Oo "6ayepis” Ha ceno bpox-
HeH. A 3pa3y nouana npauroBaTyv Ha noni, a
TaHA Mycina nataTtu BCi NAHYOXM i pi3HUIK OOAr.

3a ue Hac rogyBanu — MepeBa)XHO QOasanu
“layntsynne”. "bayepu” 6ynu 0o Hac goBoni
gobpi, — XiHKHW, HaBiTb, NNakanu, AK MU BU-

DKOpKanu Big HUX.
TpaseHb 1945 poKy — KiHeuUb BiliHU.

B BpoHHeHi, geaki "OcTiBui” 3pasy X yTBO-
pvunu cobi tabip B wkKoni, i noyanu 4yinnATUCA
0o Hac, wob mu ixanu 3 HUMK Ha "pofniHy”. Mu
noyanu WOQHA XoBaTucA B nici, 60 6oanucs,
wo "coBeTn”, npuixaswun no OCTIBUIB, NpUMY-
CATb i HaC ixaTU 3 HMMK. Halwa HiMKeHA yacTo
xoBana TaHto uM B MigBani, U4 B KOPiBHUKY, AK
npuxoaunu OcCTiBUI. TUM 4YacOM yKpaiHCbKKUH
xnoneub boroaH (He nam’ATato HOro Npi3euLia),
wo sononis 6e300raHHO HiIMEUBKOK MOBOR),
noixae 3HanTHW YkpaiHcbknn KomiteT, wob nosi-
OOMUTH Npo Hac | wob Hac 3abpanu 0o yKpaiH-
cbKoro tabopy. KomiteT gias i o6iuss.

HapewTi Hac nosigomunu, Wo Hac 3abepyTb
aMmepvikaHui. | 4iNCHO Npuixano BaHTaXHe aBTo,
i 3abkoykaroum We 8 OBa cena, NoBe3No Hac Ao...
XuaiscbkKoro tabopy! 3 TpyoHowWwamM nepexko-
Hanu HauyanbCTBO, WO MK NOMWUNKOBO TYT OMU-
HUAKncA, i wWob sigicnanu Hac go Asrcbypry, oo
yKpaiHcbkoro Tabopy. Nocagunu Hac 3 nakyw-
KaMu Ha OBa BaHTaXHi aBTa i XOTiNKW BXe BE3TH,

were to travel together. We were grouped with
four other people: two invalids and an overly
neurotic father with his 7-year-old girl. Our pass
was for six people and we had to stay together.

Our travel was long and difficult. At some sta-
tions we had to leave the train and walk, for the
railroad tracks were bombed out. Germans in
our train did not miss any opportunity to let us
know how they felt about “Untermenschen”.
Near Linz, a rolled-up carpet fell out of the lug-
gage rack and landed on my neck. The pain was
terrible and my neck was stiff for a long time
afterwards. | could no longer drag both our
coffers and the paintings, so everything but the
paintings, the cello, and two knapsacks, went
into the luggage car, never to be recovered!

Finally, in April of 1945, we left the train at
some Bavarian town. Local authorities assigned
us as laborers to a farmer in the Village of
Bronnen. | was sent to work in the fields and
Tanya was given a pile of clothing and socks to
mend. We were paid only with room and board.
Our “bauer” (farmer) was reasonably good to
us; the lady of the house actually cried when we
eventually left them.

May, 1945 — the end of the war!

In Bronnen, some of the “Ostarbeiter” — forced
laborers from Soviet Union — commandeered
the local school and camped there. They came
after us — how come we were not preparing “to
go home”? During the day, we hid out in the
forest from the Soviets who were coming to get
the “Ost” people. Our farmer’s wife would some-
times hide Tanya in her celler, or in the barn.
Meanwhile, a Ukrainian young man who spoke
perfect German, went to the nearest town, to
look for the Ukrainian Committee, which could
get us into a Ukrainian refugees’ camp. He came
back with the word that the Committee would
take care of us.

Soon thereafter, a military truck, driven by a
Gl, collected all Ukrainians and drove us to —
of all places — a Jewish camp! With difficulties,
we convinced the camp commander that we
were not Jewish, and would rather go to a
Ukrainian camp in Augsburg. He finally got our
point and provided two trucks. We loaded our
belongings, and then the panic started — some-
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3 [IOYKOM, @ YONOBIK 3arMHyB Ha 3acnaHHi, B
Kotnaci. NMnTtatoTb, Yu MOXY UEe UNMCb OOBECTH;
Kaxy, Wwo € kapTuHu 3 ninnucom "KOTIIAC”.
Mocunatots "Oxun”, 3i MHOK i 3aTem HOpoto,
Nno KapTUHK OO0 MeHe ponomy. NprMBO3UMO Kap-
TUHMW; DKEHTENbMEHW PO3AMBNAIOTLCA i3 3aui-
KaBNeHHAM KapTWUHW i NULIe Ha OOHiIM NPnZitsu-
nuca wo "KOTNAC”, a TO M1UNyBanuCA TEXHIKOK
i ctoxeTom. NonAakyeanu 3a NPUEMHICTb | 3anes-
HWUNK, WO A MOXY BYTHU CNOKiWHA — NO3BIN Ha
npaeo 6yt B Tabopi i BUI3@y 0O AMEPHKH
opepxy.

Tak kapTUHM BPATYBanuv MeHe Big nuxa i ganu
MEHi MOXXNMBICTb NOBEPHYTHUCA A0 Tabopy.

| ocb BecHOK 1949 poKy KapTWUHWU nepece-
NAKOTLCA B HOBE NpPUMILLEHHA! FOTytOUNCh TXaTH
no Amepuku, KOpa, Mii 3aTb, 3pobue cneuianbHy
TOHEHbKY CKPMHIO 3 OepeBa, WO, HaBiTh, Mana
"cekpeTHUH” 3amok. Mu ayxe obepexHo nepe-
KnagaeMo X HOBMM nanepom (60 manxke X BCi
KapTUHU HamanbOoBaHi NAacTenAMMK), 3aMHUKAEMO
3aMOK, | KapTMHM MaHApylOTb 3 Hamu uepes

oKeaH 00 AMEpPUKH.

14 TpaBHA 1949 poky. KapTuHu B Amepudi!

B XosTHi 1955 poky BinpbynacAa "Buctaska
Momepnux XynoxHukis” B JiTepatypHo-Mwuc-
Teubkomy Knwobi 8 Hbto Mopky, i TOW camui
npod. JIMTBUHEHKO 3aNPOCKB HAac NaTh KapTHUHU
KOxuma CnupupoHoBuua. Buctaska Tpusana 3
9-ro oo 30-ro >XOBTHA.

3 iHiuiaTeun npodp. B.B. Miakoscbkoro, YBAH
nonpocuna mMeHe Oatv KapTUHW Ha BiAKPUTTA
Akapewmii. M1 panu 18 kapTuH. Bucrtaeka Bif-
kprnaca 28 ciuna 1962 poky i Tpueana go 17
6epesHa 1962 poky. Miguac BACTaBKH, BIATyKH
B Npeci Npo BucTaBky 6ynu gyxe NPUXUnbHi. A
Ha 3aKpUTTI BUCTaBkh npodhecopu MOpHATKEBUY
i MiakoBCcbKMi 3pobunn gonosigi Npo Muxan-
NoBa i NOro TBOPH.

* k%

Tenep, AK KapTUHU BXe 6e3neuHi B AMepuui,
A BiguyBalo, WO A OINCHO BUKOHanNa OCTAHHE
npoxaHHA MOro yonosika, tOxuma CnNMpMAoHO-
Buua Muxannosa:

"36epexn MOKO CoHaTy
CUHbO-CUHLO ronyby..."”

EQicoH, H. Ouc. 1975 p.

speak Russian. This made it easier for me (the
original screening was done through an inter-
preter). | told them that | was a widow, with a
daughter, and that my artist-husband died in
Kotlas, in exile. “Kotlas?” asked the reviewer.
“Can you prove it?” “Yes!” | answered. A jeep
was dispatched to my room in town, and soon
me and my son-in-law, George, returned with
several paintings. Both reviewers soon found
the word “Kotlas” on one of the paintings and
assured me that all was now in order. | would be
allowed to return to the camp and even to emi-
grate to America, should | so desire. They spent
a few more minutes admiring the rest of the
paintings and then let me go. | was overjoyed!
The paintings practically saved my life!

In the spring of 1949, our paintings were re-
packaged for the long journey to America. My
son-in-law, George, designed a very skinny, air-
and water-tight suitcase with a secret lock. The
case was just big enough to hold all the pictures
and interlaying glossy paper. All the paintings
went in and the case was locked. We were ready
to go to America!

May 14, 1949. Finally, we are in Americal Me,
and Tanya, and George, and the paintings.

In October of 1955, an exhibit of works by
deceased artists was held at the Ukrainian Club
for Arts and Literature in New York City. Again,
it was Prof. Lytvynenko who asked for Mykhai-
liv's paintings. The exhibit was open through
most of October, the 9th through 30th.

Later, in 1962, Prof. V. Miyakovskyi asked me,
on behalf of the Ukrainian Academy of Arts and
Sciences, to exhibit Mykhailiv's paintings at the
Academy’s new headquarters in New York City,
as a part of the inauguration festivities. The
exhibit lasted from January 28 through March
17, 1962. Professors Horniatkevych and Miya-
kovskyi lectured on the life and artistic works of
Yu. Mykhailiv before capacity crowds.

* Kk *

Now that the paintings are safe in America, |
feel that | have faithfully complied with the last
request of my dear husband, Yukhym Spyrydo-
novych Mykhailiv:

“Please, safe-guard my Blue Sonata,
My sonata bluish-blue...”
Edison, N.J. 1975.
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A®ILLA 3 BUCTABKHU B NMONTABI.

Ha adiwi nopaxi BcAki peTtani: iMeHa XyoOXHWUKIB,
KOWT BCTyny, Aata, AeHb TUXHA. Bce, kpim poky,
Konu BigbyBanaca BuctaBka! HapewrTi,
nowiacTuno aosigartmca, WO UA BUCTaBka byna
1928 poky — gakytouu ctatTi KO. B. M'aauHKa B
"BiTumn3HI”, u. 5, 1988.
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A POSTER FOR AN EXHIBIT IN POLTAVA.

The poster is very explicit in listing the names of
participating artists, the day of the month, the day
of the week, the admission fee, etc; everything —
except the year in which the exhibit was held! The
year was, finally, identified as 1928, thanks to Yu.
Piadyk’s article in the “Vitchyzna”, #5, 1988.



ONyBITIIKOBAHI TBOPH
FOXUMA MUXAWUNOBA

I. KAPTUHU A MANTKOHKH

"KOPOJIEBWH LIBIT”, (konbopoBa), opHa-
MEHT 3 KBiTiB ONA anbMaHaxy "TepHOBUH
BiHok”, 1906. KaT. HOMm. 8.

"KOPONEBWM LUBIT”, (uopHO-6ina), opHa-
MEHT 3 KBIiTiB ONA 36ipHMKa "YKpaiHCbKa
My3za”, 1918. KaT. Hom. 11.

"HOBOPIYHA PAJA HA 3AMNOPIXXI”,
(yopHO-6ina), intoCcTpauia ana xypHany
”OHinposi Xeuni”, 1911. Kart. Hom. 36.

"HOBOPIYHA PAOA HA 3AMOPIKXI”,
(yopHo-6ina), intocTpauia oo "3 MuHynoro
KaTtepuHocnaswmHn” B. [lopoweHnka, 1913.

Kat. HoMm. 36.

"HA JO3BINnNi”, (uopHo-6ina), xypHan
"PigHni Kpan”, 1912. Kat. HOoMm. 74,

"KPAEBULO", (yopHO-6ina), xxypHan "PigHui
Kpan”, u. 5, 1912. Kar. HOM. 75.

"HA BENMWUKOEHDL”, (yopHO-6ina), xypHan
"Mank”, 1913. Kart. HOM. 77.

"OBKNAOUHKA”, (4vopHO-6ina), OnA KHUXKK
b. IpiHueHka "CoHue CxopuTtb”. 1913.
KaT. HOM. 79.

"KBITU AKALIIT", (uopHo-6ina), ana xypHany
“"Masak”, 1913. KaT. Hom. 80.

"INIOCTPALIT, (koneoposi), 16 intocTpauin
no "Kasok Bipwamu” B. piHueHka, 1913.
Kart. Hom. 83-98.

"BIH'ETKW”, (konboposBi), TpH BIH'ETKW OO0
”Kazok Bipwamu” B. IMpiHueHka, 1913.
Kat. Hom. 99-101.

"KIHUIBKW”, (uopHO-6ini), BiCiMm KiHUiBOK 00
”Cnosa o lNMonky Iropesim”, 1914.
Kart. Hom. 103-110.

"BIH’ETKH”, (4uopHO-6ini), OBi BiIH'€TKM OO
”"Cnog.a o lNonky Iropesim”, 1914,
KaT. Hom. 111-112.

"OBKINMAOUHKA”, (uopHO-6ina), Ana KHUXKKW
A. Kpacuubkoro "Mpo NpyHTH”, 1915.
Kat. Hom. 119.

10-25

26-28

29-36

37-38

39

PUBLISHED WORKS
OF YUKHYM MYKHAILIV

[. PAINTINGS AND DRAWINGS

“FLORAL ORNAMENT?” (color), a floral
border for the “Crown of Thorns” Almanac,
1906. Cat. # 8.

“FLORAL ORNAMENT” (black & white), a
floral border for the book “Ukrainian Muse”,
1918. Cat. # 11.

“NEW YEAR’'S COUNCIL OF ZAPORIZHTSI”
(black & white), “Dnipro Waves” magazine,
1911. Cat. # 36.

“NEW YEAR'S COUNCIL OF ZAPORIZHTSI”
(black & white), in V. Doroshenko’s book
“The Past of the Katerynoslav Region”, 1913.
Cat. # 36.

“REST AND RECREATION” (black & white),
“Native Land” magazine, 1912. Cat. # 74.

“LANDSCAPE” (black & white), “Native
Land” magazine, #5, 1912, Cat. # 75.

“EASTERTIME” (black & white),
“Lighthouse” magazine, 1913. Cat. # 77.

“FRONT COVER” (black & white), for B. Hrin-
chenko’s book “The Sunrise”, 1913.
Cat. #79.

“ACACIA BLOOMS” (black & white), “Light-
house” magazine. 1913. Cat. # 80.

“ILLUSTRATIONS” (color), 16 illustrations
for B. Hrinchenko’s book “Fairy-tale Poems”,
1913. Cat. # 83-98.

“VIGNETTES” (color), three vignettes for
B. Hrinchenko’s “Fairy-tale Poems”, 1913.
Cat. # 99-101. '

“ENDPIECES” (black & white) eight end-
pieces for the book “Prince lhor Saga”, 1914.
Cat. # 103-110.

“VIGNETTES” (black & white), two vignettes
for the book “Prince lhor Saga”, 1914.
Cat. # 111-112.

“FRONT COVER?” (black & white) for A. Kra-
sytski’'s book “About the Soils”, 1915,
Cat. # 119.
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"BY3KU UBITYTb”, (konboposa), nucriska,
BMOaHa "YkpaiHcbkolo HaknagHero”, opyko-
BaHa B Jlannuiry, 1918. KaT. HoM. 24,

"AHINPO B KATEPUHOCTIABI”, (konko-
poBa), NUCTiBKa, BUOaHa "YkpaiHCcbKoo Ha-
KnanHeto”, ApykosaHa B J1AMnuiry, 1918.
Kat. Hom. 33.

"PI3bBAP”, (konbopoBa), NUcTiBKa, BUOaHa
"YxpaiHcbkoo HaknagHer”, opykoBaHa B
Nannuiry, 1918. Kar. Hom. 137.

"AYWA KAMEHA”, (konbopoBsa), nucTieka,
BMOaHa "YxpaiHCcbkolo HaknagHew”, opyko-
BaHa B Ilannuiry, 1918. KaTt. Hom. 140.

"BPOH30BWU BIK”, (konbopoBsa), NUCTiBKa,
BMAaaHa "YKpaiHCcbkoo HaknagHero”, apyko-
saHa B Jlannuiry, 1918. KaTt. Hom. 143.

"MY3UKA 3IP”, (konsopoBga), B kHU3i O. Ao-
pouwkesunua "YkpaiHcbka Jlitepatypa”, 1919.
KaTt. HoMm. 154,

"OBKINAOUHKA”, (konboposa), onAa
xypHany "Cinbcbkuit Focnopap”, 1918.
Kar. HoM. 147.

"MOPTPET PYOAHCbLKOIQ”, (YopHo-6ina),
onA 36ipkn "CnisomoBku”, 1918.
Kart. Hom. 148.

"ITIOCTPALII, (yopHo-6ini), nsi intocTpauii
no untaHku "Hawa PigHa Mosa” M. IMpin-
JyeHko, 1918. Kat. Hom. 149-150.

"ABl A®ILWI”, (konboposi), onAa kaneni QHi-
npocoto3y, 1920. Kat. Hom. 162-163.

"OBKNAOUHKA”, (konbopoBsa), onAa KaHTaTH
Kosuubkoro "CoHue Mpie”, 1922,
Kat. Hom. 201.

"OBKNAOUHKA”, (yvopHo-6ina), ana 36ipku
noesin BepxapHa, 1922. KaTt. Hom. 189.

"INIOCTPAUIA", (uopHo-6ina), Te came, Wo
HOM. 53, AK intoCcTpauina B KWK3i "KHura”,
1922. Kat. HoM. 189.

"MAPKA”, (uopHo-6ina), mapka onAa Buaae-
HWUTBa "Cninka”, 1922. Kar. HoM. 190.

"XATA”, (YopHO-6ina), xaTta B ceni Benpuky
Ae XKuB i noMep koMnosuTop CTeueHKo, anNa
XypHany "My3auka”, 1922. Kar. Hom. 191,
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40

41

42

43

44

45

46

47

48-49

50-51

52

53

54

55

56

“FLOWERING LILACS” (color), a postcard,
produced by Ukrainian Publishers, printed in
Leipzig, 1918. Cat. # 24.

“THE RIVER DNIPRO NEAR KATERYNO-
SLAV” (color), a postcard produced by Ukrai-
nian Publishers, printed in Leipzig, 1918.

Cat. # 33.

“THE CARVER” (color), a postcard,
produced by Ukrainian Publishers, printed in
Leipzig, 1918. Cat. # 137.

“THE LIVING ROCK?” (color), a postcard, pro-
duced by Ukrainian Publishers, printed in
Leipzig,1918. Cat. # 140.

“THE BRONZE AGE” (color), a postcard, pro-
duced by Ukrainian Publishers, printed in
Leipzig, 1918. Cat. # 143.

“MUSIC OF STARS” (color), an illustration in
O. Doroshkevych’s book, “Ukrainian Litera-
ture”, 1919. Cat. # 154.

“FRONT COVER” (color), for the “Farmer’s
Magazine”, 1918.
Cat. # 147.

“PORTRAIT OF RUDANSKY” (black &
white), for Rudansky’s book “Spivomovky”,
1918. Cat. # 148.

“ILLUSTRATIONS” (black & white), two il-
lustrations for M. Hrinchenko's textbook “Qur
Native Language”, 1918. Cat. # 149-150.

“POSTERS” (color), two posters for the choir
of Dniprosoyuz, 1920. Cat. # 162-163.

“FRONT COVER?” (color), for Kozytskyi’s
“The Dreaming Sun” cantata, 1922.
Cat. # 201.

“FRONT COVER” (black & white), for a book
of Verhaeren’s poems, 1922. Cat. # 189.

“ILLUSTRATION" (black & white), same as
# 53, appearing in text of the book “Knyha”,
1922. Cat. # 189.

“LOGO” (black & white), a logo for the
“Spilka” publishers, 1922. Cat. # 190.

“THE COTTAGE” (black & white),
Stetsenko’s cottage, illustration in the
magazine “Music”, 1922. Cat. # 191.



"OBKNAIOUHKA”, (konboposa), o6knaguHka
anAa KHuru M. IpiHueHko "IcTopia
Ykpaincbkoi My3auku”, 1922. KaTt. Hom. 199.

"OBKNAOUHKA”, (konbopoBa), ana KHUru
O. HopouweHko, "Outaumnin Capok”, 1922,
Kat. Howm. 200.

"OBKINAOUHKA”, (konboposa), o6knaguHka
Ona KHWxkv PabinapanaTa Taropa
"Micauynnit Cepn”, 1923. KaT. HoM. 204.

"OBKNAOUHKA”, (konboposa), ona
XypHany "Mysuka”, 1923. KaT. HoM. 205.

"OBKNALOUHKA”, (konbopoBsa), o6knaauHka
ona xypHany "Hoea Npomana”, 1923.
KaTt. HowMm. 216.

"MAPKA”, (uopHo-6ina), ona Ykp. Hayk.
IHCT. KHMrosHaecTtsa, 1923. KaTt. HoM. 208.

"OBKNAOUHKA”, (xonboposa), anAa
36ipHuKa niceHb "YepBoHu# 3acnis”, 1923.
Kart. Hom. 215,

"OBKNAOUHKA”, (konboposa), anA
36ipHuKa niceHb "YepeoHui 3acnis”, 1924,
Kart. Hom. 215,

"I'YOOK”, (konbopoga), intocTpadis B
XypHani "XXosTHeBui 36ipHuK”, 1924,
Kart. Hom. 183.

"MAPKA”, (4uopHOo-6ina), anA BUOaBHULTBA
"CnoBo”, 1924. KaT. HOM. 222,

"OBKNAOUHKA”, (uopHo-6ina), anAa 36ipku
HOT ”Bicim npentopis-niceHb”
M. Koanubkoro, 1924. KaT. HOoM. 224.

"OBKNNAOUWHKA”, (konboposa), anA
XypHany "My3uka”, 1924. Kat. Hom. 229,

"MAPKA”, (konboposa), AnAa BuaaBHULTBA
TosapucTsa iM. JleoHTOBMUA, 1924,
KaTt. Hom. 230.

"OBKNAOUHKA”, (uopHo-6ina), anAa
XypHany "CenaHcbkuin Kpeaut”, 1925.
KaT. Hom. 245,

"MPOMETEH", "MIX COH”, "CYM APO-
CNABHH”, "3A 3ABICOIO XXUTTA",
(yopHoO-6ini), Ak inocTpadii B cTaTTi

I'p. Ma#cbeTa npo KO. Muxainosa B xypHani
"UepsoHuit LLnAx”, (Xapkis), uucno 4, 1927.
Kart. Hom. 255, 174, 231, 209.
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58

59

60

61.

62

63

64

65

66

67

68

69

70

71-74

“FRONT COVER?” (color), for
M. Hrinchenko’s book “History of Ukrainian
Music”, 1922. Cat. # 199.

“FRONT COVER?” (color), front cover art for
O. Doroshenko’s book “Kindergarten”, 1922.
Cat. # 200.

“FRONT COVER” (color), front cover art for
Rabindranath Tagore’s book “The Crescent
Moon”, 1923. Cat. # 204,

“FRONT COVER?” (color), for magazine “Mu-
sic”, 1923. Cat. # 205.

“FRONT COVER?” (color), for magazine
“Nova Hromada”, 1923.
Cat. # 216.

“LOGO” (black & white), for the Ukrainian
Scientific Institute, 1923. Cat. # 208.

“FRONT COVER?” (color), for the song book
“Red Refrain”, 1923.
Cat. # 215.

“FRONT COVER?” (color), same as # 63, for
the second edition, 1924,
Cat. # 215.

“FACTORY WHISTLE” (color), as an illustra-
tion in “October Collection”, 1924.
Cat. # 183.

“LOGO” (black & white), for “Slovo” publi-
shers, 1924, Cat. # 222.

“FRONT COVER” (black & white), for Kozyt-
skyi’s book of music scores, “Eight
Preludes”, 1924. Cat. # 224.

“FRONT COVER?” (color), for the magazine
“Music”, 1924, Cat. # 229.

“LOGO” (color), for publications by the Leon-
tovych Musical Society, 1924.
Cat. # 230. :

“FRONT COVER” (black & white), for “Rural
Credit” magazine, 1925.
Cat. # 245.

“PROMETHEUS”, “MY DREAM”, “YARO-
SLAVNA’S SORROW", “BEHIND THE CUR-
TAIN OF LIFE” (black & white), as
illustrations for Maifet’s article on Mykhailiv,
in the magazine “Chervonyi Shliakh”,
(Kharkiv), #4, 1927. Cat. # 255, 174, 231, 209.

121



"3A 3ABICOIO XUTTA”, "NPOMETEHN”,
"HA 0O3BINNI", "HATIOPMOPT”,
(konsboposi), B Katanosi Buctasku AX4Y,
1927. Kat. HOoM. 209, 255, 74, 187.

"ABTOMNOPTPET”, "CYM APOCIABHHW",
"MPOMETEW", (konboposi), Ak intocTpadlii B
XypHani "Lkesan”, 1928. KaT. Hom. 197, 231,
255.

"'YOOK”, "BEUYIP”, (uopHo-6ini), Ak into-
cTpauii gnA cTatTi €. KyabMnHa B XypHani
"XXutTa i Pesontouia”, (Kuie), uucno 10, 1928.
Kat. HoM. 183, 178.

"3A 3ABICOIO XUTTA", (uopHo-6ina), Ak
intocTpauia anA ctatTi B. YanneHka B
xypHani "My-Ty”, (Asrabypr, 3ax.
HimeuuunHa), uncno 16, 1947. Kat. Hom. 209.

"MY3UKA 3IP”, (konboposa), 8 anbBoMi
"YkpaiHcbke ManAapcTeo”, BugaHoMy YKp.
Cninkoto O6pa3soTeopunx Mucruis, 1947,
{(MioHxeH, 3ax. HimeuuunHa). KaT. Hom. 154,

”3A 3ABICOIO XHUTTA”, "30N0TI BO-
POTA", "3Ar'YBNEHA CIABA”, Ttpuntux
"MICAYHA COHATA”, "OCTAHHINA HATIOP-
MOPT”, (YopHO-6ini), Ak intocTpadii ona
cratTi B. CeiTnuubkoro B xypHani "Hosi OHi”
(TopoHTo, Kanaga), uncno 19, 1951.

KaTt. Hom. 209, 157, 171, 264, 265, 266, 304.

"YAUKA”, (YopHo-6ina), Ak intocTpauia oo
ctatTi B. CeiTnMubKOro B "YkpaiHcekin Nite-
patypHin aseTi” (MtoHxeH, 3ax. HimeuunHa),

1955. Kat. HOM. 207.

"MY3UKA 3IP”, (konbopoBa), B KHWXLi
"YkpaiHiwe KioHcTnep iH Qonunang”, (MwoH-
xeH, 3ax. HimeuunHa), 1960. KaT. HoM. 154,

"YHAUKA", "3A 3ABICOIO XUTTA”,
"OCTAHHIXA HATIOPMOPT”, (4opHo-6ini), B
KaTanosi suctaBskn B YBAH y CLLA, ciueHb,
1962. KaT. Hom. 207, 209, 304.

"3A 3ABICOKO XXHUTTA”, "30N0TI BO-
POTA”, "3AT'YBINNEHA CNABA”, "30M10TE
OUTHUHCTBO”, (yopHO-6ini), AK intocTpauii
po ctatTti M. [IM1TpeHka B xxypHani "HoTaTku
3 Mucteursa”, (PinAgensdin), umcno 5,
1966. Kat. HoM. 209, 157, 171, 264.
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75-78

79-81

82-83

84

85

86-92

93

94

95-97

98-101

“BEHIND THE CURTAIN OF LIFE”, “PRO-
METHEUS”, “REST AND RECREATION”,
“STILL-LIFE” (color), A.Kh.Ch.U. exhibit
catalog, 1927. Cat. # 209, 255, 74, 187.

“SELF-PORTRAIT"”, “YAROSLAVNA’S SOR-
ROW”, “PROMETHEUS” (color), in the maga-
zine “Shkval”, (Odesa), 1928. Cat. # 197, 231,
255.

“FACTORY WHISTLE”, “THE EVENING”
(black & white), as illustrations for Kuzmyn’s
article in the magazine “Zhyttia i Revolutsiya”,
(Kyiv), # 10, 1928. Cat. # 183, 178.

“BEHIND THE CURTAIN OF LIFE” (black &
white), as an illustration for Chaplenko’s
article in the “PU-HU” magazine (Augsburg,
W. Germany), # 16, 1947. Cat. # 209.

“MUSIC OF STARS” (color), in the
“Ukrainian Art” album, published by the
Ukrainian Association for Visual Arts,
(Munich, W. Germany), 1947. Cat. # 154.

“BEHIND THE CURTAIN OF LIFE”, “THE
GOLDEN GATES”, “THE LOST GLORY”,
“MOONLIGHT SONATA” triptych, “THE
LAST STILL-LIFE” (black & white), for
Svitlytskyi's article in the “Novi Dni”
magazine (Toronto, Canada), #19, 1951.
Cat. # 209, 157, 171, 264, 265, 266, 304.

“THE SEA-GULL’ (black & white), as an
illustration for Svitlytskyi’s article on
Mykhailiv in the “Ukrainian Literary News”
(Munich, W. Germany), 1955. Cat. # 207.

“MUSIC OF STARS” (color), in “Ukrainische
Kuenstler in Deutschland” (Munich, W. Ger-
many), 1960. Cat. # 154.

“THE SEA GULL”, “BEHIND THE CURTAIN
OF LIFE”, “THE LAST STILL-LIFE” (black &
white), in the catalog of exhibit, at the Ukr.
Academy, NYC, 1962. Cat. # 207, 209, 304.

“BEHIND THE CURTAIN OF LIFE”, “THE
GOLDEN GATES”, “THE LOST GLORY”,
“THE GOLDEN CHILDHOOD” (black &
white), as illustrations for Dmytrenko’s article
in “Ukrainian Art Digest” (Philadelphia), # 5,
1966. Cat. # 209, 157, 171, 264.



"OCTAHHINA HATKOPMOPT”, (4uopHo-6ina),
B "lcTopii YkpaiHcbkoro Mucteursa” (Kuis),
ToM 5, 1967. Kat. Hom. 304.

"3AKYTE MUCTELTBO”, (yuopHo-6ina), Ak
intocTpauia go cratti M. IMuTpeHKa B Xyp-
Hani "Hotatku 3 Mucteutsa”, (PinAagensgin),
u. 12, 1972. Kat. Hom. 246.

"CYM APOCIABHMW”, (4opHo-6ina), B"Cnos-
HUKY XynoxHukis Ykpainu”, (Kuis),
1973. KaT. HOM. 231.

"CYM APOCNABHUW", (uopHo-6ina),”YkpaiH-
cbka PapaHcbka EHUMKnonenia”, Tom 6,
(Kuie), 1981. KaT. Hom. 231.

"CTAPHUU LUBUHTAP”, "3PYUHOBAHWH
CMOKIN”, "BNYKAQUYUA IYX”, "HA TPAHI
BIYHOI0”, "MINA COH", (yopHoO-6ini), AK
intocTpauii go ctarTi b. MNeBHOro B xypHani

"CyuacHictb”, (MioHxeH-HI0 Hopk), u. 12,

1987. Kat. Hom. 131, 132, 133, 258, 174.

"MY3HKA 3IP”, (uopHO-6ina), B kaTanoasi
"lOsinenHun OJap Muctuis”, (OitponT), 1987.
KaT. HoM. 154.

"XBUNA", "BPAMA TAUHW”, "ADILA ONA
KAMENI QHINPOCOKO3Y”, "KPYI NMHA
CTIN”, "MOA KIMHATA”, "PAOOCTI
OCEHW”, "PI3bBAP”, "CYM APOCINABHW",
"KOHI”, (konbopogi), Ak intocTpaudii oo
crarTi tO. [T'aguka B xypHani "Ykpaina”,
(KwiB), u. 20, TpaBeHb, 1988. Kat. HoM. 295,
186, 162, 306, 283, 137, 234, 273.

"CYM APOCIABHW”, "METYHII”, "KPYF -
NUA CTIN”, "HATIOPMOPT”, (konboposi).
"MY3WKA 3IP”, "3PYUHOBAHKMA CNOKINA”,
"30N0TI BOPOTA”, "NMPOMETEW”, "3A
3ABICOKO XUTTA”, "HEPBOHWH KIHb”,
(4yopHo-6ini), Ak intocTpauii go crtarTi HO.
Mapuka 8 xypHani "Bitunana”, (Kuis), umcno
5, TpaBeHb 1988. KaTt. HOoM. 234, 154, 132, 157,
217, 209, 180.
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104

105

106-110

111

112-120

121-130

“THE LAST STILL-LIFE” (black & white), in
“History of Ukrainian Art”, (Kyiv),
Vol. 5, 1967. Cat. # 304.

“THE CHAINED ART” (black & white), as an
illustration for Dmytrenko’s article on Mykhai-
livin “Ukrainian Art Digest” (Philadelphia),

# 12, 1972, Cat. # 246.

“YAROSLAVNA’'S SORROW” (black & white),
in “Dictionary of Ukrainian Artists” (Kyiv),
1973. Cat. # 231.

“YAROSLAVNA’'S SORROW” (black & white),
in “Ukrainian Soviet Encyclopaedia” Vol. 6
(Kyiv), 1981. Cat. # 231.

“THE OLD GRAVEYARD"”, “THE REST DIS-
TURBED”, “THE WANDERING SPIRIT”, “ON
THE EDGE OF ETERNITY”, “MY DREAM”
(black & white), for Pevny’s article in
magazine “Suchasnist”. (Munich-New York),
# 12, 1987. Cat. # 131, 132, 133, 258, 174.

“MUSIC OF STARS", (black & white), in the
catalog of the exhibition “Artists’ Jubilee
Grant”, (Detroit), 1987. Cat. # 154.

“THE SEA-WAVE”, “THE GATE OF MYS-
TERY”, “DNIPROSOYUZ CHOIR POSTER?”,
“ROUND TABLE”, “MY ROOM”, “THE JOYS
OF AUTUMN”, “THE CARVER”,
“YAROSLAVNA'S SORROW”, “HORSES”
(color), in Piadyk’s article in magazine
“Ukraina”, (Kyiv), # 20, May, 1988. Cat. # 295,
186, 162, 306, 283, 137, 234, 273.

“YAROSLAVNA'S SORROW”, “PETUNIAS”,
“ROUND TABLE”, “STILL-LIFE” (color), “MU-
SIC OF STARS”, “THE REST DISTURBED”,
“THE GOLDEN GATES”, “PROMETHEUS”,
“BEHIND THE CURTAIN OF LIFE”, “THE
RED STALLION” (black & white), as illustra-
tions for Piadyk'’s article in magazine “Vit-
chyzna”, (Kyiv), # 5, May, 1988. Cat. # 234,
154, 132, 157, 217, 209, 180.
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. NITEPATYPHI NMPAUI

"TMIMCAHKA”, moHorpadin, 1914, (He
ony6nikoBaHa).

"B OKOMMAX?”, Bipwi, xxypHan "LLinax”, (Kuis),
1917, uucna 5-6.

"TKAUYBAHHA HA YKPATHI”, »ypHan
"MucTteurso”, (Knis), 1919.

"TOHYAPHA KEPAMIKA HA YKPATHI”,
(BineHb), 1921.

"FEOPTIA HAPBYT”, xypHan ")XutTa i Pe-
sontouin”, (Kuis), 1926, uncno 10, cT. 79-92.

"LUNAXKU YKPATHCBKOT KEPAMIKW”, xyp-
Han "XXutTAa i Pesonrouia”, (Kuie), 1926,
uncno 11, ct. 89-92, uncno 12, cT. 88-95.

"HOBE PI3bBAPCTBO YKPAIHW”, xypHan
"XuTtTA i PeBontouia”, (Kuie), 1929,
yucno 12, ¢T. 118-144,

"CYHYACHA MPA®IKA”, )ypHan "Bi6niono-
riuni BicTi”, (Kuis), 1926, umcno 12, c1. 109.

"OPAMEHTHU CMNOrAdIB NPO I.l. HAP-
BYTA”, wypnan "Bibnionoriyni BicTi”, (Kuis),
1926, uncno 3, cT. 46-51.

"MUXAMUIO XYK", moHorpadia, BupnaBHu1LU-
T8O "Pyx”, (Xapkis), 1930.

"TTEOHIOQ NO3EH”, xypHan "XXutTA | PeBo-
nouia”, (Kuis), 1929, uucna 7-8, c1. 157-169.

"MAMUCTEP ®APEBEU | KONbOPUTY", npo
O. Mypaulka, xypHan "XXutTta i Pesontouin”,
(Kwnis), 1928, uncno 10, cT. 138-154.

"TPUIrOPIN OAOYEHKO” — moHorpadia.
BupgasHWuTBO "Pyx”, (Xapkis), 1931.

"I'PABIOPA | PUCYHOK”, xypHan "Bi6nio-
noriuHi BicTi”, (Kuie), 1928.
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14

It. PUBLISHED PAPERS

“UKRAINIAN PYSANKY”, a monograph, 1914
(not published).

“IN THE TRENCHES” — poetry, magazine
“Shliakh”, (Kyiv), 1917, #5-6.

“WEAVING IN UKRAINE”, magazine “Mys-
tetstvo”, (Kyiv), 1919.

“STONEWARE CERAMICS IN UKRAINE”,
(Vienna), 1921.

“GEORGIY NARBUT”, magazine “Zhyttia i
Revoliutsiya”, (Kyiv), 1926, #10, pp. 79-92.

“DEVELOPMENTS IN UKRAINIAN CERA-
MICS”, magazine “Zhyttia i Revoliutsiya”,
(Kyiv), 1926, #11, pp. 89-92, #12, pp. 88-95.

“NEW ART CARVING IN UKRAINE”, maga-

.zine “Zhyttia i Revoliutsiya”, (Kyiv), 1929,

#12, pp. 118-144.

“CONTEMPORARY GRAPHICS”, magazine
“Bibliolohichni Visti”, (Kyiv), 1926, #12, pp. 109.

“FRAGMENTS OF MEMOIRS ABOUT G.I.
NARBUT”, magazine “Bibliolohichni Visti”,
(Kyiv), 1926, #3, pp. 46-51.

“MYKHAILO ZHUK”, a monograph, (“RUKH"
Publishers, Kharkiv), 1930.

“LEONID POZEN", magazine “Zhyttia i Revo-
liutsiya”, (Kyiv), 1929, #7-8, pp. 157-169.
“MASTER OF PAINT AND COLORS” —

about O. Murashko, magazine “Zhyttia i
Revolutsiya”, (Kyiv), 1928, #10, pp. 138-154.

“HRYHORIY DIADCHENKO”, a monograph,
(“RUKH” Publishers, Kharkiv), 1931.

“ON ENGRAVING AND DRAWING”,
magazine “Bibliolohichni Visti”, (Kyiv), 1928.



AlNNbBOM
BUBPAHUX KAPTHUH
FOXUMA MUXAHUITOBA

MOBHMIA CNKUCOK KAPTUH NOOAHMH
B KiHUi KHMXKMW.

AN ALBUM
OF SELECTED PAINTINGS

by YUKHYM MYKHAILIV

keyed to the Complete List of Paintings
at the end of the book.
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CNMHUCOK
KOJIbOPOBUX PEMPOOYKLIN
Cat. #

"KOWWK 3 TPUBAMK” — 1
nacrtensa.

"BIKHO 3 KHUAMW” — nactena. 25

. "CYM APOCNABHW" — onia. 30

"OHINPO B KATEPUHOCNABI” — 33
akeapenn.

"OH, 4OIro TU NOYOPHINO, 3ENEHEE 113
MNONE?” — nacTens.

"NOPTPET OPYXXUHWU” — nactena. 115
"MEPEQ PAHKOM” — nactena. 129
"CTAPHUU LIBUHTAP” — nactena. 131
"3PYMHOBAHWW CNOKINA” — nactena. 132
"BNYKAKOUMUHA OYX” — nactena. 133
"PI3bBAP” — onieeupb i akBapena. 134
"3NAKABCA” — onieeub i akBapena. 135
"MY3UKA BOOOCNAQLOIB” — nactena. 138
"OYLWA KAMEHA” — nactena. 140
"KHUITA MYOPOCTHU” — nactens. 146
"BIKHO HA BEPAHLOY” — nacTtena. 152
"MY3UKA 3IP” — nactena. 154

"KAM'AHI BABU” — nactena. 155
"30N0TI BOPOTA” — nactena. 157
"3Ar'YBJIEHA CINABA” — nactena. 171
"MIK COH” — nactena. 174

"YAHUKA” — nactena. 207

"3A 3ABICOKO XXHUTTA” — nactena. 209

"MYTb, EIO XXE HE NPEXQELLIN" 227
—nacTenaA.

"3AKYTE MUCTELITBO” — akBapena. 246
"HA T'PAHI BIYHHOIO” — nactensa. 253
"CYM” — nactena. 263

"30N0OTE AQUTHUHCTBO” — nactena. 264
"KPUXKE AUTUHCTBO” — nactena. 265
"ATIOTEO3A” — nactena. 266

LIST OF
COLOR REPRODUCTIONS

“A BASKETFULL OF MUSHROOMS” —
pastel.

“BOOKS ON A WINDOWSILL” — pastel.
“YAROSLAVNA'S SORROW” — oil.

“THE RIVER DNIPRO NEAR KATERYNO-
SLAV” — watercolor.

“WHY DIDST THOU DARKEN, FIELD OF
GREEN?” — pastel.

“PORTRAIT OF MY WIFE” — pastel.

“THE BREAKING OF DAWN"” — pastel.
“THE OLD GRAVEYARD"” — pastel.

“THE REST DISTURBED"” — pastel.

“THE WANDERING SPIRIT” — pastel.

“THE CARVER” — pencil & watercolor.
“RUNNING SCARED"” — pencil & watercolor.
“MUSIC OF WATERFALLS” — pastel.

“THE LIVING ROCK” — pastel.

“THE BOOK OF WISDOM” — pastel.
“WINDOW ONTO THE PORCH” — pastel.
“*MUSIC OF STARS” — pastel.

“THE STONE BABAS"” — pastel.

“THE GOLDEN GATES” — pastel.

“THE LOST GLORY” — pastel.

“MY DREAM” — pastel.

“THE SEA-GULL” — pastel.

“BEHIND THE CURTAIN OF LIFE” — pastel.

“THE ROAD OF NO RETURN"” —
pastel.

“THE CHAINED ART” — watercolor.

“ON THE EDGE OF ETERNITY” — pastel.
“THE SORROW” — pastel.

“THE GOLDEN CHILDHOOD” — pastel.
“THE FRAGILE CHILDHOOD” — pastel.
“THE FINALE” — pastel.
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"MONTABCbBKI MPAHUKKN” — nacTens.
"HATKOPMOPT” nactens.

"MOA KIMHATA” — akBapena.
"HATIOPMOPT” — nactens.
"HATHOPMOPT” — nactena.

"BYAYHOTb BPUCA” — nactena.
"XBUNA” — nacrens.

"OCTAHHIA HATIOPMOPT” — akBapena.
"MOEI KIMHATA” — akBapens.
"BPOH30BWH BIK” — onin.

279
281
289
290
291
294
295
304
306
307

“COOKIES FROM POLTAVA” — pastel.
“STILL-LIFE"” — pastel.

“MY ROOM” — watercolor.
“STILL-LIFE” — pastel.

“STILL-LIFE” — pastel.

“SHIPYARD” — pastel.

“THE SEA-WAVE” — pastel.

“THE LAST STILL-LIFE” — watercolor.
“MY ROOM” — watercolor.

“THE BRONZE AGE” — oil.
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"KOLWWUK 3 TPUBAMU”. 1  “ABASKETFULL OF MUSHROOMS".
MacTenn, 9 x 12, 1904. Pastel, 9 x 12, 1904.
BnacHicTtb: T. i KO. YanneHkis. Property of: T. & G. Chaplenko.
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"BIKHO 3 KHUFTAMU”. 25 “BOOKS ON A WINDOWSILL”.
Mactensa, 18 x 22, 1910. pastel, 18 x 22, 1910.
BnacHictb: T. i. KO. YanneHkis. Property of: T. & G. Chaplenko.
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"OHIMNPO B KATEPHUHOCIIABI”. 33 “DNIPRO NEAR KATERYNOSLAV”.
AkBapens, 10 x 14'%, 1911. Watercolor, 10 x 14%, 1911.
BnacHictb: T. i KO. YanneHkis. Property of: T. & G. Chaplenko.
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"OW, 4Oro TU MOYOPHINO, 113 “WHY DIDST THOU DARKEN, FIELD

3ENEHEE MNONE?” OF GREEN?”
MacTena, 19% x 24, 1915. Pastel, 19'% x 24, 1915.
BnacHictb: T. i KO. YanneHkis.. Property of: T. & G. Chaplenko.
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"MOPTPET OPYXWUHHU". 115 “PORTRAIT OF MY WIFE”.
MacTens, 19 x 25, 1915. Pastel, 19 x 25, 1915.
BnacHictb: T. i KO. YanneHkis. Property of: T. & G. Chaplenko.
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"MEPEQ PAHKOM”. 129 “THE BREAKING OF DAWN”".
Mactenn, 17% x 24, 1916. Pastel, 172 x 24, 1916.
BnacHicTe: T. i KO. HYanneHkis. Property of: T. & G. Chaplenko.
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"CTAPWH LUBUHTAP.”

MacTenn, 18 x 23, 1916.

Mepwa yacTuHa coHaTh "YkpaiHa”.
BnacHicTtb: T. i KO. YanneHkis.

131

“THE OLD GRAVEYARD”.

Pastel, 18 x 23, 1916.

Part One of the “Ukrainian Sonata”.
Property of: T. & G. Chaplenko.
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"3PYHUHOBAHWH CMNOKIA”
MacTtenn, 18 x 23'%, 1916.

[pyra yactuHa coHaTu "YkpaiHa”.
BnacHicTte: T. i KO. HanneHkis.

132

“THE REST DISTURBED".

Pastel, 18 x 23, 1916.

Part Two of the “Ukrainian Sonata”.
Property of: T. & G. Chaplenko.
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"BIYKAKOYUK Oy X”.

MacTenn, 18 x 23, 1916.

TpeTA yacTuHa coHaTu "YkpaiHa”.
BnacHictb: T. i KO. YanneHkis.

133

“THE WANDERING SPIRIT”.

Pastel, 18 x 232, 1916.

Part Three of the “Ukrainian Sonata”.
Property of: T. & G. Chaplenko.
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"PI3BbBAP”. “THE CARVER”.
Oniseub i akBapena, 82 x 9%, 1916. Pencil and watercolor, 8% x 9%, 1916.
MNepwa yacTrMHa TpunTuxa "Teopeub Bora”. Part One of the “Creator of God” triptych.
BnacHictb: T. i KO. YanneHkis.. Property of: T. & G. Chaplenko.




"3NAKABCA”.

Oniseub i akBapena, 8%z x 9%, 1916.

[pyra yactuHa TpunTtuxa "TeBopeub bora”.
BnacHictb: T. i KO. YanneHkis.

135

“RUNNING SCARED”.

Pencil and watercolor, 82 x 9%, 1916.
Part Two of the “Creator of God” triptych.
Property of: T. & G. Chaplenko.
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"MY3UKA BOOOCMAOIB”. 138 “MUSIC OF WATERFALLS.”
Mactena, 17 x 23'%, 1916. Pastel, 17'% x 23, 1916.
BnacHicTtb: T. i KO. YanneHkis. Property of: T. & G. Chaplenko.

153



"OYLWA KAMEHA”.

MacTenn, 18 x 24, 1916.

BnacHictbe: T. i KO. HanneHkis.

(3 NMUCTIBKK, BNAaCHUK KapTUHU HEBIOOMMUIA).

140

“THE LIVING ROCK”.

Pastel, 18 x 24, 1916.

Property of: T. & G. Chaplenko.

(postcard; owner of the original is unknown).

155



"KHUT'A MYOPOCTH”.

MacTtenn, 22 x 24, 1918.

BnacHicTb: YkpaiHCcbkoi Akagemii Hayk,
Hio Hopk, H.A.

146

“THE BOOK OF WISDOM”.

Pastel, 22 x 24, 1918.

Property of: the Ukrainian Academy of Scien-
ces, NYC, NY.
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"BIKHO HA BEPAHOY”. 152 “WINDOW ONTO THE PORCH".
Macrtens, 20% x 25, 1918. Pastel, 20'% x 25, 1918.
BnacHicte: T. i KO. YanneHkis. Property of: T. & G. Chaplenko.
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"MY3UKA 3IP”. 154 “MUSIC OF STARS”.
Macrtenna, 18'% x 24, 1919. Pastel, 18'2 x 24, 1919.
BnacHicTte: T. i KO. YanneHkis.. Property of: T. & G. Chaplenko.
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"KAM’'AHI BABH”. 155 “THE STONE BABAS”.
Mactenn, 17 x 23'%, 1919. Pastel, 17 x 23, 1919.
BnacHictb: T. i O. YanneHkis. Property of: T. & G. Chaplenko.
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"30/10TI BOPOTA”. 157 “THE GOLDEN GATES”.

Mactenn, 17% x 25%, 1920. Pastel, 17 x 25'%, 1920.
BnacHicTb: YkpaiHcbkoro KynsTypHoro Property of: The Ukrainian Cultural Center in
LlenTpy, BaBHg Bpyk, H. Ox. Bound Brook, NJ.
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"3Ar'YBJIEHA CNABA”. 171 “THE LOST GLORY”.

Macrtens, 17 x 25, 1920. Pastel, 17 x 25, 1920.
BnacHicTb: YkpaiHcbkoro KynbTypHoro Property of: The Ukrainian Cultural Center in
LlenTpy, BaBHg Bpyk, H. [1x. Bound Brook, NJ.
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"MIXA COH”. 174 “MY DREAM”.
Mactena, 18 x 22, 1921. Pastel, 18 x 22, 1921.
BnacHictb: T. i KO. YanneHkis. Property of: T. & G. Chaplenko.
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"YAUKA”. 207 “THE SEA-GULL".

MacTtenn, 17'% x 23, 1923. Pastel, 1772 x 23, 1923.
BriacHicTb: YkpaiHcbkoro KynbTypHoro Property of: The Ukrainian Cultural Center in
LlenTpy, BaBHg Bpyk, H. x. Bound Brook, NJ.
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"3A 3ABICOIKO XXUTTA”. 209 “BEHIND THE CURTAIN OF LIFE".

MacTenn, 18% x 24, 1923. Pastel, 18% x 24, 1923.
BnacHicTtb: YkpaiHcbkoro KynbtypHoro LieHTpy, Property of: The Ukrainian Cultural Center in
BbaBHa, Bpyk, H. [x. Bound Brook, NJ.
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"MYTb, EM'0 XE HE NPEXUOELUK”. 227 “THE ROAD OF NO RETURN”.

MacTensa, 19' x 24, 1924. Pastel, 19 x 24, 1924
BnacHicTb: YkpaiHcbkoro KynsTypHoro Property of: The Ukrainian Cultural Center in
LeHTpy, BaBHg Bpyk, H. x. Bound Brook, NJ.
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"3AKYTE MUCTELUTBO”. 246 “THE CHAINED ART".

AxkBapens, 15% x 18, 1925. Watercolor, 15% x 18, 1925.
BnacHicTb: YkpaiHcbkoro KynbTypHoro LieH- Property of: The Ukrainian Cultural Center in
TPy, BaBHg Bpyk, H. Ox. Bound Brook, NJ.
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"HA F'PAHI BIHHOIro”. 253 “ON THE EDGE OF ETERNITY".
Mactena, 20% x 27, 1926. Pastel, 20" x 27, 1926.
BnacHicTb: T. i KO. YanneHkis. Property of: T. & G. Chaplenko.
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"CYM”. 263 “THE SORROW”.
MNactenn, 20 x 27, 1927. Pastel, 20 x 27, 1927.
BnacHicTtb: T. i KO. HanneHkis.. Property of: T. & G. Chaplenko.
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"30N0OTE OUTUHCTBO”.
MacTenn, 18% x 24'%, 1927.

Mepwa yactruHa "MicAuHoi CoHaTK”.
BnacHictbe: T. i KO. HanneHkis.

264

“THE GOLDEN CHILDHOOD"”.
Pastel, 18'% x 24, 1927.

Part One of the “Moonlight Sonata”.
Property of: T. & G. Chaplenko.
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"KPUXKE OUTUHCTBO”. 265 “THE FRAGILE CHILDHOOD”.

MacTenn, 18% x 24, 1927. Pastel, 182 x 242, 1927.
[pyra yactuHa "MicAauHoi CoHaTH”. Part Two of the “Moonlight Sonata”.
BnacHicTtb: T. i KO. YanneHkis.. Property of: T. & G. Chaplenko.
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"AMNOTEO3A”.

Mactenn, 18'% x 24, 1927.

TpeTta yactuHa "MicauHoi CoHaTn”.
BnacHicTb: T. i KO. HanneHkis.

266

“THE FINALE".

Pastel, 182 x 24, 1927.

Part Three of the “Moonlight Sonata”.
Property of: T. & G. Chaplenko.
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"MONTABCBKI MPAHUKHU”. 279 “COOKIES FROM POLTAVA”.
MacTtenn, 16 x 26, 1929. Pastel, 16 x 26, 1929.
BnacHicTb: T. i KO. UanneHkis.. Property of: T. & G. Chaplenko.
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"HATIOPMOPT”. 281 “STILL-LIFE".
MacTtena, 20 x 25, 1930. Pastel, 20 x 25, 1930.

BnacHictb: YkpaiHcbkoro KynbTypHoro Property of: The Ukrainian Cultural Center in
UeHTpy, BaBHn Bpyk, H. x. Bound Brook, NJ.
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"MOA KIMHATA”. 289 “MY ROOM”.
AkBapens, 18'% x 20'%, 1931. Watercolor, 182 x 20%, 1931.
.BnacHictb: T. i KO. YanneHkis. Property of: T. & G. Chaplenko.
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"HATIOPMOPT”. 290 “STILL-LIFE".
Mactenna, 17'% x 23'%, 1931. Pastel, 172 x 23, 1931.
BnacHictb: T. i KO. YanneHkis.. Property of: T. & G. Chaplenko.
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"HATIOPMOPT”. 291 “STILL-LIFE".
Mactenn, 16 x 21, 1931. Pastel, 16 x 21, 1931.
BnacHictb: T. i KO. YanneHkis. Property of: T. & G. Chaplenko.
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"BYOQYKOTb BPUI'A”. 294 “THE SHIPYARD”.
Mactenn, 18'% x 24, 1933. Pastel, 18 x 24, 1933.
Bnachictb: T. i KO. YanneHkis. Property of: T. & G. Chaplenko.
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"XBUNA”. 295 “THE SEA-WAVE".
MacTens, 21 x 28, 1933. Pastel, 21 x 28, 1933.
BnacHicTte: T. i KO. HanneHkis. Property of: T. & G. Chaplenko.
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"OCTAHHIA HATIOPMOPT”.
AxkBapens, 20 x 29, 1934.
BnacHicTb: Manepei XpucTuHu
YopniTtn, ®inapgensdia, Ma.

304

“THE LAST STILL-LIFE”.
Watercolor, 20 x 29, 1934.
Property of: Christina Czorpita
Gallery, Philadelphia, PA.
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"MOA KIMHATA B KOTJNACI”. 306 “MY ROOM IN KOTLAS”.
AkBapens, 27 x 28, 1935. Watercolor, 27 x 28, 1935.
BnacHicTtb: T. i KO. UanneHkis. Property of: T. & G. Chaplenko.
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"BPOH30BWHU BIK”. 307 “THE BRONZE AGE”.

Onin, 27 x 35, 1935. Oil, 27 x 35, 1935.
(Yepes nepenuacHy cMepTb XYOOXHUKA, (Due to untimely death of the artist,
LA KapTuHa He Byna 3akiHuyeHa). this painting was not finished).
BnacHicTbe: T. i KO. YanneHkis Property of: T. & G. Chaplenko.
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MPHUMITKKH OO NMOBHOIO
CMNUCKY KAPTHH

3ATrAJlbHE — ToMmy Wwo Tenep unmano kap-
ThH € abo nece B CCCP abo 6ynu 3arybneni
niguac Opyroi CeitoBoi BilHK, iHdbopMmauia,
nogaHa B CNUcKy, € 6aszoBaHa Ha 3ragkax
AHHM Muxannosoi, BOOBM MMUCTUA, Ta Ha
OaHuXx, oaepXaHux Big CcyyacHukiB Muxan-
noea, abo Big NpUATENiB MOro poguHAU. Mu-
xawnie Hamantosae noHag 400 kapTuH, ane
"MosHuK Cnucok” mae Tinbkn 307 — ue Ti
KapTWUHHU, WO nNpo Hux 6ynu XxO0u AKiCb
BIOOMOCTI.

PO3MIPA — BCi po3mipn KapTUH Nnoaadi B
iHUax (uanAax), OO0 HanbnNWX4oro niB-iHYa;
onA onpaBneHWX KapTWH, PO3Mip BiOQHO-
CHUTLCA 00 CaMOT KapTUHU, (He 00 paMm).

OMMUCKU — cTUcni onncuy nogani TiNbKkK anA
TOro wo6 BOHM, PasoM 3 pPO3MIPpOM i BXHW-
TUMW MaTepiAnNaMM, JOMNOMOINKU UNTAYEBI
PO3PI3HATU MiXX OKPEMUMU KapTHHaAMW.

BNACHICTb — kpiM TUX KapTHH, WO Hane-
xartb T. i KO. HanneHkaM, iMeHa BnacHuKiB
nogaHi Ha OCHOBI AXepen 3rafaHux B nep-
Win NpuMiTUi. Y BMnapgkax konu iHcpopmaduii
uinkom He 6yno, BNAcHICTL nopaHa AK
"HeBinoMO”.

IDEHTUDIKALIA — Ak ue TpannAanoca i 3
IHLWMMK MUCTUAMK, Muxainis uacom 3abysas
NOCTaBMTH Ha KapTUHAX CBiX nignuc i pary.
KapTuHu uiei kaTteropii 6ynyu yTOTOXHEHi
nogbMu, AKi Bynyu NpUcyTHI, KONKW MHUCTeUb
ix TBOpMB, TOGTO, OO OPYXUHOKO | AOUKOIO.
B peAkux suvnagkax, kapTuHu Gynn ineH-
TuchikoBaHi Ha nigcTasi paHWX i3 cTaTTer
npo Muxannosa, HanucaHux HOro cyuvac-
HUKaMM.

Y. Mux.

NOTES FOR THE COMPLETE
LIST OF PAINTINGS

1. GENERAL — since many paintings at this

writing are either in the Soviet Union or were
lost during World War 1l, much information
is, of necessity, based on the memoirs of Mrs.
Anna Mykhailova, the late widow of the artist,
as well as on interviews with Mykhailiv's
contemporaries and family friends. The list is
limited to 307 paintings, and includes only
those for which at least some information
was available; the total number of paintings
created by Mykhailiv is, probably, over 400.

. SIZES — painting size is given in inches, to

the nearest half-inch; in the case of framed
works, the size refers to the frame or (if mat-
ted) the mat opening.

DESCRIPTIONS — only short descriptions
are given; descriptions were not meant to be
exhaustive, but are given merely to help,
together with size and medium, in identifica-
tion of each particular painting.

. OWNERS — except for the paintings owned

by T. & G. Chaplenko, owners are given
according to the best knowledge of the com-
pilers of this list: when information was com-
pletely unavailable, the owner was given as
“unknown”.

. IDENTIFICATION — as is the case with some

other artists, Mykhailiv occasionally neglected
to sign and to date his creations. Paintings
that fit into this category and were brought to
USA, were identified by people who watched
the artist while those were created, i.e. his
wife and his daughter. Additional information
was gleaned from articles. on Mykhailiv, writ-
ten by his contemporaries.
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KATANOI — MOBHWUMX CMUCOK
KAPTUH KOXMMA MUXANTIOBA

"KOLWWUK 3 TPUBAMU” — nacTens,
9 x 12, 1904.

Kowuk, NoBHUI KOpUUHEBKX rpubie.
BnacHicTe: T. i KO. YanneHkis.

"BITEP” — oniseub, 14 x 32, 1904.
AHTpONOMOPMIiUHI XMapH.
BnacHicTb: HesigoMmo.

"MIN COH” — aksapena, 11 x 19, 1904.
3aTteMHeHHA coHUA, Nepen HUM WwrubeHuuA
Ha KOTPY BUNOB3 3eMNeHUi 3MiN.
BnacHicTb: HEBIQOMO.

"BECHAHA HIYKA” — akBapens,
8 x 14, 1904.

Hemae onucy.

BrnacHicTb: HEBIOOMO.

"ETHOO COCEH” — nepo i akBapens,
4% x 8%, 1904.

"pyna coceH.

BnacHicTbk: T. i KO. YUanneHkis.

"MICOBA CTEXKA” — nepo i aksapens,
4% x 6'%, 1905.

Oopixka yepe3 cocHoBum 6ip.
BracHicte: T. i KO. HanneHkis.

"CYMHA MOLOIA" — nepo i akBapens,

5% x 9, 1905.

Ha pepesi o6ipBaHa BipbOBKa, Ha 3eMIli Ka-
nentox, HaTAK Ha camory6cTBo.

BnacHicTtb: T. i KO. HanneHkis.

"OPHAMEHT 3 KBITIB” — Tyw i unHo6pa,
2 x 6, 1906.

BiH'eTka 3 kBiTis "Koponesui UBiT” AnNA an.-
maHaxy "TepHoBui BiHok™.

BnacHicTb: anbmaHaxy.

"BNYKAKOUMN IYX” — akBapens,

10 x 15, 1907.

LWkiy onA ManbyTHLOT KAPTUHW. TyMaHHi
WNAXK NO KOTpUX Bnykae Oyx.
BnacHicTb: HEBIOAOMO.

"BNYKAKOUYUNA OYX” — akBapens,
10 x 15, 1907.

WKiy, NOBTOPEHHA uKcna 9.
BnacHicTb: HEBIQOMO.

10

CATALOG — COMPLETE LIST
OF PAINTINGS BY MYKHAILIV

“A BASKETFULL OF MUSHROOMS” —
pastel, 9 x 12, 1904.

A wicker basket, full of brown mushrooms.
Property of: T. & G. Chaplenko.

“THE WIND” — pencil, 14 x 32, 1904.
Anthropomorphic clouds.
Property of: unknown.

“MY DREAM” — watercolor, 11 x 19, 1904.
An eclipsed Sun; a double gallows with a
green serpent slithering on it.

Property of: unknown.

“A NIGHT IN SPRINGTIME” — watercolor,
8 x 14, 1904.

No description.

Property of: unknown.

“A STUDY OF PINES” — pen and watercolor,
4'% x 8%, 1904.

A study in light brown; pine trunks.

Property of: T. & G. Chaplenko.

“A FOREST TRAIL” — pen and watercolor,
4% x 6%, 1905.

A foot-path through a pine forest.

Property of: T. & G. Chaplenko.

“A SAD EVENT” — pen and watercolor,

5% x 9, 1905.

A piece of rope on a tree branch; a hat on the
ground — a hint of a suicide?

Property of: T. & G. Chaplenko.

“FLORAL ORNAMENT” — ink and cinnabar,
2 x 6, 1906.

A floral vignette for the “Crown of Thorns”
almanac. )

Property of: the almanac.

“THE WANDERING SPIRIT” — watercolor,
10 x 15, 1907.

Meandering vaporous trails, marking the path
of a wandering spirit. A sketch.

Property of: unknown.

“THE WANDERING SPIRIT” — watercolor,
10 x 15, 1907.

A sketch, variant of #9.

Property of: unknown.
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"BIH'ETKA” — akBapensa, 1% x 7, 1908.
KiHuiska 0o 36ipHnka "YkpaiHcbka My3sa”.
BnacHicTe: BupaBua 36ipHuKa.

"BIH'ETKA” — akBapens, 2 x 6, 1908.
Kinuiska o anbmaHaxy "TepHOBMI BiHOK”.
BnacHicTb: anbmaHaxy.

"HALLIA XUTTA” — akeapens,

17 x 25, 1909.

Wkiu, cymHe o6nuuuAa nioauMHu nnave Hag
4aLlor i N'e CBOI X CMbO3M 3 Hel.
BnacHicTb: HeBigomoO.

"CTPACHWW YETBEP” — onin, 18 x 25, 1909.
Jlroon BUxoQATL i3 UEPKBM 3i CBiukamu, nicna
Ni3HBLOT CryX6u.

BnacHicTb: HeBipomo.

"MNOBIHbL HA OHINPI” —
nactens, 19 x 25, 1909.
3anuTi nesagm.

BnacHictb: B. M. MargeHka.

"POMALLKWN” — nacTens, 6 x 11%, 1909.
Pomalukn B rneumnky.
BnacHicte: T. i HO. YanneHkis.

"CYM APOCINABHW" — akBapens,
15 x 25, 1910.

Wkiu gna ManbyTHLOT KApPTUHW.
BnacHicTtb: T. M. PomaHueHka.

"MNOPOIMA HA OHINPI” — aksapens,
12 x 20, 1910.

Bopga 3 niHoo 6iXHUTL uepes Noporu.
BnacHictb: HeBigomo.

"MPA DOPTEMAHI” — nepo i aksapena,
9 x 15, 1910.

Yonosiua noctathb rpae Ha popren’aHi.
BnacHicTb: HeBipomO.

"YALUA XUTTAR” — aksapens,
20 x 25, 1910.

LWikiu, BapiAHT yucna 13.
BnacHicTb: HeBigomo.

"MEN3AX 3 TOMONAMU B ONELLKAX"” —
aksapens, 14 x 22, 1910.

Kpaesupn 3 Tononamu.

BnacHicte: Npod. ABopHUULKOrO.

"KPAEBUO” — akeapens, 10 x 1214, 1910.
Hemae onucy.
BnacHictb: T. M. PomaHueHkKa.
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12

13

14

15

16

17

18

19

20

21

22

“VIGNETTE” — watercolor, 12 x 7, 1908.
An endpiece for the “Ukrainian Muse” book.
Property of: the anthology publisher.

“VIGNETTE” — watercolor, 2 x 6, 1908.
An endpiece for “Crown of Thorns” almanac.
Property of: the almanac.

“THE CHALICE OF LIFE” — watercolor,

17 x 25, 1909.

A sketch; a sad face of a person, crying into a
chalice, and drinking own tears.

Property of: unknown.

“HOLY THURSDAY” — oil, 18 x 25, 1909.
Holiday worshippers with candles, leaving
the church after a late mass.

Property of: unknown.

“A FLOOD ON THE RIVER DNIPRO” —
pastel, 19 x 25, 1909.

Flooded meadows.

Property of: V. G. Magdenko.

“THE DAISIES” — pastel, 6 x 11%, 1909.
White daisies in a ceramic jug.
Property of: T. & G. Chaplenko.

“YAROSLAVNA'S SORROW” — watercolor
15 x 25, 1910.

A study for a later painting.

Property of: T. M. Romanchenko.

“THE RAPIDS ON THE RIVER DNIPRO” —
watercolor, 12 x 20, 1910.

Rocks and foamy water.

Property of: unknown.

“AT THE PIANO” — pen and watercolor,
9 x 15, 1910.

A male figure at the piano.

Property of: unknown.

“THE CHALICE OF LIFE” — watercolor,
20 x 25, 1910.

A sketch: variant of #13.

Property of: unknown.

“OLESHKY COUNTRYSIDE” —
watercolor, 14 x 22, 1910.
A landscape with poplars.
Property of: Prof. Yavornytskyi.

“LANDSCAPE” — watercolor, 10 x 121, 1910.
No description.
Property of: T. M. Romanchenko.



"HAOBEYIP” — nactena, 19 x 23, 1910. 23  “TWILIGHT” — pastel, 19 x 23, 1910.

Hemae onucy. No description.
BnacHicTb: HeBigOMO. Property of: unknown.
"BY3KU UBITYTb” — akBapens, 24 “FLOWERING LILACS” — watercolor,
7% x 10, 1910. 7% x 10, 1910.
By3Kkmn KBiTHYTb N0 06MaBa 6OKM QOPIXKKM. Tall lilac bushes on both sides of a path.
BnacHicte: T. i KO. YanneHkis. Property of: T. & G. Chaplenko.
"BIKHO 3 KHUAMK” — nactena, 25 “BOOKS ON A WINDOWSILL"” — pastel,
18 x 22, 1910. 18 x 22, 1910.
YKpaiHCbKi XXypHanu Ha NiOBIKOHHUKY. Ukrainian publications on a windowsill.
BnacHictb: T. i KO. HanneHkis. Property of: T. & G. Chaplenko.
"CONOBEWUKO | BINA AKALIA” — 26 “THE NIGHTINGALE AND ACACIA
nactensa, 10 x 13, 1910. BLOOMS” — pastel, 10 x 13, 1910.
ConoBenko cepen KBiTiB akauii. A bird amidst acacia flowers.
BrnacHicTb: HeBigoMmo. Property of: unknown.
"MONE MAKIB” — akeapena, 27 “A FIELD OF POPPIES” — watercolor,
7% x 10, 1910. 7% x 10, 1310.
Makn HaBKONO xaTu. A country cottage, surrounded by poppies.
BnacHicte: T. i KO. HanneHkis. Property of: T. & G. Chaplenko.
"MAKWH” — aksapens, 10 x 12%, 1910. 28 “POPPIES” — watercolor, 10 x 12'%, 1910.
Hemae onucy. No description.
BnacHicTtbe: €. ®. HikiTiHOI. Property of: E. F. Nikitina.
"CYM APOCNABHW” — aksapena, 29 YAROSLAVNA’S SORROW” — watercolor,
17 x 36, 1910. 17 x 36, 1910.
CymHa noctaTte ApocnaBHu Ha Bany MmicTta. A lone sorrowful feminine figure on a hill.
BnacHicTb: HeBigoOMO. Property of: unknown.
"CYM APOCINABHWU” — onia, 30 “YAROSLAVNA’'S SORROW” — oil,
17 x 46, 1910. 17% x 46, 1910.
CymHa noctate ApocnasHW Ha Bany MicTa, A sorrowful female figure on the top of a hill,
3 niBoro 60ky — gBi Tononi. on the right side; two poplars on the left.
BnacHicTb: Manepei XpnuctuHn Hopnitu, Property of: the Christina Czorpita Gallery,
dinapensdin. Philadelphia, PA.
"00O BOrnHI NAOKU” — 31 “TO SEE LADA, THE GODDESS” —
aksapens, 9 x 10%, 1911. watercolor, 9 x 10'%, 1911.
OisunHa Hece BiHOK 3 KBiTiB 0o BoruHi Nagw. A girl brings flowers for the goddess.
BnacHicTte: I'. P. binAakoBoi. Property of: G. P. Bilyakova.
"OHINPO BHOYI” — nepoityw, 32 “DNIPRO AT NIGHT” — pen and ink,
9x11,1911. 9 x 11, 1911.
HiuHun kKpaesup. A night landscape.
BnacHicTb: HEBIGOMO. Property of: unknown.
"OHINPO B KATEPUHOCNABI” — 33 “THE RIVER DNIPRO IN KATERYNOSLAV”
akBapensa, 10 x 14, 1911. — watercolor, 10 x 14%%, 1911.
Kpaesug 3 HiNnpom. A landscape.
BnacHicTb: T. i KO. YanneHkis. Property of: T. & G. Chaplenko.
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"AHINMPOBA 3ATOKA” —

akeapens, 22 x 24, 1911.

Kpaesua 3 3aTokoro OHinpa 8 Katepurocnasi.
BracHicTe: HeBigomo.

"MOPOIMN KAMOAKH” — onis,

20 x 27,1911,

Moporu Ha OHiNpi 3 niHMcTO BOQOO.
BnacHicTb: HeBinomo.

"HOBOPIYHA PALIA HA 3AMOPINOKI” —
nepo, 10 x 17, 1911.

I'pyna ko3sakiB OUCKYTYE.

BnacHicTtb: Onenu Muinku.

"OCIHHI 0YMW” — aksapens,

12 x 17, 1911.

XiHoua nocTatb, 0QArHyTa B UOPHE, Ha NaBi
nig ociHHIMKM pepeBamu.

BnacHicTb: Hesinomo.

"OHINPOBA DANEYIHb” —

akBapensa, 15 x 22, 1911.

Kpaesua 3 [ninpom Ha 3agHLOMy nnAaHi.
BnacHhicte: LUkonu im. LeBueHka B Kuesi.

"PO3MAY” — nepo, 10 x 12%, 1911.
Wkiu; Hemae onucy.
BnacHicTb: HeBigomo.

"BOTMHA NAOA” — aksapens,
10 x 14, 1911,

Hewmae onucy.

BnacHictb: T. M. PomaHueHkKa.

00 BOrHHI nAOU” —

aksapens, 9 x 10%, 1911.

LUKiu Ha Ty caMmy Temy, Wo i uucno 31.
BnacnicTb: T. i KO. YanneHkis.

"BIH'€ETKU” — nepo, 30noTo i cpibno, 42-73

1x4,1912.
32 BiH’eTkmn ONA Bipwis KOxnma Muxainosa.
BnacHicTb: Hesigomo.

"HA OO3BIMI" — oniseus,
10 x 12%, 1912,

Conpart unuTae nucra 3 gomy.
BnacHicTb: HeBigomo.

"KPAEBHU]L" — nepo,
10 x 12%, 1912,
Hewmae onucy.
BracHicTe: HeBigomo.
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35

36

37

38

39

40

41

74

75

“A RIVER BAY NEAR KATERYNOSLAV” —
watercolor, 22 x 24, 1911,

A landscape; the bay of the river Dnipro.
Property of: unknown.

“RIVER RAPIDS” — oil,
20 x 27, 1911,

Rapids of the river Dnipro.
Property of: unknown.

“NEW YEAR’'S COUNCIL OF ZAPOROZHTSI”
pen and ink, 10 x 17, 1911.

A picturesque gathering of Kozaks.

Property of: Olena Pchilka.

“AUTUMN THOUGHTS” — watercolor,

12 x 17, 1911.

A young woman, dressed in mourning black,
on a park bench under autumn trees.
Property of: unknown.

“AS FAR AS THE EYE CAN SEE” —
watercolor, 15 x 22, 1911.

A countryside, with the river Dnipro.
Property of: the Shevchenko School in Kyiv.

“DESPAIR” — pen and ink, 10 x 12%, 1911.
A sketch; no description.
Property of: unknown.

“LADA, THE GODDESS", — watercolor,
10 x 14, 1911.

No description.

Property of: T. M. Romanchenko.

“TO SEE LADA, THE GODDESS” —
watercolor, 9 x 10%, 1911.

A sketch on the same theme as #31.
Property of: T. & G. Chaplenko.

“VIGNETTES” — pen; silver and gold ink,
1x4,1912,

32 vignettes for the poetry of Yu. Mykhailiv.
Property of: unknown.

“REST & RECREATION” — pencil,

10 x 12%, 1912.

A soldier is reading a letter from home.
Property of: unknown.

“LANDSCAPE” — pen and ink,
10 x 12%, 1912,

No description.

Property of: unknown.



"BOPOHUIBCbLKHUHA OCTPIB B KATEPUHO-
CNABI” — onin, 20% x 28%, 1912.

OcrTpis cepen OHinpa.

BnachicTtb: T. i KO. HanneHkis.

"HA BENMMKOEHB” — nepo, 12 x 12, 1913.
Hemae onucy.
BnacHicTb: HEBIGOMO.

*OHINPOBA OANEYIHB” — onis,
17 x 24, 1913.

Kpaesua, NnOBTOpeHHA uncna 38.
Bnachictb: T. M. PomaHuyeHKa.

"OBKNAOUHKA” — nepo, 6 x 8, 1913.
O6knaguHka 0o 36ipku b. 'piHueHka
"CoHue CxoauTb”.

BnacHicTb: BMOABLA KHUXKH.

"BIJTA AKAUIA” — nepo,

1x6,1913.

OpHameHT 3 KBIiTiB ONA XypHany "Manak”.
BnacHicTb: XypHany.

"KPAEBHULO” — nepo,

10% x 12, 1913.

IntocTpauia go xypHany “PigHuin Kpan™.
BnacHicTb: xypHany.

"HA CBATO” — nepo, 6 x 10, 1913.
IntocTpauia no xypHany "PigHui Kpan”.
BnacHicTb: XxypHany.

"IJIMOCTPALUII” — akBapens,

4 x 6, 1913.

LWicTHaguATb intocTpauin oo "Kasok Bip-
wamu” B. MNpiHueHka.

BnacHiCTb: BUOABUA KHUXKH.

"BIH'ETKWN” — akBapens, 1 x 6, 1913.
Tpu opHameHTH 0o "Kasok Bipwamu”
b. IpiHyeHKa.

BnacHicTb: BUOaBLA KHUXKH.

"IHKILU” — oniBeub, 6 x 9, 1914,
WKiu 3 HiMeUubKOi BiHHN.
BnacHicTb: HEBIAOMO.

"KIHUIBKW” — nepo, 1 x 6, 1914.

Bicim kiHuiBok oo "Cnosa o MNonky Iropesim™.
BnacHiCTb: BUDaBLIA KHHXKXKH.

"BIH'ETKWU” — nepo, 2 x 5, 1914.
[Bi s8i’eTkun go "Cnosa o Monky lropesim”.
BnacHicTb: BUOAaBUA KHUXKH.
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77

78

79

80

81

82

83-98

99-101

102

“VORONTSOQV ISLAND NEAR KATERYNO-
SLAV” — oil, 20% x 28, 1912.

An island on the river Dnipro.

Property of: T. & G. Chaplenko.

“EASTERTIME” — pen and ink, 12 x 12, 1913.
No description.
Property of. unknown.

“AS FAR AS THE EYE CAN SEE” — oil,
17 x 24, 1913.

A landscape: the same theme as in #38.
Property of: T. M. Romanchenko.

“FRONT COVER” — pen and ink, 6 x 8, 1913.
Front cover for B. Hrinchenko's book

“The Sunrise”.

Property of: the publisher of the book.

“ACACIA BLOOMS” — pen and ink,
1x6,1913.

Ornament for magazine “The Lighthouse”.
Property of: the magazine.

“LANDSCAPE” — pen and ink,

10% x 12, 1913.

An iliustration for magazine “Native Land”.
Property of: the magazine.

“HOLIDAY” — pen and ink, 6 x 10, 1913.
An illustration for magazine “The Native Land”.
Property of: the magazine.

“ILLUSTRATIONS” — watercolor,

4 x 6, 1913.

Sixteen illustrations for B. Hrinchenko’s
“Fairytale Poems”.

Property of: the publisher of “Poems”.

“VIGNETTES” — watercolor, 1 x 6, 1913.
Three vignettes for B. Hrinchenko’s
“Fairytale poems”.

Property of: the publisher of “Poems”.

“SKETCH” — pencil, 6 x 9, 1914.
A war-time sketch.
Property of: unknown.

103-110 “ENDPIECES” — pen and ink, 1 x 6, 1914.

Eight endpieces for the “Prince lhor Saga”.
Property of: the publisher of “Saga”.

111-112 “VIGNETTES” — pen and ink, 2 x 5, 1914,

Two vignettes for the “Prince lhor Saga”.
Property of: the publisher of “Saga”.
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"OW, YOO TH MOYOPHINO, 3ENEHEE
NOJNE?” — nacrtena, 19% x 24%, 1915.

TeMHe BeuipHe None, Ha NeplOMyY NNAHI TiNO
k03aKa, i A0 HbOrO NETATL raMBOPOHM.
BnacHicTb: T. i KO. YanneHkis.

"BEPBU HA[l PIBYUAKOM” — nactens,
172 x 27, 1915,

Bep6u Hag BoOoHO.

BnacHicTb: M. C. OnifHuk.

"MOPTPET OPYXWHWU” — nacTens,
19 x 25, (oBan), 1915.

MopTpeT apyxuHu 0. Muxainosa.
Bnacnictb: T. i KO. YanneHkis.

"WWKIU” — onin, 12 x 18, 1915.
3pyvHoBaHa o6opa.
BnacHicTb: Hesigomo.

"WKIU" — onin, 10 x 15, 1915.
lanok, wkiu ana Homepa 125.
BracHicTe: HeBigomo.

"00 BOMMHI NAOU” — nacTens,

19 x 24, 1915.

LisunHa Hece BiHOK 0o Boruni Nagu.
BnacHicTk: HeBigomo.

"OBKNMAOUHKA” — nepo,

12 x 16, 1915.

06KnanMHKa no 6pouwypu "Mpo MpyHTH”
A. Kpacuubkoro.

BrnacHicTb: BUQaBLA KHUXKH.

"3EMJTAHKA B OKOMNAX” — oniseup,
7 x 10, 1915.

Okonu Ha HpPOoHTI.

BnacHicTe: HeBigomo.

"MPOXEKTOP” — oniseus,

7 x10, 1915.

Conpat (Muxannis?) 3axosasecs 3a aepesoMm
Bil NpOXeKTOopa.

BnacHicTe: HeBigomo.

"0OPOrA 1O MICTA JIUK” — oniseup,

7x10,1915. .

3umoBa gopora uepes nic.
BnacHicTb: Hesigomo.

"PYIHWU B MICTI APIC” — oniseus, .

7x10, 1915,
Wikiy BiicbkOBOrO uacy, micTo Apic.
BnacHicTb: HeBigomo.
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114

115

116

117

118

119

120

121

122

123

“WHY DIDST THOU DARKEN, FIELD OF
GREEN?” — pastel, 19% x 241, 1915,

A deserted battlefield under ominous red
skies; a corpse of a soldier in the foreground.
Property of: T. & G. Chaplenko.

“THE WILLOWS” — pastel,
17'% x 27, 1915.

Two willow trees near a ditch.
Property of: M. S. Oliynyk.

“PORTRAIT OF MY WIFE” —
19 x 25, (an oval), 1915.

A portrait of Mykhailiv’'s wife.
Property of: T. & G. Chaplenko.

“SKETCH” — oil, 12 x 18, 1915.
A sketch of a destroyed barn.
Property of: unknown.

“SKETCH” — oil, 10 x 15, 1915.
A sketch of a stand of trees, for #125.
Property of: unknown.

“TO SEE LADA, THE GODDESS” —
19 x 24, 1915,

A girl walking toward the statue of goddess.
Property of: unknown.

“FRONT COVER” — pen and ink,
12 x 16, 1915.

Front cover art for A. Krasitsky’s book “About
the Soils”.

Property of: the publisher of the book.

“A DUGOUT” — pencil,

7 x10, 1915,

A sketch of front-line trenches.
Property of: unknown.

“THE SEARCHLIGHT” — pencil,

7 x 10, 1915.

A soldier (Mykhailiv?), hiding behind a tree
from the glare of searchlight.

Property of: unknown.

“THE ROAD TO LIECK” —
7x10, 1915.

Wintry landscape, highway through a forest.
Property of: unknown.

“THE RUINS OF ARIS” — pencil,

7 x 10, 1915,

War-time sketch of the town of Aris.
Property of: unknown.

pastel,

pastel,

pencil,



"PO3BIOYMK” — oniBeub,

7 x10, 1915.

Conpart noB3e No CHiry yepes nic.
BnacHicTb: HeBigomo.

"FTAUOK” — onia, 10 x 15, 1915,
Manok gecb Ha HpOoHTI.
BnacHicTb: HeBioOMO.

"WKIL” — oniseub, 7 x 10, 1916.
tikiy BINCbKOBOro yacy.
BnacHicTb: HeBigoMmoO.

"BNYKAKOUYMH OYX” — akBapena,
17 x 21, 1916.

Wkiu po Homepa 133.

BnacHicTb: HeBIAOMO.

"BYJTABA” — nacTtens, 18 x 24, 1916.
Wkiy 6ynasu retbmMaHa, 3arybneHoi 8 cteny.
BnacHicTb: HEBIOOMO.

"MEPEQ PAHKOM” — nacTtena,
17 x 24, 1916.

TymMaHHUHA paHOK B caaky.
BnacnicTs: T. i KO. YanneHkis.

"KOB3AP” — nacTenaA,

18 x 20, 1916.

Wkiu, ctapuin k063ap rpae Ha Koba3i.
BnacHicTb: HeBigoMmo.

"CTAPUH LUIBUHTAP” — nactens,

18 x 23'%, 1916

Mepwa yacTUHa coHaTu "YkpaiHa”. Ctapui
UBMHTAp B PAHKOBIW M.

Bnacnicte: T. i KO. YanneHkis.

"3PYUHOBAHWM CMOKIA” — nacTens,
18 x 23%, 1916.

[pyra yactuHa coHaTh "Ykpaina”. yx
reTobMaHa Ha KOHi Hag PO3PUTOIO MOTHUMOILO.
BnacHicte: T. i KO. HYanneHkis.

"BNYKAKOUMHK OYX" — nacTena,

18 x 23'%, 1916.

TpeTA yacTMHa conaTh "Ykpaina”. [lyx
YkpaiHu 3anviumMB XuMepHe NneTuBo Cniais,
WyKaruM WNAX 00 NPOBIOHOI 3ipKK.
Bnacnicte: T. i KO. YanneHkis.

"PI3bbAP” — oniselb i akBapena,

8% x 9%, 1916.

Mepuwa vacTuHa TpunTuxa "Teopeub bora”.
JTlroguHa Bupizsbnioe bora 3 gepesa.
BnachicTe: T. i KO. YanneHkis.
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125

126

127

128

129

130

131

132

133

134

“THE SCOUT” — pencil,

7 x 10, 1915.

Soldier, glancing at an enemy’s flare.
Property of. unknown.

“THE WOODS” — oil, 10 x 15, 1915.
A stand of trees in Lithuania.
Property of: unknown.

“*SKETCH” — pencil, 7 x 10, 1916.
A war-time sketch.
Property of: unknown.

“THE WANDERING SPIRIT” — watercolor,
17V x 21, 1916.

A sketch for #133.

Property of: unknown.

“THE BULAVA” — pastel, 18 x 24, 1916.
A Hetman’s scepter, lost in the fields.
Property of. unknown.

“THE BREAKING OF DAWN” — pastel,
17'% x 24, 1916,

A misty dawn landscape in blue tones.
Property of: T. & G. Chaplenko.

“THE KOBZA PLAYER” — pastel,

18 x 20, 1916. :

An old man, with a kobza (a Ukrainian lute).
Property of: unknown.

“THE OLD GRAVEYARD” — pastel,

18 x 23'%, 1916.

Part One of the “Ukrainian Sonata”. An aban-
doned cemetery, veiled in pre-dawn mist.
Property of: T. & G. Chaplenko.

“THE REST DISTURBED” — pastel,
18 x 23'%, 1916.

Part Two of the “Ukrainian Sonata”. A
Hetman’s spirit, atop an opened grave.
Property of: T. & G. Chaplenko.

“THE WANDERING SPIRIT” — pastel,

18 x 23", 1916.

Part Three of the “Ukrainian Sonata”.
Meandering trails left by the spirit of Ukraine
seeking path to the guiding star.

Property of: T. & G. Chaplenko.

“THE CARVER” — pencil and watercolor,
8% x 9'%, 1916.

Part One of the “Creator of God” triptych. A
man, carving a statue out of a tree stump.
Property of: T. & G. Chaplenko.
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"3NAKABCHAH” — oniBeub i akBapens,

8% x 9%, 1916.

Hpyra vactuHa TpunTrxa "TBopeub Bora”.
Pi3bbAp Tikae, 3nAKaBWWUCH CBOFO TBOPY.
Bnacnictb: T. i KO. YanneHkis.

"MOKNOHIHHA" — onieeusb i akeapens,
9x 10, 1916.

Tpeta wactuHa TpunTUxa "TBopeus bora”.
Jlrogu HaBKONIOWKK MNOKMOHAOTLEA Borosi,
a aBTOp-pi3b6Ap BUrnAgac i3-3a gepesa.
BnacHicte: HeBigomo.

"PI3bBAP” — nactena, 17 x 24, 1916.
Mepuwa yactuHa TpunTruxa "Teopeub Bora”;
nouinpeHHA TeMu yucna 134.

BnachicTe: T. i tO. YanneHkis (nucTiska,
BMacHWK OpuriHany HeBinoOMMUM).

"MY3UKA BOAOCMALIB” — nacTtens,
172 x 23%, 1916.

Bes3niy Bogocnapie cnapatoTh 3i ckene i
yyramcTep rpa€ Ha coninui.

BnacHictb: T. i HO. Yannewukis.

"ITYHA B NICI” — akBapens,
9x 11, 1916.

Hemace onucy.

BnacHictb: HeBigomo.

"NYWA KAMEHA” — nacTtens,

18 x 24, 1916.

Benuki kameHi Ha 6epesi, oauH 3 HUX
Haragye TBapuHy.

BnacHicte: T. i HO. YanneHkiB (nucTiska,
BNAcHUK OpUriHany HeBIOOMUM).

"FONOBA BIObMW” — oniseub,
5x7,1917.

Ka3kosun noptpet Babu-Arn.
BnacHicte: T. i KO. Yanneukis.

"roNocC KPOBWU” — nacrens,

10 x 14, 1917,

KpoB napye Hag nonem 6010 i
nigHocuTbcA 00 Heba y BUrmAQi xpecTa.

BnacHicTb: HeBigoMmoO. .

"BPOH30BWH BIK” — nacrens,

19 x 24, 1917.

Yonosik B YOBHi KOMNO CKeNi, Ha KOTPIi BiH
TiNbKK-1WO BUPi3bOUB cUnyeT TBapHHMU.
BnacHicTte: T. i KO. YanneHkiB (nucTieka,
BNACHUK OpUriHany HeBigoOMUI).
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136

137

138

139
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“RUNNING SCARED” — pencil and
watercolor, 82 x 9%, 1916.

Part Two of the “Creator of God”. Afraid of
his creation, the carver is running away.
Property of: T. & G. Chaplenko.

“THE WORSHIP” — pencil and watercolor,
9x 10, 1916.

Part Three of the “Creator of God” triptych. A
group of worshippers surround the statue of
God in the woods.

Property of: unknown.

“THE CARVER” — pastel, 17 x 24, 1916.
Part One of the “Creator of God” triptych.
Expanded version of #134.

Property of: T. & G. Chaplenko (postcard;
owner of the original is unknown).

“MUSIC OF WATERFALLS” — pastel,

17Y% x 23%, 1916.

Countless waterfalls, cascading down; a
horned, flute-playing Faun in the foreground.
Property of: T. & G. Chaplenko.

“ECHO IN THE FOREST” — watercolor,
9x 11, 1916.

No description.

Property of: unknown.

“THE LIVING ROCK” — pastel,

18 x 24, 1916.

Several rocks at the sea-shore, the largest re-
sembling a sleeping animal.

Property of: T. & G. Chaplenko (postcard;
owner of the original is unknown).

“THE HEAD OF A WITCH” — pencil,
5x7,1917.

A whimsical portrait of the Baba Yaga.
Property of: T. & G. Chaplenko.

“VOICE OF THE BLOOD” — pastel,

10 x 14, 1917.

After a battle, blood vapors rise, forming a
giant cross in the sky.

Property of: unknown.

“THE BRONZE AGE” — pastel,

19 x 24, 1917.

A man in a dugout canoe, fishing next to a
cliff on which an animal shape is carved.
Property of: T. & G. Chaplenko (postcard; the
owner of the original is not known).



"ONTAYI BABABKH” — nactena,
18 x 24, 1917.

3ab6aBKW HA OKCAMUTHOMY OUBEHI.
BnacHicTb: HEBIQOMO.

"TETbMAHWY" — axkBapens,

4% x 6%, 1917.

Maixe nopTpeT cuHa Opacuka, OQArHyToro
AK reTbMaHuu.

BnacnicTb: T. i KO. HanneHkis.

"KHUTA MYOPOCTHU” — nacrtens,

22 x 24, 1918.

Po3KpMUTa KHMXXKA Ha BEpLUKY CKeni.
BnacHicTb: YkpaiHcbkoi Akagemii Hayk B
Hio Hopky.

"OBKNAOUHKA” — nepo, 6 x 9, 1918.
Jo xypHany "Cinbcbkuin Focnogap”.
BnacHicTb: XXypaHany.

"MOPTPET PYOAHCBKOIO” — oniBeub,
5x7,1918.

MopTpeT 0o HOBOro, 1918 p., BUOAaHHA
”"CniBOMOBOK” PyiaHCbKOro.

BnacHicTbe: Bugasus "CniBOMOBOK”.
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“CHILD’S TOYS” — pastel,

18 x 24, 1917.

Toys, scattered on a velvet-covered sofa.
Property of: unknown.

“HETMAN'S SON” — watercolor,

4'% x 6%, 1917.

Portrait of Mykhailiv's son, dressed as an
Ukrainian prince.

Property of: T. & G. Chaplenko.

“THE BOOK OF WISDOM” — pastel,
22 x 24, 1918.

An opened book atop a steep peak.
Property of: the Ukrainian Academy,
NYC, NY.

“FRONT COVER” — pen and ink, 6 x 9, 1918.
Front cover art for “Farmer’'s Magazine”.
Property of: the magazine.

“PORTRAIT OF RUDANSKY” — pencil,
5x7,1918.

Portrait for 1918 edition of Rudansky’s
“Spivomovky”.

Property of: the publisher of “Spivomovky”.

"INKOCTPALII” — nepo, 149-150 “ILLUSTRATIONS” — pen and ink,

10 x 12, 1918.

[Osi intocTpadii oo uMtaHky "Hawa pinHa
moBa” M. 'piHUeHKO.

BnacHicTb: BUOaBUA KHUXKHW.

"QOCIHb” — nactenn, 17 x 22, 1918.
3onoTi ociHHi Bepesn.
BnacHicTb: HeBigomo.

"BIKHO HA BEPAHLOY” — nacTtens,

20" x 25, 1918.

Burnag yepes BiKHO Ha BepaHAay, 3anneTexHy
OUKWUM BUHOTPaaoM.

BnacHicte: T. i KO. YanneHkis.

"HATHOPMOPT” — oniBeub,
10 x 16, 1919.

[1Ba BiHKH.

BnacHicTbk: HeBigOMO.

"MY3UKA 3IP” — nacTtenas,

18 x 24, 1919.

Oekinbka gepes, OTOUEHUX KBITHYUYUMM
Kywamu, a B Hebi cTunizosaHe cy3ip’a Ilipu.
BnacHicTte: T. i HO. UanneHkis.
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10 x 12, 1918.

Two illustrations for M. Hrinchenko’s
textbook “Our Native Language”.
Property of: the publisher of the textbook.

“THE AUTUMN” — pastel, 17 x 22, 1918.
A stand of birch-trees in autumn colors.
Property of: unknown.

“WINDOW ONTO THE PORCH” — pastel,
20%: x 25, 1918.

A view through a window, onto a porch,
draped by wild-grape vines.

Property of: T. & G. Chaplenko.

“STILL-LIFE” — pencil, .
10 x 16, 1919.

Two wreaths.

Property of: unknown.

“MUSIC OF STARS” — pastel,

18% x 24, 1919.

Trees, surrounded by circles of bushes; in
the sky is a stylized constellation Lyra.
Property of: T. & G. Chaplenko.

219



"KAM'AHI BABH” — nacTtens,

17 x 23%, 1919.

Kam’aHi 6a6bn Ha MmOruni Ha ORI 3ax0QAYOro
COHUA.

BnacHicte: T. i 0. YanneHkis.

"FPUFOPIK CKOBOPOJA” — nacrens,
19 x 25, 1919.

MocTathb ykpaiHcbkoro cinocoda Ha oHi
CHUMBONIB Pi3HUX penirin.

BnacHicTe: My3eto im. Ckosopoau B Kuesi.

"30J10TI BOPOTA” — nacrenas,

17% x 25'%, 1920.

PyiHu 3onoTtux BopiT 8 Kuesi.
BnacHicTe: Ykpaitcbkoro KyneTypHoro
LleHTpy, BasHg Bpyxk, H. Ox.

"HATHOPMOPT” — akBapens,
17 x 24, 1920.

By3ok i kepamiuHa pmnbka.
BnacHicTb: HeBinomo.

"HIY HA OHINPI” — aksapena,
16 x 20, 1920.

TemHO-CHHIN Kpaesua.
BnacHicte: M. M. IOpkeBMu.

"HATIOPMOPT” — akBapens,

16 x 21, 1920.

by3ok B Basi Ha iANKOBO-KOPUUHEBOMY
POoHi.

BnacHicTtb: T. i KO. YanneHkis.
"PUBANKA” — aksapens, 7 x 12, 1920.
Yonosik pubanuTe 3 yoBHa.

BnacHicte: A. M. Naeenka.

"A®ILLI” — aksapens, 1920.

LOBi adbiwi ana manppisHoi kaneni
OHinpocotosy.

BnacHicTb: kaneni.

"BITPAK” — akBapens,

18 x 24, 1920.

BiTpAk Ha Beplky ropu.
BnacHicTb: HeBigomo.
"HATIOPMOPT” — aksapens,
10 x 18, 1920.

BykeT pomauiok.
BnacHicte: O. B. YexiBCbKOI.
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156

157

158

159

160
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“THE STONE BABAS” — pastel,

17 x 23, 1919.

Two stone statues atop a burial mound,
outlined against the sunset.

Property of: T. & G. Chaplenko.

“HRYHORIY SKOVORODA” — pastel,

19 x 25, 1919.

Ukrainian philosopher-wanderer and
symbols of various religions.

Property of: the Skovoroda Museum in Kyiv.

“THE GOLDEN GATES” — pastel,

172 x 25%, 1920.

Ruins of Golden Gates in Kyiv.

Property of: The Ukrainian Cultural Center in
Bound Brook, NJ.

“STILL-LIFE” — watercolor,
17 x 24, 1920.

Lilacs and a ceramic fish.
Property of: unknown.

“NIGHT ON THE RIVER” — watercolor,
16 x 20, 1920.

A night scene on the river Dnipro.
Property of: M. P. Yurkevych.

“STILL-LIFE” — watercolor,

16 x 21, 1920.

Pink and purple lilacs in a ceramic vase on a
purple and brown background.

Property of: T. & G. Chaplenko.

“FISHERMAN" — watercolor, 7 x 12, 1920.
A man fishing from a boat.
Property of: A. M. Pavelko.

162-163 “POSTERS” — watercolor, 1920.

164

165

Two posters for the Dniprosoyuz musical
choir.
Property of: the choir.

“THE WINDMILL” — watercolor,
18 x 24, 1920.

A windmill on a hilltop.

Property of: unknown.

“STILL-LIFE” — watercolor,
10 x 18, 1920.

A bouquet of daisies.
Property of: O. V. Chekhivska.



"BIKHO HA [JAYI” — akBapena,
12 x 16, 1920.

Burnag uepes BikHO.
BnacHicTb: HeBigoMO.

"PAHKOBWH BITPELIb” — akBapens,
12 x 16, 1920.

Hemae onucy.

BnacHicTb: HeBigomo.

"MICTOK HA AYI” — akBapena,
12 x 16, 1920.

Manui pnepeB’'AHMI MICTOK Ha Aaui.
BnacHicTb: Hesigomo.

"3UMA” — ryaw, 10 x 17, 1920.
Hemae onucy.
Bnacnictb: O. O. HikiTiHOI.

"010 MOPO3” — nacTtens,

9 x 15, 1920.

Lin Mopo3 Hece NOOQapyHKHU | ANUHKY.
BnacHicTbe: HeBigomo.

"3ATYBIEHA CNABA” — nactenas,

17 x 25, 1920.

bynasa, 3arybneHa B cTeny.
BnacHicTb: YKpaiHCbKOro KyneTypHoro
UeHTpy, BasHa Bpyk, H. [x.

"YYTAHUCTEP” — akeapensa, 19 x 22, 1920.
Yyrancrtep B yKpaiHCbKi# copouui. Adiwa
OnA maHgpiBHOI Kaneni lHiNpocoro3y.
BnacHicTb: kaneni.

"KA3KA” — nacTtena, 19 x 22, 1921.
Ka3koBuKr MICT MiXX 0BOMA ropamu.
BnacHicTbk: HeBigomo.

"MIHA COH” — nacTtens,

18 x 22, 1921.

3aTeMHeHHA COHUA, Nnepen HUM WnbeHnua
Ha KOTPY BMNOB3 3eNeHUN 3MiA.
BnacHictb: T. i KO. HanneHkis.

"NECATUHHA LLIEPKBA” — oniBeupb,
12 x 14, 1921,

Crapa uepxsa B Kuegi.

BnacHicTe: T. i KO. HanneHkiB.

"HATIOPMOPT” — akBapena,
15 x 18, 1921.

By3kn Ha POHIi CUHBOro KMNUMa.
BnacHictb: T.i KO. Hannenkis.
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“THE COTTAGE WINDOW” — watercolor,
12 x 16, 1920.

A view through a cottage window.
Property of: unknown.

“THE DAWN BREEZE” — watercolor,
12 x 16, 1920.

No description.

Property of: unknown.

“A'COUNTRY BRIDGE” — watercolor,

12 x 16, 1920.

A small wooden bridge in the countryside.
Property of: unknown.

“WINTER” — poster color, 10 x 17, 1920.
No description.
Property of: O. O. Nikitina.

“FATHER FROST” — pastel,

9 x 15, 1920.

St. Nick, carrying toys and a Christmas tree.
Property of: unknown.

“THE LOST GLORY” — pastel,
17 x 25, 1920.

A Hetman's scepter, lost in Ukrainian steppes.

Property of: The Ukrainian Cultural Center in
Bound Brook, NJ.

“CHUHAISTER” — watercolor, 19 x 22, 1920.
A sprite in a Ukrainian embroidered shirt; a
poster for the Dniprosoyuz choir.

Property of: the choir.

“FAIRYTALE” — pastel, 19 x 22, 1921.
A fairytale bridge over an abyss.
Property of: unknown.

“MY DREAM” — pastel,

18 x 22, 1921.

An eclipsed Sun behind a double gallows
which is entwined by a green serpent.
Property of: T. & G. Chaplenko.

“THE DESIATYNNA CHURCH” — pencil,
12% x 14, 1921.

An old church in Kyiv.

Property of: T. & G. Chaplenko.

“STILL-LIFE” — watercolor,

15 x 18, 1921.

Lilacs in a glass vase against a blue rug.
Property of: T. & G. Chaplenko.
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"HATIOPMOPT” — akBapens,
15 x 18, 1921.

Mucka 3 6aknaxaHamu.
BnacHicTb: HeBinomo.

"BEYIP” — nactenn, 19 x 28, 1921.
BeuipHitt kpaesun.
BnacHictb: B. KauepoBscbkoro.

"BEPAHOA” — akBapens, 17 x 21, 1921.
Burnag na sepaHpy.
BracHicte: M. M. NpiHueHkoO.

"YEPBOHWMW KIHb” — nacTena,

’ 19 x 23, 1921.

YepBOHUIA KiHb CTpUGAE uepes NpipBy Mix
0BOMA ropamu.

BracHicTtb: My3eto im. LLleBuerka B Kuesi.

"KPAEBWO” — akBapens, 14 x 20, 1921.
Kpaesnpg Koo piuku ipneHso.
BnacHicTb: HeBinoMmo.

"3ABYTUM NbOX” — aksapens,

14 x 20, 1921.

3abyTunit Nbox, 3apocnuit Gyp’aAHamu.
BnacHictb: M. Bacunuka.

"r'yooOK” — nacTtens,

20 x 24, 1921.

Op6a pobiTHMKIB NOCMILIAE HA KNWY FyaKa.
BnacHicTb: IN. TUUKHMK.

"HATIOPMOPT” — akBapens,
18% x 23, 1921.

Pi3Hi oBoui.

Bnacnictb: Mpod. Pax6u.

"HATKOPMOPT” — akBapena,
18 x 24, 1921.

Map6y3u i 6GaknaxaHm.
BnacHicTb: HeBigoMO.

"BPAMA TAUHW” — akBapens,

19 x 23, 1922.

Kam’AHa cTiHa 3 3anizHMMK BOpOoTamu;
o6nunuua CoiHkca Ha CTiHi.
BnacHicts: HO. B. [T'aguka.

"HATKOPMOPT” — akBapens,
17 x 20, 1922.

MONOWHUK | HAMKUCTO.
BnacHicTtb: O. O. HikiTiHOI.
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“STILL-LIFE” — watercolor,
15 x 18, 1921.

A plateful of tomatoes.
Property of: unknown.

“THE EVENING” — pastel, 19 x 28, 1921.
An evening scene.
Property of: B. Kacherovskyi.

“THE PORCH” — watercolor, 17 x 21, 1921.
A view from the porch.
Property of: M. M. Hrinchenko.

“THE RED STALLION” — pastel,

19 x 23, 1921,

A red-colored horse, soaring across the
abyss between two mountains.
Property of: the Shevchenko Museum in Kyiv.

“LANDSCAPE” — watercolor, 14 x 20, 1921.
Countryside near the river Irpen.
Property of: unknown.

“AN ABANDONED CELLAR” — watercolor,
14 x 20, 1921.

A country cellar, overgrown with weeds.
Property of: M. Vasylyk.

“FACTORY WHISTLE” — pastel,

20 x 24, 1921,

Workers crowding through a factory gate.
Property of: P. Tychyna.

“STILL-LIFE” — watercolor,
182 x 23, 1921.

Colorful vegetables.
Property of: Prof. Rashba.

“STILL-LIFE” — watercolor,
18 x 24, 1921.

Pumpkins and tomatoes.
Property of. unknown.

“THE GATE OF MYSTERY” — watercolor,
19 x 23, 1922,

A closed iron gate in a stone wall; an image
of Sphinx on the wall.

Property of: Yu. Piadyk.

“STILL-LIFE” — watercolor,
17 x 20, 1922.

A milk pitcher and a necklace.
Property of: O. O. Nikitina.



"HATHOPMOPT"” — akBapens,
19 x 24, 1922,

MopuenaHa.

BnacHicTte: M. M. [ piHueHKoO.

"OBKIMAOUHKA” — nepo,

6 x 11, 1922,

O6knaaunHKa 0o 36ipHUka noesin BepxapHa.
BnacHicTb: BUQABLA KHUKKH.

"MAPKA” — nepo, 7 x 11, 1922.
Mapka suaaBHUUTBa "Cninka”.
BnacHicTb: BUOaBHMUUTBA.

"XATA CTELLEHKA” — oniseup,

7 x 14, 1922.

Xata komno3uTtopa CteueHxa B ceni
Benpuky.

BnacHicTtb: ToBapucTBa im. JlleoHTOBMUYA.

"KAMNKULIA B CENI BEMPKUKY” — aksapens,
7 x 14, 1922.

CrapoBuHHa kannuua B ceni Benpuky.
BnacHicTtb: ToBapucTBa iM. JleoHTOBMUYA.

"MEPLWIE TPABHA” — Byrine i nacTtensa,
19 x 24, 1922.

Yepes BikHO BUOHO, AK OEMOHCTPAHTH
BiNOuUMBaKOTL.

BnacHicTb: HEBIAOMO.

"BECHA” — nacTtens, 19 x 25, 1922.
Jepes’aHa ctatyA Bora-CeitoBuaa, 3
yoTupma o6nnyuAMUK, NPUKpalleHa KBiTaMu.
BnacHicTb: HEBiQOMO.

"HATHOPMOPT” — akBapens,
14 x 20, 1922.

BbykeT TpoAHA.

BnacHicTb: HEBIQOMO.

"KPAEBUMM” — akeapena, 18 x 20, 1922.
PyiHn Ha CTONMNMHCBKIM ByNMLi B KneEBI.
BnacHicTb: HeBigoOMO.

"ABTOMOPTPET” — nacTtena,

15 x 24, 1922.

MopTpeT Mnxannosa 3 CUHLOKO BONOLWIKOIO.
BnacHicTb: IlbBiBCbKOTO My3eto.

"3Ar'YBNEHA CNABA” — nactenas,

17 x 25, 1922.

leTbMaHcbka BynaBsa, 3arybneHa B cTeny.
BriacHicTb: poguHu Prubauyk.
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“STILL-LIFE” — watercolor,
19 x 24, 1922.

Porcelain dishes.

Property of: M. M. Hrinchenko.

“FRONT PAGE” — pen and India ink,
6 x 11, 1922.

Front cover art for Verhaeren’s poems.
Property of: the publisher of the book.

“LOGO"” — pen and India ink, 7 x 11, 1922.
Logo for the publishing house “Spilka”.
Property of: the publishing house.

“STETSENKO’S HOUSE” — pencil,

7 x 14, 1922.

The house of composer Stetsenko in the
village of Vepryk.

Property of: the Leontovych Society in Kyiv.

“A CHAPEL IN THE VILLAGE OF VEPRYK”
— watercolor, 7 x 14, 1922.

A vintage village chapel.

Property of: the Leontovych Society in Kyiv.

“THE FIRST OF MAY” — charcoal and pastel,
19 x 24, 1922.

A view from a window on the May parade mar-
chers at rest.

Property of: unknown.

“SPRINGTIME” — pastel, 19 x 25, 1922.
A wooden statue of the four-faced God
Svitovyd, decorated with spring flowers
Property of: unknown.

“STILL-LIFE” — watercolor,
14 x 20, 1922.

A bouquet of roses.
Property of: unknown.

“LANDSCAPE” — watercolor, 18 x 20, 1922.
Ruins of Stolypynska Street in Kyiv.
Property of. unknown.

“SELF-PORTRAIT” — pastel,

15 x 24, 1922.

Self-portrait of Mykhailiv.

Property of: the City Museum in Lviv.

“THE LOST GLORY” — pastel,

17 x 25, 1922.

A Hetmans’ scepter, lost among grasses.
Property of; the Rybachuk Family.
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"OBKINNAOUHKA” — nepo i akBapenn,
10 x 14, 1922.

O6knaguHka 0o "lcTopii YKpaiHcbKoi
My3uku”,

BnacHicTe: Bupasua "lctopii”.

"OBKNAOWUHKA” — nepo i akeapens,

12 x 16, 1922,

O6knapvHka no KHKxku "Outaunin Cagok”
O. lopoweHKo.

BnacHicTb: BUOABLA KHUXKU,

"OBKITAOUHKA” — akBapens,

) 12 x 16, 1922,

O6xknanunHka no kaHTath "CoHue Mpie” B
yecTb 3aHLKOBEULKOI.

BnacHicTb: BUAaBUA KaHTATH.

"MAPKW” — akBapens, 10 x 16, 1922.
Tpu 6oruvHi goni.
BnacHicTb: HeBigomo.

"T'PABIXXHWLUA CHIB” — oniseup,

6% x 8%, 1923.

onosa BiobMK, HaxuneHol Hap 60NOTOM, 3
NaByTUHHAM B KOTPE BOHA NOBUTL CHHU.
BnachicTb: T. i KO. YanneHkis.

"OBKIMAOUHKA” — akeapens,

10 x 14, 1923.

O6knaouHka anA KHWxXkK PabingpanaTa
Taropa "MicAununi Cepn”.

BnacHicTb: BUOaBUA KHUXKKH,

"OBKNAOUHKA” — 1yw i umHo6pa,
12 x 16, 1923.

O6knapuHka 0o xypHany "My3uka”.
BnacHicTb: XypHany.

"XMAPKA"” — oniseupb,

6% x 62, 1923.

Conosa cob6aku.

BnacHicte: T. i HO. YanneHkis.

"YAUKA” — nactenn, 17% x 23, 1923.
Yanka netuTb Hag OHinpom. B Hebi xmapm,
O BUFNAQAOTL AK BEPLUHUKH.

BnacHictb: YkpaiHcbkoro KynbTypHoro
UeHTpy, BaBnp Bpyk, H. Ox.

"MAPKA” — Tyw i unHo6pa,

10 x 14, 1923.

Mapka gna IHcTuTyTy KHUrosHascTtsa.
BnacHhicTb: IHCTUTYTY.
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“FRONT COVER” — India ink and watercolor,
10 x 14, 1922,

Front cover art for “History of Ukrainian
Music”.

Property of: the publisher of the “History”.

“FRONT COVER” — India ink and watercolor,
12 x 16, 1922.

Front cover art for the O. Doroshenko’s book
“Kindergarten”.

Property of: the publisher of the book.

“FRONT COVER” — watercolor,

12 x 16, 1922.

For the book of scores “The Dreaming Sun”
cantata, honoring M. Zankovetska.
Property of: the publisher of the cantata.

“THE PARKAS” — watercolor, 10 x 16, 1922.
The three goddesses of destiny.
Property of: unknown.

“THE STEALER OF DREAMS” — pencil,
6% x 8%, 1923.

Head and torso of a witch, surrounded by
spider webs, leaning over a swamp.
Property of: T. & G. Chaplenko.

“FRONT COVER” — watercolor,

10 x 14, 1923.

Front cover art for Tagore’s book “The
Crescent Moon”.

Property of: the publisher of the book.

“FRONT COVER” — India ink and cinnabar,
12 x 16, 1923.

Front cover art for magazine “Music”.
Property of: the magazine.

“THE LITTLE CLOUD” — pencil,
6% x 6%, 1923.

Head of a fluffy dog.

Property of: T. & G. Chaplenko.

“THE SEA-GULL" — pastel, 174 x 23, 1923.
A gull flying over the river Dnipro. Pinkish
clouds above, shaped like horsemen.
Property of: The Ukrainian Cultural Center in
Bound Brook, NJ.

“LOGO"” — India ink and cinnabar,

10 x 14, 1923.

Logo for the Ukrainian Bibliology Institute.
Property of: the Institute.



"3A 3ABICOHO XXUTTAH” — nactens,

18% x 24, 1923.

Konbopoga 3aBica BinxvuneHa pyKoto, 3a HEKO
— Xaxuv peanbHOro XUTTA.

BnacHicTb: YkpaiHcbkoro KynbTypHoro
LeHuTpy, BasHp Bpyk, H. [Ix.

"MOE3IA HOUYI” — nacTtens, 19 x 24, 1923.
HacTpoeBui Kpaesug Houi.
BnacHicTb: HEBIQOMO.

"OCIHHIW PAHOK” — akBapens,
17 x 22, 1923.

Hemae onucy.

BrnacHicTb: HEBIQOMO.

"HATIOPMOPT” — akBapena, 18 x 24, 1923.
CTapOBMHHA LWIKATYNa, NOMUUA 3 KHAramm,
KOpUWUYHeBa napua, HapoaHi CBUCTYIbKH.
BnacHicTtb: M. A. Ko3uka.

"ONIKA HAQ MUCTEUTBOM” — oniseupb,
14 x 20, 1923.

My3sa po3npocTepna pyKu Hag MACTELTBOM i
OXOPOHAE HOro.

BnacHicTb: HeBiQOMO.

"BECHAHWW BEYIP” — onin,
22 x 26, 1923.

BeuipHin kpaesu1a.
BnacHicTb: C. BopoHiHa.

"QOBKITAOMHKA” — akBapens,

10 x 14, 1923.

O6knagunHka 36ipHuka "Yepsonui 3acnis”.
BnacHicTb: BupaBuna 36ipHuKa.

"OBKNAONHKA” — akBapens,

12 x 16, 1923.

O6knaguHka anAa xypHany "Hosa Mpomapa’.
BnacHicTb: XypHany.

"MPOMETEW” — Byrinb, 20 x 27, 1924.
3axkosaHui NpomeTen. LLKIL ANA KapTUHK.
BnacHicTb: HEBIQOMO.

"KOPACUK” — oniseub, 10 x 14, 1924.
Cun Muxannosa, KOpacuk, B TPYHI.
BnacHicTb: HEBIQOMO.

"OBKNAONHKA” — Tyt i KapmiH,

10 x 14, 1924.

O6knagmHka 0o 36ipHuka "UepsoHuit 3acnis”.
BnacHicTb: BUOaBuUA KHUXKW.
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“BEHIND THE CURTAIN OF LIFE” — pastel,
18% x 24, 1923.

A colorful curtain, partly drawn aside; behind
it, — the tragedy of real life.

Property of: The Ukrainian Cultural Center in
Bound Brook, NJ.

“POEM OF NIGHT” — pastel, 19 x 24, 1923.
A soulful night scene.
Property of: unknown.

“AN AUTUMN MORN” — watercolor,
17 x 22, 1923.

No description.

Property of: unknown.

“STILL-LIFE” — watercolor, 18 x 24, 1923.
A jewelry case, a bookshelf, piece of brown
brocade, and primitive whistles.

Property of: M. A. Kozyk.

“PROTECTOR OF THE ART” — pencil,

14 x 20, 1923.

A Muse, spreading her arms protectively over
a working artist.

Property of: unknown.

“AN EVENING IN SPRING” — oil,
22 x 26, 1923.

A twilight landscape.

Property of: S. Voronin.

“FRONT COVER” — watercolor,

10 x 14, 1923.

Front cover, song-book “The Red Refrain”.
Property of: the publisher of the book.

“FRONT COVER” — watercolor,
12 x 16, 1923.

For magazine “Nova Hromada”.
Property of: the magazine.

“PROMETHEUS” — charcoal, 20 x 27, 1924.
Prometheus in chains. A study for a later painting.
Property of: unknown.

“YURASYK” — pencil, 10 x 14, 1924.
Mykhailiv's son, Yurasyk, in a coffin.
Property of: unknown.

“FRONT COVER” — India ink and carmine,
10 x 14, 1924.

Front cover, song-book “The Red Refrain”.
Property of: the publisher of the book.
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"UINTOMYOPIE” — oniseus, 10 x 14, 1924.
CnosuTta ouTHHAa.
BracHicTb: HeBigoMmo.

"NMYKABCTBO” — oniseub, 10 x 14, 1924,
O6nuyua koTa 3 BUpPa3oM NykaecTea.
BnacHicTtb: HeBinomo.

"MAPKA” — Tyw i kapmiH,
10 x 14, 1924,

BupasHuua mapka "Cnoga”.
BnacHicTb: BugaBHMUTEA.

"MOIMMNA KOPACUKA” — akBapens,
‘ 8x 12, 1924.

Moruna cuHa KO. Muxainosa.
BnacHicTk: HeBigomo.

"OBKNAOUHKA” — Tyw i ko6aneT,
10 x 16, 1924,

O6knaguHka 0o 36ipku HOT "Bicim

npentogis-niceHs” M. Kosuubkoro.

BnacHicTb: BUpasHuuTBa.

"EKCNIBPIC” — Tyw i kKapMiH,
5x 8, 1924,

Exkcnibpic KOpacuka Muxainosa.
BnacHicTb: HeBigomo.

"FINbOTUHA” — nacTens, 19 x 25, 1924.
Cuena 3 cbpaHUy3bKoi peBontouii.
3akpu1BaBneHa rinboTUHA, KOMo Hei
6anpyXxun BapTOBUIA.

BnacHicTb: PobiTHuuoro Knio6y B Kuesi.

"MYTb, €I'0 XE HE NPEXUOEWN” —
nacrtena, 19% x 24, 1924,

Nwoaw 3 pi3Hnx BepcTs cycninbcTea nayTb
OAHHWM LUNAXOM 00 COHUA, WO BUrNAQae AK
yepen.

BnacHicTb: YkpaiHcbkoro KyneTypHoro
UeHTpy, Baenp Bpyk, H. Ox.

"BAN CTAPOBUHHOIO MICTA” —
oniseub, 10 x 16, 1924,

Mer3ax cTapoOBUHHOroO Bany HaBKONO MICTa.
BnacHicTe: Mp. MaiderTa.

"OBKNAOWHKA” — akeapens,

10 x 18, 1924,

O6knagwnHka no xypHany "Mysuka”.
BnacHicte: xypHany.

"MAPKA” — akBapenn, 10 x 16, 1924.
Mapka nna TosapucTsa iM. JleoHTOBMuA.
BnacHicTb: ToBapucTsa.
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“THE INNOCENCE” — pencil, 10 x 14, 1924,
A sketch; a baby in swaddling clothes.
Property of: unknown.

“THE CUNNING” — pencil, 10 x 14, 1924.
The face of a cat, with a cunning expression.
Property of: unknown.

“LOGO” — India ink and carmine,

10 x 14, 1924,

Logo for the publishing house “Slovo”.
Property of: the publishing house.

“YURASYK’S GRAVE” — watercolor,

8 x 12, 1924.

The grave of Mykhailiv’s little boy, Yurasyk.
Property of: unknown.

“FRONT COVER” — India ink and cobalt,

10 x 16, 1924,

Front cover art for the book of scores: “Eight
Preludes” by P. Kozytskyi.

Property of: the publisher.

“EX LIBRIS” — India ink and carmine,
5x 8, 1924.

A bookplate for Yurasyk Mykhailiv.
Property of: unknown.

“THE GUILLOTINE” — pastel, 19 x 25, 1924.
A scene from the French Revolution.

A blood-soaked guillotine, with an indifferent
guardsman.

Property of: the Workers’ Club in Kyiv.

“THE ROAD OF NO RETURN” —

pastel, 19% x 24, 1924,

A variety of people, travelling the same road,
toward an eclipsed Sun which looks like a
skull.

Property of: The Ukrainian Cultural Center in
Bound Brook, NJ.

“OLD RAMPARTS” —
pencil, 10 x 16, 1924,

The ramparts of an old city.
Property of: Hr. Maifet.

“FRONT COVER” — watercolor,

10 x 18, 1924,

Front cover art for magazine “Music”.
Property of: the magazine.

“LOGO” — watercolor, 10 x 16, 1924.
Publishing logo for the Leontovych Society.
Property of: the Leontovych Society in Kyiv.



"CYM APOCINABHW” — nacrena,

18 x 27, 1925.

flpocnasHa Ha Bany MiCTa, KOMo Piuku.,
BnacHicTb: . TUuUHMK.

"CYMHWUHN MICALIb” — nacTens,
19 x 25, 1925.
Hemae onucy.
BnachicTte: C. O. HepeaHnueHka.

"HATHOPMOPT” — nactens, 10 x 20, 1925.
UnknameHu.
BnacHicTk: M. [1. lymbanse.

"CYM APOCJIIABHWU” — nacTena,

18 x 27, 1925.

MoBTOpeHHA uncna 231, 3 HanWMcom Ha
3BOPOTI, WO Ue KoNniA nonepeaHboi KapTUHMK.
BnacHicTtb: A. CobkeBnua.

"HIY” — onieeub, 10 x 14, 1925.
Hemae onucy.
BnacHicTtb: M. O. [aueHka.

"BEPBA” — oniseub, 10 x 14, 1925.
Bepba xuTaETbCA B BITPY.
BnacHicTb: HEBIQOMO.

"KPAEBUO” — akeapens, 10 x 16, 1925.
Kyl KanuHu 3 UepBOHUMHK Aropgamm.
BnacHicTb: M. €. IBueHKa.

"KNYHA” — akeapenn, 12 x 18, 1925,
Crapa knyHa.
BnacHicTb: M. M. NpiHYeHKO.

"KPAEBMO” — aksapena, 12 x 18, 1925.
Beuip Ha piudi Xoponi.

BnachicTe: 1. M. JTio6ueHko.
"OPYXKWHA MO KANMUHOKO” —
akeapens, 12 x 18, 1925.

OpyxuHa Muxannosa sBiaNOYMNBAE.
BnacHicTb: J1. M. IBueHko.

"CIHOXATbL” — aksapenn, 12 x 18, 1925.
JTropun KOCATL Tpaey.
BrnacHicTe: M. . HepHABCLKOTO.

"MICALUb CXOOUTL” — nacTenn,
18 x 24, 1925.

Hemae onucy.

BnacHicTb: HEBIOOMO.

"BITPAK” — oniseub, 16 x 20, 1925.
CaMOTHIN BITPAK.
BnacHicTb: HEBIOOMO.
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“YAROSLAVNA'S SORROW” — pastel,

18 x 27, 1925.

A lone feminine figure atop a hill by a river.
Property of: P. Tychyna.

“THE SAD MOON” — pastel,

19 x 25, 1925.

No description.

Property of: S. O. Cherednychenko.

“STILL-LIFE” — pastel, 10 x 20, 1925.
Cyclamen flowers.
Property of: M. D. Dumbadze.

“YAROSLAVNA’'S SORROW” — pastel,

18 x 27, 1925.

Repeat of #231, identified as a copy, by an
inscription on the back of painting.
Property of: A. Sobkevych.

“THE NIGHT” — pencil, 10 x 14, 1925.
No description.
Property of: M. O. Datsenko.

“THE WILLOW” — pencil, 10 x 14, 1925.
A willow tree, swaying in a gentle breeze.
Property of: unknown.

“LANDSCAPE” — watercolor, 10 x 16, 1925.
A Viburnum bush with red berries.
Property of: M. E. Ivchenko.

“THE BARN” — watercolor, 12 x 18, 1925.
An old barn.
Property of: M. M. Hrinchenko.

“LANDSCAPE” — watercolor, 12 x 18, 1925.
An evening scene on shores of river Khorol.
Property of: I. P. Liubchenko.

“MY WIFE UNDER A VIBURNUM BUSH” —
watercolor, 12 x 18, 1925.

The artist’s wife, relaxing.

Property of: L. M. Ivchenko.

“MAKING HAY” — watercolor, 12 x 18, 1925.
A rural scene.
Property of: M. F. Cherniavskyi.

“THE MOONRISE” — pastel,
18 x 24, 1925.

No description.

Property of. unknown.

“THE WINDMILL” — pencil, 16 x 20, 1925.
A lone windmill on a hill.
Property of: unknown.
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"BITPAK HA TN MICAUA” —
akBapens, 19 x 25, 1925.
BiTpak Ha ropi Ha coHi micauA.
BnacHicTb: HeBigoMoO.

"OBKNAOUHKA” — Tyw,

10 x 16, 1925.

O6knapuHka xypHany "CenaHcbkuit Kpegut”.
BnacHicTb: xypHany.

"3AKYTE MUCTEUTBO"” — aksapens,

15% x 18, 1925.

Oepeso, 06kpyueHe NaHUHOrOM 3 YEPBOHUM
3amkom. [py>kMHa nepemantosana 3aMoK Ha
KOpHUuHeBMH, AK Murxannosa sucnanm.
BnacHictb: YkpaiHcbkoro KynbTypHoro
UenTtpy, BaBHp Bpyk, H. Ox.

"LUMIrAHKA” — onis, 20, x 42, 1925.
MopTpeT apyxuHW Muxamnnosa oaArHyToi AK
uMraHka.

BnacHicte: T. i KO. YanneHkis.

"MAPYA” — Byrinb, 20 x 28, 1925,
Ha kpicni, Ha napui nexuTb KMubKa.
BnacHicTb: HeBigomo.

"30N0OTA NAPYA” — nacrena,
20 x 28, 1925.

Mapua nexuTb Ha kpicni.
BnacHictb: HeBigomo.

"BITPAK HA TNI MICAUA”" — onin,
24 x 28, 1925.

MoBTOpPEHHA uncna 244,

BnacHicTb: XepcoHchkoro Mysero.

"CYM APOCNABHW” — onin,

20 x 24, 1925.

Cxoxa Ha uncna 231 i 234. CymHa xiHoua
noctaTth Ha Bany micra.

BnacHicTb: HeBigomo.

"HATKOPMOPT” — nacTenn, 18 x 24, 1926.
BnakuTHi Yalliku Ha Kpyrnomy croni.
BnacHictb: O. C. YankiBcbKoro.

®HA FPAHI BIYHOIMO” — nacrens,

20% x 27,, 1926.

TpyHa cTOiTh Nepen 3asicoto Hesinomoro,
BiuHoro.

BnacHictb: T. i KO. YanneHkis.

"BAPTOBUIA” — nactenn, 18 x 20, 1926.
Conpgart Ha Bapri.
BnacHicTb: HeBigomo.
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“A WINDMILL AGAINST THE MOON” —
watercolor, 19 x 25, 1925.

A windmill, outlined against moonlight.
Property of: unknown.

“FRONT COVER” — pen and India ink,

10 x 16, 1925.

Front cover art for magazine “Rural Credit”.
Property of: the magazine.

“THE CHAINED ART” — watercolor,

15'% x 18, 1925.

A large tree, wound about with a heavy chain,
locked with a red padlock (changed to brown
by wife when Mykhailiv was exiled).

Property of: The Ukrainian Cultural Center in
Bound Brook, NJ.

“THE GIPSY” — oil, 20% x 42, 1925.

A portrait of Mykhailiv's wife dressed as a
Gipsy woman.

Property of: T. & G. Chaplenko.

“BROCADE” — charcoal, 20 x 28, 1925.
A cat on a piece of brocade, on & chair.
Property of: unknown.

“GOLDEN BROCADE" — pastel,

20 x 28, 1925.

Similar to #248, but without the cat.
Property of: unknown.

“A WINDMILL AGAINST THE MOON" — oil,
24 x 28, 1925.

Similar to #244, repeated in oil.

Property of: the City Museum in Kherson.

“YAROSLAVNA’'S SORROW” — oil,

20 x 40, 1925.

Similar to #231, 234; a sad feminine figure on
a hilltop.

Property of: unknown.

“STILL-LIFE” — pastel, 18 x 24, 1926.
Blue porcelain cups on a round table.
Property of: O. S. Chapkivskyi.

“ON THE EDGE OF ETERNITY” — pastel,
20% x 27", 1926.

A closed coffin; slightly parted orange
curtain with nothingness behind it.
Property of: T. & G. Chaplenko.

“THE SENTRY"” — pastel, 18 x 20, 1926.
A soldier on sentry duty.
Property of: unknown.



"MPOMETEW” — nactens, 22 x 27, 1926.
BuaHa Tinbku yacTtuHa tina Npometen
npukosaHoro 0o ckeni. Nopyy, — cTpawHUi
open, Wo wmaTye Horo Tino.

BnacHicTb: XepcoHcbkoro Myseto.

"HATHOPMOPT" — akBapens, 18 x 20, 1926.
BykeT Ginoro 6y3ky Ha OBanLHOMY CTONMi.
BnacHicTb: HeBIQOMO.

"HATHOPMOPT” — akBapenas, 20 x 22, 1926.
TpoAHOM B KEpaMiuyHii Ba3si.
BnacHicTb: HEBIQOMO.

"HATHOPMOPT” — akBapens,

11 x 12%, 1926.

Tpu TPOAHAM Ha DOHi CUHBOT Tapinku, nin
HUMM iM'A goukn — "TATbAHA”.
BnacHictb: T. i KO. HanneHrkis.

"HATIOPMOPT” — aksapena, 21 x 26, 1926.
Bini rBO3guUKK B CUHIN Ba3i, Kpacorbku B
BUCOKIM WKNAHLI.

BnacHicTbe: T. i FO. HanneHxkis.

"YEPHWUI 3A BPAMOKD” — akBapenas,
15 x 18, 1926.

ConoBwM KiNbKOX YepHUUb, BUOHI uepes3
3anisHy 6pamMy MOHacTUPA.

BnacnicTe: Mpod. Cobkesnua.

"HATIOPMOPT” — nactens, 22 x 26, 1927.
Kepamika.
BnacHicTe: Mpod. Pax6u.

"HATKOPMOPT” — nacTtenn, 20 x 22, 1927.
MopoauHa.
BnacHicTb: HEBIOOMO.

"CYM” — nactens, 20 x 27, 1927.

Tpu nTaxo-no[ibHi XkiHOUi CYMHi tirypu
KONno noxunoro gepesa 6e3 NUCTA.
BnacHicTek: T. i KO. YHanneHkis.

"30MOTE OUTUHCTBO” — nacrens,

18% x 24'%, 1927.

Mepwa yacTuHa "MicAuHOi CoHaTH™: AUTUHA
NOBUTb MiCAUHE NMPOMIHHA.

BnacHicTbe: T. i KO. HanneHkis.

"KPUXKE OUTHUHCTBO” — nactens,

18% x 24'%, 1927,

[pyra yactuHa "MicauHoi CoHaTH”: OUTHUHA 3
METENMKOM Ha KpULITanesin ropi.

BnacHicTtbe: T. i KO. HanneHkis.
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“PROMETHEUS” — pastel, 22 x 27, 1926.
Only part of the body of Prometheus,
chained atop a steep cliff, is visible; a huge,
fearsome eagle is tearing at him.

Property of: the City Museum in Kherson.

“STILL-LIFE” — watercolor, 18 x 20, 1926.
A bougquet of white lilacs on an oval table.
Property of: unknown.

“STILL-LIFE” — watercolor, 20 x 22, 1926.
Roses in a ceramic vase.

" Property of: unknown.

“STILL-LIFE” — watercolor,

11 x 12%, 1926.

Three roses and a blue dinner plate, with
daughter’'s name (Tatiana) inscribed.
Property of: T. & G. Chaplenko.

“STILL-LIFE” — watercolor, 21 x 26, 1926.
White carnations in a blue vase, multicolored
flowers in a tall glass.

Property of: T. & G. Chaplenko.

“NUNS BEHIND A GATE” — watercolor,
15 x 18, 1926.

Nuns' headdresses, visible through a
wrought-iron monastery gate.

Property of: Prof. Sobkevych.

“STILL-LIFE” — pastel, 22 x 26, 1927.
Ceramic dishes.
Property of: Prof. Rashba.

“STILL-LIFE” — pastel, 20 x 22, 1927.
Vegetables.
Property of: unknown.

“THE SORROW” — pastel, 20 x 27, 1927.
Three bird-like sorrowful feminine figures
near a bare tree.

Property of: T. & G. Chaplenko.

“THE GOLDEN CHILDHOOD” — pastel,

18'% x 24'%, 1927.

Part One of the “Moonlight Sonata”; a child,
with a magic flower and a beam of moonlight.
Property of: T. & G. Chaplenko.

“THE FRAGILE CHILDHOOD” — pastel,
18'% x 24'%, 1927.

Part Two of the “Moonlight Sonata”; a child
with a butterfly, atop a crystalline mountain..
Property of: T. & G. Chaplenko.
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"AMOTEO3A” — nactens, 18'% x 24'%, 1927.
TpeTa yacTuHa "MicauHoi CoHaTu”: cymHa
OWTHHA CUOUTB KONO 3NaMaHo| KBIiTKH;
MiCALb 3aX0OUThb.

BnacHictb: T. i O. YanneHkis.

"3UMA” — oniseusb, 6 x 8, 1927.
Wkiu po nnAaHoBaHoi "3umoBoi CoHaTH”.
BnachicTb: T. i KO. YanneHkis.

"TETbMAHCbKWKW HAMET” — aksapens,
10 x 16, 1927.

K03ak OXOpPOHAE reTbMaHCbKWUM HaMmeT.
Bnachicte: T. i 0. Yannenkis.

"CHITOBA BABA” — nactenn, 15 x 18, 1928.
Becena cHirosa 6a6a nepen napkaHoM.
BnacHictb: T. i KO. YanneHkis.

"KPAEBWO” — onia, 26 x 28, 1928.
Ceno MNoponAaxka.
BnacHicTb: HeBigomo.

"HATIOPMOPT” — onin, 28 x 28, 1928.
"ap6y3 i BiHOK UKGyn.
BnacHicTb: HeBigomo.

"BECENKA” — onisa, 28 x 35, 1928.
ManboBHWua cKena, KoNo Hel 3aiiMacTbCA B
He6o Becenka, KONo cKkeni COXHYTbL KOHOoNMi.

BnacHicte: T. i FO. YanneHkis.

"KOH|” — onin, 12 x 18, 1928.

[lBo€ KOHEN, 0oQuH UepBOHWI, OOMH
KOPHUUYHEBWH, Ha 3eneHOMY Noni, Ha OOHi
30M10TOrO COHUA | CUHBLOTO Heba.
EkcnepuMeHT 3 Konbopamu.

BnacHicTb: HO. B. Taguka.

"KINMYHA” — oniseusb, 10 x 16, 1928.
Hemae onucy.
BnacHicTb: HeBigOMO.

"COHALUHUK” — oniseus, 10 x 16, 1928.
Benuka kBiTKa COHAWHMKA.
BnacHicTb: HeBigoMO.

"KPAEBUO” — oniseusb, 10 x 14, 1928.
COHAWHMKK Nig pouem.
Briachictb: T. i KO. YanneHkis.

"MNABHI” — nactenn, 18 x 24, 1929,
Kozak cHye cBoto "gywiory6ky” nomix
BUCOKWMMMU OUepeTamu.

BnacHictb: T. i KO. YanneHkis.
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“THE FINALE” — pastel, 18% x 24, 1927.
Part Three of the “Moonlight Sonata”; a sad
child, a broken magic flower; a setting pale
Moon.

Property of: T. & G. Chaplenko.

“THE WINTER” — pencil, 6 x 8, 1927.
A study for the “Winter Sonata” triptych.
Property of: T. & G. Chaplenko.

“A HETMAN’S TENT” — watercolor,

10 x 16, 1927,

A large tent, with an armed Kozak guard.
Property of: T. & G. Chaplenko.

“THE SNOWMAN” — pastel, 15 x 18, 1928.
A realistic showman in front of a low fence.
Property of: T. & G. Chaplenko.

“LANDSCAPE” — oil, 26 x 28, 1928.
A countryside near the village of Podolianka.
Property of: unknown.

“STILL-LIFE” — oil, 28 x 28, 1928.
A pumpkin and onions.
Property of: unknown.

“THE RAINBOW” — oil, 28 x 35, 1928.

A rainbow, arching above a green country-
side: bundles of flax in the foreground.
Property of: T. & G. Chaplenko.

“THE HORSES” — oil, 12 x 18, 1928.

Two horses, one bright red, one brown,
shown in silhouette on a bright-green field
with golden Sun in bright-blue skies; a study
of colors.

Property of: Yu. Piadyk.

“THE BARN” — pencil, 10 x 16, 1928.
No description.
Property of. unknown.

“THE SUNFLOWER” — pencil, 10 x 16, 1928.
A single sunflower bloom.
Property of: unknown.

“LANDSCAPE” — pencil, 10 x 14, 1928.
Sunflowers in the rain.
Property of: T. & G. Chaplenko.

“THE SWAMP” — pastel, 18 x 24, 1929.

A Kozak, poling his dugout canoe through
still waters past a clump of tall reeds.
Property of: T. & G. Chaplenko.



"KPAEBWUO” — nactenn, 16 x 26, 1929.
OBa pDepeBa Ha 6epesi piukn KOHKH,
6ina Onewox.

BnacHicTek: T. i KO. HanneHkis.

"MONTABCbBKI MPAHHUKWU” — nacTenn,
16 x 23, 1929,

Tpw uepBOHI NONTABCLKI NPAHUKW: NANbLKA,
KiHb i KBiTKA.

BnacHicTb: T. i KO. Hannexkis.

"IHTEP'€EP” — akBapens,

20 x 23'%, 1929.

MavictepHa Muxannosa B lNonTasi.
Bnacrictb: T. i KO. HanneHkis.

"HATKOPMOPT” — nactena, 20 x 25%, 1930.
CTapoBWHHA NMALIKA, MYLINA, Kepamika Ha
30M0TiH napui.

BnacHicTb: YkpaiHCbkoro KynsTypHoro
LlenTpy, BaBHp Bpyk, H. Ix.

"FrETbMAHCbKHUHA HAMET” — nactens,
18 x 23, 1930.

Ko3ak Ha CTOPOXi reTbMaHCbLKOro HameTy.
BnacHicTb: HEBIQOMO.

"PAOOCTI OCEHW” — onin,

19 x 23'%, 1931:

3eneHe, YepBOHE, KOBTE NUCTA KaLUTaHIB.

: Bnacnictb: T. i KO. HanneHkis.

"TPU WKIUKW ONA KMNKUMIB” — aksapena,
18 x 22, 1931.

BizepyHKHU ONA TKAHHA KMNUMIB.

BnacHicte: T. i KO. HanneHkis.

“IDANBbHA | BEPAHOA” — onis,

23 x 24, 1931

IHTep‘ep KiMHaTH; Yepes BigUMHEHI nBepi
BMOHO BepaHOy i canok.

BnacHicTte: T. i KO. HanneHkis.

"BECHA" — akBapens,

9 x 9%, 1931.

Jisuata B KONbOpoBUX B6paHHAX CUAATH
KONOM Nig OepeBoM.

BnacHicte: T. i HO. HanneHkis.

"MOA KIMHATA” — aksapena,

18 x 20%, 1931.

KyTok BiTanbHi-mancTtepHi B Knesi, 3
OUBAHOM, KPYFNMM CTONOM; KapTHHKU Ha
CTiHax.

BnachicTtbe: T. i HO. YanneHkis.
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279

280

281

282

283

“LANDSCAPE” — pastel, 16 x 26, 1929.
Two trees on the shore of the river Konka,
near the village of Oleshky.

Property of. T. & G. Chaplenko.

“COOKIES FROM POLTAVA” — pastel,

16 x 26, 1929.

Red ginger-cookies; a woman, a horse, and a
flower.

Property of: T. & G. Chaplenko.

“THE STUDIO IN POLTAVA” — watercolor,
20 x 234, 1929.

Mykhailiv’'s studio in the city of Poltava.
Property of: T. & G. Chaplenko.

“STILL-LIFE” — pastel, 20 x 25, 1930.

An antique bottle, a shell, and a ceramic dish
on a piece of golden brocade.

Property of: The Ukrainian Cultural Center in
Bound Brook, NJ.

“A HETMAN’'S TENT” — pastel,

18 x 23, 1930.

A large tent, guarded by an armed Kozak.
Property of: unknown.

“THE JOYS OF AUTUMN” — oil,

19 x 23, 1931.

Multi-colored crowns of chestnut trees.
Property of: T. & G. Chaplenko.

284-286 “DESIGNS” — watercolor,

287

288

289

18 x 22, 1931.
Three designs for rug-weavers.
Property of: T. & G. Chaplenko.

“THE DINING ROOM AND PORCH” — oil,
23% x 24'%, 1931.

The interior of a dining room; an open door
with a view on the porch and garden.
Property of: T. & G. Chaplenko.

“THE SPRINGTIME” — watercolor,

9 x 9'%, 1931. '

A circle of girls in colorful garments, sitting
under a tree.

Property of: T. & G. Chaplenko.

“MY ROOM” — watercolor,

18 x 20'%, 1931.

Corner of Mykhailiv's room in Kyiv, with sofa
and a round table; numerous paintings

on walls.

Property of: T. & G. Chaplenko.
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"HATIOPMOPT” — nacrtena,

17% x 23'%, 1931.

Binun 6y3ok B 3eneHii Basi Ha POHI
YEePBOHOIO OKCaMUTY.

BnacHricte: T. i KO. YanneHkis.

"HATIOPMOPT” — nactens, 16 x 21, 1931.
Benunka Mywna Ha hoHi 4epBOHOT KHUXKKH.
BnacHicte: T. i KO. YanneHkis.

"HATIOPMOPT” — akBapenn, 8 x 10, 1932.
AHEMOHHW Ha KOPUUHEBOMY OOHI.
BnacHictb: T. i KO. Yannenkis.

"HALL OBOPWK” — onia, 16% x 20, 1933.
MoKpUTriA cHirom cagok i capait.
BnacHicTb: T. i HO. YanneHkis.

"BYAYIOTb BPUICA” — nacTens,
18% x 24%, 1933.

ByayroTb OepeB’AHUI BITPUNBbHUK.
BnacHicTb: T. i KO. YanneHkis.

"XBUINA” — nactens, 21 x 28, 1933.
Ha nepwomy nnAani xemna Becenkosux
KONbOpiB, 33ady XMapHWM 3axig COHUA.
BnacHicTe: T. i HO. YanneHkis.

"HATIOPMOPT” — nactens, 20% x 29, 1933.
XoBTui Gyket Asanii MMOHTUKK Ha CUHBOMY
hoHi.

Briacuicte: T. i KO. YanneHkis.
"HATIKOPMOPT” — akBapens, 16 x 20, 1933.
DOwki kBiTH B KOPUUHEBOMY rneumky.
BnacHictb: T. i KO. YanneHkis.

"I'ETb MEXI|” — onias,

30 x 38, 1933.

Tpw TpakTOpH NepeoptoroTh NONA
OOHOOCIBGHMKIB Ha KONrocnHe none.
BnacHicTb: HeBiaomo.

"NEKOPALIA" — akBapens,

8 x 10, 1934.

Wkiu onA Teatpy-knioby B KoTnaci.
BnacHicTe: T. i HO. YanneHkis.

"KPAEBUA” — akeapens, 11 x 18, 1934,
Bepesn B OCiHHIX Konbopax.
BnacHicte: T. i HO. YanneHkis.

"HOPHWU KOTUK” — akBapens,
8% x 11, ¥934.

HopHe KoTeHA Ha pO3KPHTIN KHUXU.
BnacHicTb: T. i KO. YanneHkis.
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293

294

295

296

297

298

299

300

301

“STILL-LIFE” — pastel,

172 x 23%, 1931.

White lilacs in a glass vase on red velvet
background.

Property of: T. & G. Chaplenko.

“STILL-LIFE” — pastel, 16 x 21, 1931.
A large seashell on top of a red book.
Property of: T. & G. Chaplenko.

“STILL-LIFE” — watercolor, 8 x 10, 1932,
Pale pink anemones on a brown background.
Property of: T. & G. Chaplenko.

“OUR BACKYARD” — oil, 16% x 20, 1933.
A snow-covered backyard, a shed, and a tree.
Property of: T. & G. Chaplenko.

“THE SHIPYARD” — pastel,
182 x 241, 1933.

A sailing ship being built.
Property of: T. & G. Chaplenko.

“THE SEA-WAVE"” — pastel, 21 x 28, 1933.
A rainbow-colored crest of a wave; cloudy
sunset in the bakcground.

Property of: T. & G. Chaplenko.

“STILL-LIFE” — pastel, 20% x 29, 1933.
Yellow flowers of Azalea Pontica, on a blue
background. :
Property of: T. & G. Chaplenko.

“STILL-LIFE” — watercolor, 16 x 20, 1933.
Wild flowers in a brown jug.
Property of: T. & G. Chaplenko.

“DOWN WITH BOUNDARIES! — oil
30 x 38, 1933.

Three tractors, plowing; creating a collective
farm.

Property of: unknown.

“BACKDROP DESIGN” — watercolor,
8 x 10, 1934.

A sketch for a stage play in Kotlas.
Property of: T. & G. Chaplenko.

“LANDSCAPE” — watercolor, 11 x 18, 1934.
Birch trees in autumn colors.
Property of: T. & G. Chaplenko.

“BLACK KITTEN" — watercolor,
8% x 11'%, 1934,

A black cat on top of an open book.
Property of: T. & G. Chaplenko.



"COHUE OMIBHOUI” — onin,
10 x 13%, 1934.

ApkThuHe coHue B KoTtnaci.
BnacHicTb: T. i KO. HanneHkis.

"MOKPWW OEHbL” — akBapens,
12 x 14, 1934,

Bynwuua B Kotnaci nig uac gowy.
BnacHicte: T. i KO. HanneHkis.

"OCTAHHIA HATIOPMOPT” — akeapenas,
20 x 29, 1934.

CapoBuHa 3 YKpaiHu.

BnacHicTe: Manepei XpucTruru YopniTtw,
dinApensbdin.

"BPOH30BWWU BIK” — oniseup,
9% x 13, 1935.

Wkiy o Homepa 307.
BnacHicTbe: T. i KO. Hannewkis.

"MOA KIMHATA” — akBapena, 27 x 28, 1935.
KimHaTta Muxannosa B KoTnaci.
BnacHictb: T. i KO. HanneHkiB.

"BPOH30BWM BIK” — onin, 27 x 35, 1935.
OnovH npawyp Bukapbosye 6uka Ha ckeni, a
OPYTHiM NiNUTBL ropLiMKa Kono piukn. Han
HUMKM — BEMNUKa Aayra Becenku.

BnacHictb: T. i KO. HYanneHkiB.

(Yepes nepeguacHy cMepThb XyOO0XHUKA, UA
KapTuHa He Byna 3aKiHueHa.)

302

303

304

305

306

307

“THE MIDNIGHT SUN” — oil,

10 x 13%, 1934.

Arctic Sun at midnight, in Kotlas.
Property of: T. & G. Chaplenko.

“A WET DAY” — watercolor,
12 x 14, 1934.

A muddy small-town street on a rainy day.

Property of: T. & G. Chaplenko.

“THE LAST STILL-LIFE” — watercolor,
20 x 29, 1934.

Fruits from the Ukraine, in a glass bowl.
Property of: Christina Czorpita Gallery,
Philadelphia, PA.

“THE BRONZE AGE” — pencil,
9% x 13, 1935.

A sketch for #307.

Property of: T. & G. Chaplenko.

"MY ROOM” — watercolor, 27 x 28, 1935.
The interior of Mykhailiv’'s room in Kotlas.
Property of: T. & G. Chaplenko.

“THE BRONZE AGE” — oil, 27 x 35, 1935.

A tent, a man carving an outline of an ox i

nto

the side of a cliff, while another is working on

pottery; rainbow in the background.
Property of: T. & G. Chaplenko.

(Due to untimely death of the artist, this
painting was not finished.)

233






e e
e ——

- B =

e = e m"&m = s

e e =
= e S

e s e S

o~ W = e

e e e
e =
e e
e
S e

= e
=
s

e e
e

e s

e

== =
e e

Ww:"—'m“_.—-——:—.:—::é_ﬂ
e _————
e e e

e e =
e

= e
e e e
e







