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MMCTEIITBO JIEOHIJIA IIEPOEITLKOTO

Cesarocnas 'opauHcbKMiz

YKpamcsRomy MHCTeLTBY B HaioMy 20-oMy cTopiuyi pimiyde He
TIOLLIACTHIIO. I mig yac 06ox cBiTOBHX BO€H, 1 B HIOM MHMpPHI YacH Mix
HHUMH 1 micJIA HUX, 3 OJHAKOBOIO 3ALMICTIO MIIUIO IOJIOBAHHA He JIMIle
Ha caMy YKpaiHCBbKY JIOOMHY, ajle ¥ Ha ycl BHABH 11 JyXOBOI
TBOPYOCTH, B TOMY ¥ MHcTeUuTBO. K 6M XTOCH CLOrO/IHI, BiKe HealeKO
KIHIIA HAIOro CTOpiydYs, CXOTIB BHAATH MoHorpadii HaHBH-
NATHIMIMX MAaMCTPIiB YKPaiHCHBKOIO MHMCTELTBA, MIANBHHUX Yy TIH
nobi, Takux, Hanpukaaa, sk Onexca Hosakischkmii, IOpiit Hap6byr,
Muxaiino Boituyk, ITerpo Xonoauuii-crapiumii, Avatons Ilerpunbkuii
Ta L0l IUIeAIH 1HIIIMX BU3HAYHHX MHMCTIIIB, HI B OJHOMY BHIIQIKy He
Mir 64 ckJacTH 1icHol MoHorpadii KoKHOro 3 HuX, 60 TBopH ix Gynm
Maike HUICTI0O a0 YAaCTHHHO 3HHUIIEH] PI3HUMH 3aBOMOBHMKaAMH
yKpaiHCbKHUX 3emesib. IIpeTekcTH st 3HMILEHHSA TBOPIB MMCTELTBA
MOKHA OyJI0O KOKHOYACHO 3HAUTH — 1€ Mir OyTH iHIUMIA norisa Ha
AKICh ICTOPHYHI YM KyJbTYpPHI mnoAii, MOPTpPeTH HEMHJIMX NaHOMY
peskuMoBl 0cif, He TIIBKHM Cy4YacHHMX, ajle M 3-1mepeji OJHOIrO-BOX
cTropiy, pemiriiHi TeMu i Tako TemMH 1o0yToBi, B sAKHX O6ynu
300pakeHHA TpajMIIMHUX HApOAHMX 3BH4YaiB YkpaiHu. Oxpemy
rpyny CKJajajy TBOPH MHCTLIB IPOCKpHOOBaHMX, 0COOIMBO THX, 1110,
He 6a’kaloyuM KHUTH IiJ AMKTATOPCHKHM PEKHMOM, BOJILJIM IIOJATHCH B
KpaiHu BisbHOro city. TyT He moiameHo HaBITH IXHIX MOPTPETiB
HalioHasbHOro noeta Ykpainu Tapaca IlleByenka, 3a cBoi coLisibHI
MOTHBH BH3HABAHOIO TeX Y KOMYHICTHYHOMY CBIiTi, — BiKe IIicJas
octaHHbOI BiiHH y JIbBiBCchbKOMY My3ei YKpalHCBKOrO MHCTELTBA
3HHMILEHO #Oro BHCOKOMHCTELbKI mnoprpeTH poborn Mmukonu
AzoBcekoro i ckymbntypy Apxunenka «lllepyenko Ha s3acnauni». B
Kuesi 31 150 oniiiHMX i akBapeJbHHX MOPTPETIB JIAYIB yKpaiHCbKOI
KyabTypu poborn Amnarons Ilerpuubkoro, TBopM sAkoro 6ynu
BH3HABaHI 3a HaWKpaill B COBETCHKOMY IaBiJIbHOHI BeHeliiChKOl
«BeHHane», sanuuIMIOCa He Oiblle SAIK AECATOK aKBapelb, 3HHILEHO
HAaBITh HOI0 3HAMEHHTHH MOPTPeT HAWBU3HAYHIIIIONO TOAI PEXHUMHOI0
noera IlaBna TuuuaM, Bce 3a «HaioHaMicTHYHMEH dopMmaiaM» y 1061
€IMHO J03BOJIEHOrO CoLpeasiamMy. 3 yChOro 3aJIMIIMIIOCH TLILKH TPOXH
KYPHAJIBHUX PeNpoAyKIIH.

He munyna nopni6bua nons i TBopuoctH Jleoniza Ilepdenmpxoro,
AKOMY IIpMCBAYeHa I MoHorpadis. B mosoal cBoi poxkn BiH OyB
BOsIKOM apMii YkpaiHcekoi Haponroi Pecriy6uiku i1 micis BiHiHH BiH
3MaJIIOBAB y LUIMX CepisixX OMHHUX Ta aKBapeJbHHX KapTHH Ppi3HI
erni30H ICTOPHYHHX MOii, CIiByYACHHKOM fAKHX BiH OyB. Ymumano
Moro TBOpiB 3amuMmumioca y JIbBoBi, SKHH micas riTJiepiBCBKO-
CTAJIIHCBKOTO TMakTy nepeioB mia Baaay Cramina. Toal 3HHIEeHO
yumajio TBopiB Ilepdenskoro, o OynH y JbBIBCBKHX My3efiX 1 y
BuaaBHUNTBI «JliTonuc YepBonoi Kammuu», xypHam kombaTaHTIB
BusBosbaux 3marans 1917-21 pp. IIpore Mmmcrems, Axkuii micias

4. Canvybyps, Onin, 33x43 cm., 1953.
4. Salzburg. Oil, 33x43 cm., 1953.
4. Salzbourg. Huile, 33x43 cm., 1953.



sakiHueHHs cryaid y KpakiBcekili akagemii mucrentB 1925 poky
nepeHicca no Ilapuxka, 30epir yuMaJio CBOiX TBOPIB Yy TaMOIIHHBOMY
YxpailHCbKOMY Myae'l' a Takok IHIIMHA yKpaiHcbKuid myseil y Ilpasi
MaB HeMaJy 361p1cy H0ro TBOpIB.

A Bce x i TyT He momacruno. Ilix cam KiHeup BiilHM My3eii y
IIpasi sHUIIMIA YaCTHUHHO ANIAHTCHKA JIETYHCbKa Oomba, a Te 110
30eperJiocsi, 3ab6pasy YechbKi KomyHicTH i mepeaasu Mocksi. 3a BciMm i
CJIii 3aruHyB. H_[onc,uo My3el0 IIapHU3BKOro, TO Horo IJricTiO
CKOH(QiCKyBanM HiMII i BUBe3IN B HEBilOMe, Jie BCi €KCIIOHATH —
iCTOPUYHI MOKYMEHTH i TBOpM MHCTELTBA — IMponaiu 6e3 ciuigy. A
tam 6yno monanm 40 kaprun Ilepderbkoro, skuii 6yB y Tomy Mmys3el
MHCTELLKUM KycTocoM. CaMoro sk MHUCTIISI BUBE3EHO B POJIi arpapHOro
pobiTHuka no Himeuyuumnu. Bce sk «Ykpaincbkomy BupmaBHUIITBY» Yy
JIbBOBI Bpanocsa BUTArTH MUCTIA 3 Himewuunu mo JIsBoBa B poii
lLmoctpaTopa. BiH i cmpaBai JaB Toal HUBKY LIKABUX 1 aKTyaJbHUX
pUCYHKIB ansa micauyHuka «Hamii gui», ane ykpaiHchKa mpeca ITif
HaIIAOOM reuirano Oyja 3abimHa 3a06e3nmeYuTH MHUCTIIEBI IIPOMKUTOK,
TOX BIiH MeEepeHuIoB N0 YKpaiHChKOI MHUCTELBKO] IIIKOJIU BUKJIAAATH B
Hil PUCYHOK.

Hloitno mo Bi#HI Bpanoca Ilepdeuskomy TIepeHecTHes  Jo
MOHTpeaJIIO B Kanani, ne 3HauHA ¢paHIly3bKOl MOBH JAJIO Homy
3MOry 3B’SI3aTHUCA 3 YKpaiHChKUMK i (paHIy3bKHMH 1I€pKOBHUMU
KOJIaMH 1 BIiaTUCH PeJIiriiHOMY MaJsApCTBY.

Orak us MoHorpadis, fKy Aicrae y CBOI PyKH 4uTad, Jae cnp06y
OXOMHUTH LIJy TBOPYICTH MHUCTIHA, aje, CHIIOKI 06CTaBHH, JIesiKi
BaKJIUB1 MEPIOAU HOro TBOPYOCTH, OCOOIMBO KPAKIBCHKUN- JIbBIBCBKUM
i mapusbkuii, 3 OpaKy JaHUX MATEPisJiB 300paxeHl He Tak IOBHO, AK
nporo BuMmaraja 0 HopmanabHa MoHorpadis. OcobsuBo naeTbcs
BiluyTH Opak TBOPIB PaHHBOTO JBBIBCHKOrO MEPIOAYy, A0 SKOTO
HaJIeXaaId TBOpH OaTajicTU4YHI, MO3HAYEHI EKCIIPeCciOHiCTUYHOI0
IWHAMIiKOI, 1 30KpeMa 30BCiM Opakye He3BHUYAHHO I[IKABHUX TBOPIB
rnepiony Iapu3bKOro, CIHOBHEHHX (OPMAJbHUMH eJIeMeHTaMH
MOJEPHICTHYHUX IIYKaHb TOro 4acy. Ilei mapussKuii repioy HAILOro
MHCTIA 6yB nyxe mikaBuii. Bin y Hapmm CTYIiI0BaB Y MHUCTEIbKIN
mkoni AHupe JIpora, sikuii, Ko pedi, ABiui 6paB y4acTh y BUCTaBKax
Cy4acHOr0 MHCTeI[TBA B YRpamcmcomy HalllOHAJIbHOMY MYy3el y
JIbBOBi, gAe BiH TMOKasyBaB CBOI OJHCKy4i KyOiCTUYHI KapTWHH,
MOB’A3aHI THIIOBO POMAaHCHKOW Jiorikow ¢opm. A 1#a Jjorika JIsora
6yna 6an3bKa YKpaiHCBKOMY MUCTELTBY, [ieé PUTMIYHA rapMoHis ¢popM
Oyla 1 € TOJOBHOIO METOI TBOPYOro BHUABY. B Tomy mnepioxi
MHUCTEbKUX InyKaHb Ilepdenpkuil BHCTAaBIAB CBOI TBOPH B
npecruskeBomy CanboHi Tioinbpi Ta B mpuBaTHUX rasepiax. 1931 poky
aBTop uMX psaakiB npusis 3 [lapwxa no JIsBoBa Ha Ilepury BucTaBKy
AHYM (Acomisilis HesaJleKHHUX YKPAlHCBKUX MHCTI[IB) HU3KY
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HeBesuKux TBOpiB Ilikacco, [epena, lllarana, Moninesani, CeBepiHi i
iH. TapWKaH Ta TBOPH HAWBHUAATHIIIUX YKPAlHCBKUX MHUCTIIIB
TopimHboro [lapmwxa — I'puinenka, lnymenka, Annpierka, Xmemoka
i IHIIMX, 8 MK HAMH 1 cepe/iHbOI BeauunHu Kaprudy Ilepgerpkoro
«Ma'rpoc» s kapTuHaA, BUTPpUMaHA B r'aMi SCHO i TeMHO CHHiX 0aps,
HaJjleKajla OO0 HaWKpalluX Ha BHCTaBII 1 3BepTaja 3arajbHy yBary.
He 3apmoBonsana BoHaA TibKHM THX, A Koro Ilepdenskuit maB OyTH
3aB¥KAY TUIBKU 6aTaicTOM, MAHCTPOM 300pasKeHHS KOHEH B CKarkeH1H
araili KiHHOTH...

TBopHu 3 1i€l HE3BHYANHO I[IKABOI IMApU3bKOI J00M MHCTIS He
30eperaucad, HaM He BAAJOCS 3HAWTH Hi OXHOro 3paska Oomail muas
penpoaykuii. BoHu mpomasmum wacTMHHO B mNapusbKoMy My3ei, a
YacTHHHO MiJ dYac nOpuMmycoBoro Bwisay wMuctusa 3 Ilapmxka npo
Himeuyunnn. Konmn mucrens npuixas 3BiaTu no JIbBoBa, BiH ysaraui
HISIKMX CBOIX TBOpPiB He MaB, yce 3aJIMIITMIIOCS Hamponare.

Orak saapo PenpoayKIii i€l MoHorpadii TBOpATH HOro akBapeJi
i3 306paxceHHaMn pisHHX emmizoaiB n06u BusBosbHOI 60pOTHOM, KO
TO 4YEPBOHI 1 GiIorBapaiicbKi apmii, X04 i BOpoxki cobi, HalBaMKHIIITUM
CBOIM 3aBJAHHAM yBalKajdd 3HUIIEHHS MOJIOAOI YKpaiHCHKOI
HemokpaTtuunoil Pecniy6siku. Boporsba Gysna HepiBHaA, 3 04HOTO GOKY
Oy M BHUILIKOJIEHI 1€ I[apChKUMM reHepajlaMHd MOCKOBCBKOI apwmii, 3
Apyroro — MoJoAi apmil YKpaiHu, CcKIafieHi 3 R00poBOJIBYMX
dopmamiii KOJUWINHIX PpOCIHCHKMX Ta aBCTPIMCBKUX apmiH, 1
4YHUCJIIeHHUX, ajle He 3aBKAM 3JUCHUILIIHOBAHUX MOBCTAHCBKUX
BIAATIB, 110 YacTO BeJM BOEHHI akKIlii HA BJACHY PyKy. 3axigHi
aJisHTH, SKI MpISJIM PO BiApPOJKEeHHA CTapol HAPCHKOI imIepii,
obcaguiu cBOIMH BilickkaMu ((ppaHily3aMH i rpeKaMu) YOpHOMOPCHKI
opTH 1 PAaKTUYHO 3aMKHYJIM ¥ KpalHi JOCTaBH 3aKyIUIeHOI Ha 3axofi
amyHinii 1 menukamenrtiB. lle moBeso n0 Toro, 110 YKpaiHChKI apmil
3HAWIIINCA OTOYEHI 3 yCiX OOKIB y T. 3B. «<4OTUPOKYTHUKY CMEPTH», ie
ix pobuBana emigemis Tudy. Orak HUKI 30epeskeHHX MAJOHKIB
Ilepderibkoro 3 Toro mepiosy CJIYIIHO TBOPHUTH II€HTPAJIbHY YaCTUHY
moHorpadii. Hesanexno Bif iX JOKyMeHTaJbHO-1ICTOPUYHOI BapTOCTH,
BOHHU IMO3HAUEHi CIpaBKHIM TBOPYHUM IIATOCOM 1 JpaMaTH3MOM Ti€l
aBTEHTUYHOCTH, IO 11 MOXeE€ JaTH TiJbKH TIJIHOOKA BHYTPIIIHS
HaIlpyra CBiiKa MepeKUuTUX ITOMiMN.

Kynu ismmM tunom € mamoHKHU Ilepdenskoro 3 dacy, Kou BiH
miJ KiHellb OCTAHHLOI BiWHM OyB MajsgpeM-KOPECIIOHIEHTOM
yKpalHCcbKOl auBi3il «['ajuuuHa», CTBOpEHOI HIMISAMH 3 1AeHHOI
yKpaiHCBhKOI MOJIOAI, siKa 3a BCAKY LIIHy 3Marajna IO Toro, mob yxe
3apUCOBaHUU KiHelp BiliHM He 3acraB 11 6e330poiiHow. B ocranHix
MicAIAX BIHHU YaCTHHH Ti€l AUBi3il 3HAWIILIKCA B JONIIIHIH ABCTpii,
e BOHM MicJsi po3Bajly HiMernbkoro Paiixy mepeiniuim 3i 36poeio mo
OpuTaHChKOI apMmii, Oyiu TamMm 00€30pO€EHi 1, MiCaA YCAKUX TUMYaCOBHUX
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Ta60plB 6me nepeBeseHi 1o AHruii. Ane Ilepgenpskoro Tam yske He
OyJ10, BiH IicJIA KOPOTKOTO Nepe0yBaHHA B JlaBaxX MApTH3aH, AKUX BiH
TakoK 3adiKCyBaB CBOIMH MAaJIOHKaMH, J00uBcA 10 Tabopis
nepeMmilieHux oci6 B ABcTpii, 3BiAKH 3rojom IepeixaB ao Kauamgw.
Mauonku [lepdenskoro 3 Toro mepiogy Hasaraj OiJblI cTaTH4YHi, 60
Oe3nocepeiHbOI yyacTu B 00€BUX AifAX BiH He OpaB.

Y cknagHuX NMOBOEHHHX eKoHoMmiuHux ymoBax 3CA i Kanaau
Ba’KKO OyJI0O MUCTIIIM BHIKHUTH 3 CAMOl BiJIbHOI TBOPYOCTH, TOM¥K HABIThH
BHJATHI aMepUKAHChbKI MHCTI[I HaMarajucs IIO€IHATH CBOE
MHCTELTBO 3 YHUMCh NPAKTHYHINIUM — II€Jarorikoi, pPeKJIAMOIo,
IPYKapCTBOM, TEKCTHJIEM, TEeXHIYHMM pHCYHKOM Toilo. IlocriiiHo
BeJIMKe 3amoTpebyBaHHA OyJ0o Ha MMCTHIB 300Ky peJiriiiHoro
MHCTELTBa, ske B HoBoMy CBiTi MPUTATHYJIO 0 cebe YMMAaJI0 MUCTIIIB
npubdysux 3 EBpornu. Mixk Humum 6yB 1 Ilepdeupkuit, Axkuil y mii
OIJIAHII MHCTEIITBA MaB yKe IIEBHUH NOCBiM, BiH 00 11ie B 20-uX poKax
y 'annyuHi BUKOHAB pi3HiI MUCTELbKI mpalli 1Jid epkoB y I'opyusky i
JlaboBi#i, mix 4ac cryxii y KpakoBi HamamoBaB obpas aada
rapHisoHHoro kKocreja B IlosHaHni, misHinle I MaHacTUpSA
Kapmernitis y I'pamy B Apcrpii, a y ®Ppanmii cmiBmpamosap 3
«['eHepaJIbHOI0 IIPOKYPOIO», FTOJIOBHOK (DipMOI0 peTiriiHOro MUCTELITBA
B Ilapwmxi. OciBiiu B MoHTpeadi, B 50-ux pokax HaHOiabIIOMYy MicCTi
Kanaau, BiH HajagHaB 3B’A3KH 3 YKPAlHCBKUMHU 1 (ppaHIy3bKHUMH
IlepKBaMHM 1 [0 KIHIA CBOTO JKUTTA IpaIioBaB y ILid AiIAHIN
MHCTEIITBA.

Mix TBOpamMu Hepcpeumcoro 3 TOr0 MOHTPEAJbCHKOIO Iepioxy
CIii 3rajaTv IepenyciM JBa HOro HacTiHHI o6pa3n B Oparopii cB.
Hocuda 3 xurra 6para AHapes, 3acHOBHHKA Tiel cBaTHHI. Jpyrum
BaXKJIMBUM TBOPOM OyJI0O PO3MAJIIOBAHHA YKPAlHCBKOl KATOJHIIbKOI
uepkBu CB. [yxa winoio cepi€io peniridHUX KOMIIO3HIIIH, OKpPEeMHX
diryp cBaTux ta 6aratoi opHameHTHKH. Ha »xanb, B aTMochepuyHUX
YyMOBax BEJMKOTO MicTa 1 3 MPHUYHHH CBOEYACHO He HaJIaJAHAHOI
BEHTWJIALII CBIxKOI OyZOBH, Ti pOSMHCH YHUMAJO IMOTEPIJIH BiJ
BorkoctH. [Ipaui Ilepdenpkoro € e B iHmux MicreBoctax KBiGeky.
He sanmyckaouunch B fKiCh CTHJIICTHYHI €KCIIEPUMEHTH, MUCTELD Y
CBOIX IIEPKOBHHX TBOpax TPHMAaBCA TPAAULIWHUX PpeaiCTUHYHUX
MeToA, 300paskeHHs, e Tpeba — 3 IMOTPiOHOK 03010 JEeKOPATUBHOIO
3By4YaHHs. A BTiM, BHUMOTH 3aMOBI[IB TaKHX TBOPIB He 3aBKAHU
MOKPUBAIOTHCA 3 OaKAHHAM YU CIIPOMOMKHOCTAMH MHCTI[IB. ABTOpP LIUX
PAAKIB, AKWA caM IpalioBaB y Lil giJdAHII, npuragye cobi, 1o
croyatky 50-ux pokiB B AMepHIl Ile BCEBJIAJHO NMAHYBaB CTUJIb,
CKJIaZeHWH 13 cum0io3M T'OTHMKH, peHecaHCy H akajeMmismy, IO,
rOJIOBHO B YKpaiHCHKHMX IIEpPKBaX, JaBaB BPaKeHHA 4YOroch YYIKOro.
Mu manu i MaemMo TyT CBOI BJIacHI Tpajuiiii, ajie BBeJeHHA IX Ha
aMEepPHKAaHCHbKOMY KOHTHHEHTI 3abpajio MiJi [AeCATWIITTA dYacy.
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Ilepderbknii 6yB CBiIOMHHA IOrO KOMILJIEKCY i, K 1le TIOKA3yI0Th HOro
npani B nepksi Cs. Ilyxa, 3 camoro mo4aTkKy HpoOyBaB CKepyBaTH
CBO€ MaJIAPCTBO B TOMY HAIIPSMKY.

IIpore, HaAWOLIBIIIMM CYTOMHCTEI[LKMM HOCATHEHHAM JleoHina
Ilepdeupkoro B [minAHIN pesiriiHOro MajasgpcTBa € cepid Horo
MPOEKTIB 0 ocTaHHBbOl KHUTru Ho6020 3anosimy — O6’ssénenus cs.
Isana Bozocnosa, 3BaHOro Anokaaincolwo, 110 Oa€ MICTUYHHH obOpas
KIHI[I CTApOro CBITYy Iepej, OCTATOYHOI IIEPEMOrOl0 XPHUCTUSHCTBA.
Mucrelib IPOPOIbKI KiHIIECBITHI MOTHBH AIIOKAJIICH IIOEAHAB 3
HYKJICADHUMH IIpobiemMamMu Haimiol A00H, AKiM 3arposkye He TIJIbKH
KiHeIlb CTapHUX IIOTaHCHKUX BipyBaHb, ajie ¥ iCHyBaHHS camol HaIloi
mwisHetd. B 24 malicTrepHUX KapTHHAX MHUCTELb 300pasHUB KOIIIMAapHI
emi30y KOCMIYHOro pyHMHyBaHHs, 1 1le HOBe 300pajkeHHA CTapoi, aje
BIYHOKMBOI TeMH HAJa€ I[MM MHUCTEIIbKHM TBOpPaM 0COOJIMBOI ITHOMHU
¥ akryaspHocTH. Ham He BizoMo, fe 1 M B3araJi MUCTELb TLUITHYBaB
BHKOHATH CBOl IIPOEKTH HAa CTIHAX SAKOICh LIEPKBU, ajle HAM BayKJIUBO
CTBEPAUTH TY BAYMJIMBICTB 1 CEpHO3HICTh 3 OOKYy MHUCTLA, 3 AKUMHU BiH
MiJIHIIOB O CBOEI TEMH, MOIUUPAIYHA MEKI pesiriiHoro MucrenTBa i
IIEPeHOCAYH AyXa CTaporo CBiTy B Hauly cydacHictb. Tomy Tex Tpeba
yBasKaTU Iedl amoKATINTUYHHHA IIUKJ APYTHM aloreeEM MHUCTELBKOI
tBopuocTH [lepdennkoro.

Ineamom kokHOro yKpaiHUs, SAKOMY HA CepLi JEXHUTh [TOJIS
YKpPalHCBKOI KyJIbTYPH, € MATH B CTOJIHUIII CBO€ET KpalHH HAIllOHAJIbHUH
My3eH, y skomy OyJu 6 306epereHi 1 MoKasaHi HAPOJOBI TBOPH YiJIbHUX
MaMcTpiB YKPalHCHKOro MUCTEITBa. B cyyacHUX ymoBax Takuil My3ei
e He MOKJIMBUH, TOMy n00pe, 1[0 YHUCJIE€HHI TBOPH MHCTLIB, SIKUM
Miclle B TAKOMy mya3et, 30epiralThcA 1Mo3a MeKaMHU YRpaum o tux
MUCTIIIB HaJeKUTh 1 JleoHin Hep(peublcnn BOIH 1 MHCTELb, IO
3acdikcyBaB CBOIO 1106y y MpaBAUBHUX 1 JKHUBHUX TBOpax, 3AIOHHX
XBUJIIOBATH JIIOACHKI AYIIIi.
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5. Xpewernnn Kuesa. lllkiy do kapmunu, akeapens.
5. Baptism of Kiev in 988. Sketch for a painting. Watercolor.
5. Le baptéme de Kiev en 988. Esquisse pour un tableau. Aquarelle.



THE ART OF LEONID PERFECKY

Sviatoslav Hordynsky

Ukrainian art in the 20th century has not achieved the level of
recognition by contemporaries that it deserves. During both world
wars and the seemingly peaceful times between and following them,
not only Ukrainians themselves but also all manifestations of their
spiritual activity, including art, were hunted down as objects of de-
struction.

Today, at the close of the 20th century anyone who might wish
to undertake the publication of monographs devoted to the most
prominent masters of Ukrainian art who were active during this
period and included such well-known names as Oleksa Novakivsky,
Jurij) Narbut, Mykhajlo Bojchuk, Petro Kholodny, Sr., and Anatol
Petrycky — would be unable to compile a complete monograph on
any one of them, for their works were either completely or partially
destroyed by various conquerors of Ukrainian lands. These con-
querors could always justify the destruction of entire museum collec-
tions because they included unwanted portraits of Ukrainian heroes
or contained certain religious and traditional themes that these con-
querors wished to eradicate.

The works of proscribed artists — especially those unwilling to
live under a dictatorial regime who preferred to set out for countries
of the free world — became a special target. Not even portraits of
Taras Shevchenko, the national poet of Ukraine — a poet recognized
in the communist world because of the social motifs in his works —
were spared destruction! Thus, the highly regarded portraits of the
artist by Mykola Azovsky, as well as Archipenko’s sculpture, “Shev-
chenko in Exile,” were destroyed in the Museum of Ukrainian Art in
the city of Lviv, right after the last war.

In Kiev, out of 150 oil and watercolour portraits of famous fi-
gures of Ukrainian culture by Anatol Petrycky (whose works were
acknowledged as the best in the Venice Biennale’s Soviet pavilion),
no more than a dozen have survived to this day. Even his magnifi-
cent portrait of the most famous poet of that time — Pavlo Tychyna,
a protege of the regime — was destroyed because he commited the
sin of “nationalist formalism” in an era when socialist realism was
the only form of art allowed. Of the entire total printed, only a few-
magazine reproductions have survived.

A similar fate befell the creative works of Leonid Perfecky, to
whom this monograph is dedicated. In his early years Perfecky was a
soldier in the army of the Ukrainian National Republic. After the
war he depicted various historical events of this period in several
series of oil and watercolor paintings. A considerable portion of his
work was in Lviv when the city fell under Soviet domination after
the Molotov-Ribbentrop Pact. The paintings, housed in the museums
of Lviv and in the collection of the historical journal “Chervona

6. Konyenmpak y Cibipy.

6. In the Siberian Concentration Camp.
6. Dans le camp de concentration
sibérien.
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Kalyna,” published by the veterans of the 1917-1920 war of libera-
tion, were almost completely destroyed. Fortunately, the artist him-
self, who had moved to Paris in 1925 after graduating from the
Cracow Academy of Fine Arts, had taken a number of his works with
him and donated them to Ukrainian museums in Paris and Prague.

Even outside the borders of Ukraine fate was not kind to Per-
fecky. At the end of the war an Allied bomb partially destroyed the
Prague museum. Whatever remained fell into the hands of Czech
communists, who transferred all the intact works of art to Moscow.
There everything disappeared. As for the museum in Paris, all of its
historical documents and works of art were confiscated by the Nazis
and moved to an unknown location. These too disappeared without a
trace.

Included in the Paris collection were some 40 paintings by Per-
fecky, who was the museum’s curator. Against his wishes the artist
himself was deported to Germany as an “agrarian worker”. “The U-
krainian Publishers” firm of Lviv managed to track him down and
have him transferred to Lviv, where he worked as an illustrator for
the monthly journal “Nashi Dni” (“Our Days”). The Ukrainian press,
however, under the wachful eye of the Gestapo, was too poor to pay
for the artist’s livelihood, and he was subsequently forced to work for
a local Ukrainian school of art where he gave instruction in drawing.

After the war Perfecky succeeded in emigrating to Montreal,
where his knowledge of French enabled him to make contacts with
French and Ukrainian church institutions and to devote himself
from then on to religious art.

While this monograph attemps to encompass all spheres of the
artist’s creative work, certain important periods of his output —
especially those of Cracow/Lviv and Paris — are not as fully rep-
resented as would be expected in such an important monograph, due
to the scarcity of certain materials. Particularly painful is the ab-
sence of works from the artist’s early Lviv period, which consisted
mainly of battle scenes noted for their expressionistic dynamics. Also
totally missing are the unusually interesting works of his Paris
period, filled with formal elements of modernistic strivings of that
time.

Perfecky’s Paris period was especially notable. While there, he
had studied painting under the tutelage of André Lhote (who, inci-
dentally, took part twice in exhibits of modern art at the Ukrainian
National Museum in Lviv, where he exhibited his brilliant paintings
of cubic art, characterized by the typically Romanesque logic of
forms).

Lhote’s logic was close to the heart of Ukrainian art, in which
the rhythmic harmony of forms always was and still remains the
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main objective of artistic expression. In that period of artistic striv-
ings Perfecky exhibited his works at the prestigious Tuileries Salon
as well as in private galleries. In 1931 the author of this essay was
fortunate to bring from Paris to Lviv a series of medium-sized works
by Picasso, Derain, Chagall, Modigliani, Severini and other Pari-
sians, as well as the works of the most prominent Ukrainian artists
in Paris of that time, such as Gritchenko, Glouchenko, Andreenko
and Khmeliuk. All were shown at the first exhibition of the Associa-
tion of Independent Ukrainian Artists (AIUA) in Lviv, among them
a mid-sized painting by Perfecky entitled “The Sailor.” This paint-
ing, executed within a range of bright and dark-blue colors, was
among the best at this exhibit and drew the attention of the general
public. It displeased only those for whom Perfecky was to remain
forever just a painter of battle scenes, a master in the depiction of
horses in furious cavalry attacks.

The works of Perfecky’s uniquely interesting Paris period did
not survive, and we failed to find a single example which could at
least have been reproduced for this monograph. They were lost par-
tially in the Paris museum (which was robbed of its contents) and
partially during the forced departure of the artist from Paris to Ger-
many. When Perfecky subsequently returned to Lviv, he no longer
had any of his works. Everything had remained behind, fated for de-
struction.

As a result, the nucleus of this monograph is his watercolours,
depicting various scenes from the time of the Ukrainian War of Lib-
eration, during which both the Red and White Russian armies, al-
though antagonistic to each other, shared as their most important
task the destruction of the young Ukrainian Democratic Republic.

The struggle was unevenly matched. On one side stood the Rus-
sian armies, still trained by the tsarist generals. Facing them,on the
other side, were the young armies of Ukraine, consisting of volunteer
formations of the former Russian and Austrian armies, as well as
numerous but not always disciplined guerilla detachments which
often undertook military operations on their own. The Western Al-
lies, whose fervent dream was the rebirth of the old tsarist empire,
occupied the Black Sea ports with French and Greek troops, and in
effect blocked supplies of ammunition and medicine bought in the
West from ever reaching the Ukrainian mainland. Consequently, the
Ukrainian armies found themselves surrounded on all sides by the
so-called “circle of death.” They were also being decimated by a
typhus epidemic.

Thus, the series of paintings by Perfecky which survive this
period deservedly form the central portion of this monograph. Apart
from their importance as historical documents, they are charac-
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terized by true creative pathos and dramatic authenticity, which can
be put on canvas only by an eyewitness who experienced deep within
his own being the impact of those events.

A totally different style of Perfecky’s creativity can be found in
his paintings that date to the end of the second world war, when he
was artist-correspondent in the Ukrainian division “Galicia.” This
division had been created by the Germans from among the ranks of
idealistic Ukrainian youth which tried to remain armed at all costs
as the war’s end became imminent. During the final months, detach-
ments of this division found themselves in the lower regions of Au-
stria, where, after the fall of the German Reich, they went over to
the British army still armed. They were disarmed by the latter and
transported to England after spending various periods of time in
temporary camps.

But Perfecky was no longer among them. After a short sojourn
in the ranks of the guerillas — whose actions he also set on canvas
— he made his way to the displaced persons’ camps of Austria, from
which he subsequently emigrated to Canada. Perfecky’s paintings of
that time generally are more static in nature because he did not take
any direct part in military activities.

In the complex postwar economic conditions in the United States
and Canada, few artists could earn a living from their creative tal-
ents alone. Even prominent American artists had to combine their
art with something more practical such as teaching, advertising,
printing, working with textiles, drafting and the like. There was a
strong demand for artists in the field of religious art, however, which
in the New World attracted quite a few artists who had arrived from
Europe. Among them was Perfecky, who already had considerable
experience in this branch of art. In the 1920s he had done various
types of work for churches in Horutsk and Labova in Galicia. Later,
during his studies in Cracow, he had done a painting for a Roman
Catholic church in Poznan and, after the First World War, for the
Roman Catholic church-fortress in Poznan, and another for the
Carmelite monastery in Graz, Austria. And in France he had worked
for the “Procurance Generale,” the main firm dealing with religious
art in Paris. After settling in Montreal, which was Canada’s largest
city in the 1950’s, he made contacts with the Ukrainian and French
clergy, working to the end of his life in the field of religious art.

Foremost among the works of Perfecky from this Montreal
period are his two full-length wall frescoes of Brother Andre, the
founder of St. Joseph’s Oratory, which hang at the entrance of the
church. His second important achievement of that period was the
embellishment of the Ukrainian Catholic Church of the Holy Ghost
with an entire series of religious paintings, including individual
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compositions of the saints. Unfortunately, in the harmful atmos-
pheric conditions of a large city and also because proper ventilation
had not been provided in the new building, these paintings have
been greatly damaged by humidity.

The works of Perfecky also are found in other localities in the
province of Quebec. Never carried away by stylistic experiments, the
artist always adhered to traditional methods of realistic depiction in
his works, adding the appropriate measure of decoration whenever
necessary.

However, the demands of customers who placed their orders for
such works of art did not always coincide with the wishes or means
of the artist. The author, who also worked in this branch of art, re-
calls that at the beginning of the 1950’s a style consisting of a sym-
biosis of Gothicism, Renaissance and Academicism still reigned su-
preme in America — which gave the impression of something totally
foreign in Ukrainian art. Within religious art we always had (and
still have) our own age-long traditions, but it took entire decades to
introduce them on the North American continent. Perfecky was very
much aware of this and from the beginning tried to steer his work in
that direction, as his paintings in the Church of the Holy Ghost tes-
tify.

Perfecky’s greatest artistic achievement in the realm of religious
art is a series of projected paintings based on the text of the last book
of the New Testament known as the Revelation of St. John the Di-
vine, or the Apocalypse, which gives a mystical depiction of the end
of the world before the final victory of Christianity. The artist com-
bined the prophetic motifs relating to the end of the world in the
Apocalypse with the nuclear problems of our era, which finds itself
not only on the threshold of the end of pagan beliefs, but also of our
very planet itself.

In 24 masterpieces, the artist depicted the nightmarish episodes
of cosmic destruction, and this new depiction of an old but eternally
alive theme imparts a special kind of depth and relevance to these
works. We do not know whether the artist had any plans of transfer-
ring these projected paintings to the walls of a specific church, but it
is important to affirm the meditation and seriousness with which he
approached his subject, expanding the limits of religious art and
transferring the spirit of the old world to our modern times. For
these reasons one must consider this apocalyptic cycle to be the sec-
ond apogee in the creativity of Leonid Perfecky.

The most fervent wish of every Ukrainian for whom the fate of
Ukrainian culture is of the utmost importance is to have a Ukrain-
ian national museum in the capital of his own country — a mu-
seum in which the works of the most prominent masters of Ukrain-
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ian art would be preserved and displayed. Under present conditions
the idea of such a museum cannot be realized; thus, it is indeed for-
tunate that countless works of Ukrainian artists which could be
housed in such a museum are being preserved outside the borders of
Ukraine. Among these artists is Leonid Perfecky, a soldier and an
artist who immortalized his own era in true and vibrant paintings
which are capable of rousing the deepest emotions within people’s
souls.

7. Cymuuka nad mopem, 1920. Pucymok.
7. Skirmish at Sea. 1920. Drawing.
7. Escarmouche en mer. 1920. Dessin.
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LEONID PERFECKY
NOTICE BIOGRAPHIQUE

La révolution russe de 1917 réveilla les peuples opprimés, qui se
lancérent dans une lutte de libération longue et ardue. En Ukraine,
la guerre de libération contre les armées Blanche et Rouge dura
jusqu’en 1920. Malgré son échec, elle suscita I’éveil du nationalisme
dans les domaines culturels et politiques. Ce sentiment national se
manifesta non seulement en Ukraine, mais aussi a ’étranger, ou
avait émigré nombre d’artistes, d’écrivains et de combattants des
luttes de libération. Parmi ces derniers se trouvait aussi le peintre
Leonid Perfecky.

Perfecky est né le 23 février 1901 a Ladyzhyntsi, dans la région
de Kiev. Il commenga ses études a I'Université de Moscou au début
de la Premiére Guerre Mondiale, mais fut trés vite mobilisé a I'école
des officiers de St-Pétersbourg. Dés le début de la révolution,
Perfecky s’engagea dans 'armée nationale ukrainienne, ou il prit la
téte d'un escadron de cavalerie. En 1920, apres que les restes des
armées ukrainiennes aient été refoulés d’Ukraine de I'Est vers la
Pologne, et désarmés, Perfecky entama sa formation artistique a
I’Académie des Beaux-Arts de Cracovie. En 1925, il se rendit a Paris,
ol il continua ses études aupres du peintre cubiste André Lhote. Les
oeuvres de Perfecky furent exposées a plusieurs reprises a Paris. 11
fut aussi conservateur du Musée Ukrainien de Paris.

Pendant la Seconde Guerre Mondiale et l'occupation de la
France par les Nazis, Perfecky fut déporté en Allemagne comme

“ouvrier agricole”. Lorsqu’il tomba malade, les autorités nazies lui
permirent de se rendre a Lviv, ou il travallla comme illustrateur
pour la presse ukrainienne et enseigna a 'Ecole des Beaux-Arts. A
la fin de la guerre, il se trouvait en Autriche. Aprés avoir passé
plusieurs années dans des camps pour personnes déplacées, il émigra
au Canada en 1951. Il est mort 2 Montréal le 25 octobre 1977.

On peut distinguer trois périodes différentes dans l'oeuvre de
Leonid Perfecky. Au début de sa carriére artistique, il peignait des
scénes de bataille, surtout celles de la guerre de libération de 1917 a
1920. Les tableaux de cette époque ont une valeur historique aussi
bien qu’artistique. Perfecky, aprés tout, a vu ces événements de ses
propres yeux. De cette période ne nous reste, malheureusement, que
quelques huiles et une cinquantaine d’aquarelles. Toutes les oeuvres
de Perfecky au musée ukrainien de Paris ont été détruites par les
Nazis, et sa collection au musée ukrainien de Prague confisquée par
les Soviétiques.

Pendant sa deuxiém période, celle de Paris, Perfecky a exposé
un grand nombre de toiles de style semi-abstrait au Salon des
Tuileries et au Musée National Ukrainien de Lviv. La plupart des
ces oeuvres ont disparu aprés la déportation de l'artiste en
Allemagne.

8. lNapmusanu. Pucynok.

8. Partisans. Drawing.
8. Partisans. Dessin.

21



La troisieme période comprend les oeuvres exécutées pour des
églises au Canada, dont ’Oratoire St-Joseph et I’église ukrainienne
du Saint-Esprit, a Montréal sont les plus fameuses. Perfecky a
également exécute une série de 24 cartons sur des thémes tirés de
I’Apocalypse, destinés peut-étre aux murs d’'une église. C’est avec
une grande maitrise que 'artiste a su évoquer la débacle du monde
paien décrite dans les Révélations de Saint Jean le Divin, laissant
présager la menace nucléaire de notre époque.

Cette monographie comprend les articles suivants: “L’art de
Leonid Perfecky”, par Sviatoslav Hordynsky (éditeur de ce volume);
“Perfecky, peintre des batailles”, par Petro Kholodny, dJr.; “Leonid
Perfecky a Paris”, un compte rendu de Sviatoslav Hordynsky de ses
entretiens avec Perfecky dans son studio & Paris en 1935, et des
extraits des lettres de Perfecky a Hordynsky. Les articles sont
rédigés en ukrainien et en anglais; les légendes des reproductions
sont également en francais.
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PEJIITTHHE MUCTEIITBO
RELIGIOUS ART
ART RELIGIEUX

9. Ceamuauuwe 6 ykpaincokili kamonruubkit yepkei ce. Jyxa 6 Monmpeani.

9. Sanctuary of the Ukrainian Catholic Church of the Holy Ghost, Montreal.

9. Sanctuaire de l'église catholique ukrainienne du Saint-Esprit a Montréal.
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10. O6pasu 3 ’eummasa 6pama Andpes, 3aCHOBHUKQA
Opamopii cs. Hocuga 6 Monmpeani. Cminonuc.

10. Scenes from the Life of Brother Andrew, Founder
of the Oratory of St. Joseph, Montreal, Mural.

10. Scénes de la vie du Frere André, fondateur de
U'Oratoire St-Joseph a Montréal. Peinture murale.



11. O6pasu 3 acummasa 6pama Andpes, 3aCHOBHUKQ
Opamopii ce. Hocugpa 6 Monmpeani. Cminonuc.

11. Scenes from the Life of Brother Andrew, Founder
of the Oratory of St. Joseph, Montreal, Mural.

11. Scénes de la vie du Frére André, fondateur de
I'Oratoire St-Joseph a Montréal. Peinture murale.
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12. Ilpumeop 6 ykpaincbkil kamoauybkil yepkei ce. J[yxa 6 Monmpeani.

12. Vestibule of the Ukrainian Catholic Church of the Holy Ghost, Montreal.

12. Narthex de Ueglise catholique ukrainienne du Saint-Esprit a Montréal.



JIEOHIJI IEP®ELIBKUH — BATAJIICT

ITerpo Xonoauwuit, moJ.

Jleonin Ilepdenpkuii HalbiabII BIIOMHH HAlLIOMY TPOMaAAHCTBY
Ak Mausp Oaranict. BaranrHe ManspcrBo 306pamye GoioBi ail, ski
BinOyBaioThca y 6esrnocepelHLOMY KOHTAKTI 3 BOPOIOM 13 CTPLISAHUHOK
Ha Onmsbkii Bigmami abo B 6oporbbi Ha wabai uu GarHeru. Take
MaJSIpCTBO B Cy4acHy NOpy Bie BTPATHJIO CBOK Ppallii0 iCHYBaHHA.
BiiiHa Temep BinOyBa€Tbcsi Maiike BHMKJIIOYHO INOMiX JiTakamw,
TaHKaMH Ta MOPCLKMMH MiABOAHUMH YM HAJBOAHHMHM CIIOPYAAMH.

He Taxk 6yno B cepeanix Bikax Ta 17-18 cr. B Toii uac maibxke
KOXHUK Mmansip O6yB oaHodacHo i 6aramicrom. Ha Ykpaiui B 17 crt.
OAHIEI0 3 BUMOT Uil KAHAMAATA HA MaicTpa MaJspcbKoro uexy 0Oyso
yMiHHA HamaJoBaTH 0b6pa3 Besukoro 6010 3 ycima ioro arpubyramm.
B 1i yacu aui Tem, aHi MaTepisily ANA CHOCTEPEKEHb HIKOMH He
6pakyBaJio. Bifinu Toai Oynu 3BMyYaiHUM ABHLLEM 1 BiaOyBaJHucHa BOHM
32 [OMOMOroKw KIHHOTM ¥ IXOTH Ta 1€ TPUMITHBHOI TOMILIHBOI
aprunepii. Ane 3 yacoM 1 3i 3miHOK0 obcraBuH OaranbHe MaJIAPCTBO
cTajso 3aHMKATH 1 Ha YkpaiHi. Manspi nodajy MajioBaTH OKpemi
THIIM KO3AKIB YM IIOPTPETH ICTOPUYHHUX TIOCTATe BiHCHKOBHKIB.
Ha#iBuparHilumm ykpaincekuM b6atanicrom 6yB Ha nepesiomi 19-20 cr.
Mukona Camokuiui. Bin 306pacyBaB BeplIHHKIB, a TeMH CBOi OpaB
yacTo 3 ko3auy4yrHH. Okpemi GaTajicTHYHI CLIEHHM MaJOBAJHM TAKOMK
iHII MHcTUi, fAK, Hanpukaaa, Kupuno YcruaHoBud, a nisHiuwe IBan
ITapanka. Ane nexTo rnepediOB HA KHAXKY ab0 KO3aLbKO-1OOGYTOBY
TeMaTHKY, a B Hallli YacH Ha iCTOPHUYHY, AK HepaBHO nomepaui [Terpo
AHppycis.

IIpote cranucs noaii, Aki BiapoauaH 106y 6aTANICTHKH B HALLIOMY
mucreursi. lle 6yna noba mawmx BusBosbHMX 3maraHb 3 4aciB Bif
1917 poky ax no kinua Jlpyroi ceiToBoi Biitau. Lle 6yna Tpariuna, ane
3axomumBa noba 3 ycima 1i CBITIMMHM ¥ TeMHMMH MOMeHTaMH. BoHa
HaaxHysna OGaratbox wmucruiB, Takux, Ak Ocun Kypunac, Ilerpo
Xononguuii-crapuuid, IOpiit Maranescekuii, Isan IBanens Ta iHuni, axi
YAaCTHHHO TPHUCBATWIMCH 3MAJIOBAHHIO 11. Ane ocoOIMBO mMepeHsBCH
Helw 11 OeanocepefiHi y4YacHHK, MOJIOMH TAJAHOBHTHH IOHAK,
nisgHinmi cnaBumii manap Jleonin [lepdenbkuii.

Poauna l'[epq:neubuoro noxoauTh 3 'anuumnHu, ane e 3a0Bro A0
Ilepiuoi cBiTOBOI BiliHHM BOHH nepeixany Ha Beauky Yxpainy. Jleonin
HapoAuBCA, 3a HOro BJAacHUM cBigdeHHAM, 23 mwotoro 1901 poky B
Jlamymxuuanax Ha Kuisuusi. Iig gac BifiHM ¥oro 6aThku MpoKHBaIU
B Kasani. Jleonin ckiHuuB Cepe/iHIo ocBity B micti Opzi 1 BCTYnuB 10
yHiBepcuTery B MockBi. Ane ioro Bigpady, fiKk 1 IHLIMX CTYJAEHTIB,
amobini3yBasu, i BiH cKiHYMB 1Koy npanopuukiB y Ilereprogi 6ins
Ilerporpany. ByBum B 3anacoBiii  vacTuHi, BiH, micas
OLIBIIOBUIIBKONO II€PeBOPOTY, BCTYNHMB J0 BiMCbKa CaMOCTIHHOI
Tarapcekoi pecny6miku. OpHoyacHo BiH Mir cTyailoBaTH B
yHiBepcuteri B Kasani. Komm 6inbumioBuibka apmis mnouana

13. I'opa -Cs. lyx- — B ouikysanni
Hacmyny.

13. Mountain of "The Holy Ghost” —
Before the Attack.

13. Mont du "Saint — Esprit” — Avant
l'Attaque.
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HaTHCKaTH Ha Tarapcbky pecny6Oaiky, Ilepdenskuii nepeixaB a0
Kuena i Big Toro uacy ciyskuB B YxpaiHcpKii apMi'l' Ak 1o 1921 poky
BiH yBech 4Yac GyB y4acHMKOM GOHOBMX Aiif. KomaHnyBaB KiHHOIO
COTHEW i, IK caM IIMIlle, CIIPOCTOBYIOUYH cjioBa reHepaina Kpara, He
MaB TOAI 4Yacy Ha «3aHOTYBaHHf» OyAb-IKMX CYTHYOK YK OOMOBHUX
emi3oiB i He MaB TOAl y CBOIH TOpOiI HABITH HOTATHHUKA ISl LILOTO.
CBo1 Haa3BUYaAKWHO JOKJAaJHI 300pakeHHA MOAiH BiH 3aBAAYYE AYXKe
rocTpiii 3o0poBiii mamM’ATI 1 HOoOpoMy 3HAHHIO aHATOMII KOHfA, HOro
IOCTIHHOro TOBApHIIIA, TA BUBYEHHI0 HA MPAKTHII BeA€HHS TOJIIIHIX
II0XOAiB Ta 00iB.

Pazom 3 Apwmieio YHP Jleonin Ilepdenskuii mepexoguts Ha
eMirpaniio i Bcrynae a0 KpakiBcbkoi Axamemii MucrenrB oo Kiascu
npod. lembiupkoro. B KpakoBi 3HaB nobpe Imosbchbkoro maJspa
Boiiniexa Koccaka, Bimomoro OaraJjicra, 1 4acTto 3aXOAHB A0 HOro
atesane. Ajle 6aTajJIbHOrO MHUCTELITBA, IK TAKOro, MOro HixTo 1 Hijge He
BYMB.

B 1925 poui Ilepdenpknii Buixkmkae no [lapmxky, sabupaioun 3
€00010, IK MaM’ATKY CBOr0 BOSILIBKOTO MHHYJIOTO, TYpelbKy HIabJio 3
YOPHOI0 BiI3HAKOI0 3aJ1i3HOI AUBi3ii.

B ITapuxi Ilepdenpkuii CTymIOBaB y MaHCTepHI Mansapa Aane
JIboTa, y KOTpPOro TakKoK CTyAilOBaJM iHIII yKpalHCbKI Manispi, fK,
Hanpukiaazn, fpocnraBa Mysuka. 3apobisgioun Ha KHUTTS CBOIM
MaJApChbKUM (paxoM Ta BHCTABJSIYH CBOI TBOPH Ha pI3HHUX
€BpOIeHCchbKUX BHCTaBKax, BiH mnpoxkuB y Ppannii ax po [pyroi
ceitoBoi BiliHH. Jlo HiMeyunHu BHIXaB NpUMycOBO fIK POOITHHEK, a
sBigTu nmo JIbBoBa, [nde mpamioBaB fAK CIiBPOOITHHK-IOCTPATOP
«YKkpaincekoro BugaBHunTBa» Ta BUKJIA4a4y PUCYHKIB B YKpalHCBHKIN
MHCTELbKIH HIKOJII.

Kosnu crBopumaces puBisia «[amuuuna», Jleonin Ilepdeunruii
3HaHWIIOBCA B 11 pAAax SIK BOEHHUH MaJiip 1 CTBOPHUB LIJIy HU3KY
MHCTELLKUX TBOPIB 3 JKUTTH 1 IPUToJ AHUBI3IHHUKIB.

Ilicna BifinM Mucreupb BHixXaB Ao KaHaau i, Xo4 MaB pigHIO y
Toponti #t Pinapenndii, BUPIIINUB KUTH MHUCTLEM-CAMITHHKOM Y
IIEPKOBHUX 3a0yayBaHHAX NpH (ppaHuys3bKiii kateapi B MoHTpeaui.
OcraHHii nepiofl CBOro KUTTA NPUCBATHB MHUCTELITBY peJIiriiHOMY.

Teopuicte Jleoniga Ilepderbkoro Tpeba posrasggaTd B TPHOX
IUIOLIMHAX: fIK MHUCTIS-0aTasicra, K LIyKadya HOBOTO MHCTEIIbKOTO
BHCJOBY mia d4ac Horo cryaiin y Ilapmoki 1 Ak MucTus pesiriiiHoro
mucrenrsa. [lna ykpaiHiiB BiH LiKaBHH 1 Mae 0coOJIMBY BapTiCTh AK
batamicr. Tenep, kou Ha YKpaiHi 3aTHPAIOTHCA BCl CJHiAW iCHyBaHHA
HaIlIol JeP/KaBHOCTH 1 repoiyHol 6opoTsbu 3a Hel, TBopuicTs JleoHina
Ilepdeunkoro Habupae ocobsuBoi Baru Ta 3HadyeHHs. Lle He TiabKH
IIIHHUH BKJIaJ Y CKAapOHHIII0 HAILIOTO MUCTELTBA, 1€ TAKOXK IJIaCTUYHEe
3aKpiIUIeHHsI 1 BiATBOpeHHA B mnamM’fATi MaHOyTHIX IIOKOJiHBb
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HAUTpariyHilIMX 1 OJHOYACHO HAWCBITIIIIIMX MOMEHTIB HaUIOl
cnaBHoI icropii. [lepdenpkuil 3 HAA3BUYAHHOK JOKJAJHICTIO, aje 6e3
BCAKOI Oyracdopii 4YM DIpHKpallyBaHHA MalioBaB mofil abo #AkK
o4eBHjIellb, 400, AKII0 HUM He OyB, TO, 3HAI0YHX 00CTaBUHH, HAMaraBCs
BIATBOPUTH iX siKHAUOLMeII mpaBauBo. [Qus maitOyTHix 6OaTasmicTiB
HOro TBOPM MOXKYTh OyTH HesacTymHMM mKepejoM. BiH poknanmHo
300paxkye Bci aTpubyTH BilicbKoBOoro mo0yry: yHidopMH, BiAsHakKH,
30polo, — Bce OMKHBa€ IIiji HOro meH3neM 4Hu oJiBueM. BiH npae
NOPTPeTH [il04HuX ocib, AK, HANpUKJIaJ, reHepana (TOAl MOJKOBHHKA)
CanbcpKkoro Ha KOHI, fIK BiH BJIQJHHUM PYXOM PYKH HAKa3y€ CKHHYTH
pociiiceknii panop 3 KuiBcbkoi micbkoi ymu B ceprHi 1919 poky.
Ab6o 3obpaxkeHnHsa crapimuH 6-oi JluBisii 3 reHepasamu Bespyukom Ta
3Mi€HKOM Ha 40JIi KiHHOTO Bifmiay.

3a xapakrepoM cBoe€l 6OartamicTuuHOI TBOpYocTH JleoHin
Ilepdeupkuit — imocrparop. Bin BigTBoploe moail Hamiol mMoaepHOL
icTopil WiJKOM peaJlicTU4YHO, 6e3 yXHJiB A0 BCAKHUX «i3MiB». I mi
umiocTpauii KUBYTH CIIpPaBKHIM, IOBHHM Tpariamy, a 4acoM i BeJnyi,
KUTTAM.

Ane BiH 3yMiB CXONMMTH H€ TIiJBKH 30BHIIIIHI ITPUKMETH MOMIH 1
JI01ed, a TaKOXK HaCTpiH, nyXx Tiei emoxu. HaliTpariuninii iforo TBopu
ue «Kpyru», 3nobyrrsi ApceHany, mogil ABoX 3HMOBHX IMOXOHIB, e
3aJli3BHUYHA CTAHLisA, MOBHA TH(O3HHUKIB, 110 BMHUpPAlOTh UM BIKe
TIOMEPJIH.

Tak camo 6oporsba 1918 poky 3 mosisikaMu HaAXHyJa MHCTLA 10
LiJIOTO Psiy TBOPIB, 3 SIKUX HAaMOi/IbIIEe Bpakae CBOEK AHMHAMIKOIO
«Obopona 3amisHu4yHoro aBipuA y JIeBoBi». B misHimmx wyacax
6oporsba YIIA i Bperuri HoraTku 3 moxoniB JuBisii 'amnunHa — Bce
1le HeolliHeHa criagmuHa Jleonina Ilepdenskoro-6arasmicra.

Sk umoctparop, [lepdeuskuii 3aauInTLCA B iCTOPil yKPaiHCHKOTO
MHCTEITBA TAKOX SIK aBTOp Lmocrpaniit 1o «EHeign» KotisipeBcbkoro
1Ie pas «IepeuUIbOBaHOI» miA cydacHy nopy. ¥ Ilepdenskoro repoi
«EHeigu» 1e BOAKH YyKpalHCBKHUX apMii, oJsirHeHi B YyHidopMHu
yKpalHCBKHUX BiHMcbKOBHUX ¢opMaliii. Bin goksagHo 306paye onsr,
Bi3HAKH i 30poio.

Texnika, B s#aArii npamoBaB Ilepdenbkuii, e ImepeBa*kHO
axkBapeasa abo Koanoposi omiBui. HacoM 00MABI 11i TEXHIKH CIIOJNy4YeH1
pasoM. B uux texHikax BiH AiimioB Ao Benukoi malicrepHoctH. [Ipans
BHKOHAHHX OJIiHiHOW0 (papboro, € 3HAYHO MEHIIIe, X04Y 1 BOHH CTOATh Ha
BHCOKOMY MHCTEIbKOMY piBHI. ¥ BciX HOro mpandx, He3aJeKHO Bif
TeXHIKH, B AKif BOHM BHMKOHAHI, 3aBKIU JOMIHY€ PHCYHOK. [, Xo4 BiH
MaB HOTATHHK 3 c000W0 JHIlle TOAi, KoJu OyB BOEHHHUM IHBi3IHHUM
MaJisipeM, BiH 3aHOTOBYBaB ycCe CBOEI0 HAA3BHYAWHO [OKJIAJHOIO
30pOBOI0 MAM’ STTIO.
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Yea TBopuicts Jleonina Ilepdenskoro mae Benuky BapTicThb, fK
MHCTelbKy, Tak i icropuuny. Cnagmmea #Horo mnoBuHHa OyTH
3bepexeHa Ana ManbyTHIX MOKOMIHL AK HE3ACTYIIHMH AOKYMEHT, AK
KPacHOMOBHE CBiJOLTBO 6€3CTpallHOro y4yacHUKa THX MOAIH.

14. 3yempiv Kapaa XII 3 xosakamu. Axs.
14. Meeting of Charles XII with the Cossacks. Watercolor
14. Rencontre de Charles XII avec les Cosaques. Aquarelle.
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LEONID PERFECKY

Painter of Battle Scenes

Petro Kholodny, Jr.

Leonid Perfecky is best known in the Ukrainian community as a
painter of battle scenes. Traditional battle painting portrays soldiers
and horses in direct contact with the enemy, firing at close range or
engaged in hand-to-hand combat with sabers or bayonets. Today, of
course, such representations are no longer valid since wars are
fought almost exclusively with tanks, aircraft, and naval vessels.

In the Middle Ages and the 17th and 18th centuries, however,
nearly every artist included battle scenes in his repertoire. In U-
kraine during the 17th century, one of the requirements confronting
a candidate for the Painters’ Guild was the ability to paint a large-
scale war scene with all its attributes. This was a time in which
neither theme nor subject matter was ever lacking. War was a com-
mon phenomenon that included cavalry, infantry, and still primitive
artillery.

With the passage of time and changing circumstances, however,
the painting of battle scenes began to disappear in Ukraine. Depic-
tions of specific Cossack types and portraits of historic military fi-
gures became the new subject matter for artists dealing with milit-
ary themes. However, the genre did not die out completely. Many of
the works of Mykola Samokysh, the most prominent Ukrainian
painter of battle scenes and equestrian figures at the turn of the
20th century, were inspired by events of the Cossack past. Battle
scenes were also featured in the paintings of Kyrylo Ustianovych
and Ivan Padalka. Contemporary artists, such as the late Petro An-
drusiw, painted not only battle scenes but also genre themes from
the mediaeval and Cossack eras.

The struggle for Ukrainian independence from 1917 to 1920 re-
vived the battle theme in Ukrainian art. This ultimately tragic yet
fascinating period in Ukrainian history, with all its bright and dark
moments, inspired such artists as Osyp Kurylas, Petro Kholodny,
Sr., Yuriy Mahalevsky, and Ivan Ivanets. One of the artists who was
particularly absorbed by the stirring events of the time, and who
himself participated in some of them, was a talented young man
named Leonid Perfecky.

Perfecky’s family originated in Galicia in Western Ukraine but
moved to Eastern Ukraine long before the First World War. Leonid
Perfecky was born on February 23, 1901, in Ladyzhyntsi in the dis-
trict of Kiev. During the war his parents lived in Kazan. Perfecky
finished his secondary education at Orel and entered the university
in Moscow. His studies were interrupted when, along with other stu-
dents, he was mobilized. He completed officer cadet school in
Peterhof, near Petrograd. Perfecky served in the reserves and, after
the Bolshevik revolution, chose to enlist in the army of the Indepen-
dent Tatar Republic. He was able to continue his studies at the Uni-
versity of Kazan.

R

15. Poasidysay na Yopromy mopi,
1920. Pucynox.

15.Military Scout on the Black Sea.
1920. Drawing.

15. Eclaireur sur la Mer Noire. Dessin.
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When the Bolshevik forces began to exert pressure on the Tatar
Republic, Perfecky moved to Kiev and began to serve in the Ukrain-
ian army. Until 1921 participating in battles was a full-time occu-
pation for Perfecky. He commanded a cavalry company and, as he
himself writes, refuting the words of General Krat, had no time to
“note down” any armed encounters or battle episodes. Indeed, the
artist had no materials in his possession with which to do so. His
extraordinarily detailed rendering of events, executed some years
later, he attributed to a keen visual memory, a good knowledge of
the anatomy of the horse, his constant companion, and the practical
knowledge acquired from his experience in the conduct of campaigns
and battles.

After the final seizure of Eastern Ukraine by Soviet forces,
Perfecky emigrated with the remnants of the Ukrainian National
Army to Poland. He entered the Cracow Academy of Arts and
studied with Professor Dembicky. He also became a close friend of
the Polish artist Wojciech Kossak, the leading master of battle
scenes, and often visited his atelier. However, Perfecky developed his
skill of depicting battle scenes on his own; he never took lessons in
this area from any artist.

In 1925 Perfecky moved to Paris, taking with him, as a token of
his military past, a Turkish saber with the emblem of the “Zalizna
Diviziya” — the Iron Division of the Ukrainian National Republic.
In Paris Perfecky studied, with other Ukrainian artists, in the art
school of Andre Lhote. He remained in Paris, earning his livelihood
as an artist and displaying his works at various European exhibits
until the outbreak of the Second World War. He was deported to
Germany as a laborer but managed to move to Lviv, where he
worked as an illustrator and teacher at the local art school. When
the infantry division “Galicia” was formed, Perfecky joined its ranks
as a military artist and produced a series of works on the life and
experiences of the division.

After the war Perfecky emigrated to Canada, where he decided
to live in solitude in a building owned by the Cathedral of Montreal.
He devoted the last years of his life to religious painting.

Perfecky’s art falls into three categories. He was a painter of
battle scenes, an artist who experimented in the field of modern art,
and a religious painter. Because of the occupation of Ukraine by
Soviet forces, subsequent attempts to obliterate all traces of the exis-
tence of an independent Ukrainian nation, and the heroic battles for
an independent Ukraine, Perfecky’s works are of special interest and
value to all Ukrainians. Besides making an important contribution
to the treasury of Ukrainian art, Perfecky’s paintings recreate and
fix in the minds of future generations the most tragic and, at the
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same time, the most glorious moments of Ukrainian history.

With painstaking detail, without pretension or embellishment,
Perfecky renders events as an eyewitness; with full knowledge of the
circumstances, he tries to recreate them with the greatest possible
honesty. Perfecky’s works should serve as a valuable guide to future
artists intending to depict military encounters. They portray with
great precision all aspects of military experience, which spring to life
under Perfecky’s pen and brush. Perfecky showed his subjects in ac-
tion: Colonel Salsky, on horseback, orders with a commanding ges-
ture the removal of the Russian flag from the City Council in Kiev;
the sergeant majors of the Sixth Division are depicted on parade (as
Generals Bezruchko and Zmiyenko head a cavalry detachment).

Perfecky’s battle scenes characterize him as an illustrator who
recreates events from Ukraine’s modern history in a realistic style
without resorting to any -isms except, perhaps, expressionism. These
illustrations, full of tragedy and nobility, vibrate with real life. The
artist managed to capture not only the general characteristics of the
events he depicted, but also the mood and spirit of the times. Among
his most powerful scenes are such compositions as the battle of
Kruty, the capture of the Kiev Arsenal, the events of two winter
campaigns and a railroad station filled with suffering, dead and
dying soldiers.

The war of 1918 against the Poles was also a source of inspira-
tion to Perfecky. “The Defense of the Railway Station in Lviv” can be
singled out for its dynamic rendering. Perfecky’s later works include
portrayals of the combats of the Ukrainian Insurgent Army and
sketches of the campaign of the Galicia Division.

Leonid Perfecky has left an irreplaceable legacy in the area of
battle painting. However, he also holds a place in the history of
Ukrainian art as the illustrator of Ivan Kotlyarevsky’s satire on
Virgil’s Aeneid. Kotlyarevsky transformed the ancient Greeks into
Ukrainian Cossacks, but Perfecky went even further, depicting the
heroes of the Aeneid as soldiers in the Ukrainian armies, dressed in
Ukrainian military uniforms. He rendered modern uniforms,
weapons and insignia with great precision while retaining the
folkloric humor of Kotlyarevsky’s satire.

Perfecky was a master of both watercolor and colored pencil.
Occasionally he combined the two techniques. He painted relatively
fewer works in the oil medium, but this is not to say that his oil
paintings are of lesser artistic quality. Sadly, few survive; because of
their large size, they were easy targets for destruction.

In all of Perfecky’s works, whatever the medium, the drawing
dominates. This is due to the artist’s keen visual memory, which
enabled him to note and recreate complicated scenes in exquisite
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detail. Perfecky’s works are of great value both artistically and
historically. His legacy should be carefully preserved as an
indispensable document of historical events as well as an eloquent
testimonial of a fearless participant in one of the greatest struggles
of our time.

16. Kozakxu nid Tpaneaynmom. Onia. 1942,
16. Cossacks at Trabzon. Oil. 1942.
16. Cosaques a Trabzon. Huile. 1942.
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BHU3BOJIbHI SMATAHHA
STRUGGLE FOR INDEPENDENCE
LA LUTTE POUR L’INDEPENDANCE

17. O6opora cmydenmcebkum
KypeHem 3ani3HU4ol cmanyit
Kpymu, 29 ciuns 1918. Axs.,
31x41 cm.

17. Defense of the Kruty Train
Station by a Company of
Ukrainian Students, January 29,
1918. Watercolor, 31x41 cm.
17. Défense de la Gare de Kruty
par une compagnie d’étudiants
ukrainiens. 29 janvier 1918.
Aquarelle, 31x41 cm.

18. 3d06ymmasa Kuiscbkozo
apcenany, 1918. Axs., 20x26 cm.
18. Capture of the Kiev Arsenal,
February 4, 1918. Watercolor,
20x26 cm.

18. Prise de l'arsenal de Kiev. 4
février 1918. Aquarelle, 20x26
cm.




19. Amaxa xosaxie Yoproi
dusisii na 6ponenoisd, 1918.

Axe., 44x52 cm.

19. Cossacks of the Black Division
Attacking an Armored Train.
Watercolor, 42x52 em.

19. Cosaques de la Division Noire
attaquant un train blindé.
Aquarelle, 42x52 cm.

20. Apmunepis Yopwoi dusisii
ecmynac ¢ Kuie 2 6epe3nn 1918.
Axs., 41'51 cm.

20. Entry of the Black Division
Artillery into Kiev, March 2,
1918. Watercolor, 41x51 cm.
20. Entrée de la Division Noire
d’artillerie a Kiev. 2 mars 1918.
Aquarelle, 41x51 cm.



21. Ilionecerna yxpaincbkozo npanopy Ha
Yopromopcvkim pavomi, 29 xeimna 1918. Axs., 26’20
CM.

21. Raising the Ukrainian Flag over the Ships of the
Black Sea Fleet, April 29, 1918. Watercolor, 26x20 cm.
21. Levée du drapeau ukrainien sur la flotte de la Mer
Noire. 29 avril 1918. Aquarelle, 26x20 cm.
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22. Kasanepiiicbka amaka. Axe.
22. Cavalry Attack. Watercolor.
22. Attaque de cavalerie.
Aquarelle.

23. /lyxoea opxecmpa Ha KOHAX
ecmynae 6 Kuis, 1918. Axs.,
41x51 cm.

23. Brass Band Entering Kiev on
Horseback, 1918. Oil, 41x61 cm.
23. Fanfare a cheval entrant a
Kiev. 1918. Huile, 41x61 cm.




24. Biu 3 noasakamu 3a
3aniznuvul dsipeyd y Jlveosi,
aucmonad 1918. Axs., 20x26 cm.
24. Battling the Poles for
Possession of the Lviv Train
Station, November, 1918.
Watercolor, 20x26 cm.

24. Bataille pour la gare de Lviv
contre les soldats polonais.
Novembre 1918. Aquarelle,
20x26 cm.

25. Eniso0 3 6oie 3a JIvsis,
aucmonad 1918. Axe., 20x26 cm.
25. Scene from the Battle of Lviv,
November, 1918. Watercolor,
20x26 cm.

25. Scéne de la bataille de Lviv.
Novembre 1918. Aquarelle,
20x26 cm.




26. Himyi niddaomecsa
noscmanysam nid Birzopodkomw,
aucmonad 1918. Axs., 20x26 cm.
26. Germans Surrending to
Insurgents Near Bilhorodka,
November, 1918. Watercolor,
20x26 cm.

26. Soldats allemands se rendant
aux insurgés pres de Bilhorodka.
Novembre 1918. Aquarelle,
20x26 cm.

27. Bii nid Yopmxosom 3
noascokow apmieio zew. lannepa,
uepsenb 1919. Aks., 41x51 cm.
27. Battle of Chortkiv Against
the Polish Army, June, 1919.
Watercolor, 41x51 cm.

27. Bataille de Chortkiv contre
l’'armée polonaise. Juin 1919.
Aquarelle, 41x51 cm.



28. Y sidbumomy Kuesi
YOPHOWAUYHUKU cKudalmb

3 6ydunky Jlymu pociticokuil
npanop, 31 aunns 1919. Axs.,
20x26 cm.

ITpasopyu zemepaau Bon.
Canvcokuii, A. Kpasc i Oa.
3aspodcvruii.

28. Lowering the Russian Flag
from the Duma Building in Kiev,
July 31, 1919.

Generals V. Salsky, A. Kraus,
and O. Zagrodsky on the right.
Watercolor, 20x26 cm.

28. Amenée du drapeau russe
du batiment de Duma a Kiev.

31 juillet 1919.

A droite, les generaux V. Salsky,
A. Kraus et O. Zagrodsky.
Aquarelle, 20x26.

29. 6-ma Civosa cmpineybka
dusisisn YHP 6 Cmanucnaeosi,
1919. Onin, 56x76 cm.

B nepwomy psdi zeneparu
Bcesonod 3mienko i Mapko
Bespyuxo.

29. Sixth “Sich” Rifle Division of
the Ukrainian National Republic
in Stanislaviv, 1918.

Otl, 46x76 cm.

29. Sixiéme division de fusilliers
“Sich” de la République
Nationale d’Ukraine a Stanislav.
1918. Huile, 46x76 cm.
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30. Cmanyisn 6 Kmepunyi, xeopi na mug. 3uma 1919. Axe., 20x20 cm.
30. The Station of Zhmerynka, Victims of Typhus, Winter, 1919.
Watercolor, 20x26 cm.

30. La gare de Zhmerynka. Victimes du typhus. Hiver 1919. Aquarelle,
20x26 cm.



31. B «Yomupukymmnuky cmepmu -, 1919. Axs.,
20x26 cm.

31. In the “Circle of Death,” 1919. Watercolor,
20x26 cm.

31. Dans le “carré de la mort”. 1919. Aquarelle,
20x26 cm.

Ty

32. 3umosuii noxid, amakxa kinnomu. Aks., 20x26 cm.

32. The Winter Campaign: Cavalry Attack.
Watercolor, 20x26 c¢m.

32. La Campagne d’hiver: attaque de cavalerie.
Aquarelle, 20x26 cm.
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33. Ocmanni naboi. Onin, 74x96 cm.
33. The Last Rounds. Oil, 74x96 cm.
33. Les derniéres munitions. Huile, 74x96 cm.



TUBI3IA «TAJHYUHA»
DIVISION “GALICIA”

LA DIVISION “GALICIA”

34. Cnosenis — Kynemem

nid uwac 6010 — 3i 36ipxu
«Yxpaincoxa Jusisin». Kpedka,
12x18 cm.

34. Slovenia — Machine-gun

in Action — from the collection
“Ukrainian Division”. Crayon,
12x18 cm.

34. Slovenia — tir de mitrailleuse
— de la collection “Division
Ukrainienne”. Crayon, 12x18 cm.

35. Cmydioomb many — 3i

36ipxu «Ykpaincoka Jueisisn».

Kpedxa, 12x18 cm.

35. Scrutinizing the Map — from

the collection “Ukrainian

Division”. Crayon, 12x18 cm.

35. Examen de la carte — de la

collection “Division

Ukrainienne”. Crayon, 12x18 cm.
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36. Iloxopox eéoska — 3i 36ipku
«Ykpaincoka Jueisia». Kpedxa,
12x18 cm.

36. Soldier’s Funeral — from the
collection “Ukrainian Division”.
Crayon, 12x18 cm.

36. Les funérailles du soldat —
de la collection “Division
Ukrainienne”. Crayon, 12x18 cm.

37. Ocmanka canvséa — 3i 36ipku
«Yxpaincoka Jlueizin~». Kpedxa,
12x18 cm.

37. The Final Salute — from the
collection “Ukrainian Division”.
Crayon, 12x18 cm.

37. Le salut des adieux — de la
collection “Division
Ukrainienne”. Crayon, 12x18 cm.
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JIEOHIJI IEP®EITbKUU Y TIAPUKI

CasarocnaB ['opauHCEKHH

Ha MoumapTpi meiikae Hebarato ykpaiHCbKHX MHCTLIB. Maiixke
BCi BOHH PpO3KJAJMH CBOI MHCTelbKi BirBamu Ha MoHnapHaci.
ITepdenbkuii paHiie TakoX TOBKCSA N0 HOMY, I10 TOTeJIAX Ta aTeJbe,
ane temnep nepekouyBaB Ha Monmaptp. Komu mninere By3sbkow
Bysqunelo MyueHukiB, 3 sikoi Bropi no6pe BHAaHO LepkBy «CBsiToro
cepuf», — Yy[AOBHIE B OPI€HTAJIBLHO-BI3aHTIHCHKO-MOJIEPHICTHYHOMY
cTHil, 110, X04 i He mozbaBieHe I'PAHMI03HOCTH, 3aBXKIH BHKJIHKAE
BpasXeHHsI AKOrochb CTHJIICTUYHOIO HENOpO3yMiHHS, — BIYy€Te, 110
BH Bike B crapomy Ilapmxki, skuii Ma€e BaKe CBil CBOEpIAHME BUIIAL 1
sanax. Kpamuuui Bce TpoJiaskHe BHBAJIOIOTH MPOCTO HA TPOTYap, X04
6u BiH bys IIHPOKHM YCBOTO OAMH MeTp, MaJIbOBHHYI TIUIAKATH
kabaperiB i TearpiB, HaWuyaHilIi OyJHHKH 3 pPO3MAILOBAHUMH
¢ppoHTOHAMH, — yCe Te HAJEeXHUTh A0 TOro crpaBxHboro Ilapuka, ne
JKHUBYTHh CIIPpABXKHI NapHKaHH, AKMX BH He 3aBkKAW nobayurte Ha
BEJIMKUX iHTepHauioHanbHuX OynbpBapax. Ock mocepen  LBOro
THIIOBOTO CBiTy, Ha crapiii i Byabkiii Byauyli «OBepHCHKOI Bexi»
suBe [lepdpeupkuiti. Bu, sBuuaiino, mornu 6 mpo ueit Ilapuxk i He
srajlyBaTH, ajle KOJHM BH #aere a0 Hauoro mucrus, tToii I[lapmx
KHJIAETHCA BaM CHJIOMILL YBi4i, a, 3rajyloyd SKYCh JIOAHHY, BH,
3BHYalHO, He MOXeTe MOKJIACTH i1 B cTpaTocdepi 6e3 HIAKOro Tia.

IIpo Te, mwo Ilepdeupkuit Mmansap — y Hac yxe 3HAWTh, IO e
BaKe ¥ He pas nmucaHo. Asie MM He JIIOOMMO BIATHHATH BiJi MHCTLA TOrO
AOAATKy, L0 3BeThcA JoauHow. ITobiu Toro, mo manap pobuTs, Hac
LiKaBHTh He MEHIlle i Te, AK BiH 1ie poOHTH i YoMy came Te, a He 110
inme. CebTo, HiKABUTH HAC HACKIJIBKH MOro XKHUTTS, BUIJIAJ, XapaKTep
BIUIMBAIOTL Ha ¥Horo TBopdYicTh. Bo momixk MHCTLSAMH, fKI TBOPATH
MMCTELTBO, AJs cebe 4M Ins npojaxy, € Tex Taki, Akl nepeaycim
LoCcTpyI0Th cebe caMHuXx, po3yMieThCcs, He B OyKBaJbHOMY PO3yMiHHI, a
rmubine. Ile 3posymieTe THM Kpallle, KOJIM BaM CKasaTH, IO HaIl
MHCTELb 1[iJIe CBOE KUTTHA OYB BOSIKOM, 1110, 32K B3fB y PYKY IEH3JIA,
3arHaB 1e MOJIOMM 0e3ByCHMM XOPYHKHM He OJIHOTO KOH#A, Bely4H
cBiii Bigmin B araky. I me smiumiocs B HBOro, Tak ckasatu 0, y
CITAJILIIMH].

CupAayy 3a CKIAHKOI0 4Yal B HOro KiMHaTi, MH NrOBOPHMO TOTPOXH
npo Bce. He smu npo mansiperso. [lo uporo, MabyTh, NpHYHHAETHCA
OTOYEHHA H yJalITyBaHHA KIMHATH, Jie cTapa, Moxe 3-Iepej MmiBTopa
cTopiyua miy Haraaye pobiTHIO anbxemika. KHmKKH 1o kyTkax,
MeH3Ji, KiJbKa ecKisiB 1 3BUyaiiHe Manapcebke Oe3naans (He MOKHA XK,
3a0/1HO AYMaw4H, A0aTH BOAHOYAC MMPO TaKi ApiOHHUII, AK NOPAAOK, 1110
B 06144l BiYHOCTH He I[IHYETHCA Ha MHCTElbKiH 6ipii) JONOBHAITEH
ynamtyBaHHsa kKiMHaTH. Cepen 1poro, Ha CTiHi, Typenpka mabns 3
YOPHOIO BifI3HaKow0 3ai3Hoi AHUBi3ii, — €QHHA pid, AKY HAIl MHCTELb
npuBi3 31 coboo no Ilapuska 1 sAKol BIH HIKOJIH He IIOKHJAE.
BurarnyBuin 1i 3 mixoB, 6GauymTe, 1m0 BOHA JHCKyd4a 1 jobpe

38. Kosax y Ilapuxci. Axe. 1930.
38. A Cossack in Paris. Watercolor,
1930.

38. Un Cosaque a Paris, Aquarelle,
1930.

47



HaosMBJeHA. [leHami MOKYyTb JieKaTH THIKHAMHA HEMHTI, ajie 11abis
— cest une autre chose. To x mu, mumnyuyu npo Ilepdensroro-
MaJisipa, HisfiK He XoTiau 0, 106 Bu 3abyBaau i ¥oro mabmio, 60
MHCTEIITBO, IIp0 AKEe caMe XO4YeMO CKas3aTH KijJbKa CJIiB, TBOPUTh
KIHHOTHMK TAKOl ¥ Takol AWBi3ii, AKMi yBaskae, o € e bGarato
CIIpaB Ha CBIiTi 30BCiM He MaJIIPCHKOr0 XapakKTepy...

Ile caMe i € IPUYHHOIO AESAKOrO PO3ABOEHHA B HOrO0 MHUCTELBKIH
npani. 3Haw4u go6pe BiiiHy, KOHS 1 KOKeH HOro pyx, BiH Mir cratu
«TiIbKKA» OLIBII UM MeHII A0OpuM bGartaiicrom. I BiH naB TyT cripaBai
6araTo nobpux i 1iKaBUX TBOPIB, ApAaMaTUYHUX CBOIM HaINpyKEeHHAM,
NOBHUX CHJM i PO3Maxy. 3 npyroro 6oOKy, mepes HUM, SK Tiepes
KOXHHUM CIIPaBAKHIM 1 IIHPUM MHCTLEM, BUPHHYIM i iHILi l'Ip06JIeMH
3 AKMMH TaKoK Tpeba OyJio amaraTucs. 3BificH 1 eika «IIOABIHHICTb»
HOro MHCTENTBa, PpO3LIIILIEHOro MiXx paHimol 6aramicTHukol 1
dopManbHUMH mpobjieMaMH MHCTENTBa MOJAEpHOro. TyT NpUXOAATh
Ha AyMKy cjaoBa Mopica [leHi npo Te, 1110 «MHCTellb, 3aKH CTBOPUTH Ha
rnarmepi KOHsi, TBOPHUTh Ilepel THM JiHii i 6apBu». Mucreurso s Toro,
mob cTaTH CTHXIHHHM 4YH [ApaMaTHYHHM, He MYCHTb OyTH
peayiCTHYHHUM — Ile HaJTO NMEPEeKOHJIWBO IIOKA3aJl0 caMe MHCTEITBO
mozaepue. Orak Ilepdeunkuit myciB moroguTHcs cam 3i cobomo i
TBOPUTH Yy [ABOX IUIOIIMHAX: AK 6aTajicT 3 peajbHUM, HaIllOHAJIBHO
3yMOBJIEHHM 3MICTOM, a M00i4 K MaJsp-MOAEpHicT, AKUH 3acobamMu
HepeaJbHUX (OPM HaMaraeTbCcd 3'fACYBAaTH OCHOBHI 3aKOHH
MHCTELTBA.

A Brim, Ilepdenskuii BojOAI€ COMIAHUM MaKWCTEPCTBOM, IO
I103BOJIsIE HOMY E€KCIIEpHMEHTYBaTH 0e3 cTpaxy posrybutucsa. Tpaguiii
KpakiBcbkoi akazmemii, Ae BiH cTyaiooBaB B atenbe J[leMOinbkoro,
pasom 3 Bacunem KpmxauiBcekum i Jlesom Ienom, ckopo 3HHKIN
rnepeq HOBUMH MHCTEIIbKMMH BpaxxkeHHsAMH B [lapmoki, mo Big 1925-27
POKyY OyB [JIsi HbOTO YacoM IIyKaHb. TyT BiH mpalfioBaB y MHUCTELbKIM
artanbe Augpe JIbora (Lhote), ogHOro 3 TBOpPIIB Ky0i3My, AKHI,
JOBOAAYM 1€l HANPSMOK JIOTiYHO 0 JesKOl KJISICHYHOCTH, CTBODHB
yiKe wiay BiacHy uikoay. JIbor came it gomomir Ilepdennsromy
nepebopoTH 3amisHiji BrumBu KpakoBa i gaB oMy BigOuBHY 1O
CcTpHOKIB BIiepen.

Mauo AKHii 3 HAIIIUX MHUCTIIB POoOUB Tak 6araTo eKCIIepUMEHTIB Y
OUIHKAX, 10 3BYThCs: OapBa, KOHCTPYKIlif, MajspcbKa (akTypa,
pisHOMaHiTHicTh Marepisay Ttoino. Komu x iMm’'s Ilepdenwkoro, He
3BaXKal4M Ha Te, 1110 BiH BHcTaBis€ B mpecTmxeBoMy CasoHi Troinbpi
i 3BHaXOAMTh NPU3HAHHSA HAWBUOAIIMBIIIOI KPUTHKH, HE TaKe TOJIOCHE,
K OeSIKHUX IHIIMX HAUIUX MHCTLIB, — TaK e TOMYy, LI[0 HOro TBOpH
IoBeleHl 10 Ti€l TOYKH, e MHCTelb, JOTJISTHYBIINA PO3B’A3KY, KHAA€E IX
y MOMEHTi, KOJH IX MaTepisisallis II0OYHHAE CTaBaTH CIPaBOI0 BiKe
YHCTO TexHiyHOI. To6TOo, BiH 4acTo 3aJHIlIa€ TBOPH «HE3aKIHYEHi».
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Taki pedi Ba)KO IpoaaBaTH, ajle BOHH € IOBHHMH MHCTEIbKHMH
TBOpaMH, B SKHX came Ta O0opoTh0a 3a HOBHE MHCTEULKH BHpas €
TOJIOBHOI BapricTio. JllogsgM BakKKO BHSACHHUTH, 4OMY, HaNPHKJIAJ,
CesaHH, 3aJ0BOJICHHII HaMa/JLOBAHHM IIei3aKkeM, JIHIIIAB HOro B
Kyllax i MIIIOB J0J0MY, IIACIAUBHH, 1[0 CBOE 3aBJaHHA PO3B’S3aB.

Ilepdenpkuii HaleKUTHL [0 THX HAIIMX MHCTIIB, AKi KamibHO
aKyMyJl0lOTh y cob0i eHeprim — 1 4ekawrb. Tak, sk 6araro
YKpaiHCBKHUX MHCTIIIB, 110 31 3a3/PICTIO JUBJATHCA HA YY1 MUCTEIbK1
PYXH i HA Ty IMATPHUMKY, 1[0 BOHH Ti AiCTAOTh BiJ CBOIX Aep:kaB. Toxi
MHCTELITBO CTA€ HAaYe YMMCh [AyKe BHCOKHM, Ha II[0 Tpeba cobi
3aCJIy’KHUTH — 32 caMe MPaBO TBOPEHHS.

CupuMo i roBopuMo:

ITikacco. Abeccinisi. OxynpTusm. Boenni npurogu. Maconu. Ik
Haitnermie 3m00ytn Kpemiws? Ilpo «Tapaca Bynbby», sikoro came
kpyTuth y Ilapmxki ppanuyssko-xugiBcbka @insmoBa komnasis. [Ipo
koriB. IIpo peui mnosmiTuuHi 1 HemomiTuyHi. A, mepenyciMm, Ipo
nopoposki. TyT Mu nmoromskyemocs, 1110 HeMa€ Kpallle, K 13AUTH, 110 1Ie
TEX CBOEpPiJHE MHCTEITBO, TIJILKH OlJbII eroicTuyHe, 60 CBOIX
BpaskeHb He Tpeba nokasysaTtu iHMM. [lloHaiibinbiie xib6a maabneM.

Ilepdenpkuit — cMarisgBuii, YOJIO HOro BHCOKE, yCTa 3aBKAU
MalOTh TAEMHHYY YCMIILKY. Hic rocrpuii i 6opona ayxe nobpa mo
3alMHAHHA peMiHId I Kackow. THUM TO BiH 1 XOpYyH:KHH
Ilepdenpkmuii.

(IpyxoBaHO y JIbBiBCbKOMY JIiT.-MHCT.
skypHaii «Hasyerpiu», 4. 13, 1935 p.)
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39. Apmuanepia noeoni — 3i 36ipxu «Yxkpaincoxa Jueisia-. Kpedxa,
12x18 cm.

39. Artillery at Rest — from the collection “Ukrainian Division”.
Crayon, 12x18 cm.

39. Artilleur au repos — de la collection “Division Ukrainienne”.
Crayon, 12x18 cm.



LEONID PERFECKY IN PARIS

Sviatoslav Hordynsky

Few Ukrainian artists live in Montmartre. Almost all of them
have set up camp in Montparnasse. At one time Perfecky himself
meandered through the hotels and ateliers of that area, but now he
lives in Montmartre. When you walk along the narrow Rue des Mar-
tyrs, from which you can easily see the Church of Sacré Coeur — a
curiosity in the oriental-byzantine-modern style, which, although
not lacking in grandeur, always evokes the impression of a stylistic
misunderstanding — you will become aware of the old Paris, which
envelops you with its own particular sights and scents. The shops,
which pile all their produce right on the narrow sidewalks, the pic-
turesque billboards of the cabarets and theaters, the quaint homes
with decoratively painted facades: all belong to the old Paris of the
true Parisians, who are much less frequently encountered on the
huge international boulevards. Here, in the midst of this world, on
the street of la Tour d’Auvergne, lives Perfecky. One mentions this
Paris since, when visiting the artist at his home, it is precisely this
Paris that catches one’s eye; and Perfecky and his art should be dis-
cussed in relationship to his background.

We would not like to sever the artist from those aspects which
make him a person. Aside from what he does, we are no less in-
terested in the way he accomplishes this, and why he chooses to do
this and not something else. Therefore, we are curious to know to
what extent the artist’s life, appearance and character influence his
work. For among artists who create works of art for themselves or
for the market, there are those who first and foremost illustrate
themselves. This should not be taken in a literal sense, but will be-
come clearer when it is explained that Perfecky was a soldier his en-
tire life, that before ever picking up a paintbrush, he, while still a
young lieutenant, broke in quite a number of horses leading his
squad in attack. This was his military inheritance.

Drinking tea in his room, we chat about everything, not just art.
This is due, in part, to the furnishings and arrangement of his room,
which includes an oven, perhaps a century old, which reminds one of
an alchemist’s laboratory. Books in corners, paintbrushes, a few
sketches, and the usual artist’s clutter (one does not care, here, about
such trivia as tidiness, insignificant in the world of eternal art), com-
plete the composition of his room.

On the wall hangs a Turkish saber with the black insignia of the
Iron Division of the Ukrainian National Republic — the sole posses-
sion which the artist brought with him to Paris, which he would
never abandon. Removing the saber from its scabbard, one observes
that it is highly polished and well oiled. Paintbrushes might be left
uncleaned for weeks, but the saber — c’est une autre chose. So
when writing of Perfecky the artist, we can not dismiss his saber, for

40. Hapod emikae na 3axid,
3ycmpiv 3 Jusisielo, 1945. Axes.,
18x12 cm.

40. Exodus to the West: Meeting
between Refugees and the
Ukrainian Division, 1945.
Watercolor.

40. Exode vers l'ouest: recontre
entre des réfugiés et la division
ukrainienne. 1945. Aquarelle.
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the works of art about which we are going to speak have been
created by a cavalryman who knows, from personal experience, that
there are many other concerns in the world which have nothing to do
with art.

This same fact also accounts for a certain dichotomy in the
artist’s work. Because he knew war well, as well as the horse and its
every movement, it was inevitable that Perfecky would become a
painter of battles. The artist created many interesting paintings on
this subject, dramatic in their tension and full of strength and
movement. On the other hand, he, like every true artist, encountered
other dilemmas. Hence, this certain dichotomy of his work,
segmented between the earlier portrayals of battles and the formal
problems of modern art. The words of Maurice Denis come to mind
here: “A picture, before being a war horse, a nude woman or some
anecdote, is essentially a flat surface covered by colors arranged in a
certain order.” Art does not have to be realistic in order to be
spontaneous or dramatic — a fact only too convincingly
demonstrated by modern art. Perfecky had to reconcile and create on
two seemingly opposing planes: as a painter of realistic, nationally
inspired battle scenes and as a modern artist, making use of unreal
forms while striving to elucidate the fundamental principles of all
the arts.

In this Perfecky’s sound command of technique allowed him to
experiment without the fear of losing direction. The traditions of the
Cracow Academy, where he studied in the atelier of Dembicki, to-
gether with Vasyl Kryzhanivsky and Lev Gets, soon vanished before
the new artistic concepts discovered in Paris, where the artist spent
the formative years 1925-1927. Here he worked in the atelier of
Andre Lhote, one of the founders of cubism, who infused in him the
logic of this style with certain classical trends. Lhote helped Per-
fecky overcome the outdated stylistic influences of the Cracow
Academy and gave him the means with which to leap ahead.

Few Ukrainian artists experimented to the same extent as Per-
fecky in such areas as color, design, texture and diversity of mater-
ials. Even though Perfecky exhibited his works in the prestigious
Tuileries Salon and was praised by the most exacting of critics, he is
not as well known as other Ukrainian artists from Paris. This is be-
cause his works are often taken to the point where the artist, having
reached a solution, leaves the work at the moment when its realiza-
tion becomes a purely technical matter. The result is often an “un-
finished” work: a hard to market but complete artistic creation, in
which the very struggle for a new artistic expression is the main ob-
jective. It is hard to understand, for example, why Cézanne, content
with a completed landscape, on several occasions abandoned it in
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shrubs and went home, satisfied that he was able to reach a solution.

Perfecky belongs to those artists who avidly accumulate energy
within themselves — and then wait. This is typical of many Ukrai-
nian artists who observe with envy foreign art movements and the
support such movements receive from their governments. For these
artists art becomes something removed from immediate reach, some-
thing for which one has to strive in order to earn the very right to
create.

We sit and talk: Picasso. Ethiopia. Occultism. War experiences.
Freemasons. How best to fight Moscow’s aggression. Gogol’s “Taras
Bulba” which is being filmed in Paris by a Jewish-French company.
Cats. Political and non-political issues. And, foremost, travels. Here
we agree that there is nothing better than to travel, that travel is
also an art in its own right, only more private, since one’s own im-
pressions need not be exhibited to others, but at most indicated by a
pointing finger.

Perfecky’s complexion is dark, his forehead high, his lips shaped
into a perpetual cryptic smile. His profile is sharp and his chin well
suited for the strap of a helmet. He is, after all, Second Lieutenant
Perfecky.

(Printed in Lviv, in the literary and art
biweekly “Nazustrich” no. 13, 1935)
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LIIOCTPAIIII 10 «<EHEIIH» KOTJISIPEBCHKOI'O
ILLUSTRATIONS TO KOTLYAREVSKY’S “AENEID”
ILLUSTRATION POUR L’ENEID DE KOTLYAREVSKY

41. 42. Iniocmpauyii do 3modeprizosaroi « Eneidu»
Komaspescvkozo.

41. 42. Illustrations to Kotlyarevsky’s Aeneid.

41. 42. Illustrations pour U'Eneid de Kotlyarevsky.
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43. 44. Inlocmpayii do 3modeprizosaroi - Eneidu -
Komaspescvkozo.

43. 44. Illustrations to Kotlyarevsky’s Aeneid.

43. 44. Illustrations pour 'Eneid de Kotlyarevsky.
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3 JIUCTIB JIEOHIJIA ITIEP®EIIBROI'O

no C. 'opauHCHKOTO i KOMEHTapi 10 HUX

JlucriBka 3 [lapmxky Big 7 sxoBTHs 1929 p.:

Hopozuii Tosapuwy! Jakywo 3a nam’sms. Pomozpagio Bam He
Mmoxcy damu, 60 He xouy, wob Bu é3azani u,one6y0b npo MEHE nucau.
A uye Bac npowy i nonepedacain odnopasoso. Axwo He xoueme
cmpamumu moei npusasui... O0naue He MONCY He MiWLUMUCA HA MOl
pyx, wjo Bu mam po6ume na Cxodi.

(...) 30doposai cepdeuno, Baw Jleorix IlepchenbKHH.

(s sucriBka OyJia BIAMOBIAAI0 HA JHCT IPYITH JbBIBCBKHX MHCTIIIB,
mo misHire ogopmuaacas B AHYM — Acouisgio Heszasresxxanx
YrpaiHcekux MuctiiB, — ska pobHJa IUVIAHH BHCTaABKH MOJAEPHOIO
mucrenrBa y JIpBoBi 1 A miei MeTH 36Hpajia KapTOTEKY MHCTIIIB.
IlpuynHy BigMOBH Big cHIBOpani MOXHA BHACHHTH TONIIIHIM
HEBPOTHYHHM CTAHOM MHCTIA I He3aJ0BOJIEHHAM Ta CAMOKDPHTHIHHM
migxXoA0M 10 BJIACHHX MIparb).

JlucriBka 3 IlosuaHsa, Ajes MapiiHkoBcskoro 4. 2y I
IanimeBcrkux, Big 9 BepecHs 1931:

Cher ami Sviatoslas! Bawy, wo Bu maeme maky eeauxy cury 6oxi
nepesedennro Bawux naawnis, ak om nacadrcenns kKyoOismy 6 pIOHIl
Tlaruwuni, wo s ne mowy onepmuca Bawii cyrecmii i daw 3200y
npuimamu ywvacms nRaAcuBHO YU QKmMUuSHO 6 ycakux Bawux
«6UOpUKAxX» WOJO BUWEIAIHAYEHO20 KYOIIMY, «8nAmMbe» ax 0o
BUBLULEHHA MO20 YAPYIOY020 Mampoca Je 6 mo re Oyao.

Haii Ban, Bowe, ruwe zpoweii, 60 6e3 nHux mivozo He nide, a
Mmoparsro mu Bac nidinpemo.

Brinyi yvozo micaya abo 6 mosmri éepmarwca do [lapuxa, a
wodo JIvéosa, mo 6yde zarexamu 610 cnpuarwux o6cmasuH.

Votre ami dévoué Leonide Perfecky — peintre cubiste

(11.C.) He pobime 6azamo 360opis, a nepesodeme cnpasy 3 déoma-
mpsoma neérumu 1100mu. AmMins.

(Kapruna Ilepgeupxoro «Marpoc», 56x41 cMm., 6yJja BHCTaBJIeHA Ha
Iepimiti Bucrasi AHYM y JIbBoBi y Bepecui 1931 poky. B karamaory
BHCTaBKH 3a3HadeHa mig 4. 88. Ha TiH BucTaBIll, 10619 YKpaiHCEKHX
mucthiB 3 Ilapmwxy 1 JIbBoBa, 6y/iH IOKa3aHI Te TBOPH MEPENOBHX
¢paHIy3bKHX Ta ITaTIHCbKHX MHUCTLIB 3 Ilaprxy).

Jlucr 3 Himeyuyunu g0 JIbBoBa Big 17 kBiTHa 1942 poky.
Ileppeuskuii muiiie, 110 Ma€ MPOMO3HI[II0 MPALIOBATH AK 1JIIOCTPATOP B
OZHIH HIMelbKIH yCTaHOBI, ajle 3J0POB’A HOMYy Ha Iie He JJ03BOJIAE:

Tym € o0ur Hesamuenuli 0ik, nonepuwe, A 6ime He IMONKY
npaywseamu sax domenep, a do eac euixamu, ka3aaiu meui, Oyde
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suxawywero. Ilodpyze, wummasa y eeaurxomy micmi ne € dobpe dns mozo
30oposéa. B mene 6yro sanarenns nezewié i menep memi nompibne
céiame nosimpsa ma dJdobpe 6idwueramuca, 60 IHAKWE UEKAE
mybepryab03. 3 mozo 6oky npunyckarn, wo é I'aruwuni 6yao 6 kpawe,
60 nHa sunadok wozo miz 6u euixamu decy Ha cero nidwcusumucsa. Uu
3MOKy Ha e pepJaeKTyBaTH, npouly MeHl Hanucamu, Pi6HON AKA
cyma nompibra 0ns jcummas i Ak 3apodramu.

Tenep, 'y cniwHomy nopadky mpeba, wob Hawe
npedcmasrhuymeo, moxe uepe3 npogp. Ky6itiosuia, dosidanoca 6
cexpemapiami Ienepanvrozo Iybepnamopcmea wu 00360ramb Mmehi,
ax Bawomy cnigpobimuukosi, do Bac euixamu ma ak 00620 usa
npoyedypa 6yde mpusamu. Tpeba snamu, wo a npuixas 3 Pparnuii do
Himeuuunu sax pobimHuk cinwvcvkozo zocnodapemsa, 6o inaxwe 6yno
Hemodxcrueo. Ilicns xeopobu saxky pobomy eukonyeamu éce 00HO He
MOy, omdce Oiabwe kopucmu 6yde npauyloeamu 6 C80emYy paxy
(...)

Moace nompibni 6ydyme desaxi damu: napodusca 23 atomozo 1901
Ha Ymanwuri, poduyi zaruuanu, emispanm 3 1921, cepedna oceima,
6amanii cnpasxcui 6id 1917-21. Akxademia ¢ Kpaxosi 1921-25, do
1941 y @Pparyii. Cnisnpauys 3 Bawum waconucom.

30oposnio cepdeuro, Baw Jleonix Ilepghenskuii
Pucynku (13) sucuanato odHouacHo.

(«¥Ykpainceke BupaBuuiurBo», KpakiB-JIbBiB, cTAr"ysno Hesabapom
Ilepdeuskoro no JibBoBa sk imiocTparopa ans micauyHuka «Hamri
Hui». Tomy, o Tam pobotu O0ysio HebGaraTo i OyB KJIOIIT 3 KJillIaMH,
Ilepdeubkuii nepeiiilioB npauoBaTi K BuKJIagad pucyHky B Illkosi
MHCTEIIBKOTO IIPOMHCJIY, SIKy HOMiHaJbHO od4oioBaB Bacuib
Kpuuescbkuii, a pakruuso Beau muctui M. Byrosuy, M. Ocinuyk, B.
Manactupcekuit 1 ckyabnropu C. JlurBunenko ta M. Myxun.
Ilepdenbkuii BrmouyuBcA Takoxk y npamio «Coinku  mpani
YKpalHCBKUX 00pas3oTBOPYHX MHUCTLIB» i1 1942 Ha 3-ii 11 BucTaBIi
nokazaB cBol KaptuHy <«HKoszaku mnig TpamesyHToMm» 1 dYoTupu
b6aTasicCTUYHI PUCYHKH).
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45. Bozomamip 3 [Jumanm. I]epkea 6 Ponon, Keebek.
45. The Blessed Mother and Child. Church in Ronone,
Quebec. )

45. Vierge et U'Enfant. Eglise de Ronone, au Québec.
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Manionku do Anokanincu cs. Ieana Bozocrosa.
Aksa , Yeaw, nacmensn i onisn, 36x24 cm.
ATIOKAJIITICA ‘ - .

Illustrations to the Apocal St. John the
THE APOCALYPSE Doe ypse of St. Jo

Watercolor, gouache, pastel, and oil, 36x24 cm.
I APOCALYPSE

Illustrations pour UApocalypse de St Jean le
Divin.
Aquarelle, gouache, pastel, huile, 36x24 cm.

46. <A Anvgpa i Omeza, nowamox i kineybs...» I, 8).

46. “I am the Alpha and the Omega” (the beginning
and the end). Apoc. I, 8*.

46. “Je suis U'alpha et 'oméga” (le commencement et la
fin). Apoc. I, 8*.

* The quotations from the Apocalypse are from The New Oxford
Annotated Bible, H. May and B. Metzger, eds., Oxford, 1977.

* Passages de I'Apocalypse de la Sainte Bible, traduit par le
Chanoine A. Crampon, 1939.



47. IMpuiide wac, wo 8 zpobax nowyoms zonoc Hozo...»
(6Gsane. ce. Isana, V, 28).

47.“For the hour is coming when all who are in the
tombs will hear His voice.” Gospel According to St.
John, V, 28. (This passage is not from the Apocalypse.)
47.“Ne vous en étonnez pas, parce que vient heure ou
tous ceux qui sont dans les sépulcres entendrant sa
voix.” L’Evangile selon Saint Jean, V, 28. (Ce passage
ne fait pas partie de ’Apocalypse.)
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48. Biauu kinb i i30eys 3 ayxom (VI, 2).

48. “And I saw, and behold, a white horse, and its
rider had a bow.” Apoc. VI, 2.

48. “Viens! Et je vis paraitre un cheval blanc. Celui
qui le montait avait un arc.” Apoc. VI, 2.



49. Puxcuil kino i i30eyd 3 meuem (VI, 4).

49. “And out came another horse, bright red; its rider
was permitted to take peace from the earth, so that men
should slay one another.” Apoc. VI, 4.

49. “Et il sortit un autre cheval qui était roux. Celui
qui le montait regut le pouvoir d’éter la paix de la terre,
afin que les hommes s’égorgeassent les uns les autres,
et on lui donna une grande épée.” Apoc. VI, 4.
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50. Yoprut kinb i i3deyd 3 eazow (VI, 5).

50. “And I saw, and behold, a black horse, and its
rider had a balance in his hand.” Apoc. VI, 5.

50. “Et je vis paraitre un cheval noir. Celui le montait
tenait a la main une balance.” Apoc. VI, 5.



51. Kinv 6aiduii, a na nvomy Cmepmos (VI, 8).

51. “And I saw, and behold, a pale horse, and its
rider’s name was Death.” Apoc. VI, 8.

51. “Viens! Et je vis paraitre un cheval de couleur pale.
Celui qui le montait se nommait la Mort.” Apoc. VI, 8.
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52. «I dano xowcromy 6iny odixc...» (VI, 11).

52. “Then they were each given a white robe...” Apoc.
VI, 11.

52. “Alors on leur donna a chacun une robe blanche...”
Apoc. VI, 11.



53. «Tpacennsa seauxe cmanocs i COHYe cmano
yopre...» (VI, 12).

53. “I looked, and behold, there was a great
earthquake; and the sun became black as sackcloth.”
Apoc. VI, 12.

53. “Et je vis... qu’il se fit un grand tremblement de
terre, et le soleil devint noir comme un sac de crin...”
Apoc. VI, 12.
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54. «I 6avwus s cim anzenis, wo cmosau neped Bozom »
(vill, 2).

54. “Then I saw the seven angels who stand before
God, and seven trumpets were given to them.” Apoc.
VI, 2.

54. “Puis je vis les sept anges qui se tiennent devant
Dieu, et on leur donna sept trompettes.” Apoc. VIII, 2.



55. «I nepwuu anzen sampybus, i nocmas zpad i
eozonw» (VIII, 7).

55. “The first angel blew his trumpet, and there
followed hail and fire.” Apoc. VIII, 7.

55. “Et le premier ange sonna de la trompette et il y eut
de la gréle et du feu...” Apoc. VII, 7.
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56. Il'amutu anzen mpybums (IX, 1).

56. “And the fifth angel blew his trumpet.” Apoc. IX, 1.
56. “Et le cinquiéme ange sonna de la trompette...”
Apoc.IX, 1.



57. «I wykamumymo nw0du 6 Oni mi cuepmu...» (IX, 6).
57. “And in those days men will seek death and will
not find it.” Apoc. IX, 6.

57. “En ces jours-la, les hommes chercheront la mort,
et ils ne la trouveront pas.” Apoc. IX, 6.
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58. «I 6a%ue A KOHi..., a 3 pomis ix 6uxodums 6020Hb»
(IX, 17).

58. “And this was how I saw the horses in my vision...
and fire and smoke and sulphur issued from their
mouths.” Apoc. IX, 17.

58. “Et voici comment les chevaux me parurent dans la
vision... et leur bouche jetait du feu, de la fumée et du
soufre.” Apoc. IX, 17.



59. «Idimb i surutime wawi znisy Boacozo...» (XVI, 1).
59. “Go and pour out on the earth the seven bowls of
the wrath of God.” Apoc. XVI, 1.

59. “Allez et versez sur la terre les sept coupes de la
colére de Dieu.” Apoc. XVI, 1.
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60. <A Opyzulil anzen 6uNUB HAULY CBOI0 HA MOpE...»
(XVI, 3).

60. “The second angel poured his bowl into the sea.”
Apoc. XVI, 3.

60. “Puis le second (ange) répandit sa coupe dans la
mer...” Apoc. XVI, 3.



61. «Ynas, ynae Basunon!...» (XVIII, 2).

61. “Fallen, fallen is Babylon the great!” Apoc. XVIII, 2.
61. “Elle est tombée, elle est tombee, Babylone la
grande!” Apoc. XVIII, 2.
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62. «A o0szHnenull Bin 6 00excy, 3akpaweny kpoe’o...»
(XIX, 13).

62. “He is clad in a robe dipped in blood.” Apoc. XIX, 13.
62. “Il était revétu d’un vétement teint de sang...” Apoc.
XIX, 13.



63. Bapianum: 130eyb na wopromy xowi. Oniseyby,
akeapens.

63. Rider on a black horse. Pencil and watercolor.
63. Cavalier sur un cheval noir. Crayon et aquarelle.
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64. I30eub na puxcomy xowi. Oniseydp, axeapens.
64. Rider on a bright red horse. Pencil and watercolor.
64. Cavalier sur un cheval roux. Crayon et aquarelle.



65. I30eyb na 6inomy xowi. Oniseyn, axeapens.
65. Rider on a white horse. Pencil and watercolor.
65. Cavalier sur un cheval blanc. Crayon et aquarelle.
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66. Cmepmo Ha xowi. Oniseydb, akeapers.
66. Death astride a horse. Pencil and watercolor.
66. La mort sur un cheval. Crayon et aquarelle.



BIOI'PA®IYHI JAHI

1901:

1918:

1921:

1925:

1941:

1942:

1944:

1945:

1954:

1962:

1977:

— Jleonin Ilepdeunkunii HapomuBca 23 mororo 1901 poky B
Jlagnmaxuasax Ha KuiBiuHi.

— HaBuagca B cepegHiii mikoai B Opui, B yHiBepcHUTeTax B
Mocksi it Kasani, B mkos mnpanopiukiB y Ilereprodi 6insa
Ilerporpany.

BpaB akTuBHY yyacTts y BusBosibHHX 3MaraHHAX.

IlepeiitioB 3 Apmiero YHP Ha ewmirpamiio i BCTynmuB 10
KpakiBcekoi Akagemii Mucrenrs.

IlepeixaB no Ilapuxka, nme cryaiooBaB y MaiicTepHi Majnspa
Anpgpe JIvora.

Bugesenunii 1o HimeuuynHu Ak arpapHuii po6iTHHK.

— «Ykpaincbke BumaBHHITBO» CTSirHyJI0o MHUCTIS a0 JIbBoBa
fK lmoctparopa ajs micauyHuka «Hamri [[Hi»; Tex mpaiioBaB
AK BUKJIAaJa4d PUCYHKIB B Y KpalHChbKIH MHUCTELIbKIHN HITKOJII.

— Ilig yac mobyty y JIeBoBi JleoHin mpokuBaB IIpH POMHHI
cBoMoro ctpue4dHoro 6para 6u. . €Brena Ilepderbkoro

BerynuB po npmuBisii  «[anmumumHa» SAK BOEHHHH MaJisip-
KOPECIIOH/IEHT.

OnuHuBces B Ta60pi BOEHHUX BTiKa4iB y 3aabubypsi.

— IIpubys no Kananu, ne Ha mocriiino ociB y MonTpeadi. Tyr
npoxxuBaB BiH ripu Opatopii cB. Hocuda axk 10 ocTaHHIX pOKiB
CBOHOro KUTTH, KOJH TMeEepeHiccsi M0 YKpalHCHKOro JOMYy MAJIst
CTapILHX.

— B yaci nobyry mucrusa y MouTtpeasi oco6IuBO omiKyBaJsacs
HUM poauHa GBreHa i ['anmuuu CeHHILINHIB.

— Yacro Tex BigBiayBaB JleoHin poauny Bormana i Harauii
ITepdenpkux y Pinanenpdii, Akl ypAAMIH BHCTABKH IHOro
tBOpiB y Hio Mopky 1 Pinsapenndii y 1965 poti.

B EnmMoHTOHI 6ysa 3opraHizoBaHa BHCTaBKa HOro TBOpIB
Bornanom DBouwopkoBum 3 Harogum 30-piyHoro oBijew
Yxpaincbkoro HauionansHoro O6’efHaAHHSA.

ITomep Jleonin Ilepdenpkunii y MonTpeasi gus 25 xoBTHsa 1977
POKY, Iie € IOXOpoHeHui Ha kjaaaoBuilly MoBHT Posib.



CIIMCOK KOJIEKIIIA

Yucao kapTHHH: Koaexwis:

24,25, 2T ..o fpocnaBa i Xpucrunu BoeBinkis
18,19 oo, Bosnogumupa i pocnaeu I'anan

5, 6, 16, 20, 23, 33, 41,42, 43,44 .... Borpgana i Haranii [Tepderprux
3,4,34,35,36,37,39 ... JleBa i Mapii [lepdenpkux

17 e IOpis i Xpucrunu [lepdenprux

B8 e Crenana i IBanuu PoxkaHKIBCbKHX
29 e Eerena i 'anuun CeHunux

21, 24, 25, 26, 28, 30, 31, 32 ............ Muxosnu Cranbka

46 10 66 ......ooooevieeeiieeeee e Ykpaincskoro Myseio B Hio-Hopxky

(nap IOpis i Xpuctuuu Ilepdenprux)
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Jleonid Ilepgeyvruii

8 myndupi xozaxa «3anianoi JJueisii».

Leonid Perfecky

In the Cossack Uniform of the “Iron Division”.

Leonid Perfecky

En uniforme des Cosaques de la “Division de Fer”.

®

«Q0un i3 nebazamvox ykpaincvkux manspie-6amanicmie, Jleonid Ileppeyvkuii, subueca c60im
indusidyanvHum cmuaem, C60EPIOHOI0 MEXHIKOK, He3BUMAUHUM 6MIHHAM cxonumu pyx i Hacmpiu
Mmomenmy ma 6azamum 3HAHHAM YKpAiHCbkoi icmopil, 3 aKoi 6iH wepnae memamuky OAR yinoi cepii
Kapmum. »

Borpan Bouwopkis

“Leonid Perfecky, one of the few painters of battle scenes, was noted for his individual style, his original
techniques, and his unusual ability to capture on canvas the action and mood of a given moment which
he enhanced with his rich knowledge of Ukrainian history, from which he drew his subject matter for an
entire series of paintings.”

Bohdan Bociurkiw

“Leonid Perfecky, l'un des rares peintres a s'étre intéressé aux scénes de bataille, devait sa réputation a
son style individuel, ses techniques originales et sa capacité extraordinaire a rendre Uaction et Uesprit
d’'un moment particulier. Il était également connu pour sa connaissance approfondie de Uhistoire
ukrainienne, dont il s'est inspiré pour une série de tableaux.”

: Bohdan Bociurkiw



