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The purpose of the research is to reconstruct the Flo-
rentine period of creativity of Ilya Repin’s disciple, an
Ukrainian artist Petr Stepanovich Sharvarok (1870-
1903) and to analyze his muralsfor the church of the Na-
tivity of Christ and S. Nicholasthe Thaumaturgein Flor-
ence (1899-1903). The methodological basisis made up
of the principles of historicism and art criticism based
on empirical field research and the study of archival and
iconographic materials which in a complex allow to re-
construct the stages of work, mural programand features
of P. Sharvarok's artistic manner. The scientific novelty
of the results obtained is in the fact that for the first time
P. Sharvarok s religious works are introduced and placed
into scientific circulation. His works are the most origi-
nal in the general program of the murals made by famous
masters. Reconstruction of P. Sharvaroks Florentine
period is based on the archival “Journal of the con-
struction of the Russian Orthodox church in Florence,
18971912 of the first Prior of the church Archpriest
V. I. Levitsky. The author of the article worked with the
materials of the “Journal” in Florence in October 2016.
For the first time Sharvarok’s oeuvre was systematized
from his studying at the Academy of Artsto hislast paint-
ings in the church of Florence. Conclusions: the cycle
of murals made by P. Sharvarok in Florence is the most
significant work not only in the artist’s oeuvre but also
one of the significant in the Orthodox ecclesiastical art

PeuieH3eHT cTarTi: Kotnsp €. O., KaHAMAaT MUCTELTBO3HABCTBa,
npotecop kadeapu MOHYMEHTaNIbHOTO XXUBOMUCY, XapKiBCbka
[epXaBHa akagemia An3aiiHy i MUCTeLTB

Cmamms naoiviwna 0o pedaxyii 17.12.2017

in Western Europe of the late 19th — early 20th centuries.
Thework in the Florentine church not only fully revealed
the Ukrainian artist s talent, but also, thanks to the notes
of a contemporary, showed the master s human side: his
responsibility and self-devotion.
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Kepoeeg B. B. @nopenmiiicokuit cminonuc I1. C. Illap-
6apoKa 6 KOHmeKcmi 0OKYMeHmMAalIbHUX 0dceper.
Mema pobomu. Pexoncmpyiosamu gropenmiticokuii
nepioo meopuocmi yuna I. FO. Penina, yxpaincvkoeo
xyooorcruxa Ilempa Cmenanosuua [lapseapoka (1870-
1903). Ilpoananizysamu tio20 CMiHONUCU, BUKOHAHI 8
yepkei Pizoea Xpucmoesozco i cem. Muxonu Hyoomeop-
ys y Onopenyii (1899-1903). Memooonoziuny ocnosy
CKAA0aroms NPUHYUNU ICMOPUSMY, CUCEMHO20 NIOX00)
ma MUCmeyme03Ha84020 AHANI3Y HA OCHOBI eMNIPULHUX
NOMbOGUX  QOCHIOMNCEHb I QOCHIONCEHHS.  APXIBHO2O,
iKoHO2pagiuHo20 Mamepiany, AKi 003601710Mb BUOYOY-
eamu npozpamy nonixpomii xpamy i ocobiusocmi as-
mopcworoco cmumio I1. C. Lllapsapoxa. Haykoea noeuzna
nonA2ae 6 MoOMy, Wo nepuie 8 HayKosuil 0bie 66005Mb-
cs penieinini meopu I1. C. Illapeapoxa, sxi € Haubinbus
CamMOOYmMHIMU 8 3a2anbHiti npospami noixpomii yepreu.
Pexoncmpykyia gaopenmiiicokozo nepiody meopuocmi
11 lapsapoxa rpynmyemvbcs HA apXi@HOMY «KypHani
byoienuymea  pocilicbkoi NnpagociasHoi  yepkeu y
@nopenyii, 1897-1912» nepwioco nacmoamens xpamy
npomoicpes B. I. Jlesuyvkozo, 3 mamepianamu sxo-
20 asmop cmammi npayloeas y Dnopenyii 6 dcosmui
2016 poxy. Ynepwe cucmemamuzo8ano meopuuli wiisax
Llapeapoka 6i0 masyanusi 6 Axademii mucmeyms 00
cminonucig y gpropenmiticokiti yepxei. Bucnosku. L{uxn
cminonucie, suxonanuti I1. C. [llapeapoxom y @nopenyii,
€ HAUBHAYHIWUM MEOPOM Y O0POOKY Yb020 MAticmpa
i OOHMUM I3 3HAYYWUX Y NPABOCIABHOMY UYEPKOBHOMY
mucmeymsei 3axionoi €sponu kinys XIX — nouamky
XX cmonimms. Poboma y ¢ropenmiticokiii yepkei ne
MINbKU NOGHOIO MIPOIO GUABULA MANAHM YKPATHCLKO20
XYOOJUCHUKA, a Ui 3A803KU HOMAMKAM CY4ACHUKA NOKA3A-
J1a OOCLKY CMOPOHY MAUCmMpa: 1020 8i0n08I0ANIbHICb
I camonoxcepme).

Knwwuogi cnosa: Ilempo Cmenanosuu Illapsapox,
yepkea Pizoea Xpucmosozo i cem. Muxonu Hyoomeop-
ysa y @nopenyii, M. T. IIpeobpasicencokuil, npomoiepeil
B. I Jlesuyvxuii, O. H. Hosockonvyes, O. I1. brnasnos,
. 1. Kunnix, M. M. Bacunves, mooepH.

Kepoes B. B. ®nopenmuiickue pocnucu Il. C. Ilap-
6apoKa 6 KOHmMeKcme 00OKYMEeHManbHblX UCMOYHUKOG.
Ilenv pabdomwlr. Pexoncmpyuposamsv propenmutickuil
nepuoo meopyecmea yuenuxka M. E. Penuna, yxkpaun-
ckoeo xyoooicnuxka Ilempa Cmenanosuya Llapsapoka
(1870—-1903). IIpoananrusuposams e2o pocnucu 6 yepkeu
Pooicoecmsa Xpucmosa u cem. Huxonas Uyoomeopya
60 ©nopenyuu (1899-1903). Memoodonozuueckyio oc-
HOGY COCMABNAIOM NPUHYUNBL UCOPUIMA, CUCTHEMHO20
nooxo0a U UCKYCCMBOBeOHecKo20 ananu3d Ha OCHOBe
OIMIUPUYECKUX NONEBbIX UCCIe008AHUL, UCCTE008AHUS
APXUBHBIX U UKOHOSPADUUECKUX MAMEPUANIO8, KOMOpble
6 KOMIIEKCe NO360AI0M 60CCMAHOBUMb IMANbL BE0EHUs
pabom, 8bICIPOUNb HCUBONUCHYIO NPOSPAMMY POCHUCEL
xpama u ocobennocmu asmopckozo nouvepka I1. C. [lap-
eapoka. Hayunaa noeusna 3axuiouaemcs 6 mom, 4mo
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6nepevie 8 HAyuHblil 000POM 6B00SMCA PETUSUOZHbIE
npoussedenusn I1. C. Illapeapoxa 60 @ropenmuiickom
Xpame, Komopwle AGIAIOMCA Haubonree camoObIMmHbIMU
6 0bwell npocpamme pocnuceil. Pexoncmpyxyus gno-
penmutickoeo nepuoda meopuecmea Illapsapoka ocho-
8bI8AEMCS. HA XPAHAWEMCA 8 apXuee yepkeu «Kyprane
COOpYdHCeHUs PYCCKOUL NpagociasHoll yepksu 6o @io-
penyuu, 1897-1912» nepgoeo nacmosmens xpama npo-
mouepes B. U. Jleguykozo, ¢ mamepuanamu Komopozo
asmop cmamuu paboman 60 @nopenyuu 6 okmsaope 2016
200a. Bnepevie cucmemamuzupoean meopueckuil nymo
Llapsapoka om obyyenus 8 Axkademuu xyooxcecme 00
ezo nocneoueii pabomvi 60 Duopenyuu. Boreoowt. L{uxn
pocnuceti, evinonnennviii 11. C. Lllapeapoxom 6o @no-
PEHYUU, AGTAEHCA CAMbIM 3HAYUMBIM NPOU3BEOEHUEM 6
meopuecmee 9mMo20 MACmepa U OOHUM U3 SHAYUMbBIX 8
npasociasHoM yepkosHom uckyccmee 3anaouou Eeponsi
rxonya XIX — nauwana XX eexa. Paboma 6o ¢hnopenmuii-
CKOUL YepKBU He MONbKO 8 NOTHOU Mepe BbIAGUNA MANAHIN
VKDAUHCKO20 XYOONCHUKA, HO U 61a200aps 3aNUCKAM CO-
BPEMEHHUKA NOKA3ALA YeN0BEUECKYI0 COPOHY MACMepd.:
€20 OMBEMCMBEHHOCHb U CAMONOICEPMBOBAHILE.

Knwouesvie cnosa: Ilemp Cmenanosuu Illapeapox,
yepkogv Pooicoecmsea Xpucmosa u cem. Hukonas Yy-
oomeopya 6o @nopenyuu, M. T. Ilpeobpadicenckuii,
npomouepeu B. U. Jlesuyxuii, A. H. Hoeockonvyes,
A. II. Brasnos, /1. U. Kunaux, M. M. Bacuives, mooepH.

Problem. The names of Ukrainian artists of the
early twentieth century in the context of European art
are not yet open not only to European researchers,
but also to Ukrainian History of Arts. Church of the
Nativity of Christ and St. Nicholas the Thaumaturge
in Florence is not only one of the vivid examples of
Orthodox ecclesiastical architecture in Europe, but
also in the metropolis itself, where many examples
of the period of Art Nouveau werelost after therevo-
lution of 1917. One of the main artists who created
the most interesting paintings for the Russian church
in Florence was a Ukrainian-born artist, a student of
the outstanding painter Ilya Repin, Petr Stepanovich
Sharvarok (1870-1903). His name will still take a
worthy place in Ukrainian art history. The author
of this study researched P. S. Sharvarok’s murals in
Florence in October 2016.

Analysisof the previous studies. P. Sharvarok’s
oeuvre and biography have not been studied in detail.
An important source of information is S. Kondakov’s
Jubilee Reference Book, which liststhe stages of Shar-
varok’s training at the Academy of Arts. Some data
on the I. Repin’s students, incl. P. Sharvarok, who de-
veloped the theme of the Ukrainian Cossacks can be
found in the Encyclopedia of History of Ukraine. The
historian M. G. Talalay’s works devoted to Orthodox
heritage in Italy are a valuable source of information
on the construction and decoration of this church. For
the first time the “Journal of the construction of the
Russian Orthodox church in Florence, 1897-1912”
was published in M. Talalay’s book “Russian Church

Life and temple construction in Italy” in 2010. There-
fore, the author of the article will refer specifically
to the published “Journal” in the corresponding sec-
tion of M. Talalay’s book [3, pp. 191-285]. This fact,
together with the fact that Sharvarok’s name is men-
tioned in scattered publications, allowed approximate-
ly to reconstruct the main stages of his oeuvre.

The purpose of the article is to reconstruct
P. S. Sharvarok’s stages of work in Florence using the
data of the “Journal of the construction of the Rus-
sian Orthodox church in Florence, 1897-1912"; to
analyze Sharvarok’s manner in the cycle of paintings
in the Orthodox Church in Florence in the context of
the genera program of the murals of the temple.

Main part. Although the scattered data about
P. S. Sharvarok are very concise, but still allow us
to present his academic and creative path. Sharva-
rok was born in Poltava. He studied at the Peters-
burg Academy of Fine Arts in the period 1891-1895.
In 1894 he received a small silver medal. April 11,
1895 he received the title of a class artist of the
third degree [2, p. 221]. He had an honor to work
in 1. Repin’s workshop, in which other young artists
from Ukraine also studied: A. Murashko, F. Kra-
sitsky, S. Prokhorov, S. Chuprinenko, and others
[1, p. 413]. An undoubted influence on young artists
was rendered by the epoch-making Repin’s Zapor-
izhian Cossacks writing a letter to the Turkish sultan
(1880-1891). Many of them turned to the subject of
the Cossacks in program works: A. Murashko’s Fu-
neral of a Koshevoi (1900), S. Chuprinenko’s Going
to the campaign (1900), F. Krasitsky’s A guest from
Zaporizhia (1901), 1. Shulga’s Cossacks coming
(1909), etc. [2, p. 221]. But one of the first Repin’s
disciples, who developed the theme of the Cossacks,
was Petr Sharvarok, who received thetitle of an artist
on November 2, 1899 for the Mazepa caught by the
Cossacks in the steppe [2, p. 221]. Also, Sharvarok
and the group of Ukrainian artists M. Tkachenko,
G. Krushevsky, M. Zinoviev and others popularized
the Cossack and Ukrainian themes in the St. Pe-
tersburg illustrated editions, incl. the journal Niva
[1, p. 413]. Sharvarok designed covers for several
books on Ukrainian subjects: Ukrainian essays by
Ye. Grebinka, the first volume of the three-volume
anthology Vik (The Century) and Coryphaeus of the
Ukrainian scene[4, p. 15].

However the muralsin the new Russian church
of the Nativity of Christ and St. Nicholas the Thau-
maturge in Florence (1899-1903) became the main
Sharvarok’s work. This church was built according
to the design of an academician M. T. Preobrazhen-
sky (1854-1930). After the completion of construc-
tion of the church in Florence, M. T. Preobrazhen-
sky recommended to Archpriest Vladimir Levitsky
to invite artists dready familiar to the architect for
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the work in St. Petersburg [8, p. 69]. Such artists
were the painters who worked on decoration of the
church at St. Vladimir school for which the archi-
tect designed the room and the iconostasis. Thus,
artists from St. Petersburg — A. N. Novoskoltsev
(1853-1919), M. M. Vasiliev (?-?), P. S. Sharva-
rok, A. P. Blaznov (1865-1939), D. I. Kiplik (1865—
1942), E. M. Cheptsov (1874-1950) were involved
in creation a pictorial program in the Florentine
church [5, p. 161].

The fact was that Preobrazhensky presupposed
also the pictorial decoration in the spirit of the Byz-
antine iconography, developing a genera concept of
the architectural and artistic appearance of thetemple
in the forms of Moscow-Yaroslavl architecture of the
17th century. However, father Vladimir categorically
opposed this idea, considering this painting style as
an “archaic” [3, p. 259]. M. T. Preobrazhensky, Arch-
priest V. Levitsky and the Russian artists developed
a new program of paintings in the “Vasnetsov style”,
consulting with the historian of ancient Christian art
N. V. Pokrovsky (1848-1917) [7, p. 213].

The following program of murals was devel-
oped. The first tier of murals is dedicated to the
earthly life of Christ: Nativity of Christ (P. Shar-
varok) is on the east wall to the right of the altar;
Baptism of the Lord (A. Blaznov) is on the southern
wall; Transfiguration of the Lord (P. Sharvarok) —
western wall to the left of the entrance; Jesus prays
in the garden of Gethsemane (P. Sharvarok) — the
western wall to the right of the entrance; Crucifix-
ion (A. Blaznov) — the northern wall; Resurrection of
Christ (P. Sharvarok) — eastern wall to the left of the
atar. On the pylons of the western wall: to the | eft of
the entrance — . Sergius of Radonezh and S. Antony
of the Caves (P. Sharvarok); right of the entrance —
. Theodosius of the Caves and &. Jonah, Metropol-
itan of Moscow (P. Sharvarok). On the pylons of the
eastern wall: to the left of the altar — . Prince Boris
(A. Blaznov); to the right of the altar — S. Prince
Gleb (D. Kiplik). Altar: New Testament Trinity —
Lord Sabaoth and the Holy Spirit, below — the Savior
with the symbols of the Eucharist (P. Sharvarok).

Medallions with saints on the arches can con-
ventionally be called the second tier. The eastern
(atar) arch: &. Aaron; . Melchizedek; . righteous
Abel. The southern arch: S. righteous Joseph the Be-
trothed; S. King and Prophet David; S. righteous
forefather Abraham. The western arch: St. Popes —
Clement the Martyr, Leo | and Gregory | the Great
(the Dialogist). The northern arch: . Myrrh-Bear-
ing Wives: Mary, the wife of Cleopas, Mary Magda-
lene and Salome. All twelve images in medallions
belong to P. Sharvarok.

Thethirdtier representsthe composition of Dee-
sis: Mother of God and John the Baptist with angels

are on the vaults of the eastern wall (A. Blaznov).
The figures are facing the window with the stained-
glass image of Christ the Great Bishop. The apos-
tles facing the atar are on the vaults of the northern
and southern walls. Three apostles on the north wall
were painted by a Serbian artist A. S. Dukhovich on
D. Kiplik’s sketches, the other nine apostles were
painted by A. Blaznov [9, p. 28]. On the western
wall: frontal figures of the S. Cyril and Patriarch
Photius (left) and S. Methodius and Mark of Ephe-
sus (D. Kiplik). The images of the evangelists above
the windows also belong to D. Kiplik, who worked
with his Italian assistant Amadeo [3, p. 260].

The temple was decorated during one winter
season from October 1902 to the spring of 1903. But
it should be noted that ornamental works and mu-
rals of vaults were created by Italian artists on the
sketches of M. Vasiliev, D. Kiplik and A. Blaznov,
with the exception of the cherubim faces, which, at
the insistence of Preobrazhensky, was entrusted to
E. Cheptsov [9, p. 27]. Vasiliev arrived in Florence
only for two days [3, p. 259]. Kiplik and Blaznov
with his assistant Kuzminsky left Florence in early
January 1903 [3, p. 262].

The main burden of the work fell on P. Shar-
varok and his assistant E. Cheptsov. And, actualy,
from the program of murals, as we see, most of the
main paintings were created by Sharvarok: Nativity
of Christ, Transfiguration of the Lord, Jesus praysin
the garden of Gethsemane, Resurrection of Chrigt,
S. Sergius of Radonezh, Anthony and Theodosius
of the Caves, Jonah, the Metropolitan of Moscow,
paintings of the altar, twelve images of saintsin me-
dallions. Also at the main entrance there are Annun-
ciation and S. Queen Helena and the Holy Cross —
P. Sharvarok’s latest works, which was already
finished by E. Cheptsov, because of Sharvarok’s ill-
ness [9, p. 22]. Moreover, Sharvarok had to re-de-
velop the cardboards of the three parts of the ceiling
with Russian ornament. This task was not carefully
thought out by Preobrazhensky [3, p. 262].

As noted above, Preobrazhensky originaly as-
sumed the style of the paintings in the spirit of 17th
century, whilefather V. Levitsky considered thisstyle
“archaic”, preferring a more academic “Vasnetsov”
approach. One can only guess at the urgency of their
polemics. Images for the iconostasis and kiots, cre-
ated by A. Novoskoltsev and M. Vasiliev, are solved
in an academic manner. But the murals of theinterior
in the end turned out to be very far from academic
“Vasnetsov” manner. Although P. Sharvarok had
took part in the decoration of the St. Vladimir cathe-
dral in Kiev, * ateam of masters who worked in the
Florentine church, created a completely independent

1 From the interview with the Prior of the Russian church in Flor-
ence, Archpriest George Blatinsky, October 2016.
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Fig. 2. St. Melchizedek. P. S. Sharvarok's sketch
for a medallion on the altar arch fromthe
museum of the church of the Nativity of Christ

’ ' e : and . Nicholas the Thaumaturge in Florence.
Fig. 1. Theinterior of the church. Theiconostasis  Photo by V. Zherdiev, October 2016. The photo is
by G. Novi. Photo by V. Zherdiev, October 2016 published for the first time
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Fig. 3. P. Sharvarok. &. Sergius of Radonezh. Fig. 4. P. Sharvarok. &. Antony of the Caves.
Photo by V. Zherdiev, October 2016 Photo by V. Zherdiev, October 2016
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Fig. 6. P. Sharvarok. Nativity of Christ.
Photo by V. Zherdiev, October 2016

Fig. 7. P. Sharvarok. Transfiguration. Fig. 8. P. Sharvarok. Jesus prays in the garden
Photo by V. Zherdiev, October 2016 of Gethsemane. Photo by V. Zherdiev, October 2016

Fig. 9. P. Sharvarok. Jesus Christ from the Eucharist Fig. 10. P. Sharvarok. Angel from the Eucharist
in the apse. Photo by V. Zherdiev, October 2016 in the apse. Photo by V. Zherdiev, October 2016
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work, synthesizing a realistic approach and icono-
graphic techniquesin the spirit of Art Nouveau. Still,
P. Sharvarok’s paintings and some of A. Blaznov’s
paintings (Baptism of Christ, Crucifixion, the central
part of the Deesis) are closest to iconographic pat-
terns in both the composition and character interpre-
tation: stylization of draperies of chitons and hima-
tions, angelswith iridescent wings, etc. Although the
compositions made by A. Blaznov are formally cor-
responded to iconographic samples, the Sharvarok’s
images are full of adeep psychological individuality
which distinguishes them in the general program of
the paintings.

So there are no worshiping magi and shepherds
in the composition of the Nativity of Christ. Only the
angelsarewitnessing the miracle of Nativity, thereby
making the scene chamber, as if hidden from prying
eyes. Moreover, the southern kiot becomes an addi-
tiona obstacle for the viewer and makes the Nativity
scene even more intimate. Sharvarok used the sym-
bolism of the Heavenly Powersin theform of acircle
with golden rays and seraphims, which echoes the
iconography “Council of the Mother of God”. Inthis
iconographic plot, the Maother of God and the Child
are depicted on the throne on the background of a
blue circle (meaning the heavenly sphere, the world
of incorporeal forces or angelic ranks), surrounded
by the Magi, angels and shepherds, etc. From this
iconography Sharvarok used only acircle with sera-
phims and golden rays — the symbol of the presence
of the Divine Light, giving solemnity to the hidden
event. The same golden rays find its continuation in
the scene of the Transfiguration on the opposite wall.
One of the first images of the Transfiguration isin
the conch of the apse of the basilica of the St. Cath-
erine monastery in Sinai (6th century): the Lord is
depicted in snow-white robes on a background of a
blue mandorla with outgoing rays. Sharvarok used
the classical composition of this plot: the lower part
with the fallen apostles, the upper one — with the Lord
on a background of the mandorla, Elijah and Moses,
separated from the apostles by the line of clouds.
Sharvarok stylized the very place of the event in the
miracle of Transfiguration on the Mount Tabor: the
steps of the mountain are close to the iconographic
“leschadka”. The figure of Christ in a snow-white
himation and chiton with outgoing golden raysis a-
most weightless on the background of the glow of
the mandorla. The master used the same iconograph-
ic detail also in the composition of the Resurrection
of Christ on thewall near the northern choir.

Sharvarok’s Eucharist in the apse of the temple
is especially noteworthy. The general organization
of the murals has already formed the composition
of Deesis at the top of the church (A. Blaznov). But
in this way the apostles on the southern and north-

ern walls of the upper part of the church, facing the
stained-glass image of Christ in the window of the
eastern wall, become participants in the Eucharist
in the apse. This made it possible to “unload” com-
positionally the space of the apse wall. Thus, there
is the figure of Christ in a red chiton draped with a
white himation in the central part under the canopy
in the form of a temple, surrounded by seraphims.
There are the symbols of the Eucharist — bread and
a chalice with wine — in the hands of the Lord. God
the Father and the Holy Spirit are on the one axis
with Christ, forming the image of the New Testament
Trinity in the conch. The angels in court loros attire
with rhipidates as part of the composition of the Eu-
charist are in the southern and northern parts of the
apse. The figure of Christ is slightly refined and elon-
gated, His face is very subtly painted. The absence
of the figures of the apostles, the large planes of the
firmament, made it possible to create a sensation of
the Sacrament created over the earth expanse. By the
way, the plot of the mystical Eucharist was proposed
precisely by rev. Vladimir Levitsky. Preobrazhensky
proposed to place in the space between two windows
the image of Our Lady “The Unbreakable Wall”
[3, p. 246].

However, work without days off undermined
the already weak health of the stubborn artist, despite
the fact that the building of the church was heated.
In the beginning of spring he finally got sick. Even
the urgent arrival of his wife Zinaida Ivanovna from
St. Petersburg and her care did not return the strength
to the master. At the end of May, his wife took Shar-
varok home. They had a long journey through the
seaside Viareggio to Livorno, then to Naples, Bari,
Constantinople, from there to Odessa, and then — to
Sharvarok’s native place, to his father. However, the
artist’s well-being only worsened. At the end of June
they reached the country cottage in Luga with great
difficulty. A month later, on July 21, 1903, the art-
ist died. He passed away in a symbolic thirty-three
years... In his notes father Vladimir Levitsky wrote
that Petr Sharvarok’s name was commemorated in
the church along with the benefactors of the temple,
because his works were the best of the whole paint-
ing, the ornamental part belonged to him entirely
and he put so much zeal and effort into the whole
matter that one could say — he laid his soul for the
cause [3, p. 267]. P. S. Sharvarok’s previous artistic
heritage has yet to be studied, but the Church of the
Nativity of Christ and St. Nicholas the Thaumaturge
in Florence has already become a kind of monument
to this talented Ukrainian artist.

Conclusions. In the work on the painting cycle
for the Forentine church P. Sharvarok managed to
preserve his own manner even after passing through
such a school as the work in the St. Vladimir cathe-
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dral in Kiev and being under the powerful influence
of such masters as V. Vasnetsov, W. Kotarbinsky, and
others. Sharvarok’s paintings are the most significant
as the performance and expressiveness of the author’s
manner in the program of muras of the church. He
managed to combine the redistic principle and tech-
niques of traditional iconography in the spirit of the
epoch of Art Nouveau. The muras in the Florentine
church are the most significant pieces not only in
P. S. Sharvarok’s works, but also as one of the most
striking examples of Russian ecclesiastical art of the
period of Art Nouveau that have survived to this day.
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