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Maria Dolnytska (1895-1974) is considered the
foremost master of Ukrainian artistic enamel, and one of
the outstanding enamelists of all of Europe.

Her works are widely dispersed throughout Europe.
Some are found in Israel, and significant numbers are in
collections in the United States and Canada.

The works of Dolnytska, while drawing on her
Ukrainian background, are timeless and of universal
interest. It is the purpose of this monograph to
acquaint the reader with her works, and to preserve her
artistic contribution for the future.

Mapis JonsHuubka (1895-1974) HaitBU3HAYHIIIKH
yKpaiHCbKHi MaficTep MUCTELbKOI €eMaJli, a TaK0X OIOHH
3 BU3HAYHIIIKX B cyyacHiit EBponi. TBopu ii po3ifiuincs
no Bciit EBponi, Ta 6araTto 3 HUX € TakoXX B AMepHui
ta B KaHnani.

TBopuicTh JOJIBHUIIBKOI YepNae CBOKO TEMATHKY 3
YKPaiHCbKOT'O HAPOIHOTO XHUTTS, JaBHOTO YKpaiHCbKOTO
Ta Bi3aHTIHCHKOIro peJiriiHoro MHCTELITBa, Ta
KJIsicMyHoi MiToJiorii. TemMu ui € 6e3yacoBi i 3aranbHO
3po3yMii. JJonbHUILIBKA MAXOOUTH OO0 HUX B OYyCl
Cy4aCHHX MHCTELIbKHX HaNpsMKIiB, aje Nno cBoiomy ix
IHTEprpeTye, CTBOPIOKOYH CHHTE3Yy IaBHOTO i HOBOTO.
TBopH ii MalOTh XapakTep MOJEPHUH, THHAMIYHUH.

Hinnto uei MoHorpadii € no3HalOMHUTH yKpaiHLIB Ta
He-yKpaiHLiB 3 1i TBOpYICTIO Ta 30eperTd s
OYOy4YHOCTH Lieil Ba)KJIMBUI KyNnbTYpHHH BKJIaml.
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EMAIJIb

Emans — cysopuii kam’sanuili mamepisaa, wo eaACMuUUHO NPpuUCmMocosy-
€mbcAa 00 Oyxa uacy; ii mexHika oOHa i3 Halicmapwux, 60HA Kpue 8 cobi gechb
ceim Hosux moxcaugocmelti. [JJueHuli, maemHnuii mamepiai. Bio mpvox
mucau pokie gidomull, 8UPUHAE 8NPOOOBHC 8iKi6 y DIZHUX HAPOOie c8imy
(cmapumnuii €2unem, Kumaii, Bizaumia, Ykpaina, Pocia, @panuin, Imaais,
Himeuuuna), 0ocazae posxeimy i, auwarouu HeouiHeHi MucmeybKi nepauHu,
nponaoae 3H08y Ha 8iku 8 3abymmaA.

bapsu emaani, kamani, abo npo3opi, eaacmugo cuau 8aacHoi He Ma-
rome,; cuay oac im cgimao, 60 emanb y OUBHOMY 38’ A3KYy cmoims i3 c8imaom.
Lleti cmonaeHuli kaminb, He memanab, meepouti i maxckui, y ceimai
mpamumsb ycio 3emuicms mamepii. Ceimao, eparouuce Ha 6auckyuill
noeepxmi, NPOHU3yE 00 Memaneeo2o maa, a 8i0busarouucy, 3a10 MAIOEMbCA
i meopume panmacmuuni edpekmu 6ape, bauckyuux, 2apaue IHMEHCUBHUX,
cumux, npumsmapenux i ouckpemunux. Tak ceimums onaas, uepenawka,
coHuem ocaaHa eoda. Eaemenm emani — eo2omb. Hecmonaena — ue xnemy-
mok 6e36apeH020 CKAAHO20 NOPOWKY, 8 O2HI panmom oxcueae, nauge,
po3naueaemsca, oicmae cuay eupasy, 8ocHesull xcap 6aps.

CkaadHa uye mexHika, nO8HA HeCNOOIBAHOK, 3MIHAUBOCMU, KONCHE
naaeMHs — HO8a 3azaoka, a XmMo 8 Hilli npauytogamu xoue, Mycums 00 Hei
nioxooumu 3 at0606’to, 60 énepmoio cuaoio ii He onaHye i He 8mucHe
y opmy 6 aKill 6oHa mumu He xoue. A KOAU 80HA Humu He Xoue,
IMIHAEMBCA 3HO8 ) HCMYMOK HEBANCHOI CKAAHOI NOKUOL.

Emans, ye mamepisa siunuii i HemapywHuil, 6ionopHuti Ha éci ammocdghe-
PUUHI 8nausu, 800y, 6020Hb, A HABIMb XOU OU 8 NOXCeNCi nompickas, yce we
€ MOXCAUBICMb HOBUM NAAEHHAM NPUBEPHYMU 1i020 00 NeP8iCHO20 CMAH).

Mapia JoavHuybka






MUCTELBKA TBOPYICTb

IToyaTku emasieBOi TEXHikU rybasaTbecs B cuBiii rnubuHi BikiB. Haii-
JaBHillli, 10Ci 3HaieHi ii mamM’ITKU MOXOIATh i3 cTapuHHOrO €runty. Byau
e pi3Hi roBeJipHi BUpoOH 3 HaHuacTillle B)XHBAHUMHU eMajieBUMH OapBaMH
— CHHBOIO, T0Jly0O010, XOBTOI rapsiyoro i )OBTOI OJIiI0¥0.

TexHiky emaini 3HanuM TexX OaBHi kuTaiui. HoBiBmwM ii no mepdekuii,
BOHH BMIJIM NMOKPHBAaTH €MAJUIIO JOCUTH BEJIMKi MOBEPXHi, FOJIOBHO Ba3H.
Emanb Tak nomupunacs B Kuraro, i To BnpogoBx BikiB, 1110 A€sKi iCTOPHKH
BBa)kaJIM il HaBiTh KHTaWCbKUM BHHAXOIOM.

B cepenneBiuniii EBponi emanb 3abnucTiia 4yn1OBUMH KOJIbOpaMH
i cTporum, HaniB abCTpakKTHUM PUCYHKOM Y Bi3aHTiHCbKOMY MHUCTELTBI.
BxuBanu ii [JJ1s NpUKpac pesiriiHux Ta cBiTChbKHX npeametiB. OnpaBu €BaH-
reJliif, BCTaBKU [0 XPECTiB, CKpDUHKHM 1S peJlikBiii Manu o6pas3ii cBATUX BU-
rOTOBJIEHI B eperopoavacTiit emani. PigkicHi npuMipHUKH, 306epexeHi B My-
3esX CBi4aTh SIK BHCOKO CTOSJIO L€ MHCTEUTBO Yy Bi3zaHTii.

3 BisanTii wTyky emani nepensid Hawi npeaku. B XI-XIII ct. Kuis
crnaBuBCs B EBpOI MHCTELIbKUMH FOBEJIIDHUMH €MaJIERUMH BUPOOAMH, AKHX
npoaykiiis He OyJia a)k Tak MaJjia, KOJIU 1€ 10 CbOTO/IHi apXEOJIOTH BiHAXO0-
JATh Y KHSDKMX MicTax YKpaiHM eMajieBi MpeAMETH i 3Hapsads [Uls iX BH-
poOy.

B KuiBcekiii Pyci, Tak sk i y BizaHTii, neperopoa4acty emalib y>XHBaju
B NPHKJIaJJHOMY MHCTELTBI — HEPKOBHOMY i CBITCbKOMY. 3 HAllIOT'O KYyJIbTO-
BOrO MHCTEIITBA € BiJIOMi ONpaBH LEPKOBHUX KHHUT, EHKOJIMIOHH, MaJli ikOHH
Ta MeJaJIbHOHHU 3 MiHIATIOpHUM 300paxceHHIM XpucTa, boropoauui, €sanre-
muctiB Ta CBatux. bararto Ginbuie 36eperiocs No CbOroAHIIHUMA NEHb KHIB-
CbKHX 30JIOTHX FOBEJIipHUX BHPOOIB — HisiiEMiB, HAMHCT, CEPEXOK, NEPCTe-
HiB 3 MaJIFOHKaMH JIFOJIeH, TaxiB, K TEX 1 3 JEKOPAaTUBHUMH OPHAMEHTAMH.

B no6i PeHecaHcy MHCTLII MOoYajid BXXUBATH €MaJlb 10 CAMOCTIHHUX Ma-
JIAPCLKHX TBOPIB, HE 3B’A3aHUX 3 KyJIbTOBHMH NpPEIMETAMH Hi 3 FOBEJIiDHH-
MH BHpo6aMH. 3 L[bOro nepioay NMOXOAMTh BHHAXi[ ,,MaJIbOBaHOi‘“ TEXHIKH
(ii Texx Ha3UBAOTH ,,JTiIMOX"). 3aBOSKH Liii HOBiit MaJIbOBaHii TEXHili MUCTLI

9



MOTJIH BHCJIOBJIFOBATHCS CBOOiJHilIE, BOHA JaBaja iM MOXJIUBICTb TPaKTy-
BaTH KOMIIO3H1il0 GiJibllie IUIACTUYHO. BiaToni emasns clyXuThb MUCTUSM 32
oOHy i3 ranmyseil ManspcTBa OpiOHMX dopm.

3 yacoMm emanb nepeiluia Maibke BUKIOYHO 10 BXHTKY MaJjspiB-mop-
TPETHUCTIB, SIKi BUTOTOBJISJIM Majli MOPTPETH-MeNalbHOHH (11 HArpyIHUX
O6pouIok, 411 O6ropTok roAMHHHKIB, YH K HACTIHHI MOPTPETH).

Penecancosa ManiboBaHa emass Npuiiluia Ha Ykpainy i3 3axigHoi Epo-
nu. Bona 3uHaiiuna B I'eTbmanchkiil Ykpaini X VII-XVIII BB. JocHTh LIMpoKe
NPUMIHEHHS B PeJliritHOMy MHCTEUTBI-30JI0TApPCTBI, @ caMe, K MeIaIbHOHH
IUls BJIaJM4MX MITp, XPeCTiB, MaHarid, yaui, onpasB GOrocjayXeOGHHX KHHUI
1 TEX AK MaJli ikoHH-nopTpeTH cBaTHX. Lleii pig MucTenTBa NpoicHyBaB y Hac,
ronoBHO B Kuesi, no noyatky XIX ct. [Io3a npeqmeTamMu KyJIbTOBOTO BXHUT-
Ky, IHIIMX MHCTELbKUX TBOpIiB B €MaJli TOAi y Hac He BUPOOIIM.

IoiiHo Ha moyaTky XX CT., pa3oM i3 BigpOoIKeHHSAM 6araTboXx iHILKUX
MHCTELIbKUX TEXHIK MOABJIAIOTHCA Ha YKpaiHi OpUriHajbHI MajasapcbKi TBOPH
B emaJi. [lepmiuM ykpaiHCbKMUM HOBOYacHMM MHUCTLEM emaii O6yna OneHa
Kynbuyuipka, ogHak ii TBOPUICTb y Tiil TexHiui Oysa KOpOTKMM €Mi3oaoM
i 6baraTo TBOpiB BOHa He 3pobua.

MiucTueMm, SKUi LiJIE CBOE JOBre XUTTSA NMPHUCBATHUB €Malli Ta CTBOPHB
y Hill COTHI caMOCTiifHUX TBOpIB, i TO B pi3Hill TexHiui, Oyna Mapis Job-
HHUILIbKA.

I3 TphOX poAiB emMasni — AMKOBOI, IEPEropoa4acToi i MaJbOBaHOI —
MeplIoi BXXe NJaBHO He BXHUBarTh. OTxxe JoNbHUIbKA BUBYMJIA B LIKOJIi
TEXHiKy MaJjibOBaHy i neperopoayacty. Pi3HuLs MiXk LIMMH JBOMA TEXHiKaMu
€ NOCHUTh BelMKa. B ManboBaHiii TexHili KOJbOpH 3/IMBAlOTHLCH, MOXHA iX
3MilllyBaTH, NoAiOHO Ak B oyliiHMX ¢apbax, MaIFOHOK BUXOOUTb M’SIKLLIHIA,
JIerkuii, aictae inro3iro penbedy i MoxkHa Horo cBoGiIHO MOJEIIOBATH Mif
yac npaui. B nmeperoponyacTiii TEXHilli KOJILOPH € BHpPa3HO BiIMEXOBaHi
OOMWH Bif OOHOTrO MiASSHUMH ab0 30JI0TUMH OPOTHKAMH i Yepe3 Lie PHCYHOK
BHUIJIsi1a€ TPOXHU CyXHH, IITUBHHUH 1 Niiockuid. B Yaci npaui Mucteup Bxke He
MOXE€ Hi40ro 3MiHHUTH, 60 PUCYHOK € YJIOKEHUH Hanepe, MPUKPIIVIEHUMHU 10
METAJIEBOI TUIMTKH OPOTHKaMH.

JonbHULbKA BUHAMIIIA 1€ i CBi#l BJIacHHUI criocib, TpoxH nonibHui oo
NEpPEropoayacToi TEXHiKU, 60 KOJLOPU B HbOMY TE€X € BiJJiJIeHi OOUH Bif
OJIHOTO, aJI€ HE OPOTHUKAMH, JIMII TOHEHbKUMHM 3arjiu0JeHHSIMHU. 3aMicTh
JIpOTHKIB, BOHA BXXMBaJja I pO3MeXYBaHHS OKPEMHX KOJIbOPiB TOHEHBKUX
LIHYpOYKiB, MPHUKJIEEHUX N0 IMJIUTKH, SAKi OMic/s, MpU BUMNAJIi B medi
CraJIFoBaJIMCS, @ Ha 1X MicLli 3aJIMILAJIKCS JIiHiiHI 3arnubneHHs-piBuaku. [ei
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crocib He OyB ONMaTeHTOBAHUM i HE Ma€ NPUHATO1 Ha3BH, 60 kpiM JoJIbHHIb-
KOi, Oro HiXTO OOCi He NMpaKTHKyBaB, TOMYy TO IJI ONHCY TBOpIiB y TiH
TEeXHili O0yJeMo nocayroByBaTUC THMYaCOBUM TEPMiHOM — ,,IIIHypKOBa
TEXHika“.

JJonbHHIbKA BUTOTOBJISAJIA OOHI €éMaJli BUKJIFOYHO B MaJIbOBaHiH TEXHilli,
Jpyri TibKM B NEpEropoayacTii i B LUIHYPKOBIiH, a B O€AKHX TBOpax BOHa
BXXMBaJla piBHOYACHO i MaJIbOBAHOI 1 NEpPEropoayYacToi TeXHiku (Hanpu-
KJ1ag, o6uvusi, pykd — OyJid MaJibOBaHi, a pelTa pucyHKy B Ieperopoayac-
Tiit emani). JJonbHULBKA MpaloBaja Haibinblie B MaJbOBaHil TeXHili,
a meperopoayacra €éMajb CTAHOBUTb NPUOINU3HO TpeTUHY ii TBOpYOCTH. TH-
MH pi3HMMH cnocobamu [JonbHULIbKA MOCIYroByBajlacs 3a BECb 4ac CBOEi
TBOPYOCTH 3 LI€0 pi3HHUIEHO, 1110 OiNbLIicTh ii Npaue y neperopogyacTiii ema-
JIi MOXOOUTh i3 paHHBLOIO MEPiOay, a LIIHYPKOBY METOAY BOHA NpUMIiHIOBaja
moiHo micnsa 1950-tux pokis.

Bubip TexHiku BUKOHaHHS y IJOJbHMLBKOI 3ajiexaB Bif CHOXKETY i Bil
ctwio TBopy. Komno3swuiii Ha peniriiiHi i1 aHTU4HI Temu Oynu 3aebinbLua
omnpaipbOBaHi B NEPEropoayacTiii emasi, a TBOpU 3 yKpaiHCbKOK TEMaTHUKOIO
Ta Maibke BCi, HATOMICTh, Mpali Ha Cy4YacHi TEMH i B MOJEPHHUX CTHUIIAX
JonbHULbKa poOua BUKJIHOYHO B MaJibOBaHiil emMaii.

IToyaBUIKM BXE BiJ MepLIUX TBOPiB, CTBEPIXYETbCA CAMOCTiliHa MHU-
cTelbKa iHOUBiAyalbHICTh JJONBHULBKOI, 110 € pajlle pigKUM sIBHIIEM, 00,
3BHYaiHO, OiNbLIICTh MOJIOJAMX MHUCTLIB CTOITh CNEplly NiJ BIUIMBOM NpO-
¢decopiB. OueBHOHO, IO i Ha JONBHULIbKIH BiIOUBCS BIUIUB LLIKOJIH, FOJIOBHO
B TBOpax, L0 iX MOXXHa YMOBHO 3a4HMCJIMTH OO CUMBOJN3MY il eKCIIpecioHi3-
My — CTUJIiB, KOTpi Oynu Toni B Moni B cepenyutiit EBpomi.

Ta piBHOOIXHO 3 MOIEpPHUMH KapTHHaMH, JlonbHULBKAa TBOpHJIA
LLIOCh I[IJIKOM HOBOrO i BJIACHOTO, YMM BHsIBHUJIA CBOKO CTHUJIICTHMYHY He3a-
JIeXHicTh Bil BigeHcbkoi mwkonu. lle 6ynu TBOpW Ha peniriiiHi TeMu no-
TPaKTOBaHi B Ayci yKpaiHCbKUX Bi3aHTIHCbKUX IKOH i BUKOHaHI B IEpPEropoj-
yacTii TexHiui.

Ha nonpifiHuii Mucteupkuid minsax JlonbHULBKOI 3BEpHYB yBary aB-
cTpilicekuii icropuk MucreurBa A-p I['aHc Titue*. BiH craBuB Hauoro
MHUCTLS Ha piBHi 3 NepLIOPSIAHUMH CBITOBUMH MaHCTpaMH eMajli i 3HaX0uB
y Hei noABiHHMH MHUCTELbLKMH LLISAX TBOPYOCTHU: 3 OOHOro OOKy, Hiiocs
PO Cy4aCHOTO MHMCTLS, BUXOBAHOTO B MOJEpPHiIH BiJEHCBKiIH LIKOJII,
a 3 Jpyroro — rnpo MHCTLS, 1110 KOPIHUBCS B YKPaiHCbKHX TpaJMLisiX, KOTpi
cAraroTh 4yepe3 kHshKy noby mo BizaHrii

*CratTa ,,EMane Mapii JoasHuuskoi*, xypHan ,Kirchenkunst 4. 5, 1932,



TBopuicTh JL0JIbHUIBKOI CTHJIICTHYHO € Pi3HOPOAHA, OJHAK MOMiM ii Ha
OKpeMi, TOYHO BH3HA4€Hi CTHJIi € JOBOJIi YMOBHHUIi i Mpubnu3HMi, 5K, 3pe-
LITOK, Yy BHMAAKy OinblIOCTH MHUCTUiB. € TBOpPH, SKi HE BKJIaOAKOThCA
B XaHY CTHJIICTHYHY KJscH®iKalito, iHIIi 3HOBY-X MOXHa PO3MOIiJIUTH Ha
KiJibka TpYI: HEO-Bi3aHTHHI3M, NCEBOO-aHTHYHHUH CTHUJIb, CUMBOJIi3M, €KC-
MpeCioHi3M, peasli3M Ta YHCTO OEKOPDAaTUBHHUH CTHIb.**

Bxe 3a mepuy npauro B HEO-Bi3aHTiHCbKOMY CTHINO (TpunTux ,,Po3-
w’saTuil Xpucrtoc*) Mosioa apTHCTKAa OTpHMMalia BUCOKY Haropoay B LIKOJIi-
NpPOJEMOHCTPYBaBILIH MEpel CBOIMHU NpodecopaMH LLOCh HOBOTIO A HHX.

JonpHuLbKa, XOY MpOXHJa Bech CBid Bik y Binni, movyBana cebe
YKpaiHKO, 3B’S3aHOI0 3 piAHOI KyJbTyporo. anuubki 60spcbhko-cBslle-
HUYi POOH, CEPENOBHILE, 3 SKOr0 BOHA BHHIIIA, JaBaJIO i iCTOPHYHY Mep-
CMEKTHBY Ta CIOPiAHEHHS 3 MHUCTELbKUMH HaabaHHAMH Hapony.

MucTteus MaB aM0Oillit0o BHECTH i CBill BIaCHU# BKJ1aJ OO JAJILLIOTO PO3-
BUTKY YKpaiHCbKOIO MUCTELITBA B HOBHX opMax, CIMparOvuch Ha TpaaMiiil.

JonbHHUIbKA LIyKajla HOBOrO BHUCJIOBY, nonioHo sik ue poouB M. boii-
yyk y Kuesi, a I1. Xonoauuit y JIbBoBi. 3a BuxigHy 6a3y nns 3HaiineHHs
BJIACHOTO CTWJIFO BOHa BHOpaja ykpaiHCbKe Bi3aHTiHCbk€ MOHYMEHTAJIbHE
Ta iKOHOMHCHE MaJIIpCcTBO, 060 sKpa3 y HbOMY Hall Hapig OiHLIOB OO Bep-
IIMH MHCTELBKOTO BHSBY i TO B CBOEpiIHIH Ta opuriHaibHiiA ¢opmi.

OueBuHoO, ii, 9K MaiicTpa emaJii, L[ikaBHWJa MHUCTElbKa €Majlb KHKO1
no6u. Haxanb, Toni wwe He 6yy10 daxoBux ny6Jikauiit Hi KOJILOPOBHX penpo-
OyKUi{ npo KUIBCbKYy eMallb 1 JloJibHHIbKA Majia Mpo Hei JIMLI YaCTUHHY ysi-
By i3 3BMYaiHUX 4YOpHO-Oinux penpoaykuiil. binelie nitepatypu 6yno npo
Bi3aHTilcbky emanb X-XI cT., a neski maM’STKM BOHa BUBYMJIA 3 OpUTiHAJIIB.

OpHak, i Bi3aHTiiickka i KMiBCbka €Majib OyJjid 3aHaATO CTHJIi30BaHi,
a Kkommo3uuii 6ynu maibke obMexeHi OO caMHX (POHTAIbHUX 300pa)KeHb
¢iryp i B HUX Tspkko Oysio 6 mIykaTH iHCmipauiii ajis HOBUX KOMITO3HIii.
BoHa wmikaBwjia MHUCTUS NEPENOBCIM CBOEH TEXHiIKOK Ta OapBaMu.

[llo iHmroro crapi ikoHH. B HUX € 6araTo CrOXKeTiB Ta KOMIO3HULIHHUX
i KOJIbOPUCTHYHUX PO3BA30K.

Ta, 6epyum iHcnipauii 3 HallIMX CTapUHHUX iKOH, [JONLHHUIILKA HIKOJIH HE
LIyKaja JIEFKOro LIISXy-KomiloBaHHsA, abo HaciigyBaHHS, XOY CIOKyca OO
uboro Oyna Benuka. Yumano emasicTiB juiie Te # poOMIIH, IO KOMiFOBaIH
BiIOMi MaJIIpCbKi TBOpU BEJIMKHX MaicTpiB. TakuM HacjiyBaHHAM BOHH,
Ha XaJlb, 3po0U/IHM 351y NpUcIyry emaini, 60 y 6araTbox Jroei ckyanocs Bpa-
)KEHHs, Haue O TO eMaJjib TiIbKM Ha Te ¥ CIYXUThb, 00 y Hili poOMTH Komii.

**XTOoCh MOXE 3aKMHYTH, LU0 €Majib B3araji HajeXWTb 0O AEKOPaTHBHOrO MHCTEUTBA, aje HaBiThb
i B UbOMY BHMMaAKy MOXHA CHOCTEPIraTH pi3Hi CTHJIICTHYHI MiAXOOH MHCTUA.
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ﬁnytm noABiHHUM HUIAXOM, JoNbHUIIBKA NMpaLOBaia TeX i B ABOX TE€X-
HiKaxX, B MOJIEpPHOMY CTHJIi — MaJlbOBaHOI0, a B HEO-Bi3aHTiliCbKOMY — Mepe-
ropoa4acToro i MilaHorw. B nepuiomy Harosaoc 6yB nocTaBjieHHH Ha KOJIbO-
pH i Ha MOJIepHY KOMIIO3H1lit0, a B IpyrOMYy — BOHa 3BepTaJia 0co0JuBY yBa-
Ty Ha JIiHit0, pUCYHOK, a MeH1Ie Ha 6apBu. IIpuHaiiMeH1Ie y i1 paHHiIX TBOpax
(nanpuknan Tpuntux ,,CrpawHuid Cya) KoabopH € JOCHTb NPUTHILLIEHI, OJ1i-
Ii, 3aTe pUCYHOK € BHUBEIEHUH HaA3BHYAHHO TOYHO H BHpPA3HO.

Y BiaMiHy BiA BidaHTiHcbkoOi eMaii X-XI CT., BUTOTOBJIEHO1 HA 30J10Ti
B MEpPEropoayacTiii TEXHili, 10 HaJa€ iii CTPOrocTH, 3aKOCTEHUJIOCTH Ta ab-
CTPaKTHOTO BUIJIAY, HEO-Bi3aHTIHCbKA eMallb JLOJIbHULILKOI Ma€ y>Ke 4acTo
MilllaHy TeXHiKy — o00/MyYus d pyku € MajibOBaHi, a peliTa PUCYHKY € IIpOBe-
JeHa ApoTHKaMHU. ByB 1ie BigBa>KHUH KpOK MHUCTL — 1aBaTH B OJHOMY TBO-
pi ABi pi3Hi TexHikH, ane uei crnoci6 cebe BMoBHiI BuNpaBaas. Yepe3 Takuit
niaxin, TBopu oabHHUIILKOI, B TOpiBHAHHI 13 CEpEJHEBIYHUMHU, BUITIAJAI0Th
MOJEPHILLIMUMH, YCY4YaCHEHHMH.

3 HalIoro iKOHOMUCHOro MasspcTBa JoJIbHULIbKA 3aM03H4aia CHOXKETH,
BiJIBOPOTHY NEPCMNEKTUBY, a BXKeE ii KOMNO3HULii, MOAETIOBaHHA 00J1MY € Oisb-
1€ MOJEPHI, ii mocTaTi BUrI44al0Th BUIOBXKEHI, BOHH HE € CTAaTHYHi JIMILIE
B CBOOiIHOMY pyci.

Heo-Bi3aHTiHCbKi TBOpH HALLOIO MUCTLS CTHJIICTHYHO HE OQHAKOBi. Mix
HHMH BUAISEThCA ABi rpynd. OQHI MalOTh CTPOTHH PUCYHOK i MOXHa iX MO-
piBHaTH no HamMx ikoH XIV-XV cT., Apyri € MoAenboBaHi JariaHitue, 3 6is1b-
llle BUMPallbOBAaHUM 300pakeHHAM 00JIMY4s, BOHH MalOTh CKJIaHIly KOM-
No3MLil0, Haraayrouu Oeumo ykpainceki ikonu 3 XVII ¢r., a neski, 3HOBY X,
€ TPOXH CXO0Xi A0 iTajilicbKoro MajsipcTaa 3-nepel PeHecaHcy, Y4 3 paHHbO-
ro Penecancy. B Heo-Bi3aHTilickkux TBopax [lojbHHIbKA, OJHO, APYTrokO
JIeTaJUIl0, SKOKCh HOBH3HOIO, BUIBHIIIMM PYyXOM, BUPa3HUM KOJbOPOM —
3yMijla HaJJaTH KapTHHI HOBOT'O 3BYYaHHSs, L[IKaBOCTH i CBIXXKOCTH; MM Ha HUX
JUBHUMOCS iHaKIlEe K Ha cTrapi ikoHH, 60 3HaXOOUMO B HHUX HECNOIiBaHi
e(eKTH, BOHH MaloTh B c00i 1110Ch, YOTO MH Hire J0cCi He 3ycTpivaJ i ue Hac
npuBabItO€ Ta IHTPHIYE.

JesKi Heo-Bi3aHTIHCHKI TPUNTHUXH i AUNTUXH GopManbHO N6y noBaHi HA
B3ip rajJuUbKHUX iKOH i3 ,,)KUTiIMH“— B LIEHTPi € NOCTATh CBATOTO, NPEACTaB-
JIeHa BeJIMKMM IUISHOM, a no 60okax € po3MillieHi MaJjli oO6pa3iii — CLeHKH i3
JKHTTS CBATOTO.

KpiM TBOpiB Ha peiriiiHi TeMHU B Eperopoa4acTiii TeXHili B HEO-Bi3aH-
TificbkoMy cTuJIi, JlonbHULbKA cTBOpHIIa 6araTo mpaip i3 peiridHuMH cro-
’eTaMH B MaJIbOBaHii emaJi, B CTUJIi, 1110 Haraaye paHHii itaniicekuit Pene-
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caHCc. MiX HHUMH € KapTHUHH, B IKMX MOXHa 3allpUMITUTH TPOXH HaIBHOCTH,
60 OeKOTpi MOCTaTi i CLEHH € NPECTaBJIeH] Tak, K iX cobi ysAB/IAB Hapif.
ChorofHi, KoJId HaiBHHI cTHIIb 3100yB cobi NpaBo rpoMajsiHCTBa B iCTOPii
MHCTELTBA, KPUTHKUA MOTJIM 6 3a4MCJINTH Ti TBOPH [J01bHULILKOI O HAIBHUX.

Cro)eTH TBOPIB Ha pEJIiriiiHi TEMH € pi3Hi, ajie nepeBaxaroTb MaJoHHH,
IMokposu, XpucToc, €EBaHTreaUuCTH, abo BinoMi 3 bibJiii enizoau (paii, anureny,
Moiiceii, cueHH 3 XUTTA XPHUCTA) Ta MOMYJISAPHI CBATI.

Camux ManoH, ITokpos i Pizgsa [lonpHHIbKAa HaMaroBajla OECATKH,
00 micTaBajila Ha HUX Bce CBiXxi 3amMoBJieHHS. Ha 4yecth MucTus Tpeba cka3a-
TH, 1110 BOHA HIKOJIM HE TBOPHJIAa CEpiHHMX Mpallb, HIKOJIM HE NMOBTOpsAJA
MX CaMHX KOMIIO3MLi#i, @ KOXHOro pa3y AaBaJjia iHIUIWH pPUCYHOK, iHIIi KO-
JIbOPH i HaBiTh iHIIE TEXHiYHE BUKOHAHHSA, N0alOYH 3aBXKIM PO MHUCTELbKE
BUKOHAHHS TBOpY, NPO OpPHTIiHAJbHY #i HEMOBTOPHY KOMIIO3HLIIO.

Jo cHMMBOTICTHUUYHHU X TBOpiB [L0oIbHUIBKOI MOXHa 3a-
paxyBaTH Ti npaui, siki BOHa cTBOpHJIa B pokax 1920-1930 Ha TemMu B35Ti 3 J1i-
TepaTypH, 3 jereHa uM 3 6i6uiiHux ictopiit (,,AmMyp i [Icuxes®, ,, Tpu Ilap-
ku“, ,,Mynpi i Hemyapi aiBu®, ,,CiM aHTHYHHX YecHOT*). Komno3uuii ctBope-
Hi 3 XiHOYHX (iryp, B SKHUX BHOHO 6araTo HiXKHOCTH, r'palii, MOJIOJOCTH,
ane 6e3 epoTU3MYy Ta MaHEPU3MY.

Moga cuMBOJIi3MYy B €BpONeHChbKOMY MaJIsIpCTBi JOBro He NMOTpHBaja
fi AKMXCh BU3HAYHILLIMX TBOPiB Mo cobi He 3anuiiuna. B ubomy ctuii 6yno, Ha
Halll TenepillHuil cMak, 3abaraTo jliTtepaTypH i TOMy BiH HaM CbOTOHI BHAa-
€ThCA HAATO iFOCTpaTUBHUM. TBopH 0JBbHHIBLKOI 3 ILOTO Nepioay, HAaBiTh
SIKILIO TEMAaTHYHO [0 HAaC HE IPOMOBJISAIOTh, YapYIOTh HAaCc KOJIbOpaMHu, 6e310-
raHHUM PHCYHKOM, CBOOiHOIO KOMIIO3HIIIEI0 Ta SKOKCh POMAHTHYHICTHO
1 3araJKoBicCTIO.

HonbpHuubka MabyTh i cama BiauyJa, 1110 e CTHIIb HE [J1s1 HALLIOTO Yacy
i micna 1930-ux pokiB Horo 3ajullMiA.

EkcnpecioHi3wm BuHUK y 3axiguiii EBponi Ha nepenomi
1 Ha MOYaTKy HALUOIrO CTOJITTH i MOLIMPUBCS NEPENOBCIM Yy MaJpCTBi rep-
MaHCbKUX HapogiB. ByB 1ie HOBHil HANIpAMOK, KOTPHI JaBaB MUCTLSM 3MOTY
BHCJIOBJIFOBAaTHUCS 3HAYHO CBOOigHillIe, 1e6OTO MeHILIe B’A3aTHCS popMaJiIbHUM
IUIAHOM i TOYHICTIO PHCYHKY, a 3BepTaB yBary Ha OCHOBHY OyMKy. Crieuisijib-
HO MiJKPEC/IIOI0YH, YH CBiTOMO AehopMyroun Aesiki JeTasli, BYXUBAIOUH NpPHU
TOMY BiJNOBiOHUX OapB, MaJigpi CTBOPIOBAJIH MEBHHI HACTPIi i MM HaCTpo-
€M BOHM baxkanu mepenaTH risaaveBi CBOI OCOOGHMCTI HACTaBJIEHHS OO BH-
CJI0BJIEHO1 TeMH. EKcripecioHi3aM naBaB MHUCTLSM MOX/IHMBICTb OyTH Oinblie
coboto, BUABJIATH CBill iHOMBigya/lbHUH XapaKTep, TOMY TO B LIbOMY CTHJI
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HEMa TakKoi OJHOPOJHOCTH, K Hamnpukjaan y kybismi, 60 ekcnpecioHicTu
3BepTajd Oinblle yBary Ha ,,BjJacHy MOBY“, Hi)XK Ha CTHJIb.

HonbHuubKa Oana npaui i B uboMy cTuii. BoHa Opana 3a TeMH CueHH i3
CYy4YaCHOTr'0 MICbKOIro XHUTTSl SIK T€X 1 3 yKpaiHCbKOro HapoOHOro mnodyTy,
NpeaCTaBJIAOYN 3[JOPOBUX, CHJIbHUX JIOACH Y HOpMaJIbHUX XUTTEBHX 00-
CTaBHUHAX, JIFOJEH, fAKi MOBOOATbLCS Oe3 KagHHUX KOMILJIEKCIB.

Ha BinMiHy MOHYpOMy €KCNpeciOHi3MOBI repMaHCbKHUX MaJsipiB, SIKHX
yXOBICTh CTOsAJA 1LE MiJ BIUIMBOM NEPEXKHUTUX BOEHHUX POKIB Ta FOCTPOTH
COLiSATILHUX Mpo6JieM, ekcnpecioHi3M JobHUIBKOI HE € CYMHHMIA aHi Tpariu-
Huii. BoHa 6a)kana BHCJIIOBUTH NMPOCTOI MOBORO, L0 KUTTS NepemMarae Bci
TPYZAHOLLI, 11O JIFOJWHA, B rapMOHIHHIN €HOCTI 3 MPUPOIOIO € BCE 11Ie TAHOM
3emli. 3BiacH onTUMI3M J1OJIbHUUBKOI, XKUTTEPAMICHICTD, YH SK L€ IEXTO TO-
Ii 3BaB ,,BiTaniam“. lleil onTUMI3M HE € OEKIApAaTUBHUI aHi IPOTECKOBHIA,
BiH MepeKkoHye, OO BHUIJIMBAE 3 BipH B JIFOAUHY, B 1l IyXOBi BApTOCTI, SIKi nepe-
OyBaroTh y miacBigoMmiit rapmoHii 3 TBopuem Ta 3 npupoaotro. TyT cBitorasan
JlonbHULBKOI Bia3epkasioe y BeJMKiH Mipi ciTornana ykpainus. Ii excripe-
CiOHI3M — L€ XBaJjla, THMH >XHTTIO.

B nopiBHaHHi i3 CUMBOJIICTUYHMM NEPIOAOM, EKCIIPECIOHICTHYHI TBOpHU
JJONBHUIBKOI € MOJEPHIlli, NPOCTillli B PUCYHKY, 3 JIAKOHIYHOK KOMIMO3HLIi-
€10, B HUX NMpOOHBaETLCS BEJIMKA MOPSAAKYIOYa CHJla MUCTLA i BOHH HaJIeXaTh
[0 Haikpaummx ii TBOPpIB.

Cepen mucrteupkoi crnaguHd [oJbHULIBKOI MOBaXHY YacTUHY CTa-
HOBJISAATH TBOPH Ha @aHTHYHi TEMH 3 IPELbKOi MiTOJIOTii. APTUCTKA, BAXOBaHA
Ha rpelbKO-pUMChKiii icTopii, Tr00MIa KIIACHUYHY JIiTEpATYpY, 3 AKOi Yyepnaja
iHcmipauii Ta TeMH, a 1110 BOHA TeX J00pe 3Hajla CTapUHHE IrpeljbKe MUCTEL-
TBO, TO Daxkajla mepeJaTd Ui CBOi TBOpU B TaKOMY CTHJIi, KU OyB Ou
B sAKiiiCb Mipi cOpigHEHMI1 i3 CTApHUHHHM.

3aMUJIlyBaHHS aHTHYHHMH CHOXKETAMHM MOXE, Ha MEpLUU MOorjsi, HaM
BH/[IaBaTUCS CbOTOJHI @aHaXPOHI3MOM. AJjie KOJIM B3ATH 10 yBaru, uo Job-
HHLIbKA — L€ YUCTO (irypaTUBHUN MaJsip, SKHUH MOCIYroBYyEThCA Maiixe BU-
KJIFOYHO JIFOACBKMMH MOCTATTAMM 1 1110 BOHA MpaliloBajla B MaTepisi, Ko-
TpUi MOXe NMPOTPUBATHU AOBTi CTOJITTS, TO HIYOr0 JUBHOTO, LLI0 BOHA 3BEP-
Tajlacsi OO BCECBITHO BiaoMux TeM. Kommnosuuii 3 AnosutoHoM, Opdeem,
3 My3aMH — 4eibke 3aBXau OynyTh 3pO3yMijii, BOHH M03a4acoBi, a ,,Bi4YHUH"
MaTepisil — eMaJllb — LIykae cobi BiYHHX TeM.

Tak, sk y TBOpax Ha peJjiriiiHi Temu [losbHHMIBKA iHCHipyBaJilacs Ha
yKpaiHCbKUX 1KOHaX, HE KOMiIOIYM iX, TaK i IJI1 aHTUYHUX CHOXKETiB BOHA
Yyepnana igei B CTapMHHOMY TIpELbKOMY MHCTELTBi, He iMiTyrOud HOro.
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BoHa ocTepiranacs BCiISIKMX HacjligyBaHb, a He OyJ1O L€ JIErKO TBOPUTH MiJ
aHTHYHHMH CTHJIb i HE MOMACTH MiJ HOro LUUIKOBUTHH BIJIMB. [JJOIBHULBKIH 1€
y BenMKiii Mipi Boanocs. Bona Opaa okpeMi KOMNO3ULiHHI €J1€EMEHTH, Xa-
pPaKTEpUCTHYHI CTHJIEBI A€TaJli Ta MiJXiJ KJISCHYHUX aBTOPIB i HA IXHiH ocHO-
Bi TBOpHJIa CBOi OpMIiHaJIbHI Npali, sIKi BiApi3HAIOTHCA BiJl CTADUHHHUX NEp-
BOB30piB B Neply Yepry cBOOiqHOO, HEKOHBEHLIiHOIO KoMIo3uLiet0. My3u,
6oru, repoi JoJbHUIBKOI HE BiI3HAYalOThCAd aHTHYHORO Kpacoro 3 ii izeasib-
HHMH NPONOPUisAMH, BOHH — ab0 di3n4HO MiuHiiwi, MyckynucTi,— abo, 3a-
JIeXHO Bi moTpebu KoMmo3uuii, AeslikaTHilli, CKPOMHilli, B OQHOMY H Apy-
romy Bunaaky O6ymkdi 1o Hac. [JonbHHLbKa BUCBOOOOUIACS BiJ aHTUYHOIO
KaHOHY KpacH i LIMM 1i TBOpH BUIIAar0Th HOBilIUMHU. KpiM uporo, ii 6apBu
HE € TpaauliiiHi, BOHM 3HayHO OaraTili i >kuBiwi. TakUM MiAX0OOM BOHa
HaJajla TBOpaM HOBOCTI, CBIXKOCTI; MH BiZpa3y BiluyBa€MO LIO L€ Cy4YacHi
HaM TBOpH, HaBiTh fKIIO BOHH B aHTHYHHMX LlIAaTax.

Ti ynro6ieni it yacto nosToproBani Temu — Opdeii, Opdeii i Epunixa,
AnosioH, my3u. llikaBa € €BOJIIOLIS B NCHXOJIOTIYHOMY TPaKTYBaHHI THX
nepcoHaxiB. B paHHiX TBopax BimdyBaeTbcs 6€3TypOOTHHE cnOKiH, ,,671aro-
JEHCTBO* AHTHUYHUX TepOiB —B OOHHUX HEOCSKHY OJIIMIIHCBKY MOTiOHICTb,
B Ipyrux xoJyioaHy repoiudicts. Ilicns 11 cBiToBOI BiiiHM HacTpiil nceBao-aH-
THYHUX Mpaub JoabHUIBKOI 3MiHUBCA. B HUX BHSBJIEHO YHMAJIO JIFOJACHKUX
nepeXxuBaHb, XBUJIIOBaHHs, INpUCTpacTi, 6oji, Tyry, a HoBa ,,llIHypKoBa“
TEeXHika, 6€3 1eTajbHOr0 PUCYHKY, 1€ Oijlbliie MiACUIIFOE Bpa)XKeHHS iHTEH3UB-
HOT'O BHYTPILLHOIO XXUTTS NnepcoHaxiB onbHULILKOI. MOXIJIHMBO, 1110 B THX
TBOpax BigOWJMcA MiJACBIIOMO NMEpeXUBAHHA MHUCTUA Nin yac i micas II cBi-
TOBOi BiHH?

ApTHCTKa MoBepTajacsa Kijibka pa3is 10 Temu ,,Opdeii i EBpuaixa“. Tif,
XiHUi 3 HDKHOMO i Bpa3jMBOIO AyLIECHO, MPEKPACHO BAAJIOCH BiATBOPUTH Tak
3BOPYLUIMBY CLEHY 3yCTpiui 3a/1100JI€EHUX Micis O0Broi i 60110401 po3JIykH.
IHIIM#A croxeT, KilbkakpaTHO MOBTOPEHMH — 1e 3ycTpiu Mapii 3 €nucase-
Toro (3 bibuii). Ckinbky TeMJa, CEpAECYHOCTH i AEeNIKaTHOCTU NPOOUBAETHCA
3 UMX NpoCcTHX Komno3uuid. JlojibHHMLIbKA Majla TaJaHT KiJlbkOMa pHCaMH,
OKPEMHMMH KECTaMHU MepesaTH YyTTsS CBOiX MEPCOHAXIB.

Ho meHile nikaBoi emasi JJONbHUIBKOI HaJleXaTh TBOPH B pealiCTHY-
HoMy cTuJi. Ile € koMno3uuii BUKOHaHI Ha 3aMOBJIEHHS — MMOPTPETH, M1OCTa-
Ti YrOJHMKIB, CBATHX, NaTPOHiB i Takox nesiki Manouuu. lllonpasna, BoHu
3po6sieHi nmpodeciiiHo Ge3moraHHO, BUOHO B HMX HaMaraHHs MHCTUS JaTH
uikaBi TBOpPM MiJ KOMMNO3MUiHHUM OCJISAAOM, ajleé BiguyBaenCs B HHX
Opak meyaTi OCOGUCTOro CTHIIIO.
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[InouMHHE TpakTyBaHHS [MOBEPXHiI BNapi i3 CHJILHOK CTHJII3ali€ro
BeOYTh OO YHUCTO JEKOPpAaTHUBHOTO cTWito. EMans —cBoiM Mmartepi-
AJIOM i MaJuMH po3MipaMH KapTHHHU — yXe OoOpe HamaeTbcs OJi JOEKO-
paTUBHOrO MHUcCTeuTBa. B Hiskill iHIIIH TexHili KOJbOpH HE € Taki NpH-
Bab/nuBi 1 CUJbHI, K B emaii. Emanict MycuTh MaTdH CHJIbHY TBOpUY
BOJIIO, 1100 He OOMEXyBaTHCS BUKJIFOYHO OO AEKOPAaTHBHOrO CTUIIIO, ajie
NpOSABJIATHCH i B iHIUMX HamnpsMkax. Tomy To [lonbHUIIbKA HE TBOpHJIA
farato B YHCTO [EKOPAaTHUBHOMY CTHJIIO i NMpH LIbOMY cTapajacsi siKHai-
MEHLLEe CTUJIi3yBaTH. B nexopaTuBHii emani JJonbHULBLKOI JIFOACKKI MOCTATI
€ CXOIUIEHI CMOHTAaHHO 3arajlbHUM i CIPOILIEHHM pHCYHKOM, BOHH He
€ LWITYYHO CXE€MAaTHU30BaHi, a €KOHOMIis JIiHIii Mae KOMIO3HMIliliHE OMnpaB-
JaHHA. APTHUCTKa yHHMKAa€ CyTO IJIOLMHHOrO migxoay i ToMy nOesiki no-
cTaTTi 300pakeHi B pesbedi, iHLII MarTh BiANOBiAHO OibOpaHe KOJIbOPOBE
TJ10, KOTpE HaJa€ KapTHHi riiMOuHU. OCHOBHOTO BUIJIAAY HaJa€ THM TBO-
paM 3arajibHa JIiHiZ KOMIMO3ulii, Hamnpukiag, B ,,3axypeHid YkpaiHi*
CTaTH4YHA NOCTaThb JXIHKH, i3 CNaJalr0YMMH BEPTHUKAJIbLHUMHU JIIHIIMHU, CUM-
BOJIi3y€ OCaMiTHEHHs, XypOy;, HaToMicTh y ,,KHHY KyXiNb...“ niHig € ou-
HaMi4yHa, BOHa MPOXOJUTh MO OiArOHamAX, a il AUHaMIKy e Oinblie mia-
CHJIFOE aCUMETpis Ta BUCTYNHU PHCYHKY M03a paMKH TJila —a BCE L€ pa3oM
nae obpa3 MoJ10101, XXKMUTTEPAOICHOI, HEMOCHAIOLIOI X iHKH. [HIIA po3B’s3ka
B ,, YKpaiHLi“— B OKpyIJiii BrHyTi#i popMi Hanpuuyn rapMoOHiliHO BHUBeAEHA
*iHoua ¢irypa. /Ins piBHOBaru KOMIO3HULii — 3 OJHOI CTOPOHH XiHKH CTO-
iTh n30aH, 3 Opyroi rany3ka kajauHu. KonbopiB o6Manbs, BOHH MaToOBi, Jiu-
llle YepBOHA, JIMCKyYa XyCTKa NpHKpallye Uiy kaptuny. Bci ninii niauski,
3a0KpyrJieHi, HeMa HiOOHOiI MpsAMOi, MOHYMEHTajlbHa NpPOCTOTa i rapmo-
His. B ,,Cugsuiit ryuynui exkoHoMis JliHiH JoBeleHa OO KpaiHOCTI, wLija
NOCTaTh MpeAcTaBjieHa KiJlbkOMa OiIbIIMMH OJHOKOJILOPOBHMH IJITMaMH
i nume 4yoTUpU Becedi pUOKM 3/arigHIOIOTb CYBOPIiCTh KOMIO3HMIii, siKa
BX€ CTOITb HAa MeXI €KCNpecioHi3My (nomibHi TBopu 3Haxomumo y by-
TOBHYA).

BinpuicTe gekopaTHBHHX TBOPiB JLOJIBHUIBKOI Ma€ YKpaiHChKY TeMa-
THKY, NEPEBAXHO 3 T'YLYJbCbKOrO XUTTSA, a00 € KOMNO3ULIsAMHU 10 TEKCTIB
HapoOOHUX TMiceHb (CNpaBXXHi MHUCTElbKi KOMIO3MLii, a He imocTpauii).
Bci wi mpaui BMIrOTOBJIEHI B MEperopoavyacTiii emali i B KOJIbOpOBiit rami,
BUTBOPEHIil y HAllOMy HapOJHOMY MHCTEUTBi, Ha 10 JOJILHHIBKA 3BEp-
Tajla CNELisJIbHY YBary i Taka KOJIbOPHCTHYHA PO3B’si3Ka pOoOUTH Lii TBOpHU
HaM 0cOOJIMBO OJU3BKHUMH.
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JonbHULIbKAa Haiipajlle MpauroBajla B HEO-Bi3aHTiIHCbKOMY i NceBHO-
KJISICHYHOMY CTHJIAX, 60 eMasb, Ik MaTepis npaiti, O Ma€e MapKy cTapoi
TEXHiKH, sKkpa3 moOpe MmiaXoauTb OO0 NABHOMUHYJIMX CTWIIB. IJisi HOBHUX,
CyYacHHX MHCTElbKMX TEHIEHLi Kpalle HaJaroThCsd HOBI MaTtepisyM, 60
HaBiThb MiX MaTepisJioM i CTUJIEM iCHy€ sIKEChb CMiBBi[HOILEHHS, IKOTO He
ciify irHopyBaTH.

MosHa 3alpUMITHTH, WO B TBOpYOCTi JLOJIbHUIbKOI HEMaA Hi KpaeBH-
niB, Hi ,,MepTBOi NMpHPOAU“, HEMA KBITiB, € TiJIbKHM JIOOUW. BOHA HaleXUThb
JI0 piOgKiCHUX y Hac MaicTpiB QirypaTUBHOIO MaJjsipcTBa 3 JIFOACHLKUMH MO-
ctaTsaMHu, 1Wock nomioHo sik Codis 3apuupka i anuHa Ma3sena.

KpaeBuau it ,MepTBa Npupoaa“ sk 4MCTO CaMOCTiiiHi TBOpHU 3’IBUJIUCA
B eBporneiicbkoMy ManspcTBi moidHo B XVII c1. AHTHYHE MUCTeUTBO OyJio
B nepiuy uyepry antponomopdiyde. Hanpuknan, y BizaHTilicbkoMy MHUCTel-
TBi Kpa€BUI HIKOJIM He BUCTYNaB CaMHUH, JIMLLIE AK TJIO, K AeKopauis i TO
nepeBaxHO B aOCTpaKTHOMY PHCYHKY.

Tomy TO, NEPEKIMKYIOYUCh 3 AHTHYHHUM 1 Bi3aHTIHCbKUM MHCTELTBOM,
HonbHULbKA OoaepxyBajacd TeX 1 aHTponoMop¢iyHUX KOMMO3HULIH.
B ueHTpi ii yBaru O6yna nroauHa —,,6e3cMmepTHi® 3 OnimMny, cBATI, Iepoi, no-
eTH Ta HaponHi Tund. Ha BuOip Takoro >kxaHpy MaB TeX BIUIMB i MaTepis
npaui. EManeBi pMCyHKH € 3aBXIM Majiux po3MipiB. OTxe MaJlIeHbKUH Kpa-
eBun 6e3 monaeit 6yBOM Majo NpOMOBHUCTHH, a ,MepTBa npupoaa*“ moria 6
JiiicHO BUrjsmatd MepTBorw. HaTomicTe jiromMHa, HamajbOBaHa HaBiTh
Ha MaJlIeHbKOMY MpOCTOpi NOJIOTHA, JepeBa 4YH OJIAXH OXHBJIsIE KapTHHY,
HajJae iii Baru, nig yMoBOK, OYEBUIHO, 110 MUCTELbL 3yMi€ HaJaTH Wil Jito-
JUHI OYXOBOTO JXHUTTH.

3pewuroro, [onbHUIIbKA HE € BiOOKpEMJIEHMH BHUManoK. IHIII maispi,
SKi BMHIUIM Bi iKOHM, T€X 3aJIMLLUMIIMCA NPH AHTPONOMop¢iYHOMY Ma-
nsapctBi (M. Ocinuyk, FO. HoBocenbcbkuii).

B Mano koTpiii MUCTelbKiil TexHili 6 a p B a € Taka Ba)cHa, NpuBabIU-
Ba ii CUJIbHA SIK B €MalJli, 3aTe B HifKil iHIIi{ TexHili HE € Tak TpyaHO BUIO-
OyTu Ga)kaHi KOJILOpH i iXHi TOHM, sk caMme B emai. [lepen Bunanom ema-
JIeBl NOpOLIKH € OJifdi, a [Jig yKJ1aay KOJIbOpIiB KOMITO3UIii MUCTELb MOCITY-
rOBYETbCA T'OTOBUMM MNpibkamu, ajie i KpiM 1IbOro, He 3aBX I MOXXHA TOYHO
nepeabauuTH, SIKMH TOH KOJIbOpY BHiine nmpu Bunani. Tomy To mo mpaui
B emaJli MOXyTb OpaTHca aroad, ki goOpe BinuyBaroTh OapBH.

TakuM CUJIBHMUM BiUyTTAM KOJILOpPiB sikpa3 i Bim3Havanacs [osb-
HuIbka. BoHa cTapaHHO moOupaia KoJIbOpH, ceJieKiiOHyBaja iX, rapMoHi-
3yBaJjia, miabuparoud 3aBXAM BianoBiaHi ramu. Sk OGinbluicTe 10OpHUX Ma-
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JisApiB, BOHa AaBajla B OJHOMY TBOpi MaJjlo KOJIbOpiB, aJjie iX Haa3BUYaHHO
nbaiinMBo rapmoHi3yBaa, 1100 BOHM TBODHJIM 3irpaHy uijicTe. lle cBino-
Me OrpaHMYEHHs OO0 KiJIbKOX KOJIbOpiB OYyJIO 0COOJMBO XapaKTepUCTHYHE
o Hei B mi3Hillomy nepioai TBopuyocTH. osibHMIBbKA JroOMIa GapBu
CUJIbHI, MOBHI, fcHI i BUpa3Hi. He MoxHa cka3aTH, 11106 BoHa Maja SKUHCH
,CBIH"“ 4M ,cBOI“ ymr00JieHI KosbopH, abo 100 sikuiich koJjlip OyB MaHiB-
Huii B ii npausax. KoxHa ii emanp € BigMiHHa CBOIMH KOJIbOpaMH, KOXHHH
ii TBip —11le OKpemMa i BigpyOHa KOJbOPHUCTHYHA LIJIiCTh, HeMoAiOHa 1O iH-
wux ii TBopiB. Tpeba HampaBoy NOOMBIIATH BUHAXiQUUBICTL Ta JIETKiCThb
KOJIbOPUCTUYHUX po3B’s130K osnpHULBbKOI. BoHa yBa)J1MBO IOCTOCOBYBasa
KOJILOPH i 1O CTHUJIXO 1 JO CHOXKETY 1 IO TEXHIKM BUKOHaHHA. B oOHMX TBO-
pax [aBajla TeJi, NOTiAHI i palicHI TOHM, B IPYrUX IOBaXHi, HACHYCHi
i TemMHyBaTi, B IHIIMX — AejikaTHI, Maibke mnpo3opi. Hactpiii xapTuHM
3BHYai{HO BUTBOPIOIOTbL KOJIbOPH i JloJIbHHIIbKA BMiJla HUMH OpYyIyBaTH
HEMOB OUPUIEHT OpXECTpOoro, OO noOyTu OakaHUH edekT.

Konu nopiBHyBatd emanb JOJIbHHIBKOI 3 iHIIMUMH MHCTLSMH-€Ma-
JicTaMH, TO 1€ sIKpa3 y KoJbOopax, y rapMoHi3aiiii ix, 6yaeMo cnocrepiratu
ii O6e3cyMHiBHy nepeBary, HaTOMICTb BOHa MOX€ NOCTynaTHCs Mepen me-
SKUMH MMCTUSMH PUCYHKOM.

TeopuicTe donpHULLKOI HE oOMexyBajacs 10 camMoi eMaJii. BuBuuB-
UM B LIKOJII MaJIipcTBO, BOHA MpalroBaja TeX Y HbOMY, MEpPEIOBCIM Ha
NOYaTKy AisAIbHOCTH, KOJIM TO BOHA MpOSBIsjacid B MaJIsIpCTBi HaBiTh Oisib-
ule HDK B emaui.

Ti mansapcTBo —ue nepeBaxkHO macTesi, B MQHLIIH Mipi akBapeni,
a 30BCiM MaJjio oJiiiHa TexHika Ta €HKaBCTHKa.

B ManspcTBi BoHa Tex Oysia ¢irypaTUBHHM MHCTLEM, a TEMATHKY
0 KapTHMH Opana 1o camy, 1o i B emaii, kpiMm noptperiB. [TopTpeTiB
BOHAa HaMaJroBajla 6araTto i Maibke BCi NacTeJlssMH, MiX HUMM € KiJlbka
asTonoptpeTiB. Ha xanb, 3 BeJMKOi KiJIbKOCTH MOPTPETIB Maibke He 3a-
nuiuiiocs ¢ortorpagdi.

Ha manspctsi JoJIbHHLbKOI MO3HAYUIIUCS BIUIMBH CUMBOJII3MY i €Kc-
npecioHi3My. B Oesikux €KCNpeCiOHICTUYHHX TBOpax BHUAHO BHpPa3HO, 1O
apTUCTKa 3acBoifia cobi mobpe Tex i 3M00yTKM MonepeaHbOro HamnpsMKy
— Kybi3my.

He MeHII 1nikaBa € €HKaBCTHMKa Halloro MMctus. BoHa, po3ranaBuiu
TAEMHHMIIO Ti€i CTAapMHHOI TEXHIKM MaJisIpcTBa, HaMmaJoBajla B Hiil He-
BEJIMKY KiJbKICTh MajMxX TBOpiB. B mMopiBHaHHI 3 aHTHMYHOK EHKAaBCTH-
Koo, TBopH [JonpHULBKOI MarwTh rpyouly ¢akTypy, PUCYHOK MEHILe
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BUNpalbOBaHUi i MalOThb MEHLIE KOJIbOpiB. 3aBASKH LIMM BJIACTUBOCTSIM,
BOHH HaOHparTh HOBILIOTO, MOAEPHILIOrO BUIJIAAY.

Mapis lonpHuUbKa BBiiillja 00 icTOpil yKpaiHCbKOi KyJbTypH
K TaJIJaHOBHUTHII MalcTep, KOTpUH HE JIMIle BiIHOBUB Y HacC MMCTELbKY
eMalp, aJie i caM, CBOIMH BHHAaxXOJaMH, BHIC BKJIad M0 i TEXHIYHOTO
BOOCKOHAJIEHHs, MIiHILIOBLIM OO BEpIUMH TOi Hejerkoi obpa3oTBopuoi
OIISTHKH.

BoHa, Oyaoyud JHOOMHOKO CBOTO 4acy, nepedaBajia y CBOiX TBOpax
cyyacHi ili eBpomelcbKi MHMCTELbKI HamnpsiIMKHM, ski BOHa [O06pe omaHy-
Bajla Ta MO CBOMOMY iX iHTepnpeTyBajia, a TUMCaMUM BKJIHOYMJIA YyKpa-
IHCbKE MMCTEUTBO B 3arajibHO-eBpOIEHCbKE pYCIIO.

I Bxe wmiei camoi OisbHOCTH BHUCTapuwio 6, wob 3700yTH cobi
TpUBaJie Micle B HalloMy MMCTeUTBi. Asne [lonbHUIbXa nillljla OaJjblie
i riou6iie.

Bona Oyna cBimoma Toro, mo YkpaiHa, cBoiM reorpagiuHum Mo-
JIOKEHHAM Ta 0OaraTMMH, BIKOBUMHM TpaJuLisIMH, TBOpUThb Mik Cxoaom
i 3axomoM okpeMuii CBIiT i L Halla BigpyOHICTh MOBHHHA MPOSBJISTUCS
TEX i B KyJbTYpHUX HaaOaHHsAX. 3aBOAHHSAM MHUCTLIB € TBOPUTHU Ha Oa3i
JyXOBOCTH HapoAy SIK T€X [aBaTU CHHTE3y HapOJOHOrO CBIiTOBiqYyBaHHS
3 pi3HUMH TeuvisiMH, sIKi nmepexonsTh 4Yepe3 YKpaiHChbKY TepUTOpito.

Taky cuHTe3y Bi3aHTIHCbKUX BIUIMBIB i YKpaiHCbKOi ecTeTHKH [losib-
HMLIbKa 3poOuia B HEO-Bi3aHTiHCbKUX TBOpaxXx. B HUX BimuyBaeTbCs
yKpaiHCbKy Oe3nocepeqHiCTb BHMCIIOBY, MOHYMEHTaJlbHY MpOCTOTY, LLIUPY
JIIOASHICTb, 1 HaBiTb CKPUTHH TyMOp, a BCE L€ € OMNOBUTE HEBUIOHUM

©

CEpNaHKOM pafOoCTH i MOTiAHOCTH.
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Mapis HonbHHUbKa, 1919 Maria Dolnytska, 1919
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Mapis JonbHuibka, 1945 Maria Dolnytska, 1945
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KXUTTEIINC

Buacui Poku

Mapis Cogis HonbHuupka Haponunacs y JIbBoBi aus | ciuds 1895 poky
B pomuHi AuToHa [onbHuuekoro (1853-1953) i Mocudu 3 momy Oxpu-
MoBHY. [i 6aTbKO — HalaJOK CTApPOro CBSAIIEHHYOro poay — GYB AOBro-
JIITHIM cyanerw HaiiBumoro TpubyHany y Bigdi. CiM’s JoJbpHHUBKHX
Majia ueTBepo nited: cuHa CrenaHa (aJBOKaT) i TpM O0YKH — IpUHY
(oopyxeHy 3 o. Mwuponom [anuneBuuem), Taicy (Oyna cekperapkoro
B O-pa €sre”a IlerpyuieBuuya) ta Mapiro-Codiro.

baTbko AHTIH MaB 3HayHMiH BIUIUB Ha BMXOBaHHs [iTeH, 30KpeMa Ha
Haiimomnonwy Mapiro, sika 10 cBoro Oarbka cTaBHJIacs 3 HaKOiNBILIOKO
NOLIAHOK Ta MIETH3MOM i NPUCBATHIIA HOMY Kijlbka CBOiX HaHKpalux
npatb.

Mapis-Codis nouana LUKiJIbHE HaBYaHHS, MalOUH JIMIIE I'ATh POKIB;
HapoJHy wWKoiay # jiueét 3akiHuuna y JIeBoBi. B 1910 poui 6athko
cTaB cyanero y BinHi, kyau BuixaB cam, 60 poauHa 3anuuiunacs y JIbBoOBI,
mwob6 Mapigs morna 3akiH4MTH LIKoJy. lcnmut 3pimoctH Mapis cknana
BiiTKy 1911 i BoceHM TOro * poOKy Bcs poaMHa HNepeixana Ao Bimus.
Marour BeNMKE 3auiKaBJIE€HHs MHCTEUTBOM, Mapis Bctynuna y Ilicapcs-
KO-KOPOJTIBCbKY LIKOJIy MPUKJIAJAHOro MHCTeuTBa Yy BigHi, ska ciaBunacs
BUCOKMM pIBHEM HaBYaHHA — OMIUIOM il JaBaB MpaBO BYUTH PHCYHKIB
y cepenHid mkoni. Y wuild mkoni 3700ysia MHCTElbKY OCBITY TakKoOX
Onena Kynpuuubka B 1903-07 pp.

JonpHULBKA CTyOirOBajla MHUCTEUTBO CiM DOKIiB: TPH pOKH €MalieBy
TexHiky y npod. Aneni lllTapk, Tp¥ pokM pHCYHOK Ta OOWH pik MaJsip-
ctBo y mnpod. Mironnepa-I'opmana; mix ii mpogecopamu OyB Bimomuii
aBcTpicbkuid Manssp Ockap Kokouika.

Vxe mig uac crtyniid JonbHMIbKa 3BepHysna Ha cebGe yBary roJioBHe
cBOIMH emasieBUMU TBOopaMu. B 1918 poui BoHa oTpumana Haroponay
iM. Aiitensbeprepa, sKy B LUKOJI yOijieHO Tiabku 6 pa3siB 3a 30 pokis,
i rpoweBy npemito y BUcoTi 600 xopoH. OOHOK 3 HAropoMKEHHX Ipalb
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OyB Benukuit Tpuntux ,,Po3m’satuit Xpucroc* (ueét TBip KynuB ULicapCbKHit
HaMicHMK Yy JliHui).

Y 1920 poui Mapis BHiXaJla Ha Kilbka MicsuiB no DivnsHAii, 00 TO-
BapucTtBa cBOiil Ky3uHi Oseni 3 OxpHMoBHUiB 3ali3HSIK, YOJIOBIK SIKOI,
O-p Mukona 3ani3Hsak, 6yB nociom YHP y TIensciHkax.

Ha nouatky 1921 poxy JonbHHMIbKa noBepHyaacs 10 BinHs, ge B Toi
yac nepebyBasa BeJMKAa KUIbKICTb YKpaiHCbKMX MOJIITUYHHX €MIrpaHTiB
— xonuiuHI wieHd ypsaay YHP, napriiini gisiui, TBopua iHTenireHuis. Toni
Mapis noszHaiiomunacs 3 TakMMHM BHOATHUMH ocobamu, sik €BreH YUmuka-
neHko, Onexca”ngep Omnech, HOpiit Cipuit Ta iHwi. ns 36ipku mnoesii
O. Onecsa ,,YyxuHoro“ BOHa HapHcyBaJjia OOKJIaJAUHKY. YKpaiHCbKE KYJIb-
TypHe >XUTTs y BigHi Oyno gocute xBaBe i HaBiTh LikaBe. Ha pi3HuX
MMCTELbKUX yJlalITyBaHHAX [onbHULbKA OeknsMyBana mnoesii llleByenka
i ®dpaHka, a KOJIM OOHOrO Beuyopa BOHA MpoAeKJIsiMyBasa Bcko I yuysb-
wnHy* O. Onecsi, NIPUCYTHIH y 3aji moeT 3amjakaB Bia 3BopyuieHHs. Haii-
OnmmxuuMu npuaTensMd Mapii B Toé yac O6yna Onera bacapab ta Onena
3anmi3Hak, o6uaBi crapuii Bifg Hei. ¥V cBoix cnoragax mpo Onbry bacapab
MHCTelL NHcaB (JIMCT Big 4 XOBTHsA 1964):

»Mu 6yau mo0100i, a Haiimoaoowa. Oana cmapwa Ha n’ame pOKIi8,
a Taasa 3aaiznax Haiicmapwa. Mu eci 6yau naiki nampiomku — 30kpema
Oasn, a I'aaa 3a8xcou 6yasa biavw onanosana. Mu xcuau Oyxom cmpineuy-
mea, 0yxom mMoa000i, 8ocKkpecarouoi YKkpainu, pazom uumaau 8cto Moa00y
aimepamypy, 3ycmpidaauca 3 O. Oaecem ma FO. Cipum, i ncuau 8 AKO-
Mycb NiOHeceHOMY cmawi Oyxa: 3anaa, eipa, 3axonaeHHA. Mu xooduau
HeMo8 no xmapax.“

Mosona, noBHa eHeprii i BeJIMKMX IUISHIB MaJisipka NpardyJija npauo-
BaTH IUIA yKpaiHCbKOi KynbTypu. [ii Tpe6a 6ysi0 3BaXKMTHCS: 3aJIMLIMTHCA
y BigHi ud nosepTtatHcs Ha OaTbkiBluMHY? Ha migcrtaBi BicTOK, 1m0 JOXO0-
aund 1o BigHs 3 Ykpainu, He OyJ0 TaM NMOKHMILO BUIJISAIB HA HOPMaJIbHY
MHCTELILKY Mpalro, kpaiHa Oysia ayxe 3HMILEHA BifiHOKO i He Majia MaTepi-
sIbHOI 6a3u s po3Boro MucTenTBa. [loni6Ha cutyauis Oyna Tex i y BiaHi.
ITicns nepiioi cBiTOBOi BiiiHM 3 BeIMKOi ABCTpPO-YTOpCbKOi immnepii 3a-
JIMLIMIACS MaJjia pecnyOJiika, B sKiii EKOHOMiUHE >XUTTS OyJjio TsXKe i Jys
MHUCTLIB, a L€ OO TOTO YYXHHLiB, HE OYJIO BEJIMKMX BUIJIAAIB Ha Mpawuo.
B wiii cutyauii JonbHUNbka BUOpasa TpeTHO MOXIIUBICTL — BUiXaTH y Ho-
Buii Csit, y IliBHiuHYy AMepHKy.
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YoTupu poKku B Amepuui

— A euixara 0o Amepuxku, wob 3Mipamu cuau Ha UyHCuHi i ceped Haii-
maxcuux ymoe He cnpoHegipumuca mucmeumsy. ITiwaa incmukmoso Ha
8020 pooy , Banoepsape” — nuuie BoHa B OOHOMY JHCTI. Y OepesHi 1921
BoHa npubyna no MiHHeanousicy, 00 cBoe€i cecTpu IpHHM, YOJIOBIK $KOIi
OyB nmapoxoM TaMOLIHbLOI LEpKBU. | TyT moyarnacs il OQyxe aKTHBHa Ta
NJilHa MHUCTelbKa Mpans B pi3Hill TeXHiUi — oJiisl, macTess, pUCYHKH, Aepe-
BOPHMTH, €Mallb.

MiucTeubki Kojia 3aliKaBUJIMCS MOJIOJOO Ta OPHUIiHaJILHOIO MaJISIpKOKO
3 EBponu, ii TBopuicTh nomobanacs 3HaBUSM, a B NpeCi MOABJISIIMCS MpHU-
xunbHi peuensii. Tak monennuk ,,Hopt-Ict Apryc* Bin 2 BepecHs 1921
nycaB: ,,JIPUCYTHICTb ii BU3HAHOTO BEJIMKOTO TajJlaHTy € HAJXHEHHAM s
iHIIMX, 1 € BCi JaHi Ha Te, L0 3a KOPOTKHMH 4yac BOHA CTaHE CBITOYEM
MinHeanoJicy“.

Hupexktop ranepii I'. b. PybeHc 3anpocuB ii BialiTyBaTH BHUCTaBKY
cBoix TBopiB. Taka mepiia iHOMBiyajibHa BUCTaBKa Majia Micle NpH KiHLi
BepecHs 1921 B ranepii ,JIxon C. bpaactpit ennq Komnani“, ne Bucras-
neHo 30 TBOpiB —mnacTesi, B TOMY YMCJi ii aBTONOPTPET, MaJIlOHKH, PH-
cyHkd i 15 emans. [Ipo w0 BUCTaBKy MHUCTElb 3ragye B croranax.

»Ha uiti eucmasyi n. Kpocbi-moaoowuii Kynueé pucyHoK-nacmenro
. Masxa“. Hozo 6ameko, dabpuxanm-minviionep, 3atiwos 6idmax Ha u-
cmasky, wob noznatiomumuca 3i MHOIO, | 8UABUE OXOMY 3aKaacmu emae-
suti eapcmam 04 MeHe, aqe A Y C80Ill AH2eAbCbKIll, HeBUHHOCMI nodaaa
maxky Hu3bKy Cymy OAA 6AAWMYBAHHA 8ApCMamy, w0 8iH, OYyMarOyuU, wo
A Hibu Kenkylo 3 Hbo20, 8iditiwos. Lle cnpuuuHruao, wo 8aacHuxku raaepii
8 00CAIBHOMY 3HAUEHHI Ub020 €A06a p8aiu cobi 8040CCA HA 20408i 3 po3na-
uy cynpomu Heuygaroi ma Heby8aaoi HaisHocmu 3 mo2o 6oky.” PeueH3iro
npo Ul BUCTaBKYy nonaaB ,MiHHeanonic [xopHan* Bim 9 kBiTHa 1922:

»MoJjioga ykpaiHCbKa [iBYMHA, apTUCTKa, sika pik TOMY mnpuOysia 10
MiHHeanoJicy i He BMiJla MIPOMOBUTH i CJIOBa MO-aHIJIIHCHKH, € CHOTOHI
NpeaAMETOM CEpPHO3HOIO 3aliKaBJIEHHS MHUCTElLbKMX Kin MiHHeanoJicy,
AKi 3aXOIUIIOIOTHCS SKICTIO il MasFOHKIB, PUCYHKIB Ta emaJi... Ii puCyHKH
KOPUCTYIOTbCSL 3arajbHUM BHU3HaHHSM uepe3 iX BEJIHKY CHJIy, BIIEBHe-
HICTb Ta LIAXETHICTb. JlesAki macreni, BKIFOYHO 3 ii aBTOMOPTPETOM, € pi-
1Iy4ye 4YUMOCh HaA3BHYalHUM... Halbinblue 3axonyeHHS BHKJIMKAIOTh
npaui B eMalli, sKi € OyXXe OpHUriHaJIbHi i TEXHIYHO BMKiHYEHi.“
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HonpHULIbKAa MaJroBajla 6araTto, nepeayciM NopTpeTH; 3a yYac CBOTO
nepebyBaHHs B AMepuui HamairoBana koJyio 200 nopTpeTiB, y OinbluocTi
nacresero. KpiM 1poro, BoHa BYMJIa OiTE€H I’'SITh AHIB Ha THXAEHbD, 100 3a-
pOOUTH HAa XUTTH.

IIlo6 MOCBATUTH BECh CBiH YaC MHCTELIbLKIH TBOPYOCTI, @ HE HABYAHHIO
aiteii, Mapis nepeixana no Pinsgenbdii, ae crnoniBaiiacsi BBIHTH B KOH-
TaKT 3 TaMOLLUHbOI YKpPaiHCbKOK TrpoManor. Y ciuHi 1924 BoHa BUHaM-
Hs1a ckpoMHy pobiTHro Ha IliBmeHHii LlicHagusTiid Bysuui i 3 mUTOMORO
JUIs Hel 3aB3ATICTIO Ta NpalbOBHUTICTIO 3axoauiacs mairoBaTd. o6 no-
NOMOITH HalllUM IpoMajaaM Yy KyJbTypHid npaui, HonbHULbKa B3sijacs
MaJIloBaTH CLEHM [JIi aMaTOpPCbKHUX ApaMaTH4YHHX TYpPTKiB.

Y moTomMy 1924 BoHa BiallTyBajla CBOK YETBEPTY iHOMBiAyasIbHY
BHCTaBKy y oinsaenbdificekomy ,.I'padix Ckeu Kna6“. Byno Tam nonan
30 tBopiB. KpuTuka mnigkpecnroBana MeEpeayciM MOJEPHI3M ii BHUCIIOBY
B MOpTpeTax, CMUJIMBICTb KOMIO3HULii, @ B TPUNTUXY ,CB. IBaH XpucTH-
TeJIb" — IHTEJIIFTEHTHY MHUCTELbKY IHTEpIpeTaliro; 3-MOMiX €Majli KpUTUKa
Big3Hauuna , BianounHok* Ta ,,Bi3iro cB. IBaHa“. BicTky nmpo 10 BHCTaBKY
nogajia takox ,CBoboma* Big 26 motoro 1924, ne ckasaHo (MoBa OpH-
rivany):

»He 3HaeMo, CKiIbKM yKpaiHCbka eMirpauisi B AMepHIi JOLIHKOE CBOKO
pinHy wTyky. BapT onHauve, mobu skach OaraTiia LEPKOB clipoMorsacs
3abe3neydTH cobi Xxou meski oOpa3u 3-mig KUCTH MaHHU JLOJBbHMIBKOI
Hexaii 6u it amepukaHcbka YkpaiHa noBeinuyasacs, L0 Ma€ AIHCHO apTH-
CTHYHOTO i TO 3 poOITHI CBOiIX BM3HAYHUX JIHOOECH.*

AJle ycmixd B MHMCTELTBI aX HifiK HE CYNPOBOJMJIMCS YCIliXaMH MaTe-
pisneHuMU. IlepebyBatoun B MiHHeanouici, Mansgpka Majia 3abe3neyeHi
MOMEIIKaHHS Ta MPOXUTOK 3a JIeKLii pUCyBaHHs i Bech BiJIbHMIA 4ac Mora
NPUCBATUTH MHCTelbkili TBopuocTi. Y PDinanenndii iéi mosenocs camiii
nbaTu Mpo CBill MPOXUTOK, TOMY noyaTku Oynu ayxe Tsokki. Hama 3apo-
OiTyaHcbka eMirpailis He Maja i He MoOrja MaTH BUPO3yMiHHS 1Jisi TBOD-
YOCTH OKPEMHX MHMCTILIB; L[i eMirpaHTH OOMEXYyBaJIUCA TiJIbKH HapOIHORO
TBOPYICTIO, SIKy BOHM wLiHWUIM i 30epiranu. ¥ CHIA He O6yno toni sikoich
iHTENEKTyaslbHOI BEPXiBKH, KpiM KiJIbKaHagUATbOX CBSILEHHWKIB, $Ki Ha
MUCTELTBI He po3yMinucs Garato Oinblue, Hik iXHi mapoxisHu. CnoniBa-
HUX 3aMOBJIEHb Ul HAIIUWX LEPKOB He OyJo.

Takox aMepuKaHLi HE MPUCBSYYBaJIM OUIBLIIOI Bark MHUCTEUTBY i MH-
cTeubKUX TBOpPiB He KynyBanu. [Ipo ue BiayyHo Hamucana B raseti ,,Jlino*
Big 2 kBiTHa 1936 Mapis demuyk i3 Bpykiiny:
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»3-TOMDK aMepHKaHLIB TiJIbKH BUCOKOKYJIbTYPHI OJMHHULI LiKaBIATbCS
MHCTELTBOM i BUCOKO LiHATH iHoro. [lepeciuHi amepukaHui Oyxxe peasbHi
Ta MPAaKTUYHI, a CBIil CMaK yMilOTb 3aJOBOJILHUTHU i B 10-LIEHTOBUX Kpam-
HULsIX. BOHM Bce MOXBajsiTh, HAMUIHYTh NPUXWILHY pPELEH3il0 i HA LbOMY
KiHuUMTbCs. XTO AymMaB OM Mpo nMpakTUYHUiE Oik crpaBH, TOil Oyxe po3ua-
pyBaBcsi 6 y cBoix cnogiBaHHsaX. 11106 Te, w0 TyT muily, He BUTJISOAJIO Ha
Henpasay, noaaM Aekijbka ¢akTiB, Oivkye MeHi 3HaHHMX. Y 1924 poui no-
OyBana TyT apTUCTKa Majsipka naHHa Mapis JonbHuubka. JIroguHa mo-
Jona, eHepriiiHa i Benuka igeasnictka. bakana TBopuTH i mpauroBaTy, a 110
TepeH ii mpaui 6yB OoBOJIi Manuii y cBOiX, MilllJla BOHa, MOBHa 3amay,
B aMEpHMKAaHCbKHUH MHCTeLbKUil CBIT. Majia HaBiTb BHUCTABKH CBOiX TBOpiB
nobiu aMEpUKAaHCbKUX Ta iHIIMX MaspiB. | 1o ckaxere, qopori 3eMIsiKU?
s mMonona i TanaHoBUTA JIlOAMHA OyKBaJbHO HE MOTIJIa 3amnpalioBaTH Ha
CBid CKPOMHHH MpPOXHUTOK.*

Ipu kiHui 1923 poky JosbHULIbKA OMUHUIIACS Y BEJIMKiil MaTepisabHii
ckpyTi: @insgenvdis Oyna [y Hei YyXKUM MICTOM, i He Jierko 6yJI0 HaBiTh
HaB’s13aTH KOHTAKT 3 KOJIaMHM, 3allikaBJIeHUMHU MUcTeuTBoM. [loBenocs Ha-
BiTh rojionyBatd. Konu npo ue noBiganacs irymeHst cectep BacuiisHOK,
MaTH ﬁocad)a‘ra, (pomuuka [onbHHUIBKOiI), BOHA B3sjla Mapito 4O MOHa-
ctups Pokc Yeiic, mobu ii Tam nporoaysaTu.

B Toit yac nani M. Jlemuauyk, OpyXHHa pedakTopa ,AMEpHUKH", 3a-
NpONOHyBaJia HallUM OpraHi3auisiM 3anpocuTH [oJbHULILKY BUKOHYBAaTH
MaJIsIpChKi Mpaui B LEpPKBaxX Ta HapoJHUX Aomax. Y 1924 poui Hapiiiuino
3aMOBJICHHS MaJIFOBATH... 3aBiCH U1 aMaTOPCbKMX TEaTPajbHUX TypTKiB.
Taki npuHarigHi 3aMOBJIEHHS HE MaJld HIiYOro CHUILHOTO 31 CIpaBXHIiM
MHUCTeUTBOM. Manspka ycBimomuna cobi, 1o, 3aMicTh iTH Bropy, BOHa
MO€ ONMMHUTHUCA Ha NMOXWUJid niuouy. BoHa He xOTina 3BepTaTCcs OO0 CBOTO
6aTbka 3a JOMOMOIOKO, a MTH MpalroBaTH NpOAABUEM y KpaMHHUL, fAK il
panuid Aeski 3Haiiomi, 6yso 6 BUKIIIOYEHE, 60 BCe CBOE XHMTTS BOHA IpH-
cBsitTuiaa MucteurBy. Tomy [lonbHUIbKa NoBepHyJjiacs A0 BinHs Ha mno-
yaTtky 1925 poky.

3uoBy Haja Jlynaem

B aBcrpiiicbkiit cTtonuui onpHUUBKA ocenuinacs y cBoro 6atbka. BoHa
BiJHOBHMJIA KOJIMILIHI 3HAaHOMCTBa cepel MHUCTEUBKHUX KiJI 1 HalOJIETJIMBO
B3s1acs [0 Npaui: Biakpuna BiaacHy pob6itHro npu ,,Hosiii 'anepii“—I proH-
aHrepracce 4. 1. BnacHukom ranepii 6yB O. Hipenwraitn-Kannip (Bizo-
MHii 3 Toro, 1o nepeixasuwm go CIIA, Binkpus Manapky I' panama Moszec).

27



VY ui#t ranepii JonbHUIbKa BiAlITyBaJla BiATaK MOCTiiiHY BHUCTABKY CBOiX
npaup. Ilicns noBepHeHHs 3 AMepUKH [loNbHUIIbKA BHpilIKJIa MpalOBaTH
BUKJIFOYHO B €MalJli.

[IpoTssirom miBTOpa poKy pa3om 3 Mapiero npauroBana ii TOBapHIlIKa
maJisipka emasi Onbra OKyHeBCbKa, MOJIOALIA OOYKa Jlikaps-agmipalia Spo-
cnaBa OKyHEBCbKOro, BUNyCKHULS BigeHcbkoi Ilkonu IIpuknagHoro
Mucreursa. O6uaBi BOHH BJIALITOBYBaiM cBOi BUcTaBku B Hosiii [anepii
i LIBMOKO 3BEpHYJIM Ha cebe yBary: B Mpeci NOSIBUJIUCS NMPUXUJIbHI peLIeH3il.
Hanpuknan, ,, Jino“ Bia 31 tpaBHs 1926 nucano: ,,B ranepii € BuctaBiieHi
6inblui Ta MeHLI npaui; HalbinbLIe 3aMiTHUMHE € ,,Paii* i TpunTux ,,Ctpau-
Huii Cyn* Mapii JonbHULBKOI, HA SKUMH BOHA MpaioBajia Oijiblie, HiX
niBpoky...“ (Penponykuis ,,Paro* 6yna nomiieHa B xypHasi ,,Mucreurso*,
JIbBiB, 1932).

Emanp [osibHULIBKOI MOXHA OyJio 6a4yuTH, KpiM MOCTiHHOI BUCTAaBKH
B Hogiit ['anepii, Ha pi3HMX eBpONEHRCHLKMX BUCTABKAX; JKaJHa perpe3eHTa-
THMBHA BHCTaBKa aBCTPIHCbKUMX MHUCTUIB Y BinHi abo 3a kopJoHOM He Bif-
Oysacs 6e3 y4yacTH ykpaiHCbKOi eMaJliCTKH.

3a 1927-36 poku Oarato ii mpaub po3illIocs Mo CBITY 3a nocepen-
HULTBOM noApyx>ks Po3seHTanis, siki Mmaiu y BigHi pabpuky Ta kpaMHHItO
BUpoOiB i3 ToHkoro ckina. Ilani Po3senTans, myxe ninoBa Ta eHepriiiHa,
LIBUIAKO PO3BHUHYJIA CBO€ MiANPHEMCTBO TakK LUIMPOKO, L0 MOCTIHHO Opana
yyacTb y MikHapoaHux sipmapkax y Himeuuuni ta ABctpii. Tak BucTaBnsi-
JiMcsl mpali Halloi eMaJliCTKM Ha MDKHapoOHUX sipMmapkax y Hroccenbnopoi,
Ecceni, ®pankoypri, Ta Jlaidnuiry, ne BoHM OyJM 3BHYAHHO BUIPOAHi.
3HaiioMcTBO 3 PoseHTansaMu norymbuiiocs i BOHHM CTalld MeLEHaTaMH
HonbHuubkoi. Y kousekuii a-pa beptu Posenrtans y Tenb-ABiBi € 0koJio
30 emaneBUX TBOpiB Halloi MaJIsipkH, a B ToMy uucii ,,Pait”, ,B’i3n no €py-
canumy“ Ta ,3HailneHHs Moiices®.

KpiMm 1ux BHCTaBOK, Tak 6M MOBHTH, KOMepULiHHOro xapakrtepy, HoJb-
HULIbKa Opajia yyacThb Y BHCTaBKaxX CyTO MHUCTELUbKHUX. BaxiuBilii 3 HUX:
»Ba CTOJIITTS MMCTELbKOi TBOPYOCTH MMCTLiB-)XKIHOK ABCTpii*‘— BUCTaB-
Ka BJaliTOBaHa 3 npuBody MixunapoaHoro X inouyoro Kourpecy (1930),
BuctaBka y PonbkBaHr-Myseym B Ecceni, (1932), y ranepii Ct. bepHyJib-
¢yc-T'yiic (Amctepnam, 1931), y Ilagyi ta Mingni (1933), BucTtaBka aB-
cTpiiicbkkoro mucreurBa y JIonmoni (1934), Ha skiii Manspka oTpumana
MOYECHUI OUIIoM. MixHapoaHe Xropi MiNsiHCbKOI TpHUpiIYHOI BHUCTaBKH
(1934) wHaropoausio ii gumiomMoM. Y ui poku J[lonbHULBKA TMoOcHiasa
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Tex cBoi TBopH Ha BucTaBku no llIBaiiuapii, IlIBeuii Ta Amepukn. Mys3ei
y ®pankeyprti Hag MaiiHoM i B XeMHili 3aKynwiM ii TBOPH.

KpuTtuky BigzHayanu B emani JonbHULBKOI Haa3BHYaliHy rapMOHiM-
HiCTb KOJILOPiB Ta Bi3aHTiCbKi MOTHBH B KOMIO3HULIAX Ha PEJIiriiiHi TEMH.
Mucrenski KypHaid penpoaykysand ii npaui: y ,,Jdoiye Kyncr ynn [e-
KopauioH“ (3a uepBeHb 1930) mnoMilleHa UIJIOCTOPIHKOBAa pPENPOOYKLis
,CiM niBuat®. IlpuxuibHa peueH3is mosBuiacs B xkypHaini ,Jlac Intepec-
cante Bastr* Big 6 cepnus 1931, a B ,KipxenkyHct” (4. 5, 1932) — imro-
cTpoBaHa cTaTTs icropuka mucreurBa I'anca TiTue.

IM’s Hamoi Mansapku Oyno Take nonyJyisipHe y BinHi, 110 CTyOeHTKH
MHCTELUTBA MNPUXOOWJIM OO HEi BYHMTHCS €MalieBOi TEXHiKH, a OUpeKLis
Ilxonu IlpuknagHoro MucrteurBa npusHayuia ii B 1934 poui acuCTeHT-
Koro mnpogecopa Mronnepa-I'opmana.

1936 pik npuHIC 3MiHY B OCOOMCTOMY >KHUTTi MHCTUS: BOHA OIPYXKH-
nacs 3 OrroHom Henbanem, sxuil OyB crneuisjlicTOM MHCTELLKHX MeETa-
JieBUX BUpOOIB i 30/J0THMKOM. BiH OyB wIkiibHUM ToBapuuieM OJbru
OxyHeBcbKOi, sika BHixajna no bepiiHy, a nepen BWi3OoM 3apeKkOMeEHAOyY-
Basia onbHuupkiii Henbans Ha cBoe Micue B pobitHi. [Mompyxoks 1e
OyJs10, 3maeThes, paiule ,3 po3yMy, siK 3 JIF000BU™ i micis 25 pokiB crijib-
HOr0 XHUTTS BOHM posiiuumcs. Iiteit BOHH He Mauu.

[lepiioro BEJMKOKO iHAMBiIAyalbHOK BHUCTABKOI TBOpiB JlOJIbHHIIb-
koi B EBponi 6yna BucTtaBka B npa3sbkomy Mys3ei I[IpuknanHoro Mucreu-
TBa — Big 29 nucronaga 1936 no 15 ciu”g 1937, oe BucTaBiieHO 55 emaite-
BUX Npalpb, OuUIbLIICTh SKUX Oyjla BUKOHaHa neperopda4acTord TEXHIiKOHO.
Ile Oynu komMmo3uuii HA MOTHBH I'peLbKi, PEHECAHCOBI Bi3aHTIHCBKI i ykpa-
iHCbKOTO HapoAHoro MucreurBa. Yecbka (axoBa KpUTHKA BHCJIOBHJIACS
3 BU3HAHHSIM INpPO BHUCOKMH MHCTEUbKHMH 1 TEXHiIYHHUH piBeHb emaJii. Bin-
BilyBaui 3aKynwid 4Yumasio TBOpiB [OJIbHULBKOI, TaK 110 BHUCTAaBKa MNpH-
Hecsa 1l TakoX 1 MaTepistsIbHME ycmix. Y TOH Yac Haula majsipka nosHa-
flommnacsa 3 ictopukoM MucteurBa npod. Bonoaumupom CiuHHCBKHUM,
SKMH NMHcaB MpO L}0 BUCTAaBKY [0 YKpaiHCbKOl MpecH.

Ha csitosiii BuctaBui B [lapuxi B 1937 poui emans [JonbHULIbKOI Je-
MOHCTpYBaJjiacsi y BiiJli MHUCTELTBA aBCTPiiCLKOro MaBiibOHY, O OyJH
BHUCTABJIEHI HEUYMCIIEHHI TBOPHM HaHKpalMX MHCTULIB ABCTpii.

38’a3ku 3i JIbBOBOM

Po3rosioc mpo TallaHOBUTY MaJIsIDKy-€MaJIiCTKy OIHIIOB TakoX Ha YKpa-
iHChKi 3emui. Y 1927 poui Hapiitiiy nepiui 3amoBiieHHs 3i JIbBoBa. Ilapox
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Ycnencekoi uepku o.Jam’siH JlonaTHHCbKHi, skuil O6yB Bintomuii y JIbBOBI
AK JIFOOMHA, L0 LIKaBUTLCS MHCTELTBOM, 3aMOBHMB [Bi OuIbLIi emaneB.i
ikouu mns Terpamody B uepkBi —,Xpucra“ ta ,Bboromarip“. 3acayroro
0. JIomaTHHCLKOTO € TaKOoX MpUIAOBAaHHS TapHUX BiTpaxiB [Jif LEPKBH,
po6otu muctus Ilerpa XoJsioaHoro, crapuioro.

Cepen mucreubkux Kis JIbBoBa emaneBi ikOHM J1OJIbHHLBKOI BUKJIH-
Kagd cnpaBxHIO ceH3auito. Lle 60 3HaHLIOBCS MHUCTELb, AKHi BiIHOBUB
cTapi MHCTeLbKi Tpaauuii KHSXKOI Ta reTbMaHCbKoi Ao6H, koiM Ha Ykpa-
iHi OyJM CTBOpEHi B eMmaJieBiii TEXHili TBOPHM BHMCOKOI MHMCTELbLKOI Bap-
TOCTH. 3axoruUieHi ikoHaMH J10oJIbHHULBKOI, JIbBIiBChKI JIFOOUTEJII MHUCTEHTBA
3aMOBJISJIM B Hel Takox eMasb [is cebe.

OpgHak He TiJIbKM 3aMOBJIeHHS 3i JIbBOBa LIiIKaBHJIM MHUCTLS, BOHA Mpar-
HyJla 3HaTH, K BUIJISOA€ TAMOLIHE MHUCTELIbKE XHUTTS, sIKi MUCTL BHUCYyBa-
IOTbCS Ha MNEepLIMd MUIAH i Kok € ixHsA TBopyicTh. Kosu B 1931 pouni
y JIbBOBi nocrana Acouisuis Hezanexunux Ykpaincbkux Muctuis (AHY M),
Mapis JonpHULIbKA CTaJla OJHUM 3 ii aKTUBHILIMX 4JieHiB — nopyy [lasna
KomxyHna, Mukonu byrtoBuua, SpocnaBa My3uku, Muxaiina OciHuyka,
CasartocnaBa ["'opauHcbkoro ta IBaHa IBaHud. 3 iHiLISTOPOM Ta TrOJIOBHUM
pywiiem AHVYM, KosxyHoMm, [lojibHHLIbKA Beja )XBaBy KOPECHOHIEHIiFO
i Mana JUCTOBHHA 3B’A30K TakoX 3 My3ukoro, OciHuykoM Ta IBaHuEM.
AHVYM BupaBana cBiil xypHan ,MucreurBo®, no sikoro [JoJibHULIbKA Haq-
CHJlajla [OMHMCH NpO MHUCTelbke XHUTTA BimHsa i 3axoay. Y BigHi BoHa iH-
¢opMyBasia aBCTpPICHLKHX MMCTEUTBO3HABLIB NMpPO YKpaiHCbKE MHCTELTBO,
SKMM OCOOJIMBO I1ikaBUBCS BileHCbKMH KpUTUK O-p B. BopH. Bin Buroso-
LIyBaB y palio OOMOBiAi MpPO YKPAaiHCbKY KyJbTypy, 30MpaB MaTepisiiu
Ipo yKpaiHChbKe MHCTEUTBO i MocigaB yumaio ¢otorpacdiii TBopiB oib-
HHULBKOI.

Takox y Kuesi 3anikaBuincsa npaysiMu 1oabHUIBKOI: TAMOLIHI MHUCT-
ui npocunu KomxyHa Hapgicnatu iM penponykuii ii emani. Jo 1933 poky
icHyBaB MiHiMaNlbHHUIA 3B’130K Mix MHcTUsIMHM KueBa Ta JIbBOBa i 1lIe MOX-
TuBUM OyB OOMiIH KHHXKKaAMH Ta INEPIOJHMKaAMH.

Y xypuani ,,MucteurBo® (4. 2-3, 1932) KoBxyH ony0JjiikyBaB CTaTTIO
npo TBopYicTb [loJIbHUIIbKOI, MOMilLyrOUYd 9 penpoaykuiid ii TBOpIB.
binewi intoctpoBaHi craTTi mMpo Hei mosiBMiMcs B raseTi ,,HasycTpiu®
(4. 23, 1934 i u. 17, 19395).

AHYM 3anpowyBana [onbHUUBLKY Ha wwIopiuHi 36ipHi BHCTaBKH
y JIbBOBI, asie Yepe3 MUTHI TPYAHOLL He HAa KOKHY BUCTABKY MOTJIM MPHHATH

ii Teopu. Y 1933 poui Murpononutr A. lllenTuupkuii KynueB mis cBoei
30ipkM OOHY €eMajlb.
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Pik 1935 6yB BaxxJIMBUM pokoM Yy xHTTi MUCTUs. [licns 24 pokiB nepe-
OyBaHHA 3a KopaoHoM, IloJibHMUbKaA MpHixajia BJITKY Ha OBa Micsui OO
JIbBoBa. TyT BiACBDXKMJIA CBOi cnmoraad 3 FOHMX [HIB, MO3HaloMuiacs
3 OKPEMHMH MHUCTLSIMH, 3 SIKUMH JIUCTYBajacs Joci, abo AKMX 3Haja Tilb-
KM 3 mpecH. 3 mepluux AHIB BOHA NHJIBHO CTY[ilOBaJla MUCTELbKI LiIHHOCTH
pinHoro Micta. OcobnuBo ii uikaBuau 36ipku crapux ikoH 3 XV-XVIII
ct. B YkpaiHcbkomy HaunionansHomy Mys3ei. Ilo3Haiiomunacs Takox
3 TBOPYICTIO JIbBIBCbKUX KOJIET, XOTiJIa Mi3HAaTH JAaBHIO MaJsipCbKY TEXHIKY
TeMIlepy, SIKOKO KOpHCTyBaJiucs cTapi ikoHomucui i Aky y JIbBOBiI Ayxe
mo6pe 3HaB Ilerpo XomonHuii, crapuii. JlonpHUIIbKa BYMJIacs i€l Tex-
HiKH BOpOAOBX OAHOro Micsius. BoHa Takox Binsimana Onexcy Hosakis-
CbKOT0, OrJIsAHYyJla HOro TBOPH i MOBejla pO3MOBY MPO CyyacHEe MHUCTELTBO.
HogBakiBcbkuii B ii oyax OyB ToAi MOBHMH MOJIOAEYOro po3maxy, TeMIlepa-
MEHTY i Bipu B MucTeurBo. Momy 6yso Bke 63 poku, 60poma MocHBina,
ane BiH ka3aB, IO ,,00poda LBiTe, AK LBIT Ha BecHi“, i caM mouyBaB cebe
BeCHsiHO. BoceHH TOro  poKy BiH IOMeEp.

Ilin uac mnepebyBanHs J[lonbHHIBKOI y JIbBOBiI, cepel KepiBHHKIB
AHVYM nocrana nymMka BjalITyBaTH KYPC MHUCTELLKOI eMalli i 3allpOCUTH
il sk yuuTens kypcy. BoHa pamo moroausnacs, oJHaK yepe3 oprasisauiiiHi
TpyOHOLLi Yy MiArOTOBi TAaKoro Kypcy MoxXHa OyJjio BjalUTyBaTH Horo He
panime 1937 poky. lle#t xkypc BiaOyBcss B MpHMilleHHi JibBiBCcbKoro IIpo-
muciosoro Mysero Big 1 nrotoro no 14 6epesns 1937. byno kono 60 yuac-
HUKiB, Y Tomy uHciai 20 ykpaiHuiB (Mixx Humu 5. My3uka, M. bytoBuy,
M. OciHuyk, Oekiibka MOJIOAIIMX MHUCTILIB i JBa MOHAaxXHU-CTyOUTH 3 YHe-
Ba), pelliTa MNOJbCbKi Ta XuAiBCbKi MucTui. Kypcantu nepebyBaiu
UMMM OHAMH B pOOITHI, i IX 3aXOIJIEHHS HOBOK TEXHikow Oyso 6e3-
mexxHe. Ha 3akiHueHHs Kypcy BinOynacsa BuctaBka mnpaups —pa3om 111
TBOpiB. [s1s mopiBHaHHA BUcTaBJieHO 30ipky emaJi [IpomucioBoro Mysero
— Bi3aHTIHCbKY, KUTaMiCbKy, SIMOHCBKY, iTalliicbky Ta ¢paHIy3bKYy; OedKa
3 HuX ax 3 XI ct; Bcboro 100 TBOpiB. Ilpani KypcaHTiB BUCOKO OLHHJIA
MHCTellbKa KOMicisi 3 BaplIaBCbKOTO MiHIiCTEpCTBa OCBITH, $iKa CHeEwi-
snbHO mNpuizauiaa go JIbBoBa, OO OrJISSHYTH BHUCTaBKY.

Pik 1938, Biiina, okynauis

ABcTpia npueaHaHa o Tperboro Paiixy: HauioHasj-couisJlicTUYHA MapTis
MoCTaBWja MiJ KOHTPOJIIO yce KYyJbTYpHE XXUTTS B KpaiHi. Mucreup, skuit
He TBOPUTH i HEe BHUCTaBJIi€ CBOIX TBOPiB Ha OQilidHHMX BHCTaBKax, MOXe
nonactd Ha ¢abpuky sk 3BH4ailHMH pobiTHHkK. HoBocTBOopena ,Cmisika
Xinok-MuctuiB* 3anpocuna JoJbHULBKY Yy 4JieHH, 1100 36araTUTH CBOi
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BUCTaBKM TBOpaMHM MHUCTelbkoi emasi. Cninka BjalITOBYBaJia Bi LIOPiYHi
BUcTaBkd. Ha nepuuiii JonpHHUIbKA Majia OKpeMy BEJIMKY BiTpUHY 3 Oa-
raTboMa TBOpaMH i AOiCcTaja BiJA3HAYEHHsT Ta OCOOMCTY moAasiky Oroprep-
MaiicTpa.

KpiMm mopiuaux BuctaBok Cninku, JonbHUlbka Opana y4acTh y LIO-
piunux ,,Pi3nBauux Buctaskax* Hosoi I'anepii. Buctasneni B rpyani 1939
npaii BUKJIMKAJIM CTiJIbKM NMPUXHUJIBHUX TOJIOCIB y Mpeci, 10 OesKi XXypHa-
JIiCTH, MparHy4d OCOOUCTO MO3HAHOMMTHUCS 3 MUCTLEM, BiABiJaau poOiTHIO
HonbHuupkoi. IlpecoBuku OynM 3axomsieHi BaXXKOK Ta HaA3BUYAHHO
TOHKOIO Mpaler B eMalli i nocrapajucs OOKJIaJHO ONMMCATH MpaLro Halloi
manspku. ,Jli Binep brone® Bin 17 tpaBHs 1940 mana cBoiii cTaTTi Ha3BYy
»KYyXHs yapiBHHLI®, i L1 Ha3Ba HAJOBrO 3aJIMLIKJIAC B pernopTaxax Bi-
aeHcbkoi npec. lupoki indopmauii npo TBopyYicTh OJBHULIBKOI NOsABH-
JHUCAd B TAaKUX BideHCbKUX BuiaHHaAx: , JIi Ilaze* Big 10 rpyaus 1939,
»PyHanoct® Bia 16 rpynus 1939, ,PonbkcualTyHr sig 25 tpaBHsa 1940.
KpHTHKH OQHOrOJIOCHO CTBEpAMJIM, L0 MaJispka He TiJIbKM BiJHOBHJIA CTa-
Py MHCTEeUbKY TEXHiKy, ajie Hajajla eMalli II0Ch HOBE, NPUTSATrarye CBOIMHU
TaJJAHOBUTUMHM TBOpamu. [IpM uHbOMY BOHM Harajaid, IO YyKpaiHCbka
MaJisipka BHUXOIMTb 3 BI3aHTIHCBKOIO CTHUJIKO YH TMEPETYKYETbCA 3 HUM
y TBOpax 3 peJlirilHor TeMaTHKOHO.

Y kBiTHi 1941 3 mpuBoay uyeproBoi BuctaBku Cninku JKiHok-Mucruis
iM’s JIobHULIBKOI 3HOBY HE CXOIHUJIO 3i cTOpiHOK npecu. PaxiBui BHU3Ha-
BaJIM ii JOCKOHAJly TEXHiKy, HaA3BUYaiHUH CMaK, ICHICTb Ta YIiTKICTb KOM-
no3uuii i MoaMBYrigHY rapMOHIHHICTb KOJILOPIB, PH YOMY BHCJIOBJIFOBAJIH
*ajlb, 1O TaK Maji0 MHCTLIB XOYyTh MpaLIOBAaTH B MHCTELbKiH emai.

3 BUOYXOM HiMelbKO-pOCiHChbkOi BiiiHM 1941 pokKy MHCTELbKE XHTTSH
y Bigni noyano 3aHenagatu. He 3Baxkaroun Ha CKJIa[IHi )KHUTTEBI 0OCTaBHHH,
HonpHULbKaA i30JIFOBaJiacs BiJ CBIiTYy i 3aMKHYyJacsl y CBOiil poOiTHI Ha 3a-
THILLHIA ByJHLi, TBOPSAYM HOBI MiHisTropu. Ha 36ipHuX BHcTaBKkax, siki Binby-
BaJINCA TiJIbKM BPAOM-TOOM, MOMABJIAIMCA ii HOBI TBOpH — Ha Pi3nBsaHiii BU-
craBui 1943 i Ha BuctraBui Cninku JXKiHOK-MHuCTLIB Ha BecHi 1944,

Ocinp 1944 poky: Ha Hebi Bce yacTillle MOSABJISFOTLCSA €CKaIpHIIi allb-
SHTCbKMX OOMOOBHKIB, sIKi PYHHYIOTb MICTO i YHEMOXUIMBIIFOIOTb HOp-
MaJlbHe XUTTA. Y nepuri OHi kBiTHA 1945 uepBoHa apMisi 3006yna Bineus:
MOYHMHAIOTBLCA IMOHYPi POKM OKymauii i 3B’A3aHi 3 TMM apelliTH BUOATHHUX
yKpaiHuUiB, fKi He BCTUIJM, ab0 He XOTiiM BWizmxkaTH 3 Bigus.

Y To#l 4Yac MHUCTuEBI piZKO BAaBaJiocs MIiCTAaTHCH OO CBO€I POGITHI,
i Xo4 BOHa MaibhKe He npaitoBaja B eMalli, MUCTELbKOI JisllIbHOCTH He Mepe-
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puBajsia. Tenep pucyBaJjia OJIIBUEM 1 NAcTEJIAMH MOPTPETH, AOCIiIKyBajia
€HKAaBCTHKY, KO LikaBuiacs Bxe paHiwe. llle nepen BiiiHOO, KONK i30HU-
na po lIranii, nobayuna B IlomMnesx iHCTpyMeHTH IJis MaJitOBaHHS €HKaB-
CTHUKOIO i1 3 HUX IHCTPYMEHTIB 3pobuna cobi komii. Tenep xoTtina 36arHytu
TAEMHHULIO Li€] CTADOBMHHOI TEXHIKM MaJltOBaHHS BOCKOBUMH (papbamu.
Xo4 3a ocTaHHii yac 6araTo MHCTLIB NpalOBaj0 HaJ po3raJaHHsAM L€l
TEeXHIKH, HIKOMYy He BJaJlocsi TOl1 3araiku po3B’s3aTu. byno Bimome, 1o
JJIs. €HKaBCTUKM BXXMBABCS NYHiHCbKUH Bick. CBiJYeHHs Npo 1€ JIMLLIUB
puMchkuii nucbMeHHUK IlniHil, ane Horo BiZOMOCTI He Oanu MOBHOI pPoO3-
B’s13kH, 00 MajitoBaHHAd LIMM BOCKOM He JaBaJio 0Oa)kaHMX HaCJIOKiB.
JIume donbHUUBKIA BOajiocs BiAraJaTH Ta€EMHHMLIO: MyHIHCBKUH BIiCK Tpe-
6a miwatu 3 Mopcbkoro BoAorw. Lo po3B’a3ky BOHa nojana OO Bigoma
MHCTELILKOMY CBiTOBi, a B 1949 poui LEe 3aHOTOBaHO OKPEMOIO CTaTTEIO
B OJHOMY HbIO-HOPKCBKOMY BHIAHHI*.

BunaxiguuBicTb [JOJBHHIBKOI OCOOJIMBO BHUsIBMJIACA B TEXHIilLl emaJli,
B fAKil BOHa 3poOuiia LMK psil BUHAXOMIB 1 3 SIKMX AesiKi OyJiM omaTeHTo-
BaHi; CrOIM HaJjleXkaTb poOJIEHHs €eMaJjli Ha MeTaJsieBii CiTii, 110 Ja€ MOX-
JIMBICTb BUKOHATH mpali Oijiblioro gopmarty, i okpeMuii cnocid Bigaiiro-
BaHHS KOJIbOpiB 0€3 yXHBaHHS METAJIEBUX MEPEropoaok.

Y 1946 poui Akanemis IlpuknagHoro MucreurBa BApyre 3ampocusia
HonsHuubky Ha mnocagy npocdecopa. IlpesumeHt akanmemii, apxitext
nocicTu kateapy mucreupkoi emani. OgHak [lonbHUIbKA Li€i npono3uii
He MnpuiiHsyia, 60 BoJiyla 3aJIMILUMTHUCS MHUCTUEM BUIRHOI TBOPYOCTH.

HaiiBaxuuMm nepiogom y xuTTi JdonbHULbKOI Oynu 1952-1955 pokw,
KOJIU BOHa Oyjla mMpUMylleHa NMepexoByBaTUCA, 00 3a HEw MOJIFOBAJIM pa-
OsiHCbKi opraHu Ge3neku. Y 1953 poui momep ii 6aTbko, npoxxuswu 100
pokiB. 3umoro 1954-1955 BoHa 3axBopina Ha cepueBHH iHpapKT: us He-
Oyra npumycwia ii noBro nepeGyBaTH B JIKKY, a OMIC/IA Ha TPHBAJIOMY
BIAMOYMHKY.

Y 3BinbHeHomy Bigni

[Micns 3akiHueHHs oKynauidHoro pexumy B ABCTpii, y TpaBHi 1955,
MHCTELL MOBOJIM MOBEPTAETLCS OO0 340POB’S i OO 3aCJy)KEHOro AYLIEBHOI'O
cnokoro. Temep, kojau OocTyn O0 poOiTHI CTaB BiJIbHUH, BOHA MOBEPHY-
Jlacs 10 cBOE€i yiro0seHoi emati. | 3HOBY LUIMMHM OHAMM NEpecuKyBaJia
B 3aTHLUIi cBO€l poOiTHI — npu BorHi neui. [losBunMcs ii HOBI TBOpH, AEWIO
3MOJEpHi30BaHi, i Bigpa3ly pO3XOAW/IHCS IO BHCTaBKaXx.

*Frances Pratt & Becca Fizil: “Encaustic Materials and Methods”, New York, 1949.
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[epiioro MOBOEHHOK BEJIMKOKO BUCTaBKO y BinHi 6yna MixkHapoaHa
BucraBka XpuctusHcbkoro Mucteursa, BnamtoBaHa B 1957 poui, B skii
B3sUIM yyacTb BuAaTHI MucTui 3 PpaHuii (Pyo, Manecoe), benvrii, I'o-
nsauaii, Irami, Himeyunnu, Ecnanii, tTa CIIA. JoabHHLbBKA BHCTaBHJIA
TaM 4OTHpH eMaJli. ¥ 1958 poui BoHa 3HOBY [ajia YOTHPH emalli Ha nofib-
HY BHCTaBKy, 3 SIKHX ABi KyNHJIO aBCTpificbke MiHiCTEPCTBO OCBiTH (,,Ma-
IOHHY" i ,,Bepren). BigTak ue MiHictepcTBo Kynuio emans ,,CoH XpHcTa
B 4YOBHI"

[lepepBanuii BililHOO KOHTAKT 3 YKpaiHUAMH BiZHOBHBCS 3apa3 Iicjs
BiAxoay paAsHcbkoi apmii 3 BigHs. 3raaky mpo MucTUS MMOJaB aMEpHKaH-
CbKH# 1oaeHHUK ,,CBobona“ B ciuHi 1956, a Twxuesuk ,llnsax I[lepemoru*
Big 23 BepecHs 1956 momictuB ctaTTo npo onbHUIBKY 3 poTorpadieto
MHCTLA | TpbOMA penpoayKuisimMu ii TBopiB. I-p Apuctua Bupcrta 3amoBuB
y 1967 ,I'yuyniB*“ i ,Mapgonny*, o. IMumuneup i3 CLIA —Benuky uvaluy
3 22 emaneBumu MenanbioHamu (1958), o. a-p IaBiiy —mnoaibHy uauy
(1959). XKypuan ,, )Xinounii CBiT* (3a Gepe3zenn 1959) ony6JiikyBaB penop-
Taxk Oneru Boiinenko ,EmanicTka, mo He MoXe >XHTH 0€3 BOTHIO®.

Y 1960 poui, Ha piuHiii BuctaBui Cninku JKiHok MucrtuiB y Biasi,
BIEpLUE OEMOHCTpYyBajacs il emManb, 3po0JjieHa He Ha MeTaJieBid MIMTL,
a Ha citui. IIs1 HOBMHA BHKJIMKaJla CEH3alilo.

[lepen ykpaiHuamu [osbHUIIbBKA BUCTyNWia Ha 30ipHii ,,BucraBui
Tphox“ (HonvHuupka, Kpyk, Bopayok), mo mana micue B Heto ﬁopky,
B 1961 pouj, Ha Aky BoHa BHMciana |5 TBopis.

B 1968 poui, yepe3 ocnabieHHs 300poB’s, JonbHUIBKA NEpecTaa npa-
mpoBaTH B eMani. OcTaHHIM ii TBOopoM Oysia mponam’saTHa Tabivus akane-
MiyHoro toBapuctBa ,,Ciy“ mia ykpaiHcbkoi uepkBu cB. BapBapu y BinHi.
Yepes auBHHME 36ir obctaBuH, nmepuuuii ii TBip — oyifiHMii oOpa3 cB. Bap-
Bapu (1916 pik) —i ocTaHHI#i —Iponam’aiTHa TabiULUA 3 apXUCTPATHIOM
MuxaisioM — 3HaxoOAThCS Y BiJEHCBbKiH yKpaiHCbKiil LepkBi!.

Big 1970 poxy HonsHuubka Oysa mig mocTiiiHOK KOHTPOJIERO JIiKapiB.
Bona Tepmisia Ha HegoMaraHHs KpoBooOiry, 110 CIPUYMHHUIIO B KBiTHI 1972
YaCTHHHUH mMapanix npaBoi yacTUHU Tina. Ilicns kinbkaMicsiYHOro Jiiky-
BaHHA B LUIMHTAJI, ii CTaH 3J0pOB’s MONPaBHBCA 1 BOHA BEpHYyJlacsd OO XaTH.
[Mpo sxyHeOyab TBOpYiCThL He OYJIO MOBM i BOHa lLie IMPHKPO MEpexKUBasa.

OctaHHi Micsaui xu1Ta [oJbHMUBKA NpoBesa Ha JIEKTypi icTopii Ta
criorafiiB, He NepecraBaja LKaBUTHUCH YKPaiHCBLKUM XXUTTAM i, nepenbaya-
ro4d OJIM3bKUI KiHeup, ynopsakKyBajia CpaBU CHaJUIMHH.
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Cwmeptp npuituuia 27 xoBTHA 1974. Ilpunssuu cB. TaiiHu, momepia
B cebe B xaTi, 60 He Oaxasia WTH OO KJIiHIKM JIIKyBaTH 3allaJIeHHs JIETeHiB.
HeBsenuka rpomana npusTesiiB YKpaiHUiB Ta aBCTpiMLiB BianmpaBuja B OHI
4 nucrtonaja IMOKidHY Ha BiJEHCbKE KjaJoBulLE, Ae o. [I3epoBuy BianpaBuB
MOXOPOHHI 06p’sau.

Oco6a MHucTUA

Paniie HU3bKOro Hik cepeaHboro pocty. IIponopuiiiHo 36yzoBaHa — BUIJIA-
Jlajla CWJibHa i 310poBa, NOBHa eHeprii. I'oyioBa kpyrna, oui Takox okpyri,
BeJINKi, cipi, dyxe *kBaBi, Bce 6auunu, iHKoIM OynaM 3ampisHi. 3auicka mpo-
CTa, BOJIOCCA TEMHE, KOPOTKE, 3aKpUBaJI0o 4Y0JIO aX mo cami OpoBu. Pyku
BEJIMKI Ta rapHi 3 JOBFMMH najslsiMH. Yepe3 HU3bKHE picT ii He NMpUitHAIH
no teatpy y JIbBoBi, 60 nmepuioro ii Mpi€to B FOHa1BKiI POKH OyJI0 CTaTH ak-
TOPKO}HO.

TemnepameHT y Hei OyB »kHMBHH Ta akTUBHMHU. JIroOuia ToBapuCTBO
— BeceJia, I0TeNHa, omnoBiJana uikaBi icTopii Ta aHeknoTu. Ilompu ob6pa-
30TBOpYE MHUCTELUTBO JroOHia My3uKy, 30kpema onepy. Menonii Bepni
MisJIM Ha Hei CTUMYyJIrOrOYe: KOJIM BOHA IoyyBaJia cebe moraHo abo Biauy-
Bajla BTOMY, BUCTapuHJI0 iii mouytu cniBaka IIpoTTi B apii Aro, o6 Habpa-
TH 3HOBY CHUJI Ta neBHOCTH cebe. KpiM omnepHoi My3ukH, 3axoruUiroBajiacs
TaK0X YKpaiHChbKOI LIEPKOBHOO My3HKoro. JIroOuna rapny noesito, 30kpema
JIipUy4HYy.

Jlo iHIIMX MHCTIIB CTaBUJIaCA MOBaXXHO i 0O’€KTUBHO OLIiHIOBAJIa iXHIO
TBOPYICTb; BMiJla 3aXOIJIFOBATHCS BEJIUKMMH MaiicTpaMu i He Masa Hi Kpu-
XiTKM 3a3OpOCTH LIOJO YCHiXiB CBOiX KOJIET.

Cama npo CBOIO TBOPUYICTb F'OBOpHJIa Hepado i cTaBwia no cebe oyxe
BUCOKi BUMOTH. B oHOMY JIMCTI MuUcana: ,,...0 XapakKTepi i CTWIIO, Npaus
B €MaJli € mpaiero epeMiTa-MoHaxa, i K epeMirt s nposoausa no 12 roaux,
npaigoroyd Han npobseMaMu B emadi, siki € 6e3rpaHuuHi (MoxHa i 300 it
HUTH i €lle BCEro HEe pO3B’sHKELI) i TOMY BCSIKE€ BMIilllyBaHHS 330BHI — fK
po3roJioc, rnpeca, MeHe TiJIbKH ipUTYBaJIO Ta ApaTyBaJo, i Majla HEMPUEMHE
MOYyBaHHs, IO PO3roJiollyBaTH MyOJHYHO MPO Te, LIO € B PO3BUTKY i pyXY,
AKOMY He 3HaTH KiHUSA — € 30BCiM 6e3 ceHcy“.

Lls ckpoMHiCTh HaBiTh LIKOAMJIA iif, 60 KOJIM KPUTHKH abo XKypHaJICTH
3BepTaJiucid [0 Hei 3a iHpopMaTHBHUM MaTepisiioM Ta ¢oTorpadismu ii
TBOpIiB, TO HE JicTaBaJli Maibke HiYOro, K10 TBEPAO HEe HaCTOKOBAJH, abo
MYCLIM 3aJ10BOJILHUTHCS KiJIbKOMa HaTsAKaMH Ha ii CTYyilHiI Yacu Ta KiJIbKO-
Ma ¢ortorpadisiMu HaHOBIIIMX Npaib.
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XOTiIM BHAATH MoHorpagiro mpo Hei i mMpocwiM ii HanmucaTH KOPOTKHIA
XHUTTEMKC | JELO MPo CBOKO IisJIbHICTh, BOHA BiAmoBina: ,AKwo 6 2aszemi
Miro 6yoe nomiweHutli HEKpOAO2 NPO MeHe, MO MeHI Ybo20 eucmapydac*.
3 Takor CKpOMHICTIO OYyJIM MoJiyYeHi i1 HeoOi3HaHiCTh y (iHAaHCOBUX crpa-
BaX Ta MarTepisiJibHa He3alliKaBJIEHICTb, L0 NpPOSIBJAJIOCA B IiHaX Ha ii
TBOpU. XOu BOHa OoOpe 3Hana, 110 TaKUX TBOpIB y MUCTELbKIA emMail Te-
nep Maibke HiXTO He BUKOHY€, BOHA CTaBWJIa LIHU B Till BUCOTi, HACKUJIbKH
Yyacy MpHUCBsYyBaJia IJIf iX BUTOTOBJIEHHS.

Cgoi npani [lonbHHIIbKA BHKOHYBajla OyXe COJIiAHO, 3 HalKpauioro
MaTepisily, a 3 TeXHiyHoro norysay 6esgoraHHo. Konm mock it He mono-
06ajnocs, MOYMHaja HAHOBO, MOKHM HE J[JOCATHyja 0aXaHOro HaCiaKy.
IMpauroBana nosro i 6arato. Konu noynHana oguH TBip, 4M Kilibka Hapas,
TO mpaioBajia Oe3nepepuBHO no 12-14 roguH OEHHO aX OO 3aKiHYEHHS
JaHoro TBopy. B Toil yac BOHa Bigkyazana HaOik yce: BiABIAWHHM, JIMCTY-
BaHH#A, BiAMOYMHKOBE NO3BULISA; BCA ii yBara ta 3ycuis OyJM clipsiMOBaHi
Ha TBopuMid npouec. Taki J0OBri ¢i3uWyHi 3ycUsIs BUYEpNyBajMW ii ax OO
nepeBToMU. Toni BUCTapyaso iif ABOX-TPbOX AHIB CYLiJIbHOTO BiAMOYUHKY,
abo 0JHOro rapHOro KOHHEPTY YM MOOOPOXi A0 3HAHOMHUX Ha ceji. | mMuc-
Tellb 3HOBY MII TOYMHATH TBOPUTH, 60 ii opraHiaM OyB HaA3BUYAHHO CHJIb-
HUI Ta BUTpUBAJIMH, a BOaya MpalbOBUTA i 3aB3sfTa.

[lepen koxxHOKO mMpanero BoHa OoOpe miaAroTomjsjiacs OO 3adyMaHoi
temd. Hanpuknan, xonu npautoBajnia HaJ ikOHAaMH YOTHPbOX €BAHTEJIUCTIB,
npoyuTasa uijie €paHresie, 1006 BYYTHCS B CTHUJIb KOXHOI'O €BAHIEJIMCTA
i 31 cTunrO MUcaHb BIATBOPUTH Xapaktep aBTopiB. IIpu mpaui BoHa Gyna
y)e CHCTeMaTHYHa: BeCb TBOpPYMH mpolec y Hei OyB ynopsiakOBaHHIA.
Bci 6apBM emasli MasM CBOi TOYHI YMOBHI 3Haku i Ha3BH. [Ipaus B emare-
Bili TexHill AyXe TsXkKKa, 30KpeMa B IMEperopogyacTiii emasi, KOJM ykJa-
JIEHHs PUCYHKY INpH OOMOMO3i TOHEHbKUX AOPOTHUKIB BHMara€e HaJ3BHYaii-
HOi BNPAaBHOCTH Ta MEBHOCTH PYK, BEJIMKOI TEpPNEJIMBOCTH H ONaHyBaHHS
cebe. Takox mia yac BHIMAJIFOBAHHSA MPH BHCOKii Temmepatypi (mo 900°
Ilenp3iss) Tpeba MaTH nocTtaTHIO Gi3MYHY BUTPUBAICTB i CHUJy BOJI, 10O
3 OJHAaKOBOI MO0alIuBiCTIO OOBeCTH BCi mpaui no kiHusg. [eski TBopu
B emMaJi Tpeba maBaTH OO0 BOTHIO AEKijibka pa3iB, OTOX MOTpiOHE po3BHHe-
HE NoYyTTs yacy, 60 4yacoM ofHa XBHJIMHA BHU3HAya€ HACJIOOK Yyciel mpatii.

Y HonpHuLBKOI Oyna 1e ogHa NMpUKMeETa, piaka y MuctuiB. Lle —Ttou-
HicTh. BoHa He TiJIbKM BiAnoBinana Ha JIMCTH TOYHO, aJie i BUKOHYyBaJa 3a-
MOBJIEHI Mpali Ha OoOiusfgHUIA Yac, MPHU LBOMY Lie MOYYTTS TOYHOCTH il CKO-
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piule mkoaus0, 60 He OaBaJio CHNOKOKO, MOKKM BOHA He BiJJajla 3aMOBHHU-
KOBi TBOpY, MOOOIOIOYHMCH 3aBXOU SIKUXOChb YCKJaJHEHb 4YM NMPH BHIAJIIO-
BaHHi, YH MiJ 4Yac MNEPECHJIKH.

ApTHCTKa XWjia CKpOMHO. Mana npocTipHe, 3aTHLIHE NMOMELUKaHHS,
Jle MaHyBaJIM NMopsaaok i yucrora. Ilpukpacoro xatu O6yna nobipHa 6i6Jtio-
Teka i Kinbka ApiOHMX mam’saTok 3 YkpaiHu. Ha criHax, KpiM pOAMHHHX
noprtpetiB Ta rpaBropu Hanoneona, He O6yno Hi ii oOpa3iB, Hi pHCYHKIB.
Cgoix emasieBUX Mpallb nocigana majo, 60 Bce, o 3poOusa, LIBUAKO 3HA-
XOWJIO MOKYMLiB. 3pelTor, sSKOoiCh ,,MAacOBOI MpOAYKLii“ B emMalli BUKO-
HyBaTH He MoXHa. Tinbku oOMH anbboM ¢oTorpadiii naBaB BiaBigyBayeBi
ysIBJIEHHS MpO JOBrOJIITHIO Mpalo MHUCTUA. AJie # 1e ysABJIEHHA He Oyio
noBHe, 60 He 3 ycix TBOpiB 3anulIMIKCcs (poTorpadii.

Hi Ha ogxHiit emani [JonbHULBKOI HEMA MIAMUCY i JIMILIE HE3HAYHa 4Ya-
CTHHA ii TBOpiB Mo3HayeHa iHiuisiamu —M. 1. a6o M. C. 1. Takox Hema
Hi Ha OAOHifl mpaui OaTu. ’

[Mpu miAroToBUi LLOrO BUAAHHSA BAAJIOCSs BCTAHOBUTHU MPHOJIM3HY Ja-
Ty [OESKUX TBOpiB, 3aBAAKH iXHIM pENpOOYKLISM Yy )XKypHajiaxX, ik TEX Ha
MiacTaBi 3ajMUIEHUX OaToBaHUX ¢oTorpadiid. [Ipo yac yTBOpeHHs iHIIMX
npamnb MoXHa OyJio OOBIJATHUCHA 3 JIUCTIB MHUCTLSA, 3i 30epexeHHX NpOEK-
TiB Ta XpOHiKU BUCTaBOK. [Ipo kiibkaHaOusATh TBOPIB MOXHA MOJATH TOY-
Hy OaTy, ajie € i Taki, 10 Npo HUX HE MOXHa OyJIO JAi3HATHCh HaBiTh NpH-
O/M3HO1 JaTH IMOXOKEHHS.

Bpak mignuciB MHUCTUS CHJIBHO KOMIUIIKY€ OaJiblli pO3LIyKH ii TBOPIB,
110 po3ifiuinucs Mo pi3HUX Kpasx. Benuka mikona, L HonbHUIbKA HE PO-
torpajdysasia Bcix cBoix mpaub. CbOroJHi € TaKUi CTaH, 110 HaBiThb BiA Je-
KOTPHX KOJIEKLIIOHEPIB HE MOXXHa Jonpocutucs ¢otorpadiit emani HJosb-
HULbKOi. ToMy TemepiuiHsg MoHorpagisi Jajieko He MOBHA, BOHA OXOIUJIIOE
JIMLLIE YACTUHY BEJIMKOI TBOPYOCTH MHCTIIS.
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Bl BUOJABHUILITBA

Bxe Bim moBroro yacy Ha yKpalHCbKMX 3€MJISX BCi MPOSIBU yKpaiHChb-
KOro MHUCTeLTBa MiAJAraloTbh BCAKMM OOMEXEHHsAM Ta 3abopoHaM, caMHX
MUCTLiB TNEpeCciayeTbCsA, @ iXHI TBOPHM HUILUHUTbLCA. 3HOBa-X TBOPHU MHUCT-
IiB, 110 XXHBYTb Yy JisCIIOpi, pO3XOOATbLCA MO CBIiTi, i Jy)XXe YacTO HE 3Ha-
TH SKi BOHM Ta CKUJIbKM iX, aHi A€ BOHHM Ta B 4YHiX pYKax.

OO0O0B’3KOM THX, 1110 )XUBYTb y BiJIbHOMY CBITi, € 30eperTu sikHalO6isb-
IIe HAalIMX MHUCTELUbKHUX LIHHOCTEH IJIs YKpaiHCbKOro Haponayy, fIK TaKOX
003HaHOMHUTH CBOIX CHNIBrpOMaisiH He-yKpaiHUiB i3 BK/JaJOM YKpaiHLiB
y CBOK piJHY, a pIBHOYACHO i B iXHIO KyJbTypy. BumaHHsa ui€ei MoHO-
rpagii nokasye, skMM BaXXHUM € IOCHiX y Wil cnpaBi: xou He OaraTto ule
yacy MHHyJI0 Big cMmepTd Mapii [lonbHHLBKOiI, Ta BX€ OyXe BEJHKOI
YaCTUHHU ii TBOpiB He MoOXHa Bimuykatu. Yepe3 ue penponykuii, 110 MH
iX TyT noMmillyeMo, L€ He Tak BHUOpaHi HaiiBaXkKHilli TBOpH, AK TiJIbKH
Haijinie 3 TOro, W0 MOXHa OyJio aicTaTH.

KHixka nOpykyeTbcs piBHOYACHO YKpaiHCbKOK # aHIIIHCbKOIO MoO-
BaMH, TOMY, L0 HaiObijiblle 4YMCIO YyKpaiHUiB y BUJILHOMY CBiTi JXHBe
B aHIJIOMOBHMX KpaiHax. B ueit crnoci6 kHwxkka Oyne' 4OCTynmHa He Tifib-
KA U1 Hac caMHX, aJie TaKoX IJig HallMX aHIJIOMOBHHMX CHiBIrpOMAafsiH,
a piBHOX i [ THUX 3 NMOMDK HalUMX OiTell Y4 BHYKIB, L0 BXe HE BMi-
IOTh YUTATH Nno YkpaiHcbkH. KpiM nporo aurmiiickka MoBa CbOrOIHi Tak
MOLIMpEeHa y CBiTi, 110 KHMWXKa Oyae OOCTyNHaA i [1S 4YMTayiB y He-aHIJIoO-
MOBHHX KpaiHax.

IHigisTOpamMu uporo TBOpy Oynu Ap. Bomoaumup IlonoBuu, aBTOp
MoHorpagii, tTa ap. Poman Cac-3ano3eubkuii, NOBroJIiTHIH NpUATENb
Ta nmopagHuk Mapii JonbHUUbKOI, 6€3 iHIiLiATHBHM, 3a0XOTH, Ta MaTepi-
SIbHOI JOMOMOTIU SIKOTO He Oyno O wi€i KHHXKKH.

Ilin TexHiYHMM oOrNAOOM MnoAibHy poJiro BigirpaB Hall TNPHUATEb,
3eHoH EnuiB. BiH BuKkOHaB penpoaykuii Ta 3710)KMB YKpaiHCbKMH TEKCT,
i Oe3 #oro ¢axoBoi mnpaui Ta nopan LA KHHXKa TakoX He BHHIIA
6 y CBIT.
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Haiimmpilna noaska HajeXWTbCS BJIaCHMKaM TBOpiB [loJbHUIIBKOI,
IO TYT pENpoayKOBaHi, fK TakKOX BCIM THM, IO TOTOBi OynM maTu
CBii MaTepissibHUH BKJag B Le AOino. BpewTi cnig Takox mnoaskyBaTH
HallloOMy npusTeneBi-amepukaHueBi, n. ®PpenkoBi KinemeHTOBi, 3a Te
110 3aHfABCS BUIIPABJIEHHSIM aHIUIIACBKOIrO mnepeksany.

FOuaian 3aniznax
Buoaseys
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CIIMCOK LIIOCTPALUM

YOPHO-BIJII PEITPOAYKLII

Amyp i Ilcuxen
Konuepm
B’i30 0o €pycaiumy

Kyniae
bozopoouuysn

Opgeii i Eepudixa

Cs. I'ybepm

I'yyyau 3 koHem
I'yyyau 3 coaybamu
I'yyyascokuti maneus

Kpymopoei tioyme
3 noaa

Mamu boxa,
Xpucmoc, Jles, Opea

MaoomnnHa
Maoouna
Xpucmoc

Opgeti
Hobpuii nacmup
Maoomuna

MaJibOBaHa emMasib, 1925-1930 ...........

12x10 cMm, MasiboBaHa emab, 1928-1930

MaJjibOBaHa emaJib, 1926
n-p bepra Po3senrtans, Tens ABiB, I3paens

20.5x12.5 cm, ManboBaHa eMaJib,1930-1938

15x22 cM, TPUNTHX, MaJibOBaHa €Mallb,
1930-1938
nani Tpyni eiiman, Eiinen, Benbris

neperoponyacta emManb, 1928-1935

n-p Bepra Posenrans, Tens ABiB, I3paens
12x18 cm, neperoponyacrta emansb, 1930-1935
neperopoayacra emanb, 1930-1933

neperopoavacra emaib, 1930-1933

13x13 cMm, neperoponyacra emansb, 1933
neperopoayacra emanb, 1935-1938
\

MenasibHoHM, OeTasl 3 yali
neperopoayacta emasnb, 1958
0. Bonooumup Ilununens,
®paksin, I1a., CHIA

neperopoavyacra emaib, 1955

...................
............

............

neperopoavyacra emanb, 1955

11x11 cm, wHYypKoBa emMansb, 1964
n-p Bonooumup IMonosuu, I'ent, Benbris

neperopoayacra emanb, 1955-1958
neperopoavacrta emaib, 1955-1958

neperopoavacTta emManb, 1961

............

49
50

51
52

53

54
55
56
57
58

59

60
61
61

62
63
63
64
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KOJIBOPOBI PEITPOAYKLII

Cmpawnuii Cyo

Paii
Iieuama Ha 8impi

Ha Oausniti I'opi

3natioenmns Motices
Pi3oso

Anoanon i my3u

I'yuyyaxa 3 koposamu

Mamu Boxca i
Xpucmoc

Bioencexa aecenoa

Pizoeo

Maoorua
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36x45 cM, TpUNTHX, eperopogyacTa eMalb,
1925-1926

n-p FOnisiH 1 n-p Munocnasa 3ani3Hsk,
PouecTep, H.ﬁ., CIIA

19x8 cM, nerans 3 Tpuntuxa Crapuuuii Cyn

.................

24x14 cM, neperoponyacrta i MajJibOBaHa
emaib, 1926-1928

n-p FOnisiH 1 0-p Munocnasa 3ani3Hsk,
Pouectep, H. 1., ClIA

16x13 cm, neperoponyacra i MaJibOBaHa
emManb, 1928
n-p Bomonumup ITonosuuy, Ieut, Benbris ..

.................
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FOREWORD

For many years now Ukrainian art in Ukraine has been subjected to
all kinds of regulations, restrictions, and prohibitions, artists have been per-
secuted, and their works destroyed. On the other hand, the works of
Ukrainian artists who live in exile, in the free world, have become scattered
all over the world, and quite frequently it is not known what these works are,
how many there are of them, and who owns them.

It is the duty of those Ukrainians who live in the free world to save as
many as possible of our art treasures, to preserve them for the Ukrainian
people, and also to acquaint their non-Ukrainian fellow citizens in the free
countries with the contributions of Ukrainians to their own, and at the same
time also to their host countries’ cultures. The publication of this mono-
graph clearly shows the urgency of such action: While only a short time has
passed since the death of Maria Dolnytska, it is already impossible to locate
many of her works. It is for this reason that the reproductions shown here
do not so much represent a selection of the most signifigant works, as rather
a selection of the best that was available.

This book is printed in two languages—Ukrainian and English. A ma-
jority of Ukrainians living today outside Ukraine reside in Anglophone
countries, and in this way the book will serve not only them, but also
their Anglophone fellow citizens. The bilingual text should also benefit those
descendants of Ukrainian parents who do not read Ukrainian, or do not
read it very well. A further important consideration was also the fact that
English is today so widely known in the whole world that a book written in
this language can reach readers almost anywhere.

Credit for the appearance of this book should go mainly to
Dr. Wolodymyr Popowycz, the author, and Dr. Roman Sas-Zaloziecky,
long-time friend and advisor of Maria Dolnytska, without whose initiative,
encouragement, and financial support, this book would not have become
reality.
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We wish to thank all those who made the works of Maria Dolnytska
in their collections available for reproduction, and also all those who pro-
vided financial support for the work at the time when it was still in the plan-
ning stage. A particular word of thanks goes to our American friend and
colleague, Professor Frank A. Clement, who was willing to assume the
tedious task of editing the English translation.

Finally, a few words to the Anglophone reader about the spelling of
Ukrainian names. There are almost as many possible transliterations into
the Latin alphabet as there are languages that use it. The English-speaking
reader is therefore referred to the brief glossary of Ukrainian names at the
end of the book.

Julian Salisnjak, Ph.D
Professor, Rochester Institute of Technology

Publisher
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ENAMEL

‘“Enamel—an austere, stonelike material, that adapts itself with ease to
the spirit of times; its technique is one of the oldest, and yet it contains a
whole world of possibilities. A wonderful, mysterious material, known for
three thousand years, it has surfaced over the centuries among various
people of the world (ancient Egypt, Byzantium, Ukraine, Russia, France,
Italy, Germany), reached full bloom, and then disappeared again into
oblivion, leaving behind priceless artistic gems.

The colors of enamel, stony or translucent, actually do not have a power
of their own; their power is derived from light, because between enamel and
light there exists a unique relationship. This molten rock, not a metal, hard
and heavy, when exposed to light loses all earthly qualities of matter. The
light, playing on the shiny surface, penetrates to the metal backing, and, re-
flected from it, refracts and creates fantastic effects of colors, glittering, hot-
ly intensive, saturated, shaded, and subtle. In such a way shines the opal,
the mussel shell, the sunlit water. The element of enamel is fire. Unfired, it
is but a pinch of colorless glass dust, but in the fire it comes alive, flows,
acquires power of expression, a fiery glow of colors.

Its technique is complicated, full of surprises and fickleness, every
firing is a new enigma, and whoever wants to work with it must approach it
with love, for it can not be mastered with stubborn force, it can not be cram-
med into a mold in which it does not want to exist. And if it does not want
to exist, it reverts into a meaningless piece of glass refuse.

Enamel is a timeless, immutable material, immune to all atmospheric
influences, to water, to fire—even if it should crack in the fire of a home,
there always exists the possibility to restore it by new firing to its original
state.”

Maria Dolnytska
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ARTISTIC CREATIVITY

The origins of the technique of enameling are lost in the gray depth
of ages. So far, the oldest findings have come from ancient Egypt. These
artifacts are mostly jewelry, and the most frequently used colors are azure,
a light blue, a hot yellow, and a pale yellow.

The technique of enameling was also known to the ancient Chinese.
Having perfected this technique, they were able to cover with enamel rela-
tively large surfaces, mainly vases. Enamel was so widespread in China, and
over so many centuries, that some historians have considered it a Chinese
invention.

In medieval Europe, enamel shone in the art of Byzantium with its won-
derful colors, and its austere, half abstract design. It was used for the orna-
mentation of religious and secular objects. Covers of evangles, inserts on
crosses, reliquaries all had pictures of saints, executed in cloisonné enamel.
The rare examples of this that have been preserved in museums attest to
its high level in Byzantium.

From Byzantium, the art of enameling was adopted by our ancestors.
In the 11th to 13th centuries, Kiev was famous in Europe for its enamel
jewelry. Its production must have been quite substantial, since archeologists
are discovering enameled objects in the old princely cities even today.

In Kievan Rus, just as in Byzantium, cloisonné enamel was used in
applied art, both religious and secular. Known examples of the art of our
culture are covers of religious books, small icons, and medallions with mini-
ature representations of Christ, the Madonna, the Evangelists, and the
Saints. Much more numerous than these objects are the pieces of gold jewel-
ry of Kiev that have survived until today: diadems, necklaces, earrings, and
rings, with illustrations of people and birds, and also with decorative orna-
mentation.

In the age of the Renaissance artists began to use enamel for inde-
pendent paintings, not connected to any objects of the religious cult, or to
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jewelry. The invention of the ‘“‘painted” technique (called Limoges) dates
back to that period. Thanks to this new painted technique artists were able
to express themselves with more freedom, it gave them the possibility to treat
composition in a more plastic way. Since that time enamel has become one
of the branches of miniature painting.

In time, enamel was used almost exclusively by portrait painters who
created small medallion portraits—for pendants, watch covers, for portraits
to be hung on walls.

The painted enamel of the Renaissance came to Ukraine from Western
Europe. In the Hetman Ukraine of the 17th and 18th centuries it found a
relatively wide application in the religious goldsmithing art, particularly
for medallions for bishops’ miters, crosses, tabernacles, cups, covers of
liturgical books, as well as small icons—pictures of saints. Except for ob-
jects of religious use, enamel was not used in our country at that time for
any other artistic purposes.

Original enamel paintings appear in Ukraine only at the beginning of
the 20th century, together with a renaissance of many other art forms. The
first contemporaneous Ukrainian artist in enamel was Olena Kultchytska,
but in her artistic creativity this technique constitutes only a short episode,
and she created only a few works.

One artist who dedicated her whole life to enamel and created hun-
dreds of self-contained works in various techniques was Maria Dolnytska.

Of the three types of enamel—champlevé, cloisonné, and Limoges, the
first one fell into disuse long ago. Therefore, Dolnytska studied at school
the techniques of cloisonné and Limoges. There is a very significant dif-
ference between these two techniques. In Limoges, the colors flow together,
they can be mixed in a similar way as in oil painting, the painting appears
softer, lighter, it creates the illusion of relief, and it can be shaped freely
during the work process. In cloisonné, the colors are distinctly separated
from each other by means of copper or gold wires, and therefore the design
appears somewhat dry, stiff, and flat. While working, the artist can not

change anything, since the design is created by wires fixed to the metal
backing.

Dolnytska invented a separate technique of her own that in some ways
resembles cloisonné. In this technique, the colors are also separated from
each other, but by narrow grooves, not by wires. Instead of wires, she used
for the separation of the various colors thin strings, glued to the backing.
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During the firing in the oven, the strings burn away, and in their place re-
main lines—grooves. This method has not been patented, and there is also
no accepted name for it, since no-one except Dolnytska has so far used it.
For lack of a recognized name, the term “‘string technique” will be used as a
provisional name when works of this type are described.

Dolnytska created some works exclusively in Limoges, and others in
cloisonné or string technique. In some works she used a combination of
cloisonné and Limoges—e.g. faces and hands were done in Limoges, while
the rest was done in cloisonné. A majority of the creations of Dolnytska
are done in Limoges, while cloisonné constitutes about one third. She used
both techniques at all times, with the difference, however, that a majority
of her early works are cloisonné, and that she did not use the string tech-
nique until the 1950s.

Dolnytska’s selection of techniques depended on the subject and style
of the work. Compositions of religious and classical subjects were done
mainly in cloisonné, and works with Ukrainian themes were almost exclu-
sively cloisonné, while works with contemporary themes and in modernistic
style were executed entirely in Limoges.

Beginning with the first works, one notices the independent artistic
individuality of Dolnytska—a rather rare phenomenon, since a majority of
young artists in the beginning are under the influence of their teachers.
Naturally, the school did influence even Dolnytska to some extent, par-
ticularly in works that might be classified as symbolistic or expressionistic—
styles that were in fashion in Central Europe at that time.

However, parallel with modern works, Dolnytska created something
completely new, and completely her own, which shows her stylistic inde-
pendence of the Viennese School. These were works with religious themes,
treated in the spirit of Ukrainian Byzantine icons, and executed in cloi-
sonné.

Dr. Hans Tietze, the Austrian art historian, was the first to notice the
dual artistic path of Dolnytska*. He placed our artist on the same level as
the world’s foremost masters of enamel, and found in her a dual artistic
path: On one side, there was a modern artist, raised in the modern Viennese
School, and on the other, an artist who had her roots in Ukrainian tradi-
tions, reaching back through feudal times to Byzantium.

The works of Dolnytska show a variety of styles, but a classification of
them according to clearly defined styles can only be tentative and approxi-

*“‘Enamel of Maria Dolnicka*, an article in the magazine ‘‘Kirchenkunst” No. 5, 1932.
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mate, just as this is the case with a majority of artists. There are works
that do not fit into any stylistic classification at all, while most of the others
can be separated into several groups: Neo-Byzantine, pseudo-classical,
symbolistic, expressionistic, realistic, and a purely decorative style.*

Already for her first work in neo-Byzantine style (the triptych *‘Cru-
cified Jesus”) the young artist received a high award in her school, having
shown her professors something the like of which they had not seen before.

Dolnytska, although she spent all her adult life in Vienna, considered
herself a Ukrainian, closely linked to her native culture. The milieu of the
boyar-clerical families of Galizia from which she was descended gave her
her historical perspective and her close affinity for the achievements of
the nation.

The artist had the ambition to make her own contribution to the fur-
ther development of Ukrainian art—in new forms, yet based on tradition.

Dolnytska was searching for a new expression, just as were also M. Boy-
chuk and P. Kholodny in Lviv. As the point of departure in the seeking
of her own style, she chose the Ukrainian Byzantine painting, both the
monumental painting and the icons. It was in these areas that the Ukrain-
ian people had reached an apex of artistic expression, creating an original
form of their own.

It is obvious that, being a master in enamel herself, she was interested
in the enamel of the Princely Era. Alas, at the time when she became in-
terested there were still no professional publications, nor any color repro-
ductions of these works, and Dolnytska had only a partial idea of what they
looked like, based on ordinary black-and-white reproductions. More litera-
ture was available about the Byzantine enamel of the 10th and 11th cen-
turies, and some of these works she was able to study even from the actual
originals.

Both the Byzantine and the Kievan enamel, however, were too formal
and composition was limited almost exclusively to frontal views of persons,
so that it was difficult to find inspiration for new compositions. The artist
was interested in them mainly because of their techniques and the colors.

The old icons were an entirely different matter. In them there are many

subjects, as well as many different solutions with regard to composition and
color selection.

*]t could be argued that enamel in general is a decorative art, but even so one can see the
different approaches of this artist.
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And yet, taking her inspiration from our ancient icons, Dolnytska
never looked for the easy way of copying or imitation, although the tempta-
tion must have been great. Many enamelists have done nothing else but
copied pictorial works of great masters, and by doing so, alas, have done a
disservice to the art of enamel. As a result of what they did, many people
have formed the idea that enamel is suitable only for the making of copies.

Following her dual path, Dolnytska also employed two different tech-
niques: In the modernistic style, Limoges, and in the neo-Byzantine
cloisonné, as well as a mixture of both. In the first instance, stress was
placed on colors and on modern composition, in the second, she paid par-
ticular attention to the line and design, and less to colors. At least in her
early works (e.g. the triptych ‘“The Final Judgment”) the colors are muted,
pale, while the design is executed with extreme care and clarity.

By contrast to the Byzantine enamel of the 10th and 11th centuries
that was executed in cloisonné on gold, which gave it an austere, frozen
and very abstract appearance, the neo-Byzantine enamel of Dolnytska shows
quite often a mixture of techniques—faces and hands are painted, as in
Limoges, while the rest of the design is executed with wires. This was a
bold step of the artist—to use in the same work two different techniques,
but this has fully justified itself. Thanks to this approach, the works of
Dolnytska, by comparison to medieval ones, appear more modern, more
contemporary.

From our icon painting Dolnytska borrowed the subject matter and the
inverse perspective, but her composition and her medeling of faces are
more modern, the figures appear to be elongated. They are not static, but
appear to be in free motion.

The neo-Byzantine works of our artist are not of uniform style. Among
them, two groups become apparent. Some of the works have an austere de-
sign, and they could be compared to our icons of the 14th and 15th cen-
turies. Others are modeled more delicately, with a more elaborate design
of the faces; they have a more complicated composition, reminiscent some-
what of the Ukrainian icons of the 17th century. Still other works are some-
what similar to Italian paintings of the time preceding the Renaissance,
or of the early Renaissance. In her neo-Byzantine works, by some innova-
tion, a freer movement, a more distinct color, Dolnytska was able to give
the picture a new expression, interest and freshness. We look at it in a
different way than at the old icon, since we find in it new effects, it contains
something we have not met anywhere before, and this attracts and in-
trigues us.
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Some of the neo-Byzantine triptychs and diptychs are laid out in a
formal manner, according to the patterns of the icons of Galizia that depict
the lives of the Saints: In the center is the figure of the Saint, executed on a
large scale, while the side panels contain small pictures of episodes from
the life of the Saint.

In addition to works with religious themes that are executed in
cloisonné of the neo-Byzantine style, Dolnytska has also created many works
with religious subject matter in Limoges, with a style reminiscent of the
early Italian Renaissance. Among them are pictures with somewhat naive
appearance, since some figures and scenes are depicted in the way they
were imagined by the common uneducated people. Today, when the naive
style has gained citizenship rights in the history of art, critics could con-
sider these works of Dolnytska as being in that category.

The subject matter of works with a religious content is varied, but
most numerous are the Madonna, Maria Protectress, Christ, the Evan-
gelists, as well as known scenes from the Bible (the Garden of Eden, Angels,
Moses, scenes from the life of Christ), and the more popular Saints.

Dolnytska has created scores of Madonnas, Protectresses, and Nativ-
ities, since for these she did receive constantly new orders. It is to be said
in her favor that she never created serial work, never repeated the same
compositions, but in each instance created a different design, used different
colors, and even a different technical execution, always concerned about
the artistic value of the work, its original, non-repetitive composition.

As symbolistic among the works of Dolnytska may be considered those
that were created during the years of 1920 to 1930, with themes taken from
literature, legends, and biblical history (“‘Amor and Psyche”, ‘““The Three
Fates”, “The Seven Antique Virtues”, “The Wise and the Foolish Maid-
ens’’). The composition consists of female figures that are full of tenderness,
grace, youth, but without eroticism or exaggerated mannerisms.

Symbolism did not remain fashionable for very long in European paint-
ing, and has left no outstanding creations. In this style we find, according
to today’s taste, too much literature, and therefore today it appears to be
too descriptive. The works of Dolnytska, even when they do not appeal to us
through their topics, still enchant us with their colors, their impeccable de-
sign, their free composition, and by being somehow romantic and enigmatic.

Dolnytska herself probably felt that this style was not suited for our
times, and abandoned it after the 1930s.
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Expressionism emerged in Western Europe at the end of the last and
the beginning of the current century, and became widespread especially
among the painters of the Germanic nations. This was a new direction
that gave artists the opportunity to express themselves much more freely,
to be bound less by a formal plan and precision of design, while devoting
their entire attention to the basic idea. By placing particular stress on cer-
tain details, or by consciously deforming them, and by the selection of ap-
propriate colors, the painters created a certain mood, and by means of this
mood they wanted to convey to the viewer their personal attitude to the ex-

pressed theme. Expressionism gave the artists the opportunity to be more
" themselves, to show their individual character. In this style, therefore, there
is no such uniformity as is found for example in cubism, since the expres-
sionists paid more attention to their ‘‘own language”’, rather than to style.

Dolnytska has created works also in this style. She took as her themes
scenes from contemporary city life, as well as from the Ukrainian national
mode of life, depicting strong people in normal life situations, people who
behave without complexes.

In contrast to the dismal expressionism of the Germanic painters whose
mentality was still under the strong influence of the war years and the acute
social problems, the expressionism of Dolnytska is neither sad nor tragic.
She wanted to express in plain terms that life conquers all difficulties, that
man, in harmony with nature, is still the master of the world. This is the
source of Dolnytska’s optimism, her joy of living, or, as some called it at
that time, “vitality”. This optimism is neither declaratory nor grotesque, it
convinces, since it stems from faith in man, in his spiritual values that are
in subconscious harmony with the Maker and with Nature. In this respect
her conception of the world to a large degree reflects the world-view of
Ukrainians in general. Her expressionism is a praise of life, a hymn.

In comparison with the symbolistic period, the expressionistic works
of Dolnytska are more modern, simpler in design, with a laconic compo-
sition. They reflect the order-creating strength of the artist, and they are
among the best of her works.

Of the artistic heritage of Dolnytska, a substantial part consists of
works with classical themes taken from the Greek mythology. The artist,
raised on Greco-Roman history, was very fond of the classical literature,
from which she drew the inspiration for her themes. Since she was also very
well acquainted with the antique Greek art, she tried to present works in a
style that would be in some way related to that of the works of antiquity.
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At first glance, this fondness of classical subjects may appear today as
an anachronism. If, however, we take into consideration that Dolnytska
is a purely figurative painter who utilizes almost exclusively the human fig-
ure, and that she worked with a medium that is capable of lasting many
centuries, it is not surprising that she turned to themes known in the whole
world. Compositions dealing with Apollo, Orpheus, the Muses are likely to
be understood at all times, they are timeless, and the ‘“‘eternal” medium,
enamel, seeks timeless themes.

In her works with religious content, Dolnytska drew her inspiration
from the Ukrainian icons, without copying them, and in a similar way she
took her ideas for her classical subjects from antique Greek art, without
imitating it. She carefully avoided any imitation, and it was not easy to
work in the classical style, without falling completely under its influence.
In this, Dolnytska was highly successful. She took some of the composition-
al elements, some characteristic elements of style, the approach of the
classical authors, and on their basis created her own original works. They
differ from the antique prototypes mainly in their free, non-conventional
composition. The muses, gods, and heroes of Dolnytska do not display
the beauty and the ideal proportions of antiquity, they are either physical-
ly stronger, more muscular, or, depending on the needs of the composition,
more delicate, more modest—but in either one or the other case, they are
closer to us. Dolnytska has freed herself from the demand for beauty
prevalent in antique times, and this makes the appearance of her works
more modern. In addition to this, her colors are not traditional, they are
much richer and livelier. In this way she has given her works novelty and
freshness; we feel immediately that these are modern works, even if they
appear in antique guise.

Her favorite and often repeated themes are Orpheus and Euridice,
Apollo, the Muses. It is interesting to follow the evolution in the psycho-
logical treatment of these characters. In the early works one feels the
serenity, the above-worldliness of the antique heroes—in one instance the
unattainable olympic brightness, in another a cool heroism. After World
War II, the mood of Dolnytska’s pseudo-classical works changed. They
show a host of human experiences—excitement, emotions, pain, longing—
and the new “‘string technique”, with its lack of detailed design, reinforces
even more the impression of an intense inner life of the characters of
Dolnytska. It is possible that this is a reflection of the difficult experiences
of the artist during World War I1.
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The artist returned repeatedly to the theme of ‘“Orpheus and Euridice”.
Being a woman with a tender and impressive soul, she succeeded extremely
well in recreating the moving scene of the reunion of the lovers after the
long and painful separation. Another subject, repeated several times, is
the ‘“Meeting of Mary and Elizabeth” (from the Bible). How much warmth,
affection and tenderness radiates from these simple compositions!
Dolnytska had a special gift to transmit the feelings of her persons by
just a few strokes, a few gestures.

Among the less interesting enamels of Dolnytska are the works exe-
cuted in realistic style. They are compositions made to order—portraits,
figures of important persons, Saints, patrons, and also some Madonnas.
It is true that they are done in a professionally faultless way, one can see in

them the effort of the artist to create works of an interesting composition,
but one feels that the stamp of a personal style is lacking.

A spatial treatment of the surface coupled with strong stylization leads
to a purely decorative style. Through the nature of its material and the
small size of the picture enamel is well suited for decorative art. In no other
technique are colors as alluring and strong as in enamel. An enamelist must
have a very strong creative will in order not to limit himself exclusively to
the decorative style, but to express himself also in other directions. This is
the reason why Dolnytska did not create too much in a purely decorative
style, and tried, when using it, to stay away from being too stylized. In the
decorative enamels of Dolnytska human figures are depicted spontaneously
in a general, simplified design, without being artificially standardized, and
the economy of lines is compositionally justified. The artist avoids an en-
tirely spatial approach, and therefore some of her figures are depicted in
relief, while others have a specially selected color background that gives
the picture depth. The basic expression in these works is provided by the
general compositional design: For example, in “‘Sorrowing Ukraine” the
static female figure, with its drooping, vertical lines, symbolizes loneliness
and sorrow. By contrast, in “I'll throw the Spindle..”’, the lines are dynamic,
following the diagonals, and this dynamism is underscored by the assym-
metry, by the design extending beyond the limits of the background—and
all this gives the impression of a young, vivacious, nimble woman. Again dif-
ferent is the solution in ‘“Ukrainian Woman’’—in the round, concave form
the female figure is executed with utter harmony. For the sake of balance
of composition, on one side of the woman is a pitcher, and on the other a
branch of the snowball-tree. There are few colors, they are muted, only the
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red, bright kerchief decorates the whole picture. All lines are flowing,
rounded, there is not one that is straight— monumental simplicity and har-
mony. In “Sitting Hutsul Girl”’ the economy of design is carried to extremes,
the whole figure is depicted by a few single-color planes, and only the four
gay fish soften the austerity of the composition that borders already on ex-
pressionism. (We find similar works of Butovych.)

A majority of the decorative creations of Dolnytska have Ukrainian
themes, mostly from the life of the Hutsuls, or else they are compositions
from the texts of folk songs (true artistic compositions, not illustrations).
All these works are done in cloisonné, and in the range of colors developed
in our folk art. Dolnytska paid particular attention to this, and this solution
regarding colors makes us feel particularly close to these works.

Dolnytska worked best in the neo-Byzantine and pseudo-classical styles,
since enamel, an art medium that has the aura of an ancient technique,
lends itself particularly well to the style of times long gone. For modern,
contemporary artistic trends more modern media are better suited, since
between style and material there exists a certain relationship that can not
be ignored.

It can be observed that in the works of Dolnytska there are no land-
scapes, no still life, no flowers, only people. She is one of our rare masters
of figurative painting with human shapes, somewhat similar to Sophia
Zarytska and Halyna Mazepa.

Landscapes and ‘still life”’ as entirely independent works did not ap-
pear in European painting until the 15th century. Antique art was primarily
anthropomorphic. For example, in the Byzantine art, landscapes never
appear independently, only as a background, a decoration, and even then
mostly in abstract design.

This was the reason why Dolnytska, in communing with the antique
and the Byzantine art, adhered to anthropomorphic composition. In the
focus of her attention is Man—the ‘‘immortals” of Olympus, the Saints,
the heroes, poets and popular types. The art medium also had a strong in-
fluence on the selection of this subject matter.

Enamel paintings are always small. Therefore, a small landscape with-
out people would have little appeal, and ‘still life”’ could look lifeless. On
the other side Man, painted even on a very small area of canvas, wood, or
sheet metal, enlivens the picture, gives it meaning, provided, of course,
that the artist succeeds in giving this man spiritual life.
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In this respect, Dolnytska is not an isolated case. Other painters, who
started with the icon, have also stayed with anthromorphic painting (M.
Osinchuk, J. Novoselsky).

In hardly any other artistic technique is color so important, alluring,
and strong as in enamel, but also in no other technique is it as difficult to
create the desired colors and their tones as in enamel. Before the firing
the powdered enamel is pale, and for the selection of colors the artist uses
fired samples, but even then it is not always possible to predict with
accuracy what tones will appear in the firing. Therefore, work in enamel
should be undertaken by people who have a very strong feeling for color.

Dolnytska is precisely one of those who stand out because of their strong
feeling for color. She selected her colors with great care, matching them,
harmonizing them, utilizing always appropriate color scales. Like the
majority of good painters, she used in a given work only a few colors, but
they were always harmonized with utmost care to form a balanced entity.
This conscious limitation to only a few colors is characteristic for her later
works. Dolnytska loved colors that were strong, full, bright, and distinct.
It can not be said that she had ‘‘her own” particular color or colors, or
that a particular color predominates in her work. Every one of her enamels
is different from all others through its colors, every one of her works forms
a distinct, separate entity, as far as colors are concerned, unlike any other
of her works. One really has to admire the inventiveness and the ease of
color solutions of Dolnytska. She carefully matched the colors to the style,
the subject matter, and the technique of her work. In some works she used
warm, friendly and gay tones, in others somber, saturated and darkish
ones, in still other works they were subtle, transparent. The mood of the
work is usually created by the colors, and Dolnytska marshalled them like
a conductor his orchestra, in order to achieve the desired effect.

In comparing the enamels of Dolnytska with those of other artist-en-
amelists, we find that she is superior particularly in the colors, in their
harmony, while she takes second place to some of them as far as design is
concerned.

The work of Dolnytska was not limited to enamel alone. Having stud-
ied painting, she also worked with this medium, especially in the early time
of her creativity, when she did even more painting than enameling.

Her painting was mainly pastels, to a lesser degree aquareles, and only
rarely oil and encaustic.

111



In her painting she was also a figurative artist, and she used similar
topics for her paintings as for her enamels, with the exception of portraits.
She has painted numerous portraits, almost all of them pastels, and among
them are several self-portraits. It is a pity that of the large number of por-
traits hardly any photographs are available.

In the painting of Dolnytska the influence of symbolism and expres-
sionism is apparent.In some of the expressionistic works one sees clearly
that the artist had also mastered the achievements of the preceding move-
ment—cubism.

Of great interest is the encaustic of our artist. Having solved the
mystery of this ancient painting technique, she created in it a limited num-
ber of small paintings. By comparison to the encaustic of antiquity, the
works of Dolnytska show a coarser structure in the application of the paint,
the design is less elaborate, and there are fewer colors. Because of these
characteristics they assume a novel, more modern appearance.

Maria Dolnytska has entered the history of Ukrainian culture as a
gifted master, who not only resurrected among us artistic enameling, but
has also made, through her inventions, a contribution to its technical per-
fection, having herself reached the pinnacles of this so difficult branch
of pictorial art.

As a person of her times, she reflected in her works contemporary
European art trends that she had well mastered and interpreted in her own
way, and by doing this she channelled Ukrainian art into the common
European stream.

This alone would have been enough to secure for her a permanent
place in our art history. However, Dolnytska went further and deeper.

She was aware that Ukraine, through its geographic location and its
centuries-old tradition, forms a separate world between East and West, and
that this our apartness should also be reflected in our cultural achieve-
ments. It is the task of the artists to create on the basis of the spiritual
values of their people, and also to give a synthesis of their people’s world-
view with the various movements that pass through Ukrainian territory.

It is exactly such a synthesis of Byzantine influence and Ukrainian
aesthetics that Dolnytska makes in her neo-Byzantine works. One feels in
them the Ukrainian immediacy of expression, monumental simplicity, sin-
cere humanity, and even hidden humor, and all this is enfolded in an in-
visible veil of joy and serenity.
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LIFE OF THE ARTIST

The Early Years

Maria Sophia Dolnytska was born in Lviv on the first of January 1895, in
the family of Anton Dolnytsky (1853-1953) and Josepha, nee Okhrymovych.
Her father, a descendant of an ancient family of clerics, served for many
years as a justice of the Supreme Court in Vienna. There were four children
in the Dolnytsky family: a son, Stepan (an attorney), and three daughters—
Irene (married to the Rev. Myron Danylovych), Taissa (secretary to Dr.
Eugene Petrushevych), and Maria Sophia.

The father, Anton, played an important role in the upbringing of the
children, especially the youngest, Maria, and she always treated him with
the greatest respect and even reverence. Some of her best works are dedi-
cated to him.

Maria Sophia went to school when she was five years old. She attend-
ed grade school and secondary school (lyceum) in Lviv. In 1910 the father
became a justice in Vienna, whither he removed alone, while the family re-
mained in Lviv, so that Maria could finish school. She passed her matric-
ulation examinations in the summer of 1911, and in‘the fall of the same
year she moved to Vienna, together with the rest of the family. Having a
great interest in art, Maria enrolled in the Imperial-Royal School for Arts
and Crafts in Vienna—a school that had a reputation of excellence, and
whose graduates were entitled to teach art in high school. This was the
same school in which Olena Kulchytska had also obtained her art educa-
tion—in the years 1903-1907.

Dolnytska studied art for seven years: three years of enameling tech-
nique under Prof. Adele Stark, three years of drawing, and one year of
painting, under Prof. Miiller-Hofmann. Among her teachers was also the
renowned Austrian painter Oskar Kokoschka.

Already, during her studies, Dolnytska attracted attention, mainly
through her enamel work. In 1918 she received the Eitelberger Award (it
had been awarded by the School only six times in 30 years), and a money
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prize of 600 crowns. One of the works selected for the award was the
triptych “Crucified Jesus’’, and it was later purchased by the imperial Gov-
enor in Linz.

In 1920 she went for a few months to Finland, to accompany her cous-
in, Olena Zalizniak (nee Okhrymovych), whose husband, Mykola Zalizniak,
was the Legate of the Ukrainian National Republik in Helsinki.

In the beginning of 1921 Dolnytska returned to Vienna, where at that
time a large number of Ukrainian political emigrés had congregated—
former members of the Cabinet of the Ukrainian National Republic, par-
ty leaders, and the creative intelligentsia. At that time Maria made the
acquaintance of such outstanding people as Eugene Chykalenko, Oleksan-
der Oles, Yuriy Siry and others. She designed the cover page for a col-
lection of poems by O. Oles, “Through Alien Lands”. The Ukrainian cul-
tural life in Vienna was at that time quite active, and even interesting.
Maria participated in various artistic evenings by reciting poetry by
Shevchenko and Franko, and when one evening she recited the whole poem
“The Hutsul Land” by O. Oles, the poet, who was present in the room,
was so moved that he wept. The best friends of Maria at that time were
Olha Basarab and Olena Zalizniak, both of them older than she. In re-
calling her friendship with Olha Basarab the artist wrote (letter dated Oc-
tober 4, 1964):

“We were young, and I was the youngest. Olha was five years older than I,
and Hala Zalizniak was the oldest. We were all enthusiastic patriots, es-
pecially Olha, while Hala was the most restrained. We all reveled in the
spirit of the Ukrainian Legion, the spirit of the young, resurrecting Ukraine.
Together we read all the new, contemporary literature, met with people like
O. Oles and Y.Siryi, and lived in a state of exaltation. It was as if we were
walking on clouds.”

The young artist, full of energy and great ideas, desired to make a
contribution to Ukrainian culture. She had to decide—to remain in Vienna
or to return to her homeland? On the basis of news that reached Vienna
from Ukraine, there were at that time in Ukraine no possibilities for normal
artistic work, since the country was ravaged by war and lacked the economic
base for development of the arts. The situation in Vienna was very similar.
After World War I of the Austro-Hungarian Empire there remained only
a small republic, and life in it was full of economic hardships. For artists,
and especially aliens, there was hardly any chance for work. Under these
conditions Dolnytska elected the third possibility—to go to the New World,
North America.
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Four Years in America

“I went to America in order to test my strength abroad, and in order to
remain true to art under the most trying circumstances.” writes the artist
in one of her letters. “Instinctively, I went on a kind of ‘Wanderjahre’.”
In March, 1921 she arrived in Minneapolis, to stay with her sister Irene,
whose husband was the parson of the local church. It is here where she
began a very active and fruitful artistic activity—oil, pastel, drawing, wood-
cut, and enamel.

Artist circles soon became interested in the young, unusual painter
from Europe, her works found approval among the connoisseurs, and
favourable reviews appeared in the press. For example, the daily ‘“North
East Argus” of September 2nd, 1921 wrote: “...the presence of her acknow-
ledged great talent is an inspiration to others, and it appears certain that
in a short time she will become one of the stars of Minneapolis.”

H. W. Rubins, director of an art gallery, invited her to exhibit her
works. The first individual exhibit of this kind took place towards the end
of September, 1921. It was held in the gallery “John S. Bradstreet and
Company”’, where a total of 30 art works was shown. They were pastels
(among them a self-portrait), paintings, drawings, and 1S enamels. The
artist mentions this exhibit in her memoirs:

“At this exhibit, Mr Crosby, Jr., purchased a pastel drawing, ‘The
Nymph’. His father, a millionaire industrialist, came later to the exhibit
in order to meet me, and indicated his interest in opening an enameling
workshop for me, but in my angelic innocence I mentioned such a low sum
necessary for the equipping of the workshop, that he, thinking that I was
mocking him, left. This caused the owners of the gallery to literally tear
the hair on their heads at such unheard-of naiveté on my part.” “The
Minneapolis Journal” of April 9th, 1922 carried the following review of
this exhibition:

“A young Ukrainian girl, an artist, who one year ago arrived in Min-
neapolis and could not speak one word of English, is today the subject
of serious interest of the art circles of Minneapolis, who are enthusiastic
about the quality of her paintings, drawings, and enamels.... Her draw-
ings enjoy general recognition for their power, assurance and nobility. Some
of her pastels, including her self-portrait, are definitely extraordinary....
The greatest enthusiasm is inspired by her works in enamel which are
very unique and technically accomplished...”
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Dolnytska painted a great deal, mostly portraits; during her stay in
America she painted approximately 200 portraits, mostly in pastel. In
addition to this, she was teaching drawing for children five times a week
so as to earn a living.

In order to devote all her time to artistic creativity, and not to the
teaching of children, Maria moved to Philadelphia, where she hoped to
establish contact with the local Ukrainian community. In January 1924
she rented a modest workshop on South Sixteenth Street, and with deter-
mination and diligence so typical of her, began to paint. In order to help
our citizens in their cultural activities, Dolnytska started to paint stage sets
for the amateur drama groups.

In February 1924 she held her fourth individual exhibition, in the
“Graphic Sketch Club” of Philadelphia. In all she exhibited 30 works.
The critics stressed particularly her modern expression in the portraits,
the boldness of her composition, and with regard to the triptych “‘St John
the Baptist”’, her artistic interpretation. Among the enamels, the critics
singled out ‘“Repose” and ‘“Vision of St. John”. An article about this ex-
hibition was also carried in ‘“‘Svoboda” of February 26th, 1924, and we
quote from it:

“We do not know to what degree Ukrainian emigrés in America ap-
preciate their own art. It would be desirable, however, if one of the more
prosperous churches would secure for itself at least some paintings of Miss
Dolnytska. It would be good if American Ukraine could boast of what it
has of real artistic value, from the ateliers of their own outstanding people.”

However, success in art was in no way followed by material success.
While living in Minneapolis, the painter had her room and board assured
in return for her drawing lessons, and could devote all her spare time to
artistic work. In Philadelphia, she had to maintain herself on her own,
and therefore the beginnings were very difficult. Our laborer-emigrés did
not, and could not have any understanding for the creativity of individual
artists; they were limiting themselves only to folk art, which they cherished
and preserved. In the United States at that time there was, with the ex-
ception of a little over a dozen clergymen, no Ukrainian intellectual elite
of any kind, and neither the clergy nor the members of their congregations
had any understanding of art.

The Americans themselves also did not pay too much attention to
art, and did not purchase artistic works. Maria Demydchuk of Brooklyn
wrote quite aptly about this in the newspaper “Dilo”” dated April 2nd, 1936:
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‘““Among the Americans, only highly cultured individuals are interested
in art and value it highly. The average Americans are very realistic and
practical, and manage to satisfy their tastes with what they find in dime
stores. They will praise everything, write a favourable review, and that is
the end of it. Anybody thinking about the practical aspects of the matter is
bound to be highly disappointed. In order not to make this sound like an
untrue statement, I am going to cite the facts I am familiar with. The artist-
painter Miss Dolnytska stayed here in 1924. A young person, energetic,
and a great idealist. She desired to create and to work, and since there ex-
isted only limited possibilities among her own, she entered, full of en-
thusiasm, the American art world. She exhibited her works alongside those
of American and other painters. And what do you say, dear fellow-coun-
trymen? This young and talented person literally could not earn enough
for a modest living.”

By the end of 1923 Dolnytska found herself in great financial dif-
ficulties. Philadelphia was to her a strange city, and it was very difficult
to establish any contact with circles that might be interested in art. At times
it became necessary even to go hungry. Upon hearing of this situation,
Mother Josaphata, prioress of the Basilian Sisters (a relative of Dolnytska’s)
took Maria to the monastery in Fox Chase, so that she would not have to
starve.

At that time Mrs. M. Demydchuk, wife of the editor of ‘“‘America”,
suggested to the Ukrainian organizations that they invite Dolnytska to do
some painting for churches and homes of the organizations. In the year
1924 an order arrived...to paint curtains for amateur theater groups. Such
incidental orders had nothing in common with true art. The painter realized
that instead of moving up, she would find herself on a downward slide.
She did not want to ask her father for support, and to work as a saleslady
in a store, as some friends suggested, was out of the question, since she
had dedicated her whole life to art. Therefore, at the beginning of 1925,
Dolnytska returned to Vienna.

Again on the banks of the Danube

In the capital of Austria, Dolnytska took up residence in the home of her
father. She renewed her acquaintances among artistic circles and eagerly
went to work: She opened her own atelier on the premises of the ‘“Neue
Gallerie”” (New Gallery) at Griinangergasse No. 1. The owner of the gallery
was O. Niernstein-Kallir, who became known, after his migration to the
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U.S.A., as the discoverer of Grandma Moses. In this gallery Dolnytska
eventually arranged a permanent exhibition of her works. After her return
from America she worked exclusively in enamel.

For a year and a half Maria had, as a companion in her workshop,
her colleague, also a graduate of the School of Arts and Crafts in Vienna,
painter-enamelist Olga Okunevska, the younger daughter of Surgeon-Ad-
miral Yaroslav Okunevsky. They both arranged exhibitions at the ‘“New
Gallery”’, and soon attracted attention. For example, ‘“Dilo” of May 31st,
1926 wrote: ““In the Gallery, there are exhibited larger and smaller works.
The most noteworthy are ‘‘Paradise’” and the triptych “Final Judgment”
by Maria Dolnytska, that took her more than half a year to complete...”

(A reproduction of ‘“Paradise’” appeared in the journal “Mystetstvo’’, Lviv,
1932).

The enamels of Dolnytska were to be seen, in addition to the permanent
exhibit at the ‘“New Gallery”’, at various European exhibitions. There
was no representative exhibition of Austrian artists in Vienna or abroad in
which the Ukrainian enamelist did not participate.

During the years 1927-1936 many of her works found their way to var-
ious countries ot the world, mainly due to the good services of the Rosen-
thals, a couple who had a factory and a store for fine glassware in Vienna.
Mrs. Rosenthal, very businesslike and energetic, very quickly expanded her
business to the point where she continuously participated in international
fairs in Germany and Austria. In this way works of our enamelist were
also exhibited at international fairs in Diisseldorf, Essen, Frankfurt and
Leipzig, where they were usually all sold. The relationship with the Rosen-
thals deepened, and they became the patrons of Dolnytska. In the collection
of Dr. Berta Rosenthal there are over thirty enamels of our painter, among
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them ‘‘Paradise”’, “Entry into Jerusalem’ and ‘“The Finding of Moses”’.

In addition to participating in these exhibitions of a, let us say, com-
mercial nature, Dolnytska also took part in exhibitions of a purely artistic
character. Among the more important of them are: “Two Hundred Years
of Artistic Creativity of Austrian Women-Artists’’, an exhibition in con-
nection with the International Women’s Congress (1930), an exhibition at
the Volkwang-Museum at Essen (1932), at the Gallery St. Bernulfus-Huis
(Amsterdam, 1931), at Padua and Milan (1933), and an exhibition of Aus-
trian art in London, where the artist was awarded an honorary diploma.
The international jury at the International Triennial Exhibition at Milan
also awarded her a diploma. During these years, Dolnytska also exhibited
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her works in Switzerland, Sweden, and the United States. The museums in
Frankfurt am Main and Chemnitz bought some of her works.

Critics stressed the extraordinary harmony of colors in the enamels
of Dolnytska, and the Byzantine motifs in her religious compositions. Art
journals carried reproductions of her works: “Deutsche Kunst und Dekora-
tion”” (June, 1930) had a full page reproduction of ‘“‘Seven Girls”. A favour-
able review appeared in the journal ‘“Das Interessante Blatt” (August 6th,
1931), and in “Kirchenkunst” (No. S, 1932) an illustrated article by the
art historian Hans Tietze.

Our painter’s name was so popular in Vienna that art students came
to her to learn enameling technique, and the administration of the School
for Arts and Crafts in 1934 appointed her assistant to professor Miiller-
Hofman.

The year 1936 brought a change in the personal life of the artist: she
married Otto Nedbal, who was an artist-metalworker and goldsmith. He
was a schoolmate of Olga Okunevska who had moved to Berlin, and be-
fore leaving had recommended Nedbal to Dolnytska as her replacement
in the workshop. This marriage, so it seems, was rather ‘“‘one of reason
than of love”’, and after 2S5 years of living together they parted. They had no
children.

The first large-scale individual exhibition of the works of Dolnytska
in Europe took place at the Museum of Arts and Crafts at Prague, in the
time from November 29, 1936 to January 15, 1937. On exhibit were S5S
enamels, most of them executed in cloisonné. They were compositions with
themes from Greece, the Renaissance, Byzanthium, and Ukrainian tolk art.
The Czech professional critics expressed high praise for the artistic and
technical level of the enamels. Visitors purchased many of the exhibited
works, so that the exhibition resulted also in material success for the artist.
At that time our artist met the art historian professor Volodymyr Sichynsky,
who wrote about this exhibition in the Ukrainian press.

At the World Fair in Paris in 1937 enamels of Dolnytska were among the

not too numerous exhibits of the best Austrian artists at the Austrian pavilion
of art.

Connections with Lviv

The fame of the talented painter-enamelist reached also Ukrainian lands.
In 1927 the first orders arrived from Lviv. The parson of the Uspenska
Church, Father Damian Lopatynsky, known in Lviv for his interest in art,
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ordered two large enamel icons for the altar of the church—*Christ” and
“Mother of God”. Father Lopatynsky was also responsible for the ac-
quisition of beautiful stained glass windows for the church, a work of Petro
Kholodny, Senior.

The enamel icons of Dolnytska created a veritable sensation in the
art circles of Lviv. An artist had appeared who had renewed the old artistic
traditions of the Princely and Hetman Eras, during which in Ukraine
enamel work of highest artistic quality had been created. Enrapured by
the icons of Dolnytska, art lovers of Lviv began to order her enamels for
their own collections.

However, not only the orders from Lviv were of interest to the artist;
she wanted to know about the art life there, what artists were in the fore-
front, and what they were creating. When in 1931 the Association of Inde-
pendent Ukrainian Artists (ANUM) was created, Dolnytska became one of
the more active members, together with Pavlo Kovzhun, Mykola Butovych,
Yaroslav Muzyka, Mykhailo Osinchuk, Svyatoslav Hordynsky, and Ivan
Ivanets. Dolnytska maintained a lively correspondence with the founder
and president of the Association, Kovzhun, and also corresponded with
Muzyka, Osinchuk and Ivanets. ANUM was publishing a journal,
“Mystetstvo’” (Art), to which Dolnytska contributed articles about the art
life of Vienna and the West. In Vienna she informed the Austrian con-
noisseurs about art in Ukraine. The Viennese art critic Dr. W. Born was
particularly interested in this field, and he had lectures on Ukrainian art,
and possessed many photographs of Dolnytska’s works.

The works of Dolnytska aroused interest also in Kiev. Artists from
Kiev asked Kovzhun to send them reproductions of her enamels. Until
the year 1933 there existed tenuous contacts between the artists of Kiev and
Lviv, and it was still possible to exchange books and periodicals.

In the journal “Mystetstwo” (No. 2-3, 1932) Kovzhun published an
article about the work of Dolnytska that contained 9 reproductions of
her works. Larger, illustrated articles about her appeared also in the news-
paper “Nazustrich” (No. 23, 1934, and No. 17, 1935).

ANUM invited Dolnytska to take part in their annual collective ex-
hibitions in Lviv, but because of difficulties with customs not all of these
exhibitions could show her works. In 1933, Metropolitan A. Sheptytsky
purchased for his collection one of her enamels.

The year 1935 was a very important one in the life of the artist. After
having lived 24 years abroad, Dolnytska returned in the summer of that
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year for a two month’s visit to Lviv. Here she refreshed the memories of
her youth, and met the various artists with whom she had been in corres-
pondence, or had known only from the press. From the very first day she
diligently studied the art treasures of her city. Of particular interest to her
was the collection of old icons of the 15th to 18th centuries in the Ukrainian
National Museum. She also acquainted herself with the works of her col-
leagues of Lviv, and also tried to get familiar with the ancient painting
technique of tempera, of which, in Lviv, Petro Kholodny, Senior, was an
expert. Dolnytska studied this technique for a whole month. She visited
Oleksa Novakivsky, viewed his works, and had with him a talk about con-
temporary art. Novakivsky, as she saw him, was full of youthful elan and
temperament, and belief in art. He was 63 years old, and his beard was
grey, but he said that his ‘‘beard blossoms, like spring flowers”, and that
he felt like spring. He died in the autumn of the same year.

While Dolnytska stayed in Lviv, among the leadership of ANUM
emerged the idea to organize a course in artistic enamel, and to invite
Dolnytska as the instructor. She gladly agreed, but due to organizational
difficulties in preparing such a course it was not possible to start it before
1937. The course was held from February 1 to March 14, 1937, in the
premises of the Industrial Museum of Lviv. About 60 persons took this
course, including 20 Ukrainians (among them Y. Muzyka, M. Butovych,
M. Osinchuk, several young artists, and two monks from the monastery
at Univ). The rest were Polish and Jewish artists. The participants spent
the whole day in the workshop, and their enthusiasm for the new technique
was boundless. At the end of the course an exhibition of the works of the
students was held—in all 111 items. For comparison, the collection of
enamels of the Industrial Museum was also exhibited—enamels from By-
zantium, China, Japan, Italy, and France, some from as far back as the
11th century— a total of 100 items. A special commission, sent from War-
saw by the Ministry of Education especially to view this exhibition, gave
high marks to the works of the students.

The Year 1938, War, Occupation

With the inclusion of Austria into the Third Reich, the National-Socialist
Party put the whole cultural life of the country under control. An artist
who did not produce, and did not show his works at the official exhibitions,
could find himself in a factory as a laborer. The newly created ‘‘Associa-
tion of Women Artists” invited Dolnytska to become a member, in order
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to enrich their exhibitions with works in artistic enamel. The Association
held two exhibitions each year. At the first exhibition Dolnytska had a
separate large showcase containing many works, and she received the per-
sonal thanks of the Mayor.

In addition to the annual exhibition of the Association, Dolnytska
also participated in the “Christmas Exhibitions” of the ‘“New Gallery”.
The works exhibited in December, 1939, caused so many favourable press
comments that some reporters, wishing to meet the artist, visited her work-
shop. The reporters were fascinated by the difficult and exacting work in
enamel, and tried to describe in detail the work of our painter. “Die Wiener
Biihne” of May 17th, 1940 gave its article the title ““The Witches’ Kitchen”,
and for a long time afterwards the Viennese press used this nickname.
The following Viennese publications carried extensive information about
the creativity of Dolnytska: ‘“Die Pause” of December 10th, 1939, ‘““Rund-
post” of December 16th, 1939, and *Volkszeitung” of May 25th, 1940.
The critics stated unanimously that the painter had not only revived an
old artistic technique, but had, through her works, given enamelling novel-
ty—a new attractiveness. They also mentioned that the Ukrainian painter
used as her point of departure the Byzantine style, and that there were
echos of it in her religious works.

In April, 1941, on the occasion of the next exhibition of the Association
of Women Artists the pages of the press again were full of Dolnytska’s
name. The experts acknowledged the excellence of her composition, and
the astonishing harmony of her colors. Along with this they expressed their
regrets that so few artists chose to work in enamel.

After the outbreak of the German-Russian war in 1941 artistic life in
Vienna began to deteriorate. Ignoring the complicated living conditions,
Dolnytska isolated herself from the world, shut herself off in her workshop,
on her quiet street, and created new miniatures. At the collective exhibi-
tions that took place only sporadically, her new works continued to appear—
e.g. at the Christmas Exhibition 1943 and the exhibition of the Association
of Women Artists in the spring of 1944.

Fall of 1944: In the sky appear more and more frequently the squad-
rons of allied bombers that ruin the city and make normal life impossible.
In the first days of April, 1945, the Red Army conquers Vienna. This marks
the beginning of the dismal years of occupation, and connected with it the
arrests of outstanding Ukrainians who could not, or would not leave Vienna.
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At that time it was hardly ever possible for the artist to get to her work-
shop, and although she hardly did any enameling, she did not interrupt
her artistic creativity. Now she drew pencil and pastel portraits, and re-
searched encaustic, in which she had been interested before. Prior to the
war, when she visited Italy, she saw in Pompeii tools for encaustic paint-
ing and made copies of these tools. Now she tried to divine the secret of
this ancient technique of painting with wax. Even though in recent times
many artists had worked at the solution of this technique, nobody had been
able to solve its riddle. It was known that for encaustic Punic wax was
used. This was attested to by the Roman writer Pliny, but his information
did not provide a solution, because painting with this wax did not give
the desired results. Only Dolnytska was able to fathom the secret: It is
necessary to mix the Punic wax with sea water. She announced this solution
to the art world, and in 1949 this was noted in a separate article in a New
York publication. *

Dolnytska proved herself particularly inventive as far as techniques
of enameling were concerned. Here she had a whole series of inventions,
and some of them were even patented. Among them is the method of enam-
eling on wire mesh, and her own method of separating colors without the
use of metal wires.

In 1946 the School for Arts and Crafts for a second time offered
Dolnytska a professor’s chair. The president of the School, Fellerer, came
himself to her workshop, viewed her work, and personally made her the
proposal to assume the chair for artistic enamel. However, Dolnytska de-
clined, preferring to remain a free-lance artist.

The most difficult period in the life of Dolnytska were the years 1952
to 1955, when, since the Soviet police were searching for her, she was forced
to go into hiding. In 1953 her father died, having attained the age of 100
years. In the winter of 1954-195S she suffered a coronary infarct. This ill-
ness forced her to remain bedridden for a long time, and then followed a
lengthy time of recuperation.

In Liberated Vienna

After the ending of the occupation of Austria, in May, 19SS, the artist slow-
ly regained her health and achieved a well deserved peace-of-mind. Now
that access to her workshop was again free, she returned to her beloved
enameling. Again she began spending whole days in the quiet of her work-

*Frances Pratt and Becca Fizil, “Encaustic Materials and Methods’’, New York, 1949.
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shop, at the fire of her kiln. New works began to appear, in a somewhat
modernized form, and to find their way to exhibitions.

The first major post-war exhibition in Vienna was the International
Exhibition of Christian Art which took place in 1957. In it participated
outstanding artists from France (Rouault, Manessier), Belgium, the Nether-
lands, Italy, Germany, Spain, and the USA. There, Dolnytska exhibited
four enamels. In 1958 she again had four enamels at a similar exhibition.
Two of these works were purchased by the Austrian Ministry of Education
(“Madonna” and ‘“Manger’’). At a later date, the same ministry also pur-
chased the enamel ‘“Christ’s Dream in a Boat’’.

The contact with the Ukrainian society abroad that had been severed
by the war re-established itself after the withdrawal of the Soviet army from
Vienna. The American daily ‘““Svoboda’ carried in January, 1956 a notice
about the artist, and the weekly ‘“Shliakh Peremohy’” of September 23,
1956 printed an article about Dolnytska together with a photograph of
the artist and three reproductions of her works. Dr. Aristid Wirsta ordered
in 1967 “Hutsuls” and ‘“Madonna’”, the Rev. Pylypets from the United
States ordered a large chalice with 22 enameled medallions (1958), and
the Rev. Gavlich also ordered a similar chalice (1959). The journal “Wo-
men’s World” (March, 1959) published a report by Olha Voytsenko under
the title ‘““Enamelist Who Can Not Live Without Fire”.

In 1960, at the annual exhibition of the Association of Women Artists
in Vienna, she exhibited for the first time her enamels that were made not
on a metal plate, but on wire mesh. This innovation caused a sensation.

Dolnytska presented herself to the Ukrainian public at the joint “Ex-
hibition of Three” (Dolnytska, Kruk, Borachok) which took place in New
York in 1961, and to which she sent 15 works.

In the year 1968, due to ill health, Dolnytska ceased her work in
enamel. Her last work was a memorial tablet of the Academic Association
“Sitch” for the Ukrainian Church of St. Barbara in Vienna. It is a rather
unusual coincidence that both her first work—an oil painting of St. Barbara
(1916), and her last—the memorial tablet with Archangel Michael, are
to be found in the Ukrainian Church in Vienna!

Beginning with the year 1970 she had to be under continuous doctor’s
care, suffering from a blood circulation disorder, and in April 1972 this
caused partial paralysis of the right half of her body. After several months
of treatment in the hospital, she recovered somewhat and returned to her
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home. Any further artistic creativity was out of the question, and this op-
pressed her greatly.

Dolnytska spent the last months of her life reading history and mem-
oirs. She continued her interest in the Ukrainian community, and, fore-
seeing the approaching end, made her testament.

On October 27, 1974, having received the Holy Sacrament, she died
in her home, refusing to go to the hospital for treatment of pneumonia.
A large number of friends both Ukrainian and Austrian, accompanied her
remains on November 4th to the Viennese cemetery, where the Rev.
Dzerovytch conducted the burial service.

The Personality of the Artist

She was of short, rather than intermediate height. Of well proportioned
build, she appeared to be strong and healthy, full of energy. Her head was
round, her eyes, also round, were large, grey, very lively, and saw every-
thing. Sometimes they were full of reveries. Her hairdo was simple, and the
dark, short hair covered the forehead down to the eyebrows. Her hands
were large, yet beautiful, with long fingers. Due to her short stature she
had been rejected by the theater in Lviv; her first aspiration in youth had
been to become an actress.

Her temperament was lively and active. She loved company; being
gay and witty, she related interesting events and anecdotes. In addition
to pictorial art, she loved music, particularly opera. The arias of Verdi
had a stimulating effect on her. When she felt low or was tired, it was
enough for her to listen to the singer Protti in the aria of Iago in order
to regain her strength and self-confidence. In addition to opera, she was
also very fond of Ukrainian church music. She was also fond of poetry,
particularly lyrical poetry.

Her attitude towards other artists was one of respect, and she evaluated
their creations in an objective manner. She was capable of enthusiasm for

the great masters, and never showed the least bit of envy for the success
of her colleagues.

About her own work she talked only reluctantly, and applied to her-
self very high standards. In one of her letters she wrote: *“...due to its char-
acter and style, enameling is the work of a hermit-monk. Like a hermit,
I have been spending 12 hours daily, working on some problems of enam-
eling, which are infinite (you could live 300 years and still not solve them
all), and therefore any outside interference, like fame, or the press, have
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only bothered and irritated me, and I have the unpleasant feeling that to
publicise something that is in a stage of development and flux, with the
end not yet in sight, makes no sense at all.”

This modesty was often to her disadvantage, because critics and jour-
nalists who turned to her for information or photographs of her works were
usually unable to get anything, unless they were really insistent, or else
they had to be satisfied with a few hints about her life as a student, and a
few photographs of her most recent works.

When before World War II her artist-friends in Lviv wanted to pub-
lish a monograph about her, and asked her to write a short outline of her
life, as well as something about her work, she replied *If the newspaper
‘Dilo’ will print my obituary, this will be enough for me.” Together with
this modesty went her ignorance of financial matters, and her lack or in-
terest in things material, which was even reflected in the prices of her
works. In spite of the fact that she knew very well that at that time there
was hardly anyone who was creating similar works in artistic enamel, she
based the prices of her works on the amount of time it took her to make
them.

Dolnytska did all her work most conscientiously, using the best pos-
sible materials, and trying to make her work technically perfect. If she
did not like something, she started it all over, until the desired result was
achieved. She worked long and hard. When she started a work, or some-
times several simultaneously, she worked 12 to 14 hours daily without let-up,
until the work was finished. Such physical exertion brought her to the
point of exhaustion. All she needed after that, however, was two or three
days of complete rest, or a good concert, or a visit with friends in the coun-
try. After that, the artist was able to start creating again, since her body
was of unusual strength and endurance, since she liked to work, and since
she was of great perseverance.

Before starting a new work, she prepared herself meticulously for the
planned subject matter. For example, while working on the icons of the
Evangelists, she read all four Gospels in order to get the feeling of the style
of each evangelist, and to try to re-create from the style the character of the
author. In her work she was very systematical, her process of creation was
well organized. For example, all her enamel colors had their own symbols
and names. Enamel work is extremely demanding, particularly cloisonné,
where the creation of the design by means of thin wires requires great
skill, sure hands, great patience, and self-control. Also during the firing
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at high temperatures (sometimes up to 900 degrees Celsius) it is neces-
sary to have great physical endurance, as well as will power, to complete the
started work with equal care throughout. Some enamels have to be fired
several times, and it is necessary to possess a good consciousness of time,
since it is possible that a few minutes can determine the success of the work.

Dolnytska had still another quality, one that is rare among artists,
namely punctuality. Not only did she reply to all letters on time, but she
always delivered works that had been ordered at the time agreed upon. This
need to be punctual actually at times hindered her in her work, since she
tended to become restless, fretting until the work was delivered, always
fearing some complications, either during the firing, or during the shipping
of the work.

The artist led a simple life. She had a roomy, quiet apartment, that
was always neat and clean. The only adornment of the dwelling was her
select library, and a few souvenirs from Ukraine. On the walls there were a
few family portraits, and an engraving of Napoleon, but none of her paint-
ings or drawings. She never had in her possession more than just a few of
her enamels, since all of them very soon after completion found a buyer.
Besides, any ‘“‘mass production” of enamel is simply impossible. Only an
album of photographs gave a visitor some idea of the many years of cre-
ative work of the artist, but even this picture was incomplete. There were
many works of which she had no photographs at all.

Not even one of her enamels carries her signature, and only a part of
them is marked with her initials, “M.D.” or “M.S.D.”’, or in the Ukrainian
alphabet, “M.I1.” or “M.C.[1.”. Not a single work is dated.

While preparing this publication it has been possible to determine
the approximate dates of some works—mostly through reproductions that
were published in magazines, or on the basis of some dated photographs.
It was possible to find out about the time of the creation of some other
enamels through such clues as letters of the artist, some drafts that have
remained, and from listings of exhibited works. Almost a score of enamels
can be dated with accuracy, but in some other cases it is impossible to ob-
tain even the approximate period in which they belong.

The absence of the artist’s signature makes it extremely difficult to
trace her works, to find out where they are. It is a great pity that Dolnytska
did not photograph all her works. Today, it is sometimes impossible to
obtain photographs of her works even from known collectors. For this rea-
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son, this mongraph is far from being representative of the many enamels
of Dolnytska, but represents only what is available.
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GLOSSARY OF UKRAINIAN NAMES

Note: The Ukrainian language has its own alphabet that belongs to the
group of Cyrillic alphabets. A transliteration into the “Latin” alphabet
which tries to provide the correct sound will vary, depending on the
language, and a transliteration into English will therefore be different from
one into Polish, German, or French. Since the names of the Ukrainians
living abroad are spelled according to any one of many possible transliter-
ations, the names mentioned in the text are spelled uniformly, according to
the transliteration used in “Ukraine, a Concise Encyclopedia” published by
the University of Toronto Press. Where a person is or has been known
under a different spelling, because the name was transliterated into a
language other than English, this spelling is shown in parentheses.

The vowels in the Ukrainian names are pronounced approximately
as follows:

a as in father or opera
as in never
as “ee” in meet
as the first “0” in robot
as ”00” in boot
as in Plymouth

< £ 0 & o

There are also two special combinations of letters. Here is their approx-
imate pronounciation:
kh as “ch” in Bach

66 99

zh  as the second “g” in garage.

Basar4b, Olha, nee Levytska (Lewycka), 1890-1924. Political activist of
the Ukrainian independence movement during and immediately fol-
lowing WW 1. Died as the result of torture during interrogation in
a Polish prison.

Boichtik, Mykhdilo, (Bojczuk), 1882-1939. Painter, founded new school
of fresco painting based on Byzantine style that was called School of
the Monumentalists, or simply Boichukists.
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Borachdék, Severyn (Boraczok), 1898-1975. Painter (expressionist).

Butéwych, Mykéla (Butowycz), 1895-1961. Graphic artist and paint-
er.

Chykalénko, Eugene (Czykalenko), 1861-1929. Publisher prior to,
during, and after WW I, both in Ukraine and abroad.

“Dilé”—“The Deed”, the oldest and most prestigious Ukrainian daily
newspaper, published in Lviv from 1880 until Soviet occupation of
Lviv in 1939.

Dolnytska, Maria Sophia (Dolnicka). The Polish spelling of her name
was used in Austria, as well as during her stay in the United States.

Dolnytsky, Anton (Dolnicki), 1853-1953. Writer, member of the
Supreme Court of Austria in Vienna. Father of Maria Dolnytska.

Frankd, Ivan, 1856-1916. The most significant of West Ukrainian
writers of the 19th century.

Hordynsky, Sviatosldv (Hordynskyj), b. 1906. Painter, graphic artist,
poet, and literary critic. Lives in U. S. A.

Hitsuls (Huculs), the “Highlanders” of the Ukraine, live in the eastern-
most part of the Ukrainian Carpathian Mountains. Known for their
lively folk music and folk dances, as well as their colorful traditional
costumes.

Ivanéts, Ivan (Ivanec), 1893-1946. Graphic artist and painter.

Kholédnyi, Peter, Sr., 1876-1930. Painter, created his own neo-Byzant-
ine style different from Boichuk’s.

Kholédnyi, Peter, Jr.,, b. 1902. Painter, lives abroad.

Kovzhtn, Paul (Kowzun), 1896-1939. Graphic artist and painter, lived
in Lviv after WW L.

Kruk, Gregor, b. 1911. Sculptor, lives in Munich, Germany.

Kultchytska, Olena (Kulczycka), 1877-1967. Graphic artist and paint-
er, based her creations on folk art.

Lviv (Lemberg, Lwow, Lvov) capital city of West Ukraine.

Mazépa, Halyna, b. 1910. Painter and graphic artist, lives in Venezuela.

Muzyka, Yarosldva, 1896-1973. Graphic artist and painter.

“Mystétstvo”—“Art”, illustrated quarterly, official organ of the Associa-
tion of Independent Ukrainian Artists (ANUM), published in Lviv
1932-1936.

“Nazustrich“—*“Encounter”, illustrated literary and art magazine, semi-
monthly, published in Lviv 1934-1939.
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Novakivsky, Alexander (Nowakiwskyj), 1872-1935. Painter, went
from impressionism to symbolic expressionalism. Founder of an art
school in West Ukraine.

Novosélsky, George‘(Nowosielski, Jerzy), b. 1923. Painter, professor at
the Academy of Art in Krakov. Lives in Poland.

Okunévska, Olha (Okuniewska), painter-enamelist.

Okunévsky, Yarosldv (Okuniewski), 1860-1929. Physician-Admiral in
the Imperial Austrian Navy. During the existence of the West Ukrain-
ian National Republic he was the organizer and head of the Ukrainian
Sanitary Mission in Vienna. Father of Olha Okunevska.

Oles, Alexander, pseudonym of Alexander Kandyba, 1878-1944. Poet,
playwright, editor of a literary journal.

Osinchik, Mykhd4ilo (Osinczuk),, 1890-1969. Painter (icons) Lived in
Lviv.

Petrushévych, Evhén (Petruszewycz), 1863-1940. President of West
Ukrainian National Republic (ZUNR). In exile in Vienna in 1920s.

Sheptytsky, Andrew (Szeptycki), 1865-1944, Archbishop of Lviv and
Metropolitan of the Ukrainian Catholic Church from 1900 until his
death.

Shevchénko, Tards, 1814-1861. The most outstanding poet of Ukraine,
credited with having started the national renaissance of Ukraine.

“Shlidkh Peremdéhy”—“Pathway to Victory”, nationalist weekly,
published in Munich since 1954.

Siryi, George, also Tyshchénko-Siryi, 1880-1953. Publisher, drama
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