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Ukrainian graphic art may be just as well con-
sidered a part of the general art process of the
“thaw” period. That time was a starting point for
a number of young Ukrainian artists: Heorhiy
Yakutovych, Serhiy Adamovych, Anatoliy Ba-
zylevych, Oleksandr Danchenko, Igor Selivanov,
Georgiy Malakov, Oleksandr Hubarev, Heorhiy
Zubkovskyi, Volodymyr Kutkin, Natalia Lopuk-
hova. Young Ukrainian artists sought to restore
self-sufficiency and importance of graphic art, to
make it independent from painting. For that rea-
son they turned to the most characteristic graph-
ic techniques — woodcut and especially linocut.
Graphic art flourishing of the time was tightly
connected to the book design renaissance. Be-
sides that, a lot of common traits could be found
between the works of Ukrainian graphic artists
(in the first place Kyiv-based) from the late 1950s
to early 1970s and films of Ukrainian poetic cin-
ema. Such features are: special interest in figu-
rative language, symbolic use of color and its no
less symbolic absence, sharpness of characters.
Ukrainian poetic cinema directors and graphic
artists used a similar material — ethnographi-
cal or historical one — for their projects on. It
is characteristic, that Ukrainian poetic cinema
and book graphic design “intersect” on the one
person — Heorhiy Yakutovych. The most typical
works from the Ukrainian graphic arts rise peri-

od are: Land by Olha Kobylianska, illustrated by
Serhiy Adamovych (1960), Riders by Yuriy Yano-
vsky, illustrated by Igor Selivanov (1961), Tronka
by Oles Honchar, illustrated by Volodymyr Kut-
kin (1964), Yaroslav the Wise and Svichka’s Wed-
ding plays by Ivan Kocherha (1963), Shadows of
Forgotten Ancestors short novel by Mykhailo Kot-
siubynsky (1965), illustrated by Heorhiy Yaku-
tovych, as well as Kutkin’s and Havrylenko’s il-
lustrations of the jubillee edition of Kobzar by
Taras Shevchenko (1963), that, however, did not
manage to become truly organic and consistent
book edition. Oleksandr Danchenko, who illus-
trated No End to Cossack Stock novel by Olek-
sandr Ilchenko (1964), showed unique way of re-
forming book graphic design.

The most influential Nonconformism centers
formed in traditionally most important Ukrain-
ian cities, where art environment was the most
concentrated and intense: Kyiv, Odessa, Lviv,
Kharkiv. Nonconformist movement in each of
these cities had its roots, hitory, specifics and
most prominent representatives.

In Kyiv, ideological center of Ukraine at the
time, worked such painters as Alla Horska, Ve-
niamin Kushnir, Hryhoriy Havrylenko, Anatoliy
Lymarev, Fedir Tetianych, Yakim Levich, Victor
Zaretsky, Ivan Marchuk, Oleksandr Dubovyk, Fe-
odosiy Humeniuk, Anatoliy Summar, Valeriy Lam-
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akh and others. In Odessa there were: Vladimir
Strelnikov, Alexander Anufriev, Lyudmila Yas-
treb, Victor Maryniuk, Valeriy Basanets, Valentin
Khrushch, Stanislav Sychov, Oleg Sokolov etc. In
Lviv: Roman and Margit Selsky, Karlo Zviryn-
sky, Yevhen Lysyk, Ivan Ostafiychuk, Roman Pet-
ruk. In Uzhgorod: Yelyzaveta Kremnytska, Fedir
Manailo; Volodymyr Makarenko in Dnipropet-
rovsk. Among other art categories, innovations
could be seen in literature (Hryhir Tiutiunnyk,
Yevhen Hutsalo, Ivan Drach, Borys Necherda,
Lina Kostenko, Vasyl Stus), in theatre (Dany-
lo Lider, Mycola Ivanytskyi), in music (Volody-
myr Huba, Valentyn Sylvestrov, Yevhen Stank-
ovych, Vitaliy Hodziatsky), in filmmaking (Ser-
hiy Paradzhanov, Kira Muratova, Yuriy Illyenko),
in choreography (Serge Lifar), where stage image
emerges from the arts synthesis: soundtrack, lit-
erary and visual allusions.

Meanwhile, in the Western world more rev-
olutionary neo-modernistic forms of art devel-
op. Neo-avant-garde includes expressive abstrac-
tion, pop art, auto-destructive art, the idea of
the total artwork, conceptual art, “death of the
author” idea.

Obviously, Nonconformist environment was
not homogeneous, though we study them in the
same context. Eveone had his own way, however,
they were united by rejection of official art, ar-
tificially narrowed in its development and one-
track, they disapproved the dogmas, hamper-
ing creative work. Some artists (Valeriy Lam-
akh, Anatoliy Summar, Hryhoriy Havrylenko),
drifting away from socialist realism, immersed
into the search for forms and colors and turned
to abstractions. Others (Alla Horska, Veniamin
Kushnir) were also involved into the dissident
movement and sensed the spirit of national lib-
eration and creative revival.

For instance, Kyiv-based monumental artists
Valeriy Lamakh, Ernest Kotkov, Ivan Lytovchen-
ko due to their education and professional back-
ground (and therefore the need in direct contact
with architectural environment) repeatedly solved
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a problem of increasing the expressiveness of lo-
cal colors, free operating of the abstract spots,
contrasting colors and harmonizing them. Paint-
ing works by Valeriy Lamakh of the 1960s strike
with the outright “anti-figurativeness’, powerful
inner enegry and archetypic orientation on the
European Expressionism.

Anatoliy Summar, who received architectural
education (alike one of the first Nonconformists
Florian Yuryev), have been severely criticized as
abstract artist. His works were marked with high
culture of combining deep reserved colors, rhyth-
mical sense of geometric spots (that is character-
istic of folk art). Later on Summar renunced of
commissions and after traditional for that time
accusation in formalism, was forced to express
his creativity in designing toys.

The name of Hryhoriy Havrylenko had been
erased from the pages of the history of art of So-
viet Ukraine. He was an artist with a special gift,
deeply sensitive colorist, master of daring ex-
periments and Nonconformist of principle. En-
during political pressure, he nevertheless stud-
ied the European visual culture progress on his
own, like many other artists did. Today it may
be stated with every reason, that Nonconform-
ist artists, living in almost complete isolation,
continued to work in the context of global art.

In the late 1962 authorities started another
stage of fighting against formalists and modern-
ists. In Ukraine this stage resulted in a string of
repressions and arrests, Ivan Svitlychny was im-
prisoned. And in 1964 governing body of the Taras
Shevchenko University in one night destroyed
the stained-glass window, created by celebrat-
ed artist Alla Horska along with Opanas Zaly-
vakha, Halyna Sevruk and Liudmyla Semykina.
The well-known paned bore an inscription from
Shevchenko’s verse, “I shall glorify these small
dumb slaves, / I shall put the word on guard be-
side them” Horska and her peers worked day
and night to be on time to Shevchenko’s jubilee.
However, the governing body of the university
considered Shevchenko on the panel to seem like
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behind bars, that assumed Ukraine being sup-
pressed. Mentioning small dumb slaves was as
well offensive to authorities. What is left of the
panel are its photos, paintings, sketches, and the
panel itself became legendary.

Unique murals of the Khreshatyi Yar café in
Kyiv, performed by Borys Plaksiy, were equally
ill-fated. The café was a meeting place for young
aspiring authors and artists, therefore depicting
main stages of the city history seemed appropri-
ate. Nevertheless, the artwork, not fitting the lim-
itations, set by the party leaders, had been de-
stroyed in a barbarian manner.

Victor Zaretsky, Alla Horska and Borys Plak-
siy created wall paintings of the Kyiv restaurants
Poltava and Vitriak (Windmill) in ethnographi-
cal-modernist manner. Alla Horska in her letter
to the New York-based peer Liuboslav Hutsali-
uk wrote, “These buildings stand between the
past and the present. Closer to the past. In our
works we soght contemporarity in colors, plas-
ticity, composition. Main thing we wanted is to
have a look on the world as Svetovid idol did, in
the four directions simultaneously”

On November 28, 1970 Alla Horska left home
for the last time. Several days later she was found
murdered under suspicious circumstances. To this
time it remains unclear, what really happened.
Many blamed authorities, as Horska had been
uncompromising in everything, a symbol of un-
bowed Ukraine, as Les Tanyuk said. Is was she,
who in 1967 went to Lviv for Viacheslav Chor-
novil’s trial and during the court proceedings
along with other activists and cultural figures
from Kyiv protested against the series of intel-
ligentsia arrests, carried out in Ukraine at that
time. It was she, who sent a joint letter (along
with Lina Kostenko, Ivan Dziuba, Yevhen Sver-
styuk and Victor Nekrasov) to the Literaturna
Ukrayina (Literary Ukraine) newspaper, regard-
ing allegations in Oleksiy Poltoratskyi’s slander
article against Ukrainian cultural activists. It was
she, who supported dissident historian Valentyn
Moroz. When she was summoned for interroga-
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tion to Ivano-Frankivsk, she refused to testify
against him and afterwords submited a protest
to the Ukrainian Soviet Socialist Republic Su-
preme Court, stating unlawfulness and savage-
ness of the sentence. This extraordinary wom-
an had been ranked high among the dissident
Sixtiers movement, along with the army com-
mander Petro Hryhorenko, poets Vasyl Stus and
Yuriy Lytvyn, teacher Oleksa Tykhyi, journalist
Valeriy Marchenko.

Since 1965 arrests of Ukrainian creative in-
telligentsia had started. Horyn brothers, Opanas
Zalyvakha, Mykhailo Osadchy were imprisoned.
Painter Veniamin Kushnir in the space of his
apartment created the Scherzo painting (collo-
quially known among aquaintances under the
speaking title Raped Ukraine), in which he ab-
stractly reproduced the fate of his defenseless
homeland against aggressive and brutal inroad of
savage outsiders and turncoats. Dark colors and
sharp broken lines dominate the painting. Anoth-
er symbolic artwork of the time — Self-Portrait
with the Candle — pictures the artist barefoot,
shirt worn outside trousers, protecting a trebling
flame of the candle with his left hand. His fig-
ure is set against faceless human mass, carrying
string bags (typical for the Soviet times) with gro-
ceries and toilet paper. The artist’s posture sug-
gests some Diogenes allusions, who had searched
for a person in Athens, carrying a lamp in a full
daylight. Around that time Kushnir creates one
of his finest works Kobza. Andriy Okhrimovych
wrote about the artwork, “Compactly sculptured
kobzar’s silhouette on the foreground and almost
ghost-like Cossak rushing cavalry, painted in red,
creates sensation of irreality, mystic effect. Hors-
es from the Shadows of Forgotten Ancestors by
Serhiy Paradzhanov come to mind. It is not un-
likely, that these horses image emerged under
some Kushir’s influence, as the director was of-
ten guest to his studio.”

A special place in Kyiv art environment holds
a figure of Oleksandr Dubovyk. His artworks fea-
ture is unique ability to balance on the edge of
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abstract and specific, of themelessness and as-
sociation to certain themes and images. Halyna
Skliarenko in the foreword to Dubovyk’s cata-
logue (1996) characterizes his creative manner in
such way, “In his works bold decorativeness and
intellectuality, constructive structure and emo-
tionality, “narrativity” and tendency for gener-
alization of a sign are strangely combined. His
works balance between figurative and non-fig-
urative art, as they reproduce too much gener-
alized, however real impressions, contain indi-
rect repercussions of life events. His trademark
stylistics, that he has been polishing for decades,
does not rule out ironic eclecticism, typical to
Transavantgarde, present in his works as a very
creative idea, not the formal realization.” This re-
veals another trait of many Ukrainian Noncon-
formist artists. Mostly they did not tend to stick
to a certain avant-garde or postmodernist trend,
trying instead to synthesize them, receiving new
qualities from that. By these means a new way
to creating original art values have been trailed.

A prominent phenomenon in Ukrainian cul-
tural environment of the second half of the 20th
century are artworks by Ivan Marchuk. In his cre-
ative work experiments organically combine with
loyalty to national theme, to the constantly expe-
rienced tragedy of his nation. His Shevchenkiana
series of paintings, with original emotional solu-
tion, undoubtedly, is an art supplement to sci-
entific and historic context of Kobzar’s studies.

Evaluating Nonconformism as a phenome-
non, diversity of its expressions should be not-
ed. Other features are large number of striking
personalities and at the same time complete lack
of definite groups or organizational structures.
Such situation had been caused by the need in
high level of secrecy for the oppressed art envi-
ronment in Ukraine. Thus loners felt much more
comfortable in such circumstances.

Odessa was particularly rich on Nonconform-
ist artists for a number of reasons. Among them
are historical specifics of the city that formed its
creative environment, its geographic location
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and importance for the cultural and art process-
es. Many world-class artists had links to Odessa,
like Wassily Kandinsky, David Burliuk, Mykhai-
lo Boychuk. Kiriak Kostandi founded the South
Russian School of Painting there, that was alter-
native to Saint-Petersburg School. Influence of
avant-garde traditions of the early 20th centu-
ry have been intense in the city. Famous Izdeb-
skiy salons repeatedly hosted the artworks of the
globally renowned painters.

Odessa art environment always felt more free
than in other cities, therefore artists grouped
around certain figures. The term “Odessa School
of Art” emerged in the late 1960s and early 1970s
thanks to Yuriy Yegorov. He formed the core of
the group, that went underground from the start.
Further Nonconformism development is asso-
ciated with Vladimir Strelnikov and Alexander
Anufriev. Their position, alike the position of the
fellow artist Valentin Khrushch, is to a consid-
erable degree defined by the educational talent
of Vasyl Zaichenko, who had been their teacher
at the art school. Characteristic fact of the time:
Khrushch was expelled from the art school only
for bringing Matisse and Picasso reproductions
to the classes.

Odessa Nonconformist group, that unlike the
Kyiv one was not politically involved, was comple-
mented by Lyudmila Yastreb, Victor Maryniuk and
Valeriy Basanets. Community of interests eased
existance in ideologically controlled art world and
added self-confidence. For instance, Alexander
Anufriev mentioned, that without friendly sup-
port they would not have survived. In the Non-
conformist circles tradition of so-called “apart-
ment-exhibitions” had formed (eyewitnesses rec-
ollect, that in Odessa it had been started by Oleg
Sokolov, the “first abstract artist” of the city).
Characteristic was the fact of organizing a “fence
exhibition’, entitled Sychik + Khrushchik (referring
to Stanislav Sychov and Valentin Khrushch) in
1966 (long before the well-known Moscow Bull-
dozer Exhibition in September 1974).

Odessa group have been gradually joined by
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new artists. Its meeting places was often visit-
ed by students of art schools: Volodymyr Tsiup-
ko, Oleg Voloshynov, Moisey Chereshnya. Since
the late 1960s and till the early 1970s Noncon-
formist community had been truly powerful and
united over thirty people. Among them were:
Valeriy Basanets, Ivan Bozhko, Oleg Voloshynov,
Nikolay Gaiduk, Lucien Dulfan, Yuriy Kovalen-
ko, Mykhailo Kovalskyi, Ruslan Makoev, Victor
Maryniuk, Mykola Matusevych, Lev Mezhberg,
Vladimir Naumets, Yosef Ostrovsky, Yevgeni Ra-
khmanin, Victor Risovich, Oleksandr Richter,
Vitaliy Sazonov, Mykola Stepanov, Aleksander
Stovbur, Volodymyr Tsiupko, Moisey Cheresh-
nya, Yuri Shurevich.

Nonconformists” activity caused emergence of
the opposition wing in the local Union of Artists
cell. It was this “left wing” support that helped
to set up a group exhibition of Vladimir Strel-
nikov, Victor Maryniuk, Stanislav Sychov and
Lucien Dulfan at the exhibition halls of the Un-
ion of Artists building in 1971.

The 1970s were the time, when relations be-
tween Odessa school of art and Moscow Liano-
zovo group established. Nonconformists initiat-
ed contacts with foreign diplomats and report-
ers, who were potential popularizers and buyers
of their works. For example, one of the exhibits,
monted at the appartment of Moscow-based col-
lector, was the first chance to present unofficial
Ukrainian art outside Ukraine. Likewise, second
such exhibition was held in spring of 1976, pre-
senting works by Vladimir Strelnikov, Alexan-
der Anufriev, Valeriy Basanets, Victor Maryni-
uk, Valentin Khrushch, Vladimir Naumets, Vo-
lodymyr Tsiupko.

Activity of a big Nonconformist group inev-
itably drew attention of the secret service. And
consequences were fast to come. Vladimir Strel-
nikov and Alexander Anufriev were forced out of
the country. In some time Vitaliy Sazonov also left
the city; Valentin Khrushch moved to Moscow,
as well as some young artist in the mid-1980s.
There they created their own Eau-de-Cologne
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group (in Ukrainian and Russian Odekolon is
a homonymous contraction for Odessa + colony).

In 1981 a gifted abstract painter Lyudmila Yas-
treb departed. Her death was irreparable loss to
Odessa art community. Yuriy Yegorov has called
her “radiant” Indeed, her works radiate soft, ten-
der light, that transforms everything—bodies,
objects, spatial distances—into luminous cas-
cades. Grand Cascade was her major work of
these years. Odessa non-figurativeness of the
1970s and 1980s generally cascades with bright
metaphors, Alexander Grin-like seaside carnival.
Lyudmila Yastreb’s artworks deeply reflect Odes-
sa painting school typical features. Brightness,
openness and ease, that dominated the works
of the majority of local Nonconformists, served
some kind of confirmation of their irrepressible
life energy and faith, constrasting dramatically
to the dimness of the era.

Inspite of obvious losses, Odessa Noncon-
formist group stuck together. Victor Maryniuk,
Valeriy Basanets and Volodymyr Tsiupko stayed
in touch. Then they were contacted by Yevgeni
Rakhmanin, Oleg Voloshynov, later — by Myko-
la Stepanov and Sergei Savchenko. According to
Maryniuk’s recollections, the core of the group
were close friends, united by the same life val-
ues and plastic ideas. This group’s backbone pre-
served great creative potential, cemented the
group, helped to maintain significant position
in culture and art through the 1980s.

Amid the power system slow disintegration
dynamic art processes started in Odessa. The
newly-created Mamay group (replaced with the
Choven (Boat) group in 1998) united nine artists:
Vladimir Strelnikov, Victor Maryniuk, Valeriy Ba-
sanets, Volodymyr Tsiupko, Aleksander Stovbur,
Sergei Savchenko, Vasily Sad, Ivan Bozhko and
Mykola Stepanov. Expatriate artists showed keen
interest in the positive changes. For instance,
Vladimir Strelnikov expressed deep concern for
the homeland’s fate, being in Germany, and want-
ed to do what was within his powers to support
Ukrainian art, that entered European art scene.

233



CYYACHE MMCTELITBO

Foundations of Nonconformism in Lviv were
set by those few renowned creative personalities
that had not emigrated west in the post-war times
and stayed in the city. Their wise and balanced
position united local artists, being a source and
nourishment for the long-going opposition to of-
ficial art. Unlike other art centers, socialist real-
ism ideas were not popular in Lviv at all. After
founding of the Lviv State Institute of Applied
and Decorative Art, among the very few local
professors invited to teach there versus mostly
outsider teaching staff, were well-known artists
Roman Selsky and his disciple Karlo Zvirynsky,
who unofficially united creative youth.

Roman and Margit Selsky, the former mem-
bers of famous avant-garde Artes group, pupils of
the celebrated Fernand Léger, were adherents of
Impressionism and Post-Impressionism, exper-
imented with the newest trends of the time. Be-
ing on friendly terms not only with artists, but
with writers, photographers, musicians, scien-
tists as well, they hosted them in their apart-
ment for many years. Selsky family was often
visited by such acclaimed artists as Roman Tu-
ryn, Leopold Levytsky, Danylo Dovboshynskyi,
Vitold Manastyrsky, Karlo Zvirynsky, Volody-
myr Patyk, Volodymyr Rybotytsky, Mykola Shy-
mchuk etc. Active exchange of opinions, recol-
lections of renowned masters, who saw unique
museum collections with their own eyes, visit-
ed the best European art schools and personally
knew celebrated artists, helped to cast away sen-
sation of depressing isolation from the outside
world. Not all of Selsky’s guests definitely could
be considered Nonconformists, however their
involvement in the phenomenon was obvious.

Karlo Zvirynsky was one of the most consist-
ent Roman Selsky’s pupils, though his passion for
Impressionism and Post-Impressionism did not
last long. The artist’s sensible soul had been dis-
turbed by dramatic live events, hypocrisy, insidi-
ousness and insincerity that dominated everything.
At certain point he consciously stopped depict-
ing persons in his paintings. Instead he animat-
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ed things, objects, decorative compositions that
were quite complicated and verified to the small-
est details. In the artist’s paintings his unique,
deep symbolism of color spots takes the main
place, along with the sophisticated tonal com-
parison and unexpected texture effects.

Teaching activity in the Institute had been in-
tegral part of Zvirynsky’s life. He fulfilled an idea
to organize a study group for young peers, his
own school. It gathered in the evenings at Zviryn-
sky’s apartment. Selection criteria were simple:
besides skill, moral qualities mattered. Later stu-
dents assembled personal and group exhibitions
in their apartments, organized discussions. Work-
ing together, young artists reached professional-
ism, experimented fearlessly, searching for new
expressive means. Zenoviy Flinta recalled, that
Zvirynsky’s school became an integral part of
his pupils’ lives, a guiding star in art styles and
movements, that helped to endure painful dis-
satisfaction in reality. Zvirynsky’s pupils were
the artists, now widely acclaimed in contem-
porary Ukrainian art: Andriy Bokotey, Bohdan
Halytskyi, Lesia Tsehelska-Krypiakevych, Pet-
ro Markovych, Ivan Marchuk, Oleg Minko, Ro-
man Petruk, Bohdan Soyka, Zenoviy Flinta, Ste-
faniya Shabatura.

Mass transition to decorative and applied art
was organic for Lviv artists; similar processes
happened in other former Soviet republics as
well. Using expression and symbols, typical for
folk art, they moved closer to the form generat-
ing features of the Western European contem-
porary art.

For a more detailed survey of Lviv Noncon-
formism I will briefly characterize only three art-
ists of different age, whose position always was
uncompromising: Yevhen Lysyk, Roman Petruk
and Vasyl Bazhai.

Yevhen Lysyk’s problems with authorities had
started, when he studied in the institute. His aver-
sion to accept socialist realism foundations end-
ed up in accusations in Formalism and explusion
due to “poor results”. Lysyk’s compositions are
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pictorial, figurative, however free of tending to
any external effects. The author accentuates in-
ner emotions, urging a viewer for empathy. His
unique gift to create a sense of monumentality
in every, even the tiniest, picture or sketch, to
penetrate though space, were later on logically
concluded in Lysyk’s long-term and prolific work
as a stage designer.

Another unique personality is Roman Pet-
ruk. His expressive means and visibly dominat-
ing expressionist intentions are similar of Ly-
syk’s. From the flatness of paper or canvas they
transform into three-dimensional forms, aquir-
ing unimitable induvidual characteristics. In-
ner life, dynamic elements of texture that man-
ifest themselves on a surface out of the generall
mass, are typical to the artist’s sculptures. Petruk
works in ceramics, wood, plaster or broze with
equal success. He conciously stayed out of offi-
cial limelight and destroyed his works in minutes
of despair. Only nowadays he received well-de-
served acclaim and possibilities for the best dis-
play of his talent.

Vasyl Bazhai consistently adhered to Abstrac-
tionism foundations. The first time he had a chance
to present his works was a personal exhibition
in 1989. Later on he experimented with deeper
phylosophic comprehension of his projects, ac-
companying painting with installations and per-
formance art.

Nonconformism manifestations in Kharkiv
were totally dissimilar to the ones in other cit-
ies. As official art for over three decades had
been closely watched by unchanging governing
body of the local Union of Artists, fine art also
showed signs of stagnation and “loyalty” to so-
cialist realism positions. Avant-garde views and
outstanding achievements of the renowned art-
ists (e.g. internationally acclaimed Vasyl Yermi-
lov, who was expelled from the Union of Artists
for formalist activity, and his followers) became
things of the past. The Khrushchev Thaw peri-
od inspired Yermilov to broaden his monumen-
talism pallette in architecture (for instance, his
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mosaic stylisation of the sainthood, various mo-
saic panels). He took his artistic concepts with
him from the 1920s into the 1960s, creating ab-
stract compositions. Obviously, his original pro-
jects did not pass the authorities’ censorship. One
of such projects was Monument to Lenin’s era
at Dzerzhinsky square in Kharkiv. In the previ-
ous years he decorated this square for many oc-
casions; therefore he perfectly knew what was
needed there. However, all formal applications
were fruitless. Yermilov also worked on the Pi-
casso monument project, sending his work past
the deadline. Despite being late, he received pos-
itive answer for his application. This time his
death prevented him from fulfilling his project;
his sketch papers for the monument were later
simply trown away as a trash.

Another celebrated artist of the Ukrainian
avant-garde period, along with Yermilov, was
Boris Kosarev, who was still teaching. He had
a lot in common with Yermilov, even their studi-
os were adjacent. I was incredibly lucky to be his
pupil. Spanning a time bridge between avant-gar-
de and contemporary time, he fulfilled himself
in his pupils, who generally worked in set de-
sign. The studying process turned into fascinat-
ing creative experiment with him, workmanship
became mastery. For instance, he offered to find
one hundred tones of white in different mare-
tials, including paper. And routine intarsia pre-
sented as a search for lines, colors, examination
of wood texture. If the lesson’s topic was portrait,
he generally surveyed drawing in the art history,
giving a detailed review of a portrait later. Ko-
sarev’s activity was truly manifold, breadth of his
thinking astonished. He created numerous thea-
tre set designs, saw Oleksandr Dovzhenko’s film
shootings, personally knew many film and the-
atre personalities, documented many historic
moments on film.

He cultuvated interest to photography and to
other forms of depicting reality. He ofted used
to say, that photo camera allows getting an illu-
sional, though fixed, image of the world; mean-
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while artist always stays free for self-expression.
After such guidelines it was easy for us, his stu-
dents, to turn to any form of visual art: set de-
sign, exhibition setting up, painting, photography.

Much later, I asked him as a friend about how
he managed to survive under immense pressure
and leveling of creativity; how he escaped ideolog-
ical control. He told me, that after being award-
ed with the Stalin Prize, he had been implicated
into admitting some “counter-revolutionary” ac-
tivity. Sitting in the investigative authorities’ of-
fice, he had thought of nothing else but to turn
to artistic device. Clockwise, like drawing a sun,
he wrote three words: Stalin Prize winner, Stalin
Prize winner etc. It made the trick, he escaped
further interrogations that way and did not be-
come a mouthpiece of socialist realism.

Thus, Kharkiv have always been a center for
experimental art. Panel painting and industrial art
surprisingly combined there. So there was no co-
incidence that Kharkiv Art Institute was reformed
into Kharkiv Art and Industry Institute, nowa-
days being Kharkiv State Academy of Design and
Arts. Many artists turned to graphic art, where
they felt free to experiment with forms. Kharkiv
graphic art was in its bloom in mid-1970s; pre-
senting its achievements at the themed Moscow
exhibition in 1973. Wide circle of professionals
of the former USSR learned the names of Evge-
ny Jolos-Solovyov, Volodymyr Nenado, Oleksan-
dr Martynets and others. Young artists grouped
around such well-known personalities, as Vital-
iy Kulikov and Vitaliy Lenchin (who had a stu-
dio in the local House of Architects).

In the situation of severe control the break-
through have been made in a sphere, organization-
ally independent from the Union of Artists — in
photography art. The situation with photography
art had been in fact quite paradoxical. Accord-
ing to socialist realism guidelines, photography
should seemingly be considered close to reaslis-
tic reproduction of the world. Totalitarian sys-
tem, though, did not need depicting true reality
of social surroundings and everyday living con-
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ditions, the more so with a camera of curious
and emotional photographic artist. Photogra-
phy could not create illussion, form “commis-
sioned” images, so much needed by the regime.

Besides, photography appeared along with
Modernism and was part of many processes,
happening during the early 20th century. Pho-
tography caused some avant-garde experiments,
as well as some changes in artistic perception:
plain documentation combined with extensive
media use and staged photography.

In 1929 in Stuttgart, Germany, landmark Film
und Foto exhibition took place, presenting a wide
range of international photographic practices and
defining the increase of the role of photography
in the 20th century. It marked new critical theory
and historiography of surrounding environment
and life events. Later Cindy Sherman shot a series
of self-portraits in different positions and condi-
tions. Each of the portraits consisted of fifty film
stills, that created generalized image of the author:
career girl, maid, hysteric woman etc. Critics, like
Douglas Crimp, used these images to build their
post-stucturalist theories of authorship identifi-
cation, originality, uniqueness. In the 1950s and
1960s Michel Foucault and Roland Barthes con-
sidered Sherman’s mirror reflection photographs
as an example of a “death of thr author”. Sherrie
Levine re-photographed the works by Walker Ev-
ans, Edward Weston and Eliot Porter, presenting
the photos as her own artwork and raising piracy
issues towards the original artworks.

Thus, photography granted inexhaustible means
for various exprimental reasearch, for develop-
ing art and other newest art trends on its basis.
In the former USSR development of photography
art has been almost completely blocked. Well-
known photography schools ceased to exist af-
ter the revolution. For instance, pre-war Lviv
had been a powerful photography center; local
Art and Industrial Scool had a special depart-
ment of photography. During the Soviet times
photography as an art category complitely van-
ished in the city.
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Nevertheless, photographic art in Ukraine re-
vived from time to time, e.g. in Kharkiv that has
always been a unique city within Ukraine. Non-
conformist energy concentrated there around
photography art. The Chas group emerged back
in the 1970s, uniting many photographers, who
gained acclaim later on: Oleg Malyovany, Yevhen
Pavlov, Vicot Kochetov, Alexander Sitnichenko.
The photo series that should be noted are: Grav-
ity by Malyovany, Construction Battalion by Sit-
nichenko, Beautiful and Sweet slide film series
by Boris Mikhailov. The language of “live” pho-
tography has been used for speaking of aesthet-
ic categories for the first time.

Boris Mikhailov, a world-renowned photogra-
pher, stands out of this list. He tends to search for
daring image moves, seeks solving complicated,
emotionally many-sided themes. The main ob-
ject of his interest is human body, born harmo-
nious and perfect, that in time gets wrecked and
deformed by living conditions and way of life, by
certain social and everyday life factors. A fight
with post-totalitarian syndromes, with the rudi-
ments, hidden deep in unconscioussness, in body
and thoughts dominates his artworks. Turning to
photography, he experiments in this field: for in-
stance his Luriki series are coloured photograpgs.

In other Ukrainian cities there also were noted
Nonconformist photographers, e.g. Andriy An-
toniuk from Mykolaiv or Feodosiy Humeniuk,
who had ties to Dnipropetrovsk and Saint-Pe-
tersburg (now lives and works in Kyiv). Their
creative work, like the one of fellow Noncon-
formists, is marked with striking individuality.
Meanwhile, artists’ experiments of the 1970s and
1980s are representative, as they were based on
organic unity of Ukrainian folk art traditions and
Ukrainian avant-garde. For instance, in Humeni-
uk’s works Mykhailo Boychuk’s and Heorhiy Nar-
but’s influence could be noted, as well as careful
study of Cubism and Russian avant-garde (e.g.
Humeniuk’s methods of compositional occupan-
cy of the canvas surface and aesthetic evaluation
of the details “completance”). Constructivism in
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structuring the artwork and romantic tendencies
in interpreting the past became more visible af-
ter Humeniuk had studied achievements of Pav-
el Filonov and Kazimir Malevich.

So, the Nonconformist art movement was an
organic cultural phenomenon, caused by radical
social and political changes and induced deforma-
tions of established art concepts. The archieve-
mnts of the movement could hardly be overes-
timated: due to their work Ukrainian art pre-
served foundations of free creativity and high
potential energy for further progress. Noncon-
formism became a source for many other art pro-
cesses, happening in contemporary art now. It
had been a bridge, that spanned avant-garde of
the early 20th century and modernism of the
1960s—1980s. Many avant-garde and early mod-
ernist artists were teachers of Nonconformists
artists: e.g. for Vagrich Bakhchanyan it was Vasyl
Yermilov, for Pavlo Bedzir — Ernest Kondra-
tovich, for Oleg Sokolov — Teofil Fraerman, for
Karlo Zvirynsky — Roman Selsky. Nonconform-
ist creatively re-interpreted Western modernist
trends and art forms, such as assemblage, instal-
lation, performance.

One of the Nonconformist artists’ main achieve-
ments had been “illegal” teaching (in the first
place with personal example and hard life expe-
rience) of the new generations of creative youth.
That was the way, how knowledge of the main
real laws of art evolution outside totalitarian
system had been transferred. Nonconformists’
views and guidelines played highly important
role during the totalitarian system desintegra-
tion and in the first years of the national reneis-
saince, a landmark period for free development
of Ukrainian culture and art. Obviously, we study
Nonconformists’ creative work mostly in ideo-
logical context, and not so much as an aesthet-
ic category, that is caused by political and social
conditions of the time. However, that does not
diminish their importance in general develop-
ment of Ukrainian art. Clearly, full and complete
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“exoneration” of the Nonconformism as unique and significant objective of our days. Through-
phenomenon and important component of the out and detailed study of their achievements is
newest Ukrainian art history, returning the art- yet to be done.

ists names and artworks from oblivion is urgent Translated by Svitlana Kulinsky
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CupopeHnko Bikrop. Poab yKpaiHCbKOro HOHKOH(GOpMi3My y 30epe)keHHi 3acas BiAbHOI TBOPYOCTi

Anoraunis. [ToxazaHo, 110 OAHI€I0 3 HANIFOAOBHILIMX 3aCAYT YKPAIHCBKIX XYAOXKHUKIB-HOHKOH(POPMICTIB 6YAO BUXOBAaHHS B HeAe-
raAbHMX YMOBaX (IIepeBXHO HA OCHOBI BAACHOTO IIPUKAQAY | HEAETKOTO AOCBIAY) HOBUX ITOKOAIHB TBOPYOI MOAOAL BoHM nepepaBaan im
3HAHHS TIPO OCHOBHI peaAbHi 3aKOHOMIPHOCTi PO3BUTKY CBiTOBOIO MUCTELITBA, SIKe iCHYBAaAO 1032 MeXXaMM ToTaAiTapHoi cuctemn. ITo-
TASIA i TIEpeKOHAHHS HOHKOH(OPMICTIB BiAirpaAn HaA3BMYAITHO BXKAMBY POAD Y Yacy 1i PO3BaAy Ta B IepIii POKM HalliOHAABHOTO BiApO-
AKEHHS, B 3aCaAHNYMII TIePioA BIABHOTO PO3BUTKY KYABTYPH i MUCTelITBA. 3BMYAITHO, TBOPYICTh HOHKOH(POPMICTIB M1 PO3TAsSIAQEMO He
SIK €CTETUYHY KaTeropio, a CKOpillle, B iA€OAOTIYHOMY KOHTEKCT], 11J0 3yMOBA€HO IOAITMYHMMY i CYCIIABHMMM 06CTaBMHAMY TOTO Yacy.
TpoTe Lje @ HisIK He IPYMEHIIYE iX 3Ha4eHHS B PO3BUTKY YKPalHCbKOTO MUCTELTBA 3araAoM. O4YeBUAHO, 1110 TTOBHA i OCTaTOYHA «pea-
6GiiTanisi» HOHKOH(POPMI3MY SIK YHIKAABHOTIO SIBMILA i BATOMOTO CKAQAHMKA iCTOPIii HOBITHBOrO YKPAiHChKOTO MUCTELITBA, TIOBEPHEHHSI
iMeH i TBOPYOro AOPOOKY KOXKHOTO XYAOXKHMKA € HEBIAKAAAHMM i BAXXAMBMM 3aBAQHHSIM CY4aCHOCTI. rpyHTOBHe i BceOiuHe BUBYEHHS iX-
HbOTO AOPOOKY € CIIPaBOI0 Mail0yTHHOTO.

Kato108i c108a: yKpaiHCbKUIT HOHKOH(GOPMi3M, MUCTELITBO YKpaiHu Apyroi moaoBuHu XX CT., iAeoAoris, omip.

Conpel-n(o Buxkrop. Poan YKPauHCKOro HOHKOHCI)O[JMMZ}M& B COXpaHEeHUU OCHOB CBOOOAHOTO TBOpYeCcTBa
AHHOTauMﬂ. nOKaSaHO, 4To OAHO]Z 13 TAABHBIX 3aCAYT YKPaMHCKUX XyAO)KH]/IKOB-HOHKOHEl)OpM]/[CTOB 6BIAO BOCIIUTAHUE
B HEAETAAPHBIX YCAOBUAX (Hpe]/[MylL[eCTBEHHO Ha OCHOBe COOCTBEHHOTO nprMepa N HEAETKOro Ol'[bITa) HOBBIX ITOKOAEHUI TBOp‘{ECKOﬂ
MOAOAé)I(]/l. Onu nepepaBaAul UM 3HAHUA 00 OCHOBHBIX PeaAbHbIX 3aKOHOMEPHOCTAX Pa3BUTUA MMPOBOTO VMICKYCCTBA, CYyl}eCTBOBABLIETO

BHE TOTAAMTAPHOI CUCTeMbL. B3TASABI 1 yOeXXAEHMS HOHKOHPOPMUCTOB ChIrPAAM YPe3BbIYAIHO BaXKHYI0 POAb BO BpeMeHa e€ pasBaAa
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U B IIepBbI€ I'OABI HALIMOHAABHOTO BO3POXXAEHMA, B OCHOB()I'[OAal'alOLLle/[ TIeproA CBOﬁOAHOI’O PasBUTHUA KYABTYPbI M UCKYCCTBA. Koneu-
HO, TBOPYECTBO HOHKOH(l)OpMMCTOB MbI paCcCMaTpUBAaeM He KaK 3CTETUYECKYI0 KaTeropuio, a CKOpee, B MUACOAOTUYECKOM KOHTEKCTE, YTO
06yCAOBAEHO IIOAUTUYECKUMU U 06m€CTBeHHbIMM 00CTOATEABCTBAMMU TOTO BpeM€eHU. OAHaKO 5TO OTHIOAD HE YMaAs€T 3Ha4Y€HME HOH-
KOH(I)OPMMCTOB B PasBUTUM YKPAMHCKOTO MICKYCCTBA B LIEAOM. O‘{EBMAHO, YTO IIOAHAA Y OKOHYATEAbHAsA «pea6]/lAMTaLlM$[>‘r HOHKOH(i)Op-
MM3Ma KaK YHMKAABHOTO SBA€HMS ¥ BECOMOTO KOMIIOHEHTa CTOPUN HOBeJIIIero YKPaMHCKOT' 0 MCKYCCTBA, BO3BpalljeHe MMEH U TBOP-
YeCTBA KAKAOTO XYAOXKHUKA ABASIETCSA HEOTAOXXHBIM U Ba)KHBIM 33AaHMEM COBPEMEHHOCTU. TjateapHOE 1 BCECTOPOHHEee U3y4yeHne ux
HaCAGAUST — AEAO 6yAyLuer0.

Katouesvie cA0Ba: yKPAMHCKIIT HOHKOHGOPMUBM, CKYCCTBO YKPAUHbI BTOPOIT HOAOBMHBI XX B., MACOAOTNsI, COIIPOTUBAEHNE.

Sydorenko Victor. Ukrainian Nonconformism Role in Preserving the Foundations of Free Creativity

Summary. One of the Nonconformist artists’ main achievements had been “illegal” teaching (in the first place with personal example
and hard life experience) of the new generations of creative youth. That was the way, how knowledge of the main real laws of art evolution
outside totalitarian system had been transferred. Nonconformists’ views and guidelines played highly important role during the totalitarian
system desintegration and in the first years of the national reneissaince, a landmark period for free development of Ukrainian culture and
art. Obviously, we study Nonconformists’ creative work mostly in ideological context, and not so much as an aesthetic category, that
is caused by political and social conditions of the time. However, that does not diminish their importance in general development of
Ukrainian art. Clearly, full and complete “exoneration” of the Nonconformism as unique phenomenon and important component of
the newest Ukrainian art history, returning the artists names and artworks from oblivion is urgent and significant objective of our days.
Throughout and detailed study of their achievements is yet to be done.

Keywords: Ukrainian Nonconformism, Art of Ukraine of the second half of the XX cent., ideology, resistance.





