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XYHOXHNK BHYTPILURBbOTO OFNOPY

Ha nepwwn nornag Muxamnno JlilwmHep 6yB 3BMUYain -
HUM PAOSHCBKUM XYOOXHWKOM. Ynen Cninku, BUKNA-
004, GBTOP 3ArANbHOMPUMHATUX LEH3YPOIO CIOXETIB.
Ta BAPTO 30TPMMATMCS Nepeq Moro KapTUHAMM 6000
HA XBWVHY, | BiQYWYBAELL, 9K MOMUASABCS. Y KONbOPAX,
KOMMo3uuii, dirypax X1Be CyMHIB, CBOOOAA, BHYTPILL-
H9 OOCTATHICTb, iHAMBIAYANI3M. Te, Yoro B odiuiHOMY
mMucTteuTsi CPCP He Morno éyTu.

OTtxe, JliLupHep nuLle BAGBAB i3 cebe paasgHCbKoro
MUTLS. Hacnpaeai X BiH CTBOPMB MOBY BHYTPRILLHBOIO
OnopYy | TOMY 3CNNLLMBCS OKTYQIbHMM HOBITb TOAI, KONK
COUPEeaniaM 3HUK | 8K I0e0Norid, | 9K eCTeTUKA.

Muxarno JliwwmHep Hapoameca y 1912 poui y Tvpacnoni
(HMHI MonpoBsa). 3 OUTUHCTBA, XM1BYYM Cepen TPLOX MOB
i KynbTYP, BiH CHOPMYTOBAB KOCMOMOMITUYHE GAYEHHS
cBiTy. JlilmHep MaB My3uuHMI Cryx | rpaB Ha dopTeni-
aHo. OgHaK, Bif, My3WYHOT KOP'EPU BIAMOBMBCS HA KO-
PUCTb XumBonucy. LLlonpaena, 4yTTs 3ByKY TOAHCHOP-
MyBQOB Yy BIOUYTTS KONbOPY Ta popmu. NogiéHo o MNayns
Knee, akum NpsaMo OTOTOXHIOBAB XMBOMMC i3 My3MKOHO,
HO3MBAIOYM NiHIKO Menomieto, a Konip akopaoM, Jlium-
Hep 6yOyBAB KOMMO3MLLI 3 BiQUYTHOK MY3UYHOIO PUT-
MIKOIKO, MOBTOPOM MOTMBIB | Mepenayeld TOHOIbHOCTI
KONbOPOMM.

Y 1931 poui JlilwmHep 3akiHYmMB Kam'aHelb-TToginbcbky
XY[AOXHBO-MPOMUCIIOBY LIKOSY. MIOro TBOPYMM HACTAB-
HKKOM 6yB Bonogummp FareHmencrep, aknm B6a4aB
y MONSPCTBI METY HE KOMIKOBATU HATYPY, O 6yOyBATHU HO-
BUI NPOCTIP, HACKYYIOUM MOrO 3HAKAMKW. CaMe L puca
MOLEPHICTCHKOT MOAENI XMBOMUCY — MPAMHEHHS LLYKOI~
TU CYTb Y 3BUYHUX OKY SBULLAX TA MOEAMETAX, CTAHE
y TBOpYOCTI JlilmHepa GyHOAMEHTANBHOHO.

Y 1941 poui Muxamnno sctynme ao KuiBCcbkoro gep-
XABHOIO XYOOXHbOrO IHCTUTYTY, A€ HOBYOBCS Y KOMO-
pucta lNeTpa BonokngiHa. bepyyun y4acTs y HIMELbKO-
POASHCBKIM BirHI, JliLHEepP NPOMLWOB ronoa, BTRATH,
PYVHALIKO CAPOBEOIMBOCTI, OOBIPW M 3BUYHMX HOPM
Mopani. Bce xuTTd BiH KOMNEHCYBATMME FipKMI OOCBIA,
NPArHEHHAM OO YCAMITHEHHS 1 BIBAAHICTIO MOOEPHICT-
CbKirt MOLENi MOLLYKY FOPMOHIT.

Ha npoTtmeary iHWWM XyOOXHWKAM, 9Ki MOArHYn
0O BCECOIO3HOMO BU3HAHHS, JliLWMHED HIKOAKM He XO-
TiB EMIrPYBATW aHi 0O MOCKBMW, AHI 30 KOpOOoH. [icns
1945 poky BiH CBIAOMO 3Q5MLLIABCS Y JTbBOBI, UM He ean-
HOMY MICTI YKPQiHK, WO 36eperio €BPONENCBKNA QyX
HQO Ti YHIQIKOBOHOI pOOFHCBKOI CipOCTi. Ha nbBiBChbKE
XYLOXHE CepefoBMLLE BMMBAIM MObCBKA TA ABCTPIN-
CbKO OKOOEMIYHI LIKOAK, aKi HOguxanu | JliwmHepa.
LLlonpasaa, $opManbHO BiH 6yB 3MYyLLUEHU MPUAHATA

COLONICTUYHMIM Peani3M aK OILLIMHY MOBY MUCTELTBA.
OpHak, yxe Tofi 3'9BnatoTbCs CTUAbOBI IHOMBIOYANb-
Hi PUCK: BIACYTHICTb CIOXETHOrO NadOCy, CRPOLEH-
H9 GOPMU TA CXUMBHICTb OO FrEOMETPUYHOI MOOYOOBM
KOMMNO3WLT.

Y nicnapoeHHomMy CPCP pgigana XopcTka cucTeMa ige-
ONOTYHOrO KOHTPOSMO MUCTELTBA. Byab-aKnin BIACTYN
UM AEKNaPALf HOBMX GOPMOTBOPUMX EKCMNEPVMEHTIB
O3HAYOM NPOdECINHE COMOry6CTBO, G YACOM | Pizny-
HE BUMHAHHS. JliLmHep OBUPAB HA MOBEPXHI LLINKOM
MOUAHATHUI QIryPATUBHWIA PEAi3M, XOHPOBI CLIEHN
3 XAPOKTEPHUMK HA3BAMM, BCEPEOMHI 9KMX Ydainacs
ECTETUYHA KOHTPABOHOA.

31947 no 1954 pik JlilwmMHep BUKNAQAB Y J1bBIBCbKOMY
IHCTUTYTI NPWKNOAHOIO | AEKOPATUBHOMO MUCTELTBA.
3 cepeamHn 1950-X XygoxXHMK OCTOTOYHO 3HAXOAMTb

ot

Muxavino JliwmHep y mavicTepHi. OaHA 3 OCTAHHIX CBIT/IMH XY.OOXHUKA.



CBil NOYePK: BBOANTb MOCTKYBICTUYHI 06EMU, MAOLLMH=
HY FEOMEeTPWYHY OPraHI3ALIKD MPOCTORY, BCE BiNnblue
y3aranbHoUM GopMmy. Temm Bce L OBMPANNCS «Mpa-
BUNbHI» (NPALs, PAOSHCHKMA NOBYT, IHAYCTRIANbHI Clo-
xeTu). T BOHM HABYNM IHLLIOTO, MMBLLIOIO 3MICTY Yepes
KO, SKWIM 30ATHUM YTPUMYBATK KOMMO3KMLIO. MNaniTpa
BXe XAPAKTEPW3YBAIACH MMMEOKMMN OXPAMU, CUHIMK,
3€NeHUMM, TEMHO-YEPBOHMM TOHAMM — 63 OEKOPA -
TUBHOI CTPOKATOCTI, Af1€ 3 HOMPYro PUTMY 1 CTRYK-
TYPHOK PIBHOBAMOHO.

Micnga Buknogaupkoro nepioay JlilwmHep mamke 20 po-
KiB MpaLoBaAB y XyOOXHbOMY doHAI. PO60TO faBaAnd
CTa6INbHICTb, ane BogHO4YAC | TBOPYY cBo6Oady. TaM
BIH HE MYCMB MOCTIMHO 300BATW «iAeOA0rYHO NPa-
BUJIbHI» KQPTWUHM N9 BUCTOBOK, MPALOKOYM «B CTif».
HOTOMICTb 30MMABCSH OQOPMIEHHAM IHTEP'EPIB, MO3QI~
KOMW, OEKOPATUBHMMK MAHHO. YBECH BifTbHWM YAC BiH
NPALIOBOB HOL CBOIMKW POBOTAMU. 3HOKOBUM NOAOT-
HOM TOrO YACY MOXHQA BBOXATU «[TOAKTUYHE 3aHATTS»
(1967). Ha neplumm nornag, ue 3BMY4anHA aKageMiuHa
CLIEHO: CTYAEHTH, MonboepT, Moaenb. OaHAK, B YMOBOX
pPAOgHCBKOro MncTeuTea 1960-X, LLIO MAIO OCMIBYBATH
NPALO, IHOYCTPIO UM repoiKy, 3BEPHEHHS OO TIOACHKOro
TiNA TO TBOPYOCTI.B MOMEHT i HOPOOXEHHS 6YNo OOCUTb
CMINMBUM KPOKOM.

Ak i Mapk Waran, JliwmHep mmnéoko BiavyBOB eBPREN -
CbKUI KYNBTYPHUIA KOA: MY3UKQA | TOHEeLb 9K CMOCO-
61 OYXOBHOIO BUXMBOHHS HAPOLY. Y MOro NOMOTHAX
(«MpWTHa», «My3UKAHTU HOQ MICTOM») BIQYYTHW BNIMB
LIAraniBCbKO! AyXOBHOI MoaBITALl, e 36epiraeTbcs
NBBIBCbKA, Gifbll CTOUMAHA MAACTMKA, Gifbll XAPAK-
TEPHO ANS ABCTRIMCBKOrO XMBOMUCY TOrO Yacy.

My3UKOHTW W BYSIUYHI QPTUCTU, LLIO HEMOBOW 3iALLNN
3i cTopiHOK TBOpPIB LLlonoM-Anenxema, TPAKTYOTbCS
JlilWmMHEepOM He gk pedrbHi, O Sk apXeTUnivHi 06pa-
3u. BiocyTHICTb Ny6nikm HO NONOTHOX | GOKYC ABTOPC
HO MEePCOHOXI € CBIAOMOKO BIAIMOBOKO GBTOPA Bif 30~
BHILLHBOIO BU3HAHHS.

B ogHin 3i 3HakoBux pobiT 1970-X, «Tpybau», Muxamno
NiwmHep NoeaHAB Ky6iaM, MOCTCE3AHI3M | AEKOPATNB-
HWM eKCNPECIOHI3M, BOGIO 30MACKYBABLUM TBIP Mif pe-
QNICTUYHUI CIOXET. Hacnpasai X KoMip TyT BUCTYNAE
QPXITEKTOHIYHMM 30COB0M, LLIO MOAENOE MPOCTIP | PUTM,
NePETBOPIOIOUM 306PAXEHHS HO MAACTUYHY NAPTUTY -
py. CBITANO BMXOONTb i3 CAMOI Qirypu My3MKAHTA, CTBO-
PIoOUM edbeKT BHYTRILLHBOrO CAMBA M MiOKOECTIOHN
OYXOBHY CYTHICTb My3uKW. [eOMeTpr30BaHE OOBKINNS
NPOTUCTABNSETLCA XMBIN Girypi, MiGIYUHOMY TBOPLLIO 3By~
Ky. PUTMiKa KOMNO3ULiT NeperyKyeTbCs 3 PAHHIM Jlexe.

KapThHQ, WO 306paXaE BYIVYHY KOPHOBASBHY CLEHY
(1988) — cnpaexHin TpiyMb PUTMY. XyOOXHMK 30600~
Xae Mackapad, NigBoAdaYM OO MFAAYA MO Yepsi KOX-
HOroO MEePCOHOXA, HEMOB 3 TeATPY IMNPOBI3ALT, ITa-
nincekol komedil gens apte. KonbopoBa ramMa BUOYXAE

«Tpy6au», 1970

YEPBOHMMU, GIONETOBUMM, XOBTUMM MASIMAMM, LLIO HIGK
MyNbCYKOTb Y CBIT/I PAMIMN.

Y 1972-1990-x poKax, MCNs 30BEPLUEHHS POOOTH B Xy-
OOXHbOMY GOHAI, JTiLMHEepP CBIAOMO I30/IIOETLCS BIf
OILIMHOrO MUCTELLLKOIO MPOLECY, CTBOPRIOKOYN Y CBOIN
NbBIBCbKIiM MANCTEPHI ABTOHOMHWI CBIT. TaKMin CNOCi6
XUTTS CTAB GOPMOIO 30XUCTY OYXOBHOI KOHLEHTPALLI.
BiH npopoBXye MUCAUTK KaTeropisMn GopMu, ane ae-
[ani yacTilwe — y MeTadiznyHOMy BUMIPI. Ioro xmsonmnc
aenosi Ginblue TaXie 0O My3KKU.

Y «Mnawkosin gedingani» (1972) NiwmHep nepetsopioe
HATIOPMOPT HA IHTENEKTYANbHY KOMMO3WLto, Ae npen-
METU CTAKOTb PUTMIYHOK CUCTEMOK GOPM i MNOLMH.
Komnoauuis BMéyaoBaHA y BepTrkasi. CBITIO piBHOMIp-
HO PO3MNOQINEHE M CNYrye IHCTOYMEHTOM OOCTPOKTHO-
rO MUCNEHHS, O HE NPUPOLHOrO OCBITNEHHS. «[lapag»
MASLLOK MAE IPOHIYHMIA MIOTEKCT | BUCTYNAE MPOTECTOM
NPOTU CTOHOAPTU3ALT PAASHCBKOrO MOBYTY.

PaLioHanbHa OpraHiaauis MpoOCToRY, CUHTE3 KOHCTRYK-
Uil 1 OYyXOBHOCTI, MPArHEHHS 0O «4MCTOI FAPMOHIT dop-
MK» — yce L€ BIACMNAE OO0 CROALMHM XyOOXHWMKIB [Nayns
Knee, |7|o3eq>o Anbbepca i BOOHOYAC A0 NeaaroriyHoro
npvHUMNYy bayxayay, e Kpaca, QyHKLIS 1 CEHC iCHY-
IOTb B €0HOCTI.

«HATIOPMOPT Y ryLyrbCbkoMy cTuni» (1982) ctae Bnpa-
BOIO Y MIIACTUYHIN PIBHOBA3I, e KOXeH npenMeT npu-
MMOETLCSA 9K CAMOCTIMHMI O6'eM. ABTOP 306paXye

FAVHSHWA NOCYA, YAMHUK, KBITW, ENEMEHTU MYyLIYNbCbKOro
NOBYTY, LLIO YUTAIOTLCS, HEMOB CAKPASbHI 3HAKM KO-
NeKTUBHOI NnaM'aTi Hauii. ManiTpa M'aka, NoGygoBaHA
HO NOEOHAHHI POXEBO-OXPUCTUX | CIPO-BAAKNTHUX
BIOTIHKIB, LLIO HOACQKOTb CLEHI KOMEPHOCTI.

JliwmHep MMCMTb GOPMY He gK MPEAMET, a 9K NPOosB

CBIZOMOCTI — L& KOUYOBMM NPUHLMA GEHOMEHONOTIT

dinocoda Nyccepnd. Y MOro XMBOMUCH «OyTTd peui»
PO3KPUBAETLCS Yepes CMOMAAAHHS, O HE Yepes Onuc.
XyOOXHUK HIBU «3yMUHAE» YAC, BIOOKPEMUBLUM NPEM-
MET Yy CTOHI YUCTOI MPUCYTHOCTI. TTNFLWKNM, MYy3UKAHTY,
dirypu, orofieHe TiNo, NOPTPETU HA TN APXITEKTYPHMX
dacagie — He NOBYTOBI 06PA3N, O GEHOMEHW UyTTE-
BOro Joceiay.

ABTOP BIOOCE MEPEBAry 3eM/IUCTUM KOSIbOPAM, MO-
6Yy0OBOHUM HA MOEAHAHHI OXPW, CUHBOTO, 3€/1EHOTO
TO YEePBOHOrO: KONbOPIB 3eMJIi, HEGA, XUTTH M KPOBI.
30BOSKM LIbOMY HABITb HOTIOPMOPTKM | nopTReTH Jlitm-
HepPa TAXIOTb 4O MOHYMEHTASIBHOTO XMBOMUCY,.

«[ngwkosa gugingaa», 1972

Po6oTtn Muxanna JlilmHepa YacTo NOPIBHIOKOTH i3 TBO-
pamu Naéno lMikacco, ogHAK ToM NPALKOBAB B YMOBAX
€BPONENCHKOro ABAHrApAY, Ae CBOGOAC EKCNEePUMEHTY
6yna A6CONKTHOK LIHHICTIO. JTiLLMHEP XMB Y 30MKHYTI
cuctemi CPCP, ge 6yab-ske BigxXmneHHs Big peaniamy
MQIO HOCAIOKK, NPOTe MOMY BOAABAIOCS MUCIUTY HE~
30/IEXHO i B MICLi CYLLINBHUX OBMeXeHb. AKLLO [likacco
PYMHYBAB GOPMY, LLIOG BIOKPUTW MAAYEBi MHOXMUHHICTb
6aueHHs, To JTimHep, HOBNAKM, BIAHOBMIOBAB BHYTPILL-
HiM NOPAOOK GOPMU, PATYIOUM B Hi MPOCTID OYXOBHOI
ceoboamn. O6MABA XyOOXHUKU MUCTSTb FEOMETPUYHO.
LLlonpaeaa, ong MNikacco ky6iam — cnocié aHani3y CBi-
Ty, ons JliwmHepa — cnocié 3axmcTy GOpMun Big XAOCY.

[na lMikacco Tino — noniroH emMouinHol arpecii, a y Jli-
WMHEPQ — NPOCTIP PIBHOBAMA. Y CBOIX HIO-MOOEPHICT-
CbkMX ekcnepumeHTax JlimHep B6aYaE B TiNi ApxiTek-
TYPHY dopMy. Moro dirypu MaioTs BIQUyTTS BArl, onopwu,
IO CROPIOHIOE iX 3i CKyIbNTYPOI0. KOXHA MiHig BUBIPEHA,
OBEM MPALIOE HE YepEe3 EPOTUYHICTb, O Yepe3 MNac-
TUYHY Hanpyry. Bigrak, y «Mpo6ymxenHi» (1976) MiwmHep
PO3MAAAE TINO HE 9K YyTTEBUIM OBEKT, O 9K PXETUMIYHY
CTPYKTYRY, Mamxe GPEeCKOBY 1 No3a4yacoBy. JlimHep
OOCniOXye NMNOAChKE TiNO 9K YHIBEPCANbHUI CUMBOS]
OYyXOBHOrO 6yTT4. KOMNo3uLis No6yooBAHA HA TAPMOHIT
NPOTUIEXHOCTEN: AKTWUBHOIO YOMOBIYOrO M M'9KOro Xi-
HOUOIro HAYAN, LLO 3'€AHYIOTbCS EHEPIETUUYHUM MNONEM.
CBITNO BUXOOMUTb i3 Tif1, CTBORIOIOUN eheKT BHYTRILLHBOrO
CAMBA ¥ NIAKPECTIOYM OYyXOBHY EAHICTb MEPCOHOXIB.
[ikacco 3BepTAETLCH OO AHTUYHOMO Midy K O OCO-
GUCTOT gpamMu. JTiLLMHEP — 00 YHIBEPCOSBHNX APXETN-
niB IOACBKOI €AHOCTI. Y «Tpy6adi» M1 6AYMMO repos,
LLIO CTBOPIOE 3BYK 9K KOCMIYHMM GKT — i LIe UM He ean-
HO 6YKBASIbHA NAPANenb A0 NIKACCIBCbKOro Midy npo
XYOOXHUKA-TBOPLS.

Micnsa 1980-x y TBORUOCTI JliLmHepa 3'aBndeTsCcs cno-
KiMHQ SCHICTb, HIGW PEe3yNeTAT AOBMMX NOLWYKIB FAPMOHIl.
KaptuHa «Mpii» (1983) € NOBOPOTHOK TOUKOK Bif, KOH-
CTPYKTMBHOMO 4O MEAMTATUBHOMO XMBOMMUCY. POPMY BiH
CMPOLLYyE OO MAMXE MAOWMHHOMO Y3ArAfbHEHHS, KO-
bOPWV CBITNILAKOTE, KOMAO3ULS CTAE Ginbll CUMETPUY -
HOLO, Maxe MOHyMeHTabHOLO. icnsg 80-Xx B po6oTaX
XYOOXHWKO 3HUKOE CIOXETHICTb, HOTOMICTb 3'4BSETLCS
CMMBOJII3M: HOTIOPMOPTH 3 MIHIMYMOM MPEAMETIB, Men-
30i 6e3 Piryp, ane 3 M'9knM, PO3CIFHUM OCBITNIEHHAM
6€3 KOHTPACTIB, LLO OJ€E Bia4yTTS BCEPEOMHI OCBITIE~
HOro NPOCTOPY. ABTOP NpArHe OO y3AranbHEHHS NiHil,
00O CMOKIMHOI PUTMIKM 1 BIACYTHOCTI APpAMOTU3MY. Moo~
ALOBLUM LUAFX Bif, IHTENEKTYONbHOrO KOHCTPYKTMBI3MY
0O BHYTPILLHBOI ACHOCTI, JTiLWMHEeP 3an1wmB No Cobi Xu-
BOMWUC, Y IKOMY KPACA PIBHOBAMY NEPEMArae XA0C YACy.

ABTOPKA:
PokcaHa Py6énescbka



AN ARTIST OF INNER RESISTANCE

At first glance, Mykhailo Lishchiner seemed like an or-
dinary Soviet artist, a member of the Union, a teacher,
an author of subjects approved by the censors. But if
you pause before his paintings even for a minute, you
realize how mistaken that impression was. His colors,
compositions, and figures carry doubt, freedom, inner
integrity, and individuality. These were qualities that
could not exist in the official art of the USSR.

So Lishchiner only appeared to be a Soviet artist. In fact,
he created a language of inner resistance, which is why
his art remained relevant even after Socialist Realism
had vanished, both as an ideology and as an aesthetic.

Mykhailo Lishchiner was born in 1912 in Tiraspol, now part
of Moldova. Growing up in an environment shaped by
three languages and cultures, he formed a cosmopol-
itan view of the world. He had a fine musical ear and
played the piano but gave up a musical career in favor
of painting. Yet his sense of sound became a sense of
color and form. Like Paul Klee, who saw painting as a
form of music, calling line a melody and color a chord,
Lishchiner composed his works with a clear musical
rhythm, repeating motifs, and tonal harmonies con-
veyed through color.

In 1931, Lishchiner graduated from the Kamianets-Po-
dilskyi School of Art and Industry. His mentor, Volodymyr
Hagenmeister, saw the purpose of painting not in copy-
ing nature but in constructing a new space imbued with
signhs and meanings. This modernist principle, the search
for essence within what is familiar to the eye, became
fundamental to Lishchiner’s artistic vision.

In 1941, Mykhailo entered the Kyiv State Art Institute,
where he studied under the colorist Petro Volokydin.
During the German-Soviet War, Lishchiner experienced
hunger, loss, and the collapse of justice, trust, and fa-
miliar moral norms. For the rest of his life, he would try to
compensate for that bitter experience through solitude
and a commitment to the modernist search for harmony.

Unlike many artists who sought all-Union recognition,
Lishchiner never wanted to move to Moscow or emigrate
abroad. After 1945, he chose to remain in Lviv, perhaps
the only city in Ukraine that had preserved its Europe-
an spirit amid the standardized grayness of Soviet life.
The city’s artistic environment was influenced by Polish
and Austrian academic traditions, which also inspired
Lishchiner. Formally, he was obliged to accept Socialist
Realism as the official artistic language, yet even then
his individual style began to emerge. The absence of
narrative pathos, the simplification of form, and a ten-
dency toward geometric composition became his de-
fining features.

In the postwar Soviet Union, a rigid system of ideo-
logical control governed the arts. Any deviation or
declaration of new formal experiments meant profes-
sional suicide, and sometimes even physical exile. On
the surface, Lishchiner chose a perfectly acceptable
figurative realism, creating genre scenes with charac-
teristic titles, within which he concealed an aesthetic
contraband.

From 1947 to 1954, Lishchiner taught at the Lviv In-
stitute of Applied and Decorative Arts. By the mid-
1950s, he had fully developed his own style, introducing
post-Cubist forms, a planar geometric organization of
space, and increasingly generalized shapes. He contin-
ued to choose the “right” themes, such as labor, Soviet
everyday life, and industrial scenes, yet they gained a
different, deeper meaning through color, which held
the composition together. His palette was dominated
by deep ochres, blues, greens, and dark reds, without
decorative brightness but with rhythmic tension and
structural balance.

After his teaching years, Lishchiner worked for the state
Art Fund for nearly twenty years. The position provided
stability but also a degree of creative freedom. He no
longer had to produce ideologically approved paint-
ings for exhibitions and could instead work quietly for
himself. He focused on interior design, mosaics, and
decorative panels, devoting all his free time to painting.
A key work from this period is Practical Lesson (1967). At
first glance, it depicts an ordinary academic scene with
students, an easel, and a model. Yet in the context of
1960s Soviet art, which was expected to glorify labor,
industry, or heroism, turning to the human body and to
the creative act at the very moment of its emergence
was a remarkably courageous gesture.

Like Marc Chagall, Lishchiner deeply sensed the Jewish
cultural code, where music and dance served as forms
of spiritual survival for his people. In paintings such as
Parable and Musicians Above the City, one can feel the
pull of Chagall's spiritual gravity, yet Lishchiner preserves
a distinctly Lviv restraint and compositional clarity, more
in tune with Austrian painting of that period.

Lishchiner's musicians and street performers, who seem
to have stepped straight out of the pages of Sholem
Aleichem's stories, are portrayed not as real people but
as archetypal figures. The absence of an audience and
the artist’s concentration on the figures themselves re-
flect a conscious refusal of external recognition.

In one of his key works of the 1970s, The Trumpeter,
Mykhailo Lishchiner combined Cubism, Post-Cézann-
ism, and decorative Expressionism, skillfully disguising

the painting as a realist scene. In reality, color func-
tions here as an architectural element that shapes both
space and rhythm, transforming the image into a kind
of visual score. Light emanates from the figure of the
musician, creating an effect of inner radiance and em-
phasizing the spiritual nature of music. The geometric
environment contrasts with the living figure, the myth-
ical creator of sound. The rhythm of the composition
echoes the early work of Fernand Léger.

The 1988 painting depicting a street carnival is a true tri-
umph of rhythm. The artist stages a masquerade, lead-
ing each figure before the viewer in turn, as if in a theater
of improvisation or an Italian commedia dell'arte. The
palette bursts with flashes of red, violet, and yellow that
seem to pulse in the glow of stage light.

From the 1970s to the 1990s, after leaving the Art Fund,
Lishchiner deliberately withdrew from the official art
scene, creating an autonomous world within his Lviv
studio. This way of life became a form of safeguarding
his spiritual focus. He continued to think in terms of form,
but increasingly within a metaphysical dimension. His
painting grew ever closer to music.

In Bottle Parade (1972), Lishchiner transforms a still life
into an intellectual composition, where objects create
a rhythmic system of forms and planes. The composi-
tion is organized vertically. Light is evenly distributed
and serves as a vehicle of abstract thought rather than
a source of natural illumination. The parade of bottles
carries an ironic undertone and stands as a quiet pro-
test against the standardization of Soviet life.

The rational organization of space, the synthesis of
structure and spirituality, and the pursuit of a pure har-
mony of form reflect the legacy of artists Paul Klee and
Josef Albers, as well as the Bauhaus principle in which
beauty, function, and meaning exist in unity.

Still Life in Hutsul Style (1982) is an exercise in plastic bal-
ance, where each object is perceived as an independ-
ent volume. The artist depicts clay vessels, a teapot,
flowers, and elements of Hutsul domestic life that read
as sacred symbols of the nation’s collective memory. The
palette is gentle, built on a harmony of pink-ochre and
gray-blue tones that lend the scene a quiet intimacy.

Lishchiner understood form not as an object but as a
manifestation of consciousness, a central idea in the
phenomenology of Edmund Husserl. In his paintings,
the being of a thing is revealed through contemplation
rather than description. The artist seems to suspend
time, isolating each object in a state of pure presence.
Bottles, musicians, figures, nude bodies, and portraits
set against architectural facades are not everyday im-
ages but phenomena of sensory experience.

The artist favored earthy tones built on a combination
of ochre, blue, green, and red, the colors of earth, sky,

life, and blood. This palette gives even Lishchiner's still
lifes and portraits a sense of monumentality.

Mykhailo Lishchiner's works are often compared to those
of Pablo Picasso, yet Picasso worked within the Euro-
pean avant-garde, where freedom of experimentation
was an unguestioned value. Lishchiner lived within the
closed system of the USSR, where any deviation from
realism carried consequences, yet he managed to think
independently even under constant constraint. If Picas-
so broke down form to reveal a multiplicity of visions,
Lishchiner, by contrast, sought to restore its inner order,
preserving within it a space of spiritual freedom. Both
artists thought in geometric terms. For Picasso, Cubism
was a way to analyze the world; for Lishchiner, it was a
way to protect form from chaos.

For Picasso, the body is a field of emotional aggression;
for Lishchiner, it is a space of balance. In his neo-mod-
ernist experiments, Lishchiner saw the body as an archi-
tectural form. His figures possess a sense of weight and
grounding that brings them close to sculpture. Every line
is measured, every volume defined not by eroticism but
by plastic tension. In Awakening (1976), Lishchiner treats
the body not as a sensual object but as an archetypal
structure, almost fresco-like and timeless. He explores
the human body as a universal symbol of spiritual be-
ing. The composition rests on the harmony of opposites:
the active masculine and the gentle feminine principles
united by an energetic field. Light emanates from the
bodies, creating an effect of inner radiance and em-
phasizing the spiritual unity of the figures. Picasso turned
to ancient myth as a personal drama; Lishchiner turned
to universal archetypes of human unity. In The Trumpet-
er, we see d hero who creates sound as a cosmic act,
perhaps the only true parallel to Picasso's myth of the
artist as creator.

After the 1980s, a calm clarity emerged in Lishchin-
er's work, as if the result of a long search for harmony.
Dreams (1983) marked a turning point from a construc-
tive to a meditative approach to painting. He simpli-
fied form to near-flat abstraction, lightened his palette,
and made his compositions more symmetrical, almost
monumental. In his later works, narrative disappeared,
giving way to symbolism: still lifes reduced to a few es-
sential objects, landscapes without figures yet filled
with soft, diffused light and no contrasts, creating the
sense of being inside an illuminated space. The artist
sought the generalization of line, a quiet rhythm, and the
absence of drama. Having journeyed from intellectual
constructivism to inner clarity, Lishchiner left behind a
body of work in which the beauty of balance prevails
over the chaos of time.

Author: Roksana Rublevska

Translation: Olha Svyripa



«HaTypHuus B iHTep'epi», 1972

MonoTHo, oniga
79 x 49 cm

"Model in the Interior", 1972

Oil on canvas
79 x 49 cm
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«MpakTUYHe 3aHsaTTS», 1967

[TonoTHO, onig
69 x 88 cMm

2

"Practical Lesson", 1967

Oil on canvas
69 x 88 cm

«[opTpeT 30i Jlepman», 1972

KapToH, onig
69 x 55 cm

3

"Portrait of Zoe Lerman”, 1972

Oil on cardboard
69 x 55 cm



"Bottle Parade", 1972

4 Oil on canvas
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[TonoTHo, onig
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5

«Tpy6au», 1970

[MonoTtHo, onis
M9 x 78,5 cm

"Trumpeter"”, 1970

Oil on canvas
119 x 785 cm

«HesHanmomka», 1988

[TonoTHO, onig
475 x 375 cm

6

"Stranger", 1988

Oil on canvas
475 x 375 cm
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«YaloBaHHa», 1990

[TonoTHO, onig
48 x 58,5 cm

7

"Tea Party”, 1990

Oil on canvas
48 x 58,5 ¢cm

8

«[Mpo6ypxeHHs», 1976

[MonoTtHo, onis
M9 x 78,5 cm

"Awakening", 1976

Oil on canvas
119 x 785 cm
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«HaTiopMopT 3 My3nkamu», 1982 "Still Life with Music”, 1982

KapToH, onig 9 QOil on cardboard
545x%x72cm 545x72cm

10

«Mackapag», 1980

[TonoTHO, onig
91,5x71,5cm

"Masquerade”, 1980

Oil on canvas
91.5x71.5cm
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«PnenTtncT», 1980

[epeeo, onig
49 x 395 cm

n

"The Flutist", 1980

Oil on wood
49 x 395 cm

«Mpii», 1983

KapToH, onis
49 x 79 cMm

"Dreams”, 1983

12 Oil on cardboard
49 x 79 cm
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«MicTo», 1978

KapToH, onis
49 x 70 cm

"City", 1978

13 Oil on cardboard
49 x70 cm

«bnaseHb 3 kpykom», 1990

[TonoTHO, onis
87 x72cm

"Clown with a Crow", 1990

14 Oil on canvas
87 x72cm
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«HaTiopMopT y ryuynbCbkomy cTuii», 1982

[TonoTHO, onid
86 x 66,5 cm

15

"Still Life in Hutsul Style", 1982

Oil on canvas
86 x 66.5cm

«[1Boe», 1990

[TonoTHO, onis
48 x 58 cm

"Two", 1990

16 Oil on canvas
48 x 58 cm
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«CmyTOK», 1977

[TonoTHO, onis
50 x 34 cm

"Sadness", 1977

17 Oilon canvas
50 x 34 cm

«OroneHa», 1976

[TonoTHO, onis
98 X 74 cM

"Nude", 1976

18  Oil on canvas
98 x 74 cm
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«BaxaHHa», 1990

[TonoTHO, onis
70,5 x 61 cm

"Desire", 1990

19  Oil on canvas
70.5x 6lcm

«MicuesicTb y nepegrip'i
KapnaT», 1983

[TonoTHo, onig

76 x 58 cm

20

"Locality in the Foothills
of the Carpathians”, 1983

Oil on canvas
76 x 58 cm
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"Cello Player", 1990

, 1990
21 Ojlon canvas
75 x56.5cm

[TonoTHo, onig

75 x56,5cm
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«KBiTH 6ing BikHO», 1981

KapToH, onig
70 x 50 cm

"Flowers by the Window", 1981

22 Ojl on cardboard
70 x 50 cm

«Mackwn», 1990

[TONOTHO HA KAPTOHI, onis
60 x 70 cm

"Masks", 1990

23 Canvas on cardboard, oil
60 x 70 cm
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«Bynuunnin ckpunane», 1990

KapToH, onia
58 x 675 c™m

"Street Fiddler", 1990

24 Ojl on cardboard
58 x675cm

«HesHaomka», 1990

[TonoTHO, onig
73 x 55 cM

"Stranger”, 1990

25 Oilon canvas
73 x 55 cm
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Muxainno JliwmHep (1912-1992) — yKpaiHCbKMiA XMBOMUCELb MOMAOBCHKO-
ro NOXOOXEHHS, NPEACTABHUK MOAEPHICTCBHKOT TpAOMLUIT JTbBIBCbKOT LLKO-
JIM XUBOMUCY, MANCTEP IHTENEKTYANBHOrO GirypaTmBy TG BHYTPILIHBOIO
ekcnpecioniaMy. Hapoguecs y Tupacnoni (HuHi MongoBsa), y cepeno-
BULL 6ArATOMOBHOCTI T KYMBTYOHOIO NEPETUHY, WO CHOPMYBAIO MOro
KOCMOMOMITUYHE CBITOCNPUNHATTSA. HaBuyascd y Kam'dHelb-T1oginbChkin
XYOOXHBO-MPOMUCTIOBIR Lwkosi (1926—1931) nig kepisHMLTEOM Bonogummpa
[areHMencTepaq, Bif SKOro NePEnHAB PO3YMIHHSA MAISPCTBA 9K MOGYAOBM
CUMBOMIYHOTO MPOCTOPY, TA'Y KUIBCHKOMY XYAOXHLOMY IHCTUTYTI (1934—1941)
y KonopwucTa lNeTpa BonokigiHa. MNponwoBLIN Yepes3 BOEHHI BUNPOOYBAH-
H4, JliLmHep nicng BiMHKWM ocenmiecs Yy J1bBOBI, Ae BMKIAAAB Y J1bBIBCbKOMY
IHCTUTYTI MPUKIAOHOIO | EKOPATUBHOTO MUCTelTBa (1947-1954), a 3rogom
NPALIOBAB Y XyOoxHboMy doHai YPCP (1954-1972). Came y NbBIBCbKWA ne-
piof BiH CHOPMYBAB CBIil1 HEMOBTOPHWUIM CTUMb — NOEOHOHHS rEOMeTPU-
30BOHOT GOPMU, CTPUMAHOT KONOPUCTUKM TA BIAHYYTHOT Ly XOBHOI FAMOHIl.
Monpun odiuinHi BUMOrM CoLiaNICTUYHOIO Peaniamy, XygoXHWK CTBOPWB
BIGCHY MOBY BHYTPILIHBOIO OMOPY, Y KM PeaniCTUMYHA OOONOHKA Mpu-
XOBYBASA MOAEPHICTCbKY CYTHICTb. MIOro TBOPYICTb MPOMLIAG LNAFX Bif
KOHCTPYKTVBHOIO Ky6i3aMy 4O MeQUTATVBHOrO cumeoniaMy 1980-x. MNepco-
HOMbHI BUCTABKM MUTLS Bigdynuca y KnwinHesi (1969) Ta Jbsosi (1972, 1982,
1987, 1991). Po60TM 36epiraioThcsa Y JTbBIBCHKIN HALOHANBHIM ranepei M1c-
TEUTB, XyOOXHIiX My3esax KUnHeBa Ta XMenbHULBKOro, O TOKOX Y MPUBAT-
HWX KOEKLigx Ykpdainu, €Bponn Ta I3painio. JliwmHep HanexuTe 4O KOAa

TUX MUTLIB, 9Ki, HE MOMULLAIOYM PAOSHCBKMIA NPOCTIP, 3YyMifn 36epertm
QOBTOHOMIO XYOOXHbOrO MUCNEHHS | CTBOPWUTW NPOCTIP AYXOBHOI CBO6OAM
BCEPEMHI TOTANITAPHO! CUCTEMM.

Mykhailo Lishchyner (1912-1992) was a Ukrainian painter of Moldovan origin,
a representative of the modernist tradition of the Lviv school of painting,
and a master of intellectual figuration and inner expressionism. He was
born in Tiraspol (now in Moldoval), a city at the crossroads of languages
and cultures, which shaped his cosmopolitan worldview. He studied at the
Kamianets-Podilskyi Art and Industrial School (1926—1931) under Volodymyr
Hagenmeister, from whom he inherited the understanding of painting as
a construction of symbolic space, and at the Kyiv Art Institute (1934—1947)
under the colourist Petro Volokydin. Having endured the hardships of war,
Lishchyner settled in Lviv after 1945, where he taught at the Lviv Institute of
Applied and Decorative Arts (1947-1954) and later worked at the Art Fund of
the Ukrainian SSR (1954-1972). It was in Lviv that he developed his distinctive
style — a synthesis of geometric structure, restrained palette and spiritual
equilibrium. Despite the official dominance of Socialist Realism, he forged
a private visual language of inner resistance, where the realist facade con-
cealed a profoundly modernist essence. His artistic journey evolved from
constructive cubism to the meditative symbolism of the 1980s. Solo exhi-
bitions were held in Chisindu (1969) and Lviv (1972, 1982, 1987, 1991). His works
are housed in the Lviv National Art Gallery, the art museums of Chisindu and
Khmelnytskyi, and in private collections across Ukraine, Europe and Israel.
Lishchyner belongs to that rare circle of artists who, remaining within the
Soviet sphere, managed to preserve an autonomous artistic consciousness
and to create a space of spiritual freedom within a totalitarian system.
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