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Hakyemo boeosi, wo nucnocaaé
VKPATHCLKOMY HAPOOO0Ei, VKpaiHCoKill
3emai, eenis mucmeymea — Muxony
Andpitoeusa Cmopoxcenka, meopuui
Cnadok AK020 — HeouiHenHe Aauiue
CeIMoBGoI Kyabmypu.

B. Boarosis
AMPERTOP BHAABHMUTEE ~fIHinpos

Thank the Lord for His gift to the
people of Ukraine that is Mykola
Storozhenko, genius of art, whose art
heritage is invaluable phenomenon
of world culture.

V. Voytavych
Directar
«Dnipro= State Publishing House



Koau cninkyewcs 3 Muxoaorw Cmopoxcenikom, 3aexncou
siduysacui sUcoKe ocsisiHHs | dyxoeHe 30azauenHs, Wo
nespumo oxonmoe mebe. Hozo nanoenenicms enepzicio,
MUCMEWbKUM RPOMeciitHum 3a833mmsm nepedacmoca
Koaezam, Opy3sm, HAOUXAE {1020 Y4HIG 00 CNPagicHbOl
meopyoi noecskdenHoi pobomu.

Mukona Andpitiosuy — eyumens 6id boea. 3axonaenuii
MUCTEYMBOM, GiH CIUMYAIOE 00 WbO2O | CBDIX Konee —
Mumuie i cmydenmie, i 6Cix, Xmo 3 HUM NPALIOE.

Budamuuu xydoxcnuk, Mukoasa Cmopoxcenko
JOCKOHAN0 60100IC MUCMIEUBKUM PEMECAOM,
PIZHOMAHIMHUMU MEXHIKAMU HCUBONUCY,
MOHYMEHMAAbHO20 MUcmelmea, ikoHonucy ma zpagixu.

Ha ocnogi ybozo cmeopue i cmeoproc ceoi yHikanohi
incmpymenmu, Hoei 3acobu oGpazomeopuocmi. Bee ye
6IH wedpo oapye ceoim cmydenmam. Hum cmeopera
ABMOPUMEMHA MAAAPCHKA WKOAQ | MAUCMEPHSA
MOHYMEHMAALHOZO0 MUCMEWMEG MA XPAMOGOT Kyabmypu
y Havionanshii axademii oopazomeopyoeo mucmeymea
i apximexmypu Ykpainu.

Ocobucma meopHicms MUmus, Uo2o MOHYMEHMANbHI
PO3NUCH Ma MO3ATKU, HCUBONUCHT MBOPU UL MaiicmepHi
inmepnpemauii ykpaincokoi aimepamyproi Kaacuku
8 O(POPMACHHI KHUS — BCE e Wedespu Cy4acHoo
VKPaiHCbK020 Mucmeymea.

A, B. Yebukin

[Mpeaunexrt Havionaneror
axkagemil mucteyTs Yxpaiky




Any time when communicating with Mykola
Srorozhenko I feel myself highly enlightened and spiritually
enriched. His fullness of vigour and professional art activity
is transferred to his colleagues and friends inspiring his
students to a really creative day-to-day work.

Mykola Storozhenko is the God-inspired teacher. Being
enthusiastic over the arts, he incites his colleagues — artists
and students and all those he works with — to the art
enthusiasm.

Mykola Storozenko, the famous painter, perfectly
possesses artistic handicrafts, various technologies of
painting, monumental art, icon painting and graphic aris.

He has developed his own unique instruments and new
methods of painting. He shares these skills generously
with his students. He founded the authoritative school of
painting and studio of monumental art and spiritual culture
at the Narional Academy of Pictorial Arts and Architecture
of Ukraine.

Personal art activity of the artist, his monumental
frescos and mosaics, and paintings, and masterful
interpretations of the Ukrainian classic literature in book
designing — all these are the real masterpieces of the
modern Ukrainian arts.

A Chebykin
President of the National
Academy of Arts of Ukraine












MOHYMEHTaNbHe MUCTELTBO
monumental art
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Yxpaina ckighcora - Ennana crenosa. Oparmenr. 1987-1991.

bursa yapis laandipca 3 Llapiem.
Oparment moaaiku «Ykpaika crighcbka — Ennana crenosa». 1987-1991
Moaaika. Agminkopnyc naucionary «linea»,
cmr. flasypre, Xepcowceka obn.

«Scythian Ukraine: Hellas of the Steppes.» Fragment. 1987-1991.

The Battle of the Kings: Idanfirs against Darius.
Fragment of the mosaic «Scythian Ukraine: Hellas of the Steppes.» 1387-1991.
Mosaic. Administrative building of the Gilea Hotel,
Lazurne, Kherson region.






Ykpaina cxighcexa - Ennana crenosa. Mparment. 1986.

[enna i senore pyro. Dparment mosaiku «Ykpaina ckidicoka — Ennapa crenosas. 1987-1991.
Moaaika Aaminkopnyc naucionary «liness,
cmr. Nlasypre, Xepcoxcska abn.

«Scythian Ukraine: Hellas of the Steppes.» Fragment. 1986.

Helle and the Golden Fleece. Fragment of the mosaic
«Scythian Ukraine: Hellas of the Steppes.» 1987-1991. Mosaic.
Administrative building of the Gilea Hotel, Lazurne, Kherson region.
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Yipaina crighceka - Ennana crenosa. Dparment. 1986.

[epakn, bopuciper i cxig.
Oparment mo3aiku «Ykpaika ckigcoka — Ennana crenosa». 1987-1991.
Moaaika. AamiHkopnyc naucionary [ ineae,
cmr. Jlaaypre, Xepcorceka o6n.

«Scythian Ukraine: Hellas of the Steppes.» Fragment. 1986.

Heracles, Borysthenes and a Scythian.
Fragment of the mosaic «Scythian Ukraine: Hellas of the Steppes » 1987-1991.
Mosaic. Administrative building of the Gilea Hotel,
Lazurne, Kherson region.
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Apsanreny [aspuin. Muxain, Ypwin, Pacain, 1937-2000
Neexac, xonogna exkaycruka. 200 mé. banm uepken Mukonw Mputucka. Kunie

Tpitua 1 Apxarrenn [aspuin, Muxain, Ypwin, Padain 1997-2000
Nesxac, xonoaa exxaycruka, 200 m?. bana uepxen Mukonu Mpuncka. Knie

Archangels Gabriel, Michael. Uriel and Raphael 1997-2000
Leucas, cold encaustic. 200 sq m
Cupola of St Mykola Prytyska church Kyiv

The Trimity and Archangels Gabriel. Michael, Uriel and Raphae! 1997-2000
Leucas. cold encaustic. 200 sq m
Cupola of St. Mykola Prytyska church Kyw
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Tpiviun. Bparmenr.

Tpisiua 1997-2000.
Neexac, xononxa enkayctuka. 200 m2. bans, 6apabax uepken Mukonu Mputnexa. Kuis.

The Trinity. Fragment.

The Trinity 19972000
Leucas, cold encaustic. 200 sq. m. Cupola of St. Mykola Prytyska church. Kyiv.
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Apxaviren [aspuin. Oparment. 1997-2000.
Nlesxac, xonogxa eHkaycTuka.
bana uepxan Mukonu Mputucka. Kuie.

Archangel Gabriel. Fragment. 1997-2000.
Leucas, cold encaustic.
Cupola of St. Mykola Prytyska church. Kyiv.
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Apxavren Ypuin. Oparment. 1997-2000.
NeBkac, xonogHa eHKkaycTuka.
bawa uepxen Mukonu Mputucka. Kuis.

Archangel Uriel. Fragment. 1997—-2000.
Leucas, cold encaustic.
Cupola of St. Mykola Prytyska church. Kyiv.
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Ce. Kuarvng Onsra. 2000.
Nesxac, xonoaHa exxayctuka. 300x120 cm. Lepkea Mukonw Mputucka. Kuis.

Crpirerns. 2001.
Kapton, syrinna 300x120 cm. Llepkea Mukonu Mputvexa.

St. Princess Olga. 2000.
Leucas, cold encaustic. 300x120 cm. St. Mykola Prytyska church. Kyiv.

Candlemas Day. 2001
Cardboard, coal. 300x120 cm. St. Mykola Prytyska church. Kyiv.
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(Ha nonepeawin cTopinuil
Ocrrni ceitnom. Dparment.
(Apuctotens, Apximes, Konephuk, [aninew, lleorapao aa Binvil. 1977-1980.
lapava exkayctika. Mlinbanxuin npocTip apmikicTpaTMeroro kopnycey lHetutyTy disuku. Kuis.

Ucaani ceimom. Oparment. (Hewoton). 1977-1980.
MinbaxHui npocTip anMiHicTpatueHoro kopnycy IeTuTyTy disnku. Kuis.

[see previous page)
Brightened with the Light. Fragment.
[Aristotle, Archimedes, Copernicus, Galileo, Leonardo da Vinei.) 1977-1980.
Hot encaustic. Under-cupola space of the administrative building of the Institute of Physics. Kyiv.

Brightened with the Light. Fragment. [Newton.) 1977-1980.
Under-cupola space of the administrative building of the Institute of Physics. Kyiv.
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Ocaawi caitnom. DparmenT, Einwrein.

~ Ocanwi caitnom. OparmenT. (Einwreny, Nlebenes). 1977-1980.
Migbaumnia npoctip agminicTpatvexoro Koprycy IMcturyry disvku. Kuis.

Brightened with the Light.. Fragment. Einstein,

~ Brightened with the Light. Fragment. (Einstein, Lebedev] 1977-1980.
Under-cupola space of the administrative building of the Institute of Physics. Kyiv.
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Kueso-Morunancexa Akagemia XVII-XVIIl Oparment. 1969-1970.
Moaaika. Iutepep Incturyty reopetuunor disukn, Deodania, Kue.

Kueso-Morunanceka Akagemin XVII =XVl
Dparment. [ Crosopona, M. bepesoscexuit 1969. Moaaika.
IncTuryT Teopernunol diswkn, Deodania, Knis

Kyiv-Mohyla Academy of the 17tn— 18tn centuries.
Fragment. 1969-1970. Mosaic.
Interior of the Institute of Theoretical Physics Feofania, Kyiv.

Kyiv-Mohyla Academy of the 17tn— 18tn centuries
Fragment H. Skovoroda, M. Berezovsky 1969 Mosaic.
Interior of the Institute of Theoretical Physics. Feofania, Kyiv
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Kueeo-Morvnarcexa Axagemis XVIEXVI,
Oparment. 1969-1970. Moaaixa.
Iutepep IncTuTyTy Teopetnunoi disuku, Qeodatin, Kuie.

Kuesa-Morunarcsxa Axanemia XV =XVill
Oparmenr, I Ckosopopa, M. bepesoscukuin 1969.
Moszaika. licTutyt teopetvunol disuku, Deodania, Kuis.

Kyiv-Mohyla Academy of the 17th—18th centuries.
Fragment. 1369—1970. Mosaic.
Institute of Theoretical Physics. Feofania, Kyiv.

Kyiv-Mohyla Academy of the 17th—-18th centuries.
Fragment. H. Skovoreda, M. Berezavsky. 1969. Mosaic.
Institute of Theoretical Physics. Feofania, Kyiv.
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Kueso-Morunancska Axagemin XVII=XVIII
lea Cipko. Dparment. 1969. Kapron.

Kueso-Morunancska Akanemin XVIEXVIIL
Mapyca Yypan. Oparment. 1969-1970. Kapron.

Kueso-Morunancska Axanemin XVI-XVII,
Caranpaunnit . Oparment. 1969-1970. Kapro.

Kyiv-Mohyla Academy of the 17th—18th centuries.
Ivan Sirko. Fragment. 1969. Cardboard.

Kyiv-Mohyla Academy of the 17th—18th cenluries.
Marusya Churay. Fragment. 1969. Cardboard.

Kyiv-Mohyla Academy of the 17th—18th centuries
Sahaydachny. Fragment. 1969 Cardboard.
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Tsopua npaun. 1977.
Moszaika, penved. 1300x760 cm. Kuis.

Tsopua npays. Mparment. 1977
Moaaika, penbed. Knie

Creative Work. 1877.
Mosaic, relief. 1300x760 cm. Kyiv.

Creative Work. Fragment. 1977
Mosaic, relief Kyiv

48






Oxopora npupogu. 1975,
Moaaixa, penvedy 1300x760 cm. Kuis,

Oxopoxa npupoan. Oparment. 1975
Mozaika, pensed. Kuie.

Envitenmental Protection. 1975,
Mosaic, relief. 1300x760 cm. Kyiv.

Environmental Protection. Fragment. 1975.
Mosaic. relief. Kyiv
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lllo Taxe manoHoK

Xouy cka3zaTH Kinbka cnis npo
MUCTellbKI GOpMW MaIOHKY, 3
THM, Wob ui dopmu Gynu 3po3y-
MiTMMM He NHLle OA daxiblis,

a W [ns lWupoKoro 3arany. dkock
y my3ei B Heto-Mopky s nobauuns
HeBelTMKOro MalioHKa, Lo ek
MOHYBABCA i30MbOBAHO Bil YCHOTO,
o Hyno nopyu. f 3BepHys yBary
Ha Woro opMar i aKyck abco-
JIIOTHY HIXHICTb... [TpoTe, Konu
nininwos 6nuxde, To HibuTo
HiYoro 0cobnuBeo He MOMITHB...
Lle 6ys ManioHok Exrpa. Voro
eKCITOHYBaNM HacTiNbKK i30/1b0Ba-
HO, 110 BiH MUMOBOJTI [pUBEPTaR
yBary ineinysauis. [ ue Hagaeano
oMy Le 6insiiol MUCTELbKOI
uiHHocTi. MeHi moaymanocs Toi,
110 MamQHOK caMm no cobi, Gea
38'A3KY 3 MIArOTOBYMM MaTepia-
JIOM SIK MM, 3a3Bu4ad, pobumo, €
CaMOCTIHHMM TBOPOM MMWCTELTBA.
Ta 1le okpeMuii BUManoK, KOnm
MarniHOK He € NOTIOMiIXHWM
Mmarepianom. Manwouox EHrpa

Jlo Binoro apxylla, B34TUI Tax
TOHKO, TaK YMCTO, MaTeMaTHYHO,
Lo BiH Mae afco/noTHE 3HaYeHHA
K cCaMOCTIHHUA KaHp. Take came
aOCOMITHO CAMOCTIHHE 3HAYEHHS
MaiTh | ManwHku botiuenni.
BoHu Maitxe Ha piBHi foro Tema-
TUYHUX KAPTHH.

ManwHoK, MOXHa CKa3aTH,
CATae NaBHiX TIMOUH, KoMK
XYIOXHWK eloXu HeomniTy Mposis
nepiuy nidito. IMiznile Mmir 6ytn
MarnioHoK Y hopMi nixil, fka Bing-
Gupana 3omiakanbHi MeTadopuyHi
3HavyeHHd, 60 NaBHA JTIOOMHA
nvsunacs Ha HeGo i poOuna Kpec-
JIeHHA, W BiOTOMOI TTOYarcA mep-
WA OYXOBHUI PyX — <110 MHa
— TBOpuUicTs — HeBow. Lle mir 6yTu

rpadika graphics

HacKeJIbHUA MaoHOK, MaJTiOHOK
Ha KameHi, Ha Micky um Ha 3emi.
Jonuaa ckmagana 3 Nidiv neexi
KoHGirypauil, ymoeHi 31aKy, i Ui
Mepli MasTFOHKM JTI0IMHK Masu
CBOE CaMoOCTiVHe, MariyHe, 3Ha-
YeHHA. TOMY MaJIIOHOK y CBOIHA
OCHOBI € He Nullle NiAroToBuuM
marepianom Mg KapTuH, s
0GCTYTOBYBAHHA BULLIMX MUC:
TellbKUX chep i xaHpig, BiH cam
no cobi Mae rMUOMHHI KOpeHi.
Bizbmemo ManmoHku aiten. Le
Hal3BM4anHo UiKape dBulLLLe,
Minii, 3poGnexi Kpeiio Ha ac-
ansTi, HecyTh OUTAYUA pUTYaN i
00608'a3Kk0B0 KoHGiryparuesi. Tyr
CroCcTepiraeMo TiCHWI 38'430K
camoi MiHii 3 KOCMOJIOTIUHUM,
MariuHum, MucneHHsM. JnTuxa
MWCIUTS NiHieto... ManwoHok
akaneMiyHWi, AKMa nisuile
BMKJTaM1aBCA B aKaleMifix, (HCTH-
TyTax, Mos'd3aHui 3 HaTypoo.
Lle kapouHanbHO iHUIMA Manio:
HOK, [le BUBUAETLCH CTPYKTYPa
JOIWHM, T aHaTOMiYHa CYTHICTE
Ta BUAB 06'cMYy, BUAB CBITNOTIHI.
Toui sin HaGysae Bxe peanicTuy-
HOTO 3By4aHHA | BIIXOOWUTH MM
CaMHKM BiO neplioro rnMBMHHOLO
JHaueHHH MalloHKy AK Maril.
Konwu xynoxuuk 300paxae
MeBHOro MepcoHaa i Ang 1soro
roTye MajoHKu — ofpa3, TUIu,
CKMaIKW TOLIO — BiH, MO CYTi,
JHMILYE Marilo caMoro ManioHKY
i ninnopsaoKoBye AOro XKUBO-
MUCHIW TKaHWHI, o6pasy. Mu
MnepecTaEMo BIIYYBATH ManioHOK
Ak obocobneny dopmy, panie
moxemo Ga4nTi HOTO BXKe B
KOHTeKCTi 3 iHIIMMK QopMaMu.
Hagite B ky6iami My Gaunmo eci
efeMeHTH MallioHKa B CMHTe3I,

What is a Drawing

[ would like to make some
remarks about the art forms of
a drawing for drawings to be
understandable not only for
specialists, but also for regular
people. Once [ saw one small
drawing, which was isolated
from exposition on a backwall
of New York's museum. First |
laid my eyes on its format and
absolute delicacy, but then [ saw
nothing special in it when came
closer. That was a drawing by
Ingre. And it was exhibited in
so isolated manner that turned
visitor’s attention and this gave
even more art priority to it. |
thought that a drawing itself
(separated from the introductive
materials, with which we usually
tried to supplement it} is a self-
sufficient work of art.

But this is a special case,
when drawing is isolated from
its supplementary materials.
Ingres' drawing on a white
sheet is painted in so delicate,
refined and mathematic manner
that it has its absolute value
in terms of a self-sufficient
genre, For example, Botticelli's
drawings also have their
absolute self-sufficient value
being almost at the level of his
topical paintings.

It is safe to say that a
drawing originates from high
antiquity, when the first line
was drawn by ancient artist of
the Neolithic period. [t the later
times, there may be a drawing
in a form of line that reflected a
Zodiacal metaphorical meaning:
an ancient man made some
drawings looking up at the sky,

and hence the first spiritual
movement — «man - art = sky» -
started up in a form of either cave
drawing or stone drawing, or
send drawing, or ground drawing.
The drawn line or configuration,
or some symbols — all these were
the first drawings, which had
their self-sufficient or even magic
value, Therefore, a drawing, in
its basic sense, is not only an
introductive material for paintings
or preparatory materials for
upper art spheres and genres, but
also has the deep roots in itself.
For example, children drawings,
even the pavement ones, are a
very interested phenomenon.
Chalk lines are always figurative
being a result of certain children
rituals. Line is inherited in

such drawings. Especially it is
observed in springtime. It is a
result of a cosmological thinking
through such drawing and

line. The academic drawing,
which was under study later in
academies and institutes, was
related to nature. It was quite
another kind of drawing, which
required studying a structure of

a man, his anatomic essence and
sizes, and effects of light and
shade; all these acquired such
realistic sounding that deflected a
drawing from its initial depth and
magic essence.

When a painter prepares
drawings — image, types and
folds, etc. = in order to paint
certain character, he ruins the
magic nature of a drawing itself
subjecting it to the art contexture
and image. With this, we can
not perceive a drawing as a self-



Moprper Bpara xynomrmka.
19531954, Oniseus, peryw.

Portrait of the Artist's Brother.
1553-1954. Pencil, retouch
PeanmicTyuRMA MalOHOK He
Takuit CaKpanbseum, 1K TUTHUKA,
A MaIIOHOK NepricHOT JIFOLMHK
Hece obocobnery 3Ha4MMICTh,
3HaKose apyuanua. Bin npu-
TaMaHHMUT BCIM mionam. Cama
TIiHiN € TAKOID BMPa3HoIo, 10 CTaE
IMICTOM.

Hanpuinan, y llikacco uopho-
bine nofynopane Ha TOHAMBHIN
OCHOBI 3aroctpeHoro sinuyTry ob-
pa3y i dopmu. Bisememo «l'epi-
Ky». TyT He pTpayeHo MaridHocTi
yopHoro y yopHo-Ginomy. Cnin
3AIHYUMTH, 1110 KOJTM MATTIOHOK,
TNiHis, MaIOTh MEPCTIEKTHRY, TTTH-
GUHY, BCl 3aKOHKM aKCOHOMETPIL,
TOLI BiH Crpagii KOCMOTOHIMHEO
Oie y npocropoBoMy Tinasi. Bin
LBOTO MaFig IMYLIYE MAMIOHOK
amintoBaTHCs, Oine crae nip-
NOpSAKORaHe BChoMY, i Tofi
ManoHoK Habupae abCoroTHO

Banogn. 1999 Oniseus.
Volodia. 1399, Pencil.

OKPEMOro 3HaueHHs, ¥ Teop-

115 BCe MOYMHRETHCA 3 Mepiiloi
PMCKH, 3 MEepIIore JOTHKY L0
Ginoro. Konu mamiosas [idarop,
BiH OCMMCITIOBB MeBEUV IMICT
NpUpoaH, XocMiuHoT npupoan.
Bix manosas yMcsiamu (1o

MW KOHLenTyaikHo fagmumo iy
TNeonapro Aa Binui) a gncna —
Tex marioHok Beecsity. [ HotHi
IHAKM — Lle Tex MamoHoK. Lle
Bee sacobu yopro-6inoro, Hamg-
3BMUAAHI 3HAKM, AKI B OCHOBI,
3I1AETHCH, HACTIIAYIOTE Ti MepLio-
IKepena, 1o 6y mpHUTamMaHHi
JIOOAM [2BHIX ernox.

Brim, nuBoBuHiLI pedi TBO-
PATH He TaK MHTIL, XYLOMHMKN
1 monu, AK cama npupona. Konmu
s IVIBJTEOCH BpaHIli Ha cpibnscre
MABYTUHHSA, NPOCTATHYTE Bil
rimey 1o rinky, wo eubiucKye
Ha BpaHillHBOMY COHIL, i 8K
TOYHO i0yTh BCI MiHIT 0O LeHTpA,

4 1oTiM tile 3'€IHaHI KPYyToBUMM

nisigmu, i 8ce 1e pifpye Ha nogi-
TP, pyXaeThcA pazom. JUByemmcH,
FKMM YMHOM BCe aOCONKTHO TOY-
HO TPUMAETHCH B NpocTopi. Boxo
Ipo3ymino, MadyTe, NUILE 11aBy-
Kam. O1le MalllOHOK Takol cunu,
110 Ko[eH Haneuinun daxisellb,
HapiTk EHIP, He cTBOpUB OW HOTO
TaK, SK [aBYK CBOCIO MancTep
HiCTIO i pockananicTio. lacrieka,
10 WIMPAE § NOBITPI Nepen
3aX0710M COHLIS, 2 B LleR yac ine
NOTiK KOMaX | BOHa BUMATIbOBYE
PYXH TiTOM, XBOCTOM, KpWITaMHM,
ronoeow... Taki koudirypauli
npupoa Mane yepes mactisgy!
A KONMH NacTiska EMarioey 3 riei
rHi300 — AKMA TO MaTioHoK! |
notiM I nTauky, ki BUHO-
CATL B N3606I TOYKH, TTYX TOLLO.
Konn sonu Oyaytores rHizno — e
Tex AUBOBIKHOT QopMU Mario-
HOK: THi3JI0 OKpYTIIe, abComoTHO
TOYHO 10BEPHYTe N0 COHSYHOT
BICi | TOYHO BCTAHOBNEHO HE
TMIIe 110 COHILIO, @ W QA0 Tiel
OCHOBW, Ha HKIifl BOHO 3HAXOMMTE
cq. Ha axi Mopis € pubu Ta iHui
icToTH, 1o Mo MiCKY KpecnaTh
nepHi Niuii, fki craoTh rinHoTHy-
HUMH, ‘,’TBDPIOIO‘IH KRaIpaTy Uu
TPUKYTHMKY, 3 THM, 1106 Taki ni-
Hii ipusadniosany IXHO 2n00KY.
Al yntas, wo Hani sikock nofauns
YHUCTY MMil2aHY TOBEPXKHIO, 3 AK0l
Jifiunna sofma, i oyXe CIOKyCHBCS,
i HOTOIO HaMarKBas Napy nixin,
0 TaK 3a6MUIIATY MiO CoHIEM

sufficient form; and what we only
can is to see it in the context of
the other forms. Even in cubism
one can see all the elements of a
drawing in a synthesis. A realistic
drawing is not as sacral as a
children one. And a drawing of
ancient man has its self-sufficient
and symbaolic sounding. It is
characteristic for all people; a line
itself is so distinguished that may
become contentl.

In Picasso's works, for
example, in his «Guernica,»
where a black-and-white relies
upon a tonal basis of sharpened
perception of image and form,
the painter preserves such
magic of a black in a black-and-
white. Thus, a drawing has
its cosmogonic effect on us in
graphical terms only when the
drawing and line have their
perspective and depth and meet
all the axonometric requirements.

Makcum. 1979. Onigeys.
Maksym. 1979. Pencil.

With this, the magic substance
transforms the drawing and
a white becomes subjected to
all things, and the drawing
itself acquires an absolute self
sufficient value. Master starts
up from the first sketch, i.e. the
first brush stroke on a white.
Pythagoras painted cognizing a
certain essence of cosmic nature
by numbers {we can conceptually
see it in works of Leonardo da
Vinci); and numbers constitute
a picture of whole Universe
becoming quite another code of
mystery of art. By the way, music
notes are also a drawing. All they
are instruments of a black-and-
white being the distinguished
signs that, in my opinion, follow
those initial sources characteristic
for people of ancient epachs.

But the most surprising
things are created by nature
itselfl rather than artists, painters




Moprper B. Bonroewua. 1998
Onigeys, peryw. 36,5254 o

Partrait of V. Voytovych. 1938,
Pencil, retouch. 36.5x54 cm.

i manu Taxi TiBi, WO XyOoMHUK
BBAX @B, HIOW YTBOPUB NMeBHUA
MarmiHDK-3HaK, AKWA BiOnosinas
He0ecHMM 3HaKaM.

Och BaM MaJTIOHOK, YTROpe-
HUI TPOCTUM PO3IYEPKOM Ha
micky. Cripasii, MOXHaA PoOBECTH
onHy niHiw, sk y Popuenxka, ado
JABI-TpM MiKil Ha moNoTHI, Ak Tpe-
6a TOUHO y3roguTh B 4MCIOoBin
Mponopili, i Bu ofLepxute iHUTY
AKICTh.

Moxe 6yTH @ 1o-Opyromy:
[POCTO KNHKCE — KUTARCHKHA
cnocif — KonW KISKCa, KHHYTa
3Bepxy, 3 Bifpa 4d 3 neHans, Ha
MOJIOTHO, Ha Nanip, Mae nesHy

-

koHdirypario. [lpy HEOMY KOX-
Ha (opMa abComnioTHO yaakoHeHa
HEPYKOTROPHWM. 3rallafiTe Mopo-
IsHY wubxy B Xati ado Tponen-
Oyci... Mese 3apxan ppaxas
TOW MaNHOK, SKUM Halinuna
Hac npupolia B 3MMOBKE Yac,
KOJIM y3ip Ha winbLli, D0Xo0UTh
no Takol dranrasii, 1o He nig
cuny niofinHi. Hampuxnan, Mere
npuBa6oBas MATIOHOK (1e
MOKE CTOCYBATHCH | XOMIO3NILIT)
ipsKi Ha cTiHax, meTani, MioThoKN

Ha CTeNi, LBUb, AKa YTBOPIOE Hall:

JmuaitHo darTacTuHi hopMu.
Aka perTuKa pisHOMIaHOBICT
NpUPoIHKX yTeopers! BisbMiTh
nuBoBvaKRHI KoHdirypauii pos-
nuToroe Ger3uHy Ha BoJloroMy
Tpotyapi. AK BOHM XXuBYTh!
MamoHok € Te camobuTTs
cepiis, pUTMY, Tak Camo, AK B
Oyonami roesis, 110 Moxe Gy
npupisEsHa 0o quxaAnd. e
TAKO® € MTIOHOK J10 #KOT0 JTIo-
JivHa He nirnma. Mesi 1oBenock
GauuTy KOMIT'I0TepH] KOHGIry-
pauii, WiiTHEN MOOMHEN i 1 Oy
BPRIKEHWT, — KNITHHY 323HAT]
crocoGoM yHiKankeHol Gotorpadil,
BOHW TEPenepIIyBarmt BCix HaumX
BiIOMUX a6CTpaKIioHiCTIE No
cWti, no ecteTHili camol hopmu.
Kpaca ®niTuHW — BOHa nepe:
bepiiuia Ti cTBoperi aGeTpaKuil,
L0 303l0TECA TPYOMMM, Bill-
HocHo camol mpupoau. [Tpupona
€ HanGinbIMM XY N0KHMKOM.
Marig i micTMKa — cuna HepyxoT-
BOPHOTO JIMBa — MaImoHox.

and peaple. When [ lay my eyes
on a spiderweb stretched on
branches of a tree that flashes
in the sunshine | wonder
how accurately these lines are
directed toward a center of the
web being connected with each
other by round lines, and how
it vibrates in the wind, and how
it dances, and how accurately
it is confined in space. Maybe
only a spider can understand it
correctly. So, a spider can create
a drawing of such Intensity that
the most talented master, even
Ingre, fails 1o create. Swallow
that rings across the sky in the
twilight snapping insects and
picturing motions of its body,
tail, wings and head. And what
a wonderful drawing a swallow
«paints» when constructing a
nest with clay! And other birds,
which construct their nests from
first to last carrying twigs and fur
in their beaks. Such nest is also
a drawing of 2 wonderful form
— it is a round-made and turned
correctly not only to its core, but
also to the sun. At the bottom of
the sea, there are fishes and other
beings that draw certain lines —
some hypnotic lines in a form of
a quadrate or triangle — on the
send outlining certain sectors in
order to attract the other beings
to eat them. [ read one story of
Dali. Once he saw a clean send
surface, from which the water
receded. He was so wonder that
drew some lines on the send with
his foot. And the lines flashed
in the sunshine, and there were
only light and sheds. He believed
that he created a certain drawing
symbol equal to the symbols of
heaven.

That was also a drawing
created with a simple stroke
on the send. Indeed, whenever
you draw one line (like in

Bynuur y B racsomy. 1949 Onigeus, petyul
A Street in Viazove. 1949. Pencil, retouch.

Rodchenko's works) or two to
three lines on a canvas, which
are to be composed in a certain
numeric proportion, you creates
another reality.

On the other side, you can
create another reality when make
a blat from brush or pail on a
canvas or paper like the Chinese
masters. And the blat has a
certain configuration legalized
by somewhat not-made-by-hand.
And these laws do exist like a
frozen window in a house or
trolleybus covered with frozen
drawings. Whenever | see such
winter drawings | wonder at the
fantasy of nature that creates
such drawings that a man fails
to create. For example, some
strange drawings attract my
attention (it may also be related
to a composition): corrosion on
wall, metal, and flow mottles on
a ceiling, and molds, and a petrol
on a watery pavement that take
fantastic forms. These nature
creatures are highly diversified.
How they exist!

A drawing is like a palpitation
and rhythm and like a poetry
in Buddhism, which one can
compare with breathing.

These are also drawings a

man fails to create. Once |

saw computer configurations

of man’s cells. The cells were
pictured through a unique
photographic methodology.

And they overpowered all our
famous abstractionists in terms of
expression and aesthetic nature
of their forms.

The beauty of a cell! It
overpowered the hand-made
abstractions as they look
primitive in comparison with
nature. Thus, Nature is the
greatest master. Magic and
mystery is a power of a not-made-
by-hand miracle that is a drawing.



Inwcrpauii 2 cepii go kuuru «@ara Mopranar. M. KoutoGuncekui, 1976,
Manip, ryw, nepo. 14,5x22.5 cwm.

lllustration from the series for the book Fata Morgana by M. Kotsiubynsky. 1976.
Paper, Indian ink, pen. 14.5x22.5 cm.
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ImocTpauii 3 cepii no kuuru «Qara Moprama». M. Kouto6uncekun. 1976
Manip, Tyw, nepo. 14,5x22.5 cm

lllustration from the series for the book Fata Morgana by M. Kotsiubynsky. 1976.
Paper, Indian ink, pen. 14.5x22.5 cm.
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Imoctpauis a cepii go kuurn «Cepeg crenier. 1. Muprwi. 1981,
Manip, nitorpadin. 16x27 cm.

IntocTpauin 3 cepii no kuurw «Cepeg crenies. 1. Mupunia, Oparmesr. 1981,
Nanip, nitorpadin.

lllustration from the series for the book Amidst the Steppes by P. Myrny. 1981,
Paper, lithograph. 16x27 cm.

Ilustration trom the series for the book Amidst the Steppes by P. Myrny.
Fragment. 1981. Paper, lithograph.
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InocTpauia 3 cepii no kHurm «Cepes crenigr. [1. Muprwi. 1981,
Manip, nitorpadia. 16x27 cm.

ImocTpauin a cepii fo xuurv «Cepeg creme». [ Mupruwi, Oparment, 1981,
Manip, nitorpadin.

llustration from the series for the book Amidst the Steppes by P. Mymy. 1981.
Paper, lithograph. 16x27 cm.

llustration from the series for the book Amidst the Steppes by P. Myrny.
Fragment. 1981. Paper, lithograph.
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IntocTpauis 3 cepii go xuurn «Cepen crenis. [1. Muprnia. 1981
Manip, nitorpadin. 18x28 cm.

Inwcrpauin 3 cepii go kuurw «Cepen crenies. [1. Muprnia. Dparment. 1981,
Manip, nitorpadin.

lllustration from the series for the book Amidst the Steppes by P. Myrny. 1981.
Paper, lithograph. 18x28 cm.

lllustration from the series for the book Amidst the Steppes by P. Myrny.
Fragment. 1981. Paper, lithograph.
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Xurpuii MNerp. (Cepis intocrpauin no kwurv «bonrapeski HaponHi kasku=). 1978.
Manip, ryaw. 22x16 cm.

Sly Peter [Series of illustrations for the book Bulgarian Folk Tales). 1978.
Paper, gouache. 22x16 cm.
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[Ha nonepeawin cTopinui)
Ox. [Cepin inocTpauiit 40 kHUrKM «YKpaikcbki Hapoawi kaakw=). 1981-1985.
[IBI1, xononwa exkaycrvka. Oparmenr.

Ox. [Cepin imocTpauiv Ao kHuru «YkpaiHceki Hapoawi kaskw=). 1981-1985.
[IBM, xonopwa enkaycruka. 23 5x31 cm.

Ox. [Cepin inocTpauif 1o kuurv «Yxkpaiceki HapoRHi kasku»). 1981-1985
NIBI, xonopHa enkayctuka. Dparment.

[see previous pagel
Okh. (Series of illustrations for the book Ukrainian Folk Tales) 1981-1985
Wood fiber slabs, cold encaustic. Fragment.

Okh. [Series of illustrations for the book Ukrainian Folk Tales). 19811985
Wood fiber slabs, cold encaustic. 23.5x31 cm,

Okh. [Series of illustrations for the book Ukrainian Folk Tales). 19811985
Wood fiber slabs, cold encaustic. Fragment.
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Kaska npo lsacuka-Tenecuxa. (Cepin imocTpauiin no kHurv «YkpaiHceki Hapoaui kaakme). 19811985
NBI, xonoana exkayctuka. 23,5x31 cm.

Kaska npo leacuxa-Tenecuka. [Cepin imocTpauin ao kuurv «YkpaiHebKi HapoaHi kaskus). 1981—-1985.
[BN, xonoaHa erkayctvka. Dparmext.

The Tale of Ivasyk-Telesyk. (Series of illustrations for the book Ukrainian Folk Tales]. 1981-1385.
Wood fiber slabs, cold encaustic. 23.5x31 cm.

The Tale of Ivasyk-Telesyk. (Series of illustrations for the book Ukrainian Folk Tales). 1981-1385.
Wood fiber slabs, cold encaustic Fragment.
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Kasxa npo kotwka Ta nishuka. (Cepin incTpauiin o kumry «Ykpainceki Hapoawi kaskws). 1981-1985.
[IBI, xonoana enkayctuka. 23,5x31 cm.

Kaska npo kotuka 1a nighuxa. [Cepin inlocTpauin Ao kHurv «Ykpainceki HapoiHi kasku=). 1981-1985.
[1BN, xonopwa exkayctuka. Oparmen.

The Tale of the Cat and the Cock. [Series of illustrations for the book Ukrainian Folk Tales). 19811985,
Wood fiber slabs, cold encaustic. 23.5x31 ¢m.

The Tale of the Cat and the Cock. (Series of illustrations for the book Ukrainian Folk Tales). 19811985,
Wood fiber slabs, cold encaustic. Fragment.






Netiawni kopabens. [Cepis inocTpauii RO KHMTK <YKpaiHCbKI HapoaHi kaskwe). 19811985,
11BN, xonoaHa exkayctuka. 23.5x31 cm.

Neroumii kopabens. [Cepia inocTpauii o kHMry «Ykpaikcoki HAPOAHI kasku=]. 1981-1985.
[1BN, xonoaHa exkayctuka. Dparmenr.

The Flying Ship. (Series of illustrations for the book Ukrainian Folk Tales). 1981-1985.
Wood fiber slabs, cold encaustic. 23.5x31 cm.

The Flying Ship. [Series of illustrations for the book Ukrainian Folk Tales]. 1981-1985.
Wood fiber slabs, cold encaustic. Fragment.
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[Ha nonepegsin cTopinui)
InocTpauia 3 cepii po kuurn «Coreru=. | Dpanko. Dparment. 1983
Manip, Tyw. nepo.

IntocTpauin 3 cepii po kuuru «Corern. | Dpanko. 1983,
Manip, Tyw, nepo. 16x21 cm.

Inocrpauis 3 cepii no kHiru «Conerms. |, Oparko. Dparmenr. 1983.
Manip, Tyw, nepo.

(see previous page)
llustration from the series for the book Sonnets by |. Franke. Fragment. 1983.
Paper. Indian ink, pen. Fragment.

lllustration from the series for the book Sonnets by |. Franko. 1983
Paper, Indian ink, pen. 16x21 cm.

llustration from the series for the book Sonnets by |. Franko. Fragment. 1983.
Paper, Indian ink, pen
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IniocTpauia 3 cepii ao kuurn <Conenar. |. Opanko. 1983.
Manip. Tyw, nepo. 16x21 cm.

InocTpauin 3 cepii go kuurw <Conerne. | Opanxo. Oparment, 1983.
Manip, Tyw, nepo.

llustration from the series for the book Sonnets by |, Franko. 1983.
Paper. Indian ink, pen. 16x21 cm.

lllustration from the series for the book Sonnets by |. Franko. Fragment. 1983,
Paper, Indian ink, pen.






Imocrpauin 3 cepii ao kHurk «Conerue. |. Opavko. 1983.
Manip, ryw, nepo. 16x21 cm.

IntocTpauin 3 cepii no kHuru «Conerws | Opanko. Oparment. 1983.
Manip, Tyw, nepo.

lllustration from the series for the book Sonnets by . Franko. 1983.
Paper. Indian ink. pen. 16x21 cm.

lllustration from the series for the book Sennets by |. Franko. Fragment. 1983.
Paper, Indian ink, pen.
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ImocTpauin 3 cepii go kinru «B karakombax». [1. Yxpairka. 1969.
Odpopr, peaepsax, cyxa ronka. 90x110 cm.

IntocTpauia 3 cepii po kunru «B karaxombaxs. 1. Yepainka. Oparment. 1969.
Odiopt, pesepeax, cyxa ronka.

lNustration from the series for the book In the Catacombs by L. Ukrainka. 1969.
Etching, resist, dry needle. 90x110 cm.

llustration from the series for the book In the Catacombs by L. Ukrainka. Fragment. 1969.
Etching, resist, dry needle.
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Lyma. 3 cepil imoctpauii go kuurv «Kobaape. T. Wesvenxo. 1985-2004.
B, asTopceka Texwika. 42x39,5 cm.

Llymka. 3 cepii imoctpauil go kHurv «Kobaaps. T. llesuenko. Oparment. 1985-2004.
1B, aBTopCHKa TEXHIKE.

Thought. From the series of illustrations for the book Kebzar by T. Shevchenko. 1985-2004.
Wood fiber slabs, author's own technique. 42x39.5 cm.

Thought From the series of illustrations for the book Kobzar by T. Shevchenko. Fragment. 1985-2004.
Wood fiber slabs, author’s own technique.
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[Ha nonepe i cTopinuil
Karepuna. 3 cepii imoctpaui go kuurv «KoBaaps. T Wesyenxo. @parment. 1985-2004.
BT, aBTOpChKa TEXHIKE.

Karepura. 3 cepii inlocTpauii go kkurv «Kobaape. T. Iesyenko. 1985-2004.
[1BI1, aBTopceka Texwika. 42x39.5 cm.

lapamaru. 3 cepii inocTpauii ao kuury «Kob6aap». T. Wesvenko. Oparment. 1985-2004.
N1BI1, asTopcbxa TexHiKa.

[see previous page)
Kateryna. From the series of illustrations for the book Kobzar by T. Shevchenko. Fragment. 1985-2004.
Wood fiber slabs, author's own technique. Fragment.

Kateryna. From the series of illustrations for the book Kobzar by T. Shevehenko. 1985-2004.
Wooad fiber slabs, author's own technique. 42x39.5 cm.

Haidamaky. From the series of illustrations for the book Kabzar by T. Shevchenko. Fragment. 1985-2004.
Wood fiber slabs, author's own technique.
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Karepuna. 3 cepii imoctpauii go khurm «Kobzape. T. Wesuenko. 1985-2004.
JIBIN, asropceka Texxika. 42x39.5 cm.

Karepura. 3 cepii imoctpauii go kunrm «Kobaap». T. Wesvenko. Dparment. 1985-2004.
[IBM, aeropcebxa TexHika.

Kateryna. From the series of illustrations for the book Kobzar by T. Shevehenko. 1985-2004.
Wood fiber slabs, author's own technique. 42x39.5 cm.

Kateryna. From the series of illustrations for the book Kobzar by T. Shevchenko. Fragment. 1985-2004.
Wood fiber slabs, author's own technique.
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3 cepii imocTpauii no knurm «Kobaap». 1. Wesuerko. 1985-2004.
[1BMN, asTopceka Texwika. 42x38,5 cm.

3 cepii inocTpauii 4o knurv «Kobsap». T. Wesyenko. Oparment. 1985-2004.
[1BI1, astopceka Texwixa.

From the series of illustrations for the book Kobzar by T. Shevchenko. 1985-2004.
Wood fiber slabs, author's own technique. 42x39.5 cm.

From the series of illustrations for the book Kobzar by T. Shevchenko. Fragment. 1985-2004.
Wood fiber slabs, author's own technique.
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Iyxe paxKo ckazaTH 110
TakKe #uponuc. Te, 110 MU Ha-
IMBAEMO K UBOMUCOM, MO ITH-
BO, M€ AKeCh iHIe IHAYeHHA,
MOMJIMBO, Lie iHLIe 3aHATTH.
(Dapﬁa cama no cobi, KUBOMUC
nos'A3aHu 3 hapbamu, 3 mani-
TPOLO, NO-Pi3HOMY CIIPUAMAETHCH
B akanemiuHomy nnai. ¥ Kpu-
YeBChKOTrD K MBOMUC NOYMHABCH
3 nanitpu, a He 3 NonoTtHa. Tak
TBOPUJIACH BCA A MBOITUCHA CUC-
TeMa, caMe Ha nasitpi, ue cuc-
TeMa CyMilli i cucTema Ternamx i
XONMOAHWX KOHTpacTie. CeoronHi
we 3a6yTvit MeTol. Voro He Bu-
KOPUCTOBYIOTh. ¥ HAC Hanpamy
MUILYTh: MOAVBUCA Ha HaTYpY,
ninibpas TOH, 3MiLIaB OOMH 3 iH-
LUMM, XOJIOHUA 3 TelMM... Bee
1le BTpaTa MOopiBHAHO 3 THM, 110
6yno y Kpuuescekoro. Lo Take
uponuc? Y JleoHapro He Gyno
TaKoTO MOHATTA, AK MeXaHiuHe
3MilyBaHHA ¢ap6 Ha manitpi.
BiH B3arani Hiyoro He aMillyBas,
Womy mpocTo 6yno naHo Gpatv
HeBiIOMO Oe ToToBi cymili, |
crnpasni, npo JleoHapao BaKKo
CKa3aTH, 1110 BiH KOPUCTYBaBCA
JKMBOMUCHUMM MeTOHaMM,
AKUMM KOpPUCTYBaJINCA AOT0
pumTeni — Bepokkio Ta iHwwi.
Jeonapno na Binyi — ue boxa
pyka, ue cymimi, aki mu He
MOKeMOo 3p0o3yMiTH 9K pobuiiu-
s, X HEMOXJIMBO BM3HAYMTYU Ha
HOro MoJjloTHax, y MOro Topax.
O. [parop Garato pokis anani-
IyBaB MOTD XMBOMWC, alle TaiHa
noci He po3kpuTa. Tak, Kuponuc
MeoHapno — Taina. Hibu BoHa

usonuc paintings

CTBOpIoBanuch Be3 maniTpu, Horo
nanirpa — MopiTps. Ak BiH roty-
BaB Ui cymilni, 1 He MOXY CKa3za-
1. Yu BiH MexaHiuyHo Le pobus,
um iwe axkock. borivenni roryesas
cymimi Ha po3GasHuKkax. Yitka
CUCTEeMA XOJIOOHMX 1 rapayqux,
yopHuX i 6inux, 3 nigKnanKaMmu
i necupoBKaMit, a NOCTiNOBHOCTI
eTanis, BiH HapyuBCA ¥ Bepoxkio.
Tpeba 316paTuCh 3 LYMKaMHu,
11106 BU3HAYWTH, 110 € K UBOTTHC,
i uM BiH B3arani agexkBaTHUH
TOMY, Lo € nepell Hamu — CBiT,
Kurra, Hebo i Bci npenmeTy,
Akl MM crocTepiraemo. JKUBOUC
AIKLI0 HaBITh 3 MasiTpu NoyuHa-
€ThCA, TO Lle He TiIbKH nanitpa.
Lle BvO MUCTELILKUNA, AKWIA 3HA-
XOOWTLCA B HAC, BcepeluHi, 60
iHaKlle gK | 3BIIKM BiH GepeThcd.
Hanmpuknan, x)xuponuc Ctapo-
JaBHLOrO ETMITY — e YOTHPK
dapou. | ug «MexaHikar nosi-
panach TiNbKW NeBHUM OOYXOT-
BOpeHMM NoaaM, aKi MOru
JNOHecT” BiJl Tak 3BaHol naniTpu
10 CTiHW Wap i «MOKMacTH» HOTo
nepHUM YmHOM. MeHi 3aBxom
XOTiNoca 3HaWTW [HIWKWK crocib
faueHH$ LBOTO XXMBOMHUCHOTO
MeToly, TaKoro, Jie npucyTHInA
MOMEHT HePYKOTBOPHOCTI X 1BO-
MuCy, Yeped HaKaTKu, HAKalKH,
necupoBky... L1o6 TBopuux
HecnomisaHok 6yno 6araro. Lle
MoKe GyTH B eHKaycTHli, e
[IPUCYTHIM OroHb. 3aCTOCYBAHHA
B JKMBOMMWCI BOTHIO — L€ UiKago.

Bin bora. Boroxe monae neuo He-

PYKOTBOpHE B HalllapyBaHHAX...
BasTu npa wapu yneTpaMapuHy

What is Painting

It is very difficult to say what
is painting. Perhaps, something
that we used to identify as
painting means another action.
Colors per se and a painting
related to a color and palette is
perceived differently in academic
meaning. Krychevsky's painting
began from a palette rather
than canvas. In such way — on a
palette — his painting system was
created. That was a system of a
mixture of colors and a system
of warm and cold contrasts. This
system was lost. It is not in use
today. Our masters simply used
to copy directly the things they
look at. They just look at objects,
select tone, mix one color with
another — warm and cold ones...
All this is a loss as compared to
Krychevsky's system.

What is painting? For example,
Leonardo knew nothing about
such method of mechanistic
mixture of colors. He had never
mixed colors. It was his talent
to take ready mixtures from
nowhere. And it is difficult to say
whether he used the methods
of his teachers — Veroccio and
others. Leonardo da Vinci is
a hand of the Lord. We fail to
understand how he created his
mixtures. It is not understandable
from his paintings, from his
works. Ivanov had analyzed
his painting for many years,
but Leonardo’s secret remained
unrevealed. Indeed, Leonardo's
painting remains a mystery.

It looks like created without a
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palette, like an air is his palette.

| can not understand how these
mixtures are created. Botticelly
made the mixture with paint
thinners. Strict system of warm
and cold, white and black

colors with backing materials

and glazing paints. He followed
Veroccio in sequence of stages and
in all these,

It is necessary to summon
up thoughts to identify what
is painting and whether is it
adequate to our reality. [ mean
Universe, Life, Heaven and all
the things we can observe. Even
when beginning with a palette,
painting should not be narrowed
to a palette only. Painting is a
kind of art that is within us, in
our hearts. Otherwise, from
where is it? For example, the
Egyptian painting consists of four
colors, and only certain spiritual
persons were entrusted with such
«mechanics» as they were able to
take it from the so called palette
and put it on walls.

[ would like to find another
way of vision of this method of
painting. I mean the method,
in which one can observe some
aspects of the not-made-by-
hand painting through color
application, surfacing and glazing
in order to have more and more
creative surprises. It is possible
to make it in encaustic through
using a fire. It is interesting to
use a fire in painting. It is a gift
from the Lord. A fire inherits
something that can not be made



i oxpy. MoTim nin nicio soruio,
wap npoxukae s wap, [ roni
YTBOPIOETHCH TE, YOTO Ma3KOM
JIOIMHA HE MOXKE AOCATHYTH Ha:
BiTh NY2HTUNICTUUHUM, A IKIO
OJIVH, [0Ba, DeCcATh, N'STHECHT
mapis — ToJli yTBOPIOETHCS Te,
L0 TEOPMTE Cama [pHpona.
Konwu we amimasi, a po3basneri
Ha posbGasHuKax apbu i onna
Ha pyry noknanesi uepes 10
IIAPIB, yTBOPIOETHCH HOBA AKICTh
IBydaHHA. TaK camMo HaM LiKaBo

cTofTY Ha Oepesi mops [ nuemMTK-

Cq Ha TaJIbKY Ha JIHi, Yepe3 MeTp
poJiM. OLe [Iap fac XyLoAHE
jsyuyaHH# | TaiHy sciM npenme-
Tam. Lleit MmoMeHT MeHe 3aBxau
Likasus, Anpasosceku, Cyn:
KOBCHKMA DYy Th peanicTuuHo
MaTTioBaTH KaMeHi 1Mil BomIoi,
ane nen HaTypasliM He nepemnae
TOI'0 TAEMHOI'0, 110 POGUTE MpK-
pona. B npuponi Hema Hivoro
IMKOrOo, & LWap MopiTps BUCTYTIAE
cnisTropuem. B npuponi Gyne
Axe [UKe ACKpaBe, He € Takum:
BCE HACTINbKK YB'A3aHO MiX co-

6010, a NOBITPA CTBOPIOE Y3aral:

HIOIOU M 1ap, HibW ¥ XuBONUCI
HAaHOCATE AP MaKy, TOBLIMHOIO
B caHTuMeTp. Y npuposi sce no-
CKOHaNe, a Ha rnonoTHax? Yacro
IBEPTaIOTHCA 10 JIEBKACY, 60 BiH
cam no co6i nonae, sin BGupae

B cebe, pTATYE haphy; cama
KpefiifiHa OCHOBA HACTINBLKK BCe
y3aranbHIOE, L0 (pecka poouTe
Cf MATOROIO, HiOM 3aMIHHKUK ¥
npupoti, 1o TROPUTE XYNOXH]
nnamu. Kuponue ToHansHMM,
FHUBOMWC-KOMOPUT MOOyIoBaHuN
Ha rapsumy i XoNnogHUX KoHTp-
actax kpacusoi gopmu. Bizpmirs
nngmu, Ak y Bnaminka, bonapa,
ki HabnuKalonues no npuponu.
Boxwu Bauwnwy, s yepes nepHi Ha-
wapysaHes Qapou BNy BaETHCH
CHHTE3 i B oyLI, anxe Le bce ye-
pes oywy npoxonuts. Ha cipux
posbasHukax. i posbasrimxn
JOMAI0TH TOHaTIBHY POITIRKY |
Tofi ous eBe3pinnosinanbHicTey
pobUTH MUCTEILTEO MUCTRIITROM.
Mucrenteo! Hacto My nubK-
moch Ha bpeckn XII-XVI cronirs i
nomMivaemo, 10 MUHYB Yac, pec:
KW UMMOCH 3a6im0pany, a Hac
BCE-TAKM BpAXKAE OTON [Iap Jacy,
AKUW JIeXXUTH Ha 1IIMX TBOPAax 3
ycima ylikonxenusmu. Lien wap
CIPUAMAETRCR AK HEPYKTOPBOD-
Ha UIHHICTh. AGO TOTMAHRMO
Hi HAacKeNbHWI HUBOITUC UK
M2ITIOHOK Ha KaMeHAX, JHaKu
Ha KaMeHAX — AK HaIl3BUHaiHo
0COGJIMBO BOHM BJIMITUCH B 06'em!
MarntoHok pobuscs He Ha Utoc
KWUX KaMEHAX, a Ha HaTypallbHUX
npuponHuX. ¢llpudrosuity

by hand. You can take two coats
of ultramarine and ochre and
then make a reaction with a fire.
One coat of color penetrates into
another, and what you have in a
result is somewhat a painter fails
o reach with a brush stroke, even
with the pointilistic one. And
when you put five or ten, or even
fifreen coats of colors one over
another with paint thinners on a
canvas you have the new sounding
of a color, you have somewhat
that is created by nature itself. [t
is like you are standing on a sea
shore and looking at pebbles at
a depth of, say, one meter... And
this layer has its art sounding
and mystery. Aivazovsky and
Sudkovsky will paint stones in
water in their realistic manner,
but this naturalism will fail to
give us a mystery of the things
created by nature. Any wildly
bright thing in the environment
is not really wild: all things are
connected with each other in s0
close manner in a layer of the air
that all these sound like a coat
of varnish of one centimeter in
thickness on a painting. All things
are perfect in nature. And what
about paintings? Art masters
often use levkas because it adds
something to a painting. It absorbs
colors and its chalk ground
consolidates all colors in a way
the frescos becomes glazed like
natural substitute that creates art
spots, like in works of Viaminck
and Bonnard, who tried to be in
a very close position to nature.
They understood how to produce
a synthesis in man’s soul through
layering several coats of paint on
a painting because this layering is
reflected in our souls,

The Arts! When we look
at frescos, say, of the 12 10 16
centuries the layer of time on
them (that manifests itself in the
form of whitening and failures)
affects us because we perceive
them directly with all their
failures as the not-made-by-hand
value. The same hold true for cave
painting and stone painting. Just
look at them. How naturally the
symbols on stone are combined
with a shape of this stone. A
drawing was made on the natural,
round, stones rather than drake
stones. The «Types drawing - a
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symbol in Latin America, and the
eSpiders in Europe and Africa...
These drawings are polished up
by the times. How could people
reproduce these texts? And these
drawings present the special
section of a drawing as the world
system on stones.

The Chinese painting is
based on contemplation. Chinese
masters denied artificiality
that could ruin their souls by
separating the philosophy of
nature from soul and talent.
Association is their strength.
Branch of a tree or bird, or wild
animal painted by two 1o three
spots boggles our imagination. It
looks like an imprint of nature
itself, Whole Eastern culture is
based on contemplation. It is
based rather on the principles of
a cosmogony [of how Cesmos is
reflected in turtles or zebras) than
10 to 15 principles of composition
developed by Dali. For example,
zebra’s color is a composition of
lines with obvious center that is
starting point on backbone. The
point is separated on backbone,
and all these, all lines of head,
lags and other parts of animal
body are strictly oriented to
the sun. Therefore, they have
the starting point. Because It is
very difficult for nature itself to
compose a form, in which all
the parts are moving in different
positions to the sky, as Moor
said, and to each other. [t is a
striking fact, In composition, [
follow 2 principle of turtle. This
is an accurate number indicated
by plain tripes of turtle shell. It
is accurately partitioned in terms




MasioHoK — 3HaK B JlaTuHCEKIRA
Ameputt, «[laykr y Eppori Ta
Adpuui. Len mantoHox sinwini-
thopaHui yacom. AJie 5 JTHJIMHR
He 3Halouu, 1o cyTi, Hivoro, ane
JHAOMM BCE, HE BOHE BIOTEOPK-
pana ui rexcru? | e Tex € Ton
PO30IN MAJTIOHKY, 1110 MOXHA Bu-
IHAUUTHU SK CBITOBY CHCTEMY Ha
kameHux. KnTaichKui JUBOITUC,
110 MoOyHOBaHWA Ha clornananx
Hi... ¥ HUX HEMae WTYYHOCTI,
AKa KaniuuTe Aymy i pos'eiHye
thinocodhito npuponH Bim oy i
TanauTy. [XHs cuna — e acouia-
uig. [inka um nTuug, 4 IuKni
38ip, uepe3 OB TpU MIAIMH,
Bpazka€ CBOEID HEMITYUHICTIO,

2 Hapraku — BinfuTroM camol
nmpuponu. Y cXinHin KyneTypi
pce mobyaosaHo Ha cnornsgaHyl.
BoHo GYLYeThCH He Ha OCHOBAX,
akumu kopuctysascs Jlani, 36y
nysastuy cobi 10 um 15 npun-
LUMITIB KOMIO3KULL, 2 Ha PUOIHH]
KOCMOTDHIUHOIO; BCe modynona:
HO Ha ToMY, 5K Bin6uBcH KocMmoc,
Hanpuxnaz, s yepenaci abo Ha
3efipl. 3ebpa — ue KoMmoaniis
nitin, nodynoeaHda npocTumu ni-
Higmu. OnHouacHo, My Haunmo,
Il y HUX UeHTp — TOUKE CXOMY
Ha xpebTi. Po3TallioBaHa BOHa
BilOKpeMNeHo | Ha CMHHIR
YyacTHHI, 1 Bce 11e, Bei MiHil romo-
BY, Hir Ta IHIIMX YacTUH TiNa HaE
3e6pi cysopo puOYHOBAHI 110 COH-
IO | TOMY Mai0Th TOYKY CXOLY,
6o 1yxKe paX{ko camin mpuponi
33KOMITOHYBATU Taky dbopmy, e
BCE PYXAETHCA B PI3HMX M0ITO
JKeHHAX J10 Heba, fK Kazas Myp,
| mix coboro. [ly:ke ppamac. A &
KOMITO3K LT CroBiAY®D MpUHUMI
yepenaxy — lle TOUHE Yucno,
no3HaueHe pyoOLEMK NaHIKUPH SK
yKpalHchKa [11axTa, BOHa TOYHO
pO34IEHOBAHA KOMMO3MLLIAHO,
BCe B abCONTIOTHUX MPONOPLILX, a
YUCTI0 TOUHO BUIHAYEHO [0 H1C:
na HebGecHoro, 3Hakie soniaKy i

T. iH. Tomy puCyHOK naHimps

— 1e aficTpakiif, BUTHIp TeHiw,
npuponu. KoxHa Yeperaxa Mae
cBoi ocobNMBOCTI, ane MPUHLKN
ror camuia. Kormuch B my3ei
sMeTpononiven» g Gauuns cKenert
Kpyrnoi pubn. InBoBM K HOK
fiyna KOMMO3IUIITHAE CUCTEME
L[ROTO CKeJleTa: BUTOHYEeH] KicT
KW, TeBH HApamMKM; [y Xe Bi-
TOHYEHa CUCTEMA, fiKa | YTBODIOE
kommosuilito. Lle roTosa KomMno:

3UILiM, | BAXKKO HaBiTh YHBUTH, K
PYKOTBOPHO MOJKHA 11 3p0OUTH
abcTpaKTHUM XYOOKHUKAM.
MucTelnTro — KaTeropis posy-
MiHH#. ANle 0JIHe MOXKY CKa3aTh:
e Opyrum xapy J1oacekoro
ICHYBAaHHS, 1Y XOBHA YacTWHa
BUSABY Yeped MUCTEITRO. Takum
YMHOM, NoTpibHo TBOPUTH Te,
110 3aryfnexo. ALKe Ha KK
XOCh €Tamax uochk §ymo 3ary:
fneHo B Mpu3HadeHHi JIIOOHHN.
MucTenTBo — € BiJIPOCTOK,

X0u | npubopkaHmnm, IyXOBHUHA
#aneHIUKTH, FKMA HA3MBAETHCS
MUCTELTEOM, a6k Haranarw,

1110 Hallle MpHIHavYeHHs J0BCIM
iHme. My noBvHHI MoRepHYTHCH
yepes Len LaneHIMKCs 110 il
NifNBHOCTI, 3raflaT, XTO MM,
anxe Ge3pnxink Hacrae Tonl,
KOJIM MM BTPAY2EMO 3B'H30K MiX
BiZIPOCTKOM-MICTKOM 10 BHILO-
TO NpuU3HAYeHHA NoauHK. Makw
Ha ysa3i Ge3rUXifh, B AKY MU
BoXe roTpamwiiv, i o Oami, To
Gineiie 3armuBIopaTHMEMOCH 8
Hel. ¢ANeHMKCH10PaIHUK —
HaJlifl Ha MOBEPHEHHH — Yepes
MeBHWT Yac Mmpusee Hac 1o
TBOPEHHR HOBUX IYXOBHUX
IiHHOCTEM, @ He CHOXHBAHHA.
MuctenTBo — Lie cmiB, i My3uKa,
i anyk. Bono ckpise. [TogiGro fo
iHITMX TBOpUMX NaTpel Nonu-
HU, 00pa3oTBopYe MUCTELTEO

— lle yacTHHa camopeanisanily
cepi nyxossoro. Boro notpibue
IMOOAM, HKIIO, 3BMYaWHO, BOHO
He 3a0pyHeHe HalllapyBaHHA MU
BYJILFapHOTO | NOBEPHETHCH 10
CROTO TIEpLLIOTO MPU3HAYEHHE.
Pepix, Haroslowyeae: Le Kpaca, i
3arajika TpascopMallii XKuporo
i puiloro. Bid He nucas, a TROpUB
OYXOBHI eniepesarnuy,— Hibu
TYMaH, TIOBITp#, COHIIE, 2 Ha-
cripasmi i xsuai ayesHi ixyTh

8 rnubudy — rapsve Hebo, MeTa-

dopa, ckopille pinbusae noTpedy
Ny1i, @ He NpocTo CnucaHi 3
Harypu peul. lle npocTo TBOpEH:
HA NyLIeRHoTo, Mew3ax nymi,
nmoprper nyiwi. Mucreurso — He
3aN0BHEHHH [1POCTOPY Yepes
my3el. MucTelTso — [e NyXoBHe
BUBeplIetns, e i Pepix, 1 Knimr,
| Eruner. Mucreurso Erunty
GyIo nocTapneHo Aa cyxoy
foram, IyX0BHIN nepxani. Taxe
MUCTELTBO noTpibue, a ivie no
nigsanax 6yzme, 6o Woro MpocTo
HeMa ne momitatu. Tonaumis
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of composition like Ukrainian
apron — all parts are in absolute
proportions and a number is
accurately determined by Zodiacal
symbols, etc. Therefore, the
drawing on a turtle shell is an
abstraction and production of
genius of nature. Each turtle
has its own special features,
but they are combined by the
same principle. Once [ saw a
skeleton of a round fish in the
Metropolitan Museum: refined
lines of bones of that skeleton
created a wonderful compositional
system. And it was difficult even
to imagine how it was passible to
make it by hand, say, in terms of
abstract art.

The Arts is a category of
understanding, another kind
of our daily bread and spiritual
side of our existence. We
should find all the things that
were lost. Because we lost
something in understanding of
man's mission on some stages
of our development. The Arts
is an offshoot — something like
spiritual «appendix,» with which
we should remember that our
mission is quite another than we
used to imagine. Through such
sappendix» we should come back

to another kind of activity, and
remind who we are. Otherwise,
we will find ourselves in a blind
alley, This «appendix» is a kind of
stimulus and our hope for man's
renaissance and the new spiritual
values another than consumption.
The Arts is a singing and music
and sound. [t is everywhere,
Like the other creative needs of
man, the pictorial art is a kind
of man's self-realization. It is
necessary for people providing
that it returns to its initial mission
being not polluted by vulgarism.
The Arts is a beauty and mystery
of transformation of living and
upper things, Roerich emphasized.
He had not painted nature.
He had created the spiritual
breakthroughs.» He understood
that the bright sky and fog, and
the air, and the sun present some
metaphors and metaphorical
nature of art is rooted in spiritual
needs of a man being a landscape
and portrait of man's soul. The
Arts is not simple filing a space
through museums, rather it is a
spiritual realization regardless the
historical periods because Roerich
and Klimt, and masters of Ancient
Egypt are also the Arts.

The Egyptian art served to



MepenosHeHa, He 3HAWTh e
s0epiratu, ToMmy 8 LlboMy MriaHi
BUHWKaE nepcrnekTusa «op-
Horo ksanparay K. Manesuua.
Kyou pyxaTtumeTscs MUCTENTRO
ManbyTHEOr0? “opHUN KBaIparT.
fixum Oyne yopHuH KBanpat?
Bin Oyfe HANORHIORATHCH, IOKK
He po3byxHe, a noTim Dyne
Bubyx. | nife no HOBOMY ROJY.
Moxe Ue XTochk neperiios Hopo-
ry nionuki? Hoprun kit? Mox:
JIMBO, FOPOMHS. SlKe MUCTELTBO B
roprusi? XKonroro. bed ropiiuHi
Tpeba TBOPMTH MUCTRILTBO.
Hanpuinalt, 8 Anodil koxen yer-
BEPTU ClNtafae noesil xamwy, 1
HiXTO HE OiXWTh y BUOaBHUILTBO,
o6 vioro npykysanu. Mucre:
LTBO CTaNl0 06CNYTORYBaTH Nap-
Til... Mw 3abynu npo Te, o e
cnasa Goxecrsenta. Y Llesyen-
Ka tnaea no bora, yoro mu foro
mobumo i cnasumo. Big nane:
1leM He MoBOPYXHYB, 11106 fAoro
THRip nouidysanu, sid Teopua
MpocTo AK CMiBap, TOMY Y HBOTO
MYy3a CBiTsa, HoMY Iopory HixTo
He nepefiuos. Mucreyrso — Le
LOVX, SKUT, MOXITTUBO, HE NIACTh
o6 MU 3aTMHYIIN B MEKYUid
ICTMHI — HeTpUBKeMY UBITIHHIO
KBITEM. HacTinkky 1e Baxnuso
iTpeba WaHyBaTH BMCOKOOY-
XOBHMX MIONEW, TBOPHLLNX He

B eutocti, a B nocty. [llo x
mucTenTsa? U notpibHe Muc-
Teurro? 2—3% niofen ycrinom-

noe notpedy B nyxostocti Ceiry.
Inmmm kit nepebir nopory. Born
JaHenbann TOR «anesanKcy —
HeoOXiAHMA noJaTox Ha pisHi
aymi. JIyXopHW# Jo0aTtok Ha
pipHi nincsimomocti. Anoxis,
Kurai nbanu | He 3a”enGann
CBiF HallioHaMBHMI MUCTEIIBKU I
CTHIIh, 471e 7 BOHM 33pa3 3aHe-
AGYHOTH, | BOHW KMHYIIUCE 1O
€pponu Gpatu dopmy, LIS Toro
o6 «noropuTs. [o? BoHu
MOXKYTh 3aryOUTH Te, 110 Oyno y
HUX JI0 1{LOTO, TXHE TPRAMIiAHe
mucreuTso. Bono Gesnocepen-
HBO 3R'SI33HE ¥ HUX 3 FTeHaMK,
Tam umcrto i cnornanankHicTs 3
BUILLM MM TYXOBHW MU CUTTaMK |
eTHKa cycninecrsa, BoHy kuHy-
TMCh B Hayky, B €Enpony. [NpoTe
HAYKA — KOHKYPEHT MUCTELTEY.
Hayka [ 3akoHu npuayLyioTs
MOTiK EAHAHHS YUCTOTH Iy LIeB:
Hol 3 BimKpuTicTIO KO TROPUOCTI.
YHu He eanHun JleoHapno na
Binui ninnopsakypan HayKy
MMCTELLTEY, a/Te Lie OKPeMHN Bu-
Najlok Koy B nigKopus
HaYKYV, a BCI iHIi moTpanuiu
i i1 BrvMe, HapiTh
Mikenasaxkeno. JleoHapno
IYMIiB BUKOPHCTATH 38MHI| Ha-
TUTHBY Ta He3eMHI 3aKoH MU |
MOBEPHYB BCE Te Ha 3pUMICTh
abconmoTHOT BIYHOCTI.

EnvHa Jmoanka, fKa He ¢cTana
pafiom 3eMHOT ILIKOMH, 3eMHUX
3HaHb. XOu BiH i onepxkas Ui
3HaHH#, aJle He OYB TUM BUSHUM,
1110 aBCOMIOTHO 3aHY PUBCH B
noGyTosi npotnemu. MucrelTso
NOBMHHO MaTh CBOT JaKOHM, AK
LR 33KOH € ¥ NTHLI, KoNu BoHa
ebeyve, criisae, 3aKoH NeTy.
Mucteurso oxupiise gisuute
icHyBaHH" ftofen | Haratye, 1o
BCE-TAKW MW NOBWHHI 3HAWTH
AKIHCh MeTom, o6 DoTHaTH
TOIO KOTa i NouyXaru ioro 3a
BYIIKOM, T2 B Cinblie nocamwTH,
1106 BiH Ham mopory Oiykile He
nepebiras.

(Gods and spiritual state. We
need in such art. Let another
sort of art be in an underground
floor because there is no place
for it. Holland is overflowed

with masterpieces. Thus, the
perspective of the «Black Square»
of Malevich arises. What will

be the path of future art? Who
knows? Black square. How will
the black square look like? It will
be filed more and more and then
explode. And all the things will
follow the new circle. Maybe,
somebody lowered the hoom on a
man? Black cat?

(One more aspect is pride.
Pride comes befare a fall. The
Arts should be created without
pride. Every four man in Japan
versify halku, but nobody runs
to publishing house to publish
his poetry. The Arts began to
serve political parties, and people
forgot that it is the glory of the
Lord. Shevchenko mentions about
the glory to the Lord, and that
is why we like him and glorify
him. He had not stir a finger for
pecple to estimate his work, and
nobody lowered the boom on
him. He just created like singing
a song. Therefore, he had a light
muse. The Arts is a spirit, which
probably opens up the possibility
for us not to decline in a harmful
truth, i.e. a short-term [lourishing
of flower. It is important for us
to respect those spiritual persons
who are creating in fasting [not on
the cushion).

And what is Art? And what
is the importance of the Arts?
(Only two to three percent of
people realize a necessity of the
spirituality of the world. Cat
lowered the boom on the rest and
they neglected the ¢appendixs — a
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necessary addition at a level of a
soul. Spiritual addition at a level
of subconsciousness. Japan and
China did not loss their national
art style. But they are neglecting it
today. They turn to Europe 1o take
the new art forms. However, there
is a risk of losing their traditional
arts. Their arts are directly
connected with their genes, There
are a number and contemplation
with the upper spiritual forces and
social ethics in such traditional
ethics. Nevertheless, many
Japanese and Chinese masters
turned to science and Europe. But
science offer competition to the
arts. Science and laws suppress
a flow of joining mental purity
with the openness to art. This was
only Leonarde who succeeded
in subjecting science to the arts.
But that was a specific case
when he had overmastered the
sciences while ail the others, even
Michelangelo, had fallen under
the influence of the sciences,
[.eonardo had managed 1o use
planetary inflows and celestial
laws and transform all these into
a visibility of absolute eternity. He
was the only man who escaped
from being enslaved by the
earthborn school and earthbarn
knowledge. Although he obtained
this knowledge, he put away the
idea of becoming a scholar who
absolutely submerged himself in
the day-to-day problems.

The Arts should have its own
laws like the law of chirming
and singing bird and the law of
fly. The Arts recreates physical
existence of men reminding that
we should find some methad to
catch the cat and scratch its ears
and then lock the cat in order to
stop lowering the boom on us.






06ig. 3 cepii «Llinnsnmku Antaw | Kasaxcrany», 1954
KaptoH, onia. 39x50.5 cm.

O6ig 3 cepii «Llinnnrukn Antaro i Kasaxcrany. Oparment. 1954
Kaprtou, onis.

Dinner From the series «Virgin-land Tillers of Altai and Kazakhstan.» 1954,
Cardboard, oil. 39x50.5 cm.

Dinner From the series «Virgin-land Tillers of Altai and Kazakhstan.» Fragment. 1354
Cardboard, oil.






Tpakropucrka 3 cepin «Llinuisnkn Antaio | Kasaxcrawy= 1954
Kaptou. onin. 39x50.5 cm

Tpaxropucrsa 3 cepii «Uinunninkn Antato | Kasaxcrany» Oparment 1954
Kaptow, onin.

Tractor Driver From the series «Virgin-land Tillers of Altai and Kazakhstan.» 1954.
Cardboard. oil 39x50.5 cm

Tractor Driver From the series «Virgin-land Tillers of Altai and Kazakhstan » Fragment. 1954,
Cardboard, ol
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Saxnaganna cunocy. 3 cepii «Llinuuunkn Antaw i Kazaxcrawny». 1954,
Kaprow, onin. 39x50,5 cm.

Hapra. 3 cepii «Uinnnnmvwm Anraio | Kasaxcrawy». 1954,
Kaprow, onin. 39x50,5 cm.

Making Silage. From the series «Virgin-land Tillers of Altai and Kazakhstan.» 1954,
Cardboard, oil. 39x50.5 cm.

Order. From the series «Virgin-land Tillers of Altai and Kazakhstan.» 1954.
Cardboard, oil. 39x50.5 cm.
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Tona. 3 cepii «Llinuinuku Antaro | Kasaxcrauy» 1953
Kaprow, onin. 47x26 cm.

Pemonr. 3 cepii «Llinuknmku Antaio | Kasaxctany=. 1953,
Kaprou, onia. 42x49 cm.

Tolia. From the series «Virgin-land Tillers of Altai and Kazakhstan.» 1853.
Cardboard, oil. 47x26 cm.

Repairs. From the series «Virgin-land Tillers of Altai and Kazakhstan.= 1953
Cardboard, oil. 42x49 cm.
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B kyawi. 3 cepii sUlinuunmku Antaio i Kasaxcrany». 1953.
Kaprow, onin. 34x49 cm.

Xevnunka. 3 cepii «Uinuuunkn Antaio | Kasaxcray=. 1954.
Kaprou, onis. 30x49 cwm.

In the Smithy. From the series «Virgin-land Tillers of Altai and Kazakhstan.» 1953.
Cardboard, oil. 34x49 cm.

Just a Minute. From the series «Virgin-land Tillers of Altai and Kazakhstan.» 1354.
Cardboard, oil. 30x49 ¢m.






Pubanxa. 3 cepii «Bunkoso». 1952.
Kapron. onia. 27x39 cm.

lNoprper ginyca. 1952.
Kapton, onia. 24x32 cm.

Monogicre. 3 cepii «Llinunnmukm Antaro | Kazaxcranys. 1953.
Kapron, onis. 35x46,5 cm.

Fishing. From the series «Vylkovo.» 1952,
Cardboard, oil. 27x39 cm.

Portrait of an Old Man. 1987.
Cardboard, oil. 24x32 cm.

Youth. From the series «Virgin-land Tillers of Altai and Kazakhstan.» 1953.
Cardboard, oil. 35x46.5 cm.
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bepizxa. 1965.
MNonotro, anis. 200x135 cm.

bepiska. 1965.
MonotHo, onis. Oparment.

Birch-tree. 1965.
Canvas, oil. 200x135 cm.

Birch-tree. Fragment. 1965.
Canvas, oil.
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Binvtm. 19817,
Manip, akeapens. 24x32 cm.

Uwranxa. 1987.
Manip, akpapene. 25x33 cm.

Free. 1987.
Paper, water-color. 24x32 cm.

Gypsy Woman. 1981.
Paper, water-color. 25x33 cm.
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Isan l'oHuap. 1992
Manip, aksapent. 24x32 cm.

Hawa.
1B, apTopceka Texuika. 30,5x40 cm.

Ivan Gonchar. 1981.
Paper, water-color. 24x32 cm,

Dasha.
Wood fiber slabs, author's own technique. 30.5x40 cm.
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Maxcum. 1985.
KaproH, amiwana texuika. 24x31,5 cwm.

B vepsonomy 1994.
Kaprow, amiwana Texnika. 62,5x48,5 cm.

Maksym. 1985.
Cardboard, mixed technique. 24x31.5 cm.

In Red. 1994.
Cardboard, mixed technique. 62 5x48.5 cm.
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Par 1984
[owka, nesxac, amiwana TexHika 25x18 cm.

Hpysana. 1985
lNanip, hnomacTtep, akapens. 25x18 cm

Raya 1984
Board, leucas, mixed technique. 25x18 cm

Wife. 1985
Paper, marker ink pen, water-color. 25x18 cm
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Moprper apyxueun. 1994.
Kapron, astropeska Texwika. 40x43 cm.

Moprper npysuru. 1994,
Kapron, asropeexa Texvika. Dparment

Wife's Portrait. 1994
Cardboard. author's own technique. 40x43 cm.

Wife's Portrait. 1994,
Cardboard, author's own technique. Fragment.
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Mapiika. 1993.
MonotHo, amiwana Texvika. B0x49 cm.

Mapivka. 1993.
lMonovwo, aMiwana Texnika. BparmenT.

Mariyka. 1993.
Canvas, mixed technigue. 60x49 cm.

Mariyka. 1993
Canvas, mixed technique. Fragment,
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Myaa rsopuocri. 2001-2002.
MonorHo, aeTopcska Texwika. 106x110 cm,

Myaa rsopuocri. 2001-2002,
Nonotwo, asTopcoka TexHika. Dparment

The Muse of Creativity. 2001-2002.
Canvas, author's own technique. 106x110 cm.

The Muse of Creativity. Fragment. 2001-2002.
Canvas, author's own technique.
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Mamai 1994.
Agropckka TextHika. 53x56 cm.

Manaiz, 1994,
Astopcska texwika Dparment

Mamai. 1994.
Author's own technigue. 53x56 cm.

Mamai. 1994.
Authar's awn technique, Fragment,

138



T . ey

4
.u
.
|
H
* &
1
fi
3




bapoxosi irpn 1995
11BN, agropcesa Texwika. 53x60 cm.

bapokosi irpn. 1995.
1B, asTopcska rexwxika. Oparment

Baroque Games. 1995.
Wood fiber slabs. author's own technique 53x60 cm.

Baroque Games. 1995
Wood fiber slabs. author's own technique. Fragment.
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Asnenna. 1995
[1BIN, asropceka TexHika. 57x59,5 cm.

Jemumi xpecr. 1984,
NBN, asropcska rextixka. 52x57 oM.

Boawecirnn. 1995.
[IBM, aeropcera Texvika. GOxG0 om.

Apparition. 1995.
Wood fiber slabs, author's own technigue. 57x59.5 cm.

The Earthly Cross. 1994.
Wood fiber slabs, author's own technique. 52x57 cm.

Ascension. 1995.
Wood fiber slabs, author's own technique. 60x60 cm.
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Asnentia. 1995.
BN, asTopcbka TexHika. 57x59,5 cm.

Jemnuit xpect. 1994,
01BN, asTopcuka TexHika. 52x57 cm,

Boswecinya. 1995,
N1BN, asTopcbka TexHika. 60x60 cm.

Apparition. 1995.
Wood fiber slabs, author's own technique. 57x59.5 cm.

The Earthly Cross. 1994.
Wood fiber slabs, author’s own technique. 52x57 cm.

Ascension. 1385.
Wood fiber slabs, author's own technique. 60x60 cm.

144



e ——— A e

.y
-




fisnenns. 1995.
[1BI, asTopcbka TexHika, 57x59,5 cm.

Jemnwi xpecr. 1994,
[1BI1, aBropebka TexHika. 52x57 cm.

Boawecinna. 1995.
[1BM, asropceka Texnika. 60x60 cm.

Apparition. 1995.
Wood fiber slabs, author's own technique. 57x59.5 cm.

The Earthly Cross. 1994.
Wood fiber slabs, author's own technique. 52x57 cm.

Ascension. 1995.
Wood fiber slabs, author's own technique. 60x60 cm.
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Amazonin. 1995.
[1BI, asropceka rexsika. 55x60 cm.

Amazonin. Dparment. 1995.
[IBI1, agropceka Textika.

Amazonia. 1995.
Wood fiber slabs, author's own technique. 55x60 cm

Amazonia. Fragment. 1985.
Wood fiber slabs, author's own technique.
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Corrr bows. 1995.
Kaprow, asTopceka Texvika. 60x58 cm.

Curi boxwn. Dparment, 1995,
Kapron, @aBTopcbKa TEXHIKE.

The Son of God. 1995
Cardboard, author's own technique. B0x58 cm.

The Son of God. Fragment. 1995.
Cardboard, author's own technique.
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Yawa 1995,
Kaprow, aBTopchka Textika. 60x58 cm.

Yawa. Dparment. 1995,
KapToH, asTopceka TEXHiKa,

The Cup. 1995.
Cardboard, author's own technique. 60x58 cm.

The Cup. Fragment. 1995.
Cardboard, author's own technique.
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[Moprper marepi. 1994,
Kapton, asTopceka Texvika. 47x49 cm.

Astonoprper. 1994,
Kaprow, aBropeoka rexdika. 50x55 cm.

Mother's Portrait. 1994.
Cardboard, author's own technique. 47x49 cm.

Self-portrait. 1994.
Cardboard, author's own technique. 50x55 cm.
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l'ovra cmiersca. 1992,
MNanip, aBTopceka TexHika. 35x39,5 cm.

lonra emiersen. Dparmest. 1992
[lanip, asTopceka Texvika.

Honta Is Laughing. 1992
Paper, author's own technique. 35x39.5 cm.

Honta Is Laughing. Fragment. 1992.
Paper, author's own technique.
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Knuu Opghes. 3 cepii «Opei | Espuaikas. 1993
Manip, astomoxoTmniA. 31x39 cm.

Knuy Opghen. 3 cepii «Opden i Espupixas. Bapianr. 1993
Manip, asTomorotrnia. 31x39 cm.

The Call of Orpheus. From the series «Orpheus and Eurydice.» 1993.
Paper, automonotype. 31x39 cm.

The Call of Orpheus. From the series <Orpheus and Eurydice.» Variant. 1993.
Paper, automonotype. 31x33 cm.
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Arneus. 2001-2002.
Monotxo, asropeeka 1exnika. 3095x5000 cm

Arveys. 2001-2002.
Monotko, asropeska rexwika. Dparmert

The Holy Lamb. 2001-2002.
Canvas. author's own technique 3095x5000 cm

The Holy Lamb. 2001-2002
Canvas, author's own technique. Fragment.
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Arveys. 2001-2002
[MonoTHo, aatopcexa Texyika. 3095x5000 cm

Arneus. 2001-2002
Monotho. aetopcuka Textika. Oparment

The Holy Lamb. 2001-2002
Canvas, author's own technique. 3095x5000 em

The Holy Lamb. 20012002
Canvas, author's own technique. Fragment
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Doprmyna € BKCNBPUMEHTOM | HE € KATETOPMYMDIO Y BMAIHHI NOCTYNY MUCTELLRO]
eHeprii | anuTTA Tl y HOBY AKICTL. 30p08a opMyna NOKE3yE KOHLEHTPALLIK TBOPYOIA Ayxy
i micue enoxam rapabnewol mucreuskoi exeprii, Bin 10 siky 4o we i go nouarky 21 c1,
H.E., T8 NEpenfayentn NEPERTINEHE THDPYMX EHEPTIR.

Bucnitnen 1yt imeHa — piana akicTe enepril. «Kocuiuna Pyka»— cynan. 1aK 0anaunna
i% MiCUE — aHaK 8 06 €KTMBHIN iCTORIT. 30p0B2 (IOPMYNa —NOKES NNaHETBPHOI MUCTELLKDT
aaragkm i Blananesoi poaragxm, anxe sce of'extuene — ue gin ivrerpany MNIOCTMIRYC. =

Tafimuua =poanowwpioe 3ips. Mu baumumo, ax «Pyka» ocerTina ocobnvenm cawpom &
TPW MicuR Bici no piawkx creposax exsatopa 8 imexax: Digin-Neonapao-Manesuy, i va-
cosi nponopuii mix wiwe, Nlivin  Oigin-Neoxapno-Manesuu mae uersepiuit denomes:-
cynyrris Ens Tpeko. Lle im's nepepfiavac mictiune nepestinexssa y npociopi: kpaca —
notsopcieo [aue. npumitky 2 1l

Bee, wo mix unmwe imesamu [Han | nig expatopom] — ryMOoCDIAHIETs ARAHETEPHOID
apxiay & 12 TMC. poKiB, TBOPEHOTD FeHinmMK kpack i auTukpack. Mu ybaunnu 8 yii hopuyni
BXIJL cunu gyxy s npoctopy | BUXI[ anpausessoro e npoctip: NAKC - MIHYC

Moaynb A€ MOXAMBICTE TOMY, XT0 3AATER Y HESAAHTAKOBRHOCTI CoOIR nepenbadn-
T HEIPUMICTH APYTOT NiBKYNE — WO MOWE BINOYTHCL 3 TEAPUOID BHEPTICK NPWU 3YCTRIYI
nnoc-miHyc. | axum mowme byt wosiit BXIJl 8 kono-interpan geox exeprin: Birpyeacexo-
Neowapniecsrei 12 yopHoro keanpara Manesuua — unx 3HaKie came B HuX Koj enlyxy
— BinKprTI ABEPE 10 MUCTELbKIAR iCTHE, 10 3nuTTA y putyan [epumec-Opded, y vosmi Erw-
ner.

Formula does not present a categorical judgment; rather it is the experimental one
as for the vision of art energy and transforming the energy inta the new quality. The
visual formula shows a concentration of the creative spirit and the places of epochs in
the process of production of the art energy from the 10th century to the beginning of the
21 century A [ as well as a forecast of transformations of creative energies,

The names mentioned here mean different quality of energy «Cesmic Hand.» the
Judge, determined their places as the signs in the objective history. Visual formula
shows a planetary art mystery and its future revealing because all the objective things
are resulted from correlation of PLUS and MINUS.

The table sextends our vision » We can see how the <Hand» sanctifies with spe-
cial light three places of the axis on the different sides of the Equater in the following
names: Phidius - Leonardo - Malevich and the time proportions between them. The
Phidius - Leonardo - Malevich lina has the fourth satellite phenomenon - El Greco, This
name embodies a mystical reincarnation in space: beauly - deformity [see Note 2d]

All the things that lay between these names [above and below the Equator] is a
humification of & planetary archive of twelve thousand years created hy geniuses of
beauty and anti-beauty. In this formula we can see the INPUT of the power of spirit from
space and OUTPUT of the worked out into space: PLUS - MINUS.

The module opens up the possibility fer those who are able to forecast objectively
the invisible nature of the second hemisphere to see what could happen with a creative
energy when plus meets minus and what could be the new INPUT of two energies inta the
integral circle: the Vitruyev/Leonarda energy and the energy of the black square of Male-
vich. These are exactly the signs that cantain a code of explosion, i.e. the open doors to
the art verities, to a mergence in the Hermes/Orpheus ritual and the new Egypt...

7

E

B

Mpwmitem

1. «Maprwin keanpare Manesuya — NPoBKLIR, OYMIIEHA BIfL *A=, BOHA © CUHTESOM Kylb-
Typu 3i sHakom minyc. B «xeagparis Maneewua — inTerpauis, kosuesTpadin poagpibne-
wocTi | ofocobaenocti. Kokow 20 siky. B «ksapparis — kon 3 notenuianom embpiona
TPMBANOTO BU3PIBAHHA HE3IMEHHOTO WAMAKE 3 KIIOUMKOM BIR CKpuH BluHOi Manaopw flo
uacy =aycipivic y Hosamy snbyxosi Teopuci eHeprii

2. Nikacco, Canssanop fani — cumeonun XX c1. 3i 3HaKOM B AKOMY

al assepwennn kpuan [yxy;

6] kpuaa i panciopmain axosoro anety,

8l nepeatineHHs xUB0I eHepril'y disionorio,

r} Nikacco, Canssanop [lani = acumerpin Ens [pexo

3. Joposuit MoaynL BKAIONAE SHAKK 3eMens kpaik Jemual kyni. Bennke renetnuno-
CTHIYHE HAPOZHE MUCTELTEO — e konexTueHo oayxoTeopennin ofipas Dxeanli, Adipuke,
Yxpaium, Iuaii. Kntao, mucreurso saponis Natuucekol Amepusn ia: MMECTELLKE EHEPTIA
HHMBMANA CBIT NPOMEHAMK KOCMIUHOTD AYXY Tenep B komopax Boecsity, 3apag-cuna, aka
UEKAE HA BEAMKMI CHHTES.

4. Lin dopmyna — 3pume RENEHHA *noRca MrcTeLbKal enepriie 3emni i Beecsity, npo-
RENEHOTD MWLIE Y BUCBITNEHIA 30HT JEMHOT kYN | NEREAUYTTA NEPEBTINEHL BHEPF ¥ Nib-
KYNi HEZPUMIN.

_ Mukona Cropomenso
Hewa-Hopk-Kuis, 2006-2008 pp

Notes
1. «Black Square» of Malevich is a projection free from «egos ; it is a synthesis of

culture with the minus sign. There are the integration and concentration of subdivision
and insulation in Malevic%l‘s «Square = It is a cocoon of the 20th century, There is the
code with a potential of the long-term maturation embryo of the unnamed shaman with
a key to the box of eternal Pandora. Until the smeeting» in the new explosion of creative
Energy

2. Picasso and Dali are the symbols of the 20th century with a sign in which there
are.

al the avercoming of crisis of the Spirit;

bl crisis and transformation of the boom of professionalism,

cl transformation of living energy into a physiology.

d] Picasso and Dali is the asymmetry to El Greco.

3. Visual module contains the signs of territories of states on the Earth, The great
genetic and ethnic folk art is a collectively spiritualized image of Oceania, Africa, Uk-

ggraine, India and China, and the folk art of Latin America. Their art energy brought the

infusive force of the cosmic spirit to the world, And now the storages of the Universe
cantain a high potency of the great synthesis.

4. The formula is a visual manifestation of the «art energy girdles of the Earth and
Universe manifested only in the visible zone of the Earth and a forecast of transtorma-
tions of energies in the invisible hemisphere.

Mykala Storozhenko
New York - Kyiv, 2006-2008
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o rake xynomuuk?

Lo rake xynoxHuk? Mu-
Tellb ¢ CKpisk. Y cenax, Konu
noTpiGHo Gyno 3pabuTy HoBEH,
TO 3HaXOAHITUCh MAACTPH, 110
BIIPaBHO poOKUIIK YoBHa-A0B0aHKY,
AKY LIyKe BaXKo Ha soni TpM-
MaTH, | IMBOBUIRHO — AK BOHU
poOUMITH poapaxyHKu! A AKIIO

TRANKW — 10 1e Oy 38 BUTEopu!
3siKku TaKi pUTMU OpHAMEHTalTh
Hi, 0e npocTo Aneo. Xaty poduti,
lepksy pofuTi — Bee Le Kpaca,
e mucrenTso, Obos'sakoso

IHAXOOUTACK NIIOONHE, SKa e
pobuiia, XYNOKHUK — I8 Maf-
crep. 3a Todmanom, sKILO TH He
MaWCTep, TO TH W He XYIOXHUK.
Cim'T Hanaromsxysanu i Gysu
Kpacusi cim'l, Kpacuso obnaimTo-
BAHO JKWTNO, NOMBIP'H, PUTMK
poborn. A 3apa3 xaoc. Temnu!
Bupo6ruttrso crano gabpuyano-

What is a Painter?

What is a painter? You

can find an artist everyplace.
There were the skilled masters
in each Ukrainian village that
could make, say, a good dugout
boat. There was a complicated
system of sailing such boat, and
who know how they managed
to make correct calculations of
proportions of such boats, And

what a wonderful artworks were
produced by rural weavers!
Where they took the ornamental
rhythms of embroidery pattern on
shirts from? It was a true art to
construct houses or churches. For
‘sure, it was possible to find the
masters able to do this.

Painter is a master. To be a
painter, you should first become

3aBOMICEKE, 3A0Rranizonane, a Tomi
KooKeH cam fo cofi HibuTo 6yB, a
Hacnpapai nignopaokosanui 6ys
sKifce Binia cuni... Ceno TouHo
BUGUpano Micue, le 6yne xpam,
e KPUHMUILIo KoraTi. XyooXHUK
PO3YMHEHUT BYB ¥ IIUX THONAX,
AKi e Bce Many peanisosysati.
3 rpomann BUAINATUCH Ti MIOMK,
K] BCE OPTaHiZoByBAN | ¥ rpoMa
nu 6yna norpeda B TAKMX NMIONRX,
AKMX 1anysann, uinysanu. Mosi-
TP MO BEYOPaX HanoBHIOBANOCH
cnipamu, a <nipasiv B noeirpy, i
nositpd cnisano. OTxe, MucTe-
TBO 5K pUTYalL

Arte 110 3aNMIIKIIOCE Bil
Toro puTyany? Blaronocku
optelBchKo repMecischKoro
MPUHLMIY, B AKOMY MHUCTeLITBO
po3unHere | 6yrno sBHOW0 no-
Tpeboio, 60 TUTEKM Yepe3 HROTO
BOHM CIUIKYBaNMCD i3 BULLIMMK
CMIIAMM, 3 IYXOBHUMM CHUIIaMK
B Yacu SIVIHWIITRA, a0 midHile
yepea XxpuctuaHcTeo. | e Gyna
MPUPoIia, a4 MOKH He NPUTLLOR
XYTIOKHUK-CTyRO0Belb. 3 foro
NPUXOIOM YTBOPHITHCH LIKOMHK, i
0Ch XYILOXKHENK BXe po3ulHeHnit.
llIxona hoxore MucTenTha — OyX
Boxun.

Bee mHoxumock 1o po3-
MaiTTd, @ HOKecTRO 3HUKANOo B
eMliTHOCTI MMCTELITBa, | XYLOX-
HUK B roHopi MinmiHgB TEOPLE.
Tomy, mabyts, v 1. Mopatigi i
Dysa notpeba b ¢HOPi» — rMac-
Huit Tpy6 no boxoro enitapnimy,
110 MoBepHEHHSA ¢patan Boxoro
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B XYHOXHMWKE, [10 TEOPHLIOID B
HboMY €cTBa. Bin HiBM knnue:
npusactiTees i nocTynTe. B mocri
He TEOpUTUMeTe cMmiTTH. [Lanu
[apchKol Marno, afe BIiaHOBaHUI
toramu Ham T. I, Llepyenko
TaKosK Ha nifcrynax aK iCruHu
noet i xynoxuuk. Im'a [Llepuen-
Ka — MUCTelbKa ined RiYHo XKuba,
a HapobreHe 106puBO — ROGPUH
IPYHT.

XynosHWK 3Hale CBOE MicLle
B CYCIINLCTBI uepes nesHui vac.
byne inuie, a 3apa3 il npocTo
TeXHi30BaHWVI, Nepen1ios B Cuc:
TeMy TeXHIMHMK 06CIYIOBYBaHb.
3apa3 enrita Ayxy 3HUKaE i po3-
YUHAETHCH B TAKOMY TeXHIUHOMY

(eHOMeHI, Bl AKOTO JIONMHE BXKe

HiKkyam He noaineTscs. 11 Gyne
MiIKOPEHO HAYKOBOMY MOCHIHEH:
Hi0. Hayka moBHICTIO XYNOXHHKA
nmormuHyna i ysie nukTyraTH
CBOK) MOPANE — NparMaTHaM.
Bce KoM 10TEPU3OBAHO, aBTOMA-
TU30B2HO.., Yepes nesHi MoHoO-
rpamu 3adikcopalui oap 3ByKy,
BOKAN, [OA0C MOMHE NEPETBOPU-
TH TEXHIMHO B 110y-QoH.
Obpa3oTsopye MHCTELTBO Mifl-
KOPAETHCH TeXHIUKOMY, Undposin
KaMepi, enita posYnHAETHCH,
eTMiToI0 CTAE KOMTT 10Tep, A Gy
Pepix i fioro ifel, HapoOKKU-IyMH,
foro 6YTTH Ha nnaHeti He 320y
mo. Cramaxw [Minsens, Knimra,
ApxineHka — te deHoMeHalbHi
SBRMLLAE,

CycminbCTso MOBMHHO XUTH |
poHo Oyme BiLaimaTi fani iMeHa

reniip, a 3apas Gyne, mabyTh,
YopHW KBajipat, 6o monu B
ckpemsieri pill TBOpuol notpedu.
Kosnuek KonexTus TBOpUE L0
noTpedy, BUAISIKCE B rpomMali

ocobuctocti. Tenep rpomana pos

cigHa, Tenep aKTus NeperLon y
KOPCTKI pyKRu, SK Ka3as pocif-
CHKMY KHA3L TpyOebkui: «xop:
cri wenenus. e komn'torep.

3aranka, mo Bk nacrs? [lepenba-

yeHa cucreMa ¢HopHoro knanpa-
Ty», enexTponika i 6ioenekTpo-
HiKa HacTUIRKY BRXIIMBA, 1110
HETOMW B3 JITRIOTE ¥ MOBITp.
1To MOGINLi MOXHA TOBOPUTH 3
MIOONHEOID, fKa Gyne aeck ¥ nyc-
Tel, | 7K KOIMCh Kasanu, JTIonu
yaKe CRUIKYHOTHCS 3 SHIOMaMU.

| 11e Tex CBOEpiNHe CyYacHe «1u-
poMucTelTEO. TpaHcdopmania
Mucreltsa..? ¥ uo?

a master, Hofmann said. There
were good families and warm
houses, and arranged yards,

and rhythms of work. But we
have loosed these traditions.
What we have today is the high
paces of development. Our
production is highly concentrated
at factories and plants. At that
time, in contrast, each master
relied on his own account; he
was subjected only to the upper
forces. People accurately selected
a place for churches and wells,
and a painter was presented in all
those persons who were qualified
to construct churches and wells.
Rural community distinguished
these persons and highly
estimalted their work. The air was
sweetened with a singing, and it
seemed that the air was singing a
song itself.

The Arts as a ritual... [t was
the echoes of the Orpheus/
Hermes principle when the arts
was a manifested need, because
it was the only way to walk with
the upper spiritual forces initially
in paganism and then with the
Lord in Christianity.

The Arts was a spiritual reality
until a clerk/painter replaced the
spiritual painter and organized
special schools; with this, the
spiritual painter gradually
disappeared. But is should

be noted that only the Spirit of
God is the real school of the God
Arts.

However, the God
disappeared in the elitism of art,
and a painter tried to replace the
Lord. It seems that it was the
reasons behind Morandi's need
in a «holey — & trumpet call for
the God elitism and returning a

«servants of the God to creativity.

It sounds like he calls for
communicating and keeping

a fast. You will not create garbage
when keeping a fast.

You should avoid royal favor,

but have a grace of the Lord.

As a true poet and painter,
Shevchenko had also referred to
the Lord. Shevchenko's name is
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the never-dying idea of the arts
and a good ground.

A painter usually finds his
niche in society after time. We
should hope for the best. Today's
painter is highly technicalized; he
shifts his activity to a system of
technical maintenance; elitism of
spirit disappears and dissolves in
such technical phenomenon, and
it is very difficult to cope with
this. A painter will be subjected
to scientific achievements. The
sciences assimilated a painter at
all dictating him the new moral
that is pragmatism. All things are
camputerized and mechanized.
Through certain monograms, it
is possible to transform a fixed
gift of vocal — human voice —
into a show-noise. The pictorial
art is subjected to technical
things, digital cameras; elite is
dissolved; computer becomes
elite. Nevertheless, we should
remember Roerich with his ideas
and works, flashes of Pinzel,
Klimt and Archipenko; that were
the highly important phenomena,

Society should exist
distinguishing the new names of
geniuses; but it seems to me that
today we have a black square
because people are isolated
from a creative need. In the
past, the need was produced
by a community, and it gave
birth to creative persons. Now
a community disappears; the
emphasis is shifted to the iron
hands, the giron jaws,» according
to Russian prince Trubetskoy. |
mean computer. What problems
it will bring to us? The expected
system of the ¢Black Square,»
electronics and bioelectronics, is
important insomuch that angels
have already been flying in the
air. You can speak with a person
who stays, say, somewhere
in desert and people, as the
saying is, have already been
communicating with angels. And
this is also @ modern «strange
arts.» Transformation of the
arts?.. But the transformation into
what thing?






Muxona Augpiiony Cropoxenko

[Giorpadia)

Haponuscs 24 pepecis
1928 p. y ceni B'saoee Koxoton-
Chroro p-Hy CyMchKoi o611,

Y 1945 p. 3akiduus 7 xnacis
i serynus no Omeckroro nep:
MABHOro XYMOMKHLOTO YUUITHILA.
Bumreni: M. A, lemoro,

1. €. Mydauk.

Y 1950 p. 3akinuue Opecobke
NepxarHe XYADMHE yummmiye i
BCTYIMB 00 Kuiscskoro nepxas-
HOTO XYIIOXKHBOTO IHCTUTYTY, e
VOO BUMTENSMU BYJu BUNATHI
xymoxHukn T, H. A6nosxceka,

M. A. lapowos, C. O. I'purop'es.

Iin yac HaBYaHHS B IHCTUTY-
Ti, B 195354 pp., nepetysap Ha
emnax Kazaxcrany ta Antan-

Heto-Wopk, 2005
New York, 2005

) R

CHKOI'O Kpaio, 1€ Ha OCHOBI CYBO-
pol peanbHOCT] 3 MUTTH UiNUH-
HUKIB CTROPUB MOHA[ BOCBMUCOT
pobiT-eTionis.

3axuct aunioMHol poGoTw
«[lepuii cxomrs nicns 3akiHyernns
EYIOOMHBOTO IHCTUTYTY BiLOyBCa
B 1956 p. Hactynuoro poxy us
poboTa excrionysanach Ha VI
BeecsiTHboMy thecTmrani monoi
i crynenTis ¥ Mockei, a asTop Gys
YUaCHUKOM MiXHapoaHol obpa-
3JOTBOPYOI CTYIT (ecTiBano.

IMicsis HasuaHus nepebysan
Ha TBopuin pobori. ¥ ui poku
po3polnsaB excnepuMeHTaIBHO |
npakTuuHo HoBi (axori nornsan
Ha MUCTEIBKY QOpMY T2 TeXHO-

Mykola Storozhenko
[biagraphy)

Born on September 24, 1928,
in the village of Viazove, Kono-
top District, Sumy region.

In 1945, after completing his
7th year of school, Storozhenko
entered the Odessa State Art Col-
lege. Teachers: M. A. Sheliuto,

L. Y. Muchnyk.

In 1950, he graduated from
Odessa State Art College and
started his study in the Kyiv State
Institute of Arts. His teachers
were T. N. Yablonska, M. A. Sha-
ranov, and S. Q, Hryhoriey, the
outstanding Ukrainian painters.

While studying in the institu-
te, in 1953—1954, Storozhenko
visited Kazakhstan and Altai and
created more than eight hundred
sketches based on severe realities
of the life of virgin land tillers.

In 1956, after completing his
studies in the Institute of Arts,
Storozhenko defended his deg-
ree thesis «The First Shoots.» In
1957, this work was exhibited at
the 6th International Festival of
Youth and Students in Moscow;
its author was a participant in
the festival's international fine
arts studio.

Upon graduating the institute,
Storozhenko continued his
creative work. At that time, he
elaborated (experimentally and
practically| the new professio-
nal views on the artistic form
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and technology of mosaic, hot
and cold encaustic, and tested
the new approaches to the color
circle and monotype making. He
renovated artistic techniques,
modernized the formulas and
methods for using materials. Ba-
sed on that, and using the newly
created specialized instruments
and tools, he created innovati-
ve works such as «Kyiv Mohyla
Academy of the 17th—18th cen-
turies» (Kyiv, Feofania), mosaic
«Scythian Ukraine: Hellas of the
Steppesy (Gilea Hotel, Kherson
region}, mosaic «Brightened with
the Light» (Kyiv), hot encaustic,
«The Trinity murals in the cupola
of St. Mykola Prytyska Church
(Kyiv], cold encaustic and others.
From 1974 until today,
Storozhenko has been working
as a pedagogue in the Natio-
nal Academy of Fine Arts and
Architecture of Ukraine (until
recently, the Kyiv State Institute
of Arts) holding professor office
at the Subfaculty of Painting and
Composition. Since 1994, he has
been worked as the head of the
newly created Studio of Painting
and lconographic Art and of the
Department of Training at the
National Academy of Fine Arts
and Architecture. Students from
all over the world — the United
States, Germany, Mexico, Ar-



Mapww. Nysp, 2007
Paris. Louvre, 2007

norio Mo3aiku, rapsuol | xonou-
HOT eHKaYCTUKM, a TaKaMX 10
CIIiOM B ramy3i KomsOpoROTO KoJia
i MmoHOTUNIL. ByJlo OHOBIIEHD XY-
NOXHIO TEXHIKY, OCYHacHEHD pe-
UENTYPY | METOAWKY 3aCTOCYBaH
Hy Marepianis, 3aplaKy LBOMY

i HOBOCTBOPEHUM IHCTPYMEHTAM
Ta npunamam, 6y/Io BUKOHAHO

¥ HOBaTOPCHKIA MaHepi Tsopu
«Knepo-MorunsHcska akaemis
XVI—=XVII» (Kvis, Qeotanis);
mMo3gika «Yxpaida cxidcbka —
Ennana crenosas, (naxdcionar «I'i-
nes»s, XepcoHckka 06/1.); Mo3aika
«Ocaani ceitnomy (Kuis), rapsva
EHKayCTUKa, poanucy «Tpifisas,
Gama epkey Mukonu IpuTHcKa,
Kuie, XxoiogHa eHKaycTuKa Ta
iHIIi TBOPW.

3 1974 p. i 10 HUHILIHLOTO
JHA npaloe Ha neparoriu{in
poboTi y HatliosaneHin akagemii
00pasoTROPYOTO MUCTELLTBEA T2

r 1

apxitexTypu Ykpaiuu (Losenan
Ha — Kuischkuit LepxanHui Xy-
TIOXCHIN iHCTUTYT) Ha mocali npo
(hecopa Kadelpu AMUBOIMCY Ta
KomMmosuuii. A 3 1994 p. ouonue
HOBOCTBOPEHY MaWCTepHIO KWRO-
MUCY Ta XpaMoBol KYIILTYDH, a
TAKOX BCHCTEHTYPY CTaXyBaHH#
npu HAOMA, e yursmm M. A
CTOPOXEHK € CTYIeHTH plIHuX
kpaiu city — CLUA, Himeuywu-

Hu, Mexcuru, ApredTusu, €run-

1y, Opauufi, [rani, B'ethamy,
Kuraso, Morronii, [peuii...

Woro XynoXHi TEOpH FHaxo-
TRTBCH:

¢CeiTno 3 niremuy — Ha-
nioHaneHm My3en Tapaca
Llesuenka, Kuip; «bepiskay
— Cesacronons; «Qara Mopra:
Ha» — Yepuirip; «|Llepyerkor —
AroTuH; imocTpallii 10 TBOPIB
T, Ulepuerka — Kanis; efliBunHa
B poxesomy» — Mocksa.

Y npusatHux 30ipkax i rane-
pesix: «Hyrancreps — Berdiner,
Kawana; «Ykpaisceki Hapoawi
Kasku», «O0pasu LinMEHKKIBY
— Je Caukric, Itanis; « Cun
boxuity, «bureas, «Yaman,
tAmasonisy — Bocko6inHuk T,
CLIA; «Opcenn | Espunikan,
«Odipay, «oRTa® — y npusaT:
Hux komekuigx, CILUA; «Tyuaynns
— Xopsaris.

barato TBOpis excrnoHysa:
Uck v piaHuX KpalHax ceity Ta
bynu sl3Haver] qunIoMamu
I-ro, ll-To cTymieHis, crielliank
HuMM nunnomamu. Cepern Hux:
«Iepui cxonus (¢ArpoHomMa],
«bepiaxan, «Cepen crenisn 32
pomaHoM [Manaca MupHoro,

™~

BikpuTa nepconansHoi suctaexi. Hewo-Mopk, 2008
Personal exhibition openning. New York, 2006

TOnTnmT

i

Bawwnrron. 2008

Washington, 2008

gentina, Egypt, France, ltaly, Viet-
nam, China, Mongolia, Greece
are Storozhenko's pupils.

Storozhenko's artistic works
are located:

«Light from Darkness,» at
the National Taras Shevchenko
Museum, Kyiv; «Birch Tree,» in
Sevastopol; «Fata Morgana,» in
Chernihiv; «Shevchenko,» in Ya:
hotyn; illustrations for warks by
T. Shevchenko, in Kaniv; «Girl in
Pink,» in Moscow.

In private collections and
galleries: «Chuhaister,» Canada;

Mapww, 2007
Paris, 2007
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«Ukrainian Folk Tales,» «images
of Virgin Land Tillers,» De San-
ctis, Italy; «The Son of the God,»
#The Battle,» «The Cap,» Amazo-
nia, collection of H. Voskobiynyk,
the USA; «Orpheus and Eurydi-
ce,» ¢Sacrifice,» «Honta,» private
collections in the USA; «The
Hutsul,» Croatia.

Storozhenko's works were ex-
hibited in different countries, re-
ceiving the Ist grade, 2nd grade
awards or special diplomas. These
include «The First Shootss (¢The
Agronamisty |, «The Birch Tree,»



BigkputTA nepconansHoi BucTasxu. Ascrpin. Bineus, 2006

Personal exhibition openning. Austria. Vienna, 20086
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Iranin. Onepenuis, 2007

Italy. Florence, 2007

«(Pata Mopranas, ¢AHaKOHIIas
Ta Garato iHImMX.

Y 1979 p.— 3a UMKJ TROPIB
«Bonrapchki HapoHi Ka3kuy —
HaropoJKeHud 2-010 cpiGHolo
menanno Ha X1l MixHapoaso-
My koHkypci, Codis (bonrapis).

1988 p.— 3a uukn «Yxpaid-
CbKi HAPOIHI Kaskuy Ta cepilo
rpaigHUX TROPIE — MpUCYIXNe
Ha HAWBKLIA TIpEMiA NepXasu
— HatlioHansHa npemin Yrpainu
im. T. I, [lepuenka,

1990 p.— nouecHun rpo:
ManAHuHE Mict Binninera ta
Epannona (Karanal.

1997 p.— HaponoHM XyHOXK
HK YrpaiHu.

1999 p.— npucynxeHo no-

YeCHUN OUnnom AMEPHKEHCEKD-

ro (CIIA) Ta KemGpinxcehroro

(Bennka bpuranin) Biorpadiubux
Itcruryris, Giorpadin BHECEHO
10 OoBiTHUKa «KMTTA clapeT-
HUXD,

2000 p.— 3a Teopu «Tpifinss,
«Cepacpumus, «Cp. Muxona
Uynorsopellbs, apxirexTosituHe
piliesHs LeHTPy ¥ nepxsi Mu-
komnu [1puTHcka HaropokeHo
3onoTow Menanmo Axkanemil
MucTelTs Ykpainu.

2002 p.— obpaHo
akafemMikom-cekperapem gipi-
NeHHA 0BpPa3oTBOPYOro MUCTe
LTBa, YIEHOM Npe3nmil Akamemii
MucrenTs Ykpainu,

2004 p.— nepxasHa Haropofa
¥xpaiau, opaer «3a sacyrus 111
CTYIeHs.

Murona Cropoxerko -
aBTOp BMU3BKO MHCTHeCATH TTiTe:
paTypHuX TBOpIB, pelleH3in, Hal
PYKOBaHUX ¥ KHUTaX, KaTanorax,
anbMaHnaxax. 3okpema, cepen
Hux: ¢CKa3Ka — OKPEUIEHHAS
peansHoCThy, KypHan «[leTckas
nutepatypas Mocksa. 1984 p.;
alMpapnupi eckizn-NyMKY Npo
TeOpuicTy A. Mapuykas, Kpakis,
2001; ece-po3nyMu Ta mepem
MoBa «Y nornsnl foro UKTAWD
criosoy T, Lepyerko «Kobaaps,
Kuis, «J1dinmpos, 2004; ¢«Taop-
yicTh He nigrnanya 3eMHumM 6na-
ramy, L. [Llapos «100 cyuacHukis:
posnymu npo Yepainy», Kuis,
2002; aIyMKu 0 crnenivHams
Ansmarax «Mucrelbki 06pity —
Bunyck 1, 2002, Kuis Ta Hararo
HIINE.

Mapux. Nyep, 2007
Paris. Louvre, 2007

«Amidst the Steppesy (based on a
novel of the same name by Panas
Myrny), «Fata Morgana,» «Ana-
conda» and many others,

in 1979, he was awarded the
2nd silver medal at the 12th-In
ternational Contest in Sofia (Bul:
garia) for his Bulgarian Folk Tales
series.

In 1988, he was awarded the
highest state prize — the National
T. G. Shevchenko Prize of Ukra-
ine for his Ukrainian Folk Tales
series and graphics.

1990 — honorary citizen of
Winnipeg and Brandon (Canadal.

1997 — People’s Artist of Lk
raine.

In 1999, awarded the Ho-
norary Diplomas of the Ameri
can [USA) and Cambridge (Great
Britain) Biographical Institutes;
his biography was included in the
reference book «The Life of the
Famous.»

In 2000, awarded the Gaold
Medal of the Academy of Arts
of Ulcraine for his works «The
Trinity,» «The Seraphim,» «St.
Mykola the Miracle Many and
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the architectonic design of
the central part of St. Mykola
Prytyska Church.

In 2001, elected academici-
an secretary of the Department
of Fine Arts and member of the
Presidium of the Academy of Arts
of Ukraine.

In 2004, awarded the 3rd
degree Order of Merit by the Uk
rainian State.

Authored about sixty literary
works and reviews in books, ca-
talogs, and anthologies including
«The Fairy Tale: A Winged Rea-
lity,» Detskaya Literatura maga-
zine, Moscow, 1984; «Truthful
Sketchy Thoughts on the Creative
Work of A. Marchuk,» Krakow,
2001; essay reflections and prefa
ce o «Kobzars by T. Shevchenko
¢l Can Read Logos In His Look,»
Kyiv: Dnipro Publishers, 2004;
«Creative Work Is Independent of
Earthly Blessings,» in «1. Sharov,
100-Contemporaries: Reflecti
ons on Ukraine,» Kyiv, 2002;
iThoughts Beneath the Vault,»
Mystetski Obrii anthology, issue
1, 2002, Kylv, and many others,



Eavnun nanuior y Konoobiry KynbTypm

Ulo € cyyacHe mucreutso? [lpipsa MiX MWCTELITBOM CYy4YacHWM i
MUHYIMM uu inTerpan? Ha miit nornan, cyyacHe | MuMHyNe — €OUHMA
JAHUIOT ¥ KONooBiry kyaeTypu. | JoKM MU clipMiiMaTMMeMo QaTalbHICTh
npobnemu 3MiHM TMOKONiHb AK HEBIIBOPOTHICTh O3HAKW HIrlmismy,
IOTH [OHATTA ¢CYUYacHICTh» OTOTOXHIOBATMMEMO fK KOHTpareHuimo.
«CyuacHicThy — NpUPONHWA BUpPa3, 3OMBOBAHA ipoHis — cTpax i
Be3cunng MOCTaBUTH CBOIMM  ¢HOBITHIMM» HOBAaLIAMM KNefdMo Ha
TOMY, W10 BinOyBanocs, Ha UiNicHOCT] naHutora TeopeHHs. Lle ropnvHs
BlIUYXKeHHsd, TUMuacoBa arpecis. Y BenMKOMY MpocTopi TBOPUOro
TPOBMILIHHA JK0OHa HOBallid He 3MOJKe CTaTu allbTepHaTHBOIO «CyyacHe
— MuHyne», «dirypaTupHe — abCTpakTHe» 3 MPMUUHM TOTOXHOCTI
mucreurea, Te, L0 3al0UaTKOBYE apTMOLepH, — LUe Nullie Mexa-
eX3UCTeHLIf CAMOCTBePIKEeHHS «CY4YacHOro» 3 IPUMITKOI0: WIETHCH Npo
(GopMYy K NepLIOpPANHICTb BYTTS MMCTELIbKOro, a Hirinism y ceitornani
— ue nig. Hirinism Habyeae reantisHoro oyxy (ckuHeHHs eHeprii) Ha
KOXXHOMY eTarti TBOPeHHS MOHATTA «CyyacHICTby.

Onui «Cy4YacHMKM» [epeocMUCTIOBaNM MomnepenHix. Takumu €
iHTepnperauii [likacco Ha Temy Benackeca, MaHe («IHdakTay, «CHinaHoK
Ha Tpasi»). IHWi, paoukaneHiwi, Hanpuknan CyTiH, roBopuIiu:
«Mucreurso Padaena Tuuiana ... 1o cMepTi HyOHe...», «... Bce 110 6YN0
Jlo MeHe — ThiHb...» | pepcil Ppercica bekoHa (MancbKa cepis Ha TeMy
Benacxeca, i nagaicTu, (Lo BXOLATH Ha BUCTaBKM UEPe3 MMBHWI TyaneT, —
BCE 1€ JIaHKa B YaCOBOMY TaHUIOry: XpUCTOC — aHTHXPUCT. «5 BIeBHEHUN
B OMHOMY: f XOUY 3HULLINTH, IHWILIMTH BCe, LLIO ICHYE B XXM BOMWCI, — BONAE
Xyan Mipo. — B6utu mucrenTsoy. | 3anumaeTecs B nasui MucTeLbKOro
naHlora, Xoua YyeTbCA OYX PYWHALIl, aypa eTMKM CTa€ MpUMapkolo,
MUCTELbKMI eKBIBa/IEHT 3MILLYETHCH, ecTeTUKa HalyBae puC MexaHikn
i... |0 owBO ex3ucTeHLii!) nuHo3aep Bockpecae, Yom Ou i Hi — B HBOMY
Ka3ka kpacu! [ B NOBTOPI BOCKpecac Kpacu TeopikHg. Baxnuso Gauntn
ecTeTMKY Nid Mackor, 1o 6ayuna i croeidysana «lUxoNa CMITTEBUX
sumkisy (Hoto-Mopk, 1908 pix). [TMTaHHs «Cy4acHOCTi» CTaBUB i reHi
Wlinne. Bigkupgas Tpaouuii — «Tv MOBMHeH OYTH MOBHICTIO COGOI0Y...
— i He Gys: no6Gpe Gpas HanpokaT i dopMmy, i ceitornsn y . Knimra.
«MucTenTso — 1l KOMYHiKallif, — CTBepIUKYBaB 3aaHTaXOBaHWNA Ha
nonynapHocti EHAI Yopxon. — Lle 3aci6 MaHimynwosaHHs NodbMuy», |
BCE X, Ma/ll0lo4uM aBTONOPTPeT, npubupas «pullli» 8K Te, U0 «HE MaE
HIYOoro CrinbHOTO 3 HALLOK CIpaBXHbOo dizioHoMicos.

Ochb i «cy4acHicTby — npuOUpaHHs NPULLIB (HocTanbris Lo3piBaHHs)
Ha aBTONOPTpeTi CMYTHe JloJlaHHs  Hiriniamy. «CyuacHiCT»
po3YuHICEThCA ¥ BiuHocTi. Llen GeHomen Oye i y Qinin, i p Jleonapno, i 8
[Taono Yuenno, i B CypbapaHta... Tax, it 6yB, ale BUBAXEHWH ¥ 3aKOHI,
a Telep: Ha KOHKypcaX Bi3yasibHUX MucTeuts («€nocy 2006-2007 pp.)
OJ1Ha i3 TPYT 3afBNAE: ¢...CYyYacHe MUCTELITBO — PYX, JKUTTH, CeplLiebHTTH,
TOCTPMA po3yM» (3aMiTKa: a Lo y BaHrora uboro He 6yno?|», i mani:
aeMucTeuski akuil — nposoxauii, nin sac gkux BinBynyThCH «nybniuHi
CTpaTu» CTapux MucTelbkux imers. Ortox, i Winnme, i orena, i
i6epti, i iHWMX «cTapuX»... — go cTpaTu. OnHak i xinmi, i pokepu Tex
CTapitoTh...

Otrxe, OYOMIOIOTBCA OYMKYM — PI3HMILT yXe B eTwlli, ecTeTulli, B
pieHi arpecii. MHOXUTbCA eHeprid — NoGpuBO MavbYTHBOTO CHHTE3Y
MUCTELIbKOIO «BO3'¢IHaHHAy» naHuora. Hosuina ne Kupuko, Lboro
meTadizMka | TIpoBiCHWKa cCloppeanismy (a #oro He 3amimo3puil y
HecyyacHocTi), B woro cuni. Lle ocoBucTicTe, WO 370nana TymaH
Hiriniamy. Ocb foro Tesa: «..Cyuacuuit xynoxHux (Kupuko
HapomxeHur 1888 p.) HamineHMR MOMMTIMBICTIO po3ymy. BiH sBaxae
cebe HacTYMHWKOM 0araTb0X MMCTELBKWMX BiKiB MWCIMTenis i TBOpLIiB
MuHynoro [nidkpecaernsa moe. — M.C.J. Bin nerxo posmiprosye

npo MKHYNe, cydacHe i camoro cebey. Tax ocMUMCIIOE MyNLC MOCTYNY
TeoperHs xopaxo fe Kupuko.

BpoxanHicte Heoditip XX-XXI ¢1. — uucensHa. Mepexa «i3Mmis»,
NeMOHCTpallis caMo- | rpynoeupasie, «lIKing, ¢Hanpamxisy i «CTunis»
— MOTeHIIan A0 KOT/Ia TBOPYOro (Hoacdepu), OO 3TYIIEHHS eHepril
MafOyTHBOrO MeciaHCTBa KYNbTYPHM — acMMeTpis BeJIMKOMY KYJILTY
06pa3Horo MUCTeLTEa ErUITY.

MuHe umMMmano Hacy HarpoMaiDkeHHS «CMITTEBMX SIIMKiB», 1106
no30aBMTHCh «IIPUILLIBY Ha JIUKY MUCTELITBA, aI1Ke BOHM (11le pa3 NpoLMTYio
Yopxona) «Hiuoro CninbHOo He MakTh 3 HalMM CIIPaBXHIM 00/TMUUSM».

MucrelTBO — ouMllleHe Y BIYHICTB, @ «CYYaCHICTb» — HOCTANbrig
TIaHKK 1o HinicHoMy maHuiory. Yac migcymye HarpaifioBaHHS BCiX
HoBalUin (anbrepHatTBa arpecii — xpaca, no6po), HoBaUii TeXHIUHMX,
KOMIM'OTEPHWX eKCllepuMeHTIB, HallpallloBaHHA OYLWI i aHTMOyWwi —
TBanTiBHOTO OYXY — B €OMHY KPUTMUHY Macy. 30araueHa eHTpoOMifs —
36YPUTE XaoC¢ MMCTelbKOTO CKapOy i BMBIIbHUTL HOBY AKICTh eHepril,
Y3aKOHWTh UMH MUCTELIBKOT TREMHMIII i Bee, 110 6yro Binuyxene Bin «[in
{«CpsaTe boxecTBo»}, BCe, 1110 He OYI0 OCBAUEHMM, OCBATUTE cede odipoio
Hefy. JTuiue HeOy! XYOOXKHUK CTaHe TBOPLUEM (He peBosioLioHepoM), a
KYJIbT, came KyneT MucTelTRa — BeplIWHOW, HOro boXecTBOM.

Eampin MOHYMEHTANbHOIO MUCTELTBA

Byrra — y nnuH”octi enox. Koxxed HacTymHui cBiT «¢3'Tnaer
nornepenHin, CTBOPIOE HOBI 3aKOHM | CBOTO NPOCBITUTENS.

Hax6or, bynna, Xpucroc — nosHota OyTrs. be3 boxkecrsa cmir
nopoxHin. boxecTBeHHa CyTh BM3HAYAE KaNbNy (OOMH CBIT), eMoXy, Xin
i crad nopin — moau uylTh nogux Woro i abo nocaraoTs senudi, abo
— B HeYYTTi — maJliHHA.

Po3KBIT KynMbTypW THUX HapoAdis, Ha ski 3ifwna Gnaropath boxa,
pe3oHye dopMol MOHYMeHTanbHOTo Bupady. MoHyMeHTanisM — sep-
TUKasb, NleYaTh, MEpCT, WO BKA3YE WIAX 0o ClaciHHA. | B 4acu HeomiTy
nmwoavHa sinuysana cebe i 3axuct sbayana B puryani — Gopmi MOHYMeH-
TafbHOTO MUCTELITBE, B F‘[opnaﬁc:blcnx HaCcKesNbHUX 3HaKaxX, B MepyaHch-
KUX CUMBOMNaxX [IOCTYMHUX nuie Hebyl...

He nizuasm ce6e, monvHa nisasana boxe B cobi i TBopuna penuy
criopya (nmipamiau, 3ikxypatwu). JlioouHa uyna piudicTe. Y TBOpiHHAX
NMIOAViHa BO3HOCHTIACEH | BOCKpecana, fornana BnacHy TOpIMHIO B CTaTYaX
bynno, B puTyanax XepToBHMX.

JofuHa TeOpWNa, CHOBIAYIOUM TalHCTBA MMCTIlbKOrO MiNCTBa,
Opi€HTYIOUM IX 00 3HaKiB 30iaKa, MiBHIYHOI 3ipKK, IO cOHILA, De3BinHOCHO
1o Toro, uu e Oys KiHHMWA NigleMuwnit nanteon (Kurtan), um 6ynu ue
cridebki «6abuy (Yipaina), uu ctaTyi ocTposa Tlacxu. MoHyMenTaniam
IpeBHiX — cMMeTpid B acuMeTpii — TouHa KoopaMHaTa Ho HebecHol
iMeXaHiKn», 0o uinicHocTi cBiTY MXUBMX | OyLI NOMePNIUX.

«KonexTHBiaM» KYNbTYy — [WaMaHCTBO — 3roJoM nepcoHidikyeapcs
¥y nocesueHux: bBpyHennecki, JleoHapno na Binui, B Teopuis Mo3aix
BizanTii, Cogii Kuibchkol...

Benuu kynbTy MOHYMeHTanismy — notpeba, npupoia skoi miHiwe
BMPOAMIACh B KYNIbTYPY HUXKHIX eHepriit. YucTa Bipa T. 38. apxaiku cTa-
Jla Mauyxomw y «causi» nnadouie Penecancy.

Monymenraniam «Tacmuoi Bevepi» Jleonappo pa Binvi
BupeplleHicTh CUTOBMX CTPYKTYp TROPY — apxaika. B Hit mxepe-
N0 MMCTeuTBOOYIOBU: MpocTip, Yacosa sibpauis, cakpansHiCTe GOpMH
— aHTUGOPMM, CMMETpPifA — acMMETpif, aKCOHOMETPift — BCi eNleMeHTH
KOHLEHTPYIOTRCA B 3pMMIN CyneppeasibHOCT] (MPUCYTHICTh aBTOPChKA].



CnippigHomeHHA: 3puma dopma Ta i1 mMarpuus — aHTHdOpMa,
TalHa — LIAMaHCTBO, L0 NpoexTye Gnarofarth Heba Ha XUTTH 3eMHe,
a B MUCTeUTBI — NuKodincTso. [1py LbOMY KOXHA [eTanb 3eMHa He
i30/1b0BaHa, a HaBMAKW, JIMK, CKJIaKK, Tapeni 4 BikHO MepefyBaloTh y
MariuHoMy 38'43KY 3 IPOCTOPOM, MOBITPSM, CUIIOK TSXIHHS, CUMeTpi€to,
3 TaiHamw no6pa i 3na...

«TaemHa BeyepAr» — L He TINbKK NiTYprifiHO-€BXapUCTUYHE Mepell:
uyTTd, a HoBe EpaHrenic cpitobymosu OyTTH. ApXiTekrypa (iHTep'ep
BeJINyi, B AKOMY PO3TOpHYTO AiftcTBo) — To Beecsir, a Icyc Xpucroc —
ToYKa 30iry BCiX mepcnexTHMBHUX NiHIA 1boro iHTep'epy. Thopelb i Yuu-
Teslb CBITY.

ATOCTONM — 3eMHe YocoOJeHHs LeCTH YYTTEBOCTEN 3eMHUX, NBa-
HaOUATh — YUCIIO, L0 CMMBOMI3YE 1Wnax il AnaMa i 1o OCTaHHBOI Cro-
KYTH rpixa.

Crin. Iliamerp xomna, kyni — ropu3oHTaNnb BcecriTy i KOHTpacT 10
BiKOH, MpocTiHKie iHTep'epy. TobTo CTinm — ropockon Big po3an’'aTTa i OO
lpyroro npuilecrs Xpucra, a Beck TBip — Qopma i autudopma — Mo-
Jlenb CBITY B XKUBMX 3pMMuX obpa3ax.

CTBOpMTH €OMHWHM 33 03HaKaM¥ MOHYMEHTalbHOTO 3aKOoHY TBip
Mir nuile memiym — wamal. «BroifMaTus XBuno Tiel npamarMyHol
aMTIiTyOM | MOTMEW — TPOXaHHA [0 OTUS — MIl JIMlle NoCcepelHuK,
MIOAWHA (XYDOXHUK i3 Binyi), 1o 30aTHA BIOKPUTHCA N0 ONKPOBEHHA
3Bepxy, ¥ senukin nwboBi 00 NIONCTBa, ¥ BCENpOLUeHH] rpixa, HapiTh y
cBoii odipi.

A Tpuyi 3acTocysap 3HauyeHHs c/oBa raHTMdOpPMar 1 Hamae IbOMY
ooy Buuol npukMeTH. CoH i ®uTTA. CoH — aHTUMOpMa, XUTTH —
6ynensicTs. TaiHa B cHaX — Maris B3a€Mofii 3 peanbHiCTIO — B IIPOPOLITBI
Jomni. Ctin «TaeMHO1 Beuepi» — TaKOX BUIIHHA, B AKOMY pedi — 1€ HOTH
KOCMIUHOr0 MY3MYHOTO 38yUaHHA. HapiTk mocrate KOOy He BUHeceHa 3a
nidiw crony. «TaeMHa Beueps» — Tema, 110 XKUBE B TBOPUOCT] BaraThox
XyOOXHUKIB, ane HapiThk [ipraHdado He Moldonae iMmocTpatusHocTi. He
nononas i i Jani. @inocodis «TaemHol Beuepis JTeoHapao ce€ y BiUHOCT
He TeMol, a OyXoM cuHTesy GopMu i aHTMQOpPMU, — BMILMF 3MICT
imeanis 3anucanuy y dopmyni «TaemHol peuepis.

Yu yye bora enoxa mobinkm i rnob6aniamy

Biuni ictunu, Mid, Midonorizauis, puryanu «iHus XIX cr.
3HEliHIThCA Oo 3HeBip'a | uMHisMy — cBiT Marepianisyerhcs,
CYCMiNbCTBO KAaHOHI3Ye iO0MiB: HAYKY i KamiTasl.

MoHymeHTaNnbHe MWCTRUTBO ChOTOMHI BIIOWMBAE B3ATMA KYpC: IO
ictopu3My, eTHorpadizMmy, 3anmoniTM3IOBAHWUX TOBYAHb.

MonyMeHTanbie MucTeutso XX cT. — «mone Ge36oxks». Tropu
UIOCTpYIOTh ernoxy, obcayroByioTe napriiHi notpedfu. Enoxa Hayku i
KamiTany 3auyenwiia HabiTh BenuKi penirii: KaTOMULIBKY i MpaBoOCIaBHY.
Hampuknan, MoHyMeHTankHe  BUTIYMadeHHs  BHyTpiluHbOro i
30BH{LIHLOIO MPOCTOPIB LIEPKOB MAE MarXe BUHATKOBO KOMITINATUBHUIA
Xapaktep. Marepianisatia obeaxkpununa cuny Iyxy.

OnHak cnig nam’saTaTd, W0 MPOTHRIA TakoMy pexumy 6e360xxHol
MefuTatueHocTi — y borosi. | y Borosi — nocaHaHHg OyxXy W NIOOUHM.
Benvxe npw3HaueHHS MOHYMEHTalbHOTO MMCTELITBA AKpa3 i MOJATAE B
HanoBHeHHI bOXKOKW CHNOID.

HuHIlHI  MOHYMeHTalbHI TBOpPM  CTanu  OUIHKOBMMM 33
MPU3HAYEHHAM, TaKHMU, 110 3BOOATHCA 0 BMOOPIOBAHHA BUHAropos.
lupecTHllis B IOYXOBHI CM/IM MepeBTinWiach B iHBecTOopiB Ha
00C/IyroByBaHHs emIlipiouyTTeBoro (B KpawioMmy pasi] enitapuamy
B MOHYMeHTalbHOMY  MucTeuTsi. lllamancTso, yMornsucrso,
ikoHorpaisM NpoTArOoM MavikKe CTOMITTA — OCYOHI SK A3MUYHMITBO,
Oypxya3sue, ineanicruuHe. B uboMy ocyni iHmwa eTUKa, MOpans — «nose
6es boray. Benuki wxonu XIX—XX 1., sKi yTpUMyBamu BepTUKalb
nyxy — wkona bowuyka, i nikona Mexkcuku — 6ynu no36asneni Odyxy
L1aMaHCTBa, aJle CBOEI0 POTHAIEI0 pexx MY Be300x x4 [HeBianoBiAHICTIO
thopmu | couianicTMyHOro 3MICTy), BOHM MPOAYKYBANM MeauTalinHy

YUCTOTY Y CriBBiOHOWEHH] MDDK OYXOBHUM | 3a3eMiieHUM. A CbOTOMIHI
bor (rmone) — eTuxa, Mopans Ta iHwWi cknanosi — sigcyTHi. Ll nouarra
aMmiHunucs. Bouw He Hanosdedi Cesrum Ilyxom.

Mepcnektuea - gibpauii BenuKoi nam’ati MUcTeUTBa

MonyMeHTa/IkHE MUCTELTEO Ha CIOB'AHCLKMX 3eM/IAX — le apa-
MatuyHa Oiorpadis Benukol KynbTypu, icTopis pynsauii npaegocnae-
HuX Xpamis. BinbyeaeThca BTpaTa TeXHOJOTIM i 06pa3HO-CTMITBOBUX
THCAUONITHIX Hapobok, 3racaHHd MNiHil BMCOKMX eHeprin, TMUGUHMK
MONUTOBHOL. Bce «OCYUaCHIOEThCS ) TOBEPXOBUM CKEelcucoM i roHopoMm
noeciopHoro rnobanizmy. ObpasoTBopue MOHYMeEHTa/IbHE MUCTELTBO
KoMepuianisysanoch, KoMmninamis obeskpunuia 3net B nicHi, TaHky,
Tearpy.

OnHak y MmepcrnekTUBI MaEMo caMe Te, 110 HUHI BIILOANAETHCA.

He prpauaiiMo nam’'sTi. [lam'aTh MoXe OXMBUTH 3MepTsini 1oy i
MoBepHYTH MicHI Marito, a MOHYMEHTANLHOMY MUCTeUTBY MOBEPHYTH
WOTo CBALLEHHY OpieHTallli0 Ha 3MUTTA MIOAUHN 3 D0XeCTBOM.

[lpo wlo rosopuTh HaM HapofdHa MicHA Ta i MoHyMeHTaniaM?
YkpalHCbKMA HAPOOHUI CIIiB Ha BUTOHI [BYJNIMLI) — Lle apXaika BMCOKO-
ro 3ByyaHHs y 6aratoronococti niTHboro evopa. Minmerscs He mpo cris
(3ramavimMo 3MicT i popmMy B JleoHapno), waethed Mpo sibpauil mpocTopy,
nosiTps, edipy. 38yK BIMBAETBCA B flanedinb, ¥ BUCOKOCTh, ¥ Ge3cMepTs.
Cmisae mpocTip — KoHTpQopMa Tainu fleoHapno.

Crpacaoth edip/mam’'aTh puTMU/Bibpallii Takux TBOpiB, fK
«lllenpuk» JTeoHtosuua, «Crpacti no Marsitor baxa...

[Mynsc nam'aTi — e obepHeHa mepcrnekTvba; ONaxeHHe 3poCTe Ha
CTpaXKaeHHOMY,

Biunicts edbipy, pibpauil, koHTpdopMu — Ui TalHM 3B'A3KY 3
peanbHICTI peaHiMyHOTh, BipoOATh BUCOKI eHeprii 3pylAHOBaHMX
XpaMis, BTpayeHol TalHW TeXHOJIOTIN, IMIMOMHM MOITMTOBHUX HapoOok.
[ «mepTBeY OXKUBE.

Bornem yepe3s 2500 nir

MucTteurso i Borodbs. BoroHb — mMwucTeutso. A BiH ¥ [edecTa. |
[Tpometent, cracu6i wWomy, BoroHn nonapysas 3emni. Tox 3einTH
i enkaycr onekcaumpinchxuit, noprpern Qasucy Qarom. lle wHe
npubopkaHUM BOTHEM pO3MOUMHANM X I pUTYany y Tocmixy — 6o
X, AIKIUO Lie, OKPiM BOCKY, Macll ¥ CyMilli i CMonM, To Mocmillain, — B
pykax rapsuui Kayreniin — pobu Ma3oK B Masox.

A s He Mir MpoHWKHYTH [0 CBOTO €HKaycTa Y BikKax, wod BWBiOaTh
MOTO HeTHIHHY rapauy i XomoaHy B's3b. Ock | KMHYBCS B MOCKBY: (TaM
3HaXONUTRCA Komekilia 3 Qatoma), Ta MockBa He 3Hae NPO NUBAPHIO ua-
KJTyHa Ta kamiHb 3 Kepui. Tomi i go [LIminTa s. Towt noGpe suBuMB BCe, AK
HiMeLllb TOUHHH. ANle...MaTeHT...Aeck B GibnioTeyHux cxopuiax bepnina.
Tax i z3anuimscs 5 cam 3 coboro. Ta e XpocTeHKo 3 pokie 30-X., 110 B
eKCMepuMeHTaX JXWB, BUKOPHCTOBYBaB eHKayCcTHKY. Lle eHKaycTHKa Bxe
Haworo XX cT. EHkaycTuka 80 X cxoxa Oysa Ha MiHi enimemito Ha wini
nepxasu: [Npubantuky, Knis, Miucek, Jleninrpan, Mocksy. EHkay-
CTUUYHUIA BOTOHB po3mompus ceitno 80-x pokis. Ta momym’s oro Gyrno
XOMOMHWM...

Toni, y 80-x, un Gys nodin Ha eHKaycTuky rapsuy i xononHy? Bo-
TOHB? 3Hamu, 1[0 BOTHeM. Amne UM 3HanM 1o Take BoroHb? [lasnbHi
namnu, namnu-gopcyHku. TakuMu NaMnaMu Ha Ceflak «CMaluimy...
3a06MTUX CBUHeR (3amicthk comomu). Brim, cnin Taku HanexHe Bimmatu
80-m pokam: eyrinms, Apoea He 3acTocosysanu. Lle pxe Byna He moba
€runty, He noda Qatoma i He XV ¢1. (uac excrepumenty JleoHapno ma
BinHui), a noba enekrpo...

| Bce » BOTOHb 5K CyTh He Oyb ycsinomnenuit, Bin e 3anuuanscs B
Ky3Hi ['e¢pecTa. BOTOHL Lile He TTPOHWK B TiNO TBOPeHHS MHCTeLITRa.

Borons 80-x — ue ninirpie, niasnex s, NacuB — He MOJIEKY A PHUI
piBerb, He CTPYKTypHo-cnanosa., Ctatu ['edecToM — 1le mepeTBOPUTH
poroHb y boxxectso, amxke edecT cam po3YMHeHUN Y BOTHI, BiH dheTuil
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— nonymM'sa (a cmona i Bick — ctuxifa). Yomy X y 80-x He 000XKecTBu-
JIM BOTOHB B TBOPEHHI eHxaycTuku, He cranu ledecramu? Bee npocro.
ITparmatuam. | momiTuxo-ineonoriyda KoH'lOHKTYpa. 3MOBHMITBO |
CMOKMBALITBO. A Ky3HA TedecTa — UyOoOTBOPHA, TBOpALLA MMCTELTBO,
npupony edipy i ceitna. Ta ute i sin 3esca — rpim, G1MCKaBKM — 3aMOB-
nexus 3 Onimny.

Jlng MeHe 3aMoBHUKOM 1977 p. BMsiBMBCH [HCTHTYT (izvku. Lle 6yna
BerneTeHcbKa naboparopis dyHOaMeHTaNbHUX focnifxeHs (isuka Teep-
[OTO Tifla, KBAaHTOBA eNMeKTPWKa, MalepHi, MIa3Mosi MocninkeHHd...)
Ins MeHe ten iHCTUTYT — «Jladopatopis» Taid npuponw i 4 OTOTOX-
Hi0Bas i 3 TBOpUO-XYILOXHUM NpoliecoM MancTepHi — nadopatopil xy-
noxuuka. Qisuku — ocobIUBI MIOMH, HAMOMOBMHY ¢PO3YMHEHI» B KBaH-
TaX, Heapumux opbitax, opMmynax, nnaimMi MarHiTHUX MOMiB; BOHYU B
HeWTPOHI, BOHM €[MHI HagiTh ¥ po3apiGneHux ronorpaiuHux CKIamKkax
— ock Taxi poHuW. Bouw: llnax, bponid, Tyurmucexkui, Cockin, on-
vapos, CopGent panu ceodony: «Cxinsku Tpefa yacy, CTinbku i podus.
Kpemiib cTpUHOMYBAB HAYKY i KYNBTYpY fX oTo 3ebc crasus [edecToni
CBOI YMOBHM, & TYT IIMBO — ¢3aMOBHWK», [1'ATh POKiB: OPMYBaHHSA TEMM,
nowyx Qopmu, pillleHHA CUHTe3y, «BXil» B apXiTekTypy mifgdaHHoOro
npoctopy... Ta ronosHe le Nowyx «Ax». 3HaiTH afexBaTHICT: B TPLOX
pumipax: 1. Qisuka, ksasi-kpaHT — o6'exT. 2. IHTenext — subpaHi y
npocTopi TMCAYOMITE Cy6'exTi. 3. TBopya iHTYiLiA, MaTepian, TexHika
— XyooxHuK (apTop). [Teplunit 06'eKT MpOHMKHEeHHS ¥ MikpocsiT. Keasi-
KBaHT... Jlpyrus iHTenireHT — iHTYIUi%, nepenfauenHa cyf'exta — e
BuOpaHi 00 NpoHWKHEHHS B NpMXOBaHe NPUPOLOI0 reHii (4 ix 3iOpas B
uucno 25). Tpetin sumip: xypoxuux. Towt xTo 06'cnHac B cobi nepuui
IBa BUMipH i 3HaXOOWTh TBOPYY GOpPMYNY BINTBOPEHHT TUX O3HaUEHUX
NpUpPOIOKD | «OCAAHUX CBITNOM» (CBITIO HEHTPUHO| B 3pUMi obpa3u 3
afexparHuM M 3acofom. Takuit 3acié 3xafngeHuit — BOIOHS.

IT'aTb pokis mowyxy 3aco6is MpuBOpPKaHHS BOTHED, TBOPYOTO | BUKO-
HaBYOro WNAXY Ta CTBOPeHHA IHCTPYMEHTIB | pelenTyYpHUX TeXHOMOTIU.
MpucytHicte porHi s npubopax — iHCTpymeHTapin. Ocb nepenik
iHCTPYMEeHTIB, 1110 33CTOCOBYBABCA BIIeplUe B MpaKTHLLi:

|. EnextporpyntoBoyHun mpubop. Llew npucTpin mossonae moma-
BaTW Macy Ha CTiHY B rapsyomy cTadi |3amicumo B Uif maci 15-20%
KaHidoni, 1110 TBepliHe BMUCKABUYHO).

2. [T'ATMKPYKKOBUMI [IpUMan 07 BapiHHA eHKaycTHUHOl Macu.

3. Enexrponenani. Buam ix: 5 MM, 8 MmM, 15 mm, 60 mm, 100 mm,

4, Enextposifnévsay (N4 NnasieHHa wapig).

5. Enexrponarnirpu.

0. Enekrponocyn (pizsorabapurHol dopmu),

7. Notp. Peoctat. OcHOBHMA Tpunad MpubOpKaHHA eneKTpoBOT-
HIO | perynatop eHeprii, sonmbeTaxy. LleW mMpunam CKOHCTpYWoBaHUN
(hizMKaMu.

IHWi npunam MW po3pobnaAnu snacHopyd 3 MensHUKOBUM 3
Matepianis, no6yTUX Ha T.3B. 3Bl (BMpo6GHUYI BUKXWMOMW Oina Mupo-
roeo). Kpackonynet... Ane CyTTeBa BIOMIHHICTE Bim aeporpacda — mno-
Ilaya po3piBHAHOI Macu, B TApAYOMY CTaHi... (aeporpad Ha BOIHIA
OCHOBI, a B HALIOMY BMNAAKY — BiCK, POIUMHHME, MirMeHT, KaHiGonk
(cMmona), nax)... 3aBASKM YoMy Le Branocs? 3aBAsKKY BMOHTOBaHOMY
MiHi 1MKNoTpoHy. Lle peakTop, 110 naBas TeMIMepaTypHUM pexuM
(BimoMo, Lo MyHIYHMA BiCK MNMaBUTLCA MpM TeMmepaTypi 6mu3bko 70-
80°C). o peui, e npunan «nomnues B ApreHTuHY. YxpalHa 3asxamn
po3maparna cBoi BIIKpWTTA (3ramaviMo sinkputts [lymos, Kubansunya...
A THCTMTYT [yluKoBa CKinbxu BIMKPMTTIB nas ceitosl! B Tomy gucni i
nepenfaueHHs T.3. ¢MOBINKMs).

Hpyre: peuentypHi i MeTOIOMYHO-CMIOHTAHHI BTiNeHHS [alxe
Macta pizHoHacuueHa). JIng nacTo3Horo mapy — enexTpollinaTteni Ta
JIeCMpoBOYHa, NpiopiTer 3acToCyBaHHA Kol MobaneHiCTs — HeTanb.

Kombinallia UMX [OBOX MOZOYTB € HeCTPUMHOI pylIiAHOI B
HelepenbaueHocTi edexTy TBOPYOCTI i MOMJIMBOCTI TIPOSBY YYTTA
cBoGoaK MOTEHLLiaNny CMi OyXY TBOPALLOro.

OTox, cxnamosi CBITY eHKayCTMKM: BimbinmeHuit Bick — KaHidomnb

(cvonu-magu) - IM1C (i3omponunosMi CcmupT) — PO3YMHHMKK -
UMHKOBeRC. [Tpyu LpoMY daxibellb 0fpa3y NMOMITUTE BUACYTHICTE onii —
nirmeHTy. Bincyrhicts onil i € o3Hakolo rapsauoi edkayctuxu. [nactuxy
[8'A3KicTe) cKNafdoBMX MaTepiany BMKOHYE BoloHs. OTXe BOTOHb, TeX-
HOMIacTUKa Momynsauii dopmu, CBITMOMIf, CBOCpiIHA CTepeocKomisn
[cBiTnopednexc) 3 HMXKHIX Wapis, a Tx Moxe 6yTH i 2, 15..

Boronbk npusHocuTh edexT onTudHoi Aii 3 marepianom. BoroHs
30yIXye XBUMbORY NMPUPOOY CBIiT/IA, FapAuMi BiCK KANCYMI0E MONEKyny
thapOHUKa, BUCBITIIIOE AOTO KoOMip.

Xynoxgin Teip «OcsisHi CBiTmOMY, AK 5 BXe 3rafypaB, TBOPEHWN b
[HcTuTyTi diznkm (Kuis) ynponoex 1977-1981 pp.

(MaxosicTb MUCTEYTBA

yu HapdaxosicTb mucreyrs?

B icTopin MucTeuTBa — MUCTELTBO3HABYA HAayKa OKpeMUX BUIIB i
XaHpis MucTellTea. BoHu Taxu nocsrnd rnubuH Ha 6e300HHOCTI MOX-
NTMBOCTEN MUCTEIITB.

Ha mouatox XX cT. BCi Ui BmaM | KAHPWM MMCTELTB3, KOXEH caMm
no cobi, Bxke suMuepnanu csoi dopmy, 3acobu, GaxTypy, CTUNI, HasiTs
marepiany (3aMiHHWKM TPUPONHMX: MeTanu, ¢apbu, pO3YMHHUKM,
tixcauil, xamidb, KOMIT'I0TepHa TeXHosorid, uMdposa TOLIO) He BHO-
CSTh HOBOTO Yy po3euTOX rnobpoail mucteursa. Mawo Ha yeasi cnpasui
HOBOTO, @ He CUMW M'S30BUX BpasKeHb, HOBOTO AK CHM/IM OYXOBHOTO Mo-
noBHeHHA. [ # Malo Ha yBa3i po3BUTOK, a He 11103110 Yepe3 KoMNinAUilo,
yepes py#Hauito popmu, uepes pyiHy Ha pyiHax.

MwucTeuTsa JOCATIM BUMBEPLIEHOCTI — BTPATMIM CBOIO MPHMPORY Y
BiguyxeHocTi, B i3ona0ii.

JliofcTey  mpuTaMadHo, MAyTaluM  CligM, WTM 10 KONy,
CTIOBIyBaTUCH Nepeld 3abyTUM — MICTMKOIO KyNbTypu. Kynetypa — e
He po3nopolleHicTs ¥ BuIax-rinkax. Kynerypa — le nepeso putyany.
CunTe3 Bcix rinox Mucreuts. Haibins miloumin puTyan, sk CHHTe3,
MOJTHBO LePKOBHWIA: CMiB — XO0par, Nponobilb, TeaTpanbHiCTh, pO3MK-
cu, iKoHocTac, O3BoHMU... Xil — iKOHM, XOpyrBW, CBiUKM (BOrOHb), BOOa,
XpecTu npuualllaHHs, Cnopiflbk, oCBAYeHHR... TYT BCI BUMIOM MUCTEULTB, |
HaBiTh apXiTexTypa LitloTk B CHHTedi... TyT cuna. [lyxosHa.

MucreliTBo — He po3Bara, a iyx. PansanckKa Bnana Hamaranach TBOpu-
TH CBOT pUTYaNu: NepluoTpaeHesi, »oBTHeBl... ioHepcbki Tabopu... | Bce
nomiTuaysana... A Ty 00pAmoBICTh — rPpaHIio3HICTh (MacoRICTh) pUTYasIiB
BeCHM, oceHi, Lo icHyBanW Bif A3WYHMLITBA, NixBigyBana, peiriiHo-
CakpasbHWM, XPUCTUSHCBKMIA PUTYaN 3HMILMIA, a MiXHapoldHe racio
gmponeTapi BCiX KpaiH» He MPWXKIIOCH.

A mpote, KWMTauchbKu® HaponHwi putyan «Jlixtapi» i moremep
KUTTEBUN | nuBye cait. B Anonii Takum € putyan «Pubus, a 8 Mekcuui
— pUTYalibHi XOIOM KUTTH | CMepTi.

Y rimv6uHax Bikis: carypHanii, nmioHicincrso, opdeisM, anonnoHa
NiAcCTBa, a Lle BOJMHCHKI iIHAYCEK] pamai3Mu...

CyuacHa (axopicTe MMCTElITB — Had3Bu4aiHa 3a (popmoio, 30ara-
yeHa TexHonoriamu i obe3cuneda MacitabHo. 3aMKHYTa, 6e3 npocTo-
py. ToMy CuMHTe3y MucTeUTB noTpibHa TepuTopis. Mwu ycnamkysanu
TEPUTOPIitO, 1€ 3MINCHIOBANTOCA NiNCTBO: KOMUILIHA BUCTABXa [EPeqoBoro
noceiny. Tam yucneHHi NapinbioHu i o6LIMp, TO TaM i MycuTb ByTH Hep-
Kapa KyneTypu. 3emns putyany. O6WMp I1d CUHTE3Y BCIX MUCTELTB.
Hanpwuknan, oovH pa3 Ha Tpu poxw 38ykW «Opdesds» CNoBimawTh Mpo
BefTuKe enHaHus JIyXy B CMHTe3i MUCTeLTB.
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Indissoluble Chain in Recirculation

of Culture

What is modern art? Is it a gap between modern art and the past art or
a kind of integral? In my opinion, the present time and the past make up
indissoluble chain in recirculation of culture. And we will identify the no-
tion «modernity» as an opposition until we perceive the fatal nature of the
change generation problem as an irreversibility of characteristic of nihilism.
«Modernity» is a natural term and wondering irony — our fear and disabil-
ity to impress a seal upon the past events and the integrity of the creation
chain by our «moderns» innovations. It is an arrogance of estrangement and
a temporary aggression. None innovation become the «modern/past» and
«figurative/abstract» alternative in a whole universe of creative providence
because of the identity of arts. The things proposed by art-modern are only
a baseline-existence in the process of self-actualization of the «modern.» |
mean a form as a top priority of art existence, and nihilism in outlook is
an action. Nihilism acquires its aggressive nature (getting rid of energy| on
each stage of creation of the notion «modernity.»

Today's «contemnporariesy are rethinking the previous «contemporaries.»
For example, Picasso’s interpretations on a topic of Velasquez and Monet
(«Infante,» «The Lunch on the Grass»). The more radical ones, for example,
Sutin wrote the following: «The art of Raphael and Titian... is utterly bor-
ing...» «... all previous things is a real decay...» And versions of Francis
Beckon [Pope series on a topic of Velasquez), and Dadaists, who enter art
exhibition through a beerhouse toilette = all this is only a link in the time
chain: Christ — anti-Christ. «l am sure of the only thing: [ want to ruin and
ruin all that exist in painting. [ want to kill the arts,» is screaming Joan Miro.
Nevertheless, he remains in a link of art chain, although he sounds like a
spirit of ruination, the aura of this ethic becomes illusive, the art equivalent
is shifted and his esthetics acquires the characteristics of a mechanics and...
(lo and behold of existence!| a dinosaur is awakening. Why not? It is full
of beauty! And the beauty of creation is awakening in repetition. It is im-
portant to see esthetics under a mask like the «Garbage Can School» (New
York, 1908). And genius Shille also posed the problem of «modernity.» He
denied the tradition «To be own self,» and he was not own-self: he took on
hire a form and world outlook of Klimt. ¢«Art is a communication. It is the
instrument for manipulating the public,» asserted Endi Warhol, who was
trapped by a popularity. Nonetheless, he moved out «pimples» from his self-
portrait as they «have nothing to do with our real physiognomy.»

And the «modernity» means moving out pimples [nostalgia of becom-
ing matured) on a self-portrait - illusive overcoming of nihilism. «Mo-
dernity» disappeats in eternity. Phidias, Leonardo, Uchello and Zurbaran
knew about this phenomenon, Yes, it was, but it was weighted in a law,
and now, on the visual art biennale («Edos,» 2006-2007], one of the
groups declared the following: «...modern art is a motion, life, palpation
and acute mind» (but is it something new for, say, Van Gogh?). «Art ac-
tion is a kind of provocation, during which we should practice the *public
executions’ of the obsolete art ideas,» the group stated. Thus, we should
punish to death Schielle and Gauguin, and Ghiberty and other «obsoletey
artists. But hippies and rockers also get along in years.

Thus, ideas are duplicated. The difference is only in ethics, esthetics
and a level of aggression. Energy — a fertilizer of future synthesis of art
«reconnection» of the chain - is multiplied. Originality of de Chirico, the
metaphysician and forerunner of surrealism (he is not suspected of being
antiquated), is in his strength. He was a person who overcame a fog of
nihilism. Below is his phrase: «Modern artist (Chirico was born in 1888)
is given with investigative mind. He considers himself as a successor of
many thinkers and masters of the past femphasis mine. — M.S.[. He read-
ily think about the past, the nowadays and himself.» That is Chirico’s
reasoning on the process of creation.

Productivity of neophytes of the 20th and 21st centuries is high. A
number of «isms,» demonstration of self-manifestations and group-man-
ifestations, «schoolsy and «styles» — potential to the creation pot (noas-
phere|, to condensation of the energy of future messianship of culture - is
the asymmetry to the great cult of the symbolic art of Egypt.

It will be a long period of accumulation of the ¢garbage cans,» and
only after that period we can remove the «pimples» from the physiog:
nomy of art because these «pimples» |l would like to cite Worhol once
again| «have nothing to de with our real physioghomy. s

Art appeals to eternity, and «modernity» is nostalgia of a link for an
indissoluble chain. Time will sum up and reduce to a critical mass all
the results of all the innovations (beauty and wellbeing is alternative for
aggression) — technical innovations, computer experiments and results
of work of a soul and anti-soul that is the aggressive nature. The concen-
trated entropy will whip up a chaos of art treasury and release the new
quality of energy, and legalize a role of art mystery as well as all the things
isolated from «Di» (¢Sacred God» ); it will sanctify all those non-sanctified
and bless itself with heave-offering to the heaven. Only to heaven! Artist
will become a creator (not a revolutionist), and a cult of Art, exactly, will
become his top priority and his God.

Esotery of the Monumental Art

Existence is a circulation of epochs. Each world «swallows up» the
previous one, establishes the new laws and new messiah.

Dazhboh, Buddha and Christ are a fullness of existence. The world is
empty without God. Godhead determines a kalpa (one world), epoch and
the course of developments. People who hear His breath reach largeness
and those who do not hear fall dawn.

Prosperity of those peoples blessed by God resonates with a form of
monumental manifestation. Monumentalism is a vertical, imprint and
finger that indicate the way to the salvation. Even in the Neolithic Period
a man understood his/herself and sought for protection in a ritual as a
form of the monumental art — Jordan cave drawings and Peruvian symbols
(understandable only by heaven)...

Failing to cogitate for his/herself a man cogitated for the God inter
se and created stately buildings (pyramids, zikkurates). A man heard
eternity. In these creations a man ascended and waked and overcame
his/her arrogance in statues of Buddha and rituals of sacrificing.

A man created a mystery of art action and oriented it to the signs of
zodiac, North Star and Sun; one can see it in the Horse Ground Pantheon
(China) or in the Scythian statues (Ukrainel, or statues of Easter Island.
Monumentalism of ancient people — symmetry in asymmetry — accurate
coordinates to a celestial «mechanics,» the living and the souls of the dead.

The «collective» nature of cult — shamanism - was followed later
by such initiated persons as Brunelleski, Leonardo da Vinci, creators of
mosaics in Byzantium and Sophia Cathedral in Kyiv...

The glory of the cult of monumentalisrn was a need, which nature has
evolved later in the culture of the low-order energies. Pure beliefs of the
so-called archaic period became a stepmother in the «light» of domelamps
of the Renaissance.

Monumental Painting of «<The Lord’s Supper> hy
Leonardo da Vinci

The archaism manifests itselfl in a completeness of power structures
of this work. Such completeness is a source of art creation: space, time
vibration, sacral nature of the form/anti-form, symmetry/anti-symmetry
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and axonometrics — all these elements are concentrated in a visible sup-
per reality (author’s presence).

There is the following correlation: visible form and anti-form as its
matrix, mystery/shamanism that projects the actual grace to terrestrial
life, and creating holy face in art. At the same time, details are not isclated
from each other; in contrast, holy face, folds, plates and window are magi-
cally connected with space, air, gravitation force, symmetry and mystery
of good and evil...

«The Lord's Supper» is not only a liturgical and Eucharistic expecta-
tion, but also the new Evangel of the world order of existence. Architec-
ture (interior of greatness within which the action is presented) is the
Universe, and Christ is a focus of all the perspective lines of this interiot.
He is the Creator and World Tutor.

Apostles are live manifestations of the six live perceptions, and the
twelfth is a number that symbolizes the path from Adam to the final mak-
ing satisfaction for sins.

The table. Diameter of the circle and sphere is a horizontal of the
Universe and a contrast to windows and walls of interior. That is the table
in a horoscope from the Crucifixion and the Second Advent, and a whole
composition — form and anti-form — is a model of world in tangible and
visible images.

Only a medium/shaman could create such integral (in terms of law of
monumentalism) composition. Only a mediator and the person exposed
to supernatural revelation (painter from Vinci) could «¢catch» such wave
of that dramatic amplitude and the motif of Christ's praying to the father
in the great love to humankind and indiscriminative forgiveness, and even
in His sacrifice.

[ used the above term «anti-form» three times and gave it a top prior-
ity. Nightdream and life. Nightdream is anti-form, and life is routine. Only
a vision as a magic interrelation of nightdream with a reality contains
a mystery as a prophecy. The table of «The Lord's Supper» is a kind of
vision, in which all the things are the notes of cosmic music. Even the
figure of Judas is not taken out of the line of table. «The Lord’s Suppers is
a topic that sounds in creative work of many artists, but even Girlandayo
had failed to overcome the illustrative nature of the topic. And Dali had
failed to overcome it. The philosophy of «The Lord's Suppers by Leonardo
flashes in eternity as a spirit of synthesis of form and anti-form rather
than a simple topic. This is the highest essence of ideals indicated in the
formula of «The Lord's Supper.»

The Epoch of Mobhile Telephone
and Globalism: do they hear the God?

The eternal verities, myth, mythologization and the rituals of the end
of the 19 century lose their values being eroded by frustration and cinism
— world becomes more and more materialistic and a society canonize the
new idols: sciences and capital.

Today’'s monumental art reflects the course to historism, ethnologism
and politicized instructions.

The monumental art of the 20th century is a «field of ungodliness.»
Artistic works simply illustrate the epoch serving to the needs of political
parties. Even the great religions — Catholic and Ortodox Christianity are
affected by the epoch of science and capital. For example, monumen-
tal interpretations of interior and exterior spaces of churches are almost
of compilative nature. The materialization slackens the strength of the
Spirit.

However, we should remember that the God is the only way to oppose
such regime of atheist meditativeness. The God put together a man and
a spirit. And filling a man with divine power is the great mission of the
monumental art,

Today’s monumental works acquire the estimative nature. Awards are
the only goals of their authors. Investments in spiritual forces are trans-
formed into investments in empirio/sensual (at best] elitarism in monu-
mental art. Over one hundred year, shamanism, metaphysics and icon

graphic were denunciated as pagan, bourgeois and idealistic beliefs. Such
denunciation was provoked by another ethics and moral that is «field of
ungodliness.» The great schools of the 19th and 20th centuries, which
maintained a spiritual vertical, — Boychuk School and Mexico School -
were deprived of the spirit of shamanism; nevertheless they produced
meditative purity in correlation between the spiritual and worldliness
because of their opposition to atheistic regime (through discrepancy be-
tween a form and socialistic content). And what we have today is a lack of
God (the field), i.e. ethics, moral and other constituencies. These notions
have already been changed. They are not filled with the Holy Spirit.

Perspective: Vibration of the Great Memory of Arts

The monumental art on Slavonic territories is a dramatic biography
of the great culture and the history of ruination of Orthodox churches.
We witness loses of technologies and the millennium image/style tradi-
tions, slackening of line of high energies and prayer depth. All things are
emodernized» by futile scepsis and arrogance of pervasive globalism. The
monumental art is commercialized, and the wings of song, dancing and
theatre are disappeared in compilation.

However, what we have in perspective is exactly the things that are
now disappeared.

Do not lose our memory. Memory can alive the dead shows and bring
back a magic to a song. It can bring back a sacral orientation on theocrasy
to monumental art.

Our folk song and its monumentalism: what are they talking about?
Traditional Ukrainian folk singing on meadow (or village street] is the
archaism of amazing sounding in a polyphony of summer twilight. What
| mean is not singing (look back to Leonardo’s content and form), rather
it is a vibration of air, ether. Sounds fly into the distance, star altitude and
immortality. Air is singing — counter-form of Leonarde’s mystery.

Rhythms/vibrations of such music art works as «Szhedryks by Leon-
tovych and «St. Matthew Passion» by Bach shake ether/memory...

Pulse of memory is a kind of reversible perspective; the blessed will
appear from the anguished.

Eternal nature of ether, vibration and counter-form — the mysteries of
connection with a reality — will reanimate the high energies of the ruined
churches, the lost secrets of technologies and prayer depth. And the «life-
less» will come to life.

Through 2500 years with Fire

Artand fire. Fire is Art. Hephaestus possesses the fire. And Prometheus
(let us thank him) gifted it to people. From that time people invented the
Alexandria encaustic that open up the possibility to make such artworks
as Fayum portraits. Masters started to make them for rituals with a fire
that still was not pacified. And they were in hurry because of special mix-
ture of wax and tars — a hot cauterant — which they used to make such
artworks; so, they made accurate breakstrokes in a hurry.

During a long period of time | could not reveal a secret of incorruptible
hot and cold ornament of encaustic. That is why | swished off to learn it
in Moscow (because the Fayum collection was stored in Moscow|. But
Moscow knew nothing about a fire-pan of the magician and the Kerch
Stone. Then | went to Schmidt. Like a German pedant he learned ac-
curately where the encaustic patent was stored — library stores of Berlin.
Thus, I was left on my own devices. One more person who made experi-
ments in encaustic beginning from the 1930s was Khvostenko. That was
the encaustic of the 20th century. The encaustic of the 1980s was like a
mini-epidemic for Baltic countries, Kyiv, Minsk, Leningrad and Moscow.
Encaustic fire intensified the light of the 1980s. Nevertheless, that was a
cold fire...

Whether there was a division of encaustic for hot and cold in the
1980s? Fire? They knew that there should be a fire. But whether they
knew what fire is? With such lamps peasants ¢roasted» ... stocked pigs (as
a substitute for straw). Nonetheless, we should pay tribute to the 1980s:



coal or firewood was not in use for encaustic, [t was the epoch of electric-
ity [not Egypt epoch nor Fayum epoch, nor the 15th (the time of Leon-
ardo's experiment).

However, the essence of fire was not realized at that time. Fire re-
mained in Hephaestus’ smithy. It still remained outside the field of art
creation,

The fire of the 1980s means heating, melting, passive processes —
neither molecular level nor structural element. To become Hephaestus,
it is necessary to transform a fire into God because Hephaestus itself was
fire, fetish, flame (tars and wax were physical agents]. Why did not the
masters of the 1980s deify a fire in making encaustic? Why did not they
become Hephaestus? It is obvious. Pragmatism. And political and ideolog:
ical conjuncture. Conspiracy and consumption. In contrast, Hephaestus
smithy was miraculous, creating art, the nature of ether and light. And
there were thunder and lightening as special orders from Olympic Zeus.

In 1977, the Institute of Physics appeared to be my customer. It was
a large lab for fundamental researches (solid state physics, quantum elec-
tronics, laser probing, and plasma researches, etc.). As for me, the Insti-
tute was a kind of the «Lab» of mysteries of nature, and 1 identified it with
art studio — artist lab. Physicists are very specific people; they «dissolve»
themselves in quanta, invisible orbits, formulas, plasma of magnetic fields
and neutrons, but they are continued even in broken holograms. Such
physicists as Shak, Brodin, Tushynsky, Soskin, Honcharov and Sorbey gave
me carte blanche: «You may do it as long as you need,» they said. Official
Kremlin always tried to curb sciences and culture like Zeus who imposed
special conditions upon Hephaestus, and it was strange that Kremlin ap-
peared as my customer. It took five year for me to formulate a topic, find
special form and make a solution for synthesis, and find approach to the
architecture of dome space. But the main thing was «how to do this.» To
find adequacy in three dimensions: (1) Physics, quasi-quantum — object;
(2] Intellect — subjects selected from the space of thousands years; (3} Cre-
ative intuition, material, technology — artist (author). The first object of
penetration into microworld. Quasi-quantum... The second - intellectual -
intuition, finding a subject — the geniuses destined to penetrate in the depth
of nature (| selected 25 persons). The third dimension was the artist able
to combine the first and the second dimensions and find a creative formula
to paint adequately in visible images those persons distinguished by nature
and «enlightened.» And | have found such creative formula; it was a fire.

Over five years | looked for the instruments to pacify fire and develop
special technologies. Below is a list of instruments [ developed and used
in practice for the first time,

I. Electric priming device. The device made it possible to put a hot mass
on walls (it contained 15-20% of galipot that hardened immediately).

2. Special device to boil the encaustic mass.

3, Electric brushes of 5, 8, 15, 60 and 100 mm.

4. Electric reflector (to melt bulbs).

5. Electric palettes.

6. Electric containers of various sizes.

7. Lotr, Regulator. The main device to curb electric fire and regulator
of energy and voltage. The device was modeled by physicists,

All the other instruments we developed in cooperation with Melnikov
from the materials extracted from the disposal field for production waste
(near Pyrohiv village]. Air-brush... It differed from aerograph because
opened up the possibility to put a smoothed hot encaustic mass on a wall
(aerograph was on a water base, and we used wax, dissolver, pigment and
galipot (tar), and lubricant)... And we managed to do this through using
special in-built mini-cyclotron. That was a reactor that provide special
temperature regime (Punic wax is melted at 70-80°C). By the way, this
device «flew out» to Argentine. It was an unfortunate tradition in Ukraine
to give out its inventions (just look back to inventions of Pulyuy and Kybal-
chych... And how many inventions were made in the Glushkov [nstitute!
Including the idea of the so called mobile telephone).

The second: methodological and intuitive works (because of different

density of encaustic mass). We used electric spatulas and glazers to make
pastous layer that made it possible to paint globally and in details.

Being a driving force of unpredictability of creative effect a combina-
tion of such two modules opened up the possibility to manifest a freedom
of potentiality of creative spirit.

Thus, there were the following elements of encaustic: whitened wax
— galipot (tars-lubricants| — isopropil alcohol — dissolvents — zinc. Special-
ists can immediately observe the absence of oil pigment. Absence of oil
is a sign of hot encaustic. Plastic (density) of the constitutes of material is
provided by fire. Thus, fire, technoplastic of modulation of form, light ef-
fects made it possible to have specific stereoscopy (light reflex) from two
or five, or ten lower layers.

Fire brings the effect of optical actions with material. Fire stirs up the
wave nature of light and hot wax encapsulates molecule of a colorant
enlightening its color.

As it was mentioned above, the art work «Brightened with the Light»
was created in the [nstitute of Physics [Kyiv) in 1977-1981.

Professionalism of Art or Superprofessionalism of Arts?

Whole history of art is an art criticism of particular art forms and
genres. And they have actually attained the depth of the depthless pos-
sibilities of art.

As of the beginning of the 20th century all these art forms and genres
have already exhausted their possibilities in terms of their instruments,
facture, style and even materials. Today, the substitutes of natural materi-
als — metals, synthetic paints, dissolvents, fixers, stones, computer tech-
nologies, and digital technologies, etc. bring nothing new in the develop-
ment of righteous function of art. [ mean the real new as a mightiness of
intellectual enrichment rather than the efficacy of muscular effects. And I
mean the real development rather than the illusion through compilation,
ruination of a form, ruination through ruination.

Being culminated in success the art forms and genres have lost their
nature in estrangement and isolation.

Fetching a circuit and running file and making its confession to the ne-
glected mystery of culture is characteristic for mankind. But culture is not
a process of dissipation through dividing into separate forms and genres.
Culture is the tree of ritual. Culture is a synthesis of all branches of art.
Perhaps, a worship service is the most effective ritual as a synthesis: sing-
ing — choral, sermon, theatricality, frescos/paintings, iconostas, and bell-
ringing... Worship procession — icons, church flags, candles (fire), water,
Eucharist crosses, confession, and sacring... All the art forms and genres
and even architecture are acting in synthesis in worship service... Here is
the spiritual power.

Art is a spirit (not amusement!). Soviel regime tried to impose its own
rituals — May 1, October... pioneer camps... — upon people. It highly politi-
cized its rituals while removing those grandiose mass rituals of spring and
autumn originated from paganism. The regime eliminated sacral Christian
ritual... At the same time, regime's international slogan «Workers of the
world unite!» took no roots.

On the other hand, such Chinese folk ritual as «The Flashlightsy is still
vital, and the world is astonished at it. Similarly, there are folk ritual «The
Fishes» in Japan and ritual procession of life and death in Mexico.

It is known that the depth of ages contains such sacral rituals and Satur-
nalia, Dionysia, Orphism, Apollo’s actions and Volyn Hindus Ramaism...

Modern professionalism of arts is incredible in its forms; it is enriched
with technologies while exhausted in terms of its scale. It is deprived from
art space. Therefore, the synthesis of arts requires special territory. We
inherited the territory where some actions were conducted - former con-
sumer goods exhibition. There are many pavilions and large vast areas.
My proposal is to create a State of Culture at that territory. Land of Ritual.
Special area for synthesis of all the arts. For example, once every three
years the sounds of «Orpheus» announce about the great unity of the Spirit
in the synthesis of arts.
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OcHoBHi BUCTaBKM,

ne excnonyeanuca po6orn M. Cropoxenxa

(Yyachuk Gnuasko 100 eucrasok)

1956 p.—«Mepuwi cxogme [«Arporom]

V Beecowana snctaaka iMnnomunx pobir
Mockea.

1957 p.— «CamoninnuHictss, <[lepwi
cxogue. VI-i Beeceimvin diecineans
wmonoi i crypentie. Mockea. Yuackuk
mixnapopHoi obpasorsopuol cTyan.
Mocrea.

1958 p —«Micns poboin=. Beecowana
sucTaska npuceruena 40-piyuo BIKCM.
Mockea.

1961 p.—slllesuetiko i cyuacHmkis.
XynomHa BUCTABKA NPHCEAYERE KHTTH |
pianstocti T T Wesvenka. Kwis.

1965 p — PecnyBnikanchka BUCTBKA
«bepiaka= Kuis

Beecowsna suctaexa -bepiakas Mockea.

1969 p—«3a semnio= | sucraska
MOHYMEHTANBHO-REKOPATHEHOID Mi-
creurea. Knis

1975 p—oAnaxonna» 0. Knpora
Mixnaponka sncraska khmrs, Mocksa

1976 p—«Qopreus- /. bpasos, «Anakon-
na» 0. Kupora. Yepaincska paariceka
kHMra gna piten. fpara

1977 p.—«Kuneeo-Morunracexa Akagemin
XVII=XVIll=. Pecnybnikancoka sncTaska.
Kwia.

1977 p—«bonrapcuki Hapofri Ka3kin=
Pecnybnikancbka BUTTABKE KOHKYPC: Mi-
cTeytan ofiopMNEHHA AUTARYOL | IOHALLKOI
kumrn. Kuie.

1979 p.— «bonrapcwki vapoaki kaskws. Xl
mimHBpOAHE BOTABKA KOHKYpC: “Kpau|
BufiaHHA BONrapcLKuy aBTOpIB 32 Kepjo-
Hom= Codiia. bonrapin

1980 p.— =Mara moprana~ M. Kouro-
Buncekni. PecnyBnikarebra xynoxHA
eucrasxa Kuis.

1980 p.—«Cepen crenis« [1. Muprwi,
Pecny6nikanceka xyROKHRA BUCTaBKE
XyRomHIK | kHiras. Knie,

1983 p—«Conern= | Dpanko. IV
pecnyOniKaHCEKS BHCTAEKS. KynOMHIK |
KHuras. Kuis.

1985 p.—«Ocanmi ceimoms. Xynomna
pucTaBka. «Xynomunk i micto-. Monswe.

1981 p —«Cepen creniss, . Muptmii,
Mixuaponwa sncraeka. «f|ri ykpaincorol
wynkrypue, Nednuir.

1988 p.— [epconansya suctasxa. Kuis
1989 p.— «YKpaiHChKi HEpOAMI KA3KMN,
sMopreups, /1 Bpasos. <Ykpainceka sHura
an giteis, Tpara.

1990 p.— «YxpaiHCceK] HAPOJHI KA3KA,
«Cuneproc-1», ranepes «Ydisepourers
Binwiner, Kanapa,

1990 p— =YxpaiHobKi HApOAHI Ka3-

e bicnane. sMixnaponsa encraska
xynoxnukis aurauct kiurme. Ceyn Kopes.
1493 p—«5000—-4000 porie o Ha-
pogmeHHi Xpucras «TpuninkChrmit Caits,
«“Ykpaina i nbpaau= Heo-Wopx

1994 p.— <[lopTper apysutne-
«CeitoBuge, ranepen Cninkw xyanxeuein
Yrpaitu, Kuis

1995 p ~ =MancTep | #oro yunis.
Kueso-Morunancsra Axanemin. lanepes
mucreyrs. Kwe

1996 p— «Bin weonw no xpamy=. Kwis
2000 p.— «06pasw B peniriAxin kynsTypis
«Maitc1epHA XUBONMCY T3 XPaMOBOI
kynerypu=. Dinapmorin. Kuie

2004 p.— MNepconanska BncTaska.
HauionankHsi xynosHin mysed Yepainm
Kuia
2004 p—+KofBizap=, =3nakn
NpuyopHomop = [eHEFANLHE KOHCYNb-
¢80, Noconscreo Yepainw 8 CIUA, rane-
Elen YkpaischRoro iHeTuTy Ty AMepuky
wio-Wopk, Bawwnrron,
(opiuHi BUCTaBKN y BUCTABKOBOMY 3aN|
Crinku xynoxunxis Ykpainm 1a 8 ranepe
s[laspas, BncTaeky Axagemii mucTeuTs
Yrpairin y Kueai, Binnuui.

Major exhibitions at which M. Storozhen-
ko's works were put on display
(Participant in about 100 exhibitions)

1956 — The First Shoots [The Agronomist]

The 5N All-union exbibition of diploma works
Moscow

1957 — Amateur Act, The First Shoats. The 6
World Festwal of Youth and Students Moscow
Participant in an mlemational fine-arts eludo,
Mosoow,

1958 — Atter Work, All-Union exhibition com-
memorating the 6™ anniversary of the VLKSM
[Komsomoll Moscow

1961 — Shevehenko and Contemporanes. Art
exhibition devoted ta the life and activities of
T H. Shevehenko. Kyiv.

1965 — Republican exhibition «Benzha.« Kyv.
1965 — All.union exhibition ~Beryozka.» Moscow
1969 — For the Earth. The 15! exhibition of mo-
numental decorative art, Kyiv.

1975 — Anaconda by H Quiroga. International
book exhibition. Moscow,

1976 — Fortress by L. Brazov, Anaconda by H
Quiroga. Ukrainian Soviel books for children
Prague

1877 — Kyiv-Molyla Academy of the 17th-1gth
centunes. Hepublican exhibibon. Kyw,

1977 — Bulganian Folk lales Republican exhibiti-

arvcontest: Art of designing books for children
and youth. Kyiv

1979 Bulganan Falk Tales. The 12 internati
unal exhibition-contest «Best Fareign Publicati-
ons of Bulgarian Authors.» Solia, Bulgaria

1980 — Fata Morgana by M. Kotsiubynsky. Ae-
publican art exhibition, Kyiv

1580 — Amidst the Steppes by P Myrny Repub-
lican art gxhibition «The Artist and the Book «
Kyiv.

1981 — Amidst the Steppes by P Myrmy Inter-
natignal exhibition, «Days of Ukrainian Cullure »
Leipzig.

1983 — Sonnels by |, Franka The ath republican

exhibition «The Artist and the Book « Kyiv

1985 — Brightenet with the Light, Art exhibition
«The Artist and the City» Poland
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1968 — Personal exhibitian. Kyiv.

1989 — Ukrainian Folk Tales, Fortress by L Bra-
zov. «Ukranian Books for Children.» Prague
1980 — Ukeainian Folk Tales. «Synergos-1s Uni
versity Gallery, Winnipeg, Canada.

1990 — Ukrainian Folk Tales. Biennale. slnternatio-
nial Exhibitian of Children’s Books Artists.» Seoul,
Korea

1993 — 5008-4000 B.C . The World of Trypillia.
«Ukraine and Images » New York.

1894 — Wite's Portrait. «Svilovyd » gallery of the
Artists’ League of Ukraine. Kyiv

1985 — «The Master and His Pupils » Kyv-Mohyla
Academy At gallery Kyiv

1996 — +From Schaol 1o Temple.s Kyiv.

2000 - <Images in Religious Culture.» «Studio
ol Painting and lconographic Art» Philharmonic
Sogiety Kyiv

2004 — Parsonal exhibition. National Al Muse-
um of Ukraing Kyiv

2004 — Kobzar, Symbaols of Pryehormomorya.
Consulate General, Embassy of Uksaine in the

United States, gallery af the Ukeainian Instilule
of America New York, N Y., Washington, I C.

Annual exhibitions at the exhibition hall of the
Artists’ League of Ukraine and the Lavra Gallery,
exhibitions by the Academy of Arts ol Ukraine in
HKylv &nd Vinnylsya




OcxoBri ny6nikauii M. Cropoxenka

Ta BiAryKu B npeci

1. «Mcrycreo kunrn 68/69+, Mockea,
1975.

2. «“MonymeHTanbHO-LEKOPaTMBHOE UG-
KYCCTBO B apxuTekType Yepauser, Kues,
1989

3. «Bin sanywmy no srinennAs 1989,

4. «TBopuicTe HENIABNANHA 3eMHUM Ona-
rame. M. Cropoxenxo. // | Wapoe. 100
Cy4acHuKie: pozaymu npo Ykpaidy, 2002,
5. «X10 € xto- 1. Il 2000-2001 c7. 176.
6. «¥ nornagi ftoro wntaw cnoso= Mepea-
woea. Pospymu. Ece // T llesuerko
«Kobaap~. K., [lninpo, 2004.

1. «Xpoixa — 2000 / 2001, 1995.

B. «Cnog'AHceke Bive~ 1995

9. «Muxana Yyporeopeys», «-Mukona
Cropoxenro«, B. Uepbak // <Mucreusk
obpii», 1999.

10, «MucTeurso kumrns 1979,

11. «Myywwe wananua, XXIV Beecowaruiin
KOHKYPC: MCKYCCTBO KHnre. Mockea
1982

12. «Tpadika xynoxHUKIB YKpaiH».
«Mucreyreo-, 1989,

13, Koreah Works 1390, 5, 90,

The 2 ha International Exhibition of
Picture Book illustrations for the Children
[MixHapoaHa BuCTaBKa AMTAYOI KHUT K,
Ceyn, Kopenl.

14, «MoHyMEHTENEHE T3 IEKOPATNBHO-
npuknagHe mucteureo Kuesa=, 1991

15, «bina Abaywi= 1993,

16. «Ceitoeng- 1994,

17 <¥kpaina—25= 1982,

18. «Ukraine= N2 5, 1983

19. «Hayka i cycninscreor, Ne 4, 1987.
20. «B mupe kHurs, Ne 5, Mocksa, 1988
21. «Cgitno i TiHe», Ne 4, 1993,

22, «Big wronw no xpamy+, M. Cropomen-
k0; «llkona M. Cropowenxa», 0. Conosen
{/ «Cyuachicte=, N 5, 2002

23, «[Mrax veba» Auppin Apemun //
Ykpainceka kynetypa- Ne 5, 2003

24. «Cnpune yenixam Mukona Yygor-
sopeus+. B. epbax // «06pazoteopue
mucTeyreos, Ne 1-2, 1939

25. «Mukoni Cropomenky — 75» // «06-
pasoTBOpYe MUCTeUTBO=, N d, 2003

26. «Hee'anyva nywa 0. Jaxapuykas M.
Cropoxenxo // «ObpasoTeopue MuCTeUT
go», Ne 1, 2004.

27. Mowonorw. «lllo npaeay ramyiots
Henpasaoto~ Mukona Cropoxetko //
«Myaensnin npoeynok=, Nel, 2004.

28, «Cymwuna & imerax», PBO «AC—
Megia», 2004

28. «Big 6apoko go Gapoko» [«Mukona
Cropoxenro=l. Tanepen «lpen=. Kuis.
30. «Xro € x10 8 Ypaini», 2001.

31. «Penoprax ig 2000-ro poky» 0. 3a-
Bywwo. Kuis, 2001~ C. 10.

32 «Bip wkonw go xpamy=. YAM, man-
CTEPHA XMBOMMCY T8 XPAMOBOI KYNbTYPH
npod. Cropomenxa M. A, 1996.

33, «Conetus [/ «XypomHuk | kHarar, No
4, 1986.

34. «fonybe cuanit= (Tonuap | M) M.
Cropoxenxo [/ «Kuigs, No §, 2003.

35 «Ceitno eipw yepes ceit obpasies 0.

Aspamenko // «2000-nitta Pianea Xpucto-

sorow, 12-19 sepecun 1999.

36. «500 snnueosux ocobuctocreis //
«fligepu XXI cronitra« Xapxie, 2000

37. <"Kofiaap~ npu ceiui Cropoxenka»
Banentuna Wknap // «Cyuacnictss, No§,
2004

38. «MucTeyska nutka sonota 0.
bafaka=. M Cropomenko // «Ykpaincoka
kynerypas=, Ne 1, 2003

39 «BinpommeHHA: XPUCTHAHCHKI MOTHBM
B TBOPUOCTI KMIBCEKUX XYAOKHHKIB»,

1998.

40. «[lepep nuuem BiuHoCTI He Ayxe
geceno-, Tamapa [ynew // «Yepainceke
cnoeos, 28 xosTHA 1999,

41, «bomwit vanant Mukonu Cropomenkas
0. Menshnk [/ «¥xpamcexa razera-, 8
uepsHA, 22 yepexa 2000.

42 «Marepianizosanni con NPopoKa
Nanmna- M Uieipko // =Beyipnin Kuigs,
19 ciywn 2000

43 «Mu ¢ Tenep 8 Opaxti awanors

M. Uisipko /f «Beviptiit Kuig=, B nucrona-
na 1399.

44, «Knes u kueenaue. Xpamsl pacnucel-
BaKT BCARNYIO M B3 ronoeoi« P [peba
{f «Ceropna=, T asrycra 2000.

45 «Hebo xpamy Mukonu= 0. Aspamerko
{f «Bnapas, 21-27 bepesns 2000.

46. «CnacuTensHOR NaneHne macTepar.

A Ynosuuenko // -Kuesckue BefoMoCTHr,

8 qespana 2000

47 «Cam bor soauts ioro pykotos, Jl.
MNpocatkisceka /V «Cronmuya=, Ne 12,
19-25 Gepeaunn 2004.

4B «Crpam . Decenko // «Xpeuwarvks,
19 bepeann 2004.

49, «[lioboe HapDAHAA W HAYANLCTEEH-
wase. B, lonobopogsko // «Mpasna
Yrpaunsi= 25—31 mapra 2004

50. «[lymkm nig ckneninnam= M. Cropo-
wenko /f «Mucreuski obpie, Ne 2, 2000.
81, «KWTTR KNMHOM Y TiND TEOPYOCTIx,

M. Cropoxenko // <XpoHika-, Ne 1, 2000.
52 «Kanenpap 2001+, «[kinpos, 2000,
53. «Mix peoma ceitamm- M. Cropomenko
// GEGENSATZE 12. MALEREI UND GLAS.
2003,

54, «Orvem u kuctor» B. Cukanos //
sCronuuneie HosocT=, 23-29 centabpn
2003

55 «A6nyrese nepesos, 0. Kosansuyk //
«(ipasnteopue mucTeuteo~, Ne 3, 2003

Major Publications by M. Storozhenko

and Press Reviews

The Book Art 68/69, Moscow, 1975

Monumental Decorative Art in the Archi-
tecture of Ukraine, Kyiv, 1389

From Concept to Implementation, 1989

M. Storozhenko, Creative Work Is Inde-
pendent of Earthly Blessings. // | Sharov,
100-Contemporaries: Reflections on Ukra-
ine, 2002

Wha |s Who, Vol. 2. 2000/2001, p. 176.

| Can Read Logos In His Look. Preface. Ref-
lections. Essays. // T. Shevchenko, Kobzar.
Kyiv: Dnipro Publishers, 2004,

Chronicle—2000/2001, 1935,
Slavic Viche, 1995,

V. Scherbak, St. Mykola the Miracle Man;
Mykola Storozhenko. // Mystetski Obrii,
1999.

The Book Art. 1979.

“The Best Publications. The 24" All-union
Contest: The Book Art.- Moscow, 1982

Graphical Works by Ukrainian Artists
Mystetstvo Publishers, 1389,

Korean Works 1990, 5. 90. The 2" Inter-
national Exhibition of Picture Book Illustra-
tions for Children, Seoul. Korea

The Monumental and Applied Decorative
Art of Kyiv, 1991.

White Apple-trees, 1993

Svitovyd, 1994,

Ukraine-25, 1982,

Ukraine, issue 5, 1983.

Nauka i Suspilstvo, issue 4. 1987

V Mire Knig. issue 5, Moscow, 1986,
Svitlo i Tin, 1ssue 4, 1993

M. Storozhenko, From School to Temple;
0. Solovey, The School of M. Storozhenko,
{ Suchasnist, issue 5, 2002.

Andriy Yaremchyk, Ptakh Neba. // Ukrain-
ska Kultura, issue 5, 2003

V. Scherbak, St. Mykola the Miracle Man
Facilitates Success. // (Obrazotvorche
Mystetstvo, issue 1-2, 1999

Mykola Storozhenko |s 75. // Obrazotvor-
che Mystetstvo, issue 4, 2003

M. Storozhenka, The Unfading Soul of 0.
Zakharchuk. // Obrazotvorche Mystetstvo,
issue 1, 2004.

Mykola Storozhenko, Monologues. Those
that Hush Truth with Untruth. // Muzeiny
Provulok, issue 1, 2004

Sumy Oblast in Names, AS-Media Editing
and Publishing Association, 2004.

From Barogue to Baroque [Mykola Storoz-
henkol. Iren Gallery. Kyiv.

Who Is Who in Ukraine, 2001

0. Zabuzhko, Report from the Year 2000.
Kyiv, 2001. — P10.

From School to Temple, UAM, Prof. M. A.
Storozhenko's Studio of Painting and lco-
nographic Art, 1996.

Sonnets. // Khudozhnyk i Knyha, issue 4,
1986,

M. Storazhenka, O Grey Pigeon [1. M. Hon-
char). // Kyiv, issue 5, 2003.

0. Avramenko, Light of Faith through a
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World of Images. // The «2000" Anniver-
sary of the Birth of Christ,» September
12-19, 1999.

500 Influential Personalities. // The 215t
Century Leaders. Kharkiv, 2000

Valentyna Shkliar, Kobzar in the Light of
Storozhenko's Candle. // Suchasnist, is-
sue 5, 2004

M. Storozhenko, The Golden Artistic Thre-
ad of 0. Babak. // Ukrainska Kultura, issue
1, 2003.

Renaissance: Christian Motifs in Warks by
Kyiv Artists, 1998.

Tamara Hudesh, You Don't Feel Too Merry
when Facing Eternity. // Ukrainske Slovo,
Detaber 28, 1999.

0. Melnyk, The Divine Talent of Mykola
Storozhenko, // Ukrainska Hazeta, June 8,
June 22, 2000.

M. Tsivirko, Prophet Daniel's Materiali-
zed Dream, // Vechirniy Kyiv, January 19,
2000,

M. Tsivirko, Does Or anta Have an Ana-
log Now? // Vechirniy Kyiv, November B,
19599

R. Hreba, Kyiv and Kyivites. Painting Tem-
ples in a Blindfolded and Head-over-heels
Manner. // Segodnia, August 7, 2000.

0. Avramenko, The Heaven of Mykola's
Temple. // Viada, March 21-27. 2000

A. Udovychenko, The Master's Rescuing
Fall. // Kievskie Vedomosti, February 8,
2000.

L Prosiatkivska, His Hand Is Guided by
the Lord Himself. // Stolytsia, issue 12,
March 19-25, 2004,

L Fesenko, The Guardian. // Khreschatyk,
March 13, 2004.

V. Holoborodko, Public Lave and Authoriti-
es’ Love. // Pravda Ukrainy, March 25-31,
2004.

M. Storozhenko, Thoughts beneath the
Vault. // Mystetski Obrii, issue 2, 2000

M. Storozhenko, Life Wedged into the
Bady of Creative Work. // Khronika, issue
1, 2000.

Calendar 2001, Dnipro Publishers, 2000

M. Storozhenko, Between Two Worlds. //
Gegensatze 12. Malerei und Glas, 2003.
V. Sikalov, With Fire and Brush. // Stelich-
nye Novosti, September 2329, 2003.

0. Kovalchuk, The Apple-Tree. // Obrazot-
vorche Mystetstvo, issue 3, 2003.

Documentary films about

M. A Storozhenko

The Prayer. Script by 0. Avramenko, direc-
ted by P. Petrenka,

T. Shevchenko and M. Storozhenko, di-
rected by N. Barynova. // The program
«Dzerkalo.»

The Unfading Stars [M. Storozhenkol, di-
rected by 0. Biyma, 1999-2001.
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