


MiXHapOaHWA CTYLIRHWA PYX, AKNIA CTPIMKO MOLIMPIOBaB-
cs KpaiHamm 3axigHoi €sponu Ta CLUA B apyrin nono-
BUHI XX CT., CTaB OfHI€l0 3 ACKpaBkX (hOpPM BiSIbHOrO
BUPaXKEHHA aBTOPCHKNX ier i FPYHTOBHO 3aKpinmne Micue
XYLOOXXHBOIO CKla cepeq, LUMPOKOI ramu BuaiB 06pasoT-
BOPYOro M1cTelTsa. Heasaxaroumn Ha rnobanbHuin xa-
pakTep NOLUMPEHHS CTYLIMHOrO PyXy Ta CriflbHAN BEKTOP
PO3BUTKY XYLAOXKHBOIO CK1a B HAMPSIMKY 3BiNbHEHHS Bif,
NPOMWC/IOBOI 3a/1eXKHOCTI, HaLOHaUTbHI LLKOSIM MatoTb
YITKO BMPaXKeHY igeHTUYHICTb. Ha nocTpagsHCLKOMY Npo-
CTOPI XyOOXKHE CKNO Habyno iHAMBIOYaNbHVX PUC Y KOXHIl
3 KpaiH, e NpaKTVKyBasioCH CKIAPCTBO. Hanpukniag,
GanTiCbKi XyAOXKHNKN € MOCIAOBHNKaMM NiBHIYHOEBPO-
NENCHKMX Teuir, 0e OCHOBHUM aKLEHT CTaBUTLCA Ha efle-
MEHTaPHOCTI POPM i MiHIMani3aMi KOJIbOPOBKX BUPILLEHD,
npw BIABEPTOMY TS KiHHI 4O OEKOPaTUBHOCTI. ng iHWKX
HaVBaXKMBILLOIO 3Ha4YeHHSA Mae (POPMOTBOPRYMA Miaxig.
YKpaiHCbKM MUTUSAM BOOHOYAC NpuTamMaHHnin ooKyC Ha
eKCrnepUMEHTANTBHNX HOBaLisiX | 06pa3oTBOPHNX BAACTU-
BOCTSX MUCTELILKOrO TBOPY.

B yKpaiHCbKOMY Xy[40>KHBOMY CKJTi BNPOLOBX CTOMITh
npesanoBana TeHAEHUIS [0 iHTepnpeTauil TpaguuiHUX
METOAIB (POPMOTBOPEHHS Ta AEKOPYBaHHA. HanpukiHLj
XX CT., HATOMICTb, PO3MOYNHAETLCS MNepiog, ekcrnepm-
MEHTasnbHWX MOLLYKIB Y TeXHONOr, 06pa30TBOPEHHI Ta
iAeNHOMY HaBaHTaxkeHHi. Ha uel npouec beanepeyHui
BMVB Mai0 aKTUBHE MOLUMPEHHSA MDKHAPOAHOIO PyXy
CTYAiNHOro ckna n 6e3nocepenHs y4acTb Y HbOMy
YKPAIHCbKMUX MUTLLIB.

[MNioHepamu CTyqiHOrO pyxy Ha TepeHax konmHboro Co-
t03y CTanm opraHi3aTopu Ta y4acHUKM BUCTaBkm «CKIo.
Obpas. lNpocTip», gka Bigdynack y M. JleHiHrpag, (Tenep
CaHkT-lMeTepbypr) 1981 p.: OnekcaHap Ta ManvHa IBaHo-
Bu, Jtob6oB Caeenbera, Pigainb I6parimos i AHapin Boko-
Tel. 3roaoM Ao M'ATIPKK XyO0XKHUKIB AOYHMBCS L OOMH
BiJOMUIA CbOrOAHI NBBIBCEKMI MUTELL PpaHL, HepHSsK.
Cwminvea 11 HenmepecidHa akLjs, KoK cTana BMUCTaBKa

The international studio movement, which spread rapid-

ly in Western Europe and the USA in the second half of
the 20th century, became one of the vivid forms of free
expression of the author’s ideas and firmly established the
place of glass art among a wide range of fine arts. Despite
the global nature of the spread of the studio movement
and the common vector of the glass art development

in the direction of liberation from industrial dependence,
national schools have a clearly defined identity. In the
post-Soviet territory, glass art acquired individual features
in each country where glassmaking was practiced. For
example, Baltic artists are followers of Northern Europe-
an currents, where the main emphasis is placed on the
simplicity of forms and minimalism of color solutions, with
a frank tendency towards decorativeness. For others, the
most important is the design approach. At the same time,
Ukrainian glass art is characterized by a focus on exper-
imental innovations and the visual properties of an artwork.
There was a prevailing tendency to interpret traditional
methods of forming and decoration in Ukrainian glass art
over the centuries. At the end of the 20th century, on the
other hand, a period of experimental research in tech-
nology, imagery, and ideological load began. The active
spread of the international studio glass movement and
the direct participation of Ukrainian artists in it undeniably
influenced this process.

The organizers and participants of the exhibition “Glass.
Image. Space”, which took place in Leningrad (now

St. Petersburg) in 1981: Aleksandr and Galina Ivanov,
Lyubov Savelyeva, Fidail Ibragimov and Andriy Bokotey.
Later, another well-known Lviv artist, Franz Czerniak,
joined the five artists.

The bold and unusual action, which was the exhibition of
the creative group, aroused great interest and was highly
appreciated in art circles. Today, from the perspective of
half a century, it becomes evident that the holding of this
event marks the beginning of a historical epoch in the



BikHo y BcecBiT / Window to Eternity
2018, ryTHe ckno / blown glass, H=55cm

KonbopoBsuii iepornid / Coloured Hieroglif
2016, rytHe ckno / blown glass, H=65 cm
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TBOPYOI MpynK, BUKIMKaNa Befke 3auikaBneHHs Ta byna
BWCOKO OLIiHEHA B MUCTELITBO3HAB X Koax. CbOrodHi, 3
NepcrnexkTUBK NIBCTONITTS, CTAE O4EBWOHO, LLIO 3 MPOoBe-
[OEHHAM LbOro 3axofy PO3MOYMHAETBLCS ICTOpUYHA enoxa
PO3BUTKY CTYAIIHOrO CKa Ha TepeHax KONLLHBOrO
CPCP. BogHo4ac HeobXigHO po3yMmiTu, LLO poboTa MUTLIB
Y KJIKOMi CTYAIMHOT TBOPHOCTI TpMBana BXXe B NonepenHe
[ecaTunitTs, Big nodatky 1970-x pp., a BUCTaBKOBUM
npoekT «Ckno. Obpas. MNpocTip» CTaB NiagCyMyBaHHAM
[eKaam eKCrepuMeHTaIbHVX NOLLYKIB. TakM YMHOM,
YKPaiHCbKi MiOHePK CTYAIMHOI TBOPHOCTI BCbOIO Ha HeLjine
OECATUNITTA Ni3HILLE BKITFOUYMAUCE Y PEBOSIOLHI MpoLie-
C1 PePOPMYBaHHA XYAOXHBOrO cKnsapcTaa. [pn LiboMy
BaXK/IMBO BPax0OBYyBaTV MPUCYTHICTb «3ani3HOI KYPTUHW»,
siKa He 1LLe BUKITKOHaNa yqacTb PaasiHCHKUX MUTLIB Y
CBITOBMX rnoBanisauiiHnx KybTypHUX NpoLiecax, ane i
CyTTEBO OBMEXYBasa X NoIHPOPMOBAHICTb MPO akTyasbHi
nofii CBITOBOrO MUCTELTBA, 30KPEeMa CTyAiIHOro pyxy.
Yxe 3 cepeamnHu 1980-x pp. A. BokoTen i @. HepHsak
DOPMYIOTh IAEHTUYHICTb YKPAIHCBKOrO Xy4OXKHBOIrO CK1a
y CBITi. Y 1985 Ta 1988 pp. XyOoXKHUKM BepyTb y4acTb y
MepLUMX Yy CBITi MDKHapOOHNX CUMMNO3iyMax NyTHOro ckna
B M. HoBi Bop (HexocnoBayvdmHa) pa3om i3 gecatkamm
KOPUEEiB 3 yCbOro CBITY. IXHi POBOTU CTAIOTL BaKaHIMM
B KOJIEKLisIX HANBU3HAYHILLNX CBITOBMX My3eMHMX 30ipOoK
— Myszeto ckna B KopHiHry (CLUA), E6enstodTi (Jaris),
®payeHay (HimevdrHa) Ta iHwmX.

AHpapin BokoTen Ta ®paHL, HepHsiK, a 3rogoM i npeacTas-
HUKM MONOALLIOro nokosiHHg — Onekcanap 3Bip, Bitanin
[iH3bypr, PomaH OmuTpurk, AHapin MeTtposcekuin, OpecT
MpwHana Ta iHwi, ynpogosx 1990-x pp. 6epyTb y4acTb y
MDKHapPOOHMX (POpyMax ryTHOro ckna B YropumHi, Mosb-
i, ®panuii, CLUA, MonnaHgji, Himewunwi, J1aTsil, JuTsi,
EcTonii, Towwo. BnacHe Lelt nepion, xapakTepusyeTbcs
MPOBEAEHHAM HaMBINbLLOI B iCTOPIl MUCTELTBA KiNbKOCTI
CUMMOSiyMIB | KOH(DEPEHLLM 3 XyAOXHBOrO CKIa, OpraHi-
30BaHNX 3 iHiLjaTVBN AMEPUKAHCBKOI acoLliauii XyA0XHN-
kiB cknsapiB Glass Art Society (CLLA); cknoBrpobHN4mnx
nignpremcTs y Yexil («Kpictanekc», «Mo3sep»), MNMonbLui
(«KpocHO»), YropLUmHI («AKa»); MUCTELBKX HABHYaIbHUX
iHcTuTyin y CLUA (LLIkona lMinyak, My3en y KopHiHry),
OpaHLii («CEPDOAB») Ta iH.

BusHaqansHy posb y Mo4aibLLIOMY PO3BUTKY YKPaIHCBKOro
CTYLJIHOrO CKNAPCTBA Bifirpas MiKHapOAHWA CUMMIO3iyMU
ryTHOro ckna y JIbBOBI, 3acHOBaHU AHOpieM BokoTeem

y 1989 p. YNpoOoe»X HACTYNMHMX OECATUNITE KOXHNX TN
POKM XYLAOXHNKM 3 YCbOrO CBITy MPUISAM NpaLoBaTh

00 JIbBOBa, pe3ynbTaToOM HOro ctana yHikabHa KONeKLis
aBTOPCbKNX TBOPIB 270 MuTLiB 3 32 KpaiH. [o cnoga,
OCTaHHil, 12-1 cMMNo3iym, KU BigByBCS B XKOBTHI 2022
p., 4OBENOCS MPOBECTU Mif, PaKETHI OBCTPINN YKPAIHCHKO!
LIMBINIBHOI IHPPACTPYKTYPU POCIMCBKUMU OKYMaHTaMM.

Opio3Huin / Odious
2016, rytHe ckno / blown glass, H=54 cm
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TpunTux / Triptych

1978, rytHe ckno / blown glass, H=32, 41, 34 cm

AHApin BokoTen — 0auH i3 MIOHEPIB MiXKHAPOOHOIO PyXy
CTYLINHOrO CKNa, 3aCHOBHUK Mi>KHapOAHOro CUMmnoaiy-
My ryTHOro ckna ta Myseto ckna y J1bBOBi, 6araTtonitHil
pekTop JIbBIBCLKOI HaLLiOHaIbHOI akagemii MUCTELTB, Ha-

POOHWIN XyOOXHWK YKpaiHW, naypeaT HauioHanbHO! npemil

Ykpainn im. T. LLleB4eHKa, OincHui YneH HauioHansHol
akagemii MmcTelTB Ykpaiin, npodecop. BunyckHnK
Kaeapn XyooXKHBO! Kepamiki JIbBIBCbKOro Aep>kaBHOro
IHCTUTYTY MPUKNAOHOrO Ta EKOPATVBHOMO MUCTELTBA
(cborogHi J1bBiBCbKa HaLlioHabHa akageMist MUCTELTB),
yyeHb P. Cenbcbkoro, K. 3eipuHcekoro, . JoBboLumnH-
CbKOr0, a 3roJoM — ofjHa 3 HaBuaaTHILLVX nocTaTen
Cy4aCHOr0 YKPaiHCbKOI KyNbTypu Ta CBITOBOrO MUCTe-
LiTBa XyAOXHBOIrO CK/1a PO3MoYaB TBOPUMIN EKCIEPUMEHT
i3 UMM MaTepianom Ha noyaTky 70-x pp. Y CKIIOLExy
J1bBIBCHKOI EKCMEPUMEHTATBHOI KEPaMIKO-CKYIbMTYPHOT
dadbpukn (JIEKCD). AHgpin BokoTelt 3acBoiB 6aratuin
[OCBIf, NbBIBCbKMX CKIIOAYBIB CTapLLIOrO MOKOSIHHS, 3HaY-
HY YaCTWHY CBOrO Yacy NpoBoas4n 6e3nocepeHbo Hins
FYTHUX NeYen, 6arato eKCnePUMEHTYIOHM 3i CKITOMACOIO,
OMpaLbOBYKYM HOBI METOOM AEKOPYBaHHS, (DOPMYyBaHHS
BHYTPILLHBOIO MPOCTOPY, 3aCTOCYBaHHS KOMBIHOBaHMX
TEXHIK | (HOPMOTBOPHMX 3aCO6IB.

Y TBOpHOMY A0POo6KY A. BokoTes 3HaxoamMMo Kinbka ae-
CATKIB 3paskKiB AeKOpaTVBHNX Ba3, HAOOPIB 419 MOCyay Ta
KyOKiB, BUKOHaHNX 019 TUpaXKyBaHHA B ckiouexy JIEKCO

GaHapinsb6oKOTEMN

development of studio glass in the territory of the former
USSR. At the same time, it is necessary to understand
that the work of artists in the key of studio creativity con-
tinued already in the previous decade, from the beginning
of the 1970, and the exhibition project “Glass. Image.
Space” was the summation of a decade of experimental
research. Thus, less than a decade later, the Ukrainian pi-
oneers of studio creativity joined the revolutionary process-
es of reforming artistic glassmaking. At the same time, it

is essential to take into account the presence of the “iron
curtain,” which not only excluded the participation of Sovi-
et artists in the world’s globalization and cultural processes
but also significantly limited their awareness of current
events in world art, in particular the studio movement.
Since the mid-1980s, A. Bokotey and F. Czerniak have
been shaping the identity of Ukrainian glass art world-
wide. In 1985 and 1988, the artists participated in the
world’s first international blown glass symposia in Novy
Bor (Czechoslovakia) with dozens of luminaries worldwide.
Their works have become desirable in the collections of
the world’s most prominent museum collections — the
Corning Museum of Glass (USA), Ebeltoft (Denmark),
Frauenau (Germany), and others.

Andriy Bokotey and Franz Czerniak, and later represen-
tatives of the younger generation — Oleksandr Zvir, Vitaly
Ginzburg, Roman Dmytryk, Andriy Petrovskyi, Orest

Prynada, and others, during the 1990¢, participated in
international blown glass forums in Hungary, Poland,
France, USA, the Netherlands, Germany, Latvia, Lithua-
nia, Estonia, etc. This period is characterized by the most
significant number of glass art symposiums and confer-
ences in the history of art, organized at the initiative of the
Glass Art Society (USA); glass production enterprises in
the Czech Republic (Cristalex”, “Moser”), Poland (“Kros-
no”), Hungary (“Aika”); art educational institutions in the
USA (Pilchuck Glass School, Corning Museum of Glass),
France (“C.E.R.FA.V."), etc.

The International Blown Glass Symposium in Lviv, founded
by Andriy Bokotey in 1989, played a decisive role in further
developing Ukrainian studio glass art. During the following
decades, artists worldwide came to work in Lviv every
three years, resulting in a unique collection of original
works by 270 artists from 32 countries. By the way, the
last 12th symposium, which took place in October 2022,
had to be held under missile attacks on the Ukrainian
civilian infrastructure by the Russian occupiers.

Andriy Bokotey is one of the pioneers of the international
studio glass movement, the founder of the International
Blown Glass Symposium and the Glass Museum in Lviv,
long-term rector of the Lviv National Academy of Arts,
People’s Artist of Ukraine, laureate of the National Prize of
Ukraine named after T. Shevchenko, full member of the
National Academy of Arts of Ukraine, professor.

A graduate of the department of art ceramics of the Lviv
State Institute of Applied and Decorative Arts (today the
Lviv National Academy of Arts), a student of R. Selskyi,

K. Zvirynskyi, D. Dovboshynskyi, and later one of the most
outstanding figures of modern Ukrainian culture and the
world art of glass art, started a creative experiment with
this material in the early 1970 in the glass workshop of
the Lviv Experimental Ceramic and Sculpture Factory
(LECSF). Andriy Bokotey has acquired the rich experience
of Lviv glassblowers of the older generation, spending a
significant part of his time directly near the glass furnace,
experimenting a lot with hot glass, working out new meth-
ods of decoration, shaping, using combined techniques
and forming means.

In the creative output of A. Bokotey, we found several doz-
en samples of decorative vases, sets for dishes, and cups
made for replication in the LECSF glass workshop during
the 70 and 80¢. Characterizing the rich spectrum of prod-
ucts made during this period, we see the artist’s constant
desire for experimentation —not only technological but also
formative. In the 1970¢, at the beginning of A. Bokotey’s
work with glass, the forms of volume products often reflect

leHpi Mypy npucBsauyeTbes / Dedicated to Henry Moore
1983, ryTHe ckno / blown glass, H=42 cm

Kosak Mamaii / Cossack Mamay
1983, rytHe ckno / blown glass, H=53 cm
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HapopayxeHHsi maTepii / Birth of Matter
1981, rytHe ckno/ blown glass, H=23-70 cm

8eanHaopinsb6okoTe andriysbokotey=9



ynponoex 70-80-x pp. XapakTepusyto4n baratiii CrexkTp
BMPOGIB, BUKOHaHNX YMPOAOBX LIbOro nepioy, 6aq1mo
MOCTINHE MParHeHHA MATLA 0O EKCMEPUMEHTY — HE JNLLE
TEXHOJIOMYHOMO, ane n opMOTBOPHOrO. Y 70-x pokax, Ha

noyaTky poboTu A. BokoTes 3i CKIToM, Y (hopMax TUPaXKHOI

MPOAYKLi HaCTO MPOHNTYETECA TAKOXK MOMNepenHin 4OCBIA,
aBTOpA 3 KEPaMIKOK: MPU3EMKYBaTi MacuBHi hopmu,
rOpPJIOBMHA 3BY>KeHa Ta 3rooM PO3KpuTa SK y Lutodax,
obMEXeHa KONbOPOBa rama, EKCMPECUBHI AEKOP.
BogHouac, ramy TMpaxxHvx 3paskiB y>xe B TOW Yac Jo-
MOBHIOE PSAL aBTOPCHKMX iHAVBIAYaTbHNX KOMMO3ULN, SAKi
3a XapakTepOM Ha NepLUNA MOrNS HANeXaTb 00 YXKUT-

KOBWX AEKOPATUBHMX Ba3, MPOTE iX BUKOHAHHS BUPa3HO
YHEMOXXIUBIIKOE YTUNITAPHICTL (Cepisa «Meaysu», 1975;
«TpunTux», «duamx», 1982). Pa3oM i3 TM NpUCyTHS
IHTEHCMBHICTb TEXHOMOMHYHOrO EKCNEPVIMEHTY BIGHOCUTH
Ui BMpOo6K CKopiLLe A0 CTYLIMHMX 06’ EKTIB H>XX (DYHKLL-
OHasbHMX. Y LN Cepii 4acTo 3yCTPIHarOTLCS HAMaraHHs
chopmMyBaTV CKaaHi KOHCTPYKLi BCepeanHi 06’ekTy,
3aCTOCYBaHHS1 CKITOBOJIOKHA B EKOPYBaHHI, EKCMepUMEH-
TV 3 CyNbiAHO-LIMHKOB/M CKJTOM TOLLIO.

Locnigri nowwykn A. BokoTtes 1970-1980-x pp. y hopmax
KySb 3i CKIaAHMM BHYTPILLHIM MPOCTOPOM, BUPILLEHNM
BMPA3HUMUN EKCMEPUMEHTASTBHVIMI 3aco6amm, OOKOPIHHO

Bi3ok i3 cepii “Irpawku ana popocnux” / Cart from “Toys for Adults” series

1991, rytHe ckno / blown glass, 20x120x60 cm

10 -aHvaopit=60KOTEM

Cupsya pama / Sitting Lady
2002, ryTHe ckno / blown glass, H=93 cm

.

andriysbokoteys=11
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PiBHoBara / Balance
1991, ryTHe ckno / blown glass, 17x31x60 cm

Cupasdi ¢pirypm / Sitting Figures
1992, rytHe ckno / blown glass, H=27 cm

MnuH / Mill
1991, ryTHe ckno / blown glass, 27x30x40 cm

Yymaubkuit Bi3 / Milky Way
2004, rytHe ckno / blown glass, H=40 cm

andriysbokotey=13



Mpu6opkysay / Tamer HoicTtopuuHi irpu / Prehistoric Games
2015, ryTHe ckno / blown glass, 35x57x20 20015, rytHe ckno / blown glass, 28x60x26 cm

14 -anppins6okKkoTen andriysbokoteys=15



3MIHUM NigXig A0 TPaKTyBaHHS Matepiany («Hymaupkuia
wnsx», 1978; cepia «O6’ekTn y npocTopi», 1983-1984 pp.,
«[eHpi Mypy npucBadyeTbes», 1983). Ckno A. bokoTes, Bi-
OiMLIOBLUN Bif, KAHOHIB, TPaHCOPMYBAIOCh Y CKYbMTYp-
HY MNAacTUKY, B SKill KNOYOBY POJIb, OKPIM TEXHOIOMYHOIO
HOBATOPCTBA, BifjrpaBana iHTepnpeTalid Ta NPUPOAHIn
npouec abCcTparyBaHHs Bif, peanicTU4HoI intocTpauii
(«BepLunuk», 1992; «Cugnmo», 2001; «PiBHoBara», 1991;
cepia «Irpawkn ona gopocanx», 1990-2010-Ti).

Teopunin cnagok A. BokoTest, cchopMoBaHNIA YIPOAOBXK
1990-2018 pp. BapTO pO3rnsaatv B ABOX HaNpsMKax:

3mieb6opeub / Dragon Slayer

1o / blown alass 40x37x25
He CKJIO / blown glass, 40UX5/

the author’s previous experience with ceramics: squat,
massive forms, the neck is narrowed and later opened as
in a cork, limited color range, expressive decor.

At the same time, the range of circulation samples already
at that time was supplemented by several author’s com-
positions, which by their nature at first glance belong to
utilitarian decorative vases, but their execution precludes
practical use (the “Jellyfish” series, 1975; “Triptych,”
“Diptych,” 1982). At the same time, the present intensity
of technological experimentation refers to these products
as studio objects rather than functional ones. In this series,

16 saHopim=60KOTEN

Mpawypu / Ancestors

2016, ryTHe ckio / blown glass, H=67 cm




1x43x35 cm

0bpa30TBOpHa 06’EMHO-NMPOCTOPOBA CKYbNTYPA 1 Ae-
KopaTtuBHi MnacTu. NepLui eKCNePUMEHTN 3 (DOPMYBaHHSA
CKYJIbATYPHOI MNACTUKM 3 rapsayoro naacrta XyaoXKHUK
po3noyaB HampPUKiHL 1980-x pp., BUKOPUCTOBYIOYM iH-
CTPYMEHT OJ151 MPOKATYBaHHS BITPaXXKHOIO CKa, MprBe3e-
HU 3 JTUTBW. Y TOrOHaCHMX CKYNbMTYPHUX KOMMOSULLAX
NPOCNIAKOBYOTLCHA MIHIMANICTUYHWIA Migxia 4O nepepavi
0bpasHocTi Ta NnacTukn («MpoTu Tedii», 1990; «MoB4aH-
He», 1991; cepia «MeauTauii», 1991-1992, «Cim’a», 1989
p.; «Bis», 1991 p.; «XpecT y npocTopi», 1991 p.; cepisa
«Cunpgadi», 1991; «TarHa Bedepsi», 1991; «Bigno4nHOK»,
1992; «[dBoe», 1993; «CoH», 1998).

EkBini6puct / Equilibrist
2016, ryTtHe ckio / blown glass, H=33 cm

there are often attempts to form complex structures inside
the object, using fiberglass in decoration, experimenting
with zinc-sulfide glass, etc.

A. Bokotey’s research in the 1970° and 1980° in the form
of spheres with a complex internal space, solved by ex-
pressive, experimental means, fundamentally changed the
approach to the interpretation of the material (“Milky Way,”
1978; the series “Objects in Space,” 1983 — 1984, “Ded-
icated to Henry Moore,” 1983). A. Bokotey’s glass, de-
parting from the canons, was transformed into sculpture,
in which, in addition to technological innovation, interpre-
tation and the natural process of abstraction from realistic
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®parmeHT eKcnosuuii npoekTy “Moiicei

Y cepii komnosuuin “Irpalukmn gna opocnmx”, BUKO-
HaHnX ynpogoBx 1990-2000-x pp., BMpasHO npo-
CNiAKOBYETBCSA €BOMOLISA NAACTUHHMX MOLIYKIB — Bif,
JIAKOHIYHNX y3aranbHeHb aHTPOMOMOPMHNX 06pasiB

0o YnTabenbHOI Bidyanisalii eMoLin, intocTpoBaHNX
pPyxoM abo MOCTaBOoK CKNSHOI irypu («Irpaluka ans
popocnux», 1993 p.; «BeHepa», 1998; «®Dirypka Ha
Bi3Ky», 1999; komnoauuiga «Momncen», 2003 p.). Npwn
LIbOMY HE3MIHHM XapaKTePHUM eNeMeHTOM BiNbLIOCTi
KOMMO3WLIK € KOIECO — CUMBOJIIYHA BisuTKa A. bokoTes,
BMKOHaHa B PIi3HMX POpMasbHUX, KONOPUCTUYHNX i
TEXHOMOTIYHUX IHTepnpeTaLisix.

[MepenoMH1M eTanoM y CTBOPEHHI MNACTUHHIX KOMMO-
3Lt 6yNo BUKOHaHHSA MacLuTabHoro TBopy «Moliceit»,
npeseHTaLjia skoro Bigdynacsa y 2003 p. y JIbBIBCbKOMY
nanauj MUCTeLTB 3 Haroau 65-niTTs XyaoxxHuKa. Buctas-
Ka ofHiel KOMMNO3uLil, ChopMoBaHa 3 KiflbkOX AeCATKIB (i-
ryp, BiaasepkanoBana aBTOPChLKY iHTepnpeTaLjieto Bibnin-
HOI icTopil. Ller NpoeKT CUMMBOIYHMM YMHOM CTUMYJIHOBaB
TBOPHI MOLLYKN XYAOXKHMKA Y CTBOPEHHI MOHYMEHTaTbHNX
TBOPIB, sKi peanizysanuca B 2018 p.

20 avapins6o0KOTEM
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/ Fragment of the exposition of “Moses” project
2003, JibBiBCbKIVI Nanal mucteyts / Lviv Palace of Arts

illustration played a key role (“Rider,” 1992; “Sitting,” 2001;
“Balance,” 1991; series “Toys for Adults,” 1990 — 2010¢8).
The creative heritage of A. Bokotey, formed between 1990
and 2018, should be considered in two directions: three-di-
mensional sculpture and decorative plates. The artist start-
ed the first experiments developing sculptural forms from a
hot flat glass in the late 1980, using a tool for rolling stained
glass brought from Lithuania. The sculptural compositions
of this period follow a minimalist approach to the trans-

fer of imagery and plasticity (“Against the Stream,” 1990;
“Silence,” 1991; the series “Meditations,” 1991 — 1992;
“Family,” 1989; “Cart,” 1991, “The Cross in Space,” 1991;
the series “Sitting,” 1991; “The Last Supper,” 1991; “Rest,”
1992; “Two,” 1993; “Dream”, 1998).

In the “Toys for Adults” series, performed during the 1990
and 2000¢, the evolution of formal searches is traced —
from laconic generalizations of anthropomorphic images
to the readable visualization of emotions illustrated by the
movement or posture of a glass figure (“Toys for Adults,”
1993 .; “Venus,” 1998; “Figure on a Cart,” 1999; com-
position “Moses,” 2003). At the same time, an invariable
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KonicHuus / Chariot
2017, ryTHe ckao / blown glass, H=23 cm

Y 2010-x pp. BUKOHaHa XyOOXHVKOM Cepid NnacTukm
MEBHUM YNHOM BiOPISHAETLCS Bif nonepegHix. TyT ya-
CTO NPWCYTHI iHTepnpeTaLii 6ibNINHUX CIOXKETIB, ane ok-
piM aHTPONOMOpPMHMX 06pasiB 3’ABNATLCSA 300MOPd-
Hi («3Miebopelb», «3 budkom», 2014; «[pnbopkyBay»,
«[doicTopuyHi irpu», 2015; «Ha BiltHy», «Ogio3Hnin»,
2016). Komnosuii 3a3Bnyaii ONOBHIOKTLCS NiHIMHUMMN
puUTMamMu 3 BUKOPUCTaHHSM CKNoapoTy. KonopuctudHa
rama obmMexkeHa Kiflbkoma oKabHUMU KONbOpamu,
LLIO 3yMOBJIEHE BUKOPUCTaHHAM OOCTYMHOMO 3Bape-
HOrO CKJfa: MoMapaH4yeBoro, ynbTpaMapuHy, MegoBo-
ro, cMaparfoBoro i cynbdia-UMHKOBOro. HanpukiHui
2010-X pp. KOJIopUCTUKa Nighanacsa 3aMmiHam Yepesd
BYKOPUCTaHHSI KONTbOPOBKX CKTOMOPOLLKIB, LLIO TaKOX
Mano Biga3epKaneHHs B cepii KoMnosuuin («Mpalypu»,
«Big npepkis», 2016; «TepakoToBa apmis», «KapasaH»,
«[Mopopox», «Ha nacosncebko», 2017). Y NeBHOMY CEHCI
npouec PopMyBaHHA MUTLIEM LiX KOMMO3KLI Mae iH-
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CTanAUIMHNIA XapaKTep, WO 3yMOBJIEHE BUKOPUCTaHHAM
€NeMEHTIB, BUKOHaHMX Le Ao 2005 p. Ha JIEKC®, oo
3aKpUTTA CKIIOLEXY.

ABCOMOTHO IHLLMM, CaMOCTINHM BEKTOPOM TBOPHO!
AKTVBHOCTI XyOOXHWKa € poboTa 3 NYTHUMM MIOLLMHHMM
KOMMO3ULLIAMIN — AeKopaTuBHMM nnactamu. [NogibHo o
06pa3HOi NAaCTUKK TYT TakoXK HaA3BMYaiHO BUPA3HO
MPOYUTYETLCH EBONIOLLA 0Bpa3HMX pillieHb: Bif intocTpa-
TVBHO-306paXxanbHMX KOMMo3uLin nodatky 1980-x, ae
B2>K/IMBILLOrO 3HAYEHHSA MaB TEXHOJIOMYHNIA EKCNEPUMEHT
(cepist «AnoHCbKI MOTMBMK», 1983; «3mma», 1985; «Ko-

3ak Mawmait», 1987; «BigobparxkeHHs», 1986; «MantoHoK
cuHa», 1991), no abcTpakTHO-acouiaTMBHMX (cepil «<Kpae-
BUOM Pogto44st», «PaHTagil», «BigasepkaneHHsa», 1990-
Ti; «['lendaxkHi MoTnBK», «KpaeBnam KoCcMidHi», 2000-Hi;
«3eneHa nnaHeTa», «Apa», «J1ito», «OdopT», 2013;
«Pesontouisi», 2014; «fonrota», «Kpabosa TyMaHHICTb»,
«TaHeup ManeHbKMX kpokoaunie», 2017).

TepakoToBa apMis / Terracotta Army
2017, ryTHe cknro / blown glass, H=70 cm

characteristic element of most compositions is the wheel
— A. Bokotey’s symbolic “business card,” made in various
formal, coloristic, and technological interpretations.

A turning point in the creation of sculptural compositions
was the execution of the large-scale work “Moses,” the
presentation of which took place in 2003 in the Lviv Palace
of Arts on the occasion of the artist’s 65th birthday. The
exhibition of one composition made up of several dozen
figures reflected the author’s interpretation of the bibli-

cal story. This project symbolically stimulated the artist’'s
search for the creation of monumental works, which were
realized in 2018.

In the 2010¢, the artist’s sculptural series differs from the
previous ones. Interpretations of biblical plots are often
present here, but in addition to anthropomorphic imag-
es, zoomorphic ones appear (‘Dragon Slayer,” “With a
Bull,” 2014; “The Tamer,” “Prehistoric Games,” 2015;

“To the War,” “Odious,” 2016). Compositions are usually

supplemented with linear rhythms using glass wire. The
color range is limited to a few local colors due to available
melted glass: orange, ultramarine, honey, emerald, and
zinc-sulfide. At the end of the 20108, the color scheme
changed due to the use of colored glass powders, which
was also reflected in a series of compositions (“Ances-
tors,” “From the Ancestors,” 2016; “Terracotta Army,”
“Caravan,” “Travel,” “On the Pasture,” 2017). In a certain
sense, the artist’s process of forming these compositions
has an installation character due to the use of elements
made even before 2005 at the LECSF, before the closing
of the glass workshop.

A different, independent vector of the artist’s creative
activity is working with planar compositions — decorative
plates. Similar to sculptures, the evolution of symbolic
solutions can also be read here: from the illustrative and
pictorial motives of the early 1980¢, where the technologi-
cal experiment was more important (the series “Japanese
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Ha BiiiHy / To the War




KapnukoBa nnaHeta / Dwarf Planet CyseHipHi nnactu / Gift plates
2020, rytHe ckno / blown glass, H=62 cm 2020-2021, rytHe ckno/ blown glass, D=15-20 cm
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ETion 3 BeHeuiincbkoto HUTKoto / Etude with Venetian String 3akopoBaHe nocnaHHs / Coded Message
2019, rytHe ckno / blown glass, H=63 cm 2020, rytHe ckno / blown glass, H=64 cm
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A6epauis / Aberration
2013, ryTHe ckro / blown glass, H=64 cm

HAO / UFO
2017, ryTHe ckno / blown glass, H=57 cm
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0O6'ekTun B npocTtopi / Objects in Space
2015, ryTHe ckro / blown glass, H=63 cm

Bes Ha3Bu / Untitled
2017, ryTHe ckno / blown glass, H=58 cm

PeBontouis / Revolution
2013, ryTHe ckao / blown glass, H=66 cm

Kpa6oBa TymaHHicTb / Crab Nebula
2017, ryTHe cknro / blown glass, H=50 cm

Peniktn / Relicts
2015, ryTHe ckao / blown glass, H=65 cm

lopu3oHT 3a coHuem / Horizon Behind the Sun
2017, ryTHe ckro / blown glass, H=67.5 cm
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KpaeBupg | / Landscape | Kpaeeupg Il / Landscape Il
2021, ryTHe ckno / blown glass, H=60 cm 2019, rytHe ckno / blown glass, H=59 cm
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TaemHa Beyeps / Holly Supper
2018, ryTHe ckno / blown glass, W=700 cm

HosiTHIN nepiog TBopHoCTi AHapia BokoTes, nicna 2018 p.,
BVIPISHAETBECH TSOKIHHAM 4O CKNanHUX irypaTvBHNX MOHY-
MEHTasbHNX KOMMNO3MLK. MepLo MacLLTabHOK PpoboTOo,
nobyaoBaHO 3 NYTHKX eNEMEHTIB, Byna «TaeMHa BeYepsi»,
excrioHosaHa 2018 p. B HavuioHansHoMy My3eil'y J1bBoBi

iM. A. LLlenTuLpKoro Ha BUCTaBKOBOMY MPOEKTI 3 Haroau
80-niTTa XyaoxHMKka. MpoekT Hanexxkas Ao HebaraTbox
MUCTELLBKIX MO, SIKi MO3ULIIOHYIOTBCS B MAOLLIMHI KOH-
LenTyasibHMX MpakTuK. [Jo KynbMiHaLiMHOMO 3any 3i CKyJb-
MTYPHOK KOMMO3MLEIO rNsifaqa Nigsoaun YoTUpK XOnu,
HaMOBHEHI IHCTANALIAHM | MYNbTUMELINHAM KOHTEHTOM.
[inBeneHHs 0O HaMBULLIOI TOYKIM CMINKYBaHHA BiBiayBaqa

3 MOHYMEHTaTbHIM 06’EKTOM LUMPUHOK 7 M BigbyBanocs
Yepes NpU3My BIOTBOPEHHST eMOLLIN | pO3ayMiB, Sii CynpoBo-
DKyBa/IM MUTLA Y MPOLECT TBOPEHHS KOMMO3ML.

" MMONHHOO IHTYITUBHOO ICKPOLO, MKepenoM iaei CTBo-
PeHHst «TaHO! BeYepi» HE3CYMHIBHO € XUTTS i CIYy>KIHHS
pioHoro 6aTbka XyooXKHMKa — oTust AHOpIs BokoTes, yve
TEPHWCTE XXUTTS OyN0 No3HaYeHe TBEPAOHO BipOO Ta
HEe3MaMHICTIO NepexkoHaHb. BnacHe neplua 3ana ekcnosu-
Ui BnpoBamKyBana rnsgada B atMocdepy HeOOCSHKHOMO
ineany: LeHTpasbHI 06’EKT — MPO30PUIA Kynos, ki obe-
pirae CKNsiHy NO30J104eHy YaLlly — CUMBOJ TaeMHOI BeYepi,
yOCOBNEHHS HEAOCSPKHOI YUCTOTU 1 MepLUOAyKepena Bipu,
yApeaMETHEHO! inel TalHCTBa CBSALLEHHOMO NpuyacTa. Po-
HOBWM 306paXKeHHsIM Ha Tni 06’exTy hopMyBaBCst CBIT/IOM
npoekTopa dparmMeHT TekcTy 3 Hosoro 3agiTy: «[puiMiTh,
DKTe — Le TiNo MOoe, LLO 3a BaC NlaMaeTbCs Ha BignyLLEeHHs!
rpixis. [ninTe 3 Hel BCi — Le € KPoB Mosi HoBOro 3asity, Lo
3a Bac i 3a MHOrMX NpPOMMBAETLCA Ha BiAMNYLLIEHHS MPIXiB».
Ha3MICTOBHILLMM IHCTPYMEHTOM MUCTELLKOIO nepekasy
Ljei 3anm 6yB ronoc: ayajosanuvc 3aincHeHHs Cesatol boxxe-
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CTBEHHOI NiTypril 3 NpuHoLLEeHHsSM CBsATVX [Japis oTuemM AH-
npiem bokoTteem 1991 p., B 4ac, KOMM MPEKO-KaToNMLbKa
LiepKBa 1LLe NoYmHana BUxoauTLX 3 nigninns, a 6orocny-
XKIHHSA NepecTanu BiONPaBAATUCH BAOMA 3a 3a4NHEHNMM
[BEpVIMa Y BY3bKOMY KOS BANSBKIX.

[pyra 3ana «npusemnioBana» rnggada giametpasbHo
NPOTUNEXHNMM 32 3MICTOM 06pasamm peanbHOro — MPixu
CbOrOEHHS: HEMNEPEMOXKHA YNPOOOBXK LMBINi3aLlii xxara
[0 y3aKoHeHOoro B6MBCTBA — [0 BiliHW, HACUNBCTBO Haf,
TBapuHamu, rofiofoMop, HapkoMmaHisi, 6e3aymHa Hapyra
Hag, NPUPOAOKD — BCE Te, WO B iM’'a bora i mona4ncs o
HbOro My NPOAOBXKYEMO BMNPOBaKYBaTU B KAHOHW HOP-
MaJIbHOMO CYCMiNIbHOrO CAPUAHATTS.

MaTepianisoBaHi «Myku TBOPHOCTi» Ta NOB’A3aHi 3 LM
emoLii MUTLA YNPOAOBXK ABOX POKIB pOHOTY Hag, pea-
nizaujeto inel eKCrnoHyBanvcb y HacTynHomy 3ani. g
MPOEKTOBAHWM Ha CTiHi (3HOBY >K Taku YCTUM CBIT/IOM)
hiHaNBbHMM ECKIZ0M KOMMO3WLLii HEPETYNAPHOK XaoTn4-
HOIO Macolo hopMyBanach IHCTaNALIS 3 HEBUKOPUCTaHMX
CKNSHMX (hparMeHTIB — eneMeHTIB diryp, ski abo Tpillanu
4K naManmnck y npoLieci, abo He Bignosiganm opmMam i
BadeHHsIM aBTopa. 3 NPOTUNEXHOO BOKY Ha YMCTi NPO30-
pi MyKUK «crnornsgani» Tpu obnmy4ds — cnaneHi Aepes’ sHi
penbedu, Ha AKX POPMYBaASIUCS NIKM CBATUX arioCTONIB.
[NepenocTanHin 3an, NigBoasHM rnsgada oo YMCTol MPO30-
pOi KBIHTECEHLLii MPOEKTY, MaB Ha MeTi BUKMkaT B 6ara-
TbOX NOTPEbyY 3BeAeHHS 6anaHCy CyMITIHHSA: «MPUXoauTe
MeHe BOCXBasisATV | 6naroyctnTe — aragante CBOI YMHM B
OCTaHHi aecatunitta». LLlobu goctynuTmcsa ao diHansHol
3anm 3 «60XKECTBEHHUM | HEAOCSHKHM ineanom», iHanBi-
OyyMy — BidBiyBaqeBi BUCTaBKM, a HacTO M YHACHUKY LLO-
[EHHOrO >XXMTTS CamMoro aBTopa — 0BeAeTbLCH ByKBasIbHO

motifs,” 1983; “Winter,” 1985; “Cossack Mamay,” 1987;
“Reflection,” 1986; “Son’s Drawing,” 1991), to abstract
and associative ones (series “Slotted Landscapes,” “Fan-
tasies,” “Reflections,” 1990¢; “Landscape Motifs,” “Cosmic
Landscapes,” 2000s; “Green Planet,” “Harp,” “Summer,”
“Etching,” 2013; “Revolution,” 2014; “Calvary,” “Crab
Nebula,” “Dance of Little Crocodiles,” 2017).

The newest period of Andriy Bokotey’s work, after 2018,
is characterized by an attraction to complex figurative,
monumental compositions. Among the few artistic events
that are positioned in the field of conceptual practices, the
exhibition project “The Last Supper” by Andriy Bokotey,
created as part of the celebration of the 80th anniversary
of the author at Andrey Sheptytskyi National Museum in
Lviv in 2018. Four halls filled with installation and multi-
media content led the spectator to the culmination hall
with a sculptural composition. The visitor was brought to
the highest point of communication with the monumen-
tal object 7 m wide through the prism of reproduction of
emotions and reflections that accompanied the artist in
creating the composition.

The profound intuitive spark, the source of the idea

of creating “The Last Supper,” is undoubtedly the life

and ministry of the artist’s native father — Father Andriy
Bokotey, whose thorny path was marked by firm faith and
adamant beliefs. The first hall of the exhibition involved the
spectator in the atmosphere of an unattainable ideal: the
central object is a transparent dome that protects a gilded
glass goblet — a symbol of the Last Supper, the embod-
iment of unachievable purity and the source of faith, an
embodied idea of the sacrament of Holy Communion. As
the background image on the background of the object, a

piece of the text from the New Testament was formed by
the projector’s light: “Take, eat; this is my body, which is
given for you for the forgiveness of sins. Drink from it, all of
you. This is my blood of the covenant, which is poured out
for many for the forgiveness of sins.” The most meaningful
instrument of the artistic retelling of this hall was the voice:
an audio recording of the Holy Divine Liturgy with the
offering of the Holy Sacraments by Father Andriy Bokotey
in 1991, at a time when the Greek Catholic Church had
just begun to come out of hiding and Masses ceased to
be held at home behind closed doors in private.

The second hall “landed” the spectator with opposed
images of the real — the sins of the present time: invincible
thirst throughout civilization for legal murder — war, forcing
over animals, Famishment, drug addiction, thoughtless
abuse of nature, all that in the name of God and praying
to Him we continue to introduce into the canons of normal
social perception.

The materialized “creative suffers” and related emotions of
the artist during two years of his work over the realization
of the idea were exhibited in the next hall. Under the final
sketch of the composition projected on the wall (again with
the help of clear light), an installation from unused glass
pieces — elements of figures either cracked or broken in
the process or that did not correspond to the author’s
forms and views was being formed as irregular, chaotic
mass. On the opposite side, three faces — burnt wooden
reliefs, on which the faces of saint apostles were created,
“watched” clear transparent “suffers.”

The penultimate hall that led the spectator to the pure
quintessence of the project was aimed to evoke in many
people the need for a balance of conscience: “Come to
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TOoMTaTV! TPYAM XYOOXHVKA, 3apiBHO BokoTes-cknspa Ta
BokoTes-pekTopa. Nigfora 3anm BKpUTa YACIEHHNMI
[OKyMeHTaMu 3 Niannmcom pexktTopa AHapisa bokoTes Ta
€CKi3HMIM MoLUykamm «TanHoi Bevepi». [ig vac BigkputTS
BMCTaBKM HaraTo KOro Ler MacuB 3yMn1HSB, XTOCb PO3CY-
BaB Mmanepu, TOpyroUm cobi LWsX, XTOCh MigHIMaB eckidi i
MXaB A0 KULLEHI. ..

HacTynHy ckynbnTypHy rpyny AHapin bokoTen npu-
CBATUB 3axOMeHH0 HagbaHHSAM APEBHBbOI KUTANCHKOT
KynbTypu — 3HamMeHuTin TepakoToBin apmii. LLlonpas-
0a, nodatkoBa igesa 6azyBanacs Ha OnvKyin repoidHin
rpyni BiNCbK — YKpaiHCbKOMY KO3auTBi, MpoTe B Npo-
LIeCi TBOPEHHSA Ha 3aMOBJIEHHS KUTancbkoro Myaeto
CxigHoi Ta LleHTpansHoi Esponu I'piHeeiis y M. Yci,
TemaTuka 3MiHMnacs, BignoBigHO A0 KiHLUeBol nokawil
CKNSAHOT KOMMO3MULIT.

Ha nepeaHboMy mnaHi CKynbATYPHOI rpymnin FOpAo CTOITb
KiHb Y HaTypanbHy BeNMYMHy. Lia YyacTrHa komnosuuji
BMKOHaHa B a4anToBaHii 40 ryTHMX YMOB TEXHILI MpokaTy-
BaHHS Yepe3 MeTanesi Basblli — OAHOMY 3 AaBHIX CMo-
C06iB BMKOHaHHS BIKOHHOIO ckfla. [pokaTtaHi 3aroToBku
[LOBXMHOIO HaBiTb O OAHOrO MeTpa 3rofoM KLUTanTyBa-
MCS B rapsHoMy CTaHi Ha aepeB’aHin dopmi. Bei ene-
MEHTW MOYeproBO 3MOHTOBaHI Ha KapKaci 3 BITPMHHOIO
CKna, BMpi3aHoro Mo cunyeTy rigpoabpasneom. o pedi,
BrepLUE Liel eNeMEHT CKybMTYPHOI rpyn ByB eKkcro-
HOBaHWIA Ha MiaCcyMKoBIM BucTaBuj 11-ro MixkHapogHoro
CUMMO3iyMy MYTHOMO CK/la B 3anax HaujoHanbHOro My3eto
y JlIbBOBI iM. A. LLienTunupbkoro B »<oBTHI 2019 p.
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praise me and preach — remember your deeds in last
decades.” To reach the final hall with “divine and unat-
tainable ideal,” an individual — the visitor of the exhibition
and often a participant in the author’s everyday life has to
trample the works of the artist, both Bokotey-glass artist
and Bokotey-rector. The hall’s floor was covered with
numerous documents signed by Rector Andriy Bokotey
and a sketch of “The Last Supper.” During the exhibition’s
opening, many people were stopped by this array; some
pushed the papers, paved their way, some picked up the
sketches and stuffed them into their pockets...

Andriy Bokotey devoted the next sculptural group to the
fascination with the heritage of ancient Chinese culture —
the famous Terracotta Army. The initial idea was based on
a closer heroic group of troops — the Ukrainian Cossacks.
However, in the process of creation commissioned by the
Greenwave Museum of Eastern and Central European Art
in Wuxi, China, the theme changed by the final location of
the glass composition.

A life-size horse stands proudly in the foreground of the
sculptural group. This part of the composition is made
using rolling through metal — one of the ancient window
glass-making methods. Moved blanks up to one meter
long were later shaped while hot on a wooden mold. All
elements are alternately mounted on a frame of window
glass, cut in silhouette with hydro abrasive. By the way,
for the first time, this element of the sculptural group was
exhibited at the final exhibition of the 11th International
Blown Glass Symposium Lviv in the halls of the National
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TepakoToBa apmis / Terracotta Army




3agHi nnaH KoMNosuLii PopMyOTb CTaTUYHI dirypu BOI-
HIB y CUMBONIYHOMY OJ151 KUTAMCBKOI KybTYPU YACAI BICIM.
HesBarkatoum Ha ChiflbHUI NPUHLMN NoBya0BK NOCTaTeEN,
SK | B OpuriHani, KOXHi girypi HagaHo iHaOMBIOyabHNX Xa-
PaKTEPHVX PUC, a HaBiTb BU3HAYasIbHI ANA nigepa O3HaKum
BIICbKOBOrO 0B6MYHAMPYBaHHS B OOHOrO 3 BOIHIB. bes-
NepeYHO, BUKOHAHHIO KOMMO3WLLT nepedyBano peTesbHe
BMBYEHHS OpUriHaITY — apXeonoridHol nam’atkm 210-209
POKIB 00 H.e., TepakOoTOBOI apMil NepLLOro iMnepaTtopa
06’eaHaHoro Kutaro, Lliie LLn-Xyargi. Mpw upomy asTop
HamaraBCs MakC/MabHO AeTallbHO 300pasnTy NMeBHI
eNieMeHTV oaary, 3adicky Yum OpibHi geTani Ha 06an44sX.
Liss cknapoBa TBOPY YaCTKOBO [OMOBHEHA elEMEeHTaMu,
BVMKOHaHWMU B TEXHILi TEPMIYHOrO (hOpMyBaHHS1.

Hoga Bepcis TaeMHOI Be4epi, BMKOHaHa aBTopoM y 2020-
2021 pp., CTBOpEHa NepeayciM y TeXHILL TepMiYHOro hop-
MyBaHHS1 3 BUKOPUCTaHHSM MPO30POro SIMCTOBOMO CKIa.
Komnoanuis «TaemHa Bedepst 2021» eKCroHyeTses B [apky
ckynbnTyp 3020 Henoganik J1bBoBa, Ae 3rogom Mae 6yt
CHOPMOBaHUIA My3EMHNIA KOMMEKC, MPUCBAYEHNIN YKPaIH-
CbKOMY XyOOXHBE0MY CKJly. KOMMo3uLis 3Ha4HO BinbLua 3a
po3mMipamm, NOPIBHSHO 3 poboToro 2018 p., Ta BCTaHOBNEHA
CTaLiOHaAPHO B OOHOMY 3 06’EKTIB Ha TEPUTOPII MapKYy, LLIO
[03BOMMIO 3a6e3ne4mTu i BionoBigHe OCBITNeHHS. B aonos-
HEHHS1 CKybMTYPHOI KOMMo3uLi yrpofox 2022-2023 pp.
6yno CTBOPEHO MacLUTabHy rpyny «AHrenn» (9 06’exTiB), 9ka
3aroBHMAa Kyrnos 3rajaHoro apXitfeKTypHOrO KOMIIEKCY.

Museum, named after A. Sheptytskyi, in October 2019.
Static figures of warriors form the background of the
composition in number eight, which is symbolic of Chinese
culture. Despite the common principle of building the
figures, as in the original, each figure is given individual
characteristics and even the defining features of the lead-
er’s military uniform in one of the soldiers. Undoubtedly,
the performance of the composition was preceded by a
careful study of the original — an archaeological site of 210
— 209 BC, the Terracotta Army of the first emperor of uni-
fied China, Qin Shi-Huangdi. At the same time, the author
tried to depict some aspects of clothing, hairstyle, or small
details on faces in as much detail as possible. This work
component is partially supplemented with elements made
using the kiln-forming technique.

The new version of the Last Supper, performed by the
author in 2020 — 2021, was created primarily using
kiln-formed transparent window glass. The composition
“The Last Supper 2021” is exhibited in 3020 Sculpture
Park near Lviv, where a museum complex dedicated to
Ukrainian glass art will later be formed. The composition is
much larger compared to the work of 2018. It is perma-
nently installed in one of the objects on the park’s terri-
tory, making it possible to ensure appropriate lighting. In
addition to the sculptural composition, a large-scale group
of “Angels” (9 objects) was created in 2022 — 2023, which
filled the dome of the mentioned architectural complex.




[MpOoBiAHO NIHIEND, KBIHTECEHLIEID MPOEKTHOMO MUCIEHHS
A. BokoTest € obpasHicTb. MaTepianizalis inei Harene-
MeHTapHILL1MK 3acobamm POPMOTBOPEHHS, BUPa3HE
NiOKPECNEHHS TaKMX XapaKTepHKX PUC MaTtepiany sk
MPO30PICTb, CBITNOMNPOHVKHEHHS, CrieLmdika NAacTnKm
rapsidoi Macu. NoHap niBCToNITHIN OocBia, poboTy AHApIs
BokoTes B ryTHOMY Liexy — Lie 6e3nepepBHUIA MpoLec
EKCNEePUMEHTYBaHHS 3 (DOPMOIO, TEXHIKOI, EKOPOM,
BHYTPILLHIM NPOCTOPOM, KOTbOPOM i (hakTyporo. Moxxemo
CMINNMBO CTBEPOYKYBATU, O iAeVHi Ta NNaCcTUYHI NOLLYKN
XYAOXKHVIKa CTanm 6a3ncom anst (hopMyBaHHsSt HACTYMHNX
MOKONIHb NbBIBCbKNX MUTLLIB.

XynoxHii gopobok AHOpist BokoTest nepenoBHeHNI
>Karoro 00 EKCMEPVIMEHTY, MOLLYKY HOBUX MOXX/IMBOCTEN
y HaACKNaQHOMY MaTepiani MUCTELBKOro nepekasy, ski
4aCTO MEXYHOTb 3 HepeaslbHICTIO BUKOHaHHS. BeaynuHHe
nparHeHHs 40 Bidyanisawi BAacHMX igen 3aBxxay cynpo-
BOOKYETHCHA HEMOBTOPHICTIO 3aCTOCOBAHOI aBTOPCHKOI
MOBW, HE3BaYKAKOYM Ha 3BEPHEHHS 10 YaCTO HaAMIp
EKCNyaToBaHMX Y MUCTELITBI MOTUMBIB. Y LIbOMY MPOLECI
3aBXu KJIKOYOBY POJb Bigirpae po3yMiHHS Ta MPUPOAHE
BiOYyTTS MaTepiany — rapa4voro ckna, 3 KM aBTop cniB-
TBOPUTb YKe NiBCTONITTSA. BnacHe — cniBTBOpUTL, 60 K
YacTo nigkpecntoe AHapin BokoTel: «CKno camo nokepye
NNACTUYHUM PiLLIEHHSAM, 6€3 HEMOTPIGHOro BTPYYaHHS».

Muxainno BokoTei

KaHavaaT MUCTELTBO3HABCTBa,
Y/IEH-KOPECTOHAEHT HallioHabHOI
akaaemii MicTeLTB YKpaiHu, [OLEeHT
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The guiding line, the quintessence of A. Bokotey’s cre-
ative thinking is imagery. The materialization of the idea
by the most elementary means of forming expressively
emphasizing such characteristic features of the material
as transparency, light penetration, and the specificity of
hot glass plasticity. With more than half a century of work
experience in the blown glass workshop, Andriy Bokotey
continues the process of experimentation with form,
technique, decor, internal space, color, and texture. We
can indeed stress that the artist’s ideological and sculp-
tural searches laid the basis for the next generations of
Ukrainian glass artists’ education.

Andriy Bokotey’s artistic work is filled with a thirst for
experimentation, the search for new possibilities in the
highly complex material of creative narration, which of-
ten borders on the unreality of execution. The constant
desire to visualize one’s ideas is always accompanied
by the originality of the author’s language despite the
appeal to motifs often overused in art. In this process,
the critical role is always played by the understanding
and natural feeling of the material — hot glass, with
which the author has been collaborating for half a
century. It co-creates because Andriy Bokotey often
emphasizes: “Glass creates a plastic solution by itself,
without unnecessary intervention.”

Mykhailo Bokotei, PhD
Correspondent Member of the
National Academy of Arts of Ukraine,
Associate Professor
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