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IBan KeitBan

YKPAIHCBKE
OBPA3O0TBOPYE MMCTELITBO

BCTYN

SIK CTBepAMAM ROCMiAM, HEMAE Ha CBITi TAKMX HapoOAis,
UK i HABiTb MJAEMEH, fiKi He MPOABNAMM 6 CXWJLHOCTH # mo-
PHBiB O MHCTELTBA, HE3BAXAIONH HA iXHilt MyXOBH# i Mare-
PpinbHUA piBeHb; TAKOX HEMAE HA CBIiTi Takux npeaMeris,
Ha AKHX He Gy 6 NMO3HAYEHi JIOACHKI NMOPHBH RO ECTETHKH
4 Kpacu Bsarami.

Moga TyT npo 06pa3oTBOpHE MHCTELTBO.

O — ue
Martepii, a TOYHiwe Xaxyys — Hamauus it mesnol opmu
CHIIOI0 TBODHOTO TeHis MOAMHH 32 XOMOMOTOI TEXHiUHHX
3aco6iB. ¥ ckaam o6pasoTBOPHOrO MHCTEUTBA BXOAATH: ap-
XiTeKTypa, piab6apcTBO (CKyABNTYpa) # MalApcTBO 3 BiATa-
JMyWeHHAM rpasepcTea A rpaciku.

Kopouom 06pasoTBOpHOro uuc’reuﬂa e ap: 'ren('rypn —

wo

anysh nos’ssana 3
JKHTTAM mn)muu Apxirextypa — ue BMinHA CHOpYAXyBaTH
Rany Gymisao Tax, wo6 s oaHoro GoKy BOHA Biamosimana
NIPaKTHYHUM BHMOTaM, a 3 APYTOro — BHMOTaM KPaCH, rap-
MoHii # cTuao.

Jlpyra ranysb MHCTEUTBa — L€ CKyJLOTYPE, TOGTO TPH-
BHMipHE 306paXeHHA JMIOKe# i TBApHH, & MEKOMH A POCHHH.
TBODH apXiTeKTYpH # CKyabnTYpH O6MexeHi MarepisaoMm i
TPOCTOPOM; IX MOXEMO HaBKOJO CMisHaBaTH modepe3 3ip i
BOTHK.

Tpers ranyss AKOK €
o6upi, BHILE3rafaHi, ranyai MHCTENTBA CBOIM HEOGMeXeHHM
TIONIEM MOXJHBOCTEH BHCIIOBY; MaJAPCTBOM 6O MOXHA BHCIHO-
BUTH BCE Te, WO AOCTYNHE AMA JIOACBKOTO OKa. Manapchkut
TBIip YBOAHMTB IMAKaua B iMo03ilo, B MiACBiZOMHA caMoOGMaH,
60 3 Te, WO BiH 6auHTHL Ha KAPTHHI, Bik 64T KPisb NpHIMY
cBOEI yABH.

3 manapcTBOM criopinHeHi rpasepcTBo # rpadixa.




T'paBIOpH BHKOHYIOTh Ha TBEDIHX MaTepifJax: Ha Aepesi
(mepeBopia, aepeoput, Kcuaorpadin), Ha Mimi (Mimepurt),
Ha crani (Ccraneput), nmoneym (ninopHT) # KameHi (di-
Torpadin) Ta iHWHX, TeXHIKOK AiHif, MJIOWMH Ta PiSHUX
nyHkrie. 3BMuaiHo, ue YopHO-Gina TexHika, xou Gysae # Ko-
nbopon (Aepe!opla, nitorpadis). rpamopa, wo Koauck 6y-

coGom TBOpiB, 6y-
na nos'AsaHa a leyl(yBIllel KHWT. 3rofioM BOHA POSBHHY-
Jaca B caMocTifiHy ramyse Mucreursa, ToG6TO BOHA CTana
CTaHKOBOK.

Tpadixa — ranyss . Tpa-
Giuni TBOPH BHKOHYIOTHCA 82 ZIomoMOTOI0 omauﬁ, nepa A
TeH3xs, 3BUMAKHO TylweM, rBauleM, aKBapexelo, KpeHIKOI0
i T.0. Tpukmetolo rpadiku € uiTKuA PHCYHOK, 1O XapaKre-
PUSYEThCA TEXHIKOW JiHiff, IWTPHXiB, NMAOWMH Ta Pi3HUX
TIYHKTIB. ¥ MeplHX AECATHDIUUAX HAIIOTO CTONITTA rpadika,
30KpeMa YKpaiHCbK4, SHAaliUIA WHPOKE 3ACTOCYBAHHA B
ocpopmarenti mmm, TUIAKATY, EKAAMM, TPAMOT, AMMIOMis,

B w0l KHHTH
TIPOABHIH ceﬁe Bacwrs Kpunuesceku# i FOpiit Hap6yr.

POSBHTOK MHCTEUTBA YSaJIeXHERWH BiX PiSHHX nepen-
YMOB: Bl Hapoay, Bix i
HHX YMOBHH, Bil TBOPYOTO TeHifl JaHOTO HApORy, & mepen-
yciM — Bin npupomHBOT HeoGXimHOCTH XuTH B cepi Muc-
-ruma vacto oysae nacmu(ou AKOrOCh aem-u(oro xyxouo-
L Tl
ﬁem'r TBEPAUTH (y cBOEMY 'rnopi »EcreTnka”), l.uo »B CTa-
poxasHix i HOBiTHiX HapoxiB pexirin samxmw Gyma mKeperom
i mBurynom mucreutsa”, i 8 UMM TakoX moromkysascs Ta-
pac Llesuenko.

KoxeH HapOA NMOYWHAB POSBMBATH CBO€ MHCTEUTBO Bill
piBRA KpaftHbOro MpHMiTHBI3MY, W06 KOBECTH #Oro RO Haf-
BHLIOrO PiBHA, TO6TO RO Beplwka foro mockowamoct. IMo-
Ri6Hy eBomonilo MPOAWOB i yKpaincbKuA HAPOX, uH, TOMHI-
we KaxyyH, TaKy enomaum npoﬁumu supaawrem f#toro ny-
XOBOCTH — Teopui
uinvowie. Joan nocrasana YkpaiHy Ha rpaki Zsox csitis
He TiMbkH Mix reorpadiunnm, axe & Mix AYXOBMM OTAANOM.
Ha reputopil Yxpainu cxpeutysamucs pisni, a wacro # mpo-
THAeKH] KymeTypu: Bamsskoro Cxomy, Bisawril, sK Takox
saxinuix kpain Esponu; ToMy To Ypaina cTBOpHIa CBOEpin-
HY KyAbTYPY — TaKi OpPHriHa/bHi 3pasku caMOGYTHBOTO MHC-
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TEUTBA BHCOKOI AIKOCTH, LIO HMMH MM TOBMHHI FOPAWTHCS
nepexn csitoM. A Hapoaam 3axopy Tpe6a OCOGAHBO TOAMB-
JISITH BHCOKI OCATH HAWIOTO MHCTELTBA — 3 YBATH Ha Te, WO
Hall HapoA yMpOXOBX CBOei icTopii uacto mepexwusas Tpa-
riuni MOMeHTH i MepexkuBae ix i Temep — Tak, fiK He mepe-
KWBae MalKe XOMEH iHWHI HAPOA 8a HAWOTO yacy.
O6pa3oTBOpue MHCTELTBO TiCHO MNOB'A3aHE 8 JKHTTAM,
3 ftoro icropuuHWMH (azamu, i BIPOLOBX CTOPiY BOHO BHAB-
nano ceGe B PiSHMX CTHAAX. 3 yBar Ha ue B Wit ock mpaui

P P! P! 8
#oro cTHasmu. TIPH LbOMY, KOMH SOKpeMa AAeTLCA NPO Hawy
Aificnopy, BiabMeMo IO yBarH i Toit QakTop, kUM € HacaiA-
KH NMOCEJNIEHHA SHAYHOT YACTH HALIOTO HAPOAY B PiSHHX Kpa-
nax ceiry.

I. MEPERICTOPUYHI YACH

TMouatkn 0Gpa3OTBOPYOrO MHCTEUTBA HA TEPHTOPIl VK-
painu TyGAATbCA B CyMepKax mpaictopil. ApxeoXorn BimxpH-
Ju 6ina Banamytisku (Ha BykoBuui) Wa cTiHax meuep Ka-
M'aHol Moruaw, Ha 3amopidoki i T.A. 306paXeHHS TBAPHH:
MaMyTiB, KOHe#, 6uKiB, BOBKiB, CO6aK, a8 HaBiThb i JNIOACHKHX
nocrareit, U0 NMOXOAATh 3 MOGH Me30MiTy (Mix naneo;iToM
i Heoirom), To6TO 3-nepen 13—8 THeau pokis. IMpote Haft-
Garaturi sHaxizmku Maemo 38 TpPHMiNbLCHKOI KyALTYpH (Hasea
Bin Micuesoctn Tpuninna Ha Kuisummni), wo oxonmosana co-
6010 BeJIeTEHCHKI MPOCTOPH YKPaiHK Ta icHysasa mpHGAMSHO
Bix 3-ro THcAvopiuus xo Hap. Xpucrta. ¥ caitosift icropii Bo-
Ha Bimoma sk TMepeamikencoka aGo Ereﬂchla\ Kyabrypa. Ls

no6a B Ypaini cebe
B RIAHUI KePAMIKH, 1O CBOTMH ROCKOHATHMH (hopMam, He-
P! daravcrsou 6yhHO0

Hoci He Mae TigHOro cymephuka. TPHMIALCbKA KyaAbTypa He
Mana pisaux co6i B ycit Toxiwnif Esponi; sona mpoichysa-
na npuGmmsHo 2000 poxis, i Maza NaNeKOCATNE 3HAYEHHA B
npoleci PO3BHTKY KyJTBTYPH CTapOBHHHOI l'eanamy.
BpoHsoBa £0Ga, HeSBAXAIOWH HA Te, IO BOHA MPOiCHY-
BaJa HA HALIMX 3eMAAX Mafxe THCAYY POKiB, He6araTo s3go-
GyTkis samMwmaa mo co6i, a ue ToMy, mo Gyia HemocTaya
Mini. Ta Bce x Taku B Maitkoncoki#t Mornai (Xepconuwmna),
6irs Crapomuwariseskoi cramuui (KyGaws), B Bopsuukax
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(Yepnirismuna) ta B Komaposi (CranicnasiBuiuna) sHafin
HO KIHOUi AisifeMH, HAMHCTa, HAWMAHMKH, GpacieTd, ruwui
i .M, WO MalicTepHO BUKOHAHI B 6DOH3i, 30J0Ti # cpibui.

Ci mo6a, o i | koXo 800 po-
KiB, Zana BXe Garato
Fo mucTeNTBa. Y POSKOMKAX Kyprauis auanneuo [IOCKOHaNO
BUKOHAHI B 30M10Ti # Cpi6ni pykoaTi Meuis, maHuMpi, porH,
carafiiakd, HifNeMH, HAWIMAHHKH, Ba3H, YapKH, amyleTH i
T.IL; | BCe e BUKOHAHO UYNOBO TEXHIKOK METAJOMNACTHKH,
POSBHTOK AKOI AifIOB TORI KO CBOFO BeplKa. Y CKHTO-cap-
MATCbKe MHCTEUTBO BKJANM YHMANO 3XOGYTKIB TaKoxX i iHuwi
NJeMeHa: alAHW, POKCOMAHW, AODCH, A3urH # inwi. [Mpouec
PO3MBTKY YKPaiHCbKOT KyabTypu Tpe6a B sHauHiit Mipi pos-
rAAZATH y 8B'ASKY 8 (DAKTOM iCHYBAHHA TPELbKHUX KOJNOHil
Ha NiBAEHHHX SeMAAX YKpainu, a sokpema 3 Kpumy (8 IV-V
CT.CT. Mepen Hap. XpucTa), WO SATMWIKMAM NO COGi BUCOKO-
MUCTeLBKI anoﬁy—rxu B ramyssax npxnrex-rypu, CKyALNTYPH,
KepaMiKH, MO3aiKH, 3 GyiHo
OpHAMEHTHKOIO.

TepmanCbKe MJem’s TOTiB 30CTABHNIO HA 3eMAAX YKPATHH
TiMLKK SaAHWKK 36POT, KiHCHKOT aspyn & xinoui mpukpack.
A BeneteHcbKol ,,MaHAPiBKK uzpumn 3 Asii — ryuis, asa-
piB-o6piB, X03ap, a MOTIM MeveHiris i NONOBUIB — MK UAM
orasgoM He cain 6paTH MO ysard, 60 X BOHM JHWHIH TO
¢06i TiAbKK T. 3B. ,,Kam'ARi 6a6H”, 1O HAMYU NMO3HAYHIH MiB-
mewni semai Yxpainu. 3ate x Garato inBeHuii Ta XHcTy BKMA-
MM B HAWY NPAfaBHIO KyJALTYPY aHTH-CIOB'AHCHKE MJaeM's,
wo B IX cr. saBepuocs B GopMi NONAH — OCHOBOMONONK-
nukis Kuincokoi nepxasu. Kpim kepamiku # nyxe ToHKoi po-
60TH peueft MPHKJANHOTO MHCTEUTBA 3 3akisa, 6poHsn # 30-
nOTa, — FK: HOXIB, MPAKOK, Kpecax, pisHol 36poi, 3oxmoTap-
cTBa i 10BiNEPCTBA, — BOHH, DOSBHHYMH JepeB’sHy apXiTek-
Typy (Ha Xaxb, sanHILKHK 71 He 36ePerauca), a HaBiTh CKyMbN-
TYPy, 1O Maja WHPOKE MPHMIHEHH B 306pajenHAX Goris:
TMepywa, NaxGora, Ceapora, Bexeca i T.n. Ha xam, i BoHn
He 36eperymcs, 60 6y mepes'swi. I Tinsku srapku mpo Ie-
pyHa 3 Cpi6HOI roMOBOI0 H 30MOTHMH Bycamu, WO #oro
KHA3b Bomoaumup Bemukuit micas oxpeumenns Yxpaiwum 3sse-
nie BxuHy™ B JHinpo, saanwmkmmuca B aitomuci. 36eperaacs
Timeku cratys CBiTOBMAA 3 WOTHPMa O6AMNuSMH, 3pOGAEHA
3 i i Axe s apxeoxo-
TiYRHX PO3KOMOK XOBiZyeMocs, 110 B Tifk 106i HA BHCOKOMY
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PiBHi CTOAMM 30JI0TAPCTBO-I0BiNEPCTBO ¥ eManb. 3HaimeHi
RiSZEMH, KOBTKH-CEPEXKH, HAMHCTA-OXEPeIIA, MeTanesi Bik-
i, HMTHKH HA JaHUIOXKaX, 6pacaeTH, KopoGouku Ha mepdy-
MM i T.n. BipTyosHOT poGoTu. wo cnmqa‘rb PO ecTeTHHHYy.
vacax. I3

3n06yTKiB il 'YPH HiUOTO He

Hawi uack; i Moxemo :o6| YABUTH ii xi6a Tinbku Ha ocHOBI
JepeB’RHOro GYAIBHHLTBA LEPKOB i CEMTHCHKHX XaT. 3 Mypo-
BaHoi apxiTekTypH s6epernocs nonan 30 pyis XPHCTHRHCLKHX
uepkou y npnqopnonom 8 yaciB TpeubKHux konomﬁ A mu(

Gyan

k] 600 p. Ta uepksa Isana l'lpexrre-li B Kepul ((l'lanpuknnen)
3 VI cr.

TMpo MamApCTBO NMepeNiCTOPHYHHX YaciB TAaKOX roAi ro-
BODHTH, 32 BUAHATKOM PHCYHKiB-OpDHAMEHTIB Ha MOCyHi # me-
TazeBux BHPOGAX, WO AHBYIOTh HAC BENMKOIO MPEUMUSHICTIO
7 BWHaXiZMMBiCTL. YCe X TAKH HaBiTh Yy MepeNiCTOPHYHHX
Wacax Haumli npanpeaku CTBOpHIH Ge3iu BHCOKOMHCTEUBKUX
Ta OpHTiHANBHHX Spaskis.

1. BIBAHTIMCbKHIM CTWJIb

Of B Hac i BUABHIO
cBift ykpainchkuft xapakrep y Ro6i xumioi Kuiscokoi mepxa-
M, K 3 TPHAHATTA KHA-

seM Beaukum. Ha i Tomi
novana CHILHO ummnam anamm Moenwanna pamwix szo-
GyTris it
B BHCHIAI Ramo i, clm'resy 1l 0

mafixe B ycix #Oro ramyssx.

Apxirextypa KuiBcbKOl ZepxaBH, W0 MO3HAUKNACA BH-
PAsHMM Bi3aHTIACBKHM XapakTepoM, Hifiuira 6yna Ko cBoro
pepuika. Jlitonmucui 1037 p. Hauncauau Tinbku B camomy Kue-
8i 400-700 uepkos, B uboMy yHCAi 80 MypOBaHHX CBATHHb.
Hafcrapwoto Gyna JlecatruHa uepksa, wo i s6yxysas Bo-
nomumup Bemuxuft — y isantifickkoMy cTal, o posmipa-
Mu R BapTiCTIO Matixe Bci cBa-
THHi Tomiwwboi Esponu. Mpore wafiseruumiwum i s muc-
TeubKoro morasny wafuinwiwmm 6ys co6op Cs. Codil, 36y-
noBanuh kuaseM Slpocnasom Mynpum. Byxysauns usoro xpa-
My TpuBano miBcropiuus. Mosaiku & ¢dpecku Cs. Codii, ma-
6yTb, He Mank co6i pisuux y BcwoMy ceiti. Cs. Codin ,,32-
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cayxuaa cobi MOAHB y BCiX HABKOMHWHIX HAPOAiB”, Ta WO
»HE SHaRZeTsCs AMA Hel mapu Ha BCil miBHOYI — BiX CxoAy

RO 3axomy”, — BiamiTHB Mutponoaut lmapion B XI cr. Bi-
SaHTIAChKHI Xapaktep Ce. Codhii no3naueHu#t BUPASHUMH PH-
camu Zepes’HOrO i # Tomy

CcaiI yBaxaTH i 3a caMocTifiHHA 3MO6YTOK HAWOT apXiTeKTy-
PH. 3a TOro YaCy TAKHMH X PHCAMH XapaKTEPHSYBaNHCS Lep-
KBH He Tinsku Kuesa, ane # Uepnirosa, Kanesa, Ospyvua, Bix-
ropoay Ta iHwkx ,ropoain” kumKoi Kuiscbkoi mepxasu.

Ian ckyaentypu B 106i xumxoi Kuiscbkoi mepxasu me
6yJI0 BIMLHOTO 3aCTOCYBAHHS, a Il TOMY, WO CYBOPi KAHOHM
Cxinnbol LlepKBy TPaKTYBanM CKyJABNTYPY AIK ,,iAONOMOKAOH-
crBo”. TomiuwHi MMCTLI, 38 Takux OGCTAaBHH, BKJaZaTH CBOIO
TBOpUY iHBEHWII0 B XEKOPAaTHBHY A NMPHKIagHY pisbly, i TaK
BOHH CTBODHJIH He3DiBHAHI Aekopauii-opHameHTH B MapMypi
# xawmeni-wucepi. Takumn TBOpaMu pisp6apis Gymu BREKO-
posani LEPKBH, TIOYABIUH 8 Hecatunnoi, Cs. Coqm, Cs. Ipu-
um, nani — lMevep i JlaBpw, i
Yepniriscexoro Cnaca # inumx, sokpema )1( — HOMOBWH
xusruni Omsru # kussa Slpocnasa Myaporo, ulo Mafictepro
BUKOHaHi B Mapmypi # wudepi. Maockopisn6a 8 K06i Kuie-
CbKOT NIepKaBy BUABMIACK 30KPEMa B 300THX i CPiGHUX MO-
netax Bosmomummupa Bemixoro #i Sflpocmasa Mymporo — is
sHaxamu TpuayGa. 3uafimeno 12 BimMin umx mower s 980-
1055 pp.

Manspcreo-nonixpomin # ixonorpacdisn Gviu Toni moska-
veni isaHTil isaniero. ¥ mocratax cesi-
THX iKOHOrpachu 306paxyBanu MiHIMYM MOACBKOTO TiNa: BHC-
HaXeHi JOKPAKO KiCTAKH, 3 TOHKMMH ycTamu (,,COCYR rplxn")
#& BeMKHMHM OuMMa (MiAKDECHEHHS NYXOBOCTH), BKPHTI Bix
TONOBH O Hil TAMKMMH fi 6araToOPHAMEHTOBAHHMH ONAra-
wmu. Bonw posmmem B HeGecHif rapnouu # puT™i, y cBoe-
pigulft OHY.
Pucynox Tepauft, cTHaisoBani uo-rparbmnouy CKNAAKH OAA-
riB i BeAkux Apanepift, i Takox cyBopu#t koaboput. Taki mo-
crari Myciau matH xapakTep O6OXeHHs @ CBATOCTH, — Xa-
paKTep THX MOACbKUX icToT, wo Gymu vinmipeani Bim semni #
36muxeni no HeGec.

Toxni Gyfino
UEDKOB, 30KpeMa X —- Hecmunm UePKBH, Cu Codil, Yep-
niriscekoro Cnaca, i uepxsn #
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ro 3oxoToBepxoro MaHacTipa. OCOGAHBO X HeapiBHAHI Gy-
au mosaiku 3 1108-1113 pp.

Mucreupkum uentpom Gyina Ileuepceka Jlaspa B Kuesi,
e apmin icTiB, il iB i Mosa-
icTiB, 110 BHKOHYBaNM SaMOBJEHHA He TIJLKM AAA LIEPKOB,
ane ¥ ANA KHASIB TA iHIIKX XOCTOMHHMKIB. Bysa Takox ikowo-
NHCHa WKOJA Mif KepMOIo ikOHONHCLiB-yeHLiB. Ha xanb, imen
UMX iKOHOMHMCLIB He 3HaeMo, 60 BOHH He NiAMHCYBAMHCA Mif
cBoimu TBOpamu. Lle Gyao cayxenns Borosi, a He miaabicTs
Axst moacbKoi npocaasu. Timsku 3 ,,[Teyepcbioro [aTepuxa’
BiZOMO Mpo iKOHOMHCUA — ,,uynoTBopua” Oximmia (Axinis)
Meuepchkoro (momep 1113 p.), WO posManioBas YCHeHCHKY
uepksy # GyB aBTOPOM CHaBETHHX Mo3aik MuxaftmiBcbkoro
3oaoTosepxoro masactips, Moiices, Tpuropis # Aspaama
CmoaencbKoro.

P i ikoH BisanTift-
CbKOI, KHIiBCbKOT Ta i i,
W0 TOAiWHi Hawi iKOHORHCW, B OCHOBI 3Gepiraioun BisaH-
Tificeky CTHAI3aUil0 # TEXHIKy, HAAABaNM CBOIM iKOHaM yK-
PaiHCLKOrO KO/bOPHTY, — BAMBANH B HHX YKPAiHCLKY AyXO-
BicTb, — i TaK MOCTaB YKPAiHChKHH Bi3aHTHK

kuskoi  Kuil i mepwasn Gyxa
TIiCHO NMOB'A3a8HA PYKONMMCHA KHMTa; BEPUIKOM JOCKOHAIOCTH
ii_ogopmaenna Moxyrs 6ytu ,Octpomupone Esanredie”,
.,351pHMK Cesarocxasa”, ,, Tpipcekuit Icanty| noBo I'pu-
ropis Borocrosa” n uum Yei BOHH npuupnmem MiHiATIOpa-
MH,
3 NAeTiHKH, P , pocy i Teparo-
JIOTIYHAX is, wo Gysamu
MHCTELBKOT JIOCKOHAJIOCTH.

HI. BIBAHTINICbKO-POMAHCbKMM CTU/Ib

Micas ynaaky Kuiscbkoi Aepxasu, L0 MepecTana icHy-
BaTH BHACMiAOK YAapiB Ta inBasii asiCbKHX KOYOBKKIB, Ha
saxinuix okpainax mocrtana laauubko-Boaumchka Aepxasa,
WO icHyBaza MoBHe CTOpiwus, To6TO KO moiosuun XIV cr.
Ha Ti Teputopii HacTana aycTpiu Tpamuuil KHIiBCBKOTO BisaH-
THKY 3 CHJbHMMH BIUIMBAMH 3aximHix kpain Espomn, i Tax
nocraza caoepinna CHHTe33, — 3OKpeMa X B npxi-r:mypi,
mo sigoa mixn naseoio amuubkoi apxirexrypuoi wikomu.

i — ue coGop i B: uepksa
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8 Boaoaumupi Boauncbkomy Ta co6op Ce. Isana Xpecrnre-
a5 B MNepemuwai. Mouaswu 3 1141 p. (koan croxnuero a-
nuubxoionuucbxm Aepxasy ctas anny), GyRiBHUUTBO uep-
KOB TaM novaxo 10 BepuKa
X 3a flpocrasa O

xoBHux Gyaiseas annua: cobop Ycninua Boropoau
xeu: Cmaca, Cs. Immi, Baarosiuenns, 3oxkpema X uepksa
Ca. ManTenefiMoHa — oxuHoKa i3 sGepexennx, 60 Bei inwi
— B pyiHax. ¥ Tamuui sHafigeno nowan 30 pyi i ynaamen-
TiB 1epKOB, 1O MOSHAueHi pHCAMH larMusKOi apXiTexTyp-
HOI WKOXH, TO6TO Bi3AHTIACHKOIO KOHCTPYKLi€0 # pOMaH-
CbKOI0 AeKopalielo. IXHii maaH Gys Gasuxiunuit abo uen-
TPaJbHHM, & OCHOBHHM MaTepisom 6y TecaHnit kaminb. Llep-
kBH X Kuiscbkol Aepxapu Gyan 36ynosani 3 uerau. Bynmisai
xopoas [anuna B XoamMi He a6eperaucs, ajde BiIOMO i3 CBift-
yeHb TaIMUbKO-BOMMHCBKOrO MiTOMHCY, WO TaM Gyau uep-
kBH Ieana 3omotoycroro, Kyssmu # Jem'sna, Tpecs. Boro-
poauui ta Tpifui. 3 uepkoBHOI apxiTexTypH JIbBoBa 36eper-
nucst Tinbku TaKi uepkeu: CB. Mukoxas, [Tathuupka # Cs.
Onydpis. Ha xaib, Hagapemrnm 6yno 6 WyKaHHA crigis 6y-
RiBHHUTBA 3BEHHrOpPOAE, ‘{epaem. TepeGoBai Ta iHWHX HaB-
HiX YAIILHAX CTOMHUD, WO iX SPyAHYBaAH MOMLCHKI OKyNaH-
TH. 36eperaacs TilbKM LepkBa-poToHaa B lopsHax i Tpu
Bexi: Binasurcoka Ta Croanenceka i oaua B Kaw'snui Jintos-
CBKOMY.

Cainie ckyabnTypH Tiei K06H, Ha Xakb, He 3HAHAEHO, —
3a BHHATKOM HAarpo6HOI MauTH Ha Micui co6opy Cs. Ipana
8 TMepemuuni, WO Ha Hift 306paXeHO JHLADSA B LWONOMi, —
ma6yTh, kHA3s Bomoxaps Poctucnasuua. 3ate X TaM, AK Ta-
KoX y kumxomy [anuui (ua pyiHax uepkeu Yeniuus, Cs. Luni
Ta iHWHX) 3HaAReHO 6araTo BiANAMKIB NEKOPATHBHOI pPisb-
6H. 3oxpema 36Geperauca BiANaMKu KaniTexis, MAIHTYCH, ap:
BONLTH # T.I. T4 PO3KIWHi XEKOPATHBHI NMPHKPACH LEPKBH
Ca. I Yei Boun i puca-
MM 3 BHPA3HHM CTapOyKpaiHChbKuM 06auuusm. Takox 3Gepe-
eni mewatku (onos’smi) emuckonis Kocmu # lnapiowa,
JIbBiBchKoi Micbkol rpoMazu Ta ABi meuatku kusaa IOpia I

, 1o i pHcaMu.
R, .

o
mepxapu He $6epersocs Hivoro, 6o BoHO Gyio 3pyHHOBaHe
pasom 3 Aune T AiTOMHC CBim-
YT, IO KHASI NPHKPAWYBAMM LEPKBH (PEcKaMH, iKOHAMH
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T4 ,,pPHMCBKHMH Ckaamu” (BiTpaxamu). Ikonorpadia Tiei go-
64 npoxoBxXysana TpaauLilo Kuiscekoi aepxash, omke i Gy-
Ja BOHa iKOHOrpadielo Bi3aHTicbKO-yKPAiHCLKOro XapaxTe-
py. Pisuuus Gyna xi6a b TOMy, 1O rajqHubka iKOHa Maia
GiMblue OWATHOCTH, — Gyna GiMblw 03406aeHa HAA3BHYARHO
TOHKO BUKOHAHHMH pelbeaMu 3 30JI0Ta ¥ Cpi6aa Ta MpHKpa-
LeHa ROPOTOUiNHMM KauiHHAM, OOpMICHHA TORILIHBOT py-
KOMMCHOI KHHFM TAaKOX GyJ0 HA BEPUIHHAX MHCTELTBa, MO-
Ri6Ho 5K i 3a uacis KuiscuKoi mepxasH, i3 THMH camuMu MO-
THBaMH. TiIbKH BOHH BXe NMO3HAUCHi EAKHMH BIHBAMH PO-
MaHCLKOTO CTHJIO. 3pa3KAMH TYT MOXE CYKHTH HH3KA EBaH-
rexii: ,[amuuska”, , Kpuaocska”, ,,Jlo6punosa”, ,Byuauska”,
»XOoaMcbKa" Ta iHWI, WO CTOANH HA BHCOTI HAHKpaWHX 3a-
XiAHbOEBPONEHChKHX 3Pa3KiB i€l AIMAHKH MHCTELTBA.

1IV. TOTHYHUN CTHJIb

Ticast ynagky Tananusko-Boauncekoi aepxasu (8 noio-
suni XIV cT.) B 06pa3oTBOpUOMY MHCTCUTBI YKpaiHK HacTaxa
inna n06a, REAKAMH T picams, —
30KpeMa B apXiTekTypi. [OTHYHI PHCH YaCTKOBO 3aCBOINH CO-
6i Hawi Gynieai y JIbBOBi Ta B iHWHX MicTax Ha saximHix
3eMasx YKpaim—x TOMI, KOMM Ui 3eMJi ONMHHHIHCA MiX MOMb-
CbKOK enynauxem l‘oc-rpo:rqu # noxmypn dopmu TOTHKY
Gyau uyxi TOMy Hawi
cnpuiimann ix Ayxe Hepazo. Ha yKpaiucbKy Aepes’sny apxi-
TexTypy Ui $opMH, 3BHYARHO, HE BIAUBANH. [ OTHYHHA CTHAB
no3HayuB co6010 roJoBHiWi 3axiAHbOeBpomeidchki Micta, a
TOYHile KaXy4YH, TAKOro 3a6apBJIEHHA HANAMNH LMM MicTam
roMI0BHO GYAiBJi MOJLCHKHX KOCTENiB T4 OGODOHHHX 3aMKiB
— y JIbBoBi, Kaw’anui Moginscekomy, MexuGoxi, Ocrposi,
Xortui, lly6Hi, Kpem'anui, Jlyueky, Bepexanax, Byuaui, MMu-
JsBi, & HaBiTh i B Yxropoai, Mykauesi # Xycri, wo okynas-
TH GyRyBamH Uy)XKHMH PYKaMH HA HAWHX 3EMIAX.

Yce XK TaKH rOTHYHI pHCK 3acBoinM co6i # yxpainchi
Gyaieai, — 30KpeMa X Hawi xpamu: uepksa B [amuui, co-
6op Cs. Opia (karempa Cb. IOpa) y JIbBoBi, paniwa Gyxis-
an i Cs. Onydpin B JIanposi, a TAKOX UEPKBH-TBEPAHHI:
Mpecs. Boropoauui 8 Poratuui, uepksa B 3HMHOMY, LePKBA
Cs. [lyxa B Koaui, a Takox npeKkpacHHit 3pa3ok — LepKBa
Ca. TMokposn B Cyrkisusx. Jleaxi caifu roTHkx HameHi B 6y-
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HiBasx i i: y Jlepmani, piuyi, 3uM-
HOMy i T.A.

Yce X TOTHUHHA CTHAb He CTBOPMB XOAHOI CBOEpimHol
CHHTE3H YKpAiHCbKOI apXiTCKTypH, i TOMy uf A06a Mae xa-
paKTep -NepexiHOCTH.

CxyxpnTypa Tiei 206M Gyaa mocuts y6ora, 60 TORiwHi
noaiTHuHi o6cTaBHHM B Hac Gyau Ayxe Taxki. 36eperaocs
TiMbKM JAeKiNbKa NEKOPaTHBHMX NpPHKpac GyAiseas Ta maoc-
KODi3b6 3 BUPASHHMH IOTHYHUMH DHCAMH, 2 TAKOX AEKiAbKa
peaedis y pisuux marepiasax: ,Posnm’arra” a XIV-XV cr,
»CB. [IuMHTPIR”, untux Boropoauui”, ixowu ,,Codii-
Mpemyapocru Boxoi”, ,,CB. iR i i i
Metpa it [aBna Ta nexmu(a iHWHX, 1O BHPA3HO MO3HAYeHi
rorukol. Okpemy BapTicT Mae ikoHocTac 3 Kam'suus [To-
AinbebKOTo (3 KiHua XV c1.); ue TBip 3 uyAOBUMHU peabeda-
mH ,Mouninusa”, ,[TokpoBH”, anoctonis, NPOPOKiB Ta iHWHX
CBATHX HA HHX, YAaCTKOBO NO3HAYeHi rOTHYHMM cTuaem. Of-
Haue Ha NPOBiHUl HAPOAHA pi3b6a Po3BMBAZAcs MO JiHii He-
MOPYWHOI CTapOYKPAIHCEKOI TPagHL

i

TAKOX 3a-
TOKPHY/IH BIUMBM TOTHKH, 62 — HaBiTh BIJIMBH PaHHLOrO
Penecancy — ,,Tpeuento”. Yce X TakH HaBiTb i TYT nepe-

BaXamu ykpaitceki puck. TIpo ue csizvats moaixpoii mes-
KHX UepKoB, 30kpeMa [opaHCceKOi poTonns, BipMencbkoi ka-
TepH y JIbBOBI, l(upnmlcwol uepKBH B Kuesi, MaHACTHDS
B Bakori # inwi. B i ui BNAMBH Big-
JAsepkaneHi B ,Ycninni Boropoauui”, ,,Moninui” i3 Crapuchk,
»HepykoTBopHoMy o6pasi Cnaca”, ,[lepeoGpaxenni” 3 Lle-
neposa i Bycosucek, ,Llapchkux Bpatax” 3 [lomaxupa i in.;
yci ui TBODH SHAYHO BiADI3HAIOTLCA Bifl PAHIIMX, MOSHAue-
HHX Bi3aHTIfACbKOI0 iepaTHyHicTiO.

JeAKi 3 HalwmWX MHCTLIB, HE MAIOUH HAJEXHHX TBOPYHX
YMOBHH B Ykpaiui, nium Ha cayx6y mo uyxuHuis. Hanpu-
nan, Terpo P: # cras
KoM MucTentsa MockoBuwmuM. (3roZoM BiH HaBiTh CTaB MOC-
KOBCHIM MHTPOMOANTON). Inwi X Haui MoNyMenTamicTH &
ixononucui — Amapiit, Baaauka, Foin Ta in. — poamamona-
au nombehKi KocTeaw B Kpakosi, Cannomupi, Bpounasi, T'ies-
ni, Jlo6auni, Bucauui, Cenexosi Ta iumx micrax IMoxbui,
e Muctentso Gyso TOXI Ha Aywe HM3bKOMy pisHi. Lle Gyan
mucTui espone#icekol Mipw. Haworo manapa Anapis HasiTe
nasusanu Jxorrom [MiHoui.
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Tpamuuis yKpaiHCbkoro Mucteursa B Ilosbiui mpomos-
KyBaaaca Ao Kinus XVI cr.

Pyxanucua KHHIa po3BHBaJaCH NO cTapif, m-mx(m Tpa-
Auuii. O i KHUT Gyau Mevep-
cbkuit (Jlaspa), [lepmaHcbku#f, 3UMeHCbKHP, YHiBCbKHA Ta
iHui, 3 KHATH NKCAJH TOAI NepeBaXKHO yeHui. OCHOBHA CTPYK-
Typa oopmaennsi kuur XIV-XV cr.cT. He Biapisnasacs Bif
odopmaeHb KHHF KHAXHX 4acis; BOHA TiJbKH 36aratuaacs

# TUHAME 30KpeMa — Ha-
POAHiMH. KAACHUHMMH 3Da3KaMH MOXCYTb TYT CAYKHTH TaKi
wuur: ,Iangexts Anrioxa”, uukab €sanredii ta ,Anocron”
3 XIV cr, ,[amupke Esauresie”, ,[lcantup” Ta iHwi; yci
BOHH BHKOHAHI 3 BENHKHM JEKOPATHBHHM XHCTOM.

PykonucHa Kuura GyitHO MpousiTaza ax 1O MOSBH APY-
KapcTBa. Adie # HaBiTh TOXI BOHA HC 3/1aBAJA JIEFKO CBOIX MO-
SHLA.

V. PEHECAHC

Penecaﬂc (Bm.po}vxenuﬁ) nocras (e Iranii) ma moposi
XV ¢ aHTHuHe (TPeKo-pi )
uucteu'rso YKpaiHy peHecaHc ROCSATHYB y TONOBHHI XVl 8
i Ty Bin aGirasc 3 kyabTYP i

4 TaKoK 3 i Apyxap-
cTBa B YKpaini. B apXiTexTypi peHecaHc No3HauMBCcs Ha CTHIL
GyAOBH HAWMX LEPKOB i manat, soxpema — y JIbBOBi. ¥
1659 p. Gyxa s6yxopana Ycnencka a6o ,,Bomocbka” uepksa,
Aaxni — Kopratkiscbka nazata i ,,Yopna xam'asnua”. A aro-
oM mepe6yAOBAHO HHSKY LEPKOB y UBOMY X CTHI — Y
Jlssosi, Kpuaoci, Fopoaky, Mosksi # PoSotuuskié Mocaai.
Mepe6yaypanu Takox 3amku B Jlyubky, Ocrposi, Crapomy
Ceuni, Migripusax, JyGui i T.A. Ta yKpinaeHHs uauacmp:a —_
Kueso-TTeuep: o (Jlaspu), [

ro, YHIBCLKOTO Ta iHWMX. XOU MepIIMMH GymisHMUMMH TOI
6yau B Hac itanifui ([aBno Pumasuuny, Tasro 8 Bap6onu), To
BCE X TaKH BOHH Mytmu uonuqm(ynam ceift PeHecanc arumo
3 T06TO, BOHH

am foro.

Ckyapntypa mo6u Penecancy B YKpaini BupasHiue Busi-
BHJMA CBOI CTHJeBi pucH, X0 O ¥ TiTbKM B HarpoGHHKax
BMZATHHM NOCTaTAM: KHA3eBi KoucTAnTHHOBI OCTpOXCHKOMY
B INeuepcekilt Jlaspi, C y B. Jlaronos-
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CbKoMy B VYuesi, l'epGypram B Cxexisui, ﬂﬂnnnomqau, Pa-
C.

# inwmuM. Yey KOMMW-
Hilt iitHocti, BCi BOHH nyxou ontx-
Mismy. ¥ 206i y 36i. i et-
nis i TyT Tpeba Gnra-r-
cTBO #i GyitHy i icTh Y TOAIWHIX MO-
THBAX. 3a BEPLIOK XOCKOHAJOCTH MOMHA BBAXATH CKyJbIN-
TYPRY ito Tpit i Kanauui i

uepkeu y JIbBoBi, wo i asropamu Gyau Komcrauruu i Slkis
Kyabunupki. ¥ Hawux Lepksax TOAi mocrana Gesniy iKoHO-
cracis, W0 6y/n BHKOHaHi B AYCi YKPAiHCHKOTO peHecamcy.
Haiieuaathiwi 8 vux — ue ikonocracu IT'aTHuubkuit, Pora-
THHCbKHH i Boroposuanchkuit. Yci BOHM — cnpasxHi Muc-
TeubKi LeAeBpH.

MansipcTBO mepeXxHBano TOAI ,60MiCHUA” mepexix Bia
CTapHX Bi3aHTIHCBKHX TPamuuii Ao nyxa mo6u Penecancy,
wWwo ,BiAKPHB NMPHPORY :uo;muy , — BCynepe4 AyxoBi ie-

30KpeMa — B ii. Xou noGa Penecan-
cy B HALWIOMY ManApCTBi Gyna AyXe KOPOTKOI0, TO 3aTe BOHa
6yJa HaAGIMbLL HANPYXKEHOIO Mi OrIAAOM TBOPUOCTH. Bupas-
HHKOM Hawoi ikoHorpadii 6ys ®eaywko 3 CamGopa (asTop
Baarosimenns”), Bacuas i3 Ctpus, Baceko, BopoGii, Mu-
xahao [leTpaxHOBHY Ta NECATKH iHIIHX.

Lle#t nepion Bupasuo xapex-repusyms co6olo Taki iko-

: ,Posm'arra”, ,Moniuua", ,Xpucroc-llaurokparop”,
umms .,Crpaumoro Cyny” s [Hoaunu, Bonua, pru.\:nu-(
i TR, wo ix pHeyrok yme peaicuunuit, Xou cTAnisanis
we i Razi B uac-
TO POCAHHHHMH, HA aollu'rouly ¢oni. o peui, Ha pouax ikon
8 XV cr. BiKe 6auMMO YKPAiHCHKIi KPaeBMA# — 3 TPaBolo,
KyLIAMH, KBiTaMH.

ARyci misHbOro
TeHifAALHO CTBOPHB iKOHH AAf BOropoAuaHChKOro iKOHOCTa-
cy, a denip Cenbkosny i Muxoxa [TetpaxHoBuy — aas iko-
Hocracy YcneHcbkol uepksu y JIbsosi. IToctaau Takox pos-
xiwni ikonocrack [leuepcokoi Jlapu, Tpoiubkoi uepksu i
Codiftcbkoro co6opy B Kuesi (saxomamu mutpononuta Ilet-
pa Morumm).

Penecanc GaucKyue BHKOHAB CBOE SABIAHHA B HOBOMY
JKaHpi — MopTpeTHCTAUI B nosoBHui XVI cr. Bucokolw sxic-
TIO Bi(3HAYAIOTECA nop-rpe'm Anacracii Jlicoscekoi (Poxco-
nAHY), 0, Paiuu Mors -Bru-
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HeBelbKoi, reTbMana lNerpa Konawesuya-Carafinausoro, pe-
HecaHCOBHH apxuTBip — moptper Bapsapu Jlawriwismoi i
iHwi.

Yxkpaina B 106i Penecancy 3acBoina co6i it apykapceKy
,,u.rryky" Mix Haﬁcnpmuuu ApyKkoBaHWMH Kuuramu (Oxro-

, Esaurciie y )

sHauenHs Maiotsh JIbBiBChkuil ,,Anoctoa” 3 1574 p. Ta Oc-
Tpostka Bibais, — oGumsi 3 JpykapHi Isana ®exopoa un
wdenoposuua”. Iyxe BapTici BHAauHn CTPATHHCBKOT APY-
KapHi, a BXe MPOCTO GIMCKYuHMH Gyad BHAAHHA ADYKapHi
Kuero-ITeuepcokoi Jlaspu: Audoxnorion, Tpioas noctha, Ic-
Topis AHToHif Besmkoro, Beciam Ploawa 3maroycra # iHwi,
wo ix supamu Big 1617 p. Lle Gyau ,,6ini kpyku” esponeit-
CLKOrO KHHIKKOBOTO MHCTELTBa.

Y 1622 poui mossuAaca B Hac mepuwa CBiTchKa Ny6aiKa-
uin: ,,Bipwi Ha xanocuuit nmorpe6 sauworo puuepa I[lerpa
Kownawesnya CaraiigayHoro, rerMaHa BOMCKa 3anopO3LKO-
ro”, — 3 imocTpauifMu-ZAepeBopi3aMH, WO HHMH Gyau
odopmaeni Bci Hawi Kuurk Ko6u Penecancy. Toxi ¢ nossu-
nacs # rpasiopa, AK camocTifinmit xaHp. 3paemo iMena Takux
Hawkx rpasepis Tiei noGu ak: Tapac 3:m<a, Tumocet Mer-
posuy, Bowanka, [eopriit, Adanaci# Ta iHwi.

VI. YKPAIHCbKE BAPOKKO

Cruab 6apokko mpuitwos B Ykpainy B nox. XVII cr.,
Konu (opmysanacs Kosauska aepxasa. Lle cTuab BenMuHHX
KoHuenuik, ckxanuux imeit i gpabyn Ta Gyitroi aexopaTHBHOT
BHHAXiAAMBOCTH. 3 apXiTEXTypHHX S3XOGYTKIB uacie reTbMaHa
B. XmeasHHUBKOTO 36eperaocs Hyxe Majlo, a ue TOMy, WO
Tofi Gyau Gypxausi BOeHHi uacH. 36eperyacs Tixbku LuriH-
cbKa UEPKBA, SAJMIUKK TeTbMaHcbkoi maxaTH B CyGoTosi #
neski uepksu B Kuesi, Yepnirosi, [Tepescnasi ta y JIbBosi,
wo Gy nepeGyaosani B GapokkoBoMy cTHII. Binvwmit pos-
KBiT GynibHULTBA HacTas Gy 3a uacis retbMana I. Camoito-
BUYA, MPO IO CBiAyaTh Taki GyRiexi: Tpoiuska uepkea Tyc-
THHCHKOTO MaHACTHDA, Llepksa Cnaca Mrapchkoro MawacTH-
ps, TMokpoecekuit co6op y Xapkosi # HW3Ka iHWHX, CTHIb
AKMX BiZOMHH MiA HA3BOI ,Ko3aupkoro 6apoxko”. Mo amo-
relo mifwia apxirexkrypa (i Bsarami MHCTeUTBO) 3a uaciB
reTbMaHa IBana Masenn (B 1687-1709 pp.) — yxe mix Has-
BOI0 ,,MasenuHCbKOro 6apokko”. Terbman I. Masena, Hait-
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Gimbwmit y Hawifi icropii MeueHat mucreutsa, 36yAyeas i
BiZHOBHB NOHaA 20 LepKoB. [lepaAnHAMH TOMIWHLOI apXiTek-
Typu G6yan Mukoxaichkuit co6op, uepksa Beix Cearux e-
yepcekoi Jlaspu, uepkea Cs. 1Opia BHAYGHUBKOrO MaHACTH-
pa B Kuesi, Ilokposcbka uepkea B Ilepescaasi, Tpoiubkuit
co6op y Yepuirosi, Bosasnxencskuit co6op y lloatasi Ta
uumano imwnx. ToAi Takox BiaGyaaca ochoBHa mepeGynosa
Moruasucbkoi (Masenuncbkoi) Axkagemis B Kuesi.

Byaieai B ayci Kosaubkoro 6apokxo dynaysass # inusi
retbMaHu, sokpema [lanuno Anocrox ([Tokposcbka Lepksa
B Beankux Copounnusx).

TMopy4 apxirexris-uysunuis (ak M. Bantict, A. 3epuu-
Kas, 3okpema M. I. Lllegens — [UIAHOBHK ASBiHHUL co6opy
Cs. Conpu # nasiuuui [Tevep i JlaBps — Y-y
Ty Beiel i i Esponu) cebe it
ykpaiuui Plocun i ®exip Crapuenxu (Fozobua uepksa [le-
uepcskoi Jlaspk), Crenan Koship (1695-1786) — mamosuk
xopnycy TMeuepcekoi Jlaspu, Ipan Bapcekuit Ta Isan 3apyn-
Hu

Lle Gyna xo6a Bepxis's ocaris ykpaiHcbkoi apxitex-
TYPH.

Ykpaincbka fAepep’sHa apXiTekTypa, W0 Maxa rauGoxe
KOPiHHA Le B NepeAiCTOPHYHKX Yacax, 36epirana cBOX camo-
GyTHICTL BNPOZOBX JOBTKX CTOPiu. Ta BCE X TaKH iCTOPHY-
Hi CTHAI 3aTOPKHYJH 1i, — 30KpeMa X LEPKBH, WO HAMH Gy-
Ja pACHO 3acisiHa BCA Ykpaina. Byan Mix HuMH # cmpamxHi
ApXUTBOPH, NMPO 11O BHMOBHO roBOpATh Lepksa CB. IOpia
(Cs. IOpa) B HporoGuui 8 1600-ux pp. i wenesp ceirosoi
caapn — pep’atuGannuit Tpoiuskuit co6op B Hosocemuui
(Camapa) 3 1772-1781 p., wo #oro 36yayBaB HAPOAHiH Ma-
crep flxum [lorpe6usk.

Ckyabntypa B 106i Bapokko Buasmmaca (mogiGHo, K
i B 106 Penecancy) mepepaxHo B noeynom HarpoGHHKIB Ha
3axifHbOYKpAIHChKHX 3emaaX. Onmave ui HAarpoGHHKM Gymu
NOCTaBJIEHi YYXHUM NOCTATAM i GyJIH BOHM BHKOHAHI UYM(H-
MH CcKyabnTOpamMu. OXMHOKMMH SPasKaMH HawWoi CKyJATY-
pu TOro Hacy € HarpoGuuk Azamosi Kucineri 8 Huakummuax
i marpoGuuk Tumowesi Xmensuuuskomy B Cy6otosi (npo
akuit sraaye IMaeao Azenchkuit). 3aTe KoJOCAJbHy iHBEHILiIO
pisb6api BKJAXATH B IKOHOCTACH, WO MIAWM XO BepiuKa
CBOTO POSBHTKY i ABAAMM CO60I0 HEMOB MMCTEUbKi ramepii
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— ua 5, 7, 9 spycis. Ix astopamu 6yau I1. Boxox, I 3asa-
nmoscukuit, . Tapan, M. Baauk Ta iHwi.

Mansperso B Tift 106i 6y10 NiA BAMBOM (DATMAHACHKHX
mannpis 6apokko, sokpema PyGenca, — B noxixpomisax uep-
KOB, iKoHax, noprperax. [poBiany pomo TyT rpana toai e~
vepcuka Jlaspa, a maxi — Yepwi Crpony6, Hixun, [epe-
scaas, JKoBKBa i T. I ¥ LlePKOBHUX NOAIXpOMIAX yKe GauH-
Mo yxpamcsxuﬁ noGyr, e-morpaq:uo " KpaeBHH. Ha crinax

noprpetx KTHTOpIB i Gmarogire-
ais. 30xpeua TaKk BOHO Oyao 3a wacis 1. Masenn. Toxi
nocTana Uina HUSKA GATANiCTHYHHX KAPTHH, a TAKOX i HapoA-
Hix (,,Kosak Mama#i”, ,.Kosan-Gaﬂnypucr") Ta HU3KA noprpe-
TiB retbManis, iTm, B
POKKOBil MaHepi, 3 BHDASHHMM YKPAiHCLKMMH DHCaMH. TyT
yKe MaeMmo # npnsanu.m mansipis: Crenan Mannp, Aximmid
Tanuk, C. BuweHchku# i T.X., KpiM yxe arapannx — PI. Kon-
nsanesuua, O. Jiauuupkoro, I. Pytkosuua it Bacuns 30 Jibso-
Ba. [Toptpetn 0 6apoKKO name-
ripuunicTs i MaRcTepHicTb.

l’puepc'rao KO3alBKOTO anokko CTOSIO Ha MHCTEUbKMX
BepXiB'AX; NOPYY XePeBOPisy TONi MOABHBCA # MiZepuT, WO
ineansHO Ras ctumo. |
wi rpaBepu TOro uacy, — ue yepHeus lauis (kuk CTBOpHB
415 rpasiop i Gys imoctpatopom ,ITeuepcekoro Marepuxa™),
Hukonum 3y6puubkuft Ta paf iHwnx, a npu kinui XVII # Ha
nouarky XVIII ct., oco6auBo X 3a uacis 1. Masenw, Bussas-
mucs rpaBepH Moxe f CBiToBOI MipH — Taki AK JleowTift Ta
Onexcauzp Tapacesuui, l.-mpmn Mnrypa, TnoxenTif Lllup<
cokuit i Iauuao T WO CTBOPHIH
WeXeBpH B rpaBepCTBi.

Odopmuenust kuury B Tik 106i 6yno oco6meo poskiw-
He Ta ¥ CriB3BYYHE i3 CTHJIEM MOBM Ta XYXOM :mic'ry —3
TIpHKMeTAMH mnannqannm exeranTHOCTH H nmcnpuwuoc‘ru
o 4actTo ii pos-
KiWwRicTs Aonosumnm Hansnmmhno Garata onpan ﬂPyuy-
Bamv ix y Kueso-TTeueps
ro Bpatcrea, b [Touaesi # '-lepx-urom. Tom nossuocs 6arato
BAPTICHUX BHIAHDb, BAPTiCTh AKHX Temep MpPOCTO HeOUiHHMA.

VII. POKOKO

Ha sminy nepeo6rsxennM ¢opmam 6apoxkko NpuALIOB
y nox. XVIII cr. B YkpaiHy HOBH CTHAB — pOKOKO (BiX
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¢panuysbkoro cmosa “rocaille” — pakoBHHA), eJeraHT-
HHft Ta Geaxyphuit. Lle 6yxno crpowenns 6apokKo, a B HALIO-
My BHNaZKy — KO3aUbKOro 6apokko. CTHAL POKOKO Haits
pasuiwe nposiBuB ceGe B apXiTeKTypi, MeHwWe B CKyABATYPE,
a HaiiMeHWe B MaaApCTBi. B apxiTekTypi nocrano Toxi AeKi
Ka Bapricaux GyZisesn, a came: AHIpiiBcbka uepksa B Knesi
— (teip apxitekta B. Pactpeni), co6op Cs. IOpis (xaTezpa
Cs. IOpa y JIbosi) — T8ip apxitexra B. Meperini (#oro x
po6otu parywa B Byuaui), komnaeke 6yaiseas TMouaischkol
Jlaepu — 7Bip T'. Todmana, Mokposcska uepxsa Pisgsa Bo-
ropoauui B Koseabui # inwi. Yci BoRH yHikanssHOi MuCTeub-
KOI BAPTOCTH, i TOMY KOXHA 3 HHX MOXE KOHKYDYBaTH 3 Hail-
kpawwmmu Gyzaisaamu Esponu.

CKyabNTypa POKOKO 3aMHIIHJA CBOI CAiAM B 306paXenHi
Cs. IOpin wa cacani co6opy Cs. IOpin (xatempu Cs. HOpa)
y JIbBOBI, CHMBOMiUAKX noOCTaTe# Ha patywi B Bywaui Ta B
so6paxenni Camcona npu ¢orrani B Kuesi.

3a Toro wacy GyiHo poasmHy’acs Gyna CKyabnTypa B
n.epeui, CHHUEpCTBO # JinHa-Zekopauii apxiTekTypHux o6'ex-
TiB. CThaem POKOKO nosHayeHi TAKOX iKOHOCTAacH, WO Mix
orasaom # Texniynoro He MaloTh

y oni. MOXYTH 6yTH

iKoHoCTacH Annpnacbl(ol epKBx 'ra Mrspcsxoro Maﬂacrupn
Yximn [¢
OGpoupku#t, M. ®inesuu Ta pax iHWHX uuc‘rum

Tiel moGH. BCA eJIer
# xuT Taxumu pm:a-
MK i i7 uepkos i 3paskoM TYT

Moxe 6yt Angpiiscbka uepksa B Kuesi, posMamosanus axoi
6yno BukoHae AHTpOMOBMM 3 jomomorolo I. JleBHubKoro.
i mopTpeTH i, cTapiHH i i

CBOEI0 maKicTio #

Yipail POKOKO HaGi i 3 3a-
xlnuboesponeﬁcsxnu 2 Ue CBiAYMTB MPO AyXOBe 3GJMKEHHA
3 saxizmimu kpainamu Esponm #t mpo GMUSbKI KOHTAKTH Ha-
WHX mcrum 3 uuMu. BoHo TaKOXK MiAKPecTioe PisHAHLIO Mix

Vkpainu #

TpaBepCTBO TOrO 4acy, B MOPIBHAHHI 3 BENETEHCHKON
‘muuamivnicTIo Ko6u Kosaupkoro Bapokko, sokpema Haworo
6apokko 3a acis I. Masenu, sHauno sanenasno. 3ate B Hawo-
My paBepcTBi TONi MOABHIHMCA HOBi PHCH: €JNeraHTHICTh, Mi-
KaHTHICTH Ta exeriftmicTs. ITposiguuM MucTuem Tyr 6y 'pu-
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ropi#t Jlesnubkuit-Hic (1697-1769), mpo w0 30kpema cBif-

4aTh AOrO ,,Te3HCH” — NpHBiTANLHI rpaMoTH (B uects I He-
rpe6e 0, TMeuep i Jlaspu Pomana Ko-
nu, Ta Padaina 0 # iHWHX), Wwo #

moci Hemae im KoHKypeHtie. Toai mpossuau ceGe Taki mep-
wopaaui Makterpu, sk O. Kosaukisceku#t, 1. ®uannosuy, I
Bapuupbkuit, M. i A. FoueMcbKi Ta HH3KA iHWHX, 1O BUKOHA-
M YMMaNo TBOPIB 0 T # TO-
ARiwHi BUAaHHA KHUT. 30KpeMa Bix3nauuaucs rpasepu I. Buw-
noscekuit, T. KapHoxoabcbkuit, Ipenesi, Manyeas i T.1. Lien-
Tpamu BHAaHb Kuur Gyau tomi Kueso-llewepcoka # [Mowais-
CbKa JaBPH, 1O 3aXHUIAAH YKPATHCBKY AYXOBICTb MCPeX HAC-
Tynom Mocksu Ha Bce Te, WO GY/N0 yKPATHCHKHM.

VI KJASCHLIM3M

Mpu kinui XVII cr., manepeaomwi ynaaxy Kosauskoi
HepXaBH, NPHAWOB B YKPaiHy KAACHUMSM, IO SPOIMBCA Y
d>pauuu # weuaxo nowHpHacs_no Enponi. Xou ue#t ctuan

Hauri i 'rpanuuu. #oro
;arigni cbnpmx BCE TAKH CKOPO MPHAHANHCA He TilbKH Ce-
Pen MpOBifHKX BEPCTB, ale MPOHHKIH i Bram6 HapomHix
mac, 60 BOHH Gy i i i

PoscanHHKOM KISCHUM3MY B apXitextypi 6ye ocTaumift
reTsMan Ykpainn — Kupuao Posymoncekuft. Toni Gyam s6y-
moBaHi reThMaHCckKi nanatu B [Toueni (apxitext Bazen me as
Moro) i B Barypuni (apx. Yapasc Kamepow), nanara 3asa-
moscskoro (apx. IIw. Kmapenri), uepksu 8 Xopoxi # Tayxo-
Bi, marata B fAroTuni (apxirext Meneanc) Ta OAMHARUATH
MYPOBaHHX i liepeB’AHMX uepKkoB B YKpail

KnsicuuuaM IBHAKO 3aUIENUBCS TAKOX i HA MPOBiHUIIL,
— a 0co6mBO X y Aepes’sHOMY GymiBHMUTBI, i TYT BiH 3a-
B mo co6i wymoBi mam’atku. 36eperaucs TakoX mnpe-
KpacHi 3pasku fepes’sHOT pisbGH.

VY ckynsnTypi Ykpaiwa Buionuna 3 ceGe KiNbka reHiis
cBiTOBOrO 3HauenHs. Ha xanb, TxHiM uentpom crana Axae
mis Mucreurs y Tletep6ypsi, cromui Pocificbkol immepi
3 Ykpainu OXyNauTH CTATHYAW BCi TBOpHi CHaH B Mockos-
utnHy, a Yrpainy o6epHyaH B ryXy mpoBinuilo.

‘TBOPUAMH MOCKOBCBKOI CKy/AbNTYpH Gyau Isan Maptoc
(1754-1835), Muxaiino Kosmoscskmit (1753-1802) i Kocts
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Kmimuenxo (1816-1849). Bowu maam MockoBwmni Remepe-
Bepleni uiHOW B ramysi piss6apcrsa.

Mansperso 8 106i KlmCHuKClMy y«pamm TaKOXK PO3BH-
HyaH B TMerep6ypsi. Moro re
HuKamu Gyav yKpaiHui: Lluu'rpo JleBunpkuit (1735- 1822), Bo-
nronumup Bopoeukoscbku#t (1757-1825), Knupuao Toxosaues-
cokuht (1735-1823), Isan CaGmyuox (1735-1777) Ta Anromin
Jlocenko (1737-1773). BoHn MOKAaZH OCHOBHM MR MOCKOB-
cbKe ManapcTeo, i 3 HuXx Tiabku I. Cabayuox moeepHyBcst
B Yxpainy i sacnysas wkony mucrenrsa B Xapkosi. A. Jlo-
CeHKO X TMokiHuuB camory6ersom y INetep6ypsi, 60 MOCKOB-
CbKa BAaja He myctuna foro B YKpainy.

m Kazemii M y T i 6ys
Onexca Benenisnon (1779-1847), a ctymitosas Tay Ipan Co-
wenko (1807-1876). Bonu 3HAUHO MPHUMHHIHMCA NO BHKYMy
Tapaca Illesuenka 3 kpinaursa. Yuumucss TaMm 1Ba npuaTeni
IWepuenka — A. Mokpuupkuft (1810-1871) i Bacuas Ultepn-
Gepr (1818-1845), a Takox Isan Afpasoscekuit (1817-1900),
ypomxeneus ®eonocii 8 Kpumy. Bin npossus ceGe Ak reui-
ANBHUA MADHHICT; CTBODHB 6araTo MOpChKHMX mefiaxis 3 Ga-
TaTol TEMaTHKOM, — mouaBwH Bix PiHCHKOT 3aTOKM HO
Heanonitancbkoi, i 3okpema BKAaB CBOK Hywy B KapTH-
wu 3 YopHoro mops. Mano xro i3 cBiToBMX MapHHicTiR
3yMiB Tak MaftCTEDHO MepenaTH KOXEH HIOAHC MOPCBKOT XBH-
ai Ta koxeH HaftuixuimA pedeke Boan. Tomy TO Mix cBi-

TOBHMH L A craB
uidHum.
yuikaxb)mu ABHLIEM Gyu mlc'reub, u.w ain KIASICKUKSMY
— ; GyB ue
Tapnc lﬂea'lem(o (1814- ]361) — nepmopﬁnnuﬂ nou‘rpe‘mtr,
rpasep.
T. Ilesuenko Bimomuft He Juwe K reHisabHuft noer, wo cu-
Z010 cBOrO cxosa THebKi Mack

i CTBOPHB 3 HMX CBifOMY CBOIX 3aBJAHB Ta iCTOPHYROTO NpH-
SHaueHHS HAUilo; BiH TakoX BiXOMHA A OmWH 3 KOpubels
YKpaTHCBKOTO ManApeTBa.

eBuenko crymilosas Manspcreo B Axamemii Muc-
reurs y INetep6ypsi — B maficrepni K. Bpronoea, i 6ys onuum
8 foro HafisaiGRiwmx yusis, npo u.w csmqa‘rb foro axane-
miuni npaui: ,X: 6p: it
wAstoroptper”. ¥ cBoi#t pam-nn Mnc‘reubkm 'ruopuoc'rl
Ulepuenko mposieus ceGe AK SHaMeHHTHA MOPTPETHCT, NMPO
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wo csiAyaTe Horo akpapenbHi noprtpetn €srena IpeGimku,
Katepunn AGasu, M. Jlykina # inumx.

Tix wac cBoei nepwoi nogopoxi B Ykpaiky BiH Hamamo-

Bas moprpern (oaifini) Maecbkoi, Tannn it IMaatona 3a-

iH, wWo Bi CBOEIO eJIeraHTHICTIO,

. P by

XOXIOrisMOM.

Tlo sakinuenni Akazemii (1845) T. Lllepuenko nosephys-
csa B YKpaiHy i TyT HOro MODPTPETHCTHKA OCATHYJNa piBeHb
Bepxin'a mockonanoctH. IIpo ue cpiawate noprpern M. Py-
m3unceKoro, [aspuaka Pomssmka, Jlyk'aHoBuua, [opienko-
BOT ¥ JIusory6a. [llenespom € Lllepuenkis noprper €. Keiiky-
aToBOT 38 1847 p., WO AOCKOHANOI rAPMOHIEI0, HIKHUMH KO-

™ # i i MoXe 3 Hait-
KpalwlMMK TOpTpeTamu saximuix Kpain Espomu.

Sk unen Apxeorpadiunoi kowmicii, T. llesuenko cTBopuB
HU3KY MpeuiHHuX npxrr:m-ypunx nemamu Yxpainu. Sk Ko-
ALOPHCT, WO T. oco6-
auBo mposBMB ceGe B KoMnosuuiax ,Ceasuceka pomuna” #
»Ha nacini”.

Y no6i sacnanua (1847-1857) T. lllepyenko Hamamiosa®
Garato axBapeXbHMX mMeMsaxis i mopTperis, a Mix Humu B
YMMaJZO0 CROIX ABTOMOPTPETIB, 1O MaKTb AMA YKpaiHH He-
ouinuMy BapTicTh. BiH TaKoM CTBOPHB HHM3KY iCTOPHYHHX
Komnosuui#, sk: ,Cmepts Bornana Xmemsmuuskoro”, ,Ko-
saupkuft Gewker”, ,,CmepTh Coxpnn Ta PAR iAWHX, TOMY
poxst B HAWOMYy # yHikams-
Ha Ha ¢oui Hauroro mucreursa B XIX c1'op|mu

OnHuM 3 OCTaHHIX NMPENCTABHMKIB Kascuumsmy (Gizep-
wmaepy) 6ys IlleBuenkis cyuacnuxk Omutpo Besnepuuit (1825-
1913), sxuit Bnpoxosxk 50-TH PoKiB XHB i TBOPHB y anko-
Bi. Bin Garato Y KapTHH, NOp
nefsaxis (,HiunnA npusan uymakis”, , Xmonuuk- pum.mu"
n»Cenanceki Aitv” i T.n.) oxieo, akBapenel0 Ta OMBUAMH.

Is wkom xasicuunamy IMetep6ypsskol Akamenil sufimon
raxox Illesuenkis cywacmuk Kocts Tpyroscekuit (1826-
1893), sKuA WHPOKO NMPORBMB ce6e B KAPTHHAX 8 YKPATH-
cekoro no6yry. Hadcnashimi 8 mux — ,Bauaypuct”,
wYxpaiucekuit sipmapok”, ,Ilesvenko rax Huinpom”, ,Han
norokom”, .Y Micauny Hiu”. BoHM 1wie no3uaueHi fyxoM Kas-
cuuusMy, ae BXe HaBlaHi A poMaHTH3MOM, a xani # peanxis-
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oM. Teopu K. Tpy 0
MHIHM P a # pe

Ha 3axigsix 3emasx Ykpaiuu (mix aectpificbkolo sakt-
MaHILKHOI0) 32 TOFO Yacy TAaKoX GyXo 6arato MHCTUiB, AiK:
Ocran Biasscbkuit (1740-1803), — aBTOp 6araTb0X UEPKOB-
HHX MOJXpoMift (MucTeuTBa BiH yunscs B Pumi), Jlyka Jo-
auHChKuit (1745-1824), 1m0 GaHCKyue posMaiosan coﬁop Cs.
lOpm (xarezpy Cs. [Opa) y Jlbbom, Ta#t mun muctui (me-
AKi 3 HHX HaBiTh cxaBH),
s qy»mm.ua T. fixumosuy, P. Man3esuy, IO Koccax i

Vi B Ro6i 3rofoM 3a-
Henamo, a Apykapuﬁ Kueso-TTeuepcbioi Jlaspu HOWKYJLHO
Biguysana Gpak rpasepis mias oqzopmleﬂuﬁ CBOIX BHAaHD.
Binuysamu ueft 6pak TakoX i ApyKapHi MaHacThpis y JIbBoBi,
TMovuaesi, YHesi # Uepnirosi. Ykpaiucskum rpasepam Gpaky-
BAJIO TOrO TBOPYOro IPYHTY, WO #oro mosbasuaa ix oxyna-
uifina MockoBckka Brafa. I came B 106i uboro saxenaay no-
ABUBCA TOH ,,cBiTHALHMK neGecnuit”. — T. Llepuenxo, sxuit,
NOB'A3ABWIM HHTKH TPAafHUil 30 cBiTIOW mOGOK Hauwo-
ro rpasepctea 8 uacie Kosaupkol mepxasw, Bigpoaus #oro
# Hazmas HoMy BHPA3SHOro HauioHambHOro sMicty. Emoxams-
HuM sBuwem GyB foro ans6oM ,Xusonucua Ykpaina” s 1844
P A nicas nosopoty 3 snc:mmm BiH CTBODHB HH3KY BHCOKO-
AKICHHX TPaBIOP-0O:
Hiwi 8 HAX — ne .,C-rapeub Ha kaaposuiwi”, ,Bep6a”, ,Jsi
nisunnu”, a sokpema # noprpetn-odopru — rp. ®. Toacro-
ro, ®. Bpysi, I1. Knoara, I. Fopuocraesa, Ta 5 asTonopTperis.

TEXHIKY i ROCKOHA-
70 sHaB razbBaorpadio, Jitorpadiio, AEPEBOPHT, MixepHT,
craneput i keuaorpadin. Bin BuHAAWOB AesKi iHCTPYMEHTH
ANS BHKOHAHHA rpaplop, — OTXe Bin 6yB i BHHaXimHMKOM.
Ploro Beaxam 3a HaiBHAATHILOTO rpasepa He Timeku Beiel
Poclncbkm imnepii XIX cr., ame n Beiel cepelHBOCXiRHBOT
Espom. T
3 nomA 40 rpasiop.
Y rpasepcrsi Toai mposisuan ceGe K. Tpyroschkuit, T.
Cemupancskuit, JI. Xemuyxnikos Ta inwi, Wwo sokpema Bin-
B i il 1 keurH. Hawa xwura
TOZAI 3asHaZa BENWKOro 3pylleHHs, 60 Ha mcue cTapocio-
B'SHCEKOTO mpmp-ry npunmna wTpaxanka”, a Ha Micue cra-
poi ,,KHHXHOT MOBH” Mpuflwaa ykpaiHchbka HOBiTHA JiTepa-
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'rypna MoBa — 3 nosBoko ,Eneinu” I. Kotaspescobkoro, ,,Ko6-
aapa” T. Ulesuenka, ,Yxpaiun” IN. Kyniwa ta inwux.

IX. PEAJI3M, ,MEPEJBHXHULITBO", ENEKTHU3M

Ha micue i B Apy-
ri#t noxosuui XIX cr. npuﬁmon peaniaM (Bik JNaTHHCLKOTO
cnoBa realis — peueBni, RiCHHA), WO TaKOX i B YKpaini
noSHauHBCA Mafhke Ha BCIX AinAHKAX 06pa3oTBOPHOCTH. (VK-
paina Tomi Gyna posmepra Hamsoe Pocificbkoio # AscTpo-
Yropebkoro iMnepismu.

B apxitextypi pe:umu arogom enomoumnynn y Ha-
npAMKY 0 # ceuecio-
nismy. Toai moCTAaNa MiANWHA DiSHMX iCTODHUHMX CTHAiB,
wo yacto Gy/lM HEOPraHiuHO MOB'A3aHI OMHI 3 ORHMMH, —
AIK OCb €/eMeHTH KIACHUHMSMY, a HaBiThb i 6apokko. A mpore
# Tomi Gymu Baani cmpoGu mo JiHii cHHTe3H yKpaiHCLKOTO
cTHImO.

¥ ik no6i, — B R0G6i posnyoau MiCT # Cropy;KeHHs
HOBHX o6’extis, —

Uin: apXiTeKTH He MpAMyBamM ZO WMpUIOTO cmomnny. a
sare

apwi
pemicHHKiB. Yce i Taku # Tomi Mix 'rucmmuu ﬁy)menb B
Ykpaini mocraza HM3Ka CMOPYA BHMCOKOI AKOCTH: LEPKOB,
Tearpis, MajaT, yHiBEPCHTETiB, 3aNi3HWUWKX ABipUIB i T.M.
3a TOro yacy OCOG/MHBO Bif3HAUMJMCR ApXiTeKTH ANbOWWH,
Bexetos, Bep6: #, Beperri, # T iWwi.
Toni nocras Onepuuit Teatp 8 Oneci, HoBi Gynisai B Kuesi,
Xapxkiscbka 6i6niotexa, Omecbiuit yHiBepcuTeT i 6arato uep-
KoB. ¥ Tanuuuni # Ha Bykosuni (mia ascrpificskolo safiman-
WHHOI0) MaHyBaB eJekTH3M y opmax ,Bimencskoro pene-
caHcy”, 3 BHAOSMIHOIO0 Ceuecii-MOAEPHY, WO BHPA3HO MO3HA-
yuAucA Ha cTHai Gyaisens Jlvsosa, Yephisuis, Tepemuwas,
Té C i SICKPaBO MPOABHB
ceGe apxirext IBan JleBuHcokuit (1851-1918); 3a #oro npo-
exTaMu no6GynOBaHO TOJOBHKH SaNisHMuHMHA ABipeus y JIbBo-
Bi, Mysuunu#t IncTutyr imM. Jlncenka, Gyauwok ,Juictpa” #
Him cc. Bacuaiasok y Jlbsom, AK UYJIOBY CHHTE3Y NOERHARHA
3 apxi-

TekTypoo.
CxyabnTtypa B YKpaini ToAi noyana BHABAATHCA SHAYHO
XKuBiwe, i BOHAa NpoABMMa ceGe B WiTKMX peAMiCTHUHHUX
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dopmax, 1o BHPASMAHCH B KaMepHiA TA MOHyMEHTAJbHil
AinAHKAX.

Bupathuit ckyasnrop Biktop 3aGina (1830-1917) 6ys
aBTopoM nam'stuka M. Toroxesi, norpymas T. Llesyenxa,
HHIKH TIOPTPeTiB i XaHPOBHX KoMnosuuif, a Penip Kamen-
cokuft cteopus 6'toct T. Illesuenka, sk moayM'aHoro Gop-
us sa csoGoay. Mouymenranicr Muxafizo Mikewnn (1835-
1896) crBopuBs (y 60-ux pokax XIX cT.) BeaHYHOro mam’ar-
HuKa Bormaxosi XHEJIbHHIleDHy B Kusm — 3 PHCaMH eJeK-
TH3MY, aKe 3 ik o
(Lle# Tsip Bi; icTio)
Jleowin IMosen (1848-1921) Bcnasuses nam’athukamu I. Kor-
nspescskomy B Moarasi # M. Toroxesi, noprperamu # xaH-
posHMu rpynamu, a Bopuc Eayapac (1861-1921), ckynsnrop
eBponefckol Mipu, — am-op"iim 'wrARka M. TCoronesi B Xap-
xoBi # y Komaxy.
®exip B. Bananeucbxun (1864- 1943), ocTaHHift 3 ,,nepennmx-
HHKiB", y 19071927 Dp. CrEOPwMs uMKAb 12 rincoBux morpyms
YKPATHCHKHX NMUCHMEHHUKIB, MiAuiB KyIbTypy # Haykd.

¥ CKyabNTYpi 3aXiXHbOYKPATHCBKHX 3eMelb Y WIHPOKHX
macwrabax npossus ceGe IMetpo Biftrosnu (1862-1936), me-
KOpaTOp-MOHYMEHTAICT, MAAHOBHK BiXOMHX GYAHHKIB JIbBO-
Ba: Foxosroro apipus, JibBiBchKOro TeaTpy, TlpomucaoBoro
Myselo i T

¥V Manapcrei Haw peadiam nocrae y 60-ux pokax y [Ile-
'rep6ypssxiﬂ Axagewmil, ax GyHt 13-m crynentis npoTH 3a-

y. Tam mig mpo-

BOJOM cwnel-m! -yKpainuiB: Iamn Kpaucu:oro (1837-1887),
Muxonu I'e (1831-1894) i Tpuropis M'acoinosa (1835-1911).
Poky 1870-ro Ha 6a3i peaniamy sachysamu , ToBapHCTBO me-
PEMBHXHUX BHCTABOK” — 3 METOI0 TIOMyAAPHIYBAHRS TBOpiB
Cepell WHPOKHX Pocificskoi

imnepii. Pocificika HasBa ,,nepeaBHXHAKK” (MO-yKpaiHCBKO-
My: NepeHOCHHKH) 36eperaacsa A0 KiHUA MEPioAy UbLOro pyxy.

Ha axb, 3ragani MHCTUI HiYOro He HaiH AA YKPaiH-
CbKOTO MHCTENTBA, HiYOTO He AarW AAA HBOTO # ;Ba imusi

THui: O. a

-ykpainui: O. X
3are x GmicHys MoryTriM Tanantom lnas Pennn (1844-1930),
ypomkeneus Yyryesa Ham Hinuem. MMicas Toro sk sin Gmuc-
Kyde (3 30/0TOI0 Menanero) sakimuus Akafemito Mucteuts
y Merep6ypsi, nouammca ﬂoro npocro rononokpymm TBOpYi
yenixe — B P i y
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WifX, & TaKOX y MOPTPeTaxX HaiBH3HAYHIWKX mocraTed Po-
cificbkol iMnepii. I. PenuH, KAACHYHHA NPEACTABHHK ,,iAeHHO-
ro peanismy”, npu Kinui XIX cr. 6y BH3HaHMH HaAGinbLIMM
muctuem Pocilicbioi imnepii. Hespaxarwoun Ha odiuifiny na-
riHKy Ha yKpaiHCbKy KymsTypy, L Penun sasicus maidecty-
BaB CBOI MOYYBaHHA YKPAIHUA i AN YKPAiHH CTBOPHB HH3KY
TBOpiB — CnpamxHiX wenespis, Ak: ,MoTpn KouyGeisna”,
,HODHOMODCEKe TyabTAHCTBO”, ,, CibChKiit MysuKa”, ,Beuep-
nuui”, ,Kosauski moruau”, ,,Ceari ropu nax Iinuem”, ,He-
Hacureus” i T8 Oco6aKBO KaniTaabHUM HOTO TBOPOM € Kap-
THHa ,,3aMOPOXUI MHIWYTH AMCTA AO TypeusKoro cyaTana”.
Lleit TBip ra#60K0 icTop! a unuit,

weHHi CBOIM i eKc-
npecieio, i TOMy BiH HANEXHTH 0 HaHGLNLUIHX APXHTBODIB
cBiTOBOTO MaXApCTBA.

BuaaTHy poMi0 B HAlIOMY MaXApCTBi ,,NepPeABHIKHHLb-
Koi” mo6H Bigirpamt A. Kyinmxi (1842-1910), M. Mypauko
(1844-1909), M. Mmosenko (1862-1912), 1. Moxurosis (1850-
1923), 1. Jiesuenko (1856-1917), M. CaMoKHuI Ta pAA iHWHX.

Koamn yxpaiHchke rpOMajsHCTBO, WO CTaX0 BXe Giabur
HaLiOHAJLHO CBiAOMHM, MOYAZ0 BHMAraTH Bill HALIHX MHCT-
UiB BHPA3HHX HALIOHAJLHHX NO3HLIH, TOAL BHAOHMAACA TPiM-
Ka MHCTLB, WO NOCTaBHAa COGi SaBJAHHA TBOPHTH HaWio-
HazbHe MUCTenTBO. OntM 3 Hux GyB Ceprifi BacuabKiscekub
(1854-1917), wo Habys cobi ocsity B [lerepGypsi # I'hpmxi
Bin GaucKyye nposBuB ceGe B YKpaiHCbKOMY MeH3axi, B ic-
TOPHYHHX KAPTHHAX (3raxam 6 xoua Horo aaLGOMH ,,
PpaiHcbKoi cTapoBuHH” Ta ,MOTHBH yKpaiHCbKOrO opnaneury
XVILXVIL crer.”) i B posmamosausi iuTep'epy Gymuuky
Moarascekoro 3emcrsa. o Hux Haxexas i Omawac Crac-
ThoH (1855-1933),

p
Mysu. Bin si. _moemy
it

i noprpetn

Koésapna A nopq)npm Mapruﬂouuu (1856-1933), wo crBo-

PHMB HH3KY NEH3QXNIB i THIIB YKPAiHCHKUX CeMsH, BH3HAYABCA

B wift TPifiLi THM, WO GyB SHAMEHHTHM iMIOCTPATOPOM YKPA-
HCHKUX BHAAHD.

Caimom 3a HuMu nmiwau Awmspocift Xmaxa (1855-1927)

— aBTop 6AraThOX iMOCTPALiA iCTOPHYHMX i HAPORHIX mi-

cenb, TR Inan lkakebnu (1864-. 1962) wo crBopHn Garato

y KapTHH Ta mo GaraThox

ammnb.
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Ha 3axiawix semanx Ykpainu BHDasHO 3apuCysaiacs no-
crath Kopuuna YerisHosuua (1839-1903) — mucrus 8 Gara-
TOTPaHHMM TAJAHTOM, 4BTOPA LIHHHX KOMNO3HMUifH ,Mofcei”
i ,Xpucroc nepen [Nuaatom” Ta GaraThox MoAixpomii uep-
k0B y Fazuuuui. BiH TaKoX CTBOPHB HM3KY JKAHPOBHX Kap-
THH Ta imoctpanii. K. YcrisHoBhua cai yBaxkaTd 3a niowe-
pa HOBiTHbOrO yKpaiHchbkoro Maaspcrsa B [amuumni. Ploro
TBOPH XapaKTePH3YIOTHCA PeaNi3MOM 3 PHCAMH KJIACHUHM3MY.

CyuacunkoM YctiaHobuya 6y Teodpins KonucTurchkuit
(1844-1916), wo npossus cebe B unmunamn UEPKOBHHX
iKoH, (r ) THRiB i fK 8B-
TOp Kommosuuiewo ,Maabwka 3 Ocrpora”.

TanantoM BHAHATKOBOI MipH TOAi BHpisHaBcA IOaian
MNanbkesny (1863-1933) — Hackpisb TpariyHa MoCTaTh, AKHH
X04 i BMAWOB i3 WKoMKM KAAcHUM3MY KpakiBchkoi Axamemil
Ta icropuamy Akagemil Mucreursa B MionxeHi, TO BCe X Ta-
K GyB eKCMCPMMEHTATOPOM i HOBATOPOM — HABiTh B iKO-
Horpadii. Oco6auso opuriHanbHuMH € #oro ikomn Icyca
Xpucra # Boropoauui B ryuyaschkux omarax. Bin mamaimo-
BaB ;pa noprpetd I dpanka, AKi BiASHAYAIOTHCA HOCKOHA-
MCTIO PHCYHKY, CYOTEABHICTIO KOJMLOPUTY # FAMGOKMM mCH-
xomoriaMom. LIiHHUMK TaKoX € Taki HOro TBOPH SIK KOMIO-
auuifteui noprper ,,T. Lepuenko Ha Tai [lHinpa” Ta HH3Ka
JKAHPOBHX KAPTHH i meHsawis — manp. ,Bomocnaz y aici”.

¥ 90-ux pokax XIX CT. WIHPOKy C/laBy iCTOPHYHOTO Ma-
aspa % Garazicra 3achykus co6i Muxona Ipaciox (1865-
1930), pOJl)I(eHellb nyoamm. wo uynuoaan y Bl)lﬂ-lcsxlﬂ
Ta M #oro icrop!

— ue ,Xi nix 360po-
BoM” i ,B'isx Bormana Xmempuuupkoro B Kuis” — koxo-
canbHux posMipis (4x6 merpis), Hax sxolo M. Isaciok mpa-
utosas 15 pokis, Ta ofua 3 ocrandix — ,,Boryn nix Bepecrey-
Kom”. Lli KapTHHH CTaJM AyXe NOMYNAPHHMH, i B PENPOAYK-
uiax Gyau nowwHpexi no sciit Yxpaini.

Tpasepctso # rpacdika B THX yacax BHABJNAMH ce6e A0-
cutb cna6o. Baacke kaxyu, rpadiku, AK TaKoi, TOAi e He
6yn0, T06T0 He Gyao il AK CAMOCTIAHOrO )XaHpy. BusBas-
JMaca TIAbKH KHHXIOBA iMoCTpauis, axe i B Wifi Aiasuui Ta-
Ko mpauioBa;k Manapi — C. Bacuabkiscekuit, O. ClacTboH,
M. Maprusosny i A. Xnaxa Ta BUAHATKOBO NpOAYKTHBHHA
1. Ykaxesuy. ¥ Taauunui imoctpysanu Hawi sumanns K. Yc-
Tianosuy, T. T. yk Ta 1O, I:
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Le#t ocTaumift BuKOHAB OOPMIEHHS AHTOJOTIi yKpaiHChKOT
AipuKy ,, AKOPAH”, i HOTO CJif yBaxaTH 3a HOBaTOpa 0opM-
JeHHR HOBIiTHBOI YKPATHCBKOI KHWTH.

3acob6amu penpoaykuii B XIX cr. Gyma kcuaorpadis,
arogom — Jirorpacis, a B 90-UX pp. MOABHAACA LMHKOTpa-
(hisi, 3a AONOMOrOI0 AKOI MOXKHA GyJIO BXe MacoBO H mpewuys-
HO PeNpOAYKYBaTH TBOPH.

X. CYYACHICTb

Ha noposi XX cT. Hacras nepiof koudponTauii yxpain-
CbKOTO 3 i, Ha IPYHTI iM-

ioHi 0 CTHIO. iOHi ( ) 8Bep-
Tae 0COGAMBY yBary Ha YHCTO MaJspCbKi NpoGaeMu — mepiu
3a BCE HA KOJLOPH, CBiTXO # nositps. IMnpecionism HaftBu-
pastillle DUABMB ceGe B MATApCTBi, 4 CAAGLE — B CKYAbM-
Typi. ¥ Hawif apxiTexTypi B ubOMy nepioai uacy Hactano
BiAPOAIKEHHSA ﬂamonanbﬂoro c'rumo Xou y Gynmisanx i Aans-
we # mopepHy
— cenecii, T0 uuun npxmm-n BCe TAKH 3BCPHYAHCA KO Ha-
UiOHANBLHHX NpajyKepes, TO6TO RO CTHMIO HAWOrO Hepes's-
HOro GyAiBHMITBA, 1106 iHTepnpeTyBATH HOro B (opMax My-
poBaHOi apXiTeKTypH. Baxausy pomo Tyr Bimirpaza Yipa-
incbka Iy poMaza — TOBAPHCTBO CTYZEHTiB IHCTHTYTY LMBiML-

Iy

y wo Gyno Ha movar-
xy XX cr. Toai nocranu Agi teufi: nepwa a nux (O. Kpacuo-
i, 1. Pomun) yBaza y cnpo6ax cTBoO-

peuHA ,yKpaiHCLKOTO MOREPHY”, & APYTa Gasypanacs Ha CTH-
Ji yKpaiHCbKOTO JZepes’aHOro GyniBmHUTBA, i Hamarazacs
CTBOPHTH CHHTESY YKPAiHCLKOrO HAUiOHANBHOTO CTHIIO.
Haitkpauum spasioM T8opis Tiei Apyrm Teuii e manara
0 3eMmcTsa, Bacuas
Kpuuescekoro (1872-1962). B. Kpmencbkuﬁ HAapOAMBCA B C.
Bopox®6i, Jle6eauHcbkoro nosity, B 1886-1888 pp. Hasuascs
B Texuiunift wkoxi B Xapkosi. BiH Tpu poxu cTyxinosas ap-
xitektypy B itok. C. 3arockina, a arogom npauiosas 10 pokis
y GynisexbHoMy Giopi apx. O. Bexerosa, ne aukouyuan npo-
exTH GyniBean, 30KpeMa x d)pou'roma Ta inTep epm naqn-
w3 1900 p. Bin B.

Kp

TanaH i Ue, Mix in-
KM, BUAHO B HOTO NMPOEKTI Aaonoaepxoso: Gynisai-nanatk
! 0 3emcrsa. B. Kp eneMen-
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TH HAaWoi AepeB'AHOl apXiTeKTypH, fAKi BiH MepewenHB Ha
MypoBaHy GyLiBJO B MOLEPHik iHTepnpeTauii i TaKHM YKHOM
CTBOPHB 4yZOBY CHHTESy, HEBHAaHy RO TOro uacy f# He-
Manara I 3emctsa — Ue
WeJeBp apXiTeKTypH, WO 3anoyaTKyBaB A0GY BiAPOMKEHHS
B Hawik apxiTekTypi. B. KpHueBchkuit BUKOHAB TAaKOX HUSKY
MPOEKTIiB WKiAbHUX GyAHHKIB, NiKapeHs, 6i6aioTex i npusaT-
HuX OyauukiB Ha KuiBwwwi, IMoaraswmui # YepHirismwwumi
Ta Ha [loginxi.

Cainamu B. KpuueBcbkoro miwm # iHwi apxitektd Ta
iHxenepy, — C. Tumowenko, K. Xykos, A. Tpakax, ®. Uly-
mis, E. Cepmok, [I. [Iauenko.

Y Tanuuuni 0co6auBo npossus ce6e Bacuab Haripuuit
(1847-1921), 10 CTBOPHB HH3KY NMPOEKTIB LUEPKOB y T. 8B.
wHaripuancskomy” ctuai (8 Kaaywi, Kapnosi, Tyxai # Jho-
Gauesi). Ixuiii cTiAb 6yB CHHTE3010 Bi3aHTiACHKO-POMAHCBKHX
dopu 3 npuxmeramu ceuecionismy.

Ounexcanpep Jlywnuncekuit (1878-1944), — ue astop
NPOEKTiB éymnenb ‘lepnouoro Xpecra y JIbBOBi, MaHacTH-
p cc. yC T HHSKH ep-
KOB.

€bren Haripuuii (1885-1951) BigsHauuBCA AK aBTOP Mpo-
€KTiB LEPKOB Ta rPOMAACHKHX i MPHBATHUX GYAMHKIB, CTHIL
AIKUX TO3HAMEHWH eNeMeHTaMH MNepes’sHOI apXiTeKTypH, &
SrofOM — €JIEMEHTaMH YKpPaiHCBKOro 6apokio.

Y ckyabnTypi novatrky XX cr. i3 cTapwioro noxoxXiHHS
MuCTUiB panbwe 6y miaabuuM ®. Banasencbku#t, mo oco6-
JIMBO NPOABJAB Ce6e B MOHYMEHTANBHO-AEKOPATHBRIH CKyJIbN-
Typi (6ymuHok Uepsonoro Xpecra B Kuesi, dacana Kuisceko-
ro rinogpoMy, TOwo). ¥ RiNAHUI MOHYMEHTANbHOI CKyMbM-
Typu Banapenchkuit BMKOHaB HH3Ky NMPOEKTiB NMaM’'ATHUKIB,
a MK HUMH — NpPOEKTiB MaM'ATHHKIB KHATHHi Omb3i # T.
leBuenkosi.

elmcue'ra Tp"m.’lhcbl(n (1883-; 1958) crBopuaa llm(llb

THNIB, rpyn (
), Wwo i i ca-
MOGYTHICTIO.

UnMano WiHHOWIB BKJAan¥ B Hawly CKyabnTypy Bacuas
Twenko, Tetana Pynenko, Onexca Temepeus, a sokpema Isan
Kasanepinse (uap. 1887 p.) — aBTOD SHAMEHWTHX MOPTPETiB
i monymeranbhux TBOpiB (6'locTy M. Toroxs, mpoexTi ma-
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w'aruukis T. Llepuenkosi, I. CKOBOPOi, & TaKkoX LMKIIO
CHMBOMIUHUX Tpym).

¥ Taauuusi TOAI Mpawlobajd¥ BHAATHI CKyJALNTOPH, —
A, Hanpukaan, Tpuropiit Kyswesnu (1871-1936) — peanict
8 pucaMu KascHuuamy. Bin HaGys oceity y JlbBoBi Ta ITaxii,
a BCnaBMBCA CBOIMM TBOpAMM ,[OH4ap” i ,Tlepumit xxi60-
Po6” Ta norpymaamu-ropexsedamu T. Lilesuenxa ft M. Jlu-
CeHKa, a TAKOXK AEKOPATHBHOIO CKYABMATYPOIO.

i momymentazictom 6ys ypomueneus Hoaunu Muxaino
Bpunicokuit (1883-1957), wo wabys ocsity b Bigwi. Hafteu-
matmiwi #oro Teopu — ue ,Ench”, ,Censnka”, ,Xaomuuk
3 ryckow0” i MaM’ATHHK MOJArAMM PoGiTHHKaM B OTTapinry
(6ina Bimus).

p Muxafixo Ma-
pawyk (1878-1963), wo tno-um(y c‘rymxoaan y Kpakosi, a
noriM y lNapuxi — B maiictepni caasernoro Pogena. 3ro-
ZOM, YNPOAOBXK AKOrOCh YaCy BiH BMKJAfaB CKyAbNTYpPY B
MionxeHcbKilt Akamemii.

Ljnunmu € #oro uukas ,Mouesoneni” # ,MarepurcTao”
Ta uukab norpyas T. llesuenxa, M. [paromanosa, I. ®pan-
Ka, B. Credpanuxa, B. Jlenkoro, M. Menuincskoro, C. Jloake-
suua # inuwmx. 3 #oro TBOpiB
BilWMM € Horo npoextd nam’atuuka T. Illebuenkosi, mo-
MATAMM BOAIKAM YKPATHChKHX apMift y Beuaspi Ta M. Iparo-
manosy B Codil, e M. [Tapawyk OCTaHHLO MPOXKHBAB, i TaM
nomep.

Morythim Tazantom Bupisuscs Muxahno Taspuako
(1882-1920), ypomxeneus [Moarapuiuun. Bin cryaiiosas y Ile-
Tep6ypsi i B Kpakiscokilt Akagemii, a motim norauGmosas
ceoe 3HanHa B [Mapwxi. Hakuinniwi opu Taspuaka — ue
»BaHmypuct”, ,,ﬂpuu.muﬂn ', »Kosax Ha Komui" # 3HameHWTI
norpyaas T.
®enpKOBHYA Ta iHWKX), AKi BiH cﬂmpua y 1910-1914 pp

M. TaBpuaKo 6paB y4acTs B OAHOMY 3 KOHKYPCIB Ha NIPO-
et naw’atauka T. Lllesuenkosi B Kuesi.

Tepen IMepiwolo CBITOBOIO BifHOK MOYAB MPOABJATH Ce-
6e cxymsnrop Isan Cesepa (1891-1971), wo crynilosas y
JlsoBi, MetepGypsi, [1pasi, a sxinui — 5 Pami. Bik sigswa-
uMBCA AK 3HAMEHWTHN Xekopatop Gyaiseas y JIbBosi # Pumi.
Oco6muBo X BimoMumu Gyau #oro ropuxbamu Ho uinanx
HanGaHb Haxexath Woro TBopH ,,Tpu capuu“ Crapentka
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6abyca”. (Mouaswn s 1926 p., pin npauosas B YCCP i Tam
BiH AasaB rpy6y ,AaHHHY” MOCKOBCBKHM HEPBOHHM OKynaH-
Tam).

Y nawe Mamlpc‘rno iMnpecionisu npufiwos 3 Kpaxis-
cbKoi Akagewii, fe ctyaiioBato uumano ykpainuis (1. Tpyw,
o. Honklacwuﬂ M. Bypauek, B. Macasuukis, M. Xyk Ta
inwi). Mepwnm i HadsickpaBiwmM iMnpecionictom y Hac 6yp
Isan Tpyu (1869-1941). Bin Takox Gy MPOBIAHMKOM Ta Op-
raHi3aTOPOM MHCTELBKOro JHTTA B [aaHuuHi.

L prm HapOAMBCA B Bucoubny, nos. Eponu. cTyaio-
Bas y K it Ta Bauckyue
nposBHB BiH ceGe nepefyciM y ne#saxax — 3 Itanii, Erun-
Ty, Manectunu # Ykpainn (B umkai neisaxis 3 Kpumy).
Cnasersi kaptuun Tpywa: ,[lipamina Xeonca”, ,,3 [Maxec-
Tunu", ,Jlsinpo nix Kuesom”, ,Moruaa T. Lllesuenka B Ka-
Hesi”, ,,Codpificskuit co60p”, ,,3axix conus B Aici”, ,Camitan
cocna” # 6araTo inwHX. Halininniwi 3 #0ro >aHpOBUX KoM-
nosuuit — ue ,larinku”, ,TpemGirapi”, ,lyuyrouka”,
wCinbcpkuit rasga” i T.n. 3-nmig HOro meH3Ns BHAWMM 3Ha-
Menuri noprperul ®panxa, B. Credannka, JI. Yxpainku, M.
Jlncenka

Isar pr\u Bifirpas nNepefoBy POMIO B HALIOMY MHC-
Teutsi, a 3okpema B I'aauunni. Bin Hamas oMy cBoepizHOro
cTHMO i HAGMHSHB HOTO XO MHCTeUTBA SaXiAHix Kpaid Es-
ponH.

Jpyroio R unnmpmmmmom mocTaTTio (aze BXe no-
cTarTio Gys
cexoro Moginas Ouekca Hopaiscskutt (1872-1935), wo sia-
3HauMBCA c'ruxmnuu TANAHTOM Konbopm.“rl, 6yﬁmm poama-
XOM T2 Xou Bin cTyxi y Ki i Axa-
zewil (s 1892-1902 pp.) i X0u B HOr0 TBOPAX CXpelULyBATHCS
BnanBy Garathox npocdecopis, BiH yce TAKM CTBOPHB COGi
BAACHHA, CBOEPIAHHA CTHAB. Ye mepwi BHCTaBKH Horo o6-
pasin (y Kpakosi 1905 p. Ta y Jlssosi 1913 p.) Gyau Horo
cnpasxHiM TpiymoM siK aBTOpa TBOPIB: ,,Ham momoBuHOK0”,
nIlopTper apyxunn”, ,Koaaza”, ,.ABTonopre’r , wMos my-
sa”, ,TT| iTa A Bxe

i nin or.'mxou i cnmdonii nuﬁnuacn
foro Tpuntux ,,Cs. IOp y JIbBoBi”. 3 THX Xe yaciB NOXOAATH
Henepesepuweni noprperd O. Hoeakiscpkoro: ,Mofice#t”,
»Cearocnas”, ,Sipocnas Myapui” ta ,Slpocnas Ocmomuca”,

34




a TaKoX MenanbioHH Aas Mysuunoro Incrutyty. ¥ mariop-
MOpTi BepLIKOM 1Or0 OCAriB € TBip ,,BararcTBo Yipainu.

3suualivo, THM mepiofom, B sakoMy O. Hosakiscbkuit
CTaB Ha BepLIHHAX TBOPYOCTH, GyB NMeEPiOA MiX ABOMA CBiTO-
BHMH BiliHAMH, KOJH BiH 3aCHYBaB i OYOMOBAB YKPAIHCHKY
Ulkony Mrucreursa y JIsBoBi.

BuHATKOBOIO MOABOI0 HA TJIi HALIOTO MMCTELTBA Ha 3a-
XizHix semanx Ykpainu 6yB MHCTeub-iHTeReKTyaxicT Moxect
Cocenxo (1875-1920). Bamckywe sakisumum Kpakiscoky
Axagemilo, BiH MOrH6/10BaB CBOE SHaHHA B Mionxeni i [Ma-
puxi. M. CoceHKo mepeayciM nposiBHB ce6e K MOHyMeHTa-
aict. T1po ue cBiguuTh HOro POMANIOBAHHA KiNbKAHAXUATBOX
uepkos y Fanuumni # (TaM Taku) ikoH Aaa ikoHocracis. [To-
€AHABWH Bi; isauilo 3 i
# nponopui€o, BiH CTBOPHB CBOEPiAHY CHHTE3y — ,,COCEH-
KiBCBKHH™ CTHIb — HacKpi3b ykpainchkuit. M. CoceHko € Ta-
KOX aBTOpOM npexpacuux MaaboBuX y Mysuuromy IncTHTYTI
y JIsBoBi. cTus raki #lo-
ro -ruupu, AK ,,Aaronop-rp:-r, winoua roxoma”, ,Jlama B
JKOBTOMY" i T.IL, & TAKOX KOMIOSHLii 3 HAPORHLOTO MOGYTY
»TaHKOBH#H xapuum i T.8. Mloro ne#saxi — ,Bepbu pan-
HbOI0 BecHOK", ,,LLlnnX 3 Bep6amMu” Ta UMKAL NEM3ANIB 3-HAX
AnpiaTuky # 6aIKaHCBKHX KPaiH — HaAHXaHi HKHWM JipH3-
Mom.

Is wxonn imnpecionismy Kpakischkoi Akamemii Takox
sufwos Ocun Kypraac (1870-1951), ypomkeneus JIssisuu-
nu. Ploro TBOpiCT> OfHave MO3HAueHA DHCAMH peadisMy.
Tsopu O. Kypunaca amn u
MHIHM i wupoio
HO NMONyJNAPHHMH B Hac Gy peniriitni o6pasu O Kypunaca:
»Matu Boxa” Ta ,lcyc Xpucroc” B ykpaiHChKHX omArax, a
TaKoX NOPTpeTH retbMaHa Masenn, I dpanka # iHwi, wo
ix MoxHa 6yn0 noGauutn (B PEMPOAYKUIAX) Madke B KOX-
Hift yKpaiHCBKi# xaTi.

O. Kypunac 6ys i cnisrsopuem ,,cTpieupkoi Jaerenau”
— 3 Toro vuacy, koau npawosas y [pecosiit Ksatupi Y-
paincskux Civosux Crpiabuis. Bin 60 CTBOPHB uMKIb aKBa-
PeNbHHX KAapPTHH N0 CTPiNeubKHX micewb: ,fxas cTpizeus Ha
BiftHoHbKY”, ,,O¥, kasana matn”, ,Bo Biitna siftmor” i T.a.
A BTiM, Tpe6a ckasaTH, WO Le#t MuCTeub GyB MPORYKTHBHAR
B PiSHHX XAHPaX YNpOAOBX JECATKIB POKiB.
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Anrin Manactupcokuit (1878-1969), cyuachuk Kypunaca,
TaKoX BHMyCKHMK Kpakiscekoi Akagewmii. I Bin Takox sGara-
THB Hallle MaJAPCTBO Pi3HMMM KaHpaMu. Buanauui itoro Teo-
pu — ue ,[lloprper marepi”, ,,Tapac LlleBuenKo”, KapTHHH
Ha TeMi HADOAHIX niceds i TBOPIB 3 KOSALBKOI0 TEMATHKOK.
A. HHU3KY Ao TBOpiB
T. LlleBuenxa Ta siMocTpysaB GaraTo AMTAYMX BMAAHD, OCOG-
JMBO K Ka3oK i Gaitok.

Posecuuiom A. Manactupeskoro 6ys Sipocaas [lerpak
(1878-1916), ypomxeseus Koaomufiuwmus, wo saxikinp Miok-
XHCBKY pHCYHKY i

RoGpe BOJIOAIB nacteielo. A1 Merpaxk sautuwmMe Mo co6i 340
TBOpIB 3 i ioro TBO-
pu — ue .Xpucroc Ha OnusHif rop' nTaiua Beueps”,
wPlopaan”, ,Tyuyau Gina uepksu” i T.i. Bin imoctpysas
»Tapaca Byas6y” M. [oroas, ,3axapa Bepkyta” I ®panxa
Ta iHwi.

Ha nouvatky XX cr. B laauuuui sabaucrina tanaurom
OBMHOKA HAWA HaMB3HAuMiuA MHCTKMHA OfeHa Kyabuuib-
Ka (1877-1967), wo Hapomuaacs B Bepewmanax, cnodatky
cTyAitopasa y JIbBOBi, 2 nOTiM saKiuKaa MHCTEUbKO-IPOMHC-
Aosy wikoay B Binsi. lianuku ii Teopuoct — pisHopoi
rpagixa,

eMals, 7 HapoAHe Bona
Bana Ny6AiLi Ta KPHTHILI CBOIM ODHIIHAJLHHM CTHAEM i -
poxum o. p ce6e B Tex-

Y
i 'y, odopry, inTH Ta B aito-
rpaiopi, i ToMy craa cmanopueu MOJEPHOI yKpaiHChKOl
rpn(m(u # Bi 3ok, peua

UIHHHMHK € TaKi ii TBOpH fK ,,Sopa", »3uMa”, ,,3a mope”,
Jlin uykam He6oM”, ,CyuyMbcki R06poBOMLL”, ,MoMOX
Biftuu” # GaraTo ToMy MOAIGHMX. Halua MHCTKHMHA TaKOX
npossuna ceGe B 1nwcrpynuu1 AMTAYHX BHAAHD — XYPHAJIB
[leBitoNOK” 1 ,CoiT ATHHN", KBIOK i GaRloK ,HauHm Hak-
Menuim", | BOHA HAZANA M CBOEDIAHOTO, YKPATHCHKOTO CTH-
o,
Ouxena K;
He TifbKH Ha d7om icropii yxpamcumro MHCTeuTBA.
TanaHOBMTHM # OPHTiHAJbHUM MMCTUEM NpOSBHB cebe
B Tift 106i ypomkeneus IMoaraswusn Ipan Cepepun (1881-
1964), yuenp O. Cractbona # Bunyckuuk Kpakiscbioi Akage-
mii. MocemmBuncs Ha Tyuyabiuuni, CeBepHH CTBODHB HUSKY
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FyUyJbCbKHX THNIB Ta ne#aaxis 3 Kapmat Texuikolo nacreni,
wo iuni A wh-
P! Csoero
»lyuyabwuna” B Iapuxi BiH 3p06HB KOJOCA/bHE BPAXEHHA
Ha (pauuysis, i #oro Busnau ,noeroM CyuyabutHtH".

Hat i i B ik 206i (i ionismy) 6yxo
YHMANO HAWMX MHMCTUIB, a MiX HHMH Gymi H MucTUi eBpo-
neficbkol Mipu. TTix BnaMBOM iMnpecioHiaMy TOAL BXe TRODH-
au-TlerpoJlesuenxo.(1856-1917) # Muxaitxo Trauenko (1860-
1916) — 3sokpema X y RiMAHWI yKpaiHCBKOTO mefisaxy. A
BXe CrpaBAi yHiKazbHe cranosuiLe B mmpcnu safiuss ap-
xirext Bacuas Kp
TANART. Kpim cBoix ocsarie y mimsnui apxl'relﬁypu BiH Ta-
KOX AK Mansp, rpadik, Teatp.
Huht i piremosnit yuenu# 1
CTapoBHHH # snamenuTH# megaror. Bin craopus Garato neft-
saxin, 3okpema apxnrelcrypuux, 3 UYZOBHM MOEXHAHHAM ap-

"YPHH. 06 TBOpH B.
Kp BiAUYTTAM pi
ﬂ HACTPOIO — Bl’l!pl 3 uaﬁcrepﬂom TEXHIKOK mkmmmn
Xou y #oro Toopax i Bimmsepkaneni Bei cTHai % emoxu yk-
PaiHCLKOrO MANAPCTBA, TO BCE XX TAKH B nmcyuky #ioro

p BHpaZHO y ‘muctus. B.
Kpi # GyB TaKom yKpa-
THCLKOT KHMFM Ta CTBTBOPLEM MOXEPHOI YKPSIHCHKOI rpa-
hixn.

Hackpisp camoGyThiM un:mpeu Ri BHABHBCA Tetpo

(1875-1930), TloniTexHixH,
WO AO MHCTEUbKHX BEPUIMH mmuon CaMOTYXKH, 60 X BiH
YUHBCA TiNbKH Ha BewipHix Kypcax Mucreupkoi wkonn M.
Mypaluka, NHALHO CTYAIIOBAB MHCTEUbKi TBOPH HA BHCTaB-
Kax i HeBMHHHO NpauIoBaB Haj co6ol. BiH caMOTYKkH BuB-
uas crapy ikoHorpadito # 36arnys He TifbKu T TEXHIKY TeM-
NepH Ta rpyHTY, ajJe # MOCAYXCHBCS HElO y TBOPEHHI KapTHH
wJliBunna 38 nasow”, ,IMoxin Irops wa IMoxoBuiB” Ta iHMMX,
a 3rooM — y TBOPEHHi HemepeBepuIEHHX, MisHille Hespis-
naHux ikoH (y JIeeopi). Bin HamamoBas Hu3Ky imocrpauift
mo TBopis T. Illesuenka (,Karepuna”, ,Hakmuuxa”, ,Yep-
Heup”), wo o 6ym #oro TBO-
pawn.

M

o Gy
(Kpnukoncsxun 1875 -1919) — nunycknm( l'lerepGypahKox
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Axkagewii, B axift Bin Gys ymoOaerum yusem I. Penuna. Yxe
Tomi, KoMu Bit 6y CTyXeHTOM, foro ycnixu GyaH Taki Ko-
JocanbHi, Wo Bixe mepiuy #oro npauto (,[Toprper miBumuu")
npun6as cobi Myse#t AkameMil, a 32 CBOK KOHKYPCOBY KOM-
nosuuito ,TToxopon xowosoro” BiH 6ys BifsHaueHu# nep-
WOI0 HATOPOROI ft OTPUMAB CTHMEHAII LM MOTIHOMEHHA
¢BOiX cTyaift sa xopmorom. V Tlapuxi # Mionxeni O. My-
pawKo WiMKOM BH3BOMMBCH BiL BrumMBis peaxismy Iletep-
6ypabkoi Auaneun i fioro TeOpH 3 1902-1903 pp. (,,Ha By-
smusx Tapuxy”, [Mapnsvke xade” # in.) Gyan BHpasHO
iMnpecionictnuni. Ploro xaptuua ,Kapycens”, sixy sin Bucra-
BHB HA mmuapomﬁﬂ Bucrasui 8 Mionxeni 1909 p., 6vra Bu-
pisHena Mix THCAYAMH TBOpiB HafiBMAaTHIWMX MUCTUiB, i TO-
ni sa Hel Bin 6yB Haropomkenuft somototo Memarnero. Csol
TBOPH BiH BUCTABAAB y HAafNOBAXHIIIMX Ta’epifx CTONHLDL
Esponu. Kanitaaswumu e fioro Teopu ¥ wemimo”, . Tuxe
rope”, ..Censnceka poxuna”, ,Xinka 3 keitamu” i T.m. Ko-
an B Kuesi Yipal i

(1917 p.), O Mypawka sanpocuau, sk moocecooa. Ha Ka-
Tepy CTaHKOBOTO MAMAPCTBA, i BiH: MOBHiCTIO mDUCBA-
B ce6e npaui B Axamemil. IMicas waisny Gombureswxin Ha
Kuls Bi 3aruHyB BiI Kyai MOCKOBCHKO-GOMhUIEBHUBKOrO
ckpuToBGURHHKE (14 uepers 1919 p.).

Mafictpom ykpainchkoro nefiaaxy 6ve Mukoxa Bvpauex
(1871-1942), wo Ha6ve mucTeusky ocsitv B Koakoni A Tla-
DWXi Ta ynockowamosas cBift Tanant v Bimwi. Himeuuuni f
Tranii. Ploro mefsaxi (.Pawox ma Iuinpi”, ..Pese Ta cTorne
Ininp wupoku#” i T.0.) BiZ3HAYAIOTECA TOHKOIO KVALTVPOIO
# WATXETHUM KONBOPHTOM.

Busnaunnm Manspem i rpasepom 6yB dotikt Kpacuubkuh
(1873-1944), neGix T. Lllepuenka. Ploro kapruwm . TicTs 3 3a-
nopmoxﬂ" noprpern T. Ulesuenka, I. ®panka, JI. Yrpainku,
M. ‘0 Gyau myxe

Ommn 3 HaflBHIATHIWMX HAWHX ManxApis nouwatky XX
cr. 6y ®exip Kpuuescekui (1879-1947), Gpar craseTHoro
Bacuas. Cnioatky Bin cTyxiosas y Mocksi, a notim y maft-
ctepusax I Penuna #t ®. Py6o B [erepGypsbkift Axamemii
(1903-1910 pp.) i Tam 3a KoHKypcosi kapTuuu ,Hapeuena”
# ,,Onaxysanna Xpucra” GyB BifsHAueHWA: OTPHMAB 30J0-
Ty MEAANO # CTUNEHAiI0 HA MOI3AKY 32 KOPAOH. OrasHyBuHM
mysei i ranepii Esponu, ®. Kpuuescbkuit Bupo6us co6i csiit
CTHD, HOBY #MOBY” 8
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yictio XVII cr. BumoBHUM A0KA30M UBOTO Gyau HOTO TBOPH
»Tpu Biku”, ,[Toprper Jligii Crapuuskoi”, ,ABTonoprper”,
WwIiTHil Kpaesun”, ,,Crapuit mict y ®avopenuii” i T.4., 8 0c06-
JHBHM T, Ta mekopa-
THBHICTIO.

(Mpo #ioro TBOpHicTs y A06i GoAbweBHUBKOI OKymauii,
a TaKoX npo #oro GAMCKyuy Mejaroriyny RisabHicTb, Gyme
MOBa HHX(Ye).

Uumano UiHHOWIB y Halwe MuCTeutBO siaank Bikrop
Macaanukis (1877-1944) — ,,noer” yxpaincskoro neitsaxy
i Muxaiao )ny (1853 -1964) — aBTOp HHM3KM MopTpeTis
NUCLMEHHHKIB, AifYiB KyAbTypH # aBTop Kommosuuii ,,CMy-
TOK”. A MOpYY HMX — SHAMeHHTHH pHCyBaJdbHHK Ian Ky-
neus, puropift Ceitmuupkuit, Isan Bypawox Ta iHwi, wo
BUCTABJIAIU CBOT TBOPH IO 1914 p. & Gyan unenamu Tosa-
pucrpa Kuis fKe i RO peso-
mowit (1917 poky).

XI. AOBA YKPATHCbKO1 NEPYABHOCTU
" AKAIEMISI MUCTELITB ¥ KUEBI

y vacax 8maranb it o
napony # i 1l ne Gyno
MPHTOXHX YMOBHH IS TBOPHOCTH HALIHX MHCTLIB, a 30Kpe-
Ma YMOBHH I TBOPHOCTH B JaHUi apXiTeKTypu # CKyabn-
Typu. Tpasaa, ypsx YHP 3acuysas y Kuesi (1918 p.) Apxi-
TeKTypHuA [HCTHTYT, Ta, Ha XKaxb, BiH He Mir MPAKTHYHO MPO-
ABHTH ceGe, ¥ RiNAHI CKYALNTYPH MOCTAB TiMlbKH NMaM’ATHHK
T. Wesuenxoni B Pomuax, npoexty 1. Kasanepinse. Yxe kpa-
uumMu GyM YMOBHHH LM MAXADiB, 4 HAAKPAUMMH LIS TPa-
ikis. 3Hamennolo B ictopil Haworo Mmcreursa Gyna oaxHa
noxin: sacHysanus Axamemii Mucreurs y Kuesi (8 aucrona-
&i 1918 p.). ¥ cknan i npodecopis ysiftwim wawi Tomiumal
nuc‘ml' B. Kpuvescbknﬂ (apxl'rerrypa. Zmexopauia fi Hapox-

M

Boﬁuyx (c-rlﬂonuc l MOSI(I(I), M. Xyx (noprper), M. Bypa-
vek Ta A. Manesuy (mefisax), IO anﬁw (rpadika) Ta T.
1. (ictopia pom Akanemii Gys
cnepury B. Kp: #, sromom ®. Kp %, BKIRUD
10. Hap6yr. Hnuu Axanemis Mucreurs crosna Ha pisui To-
Riwnix Hatkpawux eponeficbkux akaneMif. 3okpeMa Ha BH-
coxomy pisui 6y ctynii rpadiky, mo pospocancs ax y TP
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simmimt. Tomi Takox noctano ToOBAapHCTBO YKPATHCHKMX
Mucruis i disuis Mucreursa, 1o BAAWITYBANO HH3KY PETPO-
CMEKTHBHHX BHCTABOK.

B. KprueBchbku#t TBOPHB y RinAHWI XeKOpaTHBHOI rpadi-
KH. 30KpeMa BiH BHKOHaB MPOEKTH TpoOLlefl, MOWITOBHX Ma-
POK i aKLMSHUX AepXaBHHX Nanepip. Bin TaKox yROCKOHa-
aus dopmy rep6a Ykpainu (Ha ocHOBi Tpr3yGa Bomomumupa
Beankoro) Ta 0OPMHB HHSKY BHAAHb y MOXEPHOMY CTHJI.

¥ no6i Ykpaincekoi Haponusoi Pecny6xixu (YHP) sa-
6Gaucris MoryTHiM Tanantom IOpit HapGyr (1886-1920) —
redisabauft rpadix i TBopemb HOBOI €NOXW B YKPATACBHKif
rpadiui. }0. Hap6yr — ramazok cTapoi K03aubKol pOXHAH
3 Hap6yrisku Ha UYepnirisuwuni — cryxitopas rpadixy B maft-
crepusx €. Jlancepe, K. Comora, O. Benya # 3sanuosoi B
Terep6ypai, aani — B Pepixa & Bixi6ina, a Bix 1909 p. B
Aw6e # Tonowri 8 Mionxeri. ¥ IMetep6ypsi Bin opopMHB HH3-
Ky Hafinosaxuiwnx sumans. }0. Hap6yra Buanamu wafaero-
pu're‘rmumu rpa:pmon c-ro:mui A xom Tpe6a 6yno odopmu-
™ Ha ifi BHCTaBLI npyxap»
crea B Jlafinuiry, To ue 3aBpanns mopyunmn (1914 p.) 10.
Hap6yrosi.

Koxu nocrana Yxpainceka Llewtpanvha Paga B Kuesi,
To Bxe B Gepesui 1917 p. 0. Hap6yr nepeixas no Kuesa
# BimnaB cBift TanaHT Ha MOCAYTH Hawift Moyomif Mepxasi.
Bin KHHYBCR B BHp TBOPHOTO XHTTA i CTaB Aywelo Mafxe
Beix Mucreupkux mounsis, 10. Hap6yr Gys RismsAuM y pis-
HWX KOMiCifiX: IS OGTOBOpEHHS CMpaBH AePXABHOTO Trepba,
CXBaJleHHs MPOEKTIB rpouwedt i xepxaBHUX namepis, poaras-
Ry MPOEKTiB Mam’siTHUKiB, sokpema  — T. IlleBuenkosi, a
BKe HaRGinbwe iHBeHNIT BKIaKaB BiH B Opranisauiio fi mpawo
Axagenii Mucreurs. Lli tpu poxn (1917-1920) 6yru mas 10.
Hap6yra HaA6inew NpOAYKTHBHUMH, BOHHW MpocTo Gymu fio-
ro tpiymbom. OdopmuBwm pisni BHmaHHA OGKIAXHWHKAMH,

inni Ta i i Bin
Rajas Rawift KAW3i MOXEPHY, a pasoM s THM | CyTO yKpaiH-
cbKy opmy. Bin craB Takox pedopMaTOPOM YKpaiHCHKOrO
wpHTY, WO CTaB BiAOMHM RIK ,HapGyTiBKa”.

Bepxig’'am rpadiunux pocarnens Hap6yra e f#toro ,yk-
painceka a6eTka” A TBOPH MeMopianbHOT rpadikn: rpamoTH,
JAMMNOMH, CBIAOUTBA i T.M. Ta MPOEKTH YKPATHCHKHX rpousef
(xap6oBanuis i rpueens) & yKpAIHCBKMX MOUITOBHX MapoK.
Lli mpoekTy, 110 BiA3HAYAIOTHCA CBOEK KOMMOSHILIEW # TeX-
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RIYHOIO i uinHi cBOIM i cTUAEM, OC-
HOBAHHM HA MOTHBAX KO3aUbKOTO 6apokko. Lle MucTenuwki
WeAEBPH, WO MOXYTb BHAEPXATH KOHKYPEHLIO 3 TBOPAMH
csiroux rpadikis.

10. Hap6yT 3amune no co6i Ayke 6arato MoCKiROBHH-
KiB Ta enirowis, a foro TBOpUMA TeHifi MiX yKpaiHCBKHMU
MHUCTUSMH HENPEMOXXHO NPOMEHI0E # Joci.

Han npoexramu Hawwx rpouwsedt i AepxaBHHX nanepis
YHP rakox mpautosami I. Mosaxescoku#t (Wap. 1890 p.),
yuens FO. Hap6yta M. Kuprapceku# (1893-1941) Tta psan in-
wux. s no6a Gyna myxe KopoTka, 3aTe X Gyna BOHA CBiTAA.
Bowa mokasana, wmo ykpauceki muctui B aTMocdepi cpoel
JHepXAaBHOCTH T4 TOBHOI CBOGOAW MHCTELBKOI TBOPYOCTH
CNPOMOXHi NOCATHYTH BEPLIHH.

XII. MDK JIBOMA CBITOBUMH BIMTHAMH

Tlicns TMporpanux BHSBOJNBHMX 3MAraHb, TO6TO micas
ynaaxy YXnall!Cbl(Ol Haponuboi PECI’(VGmKH. Yknnma Gyna
ue nosHuf
ynuok prlmeKol‘O MHCTeuTsa. npu're Tak He cranocs, 60
JesKi Hawi MUCTUI Saxuulanm caMOGYTHICTs pimHOro MHCTeU-
TBa MIEPER HACTYNOM MOCKOBCHKO-GOMBUIEBHULKHX OKVMaH-
TiB y i WY ift P it CouiaicTuuni
. Tawi Ha i, i 3emal,
wo Gy nhx MOABCLKOIO 3afiMaHUMHOI0. 1w {Hni — Ha emi-
rpauilo B Yexo-Cnosauunny, Ascrpito, Himewunny, ®panuiio
# inwi xpaimm.
Y 1919-1939 pp. ykpaincbke MHCTEUbKE HTTS 30Cepe-
JKYBanOCA roA0BHO y JIbBOBI.
¥ 1922 p. y JIssoBi nocras yprok Hisuis Yipaincekoro
Mucreursa, wo o6’ennysan Hawwux mucruis Famuunnu 3 Hag-
HIMPAHUAMH-MHCTUAMK Beaukoro dopmaty, ak: T1. Xoxon-
wuft, C. Tumowenko, B. Kpwxariscoku#t Ta inmwi. TJIYM snaw-
TYBaB KiMbka BHCTABOK V JIbBOBI, 110 BHKAHKATM BeaHKe 3a-
UiKaBIEHHA B MAANAYIB i KPUTHKIB.
Apxitextypa Ha saximuix semasx Ykpaiwu nposBuAACcA
ROCHTb c1a6o — wepe3 Hempuroxi vuoumm noxiruuroro #
0 0. BHKOHAB 1B
an60MH TIDOEKTIB: ,.Bmﬁynous cena” # ,):lepeu AHI UEPKBU
Tamaunnn XVI-XIX croa”, Pomar Tpuuait (hap. 1887 n.) Ta
€sren Haripmuft BuKOHamH WH3Ky mpoekTie uepkos v Tami-
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uuHi, 3 mpexpacHum BinuyrTAmM crunis. Ceprifi THMOWEHKO
(1878-1950), apxiTekt BeAMKOI MipH, BHKOHaB PAX MPOEKTiB
uepkos y Jlsosi (Krenapis, Jlesaumiska), B IlporoGuui,
Jlyusky i 7.8 Kanitaaeuuh npoext C. TuMowenka — ue ge-
B'ATHGaHHA uepkea BusBoaeHHs YKpuum Ha 2500 BiPHHX, WO

Mana ﬁy'm B Y Vi ift ﬂepmam
C. Ti 6yB TaKoX 'yp!

Y 1 Axanewmii B I i Toi ulmuma fio-
i Gyt is. Bin 1946 p.

ro mp: Py
BiH nposBaAB ceGe Ha emirpauil B AmepHui.

TpoexTu uepkos C. THMOLLEHKA OCHOBARi MepefyciM Ha
MypOBaHifi apXiTeKTypi K03aUBKOrO GAPOKKO.

¥V Tift m06i sckpaBo nposus ce6e Boxomumup Ciumn-
cekuit (1894-1962), s apxirekt, rpadik i HaykoBeub-MuC-
TeutBosHaBeub. Bin Hapoausca B Kam'anui na Moxinai B cim't
npotoepes Oxuma — Haworo Bimomoro icropuka # apxeo-
aora. ¥ 1912-1917 pp. Bin cryzioosas 8 THcTHTYT uMBiMBEHMX
imxenepis y [erepGypsi, a cBoto oceity samepuus y IMpass-
KOMy yHiBepCHTeT.

3a uacis YHP Bin kepysas Byniseasuum simninom Ha
Moginai & 6paB MinbHY yyacTh y sacHyBaHHi ApXiTeKTYpHO-
ro Inctutyty B Kuesi. Ha saxinnix semasx Yipainu B. Ciunn-
CbKHAt LIMPOKO NPOABHB Ce6e TAKWMW TIPOEKTAMH: NeKBH-
nam'stauka M. Iawkesuuesi 8 TTiamcci, uepken dynnauii
M. Tepaeuskoro, aepen'sHol uepksn B Komaprnkax Ha Boft-
KiBWMAI, 8 30KkpeMa — MaHACTHPCHKOT uepkeu CB. Jlyxa B
Mauxaftxisui ra Mpawiswpni — Ha 2000 BipHUX, AKa CBOIMH
posmipamn nepesuutye xareapy Cs. IOpa y JIvsoBi. ¥V wuift
Gynieai B. CiunHcokufi SymiB HaB'SaTH HWTKY Tpamuuil is
crapokumKow xo6ow 11-13 crer. 1 ctBopus Moxepuy 6y-
KiBMIO, NPHHOPOBJNEHY HO CYYAacCHUX BHMOT.

v I‘amuuul n Ha Bosuni Tozi npossrau ceGe apXiTeXTH

Jle JI TT Aptem Kopnift-
uyK, Jles Macnos Ta in.
OY HaWa CKYALNTYPA, 8 30KpeMa cKyaBI-

Typa, Ha saximmix semaax Yxpaiwu, sk i Ha emirpauii, wmp-
we He pUABHAA ceCe, TO BCe K TAKH BOHA CBOEI BHCOKOIO
SKICTIO Jana BeMMKUR BKAaX y CkapGHULIO HAWOTO MUCTel-
TBa. ¥ 30-MX poKax moyamM TPOSBASTH ceGe BXe MONOM
rananTh, a Mix mamu 7 Annpift Kosepko (1894-1967), vpo-
Mxeneub JbBismHEy. Bin cnouaTky suMBcs B wkoa MHCTEN-
TBa O. HosakiBckkoro, a aromoM 3aximuue Mucreusko-TTpo-
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MHCAOBY wKOAY y JIbBOBI T2 BUABMBCA FOJOBHO AK MafcTep
Ppiab6u B mepesi. ¥ 30-ux pokax BiH BMpPisb6HB iKOHOCTAC AAA
Kanauui Ypaincekoi Borocmoseskoi Akamemil y JIbposi, a
ue, Bnapi s ikoramu [1. XolomHOTO, HaNo UyKOBY CHHTeSy
y!(plmr:bxoro MHCTEUTBA. Hasn UEpKOB y l‘a:muum A. Ko-
BEpKO 6up HH3KY i Ta KMBOTIB
BHCOKOI MaficTeproCTH. Sk MowymenTanict, A. Kosepko npo-
ABHB ce6e B NaM’ATHHKAX MUTPOMOXHTOBi Anapeesi, I. dpan-
Kosi #i T. llleueHkoBi, a B KamepHifi cKyabnTYpi — oirypa-
mu Cs, [Opist # Cs. Medonin ta 6'tocramu M. Boposoro, 1.
Tpywa # iH.

y Sovux PPy Hawift CKyABNTYPi MOABUJACS Hemepeciuy-
Ha — Ceprit (1899-1964),
YPOIKEHeUb rlmrruaumuu, wo sakimuue Kpakiscbky Akage-
Milo 3 8-Ma Haropoxamu # morauGmosas ceoi cryxii B Ia-
puxd. Yoke 1929 p. BiH CT2B BIIOMHM 5K GBTOp MaM'ATHHKA
ykpaincekum Bosikam B JlomG'10, a B 1931 p. — sk asTop
MpoeKTy nam’aTHWKa moxaArmam mim Basapom. Ocisum y
y JIbBoBi, C. JINTBHHEHKO iHTEHCHBHO DO3TOPHYB CBOIO TBOP-
ay npamo. | SOKpEMa BiflsHAWHBCA AK BTOD nam'aThua I

usunTapi. (Bi, #ioro
amﬁynocﬁ 1933 p) Bin soﬁpaaus [IMRaMiuRy nocrats Ka-
MeHspa Ha T K I

®panka.

Y 1936-1939 pp. JIMTBHHEHKO CTBOPHB HH3KY NMAM’ATHH-
KiB: NONATAUM pralHCbkuM BOAKAM Y Pam Pycekitt ra B flso-
PpoBi, Mu Aunpeesi (nns F Myseio
y JibBoBi), Bomomumuposi Beamkomy (mns xu-r:xpu Cs.
10pa), aprucrosi M. Bennanesi B Koxomui, noetosi B. Ia-
40BCLKOMY Y JIbBOBi. BiH TaKoX CTBODHB HH3KY CHMBOJNIYHHX
Knunoauuln AKk: ,Ynepex”, ,3pus”, ,Kpux”, ,TIpoGymxen-
A", Ta Tl HKyai” i nn.

3 ﬁoro 6'1ocTin i i T s »
a sokpema # ,,Masenn" mo 8 1930 p. Gyn Ha BHCTaBUi
8 Twolabpi (8 Mapmni) i 6y Buanawu# 3a Hahwpawuh Teip.
Tuopu C. JluTBMHEHKA MOSHAYeRi ekcnpeciel # CHHTe-
THUHICTIO. UyXHHeUbKa K kpnrmu BinuiTiaa, wo foro Taop-
wicTs a it Ta NpAMYye
RO HEOKMACHUHOT uonyuemumuocﬂx"
Tlpo fioro mambwmA TBOpUMA WAAX GYAYTH TYT STafKH
B iHWHX poagimax.
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Llimsn# BrAaf y Hawy cKyasnTypy Aana Oxcaua JIaty-
puHcbka (1902-1970), wo Hapoaunaca Ha Bowmui # cTymiro-
Baza CKyaBNTYpY B Yxpaincski#t Masctnunisn Cryaii 8 TMpasi,
a srofioM 3akituuaa Bucoky Lkony INpukraguoro Mucren-
'raa 3am TIPOeKTAMH nobynoaaun HHU3KY Mam’ATHHKIB — €.

B P, , npod. K B Ombura-
nax, ,IToasrmum” y TMapay6uusx ta A. XKusoTkosi B Aua-
en6ypsi. Bona CTBOPHIA HH3KY OPHTIHAJNLHO CTHJI3OBAHMX
6'10cTiB, aKTiB i JKAHPOBHX CTATyeTOK, a TAKOX 6araTo Ha-
POMHIX OpHAMeHTiB Ta MOTHBiB ;19 Myseio BBY s IMpasi.
Ha sxanb, yci BonH Ge3CaiAHO Mponaju Mix yac 2-01 cBiTOBOT
Biimu. ¥ Kpakosi BOHa TBOpMZa B HinAHWi penxiriiiwux Ga-
penepis (,Manonua”, ,Matu”), B 6'tocrax ,,Onera Kobu-
asucbka”, ,Jlecn Ykpaiuka”, ,Harazia Minnmissa” — 1896-
1942)

¥ Tpasi nposeus ceGe K. Craxoscbkuit — sHaMeHuTHHA
animanict (,Hocorip”, ,,Opientamuutt 6ux”); y Bepaini —
®enip Eveus (wap. 1894 p.), wo Gmuckyue sakiwuns Bep-
nincbKy Axagemino i  crovarky Gya ACHCTEHTOM, a SrOMOM
y BimmBax y 6pon-
3i# xapBynal-mi. Ploro TeopH ,,Matn”, ,,OTamaH npu ckoHi”,
nTaneus”, ,Kynias” i 7.4 noskaueni rotukowo #i HaraayioTs
€06010 CTHMb CKYMLNTYPH KOGU apxaisMy.

3a Toro uacy B Hac HafGyiHiwe BHABIANOCH ManAPCTBO,
oco&muo K y Jlbsosl. A wah6inswe supiammsca Tomi O.
H — Ynponosx
TOrO mepiofly BiH 36araTHe Hawe MHCTeNUTBO MOHAX 70 TBO-
PaMH, sokpema KOMNO3HUIRHKHMH nap'rpe'rnmf, ak: ,,Onex-
cangep JMuTpO C: ",
wfipocnas Mynpu#”, ,,ﬂpowan Ocmomuca”. A BXE Ha Bep-
WHHAX BiH CTORB AK 4BTOp TBOPiB ,JIsBinka” # , JloBGyw".
Bonu MOTYTHLOIO ielo Ta Heme-

. Crent
sacayroto O. Hosakiscbkoro e To#t dakr, 10 BiH KiMbkanam-
AT poxis (ax mo cueptn — 1935) p.) mis wkomy Muc-
TeuTBa, i BUNYCTMB MOHAR ABA AECATKM TANaHOBMTHX YWHiB,
wo GimbwicTio aacaymuam cobi cray fi 3afHANM TOBaMHE

B

¥ pexnirifthiomy Mansipcersi oco6mueo BHpiskuBca [Metpo
XomonHu#, — SOKpEMa CBOIMM CJIaBETHHMH BiTPaXKaMu AJA
Yenencekol (Bosockkoi) uepkeu y Jiseosi (,,Cs. Bononumup
Bemukunt”, ,Toxposa Boxoi Marepi”, ,ITouechi HoGpoxil
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Lepxsn”, — i3 is Ta

BeabMox XVII-XVIII c1.). Bi TaKoX CTBOPHB LUHMKJb KOMINO-
suuiit y moaixpomii TpboxcBaTHTexbCHKOI Kamauui (,Xpec-
wmit wasx Icyca Xpucra”). ¥ noaixpowmii kananui Borocios-
cokoi AxageMii y JIbBOBI BiH CTBOpHB JilicHi uieaeBpH.
BiH CTBOPUB TAKOX HH3KY iCTOPHYHHX KADTHH, TMOPTPETiB Ta
rpagiunkx TBOPiB, — 30KpeMa A O(POPMIEHHA HAWO] KHH-
H

Y UuepKOBHOMY ManspCTBi TOMI ACKPAaBO NPOABHB cebe
Muxaitno Ocinuyx (1890- l969), wo Cllel(mmsynncn B MO-
Axaneuu Bin yc-

niwmo
CTHMIO B LEPKOBHiA Moaixpomii, i B 1927-1939 Pp- po:mumr
ByBaB LepKBx B [anuumHi # HamamosaB 6arato iKOH AAA iKO-
nocracis. Ctiap Ocinuyka 0co6aHMBO BiAsepKamoloTs ,,Cna-
cutenn” i ,,Boxa Matu” (Ogiritpin), a B AepeBOpHTHIR Tex-
Hini — ,,CB. €bcraxiit-noseus”, ,,C. IOpif” Ta iHwi.

Lleit MHCTeLb NPOROBXKYBAB CBOK TBOPYICTh TAKOXK i HA
emirpauii B 3CA Ta B Kanaai.

BupatHum uunyucxramcrou BuaBnBCA [lam'an TOpHAT-
KeBHy (map. 1892 p.), wo, inuuBlM KpakiBceky Akame-
Milo, norau6mosap cBoi cTyaii B Mionxeni # Jpesaeni. Bin
TAKOX CTYAilOBaB iCTOPil0 MHCTEUTBA.

J1. TopHATKEBHY PO3MaMoBaB KiJbka uepkos y lamuuu-
ui (o Yruosi, Hactacosi, Hemnponi i T.1), i B Hux Bin uy-
[OBO 3aCTOCYBAB B OPHAMEHTHLi HADOAHI MOTHBH.

Tpe6a nizkpecauty Toi daxt, wo . FopHATKeBHY — Ue
'rommﬂ 3HaBelb CTANIB.

LepKOBHOMY MaafApcTBi Manuunun nposnsus ceGe FOxian
Eylmanmu (1885-1967), 110 30KpeMa Bi3HAUHBCA PO3MANIO-
BaHHAM UepKBM 00. Bacuuian y JKOBKBi — 3 npuTaMaHHUM
#tomy cruzem. [lambwuit BUAB ROrO TBOPYOCTH NMPHUNafae Ha
Kanapny, xyau BiH 3rofoM nepeceauscs.

TaNaHOBHTHM MMCTUEM BHsBHBCA Muioxa Amacrasies-
cbkuit (1891-1974), ypomxeneup Tamuuskoro [Momimns, wo
sakinunB IpakiBcbky AkameMito Ta IHCTHTYT pyunux poGit
y Bapwasi. Opurinanbhi ioro teopu (,,[disunna”, ,Wkoxns-
puxK”, ,,CrioMun” i T.I.) B OCHOBi peaJicTHuHi 3 iMnpecionic-
THYHOIO 3aKPacKO10. TAKOX TANAHOBUTHM MHCTUeM GyB HOuxi
an Kpatikiscbkuit (1892-1975), wo sakinuus Axagemiro Muc-
Teurs y Bimui # BiZ3HauMBCA AK ABTOD HHIKM TBOPIB, a Hai-
Bu3Hauniwi 3 Hux — ue ,[lacryxu npu sarpi”, ,Moxia Ha-
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uit”, ,Moxix Bormana Xmeapuuupkoro”, , Kapnarcoka Yxpa-
ina”, moprper B. Credpanuka Ta UMKJb inmocTpauift ao noemu
T. Lllesuenka ,lafinamaku”.

10. Kpaﬁxinchxuﬁ CTBOPHD TAaKOX HH3KY KapTHH Ha CKH-
TanbuikHi Ta B Kanagi, ae sin i nomep.

TBOpYO nposiBuna ceGe # rpyna uieHis KonHwHboi Ipe-
cosoi Ksatupn YCC. Hattcrapump 3 mux — O. Kypuaac.
Bin HamamoBaB UiHHi KapTHHH 3 [yuyabluud, AK: ,Cyuyas-
cbka napa”, ,Cynyaxa va Tai rip”, ,Tanui”, ,Ha Tynyasum-
®i” i .M., @ TAaKOX UMKAb MeH3axis, KPiM UbOro BiH 36ara-
THB IMOCTPALIAMK HAWI AMTAY] BUAGHHA.

Ocun Copoxreit (1889-1941) cTBOPHB HH3Ky MOPTpeTiB,
ne#saxis i HaTiopmopris. llle B Mpecsoiti Ksatupi YCC Co-
poxTeit imoctpysas Bumanus YCC ,,CaMOXOTHHK”, a misHiwe
— crpineuvkuit enoc-wapi ,[puroan Llanku- Cuoponam
A. Jlotoupkoro. 3okpema BiH 3acayxuB co6i claBy 3HaMe-
HUTHMH KapHKATYpaMH.

Isan IaHeun (1893-1945) imoctpysas crpifeuski michi
(,Teit Buano ceno...”, ,HokTioph” i T.1.), B 1920-1927 pp.
cryniloBas B Yxpaincokift Iasctuunift Cryaii B INpasi. Bin
GyB 3HAMEHHTHM DHCYBaNbHHKOM TylleM, i CTBOPHB LWKIb
6aTaliCTHUHHX PHCYHKIB HA TeMH Hawnx BussombHMX 3ua-
raub, Hafininniwi 3 wux — ,Kinwora YTA 8 moxoai Ha Oge-
cy”, ,Aptuaepia” i ,[Toxix Irops”, a 3 XaHPOBHX TBOPiB —
»Mounots6a”, ,,Ha noxi”, ,,3a nayrom”, ¥ xati” Ta iHwi.

Jlep T'en (1896-1971), oOAWH 3 HaAMONOAWHMX HJeHB
Mpecosoi Keatupu YCC, uymoso simoctpysas , AHTOMOTiIO
CTpiMenskol TBOPYOCTH” TA LUMKIB JHCTIBOK HA TEMM XKAXiT-
T4 BiflHK, WO HAragyBanM COGOK Tpariusi apxuTBOpH ®.
Totis. Tican sifinu Bin sakinuus Kpaxiscoky Axazemio, i BH-
ABHBCA BeAWKMM MaHCTPOM pHCyHKy. Bin npauwosas Takox
y pisHuX posax Texiku rpasepcTsa. TsopH I'eua mosHauewi
CHMBOJI3MOM i MiCTHUH3MOM.

Mo Hpyrid ceitosif Bifiki Bi# 6ys npocdecopom Akame-
wmil Mucreurs y Kpaxosi, i Tam Bix nomep.

Besuki niHHOL B CKapGHWLIO HAUIOrO MHCTEUTBA BKJA-
 ToAi # mawi muctkumi. [Topyw Oxenn Kyabuuupkoi, sika
TBOpYO GyNa HaRGinbul MPOAYKTHBHOM, OCOGNHBY yBary Ha
ceGe 3BepHyaa CBOel0 TBOpuicTio flpocasa Mysmka (1896-
1973) — cneunianictka B BisaHTificeki# TexHiui. Bowa cryxi-
108ana BisaHTilicbKy ikoHorpadilo # pecraspauiio B npod.
1. Tpa6aps 8 Mocksi, a Bix 1935 p. — B IMapuxi nix Kepmoio
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caasioro Ape JIboTa. LlA MHCTKHHA BMDOGMJIA CBOK0O MHC-
TelpKy MOBY FOJIOBHO HA OCHOBI CTapuX iKOHOrpadiuuux Tpa-
Zuui#t. Bona nposisuaa ceGe B Pi3HOCTi TeXHiKu B OMil, TeM-
mepi, rsauli, nacteJi, B MaJIOBaHHI HA CKJi, B eMaJi, 6aTuKy,
B THCHEHH| HA LIKipi, B MPOEKTaX KMAMMib, & HABITH y Kap-
GyBanHi Ha MeTali. BUCOKOAKICHHMH, SOKpeMa, € Taki ii TBO-
pu: ,Kuaruus Oabra”, ,Amnna flpocxasna”, ,Tyuya s momb-
Ko10” i T4 3 Mo3saiku 0co6auBO BHpisHAETHCA 1i ,3ycTpiy
Job6ywa 3 [3sinkoio”, a 3 emani — ,,Hapoani nosip’a”.

C (map. 1895 p.)
3106yna MHCTELBKY ocun-y 8 I1. Xosomuoro Ta B I'Iapmx.
1i ctums Ha . Uinni i
TBopH ,Kanrunn SpocaasHa”, ,GoHKapisHa”, ,[licka mpo
vaitky”, ,,Cupenn”, ,,Caxemes”, ,,0610ra 3amMKy m06oBK”, a
3 rpagiku ,Xia Boropoauui no mykam”. C. Onbwancbka —
e CYTO yKDAiHChKa MHCTKHHA.

ARinauui emani 4itko BupisHANaca Mapia [loAbHuLbKE-
HexGans (1895-1974). Bowa Hapomunacs y Jlssosi, a sce
CBOE JWHTTA nponum B Bmm M. I.'lonumubxa CTyAiloBana
B LK M KO} 7 pokis
i ia P . Boﬂa cnoyatky npa-
WoBala B NOPTPETHCTHUI aKBapeneld # nacTenelo, a Bif
1925 p. NPHUCBATHAACA BHKMIOUHO eMati. OCHOBHO NPOCTYyAil0-
BaBUIM Pi3Hi POAM TEXHiKH eMali — BiA CTapOBHHHOrO Erun-
Ty, MOYEpes TPHMINLCLKY # IPEKO-PHMCBKY KYALTYPY, aX A0
CTAapOKHANKOI YKPATHCHKOT KyasTypH, M. JoabHHUBKA Aifiwaa
RO BCPLIHH MaHCTEPHOCTH i HaBiTh 3pOGHIA HH3KY BHHAXO-
RiB y TexHiUi BUKOHAHHA eMaabOBUX TBOpiB. TBOopH M. Jloab-
HHUBKOI — HA XPHUCTHAHCBKI TeMM (,,Mamomna”, ,loxposa”,
CLEHH 3 JKHTTA XPHCTa), 3 AHTHYHOT MITOZOTII Ta Ha ryuyab-
CbKi TEMH — MalOTh OCOGAHBE MHCTELSKE SHAYEHHR He Tilb-

K B ane # MucTel-
T8i. ToMy To TBOpuicTs M. [lOMbHHULKOI — Ue ABHWE yHi-
KabHe.

¥ uiit xe n06i A0 GyAHOro po3BHUTKY AifuIa yKpaiHCbKa
rpacika, wo ii kopudesmu Gynn Muxona Byrosuu i IMasao
KoexyH, o6uasa — crapwunu apmii YHP.

Mukosa ByTtosuy (1895-1961), Hawamok Ko3aubkoi
BepcTBH, HapoauBcs Ha [MoaraBwuui # BupocTaB Ta opmy-
BaBCA AYXOBO B DiLHMX OKOMHUAX M. Foroas. ¥ meoro Gys
TpHPOMKEHUH ,,FOTOMBCEKMA" FyMOp, i BiH npekpacHo Bu-
KOpHCTaB HOro y CBOiK TBOpYOCT. Mucreupki cTyAil sakin-
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uKB BiH y Buwijit Mucreusko-lpomucaosift wioxi B Ipasi,
a sromoM yuuBcst i B Akazemii Mucreurs, wo 1 sakinuus
1926 p. Morau6mosas Bin cBoi cryAii B Akanemii I'pacdiunoro
Mucreursa B Jlsitnuiry — y caapHoro Titmana. M. Byroeuu
6yB TONi KiNbKaHAAUATL PasiB HATOPOJKEHHA 3a CBOI mpaui.
¥Yxe B pannix o6knanuukax B-Ba ,Para#t” Ta ,Bisar Axanme-
Mist!” ByTOBHY BHABHBCA ODHTiHAaNbHHM CTHJIICTOM. A mani
B floro TBOpAX BHABHBCA AYX KOHCTpYKTHBismy. Y 1924 p.
BiH npocxasuscs B 3axinsix Kpa'innx Esponu cepielo CBOiX
IepeBOPHTIB ,,YKPATHCLKI AyXu”, 10 HAAIBUHANHOK TeMaTH-
KOI0, TIOAMBYFiHOI eKCTpecielo Ta OPHriHaZbHOIO rpadiu-
HOIO iHTeprpeTaui€l0 BHKAHKANA BeauKy cecauio. ¥ IMapnxi
ByToBuy KOKAAAHO MPOCTYAil0BAB PisHi MOAEPHi CTHII # Ha-
NpAMKH, GepyuH 3 HHX yce, 10 6y/I0 KOHCTPYKTHBHHM AJS
BHPOGJEHHS BJACHOTO CTHIIO.

TematHka TBOPUOCTH M. Ey-rmm-m — ue nepu\ycm
¢ons|ump. IeMOHOJOoTiA, uupuxm Ka3KH, KOJSAKH, WeApiB-
Ku i TN Y HHX MyJbcye yKpaiHCbKa CTHXif, poaMax, AuHa-
Mika % romepuuHui xosaupku#t rymop. Ilpo ue BHMOBHO
rosopath ,Enefi, Numona # mysuka” Ta ,Eneft ryase”, a
3 aemoHodnorii — ,MoaboBHK”, ,,Jliconux", »Boasnuk"”, Ma-
pionetku o ,,Ykpaincskoro sepreny” (,Myxuk Kanm”, ,Llu-
ran”, ,Xua") i rporecku (,,Kosm( Mawma#t”, ,,nauuuux")
3po5ua BiH Gesaiy i BH-
JABHHYMX 3HAKIB, PEKAAM, 2 HaBiTh i MPOEKTIB KMIMMiB, Me6-
ZiB, cepBiciB, KOCTIOMiB i T.A., 30KPeMa X — NPOEKT GAHKHO-
8 Ha mATb rpuBens 1aa Kapnatcokoi Yipain, M. Byrosuu
— ue yHiKazbHa f CBOEpiAHA MOCTATh HA TJIi YKPAIHCHKOTO &
YYKHHEUBKOrO MHCTEUTBa,

VYkpaiuceky rpadiky, B TiM i OQOPMAEHHS KHHTH, BH-
PasHo MosHauuB ,,CBOT0 Myxa mesarTio” [asno Koxyn (1896-
1939), ypomxeneup Boauni. CnowaTky Aesikuit yac BiH yuus-
cA B pucyBaabHil wkoxi B Kuesi. A xomu #omy Gyno 18 po-
KiB, BiH GAHCHYB CBOIM TAaJaHTOM, i KDHTHKH MOPiBHIOBANH
#oro npaui s TBOpaMH aHraifickKoro MHcTUS Vicraepa. 3a
uacis YHP T1. Koexyn
Bimnini enepamsuoro LUtaby Apwmii, B Mnmc-repc‘rm Omm-
ciB aaa 3arotosu [epxasuux [anepis, 6ys penakTopom ra-
seru ,,Boas” # opranisaTopom B-Ba ,,rpyur" 3 Apmiero YHP
Bin Gy il 3 'raéopy in-

BiH cnepuy B C norim
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y JIbBOBi, i TYT WHMPOKO POSrOPHYB CBOX TBOPYY MPaulo
B AinAuui rpadiku.

CaoiMu TBOpaMH, 30KpeMa X Ha BucTaBui ,Hosa yipain-
cbia kuura” B 1923 p., Koexys 3aimnonysas my6aiui fi xpu-
THUI HOBHM, Ha 3aXiIHIX 3eMARX YKDAIHM AOC HEMHCAHMHM,
MPOCTO PEBOJMIOUIHHHM NOAMXOM. MOXHA CMINMBO CKasaTH,
wo TanautT KosiyHa 3pocTaB GIMCKaBKOK — HE S DOKAMH,
a 8 MicauaMH. Bin 36yKyBaB WHpHit OAMB CBOIMH OGKa:-
nunKamd o TBopiB . ®pauka (,I3 amie xyp6u”, ,3is'ane
amcra”, ,Jlanceki waptu”, ,Bopucaas cmiersca”, ,Beanxuit
wym”, , Kasku” i T.K.) OPHIiHAJIBHOI CTHAI3aLi€0, BHHAXIA-
AuBiCTIO #i Haf3BHuaHHOW0 pyTHHOIO. [lazbwe crifysamu: o6-
xaaguskn ,3ox0ti Bopora”, ,Conswmnit npomins” B. [pit-
uenca, ,[loesii” O. Onecs, OpopMicHss Karerzapis, mpe-
KpacHHX eKCAiGpHCiB, BHAABHHYHX 3HAKIB, NAAKATIB i T I

Kosxyn 8 xerxictio
6apoKKo 3 iOHi. aTo it 3 dyryp! , i nasap
i " TBip, i pasom 3 THM

CyTo yKpaiHChKuit.

Oxpeme #i camocTiiiHe Micue 3afiMas uucTHil rpasep Ba-
cuap Maciotn (1884-1955), HawamoK Ko3aubKOro POAY 8
Yepuiriswunn. CTyaii saxinuus Bin y Mocksi, BizaHaumsca

ycnixaMmu B r , i, Ak npogecop Moc-
KOBCLKOFO yWHaMW@, BHNYCTHB GATaTO TANAHOBWTHX YWHis,
a MK HUMH # yxpauunn — O. Kpasuenka Ta O. ycnqou
Ha emirpauilo BiH mojaBcsi AK ,,pYCCKiit XyROXHIiK”, i ax
BIUMB AyXa BHCTABKM yKpailcekol rpadiku B Bepaini, mo
il BrawTyBaB YKpaincokuit HaykoBuit chrH'ry-r B 1923 p., Ha-
BEpHYB Macm-mua A0 piaHoro nua. CTas BiH WHPHM yxplm-
ChKHM P i cBilt 1| # xueT M-
KMOYHO YKpaiHi. CTBOPHB BiH UMKJb FpPaBIOp- Mu(eplﬂll Ta
odopTis KHA3iB, reTbMaHis i Ainyis KyasTypu. Haiteupar-
Hiwi 3 mux: ,Borgan Xmeabhuupkuit”, ,Isan Masena” (asa
Bapisut), ,Mluman Opauk”, ,,Cumon Iermopa”, ,lasao
Croponafcekuit”, ,,ABTonoprper” Ta inwi. TBopuicts B. Ma-
CIOTHHA — lie Be/IeTEHCHKHH BKAAZ Y Halue rpaBepcTBo.

JHeaki nawi su3nauni rpadiku # rpasepu npawosanx
8 Tpasi, xe Toai icuysana Ypaincbka IMasctuuna Cryaia.
Tam BupisHanuca IBau Kyseun (1880-?) — mpodecop wuiei
crymii # i apxirexr
CiuMHCBKHMI — epyAMT DHCYHKY. 3oKpema Bapricei Horo
odopmaenns Bumanb (,Hoea Ykpaina”, tpusoris ,Masena”
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B. Jlenkoro Ta iHwi), a TAKOX oqmpmneﬂﬂn HOro BJACHMX
npnub, aK: ,lcropia BeeciTHbOro MucrenTsa”, aab6om ,CTH-
ai”, ,YKpaiHCbKe YXHTKOBE MHCTeUTBO", ,,Il:pen sHI A3Bi-
BULi i uepken aanupkoi Ykpaiun”, ,ApxiTekTypa B CTapo-
Apykax” i 6araTo iHIWHX, WO XApPaKTEPH3YIOTbCA PEHECAHCO-
BOIO ZIETKICTIO i 6apOKKOBMM GaraTCTBOM.

Oco6anBum TazantoM y rpadiui ussusca Pobept Jli-
coBcekui (Hap. 1893 p.), ypoikeHeub KaTepHHOCAABUIHHH.
Cnouatky sit yanscs B Kepamiuso-Mucreuskift wioai 8 Mup-
ropogi, Aani — B PucysaaeHift wkoni B Kuesi, a BKinuji —
B Axagemii Mucreuts y Kuesi B nmc'rcpﬂax 10. Hap6yra
# M. Boiuyka. Ha emirpauii pin saKinduB Tex Bepmncsxy

i notim 6ys rpadiku B Y
Mascruuniit Cryaii 8 pasi. Bin BUABMBCA nepeaycim AK Maii-
crep B opopmaensi kuurk (,Emani” M. Unpcbkoro, ,Bexi”
O. Ombxuua i T.A.). Bin Xe cTBOpHB i cBift BAACHHA WPHAT.
Cain sramats, wo ue P. JlicoBchkuit € aBTopoM HauioHadic-
THYHOTO TPH3YGa 3 MeueM.

Hawa emirpauis B lNapuxi BuaoHuaa 3 ceGe Aa MOryT-
ui Tazanth — B. Kaciana # B. LlumGana. Bacuab Kacisn
(1896-1976), ypomxeneus Tokyrrs (Mukyaunui, CHATHH-
CbKOrO MOBiTY), CTyAiloBas rpasepcrso B ITpasbkiit Axage-
Mii — y c1aBHOTO M. LUBAGIHCHKOFO, | BXE CBOIMH PaHHIMH
[AepeBopHTaMH, odopTaMu # JitorpadiaMu BUABMB CBIft pia-
KICHOFO THMY TaNaHT. 3 THX uacnn TIOXOAATH #oro rpnno-
pH ,,B wyxanni
»Biznouunok”, ,,CTpaik” i 'r,n., noprper 1. ®pauka, a 'rnkm«
UMKAb AepeBOPHTiB-imocTpanift o Hoseai B. Credanuxa
»Knesosi auctku”. ¥ 1927 p. B. Kacian suixas mo YCCP, i
TOAI nouasacs HoBa f06a HOro TBOPYOCTH, CHIABLHO OGMexe-
HOI OKynaHTaMu.

Monoawmm cydacsukom B. Kacisna 6ys Bikrop LlumGan
(1901-1968), semaax T. Llepuenka i3 3BEHMrOPOAWMHH Ha
Kuiswuni, kondwuih Boak Apmii YHP. Cryniosas
BiH B YKpaincoki# [Taactuunift CTyzii, a SrogoM saxinume
Buwy Mucreusko-Tipomucaosy Ulkoay B INpasi. ¥ konkypci
Ha rpagiusuit moprper yechkoro icropuxa INaaauskoro B.
LlumGas, MK COTHAMH NPOEKTIB YeCbKHX rpadikis euponen-
CBKOI ClIaBH, a)m&ys GancKywy nepemory. CtBOpHB BiH 'mm
HH3KY odopris Ta wo
TIO BUKOHAHHA HE YCTYMANH MAlWHHOBIA NPOAYKUil.
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ImocTpysas BiH i 6arato yKpaiHCbKUX BHAaHb, Y 1928 p.
BiH nepeixas X0 Aprewmuu, i 3roioM CTaB OXHMM 3 nepeno-
BHX uuc-rms KpaiH JIaTHHCBKOI Amepuxu.

wkona O. y JIbBOBI BHMYCTH-
Jla HH3KY MHCTLiB, i éarsro 3 HMX 3alMHANM UiNbHi Micua B
YKpaiHCLKOMY MHCTELTB!

Tpurop CMonthKHﬂ (uap. 1893 p.) sroaom norauGimo-
BaB cBoI0 ocBiTy B [lapuxi, i BiH cTaB BiiOMHM siK aBTOp
TBOpiB ,,OcTanni YTA”, ,JoB6yw” i ,[en. M. TapHascokui'
Ta KAPTUH 3 TYUY/BCHKOIO TEMBTHKOM.

Bacuan Iapuuiox (1900-1945) Takox CTymiioBas we B
Konceppatopii Mucreursa # IMpomucay B ITapuxi Ta npauio-
BaB y AINAHKAX TeXHiKH MaaApcTBa i rpadixu. Tsopuicts
AanuHIOKa NOSHAYeHa DISHUMHM CTHAAMM — BiJl Bi3aHTHHI3-
My no peanismy. Hafipaxusiwi 8 #oro npaus: aas6om ,,Bo-
anomapi Ykpainu Kuaoi ao6u”, nopTpeTH rerbMauis bB.
XmeabHuLbKOTrO A Masenu Ta HM3Ka NMOPTpETIB.

VHiKaNbHHM SIBHILEM HA TAI YKPAiHCBKOTO MHCTeLTBA
3Y3 sussusca Eapapa Kosax (Exo), ypomieneus CTpHALLM-
nu. Jenakuit uac Bin GyB yusem Mucreuskoi Lxoau O. Ho-
BakiBcbkoro. [pore jx CBOI BeauKi OCArM BiH 3aBisuye BH-
KJIOYHO CBOEMY TaNaHTOBi Ta GesynuuHiii npaui Hax co60.
Bin CTaB HAASBHYAMHO NOMY/ADHMM 3ABASKW CBOIM 3HaMe-
HHTHM KapHKaTypaM y ryMOPHCTHuHiit raseri ,3us”, a mo-
TiM y FyMOPHCTHuHift raseri ,Komap”. Sk sHamenuTuii ncu-
xoxor, E. Kosak symie cxonutu # nepematH ncuxiky masoi
0CO6H B FYMODHCTHYHOMY CNpHAMAHHI, 4 TAaKOX YKAajaTH
KOHrenisiibHi TekcTH. CTBOPHB BiH BENETEHCHKY raxepiio Ka-
pHKaTyp Ha moaithuHi # s;oGopenni Temu ,[amuubkoi Bo-
Zocri”. EKO TAKOX 3IMOCTPYBAB HM3KY BHA&Hb KOHLEPHY
wYKpaincbka npeca” y JIbBOBi # AuTAui Bumaus: ,,CiT AH-
THEH", ,,JI3BiHO4OK", ,JOHI Apy3i” i T.A. BiH xe # HeaGusakuit
KapHKaTYpHCT — MOXe # CBiTOBOI ca1aBH.

Onun 3 mnnummmnx HaWHX uumpnn Muxanno Mo-
pos (Hap. 1904 p.
—_ nornnémosaa cBOIO acurry B napmm. Ocoblmny ysary
Ha ceGe BiH 3BepHYB CBOIMH NeHSayaMH, HACHYeHHMH Garat-
CTBOM KOMBOPiB Ta rauGokuM BiuyrTaM. [pupoma Kapnar,
3okpema Kocmaua, sawapysana Moposa, i Ha ui TeMu Bin
CcTBOpHB BapTicHi KapTHHu: ,I'yuyaschKi opau”, ,,loBGywis-
cbki 3sopu”, ,Koemau”, ,Tyuyaka IMapacka”, ,Tyuyasceke
Beciaaa” % 6arato iHwWHX nogiGHoro sMicty. Ckaas KoaLOpiB
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Moposa Hag3BuuaiHo 6araTa, i KOXeH HOro nedsax — ue
KOALOPHCTHYHA MoeMa. Muctens Ranbiue Toputh y 3CA, ne
Bid mican 2-0l cBITOBOI BiftHM NOCEAMBCA HAMOCTiRHE.

Oy 3 NMepefioBHX MOSHMIA B MHCTEUTBi HA 3AXiAHIX
3emanx Ykpaitu saitnap Cpatocnas [OPAMHCHKHA — TaKOX
nHOBaKiBelb”, Hapomxenut 1906 p. B Komomui. Bix 1929 p.
crymiosas we B Axagemii Myaisn Ta &. Jlexe B INapuxi.
Y JlbBoBi C. FOPAHHCHKHA WHPOKO MpPosABUB ce6e B Maxsp-
T8I # rpadiui, 3oKkpema x B o@opuaeﬂm KHUTH. Bl}myaum
crapi Tpajuuii # mpocr
MOJIepHi CTHII, Bili 3yMiB NOGAHATH elEMEHTH PiSHHX €noX,
Ta We i y CNoayLi 8 eJeMEHTAMH HaPOAHLOTO MUCTELTB, Ta-
KHM YHHOM CTBODHB CBiil caMOGyTHi#t cTHab. Lli pucn sckpa-
BO BHABJIANTLCA B HOro OQOpPMIeHHI BHAAHb: ,ApXiTeK-
Typa MicTa Bapuuen B. Ciunncbkoro, ,,Lllec'mxpuneub" K

(

Ip , B OJIHHUX NOP pe Ta iH-
i), B apxi (,,Hotp Jam
y Mapuxi”, ,,Kn—rexgpa B Kunc-raum » »CB. 10p y JIbBOBI"),

a TakoX y reawax (uukas ,Hapomus uou.m") C. TFopaun-
CbKHIi, HACKDi3b SPIBHOBAXEHHUA TAJaHT, IPOABHB ce6e TaKOX
i B noesii, MHCTELTBO3HABCTBI Ta B JiTEPATYpHiil KPHTHUI.

Y it )xe 1o6i 4iTKO sapucyBajzaca nmoctath Maaspa Bo-

o (1907-1975), Tanuubko-

ro ﬂo}unml, 3axinuuwn Mucreusky LlUkoamy O. Hosakis-
cwKoro y JIbBoBi, Bin Bix 1933 p. saBepuwysas cBoi CTyAil
B Axagemii I'pan LWomie ta B KyGicra @. Jlewe B ITapuxi.
Moeauaswu 06pasoTBOPUi 3XOGYTIKH MHHYJNHX €NOX 3 MO-
RepHumu Tediamu, JIaCOBCHKHMA CTBODHB mepuly CHHTEsy —
cBilt CBOIO Yy MHC-
Teusky Mosy. HafiBaprichiwi foro TBopu — ue ,[loprper
mpyxunn”, ,[loer B. I. Anronny”, ,Xinka 3 pyaum Boaoc-
cam”, ,,Pobitaukn”, ,PaHoK” i UHKAL QirypaabHux KOMIO3H-
uiit ta me#tsaxis. B. JI: Gye MHCTLEM
KyabTypH; 6yB BiH i Ta
YKPaIHCLKOTO # CBITOBOTO MHCTEUTB], NPO 11O SOKpeMa CBif-
YHTb HHS3KA HOTO LiHHMX CTAaTTe.

3-nomix ,,HoBaKiBLiB" BHpisHAAKCA TOAi y JIbBOBi: Bo-
Komuump Isamiok (1905-1943), — npekpacuit MOHyMeHTa-
aicr i noprperncr; Crenan Jlyuuk (1906-1963), ypomkereub
JIbBOBa, 110 TaKOX MOrauGamioeas cBoi cryaii B IMapmxi #
TBOPHB y Ayci cBOEpiAHOro iMnpecionisMy. Oco6aHBO UiHHH-
My e #oro teopu ,,Ca. IOp y JIsBosi”, ,Llepxea Ha Tyuyms-
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wwni”, ,Kpaesun 8 Hdeaaruna”, ,Tyuyn” Ta iHwi. Antin Ma-
amona (1908-1970) Bixaxauascs nepeayciM y pHCYHKY OniBLEM
Ta B DISHHX MiNAHKAX rpaBepcbKoi TexHikH. BusHaumiuni #o-
ro TBOpH: ,,Banaypuct” i, Xinoumit mopTper” Ta UMKJL ap-
XiTeKTypHHX nefisaxis, soxpema ,llepxoa Cs. Muxoxas y
Jlbsosi”, ,Llepksa B Kapnarax”, ,,Ctapuit usuutap” Ta iHwi.
Y Kapukatypi, B i KHHTH T

npauax npossus ceGe Poman Yopwi#t (1908-?), wo saruuys
y nigsanax HKBJI (uexkicris) — uaﬁyrb, 1939 p.

i Lkoau O. Ho-

0 Gyna Iaal-ma H B
ca 1912 p. y JIbBosi. Y noBaxui OCATH HamBHI MepemyciM y
noprtpeti (,,Mutpar O. Basiok”, ,[Tani Pynaxesuy”, , AsTo-
noprper” i T.1.). Bona CTBODHIA TAKOXC uusky nefsaxcis i
-y
J1a BOHA CBOI0 TBOPHIiCTh i HA CKHTAMBIUMHI TA y ®panuii.

Cain simmiTaTH, 10 ,HOBaKiBueM” Takox Gys Bomoau-
mup TaBpuamox (Hap. 1904 p.), wo sakinume Gys Kpakisceky
Axagemito. Bin nposiBNAB BeAMKHH TANaHT y MaispcTsi, 4 Ha-
BiTh BHPOGHB CBOIO CAMOCTiAHY #MANAPCLKY wmosy” i cTBO-
PHB_HH3KY KOMMOSHLIA Ta naprpena i maB nepex co6oio
WHPOKi TBOPHi 06pii. Ha xaib, BiH SHUK 3 MHCTENLKOTO OBH-
Ry, i npuceaTHeca noesii. [pore x i B noesii Bin 3aftmae mo-
BaXKHe Micue.

Mpy xinui 20-uX POKiB NMepen HALIMMH MUCTUAMH BH-
HUKZIO NMUTAHHA, YH HOBMM (hopMaM CJIiZl HAZATH YKPaiHCHKO-
TO SMicTy, uM MOXe B cTapi opMHM BKNazaTH HOBHME 3MiCT.
Lo npoGnemy pose’ssana Hosa opramisauis — Acouisuis
Hesanexunux Ykpaincekux Mucruis (AHYM) y Jlbsosi 1931
p. 11 ocxoBomonoxwukamu Gymu TMasmo Komwyw, Muxaftno
Ocindyk i Ceatocnas Mopauncekuit. o AHYM aronom npu-
ennamucss # imwi — B. Ciuuncexuft, SI. Myauxa, I Isaneus
i™n, a Takox i Moxoxwi mucrui. Metrolo AHYM 6yxo o6'-
€aHaTH BCIX yKPAaiHCBKAX MHCTUIB Ha YKPRTHCHKHX SeManx
i Ha emirpauii, HesaxexHo Bix ixnix cTHaie i Hanpamxis. Ynpo-
HoBX cBOro icHysawus (B 1931-1939) pp.) AHYM sussuia
Hajf3BHualiny aKkTHBHICTL. BoHa BAawTyBana Gimbwe mecATH
36ipuux Ta inAMBiAYyanbHHX BHCTaBOK y JIbBOBI. Yie B mep-
wift sucrasui (1931 p.) Gpanu yuacTs He TiAbKH Hawi Micue-
Bi # emirpauifini mucrni, aze # uumano (22) UYKHHEULKHX
MHCTIiB — eBpormeftcbkol R cpiToBOT caiasu, A . Tikacco,
M. Ilarans, A. Cesepini, A. Jlepen, P. iodi Ta inuti. AHYM
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BHAaBana XypHax ,Mucreutso” Ta onyﬁmkynana KibKa MO~

Horpadif, [

bpanuysbkumu Tekctamun. AHYM Gnm:xyqe nposena KOH-

i10 Hauoro 3 xpain 3axony.

¥ 1932 p. mocrana y JIbBOBi Apyra MHCTELUbKA OpraHisa-

Uit — PYB, 0CHOBOMOJOXHHKAMH AIKOT GYJIH KOMMWHI yuHi

O. Hosakiscbkoro. Lia oprawisauis sunasaia amsmanax ,Kap-

61" Ta BAAWITYBaNa Mapy BHCTaBOK. IcHyBaMO TakoX Ykpai-

coke Topapucrso Tpuxunbhukis Mucreursa. YTIIM sacry-
nano crapi MMCTeUbKi TPamMUil.

¥ 30-ux pokax KilbKaHAaZUATH YKpAiHUIB CTyZAil0Ba®o B
Kpakosi (B Akazemii) Ta B iHwHX MHCTeUbKHX wKOAAX. Mik
mnm B m:mpcm BupisnaaHea O. Kacnpad M Kwir, B. Cre-

#, M. T 10. Ki , M. Jlesuus-
xuft Ta M. Binuncokut, a cepen ckymnropis — I'. Kpyk, M.
Yepewnsosebkuft, M. Hosuupka # inwi. Bown crBopuau o6'-
ennanus ,,3apeso”, i BNAIITOBYBATH BUCTABKM CBOIX TBOPIB,
3okpema — y JIbBOBi.

Be/miku#t BK/IaK y Halue MHCTEUTBO aNa IPyNa THX MHCT-
uis, wo cryaiiosana B Bapuwascokift AkafeMil Ta B MHCTelb-
KO-NPOMHCJIOBHX LIKOJAX UBOTO MICTa MiX RBOMA CBITOBMMH
Biftnamu. Jlesxi 3 HHX MOCATHYNH MOBXHHX MHCTEUBKHUX MO-
SHUiR we Taku ToAi, y Bapuiasi, inwi % — y nmiswimmx po-
xax. Tepenose micue Mix Humu safiuse [erpo Meruk, wo Ha-
POAHBCA 1899 p. y Bawkisusx na Bykosuui. ¥ 1921-1930 pp.
Bin L'ry)lhonn B Akazemii Ha Bimgizax Honymem‘lnnoro n

a TaKox i
Py. BiKt SaKiR9MB CTYAIT 3 AMIIOMOM yuHTENR wicreursa ce-
pennix i daxosux wkix Tpawiosas y wKoIaX CTOAAPCHKO-

i ift Ta ift, @ 3STONOM aCHCTeH-
TOM-PHCYBATbHHKOM MeIMYHOTO ni)miny Bapuascsxoro yui-
BEpCHTETY A WIEHOM POTPaMoBoi KoMicil npodecifiuux wKix,
2 BKIiAMi — Bi3HTATOPOM TEXHIWHHX WK

Ploro sacayrowo Takox 6yno Te, o BiH 6yB OCHOBO-
TONOKHHKOM MHCTELBKOTO FypTKa ,,CriokiA” y Bapuwasi. Plo-
TO WHCNeHH TBODH — MOPTPETH, KOMMOSHLIT, neftsaxi # na-

KONBOPHTOM, & TAKOX WIMPOI0 YKPATHCHKOK MHCTELBKOI
wmoBoto. Tlerpo Meruk, sk MucTens, Hackpise caMoGyTHift.
Tlpo ue suMoBHO roBopaTs floro kapTuru ,Bep6u”, ,Jisun-
na”, ,Kpaesun 3 Kapnatr”, ,Crapuft xpect” Ta UMKIb MepT-
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Bol npupoxu. [1. Mernk 3srogom npossuB ceGe Ha BCIO WIH-
pinb y Pinanensii, 3CA.

TaKoX WYiTKOW0 MOCTAaTTIO HAa T/ YKPAaiHCLKOTO MHCTel-
T8a B Bapwasi 6ys [Tetpo Xoxoauu#t (cHH), WO HapomHBCs
1902 p. B Kuesi B cim’l cnasetsoro 1. I. Xonoanoro. Mouar-
KOBY OCBiTy Ha6yB BiX 6aTbKa, 3rOfOM Y4YHBCA B YKPAiHCKift
Mascruunift Cryaii B Mpasi, a notim 3axinuue Bapuwasceky
Axazemito. Bin e aBTOPOM HH3KH TBODiB y ManapcTsi # rpa-
diui — is wWHPO-yKpaIHCLKWMH PHCAMH. Y KapTHHAX 8 pedi-
rifiHolo Temaruxoio (,,Baarosimenns”, ,Boxa Matu” i T.n.)
XononHHA CTBOPHB CHHTE3y MONEPHOCTH # CTAPHHHOCTH B
ikonorpadii. Ploro TBopx ran6oko omyxosaeHi # nosnaueni
TOHKICTIO KyabTypHOCTH, Oco6nuBo nposeus ceGe . Xomox-
Hu#t y rpadiui, sokpema x y KHHXKOBOMY odopmaenti; Bin
36araTHB Hawi BHAAHHA CBOIMH ODHIiHANLHHMH iMIOCTPaUif-
MH, & B UbOMY # AuTA4I BHAaHua B 3CA.

MoryThim Tamantom saGmuctie y Tift xe K06l rpadik,
mucrenp — npocro 8 Boxol macku rpadik — Hin Xace-
BHY, K i Ha Boui. F BiH
1905 p., a cryaitosas y B: ift Akamewmit, i
uHChb y AepeBOpHTI. CTYAIl 3aKiHUMB BiH 3 GAMCKYWHMH yCni-
xamH.
Y nmepeBopuTi XaceBHu BHABHBCH Ge3KOHKYpeHUIHHHM

30KpeMa X 3ai BiH CBOTMM i
excri6pucaMi Ha MixHapoAui# suctasui 8 1936-1937 p., sa
aKi fioro yzocroinu nepwoto raropomot. ¥ 1939 p. saxoma-
m ryprxa ,,Criokiit” y Bapmasi suftua Monorpadia wa Te-
My KHUKKOBHX SHakie Hima Xacesnua. BukoHap BiH HUSKy
Tnoveckux rpaMot (aas Mutponoauta Auapes, npod. I. An-
TOHOBHYA M iHWKMX), WO BiASHAYANMCS MEPedYCiM CBOIM 4y-
noeuM wpHOTOM.

3a vaciB nimeurkoi oxynanil Xacesuy npoXusas y coe-
My pinsomy cexi Jliokceni, a komu (B 1943 p.) wimui cnaumm
ue cexno, Xacepuu onunuses B paxax YTIA i Tam BoioBas mpo-
TH OKYMaHTiB cBOIM MHCTeuTBOM. 3ruHys BiH y Gynkpax YIIA,
— ma6yTs, 1952 p.

Toni X cTynilopann y Bapwascokift Akamemii # TT. An-
zmpycis, B. Baxnsc, T. Kysemosny, O. atkiscokufl, I. Ke#nan,
2 Takox i Tpoxu momomwi — . Taspawn, S THiamosChKHE,
B. Domanuk Ta inwi. Biaswicts 3 Hux 6yaa nos’asana 3 Muc-
TeubkuM ryprkom ,,Criokii”, wo #oro sacwysas y 1927 p. T
Merux npu cnisnpaui Annpycesa, Bacskiscbkoro, Mo6ynas-
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us, Mapunskisuoi #f Xacesuua. I'yprok aiss xo 1939 p. mix
Kepmoto IT. Meruka. 3a uac CBOTO iCHyBaHH® BiH BAAWITYBaB
13 BHcrasok y Bapuwasi f Ha Boausi.

Iesknht vac icHysana takox i Ipyna Mozomux AHYM
3 11 ineonorom 1. TaBpaHoM.

Ha BykoBiHi Mix ABOMA CBiTOBHMH BifiHAMH YKDATHCBKUA
MHCTeUbKHI PYX MPOABAABCA Myke C1aGo, 3 OTJARY HA XKOP-
CTOKY pyMyHCBKy Oxynauilo. M. Isaciok we senis 6yB BHKO-
HATH HH3KY TMOPTPETiB, MiX HHMH & MOPTPETH MHTPOMOJHTA
Penry, flciup-SAcineuskoro Ta inwux. Aze B 1925 p. Bin Bui-
xaB mo YCCP, i Tam otpumas nocagy npocecopa Kuis-
cekoro Xymoxusoro Inctnryty. Ha ams, fioro TBOpHicTh
CTIDHAHANH OKYTIAHTH HACKPi3b BOPOXeE, i MHCTeup MoMep y
uyxai — 8 1930 poui.

3-nomixk yunis M. Iacioxa TposiBHIM ceGe Ha Bykomuni
K ﬂa!pmnx — 8BTOP HM3KH noprperis i nefisaxis, ta L. Bu-

#, wo, Kpim iB, nefisaxie i
ikoH, o(bopmuu Teopu O. Kodunuﬂcbkm (.Y wenimo pawo
sinna konana”, , Ane Tocrons MoBuRTS” Ta iHmi).

¥ 7ift xe no6i maftuitkiwe npossue ceGe Ha Bykosumi
€scesift Jlineusku# (1889-1970), wo napoxuaca  BepGisusx
Gins 3acrasuol. CTyZilOBAB BiR MamApCTBO, TEXHiKY pecTas-
pauil # koncepsauil kaptun y Kopoxisenkift Axkanemii 8 Mion-
xeni. TTin vac I-of ceitosol sifinu €. Jlineusku# npamosas y
Bificexosomy Teorpadiunomy Incturyri ® Bimwi, i Tomi sin
BHKOHAB HH3KY MOPTPeTiR Hicapcwkol ciM'l. 3a vacin pymyn-
cbKol oxynauii Bin BiB csolo MaficrepHio # mkoav B YepHis-
usx, i Toxi HamamoBas HuaKy moprperis: rp. M. Bacuaska
# mutponomutis Kotaspuyka ta Bicapiowa, a Takox nmoprpe-
™ 10. , 0. i, Jlyxinna i
i BOWM MOSHAYEHi TEYATTIO AyXa COJMIAHOT MIOHXEHCHKOT
wkom. Ha emirpauii 8 Himewunni €. Jlineuskuft BuKOHaB
noprper komnosutopa I. Hemimscekoro, z-pa K. Kucines-
cbkoro, cnisaka K. Bykepa i T.x, 10 Bi3HAYalOTLCA CBOIM
TIepGEKTHHM PHCYHKOM.

¥ Tpasi, Uexo-CroBauunna, Xyxe XBaBo nisaa Ykpain-
csxa Tascrayna Crynmia six 1923-1945 p. 3 Bimmanamu apxi-
TEKTYPH, CKYIbITYPH, MaaspcTsa # rpadikn. Us wxona Gy-
J1a Ha pisHi eBponeficekux akamemift. CTynmilo Beau Taki BH-
nmatHi ocobucrocti sk I Kyreus, 1. Al-n'ououuq. C. Mako,
K T @, P. Jlico
coknit. 1. Mipuyxk, 10 Pycos, C. Jlrrop Ta . CJIK)CapEHI(O
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Crynia punyctuaa Garato abcoabBeHTis, AKi srogoM 3a06y-
an co6i NoBaXKHi MOSHUIL, 8 KeAKi 3 HHX HABiTh AOCATHYNH
eBpOMeicLKOl CAaBH.

inBenuito B i Ta fioro
nponarysauns B cBiTi Aaza napkavka rpyna. Tomi wuau #
TBOPHJH B nnpum nm Hawi mucrui: C. .'lnmm(a. O. Tpu-
wenxo, M. , M. Kpi , B. Te-
pe6uttnic, I. Ba6in, IT. Ouem,-mmo C. 3lpuubkl, B Xue-
ok, sronom C. Bopauok, JI. TMepbeuskuit i Garato iHwmx
HAWHX MHMCTLIB, UIO CTYAIIOBAMH B Di3HMX aKAZEMIAX i WKO-
Zax.

Hattackpasiwoio nocratrio cxin ysaxar Onexcy [pu-
wenka (1883-1977), ypomkenus Kponesus ua Uepririsuusi.
Cryniosas BiH cnepuwy maaspcrso B Pucysanphi# wkoai B
Kuesi, a saxiwuup ctyzii 8 Mocksi. Tpore BiH Ha#6inbwe
NOraM6HB IX TOMI, KOMM MOXOPOXYBAB MO MIBACHHUX 3EMAAX
VYxpaiuu, soxpema x Kpumy, a Takox mo Kaekaai. ¥ 1911 p.
noGyeas Bin y [Mapuxi, ne MoOSHaMOMHBCA 3 MOJEPHHMH Te-
uisMW, a B TiM 3 iMnpecionismom i kyGiamom. ¥V 19131914
Pp. Momopoxysas BiH mo Itaxil, i Tam Bigsimas 28 micr-Muc-
TEUbKHX LEHTPiB, i Le 36araTua0 HOro SHaHHA Giibue Hix
wMorau 6 ue 3pobutH Kineka akamemift. O. Tpuutenko 3ipsas
TOAi 3 MOCKOBCHKHM MepeBUKHHLTBOM, i MilIOB CBOIM camo-
CTIfHUM WAAXOM.

Pesomouis B 1917 p. 3acrana O Tpumenka B Mockei;
i xou 6t Brajga i#toro nove-
cramu: npodecopa Mucreurkoi wxomd, uneHa Komitery oxo-
poHn ictopuunux mam’arox Ta Komicil pecraspauil ikow Ha
Kpemai Ta iH., npore Li mouecti HisIK HE SMOTH TNPHMUDH-
TH #i0r0 8 Goxblesusmom. Y 1919 p. Bin micrascs uepes Ce-
Bacromiab 1o Llapropoay (Ctam6yary); npoxwusaioun TaM K0
1921 p., BiH CTBOPHB HeSpiBHAHI MHCTeLbKi LiHHOWL, 30Kpe-
Ma % — ypGauicthuni TBopu: Ceara Codin, uepxsa cs. Ipu-
nu, Kaxpie Ixawmi, mowei Cyrefimanie, Cexima, Mexmena,
Mennpecce, Bassiznie, mypu Tzo)locm | T.K, B SIKHX BiH TPO-
aBHB ceGe AK

¥ 1921 p. O. I'puenko no6ysas y l‘peuu # Tam BiH sMa-
moBas nam’atkn Kopuury, e i Mictpu. ¥ 1922 p. npu-
Gyp Bin 1o Ppauuil. Toxi B3As y4acts y sucrasui Ocinxboro
Cansony B TMapuxi, i 38 Toro momenty O. IpHueHKO MovaB
GaucKyuy MHCTeUbKy Kap'epy, SOKpeMa mef3aaMu 3 MapH-
HicTHKH.
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V1927 p. B Kas,

i sBiaTH poGna MHCTelbKi eKCKypCi Ha ys6epinoxa
Mo6ysas ik i B Ecnanii, Mopryranii, Wseuii, da-
Hii # Anraii, i Tam 3MaiL08yBaB MopebKi nedisaxi. Bucrasass
BiH cBOI ‘Hmpu B Di3HHX KpaiHaX, @ 0COG/IHBO B NapH3bKOMY
Ocinnbomy CanboHi, MOCTiAHUM uMeHOM sKoro Bik 6yB Bim
1930 p.

Tpuienko crBopus Kono 3000 KAPTHH, i BOHH MaNH KO-
ZocanbHi ycnixu Ha cBiTOBMX BMCTaBKax. BiH BupoGMB co6i
CBift caMOGyYTHIH CTHIIb, B AKOMy MOMiTHi PHCH eKCrpecioia-
My. ,Mopceke aHo”, ,,3axia conus B nopri”, ,,[Topt Omiepn”,
nMopceka cunssa”, ,Mope Bechow”, ,Mict y Toxeno”, ,Be-
ceaka”, ,Ipynneea Hiu y Heto-Plopky”, ,Katenpa ne Jliok”,
»TypKens B uazpi”, ,Mosona xinka B TiopGani”, , ABTONOPT-
per” i T.X. — L€ CnpaBXHi WwexeBpH.

TpPHIIEHKO 3aMOJNOHIOE TAAZAYa CBOEK MOTYTHHOK KO-
MbODHCTHYHOIO MOBOW. B #ioro TBOpax nyJbcye XHTTH, B
HHX TOBHO PajoCTH ﬁ conust. Sk BusHaunuA memyapuct, O.
Tpuilenko Hammucas TBOPIB, a i
wi 3 wux — ue ,,Moi pokn B Llaproponi” Ta ,,Ykpaina Moix
GrakuTHUX AHiB”, 1O BHAWLIH APYKOM YKDAiHCLKOIO i tpan-
uysvkolo MoBamH. Cepen Hawux MucTUiB [pHileHko Hare-
KHTb IO THX, IO ROCATHYMH PiBHA CBIiTOBOI CNABH.

OnHUM 3 THX HAWKX HAABHAATHILUMX MHCTLIB NAPH3BKOL
TPYTH, 1O NOCATHYJH eBpONeRCHKOI cnasH, 6yB Mukona Kpu-
ueBcbkut (1898-1961), cun crasetHoro Bacuas.

TouaTkopy ocsity Ha6yB BiH BiX cBOro 6aTbKa, a STOLOM
yuuscst B Akazemii Mucreurs y Kuesi, — nix xepMorw xams-
ka ®enopa, O. Mypauka, 10. Hap6yra # M. Boftuyka. ¥ 1919
Pp. BiH BHixXaB 3 TearpoM M. Camoscekoro B Typhe no Esponi,
a micas ynagky YHP nepeixas no Iparu # Tam sakinuus
crynii B Akanemii Mucrenrs.

TMapuxi, ne BiH 3rogOM MOCEMMBCS HAMOCTIfHE, NpH-
n6ae cobi ronoCHy ClaBy K 3HAMEHHTHA MaficTep MaMIOBaHHA
BOAH-CMIOKiAHOTO nuteca. Ploro axsapexi 3-Ran Cenu 7t Bene-
uil, wo MakicTio f
TIHGHHOIO, @ TAKOX BHCOKOI TEXHIYHOIO MafCTepHICTIO, MpH-
n6amm oMy oco6aMBOrO ycnixy Ha BucTaBkax. Cepen cOTOK
fioro TBopiB HahGinew npuramanui fomy ,[Tapux”, ,Hax
Cenowo”, ,Bapxi na Ceni”, ,Benenin”, ,[Troma cs. Mapka”,
nKanane Tpange”, ,Jlarysu”, ,Jougoai” i T.n. Takox BapTic-
HHMH € HOrO ZepeBOPHTH i PHCYHKH.
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Bacuab [T ic (1896-1966), Boausi,
noua cTyAii B Ypaitii, a 3aKiH4HB iX y I'Iapmm Sk mate
KOMeH ', BiH npofiwos
My # peaniamy A0 KyGiamy # KOHCTDyKTMBIaMy I‘lepeﬁunmc
CTBOPHB HH3KY nop-rpe‘rm (.,An'ronop-rpe-r”), nefisaxis i Ha-

pMOp is B (opmax i Ko-
abopax. Oco6aHBO NPOCAABHBCA BiH AEKOPALIAMH LA TEATPY
wOneon” y Mapuxi. Takox OPHriHaNBHHMH € HOTO MPOEKTH
KOCTIOMiB Za1 Teatpy.

Ha i Maprxa supisuuscs # [erpo OMenvuenxo (1894-
1952). Crymitoeas Bin y [lpaspkift Axazemii rpasepctso #
rpadiky, a Bix 1929 p. moyas npossaaru ceGe B MMapuxi B
Pi3HHX AINSIHKAX MHUCTEUBKOTO MPOMHMCIY: B RIAAHUI PiSHHX
TKaHWH, BiTPaXiB, MPOEKTiB Me6xiB # BHDiSyBaHHI KADTHH Ha
ckai. ®paHiysbka KPHTHKAa BMCOKO OUiHioBana #oro Mafi-
crepnicts. Floro apyxuna, Codis 3apuueka, pomom 3 Iepe-
MHLIIA, TAKOXK 3aKiwunaa ctyaii 8 [pasi, i cneuisxiaysanacs
y (bpeckoBoMy MaaApcTBi. PPeCKOBOK TEXHIKO BOHA CTBO-
PHJA UMKIbL KOMMO3HLIH 3 XIHOUHMH CIOXETaMH, AKi Binana-
HaloThCA OCOGNMBO MHAMM KoabopuToM. Ha ysary saciyro-
Bye il TBip ,,MafoHHa" i3 WHPO-YKPATHCEKUMH pHCAMH.

Oco6nuy ysary asepnys Ha ceGe B Ilapuxi Cemepun
Bopauox (1898-1975), Hapomkenuft B TepeGosxi. Cryaito-
BaB BiH MaaspcTeo B KpakiBcokift Axagemii, a B 1924 p. ui-
xaB mo Mapuxka # tam 6ys ymoGrerum y\meu epa Emma-
pa. Ha sucrasui BiH
ORepiaB 3a CBOT TBOH Nepluy HAropozy 3 pyl( caiTouip MHC-
Teursa I1. Bounapa # Moddi. Kputnka asepuyna ysary Ha
#oro TBOpH ,,Cnasva xinka”, ,Komnosuuin”, ,,Asronoprper”
i o, wo 4iTKO cTHIEM Ta
TOAMBYTiAHOW0 rapmoHielo xoabopis. C. Bopauok MaB 0co6-
auBi ycnixw Ha Bucraskax y [lapwxi Ta iHWHX croaMuax
kpnm Esponu. Tiswiwi foro THODH — wKuupa”, |V

m f ..nmcrep 6ina Topox-
", »ITpoGymkenns” & inusi
— ue NMepIMHH Mg uomopuuuuuuu oraspom. C. Bopauok
nomep y 3CA.

Cyuackukom Bopauka Gys Jleowix IMepdeuskut (1900-
1977), wo Takox cryxiroBas y Kpakisceki#t Akamemil # mo-
TAUGIMOBAB OCBIiTY B l'lnpmxi Bin nposiBuB ce6e AK 3HAMEHH-
T Garamict Hacxox is”, .,Ba're-
pia B HeGesneui”, ,Kpyrn”, ,.Baslp , »HopHi sanopoxui”,
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»OcTauui Ha6oi”, ,Koaaku nix TpanesyntTom” Ta uukiaeM Ga-
TaniCTHYHMX PHCYHKiB. PosMamosas Bin ,,Mepi ze Jlokcem-
Gypr” y nnpmm, BHKOHaB nop'rpe’l‘ cynrana Y6anri-Ilapi.

P . Tepd uepksy cs. dyxa
ﬂ Kanauuio q;yauuyabxon Oparopii cs. Plocuda. 3oxpema aba-
raTHB BiH CBOIMH TBODaMHM YKPAlHCbKY GaTalicTHKy.

Mix nBoMa BifiHamu B [TapHii TaKOX MPaUIOBANH MHCT-
ui M. T'nywenko, I Ba6it#t, B. Xmemok, C. Mnamxuit Ta inwi,
a micas 2-0i ¢BiToBOI BifinM [Tapui 36araTHBCA MOJOAWIOKW
rexepauieio; AeAKi 3 HHX CTyAitoBaaM TaM, iHwi X ocimv Tam
Hanoctiftse.

Ha oco6ausy ysary sacayrosye IOpift Kyasunubkuf, Ha-
POMKeHHH 1912 p. Ha ﬂporuﬁummm y 1933-38 pp. ctymito-
Bas y K it Axamemil, y rpndnul
Bin sacn ¢o6i caasy rpadika
wmu ,,3anopoxeus”, ¥ Cunoni”, ,JIyunuku”, uukiem ,3a-
nopixoka”, ,Jlorona” # ,Poskypkyaeni”. Hyxe uinui #oro
nmepeBopuTH-imoctpauii no sGipku aerewx K. Mamuubkoi
wlapda Jleiai”. 3 Kyapunuskum 6aussko crisnpautoe Isanna
Bunnukis, i BOHH pa3om BeAyTb Kepamiuny MaHcTepHio B My-
xeH y lMposancii.

3 momoxumx npossase ceGe Anmpi#t Coxory6, wo cry-
nitosas y Binwi, 3aneuGypsi # IMapuxi. Bin sussus cBift
TANAHT y MOPTPeTi, 30KPEMa X y mefisaxi, a Takox y CKyabN-
Typi. Cozory6 omepye oﬁuu(euo craxeio Koxbopis, i #oro
TBOPH BHPAsHO B #oro cky. 'y
pi (,,BuK”) momiTHi puch paRHBOrO apxaismy.

Teopu Apuctnma Bupern — ne nefisaxi # watiopmop-
TH, B AIKWX TIOMITHI PHCH 26CTPAKUIOHISMY-CynpeMaTHIMy.

VY TMapuxi sxufich yac npawosas AHATOMb SIGAOHCHKHA
(1912-1955), ypomkeneus Kuesa. Bin crynminosas y JIbeosi,
a notim y Mapuxi. Llinnow e #oro xomnosuuist ,Kuaxi xo-
B

¥ TMapuxi norm6MoBam: CBOK MHCTENBKY OCBITY A BH-
crasasu cBoi TBopH Mupor Jlesuuskuf, SIkis Trisnoscokult,
Jlio6ocaas Tyuamok Ta iHwi. [las TBOPYOro PoCTy yKpaiH-
cukux MucTuis Tapux nas ayxe 6arato.

XII. APYFA CBITOBA BIMHA M1 CKUTAJIBLUWHA

Binbny TBOpWiCTh YKPAiHCLKHX MHCTWIB Ta RifABHiCTH
AHYM na 3Y3 npununuaa 2-ra cBiToBa BifiHa, a mepw 3a
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BCe MOCKOBCHKO-G0JbIUeBHLbKA OKynauia Bocer: 1939 p. Ho-
Bi _OKYNaHTH 3anpsraM MHCTLiB A0 BO3a MPOMAraHAH i arira-
nit imeomorii Mapxca-Enreasca-Jlenina-Cra-
aiHa. 3roxou Gyao sacHoBano Cminky PaxsHcbkHx Xymox-
HHKiB YKpaiHu 3 oprkomiteToM y JIbBoBi. ¥ uift Cninui aryp-
TOBAHO MHCTLIB Di3HMX HALiOHANBHOCTEH: YKpaiHWis, moas-
KiB i xuais. [lepuum ix aapranuamM GyJo MamoIOBaTH Befe-
TEHCbKi NMOPTPETH COBETCHKHX ,,xoxuzjn Ta BCAKI »I0SYHIK",

(0 uiei poGoTH B3RIACA ,,apMin” BCAKUX aMaTopiB i XaaTyp-
HHKiB, TOMY PiBeHb MHCTELTBA JKAXJIHBO Bnas. Ale, 3 yBaru
Ha noTpeby 3acobis 6oablue-
BHILBKA BJAfa 3BEPHYJa OCOGAMBY yBaly Ha CTapIIMX aBTO-
pureriB Haworo mucreurea, sk O. Kyasuuupxa, I Tpyw, O.
Kypuaac, A. Manactupcbkuit, I. Ianeub Ta iHWHX 3 MeTO0
SRIY4MTH IX MO YUACTH B BHCTABKAX, 2 AN OPraHisyBaHHA
Cninxku BHCIana muctuis 3 Hi
Ha i Bi, y JlbBoBi, C i, 8
HaBiTb y Kuesi, nepeaa)lumu w0x06K” Jlenina, Ctaqina # iH-
KX COBETCHKHX ,,repIUTIB” TA KOMNO3HMUii Ha TeMH ,pajic-
HOTO # 3aMOXHOTO XUTTA” B CCCP — B peasiCTHYHOMY ay-
ci a6o RO Xouy ue 6ys
FAYM HaZl MHCTELTBOM, TO MPOTe NMOSHTHBHHM fiBHIUEM GYNO
Te, WO A0 JIbBOBA BHUCAAMH MHCTUB-HAIAHINPAHLIB 3 COMiA-
HOI0 MHCTEUBKOI0 OCBiToM. Muctui 3Y3 snafiwau wsHAKO
CnibHy MOBY 3 HHMHM # 3acBoiau co6i GyiiHy HamaHinpsH-
CbKy CTHXil0 Ta WUHPOKMHA TBOPUHi po3max, a ue 6ya0 Hai-
BAXJIMBiLLE.

Kusyuicte yxpaiHcbKOro MucTeutsa Gyna HeanamHa, i
xoxn (BaiTi 1941 p.) MOCKOBCHKI moaunwa sTekan 3 3Y3
Mix HanopoM HiMEUBKHX apMiit, y JIbBoBi mocrtama Cminka
Ykpaincbkux O6pasoTsopunx Muctuis, wo o6’eauysana sci
yKpaiHcbKoi TBOpUOI cuat, Ges oraAgy Ha ixwi cruai. CYOM
A03BOJANH M KOHKYpYBaTH B TBOpUMX acrekrax. ['0J0BOI0
Cniaku 6ys cnepuy 1. Isaneus, notim E. Kosak (Exo) — ax
RO KiHus HiMeubKoi oKynauii B 1944 p. Ykpaiuceki mucrui no-
uaxH BUMPOCTOBYBATH CBOI TBOPHi Kpuia, 60 HiMui Bsaraxi
He BTPYYaqHCA Hi B ixHi CTHMi, aHi B TeMaTHKy. Ynpomoex
upOro KopoTkoro mepiogy Crminka YOM Brawrysana Kifb-
Ka BHCTaBOK y JIbBOBi, a Mi HuMH ,Bucrasxy 4-ox” (Ho-
BakiBcskoro, Xonomuoro, Tpywa # Komxyna) Ta BuCTaBKy

25-piyuio Axanewmil y Ku-
€Bi, MOKasaza MHCTeUbKi 3XOGYTKH CBOIH i wyXilk nyﬁmm
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T4 NiAX0Bada MOJOMN KaADH YKDAiHCBKHX MHCTLiB, fKi HaB-
vaancs B Mucreusko-Tlpomucaosi#t wkoni. Lkoaa dynkuio-
Hysaxa nig kepmoto C. JluTeuHeHKa i npogecopis M. Byro-
BHua, B. Banaca, M. Myxuna, O. INosctenka, M. Kwmira i in-
wrx. Y 1943 p. cTaTyc uiei WKOJH MiABHILEHO MiA Ha3BOIO
»Buuoi O6pazoreopuoi Ctyaii”, T06T0 il noBHLMAK KO PiB-
HA aKazewii, a 1i B. Kpi 0,
C. JIuTBHHEHKa — AEKAHOM, i AOTMOBHHAM CKAaA npodecopis
MuTponoauToM Amumpeem, M. }_'Lnn'rpemcou Ta A. Mamouoso.
‘l‘om Ha BHCTaBKax CYOM GMCHme CBOIMH TalaHTaMH MHCT-

M. M. My-

xuH, M. Heainxo ﬁ iHwi.

YHacAiioK BOEHHUX MOAiM B 1944 p. yKpaiHChKi MHCTUI
GizblwicTio noganucs Ha 3axif, & MicAA BifHH ONMMHHIMCR
B TaGopax CKHTadbuiB y Himewunni # AscTpii. Xou im aose-
J0CSA HTH MPOCTO B XKAXAHBHX YMOBHHAX — Y BiCBKOBHX
KacapHsaX i 6apakax, Ha FOpHILAX, B MiABaJax i BEPTH nepe-
MOBHEHHX KOHIOWIHSAX, TO BCE )X TaKH BOHH HAMATAZMCA OXH-
BHTH MHCTELbKE XHTTH, TBOPHTH ucpinxo ﬂ BeJHKi LiHHOWL
Ta BHCTaBKH. M 1T
ca B Tabopax y Klpnhcc}nnb}u, Bepx‘recra)xem, Anrcsypan,
Mirtensansai, Awapdenbypsi i .4, a B AscTpii — y Bpe-
reuui # 3ansubypsi. ¥ Kapascoennni (sromom — y Beprexc-
rajieni) icHysama Hasite Buwa OGpasorsopua Crymia mix
kepmoio C. JINTBHHeHKa.

Lientpom ctaB Mionxen. ¥ ciumi 1947 p. Tam Baawrosa-
HO BHCTaBKY TBOPIB PiSHHX i
3 ponomoroio IMKA # YHPPA, i B Hilt B3sn0 ydacrs 48 yx-

MucTis 8 290 Y Tomy x poui sac-
HoBaHO YKpaiHChKY Cmm(y O6pasorsopunx Mucruis
(YCOM), sxa Ta
06’e/lHyBaNa MHCTLIB pxal-mx Hanpsamkis. I'onosoxw cras E.
Kosax, sacrynuuxom — C. Bopauok, cexperapem — M. imur-
penxo, a C. Jlyuuk i ﬂ THI3AOBCBKHA — uJEHAMH YNPaBH.
3'iam yxeanue AKa 3
no Hawux Axie. YCOM Gauckyue mpossuia ceﬁg B Oprami-
sysanni Bucrasok. HaltsaMithimmmu Gyan cecrusani , THx-
ReHb Yxpairchioi Kyastypu” B Perencypsi # Mionxei, wo
BinGymaca HavecHi 1948 p. YCOM Bupmana napy uucen amb-
MaHaxy ,YKpaitcbke mucreurso” 3a pemakuieto C. Fopamu-
cekoro, M. Jiuutpenka, E. Kosaka #i C. Jlyuuxa. Ansmanax
6y mepwopAAHO odopmaenuit. Tex suAimaa npaus C. Fop-
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auucbkoro , Kpyk, [Masaocs, Myxun” ta ans6om ,Yxpaikceke
. Yee ug i

2

HHX OGCTaBHHAX Mif KOXHHM OFJIALOM.

Y 3am>u6yp31, B Asctpii, icuysano O6’eananua YKpam-
cbkux Of Mucruis nig r Kpait-
KiBCHKOTO, i BOHO BJAWTYBANO KiXbKa BHCTABOK. prﬂIHCbKl
MHCTLi HA CKHTAAbLUHHI MPOSBAANH ceGe iHTEHCHBHO aX RO
BHi3fy Ha emirpauilo 1o 3CA, Kanaau, Ascrpanii #t 1o kpaix
Mispentol Amepuks.

Ha T/ CKHTANbUIHHK 3 HAWIMX MHCTLIB, KDiM 3ragaHoro
pie C. JluTBHHEHKA, AIMWAK Maixe R0 Bepxis's cBOei TBOP-
vocrk A. IMamocs, M. Myxun ta T. Kpyk, siki Bxe paniwe
3106ynu co6i BMAHI MO3WLii B YKPAiHCBKiA CKyabNTYPi HA
PIAHKHX 3eManX.

Anrin TNasnock (1905-1954) noxoaus 3 Xoamuuux. Y
1930-1935 pp. HasuaBcn B Mucreusko-TpoMuciosi#t wiKoai
y JIbBoOBi, i Bxe cBOiMM paHHiMH TBOpamH (,[ToGpaTumu” i
noprperamu MucTUiB B. IBanioka Ta P. YopHif) BHABHB CBiit
Gauckyuu#t Tanaut. Ha Bucrabkax CYOM y JInsoBi B 1941-
19444 pp. BiH 3BepHYB Ha ceGe OCOGJWBY yBary TBOPaMH
wKopoas Mawnno”, ,,T. Llesuenko”, ,,Kusnx y auui”, ,Ma-

# inwnmy. Ha A. Tlae-
J0Ch CTBOPHB y rinci # TepaxoTi cxynmrypy »KHa3b Poman
I ", ,Boraan X w”, ,Cs. lOpii”, ,Bin-
nounHok”, ,,Cmyrok”, ,Jdisunua”, ,[lactyx” Ta iHwi. Bonn

i zerkictio if, i it

2 30KpeMa — BHCOKOIW ecre'rnxolo Ta Jipukolo. Mucreus
nomep B Mi 3CA, e Gys Hamo-
criftue.

Mukona (Borzaw) Myxum (1910-1962) Hapoausca Ha
JloHeuuuHi, a CTYAilOBaB CKyMBNTYpPY B iHCTHTYTaX XapKosa,
Onecu it Knesa B 1930-1939 pp. Cruxiftuuit Taraut Myxmla
He MaB B TicuhX pamax
BHCBKOTO coupeaniamy. Bin yxe npossus ceGe Ha Tai BH-
crasok CYOM y JibBosi B 1941-1944 pp. Ploro TBopn ,,C)m-
Ba”, ,Uymak”, ,Kiup y creny”, ,3BibHenns 8 scupy”,
HeBM[aHi XOCi TBODH, 3aXONMIOBANH TMALAYIB AOKPAIO. 3 ne-
PiOAy CKHTANBLIKHH NOXOAATh Horo TBOPH ,Kussp Irop’
nKosaubkuit cothuk”, ,Kosax s apkamom”, ,3anopoxens”
,»OTamMan” Ta iHuwi, 10 NMPHTAMAHHI HaA3BHYAAHOMY PHTMOBI
it WaseHOMy AHAMi3MOBi, 8 30KpeMa B Giry KoeH Ta B py-
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xax nepmum(in. Mucreup nomep nepenuacio — 8 Pinaaens-
&ii, 3CA.
I‘purop Kpyk, oauH 3 uiei -rpu?nm CHaBHHX CKyabNTOPIB,
1911 p. Ha C CTyAi0BaB Cneputy
B Kpaxiscsxiit Axagewmii, a sakinyus cryaii B Akazemii Muc-
Teurs y Bepaini 3 susnaunumu ycnixamu. CBoIMH TBOpaMH,
BHKOHaHWMH B rinci f GpoH3i, sBepHyB yBary Ha Perpocnex-
TuHi#t Buctaui Yxpaincekoro Mucteutsa y Jlssosi 1935 p.,
Ha pHcraBkax YCOM y Himeuunni Buctynas sk yxe sasep-
wenwR ckyabRTop. Y pamift caoiit Taopuocri I. Kpyk wep-
nas 3 apxamuux Ta GHTHUHHX LKeped, a mani npoHwos eta-
nx Bin .0 i TBOPIB,
1o ix oxomaioe B popmu 61b0KiB. Bin HeapiBHAHMA MHCTEUb
B OnNaHyBaHHi 6PHJH 3 BixuyTTAM Ti HaA3BHYaliHOI peabedHoC-
TH B MpoCTOpi, rapMouii dopy Ta ecTeTHkH pyxy. Bin e va-
PO B OZlyXOTBODEHHi MEPTBOTO MaTepinay, 60 BiH MOKasye
AIK 3 UBOTO HADOMKYETHCA uBiit Toip. Lle saKanTi MOHy-
MEHTH, TBepAi # CyBOpi, Pa3soM 3 ThM i M'AKi, HDKHI A was-
xerni. ,Tyra”, ,[pauka”, ,Censnun”, ,,Cknrnnbm" »Ba-
ritHa” i HU3Ka MOPTPETIB — Le TBOPH FIHGOKO MCHXOMOTiY-
Hi, HEOLiHMMi MEPAHHH CKYJBNTYPH.

T. Kpyk Gepe yuacTsb y HainoBaXHiumMX BHCTaBkax Es-
ponu # AMepuku. Xuse Bin nocritno B Mionxeni # npautoe
AK npocecop CKyabnTYpu B MionXeHCBKilt AkameMii.

la i nposBUB CBift il Tanaut M, Ye-
PeLUHBOBCBKHI, AKHA AifiwoB Ko Bepxie’s Bxe B 3CA # Ka-
Hazi. Takox opMyBanaca # MOJIOJA reHepallisi CKyJILNTODIB,
maaspis i rpadikis, i meAki 3 nux moGHaMcA ycmixis Ha eMi-
Tpauii 3a oOKeaHoM, iHuii X TBopuau B Esponi, a mesxi smap-
HyBamMCS.

XIV. YKPATHCbKE MMCTELTBO B AISCMOPI

3 XBHIIEIO eMirpallii CKMTaNbUiB 33 OKEaH, a 3 HUMH #
YKpaTHCHKUX MUCTUIB (B 1947-1950 pp.), KOXEH 3 HHX MPHBI3
3 co6oro ixeio cAyKikHA pinHoMy MHCTeUTBY #f MponarypaKa
#toro cepen uyxmHuiB. Ha anb, KoXeH 3 HHX MyciB syna-
PHTHCA 3 TBEPAMMHM JXHTTEBHMH YMOBHHAMH W 3MaraTucs sa
cBO€ wWoAeHHe icHyBaHuA. Lle 3araxeMypano TBOpUHI posMax
HAUIMX MHCTLIB, a NpoTe ,,36poi” BOHH He 31aBalH, a HaMa-
TAAMCA TBOPHTH B LMX HOBHX, HE 3aBXH NPHroxux o6cra-
BHHAX.
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Y 3CA, a Bxe THM Giabwe B Kanami (He Kamyuu BiKe
npo iHwWi KpaiHK) yKpaiHChbKe MHMCTEUTBO MafKe He iCHyBalo.
Tyr npossass ceGe TiAbku Tenisabhuii ckyabntop O. Apxw-
NeHKo, Haue camiTHi# Ay6 cepen creny. Tomy To mpuGyTTs
10 3CA KiZbKOX ZECATKIB HAWHKX MHCTUIB — e Gyaa npocTo
enoxa B HAWIOMy MHCTeuTBi Ha emirpauii. Ha#Gixbwi cxyn-
YeHHsl HAaWHX MHCTU{B, — ue Holo-Mopk, dinanensois, Mi-
TPOAT, a 4aCTKOBO H ‘{u(aro Ta Bawinrrou. ¥ 1952 p. nocra-
10 B Helo-Mlopky O6’enuanna Muctuis Ykpaiuuis AMepuxu
nig ronosysausam C. JlutsuHenka, misuiwe — C. Copaumn-
CbKOro, OCTaHHbo — M. Yepewmnoscekoro. OMYA moci
BJAWITYBANO Ki/bKa HECATKIB BHCTAaBOK, W0 Oyan Ha BHCO-
KOMy piBHi; sragaTi 6, Hanp., ,BHCTaBKy yKpaiHCBKOro MHC-
Teutsa” cpiToBoro Macwraby B JitpoiTi 1960 p., wo B Hit
B3AAH ydyacTe 78 MHCTHIB 3 BiZOMMMH npisBuuiamd. [pu
OMVYA icuye % Tomapuctso Monoaux Ykpaincbkux Muctuis
PpisHMX HanpsMKiB, WO 3R06yMH OCBiTY Be B PiSHHX MHC-
Teupkux wwoxax 3CA.

Mpo Hamy apxnex-rypy B 3CA moxemo ronopwru Tidb-
Ki SK MO a ue mep Gynis-
HHUTBO uepkon Panusa emirpauia npusesna s co6o10 Tpamu-
uii I.l:p:l SIHOFO Gymauuunu UepKOB i HaMaraxacd MNpHie-
nuTH ix y KpaiHi cBoro Hosoro nocexexns. Hawmnx npode-
cilthnx GyAiBeMbHUKIB TORI roai Gyno sHaiTH i TOMy uep-
KBH GyAyBanu MaicTpu-amatopH a6o uymuHui. TyT i mpH-
4HHA TOTO ¢ax-ry, WO paHHi uepKoBHI GymiBai — ue Gyan
HEOPraHiuHi 3JMKM piSHHX CTHIIB, Ge3 OAHOI CHHTE3H.
Yce 3 TaKu AeAKi npaBoCAaBHi /i KATONMUBKI LePKBH 3aciy-
TOBYIOTh Ha BiAMiueHHs: cBB. [Netpa it INasaa B Mxepai Curi,
Tpecs. Tpo#ui B flurcrasxi, ce. Mukonas 8 dopn CuTi, cBB.
Metpa # Iasna 8 Masur Kapmen Ta inwi. 3 HoBiwmx yxe
6imsw BapTichi Taki uepxsu: Xpucra-Llapa B Pinanensdii,
Henopounoro 3auwarts B emrpemk, Kupuaa #t Meronin B

OmudanT, 30KpemMa X NpPaBOCAaBHA LUEPKBA-MAM'ATHAK B
Basupn Bpyky Ta katomuupka Katezpa B ®inapensdil ¥ cra-
nii 6ynoeu e uepkeu cs. IOpis B8 Heio-Mlopky, — Ha BisaH-
Tificbkux 3paskax, ce. Mlocuda B Uikaro, — MogepHicTHu-
HOro XapakTepy, Ta iHui.

3nauHo nimmic Hamy apxitekrypy B 3CA Ceprift Tumo-
WEHKO CBOIMHM NMPOEKTaMH LepKoB. 3 XBHIAeIO eMirpauii mpu-
6ys Bomozumup CiuMHCHKHA, AKUI BHKOHAB HHU3KY MPOEKTIB
nepkos y 3CA, sokpema x uepxsu B laprdopa, Komu, Ta
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Mpecs. Tpifini B Hbtoapky. Onekca [Toscrenko (1902-1973),
AKHA BHKOHAB B YKpaiHi 6araTo NPOEKTIB WKIMLHUX GYAMH-
iB, 6i6aiorex i kmo6is, y 3CA nposBass ceGe AK TEOPETHK
apxitekTypH. €8l Baakuthuit (nap. 1914 p.) BHABHB MO-
ryTHi# Taxant &%&r’ok—qﬁpnu-uonymmy 8 Himeu-
YHHi — CHHTe3y AepeB’siHOi apXiTeKTypH 3 MOAEPHHMH pH-
camu. Y BCA Ha Xaib, am He nposiBasie ceGe wWHpue.

3 i resepauii y 3CA flpo-
caap Ciunucbkuft, Anoxinapii Ocagua i iHwi, AKi B npoex-
Tax BENHKMX MOJIEPHHX GyAiBesb AalH WMMalHil BKIAX y Ha-
wy apxiTextypy.

¥ pinaHui CKlebn‘rypll B 3CA JecATKH POKiB TBOpHB re-

HinasHi O, (1887-1964),
MOCTaTh He TibKH Ha T/ YKPAIHCLKOI, alle # CBITOBOT CKyJIbM-
TypH. Yunscs i crepury B Mucreupki#t wkoxi B Kuesi, no-
TiM — y Mocksi, a 8 1908 p. Buixap zo [Napuxa, Ae nporos-
JKYBaB CTYAii CKyJbNTYPH, aje WBHAKO 3aHeXaB iX, CTABLUH
HENPUMUPEHHMM NPOTHBHHKOM [eHisabHoro PoneHa. 3 To-
ro MOMeHTy ADXHIIEHKO NpawioBaB caM Haj co6olo, Gepyuu
co6i 3a OcHOBY SA06yTKH apxaiuHoro mucreursa. ¥ 1910 p.
BiH BHCTyNaB i3 CBOIMM TBOPaMH Ha BHCTaBkax y Bepaini i
Tareni, a B 1912 p. BiAKPUB CBOW WIKOTY.

Bin ysis y ckyabntypy kOll ecTeTHYHI eJeMeNTH: Mer
;oBaKHA NPOCTOP i popmu A K
MM wWe BiH npuumun KyG6isM, 10 0ro po3poGuau ﬂlxncco
# Bpak, TO BXe WiKOM BHBiB CKyJbNTYpPy Ha 3nncm HOBi
peiiku. Crioay CKyTBATYPY 3
CTBODHB CHHTe3y OKpeMol ranysi oépuo-raopuoc-m Hesxi
KPHTHKH SYCTPIJK Le ABHLUE 3 NOAMBOM, iHWI — 3 SABIATHM
TIPOTECTOM.

¥ 1921-1923 pp. Biu BiB cBOIO wWKOMY B Bepaini, i 3 cBOi-
M TBOpaMH 06'ixaB yci uentpH Esponu. Omu BH3Haummi
KPHTHK 38ABHB: ,,Apxnnemm npopy6as HOBHH WUIAX B €BPO-
neﬁcamﬁ CKyabnTYpi”.

923 p- BiH nzpenxan no SCA iTamy 1924 p. ctopHB
knp-m 3 mpoc-
TOpOM i yacom. ¥ 1928 P. BiH OMATeHTYBaB MALUMHY AAS MPO-
RyKyBauHst inosifi MaJIbOBAHOrO NMpEAMeTy, AIK AHANOTiI0 AO
MoBiALHOro Pyxy B Kinemarorpadil. ¥ 1935-1939 pp. siu BiB
€BOI0 wKOAYy cKyapnTypH B Hblo-Flopky, ByucToxy # Yikaro,
BHKJIAZaB CKyJABMTYPY B Enmmr-runcmouy yHiBepcuTeTi, a
Bia 1950 p. — B Kancac Curi
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Teopuuit wanx O. Apxunenxa nosHauenuit Gesmepeps-
HuM 38 HOBHMH i Bin uep-
naB HalXHeHHR 8 Heoxity, Erunty, Acupii, Mpewii i .4, i B
BHCAIAI CTBOPHB ,,CKYABNTOMANAPCTBO”, IO B HbOMY KOABLOP
HonoBHIOE penbed, i Habmaku. Y 1936 p. Bin cTBOpHB Mpo-
3opy ckyabntypy (“Plexiglass”) — kom6inauiio ckaa 3 nasc-
THKOIO — HOBY €CTETHUHY excnpecuo MOZIeNIOBAHKA CBITIIA,
npoctopy Ta
Teopuicts A
‘THBHICTIO, if pHTMOM Ta
HOM # JAKOH{uHOW hopmoro. Teopunit mopi6ok O. Apxumen-
Ka CTaHOBUTH MoHaA 1000 TBopiB, 1O GyaH BUCTABJEHI B Hal-
MOBAXHIUWMX ranepifAx CBiTY, a YHCHO HOro iHAMBIAYaJbHHX
BHCTaBOK A0 130. I; #o-
TO TBOPHYOCTH MOXYTb HaTH apXMTBODH: ,layya nocrats”,
»HopHa cumava nocrats”, ,[floctate y npocropi”, ,Matu #
AuTHHA", y ", ,,Ecnanka”,
nApabka”, Ha ckeasnx”, 'y wiKiH-
Ka mepex nsepkanom”, ,llpussus”, ,,npomm, , UMKIb TOp-
ciB, MaIAPCLKHX TBOPIB Ta PHCYHKiB. 3 YKPAiHChKOIO TeMa-
THKOIO HafiBHAATHiWi Taki #ioro wepespu: ,Tapac lllepuen-
k0", ,IBan dpanko” # ,,Bosoaumup Bemuxuii”.
Cepriit JIuTBHHEHKO, AiKMit NpHAGaB co6i WHPOKY CaaBy
B Ykpaini # na ckuTabumni, 8 3CA B 1949-1964 pp. crso-
PHB BENMKI UIHHOL B KaMepHifi T2 MOHYMEHTAJNbHIA CKyJabn-
Typi. Bapricuumu e Horo 6'1octu , [eTbManisna”, ,,B. Kpuues-
cwuﬂ", »B. Ky6ifiosuy”, ,,€. Mananwok”, , . Hyaxo”, ,P.
#”, K. T'p ol Ke i, ,,M. ITo-
He;unox’, »APyXHHA MHCTUA", ,,K‘e-rwan 1. Masena” i T.a.
Tim60KO NMCHXOMOTIUHHMH Ta CHALHMMH CBOEK eKCrpecieio
e ,Cnoki#”, ,Jlipaux”, ,Hesiavuuk”, ,He simnan”, ,Pu6an-
Kka” i T, C. JluTBHHEHKO CcTBOPHB y 3CA HH3KY HaMOTHIb-
HHKiB, a M HHMH — [ Pakoscbkomy, B. Bmasaupkomy fi
npes. A. JliBHUBKOMY.
Cuto10 0co6aMBOro TaNAHTY nponue ce6e B 3CA cun
Muxaitao Y BiK
1911 p., cryaitosas ckyasntypy B Llkoxi IMpukaagHoro Muc-
Teursa B Kpaiosi, sape6'1oTysas pisn6oio B mepesi ,Matu
3 puTHHOW0” Ha BucraBui CYOM y JIsBosi 1942 p. 3 peftny-
104010 rpynioio YTTA 1947 p. xicrases xo axiausol Himeuus-
HW i Tam, y Ta6opi ckuTa;bUiB y MiTTeHBasbAi, PO3rOpHYB
TBOpuy poGory. Ha mucrasui ,l. Kefipan- M. Uepewnsos-
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cbku#” 1949 p. BiH Mokasas CBifi MOTyTHilt TaxaHt 6’locTa-
un ,,0. Jaucokuit”, ,C. Bangepa”, ,,P. Lilyxesuu” Ta KoMno-
sHuieo ,Breda no €runty”, AKi CBOEDIAHHM peamisMoM Ta
ODHFiHAJILHOIO CTHAI3ALIEI0 HArafyloTh CKYJALNTYPH CTapo-
BHHHOrO €runTy. Maike 10 Bepxis'n giftwor M. UepewHbos-
cbkuk 6'10cTamu , [Imutpo [onuos”, ,,Mocud Cipuax”, ,Mopr-
PeT APyXuHH” i T.A, WO BPaXalOTh NMOAUBYIiAHHM CXOMJEH-
HAM QiSHYHHX i KYXOBHX PHC, @ 3OKpEMa — CBOEID BHPA3HOI
uuoéy-mimu TakuMH X pHCAMH MOSHadeHi foro ,Mamon-
HA Ha ocm ' ,,Manonna HIBKOIHILIKIX" nMagnonua-Parisuu-
ua” i inw BapTOCTH € AbHi
TBOpH M. ‘-lepemuboncworo, 3okpema ,[lam'aTHKK reposm”,
nam’atauk Jleci Yxpainui B Kaisaenai #t Toponto Ta nam’ar-
K Ozxerosi Oabxuuesi B JlirakTowi. Yci BOHH BifisHauaOTh-

+ e 1

s
TaMGOKOKI0 OLYXOBJEHICTIO.
¥ 3CA npauroe TananoBuTHit CKyabnrop [lerpo Kamuwiy-
wenko. Haftoapricsiumn Horo Tsopaui e ,3a oo Yicpei-
un”, ,,Jlyma”, ,Poscranna”, ,[onuap”, ,,Brpaveni nagii”, ,,Ko-
wosHit Cipko”, ,Baarocnoinnsa”, ,Mysuxa” i T.i. Yci BoHn
p h A

yTHi.

Banentun CiMsiHlUeB BHDOGHB CBOK MHCTELbKY MOBY Ha
OCHOBI peanismy. Bucokosapricuumu € #oro TBopH ,,len. I
Hsavenko”, ,Ten. B. Manifi-Heino”, ,[Toptper cuua”, ,lIpea.
A. lliredan”, ,Kpyram”, ,Momutsa”, ,,CMyToK” Ta iHuwi.

3oKpema BiiSHAYMBCA HA LbOMY KOHTHHenTi AHApiit Ha-
parad. Hapozuscs Bin B Ykpaini 1902 p., 3aKinyus Bimmin
CKyabnTYpH B XapKiBCbkoMy XYyROMHbOMY IHCTHTYTI, i B Yi-
paini CTBOPHB HH3KY apXiTEKTYDPHHX AeKOpalii Ta Mam ATHH-
Kis, B 3axiguift HiMeuunni — Hu3Ky Qirypamshux Kouno-
3HUi Ta ToJ0B, WO npu-
BatHuX 36ipkax 3. Himeuunnn ¥ ®panuil. ¥ 100- pmun cMep-
i T. Iesyenxa A. Jlaparas BUKOHAB NMPOEKT Nam'ATHHKA Be-
aukomy Ko6sapesi, wo no6yaosanuit Ha niowli nepex 6y-
AuHKoM Manito6ebkoi sericaatypu B Binminesi. ¥ cxyabnty-
pi npauiosas ypomkereus Bykosunn Slpocaas [Manaziit (1910~
1977). Voro t8opH ,,3anymanuit”, ,[loptper Apysusn”, ,As-
TOMOPTPET” Ta NPOEKT NaM'ATHAKA reThbMaHoBi I Maseni Bu-

i TeXHIKOI0

3 MOMOROTO NMOKOMIHHS CKYJLNTOPIB MPOABARIOTs Cebe
8 3CA P. Bacumnwmun-Tapmaw (,,Tapac Lileuenko”, ,[Top-
Tper ApyxuHu”), I. Bykoemcska, O. Fpomuy, M. Yp6au i T.1.,
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AKi we y crazii dop: cBoei
MoBH.

Y 3CA TBOpATbL HaWYHCACHHIWI HAW Manapi # rpadiku.
He onuu 3 Hux 36araTWB yKpaiHCbKe MHCTEUTBO A TBOpPaMH
CBiTOBOrO 3HauenHs. Binomuit monymentanict Muxa#ao Ocin-
uyK BHKOHAB NOJiXPOMil ABOX 1ePKOB i TPH ikonocrack B 3CA
Ta mBox uepkos y Kawami. M. Auacruneacsxuﬁ cTBOpUB Ce-
pii JAHCTIBOK 3 MU MOTHBA-
MH. lpuna Llyxesnu cTeopuna KapTHuu ,Xpewenns 8 Plop-
nam A ..Kmmmn Oabra” i ,,Bononnuup Beaukunt”, a M. Cre-

is TeMa-
'rm(olo. Teopu Oneru Ilmmmox (nap. 1903 p.) — ue Husxa
Kxomnosuui: ,Jlerenau npo cs. HOpia”, ,Kuaruna Onwra”,
w[lnau Slpocnasuu”, , Kusxi nosu” Ta imwi — B Ayci crapo-
YKpaiHCLKOT iKOHOTpAGii.

B 3CA TBOpUY it SoKpeMa

B rpaqaiui. BusBKHB Mukona Byrosuu. 36aratus ain Hauty 06-

p TaKHMH K ,,3eBC
,.J!lcolm(u nocsapuiHce”, ,,3anopoxeus i kpacyna”, ..U-len-
puk”, ,Isacuk-Tenecuk”, ,,Ckomopoxu™ ﬁ iHwi, a 8 omifnux
kaptHH — ,SIpuao”, ,Kanyw-xenokpan”, ,Binwma na Gyp-
cakosi”, ,lToexunok npsuukis”, ,Tam Tanmss Gyxa”, ,Tpu
6paru Asopcbki”, ,Koaaka HecyTn” Ta HMsKa Momi6Hux. M.
ByroBuY TaKOX CKOMNOHYBAB UMKJb HAN3BHUAHHO OPHFiHAMb-
HHX MPOEKTIB KOCTIOMiB.

Tetpo Meruk 3afimae ofiHe 3 mepefOBHX MiCUb y HAWO-
my mucteursi B 3CA. [llnax ua npoBixue Micue BiH npoTopy-
BaB co6i we B Bapuwasi, i Bxe KaBHO ckpucTanisysas cobi
caMOGyTHIO MHCTelbKY MOBY, cBift cTuab. (ITpo ue Gyna Tyt
MoBa Bke paniwe). Y 3CA, B ubomy i B ®insneasdii, Meruk
CTBOPHB YHMANO NyXe BAPTICHHX KADTHH ONIMAHOW TeXHIKOIW0,
TeMMepoto, KaseiHOM, CAHriHOIO, ByraeM Ta onisuem. Hafisu-
matHiuii Aoro TBopH 3 ubOTo mepiony — ue ,.Crapui emi-
rpant”, ,TonoBa censnuna”, ,Jisuuna B Giromy”, ,Bins Bik-
JPoan’aTTa” Ta uMKIL HaTiopMopTis. € nlu auropou i
TBOpIB (, pect”, ,TMana-

Oxpeuom 3acayromo 1. Meruka e Toit dhaxkr, u.(o u
HyBaB V1 Cryzio (B ®i.

BiH BeZie 3 BEJIUKOIO CAMOMOCBATOIO MOHax 25 pokis. n Me-
THK — roxropa isniny OMYA B dinanenvdii ft roxossnit pe-
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maxrop ,,Horatok 3 MucTeurBa” Bi Yacy 3acCHyBaHHA UBOrO
JKypHa

¥ 3CA TBOpuO npauwoe MMerpo Xomomuupt (cun) — ap-
TOP HUSKH TBOPIB OJi€l0, TEMNEPOI0 Ta B iHUIMX POAAX TeX-
Hiki. Oco6/mmBo UinHHMH € foro ,JIBi AiBunnu”, ,Becua”,
,Ocinp”, ,Ksitu”, ,Llnkagu” # cepin HaTiopmopris. Hdyxe
OpuriHambHUMK € fioro KHuxKoBi odopmienns (,Ilaax Be-
aetha” H. Jlisnubkoi-Xoxoauoi, ,,Connyna mawnsa” B. Bun-
HHUYeHKa i T.T.), WO CMOBHEHi FIMGOKOK CHMBOIKOIO. Bil yxe
ROBFHMH DPOKAMH iMIOCTpye AUTAYY TaseTKy ,,Becenka".

Metpo Axapycis, TakoX KOJWIHIA ,BaplIaB'aK”, WHPO-
xo npouwme ceG: B Ma:mpc'rm # rpadiui. Bin HapORHBCA
1905 p. na Jl M
nennroruo ¥ 1929- 1930 pp BiH iMOCTPYBaB AWTAUI BHIAHHA
(mbBiBCBKi) ,,CBiT AuTMEHM", Haw npustems”, ,JIsBiHouoK”,
a sromom — , Kusmxy crasy” O. Jlotouskoro. Ipubys sin a0
3CA B 1947 p,, fik mepwMA 3 HAWMX MHCTLUIB, i mocemuBcs
B ®inaxensdil. 3 fioro oniktnux kapTHH HaftBapTichiwi , Kus-
wuui”, , Kuaxu#t nup”, ,Cearanns Awmu Slpocnashu’ } 4
xHasie”, ,Kna3s Irop”, , Kumxa npucrans y Kuesi”, a na re-
MK Kosawumnn — ,3ycrpiu I. Masenn s K. Toprmienkom”,
,Tetsman 1. Masena”, ,MTix Kopcywew”, ,Batina”, ,Boryn”
Ta inwi. TT. Aunpycis e aBTopom Gesuniui imocrpauif 1o au-
TAYMX BHAAHB, BiH Xe f posMamosas uepkey B Pinanenndii-

Tsopn CBOE-

PimHOTO XxapakTepy.

Bononumup Banac e omnuM 3 HafBHAATHIWMX HAUMX
rpacikis y xincnopi. Hapoawuscs sin 1906 p. 8 Poratuwi, cre-
uisnisysasess B rpadiui B Axamemii Mucreurs y Bapuuasi,
i Wwe 3a CTYNEHTCHLKUX yaciB BUKOHAB nasakaTy ,Baab B Aka-
nemil Mucreurs”, ,,3anopoxeus sa Myxaem” i 1.4, i BusiBus
CBift MOTYTHIft TaZAHT OPWTiHANBHOW CTHINISauielo A wirAxeT-
HUM KOZBOPHTOM. ¥ 1936 p. BiH 0COGMHBO BUABUB CBIf TaMaHT
SHaMeHHTHM uWKJeM nepesoputie 3 Boarapii, npo ski Tl
KomxvH nucas ock wo: ,,CNpeuH3yBaTH, WM HATHHATH TBOD-
vicTs Bansica 0 AKOTOCH CTHJIO, WM HAaNMPSMKy Tenep 3afise.
Bansic — ue cyvacnicrs. Baxac — ue Bke cTHm o
cmepru T1. Komxywa nucas M. Toav6eus: ,Bvaasy vkoain-
cokol rpaciku, sk nepxas TMasxo Kom«yﬂ, rinHo nepeGpas
Bononumup Baxsc”.

Io siftnu (1939 p.) Bansc npawosas y JIseosi B alaauui
PEKAAMH INA DISHAX HAWMX MiAnpuemcrs. 3a mepuwoi Goxb-
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wesHubkoi Okynauii (19391941 pp.) fioro sHsHamd 33
,,dwpusmc-ra” 3a niMeupkol okynauii nmia yac 2-oi csirosoi
H BiH GyB npocpen:opou rpadpiku Buwoi O6pasorsopuoi
Cryaii. Tomi BiH, MiX iHWHM, cuomnuuynas HH3KY KHHXKO-
BHX ans ,,Yxpail .Y i
e minauui Banac suasuBca nepmopsmuum uancrpou nig or-
ASAOM ONAHYBAHHA TUIOW(, ACHICTIO A WiTKICTIO KOMMO3MUil
T4 OPHTiHAJBHICTIO WPHOTIB. Y NepiOfi CKHTAMbUMHK Bin
cTBOpHB KOMNOSKUii ,,Y Hi4 Isana Kynama”, ,,CmepTs xerins”
# iHwi, WO BapTicHi rMHGOKOI0 ApaMaTHuHIiCTIO ¥ rpadiu-
HHM CIPHAMAHHAM. y Gcauntnnouy WyKaHHi 3a uonmu uuc-

TEUBKUMH ,,if " Banac sHauHo e-
ma B 3CA it Mekcuko B 70-uX pokax, i BKlHul Matbie mﬁmos
IO MeX KpaiHbOro it — 0

Hiamy. I1po ue csigvats #oro xinoputn ,BopoTs6a Koryris”,
»CHPOTH", ,Ikap”, ,Cawiths irypa”, ,Caimui”, i wceG-
paku”, ,Beceni macku” i T.M., WO NO3HAYeHi TTHGOKHM TCH-
XOJNOri3MOM Ta BHYTPIlIHIM MNEpeXHBAHHAM MucTus. Baxsc
nposBHB ce6e Takoxi¢ i B mamepoBift cuynbm'yp: Ta B Moam-
ui. ¥ Kanagi Bin TAKOW Y

(Mpo ue Gyne moma mmxue). Ha TBopu Banaca nossumacs
6esntiy NPUXHABHHX peueHsil.

Slkis Ti; i, — 3 ,B: i
rpynu”; Bin Hapoxuscs 1915 p. Cpoi ctyaii (asa poku) mo-
4ap y Bapwapi, a sakinuuB ix y 3arpe6i 8 Xopsarii. [le6'to-
TyBaB BiH cBOiMM TBOpamu ,JIpyru#t cemectp”, ,,Bﬂxaui”
»Crapeus” i xepenopnaauu n»Monutsa”, ,TMepen cnammu
nYy6orun”, i crapicTs” Ha B Hmeu-
yuni. Lli #ioro TBOPH 3BEDHYNH yBAry KPHTHKIB AKICTIO KOM-
noaxuifiHoro BMiHHA i MaficTepricTIO TexHiku. ¥ uboMy erami
S1. THiagoBChKHA 0DOPMHB 6e3aiy yKPATHCEKUX BHAAHB: KHH-
JKOK, JYPHaMiB, KaJeHAapis, a TaKOX CKOMIOHYBaB HH3KY
rpamoT i naskaris. Pauui rpan:pcsm -rnapu THisnoBcbKOro

neper 3 TBOpaMH A Anbx:rpnsepa,
as il
KRUTH # cTapoxpykis XVI-] xvn c‘roplv-(

¥ 3CA . THi: i movas 'yBaTH, —

3anepeuysaTu CBOT paHHi 3X06YTKH, i TaK y BHCHiLi CTBOPHB
cBift camMoGyTHiAl CTHAB, IO HOrO YMOBHO MOXHA HA3BATH

i JleaKi KpHTHKH B6: B #ioro cTH-
ai myx i iHwi K — xyx "0 peaniaMy,
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i 7.0 Hacnpaszi x TBOpuicTs ['HisXoBCEKOro — L CBOEPIA-
He CTHJIeBE SBHLLE.

¥ 1956-1958 pp. fl. Tnisnoscekuit npawosas y Mapuxi.

Ploro uMkab napussKoro ,,Me'rpo" (panuysbka KpHTHKA

Ayxe it JOCATHYB PiBHSA

CBITOBOI CAaBH CBOIMH Aepeaopmauu 3 aHimMajJicTHuHOKO @

Caasni fioro — ,,Bisus”,

nHBa Gapamu”, ,Orapa oseup”, ,Ilexikan”, ,,‘-kpenaxa"

,,3=5pn Uopuu#t ne6ims”, ,Beamicre mepeso” ,Kykypy-

n3a”, " ,,Connmmu(, nKanycra”, , Tronenann”, ,[Twennunui

aan” i T4, WO B CBOIH OCHOBi — pum:-mqm, a npoTe BOHH
OpHTiHANbHO He PiiKo 3 XxapakTe-
pom Bonu y rasga-

ua GesMexKHuit MOAMB CBOEI HAASBHYARHO MPEUMSHOW TeX-
HIKOI0 BUKORaHHS.

Maiie onHonitkom T'risnoseskoro € Borxan w
(napomkennt 1914 p.), mo Takox 3axinuue BapuiaBCHKY
Axanewmito. Bir — Mucreus TOHKOI KyMbTypH. Ploro me#tsaxi
(,Ocinnift mefisax™ i T.1.) 6araTi BambOpaMH 7 KOJLOPOM.

HaflMapKaHTRIWIOK NOCTATTIO MiX HAWHMH MHCTUAMH
(paniw — y JIbBOBI, MOTIM — Ha CKHTANBUIMHI, 3 OCTAHHHLO
B 3CA) e Emsapn Kosak (Eko). Bin GesnepeGifino Bumae
TYMOpPHCTHUYHH# waconuc ,Jluc MukuTa”, sanoerioe #oro He-
SDIBHAHHMH KaDHKATypaMH A TYMOPHCTHUHMMH TekcTamu. E.
Kosax Takox imoctpye mutauy rasetky ,.Beceaxa”. Ha#6ins-
wwit floro ocar — ue a;as6om xucrisok ,Exko”, ,,Copounn-
cukuft apMapox”, , Komoumuitku”, ,,¥ 50-tupivus YCC”, a sok-
pema ,,Cpuup 303yns”
pony. Moro imoctpauii i Teip 1. ®panka ,Jluc Mukura” —
KoHreHinmbHi. TBopuicts E. Kosaka Takox NMosHauyeTscst yc-
TiXaMu B MaAApCTBi.

‘TsopuicTs Muxaiina Mopoaa WHPOKO BHABARETECA B neft-
saxax. Moro teopu ,,3axix conus”, ,,Ocinp”, ,ITorik”, ,Pika
Eson”, ,Bomocnax s Kamaau” — ue cnpaBxHi KOabOpHC-
THYHi moemu. 3suuaitio, M. Mopos npawoe i B iHWHX XaH-
pax ManspcTsa.

Cesrocaas [oOpAUHCHKUA, — OfMH 3 HAAGINBILKX ABTOPH-
TeriB y Hawomy MucTeursi. ¥ 3CA BiH NPHCBATHBCA BHKIION-

i 6arato uep-
KOB, iKOH Ta MpoexTiB ikoHocTacis. HaieapTicHiwi 8 HUX —
Axazemis cs. Bacunis Bemukoro i Manactup Micionepok y
Cremobopni, cB. Bononumupa B Enisa6er, c. Isana B JIoHe-
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Tasui, c8. Boxmognmupa B EMGpunx, ce. Muxonas 8 ®opa
Curi, 3oxkpeMa Mo3aiku kareapn cs. Codii B Puui. IMoaixpo-
Mil C. TOPAMHCBKOrO OCHOBAHi HA TPAAMUIAX YKPATHCHKOTO
Bi3aHTHHI3My, NePEeNyLLEHOro Kpi3b NPH3My OPHTiHAJLHOT iH-
Tepnperauii uporo Muctus. C. FopauHCbKuit — GaraTorpan-
Huit Tanaut. Bin xe # asTop mucreurBosnasuux mpaus (,T.
Illepyenko — wmansap”, ,lasno Koewyn”, ,Kpyk-Tlasnocs-
Myxun” # iHwmx). OCTaHHBO BiH HAMHCAB MOHYMEHTAaNbHY
npauio ,,prﬁHCbKA ixona 12-18 cropiu”. FopaunchKuft Ta-
KOX BiOMHH MOeT i JiTeparypHuit KpH’l‘KK

3 ix yunis O. nanu
BKJAJ y Halle MHCTEUTBO B 3CA Crenan leum«, Aurin Ma-
moua, Jleonix Manapa # ixwi.

Uitke CTaHOBMLIE B HAWOMy MHCTeuTsi 3afinaB Mupo-
cnap Paguw (1910-1956), WO BHABHBCA SHAMEHWTHM HEKO-
paropom. Lle Bin ocopmup Bucrasu pexwucepa B. Brasaup-
Koro B Ykpaiucekomy Onepuomy Teatpi y JIbsomi B 1941-
1944 pp. Oco6mBo BapTickuMu € #Oro odopmieHus onep,
onepetok i apam (,,Kapmen”, ,Manam Barepdua#t”, ,pona-
Ha wapeuena”, ,Tpasiara”, ,®ascr”, ,lammer” i T.n). Ha
ckuTaablMHi Paguw odopmup Hu3Ky BHcTaB B. Baasausko-
ro (,Muna Masa#tno” # ,Haponwifi Manaxi#t” M. Kynmiwa,
»Bopor” 10. Kocaua # inwi). I3 craHkoBoro mansipctsa Haf-
BapTicKiwmmMu e #oro TeopH ,JIbBiBChKHA [Mapux”, ,‘Bm: Ha
cs. IOp”, ,Tlicas GomGapaysauua”, ,Bynytors wasx”, ,Han
pikow” # mun, v.uo

Ta i
Heto-Plopxy aiH odwpumu Kineka Bucras PL Tipuaka i sis
CBOI0 MaNAPCEKY CTYAII0.
3BuuafiHo, Tpe6a MOKMACTH HAroJOC Ha BHAATHUX MUCT-
uiB-npoxoBxKHuKis ,,Bennkoi Tpamuuii”, T06To cTyAeHTiB KO-
muwHboi Akagemii Mucreurs y Kwesi, mo Gy#iHo npossuia
ce6e sa wacis YHP. (MockoBcbko-GoMblIeBHUbKA BAaa Me-
peminuaa ii B ift Tucruryr”). 3 uiel Axa-
AeMil BUALIIO 6AraTo TAKMX BMAATHMX HAWWX MHCTUB, WO
3106yam mOBaXKHi MHCTeLbKi NosKuil B Ykpaini, a Tenep Bo-
uu 36aravyloTh Hawe Mucrenrso B 3CA.
o HafinoBaxHiwmxX 3 HMX HameXuth Bacuab Kpuues-

cekuhf (CHH Bacuna), wo P
B XapKoBi, 3aKiHYHB Axlneuuo Mucreurs y Kuem 1923 p.
i Ak megaror y X; wKoxi

B Kuesi, a Takox cnienpawiosaes y kimemarorpadii 3 pexu-
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cepom O. Jlomienkom. Bin odopmus 16 dinbmis. Kpuues-
CbKHA NPALIOBAB TAKOX y AiNAHLI opopmaenus KHUrH. Oco6-
JAHBO BApTiCHHM € Aoro nnsﬁou wJdou6ac”. l'Ipo-re uanumm-
wHMY € #oro TBOPH
YHMalo CTBOpHB ix B YKpaiHi i B 2 3cA (Kamq:apm) Oco6-
MBHM BDAXKEHHAM OG0T [MAKAYA HE3PIBHAHHIA KOALOPHT,
CBITXOTiHHI edexTH A TexHi4na MaiiCTEHICTb HOTO meit3a-
xiB (,Piuka Meao”, ,MMican Gypi”, ,Kapnaru”, ,Kuis 3-3a
Iuinpa”, ,Kuiscbka Jlaspa”, ,Hanx Huinpom”, ,lMoxrasum-
Ha", ,Xmapu B creny”, ,Conue cimae”, ,Beuip Ha mopi”,
wl'opa cs. Onenu” Ta inwi). B. KpnueBcbkuit — mucreus ai-
PHK-ONTHMICT, | Le BHDASHO BIAN3EPKAMIOETHCA B KOXKHif
f#oro xapTuni. Lie#t MHCTelb NepeayciM HenepeBeplIEHHA Mai-
ctep HeGa # xMap, i B (bOMY 3aHpi BiH, Ma6yTb, GE3KOHKY-
peuumuun Bin penmc1 ane peamc‘r cy-ro yKpaiHucbku#, 60 X
ift atmoc-

q;epx (B. Kpuuencsxnﬁ nomep 1978 p.).

Caasny i0” Kp! Katepuna
Kpuuescbka-Pocanaiy, Aouxn Bacuas  (MOJIOAWIOTO), WO
dopmysana cift Tanant B atMocdepi pOAHHH, STOLOM 3aKiH-
uuna Mucreusko-Tlpomucaosy wkony B [lpasi, a B kinui
3sasepwmaa cBOI CryAil B TafzeasGepstkomy yHiBepcuTeri.
Bona npuceATHAACA nefi3axesi, 30KpeMa — 3 BOXOIO (piKH,
osepa, oKeawH), i Riflwma Ko MafcTepHOCTH B TexHiui akBa-
pexi. ,[lpuctans B Can ®panuicko”, ,,MouTeped”,
Uikaro”. ,.I'Iapmx Hag Cenow”, ,Beneuisn”, ,,I'ongodi

xu#t paHoK” i T.A, & 3 YKPAaiHCBKOIO TEMaTHKOK — ,,Km-
s , Ouinpa”, ,Kauis”, ,Becka B Kapnarax” — HaBifui Ji-
PpH3MOM, iew i TeMmne-

pamenToM. KatepuHa BMie JAKOHIWHO NepenaTu CBOE CpHHt-
MaHHA BOZH, 0CO6AMBO X — il rAMGHHH. Yi TBODH — peasic-
THYHI, IPOTE X HACKPisb caMOGyTHI.

Ha oco6anBy # okpemy ymary saciyrosye Muxaiao
MUCTLiB y Hawik xiscmopi. Hapomusca Bin 1908 p. B Jlox-
Buui, Ha [T i, CTyRiooBaB B X
Ingycrpisubhifi npodwikomi, a 3rogom sakinuue XyRoxwift
Iuctutyr y Kuesi, Bys Bin ymo6nennm yunem dexopa KpH-
YeBCLKOTo, i MicAA SaKiHueHHst CTyRi# GyB AOTO aCHCTEHTOM,
4 B KiHWi — mouenToM Bimainy Manspcrsa. Y 1939 p. Omur-
penko npubys no JlkBoBa fK opramisarop Cmimku Pamsan-
cokux XyROMHHKIB YKpaiHW, i 3aTHIIHBCA TaM Micas Brewi
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Gonbwesukis yaiti 1941 p. Bin BuABMBCA OAMMM 3 Hafgifnb-
HiWKX opramanmpm CYOM, sumuauuscn cBOIM 'rana)n‘ou.
WIHPOKHM TBOPUHM
cBOIX TBOpax Ha Buctaekax CYOM y JluBosi B 1941-1944 pp
Mloro teopu ,Jisuata 3 3amimuk”, ,lyuyaka”, ,lasna Ba-
cuap Jle6’ax 3 Fopomuuni”, koMnoauuist ,ITicHa”, HU3Ka Ki-
HOYHMX NMOPTPETiB TA NPOEKTIB KOCTIOMiB M0 M'ecH FOMbLROHI
nCamonypu” Bimpasy 3BepHyau Ha ceGe ysary nyGaiku. ,,
Ha CKMTaanl(HHI B Hmeuumu M. Imutpenko Gys Ayweio
OM i T cex-
perapew, opramaa‘ropou ,,kaun prBlHCbKOl Kynb‘rypu" Ta
xypuany ¥
Y 1950 p. Bin nepeixas xo Ksnaxm. 2 B 1960 p. XuBe
# tBoputh y Mitpo#tti, 3CA. Tamant [MuTpeHka 0coGaIHBO
BHABMB ce6e B XKiHOuWX moptperax. ,Mapyca Bek”, ,lmbsa
Tpywka”, ,Xinka 3 axnapem”, ,Xinka B TypGani”, , iy
Ha 3 roay6om”, ,Kuusa”, a Takox Geamiy iHWHX HaJie:
HATb RO YTKil PTP HKH 3 YBATH H:
AKICTD i yKaany, i i rapmoHii, pHT;
My # Musoro koapoputy. ITpo ue cBimyaTh Takox i moprpef
i #oro cuuis (Opecra # Mapka) i komnosuuii ,Csixox
cnasu”, ,Panox” # ,THCAYA HEB'ATCOT TPHAUATH TPeTiK"”
Ipyra 6auckyda cTopinKa TBOPHOCTH M. E[um-pemu — ue
Lle sa okymauii Yx-
paiHH BiH BMKOHaB NMPOEKTH noXixpomii uepxsu B Topoaky
6ins JlboBa. ¥ KaHami X BiH BMKOHAD HH3KY pemiriftHuX
TBOpiB, 2 B 3CA Ha BBECh AiANa30H MPOABHUB CBilt MOryTHiH
Tanant. Oco6auBY BApPTiCTh MAIOTH TaKi MOTO TBOPH: Bere-
TEHCbKHHA NpOeKT Mo3aik ,,Enisoau 3 xutra o. Fabpieas Pi-
vapaa”, 14 npoexrie , XpecHoi noporu” mas Kocrexa cB. AH-
napis B Jlitpofti, 30 MPOEKTiB MO3ATK Ta BITPAXIiB AN UEPKBH
cB. Komom6a B SIurcrasni B Orafio. A Bie BepxiB’am ¥Horo
TBOPYOCTH € TMONIXPOMifi LEePKBH Hsn Hisu Mapii 8 TaM-
Tpemk — 8 53 20 op-
HamenTHKH. Lle uynOBa CHHTE3a e/eMeHTIB BiSAHTHKH, YKpaiH-
CBKOTO 6apOKKO # HAPOMHIX MOTHBIB, — CHHTE3a, WO ABAAE

co6oro Y CTHIL it sasep-
mye ikoHoCTac #oro X po6oTH, WO Haraaye cBitay RoGy
Bapoxko. Ik rpadik, M. Imutpen-

K0 OOPMHB HU3KY TBODiB HAIUIHX MHCHMEHHHKIB, NHTAYHX
BHIaHb TA BHKOHAB 6araTo NJAKATIE, PeKAAM eMGieM, mour-
TOBHX MapoK.
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TMpautosaau (a mesxi # xoci npaworots) B 3CA # iHwi
MHCTLi, Wwo Buftwau 3 Axasemii # Xyzmoxusoro Incturyty
B Kuesi, sx: Quutpo Moropka (1897-1962), Jlioxmuaa Mo-
pososa (Hap. 1907 p.), Mukoxa Llpamuenxo (1909-1968) Ta
Ouxexca Byaasuupkuit (nap. 1916 p.), wenpo o6aapoBamuit
MaJAp Ta aBTOP YyAOBHX MOPTPETiB, Me#i3axis i HATIOPMOP-
TiB; yCi BOHM mO3HAueHi wAsXeTHHM Koxboputom. Ha ysary
3ac/yroBylOTh TAKOX iHIII MHCTHi, fiKi mpossasioTs cebe B
Giabwift yu MeHwif Mi

3 ,,Kpakiscbkol rpynu” HawMX MHCTUiB HaiGiabw TBOP-
4o npoaykruera B 3CA Mapin T'apacoscbka-Jaunwmua. Bo-
Ha ycnimAo 3akinuuaa Axagemito Mucteurs y Kpaxosi i me-
Jaroriio, a Takox IncTuTyT Pekaamu 8 Katosnusx. Moxoauts
BoHa i3 Craporo CamGopa. Yxe panni ii Mansapcbii TBOpH
(,Ulepkpa y BepGixi”, ,Ceara Bapsapa”, ,Moe ymoGaene
micue”, ,Camora” # iHwi) 3pepHyAn Ha ceGe yBary Ha BH-
craBKax.

3a uac cBoro no6yry B Yikaro us MHCTKHHA CTBOPHJIA
HH3KY KOMNO3HUi#HUX nopTperis (,,[etbMan I. Masena”, ,,Vk-
paiicbka Hapoams TBOpuicTs”, ,lyuyaxa” i T.i.) Ta Geamiu
ne#tsaxis 3 3CA # Esponu. Haisapricuiwi (,,Kpaesun is
Kombopano”, ,ITorins”, ,,Cim samkis”, ,Jly6 ysumi”, ,Llap-
cbka ropa B [les'atuni”, Bocuif # iHWi) — 3 nepesaxJnBH-
MM PHCaMH iMnpecionisMy.

Mupon Binuncekuit (nap. 1914 p.) crynilosas ManspcTso
# rpadiky B Kpaxiscuki#t Akanemii, a BusHanna npuatas co6i
npekpacHumMu Jepesoputamu. ,Iyuyaka”, ,Ykpaincska uep-
xsa”, ,Llepkea B Kapnarax” i ,[onoBa misumu” myxe uinsi
CBOEIO TeXHiuHOW MaftcTepricTio. Ploro omifini # aksapenbhi
TBopH (,Jisunnka”, ,Bep6u”, ,Connwnuxu”, ,Jopora” # in-

wi D
TMpote M. Bi i — i rpaik.

Muxaitao , i
Tlpasskoi rpynu”, napomuscs B Kuesi, sakinump PoGiTHu-
wni akyasrer Kuiscskoro Xymoxuboro IHcTuTyTy, srogom
micrasca mo lMparw, Tam 3akiwuume Mucreupko-Tlpomucrosy
wkoxy, i cneuisaisysascs B rpadiui B ITpasskit Akamemii
Mucreurs. 3oxpema 6yB BiH AEKOPATOPOM Di3HHX iMnpes y
Kapnarcpbkifi Ykpaini. Ha oco6imsy yBary sacayrosyioTs #o-
ro axiwoputH (,,Cumon lermopa”, ,Esren Komosameup” i
T.1.). [TposiBHB BiH ceGe sik SHAMEHHTHN iMOCTPATOP, @ B LbO-
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My i fIK inocTpaTop AuTAuMX BuAaus y [pasi, B Kapnarceki#
Ykpaini, B Himeuuuni 1a B

Mupocaas Ipuropiis (nap. 1911 p.) 3akiHuus Ykpaiscbky
Masctuury Ctyaito s [Mpasi. Sk xo6puit rpadix-imoctparop,
BiH oOpMHB HH3KY BHIaub y [Tpaai, Jlbsosi Ta 3CA, a 3okpe-
ma ,[puroau Cipka KranoByxoro” C. Punmuka.

Poman IMauoscbkuf (1911-1968), cun noera Bacuas, cty-
ilopas y MNpasi Ta B Hauionaneuiit Axagemii B Hulo-Flopxy.
co6i it i 3
TemaTHKOI (,,3anopoxui nix Kadow”, ,,Ayma npo Gypio Ha
Yopuomy mopi”, ,,JlyMa npo Tpeox GpaTiB 03iBcbkHX”, ,,Jy-

ma npo Camiiina Kiwky”, ,Butea nix [oxrasow” Ta iH).

Bopuc Mauoscokuit (Hap. 1931 p.) ssepys Ha ceGe ypa-
ry cBoiMu uikaBuMH RepeopuTamu ,Moautsa”, ,,PuGaaku”,
nXapou” i Tm.

JloGomup Kyssma (Hap. 1913 p.) cTyailoBaB maaspcTso
y JIbBoBI # Bapuwasi, i nposBHB ce6e AK OAMH 3 HEUHCHEH-
HHX MHCTWIB, WO NPALIOIOTh ¥ AIMAHUI TEXHIKH EHKABCTHKH.
Bapricumu e foro TBop ,lloprper Matepi”, ,lloptper
Hpyxunu”, ,Asronoptper”, ,Juki kauku # BoAHi ;izei”,
,Micsiuna Hiu” Ta iH. — 3 BHPA3HOIO CAMOGYTHICTIO, AIKY MOX-
Ha TMiABECTH MiA CHHTETHYHHH peanism. Bin xe # aBTop UiH-
HHX CTaTTe# Ha MUCTeLbKI TeMH.

Jho6ocnap Tynamok (Hap. 1923 p.) sakinuue cTymii B
O6'eananiit LLxoai Mxm-elmm 8 Helo-Plopky. Bin aﬁupax-

uioniamy yuamox (nouepes )
KO cBOEpizHOro peaxismy. HexTylouu TpuBHMipHiCTIO, BiH
06'eKTH . Tynamox —

yp6anict i neisaxucr. Hagssuuakio uikasi itoro topH ,,Ma-
pusbkui neiisax”, ,Yopui i uepsoni momu”, ,Ecnancbkuit
ne#sax”, ,,[lapusbki 3asyaki wMict y Beseuii”, a 3 nop-
Tperie — ,IToptper M. Augpienka-Heuuraitna” i ,lloprper
Baguma Jlecuua”. JI. Fynamiok — MHCTellb Hackpisb OpHri-
HaAbHUM, i mepen HUM Le CBiTNe MaHGyTHe.

Borznan Boxemcekuit (Hap. 1923 p.) 3HaHLIOB CBOIO MHC-
TeubKy MOBY Nepur 3a BCe B rpalbuu 3 rpaslopl Bin o0co6-
AMBO no6yTosi # Ty npo
wo camua’rb TaKi #oro teopu sk ,Tyuya”, ,,I‘yuynscske no-
Apyxoxa”, ,Tyuyrn B uepksi”, ,JliBuata mix A3sinuuer”,
»TpemGitap”. TBOPHTH BiH i Ha Temu (abOpH # aHiMamicTH-
xu. Vloro tBopy ,,Consmnuxy”, ,Bepean”, ,,Cocnu”, , Kyky-
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plesa", ,,l(nn-y-u nﬁnym”, ,Conn", »Open”, ,,Korum” # -
BeHb”

lOpm Coxnoiit (Hap 1924 p.) cTymiloBaB MaxspcTBO Y
Buwi# O6pasotsopuift Ctyxii y JIsBoBi. Panui fioro TeopH
(»Kosak Mamaii”, ,Tyuynka” i T.8..) we MO3HayeHi pHCamMu
peanismy. Ane B 3CA BiH Ha6MM3HBCA O KPaHHBOrO MOAEP-
HisMy (,,KocMiune auB0"), a arofoM MikifilLOB X0 MHCTENTBA
no-dinocodcukomy (,,Boxe, e Tw, it Tsopue?”). A mami
ConoBi#t TBOPHTH MiZ raciaoM ,CHMBOJMi4HOI emGaeMaTHKu'"
(,Cuni#t con”, ,Espona 3 cuim Guxom”, ,Jinugwadr Mept-
BHX"). OCTAHHBO BiH 3BePHYBCA RO penirifioi TemaTuiw, i
TYT ncxpauom OpHTiHANBHICTIO BpaXaKTsb #Horo TBOPH ,Pis-
mBo”, ,Poan’arra”, ,Buuysanna”, IMiera”, ,Mpouecia” # in-
wi. CONOBifi — ABTOP WHCAEHHHX CTaTTeil Ha MHMCTeUBKi Te-
M.

Y Odinanensdii npossase ceGe Haraais Credanosa (nap.
1904 p.) B maxspcrsi (,,Crapa uepxea”, ,llkoaspka”, ,ip-
chKi KBiTH"”) Ta B Kepawiui (,Basa”, ,Makitpa”).

3 MOMOAWIOro MOKOMHHA THX HawmMx Muctuis y 3CA,
wo Habyau co6i OCBITY B Pi3HHX AMEPHKAHCBKHX MHCTelLlb-
KHX wKoxax (3oxkpema B Mucteupkit Cryaii B Pinaneasdii,
WO CTOITh HA PiBHi CnpaBkHbOI AKafeMii MUCTeLTBA) MOXHA
Ha3BATH NECATKH THX, LIO NPOABAAIOTL ce6e HAa PI3HHX BH-
crasKax. KifbKaHanUATb 3 HHX yXe BHDA3HO MOKA3AMH CBOIO
OPHFiHAMBHICTb i CAMOGYTHICTb y DISHHX JIAHKAX TEXHIKH Ma-
aApeTsa, rpadiky, WOBKOAPYKIB, kepaMiku Towo. Caasa Te-
PYJASK Npauloe B PisHUX AiNAHKAX TEXHIKH MaXApCTBa, a Ta-
KOX y rajty3i KepaMiuHHX CTaTyeToK — 3 OPHTiHAJNBHO CTH-

ik dopmamu # Bona x i
BHI8HHS. Crenan
Poxok. Ploro Teopu (,,Xinounit noprper”, ,[lpusrens”,
,Yromnena”, ,Maru”, ,Momutea”, ,Bep6a” i T..) BMpasHO
opurinanbHi # camoGyTHi. Bacuas JIOPOLIERKO TBOPHTb y Ai-
JMAHKAX KHHXKOBOI rpadhiku, npoekris Mapok (,,[Tetpo Hopo-
WEHKO”), JMMCTIBOK, APYKAPCBKHX i BHAABHHUMX SHAKIB, a
Takox i B ZinAHui rpasepcra (,,Ocinb”, AiHOpHT) — 3 Had-
3BHYAAHO NPELUUIHOI0 TEXHIKOI.

i caitae Y MOJORI MHCT-
KHHi, 10 NPauIoloTh y AiNAHKAX OMIHHOI Ta aKBAPENbHOI Tex-
HIKH, & TAKOX Y rany3AX xepesopury, Aitorpacii, akpuaixy,
PHCYHKy BYrIeM, OFiBUEM TOWO, i BOWK ROCi ZaTM 6araTo
TBOPIB BHCOKOI AxocTH. HafBumathiwi 3 hux — P. Jlyuakos-
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H. K X. 3eai 0. Mowwun-
cbKa, L. B, A. Onencuka-
Merpuwmna, C. Jlun-ayﬁap, H. Comko, H. MMorpe6unceka,
C. Binuncbka Ta iHwi.

T: # opwri; WO npauio-
10Tb y AiMAHKAX MaXApCTBa, rpadpik, PisHMX TexHik rpasep-
ctBa Ta cxyabnTypy, ue P. Bacuanwnu-Tapmaw, T. Beurpu-
HoBuy, 0. Koxecap, P. Oabxoseuskuil, I1. Kocuk, IT. Fpom-
nuuskuit, K. Maayp, 3. Onnuwkesuy, . [ouenxo, A. Koxo-
mueup, T. Lllenko, M. HiMeus, B. [NeBuuit T2 iHwi. Mix Hu-
MH HeGaraTo TAakMX, WO CTOATh HA K/ACHUHHX 3pA3KAX; Be-
JeTEHCHKA GiMIbWICTh 8 HAX MPOCAKHYTA MOAEPHHMH TEHisIMH.
He onuu 3 HHX yxe mhopmn CBOK0 MHCTEUbKY MOBY, iHWi X
we nepeGyBalTb y CTajii WYKaHHA # eKCNePUMEHTIB.

Y Kanaai nawe mucTeuTso (30Kpema MajspcTso, rpa-
¢ika # cKynbNTYpa) PO3BHHYAOCA HOCHTH MisHO, 60 1l0HO
mican 2-oi ceiToBoi BifiHW. 3HauHo pamiwe nposBuia ceGe
TYT Halua apXiTeKTypa, YH TouHile GyJiBHHUTBO HALIMX Uep-
Kos. [ouanocsn ue s npubyTTam y Kawafy mepwux yKpaik-
cbkux moceneruis (y 90-ux pp. XIX cr.). 3suuaitno, nepuwi
uepkoBHi GyaiBai Gyau AaNeKWMH Bifi BHMOT apXiTeKTypH.
Mix nionepamu 60 He Gyno apxiTexTis uM OYyRiBHHUHX; He
6yNo TaKOX Marepmm,nmx saco6is. Llepxan Gyaysanu Ciab-
cbKi i (uc—ru i i), wo
HaMAraJHCA NEPefaTH 3paskM AEPEB'SHHX LEPKOB 3 PIRHHX
cropiH. Llepkeu 1i GyaH, 38HaAHO, XaTHLOTO THIY 3 ORHOIO
uy Ginbwe GaHsMH, NOB'A3AHHX HEODPraHiYHO 3 KOPMyCaMH.
Y meaxux MicueBocTax Gyau Giabll BAAM UEPKOBHI GyAOBH,
WO XOY TPOXH HAraayBaiu COGOI NMPEKPACHI UEPKBH B YK-
paii.

MypoBane GyAiBHHUTBO HAWUKX LEPKOB TYT MOYANO POS-
BHBaTHCA Mepex 1-010 cBiTOBOM BiftHOM. HalisamiThiwi 3 Hux
— uepksa Marepi Boxoi H.IL B Plopkroni, Cack., 3 1914 p.
i uepxeu npoektis 0. [Muauna Py: cs. Plocacdara B 3axumw-
My Toponti, Ycninna M.B. B Mopremx aa Ipepi, ca.

8 Cackaryni, katespa cs. Mocadara B Enuorrrom, Isana Xpec<
THrens (,,Crenosa xateapa”) ¥ iHuwi, WO OCHOBaHi Ha Bi3aH-
TifiCbKO-POMaHCBKUX 3paskax. TakoX 3aclyroBylTh Ha yBa-
ry Taxi uepksu: ces. Bomogumupa # Oasru B Bingsopi, cs.
Mukonas i cB. Bononumupa 8 ToponTi, ces. Boxoxumupa #
Oasry B Binninesi i T.4. [Ipore HaftapTicniwi nawi uepksu
B Kanagi — ue npasocnasHa xateapa cs. [aHa Xpectutens
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8 Envonroni # TNpecs. Tpiftui y Baukysepi (06uasi npoexty
C. TuMoueHKa), NpaBocaaBHa uepksa B CackaTyni, a 30kpe-
ua uepksa cs. Codii B Montpeani — npoexty B. Ciunncbko-
ro (#oro x npoexty # Hapoxuiit Jlim y Montpeani).

B ocTamHix AecATHpivusx Hawy apxiTekTypy B Kamagi
sHAuHO 36araTWaM # iHwi apXiTeKTH, wo npuGyau i3 Cku-
TaabUMKY, a came: Mukona dask (1899-1973), wo sakinuus
apxiTextypy B Hannmry, cnepuy npauiosas y Toaswi (To-
PyHb, oxynauii 6yp
ByaiseasHoro J'huevo B Koxomui. Bin 1950 p. sin y Kanani
BHKOHAB HH3KY NMPOEKTIB UEPKOB i CBiTCbKHX Gyaisenb. Haii-
BH3HauHiwi 3 HMX — uepkBa Ycminua IMpecs. Boropomuui
B Kaarapi, cs. IOpia 8 Helo-Becrmincrep, B.K., uepxeu 8 Ty
Tuanc ta B Innicdpi, AnsGepra, # iHwi, WO no3HayeHi paH-
HiMH BisaHTIftCbKHMH # POMAHCbKHMH pHCAMH, — Y HOBOUaC-
Hit il #t i HOBHX i Marepis-
b,

B Enmonroni, Ta B AnpGepri B3arani, nposease ceGe
[Opift Ueprenko (wap. 1923 p.), wo cryziloBas apxiTekTypy
8 Ianuiry, a sakinuue ii 8 Ipauy, 8 ABcTpil. 3a fioro npo-
exTamu noGynoBaHo B AJbGepTi HH3KY LEPKOB i FPOMAACLKHX
Ta npusaTHKX Gyxisens. Haitpaxuiwi 3 Hux: nepksa css. Bo-
puca #t T'ni6a B Penpotep, uepksa B Je#isseHs, Kynonu mnpa-
BOCAaBHOI KaTesipu cs. Isana B Eamontowi, Him Mononi i
.. 10, ‘lepueuxo OCHOBYE CBOi MPOEKTH HA CTHIAX Bi3aH-
Tifieta # yxpamcsxaro 6apoKKO B ClIOAYUi 3 MOAEPHUMH
TeHiAMH Ta MPHMIHEHRI MOJEPHOro Matepiay.

UYyznoeo nokasas ceGe B apxitektypi IOpi#t Komak (cuu
nucomennuka C. Bacuapyenka), 1O OCHOBYE CBifi CTHAIb Ha
TPamKLiAX KO3aUBKOro 6apokko. Llepkex Horo mpoekris cs.
Bncmnn Bemixoro B Jlawin, y KseGeky, B Toponti # 3CA
i opurisans-

HiCTIO.

€sren ['DeHb BHKOHYE NMPOEKTH LEPKOB HA OCHOBAX 3J(0-
6yTKiB cTapOl ApXiTEKTYPH; 30KPEMa X BiH KODHCTYETLCA MO-
THBAMH JePeB'SHOI apXiTeKTyPH, WO B CMIOMYLi 3 MOACPHHMH
TeYiAMH B BHCAiAi Xano CHHTESy MONEPHOTO YKPAaiHCLKOTO
crumo. Ipoo6pasom uboro MoxyTs 6yTH #Oro NMpoexTH uep-
xeu B I'Bead, Owr., Mpeuncroi Hisn Mapii B ToponTi i T.A.
TpeHb QOCKOHANMA SHABeUub CTHAIB Ta aBTOP WHCIEHHHX
mpaus.
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Pagocnas XKyk (uap. 1931 p.) safinas nepenose Micue
B YKpaiHCHKift apxiTexTypi Ksua)m C'ry,ml apxrrex'rypu BiH
3aKiHuuB y Mexkri a mo-
ran6moBas ix B TexHOJOTiYHOMY Iﬂcrn'ry'n 8 Bocroni,
3CA. Bin Bif3HayeHH! KiTbKOMA& HArODOAAMH Ha KOHKYp-
cax apxitexktypu B Kaxrapi, Montpeani # Otrasi. Bys sin
BUKMaZaueM npoetyBanus B Bocrom Apxitexriopan Centep,
a 3rOAOM — aCHCTEHTOM, & nnm npoq;ecopom Bipniny apxi-
TEKTYPH P. Xy
Haj NPOEKTAMH HOBOTO MicTa l'lopr Kapt' ep B Kee6eky, My-
suyHoro LienTpy B JIABPeHTHHAX, BHKOHAB MPOEKT PATYwWi
B Orrasi i T.&. 3 #Oro MPOoeKTiB UepKOB HaMBaXIMBiWi: CB.
Inana Xpecrutens 8 Montpeani, cs. Muxaina 8 Tunnas, Man,,
l'lpu:u Poaunu i ca. l?locuq:a B Biuninesi, Mpecs. Esxa-
pucrii B TOpoHTi Ta HH3KA HWHX. qu bopmu uepKoB P. Xy-
Ka OCHOBaHi Ha yee X
TAaKH BOHH BHPA3HO MoXepHi. TBOPHTb BiH MoZepHi GOpMH
YKpaiHCBKOT apXiTeKTYpH wWJIAXOM MOB'A3aHHA iX i3 CBiTO-
BOK apXiTEKTYpoIw.

V. npoekTax ykpainchkux uepkos y Kanani mpossase ce-
Ge JI. MMenuak, w0 npauioe Hak PO3B’ASKOI0 CNPABH KOH-
cTpykuii, y

Mpo ykpaiuceky ckyabntypy B Kanaai B pani#t 106i Ha-
WOro moce/eHHs roai # rosoputH, y Hei 60 ue Gymno Bix-
noeigHol AnA po3suTKy atmocepu. Byma TyT Tinpku npu-
Knapua pisp6a (iKOHOCTAcis, MpecToais, KMBOTiB), piBeHb
Akoi 6yB peMicHHyoro xapakrepy. [licasa 2-01 cBiToBoi BiftHH,
Koxm Ko Kanamu npﬂﬁy}m MucTui 13 CKHTaJbIUHHH, NOCTANH
BXe i BHCOKOT AKOCTH. g
uepkeu cB. Bonogumupa B TopouTi BukoHanu Mucrui B. Ba-
amc Ta I Ky6apceknit y cTuai kosauskoro 6apoxko. B. Jo6-
POMX BMKOHAB iKOHOCTAC HAA KaTeApu cB. Isawa B Exmon-
ToHi, a I Jenucenko — maa xarempu cs. Plocadara 8 En-
MoHTOHI. Ta # iHWi MHCTUi Kanu BapTiCHMA BKAAX B iKOHO-
crack Ta B iHWi TBOPH B AIMAHLI LEPKOBHOI PiabH.

CnpaexHiM TBOPOM CKYabNTYpH € mam’aThuk Tapacosi
Illepuenkosi, wo #oro creopus Arapiit Japaran 3 3CA Ha
samoBnenns Komitery Ypainuis Kawagu B 100-piuus cMep-
i T. lleuenka. Livoro mam’atuka noGymosako B 1961 p.
Ha naowi nepex Manito6cbKow Jericastypoio B Binminesi.
MoxHa CKasaTH, IO LA 3HAMeHHA NMOAIA 3anO¥aTKysaia Co-
6010 MeBHy enoxy yKpaiHCckKoi cKyasnTypH B Kawagi.
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HaLHM y Kanazi e Jles
Mounonoxanun (nap. 1915 p.), wo nymman y Binui, Bep-
aini i Careni. Lupoky crasy sin npumbas co6i roxosHo
nam’atunkom T. Lllesuenkosi B Bawinrtowi, wo no6yxosa-
Huit B 1964 p. B 150-piuus HapoAuH Beaukoro KoGsapa. Bin
Takox asrop nam'atauka T. lllesuenkosi 8 Byenoc Afipec,
B Aprentuui, cratyi kopoaesu Emdcapetn 1l (B 100-piuus
Manito6u) # nam'atauxa Cep Po6epTosi BOPAEHOBi Mouno-
ZOXAHHH BUKOHAB 6araTo TEOpiB xauepnm cKlebn‘l"ypu, a
8 6'0ctin iwi Tai: [ A Hid-
denbeiikep”, ,Mutponoant lnxpnoﬂ, ,,Mm(o.'u .'lucenko
,Mana Isan XXUI", ,Cuyasntop A. Haparar”, ,J-p B. Cre:
A" Ta inwi, wo
Ta rIMG60KKM OAYXOBAeHHAM. Sk MaitcTep Bitpaxy, JI. Moxo-
JBOXAHHH BMKOHAB MOHaA 40 BiTPaXiB AMA HAWMX i WYNHX
uepkoB, Mix HuMu 30 BiTpais ANA uepksH cBB. Bomomumupa
# Oxbru B Binwinesi. [lposiaasie siH ce6e TakoX i B Kepamiui.
Haiots npo ce6e sHaTH # MOJOAI CKYAbNTOPH, WO Ha-
Gynu co6i ocBity B Kamami — B ynisepcuteTax i KoMamkax.
Y HesiKHX 3 HUX MOMiTHI Hemepeciuni TanauTH.
VYxpaincbke MaaApcTBO ¥ rpadika TaKOX POSBHHYIHCH
B Kanani s npuGyTTaM MHCTLB i3 CKATAJbLWMHK; AO THX 6O
4aCip MANADCTBO BHABASIOCA TYT AyKe CHaGO, He KAKyuH
BXKE Tpo rpx@iky Tinbku BCAKI CaMOYKH KOMil0BAMH iKOHH
ANA LEPKOB, HEPILKO $ HyXHX 3pa3Kis; i TibKM UM He omu-
HOKOI0 npaueio Gyno MBH.IL
B PlopkToni, Cack., Wwo #oro BHKoHas Crenax Meyw y 1939-
1941 pp. A Bxe Beaukoi BapTOCTH Gyau iKOHH CTBOpEHi AIs
uepkeu cB. Mocagara B 3ax. Topouri O. Kypuracom. ITpo
BHCTaBKH YKPAIHCBKOrO MHCTeuTBa He GyJno # MoBH 0 1948
poky. Toro 3 poKy B pOKoOBiit BucTasUi ,Eamonron Exsu-
Guulen” ynepiue B3fB ydacTh CBOIMH TBopamu HOxisH Kpa#-
KiBcbkuR, i HOTO YROCTOUIM Mepuiolo npeMieio 3a KapTHHY
wApkan". Bazum Jlo6posix BAAWITYBAaB CBOX OCOGHCTY BH-
craky B Exmonroni. Ipan Kefipau y3ap yvacts y BucTaBui
Acouisuii Muctuie AnsGepTH Ta B MaHADiBHIi BHCTaBUi Aco-
uisnii B 1950-1951 pp. ¥ 1951 p. saxopamu KVK Gyna snawro-
BaHa B BinHinesi Bucraska (47 eKCMOHATiB) TBOpiB HAaWMX
MucTuiB y 60-pivus moceaenns yxpaiuuis y Kawagi. ¥ 1953
P. Binynacs iMNO3aHTHA BHCTaBKA (KOJO COTHi €CKMOHATIB)
B EamonToni 3 warogu 8'ismy YHO, wmo Ti oprawisysas I.
Kettpan. ¥ 1954 p. Ocepesok Ykpaincokoi Kyastypu #t Ocsi-
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TH BASIUTYBAB BHCTABKY B Cacl(arym Hafi6iabw iMmnosanTHa
BHCTaBKa BifGyaac B ToMy X poui B ToponTi — 3 Haroau
wllepwoi sycrpiui yxpamcuxnx wmucruis Kanaau # AMeprku”.
V Hilt B3ANO yuacTs 56 Muc'rum 3 156 excnonaramu. ¥ 1955 p.

BHCTABKA 0 MOZIEPHOro p B
Monrpeari, B sKifi BSANO ydacThb noHam 20 HaMBHAATHIIHX
MucTUiB,

1106 cKOOpAMHYBATH MiSMBHICTL HAWHX MucTUiB y Ka-
Hagi, B 1956 p. 3a iniuis mucTuis M. B.
Cre6eabcbkoro Ta . Keisana nocrana 8 Toponti Ykpaincbka
Cninka O6pasorsopusx Muctuis — 3 Kizbkoma diziamu. Fo-
aoBo0 YCOM «inpka pokis 6yB a-p B. CreGeabChkuil, sro-
nom — . Keitan, a ocTans0 — M. Jlesuupkuit. YCOM paaw-
TyBana HM3Ky BHCTaBOK y TopoHTi, 3okpema X y 300-piuus
Kounoroncekoi nepemory, 250-piuua MasenuHcbkoro spusy,
100-piyus cmepts T. Lllesuenxa i inwi. Bix 1956 p. suxo-

nuth ,Jlirepatypa # mucreutso” — momaTok Ao ,[lomoHy
Ykpainu”, mo #oro apaskoso pexarye A-p B. CreGeascekuit.
vy # crankose Ta rpadiky

BK/IAJH YAMAJO UiHHOWB Ti HAWwi MHCTL, IO MOCEAHIHCH
B Kanagi un B 3CA, a6o Tinbku NeAKHH Yac NPOXHBATH
B Kanagi. ¥ Monrpeani xus i Teopus Jleonia Nepdeusknt,
wo poamamosas Opatopilo ca. Plocmjw (¢$panuyseky), i
Raabuie ceGe B ¥ Binninesi np:

na Karepuna AnToHOBHY (1884-1975) — Bumyckuuus Kuis-
cbkoi Akamewmii Ta INascruunoi Cryaii B INpasi. ¥ Bimminesi
BOHA BeJa CBOK MHCTEUbKY WKOAY A BHIYCTHIA HH3KY Tala-
HoBHTHX yuHis. [lpauiosaza BoHa A TBOpHO. ¥ Bikkinesi T80-
puna #i Hagis Bizeuska (1898-1963) — aBTopka HHaki mop-
TpeTia (,,I‘loprper Ounera Oabxnua™), nen:mmn i HaTIopMOp-
Tis. T uepKo

y Topouti BuKOHaB Muxa#tio OEIH‘(yI( — B CTHNi yKpaiH-
CbKOTO BiSaHTHKY. A MoJiXpoMilo uepksu cB. Mukoxas # mo-
auroBHumio cB. Codii Bukonas I. [dukuit 3 IOrocnasii — B
Ayci HEOBi3aHTHHiSMy, WO Mae NEBHY BapTiCTh 3 NOraAAy
KOMTO3HLi, CTHMI3ALIT i KONBOPHTY.

o Hafikpawmx uoﬁyn(m LEPKOBHOTO MHCTEUTBa B Ka-
nami oauave KaTespu
c8. Bomogumupa B TOPOHTI Ta il iKOHOCTAC, MIO IX BHKOHAMH
L Ky6apcumn B. Bamsc i M. Iluurpem(o Kinuka xzcim(m
BETHKIX — ue cHuTesa

"0 CTHIIO. iei y Ayci
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0 anomm; BiH cnoem

6 # 3 Dans-
COM TaKOX poauaamaw uepksy 6ina Cu@ToHy B MaHiTo6i.
Isan Ky6apcekuit (1896-1971) sakinuup Xymoxuift IncTutyT
y Kuesi, i 12 pokis npauiosas roxosHum aexoparopoM Kuis-
cbkoi Onepu. Ha ckuTaabluuHi BiH BiB 3 Banscom MuCTEUbKY
cryailo, a B Kaunani (Topomo) 0(hOPMHB HH3KY YKPAIHCHKHX
akazeuiit Ta 0
HilUKMH € TaKi TBOPH KyGapcworm wlamanis”, , KoGsap”,
wManata reremana 1. Masenu”, ,Ha Ioxi” i T.&, i BCi BOHM
— B peaxicTHuHOMY Ayci. 3a uac cBoro nobyry B Kawami
B. Baasic opopMHB HH3KY YKDAIHCBKHX BUARHb T2 B MO3aiui
(,,CeB. Bonopumup i Oabra”, ,,Ko:ax Mamait”), a M Omur-

PeHKo — B KHUPH #t
naskari.

Ha T4 yKpaiHCbKOTO MHCTELBKOTO ,nm-rrx B Kanazi sc-
KpaBo Boraau C: BiH

1911 p. B TaanuuHi, CTYAilOBaB Mn.vmpc-rao B Kpaxiscobkiit
Axagemii (| 30KpeMa nmuaa HapoAHe Mucuu‘rno), B 1942-
1944 pp. 6ys WKOH
B SIBopoBi, a Ha cKuTaMbLKHI GyB cniBoprauisaropou YCOM
y Mionxeni, i Gy Bi OHHM 3 ii HAHAIMMLHILIKX YJeHIB.
¥ Kanagi 0co6a#BO pO3ropHYB BiH CBOIO AIAMBHICT AK
oprasisarop 1 rozoea YCOM Ta peiaKTop ,,J'h'repn'rypu it
. C: JOBrHX POKIB CBOI-
MH mmm-xono aapncmmn cratTamu popmye 06auuuA yKpa-
incbkoro mucrenrsa B misicnopi. Cratti Horo raw6oki # cy-
uapm wHenanexo Toft MOMEHT, KOXH yKpaiHChKi rpynu Bi-
RITXHYTb TIOBHAM BifIMXOM i CBIT NOUye HOBHH rozoc” — ue
#oro kpeno. flk Mucreus, CTeGeNbCbKHA iMMpeCioHicT 8 BH-
PasHUMH yKpaiHChKuMH pucaMu. [1po ue cpiguath Horo TsO-
pu ,Han crasom”, , Jlomu” i ,,3amkoBe noasip’a”, a 3 peuxi-
TiffHOM0 TemarHKolo — ,,Comectsie Cs. dyxa” # inuri. Odop-
MHB Bin Geaxiu yxpnincaxnx BHaHb, i BCi BOHU aupiaﬂmoru:n
#oro opurmuumu nuum)mu no uiei raayai mucreursa.
npaui B. C (., [Autauntt pucy-
HOK i floro nepiogMunuit Po3BHTOK”, PO3BiAkK A cTaTTi mpo
Illepuenka, Hap6yTa, Bofiuyka, Bypaveka Ta iHwi) — ue mis-
HM BKAAZ Y Halle MUCTEUTBOSHABCTBO. Ha Turi Hawoi Aiscno-
pu B. Cre6enscokuit — yHII(alleﬂ TOCTaTS.
Opuuy 3 i Ha-
whx muctuis y Kanami # mﬁcnopx € Mupon JleBHupKHHA.
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Hapoauscs Bin 1913 p. y JIbBosi, cTyaitoBas cnepuy 8 Muc-
'reubmﬁ umom 0 Hoanmucu(nro y JIbBOBi, 8 MOTiM saKiH-
uKB M. A — TaxaHt Ha-
CKpisb 3pi ¥ BChOMY: B i, rpadiui, B pis-
HHX RIMAHKAX TeXHiKH BHKOHaHHS, B TeMaTHL, XaHpaX, y Ma-
Hepax, HanpAMKax, a HasiTh i B CTHAAX. BiH e MOHyMeH-
TanicT, MOpTPeTHCT, MeAsaxHCcT Ta ypGanict. B fioro cTHab,
LIO € HACKPI3b MOMIEPHUM  HACKDI3b YKDATHCHKHM, BXOXATS
pHex peazismy,

My, Ky6iaMy, a HaBiTb aGcTpakuionismy. [po ue csigvatsh
TaKi #oro TBOpH sk ,Kapnarceka Magmouna”, ,,CXonieHHs
Hacri”, ,Moptper Hpywunu”, ,[lopt ae Tasp” i ,Jep’'aTu#t
Ban”, a 3 Ha#HOBiWKX — ,LloxoTyxu”, ,, Tpu uapi”, ,Ocran-
Hi#t npopok”, ,Jlyxaw”, ,Aasram6pa”, ,,Kosuer Hos" i T.x.
Bonu manidectyioth co6oio GyfiHy yaBy MHCTUA R HeBHuepn-
Hy TBOpUy MOMHCAOBiCTb. OcoGuBo BussuBCA M. JleHub-
Ku# B oopMeHni yKpaincbkoi KHuTH. ,Beauka icropia Yk-
paiu”, ,lcropin ykpaincekoro sificbka”, ,Jlyxosu#i moprper
Omsru Kobumancsxoi® 10p. Mymuka-Jlymuka, ,,Jopora” b.
Kpasuesa, ,,Bpoau” O. Jlucska # Gesxiu iHwHx HaAMOBAXHi-
WHX BHIAHD, BKMIOuHO 3 , Ko63apem” T. Illesuenka. B opopm-
nenni Hawoi kuury M. JleBuubkuit GesKOHKypeHuifiHuA; BiH
3106yB co6i B Mift AiMAHLI KOJOCAJbHY MOMYJNAPHICTb i mo-
K7aB Ha Hel BUPASHY NeyaTh CBOTO CTHIIO.

Y Toponri TBOpYo mpauwioe A06pa MuCTKHHA [axuua
Hosaxkiscbka. Bona cryxitoana B Kpakosi, Bizni # Mionxe-
Hi. 1 TBopH (,,Becua”, ,,Pubanku”, ,,Couenns nacox”. ,Kos-
i Hapumsu” Ta inwi) Bapricni mepexycim mix orammoM umc-
TO MaNAPCHKOTO TPAKTYBAHHA.

36arauylos Hamy oGpasorsopuicts y Kawani O. Teni-
xuH, T1. Cunopenxo, I1. Mexauerko, A. Crpysep, I. Hocuk,
1. Wymcpka-Mopos, M. Biansk, JI. TManift, A. Ba6uy, JI. Te-
Hyw, J. 3amyuska # wusKa imWHX.

¥ Baukysepi, a nisnime — B Ct. Katepunc, Tsopus Cre-
nan Creuis (1905-1964), ponom 3 poro6uua. CrynitoBas
Bin Maxaperso B Jliexi B Beawril, 8 Kpakosi Ta B Bapuwasi.
Creuis CTBOPHB HM3Ky BapTiCHHX KOMMO3MUiA i mefisaxis
y peazictiuromy xyci. COMIHAMH B DHCYHKY % KOMBOPHT-
HuMH e #oro ,,Bisui Ha moposi”, ,Jlic”, ,Amenu”, ,Brikaui”,
wllnenep” i T.n. TMpawosas BiH TaKOX i B LEPKOBHOMY Ma-
RApCTBi.
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Poman Kosans 3n06ys co6i wupoky nonysspuicts y Ka-
mm 30KpeMa X y Biunninesi. Bin mpo)mncn 1922 p. B Jho-
,  CTyniloBa -

Bift wkoxi y JIbBoBi Ta B Buuiit 06pnao-rnopqm Cryaii C.
Jlureunenka B Himewunni. KoBaan Big3Hauaetscs sk mepuio-
pamumi ypbamicT, Xo6pHA MOPTPETHCT i mefisaxucr. Bupas-
HOIO CaMOGYTHICTIO Mmo3Haueni #oro TBopH ,Becna”, ,Bixro-
MiH y ropax”, ,ITepex kynizmo”, ,[oprper Hpyxuuu” i T.L
Pasom ia C. TopauHCHKHM PO3MamoBaB BiH LepKBY B Binmi-
mesi Ta BHKOHaB MO3aiKy CBATHAMINA KaTeapH cB. IBaHa B
i, npoekr B. ixa. P. Ko-

BaZb MPaLiOe TAKOX i B RIMAHKAX CKyABNTYPH # KepaMiku.

Y Manito6i nae npo ceGe SHaTH MOJOAe MOKOJIHHA Ha-
1WMX MUCTLIB, MEPEBAXHO ypPoKenuis Kanaan: no6puft kapu-
xarypuct Tlerpo Kyus, mwo mnpamoe B uomeHnuxy ,,®pi
Mpecc”; y ManitoGecskomy TeatpansHoMy Llentpi npawoe
R06puii aexoparop Tapac (Tex) Kopoams; TyT TBOpHO mpaiyio-
1otb Crenan Pena, [apin 3eascoka-Iapesuu, Tamuna Ko-
rycbka (3am. Fomec-] nepenec) Xpuctuua Haapoubxa Kynpux,
JI. O6pona, M. IT p: YK,
Onydpitiuyk, I. Kysesa Ta iHwi.

YK,

¥ Montpeani oco6miso Buspase ceGe Aapiana JIncak —
a6CTpaKuioHiCTKa, TANAHOBUTHMA Ta OpHriHanbHHi Pycaan Jlo-
ryw, i Temepredt, aa bi nepexTuM peai
HUM PHCYHKOM. TBOPYO MpawoloTs i iHwi, i nepex nuMu rap-
He MaHGyTHe.

CBoro uacy iTKo BHABARBCA OCepeROK B EXMOHTOHI, Ke

TBOPYO MpauioBaia rpyna BUsHAuHMX MucTwis. IOxism Byu-

MaHIOK, 1o crymmn MaaApCTBO B Kpakiscokift Axanemii #
AkufAcy uac is

M. Cocenkom npn po3mamoBanHi uepkos y laauuuni. ¥ Ka-

Hajy BiH NpuGYB 3 MHCTEUbKHM ROPiGKOM, MaBLH 3a cOGOI0

noXXpoMil0 uepKBH cB. Mocadara B Xosxsi # Gararo nop-

Tperie. B 10. \Tefpy
cp. Mocadara, o aBpTicRa OPHriHAMBHOK cmmnmelo no-
crareft CBATHX, CHMBONIB Ta

# r ieto. 3 foro iB Halk:

wiwi en. Hins Casapuua, mutp. M. Fepmanioka, 0. cuuKena
A-pa B. JIa6u, C. Mermopw, €. Konosansus, A. Mensnuka, II.
Biroecbkoro, P. Cmams-Croupkoro # inwux. Ynpomoex 10
POKiB BiH BiB CBOIO MHCTEUBKY CTYNiI0 % BHNYCTHB HHSKY
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Ae6'10TanTiB, i 3 HAX HesKi 3106ynH BiANOBiAHI MOSKUil B
MHCTEUTBi.

HOnisan Kpaikiscokuit — ue MepuiHit moceseHeub 3 Ha-
wHX MUCTUiB B EAMOHTOHI. 32 HUM GyJH BXXe MOBAXHI 340~
GyTKH Ha DifHHX 3eMJsAX, 2 Ha CKHTANbLUHHI BiH CTBOPHB
xomnosuuii ,Posctpin”, ,Brikaui”, ,YCCP”, ,Konexrupisa-
uis” # xanitazphuf , Apkan”, 3a fKOro BiH GyB BiA3HAYEHHA
nepioio Haropogolo Ha Pokovii suctasui 8 Exmontoni 1948
p. ¥ Kanazi sin CTBOPHB KOMNIO3K ,arimku”, , Tanuosans-

Ha nMlouka Oxcana”
7 HUSKY mumx Eyn BiH aBTOPOM HH3KH 'rearpanwux HeKo-
pamn Ta cepil CBATKOBHX )WICTI!QK Tsopu 0. Kpaiikiscbko-

3 ZeAKOI P

sakpacxom.

B EamonToni npaulosalm MHMCTUi # CTAPUIOTO MOKOMiH-
na: Bacuas 3 # (1895-1973) — ypa-
JieT, WO BUKOHAB HU3Ky iKOH Ta ikOHOCTaciB y pisn6i i Ma-
moBas TeaTpambHi mexopauil; Credauin Bastox (map. 1904
P.) HOMamoBana UMKAb MeHsaxis i3 CKEMwcHwx Tip y Ayci
imnpecionismy.

Isan Kefiran (map. 1909 p.), ypomxeneus Moxytrs, cTy-
nAitosas y l.l.ll(om 0. HOBaK!BCbKOTO Ta B Kpaxischkift Axue-
Mil § p rpadiui 8 B
Axanewmii. Oxkpemo c'rymlonas BiH TAKOX iCTOPiI0 MHCTEUTBA.
Y Kawani suseusca mepemyciM y rpasepctsi # rpadiui, a
4acTkoBo i B maxspersi. Haftsamithiwi #oro npaui: ,Poau-
Ha”, ,T. Ocbmauka”, ,Onena Kucinescbka”, ,Isan Masena”,
»Mos npyxwuna”, ,B. Jlecuu”, , AsTonoprper” i UHKAL KOM-
nosuuiftnux noprperie T. Illesuenka. 1. Kefisan Takox npa-
o€ AK MHCTEUTBOSHABEUb TA iCTOPHK MHCTeutsa. Hamucas
Bin Gararto crarTe# Ta Kimbka Monorpadifl, a MiX HuMH & no-
uorpa:bm nTapac Illesuenko — o6pazonopv4nn mucTeus”,
i saxinuye wlcTopio 0 MHCTel-
T8a".

Ha tai 3axi, i Kan: Hait-
vitkiwe BUpiaHMBCA Bnmm lloﬁpomx (19!3 -1973), ypomxe-
reup Hixuua, wo y K Tn-
crutyti i cryail nor:mémonan y J'lemurpnm:sxm Axanewmii.
Bys Bin penpecobanu cowarcsxo)o BAAXOI0, i Ha sacaamHi

a Hi Veypift

# Iin
‘{:pnouox Apwmii. 3rozom Bin npauiosas Hax o¢apunenum
ii B Kuesi. Ha (y Tattzenas) sin BiB
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CBOK MHCTelUbKy cTyAito. [Tocemmpumcs y Kanazi, B. Ho6po-
MiX BHKOHAB TIOMXPOMil0 LepKBH B Berpesui Ta HU3KY iKOH
AEast uepkos: y Penpeit, Bummnraon, Mycinopa # Bpyaepraitum.
CTBOPHB BiH TAKOX MPEKPACHHA iKOHOCTAC AJA KaTelpH CB.
Isana B Eamonroni (npn nonomoai I1. Maywa, akuit BHKOHAB
CTONAPCHKY POGOTY), BKMIONHO 3 iKoHamH. IKoHOCTac ueit y
CTHIi Kosaubkoro 6apokio. KpiM 1boro BiH BHKOHAB MPOEKT
Moanilm Can-rmmmn, axe, Ha Xais, CMEpTh nepepsama i
B. [3 ReKo-
paropom. Bin BHKOHB HHIKY AeKopauifi aasm yKpaiHCEKHX
MoCTaHOBOK # akamewmift (,Jluc Mukura”, Masemuucska %
lesuenxiscpka akazemii), a Takox 1 ANA aHrAiACEKOT OmepH.
Hafteaprichimi #Oro TBOPM CTAHKOBOTO ManfpcTBa — L€
wBrikaui”, ,,Kozua”, ,[oprper [Npyxunn”, ,Onvra”, ,,MUTpO-
nomur Inapion”, ,Mycrka”, ,Ocime” i T.1. 0¢opuvm BiH HUS-
Ky BHAQHb, y miasnui VKY, Tp cua
y ckynentypi (,T. Iepuertko™).
¥V teopuocti yunis 0. Byumanioka wmpiie 3apHcoBy-
eTbcA mpaus B KepaMiui Oasru ManacTHpchKol, a8 B Mamsp-
crei — TMapaci Isaneus, mo CTBOPHA HH3KY BapTicCHUX meft-
3axis, se)mkuﬁ UMKIb YKPAaiHCLKHX UepkoB AnbGeptH ™

ikonru mas kl‘l‘!][p“ cB. B
Cepen mucruis Munonm reHepauil Bizomi e lrop JImuTpyK
(TBOpH AIKOTO ) Ta

Geakomnpomicosa a6erpakuionictka Keenst Aponeus. ¥ aauui
MaJApcTBa MpawWioloTh B EAMOHTORI umcaeHHi aMaTopH, mepe-
BRXHO JKIHKH, i NeAKi 3 HUX yXe HAGYIH eNeMEHTADHY OCBiTY
Ha BeuipRiX Kypcax Bimminy mucreursa AnGepTchkoro yHi-
Bepcutery. Jlo Takux Hazexwutb Oxbra Jlykomceka (map. y

JIbBOBi), WO P Ta
(oniftHa TeXHiKa) HAMAraeThC NOCATHYTH NeEBHWX VCMiXiB.
¥ Bixopii, BX, .

TMetpo Ulocrak, nepepaHo B medsaxdi, MO MO3HaueHi 3Mo-
JNepHI3OBAHUM peanisMoM.

EnoxansunM (enomeHoM Ha (OHI HAWIOTO MHCTENTBA
B Kawani cras Bacuas Kypumk (1927-1977). Hapoxuscs Bin
y Byndopai, Ans6epta, sk cun dhapmepis-GvKoBuHLIB, 2 BH-
pocras y MaritoGi, i Tam sakinuus MaritoGcuruit yHisepcu-
TeT, a arofioM cryniloeas B Onrapifickkomy IHcTHTYTI Muc-
Teutsa Ta B Mucreurkift wkoxi 8 Azenze 8 Mekcuko. Col
cryaii sasepwns Bir y Jlomxowi B Amraii 8 1952-1959 pp.
106 mo6yTr co6i sacobu Ha cTyaii, BiR npamoBas y xicax
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Onrapio # KseGeky. Tsxko saxsopie Bin Ha oui, i ue rpo-
8HM0 #omy cainoTow. Xou Gys Bin aTeictoM (3 poay mpaso-
cnasuuit), ane ssepHysca no Bora, i uynecno npospis. 3 To-
ro MoMenTy B. KypHauK cTaB WMpPOBIpYIOUHM XPHCTHAHHHOM;
noixas Ao Ceatoi 3emai, npoiiwos 1 miwkH #i 3mamoBas
KOXHe Miclle, Kyfolo Koauch cTymas Icyc, a mepwr 3a Bce
Budanem, Hasaper #t I 03epo, a
Rani — KpaeBHAH, apXiTeKTypy i THnH moged. Lle nocaymu-
JI0 MHCTUEBi IO CTBODCHHA BEJETEHCHKOTO UMKIO (MOHax 60
xaprun) — ,Macii ce. Matsin”. ¥ Topouti Kypuank enepuse
BUCTYNHB i3 cBOIMHM TBOpamMH B I'azepii Aftaak 1960 p., i Gea-
MipHO 3IUBYBaB TAAMAYiB TA KPUTHKIB. 3a CBOE KOPOTKe
JKHTTA BiH NMOKa3as CBOI TBOPH HA 26 MEPCOHANLHHX BHCTAB-
Kax, i KoxHa 3 Hux Gyna MpHCBAYEHA OKpeMii Temi & npo6-
JMeMi: Ha TeMy XuTTA Gatnkis-hapmepis, peMinicuenuift is
CBOIX MMTAYMX POKiB i loHOCTH, x;icopy6ie (,Jlicopy6u”),
yygecroro npoapinna (,[ocnonu, kom 6 s Mir Gauutn!”),
Ha Temu Kusxol #t Koaauskoi mepxan (,,ITycTenshuk y meve-
pi cp. Jlaspu Kuiscwkoi”, ,Bu6upaiwots retsMana”) f Moc-
KOBCbKO-GoMblIeBHIbKOTrO XaxiTTa (,, Tparenia B Binmmui”).
OxpeMy BHCTaBKY NPHCBATHB B Kyprnmx 37OUHHAM-TeHOUH-
ZI0Bi, @ B 1bOMY ¥# T i Mockeu Ham Ha-
ponom (: , e He T. 3B. ,,] il ).
Kypunux we Timxn ictnk, Bin 60 #
dinocod. Baunmo B #oro TBOpax caTHpH Ha rpy6uft mMarepis-
JiaM i reAOHIaM, — Mepex IHLEeM 3arPOSH KATAKNI3My — aTo-
MoBoi Bifiuu (,,Bisil nyxeapHoi 36poi”, , Toporto, Topon-
70!”). Muctenrso B. Kypumika — ne ¢dax, a MOKTHKamHs,
WO CAYKHUTb HafBuwi® imei, 30KpeMa X — XPHCTHAHCTBY.
B foro TBOpax Gaunmo PpHCH NpUMITHBI3MY, peanismy, a Ha-
BiTH wo B cyMi B fioro camobyT-
Hift cTHab. Ploro TBopu sGepiraloteea B 15 ranepiax i mysesx
Kanazu # 3CA; npo Hboro Bufiuma okpema MoHorpadis, Ha-
nucano Garato crarrefl, HOrO XMTTIO ¥ TBOPUOCTI MPHCBA-
ueno 4 dimmm.

LleHTpoM yKpaiHCBKOro MHCTEUBKOTO XHUTTA € TopoHTo.
Tam icHye uentpans YCOM, mucreuska ranepis ,Mu i cpir”
M. Konsmkiscskoro (mio mepewecena mo Hiarapa ®oac nix
nusom wlliM Bncmm Kypn.mxa"), ranepia ..00nyc" L I.Llym-

nauis, KVM® 1O MOCTana 3aBAAKH XKepTBeHHocTi M. Ll.hr]a
pamoka | foro Apywunu. TaM UIOPOKY BinGyBalOTHCA BH-
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CTaBKH TBODIB MOJIOAMX MHCTLIB (MO KifbKAHAAUATb HA PiK),
i ue zae imM nose anA ixuboro TBOpYOro camosuspy. KYM®
Mae J&NeKOCAKHE SHAUEHHS LA POIBHTKY YKPAIHCEKOTO MHC-
Teursa, 60 BOHA MOWMPIOE HOTO Mik CBOIMM Ta MIAZAYAMH
iHWHX HauioHaMbHOCTER.

Jlas cnpasK miAroToBH MOXORUX kupn HAWHX MHCTUB
6Garato np wxomn K. A 10.
Byumauioka # 1. Cunopenka.

o To#t Gik csity”, To6T0 B Kpainax [MiBgennoi Amepn-
KH, TAKOX ONHHHAOCA JeAKe YHCAO HAWMX MUCTILIB. € BOHH
# B Ascrpanil. Hessaxaioun Ha Ayxe B6ore cepenosuime
HaWOT TaMTewnbol emirpanil, AeAKi Hawi MACTUI TaM WHPO-
KO POSTOPHYNH CBOIO TBOPHiCTb, a NeXTO HaBiTh Bigirpas
ROMiHyI04y poMo, 30KpeMa X B Aprentiui, Benecyeni ft As-
crpaaii. [po vamy apxitektypy B Apreutini roai # roBopuTH.
VY pinaHui cKyABNTYpH TaM TpawioBas TiMbKH KOHCTAHTHH
Byabaun (1897 1966), o 3akinuuB XymoxwiA IHc‘rmyT B
Kuesi, i norim 6yB y ranysi CKyaBI-
Typu Gynisesw Kuepa, Xapkosa, Omecw # [IninponeTposchKa.
BukoHas Bin npoekt nam’arauka T. Llesuenkosi (a Aoro ixero
BHKOpHCTaB Manisep y cBoix npoexrax nam’atHukis T. [les-
yenkosi 8 Xapkosi # Kuesi). B Ascrpii K. Byasaun creopus
onHy Kommnosuuilo ,,BesnoMni” & oy Ha TeMy ,, Tapac By
6a". B Aprentini pin odopmus Exonomiuny Bucrasky B Ase-
aaneni (1950 p.) Ta komnuexc Gynmiseap m.H. ,PecnyGxixa
nireA” B Byenoc Afipec.

B Aprentini Briwaersca ycnixamu Muxona Tonoauk we
TIABKH K P, aye # TAKOX AK

¥ Byenoc Afpec nam’'atauk T.

Bi npoekty JI. MoronoxanuHa.

3aTe naneKO MOBAXHIWUMMH € SROGYTKH HALIKX MHCTLIB
B Aprentini B Mazspcrsi # rpadiui. lo sepwur Aifiwos Tam
Bikrop Llum6an, wo emirpysas mo Aprentimu B 1928 p., i
Tam CKOpO # WHPOKO NMpOCHaBHBCA it 3afHAB NMPOBiAHe CTa-
HOBHLE B Mucrem'm Aprelrmm B. meﬂu mlocrpyaaa uan-

BUNARHS,
Hifi rpadiui, i HafeusHauniwi dipum Ta &llmu 3aMOBAAIH
B HbOro rpadiuni mpaui. Bin rpadiuno odopmus ru3Ky mep-
aBHHX NOKYMEHTIB, BHKOHAB PisHi MpoekTH rpoueii, rep6is,
rpaMOT, maAKaTiB i T.M. A ypamis Aprewtinn, Bpasuaii,
Vpyreawo, Uine, a Hasits AHraii. 3a pHCYHKH IO XypHanis
wAcizap” Ta ,,Op6ic” i 3a rpadiuny npauwo , Mucreurso npo-
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narauau” 1948 p. Bi #oro 4
Sk wupw# ykpaikcskui natpiot, B. Lium6an dinancysan yk-
PpaiHCBbKY 1KOJY, AEKOPYBAB CBATKOBi akagemii # GeanaatHo
ochopMHB 6arato yKpaiHChKUX BHIaHb. OKpeMy BApTiCTh Ma-
10Tb fioro TBopH ,,Bor-Tsopeus”, ,XpHcToc y nycruni”, ,Me-
peobpaxenns [ocnomue”, ,Kuisceka Boropoauus Henapy-
wuma”, ,,1933 pik”, ,Pyinu Kuiscekoi Jlaspu”, ,Kuis man
Duinpom”, ,Kyprau y creny” i T.n. Bikrop LumGan safimae
i B i # cei y MHCTel-

T8i, i TO i
LiHOM0 TeXHiKOK BWKOHaHHA. B floro ctuai e Beawka cyrec-
THBHA CMJA3, a HOrO HANSBHYAHHO MpPELMSHA TEXHIKA BHKO-
HAHHA — Le BXe i isM, wo €
CbOroaHi 0 T. 8B. it — HacKpian
Horo. Bixrop LlumGan — momusyrinuuit mafictep mikpoxoc-
My. ¥ 1960 p. sin nepeixas no 3CA; Tam Bin i nomep.

B Aprenutini npocaasusca # Bopuc Kprokis (1895-1967).
Muc—reuwy ocsity Bin HaGys y Kuesi, ane B migapemniit Yi-
pauu He MaB na.vm ANS BUABY CBOTO TaiaHTy. B Aprenrini

BiH Kpiokis odop-
MHB BHAGHHA ,.Eﬂb Areneo” B Byenoc Atpec: , Tucava # on-
Ha Hiu", KoMezis", , nllon Ki-

xo1”, ,Ha saxoni 6es smin”, Teopn E. Mo, A. ®panca, Ka-
BEMO i T.A., a Takox ,,Ecnancekuit kascuuuuit Teatp”. Odop-
MuB BiH i Geaniu ykpaiHchkux BuxaHb. Kpiokis 6ys maicTpom
i B oxnifinii Texwiui (,¥Y Kuesi wa IMomoni”, ,nax kpiss
pyinu”).

Moro apyxuna, Osbra Cypcbka, € 8BTOPKOI0 MeAsaxiB
B iMnpecionicTuroMy Ayci, a Aouka Jligia npawioe B kepa-
Milli ## HAMAraeThCs CTBOPUTH CHHTE3Y apreHTiHChKOI Kepami-
KH 3 MOJNTABCLKOIO # TYUYAbCHKOI, HAB'ASYIOUH RO TPHMiNb-
CbKOi KyaABTYPH.

B Aprentini TBOpuo npawioe Muxona Heginko (map.
1902 p.), sxuht y Munysomy 6yB NeKOpaTopoM TeaTpy # ome-
DH, B UbOMY K Mysxone,nn B Kuesi. Heminko npexpacuuft

— ziprK. Hi y JlsBoBi
raspauis #oro ,,OciHe”, ,,Ociuﬂiﬂ motue”, ,Jlepesa Ham pi-
K010”, ,,3uMOBHI NeA3ax” Ta UMKAL nefisaxis 3-Hax [duictpa.
ApreHTiHCbKi KPHTHKH Jy)Xe BHCOKO OLiHIOIOTh meksaxi M.
Hepiaxa.

Mukoxa A i (1903-1947) p-p
azict. Bin cryniiosas y Kuiscokilt Akamemii, mismiwe aakin-
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uHB it [HCTHTYT, i
pom y Xapkosi, B Jlon6aci Ta B Kuesi. Asosckuit :-rnopmu
HHSKY KOMMO3HUil, sak: ,lllepuenxo Ha 3acnaumi”, ,Kapme-
mok”, ,Pobitanku [lonbacy” Ta inwi. Ha sucraskax CYOM
y JIBoBi B 1941-1944 pp. BiH BiX3HAUMBCA CBOIMHM ONAHUMH
xaptuxamu (,XKuusa”, ,)Kinka B xanemoci”, ,Bep6a”,
rpo6ok I. ®pauxa”, ,Xara mapomuenus 1. ®panxa”, ,,
Ha posgopixki” i ,Mepaeus y xari ma Cyuyasummi’) Ta
uMkaeM ypGaHicTHuHHX nefiaaxis. CTBOPHB BiH HH3Ky neii-
3axis 8 Iranii (,Llepksa B Bpecuii”, ,[Tpoxia y ronmoasx”,
nllepkea cs. Mapka”, ,Misuerra”, ,JI8i ckexi # mope”, ,Kpa-
eBHI Klnpl "), a BKiHNi — meftsaxi 3 Aprumuu Tesopu M.
rasgava cBoiM 3aBepure-

HHM konbopurou.

Boaonumup Jlacosckkuil, o Gys WMPOKO Bimowuit y
JIbBoBi, micas 2-01 cBiToBol BifiHk AKuAc yac noGysas y Ma-
PpHXi, a srojom mepeixas mo Aprentinu. Y Byenoc Afipec Bin
6ys romosolo CHJIM (Crinku Haykosuie, Jlireparopi i
MucTuis) Ta BHKJaZaB y MHCTeUbKMX wWwKoXaX. OCTaHHBO
nposBaAB ceGe Giiblie sK TEOPETHK MHCTELTBA, i Hamucas
Gesaiy UiHHHX CTaTTeH.

VY 1957 p. Jlacoscekuit nepeixas 1o 3CA, npawiosas Tam
¥ RinAHLi MOHYMEHTAEHOTO MaApCTBa Al GyB TON0BOM Kymb-
TypHoi Pamn CKBY.

Isan 1910 p. na Xapki i, 3a-
KiHuHB a 3rofoM it
Tyt y Kuesi. ITix uac Bifinu BiH, K HiMeuUbKHA nononex-mﬁ
Aicrasca Ao JIbBoBa, a micaa Bifinu — xo lMapwxa, Ae we Asa
poku crymitoae B Axamemil I'pan Llymie. B Apreutini sin
TBOPHB AIK et i BUKOHaB
HHSKY i it Ta iKOH MR i
uepkos y Byenoc Aftpec, y npoamun Mlccxouec, y Bepicco
# Canra Posa, B KopnoG6i, B ceminapii Can Amsdonco, B JIs
Pioxa i T.x. Bin Takox CTBOpUB HM3Ky iKOHOCTaciB: aas Es-
xapucrifinoro Kourpecy B Kypuru6i, Bpasuais, nas xanmui
B Maneri, 8 Mameo ®pomrin, B Anromio, [Npymenronodic,
Topro Yaion i T.4. Mepeixasum (1963 p.) mo 3CA, Menncen-
KO BMKOHaB JieKilbKa iKOHOCTAciB, a MiX HMMM & A7A KaTen-
pu ce. Mocadpara B EnmonTORi, 1717 uepksn B Bankysepi, nas
npasocaasroi nepksyu B [Mapmxi # kaTomHupkoi Micii B Cer
epwmen. Teopu 1. [leHucenKa BHPIiSHAITHLCS WiTKHM DHCYH-
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Ko, i i Ta MHAHM KombOpH-

B Aprenrini neaxuit yac npawosas Onexcangep Kaumko,
i noai: , iKOHH /i TeaTpabHi Ta (ixs-

HHX, PHCYHKIB Ta €TIOAIB. 3 MOJOAWKX, 1O NPALIOITs Y pls-
HMX AinsHkax mucreursa, — ue H. Cowmko, JI. Tpuuait, C.
Maxkapenxo, M. Bopcaabcokutt, M. Kpyweassnupkuit, JI. [Tpo-
KonoBHY, A. CHMOHYYK Ta iHuwli, 10 HAGYyJH MHCTeLbKy OC-
BiTy BXe B ApreHTiHi.

Y Bpasuaii nawe
— uepes yGoricTh Hawoi eMirpauii. OLUHOKHM NaM'ATHHKOM
Hawoi apxiTekTypH € uepkea npoekty B. Ciuuncskoro B ITop-
TO YHioH. npo ckynsn-rypy rom #t sraaysatu. ¥ Pio ze Xa-
Heilpo i AMuTPO , WO CTaB
MOZHHM cepen Kix, 3okpe-
Ma XK Ccepen KiHOK munaomarie Iugmii, INakicTamy # iHwmHxX.
CrtBopuB BiH UKD ypﬁnm:-ru-mux _KapTHH 1:4 CXiAHBOK Te-
MAaTHKOIO Ta y ift Mauepi.

— opma 8 Kpail Haworo no-
cesenns, 60 o 1948 p. Tam He Gyn0 TpaAHMuii HAWOTO MHC-
Teursa. ¥ Kapakaci — croauui Benecyei, kopoTku# uac T80-
puB Bacuap KpHueBCbKHil; HA CXHAI CBOFO XHMTTA BiH HaMa-
JI0BAaB HM3KY neisaxis, a B 1952 p. nomep, i Hioro ocTamku
nepeseseso Ha usuntap B Basug Bpyky, 3CA.

OnHOI0 8 HAMBMAATHIIUKX HALIMX MHCTKHHb Tam € la-
auHa Ma3sena (3am. KoBaab). wo TBopuo npautoe B Kapakaci.
Hapopauaacs sowa 1910 p. B cim'i npem’epa YHP Icaaka Ma-
aenn, 3akinuuaa Lkony Mucreuskoro INpomucay, a srogom
i Axamemilo Mucrenrs y [lpasi. ¥Yxe 1935 p. na Bucrasui
y JIbBOBi BOHA BHPi3HKAACA TBOPAMHM , XJNOMUYHK 3 MecHKoM”,
ylomoBa mipuunm” i ,JIBi XiHoui romosu” — B moxepﬂouy
% cyTo ykpaiHcskoMy xapaxtepi. Ilisuiwi ii TBOpH (,Of, m'e
Baina”, ,Kosaku”, ,Tpu Risunnu”, ,,J:luquua 3 HamucToM”,
wPycanka”, ,,Kaaxa npo AiBYMHY-Kayeuky” # T.I.) BHMOBHO
TOBOPATL Npo cTHab [. MasenH, — aHTHpeanicTHUHUA B PH-
CyHKYy # KOJbOPHTi. B OCHOBY CBOrO CTMNIO BOHA MoKJana
HapOJHE MHCTELTBO # MOEAHaNa HOrO PHCH 3 MOAEDPHHMH Te-
4ifMH: eKcrpeciOHisMOM, cioppeantiaMoM, HaBiTb 3 indanTH-
nisMoM. MHCTKMHA BHKOHAZMa Geaniu imocTpauifi: X0 Kasok
olyMa npo uatiku” O. JIatypurcbkoi, ,Knsxma-wa6a” O.
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Ouxecs, ,,Cayxunusa Manka”, ,Pycaaka”, ,Bigsma”, ,[dixsko”,
,Uoprenara”, ,Jlin i 6a6a”, ,Isacu-Teaecux” i T.M., a Ta-
kox no 36ipkn M. INoneninka ,3openan”. Tamuna Mnsena
JKHBE CTHXi€I0 YKPAaiHCbKOTO HAPOAHBOTO TeHis, i TOMY Bi-
nirpae nepexosy poiio B GOPMyBaHKi 0GAHUUS HALIONO MHC-
Teutsa.

YKpaiHChKi MHCTUI POSMOPOWMAHCA MafKe MO BCi# 3eM-
Hift KyZi; ReAKHX 30KpeMa XoJA 1948 p. sakumyna & no As-
crpanii. Mix uMu uiTko Bupisnueca Muxaitno Kmir. Bin na-
pomxkenn#t 1910 p. B C-rpmo, cTyaioosas Manapetso B Kpakis-
cokift Axazemii; moriM crymiiosas y Yexo - CoBayunni,
Himeuunni & Iranil. [epen siftxoto bin npauiosas sk pexax-
Top Hayxkosoi IMpecosoi Arennil B Bapwasi, a 3a yacis Hi-
Meubkoi OKynauii BuuB Maaspcrsa B Mucreusko-lpomucio-
Bift wkoai y JIbBoBi. CTBOPHB BiH HM3KY MOPTpETiB, KOMMNO-
SHLi#t Ta HATIOPMOPTiB, WO MNO3HAYeHi B PUCYHKY PHCaMu

o as i— i iOHi win-
Himm# foro Teip — ue ,,Asronoprper”. M. Kmir mo6usca
BEIMHEIHHX yCMiXiB B ABCTpafil, a MiX THM i Ha BHCTaBKax
B Cianei i Holo-Kactai. Ploro varopoauan Gesniuuio mepumux
npemiit.

Bosopumup Casuak, ypomxeneus Bepexan, yuusca B
UWlkoni IMpukaapuoro Mucreursa B Bapuwasi, a notiM — y
Binbni. B ABctpanii Bin yuns manspcrea mited ,,aGopurenis”
(aBTOXTONIB) y LeHTpaTBHMX O6AACTAX Uiei KpaiHW Ta GyB
yuuTeneM TexsiuHoi wikoxw B [iBriunift Tacmanii. XKuse Bin
Y Npus3Hi i3 craBHuM aGopureHchkum medaaxucrom AxGep-
Tom Hamat'ipoio — 3 naemenn Apanza. HafiBuzaTHiwi TBOpH
Casuyaxa: ,Panox’” 8 Bpisresi”, ,,Cs. lokposa”, ,,Boropomuus
3 Juraxom”, , Boxa Martu” # iHwi. CTBOPHB BiH TaKOX UMKIbL
aBCTpaifichKHX nefsaxis.

B Ascrpanii Takox npauioe aekopatop Bacuas LluGyin-
cokuit (wap. 1929 p.), wo crynilosas y Xapxiscskomy Xymox-
HboMy Inctutyti it B Jleninrpaxcekiit Axagemii. Bin crsopus
UHKIb KapTHH il X FeTbMaHiB i iB, MEKO-
Pye yKpaincbki cBATKOBi akagemii B JIxixonr, i yeniwko Bu-
CTABAIAE TaM CBOI TBOPH.

B Apensizi Gepe yuacTs y pisHHX aBCTPamMifiCLKHX BH-
CTaBKax Ta OfiepXye HAaropomM MucTeub Mucak.

B Ascrpazii Hemae O6'eXHAHHS YKPAIHCHLKHX MHCTLIB,
TOMy KOXEH 3 HHX TOpye CO6i WwfiX CaMoCTifiHO.
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Ha saxoai Eeponu Tenep ykpaiHCbKe MHCTelbKe XHTTA
TPeCTABARETLCA HOCUHTL €1aGo, 60 TaM AyXe MATO HAUIMX
MHUCTLiB. 32 BUHATKOM KiZbKOX, BOHH MacOBO eMirpysaiu
3a oxzan, Ta #i B3araji YHCJIO HAWKX EMIrpPamHTiB, M ,,3aMH-
weHWiB”, TaM MiHiMaJibHe. B apXiTekTypi BHHATKOBA MO —
ue noﬁynoaa xateapu cB. Codil B Pumi 3axomamu narpisp-
xa Vlocuda B 1967-1969 pp. Llepksa us HBCKpiSh MOHyMeH-
-rnm,uoro XapaKTepy: B OCHOBi — yKpPAiHCbKH# Bi3aHTHK, ane

prcamu. € ii Mo3aika po-

Go’m C. T'opauHcbKoro. Y mpasocnasHift uepksi cs. CHMOHa

8 MMapuxi 3HaxoxaTbCA ikoHM po6otu M. Oumutpenka. € Ta-

KOXN¢ #Oro iKOHa ,,Ma’m Boxa” B Jliopai.
y 6

cebe Mmaaspka 301
JlicoBceka-HikankiBcbka, fo4uka Bifomoro rpadixa PoGepra
Jlicopeskoro. Hapoauaacs sowa y JIbBoBi, a BMpPOCTana B
Kapnarax. [TouaTkn cBOei MHCTeupKoi ocBiTH Habyia BiA
6aTbKa, SrofoM SaKiHuMaa Biadia rpadiku B Llikoai Mucren-
TBa B JIOHZOHI, 2 MOTiM 3aBepwHaa WO OCBITYy B PuMChbKiit
Axagemii. Tam BOHa 3a6aucTina CBOIM TajaHTOM, i il TBOpH
NOABHAKCS HA BHCTaBKax y JIowgowi, Pumi & Bapi (1955 p.)
i Gynn BOHH Bij3Haueni HH3KOI0 Haropod. 3o imocTpysana
iranifcoKui 'rea'rpanmun mcmnmx ,.Cueuapnc, CTBOpHAA
HH3KY Ta . Ctuas 3oi
HACKpisb OPHMIiHAaAbHMHA — 3 puCIMK excnpecioHiamy.
i .

B Zis-
CNOpi, MOXHA 3 YHCTOO COBICTIO CKA3aTH, 10 BOHH GaHCKYHi,
KOJH B3ATH RO yBaru To# axt, 10 MOpanbHi # MaTepiaabHi
YMOBHHH HAlUMX MHCTLIB MEpEBAXHO He cnpuatausi. oxos-
HHM MO3WTHBHHM ABHUIEM TYT € TOA (aKT, WO Hawi MUCTUI
NposABAATL ceGe CBOGIAHO AIK y CBOIX CTHAAX, TaK i B TeMa-
Tuui. | ToMy BOHK MOXYTb NOKA3aTH CBIiTOBi CnpaBXHi CKap-
6H yKPAiHCbKOTO MHCTELTBA i CKASATH Te, IO B MOHEBOJEHiH
YKpaiHi cyBOpo MpPOCKPHGOBAaHE PEXHMOM.

XV. YKPAIHCbKE MHUCTELUTBO B YCCP

VYxpaincoke mucrentso B8 YCCP caip posrasgats 3 iH-
WHX 8CMEKTiB, — 3 YBATH HA KOJOHIANbHY SaNeXHiCTb ana-
inm Bix T. 38. CCCP, To6to Pocificbkol uepnouol imMnepil.
3euuaiiHo, YMOBHHU TBOPUOCTH HaLIMX MHCTLiB y Wil modxi-
uiAHid gepxasi HO yMOB y Kpa-
inax. TBopua cBo6osa TaM OGMexeHa O KPAWHOCTH, i MuC-
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Telb MyCHTb i i ift inii”
KOMyHiCTHUHOI napii, Ta ii ,Meuesi”, Tos-ro oprauaM KI'B
(monepesni Haseu sKoro — 3a ueproio: Ye-Ka, I'TIY, HKBL,
MI'B). Ykpaincoku#t mucreus B YCCP, npukosauui 1o pe-
JHMHOrO, TOGTO A0 iMMEPiANLHOrO MOCKOBCHKOTO ,,B08a”,
MYCHTb TBODHTH & AMKTAT OKyMaHTa, 6o makme ﬂony sa-
r 6 TIOpMa YK , aGo
# cMepTh. Yce X, He3BAXQAKOUH HA KAXTMBHH pc,«nu, nxoro
ROCi Lue He 3HANa iCTOPIf CBITY, HAWI MHCTUI SYMiXH CTBOPH-
TH BeaHKi UiKHOILI A71R PinHOTO MucTelTsa. Ti 3 HAUIMX MHCT-
ma wo Gyau mpm
Gy

i, iRui, no
pexmuy, Mycian ARBITM OKynaHTaM rpy6y ,AaHuHy", ale npu
UbOMY BOHH SyMilH JaTH YHMANHA BKIAK ¥ CKAPGHHWIO Dif-
HOTO MHCTEUTBa; TPeTi X — ue a60 Kap’epHCTH, WO Gesaac-
TepeXHO miwau Ha mocayrs Kpemas (Takux myxe mano), a6o
3aJAKaKi TEPOPOM, TBOPATE CHIOIO iHepLii, WOG CAK-TAK NMPO-
apanTH ceGe, i AKOCH KHBOTITH.

Y nepuwmx pokax GOoJbWIEBHUBKOrO pexumy (3a vacis
T. 3B. ,,BOEHHOT'O KOMYHi3MY”), a TaKOX i misHiwe — 3a yacis
. 8B. ,,yKpainisauii” # HEM-y (Hosoi ExonomiuHoi [Moitu-
xn) mucreurso 8 CCCP paaraxi, i 8 YCCP soxpema, miutto
Ha WAAX KPARHBOrO MOMEpHi3My — Bifl iMmpecioHismy mo-
yepes Ky6ism ax A0 i nypH3MY, i
HisMy #t QyTypH3My, BKNIOUHO 3 cloppea;iaMoM. SIK OCHOBY
»MPONETAPCLKOTO CTHMIO”, GyN0 BHOPAHO KOHCTPYKTHBiSM
B apxitektypi # ¢yTypusm y manapcrsi ta rpadiui. Timbku
B CKyabnTypi Gyan0 sGepexeno kascuumi dopmu, a ue ToMy,
wo Ykpainy 3 Beniuna Mockeu 6yJ0 TycTo ,,yAeKOpOBaHO”
NaM’ATHHKAMH ,,BOXIAM CBIiTOBOTO KOMYHiSMY” — MOCKOB-
CbKOi # XMAIBCHKOI HalioHaTbHOCTEH.

3Myweni TBOPHTH STIAHO 3 DEKHMOBOIO NOKTPHHOIO

0PMOIO i il aMic-

ToM"), Hawi apxitexTH NpoByBadH BiAPOAUTH HOPMH YKpaiH-
cpioro Gapokko (Cimpcekorocmomapcska Axamemin B Kuesi
8a npoektom apx. B. Mauenka). Ta ocb MPoCcTO MOHAax ixHi
TONOBH NPHAWIOB KOHCTPYKTHBI3M, -— CTHIb, WO GyB OWH-
WeHKA Bl yCAKMX MPHKPAC, i MaB BiH CAYXHTH BHKMIOYHO
NPaKTHYHOMY CTOCYBAHHIO.

¥V 1921-1923 pp. mism T. SB. MPONETKYAbTH (mpoxeTap-
CbKi KyABTYpHO-OCBiTHi OpraHisaii), MeTo10 fiKHx 6y70 poa-
Gynysatu micta — Xapkis, Kuis, Ogecy, Mukonais, Yepniris
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i in. Bonu xananucs 3a BCAKi ,HaiMORepHiwi cTHAI” (4acTo
HEeJIOTi4Hi 3 apXiTeKTYPHOro MOrAAMLY), i HAMAraguCs CTBOPH-
TH T. 3B. ,,IPOJIETAPChKHi CTHAL". Ta BCE X TAKH NEPEeMOTIH
Gopmu KOHCTPYKTUBi3MY, i TOAI NOGYAOBaHO HUSKY POGiTHH-
unx cemdw y Mou6aci — Gina tOaisku, Fopaisku, Kpama-
ropcsxa ﬂmnponerpoacmn Xapxosa i T.A. — B CTHAL ,Ka-
sap! 3paskn
apxrrem-ypa HoBux Gynmiseab y XapKoBi, TOMiurHii
YCCP: 6yaunok Lepxnpomy, GyAHHOK Koomepal
xutok ,Tirant”, ,Manau KyasTypH 3anisHHUHMKIB”, GYAHHOK
nowramty, ATC # iHwi. ¥ ubomy x cTHai TOZI mo6Gynosa-
HO HH3Ky OYAMHKIiB y TOMOBHHX MicTax VCCP — Gynuukis
, WKix, Teatpis,
wKayGiB”, mikapens, aepxGauxis, ,,noxaamn" Gabpuk, exex-
TpocTaHuif i T.A. Ha oco6ausy ysary TyT 3acayroByioTh CH-
JoBa cTaHLis i rpe6as Jninporecy. Y uux GyAiBAfAX WHPOKO
3aCTOCOBAHO 3aMi306CTOH, a Mif OMVIANOM CTHIB — ue 6yno
WYKaHHSA GYHKUIOHANLHMX i KOHCTPYKTHBHHX pilleHb — mIy-
KAHHA udcTO 6eaycmume

B ¥ it CCP ce6e apxi-
rexrn O. Bekeros, IT. Anpownn, O. Bep6uupkuit, O. Kpacxo-
cemcsionit Ta O. Monoiin. [lesi 3 HX y CROIx mpoeKTaX
TOCAYNHUIHCA GOPMAMH KO3AUKOTO GapoKKO Ta Kepes'AHOi
apxrrek-rypu n . 38. .,pralHCbKOl‘D moaepHy”. Inwi x (ap-
XiTekTH B VK-
PpaiHi 3pasKu POCIACHKOTO ,,KASCHUHIMY".

Vaarazi x GyAiBHHUTBO BeJOCA TOAI CTHXiiHO # Xao-
THUHO.

Tsopuy YyKiHui npi wITo-
cranosa” LIK BKTI(6) 3 1932 p. ,,npo nepe6Gyaosy aiTepatyp-
HO-; xynommx opramaaum" Us ,,ﬂoc'raﬂona" BBEJa T. 3B.

pea:usu X ue 6ys MOBOPOT RO
T. 3B. ,Bi' , TO6TO 1O it 0 TceB-
nRokaAcuuuamy. Tak novanacs pexumosa pycudikauis yxpa-
Hcbkoi apxitektypu B YCCP. Pexcum crsopus Toxmi Cmiaky
PafaHCHKHX Apxmm-opm mwo cTana HOro CAYXHAHHM 3na-

PALAAM, CTPOrO Mockei.

e xani 6yB NOAEKYAH TOJNEPOBAHKN HA nposmuu, ane B 1937
Pp. BiH i Tam GyB fIK ,,BUAB sa-
HemaguuuTBa”.

¥ 1933-1941 pp. B YCCP 6yno nmoGyRoBaHO HH3KY pe-
npesentaTHBHUX OyAiBeab y Ayci Tiel claBHOSBICHOT ,,BiT-
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YHSHAHOT Anmi GyAuHOK
y Kuem (apx. M. Jlmu'ﬁapnn), Tea-rp onepu i Gane'ry (apx.

(apx JI. T ), Tea'rp B il (apx.

'0) TA HHSKY Gynunkis y Ku-
esl, Xapkosi, 3anopixxi i T.A. Bymunox myseio T. Lles-
uenka B Kanesi (mpoexty B. I(puuescsxoro) maB GyTu
CnpaBKHiM LIEACBPOM YKPATHCBKOI apXiTeKTypH, ale OKy-
nauifiHi YWHHHKH, HAa XaJb, 3aTaBPYBaaM HOro, K ,Hauio-
HazicTHuHKA" | ToMy ue#t npoext sunpasup Il Kocrupxo
B Ayci coupeaniaMy, i Tak ueH GyAHMHOK CTaB 3pasKOM Kpaii-
HbOTO NpPHMITHBI3MY.

Koau (1934 p.) croanueio YCCP cras Kuis, okynauii-
Ha BJajA SansHysana cnopyautd B Kuesi ,HOBHE uentp”
— WiHOK SpYRHYBaHHA ,,iCTOPHYHHX XPaMiB”, AKHMHM BOHA
BBaxana cs. Cooito, Muxaimiscokuit Manactup, TpucBaTH-
TeabcbKy uepksy i T.A. Ha wacta B. KpuuescbkoMy nowac-
THZIO 3aNPOEKTYBATH HOBHA MJAH TOro ,LeHTPY”, a came
nepeMiCTHTH NJIAH Wiei ypagosoi maowi sa IMevepchk, i uum
BiH ypATYBaB Bifl 3HMIUEHHA KHiBCbKHIA AKpoOnoab. Ane 3 To-
ro uacy Kp cysopo Py B
He CBOE Aimo".

Y Tomy X nepioai uacy 6ya0 MOCTaBJEHO HH3KY penpe-
SEHTATHBHHX GynMHKiB, AKi HE MAIOTD m-(oro CMINBHOTO 3 YK-

apxitextypow. I 3 HuX — e Gy-
auHOK Pamu Minictpis YCCP (apx. 1. ®omina # I1. A6poci-
MoBa) B 1935-1937 pp. 3 BHPasSHMMH PHCAMHM KAACHLHM3MY,
WO POGMTb BPAXEHHA MOHYMEHTAAbHOCTH, i GyauHOK Bep-
xosHoi Pagu YCCP (apx. B. 3a6ozotsoro) 3 1936-1939 pp.
Lleit GyauHok (i3 MOAEDHI30BAHHMH KOPHHTCHKMMH KOJIOHA-
MH # CKASHOIO KYMOJOK) XapaKTePH3YEThCA NPHKMETAMHU

Ploro ctpyktypa — i a cBi i

Ha dpacaga AificHo BHazacs apxitexrtosi. Lli asa 6yAuHKH yBa-
HaloTh 82 Hafikpawi y Bcbomy CCCP.

Micaa Jlpyroi ceitoBoi Biitny, wo ii HasuBawTb ,Bem-
KO0 BiTUMSHAHOW BiiiHOW0", apxitektypa B YCCP possusa-
JMacs miA kanueM ,Bin6ynosu GatbkiBuwmuu”. Lli sycumns Mo-
e H MOrIH MaTH BeluKe MaHGyTHE, T& OCb HacTajqa wie Cy-
BOpilia LieHTpanisauis Ta We rocrpiwie OGMexeHHA iHiUif-
THBH apXiTeKTil

Poky 1945-ro B Kuesi 3acnysanu Akagmemilo ApxiTek-
Typu YCCP, sixa mie STimHO 3 AMpeKTHBaMH YnpaBJiHHA
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B cnpaax Kyastypu CCCP y Mocksi. Apxitexram-ykpain-
uaM A0Kpamo inini a i i i
3aBJaHHA AOPY —
1. dominy, IL. AGpocmoBy, B. Emsnpoay, B. Benuuxiny, B.
Koaxosy, E. onbwreitnosi, B. Fammepainrosi # in. A xomu
yacoM nposBAslOTh ceGe # yKpaiHMi, TO TiMbKM HA NPOBiH-
wuii, a60 B poJi NOMiYHKKIB.

BynuHok Mi B Xapkosi 3a mpo-
extom B. Kocrenka, Tearp y Buumnui — B. Yoprosoaa,
Tearp y TepHonosi — I. Muxaiinenka, asipeus y Jporo6uui
— JI. Tpap’auxka, MoHyment B 300-piyus ,B033’eHAHHA"
Ykpainu 3 Pocielo — asropcrsa ykpainuis A. Mireuskoro
Ta ckyabnropa l. [onuapa. PucH KAsicHUM3MYy MalTh Taki
Gynukku six Conosuuit nasinbiion Buctas B Kuesi, Mamau
KyabTypu B Hopiit Kaxisui, Sanissuunuit apipeus y Xap-
KOBi; HaToMicTb roreas ,[lninpo” Haruye aAMEPHKAHCBKHI
MoziepH, a rotens , Tapacosa ropa” B Kauesi (npoekty po-
cmcbnux apXiTekTis) — ue BKe GyAUHOK 8 PHCAMH YAbTPa-

Bynusok B Kuesi, By-

AMHOK KyabTyph B Kopmakax Ta Micskpagu B JloHeusky —

1e NPOEKTH apxiteKTiB-ykpaiHuis. Jeski 3 GymuHkis Baaxi

T OrAAKOM CTHMIO M KOHCTPYKUil, iHwWi X cnorsopesi. ITix

OrMIAZOM CTHJIO BRAMMM € maucioat ,lyuyabumua” B fpem-

ui — npoexty I. Boanapuyka # iHWHX.
i #n

Garato Mict
YCCP nig kepMow pocisin, He 6es yyacTd ykpainuis. 3okpe-
Ma x BigHoBMeHo Xpewatuk y Kuesi, apyfinyBanuft camnmu
Taku GoablueBHKaMu BocenH 1941 p. 3 omuoro Goky mo6y-
ROBAaHO aJMiHiCTPAaTHBHI GYNHHKH, 3 APYTOTO X — XHTIOBI,
aNe, HA XaJb, Ue 3aTepNO MNepBiCHHN, YKpAiHChKHA 06pa3
Xpewaruka.

wIlocranosoro” LIK BKIT it Pagu minictpis CCCP s 1955

p. we Gmbme o6MexeHo iHiuisTHBY apxrr:xma 6o B m
cyBopo BeAKi

TeHpeHuii B apxiTeKTypi ocTaHHix pokiB i HaaMipHe saxom-

JMeHHs iHgMBiAyanbHUMH npoektamu”. OTe Mockea BHMO-

Bifa HewaAHy 60POTLOY BCAKHM HALIOHANLHHM CTHJAM, KDiM

pocmcbl(oro TMICEBAOKIACHIUHIMY.

Ha nizxcrasi rosocuoi nponaralulu pocificbkux Gonbuue-
BHKIB NIPO ,,KOJIOCANBHI OCATHEHHA” B PXiTEKTYPi MOXHA
BHPOGHTH CO6i Hackpish (ansumsy kapruny. B YCCP, sk
i B ycbomy CCCP, n6aioTh mepemyciM Npo pempeseHTaTHBs-
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Hi GyauHkn # cnopyax TIPOMHCIOBOTO THMY, 3aTe 6ynosa
KUTIOBHX GYAMHKIB MPOCTO JKAMOTiAHA, SK NiX OFAAROM
AKOCTH, TaK i KifbkocTH. [lamye rosIoBHO ,,CTaxaHoBIMHA”,
T06TO Kpafinsi HexGanicTs. ByAHHKH BHKOHaHi HeCOXiZHO, Ha-
BiTh MO-NApTaUbKOMY, i BOHH 4acTO BaJATHCA NPOCTO HA
ouyax. Hessakawoun Ha BCAKi ,MaHH” # »TOCTAHOBH ", B
ccep Ginbur K 60-THpi 0 #oro
36yR0BaHO XaZeKo MeHuwe GyAiBenb HX y AEMOKPATHUHMX
kpainax, sokpema x y 3CA i B Kauazi, snpozosx 10 pokis,
i To 6e3 BCAKOI rOMOCHOI nponarauay # 3aco6is Tepopy.

Y no6i ,BoeHHOrO KOMyHisMy" ckymentypa B YCCP
He MaJa HiYOr0 CMillbHOrO 3 YKpaiHchKolo ayxosictio. Oky-
NaHTH nepeayciM mpuceoinn co6i Bei 3p06yTkn YHP 3 1917-
1920 pp, a B usouy # 6'ioct T. Llesuenka poGorn ®. Ba-

0, mam'stank T. i B Pomnax — L. Ka-

Basepinse Ta inwi. Lle dakr, wo B pesomounino apynuonauo
B YKpaiti NaM’ATHUKH MOCKOBCBKHM LAPAM, ane MiCAA OKYy-
nysanHa Yipainu Ti MicTa — 3a racqom JleniHa ,,MHCTeUTBO
CHIyKUTb MacaM” — TrYCTO MO3HAYMAH TPiyMpadbHHMH ap-
KaMH # Ha TeMy i ii”. 3ro-
HoM no6ynoBaHo Gesnid NamM’ATHUKIB ,BOXAAM KOMYHiSMY"”:
Mapxkcosi, Eureascosi, Jlewiny, Craminy, P. Jliokcem6ypr,
Jli6xHextopi, ApTboMOBi # iHWMM, WO ix aBTOpaMH Gyau
nepesaxkHo xuau: Enwrein, Micrakosep, lanisep, JIaur-
Gapa i T.n. Mam'aTHukH Gyau cTanmapThi # wWaGabOHOBI ax
0 3aHYRH.

Y xaMepHift i AeKopaTHBHif CKyabnTypi GynH moMiTHi
pisui MozxepHi Hznpnuxu xyﬁnsu, opyrypnsu, ekcnpec(omsm,
a6o it

TYT NpOABUAH cede !cxlq HeykH, a60 # MPOCTO WapAaTaHH.

Ipan Kamanepizse cteopus nam'athuk I. Ckosopozi
B Jloxeuui # T. Lllepuenkoni B [MoxTasi 3 meskuMu pucamu
Ky6isMy. Y moBOEHHMX pokax Bin cTBOpHB 6'locT apT. A.
Byumu Ta Hu3Ky ropeibedis.

I. Manisep BuxoHas mpoexr maw'stauka T. Llesuen-
KoBi B Xapkosi B 1935 p. Ta B Kuesi 5 1939 p. B ayci cou-
peanmiamy. Ha Xanb, y UMX NaM’ATHAKAX, KPIM MOHYMEHTANb-
HOCTH, MATETHKH i TEXHIYHOI MAfiCTEDHOCTH, He BHIHO Zy-
xosoctu Lllesyenka.

10. Bimocrousku#t cTBopuB Harpo6ku M. 3aHbKOBelb-
koi Ta M. Jlucenka na BafikoBomy usnurapi B Kuesi # 6'toct

100



1. Tuuusn. A pewTta, — ue BXe 3BHuaiiHa co6i Horo Aamu-
Ha OKYMaHTOBi.

Isan CeBepa creopus G6'toct ,Konmepuuk”, ,Isan
panko” ,Bacuap Credanuk”, L&Fouuup (nap.
1911 poKy) a8 npexpacuu Tsip Moxoznw Tapac Llles-
uenxo”, a Taauna Kambuenko (1926-1976) creopuia na-
Mﬂmm(a M. TleonTosnuesi A ‘Tyaaxosi - ApTeMOBCKOMY
Ta BAani norpyaas JI. Ykpainku # O. Ko6uasmcokoi. Bo-
JORUMHP Cxonosppa (map. 1912 p.) BUKOH2B MOHYMEHTaMb-
Hi cxy:xbnrypn wOnexca ).'loaGynu", nBerxosen”, ,,U.lezweu»

", »Bacuab C: n®. ", mo-
rpyans Monomoro Lllesuena, ,,}.'lyuu moxoai”, ,,M. Komo-
Guncbkui” Ta inwi. IllesuenKiBcoKif TeMaTHUi Hawl cKyabn-
Topu B YCCP npuceathim ayxe Garato ysaru: . 3Ho6a, M.

, I L, M. L 0.
es-rymeuxo, A. Kocapescska, E. Husosa, B. IMonosuy Ta 6a-
ravo iHwmx. TBOPHAM BOHH i B AiAAHUI KAMCPHOT CKyALATY-
pu. Heski 3 ixwix TBOpiB MalThb BHCOKY BapTicTh, a iHuwi
— HHX4y, a L 8 OTMAAy HA CyBOPY ueH3ypy MockeH, 60 ue
8 il Be;iHHA yKpaiHChKi MHCTUi MoBHHHI 30Gpaxysatu Lles-
yeHKa ,AK GOpUA 3a COMisMbHY CNpaBeanuBicTs”, a6o fAK
crynatxa MockBH.

Mam’athuxu 1. dpankosi noGynosano B Kuesi 1956 p.
sa mpoextom A. Bizocrouskoro # O. Canpyha, a y JIbBoBi
B 1964 p. nocTaBuaM oMy NMaM'ATHHK KONEKTHBHOTO MPOEK-
Ty. 3 6'tocris I ®panka naftsapricuiwi I. Cesepu Ta [ Kpea-
BUua.

0. Smaxo:cwun cruopma CKyabnTYpY ,,ByKOBMHCBKHHA
Ko63ap 10. ", a 3T Hafl-
npﬂcmml TBopu B. Ceumu ue ,,l‘yuynxa 3 kouem” # ,,0On-
puwku” ta B. Monosuua ,,JosGyur

Koumu #izetsest mpo Mouyuex-rraamcy ckyasnTypy B YCCP,
Tpe6a CKasaTH, 1O BOHA Aywe BGOra HA PiAHY TEMATHKY,
60 GixbuicTh nam’sTHUKIB MOGyXOBaHA THM 0coGaM, AKi Hi-
HOTO CMIiNBHOTO He MaJH 8 YKPAiHCBKOIO AyXoicTio, 860 #
HaBiTh Gy HacTaBaeHi Ko Hei KpafnbO BOpOXe. Tpoxu Kpa-
e NMPeACTaBARETHCA KAMEpHA CKYNBNTYPa, XOd i BOHA CHb-
HO O6MexeHa OKyMaHTaMH MiX OTJALOM TEMATHKH f CTHIMO.
Ykpaincekux TBOpumx cua B YCCP mywe Garato, Hepimko
7 3 KONOCAaNbHMMHM TAaNaHTAMH; HA JKaJb, BOHW MPHKOBaHi
RO Kpar itk il s
i ixui TBOpUi KpHaa Minpisani. 3aMicTb BINLHO TBOPHTH, BOHH
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Mycath AasatH rpy6y AaHMHY POCIfACHKO-COBETCBKHM OKY-
MaHTaM 3 BENHKOIO IIKOKOK s PilHOI 06PasoTBOPYOCTH.
Pocificbko-coBeTchka OKynauif, fika cunolo Garxeris
npuHecna racno JleHiHa ,MMCTELTBO CHYXHTb Macam”, ax
HifIK He 3aiMMOHyBaNa YKpaiHCbKHM MHCTIAM, 60 X Ykpaina
Maza 1aBHO CaMOGYTHE MWCTEUTBO, WO AiAMETPANLHO Bif-
pisusnocs Bin pocifickkoro. TyT 60 Bke icHysana Axagemis
Mucreuts (y Kuesi) mix kepmolo Takux 3HaMeHHTOCTEH, sk
B. i ®. Kpuyescbki, 10. Hap6yr, M. Bo#tuyk, O. Mypauiko,
M. Bypauek Ta iHuwi, WO BXe BCMiNM MiATOTOBMTH TYT Ta-
JIBHOBHTHX YWHiB, & O6JIM4UYA YKDATHCLKOrO MaiApcTBa AaB-
niwe dopmysanu C. Bacuaskiscskuit, O. Cractbon, 1. Map-
TuHoBKY, 1. Dkaxeans, ®. Kpacuuuiuft i .1, PaxT sammuwasca
taxrom, mo B3arani, a
SOKpeMa MiwA0 SOBCIM iHWIMM WAAXOM HiX poCifictke, uio
B 1! ¢a:u, T06TO B
eKACKTHIMi-] Huypamsm Ta oce. sna&y-rxn yKpaTHChKHX MHCT-
uis s vacis YHP _okynanti
co6i, moBHicTI0 irHOpy ineo
Hawi Buxathi MHCTUI, 3yCTPiBIKH HOBY, GONBUIEBHUBKY,
Bragy B YKpaini a6o kpaftHbO BOpOXe, a60 3 HEROBIpP'AM
i cTpaxoM, He aHraXyBayMcA B T. SB. ,Da;AHChKE MHCTel-
80", He napMa x BinmiThm coserchki KpuTHKH (3. BuHO-
rpagoea), mwo ,ui XYROXHHKH JHIIE TPUTAANAIMCA RO pe-

noxik i, e p iX, CTOANH OCTOPOHBL
nin cqu-mro KETTA”. 3n-re XK y NMOYaTKax T. 3B. ,,BOEHHO-
it B Manapi Heyk-

pam:mmro noxomkenns: T. Bomoaukin, B. Bamsy, TI. Ba-
cimves, 1. Bpoacekuit, B. 3ayse, B. Eris, C. Kuwnniscbxu#,
1. Xact i T4, 1O 32 HUX BUMOBHO TOBOPATH TXHI npismu.m
Jlo HMX TMPHAYYHJHCA BCAKI CAMOYKH M BYJNbrapHO-MpHMi-
THBHI XanTYpHHKH. TillbKH BHHATKOBO HEXTO 3 HAWIHX MMCT-
uis fonacysascsi K0 GOMBLIEBHILKOTO PEXHMY, 8 MiX HUMH
6y i BumatHmit Garamicr Mukoma Camoxwur (1860-1944).
M Cmuxnm M. Hixuna, i

A y T i o 1885 p.,

BaBcst y GaranicTHui B l'lnpnm B 1886-1889 pp. Sk mo6poso-
Jeub y pocificbkift apmil 8a wacis Amoucwkol Bifinu B 1904
1905 PP, BiH CTBOPHB LMKb Ga-rnmc-rmx-mx kuunoauum
Bys sin wipH,
30KpeMa X y 306paxenHi Koeft y BCix paKprBX 3 1890
no 1917 p. M. Camokuiu 6ys npochecopom GatamicTrkyu Axa-
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memii Mucreurs y [MerepOypsi. CTBOPHB BiH TaKOX WHKIL
6aTaicTHYHHX KOMMO3HLiK Ha TeMy moxoay Hanoneowa ma
Pocilo. M. CaMOKMWI MOWyBABCS TiALKH ,MaIOPOCOM”, a
NpoTe BiH BHKOHAaB HHM3Ky imocTpauiff a0 ans6omis I3 yk-
painchKol cTapoBusu” #i ,,MOTHBH yKPaiHCLKOrO OpHaMeHTY”,
wo ix Burorysae C. Bacuavkiscbxuit, ToBapuw CaMoKHma
3 akafemii. Pocificbko-GoablieBHUbKA iHBA3iA Ha YKpaiy
sacrana M. Camoxuwa B Kpumy, i Tam sin Heraitno BKIO-
uYHBCA B ,,palAHCbKe” MHCTeuTBO. Y 1930-HX pp. BiH CTBOPHB
Kinbka GaTaNiCTHUHMX KapTHH Ha TeMu ,repofictea” Uepso-
Hoi Apwmii Ta Hawoi icTopii, a B ubomy # ,IToxia 3anopox-
nis va Kpum”, ,Isan Borys”, ,DBit Makcuma Kpusonoca
3 Slpemoro Buwmeseuskum” Ta ,B'isn B. Xmeasuuubxoro
B Kuis”, wo xou i Baprichi 3 MHCTEUBKOrO MOrAALy, ane
3aTe X 4yXi yKpaiHCbKi# RyxoBocTi.

B YCCP nocramm mucteupki o6’eananus: AXUY (Aco-
winuis Xyzownukis Uepsowoi Ykpainn), APMY (Acomisuis
Pesomonifinoro Mucreursa Yipainn”), OMMY (OG6’enuan-
na Monoaux Mucruis Ykpainu) ta ACMY (OG’ennanns Cy-
vacHHX MHCTUIB YKpAiHH) — 3aJ€XHO BiA CTHAIB i HaNpaAM-
KiB, AIKi MaJH ule AesAKy ceoGomy BHABY. Axanewmino Muc’r:lﬂn
y Kuesi 1923 p. Ha
Inctutyr 8 apxrremypuuu, ManspCbKHUM, nomrpntpmnuu
Pisb6apCbKO-KepaMiuHHM TA MENAroTiuHMM BiNinaMi, mpw-

ix po csoei MeTH. Yce X Taku

i Tpamuuil B Inctutyti i mpode-
copu B. i ®. Kpuueschki, a Takox M. Bonuyu, AKHA CTBOPHB
CBOIO WKOAY MOHyMenHTazicTis. Hawi Bvuxa-rm mucTui nmmu
cunolo axty Gya
cueremi. I. hiKakeBHY CTBOPHB HH3KY KADTHH Ha TeMH IOGH
xpinayuunn B Ykpaini: , Topr kpinakamu”, ,Ha mHu.\vmy",
ollpusemu po nawa” i T.n. B. KpuueBcekuit, Brikalounm Bix
COBETCHKOT TEMATHKH, MaMIOBaB NeH3axi, NPalIoBas y KHUK-
xuniﬁ rpacdiui, a Takox y mekopauii ¢inemis: ,Tapac Tpa-
cuxo”, ,, Tapac Illesuenxo”, ,Hasap Cromons” Ta ,Bopucaan
cumietscs” # mepworo B Yupauu Kxoapoposoro Gdimsmy —
»COPOUHHCBKHH APMApOK’

. KpnuescbkHit cﬂmpun y Manapersi 6araTo KOMMO3M-
uit, sk: ,Jos6yw”, tpuntux ,urra”, ,Maru”, ,[paxa”,
# 3okpema 3HameHWTH# aBromoprper (y GimoMy koxyci) #
noprper T Masayusoro. . KpueschkuA TaKOK BHKo-
HaB LMKAb yuemnx i
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Mysuk a1s BYAH y Kuesi nanpukinui 20-ux pokis. Pewra x
#Oro TBOpiB — L€ BXKe TibKH rpy6a AAHWHA OKYMaHTaM.

Haltfckpasiluolo MOCTaTTIO 3a WACiB XAXIHBOTO CTaliH-
cbkoro Tepopy 6y Muxaitio Boftuyk (1882-1939), ypome-
neup Tanuupxoro IMoginns. Crymiosas BiH y Kpaxiscbkift
Axanemii, a saBepwB CBOI0 MHCTeubKy ocsiry B TMapri.
Bi myxe paxo sHaitwos co6i BJAacHHMA CTHJb, WO GyB OCHO-
BAHHA Ha CTAapHX iKOHOrpadiuHMX TPARMUIAX Ta HA paHHii
asi penecancy (mxorusmi). ¥ Tomy cauouy nyci BiH pos-
MAaToBaB KamIHLio ,,}.'[nmucsxon 6yper” y JlbBoBi, a B 1914
p. mepeixas y # Tam y Jle-
Mewax LepKBy PO;HHH reTbMaHa K. PosymoBcbxoro.

Sk npodecop Axamemil Mucreurs, a srogom Xymox-
Hboro Inctutyty B Kuesi, M. Bofiuyk CTBOPHB LIKOMY yKpa-
THCBKMX MOHYMEHTAJiCTiB i BMXOBaB YWHiB — Mi3HilIMX BH-
nanux muctuis, ak: B. Cennap, 1. Mananka, O. Musin, M. Po-
xuupkuft, T. Bo#tuyk, O. Masmuuenko. Jlo uiei wxoau mpH-
cranu # I Wymra ta C. Hanenuncbka-Bofiuyk.

Yy CHHTESY CBOTO CTHIN M. Som(yk BKJIOYHB HAAGAHHA
MOHyMeHTani3My KHIBCHKOT KHAXOI APHABH, PHCH PaHHbO-
ro itanificekoro penecancy (IxorTo) Ta eemenTH yKpaiH-
CBKOTO 0 Ue 6ys yKpaiH-
CbKHH CTHJb, Ais i ne-
PeABHXKHHIIBKOMY ,Hanpasiexito”. Y ToMy x ctuai M. Bo#t-
uyk posmamosas Jlyueki kasapmu B Kuesi (mim itoro kep-
MO0 TaM MpawioBaxo koxo 200 MHCTLiB), BedeTeHchbki dpec-
K# YepBOHO32BOACHKOTO TeaTpy B XapKoBi #i canaTopilo iM.
BYLIKB na XamkuGeiscbkomy aumani. CTBOPHB BiH LHMKABb
noprperis ana Kuiscokoro Kooneparusoro Iucruryty.

Ctunb — ,6oftuykiaM” posnamus B Ykpaini cruxiftne
ToXapHuLe A NOKAAB NeyaTs CBOrO AyXa He TiMbKH Ha ¢pec-
x4 # mopTpetu, aze ¥ nepexuHyBca Ha rpadiky H CKyasn-
TYPY, & HaBiTh HA KepaMmiKy, KHJIHMapcTBO # TKaurso. Komn
ALITOCA PO TACIO ,MHCTEITBO HALIORTsHE (OPMOI, Co-
uismicTuyHe smicrom”, Boftuyka romi 6yxo B uomyHeGymp
nonpixaytH. M. Boﬂllyl( npore pimyye BiAKMaaB ,,Gnarapon-
Hu#t BB Ha yKpaiH-
CbKe, WO B OYax ol(ynal-rm 6yn0 HaMripwiuM ,,3MO4YHHOM”.
Pm(y 1934-ro siabysca B MOCK!i w[lepunit  Beecowoann#
9'i3/( COBETCBKHX MHCHMEHHHKIB”, HA AKOMY POCifHK NL l'opb-
kit Ta A. Xnanos
HOro peaniamMy” # TOAI HACTaB HeW@jHWA HACTYN Ha yKpa-
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fHCBKMX MHCTUiB-,,(popManictiB” i ,,60fuykictis”. Cnovatky
posrpomuan npodecopebiuit ckaan XymoxHboro IHCTHTYTY
B Kuei, a B 1937 p. HKBJ] apewrysano M. Bo#uyxa, C.
Hanenuuceky-Bo#uyk Ta I. Maganky, a mani B. Cemaspa, I
Wlynery, apx. I. Jadenka # iHwHX, i BCi BOHW MOTHHYMM Ha
sacaanHi.

Isan Mazanxa (1894-1938) BuMBCA B WIKOMI pHCYBAHHS
B Kuesi, a motin Gys yusem M. Bofiuyka it npauiosas 8 HuM
npu poamanmopauni Jlyuskux xasapem y Kuesi # UepBoHo-
38B0ACEKOrO TeaTpy B Xapkosi. CTBODHB BiH HU3KY XaHpO-
Bux KapTuH (,,Monounnui”, ,,36upanus nanyx" iTn) isu-
KOHaB Geaniy BAapTiCHMX, OPHIiHANLHHX TBOPIB y rpaBiopi Ta
imocTpaui#t 0 pisHHX BHAaHSB.

Bacuab Ceansp (1899-1938) Takox cneply BUHBCA B
wkoxi PHCyBaHHs B Kuesi, a notiM B Akamemii Muc‘reu'ra y
Kuesi, i y B M
Bo#tuyka. 3 HUM BiH PO3MaNLOBYBAB yXce aransm TyT 06'eKk-
TH # BHKOHAB HH3KYy KADTHH TEMNepol, a HaMBHAATHiwi
3 nux — ue ,Iloprper Oxcaru [asxenko”, ,,Cennnka”, ,,Cos-
To Ha JIHinpeascrani” i T.4. Byp BiH i Buk;amavem y Mexu-
ripcekomy Xyzmoxubo-Kepamiunomy Incraryri.

Aunatons Metpuupkuft (1895-1964) — HamasuuafiHO OpH-
riHaZbHMA MHCTElb, OCOGAMBO X y TeaTpanbHif Ta dinbmo-
Bift mexopauii. 3akiHump BiH wkoay pucysanus B Kuesi Ta
Axagemito Mucreurs, a sa wncm YHP Gnuckvv-xe nposieuB
ceGe B i mekopaui
Teatpy. Toxi Bix 6aH3bKO cmanpamonas 3 JI l(vpﬁlcom

3a uacis GoabuweBnupKol OKynauil BiH zesku#k wac mpa-
mosas y Mockei, a Bix 1924 p. npossaas ceGe sk mexopa-
Top y Kuesi # Xapxosi. Odopmus sirt Gararo n'ec ans Teat-
py im. I ®panka Ta maa ﬂepxnnoro onepHoro Teatpy, a
Takox ans Tearpy uii.

A. Terpuupkoro — ue ,,Copounnchkuit sipmapok”, ,Kamin-
Hu#t rocnomap”, ,Tapac Byan6a”, ,Kusss Irop”, ,Pycanxa”,
nBoraan XMemsuuupkud”, ,dasct” Ta imwi. Yci BORM mpo-
cTo Gesxnm(ypenujnni # uenosTopHi. BuKORaB BiH i HH3KY
noprperis: M. Cemenka, M. Xsumeosoro, 0. fHoecbkoro,
O. Buumi, T Tuqmm M. Pmmcbxoro, JL Kypdaca, BIarani
— nonax 20 Ta ap-
THeTiB Teatpy ,Bepesim”. A. nerpuusxun 3HaRwoB coGn
OpHTiHANLHHA CTHAB, B AKOMY MOMITHI PHCH eKcrpecionismy
B ] 0 Vloro
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CTHAB @)X HISIK HE BKIAJABCA B PAMKH ,,coupeamamy s i Tomy
OKynauTH T

Yce x Taku fiomy nowactaao npn-rynmcu 3a uacis Ha-
TiHkH Ha ,,60/uyKycTiB”.

Topyu 3 A. IMeTpuubkum TORI npaluoaa.'m Kocerb Exepa
(1897-1950) i 1. Kyp (K i) B
TeaTpaJbHHX JeKOpalifiX, xo4 €Jepa TaKOX MposBAAB cele
B rpadiui.

AsTopom n06pux peaictHunux noprpetis 6yp Omekcik
Uloekynenko (nap. 1884 p.), a BH3HAYHAM TeA3ANHCTOM-iM-
npecionictom 6ys Mukona Bypauex — npod. Kuiscbkoi Axa-
KeMil, a noTiM [HCTHTYTY, 1O #OTO POCiAChKO-COBETCHKA Baa-
ma Jexse ToMepysana. Bypauex c-rmpua HU3KY BHCOKOMHC-
TEUBKHX MeH3axil Gayni B usny 'y ,,PnHoK ua [Tuinpi”,
»PeBe Ta cTorne ,E[nmp wHpoku#t” i

y ce6e T. Cai #, €.
Cairmmunui, 10, Bepmncwun M. Miwenko, M. Kosux #
K. Tpoxumenko, a Takox Ti MOXOAWI, 1O # AOCi TBOPATH
MmucTeuski uikHocti. [Mepenore micue 3afinas Muxattno Jlepe-
ryc (nap. 1904 p.), wo sakinuue Xymoxwiit Inctutyr y Xap-
KoBi Ha noy. 30-MX POKiB, i NPOABUB cebe KapTHHAMH ,Bin-
nounHok”, ,,36upaunna A6ayk”, ,Komua” i T.@., a Bxe 0c06-
auBO micas T. 88, ,,BiTunauanol BiftHH".

Poxy 1938-ro Gyna ochosana Cminka Pamsmchkux Xy-
DOXHHKIB YKpaiHW, 10 nigaarae RMPEKTHBAM BKTI(6) y
Mockei, a rpysTyeThcA BOHa Ha Ga3i coupeanismy. [lepso-
B3OPOM LBLOTO CTHMIO Mamu GyTH TBOPH POCiACLKOrO ,,nepe-
mewxnuka” Bacimia Cypikopa (,Bospuna Mopososa”), a
npo iHwi cTMAi, 0CO6MMBO X HAUiOHAZbHi, He Morao GyTH
# mosu. TMpoeix Cninkk 6yB y pykax pocisH i Xwuais, a THX
yKpaiHUiB, AKi e GyMH BHXWIM, B3ANM Ha ,IEPEBHXOBAH-
ma" B gyci coupeanismy.

Muctui cTamu Ha MuCTenBKOMY ,,3aBOAI” poGoTaMH, WO
Mycinu (paGpuKyBaTH TBOPH 3TiAHO 3 ,FeHEPANLHOIO TiHiew”
KomyHicTHuHOI naprii, a Touniwe — MocksH. Yce X Takw
Hawi MHCTUi YacTO TBOPATh HA YKDAiHCHKi TeMH, Xod ix i
nianaoTs cysopif cexexuii oxynauifuux umnHukis. Tax Gy-
0 no Hpyroi cBiToBOT BifiHH, TaK BOHO € # Temep. YMOBHHH
TBOPYOI Mpali HAWHMX MHCTUIB OCTAaHHBO HABITH MOripuM-
ames.
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Bin 1945 p., To6TO Bim saKiHueHHs T. 3B. ,,BiTYHIHAHOL
Biflww”, B Manapcrsi YCCP mominye TemaTtka ,napTusau”,
,ABiui repois” Ta ,Boxais” CCCP.

3anpsarau X0 ,,TBOPYOI” Mpalli fi HALKX CTAPHX MHCTUIB,
ax: O. Kypunac, A. Manactupeskuii, O. Kyasunupka Ta O.
Bokuwaf, AKi MOMiX COBETCHKOK TEMATHKOIO NANH uMMamui
BKZaA i B pifHe MHCTEUTBO.

M. Jleperyc, KpiM JaHMHM OKyNaHTaM, CTBOPHB PAR Kap-
THH, @ Mix Humu ,Tapac Byas6a”, ,Jlyma npo kosaka [o-
aory”, ,TMepebeuns”, ,Hapomxenns nicui” i T.m. T. S6aon-
CbKg, AKa Maloe MepEeBAXHO MaHeripuku Ha uects Mocksw,
BCE X TaKu CTBOpHAA # Hu3Ky meiizaxis 3 Ykpainu — ,Bec-
na", ,Hax Ouinpom”, ,Baitky” # ,Panox”, a Takox — ,Ha-
peyena”, noptper O. Iloskynenka i T.1.

Y manspcrsi npawotors . Beayrami#t, B. Kocreuskuit,
B. Kpasuenxo, B. 3anopoxuuii, M. Xmemsko, K. 3apy6a, B.
Toaraseus, B. 3a6amra, M. Boxi#t, M. Miwenxo, C. Kowo-
euft, C. Wuwko, M. Kapacs i 6arato MONOAHX TANQHOBUTHX
ManApis.

UnMano KapTHH CTBOPHIM Hawi MucTui (mMOYaBWM Bix
1. hiakesuya o Hafimomomwwux, sx: I. Tioxa, B. HOra#, I.
Tuxuht Ta iHwi) Ha Temu T. [eBuenka, Xou HapiTh i wes-
YeHKIBCbKA TEMATHKA CHJABbHO O6MEXeHa ,,BHCOYaNWHMH yKa-
samu” 3 Mocken.

Tloseuaoca # 6arato MaxApCbKHX TBOPIB HA TEMH TreTh-
MaHa B. XMeIbHULLKOrO, ale BOHH TAaKOX TEMATHUHO OGMe-
KeRi, 60 OKyMaHTaM ifeThCA rOJOBHO MPO BiaMiuewns ,,300-
piuus BO33’eMHaHHA YKpainu 3 Pociel0”, wo ax HifK He MpH-
HOCHTb YECTH YKPalHCHKHM MHCTUAM.

‘Kpainn i Gox-

IeBHKAMH, BJAajia, KepPMyIOWHCh KawdeM JIeHiHa, 1O ,MHC-
TEUTBO CXYXKHTH macam”, Ta ftoro masHoM (3 1918 p.) ,Mo-
, RO 0 BO3a 3a-

npArAa roxoBHo rpa:pmy nouuncn cbsﬁpukauln BCAKKX MAA-
Karis, ,03ynris” Ta iHwmMXx aritok, i 3 uiew merow Gymm
cTBOpeHi nmn(rmx ,,np-nm, um HMMH Kepysas BcensmaT
TMonit Y uift mixsnui
BEPXOBOAMMH poOCiAHH i mum, a MK HUMM R OcTaWmi xai-
TYPHHKH; TOMY TO rpadiunuf piBeb uux npaus 6ys Kpai-
HBO Geanp'ricnnn Ane ixuift pchHb 3rOAOM 3HAUKO MiARmiCc-
€A, KONM BJAaja 3amparaa A0 Wiei Po6OTH NeAKHX RAWHX
BusHaunux rpadikis (K. Exesa, T. Cm'rnxubkun K. Kocren-
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KO0), a BXe HNifiCHO NiABHIUMBCA BiH HA HAJNEXHY BHCOTY
(30Kpema  KuiKoBa rpadika), KoM B Hifi MOYaIH MPORB-
xatH ceGe yuni HapGyra.

Y 20-ux i Ha nouarky 30-ux pp. rpadika, Ak i iHwi
ramysi mucreursa, GyJa B piSHHX CTHASX, — Bif HaTypa-
ZisMy, peaxisMy ax Zo (yTYpHIMY H KOHCTPYKTHBi3My.
Oco6anuBy Bary HagmaBamM TOLi odopMaAeHHi0 KHHTH, 1 cno-
uatky (8 1919-1920 pp.) masite [O. HapGyra saamraxysa-
MM 1o odopmiaenHs KypHaais ,,Mucrenrso” # ,,Coauue Tpy-
na”. TakoX NpOABNANM ceGe #oro yuHi, sokpema x Mapko
Kupnapcskuft (1893-1941) — KaMepHO-| im-uumm rpadik,
TBOPH AKOrO 4yROBOIO 7
weroto Texnikow. [Ipo me ceinyats odopMIeHHA BHAARDB
wYKpaincekuft Teatp”, mypuan ,[pono”, ,Ko6aap” T. Ules-
yenka # ,TTepwa B’a3ouka 6y6mukis”, — yce ue 3 YyAOBHMH
wpHdTamu — ,Hap6yTiBKow0".

Jlecy Jlososcekuit (1900-1922) odopmus cepio ,Yipa-
Taesii wapommi micui”, tBopu T. Illesuenka, M. Kowio6us-
cbkoro, C. Bacuabuenka, 1. Tuuurm # uymoBi mOpTpeTH —
oI Ckosopozu”, ,IToprper moel mywi” # imwi. Muxona
Azex 1894-1934), rapsunit mocxizosHHK TBOpHOCTH 1O.
Hap6yTa, odopmus tBopu M. Puascekoro, F0. Suoscekoro,
»Meprei aywi” M. Toroms, ,llesuenxiscokuit 3Gipuuk”,
36ipuuku ,Isan dpanko”, ,Jleca Yrpainka” i T, a Jleowin
Xuscceiut (Hap. 1896 p.) TakoX y wboMy Aycl npaiiosas
y ramysi xumkkoBoi rpadixu. Anrin Cepema (1890-1961)
CBOIM CTHIEM i TEXHIKOIO BHKOHaHHE RocToTy Haramye HO.
Hap6yra (,Censinun y Opuni”, obkaaguuxku no TBOpie T.

. I ®panka, M. o, ..CnoBo 0 mox-
ky Iropesim”). TakoX SHAMEHHTO HACNiXyBaB HapGyTiBCBKUA
crums Omekca Mapewkos (1888-1944) B okmamweKax xo
nCensincekol untamku”, Ko omoemizawms 0. flHoscbkoro
wPefn” ta inumx.

Ha txi crankosol #t m-mmxonol rpadixu B yCCP uu-
3BHuafino uiTKO Ce
(1884-1939), — npyxura Muxafna. CrynioBama BoHa rpl-
BepctBo ft rpadiky B IMetep6ypsi, Mionxeni # TMapuxi Ta

Riftuma xo B YCAKHUX TexHi-
KH rPaBepCTBa, 30KpeMa X y nmepeBopuTi Kcmmrpamu By-
na BOHA xeunorpadii Ki Axa-

nemii — nisuiwe Xymoxuboro Ineturyry. Mvike Bapricsi Ta-
xi 7 TBOpH sk ,,Meni TpuHanmusTHA MuHano”, ,Ha saxaniax”
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iTn Ta TBOpiB T. ( "),
C. Bacuabuenka # iHwmx.
CeHbfiop yKpaiHCbKHX MuCTHiB I. bxakenuq Bigirpan
HBY PONIO B ifi i piSHHMHK poxaMu
TEXHiKH, WO MOXyTb OyTH TBOpaMH CTaHKoBOI rpadiku.
3imoctpyeas Bin Mafxe Bcboro ,Ko6saps” T. Illesyenxa,
Teopu L. Koraspescbkoro, I'. Keitkn-OcHos'snenka, M. Ko-
wobuucokoro, 1. dpanka, JI. Ypainku # Garato iHumx —
yce B peallicTHYHOMY CTAJ.
B. Kpuuenchkiit Takox odOPMHB 6araTo HALIMX BHAAHL
B 20-30 pp. ana [epxasroro Bupasmuursa Ykpainw, In-
ctutyty Kuuroswascrsa, s-Ba ,Pyx", ,JlireparypHoro flp-
MapKy”, a Takox nosanx 400 pucyHkiB RO BuAamHa A. XBuii
nYKpainceka micka”. A. TleTphuskut oq;npuna xypHan ,,Ho-
Ba pauin”, ,Hose # KypHax
T4 BUKOHAB iNMKCTpauii 1o TBOpiB I Mmmnm(a M. Cemenika,
0. SlnoBebKoro # iHwmMX, WO No3Haveni ocoﬁ.'mnom opwri-
HaNbHICTIO.
¥y sn’ﬁsxy 3 I 3 1932 p. Ta
»yKa3dy” mpo couismicTHunuit peanism 8 1934 p., wxoms M.
Bonuyxa Ta 0. HapGyra Gy:m naranponm Ak ,,opmanric-
THYHI" # i, Eoﬁqyxa i Ta-
KOX 3JTiKBiLyBANH Mafixe BCix HOTO yumis, a TBopH Hap6y-
Ta ONMHHJMCA B Mysei-Biiainy ,KOHTpPpeBoOIOLii”.
Ha Tai rpasepcrBa #t rpadiku B yCCP nouatky 30-ux
BeauKa ABHICTS, SKOIO
Gyn Bacuab Kacisn. IMepeixas pin B Ykpainy 8 Ilparu Bxe
i3 3HAUHHMM JOCATHEHHAMH (OCOGJHBO B TBOPAX 3 COUifMb-
HOI0 TeMaTHKOW0) 1927 p. flk Henepesepluenmit rpasep, B.
Kacisin cxopo nporopysas cobi wasx Ha nepiue Micue # spo-
61B Kap'epy, MalouH rpy6y AaHHHY OKYMaHTaM TEMAaTHKOIO
X oBTHeBoi pesoaowii”, ,,repois” INepexony, ,,apceHanbuis”,
H ©

MOXHOBAaAUiB. OfHave Bik AaB 6araTo rpaBepChKHX TBODIB
i 8 yKpaiHCBKOIO TEMATHKOIO, @ B yCiX HMX MOMiTHa TIHGOKA
Mo60B A0 YKpaiHH. B Kacmu JaB CBifl BEJIETEHCHKHI BKJAJ
B KHUTH: 10 ” T. Llles-
weHKa, 10 TBopiB I. Ppanka (,,Eopucnal cmietsea”), M. To-
ro:m (»3arybnena rpamora”, ,,3auaposun= mcue"), 10.
. Cre-
¢mmxa, m mem-m, A. chnem(a i 'rn WO TEeXHIYHOW 3a-
BEDIUEHICTIO MalOTh BAPTiCTh BHCOKOMHCTELBKHX TBODIB
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crankoBoi rpadiku. 30Kkpema BapTiCHHI HOTO LUMKIb KOMMO-
SHUIAHUX MOPTPeTiB T LllepuenKa, WO XapaKTePH3YWOTHCK
oro ri i noprpetH I
®panka, O. Ko6uasucskoi, M. KouwoGuucskoro, M. Kponus-
muubkoro, O. Mosxenka, 1. Tuunuw, M. Puascskoro # T
KocHHKH, BKMOYHO 3 Cepielo aBTOmOpTpeTis, MOraH 6 GyTH
LIEAEBDAMK CBITOBOT MipH, AKWO 6 MHCTeus GyB TBOpUB ix
y BizbHifA Kpaiki. Ane B ykpaiucbkoMy rpasepctsi Bacuas
Kacisin i TaK € NOCTAaTTIO YHIKAJIBLHOI i HCMOBTOPHOM.
Bemukum MakicTpoM AepeBOpHTy BHaBasnaca B YCCP
B Kisui 20-ux i Ha mouatky 30-mx pp. Ozema CaxmOBCbKa
(1902-1958), wo Hapomunacs B Kuesi, crymitosana B Kuis-
CBKift AKa}leuu, msmme —B Xy,:wmusony IHC'ru‘ryTl, a mo-
Tint C. b i-B
Hiftuta BoHa 1o nepxm 1 B auaueuumx AepeBOPHTax ,,'-lu-
Taiors rasety”, ,,)I(lmﬂ B pesomouii”, ,Tapac Lllepuenko”

# Tp: 2O ApaMu-
epii ,,Jlicosa mcun J1. Ykpainku, ,Hiu nepen Pisasom” Ta
wPeBisop” M. Toroas, a takox no TBopie O. Konurenka,
I. NManva # I. Mukutenka. [Tpawosana Bora i B AinAHUI AiTO-
rpacii. B 1934 p., koan B YCCP wanina Hariuka Ha ykpain-
CbKHX MHCTUiB-,popmanictie”, O. CaxHoBCbKa, 106 36eper-
TH CBOE ,,rofle XHUTTA", nepeixana 1o Mocksu. ITix uac Mpy-
roi cBiToBOI BiftHH, KOMM HiMUi HacTynamu Ha Mocksy, Cax-
HOBCHKY 3 iHWHMH
KOnaTk poBH HaBKONO Mockeu.

i TBOpM npeuusifHi, a MiX TeXHIYHUM OrIAAOM C'I'OﬂTb
Matbxe Hapmm 8 TBOpaMH reiis. KomnerentHi ,,uMHOBHHKH"

He HaATo mo TBopiB O.

CaxHOBCbKOI, 60 X04 BOHH # Hi6H peaniCTHuHi, aze B HMX
SaHA/ATO BHPA3HA YKpAiHCbKa AyXoBicTb. [Ticas BifiHM BoOHa
BXe HeGaraTo CTBOPH/S, a MiX JAHHHOK OKYNAHTAM BHKO-
Haza H PHCYHKH QWTAYHX irpailiok.

B imocTpyBanni AWTAYMX BHAAHb Ge3KOHKYpeHUiHHHM
susBuBca Oxpim Cymomopa (1889-1968) —- yuews I. axe-
BHuA Bt Kniacbnoi' pucysansioi wkoan. 3a wacie YHP sin

»Hac”, il ) nHsBin",
wPyx" Ta ,,Bepuuropa" Bm 30KpeMa nposiens ceGe B KOMBO-
POBift auTAvif i wo PH-

CYHKOM, ODHTIHAILHOIO CTHAI3ALIEI0 T2 OCOGAMBHM KOJLOPH-
Tom. lmoctpauil O. Cynomop n0 Kasok i 6afoK Gyau KOH-
TeHISMIbHI 8 TEKCTaMM i BOMH TAHGOKO XBHIIOBANH AWUTSHY
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mywy. Ha xans, y coBeTchkux ymouHax Cymomopa He Mir
MaTH MOJA AJs CBOTO CaMOBHABY, 60 Bxe B 1924 p. Buiwza
wIlocranosa” LIK BKI1(6) — ,,BXHTH 3aXOAis AR CTBOPEH-
HA PaAsHCLKOI AMTANOI JiTepaTypu”, a 3 YBCACHHAM coupea-
nismy cruas O. Cynmomopw i #ioMy moziGuux Gys sacymxe-
Huit K ,,dopmanicthunni”. Tomy, KpiM 3imoOCTpyBaHHA
TPbOX KHHXEUOK ANA AiTedd, BiH NMpauioBas RK imocrpaTop
COBETCHKHX XYPHAJIB, WKIAbHHX NiAPYYHHKIB Ta KaJeHAapis.
I e ax y 1943 p. (3a Himeuskoi oxyna NpAWIoBaBIIH
Ans Yxpaiucbkoro Bupasunursa y JIbsosi, O. Cymomopa
ocopmus XypHan ,Mani apysi”, Bupanus ,[Bi Kisouku”,
»Kupuao Koxym’sika”, ,Becena mpaus”, a uactkoso # Gaft-
xu JI. Ti6osa.

Cruab O. CyRoMOpH Hackpisb AEKOPAaTHBHHH 3 BUPa3-
HHMH @JIeMeHTaMH IIapOJleOI'O uucreu'rua A ue ie BHpa3Ha

Ao

npo e HarJAAHO CBiAYaThL Roro imocTpauii 110 »IIBi Kisou-
xu", ,J3eHs-13ens”, ,[0po6MMuKka — rapHa NTAYKA XaTKy
aamirae”, ,,Bausbkuit coit” Ta iHwi.

Jlutaui Bunanns B YCCP imocTpysaan i cborogsi imoc-
TPylOTh BHAaTHi Hawi muctui: A. INerpuupku#, I. INagana,
M. Kotaspescbka, I'. Bounapenko # inwi. Jleakux 3 HAX yxe

sa i Ta ,WITyKap-

ctBo”. 1 X0u pocifichKo- cou’rcbm KPHTHKH # LeH3OpH rop-
NRI0TL MPOTH BCAKOFO HATypaZisMy, Cami BOHM 3awwinuio-
10Tb HaTypamiaMm y ¢opmi csoro coupeanmismy. 3rixHO
3 ,yuenHam” Mapkca, Enremsca, Jlewina, Cranmima (a Te-
nep ) AMTHHY B Ayci Bim-
JAHOCTH KOMYHiCTHuHii maprii # ,,pimuoro” ypsamy, To6To
BHKDHBJIIOBATH AMTAYY NCHXIKY: BHXOBYBATH CIYXHAHHX pa-
6iB i (haGpuKyBaTH BCAKHMX CEKCOTiB Ta mposokaropie. Jlo
usoro HEMoYecHoro mna OKYNaHTH 3anparan ¥ HAWHX MHCT-
cuayBaHo y

uift pixsHud.

Micaa T.38. ,,Bi 1 siftnn” B i
YCCP Hivoro ne zumunou ¥ 1945 p. uitwaa ,IMocranosa”
LlK KIICC is cysopum sacymKenHaM MHCTLB 32 BCAKi ,,yXH-

" B GiKk iHWHX CTHAIB i 3penina TIpAMYBATH BTEPTHMH pe#t-
xamu i Tankatie Muc-
Teurso Gyxo u: TEMH ,,Bi,

HH", ,IEPEBUKOHAHHA HOPM”, KJIMYiB 32 ,,saaomslmm MH-
py”, 8a ,,ApyxG6y MiX Hapoxamu”, mpoTH ,,6ypXyasHHX Ha-
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uionamicris”, ,Batikany”, ,,Yoan-cTpity” i T.N., WO CBOEK
it P O6HHNYE BapTicTH

nasKaris.

Y crankosiit Ta kuikkosiit rpadiui 8 YCCP B ocran-
HiX JMECATHDINYAX NOCTANO YHMAJIO BAPTiCHHX TBOPIB S YK-
paiHcbkolo TemaTHkolo. I Dxakesuy 3 ®. KoHoBanokoM BH-
Konanu imocrpauii o ,Eneinn” 1. Koraspescskoro, ,,Ko6-
3apa” T. Lllepuenka i T.8. O. Cyzomopa CTBOPHB imocTpauii
o noeu ,,Con”, ,,Kaskas”, ,lean I'yc”, a B. Kacisu namamo-
imoctpauii mo ,Ko6aapa” (,Karepuna”, ,Ha
" i 'M), a B UbOMy H BHCOKOBAPTiCHHX KOMMO3H-

T. (T HA 3aCiaH-
s s ol
odoprucr”, ,,T. Lllesuenko Ha Yipaini’

Y 100-piuust cmeptH # 150-piuus mapomuu llleBuenka
YKPAIHCBKi MiCOBETChKI MHCTLI BKAAAW 6araTo TBOPHOI Hac-
HarM B IEBYEHKIBCbKY TEMAaTHKY; 30KpeMa ue MoMiTHO Gy-
Jno cepex rpadikis — B. Aspamenka A. Baauaesnua, H.
Boxxka, O. T'natioka, C. Kapadda-Kop6yra, B. Kpasuenka,
M. Macnoscbkoro, B. Mucuka, A. Ionomapenka, B. Yepny-
xu, 10. Cuporenka, B. flxyGosuua, I'. Slkyrouua i Gara-
TbOX iHWHX. [IeAKi 3 HUX Le TBOPH BHCOKOI SIKOCTH.

I ®panxosi Takox G6arato yparM NpDHCBATHIM Hauli
uu:‘rui B yCCP TOYaBLWH Bif B4 Kacimm, 1O CTBOPHB HHS-
Ky (
cumierbes”, ,Pinuuk”), T. Bol-mapeuxa (,,MIJMVI L &pau-
KO cayxae HapoAui Menoaii” i ,,PoamManboBye B CTOMAPHI Ha-
poaui ckpuui”), €. Ceitanusoro (,,3yctpiu 3 M. Jlncenkom™),
noyepes O. Jlio6umcbkoro (,I. Ppanko 8 Oasroio Pouke-
BHY” — asroxiTorpadia), ax A0 MOXOAOI remepauii, sx
10. Cuporenko (,,3ycrpiu 1. dparka 3 M. Kouio6unckuu®),
B. Jlutsuseno (,,3axap Bepkyr”), C. Azxamosny (,50a Kou-
crpixTop”, ,Yxpagene wacts”), O. Xueapunupkuhi (,Kame-
napi”), A. Basuaesuy (,,lcropis xmonchkoro koxyxa”) i Ga-
TaTo MOMONWHX.

Hespaxaloun Ha TAXKI YMOBHHH TBOPEHHA, Halli MHCT-
ui BCe X TaKkM NadH BEAHKHI BKNAX y CKAPGHHWIO yKpai-
CBKOTO MHCTEUTBA, # 6arato iXmiX TBOPiB MAaTMMyTb NOCTifi-
Hy BapTicTh. B OCTaHHIX pOKax YMOBHHH TBOPHOCTH CTaJH
we TAXYKUMH, 60 X TYT ileTbCA He TIMbKH MPO ,,TeHiANbHY
ZKil0” KOMyHiCTHYHOI nap’ ane # mpo GessacTepexue

i Haworo we Apyrik ,,miHil
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waznHoi ikauii i i KyabTypu # —
MR racroM — ,,3MUTTA HaUii” B OAMH ,,COBETCLKHH Hapo,
OueBHAHO, ue AyXOBHHA reHouns. MHCTLI CTAPLWIOrO MOKOMIH-
HA, OKPAIO 3aMfKaHi CTANIHCHKOTO THIY TEDOPOM, TBOPATH
CHIOIO iHepuUil, aie TaKM CTABAATL CNIPOTHB pychdiKawii,
CTaBAATL SOKPeMa HAlli MMCTUI MOJIOAWIOI reHepauii. B 1964
Pp. y Bectubioni Kuischioro ynisepcurery 3 mucrui — Ona-
Hac 3anuBaxa, Amia Fopebka i JlionMuzaa CeMMKHHA CTBO-
punn pitpax ,[Ipopok” — i3 so6paxenus T. Lllepyenka Ha
T YKpaiHH # CXOAAYOrO COHUA i3 SAUiMVEHWMH N'ACTyKa-
MH, IK 3HAKOM NMPOTECTY NPOTH MOHeBOJeHHA YKpaiwu. Oky-
NaHTH sHMUMAKM Bitpax, O. 3aAUBAXY 3ANPOTOPHIH B KOHIU-
Ta6ip, a A. TopcbKy CKPHTO 3aMOpAyBanW Oprauu ,Gesne-
xu"-KI'B. Yce ue CBiuHTb NPO HeBMHDYWCTh YKPATHCHKO-
ro 06pA30TBOPHOFO MHCTELTBA, IO BKIHUi TAKH SATPiyM-
¢dye — Toai, KOMH YKpaiHa CKuHe 3 ce6e MOCKOBCHKI Kai-
Raus.
T, ocsru i 0

MHCTEUTBAa Ha LUIAXy icTOpii Haworo Hapoay # Gepyuw mo
yBarH BHHATKOBO TAXKi TBOPYi OGCTaBHHH YKPAiHCHKHX
wrctuis B YCCP min okynauifium O6yXoM i He HaxTO MpH-
roxi ymoskiik 5 Aisiciopi roz0BHO X 3 ysarn Ha BiZpi-
3aHHA " Bin B Moxua 06"~
€KTHBHO 3aSBHTH, WO TBOPYA NOTEHIisl HALIAX MHCTIIB BH-
HATKOBO CHJbHA # XKHBYua. YKPAiHCBKi MHCTUi XM KOJO-
canbHM# BKJAAJ He TiNbKM B piAHE MHCTEUTBO, ale TAKOX
Y MHCTEUTBO CBiTOBE.
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Ivan Keywan

UKRAINIAN FINE ARTS
INTRODUCTION

As research has proven, there is no nation in the
world, nor even a tribe, that would not show some ten-
dencies and impulses toward art, notwithstanding their
spiritual or material level. Nor are there any such objects
in the world that would not have the traces of human
impulse toward aesthetics, or beauty in general.

The Fine Arts are man’s conquest over matter, more
specifically — assigning it a certain form with the power
of the creative genius of man and the aid of technical de-
vices. The Fine Arts are composed of architecture, carving
(sculpture), and painting with the sub-branches of en-
graving arts and graphic arts.

Architecture is the crown of the Fine Arts. It is the
oldest branch of art which is the most closely tied with
the life of a human being. Architecture is the capability
of erecting a given building in such a way that, on the one
hand, it would fulfill practical requirements, and on the
other, the requirements of beauty, harmony, and style.

The second branch of art is sculpture. Sculpture is
the three-dimensional portrayal of man and animal, and
sometimes even plant. Works of architecture and sculpture
are limited by material and space; they can be recognized
by sight and touch.

The third branch of art — painting — surpasses the
other two with its unlimited field of possibilities of ex-
pression; through painting one can express all that which
is accessible to the human eye. A painter’s work leads the
spectator into an illusion, into a subconscious self-decep-
tion, for that which he sees in the picture, he sees through
the prism of illusion.

Engraving arts and graphic arts are related to paint-
ing. ing arts are lished on hard
on wood (wood engraving, woodcut, xylography), on cop-
per (copperplate engraving), on steel (steel engraving),
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on linoleum (linocut), on stone (lithography), and others,
through the technique of lines, surfaces, and various points.
Usually this is a black-and-white technique, although it
could also be colored (wood engraving, lithography). En-
graving, which was once the only method of reproducing
art works, was connected with the printing of books. Even-
tually it developed as an independent branch of art, ie.,
it became an easel art.

Graphic arts — the most recent branch of the Fine
Arts — are accomplished by pencil, pen and brush, usually
ink, gouache, water-color, crayon, etc. The characteristics
of graphics are a clear drawing, which is characterized by
the technique of lines, strokes, surfaces and various points.
In the first decade of the twentieth century, graphics es-
pecially Ukrainian, found wide adaptation in the artistic
finishings of books, placards, advertisements, documents,
diplomas, ex libris, etc. The most outstanding artists in
Ukrainian book art were Vasyl Krychevsky and Yury
Narbut.

The development of art is dependent on various con-
ditions: on the government independence of a nation, on
economic conditions, on the creative genius of a given na-
tion, and, primarily, on some tremendous spiritual up-
heaval — religious, national, etc. K. Libelt states (in his
work “Esthetics”) that in ancient and modern nations re-
ligion always was the source and motivator of art; Taras
Shevchenko agreed with this as well.

Every nation began to develop its art from the level
of extreme primitivism in order to bring it to the highest
level, to its peak of perfection. The Ukrainian nation went
through a similar evolution, in other words — the leaders
of its spirituality, the individual creators of the acquisi-
tions of Ukrainian art, went through such an evolution.
Fate placed Ukraine on the boundaries of two worlds not
only geographically, but also in spiritual outlook. Diverse
and often opposing cultures crossed on Ukrainian territory
— the cultures of the Near East, Byzantium, and of the
countries of Western Europe. Nevertheless, Ukraine de-
veloped a specific culture and original examples of specific
art of such high quality that we have right to be proud.
The nations of the West must marvel at the high achieve-
ments in Ukrainian art particularly because of the fact that
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throughout its entire history, and at the present time, our
nation has undergone such tragic moments as probably
no other nation of our time.

The Fine Arts are closely tied with life and with its
historical phases, thus throughout the centuries art has
manifested itself in various styles. This work examines
Ukrainian art in accordance with these styles. As regards
Ukrainian art in Diaspora, the results of the re-settlement
of our peoples in various countries of the world is taken
into account.

1. PREHISTORIC TIMES
The beginnings of the Fine Arts in Ukraine are lost

in the twilight of prehistory. Near Balamutivka, in Buko-
vyna, on the walls of the caves of Kamyana Mohyla, in

of animals — mammoths, horses, bulls, wolves, dogs, and
even human figures — from the Mesolithic period (be-
tween the Paleolithic and Neolithic) i.e., from 13,000 to
8,000 years. But the richest findings are from the Trypilian
Culture (about 3,000 B.C.) (named after the place name
Trypillia near Kiev). The Trypilian Culture encompassed
a wide span of Ukrainian territory. This period manifested
itself most brilliantly in ceramics with its perfect forms,
inexhaustible waalth oi elements of ornamentation, unng-
inative and technical

ments that have never been surpassed. The Trypilian Cul-
ture had no equal in the Europe of the time. It lasted for
almost 2,000 years and had a far-reaching significance in
the process of the development of the culture of ancient
Greece.

The Bronze Age, although it lasted for almost a thou-
sand years in Ukraine, did not leave many acquisitions be-
hind because of a lack of copper. Nevertheless, there are
findings of women’s diadems, necklaces, bracelets, need-
les, and the like, that are skillfully accomplished in bronze,
gold, and silver. These were discovered in the Kherson,
Kuban, Chernihiv, and Komariv regions.

The Scytho-Sarmatian Period, which lasted about 800
years, gave numerous quality acquisitions of applied art.
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In the excavations of the Kurhany tribe, silver and gold
artifacts have been found — hilts, armor, horns, diadems,
necklaces, vases, cups, amulets, and the like — all skill-
fully made by the metaloplastic technique. Other tribes,
as, Alyany, Roksolyany, Aorsy, Yazygy, etc., also contributed
much to the Scytho-Sarmatian art.

The process of the development of the Ukrainian cul-
ture must be viewed in connection with the existence of
Greek colonies in southern Ukraine, particularly in Crimea
(in the 4th and 5th centuries B.C.), that left highly artistic

ions behind in ceramics,
mosaics, and metaloplastics with a highly developed or-
namentation.

The Germanic Goths left only remains of weapons,
harnesses, and women’s adornments. The Asiatics — Huns,
Avars, Khazars, Pechinigs, and Polovisi left only “stone
babas”, in northern Ukrainian lands. However, many in-
ventions and skills were put into the Ukrainian prehistoric
culture by the Antes, the Slavonic tribe, which in the ninth
century came to be known as the polyany — the founders
of the Kievan State. Besides ceramics and very fine work
of items of applied art from iron, bronze, and gold, as —
knives, buckles, flint, various weapons, gold trinkets, and
jewelry — they ped wooden
ately there are no remains), and even sculpture that was
significant in the portrayal of gods: Perun, Dazhboh, Svaroh,
Veles, etc. Unfortunately, these too have been lost, be-
cause they were made of wood. The Chronicle describes
Perun as having a silver head and a golden moustache and
states that Prince Volodymyr Velyky, after baptizing
Ukraine, ordered that the god be thrown into the Dnieper
River. Only one bas-relief and the statue of Svitovyd has
been preserved; this statue is made of sandstone and has
four faces. We find, from archaeological excavations, how-
ever, that in this period gold jewelry and enamel was
highly developed. There are findings of gorgeous diadems,
earrings, necklaces, metal wreaths, tiny shields on chains,
bracelets, perfume bottles, etc., that are evidence to the
aesthetic tastes of the Ukrainian woman in prehistoric
times. There is nothing preserved of the architecture of
the time; we can perhaps visualize it only on the basis of
wooden church buildings and village huts. Of brick archi-

120




tecture over 30 ruins of Christian churches have been un-
earthed near the Black Sea from the times of the Greek
colonies. The most noteworthy of these is the church ro-
tunda of Chersonesus from the year 600 and the church
Ivan Predtechi in Kerch of the seventh century.

It would be in vain to speak of painting in prehistoric
times, except for drawings — ornaments on dishes and
metal works that amaze us with their precision and inven-
tiveness. Even in prehistoric times our ancient ancestors
created numerous highly artistic and original works.

II. THE BYZANTINE STYLE

Fine Arts manifested their Ukrainian character more
distinctly in the period of the Kievan State, particularly
with the adoption of Christianity by Prince Volodymyr
Velyky. At this time Byzantium had a very strong influence
on Ukrainian art. The combination of the early acquisi-
tions of Ukrainian art with Byzantine influences resulted
in the specific synthesis of the Ukrainian Byzantine almost
in all the branches of art.

The architecture of the Kievan State that was marked
by a distinct Byzantine character had reached its peak.
In 1037 chroniclers had recorded 400-700 churches in Kiev
alone, 80 of which were stone cathedrals. The oldest was
the Church of the Tithes built by Volodymyr Velyky in
the Byzantine style. In size and artistic refinement it sur-
passes almost all the cathedrals of Europe of that time. The
most grandiose, however, in the artistic sense, was the St.
Sophia Cathedral built by Yaroslav Mudry. The construc-
tion of this cathedral went on for half a century. Its mosaics
and frescoes had, perhaps, no equal to them in the entire
world. Metropolitan Ilarion, in the eleventh century, wrote
that St. Sophia “earned the admiration of all surrounding
nations” and that “another will not be found in the entire
north — east to west”. The Byzantine character of St.
Sophia is marked by distinct features of ancient Ukrainian
‘wooden construction; therefore, it should be considered as
an independent achievement of Ukrainian architecture.
These features characterized the churches of the time not
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only in Kiev, but also in Chernihiv, Kaniv, Ovruch, Bil-
horod, and other centres of the Kievan State.

Sculpture in the period of the Vievan State did not
have a free reign because of the strict canons of the East-
ern Church which treated sculpture as idol worship. The
artists of the time, therefore, channelled their creativity
into decorative and illustrative carving creating unsur-
passed decorations-ornamentations in marble and stone-
slate. Such works decorated the Church of the Tithes,
St. Sophia, St. Irene, and also the Pecherska Lavra (Kievan
Cave Monastery), St. Michael’s Golden-Domed Monastery,
the Cathedral of the Savior in Chernihiv, and others. These
techniques were used also on the sarcophagus of Princess
Olha and of Prince Yaroslav Mudry which are skillfully
accomplished in marble and slate. In the period of the
Kievan State bas-relief appeared, particularly in the gold
and silver coins of Volodymyr Velyky and Yaroslav Mudry
with the sign of the tryzub (trident). Twelve variants of
this coin have been discovered. They are dated from 980-
1055. Mural paintings and iconography were characterized
by a distinct Byzantine stylization. In the paintings of the
saints portrayed a mi of the human
flesh, extremely enfeebled bones, thin lips (“the vessels
of sin”), and big eyes (emphasizing spirituality). They
are covered from head to foot with heavy and richly or-
namented clothing and are placed, in heavenly harmony
and rhythm, in their own proportion and perspective with
emphasis on the background. The drawing is hard; the
parts of clothing and various draperies are graphically
stylized; and the color is somber. Such figures had to have
a character of piety and holiness, the character of humans
that were detached from the earth and brought nearer to
the heavens.

At that time ornamentation in mural paintings de-
veloped with exuberance. This is evident particularly in
the Church of the Tithes, St. Sophia, Cathedral of the
Savior in Chernihiv, St. Cyril's Church, and in St. Michael’s
Golden-Domed Monastery. The mosaics from 1108-1113
were particularly unequalled.

The Pecherska Lavra in Kiev (Kievan Cave Monas-
tery) was an artistic centre where many monumentalists,
iconographers, and mosaic artists worked. They fulfilled
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orders not only for churches, but for princes, and other
dignitaries as well. The centre had a school of iconography
under the direction of monk iconographers. Unfortunately,
we do not have their names because works were not signed
at that time. Their work was a service to God and not for
personal glory. From the “Pechersky pateryk” (Patericon
of the Kievan Cave Monastery”) we have learned only of
one iconographer — “the miracle worker” Olimpiya (Ali-
piya) of Pechersk (died 1113). He painted the Church of
the Assumption and was the author of the famous mosaics
of Moses, Gregory, and Avraam of Smolensk in St. Michael's
Golden-Domed Monastery.

In examining a number of preserved icons of Byzan-
tine, Kievan, and Korsun productions, we are certain that
the iconographers of the time, in keeping to the basic

and gave their icons a
Ukrainian coloring, poured the Ukrainian spirit into them
and, thus, the Ukrainian Byzantine style emerged.

Art of the Kievan State was closely tied with the
manuscript book. The peaks of perfection as regards their
artistic finishing were: “Ostromyrove Yevanheliye” (“Os-
tromyr Gospel”), “Zbirnyk Svyatoslava” (“Svyatoslav
Collections”), “Trirsky Psalter”, (Trier Psalter”), “Slovo
Hryhoriya Bohoslova” (“Sermon of Hryhory Bohoslov”),
and others. They are all adorned with miniatures, illumina-
tions, initials, colophons and ornamentations Wlth weaving
motifs of plant, and elements.
‘These are perfect examples of artistic perfection.

III. THE BYZANTINO-ROMANESQUE STYLE

After the downfall of the Kievan State which resulted
from the nud(s and invasions of Asiatic nomads, the Ha-
lytsko-Voly (G ynian) State emerged. It ex-
lsted a full century, i.e, till the first half of the fourteenth
century. The traditions of the Kievan Byzantine and strong
influence of the countries of Europe crossed on its terri-
tory gave rise to a unique synthesis, especially in archi-
tecture, which has come to be known as the Halytska
architectural school. Its oldest accomplishments are the
Cathedral and Church of St. Basil in Volodymyr Volynsky,
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and the Cathedral of St. John the Baptist in Peremyshl.
In 1141 (when Halych became the capital of the Galician-
Volhynian State) church building began to rise to the peak
of perfection, especially during the reign of Yaroslav Os-
momysl. The most illustrious church structures in Halych
were: the Cathedral of the Assumption of the Virgin Mary
and the churches of the Savior, St. Elias, Annunciation,
and i St. (the only p
church, the others are in ruin). In Halych more than 30
ruins and church foundations have been found with fea-
tures of the Halytsk architectural school, i.e., with features
of Byzantine construction and Roman decoration. Their
plan was basilic, or central, and the basic material used
was hewed stone, whereas the churches of the Kievan
State were built of brick. The buildings of King Danylo
are not preserved, but it is known from the Halytsko-Vo-
lynsky “litopys” (the Galician-Volhynian chronicle) that
there were the churches of John Chrysostom, of Kuzma and
Demyan, of the Blessed Virgin Mary, and the Holy Trinity.
Of the church architecture in Lviv only the churches of
St. Nicholas, Holy Friday, and St. Onuphrius have been
preserved. Unfortunately the search for traces of other
structures would be in vain, as those of Zvenyhorod, Cher-
ven, Terebovlya, and other ancient capitals, were
ruined by Polish occupants. The only preservations are the
church rotunda at Horyany and the three towers: in Bila-
vyne, in Stolpe, and in Kamyanets Lytovsky.

Unfortunately, traces of sculpture of this period have
not been found except for a memorial tablet near the St.
John Cathedral in Peremyshl; it has a portrayal of a knight
in helmet, probably Prince Volodar Rostyslavych. Many
fragments of decorative carvings have been found at this
same location as well as in the ruins of the churches of
the Assumption, St. Elias, and others. Fragment of heads
of columns, plinths, archivolts, etc., as well as brilliant
decorative ornaments of the Church of St. Panteleymon
have been preserved. These all have Romanesque features
with a distinct ancient Ukrainian character. Lead seals
have also been preserved of the Bishops Kosma and Ilarion,
of the Lviv town council, and two seals of Prince Yury
Lvovych which have Romanesque features.
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Nothing has been preserved of monumental paintings
of the Galician-Volhynian State; they were ruined with
the churches. The Galician-Volhynian Chronicle does state
that the princes had the churches decorated with frescoes,
icons and “Roman glass” (stained glass windows). Icono-
graphy of the period was continued in the traditions of
the Kievan State, thus it was of a Byzantine-Ukrainian
character. But the Galician icon was more elegant, more
embellished with unusually refined reliefs of gold and sil-
ver, and decorated with precious stones. The manuscript
art of the period was also on the highest level as in the
period of the Kievan State, with the very same motifs,
but show some influences of the Romanesque style. The
best illustrations are the Gospels of Halych, Krylos, Dob-
ryliv, Buchach, Kholm, and others, which were of the same
quality as the best Western European examples in this field
of art.

1V. GOTHIC STYLE

After the downfall of the Galician-Volhynian State
(in the midfourteenth century) the Fine Arts in Ukraine
went through a period of transition, marked with certain
Gothic features, especially in architecture. Gothic features
appeared particularly in buildings in Lviv and in other
centres in Western Ukraine at the time when these lands
came under Polish occupation. The sharp-arched and sullen
forms of Gothic were alien to the Ukrainian spirituality,
therefore Ukrainian architects accepted them with reser-
vation. These forms, of course, did not influence Ukrainian
wooden architecture. The Gothic character came into cen-
tres that had Polish churches and fortresses as Lviv, Kam-
yanets Podilsky, Mezhybizh, Ostrih, Khotyn, Dubno, Krem-
yanets, Lutsk, Berezhany, Buchach, Polyava, and even in
Uzhorod, Mukachev, and Khust, which the occupants built
with foreign hands on our lands.

Ukrainian buildings, nevertheless, did eventually adopt
Gothic characteristics, as the Church in Halych, St. George's
Cathedral in Lviv, the earlier structure of St. Onuphrius
in Lavriv, as well as the church fortresses: Blesssed Virgin
in Rohatyn, Church in Zymne, Church of the Holy Spirit
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in Kodno, and the beautiful example — St. Mary the Pro-
tectress in Sutkivtsi. Some traces of Gothic are evident
in y in Derman, Zymne,
ete.

However, the Gothic style did not give rise to any
original synthesis in Ukrainian architecture; therefore, this
period has the character of transition only.

The sculpture of the period was quite impoverished
because of the difficult political conditions of the time.
There are few remains of decorative ornamentations of
buildings and bas-reliefs with distinct Gothic features, and
also a few reliefs in various materials: “The Crucifixion”
(XIV-XV c.), “St. Demetrius”, “Triptych of the Mother
of God”, and the icons “Sophia-Omniscience of God”, “St.
George”, similar icons of Peter and Paul, and some others.
Of special worth is the iconostasis from Kamyanets Podil-
sky (end XV c.); it consists of remarkable reliefs of “Pray-
ers”, “St. Mary the Protectress”, apostles, prophets, and
other saints. In the outlying areas sculpture continued to
develop in the old Ukrainian tradition.

Monumental painting and iconography were also
touched by Gothxc influence and even by influences of the
early (Tricento). features out-
weighed the other, however, as is evident in the mural
paintings in some of the churches, as in the rotunda in
Horyany, the Armenian Cathedral in Lviv, the Church of
St Cytll in Kiev, the monastery in Blkota, and others

these i are most
“The Assumption of the Mother of God”, and "The Pnyer"
from Starysk, “Savi and
from Tseperiv and Busovysk, “King's Gates” from Da-
mazhyr, and others. All these works are very different
from the earlier, marked by Byzantine hierarchism.

Some of our artists, not having necessary conditions
for creativity in Ukraine, took employment elsewhere. For
example, the iconographer Petro Ratensky became the
founder of art in Moscow. Others, as Andriy, Vladyka,
Hoyil, painted churches in the cities of Poland when art
was at its lowest level there. These were artists of Euro-
pean stature. Andriy was even called the Giotto of the
North.
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The traditions of Ukrainian art in Poland continued
until the end of the sixteenth century.

Manuscript texts continued to develop along the old,
princely tradition. The centres of their production were
the monasteries: Pechersky (Kievan Cave), Dermansky,
Zymensky, Univsky, and others. Books were usually written
by monks. The basic structure of the formation of the
book of the fourteenth-fifteenth centuries was not differ-
ent from those of the princely era, except that it was more

n plant and —
pational, The best examples are "Pandekty Antmcha” (“Pan-
dects of Antioch”), a cycle of Gospels and the “Apostol”
(XIV «¢.), “Halytske Yevanheliye” (“Halych Gospel”),
“Psalter”, and others. These all are accomplished with
great decorative skill.

The manuscript book continued to flourish until the
appearance of printing. Even then it still held its own
position in the arts.

V. RENAISSANCE

The Renaissance (Rebirth) arose in Italy at the out-
set of the fifteenth century with the objective of reviving
ancient (G: R ) art. The i reached
Ukraine in the middle of the sixteenth century and blended
together with a cultural-national and political i
as well as the beginnings and development of printing.

In architecture the Renaissance made its mark on the
building style of churches and palaces, especially in Lviv.
In 1559 the Church of the Assumption was built, and then
the Kornyakt Palace and the “Black Stone Building”.
Eventually many churches were rebuilt in this style — in
Lviv, Krylos, Horodok, Zhovkvi, and Robotytska Posada.
Castles were rebuilt in Lutsk, Ostrih, Stare Selo, Pidhirtsi,
Dubno, etc. Monasteries were fortified — Pechersky, Der-
mansky, Metzhyritsky, Univsky, and others. Although the
builders were Italian (Paolo Romana, Paolo Barbon) they
had to modify their Renaissance in accordance with the
wishes of the Ukrainians who engaged them, i.e., Ukrainize
their work.
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Sculpture of the Renaissance period in “Ukraine showed
its stylistic features more clearly even if only on memorial
tombs to famous peoples as: Prince Konstantyn Ostrozky
in the Kievan Cave Monastery, the Senyavsky family in
Berezhany, V. Lahodovsky in Univ, the Herburt family in
Skelivka, the Danylovych family, Ramult, S. Lyubomyr-
sky, and others. Contrary to the elegiac tone of earlier
tombs these were characterized with a spirit of optimism.
In the Renaissance period artists showed more interest in
Ukrainian ornamentation; one must marvel at the abun-
dance and i n the mo-
tifs of the time. The peak of periectmn is the sculptured
decoration of the Chapel of Three Saints at the Church
of Assumption in Lviv. The authors of this work were

and Yakiv Kulchy
filled the churches at the time, all a! which were produced
in the Ukrainian Renaissance spirit. Genuine masterpieces
are the Pyatnytsky, and icon-
ostases.

Painting suffered a “painful” transition from the old
Byzantine traditions to the spirit of the Renaissance period,
which “revealed nature and man”, — contrary to the for-
mer hieratical spirit, especially in iconography. Although
the Renaissance period in Ukrainian painting was of very
short duration, it, nevertheless, was a very intense period
as regards The most
were Fedushko from Sambir (the author of “The Annun-
ciation”), Vasyl from Stry, Vasko, Vorobiy, Mykhaylo Pet-
rakhnovych, and many others.

This period is clearly characterized by the following
icons: “The Crucifixion”, “The Prayer”, “Christ Panto-
krator”, the cycle “The Last J\ldgement" from Dolyna,
Volch, Trushevych, and others. The drawings on these are
already realistic, although in stylization they are still By-
zantine — with pressed ornamentation, often of plants, on
a golden background. The icons of the fifteenth century
already depict Ukrainian scenes — grass, trees, and flow-
ers.

In the spirit of the late Renaissance the priest-monk
Tov Kondzalevych genially produced icons for the Bohorod-
chansky iconostasis, and Fedir Senkovych and Mykola Pet-
rakhnovych for the iconostasis at the Church of the As-
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sumption in Lviv. Splendid iconostases also appeared in
the Pecherska Lavra, in the Holy Trinity Church, and St.
Sophia’s Cathedral in Kiev (under the auspices of Metro-
politan Petro Mohyla).

The i its task i in
2 new genre — portrait painting, in the middle of the six-
mnth cemury Of very high qun]lty are the portraits of

tasia Lisovsky ( Ostrozky,
.Rlyma Mohylyanka Vyshneve!sky, hetman Petro Kona-

hevych. , and the i i
the portrait of Varvara Lyangishivny, and others.

Ukraine adopted printing during the Renaissance pe-
riod. Among the oldest printed books (Oktoyikh-Shesty-
dnev, Chasoslov, Yevanheliye Uchytelne) of most epochal
significance is the Lviv “Apostol” (1514) and “Ostrozka
Bibliya” (Bible of Ostrih). Both of these are from the
printing press of Ivan Fedorov, or Fedorovych. Very valu-
able editions came out of the Stratynsky printing press,
but the most illustrious editions came out of the printing
press of the Pecherska Lavra: Anfolohion, Triod postna,
Istoriya Antoniya Velykoho (History of Anthony the
Great). Besidy Yoana Zolotoustoho (Discourses of John
Chrysostom), and others. These were published in 1961 and
were “white ravens” of European book art.

In 1622 the first wordly publication appeared: “Verses
to commemorate the death of the noble knight Petro Ko-
nashevych-Sahaydachny, Hetman of the Zaporozhian Ko-
zaks”. As al] the books of the llemllssance period, this book

in wood At that time,
the engraving arts came to the fore as an independent
genre. The engravers of the period were: Taras Zemka,
Tymofey Petrovych, Voshchanka, Heorhiy, Afanasiy, and
others.

V1. UKRAINIAN BAROQUE

Baroque came into Ukraine in the middle of the seven-
teenth century during the time of the formation of the
Ukrainian Cossack State. Baroque is a style of grandiose
conceptions, complicated ideas and plots, and very imagin-
ative inventiveness. Very little has been preserved of

129



Baroque architecture of the hetmanate of Bohdan Khmel-
nytsky because of the turbulent period of wars. The only
remains are the Church of St. Elias, the remains of the
Hetman’s Palace in Subotiv, and a few churches in Kiev.
Chernihiv, Pereyaslav, and in Lviv which were rebuilt
in the Baroque style. Building flourished more during the
hetmanate of 1. Samoylovych, as is evident from these
buildings: the Holy Trinity Church of the Hustynsky Mo-
nastery, the Church of the Savior in the Mharsky Monas-
tery, the Cathedral of St. Mary the Protectress in Kharkiv,
and many others. The style came to be known as “Kozak
Baroque”. Architecture (and art in general) reached its
apogee during the hetmanate of Ivan Mazepa, 1687-1709,
and became known as “Mazepa Baroque”. Hetman Mazepa,
the greatest patron of arts in Ukrainian history, constructed
and renovated over 20 churches. The jewels of architec-
ture of the time were: the Mykolayiv Cathedral, the All-
Saints Church at Pecherska Lavra, the St. George Church
at the Vydubytsky Monastery in Kiev, the Church of St.
Mary the Protectress in Pereyaslav, the Holy Trinity Ca-
thedral in Chernihiv, the Cathedral of the Elevation of the
Cross in Poltava, and many others. The basic reconstruc-
tion of the Mohyla Academy in Kiev (Kiev Academy) took
place at this time.

Buildings in the spirit of Kozak Baroque were founded
by other hetmans as well, particularly by Danylo Apostol
(the Church of St. Mary the Protectress in Velyki Soro-
chynhl)

foreign were
Umme at the time, as Baptist, Zernykav, and especxally
J. Schaedel — the designer of the belfries in St. Sophia’s
Cathedral and in Pecherska Lavra which were unique mas-
terpieces in all Europe of the time. Distinguished Ukrain-
ian architects also emerged in this period. These are: Yosyp
and Fedir Starchenko (the main church in Pecherska Lav-
ra), Stepan Kovnir (1695-1786) (designer of the corpus
of Pecherska Lavra), Ivan Basky, and Ivan Zarudny.

This period reached a good peak of achievements in
Ukrainian architecture.

Ukrainian wooden architecture, which was very deep-
rooted still from pre-historic times, continued to preserve
its individuality throughout the centuries. Nevertheless,

130



the historical stylistic trends reached this form of art also,
especially the churches. Among these, some genuine master-
pieces can be found as, for example, St. George’s Church
in Drohobych (from the 1600's), and the masterpiece of
world fame — the Nine-Dome Holy Trinity Cathedral in
Novoselytsya (Samara) (from 1772-1781) which was built
by the native master Yakym Pohrebnyak.

Sculpture in the period of Baroque (as in the Renais-
sance period) manifested itself mainly in memorial tombs
in Western Ukrainian lands, These were erected by foreign
sculptors, however. The only examples of Ukrainian sculp-
ture of the time are the memorial tombs for Adam Kyseliv
in Nyzkynychi and for Tymosh Khmelnytsky in Subotiv
(mentioned by Pavlo Alepsky). The sculptors of the period
placed all their creative energies into the production of
iconostases which reached the heights of their development
at this particular time. Iconostases became like art gal-
leries, in five, seven, and nine tiers. Their authors were
P. Volokh, I. Zavadovsky, F. Taran, M. Balyk, and others.

Painting of the period was under the influence of Fle-
mish Baroque painters, especially Rubens, in church mur-
als, icons, and portraits. The Pecherska Lavra played the
leading role in this aspect, followed by Chernihiv, Strodub,
Nizhyn, Pereyaslav, Zhovkvi, etc. Church murals depicted
Ukrainian life, ethnography, and scenes, as well as public
figures. This was the trend during the hetmanate of Ivan
Mazepa in particular. In this period a whole gamut of
battle scene paintings emerged, as well as paintings from
folk motifs (as “Kozak-Mamay”, “Kozak-Banduryst”) and
numerous portraits of hetmans, bishops, metropolitans, etc.
All these displayed a distinct Baroque manner with clear
Ukrainian characteristics. It is in this period that painters
started to sign their works, as Stepan Malyar, Alimpiy
Halyk, S. Vyshensky, etc., besides the aforementioned
Y. Kondzalevych, O. Lyanytsky, I. Rutkovych, and Vasyl
of Lviv. The portraits of Kozak Baroque are characterized
by panegyrizing and mastery.

Engraving arts stood at the heights of art in the period
of Kozak Baroque. Besides woodcuts, copper engraving
emerged, an art most conducive to the Baroque style. The
most famous engravers of the time were Monk Illya (who
produced 415 engravings and was the illustrator of the
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book “Pechersky Pateryk” (Patericon), Nykodym Zubryt-
sky, and many uthers At the end of the seventeenth and

of the centuries, i dur-
mg the hetmanate of Ivan Mazepa, there were engravers
of, perhaps, world stature, as Leontiy and Oleksander Ta-
rasevych, Ilarion Mygura, Inokentiy Shchyrsky, and Da-
nylo Galakhovsky, all who produced unequalled master-
pieces in the engraving arts.

Book art of the time was particularly elaborate; it
harmonized with the linguistic style and contextual spirit.
It possessed attributes of unusual artificiality and pan-
egyric often crossing the borders of reality. Congenially, its

was further by an
rich binding. These books were printed at the Pecherska
Lavra in Kiev, and the printing-houses of the Lviv Brother-
hood, in Pochayiv, and in Chernihiv. Many valuable pub-
lications appeared at this time, publications which now
have become priceless.

VII. ROCOCO

A change from the overburdened forms of the Baroque
came about in Ukraine in the middle of the eighteenth cen-
tury with the new elegant and cheerful style — Rococo
(from the French word “rocaille”). This was a simplifica-
tion of the Kozak Baroque. Rococo manifested itself most
clearly in architecture, less in sculpture, and the least in
painting. As regards architecture, a few significant build-
ings were constructed, as the St. Andrew’s Church in Kiev
(by W. Rastrelli), St. George's Cathedral in Lviv (by B.
Meretini), the City Hall in Buchach (also by B. Meretini),
a complex of buildings at the Pochayivska Lavra (Pocha-
yiv Monastery) (by G. Hoffman), the Cathedral of the
Protectress in Kozelets, and others. These are of unique
artistic value and thus rival the most illustrious buildings
in Europe.

Sculpture of the Rococo period has left its traces in
the portrayals of St. George on the facade of St. George's
Cathedral in Lviv, in the symbolic figures of the City Hall
in Buchach, and in the portrayal of Samson by the foun-
tain in Kiev.
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This period saw a tremendous flourishing in wood
sculpture, engraving arts, and plaster decorating of archi-
tectural objects. The rococo style made its mark also on
iconostases, which, from the aspects of inventiveness and
technical have no in Europe,
Classic examples of these are the iconostases of St. An-
drew’s Church and the Mharsky Monastery. Their un-
equalled masters were S. Stazhevsky, I. Obrotsky, M. File-
vych, and many others.

Painting of the Rococo period is characterized by
elegance, nobility, and cheerful colors. Church murals are
very illustrative of these characteristics. The best example
is the St. Andrew’s Church in Kiev, the painting of which
was done by Antropov, assisted by H. Levytsky. The highly
artistic portraits of hetmans, officers, and bishops are dis-
tinguished by their remarkable softness, and cheerful col-
ors. Ukrainian Rococo is most similar to the Western Eu-
ropean Rococo. This is evidence of a spiritual rapproche-
ment of Ukraine with that of the countries of Western
Europe and of the close contacts Ukrainian artists held with
those of Western Europe. This underscores the difference
between the spirituality of Ukraine and that of Moscow.

The engraving arts declined markedly in the period
of Rococo when with the
of these arts in the period of Kozak Baroque (especially
in the hetmanate of Mazepa). Nevertheless, some new
characteristics entered the Ukrainian engraving arts at this
time — elegance, piquancy, and elegy. The leading artist
was Hryhory Levytsky-Nis (1697-1769). He is unequalled
in his “theses” — welcoming documents honoring I. Nehre-
betsky, Roman Kop-Archimandrite of Pecherska Lavra,
Metropolitan Rafayil Zaborovsky, and others. The other
first-class masters of the time were: O. Kozachkivsky,
1. Fylypovych, L. Zarytsky, Y. and A. Gochemsky, and many
others who worked in the field of easel engraving and

many i Other 11-kn en-
gravers were: H Vyshlovsky, T. Karnokholsky, Ireney,
Manuel, and others. The book publishing centres were the
Pecherska Lavra and the Pochaivska Lavra which defended
Ukrainian spirituality against Moscow attacks on all which
was Ukrainian.
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VIIL. CLASSICISM

Classicism came into Ukraine at the close of the eigh-
teenth century and on the eve of the downfall of the Kozak
State. It originated in France and spread rapidly through-
out Europe. Although this style completely destroyed our
Fine Arts tradition, its gentle forms were quickly accepted,
not only among the leading ranks, but penetrated the depths
of the folk masses as well, because the forms were in har-
mony with the Ukrainian spirituality.

The last hetman of Ukraine — Kyrylo Rozumowsky
was the inaugurator of Classicism in architecture. His pal-
aces were built in Pocher (architect Valen de la Moto),
and in Baturyn (architect Charles Cameron). Other out-
standing buildings of the period were the Zavadovsky Pal-
ace (architect Giacomo Quarenghi), the Yahotyn Palace
(architect Meneles), churches in Khorol and Hlukhiv, and
eleven brick and wooden churches.

Classicism quickly spread into the countryside, par-
ticularly in wooden architecture leaving beautiful mem-
orials to the period. Beautiful examples of wood sculpture
have also been preserved.

In the sculpture of the period of Classicism, Ukraine
produced a few sculptors of world fame, but, unfortun-
ately, the Academy of Arts in St. Petersburg, the capital
of the Russian Empire, became the centre of their careers.
The Russian occupants drained Ukraine of its creative for-
ces compelling them to work in St. Petersburg and thus
turned Ukraine into an obscure province.

The producers of Moscow sculpture were: Ivan Martos
(1754-1835), Mykhaylo Kozlovsky (1753-1802), and Kost
Klymchenko (1816-1849). They gave Moscow unsurpassed
treasures in the field of sculpture.

In the period of Classicism, Ukrainian artists also de-
veloped painting in St. Petersburg. Its genial represent-
atives in St. Petersburg were Ukrainians: Dmytro Levyt-
sky (1735-1822), Volodymyr Borovykovsky (1757-1825),
Kyrylo Holovachevsky (1735-1823), Ivan Sabluchok (1735-
1777), and Antonin Losenko (1737-1773). They laid the
foundations for Russian painting. Of these only I. Sablu-
chok returned to Ukraine; he founded a school of arts in
Kharkiv. Losenko ended his life in suicide in St. Peters-
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burg because the Russian government would not allow him
to return to Ukraine.

Oleksa Venetsiyanov (1779-1847) was a professor at
the Academy of Arts in St. Petersburg. Ivan Soshenko
(1807-1876) was a student there. Both did much to help
buy Taras Shevchenko out of serfdom. Two of Shevchen-
ko's friends studied there — A. Mokrytsky (1810-1871)
and Vasyl Shternberg (1818-1845), and also Ivan Ayva-
zovsky (1817-1900). Ayvazovsky was born in Crimea and
emerged as a genial marinist, producing many sea scape
paintings with a very rich thematic wealth from the Gulf
of Finland to the Neapolitans. He put his soul, however,
particularly into his scenes of the Black Sea. Few world
marinists were as capable of transmitting every nuance
of the sea wave and every tenderest water reflection. Ay-
vazovsky became an unsurpassed world marinist.

A unique phenomenon is the artist who, from Clas-
sicism through Romanticism, directed towards Realism.
This was Taras Shevchenko (1814-1861), a first-rate painter
of portraits, unsurpassed landscape painter, and an unriv-
alled graphic artist. Shevchenko is known not only as a
genial poet, who with the force of his poetic word awak-
ened the Ukrainian masses and made them conscious of
their objectives and historical destination, he is known as
one of the coryphaei of Ukrainian art as well.

Shevchenko studied at the Academy of Arts in St.
Petersburg under K. Briulov and was one of his most tal-
ented students, as is evident in his academic work: “Khlop-
chyk-zhebrak” (“The Little Beggar Boy”), “Tsyhanka-vor-
ozhka” (“The Gypsy Fortune Teller”), and “Avtoportret”
(“Selfportrait”). Early in his artistic career Shevchenko
revealed his capabilities in portrait painting, as evident
in his water-color portraits of Yevhen Hrebinka, Kateryna
Abazy, M. Lupin, and others.

During his first journey through Ukraine, Shevchen-
ko produced oil paintings of Mayevska, Hanna and Platon
Zakrevsky, and others, which show his inventiveness, lac-
onism, harmony, mastery of light and shadow, and his deep
psychologism.

After he completed his studies at the Academy (1845),
Shevchenko returned to Ukraine where his portrait paint-
ings reached the peak of perfection, as is evident in his
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portraits of Y. Rudzynsky, Havrylko Rodzyanko, Lukya-
novych, Horlenko, and Lyzohub. His portrait of Y. Key-
kuatova, of 1847, is a masterpiece which, with its perfec-
tion of harmony, soft coloristic transmission, psychological
penetration, and technical mastery can compete with the
best portraits of Western Europe.

As a member of the Archaeographic Commission, Shev-
chenko produced a number of invaluable architectural
drawings from Ukraine. As a colorist, who was a forerun-
ner of the Impressionists, Shevchenko revealed himself par-
ticularly in the compositions “Selyanska rodyna” (“Peasant
Family”) and “Na pasitsi” (“In the Apiary”).

In the period of his exile (1847-1857) Shevchenko
painted many water color landscapes and portraits, among
these were a few of his own selfportraits, which are in-
valuable to Ukraine. He also created a number of historical
compositions, as “Smert Bohdana Khmelnytskoho” (“The
Death of Bohdan Khmelnytsky”), “Kozatsky Benket” (“Ko-
zak Banquet”), “Smert Socrata” (The Death of Socrates”)
and many others. Shevchenko’s role in Ukrainian painting
is unique and d on the of i
art in the nineteenth century.

One of the last representatives of Classicism was Shev-
chenko's contemporary Dmytro Bezperny (1825-1918), who
lived and painted in Kharkiv for 50 years. He painted many
ethnographic pictures, portraits and landscapes in water-
color, oil, and pencil drawings. Some of his works are:
“Nichny pryval chumakiv” (“The Evening Crowd of Car-
ters”), “Khlopchyk-rybalka” (“The Little Fisher-boy”),
“Selyanski dity” (“Peasant Children”), and others.

Kost Trutovsky (1826-1893) another one of Shevchen-
ko's contemporaries from the school of Classicism of the
Academy in St. Petersburg, established himself in paintings
of Ukrainian ethnognphy The most famous of these are:
" (“Ukrainian Fair”),
“Shevchenka nnd Dniprom” (“Shevchenko Near the Dniep-
er), “Nad potokom” (“By the Stream"), and “U misyach-
nu nich” (“In the Moonlit Night”). Although these are
still marked with the spirit of Classicism, they have Roman-
tic elements and elements of Realism. The works of K.
Trutovsky are marked by an unusually pleasant coloring,
and often by a Romantic mood.
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During this period there were many artists in the lands
of Western Ukraine (under the Austrian Empire). Some
of these were: Ostap Bilyavsky (1740-1803), the author of
many church murals (he studied in Rome); Luka Dolynsky
(1745-1824), who accomplished a brilliant painting of the
St. George Cathedral in Lviv; and other artists (some of
whom received world acclaim) who worked outside of
Ukraine, as T. Yakhymovych, R. Hadzevych, Y. Kossack,
ete.

Ukrainian engraving arts eventually declined and the
printing-house at Pecherska Lavra suffered a great short-
age of it artists for i
This shortage was also felt by the prmtmg houses in the
monasteries in Lviv, Pochayiv, Univ, and Chernihiv. The
Ukrainian engraving artists were in need of the creative
foundations that were destroyed by the ruling Russian gov-
ernment. It is just at this time of decay that “the heavenly
light” appeared in Taras Shevchenko, who, having tied the
threads of the Kozak State, revived it and imbibed it with
a clear national content. An epochal phenomenon is his
album “Zhyvopysna Ukrayina” (“Pictorial Ukraine”) of
1844. After his return from exile, he composed a row of
high quality etchings-eau-forte and aquatints. The most re-
presentative of these are: “Starets na kladovyshchi” (“The
0Old Man in the Cemetery”), “Verba” (“The Birch"), (“Dvi
divehyny” (“Two Girls”), and also the portrait eau-fortes
of Count F. Tolstoy, F. Bruni, P. Klodt, I. Hornostayev,
and five selfportraits.

Shevchenko perfected the technique of acquatints, had
a sound of wood-
cuts, copper ing, steel eng and
He invented a few instruments for etchmg He was known
as the most prominent engraving artist, not only in the
Russian Empire of the nineteenth century, but also in all
of Central and Eastern Europe. Shevchenko’s engraving
heritage consists of over 40 etchings.

Other engraving artists of the time are K. Trutovsky,
H. Semyradsky, L. Zhemchuzhnikov, and others, who be-
came prominent in illustrating books. Ukrainian publica-
tions experienced quite an upheaval at the time because
of the changes in the character of letters from the Old
Church Slavonic language to the “book language” to the
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modem script, which came with modern Ukrainian litera-

e, i.e, with Ivan Kotlyarevsky's “Eneyida” (“Aenei
Shevchenkos “Kobzar” (“The Bard”), Kulish’s “Ukrayi-
na”, and others.

IX. REALISM, “PEREDVISHNIKI”, ECLECTICISM

In the second half of the nineteenth century the rigid
Classicism — academism was replaced by Realism (from
the Latin word “realis”) which made its imprint on al-
most all branches of art. (At this time Ukraine was torn
between the Russian and Austro-Hungarian Empires).

In archltact\u'e Realism underwent an evolution
through “Viennese , and Seces-
sionism. A mixture of various historical styles arose which
often were not organically tied with one another, as ele-
ments of Classicism and even Baroque. Nevertheless, there
were successful trials in the synthesis of a Ukrainian style
in this period as well.

In this period — the period of city building and con-
struction of new industrial sites — standardization dom-
inated. Architects did not aim toward a broader self-reali-
zation, instead armies of building engineers and master
artisans emerged. Nevertheless, numerous structures of very
high quality arose — churches, theatres, palaces, univer-
sities, train stations, etc. The architects that became known
at the time were Aloshyn, Beketov, Verbytsky, Beretti,
Krasnoselsky, and others. This is the time that the Odessa
Opera Theatre was constructed, new buildings in Kiev, the
Kharkiv Library, the University of Odessa, and many
churches. In Halychyna (Galicia) and Bukovyna (under
Austrian rule) there was an eclecticism in the forms of a
“Viennese Renaissance” with the mixture Secession-Modern
(“Vienna Secession” and French “Modernism”) which
clearly manifested itself in the style of bllxldmgs in Lviv,
Chernivtsi, Ternopil, and The ar-
chitect Ivan Levynsky (1851-1918) became famous at this
time. Some of his projects were the main railway station
in Lviv, the Lysenko Musical Institute, the “Dniester”
Building, and the Home of the Sisters Basilian in Lviv,
as a magnificent synthesis of the Ukrainian national con-
struction with a brick architecture.
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Sculpture took on a new vitality in this period. It
manifested itself in distinct realistic forms which were
in studio and branches. The famous
sculptor Viktor Zabila (1830-1917) was the author of the
memorial to N. Gogol, a bust of Shevchenko, a number of
portraits and genre compositions. Fedir Kamensky pro-
duced the bust of Shevchenko. as a flery fighter for free-
dom. The (1835-1896)
produced (in the 1860’s) a magnificent memorial to Boh-
dan Khmelnytsky in Kiev with eclectic characteristics but
with definite features of the Italian Renaissance. Leonid
Pozen (1848-1921) became famous with his memorials to
Ivan Kotlyarevsky in Poltava and to N. Gogol, and his
portraits and genre groupings. Boris Edwards (1861-1921)
a sculptor of world renown, was the author of the memorial
to N. Gogol in Kharkiv and the colossal monument of the
Zaporozhian Kozaks in Kodak. Fedir V. Balavensky (1864-
1943) was the last of the “Peredvizhniki”, from 1907-1927
he composed a cycle of twelve busts of plaster of Ukrain-
ian writers, and cultural and educational leaders. Petro
Viytovych (1862-1936) made his mark in the sculpture of
‘Western Ukrainian lands; he decorated many well-known
buildings in Lviv among which were the theatre in Lviv
and the Industrial Museum.

Ukrainian Realism in the painting arts emerged in the
1860’s in the St. Petersburg Academy as a revolt of thir-
teen students against a rigid pseudoclassicism. This was
under the leadership of the Ukrainian student Ivan Kram-
sky (1837-1887), Mykola Ge (1831-1894), and Hryhory
Myasoyidiv (1835-1911).

In the 1870’s, with Realism as their base, they founded
the “Association of Travelling Exhibitions”. Their aim was
to popularize art works among the people of the Russian
Empire. The Russian name “peredvizhniki” (“perenosny-
ky” in Ukrainian) was maintained to the end of the period
of this movement.

T the above i artists
nothing to Ukrainian art. Nor was there any contribution
made by two other Ukrainian "peudvizhnm" — 0. Lytov-
chenko and M.
talent emerged from this circle, that of Illya Repm (1844-
1930), a native of Chuhuyev on the Donets River. After
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he completed his studies at the Academy of Arts in St.
Petersburg (honored with a gold medal) Repin started
to make a tremendous impact with his creative achieve-
ments in religious, historical, and ethnographic composi-
tions as well as in the portraits of the most prominent
figures of the Russian Empire. Repin, a classic represent-
ative of “idea realism”, was, at the end of the nineteenth
century, acknowledged as the greatest artist in the Russian
Empire. Despite the government oppression of Ukrainian
culture, Repin always manifested his feelings as a Ukrain-
ian and created a numbu' of muurpleces for Ukraine, as:
“Motrya K
(“The Black Sea Roguery”), "Sllsky muzyka” (“The Vill-
age Musician”), “Vechernytsi” (“Evening Parties”), “Ko-
zatski mohyly” (“Kozak Graves”), “Svyati hory nad Din-
tsem” (“The Divine Hills of the Donets River”), “Nenasy-
tets” (“Insatiable”), and others. Of prime importance is
his painting “Zaporozhtsi pyshut lysta do turetskoho sul-
tana” (“The Zaporozhian Kozaks Writing a Letter to the
Turkish Sultan”). This work is profoundly historical and
psychological, unequalled in its coloring, and imbibed with
a giant expression. It belongs to the greatest masterpieces
of world art.

In the period of the “peredvizhniki” an important role
was played in Ukrainian art by A. Kuyindzhi (1842-1910),
M. Murshko (1844-1909), M. Pymonenko (1862-1912),
I Pokhytoniv (1850-1923), P. Levchenko (1856-1917), M.
Samokysh, and many others.

When the Ukrainian community, which had become
more nationally conscious, began to demand clear national
positions of the Ukrainian artists, a trio of artists emerged
who took the task upon themselves to create a national
art. One of these was Serhiy Vasylkivsky (1854-1917),
who acquired his education in St. Petersburg and in Paris.
He brilliantly revealed his talents in Ukrainian landscape,
and in historical paintings as, for example, his albums
“Z (“From ")
and “Motyvy uknymskoho ornamentu XVII-XVIII st.st.”
(“Motifs of the Ukrainian Ornament of the XVII-XVIII
Centuries”). He also painted the interior of the Land Ad-
ministration Building in Poltava. Opanas Slaston (1855-
1933) also belonged to this group. He was the most pro-
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lific paint of the muse. He illus-
trated Shevchenko’s poem “Haydamaky” (“The Hayda-
maks”) and painted excellent portraits of Ukrainian min-
strels. Porfiriy Martynovych (1865-1933), who composed
numerous landscapes and Ukrainian peasant models, was
one of the trio that became an excellent illustrator of
Ukrainian publications.

Following these were Amvrosiy Zhdakha (1855-1927),
the author of many illustrations of historical and folk songs,
and Ivan Izhakevych (1864-1962) who created many his-
torical-ethnographic paintings and illustrations to many
publications.

In the Western Ukrainian lands a clear imprint was
made by Kornylo Ustiyanovych (1839-1903), who possessed
many diverse talents. He was the author of the valuable
compositions “Moysey” (“Moses”), and (“Khrystos pered
Pylatom”) (“Christ Before Pilate”), and church murals
in Halychyna. He also created a number of genre paintings
and illustrations. K. Ustiyanovych is worthy of being known
as the pioneer of modern Ukrainian art in Halychyna. His
works are characteristic of Realism with elements of Class-
icism.

T yeh's y, Teofil K
(1844-1916) came to the fore in the painting of church
icons, and village (hutsul) models and became distinguished
as the author of the composition “Halshka z Ostroha”
(“Halshka from Ostrih”).

An exceptional talent of the time was Yulian Panke-
vych (1863-1933) a tragic figure throughout. He completed
the school of Classicism at the Cracow Academy and his-
tory at the Munich Academy of Arts, but always remained
an ist and i , even in i
His icons of Jesus and the Virgin Mary in hutsul dress are
particularly original. He painted two portraits of Ivan Fran-
ko that with an of draw-
ing, subtle coloring, and deep psychology. Valuable, also,
are his other works as the compositional portrait “T. Shev-
chenko na tli Dnipra” (“T. Shevchenko on the Dnieper
Background”), and a series of genre paintings and land-
scapes as, for example, “Vodospad u lisi” (“The Waterfall
in the Woods”)
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In the 1890s widespread fame was acquired by the
painter and battle scene composer Mykola Ivasyuk (1865-
1930). He was born in Bukovyna and studied at the Vienna
and Munich academies. His most eminent hlsmncul battle

iti are “KlI pid " (“Khmel-
nytsky near Zboriv”) and “Vyizd Khmelnyfskoho v Kyyiv”
(“The Entrance of Bohdan Khmelnytsky into Kiev”). These
are of large dimensions (4 x 6 metres) and took fifteen
ears to complete. Another such painting is “Bohun pid
Berestechkom" (“Bohun near Berestechok”). These paint-
ings became very popular and spread throughout Ukraine
in reproductions.

The graphic arts were quite impoverished at this time.
Tllustrations for publications were made by painters, as S.
Vasylkivsky, O. Staston, P. Martynovych, A. Zhadakha,
and the i prolific I. Yi yeh. In

ions were i byK", yeh, T. Ko-

and Y. ych. The latter

illustrated the anthology of Uk.rum-n lyrics "Akordy" He

is worthy of being known as the innovator of the modern
Ukrainian publication.

The methods of reproduction in the nineteenth cen-
tury were and, . In the
1890’ zincography emerged which made precision and mass
reproductions possible.

X. THE CONTEMPORARY PERIOD

On the threshold of the twentieth century came a period
of confrontation of Ukrainian art with the art of Western
Europe on the grounds of the impressionistic style. Impres-
sionism (Plein air-ism) gives special attention to the prob-
lems of the painter, primarily to colors, light, and air.

Impressionism manifested itself most clearly in paint-
ing, and to a lesser degree in sculpture. Ukrainian architec-
ture of this period saw the rebirth of the national style.
Although buildings continued to show features of the “Vien-
nese Renaissance” and the Modern Secessionism, Ukrainian
architects turned to ancient national sources, i.e., the style
of the Ukrainian wooden building and adapted it into the
forms of stone architecture. An important role, in this as-
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pect, was played by the Ukrainian Hromada, an association
of the students of the Institute of Civil Engineers in St.
Petersburg, which was founded at the beginning of the
twentieth century. Two groups emerged. The first (O. Kras-
noselsky, I. Fomyn) experimented in their endeavors to
create a “Ukrainian Modern”, while the other was based
on the style of Ukrainian wooden building and tried to
create a synthesis of the Ukrainian national style.

The best illustration of the works of the second group
is the Land Administration Building in Poltava designed
by Vasyl Krychevsky (1872-1952). Krychevsky was born
in the Village of Vorozhba in the Lebedyn region. From
1886 to 1888 he studied in the Technical School in Kharkiv.
For three years he studied architecture under the engineer
S. Zahoskin and then worked for ten years in the building
office of the architect O. Beketov where he completed a
number of building projects, in particular the exteriors and
interiors. Beginning in 1900 he worked independently. Kry-
chevsky’s talents were of a unique character. This is clearly
evident in his two-storey project of the palace building of
the Poltava Land Administration. Krychevsky utilized ele-
ments of wooden architecture, which he adapted into stone
architecture in a modern interpretation. He thus created
a new and beautiful synthesis which has met no equal. The
palace of the Poltava Land Administration is a genuine
architectural masterpiece which initiated a period of re-
birth in Ukrainian architecture. Krychevsky also accom-
plished a series of other projects, as school buildings, hos-
pitals, libraries and private buildings in the Kiev, Poltava,
Chernihiv, and Podillya regions.

Other architects and engineers followed in Krychev-
sky’s footsteps, as S. Tymoshenko, K. Zhukov, A. Trakal,
F. Shumiv, E. Serdyuk, and D. Dyachenko.

In Halychyna, Vasyl Nahirny (1847-1921) became par-
ticularly well-known. He created a number of church pro-
jects that became known as the “nadhirnyansky” style in
Kalush, Karliv, Tukhlya, and Lyubachev. Their style is
the synthesis of the Byzantino-Romanesque forms with
elements of Secessionism.

Oleksander Lushpynsky (1878-1944) is the author of
building projects of the Red Cross in Lviv, the Monastery
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of the Sisters Basilian in Stanislaviv, and many stone
churches.

Yevhen Nahirny (1885-1951) was known as the author
of many church projects and of community and private
buildings. Their style is marked with the elements of
wooden architecture and of Ukrainian Baroque.

In sculpture of the beginning of the twentieth cen-
tury F. Balavensky, from the older generation of artists,
continued to be active. He revealed his talents particularly
in the monumentally decorative sculpture of the Red Cross
Building in Kiev, the facade of the Kiev hippodrome, and
others. In the branch of monumental sculpture, Balaven-
sky completed a number of memorial projects, among them
were the memorials to Princess Olha and to Shevchenko.

Yelysaveta Trypilsky (1883-1958) composed a cycle
of Ukrainian models, genre groups (animal and monumen-
tal) which are marked with clear Ukrainian specifics.

Many valuable works originated from the sculptors
Vasyl Ishchenko, Tetyana Rudenko, Oleksa Temerets, and
particularly from Ivan Kavaleridze (born in 1887), who
is the author of excellent portraits and monumental works
as the bust of N. Gogol, memorial projects in honor of
Shevchenko, H. Skovoroda, and also a cycle of Symbolistic
groups.

There were a number of notable sculptors in Halychyna
at the time, as, for example, Hryhoriy Kuznevych (1871-
1936), a Realist with elements of Classicism. He obtained
his education in Lviv and in Italy and became famous with
the works “Honchar”, “Pershy khliborob” (“The First Agri-
culturalist”), the bust-haut reliefs of Shevchenko and M.
Lysenko, and also with decorative sculptures.

A remarkable sculptor and portrait-painter, animalist
and monumentalist, was Mykhaylo Brynsky (1883-1957).
He was born in Dolyna and received his education in Vien-
na. His best works are “Eney” (“Aeneas”), “Selyanka”
(“The Villager”) “Khlopchyk z huskoyu” (“The Boy and
the Goose”), and the memorial in honor of the dead work-
ers at Ottaring (near Vienna).

Pure Impressionism is found in the works of the sculp-
tor Mykhaylo Parashchuk (1878-1963) who studied first in
Cracow and then in Paris in the studio of the famous Rodin.
Later he taught sculpture in the Munich Academy. Among
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his valuable works are his cycle “Ponevolyni” (“The En-

) and y ( ), and his
cycle of busts of T. Shevchenko, M. Drahomaniv, I. Franko,
V. Stefanyk, B. Lepky, M. Mentsinsky, S. Lyudkevych, and
others. Of his monumental works the most important are
his memorial projects in honor of T. Shevchenko, the dead
soldiers of the Ukrainian Army in Wetzlar, and M. Draho-
maniv in Sophia, where Parashchuk lived his final years
and died.

A vigorous talent is found in Mykhaylo Havrylko
(1882-1920) of Poltava. He studied in St. Petersburg and
at the Cracow Academy, and later in Paris. His most valu-
able works are “Banduryst” (“The Minstrel”), “Proshchan-
nya” (“Farewell”), “Kozak na koni” (“Kozak on a Horse"),
and the excellent busts of the writers T. Shevchenko, M.
Shashkevych, Y. Fedkovych, and others, which he created
between 1910 and 1914. Havrylko participated in one of the
competitions regarding the memorial project to honor T.
Shevchenko in Kiev.

Before World War One the sculptor Ivan Severa (1891-
1971) emerged. He studied in Lviv, St. Petersburg, Prague,
and, finally, in Rome. He became known as an excellent
decorator of buildings, in Lviv and in Rome. He was parti-
cularly well-noted for his haut reliefs. To his valuable
acquisitions belong “Try sarny” (“Three Does”), and “Sta-
renka babusya” (“The Elderly Lady”). From 1926 he
worked in the USSR and gave a massive endowment to the
Communists.

Impressionism came into Ukrainian painting from the

Cracow Academy where numerous Ukrainians studied (as
L Trush, O. M. V.
M. Zhuk, and others). The first and most brilliant Ukrain-
ian Impressionist was Ivan Trush (1869-1941). He was
also a leader and organizer of the art community in Haly-
chyna.

Ivan Trush was born in Vysotsk, in the Brody region.
He studied at the Cracow and Munich academies. He was
2 brilliant talent, firstly, in landscapes — from Italy, Egypt,
Palestine, and Ulraine (in the cycle of landscapes from
Crimea). His famous paintings are: “Piramida Kheopsa”
(,,Cheops Pyramid”), “Z Palestyny” (“From Palestine”),
“Dnipro pid Kyyevom” (“The Dnieper by Kiev"), “Mohyla
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T. Shevchenka v Kanevi” (“The Grave of T. Shevchenko
in Kaniv”), “Sofiysky Sobor” (“St. Sophia Cathedral”),
“Zakhid sontsya v lisi” (“Sunset in the Woods”), “Samit-
nya sosna” (“The Solitary Spruce”), and many others. The
most valuable of his genre compositions are “Hahilky”
(“Easter Spring Songs”), “Trembitari” (“The Trembita
Players”), “Hutsulochka” (“The Hutsul Girl”), “Silsky
gasda” (“The Village Master”), and others. He painted ex-
cellent portraits of I. Franko, V. Stefanyk, L. Ukrainka,
M. Lysenko, and others.

Ivan Trush played a leading role in Ukrainian art, par-
ticularly in Halychyna. He gave it an original style and
brought it closer to the art of Western European countries.

The second and most notable figure (post-impressionis-
tic) was Oleksa Novakivsky (1872-1935) born in Podillya.
He became distinguished by his spontancous talent, and
exuberant stroke and expression. Although he studied at
the Cracow Academy (from 1892-1902) and although the

of many of his crossed in his works,
he created his own, original style. Even the very first ex-
hibits of his paintings (in Cracow in 1905 and in Lviv
in 1913) were his genuine triumph as the author of “Nad
domovynoyu” (“By the Coffin”), “Portret druzhyny”
(“Wife’s Portrait”), “Kolyada” (“Carol”), “Avtoportret”
(“Selfportrait”), “Moya muza” (“My Muse”), “Probu-
ya” (“The ing”), “V (“The Lib-
aration”), and others. Unri as regards its i
coloring, is his triptych “Sv. Yur u Lvovi” (“St. George
in Lviv"). From that same era his unsurpassed portraits
“Moysey” (“Moses”), “Svyatoslav”, “Yaroslav Mudry”, and
“Yaroslav Osmomysl”, as well as medallions for the Music
Institute. Of his still life paintings “Bratstvo Ukrayiny”
(“The Wealth of Ukraine”) is at the peak of his achieve-
ments.

0. Novakivsky reached the summit of his creativity
in the period between the two world wars. It is at this time,
also, that he founded and directed the Ukrainian School
of Art in Lviv.

In the art of the Western lands of Ukraine the artist-
intellectual Modest Sosenko (1875-1920) was an exception-
al talent. Having brilliantly completed the Cracow Acade-
my, he continued his studies in Munich and Paris. Sosenko
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was first a monumentalist. He painted many churches in
Halychyna and icons for their iconostases. Having united
the Byzantine style with a Classical anatomy and propor-
tion, he created an original synthesis — the “Sosenkivsky”
style — Ukrainian throughout. M. Sosenko is also the
author of beautiful paintings found in the Music Institute
in Lviv. The power of the artist’s concentration is charac-
terized in his following works: “Avtoportret” (“Selfpor-
trait”), “Zhinocha holova” (“Woman’s Head”), “Dama
v zhovtomu” (“Lady in Yellow”), and others, and also in
his compositions from folklore, as “Tankovy khorovid”
(“Round Dance”). His landscapes “Verby rannyoyu ves-
noyu” (“Willows In Early Spring”), “Shlyakh z verbamy”
(“The Willow Path”) and the cycle of landscapes from the
Adriatic and Balkan countries are imbibed with a tender
Iyricism.

Osyp Kurylas (1870-1951) born in Lviv, also com-
pleted the school of Impressionism at the Cracow Academy.
His creativity, however, is marked with features of Re-
alism. His works are characterized by a solid drawing,
pleasant coloring and genuine persuasion. Especially pop-
ular are his religious paintings “Maty Bozha” (“The Moth-
er of God”) and “Isus Khrystos” (“Jesus Christ”) in
Ukrainian clothing, and also the portraits of Hetman Ma-
zepa, Ivan Franko, and others, which could often be seen
in Ukrainian homes in reproductions.

0. Kurylas was also the co-creator of “Striletski le-
gendy” (“The Striltsi Legends”) from the time he worked
in the Press Quarters of the Ukrainian Regiment — Sich-
ovi Striltsi. He also created a cycle of water color paint-
ings of the Striltsi songs: “Yikhav strilets na viynonku”
(“The Strilets Was Going Off to War”), “Oy, kazala maty”
(“Oh, Mother Said”), “Bo viyna viynoyu” (“For War is
War"), etc. This artist was prolific in a number of genres
within a ten year span.

Antin Manastyrsky (1878-1969) a contemporary of
Kurylas, is also a graduate of the Cracow Academy. He
also enriched Ukrainian art with a number of various gen-
res. His notable works are: “Portret materi” (“Portrait
of Mother”), “Taras Shevchenko”, paintings on themes
from folksongs, and works on Kozak themes. A. Manas-
tyrsky painted a series of illustrations for the works of T.
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Shevchenko and illustrated many children’s publications,
particularly that of tales and fables.

A. Manastyrsky’s contemporary, Yaroslav Pstrak
(1878-1916) was born in Kolomyya and completed the
Academy at Munich. Pstrak produced 340 works with di-
versified thematics. The most noted of his works are:
“Khrystos na Olyvniy hori” (“Christ on Mount Olive”),
“Tayna vecherya” (“The Last Supper”), “Yordan” (“Jor-
dan”), “Hutsuly bilya tserkvy” (“Hutsuls by the Church”),
and the like. He illustrated N. Gogol's “Taras Bulba”
1. Franko’s “Zakhar Berkut”, and others.

In at the inning of the i cen-
tury, the most famous Ukrainian female artist Olena Kul-
chytsky (1877-1967) emerged. She was born in Berezhany,
studied first in Lviv, and then completed her studies at
the Industrial Arts School in Vienna. The fields of her
creativity were various — painting, engraving, graphics,
illustrations, enamel, and decorative and folk art. She cap-
tured the public and critics with her original style and
broad diapason. Olena Kulchytsky worked in woodcuts,
eau-fortes, aquatints, and colored linographs and thus be-
came the co-founder of modern Ukrainian graphic arts and
of the rebirth of enamel art. Of particular importance are
the works “Bora”, “Zyma” (“Winter”), “Za more” (“Be-
yond the Sea”), “Pid chuzhym nebom” (“Under the For-
eign Sky”), “Hutsulski dobroviltsi” (“Hutsul Volunteers”),
“Molokh viyny” (“Moloch of War”), and many similar
works. This artist also illustrated children’s publications
— the magazines “Dzvinochok” (“The Little Bell”) and
“Svit dytyny” (“The Child’s World"”), and the tales and
fables “Nashym naymenshym” (“For Our Little Ones");
she gave all of these an original, Ukrainian style. Olena
Kulchytsky is a unique artistic figure, not only in the his-
tory of Ukrainian art.

In this period Ivan Severyn (1881-1964) emerged as
a talented and original artist. He was born in Poltava, was
a pupil of O. Slaston, and a graduate of the Cracow Acad-
emy. Having settled in the Hutsul (Carpathian) region,
Severyn created a series of Hutsul models and Carpathian
landscapes in pastel. His works are characterized by dy-
namism and a very broad color diapason. His exhibit “Hu-
tsulshchyna” (“The Hutsul Land”) made a great impres-
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sion on the French; he was acclaimed as the “poet of the
Hutsul land”.

In Central and Eastern Ukrainian lands there were
numerous artists during the period of Impressionism, among
which were artists of European standard. Petro Levchenko
(1856-1917) and Mykhaylo Tkachenko (1860-1916) were
already creating under the influence of Impressionism, es-
pecially in the field of the Ukrainian landscape. But the
most unique position in painting was held by the architect
Vasyl Krychevsky, a versatile and equipoised talent. Be-
sides his achievements in the field of architecture, he be-
came noted as a first-class painter, graphic artist, theatrical
and film designer, a learned scholar of Ukrainian antiquity,
and excellent pedagogue. He created many landscapes, par-
ticularly architectural, with a beautiful unity of architec-
tural objects and nature. The paintings of V. Krychevsky
are distinguished by a deep sense of color nnd mood to-
gether with a of Al-
though his works reflect all the styles and epochs of Ukrain-
ian art, his works are clearly penetrated with the artist’s
originality. V. Krychevsky was also the reformer of Ukrain-
ian book illustrations and the co-founder of modern Ukrain-
ian graphic arts.

A completely original artist of the time was Petro Kho-
lodny (1875-1930), a professor of the Polytechnical School
of Kiev. He reached the summits of art self-taught, for he
studied only through evening courses at the M. Murashka
School of Art. He diligently studied art works at exhibi-
tions and worked persistently at his own talents. He learned
old iconography on his own, eventually used its technique
in the composition of the paintings “Divchyna z pavoyu”
(“The Girl and the Peacock”), “Pokhid Thorya na Poliv-
tsiv” (“Thor’s Campaign against the Polovtsi”), and others,
and later in the creation of his unsurpassed icons (in Lviv).
He painted a series of illustrations for the works of T. Shev-
chenko, as “Kateryna”, “Naymychka” (“The Maid-Ser-
vant”), “Chernets” (“The Monk”). These, in fact, were his
monumental works.

P. Kh 'S y, O
(Kryachkovsky, 1875-1919) was a graduate of the Acad-
emy at St. Petersburg where he was a favorite pupil of
Repin. Even as a student his achievements were such that
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his very first work “Portret divchyny” (‘“Portrait of a
Girl”) was bought by the Academy Museum. For his ex-
hibit “Pokhoron koshovoho” (“The Funeral of an Officer”)
he was awarded the first prize and received a stipend for
studies abroad. In Paris and Munich O. Murashko freed
himself completely from the influence of the Realism of
the St. Petersburg Academy. His works of 1902-1903 “Na
vulytsyakh Paryzhu” (“On the Streets of Paris"), “Paryz-
ke kafe” (“Parisian Cafe”), and others were clearly Im-
pressionistic. His painting “Karaselya” (“The Carousel”),
which he exhibited at the International Exhibition in Mun-
ich in 1909, was distingui: among the

works of the most prominent artists by a gold medal. He
exhibited his works in the most eminent galleries of the
capitals of Europe. Monumental are his works: “U nedilyu”
(“On Sunday”), “Tykhe hore” (“Quiet Sorrow”), “Selyan-
ska rodyna” (“Peasant Family”), “Zhinka z kvitamy”
(“Woman with Flowers”), and others. When the Ukrain-
ian Academy of Arts was founded in Kiev (1917), O. Mu-
rashka was given a professorial post. He was very dedic-
ated to his work at the Academy. After the Bolshevik in-
vasion in Kiev, Murashka was shot by a Russian Bolshevik
assassin (June 14, 1919).

The master of the Ukrainian landscape Mykola Bu-
rachek (1871-1942) received his education in art in Cracow
and Paris. He then perfected his talents in Vienna, Ger-
many, and Italy. His landscapes are noted for their refined
culture and noble color, as, for example, “Ranok na Dnip-
1" (“Morning On the Dnieper”), “Reve ta stohne Dnipr
shyroky” (“The Wide Dnieper Roars and Moans”), and
ntheru

's nephew, Fotiy ytsky, was a dis-
ting\lished painter and engraving artist. His works “Hist
z Zaporizhizhya” |“The Guest from Zaporizhzhya”), and
the portraits of T. Shevchenko, I. Franko, L. Ukrainka
and M. Starytsky were very popular.

One of the most prolific Ukrainian painters at the be-
ginning of the twentieth century was Fedir Krychevsky
(1879-1947), the brother of the famous Vasyl. At first he
studied in Moscow and then in the studios of I. Repin and
F. Roubaud at the Academy in St. Petersburg (1903-1910).
There his competition paintings “Narechena” (“Betroth-
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ed”), and “Oplakuvannya Khrysta” (“Weeping Over
Christ”) brought him a gold medal and a stipend to travel
abroad. Having seen the museums and galleries of Europe,
F. Krychevsky created his own style combining the new
“language” of art with the art of the seventeenth century.
The best examples of this were his works: “Try viky”
(‘Three Generations”), “Portret Lidiyi Starytskoyi”
(“Portrait of Lydia Starytsky”), “Avtoportret” (“Selfpor-
trait”), “Litniy krayevyd” (“Summer Scene”), “Stary mist
u Florentsiyi” (“Old Bridge in Florence”), and others.
These reveal the artist’s original approach, unsurpassed
color, and decorativeness. (About his work during the
period of the Bolshevik occupation and about his brilliant
pedagogical career, see below.)

Many treasures were bestowed on Ukrainian art by
Victor Maslyankiv (1877-1944) a ‘poet” of the Ukrainian
landscape and Mykhaylo Zhuk (1883-1964) the author of
numerous portraits of literary and cultural figures, and the
composition “Smutok” (“Sorrow”). Noteworthy also were
the drawing artist Ivan Kulets, Hryhoriy Svitlytsky, Ivan
Burachok, and others who exhibited their works before
1914 and were members of the Association of Kiev Artists,
which existed until the revolution (in 1917).

XI. THE PERIOD OF THE UKRAINIAN STATE
AND THE ACADEMY OF ART IN KIEV

During the turbulent times of the struggle for indepen-
dence and the formation of the Ukrainian State conditions
were unsuitable for the u'elhve work of t.he Ukrainian
artist, i the for in the field
of architecture and sculpture. It is true, the Government
of the Ukrainian National Republic founded an Architec-
tural Institute in Kiev in 1918, but unfortunately, in prac-
tice it could not be realized. In the field of sculpture only
one memorial was erected, that in honor of T. Shevchenko
in Romny by T. Kavaleridze. The conditions were more
conducive to painters, and even more so to graphic artists.
There was one remarkable event in the history of Ukrain-
ian art — the founding of the Academy of Arts in Kiev
(in November, 1918). Contemporary artists entered the
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composition of the professorial staff: V. Krychevsky (ar-
chitecture, design, and folk art), F. Krychevsky (easel
painting), M. Boychuk (murals and mosaics), M. Zhuk
(portraits), M. Burachek and A. Manevych (landscapes),
Y. Narbut (graphic arts), and H. Pavlutsky (art history).
The first Director of the Academy was V. Krychevsky,
followed by F. Krychevsky, and, finally, Y. Narbut. The
Academy of Arts in Kiev was on the level of the best
contemporary European academies. Studies in graphic arts
were on a particularly high level and were divided into
three departments. At this same time the Association of
Ukrainian Artists and Activists of Art was formed which
arranged a number of retrospective exhibitions.

V. Krychevsky created in the field of decorative graph-
ic arts — projects on currency, stamps, and excise state
papers. He also refined the form of the national emblem
(on the basis of the trident of Volodymyr Velyky) and
illustrated a number of publications in the modern style.

In the period of the Ukrainian National Republic the
superb talent of Y. Narbut (1886-1920) came to the fore.
Narbut was a masterful graphic artist and the founder of
a new epoch in Ukrainian graphic arts. Narbut was a des-
cendant of an old Kozak family from Narbutivky in the
Chernihiv region. He studied graphic arts in the studios
of E. Lanceray, C. Comov, A. Benois, and Zvantsov in St.
Petersburg, then Rerich and Bilibin, and from 1909 Aschbe
and Holloshy in Munich. In St. Petersburg he illustrated
many distinguished publications. Narbut became known as
the most suthoritative graphic artist in the capital. He was
engaged in the designing of the Russian Pavillion at the
International Exhibition of Printing in Leipzig (in 1914).

When the Ukrainian Central Rada was formed in Kiev,
Narbut moved to Kiev in March, 1917, and devoted his
talents to the service of the new Ukrainian State. He de-
dicated himself wholeheartedly and became the centrifugal
force of almost every artistic initiative. Narbut was active
in various commissions — regarding the national emblem,
currency and state papers, memorial projects (particularly
in honor of T. Shevchenko), but most of his inventiveness
went into the organization and career at the Academy of
Arts. The years 1917 to 1920 were his most productive
years, his triumphant period. His versatile work in book
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art gave the Ukrainian publication a modern and yet, es-
sentially, a Ukrainian form. He also became the reformer
of the Ukrainian script which came to be known as the
“narbutivka”.

The heights of Narbut's achievements in graphic arts
is his “Ukrainian alphabet” and works in memorial graphic
arts — documents, diplomas, certificates, etc., and projects
on Ukrainian currency (karbovanets, hryven), and post
stamps. These projects, which are distinguished by their
composition and technical mastery, show an original style,
based on motifs from Kozak Baroque. These are artistic
masterpieces which can compete with the works of world
graphic artists. Narbut had very many followers and his
creative genius has never been forgotten in the circles of
Ukrainian art.

Many other artists were involved in projects of cur-
rency and state papers of the Ukrainian National Republic.
Mention must be made of 1. Mozalevsky (born 1890), and
M. Kyrnarsky (1893-1941), a pupil of Narbut. Although

period of the Ukrainian State was short-hved, it was
ian artists in the
atmosphere of their own state and full-fledged freedom of
artistic creativity are capable of attaining the summits.

XII. BETWEEN TWO WORLD WARS

Following the downfall of the Ukrainian National Re-
public, Ukraine was dismembered between occupants. This
should have led to the complete downfall of Ukrainian art.
This did not occur, however, for some of the Ukrainian
artists defended the specificity of their native art against
the invasion of the Russian Bolshevik occupant in the fic-
titious “Ukrainian Soviet Socialist Republic”. Others fled
to Western Ukrainian lands, which were under Polish rule,
and still others immigrated to Czechoslovakia, Austria,
Germany, France, and other countries.

From 1919 to 1939 Ukrainian art life centred chiefly
around Lviv.

In Lviv, in 1922, the Society of the Activists of Ukrain-
ian Art was formed. It united Ukrainian artists from Ha-
Iychyna and from the central-eastern lands. It held such
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prominent members as P. Kholodny, S. Tymoshenko, V.
Kryzhanivsky and others. This Society arranged a number
of exhibits in Lviv that elicited a favorable response from
the public and critics.

Architecture in the Western lands of Ukraine was
quite impoverished because of the unfavorable political
and financial iti 0. Li two
albums of projects “Vidbudova sela" (“’l'he Restoration of
the Village”) and “Halychyna XVI-XVII c.” Roman Hry-
tsay (born 1887) and Yevhen Nahirny accomplished a
series of church projects in Halychyna with a remarkable
sensitivity of styles. Serhiy Tymoshenko (1878-1950), an
eminent architect, accomplished a number of church pro-
jects in Lviv (Klepariv, Levandivka), in Drohobych, Lutsk,
and other places. A gigantic project by S. Tymoshenko is
the nine-domed church Liberation of Ukraine (for 3,500
people) which was to be realized in the future Ukrainian
State.

S. Tyrnoshenko was also a professor of nrchxtecmre
at the Academy in this time
his textbook on building materials was publuhed In 1946
he settled in the United States. S. Tymoshenko’s church
projects are based mainly on the stone architecture of Ko-
zak Baroque.

In this period a very strong talent emerged in Volo-
dymyr Sichynsky (1894-1962) as an architect, graphic ar-
tist, and art scholar. He was born in Kamyanets Podillya
to the family of the archpriest Yukhyma, well-known his-
torian and archaeologist. From 1912 to 1917 he studied at
the Institute of Civil Engineering in St. Petersburg, then
completed his studies at the University of Prague.

During the time of the Ukrainian National Republic
he was the director of the Building Department in Podil-
Iya and participated in the founding of the Architectural
Institute in Kiev. V. Sichynsky accomplished many pro-
jects in Western Ukraine, such as the church memorial in
honor of M. Shashkevych in Pidlissya, the church of M. Ter-
letsky’s foundation, the wooden church in Komyrny, Boykiv
region, and particularly the monastery church of the Holy
Spirit in Mykhaylivka, Pryashiv region (for 2,000 people)
which in size surpasses St. George’s Cnthednl in Lviv. In
this building V. was
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traditions of the old princely era (11-13 centuries) achiev-
ing a modern structure to accommodate contemporary
needs.

The architects in Halychym and Volynya ‘were Lev
Levynsky, O Artem Ki Lev
Maslov, and others.

Ukrainian sculpture, especially monumental, in West-
ern Ukraine and in emigration, did not reveal itself more
fully. Nevertheless, its high quality contributed much to
the treasury of Ukrainian art. In the 1930’s new talents
had come to the fore. Among these was Andriy Koverko
(1894-1967). He was born in Lviv, studied first at the O.
Novakivsky School of Art, and then completed industrial
arts in Lviv. He emerged mainly as a master of wood
sculpture. In the 1930’s he carved an iconostasis for the
chapel of the Ukrainian Theological Academy in Lviv; this,
with the icons of P. Kholodny, formed a beautiful syn-
thesis of Ukrainian art. A. Koverko carved many projects
for the churches in Halychyna, all are highly artistic. As
a monumentalist, A. Koverko became known for his mem-
orials to Metropolitan Andrew, I. Franko, and T. Shev-
chenko. As a studio sculptor he became known for his
figures of the Saints George and Methodius and the busts
of M. Vorony, I. Trush, and others.

In the Ukrainian sculpture of the 1930’s an extraor-
dinary talent appeared in Serhiy Lytvynenko (1899-1964).
He was born in Poltava, completed the Cracow Academy of
Art with eight rewards, and continued his studies in Paris.
In 1929 he had already become known as the author of the
memorial to the Ukrainian soldiers in Dombie, and in 1931
as the author of the memorial project to the fallen near
Bazar. After settling in Lviv, S. Lytvynenko worked inten-
sely and won acclaim for his memorial to 1. Franko at the
Lychakivsky cemetery which was unveiled in 1933; it por-
trays a dynamic figure of a stone mason (personifying
Franko) upon a granite base.

From 1936 to 1939 Lytvynenko produced a series of
memorials, in honor of — the fallen Ukrainian soldiers in
Ravi Ruski and in Yavoriv, Metropolitan Andrew (for the
National Museum in Lviv), Volodymyr Velyky (for St.
George’s Cathedral), artist M. Bentsal in Kolomyya, and
poet V. Pachovsky in Lviv. He also created a series of sym-
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bolic compositions as “Upered” (“Forward”), “Zryv" (“Up-
rising”), “Kryk” (“Screams”), “Probudzhennya” (“The
Awakening”), and the genre compositions “Kermanych”
(“The Helmsman”), “Pobratymy” (“Friends”) “Kuli”
(“Bullets”), nnd the like. The best of h)s busts are “T.
K ke “Mazeppa”
which was nammnbecl as the hest work at the art exhibition
in Paris (1930).

S. Lytvynenko's works are marked by expression and
synthesis. Foreign critics have noted that his creativity

“emerges from Rodin’s Impresswm.sm and is directed to-
ward Neoclassical monumentalism’

About his further creative career mention is made in
subsequent chapters.

Oksana Lyaturynsky (1902-1970) made a valuable con-
tribution to Ukrainian sculpture. She was born in Volynya,
studied sculpture at the Ukrainian Plastic Studio in Prague
and then completed the Post-Secondary School of Applied
Arts. Many memorials were erected after her projects, to
— Y. Konovalets in Rotterdam, Prof. Kobyzky in Olshany,
“For the Fallen” in Pardubytsi, and A. Zhyvotkiv in
Aschaffenburg. She created a series of originally stylized
busts, acts, and genre and many fo!
and items for the Museum VBU in Prague. Unfortunately,
they were all lost without a trace during the Second World
‘War. In Cracow she worked in the field of religious bas-re-
lLiefs (“Madonna”), “Maty” (“Mother”), and the busts of
“Olha Kobylyansky”, “Lesya Ukrainka”, “Natalya Mil-
yanivny (1896-1942)".

In Prague, K. Stakhovsky emerged as an excellent
animal sculptor (“Rhinoceros” and “Oriental Bull” i
Yemets (born 1894) became known in Berlin. He brilliantly
completed the Berlin Academy and became an assistant,
and then Professor and technical specialist in bronze cast-
ing. His works “Maty” (“Mother”), “Otaman pry skoni”
(“The Dying Otaman”), “Tanets” (“The Dance”), “Kupil”
(“The Bath”), etc., have Gothic features and remind one
of the sculpture of the archaic period. In this period paint-
ing was the most flowing branch of art, especially in Lviv.
The most distinguished painter of the time was O. Nova-
kivsky. During this period he enriched Ukrainian art with
over 70 works, in particular with compositional portraits,
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as “Oleksander Barvinsky”, “Dmytro Levytsky”, “Svyato-
slav”, “Yaroslav Mudry”, “Yaroslav Osmomysl”. His best
works are “Dzvinok” (“The Bell') and “Dovbush”. They
are characterized with a powerful expression and an un-
equalled symphony of color. A special service was rendered
by O. Novakivsky through his art school which he led for
many years (until his death in 1935). It brought forth over
twenty talented students who gained fame and acquired
an impcrtant position in Ukrainian art.

In religious painting Petro Kholodny was the most
dlscermble He is especially noted for his famous stained
glass windows for the Church of the Assumption in Lviv
— “Sv. Volodymyr Velyky” (“St. Volodymyr Velyky"),
“Pokrova Bozhoyi Materi” (“Mother of God — the Pro-
tectress”), “Pochesni Dobrodiyi Tserkvy” (“Honorable
Church Benefactors”), with the portrayal of hetmans and
Ukrainian of the and
centuries. He also created a cycle of compasmons “Khresny
shlyakh Isusa Khrysta” (“The Road to Calvary”) for the
mural of the Chapel of Three Saints. P. Kholodny created
genuine masterpieces for the chapel at the Theological
Academy. He also composed a series of historical paintings,
portraits, and works in graphic arts.

Mykhaylo Osmchuk (1390-1969) was also well known
for his religious pail
painting at the Cracow Acade.my He warked successfully
at rejuvenating the old Ukrainian style in church murals.
From 1927 to 1939 M. Osinchuk painted many churches in
Halychyna and many icons for iconostases. Osinchuk’s style
is especially reflected in “Spasytel” (“The Savior”), and
“Bozha Maty"” (“The Mother of God”) and in his woodcut
technique: “St. Eustachius-Hunter”, “St. George”, and
others.

M. Osinchuk continued his creativity in the United
States and in Canada.

Damyan Hornyntkevych (mz 1902) appeared as an
the Cracow Aca-
demy and continued his studxes in Munich and Dresden.
He also studied art history. D. Hornyatkevych painted
several churches in Halychyna (in Uhniv, Nastasiv, Nemy-
riv, etc.) where he incorporated folk motifs into the orna-
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It must be ized that D. v
is & most refined scholar of styles.

Yulian Butsmanyuk (1885-1967) (Julian Butsmaniuk)
was another painter who emerged in the church art of Ha-
Iychyna. He was particularly known for his work on the
church of the Basilian Fathers in Zhovkvi. His work also
appeared in Canada where he eventually settled.

Mykola Anastaziyevsky (1891-1974) also became
known in this period. He was born in Podillya, completed
the Cracow Academy and the Institute of Handicrafts in
Warsaw. His works “Divchyna” (“The Girl”), “Shkolya-
ryk” (“The School boy”), “Spomyn” (“A Memory”), etc.,
are basically Realistic with Impressionist tones. Yulian
Kraykivsky (1892-1975) was another talented artist. He
completed the Academy of Arts in Vienna and became
known as the author of numerous works, the most import-
ant of which are “Pastukhy pry vatri” (“Shepherds by the
Fireside”), “Pokhid Natsiyi” (“The Campaign of the Na-
tion”), “Pokhid Bohdana Khmelnytskoho” (“Bohdan
Khmelnytsky’s Campaign”), “Karpatska Ukrayina” (‘“Car-
pnthmn Uluame") the portrait of V. Stefanyk and cycle

s poem
("The Hlydamlks”) Y. Krakivsky created a series of
paintings outside the borders of Ukraine, including Canada,
where he died.

A number of members of the former Press Quarters
USS became notable artists. The oldest of them, O. Kurylas,
painted valuable pictures of the Hutsul region, as “Hutsul-
ska para” (“Hutsul Pair”), “Hutsulka na tli hir” (“Hutsul
Woman against the Mountains”), “Tantsi” (“Dances”), “Na
Hutsulshchyni” (“In the Hutsul Region”), and the like,
and also a cycle of landscapes. Besides this he enriched
children’s publications with his illustrations.

Osyp Sorokhtey (1889-1941) produced a number of
portraits, landscapes, and still life paintings. While still
in the Press Quarters of the USS, Sorokhtey \llustrnted the
uss i " (“The and
later A. Lototsky’s “Pryhody Tsyapky-Skoropada” (“The
Adventures of Tsyapka-Skoropad”). He acquired acclaim
as an excellent caricaturist.

Ivan Ivanets (1893-1945) illustrated Striltsi songs, as
“Hey, vydno selo” (“The Village”), “Noktyurn”. (“Noc-
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turne”), etc. From 1920 to 1927 he studied at the Ukrainian
Plastic Studio in Prague. He was an excellent artist in ink
drawing; he produced a cycle of battle drawings on themes
from the Ukrainian Independence Movement. The most
valuable is “Kinnota UHA v pokhodi na Odesu” (“The
Cavalry of the UHA in Campaign on Odessa”), “Artyle-
riya” (“Artillery”), and “Pokhid IThorya” (“Ihor’s Cam-
paign”). The most important of his genre works are “Mo-
lotba” (“Threshing”), “Na poli” (“In the Field”), “Za plu-
hom” (“Behind the Plow”), “U Khati” (“In the House"),
and others.

Lev Gets (1396 1971) one of the youngest members
of this group, i the “ lohiya stri-
letskoyi tvorchosty” (“The Anthology of the Works of the
Striltsi”) and a cycle of postcards on themes from the hor-
rors of war. These are reminiscent of the tragic master-
pieces of F. Goya. After the war Gets completed the Cracow
Academy and emerged as a great master of drawing. He
worked also in various branches of graphic arts. Gets’ works
are marked with symbolism and mysticism. After the Sec-
ond World War, Gets became a professor at the Cracow
Academy of Arts; he died in Cracow.

At this time Ukrainian Art was vastly enriched also
by female artists. Besides Olena Kulchytsky, who was the
most prolific, special attention was given to the works of
Y-ruslnvn Muzyka (1896-1973) who was a specmhst in

She studied

and restoration under Prof. I. Hrabar in Moscow. From
1935 she studied in Paris under the direction of the famous
André Lhote. This artist produced her own artistic language
mainly from the basis of the ancient iconographic tradi-
tions. She manifested herself in various techniques in art,
tempera, qouache, pastel, glass painting, enamel, batik,
leather crafts, tapestries, and even in metal carving. Par-
ticularly of high quality are her works “Knyahynya Olha”
(“Princess Olha”), “Anna Yaroslavna”, “Hutsul z lyulko-
yu” (“Hutsul with a Pipe”), etc. Of her mosaic the best
is “Zustrich Dovbusha z Dzvinkoyu” (“The Meeting of
Dovbush and Dzvinka”), and in enamel work “Narodni
povirya” (“Popular Beliefs”).

Mykhaylyna Stefanovych-Olshansky (born 1895) at-
tained her art education under P. Kholodny and in Paris.
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Her style is based on the acquisitions of the old princely
era. Very valuable are her works “Knyahynya Yaroslavna”
(“Princess Yaroslavna”), “Bondarivna” (“The Cooper’s
Daughter”), “Pisnya pro chayku” (“Song about the Sea-
gull”), “Syreny” (“Sirens”), “Salomeya” (“Salome”), “Ob-
Ioha zamku lyubovy” (“The Siege of the Fortress of Love”),
and of her graphic arts “Khid Bohorodytsi po mukam”
(“Walk of Mother of God Through Sufferings”). S. Olshan-
ska is a purely Ukrainian artist.

Maria Dolnytsky-Nedbal (1895-1974) was distinguish-
ed in the field of enamel. She was born in Lviv but lived
her life in Vienna. She studied at the Industrial Arts School
for seven years and completed her studies with the highest
award. At first she was a portraitist in the fields of water
color and pastel, but from 1925 she devoted herself entirely
to enamel. Having studied various types of enamel tech-
niques — from ancient Egypt, through the Trypillian and
Graeco-Roman culture, to the old princely — Ukrainian cul-
ture — M. Dolnytsky attained the heights of mastery and
even made a series of inventions in the techniques of en-
amel works. Her religious works are “Madonna”, “Pokro-
va” (“St . Mary the Protectress”), and scenes from the
life of Christ. Her works on ancient mythology and on
Hutsul themes have a particular artistic significance not
only for Ukrainian art but for that of Western Europe
as well; thus her works are a unique phenomenon.

This particular period saw the flourishing of Ukrain-
ian graphic arts. Its coryphaei were Mykola Butovych and
Pavlo Kozhun, both were officers in the Army of the
Ukrainian National Republic.

Mykola Butovych (1895-1961), of Kozak ancestry, was
born in the Poltava region and was reared and spiritually
moulded in the native region of N. Gogol. He had a natural
“Gogol” humor and utilized it remarkably in his creative
works. He studied art in the Post-Secondary School of In-
dustrial Arts in Prague and then in the Academy of Arts
which he completed in 1926. He continued studies at the
Academy of Graphic Arts in Leipzig under the famous
Tittmann. At this time he received numerous awards for
his work. Butovych revealed himself as an original stylist
already in his work on the early covers of the publications
“Ratay” (“Peasant”) and “Vivat Akademiya!” (“Long Live
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the Academy!”). Further along in his works a spirit of
Constructivism emerged. In 1924 he became famous in
Western European countries for his series of woodcuts
“Ukrayinski dukhy” (“Ukrainian Spirits”) which, with
their unusual thematics, amazing expression, and original
graphic interpretation, elicited a sensational response. Dur-
ing his education in Paris, Butovych studied various mod-
ern styles and trends in detail adapting all that was con-
structive in forming his own original style.

The thematics of M. Butovych’s work are primarily
folklore, demonology, folktales, carols, and the like. They
pulsate with Ukrainian elements, scope, dynamic, and a
Homeric Kozak humor. The works that speak eloquently
of this are “Eney, Dydona y muzyka” (“Aeneas, Dido, and
Music”), and “Eney hulyaye” (“Aeneas dances”); from
demonology “Polyovyk” (“The Field Spirit”), “Lisovyk”
(“The Forest Spirit”) “Vodyanyk” (“The Water Spirit”);
puppets for “Ukrayinsky vertep” (“The Ukrainian Puppet
Theatre”) — “Muzhyk — Klym"” (“Peasant Clem”), “Tsy-
hen” (“The Gypsy”), “Zhyd” (“The Jew”), and grotes-
ques “Kozak-Mamay” and “Pasichnyk” (“The Bee-Keep-
er”). M. Butovych produced a wealth of illustrations, book
covers, ex libris, monograms, advertisements, and even pro-
jects in tapestry, furniture, porcelain design, costumes, etc.
He also formed a bank note (5 hryven) for Carpathian
Ukraine. M. Butovych is a unique and original figure on
the background of Ukrainian and world art.

Pavlo Kovzhun (1896-1939) clearly stamped Ukrain-
ian graphic arts and book finishing “with the seal of his
own spirit”. He was born in Volynya and studied for some
time in the Drawing School in Kiev. His talent was illumin-
ated when he was eighteen, when critics compared his
works to those of the English artist Whistler. During the
time of the Ukrainian National Republic, P. Kovzhun
worked in the Army-History Department of the Army Gen-
eral Staff at the Ministry of Finance for Provisions of
State Documents. He was the editor of the newspaper
“Volya” (“Freedom”) and an organizer of the publication
“Grunt” (“Land”). As a member of the Army of the
Ukrainian National Republic he was interned by the Poles.
Having fled from the camp of the interned, he settled first
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in Stanislaviv and then in Lviv where he widely expanded
his work in the field of graphic arts.

His works, particularly at the exhibition “Nova ukra-
yinska knyha” (“The New Ukrainian Book”) in 1923, im-
pressed the public and critics with their new, therefore in-
conceivable revolutionary spirit. Kovzhun's talent grew
like lightning, not in years, but in months. He awakened
a genuine amazement with his original stylization, inven-
tiveness, and remarkable routine in the book covers to
I. Franko’s works: “Iz dniv zhurby” (“From the Days of
Sorrow”), “Zivyale lystya” (“Withered Leaves”), “Panski
zharty” (“Landlord’s Jokes”), “Boryslav smiyetsya” (“Bo-
ryslav Is Laughing”), “Velyky shum” (“The Great Up-
roar”), “Kazky” (“Tales”), and others. These were followed
by the book covers for “Zoloti vorota” (“Golden Gates”)
and “Sonyashny promin” (“Sun’s Ray”) by B. Hrinchenko,
and “Poeziyi” (“Poems”) by O. Oles, the designing of
calendars, beautiful ex libris, logos, placards, and the like.
With extraordinary ease P. Kovzhun combined Ukrainian
Baroque with Expressionism and even Futurism; this re-
sulted in a specific “kovzhunivsky” style, modern and, at
the same time, purely Ukrainian,

A separate and independent place was held by the en-
graving artist Vasyl Masyutyn (1884-1955), a kozak an-
cestor from the Chernihiv region. He completed his studies
in Moscow, became distinguished by his tremendous suc-
cess in the engraving arts and as a professor of the Mos-
cow Teaching Institute he taught many talented students
including the Ukrainian artists O. Kravchenko and O. Us-
achov. He went abroad as a “Russian artist”, but the spirit
of the exhibition of Ukrainian graphic arts in Berlin in
1923, which was organized by the Ukrainian Scientific In-
stitute, brought Masyutyn back to his native roots. He be-
came a sincere Ukrainian patriot and dedicated his en-
graving skills solely to Ukraine, He composed a cycle of
copper engravings and eau fortes of princes, hetmans, and
cultural leaders. The most notable of these are “Bohdan
Khmelnytsky”, “Ivan Mazepa” (two variants), “Pylyp Or-
lyk”, “Symon Petlyura”, “Pavlo Skoropadsky", “Avtopor-
tret” (“Selfportrait”), and others. The work of B. Masyu-
tyn is a giant achievement for Ukrainian graphic arts.
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Some notable Ukrainian graphic and engraving artists
worked in Prague centering around the Ukrainian Plastic
Studio. One of these was Ivan Kulets (1880- ? ) a profes-
sor at this Studio and a very skillful drawing artist. An-
other was the architect Volodymyr Sichynsky, an erudite
in drawing. Especially valuable is his artistic finishing of
the publications “Nova Ukrayina” (“New Ukraine”) and
the trilogy “Mazepa” by B. Lepky, and others. Of special
value also is the artistic finishing of his own works, as “Is-
toriya vsesvitnyoho mystetstva” (“The History of Universal
Art”), the album “Styli” (“Styles”), “Ukrayinske uzhyt-
kove mystetstvo” (“Ukrainian Applied Arts”), “Derevyani
dzvinytsi i tserkvy Halytskoyi Ukrayiny” (“Wooden Bel-
fries and Churches in Halychyna”), “Architektura v sta-

(“Archival i ), and many others
that are characterized by a Renaissance ease and Baroque
abundance.

A special talent in graphic arts was Robert Lisovsky
(born 1893) of the Katerynoslav region. First he studied
at the Ceramic Arts School in Myrhorod, then in the Draw-
ing School in Kiev, and finally at the Academy of Arts in
Kiev in the studios of Y. Narbut and M. Boychuk. Abroad,
he completed the Berlin Academy and later became a pro-
fessor of Graphic Arts at the Ukrainian Plastic Studio in
Prague. He became known, primarily, as a master of book
art, M. Chyrsky’s “Emali” (“Enamels”), O. Olzhych’s
“Vezhi” (“Towers”), etc. He also created his own script.
R. Lisovsky is the author of the nationalistic trident with
sword.

The Ukrainian emigration in Prague produced two
powerful talents — V. Kasiyan and V. Tsymbal. Vasyl
Kasiyan (1896-1976) of Pokuttya (Mykulyntsi village,
Snyatyn county) studied engraving arts at the Prague
Academy under the famous M. Svabinsky. His early works
of woodcuts, eau fortes and lithographs already revealed
his rare type of talent: “V shukanni zarobitku” (“In Search
of Work"), “Robitnycha simya” (“Working Family”),
“Bezdomni” (“Homeless”), “Vidpochynok” (“Rest"),
“Strayk” (“Strike”), etc.,, the portrait of I. Franko, and
also a cycle of woodeut illustrations to V. Stefanyk’s “Kle-
novi lystky” (“Maple Leaves”). In 1927 V. Kasiyan settled

163



in the Ukrainian SSR and began a new period of creativity
which was greatly limited by the government.

His younger contemporary Viktor Tsymbal (1901-1968),
Shevchenko’s countryman, was born in Zvenyhorod in the
Kiev region. He was a former soldier of the Army of the
UNR. He studied at the Ukrainian Plastic Studio and com-
pleted the Post-Secondary Industrial Arts School in Prague.
He won the competition held on the graphic portrait of the
Czech historian Palasky. Hundreds of famous Czech graphic
artists had entered this competition. At this time V. Tsym-
bal created many woodcuts, eau fortes and aquatints, all
characterized by a most refined precision. V. Tsymbal also
illustrated many publications. In 1928 he settled in Argen-
tina and soon became one of the leading artists of Latin
America.

The Art School of O. Novakivsky in Lviv produced
a whole row of artists many of whom hold prominent po-
sitions in Ukrainian art.

Hryhor Smolsky (born 1893) continued his education
in Paris; he became known as the author of the works “Os-
tanni UHA” (“The Last of the UHA”), “Dovbush”, and
“Hen. M. Tarnavsky” (“Gen. M. Tarnavsky”), and paint-
ings from Hutsul thematics.

Vasyl Dyadynuk (1900-1945) also studied at the Con-
servatory of Art and Industry in Paris and worked in fields
of techniques of painting and graphic arts. Dyadynuk’s
works consist of various styles, from Byzantine to Realism.
The most important of his works are: the album “Volodari
Ukrayiny knyazhoyi doby” (“The Rulers of Ukraine in the
Princely Era”), portraits of the hetmans Khmelnytsky and
Mazepa, and others.

Edvard Kozak (Eko) (born 1902) is a unique phenom-
enon on the back-ground of Ukrainian art of Western
Ukraine. He was born in the Stry region. He was a student
of the O. Novakivsky Art School for a while, but it is his
talent and his persistent work that brought him his tremen-
dmls success. He became extremely popular with his superb

in the “Zyz”, and “Ko-
mar” ("The Mosquito”). As a genuine psychologist, E. Ko-
zak knows how to capture the psyche of a given individual
and transmit it into a humorous perception, and also to
compose congenial texts. He created a giant gallery of
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caricatures on political and actual themes in “Halytskoyi
volosty” (“The Halychyna District”). Eko also illustrated
a number of publications for “Ukrayinska presa” (“The
Ukrainian Press”) in Lviv and the children’s publications
“Svit dytyny” (“Child’s World”), “Dzvinochok” (“The
Little Bell”), “Yuni druzi” (“Young Friends”), and others.
Eko is an extraordinary caricaturist, perhaps even of world
acclaim.

Mykhaylo Moroz (born 1804), a favored student of O.
Novakivsky, is one of the most noteworthy Ukrainian
painters. M. Moroz broadened his education in Paris. He
gained particular attention by his landscapes, which are
saturated with a wealth of color and a deep senmsitivity.
The nature of the Carpathian mountain region, especially
that of Kosmach, captivated Moroz, thus he created the
valusble paintings: “Hutsulski orly” (“Hutsul Eagles”),
“Dovbushivski zvory” (“Dovbush Hills”), “Kosmach”,
“Hutsulka Paraska”, “Hutsulske vesillya” (“A Hutsul Wed-
ding”), ete.

This painter’s scale of colors is unusually rich; every
landscape is a colorful poem. Moroz continues his creative
work in the USA where he settled after the war.

One of the foremost positions in art in Western Ukraine
was held by Svyatoslav Hordynsky, also from the Novakiv-
sky school. He was born in Kolomyya in 1906. From 1929
he studied at the Academy of Julien and F. Leger in Paris.
In Lviv, S. Hordynsky became widely known as a painter
and graphic artist, particularly in book art. Having a feeling
for the old Ukrainian art traditions, and having studied
modern styles, he is able to combine the elements of various
epochs and to combine these further with elements of folk
art, thus forming his own style. These characteristics come
clearly to the fore in his publications: “Arkhitektura mista
Bnrdlyevn" (“Architecture of Budxye'v") by V. Sichysky,

inged”) by K. Hi yeh, in his
oil pomm “Avtoportret” (“Selfportrmt"). and others, in
his architectural landscapes and still life paintings “Notr
Dam u Paryzhi” (“The Notre Dame in Paris”), “Katedra
v Konstantsi” (“The Cathedral in Constance”), “Sv. Yur
u Lvovi” (“St. George in Lviv”), and also in his gouache
works, as the cycle “Narodnya nosha” (“National Dress”).
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talent, is well-k as a poet,
art scholar, nnd mem-y critic.

In that same period a deep imprint was made by the
pmnter Volodymyr Lnsovsky (1907-1975) of Podillya. H.av-

School, he il

studxe_s from 1933 at the Academy of Grande Cha\lmlere
and with the Cubist F. Leger in Paris. Having combined the
art acquisitions of former epochs with modern trends, La-
sovsky created the first synthesis — his own original Ex-
pressionism, his own original language of art. His most
valuable works are: “Portret Druzhyny” (“Wife's Por-
trait”), “Poet B. I. Antonych”, “Zhinka z rudym volos-
syam” (Red-haired Woman”), “Robitnyky” (“Workers"),
“Ranok” (“Morning”) and a cycle of figurative composi-
tions and landscapes. B. Lasovsky was an artist of excep-
tional culture; he was a theoretician and deep analyst of
Ukrainian and world art, as evident by his numerous in-
valuable articles.

Of the students of the Novakivsky School that became

in Lviv were: ymyr Ivanyuk (1905-1943)
an excellent monumentalist and portraitist; Stepan Lutsyk
(1906-1963) of Lviv who studied also in Paris and created
in the spirit of his original Impressionism. Especially not-
able are his “Sv. Yur u Lvovi” (“St. George in Lviv"),
“Tserkva na Hutsulshchyni” (“Church in the Hutsul Re-
gion”), “Krayevyd z Delyatyna” (“View from Delyatyn”),
“Hutsul”, and others. Antin Malyutsa (1908-1970) was
noted primarily for his drawings in pencil and for various
branches in engraving arts techniques. His best works are
“Banduryst” and “Zhinochy portret” (“Portrait of a wom-
an”), and a cycle of architectural landscapes, especially
“Tserkva Sv. Mykolaya u Lvovi” (St. Nicholas Church in
Lviv”), “Tserkva v Karpatakh” (“Church in the Carpathi-
ans”), “Stary tsvyntar” (“Old Cemetery”), and others.

Roman Chorniy (1908- ? ) became known for his cari-
catures, book art, and advertisements. He died in the dun-
geons of the NKVD, probably in 1939.

The youngest student of the Novakivsky School was
Ivanna Nyzhnyk-Vynnykiv. She was born in Lviv in 1912.
Her distinguished achievements are “Mytrat O. Bazyuk”
(“Archpriest O. Bazyuk”), “Pani Rudakevych” (“Mrs. Ru-
dakevych”), “Avtoportret” (“Selfportrait”), and others.
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She also composed a series of landscapes and still life paint-
ings in her own original Impressionism. She continued her
creative work as a displaced person in France.

Mention must be made of Volodymyr Hawrylyuk
(born 1904) also of this school and the Cracow Academy.
He displayed great talent in painting, having created his
own independent “painting language”. He produced many
compositions and portraits, and had very broad creative
horizons. Unfortunately he abandoned art and has dedic-
ated himself to poetry. However, he is a prominent poet
as we

At the end of the 1920's Ukrainian artists were faced
with the question — whether to put Ukrainian content
into new forms or whether to put a new content into old
forms. This problem was solved by a new organization
Asotsiyatsiya Nezalezhnykh Ukrayinskykh Mystsiv
(ANUM) (Association of Independent Ukrainian Artists)
in Lviv, in 1931. Its founders were Pavlo Kozhun, Mykhay-
lo Osinchuk, and Svyatoslav Hordynsky. The ANUM was
soon joined by V. Sichynsky, Y. Muzyka, I Ivanets, and
others, including younger artists. The objective of ANUM
was to unite all Ukrainian artists in Ukraine and abroad
whatever their style and trend. During its existence (1931
to 1939) ANUM was unusunlly active. It organized over ten

lecti iti in Lviv. At the first
exhibition alreudy (1931) not only Ukrainian local and
emigre artists participated but also 22 non-Ukrainian artists
of European and world fame, as: Picasso, Chagall, Severini,
Derain, Dufy, and others. ANUM published a periodical
“Mystetstvo” (“Art”) and a few monographs, beautifully
finished, with Ukrainian and French texts. ANUM brilliant-
ly led the confrontation of Ukrainian art and the art of
Western Europe.

In 1932 another art organization (RUB) was formed.
The founders were former students of O. Novakivsky. This
organization published an almanac “Karby” (“Scores”) and
arranged a few exhibitions. Another organization UTPM
defended old art traditions.

In the 1930's a few Ukrainian artists studied at the
Cracow Academy and other art schools. Some of the notable
painters among these were: O. Kasarab, M. Kmit, B. Ste-
belsky, M. Harasovsky, Y. Kulchytsky, M. Levytsky, and
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M. Bilynsky. Among the sculptors were: H. Kruk, M. Che-
reshoyovsky, M. Novytsky, and others. They founded the

“Zarevo” and of their
works, mostly in Lviv.

Ukrainian art was greatly endowed by the group of
artists who studied at the Warsaw Academy and at the
Industrial Arts schools in this city between the two world
wars. Some of them achieved notable artistic heights still
in Warsaw, others — in later years. Petro Mehyk took the
leading place among these. He was born in 1899 in Vash-
kivtsi, Bukovyna. From 1921 to 1930 he studied at the
Academy in the of and
painting, and interior architecture. He completed his studies
with a Teacher’s Diploma in art for high schools and pro-
fessional schools. He taught at carpentry-building and gild-

ing schools. He became an i

at the Medical D of the Uni ty of
Warsaw and a member of the Program Commission of pro-
fessional schools and, finally, superintendent of technical
schools.

Petro Mehyk was the founder of the Warsaw art so-
ciety “Spokiy”. His numerous works — portraits, composi-
tions, landscapes and still life paintings — are characterized
by a masterful drawing, original coloring, and a genuinely
Ukrainian art language. Petro Mehyk is a completely orig-
inal artist, as is evident in his “Verby” (“Willows”), “Div-
chyna” (“Girl”), “Krayevyd z Karpat” (“Carpathian
Scene”), “Stary khrest” (“Old Cross”), and cycle of still
life. P. Mehyk eventually became well-known in Philadel-
phia, US.A.

Petro Kholodny (Jr.) was also an outstanding figure
in Warsaw. He was born in 1902 in Kiev in the family of
the famous P. I. Kholodny. He received his elementary edu-
cation from his father, later he studied at the Ukrainian
Plastic Studio in Prague, and then completed his studies
at the Warsaw Academy. He is the author of many works,
in painting and graphic arts, with genuinely Ukrainian
characteristics, as in the pamtxngs with religious thematics

iation”), “Bozha Maty"
(“Mother of God”), md thers. Kholodny created a syn-
thesis of the modern and antiquity in iconography. His
works are deeply inspired and marked with a refinement
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of culture. Kholodny is particularly well-known in graphic
arts, especially in book art; he has enriched our publica-
tions with his original illustrations, including children’s
editions in the U.S.A.

In this same period the powerful talent Nil Khasevych
emerged. He was born in 1905 in Kostopil region in Vo-
Iynya. He specialized in woodcuts at the Warsaw Academy
completing his studies with brilliant success.

In woodcut mastery Khasevych has no rival. He re-
ceived first prize at the International Exhibition, 1936-1937,
for his ex libris works. In 1939 a monograph was published
(under the initiative of “Spokiy” in Warsaw) about Nil
Khasevych's ex libris works. He accomplished a series of
honorary documents (for Metropolitan Andrew, Prof. D.
Antonovych, and others) which distinguished themselves
firstly with their beautiful script.

During the German occupation Khasevych lived in his
native village Dyuksenya. When the Germans burned this
village (in 1943) Khasevych joined the Ukrainian Insurgent
Army and there fought the occupants with his art. He died
in the bunkers of the Insurgent Army, probably in 1952.

Others that studied at the Warsaw Academy at this
time were P. Andrusiv, V. Balyas, T. Kuzmovych, O. Shat-
kivsky, I. Keyvan, and the younger Y. Havran, Y. Hniz-
dovsky, B. Domanyk, and others. Most of these were affili-
ated with the association “Spokly" which was fuunded in
1927 by P. Mehyk in with Andrusiv,
Pobulavtsya, Marynyakiv, and Khasevych. The group was
active until 1939 under the direction of P. Mehyk. During
its existence it organized 13 exhibitions in Warsaw and in
Volynya.

For some time the Group of Young ANUM was also
active. Y. Havran was its ideologist.

In Bukovyna between the wars Ukrainian art was very
much impoverished because of the cruel Roumanian occupa-
tion. M. Ivasyuk managed to accomplish a series of por-
traits, including that of Metropolitan Repta, Yasin-Yasinet-
sky, and others. In 1925 he went to the Ukrainian SSR and
assumed a professorial post at the Kiev Art Institute. Un-
fortunately the occupants viewed his work as subversive
and the artist died in grief in 1930.
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Two of M. Ivasyuk’s students emerged in Bukovyna,
K. Dzyerzhyk, the author of a series of portraits and land-
scapes, and 1. Vydynivsky, the author of portraits, land-
scapes, church icons, and illustrator of O. Kobylyansky's
works: “U nedilyu rano zillya kopala” (“On Sunday Morn-
ing She Picked Herbs”), “Ale Hospod movchyt” (“The Lord
is Silent”), and others.

In this period the biggest impact in Bukovyna was
made by Yevseviy Lipetsky (1889-1970), born in Verbivtsi
near Zastavna. He studied painting and the technique of re-
storation and conservation of paintings at the Royal Aca-
demy in Munich. During the First World War L. Lipetsky
worked at the Army Geographical Institute in Vienna when
he painted a series of portraits of the emperor’s family.
During the Roumanian occupation he had his own studio
and school in Chernivtsi at which time he painted a number
of portraits — of Count M. Vasylko and the Metropolitans
Kotlyarchuk and Visarion, as well as portraits of Y. Fedko-
vych, O. Kobylyanska, Lukiyan Kobylytsya — all in the
spirit of the Munich school. After emigrating to Germany, Y.
Lipetsky accomplished portraits of the composer . Nedil-
sky, Dr. K. Kysilevsky, the singer K. Bukep, and others.
All are characterized by a perfect drawing.

The Ukrainian Plastic Studio in Prague was very active
between 1923 and 1945 with its branches of architecture,
painting, and graphic arts. This school was on the level
of European academies. It was led by such eminent figures
as I Kulets, D. Antonovych, S. Mako, K. Stakhovsky, S.
Tymoshenko, V. Sichynsky, R. Lisovsky, I. Mirchuk, Y. Ru-
sov, S. Litov, and F. Slyusarenko. This school saw many
graduates who eventually attained dignified positions, some
of them even acquired European fame.

The Paris group of artists made a great impact on
Ukrainian art and helped its universal propagation. This
group was composed of such artists as S. Levytsky, O.

M. i Kr

. ytaylo, M.
V. Perebynis, 1. Babiy, P. Omelchenko, S. Zarytsky, V.
Khmeluk, later S. Borachok, L. Perfetsky, and many other
artists who had studied in various academies and schools.
The most brilliant figure was Oleksa Hryshchenko
(Gritchenko) (1883-1977) born in Krolevets in the Cher-
nihiv region. He studied painting first at the Drawing
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School in Kiev and completed his studies in Moscow. He
broadened his studies mostly, however, through his travels,
firstly in the southern part of Ukraine, particularly Crimea,
and also the Caucasus. In 1911 he was in Paris where he
became acquainted with modern trends, especially Impres-
sionism and Cubism. In 1913-1914 he travelled through
Italy visiting 28 art centres. At this time O. Gritchenko
broke away from the Russian “peredvizhniki” and found
his own independent path.

The revolution of 1917 found Gritchenko in Moscow.
But although the Bolshevik government honored him with
high posts as — professor of the Art School, member of the
Committee for the preservation of historical treasures, and
member of the Commission for the restoration of icons at
the Kremlin, and others — these honors could in no way
reconcile him with Bolshevism. In 1919 he travelled
through Sevastopol to Istanbul where he lived until 1921.
Here he produced unequalled art treasures, particularly
urban works: St. Sophia, St. Irene Church, the mosques of
Suleiman, Selim, Mehemet, Mendresse, Bayezid, and the
walls of Theodosia, ete., in which he reveals himself as a
remarkable aquarellist and master of colors.

In 1921 O. Gritchenko sojourned in Greece where he
painted the ruins of Corinthe, Delphi, and Mistri. In 1922
he went to France where he participated in the exhibition
of the Salon D’Automne in Paris. He sojourned in Spain,
Portugal, Sweden, Denmark, and England where he painted
seascapes. He exhibited his works in various countries,
primarily at the Paris Salon d’Automne of which he was
a permanent member from 1930.

Gritchenko composed over 3,000 paintings which met
with colossal success at world exhibitions. He formed his
own original style which entails notable characteristics of
Expressionism. Some of his genuine masterpieces are: “Mor-
ske dno” (“Bottom of the Sea”), “Zakhid sontsya v porti”
(“Sunset at a Port”), “Port Odierne”, “Morska synyava”
(“Sea Azure”), “More vesnoyu” (“The Sea in Spring”),
“Mist u Toledo” (“Bridge in Toledo"), “Veselka” (“Rain-
bow”), “Hrudneva nich u Nyu-Yorku” (“December Night
7in New York”), “Katedra de Luk” (“Cathedral de Luc"),
“Turkenya v Sharfi” (“The Turkish Woman in Scarf"),
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“Moloda zhinka v turbani” (“The Young Woman in a Tur-
ban”), “Avtoportret” (“Selfportrait”), and others.

Gritchenko captures his audience with a powerful color-
ful language. Life pulsates in his works, which are filled
with joy and sunshine. As a notable memoirist, O. Grit-
chenko wrote a number of works, of which the most note-
worthy are “Moyi roky v Tsarhorodi” (“My years in Tsar-
grad”) and “Ukrayina moyikh blakytnykh dnvi” (“Ukraine
of My Azure Days”) which appeared in Ukrainian and in
French. Gritchenko belongs to the group of Ukrainian ar-
tists that have attained world fame.

Another artist of the Prague group that attained Euro-
pean fame was Mykola Krychevsky (1898-1961), the son
of the famous Vasyl.

He acquired his elementary education from his father
and then studied at the Academy of Arts in Kiev under the
direction of his uncle Fedor, O. Murashka, Y. Narbut, and
M. Boychuk. In 1919 he joined M. Sadovsky’s Theatre in
a tour of Europe and after the downfall of the Ukrainian
National Republic he went to Prague and completed his
studies at the Academy of Arts.

In Paris, where he eventually settled permanently, he
acquired acclaim as a master painter of peaceful waters.
His water colors of the Seine and Venice brought him par-
ticular success at exhibitions. They are distinguished by an
unusual subtlety, softness and depth, as well as a superior
artistic mastery. Among hundreds of his works the most
characteristic are “Paryzh” (“Paris”), “Nad Senoyu”
(“Near the Seine”), “Barzhi na Seni” (“Barges on the
Seine”), “Venetsia” (“Venice”), “Ploshcha sv. Marka”
(“St. Mark’s Square”), “Kanalye Grande” (“Grand Canal”),
“Lyaguny” (“Lagoons”), “Gondoli” (“Gondolas”) and the
like. Of great value also are his woodcuts and drawings.

Vasyl Perebynis (1896-1966) was born in Volynya. He
began his studies in Ukraine and completed them in Paris.
Like almost every “Parisian” he underwent an evolution
from Classicism and Realism to Cubism and Constructivism.
Perebynis composed a series of portraits, landscapes, and
still life paintings with an original interpretation of forms
and colors. He became famous for his designs for the Odeon
Theatre in Paris. Very original also are his costume pro-
jects for the theatre.
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Petro Omelchenko (1894-1952) also emerged against
the Paris back-ground. He studied the engraving and graphic
arts at the Prague Academy and in 1929 began to work
in Paris in various branches of art crafts — various tapes-
tries, stained glass windows, furniture projects, and picture
cutting on glass. The French critics valued his work very
highly. His wife, Sophia Zarytsky, (born in Peremyshl)
also completed her studies in Prague specializing in frescoe
painting. She created a cycle of frescoes on women’s themes
which are characterized particularly by their pleasant color-
ing. Noteworthy is her work “Madonna” with genuinely
Ukrainian characteristics.

Severyn Borachok (1898-1975), of Terebovlya gained
particular attention in Paris. He studied painting at the
Cracow Academy. In 1924 he went to France where he be-
came a favored student of Pierre Bonnard. At the Modern
Art Exhibition in Montparnasse, he received first prize for
his works from the hands of the world famous artists Bon-
nard and Dufy. Critics admired: “Splyacha zhinka”
(“Sleepy Woman”), “Kompozytsia” (“Composition”), “Av-
toportret” (“Self-portrait”), and others, which are charac-
terized by a clearly marked style, a remarkable harmony
of colors. S. had success at
in Paris and other capitals of Europe. His later works are
real gems in regard to the aspect of color. These are: “Zhny-
va” (“Harvest”), “U lisi” (“In the Woods”), “Sonyachna
kupil” (“Sunny Bath”), “Ranok” (“Morning”), “Dnister
bilya Horodnytsi” (“The Dniester near Horodnytsya”),
“Hartsyuyuchi koni” (“Spirited Horses”), “Tuha” (“Sor-
row”), “Probudzhennya” (“Awakening”), and others. S.
Borachok died in the U.S.A.

Leonid Perfecky (1900-1977) was Borachok’s contem-
porary who also studied at the Cracow Academy and broad-
ened his education in Paris. He became a notable battle-
scene painter with his compositions “Naskok mazepyntsiv”
(“The Mazepite Attack”), “Bateriya v nebezpetsi” (“Bat-
eriya in Danger”), “Kruty”, “Bazar”, “Chorni Zaporozhtsi’
(“Black Zaporozhians”), “Ostanni naboyi” (“The Last
Charges”), “Kozaky nad Trapezuntom” (“The Kozaks near
Trebizond”), and a cycle of battle-scene drawings. He paint-
ed “Marie de Luxemburg” in Paris and a portrait of the
Sultan Ubangi-Shari. In Montreal, L. Perfecky painted the
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Church of the Holy Spirit and the chapel at St. Joseph's
Oratory. His works especially enriched Ukrainian battle-
scene art.

The artists M. Hlushchenko, T. Babiy, V. Khmelyuk,
S. Hladky and others, also worked in Paris between the
wars. After the Second World War, Paris was enriched with
the younger generation of artists; some of these only studied
there, while others settled in Paris permanently.

Mention must be made of Yuriy Kulchytsky, born in
1912 in the Drohobych region. From 1933 to 1938 he studied
at the Cracow Academy specializing in graphic arts. He
earned the fame of a remarkable graphic artist through
his (“The ian”), “U Sy-
nopi” (“In Sinop”), “Luchnyky” (“Archers”), the cycle
“Zaporizhzhya”, “Pohonya” (“Pursuit”), and “Rozkurku-
leni” (“De-kurkulized”). Very valuable also are his wood-
cut illustrations to K. Malytsky's book of legends “Harfa
Leyili” (“Leyilya's Harp”). Kulchytsky works closely with
Ivanna Vynnykiv, they both run a ceramic shop in Mou-
gins, in Provence.

Of the younger generation, Andriy Solohub is note-
worthy. He studied in Vienna, Salzburg, and Paris. His
talent came forth in portraits, landscapes and also in sculp-
ture. Solohub operates with a limited color spectrum and
his works are clearly marked by Modernism. His sculpture
“Bull” contains features of archaism.

The works of Arystyd Vystra are landscapes and still
life paintings with Abstract features,

Anatol Yablonsky (1912-1955) of Kiev worked in Paris
for some time. He studied in Lviv and then in Paris. His
composition “Knyazhi lovy” (“Princes’ Hunts”) is of merit.

Such artists as Myron Levytsky, ¥. Hnizdovsky, Lyu-
boslav Hutsaluk, and others, broadened their art education
in Paris and participated in art exhibitions there. Thus,
Paris gave much to the creative growth of Ukrainian artists.

XIII. THE SECOND WORLD WAR
AND REFUGEE PERIOD

The Second World War and primarily the Russian Bol-
shevik occupation of 1939 curbed the freedom of creativity
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of the Ukrainian artists and the activities of ANUM and
Western Ukraine. The new government placed the reins
of propaganda and agitation of the Communist ideology
upon the artist. The Union of Soviet Artists was formed
with an organizational committee in Lviv which encom-
passed artists of various nationalities — Ukrainians, Poles,
and Jews. Their first task was to paint giant portraits of the
Soviet leaders and various propaganda slogans. An “army”
of various amateurs and mercenary artists took to this task,
thus the quality of art declined terribly.

Because of the need of “persuasive” devices for pro-
paganda, the turned parti at-
tention to the senior authonhes of Ukrainjan art such as
0. Kulchytsky, I. Trush, O. Kurylas, A. Manastyrsky, I
Ivanets, and others to participate in exhibitions, while the
best artists from central and eastern Ukraine were sent to
organize the Union. The exhibitions, which took place in
Lviv, Stanislaviv and Kiev, displayed mostly the portraits
of Lenin, Stalin, and other Soviet officials, and compositions
on the theme of “the joyful and abundant life” of the USSR
in the spirit of Realism, or inclinations toward Socialist
Realism. Although this was a mockery of art, it did bring
about something positive and very important — the artists
from Central and eastern Ukraine, who were sent to Lviv,
brought with them a solid knowledge of art and the artists
of Western Ukraine quickly adapted their very imagin-
ative element and broad creative span.

The vitality of Ukrainian art was indestructible. When
(in the summer of 1941) the Russian hordes fled from West-
ern Ukraine, due to pressure by the German Army, the
Union of Ukrainian Fine Arts Artists was formed in Lviv
(Spilka Ukrayinskykh Obrazotvorchykh Mystsiv)
(S.U.0.M.). This Union united all Ukrainian artists, irres-
pective of style, and allowed them to compete in all aspects
of creativity. I. Ivanets first headed the Union, then E. Ko-
zak (Eko), until the end of the German occupation in 1944.
Ukrainian artists began to spread their wings because the
Germans did not interfere with their style of thematics.
During this short period, the S.U.O.M. organized a few ex-
hibitions in Lviv, among them the “Exhibit of the Four”
(Novakivsky, Kholodny, Trush and Kovzhun) and the ex-
hibition to commemorate the 25 years of the Academy of
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Arts in Kiev. The members of S.U.O.M. displayed their
artistic amongst and before a
foreign public, and reared young Ukrainian artists who
were studying at the Industrial Arts School. The School
functioned under the direction of S. Lytvynenko and the
professors M. Butovych, V. Balyas, M. Mukhyn, O. Pov-
stenko, M. Kmit, and others. In 1943, the status of the
school was raised to Post-Secondary Art Studies, ie., to
the level of an academy. V. Krychevsky became Rector of
the school and S. Lytvynenko became Dean. The professors
were Metropolitan Andrew, M. Dmytrenko and A. Malyu-
tsya.

At the exhibitions of the S.U.O.M, new talents
emerged from central and eastern Ukraine — M. Azovsky,
M. Dmytrenko, M. Mukhyn, M. Nedilko, and others.

During the war events of 1944, the majority of Ukrain-
ian artists fled to the West. After the war, they landed in
displaced persons’ camps in Germany and Austria. Although
they were forced to live in simply horrid conditions, in
barracks, attics, cellars, overcrowded stables, they still en-
deavored to keep art alive, to create valuable works and
organize exhibitions. Artistic life gathered around the camps
at Carlsfeld, Aschaf-
fenburg, and in Austria, — in Bregenz and Salzburg. In
Carlsfeld (eventually in Berchtesgaden), there was even
a Post-Secondary Art Studio under the direction of S. Lyt-
vynenko.

Munich became the art centre. In January, 1947, an
art exhibition of various nationalities took place there with
the help of LMK.A. and U.N.R.R.A. Out of 290 exponents,
48 were Ukrainian artists. In that same year, the Ukrain-
ian Union of Fine Arts Artists was formed (Ukrayinska
Spilka Obrazotvorchykh Mystsiv) (U.S.0.M.), which as-
pired toward professional principles and the uniting of
artists of various trends. E. Kozak was president, S. Bo-
rachok — vice-president, M. Dmytrenko — secretary, and
8. Lutsyk and Y. Hnizdovsky — members of the admini-
stration. The convention passed a resolution which has re-
mained actual to this very day. U.S.O.M. displayed its in-
genuity in the organization of exhibitions. The most not-
able were “The Week of Ukrainian Culture” in Regensburg
and Munich in the spring of 1948, U.S.O.M. published a
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few editions of the almanac “Ukrayinske mystetstvo”
(“Ukrainian Art”), edited by S. Hordynsky, M. Dmytren-
ko, E. Kozak, and S. Lutsyk. The almanac was superior in
artistic finishing. It published also S. Hordynsky's work
“Kruk, Pavlos, and Mukhyn” and the album “Ukrayinske
obrazotvorche mystetstvo” (‘Ukrainian Fine Arts”). All
this was accomplished under very difficult circumstances.

There was a Union of Ukrainian Fine Arts Artists in
Salzburg, Austria, under the leadership of Y. Kraykivsky,
which also organized a few exhibitions. Ukrainian artists,
as displaced persons, were intensely active until their de-
parture to the U.S.A., Canada, Australia or South America.

A few artists almost attaned the heights of their
achievement on the background of the refugee period.
These are the aforementioned S. Lytvynenko, and the sculp-
tors A. Pavlos, M. Mukhyn and H. Kruk, who had already
attained prominent positions earlier in Ukraine.

Antin Pavlos (1905-1954) was born in the Kholm re-
gion. From 1930 to 1935, he studied at the Industrial Arts
School in Lviv and already revealed his brilliant talent in
his early works “Pobratymy” (“Friends”) and portraits of
the artists V. Ivanyak and P. Chorniy. At the S.U.O.M.
exhibitions in Lviv (1941-1944), he received special atten-
tion for his works “Korol Danylo’ (“King Daniel”),
Shevchenko”, “Kozak u tantsi” (“Kozak in Dance”), -
terynstvo” (‘“Motherhood”), and others. As a refugee in
Germany, A. Pavlos produced, in gypsum and terra cotta,
the sculpture: “Knyaz Roman Halytsky” (“Prince Roman
of ), “Bohdan Kl , “Sv. Yuriy” (“St.
George”), “Vidpochynok” (“Rest”), “Smutok” (“Sorrow”).
“Divchyna” (“Girl”), “Pastukh” (“Shepherd”), and others.
They are marked with an ease of composition, dynamics,
perfection, and particularly with a high estheticism and
lyricism. The artist died in Minneapolis, U.S.A., where he
had eventually settled.

Mykola (Bohdan) Mukhyn (1910-1962) was born in
the Donets region. He studied sculpture at the institutes
of Kharkiv, Odessa, and Kiev from 1930 to 1939, Mukhyn's
spontaneity could not be fitted into the narrow frame of
Russian Bolshevik Socialist Realism. Mukhyn emerged dur-
ing the S.U.O.M. exhibitions in Lviv in 1941-1944. He
captivated his audience with “Slava” (“Glory”), “Chumak”
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(“Carter”), Kin u stepu” (“Horse in the Steppe”), “Zvil-
nennya z yasyru” (“Release from Turkish Captivity").
From the refugee period are his works “Knyaz Ihor”
(“Prince Ihor"), “Kozatsky sotnyk” (“Kozak Captain”).
“Kozak z arkanom” (“Kozak with Lasso”), “Zaporozhes”
(“Zaporozhian Kozak”), “Otaman”, and others, which dis-
play an extraordinary rhythm and extreme dynamism, par-
ticularly in the motion of horses and actions of the riders.
The artist died prematurely in Philadelphia, U.S.A.

Hryhor Kruk, the other of this trio of famous sculp-
tors, was born in 1911, in the Stanislaviv region. He began
his studies at the Cracow Academy and completed them
in the Academy of Arts in Berlin with distinction. His
works, accomplished in gypsum and bronze, brought him

at the ive Exhibition of
Ukrainian Art in Lviv in 1934. He participated at the ex-
hibitions of U.S.0.M. in Germany as a master sculptor. In
his early works, H. Kruk drew from archaic sources and
sources of antiquity. Later he went through stages from
ism to static and works which he cap-
tures in the form of blocks. He is an incomparable artist in
the mastery of this material with a sense of its unusual
relief-position in space, harmony of forms, and esthetics
of motion. He is a 1 ker in the spiril izing of
raw material, for he shows how a live work is born of it.
He has crude moments, hard and severe, together with soft
moments, tender and noble. “Tuha” (“Sorrow”), “Prachka”
(“Washerwoman”), “Selyanyn” (“Peasant”), “Skytaltsi”
(“Displaced Persons”), “Vahitna” (“Pregnant Woman”),
and a series of portraits are deeply psychological works,
priceless gems in sculpture.

H. Kruk participates in the most eminent exhibitions
of Europe and North America. He is a permanent resident
of Munich and is a professor of sculpture at the Munich
Academy.

M. Chereshnovsky displayed his spontaneous talent
during the refugee period and reached his heights in the
U.S.A. and Canada. Many of the young generation of sculp-
tors, painters, and graphic artists that were developing their
talents at this time eventually achieved success overseas,
or in Europe.
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XIV. UKRAINIAN ART IN DIASPORA

The wave of emigration of displaced persons (1947-1950)
took many Ukrainian artists overseas. They brought with
them the ideal of serving their native art and of propagat-
ing it among the non-Ukrainians. Difficult times and the
struggle for survival slowed down their creativity but,
nevertheless, they persisted in their endeavors in spite of
the new and not always pleasant conditions.

In the U.S.A. and more so in Canada (not to mention
other countries) Ukrainian art was almost non-existent.
There was only one genial sculptor here, O. Archipenko,
like a solitary oak in the steppe. Thus the arrival of a
number of Ukrainian artists to the U.S.A. was a genuine
epoch in Ukrainian art in emigration. Most of the Ukrain-
ian artists live in New York, Philadelphia, Detroit, and some
in Chicago, and Washington. In New York in 1952, a Union
of Ukrainian Artists of America (Obyednannya Mystsiv
Ukraymtsw Ameryky) (O.M.U.A.) was formed under the

of S. Lytvynenko, then S. , and finally
M. Chereshnovsky. Thus fnr the O.M.U.A. has organized
many exhibitions of very high standards, for example, “The
Exhibition of Ukrainian Art” in Detroit, in 1960, which was
on a world scale, with 78 famous artists participating. The
O.M.U.A. sponsors the Association of Young Ukrainian Ar-
tists of various trends who have acquired their education
in various art schools of the U.S.A.

Ukrainian architecture in the U.S.A. entails primarily
church building. The early emigration brought with it the
traditions of wooden building of churches and endeavored
to instill them in the new countries. There were no profes-
sional Ukrainian builders therefore churches were built
either by amateurs or by non-Ukrainians. This is why the
early church buildings were inorganical conglomerates of
various styles, with no synthesis. Nevertheless, there are
some Orthodox and Catholic churches that deserve to be
noted: The Saints Peter and Paul in Jersey City, The Holy
Trinity in Youngstown, St. Nicholas in Ford City, The Saints
Peter and Paul in Mount Carmel, and others. Of the later
churches: Christ-King in Philadelphia, The Immaculate
Concepnon of Hamtramck, Michigan, Cyril and Methodius

enn., in the h in
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Bound Brook, New Jersey, and the Catholic Cathedral in
Philadelphia. In the building stage are the churches of St.
George in New York (on Byzantine models), St. Joseph in
Chicago (of a modernistic character), and others.

Serhiy Tymoshenko raised Ukrainian architecture sig-
nificantly with his church projects. Volodymyr Sichynsky
who arrived with the wave of emigration, accomplished
series of church projects in the U.S.A., particularly in Hart-
ford, Connecticut and the Holy Trinity in Newark. Oleksa
Povstenko (1902-1973), who accomplished the building of
many school projects, libraries, and clubs in Ukraine, has
become an architectural theoretician in the U.S.A. Yevhen
Blakytny (born 1914) displayed a tremendous talent with
his church-monument project in Germany — a synthesis
of wooden architecture with modern features. Unfortun-
ately, he is not active in the U.S.A.

Of architects of the younger generation in the U.S.A.
mention should be made of Yaroslav Sichynsky, Apolinariy
Osadtsa, Myroslav Nimtsiv, among others, who enriched
Ukrainian architecture through their projects of huge mod-
ern buildings.

As regards sculpture in the U.S.A,, for decades it saw
the productivity of the famous Aleksander Archipenko
(1887-1964), a unique figure not only in Ukrainian, but in
world sculpture as well. Archipenko studied first at the
Art School in Kiev, then in Moscow. In 1908 he went to
Paris to continue studies in sculpture but soon abandoned
them, having become an irreconcilable opponent of the
genial Rodin. From that time on Archipenko worked on his
own adapting elements of archaic art for his base. In 1910
he participated in the exhibitions at Berlin and the Hague,
and in 1912 opened his own school.

Archipenko brought new esthetic elements into sculp-
ture — the modelling of space, the deepening of forms and
transparence, and when he went so far as to adapt Picas-
s0's and Braque’s Cubism he led sculpture out on a totally
new path. Having combined sculpture with painting, Ar-
chipenko produced a synthesis of a separate branch of Fine
Arts. Some critics accepted this phenomenon with admira-
tion, others — with a relentless protest.

From 1921-1923 Archipenko held his own school in
Berlin and toured all European centres with his works.
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One outstanding critic wrote: “Archipenko has hewed
a new path in European sculpture”.

In 1923 Archipenko arrived in the U.S.A. In 1924 he
produced a picture “Archipentura” — a combination of
painting with space and time. In 1928 he patented a ma-
chine for producing illusions of a colored object, as an
analogy to slow motion in cinamatography. From 1935-
1939, Archipenko held his own school of sculpture in New
York, Woodstock, and Chicago and taught sculpture at the
University of Washington, and, from 1950, in Kansas City.

Archipenko’s creative path is marked with a constant
search for new expression and devices. He drew his inspira-
tion from the Neolithic, Egypt, Assyria, Greece, etc., and
as a result produced “sculpto-painting” in which the color
compliments the relief, and vice versa. In 1936 he invented

1pt i ) —a ion of glass
and plastic — a new esthetic expression of modelling hght
transparence, space and volume.

Archipenko’s creativity is marked with an astonishing
inventiveness, dynamism, an unusual rhythm and synthetic
and laconic form. Archipenko’s creative acquisitions en-
compass over 1,000 works which were exhibited in the
most eminent galleries of the world. He held about 130 of
his own individual exhibitions. The following masterpieces
give an approximate characterization of his works: “Yducha
postat” (“Walking Figure”), “Chorna sydyacha postat”
(“Black Seated Figure”), “Postat u prostori” (“Figure in
Space”), “Maty y dytyna” (“Mother and Child”), “Blakyt-
na tantsurystka” (“The Azure Dancer”), “Madonna”, “Es-
panka” (“Spanish Woman"”), “Arabka” (“Arabian Wom-
an”), “Materynstvo na skelyakh” (“Motherhood on the
Rocks”), “Shekherezada” (“Scheherazade”), “Zhinka pe-
red dzerkalom” (“Women in Front of a Mirror”), “Pry-
yazn” (“Friendship”), “Promin” (“The Ray”), a cycle of
torsos, paintings, and drawings. Of his Ukrainian thematics
the most noteworthy are the following masterpieces “Taras
Shevchenko”, “Ivan Franko”, and “Volodymyr Velyky”.

Serhiy Lytvynenko, who gained fame in Ukraine and
in the refugee period, produced invaluable works in the
U.S.A. in stone and monumental sculpture from 1949-1964.
Of especial value are his busts “Hetmanivna” (“Hetman’s
Daughter”), “V. Krychevsky”, “V. Kubiyovych”, “Y. Ma-
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lanyuk”, “F. Dudko”, “R. Kupchynsky”, “K. Hrynevych”,
“I. Kernytsky”, “M. Ponedilok”, “Druzhyna mystsya” (“Ar-
tist’s Wife"), “Hetman 1. Mazepa”, and others. Deeply psy-
chological and powerful in expression are “Spokiy”
(“Peace”), “Lirnyk” (“Minstrel”), “Nevilnyk” (“Enbond-
aged”), “Ne viddam” (“I'll Not Give it Back”), “Rybalka”
(“Fisherman”), and others. S. Lytvynenko produced many
memorial tombstones in the U.S.A. among which are those
to I. Rakovsky, v Blavatsky and A. L)vy?sky

is i forceful
talent in the U. S A. He was born in the Lemko region in
1911, studied sculpture in the School of Applied Arts in
Cracow, and made his debut with the wood carving “Maty
2 dytynoyu” (“Mother with Child") at the SU.OM. ex-
hibition in Lviv in 1942. As a member of the Ukrainian
Insurgent Army he got to West Germany in 1947 and be-
gan his creative work in a displaced person camp in Mit-
tenwald. At the exhibit “I. Keyvan — M. Chereshnyovsky"”
in 1949 he displayed his powerful talent with the busts “O.
Dansky”, “S. Bandera”, “R. Shukhevych”, and the compo-
sition “Vtecha do Yehyptu” (“Escape to Egypt”), which
with their specific realism and original stylization are re-
miniscent of the sculpture of ancient Egypt. Chereshnyov-
sky almost reached his summit with the busts “Dmytro Don-
tsov”, “Yosyf Hirnyak”, “Portret druzhyny” (“Wife’s Por-
trait”), and others, which are striking in their remarkable
grasp of physical and spiritual features, especially, in their
specific originality. Such characteristics are evident in his
“Madonna na osli” (“Madonna on the Donkey”), “Madonna
navkolishkakh” (“Madonna on Her Knees”), ‘Madonna-
Ryativnytsya” (“Madonna-Savior”), and others. Of especial
value are Chereshnyovsky’s monumental works, in parti-
cular “Pamyatnyk heroyam” (“Memorial to the Heroes”),
the memorials to Lesya Ukrainka in Cleveland and To-
ronto, and the memorial to Oleh Olzhych in Leighton,
near Philadelphia. They are outstanding in their monu-
mental approach, their perfect composition and depth of
spirituality.

Petro K is another sculptor in
the U.S.A. His best works are: “Za volyu Ukrayiny” (“For
the Freedom of Ukraine”), “Duma” (“Historical Ballad”),
“Rozstannya” (“Parting”), “Honchar”, “Vtracheni nadiyi”
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(“Lost Hopes”), “Koshovy Sirko” (“Leader Sirko”), “Bla-
hoslovinnya” (“Blessing”), “Muzyka” (“Music”), ete. All
of these are unusually persuasive and original.

Valentyn Simyantsev developed his artistic language
on the basis of Realism. Highly artistic are his works “Gen.
“Gen. B. Paliy-Neyilo”, “Portret syna”
t"), “Pres. A. Shtefan”, “Krutam” (“In Hon-
or of Kruty”), “Molytva” (“Prayer”), “Smutok” (“Sor-

w').

Andriy Darahan is particularly well-known on this con-
tinent. He was born in Ukraine in 1902 and completed his
studies in sculpture in the Kharkiv Art Institute. In Ukraine,
he produced a number of architectural decorations and
memorials. In West Germany, he produced a number of
figural compositions and monumental heads, which are
found in private collections in West Germany and France.
On the ion of the y of T.
Shevchenko's death, A. Darahan accomplished the memorial
in honor of the poet which was erected on the Manitoba
Legislature Grounds in Winnipeg.

Yaroslav Paladiy (1910-1977) from Bukovyna also
worked in the field of sculpture. His perfect techniques of
accomplishment are evident in his works “Zadumany”
(“Meditating”), “Portret druzhyny” (“Wife's Portrait”),
“Avtoportret” (“Selfportrait”), and his memorial project
honoring Hetman I. Mazepa.

Of the young generation of sculptors in the U.S.A. are
1. Bukoyemsky, O. Hromych, M. Urban, R. Vasylyshyn-
Harmash, and others, who are presently in the stage of de-
veloping their artistic expression.

Most of the Ukrainian artists in the U.S.A. work in
the fields of painting and graphic arts. Many of them have
enriched Ukrainian art with works of world significance.
The well-k Osinchuk ac-
complished murals in two churches in Canada. M. Anas-
tazievsky created a series of holiday cards with Ukrainian
motifs. Irena Shukhevych produced the paintings “Khresh-
chennya v Yordani” (“Baptism in the Jordan”), “Knya-
hynya Olha” (“Princess Olha”), and “Volodymyr Velyky”.
M. Stefanovych-Olshansky created a composition dealing
with the old princely thematics. Olha Dyadynuk (born
1903) produced a series of compositions in the spirit of old
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Ukrainian iconography: “Legendy pro sv. Yura” (“Legends
About St. George”), “Knyahynya Olha” (“Princess Olha”),
“Plach Yaroslavny” (“Yaroslavna’s Lament”), “Knyazhi
lovy” (“Prince Hunts”), and others.

Unusually prolific in the US.A., particularly in
graphic arts, is Mykola Butovych He has enriched Ukrmn~
ian art with such : “Zevevs vidpo
(“Zeus Rests”), “Lisovyky posvarylys" ("The Forest Spu‘-
its Had an “The
Zaporozhian Kozak and the Beauty” "Shchedryk“ (“New
Year'’s Carol”), “Ivasyk-Telesyk”, “Skomorokhy” (‘“Jes-
ters”), and others. Of his oil paintings are: “Yarylo”, “Ka-
push-zhenokrad” (“Kapush — The Lady Stealer”), “Vidma
na bursakovi” (“Witch on the Student”), “Poyedynok
pryanykiv” (“The Dual of the Gingerbread Men”), “Tam
Handzya bula” (“Handzya Was There”), “Try braty Azov-
ski” (“Three Brothers of Azov”), “Kozaka nesut” “Carry-
ing the Kozak”), and many like these. Butovych also com-
posed a number of remarkably original costume projects.

Petro Mehyk occupies one of the leading positions in
Ukrainian art in the U.SA. He began laying the way to
this position still in Warsaw and crystalized his own spec-
ific art language, his own style, long ago. (This has been
aforementioned.) In Philadelphia, Mehyk produced a num-
ber of very valuable works in oil, tempera, casein, sanguine,
coal, and pencil. The most outstanding of his works of this
period are: “Stary emigrant” (“Old Emigrant”), “Holova
selyanyna” (‘“Peasant’s Head”), ivehyna v bilomu”
(“Girl in White”), “Bilya vikna” (“Near the Window"),
“Rozpyattya” (“Crucifixion”), and a cycle of still life paint-
ings. He is also the author of a number of inlaid works, as:
“Yepyskopsky khrest” (“Bishop’s Cross”), “Panahiya”
(“All Saints”).

Of particular merit, also, is the fact that P. Mehyk
founded the Ukrainian Art Studio in Philadelphia to which
he has been devoted for over 2 years. P. Mehyk heads
the OM.U.A. in Philadelphia and has always been the
chiefs editor of the journal “Notatok z mystetstva” (‘“Notes
from Art”).

Petro Kholodny (Jr.) is the author of a number of
works in oil, tempera, and other techniques. Especially
noteworthy are his works: “Dvi divchyny” (“Two Girls”),
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“Vesna” (“Spring”), “Osin” (“Autumn”), “Kvity” (“Flow-
ers”), “Tsykady” (“Cicadas”), and a series of still life
paintings. His book art is very original and full of sym-
bolism, as H. Livytsky-Kholodny’s “Shlyakh veletnya”
(“The Giant’s Path”), V. Vynnychenko’s “Sonyachna ma-
shyna” (“Solar Machine"), and the like. For many years
he has illustrated the children’s magazine “Veselka” (“The
Rainbow”).

Petro Andrusiv (1905-1981), a former Warsaw student,
is known widely for his painting and graphic arts. He was
born in the Lviv area. In 1905 he completed the Warsaw
Academy and pedagogy. In 1920-1930 he illustrated the
children’s publications (in Lviv) “Svit dytyny” (“The
Child’s World”), “Nash pryyatel” (“Our Friend”), “Dazvi-
nochok” (“The Little Bell”), and O. Lototsky’s “Knyazha
slava” (“Princely Glory”). He was the first Ukrainian
painter to arrive in the U.S.A.; he settled in Philadelphia
in 1947. The most valuable of his oil paintings are: “Knya-
zhychi” (“Prince’s Sons”), “Knyazhy pyr” (“Princely Ban-
quet”), “Svatannya Anny Yaroslavny” (“The Courtship of
Anna Yaroslavna”), “Zyizd knyaziv” (“Princes’ Conven-
tion”), “Knyaz Thor” (“Prince Ihor”), “Knyazha prystan
u Kyyevi” (“Prince Harbor in Kiev”), and on Kozak
themes: “Zustrich I. Mazepy z K. Hordiyenkom” (“The
Meeting of I. Mazepa and K. Hordiyenko”), “Hetman I.
Mazepa”, “Pid Korsunem” (“Near Korsun”), “Bayda”,
“Bohun" and others. Andmw is the author of numerous

of children’s i He also painted the
church in Frankford, Philadelphia. Andrusiv’s works are
marked with a realism of an original character.

Volodymyr Balyas (1906-1980) was one of the most pro-
lific Ukrainian graphic artists at the Academy of Arts in
‘Warsaw. Still as a student he produced the placards “Bal v
Akademiyi Mystetstv" (“The Ball at the Academy of Arts”),

(“The ian Kozak Be-
yond the D-nube"), and others. His powerful talent is evi-
dent in his original stylization and bold colors. In 1936 he
especially displayed his talent in his remarkable cycle of
woodcuts from Bulgaria. In writing about these, P. Kovzhun
noted: “...bending the works of Balyas to some style or
trend cannot be done at this time. Balyas is contemporary.
Balyss is a style in itself”. After Kovzhun's death, M. Ho-
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lubets wrote: “The mace of Ukrainian graphic arts which
was held by Pavlo Kozhun was worthily taken over by Vo-
lodymyr Balyas”.

Until the war (1939) Balyas worked in Lviv in the
field of commercial art for various businesses. During the
first Bolshevik occupation (1939-1941) he was branded as
a “formalist”. During the Second World War, at the time
of the German occupation, he was a professor of graphic
arts at the Post-Secondary Art Studio. At this time he
worked on a series of books for “Ukrayinske Vydavnytstvo”
(“The Ukrainian Publishing House”). In this field Balyas
showed his masterfulness in his control of the surface, in
his clarity and precision of composition, and in his origin-
ality in the script. In the refugee period he composed “U
nich Ivana Kupala” (“St. John's Eve”), “Smert lehinya”
(“Death of a Boy”), and others, that are valuable in their
profound dramatics and graphic conceptions. In constant
search for new artistic “truths”, Balyas underwent a tre-
mendous evolution, particularly in the U.S.A. and Mexico
in the 1970’s, and finally arrived almost at the borders of
extreme Modernism — his own specific Expressionism.
Evidence to this are his linocuts: “Borotba kohutiv” (“Cock
Fight”), “Syroty” (“The Orphans”), “Ikar” (“Icarus”),
“Samitnya fihura” (“Solitary Figure”), “Sliptsi” (“Blind
Men"), “Pyani zhebraky” (“Drunk Beggars"), “Veseli mas-
ky” (“Happy Masks"), and others. All are characterised by
& deep psychology and the internal conflict of the artist.
Balyas revealed his talents also in paper sculpture and in
mosaics. In Canada he worked on murals as well. (This
is discussed below.) Many favorable reviews have been
written on the works of Balyas.

Yakiv Hnizdovsky is the youngest of the “Warsaw
group”. He was born in 1915. He studied in Warsaw for ten
years and completed his studies in Zagreb, Croatia. He
began his debut as a displaced person in Germany with the
following works: “Druhy semestr” (“The Second Semes-
ter”), “Vtikachi” (“The Escapees”), “Starets” (“Old Man”),
and the wood engravings “Molytva” (“Prayer”), “Pered
spannyam” (“Before Sleep”), “Ubohy” (“Wretched”), “Mo-
lodist i starist” (“Youth and Old Age”). These particular
works captured the attention of critics with their quality
of compositional capability and mastery in technique. In
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this stage of his evolution, Hnizdovsky illustrated many
publications — books, journals, calendars, and a series of
documents and placards. His early graphic works were re-
miniscent of those of Altdorfer or Aldegraver and the book
illustrations of the traditions of the old written texts and
manuseripts of the sixteenth and seventeenth centuries.

In the U.S.A. Hnizdovsky began to experiment and to
contradict his early works, as a result he created his own
original style which could be labeled as Modern Realism.
Some critics see the spirit of Surrealism in him, others —
the spirit of synthetic Realism, etc. — Nevertheless, Hniz-
dovsky's work is truly an original stylistic phenomenon.

From 1956-1958 Hnizdovsky worked in Paris. His cycle
of the Paris “Metro” received a most favorable response
from the French critics. Hnizdovsky acquired world fame
with his woodcuts of animals and plants, as “The Ewe”,
“Two Rams”, “Flock of Sheep”, “Pelican”, “Turtle”, “Zel
ra”, “Black Swan”, “Leafless Tree”, “Corn”, “Sunflower”,
“Cabbage”, “Tulips”, “Wheat Field”, etc. Basically, these
works are realistic, but they are in a remarkably original
style, often with the character of decorative ornamentation.
They captivate their audience with their unusually precise
technical accomplishment.

Bohdan Domanyk (born 1914), an artist of a refined
culture, is also of the Warsaw Academy. His landscapes, as
“Osinniy peyzazh” (“Autumn Landscape”), etc., are rich
in shade and color.

The most distinguished figure among the Ukrainian
artists (first in Lviv, then as a displaced person, and finally
in the US.A.) is Edward Kozak (Eko). He continuously
edits the humorous newspaper “Lys Mykyta”, with unequal-
led caricatures and humorous texts. E. Kozak also illus-
trates the children’s magazine “Veselka” (“The Rainbow”).
His greatest achievement is the album of postcards “Eko”,
“Sorochynsky Yarmarok” (“Sorochynsky Fair”), “Kolo-
myyky"”, “U 50-ty ricchya USS” (“In the 50th Anniversary
of the USS"), and particularly “Hryts Zozulya”, which is an
unequalled masterpiece of its kind. His illustrations and
work on I. Franko's “Lys Mykyta” are congenial. E. Kozak
also is successful in painting.

Mykhaylo Moroz is widely known for his landscapes,
which are genuine colorful poems: “Zakhid sontsya” (“Sun-
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set”), “Osin” (“Autumn”), “Potik” (“Stream”), “Rika
Ezop” (“River Aesop”), “Vodospad z Kanady” (“Water-
fall in Canada”). Moroz works in other genres of art also.
Svyatoslav Hordynsky is one of the greatest author-
ities on Ukrainian art. In the U.S.A. he dedicated himself
to monumental painting and painted many churches, icons
and iconostases. The most noteworthy is the Academy of
St. Basil the Great and the Monastery of Missionaries in
Stamford, St. Volodymyr in Elizabeth, St. John in Johns-
town, St. Volodymyr in Embridge, St. Nicholas in Ford
City, and particularly the mosaics at the St. Sophia Cathed-
ral in Rome. Hordynsky’s murals are based on the tradi-
tions of the Ukrainian Byzantine passing through the prism
of the artist’s original interpretation. Hordynsky is a diver-
s:ﬁed talent. He is the author of a number of works on art:
(e — The Painter”),

“Pavlc Kozhun”, "Kruk Plvlos -Mukhyn”, and others. Re-
cently he has written a monumental work “Ukrayinska iko-
na 12-18 storich” (“The Ukrainian Icon 12-18 Centuries”).
is also a distingui poet, and liter-

ary critic.

Of the former students of O. Novakivsky, who contri-
buted significantly to art in the U.S.A., are: Stepan Lutsyk,
Antin Malyutsa, Leonid Papara, and others.

Myroslav Radysh (1910-1956) has a unique position
in Ukrainian Art, having emerged as a remarkable designer.
He accomplished the designs of the performances under the
direction of V. Blavatsky in the Ukrainian Opera Theatre
in Lviv, 1941 to 1944. Of especial note was his work on
“Carmen”, “Madame Butterfly”, “Traviata”, “Faust”, “Ham-
let”, and others. As a displaced person Radysh designed
V. Blavatsky's staging of ,Myna Mazaylo” and “Narodniy
Malakhiy” (“The People’s Malakhiy”), by M. Kulish, “Vo-
roh” (“Enemy”) by Y. Kosach, and others. Of his easel
paintings the most valuable are: “Lvivsky Paryzh” (“The
Lviv Paris”), “Vyd na sv. Yur” (“View of St. George’s"),
“Pislya bombarduvannya” (“After the Bombardment”),
“Buduyut shlyaky” (“Building Roads”), “Nad rikoyu” (“By
the River”), and others. These are often characterized by
an Expressionistic form and by Impressionistic colors. In
New York he designed a few of Y. Hirnyak’s performances
and had his own painting studio.
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Emphasis must be placed on the notable artists-con-
tinuators of the “Great Tradition”, i.e., the students of the
former Academy of Arts in Kiev which was so very active
during the period of the Ukrainian National Republic. (The
Russian Bolshevik government changed the name of the
academy to “Art Institute”). Many artists, who achieved
distinguished positions in Ukraine and are now enriching
Ukrainian art in the U.S.A., came out of this Academy.

The most distinguished of these is Vasyl Krychevsky
(Jr.), the son of the famous Vasyl. He was born in 1801
in Kharkiv, completed the Academy of Arts in Kiev in 1923
and worked as a pedagogue at the Industrial Art School in
Kiev, and also was O. Dovzhenko's co-worker in cinemato-
graphy. He accomplished 16 films. Krychevsky worked also
in book art. Especially noteworthy is his album “Donbas”.
His easel paintings are his most valuable works, many ac-
complished in Ukraine, and many in California. Partic-
ularly impressive is the unequalled coloring, light-and-
shadow effects, and technical mastery of his landscapes:
“Richka Pslo” (“The Pslo River”), “Pislya buri” (“After
the Wind Storm”), “Karpaty” (“The Carpathian Moun-
tains”), “Kyyiv z-za Dnipra” (“Kiev Beyond the Dnieper”),
“Kyyivska Lavra” (“The Kievan Cave Monastery”), “Nad
Dniprom” (“By the Dnieper”), ‘“Poltavshchyna” (“The
Poltava Region”), “Khmary v stepu” (“The Clouds in the
Steppe”), “Sontse sidaye” (“Sunset”), “Vechir na mori”
(“Evening on the Sea”), “Hora sv. Oleny” (“Mount St.
Helen”), and others. Krychevsky is a lyricist-optimist as
is clearly reflected in each of his paintings. This artist is
an unequalled master of the sky and clouds and in this
genre he, probably, has no rival. He is a Realist, but an es-
sentially Ukrainian Realist for he evolved in a broad en-
vironment of Ukrainian art. Krychevsky died in 1978.

The famous Krychevsky “dynasty” is continued by his
daughter Kateryna Krychevsky-Rosandich. Her talents were
formed in the family environment, then she completed her
studies at the She her-
self particularly to the landscape with water (rivers, lakes,
oceans), and reached mastery in the water color paintings:

stan v San Frantsisko” (“Harbor in San Francisco”),
“Monterey”, “Stare Chicago” (“Old Chicago”), “Paryzh
nad Senoyu” (“Paris on the Seine”), “Venetsiya” (“Ve-
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nice”), “Gondoli” (“Gondolas”), “Tykhy ranok” (“Calm
Morning”), etc., and on Ukrainian themes: “Kyyiv z Dnip-
ra” (“Kiev from the Dnieper”), “Kaniv”, “Vesna v Kar-
patakh” (“Spring in the Carpathians”). These are all im-
bibed with lyricism, colorful expression, and a tempestu-
ous temperament. Kateryna is able to transmit her concept
of water, especially its depths, laconically. Her works are
realistic, but original throughout.

Of special note is Mykhaylo Dmytrenko, one of the
most prolific and most popular artists in our Diaspora. He
was born in 1908 in Lokhvytsya, the Poltava region. He
studied painting at the Industrial Arts Professional School
and later completed the Art Institute in Kiev. He was a
favored student of Fedor Krychevsky and after completing
his studies became his assistant and, finally, a lecturer at
the Art Department. In 1939 Dmytrenko arrived in Lviv
as an organizer of the Union of Soviet Artists of Ukraine
and remained there following the Bolshevik escape in 1941.
He became one of the most active organizers of S.U.0.M.
and displayed his broad, creative diapason, and boldness
and scope in his works at the S.U.O.M. exhibits in Lviv
from 1941-1944. The works that gave him immediate atten-
tion were: “Divchata z Zalishchyk” (“Girls from Zalish-
chyk”), “Hutsulka” (“Hutsul Woman”), “Gazda Vasyl Leb-
yak z Horodnytsi” (“Master Vasyl Lebyak from Horod-
nytsya”), the composition “Pisnya” (“Song”), a series of
women's portraits and costume projects.

As a displaced person in Germany, Dmytrenko was the
soul of Ukrainian art — the co-founder and secretary of
U.S.0.M, the organizer of “Ukrainian Culture Work”, and
co-editor of the journal “Ukrayinske Mystetstvo” (“Ukrain-
ian Art”).

In 1950 he arrived in Canada; since 1960 he lives in
Detroit. Dmytrenko’s talent is revealed primarily in wom-
en’s portraits: “Marusya Bek”, “Ilza Hrushka”, “Zhinka
z vakhlyarem” (“Woman With Fan"”), “Zhinka v turbani”
(“Woman in Turban”), “Divchyna z holubom” (“Girl With
a Dove”), “Zhnyva” (“Harvest”), and also numerous others
that belong to the best acquisitions of portrait art as regards
the quality of compositional accord, unsurpassed harmony,
rthythm, and pleasant color. This is seen also in his por-
traits of his sons, Orest and Mark, and in the composition
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“Svidok slavy” (“The Witness of Glory"), “Ranok” (“Morn-
ing”), and “Tysyacha devyatsot trydtsyat tretiy” (“One
Thousand Nine Hundred Th)rty Thu‘d") The other illustri-
ous field of Di is paint-
ing. Still during the German occupation of Ukraine, Dmyt-
renko had accomplished mural projects in the church in
Horodka, near Lviv. In Canada, too, he produced a series
of religious works, and in the U.S.A. he revealed his talent
completely. Of special value are his following works: the
giant project of mosaics “Epizody z zhyttya o. Gabriyelya
Richarda” (“Episodes from the Life of Father Gabriel Rich-
ard”), 14 projects “Khresnoyi dorohy” (“Road to Cavalry”)
for the St. Andrew Church in Detroit, and 30 projects of
mosaics and stained glass windows for the St. Columbus
Church in Youngstown, Ohio. The height of his creativity
is his mural painting in the church N.E.P. Virgin Mary in

isting of 53 large itions and 20 or-
namentation motifs. This is a brilliant synthesis of elements
from the Byzantine, Ukrainian Baroque, and folk motifs,
that portrays Dmytrenko’s original style. As an excellent
graphic artist, Dmytrenko accomplished numerous works
of Ukrainian writers, children’s publications, placards, com-
mercial logos, and postage stamps.

There are other artists, who were former students
from the Academy of Art and Art Institute in Kiev, that
work in the U.S.A. Some of these are Dmytro Potorka
(1897-1962), Lyudmyla Moroziv (born 1907), Mykola
Shramrenko (1909-1968) and Oleksa Bulavytsky (born
1916), a gifted artist of beautiful portraits, landscapes, and
still life paintings.

Of the “Cracow group” of artists, Maria Harasovsky-
Dachyshyn is the most productive in the U.S.A. She suc-
cessfully completed the Academy of Arts in Cracow and
pedagogy, and also the Institute of Commercial Arts in
Katovytsi. Her birthplace is Stary Sambir. Her early paint-
ings already brought her recognition at exhibitions: “Tser-
kva u Verbizhi” (“Church in Verbizh”), “Svyata Varvara”
(“St. Barbara”), “Moye ulublene mistse” (“My Beloved
Place”), “Samota” (“Solitude”), and others.

After her arrival in Chicago, Maria created a number
of compositional portraits as “Hetman I. Mazepa”, “Ukra-
yinska narodnya tvorchist”, (“Ukrainian Folk Creativity"),
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and “Hutsulka” (“Hutsul Woman”). She also produced
many landscapes from the U.S.A. and Europe. The best
are: “Krayevyd iz Colorado” (“Landscape from Colorado”),
“Povin” (“Flood”), “Sim zamkiv” (“Seven Strongholds”),
“Dub u zymi” (“Oak in Winter”), “Tsarska hora v Devya-
tyni” (“Tsar Mountain in Devyatyn”), “Bosnia”, and others,
with features of Impressionism prevailing.

Myron Bilynsky (born 1914) studied painting and
graphic arts at the Cracow Academy and gained recogni-
tion for his woodcuts “Hutsulka” (“Hutsul Woman”),
“Ukrayinska tserkva” (“Ukrainian Church”), “Tserkva
v Karpatakh” (“Church in the Carpathians”), and “Holova
divchyny” (“Girl's Head”), which are very valuable in
their technical mastery. His oil and water color paintings
“Divchynka” (“Girl”), “Verby” (“Willows”), “Sonyash-
nyky” (“Sunflowers”), “Doroha” (“Road”), and others,
show his unusual mastery of shades. Besides this, Bilynsky
is a talented graphic artist.

Mykhaylo Mykhalevych is the most distinguished re-
presentative of the “Prague group” of artists. He was born
in 1906 in Kiev. He completed the Faculty of Labor at the
Kievan Art Institute, and then completed the Industrial
Arts School in Prague and specialized in graphic arts at
the Prague Academy of Arts. He was a des:gner of various

i in C: ian Ukraine.
are his linocuts: “Symon Petlura”, “Yevhen Konovalets”,
etc. He emerged as an excellent illustrator of children's
publications in Prague, Carpathian Ukraine, Germany, and
the US.A.

Myroslav Hryhoriyiv (born 1911) completed the
Ulainian Plastic Studio in Prague. As a talented graphic

t-il he i a number of
in Prague, Lviv, and the U.S.A. Of special merit is “Pry-
hody Sirka Klapovukhoho” (“The Adventures of Sirko Kla-
povukha”) by S. Ryndyk.

Roman Pachovsky (1911-1968), son of the poet Vasyl
Pachovsky, studied in Prague and at the National Academy
in New York. He attained popularity with his compositions
from Kozak themes “Zaporozhtsi pid Kafoyu” (“The Za-
porozhian Kozaks Near Kafa”), “Duma pro buryu na Chor-
nomu mori” (“Historical Ballad About the Squall on the
Black Sea”), “Duma pro tryokh brativ Ozivskykh” (“His-
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torical Ballad About the Three Brothers of Azov”), “Duma
pro Samiyla Kishku” (“Historical Ballad about Samiylo
Kishka”), “Bytva pid Poltavoyu” (“Battle Near Poltava”),
and others.

Borys Pachovsky (born 1931) became popular with his
interesting woodcuts “Molytva” (“Prayer”), “Rybalky”
(“Fishermen”), “Kharon”, and others.

Lyubomyr Kuzma (born 1913) studied painting in
Lviv and Warsaw and emerged as one of the few artists
working in the field of encaustic painting. Valuable are:
“Portret Materi” (“Portrait of Mother”), “Portret Dru-
zhyny” (“Wife's Portrait”), “Avioportret” (“Selfportrait”),
“Dyki kachky y vodni lileyi” (“Wild Ducks and Water
Lilies”), “Misyachna nich” (“Moonlit Night”), and others,
with a specific originality which can be classified as syn-
thetic Realism. He is also the author of valuable essays
on art.

Lyuboslav Hutsalyuk (born 1923) completed his studies
at the United School of Arts in New York. From Abstrac-
tionism Hutsalyuk underwent an evolution (through Ex-
pressionism) to an original Realism. Disregarding three-
dimensionalism, he depicts objects colorfully. Hutsalyuk
is primarily an urban and landscape artist. Especially in-
teresting are: “Paryzky peyzazh” (“Paris Landscape”),
“Chorni i chervoni domy” (“Black and Red Homes”), “Es-
pansky peyzazh” (Spanish Landscape”), “Paryzki zavulky”
(“Paris Lanes”), and “Mist Venetsiyi” (Bridge in Ven-
ice”). Of interest also are his portraits of M. Andriyenka-
Nechytaylo and Vadym Lesych. Hutsalyuk is a completely
original artist with a bright future.

Bohdan Bozhemsky (born 1923) worked, firstly, as a
graphic and engraving artist. He devoted himself primarily
to the ethnography of the Hutsul region as apparent from
his works “Hutsulske podruzhzhya (“Hutsul Wedding”),
“Hutsuly v tserkvi” (“Hutsuls in Church”), “Divchata pid
dzvinytseyu” (“Girls By the Belfry”), and “Trembitar”
(“Trembita Player”). He also works on flora and animal
themes; these are realistic with a modernistic stylization;
“Sunflowers”, “Willows”, “Spruces”, “Corn”, “Flowering
Apple Trees”, “Owl”, “Eagle”, “Kitten”, and “Rooster”.

Yuriy Soloviy (born 1024) studied painting at the
Post-Secondary Fine Arts Studio in Lviv. His early works
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“Kozak-Mamay”, “Hutsulka” (“Hutsul Woman”), and
others contain features of Renhsm In the U SA however,
he extreme as in “ dy-
vo” (“The Cosmic Wonder”), and eventually approached
art in a philosophical manner, as in “Bozhe, de Ty, miy
Tvorche?” (“Lord, Where Art Thou, My Creator?”). Later
Soloviy creates the siogan “Symbolistic Emblematics”
“Syniy son” (“Blue Dream”), “Evropa z synim bykom”
(“Europe with a Blue Bull”), and “Lyandshaft mertvykh”
(“Landshaft of the Dead”). Finally he turned to religious
themes; the following works are impressive in their brilli-
nm originality: “Rizdvo” (“Christmas”), “Rozpyattyn
) g"), “Piy

(”Plety"), “Protsesiya” (“Procession”), and others Sulo-
viy is also an author of many essays on art.

In Philadelphia, Natalia Stefaniv (born 1904) is an
active artist in painting and ceramics. Some of her paintings
are: “Stara tserkva” (“Old Church”), “Shkolyarka”
(“School Girl”), and “Hirski kvity” (“Mountain Flowers”).
Some of her ceramic works are: “Vase” and “Mixing Bowl”.

There are many young Ukrainian artists in the U.S.A.
who acquired their education in various American art
schools (particularly in the Art Studio in Philadelphia
which is of the same level as an art academy). Many of
these participate in various exhibitions and a few have
already shown their originality and specifics in various
branches of painting, graphic arts, silk screening, ceramics,
etc. Slava Gerulyak works in various types of painting
and also in ceramic statuettes with originally stylized forms
and colors. She also illustrates Ukrainian publications. Ste-
pan Rozhok is unusually prolific. His works are very orig-
inal and specific: “Zhinochy portret” (“Portrait of a Wom-
an”), ,Pryyatel” (“Friend”), “Utomlena” (“Weary”), “Ma-
ty” (“Mother”), “Molytva” (“Prayer”), “Verba” (“Wil-
low”), ete. Vasyl Doroshenko works in the field of book
graphic arts, postage stamps (“Petro Doroshenko”), post-
cards, printing and publication logos, and in engraving arts.
His linocut “Osin” (“Autumn”) is accomplished with an
unusual precision.

A bright artistic future is foreseen for the young fe-
male artists working in the fields of oil and water color
paintings, woodcuts, lithography, acrylic, coal and pencil
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drawings, etc. They have thus far produced .many works
of high quality. The most noteworthy are P. Lychakovsky-
Armstrong, N. Klymovsky, Kh. Zelinsky, O. Moshynsky,
I Bukoyemsky, I. Petrenko-Fedyshyn, A. Olensky-Petry-
shyn, S. Lada-Zubar, N. Somko, N. Pohrebynsky, S. Bilyn-
ska, and others.

Other talented and original artists who work in the
field of painting, graphic arts, various engraving arts, and
1 are: P. V H, h, T. Venhrynovy
R. Olkhovetsky, P. Kosyk, P. Hromnytsky, K. Mazur, Z.
Onyshkevych, H. Dotsenko, A. Kolomyets, T. Shepko, M.
Nimets, B. Pevny, and others. Not many of these base their
works on Classical examples, rather, most follow modern
trends. Not one of them has formulated his own artistic

language; many are still in the experimental stage.

In Canada, Ukrainian art (especially painting, graphic
arts, and sculpture) developed only after the Second World
War. Architecture developed much earlier in the building
of Ukrainian churches with the arrival of the first Ukrain-
ian settlers in the 1890’s The first church buildings, how-
ever, were far from the requirements of architecture. There
were no architects among the first pioneers, nor financial
means. Churches were built by village carpenters who en-
deavored to transmit models of the wooden churches at
home. Usually these were similar to houses, with the ad-
dition of one or two domes connected to the corpus. In some
places, however, there were churches built that had some
similarities to the beautiful churches in Ukraine.

Brick building of Ukrainian churches began to develop
in Canada before the First World War. The most note-
worthy of these is the Church of the Mother of God in
Yorkton, Saskatchewan, built in 1914, and the church pro-
jects by Father Philip Ruh: St. Josaphat's in West Toronto,
‘Assumption of the Virgin Mary in Portage la Prairie, St.
George’s in Saskatoon, St. Josaphat’s Cathedral in Edmon-
ton, St. John the Baptist (“The Cathedral of the Steppe”),
and others. All are based on Byzantino-Romanesque models.
Mention should be made also of the churches: Sts. Volo-
dymyr and Olha in Windsor, St. Nicholas and St. Volody-
myr in Toronto, Sts. Volodymyr and Olha in Winnipeg,
etc. But the most noteworthy of the churches in Canada
are: the Orthodox Cathedral of St. John the Baptist in
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Edmonton and the Holy Trinity in Vancouver (both S.
Tymoshenko’s projects), the Orthodox Church in Sask-
atoon, and particularly the St. Sophia in Montreal — pro-
ject by V. Sichynsky (The National Home in Montreal is
also his project.).

In the recent decades Ukrainian architecture in Canada
was much enriched by refugee architects, particularly: My-
kola Flyak (1899-1973), who completed his studies in ar-
chitecture in Danzig. He first worked in Poland (Torun,
Laskowice), and during the German occupation was the
director of the Building Lyceum in Kolomya. From 1950
he accomplished many church projects and other buildings
in Canada. The most notable are the Church of the Assump-
tion of the Virgin Mary in Calgary, St. George's in New
‘Westminster, British Columbia, churches in Two Hills and
Innisfree, Alberta, and others, which have features of the
early Byzantino-Romanesque within modern construction
and with new building materials.

Yuriy Kodak (son of the writer S. Vasylchenko) is an
outstanding architectural talent. He bases his style on the
traditions of the Kozak Baroque. His church projects St.
Basil the Great in Lachine, Quebec, in Toronto, and the
U.S.A. are marked by a particular monumentalism and
originality.

Yevhen Gren accomplished church projects on the basis
of ancient i of wooden
This, in combination with modern trends, results in a syn-
thesis of a Modern Ukrainian style. Illustrative of this are
his church projects in Guelph, Ontario, the Blessed Virgin
Mary in Toronto, etc. Gren is an erudite of styles and an
author of many works.

Radoslav Zhuk (horn in 1931) occupies a prominent

position in Ukrainian in Canada.
his studies in architecture at the McGill Umversny in Mon-
treal and them at the T Institute in

Boston. He has been distinguished by a number of awards
at architectural competitions in Calgary, Montreal, and Ot-
tawa. He was a lecturer at the Boston Architectural Centre,
then — an assistant professor, and finally, professor at the
School of Architecture at the University of Manitoba
Zhuk worked on projects for Port Cartier in Quebec, on
the Musical Centre in the Laurentians, the City Hall in Ot-
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tawa, etc. Of his church projects the most noteworthy are:
St. John the Baptist in Montreal, St. Michael’s in Tyndal,
Manitoba, the Holy Family and St. Joseph's in Winnipeg,
the Holy Eucharist in Toronto, and many others. Although
Zhuk’s church projects are based on Ukrainian traditions,
they are definitely modern. He created modern forms of
Ukrainian architecture combining them with world archi-
tecture.

L. Pentsak has also emerged in church projects in Ca-
nada. He works on the problems of construction under Ca-
nadian conditions.

There was no Ukrainian sculpture in Canada in the
period of the early settlements because there was no at-

ive to such a Only applied
carving prevailed (of iconostases, altars, ciboria) of an
artisan character. Iconostases of high artistic quality came
to the fore after the Second World War with the arrival
of the refugee artists. The iconostasis at St. Volodymyr's
Church in Toronto was accomplished by V. Balyas and T.
Kubarsky in Kozak Baroque. V. Dobrolige accomplished
the iconostasis for the St. John's Cathedral in Edmonton,
and I. Denysenko for the St. Josaphat's Cathedral in Ed-
monton. Other artists also added to the art of iconostases
and various works of church sculpture.

A genuine work of sculpture is Andriy Darahan’s mem-
orial to Taras Shevchenko at the Manitoba Legislature
Grounds. This was accomplished in 1961 under the au-
spices of the Ukrainian Canadian Committee on the 100th
Anniversary of the poet’s death. It can be said that this
remarkable event started a definite epoch in Ukrainian
sculpture in Canada.

The most popular Ukrainian sculptor in Canada is Lev
Molodoshanyn (Leo Mol). Mol was born in 1915; he studied
in Vienna, Berlin, and the Hague. He acquired fame for
his memorial to Taras Shevchenko in Buenos Aires, his
statue of Queen Elizabeth II (on the 100th Anniversary of
Manitoba), and his memorial to Sir Robert Borden. Mol
accomplished many works of stone sculpture. Of his busts
the most notable are: “D. Eisenhower”, “J. Diefenbaker”,
“Metropolitan Ilarion”, “Mykola -Lysenko”, “Pope John
XXII”, “Sculptor A. Darshan”, “Dr. B. Stebelsky”, and
others, which are marked with a definite realism and a
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deep spiritualism. As a master of stained glass windows,
Mol has produced over 40 for Ukrainian and non-Ukrainian
churches, 30 of which are in the church of the Sts. Volo-
dymyr and Olha in Winnipeg. Mol is also a ceramic artist.
There is an emergence of young sculptors in Canada
who have received their education in Canadian universities
and colleges. Some of these possess notable talents.
Ukrainian painting and graphic arts also developed in
Canada following the arrival of the refugee artists. Before
this, painting arts were very impoverished, not to even men-
tion the graphic arts. Selftaught “artists” were copying
icons for churches, often from foreign models. Perhaps the
only artistic work was the painting of the Church of the
Mother of God in Yorkton, Saskatchewan, accomplished
by Stepan Meush, 1939-1941. Of high artistic quality, also,
were the icons created by O. Kurylas for the St. Josaphat's
Church in West Toronto. There were no exhibitions of
Ukrainian art until 1948 when Yulian Kraykivsky was the
first to exhibit his works at the Edmonton Exhibition. He
received the first award for his painting “Arkan” (“Ukrain-
ian Lasso Dance”). Vadym Dobrolige organized his own
personal exhibition in Edmonton. Ivan Keyvan took part
in the exhibition of the Association of Artists of Alberta
and in the touring exhibition of the Association, 1950-1951.
In 1951, under the auspices of the Ukrainian Canadian Com-
mitte, an exhibition of 47 works was held in Winnipeg to
commemorate the 60th Anniversary of Ukrainian Settlers
in Canada. In 1953 an impressive exhibition of around 100
works was held in Edmonton at the convention of U.N.O.
!e was organized by I Keyvan. In 1954 the Centre of
inian Culture and an exhi-
bxﬁon in The most i i il was
held the same year in Toronto on the occasion of “The
First Meeting of Ukrainian Artists of Canada and US.A.";
56 artists participated with 156 exhibits. In 1955 an ex-
hibition of Ukrainian Modern Painting was held in Mon-
treal with over 20 of the most notable artists participating.
In order to coordinate activities of our artists in
Canada, in 1956, under the iative of the artists M. Dmy-
trenko, B. Stebelsky, and I. Keyvan, the Ukrainian Union
of Fine Arts Artists (U s Spilka Ol
Mystsiv U.S.0.M.) was formed in Toronto with a few af-
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filiated bodies. Dr. Stebelsky headed U.S.0.M. for a number
of years, then — I Keyvan, and finally — M. Levytsky.
U.S.O.M. arranged a number of exhibitions in Toronto, in
particular in commemoration of the 300th Anniversary of
the Victory of Konotop, the 250th Anniversary of the Ma-
zepa Revolt, the 100th Anniversary of the Death of T. Shev-
chenko, and others. Since 1956 the journal “Literatura y
mystetstvo” (“Literature and Art”) is published, as an
addition to “Homin Ukrayiny” (“Echo of Ukraine”), which
is edited by Dr. B. Stebelsky.

Much has been contributed to monumental and easel
painting, and graphic arts by those artists who settled in
Canada and the U.S.A,, or those that lived in Canada but
for a short time. Leonid Perfecky, who painted St. Joseph’s
Oratory in Montreal, lived and worked in Montreal. He
also emerged as a battle-scene painter. Kateryna Antono-
vych (1884-1975), from the Kievan Academy and the Plas-
tic Studio in Prague, held her own art school in Winnipeg
from which a number of talented students emerged. She
also created her own works. Nadiya Biletsky (1898-1963)
also worked in Winnipeg. She is the author of a number of
portraits (including the portrait of Oleh Olzhych), land-
scapes, and still life paintings. Mykhaylo Osinchuk accom-
plished the mural at the churches St. Josaphat and of the
Redemptorist Fathers in Toronto in the Ukrainian Byzan-
tine style. T. Dyky, from Yugoslavia, accomplished the same
in the Church of St. Nicholas and in the chapel of St. Sophia
in a Neo-Byzantine spirit. These are especially impressive
as regards composition, stylization, and coloring.

The best acquisitions of church art in Canada is the
mural painting of the Orthodox Cathedral of St. Volody-
myr in Toronto and its iconostasis, which was accomplished
by I Kubarsky, V. Balyas, and M. Dmytrenko. Numerous
large wall compositions blend into a beautiful synthesis
of a Ukrainian style. Its peak of perfection is the iconostasis
in the spirit of Ukrainian Baroque, masterful in its com-
position, color, and technical accomplishment. Kubarsky
and Balyas also painted a church near Sifton, Manitoba.
Ivan Kubarsky (1896-1971) who completed the Art Insti-
tute in Kiev was the chief designer of the Kievan Opera
for twelve years. Together with Balyas, Kubarsky held an
art studio during the refugee period. In Toronto, Kubar-
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sky worked on the designing of many Ukrainian academies
and concerts. Of Kubarsky's easel paintings, the most not-
able are “Mamaliya”, “Kobzar”, “Palata Hetmana I. Ma-
zepy” (“The Palace of Hetman 1. Mazepa”), “Na poli” (“On
the Field”), etc.; all in the realistic spirit. Balyas, during
his stay in Canada, worked on a series of Ukrainian pub-
lications and mosaics (“Sts. Volodymyr and Olha”, “Kozak-
Mamay”). M. Dmytrenko worked in easel painting and
illustrations of books and placards.

Bohdan Stebelsky makes a deep imprint in the Ukrain-
ian art life in Canada. He was born in 1911 in Halychyna,
studied painting at the Cracow Academy (particularly folk
art), from 1942-1944 he was the Director of the Industrial
Arts School in Yavoriv, as a displaced person he was the
co-organizer of U.S.0.M. in Munich, and was one of its
most active members.

In Canada he became active as an organizer and head
of U.S.0.M, and editor of “Literatura y mystetstvo” (“Lit-
erature and Art”). For many years B. Stebelsky has been
writing outstanding articles on Ukrainian art. As an artist,
Stebelsky is an Impressionist with definite Ukrainian fea-
tures, as seen in the works: “Nad stavom” (“By the Pond”),
“Domy” (“Houses”), “Zamkove podvirya” (“Castle
"), “Soshestviye Sv. Dukha”, (“Descension of the

t"), and others. Stebelsky accomplished the book
art of many all inguished by
his original approach. Stebelsky is a unique figure on the
background of the Ukrainian Diaspora.

Myron Levytsky is one of the most productive and
most popular Ukrainian artists in Canada and the Diaspora.
He was born in 1913 in Lviv, studied first at O. Novakiv-
sky's Art School in Lviv, and then completed the Cracow
Academy. Levytsky is an equipoised talent of many fields
— painting, graphic arts, various branches of technical ac-
complishment, thematics, genres, manners, trends, and
styles. He is a monumentalist, and a portrait, landscape,
and urban painter. His style, which is completely modern
and completely Ukrainian, contains features of the Byzan-
tine, of Realism, Impressionism, Expressionism, Cubism, and
even Abstractionism. This is seen in his works: “Karpatsh
Madonna” (“Ci ian Madonna”), asti”
(“The Abduction of Nastya”), “Portret Druzhyny” (“Wﬂe S
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Portrait”), “Port le Havre”, and “Devyaty val’ (“The
Ninth Wave”), and the more recent works: “Tsokotykhy”
(“Chatterers”), “Try tsari” (“Three Kings”), “Ostanniy
prorok” (“The Last Prophet”), “Lukash”, “Alhambra”,
“Kovcheh Noya” (“Noah's Ark”), etc. They portray the
vivid imagination and inexhaustible creative thought of the
artist. Levytsky is particularly active in the field of book
art, as: “Velyka istoriya Ukrayiny” (“The History of
Ukraine”), “Istoriya ukrayinskoho viyska” (“The History
of the Ukrainian Army"), “Dukhovyy portret Olhy Kobyl-
yanskoyi" (“The Spiritual Portrait of Olha Kobylyanska”)
by Y. Mulyk-Lutsyk, “Doroha” (“The Road”), by B. Krav-
civ, “Brody” by O. Lesyak, and many other distinguished

including T. “Kobzar”. In this
field of art, Levytsky is unsurpassed, has attained a tre-
mendous popularity, and has placed within it a distinct seal
of his own individual style.

Halyna Novakivsky works in Toronto. She studied in
Cracow, Vienna, and Munich. Her most interesting works
are: “Vesna” (“Spring”), “Rybalky” (“Fishermen”), “Svya-
chennya pasok” ("“Blessing of Easter Breads”) and “Zhovti
nartsyzy” (“The Yellow Narcissi”).

Enriching Ukrainian art in Canada also are: O. Te-
lizhyn, P. Sydorenko, P. Melashchenko, A. Struver, 1. No-
syk, L Shumka-Moroz, M. Bidnyak, L. Paliy, A. Babych,
L. Genush, D. Zalutsky, and many others.

Stepan Stetsiv (1905-1964) worked in Vancouver and
then in St. Catherine’s. He was born at Drohobych, studied
painting in Liege, Belgium, in Cracow, and in Warsaw.
Stetsiv created a number of valuable compositions and
landscapes in the Realistic spirit. Interesting as regards to
drawing and color are his works: “Vivtsi na dorozi” (“Sheep
on the Road”), “Lis” (“Forest”), “Alpy” (“Alps”), “Vtika-
chi” (“The Escapees”), “Plener” (“Plein air”), etc. He also
worked in the field of church art.

Roman Kowal attained wide popularity in Canada, es-
pecially in Winnipeg. He was born in 1922 in the Lyubachiv
area, studied painting at the Industrial Arts School in Lviv
and at the Post-Secondary Art Studio of S. Lytvynenko

Kowal is distingui as a first-cl urban
palnter, and a good portrait and landscape painter. His
distinct individuality marks the works: “Vesna” (*‘Spring”),
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“Vidhomin u horakh” (“Echo in the Mountains”), “Pered
kupillyu” (“Before the Bath”), “Portret druzhyny” (“Wife's
Portrait”), etc. Together with S. Hordynsky, Kowal painted
a church in Winnipeg and accomplished the mosaic in the
sanctuary of the St. John's Cathedral in Edmonton trans-
forming V. Dobrolige’s project. Kowal also works in fields
of sculpture and ceramics.

In Manitoba a young generation of Ukrainian Canadians
have come to the fore, as: Petro Kuts, a good caricaturist
who works at the daily “Free Press”; Taras (Ted) Korol
a designer at the Manitoba Theatrical Centre; Stepan Repa,
Dariya Zelsky-Darevych, Halyna Kohuska (Gomez-Pera-
lcs) Khrystyna Navmtsky Kudryk L. Obrotsa, M Pere-

M. O

T. Kuzlv and others.

In Montreal, Adriyana Lysak is an original artist of
exceptional talent; Ruslan Logush is talented and original;
and Lyudmyla Temertey is distinguished with her perfect
realistic drawing. There are others, too, with a bright
future.

Edmonton has become a definite centre of a group of
notable artists. Yuliyan Butsmanyuk (J. Bucmaniuk)
studied art at the Cracow Academy and continued his
specialization in Prague. He worked for some time with the
famous M. Sosenko in the painting of churches in Hal-
ychyna. He arrived in Canada as a full-fledged artist, hav-
ing accomplished the murals at St. Josaphat's Church in
Zhovkva and many portraits as well, In Edmonton, Bucma-
niuk painted St. Josaphat’s Cathedral which is outstand-
ing in its original stylization of the figures of the saints
and Christian symbol as well as in its ornamentation and
harmony of color. The most outstanding of his portraits
are those of Bishop Nil Savaryn, Metropolitan M. Herma-
nyuk, Very Rev. Dr. V. Laba, S. Petlyura, 1. Konovalev,
A. Melnyk, D. Vitovsky, R. Smal-Stocky, and others. For
ten years Busmaniuk had his own art studio; a number of
debutantes of his school have acquired positions in art.

Yulyan Kraykivsky was the first Ukrainian artist who
settled in Edmonton. He already had produced many works
in Ukraine and as a displaced person he created the com-
positions “Roz stril” (“Execution”), “Vtikachi” (“Es-
capees”), “US.SR”, “Kolektyvizatsiya” (“Collectiviza-

202



tion”), and “Arkan” (“Ukrainian Lasso Dance”) for which
he received first award at an exhibition in Edmonton in
1948. In Canada he created the compositions ‘“Hahilky”
(“Eastern Spring Songs”), “Tantsyuvalna romantyka”
(“Dance Romantics”), “Chortivska ofensyva” (“The Devil's
Offensive”), “Dochka Oksana” (“Daughter Oksana”), and
many others. He was the author of mxny theatrical deslgns
and many K orks are
by Realism with some Romantic undertones

Artists from the older generation also worked in Ed-
monton. Vasyl Zalutsky (1895-1973) is a drawing artist
of the Naturalist school who accomplished a series of icons
for iconostases and painted in the field of theatrical design.
Stefaniya Bazyuk (born 1904) painted a cycle of land-
scapes of the Rocky Mountains in the spirit of Impression-
ism.

Ivan Keyvan (J. Keywan) was born in Pokuttya in
1909, studied at the O. Novakivsky School, at the Cracow
Academy, and specialized in graphic arts at the Warsaw
Academy. He studied the history of art as well. In Canada
he emerged primarily in engraving and graphic arts, and
partly in painting. His most notable works are: “Rodyna”
(“Family”), “T. Osmachka”, “Olena Kysilevsky”, “Ivan
Mazepa”, “Moya druzhyna” (“My Wite”), “V. Lesych”,
“Avtoportret” (“Selfportrait”) and a cycle of compositional
portraits of T. Shevchenko. I. Keyvan works also as an
art scholar and art historian. He has written many essays
and a few monographs, including the monograph “Taras
Shevchenko — obrazotvorchy mystets” (Taras Shevchenko
— The Fine Arts Artist”), and is completing the monumen-
tal “Istoriya lkrayinskoho mystestva” (“The History of
Ukrainian Art”).

The most distinguished Ukrainian artist in Western
Canada was Wadym Dobrolizh (Dobrolige) (1913-1873).
Dobrolige was born in Nizhyn; he studied in the Kiev Art
Institute and at the Leningrad Academy. He was repressed
by the Soviet government and in exile painted the Kha-
barousk and Nikolsk-Ussury Home of the Red Army. He
later designed the film studio in Kiev. As a displaced per-
son (in Heidenau) he held his own art studio. Having
settled in Edmonton, Alberta, Dobrolige accomplished the
murals of a church in Vegreville and a series of icons for
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churches in Radway, Willingdon, Musidora, and Bruder-
heim. He also created a beautiful iconostasis and icons for
the St. John's Cathedral in Edmonton (with the aid of P.
Paush, who did the carpentry). This iconostasis is in the
Kozak Baroque style. He started a pm]ect of mosaics for
the y but, death curb-
ed its full realization. Dobra]xge was an excellent designer.
He worked in this field for Ukrainian productions and
academies (“Lys Mykyta”, Mazepa and Shevchenko acad-
emy), and for non-Ukrainian operas as well. The best works
of his easel paintings are: “Vtikachi” (“The Escapees”),
“Kodnya", “Portret druzhyny” (“Wite’s Portrait”), “Olha”,
‘‘Metropolitan Ilarion”, “Pustka” (“Vacant House”), “Osin”
(“Autumn”), etc. He also worked in the fields of book
art and silk screening, and tried his talents in sculpture
(“T. Shevchenko”).

Ceramic artists who work in Alberta are Ted Diakiv,
Ivanna Ivanusiv, and Olha Manastyrska. Parasya Ivanets
is a painter in Alberta who composed a number of valu-
able landscapes, an impressive cycle of Ukrainian churches
in Alberta, and icons for the iconostases of the St. Josaphat’s
Cathedral in Edmonton. Among the noteworthy artists of
the young generation is Thor Dmytruk whose works are
marked with an original Expressionism and Ksenya Ar-
onets, an uncompromising Abstract painter. There are many
amateur painters in Edmonton, mostly women, who have
attained an elementary education in art through evening
courses at the University of Alberta. One of these is Olha
Lukomsky (born in Lviv) who, with her oil technique in
portraits, landscapes, and still life paintings, is endeavoring
to achieve heights.

Petro Shostak is a talented painter in Victoria, British
Columbia. He deals primarily with landscapes which are
characterized by a modernized Realizm.

Vasyl Kurylyk (William Kurelek) (1927-1977) is an
epochal phenomenon in Ukrainian art in Canada. He was
born in Whitford, Alberta, in a family of farmers who settled
here from Bukovyna. He grew up in Manitoba and com-
pleted his studies at the University of Manitoba. He then
went on with his studies at the Ontario Institute of Art
and at the Art School in San Miguel de Allende in Mexico.
He culminated his studies in London, England, 1952-1959. In
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order to obtain financial means for his studies he worked in
the forests of Ontario and Quebec. He became plagued by a
disease of the eyes which threatened him with blindness.
Although he was an atheist (he was of the Orthodox re-
ligion from birth) he returned to God and miraculously
regained his vision. From this moment Kurelek became an
ardent Christian; he visited the Holy Land, went through
it on foot, and painted the places where Christ had walked,
firstly Bethlehem, Jerusalem, Nazareth, and the Sea of
Galilee, and then scenery, architecture, and people. This
led to the composition of a gigantic cycle (of over 60 paint-
ings) “Pasiya sv. Matviya” (“Passion of St. Matthew”).
When Kurelek first exhibited his works in Toronto in 1960
at the Isaac Gallery he astonished the audience and critics.
During his short life he exposed his works at 26 personal
exhibitions; each was dedicated to a separate theme and
problem: on the life of his parents-farmers, reminiscences
from his childhood and teen age years, on “Lumberjacks”,
on the miracle of regaining his sight (“Lord, If Only I
Could See”), on themes from the Princely and Kozak States
(“Hermit in the Kievan Cave Monastery”), (“Selecting a
Hetman”), and on the horrors of Russian Bolshevism
(“Tragedy in Vinnytsya”). One separate exhibition was
dedicated to the crimes of genocide, including Moscow's
genocide over the Ukrainian nation (this was not to the
liking of the so-called “humanists”). Kurelek was not only
an artist-mystic, he was an original philosopher. In his works
we see a satire on materialism and hedonism in the face
of the threat of a cataclysm (“Visions of Nuclear Arms”,
“Toronto, Toronto!”). Kurelek's art is not a profession, it
is a calling which serves the highest ideal Christianity.
Kurelek'’s works are characterized by Primitivism, Realism,
and even Surrealism which blend into his own individual
style. His works are preserved in fifteen galleries and mu-
seums in Canada and the U.S.A. A monograph has appeared
on the artist as well as a number of articles. Four film-
strips have been dedicated to his life and works.

Toronto is the Ukrainian art centre of Canada. Its or-
ganizational activities include the headquarters of U.S.0.M.,
M. Kolyankivsky's art gallery, “My i svit” (“The World
and Us”) which has been transferred to Niagara Falls un-
der the name “Home of William Kurelek”, T. Shumsky-
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Kanadsko-U

(K.UMF.), which came into being under the spunsorshxp
of Mr. and Mrs. M. Shafranyuk. Many exhibitions of the
works of young artists are held there annually thus provid-
ing a field for their creativities. K.U.M.F. is most signifi
ant to the development of Ukrainian art because of its
role of exposing its treasures to Ukrainian and non-Ukrain-
ian viewers.

The art schools of K. Antonovych, J. Bucmaniuk, and
P. Sydorenko have contributed greatly to the development
of young artists.

A number of artists from Ukraine have settled also
in countries of South America. In spite of the very im-
poverished conditions, some of the artists have been suc-
cessful in developing their talents, a few have even en-
joyed dominant roles, particularly in Argentina, and Vene-
zuela. There was only one Ukrainian architect in Argentina
— Konstyantyn Buldyn (1897-1966). Buldyn completed the
Art Institute in Kiev and then worked in the field of de-
corative sculpture of b\nldmgs in Kle'v, Khnrkxv Odessa,

and D project
in honor of T. Shevchenko (Manizer took advantage of his
ideas in his own memorial projects to T. Shevchenko in
Kharkiv and Kiev.) In Austria, Buldyn created the com-
position “Besdomni” (“Homeless”) and ‘“Taras Bulba”.
In Argentina he designed the Economic Exhibition in Avell-
aneda (1950) and in Buenos Aires, a complex of buildings,
under the name “The Children’s Republic”.

Mykola Holodyk enjoys his achievements in Argentina
as a sculptor and as a painter-designer.

There is a memorial in Buenos Aires honoring T. Shev-
chenko, a project by Leo Mol (from Canada; mentioned
earlier).

Painting and graphic arts take a much more eminent
position in the Ukrainian art of Argentina. Victor Tsymbal,
who emigrated to Argentina in 1928, received sudden and
wide acclaim, and a leading posmon in Argentinian art.
Tsymbal i the most disti i pub-
lications, became well-known in commercial graphic arts
working for the most noted business firms and banks. He
worked on many government documents, various mone-
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tary projects, emblems, diplomas, placards, etc. for the
governments of Argentina, Brazil, Uruguay, Chile, and
even England. In 1948 he was awarded four gold medals
for his drawings for the journals “Asidar” and “Orhis” and
for his graphic work “The Art of Propaganda”. Tsymbal
financed the Ukrainian school in Argentina, designed many
productions, and illustrated many Ukrainian publications.
Of particular importance are his works: “Boh-tvorets”
(“God-Creator”), “Khrystos u pustyni” (“Christ in the
), (“Transtigu-
ration”), “Kyyivska Bohorodytsya Nenarushyma” (“Sacred
Mother of God of Kiev”), “1933”, “Ruiny Kyyivskoyi Lav-
ry” (“Ruins of the Kievan Cave oMnastery”), “Kyyiv nad
Dniprom” (“Kiev by the Dnieper”), “Kurhan u stepu”
(“Mound in the Steppe”), etc. Tsymbal holds a unique po-
sition in Ukrniman and world art pnmunly becnuxe of his
brilliant and an There
is a tremendous suggestive power in his works; his unusual
precise technique of accomplishment is a genuine moder-
nism, an antithesis to the contemporary so-called “modern-
m”. Tsymbal is a master of the
In 1960 he settled in the U.S.A. where he died.

Borys Kryukiv (1895-1967) also acquired fame in Ar-
gentina. He achieved his art education in Kiev but was un-
able to reveal h:s talent in the yoked Uknme ln Argen-
tina he became as a
Kryukiv illustrated the publication “El Ateneo” in Buenos
Aires, “A Thousand and One Nights”, “Divine Comedy”,
“Decameron”, “Don Quixote”, “In the West Without
Change”, works of E. Poe, A. France, and others, and also
“The Spanish Classical Theatre”. He also illustrated many
Ukrainian publications. Kryukiv was a master in oil paint-
ing too, as “U Kyyevi na Podoli” (“Podil in Kiev"),
“Shlyakh kriz ruyiny” (“Path Through the Ruin”).

His wife, Olha Hursky, is an author of landscapes in
the Impressionistic spirit. His daughter Lidia is a ceramic
artist endeavoring to create a synthesis of the Argentinian
ceramics with that of the Poltava and Hutsul regions tying
in with the Trypilian culture.

Mykola Nedilko (born 1902) was the designer of the
theatre and opera house and the vaudeville in Kiev. Nedil-
ko is a beautiful landscape artist, a lyricist. He captured
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the viewers at the exhibitions in Lviv with his works
“Osin” (“Autumn”), “Osinniy motyv” (“Autumnal Motif”),
“Dereva nad rikoyu” (“Trees by the River”), “Zymovy
peyzash” (“Winter Landscape”), and a cycle of landscapes
from around the Dniester River. Argentinian critics value
Nedilko'’s landscapes very highly.

Mykola Azovsky (1903-1947) is a noted Realist painter.
He studied at the Kievan Academy, later he completed the
Art Institute, and worked as a theatrical designer in Khar-
kiv, Donbas, and Kiev. Azovsky created a number of com-
positions, as “Shevchenko na zaslanni” (“Shevchenko in
Exile”), “Karmelyuk”, “Robitnyky Donbasu” (“Workers
of Donbas”), and others. At the S.U.O.M. exhibitions in
Lviv, 1941-1944, Azovsky was distinguished by his oil paint-
ings “Zhnyva” (“Harvest”), “Zhinka v kapelyusi” (“Wom-
an in a Hat”), “Verba” (“Willow”), “Nahrobok I. Franka”
(“I. Franko’s Memorial”), “Khata narodzhennya I. Franka”
(“I. Franko's House of Birth”), “Khrest na rozdorizhi”
(“Cross on the Crossroads”), and “Merlets u khati na
Hutsulshchyni” (“A Corpse in a House in the Hutsul Re-
gion”). Azovsky also exhibited a cycle of urban landscapes.
He created a number of landscapes of Italy “Tserkva v
Berestsiyi” (“Church in Brescia”), “Prokhid u gondolakh”
(“Procession in Gondolas"), “Tserkva sv. Marka” (“St.
Mark’s Church”), “Piacetta”, “Dvi skeli y more” (“Two
Cliffs and the Sea”), and “Krayevyd Kapri” (“Scenary of
Capri”). Azovsky's last paintings were landscapes of Ar-
gentina, His works impress the viewer primarily with their
perfection of color.

Volodymyr Lasovsky was a very well-known artist in
Lviv. He lived in Paris after the Second World War, and
eventually settled in Argentina. In Buenos Aires, he headed
the Union of Scientists, Writers, and Artists and lectured
at art schools. Recently Lasovsky has become an art the-
oretician writing many valuable articles. In 1957 Lasovsky
moved to the U.S.A. where he worked in the field of
monumental painting and headed the Cultural Committee
of SK.V.U.

Ivan Denysenko was born in 1910 in the Kharkiv re-
gion; he completed the Professional Art School and the Art
Institute in Kiev. He got to Lviv as a German prisoner of
war. After the war went to Paris where he studied for
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two years at the Academy of Grande Chaumiere. In Argen-
tina he worked as a monumentalist and portrait painter.
Denysenko accomplished a series of murals and icons for
the Orthodox and Catholic Churches in Buenos Aires, in
the province of Missones, in Berisso and Santa Rosa, in
Cordoba, in the Seminary of San Alfonso, in La Rioja, ete.
He also created a series of iconostases: for the Eucharist
Congress at Curitiba, Brazil, for a chapel in Malet, in Paulo
Frontin, in Antonio, Prudentopolis, Porto Uniao, etc. Upon
moving to the U.S.A. in 1963, Denysenko accomplished a
number of iconostases for various churches outside the
country, as St. Josaphat's Cathedral in Edmonton, Alberta,
and a church in Vancouver, British Columbia, for the Or-
thodox Church in Paris, and the Catholic Mission ln San
Germai The works of D are by
a perfect drawing, clarity of composition, and pleasant,
bright coloring.

Oleksander Klymko worked in Argentina for a while
in the fields of church murals, icons, and theatrical and
film design. is a very pi i
artist in Argentina. He accomplished over 2,000 works in
oil, drawings, and etudes. Of the younger generation of
artists that acquired their art education in Argentina are:
N Somko, L. Hrytsay, S. Makarenko, M. Borsalsky, M.

y, L. povych, A. and others.

Brazil is the most impoverished in regards to Ukrain-
ian art because of the prevailing unfavorable economic con-
ditions. As far as architecture is concerned there is only
one church project, by V. Sichynsky in Porto Uniao. Seulp-
ture is non-existent in Brazil. In Rio de Janeiro, Dmytro
Izmaylovych emerged as a stylish portrait painter in the
diplomatic circles. He has painted portraits of women diplo-
mats of India, Pakistan, and others. He produced a cycle
of urban paintings with Eastern thematics as well as re-
ligious compositions in a Byzantine manner.

Venezuela is one of the youngest countries of Ukrain-
ian settlement; before 1948 it had no traditions of Ukrain-
ian art. For a short while Vasyl Krychevsky worked in
Caracas. In the decline of his years he painted a series of
landscapes. He died in 1952 and was buried in Bound Brook.
New Jersey.
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Halyna Mazepa (Koval) is one of our most produc-
tive artists in Venezuela. She works in Caracas. She was
born in 1910 in the family of the Premier of the Ukrainian
National Republic, Isaac Mazepa. She completed the In-
dustrial Arts School and the Academy of Arts in Prague.
Already in 1935 she disti herself at the
in Lviv with her works: “Khlopchyk z pesykom” (“Boy
with a Dog”), “Holova divchyny” (“Girl's Head”), and
“Dvi zhinochi holovy” (“Two Women's Heads”) in a
modern and essentially Ukrainian character. Her later
works are antirealistic in drawing and color; these are:

“Oy, pye Bayda” (“Oh, Bayda Drinks"), “Kozaky” (“Ko-

zaks”), “Try divchyny” (“Three Girls"), “Divchyna z na-
mystom” (“Girl with a Necklace”), “Ru!alka" (“Nymph”).
“Kazka pro divchynu-kachechku” (“The Tale About the
Girl-Duck”), etc. She has laid folk art into the base of her
style and combined the features of folk art with modern
trends — Expressionism, Surrealism, and others. Halyna
Mazepa accomplished many illustrations to the tales: “Du-
ma pro chayky” (“Song About the Gulls”") by O. Lyatu-
rynska, “Knyazhna-zhaba” (“The Frog Princess”), by O.
Oles, “Sluzhnytsya Hapka” (“The Servant Hapka”), “Ru-
salka” (“The Nymph”), “Vidma” (“The Witch”), “Didke”
(“The Devil”), “Chortenyata” (“Little Devils”), “Did i
baba” (“Grandfather and Grandmother”), “Ivasyk-Tele-
syk”, etc., and also to M. Ponedilok’s collection “Zorepad”
(“Starfall”). Halyna Mazepa possesses the elements of a
Ukrainian national genius and, therefore, plays a leading
role in the formation of Ukrainian art.

In 1948 some Ukrainian artists settled also in Austra-
lia. Of these Mykhaylo Kmit (1910-1981) is clearly dis-
tinguishable. He was born in Stry, studied art at the Cra-
cow Academy, then in Czechoslovakia, Germany, and Italy.
Before the war he was an editor to the Scientific Press
Agency in Warsaw; during the German occupation he
taught art at the Industrial Arts School in Lviv. He created
a number of portraits, compositions, and still life paintings
which, in their drawing, are marked with features of Ex-
pressionism, and in their coloring — by Impressionism.
His most valuable work is “Avtoportret” (“Selfportrait”).
Kmit has achieved tremendous success in Australia, in-
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cluding the exhibitions in Sydney and in Newcastle where
he has received many first prizes.

Volodymyr Savchak was born in Berezhany, studied
at the School of Applied Arts in Warsaw, and then in Vilna.
In Australia he taught art to aborigine children in the cen-
tral regions and was also a teacher of the Technical School
in Northern Tasmania. He is friends with the famous ab-
origine landscape artist Albert Namatyira of the Aranda
aborigines. Savchak's best works are: “Ranok v Brizbeni”
(“Morning in Brisbane”), “Sv. Pokrova” (“St. Mary the

«“ tsya z Dyty (“Virgin Mary
with Child”), "Bozha Maty” (“Mother of God"”), and others.
He also created a cycle of Australian landscapes.

Vasyl Tsybulsky (born 1929) is a designer in Austra-
lia. He studied art at the Kharkiv Art Institute and at the
Leningrad Academy. He created a cycle of paintings of
Ukrainian hetmans and writers; he designs Ukrainian pro-
ductions in Jilong and successfully exhibits his works there.

In Adelaide, the artist Mysak participates in various
Australian exhibitions and has received a number of
awards.

There is no union of artists in Australia, therefore,
each one of them paves his own way independently.

There are very few Ukrainian artists in Western Eu-
rope at this time and, therefore, Ukrainian art is not well
represented there. The only exceptional event in architec-
ture is the building of the St. Sophia Cathedral in Rome
with the endeavors of Patriarch Joseph, 1967-1969. This
cathedral is monumental in character. Basically it is in the
Ukrainian Byzantine style with modern features. Its mo-
saics, accomplished by S. Hordynsky, are highly artistic.
The St. Simon Orthodox Church in Paris contains icons by
M. Dmytrenko. His icon “Maty Bozha” (“Mother of God")
is preserved in Lourdes.

Zoya ky i works in
She was hom in Lviv to the family of the well-known
graphic artist Robert Lisovsky and grew up in the Carpath-
ians. She received her elementary education in art from
her father, then she completed her studies at the Academy
in Rome. There she illuminated her talents and her works
appeared at exhibitions in London, Rome, and Bari (1955)
where she acquired many awards. Zoya illustrated the
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Italian theatrical monthly “Scenaris”, created many por-
traits, compositions, and still life paintings. Zoya’s style is
completely original, with features of Expressionism.

In summation one can undoubtedly say that the acqui-
sitions of Ukrainian art in Diaspora are brilliant achieve-
ments, especially when taking into account the difficulties
and financial conditions that faced the refugee artist in his
new homeland. The most important fact, however, is that
the Ukrainian artist in Diaspora is allowed to express him-
self freely, in his own style, and in the thematics of his
own choice. He can, therefore, exhibit genuine treasures of
Ukrainian art before the world and say that which is not
allowed to be said in an enbondaged Ukraine.

XV. UKRAINIAN ART IN THE UKRAINIAN S.S.R.

Art in the Ukrainian S.S.R. must be examined from
the aspect of the colonial dependence of Ukraine in the
so-called U.S.S.R. Obviously, the conditions for creativity
in the police state are different from those in democratic
countries. Creative freedom is extremely limited and the
artist must submit unconditionally to the Party line and
its “sword” — the K.G.B. The artist must create according
to the dictates of the Party or else face imprisonment, or
even death. Despite the regime, Ukrainian artists have
managed to endow Ukrainian art with valuable acquisi-
tions. Those artists who were faithful to the principles of
Ukrainian art were liquidated. Those who “adapted them-
selves” to the regime and gave the occupants large “trib-
utes” were able to find ways to contribute to the treasury
of their own native art. The opportunists (these are very
few) served the Kremlin unconditionally; some served the
Kremlin out of fear of terror forcing themselves to create
by the force of inertia in order to maintain their existence.

In the first years of the Bolshevik regime art in the
U.S.SR. and in the Ukumun S.SR, in pmicular, took
the road of extreme — !rom
through Cubism to C Pur;i i
and Futurism, including Surrealism. As a basis for the
“proletarian style”, Constructivism was chosen for archi-
tecture and Futurism for painting and graphic arts. Class-
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ical forms were preserved for sculpture only, because
Ukraine, under the directives from Moscow, had to become
densely “decorated” by memorials to the leaders of world
communism.

Forced to create art according to the Party doctrine
— “national in form and international in content” —
Ukrainian architects tried to give rebirth to the forms of
Ukrainian Baroque (as the Agricultural Academy in Kiev,
project by V. Dyachenko). But Constructivism, a style
devoid of any beauty, which was to serve practical purposes
only, was forced upon them.

From 1921-1923 the proletcults came to the fore (Pro-
letarian cultural-educational organizations). Their aim was
to redevelop the cities Kharkiv, Kiev, Odessa, Mykolaiv,
Chernihiv, and others. They took up various “most modern
styles” (often illogical from the architectural standpoint),
and tried to create a so-called “proletarian style”. Forms
of Constructivism took over and a series of proletarian
settlements were built in Donbas — near Yuzivka, Hor-
livka, Kramatorske, Dnipropetrovske, Kharkiv, etc., in a
“blrrlck" style. les of “Constructi
vism” are the new buildings in Kharkiv, the capital of the
Ukrainian S.S.R. at the time: “Derzhprom” building, Co-
operative building, the hostel “Gigant”, the “Palace of Cul-
ture of Railway Workers” Post Office, A.T.S., and others.

Many buildings were built in this style in the main
cities — government buildings, communal buildings, cul-
tural-educational buildings, schools, theatres, “clubs”, hos-
pitals, state banks, railway stations, factories, electrical sta-
tions, etc. Particularly noteworthy is the power station and
Dniprohes Dam where reinforced concrete is used. This was
a pursuit of the functional constructive style, which was
not often successful.

Outstanding architects in the Ukrainian S.S.R. are O.
Beketov, P. Alyoshyn, O. Verbytsky, O. Krasnoselsky, and
0. Molokin. Some of the architects utilized forms of Kozak
Baroque and wooden architecture, and the so-called
““Ukrainian Modern”. Russian architects brought models of
Russian “Classicism” into Ukraine.

In general, however, building at this time was spon-
taneous and chaotic.
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The creative initiative of architects was finally halted
by the “Decree” of the Central Committee of the Com-
munist Party which called for “the re-construction of lit-
erary-artistic organizations” and for “Socialist Realism".
This, in fact, was a return to the so-called “heritage of the
fatherland”, ie., to Russian pseudoclassicism. Thus began
the regime’s Russification of Ukrainian architecture in the
Ukrainian S.S.R. The regime formed a Union of Soviet
Arclu!ects which became its obedlem instrument, strictly

to Moscow. C ism was still tolerated
for a while on the outskirts, but in 1937 it was condemned
there also as “formalistic decadence”.

From 1933 to 1941 a number of representative build-
ings were built in the spirit of the famous “heritage of the
fatherland”, these are: the building of the Central Com-
mittee of the Communist Party of Ukraine, the Administra-
tion Building in Kiev (architect Y. Langbard), Opera and
Ballet Theatre (architect L. Kotovsky), T. Shevchenko
Movie Theatre in Donetske (architect L. Teplytsky), The-
atre in Dnipropetrovske (architect O. Krasnoselsky), and
numeroue communal buildings in Kiev, Kharkiv, Zaporizh-
zha, etc. The T. Shevchenko Museum in Kaniv (project by
V. Krychevsky) was to be a genuine masterpiece of Ukrain-
ian architecture, but the regime branded it as “nationalistic”
and this project was amended by P. Kostyrko in the spirit
of Socialist Realism. This building is an example of extreme
primitivism.

‘When, in 1934, Kiev became the capital of the Ukrain-
ian S.S.R., the regime planned the construction of a “new
centre” in the capital — at the price of the destruction of
“historical temples”, as the St. Sophia Cathedral, the My-
khaylivsky Monastery, the Church of the Three Sa.inu ete.

V. Kry a
new plan for that “centre” whlch consisted of transferring
the plan of these government grounds behind the Pechersk
and in this way he was able to rescue the Kiev Acropolis
from destruction. From that time on, however, Krychev-
sky was strictly prohibited from interfering in that which
“was not his business”.

In that period many representative buildings were
erected which have nothing in common with Ukrainian
architecture. The most noteworthy are the building of the
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Council of Ministers of the Ukrainian S.S.R. (architects
T. Fomin and P. Abrosimov) of 1935-1937, with definite
features of Classicism which give the impression of monu-
mentalism, and the building of the Supreme Soviet of the
Ukrainian S.S.R. (architect V. Zabolotny) of 1936-1939.
This building, with modernized Corinthian columns and
a glass cupola, is characterized also with elements of Clas-
sicism. This structure is proportional and the architect was
truly successful with his light-and-shadow facade. These
two buildings are considered as the most beautiful in the
entire U.S.S.R.

After the Second World War the architecture of the
Ukrainian S.S.R. developed under the slogan “re-construc-
tion of the fatherland”. These efforts may have had a great
future but an even more rigid centralization came into
practice as well as more restrictions on the initiatives of
architects.

In 1945 the Academy of Architecture of the Ukrain-
ian S.S.R. was formed which acts in accordance with the
directives of the Council of Cultural Affairs in Moscow.
The initiatives of the Ukrainian architects were further
limited. The most responsible tasks were given to architects
of other nationalities — T. Fomin, P. Abrosimov, V. Eli-
zarov, V. Velychkin, V. Kozlov, E. Holshtein, V. Hammer-
ling, and others. If a Ukrainian sometimes did appear it
was only in the outlying areas, or he worked in the capacity
of an assistant.

The City Council Building in Kharkiv was built ac-
cording to the project by V. Kostenko, the Theatre in
Vynnytsya by V. Chornovol, the Theatre in Ternopil by
T. Mykhaylenko, the railway station in Drohobych by L.
Travyanko. The monument commemorating the 300th an-
niversary of the “union” of Ukraine and Russia is of the
authorship of the Ukrainians A. Miletsky and the sculptor
T. Honchar. Features of Classicism are found in the build-
ings at the Main Pavilion of Exhibitions in Kiev, the Palace
of Culture in Nova Kakhovka, and the Railway Station in
Kharkiv. The hotel “Dnipro” is reminiscent of the American
Modern, and the hotel “Tarasova hora” in Kaniv (by Russian
architects) has features of ultramodernism. The Economic
State Planning building in Kiev, the Cultural Building in
Kodaky, and Town Council in Donetske are projects of
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Ukrainian architects. Some buildings turned out well as
far as style and construction are concerned, others are dis-
torted. The institute “Hutsulshchyna” in Yaremche, the
project by I. Bodnarchuk and others, is a successful achieve-
ment of style.

Many cities in the Ukrainian S.S.R. have been reno-
vated or rEchstnlctEd undet the direction of Russians, not
without the of Ukraini Kl in
Kiev, ruined by the Bolsheviks themselves in the autumn
of 1941, was renovated. On one side are administrative
buildings, on the other side — residential buildings, but
unfortunately, this erased the original Ukrainian character
of the Khreshchatyk.

In 1955 the “Decree” of the Central Committee of the
Communist Party and the Council of Ministers of the

USSR. reﬂncted m‘chltects even more. This time t}lere
was a strict of all
architecture of recent years and excessive enthusiasm thh
individual projects”. Therefore Moscow declared a merci-
less war on all national styles except Russian pseudoclassi-
cism.

The vociferous propaganda of the Russian Bolsheviks
about their “colossal achievements” in architecture gives
a totally false impression. In the Ukrainian S.S.R. as in
the entire U.S.S.R., interest lies, pmnanly, in representa-
tive buildings and in
The construction of residential build&ngs is simply pitiful
as far as quality and quantity are concerned. Total negli-
gence is the rule. The buildings are not solid, they are
carelessly built, and some are even crumbling. In spite of
all the “plans” and ‘“decrees” in the last 60 years of its
existence, far less has been constructed in the U.S.S.R. than
in the democratic countries, especially the U.S.A. and Ca-
nada in the last 10 years, and this without propaganda and
terror.

Sculpture in the Ukrainian S.SR. in the period of
"Wnr Commumsm" had nothing in common with the Ukrain-

first of all i all
ian National Republic of 1917-
1920, including the bust of T. Shevchenko by F. Balaven-
sky and the memorial honoring T. Shevchenko in Romny
by T. Kavaleridze, and others. During the revolution the
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memorials to the Russian Tsars were ruined in Ukraine,
but after Ukraine was occupied according to Lenin's slogan
“Art serves the masses”, its cities were densely marked
with triumphal arches and monuments on the theme of the
“October
were erected hunotmg the “leaders of Communism” —
Marx, Engels, Lenin, Stalin, and many others. The authors
of these projects were — Epstein, Mistakover, Hanizer,
Langbard, etc. The memorials are repulsively standard
and mass produced.

In studio and decorative sculpture various trends were
noticeable: Cubism, Futurism, Expressionism, and even a
strange ic-Cubist and
charlatans emerged in the field.

Ivan Kavaleridze composed memorials honoring H.
Skovoroda in Lokhvytsya and T. Shevchenko in Poltava
with some features of Cubism. Following the war years
he created a bust of actor and director A. Buchma and pro-
duced a number of high reliefs.

H. Manizer accomplished memorials honoring T. Shev-
chenko in Kharkiv in 1935, and in Kiev in 1939, in the
spirit of Socialist Realism. Although these memorials are
characterized by monumentnhsm, pathetics, and technical
mastery, the spiri is not

Y. to M.
and M. Lysenko at the Baykiv Cemetery in Kiev, and a
bust of P. Tychyml The rest of his works are standard
tributes to the re,

Ivan Severa composed the busts “Copernicus”, “Ivan
Franko”, “Vasyl Stefanyk”, “Ivan Honchar” (born 1911)
and the beautiful work “Young Taras Shevchenko”. Halyna
Kalchenko (1926-1976) d i honoring M.
Leontovych and Hulak-Artemovsky, as well as busts of L.
Ukrainka and O. K
(born 1912) 1} “Oleksa
Dovbush”, “Beethoven”, “Shevchenko-soldier”, “Vasyl Ste-
fanyk”, “F. Kotsyubynsky”, the bust of young Shevchenko
“Dumy molodi” (“Young Thoughts”), and “M. Kotsyubyn-
sky”, and others. The sculptors of the Ukrsinian SSR.
dedicated much to as T. Znoba, M.
Korotkevych, D. Karvavych, M. Vronsky, T. Dovzhenko,
O. Yevtushenko, A. Kosarevsky, E. Nyzov, B. Popovych,
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and many others. They also worked in the field of studio
sculpture. Some of their works are of high artistic value,
others are not because of the strict censorship from Mos-
cow; it is the dictates of Moscow that compel the Ukrainian
artist to portray Shevchenko “as a fighter of social justice”,
or tribune of Moscow.

Memorials honoring 1. Franko were erected in Kiev
in 1956 (project of A. Bilostotsky and O. Saprun) and in
Lviv in 1964 (a collective project). The most valuable busts
of 1. Franko are those by T. Severa and D. Krvavych.

o. made a sculpt ynsky Kobzar

(“The inian Bard Y. ).
Of the Hutsul thematics the most valuable are the works
of V. Svyda: “Hutsulka z konem” (“Hutsul Woman with
a Horse”) and “Opryshky” (“Brigands”) and V. Popo-
vych’s “Dovbush”.

Monumental sculpture is impoverished as regards na-
tional ics. Most ials are built for i
who had nothing in common with the Ukrainian spiritual-
ity, or who were enemies of it. The studio sculpture fares
better in this regard, although it, too, is restricted by the
regime in regard to thematics and style. There are many
creative talents in the Ukrainian S.S.R., even some colossal
talents; unfortunately they are shackled to the iron bars
of Russian Soviet imperialism and their creative wings have
been clipped. Instead of creating freely they must make
their panegyric contribution to the regime, with much in-
jury to national art.

The Russian Soviet occupation which forced Lenin's
slogan “Art serves the masses” did not at all captivate
Ukrainian artists because for a long time Ukraine had its
own original art which was diametrically opposite from the
Russian. The Academy of Art in Kiev was already in ex-
istence and under the direction of such eminent individuals
as V. and F. Krychevsky, Y. Narbut, M. Boychuk, O. Mu-
rashko, M. Burachek, and others, who had already suc-
ceeded in the preparation of many talented students. The
character of Ukrainian painting was formed earlier by S.
Vasykivsky, O. Slastyon, P. Martynovych, L. Yizhakevych,
F. Krasytsky, etc.

It remains a fact that Ukrainian art, in general, and
painting, in particular, went in a totally different direc-
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tion than did the Russian whlch hecume cemented m Lhe
final phase of the , ie. Ecl
alism.

Our notable artists, having encountered the new Bol-
shevik rule in Ukraine with alienation, or with suspicion
and fear, did not engage themselves in the so-called “Soviet
art”. It is no wonder that Soviet critics (Z. Vynohradiv)
noted that “these artists only watched the revolutionary
events and, not understanding them, stood at a distance

y life”. in the inni) of
Lhe so-called “Wur Communism” it was non-Ukrainian
painters who were engaged in painting, as P. Volodykin,
V. Baltz, P. Vasilyev, L. Brodsky, V. Zauze, B. Egiz, S.
Kyshynivsky, Y. Khast, etc. These were joined by various
selftaught and vulgar-primitive mercenary artists. Of the
Ukrainian artists only the exceptions adapted to the Bol-
shevik regime, among these was the prominent battle-scene
painter Mykola Samokysh (1860-1944).

M. Samokysh was born in Nizhyn. After completing
the Academy of Arts in St. Petersburg in 1885, he special-
ized in battle painting in Paris from 1886-1889. As a volun-
teer in the Russian Army during the Japanese War (1904-
1905), Samokysh painted a cycle of battle compositions.
He was an unsurpassed battle painter of European stand-
ards, particularly in his depiction of horses in every posi-
tion. From 1890 to 1917 Samokysh was a professor of battle
painting at the Academy of Arts in St. Petersburg. He
also painted a cycle of battle compositions on Napoleon's
March on Russia. Samokysh considered himself as a “Little
Russian”, nevertheless he accomplished a number of illus-
trations for the albums “Iz ukrayinskoyi starovyny” (“From
Ukrainian Antiquity”) and “Motyvy ukrayinskoho orna-
mentu” (“Motifs From Ukrainian Ornamentation”) which
were prepared by S. Vasylkivsky, his friend in the Academy.

Samokysh was in Crimea during the Russian Bolshevik
invasion of Ukraine. In Crimea he joined “Soviet” art. In
the 1930’s he composed a few battle paintings on the
themes of “heroism” of the Red Army. At this time he
also composed a number of paintings on battles from
Ukrainian history as: “Pokhid zaporozhtsiv na Krym”
(“Campaign of Zaporozhian Kozaks on Crimea”), “Ivan
Bohun”, “Biy Maksyma Kryvonosa z Yaremoyu Vyshne-
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vetskym” (“The Battle of Maksym Kryvonis and Yarema
Vyshnevetsky”), and “Vyizd Khmelnytskoho v Kyyiv”
(“Entrance of Bohdan Khmelnytsky into Kiev”). These
are valuable from the artistic point of view, but are alien
to the Ukrainian spirituality.

Various artistic unions were formed in the Ukrainian
S.S.R. depending on styles and trends which still had some
freedom of manifestation. These unions were: Association
of Artists of Red Ukraine, Association of Revolutionary
Art of Ukraine, Union of Young Artists of Ukraine, and
Union of Contemporary Artists of Ukraine. The Academy
of Arts in Kiev was reorganized in 1923 into the Artistic
Institute with the departments of architectural, painting,
polygraphy, carving-ceramics, and pedagogy conforming to
the aims of national iti
were continued in the Institute by the professors V. and F.
Krychevsky, and also by M. Boychuk, who founded his
own school for monumentalists. Our distinguished artists
were, at the end, subordinated to the Russian Soviet system.
I Yizhakevych composed a number of paintings on the
themes from the period of serfdom in Ukraine: “Torh
kripakamy” (“Serf Trade”), “Na panshchynu” (“In Serf-
dom”), “Pryvely do pana” (“Brought Before the Land-
lord”), ete. V. Krychevsky, escaping from Soviet thema-
tics, painted landscapes, worked in book graphic arts, and
also in film designing: “Taras Tryasylo”, “Taras Shevchen-
ko”, “Nazar Stodolya”, and “Boryslav smiyetsya” (“Bory-
slav Is Laughing”), and the first Ukrainian technicolor
film ( Fair”

F. Krychevsky painted many compositions, as “Dov-
bush”, the triptych “Zhyttya” (“Life”), “Maty” (“Mother”),
“Pryakha” (“Spinner”), an especially remarkable self-
portrait (in a white fur coat), and a portrait of H. Pav-
lutsky. F. Krychevsky also painted a cycle of masterful
portraits of writers, scholars, and musicians for the All-
Ukrainian Academy of Sciences in Kiev at the end of the
1020s. The rest of his works are tributes to the regime.

Mykhaylo Boychuk (1882-1939) was the most illustri-
ous figure during the period of Stalin's terror. He was born
in Podillya. He studied at the Cracow Academy and com-
pleted his art education in Paris. He found his own style
very early in his career. It was based on the old icono-
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graphic traditions and the early phase of Renaissance
(Giottism). It is in this spirit that he painted the chapel
of the “Deacon’s Bursa” in Lviv. In 1914 he restored Het-
man Rozumovsky’s church in Lemeshi.

As a professor of the Academy of Arts, and later the
Artistic Institute in Kiev, M. Boychuk founded the School
of Monumentalists and taught students who became eminent
artists, as V. Sedlyar, 1. Padalka, O. Myzin, M. Pokytsky,
T. Boychuk, O. Pavlychenko. L. Shulha and S. Nalepynsky-
Boychuk became followers of this school.

Into the synthesis of his style M. Boychuk included
the monumentalism of the Kievan Princely State, charac-
teristics of early Italian Renaissance (Giotto), and elements
of Ukrainian folk art. This was a specifically Ukrainian
style, diametrically opposed to that of the Russian “pere-
dvizhniki”. Tt is in this style that M. Boychuk painted the
Lutsk barracks in Kiev (200 artists worked there under his
direction), giant frescoes in the Red Factory Theatre in
Kharkiv, and the V.U.CK.V. Sanatorium in the Khadzhy-
beyivsk Estuary. He painted a cycle of portraits for the
Kievan Cooperative Institute.

The “Boychukism” style kindled a spontaneous fire
through Ukraine and impressed the seal of its spirit not
only in frescoes and portraits, but also in graphic arts and
sculpture, and even ceramics, tapestries and weaving. As
concerns the slogan “art national in form, and socialist in
content”, there was nothing of which Boychuk could be
accused. Nevertheless, Boychuk decisively rejected the “up-
right influence of the leading Russian art” on Ukrainian art.

To the regime, this was the worst “crime”. In Moscow
in 1934 the “First All-Union Conference of Soviet Writers”
took place, where the Russians M. Gorkiy and A. Zhdanov
formulated the principles of “Socialist Realism” This re-
sulted in the merciless atul:k on Ukrainian artists — “for-
malists” and . First, the staff of
the Artistic Institute in Klev was overthrown. In 1937 the
NK.VD. arrested M. Boychuk, S. Nalepynsky-Boychuk,
and I Padalka; then V. Sedlyar, L. Shulha, architect D. Dya-
chenko, and others. All died in exile.

Ivan Padalka (1894-1938) studied at the Drawing
School in Kiev, and then was a student of M. Boychuk.
He worked with Boychuk on the painting of the Lutsk bar-
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racks in Kiev and the Red Factory Theatre in Kharkiv.
He composed a series of genre paintings, as “Molochnytsi”
(“Dairymaids”), “Zbyrannya yabluk” (“Apple Picking”),
etc., and accomplished many valuable, original etchings and
illustrations to various publications.

Vasyl Sedlyar (1899-1938) also studied at the Drawing
School in Kiev, and then at the Academy of Arts in Kiev,
specializing in monumental painting under M. Boychuk.
He also painted with Boychuk on the aforementioned pro-
jects and accomplished a series of tempera paintings, the
most noteworthy of which are “Portret Oksany Pavlenko”
(“Portrait of Oksana Pavlenko”), “Selyanka” (“The Woman
of the Village”), “Svyato na Dniprelstani” (“Holiday at
Dniprelstan”), etc. He was a lecturer at the Art-Ceramic
Institute of Mezhyhir.

Anatol Petrytsky (1895-1964) was an exceptionally
original artist, particularly in theatrical and film design,
He completed the Drawing School in Kiev and the Academy
of Arts. During the period of the Ukrainian National Re-
public he became very prominent in the theatrical design
of the Molody Theatre. At that time he worked closely with
Les Kurbas.

During the period of the Bolshevik occupation he
worked in Moscow for a while. From 1924 he worked as
a designer in Kiev and Kharkiv. He designed many dramas
for the L. Franko Theatre, the State Opera Theatre, and the
Revolution Theatre. Petrytsky’s most noteworthy designs
were: ( Fair”),
(“Kaminny hospodar” (“The Stone Host”), “Taras Bulba”,
“Knyaz Thor” (“Prince Ihor”), “Rusalka” (“The Nymph"),
“Bohdan Khmelnytsky”, “Faust”, and others. All of them
are unsurpassed and unrepeated. He also painted a great
number of portraits, as: M. Semenko, M. Khvylovy, Y.
Yanovsky, O. Vyshnya, P. Tychyna, M. Rylsky, and L. Kur-
bas. He painted over 20 portraits of writers, composers, and
artists of the “Berezil” Theatre. A. Petrytsky possessed an
original style in which features of Expressionism were com-
bined with elements of folk art. His style could not at all
be fitted into “Socialist Realism”; he was, therefore, ac-
cused of “formalism”. But he was able to escape during
the time of attack on the “Boychukists”.

222




Kost Yeleva (1897-1950) and I. Kurochka-Armashev-
sky (Kubarsky) worked together with A. Petrytsky in the-
atrical design. Yeleva worked also in graphic arts.

Oleksiy Shovkunenko (born 1884) was a fine Realistic
portraitist. Mykola Burachek was an outstanding Impres-
sionistic landscape artist. He was a professor at the Kievan
Academy (and later Institute). Burachek produced a series
of highly artistic landscapes: “Yabluni v tsvitu” (“Apple
Trees in Bloom”), “Ranok na Dnipri” (“Morning on the
Dnieper”), “Reve ta stohne Dnipr shyroky” (“The Wide
Dnieper Roars and Moans") ete.

 Other painters of the period were H. smlyuky,

M. Kozyk,

Trokhymenko, and also young painters who are still pro-
ductive in the field. The leading position was held by
Mykhaylo Derchus (born in 1904), who completed the
Art Institute in Kharkiv in the early 1930’s. He became
notable for his paintings: “Vidpochynok”, (“Rest”), “Zby-
rannya yabluk” (“Apple Picking”), “Kodnya”, etc., par-
ticularly after the war.

In 1938 the Union of Soviet Artists of Ukraine was
formed which is subordinate to the directives of the Com-
munist Party in Moscow and based on Socialist Realism.
The illustrative model for this style was the works of the
Russian “peredvizhnik” Vasiliy Surikov (“Morozov’s Bo-
yarynya”). Other styles, particularly national styles, were
not even allowed to be mentioned. The leadership of the
Union was in the hands of Russians and Jews, while those
Ukrainians, who managed to exist till this time, were “re-
educated” in the spirit of Socialist Realism.

Artists found themselves in an art “factory” forced to
fabricate works according to the “general line” of the Com-
munist Party, or Moscow. Nevertheless our artists often
create on Ukrainian themes, even though they are restrict-
ed. This is the way it was until the Second World War,
this is the way it is now. In fact, the conditions of creativity
have, recently, even worsened.

Since 1945 the dominant thematics in the paintings of
the Ukrainian S.S.R. are “partisan”, “double hero”, and
“leaders” of the U.S.S.R.

Old Ukrainian artists have been harnessed to “cre-
ative” work, too, as: O. Kurylas, A. Manastyrsky, O. Kul-
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chytsky, and O. Bokshay, who contribute much to national
art along with the Soviet thematics.

M. Derehus, besides his tributes to the regime, pro-
duced a row of paintings, as: “Taras Bulba”, “Duma pro
Kozaka Holotu” (“Historical Ballad About Kozak Holota”),
ete. T. Yablonsky, who primarily paints panegyrics honor-
ing Moscow, nevertheless produced a number of landscapes
from Ukraine, as: “Vesna” (“Spring”), “Nad Dniprom”
(“By the Dnieper”), “Vlitku” (“In the Summer”), and
“Ranck” (“Morning”), and also “Narechena” (“Fiancee”),
and a portrait of O. Shovkunenko, etc.

In the field of painting are: D. Bezuhly, V. Kostetsky,
V. Kravchenko, V. Zadorozhny, M. Khmelko, K. Zaruba,
V. Poltavets, V. Zabashta, M. Bozhiy, M. Mishchenko, S.
Koshovy, S. Shyshko, Y. Karas, and many young talented
artists.

Many works have been produced on T. Shevchenko's
themes even though the Shevchenko thematics are ex-
tremely limited by the decrees from Moscow. Artists who
deal with Shevchenko are I. Yizhakevych, I. Tyukha, V.
Yuhay, 1. Tykhy, and others.

Many artistic works have also appeared on themes of
Hetman B. Khmelnytsky, though also restricted, because
the regime focusses mainly on the commemoration of the
“300th anniversary of the union of Ukraine and Russia”,
which gives no dignity to the Ukrainian artists.

om the moment of the Russian Bolshevik occupation
and Lenin’s slogan “Art serves the masses”, as well as the
1918 plan of “monumental propaganda”, it is the field of
graphic arts that had to play the major role in this drive
as the fabrication of all sorts of agitational materials began.
Leaders in the field were Russians, Jews, and the most
mercenary artists. The graphic standard of these works was
totally worthless. Eventually the standard was raised when
the government harnessed some of the notable graphic
artists to this work, as K. Yeleva, H. Svitlytsky, and K.
Kostenko. Graphic arts finally rose to a proper standard
(particularly in book arts), when Narbut's students came
to the fore.

In the 1920's and the early 1930's graphic arts, as other
branches of art, went through various styles — from Natur-
alism, Realism, through to Futurism, and Constructivism.
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Particular attention was given to book art at the time. At
first, 1919-1920, Y. Narbut was engaged in the artistic
tinishing of the journals “Mystetstvo” (“Art”), and “Soln-
tse truda” (“Sun of Labor”). Narbut's students also ap-
peared, as Marko Kyrnarsky (1893-1941) whose works have
a ization and ique. This
is evident in his artistic finishing of the publication: “Ukra-
yinsky teatr” (“Ukrainian Theatre”), the journal “Hrono”
(“Cluster”), Shevchenko’s “Kobzar”, and “Persha vya-
zochka bublykiv” (“The First Bundle of Rolls”). All these
have a beautiful script — the “Narbutivka”.

Les Lozovsky (1900-1922) accomplished the artistic
finishing on the serial “Ukrayinski narodni pisni” (“Ukrain-
ian Folk Songs”), the works of T. Shevchenko, M. Kotsu-
bynsky, S. Vasylchenko, P. Tychyna, and produced remark-
able portraits “H. Skovoroda”, “Portret moyeyi dushi”
(“The Portrait of My Soul”), and others. Mykola Aleksye-
yev (1894-1934), an ardent follower of Y. Narbut, worked
on the artistic finishing of the works of M. Rylsky, Y. Ya-
novsky, “Mertvi dushi” (“Dead Souls”) by M. Gogol,
“Shevchenkivsky zbirnyk” (“The Shevchenko Collection”),
the collections “Ivan Franko”, “Lesya Ukrainka”, etc. Leo-
nid Khyzhynsky (born in 1896) worked in this same spirit
in book graphic arts. Antin Sereda (1890-1961), with his
style and his technique of precision reminds one of Y. Nar-
but. He worked on “Selyanyn u bryli” (“Villager in a Straw
Hat”), and the book covers to the works of T. Shevchenko,
1. Franko, M. Kotsubynsky, and “Slovo o polku Ihorevim”
(“The Tale of Ihor’s Campaign”). Oleksa Marenkov (1888-
1944) also followed the Narbut style in his book covers for
“Selyanska chytanka” (“Village Primer”), to Y. Yanovsky's
“Reyd” (“Raid”), and others.

Sophia -Boychuk (1884-1934) (
wife) made a deep imprint in the field of easel and graphic
book art. She studied the engraving and graphic arts in St.
Petersburg, Mumch and le and utlnmed mstery in
many various arts,
in woodcut and xylog,raphy She directed the studio of xylo-
graphy at the Kievan Academy (later the Art Institute).
Of particular note are her works “Meni trynadtsyaty my-
nalo” (“I Was Just Past Thirteen”), “Na vakatsiyakh” (“On
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Vacation”) etc., and the artistic finishing of works by Shev-
chenko — “Kateryna”, and S. Vasylchenko, and others.

The senior artist, I. Yizhakevych, played a significant
role in book illustrations in various types of techniques
which may be classified as easel graphic arts. He illustrated
almost the entire “Kobzar” by T. Shevchenko, the works
of I. Kotlyarevsky, H. Kvitka-Osnovyanenko, M. Kotsubyn-
sky, L Franko, L. Ukrainka, and many others — in the
style of Realism.

V. Krychevsky worked on the artistic finishings of
many Ukrainian publications in the 1920’s and 1930’s, for
the ishing houses of D Vy y Ukra-
yiny, Institute K “Rukh”, “Li yar-
marok”. He also accomplished over 400 drawings for A.
Khvylya's “Ukrayinska pisnya” (“Ukrainian Song”). A.
Petrytsky performed the artistic finishing to the journals
“Nova generatsiya” (“New Generation”), “Nove mystet-
stvo”, (“New Art”), “Universalny zhurnal” “Universal
Journal”), and illustrations to the works of I. Mykytenko,
M. Semenko, Y. Yanovsky, and others, which are outstand-
ing in their specific originality.

As a result of the “Decree” of 1932 and the introduction
of Socialist Realism in 1934, the schools of M. Boychuk and
of Y. Narbut were branded as “Formalistic” and ‘“counter-
revolutionary”. Boychuk was liquidated, as well as most
of his students, while Narbut’s works were placed in a
museum under the section “counter-revolutionary”.

In the early 1930’s the engraving arts and graphic arts
of the Ukrainian S.S.R. saw the emergence of a partic-
ularly artistic individuality — Vasyl Kasiyan. In 1927 he
had arrived in Ukraine from Prague with already remark-
able achievements, especially in works with social thema-
tics. As an unsurpassed engraving artist, V. Kasiyan quickly
made his way to the leading position and a career, contrib-
uting much to the regime on the themes of the “October
Revolution”, the “heroes” of Perekop, “arsenalists”, the
productions of Stakhanov, and portraits of Kremlin of-
ficials. Nevertheless, he produced many engraving works
on Ukrainian thematics in which the artist’s deep love for
Ukraine is most evident. V. Kasiyan made a gigantic con-
tribution in his artistic finishing of Ukrainian books: T.
Shevchenko’s “Kobzar”, of I. Franko’s works, as “Boryslav
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smiyetsya” (“Boryslav is Laughing’), M. Gogols “Zahublena
hramota” (“The Lost Document”) and “Zacharovane mis-
tse” (“The Enchanted Place”), of the works by Y. Fedko-
vych, M. Kotsubynsky, O. Kobylyanska, V. Stefanyk, P.
Tychyna, A. Teslenko, etc.

In their technical perfection these are classified as
highly artistic works of easel graphic arts. Of particular
value is his cycle portraits of T.
which are characterized by a profound spirituality. His
etchings of I. Franko, O. Kobylyanska, M. Kotsubynsky,
M. Kropyvnytsky, O. Dovzhenko, P. Tychyna, M. Rylsky,
and H. Kosynka, including his series of selfportraits, could
have been world masterpieces had the artist created in the
free world. in Ukrainian engraving arts Vasyl
Kasiyan is a unique and unrepeated figure.

At the end of the 1920's and early 1930's Olena Sakh-
novsky (1902-1958) emerged as a master of woodcut. She
was born in Kiev, studied at the Kievan Academy (later
Art Institute), and then specialized at the studio of S. Na-
lepynsky-Boychuk. She reached her heights in her remark-
able woodcuts “Chytayut hazetu” (“Reading the News-
paper”), “Zhinka v revolutsiyi” (“Woman in the Revolu-
tion”), “Taras Shevchenko” and the outstanding illustra-
tions — woodcuts to L. Ukrainka’s drama “Lisova pisny:
(“The Forest Song”), and M. Gogol’s “Nich pered Rizdvom”
(“Night Before Christmas”), and “Revizor” (“The Inspec-
tor”), as well as to the works by O. Kopylenko, P. Panch,
and I. Mykytenko. She also worked in the field of litho-
graphy. In 1934, during the fervid attack on Ukrainian
artists — “formalists”, to save her life O. Sakhnovsky
moved to Moscow. During the Second World War when the
Germans invaded Moscow, O. Sakhnovsky was sent to dig
trenches around Moscow.

Her works are marked with precision; technically they
stand almost on the level of the works of geniuses. The
agents of Socialist Realism did not look upon her works
favorably, even though they were Realistic, because they
revealed a very clear Ukrainian spirituality. She did not
produce much after the war, among her contributions to
the regime she worked on drawings for children’s games.

Okhrim Sudomora (1889-1968) was unsurpassed in
illustrations for children’s publications. He was a student
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of I. Yizhakevych and the Kievan Drawing School. In the
period of the Ukrainian National Republic he worked at
the publishing houses “Chas”, “Dniprosoyuz”, “Dzvin”,
“Rukh”, and “Verny! . He was i
in children’s colored i i which are
by their remarkable drawings, original stylization, and
specific coloring. O. Sudomora’s illustrations of tales and
fables were congenial with the texts and deeply moved the
child’s soul. Unfortunately Sudomora had no field for self-
expression in the Soviet reality; the “Decree” of 1924 de-
manded w "utlhze methods for the iormatlon of Soviet
"', After the i of Socialist
Realism his style was branded as “formalistic”. Thus, ex-
cept for the illustrations of three books for children, Sudo-
mora worked as an illustrator of Soviet journals, school
textbooks, and calendars. It was not until 1943 (under the
German occupation) that O. Sudomora was able to rein-
state his self-expression. Working for the Ukrainian pub-
lishing house in Lviv (Ukrayinske vydavnytstvo), O. Su-
domora performed the artistic finishings to the journal
“Mali druzi” (“Little Friends”), to the publications “Dvi
kizochky” (“Two Little Goats”), “Kyrylo Kozhumyaka”,
“Vesela pratsya” (“Joyful Work”), and some of L. Hlibov’s
fables.

o. style is with dis-
tinct elements of folk art, which is a clear antithesis to the
Russian Soviet Socialist Realism. This is apparent in his
illustrations of “Dvi kizochky” (“Two Little Goats”), “Dzen-
dzen” (“Ding-dong”), “Horoblychka — harna ptychka khat-
ku zamitaye”, (“The Sparrow — Good Little Bird Sweeps
the House™), “Blyzky svit” (“The Near World”), and others.

Other notable artists in the Ukrainian S.S.R. have been
and are presently illustrating children’s publications. These
are: A. Petrytsky, . Padalka, M. Kotlyarevsky, H. Bonda-
renko, and others. Some of them have been accused of “de-
cadence”, “formalism”, and “superficiality”. And although
the Russian Soviet critics and censors condemn all kinds
of Naturalism, they themselves instill it in the form of their
Socialist Realism. In accordance with the “teachings” of
Marx, Engels, Lenin, Stalin (and now Brezhnev), the child
must be taught in the spirit of dedication to the Communist
Party and the “native” government. The child’s psyche is
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warped as he is reared to be an obedient slave and provoc-
ateur. To this undignified deed the regime has harnessed
also the Ukrainian artists-illustrators who are forced to
work in this field.

After the war, nothing in Fine Arts of the Ukrainian
S.S.R. changed. In 1945 a “Decree” of the Central Commit-
tee of the Communist Party of the Soviet Union severely
condemned artists for various “deviations” toward other
styles other than Socialist Realism. Placard art was di-
rected on the themes of the “reconstruction of the father-
land”, the “over-accomplishment of norms”, slogans for the
“conquest of the world”, for the “brotherhood of nations”,
against “bourgeois nationalists”, against the “Vatican”,
“Wall Street”, etc. With all the hackney the artistic value
of the placards is obviously lowered.

In the last decades of the Ukrainian S.S.R., a number
of valuable works on Ukrainian thematics have emerged
in easel and book graphic arts. I. Yizhakevych and F. Kono-
valyuk created illustrations to 1. Kotlyarevsky’s “Eneyida”
(“Aeneid”), to T. Shevchenko’s “Kobzar”, etc. O. Sudo-
mora produced illustrations to Shevchenko’s poems “Son”
(“Dream”), “Kavkaz” (“The Caucasus”), and “Ivan Hus”.
V. Kasiyan painted many illustrations to Shevchenko's
“Kobzar” as “Kateryna”, “Na panshchyni” (“In Serfdom”),
including the very valuable compositional portraits of T.
Shevchenko: “T. Shevr:hanlm na zaslanni” (“T. Shevchen-
ko in Exile”), *
(“Shevchenko With a anakh Boy”), “Shevchenko - ofor-
tyst” (“Shevchenko - Etching Artist”), and “T. Shevchenko
na Ukrayini”, (“T. Shevchenko in Ukraine”).

On the 100th Anniversary of Shevchenko’s death and
on the 150th Anniversary of his birth, Ukrainian Soviet ar-
tists placed much artistic energy into Shevchenko thematics.
This was especially apparent among the graphic artists:
v. Avﬂmenkn, A. Bazylevych, N Bozhok, O. Hnatyuk, S.

f-K , V. Mysyk,
A Ponommnko, V. Chernukh, Y Syrotenko, V. Yakubo-
vych and many others. Some of their works are of high
artistic quality.

The artists also gave much attention to I. Franko. V.
Kasiyan produced a number of illustrations of Franko's
works: “Boryslavski opovidannya” (“Short Stories of Bo-
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ryslav”), “Boryslav smiyetsya” (“Boryslav is Laughing”),
“Ripnyk” (“Oilfield Worker”), H. Bondarenko’s “Maly I.
Franko sluchaye narodni melodiyi” (“Young I Franko Lis-
tens to Folk Melodies”) and “Rozmalyovuye v stolyarni na-
rodni skryni” (“In the Workshop Painting Folk Chests"),
Y. Svitlychny’s “Zustrich z M. Lysenkom” (“Meeting with
M. Lysenko”), O. Lyubymsky’s “I. Franko and Olha Rosh-
kevych”, Y. Syrotenko's “Zustrich I. Franka z M. Kotsubyn-
sky” (“Meeting of I Franko and M. Kotsubynsky”), V.
Lytvynenko's “Zakhar Berkut”, S. Adamovych’s “Boa Con-
strictor” and ” (“Stolen

O. Khmelnytsky's “Kamenyari” (“Stone Masons"), A. Ba-
zylevych’s “Istoriya khlopskoho kozhukha” (“The Story of
the Peasant Fur Coat”), and many others.

Despite the cruel conditions for creativity, Ukrainian
artists, nevertheless, have made a great contribution to the
treasury of Ukrainian art and many of their works will have
everlasting value. In recent years conditions for creativity
have become even worse. Not only must artists keep to the
Communist Party line, but also to another “line”, that of
the merciless Russification of Ukrainian culture and spiritu-
ality under the slogan “the fusion of nations” into one
“Soviet nation”. Obviously, this is a spiritual genocide.
Artists of the old generation, extremely fearful of Stalin’s
type of terror, create by the force of inertia, nevertheless,
they do resist This is
evident in the artists of the younger generation.

In the vestibule of the University of Kiev in 1964 three
artists — Opanas Zalyvakha, Alla Horsky and Lyudmyla
Semykyn — produced a stained glass window “Prorok”
(“Prophet”) depicting T. Shevchenko, on the background
of Ukraine and a rising sun, with clenched fists as a symbol
of protest against the enbondaging of Ukraine. The regime
destroyed this work, and O. Zalyvakha was sent to the con-
centration camp, while A. Horsky was secretly murdered
by K.GB. agents. This gives evidence to the immortality
of Ukrainian Fine Arts, that in the end it shall triumph,
‘when Ukraine casts off the Moscow chains.

In summing up the achievements of Ukrainian Fine
Arts on the path of the history of Ukraine and taking into
account the cruel for in
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the Ukrainian S.S.R. and the difficulties in Diaspora
(mainly the separation by the “Iron Curtain” from the
homeland) one can objectively state that the creative po-
tential of our artists is exceptionally strong and alive.
Ukrainian artists have made a colossal contribution not
only toward national art but world art in general.

Translated by Orysia Ferbey.
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