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“..CEPEA PO3YMCAEHMX CBITHUA”

A0 BITYM3HAHOTO MUCTELTBA BOHA
yBiitimaa y 70-x poxax BAaCHUM
06PasoTBOPuMM KOMEHTAPEM AO
“Boskectsennoi Komeaii” Aanre sk
tpadiK Ta AOCAIAHMYS BOAHOpa3. ITip wac
3axucry i1 Auceprayii npodecop
TI.Heponmsin ckasas:” Aumte cripagxuim
BKMBAHHAM Y TEMY MO>KHA TOSICHUTH,
HYOMY MOAOAR AOCAIAHMISE
He POo3rybuAacs mepe BEAMYE3HOIO
06PasoTBOPYOIO AAHTEAHOIO
(B1p miniamiop XIV cr. — Ao BiaBepTH
C.Aaai). 3sakenicrs i 6esporannicTs
HAYKOBUX BUCHOBKIB — HACAIAOK
CIOAYYEHHS TTPOHMKAMBOTO OKa .
XYAOXKHMII T2 BAYMAUBOT AOCAIAHMI...
3apAst y3araAsHeHHs: 6araTocTOPIYHOL
MUCTELbKOI AAHTEaHW aBTOPLi AOBEAOCS
criiBBiAnecT i1 i3 saraapmolo icropieio
EBPOIEICHKOTO MUCTELTBA —

BiA CEPEAHBOBIUYS XK AO ABaHIAPAY

XX cr. IJe Tim Giabiie BUKAMKAE
NOIIaHy, MJO Y POMPAYIOBAHHI TEMMU
AOBEAOCSI IIOCYBATHCh TIEPEAOTAMM: aAXKE
€BPOIIENCHKE MUCTEYT 1aBCTBO AOC
HE Ma€ CIIeLiaABHOTO AOCAIAXKEHHS1,
KOTDE y3araAbHIOBAAO 6 chniA MMUTYIB,
SIKI IPOTSITOM CIMOX CTODIY HaAMXaAUCS
obpasamu Aanre”.

He mennr camobyrai # rpacdiuni
apkyur Oasru INerposoi. Came yepes
HMX aBTOPKY 3aTaBPyBaAM
“ A 0

‘cioppeasicrkoio” - )
Ta “exsucrenyiaricTkoro” i Ha KiAbka
POKIB BIAAYYMAM Bip KMIBCHKOTO
MWMCTELBKOTO JKUTTSL.

TTapaAoKc, BAACHE, TIOASITAB y TOMY,
1JO Maike BOAHOYAC 13 IJI€I0 MPUKPOIO
noaiero aitorpadii 3 ycrmxom
sucraasiancs y Oaopenyii —

Ha barpkiBrynai Aafyne. ‘{aconnq
Kopepa peaa cepa”, BCOKO oyiHIo0uM
AOpOBOK yKpaiHCHKOI iAtocTpaTopKH,
3BEPTaB yBary Ha aBTEHTUYHICTh
AiTorpadiii AyXoBi moemu. 3roaom
iatocrpanii npuabasa KHuros6ipH.
Bpurancskoro myseo (AOHAOPS
B YK_pa'iH-i aHi HayKOBE AOCAIAYKEHHsI
?x) iatocrparopis “BoxectsenHol
OMeAfi”, ani BAacHi intocTpayii Oabru

TT BO1 AOCI HE BMAAHI.

erg; FPYHTOBHA PO3BiAKA
1968-19 gﬂpp., 130 norpebysaa
raubokoro “sanypenns” y cir Aanre,
He 6yAa MepIIOIO CTOPIHKOIO
y tBopuoct m.ITerposoi. Aoroai ii
AoBpe 3HaAM 5K iAtocTpaTopKy “AoH

Kixora” Cepsanreca, 3apybixxmux
aBTODIB Ha CTOPIHKAX Yacormcy
@ B 2
Beecsit”. Bona criisnpaiiosasa
KPai HCHKMMM ITMChMEHHUKAMM

B.IIleBuaykom, B.Apossom, €.T'yyarom,

She entered the Ukrainian art in
the *70s as a drawer and art critic
startinilwith her artistic commentary to
the DIVINE COMEDY by Dante.
During the defense of her dissertation
G.Niedoshyvin, Prof,, told:”Only by the
true insight one could explain why the
young student of art had never got
confused before the profound artistic
‘Dantean studies’ (from the miniatures
of the 14th c. to the revelations of
S.Dali). The weighed and unchallenged
scientific conclusions are the result of
the lucky combination of the penetrat-
ing eye of an artist and a thoughtful
student... In order to make vali§ gener-
alization about the artistic aspects of
Dantean studies of many centuries the
author had to correlate them with the
history of European art from the Middle
Ages to the twentieth-century vanguard.

e hold in the deepest respect the
effort of the author who had to blaze
new trails as far as there is not a single
study in the history of European art
gﬁneralizing the concepts of the artists
that had been inspired by the images of
Dante in _the past.”

The drawings by Olga Petrova are
no less original. Because of these very
drawings the author was accused of
“surrealism and existencialism” and
‘banished’ from the Kiyiv artistic life.

It’s a paradox that at the time of
this sad occassion those lithographs
were a success at the Florentine exhibi-
tion, at Dante’s birthplace. CORRIERE
DELLA SERA highlighted the achieve-
ments of the Ukrainian illustrator
vouching for the authenticity of litho-
g}iaphs as compared with the spirit of
the poem. Afterwards those li:{;ographs
were bought by the Library of the
British Museum (London). Neither the
study of the illustrations for the DI-
VIN% COMEDY nor the original
illustrations by Olga Petrova have been
published in Ukraine by now.

This fundamental investigation
(1968-1979) demanding a deep insight
wasn’t a debut by Mrs.Petrova. She had
been already known as an illustrator of
DON QUIXOTE by Cervantes, various
foreign authors u{)lished in the
VSESVIT MonthIl)y. She collaborated
with such Ukrainian authors as
V.Shevchuk, V.Drozd, Ye. Hutsalo,
1.Zhylenko, L.Skyrda and exhibited her
landscape drawings and water-colors.
But it was the encounter with the great
world of Dante, with his philosophic
poem, that helped Olga Petrova to find

”...AMONG
THE
CALCULATED
ORBS”
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“SHIOA MUPY”.
ITosommo. Oais.
60x50, 1994

“THE ANGEL
OF PEACE.”
Oil on canvas.
60x50, 1994

1. Kuaenko, A.Ckupaoro, excrionysasa
neisakay rpadiky Ta aksapeai.
came 3yCTpiy 3 BeAMYHMM cBiTom Aante,
3 11oro GirocoPCHKOIO MOEMOI0
BU3HAYMAM HapaAl masx Oabru ITerposoi
SIK XYAOIKHMUIJI, AOCAIAHMLL
i TPOMAASHKH.

Tomy Tak BaxkanBo 6yAo meni
3aIUTATH HALIY MAASIPKY # AOKTOpA

c])iAocog)
—Bu xusere y cyuacniii Ao6i,
Y SIKIVACh 1HIUIN YU B yCix OApasy?

A BoHa Ha Te:

—51 >KMBY CHOTOACHHSM, aAe i y yaci
Aarre, 60 TO CTaAO AASL MeHE iHTeASKTY-
AABHUM MOTPACIHHSM.

her own way as an artist, researcher,
and citizen.

That is why it was so important for
me to ask the artist and the Doctor of
Philosophy:”You ascribe your views to
modernity, any other epoch, or... to all
epochs at once?”

Certainly to modernity,” says
Mrs.Petrova,”but to the time of Dante
as well, because that was an intellectual
upheaval for me.”

“What is Dante for you: the way to
cognition or a sort of musical accompa-
niment¢

“It’s the way to express my emo-
tions and a vit: mor)a(rfootho d. For me

— AaHTe AASL BAC — IUASIX ITI3HAHHS
49U My3UKa AYMKH, KOTPa Bac
CYNPOBOAXKYE? — 3amUTYIO.

—1Je Bupa3 emouiii Ta MOpasbHa
mipnopa y sxurri. Bin Ads mene —

He A2A€KMI1 ICTOPUUHMIA ITePCOHAX,

a — CIiBPO3MOBHWMK.

51 6 cKa3as, 1JO Yy LUX BIATIOBIASX
n.ITerposoi — wactuna cyrrocri
€CTETHIHOL IACOAOTIT NIICTACCATHUITBA:
BOHIM NEPETYKYIOTHCS 13 PIAKAMU
3 “Tlexaa” :

O voi ch’avete l'inteletti sani,
mirate la dottrina che s’asconde
sotto il velame de li versi strani.

(Inf. ix, 61-63).
Mysiuka AyMKu AMIIarach EAUHUM
cxapbom TwX, xTo Gepir y nac l'inteletti
sani, mucas versi strani, 3aXAMHaBCs Bip
6aps i $opM, KOTpUX MOXKHI 60sIACE,

a yepes ye ¥i MEPECAIAYBAAM, TAYMUAH,

B6MBaAK. A ImiAMarasa im y JbOMy 3rpas

“asspearnux” 6iiis iaeoroTiyHOTO

ponTy, Korpa HibUTO He Bipaaa, MO

TBOPMAA.

eAapMa 3HOBY, ném n;pmiﬁ HaroAl,

y n.ITerposoi B “Apabuni flkosa”

3anupyBasa rama Amopa 3 “Hosoro

XuTTS, 60 cripaBai (Moxxe, He Tak

HAAOBIO, K 6axkarocs 6) “...nobauus s

HoBe He6O 1 HOBY 3eMAIO, 60 KOAMIIHE

HebO 1 KOAMILHSL 3eMAst BipTHuIAK...”

(Anoxanincuc Isama, 21:1).

Tax cOAOAKO KOPTUTD dirypKam
Ha noAotHi (xTO Ui amokpudiyni
cmi{mm;i: SHTOAM YW poaipua};i HaABOE
XOTIHHSI HAIIOI MACBIAOMOCTI
MOAMH BiA 3€MAI AO IPOBIYHOTO
noaym’siHoTo Buxopy Ha Hebi! Ase axko
p.O.’iInIiHM'K_"M Ha ITOAOTH1 Ty 3E€MAIO,

BIA 'KOTPO! KOHO3UTh BUAI3TU

Ha IIaMaHCHKy Apabuny, 1o 1ye

3 naaeoaity Beaa Ao Bora. Buaxo anurenn

BOTHEHHMI KPYTDK: TaHelb BaTPU

y rami AanToBOTO AMOpa.

I Tyt y sicrabaenni enox i Tpubis
MucAeHHs MU 6aunMO, SIK TAMGOKO
nepeiimaerses m.IT Ba PyGixKHICTIO
Aante, B SIKOMy HACTIABKM OYEBMAHA
BubyXoHEGEe3eYHa EAHICT KOCMIMHMX
l'ICBeBTiAeHb_ i npeAg\,Ae'moc'l"i.

V “Apabuni flkosa” npumirna

7 AUBOBMIKHA B32€MOAILSI ITEPIIOTO

7 ApyToro KAacis aaxemiunmx dapb,

NpOo BIIJO Terep AOKAAAHO 3abyAn,

aAe e A0Bpe TamuAM 3a AaHTe.

Avuenn 6e3naaii yopHOTH, epeTi

HeMa€: BOHA BXKE BCS IEPETBOPUAACH,

nepeTonuAacs y punyi Ha Hebecny

uepainp Aoroca...

Cumsonika 6aps y m.ITerposoi,
6e3ymoBHO, 10B’s13aHa 31 CTHXIHHICTIO

he is not a personafe from the olden
times, but an interlocutor.”

I would venture an opinion that in
these answers of Mrs.Petrova we find an
essential part of the esthetical ideology
of the ’60s: they have something in
common with the following lines from
the PURGATORY:

O voi ch’avete inteletti sani,

mirate la dottrina che s’asconde
sotto il velame de li versi strani.
(Inf. ix, 61-63)

The music of thought was the sole
treasury of those who preserved here
Vinteletti sani, wrote versi strani, was
spluttered with colors and forms which
were the bogy for the top brass; that is
why the rulers persecuted, suppres:
an! killed them. The latter were
supported bg‘ the gang of laurelled
ideological front-liners who pretend
now tE::y hadn’t the faintest idea what
they did. Because time-serving
and militant anti-intellectualism is,
was and will be the air they breathe

It is no coincidence that at an op-

“MAPIS

TA AM3ABETA”.
IToaomwno. Oais.
50x40, 1990

“MARIA

AND ELIZABETH.”
Oil on canvas.
50x40, 1990




“JHIroA

AUTHHU-XPUCTA”.

Iosomwno. Oais.
100x90, 1994.
ITpubamna xorexyis.
Homminzen

“THE ANGEL
OF THE BABY
CHRIST.”

0il on canvas,
1994.

Private collection.
Nottingham

Y AQBHBOTPEBKOMY Ilje TPaKTyBaHHi
TEPMiHy — 3 MEPBUHHICTIO,
MEPIIOOCHOBHICTIO CBITOBIAYYTTSL.
Baakurhe, sicHO-4ePBOHE, JKOBTE,
3€ACHE... — 1€ HE INPSAME BIATBOPECHHS
Aiﬁcr_{oro KOABODUTY, 2 3HAK-CIIOTaA
npo iHTeAeKTyaABHI Aufpecii Ta uyTTeBi
3aXBaTH Y YacCl TBOPYMX MAHADIB.
Yn TO Mo yKpaTHCHKMX CeAax,
YK [0 eK30THYHIM AAs Hac THATT,
un 10 mamcTomy Aasbiony.
Tomy, AMBOHB, HACTIABKYM MEPEKOHAMBA
B 11 AOpO6Ky eHepris midy nmpo Haaio,
NIPO >KAAAHHS TIOB3TH, AISTH,
CIIMHATUCS, BIADMBATUCS, ACTITH, AUHYTH
AO LBOTO IUAAY AOTOCY i AIOGOBI.
Ayaaicruunicts mouyrresocTi
¥ PO3CyAy, sIKy 3a IoHayTsa m.Ilerposa
snaxoauaa y Cepsanreca it Aanre,
3rOAOM CITOAOPOXKYBaAa Tit y Becipax
3 M.Aykamem, I'.Kouypom, O.Anikcrom,
I.Hepommsinum Ta mye 6aratsma
CTapIIUMIU ADY3SMU M OAHOAYMISIMHM.
Taka iATIOpa NOCHAMAA MOPAABHY
nosuyito Oabru TTerposoi, koan
y 70-x pokax BoHa OBGCTOIOBAAA KOAET
y BaacHmx mybaikayisx. Hampukinyi
wikiyy “Konrpmpcrenyrso
IHCTACCATHUKIB (uac.” BusBoabHuit
manx”, 1993, 4.9, ¢.1150) sona
rmcasa: " [llicraecaTnkmn — MopaAbie

portune moment the Amor gamut of
colors from VITA NOVA came to life in
the Ladder of Jacob by Petrova, because
(maybe not for so long a time as one
would wish) “...I saw a new heaven and
a new earth; for the first heaven and
E}ielﬂrst earth had passed away...” (REV.

These small figures on the canvas
St‘hese apocryphal daredevils: what are
they? angels or torn-in-two wishes of
our subconsciousness?) are eager to
dash away from our earth to the olden

vortex in the sky! However, it is
rather difficult to make out on the
canvas the earth from which one is
eager to rush for the shamanistic ladder
that from the Stone Age led to God.
We behold only the flaming whirlwind:
the bonfire dance using the gamut of
Dante’s Amor.

And in this collision of epochs and
mentalities we see to what extent
Mrs.Petrova is filled with the borderline
essence of Dante which shows the
explosible unity of cosmic transfigura-
tions and subject-character. In THE
LADDER OF JACOB we see the won-
derful interaction of the first and
second classes of alchemic paints:
they’ve sunk into oblivion by now ,
however in the time of Dante they were
a commonplace occurance. Thoug
there is no hopelessness of blackness, of
earth: it has been already melted and
transformed in the cruci%le into the

eavenly crimson of Logos...

The symbolism of colors in the
works of Mrs.Petrova is un-equivocally
connected with the Groixetoy in the
Ancient Greek interpretation of the
term: with the first elements of
worldview. Blue, crimson, yellow,
green... it’s not a direct reflexion of the
real color, but a remembrance of the
intellectual digressions and emotional
exaltation after the numberless travels.
Either to Ukrainian villaies, or exotic
S{or us) India, or foggy Albion. Thence
the persuasiveness of tKe energy of the
myth of hope in her works, of the
strong desire to crawl, to climb, to
ascend, to take off, to fly up, to soar
breaking through to this frenzy of
Logos and love.

The duality of emotions and reason,
which Mrs.Petrova in her youth found
in Cervantes and Dante, accompanied
her in her dialogs with M.Lukash,
H.Kochur, O.Anikst, G.Niedoshyvin
and many other elder friends and
sympathizers.

TOKOAIHHSI. BOHO 4MMaAO MOBOPOXKHMAO
3 TEXHOAOTIEIO CBOTO PEMECAA,
BIALIYKYIOUM 4apW aKTHBHOTO KOABODY,
HoBol opmu, bararcrsa daxTyp,
cunTesyioun inTyiTHBHI )
BIAKPUTTS 3 XYAOXKHBOIO PO3CYAAMBICTIO.
MaiicrepHi TOAIIIHBOT MOAOAT ByAM
AOMIBKaMU ¥ JJEPKBAMM BOAHOYAC.
Tam HapoOAKyBaAMCS i ?si,g'm
BUNPOMIHIOBAAMCS MariyHi cuam, 1306
noaoAaTH ” MiHOTaBpa coypeanismy .

Bona, 6esymosHo, He byaa
ICTAECATHUIEIO, OAHAYE CAME Te
MOKOAIHHSI HANyTUAO 11 AO CTBEPAXKEHHS
MOPABHOTO 3aKOHY B coG.-i cafwiii,'

AO MNOMmyKy HPE.BAHBM..X M'lC'l'KlB“M‘I;?K,
K pucaoBAtoioTscst dinocodu, “S
Ta “He-S1".

—Aast MmenHe, — Kaxe._nOm,ra,— a1
Ba>KMUTh KYABT ‘aCKETUUHOI AYXOBHOCTI
y CTapOAaBHOMY #OTO TAyMauenni. Yce,
HMM S € — BUCAIA Ayl AyXy; AASL
MeHe, “IHTEAEKTYaABHOTO AlOMITEHY ,
MATepiaAbHOTO fPYHTY HIiKOAM
He iCHyBaAO.

Takum umHOM, IWIASX Bip AanTe
Ao Bibaii (ra 6ibaiitnol aroxpudixm)
TPAKTYETECA SIK cnpoba
“yacomopoaanns”, K crpoba 3HaiTH
cebe y mpocTopi sxurTs. Tomy Taki
CIOXKETH, AK HIMaHHA 3 Ta ,
“Suroa AuTuan Xpucra” abo
“Tloyiayrok YOAM”, 1J0 MAIOTh BAACHY
TPUBAAY TPaAuyilo, noTpebyorh
TPOYUTAHHS HE AMLIE HA TAI
HOBO3AIIOBITHOTO 1ACOAOTIYHOTO KOA2,
Ha YOMY 3A€BIABIIIOTO 30CEPEAXKYIOTECS
M}’ICT?UTBOSH?,EIJI, ae }.{3 1"Al H.AX'CM'I'I
MIACBIAOMOCT1 . TBK, MariyH1 m:,pm-n
6aps y 6iabmuocti i1 KOMrosuyii
90-X POKIB ITOEAHYIOTHCS 3 AMBOBIOKHUM
SKMTTSIM 1 CUMBOAIKOIO AfaroHaai, KOTpy
XYAOIKHMIJSL a3 110 Pa3 HAMAra€ThCs

MXOBATH "Okpuggﬂi", 1990,
HIMaHHS 3 XpecTa , .
“Mysmka”, 2
”Kopoaiscrka tpa”, 1992-1994).

V maasipersi 1.l Terpooi Alaronaan
CAYXMTb He NEPCIeKTHB,

HE AMHaMmi3alil Mac, a paBuTh

33 BEKTOD 1 MEXKy B32EMOAIT XKiHOUMX
1 YOAOBIUMX APXETHITIB.

ixaso y 3B’3KY 3 UM 3BEPHYTH
yBary il Ha TPAKTYBAHHsL TAPMOHIi
(Aocr:m,, 3peniToio, yMO\mm) V nac,
MDK {HIUMM, TAPMOHIIO 3BUKAM
OTOTO>KHIOBATH 3 CYTOAOCOM
i mpoTucTaBAITH AucrapMqujv (mosxe,
ITiA BIAMBOM MY3WYHUX TEOPIi MMHYAOTO
cropivus?). CripaBai, y rapmonii
CNIPapaBHa € TaKe 3HAYEHHA 3AYKU,

SIK y CYMyTHBOTO TEPMiHY “‘rapmore

Such support strengthened her own
moral position, when in the '70s Olga
Petrova raised her voice in her publica-
tions in defense of her colleagues. She
finished her essay “The Counter-Art of
the ’60s” (VYZVOLNY SHLIAKH
Monthly, 1993, #9, p.1150) with the
following words:"The %_eneraﬁon of the
’60s was a moral one. They conducted
numerous mysterious experiments with
their techniques looking for the charms
of active color, new form, richness of
texture and finish synthesizing the
intuitive inventions with the artistic
reason. The studios of the young artists
were their abode and church at once.
They were both the birthplace and the
source of irradiation of magic forces
which could defeat Minotaur of social
realism.”

Tarocmpayii
9o “Boxecmbennoi
Komedii” Aanme

“3A1
IIITAPUHN”.
(Hexno, nicus
XVIII).
Aimozpagpin, myus,
nepo,1970.
Konexyin
Gibriomexu
Bpumancvrozo
mysero. Aondon

Illustrations to the
DIVINE COMEDY
by Dante:

”THE VICIOUS
CREVICES.”

(The Hell,

Canto 18).
Lithograph, Indian
ink, pen, 1970.
Collection of the
Library of British
Museum. London




“HIKYEMHI”.
(Iexro,

nicus I111).
Aimozpagin, 1970

“THE VAIN
PEOPLE.”

(The Hell;
Canto 3).
Lithograph, 1970

10

(e 3 AQBHBOTPELHKUX ECTETUIHUX
Teopiit), aAe XK iIye y IPeKiB AOAS
T'apMoHii, KOTpy NOB’A3yBaAK
3 KYABTOBUMWU ADaMaMu SYMEHIO,
30paHOl 3eMAL Ta 3MiiB, rAn60KO
Tpariuna. A Apama ob’epnans
TPOTHAEXKHOCTEH SIK HAPIKHA 3aCapd
yrepuie 3’SBASETBCS TJOUHO
Y BEHeliChKOMY MUCTELTBI.
%x cama 3acapa ppocrexsyé*rbgﬂ
I BO1, MTPUMIPOM, AL
g}mo:gx’:", 199[,2, y 1?‘(}]kpl};.lr/miym"ra",
1981. B ocrauniii pobori, Ao peui,
BUCTYNAE LIKaBUA MPUIOM MAKPECACHHS
?amypu — 3UIUTE MIOAOTHO.
PMAIABHICTB 1 PO3IIOAIA Mac
HA MAOIYUHI HATaAYIOTh HaM
PO TPUAIABHMIA MIEPEBEPHYTHIA CBIT
xabaaicris, 1jo THAKDECAIOETBCS
7 CUMBOAIKOIO KOABOPOBOI TamHu.
Sl cnuTaB XYAOXKHHUIIO:

Certainly, she didn’t belong to the
generation of the ’60s; however, that
very generation had set her in the way
of assertion of the moral law in her
own self, had set her in the way of
search for the bridges between, as
philosophers put it, “I” and “Not-1".

“For me,” says Mrs.Petrova,”the
cult of ‘ascetic spirituality’ in its ancient
interpretation is of utmost importance.

I my achievements are the result of
spiritual work; the materialistic “intel-
lectual ‘lumpen’” never made sense to
my mind.”

So, the road from Dante to the
Bible ( and Apocrypha) is an attempt
to ‘overcome time’, to find her artistic
self in the space of life. That is why
such themes as “Taking down from the
Cross”, “The Angel of the Baby Christ”
or “The Kiss of Judas”, which ¥1ave a
long-standing tradition of their own,
should be integpreted not only against
the background of the ideology of the
New Testament, that is a pre%grence of
our art criticism, but against the back-
ground of the ‘alchemy of subconscious-
ness’ as well. Thus the magic elements
of colors in the majority of her compo-
sitions of the *90s are connected wit!
the remarkable vitality ans symbolism
of the diagonal which' the artist tries to
hide time and time again (“The
Elated”, 1990; "Taking Down from the
Cross”, 1991; “Music”, 1992; “The
Royal Play”, 1992-1994). In Mrs.
Petrova’s paintings the diagonal never
enhances the perspective or the dynam-
ics of masses; 1t’s rather a vector or a
boundar¥l of interaction of female and
male archetypes.

The treatment of harmony (rather
?mbolic at that) by Mrs. Petrova

eserves special attention. By the way,
we are used to identify harmony wit]
assonance and contrast it with dishar-
mony Smaybe under the pressure of
musicological theories of the past
century?). Sure, there is a centuries-old
meaning of concord, as in the case of
the attendant term apvoyn (it is
connected with the ancient view of the
Greek art), but the fate of Harmony
was a tragic one and linked with the
dramatic cults of barley, plowed land,
and snakes. While the drama of the
unification of op]i:)sites for the first
time appears in the Venetian art.

The same principle one can observe
in, e g, “The Judgement of Solomon”,
1992, and “The Hight of the Sum-
mer”,1981, by Petrova. By the way, in

— 1lJo osnavaiors Bami obpasu, 4um
€ BOHM AAst Bac?

—51 He Hamaraiocs TX 3pO3yMiTH,
AQIOYM TIOBHY BOAIO mipcBigomocTi. Bonn
HPKXOASKTB A? MeHe 3HEHalybKa y CHax,
AECh Y AODO3i, y KAOTIOTaX IJOACHHS
1 BUMaraiors csoro BrirenHs. LJi obpasu
30BCiM HE AiTepaTypHi, 4aCTO-TyCTO
ne marepiaapui. JKuBommuc, Koaip,
daxrtypa — BTiAeHHS TOTO, TYO
HE BIAXOAUTDH Bip MeHe, AOKU HE OXXKUBE
Ha roAoTHi. TTputomy, HaiticroTriue
AASL MeHE — YHIBEPCAABHICTh MPOCTHUX
1yiHnOCTel. 3MICTOBHMIA aA0TiSM.

1 HesapepuenicTs y mene — ye “obpasu
HETOTOBHOCT1 Gw'rﬂ 3a BUCAOBOM
M.Baxrina), sk or y “Kaoyni”, 1992‘
“Harxnenni”, 1963‘1,”An'ronopme'rax 3
1970 ta 1991. Tax i >xuBemO Ha MeXi
mix “TTexaom” afiicocti Ta “Paem”
ipeanizosanmux mMopeAei GyTTsi.

I1po criopiBanHsL... ani mapu. 3 ByCT.

it OT)KE, Ballla KapTuHa, Ball
obpas— ye ipes... y Bac uu nosa Bamu?

— laes nmosa muol0, ip€aa...
Cxaximo, iaest A0bpa, iaes 3paam; Taki
MOpaAbHi KaTeropii, 1o icuytors nosa
MmHo10. 51 6 xoriAa 1x 06’€xTUBYBATH.

Ioan Baaepi nucas
y sommrax:” [IpU3HAYECHHS SKUBOMHUCY
nesicue. SIk6u Bono 6yAo Bu3HauECHE, —
CKaXKIMO, TBOPUTH 1AIO3110 BUAMMUX
ppegMe'xtis 260 BTIMIATH MOTASIA
i CBIAOMICTD CBOEDIAHMM MEAOATHHMM
posrauyBanHam 6aps i opm, —
npobaema icroTHo cripocTaacs 6 i,
6e3cymHiBHO, MOGIABIIAAO 6 IPEKpacHUX
TBopis (1ye6TO TBODIB, IO BIANIOBIAAIOTH
KOHKDETHUM BMMOTaM), aAe rorgesan 6
TBOY Hes'sICOBHOT Kpach. 30BCim
He Craro 6 TaKkux, KOTpi BuuepraTi
HEMOXKAMBO .

irocodepkuit 3micT, npuTaenmit
4apamu MWUCTEYTBA, 4aCOM BUSABASETHCA
y m.ITerposoi gonciM HECIOAIBAHUM 7
YUHOM. 3BUYAMHO, MUTELb, HATXHEHHUN
TOBHOTOIO BAACHMX ITEPEXKMBAHb,
PO TaKe He AYMa€, ae XK TBIP HaAaAl
TOYMHAE iCHyIBa'.I'H can'noc’riﬁﬂg, .
HE3aAEXKHO Bip IHAMBIAYAABHOL TBOPYOL
Giorpadii Ta cyb’exTuBHNX nobaxanb:
BIH MOYMHAE 1ICHYBATU AASl MEHE ,
Termep — Y KOHTEKCTI MOTO PO3YMIHISL.
1 napasi xq)vxﬂm? CHIQTAsIAQY TIOYUHAE
myKaTK CBiit 3MiCT, “npaBAy CBOIO, K
Ka3as noer [TAy>KHMK.

Tax, y TpunT “3ipka Aasuaa”,
“Pebe”, “Aasup”, 1991 sipka sucrynae
CTPUKHEBUM IAEEHOCIEM B YCiX TPHOX
xommosuyisx. Orift camiit 3ipyi
NPUCBsYCHA npaygs AIOAMHH, KOTPA
Ha criiaky 3 reniaabaum Bybepom

the latter work there is an interesting
artistic ‘device’: the texture is accentu-
ated by a sewn-together canvas, The
tripartite division and surface distribu-
tion of masses remind us of the tripar-
tite topsy-turvy world of cabala which is
furtherly underlined by the symbolism
of the color gamut.

1 asked the artist,”What is the
meaning of your images, from your
point of view in the first place?”

“I never try to understand them,”

lains Mrs.Petrova,”] give rein to my
subconsciousness. They come to me
unexpectedly: in my dreams, on the
road, with J\e everyday troubles and
demand to be ‘embodied’. It is nothing
like the belles-lettres imagery: they are
often non-material. Painting, color, and
texture embody ever{thin$ that
wouldn’t quit me if I don’t enliven it

“IIUXATI.
(Jucmuruuge,
nicua I1X).
Aimozpagpin, 1974

“THE HAUGHTY
PEOPLE.”

(The Purgatory,
Canto 9).
Lithograph, 1974
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“TEPIOH”.
(Mexao,

nicus XVIII).
Aimozpagpin, 1974

“GERION”. Taymaunaa Bibailo ma mimeysky, —
(The Hell, anya Posenyseitta (1886-1929)
Canto 17). “3ipka BubaBAeHHs”, A€ TIOAQETBCS

Lithograph, 1974

TaK 3BaHA TAPMOHIVHA CUMBOAIYHA
inrepriperayis. OTox, akmo mu
TIPUAMBUMOCH A0 moaoTen mm.ITerposot,
TO MOMITHMO, TJO Y KOPKHIi KapTmii
UIITUXA HPMXOBQ,HO no DAHOMy KyTy
31pKH, a came; Atoauna, CiToTsip,
OE’ﬂBAeHHx. 1 Amuraerscs: Bor,
Corsopinusi, Bubasaenns. 15 Tpiapa
VOKHEBA AASL BCOTO AOPODKY
m.ITerposoi — i maaspku,
1 MMCTEyTBO3HABLS.

TYT, Tak 61 MOBUTH, Ha tutti, 51
sanurylo cebe: mo ye ? Inresexyarsna
rpa? Apxerunasbie €cTBO XKIiHKM
3Bepranns Ha Mexi
AO TMX, XTO TJje Ma€ oui Ta Byxa? Mabyrn
1je apTu3Mm, are 06YMOBACHMIA HE 03010,
a puryaasHicTio. SIK 3i6paT Aokynu yei

on canvas. And the main thinﬁ for me
is the universality of simple values. The
apparent absence of logic and fulfill-
ment in my works is nothing but, as
M.Bakhtin puts it,”an expression of the
unreadyness of existence”, e g in “The
Clown”,1992, “Inspiration”, 1963,
“Self-Portraits”, 1970 & 1991. That is
how we try to live on the border
between “The Hell” of reality and
“The Paradise” of idealized models of
living. And as far as my hope is con-
cerned...- I'd better keep silence.”

“Well, about your picture, your
image: this very idea... is it an internal
or an external one?”

“It is an external idea, an ideal...
For example, an idea of good, of be-
trayal: those are the categories of ethics
that exist beyond my self. I'd like to
objectify them.”

Paul Valery put down in his note-
book:"The goal of art is obscure. If it
were clear, e g it might create an
illusion of the visible objects or please
our eye and mind with a sort of melodi-
ous arrangement of colors and forms,
the problem would become muc
simplier and without any doubt there
would be much more beautiful works (i
e works coming up to general stan-
dards), but at the same time the
creations of inexplicable beauty would
vanish. There would be no
inexhaustable works.”

The philosophical content hidden
by the magic of art is sometimes ‘un-
earthed’ in Mrs.Petrova’s works quite
unexpectedlir‘. No doubt, the artist
inspired by her own emotional experi-
ence is never taking thought of it, but
her work begins to exist on its own
despite the individual creative biogra-
phy and personal inten-tions: it begins
to exist ‘for me’, within the context of
my understanding. From now on e:
viewer starts looking for his own
content, ‘for his own truth’, as
Pluzhnyk told.

Thus, in the triptych “The Star of
David”, “The Rabbi”, “David”, 1991,
the star becomes the central bearer of
idea in all three compositions. There is

a thorough study of this star conducted

by a man, who together with such man
o‘f’ enius as Buber had translated the
Bibﬁe into German, Franz Rosenzweig
(1886-1929) - THE STAR OF RE-
DEMPTION where we find the so
called ‘harmonious symbolic interpreta-
tion.” So, if we take a closer look at the
canvases by Mrs.Petrova we will cer-

“AlC
CAMOIYBI]IB”.
(HMexao,

nicus XIII).
Aimozpagpin, 1974

BiTpasK, abu COHIJE BUCBITMAO AASL MeHE
nocrasy muTys?

AX Tenep NpUXOAUTH PO3yMiHHs
TO'K;O, o gevl-lacnpanm TeaTp: NnpoTe He
TQM TUITOBUU AASL U.l'l'y)(vl'l, 30KPCM? AASL
LICTACCATHUYTBA, IPUIAOM aPACKIHAAM,
a Te AMBO CTHXii Ta CBIiTIB, KOTPUM

tainly notice that in every picture of the ~“THE FOREST
triptych there is one ‘hidden’ angle of OF SUICIDES.”
the star: namely, MAN, UNIVERSE, (The Hell,
REVELATION. 'And we are left with: Canto 13).
GOD, CREATION, REDEMPTION. This  Lithograph, 1974
triad is central for the creative work of
Mrs.Petrova: both painter and art critic.
Apama byAa crioyaTky, a MmoTim BiA wacy And now, at the tutti, I ask myself:
AO 4acy 3PMHaAa B €TIOXW HECTIOKOIO Ta what is it? An intellectual play? An
6enrern. ] archetypal essence of a woman? An

Vest teopuicts  O. Ilerposoi — attempt, scraping the bottom of the
aprobiorpadiuna meradopa. barrel, to address those who still have
TTposipamsuii Birmen xoanch nobaums their eyes and ears? Artistry though
TaKy CykynuicTh B Aabomi. [Toaibua conditioned not by pose but by a
crionTanHa 6araToroAocHicTs BAaCTMBA ritual? Is there any way to restore this
1ye KIADKOM KMIBCHKUM stained-glass window, so that the sun
MWTYSIM, KOTDI IITAATYBAAKCE, could show me the personality of an
Bubpoaxysasw y 60-ti # 70-ri artist?
A CyCIiABHUM ngecom. LJe nepepocrae Only now I am coming to realize
mexi mKoan i Habysae xapaxrepy that I'm dealing with a theater: it’s not
MEHTAABHOCT1 LJIAOTO INMOKOAIHHS
YKPAiHCHKMX MUTIJIB, ITPO KOTPHX
0. €TPOBAa-MUCTEYTBO3HABEYD ITUILE
Ta ONOBIAQE AOCHTD YaCTO.

Sl 3ammras 1i:

— V Bamomy posyminni
MUCTEYTBO3HABCTBO iCHYE
AASL MUCTETBO3HABLIB YU AASL... —
AASL KOTO ¢

—Mucreyrsosnascrsom s

TNEPEBAKHO 3aliMaAach AuILe AAsL TOTO,
261 AOTIOMOITH CBOTM ADY3SIM —
Aep Ayyxesuuy, Aumapesy,
Bavuurreitiy, Peynosy... Bonu uyaosi
XYAOXKHMKH, are y 60-Ti poku mamr
couiym x ne pusnasas. Tomy s BBaKaAa
3a CBi¥ rpomapcrkmit 6opr, — a Taxi
peui BaXXaTh AAsL MeHe Ayke Gararo, —
BAQTHCSL AO MMCTEIJTBO3HABCTBA.

— Omxe, y Takomy pasi #iaeTses
NPO MHMCTEYTBO3HABCTEO CBITOBE,
YW TPO MUCTEYTBOIHABCTBO IPYMOBMX,
PpefioHaABHMX THTepeCiB ToIO

— 3BMuaitHo, NPO CyyacHe CBiTOBE: 51
3A06¥Aa HayKy Ha TAKOMY BEAMKOMY 4aci,
sk XII-XX cr., xoAm nucana
npo Aaure — Bip AxxotTo A0 Aani.

BXKE HE MOXY AMXATH y By3bKMX

pamysix. A gepes iael esponeiichkoi
KYABTYDH 51 IPWIAILAA AO YCBIAOMACHHS
CTIMHOCTEN YKPalHChKO1 KYABTYPM.

— A HacKiABKM CHOTOAHI, 5K 1€ Gyro
y KAQCHKiB MuHYAOTO BiKy, dirocodis
Mae npaso o6’eAHyBaTUCS
3 MMUCTELTBO3HABCTBOM?

— Tpapnyiitne MUCTEYTBO3HABCTBO
B onucosomy sapianTi XIX cr. Bxe
BiAkuao. I Tomy Ham xonue norpibue
dirocodcrke MUCTEYTBOIHABCTBO, came
‘dirocodis mucreyrsa”.

— IJo >k xoiThes1, nani Merposa,
3 HAIIMM MUCTElTBOSHABCTBOM? YoMy

13




“CQEPU
YUCTUAMIA”.
(Yucmuruwe,
nicus I) .
Aimozpagpin, 1974

“THE SPHERE

OF PURGATORY.”
( Purgatory,
Cantol).
Lithograph, 1974

BCi moBoenH] 3A06yTKM 3apyBLKHMUX mIKiA
CTOPOHOIO O6INIIAK uam%r
MWUCTEYTBOIHABIY AYMKY

— Hisikoro Hema cexpery. Piu y Tim,
1o odiyiiHi MUCTETBOIHABT —
TO 4acTO-TycTO GYAM IITATHI AIOAM
3 mepHuMx opramisayiit. | Bip Hux nivoro
0COBAMBOTO HE BUMATaAOCs: AMILICHD
CIIOCTEPIraTH, CTEeXUTH
3a XyAOXKHMKamu. SIKuit sKe TyT
Teopernunmii pisens? Lle A10AM, KoTpi
BMIAM 1JOCh ACCH SIKOCH ONMCATH:
y JEHTpl — Te, AIBOpYd — Ce...
Ta 1 roai. Tomy ye HesiraacTso, KorTpe
CITOHCOPYBAAOCS AEPYKABOIO, —
a Haunii AepKaBl HEBIrAacTBo HyA0

a harlequinade frequent in the ’60s, but
a wonder of elements and worlds,
which had consisted the essence of
drama from the very beginning, and
afterwards proceeded to show this unity
in the time of anxiety and excitement.

All her creative work is an autobio-
graphical metaphor. Far-sighted
Whitman saw such combination in
Alboni. Such spontaneous polyphony
can be observed in the case of some
other Kiyiv artists which formed them-
selves in_the rumblings of the ’60s and
*70s, under social press. It overcomes
the limitations of school and becomes
the specific mentality of the whole
generation of Ukrainian artists about
which Mrs.Petrova as an art critic writes
and tells quite a lot.

I ask Mrs.Petrova,”Do you think
that art criticism exists for the art
criticism’s sake or for... whom?”

“I wrote criticism only in order to
help my friends: Lerman, Lutskevych,
Lymarev, Vainshtein, Reunov... 'ﬁe
are excellent painters; however, back in
the ’60s our society didn’t want to re-
cognize them. That is why I thought it
to be my civic dut¥ (and such notions
are of great value for me) to turn to art
criticism.”

“ Then what kind of art criticism
do we have to do with: giving prefer-
ence to world standards, suy;)orting
group,regional interests etc?

“Obviously, I give preference to
world standards: my studies encom-

assed a great period of time from the
¥3th to the 20th c.; when I wrote about
Dante I proceeded from Giotto to Dali.
I feel ill at ease in the limiting setting.
I came to understand the values of
Ukrainian culture via the ideas of
European culture.”

“I}o what extent do you think
philosophy mag be united with art
criticism today?”

“The traditional, descriptive art
criticism of the 19th c. has been dead
for a long time now. That is why we
urgently need the philosophical ‘art
criticism, the ‘philosophy of art’.”

“Mrs.Petrova, what’s the matter
with our art criticism today? Why all

ost-war acievements of foreign schools
ave never ‘spoiled’ our native half-
independent art criticism?”

“It’s quite obvious. The thing is that
official art critics worked with certain
organizations. Nobody placed exacting
demands on them: they had only to
monitor and surveil the artists. Yt has

BEABMW 3DY4HE ¥ BUTIAHE, —
NEPETBOPHUAOCS HA aKaAeMIuHE TTPaBUAO.
3 siKorock AMBa Take ‘ll-paz}omas«xcraxe
OIMCOBCTBO HA3BAAW “KMIBCEKOIO
mKoA0K0” . TOXX MOKaAiueHO YMMAAO
I‘\‘lOAe!"?, i 6y'Ae" CITPaBEAAMBO, SKIO THX
AOCAIAHMKIB” CITITKAE AOASL MaMYTiB.
Vxpaina BaXKKO BIAPOAXKYE
MWUCTEIJTBO3HABYY IIKOAY.

Mesni xopriro, abu nani Oasra
3paAMAa OAHY CBOIO TaemHMLIO. 51 yce K
TaKu Malo Ha Oli CTOCYHOK 1i
Ao rpadiku, — apxe 1je, 30cibHa,

i Aanre, i MopcbKi danTasii, nos’s3aui

3 BirmeHom. Xg peui, 631:31'0 POKiB TOMY

Halue IepuIe 3a0YHE 3HaOMCTBO

BiAGyAOCh Ha fFpyHTI

Gara'rocrpangaAmoro BupaHHs Bitmena
vacoruci “Beecsir”.

{"oAi B mantonkax O.ITerposoi

HECIIOAIBAHO 5 “3aXAMHYBCS

HEOCSDKHICTIO TpadidHOro rxpoc’ro&)&,

caixicTio Anxanus, piakicroio B 70-x
KaX PO3KYTICTIO MUCTEHKOTO SKECTY...
och Ternep:

— Tani Oavro, B cebe — mompu
Bce — Giabmre BiguyBaeTe rpadikom
UM MAASIPKOIO ¢

— Sl mepe>xmaa pxxe cebe sk rpadik:
Ma€eThCsl Ha yBa3i He o6pasoTBopya
rpadika, a IAIOCTpaTUBHA.

Meni yikaBo TBOpUTH, a He iAIOCTpPYBaTH;
benTeXxkuts Te, 1j0 MoxKe $opma, MAsMa,
daxrypa, — came >KMBOMUCHI 3acobu
BUCAOBY. Y MEHE 1je TaKe mepure
KoxauHs 3 dapboio, 3 nosepxHero, —

5L AOCUTD TTi3HO IMPUIILIAZ AO LBOTO,

aAe K TyacAmBi 3ycrpiui GysaioTh

y pisHoMy BiLi...

Po3MOBa TIPO KOABODUT Y TIOAOTHAX
Oabru ITeTpoBoi MOXKAMBA, SKIGO MaET
Ha yBasi came MOPUBAHHS
AO nepnum—xoc"n,' SIK 11 BTIAIOBAAU
XYAOXKHUKMU-MIHIATIOPUCTU.

"I“ak camo, SIK ‘1"}" cepeAHbonqui
TIONEPEAHUKH , BOHA PaAi€
3 sicaux §ap6 ...

A Moxe, 1je 3HOBY BIATOMIH
AAHTIBCBKOT 4yTTEBOCTI, MPO 14O IUCaB
Mocun Manpeasitam B ioro  Po3mosi
npo Aanre”.

Aecv Tepacumuyx

nothing to do with the theory of art.
These collaborators could only describe
something placed before their eyes: in
the center you see this, to the left you
see that... And that’s all. The wor{ed
on other general problems; this state-
sponsored illiteracy - and illiteracy was
very useful for our state - became the
academic standard. And strangely
enough they called this compulsive
scribbling the “Kiyiv school

They crippled quite a lot of critics, and
if justice s to be done, these researches
should be doomed as mammoths.”

I wanted Mrs.Petrova to betray one
more secret: | mean her attitude
towards her drawings, because they
encompass, at the very least, Dante
and Whitmanesque fantasias.

By the way, for the first time we met a
cou}[:le of decades ago in connection
with the &)\v.!lblication of my translation
of the SONG OF MYSELF by Whitman
in_the VSESVIT Monthly: suddenly I
spluttered with excitement under the
spell of the vastness of the graphic
space, freshness of breath and
unrestrictedness of artistic gesture
which was a rarity at that time...

And now,

“Mrs.Olga, do you feel yourself

a drawer or a painter?”

“I outlived myself as a drawer:

1 mean the art of illustrations and
not inventive drawing. I find it interest-
ing to create and not to illustrate. Now
1 find excitement in the possibilities of
form, color spot, texture - the devices
akin to painting. It’s a sort of first love
for the paint, surface. It may seem to be
a belated feeling, but if one is fathoms
deep in love...”

e feeling of color in the canvases
by Olga Petrova reminds us of the
hypostasis concepts of medieval minia-
turists. Following their steps she enjoys
the light gamut...

It may be still another echo of
Dantean _feelings mentioned by Osi
Mandelshtam in his famous book ON
DANTE. A TALK.

By Les Herasymchuk
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“ABTOIIOPTPET
3 APAEKIHOM” .
Hoaomno. Oain.

75x50, 1969
“SELF-PORTRAIT
WITH
HARLEQUIN.”

Oil on canvas.
75x50, 1969

18

“HATXHEHHS”.

Iosommno. Oais.
78x59, 1975

“THE
INSPIRATION.”
01l on canvas.
78x59, 1975

19



“KAOYH”,
ITosomwno. Oais.
60x50, 1991

“THE CLOWN.”
Oil on canvas.
60x50, 1991

20

“l nobaums
s1 HoBe Hebo
1 HOBY
3EMAIO,

60 KOAMIIIHE
Hebo 1
KOAVIITHSI
3eMAS
BipifimAR...”

Anoxanincuc
18ana, 21:1

“Then I saw
a new
heaven and
a new earth,
for the first
heaven and
the first
earth had
passed

away...
Revelation, 21:1
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“IIETPO

W ITABAO”.
Iozomno. Oais.
60x60, 1990

“PETER
AND PAUL.”
0il on canvas.
60x60, 1990

22

“PAAICTH
PI3ABA”.
Ioaomno. Oais.
100x120, 1992.
Baacnicmy podunu
Iarawmi.
Bydanewm

“THE JOY

OF CHRISTMAS.”
Oil on canvas.
100x120, 1992.
Property

of the Polashtys.
Budapest.
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“cyg
COAOMOHA” .
Ioaomno. Oain.
100x110, 1992

“THE JUDGEMENT
OF SOLOMON.”
0il on canvas.
100x110, 1992

24

“EAlOX

TA CIAOHLS”.
Iosomno. Oxisn.
90x120, 1994

“ELIOH

AND SIDONIA.”
Oil on canvas.
90x120, 1994

25




“BOI' € AIOBOB”.
Iosomno. Oais.
90x100, 1993

“BTEYA

AO €runry”.
IToaomno. Oais.
100x120, 1993

TO'EGYPT.” “GOD IS LOVE.”

0il on canvas. Oil on canvas.

“THE FLIGHT
100x120, 1993 90x100, 1993 !

26 27




“BAATOBICT”. “APABUMHA
Ioaomwno. Oaxis. SAKOBA”.
100x100, 1992. Iozomno. Oais.

Iga;;j‘nm:" i 70x70, 1990-1992
. Hapadxanoba

@

‘ ANNUNCIATION.”

0il on canvas. “THE LADDER
100x100, 1992.

OF JACOB.”
0il on canvas.
70x70, 1990-1992

I In memoriam
§. Paradzanow
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“MATH 3 AUTAM.
YCMIIKA”.
Iosomno. Oaisn.
40x30, 1992-1994

“MOTHER

AND HER BABY.
A SMILE.”

0il on canvas.
40x30, 1992-1994

30

“BAATOBICT
HABECHI”.
Horomwno. Ozis.
120x100, 1993

“THE
ANNUNCIATION
IN SPRING.”

Oil on canvas.
120x100, 1993
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“IIIAVHOK
opAn” - 1.
Hosomwno. Oais.
120x100,
1990-1994.
Baacuicmy

n. Axomomo. Toxio

“THE KISS

OF JUDAS - 1.”
Oil on canvas.
120x100,

1990 -1994.
Property

of Mr. Yakamoto.
Tokio

32

“BIATIOYMHOK
o AoPo3t
AO €runry”.
Ioromno. Oais.
100x90, 1993

“THE REST
ON THE WAY
TO EGYPT.”
Oil on canvas.
100x90,1993
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“3HIMAHHS
3 XPECTA”.
Ioromno. Oais.
120x100, 1991

“TAKING DOWN
FROM
THE CROSS.”

Oil on canvas.
120x100, 1991

34

“IIIETA”.
Hoaomuo. Oais.
120x100,
1989-1990

“PIETA.”
Oil on canvas.
1202100,
1989-1990

35




“CbOMMI “IJIAVHOK

FOAN-11”.
SHTOA. Hozomwno. Oxisn.
AITOKAALTICHC”. 90x65,
Iosomno. Oain. 1991-1993
100x120, 1990

“THE SEVENTH 071;1% ll)(}és_ B
8{‘{0512; 0il on canvas.

D0x120. 195 , 1991-1993
100x120, 1990 90x65
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“YKAIH
BOAXBIB”.
Iozomno. Oais.
100x120,
1991-1992

“THE WISE MEN
COMING

TO WORSHIP.”
Oil on canvas.
100x120,
1991-1992

38

“AIBY PO3YMHI
A HEPO3YMHI”.
IMoaomno. Oais.
80x60, 1993.
ITpuBamna xorexyin
n. I'y6epa, m. Mypz
(Himeuuuna)

“THE WISE
AND UNWISE
MAIDENS.”

01l on canvas.
80x60, 1993.
Private collection.
Nottingham.
Private collection
of Mr. Guber.
Muzg, FRG
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“... Tomy
IJO B yCIX
Ha Ay
6yro
TipKO —
KOSKHOMY
3a CBOIX
CUHIB
Ta AOYOK .

I Camyiz, 30:6

“.. Each
one was
bitter in
spirit
because

of the sons
and
daughters.”

1 Samuel, 30:6
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“CUHATOTrA” “PEBE” , mpunmux

mpunmux “3IPKA “31PKA AABUAA”.
AABUAA”. IMozomno. Oaris.
Ioaomno. Oais. 100x120, 1989

100x120, 1991

“THE SYNAGOGUE.”
The triptych

“The Star of David.”
Oil on canvas.

100x120, 1991

&
“AABVIA”,
mpunmux “3IPKA
AABUAA”.
Hoaomno. Oais.
100x70, 1991

“DAVID.”

I “RABBI.”
The triptych The triptych
“THE STAR “The Star
OF DAVID.” of David.”

Oil on canvas.

Oil on canvas.
100x70, 1991

100x120, 1989 |
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“BABMH 4P”.
Ioaomuo. Oain.
100x120, 1989.
Konexyin myseo
S0-Ba-Illem.
Epycarum

“BABYN YAR.”
Oil on canvas.
100x120, 1989.
Collection

of Yad-Va-Shem
Museum. Jerusalem
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“Uyt Gauman
BWM TOTO,
KOTO cepije
MOE
ATO6UTBS”

Micus nonad
nicuamu, 3:3

“Have you
seen the one
my heart

loves?”
Song of Songs, 3:3
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“AOAS. IAPKA”.
Ioromno. Oxin
70x100, 1991

“THE DESTINY.
PARCA.”

Oil on canvas.
70x100, 1991
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“BIABMA
KYITAABCEKOY
HOY!”.
Ioaromno. Oais.
80x70, 1990

“THE WITCH
OF THE IVAN
KUPALO
NIGHT.”

Oil on canvas.
80x70, 1990
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“COHLE

“IIOMOHA”.
AAS ABOX”. Hozomuo. Oxis.
Tosomno. Oxis. 40x30, 1989
100x90, 1990 i
|
|
|
i
i
|
|
i
i
|
!
|
|
|
i
i
|
“THE SUN
FOR THE TWO.” “POMONA.”
0il on canvas. Oil on canvas.
100x90, 1990 40x30, 1989
i
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”KOPOA1BChK! “OKPYAEHI”.
AXN”. Hozomno. Oxis.
Hoaomno. Oris. 60x80, 1990
120x100,

1993-1995

”THE KING’S

CHESS”. “THE ELATED
Oil on canvas. ONES.”
120x100, Oil on canvas.
1993-1995 60x80, 1990
50
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“MEPTBUM
KOPOAB”.
Han., oaibeys,
1970

“THE DEAD
KING”

(the sketch for the
Dante series).
Paper, pencil, 1970

=
“BEPAHAA,
HIY,
BE3COHHA...”
Ian.,nepo,wopuuao,
1977

”VERANDA,
NIGHT,
SLEEPLESSNESS...”
Paper, pen, ink,
1977
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3A MOTUBAMMU
BITMEHA.

Han., myw, nepo,
1972

THE
WHITMANESQUE
FANTASIAS.
Paper, Indian ink,
pen, 1972
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“TBlAICI —
AIOBOB MOS”
(Lenmparvra
wacmuna).

Han., ogpopm, 1988

“TBILISI,

MY LOVE”

(The central part ).
Paper, etching,
1988
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“TBIAICH —
AIOBOB MOS”
(Baaxonu).

Ian., ogpopm, 1988

“TBILISI,

MY LOVE”
(The balconies).
Paper, etching,
1988
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OABTA
TTIETPOBA:
XPOHOAOTIS

TBOPYICTb MUTLS
SIK BIAAVHHS
APYXXHIX TOAOCIB

OLGA
PETROVA:
THE
CHRONOLOGY
CREATIVE WORK OF
AN ARTIST AS AN

ECHO OF THE
FRIENDLY VOICES
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1942 — 10 arorore napoauaacs s ceanryi Yep-
nouornapAiﬁchKe (Vpar). Mamu — 3os Onek-
canapisHa Poxxancrka — apxrrex'rop Batbko —
Merpon Muxoa Inasonus — ifoxenep, Moo~
i Aevitenant. 3arunys y 6owo ma ocrposi
[ymkapeskomy (no6ausy Xopruyi) 5 1943 poui.
1945 — Matn 3 6aThKaMu Ta AOHBKOIO TIOBED-
Ta€ien A0 amiaseroro Kuena. lepui spaen-

1942 Born on 10 February in Krasnogvardiysk
Village, the Urals. Mother, Zoya Olexandrivna
Rozhanska , was an architect.. Father, Petrov
Mykola Ivanovych, was an engineer , the first
lieutenant; KIA on Pushkarsky Island, near
Khortytsia, in 1943,

1945 Mother together with her parents and
daughter returns to the liberated Kiyiv. The first

HA BiA 3py¥ BiA

uux Ha Byauysx Knesa BIFCHKOBOMOAOHEHUX, po3-
nosiab 6a6yi T Inanisay IMerposoi mpo 3a-
ubean barhKa, OK BiA NOYYTOTO MPO TpAreAilo
y Babunomy spy. Heautuuni Hiusi cHOBMAAS,
xaxn. [Mepme sxopxenns Ao Codii Kuinchkoi
(Mat — HayKoBMii CriBPOGITHUK apXiTeKTyp-
HOro 3anosiAnuka). Aominanra kpacu. [Mowarox
XYAOXKHBOTO BUXOBAHHS MiA BIAMBOM MaTepi Ta
BUKAZAAYA AUTHYOI XYAOXKHBOI CTyAil
B.M. Ilianiau.

1948 —ITepui BiaBiAMsM Buctasy “Ayckynunx”
y Beanxomy Teatpi Onepu ta 6asery (Mocksa).
[am’saTh yTpUMyE MOAPOGMYI — maprep, BOCH-
Muii paa, Micye 6ian npoxoay. [Tpuroomury-
IOu€-eKCPeCHBHE  BpaXeHHs BiA cyenn “Biii
muuasoro kopoas”. BiAToal Gaser — uactuna

Ay,

1956 — 1958 — Iloisaku 3 marip’io Ao Kap-
nar (apXiTeKTyPHO-AOCAIAHULBKI eKCreAnyit).
BiakpurTst mucreybkoro cairy I'yyyabignam. 3a-
HATTS CIOPTOM — MalicTep cropty 3 dexrysan-

H.
1959 — BakinueHHS KUIBCHKOT CEPEAHBOT LUIKOAU
N 61. Biaxia BiA BEAMKOTO CHIOpTY, MIATOTOBKA
AO BCTYMHMX iCNUTIB HA aPXITEKTYPHUI aKyAb-
Ter KuinchKoro i1oKenepHo-ByAIBeABHOTO iHCTH-
Tyty. [Mopaska Ha icnuTi 3 MaTemMaTUKHU.
1960 — Tlouatok TpyAonoi Aisabnocri (komi-
lonanbiuys, Texuik-apxirexrop) y “Kuisnpo-
exti”. BXOAXCHHS AO TYPTY OGAGPOBAHHX MOAO-
Avx apxitexropis: B.Ipeaunu, B.Cycchkoro,
T.Aosxenka, A.Cymmapa, 10.€speinosa (3
1961 p. no 1977 pp. — 4OAOBIK Ta HACTABHUK
O.Ilerposoi). 3naitomctso 3 B.Hekpacosum,
A Mineybkum, T.Kouypom Ta ixuiit iHTeACKTYaAb-
nuii priaus. TIpusaTii ypoKU MAAONKY Ta Ku-
sonucy y IO.Xwxusxa, suafiomerso 3 cucremoio
I . Apyxui crocy 3 B.M.Bex-
i M.LT M.Tpy6

(Somymc'rkmo)

1961 — 1965 —Cryaentxa rpadiusoro paxyas-
'rery Vkpainchkoro noairpadiunoro incruryty
im. 1.Peaoposa (xuinchke ewipue pippinenns).
Buwaq KOMIO3UIJii XKMUBOMMCY Ta MAAIOHKY —
Muxaiiao Inokentitiosuu Ipanos. Bukaapaui
icropii oﬁpmomopqoro Mucregma — Aipis
INerpisna P: Aeonip B
Baaanu. Came A.Baapuu 3a AecaTh pokis Ao nep-
mmx c:lpoG y MUCTEYTBO3HABCTBI NPOPOYE aaypa-
SKUB: “... BU XK YPOAKEHMiA MUCTELTBO3HABEL .
3anpolEeHHs A0 XYAOKHBO-IHTEAEKTYaABHOTO

14,

of the ruined Khreshchatyk , of
POWs working on the streets of Kiyiv, of
Grannie’s (Hanna Ivanivna Petrova) relations
about the death of the father, shock from the
news about the Babyn Yar tragedy. Not-child-
ish terrifying dreams, nightmares. The first visit
to the St.Sophia Cathedral in Kiyiv (mother
was a senior researcher at this architectural re-
serve). The predominance of beauty. The be-
ginning of artistic training under the guidance
of mot! ier and B,MAPmmdza the teacher at the
drawing studio for children.
1948 Visiting the Moscow Bolshoi Theater of
Opera and Ballet for the first time: “The Nut-
cracker.” Certain details from the memory: the
8th row in the stalls, near the aisle. The as-
tounding impression from the scene: “The fight
of the King of mice.” Ballet became the part
and parcel of the soul ever since.
1956-1958 Going with mother to Carpathians
(the expeditions dealing with architectural re-
search). The discovery of the Hutsul world, of
artistic treasures. Going in for sports: Sport-
Master in fencing.
1959 Graduatmg from the Secondary school
#61 Quitting sports trammg, revmng for the
ion exams to the 1 department
of the Kiyiv Civil Engeneering College. Failing
in mathematics.
1960 Starts working (printer»down assignments,
juniour architect) in “Kiyivproekt”. Joining the
group of talented arcfnem V. Hrechyna,
V.Susky, T.Dovzk A.Sumara, Yu.P:
and Yu.Yevreyinov (Olha Petrova’s husband
since 1961). Introduction to V.Nekrasov,
AMiletsky, T.Kochur, hence their intellectual
influence. Individual drawing and painting
classes under the supervision of H.0.Khyzhniak;
coming to knaw the Impressionism. Friendly
relations with V.M.Beklemisheva, M.I.Helman,
and M.Trubetska (the follower of Boichuk ).
1961-1965 The first year at the Department of
drawing at the Ukrainian College of Printing
Art named after I.Fedorov (Kiyiv part-time de-
partment). Composition in painting and draw-
ing taught by Mykhailo Inokentiyovych Ivanov.
The lecturers on the hlstory of art: lelya
Petrivna Rachkovsk nid Vol
Vladych. It was LVladych ho fomolcf ”..you
are a born art critic”; a whole decade before
the first attempts in art criticism. Invitation to
a coterie of intellectuals at the apartment of
A.Sumar, an architect and painter. Introduction
to the European vanguard. Going to Solovki
Isles, Kizhi, Arkhangelsk, centers of Russian
spiritual life: Kirilo-Belozersk and Ferapont
Monasteries.
1962 The first journey to Lviv and Uzhorod.
Visiting monuments, museums, artists:
F.Manailo, L.Kremnytska, Ye.Seman, L.Nedvid
etc. Starts to work as illustrator in the maga-
zines published in Kiyiv.
1963 Introduction to Serhiy Paradzhanov; as-
tounded by his personality. His influence upon
the shaj mg of creative behavior and free will.
1966 The first journey to Georgia and Arme-
nia. Introduction to Siran Davydovna,

B KBAPTUDI apXiTEKTOpa Ta >KUBOMUCLS
A.Cymmapa. 3HalOMCTBO 3 NIEPCOHAAISIMY €BPO-
nefichkoro asanfapaosoro mucreyrsa. Moaopox
na Conoseybki octposu, y Kuxi, Ao Apxanreas-
cbKa, POciiichkux AyXoBHWX yenTpis: Kupuao-
Birosepcbkoro Ta PepanoHToBa MOHACTUDIB.
1962 — Ilepwa noisaka Ao Absosa Ta Ykro-
POAa. 3HAlOMCTBO 3 MaMATKAMM KYABTYDH, My~
sesimu. 3ycrpiui 3 xyaoxuukamu O.Manaiirom,
A Kpemnugekoro, €.Cemanom, A.Measiaem Ta
iHmUMA.

TMouaToK AISIABHOCTI SIK iAKOCTPATODKM B Haconu-
cax Kuesa.
1963 — 3uaiiomMcTBO Ta MOTPACIHHS BiA 0COBU-
crocri Ceprisn [lapapxanopa. Voro snaun ma
$OPMYBAHHS TBOPUOT TOBEAIHKH, CBOGIAHOT BOAL
1966 — Tlepuma noxopox A0 Ipysii, | mpMem
i3 Cipan A Tip'io
C.IT. 30.A iami, B. A n{'
3¢, M.Imnarosum. BlAKPWﬂ‘ﬂ st cebe xpamin Ka-
xerii, Kaprai, Tak camo, sk i cestux micys
Blpmem\ 3axucT AMNAOMHOTO npoexry — iato-
crpayiii Ao pomany Cepsanreca “Aon Kixor”.
3naiiomcTso 3 M.Aykamem, nouarox Gara-
TOPIuHOT APYKGU. 3naucMc’rno 3 1.Coitauunum,
1.Asi06010, M.Koyiobuscrioio Ta inmmmu mmec-
Tupecaauxamu (s rypri I Koqyp.l)
1967 — Tybaixayis isocrpayisi Ao “Aon Kixo-
Ta” B wacomuci “Pamox” (y cynposoai crarri
1.A31061). BXOAXEHHS AO KOAR MOAOAMX AiTe-
paropis B.Illebuyka, B.Aposaa, |.Kuaenxo,
M.Karasichicoi, A.Cxupau, €.Tyyana, M.Binrpa-
noncwkoro, b.Xapayka — inocrpysanns TXHiX
Bopis. Ioatox Tosapuchkux crocynkis 3 M.ba-
KAHOM THCA% BUXOAY 3 APYKY intoctpayii Ao
“Todmarosoi Houi” (AHTOAOTIS YKPATHCHKOT 110~
esii. — Byaanemr, 1967).
1968 — Cnisnpays 3 Sl.Aesnuem Ta O.Opunn-
nuxosoto. [Npoirioctposano nowap TpUAYSTH
TBOPIB. 3apy6mmux aBTopin (mou-pynamm ua-
conucy “Beecsir”), 3soxpema “3a moTusamu
Birmena” (mepexaap A.lepacumuyka).
1969 —Apyra noaoposx Ao T'pysii Ta Bipmenii.
3uaiiomcrso 3 1. Apaewm, I'Taspuaerkom, O.Aan-
HEHKOM —XYAOKHUKAMYU Ta TOETaMH, O Typ-
TYBAAUCH HABKOAO M.Baxana Ta supanms “Vi
Nova” Aawnre. [NowaTok poboru Haa ialocr-
payismn (tym, nepo) ao “Boxecrsennoi Ko-
mepii” Aanre. [ouatok excrionysanis rpadikn
) Ha i

Kuesa.
1971 — 3asepienns poGOTH HAA AGHTIBCHKOIO
cepieio_ (marloHOK me] M) Ta nybaikayis xom-
nosuyiit y “Beecniti” (TOAI roaosiuit peaak-
TOp — Al’lanquo) B iaconoriunomy sisnial
LK KITY (3a peyensieio B. Kacisma) inocrpayii
KBaridikosano 5K croppeanism. Heraacua sabo-
POHA BUAABHMLTBAM HaAaBaT PobOTy ialocrpa-
Topyi. Bumymenuii Bia’i3p 3 Kuesa, suayuennsn
3 XYAOXKHKOIO mpoyecy B Vxpaini. [Tponosuyis
T.F i axose

S.Paradzhanov’s mother, to O.Akhvlediani,
V.Dzhorbinadze, M.Ignatov. Discovery of the
temples of Kakhetia, Kartli, as well as Arme-
nian shrines. Defense of the graduation project:
illustrations to “Don Quixote” by Cervantes
(translated by M.Lukash). Introduction to
M.Lukash and beginning of the friendshi
long standing. Introduction to I.Svitlycl ny,
1.Dziuba, M.Kotslubynska and other
“shistdesiatnyky” (grouping with  H.Kochur).
967 Publication o% the “Don Quixote” illus-
trations in the RANOK Monthly (accompanied
by an article by 1.Dzuiba). Introduction to the
circle of young authors: V.Shevchuk, V.Drozd,
1.Zhylenko, M.Kahanska, L.Skyrda, Ye.Hutsalo,
M.Vinhranovsky, B.Kharchuk; making illustra-
tions to their works. Beginning of friendly re-
lations with M.Bazhan following the publica-
tion of illustration to the “Hoffmann’s
Night”(The Anthology of Ukrainian Poetry.
Budapest, 1967).
1968 1llustrations (executed together with
Ya.Levych and O.Ovchynnikova) for the
VSESVIT Magazine. Drawings for dozens of
publications of foreign authors, esp. a series “In-
spired by Walt Whitman” (translated by
L.Herasymchuk).
1969 The second journey to Georgea and Ar-
menia. Introduction to I.Drach, H.Havrylenko,
O.Danchenko (M.Bazhan’s circle) and publica-
tion of VITA NUOVA by Dante. Starts illus-
trating (Indian ink, pen) LA DIVINA
COMEDIA by Dante. Begins to_ participate in
of d

H:\B‘!'aHHﬂ Bcryn Ao acmpam'y'pu
incTuTyTy icTopii Mucreyrsa Mikicteperna KyAn-
TYPH CPCP (Mocksa). Tpays naa Aucep-
TAYiiHUM AOCAIANKEHHAM “Boxectsenna Ko-
meain” Aanre Amr €pi B TAYMaUYCHHI XYAOXKHMKIB
XIV-XX croaits”. KepiBHMK — AOKTOp mucTelj-
TBO3HABCTBA A.'-leroAae& Tosapuchka Ta npo-
decifina mATpUMKA 3 BOKY MOCKOBCHKMX iHTe-
aekryanis: [.Hepommsina, O.Anikcr, I.Pox-
AeCTBEHCHKOTO, E.Heissecrnoro, H.Tepuenson-

M.ITikosa, IT.IL i, C.3aii-
konoi, €.Arpanosuua, |.Xoxronoi Ta inumx. Ipa-
ys y donaax Epm-rax(y, inTepec A0 Amn'mcm(m
Temu 3 GOKY ACHIHIPAACHKMX IHTEACKTYaAiB:

the exhibiti ings in Kiyiv (drawing

water color).

1971 Final touches at the DANTE SERIES and
publication of these compositions in the
VSESVIT Magazine (D.Pavlychko was an edi-
tor-in-chief at the time). Following the critical
review by V.Kasyan the CC of the CPU stig-
matized the illustrations as surrealism. A secret
instruction issued for the publishers prohibit-
ing to emloy Petrova as an illustrator. The
forced departure from Kiyiv, exclusion from the
artistic life in Uksaine. G.Nedoshyvin, Prof.,

suggests to dproceed with education. Admission
to post-gradugte studies at the All-Union In-
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M.Karana, I.Ominina, H.Moviceesoi, O.Bian-
TOBCHKOT Ta IHUIMX.

stitute of the History of Art under the Minis-
m;'of Culture of the USSR, Moscow. Writing

1974 — 3axucr prayii, 3A06yTTs Ha Y
TO cTynento “KaHAMAAT mucteyTsosnascrsa’. ITo-
s Vipainy. C iii Ao

6Gasery “Aycxynunk” y Kuibchkomy Aepikaso-
My Teatpi Onepu Ta 6arery (nocranoska A.LLu-
xepu, aupurent O.PsGos). [Mosarox poboru b
TaAy3i XYAOXKHBOI KPUTMKM Ta icTopii mucrey-
8. [Tybaikayii “Ue-
Kycerso”, “Tsopuectso”, “AexoparunHoe uckyc-
crso CCCP” ta inmmx. Boeaenns A0 mucrey-
obiry imen ykpai MaiCcTpiB
60-70-x poxis, 1yo ix amosuyBasa odiyitina Kpu-
Tnka Ykpainu: |.Tpuropresa, M.Baiinureiina,
A.Awmapesa, 3.Aepman, 10.A , T.He-
Aeasu, M.Ipuyioxa, Sl.Aesuua, A.3aroproi Ta in.
1975 — VYxpainchki yaconucy crareii asropa A0
ADYKy He TMouarox i
poGoru B Kuischkomy Aepkasnomy incTuryTi
KyabTypu. Aitorpadii ao “Boxecrsenmoi Ko-
meaii” Aante excriomyiorsces y Gaopenyii (Awui
Kuena y ®aopenyii), aicraiors nosurushy npe-
¢y, cxBaAbHO cripuiinaTi [Nanoo Pumchkum, Pe-
naro, I'yrryso, a B Mocksi — Biabreanmom
Aenixom, Tennapiem Poxaccrserchimm, EpHeTom
Heisgectaum.
1976 — Beryn po Criiaku xyaoskuukis CPCP.
1977 — Vuacts y rpynosiit sucrasyi rpadixn
(Kwuis).
1978 — Tpers noaopox Ao I'pysii, sycrpiu is
C.IMTapapXXaHOBUM TCAS HOTO yB’A3HEHHS.
Cnisnpays 3 I.Heaommsinum.
1979 — 3uaiiomcrso 3 €. Boarinum (3 1980 —
wonosix [lerposoi). Mowarok HaA yuk-
Aom aksapeaeii “Kpitu Vkpainu”. Aitorpadii Ao
“Boskectpennoi Komeafi” Aawre npuabani V-
DATHCHKMM ACPXKABHUM MY3EEM KHUIM Ta KHMU-
roapyKysarns (Kuin).
1980 — Buparns i “Cro sycrpiveii

a “LA DIVINA COMEDIA by Dante
interpreted by the artists from the 14th to 20th
c.c..” Supervisor A.Chegodayev, Doctor of Art
Criticism. The friendly and professional support
of Moscow intellectuals: G.Niedoshyvin,
O.Anikst, G.Rozhdestvensky, E.Nieizvestny,
N.Gershenzon-Chegodayeva, M.Pikov,
P.Shatenshtein, S.Zaikova, Ye.Agranovich,
L.Khokhlova etc. Working in the repository of
Hermitage; the Leningrad intell Is taking
interest in the “Dante” theme: M.Kagan,
G.Ominin, N.Moiseyeva, O.Biantovska etc.
1974 Awarded “Candidate of Art Criticism”
degree. Return to Ukraine, Creating a stage set
for the “Nutcracker” in the Kiyiv State Opera
and Ballet Theater (director A.Shykera, conduc-
tor O.Riabov). Begins to work in the field of
art criticism and history of art. Publications in
the All-Union magazines “Iskustvo”,
“Tvorchestvo”, “Dekorativnoye iskustvo USSR”
etc. Starting to propagate the works of Ukrai-
nian artists of the ‘6os and ’70s, which were
hushed up by the official criticism in Ukraine:
1.Hryhoryeva, M.Vain-shtein, A.Lymariev,
Z.Lerman, Yu.Lutskevich, V.Ryzhykh,
H.Neledva, M.Hrytsiuk, Ya. Levych, and
L..Zahorna. 3

1975 The Ukrainian magazines reject the
author’s articles. Begins working as a lecturer
in the Kiyiv State College of Culture. The
litographs to the DIVINA COMEDIA by Dante
are exhibited in Florence and receive favorable
critique; among those in favor are Pope John
and Renato Guttuso in Italy, as well as Vilgelm
Levik, Gennadiy Rozhdestvensky and Ernst
Nieizvestny in Moscow.

1976 Joining the Artists’ Union of the USSR.

y cpiti mucreyrsa” B crisasropersi 3 I.Hepo-
umpium. [Novatok poboru (s crisasropersi)
Haa pykonucom “Kaacuuma Tpaamyis b cysacro-
my xusonucy” (He 3aBepuieHa Yepes CMepTh
IHepoumsina). IMoaoposk 3 yorobikom Ha Aa-
Aexuii Cxi. [Touatok po6otu B Texuiyi oaiiino-
TO XXuBoMuCy.

1981 — Yersepra noaoposk Ao Ipysii, Bipmenii.
Tloaopos Ao Aarsii, Autsu, 3nafiomcTso 3 xy-
AOXHUMKaMU yux pecnybaik. [Mowarok poGoru
Hap Temoio “DoAnkAopHi Tpaamyii B mpo-
deciisomy i nayi wikis”. Kon-
CyAbTayii 3 TeMu MaiibyTHHOI AOKTOPCHKOT AM-
ceprayii y Aoktopa dirocodii, npodecopa M.Ka-
rana (Aeninrpas). Vuacts y nepuriéi “Bucrasyi-
Apmapky” (xuBonuc Ha ckAi) Ha AHApiinchKo-
My y3803i (Kuis).

1982 — Buxonanns 06oB'nakiB yueHoro cekpe-
Taps “Illekcnipisenkoi komicii” mpu AH YPCP.
Vuacrs y Ilekcmipinchkux naykoux komde-
penyisx (Mocksa). Buaanns moworpadii “Kpaca
foHocTi” — uAeH aBTOpChKOTO KoaekTusy (Mo-
ckBa).

1986 — Bupanns xuuru-aanbomy “Biktop Pu-
xux” (Kuin). [oaopo Ao Vropigumu. Teker
Ao Karanory skusonucy Oeainys Aranaca (By-
Aarewnr).

1987 — Tpynosa pucraska rpadixu (Kuis).
1989 — Hapoawenis mysu — [Terpu. Biaxia
BiA Tpadiku — NOYATOK EKCMIOHYBAHHS CTAHKO-
Boro xusorucy. [Mepura nopopok Ao Aomaona.
1990 — IMepuia nopoposx Ao Inafi (Kaabkyrra,
Aeni) — aprop xomyenyii Ta yuackux sucras-
Kn “Ykpaincski xyaoxmuku npo luain”.
Cmeprs 10.Enpeinosa.

1977 Participation in the group exhibition of
drawings (Kiyiv).

1978 The third journey to Georgia: meeting
S.Paradzhanov after he was released from prison.
Working together with G.Niedoshyvin.

1979 Introdguced to Ye.Vologin. Starts working
on the water-color series THE FLOWERS OF
UKRAINE.

1980 Publishes the study 100 MEETINGS IN
THE WORLD OF ART (together with
G.Niedoshyvin). Begins to write (as a co-au-
thor) a book CLASSICAL TRADITION IN
PAINTING (never finished because of the de-
mise of G.Niedoshyvin).

1981 The fourth journey to Georgia and Ar-
menia. Visiting Latvia and Lithuania, acquaints
herself with tﬁe artists of these republics. Be-
gins to write her doctoral dissertation “The folk
traditions in the professional art of different na-
tional schools”. M.Kagan (Leningrad), Prof,
Ph.D., is appointed a supervisor of the disser-
tation-to-be. Takes part in the first “Market-
exhibition” on the Andriyivsky Drive, Kiyiv.
1982 Acting secretary of the academic council
of the “Shakespearean Committee” under the
Academy of Sciences of the Ukr SSR. Partici-
pates in the scientific conferences dedicated to
Shakespearean festivities (Moscow). Publishes
a study “The Beauty of Youth” (as a co-author),
Moscow.

1986 Publishes an album VICTOR RYZHYKH
(Kiyiv). Travels to Hungary. Writes an intro-
duction for the catalog of paintings by Fedinets
Atanas (Budapest). The group exhibition of
drawings (Kiyiv).

1989 The birth of Pietra, the Muse. Quits

Iepua nepconasbya Bucraska >xusorucy (Kuis,
CITY). IMepma noaoposk Ao Ppasyii (Mapwx,
Hopmamifs. VYuacth y rpynosiit BuCTaBYi >Ku-
Bornucy 3 dpaniyysskumu xyAokuukamu (Aopr).
PoboTa Hap TEMOIO AOKTOPCHKOI Auceprayii,
y4acTp y Mmi 7 Ta pecnybai
KoudepeHyisx.

1991 — Apyra noaopox Ao luaii. IMepconaan-
Ha sucraska xusonncy (Kaapkyrra). [asepes
“Apr-renesa”.

VuacTh y IpynoBiii BUCTaBIi yKPATHCHKUX MUTLIB
y Snonii (Orapy). larepes “Oimepmans Xap-
6op”.

Po3pobka ¥ BBEAEHHS AO YKDaiHCHKOIO MUCTEl-
TBO3HABCTBA AOHEAABHA 3aKpUTOI Temu “Espeit
ChKi XYAOXHMKU 3 YKPATHCHKOTO

graphic art and goes over to easel painting. The

first travel to Great Britain (London).

1990 The first journey to India (Calcutta,

Delhi); author of the concept and partici

of the exhibition “India viewed by the Ukrai-

nian artists”.

Yu.Yevreyinov died.

The first personal exhibition of paintings (Kiyiv,

WUuu). The first travel to France (Paris,

Normandy). Together with French artists takes

part in the group exhibition of paintings

(Lorgue). Goes on writing her doctorial disser-

tation; takes part in the international and re-

publican conferences.

1991 The second travel to India. The personal
hibiti intings (Calcutta), ART GEN-

V4acTs y MiKHADOAHITi YKATHCHKO-I3pIABCHKiT
xondepenyii (Kuis).

1992 — Toaopox Ao lspaiato (Epycanum, Ha-
saper, lepuxon, Akko). VuacTh y MikHapoAHii

of
ESIS Gallery. Takes part in the group exhibi-
tion of Ukrainian artists in Japan (Otaru),
BISHERNANS HARBOR Gallery. Works out
introduces into Ukrainian art criticism the

YKpaiHChKO-i3paiabchkiii kondepenyii (Epyca-
Aum). Bxatosenns noaorna O.ITerposoi “Babun
Sip” Ao mocriiinoi excnosuyii myseio S-sa-
Illem.

IMepconaabna Bucraska (>KMBOMMC, iHCTAASYis)
3a nporpamoro: posaia I — “3ipka Aasuaa”;
posaia Il — “ITaw’sri C. IMapapkanosa”; pos-
Ain Il — “Aneropii” (Kwuis).

'Apyra noaopok Ao Amraii — antop omyenuii,

P Ta yuacHux
BiabHoi Ykpainu” (ma samosaenns Bi-Bi-Ci,
Kuis — Horrinrem — Aomaom). Aonosian

“Yxpaincskuii obpasorsopauii nocranan fapa” y
Aonponcrkomy yHiBepeuTeri.

Vuacrp y sucrasyi “Vita Nova”. Koaekyis 1.Au-
yenka (Kuis).

Toaopox A0 Himequnnu. I'pynosa noisaka yyac-

nukis sucrasku “IToictuaism '92” — asrop
KOHUenyil BUCTaBKM Ta TeKcTy Kararory. laae-
pest “Bapsa”.

1993 — Airorpadii O.llerposoi Ao “Boxect-
Bennoi Komeafi” Aanre npupbani 6i6aiorexoio
Bpurancrkoro myseio (AoHAOH).

Vuacrb y sucrasyi “Tpaauyii Masesuua”. XKu-
somwc. Tpyniosa (Kuiis. Myseii ictopii Kuesa).
ToAOBA KOMICii 3 MUTAih KyABTYDW TOBADUCTBA
“Yxpaina-lspaian”.

“Hicaiion” (espeii
Tema B MucreyTsi YKpaiHu) — aBTOP KOH-
yemnyii, TEKCTy KATAaAOTy Ta YYAaCHUK BUCTABKU
(Kuis).
3axucr Anceprayii “@ynkyioHysamus eTHOXy-
AOKHKOT Tpaauyii B npodeciiinomy mucreyrsi”
Ta 3706yTTH Haykosoro crynems “Aokrop ¢iro-
coii”.
1994 — Pobora B excriepriii rpyni (roaosa
xomicii) nporpamu Copoca “Tpancdopmaris ry-
Maniraproi ocsity B Vkpaini” (Kuis).
IMepconaasa sucraska “Bor € AtoBos”. Kuno-
nuc (Kuis).
3naiomcTso, novaTok crisnpayi 3 Aecem Tepa-
cumuykom. I'pynosa sucraska “Apr-komTpa-
nynkr” (nporpama “Mysuk decr '94”) — an-
TOP KOHLENyil, MAAKaTa Ta YYaCHWUK BUCTABKM.
Aeprkasruit mysei ykpaiHchkoro oGpasoTsopuoro
mucreyrsa (Kuis).
Tpers noaopox Ao Anraii (Aomaon, Bpaiiton).
Yuranns Aekyiii: “Tenesa mucreyrsa Ykpainu';
“VKpaiHchki MUTLi B €BPOMENCHKMX XYAOXKHIX
yenpax Kimys XIX — nosatky XX cr”; “Beauki
asanfapauctu Yxpainu”. Aoaomchkuii yisep-
curer.
Cmeprs T.Kouypa.
1995 — Pobora Haa >xuBonUCHUM YuKAOM “Me-
Teankn”.

an
previously hushed-up theme “The Jewish Art-
ists from the Ukrainian Underground”. Takes
part in the international Ukrainian-Israeli con-
ference (Kiyiv).

1992 Travels to Israel (Jerusalem, Nazareth,
Jeriho, Anno). Takes part in the international
Ulkaintan sl eonk il ). The
YAD-VA-SHEN Museum puts on the perma-
nent display the painting “Babyn Yar” by
O.Petrova. Individual exhibition (paintings, in-
stallations). The program: 1st section - “The
Star of David”; 2nd section - “In Memoriam
S.Paradzhanov”; and 3rd section -
“Allegories” (Kiyiv). The second journey to
Great Britain. The author of the concept, orga-
nizer and participant of the exhibition “Art of
the Free Ukraine” (sponsored by BBC, Kiyiv-
Nottingham-London). Lecture “The Ukrainian
Post-Vanguard Artists”. London University.
Takes part in the exhibition VITA NUOVA.
Thor Dychenko’s Collection (Kiyiv). Travels to
Germany. The author of the group exhibition
POLYSTILISMUS ’92”, BARVA Gallery.

1993 Litographs by O.Petrova on the themes of
LA DIVINA COMEDIA were donated to the li-
brary of the British Museum (London). Takes
part in the exhibition “The Traditions of
Malevich”. Paintings. The group exhibiti
(Kiyiv, The Museum of the History of Kiyiv).
Heads the commission for culture of the
UKRAINE-ISRAEL Society. Organizes the
NISAYON EXHIBITION (The Jewish Theme in
the Art of Ukraine); author of the concept, par-
ticipant, and author of the catalog (Kiyiv). Be-
comes Doctor of Philosophy for her dissertation
“Ethnic and artistic traditions in the profes-
sional art”.

1994 Heads the group of experts working for
the SOROS Program: “The Transformation of
the Humanitarian Education in Ukraine”, Kiyiv.
The individual exhibition GOD IS LOVE. Paint-
ings. (Kiyiv). Introduction to Les Herasymchuk
and beginning of cooperation. The group exhi-
bition “Art - Counter - Point” (MUSIC-FEST
’94 Program); author of the concept and par-
ticipant. The State Museum of the Ukrainian
Art (Kiyiv). The third journey to Great Brit-
ain (London, Brighton). Lectures: “The Origin
of the Ukrainian Art”; “Ukrainian Artists in
Major European Artistic Centers at the Turn of
the 20th ¢.”; “The Major Ukrainian Vanguard
Painters”. London University.

H.Kochur died.

1995 Works on the cycle of paintings “The But-
terflies”.
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OCHOBHI BUCTABKM

THE MAIN
EXHIBITIONS

13 Bnc'ranxa rpadiku. [pymosa. — CXVY
(kin). 1577 padin, Ty
sgpadm(a 877, I'pynosa. — CXV (Kuis).

3. “EXPO”. Le groupe. Galerie d’art con-
temgoram ‘d’Atlan. — (Lorgues) France.

4. JKupormc. Tlepconassua. — Criaka much-
Memmx(m Vg Samu (Kwuis). 1990.

India in Creations of Ukrainian Artists.”
Ex}nbmon Painting. — House of Soviet Sci-
ix;cg% Culture, and Art. Calcutta, New-Delhi.
6 “Ksitnesi Tepean”. TIporpama Aaimmiii.

Tropu_3 Mauc-repeﬂb Ta xonekyii |.Anvenxo
(Kmn) 1991,
7. “Painting of Olga Petrova.” — Genesis Art
Gallery (Calcutta). 1991.
8. “Mucreyrso BiAbHOI Vxpainn”. XKunonuc.
CKyM-n'rypa [' ynona — (Kuin-Horrinrem-
Aou,«oa)

Vita Nova 5 nporpama Animniii. Tsopu

;KPBXHC!)KMX muTyin mmi,x 50-x — mouarky

0-x pp. — Koaexyis I.Ausenxo (Kuis).

10 )Kunonuc Ie) oHaM.Ha 3a TpOrpamoro:
“3ipka Aasuaa”; “Tlam’sti C.ITapaakanona”,
“Aneropii”. — &xy (Kni). 195,2

11. “Hicaiion”. Kusonuc. E€ny Ka

MMCTeng Vi gamn — CXy ?ﬁm) 1993

“Kunst der Ukraine. Polystilismus”
(Berlm/Ladeb ). 1993,

“Tpapuyii anesnua” Kuporye. Ipyro-
nn —, Myseit ictopii Kuesa; “Manennu-
UEH " (Mocksa, Kuin). 1993.

or € aobos”. JKusorme. TTep

1. The exhibition of drawmgs The group ex-
hibition. The Artists’ Union of Ukraine
{AULD: Kiyv 1977
2. “Drawings '87”. The group exhibition.
AUU K v1987
3 Le groupe. Galerie d’art con-
tem ram d’Atlan. Lorgues, France, 1990.
mnn?}e The personal exhibition, The
Wntets nion of Ukraine (WUU): Kiyiv,

lndia in Creations of Ukrainian Artists.”
Exhxbmon Painting. House of Soviet Science.
Culcure and Art. (Enlcutta New-Delhi. 1990.
. “The April Theses”. The ALIMPIY Pro-
%)ram The works from artistic shops and Ihor
ychenko's collection. Kiyiv, 1991.
7. “Painting of Olha Petrova ” GENESIS Art
Gal erﬁ Ca cutta, 1991.

e Art of Free Ukraine.” Painting.
Sculpture The ‘E;lou exhibition. Kiyiv-
Nottingham-Lon E
9. “Vita Nova.” The ALIMPIY Program. The
works of Ukrainian artists: from late ‘Sos to
i;ﬂ% ’90s. Thor Dychenko’s collection. Kiyiv,

10. Paintings. The personal exhibition. Pro-
ram: “The Star of David”; “In Memoriam
1Agl’gail';«ldzl'nanov s “Allegones AUU, Kiyiv,
11. “Nisayon”. Paintings. The Jewxsh theme
in the art of Ukraine. AUU, Ki 3.
12. “Kunst der Ukraine. Polysti smus" Ber-
lm/Ladeburg 1993
of Malevich.” Pai

The grou exhibmon The Museum of the
History of Kiyiv. “Malevich Center”. Moscow-
Kiyiv, 1993,
14. “God Is Love”. Paintings. The personal

't ,(“nv 1994

(Kmn) 1994.
~KoHTpa-nynkr”. JKusorme. Tpymo-

62 Ba. — KMYM (Kwuis). 1994,

15. “Art - Counter - Point.” Paintings. The
Elou exhibition. The Kiyiv Museum of
krainian Art. Kiyiv, 1994.

* Paris. Nearthe Picasso Museum, 1990

Bins My3eto Mikacco. Mapwx, 1990

MOHOTPA®IY

Cro Berpey B mupe mekycersa (B coasTop-
ctBe ¢ Hepommsuusim ILA.). — M., 19

Kpaclogrgals tonoctn (KHura-aasbom). — M.,

Bikrop Pmwxkux. — K., 1986.

DOABKAOPH3M B COBPEMEHHOM M306pPa3nTeAb-
Hom mckycctse Yxpanupt (60-80 rr.).
Pecriybankanckas accoymayms  yKpau-
uucros. Kuescknit l‘OCyAQPCTBeHthH MH-
cTUTYyT KYABTYph. — Knes-Ueprosysi,
1992.

Aanre AAMTbEDH B WCTOAKOBAHMM XYAOXKHM-
xon (“Boxecrsennas Komeamss” B m3o-
6pasureassom uckycerse XIV-XX a.).
Amncceprayus u asropedepar. —M., 1974.

CTATTL

TToesis, Muc-rex_.rmo, vac. — “Beecmit”. —
1971. 109. e o

Papscrki iarocrpatopy Aanre, — “O6paso-
TBOpYe mucreyrso”. — 1973, — N°5

Munmariopsi “\/p6uﬂu<oro xopexca”. — “Ue-
wyeetno”. — 1973. — NeY.

ConeTcKhe MAAmcrpaTopbx Aante// B xu.:

“Uex ccgno kunrn” 68/69, sem. 8.
7

Cranonaenme rpaduka. — “Tpopuecrso”. —
197 Ne9.

Ha xpoiabsx nouckos. — "Tpopyectso”. —
B — Ne10.

AnaAgaTb Aer yxpamxcmro acramna. — "Tnop-
uecrso”. 1977. — Ne 6.

Tlenseas PyGeHCn —"Vxpaina”. —
1977. — 'Ne26.

Aeonapao Aa Binui. —”Vkpaina”. —
9’}’7. Nei5.

“Boskectsennas Komeans” - mnp Aanre. —
"Awrepa'rypa n Te”. —Bem. 6. — M,

B nowmckax BBIPA3UTEABHOCTI ()Kmnonmu|
[. Heaepoma). — BOPYECTBO
1979. — Ne5.

Choso n{>o Kpacy ilApy)KGy, —"Vkpaina”. —

(DoAhKAoprxe q>au-rraam4 B kepamuke (06
0. Pana“) —” AeKopaTiBHOE MCKYCCTBO
CCCP”. — 1981. — Ne9.

Dmueprust ciokera (>kupormmcely I/l ['pmo[m—
es "Tpopuecrso”. — 1983. —

Xym)xec‘rnenuo 3CTETUYECKOE BOCITUTAHNE —
BaOKHEIA GaKTop GOPMUPOBAHMS AYHOCTH

C6,: Pasnmou COLMAaAM3M W AMY-

noers”. — K.,

Anaroanit Ammapen // CG “Coperckas u-
sornes”. — M., 4.

Mup,_Aobporer ()Kunonncr- 3. /\epMﬂH)
“Tsopyectso”. — 1985. — Ne§

CTaHonAeHue x AO?KHMKG (rpat}mna C. SI:\(X
'rormqa “Ianopama-85”. )

Bucomcn ixinoi ApyxGu (Baan i Tanpuaci-
ko). —"Birumsna”. — 1986. — Ned.

}Opmi Ayukenm / / CG.: “Coserckas >xuBo-

Bm—xo :x AABHUHY (excnoaugm AEP)KQBHOI‘O
my3ero th'reg'm Tp;:u\ “Vxpai-
na". —

Aepsith Tem-: xomnoaugnu 13 OAHOW CTEHO-
rpammbr (Beecotostias Kondepenywus mc-
KyccTBoBeAoB). — ” AekopaTusHoe muckyc-
crso CCCP”. — 1988. — Ne3.

CoanyenokaouHuK ()Kumnuceu A. Anma-
pes). —"Oronex”. — 1988." — Ne8.

O naTiopMopTe M He TOABKO O Hem (KMBO-
nm:eg . Peynos). —"Tsopuecrso”. —
1989. y

d)oAbKAoprxe TPAAULHU B COBPEMEHHOM YK~
DAHCKOM MAAIOCTPAUUM. — “Uckyc-
cro”. — 1989. — Nes.

Coit na Tphox kurax (sucraska “Cea-
uin-89"). —"0O6pasorsopue mucrey-
T80”. — 1990. — Rl

Cruausayus uaM mpersopenme TPAAMLHILY
(Auasor o cruansayun). — Tpopuec-
T80”. — 1986. — Ne6.

Moctn a0 maribyrinoro (rpa ika B. Topaiituy-
xa). —"Vkpaina”. — 1987. 109.
Herpapnymnonnas rpaqua — “Tsopuecr-

Bo”. —1988. —

Omma Xyynmsuaan-3apanuusuasn. JKuso-
rinch. Texer karasora. —T6uancu, 1990.

Tlpo crpuiinaTrs HapOAHOT CraATyuHM MPO-
deciitnumn xysoxumkamu. —"O6paso-
TBopue mucteyrso”. — 1991, — Ne5.

“Ayx enpeiicsa” B TBOPYECTBE eBPEICKUX Xy-
Aokumkon Vipanmst. — “Jews and jewish
topics in the Soviet Union and Eastern
Europe”. — 1992. — Ne2 (18).

€npeiichki XYAOKHUKM YKPATHCHKOTO am-
Ae%rpayrmy —"Cyuachicrs”. 92.
Ne

Dopmyaa Criaca (rsopyicts O JKusorkosa). —
"Hona fenepayia”; — 1992. — Nel;
Anpom A0 xpam{; —"Hosa fenepayis”. —

992.

H.IA npipsoio (anaais aBan fapAHOTO MuCTel)-
TBa Ykpainn). —"Busboarnuit masx
(Aomnpon). — 1993 —Ne1

Konr MUCTEYTBO Luec'rMAecn'rHMKm s =

n3soabuuit masx” (Aonpomn).
1993. — Ne9.

Hapinue casro sxurts (TMam'sti C. Tlapaaka-
Hopa). — CX‘JZCHICTE . — 1993, — Nel.

Cenc “Hicaitony”. Teker po katasory. — K.,

1993.

Bepikaoba Cepris I'apasxanosa. (Anaais nu-
crapkn). —"Cysacuicrs” (3aaH0 A0 ADY-

Sk nl}t’LOKO BiH KMB (Mm«ma Ayxam).
"Bussoabnuit wasx” (AonAoH) .
1994. — Ne5.

B ouikypanni l'vo, abo spmapox Gea nox -
1in, ¥ go Y
I[L])Lm‘um (nocTanaHfapA Cepl‘m ﬂapaA~
skanona). —”Cxap6” (3AaHO A0 APYKY).

HAVKOBI
IIVBAIKALIY
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