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BAOUM OOBPOJIINK

Ha nouyatky XX-ro cTOpiyyA yKpaiHCbKe 0O6pa3oTBopue
MUCTEeLTBO, ManXe BCix rany3en, CTOANO Ha BUCOKOMY PiBHi, Xxoua
3 0rnAQy Ha BOPOXi OKynauii, 30Kkpema Ha nepeLKkoaun poCinCbKoi
LapcbKOoi iMnepii, Wo BCiMma 3acobamu ranbMyBana po3BUTOK Ha-
LWOro MMUCTeuUTBa, He 6yNo 3MOrM yKpaiHCbKUM MUCTUAM PO3rop-
Tatu TBOpYi kpuna. Tinbku 60 y BNacHi#M gepxasi, Marouu Binno-
BiQHy TBOpUy artmocdepy, MUCTeub MOXe BHWBECTH pigHe
MWUCTELTBO Ha BepXiB'A.

Lle 3pincHWNOCA, gapma Wo Ha KOPOTKKWK yac, nicnA po3sany
POCIMCBKOI iMnepii, konn YkpaiHcbka LleHTpanbHa Papna B K1eBi
ony6nikyBana TpeTin yHiBepcan 20 nuctonana 1917 poky. Yxe 5
rpyaHA BinbynocA BpounCTe BIOAKPUTTA YKpaiHCbKOi [lepxaBHOi
Akapemii MucteuTB, WO 3anouyaTkysBana HOBY 006y B Haliin
KynbTypi. Mpodecopamu cTanu Taki HanBMOATHILWI MUCTUI M Ne-
parorv: Bacunb i ®enip Kpruescbki, Mnxanno bonuyk, Onek-
caHpnep Mypawko, Mukona Bypauek, Muxanno Xyk, Abparam
MaHeBWY Ta icTopuk mucTeutsa [puropin MaBnyubknii. BoHuU
BUMOBHO NepeKkoHanu KynbTypHW#H CBIT, wo YAM He nocTynas-
CA nepepn akageMiAMM Yy 3axiOHbOEBPONENCbKMX OAepxaBax, Xou
HaBYyaHHA B Hawin AkaneMii MucTeuts 6yno ocHoBaHe Ha Tpa-
OuuiAx ykpaiHcbKoi o6pa3oTBopuyocTH. Konu akagemii B 3axigHin
EBponi Benun HaBYaHHA B HOpManbHKWX yMmoBax, To YIJAM nocTtana
“B TpyOHy roguHy”, B noby BmnaBoneHoOi 60poTbu. Toni, BNpo-
OO0BX TPbOX POKiB, BNana B caMmoMy KWEBI MiHANACA KinbkaHan-
UATb pasiB, a AkageMiA MUCTeuTB 3HaxoOunacA B OyXe
KPUTUYHMX YMOBaXx, AK i cami npodecopu. He 3Baxatroum Ha MOC-
KOBCbKY KOMYHICTUUHY Hasany B 1920 p., Akagemia mMuCcTeuTs
NpoOoOBXYyBana HaBYaHHA 3a YKPAiHCbKUMW TpagMuuUiAMM, XOu
ranbMyBas ii pO3BUMTOK HOBWIA “CTaTtyT’, OCTOCOBaHWI 0O BUMOT
KOMYHICTUYHOI NapTii — HACKPi3b YyXHH | BOPOXMIA YKPAIHCbKIN
AyXOBOCTi. Bce x Taku, B uUMX TpyoHUX ymoBax Akapemin
MUcTeuTB BuUNycTtuna noHan 90 yuHiB, cepen AKUX 6ynu M.
A3zoBcbkuin, O. NosxeHko, T. bonuyk (Mwuxannis 6par), M.
KoBxyH, |. Kypouka-Apmawescbkuin, P. IicoBcbkui, J1. Jo-
3oBcbkun, |. Mapanka, O. CaxHoBcbka, B. Cegnap, T.
XUXMHCBKMA Ta iHWI, AKI 3roaoM yKnanu BenuKki LiHHOLWI B
CKapb6HULIKO YKPAiHCbKOro MucTeuTBa. 3aBaAKKM NOCBATI npodhe-
COopiB Ta BENMKOMY €eHTY3iA3MOBi YuUHiB, AKanemiA MUCTeUuTB Yy
KueBi, NpOTAroM wecTu pokisB, BUNOHMNA 3 cebe KonocanbHy
TBOpUY NOTEHUi0, aX 0O PO3B’A3aHHA Ui€i ycTaHoBW B 1923 poui.

Toni papAHCbKa Bnaga rpyHTOBHO nNepeopraHisyBana
YOAM, chakTHyHO 3nikBinyBana ii, CTBOPMBLUM Ha ii Micue Xyoox-
HIM IHCTUTYT 3 apXxiTeKTYpHMM, ManApPCbKWUM, pi3bbapcbKo-
KepaMmiyHMM, nonirpadiyHKMm i NegaroriyHMm Bigaoinamuv, 0OCTo-
COBYOUM NepenyciMm Qo CBOiX nponaraHaAuBHUX BUMOT, TO6TO OO
“reHepanbHOI NiHii” KOMYHICTUYHOI NapTii. BCe x TakK UA BUCOKa
MMUCTeubKa WKOoNa, Xoy Nifg iHWOoK Ha3BOoK Ta 3 iHWOK nporpa-
MO0, NPOOOBXYBana yKpaiHCbKi HauioHanbHi Tpaguuii, 3aBOAKU
npodbecopam B. i ®. Kpnuescbknm Ta M. BonuykoBi, WwWo cTBOpUB
CBOK LKONY YKpAiHCbKUX MOHYMeHTanicTie, C. HanenuHcbkKin-
Bboruyk Ta iHWWM, HacKinNbKW NO3BONANK CYBOPi YMOBU B Nig'A-
PEeMHIN YKpaiHi.

B YPCP cnoyaTky BWABNANWCA MUCTeUbKi 06’€eOHaHHA:
AXYY (Acouiauina XyooxHuKiB YepBoHOi Ykpainu), APMY



(Acouifuia PesontouinHoro Mucteursa Ykpainu), OMMY (O6’en-
HaHHA Monoaux MwucTuie YkpaiHu) Ta ACMY (Acouiauin
CyuacHux MucTuiB YKpaiHW), 3anexHo Bia CTUNIB i HANPAMKIB, 60
ToAi Hawi MUCTUI Wwe manu neAky csobony suAesy. MNpoTe, 3 No-
rmAQy MOCKOBCLKO-60MNbWEBUUBLKOI Bnaau, 6ynb-AKi BUABM
YKpaiHCbKOro narpiotuamy 6ynu anounHomM. OKynauiHa snana
BMMAarana BifQ MWUCTUIB NigkpecneHHA “6naropoaHux BMNUBIB
nepenoBOro POCiNCbKOro MMUCTeuTBa” Ha ykpaiHCbKke. BCAKiI iHWi
BWMABK Bynu “yxunamu’.

1934 p. Bin6yBcA y MocCkBi Nepwnin BCeCOr3HUM 3'i3a pa-
OAHCBLKUX NUCbMEHHUKIB, Ha AKOMY M. Fopbkuin Ta A. XXoaHoB
0hOopMUNKU NPUHLUMNK “COUIANICTUUHOro peaniamy”. Heszabapom
NPUHLWOB HeWwanHMM HACTYN Ha YKPaiHCbKUX MUCTLUiB — “cbopma-
nicTie”, “mekapeHTiB”, “60MUyKicTiB” i T.n. Toni po3rpoMneHo
npoecopcbkuin cknag XyQoXHbOro iHCTUTYTY B KueBi, a 3ro-
nom, yxe B 1937 p., HKBO 3aapewTtyBano M. bonuyka, C.
HanenuHcbky-bonuyk, |. Mapanky, B. Ceanapa, |. Wynbry, 0.
[lAayeHka Ta iHWwKMX, Wo No HMX i cnig 3aruHys. 1934 p. 3nikeBinosa-
HO BCi acouiAuii Ta 06'eQHaHHA YKPAiHCbKWUX MUCTLIB i 3aCHOBAHO
Cninky PapAHCbkMX XyOOXHWKIB YKpaiHW — He Ha Hauio-
HanbHUX, @ HAa TePUTOPIANBHUX NpUHUMNAX, 60 il uneHaMu Mornu
6yTH, KpiM yKpaiHUiB, TAKOX POCIAHMK, €Bpei, NONAKM Ta iHWi. Cama
cninka 6yna 6e33acTepexHO nianopAnkKoBaHa ueHTpani 8 Mock-
Bi. ®akKTUYHO BUpiIWANbHUA rONOC Manu poCiAHKM Ta iXHi
NPUXBOCTHI. YKpaiHui B YKpaiHi manu 6yTH B TiHi.

€nUHUM OPiLiMHMM CTUNEM CTaB “CoUiIANICTUUHKWIH peani3m”,
BioA MMCTUA BUMaranun “npaBQMBOro iCTOPUYHOK KOHKPETHOro
306paxeHHA AIMCHOCTU B (i pPeBONMOUIMHOMY pO3BUTKY”, WO
CNONYYa€eTbLCA i3 “3aBRaHHAM iQerHOI nepepobkun i BUXOBAHHA
TPyoAwWwMUx B Ayci couiAniamy”. | xoua 3ragaHo, Wo coupeaniam
3a6e3neuye “BUKMNIOUYHY MOXIMMUBICTb BHWABMEHHA TBOPYOi iH-
iuiATMBKU, BUOOPY pi3HOMAHITHUX POPM, CTUNIB i XaHpiB”, y Din-
CHOCTi 6yno HaBnaku. MucTteub 6yB 3anNpAXEHUH 00 PEXUMHOrO,
TO6TO MOCKOBCbKO-OKynauimHOro Bo3a, MyCMB y CBOiX TBOpax
nokasyBaTW 3aQyMW K NparHeHHA “pigHoi KkomnapTii, npocnas-
nAaTv 1i BoxAaiB Mapkca, EHrenbnca, JleHiHa 1 CtaniHa Ta BCAKi
“MOCArHEHHA COUiANICTUUYHOro 6yniBHMUTBA”, AKI B3arani He iCHY-
Banu. OTxe, 306paxyBaTh He QAiACHe, TiNbKW yABHe. TBOpH
MUCTUIB Mycunu 6yTM No3HaueHi ‘natocomMm” i “‘cnasocnosiem”,
BMKOHAaHI 3 doTorpacdiyHoO aoknapHicTio. Lle 6yB HaBiTb He
COUIANICTUYHMIK CTUMb, HEe peani3Mm, TiNbKKW 3anUWKW OCTAHHBLOI
ha3n MOCKOBCbKOrO “nepenBuMxHUUTBA”. HanMeH Wi BiaXUNeHHA
6ynu 3acynxeHi, Ak ‘“‘copmaniaMm’, ‘‘saHenapgHuMuTBO’,
“NBOPYWHHUUTBO”, a TO 1 “Byp)Xya3HUK HauioHaniaMm’'. He KoxeH
YKpPaiHCbKUH MUCTEeUb, 30KpemMa CTapworo NOKONiHHA, 3yMiB BOC-
TOoCcyBaTUCA OO Ui€i “A0OrMn” 3 O6MexXeHHAM 00 PeMiCHMUYOro
piBHA. TakWi CTaH iCHYE 1 Tenep, HewaaHo 3yNUHAKUN TBOPUHH
nert. 3a Takux ymoB (popMyBanocA monoawe NOKOMNiHHA MUCTLIB
B YPCP, a Mix HMMn i Banum [lo6ponix, Npo AKOro nine Mosa
wupuwe.

Bagum [lo6ponix HapoauscA 7 rpynHA 1913 p. B HiXKHI Ha
YepHuriswinHi, B poOUHI 3aNi3HWUHKUKA 1 MeacecTpu. B paHHbOMY
OUTUHCTBI NepeixaB 0o K1eBa, y 38’A3Ky 3 nepeBeaeHHAM BaTbKa
Ha iHWYy nocagy. YXe B Nno4YyaTKOBiK WKoni Bagum BUABNAB He-
nepeciyHMin NOTAr QO MANAPCTBA, AK Lie 3aBBaXXMB MOro BUMTenb
mMantoBaHHA C. TPOXMMEHKO, a B CepenHin wkoni ocob6nmnso 3ao-



NiKkyBaBCA HOHAKOM yuuTenb MantoBaHHA M. Tumodiis, AkMK
npuvwenntosas nomy nob6os 0o m1ucTeuTsa. lin MOoro KepiBHUU-
TBOM Bagum BWKOHYBaB Aekopauii ANA WKiNbHUX CBATKYBaHb.
TUMOCpiiB YaCTO 3a0X04yBaB FOHOI0 KaHauaaTa Ha MUCTUA Manto-
BaTW 3 NPMPOOU — HABECHI PO3KIlUHI KawTaHH, WO HUMH Leapo
BOeKopoBaHWi KuiB, yniTtky — ManbOBHMUI okonuui Han OHi-
NpoM, a BOCeHN — okonuui MapiiHCcbkoro napky, Bonoaumwu-
piBCbKOI ripku Ta iHWi. Bce ue naBano nob6py Haroaoy 36arHyTH
npupoay QO HAMMEHLKWX HIOAHCIB.

BiguyBarouu HeBraMoOBHWIM NOTAM OO MUCTeUTBa, Banum, nic-
NA 3aKiHUeHHA cepenHbOi LWKOMNW, BUPILKMB 3anucaTUCA 0o
XynoXHbOro iHCTUTYTYy. Xou 6aTbkO pagouB BUOGpPaATU AKUICH
NpakTUYHKUK hax, MaTH CTPiHyNa NOCTaHOBY CHMHA 3 EHTY3iA3MOM.
Tak, y 1931 p. Banum cTaB CTyQeHTOM XyOOXHbOMO iHCTUTYTY B
Kuesi, Wo, He 3Ba)karoyu Ha BCAKI “pedopMmKn”’, NpoBaaMB HaBYaH-
HA LWe Ha OCHOBI YKpaiHCbKMX TpaauUii, 3aBOAKKU TaKUM BENUKUM
ocobucTocTAM AK Bacunb i Penip Kpuuesckki, M. bonuyk, C.
HanenuHcbka-bonuyk Ta iHWi. Lle 6yno we nepen po3rpomMneH-
HAM |HCTUTYTY M HacapXeHHAM coupeani3my. lobponix BnBuyaB
nensaxHe ManApCcTBO Ta NOPTPETUCTUKY B npoc. d. Kpunues-
CbKoro i 6yB Moro yno6neHmm yuHeM, a eKkopaTMBHE ManApCTBO,
30Kpema CueHiuHo-TeaTpanbHe, B Npod. Mukonu CTpyHHMUKOBA.
[lo6bmnBaroumcb ycnixis, NO3HaMOMMBCA BiH 3i CTaHKOBOO rpadi-
KOO Ta KHWUXKOBUM oOdopMneHHAM Yy manctepHi C.
HanenuHcbkoi-bonuyk. He 3Baxaroumn Ha Te, WO cnaseTHUn HO.
Hap6yT nomep we 1920 p., Nne4yaTb KOrO rEHiANLHOCTU HAOOBro
6yna noMiTHa B iHCTUTYTi. PociAaHW BBaxanu HapbyTa “Boporom
Hapoay”, NOro TBOpU Bynu cknaneHi y Binnini “koHTppesontouii”’
KuiBcbkoro Myseto. OnuvH 3 npodecopiB-Buknanavis rpadiku
Toni 3aAsuB: “Npo HapbyTa He BiNbHO 3ranyBaTH, HaBiTb AK NPO
BOpora Hapomy, NpoTe roni NpPoMOBYaTW HOr0 TreHiAnbHe
MancTepcTBo”.

[Hobponix 3akiHuKMB XyOoOXHiH IHCTUTYT 1935 p., NOTiM we
OOMH pik nornubnioBas CTyaii MOHYMEHTaNbLHOro ManApcTBa B
JleniHrpancekin Akapnemii Mucteuts. TamM Xe maB piaKiCHy Ha-
rogy NpocTynitoBaTH ManApCbKi M rpaBepcbki TBopu T. LLleBueH-
ka B EpMmiTaxi, WO 3HAYHO NOWKWPHIIO MOF0 MUCTELbKWI CBITO-
rnAan. 1935 p., noBepHyBWHUCL OO0 KKMEBA, BiH rOTyBaBCA OO OTPMU-
MaHHA OMNNOMY W BMKOHYBAB 3aMOBMEHHA — inkOCTpauii 0o
yKpaiHCbKMUX BMAOaHb. B oqHOMY AMTAYOMY BMOaHHI eHkaBeqis-
CbKi UAHHMKM OOrNAHYNM “‘nigo3pini” pucyHkn Oob6ponixa, 3a-
apeluTyBanu aBTopa KHWXeuku, penakTopa Ta intoctparopa flo-
6ponixa. Lle 6yna BMHATKOBO XOPCTOKa “pmoba xaxy”, 3a
OMKTaTypu nuxocnasHoOro MNocruwesa M KPOBOXepPHOro €xosa
— “copaTHuka” camoro CTtaniHa. Ix OCHOBHONX MeTo 6yno —
06e3ronoBrUTU YKpaiHy TOTanbHWM BUHWULWEHHAM NPOBIOQHOI
eniTu: NMCbMEHHMKIB, HAyKOBUIB Ta MUCTUIB HULWWMIKX B NepLlly
yepry. Toni mockoBCbke HKBI nunbHO CTEXWNO 3a BCAKWUMH
“KOHTPPEBONOUINHUMHN” BUABAMMK Ta “‘yxunamu', npuwmsaroum
“6ypxya3HMK HauioHaniaM” rnpu BCAKWX, HaBiTb CMIlLUHMX HAaro-
npax. Hanp., ogHOro MUCTUA apeLluTyBanu 3a Te, Wo B HOro NopTpeTi
CrtaniHa Byca HaragyBsanu ...MWLWEW; HaBiTb y NPUKNAOHOMY
MUCTELTBi — BULWIMBLI Y4 KMNKUMI — gobauyBanu 3HaK XpecTa UM
Tpn3yba, 3aNpoTOpHOOUYM aBTOpiB Y kazematn HKB[, 3 Aknx mano
XTO BUMLLOB XWUBWH.

Ho6ponixa, nicnA “NpoMKMBaHHA MO3KY” 1 nepebyBaHHA Ha



Nyk’AHiBUI B KneBi, 3acnanu Ha KonuMmy — Ha cneuudiuHy “nna-
HeTy”, 3 BUHATKOBO CYBOPHM KNiMaTOM i TaKMM Xe PEXUMOM, L0 3
HbOrO MaMmXe HiXTO He BUXOOUB XMBUM. 3roaoM nepesenm Horo
Ha [anekunin Cxin B okonuui Xabaposcbka. OnHak Hall MUCTeLb
MmaB ocobnuBe wacTtA, 6yayud manApeM-MoHymMmeHTanictom, 6o
came ToOi Takux notpebysano Tabopose HauanbcTBO. 1937 p.
3annAHyBanu po3nuc XabapoBCbKOro W HMUKONbCbLKO-
Yccypincekoro flomy YepBoHoi Apmii (odiuepCbkoro knroby) i
ANA Uuboro yMHHnkn HKB[ Bupiwnnu Bukopuctatn 6e3nnatHy
npaLro MHUCTUIB-B'A3HIB, MiXX HUMU K [lo6ponixa. Tam BiH npauto-
BaB NOBHWK PiK, BUB’A3yBaBCA 3i CBOro 3aBOaHHA NepwopAnHo,
TOMY Ha HbOrro 3BepHYB 0CcO6nNMBY yBary ronoBHWM HayarnbHUK Ti€l
yactuHu F'YN-ary — Fpy36epr. BiH 3Benis lo6ponixesi Hamanto-
BaTU CBiM NopTpeT Ha NOBHWK 3picT. Haw MuUCTeub BMKOHAaB
npauro 6nN1McKyue, a LUe 3HAYHO nonerwuvno Moro gonto. Toai X
MUCTLEBI OOPYYHUNH OCOOPMNEHHA OBOX BUCTaB XabapoBCbKOro
opamaTtnyHoro Teatpy. 1938 p. [lo6ponixa HecnopiBaHO
3BiNbHUNK K peabiniTyBanu. He ctanocA ue pagW AKOI-6ynb
ryMaHHOCTH, WO HEK MOCKOBCbKI KOMYHICTHU HIKONW He Kepy-
BanucA, Tinbkn TOoMYy, Wwo CTaniH niksigysas cBoro “npuAtena’”
€xoBa, a Ha Micue weda HKBO npusHaums bepito. B Takunx
BMNaaKax 3aBXOW YHeBaXKHKOBanMMW neAki [ii 3anikBiposaHOro
nonepenHMUKa, 3BiNbHAKOUYK B'A3HIB i3 BUPOKaMKW 00 N'ATbOX POKIB.
Tak 3BiNbHMUMKW W HAWOIO MUCTUA.

MNosepHyBwKCb 00 Knepa, Jobponix cnoyaTky BUKOHyBaB
BMNANKOBI MWUCTELbKi 3aMOBMEHHA, a 3roaoM ynawTyBaBCA Ha
NOCTiMHY Npauw — MNOMiIYHWKA OeKopaTopa Ta OCBiTNHoBaua
cueHu B KuiBcbKin KiHOCTYAIi, ne opopmnioBas cinbMu nip Ke-
pisHnuteom O. [loBxeHKa, CnaBeTHOro KiHopexucepa, ax 0o
BMOBYXY HiMEeLbKO-panAHCBLKOI BiMHWU. Takox 6pas y4yacTb CBOIMH
TBOpPamMM B MMUCTeUubKWX BUcTaBkax. o peui, Ha Bce30r3HiH
XyDOXHiKn BUCTaBUi 6ynu eKCcnoHoBaHi ABi MOro kapTuHu. [o
CBOET TBOPUYOCTHM B aTMOCHEpPi HeWaaHoro Tepopy, Matoum ripkuim
nocsin, NiAXoAamB i3 BENUKOK 06'EKTUBHICTHO, LWO6 He “NOX0B3HY-
nacfa’” noMy Hora. Takux MUCTLIB B aTMocdepi coupeaniamy 6yno
6araTto.

1941 p. fo6ponix 6yB MO6inNi3oBaHMM OO0 YEpPBOHOI apMii,
AKUMUCb Yac nepebyBaB y XaxMMBUX YMOBaxX HiMeLIbKOrO NONOHY,
BpPATYBaBCA TifMlbKKW 4yaoM i B 1942 poui nosepHyBcA no Kuesa. 3a
HiMeubKOT OKynaduii, B T. 38. “PaixkomicapifaTi”’, 3okpema B Kuesi,
6ynu nyxe cknanHi NONITUYHI Ta eKOHOMIiUHI yMOBH, NpOTe Hall
MucTeub, 6yayyd BUHATKOBO XMUTTE3NATHWUM i CMPUTHUM, yMiB
pasaTtu cobi paay 3 TpyaHowamMu. Toai Npo MUCTeUbKY TBOPYUICTb
He Morno 6yTu ¥ MOBM. Y KBiTHI 1942 p. BiH 0Qpy»XMBCA 3 BaneHTu-
Hoto lMNMywkap, cTyaeHTKor KMiBCbKOi KOHCepBaTopii, TanaHOBU-
TOK NiAHICTKO. Lle 6yno cnpaBXHE NOEOQHAHHA cnopioHEeHMX
ayw. BiH nobuB My3uMKy, a BOHa 3axonntoBanacA MUCTELITBOM.
OTxe, BinbynacA 30poOBO-CNyxoBa CUHTe3a, wo nepenbavana
NOBHY NOAOPYXHIO FapMOHit0. Ha xanb, uA inuniAa He noTpuBana
posro: nicnAa ynanky CtaniHrpany 3nouyyMHHa Himeubka apMiA
BCloau BiacTynana, a BoceHM 1943 p. MOCKOBCbKiI nonuuuwia
HabnuxanucAa no Kuesa. Monoae noapyxxA 3amyweHe 6yno no-
paTtucA Ha 3axin, cnepwy B 3axiaHio YKpainy, aani uepes3 Monbuy
M YexocrnosayuuHy pictatucAa 0o HimeuunHu. PoauHa [Jo6poni-
XiB, i3 ManeHbKor NOoHeuko HaTtankow i 6abycero, AKUMUCh yac
nepebyBana Ha dhapmi 6ina Banmapy, ae B TpaBHi 1945 p. 3actana
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ix kanitynAauia HimeyunHn i npuxig amepukaHuie. OgHak ixHA
MaHOopiBka He ckiHuyunacA. [Jo6ponixi, 3i CBOEH POAMHOMD,
BMPYWMWNK cnepwy Ha nisaeHHUMK 3axig HimeyynHu, 3ronpom Ha
niBHiy, y HanpAMi M aHHOBepy, HapewTi no6unuce no NanneHasy B
6pHTaHCbKin 30HI, 6inA Mambypry, ne ocinu B Tabopi ANA Nepe-
MileHnx ocib.

TyT, y Tabopi, nO4aBCA HOBUI €Tan TBOPYOCTU M QiANBHOCTH
Haworo mmcTuA. Kpim pisHMx TabopoBUX OpraHisauin TaycTaHoB,
LepKoB i HaByanbHMX 3aknagiB (NoyaTkoBa WKONA, riMHasiA 1
My3MyHa WkKona), noctana o6pa3oTBopya CTyAiA, B AKIiK
3rypTyBanuca, kpim Baguma [lo6ponixa, 0gHOro i3 3aCHOBHMUKIB,
ckynenTop IBaH Bepe3oBcbkui, Muxamno lNonvoBun (obunsa
xapkiB'aHW), Mukona laspukiB (i3 Kypcbka) Ta AHatonb A6-
NOHCbLKUK 3i JlbBOBA. HawnM MUCTUAM OOBOAMNOCHL BUABNATUCA
B Oy)Xe HECNPHUATIUBUX MaTEPiANbHUX | MOpanbHWX yMoBax. [1o-
6ponix, AKKMMA oyontoBaBs CTyAit0, BUABMB 6arato TBOPYOi NOTEH-
uii, 6epyuyrM yyactb CBOIMW TBOpamMW B YUCNEHHUX TAaBOPOBUX
BMCTaBKax, Y NBOX BUcTaBKax y ["anneHaBi, y BUCTaBLi B MiCbKil
3ani ambypry, B penpe3eHTaTUBHIW BUCTaBUi B [aHHOBepi Ta B
ronoBHOMYy WTabi BpUTAHCLKMX OKyNauiMHUX BIMCbK. Y BCiX LUMX
BUCTaBKax BiH 3aMmaB nepenose micue. Kpim Toro, BiH ocbopmue
6inbWicTb BUCTaB TaBOPOBOro YKpPaiHCLKOro Teatpy, ynpoaosx
TpbOX pokiB (1945-1948) HamanoBaB noHan 20 nopTpeTis
BU3HAYHWUX OCi6, TpH iKOHW ONA TabopoOBOi LEPKBU Ta HU3KY New-
3axiB, HaTrOpMoOpTiB i kBiTiB. OoHOYacHO 6paB y4yacTb y CTBO-
peHHi BupaBHMUTBA “3arpasa’, OnA AKOro BMKoHas 6ararto rpa-
ciyHMX Npaub, 0POPMUB KiNbKa KHUXKOK, WO iX TOOI X BUOanu.
OTxe, He 3BaXarouym Ha HecnpUATNMBI TabopoBi 06CcTaBUHK, HaW
MUCTelUb, B aTMocdepi BifbHOI TBOPUYOCTH, BUABMBCA Ha BCHO
WHPOYiHb.

[o KaHagu nprn6ys Jo6ponix i3 yciero poauHOR, BKNMKOYHO 3
6aTbKkamMn OpyxuHuU — Bepe3eHUAMH, AKI NnpoxuBanu B MiTTeH-
BanbAi, 3axoQamMy TyTeWHbLOro NioHepa W BU3HAYHOro rpoman-
cbkoro niaya MNetpa 3Bapuua y Berpesini B AnbbepTi. Tak noyascA
ONA MUCTUA BXe OCTaHHiKM eTtan Moro tBopyocTu. Came Toni
yKkpaiHCbka npaBOCnaBHa rpomaga wykana manfapa-
MOHYMeHTanicta — AOnA po3manioBaHHA CBOEi UepkBU PiBHO-
anoctonbHoro Benukoro KHA3Aa c¢B. Bonoaumupa. Lle ctano
nepwuvm suAasom fob6ponixa B uin AiNAHUI. PaHiwe BiH He maB
3MOrn npauroBaTtn B LEPKOBHOMY mucTeutsi, 60 B YPCP He
6ynyBanM n po3manbOBYyBanu, a pymHyBanu LUEpKBW, nepemi-
HIOKOUM iX Ha “knobu” Ta BcAki “ramasei”’. Joci [lo6ponix 3HaB
LEepKOBHO-penirinHe MMCTeuTBO NuWwe TeopeTUYHO, 3 BUKManis
icTOopii yKpaiHCbKOro MucTeuTBa B XyQOXHbOMY iHCTUTYTI. [1poTe
cnip y3AaTu Ha yBary, wo cam Kuis 6yB npekpacHOK Konekuiero
CTapOBMHHOI LEpPKOBHOI apxiTeKTypu W nNonixpomii, To6To
cnpaBXHiM My3eemM MucTeuTBa KMiBCbKOi OepikaBHu, 3 TaKUMH W e-
nespamu, Ak CeAta Codbia, Kueso-MNeuepcobka flaBpa, Muxan-
NiBCbKKMMA 30N0TOBEpXMK MaHacTup, Kupuniecbka uepkBa ™
HU3Ka iHWHKX, Wwo 36epirany B CBOIX Mypax HeouUiHeHHi dopecku i
MO3aiku.

3BMUYanHO, NONiIXPOMiA NeBHOI LepKBWU NOBUHHA MTH B Napi 3ii
apxiTeKTYypOHo, 30KpeMa BHYTPilWHbOO, Wo6 NOB’A3aTH OpPraHiyHo
obunsi ranysi mucteutsa. A wo B KaHapi apxiTekTypa
YKPAiHCbKMX LEPKOB, 32 ManuMW BUHATKAMW, He pernpeseHTyeE
AKUHM-6yYOb YUCTUHA CTUMb, TO NAHYE NEPEBAXHO EKIEKTU3M, Mi-

11



WaHMHAa PiI3HUX CTHUNIB 3 eneMeHTaMun 6e3cTunNnboBoCTU. MUCTUEBI
4acToO NOBOANUTLCA PobUTU KOMNPOMICH, OO AoCTOCYBATHU NO-
NiIXpoMmito 0o apxiTektypun. [lobponix nigitwos OO0 NONIXPOMII
uepksu cB. Bonoaonmupa y Berpesini 3 NyHKTY KNACULUU3MY —
BipHiWwe peani3My 3 BUpa3HUMHU YKPaIHCbKUMHU pUcamu, o HOMY
npakTUYHO 6BNUCKydye BOanocA. bepyun 0o yBaruv Te, WO CTiHU
uepksu 36ynoBaHi 3 nepesBa | HIAK He HaOarTbCA ONA 306paXKeH-
HA HA HMUX NOOCbLKUX NOCTaTen, MUCTeLb MyCHMB ManoBaTH IKOHH
OKpPeMO 1 pOo3MillyBaTH IX Ha CTIHax, wo6 BianoBIAHO 3aNOBHUTH
nnowy. |IKOHU LI BAPTICHI HE TINbKKX 3 NOrNAAQY CTUMIO, a i1 YITKUM
PUCYHKOM, OOCKOHanuMu nponopuiAMHU, pPUTMOM, rapMOHIEID,
COHAWHO-ONTUMICTUUHUM KONbOPUTOM, 00 HAUAPIOHIWNX HHOAH-
CiB CBITNOTIHI, AK TAaKOX MaNCTEepPHOK TEeXHIKOKO BUKOHAaHHA.
TaKkuMHn XX pucamMiu Bi3HAUYAKOTLCA 3anpecTonbHa iIkoHa “Cs. Bo-
nooumnp Benuknin’, “BockpeciHHA”, “CB. KHATMHA Onbra”, “Cs.
Mukona”, “Cs. BapBapa”’ Ta iHWIi. BapTICHI TAKOX MacoOBi KOMNO-
3uuii “XpeweHHA Pycu-YkpaiHn” 1a “lNponosigb i3 yoBHA”. OpHa-
MeHTUKa 6arata enemeHTamu Bi3aHTUHI3MY, KMNACMUU3MY Ta
YKPaiHCbKWUX HapoOOHWX MOTHUBIB, BUKOHAHA 3 BUCOKOK TEeXHIiu-
HOKO MancTepHicTro. [lonixpomiAa uepkBu cB. Bonoammupa y
Berpesini, 3pobneHa obponixem, — ue nepwurn TBIp, OIACHO
MUCTEeLUbKOI BAPTOCTU B UIN OINAHUI, Y BCIKM 3axigHin KaHaai.
1951 p. mucTeub nepeixas 13 poauHOKO A0 EAMOHTOHY, Oe
NPOTArOM UYOTUPLOX POKIB NpauroBaB AK apTUCT-OeKopaTop Y
komMmnaHii [ancoH-ben | Toal BUKOHaB 6e3niy uboro Tuny pobirT,
npo wo 6yne moBa gani. TUM yacoOM Hacnina HM3Ka UEepPKOBHUX
pobiT, 30KpemMa iKOHU HaMICHI Ta ONA IKoOHocCTaciB. pauA B KOM-
naHii ranbMyBana TBOpPUYMM po3mMax MUCTLA, TOMY BiH 3BiINbHWUBCA
B 1955 p. n npauroBas y AINAHKAX LEPKOBHOIro MUCTeLTBa 1 OEKO-
pauii. | B TOn yac BUKOHAB HU3KY LEPKOBHUX NOMIXPOMIM Ta IKOH
onA uepkos AnbbeptH, 30Kkpema B micueBocTtAx Pensewn, BiniHr-
noH, EHgpto, MupHam, Mycipopa, [ enpi-I' un, bpynepramnm, [lep-
BeHT, JlamoHT, onnos Jlenk, ATabacka, Hopt betndoppn (Cac-
KayeBaH) Towo. BUCOKOI MUCTELbKOI AKOCTHU NONIXPOMIA LLEPKBU
B PepnBei, 30Kkpema IKoHHU “Bo3HecIiHHA ', “ApxaHren Muxain’, “Cs.
FOpin Mob6igoHoceub”’, “Anoctonu’ Ta “OTui LlepkBn”, a Takox
NnonNiXpoMiA uepksu cB. IBaHa B J1aMOHTI — 3 ornAQy Ha KOMNO-
3ULIMHUA Nigxig yinocTtu, AK | 306paxXeHHA nocTtaTen CBATUX, 3
ornAgy Ha PUTM | KONbOPUCTUUYHI Banbopu. Ocobnuso

BMPI3HAKOTLCA IKOHU “[MokpoBa boxoi MaTepi”, “bnarosiweHHA’,
“€BaHrenunucTtn’, “bopuc i 'ni6", y peaniCTUUHOMY AYyCi, 3 NErkum
HaBiBOM CTuni3auili, NpoTe BCI BOHU NO3HAueH! YKpPalHCbKWUM
XapakTepom.

TakumMu XX pyucamu, 3 QeAKUMHKU BIOXMNEHHAMMU, 3aNeXXHOo Big
CTUNKO O0AaHOI UEepPKBH, XapaKTepn3yrTbCcA IKOHKW [lo6ponixa, TO6-
TO HaMICHI, HACTIHHI Ta ONA IKOHOcCTAacIiB. Han3amIiTHIWI Taki:
“YcniHHA Boxoil MaTepi” anA uepksu B [ onnos-Jlenky, npekpac-
HO CKOMNOHOBaHa W cCcyb6TenbHO BWMKOHaAHA 3 acCnNeKTy KO-
NbOPUCTUKH, Take X “YcniHHA"' AanA uepkeu B Atabacui — pi3-
HOBWO Neploi, NpOoTe BXe B Tennux Konbopax, HaMIiCHI IKOHWU
MaTtepi boxol Ta Ilcyca Xpucta onAa uepksu cB. Bonoanmupa B
EOMOHTOHI 1 “PO3N'ATTA ONA Kateapw CB. IBaHa TakoxX B EQMOH-
TOHI, @ BXe CNPaBXHbOK MaAMUCTEPHICTHO BUPIZHAKOTLCA HAMICHI
IKOHU MaTepi boxoi Ta Icyca XpucTta gnAa kannuui IHCTUTYTYy CB.
|BaHa B EQMOHTOHI, B NO30N0UYEeHNX pu3ax, Ha cpibHomMmy Tni. Taki

IKOHKU (HAMICHI) ONA IKOHOCTACTY uepkBu cB. Inni B EQAMOHTOHI, B
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MNO30M0YEHNX pHU3ax, HAa 30N0TOMY Trni. BOHM BUKOHAHI 3 TOHKICTHO
W BUrNAQatOTb, Hauye NNockopi3ebu. ¥ ubomy fobponix Habys
CNpaBXHbOI MANCTEPHOCTH.

Haw MucTeub yknaeB Benuvke TBOpYE HOBOBBEOEHHA He
TiNbKW B LEPKOBHY NOMIXPOMIitO Ta iKOHW, ane i B pi3bby iKOHO-
cTacis, nocigaroumM BUHATKOBE NNACTUUHE BiOUYTTA M PO3YMiHHA.
BiH BMKOHAaB Kinbka ikOHOCTaciB, pi3bb60l0 B Oepesi, OMA Takux
uepkoB: y MupHami, cB. Inni 8 EQMOHTOHI, KannWuA IHCTUTYTY CB.
IBaHa B EOMOHTOHI, uepkBa cB. IBaHa B HopT-bBeTtndopai Towo.
MucTeub nocTtocoByBaB pi3bby iKOHOCTACIB y OepeBi OO0 CTUMIO
OaHuUX uepkos, TO6TO OO iX BHYTPiWHBLOI apxiTeKkTypu, npoTe
3aBXOu TPMMABCA YKPaiHCbKMX TpaauUin y 3aranbHi KOHCTPYK-
Uii Ta B OpHAMEeHTHUI, BUKOHaHIW 3 ManCTepHIcTHO.

OpnHak HanbinbWwKM OOCATHEHHAM [lo6ponixa € ikoHocTac
YKpaiHCbKOi NpaBOCnaBHOi Kateapy cB. |IBaHa B EOMOHTOHI, Wo
OJ1A HOro BUKOHAHHA MMUCTELb YKNaB MakCMMYM XUCTY WM HacHarm,
ynpoaoBx Tpbox pokiB (1970-1973), a pa3oM 3 niaroToBYyoto
npauero — 3HayHoO Binbwe. Kategpa cB. IBaHa BHYTpi He Mae
BUpPa3HUX CTUNLOBMX PUC, 3 OrNAQY Ha MOoOepHUH ByniBenbHUM
maTepiAn, Tinbku 6aHi HaragyrTb CTUMNbL YKPAIHCbKOro 6apoKKoO.
Lle 1 6yna, xo4 ay»e TOHeHbKa HUTKA, OnA BUKOHaHHA Jobponi-
XXeM iKOHOoCTacy B OyCi Ko3aubKoro 6apokko, TOuHiwe B OycCi
nisHboro 6apokko, 60 ueHTpansbHa YyacThHa ikoHocTacy (Llapcbki
Bpata) HaragytoTb bpamy 3aboposcbkoro B Kuesi 3 1731-1746
pp., npy1 kategpi cB. Codii, a 6iyHi, OpraHiyHO NoB’'A3aHi 3
LEeHTpanbHOK YaCTUHOH, TeX TBOPATL igeanbHy UinicTb. OTXe,
iIKOHOCTAC NpaBocnaBHOI KaTeapu CB. IBaHa MUCTeuUb 3AiNCHUB Y
ayci Tpitomdy YKpaiHCbKOro MMcTeuTBa — Ko3aubKoro 6apokko,
AK Y 3aranbHil KOHCTPYKLUIi, TaK i B KOXXHOMY BMABI 6araToi opHa-
MEHTHKHW, BNniTaroumn, 3 6yMHUM OOMUCNOM, BUHOrpagHy no3sy Ta
iHWi enemMeHTH, TpagWUiMHI W nNpuTamaHHi UbOMY MNULIHOMY
ctunesi. logas [106ponix 00 UbOro LWe KU TEXHIYHY MANCTEPHICTb,
BHACNIQOK YOro Len ikOHOCTaC MOXe CIyXHUTH KINTACUYHUM 3pas-
KOM AR BUKOHAHHA iIKOHOCTACIB YKpaiHCbKWX uepkoB y KaHaai v
no3a Kanapoto. Ha xanb, ue 6yna Bxe “nebenuHa nicHA” MUCTUA,
IO 3aNPOEKTYBAB LWe Mo3aiky AnA CBATMNMLLA KaTeapwu CB. |BaHa,
ane HecnogiBaHO nomep 4 xOBTHA 1973 p., He BCTUrLWMH ii 3pea-
nisysartwm.

MincymoBytoun 3006YTKH LEPKOBHO-PENirinHoi TBOPUYOCTH
HalWoro MMUCTUA,CNig CTBEpOMTH, WO B UK QiNAHUI o6pa3oTBop-
YOCTH BiH BWABUB CBIiN TaNaHT Ha BCHO LUWPOUYiHb | BKN1aB NOBaXHi
UiHHOWI B cKapOHWUIO UEPKOBHO-penirinHoro MucreuTsa, He
nuwe B Anb6epTi, a 1 B3arani B ykpaiHCbKin aiacnopi. Moro ocar
Bioa3epkaneHo B coHeTi “lNaM’ATi Baguma [Hobponixa”, wo
BMILLEHWI Y KHWXKUI 3aBOHOBHHKHU nNpepin (TpeTeE BnaaHHA, 1984)
Apa CnasyTuya.

O6napoBaHui Wenpo 6aratorpaHHMM TanaHToMm, [lo6ponix
BUABMBCA TaKOX B iHWWX rany3nAx i )xaHpax yKpaiHCbKoi 06pa3o-
TBOpPYOCTHU. Ha xanb, MOro paHHi TBOpH 3 KWIBCbKOro uacy, He
KaXyuu BXe Npo TpariuHy 0oby 3acnaHHA, nponanu 6e3cnigHo,
AK i 6araTbOX iHWKWX HaWMX MKUCTUIB. 3a OpPYroi CBITOBOI BilHKW, B
XaxnuBux yYMOBax HiMeubKOi okynaduii rogi 6yno matu 6yab-AKi
TBOPYi YMOBM, TOMY ax y angeHasi, y TabopoBux ymoBax, Haw
MWUCTELb BWABUB LUMpLIE CBOKO NPOAYKTWUBHICTL, CTBOPMBLLMH
HMU3KY KOMNO3WUil, NOPTPETIB, Nen3axis, HATIOPMOPTIB i KBITIB,
nepeBaXxHO ONiMHUMK hapbamu. 3ronom BiH BUABHUBCA Y LIUX XKe
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XaHpax yxe B KaHagi.

[lo HaMBapTICHIWLKWX MOro KOMMO3uUin HanexaTtb “BTikaui’.
Lle Monoge noaopyxXA 3 ABOMa Manvmu OiTbMMK, 3anuuiaroum
BaTbkiBIWMHY, Tika€e nepea HaAacCTynoOM MOCKOBCbKO-
KOMYHICTUUHUX nonyuuy. Ha ixHix 06nnuyyAax —6e3MexHUn cym,
Ha 06pii BoeHHa 3arpasa, Ha Hebi Noxmypi xmapu. Bei ui komno-
HEeHTWU [AyXe BipHO 306paxyroTe AOpaMaTUYHUA MOMEHT
CKUTaNbLMHK.

Ha ocobnuBy yBary 3acnyroBye€ OniflHa iCTOpHuYHa KOMMoO-
3uuin “KoaHA” (“Ko3aubka AONA”), WO B HiW MUCTeub NOKa3aB
MOMEHT XOPCTOKOi po3npaBM NOMAKIB Han BaTtaxkamu Ko-
niiBWMHU B 1768 p. Ha BonuHi. AK y 306pa)eHHi ronoBHUX Nepco-
Ha)iB, MNONLCLKMUX BENBbMOX, TaK i B 3aranbHOMY HACTPOi, BKNOY-
HO 3 KONbOPUTOM, MUCTELb CTBOPUB BipHUKM 06pa3 Tiei cTpawHoi
nopii B icTopii YKpaiHu.

Wwnpwe suAasuecA [lo6ponix y NOpTpeTUCTHUI, NoYaBLLM BiO
CKUTaNbCbKUX YyaciB, kKonu B 1945-1948 pp. HamantoBaB nNoHan 20
nopTpeTiB. TakoX BUKOHAB HU3KY nopTpeTiB y KaHani no 1962
poky. HansaMmiTHiwi — ue “ABTonopTper”’ (onisueM), Wo, 3ornagy
Ha BipHEe CXONMEHHA 30BHIWHIX Ta BHYTPIWHbLO-NCUXONOTiYHUX
pUC, HaneXxuTb N0 Hankpawmx. KapTuHu “KanitaH rorocnascbkoi
apmii”’, “[l. bepeseHeub, onepoBui cnisak”, “OTeub A. XpycTas-
ka”, “IoHeuka HaTtanka”, “[lpyxuHa” Ta iHwWi 3aKiHYeHO akopaoM
— nopTpeToM “MuTtpononuT InapioH”, y MOMEHT apXHUEPENCHLKOro
BorocnyxiHHA, B pM3ax 3i BCiMa apXMEPENCbKUMU aTPUBYTaMMK, 3i
CBiYHMKAMK B 060X pykax. Lien nopTpeT BUKNUKAE MAaecTaTUUHe
BpaXxeHHA. Tpeba BiN3HAUYMTH, WO HALl MUCTELb TaKOX Hamanto-
BaB NOPTPeT KOpOneBU EnucaseTH, WO BUCUTL Y 3ani KaHaaCcLKOro
eriony B EQMOHTOHI.

Moxe 1 kpawe BMAaBMBCA [1OBGPONiXK Yy nen3axi OninHOO Tex-
HiKOO, NOYaBLWM BiO CKMTANbLMHKU, MalKe 0O OCTaHHIX OHiB CBO-
ro XWTTA. 3manky BiH cToAB 6N1M3LKO OO NpUpoaM, 3HaB ii no
HaWHIKHIWKWX HIHOAHCIB, TOMY HOro nensaxi MatoTb 6inbwy Bap-
TiCTb, HiX iHLWI XXaHpPW CTAHKOBOro ManApcTea. “PaTtywa y Baima-
pi’, “3eneHe o03epo” (MaHHOBep), “HanposecHi’, “CtaBoK”
(no6nu3y MaHHoBepy), “OciHb”, “lNMOKKMHYTa xaTa” HanexaTb OO0
ocobnuBoi BapTOCTH, AK i “O3epo MopenH”, “Pika ATabacka”,
“Osepo BiHpepmip”, “OepeB’AHUN MiIcT” (nobnu3y beHdy),
“Ctapui mnuH”, “3aTtuwHa nAaryHa” (6inAa BikTopii), “YkpaiHCbka
xata”, “lNpoizn CUHKNepa” — BCi BOHW BMCOKOi BapTOCTU. Ha
BUPi3HEeHHA 3acnyrosye “3uma B YKpaiHi”.

Y cTtuni peaniamy BukoHas [1o6ponix cepito HaTHOPMOPTIB:
“Iopoguna”, “HatropmopT i3 BMHOrpagom”, “I'neuuk i3 A6Gny-
Kamu’ TOLO, AK TeX UMKN KBiTiB: “Harigkn”, “by3ok”, “Xpu3aH-
Temu”’, “Makun” " T.n., — Ui OCTAHHIi 3 HAWHIXHIWKWMK KO-
NbOPUCTUYHUMHU HIOAHCAMM. Y Ci BOHU BUKOHAHI ONIKHOK TEeXHi-
KO, B peanicTUYHOMY Ayci, 6e3 )oaHoi cTunisadii Ta iHTepnpe-
Tauii. MantoBaB MUCTeUb OUi 06'EKTHU TakK, AK ix 6aumB, Haue GaxaB
KNanTUKK XXWUBOI NpUpOaOM NepeHecTr Ha NONOTHO. Bce X i B Horo
peanicCTUYHUX TBOpax NPo6UBaETLCA CaAaMOBYTHICTb.

MpoTte 3 0co6nnBOO AKCKPABICTIO BUABMBCA [106ponix AK
MUCTeub-aekopaTtop. Mawuu B Ui ranysi conigHy ocBiTy Ta
rnMboknMii pocsin i3 KWiBCbKOiI KiHOCTynii, BiH pOBWWKA yac
npaurosas y Uin ranysi. Llle B 1950-oMy poui po3manioBas Ka-
deTepito komnanii FancoH-ben B EOMOHTOHI, a B 1955-1970-mx
pokax BUKOHAB HMU3KY BEMNUKWX NAHO (MaHopaM) y pecTopaHax
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“Carapa”, “CiMm MmopiB”, po3mantoBaB 3ani rotenis “KiHrceen”,
“HUopk”, “Mapk” i 7.a., a no3a EnMoHTOHOM ochopmus “Kackenn” y
BeHoi 1 “Ctemninep” y Kenrapi. Ocobnusuin xuct suasus [o-
6ponixK AK OekopaTtop BMacHUMW pyKamu OPOPMMBLLM aHrNii-
CbKOMOBHi onepu Ta onepetu B EQMOHTOHI:TpasiaTa, KapmeH,
Wizard of Oz, Kiss me Kate, South Pacific, Bells are Ringing,
Oklahoma, Brigadoon, Annie Get Your Gun, Fanny, Unsinkable
Molly Brown, Flower Drum Song, (10 onepeT), nekopaduii no Al-
berta Ballet Co., NMonentowka,Snow White and Rose Red, Peter &
the Wolf ta iHwi, wo npup6any MUCTUEBI HANWMPILWi BU3HAHHA M
cnasy 6e3KOHKYpEeHUiMHOro nekopartopa Ha TepeHi EQMOHTOHY.
Oyxe uacTo gekopaTtopu MantoTh NULLE WKiUM QNA BUCTAB, Haw
MUCTELIb BUKOHYBaB yCe BNnacHMMMW pykamu. MicueBui yaconuc
Edmonton Journal BUCOKO OUiIHWB MOro TBOpYY npauto.

He ™meHwy ysary signasas [o6ponik o0dOpMMNeHHK
YKpPaiHCbKWUX HauiOHanbHUX HOBINEiB, piYyHMUb Ta iHWWX CBAT B
EQMOHTOHI, 30Kkpema MasenuHCbKOi akanemii B 1959 p., LLieBueH-
KiBCbkoi B 1961 poui, IBaHa PpaHka, CeATa [lepKaBHOCTH, Pi3HMUX
LEepPKOBHMUX HOBINeEiB i T.O. M T.N., 3HAYHO NiIQHOCAYM BAXNMBICTb
CcBATA CBOIMM AOekopauiAMuM. BMKOHaB i Oekopauii anA BUcTas
Hartanka lNontaBka, CBaTtaHHA Ha [OHwapiByi, 0O BUCTYNiB TaH-
utoBanbHOro aHcamébnto “Lymka”, 3okpeMa npekpacHi NPOEKTH
KOCTIOMIB i Macok onA suctasu Jiuc Mukura |. ®paHka (iHCUeHi-
3auia B. Ckopyncekoro), wo ii snawTysas [1nact 8 EQMOHTOHI.
Ycnixu lo6ponixa-pekopatopa 6ynu B TOMyY, WO BiH 3aBXOW YMiB
rMMb6oko 36arHyTH OyX KOXHOIi ONepu U1 N'ECH, KOXKHOT BUCTABMH,
HaBiTb oKpeMoi aii. Kpim Toro, we 1 6yB cneuiAnicToM CBITNAHUX
edekTiB, WO 36iNbWYBaNO BapTiCTb Aekopauin. 1968 p. eaMOH-
TOHCbKMIK Bigaoin KYK HaropoouMs MOro noyecHoOK rpaMoToro 3a
DiANbHY yyacTb y decTmnsani no 100-piuvua Kanagu. A Bxe noc-
MepTHO npe3unnin KYK y BiHHinesi 1983 p. Haropoauna Jo6poni-
»a LUeBueHKiBCbKOKWO 30noToo mepanetd oo 10-piyuAa 3 OHA
CMepTH.

Haw mucTeub BUKOHAB Tex akBapeneto noptpeT T. LLeBueH-
Ka B MONOOOMY Billi, akBapener n TeMnepord —Kinbka CBATOYHUX
i MNpuBITANbHUX NUCTIBOK Ta OOPMMB KinNnbKa YKpaiHCbKWX
BWOAHb, MiX HUMW BiyHi BorHi AnebepTtr [1. 'yMeHHOi Ta He3abyT-
Hi ykpaiHceki gHi B PumMmi o. B. TapHascekoro. OnA Jo6ponixa
6yna He uyXa CKynbnTypa, B Ui rany3si BiH CTBOpPMB 6HOCT MOMO-
poro T. LLesueHka B norpyaHoMy 306pa)KeHHi 1 HU3KY NNOCKO-
pPi3bb y NNacTuKy, WO MiXX HUMK HanBapTiCHiwi nopTpeT |. ®paH-
kKa, “TaHuropuctn” (oBa BapiAHTH), “COHAWHMUKK’, “Makun”,
“KanuHna”, “banaypa”.

Po3rnapatouu 6araty v pisHOMaHITHY TBOpUicTb [lo6ponixka,
MMCTUA 3 CONiIQHOIO OCBITON), WKWPOKOro TBOPYOro OiANa3oHy ¢
nogueyrinHoOi NpaubOBUTOCTH, CNia NUWWe OWBYBATMUCA, WO BiH
MaB TiNbKW Micuesy cnasy, Wo 6ys manosigomMui B 06pa3oTBop-
YOCTi WKHPOKOI aiaAcnopn. TUMuyacom 6arato Halwmx MUCTLIB, WO
a)X HiIAK He OOpiBHIOKOTL 3ragaHWM KoMnoHeHTam [o6ponixa,
3006ynu cobi WMPOKY NONYNAPHICTb. Taki ABMWa TPanNAOTLCA B
icTOpii MUCTeuTBa (He TiINbKW YKPAIHCLKOr0) 3 Pi3HWUX MPUUMH,
TOMY Henerko gaTv 3afnoBinbHY Binnosiab. NpoTe y sMnanky o-
6ponixa, Bionosinb MoXe 6yTHW. HA Ue CKNABCA KOMMMEKC, Wo
3aranbMyBas MOro LWMPOKY NONYNAPHICTL — MUCTLEBI 0OBENOCA
XXUTHU U TBOPUTHM B EQAMOHTOHI, Ha nepudpepii KaHagn, cepen maTte-
pianictTuuHnx 6ynHie, ge Tpeba 6yno 3apobnATH Ha NPOXMUTTA
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poaouHU. JlMwe ynaMkKu BiNbHOro 4acy Mir BiH NocBAyyBaTH OnA
TBOPYOIi Npaui, B CTAHKOBOMY ManApCTBi.

Xou [o6ponixx BWABNABCA O6MNUCKyuye B ULEPKOBHO-
penirintHoMy MMCTeUTBI, Xo4a 3abnuiias CBOIM XUCTOM y TeaTpans-
HiM Oekopauii, Ha xanb, ue Mano TiNbKW NokanbHe, NPOBIHUINHE
3HaueHHA, 6epyun 00 yBarv BeneTeHcbKi npoctopu KaHagu. BiH
MaB OBi iHOWBIAyanbHi BUCTaBKW CBOiX TBOpIiB y Berpesini, OBi
peTpOCNEeKTUBHI BUCTaBKM B EOMOHTOHI (1949 i 1956), a B 1949 p.
MOro 4oTHUpPU KapTHUHKU ByNK BKNOUEHI B NnepecyBHy BUCTaBKY MiHi-
ctepcTtBa KynbTypu MNpoBiHUii Anb6epTH, WO noaopoxysana no
BCbOMY 3axofi, AK TaKOX OBi KAPTUHM — NO3a y4yacTo y BUCTaB-
Kax EOMOHTOHCBbKOro my3et0 — y Buctasui CyuacHoro kaHan-
cbkoro mucteutsa 1960 p. B TOpOHTI. BpaB yyacTs i B rpynosux
BUCTaBKax yKpaiHCbKOro mucrteursa B KaHaai. He 3Baxaroum Ha
BCe ue, WMpLWOoi NONYNAPHOCTH He 3006yB. MOXe Ha ubOMYy 3a-
BaXxmna Moro sgauva, BiH He A6aB NpPo NONYNAPHICTbL i HE MaB uacy
npo Hei a6atu, 60 He Mir MOBHICTHO NOCBATHUTUCA “YMCTOMY"
MUCTeuTBYy. A MOXe 1 TOMY, WO MOro peaniCTUUHIi TBOPU CTaHKO-
BOrO ManApcTea He No3HayeHi BUPa3HOK iHOMBIOYanNnbHOK MO-
BOK, 30KpeMa —KPHUKITMBOK OPUTiHANBHICTHO.

Banoum [o6bponix 3anuwune no cobi oocuTb 6araty MucT-
eubKy cnaguwuHy, a B Hih HemMano TBOPIB BUCOKOi AKOCTH.30-
CTanMcA No HLOMY M BMpa3sHi cNigW HOro TBOPUYOro NparHeHHA
Ha TNi yKpaiHCbKOi 06pa3oTBOPUOCTH B OiACNOPI.

IsaH KeHWBaH
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WADYM DOBROLIGE

To appreciate the difficulties that Wadym Dobrolige encountered
in his early years as an artist, it is necessary, at the outset, to make
some reference to the plight of Ukrainian artists in the early 20th
century. During the long period of Tzarist domination and then under
the more recent Communist regime, there was a constant strugglein
subjugated Ukraine for the survival of Ukrainian fine arts.

In the brief period of Ukrainian independence, which was gained
at the end of 1917 when the Russian Empire fell, Ukrainian artists
seized the opportunity to establish a Ukrainian Academy of Fine arts
in Kiev. This was fully staffed by contemporary artists and pedagogs
who promoted a curriculum based on traditional Ukrainian art.

The briefly experienced freedom soon ended in 1920, when the
Communists overran Ukraine. Very quickly the Academy came into
conflict with the official Communist doctrine which defined art as
“Socialistic”. But in spite of the turmoil which ensued, it still was
successful in turning out a considerable number of artists. This was
due to the great efforts of the deeply dedicated professors and the
enthusiastic students.

At the beginning of the Communist regime, several Ukrainian
artists’ associations, each with its own style and trend of thought,
appeared in the U.R.S.R. (Ukrainian Republic in the Soviet Repub-
lics). These also came under the strict control of the state, and to
express any Ukrainian patriotism was regarded as an offense to the
state. Only Russian influences were to be observed and allowed to
enter into art expression.

Finally in 1923, the Kiev Academy was closed down by the state,
and was completely reorganized into an Institute of Arts to include
the faculties of Fine Arts, Polygraphy, and Pedagogy. All of these
faculties were to be subordinate to the state. This deepened the
conflict because the steadfast Ukrainian art professors persisted in
carrying on with their tradition in teaching — a tradition that was
contrary to the new objectives and directives that had been issued.

In 1934, a National Council of Soviet Writers metin Moscow and
resolved to reaffirm the principles of “Socialistic Realism” that
defined Soviet art. Consequently, all the existing associations of
Ukrainian artists were forced to disband. These were replaced by
co-operatives of artists of the Soviet Union based not on national
lines, but on territorial regions. The objective was to include mixed
nationalities within the same co-operative. These co-operatives
came under the tight control of the central body in Moscow. In reality
only the Russians and their supporters had any say in matters
pertaining to art. Before long, a merciless attack was made on the
defiant Ukrainian artists. The professorial art staff at the Art Institute
in Kiev was routed out, and several artists were imprisoned, never to
be freed.

Thus, the only official art style “Socialistic Realism” was firmly
established. This Soviet art regimented the artist to represent
realistically those subjects that would glorify the state. To exalt
political leaders and heroes and to praise the gigantic social
achievements — many of which were not yet realized — became the
primary subjects of the Soviet artists. By conveying the idea of
pathos and by using printed captions, this art exhorted the people to
support these goals.
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Any slight deviation from this aspect of Soviet art resulted in a
term of imprisonment for the artist. Not every Ukrainian artist could
adapt to this form of regimentation. The older generation, in
particular, reacted strongly to the restraint which was placed on their
creative abilities. It was under such adverse conditions that a
younger generation of artists was emerging in the U.R.S.R. — and
among them was Wadym Dobrolige.

Wadym Dobrolige was born in Nizhyn, Ukraine, on December?7,
1913. When he was still a child, the family moved to Kiev, where
Wadym grew up and received his education.

Very early in his school years Wadym began to reveal his artistic
inclinations, and accordingly, he was inspired and directed toward
this goal by his devoted art teachers. Even during his secondary
school years he was designing stage settings for school celebrations.
His teachers encouraged him to paint from nature, and Kiev provided
many fascinating and inspiring scenes for the young painter. It was
this outdoor experience that gave the artist an opportunity to become
aware of the many nuances in nature, and most likely inspired in the
artist his great love for landscape painting.

After completing secondary school in 1931, Dobrolige entered
the Kiev Institute of Arts to major in landscape painting and
portraiture. In these areas of art expression his professor was the
noted artist F. Krychevsky. He also studied design and stage setting
with Professor M. Strynenko, and became acquainted with stage
graphics and book lay-outs in the studio of C. Nalepynska-Boychuk.

When he had finished his studies at the Kiev Institute in 1935,
Wadym spent a year at the Leningrad Art Academy studying
monumental painting. While there, he had an excellent opportunity
to observe the paintings and etchings of Taras Shevchenko in the
Hermitage Museum. That experience profoundly affected his artistic
outlook.

In 1936 Wadym returned to Kiev to prepare for his diploma. He
freelanced for some Ukrainian publications. In one children’s
publication the N.K.V.D. (Soviet Secret Police) identified what they
considered to be suspiciousillustrations by Dobrolige. They arrested
the author of the book, the publisher, and the artist Dobrolige.

After a briefimprisonmentin Kiev, he was exiled to Kolyma, and
then he was sent off to the Khabarovsk region in far eastern U.S.S.R.
This last move proved to be a fortunate one for Wadym. Soon he and
the other imprisoned young artists were set to work to paint murals
for the officers’ club-house at the local quarters of the Red Army. The
head officer was so impressed with the young artist’s talents that he
requested Wadym to paint a full-size portrait of him. Now things
seemed to go more in Wadym’s favour. Next he was assigned to
design stage settings for two dramas that were to be held in the
theatre at Khabarovsk.

Dobrolige was released unexpectedly in 1938 and returned to
Kiev. Atfirst he did casual art assignments as opportunities presented
themselves. Before long, he was working as an assistant to O.
Dovzhenko, a director of stage lighting in a Kiev theatre studio, and a
producer of films. During this time Wadym carried on with his
painting privately, but proceeded very cautiously — having learned
from past experience. There were times when he did display his
work. Two of his paintings were accepted for inclusion in the Soviet
National Exhibition.

Dobrolige was mobilized into the Red Army. Falling captive into
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the hands of the Germans, he underwent some terrifying experiences.
The following year, saved by only a miracle, he found himself back in
Kiev. These were very critical times, both politically and economically,
but somehow Wadym managed to sustain himself.

In April of 1942, Dobrolige married Valentina Pushkar, a piano
student at the Kiev Conservatory. When the Russian Army was
approaching Kiev in the fall of 1943 — after its defeat of the German
Army at Stalingrad earlier in the same year — the young couple was
forced to leave Kiev and to flee westward. They fled first into Western
Ukraine, then through Poland and Czechoslovakia, and finally they
arrived in Germany.

For a time the Dobrolige family, with their daughter Natalia and
Valentina’s grandmother, found themselves living on a farm near
Weimar. Here in May of 1945, they heard the news of the German
capitulation and of the arrival of the American forces. The Second
World War had come to an end.

After making a few more uncertain moves, the family arrived in
Heidenau, near Hamburg, which was in the British zone. Finally they
settled in a camp for displaced persons.

Now a new life of activity began for the artist. In addition to the
various camp organizations that were formed to provide for the
refugees’ needs for a church and schools, the artists decided to set
up an art studio which was to be headed by Wadym Dobrolige.
Although he had to work under very unfavourable camp conditions,
Dobrolige was not discouraged from expressing himself freely. As a
result, he was able to produce a considerable number of very
successful canvases in the course of the three years (1945-1948) that
he spent here. These included twenty portraits, three icons for the
Ukrainian church at camp, numerous landscapes, and a series of
still-life and floral compositions. In addition, he designed stage
settings for the Ukrainian theatre at camp, helped to start a
publication, executed many graphic works, and made designs and
lay-outs for several books. His art works were exhibited at the camp
in Heidenau, in Hamburg, in Hanover, and at the headquarters of the
British occupational forces.

In 1948, the Dobrolige family and their relatives came to Canada
under the sponsorship of Peter Svarich, a pioneer and a well-known
community worker of Vegreville, Alberta. There the family settled for
two years.

A pre-arranged assignment, involving church art, awaited the
artist when he arrived in Vegreville. This was a commission to
produce some murals for the local St. Volodymyr's Ukrainian
Orthodox Church. Although Wadym Dobrolige was acquainted with
church art through his studies at the Kiev Art Institute, and through
his visits to the different churches in Kiev, including St. Sophia and
Pecherska Lavra — which are museums of treasured sacred art
expressed in frescoes and mosaics — he had no actual experiencein
this branch of art. For him this was a completely new field of
endeavour which he approached with great enthusiasm.

Because the wall surfaces of the wooden church of St.
Volodymyr did not lend themselves to figure painting, the artist had
to adopt a new method of procedure. First he painted the icons
(sacred images) on separate pieces of canvas, and then he applied
the completed icons to the wall surfaces in pleasing arrangements so
astofillup the designated areas. These very colourful and realistically
portrayed icons, enriched by the use of ornamentation of Byzantine
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elements and Ukrainian motifs, resulted in very impressive murals.
Among others, the following icons were portrayed in these decorative
murals — St. Volodymyr the Great, Resurrection, St. Olha, St
Nicholas, and St. Barbara. Equally impressive were the large
compositions, Christianization of Ukraine and Sermon from the
Ship.

This project, Dobrolige’s first attempt at polychromy (church
mural decoration), is a masterly piece of work, and is the first of its
kind in western Canada.

In 1950 the Dobrolige family came to reside in Edmonton. For
the next four years the artist was employed by the Hudson’s Bay
Company as an artist-decorator, and carried out numerous projects
in design and decoration. In 1955 he resigned from this position with
the company in order to be able to devote full time to church art and
decoration.

During the period of time between 1955 and 1970, Wadym
Dobrolige produced a series of polychromies, icons, and iconostases
for Ukrainian churches in different places in Alberta, namely,
Radway, Willingdon, Andrew, Myrnam, Hairy Hill, Lamont, Hollow
Lake, Athabasca, and Edmonton, besides others. (An inconostasis
separates the sanctuary from the main body of the church).

The artist executed an outstanding polychromy in Radway
which included theicons, Ascension, Archangel Michael, St. George,
Apostles, and the Holy Fathers. Of equally high quality, is a
polychromy which he produced for the Church of St. John in
Lamont. In both these polychromies the artist's approach to
composition was from the standpoint of creating a wholeness or
totality of the elements involved; while the portrayal of the holy
figures was approached with rhythm and colourin mind. In St. John’s
Church in Lamont, the icons Protectress, Mother of God, Annuncia-
tion, Evangelists, and Boris and Hlib differ somewhat from the others.
Though they are still executed in the same spirit of realism, they show
a slight tendency toward stylization. But all the icons bear the same
traditional Ukrainian characteristics.

Especially noteworthy is the icon Assumption of the Mother of
God that Dobrolige executed for the church in Hollow Lake. This
icon is beautifully composed, and is delicately executed in terms of
colour. Whereas, in comparison, the icons Mother of God and Lord
Jesus Christ in St. Volodymyr’s Church in Edmonton, and the icon
Crucifixion in St. John's Cathedral in Edmonton, are rendered in
more lively, warm colours. The artist also produced a variant of the
first Assumption at Hollow Lake for the church in Athabasca.

Distinct from the other icons, both in method of executionandin
coloursused, are theicons Mother of God and Lord Jesus Christ that
the artist produced for St. John’s Institute Chapel and for St. Elias
Church, both in Edmonton. Here, the artist very skillfully and
effectively used an original idea of molding the figures and the
decorative elements in bas-relief in plastic. The holy figures were
then finished in gilded vestments against silver backgrounds.

Dobrolige used this same method in his execution of the
iconostases for St. John's Institute Chapel and for St. Elias Church,
as well as in his execution of the iconostasis for the churches in
Myrnam, Alberta and in North Battleford, Saskatchewan. Later he
also used these methods in producing parts of the iconostasis for St.
John'’s Cathedral in Edmonton. Theicons “Mother of Lord Jesus with
Infant Jesus” and “Lord Jesus Christ”, the Royal Doors, and all the
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ornamentation were rendered in this method and gilded.

Wadym Dobrolige adapted the different methods that he used in
the execution of the iconostases to the styles of the interior
architectures of the various churches. He was always careful to
observe the tradition in the construction of the iconostases, in the
proper placement of theicons, and in the use of the correct elements
of ornamentation.

Dobrolige’s last and most outstanding work, which may be
regarded as the triumph of his artistic achievements, was the design
and execution of the iconostasis for St. John’s Ukrainian Orthodox
Cathedral in Edmonton. This huge project, which taxed the artist to
the utmost of his ability and energy, took three years to complete
(1970-1973). Theiconostasis is executed in the Kozak Baroque style,
and is richly embellished with ornamentation of intertwining grape
motifs and other traditional elements intrinsic to this grand style.
Executed very masterfully, this is a monumental piece of work, and
may serve well as a model for iconostases in future Ukrainian
churches.

The artist was in a planning stage for a mosaic mural for the
sanctuary of St. John’s Cathedral, when he died suddenly on
October 4, 1973.

Wadym Dobrolige, as an artist-painter, revealed his talents in
different fields of art expression: in landscape, in portraiture, and in
still-life and floral compositions. He took a very realistic approach to
painting. His art style never changed substantially from the time he
painted in the refugee camp to the time of his death. Although his
work medium was mainly oils, he also worked in pastels, in water
colours, and in tempera.

Besides painting from visual experiences, he did produce some
canvases based on emotional, historical themes. Refugees and Fate
of a Kozak fall into this category, and are very dramatically portrayed.

In portraiture, the artist paid very close attention to details, and
showed a remarkable ability to capture likenesses. This is evident in
the portraits, Prof. D. Berezenetz, Rev. A. Chrustawka, Daughter
Natalka, Wife, Metropolitan llarion, Self-Portrait, and Portrait in the
Making (a portrait of a Yugosiav captain). His insight into personality
and his ability to express feelings, also come through very well
especially in Self-Portrait, which is executed in pencil.

The portrait Metropolitan llarion may be regarded as a grand
finale to his work in portraiture. Here, we see the Metropolitan in a
moment of liturgical worship when he is about to give his blessing to
the faithful. Dressed in richly ornamented vestments, wearing a mitre
on his head, and holding a dikiri (two-branched candle) in one hand
and a trikiri (three-branched candle) in the other hand, he makes a
majestic impression.

It should also be mentioned that Dobrolige painted a portrait of
Queen Elizabeth Il which hangs in the Canadian Legion Hall in
Edmonton.

Wadym Dobrolige showed a preference for landscape painting
as seen by the great number of successful canvases that he
produced. His sensitivity to colour and his ability to capture dramatic
effects permeate his paintings. Among many others, his better
known canvases include — Park in Weimar, Green Lake (Hanover),
Pond near Hanover, Autumn, Haunted House, Lake Moraine,
Athabasca River, Lake Windermere, Log Bridge (Banff), Old Mill,
Quiet Lagoon (Victoria), Ukrainian House, Sinclair Canyon, and
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Winter in Ukraine. In Haunted House, through the use of subdued
colours and atmospheric effects, the artist has brought out very
skillfully the eerie feeling that one associates with the title.

In his still-life and floral compositions the artist is at his best,
depicting nature as it is. Vegetables, Still-Life with Grapes, and
Apples, all in oils, are vividly portrayed. The floral compositions,
Lilacs, Poppies, Marigolds, and Chrysanthemums, are equally
realistically executed. The reflections in Still-Life with Grapes and in
Lilacs are captured exceedingly well.

As an artist-decorator, Dobrolige gained recognition through
designing and painting murals for several commercial establishments
in Edmonton. His work appeared in the Hudson’s Bay Cafe, in the
Sahara and Seven Seas restaurants, and in the Kingsway, York, and
Park hotels. He also painted murals for the Cascade Hotel in Banff
and the Stampeder Hotel in Calgary.

As a decorator and stage designer, the artist distinguished
himself by executing many decorative and successful stage settings
for musical plays and operas, namely, La Traviata, Carmen, Wizard of
Oz, South Pacific, Oklahoma, Brigadoon, and Flower Drum Song,
just to mention a few. He prepared the sets for the Alberta Ballet
Company’s productions of Snow White and Rose Red and Peter and
the Wolf, as well as many others. He also designed stage settings for
two Ukrainian dramas, Natalka Poltavka and Match-Making in
Honcharivtsi. He also did the stage setting and designing of
costumes and masks for the play Lys Mykyta.

His success as a decorator and stage designer rested largely on
his ability to sense and interpret the mood and spirit of the play or
opera, and on his understanding of how to use stage lighting to
further enhance the settings.

In the course of the years the artist was also involved in
decorating and making stage settings for celebrations of Ukrainian
anniversaries and holidays, such as Ukrainian Independence Day,
the Taras Shevchenko and Ivan Franko concerts, and the Shumka
Dancers concerts.

Apart from these major endeavours, Dobrolige also carried out
several smaller but not less noteworthy projects. He designed book
covers for several Ukrainian publications, two of which were:
Everlasting Fires of Alberta, by D. Humeny; and Unforgettable
Ukrainian Days in Rome, by Rev. W. Tarnawsky. The designing of
programs for concerts and other events — and the designing of
numerous greeting cards also occupied much of his time. Using
traditional Ukrainian motifs, the artist executed these very expertly in
his own distinctive designs.

Sculpture was an area of art expression that provided a form of
relaxation for Wadym. He loved to work in three-dimensional
techniques. He sculpted several busts of Shevchenko, portraying the
poetin his later years, and was working on a bust of Shevchenko in
his youth, which was never completed. He also produced full-figure
sculptures of a Kozak playing a bandura and a dancing girl.

Mention too, should be made of the plaques that he produced in
bas-relief using plastic as a medium. Portraits of Shevchenko and
Franko, dancers, sunflowers, poppies, and cranberries were the
themes for this method of expression.

Wadym Dobrolige held two retrospective exhibitions of his work
in Edmonton -in 1949 and again in 1956. He also had two one-man
exhibitions in Vegreville. Four of his paintings were included in a
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1949 travelling exhibition which was arranged by the Minister of
Culture forthe Province of Alberta. His artworks were also featured in
group exhibits at the Edmonton Museum, in Toronto, and in group
exhibits of Ukrainian Canadian Artists.

In 1968, the Edmonton branch of KYK (Canadian Ukrainian
Committee) presented Dobrolige with an honorary plaque in recog-
nition of his active partin Canada’s Centennial celebrations. Wadym
had devoted a great deal of his time and effortin arranging various art
exhibits and in designing programs and stage settings for the
centennial concerts.

In1983, the National Association of KYK in Winnipeg, Manitoba,
honoured the artist posthumously with a gold Taras Shevchenko
medal on the tenth anniversary of his death.

Wadym Dobrolige, a prolific artist, left a rich heritage of art for
future generations to enjoy. Although his artistic accomplishments
were many and varied, unfortunately, he did not gain the widespread
public recognition that one would expect him to have merited. This
may be due, in part, to the fact that he was overly dedicated and too
involved in his many projects to seek popularity. It also may be that
realism in art was giving way to contemporary art with an interest in
experimentation of expression through colour and form alone.

English translation: Anna Krawetz
English Editor: Janet Crane
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3eneHe 03epo B MaHHoOBepi, HimeyunHa. Onin
Green Lake in Hanover, Germany. Oil
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Portrait of a Yugoslavian
Army Captain. Qil
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MoptpeT 1. BepeseHuA. OniA
Portrait of Prof. D. Berezenetz. Oil
1946
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MopoguHa. OniA
Vegetables. Oil
1947
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Harigku. Onia
Marigolds. Oil
1947
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Meuunk i3 Abnykamu. OniA
Pitcher and Apples. Oil
1947
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HaTropMopT i3 BuHOrpagom. Onin
Still-life with Grapes. Oil
1947




OciHb, Berpesinb, AnkbepTta. Onin
Autumn, Vegreville, Alberta. Oil
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Crasok, NaHHOBep, HimeuunHa. Onia
Pond, Hanover, Germany. Oil



Ko3aubka nona. KoaHa. Onina
Kozak's Fate. Kodnia. Qil

1947




Crapa popora, bend. Onin
Old Road, Banff. Oil
1954
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Wooden Bridge, Banff. Qil
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Pika Atabacka, xecnep. Onia
Athabasca River, Jasper. Oil
1954

Crapui mnuH. Onia
Old Watermill. Oil
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3aTuwHa nAaryHa 6inA BikTopil. OniA
Tranquil Lagoon near Victoria B.C. Oil
1956
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Poppies. Watercolour.
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Chrysanthemums. Qil
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MopTpet Mutpononuta Inapiona. Onia
Portrait of Metropolitan llarion. Qil

1962
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Our Garden. Qil
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OciHb. Pika CackaueBaH. Onin
Autumn. Saskatchewan River. Oil
1964
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O3epo Mope#nH. OniA
Lake Moraine. Oil
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Mpoi3n CuHknepa. OniA
Sinclair Canyon. Oil

1964
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3uma B YkpaiHi. Onin
Winter in Ukraine. Oil
1969

52



TWadam

MopTpeT AoHi. Onia
Portrait of Artist's Daughter. Qil
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YkpaiHcbke ceno. OniA
Ukrainian Village. Oil

54



s
=
o
=
I
by
S
>
Q
d
[
[<))
Q
-
Q
@]
C

@
]
=
=
K]
-
0
p
<
o~
o]
=
©
b
T
o]
a




O3epo BepminioH. Mactensb
Lake Vermilion. Pastel
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Os3epo Nyis. Onin
Lake Louise. Oil
1969
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O3epo BiHgepmip, B.K. Onin
Lake Windermere, B.C. Oil
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BockpeciHHA. 3anpecToneHWin obpas.
Uepksa cB. BonoguMupa, Berpesine, Anobepra

Resurrection. St. Volodymyr's Church, Vegreville, Alberta
1948 '
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BisTtapHa cTiHa. LlepkBa cs. Bonogumupa, Berpesinb, AnbbepTa
Sanctuary wall. St. Volodymyr’'s Church, Vegreville, Alberta
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3aranbHui BUrNAQ cxigHix neepen. Llepksa cB. Bonogumupa,
Berpesinb, Anbbepra

General View from the Entrance. St. Volodymyr's Church,
Vegreville, Alberta.
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MisaeHHnin 6ik 6axi. Llepkea cB. Bonoaumupa,
Berpesinb, Anbbepra

South side of the Dome Interior. St. Volodymyr's Church,
Vegreville, Alberta
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Cs. Bonogumup. Llepksa cB. Bonogumupa, Berpesine, Anbbepta
St. Volodymyr. St. Volodymyr's Church, Vegreville, Alberta

Cs. Onbra. Uepksd cB. Bonogumupa, Berpesinb, AnbbepTa
St. Olha. St. Volodymyr's Church, Vegreville, Alberta
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uynoTteopeus. Liepksa ce. Bonoanmupa,

Cs. Mukona-

Berpesinb, AnbbepTta

St. Nicholas. St. Volodymyr
Vegreville, Alberta

s Church,
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Cs. Bapsapa BennkomMyueHuULA.
LlepkBa cs. Bonognumupa, Berpesinb, AnbbepTa.

St. Barbara. St. Volodymyr's Church,
Vegreville, Alberta

67



3 AT el B S

Do ik Beg »% i S Pe i s Sl & i B & Fo
IS U2 e w] e LA L2 K SO F Vs e o

XpelweHHA Pycu-Ykpainu, 988 p. LiepkBa cB. Bonogumupa,
Berpesinb, AnbbepTa

Christianization of Ukraine in 988. St. Volodymyr's Church,
Vegreville, Alberta
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Mponosiab y yoBHi. Llepksa cB. Bonoaumupa,
Berpesinb, Anbbepra

Sermon from the boat. St. Volodymyr's Church,
Vegreville, Alberta
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3iwecTta Cs. lyxa. LlepkBa cB. flyxa, [lepseHT, AnbbepTa
The Pentecost. Church of the Holy Spirit, Derwent, Alberta
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IkoHocTac. Llepksa Cs. Tpounui, MnpHam, AnbbepTa

Myrnam, Alberta

Iconostasis. Holy Trinity Church

c. 1960
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IkoHocTac. LlepkBa cB. IBaHa, Hopa batndopna, CackauesaH
Iconostasis. St. John's Church North Battleford, Saskatchewan
1968
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YcniHHA Boxoi Matepi. Fonos enk, AnbbepTa
Assumption of the Mother of God. Hollow Lake, Alberta
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HawmicHi o6pa3un. Liepksa cB. Bonoaumupa, EOMOHTOH, Anb6epTa
St. Volodymyr's Church, Edmonton
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MokpoB.a MNpeceaToi Boropoauui. Llepkea cB. IBaHa, JTamoHT, AnbbepTa
Protectress, Mother of God. St. John’s Church, Lamont, Alberta
1964
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YcnivHA MpeceaToi boropoguui. Atabacka, Anbbepra
Assumption of the Mother of God. Athabasca, Alberta
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IkoHocTac. Uepksa cB. Inni, EnMOHTOH, AnbbepTa
Iconostasis. St. Elias’ Church, Edmonton, Alberta
1966
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lkoHa MpecsAaToil Boropoauui. Liepkea cB. Inni, EgMOHTOH, AnbbepTa
St. Mary. St. Elias’ Church, Edmonton, Alberta
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IkoHa Icyca Xpucta. Llepksa cB. Inni, EQMOHTOH, Anb6epTa
Jesus Christ Icon. St. Elias’ Church, Edmonton, Alberta.
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IkoHocTac. Kategpa cs. IBaHa, EaMOHTOH, AnbbepTa
Iconostasis. St. John’s Cathedral, Edmonton
1970-1973
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bnarosiweHHA.
Katenpa Cs. IBaHa
EomoHTOH, AnbbepTta
Announciation.

St. John's Cathedral
Edmonton, Alberta
1971
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Pianso. Kategpa cs. IeaHa, EgMoHTOH, AnbbepTa
The Nativity. St. John's Cathedral, Edmonton

1971
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Cs. AHapin. Kategpa cB. IBaHa, EOMOHTOH, AnbbepTa
Saint Andrew. St. John’s Cathedral, Edmonton
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TEQTPAALHO-
AEKROPQAUIMHE
MMUCTEULTBO

STOAGE SET
DESIGN



MNpOEKTH KOCTIOMIB i AeKopauin

no suctasu “Jluc Mukurta”,
BnawToBaHOi NMnacTtom 8 EQAMOHTOHI.
Costumes and stage set designs

for the play “Mykyta the Fox”,
performed by the Youth Organization
“Plast” in Edmonton.

Nuc i Nucwnun.
Fox and Vixen

Ceno NucoBuui
Lysovychi village
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baban Ta Aub
Babay and Yats

Ocen i bapaH
Donkey and Ram

Bypmuno i Llan
Burmylo and the Goat
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Nic. Llapcbkuin TpoH
The king's throne in the forest

Lap Nes
King Lev
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[ekopauii oo s1ctasu
Stage sets for “Annie, Get Your Gun”
1962
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“Annie, Get Your Gun”
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“DaHni”
“Fanny”
1963
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Hekopauina oo suctasn “Henotonaroua Monni BpayH”
Set design for “The Unsinkable Molly Brown”

1963




Hekopaduii go onepu “KapmeH”
Stage sets for the opera “Carmen
1965
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