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Ceamocnae FopdUHCEKUL.

NEPEOMOBA

Cepen 4YHMCNEHHWX YHPATHCbKWX MUCTUIB, AKi
nicnA Opyrol ceiToeol BiAHKW npubynu Ha
AMEPUKAHCEKWA KOHTUHEHT | BKMHOUWNUCA B MOTO
MHUCTELTEO, BYNO YMUMANO TaKUX, AKI BXXE BCTUINH
NPOABMTH CBOT MUCTEeUbKi CAPOMOrM Ha pioHoMmy
TepeHi, ane BNOBHI BUABWNK CBIH TanaHT WOWHO B
HOBMX ymoBax, y OGeanocepenHin 3ycTpivi 3
MUCTEUTBOM 3aXiAHLOEBPONEHCbKUAM i
aMepUKaHceKUM. Lle, caHaue, He 3HauUMno, Wo BOHK
CBOE BpPOAMEeHE pPO3YyMIHHA MWCTeuTBa
nepecTapnAnK Ha iHWi peAKH. BOHU HIKONK He
ry6unu CBOrQ 38'A3AKY 3 YKPAIHCbKMM [FPYHTOM |
Horo 6araToBiIKOBUMH MHUCTELbKWMH TPaOHLUiAMA, B
OCHOBI AKMX Nexano ogHe 3 HaWGiNbWKX CRITOBMX
MHCTEUTB—BI3aHTINCbKe. Lled cTune, 3i CBOTMM
YUCTO NNACTMYHMMK 3aKOHAMW OBOBUMIPHOCTH,
KOMNO3IWUIHHOT CcyUinbHOCTH | aepUUHOI
6apBUCTOCTH, WE & ANABHWHI FT2PMOHIAHO
NeenHYBABCA 3 peHECAHCOM | 8apOKKo, a B Hawi
yacu—3 yciMa MOXMTHBMUMWU HANPAMKAMHU
MoaepHoro MucTeuTtea. Ule nepen [lMepwoto
CBITOBOK BIMHOKY OOMH 3 TBOPUIR DYTYDUIMY,
YMbepTo BouuioHi, siomoBnas ApxHNeHKOBi npaea
Ha3uMBaTHCA PyTypHuCTOM | B3arani MORepHWM
MUCTUEM, 60, AK NKCAB BiH, 3aBOaHHAM (PYTYPHIMY
€ HAWwMTK cTapi Gopmi, a ApxuneHko paani
TPUMAETbLCH Bi3AHTIHCBKOrO nNpHHUUNY
KOMNO3AUUiIHHOT cyuineHOoCTM ofpasy uwu
ckynenTYpH. e 3Haunno, Wo yKpalHCbKi MUCTLI,
RKi Be TOOi NoganucAa Ka 3axif, APHALINA TYOQX He
3 NOPOXHIMK DYKAMH, 8 3 NEBHUMM NPUHUMNEMM A
ineanamu wWoao PopMyBaHHA HOBOrQ MMCTELTBa.

MucTteyrso MUpoHa JTeBHULKOro pO3IBHBANOCA B
NNAHI Uiel Tpaguuil. MoyaTKkosy MUCTEUbKY OCBITY
pictae BiH y Mucteuskid wkoni QOnekcwu
Hosakiscbkoro, wo OGyna BigQinoMm NoOniTEXHIKM
YKpalHCbKOrC TaWHOro yHiBepcuTety ¥ JbBOBI.
HoeakieCbkui (1872—1935) O6yB npeKpacHHH
MHCTEUE EKCNPeCiOHICTUYHOrO TUNY, AKOro Woao
MHUCTEUBLKOrO Kanifpy MOXHa 6 nNOPIBHATH 3
Fopnepom, | Ue 3 HOro WKonNu NeBvubKKHi BUHIC
nepui OCHOBM CNPaBXHLOrO MWcTeutea. OnicnA
NepHUbKHMA nepedwoB po Kpakiecbkol Axapemil
MucTeuTs, 3 AKOT BHHWOR HoBaKiBCLKKA | yMMano
IHILMX BMOATHMX YKPATHCbKMX MHCTUIB. TpoTe
MUCTEUb He 3abyBab CBOro 3B'A3KY 3i JlbpoBOM i

viore mucTeuTeoM. TyT we B 1931 poKy BMHKMKNA
"ACOUIAUIA HEe3ANeMHHX YKPAIHCbKMX MUCTUIB”
(AHYM), Aka BXe Ha nepwih CeolW BucTaBui B
YKpaiHCbKOMY HaLiOHaNLHOMY My3ei nokasana,
KpiM TBOPIB NbBRIBCEKWX MUCTUID, TakOX TBOPH
YKpaiHCbKMUX MHUCTUiB ¥y TMapuxi i TeopH
JANPOWEHHX MHCTUIB (PPaHLY3bKHX, ITANIACBKKX i
iH. AHYM pnawTysana Tex HW3IKyY BHCTaBOK
3akopooHHWx—Y Mpa3si, Bapwaei, bepnini, Pumi, a
TAKOX MoKasyeana Ha CBOIX BWCTaBHaxX TBOPH
MHWCTUIB 3i COBETCEKOI YKpaiHW. JleBMUbKHA CTaB
uneHom Tiel opranizauii 1938 poxy i roTyeas ceoo
BUCTABKY, ane UbOMY Mepewxkoadna cninbHa
COBETCbKO-HAUWCTCLKA arpecia, a srogom [pyra
CBITOBA BilHA.

MicnAa BiAHW DNPWAWOB BUIZ3O N0 TOCTUHHOI
Kananwu. A BCe X, MHMCTUA TATHYB Ao cebe Maprx 3
YCiM MOr0o BAPOM MNOBOEHUX MUCTELIbKUX PYXIB, LU0
Toni NynbCyBanu B TiA CTOnwMui ceiToBOro
MHCTELTRA. [IeBULbKHI NEPEHOCHUTHLCA TYOM BXe AK
KaHaOCbLKMIA rpOManAHMH, BaraTto npauroe i Ha
BecHi 1958 poKy BrnawTOBYE CBOH) BWCTaBKy B
ranepil Pop Bonbmap. MucTeubka KpUTHKa
npueiTana sucTaBKy Ayxe Ttenno. XypHan
ApmabaM Bigpa3dy BM3HAR Y HAWOro MWCTUA "Oap
OMMCKYUOro KONbOPWCTA, CUIMbHWA | BUPa3HWK
rpacpiam B excnpecioHicTUuHoMy ayci”. MNpecTikHi
"fle HyBenb niTTepep” NOPIBHANK DEKOPATHBHI
eneMeHTH B ManapcTei NlesMubkoro 3 nponemamuy,
AKUX y CBOIX KapTHHax Wykas Maric.

Mpadiam niHil Ta eKcnpecHBHHW KONMbLOP,
cTREpIXEHWA TOOI PPanLy3bKHUMH KPUTUKAMM, e
€ OCHOBHI TMNOBI PUCH YKPAIHCLKOTrO ManApcTea,
pinponXeHi B HawoMmy cTopiudi Muxadhnom
Eonuykom, Hpiem HapGytom, Bacunem
KpHueBCbKKUM, MNeTpoM XonoAHWM CT., AHaTonem
MNeTpHUbKMM Ta TX NOCAIOOBHUKAMU, OOHHM 3 AKKUX
€ i JleBuubKWi. AKi GiNbWicTe 3 HUX, JIeBMUbKHIA He
TiNBKH ManAp, a A BAOaTHAR rpadpik i intocTpaTop,
MancTep KHUXKOBGro oopMneHHA, BiH TeX Oas
uMmano TBOPiIB AK ManAp-moHyMexTanicT. B uin
OCTaHHIA QOiNAHUI BiH BUKOHAB HUAKY
BeNWKOOPMaTHUX CTIHONUCIB Y uepksax Kanaon A
Asctpanii. TyT BiH HaneXwTb OO THUX MUCTUiB
MOHYMeHTanICcTiB, AKIi OOMOFMUCA YCYHYTH 3
GaraTbOoX ULEpPKOB CONOAKAaBy, roNnisyAcbKOro

7



TANY Oekopaudiwo. Ha micue 11 npuAwWNK nocTarTi
6inkW reoMeTpUuHO YNpoweHi, npegcTasneHi
OBOMIpHO, Ge3 nepcnekTUBHOI rNUdWHWA, 3aTe
Harati thopmamn i Gapeamu, WO CTAKTh He
OEeKopaTUBHMM [OOOAaTKOM OO0 Xpawmy, a
iHTErpanbHOK YACTUHOK HOro apxiTeKTypHOI
UinocTH.

B mucTeursi JleBnuskoro ocobnuey ypary
38epTAE WOro BMIHHA NOEOHyBaTH rpadisM 3
CYTOManApPCeLKMMHK 3acoGamu, 3rigHo 3 BUMOramu
OaHOT KOMMO3WUIT, BiH pae y CROIX KapTWHaX
nepesary eneMedHTaMm TO rpadiddHum, TO
MANAPCbKMM, | TYT BaX/MBO, WO BiH 3aBXOH
afepirae NiHikHY PUTMIYHICTDE | 3arapMOHIacBaniCTh
Gapp. BiH Mac BpoaXeHe NOYYTTA PUTMY i rapMOHii,
i HOTO IHCTHHKT Kaxe AoMY, AKi eNeMeHTU BUCYBATH
Ha nNepwvin NNAH i poBWUTHU iIX OCHOBHOMK
npoGnemMolo AKOrock Teopy. [yxe noka3osa TyT 3
ULOrC NOrNANY WOre HKOMNO3WUia [ yuynbCeki
My3sukanmu, Oe i cdopmu | Gapeu Bnuckyue
nepenardTs PUTM TAHKOBOT MY3UKH.

Mupon IMeBuubkui Garato nopopoxysae | 3
KOXHOI NOI30KKU NpHBOane HoBi TROopU: 3 CiHranypy
i BombGerwd, IctamByny ©# Terepany, Mexiko H
AecTpanii, i rnAOa4Y Ha MOro BMCTABKAX MOXe
CNOCTepiraT, AK MUCTeUb NEPEeTBOPHIE SK3DTHUHI
MOTHBH B CBITNi CBOEl BNACHOT 8CTATHKM,

OOHOUACHO 30epirarun nNeOKANbHUIA XapaKTep
GaveHoro | 306paxeHoro. Pyx i BMHaMiKa YyMCneHnx
HOro TBOPIB HIKONKW He acoUdiloreTheA 3 Xxaocom, 6o e
HHMX BUUYTHE A iHTENEeKTyanbHe HanpyXeHHA, AKEe
BHOCWHTbL CBiIA UMHHWK pIiBHOBArkM y CKNAOHHHA
npouec mMyucTeybKoro TBOPEHHA. [okasaHi Ha uin
peTPOCNeKTUBHIA BMCTABUI Npaui MMCTUR, KOSMH
po3arnAOaTh iX XpoOHOMoriuHo, navTe pobGpuM
NOrNAL He NYWe Ha HOro BNACcHE MUCTEUTBO, 4 H Ha
Ti pyxH | 3MiHM, WO MNPOXOOWMNH B MHCTEUTBI
CBITOBOMY.

MNuwemo npo gianbHicTe IeeMubkKOro Ha noni
MUCTELTBA YKPaTHCBKOro nepedycim TOMY, WO BiH
HANEXWTe OO TiEi UACNEHHOT rPpynK MUCTUIB NoO3a
YKpaiHolo, Ae Hi Horo, Hi inwnx BHOATHWX MUCTUIB
He BINLHO HAaBeiTe 3rapnysaTH. OOHOUACHO MW He
3abyBaEMO TOro, Wo JeBUUBKHIA € TEX MUCTUEM
KaHaacbkuMm. KaHapcbka KyneTypa cKnageHa 3
OBOX OCHOBHWX NepBHiB—AaHIMiACBKOro |
dpaHuy3LKoro, a B MMcTeuTBi JTeBHUbKOre € Tex
YUMAano EneMeHTIB FAnnCbkol NerkocTH | ByiHol
cbaHTalil, Aki BiH 3aceois cobi B [Mapuxi. B
NOEQHAHHI 3 efeMeHTaMK YKPaiHChbKWMMK, Le pgac
TUN CYUYACHOTO MHUCTUA, AKHMA TapMOHIHHO MOEQHAB
BNNUBH PI3HNX KYNLTYP Y CBOTA BIGPYOUIA KNTTAM i
NepPEeKOHNMBIA TBOPUOCTI.




Sviatoslav Hordynsky

PREFACE

Among the great number of Ukrainian artists who
settled in North America after World War Il and
continued their careers in art, there were many who
had already achieved some recognition in their
homeland, but who reached maturity intheirartasa
resuit of the direct contact with West European and
American Art. However, that doesn't mean thatthey
changed their innate understanding of art. They
never lost touch with their Ukrainian roots and its
centuries-old art traditions, at the base of which lay
one of the world's greatest art traditions, that of
Byzantium. This style with its clearly two-
dimensional principles of form, compositional
unity, and exhuberant picturesqueness, has
combined harmoniously with the Renaissance and
Baroque, and with the styles of art of our time.
Before World War | one of the creators of futurism,
Umberto Boccioni, denied Archipenko the right to
call himself a futurist and, in fact, a modern artist,
because the aim of futurism was to destroy old art
traditions, while Archipenko continued to adhere to
the Byzantine principles of compositional unity in
painting and sculpture. This meant that Ukrainian
artists then working in the West had not arrived
empty handed, but in possession of ideals with
which to create new art.

Myron Levytsky's art developed along the lines of
these traditions. He obtained his basic arttraining at
the Olexa Novakivsky Art School, which was a
department of the Ukrainian Underground
University in Lviv. Novakivsky {1872—1935) was an
excellent expressionist artist who in stature could
be compared to Hodler. Levytsky received his
fundamentals in art from Novakivsky, and later
attended the Cracow Academy of Art, which
Novakivsky and many other prominent Lkrainian
artists had also attended. However, Levytsky never
forgot his Lviv ties. It was in Lviv in 1931 that the
Association of Independent Ukrainian Artists
{ANUM) was formed. Its first major exhibiticn at the
Ukrainian Museum included work not only by
Ukrainian artists from Lviv and abroad, but also
works by invited artists from France and [taly.
ANUM also organized exhibitions in Paris, Warsaw,
Berlin, and Rome, and in its exhibitions included
works from Soviet Ukraine. Levytsky was invited to

become a member of ANUM in 1938 and was
working toward his first solo exhibition when World
War || broke out.

After the war Levytsky for a time lived in Austria
and then emigrated to Canada. In spite of
everything he was attracted to Paris with its
multitude of post-war art movements that were
pulsating in the art capital of the world. Levytsky
came to Paris as a Canadian citizen, worked hard,
and in the spring of 1958 his first one-man exhibition
was held in the Galerie Ror Volmar. His work was
well received by the art critics. Artaban immediately
recognized “his gift of a brilliant colourist, strong,
and precise graphism in an expressionist spirit.”
The prestigious Les nouvelles litteraires compared
the decorative aspects of his painting to those of
Matisse.

Graphic lines and expressive colour
acknowledged by the French critics are the basic
characteristics of Ukrainian art revived in this
century by Mychailo Boichuk, Yurij Narbut, Vasyl’
Krychevsky, Petro Kholodny Sr., Anatoly Petrytsky,
and their followers, Levytsky among them. Like
most of the latter, Levytsky is not only a painter, but
also a prominent graphic artist and illustrator, a
master of book design, and amonumentalist. He has
painted a number of large-scale murals for
churches in Canada and Australia. In this field he
belongs to those monumentalists who have
managed to remove from the churches the syrupy-
sweet type of decoration and to replace it with
geometrically simplified, two dimensional design
without linear perspective, rich in forms and
colours, that do not become a decorative addition to
the churches, but are an integral part of the
architectural whole.

Levytsky's ability to integrate linearity with
painterliness deserves special mention. According
to the composition at hand, he emphasises the
linear or the painterly, and always maintains alinear
rhythm and harmony of colours. He has an innate
sensitivity to rhythm and harmony and instinctively
knows which elements to stress as the solutionto a
problem in a certain work. This is particularly
apparent in his painting Hutsul Musicians where
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shapes and colours brilliantly convey the rhythm of
dance music.

Myron Levytsky has traveled a great deal and with
each new trip brought back new works: from
Singapore and Bombay, Istanbul and Tehran,
Mexico and Australia. Viewers of his exhibit can
observe how the artist transforms exotic motifs in
the light of his own aesthetic while at the same time
retaining the local character of what has been seen
and depicted. The movement and dynamics of
numerous of his works are never chaotic because
there is a sensibility and an intellectual tension
which brings balance into the complex creative
process. Works included in this retrospective
exhibition seen in chronological order, will give a
clear insight not only into his art, but into the art

10

movements and changes that took place in world
art.

We are writing about Levyisky as a Ukrainian
artist primarily because he belongs to the large
group of artists working outside Ukraine where
neither he nor other prominent artists receive
any mention and are not officially recognized. Atthe
same time we are not forgetting that Levytsky is a
Canadian artist exposed to the two founding
cultures, English and French. Levytsky's art also
includes elements of Gallic lightness and
impetuous fantasy which he assimilated in Paris and
combined with Ukrainian ones. Like a number of
distinquished contemporary artists Levytsky has
combined harmoniously the influences of several
cultures in his vibrant and convincing artistic
creativity.



Hapin Qapeauy

MATAOECAT POKIB TBOPUYOCTH

Mupox [lepruUbKKMA, AKMA NIONHCYETBCA Ha
KapTvHax fNee, HalBinbw BIGOMUMA y ueW uac
yKpaiHCEKWI manAp y KaHaai Ta oauH 3 HanKpawmx
YKPaiHCBKUX MUCTLIB ¥ BiNbHOMY CBiTI. BnpoaoexX
N'ATH OECATH pokKie feBWUubKUMA odcopmue Ta
iNOCTPYBaB MOHAO TPMCTa KHUMOK, Hamankopap
KiNbKa COT KAPTUH Ta PO3IMaNIOBas NECATL LEPKOD
8 YkpaiHi, Kanani Ta AscTpanii, Wo NpHUHeCcno oMy
WHPOKWA pO3ronoc i NONynAPHICTh.

NeBuubknii HapoowecA 1913 poky y lbeogi i
npvixae 0o KaHagu TpMOUATH WICTL POKIB TOMY, B
1949 poui. 1985 pik—ue N'ATOECATHA piK
GaraTorpaHHol npadi npodecinHOro MHCTUA, WO
OXONMHOE PAO KpaiH Ha TPbOX KOHTUHeHTax. Moro
BKMan B pi3HWX MHCTEUBbKHMX OiNAHKAX Oyxe
3HauHun. MeTo peTpoCneKTHMBHOT BUCTABKU W
Katanory—nNpocniouTy po3BuTOK 06pa3oTBOPUOT
npaui NeBHUbKOro Ta CUIHWTH KO0 OOCATHEHHA.
Tomy WwWo GaraTo HOro Npalb NPONano B XYPTOBRMHI
Opyrol ceiToeoi BilMHWM, paHHIA nepiopg WHoro
TBOPUOCTU HE € OOCTATHEO 3acTynneHdi. He 6yno
MO¥MHMBOCTEN CNPCBaaAMTH MOro KApTWHK 3 EBponu
Ta ABcTpanii, a aeAki HeMoxnKEeED SYNO BiOWYKATH,
PiBHOX 3acAr Wiel BWCTABKW i ULOro BUOAHHA He
OO3BONANK HA OQCNIIKEHHA TBOPUQCTH MHUCTUR ¥
pinAHKax rpaddikK, KHHMXKOBOrO OthOPMNEHHA,
incTpadil | UepKoBHOT MNonNixpoMii—ainAHOK, B
AKUX MUCTEUb OYB OyMe AKTHBHWUM BMpOOOBX
N'ATOECAT pOKiB, ane, AKi We Ha xanbk He
aapokymeHtTopadi. LWo6 paTtv yABNeHHA BKNnaagy
ReBvubKore y Ui ranyai mucTeutTea NoOaHo
CMACOK LIEPKOB, PO3IMANbOBaHAUX MHCTUEM, |
CMUCOK OeAKrMX OQOPMNEHUX HHUM KHUMOK Ta
inrocTpadin. Kinbka penpoaykuii NonaHo B TEKCTI.
Beci Aoro ayxe nowwMpeHydx AOeB’ATHAOUATH
NIHOOPYKIB BKAKOUEHO Y BUCTABKY i BMIWEHO B
Karanoai pa3oMm 3i 3paakamMun OeKiNbKOX KHUMKOBMX
3HaKie 3 NoMix 90 BUKOHaHKMX JTeBMUBKHM.

Byayun we AWTUHOR, JleBrubkuid nrobOue
pUCYBaTH | MpIiAB cTaTK mucTuem. B 1931 poui BiH
6y¥B NPUAHATHA OO0 MHCTEUbKOT WKONKW BiOgOMOro
MHCTUAR Onekcu Hoeakiecbkoro y Neaosi. B To# vac
Nupie 6yB KynNbTYPHUM UEHTPOM 3axigHbol
YKkpaiHv. BucTtaeka, sopradiaosada CBRATOCNABOM
MOpOWHCBKHUM 3 pameHn HoeocTeopeHol B 1931
poui "Acouiauil yKpalHCbKHX HE3aANEXHHUX MMCTUIB"
{AHYM} pana amory MNMeerMusKoMY NO3HAWOMWTUCA
3 NpausMM TakKWX 3axiOHbO-eBPONERACLKUX
manapia, Ak Nikacco, [Oeped, Warane, Owodi,
MoginbaHi, 3agkid, Toudi i CerepiHi, a Takox 3
TBOpAMM YKpaiHCbKHX MWCTUIB, WO B TOW dac
npaurBanuy 3a rpaHuLero: ApXHNeHKo, AHOPIEHKD,
MyweHko, MpuweHko, KpuueBcbKWA, XMenwoK i
Japuueska.l [NicnA OBOX POKIB MUCTEUBKWUX CTyQiM
NeBnuekuA piluve BWBYaATU rpadiky B npodg. B.
Ckounnaca B Akanemin MucteuTe v Kpakosi. B Ton
we uvac JleBMubkWi Oys nobpe obisnHanuiA 3
TBOPJYICTHY PPaHUYIBKMX iMNpecioHIiCTiB, NocT-
iMnpecionicTie i Ky6BicTie. HMomy cneuiAnsHo
nogoBanvcA npaui Bowapa, Tymwoa-floTpeka,
Cesana, Penyapa i Bpaka. Mig uac Bakauid
NebMUBLKHMA MmaB 3Mory BigeipatH mamxe Baci
yacTUHW 3axigHbol YkpaiHi, MaHopyroun cenamm
BiH 33aXONNKBABCA HAPOOHIM MWCTEUTBOM
CNeuiAnNbHO APKHMMHU NOMApPaHYEeBO-YEpPBOHO-
JeneHuMd KombBinauinmy Gape HapoOHbOl Howi
Asopora i Kocmaua.

B 1935 poui JleenubKkni nosepHyBcA Ao JNbBoBa,
pe pictae npauwo rpadika y esvaasHUUTBI
Eameukiswura. OOHMM 3 Nepwux HOro 3aMoBneHb
Oyny incTpaudil 0o OBOTOMHOIO BUOAHHA EHeIdU
KoTnApeeceKoro. [lMepwe 32aMoBNEeHHA Ha
nonixpoMie uepkeu JleeMubkui opepwan 1937
POKY OMNA PO3MankOBaHHA BaHi Ta BIKOHHWX apoK ¥
uepksi ¢p. Mukonaa y CepadpuHuax.

1



Uepkea XpucTta Llapn, Binniner. Anzon. CtiHka 3 nparoro 6oky
CBATUNULLYA.

Christ the King Church, Winnipeg. Angel. Wall in front of
sanctuary, on the right.

Mia yac okynauii NleBoBa YepBOoHOK ApMi€o B
1939-41 pokax JleBMUbKWHA NpaLOBaB Xy OOXHHKOM
B ApxeonoriyHomy Bigaini Akagemii Hayk, aonicnn
B ICTOpUUHOMY My3erwo, Oe BiH odopMmnioBas
BUCTABKHK, KONiKOBaB opwuriHanu i maB 3Mmory
BHBYaATH peHecaHcoBy i 6apOKKOBY apxiTeKTypy
NeBOBa, a TakoX BeNWKY KONeKUiko CcTapux
yKpaiHCbKMX iKOH. 3 uboro uacy B JleBuMubkoro
3pOOHNOCA CcneuifAnbHe 3auikaBneHHA iCTOpiero
YkpaiHM Ta ikoHorpadieto. MNPoOTArom HiMeubkoi
okynauii JlbBoBa JleBUULKMHA CNOBHAB O60OB'A3KH
MUCTEUbKOro pepaktTopa YKpaiHCbKOro
BuoasHMUTBa, O BiANOBIOaB 33 BCHY KHHUXKOBY
rpadiky.

MpauA y BWOaBHUUTBI He 3anvwana 6araTto yacy
Ha ynobneHe 3anHATTA J1eBULbKOro—ManapcTeo,
ane BCe X TakKW BiH 3HaXOOWB Yac i NPOOOBXYBaB
npauroBaTH akeapenAmu Ta oniAMM. B 1942 poui
noro npaui 6yny Ha cninbHiA BMcTasui ¥y IbBOBI.
MaMxe Hi4Oro 3 TOro nepiony TBOPYCGCTU He
36epernocAa. OnHa akeapenA Kamedpa ce. KOpa
3HaxoAMUTLCA Y NpuUBaTHIK 36ipui B TopoHTi. [onA
iHWKX, Wo 3andwunucA y JlbBOBi, HeBigoMma.
Kpaesud 3 mocmom, 1938 (ctop. 29)—ue nepwa
npauA B UbOMY Kartanosi. B komnosuuii Ta cuHbO-
3eNeHKxX i OXPOBUX KOMbOpax MOMITHHW BMNNUB
Ce3saHa, ane ToHu J1eBUULKOro TeMHIWI | ue Hanae
KapTUHI TAEMHHUYOCTH.
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HisyuHa 3 CepachuHeus, 1942 (cTop. 87)—ue Wwe
oOWH NpUKNAag TBOPYOCTH MMCTUA 3 TUX yacie. TyT
yBara 3o0cepemeHa Ha KONbOPUTHOMY oOpOAs3i
OiBYUMHKM | HA peanicTUYHO nepedaHoMy BWpasi il
o6nuuuyA. Xou Ui AOBi KapTUHW 36epernucAa
npYnanKkoBO, BOHWU MOXYTb CRyXWUTWU NPUKNanom
AOBroTpUBAnNOro 3auikaBnNneHHA MUCTUR
KpaesuaoaMu i XiHOYUMMKM noprpetamu. 3
noeepHeHHAM pPafdAHCbKKUX BIHCLbK JleBUUbKKUiA 6yB
3MYLUEHHMH NOKUHYTH JbBiB. HanpUKiHUi BiAHK BiH
pa3oM 3 nepLuoo ApyxuHorw Mapiero onMHMUBCA B
IHC6pyui, Ae BiH Npaurosas B oNii i rpacpiui Ta 6pas
y4yacTe y 36ipHux BucTaBkax y HimeyuuHi Ta
ABcTpil. B Mopmpemi Mapii ITesuyskoi 3 1946
(cTop. 31) nepeBa)kae NpUTEMHeHa NaniTpa pa3om 3
nNacTUYHMUM MopOenkBaHHAM ¢opM Ta
npocTopoBol rMMUbuHK. B Aemonopmpemi 3 1948 p.
(cTop. 88) IleBUUbLKHMIA 3 LMrapKorO B pyuUi CBOEKD
no3oK Haragye Aemonopmpem i3 3ananeHow
yueapkoro 3 1895 poky pob6otn MyHka. [anslue
nepeeaxaroTb TEMHi 3eneHaBi TOHM, TPUBHUMIpHE
MopentoBaHHA | rMubiHb,

B 1949 poui rama konbopie JleBvubkoro
nowupMnacAa i crana ACHIWOK, nerwow Ta
iMNPEeCiOHICTHUYHOIO, AK BUOHO 3 OBOX KpaEsWAaiB 3
Toro poky. B Tykcepkam, Tupons ropu 6nigo-
rony6i i pioneTosi 3 aKLUEHTaMK ACHO XOBTOro Ta
poxegoro. TiHwBaHHA 3actynnedHe 6inbuw
NNOWHMHHMM nepenaHHAM npocTopy i copm
KoNnbOopoM. fleg’amul ean (cTop. 19)Hamanso0BaHUKH
nig yac nogopoXi uepe3 ATNAHTIMHCbKKUIK OKeaH Oo
Kanaou, sionsepkantoe JleBUUBKOrO BMTOHYEHY
CNOCTEPEeXNHUBICTb | BIQUYTTA HHOAHCIB KONBOPIB.

B KaHagi MucTeub 3 OAPYXWMHOK NOCENUINUCA Yy
BiHHinesi, oe fleBUUbKWIA 3HOB Y3RBCA 3a rpadiky i
penakTopcbKy npauro. B poku Big 1949 no 1954 BiH
sanpoektyeae 19 ob6knanuHok AOnA Knwoby
MPUATENIB YKPAIHCbKOT KHMXKKM, a OOHOYacHO
cnoBHAB OOOB’A3KKM nNiTepaTypHOro pepaktopa.
Neenubknin TakoX odopmmB OBKNAOWHKK TakMUX
BaXnueux BuOaHe TWUKTOpa, AK Benuka icmopin
Ykpaivu, lecmopia ykpaiHcbko20 6ilicbka, Ta
lcmopia ykpaiHcekoi kynemypu. B TOoW cam uac
NeBuubKKWIA pycyBas BCi inOCTpauii ANA AMTAYOro
MicAuHWKka Mid npuamens | peparysaB Ta
inlOCTpyBae ryMOPMCTHUUHWUA XypHan Komap. B
1952 poui BiH ogepxaB 3aMOBNEeHHA Ha NONIXPOMito
uepksu cb. MNeTpaiMasna B ETencbepTi, ManiToba,
a B 1954 poui poamanioBaB uepkey Xpucra Llapa y
BiHHinesi. Kpim TOro, JleBMUbKMH NpPOOOBXYBAB
MantoBaTtH NOPTPEeTH Ta KpaeBvaOud. B KapTuHI



Mopmpem, 1950 (cTop.20), 6a4MMO peanicTU4HO
HamManbOBaHy rOMoOBY XiHKM B ACHMX BiATiHKax
konvopis. B o6pasi Hamropmopm 3 2neyukom, 1953
(cTop. 89), lNeBWUbKHMH NPOAOBXYE MOCT-
iNMPECiOHICTUUYHWIA CTHUNB NONepenHix pokis, ane 3
nopaTKoM eneMeHTiB, AKi nependauaroTb NanNbLWKA
po3BMTOK HOro npaudi. Hanpuknag, TeMHi o6pucH
faHaHiB BKa3ylOTb HA MaMOBYTHIO RiHIAHICTL, a
NNacTuuHicTe ©O6'ekTie HA 6inblW NMNOCKOMY
Tni—nepexia Ha WiNKOBUTY NNOWKWHHICTb.

Wykatoud 3a kpawumu obcTaBMHamu ONA
MUCTEUbKOI TBOPYOCTI, JleBUUbKMHA 3 PpOOWHOKD
nepeixas B 1954 poui 0o TopoHTa. TOro * poky BiH
po3amantoBae ikoHocTac B Uuepksi ¢B. [yxa B
CupaHero B Hoei Ckouwii. B 1955 poui INeBuubkuiA
NPUMHAB Npaukd MUCTEUbKOro KepiBHHWKa
dinbmoBoi dipmd Opb6iTt, uinnw Aaxkoi 6yno
cthinbMyBaTH yKpaiHCbKIi NOCENeHHA B BiNbHOMY
ceiTi. Lle pano nomy amory nepebyeatv B Hbio-
HMopky, AHrnii, Banii, LWoTnaHAii, Ipnaxgii, Benwbrii,
HinepnaHpax, Himeuunri, ABcTpii Ta ®paHuil.
EdeHbypr, 1956 (cTop. 33)—6yB HamManboBaHWK Nig
yac uiel nopopoxi. Micto BMOHi€E Ha dioneToso-
CHHIX cKeni Ha oHri 6nino-3eneHoro i pioneToso-
wosToro Heba. [loOMiHYOTb NOCT-iIMNPECiOHICTHUYUHI
8NnMeu, AKi HaranyTb Ban Noxa B Maskax Heba Ta
aepee i Ni3Hboro MoHe B KOMNO3uMUii Ta Konbopax.
Konu B Hacninok HenepepnbaudeHWX nepewkon
NPUALINOCA 3anNUWKTH dinbMyBarHA, JlesMUbKHA
BMKOPHCTAB HArony CNOBHUTU CBOKD XUTTEBY Mpito
i 3anywuBCA B cTONMUi MucTeuTea, Mapuxi, wob
ManoBaTH.

BecHow 1958 poky sBipb6ynaca nepuwa
COMOCTiRHa BucTaBka [leBuubkoro y ranepii Pop
Bonsmap B [lapuxi. BuctaBneHi KapTHUHU
BiAO3epKanBanu BenuKi 3MiHW, AKi BBIAWNK Yy
TBOPUiCTE JIeBMUBLKOro NPOTArOM KOPOTKOro
nepebysaHHA B Mapuxi. DopMKU | NpocTip cTanu
NMOWKMHHI  Ta CNpoleHi, Konbopu Ha6panu
COKOBMTOro HaACHUUEHHA | TennoTW. 3HHKNO
BXMBAHHA CBITNO-TiHEW, AK 3acofy OO0 NnacTUKU
dopMH Ta NpoOCTOpPOBOi MUOBKWMHK, a HATOMICTb
3'ABMNACA nepepauya Bpa)XeHHA npocTopy
KONbOPOM, YAaCTKOBMM NepeKpuMBaAHHAM i
BEPTUKANbLHICTHO. B KOMNO3uUii QOMiHYOTE Maixe
reoMeTpUuHi, Pi3HOKONBbOPOBI NNOWMWHKK i nNiB-
abcrTpakTHi dbopmu. MoABuNacA NiHiAHICTE B
KOHTYpax i AK CAMOCTIHHUIA eneMeHT B KOMMOo3uLii.

B oaHin 3 KapTHH 3 Ui€i BUCTaBKHK, a came: [onoea
Anocmona, 1958 (cTop. 35), BUCTYNaKOTek CHUNLHO
HAacHUUeHi XOBTi, NOMapaH4YeBi Ta YUePBOHI KONbOPH
3 OOMILWIKOK 3eneHoro, Wo HaragywTs 6apsu

Miema, 1958. Onia Ha nonoTHi. 36ipka J1. KoGpwun-Pikapa,
Mapux.

Piéta, 1958. Oil on canvas. Collection of Mrs. L. Kobryn-Ricard,
Paris.

ABOPIBCbKOT BMWMBKKM. BupoosxeHe o6nuuus
npencrasnexHe poOHTaNbHO, a MUraanosoi popmu
Oui, HaronoLweHi CTUNI30BaHOK apKoHo 6piB, MaKdTh
LOCb NPUTaMaHHOro CTapUM YKPaiHCbKMM IKOHaM.
Yono Ta WOKW KOHTypoOBaHi niHiAMM 6aps, AK
KONMWUCb B Takux ikoHax 3 XY cT., Ak Bozomamip
Qdueimpia 3 anocmonamu.2 [pUEMHO Bpaxae
CBIXICTHO NEepBUHHOroc MUCTeUTBa, HebyBanow no
Tenep y KapTHHax JlesvubKoro.

CeitnicTe 6aps, cnpolweHHA OpM, NiHIRHICT i
NNOWMWHHICTE TakKoX [OyXe HaABHIi 8 Apyrin
penirinHii KapTuHi 3 uiel BucTasku, fMiema, 1958,
penpoaykuia AKOT 6yna nomiweHa y xypHani Munas
toHi. Xou nocTtaTtb XpucTa, 306paxeHa
OiArOHaNbHO, 3afIMWAETLCA BPAXEHHA
¢dopoHTanbHocTU. Bci Tpu noctaTti o6pucosaHi
FHYYKWUMH NiIHIAMK, AKI TBOPATb PUTMIUHY CiTKY, WO
Haranoye Ham ctapi iKOHM, AK Hanpuvknagp YcneHHA
Bozopoduyi.3 Cama Tema i KOMNO3KWUIA 3aN03nYeHi
3i 3axony, 60 lieta He HaneXxWTb OO Tpaauuin
CxinHbOI UepKBH.

PeHe Kapeaneo B /1A peso ModepH nucas, Wo:
"YKpaiHcbke noxomxeHHA MupoHa [lesa
6e3nepeyHo BMAMMHYNO Ha HOro TBOPYICTD.
BoHo pae 1A 6nu3eky nofibHicTe Qo
cxigHbOro mvcreyrsa’. 4

BiH Bfauae Ui BNNMBM B KiNbKOX npauax, a
0Cco6nUBO B KApTHHI KHA3bL l20p OeHbL neped BOEM,
1958 (ctop. 90), Aka Haralye HOMY Yy CBOIH
cTdnisauii i y BiGpYHOUMX 3eneHuX i YepBOHMX
akopnax 6apB acUpiMCbKi hpecku.
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INeBUUBKMA Takox 6GaraTo aaBOAuyYE CydacHIH
MapuabKin Wkoni. CeoepiaHi oBpUcH i NIHIARICTL
Synu NMTOMI AeAKrM 3 HAA6INbL BIOOMKUX MHCTLIB
Mapuxy. Hanpuknan, [llikacco B 4acTo
penpooykopaHid kKapTuHi Cunseem, 1954,
poanoainAce NOBepxXHHO NMOCKUMH 3iCTasNeHHAMM
KONbopie B Napi 3 niHiAMKU. KOHTYPH | NiHIARICTD
MOXHA NOGaunTH B NpauAax bepHapoa Byde, AKMA
came TOOi ByB Ha BeplUHI NONYMNAPHOCTI, ane
KAPTKHHW HOrD MaMXe MOHOXpPOMAaTHUHI. JTiHiA i rpa
konbopoeux OpM 3HAXOAATLCA ¥ TBOopax Epaka,
npaui AKOro, We p[pasHiwe 3axonnwsanw
NMepHUBKOra i MOrAM 3a0XO0THUTHM HOrCO
3acTocoByYBATH Y MANApPCTBI NiHIAHICTL |
CNPOWeHHA, AKI BXe paHiwe NpoRBMNANMUCA ¥ KO0
rpadidi.

BinoMri  hpaHUy3bKHUA  MMUCTELUbKUHA KPHUTHK
Mone CaHTeHaK HanWCas y BCTYNI A0 KaTanory
BMCTABKH J1eBUUEKOrO:

"Mucteur BvpobHe Tenep CBIA BNacHWH
CTHNL 4epe3 eHeprinHY W HaO3BUMAMHO
MWBY NiHiKO, AK PIBHOX Jepea KONbOPHT,
OnepTHH HAa [IACHOCTI, a OOHaK HABIAHKWH

nipnaMom Manapa.”
PobepT Bpiva 8 Apmaban cTeepous, wo "Len
Manap Ma€ aap GNMCKYHOro KoneopHucTa...”, a XaHx
WabaHc e yaconuci fle nexwmp nvucas:

K1IHOMYIMIMN

WOMANS WORLD
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"Horo ayxe BMPaIHUA CTUMNE, ACHA naneTa,
CUNbHO BRCPAQKOBAHA CTPYKTypa
TBOPIB—OCH HAWBKWI KO3IWPI ULOTO
BOYMMMBOrC MWCTUA, WO Mae pap [o
OEeKQpPaTUBHOFC CTIHONKUCY." S

Burnapae, wo [Mapuw c¢tas ANAR JleBMUbLKOro
Katanictom, AKWMHW NPUBIE AC 3aCBOEHHA |
Tpancdopmauil TpeOX HUHHHKIBE: Tpanuuin
yKpaiHCbKOro penirinHoro i HapoOHbOTO
MUCTeUTBa, OOCATHEHL ¥ rpadhiui i CNiBaBYYHOCTH 3
paHLUy3bKMM MWUCTELTBOM. ¥ BWCRiai nocTas vy
manapcTei JleBrubKoro HOMY BNACTUBMHA HOBMA
CTHNG.

MicnA aepOX Aywe ycniwHux pokie y Mapuxi,
3a0XQUEHHH YHCNBHHOK MPUXHNLHOK KPMTHKOKD
dpaHuy3ekoi npecH, NeerMUubKHH NOBEPHYBCA OO
TopoHTa, O NPOACBXKYBAB MANKBATH B CTWMI,
AKWI BUKpUCTani3yBaBcA y MpaHuii, Nanitpa Horo
KONeOPIiB 3andwuKnacA Tennok) | ACHOW, BiH
NpONOBNXYBAB PO3NOOINATH MNOBEPXHK HA
CMAPOLWEeHi, 4acOM FreOMETPH30BaHi NNOoWKWHK GapB,
AK OCb B KapTHHI Mopdar, 1960 (cTop. 91), fTiema,
1960 (cTop. 37), i Lapmp, 1963 {cTop. 41). NiHiA
cTana we 6inblW MAPKAHTHOKD | PUTMIYHO-THYUYKOKD,
AK OCb B KAPTHHI Kacta, 1963 (cTop. 97). B 0eAkUx 3
“ore o6paain, Ak Pubansceruli nopm, 1963 (cTop.
95),Ecnancexe sMicmo, 1965 (cTop. 51}, Nepuubkui
BXMBaE abcTpakTHOI rpy CBITRA, AKEe nepennitae
KOMIO3HUIKD | HACBITNIOE OERKI MICUA, CTBOPIOKOUM
6e3MEeXHY KiNMbKiCTe PI3HOMAHITHMX BiATiIHKIB
Konbopie. YacTo Ui HACBITNEHI NMAOWWHH
MepeknNUKaTbCA 3 MiHIAMK | opMaMKi, Yacom
nepeKkpHBaOTLCA, O4OMKW MNOYATOK HOBUM
KONBLOPOBMM COPMAM | MiHIAM.

MpoTe, oAoHak, He BCI ManMOHKH LWICTOECATHX
POKiB CKOMMOHOBAHI 3 HATCNOCOM HA NIHIAHICTE. B
TaknMx KapTuhax, AK feanx [yc, 1961 (cvop. 39), i
fonoega Xpucma, 1961 (cTop. 96), JleBMubkuMA
TBOPUTL Ha nigcraei nNockux maskie Gape y
rapMOHiAHKMX a0 KOHTPACTHMUX TOHAaX, AKI
HaranywTh 3aUiKAPNEHHA KOMNbOpPOM rinHe
NMOPIiBHAHHA 3 NiIBHIYHO-AMEPHMKAHCbLKHUM
a6CTPAaKTHMM MHUCTEUTBOM TOrQo Yacy.
MepenniraHHA MepeQHbLOrc NNAMY 2 TNOM ANA
CTBOPEHHA LINOCTH NOBEpPXHi KOMMNO3MLIT Takox
nputaMmaHHe aSCTPakTHOMY MUCcTeuTey, NobyTye B
TaKkux Teopax J1eBUUBKOro, AK MyuynbChRi My3uKku 3
1963 poky (cTop. 48), Ae BCA NOBEpPXHA BIOpYE |
roOpMTbh APKHMH Ma3KaMHM UYEPBOHWX, POXEBMX |
noMapaHueBux ToHiB. B Aemonopmpemi 3 1968
poky (cTop. 55) NONOTHO BKPpWTe BapiAHTAMM
NO3AO0BXKHKUX 3eMeHWX Ma3KiB NeHanA Tak, Wo apasy



TAXKQ BigcenapysaTu nocTaTs Bif Tina. Bei nerani
oSMHMHYTI, a yeara aocepenweHa Ha E€eQMHIN
uepBOHO-NOMapaHJeBiin ¢opMi, B8 AKIH MOXHAa
poanisHaTk Sopinky mucTuA. Lle mabyTe Haibinew
36nuxeHa Ao abCTPakTHOrO MMCTeuTBa KapTWHa
NeauukKoro.

B peakmx ofSpasax JleBUUBKHH BHKOPWUCTOBYE
HacBiTNaHi Nnowi AnA of’'eQHaHHA NOCTATER 3 TNOM
AK BUAHO B8 flacianci, 1963 (cTop. 43), Qymi npo
mpeox Opamie, 1965 (cTop. 51).B uvx manoukax
OCBITREHI MiCcUA NOBTOPKIKTL PUTM GopMm
noctaten. B3aeMOBNNUAE KOHTYpiB epgHae
KOMNO3HUIKD B OEKOPaATHBHY UinicTe. JleBMULKHA
KOPWUCTYETLGCA Takoro pony sacobamui niaHiwe B
CIMOECATHX POKAx B KapTuHax Apmapox (CTop.61)i
Ce. HOpid (cTop. 69) Ta 3 geAKUMK mogMdikaliamMKy
B HAMHOBILWKWX NpaUAX, AK OCb Flopmpem dpyscuHL
(anunu, 198BS (cTop. B3).

NMeaUUBLKHA NOBUTE NOAOPOXYBATH | YACNEHHI
Horo ekckypcii no Eeponu, Adpukn, Hanekoro
Cxony # Apcrpanii Cny»aTe WOMY HAOXHeHHAM 00
HoBOI TBOpuOoCTU. MNepebysanHA 8 Tanxupi nano
AOMY IHCRipaUik® A0 KapTUHW MapokaHcexi
Mysuku, 1964 (crop. 48). P POHTANBHICTL,
3a0KpyrneHicTe niniw Ta rapAya nanitpa
BHKNWKAOTe 3rafky Npo OpieHTaneHy PO3KilWHICTL
i CEHCYANBHICTL. B Hacnigok WecTn NOaopOXeH
nc Mexiko RNesnubknd Hamanweae GaraTto
nonoTed, Oea 3 AKMX—Ywmans, FKOkamawd, 1972
{cTop. 71), | KOkamanciwe ceno, 1973 (cTop.
73),—ncpaHo y katanory. B OCTaHHin kapTuHi
flepesBa A CTPiXH XaT HAMans0BaHi BEPTUKANLHO B
KOMRAO3HUIT COMUCTHX 3eNeHUX | MANWHOBRWX TOHIB.

Yoara lesnubkore aocepenxeHa Ha GaraTin
TéMaTtuui, 3B'A3aHIA 3 KOro 3sauikapneHHAMM.
MepepaxardTe NOPTPeTH, Kpaceuau i dirypaneHi
KOMNO3uUIT, AKI BKNKOUYakoTe akTH. Bezornaay Ha Te,
3 4OTO MOXOAWTE HAOXHEHHA, Y4 3 NOQOPOXKEN, YK 3
yKpalHCbKOI, iICTOPHUUHOI, KNACHYHOT, YKn BiniKHOT
TEMATHKH, OOMIHYHOTE KAPTHHH, AKi 300pamaloThb
ngen, HaMuacTiwe XiHok, Hepaz wmucTaue
No€enHyE KpaEBUA 3 NOCTATAMM, AK B PubanbChKiM
nopmi, 1963 (cTop. 95}, Kacba, 1963 (cTop. 97), uM
Ywmans, KOxamahn, {cTop. 71}, JleBHULKHIA yacTo
Bionae nepeeary yp6anicTHUHMM Kpaesdaoam abo
BUOAM, AKI BKNKOUaKTh apXiTekTypy GymHiBenb, AK
ock Ans2ambpa, 1963 (cTop. 98), lepxea ce.
Podunu e Bapceaowni, 1967 (ctop. 53), Micm
fanama, IcmamByn, 1972 (ctop. 101), aGo
3aneubypr, 1975 (ctop. 103). Kpaesnan Nnprpoau
6e3 no3HaKk NKAOCBKCT MAPUCYTHOCTH, AK
Kanadcexud nic, 1965 (ctop. 101), Crenm Aepc 6

Aecmpanii, 1971 (cTop. 63) Ta Onmapildcbka 3UMa,
1983 (cTop. 81), aycTpiuarotecA piako. Wle pinwe
TPanmnAKTbCA HATIOPMOPTH.

DirypaneHi Komnoawdil, iHCcRNipoBaHi
YKpaiHCbKWMM noxoawmeHHAM Jlepuubkoro
CTAHOBNATh MNOBAXHY | HaO3BMUAWHO UiKasy
4acTUHY HOre TeOpYOCTH. MMouabwu ein KwA3a
lzopA deHe neped 6oem, 1958 (cTop. 80), NeBrUbKWIA
YacTO NPOTArOM POKIB NOBEPTAETLCA 00 MUHYNOIO
YKpaiHW, Ao nitepaTypk uyn DONLKNBOPY | 3 HUX
Jepnae HaoxHeHWA. Apocnaeda, 1961 (ctop. 92)
ApPOOCHEXYE UMKNb KaptuH npo lropie noxia.
Hopdan, 1960 (cTop. 91), Myuynscski Myauxu, 1963
{cTop. 45), Apmapox, 1970 (cTop. 61), Monoda 3
Fpyweea, 1969 (cTtop. 100), Ta BenukdeHbs 8
Ykpaini, 1974 (ctop. 77), 3mans0ByKTE nofil i
Tpaguuil, 3 AKWUMHK JeBUUBKMA MaRXe neBHO
3ycTpivuaBcA B JaxinHik Ykpaidi i AKi 3aGepernuca
B HAOro Kpyroaopi.

YypaiHceKka cnagwuHa JIeBHUBKOrQ TaKoxX
HAABHA B HOro QOoBroTpuBaniM 3auikaBneHHI
penirinHoly TeMaTukoro. [yuynscexa MadorHa,
1948 (cTop. 22)~—ue nepwa cnpoba eTHorpacpisyea-
TH peniridHy TemaTtuKy, BUBOOAUYM obpa3 Mapil a2
lcycom RAK TyuyneCbKOl MaTepi 3 OWTUHOK Yy
cynpoeonl AHIrONIB ¥y BHUWWBAHKWX COpOYKax i 3
rYuynbCbKMMKW HAPOOAHIMHU IHCTPYMEHTAMM.

B MNapuxi, HAa BucTasui 1958 poky, ATL 3
OBAOUATL WICTe ONIMHWX KApTWUH ManW peniridHy
TEMY, BKA3YHOUM Ha Te, WO Ppenirinii obpa3swn
3aAHANKM JinbHe Micue y TBOPYOCTI MMCTUA |
BMALLNKM NO3a PAMKWM UEPKOBHOIMO MHCTeuTBa, 3
Toro Jacy fMeenubKKWid Hamanopap 6araTo iKOH, B
AKUX BiH BUKOPUCTOBYBAB MMNOWWHHICTE,
BHOOBXEHHA OPM, NIHIAHICTE | QeKOPATHRHICTE,
NPUTaAMaHHI Bi3aHTIACLKO-ypPaiHCBKHUM
MUCTEURKWUM Tpaguuism, Yy CcneumgiyHo Homy
8nacTueMi ¢cnocib. BiH ceigomo nepeTeopuB X Y
LUiNnKoM CyyacHHH 06pas, AKKIA BiONOBIipac BUMoram
Haworo uacy. Ha sigmiHy Big ROro paHHix
peniriftHux obpa3zis 3 peanicTUUHO 306paKEHHMH
obnUyuAmMK, CBATI | ManoHHK JTeBMUBKOro BHALLINK
3 paMoK HOWBIgyaniaoBaHMX NOCTaTeW i cTanM
npao6pa3omM NO3aYacoBOCTH | NO3ANPOCTOPOROCTH
y Bi3il MucTua. Bozopoduund, 1964 (cTtop. 47},
NoeaHyEe YKpaiHCbKi MWUCTeubKi Tpaguuii 3
MOOEPHUMHU BNNUBAMKM. PHTMIUHO rHyuki niHil,
npoBefeHi 3 BeNUKOK OLLAnHICTIO, 06PHCNBYIOTD
obuasei nocTaTi. CopounHka lcyca 3NWBAETLCA 3
nievM pameHom Mapii. YepBOoHO-NOMapaHuesnH
NOKPOB onoBuBaE Giny HaMmiTKy, THNIYHY
yHpalHCbKiH HAPOOHIA HOLWI, | cNanaE Ha pyKy Icyca
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i npaee pam'Aa Mapil. 3aoxpyrneHi copmu
MOKPHBAnNa NPOAOBKYHOTECA UYEPBOHACTOMK
XBWNEK BronepeK NCNIWHBOT YACTHHM KOMNO3KUIT.
3arocTtpeHi dpopMM nepenniTawTbCA 3i
3a0KpyrneHyMmu hopmamMm 3cnotucTrux 6ape, Wo
MOB NPHAMM, BUABNAKOTE HOBI KOMBiHAUIl TOHIB Ha
CTHKY 3YCTPiNWX NidiA i dbopM. dPakTypa Haranye
HawapyBaHHA 6ape, MICUAMW CTEpPTUX, Yepe3 AKi
NpPoBMBAIOTLCA CNiOHI LLAPK KONLOPIB, MOB BIAryK
MaTUHH ¢TapopaBHix ikoH. [O-p MapwuHa
AHTOHOBWU-PyOHML LKA BUCNOBHIE AYMKY, LLO!

"TyT Hemae eTHorpadciyHMx pevanis, Hi
Hanucis, HI BUWWBOK, ane cTunem |
XapakTepoOM uUe HacKpiab yKpaiHChKMHA
o0pa3, oOWH 3 KpaulMX 3pasKia Cy4yacHorQ
HAWOro iIKOHONMCY." 6

NeBHULKMA yXHBaE NodibHy TeXHiIKY | 3acobu vy
KApTUHI 3icnanHa Carmozo Ayxa, 1968 (cTop. 57),
wob nepenaTtyd BiOYYTTA B8eNMYi i OyXOBHOCTH i B
TOW 4AC CTBOPWTM HACKPI3b CYYACHWIA penirinHuiA
obpas. HepisHHMM oOBanem ceiTna, po3BHTOro Ha
peKiNnbKa 4YacTHH, OKPYXae BiH OYXe ChpoleHy
noectate Matu Boxol 3 nigHeceHwmu  Bropy
NiBKOMOM PYKEMH, DUTM AKUX NOBTOPKIETBCA Y
cumBoni Ceatoro flyxa aropi Ta y BiHKY cANeTeHKUX
pyK i pameH anocTonie BHU3Y. 3 UeHTpanbHoi
nocTari NPOMEHAMW PO3XOORTLCA MPAMOKYTHI |
BMrHYTI nnowi, AKi pe-He-pe abirawThca i
NepPeKpUBAKITLCH, NMPOOOBXY UM MEPEXHWBO NiHIA
3 oaHoi DOpPMH ¥ Opyry. PE3OHAHTHICTKO Tennux
Gape MOBTOrQ, NOMAPAHYEBOrO Td UYEPBOHOTO
NiACUNIRTE TeMHi KOHTYPWU | NPUTEMHEHI
KAanTUKH copm. Line nonoTHoO, OCAARHE CBITNOM,
wo po3bBynXye cnoran Bi3aHTIHCBKUX MO3aIK.
MponyweHi pucu oBnuMu HapaTh O6pa3oBi we
6inbl YHIBEPCANLHOrO XapaxkTepy.

Bci peniriHi KapTWHU TYT NOMIWEHT BKA3YHOTL HA
Te, wWo fMeBHubKOMY BOANOCA 3BiNbHAUTUCA BIig,
Bi3aHTIRCBKOTO HANPAMY, WO NONOHWB MUCTLUIR 3
MEHLUOHY YABOK, | CTBOPUTH HOBUA PENiridHniA
ofpa3, 3JaKOPIHEHWMW B MUHYFRIM, ane cyuyacHWH
3a0yMOM | BUKOHaHHAM.

Big camoro nouatky JleBrUbKHWHA Manopae
NOPTPETH UNEHAM POOAWHW | MPUATENAM, 8 TAKOX HA
3amMoBNeHHA., B KOMHIM 3 HMX BiH cxonwue
XapakTepHi pMCH NO30BaHOT OCOBK, ane B KOXHOMY
eigpasy niaHaTWu pykKy MucTus. bBinewicTe
nopTpeTia poHTANeHi, cnpoleHi 306pamxeHHA,
MaiXe 683 BUMHATKIB, MIHOK. 3BMUalHO GaunmMe X
Bin noAca B ropy Ha HernuOokiMm Tni. NouaBwM 3
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Mopmpemy cnigauyxy JhoBu B 1958 poui, |
NPOOOBXYHOUM B nopTpetax Xpucmuwu, 1959
(cTop. 89), | Oxcanu, 1964 (cTop. 99), NeBHUbLKHIA
3aCTOCOBYE ideanisauike, NNOCKICTL | CTATUYHICTD,
WO HAraaywTe IKOHHWA niaxia.

lopmpem Jdpyocunu Fanunu, 1985 (cTop. 83),
BipO3epKante nepexooyd B cTtuni JleeuUbKoro
cepennHn CiIMOECATHX POKIB, AKI NPOAOBXYHOTLCA
Oo Tenep. [ManiTpa nNpuTHWMHE, MalUKe Hema
NiHIRHOCTH.HACBITNEHHA | Nacma KONBOPIB He Taki
yiTKi i ACHI,TOHKM 6Gape i (POpMM 3NMBAKOTLCA.
MouaTku ULOre NOMITHI We 8 1972 poui y KapTHHaxX
Tezeparn (cTop. 102), Tpu mydpeui, a TAKOX ¥y
Benuxdens @ Ykpaini 3 1974 poky (cTop. 77). B umnx
npauax KoMbop HaknapeHwih rpySuwe, yacom
HOXeM, a 3 Nia mas3kie hapbu NnpobuearoTbCA CNigHi
wapu Baps. Nepedmicma Bombero, 1974 (cTop. 75),
Ta Pika Yao, 1975, BUKOHAHI BUKFAIKOYHO LLUNAXNEB oD
TEXHIKOKD | TOMY ABNAKOTHL COBOI0 CYUiNBHE iMNacTo
ANOWMH pi3HKX BiNTIHKIB Bape.

Rouinyrok Kdu(cTop. 67} 1 BiwyH (cTop. 105)
HamanboBaHi 1982 poKy nNPOABNAKTe Aanslue
3M'AKWeHHA Sape | dopm. MNaniTpa cTana He TiNbKK
GiNblW NPUrNYWeHOK, ane TaKoX XONopHIWoK 3
nepesarow HIoNeTOBUX, POXMEBMX | CUHIX TOHIB, AK
BHAHC No Onmapiticexi(d 3umi, 1983 (cTop. B81), i
Cymepky, 1984. Burnagae, wo mucTelb 36nManeca
00 NOo4YaTKiB CBOEl TBOPYOCTH. 3 MNACTUUHOIO
TiIHKOBAHHR (POPM COPOKOBMX POKIB | NOCT-
iMNpecioHiCTUUHOI NpPOCTOPOBOCTH 1  KOMROPIB
paHHiIX N'ATOSCATHX POKIB, BNPOAOBX ABi AECATKH
POKIB UITKOrQO PUCYHKY, CTHRI3aUil, YMCTMX |
ACKpABWMX KOMbopis, JIEBULbKWMA Neperwos Ha
3M'AKIWIEH] TOHM | MNNACTUUYHICTL DOPMH Jepes
BiATIHKKM Gapp. PeTpocnekTMBHO Ui NepemMiHd i
BiAXUNeHHA BHIMAOAKTE UWINKOM NOFiYyHWUM
PO3BUTKOM ¥ TBOPYOCTI MHCTUR,

B 1978 poui B yac KONW ManHKH JleBULBKOTO
NO3HAYANMCA MNepexoaoM B MEeHW NiHIAHWA i
3M'AKWEHUA CTHUMNE, MUCTELUbL BWKOHAB LWICTb i3
3aranbHOro yucna Oes’ATHAAUATE NIHOOPYKIB, AKI
NPOAOBXKYKTL UiTKICTL GopM | NIHIAHICTL,
NpUTAMaHHMX YCiK Woro rpadoidi, i HaAABHUX B
MmanApcTei wictoecATux pokie. Ui niHopuTH
NebBnUBKOro MOXHA PO3ArNAOATH AK 3apepLlUeHHA
OOCArHeHb ¥ rpaduui i AK BiAroMiH OeAkKux Horo
3auikapneHs B manapctei. flinogpyku, Taxi, Ak
Adyma npo mpsox Gpamia, 1967 (cTop. 108), Mnay
Apocnaseru, 1975 {cTop. 111), | Koocym'aka, 1978
(cTop. 115), TeMaTUKOHO CNOopigHeHi 3 ONiAHUMMU
KapTHHamy. TPWHAOUATL 3 HUX BiOA03IepPKanTh



3axX0nNMneHHA MUCTLUA YKPaiHCbKOK NiTepaTypore Ta
iCTORIED.

LliikaBo 3anpUMITHUTH, WO yKpaiHCBKA | penirinta
TeMaTMka Breplwe 3'ABMNAETLCA Ha GinblWoMy
MawTabi B JlePMUBKOro NpPOTAFOM HOro
nepebypanHA ¥ MNapuxi 8 pokax 1956—1958 nig uac
BENHKWX NEePEMIH Y HOro CTUNI. ByBlWKW CTYOEHTOM ¥
NeBoBi | Kpakosi, a onicnA MONOOWM MHUCTLEM,
JIlearueKMA B Nepwy yepry cTpemie 0o MNapuxy, AK
00 CBITOBOrO UEHTPY MMCTELBLKOro aBaHrapay.
EmirpysaBwu no KaHagw BiH 3yCTPIiBCA 3 HOBOW
HrNO-CAKCOHCBKOK KyNbTypoOKy, OO0 AKOT TpyQAHO
6yno aBMKHYTH i AKA He 36araTvna AOro TBOPYOCTH
n'ATaecATMX  pokis. Mepeixaeww 0o Mapuxy,
NMesnubKHA NOuyBsaBCA AOyxe pobpe vy
paHuyabkomy cepenoeduli. Lle Moxnueo ogHa 3
Npvund, WO uepe3 OeanocepenHin KOHTAKT 3
DpaHUYIEKHMHU MUCTUAMK | XXUTTAM ¥y apHxi,
3adWwnu 3miAKM ¥y smanaAapcTei Nesdubkoro. BiH
sigHaiMwoe cebe. HMoro muHyne, 3s6araveHe
YKPAiHCEKUM MMWCTELTBOM | KYNbTYPOH 3aHAUWING
CNiR3BYUHICTb 3 CYUYACHUM MUCTEUTBOM lMapuxy, a
He 3 AMEPHKAHCLKUM a6CTpaKTHUM eKCnpecioHia-
MOM UK [ pynoro OauHaguATeOX B TOpOHTI. Byayuu
MUCTUEM OyME UYTNMBMM Ha 3I0POBI CTUMYNH,
NeBrubkomy BpanocA 3bepertv supaiHMH obpa3s
MicUuA NoSyTy paHHiX poKie 00 Yacy iX 8igpoOOMeHHA
B MNMapuxi. BisyanbHe KyNbTypHEe OTOUEHHA, B AKIM
BiH 3pic, ctano 6aratoaHadyHMM Yy TBOPUIA
OCOBUCTOCTI NOMD 3PINOTo CTHMK, WO BUABHBCA ¥
cvHTesi fMapuwabkoi Wkonn i ykpalHcbKol
MUCTELLKOT CNAOLUWHM,

Lled ocofinMBWiA CTHNb, AKHHA pO3BWHYBCA B
ManApcTBi, JIeBMUBKHMA NPUMIHWMB OO NONIXPOMIT
uepksu CpAToi EBxapucTii B TOPOHTI B poKax
1974—75 i B uepKkei Cepun XpucToBOro y
Batepdopai B CHTapio 8 1982 poui, AK TakoX B
JYOTHPBOX Xpamax po3ManbasBankx B ABcTpanii B
pokax 1967 no 1983. Mix yKpaiHGbKMMHN MHUCTUAMM
Kawaou i AscTpanii ue 6yna nepwa cnpo6a
3BINBHUTH UEPKOBHE MANAPCTBO 3 Bi3aHTIHCbKUX
ofMEXEHDb | B LIM BENUKE NPHU3HAHHA HANEXKWTbCR
MHCTLERI.

HanBinbwnin Brknap FNeBUUbKOre € y QinAHLI
rpadivyHoro oPOPMNEHHA KHUMKKM Ta KHUXKOBOI
inlocTpadii. Mepen npuiapom JFlesdubkoro Qo
BiHHinery mucTeubke OQOPMNEHHA YKPATHCBKMX
KHH¥OK ¥y KaHnapi madxe He icHyBano. Hanmew
Habupand OpPYKapCbKUM WPHMPTOM | He
npyknagany 6arato yeard MUCTeUbKOMY
othopMneHHo Ta intocTpadiAM. Jeautbkuin cTae

OCHOBONONOKHUKGM 0COBNMMBOIO  MWCTEBUBKOIO
wpudpTy, uYacoM maHinynowoud OBykBaMmK pBnA
CTBOPEBHHA BPaX&HHA OPHAMEHTY Ta OQHQOUYACHO
BKMOUAKOYKM HanKMCH B OPraHidHG HeBigQinbHy
uinicte c6bknaguHKK. B imocTpadil BiH BnporanMe
Komaoamdil nobynosaHi Ha cnpolennx dopmax,
NiHiAx i rpadpivdin  ctrniszadii. MoxHa poButu
CTBEPKEHHA, WO JTeBHUbKUA NiQHIC 0O OPMNEHHA
yKpaiHCbKOT KHMMKKM B Kanani Ha BHMCOKHA
MUCTEULKHM piBeHb. ! Woaoo <ucna KHUXOK,
ocdhopMneHUx yrkpaiHCeKMMKM MUCTURMKM B Kanapi,
Neprubkri, Bea CyMAIBY, 3arMac Nepuwe Micue, Ak
TAKOX OAHO 3 NepPLHX B YKPATHCLKIM KHUXKOBIM
rpadiui y caiTi.

TakuM YUHOM [AOCArHeHHA JlepUUubKOro vy
ginAHkax rpadpikk, uepkoeHOl nonixpowii Ta
ManApcTei CTAHOBNATL BuaaTtHO Sarate |
piaHopoOHe MUCTeULKe OOCArHeHHA. € HaAaiA, wo
peTpoOCNeKTUBHA BWUCTABKa | KaTanor rigHo
BiAMITATE He TiNbKKM BCi 3acnyrd JIeBWUbLKCro B
MWCTEUTBi, ane pPiBHOUACHQ BUABMATL BaXNUBY
HOrO ponKy ¥y pPO3BUTKY YKPAIHCBKOT KyNbLTYPH HE
TiNnbKW B KadHagi, ane TakoM noaa 11 Mexamu.
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Daria Darewych

FIFTY CREATIVE YEARS

Myron Levytsky, who exhibits under the name
Lev, is the mast popular living Ukrainian painter in
Canada and ane of the most prominent Ukrainian
artists working outside Ukraine. His widespread
reputation stems from the hundreds of books he has
designed and illustrated since 1935, from several
hundred oil paintings and prints, as well as from the
ten churches he has painted in Ukraine, Canada,
and Australia.

Levytsky was born in 1913 in Lviv in Western
Ukraine and emigrated to Canada thirty six years
agoin 1949. 1985 marks the fiftieth year of his career
as a professional artist, a career that spans many
countries and three continents. His contributions in
several fields of artistic endeavour are considerable.
It is the aim of the retrospective exhibition and this
catalogue to trace the development of Levytsky’s
easel painting and evaluate his achievement.
Because some of his work was lost in the political
upheaval of World War I, the early period is not well
represented. Works from Australia and Europe were
not available or were impossible to locate. Alsc the
scope of this exhibition and publication does not
permit a study of Levytsky's work in the field of
graphic art, book design, illustration, and his church
paintings which covers fifty years and have notbeen
documented. In order to provide some indication of
Levytsky's contribution in these areas, a list of
churches by the artist and a selected list of books of
the over three hundred he has designed and
illustrated, have been included. A sampling of these
is reproduced in the catalogue. All eighteen of his
very popular linoleum prints have been includedin
the exhibition and are reproduced in the catalogue
along with several examples of the 90 ex libris he has
designed.

Even as a child Levytsky was interested in
drawing and wanted to become an artist. In 1931 he
was accepted by Olexa Novakivsky, the well known
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Ukrainian artist and teacher, as a2 student in the
MNovakivsky School of Art in Lviv. At the time, Lviv
enjoyed a rich cultural life. An exhibition organized
by Sviatoslav Hordynsky for the Association of
Independent Ukrainian Artists gave Levytsky an
opportunity to see the latest works by such artists as
Picasso, Derain, Chagall, Modigliani, Zadkine,
Tozzi, Severini, as well as work by Ukrainian artists
working abroad: Archipenko, Hluschenko,
Hryschenko (Gritchenko), Krychevsky, Khmeliuk
and Zarycka,’

After two years of studying painting and art
history Levytsky decided to pursue the study of
graphic art and printmaking with Prof. W. Skoczylas
at the Cracow Academy of Art. By that time he was
familiar with the work of the French Impressionists,
the Post-Impressionists, and Cubists. He was
particularly attracted to the work of Bonnard,
Toulouse-Lautrec, Cézanne, Renoir, and Braque.
Luring the summer months Levytsky hiked through
much of Western Likraine and was excited by the
folk art, particularly the vibrant orange, red, and
green colour combinations of folk dress and
embroidery in the Yavoriw and Kaosmach regions in
the Carpathtan Mountains.

in 1935 Levytsky returned to Lviv to find work as a
graphic artist. As one of his first assignments for
Bat’'kivschyna Publishing he illustrated ‘the two
volume edition of Eneida by Ilvan Kotliarevsky. His
first church commission came in 1937 when he was
asked to paint the church in Seratyntsi.

During the Russian occupation of Lvivin 1938-41
Levytsky was employed as staff artist by the
Archaeological Department of the Academy of Arts
and Science and later by the Historical Museum
where he designed exhibitions, copied originals,
and had an opportunity to study the Renaissance



and Baroque architecture of Lviv, as well as the
large collection of old Ukrainian icons. This sparked
a life-long interest in history and iconography.
When the Germans occupied Lviv in 1941, Levytsky
returned to publishing as art editor of Ukrainske
Vydavnytstvo and was responsible for the design of
all books published by them.

As a young graphic artist Levytsky had little time
to pursue his primary interest, painting, but none-
theless he continued to sketch and paint in
watercolours and oils. In 1942 his work was
included in a group show in Lviv. Few of his early
paintings have survived. A 1937 watercolour, St.
George Cathedral, is in a private collection in
Toronto. Others were left behind in Lviv. Landscape
with Bridge, 1938 (p. 29), is the earliest oil
reproduced in this catalogue. It has a Cézanne-like
quality in its composition and its blue, green, and
ochre colouring, though Levytsky’s tones are more
sombre giving the scene a brooding atmosphere.

What Levytsky's painting was like then, may also
be seen in Girl from Serafyntsi, 1942 (p. 87). The
artist's attention is focused on the colourful folk
dress worn by the young woman and on her facial
expression, both of which are reproduced
naturalistically. Although these two paintings have
survived by chance, they exemplity a life-long
interest of the artist in landscape and female
portraiture.

The advance of the Soviet Armies westward
forced Levytsky to leave Ukraine. The end of the
war found him in Innsbruck, Austria where he took
up his interrupted artistic career despite the
difficulty of obtaining art supplies. A 1946 painting
of his first wife, Portrait of Maria Levytsky (p. 31)
continues his dark palette, soft modelling, and three
dimensional space. His Self-Portrait, 1948 (p. 88),
shows the artist with a cigarette in his partly
upraised hand in a pose reminiscent of Munch's
Self-Portrait with Burning Cigarette, 1895. Sombre,
greenish colours predominate as does three-
dimensional modelling and space.

By 1949 Levytsky's palette had become brighter,
lighter, and Impressionist in colour as may be seen
from two landscapes. In Tuxerkamm, Tirol the
mountains appear a pale blue and purple with
highlights of yellow and pink. The chiaroscuro
modelling has been replaced with a much flatter
rendering of space and forms through colour. High
Sea (p. 19) painted during the crossing of the
Atlantic Ocean displays Levytsky's keen
observation and sensitivity to nuances of colour.

High Sea, 1949. Qil on panel, 34 x 37.5 cm. Collection of
M. Levytsky, Toronto.

In Canada the artist and his wife settled in
Winnipeg where Levytsky once more turned to book
design, illustration, and editing in order to make a
living. Between 1949 and 1954 he designed nineteen
book covers for the Ukrainian Book Club based in
Winnipeg of which he was the literary editor, as well
as covers for such major publications as Tyktor's
History of Ukraine and History of the Ukrainian
Armed Forces. Levytsky also illustrated Mii Pryiatel
(My Friend), a children's monthly and was editor
and illustrator for Komar, a humorous magazine. In
1952 he was commissioned to paint the Ukrainian
Catholic Church of St. Peter and Paul in Ethelbert,
Manitoba and in 1954 the church of Christ the King
in Winnipeg. Levytsky continued to paint portraits
and landscapes. Of these Portrait, 1950 (p. 20)
retains the palette of the preceding year and a
naturalistic depiction of the sitter.

An interesting work of this period is Still Life with
Pitcher, 1953 (p. 89), which continues Levytsky's
Post-Impressionist style but contains elements
which anticipate developments in his later work.
Though the objects are modelled three-
dimensionally, the surrounding space is flattened
and there is a new emphasis on outlines.

Levytsky decided to move to Toronto in 1954
where he felt opportunities for artists would be
greater. That year he painted the iconostasis for the
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Portrait, 1850. Qil on canvas, 28.5 x 37 cm. M. |. Huta Memorial
Collection, Ukrainian Cultural and Educational Centre,
Winnipeg.

Holy Ghost Church in Sydney, Nova Scotia. In 1955
he became art director for Orbit Films and
embarked on a journey with the film crew that
brought him to New York, England, Wales,
Scotland, Ireland, Belgium, the Netherlands,
Germany, Austria, and France. Edinburgh, 1956 (p.
33), was painted during this trip. This view of the city
nestled on a purplish-blue rock jutting out into a
pale, greenish-purple and lemon sky continues the
Post-Impressionist qualities. There are hints of Van
Gogh in the sky and branches, and of the late Monet
in the composition and colour.

When the film project was abandoned due to
unforseen complications, Levytsky decided to fulfll
his life's ambition and settle in Paris in order to paint
full time. By the spring of 1958 when his first one-
man exhibition opened on April 16th at the Galerie
Ror Volmar in Paris there was a remarkable change
in Levytsky’s painting. Forms and space became
flattened and simplified, colours warm and vibrant.
The composition was broken into colour segments
and semi-abstract patterns. There was no modelling
and space was created through advancing and
receding colours, overlapping, and placement. Line
appeared as a contour for form and as an
independent element.
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In Head of Apostle, 1958 (p. 35), the high intensity
yellows, oranges, and reds are remarkably like the
colours of the Yavoriw folk dress Levytsky had
admired in his youth. The face seen frontally has
been elongated and the aimond eyes emphasized
by the stylized curve of the eyebrows—
characteristics present in old Ukrainian icons. The
cheekbones and forehead have been contoured
with lines of colour, a feature seen in such 15th
century icons as The Virgin Hodegetria with
Apostles.2 There is an immediacy and a primitivism
which is totally unlike any preceding work by
Levytsky.

The jewel-like colours, the simplification of form,
linearity, and flatness are also very apparent in
another religious work from the same exhibition and
one reproduced in the magazine Peuples unis, La
Pieta, 1958 (p. 13). The figure of Christ is placed
diagonally across the canvas yet remains almost
frontal. All three figures are contoured prominently
and the flowing lines create rhythmic patterns over
the figures and clothing recalling the outlines and
linear patterns of such 15th century icons from
Western Ukraine as The Dormition.® The subject
matter itself, however, comes from Western
Christian art as the Pieta is not part of the traditional
Eastern Christian iconography.

René Carvallo in La revue moderne wrote that
“The Ukrainian origins of M. Levytsky influenced his
creativity. They give it a closeness to Eastern art.”*
He sees this influence in several works especially in
Prince Ihor a Day before the Battle, 1958 (p. 90),
which reminds him of Assyrian frescoes in its
stylization and the vibrant chords of green and red.

Yet, Levytsky also owed much to the painting of
the contemporary School of Paris. Distinct outlining
and linear patterning were characteristic of some of
the best known artists of Paris. For example,
Picasso in his frequently reproduced Sylvette, 1954,
broke up surfaces into flat patterns of colour.
Outlines and linear patterns may be seen in the work
of Bernard Buffet who was then at the height of his
fame, but whose work was almost monochromatic.
Contouring and an interplay of form and colour is
also present in the paintings of Braque whose work
Levytsky admired and which could have served as
an encouragement to him to make use in his
paintings of the linearity and simplification already
apparent in his graphic work.

Paul Sentenac, a well known French art critic,
wrote in the introduction to the Levytsky exhibition
catalogue that:



The artist has evolved his own style through an
energetic and unusually lively line and through
colour arrangement based on reality, yet full of
lyricism.
Robert Vrinat writing for Artaban stated that “This
painter has the gift of brilliance in colour...” while
Jean Chabanon in Le peintre commented

A very well-defined style, bright palette,

well arranged structure of painting—these

are the highest achievements of this

thoughtful painter. *

It would appear that Paris was the catalyst that
enabled Levytsky to assimilate and transform the
traditions of Ukrainian religious and folk art, his
training and achievements in graphic art, and his
affinity with French art into a personal style and
vision.

After two very fruitful years in Paris, encouraged
by many favourable reviews in the Parisian press,
Levytsky returned to Toronto where his painting
continued to develop in the style that had
crystallized in France. His palette remained warm
and luminous. He continued the faceting of
flattened forms with light and colouras may be seen
in Epiphany Procassion, 1960, (p. 91) Piéta, 1960, (p.
37} and Chartres, 1963 (p. 41). Line became even
more prominent and rhythmic as in Casbah, 1963 (p.
97). In some of his canvases, for example, Fishing
Port, 1963 (p. 95), Spanish City, 1965 (p. 51),
Levytsky introduced an abstract pattern of light
which weaves in and out and highlights certain
areas creating myriad variations in hues. Often
these spotlighted forms extand existing lines and
shapes, sometimes they join with othars in a flowing
pattern, or evolve new forms of their own.

However, not all the paintings of the 1860's are
composed with an emphasis on line. In works such
as lvan Hus, 1961 (p. 39), and Head of Christ, 1961
{p. 96), Levytsky builds his compasition with flat
variations of colour in harmonious or contrasting
hues which suggest an interest in colour
camparable to that of the North American abstract
painting of this peariod. The intermingling of
foreground and background to create an overall
surface composition equally characteristic of this
abstract painting appears in some of Levytsky's
work as for example in the green Sel/f-Portrait, 1968
{p. 55). The whole canvas is covered in variations of
vertical, green brushstrokes and the reading of the
torso is not immediately apparent. All detail has
been omitted and attention is drawn to the isolated
reddish-orange shape which upon closer

HIHO\U UM CBITI

WOMAN'S
WORLD

examination turns out to be the artist's beard. This is
perhaps the closest Levytsky comes to complete
abstraction. In Hutsul Musicians, 1963 (p. 45) the
whole surface vibrates with strokes of bright reds,
pinks, and oranges.

In some paintings Levytsky uses spotlighted
areas to integrate figures and background as in
Solitaire, 1963 (p. 43) and Saga of Three Brothers,
1965 (p. 51). These highlighted areas repeat the
shapes of the figures. There is an interpiay of
contours which unifies the composition into a
decorative whole. The artist makes use of this type
of composition in later works, Market (p. 61) and St.
George, (p. 69) both painted in 1970, and a
modification of this appears in his latest work,
Portrait of My Wife, 1985 (p. 83).

Levytsky is a frequent traveller and his trips to
Europe, Africa, the Far East, and Australia have
served as inspirations for new paintings. Moroccan
Musicians, 1964 (p. 49), resulted from his visit to
Tangiers. In its frontality, curving linearity, and hot
palette this canvas evokes images of oriental
splendour and sensuality. As a result of his six visits
to Mexico, Levytsky has painted many canvases,
two of which, Uxmal, Yucatan, 1972 {(p. 71), and
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Hutsul Madonna, 1948. Qil on canvas, 102 x 82 cm. Collection of
Mr. & Mrs. Elyjiw, Rochester.

Village in Yucatan, 1973 (p. 73), are included in the
exhibition. In the latter the trees and houses are
aligned vertically in a design of rich green and
raspberry colours and textures.

Through the years Levytsky has favoured a
limited range of subject matter. Portraits,
landscapes, and figure compositions which include
paintings of nudes have served as the backbone of
most of his art. Whether inspired by travels, his
Ukrainian heritage, historical, biblical or classical
themes, pictures which include figures
predominate. Sometimes as in Fishing Port, 1963 (p.
95), Casbah, 1963 (p. 97),or Uxmal, Yucatan, 1972
(p. 71),the artist combines people with landscape.
Levytsky seems to prefer urban scenes or views with
buildings as in Alhambra, 1963 (p. 98), Sagrada
Familia, Barcelona, 1967 (p. 53), Galata Bridge,
Istanbul, 1972 (p. 101), or Salzburg, 1975 (p. 103).
Landscapes without signs of man’s presence like
Canadian Forest, 1965 (p. 101), Ayers Rock,
Australia, 1971 (p.63), and Ontario Winter, 1983, (p.
81), are few in number. There are even fewer still life
compositions.

22

Figural compositions inspired by Levytsky's
Ukrainian roots constitute an important and
interesting part of his oeuvre. Starting with Prince
thor a Day before the Battle, 1958 (p. 90). Levytsky
has often turned to Ukraine's past, to literature and
to folk traditions for inspiration. Yarosfavna, 1961
(p. 92), continues the story of Prince lhor and shows
his wife lamenting his defeat and imprisonment.
Epiphany Procession, 1960 (p. 91), Hutsul Dancers,
1963 (p. 45), Market, 1970 (p. 61), Bride from
Hrushiw, 1969 (p.100), and Easter in Ukraine, 1974
(p. 77), depict events and traditions Levytsky could
have been witness to in the rural areas of his native
Ukraine.

Levytsky's heritage is also apparent in his long
standing interest in religious subjects. Hutsul
Madonna,1948 (p. 22), marks his first attempt at
secularizing a Christian event through the depiction
of Mary and Jesus as a Hutsul mother and Child
surrounded by angels dressed in embroidered
shirts and playing Hutsul folk instruments. In 1958
at the Paris exhibition 5 of the 26 oils had religious
themes, indicating that religious subject matter had
taken a prominent place in his oeuvre and was no
longer reserved for church interiors. Since then he
has painted numerous icons in which he has
consciously transformed the decorativeness and
flatness of the Byzantine tradition, its elongation ot
form, and linearity into a contemporary style. Unlike
his early religious paintings Levytsky’s Madonnas
are no longer individualized but have become
typified images in the artist’s vision that suggest
timelessness and spacelessness. Madonna and
Child, 1964 (p. 47), combines the traditicnal with
the modern. The contour of the child also serves as
the outline of Mary's left shoulder. A reddish-orange
veil surrounds the white headdress typical of
some Ukrainian folk costumes and its lines flow into
the Child’'s arm and Mary's right shoulder. Its
curving rhythms reappearin the winding red cloth in
the lower section of the panel. Squared and rounded
shapes of golden hues act as prisms to reveal new
colour combinations where lines and forms meet.
The facture suggests overlays of colours some of
which have been removed to reveal new tonalities
underneath, evocative of the patina of old icons. Dr.
M. Antonovych-Rudnycka has suggested that:

Although there are no ethnographic
details, nor signs, or embroidery, the
style and character suggest a typically
Ukrainian painting, one of the best
examples of contemporary Ukrainian
iconography. &



In Day of the Pentecost, 1968, (p. 57) Levytsky
employs similar means to achieve a feeling of
majesty and spirituality while at the same time
creating a thoroughly contemporary religious
painting. An irregular oval spotlight of yellow
broken into several shapes surrounds the greatly
simplified figure of Mary with arms upraised in a
curve which is repeated in the symbol of the Holy
Ghost above and the ring of linked arms of the
apostles below. A number of rectangular and
curving shapes radiate from this central form
creating in their overlapping new shapes and
extending the web of lines from one figure to
another. The vibrancy of the warm palette of yellow,
orange, and cadmium reds is enhanced by the dark
cortours and darkened patches of colour. The
whole canvas is bathed in the brilliancy of light
reminiscent of Byzantine mosaics. The omission of
features adds to the universality of the image.

As the examples chosen for the exhibition
demonstrate, Levytsky's religious paintings are
modern Ukrainian icons in which he has escaped
the constraints of Byzantine art adhered to by less
imaginative artists, in order to create a new religious
image, rooted in the past but contemporary in form
and execution.

Throughout the years Levytsky has painted many
portraits, both of family members and friends, and
commissioned works. In each he has captured the
characteristic features of the sitter but at the same
time each is recognizable as a Levyisky picture.
Most of the portraits are frontal, simplified
representations, almost without exception of
women shown from the waist up against a shallow
background. Starting with Portrait de Corinne
Louba in 1958, Portrait of Christina, 1959 (p. 89),
and continuing in Portrait of Oksana, 1964 (p. 99),
there is an idealization, and serenity which is almost
iconic.

Portrait of My Wife, Halyna, 1985 (p. 83), is
characteristic of some of the changes in style
Levytsky adopted in the mid-seventies and which
have continued into the eighties. The palette has
become more subdued, linearity has almost
disappeared as has the contouring. Spotlighting
and patches of colour are not as crisp and have
given way to blending of hues and forms, the
beginnings of which may be seen as early as 1972 in
Tehran (p. 102),Three Wise Men, and in Easter in
Ukraine, 1974 (p. 77). Inthese works at least some of
the colour has been applied thickly often with a
palette knife with the underpainting showing

M. Levytsky painting St. Andrew's Church, Australia.

through. In Suburb of Bombay, 1974 (p. 75), and
River Chao, 1975, the whole canvas has been
painted with a palette knife with a resultant impasto
of blended blocks of colour.

Kiss of Judas (p. 67), and The Seer (p. 105) both
1982 canvases, show a further softening of the
hues and forms. The palette has become not only
less intense but also colder with a shift into purples,
pinks, and blues, for example, Ontario Winter, 1983
(p. 81), and Twilight, 1984. It is almost as if the artist
has come full circle. From the three dimensional
chiaroscuro modelling of the forties and Post-
Impressionist space and colours of the early fifties
through two decades of crisp drawing, stylization,
and brilliant hues Levytsky has returned to a
mellowed palette and a flattened modelling with
tones of colour. Seen in retrospect these changes
and variations appear as logical developments in
the artist's oeuvre.

In 1978 when Levytsky's painting was showing
signs of shifting to a less linear and more subdued
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style, he executed six of his eighteen linoleum prints
which continue the linearity and clarity of form
characteristic of all his graphic work and so
prominent in his paintings of the 1960s. These
linoleum prints can be seen as the culmination of
Levytsky's achievement in graphic art and as a
reflection of some of his concernsin painting. Some
of them like Saga of Threa Brothers, 1967 (p. 106},
Lament of Yaroslavna, 1975 (p. 111), and
Kozhumiaka, 1978 (p. 115), echo subjects dealt with
in painting. Thirteen of them reflect his fascination
with Ukrainian literature and history.

It is interesting to note that Ukrainian and
religious subject matter came to the foreground in
Levyisky’s art during his stay in Paris in 1956—58 at
a time of dramatic changes in his style. As a student
in Lviv and Cracow and later as a young artist, he
had looked primarily to Paris as the avant-garde
centre of art for inspiration and models. His own
heritage at that time was interesting to him but it was
not the source of his art. His emigration to Canada
and the direct contact with a new culture did not
prove fertile. Levytsky had difficulties adjusting to
Anglo-Saxon culture but found himself very
receptive to French culture in Paris. This perhaps is
cone of the reasons why when he came into direct
contact with French artists and life in Paris that his
art changed. Perhaps his background rich in
Ukrainian art found more affinity with the artists
working in Paris than with the American Abstract
Expressionists or Toronto's Painters Eleven with
whose work he was familiar. It seems likely that as
an artist very sensitive to visual stimuli, Levytsky
had retained the visual shape of space of his early
years until their reawakening in Paris. The visual
cultural environment in which he grew up became
significant for his creative personality under the
impact of the artistic milieu of Paris. It marked the
beginning of his mature style which has emerged as
a synthesis of the School of Paris and Ukrainian art
traditions.

Levytsky adapted his style developed in easel
painting to the icons and church murals of the Holy
Eucharist Church in Toronto in 1974-75 and the
Sacred Heart of Christ Church in Waterford,
Ontario, as well as the four church interiors he was
commissioned to paint in Australia between 1967
and 1983. By so doing he was the first Ukrainian
artist to attempt to free church painting in Canada
and Australia from the confines of the Ukrainian-
Byzantine traditions in sacred art.
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His greatest contribution, however, has been in
the field of book design and illustration. When
Levytsky arrived in Canada, Ukrainian books were
being published with titles set by the printers and
the illustrations in the books were few and
undistinguished. Levytsky pioneered a distinctive
type of lettering, often creating a design with the
letters themselves, and incorporating lettering into
the overall design of the cover. In illustrations ha
introduced compeositions characterised by linearity,
simplification, flattening of form, and graphic
stylization. It has been said that Levytsky was
responsible for elevating the design of Ukrainian
language books in Canada to a high level of artistic
achievement.” There can be no doubt that Levytsky
has designed and illustrated more Ukrainian books
than any other artist in Canada, and thathe is cne of
the most prominent Ukrainian artists in this field
world-wide.

Thus Levytsky's contribution in graphic art, in
church decoration, and painting comprise a
remarkably rich and diverse creative attainment. Itis
hoped that the retrospective exhibiticn and
catalogue will not only commemorate his
achievement in art, but will also ciarity his
significance in the development of Ukrainian
Canadian culture and Ukrainian culture in general.

Footnotes:

' In conversation with the artist during taped interview April 2,
1985, Confirmed in article by Sviatoslav Hordynsky. "ANUM"
(Reminiscences about the Association of Independent
Ukrainian Artists in Lviv), SuZfasnist. Munich: Ukrainian
Society of Foreign Studies, March 1985, p. 40.

2 Hryhory Lohvyn, Lada Milayeva, Vira Sventsitska. Ukrainian
Madieval Painting. Kiev: Mystatstvo, 1976, plate XLVIL.

3 |bid., plate XXII.

+ Rene Carvallo. Review of exhibition. La revue moderne. Paris,
April, 1958,

* “Pgremoha Myrona Levytskoho.” Novi Dni. Toronto, June,

1958, p. 10.

¢ Maryna Antonovych-Rudnycka. Myron Levytsky. Unpublished

article, 1974, p.16.

7 Ibid., p. 12.
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