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Abstract. Karlo Zvirynskyi (1923-1997) was an outstanding
personality and great artist. His influence on the Lviv cultural
environment in the 1960s—1990s was indisputable. Zvirynskyi was a
quiet man rooted in his own research fields, but the awareness of his
actions formed a strong environment in the aesthetics of the
European art and ethical norms of Christianity. The artist's
undiverted view on European culture was related to the
understanding of processes that cannot be guided ideologically, as
well as the realization that culture exists in continuity, and reflects
aesthetical and ethical forms of human activity. His search for a
European cultural tradition and the reprobation of foundations of
socialist realism played an important role in the formation of his
“underground academy”. Zvirynskyi’s primary goal was the
education of creative young people as citizens, whose consciousness
would enable them to remain artists in defiance of the enticing
society. The circle of his students embraced Zinoviy Flinta, Andriy
Bokotey, Oleh Minko, Liubomyr Medvid, Roman Petruk, Ivan
Marchuk and Bohdan Soyka. Our task, for now, is not to embalm the
legacy of his “underground academy”, but create the cultural space,
where intellectual reflections can take place. Karlo Zvirynskyi
understood his stand in life as “I look at life through the prism of a
book” and his artistic position as “all my painting is a prayer”.
Attitude to his own life as a part of a holistic cultural flow has
formed his worldview. The cultural memory of generations that
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accumulates “modernity” played for the artist a territory of freedom,
which has always been a criterion of human nature for Zvirynskyi.
Realizing that memory about Karlo Zvirynskyi is a kind of tuning
fork for the moral health of the nation, this article is an attempt to
bring knowledge about the master from the chamber community,
which resembles the mechanisms of catacomb culture, in a wider and
more open space that will use his name as part of the national
cultural landscape.

Key words: artist, “underground academy”, reflection,
cultural memory, study, education, knowledge, intellectual, aesthetic,
ethic, cultural landscape

Introduction. While thinking, analysing, and remembering
everything related to the figure of Karlo Zvirynskyi in my life, I
mentally recur to the phrase of Joseph Brodsky: A free man does not
mean a happy man. And through the prism of time, I still understand
that for these two giants of culture who have passed away, the
criterion of freedom was comprehended as the starting point of
humaneness. And it was the point only from which occurred the
counting out of abilities, talents, accomplishments, and the scribing
of people’s own destinies.

Problem statement. In the realm of the 1960s-1990s Lviv
artistic culture, Karlo Zvirynskyi not only has played a huge role but
also has virtually become a component of its cultural landscape. His
personality, as an artist and teacher, is partially outlined within the
general Ukrainian context; however, studying this topic is still far
from completion. He thought of himself as part of the Halychyna
culture, yet his field of interests and acquaintance with the European
culture, philosophy, music, and fine arts definitively take the master
to another level of modern perception and rethinking of him.

An important point in reinterpreting his activities and
heritage is a form of his existence as an artist and teacher. And here
we should note that in fact, these two occupations, for Zvirynskyi,
were almost merged together. Both of them were indispensable for
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the artist; in their interaction, he examined the quality of his own
thoughts and the potency of formal visual expression. In addition,
being confident in his ethical and aesthetic attitudes, Zvirynskyi
realized that the moral degradation of society proffered by the system
could be diminished. This would happen if he personally took on the
task of educating young people not only within the frame of official
teaching, but also in a private form of conversation at home. And let
it be a small number of students, but the quality of ethical and artistic
messages that he would convey to youth would make them free. For
this purpose, he shared his time and knowledge with them, and, by
and large, perceived it as a vocation of all his life.

Soviet ideology and the method of socialist realism were
unacceptable to the artist’s mindset. He enables us to feel and
comprehend how culture manifests itself in the format of diachrony.
The historical context strained the artist, contrasted with his
personality and probably pushed Zvirynskyi to inner concentration
and implementation of his own artistic potential in the form of
isolated nature. Nevertheless, even having isolated himself from
reality, the artist still saw himself against the broad background of
human culture. Looking into the depths of history, reflecting on the
past, building a system of one’s own memory as a part of the general
cultural memory — these are the personal institutions Zvirynskyi
aspired to set up throughout his life.

Analysis of recent research works and publications. The
earliest Karlo Zvirynsky-related publications appeared to 1995 in
connection with his nomination for the Shevchenko Prize (Mariya
Vavrukh, Liubov Voloshyn, Nataliya Kosmolinska, Yevstakhiya
Shymchuk, etc.). It is in them that the features of the master’s
painting style and the originality of his worldview were already
outlined. However, the representative genre of these articles deprived
them of the opportunity to delve into analysing the works of
Zvirynskyi.

The main array of publications about Karlo Zvirynskyi
appeared upon his death, and this fact confirms the artist’s diachrony
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with his time. It was the beginning of a stage of gradually
understanding the role of the artist, as well as restoring his name as
the content of the day. Nataliya Kosmolinska attempted to introduce
the figure of Zvirynskyi into the 1960s artistic context, with outlining
the main range of art searches outside the mainstream [6]. Opposing
the official art to those who were on the margins — such a
methodological technique was applied by Orest Holubets in his
analysing the mid- to late XX th-century Lviv artistic situation,
concerning the creation of K. Zvirynskyi [1]. While continuing to
examine the theme of the Lviv artistic centre, O. Holubets tried to
formulate factors of uniqueness, however, at the same time, focusing
on school differences does not allow to take a look wider and fit
leading personalities such as K. Zvirynskyi into the Ukrainian and
general European contexts [2].

Roman Yatsiv analyses the Lviv artistic environment against
the backdrop of culturological context, looking for a key to
understanding both this phenomenon and its main carriers [15]. In
such an approach, a view of an isolated society is offset by the power
of such individuals as Zvirynskyi, whose thirst for knowledge was
capable of finding exclusive routes to replenish information, with
giving a sense of remote participation in a common European stream
of cultural memory. N. Kosmolynska’s monographic sketch about
K. Zvirynskyi gives an idea of the artist, his creative method and
pedagogical system [7]. There is an analysis of his activities related
to sacred art. In general, the format of a composite monograph on the
Sixtiers’ art expands the possibilities of saliently comprehending the
artist’s personality.

The artist’s daughter Khrystyna Zvirynska-Chaban was the
first to introduce into scientific circulation materials about her
father’s “underground academy” [3]. There is an investigation of a
phenomenon of isolation, both internal and external. My first
meeting with Kh. Zvirynska-Chaban took place in 2001, when an
exhibition of K. Zvirynskyi was planned to be held at the Ukrainian
National Art Museum in Kyiv. While scrutinizing his archives, I
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have discovered the greatness of Karlo Zvirynskyi’sthought, which
was implemented in word and image. In 2019, we met again with
Kh. Zvirynska-Chaban, upon her publishing a monograph on her
father and an exhibition of K. Zvirynsky, as well as after the
exhibition of K. Zvirynskyi and his “underground academy” had
occurred at the Korsak Modern Ukrainian Art Museum in Lutsk. The
book of memoirs, interviews, reflections and articles about Karlo
Zvirynskyi became a thorough publication, with depicting a full,
complete and cordial portrait of the artist against the background of
familial, student, and artistic recollections. During a long
conversation, it became clear to us that the remembrance of
K. Zvirynskyi’s name is maintained in a form close to the catacomb
one, when the links of this memory do not extend beyond the range
of those relative to it. However, the figure of the artist is so
significant that its place is not only within the Lviv cultural
landscape, but also in the general collective memory. Therefore,
there is a huge amount of work ahead to be done in this direction.

The purpose of this research work is to analyses the
method of Karlo Zvirynskyi’s working in his underground academy,
which was based on forming the awareness of reflections on the
general cultural memory of humankind. Analysing the system of
internal and external apartness makes it possible to grasp the factors
that instigated and pushed him to obtaining information and deeply
assimilating these sources. Treating the narrative heritage of the artist
provides an opportunity to clarify his ideas and their reflections in
the form of images. The analysis of his students’ thoughts forms a
fuller picture of the personality of the artist-teacher. Another task is
to identify personality traits that can enable us to understand the
figure of K. Zvirynskyi as a component of the Lviv cultural
landscape.

Presentation of the main research material. Unfortunately,
my approach to Karlo Zvirynskyi’s works took place already upon
his death. However, I still remember very well the day when I was
for the first time in his studio. I was listening to his daughter,
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Khrystyna Zvirynska, and it seemed to me that it was the very story I
wanted to listen to. I was all agog to vanish completely among those
stories and an atmosphere of the bright studio, where his paintings
compactly hung and stood. Later on there were numerous meetings
with Khrystyna Zvirynska who kindly enabled me to work with her
father’s archival materials.

While turning over pages of Karlo Zvirynskyi’s memoirs, |
was drawn by an expression: In the lifespan of each person, there are
the meetings exerting a significant influence on the further course of
his life. Had it not been for him — all in him would have gone in a
different way. “They open his eyes to what he has not seen before,
and it is unknown whether he would have seen it ever. They lend
new tints to his understanding of life and his worldview” [13, p. 45].

If to develop the theme of meetings in culture, then in the art
of the 20™ century, Karlo Zvirynskyi most appreciated Oleksandr
Arkhypenko. And it is a significant thing that at a very short interval,
such as the changeover of grandeurs of generations of the past
century, there were personal exhibitions of both O. Arkhypenko in
2001 and K. Zvirynskyi in 2002 at the National Art Museum of
Ukraine in Kyiv. In the same 2002, the Lviv Academy of Arts hosted
a conference devoted to the artist The Wall: an Absurd or a Reality;
the National Museum of Lviv hosted an exhibition of Ukrainian-
Polish artists Margit and Roman Selskyis, as well as Karlo
Zvirynskyi, Andriy Mentukh, and Waclaw Taranczewski; and the
catalogue-album “KarloZvirynskyi” was published.

It is unpleasant to state, but the fact is that Karlo
Zvirynskyi — as an artist, a teacher, a man of enormous scholarship —
exerted a significant influence on the Lviv cultural environment.
However, his complete inability to conform to the authorities has led
to the fact that it was only when Zvirynskyi was 73 that the artist’s
first exhibition within a joint project with Andriy Mentukh (from
Poland) took place at the National Museum of Lviv in 1996. After
this exhibition, Karlo Zvirynskyi has been nominated for the
Shevchenko Prize, but this nomination was rejected in Kyiv cabinets.
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Karlo Zvirynskyi’s painting is fascinating, as a mysterious
and obscure space, with its moving living stars. And the
concentration of abstract painting spoke like a prayer. “For me, my
painting is closely connected with my attitude to God, to my seeing
Him, in everything that surrounds me” [4 2002, p. 32]. This probably
lies in his uniqueness as an artist, who in the way known solely to
him went to the understanding and vision of the great essence of
sacred painting, to which he sincerely devoted himself, as well as to
abstract painting, the latter uttering by rhythms, pauses, lines, colour
combinations, while remaining in its essence the same spiritual
language. He came out on the way by which icon painters went as
well, and where images encounter abstract forms, and symbols are
created.

The distance separating us from K. Zvirynskyi is gradually
increasing. Accordingly, the possibility appears to consider his
creation not exclusively within the confines of the Lviv artistic
situation, and the objectification of his contribution to art grows
more real. Zvirynskyi’s out-of-time and out-of-style classic gives us
a chance to introduce his works into the European artistic context.
Therefore, his coming to the public at the turn of the century, only
upon his death, is symbolic, which in essence were all his activities.
Kh. Zvirynska-Chaban draws our attention: “And nevertheless, while
living in conditions of informational isolation, he managed to create
in the context of the global art, with leaving behind the following
record: ‘I will be understood by solely future generations’ ™ [5,
p. 19].

In 1946, Karlo Zvirynskyi graduated from the Lviv Art and
Industry School, where Roman Selskyi was his teacher. Most likely,
it was his meeting with Roman Selskyi, from which the then-young
Karlo began to nurture the feeling of teaching as a mission. Selskyi
and Zvirynskyi have become the closest friends. And Zvirynskyi
entered a secluded, elitist artistic environment of the spouses Roman
and Magrit Selskyi, where Roman Turyn, Witold Monastyrskyi,
sisters Maksymovichs met each Saturday, and conversations on art in
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French and Polish were held. Sometimes talks went outdoors, due to
the company’s unwillingness to be heard by the KGB.

Undoubtedly, Karlo Zvirynskyi had a gift of communication
unlimited to simple words. It was the language of music, plastic art,
and silent contemplation. His students said that Karlo Zvirynskyi was
a translator of Roman Selskyi. However, the translation should be
here considered as the ability to span a bridge between different
generations, which itself generates an undivided stream of cultural
memory.

Separate records of talks between Selskyi and Zvirynskyi are
remained. With all depth and carefulness of those discussions, the
most impressive is a level of their correctness. Selskyi adhered to the
realistic style and was an atheist, while Zvirynskyi was drawn
towards abstraction and was a deeply religious person. In 1990,
Roman Selskyi died and Karlo Zvirynskyi recorded: “Out of 87 years
of his life, the last 45 — the most important ones — he lives in an
«oasisy, lives his previous life, spinning a thread of memories that is
a reality within this atmosphere” [10, p. 47]. The situation with the
generations’ cultural memory developing into the protector of human
beings from realities of the world has become Karlo Zvirynskyi’s
existential norm.

In 1949, Zvirinskyi was expelled for a year from the Lviv
Institute of Decorative and Applied Arts, for he said in full voice:
“One apple of Cézanne is worth more than all the art of socialist
realism taken together” [8, p. 17]. That statement embraced truth
and, at the same time, juvenile maximalism. He later formulated a
mechanism for rejection of the ideologized art: “Socialist realism of
Stalin’s epoch cast me away to an opposite position — further from
naturalism, searching for formalism, to abstraction” [5, p. 201].

The years passed and he would write: “The artist is a special
person. He is endowed with a special vulnerability to his
surroundings. He cannot and have no right to remain in the ivory
tower at a time when the injustice, untruth, is raging, when the
homeland needs the help of each member. There is a time to beat
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ploughshares into swords and a time to beat swords into
ploughshares. How may you admire the drawing of an apple when a
person dies nearby” [12, p. 258]. Zvirynskyi came to understand the
significance of the civic stand when it became insufficient to simply
remain silent. His intellectual and civil thews were strengthening,
while he was clearly circumscribing his artistic standpoint.

By that time, he was already an educated man with a
comprehensive erudition. He was well trained in world art, music,
literature, philosophy, and religion. His knowledge had been
accumulating since his childhood, when he was quite carried away
by books from the library of the Basilian Monastery in his native
village of Lavriv, Sambir District. Books imbued young Karlo with
knowledge, and it was in them that he found advice and consolation
in his life full of hunger and cold. As early as in this period, he
acquired the skills to escape from reality, discovering a sense in
words’ strength and abstraction. Having left Lavriv for Lviv at the
age of 19, he took with him a concentrated and pulsating image of
his childhood and adolescence, on which he would later reflect with
his art. Therefore, without any doubt, the first and most important
source of his creation was his childhood. These foundations of moral
principles, which he obtained in those years, he was able to carry
throughout his life. He managed to avoid adaptation to exhibition
committees and timeserving policy with respect to power. He was
constantly looking for paths that would turn into roads, with
subsequent searching for associates while going along these roads —
points Kh. Zvirynska-Chaban [5, p. 15].

The turning point in Karlo Zvirynskyi’s biography was 1957.
In art, he was losing touch with the influence of Roman Selskyi’s
realistic painting and began teaching at the institute, from which he
had once been dismissed for rebelliousness. An important influence
was the environment of the Selskyi family, where almost all the
artists traveled around the world and had received European
education. The source of information for him, were broadcasts of the
“Voice of America” via the Radio “Liberty” transmitted in Polish
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language, as well as his acquaintance with Andriy Mentukh from
Gdansk. He subscribed to all the journals on art in Poland for
Zvirynskyi, and sent articles from newspapers. At the time, people in
Poland were much more informed about the trends vivid in the
artistic world of the West. Although these periodicals had a
predominantly negative evaluation of formalistic and abstract
searches, they still were a valuable source of information, which
Zvyrinskyi thoughtfully worked up.

While working with students, Karlo Zvirynskyi began
understanding that in the dominant atmosphere of sluggish and
amorphous socialist realism, young people needed to be saved, all
the more so he carried a colossal treasure of knowledge, whose
sharing was vital for him.

The main goal for Zvirinskyi came to educate citizens whose
consciousness would allow them to remain artists, counter to the
totalitarian system. In such a peculiar way, he intervened in politics.
He collected a group of students, notably Zinoviy Flinta, Andriy
Bokotey, Oleh Minko, Liubomyr Medvid, Roman Petruk, Ivan
Marchuk, and Bohdan Soyka. All of them came to his one-room
apartment where Karlo Zvirynskyi lived together with his wife and
three children. Here he conducted classes. Kh. Zvirynska-Chaban
wrote: “I remember long walks, of us, three young children, with our
mother in the park, and our requests to go home at last. Though, our
mother, while looking at the clock, always delayed us for some
reason. It was afterwards, over the years, when we understood and
found out why it was. In our apartment at the Lysenko Street,
students gathered and discussions were held on various topics, as
well as one-day exhibitions. It was later — already in the 1990s —
when those gatherings were called the «underground academy of
Zvirynskyi», or the «underground school of Zvirynskyi” [4, p. 7].

The artist himself explained the need for those meetings in
such a way: “I saw what students were taught. They were taught bad
things, they were not taught what was needed. If they went that way,
their talents would be lost and they would be lost as citizens as well.
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And therefore, it seemed to me, [ had to do everything to help them
preserve their natural endowments and at the same time develop their
human dignity, civic awareness. I wanted them to know who they
were, what they should do and where to go” [8, p. 17].

Zvirynskyi-teacher and Zvirynskyi-artist were like two wings
of one big bird. He explained this condition in such a way: “I would
like to emphasize very strongly that ... my work with young people ...
it was at the expense of my creativity ..., and further ... I am like an
artist, but it turned out that I spent the most time on teaching, on the
formation of others than on my own creativity. The times were bad ...
It seemed to me that my life was still long, I would paint in plenty,
but as I did not explain it to them today, it would be too late
tomorrow” [12, p. 260].

The artist repeatedly emphasized that his students were very
important to him. The classes had a form of discussion, where
various formal approaches were approbated, where young people
learned to reflect on what they had seen and heard. And where the
teacher tried to prove to them, that there was a current of cultural
memory and how important it was to get involved. He was a very
tactful person and always tried to see the strengths of students in
their works and encourage them. “There is something in it, but...” —
repeated Zvirinskyi from time to time. He had clear views and
convictions, yet he was always open to another thought, if someone
could seriously argue it.

Having worked at the Lviv Institute of Decorative and
Applied Arts for twenty-five years, he held the position of senior
teacher. Nevertheless, students addressed to him exclusively as “Mr.
Professor”. And it was only after his death that Khrystyna
Zvirynskahave received a certificate of awarding him the title of
associate professor.

However, before that, there was another sad and, at the same
time, significant episode. One year before retirement, Zvirinskyi was
removed from teaching. After some time, when Oleh Minko, his
student at the ‘“underground academy”, became the rector,
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Zvirynskyi resumed work. However, he was still unable to regain
himself from that emotional shock. Kh. Zvirynska-Chaban wrote:
“He stood firm and believed. A stronger and more faithful person
than my father, I did not meet in all my life. He was always able to
stand up and give us the belief that everything would be fine. Only
upon his death, I understood the price at which all this was given,
and from where it all went” [4, p. 9].

Faith in God, self-confidence, belief in his students and
certitude in the finality of Soviet ideology invigorated K. Zvirynskyi.
Art, as a language of human memory, constantly inspired him. At the
end of his life, the artist would write: “In our time, due to a number
of factors, the role of art in human life has become especially
important. The role of art is not limited to exclusively affecting
aesthetic senses, but influences all areas of human life, moral
position, living conditions, and feelings” [5, p. 233]. Nowadays,
these lines of the artist sound over-optimistic, with our understanding
what a pragmatic and feudal-oligarchic system Ukraine has reached
during almost 30 years of its Independence. However, Zvirynskyi
always believed and this faith lent plenitude to his life without
feeling general happiness, yet having personal freedom Thus, his
faith is handed over to us and a hope remains that art will become
what he bequeathed. We have a responsibility to re-educate ourselves
aesthetically and ethically through art.

Church tradition and sacred art meant a great deal to
K. Zvirynskyi. However, meditating upon what a level of art began
to fill churches after Ukraine gained independence, he sadly stated:
“The simplest and perhaps most comprehensive answer was that we
did not have our own state. The winds of history rolled us like
tumbleweed from side to side, while we permanently borrowed from
our neighbors what was worthless for them, with feeling ashamed of
shunning the values created by the genius of our people” [5, p. 248].

In addition to working with Karlo Zvirynskyi’s archives and
talks with his daughter, Khrystyna Zvirynska-Chaban, it was very
important for me to hear the memories-reflections of his students,

128



APT-ninat®OPMA. 2020. Bun. 2

who became famous artists. While holding conversations with them,
I was impressed by the fact how immediately busy and venerable
people responded to my request to tell about their teacher. In the
studio of Oleh Minko gathered also Roman Petruk, Andriy Bokotey,
and Liubomyr Medvid. We sat for a long time and had recollections,
impressions, memories filled with emotions. The following
conclusions were outlined:

“We were prodigal sons; we re-realized his greatness when
we ourselves became old. We circled time after time and it happened
in our own work only to return to Karlo. He did not choose students
for their talents; he was like Pissarro, who said that a stone could be
taught to draw; but he cultivated a taste, skills and crafts in us via the
authentic, the old art. And it was civic position from which he took
us for being his disciples”.

Roman Petruk.

“In fact, having got behind the walls of the institute, we did
not realize the fine art. Zvirynskyi was the first to reveal the world of
art, the world of a human-intelligent of a high rank. He was a
TEACHER. We flew away from Karlo in our interests as different
planets. Now, there is a longing for youth. Those times were
incredibly interesting”.

Andriy Bokotey.

“Selskyi said that a student should go not further, but
otherwise. Zvirynskyi went further. He had an inner need to do good
deeds, yet to make them unobtrusively. How much we miss him!
Loneliness. There is no one to consult with. And in that there is a
great truth”.

Oleh Minko.

“His communication with us was a time of maturation of his
own talent and creative motivation as well. Because of that, Karlo
said that the brush would wait. He had a decent posture at the easel.
That was an aristocratic attitude to the process of creation. And it is
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that what brought us up. In his eyes behind thick glasses was fear,
intelligence, a secret”.
Liubomyr Medvid [9, p. 29].

While analysing the conversation with Andriy Bokotey,
Liubomyr Medvid, Oleh Minko and Roman Petruk, we can realize
how strong was the influence of K. Zvirynskyi on forming their
aesthetic and ethical positions. The artist’s mission as a kind of
bridge that connects generations and endeavors to hold out against
the flow of a would-be frue culture and knowledge has been
accomplished. Quiet Zvirynskyi, by the power of his personality
alone, managed to stand up for what is the standard of humaneness,
dignity and ability to learn. Without being a representative of the
external ideological system, he was able to form an internal
environment, preserving its merit. And the vitality of his
environment endures in the activities of his students.

Kh. Zvirynska-Chaban noted: “It is unknown what the face
of the 1960s Lviv school would have been like without this chain:
Selskyi — Zvirynskyi— a younger generation— “Zvirinskyi’s
underground academy”. The result of an advanced approach of the
artist-teacher to educating his students was the emergence of a
qualitatively new generation of young artists in Lviv, which
determined a new path of development and growth of the Lviv art in
the decades to come” [5, p. 19].

Despite the circle of students and his family, at the end of his
life, Karlo Zvirynskyi would write: “I am a very lonely person” [13,
p. 47]. His loneliness was an island of liberty created with his own
hand. That expression was a voice of a great man whose mystery and
power went with him. Yet, the dialogue with the Universe continued.
“... That what I did could be described as an attempt to walk with the
spirit of time. And that is true” [14, p. 53].

Perhaps “sincerity” is the key to every thing that touched
Karlo Zvirynskyi. And we already saw the consequences in historical
perspective, how strength and sincerity of one particular person
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overcame the walls of ideology. Already over twenty years have
gone since his life ended. There is an empty space in downtown
Lviv, where once there was a house in which he lived and from
where his “underground academy” sprouted. However, the master
returns in his creation, which gives us grounds for a different look at
the Ukrainian art of the latter half of the XX™ century. Zvirynskyi
was aware of cultural memory’s durability, and his students are full
of reflections on his name. And his great theoretical work on the
methodology of training artists has received a life.

Conclusions. However, the type of memory of Karlo
Zvirynskyi still remains in the format of the “catacomb” culture. All
who in one or another way have touched the artist’s personality, as
well as his artistic and epistolary heritages, do understand their
worth. Zvirynskyi was fond of mountains, often went to make studies
in the Carpathians. As mount Hoverla rises above the mountain
ridge, so the figure of Karlo Zvirynskyi retains the spirit of high art
and humanity, and the passage of time only more distinctly outlines
the master’s grandeur. He does deserve to become, in our minds, an
essential part of the cultural landscape, a landmark of what is
genuine in both life and art.
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KAPJIO 3BIPUHCHKHI TA MOT'O «IIIIIMIJIbHA
AKAJIEMISI»: PE®JIEKCII KYJBTYPHOI TAM'SATI

Anoraniss. Kapmo 3sipuacekuii  (1923-1997 pp.) -
BUAATHUHA MHUTEb Ta HemepeciyHa ocoOucTicTh. Hesanepeunum OyB
HOro BIUIMB Ha JIbBIBChKE KyJbTypHe cepenosuiie 1960-1990-x pp.
3BipUHCHKHII OyB THXOIO IIOJUHOIO, 3aHYPEHOIO Yy BIIACHI CBITH,
MPOTE YCBIMOMJICHICTEH HOTO il (hopMyBasia MiIITHE CEpeIOBHUIIEC Ha
€CTETHIl  €BPOIEHCHKOr0 MHCTEUTBa Ta ETHYHUX HOpPMax
XPUCTUSHCTBA. YBaXXHHUU MOTJISIT MUTLS HA €BPOIEHCHKY KYJIBTYPY
OyB MOB'sI3aHUN 13 PO3YMIHHAM, MO0 II TpoIlecaMd HE MOXKHA
KepyBaTH iJCOJNOTIYHO, i, Pa3oM 3 THM, IO KyJNbTypa ICHYeE Y
Oe3mepepBHOCTI Ta BimoOpaskae ecTeTHYHI Ta eTW4HI (GopMHu
JIOACHKOI  IisUTbHOCTI. Mloro momyku eBpomefichkoi Tpammiii Ta
TIOBHE BIATOPKCHHS 3acall COMIATICTHYHOTO peajli3My Bifirpaiu
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BaXIIUBY POJb Y CTBOPEHHI <«IiAMiIBHOI akageMii». OCHOBHOIO
METOI0 3BIpMHCHKOTO OyJI0O BHXOBaHHS TBOPYOi MOJOMI SK
TPOMAJISAH, CBIIOMICTh SKHX Majia O IO3BOJLITH IM 3aTUIIATHCS
MUTLSIMH BCYIIEped 3yXBaJlUM BHKJIMKAM CYCHIIBCTBA. Y KOJIO HOTO
yuHiB BXxomwnu: AmHApid bokoteir, IBan Mapuyk, JlroOGomup
Mensins, Oner Minsko, Poman Ilerpyk, borman Coiika, 3iHOBi#
@ninta. Hamwum 3aBpaHHAM € He Oanb3aMyBaHHA — CHAALIMHU
«iAMIIBHOT akaaemii», a cnpoba CTBOPUTH KYJIBTYPHHH HPOCTIp, A€
MOXYTh  BimOyBaTucs  iHTelekTyanbHI  pedekcii.  Kapmo
3BIpUHCHKHI PO3YMiB CBOIO JKUTTEBY TO3MINIO SK «sI JTUBIIOCH Ha
XKHUTTS Kpi3b NPU3MY KHIKKH» Ta MUCTELBKY MO3MILIi, SIK «BCE MOE
MaJsIpCTBO — TO MOJHUTBa». CTaBleHHS A0 BJIACHOTO XXHUTTSA SIK 10
YaCTUHM  IUTICHOTO TIOTOKY KYJIBTYpH C(OpMyBajio  Horo
cBiToOaueHHs. KynbTypHa mam'aTh MOKOJiHB, LIO0 aKyMYIIO€
«CYYacHICTb», BiirpaBana sl MUTLOS TEPUTOPiI0 cBOOOIH, sKa
3aBkaAu Oyjla MOTO KPUTEPIEM JIOACHKOTO €cTBa. Po3ymirouw, 1o
mam’aTh Tpo Kapma 3BipHHCEKOTO — 1€ CBOEPIAHHMN KaMepTOH
MOpAJILHOTO 370POB’S Hallii, aBTOp POOHUTH METOIO Li€i CTATTi wie
OJTHI€I0 CIIPOOOI0 BUBECTH iCTOPIIO MPO MaHCTpa 3a KOJIO KaMepHOL
CHIIBHOTH, IO 32 MEXaHI3MaMH [lii Haraaye KaTakoMOHY KYJIbTYpY,
B IIMPIIWH Ta BIIKPUTIIIMK TPOCTIp, Y SIKOMY iM Sl MUTLS 3Bydano O
SK YaCTHHA HaIlIOHAJILHOTO KYJIBTYPHOTO JaHIA(TY.

Kaw4oBi caoBa: XyJIoXKHUK, «IIAMUIBHA —aKajeMis,
peduiekcisi, KyabTypHa Tmam’sTh, HaBYaHHsJ, OCBiTa, 3HAHHS,
1HTeJIeKTyalbHHI, €CTETUYHNH, €THYHHUN, KYJIbTYpHHH JaHAmadT
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KAPJI 3BUPUHCKHUM U ETO «[MOAIOJIbHAS
AKAJIEMUS»: PEQJIEKCUU KYJbBTYPHOU TAMATH

Annoramusi. Kapnm 3Bupunckmii  (1923-1997 11.) —
BBIIAIOLICHCS XYyIOXKHUK U He3aypsaHas TMYHOCTh. Ero BiusHue Ha
JBBOBCKYIO KYyJNbTypHYI0 cpeay 1960-1990-x rr. Heocmopumo.
3BUPHUHCKHAN OBIJT THXUM YEIIOBEKOM, KUBYIIIIM MHPOM BHYTPEHHHUX
Pa3MBILIUICHUH, HO OCO3HAHHOCTh €ro IMOCTYIKOB MOCTY>KWja
(hOpMHUPOBaHUIO OIPE/CIICHHOW KYyJIbTYpHOU Cpefbl Ha OCHOBaX
JCTETUKH  €BPOIEHCKOT0 WCKycCTBa M JTHYECKHX  HOpPMax
XpUCTHAHCTBA. BHUMATENBHBIN B3Ts/] XYJI0XKHUKA Ha €BPOIEHUCKYIO
KylnbTypy OBUI CBSI3aH C MOHUMAaHHEM TOTO 4YTO €¢ MpPOIeCCaMu
HeJb3s1 PYKOBOANUTH HIEOJIOTHUECKH, a TAK)KE€ OCO3HAHHWEM TOTO, YTO
KyJIbTypa CYIIECTBYET B HETPEPHIBHOCTH M OTPAKAET ICTETUIECKHE
U dTHYeCKHuEe (OPMBI UEIOBEYECKON JAedaTeabHOCTH. Ero mowcku
EBpPONEUCKON  Tpaguuuu W TOJHOE  HEMPUSITHE  YCTOEB
COLIMAJIMCTUYECKOTO Peajn3Ma ChIrPajidi BAXXHYIO POJb B CO3TaHUU
«TOATONBHON akagemMun». OCHOBHOH IEIbI0 3BUPHHCKOTO OBLIO
BOCIIUTAHUE TBOPUYECKOM MOJIOACKU KaK TpaxJaH, Ybe CO3HAHUE
MTO3BOJIAIIO OBI OCTaBaThCS XyJOKHUKAMHU BOTIPEKH TPYOBIM BBI30BAM
obmectBa. B xpyr ero yuenukoB Bxomwm AnHnpeid bokoreit, VBan
Mapuyk, Jlobomup Mensuas, Oner Munbko, Poman Ilerpyk,
borman Coiika, 3unoBuii ®dimmara. Hameli 3amadeii sBisgercs HE
0anp3aMHUpPOBAaHNE HACIEIUS «IIOATIONBHON aKaJeMHUI», a CO3ITaHHe
KYJIBTYpHOTO MPOCTPAHCTBA, rae MOTYT COCTOATHCA
WHTEIUICKTya bHble peduiekcun. Kapnm 3BUPUHCKUI MMOHMMAT CBOIO
MO3UIMIO B JKU3HHU, KaK «I CMOTPIO Ha J>XKM3Hb CKBO3b MNPHU3MY
KHUTH», a XYJI0)KECTBEHHYIO TO3UINIO, KaK «BCS MOS JKHBOIHCH —
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3T0 MoNMTBaYy. OTHOIICHWE K COOCTBEHHOW J>KM3HHM, KaK K YacTH
LIEJIOCTHOTO KYJIBTYPHOTO MOTOKA chopmMupoBao ero
MupoBo33peHue. KynbTypHas maMmsaTh TOKOJICHHH, KoTopas
AKKYMYyJUPYET «COBPEMEHHOCTBHY», 3HadyWia Ui XYyJOKHUKA
TEPPUTOPUIO CBOOOIBI, KOTOpas BCErja ObLla €ro KpPUTEpUEM B
MMOHMMAaHWU dYeJoBeueckod mnpupoasl. Oco3HaBas, YTO MaMATh O
Kaprne 3BUpHHCKOM — 3TO CBO€OOpa3HBIA KaMEPTOH HPABCTBEHHOTO
3I0pOBBSl HAIMHM, BTOp B JAaHHOH CTaThe OCYIIECTBIJI MOIBITKY
BBIBECTH HCTOPHIO O MacTepe U3 KaMEpHOrO0 COOOIIeCTBa,
MEXaHU3MBI JIEATENHHOCTH KOTOPOrO HANOMHHAIOT KaTaKOMOHYIO
KyJlbTypy, B 0OJee IUpOKOe U 0oJiee OTKPHITOS MPOCTPAHCTBO, B
KOTOpOM €ro ums OyJeT 3BydYaTh KaK 4YacTh HAIMOHAILHOTO
KyJIbTYpHOTO JaHAmadTa.

KiroueBbie ci10Ba: XYJIOXKHHUK, «IIOMAIOJIbHAS aKaJISMUS,
pedekcus, KynbTypHas namsaTh, 00ydeHue, oOpa3oBaHUe, 3HAHUS,
WHTEIJIEKTYyaJIbHBIM,  3CTETUYECKHM, ITUYECKUM, KYJIbTYpHBIN
nmaaamadT
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