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OBPAAN NMEPEXOAY

NMNaninHs bepniHcbkoi cTiHM, OkcamuTOoBa peBonwouiA,
npotectn «ConigapHocTi» y Monbwi, PeBonouis Ha rpaHiTi
Ta po3naa PaasHcbkoro Colo3y CTanmu TOUKAMU MPUWBUAWEHHS
6aratbox npouecis. 3aaBanocb 6u, BIiAKPUTO wWNAX A0
csoboan, MNpo SfKy MNOTAWKW MPisfnNo UYMManNo «PaAsHCbKUX
nwogen». Ta 6inbwicTh, a BiATAaK CyCcninbCTBO B Linomy
BUABUNNUCbL HerotoBi A0 cBoboanm Ta 17 3BOPOTHOT

CTOpPOHM — BiAnoBiAanbHOCTi. ByTwm BinbHuMMM i 6paTm
BiAnoBiAanbHiCTb Ha cebe 34aTHiI nuwe 3pini noau

Ta cycninbcTBa. IHMAaHTUNBHI X — TikKawTb BiA HeT.
3aCTPATHYTM Ha nepexoAi — OAMH i3 BapiaHTiB Takoi
BTEYd.

Mn nepebyBaemo y cuTyauii nepexoay — MiX cTapum i
HOBMM CBiTamu. Buiwnm 3 paAssHCbKOTO MUHYNOTro — i He
npuiwnmn y 6axaHe «eBponencbke MaWbyTHe». Mu Hi TyT,
Hi Tam. Y Kopuaopi: 3 MeHTanbHUM 6araxem MWHYMoOro,
naTepHani3mMoMm i HebaXaHHAM 3MiHIOBAaTWUCb, ane n i3
BMUiKYBanbHUMKM norngagamm B 61K 3axo4y, 3 MNpParHeHHAM
KEBPONENCHbKUX LTHHOCTEW» 1 «3axiAHOTO CTUMI XUTTA».

YNpoLOBX OCTAaHHiX 30-TWM POKiB MW MOBTOPWEMO 3BWUUHI abo
BiAHAaXOAUMO HOB1 (opMy NPUCTOCYBAHHSA A0 nepexiAHOro
cTaHy. A6oO, Moxe, AnS WOro MiATPUMKW? PuTyanmbHicCTb
[O3BOMIIE «He AyMaTwW», He AUBUTUCS Ha cebe cnpaBxHiX

i 3BMHYBauyBaTW «HecnpaseAnuBi YMOBU», 3BiNbHAE Bij
notpebn UiTKO O3HauuTM CBOE Micue, uini, a BiATaK —
Bia noTpebu 3miHwoBaATUCA.

Putyanun, obpsaan paTyioTb BiA HENeBHOCTi Ta Tpusorwu,

WO MNOpPOAXEeH]T HeBM3HAUeHiCTI0 mepexiAHOro CTaHy. Mu
NiATPUMYEMO CTapi anropuTtMu Aii, BUraaaHi ” HaB’ Aa3aHi
Ham, yacTto 6e3rny3ai. Mu TpaHchopmyBanu Aenki
paaAHCbKi 06pAan, 3amiHMBWKM 14€0M0Tril0 HauioHaNbHOW
cumBonikow. My BUrasyeEmMo HOB1 puTyanu, cTawyu
3apyyHuKammu uyxumx npasun. My uyacTo BUKOHYeMO obpsaau
aBTOMAaTWUYHO, He 3anuTyluu, 4YOMy, HaBilWo, WO CTOTTb 3a
uUMMn Aisamu, Kyau BOHU, BpewTi, BeAyTb UM He BeAyTbh
Hac? PuTyanu fonomarawTb HaMm BUXWBATW, ane 4um BOAHOUAC
BOHM He BiajanswoTb Hac Bia cebe camux?

RITUALS OF TRANSITION

The fall of the Berlin Wall, the Velvet Revolution,
protests of Solidarity Labor Union in Poland,
Revolution on Granite and collapse of the USSR have
all become accelerating points of many processes. It
would seem that the way to freedom was open now, and
many «Soviet people» secretly dreamed about it. But
the majority of people, and therefore society as a
whole, were unprepared for freedom and its flip side
— responsibility. Only mature people and societies
can be free and are able to take responsibility for
themselves. The infantile, however, run away from it.
Getting stuck in the transition is one of those escape
options.

We live in situation of transition between the old
world and the new. We emerged from the Soviet past and
haven’t yet come to the desired «European future».

We are neither here nor there. We are in a corridor:
with mental luggage of the past, paternalism and a
reluctance to change, but also looking, waiting,
toward the West, with the pursuit of «European values»
and «Western lifestyle».

We have been repeating familiar or finding new forms of
adaptation to this transition over the last 30 years.
Or maybe ways to support it? Rites allow you «not

to think», not to look at the real you and to blame
«unfair conditions». They exempt you from the need to
clearly define your place, goals, and therefore — need
to change.

Rituals and ceremonies save us from uncertainty and
anxiety generated by insecurity of the transition. We
support old algorithms of action, often meaningless,
invented and imposed on us. We have transformed some
of the Soviet rites, replacing ideology with national
symbols. We invent new rituals, and become hostages
to someone else’s rules. We often perform rituals
automatically, without asking what for, why and what
is behind these actions, where they ultimately lead or
do not lead us? Rituals help us

survive but do they not distance us from ourselves at
the same time?



OYIKYBAHHA TA PO3YAPYBAHHA..

B YkpaiHi 2019 pik 6araTtumin Ha wBinei. Hanpwuknaa, y
CiuHi 6yB 90-piuHMiA BiINeNn BMXOAY Yy CBiT YKpPaiHCbKOT
paasHCbKOi KiHoCcTpiuku A3uru BeptoBa (Lasiaa KaygmaHa)
«MoanHa 3 KiHoamapaTowm», onepatopom skoi 6ys 6paTt
pexumcepa Muxain. Ton xe Muxain KaygmaH y Tomy X

1929 poui cTBOpPMB WeAeBP PaHHbLOPAAAHCHBKOTrO, ane Tex

i yKpaiHCbKOro kiHo «HasecHi». 06uaBi cTpiuku 6ynu
peakui€w Ta cneundiuyHow BiAMNOBIAAK HA eKCMepuMeHTanbHe
KiHO «bepniH — cumpoHis Benukoro micta» (1927)
pexucepa BanbTepa PyTTmaHa. ®inbmu «JlloanHa 3
KiHoanapatom» Ta «HaBecHi», Ae MM 6a4yuMO AOKYMEHTaNbHO-
KiHemaTorpaiuHy «cumpoHi» Kuesa BecHu 1929 poky,
OTpVMMalTh MPOAOBXEHHS y BiAOMiN Ha BeCb CBIiT CTpiuui
«CumoHis JoHbacy». YcCi Ui ¢inbmum BBaXawTbCs KNaCUMKOIW
CBiTOBOrO aBaHrapAy i Heabusk UiHylTbCA B KpaiHax,

AK1 MneKawTb XYAOXHIO KynbTypy, MNpOTe MPaKTUUHO XOAHE
BefnukKe ykKpaiHCbke BuAaHHA y 2019-my He 3ragano wBinew
— 90-piyus BuMXoAy Yy CBIiT eKCnepMMeHTanbHUX CTPiuyOK
6paTtiB KaypmaHiB. A He npo Te, wo wBiNnei ob6oB’ A3KOBO
Tpeba cBATKYBaTu, AK uUe pobunu Hawi paAsHCbKI npeakwu,
ane Taki AaTuW MOXYTb CTaTu AoOpow HAroAow ANs pPO3AyMiB
Ta pednekcii..

Y yomMy npuumHa MOBYAHHA? MoxnuBOo, B TOMYy, WO Qinbmu He
nvwe yKpaiTHCbKi, a W PaAfAHCbKO-YyKpaTHCbKi? A Mu HibuToO
AeKOMyHi3yBanucsa.. Yn B Tomy, Wo aBTopamu 6ynu MNONbCbLKI
eBpei (Hapoaunucs y niapocincbkomy binocToky), saki
npauioBanum Ha ykKpaiHCbKY KiHOiHAyCcTpiw? He aymaw..

Mo€ BpaxeHHsA, WO UA MOBYAHKA MOB’f3aHa i3 Tum, WO B
YKPaiHCbKI1N KynbTypi MUCTELUbKWA aBaHraph, a TuUM nade
PaAAHCbKUN aBaHraph, AOCT He € BaXMWBOW YaCTUHOW
3aranbHOMNPUNHATOrO0 KYyNbTYPHOTO KaHOHY. ABaHrapa B
YyKpaTHCbKOMY KiHemaTorpagi, mucteutsi uum nitepatypi
TiCHO nmoB’ A3aHui i3 6iNbWOBMULKOW peBONOLiEw, fSKa
Mara Ha MeTi 3MiHUTW He nuwe noniTUYHYy CcucTemy,

a W (yHAamMeHTanbHO nepedopmMaTyBaTu CyCninbCTBO
KHEeMnpaBuUNbHOro» MUHyNoro. MucTeubkKWin aBaHrapa y
3axiAHUX perioHax YKpaiHu, AKi B34nNM y4yacTb B
po3bynosi YPCP nuwe nicns JApyroi cBiTOBOT BilHM,

MaB Jelwo iHwe KOpiHHA. BiH BMpoCTaB He 3 MOMiTUYHOT
pesonouii, sk B YPCP, a paawe cniayBaB €BpPOMENCbKUM
eCTeTUYHNM eKCNnepuMeHTaM — CTaB HacniAKom couianbHOT
Ta KyNnbTypHOT peBoMwuUiT, WO po3ropTanacs y 3axiAHin
€Bponi Ao Ta nicns MNepwoi cBiTOBOT BiWiHM.

EXPECTATIONS AND DISAPPOINTMENT..

2019 is rich in anniversaries in Ukraine. In January,
for example, there was the 90th anniversary of release
of Ukrainian Soviet film by Dziga Vertov (David
Kaufman), Man with a Movie Camera, and director’s
brother Mykhail was a cameraman. The very same Mykhail
Kaufman in the same 1929 created a masterpiece of
early Soviet but also Ukrainian cinema In Spring. Both
films were reaction and a specific response to Walter
Rutman’s experimental movie of 1927 Berlin: Symphony
of a Great City. Films Man with a Movie Camera and In
Spring, where one can see the documentary-cinematic
«symphony» of Kyiv in the spring of 1929, will

have a sequel in the world-famous film Symphony of

the Donbass. All these films are considered to be

the classics of the world vanguard and are much
appreciated in countries that foster artistic culture
but in 2019 hardly any major Ukrainian edition
mentioned the anniversary - the 90th anniversary of
brothers Kaufmans’ experimental films. I am not saying
that anniversaries are to be celebrated just as our
Soviet ancestors did, but such dates can be a good
occasion for meditation and reflection..

What is the reason of silence? Maybe because these
films are not only Ukrainian but also Soviet-Ukrainian?
And Ukraine has allegedly undergone decommunization..
Or because the authors were Polish Jews (born in the
imperial Russian Bialystok (Biatystok) who worked for
Ukrainian film industry? I do not think so..

My impression is that this silence is connected with
the fact that that in Ukrainian culture artistic
vanguard, and especially the Soviet vanguard, is still
not an important part of the accepted cultural canon.
The vanguard in Ukrainian cinema, art or literature is
closely connected to the Bolshevik Revolution which
aimed not only to change the political system but also
to fundamentally reform the society of the «wrong»
past. The artistic vanguard in the western regions of
Ukraine which participated in the construction of the
USSR only after World War II, had slightly different
roots. It grew not out of political revolution, as

it was in the USSR, but rather followed European
aesthetic experiments and was consequence of social
and cultural revolution that unfolded in Europe before
and after World War I.

3BWYANHO, BiTUM3HSAHE HEPO3YMiHHA uu HebaxaHHA
MUCTEeLbKOr0 aBaHrapAy MOTPOXM 3MIiHIOETbCA, CBiAUYEHHAM
yoro ctanu BucTaBka «CueHa yKpaiHCbKOro aBaHrapay»

y 2014 poui (Mucteubkun ApceHan y KueBi) Ta HaykoBa
KOH(pepeHUisa npo ManeBuuya y Tomy X poui. Y 2018-my B
HauioHanbHomy my3ei y JlbBoBi 6ynu npeacTaBneHi poboTtu
Jasuaa bypnioka, a MucTeubkuidi ApceHan 3HOBY MNOTiwWB
BUCTABKOBUM NPOEKTOM «boruyki3sm. [lpoekT “Benukoro
cTun“». YKpPaiHCbKi KPUTUKM Ta MUCTELUTBO3HaBUT NOTpPOXwu
(hopMyl0Tb YABMEHHA, WO Haw aBaHrapa Taku 6ys, ane OyB
BiH MepeBaxHO Ha CXoA4i KpaiHuW, B XapkKoBi um B THWUX
ueHTpax PaasHcbkoi YkpaiHu. lWob 36anaHcyBaTu LI TOUKY
30py, UeHTp micbkoi icTopii y llbBOBi peani3yBaB y

2018 poui npoekT «KynbTypa (6e3) npobinie: npo cnaakwu
aBaHrapay y JlbBOBi», AKWN HamaraesCs MNOKa3aTW HaACKiNbKKW
BaXNuUBMM OCepeaKOM aBaHrapay Ha 3axoAi kpaiHum 6yB i

€ MeBiB!. Ame uyM 3MiHMAM LT NPOEKTU HACTAHOBY WOAO
aBaHrapay, SKWiA TBOPMBCH Ha TepeHax Cy4yacHoT YkpaiHu

B nepwiin nonoBuHi XX cTonitTa? [MTaHHA pPUTOpPUUHE,

TuM nadve, wo MbBiBCbKA HalioHanbHa ranepes MUCTeLUTB
npeactasuna y 2019 poui meramacwtabHuWin NpPoOEKT

«AHTenun» (po3pobneHunin i BTineHun kKypatopom [laBrnom
FyaimMoBMM) , HAaTOMiCTb MPAaKTUUYHO HEMOMiueHol Ans
AEPXaBHUX BWUCTABKOBUX 3aniB 3anuwmnacs iCTOPWYHA NoAis
CTBOpeHHs y 1929 poui y [lbBOBi yrpynyBaHHa «ApTec»,
uneHn fKoro, fKk-oT PomaH Ta Maprit CenbcCbki, 3B’ sA3anu
MiXBOEHHT MUCTeUbK] MPaKTUKMW 13 MOBOEHHUM YKPATHCbKUM
MUCTELTBOM. AHTenum Taku «nepemarainTb» aBaHrapa SK B
yaBi 1HCTWTYyuUin mucTeuTBa, TakK i y CBiAOMOCTi CyuyacHuX
yKpafHuiB. A TyT Npo Te, WO HAacnpaBAi MUCTELbKUNA
aBaHrapA He € TaKOl TeMOW, Ha AKY MOXHa MpuBecCTH
UNCMEeHHUX BiABIiAYyBauiB, X0ua BaXMMBICTb aBaHrapay

ANS eBOMWOUIT MUCTeUTBA 3axMapHa. 3alUWAETbHCA nuwe
cnoAiBaTucs, WO HA MNOYaTKYy XOBTHA 2019-ro mMucTeubki
cninbHoTK JlbBOBa 3radailTb, WO 70 poKiB TOMy B MicCTi

3’ aBuBCA AnekcaHap AKCiHiH, OAMH 13 HaWBaxXNMBiwmx
XYZAOXHUKIB MOBOEHHOTO yacy.

TemMy NbBiBCHKOTO MNi3HbOPAAAHCBKOTO aBaHrapay (6yab
nacka, cnpuiManTe paAsHCbKe fK nepiol, a He §K
AKicTb!!!) um HedopmanbHOro MucTeuTBa MOpPyWyBasnu
KniBcbki BucTaBku 2017 poky («JlbBiB: COW3HMKU» y
HauioHanbHOMy XyZAOXHbOMy My3e§ YkpaiHu) Ta 2018 poky
(«YepBoHa KHUTa: paasHCbKe mucTeutso [lbBoBa 1980-90-
X pokiB» y PinchukArtCentre).? Ui npoekTn, sk i
BMCTaBka Mupocnasa fAroam y 2019 poui y NbBiBCbKIN
ranepef MMCTeUTB, HaMmaranucs NO-HOBOMY TFMAHYTM Ha
Ni3HbOPAAAHCbKE YKPaiHCbKe MUCTEUTBO, MPOTe Maixe He
OTPUMANM KPUTUUHUX BIATYKiB Yy npeci um Ha npoinbHUX
niACTOpiHKax iHTepHeT-BWAAHb, a MOKa3 TBOPiB Aroau
HaBiTb CNPUUMHUB MNOKANbHWIA CKaHAan. Yomy Tema pPaHHbO-
UM Ni3HbOPAAAHCHLKOrO aBaHrapay, SK i1 NMbBiBCbKOro

1 Bospos, ‘He3HaHi IcTopii ABaHrapAay JlbBoBa: [posBneHHS
06pa3is’, Korydor | XypHan npo Cy4yacHy KynbTypy, 29 May 2018,
http://www.korydor.in.ua/ua/stories/avangard-1lvova-
projavlennja-obraziv.html.

2 06uaBi1 BUCTABKWM KypyBanu HaykoBa cniBpobiTHMUS
NMbBiBCbKOT KapTWHHOT ranepei anuHa XOpyHXa Ta MUCTeLTBO3Ha-
Belb CTaHicnae CinaHTbeEB.

National incomprehension or unwillingness to
appreciate artistic vanguard is gradually changing,

of course, and it can be proved by an exhibition
Ukrainian Vanguard Scene which took place in 2014
(Mystetskyi Arsenal in Kyiv) and scientific conference
about Malevich 1in the same year. In 2018 the works

by David Burliuk were presented at the National

Museum in Lviv, and Mystetskyi Arsenal once again
pleased the public with Boichukism. Project of the
«Grandiose art style». Little by little Ukrainian
critics and art historians are forming the idea that
our national vanguard actually existed, but as if

it was mainly in the east, in Kharkiv or in other
centers of Soviet Ukraine. To balance this point, in
2018 the Center for Urban History in L’viv carried

out a project Culture (without) spaces: On vanguard
heritages in L’viv which sought to show that L’viv was
an important center of vanguard in the western part

of the country, and still is.! But have these projects
changed the guidelines for the vanguard, which was
created on the territory of modern Ukraine in the first
half of the 20th Century? The question is rhetorical,
especially since in 2019 L’viv National Gallery of
Art presented the blockbuster art exhibition Angels
(designed and implemented by curator Pavlo Hudimov),
while the historical event of creation of group Artes
in 1929 L’viv, members of which, such as Roman Selskyi
and Margit Selska-Reich, linked interwar art practices
and post-war Ukrainian art was left unprecedented for
the state exhibition halls. Angels still «conquer»

the vanguard both in the imagination of institutions
of art and in the minds of contemporary Ukrainians.
I'm saying that the artistic vanguard is not really
the topic to which one can bring many visitors,
although the importance of the vanguard itself for

the evolution of art is overwhelming. One can only
hope that at the beginning of October 2019, the art
communities of L’viv will remember that 70 years ago
Alexander Aksinin, one of the most important artists
of the post-war period, appeared in the city.

The theme of late Soviet vanguard in L’viv (please
view Soviet as a period, not as a quality!!!) or
informal art was brought up during Kyiv exhibitions in
2017 («L’viv: Allies» at the National Art Museum of
Ukraine) and 2018 («Red Book: Soviet Art in L’viv in
the 80s and 90s» at PinchukArtCentre)?. These projects,
as well as exhibition by Myroslav Yahoda at L’viv
National Art Gallery in 2019, tried to take a fresh
look at the late-Soviet Ukrainian art, but received
little or no critical response in press or the
mainstream Internet media, and the display of Yahoda’s

1 Andrii Boiarov, «Neznani Istorii Avanhardu Lvova:
Proiavlennia Obraziv», Korydor | zhurnal pro suchasnu
kulturu, 29 May 2018, http://www.korydor.in.ua/ua/stories/
avangard-lvova-projavlennja-obraziv.html.

2 Both exhibitions were curated by the specialist of
L’viv National Art Gallery Halyna Khorunzha and art historian
Stanislav Silantiev.



NOpPaAfAHCbKOTO aBaHrapay, He OyaAnTb cepus Hawux
CNiBBiTUM3HMKIB? YOMYy KPUTWUKMU Ta W YUCNEHHT «iHWi»
He LiKaBNATbCSA MUCTEUTBOM, fiKe Yy €BpOMNenuiB BUKNWKAE
no4vyTTs rOPAOCTi Ta 3axBaTy?

OAHI€10 3 MPUYUH, 3BUYANHO, € BIAMIHHUIA MOBOEHHUN
AocBiA. AKwo Ha 3axoAi aBaHrapA CBiAOMO MpoOMyBanu

i nonynspu3lyBanu SIK aHTUTe3y ToTaniTapusmy W
MiXBOEHHOMY (hawm3smy, To B CPCP MMCTeubKMA aBaHrapa
noyaTky CTONiTTA poO3rnajanu nepesaxHo fK Hejo3pine
peBornioLiiHe MUCTeuTBO. 3a 4YaciB CTanmiHi3My aBaHrapa
6yB nMoaonaHuik KiTyem coupeanismy, a cnpobu noBepHyTUCSH
A0 eKCMnepumeHTiB y MMUCTeuTBi 3a 4yaciB «BiANUru»
XpywoBa 6ynu 3ynuHeHi Bnajow. dopmanbHi eKCnepumMeHTwu

y 1970-x Ta nepwin nonoBuHi 1980-x He cTanu HaabaHHAM
mMac: 6arato XYAOXHWKIB 3myweHi O6ynu TBOPUTK Y

wyxnaay, i PaAfsHCbKUA aBaHraph cTaB HabyTkom xiba
npuBaTHUx kKonekuioHepis. fuwe 3 1987 poky HedhopmanbHe
(i nepeBaxHO monoze) paAfHCbKe MUCTeELTBO OTPUMano
MOXMMBI1CTb BUCTaBNATMCA NybNiyHO, WO BUKMAUKANO
Heabunakuin axioTax. Ane HaBiTb nibepanisauis Ni3HixX
1980-x He 3MiHMNA MNOCTaBM WOAO MUCTELbLKOrO aBaHrapay —
noro npobrnemaTuka M ecTteTuka i Hajani 3anuwanucsa B
noni 3opy «obpaHux».

A Aymaio, wo Ha ubomy eTtani, a ue 30 pokiB nicna
noyaTKy KiHUA paasHCbKOT imnepii, MM MaemMO CnpaBy He
3 MOBEepPHEeHHAM MNeBHOT KYNbTYpHOT CnaAwvMHu, a pajwe i3
HamaraHHam 6oaan 3po3ymiTu cebe. BuwesragaHi BUCTaABKU
UM NPOEKTWU HABKOMO YKPAaTHCbKOro aBaHrapaAy He (opmyloTb
HOBUX HapaTMBiB NMpPO eKCnepuMeHTanbHe MUCTELTBO UK
AEKOHCTPYKITh CTapi, a wBuAwWe BUrNAAalTb AK MNEBHI
icTopii, WO € cnopaauwyHumn, abo, SK TBepAUTb AHApPiN
bosapoB, «noumHawTb BUCTPMOYBaTU, BUCMUKYBATUCH,
Bu3MpaTn Ha tebe 31 winbHoro, 3aasanocs 6u, a npoTte —
4aCcTO HaBMUCHE 3aTepToro, KuiuMa yKpPaTHCbKOT KynbTypwu
XX ctoniTTa».? YkpaiHui, sKi B 4veproBuii pa3 cTanu
3apyYHMKaMM reononiTWYHUX 3MaraHbe Ha cxoAi €Esponwm,
cyb6’ €KTaMum OKYynoBaHOT OnirapxaToOM AepxXaBu Ta XepTBamu
BMlaCHOT Ae30pi€HTOBAHOCTI, AOCT HE MOXYTb OCATHYTH
AOCATHeHb HauioHanbHOT KynbTypu. KynbTypu 6e3
(hONbKMOPM3MYy Ta «MNpPaBiuyHUMX» KiTueBuX cCloxeTiB, 6e3
POMaHTM3My 1 CTOTFHaHHS 3 BUKMUKAHHAM AyXy BawwuHrToHa.
Y 1990-x pokax pin AHAPYXOBWY Ha3BaB TakWhW CTaH
KyNnbTYpU «Ae30pi€HTALI€ Ha MicUeBOCTi», TOMY WO «TakK
BiAuyBano cebe ykpaiHCcbke cycninbcTBo 1990-x, 36uTe

3 NaHTenuky, Ae3opraHi3oBaHe».? HuHi HibuTOo ykKpaTHUi
CTanu 3HAUHO oOpraHi3oBaHiwuMmm, HiX B 1990-x, kKpawe Ta
AKicHiwe 6auaTtb i po3ymiwTb, wWo im noTpibHo. [lpoTe A0
pPO3yMiHHA BRacHoT KynmbTypu, a TUM naye A0 OCMUCIIEHHS
MUCTeUbKOT KynbTypu, e AOBONi Aaneko.

HanpukiHui 1980-x Ta Ha nouaTtky 1990-x pokiB y
6aratbox YKpaiHCbKUX MUTULIB 6yno BiA4yTTA TOro, WO MKW

3 Bosapos. Tam xe.

4 Reporter, ‘ByTun nepemoxuem. Wpiin AHAPYXOBUY - Npo
ycnixun YKpaiHu, MOBY KynbTypu i TFONOBHWA pU3WUK y BiiHM 3 PO’
Penoptep (blog), 6 January 2019, http://report.if.ua/poglyad/
buty-peremozhcem-yurij-andruhovych-pro-uspihy-ukrayiny-movu-
kultury-i-golovnyj-ryzyk-u-vijny-z-rf/.

works even became the cause of a local scandal. Why
does not the theme of early or late Soviet vanguard,
just as the L’viv pre-Soviet vanguard, awaken the
hearts of our compatriots? Why don’t critics and
numerous «others» have any interest in art that evokes
a sense of pride and admiration among Europeans?

One of the reasons, of course, is the different post-
war experience. While the vanguard was deliberately
promoted and popularized in the West as an antithesis
to totalitarianism and interwar fascism, the artistic
vanguard in the USSR at the beginning of the century
was largely considered to be an immature revolutionary
art. During the Stalinism era, the vanguard was
defeated by the kitsch of Socialist Realism and
attempts to revert to experiments in art during
Khrushchev’s Thaw were stopped by the authorities.
Formal experiments in the 1970s and the first half

of the 1980s did not become the acquisition of the
masses: many artists were forced to create their works
for the drawer, and the Soviet vanguard was acquired
by private collectors, maybe. It was only in 1987 that
informal (and mostly young) Soviet art was given an
opportunity to exhibit in public, which caused quite

a stir. But even the liberalization of the late 1980s
did not change the attitude towards artistic vanguard
- its problems and aesthetics continued to remain
under review of the «chosen» ones only.

I think that at this stage, and that is 30 years after
the end of the Soviet empire, we are dealing not with
return of a certain cultural heritage, but rather

with an effort to at least understand ourselves. The
aforementioned exhibitions or projects about Ukrainian
vanguard do not form new narratives about experimental
art or deconstruct the old ones, but appear as certain
stories that are sporadic or, as Andrii Boiarov
states, «start jumping out, pulling out, and look at
you from the thick and yet often deliberately worn rug
of Ukrainian culture of the 20th Century.»® Ukrainians
who again became the hostages of geopolitical

contests in the Eastern Europe, subjects of the state
occupied by the oligarchy and victims of their own
disorientation, still cannot grasp the achievements

of national culture. The culture without folklore

and «ancient» kitschy plots, without romanticism and
groaning with the invocation of Washington’s spirit.
In the 1990s, Yurii Andrukhovych called such state

of culture a «disorientation in the terrain» because
«that’s how Ukrainian society of the 1990s felt,
confused, disorganized.»* Nowadays, Ukrainians seem

to have become much more organized than in the 1990s,
better able to see and understand what they need.
However, understanding of one’s own culture, and even

3 Boiarov. Ibid.

4 Reporter, Buty peremozhtsem. Yurii Andrukhovych - pro
uspihy Ukrainy, movu kultury i golovnyi ryzyk u viyni z RF,
reporter (blog), 6 January 2019, http://report.if.ua/poglyad/
buty-peremozhcem-yurij-andruhovych-pro-uspihy-
ukrayiny-movu-kultury-i-golovnyj-ryzyk-u-vijny-z-rf/.

(8K KynbTypa) KyAuCb KAemMO, NPOCTO Ha ToMmMy eTani 6yna
AKacb endopisn TpaHchopmauii, WO Mana Taku 3aBEpPWUTUCH.
Yci uekanu peBonouii, AKWO He nmonmiTuuHoi, To 6oaawn
ecteTnyHoi! Us TpaHchopmauis noBmHHa Gyna npuBecTH

[0 HOBOTO, Kpaworo CBiTy 3 HOBUM 1 BiANOBiAHO Kpawum
MucTeutTBoMm. Ane 3 nepcnekTuBum 2019 poky i KinbkKox
HeBAanux pesonoyin, aki 6ynu 3aiicHeHi B Kuesi nicnsa
nepwuMx CTYAEHTCbKMX BUCTYNiB «Ha rpaHiTi» 1990 poky,
CTa€e BCe oueBMAHIWe, WO MU Hikyanm He npuidwnu. A6o, §K
OKpecnuB uel CTaH NbBIiBCbKWUIA XYyAOXHUK Bnoako KaygmaH,
MW HiOU 3acTpArnM y KOpuMAOpi, BWWAWOBWMK 3 OAHOTO
NpoCcTOpy i He yBinwoBWM B iHWMA. lle oaAMH NbBiBCbKUIA
XYAOXHUK AHApPin CaraWAakoBCbKWIA Mae meTadopy rycroro
NMPOCTOPY, B KOTPOMY, SIK Yy HEeBaromocTi, BCe 3aBuCaeE i
HiKyAn He nNeTuTb. TOX MM Haue 3abnykanu B Kopuaopi,
BMAWOBWK 37 CTapoi KimHaTu, abo 3aBuCAM y npocTopi,
niacTpubHyBwWK i HaiBHO Aymalwuu, WO AO 4YOroChb
AoCTpubHewmo. . .

HenaBHO BXe 3raayBaHui AHAPYXOBMY CKa3aB Mpo YKpaiHy,
Wo ue KpaiHa, fAKa HibMTO nparHe CTaTW 4YacTMHOW 3axoay
i «WOAYXY XOHTMIOE MPO3axiAHUMU PUTOPUUYHMMU BNOKaAMMKY» ,
TOMY He Ma€ npaBa 6yTu MmacuBHOW.> 3 iHWOro 6oky, BiH
He BipuUTb Yy 34aTHICTb Hawoi KpaTHM OYTU KNPOAKTMUBHOW»,
OCKiNnbKW Cam TBepAWTb, WO YKpPaiHCbKi moniTuku —

ue «He Apama, Ue MOCTiWHWMA apc» i WO, MOXIUBO,

BCe nonepeAay, 1 BCi Hawi «hapcu W BOAEBiNi KOMUCb
nepenayTb MPUHANMHI y piBeHb ONTUMIiCTUUHUX Tpareain».®
Ak 6aummo, noniTuuHi dapcu W BoaeBini B YKpaiHi Hikyau
He AiBawTbCca, Xiba CKPOMMWKTHCA WOAEHHO ApPamMolo —
Jewmuen KpoBi YKpPaiTHCbKUX BOAKIB, AKi NOCTiWHO

rmHyTb. lle Beae [0 TOro, wWo Hawe CycninbCTBO He Mae€
OUYiKyBaHb WOAO BEMYHOTO UM cBiTnoro mambyTHboro (a
ManbyTHE € BaXMUBOKW YACTWUHOW MPOEKTY aBaHrapay),

NIOAN BiATYKYKOTbCS NUWe HA 3aKMK NPUMNUHUTK TenepiwHe
(HibKX 3yNUHMUTKM Yac), sgKe HIKOro He BfawWTOBYE.. B
TakoMy CycninbCTBi MapHO cnoAiBaTucsa 3HauHOT yBarum Ao
MMcTeuTBa, TUM nayve A0 aBaHrapay..

YN BYNA B YKPAIHI MWUCTEUbKA PEBOMOUIA?

Uboro 2019 poky B YKpaiHi «BiA3HauawTb» Wwe OAHY
piyHMUlO, a came npoBeaeHHs B YepHiBusax y 1989 poui
hecTmBani nonynsapHoi nicHi «YepBoHa pyTa». Kupwuno
CTeueHKko, OAMH 13 MOro OpraHi3aTtopiB, CKa3aB KOMUCH:
«YepBoHa pyTa» 6yna MOTYXHOW KynbTypHOO peBornioui€io,
AKa B Oouyax 1 ByXax Tux, XTOo Tam OyB, 3HUWMNA KOMMANeEKC
HauioHanbHOT HemoBHOUiHHOCTi».” A we BiH Ka3as,

WO «KOXHe MOKOMiHHA noTpeby€e CBOET My3uku», i uUSA

5 Deutsche Welle (www.dw.com), ‘lpin AHAPYXOBUY:
YKpaiHCbKUN BiATiHOK ciporo | DW | 05.02.2019°, DW.COM, 2 May
2019, https://p.dw.com/p/3Cjlk.

6 BikTopisa Mpuceacbka, ‘Anapyxosuu: “Hawi foniTtukun - Lle
He Zpama, Ue MocTiiHunm ®apc”’, 23 November 2018, sec. Joknaa-
HOo, https://www.bbc.com/ukrainian/features-46305731.

7 OkcaHa MamueHkoBa, ‘®ecTmBanbHa IcTopisd: Ak Mporpumina
i Yomy Ctuxna “YepBoHa PyTa”’, YkpaiHcbka npasaa _XutTs,
2017, https://life.pravda.com.ua/culture/2017/05/18/224232/.

more so understanding of artistic culture, is still a
long way off.

In the late 1980s and early 1990s many Ukrainian
artists had the feeling that we (as a culture) were
moving somewhere, just at that stage there was some
transformation euphoria that was to end. Everyone

was waiting for a revolution, if not political then
aesthetical! This transformation was to lead to a new,
better world with new and, correspondingly, better
art. But from the perspective of 2019 and several
unsuccessful revolutions that took place in Kyiv after
the first student speeches «on Granite» in 1990, it

is becoming increasingly clear that we have not come
anywhere. Or, as L’viv artist Vlodko Kaufman outlined
this situation, we seem to have stuck in the hallway,
leaving one space and yet not entering the other.
Another L’viv artist, Andriy Sahaidakovskyi, has a
metaphor of dense space in which everything, as in
weightlessness, hangs and flies nowhere. So, we seemed
to have got lost in the hallway, leaving the old room
or hovering in space, bouncing and naively thinking
that we would jump up to something..

The above mentioned Andrukhovych said about Ukraine
that it is a country that allegedly strives to become
part of the West and «juggles with pro-Western
rhetorical blocs» and therefore has no right to be
passive®. On the other hand, he does not believe 1in
our country’s ability to be «proactive», since he
claims that Ukrainian politicians are «not drama but a
constant farce» and that perhaps everything is ahead
and all our «farce and vaudeville will pass at least
to the level of optimistic tragedy someday.»® As we
can see, political farce and vaudeville are not going
anywhere in Ukraine, except they are sprinkled with
daily drama - a droplet of blood of Ukrainian soldiers
who die regularly. This leads to the fact that our
society has no expectations for a great or bright
future (and the future is an important part of the
vanguard project), people respond only to the call to
end the present (as if to stop time), which does not
suit anyone In such a society one can hardly hope
for attention to art, and the vanguard all the more..

HAS THERE BEEN ANY ARTISTIC REVOLUTION IN UKRAINE?

This year Ukraine is «celebrating» one more
anniversary — festival of popular songs Chervona Ruta
took place in Chernivtsi in 1989 for the first time.
Kyrylo Stetsenko, one of its organizers, once said:
«Chervona Ruta» was a powerful cultural revolution
that destroyed the complex of national inferiority in

5 Deutsche Welle (www.dw.com), “Yurii Andrukhovych:
Ukrainskyi vidtinok siroho” | DW | 05.02.2019°, DW.COM, 2
May 2019, https://p.dw.com/p/3Cjlk.

6 Viktoriia Prysedska, ‘Andrukhovych: “Nashi Polityky
- Tse Ne Drama, Tse Postiynyi Fars”’, 23 November 2018, sec.
Dokladno, https://www.bbc.com/ukrainian/features-46305731.



10

Te3a Oyna CyronocHoo TBepIKEeHHI MUCTeubkKoi topmal i’
AKyBiA0, AKa AnsA BijgeonpoekTy «XpecTtu» (1993) cknana
BMAaCHUA MUCTeUubKU MaHitdecT. ABTopu nucanu: «KoxHa
nwoAvHa cama Buraaye 3abaBy i rpaetbcs B Hei. [loTpibHo
BUraaysatun HoBi 3abaBu. CTBOpeHHs HOBUX 06’ €4HaHb,
HOBWX THCTUTYTiB, HOBUX B3AEMOBIAHOCUH MiX N0AbMMU
AaloTb HOB1 (opmMu, HOBiT CMWCNOBI CMOMYyUYEHHSA, HOBI
CrnoBa, HOBE 33J0BOJIEHHS BiA XWUTTA, HOBWUA TiMHO3».

AKwo «YepsBoHa pyTa» 1989 poky cCTana «MNOTYXHOW
KyNnbTypHOW peBOniuUi€io» B nonynapHin my3uui i cnpuana
nosasi HOBOT YKPATHOMOBHOT MiCHi, TO UM CNPOMOTNOCH
Ni3HbOpaAssHCbKe YyKpaiHCbKe MUCTELTBO CTBOPUTU CBOIO
pesorniouil, fSka 6 NO3WTUBHO BMAUHYNa Ha (QOpPMyBaHHA,
AK nucanun AKyBiao, HOBOT MMCTeubkoi rpu, 06’ €AHaHb
un FHCTUTYTiB? Yacom Takow noAi€lw Has3uMBawTb KUTBCbKY
BUCTaBkKy «MonoaicTb KpaiHu» 1987 poky, Ae monoai
MuTui-pesonuioHepn A. CasagoB i I'. CeHUeHKO BMUCTaBWM
3HameHunTy poboTy «lMeuans KneonaTtpu». Ane aK us, Tak
i HacTynHi BUCTaBKW Oynu KOMMPOMiCHWUMU, JAe BUpa3Ha
paAsHCbKa «3aKa3yxa» BUCTaBnsnacs nopy4y i3 TBopamu
MOMOANX «peBOfoLioHepiB». Ha NbBiBCbKiN BUCTaBLi
1987 poky, wo mana Ha3By B AyCi yacy — «3anpowyemo
A0 Aianory», peBonouii Tex He Biabynocsa. CKyaHun
ayKUioH Ha (iHicaxi BucTaBkn y [IbBOB1 BUABUB nuwe
OAHOTO OXOYOTrO KYyMWTW aHAerpayHiHe MUCTeuTBO, ane W
us npuabaHa poboTa mMana CYMHiBHi MUCTeuUbKi SKOCT1 W
6inbwe nposBuna TAXIHHA NOKYyNnus A0 e€poOTUKWU, HIX A0
anbTepHaTuBK.

Ha apyromy nneHepi XyAOXHWKiB-eKcnepumeHTaTopiB Yy
CeaHeBi B 1989 poui Biabynaca 6niaa Bepcisga noncosof
«YepBOHOT pyTwU», a came Bnepwe B TYCOBL1 MOMOAMUX
eKCrnepumMeHTaToOpPiB YaCTUHA XYAOXHUKiIB Oynm okpecrneHi sk
KXYLOXHUKM-HauioHanicTu».® NMuTtaHHa Ha apyromy CeaHeBi
«a UMM CamMe € HOBe yKpaiHCbKe MMCTeuTBO?» MOCTano
came ToAi, KOMM «YepBOHaA pyTa» CTaBuNa MUTAHHA «a
AKOI Ma€ OyTM HOBa yKpaTHCbKa nicHa?». BianoBiab Hibu
byna Ha noBepxHi — HoBe He Mae 6yTum cTapum, cebTO

He 6yTuM YKpPaiTHCbKO-paAsHCbKMM. Ane OCKinbku ue 6yno
HEMOXNNBO, TO YKPaiTHCbKi XYAOXHUKM MPOCTO 3aB3ANUCA
«BiaTBOpIOBATMY» Te, wWo 6yno «Tam», a He «TyT». fAK nuwe
Necs CmupHa,

«HoBa xBWUMA» YyKpPaTHCbKOro MMCTeUTBa WBUAKO
eBonioLioHyBana, pPoO3ranyxylouncb 3a CTUNbOBUMU
BNOAOOAHHAMM Ta KOPMOPATUBHWMKW iHTepecamu. BuHuKawoTb
TBOpYi 06’ €AHaHHA «Mexa 3ycunb HauioHambHOroO
nocTekNnekTnamy», «XMBOMUCHWIA 3aNOBIiAHUKY,

«Mapn3bka KoMyHa» Ta iH. Ha noyaTtkax iHTYiTMBHI Ta
nepcoHanicTuuHi wnaxu cybnimysBanucs B KOPNopaTUBHI
nporpamu. CTuni Ta HanpsMu, AO AKWUX BOHW 3BEPHynucs,
cTann 6a30BUMKU Yy PO3BUTKY YKPaiTHCbKOINo MUCTeuTBa

i cknajganu «mMaTpuuio yKpaTHCbKOT Bi3yanbHOCTi»

(3a T. CinbBawi), 3 perynsapHicTiO NMOBTOPKWUYNCHL Ta
BiATBOpIOKOUMCH Yy nodanbwomy. Tak, aAng Onera TicTona

8 Neca CmupHa, ‘Nleritumizauis HoHkoHdopmizmy: [Mpo-
uec Miwos’, ART Ukraine, 2016, http://artukraine.com.ua/a/
legitimizaciya-nonkonformizmu--proces-pishov/.

the eyes and ears of those who were there.»’ He also
said that «every generation needs its own music»,
and this thesis was in line with the statement of
the Akuvido Art Formation, which created its own
manifesto for the video project The Crosses (1993).
The authors wrote: «Everyone invents fun for himself
and plays it. We need to invent new fun. Creation of
new associations, new institutions, new relationships
between people gives new forms, new meaningful
connections, new words, new pleasure from life, new
hypnosis.»

If the Chervona Ruta in 1989 became a «powerful
cultural revolution» in popular music and contributed
to the emergence of a new Ukrainian-speaking song,
was the late-Soviet Ukrainian art able to create

a revolution that would positively influence the
formation, as Akuvido wrote, of a new artistic play,
associations or institutes? Sometimes Kyiv exhibition
Youth of the Country 1in 1987, where young revolutionary
artists A. Savadov and G. Senchenko exposed a famous
work The Grief of Cleopatra, is called such an event.
But both this and the subsequent exhibitions were
compromise, where a clear Soviet «paid material» was
on display alongside with the works of the young
«revolutionaries.» At L’viv exhibition in 1987, which
name was in the spirit of the time - We Invite You to
a Dialogue, there was no revolution either. A scarce
auction at the exhibition finissage in L’viv found only
one person willing to buy underground art, but the
purchased art work had dubious artistic qualities and
showed more of a buyer’s attraction to eroticism than
to alternative art.

On the second open-air for experimental artists

in Sedniv in 1989, a pale version of the pop song
festival Chervona Ruta took place, namely for the first
time in the party of young experimenters some of the
artists were described as «artists-nationalists».?® The
question «and what exactly is the new Ukrainian art?»
arose during the second festival in Sedniv, exactly
when The Chervona Ruta festival raised the issue of
«what should the new Ukrainian song be like?» The
answer seemed to be on surface - the new must not be
old, so that is not to be Ukrainian-Soviet. But since
this was not possible, Ukrainian artists simply began
to «reproduce» what was «there», not «here.» According
to Lesia Smyrna,

The «new wave» of Ukrainian art has evolved
rapidly, branching out in style and corporate
interests. There arose artistic groups/associations,

7 Oksana Mamchenkova, ‘Festyvalna Istoriya: Yak
Progrymila i Chomu Stykhla «Chervona Ruta»’, Ukrainska pravda
_Zhyttia, 2017, https://life.pravda.com.ua/
culture/2017/05/18/224232/.

8 Lesia Smyrna, ‘Lehitymizatsiia Nonkonformizmu: Protses
Pishov’, ART Ukraine, 2016, http://artukraine.com.ua/a/
legitimizaciya-nonkonformizmu--proces-pishov/.

TaKol0 MaTpuLelo CTano ykpaiHCcbkKe Ko3aubke 6apoko, Ans
Tibepia CinbBawi Ta «XuBonucHoro 3anoBiaHuKka» — iaefd
AMEPUKAHCbKOT O eKCNpeCcioHi3My, XWBOMUCY KOJMipHOTO
nons, €Bponencbkoi nipuyHoi abcTpakuii Ta, A0 neBHOT
Mipu, «HOBOTro peani3smy.’

Tak BuxoaAuTb, wWo 6e3 ictopusmy, T06TO 6e3 3BepHEHHSA
A0 MWHYMOro Cy4yacHe yKpaTHCbKe MUCTELUTBO He MOTfo
cebe nobaunmTtn? LUen Mi3HbOPAAAHCHKNUA YKPaTHCbKUNA
€KMeKTU3M ONMCaB OAMH NbBIBCbKWUA XYyAOXHUK: «Konu
Bnepwe nOTpanuWeB y My3eil CyyacHOro mucrteutsa B bepniHi,
TO nobaumB yce cyyacHe YyKpaiHCbKe MUCTeLUTBO, nuwe
nianucm 6ynn He Hawi». Takuh CTaH «imiTauinHoro
NOCTMOLEPHT3My», KOMW XYAOXHWUKW obumpanu, 3a kKum 6u 3
BiAoOMUX JeiHAe XYAOXKHUKIB UM 33 SAKUM TiCTOPUUHUM CTuUMem
BapTo cnigyBaTu, B YKPATHCbKOMY MMUCTeUTBi TpuMaBCH
axX A0 2004 poKy, KONMM KpaiHy CTPYCOHYB «MaWAaH»,

Wwo micusamu nosToOpwBaB Tponu i Tonocu pesonioui’

«Ha rpaHiTi» 1990 poky. ToAi momiTWuHa peBoOMwLIA
BMHECNa Ha MOBEPXHI0 HOBWX MOMOAMX, a came rpyny PEI
(PeBoOnUiNHNA eKCNnepuUMEHTanbHUA NPoOCTip). Xou B
MONOATXHUX rpynax i Buainanucsa sackpasi ocobucrtocTi,
AK-0T HikiTa Kazan, Bonoas Ky3HeuoB, Jlaga HakoHeuHa
(rpyna «PEM» Ta «Xyapaaa») um Xens Binopyceub (rpyna
«XyaApaaa»), TXHi yyacCcHWKM BiACTOBaNM ecTeTuky
KONnekKTMBHMX Aii. HacTynHa rpyna «pesonouioHepiB» B
YKPaTHCbKOMY MUCTeUTBi aKTMBHO 3a3By4yana nia 4ac
yeprosoi noniTu4yHoi peBonouif, y 2013-2014 pokax.
«Biakputa rpyna», ska noaibHo no PEMy cnosiaye
KONeKTMBHI 4171, CcTana HoBuM BigkputTsam (6onan

ANS AeKOoro) i nposBuna cTapi KOHPNiKTM BCepeaUHi
MUCTELbKOro cepeAoBULA.

KOHpnikT mix pesonwouioHepamn 1987-ro i 2004-ro pobpe
nposasmecs y ®ercbyui y 2019 poui. AKTMBHO npoTecTylouwn
npoTu BMUCTyny (3a AepxaBHi kowTu) Ha BeHeuincbkomy
6ieHane 2019 poky «Biakputoi rpynu», npeacTaBHUKMK
akoi «cTanu pesonioyioHepamu» 2013-ro, ApceH CaBanos,
ikoHa mMonoAixHOi BucTaBku 1987 poky, ropao cTBepaus

y BiAnoBiAb MonoAin XyAoxHuui: «Mu XyAOXHiKI,

KaTopue po3sanini Imnepi, i He Tebe, ManNoneTKe, MHE
yKasumBaTb, Kyda iATi». [apanenbHo BiH, «peBosiolioHep»
1987 poky, Ha3eaB HikiTy KaaaHa, «peBoniuioHepa» 2004
POKY, «AINETAHTOM-TEPMEHEBTiKOM» i noobiusas 3a0AHO
«B1ANM3ANTM» AK BiH BuUpa3umecsa, «kabaHa» npu 3ycTpiuvi.
Yn e TOW CTaH KynbTypu, KOMW, AK Ka3as AHAPYXOBWY,
thapcu 1 BoaeBinNi Bxe Manu 6 nepelTM y piBeHb
ONTUMICTUUYHUX Tpareain?

MpoekT «Biakputoi rpynu» ans BeHewii CcTaB uyAOBuUM

xoua 6 TOMy, WO BTiNUB obuABaA CHXKETW HOBITHbLOTO
YKPAaTHCbKOro MucTeuTBa: WOro BUTiCHEHY PaAsSHCbKiCTb,
yepe3 peepyBaHHA 4O YABM MPO TeXHOMOriuHy yToniiwo
(HanbinbwmMin paasdHCbKUA NiTak cBiTy «Mpiax»), #
eCTeTUYHY yTONi4YyHiCTb, a came Mpik nNpo uyao. 3a
3a4yMOM, YKpaiHCbkuMiA niTak AH-225 «Mpia» maB npomeTtiTtu
Haa BeHeuwinCbkuMM cajamu, Ae YACTKOBO BiabyBa€TbCH
6ieHane, i KWHYTM TiHb Ha MAaBiNbWOHM THWKMX Aepxas. Len

9 CmupHa. Tam xe.
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namely: «Limit of the Efforts of National Post-
collectivism», «Painting Reserve», «Paris Commune»
etc. At the beginning, intuitive and personal ways
were sublimated into corporate programs. Styles

and directions to which they turned became basic

in the development of Ukrainian art and made up the
«matrix of Ukrainian visuality» (according Tiberii
Silvashi), being repeated and reproduced with
regularity in the future. Thus, for Oleh Tistol,
such a matrix was the Ukrainian Cossack Baroque, for
Tiberii Silvashi and the «Painting Reserve» - the
idea of American expressionism, color field painting,
European lyrical abstraction and, to some extent,
«new realismy».?®

So, does it turn out that without historicism, that
is, without reference to the past, contemporary
Ukrainian art could not see itself? This late-Soviet
Ukrainian eclecticism was described by one L’viv
artist: «When I first got to the Museum of Contemporary
Art in Berlin, I saw all contemporary Ukrainian art,
only the signatures were not ours.» Such a state of
«imitative postmodernism», when artists chose which

of the famous artists or what historical style one
should follow, remained in Ukrainian art until 2004,
when the country was shaken by the «Maidan» which
repeated tropes and toposes of the «Revolution on

the Granite» in 1990. Then the political revolution
brought to the surface new young people, namely the
R.E.P group (Revolutionary Experimental Space). Even
though great personalities such as Nikita Kadan,
Volodia Kuznetsov, Lada Nakonechna (R.E.P group and
Khudrada group) or Zhenya Belorusets (Khudrada group)
stood out in youth groups, their participants upheld
the aesthetics of collective action. The next group of
«revolutionaries» in Ukrainian art actively gave voice
during the next political revolution in 2013-2014. The
Open Group, which, 1like the REP, professes collective
action, has become a new discovery (at least for some
people) and has shown old conflicts within the artistic
environment.

The conflict between revolutionaries of 1987 and 2004
manifested itself well on Facebook in 2019. Actively
protesting against participation (for public money)

at the Venice Biennale 2019 of the Open Group, whose
representatives «revolutionized» art in 2013, Arsen
Savadov, icon of the 1987 Youth Exhibition, stated
proudly in response to the young artist: «We are

the artists who have destroyed the empire, and you,
jailbait, will not tell me where to go.» Jointly

he, a «revolutionary» of 1987, called Nikita Kadan,

a «revolutionary» of 2004, «layman-hermeneutic» and
promised at the same time when they will meet to «kick
the shit out» as he put it, of a «boar» (the last name
of Kadan is close 1in spelling to «kaban», which stands
for a boar). Is this the state of culture when, as
Andrukhovych said, farce and vaudeville should already

9 Smyrna. Ibid.
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Hanbinbwmin NiTak y CBiTi MaB CTaTW My3eeEM-apXiBOM Ha
Kpunax: Ha 60opTy nnaHyBanu noMicTuTy nepenik 3 imeHamu
YyCiX CYYaCHMX MUTUIB/MUCTKUHb YKpaiHu. OaHaK Hiuoro
LbOro He cTanocs — mid npo «Mpio» 3anuwmeca mMidom.
MonoAi KypaTopu MPOEKTY 3a3Hauwunu:

MaBinbWOH CTaB pe3ynbTaTOM K OUEBUAHUX, TakK

i NOTAaEMHUX AN OCHOBHMX YYaCHMKIB CuUTyauif.
PesynbTaT cknaAHux BiAHOCUH, KOH(pPOHTAuUiT koaniuin
BigobpaxaBCcs SK CTaHUisa Ang nepeaadvi mMigy npo

nonit «Mpii» Haa OxapaiHi. KoHpepeHuiT onoBijauis
NPOXOANAN OAHOYACHO, 3MiWyBanNWCHA, HakNajdanucs OAHa
Ha oAHy. [lepeTBOplBaNUCsA Ha nanimncecTt. €auHe, WO
06’ e€aHyBano, — OAHOYACHE UUTAHHS OCHOBHOTO Migy npo
noniTt Haa cadamu.l®

CUHXPOHHICTb YKPaAaTHCbKUX MUCTeLbKWX peBonwUin i3
nONiTUYHMMM Ta couianbHUMKW peBoOfoLiAMM B YKpaTHi, Ha
Mil mornsa, CcuMnTomMaTuMyHa. lUe cBiaumTb, wWo HacnpaBAi
HiskoT peBonwuii B ykpaiHCbkOMy MmMucTeuTtBi He Biabynocs
Hi B 1987-my, Hi y 1990-my, Hi B 2004-my um 2013-my.
HaTtomicTh mMae micue nocTiHa i1 cnaboTniua eBonwouis,
6e3KiHeUHU nepexia 3 OAHOTO CTaHy B THWWA, AKUKW HidK
He 3aBepwyeTbcs. Monose Ta peBonwuiliHe MUCTELTBO
YkpaiHu, sake nopoawuno y 1987-my «CoH Kneonatpu», a

y 2004-my «peBonouiiHWA NpoCTip», eBOMWLiOHYyBano B
€ANHY peanbHiCcTb YKpaTHCbKOT wTyknM, B 7 Mi. A mid
peani3yeTbCsa 4vepe3 puTyanu..

PUTYANW I NEPEXOAM AK MODUS OPERANDI YKPAIHCbKOIO
MWCTEUTBA..

A Aymaw, wo BiAuyTTA, HibuTOo MM 3arybunuca B Kopuaopi
i He MOXeMO BUWTMU, € MPaBWNbHUM i XWOHUM OAHOUACHO.
BoHo pobpe nepepa€ CcTaH, fK Ka3ana Tamapa lyHAopoBa,
TPAH3UTHOT yKpaiHCbKOT KynbTypu. Ane, 3 iHworo 6oky,
JOpOora KyAuCb — Le TexX CYKYNHiCTb pUTyanbHUX A1, AKi
MapKylOTb MNOCTiWHi TpaHchopmauii. PuTyanum A03BONSAKTH
HaM Kpawe 3po3ymiTu peanbHicTb 1 Te, wWo BiAbyBa€TbCH
Yy JMOACBKUX CNiNbHOTAX, MOTMBYIOTb i pyXalwTb Hac.

Yepe3s putyan mu 6yayemo cim’i Ta CMiNnbHOTK, MK
NPOXOAMMO TpaHchopmauii Ta BiA3HAYAEMO BaXNUBi

noAif B HawWoMy XWTTi, MW Bupaxaemo cebe B paaocTi

i CMYTKYy W, MOXNWBO, HalBaxnuBiwe — 3a AOMOMOT 00
puTyaniB MW CTBOPKEMO Ta NiATPUMYEMO iAEHTUUHOCTI .
MncTeubkKi pUTyanum € 4YacTUHOW iCTOPUUHOTO npouecy.
0ANMH NCMXxonor KOAMCb CKa3aB, WO MOPiBHAHHA puTyanie 3
yCbOro CBiTy CBiAYMTb Mpo Te, wo ui obpaam-iHiuiauyii
MalTb apXeTUMNHy CTPYKTYpPY, OCKiNbKM MiCTATb OAHAKOBI
OCHOBH1 3aKOHOMipHOCTi Ta npoueaypu i BiANOBiAHO €
yHiBepcanbHumMu. Jleski AoCNiAHWKWM TBEpAATb, WO puUTyan
06’ €AHYy€E nwoaen, ixXHi Aoni Ta cepus, TaK camo, fK

ue pobutb npotecTt. Komm mMum CTOTMO pa3om Ha naowi,

10 BikTopisa bera, ‘UYn kuHe «Mpisa» cCBOW TiHb: YKpaiHa npe-
3eHTY€e CBill NpoeKkT Ha BeHeuincbkin 6ieHane (HAXWBO)’', 2019,
https://hromadske.ua/posts/ukrayina-prezentuye-svij-proekt-
na-venecijskij-biyenale-nazhivo.

be transposed into an optimistic tragedy?

The Open Group project for Venice Biennale was
remarkable at least because it embodied both the
subjects of the newest Ukrainian art: it’s displaced
Sovietness through the reference to the idea of
technological utopia (the largest Soviet aircraft in
the world Mriya), and its aesthetic utopia, namely

a fantasy about a miracle. By design, the Ukrainian
aircraft AN-225 Mriya was supposed to fly over the
Venice Gardens, where the Biennale takes place, and
cast a shadow on the pavilions of other countries. The
largest aircraft in the world was intended to become
an archive and a museum with wings: it was planned to
put a list of the names of all contemporary artists
in Ukraine on its board. However, nothing happened -
the myth about Mriya remained a myth. Young project
curators noted:

The pavilion was the result of both the obvious and
the covert actions of the main participants of this
situation. The result of a complex relationship and
coalition confrontation was portrayed as a station

to convey the myth of the Mriya flight over Giardini.

Storytellers’ conferences were held simultaneously,
mixed, superimposed. They turned into a palimpsest.
The only thing that united was the simultaneous

reading of the main myth about flying over gardens.?®

The synchronicity of Ukrainian artistic revolutions
with political and social revolutions in Ukraine

is, in my opinion, symptomatic. This testifies that,
in fact, no revolution in Ukrainian art occurred in
either 1987, 1990, or 2004 or 2013. Instead, there
is a constant and simmering evolution, an endless
transition from one state to another, which in no
way completes. Young and revolutionary Ukrainian art
that gave birth to Cleopatra’s Dream in 1987 and to
«revolutionary space» in 2004 has evolved into the
only reality of Ukrainian art, its myth. And the myth
is realized through rituals..

RITUALS AND TRANSITIONS AS MODUS OPERANDI OF UKRAINIAN
ART...

I think the feeling that we are lost in the hallway
and cannot get out is right and wrong at the same
time. It conveys well the state, as Tamara Hundorova
said, of Ukrainian transit culture. But on the other
hand, the way is also a set of ritual actions that
mark constant transformations. Rituals allow us to
better understand reality and what is happening in
human communities, motivate and drive us. Through

10 Viktoriya Bega, ‘Chy kyne «Mriya» svoyu tin’: Ukraina
presentuye sviy proekt na Veneziyskomu bienale (NAZHYVO)’,
2019, https://hromadske.ua/posts/ukrayina-prezentuye-svij-
proekt-na-venecijskij-biyenale-nazhivo.

06’ €aHaHi nwboB’l0 i ApaliBOM A0 3MiHM, 4yacTo 6pyaHi,
CniTHini i HeroTtoBi A0 4YiTKMWX cuUeHapiiB ManbyTHbOTO,
TO TWUM CamMuM (OPMY€EMO CMiNbHOTY, TOBapuUCTBO A0Bipwu

Ta conijapHocTi. Taka cuTyauis BUXOAUTbL 3a pPamKu
byneHHOCTi, BMMKae apxeTunHi mozeni noseAiHkM. BoHa
oAHoyacHo Hebe3neuHa, ane W ob6iuse manbyTHe.. He
AUBHO, WO OCTaHHiW «ManaaH» y KueBi BuknukaB Heabusky
aKTUBHICTb B cepejoBuwi MUTUIB.

Cxema, WO OMWCY€E pUTyan nepexoay, BUKOPUCTOBYETLCSA

He nuwe And MOSCHEHHS BaXMUBWX TpaHchopmauin B XUTTI
noanHn. Hanpuknan, BikTop TepHep BBaxaB TeaTp (opmow
HecakpanbHOro puTyany, BiH HaBiTb HanucaB TeKCT

«Bia puTyany A0 TeaTpy: NMWOACbKA CEPUO3HICTb TpuU»
(1982). JlocniAHWMK MNOSACHIOBAB TeaTpanbHy BUCTaBY $§K
opmy AiT, WO AO3BOMNAE 3YMUHUTM YaC MNPOPAHHOTO XUTTA
(discontinuum of action) i 3aaymaTucCs Hal XUTTHAM.
Take «AyMaHHS MPO XUTTS», Ha AYMKY aHTpononora,
3aaiwe pednekcio i pednekcuBHiCcTb. Pednekcis no3Bonse
ANBUTUCS Ha cebe aK y A3epkKano, Tak, wobwu W iHWiI mMornu
nobaunTn, a nNia pepneKCMBHICTIO po3yminacsa npakTuka
yecHoro Aianory.

1989 pik B ykpaiHCbKiW icTopii 6e3yMOBHO CTaB POKOM
nepexoAy, BiH MaB AonimiHanbHy a3y (Hanpuknaa,
CTBOPEHHS HOBUX opm KynbTypu nicns 1986-ro) i
nocTnimiHanbHy a3y (AKT MNPOroONOWeHHS He3anexHoOCTi
YkpafHm y 1991-my). A cam 1989- cTaB TuM NoOporom,
akun Tpeba 6yno nepecTynuTu, i YACTUHOKW TOTO
nepecTtynaHHs 6ynu npoTtecTtn Ha MawmaaHi 1990 poky. Ui
puTyanbHi 41T cTBOpPUNW MOZLeNnb MNPOTECTHOT NoBeAiHKMW

B Hawil KpaiHi, i BOHW noBTOpwBanucs y 2004 i 2013
poKax, KOMU HapoAXyBanocCcs HOBe yKpaiHCbKe MWCTeLTBO.
3apa3 HacTynuB came TOW uyac, wob 3anyumTn pedrekciio
i pepneKCMBHICTb ANS PO3YMiHHA TOro, wo crtanocs 3
YKPAaTHCbKOIW KYynbTypow 3a oCTaHHi 30 pokis. loauButucCs
Ha cebe aK y A3epkano, wob iHwWi Tex mornu nobauntwn
Ta NpakTuKyBaTu uyecHuin agianor. Le Ham noTpibHo, wob
pyxatucsa aani..

Biba Shulc, L’viv, 2019
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ritual we build families and communities, undergo
transformations and commemorate important events in our
lives, we express ourselves in joy and sadness, and
perhaps most importantly through rituals we create and
support identities. Artistic rituals are a part of the
historical process. One psychologist once said that the
comparison of rituals from around the world shows that
these rites of passage have an archetypal structure,
because they contain the same basic laws and procedures
and are therefore universal. Some researchers assert
that the ritual unites people, their destinies and
hearts, just as a protest does. When we stand together
on a square, united by love and mojo for change, often
dirty, sweaty and unprepared for clear scenarios of

the future, we thus form a community, a society of
trust and solidarity. Such situation goes beyond the
ordinary, incorporates archetypal patterns of behavior.
It is dangerous but it also promises the future.. Not
surprisingly, the last Maidan in Kyiv caused a lot of
activity among artists.

The scheme that describes the rite of passage is used
not only to explain important transformations in human
life. Victor Turner, for example, considered theatre
as a form of nonsacred ritual, he even wrote a text
From Ritual to Theatre: The Human Seriousness of

Play (1982). The researcher explained the theatrical
performance as a form of action, allowing to stop the
time of profane life (discontinuum of action) and

to reflect on life. According to the anthropologist,
such «reflection about life» involves reflection and
reflexivity. Reflection allows one to look at oneself
in the mirror, so that others could see, and the
reflexivity is understood as the practice of honest
dialogue.

In Ukrainian history 1989 has certainly become the year
of transition; it had a pre-liminal phase (the creation
of new forms of culture after 1986, for example) and

a post-liminal phase (the Declaration of Independence
of Ukraine in 1991). And 1989 itself was the threshold
that had to be crossed, and protests on the Maidan in
1990 were a part of that transgression. These ritual
actions created a model of protest behavior in our
country, and they were repeated in 2004 and 2013, when
new Ukrainian art was being born. Now is the time to
bring reflection and reflexivity to an understanding of
what has happened to Ukrainian culture over the last 30
years. To look at oneself as if into a mirror so others
could also see and practice honest dialogue. We need
this to move on..

Biba Shulc, L’viv, 2019
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MUXANUNO ANEKCEEHKO

Pexum, wWwo 3HUWY€E 0COBUCTICTH.
MeToAWYHa MOHOTOHHA npaus. 3BYK,
WO Haraaye niconunbHi. HacunbcTBO
Haz cobo A0 MOBHOTO 3HUKHEHHSA.
CTupaHHs nwoanHn Ha nun. KoxHa AiA
3anuwae no cobi cnia. 3HuKawouu,
mMaTepianbHWA 06’ €KT NOPOAXYyE Aelo
6inbwe - cnoraau, nam’ATb MNpo
HbOro. [oOnMoBHa MeTa UbOTrO TBOPY —
nokKasaTu, WO HEMOXTUBO 3HUWMTHU
nwoavHy 6escnigHo. Mun cTae npaxom,
HOCi€eM iHpopmauii, nam’ aTTO.

15

MYKHAILO ALEKSEENKO

Mode destroys personality.
Methodical, monotonous work.

Sound resembling the sawmill.
Violence against itself to complete
disappearance. Erasing human into
dust. Each produced action leaves
behind a trail. Disappearing the
material object produces something
more — memories, the memory of
itself. The main objective of

the work is to show that it is
impossible to completely destroy

a person. Dust becomes ashes ,the
bearer of information, media,

memory .
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NbOTP APMAHOBCbKWIA

He icTu, He BuUXOAUTM 3 npocToOpy,
HEe KOpPUCTYBaTWUCb €NeKTPOHHUMYU
NPUCTPOSIMK, MarniBaTK.

A 6 xoTiB CcnocTepiratu Kpaesuan
MOro piAHOro mMicTa, ane A He MOXY
noixatum Ao JoHeubkKa. 3 BeCHU

2014 poky s He pobuB nepdomaHcu B
YKkpaiHi. MpocTo He po3ymilo, WO MOXe
Bpaxatu Oinbwe HiX WOAEHHT HOBWUHMU
npo 3arubens noaen Aecb 30BCiM
nopyd. fAkKwo noixatm A0 piAHOro
MiCcTa, TO wBMAWe 3a BCe A OMNUHICH
«Ha niagBani» fK y4yacHuWK ManaaHy Ta
NPOYKPaiTHCbKWUA aKTMBICT.

3apa3 A BijuyBaw, WO Yac cam no
cobi € mMaTepianom nepdomaHCy, SKWiA
BiAKpuBae obmexeHHs Tina, yBaru

Ta npocTtopy. Hawi puTyanu Takox
dhopmylTbCA uyacom. W MOXMMBO HUM i
PYRHYKTbCS .

YKPATHCbKE TINO
(hoTO 3 nepgomMaHcy
2012

UKRAINIAN BODY
photo documentation
of performance

2012

WWAXTAPCbKI ICTOPII

cTon-Kaap
LOKYMeHTanbHun dinem 43 xB
2016

MINER'S STORIES
freeze frame
documentary 43 min
2016

CKINbKW NANYT HA AHJPIIBCbKOMY
(hoTO 3 nepgomMaHcy
2010

HOW MANY PARROTS ON ANDRIIVSKY
photo documentation

of performance

2010
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PIOTR ARMIANOVSKI

Not to eat, not to leave the space,
not to use electronic devices, just
draw.

I would like to observe the scenery
of my hometown but I cannot go to
Donetsk. Since spring of 2014 I had
no performance in Ukraine. I just
don't understand what can impress
more than daily news about deaths
of people just around the corner.
If T go to my hometown, most likely
I will find myself «in the basement»
as a participant of the Maidan and
a pro-Ukrainian activist.

Now I feel that time itself is a
material of performance that opens
limitation of body, attention and
space. OQur rituals are also shaped
by time, and are maybe destroyed by
them.

HAPOJAHWA MY3EW ABAIIBKMU
cTon-Kaap

LOKYMeHTanbHWA ¢inem 6 XB
2018

PEOPLE’S MUSEUM OF AVDIIVKA
freeze frame

documentary 6 min

2018
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TEPE3A BAPABAL

Kopenduis — ue cniBBiAHOWEHHS,
BiANOBiAHICTb, B3AEMO3B A30K
npeameTiB abo noHATb.. (Bikineaia)

Byab-4Ki HOCii ayAioBi3yanbHoOT
iH(opMauii MalwTb BMACTUBICTH
(bikcyBaTtmn, 36epiratu W BTpavatwu

i, NpWM UbOMY 4YACTO 3MiHIOUM Camy
CYyTb Ui€eT iHpopmauii B npoueci
TpaHchopmauif. Tak W iCTOPUUHI
npouecy KOpemnolTbCAa BMIUBOM
30BHIWHIX 1 BHYTPiWHiIX 3MiH umu
BTpPaT Ta 3 yacom HabyBalTb noAekyau
LiNKOM iHWOro 3micTy.

Te, wWo B OAWH iCTOPUYHMIA nepioa MaeE
CEeHC, SKYCb Bary 4u BaxnuBicTb — B
iHWKI, a ocobnuMBO NpU KapAWHaNbHiwn
3MiH1 CcycninbHOT cucTemum UiHHOCTen —
MOXe Linkom cTaTu HenoTpebowm,
CMIiTTAM, «MaKynaTypoio».

Y Tomy uumcni W racna, wo
BUTONOWYKTbCA Ha eTani CTBOPEHHS
HOBOT CycninbHOT CcucTemMnm i HeCcyTb B
cobi Ans TUX, KOMY BOHMW MpPU3Ha4YeHi,
BaXMUBUIA CEHC, 3 YaCOM TeX MOXYyTb
BTPATUTU CBOK MEepWONOYaTKOBY
BaXMUBiCTb, HiBenoBaTUCA 1
nepeTBOPUTUCA B 3BUYANHUIA Habip
CniB, BUKPUKIB, «MNOPOXHiA 3BYK>.

KOPENALIA
iHCTanauis
2019

CORRELATION
installation
2019

= T
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TEREZA BARABASH

Correlation is a ratio, compliance,
interconnection of objects or
concepts.. (Wikipedia)

Any carriers of audiovisual
information have the ability to
capture, store and lose it, often
changing the very essence of that
information in the transformation
process. Same as that, historical
processes are correlated due to
effects of external and internal
changes or losses and, over time,
acquire completely different
content.

What once made sense, and possessed
some weight or importance in a
certain historical period — in
another, and especially in the

case of a radical change of the
social system of values — may well
become unnecessary, garbage, «scrap
paper».

Even slogans, declared at the

very beginning of the process of
creation of a new social system
and having an important meaning
for those to whom they are
intended, can also lose their
original importance over time, be
offset and turn into a regular set
of words, shouts, «mean less than
nothing».
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CEPIIN BPATKOB

Uboro poky B lxHOMY, wo 3a 20 km
Bia XapkoBa, MM 31 cTapwum 6paTtom
3HAMM YeproBuii KOpoTKuA dinsm. Horo
nepeaictopis Taka. CuMH KypaTopa
BikTopa Mi3iaHo AHApin po3ka3aB
MeHi icTopilo nMpo Te, K Ha OAHINM
thinocopcbkin KoHepeHUuiT noro
6atbko nobauns CnaBos Xwmxeka i
3anponoHyBaB MO3HAaWOMUTU CUHA 31
3HameHUTUM (inocogom. Komnu BOHM
niginwnn o Xwxeka, To nobauunm,
WO BiH CXBWNbOBAHO PO3TrNsAa€E KapTy
€sponu, 6e3nepecTaHKy BKa3ywuwu
nanbuem Ha oAHe W Te came Mmicue

Ta NOBTOPWE OAHT W Ti X cnoBa —
«Nn*IA BCPATA! NU*AA BCPATA!»,

npuv UbOMY H1 HA KOro He 3BepTawuu
yBarun. batbko, BiABiBWKM CMHA HaAbBiK,
NPOMOBMB MOBYaNbHO: «A X TOOi
Ka3aB, BiH reHin. Jluwe reHin moxe
NOEAHATN HeMOEAHYBaHE».

Cxoxe, Wo ue micue Ha KapTi €sBponu
— 1 € YKpaiHa, Ae mu 3 BpaTom — ABa
npeACTaBHMKU paAsiHCbKOT enoxu (1947
i 1960) — Ha raHky cBoro 6yAanHky
Hamaraemocs noeaHaTu cobolo uen i
TOW HenoeaHyBaHi uyacw.

nn*aAA BCPATA
BiAeo
04°48"
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SERHIY BRATKOV

This year in Yuzhnyi, that is 20 km
away from Kharkiv, my elder brother
and I shot another short film. Its
back-story is as follows: Andriy,
son of curator Victor Miziano, told
me a story of how at a conference
on philosophy his father saw Slavoj
Zi7ek and offered to introduce his
son to the famous philosopher.

The moment they approached Zizek,
they saw that he was excitedly
examining the map of Europe,
pointing his finger at one and the
same place, and repeating «SHITTING
CU*T! SHITTING CU*T!», paying no
attention to other people. The
father, taking his son aside, said
edifying: «Haven’t I told you,

he is a genius. Only a genius

can combine things that can’t be
combined».

It seems that this place on the

map of Europe is Ukraine, where my
brother and I — two representatives
of the Soviet era (1947 and 1960)

— on the porch of our house are
trying to combine this and that
incompatible times.

SHITTING CU*T
video
04°48"
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BIAKPMTA PYNA / AHTOH Bapra, Wpin binen, Masno Kosau, Ctanicnas TypiHa /

3aAHiW ABIip — NOHATTHA, WO MiCTUTb
y cobi po3ymMiHHA nNpuBaTHOCTI i
BrnacHocTti. MicTUTb pPO3yMiHHA TOTrO,
WO TV 3aXuUWeHuin. 3axuweHun cTiHamu,
3aKOHOM NpuMBaTHOT BMACHOCTI,
3aKOHOM. [loHATTA «Aomy» i micus,
AKe HanexuTb Hibu BWKMKYHO TO6T,
Ha BiAMiHY BiA BCbOro OTOYYlUOTO,
Wo BXe He € TBOTM, He € Takum
0COBMCTUM 1 BXe He € Takum i
6e3neuHum.

3aAHi ABip TakoX O3Hauyae WoOCh Te
€ANHe, WO 3anuwaeTbCs nicna Toro,
aK 6yaAnHOK O6yB 3HUWEHWA, 3HUK 3
nuus 3emni.

Ana rnapauis usa poboTa — MOXNMBICTb
YMOBHO CTaTW 1 NOAMBUTUCH Ha

6yanHOK, SKWA 6yB 3HUWEHWIA uyepes
BiNHY. A ANS YYaCHWKiB MPOEKTY,
AK1 BTpPaTunm CBiW AimM, Ue we OAHa
cnpoba ysaBuTU 1 BIiATBOPUTU HOTO Yy
nam'aTti.

YuacHukamm npoekTy €: ®inomeHa
Kypsta i CBitnaHa Cucoesa. BoHwu,
BUMYyWeHT nepeceneHui, Wo BTpaTunu
cBof oceni niAa yac BilHU.

®inomeHa KypaTta — nia vac II
csiTtoBoi, CBitnaHa CucoeBa —
nia uvac tenepiwHboi PocinWcbkoT
iHTepBeHUii Ha Cxo4i YKpaiHu.

Jlo Hux 6yno e€auwHe NpoxaHHsA, wWob
BOHW AKOMOTra TOYHiWe 3a cnoragamu,
y BCiX JAeTansx, onucanu CBil Aim
330BHi1 Ta 3cepeauHu.

MpoekT cknajaeTbcsa 3:

BiZeonpouecy CTBOPEHHSA KOMM ITEepPHUX
moaenen 6yAuMHKiB 3a cnorajamu,
BUKOHaHMX MakeTiB OyAWHKIB,
MarnioHKiB-eCcKi3iB nepeceneHuis
(cTBOpPeHi B npoueci KOMMN’'lOTEpPHOro
MOJEenNiBaHHA) .

3AJHIN ABIP
BiJleoiHCTanayin
AapXiTeKTypHi MakeTwu
BeHeuis 2015

video installation
architectural models
Venice 2015
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/ Anton Varga, Yuriy Biley, Pavlo Kovach, Stanislav Turina / OPEN GROUP

The Backyard includes the
understanding of privacy and
ownership. It incorporates the
understanding of safety. Safety
ensured by the walls, by the right
to private property, the state law.
The notion of "home" refers to a
place that seemingly belongs only
to you, contrary to the rest of the
surrounding world, which is not
yours, is not so private and safe.

The «Backyard» also signifies
something extraordinary, which is
going to remain even after the
building is demolished and it
disappears.

This work allows the viewers

to see a building that was
destroyed during the war. For the
participants of the project who
lost their homes, it is another
chance to imagine them and recreate
them in their memory.

Filomena Kuriata and Svietlana
Sysoyeva are the participants

of the project, who lost their
homes as a result of internal
resettlement during the war.
Filomena Kuriata — during the IIWW
and Svitlana Sysoyeva — during the
Russian military intervention in
Eastern Ukraine.

The authors of the project had one
task for the participants — to
recreate from memory the detailed
internal and external description
of their homes.

The project includes:

a video documenting the creative
process of the buildings' computer
models,

completed models of the houses,
sketches made with the help of the
displaced people (created during
computer modelling).
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BONOANMUP BOPOTHbOB

HasBa «451 rpaayc no Kep3oHy»
Biacunae no niHii nopaa Kep3oHa,
KOTPUW Ha MOYaTKy MUHYNOro cCTopiuus
3pobuB Aemapkauin YKpaTHCbKUX

i NONbCbKUX €THIYHUX TepuTopin.
BnacHe, Ha ubOMy noOrpaHuMu4i =
HapoauBcsa i Bupic. 451 — ue 3 Pes
bpenbepi, TemnepaTypa ropiHHA
nanepy 3a ®apeHrenTtom. Llen

NPOEKT — MNpo cneuniyHy HeBuaAUMY
BMOYyXoBY aTMoc(epy 30BHiWHbLO

Hibn B6YyKONiYHOTrO YKPaTHCbKO-
nonbCbKOro morpaHmnuus. Tak, 3axigHa
YKkpaiHa (3pewtow, ak i CxiaHa)
uBiTe, 30MOTUTbLCS Kymnonmamu rpeko-
KaTonuubKMX i npaBocCraBHUX 6OXHUUb,
HaTOMiCTb Te, WO BBAXanocCs YyXuMm 3a
coBeTiB (Hanpuknaa, 6apoKoBUI pPUMO-

KaTONMUbKUIA MOHacTup GepHapauHuis
y XBipui (Cokanb), BBaXae€TbCsA

«He cBOTM» i 3apa3. Tam goci
3HaXO0AUTbHCS TIOPMa CYBOPOTrO pexumy
i uepes3 3N04YMHHY HeabanicTb uen
YHIiKanbHUN apXiTeKTypHU aHCambnb
B 2012 poui manxe 3ropiB. Burnsaa
UbOro MoHacTupsa 6yB Ans MeHe
«ANCHeWNneHAOM» B AWTWUHCTBI, BiH
BiAKPWB AnNsS MeHe TpaauuinHui
€BPOMENCbKNIA KOHTEKCT perioHy,
npo AKWA, XUBYUuM B PaAAHCbKOMY
MoAepHicTCbKOMy YepBoHOrpaai,

4 1 He niao3pioBas.

«451 rpaayc no Kep3oHy» — ue
CKpOMHa MynbTumeainHa poboTa-
pekBi€eEM, ska CKnajgaetbcs 3 Youtube
BiZeo nmoxexi, 3HATUX MicueBuMU
MewKaHusamMu, Moro encbyk-cTaTycy,
AKWUA 8 Hanucas, kKonu nobauus
3pYNHOBAHWIA BOTHEM MOHACTUP-THOPMY,
i 3 Tupaxy 6e3nnaTHUX TYPUCTUUHUX
NOWTiBOK, Ha SKWX 3afikcoBaHi Ui

Py iHUK.

451° MO KEP30HY
BiJ€0 TeKCT NowTiBKMK
2013

CURZON 451-°
video text postcards
2013

25

VOLODYMYR VOROTNIOV

The title Curzon 451 refers to the
line of Lord Curzon who conducted
demarcation of Ukrainian and
Polish ethnic territories at the
beginning of the last century. I,
in fact, was born and raised at
that borderland. 451 is from Ray
Bradbury’s novel — paper burning
point in Fahrenheit. This project
is about a specific invisible

and explosive atmosphere of
seemingly bucolic Ukrainian-Polish
borderland. Yes, Western Ukraine
(as well as Eastern, after all)

is flourishing, gilded with domes
of Greek Catholic and Orthodox
deities. What was considered to

be alien to the Soviets (the
baroque Roman Catholic monastery of
Bernardine in Zhvirka (Sokal), for
example) is considered «not theirs»
now, too. There is still a maximum
security detention facility there,
and due to criminal negligence
this unique architectural ensemble
was almost burned down in 2012.
Looks of this monastery was a
«Disneyland» for me when I was a
child, it showed me the traditional
European context of the region,
existence of which, living in the
Soviet modernist Chervonograd, I
never suspected.

Curzon 451 is a modest multimedia
work-requiem consisting of Youtube
videos of fire taken by local
residents, my Facebook status
written when I saw the monastery-
detention facility destroyed by
fire and a number of copies of free
tourist cards showing these ruins.
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JAHIIN CANKIH

Pob6oTa Biaobpaxae 6e3niu cutyauin

y CyCcninbHO-NOMiTUYHIN cucTemi, Je
ypAAOBT UYMHOBHMKM 4ACTO 3M0BXMBAOTbH
JoBipeHol M BRaAow, Hanpuknaz,
BUKOPUCTOBYIUMN AEepPXaBHY BMacHiCTb
Ha CBO0 KOPUCTb, TOMYy He AMBHO, WO
Taka noBefiHKa BWKNUKAE oOBypeHHS

y NioAen Ta iHTepec A0 peuen,
NPUXOBAHMX 3a BUCOKUMWU OFOpPOXaMu
UMX UYMHOBHUKIB.

BATYT ABO COLIAMNbHO-KPUTUYHWUIA BYAREPU3M
iHCTanaui A

poO3Mipu BapikTbLCA

2016 - 2019

TRAMPOLINE OR SOCIAL CRITICAL VOYEURISM
installation

dimensions may vary

2016 - 2019
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DANIIL GALKIN

Work reflects many situations in
the sociopolitical system where
government officials often abuse
the power we entrusted them,
using state property to their own
advantage, for example, so it is
not surprising that such behavior
causes disturbances among people
and attracts interest to things,
hidden behind high fences.
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NIiA A0CTNEBA

3a aonomorow 6araTtoroAMHHOTO
nepeManboBYyBaHHA OAHMX 1 TUX Camux
06Ny i3 aHOHIMHUX (oTorpadin,
MeXaHiYHOro, MeAUTAaTUBHOTO
NOBTOPEHHS OAHUX 1 TUX CaMUX
CunyeTiB CTBOPKWETHLCA TEHATTHUNA
NPOCTip eMOUiWHOro 3B’ A3KYy MiX
MUHYUM i Cy4YaCHUM, CRinbHUM

i NepcoHanbHWM, TCTOPUYHUM Ta
ocobuctum. KoHTypu 6e3KiHeuHOT
rpynoBof ¢otorpagii, Ha AKiwn
obnnmyusa He MawTb pUC, a NepcoHaxi
iMeH, MNOKMNWKaHi 3anoBHUTKU

NOpOXHEeUY, WO BUHUKMA Ha Micui
BTpaueHOT uepe3 poCiWCbKy OKynauitw
JloHeubka maTepianbHOi nam’ ATi.

MMpoeKT nopywye MNUTaHHA MNpo

3HaUeHHsA 0COoBUCTOro B KOHTEKCTI
KONeKTUBHOT TpaBMu, AOCNTAXYE
npobnemy nepepuBaHHa 6e3nepepBHOCTI
nepcoHanbHOiT iCcTOpPiT.

BE3MEPEPBHICTb
BiAeofOKyMeHTaUid nephomaHcy
iHCTanayis

Kanbka 18 m oniBeub

2015
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LIA DOSTLIEVA

Hours of repetitive copying of

the same faces from anonymous
pictures, of mechanical and
meditative reproduction of the same
silhouettes, create a fragile space
of emotional connections between
past and present, private and
public, historical and personal.
Contours of an endless group photo
where faces have no features and
people have no names are meant to
fill the void that has replaced the
material memory lost due to Russian
occupation of Donetsk.

This project raises the question
of the importance of personal

in the context of collective
trauma, explores the problem of
interruption in the continuity of
personal history.

CONTINUITY

video documentation of the performance
18 m of tracing paper pencil

2015
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BITOAKO KAY®MAH

. KHura.

Te, WO 3HAUHOK MipoI0 BM3Ha4ano

W BM3Hauuno obnuuyusa MoACbKOT
umBiniszauii. «byaiBenbHui matepiany»
KynbTypu. Hocin iHdopmauii. 3HaHHA.
Moacbkuii aocBia.

A UMM KHWUTa € HWUHI? Yn 77

ponb 3anuMWAETbCA TaKOW X, fAK
paHiwe? Ym cy4yacHa nwavHa paawe
BiAAaCTb nepesary TeXHOMNOT iUHUM
anbTepHaTmMBam? Ak MM CTaBUMOCH A0
KHWXKOBOTO Cnaaky? Yum moxe KHUTa
cnyxuTu onopow? MpuHaiimMHi ans
cteni 6yaiBni, sKa pynHyeTbCHA?

OMOPA
iHCTanauis
2019

A

31
VLODKO KAUFMAN

. Book.

A thing that was largely defining
and has defined the face of human
civilization. The «building
material» of culture. Data carrier.
Knowledge. Human experience.

And what is a book right now?

Does its role remain the same as
before? Will a modern person prefer
technological alternatives? How do
we feel about book legacy? Can a
book serve as a support? At least
for a ceiling in a collapsing
building?

SUPPORT
installation
2019
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TAPAC KOBAY

MpoToTUNamMn Ans NPOEKTY CTanu
nobyToBi CBiTWUNbHUKK. XapakKTepHa
nokanbHa ocobnMBiICTb — CTaBUTHU
pewiTKM Ha TOYKM OCBITMEHHSA VY
nybniuHux micuax, wo 3anobirae

iX BMKpaAeHHw. 3 iHworo 60Ky, ue
CTAa€E MNepewkoAow Ans PO3MOBCIOAXEHHS
cBiTna, KOMU XTOCb BUPIWYE
KOHTPOMIOBAaTU 3aranbHOAOCTYMNHE.

npoekT CYTIHKHU
06’ €KTN MeTan 3BaplBaHHA
35X22 cM KOXeH

2015

TWILIGHT project
objects metal welding
35x22 cm each

2015
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TARAS KOVACH

The prototypes of the project
are the household lamps. There
is a specific local trait of

placing grits on
points in public

to prevent theft.

hand, it becomes
for distribution
someone tries to

the lighting
places in order
On the other

an obstacle

of light when
control something

available for the public.
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JAHA KOCMIHA

MoZeniBaHHA peanbHOCTi — uUe cepid 3
(hparmeHTiB peBONOLIiNHOT peanbHOCTI
2013-2014 pokiB. 3a AOMNOMOT0I0
rpa@iyHoT mMoAeni-kKonaxy XyZAOXHWUUS
MaTepiani3ye pUTOPUYHI Qirypu,
3HAKOB1 ANA CY4YacCHOro yKpaiTHCbKOro
noNiTUYHOTO AUCKYPCY.

MOJAENIOBAHHA PEANBHOCTI
BiAeo

03°28"

2014

Modeling reality is a series of
fragments from the revolutionary
activities of 2013-2014. With the
help of graphic model-collage, the
artist materializes the rhetorical
figures that are significant for
Ukrainian contemporary political
discourse.

MODELING REALITY
video

03°28"

2014

Bineopo6oTa Buyopa, wo muHyno
cTBOpeHa y konabopauii 3 KUMiBCbKUM
My3unuHum rypTtom Nisantashi primary
school.

OTpyiHa ecTeTuka BiAeo ipoHi3ye

Hald edeKTMBHICTIO MaTepianbHUX
WBUAKOMMUHHMX 3MiH Ta Hauinwe ysary
Ha BHYTPiWHiN PO3BUTOK iHAMBIAQ.

BYOPA, IO MWHYNO
Bigeo

05°36"

2017

PAST YESTERDAY
video

05’36"

2017

35

DANA KOSMINA

Past Yesterday was created in a
collaboration with the Kyiv music
group Nisantashi primary school.

Poisonous aesthetics of the video
irritates the effectiveness of
material transient changes and pay
attention on the physiological,
internal progression of the
personality.
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ONMEKCA MAHH

MpoekT YopHui nepiol MpUCBAYEHUR
AOCNTAXKEHHID KOHTPACTHUX CTaAii
NACbKOT CBiAOMOCTi uepes
CaMoOBMexXeHHs, BUKIUKAHT XUTTAM

B nepexiAHui nepioa. Y 6inbwocTi
pobiT aBTOp 0bMexyeTbCs ABOMA
KonbopamMum — YopHum Ta 6inum, 3
NOOAVNHOKMUM BKpAMNMeHHAM KOMbOPOBUX
aKUeHTiB. [pPOEKT CTBOPEHWA Ha
TOHKi/ Mexi MiX abCTpakTHUM i
peanbHUM 306paxeHHAM, Ae 3acTurna
(hakTypa MOBCAKAEHHS NepeTBOPETHCS
Ha MiCTUUYHMA 3MicCT.

npoekT YOPHUIA NEPIOA
KapToH aKpun
2019

BLACK PERIOD project
cardboard acrylic
2019
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OLEXA MANN

The Black Period Project is
dedicated to exploring the
contrasting stages of human
consciousness through self-
restraints caused by living in a
transition period. In most of his
works the author uses only two
colors - black and white, adding
only some single color accents.
The project is created on a fine
line between abstract and real
images, where the frozen texture of
everyday life becomes a mystical
content.



B’ AYECIAB TMOMNAKOB

HoBoBOMMHCbLK, 2017

AHTMYHa ckynbnTypa byna Ackpaso
po3dapboBaHa. Ane MuUTUT Bi1APOAXKEHHS
«BiApoAxyBanu» i B TOMy BUrnsaai,

B aKomy 6Gauunu: dapba 3HuknNa BiA
yacy.

AITH

hoTorpagis

LPYK Ha KepamiuHin nnomTui
120x180 cm

2019

$

: m’%ﬁ

CHILDREN

photography

printing on ceramic tiles
120x180 cm

2019
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VIACHESLAV POLIAKOV

Novovolynsk, 2017

The antique sculpture was brightly
colored. But the artists of the
Renaissance «revived» it in the
form in which they saw it: the
paint disappeared over time.
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€EBFEH PABCbKUI

XvBonuc €BreHa PaBcbkoro MapagHui
noptpeT kopons JaHuna PomaHoBuYa
6yB cneuianbHO CTBOPEHWA Ans
npocTopy cecinHOT 3anu fbBiBCHKOT
mMepii Ta 3anuwascs 7 HeBIiA' €EMHOW
YAaCTMHOKW AO MOMEHTY MOBHOTO
nepennaHyBaHHs 1 nepebynoswu
npoctopy y 2019 poui. [Mpwmu
Bi3yani3auii HOBOro AW3alHy
cecinWHOT 3anu AnNs LbOr0 XWBOMUCY He
3Hanhwnoca micus. BoaHouac nocTano
PUTOPUYHE 3anNUTaHHA: WO pobuTu 3
MacCWTabHMM MOMOTHOM, sKe BMPOLOBX
OCTaHHbOTO AeCATUNITTA «npukpawano»
3any i 6yno doHom ans 6inbwocTi

obroBopeHb Ta ronocysaHb. lBunawe
3a BCe Yy CcTiHax [IbBiBCbKOT MiCbKOT
paan Ans UbOro TBOPY TaKu He
3HanAeTbCA HOBOro Micus.

IcTtopia i3 XMBONWCHUM MOMOTHOM
PaBcbkoro, wo 6yno (He)nomiTHUM
aTpubyToM WOAEHHOrOo PoboYOTro XUTTSA
AeKiNbKOX MOKOMiHb AenyTaTis,

a noTim BMABMMIOCA HenoTpibHUM
(npuyomy He uyepes MNOMiTUUHT,
€KOHOMi1UYHi, BiWCbKOB1 UM penirinHi
KOH(NiKTWM, a BCbOro-Ha-BCbOro 4epes
HOBY XBWIIO y AW3alHi iHTep’epiBs),
NOKa3ye, HACKiNbKW MUCTELTBO B
ny6niyHomy npoOCTOpPi € 3anexHum BiA

NPUMXM HOBWUX rocrnojapis cutyauii.

llen, Ha nepwwi nornsaa, AOCUTbH
HENOKa30BUN MPOAB KOHPNIKTY
iHTepeciB, CMaKkiB Ta iaen,
nepebyBa€ B OAHIW nNaHui 3
icTopiei mo3a’iku Bonoaumupa
Matuka «OkeaH» y JIbBOBi um
6e3rny3aol «AEKOMYH1i3aLie€o»
TBOPiB MOHYMEHTanbHOro MMCTeLTBa

pPaAsHCbKOT enoxym no BCiln YKpaiHi.

€BIEH PABCbKWiA VS
NbBIBCbKA MICbKA PAJA

NAPAJHWIA MOPTPET KOPOMSA JAAHWUNA POMAHOBWYA

2001

Ha nonoTHi 306paxeHi nepcoHitikauii icTtopii Ta
nepemorun. Ictopis ue Knio, nepemora — BikTopisA.

CEREMONIAL PORTRAIT OF KING DANYLO ROMANOVYCH
2001
The painting depicts personifications of history

and victory. History is Clio, victory is Victoria.
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GIENYK RAVSKYJ

Painting of Gienyk Ravskyj The
ceremonial portrait of King Danylo
Romanovych was created for Session
Hall room in Lviv City Council

and was its integral part until
the complete redevelopment and
reconstruction in 2019. When new
design visualization was made,

it appeared that there was no

room for this painting in the new
Session Hall. And at the same time
a rhetorical question arose - what
should one do with a large-scale
canvas that «decorated» and has
been the background for most of
the discussions and voting for the
last ten years. Most likely, there
will be no new place in Lviv City
Council for this work.

The story with Ravskyj's painting,
which was (not)visible attribute of
the daily working life of several
generations of MPs, and then turned
out to be unnecessary not because
of political, economic, military

or religious conflicts, but only
because of new wave in interior
design fashion tells us how much
art in public space depends on

the whims of new masters of the
situation.

This, at first glance, rather
uncharacteristic manifestation of
a conflict of interests, tastes and
ideas stands at the same level
with the story of Ocean mosaic by
Volodymyr Patyk in Lviv or the
senseless «decommunization» of
monumental art works of the Soviet
era throughout Ukraine.

GIENYK RAVSKYJ VS LVIV CITY COUNCIL
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ONEKCIWN CAMN

KapTvHKU MUPHOTO XnTTd — poboTm i3
cepii excel art, aKi 4 pyWHyBaB

3a ponomoroi 6onrapku, wob

Hajatn M BUTMAAYy CYNyTHUKOBUX
thoTonen3axiB TepuTopin, WO 3a3Hanu
6ombapayBaHHA .

Konu ycsiaommioew, wo came 3apas
BiliHa 3MiHIOE 0b6nMuus 3emni, Baxko
3anuwnTucs 3ibpanum. Mipzacwcs
CMOKYCi UMHUTKU HepalioHanbHO.
PyiHyBaTu Te, wo cam xe 3pobuB.

BOMBUNNU
MilaHa TexHika
2014-2018

._'-.‘r_l-'hﬂh'm ﬂ"‘"" o 1
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Pictures of peaceful life were
works of the excel art series
that I destroyed with the help

of a grinder to make them look
like photographic landscapes of
the bombed areas from made from a
satellite.

When you realize that right now the
war is changing the face of the
Earth, it's hard to stay focused.
You fall to the temptation to act
unsustainably. To destroy what you
yourself have already made.

BOMBED
mixed media
2014-2018

lle cepia ckynbnTyp i3 meTanesoro
npoinio Anga rincokapToHy. BoHu
306paxanTb AuUM.

MOMEHT, KOMU YacC 3YMNUHAETHCH, —
Taki momeHTn OyBaiTb. Hebe3neka
abo MpoCcTO MUTb 3arocTpeHoro
CNPUAHATTA — € Pi3Hi MOXNWMBOCTI
ue BiauyTmn. 0AHaA 3 HWUX: CcuTyauis
yCBi1AOMNEHHA, WO Len MOMEHT
BU3HauanbHUn, Baxnueuin. I Toai
HaBiTb AWM MOXe CTaTuW TBEPAUM.

JAUMKN
MillaHa TexHika meTan
2014-2019
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OLEKSIY SAI

Smokes is a series of sculptures
made of metal profile for
plasterboard. They depict smoke.

There are moments when time stops.
Danger or just a moment of superior
perception — there are various
possibilities to feel it. One of
them is the situation of realizing
that this moment is crucial and
important. And then even the smoke
can become solid.

SMOKES
mixed media metal
2014-2019

-.—_..‘

- g 2

‘ql'."" Ju_ql-l By e e A Y]

A T PR

’ﬁ'l.":.n." L) Y foh S v, e b L LR




44

ONMEHA CYBAY

ABTOpKa BUKPUCTOBYE (oTorpadin gk
THCTPYMEHT ANa rpu 3 (akTaMmu Ta
Mithamu, 3MilWy€E AOKYMEHTAaNbHiCThb,
NOCTAHOBKY, uuppoBy noctobpobky
Ta Konax Ans nobyaoBu BMacHoi
Bi3yanbHOT MOBMW.

XyZLOXHUUSA Npauie 3 eCTeCTUKOW
OyZAeHHOCTi, MOEAHYIOUN Yy CBOTX
poboTax enemMeHTM HAPOAHOT eCTeTUKMU
Ta non-apTy. 3ocepeaxykuyun yBary

Ha HEe3HauHWX, ane Bi3yanbHO
3BUYHMX AeTansax MNOBCAKAEHHA, BOHA
TpaHchopmy€e TX B 300paxeHHA Ta
iHCTanauii, fKi BiACuMnalwTb rnsaada
A0 WWPWOTO KYNbTYPHOTO KOHTEKCTY.

JMxepeno o6bpasis Cybau — ue
ny6niyHuin npocTtip MicT i mMicTeuok
YKpaiHW, SKWA HEBNWHHO TBOPUTbLCA i
TPAaHCHPOPMYETLCA TX MeEWwKaHusamum TyT

i 3apa3, a Takox cami ui mewkaHui,
iXHi1 ocobucTi icTOpii Ta BipyBaHHA.

IHcTanauis Ocobnuee micue nopywye
TeMuM penirimHOCTi, XUTTA Ta CmepTi,
Tuxi icTtopii NpPOBiHUWINHUX MicCT,

AK1 noB'sA3aHi 3 midonoriewn Ta
iAGHTUUHICTIO.

npoekT YYXI,

IHWI, cBOi
oTorpagia
2019
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ELENA SUBACH

The author uses photography as a
tool to play with facts and myths,
mixing documentary, staging,
digital postprocessing and collage
for building her own visual
language.

She works with the aesthetics of an
everyday life, combining elements
of folk aesthetics and pop art in
her works. Focusing on small but
visually familiar details of an
everyday life, she transforms them
into images and installations that
send the viewer into a broader
cultural context.

The source of Subach's images is a
public space of cities and towns of
Ukraine which is constantly being
created and transformed by their
inhabitants right here and right
now, as well as these inhabitants
themselves, their personal stories
and beliefs.

A Special Place Installation
involves the themes of religiosity,
life and death, quiet stories

of provincial cities that are
associated with mythology and
identity.

STRANGERS, OTHERS, OURS project
photography
2019
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MITA YYPIKOB

Bineo CMHTETUUHT naHawapTn €
YACTMHOW THCTanauii, B saKin

AaBTOp pPO3MipKOBY€E Haa npobrnemoio
AOBKOMWWHbLOTO cepeaoBuWa i
TOPKAETbCS TEMU WTYUHOTO,
CTBOPEHOTro nanHow ypbaHicTuyHOro
naHawaprty, ¢okKycywoum ysary

Ha mMaTepianmax, i3 KOTpUX BiH
ctopmoBaHuii. le neBHuin 3pis3
NOBEPXOHb, 13 AKWMU MIOAMHA
CTUKAETHCA WOAHSA, TOPKAETbLCSH i
BUKOPUCTOBYE X, He MNoMivawnuun
uboro, ane AKi BOAHOYAC HECBiAOMO
(hopmyloTb 06pa3 CyyacHOro micta

Ta BNNMWBAOTb HA HaWwe CNPURHATTSA
CyCcninbHOro npocTopy.

CUHTETUYHI NAHAWADTK
MillaHa TexHika
2017

Synthetic landscape video is a
part of an installation in which
the author reflects on the problem
of environment and touches the
subject of an artificial, man-made
urban landscape, focusing on the
materials it is formed of. It is a
certain cross-section of surfaces
person encounters, touches and
uses on a daily basis, without
noticing it, but which at the same
time unconsciously shape the image
of the modern city and affect our
perception of a social space.

SYNTHETIC LANDSCAPE
mixed media
2017

Auto

Y poboTi Non-place aBToOp pearye

Ha camoideHTugikayiw micta AHinpa
Ta NWOoro iHAycTpianbHy CRaAwWuHY,

wo 6yna copmoBaHa B npoueci
iHAyCTpiani3auii B pPaAsHCbKUNA
nepios. TepmiH non-place (He-micue)
anenie A0 TeKCTiB (paHUy3bKOTO
aHTpononora Mapka Oxe. Non-

place — uUe MOHO(PYHKLiOHANbHI

MicUs Yy MiCbKUX Ta MPUMiCbKUX
npocTopax, fK-OT TOProBi uUeHTpM,
aBTomMaricTpani, 3ani3HWYHiI BOK3anwu,
aeponopTn Ta (abpuku. Ha BiAMiHY
BiA TpaauUiWHMX AHTPOMNOMOT 1YHMX
MiCUb Y HMWX BIACYTHS TpuBana
icTopida, B3aEMO3B'A30K i
camobyTHOCTI .

NON-PLACE
MillaHa TexHika
2018
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MITIA CHURIKOV

In a Non-place work the author
responds to the self-identification
of the city of Dnipro and its
industrial heritage, formed in

the process of industrialization
during the Soviet period. The term
non-place appeals to texts of the
French anthropologist Marc Augé.
NON-PLACE is a monofunctional
place in urban and suburban spaces,
such as shopping malls, highways,
railway stations, airports and
factories. Unlike traditional
anthropological sites, they lack
long history, interconnectedness
and identities.

NON-PLACE
mixed media
2018
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HATANKA WAMIH

®dparmMeHT CTapoOAaBHbLOIO apxaiyHOro
Kunuma g nobauuna y nia’i3ani
3BWYaNHOTO 6araTtoKBapTUPHOTO
6yAUHKY: WOro nocTtenunu Ans
BUTUPAHHA Hir, xou micue nMomy -

y my3ei. le meHe Bpasuno. A

noro cgoTtorpagysana, i BCe, WO
3anuMuwunoch BiA UbOro Kunuma, —
(hoTo.

3BiACKM noyaBCs BiANTK MOTro MPOEKTY
TpaHcthopmayis.

Y none 30py nNOTpannB HeCepno3HuUn,
CyYaCHUN Ta LINKOM YXUTKOBUNA
mMaTepian, SAKUA i CTaB KaHBOW

AN CTBOpeHHsA obpa3y. BiH nuwe
niakpecnioe 4vacoBi wapu. MoBiTpsaHi
6ynbbawkyn, 3anoBHEHi KONbOPOBUMU

KNanTMKamMuM TKaHWHW, AK nikceni,
TBOPATb 306paxeHHs. YacTkoBoO

Ui KOMbOpOBi1 KMNANTWKKW NnexaTb Ha
nianosi, WO CTBOPKWE BiAUYTTS
TPUBAHHA 1 3MiHM Ta CTa€ meTadopow
npouecy pywWHyBaHHS. K nerko
3pyWHYBATW yCTaneHnin i CNOKOHBiYHUNA
CBiT, PO34YaBWUTU WOTO, SIK MOBITPSAHY
6ynbbawky .

1 3anpouwyi rnsanadyis He A0 MacCUBHOTO
CNOrnsAaHHa W ecTeTWUHOT Haconoau,
a A0 3yCuUnns y CNPURHATTI Ta
CniBTBOpPeHHT 3MicTy obpa3y,
iHTepTeKCTyanbHOCTI .

npoekT TPAHCOOPMALIA
aBTOpPCbKa TexHiKa
nakyBanbHa nniBkKa TKaHWHA
130x180 cm

2017
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NATALKA SHYMIN

I saw a fragment of an ancient
archaic carpet in the stairwell of
an ordinary apartment building: it
was laid so people could wipe their
feet, although its place was in a
museum. It impressed me. I made a
picture of it, and all that is left
of this carpet is a photo.

This is where the countdown to my
Transformation project began.

A frivolous, modern and entirely
consumable material fell within

the purview, and it became

a framework for image creation.

It only emphasizes time layers.

Air bubbles filled with colored
shreds of fabric, like pixels,
create images. These colored shreds
partly lie on the floor, creating

a sense of continuation and change,
and becoming a metaphor for the
destruction process. How easy it

is to destroy an established and
primordial world, crush it like

an air bubble.

I invite audience not to passive
contemplation and aesthetic
enjoyment but to the effort

in perception and co-creation

of content of the image,
intertextuality.

TRANSFORMATION project
autor's technique
packaging wrap textile
130x180 cm

2017
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MUXANO ANEKCEEHKO
Hapoausca B Kmesi y 1989 poui.

Y 2013 poui 3akiHumMB HauioHanbHy Akaaemiio
O6pasoTBopuoro MucteurBa i ApxiTekTypwu
(MaricTepHa cTaHkoBOT rpadikmu). [lpauwe 3
pi3HuUMKM mMenia, y CBOiM TBOPYiW nNpakTuui
nepeBaxHO 3alMAETbCA €CTeTUKOKW B3aeMoAif,
npauwe 3 Temamu Migy Ta peanbHOCTI,

TaKOX BMBYAE BMNNMB PaAAHCHKOTro Ta
NOCTPAASHCbLKOTO MPOCTOPY Ha CY4YaCHiCTh.

Cnis3acHoBHMK rpynu WOJ (2013) Ta apT-
ckBOoTy XAAT (2011). OpranizaTtop Ta
KYypaToOp He3anexHoro MUCTeubKoro mpocTopy
KBAPTUPA 14 (2016). XuBe i npauwe B
Kunesi.

NbOTP APMSAHOBCbKWiA
Hapoaunscs 1985 poky y JoHeubKy.

MNephomep Ta pexuncep, MaricTp Komn’ OTEPHUX
HayK, CniB3aCHOBHMK rpynu Pic Pic.

BuBuaB TeaTp Ta mMuCcTeuTBO nephomaHcy

y Knesi, llbBoBi Ta MockBi, 30Kpema

y «llkoni MepdomaHcy» Anywa banauru

Ta «B mpucyTHOCTi xyaAoxHuka» Mapunu
AbpamoBuuy. [icna BiNCbKOBOrO KOHPATKTY y
piaHomy micTi MbOTp nNpauloe nepeBaxHo 3
AOKYMEHTanbHMUM KiHO Ta TeaTpom. Xuse y
Knesi.

BnbpaHi rpynoBi BuUCTaBKM Ta (ecTuBani:
Ha niHif (poHTY. YKpaTHCbKe MMUCTeuTBO,
2013-2019 (Mexiko, 2019),

JECAHT UA! Mepwmin woyKenc yKpaiHCbKOTO
KpuTnyHoro Tteatpy (Bapwasa, 2017),
MepmaneHTHa pesonouyis (byaanewT, 2018),
Docudays UA. MixHapoaHuin thecTmBansb
AOKYMEHTaNnbHOro KiHO Mpo npaBa NOAUHU
(2014,2018,2019),

IT bieHane monogoro mmucteutBa (XapkKis,
2019) .

MYKHAILO ALEKSEENKO

Was born in Kyiv, Ukraine in 1989.

In 2013 he graduated from the National
Academy of Fine Arts and Architecture
(easel graphics studio). He works with
various media; in his creative practice
mainly deals with the aesthetics of
interaction, works with themes of myth
and reality, and studies the influence of
the Soviet and post-Soviet space on the
present.

He is a co-founder of YOD Group (2013)
and Hayat art squad (2011). He also
organizes and supervises the independent
art space APARTMENT 14 (2016). Lives and
works in Kyiv.

PIOTR ARMIANOVSKI

Was born in Donetsk, Ukraine in 1985.

He is a performer and a director,

MSc in Computer Science, the co-founder
of Pic Pic group. Studied theatre and
performance art in Kyiv, Moscow and Lviv
including «School of Performance» by
Janusz Baldyga, «Artist is present» by
Marina Abramovi¢. Since the war conflict
started in his home city Piotr focuses on
documentary. Currently the artist lives
and works in Kyiv.

Selected group exhibitions and festivals:
La linea del frente. E1 arte Ucraniano
(Mexico, 2019),

Desant UA! First showcase of Ukrainian
theatres (Warsaw, 2017),

Permanent Revolution. Ukrainian Art Today
(Budapest, 2018),

Docudays UA. International Human Rights
Documentary Film Festival (2014, 2018,
2019),

IT Biennale of Young Art (Kharkiv, 2019).

TEPE3A BAPABALI
Hapoawnacb 1984 poky y [llbBOBi.

Mpauwe y chepi TekCcTwuno, iHCTanauii,
neHA-apTy, ayAioBi3yanbHOro mMucTeuTBa.

Hasuanacs y JIbBiBCbKii HauioHanbHiW
akazemii MUCTeuTB Ha KadeApi XYAOXHbOTO
TeKCTUmMo.

Aeiui (2010, 2016) cTuneHaiaTka nporpamu
Gaude Polonia miHicTepcTBa KynbTypwu
Pecnybnikn Monbuwa.

YyacHuus dectuBanis, MNPOEKTIB, MUCTELbKUX
3axoaiB B YKpaiHi i 3a 171 mexamu.

HeonHopa3oBO oTpumyBana Haropoau, 30Kpema
AB1 HamBuwi BiA3HakKM — 30M0Ty medanb Ta
Haropoay ¢yHAauii «Akani» 3a HaWkpawuin
AebwT Ha 15 MixHapoaHomy TpieHane
XYyAOXHbLOTO TekcTunio B Jlog3i, fonbwa
(2016) .

CEPTIN BPATKOB
Hapoamsca y XapkoBi B 1960 poui.

XnBe i npaue B MockBi. XapkiBCbke
noxoAxeHHs bpaTkoBa Mano HaA3BUYAWHUR
BNNMB Ha noro TtBopu. 3 1988 mo 1993 pik
BiH 6yB Yy rpyni XyAOXHUKiB MNiA Ha3BOW
«liTepa A»: cTBOpKIOYM HaniBdirypaTuBHUR
xusonuc, 6paB yyacTb y TpPynoBMx BUCTaBKaXx
B YKpaiHi Ta HimeuyumHi. 3 1994 no 1997
pik BiH yuacHuk Fast Reaction Group
(Fpyna wBMAKOTro pearyBaHHA) pa3om i3
doTorpaamm bopucom Muxannosum, BikTopiew
Muxannosoi Ta Cepriem ConmoHCbKum. Y

2002 bpaTkoB B34B yuyacTb y 25-ii Bbienane
cyyacHoro mucteutBa y micti Can-Mayny.

B 2007 BiH 6yB OAHUM 3 XYAOXHUKiB, WO
opiuinHO npeacTaBnanu YkpaiHy Ha 52-1
BeHeuicbKin 6ieHane B pamKax MPOEKTY
«Mloema npo BHYyTpiwHe mope», sfkui OyB
opranisoBaHuin PinchukArtCentre.

Jo umcna nepcoHanbHMX BUCTABOK YBiWwmu
«®ayct Ta Mapraputa», UeHTp cydacHoro
mucTteutBa, Knie, (2003), S.M.A.K.,

FeHT (2005), «YacTWHa MOro XuUTTS»,
MOCKOBCbKUIA My3el Cy4yacHOro mmcTeuTBa
(2006), BucCcTaBkn y UeHTpi cydyacHoro
mucteutsa BALTIC, JloHaoH, BenukobputaHis,
B My3ei ¢oTorpagii Glory Days, BiHTepTyp,
liBenuapia (2008) ta y Canal de Isabel II,
Maapua, Icnanis (2009).
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TEREZA BARABASH

Was born in 1984 in Lviv, Ukraine.

Works 1in textile, installation, land art,
audio visual art.

Studied at Lviv National Academy of Art,
at the department of textiles.

Two times (2010, 2016) scholarship holder
of «Gaude Polonia» program of Polish
Ministry of Culture.

She is an active participant of
exhibitions, festivals, planners, art
projects in Ukraine and abroad.

She received numerous awards for her
creative activity, among them two of the
highest ones: the Gold Medal and Award
of Akapi Foundation for the best debut
on the 15th International Triennial of
Tapestry in Lodz, Poland (2016).

SERHIY BRATKOV
Born in Kharkiv, Ukraine in 1960.

Artist living and working in Moscow.
Bratkov’s work is heavily influenced by
his Kharkiv origin. From 1988 to 1993 he
was in a group of artists called «Litera
A»: creating semifigurative painting, he
participated in group exhibitions in
Ukraine and Germany. From 1994 to 1997
he was a member of the Fast Reaction
Group («Rapid Response Group») together
with the photographer Boris Mikhailov,
Viktoria Mikhailova and Sergey Solonsky.
In 2002 he took part in the 25th
Contemporary Art Biennale in Sao Paolo.
In 2007, he was represented in the
Ukrainian pavilion at the 52nd Venice
Biennale as part of the project «Poem
About An Inland Sea» organized by the
PinchukArtCentre.

His solo exhibitions include Faust and
Margherita, Center for Contemporary

Art, Kiev (2003), S.M.A.K., Ghent

(2005), Part of my Life, Moscow Museum
of Contemporary Art, Moscow (2006),
BALTIC Centre for Contemporary Art,
Gateshead (2007), Glory Days, Fotomuseum,
Winterthur (2008) and Canal de Isabel II,
Madrid, Spain (2009).
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BIAKPUTA TPYNA

byna cTBOpeHa wicTbmMa XYALOXHUKAMKU B
cepnHi 2012 y JlbBOBI .

MocTiAHUMM y4yacHukamu rpynum € (3 2019):
l0pin binen, Masno Koeau, AHTOH Bapra.

BnbpaHi npoekTtu: Mapawya TiHb «Mpii» Ha
caan AxapaiHi, HauioHanbHu NaBinbhOH
YKpaiHuW Ha 58-7 MixHapoAHin BucCTaBui
mnucTteuts y BeHeuii - La Biennale di
Venezia (2019); Biakputa rpyna. Y 3B’ a3Ky
3 obcTaBuHamu, ranepes ApceHan binocTok,
Monbwa (2017); CTyniHb 3anexHOCTi.
KonekTnBH1 NpakTUKW MOMOAUX YKPaTHCbKUX
XyAOXHUKiB 2000 -2016, €Bponeincbka
Ctonuusa KynbTypu Bpounas 2016, ranepes
BWA Awangarda, Bpounas, [lonbwa (2016);
biorpagisa, PinchukArtCentre, Kuis (2014);
Micue, apT-ueHTp Closer, Kuis (2013).

BOMOANMNP BOPOTHbLOB

XYLOXHUK, KypaTop, B MUHYAOMYy — rpagpiTi-
XYAOXHUK

Hapoaunscs 1979 poky B YepBoHOrpaai Ha
MeBiBWMHIT .

Bneuae inocogio B Kniscbkomy
HauioHanbHOMYy yHiBepcuTeT imeHi Tapaca
lleBueHka (1997-1998) Ta y HauioHanbHOmMy
yHiBepcuTeTi «Kneso-MormnsaHcbka akaaemisa»
(1998-2002) .

BoBa BopoTHbOB npauwe 37 CybKynbTypHUMYU
KoAaMun, pyxawyucb i3 60Ky rpadiTi

Ta cybkynbTypHOT rpagikm B 61k
KOHLUEeNnTyanbHOro mMucTeuTBa i BYMWUHOTO
arte-povera. Y chepy noro TBOpUUX
3auikKaBneHoCTeln NOTpPanaATb eTHOrpapiuHi
AOCNiAXeHHd MicTa, a Ccame 30CepelXeHHS
Ha cniAax paAsHCbKOT mMaTepianbHOT
KynbTypu, WO 3HUKAE, 1 17 nepeBTiNneHHa y
NOCTPaAAHCHKT dopmn, 3 0Cob6IMBOK yBarow
Ha JAeKOMyHi3auil, BaHAani3m, cCyuyacHy
CNOHTaHHY (He)apxiTekTypy i cmiTTeEBY
KynbTypy. Ans BuBUYeHHA nybniuyHoro
npoctopy i 6inbw rNMbOKOro 3aHypeHHs Yy
BYNWUYHUA KOHTEKCT, XYAOXHWK obupae Tun
noseAiHKW, BiAOMWIA y KNACUUHIN KynbTypi,
AK «(rnaHepcTBO».

HasecHi 2017 poky 347WCHMB niwy Xxoay

31 CcBOro piaHoro micrta YepBoHOrpaLa Ao
MMncnyanHcbka Ha JlyraHwmHi, npoHicwm 3
cobotw 3pa3oKk 3axiAHOYKPaTHCbLKOTro BYrinns
(npoekT 3a/C xia). XuBe i npaue B Kuesi.

OPEN GROUP

Was founded in August 2012 in Lviv by six
artists.

The permanent members of the group are
(since 2019): Yuriy Biley, Pavio Kovach,
Anton Varga.

Selected projects: The Shadow of Dream
cast upon Giardini della Biennale,
Pavilion of Ukraine at the 58 in
International Art Exhibition in Venice

- La Biennale di Venezia (2019); Open
Group. Due to the circumstances, Arsenal
gallery, Bialystok, Poland (2017);
Dependence degree, Collective Practices
of Young Ukrainian Artists 2000-2016,
European Capital of Culture Wroclaw 2016,
Awangarda gallery BWA Wroclaw, Poland
(2016); Biography, PinchukArtCentre,
Kyiv, Ukraine (2014); Place, Closer art
centre, Kyiv, Ukraine (2013).

VOLODYMYR VOROTNIOV

is an artist, curator and former graffiti
artist.

Was born in 1979 in Chervonohrad, Lviv
region, Ukraine.

He studied philosophy at Taras Shevchenko
National University of Kyiv (1997-

1998) and National University of «Kyiv-
Mohyla Academy» (1998-2002).

Vorotniov works with codes of subculture,
moving from graffiti and subcultural
graphics toward concept art and street
art-povera. Ethnographic studies of the
city, namely focus on the traces of

the Soviet material culture which are
disappearing, and its transformation

into post-Soviet forms, with particular
attention to decommunization, vandalism,
modern spontaneous (non)architecture and
garbage culture, fall into the spheres of
his artistic interests. To explore public
space and to delve deeper into the street
context, the artist chooses a type of
behavior known in classical culture as
«flaneur».

In spring of 2017, he walked on foot from
his hometown Chervonograd to Lysychansk
in Donbass, carrying a sample of Western
Ukrainian coal (W/E Walk Project). He
lives and works in Kyiv

JAHIIN TANKIH
Hapoaunscsa y 1985 poui y JHinponeTpoBCbKY.

HaBuaBca y JHinponeTpoBCbKOMY TeaTpanbHO-
XYZAOXHbOMY KoneAxi Ta B Akademii
6yaisHuuTBa i apxiTekTypu. Bonoaap lpaH-
npi KoHKypcy MYXi (2011). HomiHaHT (2011,
2015) Ta Bonoaap CneuianbHoi npemii
(2013) PinchukArtCentre. HomiHaHT [Mpemifi
Cepris KypboxiHa Ta MNpemii KaHAMHCbKOTO
(2012). ®iHanicTt MNpemii Manesuua (2014).

MpeactaBnae YKpaiHy y nepcoHanbHUX Ta
rpynoBux BUCTaBKax, SKi mpoxoawmnu Ha
bieHane cyuacHoro mucteytrsa Gangwon
(KaHHuH, MNiBaeHHa Koped), ranepei Silent
Barn (Hbio-Mopk), IHCTUTYTi cyuyacHoro
mnucteutsa Kunst-Werke (bepniH),

ranepei Saatchi (JloHaoH), MockoBCbKOMY
My3ei cyyacHoro mucteutsBa (Mocksa),
xyAoxHbomy my3ei Danubiana Meulensteen
(bpaTtucnaea), B JaHCbKi KOpPONiBCbKiM
akaaemii BuUTOHUeHuX mucTeuts Kunsthal
Charlottenborg (KoneHraren), Artspace
TLV (Tenb-ABiB), Open Studios (benpyT),
CzechCentre (lpara), HauioHanbHomy
XYyZAOXHbOMY My3eT YkpaiHu (Kuis),
JHinponeTpOBCbKOMY XYyAOXHbOMY My3efd
(AHinpo), HoBoaWAaapCbkKOMy Kpa€e3HaBuUOMY
my3ei (HoBoanaap) Ta iHwux micusx. Xuse i
npauwe B AHinpi.

Nia A0CTNEBA

Hapoaunnace 1984 poky B JlOHeLbKY.

XyAOXHULS, KypaTopKa, aHTPOMNOMOruHs
KynbTypu, aBTopKa.

OcHOoBH1 cepu AoCniAXEHb — NUTAHHSA
emnaTtii, TpaBMmMu, nocTtnam’ATi, MOMUHANbHUX
NPakKTuUK, Cyb’eKTHOCTi 1 penpe3eHTaui’d
Bpa3nueux rpyn. ABTOpPKY 0CO6nuMBO LiKaBUTHb
Te, 4K TpaBMa BWPAXAETbHCH B MOBi, fK
MOXMTWBO MNPEeACTaBMAsSATU TpaBMaTWUUHi noAii

i fK onucyBaTW W Bi3yanmi3yBaTu «CKMaAHY
MOBY» N «CKMaAHe MUHyne».

Xuse i npauwe B micTi llo3HaHb, [onbuwa.
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DANIIL GALKIN

Was born 1985 in Dnipropetrovsk, Ukraine.

He received his degree from the Theatre-
Arts College and Academy of Construction
and Architecture. Daniil is the Winner
of the Grand Prix MUXI-2011; shortlisted
for PinchukArtCentre (2011, 2015), for
Kuryokhin Prize and Kandinsky Prize

in 2012. Winner of the Third Special
PinchukArtCentre Prize in 2013. Finalist
of the Malevich Award in 2014.

Participated in personal and group
exhibitions held in Gangwon International
Biennale 2018 (Gangneung, South Korea),
Silent Barn Gallery (New York), Kunst-
Werke Institute for Contemporary Art
(Berlin), Saatchi Gallery (London),
Moscow Museum of Modern Art (Moscow),
Kunsthal Charlottenborg in Royal Danish
Academy of Art (Copenhagen), Artspace

TLV (Tel Aviv), Open Studios (Beirut),
Danubiana Meulensteen Art Museum
(Bratislava), CzechCentre (Prague),
National Art Museum of Ukraine (Kiev) and
on other locations. Lives and works in
Dnipro.

LIA DOSTLIEVA
Was born in 1984 in Donetsk, Ukraine

Artist, curator, cultural anthropologist,
author.

Primary areas of my research include the
issues of empathy, trauma, postmemory,
commemorative practices, and agency and
visibility of vulnerable groups. I am
particularly interested in how trauma
comes to language, in possibilities of
representation of traumatic events and in
how «difficult knowledge» and «difficult
past» could be described and visualised.

Lives and works in Poznan, Poland.
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BONOAMMUP KAY®OMAH

Mpauloe y xaHpax reneHiHry, neppomaHcy,
iHCTanaui T, xuBonucy, rpafiku.

Hapoamsca 1957 poky y Kaparaxai,
KazaxcTaH.

OcBiTa: lbBiBCbKE yuunuue MPUKIAAHOTO
Ta AeKopaTuBHOro mucTteuTrsa; [bBiBCbKaA
noniTtexHika, apxiTekTypa.

YuacHUK MucCTeubkoro toBapuctBa lWnsax
(1989-1993); cniB3aCcHOBHUK Ta apT-
anpektop MucTteubkoro 06’ e€aHanHsa A3ura,
MeBiB (1993), cniB3aCHOBHMK Ta YuacCHUK
IHcTuTYyTYy AKTyanbHoro MucrteutBa, [lbBiB
(2007), KOOpPAMHATOP WOPiYHOTO (ecTuBano
AHi mucTeutBa nepdomaHc y JlbBoBi (3
2007), kypaTtop TuXHA aKTyanbHOToO
mucTteuTtsa, JlbBiB (3 2008), KypaTop
Tpienane YkpaiHcbkuid 3pi3 (3 2010).

ABTOp UMCNEHHUX BWUCTaBOK, BUCTaB Ta
npoekTiB B YKpaiHi Ta 3a i1 Mexamu.
llocTiHO Mpaule Hajg OCHOBHMMU
AOBTOTpMBanuMMmm npoektamu(i3z 2002):
Untatnm ana rHisa, Exkoteatp, PuboTepanisa,
MTaxoTepanisg.

TAPAC KOBAY
Hapoauscs y 1982 poui.

XyZLOXHUK, 3alUMaeTbCA TrpagiuHuUm
MUCTELTBOM, aBTop 06’€KTiB Ta iHCTanAuin.
I3 2012 poky Buknazay HAOMA, kageapa
rpaiku. AKTUBHUI y4yacCHWK iHiuiaTunem

31 36epexeHHAM Ta PO3BUTKY TBOPUMUX
manctepeHb Ha CoweHka, 33 (Kuis).
3aKkiHuuB rpaiunmi dakynbtet HAOMA (2008)
Ta YXropoaACbKWin Komeax MucTeuTrs im. A.
Epaeni (2002).

XnBe Ta npauwe y Kuesi.

VOLODYMYR KAUFMAN

His activities include happening,
performance, installation, painting,
graphics.

Was born in 1957 in Karaganda,
Kazakhstan.

Education: Lviv College of Applied and
Decorative Arts; Lviv Polytechnic ,
Ukraine, Architecture.

Member of the artistic society Shliakh
(Way) (1989-1993), co-founder and art-
director of Dzyga Art Association, Lviv
(1993), co-founder and member of the
Institute of Contemporary Art, Lviv
(2007), coordinator of the Festival Days
of Performance Art in Lviv (from 2007),
Curator of the Week of Contemporary Art,
Lviv (from 2008), curator of Trienniale
Ukrainian Cross-Section (from 2010).

Author of numerous exhibitions,
performances and projects in Ukraine

and abroad. Constantly works on the
major long-term projects (since 2002),
Quotes for nests, Ekoteatr (Ecotheatre),
Ryboterapiya (Fish-therapy),
Ptahoterapiya (Bird-therapy).

TARAS KOVACH
Was born in 1982.

A visual artist who works with graphics,
objects and installations. Since 2012,
he has been a lecturer of graphic
department at the National Academy

of Fine Arts and Architecture/NAFAA
(Kyiv) an active participant of the
development of Soshenko 33 1in Kyiv — an
alternative space and artists’ studio
facility historically embedded within
the postgraduate system of NAFAA.

He graduated the graphic department

of National Academy of Fine Arts and
Architecture (NAFAA), Kyiv in 2008, and
graphic design in Uzhgorod College of Art
in 2002.

Lives and works in Kyiv, Ukraine.

JAHA KOCMIHA
Hapoaunnacs 1990 poky y Kuesi.

Y 2013 poui 3akiHumna KmiBCbKy
HauioHanbHYy akajemio o6pa3oTBOPUOTO
MUCTeuTBa i apxiTekTypu, (akynbTeT
apxiTekTypu. CniB3acHoOBHMUSA BiaKpUTOT
rpynu Micbkux iHTepBeHuin MMunopama. 2013
pPOKY CTana cTuneHaiaTkow ®paHuUy3bKOTroO
noconbCTBa AN HaBuyaHHA B HauioHanbHiW
wkoni apxitekTypu ENSA B HaHTi (®paHuis),
maricTpka apxiTtekTtypu ENSA (2015). Bbpana
yyacTb B CaMOOPraHi3oBaHiM MUCTeubKin
iHiyiaTtmei AE HE AE (2016). MpuenHyeTbCA
A0 KypaTopcbkoi rpynu Xyapada (3 2017).
Cnis3acHoBHuua JA-CTtunb MoaepHicbka
YHigopma (2017).

Mpaule He3anexHow apXiTeKTOpPKOW Ta
XYZAOXHULEI .

lpeacTaBuna CBOT MPOEKTM Ha:

Voyage a Nantes (HaHnT, 2014),

4-Ta MixHapoaHa 6ieHane monoAoro mcrteutsa
(MockBa, 2014),

Kniscbkuih IHTepHauioHan - KuiBcCbka
bienane (Knie, 2017),

(hecTuBanb e€NeKTPOHHOT My3UKW 1 KynbTypu
Brave! Factory (Kuie, 2017),

Burning Man (Bbnek Pok ciTi, 2018),

WE ARE NEVER ALONE (IBaHO-®paHKiBCHK,
2019) .

ONEKCA MAHH
Hapoauscs y 1978 poui.

Onekca MaHH, OKpim BnacHe MUCTeLbKOT
ATANbHOCTiT — XmMBonucy, rpaikm, 06’ekTiB
Ta iHCTanAWiT, 3aWMaeTbCs KYypaTOPCTBOM,
eceicTuKoOlw Ta inwcTpauiecin. byB uneHom
He3anexHoiT aHapXiyHOT CNinkKu XYyLOXHWKIB
«Bons abo cmepTb» i 3aCHOBHWKOM apT-
rpynu «bakTepia». bpaB yuyacTb B apT-
npoeKTax, XYAOXHiX pe3unaeHuinx,
cuMnosiymax i BuCTaBkKax B YkpaiHi Ta 3a
KOpPLOHOM. P0o60OTM 3HaxoAATbCS B ranepesx
Ta NPMBATHMX Komekuisx YkpaiHu, OpaHuif,
AscTpii, Monbwi, CWA Ta iHWMX KpaiH.

ABTOp npoekTiB Zombieland, «HoBa
aHTpononoris», «0OHoBneHa [MoauHa», «Hose
CepeaHboBiyua» i rpaiyHoro npoekTy
«becTtiapin», Haa akum npauwe b6araTto
poKiB.
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DANA KOSMINA

Born in 1990 in Kyiv.

In 2013 graduated from the Kiev National
Academy of Fine Arts and Architecture
(NAOMA), Faculty of Architecture. Co-
founder of city interventions open group
called Pylorama. 2013 won a scholarship
from the French Embassy for study at the
ENSA National School of Architecture

and Urban in Nantes (France), Master of
Architecture ENSA (2015). Participant of
the self-organized artistic initiative
JE HE AE (2016). Became a member of
curators’ group Hudrada and co-founded
DA-Style Modern Uniform (2017).

Works as independent architect and
artist.

She presented her projects at the:
Exhibitions at “Voyage a Nantes”
(France,2014),

4th International Biennale of Young Art
(Moscow, 2014),

Kyiv International — Kyiv Biennial (Kyiv,
2017),

Brave! Factory festival of electronic
music and culture (Kyiv, 2017, 2018,
2019),

Burning Man (Black Rock City, 2018)

WE ARE NEVER ALONE (Ivano-Frankivsk,
2019) .

OLEXA MANN
Was born in 1978.

Aside from artistic activity - painting,
graphics, object locations and
installations - Olexa Mann is engaged 1in
curatorial, essayistic and illustrative
work. He was a member of an independent
anarchic union of artists "Freedom or
Death" and the founder of an art group
"Bacteria". He has participated in art
projects, artistic residences, symposia
and exhibitions in Ukraine and abroad.
His works can be found in galleries and
private collections in Ukraine, France,
Austria, Poland, USA and other countries.

He is the author of such projects as
ZombieLand, New Anthropology, Renewed
Man, New Middle Ages and the Bestiary
Graphic Project he has been working on
for many years.



B’ AYECITAB MNOJIAKOB
Hapoansca 1986 poky B XepcCoHi.

OTpumMaB AunnoMm Buknajaya ob6pa3oTBOPUOTO
MMCTeuTBa B XepPCOHCbKOMY JepXaBHOMY
yHiBepcuTeTi, Ae 3ahmaBcs 34e6inbworo
CTaHKOBOW rpagikow. Mo 3aKiHUYEeHHIo
HaBUYaHHsA 3HAWOMUTbLCA 3 ocepeakoM ToTem i
niaz X BNAMBOM MOYMHAE 3aWMATUCbL MeAia-
MUCTELTBOM.

2012 poky nepeixaxae Ao [lbBoBa i
30CepenxyeTbCa Ha ¢oTorpadgii. Tam xe
nounHae npauwsaTu B napi 3 OneHow Cybau.

®iHanict Foam Talents (2017),
Circulations (2018), Krakow Photomonth
Showoff (2017), Photofestival Lodz Grand
Prix (2017), Prix Levallois (2017),
Vienna Photobook Festival Award (2017).
Myénikysasca B British Journal of
Photography, GUP magazine, Lensculture.

€EBMEH PABCbKWUIA
Hapoaunscs 1966 poky y JlbBOBi.

Mpauwe y xaHpi xusBonucy, ¢oTtorpagii,
AN3AlHY .

Y 1984 poui 3akiHuumB PecnybnikaHCbKy
XyaoxHio Wkony im. T.T.lleBueHka, m. Knis.

CtuneHaiat nporpamm Gaude Polonia
MiHiCcTepcTBa KynbTypu Pecnybniku Monbwa.
Cnienpauloe 3 apT-ueHTpom A lanepes (3
2009) .

Xuse Ta npauwe y fbBOBi

VIACHESLAV POLIAKOV

Was born in 1986 in Kherson, Ukraine.

He obtained an MA degree from Kherson
State University, mixing traditional ink
drawings with 3d graphics. As part of the
community grouped around Totem cultural
center, he started experimenting with
media art.

In 2012 he moved to Lviv and focused on
photography. In Lviv, Poliakov met Elena
Subach and together they began to work as
a duo exploring small cities of western
Ukraine.

Viacheslav is the finalist of Foam Talents
(2017), Circulations (2018), Krakow
Photomonth Showoff (2017), Photo festival
Lodz Grand Prix (2017), Prix Levallois
(2017), Vienna Photobook Festival Award
(2017). My works were published in the
British Journal of Photography, GUP
magazine, Lens culture.

GIENYK RAVSKYJ
Was born in 1966.

His activities include paintings,
photography, design.

Sholarship holder of Gaude Polonia
program of Polish Ministry of Culture.

Collaborates with Ya Gallery Art Center
(from 2009).

Lives and works in Lviv.

ONEKCIN CAM
Hapoamscsa 1975 poky.

3aKiHYMB KniBCbKUA XYAOXHbO-MNPOMUCIOBUN
TeXHiKyM, BiAAINeHHA rpaiyHOro AM3anHy
(1994), HAOMA, BiaAinNeHHS CTAHKOBOT
rpagikm (2001).

Xuse i npauwe y Kunesi.

ONTEHA CYBA\

Hapoaunacb Ha JlbBiBWMHi B YepBOoHOrpaai.

OTpumana noBHY BUlYy E€KOHOMiuHY OCBiTY
y BoOnMHCbKOMY AepXaBHOMY YHiBepcuTeTi.
3roaom nepefixaxac Ao Kuesa, Ae npauwe
AN3aNHEepPKOK TeKCTUMo.

Bxe y MbBoBi y 2012 poui noyuHae
3arMaTuCh oTorpagien Ta AOMyyaETbHCA A0
cepegosuma «5x5» npu ranepei A3UTA. Onexa
BMKPUCTOBYE QoTorpadii AK iHCTpyMeHT

Ang rpu 3 pakTamu Ta midamu, 3mMiwye
AOKYMEHTaNnbHiCTb, MOCTAHOBKY, UMpPOBY
nocTobpobky Ta kKomax Ans nobyAoBum BAacHOT
Bi3yanbHOT MOBMU.

MepcoHanbHi npoekTn: babyci (2018),
meTeoput bepaunuis (2017), XepBOonpuHOWEHHSA
(2016), Twxi dictopii (2016), Retablos de
Galicia (2014), cyneprepoi (2013).

3apa3 npaue i mewkae y JbBoBi.

OLEKSIY SAI
Was born in 1975.

Graduated from Kyiv Art Industrial
College, Graphic Design department
(1994), NAVAA (National Academy of Visual
Arts and Architecture), easel graphics
section (2001).

Lives and works in Kyiv.

ELENA SUBACH

Was born in Chervonohrad, Lviv region,
Ukraine.

She obtained Master's degree in

Economics in Volyn State University
(Lutsk, Ukraine). Soon she moves to Kyiv
and starts to work as a textile designer.

Elena comes to photography in 2012,
living in Lviv and joining 5x5 /Dzyga
art community. She uses photography as a
tool for playing with facts and beliefs,
mixing documentary, staging, computer
editing and handcrafting into her unique
and emotional visual language.

Personal projects: Babusi (2018),
Meteorite Berdychiv (2017), Sacrifice
(2016), Quiet Stories (2016), Retablos de
Galicia (2014), Superheroes (2013).

Now based in Lviv, Ukraine.
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MITA YYPIKOB
Hapoansca 1985 poky B Kuesi.

HaBuaBcsa aBa cemecTpu B HauioHanbHin
akasemii obpa3oTBOpPYOro mMuUCTeuTBa Ta
apxitekTtypu B Kuei. MoTim y Berlin

University of Arts UdK (YHiBepcutet

mnucTteuts, bepniH).

3apa3 xuMBe B Pi3HMX MicTax YKpaiHu Ta B
bepniHi.

NATALKA SHYMIN

Hapoannaca 1959 poky B PaxoBi Ha
3akapnaTTi.

EkcnepumeHTy€e B pi3HOMaHiTHMX
TeXHOmnorisx, B AKUX MPOABNAETHCSH
LOTUUYHICTb TeKCTWMI A0 aKTyanbHOTO
MMCTeuTBa, aBTOPKA KOCTIOMiB Ta
cueHorpagin Ao 6araTbox TeaTpanbHUX
BUCTaB.

3aKiH4yuna MbBiBCbKY HauioOHaNMbHY akKaAemil
MUCTELTB.

YuacHuus Europein Textile Network (1983),
MiXHapoAHOT CMiNKW XYAOXHUKIB TeKCTWUIMI0
Artemition (1983). CniBopraHi3aTopka
MixHapoaHOoT nbBiBCbKOT Bi€Hane
€KCNepMMEeHTANbHOTO TEeKCTUM TeKCTUMbHWNA
wan, 3roaom — Tekctunism (3 1997) Ta
npoekTy MiHi TekcTunb y JlbBOBi (3

1998), nmocTilHa yyacHuUsa YKpaiHCbKOT
TpueHane TekcTunio, Knis (3 2004). bpana
yyacTb Yy UWUCMEHHUX BUCTaBKax, 30Kpema:
YKkpaTHCcbknin 3pi3. [lepeTBopeHHs, Bpounas
(2016), Nepexpects - Aianor 3 YkpaiHow,
Opan3iHr, HimeuumHa (2016), CnaawmHa.
Ornspawuncb Ha bpaHTa, OpoHcbko. Monbwal
(2015), Buxoasum 3 Tpaauuii, Heio

Nopk (2013), BuCcTaBka MiHi-TekCTuUno,
Fbopnitu, HimeuumHa (2001), Tokio (2006),
MixHapoAHe TpueHane TekcTunio B [loa3i,
Monbwa (2004), Donumenta, Perensbypr,
HimeuunHa (2003).

MITIA CHURIKOV
Was born in 1985 in Kyiv, Ukraine.

During two terms he has studied at
the National Academy of Fine Arts and
Architecture in Kyiv. Later went to
Berlin University of the Arts UdK.

He now lives in different cities of
Ukraine and Berlin.

NATALKA SHYMIN

Was born in 1959 in Rakhiv in
Zakarpattia, Ukraine.

Experiments in various techniques, which
show tangency of textiles to contemporary
art,an author of costumes and stage
design for many theatre plays.

Graduated from Lviv National Academy of
Arts.

Member of European Textile Network
(1983), member of Artemition
International Union of Textile Artists
(1983). Co-organizer of Textile Fury

- Lviv International Biennial of
experimental textile, then — Tekstilism
(1997) and Mini Textile project in

Lviv (of 1998) permanent participant

of Ukrainian textile triennial, Kyiv,
Ukraine (2004). Participated in numerous
exhibitions, including: Crossroads

- Dialogue with Ukraine, Freising.
Germany (2016), Heritage. Looking back
at Brant Oronsko, Poland (2015), Basing
on traditions, New York (2013), mini-
textiles exhibition,Gorlitz, Germany
(2001) Tokyo (2006), International
Textile Triennial in Lodz, Poland (2004),
Donumenta, Regensburg, Germany (2003).

KOHI'PEC
KYJIbTYPU

OpraHi3zaTtopu 3a NiATPUMKHM
° ﬁﬁm URPATNCLRYIA
Virmenska 35 i WC K ﬁj&g@ é%ﬁ’gwm

MeaianapTHepu

<GPUSEPLLE ﬁ%u ECMPECO EZ UA:JIbBIB

KORYDOR TBUEmMicTatv  PAAIGIRRRG  ZRRUE UA: JiRgicere

KYPHATI [IPO CYUACHY KYNIETYPY. - MEALA SKOMY ACBIPRIOTS - Nbsis
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IV TPUEHANE

YKPATHCbKUA 3PI3.
OBPSAN NMEPEXOLY

[ines]
IHCTUTYT AKTYANbHOrO0 MWUCTELTBA, NbBIB

[KypaTopu]
BNOAKO KAYOMAH
CEPIIN NETMOK

[MeHenxepkal
NIJA CABYEHKO AYJA

[MpoeKTyBaHHA eKCno3uuif]
BNOAKO KAY®MAH
CEPI'IN NETNIOK

[peani3auis ekcno3uuiil
POMAH NUTBUH
AHIPIN PUBKA
POBEPT CAINMEP

[penakuis]
NIJA CABYEHKO AYJA
IPUHA WYTKA

[nepeknaal
AHACTACIA XWWMHCbKA
IPUHA CABIOK

[(hoTOorpagiil

AHAPII JOCTNEB

BONOAVMUP KAYOMAH

MANTOXATA KYWAJA

OCTAN NMO3WUHCHKUIA

BAYECMAB NOMNAKOB

culturprostir.ua

Ta goTtorpadii HaldaHi aBTOpamMu MNPOEKTiB

[An3aiH Ta BepcTKal
MIPKO MAKCWUMOBWY

[apyK]
KONno, Jdporobuy

MpoekT peanisosaHo 3a NiATpuUMKN
YKPAIHCbKOIO KYNbTYPHOI0 ®OHALY
Ta NbBIBCbKOI MICbKOI PALN

JAKyemMo BCiM, XTO LiKaBUTbCA CyyaCHUM
MUCTELTBOM, MPUXOAUTb Ha BUCTaBKM i
NPUBOANTL Ha HUX APYy3iB, NiATPUMYE
NMPOEKTU Ta nuwe nNpo HWUX, NparHe kKpauwe
BiAUuyTM 1 3pO3yMiTU, UYUM € MUCTELTBO HUHI
Ta Npo WO BOHO MPOMOBMASAE AO Hac.
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The project is supported by
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We thank everyone interested in
contemporary art, everyone who comes
to exhibitions and brings friends
there, who supports projects and
writes about them, who wants to feel
and understand better what art is
now and what it says to us.



