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NnoadAKA

Mw BOSIYHI BCiM, XTO pO3noYanv i3 HaMu Lien WAax HanpukiHui nita
2020 poky. He Bci gictanuce go diHany, Wo € TMnoBmM ans 6aratbox
kKonabopauin, Ta cnogiBaEMocs, WO HaM BAANOCHA NOCTaBUTUCS

00 BHeCKa KOXHO_T 3 yBaroto Ta Tennototo. [akyemo Biktopy «KopBiky»
3acunkiny, Onekcangpy KyumHcbkomy, Katepuri Cipuk i AMutpy
YenypHomy — Balla pob0oTa XUBUTb L0 HEOOCKOHAY KHUTY.

Mwn Takox BaA4Hi Rosa Luxemburg Stiftung B YkpaiHi, 1 oco6mBo
Heni BaxoBcbkill 3a Te, WO NOCTaBUANCS A0 LbOro NPOEKTY KpPi3b
npu3my GEeMiHICTUYHOT €TUKN | NOBIPUAN B MO0 3HAYYLLICTb.

Mwu oakyemo KnemeHcy lNyny, Banepii Bypapxunesin, Biktopil
MpiBiHin i MaBny MNpuuaky 3a Te, WO BOHW Hagan HalmMm igeam
dopmy 1 MOXNUBICTb rOBOPUTM HaraTbMa MOBaMW, BisyarbHUMMU
UM MMCbMOBUMMN.

Mw BOAYHI 3a WMpy NigTPUMKY 1 Biarykn Enmi xonc, Mapii Maep-
uumk, MaTinegn Mopanec, Jlennu CandytaiHoBol, IpyHn CKAOKIHOI,
>xy3senne TaTeo, Emini ®anHep i Tapaca Pegipka.

HapeLwti, Mm 6e3mMeXHO BAAYHI HaWnM pigHUM i 61n3bkuMm, Onek-
caHapi, AnaTtonito, YHi n [leBiay, Biktopil n Axmeny, TetaHi i Tel,
Onekcangpy n TeTsaHi, 3a Nt060B | TypOOTY.
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MNMEPEOMOBA, 13 TPABHSA 2022
LIS KHMXKKa TEKCTIB | METaTEKCTIB, 306paXkeHb i paMOK NOTPeObyE Lie
OOHOro MeTaTEKCTY, e OAHiel pamkn. HoBa dasza eckanauil 8-piyHoi
BiHM Pocii npoTtn YkpaiHu, aka po3nodanacs 24 notoro 2022 poky
i TPoMBAaE OoCi, 3MyCmnNa Hac, aBTOP_OK KHUMXXKU, 30CTaHOBUTUCS
y Hawin poboTi. KHnxKa 3aBmcna HaniBHaapykoBaHot B KUEBI,
a MU MPUMMHUIM NpaLoBaTh Hag HEto Tam, Ae 6y/Inm Ha TOW MOMEHT —
y Kunesi, CeBeponoHeubky, KpakoBi Ta CeHT-EHAptOCI.

Biokonu nouanacs eckanauis, 4edKi 3 HAC Big4ynn notpelby 3anHs-
TUCSA IHWWMM CrpaBaMu: 3aKyniB/ieto OPOHEXMIETIB AN 6M3bKINX
i no_pgpyr, nepeBe3eHHaAM rymMmaHiTapHOl 4ONOMOr Yepes KOpAOoH,
360pOM KOLUTIB, MPOBEAEHHAM KaMnaHil Ha NigTpuMKy YKpaiHu,
Ta CTBOPEHHAM Mporpam Ans nepeMilleHnX HaykoB_uub. [eaki
3 Hac 6y BUMYLLUEHI 3aN1LLMTK CBOI AOMIBKM, Hali 6aTbkn ctanu Gi-
»XEeH_KaMu. B Hac maitxe He 6yno cui Ta vacy, Wwob WocCh nmucaTtu, TUM
rnaye WoCb aHaniTMyHe, ue 34aBasiocsa 3aMBUM, HaBiTb regoHICTUY-
HMM. TBOpYa Ta KypaTopCbka poboTa TaKOX 34aBasnacst HEMOX/INBOIO.
9k nuwe IpuHa LLlyBanoBa y UnMKNi HeLWoaBHIX BipLUiB «IMcaTtu
npo BirHy» (The Continental, issue 3. Faith. 2022):

MOeT He MOXe HiYoro
NnoeT He MOXe HiYoro
MOEeT He MOXe HiYoro

hawnTte omy 6ogali B pyku
SIKyCb fionaTty

nocTtaBTe Noro
pUTU IKYCb TPaHLLElo

Te > came M1 MOXeMO CcKasaTu i NPO XyAOXHM_LII0, aKaAeMiK_WHIO,
KypaTop_Ky.

Lia kHmxxKa He Byna HanncaHa B TENEPILHbOMY KOHTEKCTi NMOBHO-
MacLTabHOI eckanauii poCiiCbKOoT BiiHU MPoTKn YKpaiHu, gka nparHe
cTepTn YKpaiHy K Ky/bTYPHUN MPOCTIp, CTEPTM MiCLSA, NPO AKi
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MW NULLEMO, e OEXTO 3 HAC XUBE, | AKi AeXTO 3 HAcC 6y/iv BUMYLLEHI
3aM1LWNTU, CTEPTU NKOAEN | Micus, AKi MU TlOOUMO.

Ha cborogHi 6arato mict [loH6acy mMamxe NOBHICTIO 3PiBHAHI
3 3emneto. 70% xumtnoBux 6yanHkis y CEBEPOAOHELbKY, Ae BMepLue
BUHMKNA iges Ui€l KHMXKKN, NocTpaxkaanu Big obctpinie, 30% He-
npuaaTtHi ona npoxmneaHHA. CaMe B KOHTEKCTI LibOro NocCTiMnHOro
CTUPaHHSA MU OiNMMOCS LUMMU TEKCTaMM Ta 306pakeHHsMKn. Becynepey
CMEPTOHOCHIM POCINCbKiM NnponaraHai, BOHU € CBiAYEHHAM PO3KBITY
KyNbTYpHOIro XuTTs JoHeubkoi Ta JlyraHCbKol ob6acten, ki 3Haxoau-
nncs nig KoHTponem YkpaiHun 3 2014 poky.

Mu NpUcBAYYEMO L0 KHUIY BCIM HALWIUM NO_Apyram, PigHUM Ta Ko-
neram, siki 3apa3s 60ploTbCA 3a BiNbHY YKpaiHy Ta i1 ceoboay.



PREFACE, 13 MAY 2022

This book of texts and meta-texts, images and frames, now requires an-
other meta-text, another frame. The new escalation phase of Russia’s
8-year-long war against Ukraine, which began on February 24, 2022,
and continues at the time of writing, brought this book, and us, its au-
thors, to a halt. Our book stopped half-way through the process of being
printed in Kyiv, and we stopped working on it where we were — in Kyiy,
Sievierodonetsk, Krakow, and St Andrews.

Since the escalation began, some of us were urged to be occu-
pied with other things, such as procuring body armor for loved ones
and friends, transporting aid across the border, fundraising, campaign-
ing, and setting up programmes for displaced academics. Some of
us have become displaced ourselves, our parents became refugees.
There was little space and time to write, and writing in an analytical
style has felt redundant, indulgent even. Creative and curatorial work
has also seemed impossible. As Iryna Shuvalova writes in a cycle of re-
cent poems “to write about war” (The Continental, issue 3. Faith. 2022):

a poet is good for nothing
a poet is good for nothing
a poet is good for nothing

someone go find him
a spade
a shovel
something to dig with

send him
to make a trench

or something

The same could certainly be said of an artist, an academic, and
a curator.
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This book was not written in the current context of Russia’s full-scale
escalation of the war against Ukraine, which seeks to erase Ukraine as
a cultural space, to erase the places that we write about, that some of
us live in and have been displaced from, to erase the people and places
that we love.

As of today, many towns in Donbas have been almost completely
razed to the ground. 70% of residential buildings in Sievierodonetsk,
where the idea of this book was first formed, have been affected by
shelling, 30% are now uninhabitable. It is in the context of this ongo-
ing erasure that we are now sharing these texts and images. Contrary
to deadly Russian propaganda, they serve as a document of the flour-
ishing cultural life in the Donetsk and Luhansk oblasts which have
remained under Ukrainian control since 2014,

We dedicate this book to all of our friends, family, and colleagues
now fighting to defend Ukraine.

1
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3MmicT

Betyn

3ab6poLluKa-epoTuka

[e mun konupcaemocs B 6pyxTi MMHYNOro, MO4OPOXYEMO
JdoH6acoM pasoM i3 «IHayCTPiSIbHUM paEM», FOBOPMMO

npo «Mntoc/MiHyc» i nam’aTHi micus CeBeEpoaoHeLbKa, a TaKoX
BELUTAaEMOCS 3a6pOoLLKaMMU.

Xyxenuus

e mun 6nykaemo Bynuusamun [loHeubka 1 CycCigHiX MicTeyok, 6a-
Xako4m NigcayxaTm NOBCAKAEHHICTb, AOCNIAXYEMO Bannincbke
KOpiHHSA KO3iBKMW, 3ragyeMo 4OBOEHHUI [JOHeUbK Ta 06roBopto-
€MO PiI3HOMaHITHI TpaHCHaUioHasbHi 1 MirpauinHi ctaHu 6yTTa
Ta TBOPEHHS.

CaHpanetu 37 po3mipy

e Mn (MapHO) HaMaraeMocs BTUCHYTU HaLli Tina i yasu

B paMKu, 06roBOpPIOEMO NPAKTUKM Kpae3HaBCTBa Ta IXHIO cnaf-
LLMHY, @ TaKOX PoOuMo cnpoby, BUKOPUCTOBYOUM
KonabopaTtMBHI METOAM, BUPOOUTM 3HAHHSA NPO Cy4YacHi Kpea-
TUBHI iHiLiaTMBM Ha [JoH6aci.

Maneotekctn

[le My CTBOPIOEMO iHLUI CBITK B TiHi MaNbMOBUX AepeEB
CeBepogoHeLbka, HAAMXAaEMOCSH Nasieob0TaHIYHOLO fliTepaTy-
poto [oHbacy 11 06roBoptoEMO MeXIi y4acTi i cniBnpadi.
Hepo-?

[e Mun cnepevaeMocs Npo Posb IHCTUTYLIR Y KyNbTYPHOMY
»uUTTi JJloHOacy, 06roBopoeEMO MaTepianbHi 0O6MeXeHHSA

Yy CTBOPEHHI KpeaTMBHUX NPOEKTIB, @ TAKOX 3arnMbIt0eEMOCS

B PO3MAITTA CyHaCHUX KY/IbTYPHUX iHiLiaTUB perioHy.

KomaHpa

Bi6niorpadia
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Slag

In which we wander the streets of Donetsk and nearby towns
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ad:
MpocTO He NoHMMalo YTO 3Ta PO30Bas
KWUCTb O3Ha4aeT

au:

a1 cTapanacob! ))

ad:
DEeMUHNCTCKYIO 3THOrpaduio?
NoToMy 4utO po30BbIN @*

au:

HY KakK >e, 3TO SHeprus Halunx pasroBopos!
un line of flight pemnHuctnueckas!

3TO rpubHMLa KOTOpasd HEBUAMMO HaC

BCex cBsA3biBaeT!

ad:

A, NOHATHO

26 Hos16psi 2020



DC:
| just don’t get what the pink is all about.

DT:
| tried my best))

DC:
Feminist ethnography?
Because it's pink ¢*

DT:

It’'s the energy of our talks! A feminist line
of flight!

It's the mycelium that invisibly binds us all!

DC:
Oh, | get it

26 November 2020
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BikTopia [loHoBaH BCTYI'I:
Hap’a Lumbaniok P
O3TAIlnN

Lis kHMra 3’aBuniacb OT 4€/1aTh HEYErO — 3i CTaHy TBOPYOro aHabiosy,
6e3uinbHOCTI, Hyabrn. BoHa BMpOCa NOMiX TOKAayHIB, KO/ HaLi
XXWUTTS, 3a3BUYaN HAaCUYEHI CNiNIKYBaHHAM i3 ApYy3AMU 1 Koneramu,
6ynun panToBO OO6MEXEHi YOTMPMa CTIHAMM 11 Ha NO3iP HECKIHYEHHOIO
HW3KOI MOraHoO HasawToBaHMX A3BiHKIB Y 3yMi. J€/10Tb HEYErO MaE
[eKinbKa 3Ha4eHb: CTaH Hyabru, WO BMHUKAE 3 HEeCTaudi 3HauvyLwmx
3aBaaHb («MeHi HiYoro pobuTu...»); MPOKPACTMHALI B Yacu, KON
Taka TepMiHoBa poboTa HacnpaBgi € («To6i Lo, HemMa 4oro poouTn?s);
1 HeOOXiQHICTb WOCh POOUTK Yepes Te, WO HIXTO iHLW_a He Bi3bMeTbCs
(«Hivoro He BaieL, JOBEAETLCS MOPATUCH CAMOTYXXKM»). 3 yCiMa
KOMITKMMM MeTofaMu 1 pesy/nbtaTtamu, SKi He 3aBXau BignoBigatotb
IHCTUTYLIHUM OYiKyBaHHSM, Konabopauid MoXxe po3risaaTtncs

SIK NPaKTMKa 4€/1aTb HEYEro: «<HeBxe BaM i cnpaBai HeMa YMM 3alHs-
TUCb? UM Ue N cnpaBai HaebEeKTUBHILLE BUKOPUCTAHHSA BALLIOrO vacy?»
Ane ona Hac Le i € HEMUHYUYICTb Y TPETbOMY 3HaYEHHI BUpas3y: BiAcCyT-
HiCTb NPodECINHOrO BU3HAHHA KO1abopaTnBHMX Nigxoais (NoxigHa Big
3aUMKAEHOCTI yHIBEPCUTETIB Ha MOAE/Ti «<MOOANHOKO_T AOCAIAHN_LLi»)
a TaKOXX — BaXk/iMBa MOTMBAL,A Lboro NpoekTy. CTpumMytoumch nepeq

18 BCTYM



NPUHaQoo 3aA9BUTU CBOE OAHOOCIOHE NpaBo Ha poboTy, AKa, OAHaK,
3aBXAM BUPOCTAE B Aianosi 3 iHWUMKn, Mm 6a41MMO L0 KHUTY SK YTin-
€HHS cniBnpaui. Mu He nnaHyBanu 11 Takoto, ane CTanocs K cTanocs;
iHWOro He gaHo, 4€/1QTb HEYEIO.

Lis kH1ra — npo konabopadito, BoHa caMa € kolabopalli€to, Ta He-
060B’A3KOBO — rapMOHINHOrO XapakTtepy. Bci niogun, wo npuknanuca
00 UbOro MpOEKTY, Manu i MaloTb Pi3HI MOTUBM 1 TOYKM 30pY CTOCOBHO
06roBOpPIOBAHNX TEM, @ CaMe XYLOXHIX Ta KypaTOPCbKUX MPaKTUK, WO
BWU3HAa4asiM n NPOLOBXYIOTb BU3HA4aTh crneumdiyHe ysaBieHHAa Npo pe-
rioH, BigoMuii nig HazBoto «[oH6ac». Take NpoTUpIYYa NOrNsais
6yN10 HABMUCHUM 1 BaXKaHUM: NPaLOOYN Haa LUM NPOEKTOM, MU XO-
TiNIN 3BEPHYTU yBary Ha NOHATTS «CUM po306ixkHOCTi» JTtoka Epika
Naccitepa (Lassiter 2008). y>e BiporigHo, WO L€l KHAMM B TaKOMY
BUIMAAI HiKkonn 6 He Bigbynocs, AKO6n XTOCb i3 HAC MaB OCTAHHE CNOBO
WoAo 1T CTPYKTYPU 1 3MICTY. TaKUM YMHOM, LA KHUIra € NepeMoBUHaMK,
nepeTaryBaHHaM KaHaTy, giarpamoto BeHHa. Tak um iHakLwe, BM No4y-
€Te 1T icTopilo, 34e6iNblLOro NnepekasaHy HawrMn ronocamu. Ane us
icTopis — 3WKNTa 3 KNaNTKKIB, WO pO3X04ATbCsA NO wWBax. Y Micuax, ae
HaLli cynepeyku ctaBasn 0Cco6/IMBO 3aNeK/IMMMU, KHUIFa Maixe npo-
CBiYye, Hecyum B cobi cign, po3Tarn Hawoi konadopauii — 60poTboM
noYacTy rpannmBol, a iHOAI 3aneK/Iol.

Mu noyanu uen NPOEKT i3 AYMKOIO NPO Te, AK NMcaTn eTUYHile,

K MUCaTU PA30M i3 XYAOXKHM_LISAMU, KYpPaTOp_KamMu N akKTUBICT_-
Kamu, 4mi poboTn MM BUBYAEMO, 3aMiCTb TOrO, WOO6 NUCaTh TiNbKK
rpo HUX. Kepyouncb UmMMKU NepeKOHaAHHAMM N NPUHLMNAMWN OEKO-
NoHianbHOro t1a GeMmiHiCTUHYHOro MMCNeHHs, M1 6epemocs 3a ue
3aBOAaHHA OT 4E€/1aTh HEYErO, TOMY LLIO BiA4YyBaEMO HEOOXiIOHICTb

y NowyKy 6iNbLl iHKNIO3MBHUX NPaKTUK MUCIETBOPEHHSA 1 NOLLN-
PEHHS 3HaHb. Y 0AHiN i3 Hawwnx po3moB KaTtepuHa Cipuk Ha3Bana
CBOIO MPaKTUKY BiABiAYyBaHHA N apXiByBaHHA 300pOLIEK (3aKMHYTI
OyaiB/i, poC. CNIeHr) «AMBHOIO | NOKPYy4YeHOoto 1060B’1o». Mn nova-
CTV AyMarv Npo Lo KHUIY | KoNnabopaTMBHI NPaKTUKK K TaKi CXOXNM
YMHOM, K MPO OUBHUM | NOKPYYEHUI Pi3HOBMA NOOOBI: Te, NPO WO
nikayewcsa, Ta wo 1o6i BogHo4vac 6onntb. Konn Capa Axmeg nuie
MPO «CNITHIMI KOHLENTU» — TaKi, WO NOCTatoThb i3 No4yTTa abo BigvyTTS

INTRO 19



anckoMopTy, — AOCAIAHNUSA NIAKPECIOE NpaLto, WO BKAAOAETbCS

B nNpouec nponucyBaHH4, apTukynauii (Ahmed 2017, 12). g iHTenek-
TyanbHa npaus — TakoX Pi3HOBWUA JE/1aTh HEYErrO: Yepes Hel NITHIELW,
KOPYMLLCSH Ta XBUTIOELLCS, ane TM NPOAOBXKYEL 1T pobuTtn, 60 NPOCTO
He MOXeLU 3ynuHUTUCA, 60 Ma€EewW it gani.

Konu mu rosopunu i nncanu npo doH6ac, My noyact nocuianncs
Ha «[1pauto, BUCHAXXEHHS Ta YCMix», — KHUTY, O BMILLIA 3@ pe-
nakuieto IpuHn CknokiHoi Ta Bonoagnmunpa Kynikosa (2018). Mpaus
1N BUCHAXEHHHA — 3HarOMi /15 HALOI KHUIMM YMOBW: NPEKapHi npaus
M BUCHAXXEHHSA XyAO0XHM_Li Y KYNbTYPHO_T Aiy_Kn — Big cnpo6
CNiNIbHO 3pOOUTU LLIOCb KPeaTMBHE B YMOBAX, KO/IN IHCTUTYLIA,

Lo € TBOEO poboToaaBuLEto, He B6aYae LiHHOCTI B Ui poboTi; Big
cnpo6 NOpPoO3yMITUCS Of,_Ha i3 OAH_O0, AOCAITU CYTHICHOrO 0OOMiHY
ayMkamu. Jlaccitep nuwe nNpo «LWifbHICTb» PO60TU 3 PO36IXKHOCTAMM
B Konabopauisix, i 9K Usi WibHICTb MOYaCcTV 3HUKAE 3 MPOEKTIB, L0
BUMUCYIOTLCS Ta NMPE3EHTYIOTLCA K «HEHaMNPsXHi» po60oTH ogHO_T
aBTOP_KMW, BUKOHaHI 6e3 3arBux 3ycunb (Lassiter 2008). Y Hawomy
BUNaaky 6arato cynepeyok NULLATbCH HE PO3B’A3aHMMU, i, MOX-
JNINBO, Ha KpaLLlle, OCKIMbKN 3 LMX CyNepevyoK HapOoKYOTbCS HOBI
3B’A3KM Ta NOHATTS. M xouemo 36eperT Lo NpaLto Ta BUCHAXEHHS.
MocnyroByto4MCb KOHLEMNTOM, Lo noro Capa Axmen 3actocoBye Ao de-
MiHICTMYHOT Npaui, Tpeba ckasaT, WO LA KHMUIa € CriTHINOK KHUMOLO.

* k% %

KHUra, sky BU TPUMAaETe, € pe3ynbLTaTtoM poO3MOB MiX BikTopieto
[oHoBaH, Biktopom «KopBikom» 3acunkiHmm, OnekcaHapom
KyunHcbkum, Katepunoto Cipuk, Jap’eto Liumbantok i AMutpom
YenypHuM, po3mMoB y 3yMi, WO BigOyBannCh nNig Yyac NOKOayHIB
2020-2021 poki.. INig 4yac umx 6ecig Mn o6roBoptoBaniv eCTeTUYHI
Ta KyNbTYpPHi Tpaaumuil, WO cTanm BU3Ha4YarbHUMUM NS NOHATTS
«[JoH6ac», a TaKoX POOOTU CyHaCHUX XYAOXHW_Lib, 30KpEMA TUX,
XTO 6panu y4actb y 3ym-ceciax: poboTu, Lo 3a4dinatTb, NigpnBatoTb
i 3anepeuytoTb 3ragani Tpaguuil. NpoeKT 3apoanBCa Ha Mepexi
paHile BCTaHOBMEHMX BiAHOCKH i 3B’A3KiB. M1 BXe 3Hanu of_Ha
0f__Hy 4Yepes HM3KY 3yCTpiven i cninbHuX gocsiais y BennkobputaHil
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1 YKpaiHi: My rynanm xawamm JiIncnyaHcbka, Aep/INCb Ha 3aKUHYTI
paxiBkn CEBEpOAOHELbKA, BMaLITOBYBa N MPOrysiHKN HaBKO/10
TEPUKOHIB 3axigHoro JloTiaHa, rypToM cknaganu manu «Ogiccel
[JdoH6ac», pasomM cnocTepiranu 3a pubankamum Ha HopHOMY MOPi.
MoumnHaoun e Bce 06roBOpIOBaTH, MM 3a4yManmcs Npo eTnky
napTHEPCbKOI cniBnpaLi Ha NnepeTuHi NpodecinHnx, ranysesmx

Ta HauioHaIbHMX KOPAOHIB. BpaxoBytoun pob6oTy B 6pnTaHCbKOMY
YHIBEPCUTETCbKOMY KOHTEKCTI, Lii MipKYBaHH4A, KPiM iHLLOro, oTpuManu
BUrnag GopmanbHOI 3a9BM JO KOMITETY 3 €TUKKU, LOBroro 1a getasb-
HOrO JOKYMEHTAa, WO BMMArae€ Big Hac NnpoaymMyBaTu MOTEHUiHI
PU3KKK 3aBOaHHA WKoaun (disnyHol, eMouinHol, piHaHCOBOI), Lo
MOXYTb BUHUKHYTW B pe3y/ibTaTti Hawoi po6oTn. B akagemidHmnx
KOHTeKCTax noAibHi 3asBM, 4YaCoM, BUCMIOIOTbCS AK 3aliBi agMiHicTpa-
TMBHI NEPELLUKOAN A0 «TEPMIHOBUX» | «BAXTMBUX» OOCAIAHUNLBKNX
MPOLECIB. Y KOHTEKCTI NPaKTUKWN E/IQTb HEYErO BOHW NMPeaCcTaBnaioTb
[OCTaTHbO HEMOMITHY, ane HeoOXiaHY Npauto, WO CTOITb 3@ NaLTyH-
KaMn €TMYHO CBIQOMUX MPOEKTIB; TUXY Ta MOYaCTU HEBU3HAHY POOOTY,
SKa CMYrye rapaHTi€lo Toro, Wo AOCAIAXEHHS NpoBeaeHO 3 TypboToto,
yBarot v cniBuytTaMm. Lle 11 «cniTHina» pemiHicTMyHa npaus Takox,

i 3 L€ NPUYMHN MU BUPILINAN HE XOBaTu I Aecb y Wyxiaai ctona

4yuM B Nanui Ha pobo4YoMy CTONI, @ BK/IOUMTK IT dparmMeHTn croau,

Ao BCTyny. TyT MU NPE3eHTYEMO HapiXXHUN KaMiHb MPOEKTY, HaMnu-
CaHWMN HE OMHAMIYHO 4M TO ACKPAaBO, a Takui, LLO B YCill CBOIN Kpaci
HegoCKoHanoro ¢opmMaTtyBaHHSA BUK/IMYE B YUMTAY_OK TaKuii Noams,
O BOHW, MOX/IMBO, BUI'YKHYTb: WO 38 CKYNYEHHS HyaHOT poboTtu!
HeBxe, iM i cnpaBai He 6yno 4YMM 3aHATUCH?

* ok ok

Lle kHura — 3 pparmeHTiB. Lle — ckpanbyk (anb6om i3 raset-

HUMMW BUpPi3Kamu, CBITIMHAMM TOLLO) HaLLOT CRiNbHOT AiSIbHOCTI

B MPOEKTI, asie, pa3oM 3 TUM, i CBiAOLTBO BNaCcTUBOIT chiBnpaui
CTPYKTYPHOI HenocnigoBHOCTI. KHura mictutb 6e31i4 ronocis,
nornsagis, CTMNiB Nucbma 1 $opm BUCNoBAeHHA. Mn Hamaranucsa
BK/TIOUYUTU Pi3HI TEKCTU: KPeaTUBHI, KypaTOpPCbKi, akageMiyHi,
>XXYPHanicTCbKi, iHTepB’lo, LWobWn NpeacTaBmTy NOAIGOHIO Ta NoYacTn
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OVCOHAHC, WO cTanu NigrpyHTaM Hawol cninbHOT poboTn. L kHura
He CTBOpPEeHa ANs YMTaHHA Big naniTypku Ao nanitypku. Mu 3opra-
Hi3yBanu i B po34inn BigNnoBigHO A0 pob6iT aBTOpP_OK. 3anpoLwyeMo
BaC 3a3MPHYTK B HET, NOAYyMaTu NPO XYAOXHIO N KypaToOpCbKy
po6oTy, WO i1 HaWi NapTHEP_KW nNpe3eHTyBanun 3 tem [JoHbacy,
iHOYCTpianbHOI Ta NOCTIHAYCTPiIaNnbHOT CNaALWHN, EKOCUCTEM,
CMiNIbHOT | HApaTUBIB; MPOMOHYEMO NEPENTIAHYTH MOMbOBI HOTATKMU,
HanucaHi y BiANOBIAb Ha iHAMBIAyaNnbHi Npe3eHTauil unx poobit

nig 4Yac cecin; NOAMBUTUCS Ha Pi3HOBMAM «<METaTEKCTIB» — akafge-
MiYHi CTaTTi, OHMTaNH ecel, XyOOXHbO-KPUTUYHI HOTaTKU. LIa KHura
CXOOMTbCS B OAHE | 3HOBY pO3nafacTbCs. Tam, Ae ANCKyCil npusBenm
0o 36iry igen i AyMOoK, TEKCTU HaKNa4aktTbhCs; B iHWNX MiCUSAX KHUra
PO3TAryeTbCA NO LWBaXx, BiAKPMBaUM PO36iXKHICTb MiX nornagamMm
M QyMKamu, BKOPIHEHUMW B HaLli iHAMBIQyanbHi No3uuil, NpodeciliHi
Ta gucumnniiHapHi 4oCBiaW, B HaLWi MOMITUKMN.

YpeuwrTi-pewrT, ua kHura 6aratomoBHa. Hawa cninbHa poboTta
npoBOANIACh Pi3HUMU MOBaAMWN — YKPATHCbKOI, POCIMCbKOKO M aHr-
nincobkoto. Y Ui ny6nikauil MM nparHyn BUKOpucTat nepeknas
SK IHCTPYMEHT IHK/TIO3UBHOCTI. €EAMHI MaTepianu, npeacraB/ieHi
HE MOBOIO OpuriHany, — ue Ti, Wo BXe nybnikyBasmcb geiHge.

B uboMy BMNagky Mn Xo4eMoO NoaAKyBaTW BUOAB_YMHSAM 3@ HaJaHHS
npaB Ha ny6aikauito. TpaHCAIHIBaNbHICTb, MiXX TUM, CTOCYETLCS

He TiNbKW PiAHMX MOB, AKUMU NULLYTb aBTOP_KMW. LI KHura, kpim
YCbOroO iHWOro, EMOHCTPYE M iHCTUTYLIMHY TPAHCMOBHICTb, He-
06XigHy ANnsg po60oTh 3i CXOXUMU NPOEKTAMW. HACTyMHI CTOPiIHKK
PACHIIOTb PiI3HUMW MOBaMU: TYT € N Cyxunin odiLio3 3asgBmn OO KOMITETY
3 €TUKUK; eMOUIMHI BiANoBiAi 3 NO/IbOBUX HOTATOK; HAAKPUTUYHICTb
aKageMiyHol CTaTTi; 3aB3ATUIA FOMIH NOBIAOMEHDb ¥ Tenerpami.

Mwu He BUOYOOBYEMO 3 LMX MOB i€EpapXito; BCi BOHM € YaCTUHOIO MpPO-
€KTY, cniBnpaus 6e3 Hux 6yna 61 HEMOXMBOIO.

CnogiBaemocs, WO LA KHUra HagMxHe Bac 4o criBnpadui, ane
TaKOX i O po3ayMiB Npo Ty 6e3/1i4 cnocobiB, y fKi MU CTBOPIO-
EMO 3HaHHA 1 ginnMmocsa HuMK. CrogiBaEMOCH, WO BU BisbMeTe
L0 KHUIY 3 COBO0I0 Ha MPOrynsHKW, B MOAOPOXI, HA KaBa-6penku.
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CnogiBaemocs, o BM 6yaeTe AiNUTUCS HElo 3 iHWKMK Ta cnepeva-
TUCb MPO Balli BPaXeHHS.
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Victoria Donovan In'l'rOdUC'l'ion:
pavatymbabic Stretchmarks

This book emerged out of delat’ nechego, a condition of creative stasis,
aimlessness, boredom. It grew out of the space between lockdowns,
when our lives, normally nourished by conversations and interactions
with friends and colleagues, were suddenly reduced to four walls and
a seemingly endless string of glitchy Zoom calls. Delat’ nechego has
a number of different meanings: it can suggest being bored through a
lack of anything meaningful to do [MHe genaTb Heuero], of procrastinat-
ing when there is indeed something pressing to do [uTo, Te6e genatb
Heyero?], and the necessity to do something because nobody else will
[aenaTb Heuero, camum npugetca]. With its labour intensive methods
and outputs that don’t always fit with institutional expectations, collab-
oration can certainly be seen as delat’ nechego practice: do you really
have nothing better to do? Is this really the best use of your time? But
it is also, for us, an inevitability in the third sense of the term: the lack
of professional recognition for collaborative approaches, the corol-
lary of the university’s emphasis on the ‘lone researcher’ model, is an
important spur for this project. Resisting the pressure to claim single
ownership over the work that we produce that is always in dialogue
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with others, we understand this book as an expression of collaboration.
It was not intended, but it happened anyway — there was nothing else
for it, delat’ nechego.

This book is about collaboration, it is a collaboration, but not neces-
sarily of the harmonious sort. The contributors to this project all had
and have different agendas and perspectives with regard to the topics
under discussion: namely, the artistic and curatorial practices that have
defined and continue to define a particular idea of the region known
as Donbas, Ukraine. This discrepancy of views was intentional and de-
sired: we wished to work with what Luke Eric Lassiter has referred to as
the “force of difference” (Lassiter 2008) as we developed this project.
This may not be the book that any of us would have produced had we
had sole say over its structure and content. This book is thus a nego-
tiation, a tug-of-war, a venn diagram. Ultimately, you will hear its story
told for the most part through our voices; but it is a story in fragments
that comes apart at the seams. In some places, where our wrangling
over meaning was particularly intense, the book is threadbare. It is thus
a book that bears the traces, the stretchmarks of our collaboration —
tugs-of-war, sometimes playful, sometimes fierce.

We started this project thinking about how we can write more eth-
ically, how we can write with the artists, curators, and activists whose
work we are studying, and not only about them. Driven by our beliefs
and commitments to decolonial and feminist thinking, we do this work
because of delat’ nechego, because we feel compelled to find more in-
clusive practices of knowledge-making and knowledge-sharing. In one
of our conversations, one of our collaborators, Kateryna Siryk, com-
mented on her practice of visiting and archiving zabroshki, or derelict
buildings, as a “strange and twisted love”. We often thought about this
book, and collaborative practices in general, in similar terms: a strange
and twisted love, something you care about, but something that hurts.
Writing about “sweaty concepts”, the ones that emerge from feelings or
experiences of discomfort, Sara Ahmed highlights the labour of writing,
of articulating (Ahmed 2017, 12). This intellectual labour is also delat’ ne-
chego practice — it makes you sweat, ache and worry, but you keep at
it because you just can’t stop it, you have to keep going.
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Talking and writing about Donbas, we often referenced Pratsia,
vysnazhennia i uspikh [Labour, Exhaustion and Success], a volume
about Donbas company towns edited by Iryna Sklokina and Volodymyr
Kulikov (2018). Labour and exhaustion are familiar conditions for our
book: the labour and exhaustion of the precariously employed artist or
cultural practitioner; the labour and exhaustion of trying to make some-
thing creative and collaborative, when the institution that employs you
does not necessarily recognise the value of this work; the labour and
exhaustion of trying to understand each other, to achieve meaningful
exchange. Lassiter writes about the “thickness” of working across dif-
ferences in collaborations, and how this thickness often vanishes from
the projects when they are written up and presented as effortless, sin-
gle-authored works (Lassiter 2008). In our case, many disagreements
remain unresolved, and perhaps this is for the best, as it is out of these
differences that new connections and concepts emerge. We want to
preserve the labour and exhaustion. To borrow Sarah Ahmed’s idea of
feminist labour, this book is a sweaty book.

* %k %

What you are reading is a result of conversations between Dmytro
Chepurnyi, Victoria Donovan, Oleksandr Kuchynskyi, Kateryna Siryk,
Darya Tsymbalyuk and Viktor “Corwic” Zasypkin, which took place over
Zoom every fortnight or so during the various lockdowns of 2020-2021.
During these conversations we discussed the aesthetic and cultural
traditions that have come to define an idea of Donbas, and the work
of contemporary artists, including those in our Zoom call, that engage,
subvert and refute these traditions. The project was built on a network
of established relationships and connections. We already knew each
other through a series of shared encounters and experiences in the
UK and Ukraine: walks through thickets in Lysychansk, climbs up onto
derelict roof spaces in Sievierodonetsk, hikes around the slag heaps
of West Lothian, the collective folding of Odisseia Donbas maps, the
watching of fishermen together by the Black Sea. When starting these
conversations, we thought a lot about the ethics of working with part-
ners across professional, sectoral, and national borders.
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Working in a university context in the UK, this thinking also took the
form of a formal ethics application, a long and detailed document that
required us to think through the potential risks of causing harm (phys-
ical, emotional, financial) as a result of our work. In academic contexts,
these applications are sometimes derided as unnecessary adminis-
trative obstacles to the ‘urgent’ and ‘important’ research process. To
our minds, and thinking about delat’ nechego practice, they repre-
sent rather the invisible, but necessary labour that goes on behind the
scenes of ethically informed projects; the quiet and often unrecognised
work that ensures research is conducted with care, consideration, and
compassion. This is sweaty, feminist work too, and for this reason we
have decided to represent fragments of it here, in pride of place in our
book’s introduction, rather than shuffle it away in a drawer or dump it in
a desktop folder. Here we present the foundation stone for our project,
not dynamic or glamorously written, but in all of its mundane glory and
glitchy formatting for readers to read with wonder and exclaim: what a
lot of boring work! Did they really have nothing better to do?

* k *¥

This is a book in fragments. It is a scrapbook of our project activities to-
gether, but also a testament to the structural incoherence inherent to
collaboration. It contains many different voices, perspectives, writing
styles, and forms of expression. We have striven to include contributions
in various forms (creative, curatorial, academic, journalistic, interview)
from all collaborators on the project and to represent the polyphony
and occasional dissonance that formed the foundation of our work to-
gether. The book is not intended to be read cover to cover. We have
organised it in clusters around the work of those who contributed to it.
You are invited to dip in, to consider the artistic and curated work that
our partners and we produced around the themes of Donbas, industrial
and post-industrial heritage, ecologies, communities, and narratives;
to read across the field notes that we wrote in response to individual
presentations of this work; to sample the various kinds of ‘meta-writing’
that emerged around the project: academic articles, online essays, crit-
ical-creative reflections. This book is a coming together and a pulling
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apart. In some places there is overlap, where our shared discussions
have produced a coincidence of ideas and thinking on a particular
topic; in other places it stretches at the seams, revealing a discrepancy
of perspective and opinion that is rooted in our individual positionalities,
professional and disciplinary experiences, and our politics.

Finally, this is a multi-lingual book. Our work together was conducted
across languages — Ukrainian, Russian and English. We have striven
in this publication to use translation as a tool of inclusivity. The only
time materials have not been reproduced in their original languages is
when they have already been published elsewhere. In these cases we
are grateful to the publishers for granting the rights for republication in
translation. Translingualism is not just about native languages, however.
This book also demonstrates the institutional translanguaging that is
required to make a project such as ours work: languages of different
sorts abound on the pages that follow: the dry officialese of the ethics
application form; the emotional responses of the fieldnotes; the arch
criticism of the academic article; the irreverent chat of the Telegram
exchanges. We do not situate these languages in a hierarchy of value;
they are all part of our project, our collaboration would not have been
possible without them.

We hope this book will inspire you to collaborate, but also to think of
the many ways we make and share knowledge. We hope that you take
this book with you on walks, on trips, on coffee breaks. We hope that
you will share it with others and disagree with them about your percep-
tions of it.
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BA:

Ochen mnogo Tarkovskogo v etikh izobrazhe-
niiakh. On nepostredstvenno ssilaetsya

na nego v etom klipe? Glavnyi kharakter
nazyvaetsya Stalker...?

OK:

He 3Hato. ABTOp MHE HEe U3BECTEH.

A cTankepamu y Hac 4acTo Ha3blBatoT toaen,
KOTOpble NoceLlatoT 3abpoLLKK)

Tak 4TO Mbl TOXXE B KaKOW-TO CTEMEHMU
CTankepbl

au:

[a, CNOBO CTasikep Obl/10 3aMMCTBOBAHO
n3 punbma TapkOBCKOro, BHavane
NPUMEHSANIOCH K NI0ASAM, KOTOpble XoaAT

B YepHOOGbINbCKYIO 30HY, @ MOTOM B 6on1ee
LUMPOKOM CMbIC/IE

BA:
Nichego sebe.

ALl
4aCTO roBOpPAT AOCTOEBLINHA, MOXEM
O6pa3OBaTb HeOoormn3m TapKOBLLI,VIHa)

20 okTs6psi 2020



VD:

There’s a lot of Tarkovsky in these images. Is
he referencing him directly in this clip? The
main character’s name is Stalker...?

OK:

| don’t know. | don’t know the author. And
stalkers are what they call people visiting
zabroshki out here)

So to a certain extent we are stalkers too

DT:

yes, the word ‘stalker’ was borrowed from
Tarkovsky’s film, at first it was used to refer to
people going to the Chornobyl zone, and then
in a wider sense

VD:
Oh wow.

DT:

people often talk about dostoevshchina,
so perhaps we can create the neologism
tarkovshchina)

20 October 2020
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BikTopis Jonoman IIOJILOBA HOTATKA 3
3yM
15 xoBTHa 2020 poxky
17:00-19:00 3a OpMTaHCHKMM UYaCOM

YyacHM 1i:

BikTopisa JoHoBaH, BikTop «KopBik»
Bacunkin, OjnexcaHnp KyumHCBKUMA,
Karepuua Cipuk, Hap’s Lumbaliox,
IMuTpo YenypHuit

3ycTpiu npormna nim xepiBHuUTBOM KaTepmHu 1 OJexk-—
caHIpa, £kl pozmnoeimanu Opo CBOI KypaTOpChbKi
npoekTu «Ilnoc/MiHyc» Ta «IHOYCTPlANbHMNA pam», 1Hi-
niaTuem 31 30epexeHHs [preservationist initiatives]
1 xymoxHi poboTy 3 06’ekTaMy 1HOyCTpPiaJibHOIL
cnamuyHM. Po3MOBa TOPKHYyJacs TeM, SKi Mm Bxe
oOTOBOPIBAJIM Ha IONepenHix 3ycTpiuax: (moctT)-—
KOJIOH1aynisMy Ta CHOPOMOXHOCT1 Kpi3b HBOT'O MOSCHUTHU
B3aeMo3B’ 430k JloHBacy 3 pangHCBKMM Ta OOPAaLOSHCHKUM
MUHYJIMM, PO3’€IHaHiCTh MNOKOJI1IHb 1 HANPyXeHHs uepes
pisHl ygBJeHHS NpPO 3HAUyllicTh MNPOMMCIIOBOIL chnazm-—
LVHM PEeTrioHy, a Takox abCOoJIOTHO HeOoulikyBaHli Temmu,
Ha KWTaJT TYPUCTMYHOCT1 BakMHyTMx OyniBesb, amnoka-
ainTyuHoro GQOJIKY Ta CTEeNOBUMX XypPaBJIiB.

Ocobnmeo BuUOlNAjacsa TeMa 3 a 0 p Ol k U [3aKUHYTHUX
OyniBesir] . KaTepmHa po3mnoBimajsyia npo iHiuia-

TuBU «Ilmoc/MiHyc», IO ManyBajaM, SHIMKYBau,
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IOOKYMEHTYBAJIM ¥ IOCIiIXyBajX 3aKMHYT1 OPOMMCIIOBI1
0B’ €eKTM, CTBOPIOBAJIM HOB1 apxiBM NpPO NPOMMUCIIOBE
MMHYJI€ PerioHy nOja MaiOyTH1X HOKOJ1HB OOCHIiImHM Lb,
XYOOXHM 1b Ta 1HWMX TBOP UMHBL. KaTeprHa TaKOX
ToBOpMJia Npo 3B’ 430K, WO BOHA Ta 11 KOJEIM

o mociaimkeHH Bimuysnm 3 umuMm 06’ ekTaMm («KBOHMU
TIMOOKO CHUIOATH B XUTT1 KOXHO 1 3 Hac»), 1 mpo Bim-
UyTTsS YOI'OCh SHAMOMOTO, IO BOHa Biguyyia B I1IXHiM
KOMIIAaH1l («MM 3BUKJIM TamM OyBaTwu») . lle MeHe Ielo
3OMBYBaJIO. MeHe noyacTM OpaTye ecTeTuKa ruin porn,
mo 1Ii mocTiMHO BiATBOPKITL TPeHIOBl 3axinmHi apT-
BMIOABHUILTBA, 300paxanuu CxinHy €rpony. Taka dopma
penpeseHTanil 3aBxOM 3maBajlacsa MeH1 excruiyarTalli-
VHO: BOHA IpOoCyBae M saTBeplxye obOpas CximHol
€ppony, WO CJHyI'yBaB CaMOCTBEPIXEHHSM IJid 3axony
nporgaroM Bclei icTopil, gk 3aHenayjol UM NPOBaJibHOIL
umpBisgisanii, cuim, gka 3HuIye cama cebe, a TakKox, —
ockinbxy ui obpasm HecyTb B co0i Oimpme, HIix
IPOCTO IOBHAUKY (MOCT)l1HIOyCTplaJlbHOT'O INiIHECEeHOTO
[sublime], — gk HeOpOTJIAOHOI, aje, pPa3oM 13 TuM,
MaHJIMBOLl KYJIbTYPHOL eHirMu.

OmHak, B3OaeTbCs, S Taky Iemo He 3po3yMijia B moToiri
uyx ipmem. KyJbTypHMM 1HTepec y 3BaHelnanl — He HOpoCTo
eK30TM3allla ecrTeTUukM, WO MOe 3 3axony Ha Cxim, ale
me M JokaJbHUM QeHoMeH. OjekcaHnp 1 KaTepuHa nosc-—
HMUJIM, UYOMYy Lie Tak. BimBinmyBaHHs 3a0pomok, 3IaceTbCHd,
nae iMm Oinpm Ge3nocepenHiy KOHTAKT 13 pamgHCBHKOW0

(1 mopaIsHCBLKOK) CIAaOUMHOK, HIiX TOM, MmO HAIAETLCS

B paMKax 1HIMX KYyJIbTYPHMX 3axOoIiB: TakoTro wmwTudy
TEeMHUI Typu3M, Yy SKOMy BiOBimyioTh 3aHenamanudi
POBBaJIMHM HEe TakK BXe M ITaBHO MMHYJIOI umBijmizanii,
IOCTAaE IJig HUX IXEPeJjioM TBOPYOTO HATXHEHHs. Moxy
3Pp03yMiTH, UYOMY CTiJIbKM Jiomely OaxaioTb NPUEIHATUCSH
0O Tpynu B LUxX ekcrnemuuiax. lle omHa piu, mo Bpasmia
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MeHe B PO3MOBi, — uLe pemMapka BikTopa CTOCOBHO
IONIePeIHbOTO IIOKOJIIHHSA, CcOOpMOBAHOT'O B (IIOCT)
cTajiiHicTChkiV TpamMuii CTOIiUM3MYy Ta eMOL1MHiN cTpu-—
MaHOCT1, TMOKOJ1HHA, WO He mo3Bojmyio © cobi nigmaTmcda
Ma30X1CTCBKiNM Hacojsoni BinmBimyBaHHSA PYyI1H; L0 yepes
3B’ A30k 13 umMm 00’ exTaMmM SK XMBOK0 iCcTopi€wn BOHU
Oy 6 He B 3MO31 nobauuTy eCcTeTUUHY 1 KyJIbTYypHY
HiHHicTE pyiH. I BCe X, BamMicTb 30iJblIeHHS NOPipBU
M1X INOKOJIIHHAMM s BOadalw B poboTi 3 zabpomkamy Oijbll
couianbHO opieHTOBaH1 3MicTM, gKi, SKIO HE WAHYWTH,
TO OPMHAMMHI CTBOPOOTL y LUX JIOKAlllax KyJbTypHE
SHaUeHH4d IOJIdA CyCHiHbHOI‘O XNMTTHA. HKLL[O CbOT'OIOEHHHA

VI YHEMOXIMBMIIO, abo X 3pobuiio HebaxXaHMM NPOINOBXEHHS
npobecimHol TpammMiil MMHYJIMX IOKOJI1HB, XyIOXHI1
OPOEKTM Ha KmTanT KaTepmHmHOTO Ta OJIEKCAaHIPOBOTO,
BTiM, BM3HAOTL 1CHYBaHHSA Liel icTopii Ta chnamummHy,
IXHBOTO MicCLdg B XUTTHAX MUCT KMHB. llel xecT €,

IIEBHO, OCOOJIMBO MNPOOJIEMATUUHMM M HENPOCTMM B yMOBax
TenepimHbOTO MOJI1TUYHOTO KOHGQI1KTY, KOJIM CHiBUyTTS
Ta/abo imeHTMbikalilsg 3 PaAmSHCBKMM MMHYJIMM 1 MOTO
CHalllMHOK MOXe CIPpUMMaTMCS I'iNeplloJiiTM30BaHO.

Hanpuxinui zHamol pos3MoBM OJIeKCaHOP PO3IMNOBiB

IPO TOPJI1IBCBKUM T'yPT «PBH M HEpBbL», MO, 3a MOIO
cioBamy, nobpe nepenace «aroH10 NPOMMUCIIOBOTIO
perioHy, mo BMHMpae». CiyxaiouM Ley I'ypT, S 3Tanyio
Opo majieHy MNONyJapHiCcTh meT-MeTajly B EOOy-Bensi,
KOJIMUHBOMY MeTajlypT'iliHOMy LeHTpl, nopsan i3 axuM
g BUPOCJAa, a Takox npo npoekT Crebana Kannmika
«EBBWFERRIC» (Caddick 2016) (Creban npmenHaBCs
no Hamwol JsiTHbOl mxoyu B CeBepoloHelbky y 2019
poui), mo BiH Moro poBMB 3 MiCUEBMMM CHiJbHOTaMM
B TOMy X perioHi. IIlpoekT noemHyBak lHcTanduio,
neT-MeTat, kiHo, nepdopMaHC 13 BajlydeHHSM MeTa-—
JIOKOHCTPYKL1M Ta apxiBiB MeTasypTriMHOTO 3aBomy.
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Xouya cboronmHi B perioHi OGinbme HeMa 3adpPOoOlOK
(ix mosbynmucsa 3a diHaHcyBanHHa Binm €C y 1990-x

i 2000-x), mpoMmmcioBa CcHamlMHa BCe le JIMIAETHLCS
AKTYaJIbHOWO IJiS MI1CLEeBMX KyJIbTYPHMX KOHTEKCTI1B.

ZABROSHKA EROTTIC
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HOap’ a UuMmbaJioxk [IOJIbOBA HOTATKA 3
3yMm
15 xoBTHa 2020 poxky
17:00- 19:00 3a OpMTAHCBKMM UYaCOM

YuacHu ui: BixTopisa JloHOBaH,
BikTop «KopBik» 3acunkiix,
Onexcannp KyumHcbkuM, KaTepuHa
Cipuk, Iap’sa Lumbasiok, IMUTPO
UenypHUM

MabyTs, HaMOijbll 3HAKOBMM CJIOBOM 1 oBpasom
OCTaHHBLOI IOMCKyClii 1Jig MeHe cTajla 3a b0 pomkKka
[pycusM, 3BakuHyTa OymnimBjsa]. KaTepmHa BKaszasa

Ha Te, WO CKJaIHO SBHaMTM MeHI PO3MOBHUNM CUHOHUM
Babponiky, 1 gKWo S NPaBMJIBHO 3pol’yMiJja, ninm uac
obopmIieHHa IokyMeHTauii um nomaui 3asgBok 1M OyBae
BaxXKO IIOSCHUTM, UMM CaMe BOHa 3alMMaeThbCcsa. B LboMmy
BUIIAOKY, MOBAa HABIOTAaHSAE NPaKTUKM. Aje, 9K Le
YacToO TpallJIgS€ThbCsa, HASBHICTb y3BUUAEHOT'O TEepMiHY
B OiJI0BiM MOB1 3YyMOBJIE JIET1TMMHI1CTbL HOPaKTUKMU. Mu
TOBOPMUIIM MNPO KOJOHiamizMm, i, Axmwo, S He MNOMUJIACH,
OJlekCaHIpP BUCJIOBMB KPUTMKY WOIOO TOI'O, WO BCe OB’ a-—
3aHe 3 KOJIOHlasizsmoM o000B’ 43KOBO KJjlacubpikyeTbCcd
Ak HebOaxaHe, HeraTuBHe (Ue ninm yac guckycil mnpo
fenbrinceki Oymieai B JIMCMUAHCBKY), 1 WO OEeKO-
JIoHi3zauis crajsia TpeHmoMm. A xoTiyna Tonmi momaTu,

ajie He 3HaWma MOMEHTY, O, MeH1 3jJaeTbcs, iHomi
NPOOYKTMBHIimME TOBOPMUTM MNPO KOJIOHianbHicTh, 1 mexo-
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JoHianbHl npaxkTukm. KojioHianbHiCTE He OOMEeXyeTbCHI
auie iMnepisamu, a HDPUCYTHS ¥ B CydYacHiM YkpaiHi,

¥ y CydYacH1iM akazmeMii mo BCbOMYy CBiTy, M y MOBi
mokyMeHnTaunii i sBiTHOCTi, gKka y HMHImMHIX yMOBax
HeoJiiBepalbHUX €KOHOMik, IO YacTO IOMKTYITH PO3MNOmij
binaHciB Ha KyJIbTYypPYy, NOTpebye NIEeBHOT'O MNPOEKTHOTO
obpopmiieHHsa. Um € BigMomBa (ceipmomMa UM H1) nNpmHaJIex-—
HOCT1 OO HOOMiHAHTHOI MOBM/PUTOPMKU CaMa IO coBi
IOEKOJIOH1aJIbHOK MNPaKTMKOW0? SKIO MM I'OBOPMMO IIPO
IeKOoJIOH1anbH1 NpPakKTUKM, SK CIOC1i0 HepersyisHyTHr amna-

patu Biamu ¥ iepapxii, TO nmymMamn, MmO Tak.

Babpomka — LiikaBe CJIOBO, B SKOMy Cydikc -mrxa BUKO—
PUCTOBYETLCSA IJiS YTBOPEHHS 1MeHHMKa Bl poCiMcCbKOI'O
niecyioBa «3abpociTe» (3akuHyTM) . OKPiM yTBOPEHHS
BimmiecnmiBHMX imenHuMKiB, B pociricbkiM MoBi cydikc
—IIKa MOXE BMKOPMCTOBYBATUCA IOJId YTBOPEHHA 3MEHIY—
BAJILHO-INIECTJIMBOT'O BapilaHTa, HaNPUKIIAL «KAPTOUKAa»
Binm «xapTodesb», a TakoX BHEBAXJIMBOTO — «KOMIIAUKA
Bim «xomnaHia». Tobro, cydikc -mxa MOXe HamaBaTHU
CJIOBY I[EeBHMM eMOUiVHMM BinTiHOK, 1, 4KWO IOyMaTU IIPO
3abpomky, 11 MOXHa 1HTepnpeTyBaTu 1 JIOOOBHO, 1 3He-
BaxJymMBO. Meni spmanocs, mo obmneBi 1i emouii npucyTHi
y OpakTMKax IOCJimxeHHs 3abpomok KaTepuHO0 Ta
OjlexcaHIpoM, Take JIOOOBHE NIOCJIiImXeHHS B1IOTOPTHEHHS.

[Iim yac pPO3MOBM KiJibKa pasiB mnpojyHalna o¢pasz3a
«meynaTe Hedero» (1 Bim OmexcaHmpa, 1 Bim Karepuum),
i TyT 3abpoumka BUCTYIAE L€ ¥ 3arajlbHUM CTaHOM
3aHenBaHocTi. OCTaHHIM uyacoM Lel ofpas YacTo
acoUipiTe 3 MEWKaH kKaMmu JJOHeubKOl Ta JlyraHCbKOI
obyacTelr, OCOOIMBO 3 TUMM, XTO XMBE Ha JI1HII
pPO3MexyBaHHsI, Ta Ha OKYINOBAHUX TepuTopiax. Aje
z3abponika, 4 OyMal, XapakKTepHa Ojad 0araTbox Jioneu,
Akl Oynmu cBipk mMHAMM posnany Coosy, 1 XUBYTb
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31 cTapuMmM eJleMeHTaMMy KOJMIHBOI iHbpacTpyKTypH,
IO pPOo3lalaeThbCsa, — 3 palsHCbkol wadow B KOXHIN
KBapTHupi, gkmo nepebdpazyBaTtu Kartepuuny. IK y HoBo-
OPYXEeCbKyYy — Ll 3abpollka KyJbTYyPHMX NPaKTUK,

Mo paHime icHyBaJM B LBOMY IIPOCTOPi, a 3 TOTO,

IO «IOEeJIaTb HEeUYero» GOopMylTbLCsS HOB1 NpakTUKM,
cepeln SAKMX CTaJIkepCTBO, 30epexeHHsa Ta apxisauis,
Ipo WO MM ¥ PO3MOBJIISAJM.

SAKIO BXEe TOBOPUTM IIPO KOJIOHlanbHicTh 1 akame-

Mil0, TO AK HepekJylacTM 3abpolKy aHTJI1MCBKOW0? S
oyMmamno, IOULMPEHMM B aHTJI1MCbkiM TepMiH ruin porn

He B 3MO031 Oynme mnepenaTy eMOLUiVHY pPi3HUI0D 3a0pOmKHA.
pakTuka OJsekxcaHIpa Ta KaTepuHu zbepirae 3MeHIy-—
BaJIbHO—TIECTJIMBE 3HAUEHHS, e IOCJiIXeHHs PyIlH €
BMPaXeHHAM TypOOTM [IPO CIamMHy, NOTPebon «ynopan-—
KyBaTu ObyHIOAaMeHT, BCe NOTPicKajiocs, HOTPiOHO mWOCH
pobuTtm», — 3a cjopamm OJieKCaHIpa.

IMUTPO 3ammMTaB, AK1L XYHOXHM 11 HaIMXalTb Ha OOKYy-—
MeHTalllo 3abpomky. BikTop ckasz3aB, mo poboTu Bopuca
MuxarnmoBa Ta OsexcaHapa KamHikoBa CBOTO uyacy pPO3IM-—
PWUIM MOTO YyABJIEHHS PO Te, WO MOXHa QoTorpadyBaTH.
A MeHl uikapo, um 3abpomka pOo3WMPIE Haumil crnocodu
B3aeMonii 3 YWAaCTKOBO BPYMHOBAHOK CIAUMHOI?

Uy cTae 3adpomka OeKOJIOH1allbHOK MNPaKTUKOKD, BimMiH-
HOW0 Blnm ruin porn?
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Victoria Donovan FIELD NOTE 3
Zoom
15 October 2020
17:00-19:00 UK time

Participants:

Dmytro Chepurnyi, Viktor “Corwic”
Zasypkin, Victoria Donovan,
Oleksandr Kuchynskyi, Kateryna
Siryk, Darya Tsymbalyuk

This meeting was led by Kateryna and Oleksandr

who talked about their curatorial projects, pres-
ervationist initiatives, and creative engagements
with industrial heritage objects through the art
residency Plus/Minus and Industriial’nyi rai. The
conversation touched on topics we had already
addressed in our previous meeting — (post)colo-
nialism and its explanatory power for describing
Donbas’s relationship with its Soviet and pre-So-
viet pasts, generational disconnect and tensions
in connection with perceptions of the value of the
region’s industrial legacy — as well as entirely
unexpected topics such as zabroshka tourism, apoca-
lypse folk, and steppe cranes [xypaBJji].

The standout theme in this conversation was
zabroshka. Kateryna spoke about the initi-

atives that Plus/Minus were coordinating around

ZABROSHKA EROTTIC 43



various derelict industrial sites to map, photo-
graph, document and explore, creating new archives
of information about the region’s industrial past
for use by future generations of researchers,
artists, and creatives. Kateryna talked about

the connection that she and her co-explorers felt
with these objects [oHM THyOOKO CUIOAT B XU3HU
kaxmoro m3 Hac] and the familiarity that she

felt in their company [MBH NPUBHKJIM TaM OBBATH] .
This was somewhat surprising for me. I have often
felt irritated by the ‘ruin porn’ aesthetic that
trendy Western arts publishers perpetuate in their
representations of Eastern Europe. This mode of
representation has always seemed to me exploita-
tive: it promotes and affirms an idea of Eastern
Europe that has been self-validating for the West
across history — as a fallen/failed civilisation,
a self-destructive force, and also, since many of
these images have more than a touch of the (post-)
industrial sublime to them, an impenetrable yet
enthralling cultural enigma.

However, it seems that I have misunderstood some-
thing about the direction of flow of these ideas.
Rather than just an exoticising aesthetic issuing
from West to East, the cultural interest in dere-
liction is also a local phenomenon. Oleksandr and
Kateryna explained why this was the case. Visits to
zabroshki seem to offer them a more direct kind of
engagement with Soviet (and pre-Soviet) heritage
that isn’t available in other cultural forums: this
kind of dark tourism to the disintegrating ruins

of a not-so-distant former civilisation is for

them a source of creative inspiration. I can see
why so many people want to join the group on these

44 SABPONNKA-EPOTUKA



expeditions. I was also struck by another aspect

of the conversation: a point raised by Viktor

that the previous generation, that was formed in
the (post-)Stalinist tradition of stoicism and
emotional resilience, would not permit itself to
indulge in the masochistic pleasures of dereliction
tourism; that they were not able, through their
relationship with these objects as lived history,
to see their aesthetic and cultural value as ruins.
Rather than widening the generational gulf, I see a
more socially constitutive meaning to the zabroshka
engagements as a means of, if not honouring, then
observing the culturally significant place of these
sites in community life. If now it is no longer
possible or desirable to continue in the profes-
sional tradition of previous generations, artistic
projects such as Kateryna’s and Oleksandr’s never-
theless acknowledge this history and heritage and
its place in their lives. This must be a particu-
larly fraught and difficult gesture to make in the
current climate of political conflict, when forms of
sympathetic engagement and identification with the
Soviet past and its heritage can be interpreted in
hyper-politicised ways.

Towards the end of our conversation, Oleksandr
talked about the Horlivka group Rvy 1 nervy,

a band that he explained captured the “agony of a
dying industrial region”. Listening to the group
I’'m reminded of the huge popularity of death
metal in Ebbw Vale, a former steelworks near

to where I grew up, and of EBBWFERRIC (Caddick
2016), the project that Stefhan Caddick, who
joined us at the Summer School in Sieverodonetsk
in 2019, did with local communities in that
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region. The project connected installation art,
death metal, film, metalwork performance and the
archives of the former steelworks.

While there are no zabroshki to speak of in the
region today (they were all removed with EU money
in the 1990s and 2000s), the legacy of industry
still resonates in local cultural landscapes.
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Darya Tsymbalyuk FIELD NOTE 3
Zoom
15 October 2020
17:00-19:00 UK time

Participants:

Dmytro Chepurnyi, Viktor “Corwic”
Zasypkin, Victoria Donovan,
Oleksandr Kuchynskyi, Kateryna
Siryk, Darya Tsymbalyuk

Zabroshka had to be the most memorable word
and image from our last discussion. Kateryna said
that it was difficult for her to find a less collo-
quial term for zabroshka and, if I got it right,
when filling out forms or submitting applications
she sometimes found it challenging to explain what
it was exactly that she was doing. In this way,
language has not yet caught up with practice.

And, as often happens, the existence of a gen-
erally accepted term in administrative language
legitimises the practice itself. We talked about
colonialism and, if I’'m not mistaken, Oleksandr
criticised the fact that all things to do with
colonialism are classified as undesirable and neg-
ative (this was in connection with our discussion
of Belgian buildings in Lysychansk), and that
decolonisation has become a trend. I wanted to add
then, but didn’t find the right moment, that I think
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sometimes it is more productive to speak about
coloniality and decolonial practices, since coloni-
ality isn’t limited just to empires, it also exists
in Ukraine today, and in academic practices glob-
ally, as well as in the language of bureaucracy and
reporting that requires projects to be presented
according to the demands of the neoliberal econo-
mies that often dictate the allocation of cultural
funding. Can an act of rejecting (conscious or not)
belonging to the dominant language/rhetoric be a
decolonial practice in itself? If by decolonial
practice we mean a way of rethinking institutions
and hierarchies, then I think it can.

Zabroshka is an interesting word, where the suffix
-shka is used to form a noun on the basis of the
verb zabrosit’ [to abandon, to neglect]. In addi-
tion to creating nouns, the suffix -shka can be

used for making diminutive-hypocoristic forms, for
instance, kartoshka from kartofel [potato], as well
as dismissive words like kompashka from kompania
[company]. This means that the suffix -shka can give
a word a certain emotional tone, and, in the case
of zabroshka, this can be interpreted as either
loving or dismissive. It seems to me that both

of these emotions were present in Kateryna’s and
Oleksandr’s practices of zabroshka exploration: a
loving study of the dismissed.

The phrase del at’ nechego [nothing to
do] popped up (in both Oleksandr’s and Kateryna'’s
stories) several times during the conversation,
and here zabroshka addresses this general state
of dereliction [zabpomenHOoCTb]. Lately this image
has been associated with residents of the Donetsk
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and Luhansk oblasts, particularly those living on
the frontline and in the occupied territories.

But, to my mind, zabroshka is a common feature of
life for many people who witnessed the fall of the
Soviet Union and who today live alongside the old
decaying elements of this former infrastructure,
with a Soviet wardrobe in every flat, to paraphrase
Kateryna. The Palace of Culture in Novodruzhesk is
a zabroshka of cultural practices that once existed
within this space, and delat’ nechego gives rise to
new practices, including stalkerstvo [ruin stalk-
ing], preservation and archiving, which we also
discussed.

Talking of coloniality and academia, how should
zabroshka be translated into English? I don’t

think the popular English term ‘ruin porn’ is able
to convey the emotional nuances of zabroshka.
Kateryna’s and Oleksandr’s practice retains the
diminutive-hypocoristic meaning, where the explo-
ration of ruins manifests as care for heritage, the
need to “straighten the foundation, everything’s
slipping through the cracks, and someone has to do

4

something about it,” as Oleksandr puts it.

Dmytro asked which artists inspired them to start
documenting zabroshki. Viktor replied that the

work of Boris Mikhailov and Oleksandr Kadnikov had
broadened his understanding of what was worthy

of being photographed. What interests me is how
zabroshka enhances the way we engage with partially
destroyed heritage. Is zabroshka a decolonial prac-
tice that differs from ‘ruin porn’?
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Amutpo YenypHumn
i OnekcaHgp
KyunHcbkum

Amutpo YenypHum (OY): MeHi 3apa3 UikaBO 3p0O3yMiTn, 4m 6yno
KO/MMCb XyAOXHE cepefoBuLle B JTlyraHCbKy, gke Morsio cdopmyBaTu
WocChb UikaBe. 9 HewogaBHO roeopuB 3 poTorpapom OnekcaHopom
YekmeHboBUM. BiH yci cBOI Bigomi cepil, «[JoHbac», «[Macnopt»,
«LlIBuakKa», po3noyas 3HiMaTK y JlyraHcbKy. Noixas 3 JlyraHcbka

y KuniB 1997 poky. [NoctaBmB co6i caM 3aBAaHHSA «3pobutn cebe

sk ¢oTorpada y JlyraHcbKy». [Npu uboMy BiH NOiXaB B TOMY YnCAi,
yepes Te, WO He Mir cebe peanizyBaTn. MiCcTo «CTano rnyxmm KyTom
nicnsa po3sany PagsHcbkoro Coto3ys. Tn Hapoguecsa 'y CeBepo-
noHeubky, i oo HAOMA y Knesi aknincb 4yac npoBumBcs y JlyraHCbKy?
9k Ha Tebe BN/IMHYNO Le cepeaoBumLLe?

OnekcaHap KyunHcbkum (OK): [Jo BiliHWM BCTUI MPOBYMTUCH TaM TpU
poku B Konepxi KynbTypu Ta MUCTELTB Ha XYAOXHMKa-obopM/toBaya.
Mili noTik 6yB OCTaHHIM, AKMA HABYABCS 3a CTapOIo NM'ATUPIYHOK
CUCTEMOIO, fKa 3aMLWLIMAACh LWe 3 PaasHCbKMX YaciB. 3apas 11 BXe
3aMiHWIN Ha HOBY Ta NepenMeHyBanu crneuiasibHiCTb Ha «aAN3anH».

B konepxi 1 HaBYMBCS akageMiyHMX OCHOB, TOMY, MOXY CKa3aTw, Lo
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Tam 9 cPoOpMyBaBCS CKOPILLE SK PEMICHUK, aHK XyLOXHMK. 3arasioMm
MUCTELbKe cepeaoBuLle B JlyraHCbKy Oyno gy>e pagsaHCbKUM, OKPIiM
AOBONI BY3bKOIrO KO/la eHTYy3iacT_OK, Ki BnawToByBanuM HedopmasbHi
BWUCTaBKMW, Pi3Hi iHTEpBEHL,iI Ta noail.

[OY: Lo 6yno onga te6e LWKOoMoto, 3BiAKN NPUALLOB A0 MUCTELLKOT
NMpaKTMKK? YacTo A 4yto, WO Le SKacbk iCTopid, Wo TpanaaeTbCs
3 XYAOXKHW_LUSMWN Y OUTUHCTBI.

OK: Tak, 4 no4aB ManioBaTtu Le y PaHHbOMY AUTUHCTBI. oTiM niwos
00 XYLOXHbOI LWKONW. 3BIiATU 1 NPUALLOB. TaKOX S MOCTINHO LWOCb KO-
NeKUioHyBaB: MapKU, HasiMnkKu, XXypHaan ToLwo0. 3apa3 «KO/IEKLiOHYO»
pi3Hi Megiamatepiann npo JoH6ac, napanenbHo 4OCAIAXY NOro
icTopito. Mo MoxnmBOCTI, Aonomarato 36upaTm aptedakTn oas apxisy
AeiHayctpianisauil.

[OM: LLlo Take apxiB geiHaycTpianisauii?

OK: Lle ckopiwe nutaHHsa go Karti Cipuk. BoHa Mmoxe 6inblue pos-
nosicTn. HazBa — Mos, TOMY LLO MEeHi CK1agHO CXapaKTepusyBaTtu
HaKOMU4YEHI MPeaMEeTH e AKOCh iHaKLe.

[OY: 9kLo roBopuTr Npo cyyacHe MUCTELTBO B KOHTEKCTI [loHbacy,

TO TYT MaiiXke HEMAE e OTPUMaTN XOPOLLY OCBITY Y/ peanisyBaTtu

cebe y cniBnpaui 3 iHCTUTYLiamMKn. barato XyaoXH_uub 3Mornm cebe
peanisyBaTu NoixaBLUK 3BiACK, ane 3BepTaroymCb 4O iCTopil 4m Midonoril
periony BXe y CBOIN npakTtuui. Mu Bxe 3ragyBanvm YHekMeHboBa
HanpwukiHui 1990-x, HanpukiHui 2000-x Le 6yB PomaH MiHiH 3 «BTeueto

3 [loHeubKol o6nacTi», 4n AneBTnHa Kaxiaze 3 nepLuoto KHUXXKOK

npo >KaaHiBKy, Nicnsa noyatky BiiHW [MboTp APMSAHOBCHKUI Ta Bigeoecel
npo aim, Jlia Joctnesa n AHapin JJoCTNEB 3 NPOEKTaMM NMPO Nam’aTb.
HewopnaBHoO AHTOH J1anoB BUCTYNaB 3 OHAaMH-NEKLUIEI0 Ha 3anpoLLUEHHS
YKpaiHCbKoro ToBapuctea y KeM6puaki Npo Xy4OXHIO CLEHY | 3ragyBaB
AeKinbKa NpuKnaais MicLeBMX XYOOXHN_Lb. Yepes cnabkuii micueBui
IHCTUTYUINHWI NnaHawadT, BOHM CaMi HE BU3HA4am Le 9K MUCTELTBO.
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Mwu MOoXXeMo HaBeCTu Npuknag caMoByTHLOT CEBEPOAOHELILKOI rpynun
«MeHpeneeB owmnbancsa». He 30BCiM 3p03yMino Le nepdopmaHc,

UK BCE X My3KKa. Afie OCKifTbKM HEMAE KOMY BU3HAUUTK Lie, TXHSA
TBOPUICTb MNOCTINHO AeCb 3-MOMiX. [HWa cTopoHa uiel megani, wo 6arato
XTO y TakoMy flaHgwadTi He CTaBUTbCSH CEPHUO3HO A0 CBOEI MPaKTUKK

i BIAMOBAETLCA Bifl iAEHTUYHOCTI XYAOXKHW_Li. TBil Bi3yanbHWin 61101
«IHOYCTPIANBHUI pali», UM TV BU3HAYAELL MOrO AK MPOEKT HEBIAAINBbHNA
Bif, CBOEI XyQOXHbOI MPaKTUKN? AK TM AiALWOoB A0 TOro, Lwo Tpeba «odop-
MUTW» CBIM IHTEPEC Y WOCh BinbLue | CTBOPUTU «IHAYCTPIANBHWI pans»?

OK: Lle ctanocb camo co6oto. Big noyatky s He nnaHyBaB pooutn

3 UbOro AKMNCb NPOEKT, 3a4yMaBCA HaA LM nuLle nicns Toro,

SIK KifIbKiCTb NigNnMCcHM_LUb Ha tumblr no4ana cTpiMKo 3pocTtaTtu. [NoTim
cTBopmB NMabnik y BK — 1am MeHi Boanocok 3ibpatm JOBO/I BETMKNUNIA

Ta WKnpokuii nnact iHpopmadii: noHag 10000 doTtorpadin, 6inblue
COTHi NOKaNbHUX MY3MKaHT_OK Ta rypTiB, XyOOXHW_Lib, QinbMmiB.
Hapasi 6nor «nepeixaB» B IHCTarpam, ane B 6inbLl ypi3aHOMy BapiaHTi.

[OM: Lle meHi Haragye icTopito xyaoxHukis JaHiina PeBKOBCbKOro
n AHOpia PaunHcbKoro, ki pobunn nybnivyHy CTopiHKy «lNamaTbe»
B coLMepexi BkoHTakTe, a NoTiM cTanm pobuTn CBOI MPOEKTHU

B ranepesx.

OK: 4 3 HUMK nosHanommusca B 2017 poui, konm 6yna BUCTaBKa
«Myseii micta Caitnorpag» y JIncnyaHcbKoOMy My3el 3a KONTIEKTUBHOIO
kypatopctea rpynu «DE NE DE». BoHn meHi Hanvcanwm i 3anpocunnu
BigBigaTM BUCTaBKY. [0 LbOro M1 4acTo penocTUIM MaTepianm oguH
OHOro y CBOIX nabnikax.

AY: Po6oTta daHiina PeBkoBcbkoro n AHApia PaunHcbkoro 6yna noe’s-
3aHa 3 undposumM dpotoapxisom 3aBoay A30T y CeBEPOOOHELbKY.

BoHa Tenep 3HaxoamTbCa y Mys3el.

OK: nga JincmyaHcbka Ta BUCTaBKa 6yna BeNMKoto nogieto. BoHa
019 MEHe cTana TaknMm cobi MapKepom, WO TyT HE BCE e BTPaveHo.
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B JlyraHcbKy BXe 6yna paHille iHTEPBEHLIA Y Kpae3HaBYOMY My3el
«Pa3repmeTtnsauma My3enHOro yHuBepcymas.

[OY: Lleii npoekT AHTOHa JlanoBa 3ragytoTb K nepLly cnpoby iHTep-
BEHLT CydaCHOroO MUCTELTBA Y Kpae3HaBUUA My3ei y JTyraHCbKy. AKi
e MPOEKTU T MOXELL Ha3BaTn 3HaKOBMMU Ansa cebe? 9 3raayto, Wo
TW KOMTUCb Kasas., Lo A/s Tebe BaxxnnBui 6yB AOCBIA NiTHLOT LLUKOMN
«3aBof AaB HaM yce». MeHi 3ragyeTbca pagionporynsHka AHTOHa
Janosa «CemiotnyHi npuenan CeBEPOAOHELbKaA», ka byna NpeseHTo-
BaHa Ha NiTHIN wKoni. 9 Toai 30BCiM iHaKLLe NOAMBUBCA Ha MICTO.

OK: lna meHe BigkpuTTaM Ha wkoni 6yno «LaxmatHoex». Byno gyxe
NPUEMHO YCBIAOM/IOBATH, WO NiCNS Ay>Ke AOBrol NepepBu y MIcCTi
3HOBY 3’ABMBCS HebOpMaibHU NPOCTIP ANA BEYIPOK Ta Pi3HNX
KyNbTypHUX nogin. LlikaBum € TakoX MyHyne uboro micud. Lo 6yaisnio
3BE/IN K TMMYacoBY aBTOCTaHUio B KiHUi 1950-x, ni3Hiwe tam 6yno
kade, gke nicnga posnagy CPCP tpaHcdopmyBanocs B «LLlaxmaTHoE».
Ha 3agHboMy noaBip’i, BUMOLEHOMY 6ETOHHMMU NAUTAMK, MOXHAa
6yno rpaTtv Benuknmu waxamu. JJoerum vac ue 6yno micue ans 3éopis
waxict_ok. Came kade cTtano micuem 360py MiCLEBMX aBTOPUTETIB.
WNoro BnacHnkom 6yB BikTop XuMueHko, 6inbLu Bigomuii sk Xuma. BiH
040/1I0BaB OAHY 3 MiCLUEBUX KpUMiHaNbHUX 6aHa. Y MicTi «LaxmatHoe»
TPMBAMMI Yac Masno CTaTyC «6aHANTCbKOro kades.

AY: [lo peui, Wwe 6yna 3HakoBa nogiq, Wwo 36irnacs 3 4acom npose-
OEHHSA NITHbOI LWKO/IM — PENB, OpraHizoBaHnin JIeBOHOM A3izsgHOM.

BiH Ha BnacHi KowWTK 3HAB TOAI BENUKWIA CKaf i opraHisyBaB MiXHa-
pOAHUI naiHan. J1eBoH Lie Toai MaB 6yTX HALLWM FigoOM Ha pe3ngeHLil.
| BiH ABa AHi He cnaB. B KiHUi 3ropina anapartypa, i npuixana noniuis.
Ane Beuipka 6yna ycniwHot. byno 6arato My3mkaHT_OK 3 Pi3HUX KpalH
" no_ppyr JleBoHa. 3ga€Tbcs, Le 6yB MOro AeHb HapOAXKEHHSA. Ham
noTasaHuNo, Lo BCe BiaOGYBaNoCA To4i Ni 4ac NiTHbOI LLKONW.

OK: Tak, Anga meHe BaxnmBum OyB TOW JOCBIA NEPEOCMUCIEHHS MiCTa.
Toni 4 BNepLue nogaBcs 1 NOTpanuB Ha Taky nporpamy. [1o wkonum
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1 HIKONW He HaJaBaB Be/MKOT yBaru Tomy ¢akTy, wo CeBepooOHELbK
6yB 3BeAEHM Ha Micui nycTeni. La micueBicTb Konncb HasmBanacs
JKypaBCbkMM NycTuLLeM, 4o OyaAiBHULTBA XiMiYHOrO KOMOGIHaTy TyT 6ynin
nuvwe niwaxi 6apxaHn 3 NOOAMHOKUMWN COCHaMU Ta HEBETNYKNIN XYTip
Bakal. BnacHe, nicns 3aHATb CEBEPOAOHELLK BiAKPUBCA MEHI K BEMU-
YE3HUIM YTONIYHNI MPOEKT, KNI HAaCTKOBO BYB YTITIEHNI XUTTS.

AM: 9 moxy nigcymyBsaTw, Lo T 6araTto NpautoeLl 3i CBOIM MIiCTOM
1 perioHoM. Yun € B Tebe HepeanizoBaHi NPOEKTM NPO cepeaoBuLLe,
SKi TU XOTiB 61 KONUCb 3pO6UTN?

OK: 3apa3 npautoto 11 MipKyto HaZ AeKiNbKoMa NPOEKTaMM.
30e6inbloro BOHM CTOCyoTbCA JIncmyaHCbko-CeBEPOAOHELIBKOT
arnomepadii. OguH 3 HUX € pednekcieto Ha TMNOBY PAASHCbKY
3abyadoBY, 9Ka OTOYYE HAC Make BCloan — 6e31uKi NnaHebHi
panoHu, rapaxi, nyctupi. Take cepenosuiie GopMye BisyanbHi CMaku
6inbLocTi noro mewkaH_ok. Kituesi npnbynosu 4o NepLUmMX NOBEPXIB,
6ankoHu Ta XXekapT — BCE Lie € NPOAYKTOM Ti€El GETOHHOI CipoCTi,

i MeHi LikaBO NpPoCAiAKyBaTN NPUYNHHO-HACIOKOBI 3B’A3KM MiX
PagAHCbKUMK YTOMIYHUMUN YABAEHHAMM NPO MICTOOYAYBaHHSA i TUM,
00 YOro Le npuBesio Hac.
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Dmytro Chepurnyi
and Oleksandr
Kuchynskyi

Dmytro Chepurnyi (DC): Now, I’'m trying to work out if Luhansk has ever
had the kind of artistic environment that could give rise to something in-
teresting. I recently talked with the photographer Alexander Chekmenev.
He started doing all of his famous series in Luhansk, Donbas, Pasport,
and Shvydka. He moved from Luhansk to Kyiv in 1997. He set a goal for
himself to “succeed as a photographer in Luhansk.” Yet, one of the rea-
sons he left was because he wasn’t able to succeed there. As he put it,
the city “became a dead end after the fall of the Soviet Union”.

You were born in Sievierodonetsk and before studying at the National
Academy of Visual Arts and Architecture in Kyiv you studied in Luhansk
for a while, right? In what way did that environment influence you?

Oleksandr Kuchynskyi (OK): Before the war | spent three years study-
ing to become a graphic artist [xygoxHuk-opopmnoBad] at Luhansk
College of Culture and Arts. My cohort was the last to study under the
old five-year system left over from Soviet times. Today it's been replaced
by a new one and the degree rebranded as a ‘design’ course. In college
| learned the academic basics, so | could say that it made me a craftsman
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rather than an artist. On the whole, the artistic environment in Luhansk
was very Soviet, with the exception of a small circle of enthusiasts who
organised informal exhibitions, interventions, and events.

DC: What was your personal school, where did your artistic practice
start? Artists often tell me it started with something that happened to
them as a child.

OK: Yes, | began drawing in early childhood. Then | went to an art
school. That’'s where it all started. | was also constantly collecting some-
thing: stamps, stickers, magazines, etc. At the moment I'm ‘collecting’
different media materials about Donbas, while simultaneously studying
its history. Whenever possible | help collect artifacts for the archive of
deindustrialisation.

DC: What is the archive of deindustrialisation?

OK: That’s more a question for Kateryna Siryk. She can tell you more
about it. The title is mine, since | find it difficult to describe the items
we collect any other way. It's not a museum yet, but it’s already almost
an archive.

DC: As far as contemporary art in Donbas goes, it's almost impossible
to get a good education or succeed in any way through collaboration
with institutions here. Many artists were able to succeed by getting out
of here, while continuing to address the history or mythology of the re-
gion in their practice. We've already mentioned Chekmenev leaving in
late 1990s, but in the late 2000s it was Roman Minin and his Vtecha
iz Donetskoi oblasti or Alevtina Kakhidze with her first book about
Zhdanivka. Since the beginning of the war we’ve seen Piotr Armianovski
and his film narratives about home, and Lia Dostlieva and Andrii Dostliev
with their projects on memory. Anton Lapov was recently invited by the
Cambridge Society of Ukraine to give an online lecture about the art
scene and he made reference to a number of local artists. But because
of the weak local institutional landscape they don’t define their work
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as art themselves. Take Mendeleev oshibalsia, an original band from
Sievierodonetsk. It's not completely clear if what they do is performance
or music. Because there’s no one to define it, their work is always some-
where in between. The other side of the coin is that in such a landscape
many don’t take their practices seriously and reject the identification of
artist. What about your visual blog Industriial’nyr rar, do you define it as
a project integral to your own artistic practice? How did you come to
the decision that your interest needed to be ‘formalised’ into something
larger and that Industriial’nyT rai had to happen?

OK: It just happened. At first, | didn’t plan to shape it into a project, |
only started thinking about this when the number of my subscribers on
tumbilr started to grow really quickly. It was then that | created a pub-
lic profile in VK — | was able to gather lots of diverse information there:
over 1000 photos, more than a hundred local musicians and bands,
artists, films. As of now the blog has moved to Instagram, but in an
abridged version.

DC: That reminds me of a story about the artists Daniil Revkovskiy and
Andriy Rachinskiy who had a public page Pamiat’ on VK, and then went
on to do projects in galleries.

OK: | met them in 2017 during the exhibition Muzeil mista Svetlograd at
the Lysychansk Museum, curated collectively by DE NE DE group. They
wrote me a message and invited me to visit the exhibition. Prior to this
we often shared one another’s materials on our public pages.

DC: The work by Daniil Revkovskiy and Andriy Rachinskiy was con-
nected to the digital photo archive of the AZOT plant in Sievierodonetsk.
It's now in the museum.

OK: The exhibition was a big deal for Lysychansk. It became for me a
kind of signifier that not everything here is lost. Before that there had
already been an intervention at Luhansk Kraeznavchyr [Local History]
Museum called Razgermetizatsiia museinogo universuma.
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DC: That project by Anton Lapov is known to be the first attempt at a
contemporary art intervention at the Luhansk Kraeznavchyi Museum.
What other projects would you say were iconic for you personally?
| remember you once said that your experience during the summer
school Zavod dav nam use was important to you. | recall a radio walk
by Anton Lapov, Semiotychni pryvydy Sievierodonetska, presented
during the summer school. It made me look at the city in a completely
different way.

OK: My personal discovery during the summer school was Shakhmatnoe.
It was very nice to realise that after a very long break the city would
once again have an informal space for parties and cultural events. The
history of that place is also interesting. The building was constructed as
a temporary bus station in the late 1950s, then it was a cafe which trans-
formed into Shakhmatnoe after the fall of the USSR. You could play
giant chess on concrete slabs in the backyard. For a long time it was a
gathering place for chess players. Later the cafe itself became a meet-
ing place for local criminal bosses. It was owned by Viktor Khimchenko,
better known as Khima. He was the head of one of the local criminal
gangs. For a long time Shakhmatnoe was known as the ‘gangster cafe’
around town.

DC: There was another big event that coincided with the summer
school — a rave, organised by Levon Azizian. He rented a huge ware-
house with his own money and organised an international lineup. Levon
was also our guide during the residency. He hadn’t slept for two days.
In the end the equipment caught fire and the police came. But the party
was a success. There were loads of musicians from different countries
and Levon’s friends. | think it was his birthday. We were lucky that all of
this coincided with the summer school.

OK: Yes, for me that experience of re-thinking the city was impor-
tant. It was the first time | had applied and got into a programme like
that. Before the school I'd never paid much attention to the fact that
Sievierodonetsk was built on a desert. This area used to be called the
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Zhuravske Wasteland, before the construction of the chemical plant
there were only sand dunes with a few pine trees and a small farm
called Bakai. After the school Sievierodonetsk was revealed to me as a
gigantic utopian project that had only been partially realised.

DC: You work with your city and region a lot. Do you have any un-
realised projects connected with the area that you’d like to realise
some day?

OK: I’'m working on and thinking about several projects at the moment.
They mostly have to do with the Lysychansk-Sievierodonetsk agglom-
eration. One of them reflects on the typical Soviet infrastructure that
surrounds us almost everywhere — faceless panel districts, garages,
wastelands. These surroundings inform the visual tastes of most inhab-
itants. Kitschy extensions of first floors, balconies and ZhEK-ART [art
made by residents around apartment blocks, a type of naive art] — it's
all a product of that concrete greyness, and I'd like to trace the causal
links between the Soviet utopian imaginations of the city and where
this has led us.
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rapenes x Plan B fest, JlucnuaHcbk, 2020. ®oto: OnekcaHap KyumHcekuin

gareleya x Plan B fest, Lysychansk, 2020. Photo: Oleksandr Kuchynskyi
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OnekcaHap KyunHcbkuit. 6e3 Hassu, 2019

Oleksandr Kuchynskyi. untitled, 2019
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OnekcaHpp KyunHcbkuid. «choice stop», 2020

Oleksandr Kuchynskyi. choice stop, 2020
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Onekcanap Ky4nHcbKkuit.
6e3 Hazsu, 2021

OnekcaHap KyumHcbkuit. «ue i € icTopis, #@*», 2021 Oleksandr Kuchynskyi

Oleksandr Kuchynskyi. this is history, #@%* 2021 untitled, 2021
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OK:

PBbl 1 HepBbl — Nogo6py No3gopoBy (ayano)
https://www.youtube.com/watch?v=-T3Wrz8_
qCl&t=1377s

OK:
2003 ropg, Nopnoeka

OK:
MecTaMu Taxesblii

OK:
MecTaMMn CMeLLUHOM

15 okT6psi 2020



OK:
Rvy i nervy — Podobru pozdorovu (audio)

https://www.youtube.com/watch?v=-T3Wrz8_

qCl&t=1377s

OK:
2003, Horlivka

OK:
sometimes heavy

OK:
sometimes funny

15 October 2020
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HOap’ a UuMmbaJioxk [IOJILOBA HOTATKA 4
3yMm
5 mmcronmama 2020
18:30-20:40 3a OpMTaHCHKMM UYacCOM

YuacHu ui: BixTopisa JloHOBaH,
BikTop «KopBik» 3acunkiix,
Onexcannp KyumHcbkuM, KaTepuHa
Cipuk, Iap’sa Lumbasiok, IMUTPO
UenypHUM

PoBoru BikTopa, kosadopaTmBHl Ta iHIMBinmyasbHI,
NMoB’ A3aH1 3 OOCJHIIOXEeHHAM MO BC A KIOIEeHHOCT 1
(cymoBO, fAke BiH caM kiJbKa pasiB yxXmuB nim uyac
ouckycii) . BikTop po3kasyBaB PO BajlisKy 3 JMC-—
TiBkaMmu, gkl 30mpanu Moro BaTbkM. Ha umx JgmcrTiBkax
PamsHCBKOTO IHNepiomy Mmicra yacTo BipoOpaxeni na-
panuuMy, ado, SAKIWO TOouHime, NapagHO-INOBCAKIEHHVMN,
Bymuuli BMMMT1, KBiTM LBiTyTb, TpoMamdH KM BaMHATI
KOPMCHOI CIPAaBOK0 UM KyJbTYPHO BimonmoumBamoTb. PoBoTHU
CKYXaJKM», 1 cepils mMamnoHKiB BikTopa HOOCIH1iIOXyKOTb
Te, WO 3ajJMIlaeTbCs II03a KpasMy JIMCTiBok. BixTop
3as3HAauUMB, WO Ha3Ba <«XyxXaJjka» OyJja obpaHa He BU-
IagkoBO, a AK Bimropimsmi MaTepias, SKMM MOXHA
BUKOPUCTOBYBATK OJig OyOiBHMITBA YOTOCH HOBOTO.
BaraTo 3 300paxeHOTO Ha dGoTorpadisgx «XyXaJKu»: Ha-—
niez3akpuTi koMmOiHaTu, Oenbrilicbka LEepPKBa, pPalsHCbKI
kiockm — MaTepian, 3 SkKOTO OYyOyeThbCS MNOCTPamsgHCbKA
peanbHicTh, 13 3aBimyBaHHAM SACKPaBMMM I[1J1ACTaMM
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pexylaMM (OCb BOHA — PMHKOBA E€KOHOMiKa) pPaIsHCBKUX
bacanmie. [MomibHe BaBimyBaHHsS BinbOyBaeTbCs 1 B HOBUX
poborax BikTopa, Ie BXe IOBOEHHUM JJOHEILBK XOBAETHLCSH
3a HaBMMCHO SCKpPaBMMM KOJIbOpaMM MaJlloHKa .

BeJIMKO© CKJIAIOBOW0 «XyXaJiKM» Oe3CyMH1BHO € eTHOTpa-
biuHe, aHTPONOJIOTiUHEe HOCJimxeHHs (1 UMM OPOEKT
ONMVBBLKUM OO IOCHimxeHb sBabpomok KarepwHu Ta OJjgexk-—
caHmpa) . 3a nimcyMkamMu IOCJI1IXeHHS BUINIJISOTBCH
kaTeropii: cnmMHM, IUTSYl MaAMOaHUMKM, PeKJIaMH1 IUTH.
Ha uyac pmocnimxenHs dororpad 3 006’ ekxTa HNOBCHAKIEH-—
HOCTi cTae cyb6’exToM, AKuM 11 BMBUAE Ta IJOCJimkxye,
i ue mae BiOUyTTS [NEBHOT'O KOHTPOJI — MNOBCAKIEH-—
HiCTb CTae MaTeplajoM, 3 SKOI'O BXe MOXHa OyIoyBaTU
OCh HOBE, WmMOCH CBoe. TyT yxe camM QakT NPOTYJISHKU
3 doToamapaToM 3BMiHIE TijlecHe CHPUMHATTS IPOCTOPY
(BixTop BasHaumMB, WO nam’sTae caMe L1 CTaHM NOJIBO-—
BUxX poBiT). MeHi Takox LikaBil ejleMeHTM ONOB1IaHHS
icropin [storytelling], skl nepeTBOPKITL MaTepial,
Ine €HakieBe cTae PXaBUMHOWL, a JIOOM IPOCHATH XYIOX-—
HMKIB I1x cdoTorpadyBaTm. i ejemeHTU e Oijble
NOCUJINITE QYHKII1I0 caMe CTBOPEHHS, a He IOKyMeHTa-
1nii, gK Le MOTJIO 3ITAaTHCS CIOoYATKY.

[Iing yac oBroBopeHHs HOBMX pobiT BikTop Cckazas,

mo Baxko 3po3yMiTu, mo BindyBaeTbcsa 3apas3 y JoHe-
LUbKY, Ta Ie npaBimuBa iHbopmauis. I Ha HOBMUX podoTax
IOOKYMEHTAaJIbH1 eJIeMeHTM Marxe B0BC1M 3HMKAWTb

y OYKBaJIbHOMY SBHAUYEHH1, BOHM CTEPT1i 3a SCKPaBUMU
bapbamu, obBpaHmMM cBizmomo. KaTepuHa HazBajia dapdu
KMUCJIOTHUMMU (SOOBMTEMM) (IO MOXE HECTU I[IeBHUM CEeHC

Yy KOHTEKCT1 TOKCHMYHOCTI1 (moCT)iHOyCTpiaJIbHMX Ta BO-—
€H130BaHMX NPOCTOPiB). BikTOop 3a3Haumus, mo oOpas
POXeBMI yepe3s UYEepPBOHMM BilITiHOK BeulipHbOTO Heba

B Joneubky. I xoua, 3a cjoBaMu BikTopa, Takmuy KoJip
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y Heba OyB, WBUIOWIE 3a BCe, pPe3yJIbTaTOM BUKMUIIB
MeTaJlypT'iMHOTO 3aBony, B1lH BCe X TakoX CIpaBJisge
BpaxeHHs 3axoly COHLS. 3axil COHUS — nepexinHwi,
NPUKOPIOOHHUY CTAaH, SBaKiHUEeHHd OHS, TPUBOXHICTBL

i3 umM noB’ g3aHa. Kpiszp opmsaMy MeTalypT'iMHOTO
3axoly COHLS MOXHa i1HTeprnperyBaTu doTorpadil
CKYXaJIKM» Ta poBoTu BikTopa — £k 3akiHueHHA icHY-
BaHHA JoHellbKa TaKyM, SKUM XYIOXHUKM MOTO S3HAaN,
IIPUKOPIOOHHS, IIepexil y HOBUM pPexuM, KOPIOH.

[loBepTaouuch IO onoBimanHs icropim [storytellingl],
g OyMakn OpOo Te, HAaCKiJbkM icTopii € HeBimmijbHMMMK
Bin cammx poBiT. fx OM 3uMTyBasMCa HOB1 poBoTH
BikTopa Ta <«XyXaJiku» 0es3 KOHTeKCTy BiMHU Ta Ie-
iugycrpianizauii? Um icHyBasmm © BOHU 0e3 LUX
KOHTEKCTiB?

BiricbkoBil mii 03HAUAKTL MNOPYHNEHY, 3MiHEHY [IOBCHK-—
neHHicTe. JuBngauuchk Ha QoTorpadil «XyXaJIKuM»
CLOTOOH1 HEMOXJIMBO He IyMaTy NOpo le, 1 noB’sg3aHi

3 UMM eMOLll 3abapBJIOTb MOE CIPUMHATTSA LUX POO1iT.
«Emonii zabapBaonTb» — y il dpas3i € HaAaTAK Ha MOX-—
JVB1lCTH MeHm eMOLilMHOTO uM 0e3eMOLI1MHOTO CIPUMHSTTSI
(06’ exTMBHiCTE? le HaBOOMTBL Ha OYMKY IIPO CUTYaATUBHIL
3HaHHA [situated knowledges] (Haraway 1988). Mox-
JIMBO, ScCcKkpabBl Qapdu MaJiloHK1B BikTopa 3agBJISlOThH,

mo Hi, HemMae Takol MOXJIMBOCTI .

I ocTaHHe, Ha WO S 3BEepHYJa yBary B poborax
WKYyXaJIKM» Ta BixkTopa, Ue 1HTMMHICTBL HOCJHimXeHHSA.
Xoua poboTu 1 TopKalTbLCA TeM NOCTiHAaycTpianb-—
HOTO, BiVHM, PamgHCBKOI cnammvHM i T.xm., Ui Temu
HE EeKCIJI1KYyTbLCsS, He CTalnTh SBHMM 1 3UMTYyBaHUM
OyOp—AK_OK TUlAnad Koo QOoKycoM, a WBMONlEe € CKJIamgo-—
BOI MOBCHAKIEHHOCT1, 1 3TramyoTbca HiOM MMMOXITH.
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He 3Haoum KOHTEKCTY, Oararto poOiT HaramgyoTb MeHI
opo MicTa, B SKMX S XWjla, 1 KOJM IMBMIICS I1X OIHA
3a omHoo, TOO1 3maeTbcd, WO Lie TBOIL BJACHL cnoramm
CIIMBAWTL y nam’ aTi, Tpoxm Hes' gCcoBHUM [uncanny]
ebexT. TyT HEeMae TEPUKOH1B, gki cTanu 0OOB’ I3KOBUM
KOMIIOHEHTOM pebiyexcii npo HoubGac. I, 3arajoMm, HeMae
cBilmomol opieHTanizanil cOpsAMOBaHOIL Ha 3OBHI1IMHIO
TaAagad_Ky, 4YM TO YKPalHCBK Yy, fAK £, UM 3aKOPIOHH Y.
Meni szmanocs, mwo 1 ¢oTorpadil «xyxaJKM» Ta MaJIoHKMU
BikTopa — ue, HacawmIepezn, BHYTplimHS podoTa XyIOX-—
HMKIB Hal OCMMCJIEHHAM TOTO, Wo BimOyBaeTbcsa. BoHu
3aJIMIIAITE BPaXeHHS CBOEPimHOI Bajllizky 3 JIMCTiBKaAMMU
(TinbKM MEHI apamHOol, 3BUYAMHO), SKa I0KABYyETHCH
no_gpyram Min 4ac nepekasy 4YeprorBol icropil. Meni
30aeThbCs, OpallioyyM 3 PEerioHOM, B SKOMY HAaB1Tb
IOBCSAKIEHHICTL (WaxTapcChbkuy nobyT) Oyja repoiszo-
BaHa 1 gkuy 1 3apas NPOoHOOBXye OyTM B LEHTP1 I'paHn
HapaTMBiB, CTBOPEHHS NPOCTOPY IJIS OCOOMCTOTO
(eMoliliHOT'O) IEepEeXMBAHHA Ta PO3YMiHHA € Oyxe
BaXJIMBMM. 1 TOM He3' aCOoBHMM [uncanny] edexT MOIx
CrnoraziB MNPO CXOX1 NPOCTOpM 3ajuumae nicus cebe
BiOUyTTS YOT'OCBH B3HAWOMOT'O, CH1JBHOTO, — MM Tam
pasoM TyasaaM, — Tak HeoBxiOHOTO B CTaHl HMHImMHBOI
po3’ enHaHocCTi.
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BixTopisa Jounoman I[IOJILOBA HOTATKA 4
3yMm
5 smcronama 2020
18:30-20:40 3a OpMTaHCHKMM UYacCOM

YyacHM 1i:

BikTopisa JoHoBaH, BikTop «KopBik»
Bacunkin, OjnexcaHnp KyumHCBKUMA,
Karepuua Cipuk, Hap’s Lumbaliox,
IMuTpo YenypHuit

BikTOop po3HnOBimae mpo HMBKY CBOIX NPOEKTiB, MMHYJIUX
i TenepimHix, iHDMBiOyaJlbHMX 1 koJjlabopaliMHUX.
[lepme, moO NPMBEPTAE MOK yBary B MOTO poboTax — e
CXUJIBHI1CTBE IO oOpHaMeHTajlizMmy. BikTopori ¢oTo
CKYXAJIKM» YaCTO-TYCTO 3BEepPTanTbLCsa OO IIepeCciuHOoTo

7 HenoMiTHOTO B ypBaHlCTMUHOMY KOHTEKCTi, mo apxi-
TEKTYPHUX XeCTiB 1 TekcTyp, WO uyepes CBOK INOCTIiVHY
OPUCYTHICTE y MicTi CTanTb HEBUIOVMMMMM IJIS TUX, XTO
XMBEe MOMiXx HMX. BimgmMiTuBuM Le, g 3ramaja BUCTYII
PomaHa MiHiHa B YkpaiHCbKOMYy i1HCTMUTYTi1 B JIOHOOHI1
3a TwxIeHb abo Tpoxu Oijsbme mo Hamol cecii (Minin
2019). B uim nmpomorBi MiHiH cka3ap, WO X0u Ou

AK MOTO He 3axXOIJIOBAB PAaOSHCHKMI MOHYMeHTasizwm,
MOTO MMCTELTBO 3a CBOE€K CYTHICTI € aHTUMOHYMEeH-—
TajbHe. Xou B1H 1 He BXMBAB CJIOBa OPHaAMEHTAJIbLHUM,
oyMamo, B1iH MaB Le Ha yBa3i. I IOiMCHO: MOTO CXOXi
Ha robeneHM poOOTM BMOAKNTBCH 3pasKOBO OPHaMEeH-—
TalbHYMM . MeHe L ikaBUTL 3B’ 430K MiX OpHAMEHTOM
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i MmoHyMeHTOM, 1 g BXe mnpo ue nmcajna (Donovan 2010).
MeHe ocoOOGJIMBO L1kaBMUTb Te, SK TPaIUL1MHMUM OpHa-
MeHTasizM oMmHae OGOPMyJIOBAHHS BUKJIOUHOTO OadeHHS
[an exclusive vision] MMHYJIOTO Uepes BIJIETEHHS
cnigiB BaraTbox PyK, MO CTBOPBANIM L€ MMHYJIE, 1 IO
HajexaylM 0O P13HMX MNOKOJiHBb (30BCiM, Ak icTopil
onoeimau ku [storyteller], mo 3MIHOOTLECA U HONOBHI-
THCS 3 KOXHOI ONOBinkown) . OpHAMEHT € NpMKpallaHHIM,
TBUHTKKOM Yy HM3L1 MaMCTEPHMUX [IOBTOPEHbL, CYKYIHICTb
AKMX TI03HAYAE CYMIXHUM IJISX Hasan y MuHyJe. OmHaue,
IpUBepTalnuy yBarly IO OPHAMEHTY, BUOKPEMIIOIUYM MO0

B npocTopi abo kxpise JiH3y QoToamapata, ¢ororpad ka
pekoHUenTyanisye 1moro panme Ak 06’ eKT XYyOOXHBOIT'O
CIOIJISIaHHS, HiX OeKOPaTUBHUM HOOIATOK, BUTAITYE MOTO
31 crany nepubdepirHOI MOBUAHKM Ta 3Myllye TOBOPUTH.

Y pobori BikTopa s BOauvaw B3aeMomiin 3 caMe TakoTo
mTrdy OOCHimKeHHAM MHEeMOH1UHOI CcuMIM M1CBKOTO
OpHaMeHTanizMy. 4 BniszszHaw Le ¥ y podoTax 1HmUX
XyHOOXHM Lk, fAK1 3BepTanTh yBary Ha Temy [JoHbacy
(abo x, MOXJIMBO, B WMPLIOMY CeHC1 nocrcouianizsmy) —
oo npukjany, B «CrapobimbcbkoMy mopTpeTi» KitemeHca
lIysma (2018). B poBori BikTopa Te came NPUCYTHE

B paHHiM doTorpadil KOJEKTUBY «XyXajlka» — y Tobpo-
BaHOMYy IJI&CTUMKOBOMY O3HOOJIEHH1, WO BUCYBAETLCSH

Ha nepumM mnjaH cBiTamuayM «HiunHuM kiay® “Onepa”»

Uy, HANPMKJIAL, NOTPiCKaH1M maHesbHiM Mos3aiui
XPYymWoOBOK y «llapazmHit». le npucyTHe ¥ y nepmii
cepii rpynu «PuTMika», ajie Bxe y Oiybm abCTPakKTHUX
dopmax. TyT MeHe OCOOJIMBO BpaxXalTb 300pPaXeHHS BCIO-—
OUCYIIMX Mi1CbKMX TpyOONpPOBOI1B, WO, Haue eJIeKTPUUHI
kabeni, 4gxi BMIAWTBLCS MNO-KOHCTPYKTMUBI1CTCHLKOMY
po3pizanTe HeDO, BUIAITLCH MEH1 SCKpPaBMM IPUKIIAIOM
ypBOaH1CTUUYHOTO OpHaMeHTaJsizMy. [[OCHyTOBYKOUMCH aHa-—
Jorien i3 «XyXaJKoo», lie — NeBHOTo mTuby BiszyasnbHa
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My3MKa, 0O Yepe3 CBOKH PO3NOBCIOIXEHICTL NepeTBOPU-—
Jjacs Ha Oinum mwym.

Y meBHMM MOMeHT 3ycTpiuil g 3ranyio Kipy MypaToBy

i BXe micysa muckycii BGaraTo mymMamw IOpo 11 eCcTeTUKY
OpHaMeHTallsMy, a TakKox HNpo Te, WO HaykKoB Mili
Hal3MBamnTb 11 xiasMiuHuMM gxkocTaMM. X 1 a3 M —

e TepMiH, 3ano3uUeHuM 13 TekCTiB beHOMeHOoJIOTa
Mopica Mepso-IllonTi (Merleau-Ponty 1964). Bin
nmosHayvae IeBHE IMeperJieTiHHSg, BaljlyTaHicTe, abo x
cnyieTeHHs Ccy0’ eKTMBHMX Ta 00’ €eKTMBHMX CBiTiB.
HaykoB_ Ml 3HaAXOOAThL XiasMiuHe B CTaBJICEHHL pexu-
Cepky OO mnepemHix ¥ 3amHix njuaHiB 1 y ToMy, £k

il mepcoHax KM «3alJlyTylRTbCA B TEKCTypax CBiTy»
(Schulzki 2019), xoBawnTbCHa 3a BYCUKAMM POCJIMUH

1 DOTNMHAKTLCSA CHOBHEHMMM KiTuy nmomamHiMmm iHTep’ €-—
paMm. S BOauano Ui xiaszmMiuxHl npakTHkMM y poborax
WKyXaJIKM» ¥ BikTopa. OCOOIMBO akKTyaJIbHMMM BOHU
MeH1 BMIawTbCS, KOJIM BikTop mnpe3eHTye cepiio «Shoot
Me Please», koJjiekllio 1HIMBIiAOyaJlbHUX 1 TPYIOBUX
nopTpeTire (3pobiieHUX, HIOMUTO, 3a NPOXaHHAM MicLeBUX
XMTEJb OK) 1 posTamoBaHux Ha (QOH1 pisHOMaHiT-

HMX TEeKCTYyP MIiCBKOTO TJja: 3anmjeHol acoanbToBol
OOPOTHM, 3apoOCJiol LeIJISHOL CTeXKM, KJAITUKY TPpaBu

3 TONOJIMHMM MNyxOM. I[lOTUIgn pyXaeTbCa Mix HnopTpeTamMu
¥ TJIOM, He IIeBHMUM, OO YOI'0 3 IPEeNCTaBJIEHOT'O aBTOpMU
XOT1JM OPUBEPHYTM yBary. fA BOauawn xiasmMiuHi npu-
KMEeTM ¥ y HesaBepmeHin cepii 6e3 Ha3BU, sAKy BikTop
IokKal3yBaB Ha [OYATKY Hamol cecii. ¥ uUboMy BUIAIKY
bororpadin (3amHiy njmaH uM TO mnepenHil?) HOBHiCTO
NOTJIMHYJIM OPHAMEHTAaJIbH1 IOMOBHEHHS, WO 1X XYIOXHUK
HakKJIaB IOBepxX 300paxeHHs. [[OHATTS xXiasMy 3OaeTbCHd
0COBNMMBO HOLU1JIbHMM, KOJIM BikTop noscHoe: ui 306pa-
XeHHS € 3HaloMMMM IIeli3axamyu, sK1 uepes nepecesieHHS

XYOOXHMKaA, MOoTO BYIMYILIEHE ,J:LMCTaHLLiIOBaHHFI, CTaKTb
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HesHamoMuMy 1 uyxumu. Cy0’ eKTmBHI 1 00’ eKTMBHI
CBiTM TYT He CTijbkM IepeMillaliMCh, CKIJBKM 3JIMUINCH

B OIOHe.

doTorpadbis € ueHTpaNbHOWL HJsa pod®iT BikTopa U
«KYXaJIKy» . Ba Oinbme, gk B1H caM MNOSCHIOE, XYXajKa
(axy s Tonmi HeBipHO mepekJlajla sgK 30Jla, 1 Jule
nisHime 3posyMmijia, mo TouHime Oyyo 6 cka3aTu
KyXeJullsg) € NOCHJIaHHAM Ha craryc dororpadii. IIo-
n0iBHO mo XyXenmuili, 3HIMOK € TuM, IO 3aJUllac€ThbCs
nicyasa XUMTTEBOTO koJia BUOOOYBaAHHSA, MaTepilasbHUM
ciaimoM muHamMiuHoro OOMiHY. S Gauy, 4K L9 OyMKa
NpOoSABNIAETHCA y pisHui cnoci® B podori BikTopa:
poskunaHi ceiTamHM cepil «Shoot Me Please» €
OyKBaJIbHO CMiTTaM Ha nignosi. Ajle, gK [OSCHIOE
BikTop, icHye ¥ ©6ijbm CcoLiajibHO KOHCTPYKTUBHE
PO3YMiHHS Ha3BU «XyXalika». XyXenamuisa Ma€ MOXJIMBIiCTb
OTPMMATV HOBE XUTTHA, OYyTUM BMKOPMCTAHOKW B OyOy-
BaHH1 pmopir i nmoMiBok — Tak camo ¥ poTorpadii
MOXHa B3aCTOCOBYBATU 3aljigd SHAUYNMUX KYJbTYPHUX
niger. Koam BikToOp TI'OBOPMTH NPO PamsHCbKL CBilTaMHMU
3 JMCT1BOK, MO MOTO POIMHA TpMMalyla y YeMOIaHUMUKY
nim JgixxoM, S OyMal OPO IOOBJATIiBCHKUM «UYeMoIaH»
(1986), y saxoMy kKOXeH O0’eKT € kJouyeM IO CloTa-
OieB 3 XMTTA aBTOpa OO eMirpanii. CXOXMM UMHOM
doTorpadia B pobori BikTopa 3bepirae norTeHuiamn

0O 3TanyBaHHS ¥ B1OHOBJIEHHS 3B’ 93Ky, UM TO Yy BU-—
TS0l PUTMIUHMX OPHAMEHTI1B KOJIMIHLOTO XUTTS
(«IIpoJyleTapka»), 4UM TO AK OCHOBa IJid HOBUX ODadeHb

MMUHYJIOTO («0es Ha3BU») .
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Darya Tsymbalyuk FIELD NOTE 4
Zoom
5 November 2020
18:30-20:40 UK time

Participants:

Dmytro Chepurnyi, Viktor “Corwic”
Zasypkin, Victoria Donovan,
Oleksandr Kuchynskyi, Kateryna
Siryk, Darya Tsymbalyuk

Viktor’s works, both collaborative and solo,

are tied to his research of the everyday
[moBcakmeHHicTs] (a word he used several times
during our discussion). Viktor talked about a
suitcase containing postcards his parents had col-
lected. These Soviet-era postcards often feature
‘festive’ [mapanui] cities, though this is a kind
of mundane festivity: streets are clean, flowers are
blooming, citizens are busy doing something useful
or are having fun in a cultured way. zhizhalka's
works, as well as Viktor’s series of drawings,
explore what is left out, what stands outside of
the frame of the postcard. Viktor noted that the
choice of zhitizhalka as the collective’s title was
intentional, zhiuzhalka [ s 1l ag ] is burnt matter
that can be repurposed to build something new. Much
of what zhudzhalka’'s photographs feature — dying
factories, a Belgian church, Soviet kiosks — is
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the material that structures post-Soviet reality,
covering Soviet facades with colourful layers of
advertisements (that’s the market economy for you).
This kind of concealment or covering also occurs in
Viktor’s new works, which already feature a pre-
war Donetsk hiding behind the deliberately vibrant
colours of his drawings.

Ethnographic and anthropological research is
undoubtedly an important part of zhtizhalka’s
practice (and in this respect the project relates
to Kateryna’s and Oleksandr’s zabroshki explora-
tions). Three themes stand out in the collective’s
work: people’s backs, children’s playgrounds, and
billboards. The research process transforms the
photographer from an everyday object into a subject
who explores and researches the everyday, a pro-
cess which provides them with a sense of control,
the everyday becomes the material that can now be
used to construct something new, something that is
one’s own. The very fact of walking with a camera
here changes the bodily perception of the space
(Viktor noted that he specifically remembered these
‘fieldwork’ states of mind). I'm also interested in
elements of storytelling that transform the mate-
rial that is being engaged with, where Enakiieve
becomes Rzhavchino (where the imagined toponym
Rzhavchino is based on the word rzhavchina [rust]),
and it is the people who ask the photographers to
take their picture. They reinforce the function of
storytelling as creation, rather than just documen-
tation as it might seem at first.

Discussing his new works, Viktor said that it was
difficult to understand what was happening in Donetsk
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now, and which information was accurate. And in his
new paintings documentary elements disappear almost
completely, in the most literal sense. They are
erased by bright colours, intentionally selected.
Kateryna referred to the colours as toxic (which
depending on the context could refer to the toxicity
of (post-)industrial and/or militarised spaces) .
Viktor pointed out that he’d chosen pink because of
the reddish shade of the evening skies in Donetsk.
And though, according to Viktor, this colour is a
consequence of the emissions from the metallurgy
plant, it also leaves the impression of a sunset.
Sunset is a transitional borderline state, the ending
of the day, the anxiety resulting from it. Through
the prism of a metallurgical sunset zhtzhalka’s
photographs and Viktor’s works can be interpreted as
the ending of Donetsk as it was known by the artists,
as a borderland, a transition to a new regime.

Coming back to storytelling I think of how stories

are an intrinsic part of these artworks. How would

Viktor’s and zhiizhalka’s new series be interpreted

outside of the context of war and de-industrialisa-
tion? Would they exist without these contexts?

Military action presupposes a disturbed and altered
everyday. Looking at zhiuzhalka’s photographs today
one cannot avoid thinking about this. Emotions
colour my perception of these works. “Emotional
colour” — this phrase implies the availability of a
less emotional or unemotional point of view (objec-
tivity? Here Haraway’s “situated knowledges” come
to mind (Haraway 1988)). Perhaps the bright colours
of Viktor’s paintings assert that this kind of
objectivity is indeed impossible.
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The last thing I notice in both zhuzhalka’s and
Viktor’s works is their intimacy. Though the works
touch upon the themes of post-industry, war, Soviet
heritage and so on, these themes aren’t explicated,
they don’t become evident and immediately accessi-
ble to the viewer, they are rather part and parcel
of the everyday, and are mentioned only as if in
passing. If I did not know the context, many of the
pieces would remind me of the cities I have lived
in, and when you look at them one after another

it seems these are your own memories, a slightly
uncanny effect. There are no slag heaps here, the
obligatory visual representations of Donbas. In
fact, there is no self-orientalisation, directed at
the outsider viewer, be they Ukrainian, like me,

or foreign. I felt that both zhuzhalka’'s photo-
graphs and Viktor’s drawings are first and foremost
the artists’ inner workings, their attempts to
understand their own experiences. They leave an
impression of a suitcase filled with postcards (only
less ceremonial, of course), which one shows to
friends while telling a story. It seems to me that
when working with a region where even the everyday
(in this case the everyday life [mobByT] of miners)
was represented as heroic, and which still today
remains at the centre of grand narratives, the
process of making space for personal (emotional)
experience and understanding is very important.

And that very uncanny effect of triggering my own
memories of similar spaces generates a feeling of
something familiar, something we have in common, of
us walking there together, something crucial for
today’s states of disruption.
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Victoria Donovan FIELD NOTE 4
Zoom
5 November 2020
18:30-20:40 UK time

Participants:

Dmytro Chepurnyi, Viktor “Corwic”
Zasypkin, Victoria Donovan,
Oleksandr Kuchynskyi, Kateryna

Siryk, Darya Tsymbalyuk

In this session Viktor talked about a number of
different projects, past and present, individual
and collaborative. The first thing that strikes

me about the work presented is its interest in
ornamentalism. Viktor/zhiuzhalka’'s photo-
graphy returns repeatedly to the unexceptional and
unremarkable in the urban context; the architec-
tural gestures and textures which, through their
omnipresence in the city, are rendered invisible
to those who live among them. Noticing this, I
remember the talk that Roman Minin gave at the
Ukrainian Institute in London a week or so earlier
(Minin 2019). In that talk, Minin explained that,
while fascinated by Soviet monumentalism, his art
was fundamentally anti-monumental; while he did not
use the word ornamental, I think that this is what
he was gesturing at and, indeed, his tapestry-like
work would appear a clear example of ornamental
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style. I am interested in the relationship between
ornament and monument and have written about this
elsewhere (Donovan 2010). I am intrigued in part-
icular by how traditional ornamentalism avoids
articulating an exclusive vision of the past by
assimilating the impressions of many generations

of hands (rather like the tales of the storytel-
ler, which are integrated and amended with each
telling). The ornament is an embellishment, one in
a series of craftful repetitions, the entirety of
which mark out a contiguous path backwards into

the past. When you draw attention to the ornament,
however, estrange it in space or through the lens
of a camera, you reconceptualise it as an object
for artistic contemplation rather than a decorative
addendum, drawing it out of its state of peripheral
silence and making it speak.

Viktor’s work seems to me to be engaged in this
kind of exploration of the mnemonic power of urban
ornamentalism. I recognise it too in the work

of other artists who have dedicated attention to
Donbas (or perhaps more broadly post-socialist)
themes, Clemens Poole’s Starobilsk Portrait (2018),
for example. In Viktor’s work it is present in the
early photography of the zhuzhalka collective that
he presented, the corrugated plastic cladding that
is foregrounded in the photograph Nochnoil klub
‘Opera’, the cracked panel tiling of the Khruschev-
era housing in Paradnaia, for example. It is also
striking in the group’s first series Ritmika, in a
more abstract, architectural form. Here I am struck
in particular by the images of the omnipresent
pipework around the city, which, like electricity
cables that criss-cross the sky in constructivist
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fashion, are, I think, true examples of urban
ornamentalism; a kind of visual music, to use
zhtizhalka's analogy, which through its prevalence
has become white noise.

I mentioned Kira Muratova’s work in our meeting and
I have since been thinking about her aesthetics of
ornamentalism and also what scholars have called
her chiasmic qualities. Chiasm is a term taken
from the phenomenologist Maurice Merleau-Ponty’s
writing (Merleau-Ponty 1964) and refers to a kind
of intertwining, entanglement, or interweaving

of the subjective and objective worlds. In Mura-
tova’s films, scholars have located the chiasmic

in the director’s treatment of foregrounds and
backgrounds, and also in the way that her charac-
ters “get entangled in the textures of the world”
(Schulzki 2021), hidden behind plant tendrils

and engulfed by their kitschy domestic interi-

ors. I see these chiasmic practices at play in
Viktor/zhituzhalka's work too. They seem particularly
relevant to Viktor’s series Shoot Me Please, a
collection of individual and group portraits (taken
ostensibly at the request of local residents) and
mounted against various textured urban backgrounds:
a dusty asphalt road, an overgrown brick walkway,

a patch of grass laiden with poplar fluff. The eye
moves between the portraits and their backgrounds
unsure which is the intended focus of attention. I
also see chiasmic qualities in the untitled work-
in-progress series that Viktor presents at the
beginning of our call. Here, the photograph (the
background, or is it foreground?) has been entirely
engulfed by the ornamental addendums the artist has
overlaid on top of the image. The notion of chiasm
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seems particularly pertinent when Viktor begins to
explain that these images are familiar landscapes,
which, through the artist’s displacement, enforced
distancing, have become unfamiliar and strange.
Subjective and objective worlds, here, have not
only intertwined, but have merged into one.

The photograph is central to Viktor/zhuzhalka’'s
work. As he explains, the name zhiuizhalka, which

I wrongly translated at the time as ‘embers’ and
later realised is better rendered as ‘s lag’,

is a reference to the status of the photograph.

The photograph, like slag, is what is left behind
after the extractive process of life has taken
place, a material trace of a dynamic exchange. I
can see this idea manifest itself in different ways
in Viktor’s work: the discarded photographs of the
Shoot Me Please series are literally rubbish on

the ground. But, as Viktor explains, there is also
a more socially constructive understanding of the
name zhuzhalka. Just as slag holds the potential to
be repurposed, to be used in the building of roads
and housing, so photographs can be cultivated for
meaningful cultural purposes. When Viktor talks
about the Soviet postcard photography that his
family used to keep in a chemodanchik under the
bed, I think of Dovlatov’s Chemodan (1986), in
which each object is a key to a memory of the au-
thor’s life before emigration. In Viktor’s work too
the photograph holds the potential for remembrance
and reconnection, either as the rhythmic ornaments
of a former life (Proletarka) or as the foundation
for new imaginings of the past (untitled).
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BikTopia [loHoBaH
i BikTop «KopBik»
3acunkiH

Biktop «Kopgik» 3acunkiH (BK3): BikTopie, Ak Tak BUALLNMO, LLO TH
3auikaBunacb [JoH6acom? 9 3pocTaB B Yacu ogpasy nicnsa posnagy
CPCP, y [loHeubky, i 3aLikaBneHOCTi 3 60KY iHO3EM_OK Y B/lacCHin
KpaiHi abo, 6inbL TOro, MiCTi 4 Mamxe He 3ycTpidya. OcobmBo

O CTOCYETbCS Ky/IbTYPHOI chepu.

Biktopis [loHoBaH (BA): 30aeTbcs, A BNepLue 3alikaBuiacs
[JoH6acoM i nuTaHHAMM, NOB’A3aHMMM 3 MOCTIHAYCTPianbHOO iCTO-
pieto Ta cnagwmHoto npmnbnnsHo B 2016 poui. B Tor yac min 6atbko
CUNbHO XBOPIB, | A NOCTiINHO 13aMna 3 EgnHbypra go Kapaidda, wob
3a HUM gornagaTtn. OgHOro pasy Ha 3BOPOTHbOMY LUIAXY S AisHanacs
npo docnigHnubkuii Apxie KO3iBku [Hughesovka Research Archive,
HRA] y MamopraHcbkinx ApxiBax B J1eksiTi, Kapaidd. 9 Bxe geskuin
yac gymana npo AUBHI napaneni Mixx YkpaiHoto Ta Benibcom — y moB-
Hin nonitTuui, perioHaniamax, KOHGNIKTHUX CTOCYHKAX i3 AOMiHYIOUYUM
CXiOHUM CyCiOM — i, NEBHO, BXE TPOXW r'yrAnaa Lo TeMY, KO
3Hanwna ctopiHky HRA. MeHe Heabusk BpaXanu Mol 3Haxigku npo
iICTOPUYHI 3B’A3KM MixX Benbcom i YkpaiHoto, Npo Te, 9K Bannincbki
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NPOMMUCNOB_WUI 1 NignpueM_ui npuizgnnamn Ha doHbac go YkpaiHu
(B TOM Yac yacTnHKn Pocincbkol imnepil) Ha novaTtky XX ctonitta, wob
npautoBaTh B FipHUYIN Ta cTanieNiMBapHin NPOMUCIOBOCTI, WO came
PO3KBiTann B PerioHi.

Ba Ginblwe, T0 6yB Yac ogpasy nicnga pedepeHayMmy LWOAO BUXOAY
3 €C, konu bputaHia npuiiHana TparidHe (Ha Mi Nornaa) pilleHHs
nMporosiocyBaTu 3a Buxig i3 €sponencokoro Cotoasy. MNogibHo go 6a-
raTboOX MOIX NO_APYr i KONEer g BaXkKOo Bigxoawuna Big, Liel noair
M Hamaranacs 3po3yMiTu, Wwo cranocs. byno ocob6nmeo cknagHo
3PO3yMiTH, HOMY CMiNbHOTU 3 PEriOHIB Ha KLWTanAT Moro pigHoro [ie-
AeHHoro Benbcy, wo 6ynm ynctumm 6eHediuiapamm GiHaHCyBaHHSA
€C, y TaKil KilbKOCTi MpOorosiocyBaan 3a BMXif i3 HbOro. Xo4, NeBHO,
CKNagHUX NPUYKH i 6Y10 YMMano, MeHi BCe X 34aBasiocb O4YeBUa-
HUM, O NaHiBHa aHTUMIrpaHTCbKa PUTOPKUKA, KA B 3HAYHIN Mipi
cTocyBanaca mirpauii 3i CxigHol €Bponu (TyT i CTepeoTun Npo TUX Xe
NMOSIbCbKMX CAHTEXHIKIB TOLLO) BifirpaBana BaXNMBY PO/b Yy TaKOMy
pe3ynsrati. Came TOMy, Ha MO0 AYMKY, TOAi HaCTaB UM HE HalKpaLlmi
yac, abu po3mnoyaTti NPOEKT MPO iCTOPIO BaNNiNCbKOT Mirpauil 4o Ykpa-
THW, abu AOCNIQUTY 3B’ A3KKM MiXK ICTOPUYHOIO Ta Cy4aCHOK MIirpali€lo i
BCTAHOBUTW, SIK Ky/IbTYPHi OOMiHM BN/IMBAKOTb Ha Hali if€HTUYHOCTI.

lapato, MeHe UikaBisaTb MMTaHHA NOCTiHAYCTPianbHOI TpaHchopmaLil
Ta KynbTypu B NOCTIHAYCTPianbHUX perioHax, 30KpemMa, n yepes MoE
BNacHe anTnHCTBOo. 9 Hapoaunacs B [iBaeHHomy Benbci B 1981 poui,
3a [Ba pOoKM Nicns Toro, 9K Ao Bnaau npunwna Maprapet Tetyep. Xo4
s1 4 He NaM’aTato WaxTapCcbKux cTpaiikie 1984-1985 poki., TxHi noni-
TUYHI Hacnigku, 6€3yMOBHO, BI/TMHY/IM HA XXUTTS MOET POAUHM | MilA
cBiTornaa. Mos matu 6yna 3aTaTolo NPOTUBHULEIO MONITUKKN TeTuep,
TOX BOHA Mana HeabusKi CYyTUYKKN 3 MOIM 6aTbKOM, KU HAPOAUBCS
B eMirpaHTCbKiN ipnaHOCcbKo-iTanincbKii poauHi, Wwo 6yna 3HayHo
KOHCepBaTMBHILLA 1 NigTpUMyBana MoHapxito. Konn meHi 6yno po-
KiB i3 0gMHagusTb, MaMa NepeBYMNIAaca Ha colianbHy NpauiBHULIO
M novana npautoBath B cnyx6i 3axucTy giten y JonuHax MNiBageHHOro
Benbcy (rpyna Konmcb NPOMUCNIOBO PO3BUHEHUX NPUMICbKUX pano-
HiB B [NiBaeHHOMy Benbci). JonnHu notepnanu BiA4 couianbHOT CKPYTU
Yepes 3HULWEHHS MPOMUCNIOBOCTI T8 HECMPOMOXHICTb KEPIBHMLTBA
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Tetuep nepebynyBaTtn MicLLEBY EKOHOMIKY. MaM’aTtato, AK Mama 6€eH-
Texumnaca 3y60XKiHHAM, i3 AKUMW 3iLUTOBXHY/IMCS MiCLIEBI CMiNTbHOTY;
pas3oM i3 TM 9 Nnam’siTato, ik BOHa ntobumna JonnHu, IxXHi nensaxm
1 Te, LLIO BOHA BBaXasa CrpaBXHiICTIO B MicLLeBuX Nntogsax. Hesabapom
BOHa nepeixana go Meprtip-Tiggina Ha niBHIYHMIA Kpal gonuHn Tad.
9 3ynnHanach y Hel, KOs NoBepTanacs 3 yHIiBEPCUTETY BNITKY, TOX
AOCUTb O6pe No3HanoMmIacs 3 MiCLLEBICTIO.

HatpanueLum Ha icTopito KO3iBkuM, 9 oy>ke 3pagina Tomy, Lo MOXy
noeaHaTn BacHM OOCBIA i3 AOCNIOHMLBKOK NPAaKTUKOK. AKLWO
TV OOCNIOXKYEL KYNbTYPY 1 ICTOPIiO PagsHCbKUX i MOCTPaaaHCbKNX
Pocii Ta YkpaiHu, To yacto Tebe 3annTytoTb (i LiIKOM CNYLUHO): «AK TH
[0 UbOro npuiwna?» Y MeHe € 3arotoBsieHa BiAnoBigb Npo WAax Bif
6akanaBparty 3 nonitonorii Ta ppaHLUy3bKOIl Kpi3b CTaXKyBaHHA B €B-
POKOMICII 4O 3auikaBneHHsa B nepexigHin nonitmui CxigHol €sponw.
Ane yecHa BignoBigb, NeBHO, € 6inbLL abCTPaKTHOI, EMOLINHOK
Ta XXUTTEBOIO: Lie PIBHOK MipOIo i MO€E NpodecilriHe pe3toMe, i My3ny-
HWI rypT «Manic Street Preachers», i noctep i3 Kapniom Mapkcom
Yy MEHe Ha CTiHi, 1 TaK 3BaHUN OYHT TIHENOKEPKN-KHUTONIOOKN — pO-
MaHun xopoka OpBenna, B AKUX 9 CTapaHHO NigKpecstoBana paaku
XXOBTMM MapKepowm, i icTopil, Wwo X po3nosigana mama npo Moro aiga,
3apeECTpPOBaHOro YieHa KOMyHiCTM4YHOI napTil. Konu a nigivwna
00 BMBYeHHSA KO3iBKM, 0O MPOEKTY «EHTY3ia3m» i MOIX TenepiLlHiX
KPUTUYHO-KPEaTUBHNX AOCNIOKEHD Ha TEMUW MNOCTIHAYCTPIasbHOT
TBOPYOCTI, 1 3p03yMifia, HaCKiflbku MOI HayKoBi iHTepecun 6ynu chop-
MOBaHi MOIMM X LIIHHOCTSAMM i goceigoM. Lle ctano neBHoto Mipoto
MOBEPHEHHSM 0 BUTOKIB i, ragato, 3pobuio 3 MeHe Oifibll r'yMaHHy
pocnigHuuo. 9k wopo tebe, Biktope? 9k Tema [oHbacy 3’aBuniach
y TBOEMY MUCTEUTBI? Yu 6ynn akicb nogil, Wo cnpasmnun Ha Tebe oco-
6n1Be BpaXXeHHs?

BK3: MNepwwi gyMku npo Te, wo [JoHeubK MoXe CTaTn 06’EKTOM 3MOMKM
B MeHe 3’aBunnch nicns BigsianH ¢otodectmBanto B YepHirosi o 2011
poui. Tam 3i6panuck dotorpadm_Hi 3 pi3HNX KyTOUKIB YKpaiHu, i 1 OyB
3O0MBOBaHWUI TUM, WO He Oyno Hikoro 3 [JoHeubKy abo JlyraHcbky. Bynm
xnonui 3 Xapkosa, [Hinpa, Kpusoro Pory, ane He 3 [JoH6acy. Togi X s
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Ai3HaBc4, Wo dpoTorpadiyHa TycoBKa 3HAE yCbOro OAHOro BXe yCnill-
Horo ¢oTtorpada 3 loHeubka — OnekcaHgpa CrpuHagko. Ogpasy
3a3Hauy, WO MOE KOO CNiIKyBaHHA Ha decTnBani cknaganocs i3 Tux,
XTO LjiKaBMBCS BY/IMHHOKO AOKYMeEHTanbHO doTorpadi€to i CydyacHUM
MUCTELTBOM. Pik NOTOMY 51 MPUNHAB yyacTb y noptdonio pes’to, B pe-
3y/1bTaTi AKOro MEHI 3anpOnOHYBaiv HEBENYKY BUCTaBKY Y J1bBOBI.
KypaTopy Kocti CMONsHMHOBY 6Y/10 LiKaBO NOANBUTUCH | MOKasaTtu
rNagay_kam NOBCAKAEHHUN — He napagHuii 6iK XXUTTS Yy MiCTi.

HacTynHWK KpoKoM cTasnio nepLle BUAaHHA GOTO caMBMAABY «XKYy-
»anka» BoceHu 2012 poky. B noganswomy mn — B’ayecnas Cokonos,
PomaH FOxnMuyK Ta 1 — «Ky>Kanko» Ha3Banu i Hawy rpyny. Cama
Ha3Ba MiALTOBXHY/a 4O AYMKU MPO Te, K FOBOPUTU NPO NpUHaNex-
HICTb A0 LaXTapCbKOro perioHy. MNepLui BUNyCckn AEMOHCTPYBanm
KapPTMHKM 3 XXWTTS panoHiB [JoHelbka, abo eMOoLiiH1in NOrNsa Ha aKyCb
noaito, Hamaranncb nepenaTn BpaxeHHs Bif BiABiAMH MOHOMiICTa B [do-
HeLbkin obnacTi. OcTaHHA TeMa Nepepoamnacs y Buragany ictopito
micTa PxaBunHo, konm kypaTtopka I30/19LIT Biktopis IsaHosa 3anpono-
HyBasia Ham 3pO6UTUN BUCTaBKY.

Ha Ton momeHT y [loHeubKy Oyno ABa ManaaHunKa, NoB’a3aHux
i3 cy4acHUM MmcTeuTBOM, Nnatdopma KynsTypHuX iHibiatme 1I30O1ALIA
Ta ranepes da sein i3 Caweto CylUMHCbKMM Ha 4vonii. Byna we ogHa
npuBaTHa cnpoba 3pobuT BUCTABKY Cy4aCHOro MUCTeuTBa, ane il
OpraHi3aTop_K# (3 akux g nam’aTato nmwe AHToHio LLieBueHka) Hasu-
BaNIM Cy4aCHMM BCE MUCTEUTBO, LLO CTBOPIOETHCS B AaHNN MOMEHT.
fAk pesynbrat — ue 6yna 4ynoBa MOX/IMBICTb A9 PiSHUX XYAOXHU_Lb
nokasaTtu cebe, ane, y TOW e 4ac, Kalla 3 yCcboro nigpsaa.

OcTtaTtouHo 7 3arnmbuecs y Temy JoHbacy y 2014 poui nicns no-
4aTKy BiICbKOBWX i Ta nepei3gy Ao Kueaa. NMNoganblui BUCTaBKU
i HOMepa «KyXXanku» He Bigxoaunu Big uiei Temu. A Bnitky 2015 Ha
OCBITHI nporpami «Mo3aika micta» Big LICM / ®yHpauii LleHTp Cyyac-
Horo MucteuTBa a 3ycTpiB dawy Liumbantok i lOno dinin’esy, 3 aknmm
mu 3anyctnnm «Ogicceto [JoHOac».

BikTOpi€, T” BUKOpUCTana TEPMIH «KKPUTUYHO-KpeaTuBHE AOCHi-
D>KeHHs» [critical-creative research]. Po3kayku getanbHiwe npo uen tmn
OOCNIOXEHHS, | 9K BiH BUrNa4a€ B TBOIM poboTi i3 Temoto [JoHb6acy?
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BA: Mapato, Wo 4 3auikaBunaca n novana NnpakTnkyBaTu WoCh

Ha KLWTanT KPUTUYHO-KPEeaTMBHOIo MeToay AOC/IAXEHHS e A0 TOro,
SIK MoYyysia caM TePMiH. Y MOEMY PO3YMiHHI LLe — po60Ta, WO NPOXo-
OWTb Ha MEeXi MiX TUM, WO TpaguuinHO CNpMMatloTb SK akageMidHe
OOCNIOKEHHA (MPaKTUKKN NOrMMb1eHHs 3HaHb NPO NEBHUIN NpeaMeT
3a 4ONOMOrol NEBHOro Habopy AncUMNAIiHAPHUX METOAIB) i 3apa-
30M — TBOpYa MPaKTMKa, WO TakoX € 3aC060M BUPOO/IEHHS 3HaHb
[knowledge production], ane 3a ¢opmoto € Ginbll eKCNnepuMeH-
TaslbHOIO, FPANINBOIO i, O CYTTEBO, — HE OOMEXYETbCSH BUKTIOYHO
TeKCTaMu.

YHiBepcuTeTn TpagnLIiHO po3yMiloTb BUPOBIEHHSA 3HAHb Y OCUTb
iepapxiyHMx TepMiHax. 3arasiom BBaXasnocs, WO HayKOB_MWLi «nNpo-
OYKYIOTb» 3HaHHS B apxiBax, 6i6niotekax i nabopartopisix, a NoTiM Ui
3HAHHS PO3MOBCIOAKYIOTbCS 3@ AOMOMOro «0bMiHy» [knowledge
exchange], «3anyyeHHs cninbHOT» [public engagement] i «po60TK
3 HeakageMiyHuMK ayauTopiamu» [research impact activities]. Y ui
Mopeni MUC/IeHHSA 4O TBOPYMX MPAKTMK YacTo NigxoasTb 4OCUTb
IHCTPYMEHTAaNbHO, SK 40 crnocoby nepeaavi akageMiyHOro 3HaHH4A
WnpoKin ayauTopii. MNagato, 4ns MeHe Taka igea 3aBxaun 6yna Tpoxm
npobnemMaTnyHoo. He MOXy ckasaTu, WO Hanexy 4o Tabopy aHTUiH-
TeNeKTyan_ok, 9Ki, 4K cka3aB 6u 6pUTaHCbKKn KOHcepBaTop Mankn
[oB, «BXe BTOMWUANCS Bif €KCNEPT_OK», ane g AOTPUMYIOCS AYMKMU,
O 3HaHHSA BUPOONSAETLCA 6araTtbma pisHMMM cnocobamu i popmamu:
He nuwe 3acobaMun akageMivyHol MpaKTUKK, ane n 3a 4ONoOMoroto
NepexmnToro Aoceiay, KyNnbTYPHUX IHCTUHKTIB | TBOPYMUX CXUTbHOC-
Ten, NPUTaMaHHUX YCiM N0AAM. YHIBEPCUMTET NOYaCTN 3aTbMapoe
MHOXMWHHICTb HaNPsMiB B3aEMO3B’A3KY MiXK aKafeMiUYHOIO M iHLWMMU
dopmamn BUpOGIEHHA 3HAHb, HAAMIPHO KOHLEHTPYETLCS Ha aB-
ToputapHoMy GopMytoBaHHI 3HaHHSA Yepe3 0OMiH MK 6araTtbma
cy6’ekTaMu 11 yHaCcHU_LUAMU, aKi OPMYIOTb akageMivyHnn ANCKypC.

MoimM nepwnm eKCNePUMEHTOM Y NOAIOHIN NpakTULi CTaB NPOEKT
«EHTy3ia3M», 9kuii 9 koopanHyBana pa3om 3i CtedpaHom Kaagai-

KOM, He3anexHum mutueM i3 lNisgeHHoro Benbcey. Llen npoekT
BWHMK Ha OCHOBI MOro gocnimxkeHHs KO3iBKu i1 po3BMHYBCSA B Ta-
KUX HaMpsMax, ki 9 HIKOIM He Morna ysaBuTr 4n nepenbdayumTtum

98 XYXEAnMuU4



camMe 3aBASKM TOMY, LLO A cniBrpautoBana 3 II0ANHO, SKa 3BMKIA
00 6inblw ekcnepuMeHTasnibHUX Ta TBopUYnx dopmartiB. [poekT HabyB
dopmMn MUCTelbkoro ¢pectmanto, Lo BKAOYAB BUCTaBKU, Tea-
TpanbHi MOCTAHOBKM 1N XUBY My3uKy. [NporpamMa Bkao4ana nokas
apxiBHMX MaTepianie Npo icTopito Mirpauil Bannivi_ok 4o YKpaiHu
HanpwukiHui XIX ctonitta. Mu xoTinm po3taButn Len 4OCUTb aBTopuU-
TapHW Ccnocib BMKNagaHHs icTopil iHwnMn dopmamm BUPOONEHHS

M PO3MOBCIOAXEHHSA 3HaHb, WO BKAOYANW CEPItO KyNMiHAapHUX

i KyNbTYPHMX MancTep-Knacis, KOOpAMHaTOP_Kamu skux 6ynu npea-
CTaBHM_Li MiCUEBUX MIrpaHTCbKUX CNifibHOT iBAEHHOro Yenbcy.

Ha mancrep-knacax BYnIM rotyBaTu YKpaiHCbKi CUPHUKK, FOCTPI Nop-
TyrasibCbKi YOPI30, CMPINCbKI knenya (PpiHikoBe NeunBo) Ta BaNINCbKI
KeWKW (TpaguuinHe 3006He NeYnBo), CTBOPIOBATU NMUCAHKN Y CXia-
HO-MpaBoOC/aBHOMY CTUAI. BigBigyBauy_Ku Xoansm Nomixk BUCTaBKOBUX
naakaTiB, YMTanu Npo iCTopito Mirpauil Bannin_ok Ao YkpaiHu, ane
MOT/IN TaKOX 3YMUHUTUCS 1 MOrOBOPUTU O4_Ha 3 04_HOI0 MNpo Te, 9K
HaHOCUTW Ha anle po3nnaB/eHNi BicK abo X NigCMaXXnTn CUPHUK.
Taknin konabopaTuBHUI CRIBAPYXXHIM CNOCI6 NOWNpPOBaTH 3HAHHS
OY>Xe BiOPIi3HAETLCA BiO akageMivyHOI HOPMU, Ae OOCNIOKEHHS
NPOBOAUTLCS Y BiOPUBI BiO MiCLLEBMX CNiNIbHOT. BiH HagMXHYB MeHe
AyMaTu rnpo HOBI TBOPUi dopmMaTh, B SIKUX MOXHA NPEe3eHTyBaTn CBOIO
po6OTy, a TAaKOX MpPo Te, SK Taka Konabopauia mornia v 4onoMorTm
MEHi 3HanTN MicLe ANKa BlacHUX AOCAIAHULBKMX NPAaKTUK Yy Aianosi 3
MWUCTELTBOM.

«Opiccesa [oHbAc» TAaKOX LiKaBUTbCA CXOXUMW NMUTAHHAMW A Nig-
X04amu, Un He Tak? [MPOEKT KOPUCTYETLCA OEAKMMN BMi3HABAHUMM
akageMivyHnMm MeTogamm (BOCNIAXKEHHS YCHOI iCTOpIl, A0 Npuknaay),
ane, 30a€TbCH, 3aLUiKaBAEHNN He TaK Yy MPUAHATTI MaHiBHOrO HapaTMBy
BUMYLLEHOIO NepeceneHHs, K y MNOLYKY Pi3HOMaHITHMX CNocoobiB,

Y AKi Y4aCHU_Li MOXYTb BUC/IOBUTM BNACHI AyMKW NPO Len JocBia,
3a 4OMOMOroK OMNOBIAl, ManyBaHHSA, CTBOPEHHA MUCTELTBA, BULLNBKM,
aHimMauir Towo.

BK3: Tak, Le npaBga — BU3HAYEHHSA KPUTUYHO-KPEATUBHUIA Nacye 00
«Ogpiccei». Ha Kypci i3 naptncmnatmBHoro mucreursa (ae mu 3 [lawoto ta
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lOneto nosHaomMununce) 6yna nekuia Npo CoLioNoriyHi MeToan aocnia-
>XXeHb. BOHa CMNbHO BMN/IMHY/MA Ha «akafAeMidHy» YaCTUHY MNPOEKTa — Ty,
LLIO CTOCYETbCS 36MpaHHA iHbOopMaLi: NPOBEAEHHS IHTEPB'tO, BUOIPKY
NIOAEN, MEHTasbHI KapTh K MeTod gocnimkeHHa. MNigyac npeseHTauii X
MW Hamarasamcst CTBOPUTK CMiNIbHOTY 3 PO3PI3HEHUX MtoAEN 3i CRiNTbHUM
6eKrpayHaoM, SKi MeEPEXUBaOTb LLIOKOBUIN CTaH, TPaBMy.

Haronoc B npoekTi cnepluy 6yB Ha cnpo6i NnepeBeCcTy Bif y3arasbHIo-
IOYOro TEPMIHY «nepeceneH_Kuy» 40 NpUBaTHUX ICTOPIN — Ha NnpoTuBary
Megia Ta iCTopiamMm, Lo NOLIMPIOTLCS i3 YCT B yCcTa. Hanpuknag, ToBa-
pvL, Wo nepeixaB go MNonTtaeBu, po3noBigas, Wo npu crnpobi opeHamn
XXMUTNa Xa3sanka nocraBmia NoMy 3anuTaHHs: «Agxe Bu He BygeTte
Biwatn npanopa AHP?», Hibn TO B 9KOroCb i3 3HanomMmx Take 6yno. | ue
e He Hauripwmnii BunagoK, OCKiNbKN novacty po3MoBa i3 Xa3sn_Koto
3akiH4yBanacs Nicns NUTaHHSNA: «3BiAKK BU?». XOTINOCA BUBECTU MAa-
ay_OK i3 3ara/slbHOro natepHy MMC/IEHHS MPO TUX, XTO noixas 3 [JJoHbacy.

BA: MNagato, Wo NpoeKTy ayxe gobpe ue BaaeTbcs. MeHi go Bno-
0o6un Noro NocCTinHa eBONIOLIS N MepeTBOPEHHSA, KON Yepes HOBI
dopmaTh 3HAXOAATLCS HOBI CEHCU, @ Pi3HI KOHTEKCTU, B AKUX MPO-
XOAATb BUCTABKM, MPOBOKYIOTb HOBI peakLil. o TBoemy npuisai oo
CeHT1-EHapiocy T” cTBOPMB HOBY POOOTY Ha OCHOBI KBApTUPW TBOET
6abyci 3 [loHeubKa. TV BUKOPUCTaB Ty CaMy €CTETUKY MeHTaNbHNX
Man, Lo BXe 3’aBunach AeiHae B NPOEKTI, i 3@ 1T 4ONOMOro CTBOPUB
rnoBHOMacCWTabHUI NNaH KBapTMpK, NO AKOMY BiABioyBay_KuU MO
XOANTU, MPOCTTYXOBYIOUM YPUBKN 3 YCHUX ICTOPIN Ntogen, aKi NoKn-
HyM CBOT AOMIBKM Ha [loHOaci nicnsa noyaTky BinHW. [Nam’artato, konm
a1 3aKWwna, Wwob NoamBmnTMCA Ha MoHTax, Jap’sa [Liumbantok] TuubHyNa
MEHi 4O pYK Mapkepa 1 nonpocmaa 4ONOMOrT! 3 pO3MasibOBYBaHHSAM
eeMeHTIB NnaHy (ue BigbyBanocs B OCTaHHi XBUAWHK). AK AO4WHI
6e3 nocBify B XyAOXHIX NpakTnkax, MeHi 6yno uikaBo nobauntu, Lo
LLEN NMPOEKT He CTiNIbKN NMPO CTBOPEHHS ideanbHOI ECTETUKMN, CKiNTbKN
npo npouec Konadopalil, YoOpMyBaHHS CMiSIbHOT Yepes3 3a/lyyYeHHs.
lapato, ue Habnmxae Noro Ao NPOEKTY «EHTY3ia3m», 9K1ii M1 CTBO-
punn pasom i3 CtepaHomMm. [1o TOro s Hiko/IM NO-CNPaBXHbOMY

HEe NpakTuKyBasaa NapTUCUNAaTUBHICTb | HE 3HanNa, Wo TBOPYY poboTy
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MOXHa NPoayKyBaTh Pa3oM i3 MiCLLeBMMMU CNiNIbHOTAMW B TakUin CMo-
Ci6. ns meHe ue 6yB gincHo ¢opMaTUBHUI AOCBIA, | BiH 3MIHUB TaKOX
i Te, AK A AyMato Npo npouec gocnigxeHHa. lagato, Wo MoeE 3aLikaBs-
NEeHHs y KonabopaTUBHUX MeToaax — crnocobax, AKUMM MU MOXEMO
€TUYHO NPOBOANTM AOC/IOXKEHHS, HE €KCM/IyaTyloumn CifIbHOTY, i3
AKUMW MU NPaLOEMO, — BUPOC/O 3 LUMX OOCBIAIB.

BK3: Tak, B CeHT-EHAptoCi M1 noka3yBanun HaHeCeHW Ha nignory
nnaaH kBapTMpun Mo€i 6abyci B macwtabi 1:5. Mo HboMy MoXxHa 6yno
XOAUTU | PO3ANBAATUCSA HaMaNboBaHi NpeaMeTn — Meb1toBaHHSA
KBapTMpu, 9K A 11T naMm’aTtato, — i cyxaTu po3noBigi Npo nos’s3aHi

3 HMUMK cnoragu. Ty nNpaBa, ecTeTUYHNN BiK NPOEKTY HacC LiKaBuB

B OCTaHHIO Yepry. 3po6eHi y4aCcHU_LAMK B NPOLECi iHTepB’io
MasloHKM 3 HanMcammn CTBOpuaIn obpas BiOKPUTUX Ta LWMPUX iCTOPIN.
JopaBaTtu WOCb 4O LUbOro He XoTinocs.

[yL1010 NPOEKTY Ta OCHOBHMM HAros0com 6ynn napTMCUnaTmuBHI
yacTnHu «Opiccel [loH6ac» — iHTepB’Io i, Mi3HiWe, BOPKLONW, iHTep-
BEHLUIT B Ny6NiYHMN NpocCTip. Y 6inblIOCTi BUNaAKiB MOE 3a1y4YeHHS
00 npouecy B3aemMogil 3 yd4acHn_usamm 6yno miHimansHum. (Mpo-
BOAUTM iHTEPB’I0 3 BHYTPILWHLO NepeMiweHnmmn ocobamm (BIMO))

3 [JoH6acy suxiguto 3 [loHeubka, MeHi 34aBanocCb HENPaBUIbHUM.
Mo6otoBaBcA, WO MOS 3aLikaB/IEHICTb Y AeTansax Ta 3HaHHSA 3arasb-
HUX MiCLib MOXE BUKPUBUTU KAPTUHY Y MOPIBHSAHHI 3 3aLiKaBNEHICTIO
NIOANHN, WO He3HanomMma i3 JoHb6acom, abo 3Halrioma 3 MicTaMu

Ta TOKasIbHUMU OCOGMNBOCTAMM IULLE 3 YYTOK. 9 BCOTyBaB icTopil

Ta BCe, WO BiaOYyBa€ETLCA HABKPYIrM ONOCEPEOKOBAHO: C/TyXaroumn
iHTEPB’t0 MOBHICTIO i BigOMpatoun umTaTh Ta aygiobparMeHTu 3 BUCTa-
BOK. MabyTb, MOTM HAaNCU/bHILINUM BpaxeHHsaM 6yna napa 3anucis,
wo ix 3pobuna tOnia KiweHko (Boctok-Aom 2018). BoHa cninky-
Basach i3 NoAbMU, LLO XUBYTb NOPSAA i3 MiHIEID PO3MEXYBaHHS.

Tam, ge noam NPoAOBXYIOTb XUTU, HE ANBASYNCH HA NOTPaNAAHHSA

B OYAMHKM CHapAA4iB Ta iXHix yiaMKiB. XToCb AonomMara€ BinCbKOBUM,
He 3BepTatoyn yBary Ha ocypq OifibLLOCTI XXUTETb_OK HaBKpPyru. XTocb
60I1TbCH, WO NPUIRAYTb CUAN 3 NPOTUIEXHOIO 6OKY NiHil pO3MeXxy-
BaHHS, @ XTOCb CMNOAIBAETbCS Ha Le.
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BA: BikTope, MeHi LikaBO, fK Pi3Hi MPOEKTK, A0 SKUX TK OYB 3anyye-
HUWM i Wo cTtocyBanuca [loH6acy, NoB’A3aHi Mixk co60t0? Y He mir 6m
TN PO3MOBICTM TPOLUKM BiNbLUe NPO «XKyXasnky»? Yn 6yna MotuBaLis
[0 CTBOPEHHSA KONEKTUBY YNCTO €CTETUYHO, 860 X iCHyBanu CninbHi
iHTEepecu Ta LiHHOCTI, WO 3BE/M Bally rpyny pasom?

BK3: «xy>anka» chopmyBanacs i3 ¢oTonocMaeHbok 3 No_apyramu.
Konu mu 3 Pomoto KOxnmuykom 3agyMyBann NOCMAEHbKN, Ham 6yro
uikaso AgpykysaTtu dotorpadii, 06MiHIOBATUCHA HUMW, NOKa3yBaTU cepil
3HIMKIB, MOEQHAHUX AKOKOCb TeMOto abo icTopieto. Mn Hamaranucsa
npuaymat Temy 4719 3MOMKU, Hibn 019 AOMAaLLHbOro 3aBAaHHS, SKa
6yna 6 uikaBa yCiM y4aCHM_LIIM NOCUAEHBOK. IHOAI HaM WwacTnno
3yCTpITMCS i3 MicLeBUMM yenilHUMK doTorpad_kamu. Micna sycTpidi

3 Knupunom lonosueHko mu 3auikaBuimcb ¢opmaTtom doTosiHy. Jecb
3a piK 3ycTpiven ctano 3po3yMino, Wo cepes y4acHU_Lib € TpU fTto-
ONHU 3i CXOXMMU iHTEPEeCaMn B eCTETUYHOMY Ta TEMATUYHOMY MiaHax,
nogibHMMM B Nigxodi A0 3MoMKU. BusasmsLum Le, My Nilwnv 3HiMaty ogviH
3 parioHiB [JoHeupbky i 3i6panu 3 oTpuMaHux ¢otorpadin 3iH. Cnasa Co-
KOJIOB 3aMpornoHyBaB Ha3BY A/15 3iHY — C/TOBO XYXKE/TULA, «Ky>Kasika»
POCINCbKOIO, AKOrO A He 3HaB Ha TOM MOMEHT. XKy>kenvua — ue Bia-
XO4M BYTiN/IA, HEIO 4OPOrK NOCUMAOTh, | Nigyac OyaiBHMUTBa OyANHKIB
BUKOPWUCTOBYIOTb B CENULLAX Ta LLIAXTAPCbKUX MicTeukax. B ubomy croBi
i nocMnaHHs Ha Mmicue, i BigHoLWweHH:A 0o doTorpadii — 9k 4O YOroch,
O Neperopino, Nepexmno MOMEHT CBOEI MaKCUMasibHOT BN/IMBOBOCTI,
ane BcCe We MaE fKyCb YTUiTapHy KOPUCTb.

o 2014 mu 3anmanucsa 3iHamu. BiasHaswu wocb HoBe, abo ne-
pebupatoun CBOI CTapi 3HIMKW, MU LUYKasiv TeMU i 3LUMBANN OKPeMI
dotorpadii B Halle cninbHe BigvyTTS Bif TOrO 4YuM iHLLIOro acnekTy
NOBCAKAEHHOCTI. B ecTeTMyHOMyY nnaHi Mu XOTinu BiginTK Big 3aranb-
HOMPUNHATHOI «Kpacueoi» doTorpadil, Lo nepeBaxana B AOHELbKNX
potorpadivyHnx konax. A TeMaTM4yHO — Bifl CTEPEOTUMHUX NOrNAAIB
Ha [JoHeLbK, cbopMOBaHUX B MICTi MidiB, LUTAMNIB Ta YABMEHb, LLO Ny-
HaloTb B Megdia. «[JoHeubK — MICTO TpoaHA», «[JoH6AacC HiXTO He CTaBuB
Ha KosliHa», «[oH6ac NOPOXHAK He ToHUTb», «[JoH6ac — CMOKOHBIYHO
pocirncbka 3emndaly, «[JoHb6ac rogye Bco YkpaiHy», @ O4HAaKOBO 1 3a-
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KNKIB «OTOYNTM BeCb [JOHOAC KOMYNUM APOTOM» | TOMY NOAIGHOIO.
Mwu rosopuam 3a gonomoroto dotorpadii Npo NOBCAKAEHHE XUTTS,
MOro cBOEPIAHY NoeTnky. PanoHn micta, 3anisHUYHUI BOK3asl, Maco-
BWI Nepernag TpaHcauin ¢pytéonbHOro maTyy, peknama, MOHOMICTO
€HaKieBO, MaLLWHW, PUTMIKa ANTAYMX MangaH4MKIB.

MounHatoum 3 BUcTaekM B 130J19UII M1 cTanu BUCIOBAIOBATUCS npo
JoH6ac. Lo mu xoTinn Bucnosutn? Biguytrsa HectabisibHOCTI, Ha Npo-
TUBAry 3aknnKy «CTabinbHICTb | LOO6POOYT», i, Ni3HiLe, BXXe NoiXaBLUK
3 [loHeubka Ta nepebyBatoum B Pi3HUX MiCTaX — NePEXMBaHHSA BillHW.

BA: Tak, a 6a4y, 9k poboTa «Ky>anku» BioKnaae Ti caMi yaBneHHs

npo cTabinbHICTb | LO6pPOOYT, WO iX TUMOBO acouitoBaan 3 MPOMUC/IO-
BUMM perioHaMm, 0oCo6/IMBO B pafsiHCbKi Yacu. 9K Ha MeHe, BU fyXe
edeKTMBHO MigpmBacTe KynbTypHi Gopmu, LLO BUKOPUCTOBYBA/INCS
pagsHCbKOIO CUCTEMOIO (Hanpuknag, y cepii «PxaBunHO» KonekLUito
NINCTIBOK, AKi TUMOBO 306paXkany ineonoriyHo nNpaBubHI JOCTONpuU-
meyaresibHOCTH). MeHi LikaBO MOPIBHIOBATY TAaKOIO TUMNY KPUTUYUHY
MUCTELbKY MPaKTUKY 3 pO6OTOLO, LLLO TPMBAE CbOrOAHI B MOCTIHAY-
cTpianbHmx perioHax CnonyyeHoro Koponiscrtea. Hapasi s Begy
nepemMoBMHU 3 <KAmber», XyA0XKHIM KONIEKTUBOM i3 [JapeMy (KOMULLHIN
LIAXTapPCbKUIM PErioH Ha NiBHIYHOMY cxoai AHIT), LOA0 MOXINBOIO
MancTep-kiacy. Ha HboMy yyacHW_Li 3MOXYTb MOMIpKyBaTu Npo Tpa-
ANLIED MPOMUCIOBOrO Nernsaxy i cnpobyBaTn CTBOPUTU HOBI dopmaTtm
TBOPYOI pO6OTK 3 TEMOIO NPOMMUC/IOBOI CNalnHn. «<Amber» Ma€e
6e3ni4 30e06iNblOoro 4OKYMEHTaIbHMX KIHOPOGIT NPO PoBGITHMYKMIA KNac,
wo caratoTb 1970-x pp., i y CBOI eCcTeTULi BOHM BigYyTHO COLiaMiCTUYHI.
TxHs po6oTa Ay>Ke KPUTUYHA MO BiAHOLWEHHIO A0 HeonibepanbHOT
noniTnkKn, aky bBputancekni ypsa nposagutb 3 1980-x pokis, NOAITUKNK,
WO Mana HULLIBHI HacNigKn ans mMicueBOl EKOHOMIKM M MPOMMUCIOBOCTI
B NeBHUX YacTnHax CnonyyeHoro Koponisctea. LLle oanH micueBuii
xynoxHuk Kapn Ixonc, po6oTty akoro a1 To6i nokasyBana, y CBOIX
dinbmax i dotorpadii gocnigkye couianbHi HACNIAKM MNONITUKN KOH-
CepBaTOP_OK, AOKYMEHTYE Ky/bTypy MiCLLEBMX NPOAOBONbYMX OAHKIB
[food banks] i genonynsauito, Wwo Bigdynacs nicnga ypisaHHS iHBECTULIN
ONS KONMUCH KBITY4YMX POBGITHUYMX PANOHIB PETIOHY.
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3BuYaliHO, B MOCTPaaAHCbLKOMY NPOCTOPI coLliasniaM BUK/IMKAE 30BCiM
iHaKLWi acouiauil, TOMy Ha UMX MancTep-knacax MeHi LikaBo 3BOAUTH pa-
30M po60TK 3 NOCTIHAYCTPIaNbHOT Tematukm B BpuTaHii Ta YkpaiHi (mogair
TaKOX 3annaHoBaHi B E60y-Benn, KONMMLWHbOMY LIEHTPI CTANEBOro BU-
po6HuuTtBa B lNiBaeHHOMY Benbci, a Takox B 3axigHomy JloTiaHi, cepui
LIOTIaHACBHKOT CNaHLEeBOI NPOMMUCIOBOCTI). [le B NONITMYHOMY CNeKTpi
TM MO3ULIOHYELL CBOIO POBOTY, AKLLO NO3MLIOHYEL B3arani? Yn BoHa
NiDKMBAOETLCS NEBHUMM ifeanamu i LUiHHOCTAMM, @ YM € MPOCTO BiAMo-
BiAAK HA MOMITUYHY CUTYaLto, WO TX 1T MOMIYaELL HABKOMO cebe?

BK3: O, Henerke 3anutaHHsa! MeHi cknagHo BigHECTW Hali, K Frpynu,
LiHHOCTI Ta BUCNOB/MIOBaHHSA 0O AKOICb YiTKO BUPaXKeHOT NoniTuy-
HOT no3uuil. Mn o6rosoptoBann Halli Big4yTTa Ta NOrNa4 Ha Te, Wo
BiAOYBAETbCSH HABKPYIrM B KOXKHUIN OKPEMUI MOMEHT, TaK K MiX nia-
rOTOBKOIO 40 BUCTABOK MPOXOANIO JOCTaTHbO 6araTo yacy, 3a 9Kun
MW MIHAIN MicLle 11 KpaiHy nepebyBaHH4, BiACTOPOHIOBANUCHL | 3HOB
3arnnénioBanncb B iHpopMaUiiHMX MOTIK, MOB’A3aHu i3 [JJoHeLbKOM.
[y>xe uikaBo, 4M Bunae B pesynbrati BOPKLLONIB 4OCAIANTU PISHULIO
y COpUrHATTI NiBux B AHMIT Ta YKpaiHi. [agato, Yepes pagsHCbke Mu-
Hy/e pisHUUA Byae oy>e MOMITHOLO.

BA: Tak, a9 TakoX UMM 3aiHTpurosaHa. LlikaBo npautoBaTtn ogHOYaCHO
y OpUTAHCbKUX Ta YKPATHCbKUX KOHTEKCTaxX. Tak 6arato cninbHoOro

Yy BUMIpi NPOMUC/IOBOT iCTOPIT Ta CnagLwmHu, ane, 9K T BXe 3a3Ha-
UmB, Pi3HI MONITUYHI CNagKu ABOX KpalH BN/avBatoTb Ha Te, B SAKi
Crnoco6u CniflbHOTM NPAaUIOIOThb i3 MUHYNUM. A HEeWO4aBHO BUCTyNana
Ha KoHdepeHLUil, NpucBaAYeHin HadpTOBIN CNagLLUVHI, e po3no-
Bigana npo mysei npommcnoBocTi B CnonyveHomy KoponiscTsi

1 Npo Te, 5K BOHW CTaloTb NEBHOIO poay couiasibHUMK Kny6amm

ONs Nofen, aki npautoBanu y (BXe He HaaBHIN) MicueBili NpoMKCcno-
BocTi. B Japewmi n E66y-Benni B lNiBaeHHOMY Benbci (ae konuco 6yB
HanbinbWKn cTanennBapHUin 3aeog y €8poni), NPOMUCNOBI My3eTl
NpauioTb Nid KEPIBHMUTBOM KOJULLHIX LWaxTap_OK Ta cTasieBap_oK,
AKi Heabusak 06i3HaHi N AyXe NUWalTbCs CBOIMU KONEKLIAMMN. IxHa
po6oTa MOXe BMAATUCA Ay>XEe NPOTEKLIOHICTCbKOIO: HELLLOAABHO,
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Hanpvknag, Min Apyr-xygoXXHUK 3iTKHYBCS 3i CKNagHoLWaMn, Konam
XOTiB OTpMMaTK AOCTYN A0 apXiBy 4OKYMEHTabHUX GiNbMiB 3aBOA-
cbkoro myseto E66y-Belina, wo BiH ix niaHyBaB BUKOPUCTATK Y CBOIN
Bigeo iHcTansauil. Taka 3axmMcHa peakuis € 3po3yminoto. 149 6aratbox
Le He € CnagWwunHOIO AKOroChb 4aneKoro n nam’aTHOroO MUHYNOro;

Le — YacCTMHa XMBOI iCTOPIl: iHOAI N cnpaBXHi peui, Wo HOCKMAK Ntoau,
ab0 X CTaHKWN, Ha AKNX BOHW NpautoBanu. IHCTUTyuiiHa meMOpaHa,
WO pO3aiNd€ MUHY/E N CbOrOAEHHS, CNaALUUHY 1 NEPEXUTUIA OOCBIA,
TYT € HACTI/IbKN TOHKOIO, LLO 1T HIGM Manxke He icHYE. Lle MeHi TpoLwkn
Haragye uepkBu, aki B PagaHcbkomy Coto3i nepeTBopuaiv Ha Mysel,
ane aKi 3anMWwnancb GiNblU-MeHL HE3MIHHMMK Ta NPOAOBXYBaNn
3any4aTtu Bipyloumnx (Hexarn y SKOCTi My3erHUX BiaBidyBay_oK) Tak,
WO B pe3ynbrati Oynu My3esamu TiibKK 3@ Ha3BOIO.

Mpautotoun 3 yKpaiHCbKMMW NapTHep_KaMu B NPOEeKTi «(Po3)apxi-

BYBaHHS (MOCT)iHAYCTPIi», 1 MOMIYalo CXOXi KyNbTypHU, LLLO KEPYIOTb
cnpaBamMu cnagwuHn. TexHiyHa ekcnepTmaa, Wo CTOITb 3a BpsayBaH-
HAM KoNekLUil, 4o nNpukniagy, MPOMUCIOBOI, € TAKOIO XX HAA3BUYaNHOIO;
nuule nogyMmatu, Hanpukniag, Npo BClO KPONiTky po6oTy 1 yBary,
3 AKMMKN POBUTBLCA NPOEKT Munxanna Kyniwosa «LLaxTbl n pygHuKu
HoHb6acca». |, nogibHo 0o 6pUTaHCbKKUX iHiliaTUB, Taka ekcnepTusa
MoYacTV HaJAETbCHA HA BO/TOHTEPCBHKMX OCHOBAX TUMU, XTO KO/IUCb
npautoBaB B MiCLEBi1 MPOMUCIOBOCTI 1 yCe We Ha CUMBO/IYHOMY
piBHI NOB’A3aHMI 3 LEIO CNaaLLnHoLo.

LlikaBO MOpPIBHATM NPaKTUKN 3a/Ty4EHHS CMiNTIbHOT Y ABOX KOHTEK-
CTax i nogymatu npo Te, AK NONITUYHI ycnaaKyBaHHS (TETYepU3mMm,
XKOPCTKa eKoHOMiqA Ta bpek3unT y Bunagky Benwvkoi bBputanii 1 pagax-
LWKWHa, NOCTpaaaHCbKa TpaHchopMaLif, peBontoLia i BinHa y BUNagKky
Ykpaiuu) opMytoTb CMPURHATTA LMX MaTepianis. AuBnauumcob
Ha Te, 9K 6puTaHCbKi My3e€i 3a/y4atoTb BiABiAyBay_OK Yy couianbHUX
Mepexax, MOXHa NOMITUTM YMMasio POMaHTUKKM N HOCTanbril, MOB’s3a-
HWX i3 «4acaMun PO3KBITy» 6PUTAHCBbKOT MPOMNCAOBOCTI. Hacnigku
ONS eKOoNoril n ekcnnyataTtopcbka NoAiTUKa LMx YaciB 4acTo BigXoaATb
Ha OPYrvi NaaH Woao BigvyTTa iAeHTUYHOCTI M 3HAYEHHS, LWo Oynun
NPUCYTHI B perioHi, abo X Big4yBanuncs sk Taki, Koam npoMUC/OBICTb
npautoBana. lNapTHepkKa Haworo NpPoeKTy 3 MapiynonbCbKoro Kpaes-
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HaB4oro Myseto AHHa barayeHko Tex BigcniaKoByBana nepenoctu
oundpoBaHMX MaTepianiB NPOEKTY i KOMeHTapi nig HUMK y dencbyky.
Leski 306paXxeHHa 1 KOMeHTapi Ha CTOpiHKax OpPUTaHCbKKX Ta yKpa-
THCbKMX BE6 canTiB Oynu HaNPO4Yya CXOXUMU: 300paXKeHHSs iHTep’epy
BXE 3HULLEHOT KpaMHULi abo yHiBepMary He MOXyTb He BUKAUKaTH
HOCTasbrilo, CNnoragnM MoNoAOCTI UM AUTUHCTBA, AYMKU MPO MUHYSe.
Xou pagsiHCbKe MUHYyre 4n TeTyepcbka bputaHia vac Big 4acy Bupu-
HalOTb Y ONCKYCifAX, Ui MpocTopwn Ginblue roBOpATb HAaM NPO CyCNifibHY
conigapHiCTb, CMiBAPY>XHICTb HABKOO CMiSIbHOro JOCBIAy (Xo4 i cknag-
HOrro, eKCNyaTaTopCbKOro M HULWIBHOMO A1 €KO/Ooril) i Npo cnifbHe
OCMWC/IEHHSA MUHYNOTO.

BikTope, gk T1 6aunLl CBOK POGOTY B KOHTEKCTI Biflbll TpaguLuin-
HUX GOPM KyNbTYypPHOro BUpOBGHULTBA Ha [JoH6aci cborogHi (Mys3er,
Kpae3HaBui Matepianu, yCinsaki Taki pedi)? 3Halo, Wo y «P>xaB4ynHO»

TV 3a/Yy4UB IHCTUTYT PAAAHCLKUX UCTIBOK, WO Bynn BaXX/IMBUM
3acoO0M MOLUMPEHHS 3HaHb NMPO MiCLUs cepen 0KanbHOT ayauTopil.
Yn TBOA pobOTa KPUTUKYE NOAIOHI IHCTUTYLIT, Lo chopMyBanm ysB-
neHHsa npo Jonb6ac MuHynoro?

BK3: B MOEMY CNPUAHATTI 3MICT HaLLMX KapTUHOK OyB, CKOPILL,
peakLUi€lo Ha BENUKY KiNbKiCTb BUINM3aHUX 300paXkeHb Ans pagocTi
o4yen MeLlKaH_OoK MicTa Ta TYPUCT_OK, HaMaraHHAM BigTiIHUTU chop-
MOBaHi CTepeoTMnU, a TAaKOX iPOHiA Mo BiAHOLWEHHIO 4o nadocy
pagsHCbkmx popmyntoBaHb. | 3MicT doTorpadin, i popma posnosctoa-
XEeHHS GOTOBMAAHb «KYXanKu» y BUrNAAi APYKOBaAHOT NpoayKLUil
6ynn NpoTUcTaBNeHHAM 6araToTMCAYHUM Hak/agaM pagsHCbKUX
poToanbbomiB npo [doHeubk. Haknag 6inblIOCTi HaWNX BUAAHb
He nepesullyBaB 50 ekzemnnsapis.

Mwu BiguyBanvn NnpoBanasa MK TUM, WO 6a4nIn HABKPYrn
i o6bpazamu, aki 3anmwmnunce 3 Yacie CPCP i npogosxyBanu Kysb-
TUBYBATUCS B KY/IbTYPHUX IHCTUTYLISIX: «MiCTO MiNbiAOHa TPOSHAO»,
«Hal3eneHiwe npoMuncnoea Micto €eponun». O6pasu, Wo 3akKpi-
nmnucs 3a [JoHeubkom B 1990-Ti y npeci Takox 3a3Hanun 3miH. Mu
cnpobyBanu BMpa3nTK Ta 3aKPIiNnMTK Hal JOCBIg i Te, Wo BigkpuBa-
NOCS HaLWKMM o4aMm, y HOBi o6pasu.
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Victoria Donovan
and Viktor “Corwic”
Zasypkin

Viktor “Corwic” Zasypkin (VCZ): How did your interest in Donbas
come about? | grew up in Donetsk right after the fall of the USSR, and
rarely met any foreigners who were interested in Ukraine, let alone my
city. Especially when it comes to the cultural sphere.

Victoria Donovan (VD): My interest in Donbas and in questions related
to post-industrial history and heritage began around 2016, | think. My
dad was quite unwell at that time and | was travelling fairly regularly
from Edinburgh to Cardiff to look after him. At some point during one
of my trips back home | found out about the Hughesovka Research
Archive (HRA) at the Glamorgan Archives in Leckwith, Cardiff. I'd been
thinking for some time about the odd similarities between Ukraine and
Wales — the language politics, the regionalisms, the conflicted rela-
tionship with a dominant Eastern neighbour — and had probably been
lightly googling that topic when | came upon the website for the HRA.
It was really exhilarating to find out about the historic links between
Wales and Ukraine, to learn that Welsh industrialists and entrepreneurs
had travelled to Donbas in Ukraine (then part of the Russian Empire)
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at the turn of the twentieth century to work in the region’s burgeoning
mining and steelmaking industries. This was also the period just after
the EU referendum vote when the UK had tragically (in my opinion)
voted to leave the European Union. Like many of my friends and col-
leagues | was reeling from this experience and trying to get my head
around what had happened. It was particularly difficult to understand
the reasons why communities from regions like South Wales, where |
was born and had grown up, who had been net-recipients of EU fund-
ing, had voted in such numbers to leave the EU. While these reasons
were clearly multiple and complex, it seemed obvious to me that the
pervasive anti-migrant rhetoric, much of which centred on migration
from Eastern Europe (the stereotype of the Polish plumber, etc.), had
an important role to play in the outcome. For this reason, it seemed
the perfect time to put together a community-facing project on the his-
tory of Welsh migration to Ukraine; to explore the connections between
historical and contemporary migration and to think about the ways in
which cultural exchanges inform our identities.

| suppose | am also interested in questions of post-industrial trans-
formation and the culture of post-industrial regions because of my own
upbringing. | was born in South Wales in 1981, two years after Margaret
Thatcher came to power. While | don’t remember first hand the miners’
strikes of 1984-1985, their political aftermath definitely informed my
family life and my outlook on the world. My mother was a rabid an-
ti-Thatcherite and would have terrible rows with my father, born into an
Irish-ltalian immigrant family, who was much more conservative than
she was. When | was around 11 my mum retrained as a social worker
and began working in child protection in the South Wales Valleys (a
group of industrialised peri-urban valleys in South Wales). There was
enormous social deprivation in the Valleys because of the devastation
of industry and the failure to rebuild local economies under Thatcher. |
remember my mum being very troubled by the conditions of impover-
ishment faced by local communities; but | also remember how much
she loved the Valleys, the beauty of the natural landscapes, and what
she saw as the authenticity of the people. She eventually ended up
moving to Merthyr Tydfil at the north end of the Taff Valley. | stayed with
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her there when | was back from university in the summers and got to
know the local scene quite well.

When | happened upon the Hughesovka history, | was excited to
bring together my own life experience and my research practice. As
a cultural historian of Soviet and post-Soviet Russia and Ukraine, you
often get asked (quite reasonably) “how did you get into this?” | have
a prepared answer that takes people from my undergraduate studies
in Politics and French, via an internship in the EU Commission, to an in-
terest in transitional politics in Eastern Europe. The real answer though
is probably more abstract, emotional and lived: it's as much to do with
the Manic Street Preachers and the poster of Karl Marx on my wall as
a self-styled bookish, teenager, the novels by George Orwell that | dili-
gently highlighted in yellow, and the stories my mum told me about my
grandad being a card holding member of the Communist Party, as it is
about professional CVs. When | came to the Hughesovka research, the
Enthusiasm project, and my current research on themes of post-indus-
trial creativity, | realised how much my research interests were informed
by my values and experiences. This has been a kind of homecoming of
sorts and has made me a more compassionate researcher, | think. What
about you, Viktor, how did you come to make art about Donbas? Were
there any experiences that were particularly important for you?

VCZ: | started to think about Donetsk as a potential theme for pho-
tography after visiting a festival of photography in Chernihiv in 2011. It
brought together photographers from all over Ukraine, but | was sur-
prised to see that it didn’t include anyone from Donetsk or Luhansk.
There were guys there from Kharkiv, Dnipro, Kryvyi Rih, but none from
Donbas. It was there that | also found out that the only photographer
from Donetsk whom everyone in photography circles knew was the
well-established artist Oleksandr Strinadko. That said, at the festival |
was mostly talking to people interested in street documentary photo-
graphy and contemporary art. The next year | took part in a portfolio
review that gave me the opportunity to put together a small exhibition
in Lviv. The curator, Kostia Smolianinov, wanted to see and show view-
ers the everyday, unglamorous side of life in the city.
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The next step was the first self-published photo-zine of zhiuzhalka
in the fall of 2012. Later, Vyacheslav Sokolov, Roman Yukhimchuk and
| decided to name our collective zhuzhalka. The name itself brought
up the question of how to speak about belonging to a mining region.
The first issues showed pictures of everyday life in different districts of
Donetsk, or an emotional response to an event, or an impression of
visiting a monotown in the Donetsk region. The issue about the mono-
town turned into a fictional story of a town called Rzhavchino, when a
curator at IZOLYATSIA, Victoria Ivanova, proposed that we develop it
into an exhibition.

At the time, Donetsk had two venues engaging with contemporary
art, IZOLYATSIA and da sein gallery, led by Sasha Sushinsky. There was
another private attempt to make a contemporary art exhibition, but its
organisers (I only remember Antonio Shevchenko) considered any art
being made now to be ‘contemporary’. As a result it was a great oppor-
tunity for a variety of artists to exhibit their work, but at the same time it
was a wild mix where anything goes.

| got stuck on the topic of Donbas in 2014 after the war broke out and
I moved to Kyiv. Subsequent exhibitions and issues of zhuzhalka never
strayed from this theme. And in the summer of 2015, during the summer
school Mozaika mista, | met Darya Tsymbalyuk and Yulia Filipieva, and
we started Odisseia Donbas together.

Victoria, you used the term ‘critical-creative research’. Can you talk
more about what you mean by this and how it impacts your work with
the theme of Donbas?

VD: | think | was interested in and beginning to practice something
like critical-creative research before | had ever heard of the term. As |
understand it, it's work that takes place at the border between what'’s
traditionally been understood as academic research — the practices
of furthering knowledge about a particular subject with a particular set
of disciplinary tools — and creative practice, which is also a means of
producing knowledge, but is is often more experimental in form, playful,
and, crucially, does not limit itself to just textual modes.
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Universities have traditionally understood knowledge production in
quite hierarchical terms. It has generally been thought that academ-
ics ‘produce’ knowledge in archives, libraries, and labs, which is then
cascaded downwards, through ‘knowledge exchange’, ‘public engage-
ment’ and other kinds of ‘research impact’ activities. Creative practice
is often approached quite instrumentally in this model of thinking as
a way of communicating academic knowledge to outside audiences.
| think I've always had a bit of a problem with this idea. It's not that
I’'m in the anti-intellectual camp of having “had enough of experts,” as
the British Conservative politician Michael Gove put it in 2017, but | do
think that knowledge is produced in many different ways and forms, not
just through academic practice, but also through embodied experience,
cultural instincts, and the creative impulses that are inherent to us as
humans. The university often obscures the multiple directions of flow
between academic and other forms of knowledge production, focus-
ing excessively on the authoritative articulation of knowledge acquired
through exchanges between multiple agents and actors that consti-
tutes academic discourse.

My first experiment in this kind of practice was the Enthusiasm pro-
ject that | coordinated with Stefhan Caddick, an independent artist
based in South Wales. This project emerged out of the Hughesovka
research that I'd been doing, but developed in directions that | could
never have imagined or anticipated as a result of my collaboration with
someone who was used to working in more experimental and creative
formats. The event that we coordinated ended up being an arts festival
of sorts, including exhibitions, theatrical performances, and live music.
The programme included an exhibition of archival materials about the
history of Welsh migration to Ukraine at the end of the nineteenth cen-
tury. We wanted to situate this rather authoritative way of telling history
among other forms of knowledge production and dissemination, includ-
ing a series of workshops of culinary and cultural practices coordinated
by representatives of local migrant communities in South Wales. The
workshops included tutorials in making Ukrainian syrnyky [cheese
pancakes], Eastern Orthodox pysanky [decorated eggs], Portuguese
flaming chorizo, Syrian kleicha [date biscuits], and Welsh cakes. Visitors
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could wander between the exhibition boards reading about the history
of Welsh migration to Ukraine, but also stop and talk to someone about
how to apply liquid wax to an egg or fry a cheese pancake. This col-
laborative, communal way of sharing knowledge is very different from
the academic norm, where research is produced at a remove from lo-
cal communities. It has encouraged me to think in new, creative ways
about the formats in which | can present my work and the ways that
collaboration can help me to situate my research practices in conver-
sation with the arts.

Odisseia Donbas is also interested in some of these same questions
and approaches, isn’'t it? The project makes use of some recognisably
academic methods (oral history research, for example), but seems less
interested in asserting an authoritative narrative of displacement than
exploring various ways different actors articulate their own knowledge
of that experience, through telling, mapping, making art, embroidery,
animation, and so on.

VCZ: Yes, it's true — the term ‘critical-creative’ is a good fit for Odisseia.
The course in participatory art where | met Darya and Yulia included
a lecture about sociological research methods. It had a strong influ-
ence on the ‘academic’ part of the project — the part concerning data
collection: interviewing, sampling of people, and mental mapping as a
research method. Using these methods, we tried to create a community
of individuals with a common experience of shock and trauma.

The project was initially focused on getting away from the term
‘displaced’ and bringing to the fore personal testimonies, as opposed
to media and word of mouth stories. For instance, a friend who’d moved
to Poltava said that when he was trying to rent a flat the landlady asked
him: “you aren’t going to hang the DNR (Donetsk People’s Republic) flag
up in there, are you?” as if someone she knew had had an experience
like this. And this is one of the more positive cases, because often the
conversation with landlords wouldn’t get any further than "where are
you from?” We wanted to lead viewers away from widespread stereo-
types about those who’d left Donbas.
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VD: | think that the project manages to do that really well. What | par-
ticularly like about it is how it is constantly evolving and transforming,
finding new expressions in different media and materials, and acquiring
new relevance and resonances through exhibition in different contexts.
When you came to St Andrews to present the project, you created a
new artwork based on your grandmother’s apartment in Donetsk. You
used the same mental mapping aesthetics that feature elsewhere in the
project to make a lifesize floorplan of the apartment that visitors could
walk around while they listened to excerpts from oral histories of people
who had moved away from their homes in Donbas following the out-
break of the war. | remember when | came by to see how the installation
was going, Darya [Tsymbalyuk] shoved a felt tip pen in my hand and told
me to help with the frantic last minute colouring in of various details on
the floor plan. As someone who doesn’t come from art practice, it was
interesting for me to see that this project was not so much about pro-
ducing an ideal aesthetic as it was about the process of collaboration,
the formation of communities of understanding through engagement. |
think that this is something that is common with the Enthusiasm project
that | produced with Stefhan. | hadn’t really come across participatory
art practice before that and didn’t know that creative work could be col-
laboratively produced in partnership with local communities in that way.
It was quite a formative moment for me and changed the way | think
about producing research too. My interest in collaborative methods —
the ways that we can produce research ethically, without exploiting the
communities that we engage with — grew out of these experiences, |
think.

VCZ: Yes, in St Andrews we exhibited a floor plan of my grandma'’s flat
on a scale of about 1:5. You could walk around and look at the drawn
objects — the furnishings of the flat as | remember it — and listen to
the conversations about memories connected to these objects. You're
right to say that the aesthetic side of the project was the least of our
concerns. The drawings with inscriptions the participants made while
being interviewed created the image of open and earnest stories. |
didn’t want to add anything to it.
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The project’s participatory elements were its essence and its main
focus — interviews and, later, workshops, interventions into public
spaces. In most cases my involvement in the process of participant en-
gagement was minimal (it seemed wrong for me as a Donetsk native to
conduct interviews with displaced persons from Donbas. | was worried
that my interest in the details and my knowledge of places would distort
the picture, in contrast with the interest of a person with no prior knowl-
edge of Donbas, or someone who’d only heard about those places and
contexts). | was absorbing the stories from a distance: listening to in-
terviews and choosing citations and audio excerpts for the exhibitions.
Recordings by Yulia Kishenko (Bocrok-Zom 2018) must have made the
biggest impression on me. She interviewed people living on the front-
line, where they had stayed despite their houses being damaged by
shelling. Some people help the military even if many locals express
their disapproval of such activities. Some fear that the military from the
other side, from the occupied territories, will come to their town, while
others hope for it.

VD: Viktor, I'm wondering how the different projects you’ve been in-
volved in that engage Donbas relate to each other. Could you tell me
a bit more about zhudzhalka? Was the motivation for establishing the
collective mostly informed by aesthetics or were there shared interests
and values that brought you together as a group?

VCZ: zhuzhalka came from just hanging out with friends who were
interested in photography. When Roman Yukhimchuk and | started to
hang out, we wanted to print photos, exchange them, and exhibit photo
series which could be united by a theme or a story. We would come
up with a theme for a photo shoot, a kind of homework assignment
that would be interesting for all participants of the group. Sometimes
we would manage to meet established local photographers. After one
such meeting (with Kirill Golovchenko) we became interested in zines.
After a year of hanging out we realised there were three people in the
group who shared aesthetics and interest in certain themes, and who
had a similar approach to shooting. So the three of us documented one
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of the Donetsk districts and put together a zine. Slava Sokolov sug-
gested a name for it — zhdzhalka, a word which | didn’t know at that
time. Zhuzhalka means waste from coal combustion, slag. They use it
for the roads and for constructing mining settlements and towns. This
word has both a connection to a particular place and an associative
relation to photography — as something burnt-out, something past its
moment of maximum significance, but which still has some practical
use.

We put out zines up until 2014. Shooting something new or going
through our old photos, we looked for themes and stitched stand-alone
photos together to create a shared sense of different aspects of the
everyday. Aesthetically speaking, we wanted to get away from the con-
ventionally ‘beautiful’ photography that dominated photographic circles
in Donetsk. And theme-wise we aspired to get away from stereotypical
views of Donetsk, myths created within the city, clichés and representa-
tions being voiced in the media. “Donetsk is the city of roses”, “Nobody
has brought Donbas to its knees”, “Donbas doesn’t send empty freight
cars” [i.e. without coal], “Donbas is an inherently Russian land!”, “Don-
bas is feeding the whole of Ukraine”, as much as the calls to “fence
Donbas off with barbed wire” and so on. Through photography we
talked about everyday life and its peculiar poetics. City districts, the
railway station, the communal experience of watching a football game
broadcast, adverts, monotowns, lenakiieve, cars, the rhythmics of chil-
dren’s playgrounds.

From the exhibition at IZOLYATSIA onwards we began to speak out
about Donbas. What were we trying to talk about? The feeling of insta-
bility as opposed to the slogan of “stability and well-being”. And later,
after we left Donetsk and started living in different cities, the experi-
ence of war.

VD: Yes, | can see how zhuzhalka’s work pushes back against those
ideas of abundance and wellbeing that were typically associated with
industrial regions, especially in the Soviet period. | think it's very effec-
tive how you subvert the cultural forms that were used by the Soviet
system (the postcard collection, for example, which typically featured a
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place’s ideologically endorsed dostoprimechatel’nosti or “places worth
seeing” in the Rzhavchino series). It’s interesting for me to compare this
kind of critical art practice with the work that’s going on in post-indus-
trial regions of the UK today. I'm currently in talks with Amber, an arts
collective in Durham (a former mining region in North East England)
to develop an idea for a workshop that would reflect on the traditions
of visualising industrial landscapes and communities in the region and
would foster new forms of creativity around industrial heritage. Amber
have a huge body of mostly documentary film work on working-class
themes that stretches back to the 1970s and they are recognisably so-
cialist in their interests and aesthetics. This work is fiercely critical of the
neo-liberal policies that the British government has pursued since the
1980s, policies that have decimated local economies and industries in
certain parts of the UK. Another artist from the region, Carl Joyce, whose
work I've shared with you, explores the social fallout of Conservative
Party politics in his films and photography, documenting the culture of
local food banks and the depopulation following disinvestment of for-
merly vibrant working-class districts in the region.

Obviously socialism has very different resonances in the former-
Soviet space, so it is interesting for me to bring works on post-industrial
themes in the UK and Ukraine into conversation with each other at
these workshops (events will also take place in Ebbw Vale, formerly a
steel producing region in South Wales, and West Lothian, the heart of
Scotland’s historic oil shale industry). How, if at all, do you position your
work politically? Is it informed by certain ideals and values or rather re-
sponsive to the political situation that you perceive around you?

VCZ: Oh, that’s a difficult question! It’s hard for me to attach our val-
ues and expressions as a group to any explicit political position. We
always discuss our feelings and views about what is going on politically
in the frame of specific moments in time, since there is a gap between
the preparation and the opening of an exhibition. In that gap we might
move to new places and countries, lose interest in politics, and then
come back and engage in the flow of news about Donetsk again.
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It would be very interesting to see whether, as a result of your work-
shops, one would be able to see a difference in how the left-wing is
perceived in England and Ukraine. | guess because of the Soviet past,
the contrast would be quite noticeable.

VD: Yes, I'm intrigued by this too. It’'s funny working across UK and
Ukrainian contexts. There is so much that is common in terms of indus-
trial history and heritage, but, as you point out, the different political
legacies in the two countries colour the ways that communities engage
with this past. | gave a paper recently at a conference about oil herit-
age in which | talked about industrial museums in the UK and the ways
that these function as social clubs of sorts for the people who used to
work in the now defunct local industries. In Durham and in Ebbw Vale in
South Wales, once the site of the largest steel mill in Europe, industrial
museums are run by former miners and steelworkers, who are incred-
ibly knowledgeable and very proud of their collections. They can also
be very protective of the objects in their care. This defensiveness is
understandable. For many this isn’t the heritage of a remote and re-
membered past; it is part of lived history — it is sometimes the actual
clothes that people wore or the machines that they operated. The insti-
tutional membrane separating the past and present, heritage and lived
experience, is so thin here that it is almost non-existent. It reminds me a
bit of the churches that were turned into museums in the Soviet Union,
but which kept everything more or less in the same place, and contin-
ued to attract the faithful, albeit as museum visitors, so that in the end
they were museums in name only.

Working with Ukrainian partners on the Roz/arkhivuvannia post/
industrii project, | can see similar cultures that govern heritage practice.
The technical expertise that stands behind the management of indus-
trial heritage collections, for example, is just as remarkable; think, for
example, of the meticulous work and attention that has gone into a pro-
ject like Mykhailo Kulishov’s Shakhty i rudniki Donbassa. And, similarly
to initiatives in the UK, this expertise is often provided on a voluntary
basis by those who were formerly employed in local industries and are
still symbolically invested in this heritage.
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It is interesting to compare the community engagement practices in
the two contexts and to think about the ways in which political legacies
(Thatcherism, austerity, and Brexit in the UK context, and Sovietism,
post-Soviet transition, revolution and war in Ukraine) shape the re-
ception of these materials. Looking at the outreach work of industrial
museums in the UK on social media, you can see that there is a lot of ro-
manticism and nostalgia attached to Britain’s industrial ‘glory days’. The
environmental impact and exploitative politics of this period are often
secondary to the sense of identity and purpose that a region experi-
enced, or was perceived to experience, when industry was active. Our
Roz/arkhivuvannia post/industrii project partner at the Kraeznavchyr
Museum in Mariupol, Anna Bahachenko, also traced re-posts of the pro-
ject’s digitised materials, and comments that users left in response to
them, on Facebook. Some of the images and comments were strikingly
similar across social media sites in the UK and Ukraine: an image of a
now demolished shop floor or department store will always provoke a
string of nostalgic comments, memories of youth or childhood, reflec-
tions on the past. While the Soviet past or Thatcherite Britain does pop
up in discussions from time to time, these spaces are much more about
community solidarity, bonding around a shared experience — albeit a
tough, exploitative, and environmentally damaging one — and process-
ing together that past.

Viktor, how do you see your work fitting with more traditional forms of
cultural production in Donbas today, museums, kraeznavstvo materials,
that sort of thing? | know that in Rzhavchino you engaged the institution
of the Soviet postcard, which was an important means of disseminating
knowledge about place among domestic audiences. Is your work a cri-
tique of these kinds of institutions that shaped imaginaries of Donbas
in the past?

VCZ: | think our pictures were more of a reaction to the abundance of
grandiose images of the city, those that were meant to impress locals and
guests. It was an attempt to counter stereotypes, as well as an expression
of irony towards the pathos of Soviet formats. Both the contents of the
photographs, and zhdzhalka’s distribution format of printed photo-zines
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contrasted with the mass circulation of Soviet photo books about Donetsk.
The print run of each issue was almost never more than 50 copies.

There was a gap between what we saw around us and the images
from the Soviet era, which continued to be promoted by cultural institu-
tions: “the city of a million roses”, “the greenest industrial city in Europe”.
The images of Donetsk created by the press in the 1990s had also lost
their relevance by then. We were trying to mould our experiences, what
we saw before our eyes, into new images, new visions.
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) PYKABYUHO

xyxanka. O6knagnHka Habopy NUCTIBOK «PxaBunHo», 2014

zhuzhalka. The cover of the Rzhavchino postcard set, 2014
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10
JNocxa novera Ha

M3AATEABCTBO “KYKAAKA»,
NOHEUK

Nepecwre nowToR
B ONPLTOM Buse

Kyyanka. «[oLKa noLlaHu Ha NPOXiAHIA KOMBIHATY XapyyBaHHS», 3 «KyXasika: PXaB4MHO»
(Homep 009), 2014

zhuzhalka. Doska pochiota na prokhodnor kombinata pitaniia, in zhtizhalka: Rzhavchino (issue 009), 2014
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20,
Dy

KW yp KW 3aB0A.

W3AATENBCTBO SKYKANKA»,
AOHEUK

nouToR
B OTKPLTOM BHAE
HE POANENAT.

XydKarnka. «PXaBUMHCbKWI MeTanypriiHii 3aBof», 3 «wKyXanka: PxxaBunHo» (Homep 009), 2014

zhuzhalka. “Rzhavchinskil metallurgicheskil zavod”, in zhdzhalka: Rzhavchino (issue 009), 2014

128 XYXEAnMuU4



CAHAOANETHU
37 PO3MIPY

SANDALETY
SIZE 37



134

OK:

EcTb ewe Takol panoH kak “3anagHbin
JdoHbacc”

B AHENPONeTpPOBCKOM 06nacTtu

HO O HEM HMKOr4a He roBOPST Kak

o [JoHbacce. Hurge

loBopsar AHenponeTpoBLMHa

ad:

B megua He roBop4ar

OK:
0a UMeHHO
B Meana

ad:

B MaBnorpage rosopar
N B MecTHbIX Meauna
Toxe roBopsar

29 gekabps 2020



OK:

There’s also an area called ‘Western Donbas’
in the dnipropetrovsk region

but nobody ever calls it Donbas. Anywhere.
They say ‘Dnipropetrovshchina’

DC:
They don’t call it that in the media

OK:

yes

exactly

in the media

DC:

They call it that in Pavilohrad
And in the local media
They also call it that

29 December 2020
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BixTopisa Jounoman I[IOJILOBA HOTATKA 7
3yMm
22 rpymnus, 2020
16:00-18:00 3a OpMTaHCHKMM UYacCOM

YyacHM 1i:

BikTopisa JonHoBaH, OJekcaHOpP
KyumHcexuii, Hap’sa Lmumbasok,
IMuTpo UYenypHUM

Ha 0inm cecii g npezncraBjisaja CBoon pobory B «EHTY31-
asMi», npoekTi, WO BKJKOUaAR y cebe BUCTaABKYy M OyB
OPUCBAYEHUM 1CTOpii BEeJBCHKO-YKPAIHCHKOI Mirpaniil
Hanpukinngi XIX crositTtsa. Kpim Toro, MM OOIrOBOpPIOBAM
imei nJjsg HOBOI BMCTABKM, IO BUKOPMCTOBYyBajia O MaTe-—
piamm, 3ibpaHl y paMKax IPOEKTY « (Po3)apxiByBaHHS
(moctT) inmycTpii». Moro & Hapaszi KOOPOMHYK CIiJIBHO

3 YKpPalHCbKMMM NapTHep KaMM 3a ninrtpmmxy House

of Europe.

Ha mmckycil nicns npeseHTauil mMm oBToBOpMIIM
BUKJIMKM Ta MOXJIMBOCT1, mO IOCTAalTb y poboTi

3 KpaesHabuMMu Mys3eaMmu. KpaesHaB mul I KpaesHa-
Bul iHCcTMTyuil uYacTo 3ranyBajiMCs BIPOMNOBX HalMX
cecil: ocepenxky («TYPTKM») Kpa€3HaB UL CTBOPOBAIN
apxiemM ¥ nommpoBaJ M MaTepianm, MO BUKOPMUCTOBYBa-
JYCA B IOEeSIKMX NPOEKTax, sAK1 Mm posrnsanans (IPOEKT

OnexcaHIpa «IlHOoycTpisanbHMM pai» 1 najeoboraniuni
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eckisu Jap’i). Ba Oinbme, y Kpae3HaBUMX My3eaX
peanizorypanmuchk iHmWi kpeaTwBHl iHiuniaTwem, npo aAxki
MM TaKOX 3TalyBajM: PaIVKaJlbHUM MNPOEKT KOJEKTUBY
«DE NE DE» y JIMCMYaAaHCBKOMY Kpae€s3HaBdUOMy My3el,

B paMKaxX AKOTO HOCHimgHM Ui ¥ XyHOXHM Ll yABJIAIM
JIOT1UHe 3aBeplleHHs Npollecy IOeKOMyHiszauil y Mmysemn-—
HOMY KOHTEeKCT1; npoekT «My3el BIiIKPUTO Ha PEMOHT»
i MambyTHiNM npoexT IMuTpa, y SKOMY BiH KypyBaTume
XyIoxH1 i1HTepBeHU1l B HauloHaJIbHOMY HayKOBO-—
npupomHuduomMy My3el HAH Ykpalinwu, wo pedjexcyBanau 6O
Hall TeMaMM HABKOJIMIIHBOT'O CEpeloBMIla ¥ eTUKU
(mpoexT He OyB peajlizoBaHUM UYepes’ 1HCTUTYLINHY
KpM3y B YKPAIlHCBKOMY KyJbTypHOMYy boHmi) . Temmu
Kpaes3HaBCTBa ¥ KpPae3HABUYOLl poboTu 3Myllye MeHe
MOBEPHYTUCEL OO TBEPIXEeHHS [IMMTpa NPpOo Te, Lo

Ha JoHOaci Hemae nmieBux iHCTHMTYLI1M. SKUI CTOCY-—
HOK Ma€ 1HbOpacTpykTypa KpaesHaBCTBa OO [NPOEKTiB,
y AKMX 3ajydeHl npencTaBHM 1l Hammx Tpyn? fAK Mu
faumMo cebe ¥ Hamy poboTy B KOHTekKCTi niel
iHcTuTyuionanizsoBaHol (1 uvacoM 1meoJIOTiUHO CKOM-—
npoMeToBaHOl) ¢dopMmm BUpPOOJIeHHs 3HaHb [knowledge
production]? fxa nomitwmka [politics] mie B pobori
3 UMM 1HCTHUTyUiauMy Ta IxHiMy npodbecinHMMMK

«Kampamm»?

Bxe Ha nodaTKy HaWoOl IOMCKycCclil Moo yBary IIpMUBepTac
kKoMeHTap IMMTPpa NOpO 1HIMM NPOEKT 13 3ajlydyeHHIM
Kpae3HaBUMX My3elB, MO MOTO B1B OOMH XYIOXHMK

i3 Hinpa. OMMTPO MOSCHIE, N0 3TaOaHUM XYyIOXHUK
BBaXaB 3a «IOTaHMM CMak» CIiBOpaloBaTyM 3 LUUMK «Kize-—
OJIOT1YHO Npo6JieMHMMM» 1HCTUTyLisaMmM 1 HNpsaMo ckasas
npauieHmM 1AM My3el, MO Taki 3akjaiM Hapasl BTpa-
YalnTb akKTyaJlbHiCThE OJIg YyKPAalHCBKOTO CyCHIijJbCTBa.
MOXJIMBO, MOS CEHTMMEHTAJIbHA [NPUXMUIIBHICTE IO LMX

MicClb T'PYHTYETLCS Ha OocCBinmi BarartomicsauHoi pobBoTwu
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B NPOBI1HUIMHMX My3eMHMX apxipax (y KapTomji, umo
Bapuijacb y MeTaJIeBOMYy UYaMHMKY OO KOXHOI o0inmHboIl
nepepBM i SKy MM Oigunay 31 CTapeHbBKOKW apxiBicT-
KO0 HOBIOPOICBKOI'O KpaeszsHaABUOI'O My3eb), aje LeM
ninxinm BMOaeTbCS MeH1 XOpCTOokMM. H posymio, mo
Kpaes3HaBUl Mysei IOo-CBOEMYy € aHaxXpoHi3MOM 1HCTUTY-
LUiMHOTO mem3axy; o BOHM HEeCyThb 1iIJeoJioriuHi ciainom
pamsHCbKOI mobwu y BMOOpPi excnoHaTiB 1 mab®soHHIN
opraHiszanii excnoszuuin. OmHaue, caMe Lg aHaxXpo-—
HiuhmicTe MeHe 1HTPUTYE ¥ 3ImaeTbCsa L1HHODL, amxe
BOHA Ja€ BaBWPHYTM OO 1HIOI CUCTEeMM KYJIbTYPHOTO
CEHCOTBOPEHHS, € 1HCTPpYyMeHTOM coliajibHOIl iHXeHepil,
mo Temnep — Ha HneHcil. MeHl He HJoBeJIOCS 3pPOCTATH

B CuCTeMl paIsHCBKOT'O MikpoHacwJlisg, 1 g He XUBY

B OesnocepenHiym OMM3bKOCT1 OO BiMHM, mWO 11 pamsH-—
CbKe MMCJIEHHS CIPOBOKYBaJlIo, — MOXJIMBO, uepes3 le

g He BiaouyBaw OO LUMX 1HCTUTYL1M TakoIo X HeTaTHuBY,
mo immi yydacHM ui Hamol rpynm. Iji4d MeHe KpaesHaBuil
My3el €, panume, KyHCTKaMepu, KoJjiekuil imeosoriuHux
LI1KaBMHOK. IXHe 30epexeHHS BMUIAETLCA MEH1 BaXIMBUM,
amxe BOHO TaKOX BMBHae licTopuuHuMy GaxT couianiszmy
B IOAHOMY peTrioHi, a IXHe BUKJIOUEHHS 3 KYJIbTYPHOTO

KUTTA — € IIeBHVM 3allepedeHHAM LBOI'O ,J:LOCBi,Hy.

Ha uiym mgmuckycii mMm oBTOBOPKEMO MicClie HNPOBENEHHS
BMUCTaBKM, IHOHELbBKMM KpaesHaBUMM My3el, o OyB
3MyIeHU nepeixatu no KpamaTopchka. [lopiBHIO0OUM
MOTO 3 IesSKMMM 1HIMMM 1JII080pHMMM OO’ ekTaMu

Ta MicusMmm, gxi MM OOTOBOPIOBAaJIM B LIBOMY MIPOEKTI,
A 3a3Hauan, Lo Ha [NeBHOMY PiBHI Lle — «HelicHy-
UMt My3eMr» Yy TOMYy CeHCl, mo BiH Mae obMexeHumn
apxiBHUM GOHI: Marxe BCl ekcrnoHaTu OyJIO BTPAUEHO
B pesyJibTaTi BUMyIEHOI'O nepels3ny 3 JoHeubka. TyT
g BBauawn 3B’ 430k 13 HammM OOTOBOPEHHSAM Ha cecii
IMyTpa WOmo KYJIbTYPHOTO MNOTEeHLiasy, NpenCcTaBJIEHOTO
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«HepmolHcTuTyuioHaabHIiIcCcTIO» Ha JoHbaci:
yyM € B1IOCYTHiCTh €KCHOHaTiB, sKi, SK B3a3Ha-

yae JIMUTPO, UYaCTO «IEepeBaHTaXyKlTb» Kpac3HaBUil
My3el, — OOMeXeHHAM UM HOBOK MOXJIMBICT? 3BlJbHEeHUN
BlO TeHeT HAasSBHMX KOJIEKL1M, My3elM MOXe I[epeBU-—
HaWTM BJIACHY TPAaEKTOpio, posmnoBicTm iHmy icTopino
(mpo eBpomnercbki BUTOkM JoHOacy, sk, HaNpUKIAL,
JIaHYOTb 3POOUTM aBTOP KM MamOyTHBOL CTpidukm
«EppollonBbac» (I'puuiok 2022) um QaHTACTUUHY OIO-—
Bimky (y cTuii Mok'’ioMeHTapil AniHu AxyOeHKO
«CBiTyorpan»)) . Ajle TyT & 3HOBY 3Tamyl 3acTepe-
XeHHsa JIMMUTpa NOpo Te, WO He BapTO POMaHTURYBATU
peanbHiCcTh «HemoliHCcTMTyLlOHaNbHOCTi». Mosa nmompyra,
AKa Ipalioe 3 1CTOPMUHOK CIAIUIMHOKL, HENOIaBHO pPO3-—
noBimasa mpo HecTabiJBHiCTE POBOTUM B YKPAIHCBKUX
My3esax: «[IcHye] Tax BaraTo CKOpOUeHb OnIXeTis,
HecTabinmpHOCT1, BajJIeXHOCT1 Bim NpmMBaTHUX 3B’ A3KiB
Ta i1HTepeciB». BoueBMObL, POMAHTU3YBATU TaKOTO WTUDY
iHcTUTyUnivH1I ciabkocTi HOCUTH BAXKO.

Ha ceminapi B 3BymMi Ta Ha iHmoMy ceMiHapi, wo

g OPOBOIXY B paMkax Npoekty House of Europe
oexijsbka TWXHI1B noToMy MM OOTOBOPIBAJIM MOXIJIMBICTB
3aJIYYMTM IO BUCTABKM MicuLueBil cHnijbpHOTHM, IOoKa3aTH
ny6isini, AK 1CcTOpMUYHI eKCHIOHATM MOXYyTb OyTM 3Ha-—
UJIMBMMM Y KOHTEKCT1 CbOTOIEeHHs. [Ipe3eHTyBaBWM Hally
poboTy 31 CHijIBHOTaMM MiTpPaHT OK B IliBOeHHOMYy
Benbci, MM TOBOPMIM NPO Te, SK CXOXYy poOOoTy MOXHA
OyJsio © HNPOBECTM 3 BHYTPINHBO [epeceJIeHVMMM ocoBamu
(BIIO) B KpamaTopcbkKy (3aBmaxyu Jap’i a misHaochb,
mo KpamaTopchbk Iocimae TpeTe Micle 3a KijgbkicTio
BIIO B Ykpaini). IIinm uyac Gecimu Jlap’sa sramye cBinu
IPOEKT, Ie BOHA CTBOPIBAJla MATHIiTKM 3 MEHTAaJIbHUMU
mManamu «Omiccei JfounBac», a OJeKCaHIP MIPOIOHYE
npauoBaT 3 JIMCTIiBKAMM: MaJjlloBaATM [IOBEPX 300paxeHb
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MowTiBKa 3 NOBIAOMIEHHAM-
NPOXaHHAM KynuTu caHaani

37 po3mipy. 3 Konekuir
Mapiynonbckoro KkpaesHaB4oro
My3elo, 3aundpoBaHa B pamkax
NpoeKTy «Po3/apxiByBaHHS
noct/iHaycTpii»

MiCllb Ha OKYINOBAHUX TEPUTOPI1AxX, OO SKUX BXe He
MOXHa IicTaTmcs, THUM CaMMM [IPEe3eHTYUM CUMBOJIiUHe
IepeOCMMCIIEHHS BTpPAaTM CycCninbHOIL nam’ aTi npo i
Micus (imes, mo Haramye cepilo, HaO SKOK 3apas Ipalioe
BixTop). B Taki MOMEHTM POBMOBU s BKOTPE YCBIIOMIIO0
MacuTabHicTe TBOPUYOI pobOOTH, SKYy BXe OyJIO NpoBe-—
IOeHO 31 cnispHOTaM nepecejeH ok. o U4 BMCTaBKa
Xoue SBMIHUTM UM CcKasaTu NP0 aKTyaJibHe CTaHOBMUIE
KpamaTopcrka? SAKMM UMHOM BOHA MOXE HOONATM WOCH
KOHCTPYKTHMBHe, He 00/ eKTUBYIOUM NPM LbOMY CHI1JIbHOTU
nepecejieH_OK, He CTBOPKKYM HOB1 paMKM, WO 3aMiHATb
Ti, AK1 MM HamMaraeMoChb HOEKOHCTPYIOBATHU?

T'pyna mMae GaraTo imey momo crnoco®iB, BaBIOSKM SKUM
MM MOXEMO TBOPUYO OOPOOUTM BUCTABKOB1 MaTepianu.
OmHa 3 HaMB3aXxXOIIMBIlIMX MPONOHYE «BiamoBimb»

Ha JMCTiBKYy, B SKiM aBTopka 3 Mapilynosis npocuTsh
opyra B3ATM B MockBl cauvmanxneTu 37 po3Mipy,
a came — nobymyBaTmM B Mys3el Bexy 13 «caHIaJeTiB»,
MeMoplasibHUM 06’ €KT, IO CUMMBOJI1i3yBaB Ou crneuudiuHum
oa perionHy medbiumT, XapaKTepHMM OJS PadsHCBKUX
1930-x. IHma inmes — xoJsax OJiekcaHOpa, [IPUCBSYEHUM
MicueBiy iHOgycTpil B CcTMii miakaTy, WO 300paxae
CJIaHLEeBY IpoMMCJIOBicTb y 3Baximuomy JloTianHi 1 saxuMm
ninurecs 3 rpynoil IMuTpo. Jap’sa NpPONoHye 3aMiHuTu
aBTOPUTAPHI TEeKCTM B KOJlaxi-nmocTepi Ha aHEeKOOT-—
WUH1 TeKCTM 3 KOJIeKL 1MV JIMCTiBOK, TaKMM UMHOM
BUCBlTIMBILM NepenyieTiHHa iHcTMTyLinHOI icTopiil

Ta [NOBCAKIEHHOT'O XUTTA. TyT, 4K i B iHmIMX acmnekTax
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ILOT'O IIPOEKTY, MEHe Bpaxae IOMHaMiszMm Lieil rpynu,
cujla IxXHBOTO BaxaHHS BUKOPUCTOBYBATM HACH1IOyBaHY
PaIsSHCBKY KYJbTYPHY 1HOPacCTPyKTYypy Ta HOoCabJmoBaTH
iHCTUTYL10OHANBHY XBaTKy, WO KOHTPOJIOE BUPOOJIEHHS
HapaTMBiB npo cycnineHi imeHTnuHocTi. I, xoua A BCe
e 3 HOCTaJbTie€n IOMBJIOCH Ha MiM mocBim apxiBHOI
poboTrm B HoBTOpOni, & panimo Tomy, WO IOCIHIIXyl BXe
He paIsHCbKEe MMHYJIe LIMX 1HCTUTYL1iM, a IixHe MaMr-—
OyTHe. { mymain NOpo Te, SK PAaOsSHCbKY CUCTEMY
BUPOOJIEHHS 3HAHHS MOXHa TpaHcbopMyBaTy M nimxmuBUTH,
i gax BaBOAKM MM OpPOllecaM BOHAa MOXEe OTPMMATHV HOBUM
PEe30HaHC cepen HOBUX IOKOJIIHBE 1 CcHijibHOT.
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HOap’ a UuMmbaJioxk [IOJILOBA HOTATKA 7
3yMm
22 nexabps 2020 roma, 16:00-18:00
1o OPUTAaHCKOMY BPEMEHU

YYaCTHM LBl:

BuxkTopma JJoHOBaH, AJIeKCAHIOP
Kyumunckmuy, Hapbsa Lembaliok,
IMuTpull YenypHOM

Ha ocraHHbOMYy ceMiHapi BikTopis pozsnomizmana

opo cBoOl imei nyg MamOyTHBOLI BUCTaBkM B JOHELbBKOMY
Kpae3HaBuUOMy My3el, sAKuM InepeixaB 0o KpamaTopchbka.
BoHa Bocepenmmuiacs Ha KoJieKUlil JucTiBOK, y gkin
nomnesHi GoTo BMBHAUHUX INaM’ STOK CYIPOBOIXY-—

OTHCA ocobuCTUMMM OyHOeHHVMMM icTopisamm. Hanpukiazn,
Ha OOHI1M 13 JIMCTiBOK XTOCBH ouie 0o MOCKBM 3 IPO-—

XaHHAM KYyIMTM CaHIODJaJeTu.

[likaBro, mo Hama GiHaJbHa OMUCKyciga 6araTto B UuOMYy
Binmobpasuna podouy HA3BY BCix cemMiHapiB Ta mam-
OyTHEOI cTaTrTi — «Donbas through Collaborative
Frames», ToMy mo MM 6araTo TOBOPUIM NPO TPyIHOWIL
HaBirauil mix GaxaHHAMM Ta YABJIEHHAMM P13HUX
3anigHMX CTOPiH: My3en, IJagmad ok 1 BikrTopil,

K CHiB-KypaTopkyu. CuUTyallisa yCKJIaOHIOETHLCS TUM,

mo HMHI1MHSA B CTaBKa B Myaei «I'en HEIIOKOPWM>» BUKJIIN—

Kajla fK NO3UTMBH1, Tak 1 xpurmuHimi BimTykmu cepen
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BigBinyeau Ok. PosMipkopyboum npo uLe, BikTopis

OIMCY€E He InOyXe BIajll mocBinm OpUTAHCBKUX KOJIET
B 1HIMX MOPOEKTaX BHIPOBAIXEHHS HOBUX «KPEBOJIOI1N—
HUMX» BUCTABKOBMX 1Iel, fAK1 He 3aBXOU BUABJIAJIUCS
SpOSyMiHMMI/I rngnaq_KaM. [IMTaHHa [oJIArace B TOMY ,

AK 3pobuTty, mod OyJo 3POo3YyMiJjo?

[ixaBo, moO BXe cama BuOipka MaTepianiB 3 apxiBis
lloxpoBCbka, Mapiynosnsg, KpamMarTopchbka CTBOPKE
OMJeMy: YoMy came 11 MicTa? mo ix MHOEemHYye? UM €
BoHM JoHBacom? ajie Mapiynosnb — He Joubac? I us
ouieMa 0araTo B YOMYy IOClimae LeHTpallbHe Micue

Yy BClx HammMx IOMCKyCldax — NMTaHHS paMKM Ta 1i
HakJalaHHSA Ha peajibHiCThL, WO UMHUTHL ONip. Pawmka
«JJouHbac» BUSABJIAETHLCS IOyXe MaJIeHbKOH, mOoO noMicTuTu
B cebe Mapiynomnb. PamMka «JoHeUUMHAa» aBTOMATUUYHO
BUpizae JlyraHumHy, Sk 3ayBaxuB OjekcaHmp. Ta M cam
boxyc Ha oOJylacTAX HE € HACT1iJIbKM HEeWTPaJIbHUM HEeIlo-—
NiTuuHMM BapiaHTOM, fAK B3IAa€TbCsa Ha NepuMi NOTJAI,
BpaxoByouy, mo OijpmicTbs objlacTer OyJjo CchHOpMOBAHO
y 1930-7i poxmu, ToOTO y CTajliHisM — Hepionm HaMXOp-—
cTkimoi kKoJIoOHiaJibHOCTi, — 1 TpamMuinHO BinmoOpaxanmu
KOJIOH1aJIbHe POBKPEeCJIeHHS TepuTopil, gk ue OyJo
3pY4YHO BJANil, Ta 6e3 ypaxyBaHHS BXe 1CHYOUUX
KYyJIbTYPHO-1CTOPMUHKMX KpalbB, £AK, HaANOPUKJIAL,
Cj1000XaHIIMHNA .

Micue Man®yTHHLOI BUCTaBKM — JOHEULKMUM Kpaes3HaBUUM
My3el, Sxkuy nepeixas no Kpamaropckka, 1 Ha nouaTky
OVCKYyCli MM 3aMMCJIOEMOCS, OPO fSKe MiCcTo nmopeuHime
ropopmuTH, Opo JJoHeubK uM Npo KpamaTopcek? TyT

cama posBixHicTe 1 HemonamaHHS, Le¥ 3a30p 1 €
HaMsgacKpaBluMM BMPa30M HEMMHYYOTO PO3XOIXEHHSA OyIb-—
AK01 paMku 1 peaspbHOCTi, 1 HaBiThp XxopcTokoCTi,

HallpkJiaxm, 3 AKOI My3e171 BUABJIAETBCHA BMpiSaHI/IM
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i3 xoHTekCTy. BikTopis 3BepHyJsla yBary Ha nomibHi
3a30pu, PO3HNOBimaklum Npo TekcTu, sSki yacTo

VOYyTh YypPO3pis i3 MOHYMEeHTaJIbHMMM 300paXxeHHSIMU

Ha JmucTiBkax. BikTopis kxaxe, mo «300paxeHHS — Le
iHCcTUTyUia y JucTiBUi», 1 OikaBO, WO aBTOP KU
noeigoMmyeHr iHOO1 NMIIYTH HABKOJO HMUX, IO Kpasx,

i HiOu, ¥ 300paxeHHS 3BaJUUIAETbCS HEeIOTOPKAaHUM, ale
i e XOmiHHS HABKOJIO 3MI1HIE Halle CIOPUMHSATTS MOTO.
I TyT caMe XOOiHHsS, Ha 3paszok Mimesns me CepTo

(de Certeau 1989), koM MM NPOKJANAEMO CBOI1 CTEXKU
B 00x1m HaxpecJyeHMX HOpir i1 BJaIHMX MOHYMEH-—

TiB. 3ramyerTbcsa pemyiika IpmHM CkJIOK1iHOI mninm uyac
11 jexkuii B paMkKax JIITHBOI WKOJM «3aBOI HOaB HaM
BCe» IIpO Te, WO YacTo HOB1 nowmnesHi 6ynimmui,

MO 3BOOMJIMCS B HOOHOACBKMX CTernax, OyJaM OToUYeHl
Besmopixxam i Opymom, i1 Bim uboro BOHM HiBUTO
CHpaBJIaANaM me OiJbll yTON1UYHEe BpaxeHHs. He 3Ha©

Ha pPaxyHOK YTONiUWHOTO BPAaxXeHHs, ajie caMe B LbOMY
Opynl Ta ckJjamHoWax OicTaTu «caHOmajJleTw» 1 Bin-
oyBaeThbcsa onip, i Bupye xmurTa. [MimoximHi cTexkwu
iCcHY0OTH IOTM, HOOKM IX NiATPMMYWOTbL Ti, IO HUMU
XOOSAThH. BOHM YACTO TOPYOTh NJIAX Yy Miclsg, KyIOu

He 3IOaBaJjioOCsa BaXJIMBMYM NPOKJACTY BEJIMKY IOPOTY.

e KOPOTKMM WJIAX IOOIOMY, lle CTexXka Ha naropb

3a rapaxammu, le BuIagkoBl Ta ocobmucTi 3ycTpiui.
Konu akuLeHT 3CyBaeThbCs 13 3arajbHOTO Ha ocobucre,
TO IOMIIE3HUY OYIOMHOK IIE€PEeTBOPIETLCS Ha 3BUUYAMHUN
opleHTVp Ha WIAXY NOBCAKIEHHOTO XUTTS.

Byob-saKa BUCTaBKa — lle TeX, 3BUUAMHO, CTBOPEHHS
paMkKM, Ta M caM Kpae3HaBuUMM Mys3el, HaBiTb gxmo BiH
1 3HAXOOMTHLCS B HE3BUUHOMY MNPMMIimEeHH1 KOJIMIIHBOIL
KpaMHMII1, TaKOX CTBOPIE OCOONMBUM KOHTekcT. lle
0O IoYaTKy Hammx ceMiHapiB mMm 3 BikTopien roso-
PUIM MNPO HEeMMHYY1CTb BMKOPMCTAHHS PaMKM, a IOin
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CkpiHLWoT i3 Bigeo.
3 npuBaTtHoro apxisy mMutpa YenypHoro.
JlyraHcek, 1995

yac ceMiHapiB MM pas3oM posTisananu pisHil pawmku,
yepes gki npauwemo 3 JoHOacom. lle HiOBM npumi-
PSHHA B3YyTTS, KOMYChH 3pPYydYHO, KOMYyCh Hi, KOMYyCH
Majie, KOMYChb B3aBejiMke (1 3HOBY «caHmaleTwu»!) .

A B pesyJsibTaTi BCe OOHO IOBOOMUTLCS BUOUPATH,

uy roBopul Tu JoHbac uu JOHEeUumHa, HaB1Tb SAKIIO
To61i Hi Te, Hi1 Te He nyxe nomoBaerTbcsa, 0e3 paMKu
Higk — a UM € WoCh Mo03a paMkKoio, UM BCe caMi paMmkm?
Menl 3maeTbcd, €IVHUM BUX1iO i3 LUBOTO €K3UCTEeH-
IiMHOTO HNMTaHHS — L& KOHLEeHTpalisa Ha 3asopax,
caMe BOHM OTOJIOITH PaMKM Ta MexaHismMmu ix dopmy-—
BaHHA. Hepmapma IMMTPO TOBOPMB IIPO CBOE OOMAIIHE
Bimeo, Ha gxoMy OGaTbKM 3HAAM MOTO HiIO Yac TYJSHHS
JlyraHcbkoM, 1 me OyzmiBail Ta icTopmMuHl MOHYMEHTHU
3UUTYOTHCSA IOEeCb Ha kpakl, Ha Tiai. le momamHe

Bimeo — Haue iHBepcisg gmucTiBOK, AK1 IOKyMEeHTY-—
0Th 1HCcTMTyL1i, 30epiranum NHo Kpasx NOBCAKIEHHE
XUTTSA. MoxImMBO, caMe Tak OauaTb ICTOplil 1HCTUTY-
1ii — Benmuki nomii, nocrari Ta OynmiBygi, a IJoBKoOJAa
«CaHmaJeTu» Ta iHme. 3 OOKYy X ocobucTOoCTi BCcepe-
onHl IcTopii, B LEHTPL - BOH a CaM_a B MOJILOTIi,

a Ha BaigHbOMy ILIaHi JlyraHCbK. I TiJbKUM KOJIU

Oaunm obmunei ToukM 30py, NOMiuaewm MeMOpaHy, fAKa
ix nomimae. I TyT uUikaBo: MeMOpaHa lLie TeX paMKa,
ajle HempocTa, uYepes Hel MNOCTiMHO WMOCH IepecyBa-
eThbCcsa Ha TOM Oik.

SANDALETY SIZE 37 145



Victoria Donovan FIELD NOTE 7
Zoom
22 December 2020
16:00-18:00 UK time

Participants:

Dmytro Chepurnyi, Victoria
Donovan, Oleksandr Kuchynskyi,
Darya Tsymbalyuk

In this session, I presented my work on the
Enthusiasm project, a community art initiative and
exhibition about the history of migration from
Wales to Ukraine at the end of the nineteenth
century, and we discussed ideas for a new exhibi-
tion that will engage materials collected as part
of the Roz/arkhivuvannia post/industrii project I
am now coordinating with partners in Ukraine.

In the discussion that followed, we talked about
the challenges and opportunities presented by
working with local history museums. Kraeznavtsi
[local historians] and kraeznavchi [local history
studies] institutions have come up a lot in this
project: on the one hand, kraeznavtsi are the
authors and curators of the archives with which
some of us engage in our research and creative
practice (Oleksandr’s Industriial’nyi ral project
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and Darya’s palaeobotanical drawings, for example);
on the other, kraeznavchi museums have been sites
for various creative initiatives in the region
(e.g. DE NE DE’s project at the Lysychansk Museum,
in which the collective imagined the logical con-
clusion of the decommunization process; the Muzerl
vidkryto na remont project; as well as Dmytro’s
new project to curate artistic interventions
reflecting on environmental themes at the Natural
History Museum of Ukraine in Kyiv [due to the
institutional crisis at Ukrains’kyi kul’turnyil
fond the project was not implemented)]. Our talk
about kraeznavstvo and kraeznavchyi work makes me
think again about Dmytro’s claim that there are no
viable institutions in Donbas: how does the cul-
tural infrastructure of kraeznavstvo relate
to the creative projects that the members of our
groups are engaged in? How do we position ourselves
and our work in relation to this institutionalised
(and sometimes ideologically compromised) form of
knowledge production? What politics are involved
in working with these institutions and their
professionals?

I am struck early on in our discussion by a
comment that Dmytro makes about another project
engaging kraeznavchi museums led by a Dnipro-
based artist. Dmytro explains that the artist in
question considered it distasteful to engage with
these “ideologically problematic” institutions
and confronted the museum staff directly about
their diminishing relevance to Ukrainian society.
Maybe it is my experience working for months on
end in provincial museum archives, sharing dacha
potatoes boiled in a metal kettle with the elderly

SANDALETY SIZE 37 147



archivist at the Novgorod Museum, which has led

to my sentimental affection for these places, but
this approach strikes me as harsh. I recognise
that kraeznavchi museums are, in some ways, anach-
ronisms on the contemporary cultural landscape,
that they bear the ideological trace of the Soviet
era in the selection of their exhibits and in the
formulaic organisation of their displays. Yet,

it is this very anachronistic quality that I find
intriguing and even valuable, providing a glimpse
into a past system of cultural meaning-making, a
retired vehicle of social engineering. I imagine
that it is because I did not grow up amidst the
micro-violences of the (post-)Soviet system, and
that I am not now living in close proximity to a
war that Soviet-style thinking has informed, that I
do not feel as militantly about these institutions
as others in this group. For me they are more like
Soviet kunstkameras, collections of ideological
curiosities. Their preservation seems to be an
important part of acknowledging the historical
presence of a really existing socialism in this
region, and their removal from cultural life is a
denial, of sorts, of that experience.

We talk about the location for the exhibition:
the displaced Donetsk Kraeznavchyil Museum in
Kramatorsk. In parallel to some of the other
illusory objects and places we have discussed in
this project, I suggest that this is, at some
level, a non-existent museum [HecCyleCTBYIMNA
Mys3er], in as much as it has limited archival
stores; almost all of its exhibition objects were
lost when it was forced to relocate from Donetsk.
This connects with the discussion in Dmytro’s
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session about the cultural potential presented by
nedoinstitutsionalnost’ in Donbas:
is the absence of exhibition objects, which, as
Dmytro points out, often overload kraeznavchi
museums, a limitation or an opportunity? Without
the constraints of existing collections, the museum
can invent its own trajectory, tell a different
historical story (about the European origins of
Donbas, as the makers of the forthcoming film
EuroDonbas (I'puupok 2022) plan to do, for example)
or a fantastical story (along the lines of Alina
Yakubenko’s Svetlograd (2017) mockumentary, for
instance). But here I recall Dmytro’s caution-

ary words about romanticising the reality of
nedoinstitutsionalnost’. A colleague working in the
heritage sector recently commented on the unstable
nature of work in museums in Ukraine: “[there are]
so many rollbacks and so much precariousness,
dependence on personal relations and interests.”
There is clearly little to romanticise in this kind
of institutional weakness.

In our Zoom meeting, and in the House of Europe
seminar I give a couple of weeks later, we discuss
the prospect of engaging local communities in

the exhibition, drawing audiences’ attention to
the contemporary significance of the historical
materials on display. Presenting the work Stefhan
Caddick and I carried out with migrant communities
in South Wales, the group discusses the option

of engaging internally displaced persons (IDP)

in Kramatorsk (prompted by Darya, I learn that
Kramatorsk has the third highest number of IDP res-
idents in Ukraine). I am conscious, however, that
extensive creative work has already been carried
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out with displaced communities in the region. Darya
recalls her project making magnets of the mental
maps people drew of their hometowns as part of the
Odisseia Donbas project; and Oleksandr talks about
drawing over postcard images of towns that are no
longer accessible in the occupied territories as

a symbolic rendering of the lost collective memory
of these places (this idea also brings to mind
Viktor’s untitled series). What, then, would a new
exhibition want to do or say about the current
situation in Kramatorsk that can add to existing
work on the topic of displacement? How could it
contribute something constructive without further
objectifying displaced communities, without cre-
ating new frames to replace the ones that we are
trying to deconstruct?

The group has lots of ideas about how we might

work creatively with the exhibition materials. One
of the most engaging ideas, offered in response

to a postcard text in which a Mariupol-based

author asks a friend to pick up a pair of size 37
sandalety [sandals] in Moscow, 1s to create a
sandalety tower in the museum, a memorial object to
the experience of material deficit that character-
ised life in some Soviet-era regions. Another idea
is that Oleksandr create a collage commemorating
local industry along the lines of a poster repre-
senting the oil shale industry in West Lothian,

a picture of which Dmytro shared with the group.
Darya suggests replacing the authoritative texts in
the collage-poster with anecdotal texts from the
postcard collections, revealing the entanglement

of institutional history and everyday life. Here,
as elsewhere in this project, I feel impressed by
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Postcard image and text
requesting the purchase of size
37 sandals. From the collections
of the Mariupol Kraeznavchyr
Museum digitised as part of the
Roz/arkhivuvannia post/indus-
trii project

the dynamism of this group, by the power of their
enthusiasm to engage fatigued Soviet institu-
tions and loosen the grip they hold over cultural
production. And, while I look back fondly on my
archival experience in Novgorod, I feel glad that
I'm no longer looking into the Soviet past of these
museums, but into their future, thinking about
how the system of Soviet knowledge creation might
be transformed and reinvigorated, and how through
these processes it might find new relevance for
different generations and communities.

SANDALETY SIZE 37 151



Darya Tsymbalyuk FIELD NOTE 7
Zoom
22 December 2020
16:00-18:00 UK time

Participants:

Dmytro Chepurnyi, Victoria
Donovan, Oleksandr Kuchynskyi,
Darya Tsymbalyuk

In the last seminar Victoria talked about her
ideas for an forthcoming exhibition at the Donetsk
Kraeznavchyi Museum, which has been temporar-

ily relocated to Kramatorsk. She focused on the
postcard collection, where photos of grandiose
landmarks are accompanied by personal everyday
stories. For instance, one of the postcards fea-
tures someone writing to Moscow requesting the
recipient buy them a pair of sandalety.

It’s funny how our last discussion in many ways
reflected the working title of all our seminars and
the future article — Donbas through Collaborative
Frames — as we spoke a lot about the difficulty of
navigating between the desires and points of view
of the different parties involved: the museum, the
audience and Victoria as co-curator. The situation
is further complicated by the fact that the ongoing
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museum exhibition, Hen nepokory, has attracted
public reviews that are both positive and more
critical. Discussing this, Victoria describes

some of her British colleagues’ less successful
experiences on other projects that introduced new
‘revolutionary’ exhibition ideas, which weren’t
always understood by local audiences. The question,
therefore, is how to make things make sense for the
viewer?

Interestingly, the selection of materials from
the Pokrovsk, Mariupol, and Kramatorsk archives
poses a problem: why these towns? What unites
them? Are they part of Donbas? But Mariupol is
not part of Donbas? This problem dominates all of
our discussions — the question of frames and their
imposition onto a reality which resists them.

The frame of ‘Donbas’ turns out to be too small
to include Mariupol. The frame of ‘Donechchyna’
[Donetsk region] automatically leaves out Luhansk,
as Oleksandr points out. Oblasts are not neutral
either, it turns out, considering that most were
formed in the 1930s, i.e. in the Stalin era — the
period of the most brutal coloniality, thus they
reflect a colonial demarcation of the territory
along lines that were most convenient for the
authorities and gave no thought to the existing
cultural and historical lands, as they were, for
instance, in the case of Sloboda Ukraine.

The location of the future exhibition is the
Donetsk Kraeznavchyl Museum. At the start of our
discussion we talked about which city would be the
most appropriate location for the event, Donetsk
or Kramatorsk? The museum’s ambiguous territorial
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identity, this gap, offers perhaps the clearest
indicator of the unavoidable discrepancy between
frame and reality, as well as the violence of the
museum being removed from its original context.
Victoria addresses such gaps by speaking about the
written postcard texts that often stand in contrast
to the monumental images on the cards themselves.
As she explains: “the image is an institution
within the postcard”. It is interesting how authors
sometimes write around the images, on the corners,
it is as if they are leaving the visual image
untouched, while textually ‘walking’ around it in
such a way that our perception of the image itself
is changed. And here there seems to be a direct
link to the practices of ‘walking’ that Michel de
Certeau’s talks about (de Certeau 1989), when we
make our paths by omitting designated roads and
monuments of power. This also brings to mind what
Iryna Sklokina once said during her lecture for

the summer school Zavod dav nam use — that new
grandiose buildings, constructed on the Donbas
steppe, were surrounded by makeshift roads and mud,
which purportedly gave them an even more utopian
presence. I don’t know about the utopian presence,
but it is in this very mud, and in the challenge

of purchasing sandalety, that resistance occurs

and that life flourishes. Walking paths exist as
long as walkers use them. They often lead to places
deemed not important enough for a major road. They
are a shortcut home, a path up the hill behind the
garages, accidental and personal encounters. When
the accent shifts from the collective to the per-
sonal, a grandiose building becomes a mere landmark
on the pathway of everyday life.
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Video screenshot.
Private archive of Dmytro Chepurnyi.
Luhansk, 1995

Any exhibition is also, surely, a sort of framing,
and the Kraeznavchyl Museum itself, even its
unorthodox location in a former grocery store,
creates a special context. Even before our semi-
nars, Victoria and I discussed the inevitability

of imposing frames, and during the seminars we
looked together at various frames we use to work
with Donbas. It’s like trying on shoes, some feel
comfortable, others don’t, too small for some, too
big for others (the sandalety again!). In the end
you still have to choose whether you say Donbas or
Donechchyna, even if you don’t like either, you
can’t do without a frame completely — is there any-
thing outside the frame or is everything frames? I
think the only way out of this existential question
is to focus on the gaps, since they expose frames
and frame-building mechanisms. Dmytro was right to
speak about the home video from his childhood made
while walking around Luhansk, and in which build-
ings and historical moments are at the edge of the
frame, a background. This home video is like an
inversion of the postcards documenting institutions
and preserving everyday life at the edges. Perhaps
this is how History is seen by institutions —
important events, figures and buildings framed by
sandalety and other small things, while people
inside History perceive themselves to be flying by
with Luhansk in the background. Only when you see
both perspectives do you notice the membrane that
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separates them. The interesting thing here is that
the membrane is also a frame, but a particular kind
of one — through it something is always moving from
one side to the other.
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Biropin flovosan < JIMBHA | NOKPYYeHa

ARPREIETOC ni060BY:
AOCNIAXXEeHHSA
MUCTELbKMX NPAKTUK
Ha [loH6aci yepes
KonabopaTusHi
PAMKM

Caitnivi nam’sati Mukonn Mukonarviosnya Jlomaka (1953-2021),
JIMCM4YaHCbKOro iCTOpMKQA, apXiTEKTOPA, KPAE3HABLUS ¥ rPOMALCHKOIrO
QKTUBICTA, SKUK TaK BigaaHo 6yayBaB [ia/10r MiX NMOKO/TIIHHAMM
Ha [JoH6aci.
OMUTPO NocTuTb poTorpadito rotesto 3 Hanmcom Bo Tok!
[ap’a: BO TOK cxoxe Ha nicHio AHtoxm MC
Omutpo: [otenb Bo_Tok: Big ruin porn o 3a6poLuUKa-epoTUKn
[Oap’a: cxoxe Ha Ha3By CyMHOro ¢inbmy
Omutpo: Bce 310 661110, 6b1710. BCe 310 Hac nanuno. Bece
3TO Nnno, 6uno, B3Aeprueano u MoTaso, 1 OTHUMano CUbl,
N BOMOK/IO B MOTU/TY, M BTACKMBANO Ha NbegecTanbl.
[ap’sa: a Tak no6110, Kon ™M unTyew bpoacbkoro!
Omutpo: «Tbl No3abynellb CKa3ouHbIN JIyraHCK U LUKOMbHbIN
OBOp B panoHe Btopuepmerta.» Konn a1 3abyay BClo pocin-
CbKYy MO€3it0, YN O3HaYaTUMe e, WO 9 AeKO/I0HI30BaHNN?
[Oap’a: ax Hiak!

1 Csoro yacy rotenb HasmBaBcs «<BocTok», ane 6ykBy ¢ 6yno BTpayeHo.
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OnekcaHap: uboro 6yno 6 3amano.
(BUTAr i3 Tenerpam-yaty rpynu)

Y posnani HUHIWHbOI NaHAeMmii M1M? po3noYasnv NPOEKT, MPUCBS-
YEHUM TBOPYUM i penpe3eHTaTMBHUM NMpakTuKam, Lo rpasam ponb
y ®OpMyBaHHi Ky/IbTYpPHUX 3Ha4YeHb [JoHO6acy — TOMOHIMa, Lo NO3Ha-
ya€ [JoHeubku BYrinibHUn 6acemnH, perioH Ha Cxogai YkpaiHu. MpoekT
NnpoBagvBCA BiAAa/IeHO: WO ABa YM TPU TUXKHI MM CTBOPIOBasIM 3yCTpiy
y 3yMi 3 HaWMMK NapTHep_Kamu: AMuTpom YenypHum,® kypaTtopom
i KyNbTYPHUM MEHeXepOoM i3 JTyraHCbKa, KOMULLHIM KEPIBHUKOM
«[loH6acbkux cTyaii» 1I30149LIT (Kuis); KaTepuHoto Cipuk, KynbTypHOO
fiaykoto 3 JlyraHcbka Ta ronosoto «[noc/MiHyc» — CEBEPOAOHELBKOT
anbTepHaTMBHOI MUCTELLKOI iHiLiaTUBM, LLO NPOBOAMTL PENBU N NeKLUIT;
OnekcaHapom KyunHCbKuM, He3anexHum MutueM i3 CEBEpoOOHELbKA
M KypaTopoM OoHNanH-apxiBy «lHOYCTpianbHWA par»; BikTopom
«KopBiKOM» 3aCUMNKiHUM, HE3A/TIEXXHUM MUTLIEM i CNiIB3AaCHOBHUKOM
MUCTELIbKOIO KOJTIEKTUBY «KYy>Kasika», CTBOpeHoro B [loHeubKy. Ha Lmx
OHManH-3yCcTpivax Mn o6roeoptoBanu Ti Tpaguuii Bisyanisauil loHbacy,
O iICTOPUYHO BY/IM MO3HAYEHI €CTETUKOIO HACWU/INA N BUK/TIOYEHOCTI
[aesthetics of violence and exclusivity]. OgHak 4acTille M1 roopunu
Npo HOBi TBOPYi 06pa3un perioHy — 3okpema n obpasun aBTopcTea
napTHEP_OK MPOEKTY — LLO MPaLoioTh i3 MOro BidyasibHOK cnaaLum-
HOO 1 6epyTb 1T Nig CyMHIB. Mu He cTaBum cebe 3a MeXi L€l paMKku,
OEMOHCTPYIOUM HAaYKOBY OO’ EKTUBHICTb, — HATOMICTb MM BK/IO4aNU
B PO3BiAKY caMux cebe i BNacHy MUCTELbKO-KYPaTOPCbKy npaLiio.
Takunii o6oninbHWI [reciprocal] niaxia 403BONAB HAM 3BepTaTUCS
[0 NUTaHHSA B/1aCHOT NO3ULIOHANbHOCTI: HaLli MOBHOBAXEHHS
MPOMOB/ATA Bif IMEHI Cy4acHMX KyNbTypHUX npoueciB Ha [JoH6aci
AK IIOAM, AKi @Hi 4O LbOro PerioHy He Hanexartb, aHi XX1BYTb Y HbOMY,
— obMeXxeHi. Yepes TpuBani po3aMoBU 3 MICLLEBUMU KY/IBTYPHUMMU
AisY_KaMnmuM CNoAiBanncs nogonaTn ue oOMexeHHs, nobyaysaTn

2  «Mwu» — ue BikTopia JoHoBaH i Aap’a Liumbantok, aBTOPKK LbOro Tekcty. Tam, ae Mu xoTinu 6
PO3PI3HUTK HaLWi IHAMBIAYaNbHI BHECKU [0 MPOEKTY, MU MOCYrOBYEMOCH iIMEHaMMU.
3 [ani B TEKCTi MM 3ralyeEMO HaLLWX NapTHEP_OK /MLIe 3a iMeHaMu.
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«KOMabopaTMBHI paMKuy», Yepes sKi MoXHa 6yno 6 posrnagaTtm
MUTaHHA, LLO NeXaTb B 0Cepai HaWnX AOCiOKEHD.

Cepep Takmx CTPYKTypyBanbHUX MUTaHb OY/n: K Cy4aCHI MUCT_KUHI
M OiSY_KN KyNbTypy B3aEMOLIIOTD i3 iCTOPIEIO Ta CNagWwmnHOK PEriOHy
Yy BUTBOPEHHI HOBOIo pO3yMiHHA JJoH6acy? aK Ui NpakTUKmM NpOAoBXY-
I0Tb ab0 BiAXOAATb Bif yCTasieHMX 6avyeHb Ta enicTeEMOSOrNiN PErioHy,
30KpEeMa paasHCbKMX NPaKTUK Bi3yasibHOI QOKYMEHTALl 1 BUPO-
OneHHA 3HaHHA? Lli 3anmMTaHHA NocTanm 3 HaWoro po34vapyBaHHS
YNCAEHHMMM iICTOPUYHMUMW N CyHaCHUMM (Bi3yaribHUMM) HapaTuBamu,
AKi 4OKMannCcs OO Ky/IbTYPHOro KOHCTpytoBaHHA [JoH6acy. Lo
CTaTTIO, LLO € NMLLE OOHIEID 3 HN3KUM Pe3y/bTaTiB HaLOol CriNbHOI
npaui, M1 CTaBMMO B [iasnior 3 TUM, L0 BU3HAYaEMO K TpaauLito
BUKPUB/IEHOT penpe3eHTaLii NtoaCcbKux i He-nacbkx [nonhuman]
naHgwadTiB perioHy fK Micupb, WO X XapaKTepPU3yE MycTka, 3aHenas,
po3naj i KparHE HaCUMbCTBO. Taka iHTeprnpeTaTuBHa TpaauLia carae
KOPIHHAM LLe 00 NepeapeBONIoLinHMX TEKCTIB BikeHTia BepecaeBa,
AKUIA, NULWYYN 009 aBAMTOPIT IMMNEepPCbKOro LeHTpy, 3o06paxae [JoH6ac
KPaeM, e NoBHO 6pyTanbHUX ankKoronikis, SKi XUBYTb Y CTPaLLHNX
3nnaHsax (Bepecaes (1892) 1980); i B inBepTOBaHin ¢opmi BOHa 3HOBY
BMPUHAE B KAHOHIYHUMX PafdaHCbKNX TEKCTaX Ha KLUTaNT ekcnepu-
MEHTaNbHOro AOKyMeHTanbHoro ¢inbmy A3urvn BeptoBa «EHTy3ia3m:
cumdoHia JoHbacy» (1930), B aKoMy WaxTap_oK i po6iTHM_ub dabpuk
3006paXKeHo AerymaHisoBaHUM MpoaoBXEHHAM NPOMUCIOBOCTI,
KonilaTkaMn y 3HaBICHINI MaLlVHi pagsiHCbKOT MmogepHocTi. Llen
penpeseHTaTMBHUI MOAYC NPOLAOBXYETLCA | B Cy4aCHOMY MUCbMi
" KiHemaTtorpadi, Hanpukniag, y <9 3miwato TBOK KPOB 3 Byrinisam.”
3po3ymitn ykpaiHcbkuii Cxig» OnekcaHapa Muxena, Ae XXEBXUKY-
BaTM oNoBigay NpuidKAXAaE Yy Cipi CXigHi OKOMWLUi 1 3HaxXoauTb NiLie
rIM60KO BKOPIHEHWNI KOHCEPBATMN3M | CMPOTMB KY/IbTYPHUM HOBAL,iSIM
(Muxen 2020); Bin3HauveHnn y KanHax ¢inbm Cepriqa JTo3HuLi
3 TOTani3yto4oto Ha3Boto «[JoHbac» (2018) Takox 3MasibOBYE pPerioH
MiCLIEM CKpPanHbOro HaCUMbCTBA M Bigvato. AK i KHMXKKa Muxega
(Ooctnesa 2020), pinbm JTI03HMLUI CNPOBOKYBAaB B YKpaiHi HU3KY
06ypeHmnX peakui y BiANoBiAb Ha MOro NPUHMU3INBE 300PaXKEHHSA
MicueBoro HaceneHHsa (TumoweHko 2018). Bci Wi ctBopeHi YonoBikamu
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ayTcangepcbki HapaTnaK cniBGoOpPMyIOTb XaHp, WO NOro M1 Ha3uBa-
emMo «[loH6ac-ropop». | cnpaegai, CkagHo 3HanTK TekcTn npo [JoHbac,
Lo nogaBsanu 6 anbTepHaTMBHI, KOHCTPYKTMBHILLI 06pa3n periony,

a 3acunns onoBiger NPo XXOPCTOKICTb | 3/IMAHI 3arpOXKy€E Ha3aBXan
3aKpinuTn yaBrieHHsa npo JoHbac 9k Npo HeumBinizoBaHoro [Hworo

B Mexax YkpaiHu (MopTtHoB 2016).

3BUYaNHO, XaHp «[JoHbac-ropop» BabUTb He NivLle ayTcangep_oK.
MicueBi TBOpUI MPaKTUKM TAKOX 3HANLLIN Y HbOMY CyOBEPCUBHUM
noTeHuian gaa caMoONoOHM3IMBUX penpe3eHnTaLin. Taki TeHgeHuil
BiACTEXYIOTbCS, HaNpuKnag, y poboTtax nyraHcbkoro ¢otorpada
OnekcaHgpa YekMeHbOoBa, Yl NULLHI YOpHO-6ini dotorpadir
3 eTHOrpadivyHO yBarow Ao AeTanen 4OCNiAXYTb colianbHy
HY>XOEHHICTb LlaxXTapCbKUX rpoMag perioHy, ocobameo y 1990-x pp.
€ BOHMU 11 y TBOpPax MOMIOALWOro NOKOHHA AOHOACbKNX MUCT_KWHD,
My3UMKaHT_OK i doTorpad_ok: Tak, inbm OnekcaHgpa PaTia
«Bo3BpaleHunsa» (2013) nokasye HECKIHYEHHI NOCTIHAYCTPianbHi NaHa-
wadT Nig 3BYKU TY>K/IMBOI €MOIEHTHOT €M1EKTPOHIKK, @ MONYNAPHUIA
MeTan-rypt «PBbl 1 HEPBbI» 6/1yKa€E pyiHaMM PaasHCbKOI MPOMUCIO-
BOCTI MiZ 3BYKWN BUKPUBIEHNX OUCTOPLUHOM FiTap i FyrHBOro Bokasny
(PBbI 1 HepBbl 2011). Taknin CaMOMOHN3MIMBUIA NOTNIA4 3HAXOANMO
i B AEAKMX TBOPAX HaLUNX KOMET, Y AKUX PO3rNALAETbCH MOKUHYTICTb i
anokaninTnyHa pyrHauia. Xo4a NpoayKTUBHWA NOTEHUian MicLeBoro
anponpitoBaHHSA LbOro XaHpy Li/IKOM 3p03yMinnn, 9k ABi 4ocnigHuui
3 NO3a MeX PErioHy MU XOTiNIM He NMPOAOBXYBATU TPaaULilo HapaTuBi-
3auii JloHbacy Sk NPOCTOPY BUKJ/IHOYHO ropsa 1 »Xaxy.

Tox 1K MOXHa 3a 4OMOMOrM KoslabopaTMBHMX METOAIB NOPYLUMTU
ycTaneHi KkynbTypHi o6pasun JoHb6acy? AKUM YMHOM Ui METOAM MOXYTb
CTBOPUTW HOBE YCBIOOM/IEHHSA PETIOHY, LLIO YEPMNaE 3 MiCLLEBOro
3HaHH4 i BTiNEHOro AOCBiAyY, a He NuLle 3 ayTcangepcbkoro
nornagy? B nowykax BignoBigen Ha Ui 3anntaHHA M1 3BEPHYNUCS
[0 npaub, NPUCBAYEHNX PEMIHICTUYHMM €NiCTEMOSIOTISAM, 30KpeEMa
[0 TeopeTnsyBaHHA [JOHHM MapaBer Npo CUTYATUBHI 3HAHHSA, a8 TAaKOX
[0 KonabopaTnBHMX METOAO/0rIN coLianbHOT aHTPoNnonorii, cepea
SKUX Npaui 4ocnigHMub, AKi npautooTb 3a MeTogoM 060MiNbHOT €THO-
rpadii Jlipii Eppanaec Ta Manomu Mait-i-bnacko (Herndndez and Gay
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y Blasco 2020). Y lapaBei Ham BMAanoCs KOPUCHUM HaMoMSraHHs
Ha «NapTUKYIAPHOCTI Ta BTINEHOCTI 3aranbHOro 6aveHHsa» [particularity
and embodiment of all vision] (Haraway 1988, 582), wo npsmo
cynepeuntb GiKuiT «nornagy 3ropu, Hi3BigkK, 3i CNPOLLEHHSA» [view
from above, from nowhere, from simplicity] (Haraway, 589), sika
1 cobi npopocTae 3 «igeonorii NPaAMOoiHIMHOro, NOrMMHAaYoro,
reHepaTUBHOIO 1 HiYMM He obmexeHoro 6ayeHHs» [ideology of
direct, devouring, generative, and unrestricted vision] (Haraway, 581).
9k nosicHio€e MapaBen, NapTUKYIAPHICTb € HE eNiCTEMO/IONYHOO
BaAol0, @ MNOTEHUINHMM [KEPEesIOM CUAN B 3rypTOBaHOCTI: BOHa A€
MOXNMBICTb 06’€AHATUCA 3 IHLUMMW HE 338415 JOCATHEHHS YHIBEP-
CanbHOCTI, @ 4NA CTBOPEHHSA Mepex 3B’A3Ky 1 conigapHocTi. Cnigom
3a MapaBelt M1 He HaMaraemMocs JOCArTM 6€3CTOPOHHBOIO PO3YMIHHSA
TeMu (TOro X «[akagemMiyHoro] norngaay... HisaBigkun»), @ HaTOMICTb
3a0KYMEHTYBaTH, 9K JOPOry B Uin TeMi — Temi [JJoHbacy i cyvyacHux
KYNbTYPHUX YABNEHb NPO HbOIO — LUYKAa€E HM3Ka OCi6, 3aLikaBeHnx
y Ti BUSHAYEHHI.

Haw metogonorivyHui nigxig «<konabopaTuBHUX PpaMOK» CArae
KOPIHHAM He fiMLle B TEOPETUYHOMY, ane i B eMMipuYHOMY
3HaHHI 1 gaBHilWoOMy AocCBiai cniBnpaui. Mix ycima wictbma
YYaCHM_LSIMW LbOro NPOEKTY BXE iICHyBann Mepexi A0BipN N 0OMiHy:
[ap’a 1a Biktop 3 2015 poky cniBnpauoBani Hag MAUCTELbKUM
npoekTom «Ogpicceqa [loH6ac», a 3 2020 poky pa3om npauooTb
Hag aHimauinHum dinbmom «Cap nepeixas»; AMntpo, KatepuHa,
BikTopia Ta Jap’sa pa3oM koopauHyBanu NiTHIO KONy «3aBofj aB
HaMm yce», wo Biabyeanaca B Kuesi (1I30/19UI4) Ta CeBepogoHeLbKy
(«Mntoc/Minyc») y 2019 poui; OnekcaHap Takox 6yB y4aCHUKOM L€l
NITHLOI LLKONK, KoMK No3Hanommecsa 3 KatepuHoto, ska 3rogqom crana
MOro NapTHEPKOIO B MUCTELIbKUX iHiliaTUBax, AesKi 3 9KUX MW 3rafy-
€MO Y Ui cTaTTi. OTXe, Halle AoCigKEHHS MOCTano 3 rycrtoi naByTUHU
MUHYBLUOT 1 aKTyanbHOI criBnpaui, abeKTUBHUX, IHCTUTYLIMHNX | HaBiTb
diHaHCOBMX 3B’A3KIB, LLLO BMNIMHY/IN Ha HaLLe MMCAHHS, C/TyXaHHS
M HaBYaHHSA OOH_a Big ogHO_I. Xo4a 3 ornsay Ha e€TUKY OOC/IOKEHb
Taka Mepexa 3aneXHOCTEN MOXe crepLly 34aTuca Npo6aeMaTuyHoLo,
Hacnpasai BoHa 3aknana pyHgaMeHT AAs HaLOol cniBnpaLi, yCrix aKoi,
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AK nokasyloTb EpHaHaec i Man-i-bnacko, BUMarae CTocyHKiB MiLHOT
LOBipu Ta B3aeMHoOT noBaru (Herndndez and Gay y Blasco 2020).

Tox Haw BMGip MeToAiB ANS NPOEKTY BUNANBAB A4aNeKO He nuLe

3 GEeMIHICTUYHOT KPUTUKU 1 KY/IBTYPHOI TeOopil; BiH 6yB BUCNiAOM

TaKOX i HALWMX CMNiNbHO BTINEHUX NepPeXuBaHb i 3yCTpivyen: Konm

MW BUAMPAanacs Ha Aax 3akKnHyTol 6ya4isni nig Yac pagionporynsHkm

B CeBEPOAOHELBKY; TUHANNCS TbBIBCbKUMU BYINMUAMM Mif XOTOOHUM
BECHAHMM BIiTPOM, PO3Aat04N aBTOPCbKi HaMIMKW; KONEKTUBHO
penarysanu NpuMxanBi r'yrngokm 3 61ogxetamu i 3aaBkaMmm Ha diHaH-
CYBaHHS CNiNbHUX NPOEKTIB.

Yepnatoun 3 gocBigy nonepeHix NPoEKTIB eTUYHO NOoiHGOPMOBaHOI
[ethically informed] cniBnpadui, M1 CTBOPU/IN YUCIEHHI MOX/IMBOCTI
OONYYUTUCS [0 aKTyaslbHOrO MPOEKTY, abu Aatu napTHep_kKam
AKHaNGibLle MOX/IMBOCTEN BMN/IMHYTU Ha AMCKYCito. [JNs uboro
MM 3 0COB/IMBOIO YBarot NocTaBUANCSA OO TEXHONOMYHNX | MOBHUX
pilWeHb, AKi HarpiBHOMIpHILWe po3noginvnn 6w Bnagy [distribute
authority] B pamkax npoekTy. [1ig MoBaMy1 MaeMO Ha yBasi He TiNlbku
aKafeMiYdHi 1 HeakageMiYHi MOBMU, Bi3yaslbHi 1 MMCbMOBI, @ i po-
CiCbKY, YKPaIHCbKY 1 aHrNiicbKy. Bce cninkyBaHHA Mn BUPIiWLWMAK
BECTU POCINCbKOIO, @ NOMbOBI HOTATKW, L0 NOYATKOBO MUCaINCS
aHIMINCbKOO, MEPEKNACTN POCINCbKOI — MOBOIO, fika 6yna pigHo
Ans 6inblOoCTi y4acHW_ub. KpiMm TOro, My BUPILWIMAW NpOBagnTH
poboTy Yepes HM3KY OHNAanH-3yCcTpiven y 3yMi i 3aKpuTin YaT-rpyni
B Tenerpami — nnatdopmax ans Hawmx NapTHEP_OK 3HANOMMUX i
3pYy4YHUX Yy poborTi. JocnigkeHHA Habyno Takoro BUMNSAY: Ha KOXHIN
3yCTpiYi O4_Ha 3 KOMEr AiNM_aca CBOEIO Mpaueto 3 penpeseHTaLil
ab0 KypyBaHHS ysBfeHb Npo [JoH6ac i pearyBan_a Ha NUTaHHS
1 KoOMeHTapi Big rpynu. Nicna 3ycTpidi koxxHa 3 Hac (Jap’a Ta Biktopis)
nuMcana nosboBY HOTATKY 3 PO34yMaMu LLOAO 3a4enieHnx B AUCKYCIl
TeM, O HanbinbLle 3pe30HyBaniv HaM; Ha NOYaTKy HACTYMHOI 3yCTpidi
MM Bronoc 4mtanu CBOI NOMbOBI 3anMcK, 4atoum iHLWNM yHaCHM_LAM
MOX/IMBICTb BigpearysaTu, 3anepednti 4n BUNpaBuTn Halli iHTepnpe-
Tauil. Mk 3ycTpidaMmn Mu 3 napTHEP_KaMK AiINIMANCS MOCUNAHHAMMU,
oymkamu 1 indopmadieto B Tenerpam-yari. AKTMBHa B3aEMO/IA
3 KO/leramum Ha KOXHin ctagil AOCNIMKEHHS M MMCbMa CYTTEBO BM/IMHYNA
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Ha pe3ynbTaT Halol PO6OTW: BiANOBIAaIbHICTb 3a iHTepnpeTauii,
o i M1 BiguyBanu nepeg napTHep_Kamu, CNoHyKana nucaTtu y Bia-
YYTHO GiNbLU CiBYYT/IMBIN | 0O6EPEXHI MaHepi, HiX Le Morno 6 6yTu
3@ iHLWKX, HEKONAbopaTMBHUX 0OCTaBWH. BioCcTopoHeHWn akageMiuHum
nigxig, TMNOBUM ANa aytcangepCcbkKux HapaTUBIB PErioHY N KPUTUYHUIA
NOrNsA 3 BiACTaHI TyT NOCTYNMBCS MiCLEM HANOMEMNIMBILLUM 3YCUANAM
3PO3YyMITM TOYKY 30pYy HalLMX NApPTHEP_OK i 4OMOMOITHK iM Yy Npoueci
PO3BUTKY CBOIX iAeMN.

3Hatoum npo Te, B AKM CNoci6 KPUTUKYIOTb KonabopaTBHI MeToamn
(AkunMm, nonpu amBiTHI NparHeHHs, He BAAETLCS YHUKHYTU BNagHOro
HaB’a3yBaHHSA [constitution of authority]), y cTatTi M He Hamaraemocs
npeacTaBuUTU PiBHUIA | rAPMOHIMHWIA pO3MN0oAiN ro/aociB, @ HaTOMICTb
NPUIMAEMO ynepeokeHiCTb HalLIMX TOYOK 30pY | BUSHAEMO, AK Ha Ui
TOYKMW 30pY BM/IMHYNIM NEPEMOBMHN 3 NapTHEpP_Kamu. [Nepen Hamu
nocTtaBasia HeobXigHICTb NOKa3aTn NapTHEP_KaM Halli iHTepnpeTauil
IXHIX XXe TBOpYMX HapOO6KiB, MPOTE NEPEOCMUCINTI HaLi ANCKYCIT
Ha 6e3neyYHin BigCTaHi TeX BUABIANOCS HEMOX/TMBUM, TOX Halli inel
M TAyMa4eHHSs LiKaBUM i HecrnodiBaHMM YMHOM B3aEMOLIAN 1 PO3-
Giranucs. Takuin npouec KoabopaTMBHOIO AOCNIAXEHHS O3Ha4YaB,
O BPELUTI MM N1cann Npo TeMM, WO TX 3a iHWKMX 06CTaBUH MOIN
YHUKHYTU (HM3Ka 0O6roBOPIOBaHUX Npaub 3adinasia Tponu NOKUHYTOCTI,
3HMLLIEHHS | Big4ato, Lo iX MM BULLE BU3HAYNIM 9K Npo6ieMaTuyHi).
Y noganbLin AUCKyCil MM HaMaraeMocCs NokKasaTu, K NEBHI YABIEHHA
MpPO TOMOCK 1 NPAKTUKKN NOCTaNu N BUKPUCTaNisyBasmcsa B NAuHi
HallMX PO3MOB; WO 36epernocs, a Wo Bignasno nokn My NpoBoanImn
[OCAIMKEHHA B KONabopaTuBHNX paMkax. Mn BMoKpemuam tpu
TBOPYi NPaKTUKW: 3a6POLLKY, KA AOCNIAXKYE CNPUAHATTA 1 B3a-
EMOLII0 i3 3aHeaOaHICTIO N03a paMKaMun eCTETU30BAHOI pyrHaLil
abo «[lJoHbac-ropopy»; 4E/IATb HEYErro, AKa CNigye 3a HaluM
O6roBOPEHHAM YCTAHOB Ta IXHIX ponen y KynstypHoMy GopMyBaHHi
PEriOHY; @ TAKOX CEPHMO3HI XXAPTH, IO OCMUC/IIOTb 300ragKn M rymop
fIK OKpeMuin cnocib HapaTtueisauii JoHbacy.
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3ABPOLLKA
deHoMeH 3a6pOoLLKKM BNEPLUE MOCTaB Y HaLUMX PO3MOBax, KOu
MU cnyxanu po3nosigb KatepunHu n OnekcaHgpa npo CBOi TBOPYI
1 eTHorpadiyHi NPakTUKK BiABIAMH 3aKWUHYTMX MiCLb AOBKO/MA
CeBepopgoHeLbka. lNicna HeTpmBanoro 06roBOpEHHA CBOro Kypa-
TOPCbKOIro NPOEKTY «IHAYCTPiANbHUIA paii», OnekcaHap 6epe Ha cebe
ponb MogepaTopa i XapTiB/IMBO-CEPMO3HMM TOHOM iHTEPB’loepa
3anuTye B koneru: «Omke, KaTio, YoMy, Ha TBOKO AYMKY, HaC Tak
BabNATb Ui Micua?» Y Bignosigb KatepuHa gewo nipnyHo 1 3aragkoBo
PO3MOBIJAE MPO KOOPAMHOBAHI HEID ekcneaumuil 4o HaniBpO3BaneHux
MPOMUCAOBUX PELLUTOK, LLO IX Tak 6arato y naHawadrax JlyraHCbKol
Ta JoHeubkoi obnacten. BoHa nogopoyye 3 HEBEMKOLIO FPyMnoto
nofen, KOXHa 3 AKUX Ma€ B/1acHi iHTepecu: XToCb [0/1y4aEeTbCA
00 rpynu 3 eTHorpadivyHMM HaMipoM 3a40OKYMEHTYBaTK 11 apXiByBaTu
MatepianbHy KynbTypy pagaHCbKOI NPOMUCIOBOCTI, AKa CbOrofaHi,
nicna gekoMyHisadinHoro 3akoHy 2015 poky, 3a T cnoBamu, Ma€ ctatyc
«OILINHOro CMITTA»; iHLWI HECYTb TBOpPYe 6a4YeHHS — CBATUAULLIA
MPONETAPCHLKOI NMpaui MiCTATb BEIMYE3HWN NOTEHUIaN ANga KyNbTypHOT
aganTauil gk Micus ANa MUCTELbKNUX IHCTaNSLIN, BUCTABOK i PENBIB;
iHLLI, Ka)ke BOHa, B’IOTbCSA C/igoM NMpocTo Ans Toro, wob Biggigatm
paHile He3HaHiI Micus | «<3HATM AEKiIbKa NPUKONbHNUX cendiy.
TepmiHoM 3a6potuka KatepuHa 11 OnekcaHap no3HavatoTb CBOT
MPaKTUKK B3AaEMOLIT 3 MOKNUHYTUMM NpOoCTopamMun. [1eAKUM YNEH_KUHAM
rpynu uen TepMiH 3HanomMumii: Nokn KatepmHa rosoputb, MuTpo ne-
pecunac€ B Haw yaT y Tenerpami CBIiT/IMHU 3 BiABIAWH TaKUX MiCLb, SKi
BiH 3a3HIMKYBaB y paMKkax KOOPAWHOBAHOI HUM nporpamu B 13014LIII
Ona iHwux ue BigHOCHO HoBe BiaKpuTTS. BikTopia 3a3Havae, Wwo i 3Ha-
MOMCTBO 3 TaKUMU MiCusaMU 30€6iNbLLIOIro PYHTYETLCA HA eCcTeTuLi
ruin porn, WO HACTIIbKW NPUCYTHSA B penpe3eHTauiax CxigHol EBponu
Yy MepexeBuX Bi3yasibHMX apXiBax Ha KLWTanNT IHCTarpamy. 3 yCiMm TUmMm,
ruin porn, ke KPUTUKYIOTb 38 TEHOEHUIIO «pedyKyBaTu, eCcTeTusyBaTn
M gerymaHisyBaTh MiCTO, OFO/IIOI0OUN M OHENIOOHIOIUN apXiTeKTYPHI
dopmu» (Rann 2014), 3gacTbca ganekum Big 6inbL TypooTIMBUX
i KOHCEPBALOHICTCbKUX NPAKTUK, WO 1X Y CBOIA Npe3eHTauil onucye
KatepuHa. Y HacTynHoMy ypuBKy KaTtepuHa po3BMBAE BU3HAYEHHS
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CBOEI AiANBbHOCTI, IKe 'PYHTOBHO 3MIHIOE HaLLe PO3YMIHHA NPaKTUKK

306pPOLUKMY:
KatepuHa: Bce ue BuMarae gyxe KOHKPETHOro vacy i He-
CKiHYEeHHOT B3aEMOLIT, Lie TaKOX BaXX/IMBO PO3YMITH.
BikTop: /lio608i.
KartepwuHa: /Tio60Bi, TyT HaBiTb MOBM HEMAE, ane, MabyTb,
Oy>Xe OMBHOI, MOKPYY€EHOI, B AKOMYCb CEHCi 3604eHOT
ecTeTuku n NtoboBi A0 BCbOro Lboro, Tak... HaBiTb,
BOHAa — [0 KiHUSA HE yCBigOMIEHa HaMu... Bo, cam dakT, wo
3a6poLuka, 9Kk Gopma MOBU, € TaKUM COBi dianeKTuaMom,
UM FK Le NpaBuIbHO Ha3BaTK, § TOYHO HE PO3YMito...
3a6poLukm i BCe, B HAC HEMAE AOCTaTHbO NPaKTUYHOrO,
0OCBIgHbOrO, ane X odiuinHoro, cdopmMoBaHOro coBea
Ha NMO3HAYEeHHS LMX 06’EKTIB, @ UMX NPOCTOPIB, LMX NIOLMH
Tak 6araTo, i Ha MO3HaYeHHS TOro, K IX PO3YMilOTb,
CaMOYCBIOOM/TIEHHA BCbOro LbOro... 3a6pOLLUKA, WO Take
3a6powka? MeHi 3aBXXan HEKOMPOPTHO, KO S 3aMOBHIOKO
dopMy, B gKi1 ONUCYIO, UM CaMe MU 3aMMaEMOCS Y CBOIN
npakTuui... Byabmo BigBepTUMM, KOM TN KaXkell 3a6pOoLLKA,
TW HE MOXELL FOBOPUTU NMPO HMX 0QiLinHO... Ane aK iHaKLwe
X Ha3BaTn? Hiak.

3a KatepuHoto, 3a6poLLKa € B HALLOMY HECBIAOMOMY («He yCBi-
AOM/IEHA HAMU»), TOXX BOHA aKTyani3yeTbCsa N BUPMHAE HA MOBEPXHIO
AINCHOCTI NuLle Yepes TiNecHi AocnimkeHHs Ta yaBy. | cnpasai,
Yy BUKOHAaHHI Fpynu AoCcnigXXeHHSA 3a6pOLLIOK aKTUBHO 3afitoe
3HaHHA Yyepes TiNo: y NpakTuui cnisnpadi ynpuBinenoByeTbCA
He Tak 3ip, AK TifecHa NPUCYTHICTb, [OCBIA PyXy Tina Yyepes NpocTip
OyAaiBni, CNPOMOXHICTb LIbOro Tifa KonaTw, TpuMaTn, nepebupaTm
M NecTuTn MatepianbHUIA BMICT | TEKCTYPU LibOro npoctopy. Konu
Mu npocumo Katepury n OnekcaHagpa noginntmnca dotorpadiamm
CBOIX eKcrneauLin, BOHW BaraloTbCd, CMYLWHO OCTEPIraloymncs Toro,
SIK 300paxXeHHs NOCTIHAYCTPianbHOI 3aKMHYTOCTI MOXYTb OyTK 3ay-
YeHi B PUHOK eKCrnyaTaTMBHOMO CNOXWBaHHSA 1 BiATBOPEHHSA. Yepes
LIO HaMiBKOHPPOHTALINHY PO3MOBY, LLO BK/IKOYAE MiCLLEBUI CMPOTUB
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00 30BHILLHbOro nNornaay, 3a6poLUKa y HallnxX yaBax NocTae BogHo4ac
i Ak micue, i Ak npakTuka. Cnyxatoum Katepuny n OnekcaHgpa,
MW PO3YMIEMO, LLIO 30O6POLLKA O3HAYAE TAaKOX B3aEMOLIO 3 TUM, LLO
BOHW CNPUNMAIOTb K HEOOpOo6neHe pagsHCbKe MUHYye: namdneTy,
rOOVHHWKM 1 MEPiogNYHi TabNMLUi eneMeHTIiB, BIiAKUHYTI 9K CMITTS
icTopIl, WO noro rpyna BuaobyBa€e 3 NOPYMHOBAHUX GyaiBenb, abu
BiAMMWTH, 3i6paTh 1 NOTEHUINHO NEePETBOPUTM Ha LOCb HOBE Y TBOP-
yomy npotueci. Taka B3aeEMogdis 3 iHAYyCTpianbHOK CNaALUMHOK pastoye
BiOPI3HAETbCA BiA NPAKTUK Y EANHOMY MPUCBAYEHOMY iHOYCTPIanbHIn
cnagwuHi mysel CeBepogoHeubka Ha ¢abpuui A3OT (gocTyn Ao SKoro
CTPOro KOHTPO/KOETLCH, @ 3HIMKYBaHHS — KaTeropu4yHo 3a60pOHEHE)
a60 GinbL TPagUUINHO BMALLITOBAHOIO KPaeE3HABYOro My3eto
B CyCigHboOMYy JIncnyaHcbKy. Xoua «[itoc/MiHyc» MOTUBYE noaidHa
KOHCEPBALOHICTCbKa /T0TiKa WoA0 KyNbTyPHUX CTPYKTYP i3 pagsH-
CbKOro nepioay, TyT Ui 3aNULLKK CTaloTb AOCTYNMHUMMW O19 TaKTUIbHOIO
OOCMIOKEHHS, @ HE XOBAlOTbCH 3@ CKASHUMW BITPUHAMN.

CninbHWI QOCBIA NOAOPOXKi, 3HAXOAXKEHHSA AOCTYNYy A0 UMX MiCLb
Ta X 4OCNIAXEHHA CTBOPUB Y rpyni TiCHi 3B’A3KW 1 YCTAaHOBUB,
SIK roBOpUTb KaTtepuHa, EQHICTb i3 «iIHTEHCUBHUM i Oy>Ke OCMUC/IEHUM
xapaktepomy. Lli npouecn Big4yTHI B NOAOPOXi B HOBOAPYXECHK, LLO
TI rpyna 3aincHmna 'y 2020 poui. 3HanLWOoBLLM TaM CTapuii pagaHCbKUN
TpaHcnapaHT, NnpucBaYeHnii «[JHo waxtapa», KatepuHa, OnekcaHap
i IXHIM KONEKTUB BUPILLWAN MEPEBE3TU MO0 B 3aKNHYTY WaxTy. [ypT
OMNUHMBCSA B HaniB3pynHoBaHomy lNanaui kynstypu (OK), ae Boneto
BMMNAagKy B TOM caMuii yac nepebyBana 3rparka MicueBux Nignitkis.
[Bi rpynu WBMAKO 3HANLWAN CMiNbHY MOBY 1 PA30M 34INCHUAN aKT
KoMeMopalil Ta peiTanizauil konnwHboro K, Billatoum TpaHcnapaHT
Y Pi3HUX YacTuHax oyaisni. TyT OCMUCAEHHSA pagsHCbKOI Ta iHay-
CTpianibHOI CNagLlMHN HE OCMOBNEHE, a 3[iNCHeHe Yepes Tifno, ke
BMOMPAETLCS, TPMMAE TPaHCNaPaHT i NPUKPINAOE NOTro; Lie XXMBUN
OOCBIA, WO TiNeCHO BiATBOPIOE Ail monepegHix NOKO/iHb, BiACTEXYO4M
XECTU NoAEN, AKi B MUHYTOMY TEX MOMN LWYKaTN Harkpalle micue,
abu NoBICUTK CXOXMNI 06’eKT. KOX_Ha ydacHU_Us CTa€ AiAY_KOoo
y NPOLECi KONEKTUBHOIO 3ragyBaHHs i AOCAILKEHHS, A& MUHYEe —
He ckaM’sHine, a BUCTyNae CyOCTaHUielo, 9Kka BMUKAaE npolec
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BaHep B 3akuHyTomy K,
Hosoapy»xecbk, 2020.
®doro: KatepuHa Cipuk

rpannuBoil B3aEMOSIl 3 NPOCTOPOM i O4H_a 3 ogH_oto. PyiHM He npocTo
yoco6010Th po3nag i KiHelb AaBHILWOT uMBiNi3auil, BioCTOPOHEHOT
i BigJaneHol Big NOBCAKAEHH_OI rNaaay_Ku; HAaTOMICTb BOHU € MiCLEM
HUMHILLHIX couianbHUX iHTEPaKLi Ta 3B’A3KiB, MiCLLEM B3aEMHOIO
O6MiHy Ta 3GINXKEHHS.

HeodiuinHni ctaTyC Takmx 3aHATb iNIOCTPYE 1 Ton dakT, Wo came
CNOBO 3a6pPOLLUKA BIACYTHE B OdiLiMHOMY OMCKYPCi, BHACNIAOK
yoro KatepuHi HenpocTo oTpuMaTt popManbHE BU3HAHHS CBOET
npakTnku: «BpeLuTi-pewT, coBo 3a6poLLKa He BAACTLCS BXMBATU
odilinHO». Y pi3Hi MOMEHTWN HaLOl PO3MOBM KaTtepmnHa po3nuTye Hac
SIK HAYKOBWLb, SIKi MpauooTb Y KOHTeKCTi CnonyyeHoro KoponiscTea,
SIK AIEBO NepekNacTu CNoBO 3a6pPOoLLKA, LWOO KOPUCTYBATUCHA HUM
Yy FPaHTOBMX NOAAHHAX i 3BiTaX; T HEe BAANOCHA 3HAUTU @HIMOMOBHUMN
TEPMIH, WO agekBaTHO nepeaas 6u Le NoHATTA. 3rogoM y Tenerpam-
yaTi rpyna NnoCUaETbCs Ha CnifibHO 34006yTi 3HAHHA 1 paguTb
BapiaHTK, WO BMXOAATb 3@ MeXi Micusa n npaktnku: tumbledown
[nopynHoBaHi 6yaisni], brownfield site [mokuHyTi panoHu], wasteland
[nycTmpi], urban exploration [gocnigXeHHSa MiCbKOro NpocTopy],
stalking [cTankepcTBO]. OnekcaHap HaNoernMBO BigpaaXye rpyny
NPUPIBHIOBATM CBOIO 3a6pOLLEYHY AiANbHICTb O CyOKyNbTypU
CTankKepcCTBa, MNPaKTUKK, LLO CAra€ KOPiHHAM 40 3HAaKOBOro dinbmy
AHppis TapkoBcbkoro «Crankep» i Bigeorpu ST.A.L.K.E.R., 3006yBLYy
BCECBITHIO NonyndapHicTb (Boesa 2009): «4 6 Ha TBOEMY MicLi He
3auUunK/IOBaBCS Ha TApKOBCLKOMY 11 CTanKepCTBi, — MuLLe BiH, — TOW
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$inbM No3a CyMHIBOM MaB BaXX/IMBUIM BNAMB Ha NOCTPAAAHCbKY
MOMNKY/IbTYPY, @ TEPMiH BXE XMBE CBOIM XUTTAM, asne s He BX1BaB 6u
Moro Ang onucy MicueBmMX MUCTELIbKUX MPaKTUK». Lig po3MoBa AeMOH-
CTPY€E 0COOMMBI BUAM 3HAHHS, LLLO TX YMOX/IUB/IOIOTb YMOX/IUB/IOOTH
OOCNIMAXKEHHSA, 30iMCHEHI KPi3b KOMabopaTMBHI paMKU: iEpapxiyHnMm
npouecamM akageMivyHOro 3HaHHS NPOTUCTaBNAOTLCS inbLu
rOPM30HTaIbHI HANPAMK NOTOKY, iAeT MPOrOBOPIOIOTLCA Y TPMBAIOMY
M oMHaMiYHOMY npoLeci OOMiHy.

OnekcaHap NPOMOHYE PO3INIAHYTUN 30BCIM iHaKLE Ky/bTypHe
NOPIBHAHHSA: «DaKTUYHO MU HamaraeMmoca nepeocmucnnt PELLITKU
pansHCbKOT CnagLlunHmn, SKi pO3K1agatoTbCa | 3HMKAKOTb nepeq,
HawWuMmM o4nma. Mm HamaraeMocs ix cuctemMaTnsyBaTu, OUNCTUTU
X Big 6pyay. Mn HamaraemMocs BMKonaTtu ctapi apxisu 1 apredakTtu
3 pYyiH i HawapysaHb nuny. Lle Ginble cxoxe Ha Airrepcrso,

Ha Moo AyMKY. Afe Len TEPMiH TaKoX He Li/IKOM nacye... Moxnueo,
SKLLO MOro aganTyBaTu, MOXHa Oyno 6 y3aTu WOCh Ha KwTanTt
industrial digging [aHrninceka B opwvriHani]. dirrepctso, Ha nornag
OnekcaHpgpa, — Le npakTuka iHgycTpianbHOI apxeonorii, Ae yepes3
PO3KOMKK rpyrna MoXe CArHyTH WapiB pagaHCbKMX Cnoragis, Konakoum
Br/iMG He nuLe NpocTopy, ane n yacy. OnekcaHap cnpunMace Taky
OiANbHICTb K CNOCI6 B3aEMOAIATM 3 4OCI HE NPONPaLbOBaHO
(paasAHCBKOIO) iCTOpPIEID pEerioHy 1 PO3yMiTH CyvaCcHe CTaHOBMLLE
HoHbacy: «[dymato, Ham Tpeba vacTilwe BiaBiayBaTH 3aKUHYTI 06’€KTH,
abu NpuHarMHI 3pO3yMiTW, YOMY Hall PErioH TakuU AeNPECUBHUN».

Y iHTepB’I0 3 We oaHNM MicueBuM Mutuem Bitaniem MaTtyxHowm, 3a-
CHOBHMKOM MoM-an ranepel «rapenesa HeotogpeLlby B JINCMYaHCbKIN
3a6poLuyi, NyHalTb CXOXi AyMKK: «Mn xouemo, Lwob ftoam novanm
uikaBuTUCA 3a6poLkamu, 60 Le NepLUInin KPoK A0 3HANOMCTBA

3 mictom. Konu ntogn nepebyBatoTb Y 3a6pOLLIKAX, BOHU MEPEBAXHO
3aragyloTbCs Hag NMUTaHHAM, WO TaM 6yno paHiwe. BOHW noynHaloTb
aymatu: «<4omy B Uin cnopyadi Bce 3aHenano?» | B neBHU MOMEHT
BOHW MPUXOAATb 0O BUCHOBKY, LLLO, MOX/IMBO, IX TaKW LLiKaBUTb icTOpIiA
Mmicta» (MaTtyxHo 2020). NMpornagatoym Li iHibiaTMBM, MOXHa nobaunTu,
SIK 306POLUKA YBUPA3HIOETLCSA K PYLLIN, WO BUPOBASE MicLeBe
camMoycBifomMneHHA. KaTteprHa NOACHIOE el Npouec y XapakTepHO
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NipWYHI MaHepi: «3ayBaXyeELLl, fIK T/1i€ Yac, BCS MaTepis 0Cb NPOCTO
B Tebe nepepg ounMma, K Yepes NinHUHY SKOroCb MPEKPacHOro
6apenbeda NpobMBalOTLCS Kpan/i BOAW, K NPOBasoloTbCsa CcTen,
ab0 FK MOCTYNOBO AEMOHTYIOTb MiIOHEPCHKi Tabopu». TakKnM YNHOM
3a6pOoLUKa MOCTAaE CNOCOOOM YCBIAOMUTU MJIMH Yacy: 3MiH — coLi-
a5lbHNX, EKOHOMIYHUX, I0E0NOMIYHNX — WO CYKYMHO BMN/NBAIOTb

Ha Cy4acHy cynepeunmBy cutyauito Ha [JoH6aci.

OEJNNIATb HEYEIO

Aenare Heyero — dpasa, gka AeKilbka pasiB NyHa€ B HALWIMX OUCKY-
ciax. OnekcaHap Hel NOACHIOE BUTOKM CBOMO NMPOEKTY
«iHAYCTPiANbHUIA pait» («Po6utn 6yno Hidoro [aenaTtb HEYErO]...

6yB 2015, i 9 cnais BAoMa, 9K i 3apas.  maB ixath B JlyraHcek,

asie 3peLTolo HiKyau He noixas [...] Tpeba 6yno YnmMoch cebe
3aliHATK...»); KaTepunHa BXMBAE TaKi X CNOBa, KO/ PO3’ACHIOE CBOT
NPUYMHN NOBEPHYTUCS B JTyraHCbKy 061acTb NPUOIN3HO y TON
camuii yac i 3acHyBaTtu «[oc/MiHyc», FpOMaacbKunin apT-npocTip

y CeBepoaoHeLbKy.

Xoua BikTOp He KOPUCTYETLCS TOYHO LIMM BUC/TIOBOM, TyT TAKOX
3PO3YMINO, LLO MO0 KOMEKTUB «XKyXKaslka» 3aCHOBAHO Yy NPOCTOpI
noMmixX NpodecinHMMn 3060B’A3aHHAMMU, KON 3’ ABMFETLCA Yac
Ans 1BopyocTi. OgHak 4e€/1aTb HEYErO NO3HAYa€E 3HaYHO GinbLue Hix
Hyabry MineHian_ok; ¢pasa Hece ambiBaneHTHICTb, AKi KOPIHUTLCSA
3 0AHOro 60Ky B CaMOIpPOHIT 4O MUCTELbKUX NPaKTUK, LLIO HE MaloTb
IHCTUTYLIMHOIO BM3HaHHSA ab0 He LiHYITbCS B MEVHCTPUMHIN KYNbTYPI
(30kpema 11 3a3HavYeHa BULLE NPaKTMKa 3a6POLLKH), @ 3 IHLLIOro —

Yy HEeOOCTaTHIN KyNbTYPHIV iHPACTPYKTYpi periony, npeactaBieHin
ro/I0OBHO My3esiMMN PaasHCbKOT Ao6K,* CTAHOM CyCMiNbHOT 3aKUHYTOCTI
[3a0poLIEeHHOCTH], SIKi YACTO-FYCTO XapaKTepU3ytoTb MOBCAKAEHHS
[JoHb6acy.

4 Cnip 3ayBaxuTh, LLO OKPIM KPaE3HaBUNX My3€iB B PEriOHi iCHYIOTb TaKOX ByanHKN KynbTypu,
6ibnioTekn, AUTAYI MUCTELbKI MYPTKUW, MY3WUYHI 1 XyOOXHI LLKOMW, TeaTpu i Kpae3HaBui Kyou.
OpHak Ans TBOPYOI MOnofi Ui KynbTypHi NPOCTOPW, LLO iHOAT aCoLitoloThCS i3 PaAsHCbKUM
MWHYNNM, HE 3aBXAu nNpuBabnusi.
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flckpaBuM NpUKIagoM KpeaTuBHOCTI B AyCi 4€/1QTb HEYErO BUAa-
E€TbCHA BXE 3ragaHa «rapesied HeoTogpeLUby, iHiLiaTMBa, WO XBaBO
06roBOPIOETLCA Ha OAHIN i3 HaLIMX 3yCTpiyvel. K MOACHIOE OpraHisa-
TOp «rapenens MaTtyxHo, Ha3Ba iHiuiaTMBM nocTana 3 Noro 06MOBKMU
CNoBa «rasnepes», ane TakoX BOHA BKa3yE Ha HeCTaHOapPTHUI, ekcTpa-
IHCTUTYLIMHWIA CTaTyC NPOEKTY. Ha npoTtueary odiliiHuM ranepesm,
y KX TBOPU MUCTELTBA KYPYIOTbCS Mig CNOXMBAHHA FPOMaACbKOCTI,
«rapenes» € iMnNpoRBi3aUiliHNM BUCTAaBKOBMM MPOCTOPOM, TaKnm cobi
NOCTIHAYCTPianbHUM NOM-an 3aX0A0M, WO NPOBaAnTbCA Yy MiCLLEBUX
3a6poLukax. 9k noscHoe OnekcaHap, KA MokalyBaB CBOT TBOPU
B LLbOMY MPOCTOPI, EANHI NpaBuia BUCTABNSHHSA B «rapenei» nonsara-
I0Tb Y TOMY, LLO HE MOXHAa nepeLwkomkaTn podotam iHwux. B iHTepB’io
MaTyxHO [iNNTbCS HNU3KOK CNOCTEPEXEHDb NPO CTaH Ky/bTYPHOro
naHgwadty JoHbacy, BU3HAYA€E TPYAHOLLI 1 KyNbTYPHWIA NOTEHUjian,
WO X ragaHa HecTava dyHKUIOHANbHUX IHCTUTYLIN CTBOPIOE
Ana notpeb MicueBUX TBOPUMX CMISIbHOT:
HagiTb sk6n Bnaga 3axoTina gatym HaMm SKUIACb NMPocCTip,
i3 AKMM MOXHa 6yno 6 3pobUTK WOCH, Lo 6 MU XOTiNK,
i BlawTyBaTM TaM BUCTaBKY, f HE AyMalo, WO A 6yB 6u
3a. [Mam’aTato, WO 51 KOSINCb FOBOPUB i3 EBreHIieEM
KoponeTtoBum, i BiH MeHi ckasaB: «[IpUeMHO yaBnATH TyT
rasepero cy4acHOro MMCTelTBa, ane sk 6yno 6, Skom BOHa
M cnpa.ai icHyBana?» | Ha oyMKy cnano He Wo iHwe, 9K [pa-
AsHcbkunin] ByanHok kynetypu. bo dopmar, akun mm gna cebe
CTBOPWUAIM — Lie BiACYTHICTb dopmaTty i cBob6oaa pobuTu,
WO MM XO4eMO — Tak Oyno 6 Bakko npautoBaT B 0PilinHin
CTPYKTYPIi. MU Hi Bifi KOro He 3a1eX1UMO B XXOQHOMY acnekTi.
FAKLWO XTOCh NPUHOCUTL FropLUMK papbu, M1 LO3BONSEMO
nomy MantoBaTu. Tomy, SKLO Bflafda Xo4e 3 HamMu npautoBaTy,
HY, 9 HE 3Hat0, HACKINIbKN MOX/IMBO L€ 3 HaLUUM NMPOEKTOM.
Byno 6 MOXxnBO 3poOUTK BUCTABKY 3@ MeXaMu TUX napa-
MeTpiB, ane ue 6 He Oyna «rapenes HeoTogpeLlb» (MaTyxHo,
umtaTta 3: Konomieub 2020)
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Y uboMmy ypusky MaTyxHoO cnpuvnMae ragaHy HegoCTaTHICTb
MiCLLEBUX KYNBTYPHUX YCTAHOB AK AXXEPENo TBOPYOro NoTeHuiany,
MOX/IMBICTb CTBOPUTU LLIOCb paamKanbHO HOBe, abo, K Kaxe OMuTpo,
«LikaBumn cBi popmaty. Konn BiH po3noymHaB CBOIO iHiLiaTuBY,
MaTyxHO HaMaraBcsa AOCTYNUTUCA A0 MICbKOI BNaan M AaBHIX KyNbTyp-
HUX YCTaHOB, asne 3yCTpiB fiMLEe HECKIHYEHHY BIOPOKpPaTIto 1 BiOMOBMU.
TakuM 4YnHOM, «rapened» NoCTa€ 3 JE/1aTh HEYEro, Ae us iges no-
3HaYaE K pesynbTaT BiACYTHOCTI aAeKBaTHNX YCTAHOB, O MOI/IM 61
npuMMUMaTh 1 KypyBaTun NoAil, NPUCBAYEHI Cy4aCcHOMY MUCTELTBY
(POBUTU HEMA YOrO, AE/IQTH HEYEND), TaK i Te, LLO OparHi3aTtop_Ku
6epyTb Ha cebe BiANOBIAANbHICTb 38 CTBOPEHHA HOBMX NPOCTOPIB,
BiAMOBNAIOTLCA CNpuUiiMaTn cebe yepes 6pak i mpuiimaTn cTapi
METOAM TBOPIHHS 11 POOOTU (HIYOro He BAIELW, AOBEAETLCS CAMUM:
Ae/1aTb HeYero, CaMuM rpugeTcs).

Ha cBoemy cemiHapi IMUTPO TaKoXX rOBOPUTL MPO Te, Wo 6ayunTb
SIK IHCTUTYUiMHY cnadkicTb [JoHOacy, i BAKOPUCTOBYE iHLY dpasy,

SIKY 3rogoM MOSACHIOE IK OOMOBKY: HE4OUHCTUTYLUMOHA/IbHOCTb.

Y NoMbOBIM HOTATLI NPO Lo cecito BikTopia 4OCAiAXYE 3HAUYLLICTb
npedikcy Hego-. Bona Bucnosnioe MUTPOBI MPOBOKATUBHY AYMKY,
IO MOro CNnoBa, MOX/IMBO, MICTATb (iHTepHani3oBaHe KO/oHiabHe)
npunyweHH4, wo JoHb6ac, a MOXNMBO 1 YKpaiHa 3aranom, MatoTb
«Ha3gorHaTv» NpaBUIbHO IHCTUTYLIOHaNiI30BaHW 3axia: «4u Bkasye
Heo- Ha ICTOPUYHY 3aHEMNOKOEHICTb OpPakoM, He4OCTATHICTIO, HEMOB-
HICTIO?» Y CBOIM HOTaTUi BikTOpia KPpUTUKYE ragaHy nepeBary CU/IbHUX
IHCTUTYLi Y NO3ayKpaiHCbKMX KOHTEKCTax, 3okpema i B CnonyvyeHomy
KoponiBcTBi: «He MOXY YHUKHYTU OYMKM NPO Te, K iHCTUTYLiMHa cuna
Cnony4yeHoro KoponiBcTBa, Ha Ky BUIMBAIOTb CTifTbKWU 3aXOMN/IEHHA
3aKOPAOHOM, € TAKOX AXKEPEOM NapanisyBasibHOro enitusmy

N 0BMEeXYE KyNbTypHUI NOTeHUian KpalHw, — nuwie BoHa, — iHoAj
30A€TbCH, LLO BCE Halle CyCni/IbCTBO MPYHTYETLCA Ha MEBHUX IHCTK-
TyTax NpPMBINEIB: Ti, XTO Yepe3 HMUX MNPONLLIM TaCKkaBo NpaBNaTb

BiZ iMeHi Nnebcey, a BUKIOYEHI CNOrNagatoTb enity 3 lWaHo6AnBICTIO

i CMMPEHHUM BU3HAHHAM CBOIrO HEAO- CTaTyCy».

Yepes ulo iHTepnpeTauito BUHMK/IA OgHa 3 NepLunx Cyrnepeyok
nig yac Hawwux 3ycTpiven. Konm My npeacraBisgeMo rpyni CBOI MObOBI
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HoTaTkn, AMUTPO BypxNnBO pearye Ha BikTopieBe npoyntaHHSA
KOHTEKCTY Yepe3 npedikc Hego-. [1o TOro X Le MOMEHT, KO

nig CyMHIB CTaBUTbCA Halla NUCbMEHHMLUbKA 34aTHICTb chopMyBaTh
MEBHUM KOHLENT, NOKN IMUTPO NiAKPECOE BPa3/IMBICTb 0cobu,

SIKY 3aMMCytoTb 3 METOIO aHani3y: «f9k0u 9 NncaB TEKCT, 9 He cTaB 6u
Tak BucnosntoBatuca». Tyt IMUTPO NPOTUCTOITL | NpobiemMaTtusye
BikTtopieBy ¢popmynioBaHHA 06pa3y Hego-. Ha 4ogaTtok BiH CTaBuUTb
nig cymHiB BikTopieBy (9K 3gaeTbcsa AMUTPOBI, ineanictuyny)
iHTepnpeTaL,ito TBOPYOro NPOCTOPY, WO BiAKPMBAETbCA BHACIAOK
BiACYTHOCTI iHCTUTYLih @00 C/1abKOCTi CTapux pagsaHCbKUX CTPYKTYP.
Ly>xe pobpe arityBaTu 3@ iHCTUTYUINHY CNabKiCTb 3 TOUKU 30py
IHCTUTYLINHOT YNPUBINENOBaHOCTI, Kaxe BiH, ane QiNCHICTb Taka,

wo foHb6acy notpibHa Ginbll pO3BUHEHA KY/bTypHa iHPpacTpyKTypa,
O BignoBigae cy4acHMM notpebam i npakTukaM. IHLWi YieH_KUuHi
rPynu NOroAXyTbCs 3 L€ TOYKOKO 30pY: Nepenivyyoymn BCi MOXINBI
BapiaHTK, nodnHatoum 3 MNanauy kynstypu, OnekcaHgp 3a3Havae,

O B MICTi HEMAE BiANOBIAHOIO My3€MHOIO YN ranepemnHoro
MPOCTOPY, B SIKOMY BiH Mir 61 BUCTaBUTWN CBOIO PpOBOTY: ABi 3i 3ragaHux
NoKaLil Ha3aBXAuW 3aKpuTI, e y ABOX — MOraHo 3 BiABiAyBaHICTIo,
TOX €EAMHWI BapiaHT AN MiCLLEBUX CYHACHUX MUCT_KWHb — BUCTaB-
NATUCA B FPOMAACbKMX MicUaX. Xoya U Hanpyra He po3B’A3yETbCH,
CNPUYUHEHUI PI3HUMU iHTEpPnpeTauisMu ANCEHCYC NMPU3BOANTL A0
6araTworo n CKNagHiloro po3yMiHHS MiCLLEBOIrO Ky/IbTYPHOIO KOHTEK-
CTY, NOFrO HEOOQHO3HAYHOCTEN | CyrnepeyHoCTeN.

He Bci 3 06roBopoBaHnX HaMn MUCTELIbKMX POBIT Ha [JOHOACI icHY-
IOTb 3@ MEXaMu IHCTUTYLIMHOro obnalwwTyBaHHsA. Ha cBoeMy ceMmiHapi
OMWTpo Ainntbcsa 3 Hamu e oaHUM HabopPOM MPOEKTIB, sIKi NoCcTanu
B paMKax KypaTOpCbKUX Mporpam, Wo iX Bena ogHa 3 HamenInBoBi-
Wnx KynbTypHmMx naatdopm y perioni I30S1AUIA. Pagwe Hixx roBoputn
Mpo BiACYTHICTb KYNbTYPHUX YCTAHOB ab0 TBOPUMIA NOTEHLian, Wwo
MOro gapye ixHa cnabkicTb, Ui iHiliaTMBY NiAKPeColoTb 0OMEXEHHS
ycTaneHux abo HeaBHO HAaKMHYTUX IHCTUTYLIRHUX paMoK i Heonibe-
panbHUX CTPYKTYP, Y Mexax AKUX GYHKLIOHYIOTb Cy4aCHi MUCT_KWUHI.
Ak nosicHoe [IMUTPO, BOHM pearytoTb Ha Ui YMOBM «CUMATOMaTUYHUMMU
XXeCTaMm» ipoHil, UMHIZMY ab0 KPUTUYHOI 0TI, AKi NpuBabniooTb
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yBary 0o NOEAHAHHA KPUXKOCTI 1 3a1EXHOCTI, WO, Ha AYMKY LMX
MUCT_KWHb, NO3Ha4aoTb TBOPYY cdepy B YKpaiHi.

Cepep o6roeoptoBaHnx AmmtpoM pobit — «lNoagsaka» €ropa
AHuuriHa (2020), ctBopeHa nig Yac MUCTELbKOI pe3naeHuil
«JTaHawaodT 9k MoHymeHT» (I30J14UI4), wo 1T AMnTpo KypyBaB pa3om
i3 OnekcaHgpoto MNorpebHak y 2020 poui. «[Nogsaka» — e BigeoTsip,
Yy AKOMY AHLMIH HEPYXOMO CTOITb Ha TEPUKOHI 6insa JIncnyaHcbka
NopyH i3 TPAHCNapPaHTOM, Ha SKOMY HanucaHo «[akyo pesngeHuil —
A npuixaB y JIucnyaHcbk!». Bigeo cynpoBOAXYETbCS TEKCTOM, SKUI
OEMOHCTPYETLCS BHU3Y €KpaHy K HOBUHHUI PYXOMUIA PAOOK. TekcT
po3BaXka€e Hag OOMeEXeHHAMM OHNanH-GopMaTy pe3maeHuil n Kputm-
KY€ BUPOOHNYI MOAYCH, WO BMMAratoTbCs Big MUCT_KMHb-y4YaCHU_Lib.
KOMEHTYIoUM NpeKapHiCTb MUCT_KUHb, SKUM A1 BMXKMBAHHS
B YKpaiHi noTpi6eH [oAaTKOBMN [OXi4, TEKCT AHUMIIHA Kaxe:

«5 Npmnyckag, WO OH/alH AacTb MEHI MOX/MBICTb | XOAUTW Ha PoOoTY,
i 6paTh yyacTb y pe3uaeHuii». Biatak BiH NPOOOBXYE KPUTUKYBATU

Li HepeaniCTUYHi odikyBaHHA: «Pe3naeHuis nigxogmnna o KiHug i Bxe
BMMarana pesynbrartiB, aKUX y MeHe He 6yno. { BigvyBaB 30eH-
TEXEHHS | COPOM nepepq Kypatopamu, ki NoBipuan B MOI 34i6HOCTI

i BignoBiganbHicTb». TyT AHUWIIH NpeacTaBnsie cybBePCUBHY KPUTUKY
3a0aHUX IHCTUTYLIMHUX paMOK Yepes cam dopMaTt MUCTELIbKOIo
NPOAYKTY, WO BiA HbOrO BMMAaraBcs, i 3aBepLUYyE CBOE BiAeo
NigTPYHIMBUM XECTOM BAAYHOCTI opraHizatopam: «Cnacmbi Calui,
[Aimi, YKkpaiHCbKOMy KynbTypHOMY doHAy Ta I3onauii». IpoHivHe BUKO-
pUCTaHHA TpaHcnapaHTta B AHUMIiHa Haragye iHTepBeHUito KatepuHu

n OnekcaHgpa B NOKMHyTOMY HoBOApy>ecbkoMmy [Manaui kynbtypw.
Ane Togi 9k KatepuHa 3 OnekcaH4poOM NpauotoTb Y MPOCTOPI iHCTU-
TYLiMHOro po3naay, AHUMIH NPOTUBUTLCS HOBIN iIHCTUTYLLIOHaNi3auiT
MUCTELbKUX NPaKTUK. B 060x BMNagkax TpaHCnapaHTn BUKOHYIOTb
dyHKUiO NigpuBY OOMIHAHTHMX OUCKYPCIB: MPOCMaBAAHHA JOHOACbKNX
LaxTap_oK, SKUX HacnpaBAi ekcrniyatyBana i pagsHCbKa, i yKpaiHCbKa
cuctemm (iHTepBeHLUia B HoBoapy»ecbKy) i HeonibepanbHa KynbTypa
BWC/OBIB BASYHOCTI CMOHCOP_KaM, AKi 40NYy4aloTbCA OO 3aKPin/ieHHsa
BPa3/IMBOro CTaHy YKPaiHCbKUX MUCT_KUHb («[logska).
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LLle oanH NpoekKT, Npo akmn po3noeigae AMntpo — «bes HazBu»
konekTtuBy JlyraHcbka KoHtemnopapi [iacnopa (2018), ctBOpeHnii
nig Yac mucteupbkoi pesungeHuii 3SMIHA (I30J14UI4) nig kypaTtopcTtBoM
€nunzaBeTtn KopHindyk cninbHo 3 AMUTpOM. AK i MPOEKT AHUUrIHA,
«Bbe3 Ha3BW» KPUTKKYE HOBI GOpMM iHCTUTYLIOHaI3aUil, Wo 3’aBuaunca
B PErioHi YaCTKOBO BHACNIAOK NOXBAaB/EHHSA 3aLikaBNeHOCTI
KynbTypoto 1 rpomagamum [loH6acy 3 60Ky MiXXHAPOAHOT CNiIbHOTH
M HeypsaoBUX OpraHisadin nicng nodatky BinHW y 2014 poui.
340iMMaloYm Ha KNWHU WITYYHY IHCTUTYLIMHY MOBY, LLO HEO MULLYTbCS
Mi>KHAPOAHi rpaHTN, aBTOP_KMK Tak ONUCYIOTb NPOEKT «be3 Ha3Bu»:

MNpoekT 3aincHioBaBcA B pamkax pesngeHuii SMIHA A-I-R

B JlucnyaHcbky (JlyraHcbka ob6nacTb) i monarae y CUMBO/IY-
Hil Nepepadvi rpolen, HagaHnx opraHisatopaMmun pesugeHuin
0151 CTBOPEHHSA «MUCTELbKOIro TBOPY 3 MapTUCMNaTUBHUMMU
npakTnkamm» xaonuam i3 Mmicuesoi BMX-cninbHoTH

Ha noTpebun BMX-napky. 3rigHo 3 yMOBaMU rpaHTy, NPOEKT
MICTUB KO/TEKTMBHY iMiTaLito nepeabdayeHmnx Nporpamoto Mmc-
TEeUbKMX MPAKTUK: 3yCTPiY i3 MUTLEM, BOPKLUON i diHanbHY
BUCTaBKY.

«KonekTrBHa imiTauisi», Npo sKy MLWIOCS B ONWUCI, moasrana y no-
CTaHOBHIM Npe3eHTaUil, N Yac SKOI Ha eKpaHi 4eMOHCTpyBanu criang
i3 EAMHUM CNOBOM «npe3eHTaLis». Biatak micueBy rpyny BMX 3anpo-
cunun choTtorpadyBaTmics Ha TNi cnanga, woob 3rogom o dotorpadito
MOMICTUTU Y OCTaTOYHWUI 3BIT 4719 CNOHCOP_OK. ToX xo4a JlyraHcbka
KoHTemnopapi [iacnopa i cnpaBai BCTynuia B 3HaYYLLY B3aEMOSIO
3 rPOMajoto, BUKOPUCTaBLUN MPOoLLi Ha No6yaoBY MOGINbHUX Cnopya,
onsa BMX-napky, BogHO4Yac BoOHa AEMOHCTPATUBHO 3HEXTYBana iHCTK-
TYUiMHMW BUMOTaMu iHCTPYMeHTarsli3yBaTu CBOI CTOCYHKM 3 MiCLIEBOIO
rpomMagoto i Tak NepeTBOpPUTH iX Ha KiNbKiCHI AaHi, abu 36epertn
HeonibepanbHy noriky. TyT 3HOBY 6a4MMO napasnensb i3 NPakTUKOo
3a6poLuku KatepmHn n OnekcaHapa, ska, K Y)Ke 3a3Havyanocs, Takox
NPOTMBUTBLCS CMOKYCi AOKYMEHTYBATU, @ OTXE iIHCTPYMEHTanisyBatu
UYNCNEHHI 3HaYYLLI 3B’A3KM, LLO IX MUCT_KWHI po36yayBann 3 Micue-
BUMM rpoMagamu. Ha BiAMiHY Bif «Ky»ankus, «IHOyCTpisbHWIA pain»
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i «[ntoc/Minyc», npoekTn AHuuriHa 1 JlyraHcbkoi Cy4dacHoi [iacnopwm
He BMM/INBAIOTb i3 NPOCTOPY AE€/1aTh HEYErO; IX PO3M0OYaTO B paMKax
YCTaHOB i HABMWCHO CTPYKTYPOBaHO Ak dopmm onopy abo X Toro,
wo AMUTPO Ha3MBAaE «CUMMNTOMATUYHUMU XecTamMmuy. Ane ChilbHUM

y BCiX LUMX NPOEKTaxX BUOAETbCS iIXHA MpsiMa YM HeNpsiMa He3roga

3 aBTOPUTETOM HaABHMX BNAOHUX CTPYKTYP, @ TAKOX cnpobwu nia-
TPMMAaTK anbTepPHaTUBHI Ky/IbTYPHI @OPMU, HE iIHCTPYMEHTanisyoum
X. Take HaHCOBaHiILe PO3yMiHHA MiCLEBOI NPaKTUKK Ta 1T CTOCYHKIB
i3 yCTaneHnMM iIHCTUTYLIMHUMUK CTPYKTYPaMu NOCTAE 3 iHKONU
KOHGPOHTALIMHMX PO3MOB i3 HaLWMMK NapTHEP_Kamu, Lo Oynum
HacnNigKoM KonabopaTUBHUX paMOK — MpoLiecy, Wo nepeanbdadac oobir
i 3ITKHEHHSA pi3HMX GOPM 3HAHHSA 1 OOCBIAIB KY/IbTYPHOIro BUPOOGEHHS
Ha [JoHbaci.

CEPNO3HI XXAPTU

Yepes Kinbka MicauiB nicas noyaTtky HaWoro NpoekxTy, AmMutpo
3anocTuB y Hawomy Tenerpam-yarti pnaep BuragaHol HaykoBoTl
koHepeHLUii «East? Donbas? A New Configurations [sic] of the Former
Donetsk Coal Basin». Nepwwum Ha ue BigpearysaB OnekcaHap,
dnermaTMyHO 3a3HauMBLLN, LLO «3 LbOro Buiwna 6 rapHa NMCTiBKa».
Mi3Hiwe Toro > AHA NicNa NePEenUCKMN CTOCOBHO «HANHENTPabHILLMX
Ha3B [perioHy], Wo He BMUKaIOTb NOITUYHI PO30iXKHOCTI abo ekc-
nayaTyoTb [AOH6ACbKNIA] perioH 9k pecypc», IMUTPO 3anoCTMB ABi
HoBIi Bapiauil dnaepa. CNpunHABLLM KOHPEPEHLiIO 38 CIPaBXHIO,
[ap’a Bignogina Ha Lei NoCT 3 NPOXaHHAM NoapobuLb, AK Ha HET
nogaTtmcs, Wo po3CcMiwnio Mntpa, aKnin nNoBigoMmB i, WO nogia —
He cnpaBxHS. Tak, uer MiHiaTIoOpHUI «<0OMaH», LLLO MaB Ha AyMLi
AEeniKaTHO MigKOMOTM Hally akageMiuHy CXUIbHICTb AEKOHCTPYOBaTH
N npobnemaTtmlyBaTu reononiTMyHi Bu3HaveHHs (JoHbac, JoHeubkni
BYrinbHUIN 6acenH, CxigHa YkpaiHa, yKpaiHcbkmii Cxif), BUKOHaB CBili
3agyM oOMaHyTU Hac i 3peLuTolo 6yTn BUKPpUTUM. Yepes BTiXy i npuco-
POM/IEHHS Bif BUKPUTTA BiH 4OCAra€ WMPLIOT METU — BKa3aTh Ha MeXi
HaLLOI 4OBIPMIMBOCTI, @ HaBiTb, 9K 3ayBaxye [ap’sa, camoobmaHy:

OCb KOHdepeHUiqa, NigrotoBka sKoI, IK MU CNoAiBaEMOCS, TPUBAE;
KoHdepeHUid, Lo CEPNO3HO CNPUINMAE HACUNbCTBA TEPUTOPIaNbHMUX
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SPECULATIVE TELEGRAM CONFERENCE /
TEOPETVNHA KOHOEPEHLIS

«EAST? DONBAS?
A NEW
CONFIGURATIONS
OF THE FORMER
DONETSK COAL
BASIN»

CXLI? ROHEALY 101 KONS

FRAL KOIHUBIOrG
BACERIEY

12K KOUILEY PARS
OrD ACCIRIA

MocTtep cnekynAaTMBHOI KOHdepeHUil
3 vaty rpynu Donbas through
Collaborative Frames

BM3HAaY€eHb, ane Hapasi BOHa € nnLie BUTBOPOM HALLOI CMifIbHOT YSBU.
[MnakaTt kpucTanisye nepenncky, B aKin NWNOCS NPo CNekynauito,
IO NOYMHAETbCA 3 KOMeHTaps BikTopii 4O nepLuoi No/boBOI 3anNnUCcKu
Oap’i: «Fkoto mipoto [loH6ac € peanbHUM MiCLEM, a SKOK — KypaTop-
CbKWM MPOEKTOM?» LIMM HamiBceprio3HnM nutaHHAM BikTopis pearye

Ha 6e3BuXiAHY PUTOPUKY LLLOAO MOX/IMBOCTEN PENPEe3eHTYBaHHA

M penpeseHTaLii, 0co6/MBO B PEriOHi HACTINIbKM aMOpPdHO OKpec-
neHoMmy, gk JoHb6ac. HewoaaBHE TeputopianbHe NepPeoKpPeC/IEHHS
PErioHy CNPUYNHUAN TYT 3HAYHI KPOBOMNPONUTTS, i, AK 3a3Ha4ae

y Ni3HiLWir nonpboBin HoTaTui [ap’sa, BOHO BMMara€e Haa3snyamHol
06epeXHOCTi y TpakTyBaHHiI: «OCTaHHi CiM pOKiB BiiHW 3acBigunn
Te, 9K HakMaanucs rpybi n XXOPCTKi paMKK, — «CaMOMpPOro/OLLEHi,
BM3HaHIi B YKpailHi TepopuUCTUYHNUMK opraHisauiamu JTHP ta JHP» —
a TMM 4aCOM OKPEeMi HaceneHi NyHKTU BNMCaHO B Ui pamMku abo X
BUK/TIIOYEHO 3 HUX KOLLITOM COTEHb XUTTiB». Cepef YNeH_KUHb rpynm
YCBIAOM/IEHHSA HACK/bCTBA, L0 CYNPOBOAXYBAsO (Mepe)oKpecIeHHs
KOPAOHIB Y MICLLEBOMY KOHTEKCTI, MPU3BOANTb A0 iPOHIYHOroO CTaB-
NeHHS A0 ByAb-AKMX CNPO6 BU3HAUUTK Y oKpecnuTu [loH6ac Yepes
OOBINbHI MapKepw igeHTUYHOCTI. Konn mMn o6roBOproEMO CTOCYHOK
Mapiynonsa go JoH6acy, OnekcaHap xapTtoma yaBnse 3amiHy JJoHb6acy
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«[JOHEYUNHOO», LLIO CBOEID YEProlo BUK/TIOYAE «JTyraHLWMHY».> Ha KoX-
HOMY KPOLi MW CTUKAEMOCS 3 TIEIO XX HEBAAYEIO pPenpe3eHTaLlii, Konw,
SIKi 6 paMKK MW He 3aCTOCYBasiu, LLIOCb 3aBXAW 3a/IMLLAETbCA No3a
yBaroto. LLlopa3sy gk M1 3axoanMo B penpe3eHTaLinHUA FNYXUIA KYT,
OMnTpoBHUn NnakaT 3ragyeTbCs K Takuii COBi XapT 419 NOCBAYEHUX:
y BiOMOBIAb Ha 3aKNAKNICTb OAHIEI 0COOMN XTOCH iHLUWI NepenoLLye
naakart i3 Bapiaui€to Ha TeMy «LlikaBuTb ue nutaHHa? 3ronowyntecs
Ha Hawy kKoHbepeHLUito». OTXXe, N1akaT 3aCTOCOBYE TaKy X IPOHIYHY
1 abCcypamnCTCbKy NOriKy, WO 1 KoMeHTap BikTopii; BiH BOaeTbCs 4o rpu,
abu BiOKPUTM HOBI NPOCTOPU yABMW.

3Hatouu, Ky LWKOAY MOXe CNPUYUHUTY penpes3eHTaLlis, 4acto
npocTiwe BiACTYMUTU, aHidXK LWYKaTN anbTePHATUBHUX, KOHCTPYKTUBHUX
cnoco6iB B3aeMogil 3 IHWKM. TakuM napanisom NpoCAaKHYTUN
npoekT PomaHa Ximes i Apemn Manauwyka «LLLo6 noTiM He Ka3anu,
WO MM He nam’aTaemox (2020), B AKOMY AOCAIAXKYIOTbCSA TPYOHOLL
penpeseHTauil 3 TMM pe3ynsTaTtoM, WO aBTOPU CNPOMOXHI 3a51y4mTn
MicLleBe Hace/leHHs xiba B Take cob6i MOBYa3He BLUaHYBaHHS
Tpaguuin MUHyNoro. Y npoekTi, BTINEHOMY B paMKax MUCTELbKOT
pe3snpeHuii «/laHawadT 9K MOHYMeHT», XiMel i Manawyk BnawTo-
BYIOTb XO4Y 3 MiCLLEBUMMU XUTE/b_KaMM MO NMOBEPXHi 3aKUHYTOI
waxtu B MmpHorpagi. 9k NOsCHIOE Ha CBOEMY ceMiHapi AMuTpo,
Ak BMXigui He 3 [loH6acy napa TBOpLIB yCBigOM/OBana Hebe3neky
XWOHOI penpeseHTaLil Manoro WaxTapCbKoro Micteuka. Tomy npoekT
6yno nobynoBaHO OOBKOMA «KOB3aHHS MOBEPXHAMM», A0 AKOFO
3anpoLuyBanu AoNy4YUTUCH MiCLEBUX XUTENb_OK, ane aKnn 3peLUToto
He 3anexaB Bif B3aemogil 3 HUMU. «LLLo6 noTim He Ka3anu, Wwo
MM He NamM’ATaEMO» NPeacTaBNeHO 9K HAaBMUCHY He-pernpeseHTaLito
Mmicus, oe cninbHoTa OyayeTbCa LOBKONA PUTYyany, @ He SKUXOCb
apTUKYNbOBaHUX YABAEHb NPO MUHYAI YN MaWBYTHI iAEHTUYHOCTI.
Bu3Hatoun Takmin napanisyBanbHUM Nigxig y OEKOHCTPYKTUBICTCLKIN
KpuTULi 03Ha4HuKiB [JoHbacy, Biktopia nounHae 3 gewo abcypamcT-
CbKOI0 MUTaHHA Npo Te, un [JoHbac HacnpaBgai icHye. TyT rpaiinvea

5 HasBa «[loH6ac» okpim YacTnH [loHeubKoi 061acTi nepefdadac BKAKOYEHHSA YacTuH JlyraHCbKol
obnacri.
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npupona cnekynsauil 4O3BONKAE BifiNTU Bi BaX/IMBUX, ane HEPO3B'A3-
HUX NUTaHb penpe3eHTauil Ha KOPUCTb IHLWKNX CNOCO6IB ONOBIAAHHS.
fAKLO penpeseHTaLlia NnpMpeyeHa Ha NpoBan, To GiNbLUe MOXINBO-
CTen, CXOXe, NPONoHyE igeHTUdikauia. CuibHUM BUOOM KOMEKTUBHOI
camoigeHTndikauii B 06roBoptoBaHnx HaMm npausx (i Tomy, K Mu
X OGroBOPIOEMO) € F'YMOP: Y MUCTELTBI, CTBOpeHOMY Ha [loHb6aci
1 OOBKO/a HbOro PACHIE Napoaid, nacTiw, catmpa, Mictudikauil,
nceBOoOAOKYMEHTasCTUKa i ctbob. Nymop, Wwo obirpye mexy
Mi>XX CrpaBXHIM 11 yaaBaHuM, BipOto Ta Migo3poto, BUTBOPIOE BiaYyTTH
NPUHAaNEXHOCTI Ta HaBiTb CNINIbHOTU cepepf TUX, XTO «PO3YMiIe€» XapT
i MOXE OTPUMaATK Bif HbOIO 3a40BONEHHA. Ha cBOEMY cemiHapi Biktop
06roBOpPIOE PO3POBNEHUI i3 NOFO KOMTEraMM 3 «KY>XKanKmn» NPOEKT
«P>aBumHo» (2013-2014), wo 3agitoBaB Taky CBiAOMY NapOAiNHICTb.
«P>aBYMHO» TYyT NO3HAYA€E YABHUIN NOCTIHAYCTPianbHUA NYyHKT
Ha OCcHOBi €EHakieBa B [JoHeLbKilt 06/1acTi, Wo HalKpalle 3HaHe cepef
YKPaiH_OK K pifHe MiCTO KO/IMLUHbOrO Npe3ngeHTa dHyKoBumYa.
«Ky>anka» xoamna BynnMusamMm €HakieBa, 3HIMKYOUYM MPOMOBUCTI
MOCTIHAYCTPianbHi CUEHW Ha CTapuin paasHCbLKU potoanapar.
EcTtetnyHi Hegonikm ¢potorpadin — Hacnigok Nnpobiem i3 Nnposas-
NEeHHAM NNiBKWM — BigTak 6y/10 NO4AHO B CTU/I PaAsSHCbKOI KoneKkuil
NINCTIBOK, Pa3oM i3 aHoTauisMn, odpopMaeHNX BignoBigHUM LWpNdTOM
i KOHBEPTHOIO 06KNaguHKolo. lNicna BUCTaBKM y AOHeUbKIN ranepei da
sein, ©Ky>XasnKy» 3anpocuan Buctasuti po6oty B I301AUIT (JoHeLlbk)
y 2014 pouj, e BOHM po3pobuain CNeKynaTUBHY BUragky 1 goganm
0o (tTenep 36inbLIeHMX) 300paXxeHb AeTallbHi TEKCTOBI KOMEHTaPpI.
BikTop nosicHiog, ik nepcoHax «npodecopar (nenb 3aByasibOBaHa
napogis Ha AHyKOoBMYa) 3aliHAB MicLe B OCepai L€l BUragku, a noro
«Teopia xaocy» npussena KpaiHy 4o o6Bany n NocTiHayCcTpianbHOI
3aHen0baHoCTi, CTaHy, NokasaHoro Ha dotorpadiax:

BikTop: Y LeHTpi ycboro uboro 6yna ictopia micta
«P>aB4nHO» i npodecop... AK noro Tam 3Bann? 9 Bxe
He nNamM’aTalo, He MOXY 3ragaTu... BiH gy>xe nepenmasca
TEPMOAMHAMIKOIO 1 iAesaMM Ha KLITanT Tovok 6idypkalil,
i caMe Le nogapyBano HaMm igeto Wwoao HasBw... | Teopil
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xyxanka. «Pacag
NMPOMBbILLNEHHOTO 34aHNA»,

== 13 «KyKanka: PXxaBunHO»
(Homep 009), 2014

Xaocy... i, PaKTU4YHO, y Hboro 6yna Taka iges... BnpoBaanTm
Teopil 1 3akoHM di3MKK B couianbHin coepi... | poBectn
CyCnifibCTBO [0 Xaocy, i Ha Ui nigctaBi 3pobuTn BEIMYE3HUI
puBOK Brieped. Mun po3pobunu uen npoekt y 2013 poui,
noam TiNbKK NoYmMHanu gymaty Nnpo MangaH... a nig umm
npodecopom, 3BiCHO, MM MAEMO Ha yBa3i Haloro ynobe-
Horo «npoddecopar Ha npisBumLLe AHYykoBUY... OT gK ue
Hacnpasgi BUULW/IO... EHaKiEBE — NOro pigHe MicTo... 6ynn BCi
Ui XXapTUKK 1 BigCUIAHHA.

[Oap’s: Lle 6yB Tekct?

BikTop: Tak, Tak, 6y/n10 Aekinbka naHesnem i3 TeKCToM, AKuii
NOSACHIOBAB, LLLO Take Touka bidypkauil, byna cTopiHka 3 Noro
anceprauil (HaykoBOI npaui uboro npodecopa), e Takox

BCi Ui peyi onncyBanncs. Tox, Wo6 3p03yMmiTh BCIO KapTUHY,
Tpeba 6yn10 HIYOreHbKO 3arIMONTUCS B TEKCT.

IHKMIO3MBHWI ryMOp «P>XXaBUYMHO» i€ Ha OEKiNTbKOX PIBHSX.
MNocTpaasHCbK_a rnsgay_ka Ha CaMOMy NoYaTKy MOXE Bri3HaTK napo-
aito, 3aBAsakn dopmManbHUM acnekTam: MUCTELbKUIA NPOEKT anponpitoe
PaAsHCbKUI IHCTUTYT KOMEKLUIMHUX TNCTIBOK AN TYPUCT_OK — KY/bTyp-
HOT dopmMU, LLO TPAAMLINHO 3aCTOCOBYETLCA ANA TOro, o6 BUCTaBUTH
HaMBULLI KyNbTYPHI AOCATHEHHS COLianiCTUYHOT Aep)KaBu, — i Yyepes
Hel npeacrTaBnse ob6pasm NOCTiHAYCTPiaNbHOro 3aHenagy M NocTco-
uianictmyHoro nadocy, naHopam, Lo CKIagatTbes i3 AMMOBUX Tpyo6
i ra3ocxoBuLL, 36N9KANX HACTIHHMX PO3NnUCiB 3 Mapkcom i JIeHiHUM.
OpHak, ragayd_ok, sKi «3arnmbnooTbCa» B CYNPOBIAHI TEKCTH,
BUHAropoay€ CKMagHiwa napoais: yKpaiH_Kn HeranHo BnisHaTb
B coLiaNbHO AECTPYKTUBHOMY NMpodecopi KOMiYHWN NOPTPET Ha ToM
MOMEHT YNHHOIO Npe3unaeHTa dHYKOBMYaA, KON CYMHIBHUN OOKTOpaT
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i 3HAMeHUTa NOMU/IKA Y HanNncaHHi CBOro paHry «npoddecopas
36yannun B KpaiHi XBU/KO LMHIYHOIO CEHTMMEHTY (YKpalHcbka lNpaBaa
2004). Brim, 3aMicTb TOro, Wob aemoHizyBaTtn [JoH6ac K eniueHTp
onirapxivyHoi kopynuil, «<PXaB4nHO» NPUXMINAE rNsaaaqv_Ky fo cebe,
MPOMOHYE OTOTOXHUTMCSA 3i 36iAHINOK0 aKTMBaMKN MICLLEBOIO FPOMaAo0
i Uepes yyacTb y 6aratopiBHEBOMY MeiaXapTi ANS BTAEMHUYEHNX
CMPOTMBUTUCS MaHiBHMM CUaM, WO LKOAATb YKPaiHCbKOMY CyCrifb-
ctBy. OTxe, «PXaBuUnHO» — ue ysaBHUIA naHawadT, Wo nigcutoe

MeXi MPOTOMangaHHOI CNiIbHOTK, MICLE L0 He INLWE Napoaitoe, ane

M BOAHOYaC HaaMXaA€E i EMaHCUMYE.

Mig yac o6roBopeHHs napodin i napadikyin, AMUTPO NOCTUTL
NOCWMIaHHS Ha We OJHY LUMPOKOBIAOMY cepef MicueBmx Mictudikadito
npo roro pigHui JlyraHcok. Ecen y ctuni Wiki-ctatTi aBTopctBa MUTUSA
AHppia JocTtnesa nig noro X>K-nceBaoHiMoM el_gerund KOHCTPYOE
TOHKWIM NCEBAOICTOPUYHNIA HAPATUB, AKNMN AOBOAUTD, LLO JlyraHCbKa
HIKONKM He icHyBano. «4 6ady, 6arato XT0 JOCi HE BipUTb MEHI, KON
1 Kaxcy, Wo JlyraHcbka He iCHYE, i, MabyTb, MatoTb Lie 3@ SKUIACb
6e3rnysanin nocTMoaepHuii xapTt» (Joctnes 201), — i3 ypaXkanbHUM
«nokepdencom» noumHae nybnikauio Joctnes. Jani aBTop 3manbo-
BYE Hanpouya nepekoHnuey oikuito: JlyraHCbK — TO CTaTUCTUYHA
BUragka aBTOpCTBa Big4angyLHO_T CTaniHCbKO_T 610pOKpaT_Ku
y BiANOBiAb Ha HEBraMOBHiI BUMOIM AnKTaTtopa 36iNbwmnT NpoMmUC-
NOBY MPOAYKTUBHICTb KpalHW. Po3TaluyBaHHSA BMragaHoro micta 6yno
ob6paHe Tak, o6 3a40BOMTbHUTH OBi BUMOIM: BOHO MYyCUTb OyTH
po3TaloBaHe 6ina [JoHeLbKOro ByrifibHOro 6aceiHy, asfie BoOgHo4ac
[OCTaTHbO JANEKO Bif NOACBKMX MOCENEHb, WO6 HIXTO He 3Mir
BUKPUTK Waxpancteo. Pikuito, Ak nogacHoe [JocTneB, NiaTpuMyBanm
BMPOAOBX XX CTONITTS 3aBASAKM 3aM0BIr/IMBUM iCTOPUK_VHAM,

SIKi Ha BUMOTY pagsHCbKOT Aep>XaBun CTBOPOBaNu Nigpoo6Hi cTaTTi

MPO MICTO B iICTOPUYHNX KHMXKKAX, 1edadnm HiMeubkum odiuepam,

AKi npuxoByBan GanbLUMBUI CTATYC MIiCTa Nig Yac okynauii, abu
3abe3neunTn cobi nerke XutTa, n 6angy>XMMmn ykpaiHCbKUMK rpomMa-
OSIH_KaMmu, SKi Tak | He 3aBganm cobi KNonoTy BMNEBHUTUCS, UM CnpaBai
MICTO iCHY€. 3ragytoun 3HaMeHUTI NpUKIaan pagsHCbKoro ganbLuy-
BaHHA — Hanpukniag, npMxoByBaHHA YopHOGUAA — i BigOMi Midu
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NPOo HaANPOAYKTUBHICTb, Ha KLUTaNT HaAMACLKUX NOABUriB AOH6ACh-
koro waxrtaps Onekcia CtaxaHoBa, 0OMaH BMUCYETbCA B Ky/bTypy
NOCTPaAAHCBLKOro rinepuuHiamy. Ane ryptytoumin Ansa cniflbHOTH
rymop, HaBe4eHun TyT Ans AoH6ACbKMX MiCLEBUX KOLLUTOM PO3YMiHHA
XKapTy PELUTOIO KPaiHU, FPYHTYETLCS Ha YABIEHHAX MPO TEPUTOPianbHy
M KynbTypHY nepudepinHictb periony. Ton dakT, wo JoHbac cnpunima-
€TbCA 9K 064iNneHn NpnBabAMBMMIN PUCaMUN UM NepeBaramun perioHx,
TOX MOro BiABIAYE Tak Mano yKpaiH_OK, TifIbku 36ibLUy€e NMOBIPHICTb
TOro, Wo B 06MaH NoBipATb: 9K 3a3Ha4vae BikTop, Ha ue Kynuancs
HaBiTb Noro gobpe noiHpopmoBaHi KUIBCbKI 3ATi.

Mu 06roBOpPIOEMO LLEe OAMH NOAIGHMI NPOEKT, AKUA QYHKLIOHYE
Ha MeXi 3HaHHS, yaBW 1 BaxxaHHA. KopoTKoMeTpaXkHuin Ginbm
«Caitnorpag» Aninun Akyberko (2017) po3nogigae ictopito Bura-
OaHOI arnoMepauii TpbOX peanbHUX NPOMUCNIOBUX MicT [JoHbacy:
CeBepopoHeubka, JincmyaHcbka 1 PybixxHoro. BignoBigHo 4o 3aKkoHIB
NCeBAOAOKYMEHTAIbHOIO XaHpy ¢iNnbM NOYMHAETLCS 3i BCTYMHUX
KagpiB i3 iHQycTpianbHMM naHgwadTom CeBEPOOOHELbKA B CynpoBOai
aBTOPUTETHOrO 3aKafApPOBOIro ronocy, SKWUM NOBIAOM/IAE HaM, LLO
MM 3apa3 NOYYEMO HEMMOBIPHY iCTOPIO YCNixXy MNOCTIHAYCTPiasibHOro
Ceitnorpaga. 3 HU3KN NepeMexxaHnx JOKyMeHTaAbHUMW Kagpamu
MiCLEBOT MUCTELbKOT AiANbHOCTI BiA€OIHTEPB’I0O MM OOBIAYEMOCS,
WO i3 3aKpUTTAM MicueBmx GabpuK MELLKaH_KW po3mnoYasiv 3acTo-
COBYBATW CBOI TEXHIYHI 3HAHHSA B iHLWNX BiNblU TBOPYMX pPaKypcax.
Mo3numBwn ob6nagHaHHS 3i CBOIX KOIMLLHIX iIHAYCTpianbHUX pO60o4nX
Micub, MiCcLLeBMI N0 NoYaB NpauoBaTh 3 METasIOM Y CKyNbNTypi,
po6uTn 3 6ETOHY BUIMBHULI, TBOPUTK 3BaptoBasibHUMKN anapartamm
i, 3peLuToto, NepeTBOPMB MICTO Ha CMPAaBXHIO MUCTELIbKY KOJIOHIIO.
KopoTkoMeTparkka 3aKiH4yETbCS KagpaMu NOAIT Ha KLTanT MUC-
TEeLbKOro ApMapKy 1 HATOBMY, WO TUHAETLCS BE/IMYE3HMM MiCLEBUM
KOMIM/IEKCOM Cy4aCHOIro MUCTELTBAa, 419 AKOro nepeobnagHanu
KONULLHIM 3aBofd. Y npukiHLeBOMY dparMeHTi 3a KagpoMm AKyOeHKOo
OMUCYE 3pOCTaHHA MidXHapoaHoro peHome Caitnorpaga: «<Mucteubkunii
TYPU3M CTUMY/IOBAB NPUNAMB Kanitany h po3BUTOK MUCTELIbKOIO
puHKy. OgHak, MicueBe HaceneHHs BXe NOOOIETLCS BE/TUKUX IOPM
HeneranbHUX IMIrpaHTIB N KyNbTypHUX NpodecioHanis. Xo4yeTtbca
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cnogieaTtuncs, wo Ceitnorpag 36epexe CBOK MUCTELbKY aBTOHOMHICTb
y cknagi YkpaiHm».

foBopsaum npo uen dinbm, BikTopia 3 NEBHOIO MpPKOTOKO 3a3Ha4vaE,
o Konn gmeunacs roro srepuwe y 2018 poui, To o6maHynacs noro
nceBOOAOKYMEHTalbHUM cTuneM. BoHa goaae, wo aexro 3i ctya-
E€HT_OK 1T KypCy 3 KiHO3HaBCTBa aHa/i0rivyHo NoBipuan B yTOMinHy
onoBigb NPO NOCTIHAYCTPiaNbHe BIAHOB/IEHHSA PErioHy W nogasnbLuy
peanisaLito Koro NoTeHLUjiany Yepes MUCTELTBO. YCrix obMaHy TyT
3HOBY XX TakU1 3a1E€XMNTb Bif MA4a4€BOr0 3HAHHSA (Y1 HE3HAHHS)
MiCLLeBOIro KOHTEKCTY. 3a 6pakoM AeTaNbHOro PO3YMiHHSA BUK/INKIB,
i3 AKMMW pEerioH CTUKAETLCA Yepes NOCTIHAYCTPiaribHE NePEeTBOPEHHA
i 6NIM3bKICTb BiliHW, INA4a4Y_Ka MOXe NMOBECTUCS Ha LIt0 HAaTXHEHHY
dikuito. Ak 3ayBaxkye [ap’s, B LbOMY NpoLECi i€ 1 (ae)konoHianbHa
OVHaMmika: obMexeHe 3HaHHS «nepudepin» (um 1o «CaiTnorpag»
Aky6eHKo un, Hanpuknag, «KasaxctaH» bapoHa KoeHa) no3Bonse
MWUCT_KUHAM 6aBUTUCS 3i CNPUNHATTAM MENHCTPUMHOI ayamTopil
N MexaMmu 1T 4oBipAnMBOCTI. KOOpANHYOUM NIiTHIO WKONY «3aBofg
naB HaM yce» y CEBEPOAOHELbKY, MW NO3HanoMmnnunca 3 Mmkonoto
Jlomakom, AocnigHMKOM JINCMYaHCbKOIO KpaE3HaB4YoOro Myses
M rONOBHMM MICbKUM apXiTEKTOPOM, Akuin y «CBiTnorpagi» gae
«ceprosHe» iHTeps’to. O4ueBMAHO, K BiAOMOro B perioHi gaxisus
3i cnagLwmHn, JTomaka 3any4mam HaBMUCHO, abu BiH HagdaB
ABTOPUTETHNI HapPaATUB KyNbTYPHUX 3MiH. MNepernagatoun ¢inbm
y 2020 poui, M1 061aBi 3aMBYyBasiMCb 3HANOMOMY OO6/INYYIO B LIbOMY
napasnenbHOMy CMeKY/IATUBHOMY BCECBITi: 0COOUCTI 3B’A3KN 3 LMK
MiCUAMM 1 I0AbMUN — Pe3y/bTaT HaLINX KONabopaTUBHUX NMPOEKTIB
i PO3MOB Y paMKax LUux AOCAiAXEeHb — Tenep (MOX/IMBO, Ha Xarsb)
YHEMOXNUB/KOE ANSA HaC BipY B yTONilHy AiicHicTb CBiTnorpaaa.
Tenep, 30a€TbCA, WO MU Li/IKOBUTO BTAEMHUYEHI B XXAPT.

BUCHOBKHA

CniBnpausi He 03Ha4a€ 3M1aro4keHol ogHoCTanHoCTI. Llinkom HaBnaku,
HacnpaBAi Npaus Hag Li€lo CTaTTeto HEPIAKO 6yNna eMOLUIMHO TAXKOLO.
Mwu o6roBoptoBanu Hally TeMy, BUKOPUCTOBYHOUM Pi3HI TOUKK 30pYy

M NO3WLIOHANbHOCTI. [HKONW e Npn3BoaAnaIo A0 BiABEPTOI HE3roau,
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CUNbHUX peakui Ha BUCNOBAEHY Mif Yac Npe3eHTauin KpUTnky,

a IHKOMIM — CYyM’ATTa 3 NPMBOAY MOBYAHKWN NMapTHEP_OK CTOCOBHO
NEBHUX LIHHOCTEW, WO BMN/IMBaIN Ha Halle PO3YMiHHS TXHIX NPOEKTIB —
Hanpuknag, deMiHi3M i AekonoHianbHiCTb. HandpyHaameHTanbHiwe
Hallle HEBAOBOJIEHHS yCTanieHMu (BisyanbHumK) Hapatneamm JJoHb6acy
SK MiCLIS MOCTaNoKaninTMYHOI 3aKUHYTOCTI, OABIYHOIMO HACU/IbCTBA

M Big4ato 3iTKHY/NI0CS 3 Pi3HUMM AyMKaMM LLLOAO L€l cnagLmHu,
0COO/MBO cepep TUX YIEH_KUHb FPynu, sKi Xxunmn Ha JoHobaci.
YCBIiAOMMIOIOUN TEHOEHLIIO, B AKiN ayTcanaep_ku yepes 06’ekTmBaLlito
MapriHanisytotb JoHb6ac, MM YacTo HaMaraamcsa npobnematnlysaTm

Ui penpeseHTaLil i HaTOMICTb LUYKaTu CBiAYEHHS TBOPYO KOHCTPYK-
TUBHWUX 3MiH y perioHi. Hawwi napTHep_Kun iHKOM CTaBUANCS 40 LUX
HapaTUBHUX GOPM MEHLL KPUTUYHO 11 OY/IM rOTOBI B3AEMOLIATU 3 HUMMU
Yy B/TACHUX TBOPUMX Liax abo > AOTEMHO CTaBUTU IX Nig CyMHiB. Lis
PO36iXHICTb CTaBUTb (MOX/INBO, 6€3MepCneKTUBHE) MUTaHHS, ke Aani
3aMMaE TUX ryMaHiTapiiB (30KpeMa 11 Hac), AK1X LLikaBUTb eTU4He NpoBe-
OEeHHS AoCNifKeHb | AeKOIOHI3aLia 3HaHHS: XTO MaE NpaBo rOBOPUTH
BiA iMeHi MicueBoro gocsigy? Lo npobiemy 4acto 3BoAATb 40 GiHAPHOI
0ono3uLil MXK TUMMK, XTO 3HAE MiCLEBY AINCHICTb BAACHUMU XUTTAMMU

M Tinamu, i TMMK, XTO 3HAE 1T 3 Qi3NYHOI BiACTaHI YN KPUTUYHOI AUCTaHUiT
yepes BHYTPILLHIO Mirpauito, oeTepuTtopisadito [de-territorialization]

ab0 X POKKN aKageMiYHOro BMLLKO/TY. XO4a HaLl MPOEKT NOKA3YE, Lo
TOUKY 30pY M NO3ULIOHANbHICTb PiOKO BOAETLCA PO3K/IACTM Ha TakKi
aKypaTHi KaTeropii, BCe X Taku, iHKO/INM MU BOBTY3U/TUCA 3 LM
MUTAHHAM, HE 3HAIOUM FK KpaLlle penpeseHTyBaTh NpuTaMaHHUI Hallin
OOCNIAHNLBKIN NPaKTULi ANCEHCYC, HE 3aTMpaloym MOoro 1 He 3oa4ra-
IOUM B €N1eraHTHy akafeMivyHy aprymeHTauito.

LLlo >k Ham pga€e nornsag Yepes konabopaTnBHy pamMky? Ak BiH
[O03BOMIFE HAM — | Y JO3BOJIFAE B3arani — OCArHyTW pisHi BuAn
3HAHHS: Y UbOMY BUNaaky npo [JoH6ac i Npo KyNbTypHi yABNEHHS,

3 HMM NOB’A3aHI? 9K 3a3Ha4YeHO BULLE, HALLE PO3YMIHHS ETUYHUX
[OCNiIOKeHb cArae gani, Hixx igesa «HagaHHS ronocy» «Mapridani-
30BaHMM» CniflbHOTaM — ifges, Wo 11 KPUTUYHO PO3rNagatoTh Ti,
L0 3aMMatoTbCs AEKOMOHIaNnbHUMK gocnigkeHHamm (Jenkins and
Srivastava 2016). HaTomicTb Hac UikaBUTb Te, 9K KonabopaTusHi
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MeToaun CnpusitoTb 060MiNIbHOMY OOMIHOBI: HE NMLUE, K <OXOMUTUY

Te, Lo 3a3BUYal He NOTpan/Ig€e B LLEHTP yBarn HayKoB_ULb, ane i gk
Taki MeToam AOCNiAXEHHSA BNAMBAOTb Ha HaLUi X Nigxoam 1 npouecu,
K MW MOXEMO AiNIMTUCSA CBOIMU 3HAHHSMWN HA NMPAKTULL, BUKOHYOUN
AEKONOHIanbHICTb Ta PeMiHI3M y caMoMy crnocobi NoGyaoBM NPOEKTIB
i TekcTiB. MNuwyyn 47159 @ He PO HALMX NapTHEP_OK MUK nobaumnu,
O NPAaLEMO 3 iHWMM HaBOPOM OYiKyBaHb i OKPeEMUM HabOPOM am-
6iuin. 3amicTb MOTMBALIT BUHATKOBO B1aCHUMM iHTEpECaMn — Y LIbOMY
BMNaaKy, 6aXaHHAM KPUTUKYBATK yCTaneHe KynbTypPHE PULLITYBaHHS,
Lo NigTPMMYE yaBneHHs npo JoHbac gk mMicue NOoCTINHOT BigCYTHOCTI
(Bio KONOHIANBHOrO GAYEHHS «MOPOXHBOrO» AOHOACHKOro CTeny

[0 Cy4YaCHUX ysiB/IEHb NPO PErFOH AK Ky/IbTYpPHY MyCTE/0) — Ha Hac
i1 NOrNsanm M AYMKKW HalUWX NapTHEP_OK, Lo YacTo cynepeynnm

1 OMCOHyBanu HawmMm. luckycii HeogHOPa30BO NOBEPTANN HAC

00 Micub 3aHen6aHoCTi (3abpoLuka, PXXaBUMHO), MOKUHYTOCTI (Hevero
Aenatb, HeAOUMHCTUTYLMOHQA/TIbHOCTB), A€ NO3UTUBHE 3POCTaHHSA

1N KOHCTPYKTMBHA TBOPUICTb MOXYTb OyTK fivwe xumepoto (Ceitiorpag).
AK XK€ MM MOXEMO NpeacTaBnTN MPUNAUBHI N BigNANBHI XBUAI LNX
[ocnigpxkeHb HA6OPOM akypaTHO MOCKIaAaHnX BUCHOBKIB? 9K Len
npouec nowwyky nNornmbae Hawe po3yMiHHa [JoHbacy, i um no-
rnn6oe B3arani?

MoxnnBo, Hankpalle, Ha WO MU MOXXEMO CroAdiBaTUCa B MPOEKTI,
chopmMoBaHOMY Mif, BMIMBOM HaCTINIbKM aMOITHUX JOCAIAHNLBKUX
ineanie, — ue wopasy Ginbw BAani Heaayi. ToX TyT MY 3MUPUNCS
3 HabopoM igel, Wo NocTanm 3 PO3MOBU 1 OOMiHY, ane NpeseHTyBanu
X Mig BAZIMBOM HaLlMX LiHHOCTEN, @ OTXXE NPOCOoLUianibHO, 3 HAr0/10COM
Ha BUNagKu po30yaoBKM CRiSIbHOTU, MOAITUYHOIO CNPOTUBY | BUHUK-
HEHHS HoBMX GOpPM conigapHOCTi. Bsaemogito Halmx napTHep_OoK
i3 nopyrnHOBaHNMM faHawadTamm 3a6pOLIOK MU CNPUAMAEMO
SIK JOKAa3 MOCTaHHA HOBUX YTIIEHNX KOHCEPBALIOHICTCbKMX MPAaKTUK,
O BUTBOPIOKOTb HOBI MepEeXi 3HaHHSA Ha BiACTaHi Big TOro, Wwo cnpum-
Ma€ETbCA K 3aCTOSAHI KY/IbTYPHI YCTaHOBW paasaHCbKOl 4o6u; Tak caMo
M OMUCKM IHCTUTYLIMHOIO 3aHenagy Y BUKOHaHHI HalnX NapTHep_oK
MU BiQUMTYEMO SIK [OKa3 HOBOIO Ky/bTYPHOIO 3POCTaHHS, MPakTUKn
AENATb HEYEro, WO NPOPOCTAE y TPilMHAaXx i nporaanHax ctapoi
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KYNbTYPHOT iIHGPaCcTPyKTypU; MOCTINHY FPY 3 MPUNUCAHUMU PEFIOHY
inesaMn nepmndepinHOCTI, KyNbTyPHOI 3IMAEHHOCTI 1 MapriHasbHOCTI
MM PO3YMIEMO SIK 3aci® OnoBigi HOBUX ICTOPIN, IHKOAN NULe A9 Mic-
LEeBUX aBOUTOPIN, — iCTOPIN, WO MOrn 6 NPUATK Ha 3aMiHy CTapuM
icTopiam npo JoH6ac. KonabopaTrBHi paMKy 03HayaloTb BigMOBY
BiJ KOHTPO/IO, MONULLEHHS IHCTUTYLIMHUX GOPM BUPOBIEHHS 3HAHHSA
(y HawoMmy BUNagky KoHGEepeHUinHNX NUTaHb, ABaAUATUXBUINHHUX
[OMNOoBifeN, akypaTHO YK/1aAeHUX MOIbOBUX HOTATOK) | MPURHATTS

M 3aKOPIHEHHS IHWNX TUNIB ANCKYPCY (O6rOBOPEHHS NiCOBUX NMOXEX,
HEeCTPYKTypOBaHi pO3MOBM NPO MicueBi pecTmBani, 06MiH CTikepamu
B Tenerpami, caMoipOHiYHi »apTn 1 NiHkn 3 KOT06a). KynbTypHi aBuLLa,
WO iX MU BUPILINAM BUKPUCTANI3yBaTH y Ui CTaTTi, NOCTann 3 Taknx
dparMeHToBaHMX PO3MOB MalXe Nonpu Halli BlaCHi OYiKyBaHHS.
3peLwToto, Ui ABULLEa aKTMBHO ONMPAatoTbCs Tpaauuil ToTanisauil
[oHbacy Ta Noro Ky/bTypu, NpeactaBnatoTb KPUTUKY abCOMOTHOT
KaTteropusauil Ha KLWTanT Ti€l, Wwo 1T 6a4mMmo y xaHpi «[JoHbac-ropop»
i NOB’A3aHNX 3 HUM Bi3yaslbHUX MOAyCax.

ENAor
OcKinbkun akageMiyHa aHrincbka — MOX/IMBO He HANOOCTYMHI-
LW ONs HaWKWX NapTHEP_OK MOoAdycC Npe3eHTauil, M1 3anucanm
AeB’AHOCTOXBU/IMHHE Bi4eOo Noc/iaHH4, B ikomMy ab3al, 3a ab3auom
nigCyMOBYEMO Lo CcTaTTio. [ewo nepenmaouncs Tum, Wwob oTpmumaT
IXHIO peakuito (3 ornagy Ha Hawy BigaaHiCTb eTMYHO NoiHPOPMOBaHiIN
KPUTWUYHI NpaKTULi 1 peCnoHCUBHOMY NMUCbMY), MM ByNn 34MBOBaHI,
KON BIArYKW BUABUAINCA NO3UTUBHMMMW Y MPUrOIOMLUIMBIN BiNbLIOCTI
BUNagkis. Bignosigi 6ynn npuasHi 1 NakoHiYHi — He3BMYaHWN 0OCBIA
A5 HAYKOB__WLib, SIKi 3BMK/IM OMpaLboByBaTh peTeNbHO AeTani3oBaHi
peueHsil. 3amicTb 4oBrux absauiB i CNUCKIB peKoMeH40BaHOI
niTepatypwu, Halli NapTHEP_KW BUCNOBWAM 3aranbHy 3rogy 3 HalnmMm
aprymeHtamu, NoAeKyan 3ayBaXkyloun Nuie He3HaudHi XnbHi iHTepripe-
Tauil, Lo Ha HMX TM 34aBanocs BaX/IMBMM 3pearyBaTu:
OnekcaHap: [y BigNoBiAb Ha 3anNnTaHHA «4u WOCk y CTaTTi
Bac 3amByBano?»] Ouen MOMEHT i3 4E€/1aTb HEYErO, MabyTb,
Tak. 9 He Mir cobi yaBuTH, WO MPO Lie MOXHAa L OoCb HanucarTu.
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BikTop: LLloliHO poanBMBCSA Bigeo i nepernsHyB TekcT. Bce
Ay>Xe KnacHo!

Omntpo: MeHi oy>xe cnogobanaca cTaTTs, Ay>Xe AAKY0 BaM
3a Te, WO B35/1M Ha cebe Taky BenmyesHy poborTy.
KatepwuHa: [...] 3HiMato cBoro cy60THbOIro Kanestoxa nepes
UMMM NPEKPACHNUMU XiHKaMU, CRiBaBTOPKaAMM L€l HY yXe
Be/IMYE3HOI Nydnikauil) BCiM 6aXkato YyaoBMX BUXIOHUX

i 3aCBigYyIO LWOoHaMrNMOLWy noeary.

OpfHak, Li€to cTaTTelo NPOEKT He 3aBepLUYETbCSA. 3apas M1 npauto-
€EMO Haj 6araToMOBHOIO My/bTUMELINHOK NyOnikaui€to, B aKin OyayTb
iHTEPB’I0 3 MUCT_KMHSMW 1 MUCTELbKI TBOPWU ANA aBAUTOPIN, WO Li-
KaBNATbCA Ky/IbTYpPOt0. 3@ /IOMKOK HaLOoro MUCMIEHHSA NPO ETUYHY
NpPaKTUKy i cTani napTHepCTBa chiBnpaus NPOAOBXYE PO3LUMNPIO-
BaTUCA N HabupaTtn 06epTiB YaCoOM axk 40 3anaMOPOYEHHSA 1 No3a
HaLLMM KOHTPONEM, ane 3aBX4u 3 eHEPri€lo 1 TBOPYMM 3ananom,

L0 i XXMBAATb, | 320X04YIOTb Hally akageMiyHy NpaKTuKy.

Briepiie ony671ikoBaHO QHI1iINCbKO MOBOIO B XypHas1i «<REGION:

Regional Studies of Russia, Eastern Europe, and Central Asia», 101,
y 2021 poui.
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MowrTiBKa HagicnaHa 6puTaHCbKUMKU MirpaHTamun B JoH6ac. [JocnigHuubkuii apxis KO3iBku,
FnamopraHcbki apxisu. lNMoka3aHa B pamkax BUCTaBKU «EHTy3ia3m»

Postcard sent by a British migrant to Donbas. Hughesovka Research Archive, Glamorgan Archives.
Reproduced as part of the Enthusiasm exhibition
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BucraBka
«EHTYy3ia3m»

B MeprTip-Tigsini.
CepneHb 2017.
®dorto: BikTopis
[oHosaH

Enthusiasm exhi-
bition in Merthyr
Tydfil. August
2017.

Photo: Victoria
Donovan

BucraBka
«EHTYy3ia3m»

B Redhills,
LIaxTapCbKoOMy
nanaui B Japemi.
TpaBeHb 2019.
®oto: Amutpo
YenypHuii

Enthusiasm exhi-
bition at Redhills:
Durham Miners
Hall. May 2019.
Photo: Dmytro
Chepurnyi
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ApxiBHa doTorpadis 6puTaHCbKOI AUTUHM B HapogHOMY BOpaHHi. JocnigHu-
Lbkuii apxis tO3iBku, MamMopraHcbki apxiBu. [MokasaHa B pamkax BUCTaBKM «EHTy3ia3m»

Archival image of British child in folk costume. Hughesovka Research Archive at the Glamor-
gan Archives. Image was reproduced as part of the Enthusiasm exhibition
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ApxiBHa doTorpadis 6pUTaHCbKUX Ta YKPAIHCbKNX XuTenb_ok [JoHbacy. [locnigHnubKuii apxis
lO3iBkw, MamopraHcbki apxieu. NMoka3aHa B paMkax BUCTaBKW «EHTy3ia3m»

Archival image of British and Ukrainian residents in Donbas. Hughesovka Research Archive at the
Glamorgan Archives. Image was reproduced as part of the Enthusiasm exhibition

SANDALETY SIZE 37 201



SPECULATIVE TELEGRAM CONFERENCE /
TEOPETUYHA KOH®EPEHLIA

«HAST? DONBARS?
A NEW
CONFIGURATIONS
OF THE FORMER
DONETSK COAL
BASIN»

CX1J1? JIOHBAC? HOBI KOH®II'Y PALIT KOJIMIIHLOI'O
JOHEIBKOT'0O BYTIJILHOTO BACEHHY

BOCTOK? JOHBACC? HOBBIE KOH®PHUI'YPAILIUH
BBIBIIETO JIOHEIIKOTO YTOJLHOTO BACCEHHA

MocTep cnekynsaTnBHOT KoHdepeHLil 3 YaTy rpynu «<Donbas through
Collaborative Frames»

Poster for a speculative conference from the group chat of the Donbas
through Collaborative Frames project
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B.
Da@a NPOMBILLIEHHOTD 3AaHNA.

MARATEABCTBO OKVAKAAKAS,
JAOHEUK

Nepecware nowTol
B OTXpUTOM Bz
HeE NOANExMT.

Xyxanka. «dacag npoMmncioBoi ByaiBni», 3 okyXanka: PxxaBunHo» (Homep 009), 2014

zhtzhalka. “Fasad promyshlennogo zdaniia”, in zhdzhalka: Rzhavchino (issue 009), 2014

SANDALETY SIZE 37
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BaHep B 3akuHyTomy [K, HoBogpyxecbk, 2020. ®oto: KatepuHa Cipuk

Banner in an abandoned Palace of Culture. Novodruzhesk, 2020. Photo: Kateryna Siryk
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OK:

B o6uiem, genpeccusHble o6pasbl, KOraa
paeno kacaetcs [loHb6acca, yacTo 6biBatoT
AOoMuHupyowmnmn. I BnonHe onpaBaaHo.

au:
na, n cpegun BCcero sToro WwmkKapHble nasibMbl
B NefOBOM gBopue

OK:

1 benoky3sbMWUHOBCKMNE CKaslbl, U Pas/inyHble
npupopgHble naHawadTbl, U MHOIO Yero eLle.
Ho 310 BCE He o ntogax.

Aau:

B CNlydae ¢ nanbMamu, To oHn 6 6e3 nogen
He BbhkWn 6 BCe 3TW rofbl, NIO3TOMY TaMm
KOCBEHHO 1 O Ntoasix

20 okTs6psi 2020



OK:
Depressing images seem to dominate when it
comes to Donbas. And rightly so.

DT:
yeah, but then there are those fancy palm
trees in the ice palace

OK:

and the Belokuzminovka rocks, and other
natural landscapes, and lots of other stuff. But
none of it is about people.

DT:

well, the palm trees wouldn’t have survived
without people, so in a way it is about
people too

20 October 2020
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HOap’ a UuMmbaJioxk [IOJIbOBA HOTATKA 6
3yM
10 rpynus 2020 poxy
17:00-19:00 3a OpMTaHCHKMM UYaCOM

YuacHu ui: BixTopisa JloHOBaH,
BikTop «KopBik» 3acunkiix,
Onexcannp KyumHcbkuM, KaTepuHa
Cipuk, Iap’sa Lumbasiok, IMUTPO
UenypHUM

MeH1 3aBXOM BaXKO I'OBOPUTM PO CBOW poBoTy, 0CO0—
JIVYBO y dopMaTi MMMOBLJIBHOT'O MOHOJIOT'Y, 1 0oCOBJIMBO
npo pofoTy HeakaleMiuHy. Ha BizmmMiny Binm poszmoBinmi
Ipo MOI MaJIOHKM Ha MUHYJIOMY CeMiHapi, sBHaloMuy MeHI1
bopmaT 20-xXBMIMHHOI akameMiuHol nmonoBimi 3HiMae

3 Tebe BimmoBimanbHIiCTL, BMUCTYI CTae HeoOximHi-
CTI0, PYTMHOK, IO TakKuxX IIpes3eHTallil s BXe 3BUKJIA.
MoxyMBO, lie TakoX OB’ sg3aHO 3 TMM, WO, IPMHAWMMHI,
Ha OaHUM MOMEHT g € YacCTMHOK akameMii, iHcTuTyuii,
xoua © uepes CBOK TMMYACOBY 1OEHTMUYHICTB acmi-
paHTkM. g nosmiis «g B moMike», sk ckasaB BikTop,
JeriTuMye MO€E€ NPaBO BUMCJIOBJIOBATMCS B pPaMKax obMexe-—
HOI TeMM Ta y YiTkKO BMB3HAUeHOMYy oGopmMaTi (xoua XTO

i ax Moxe rToBopmMTM 1 Bip umiioro imeHi?)

Arnle MeH1 3apxOu OyJIO HEKOMPOPTHO MNPMUXMBATUCS
y Bynb-aKkiy kaTeropii: XyHOOXHMII1, NOMCBMEHHMIII,

,J:LOCJ'[i,J:LHMLLi. IMeHHUVKNM He nOyxe SPYYHO HOCHATBCHA.
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Meni Habarato Oinbme nomoBarnTbCcd OiecjoBa, g OMITY
akameMiuHil Ta XyOOXH1 TeKCTHM, MAaJon, IOCJ1IXYI.
IOiecyoBO Mae Ha yBazl nmin, BimuyTTa Tija B Opo-
cTopi. Kareropii HaTakalonTb Ha OiJjibll TPMUBAJIUM

yac NPOXMBAaHHS y HMX. MeHi x Ha®araro uikapime
TYyJnaTH, IOe XOouy, Xoua, 3BMUAMHO, Iyxe 6araTo
HaBKOJIO BMCOKMX IapkaHiB, cTiH, 1 camMe BOHUM CTa-
HOBJIASTbL OCHOBY 1OEHTMUHOCTEM, I1HCTUTYLIiM, UM TO

T 3HAXOOUUICS BCepenMHil, UM Ha30BH1. Akxooncb Mipoo
BeChb LIeM Mi¥ HOBITMM NPOEKT, SKMM MNOUMHAETHCS JEChb
i3 «Omiccei [Houbac» i posTaryerbcs no aHimauii,

no PhD, mo umx HOTATOK, HAKIO HE € CIPAMOBAHUM

Ha CTMpPAaHHS KOPIOH1B, TO, NPMHAMMHI, Ha 1X PO3XUTY-—
BaHHA, 1 Ha IMHaMiuHe KOB3aHHS Kpi3p cBiTm. Jobpe
HaOBeUip BUUTM OO MOPS, BaNyCTUTHU «KaOKOO» 3HaMIe-
HUY Ha Oepe3l xaMiHumMk, IMBUTHMCS SK BlH ToOpKaeThbCH
BOOM, WOO MNPOCKOUMTM nHaji, 1 ock BiH B30BCiM 3HUKAaE,
mo® MIOBEPHYTUCS Ha Oeper 13 HOBOKW XBUJIED.

MajoBaHHS, XMBONMC Ta 1HImMI NPakTUKK HeBepOaJib-—

HOT'O BUpPAaXeHHsS — [IpolLecKu IJig MeHe Iyxe ocobuctTi,

i omM ckJjamHi. 3 aMOOKMX BHYTPIMHIX HNOTOKI1B BOHM
BUTATYIOTE Ha [OBEPXHIO CckaM’ gauHijocTi, dbparmMeHTH

Ta obpas3u HesHaMoOMMX YSaB, SKi1 g mbamynmeo 30upamn,
Iepexkjianan 3 KMIIeH]1 B KMIIEHI, KaMiHumky 3 Mops. le
ocobuCTHUM NPOCTip, BHYTPLNHE XUTTS, MOI'O HEMOXJIMBO
BimoxpeMmuTy Bim TiHem, gxi MOl kiMHATH1 CBiTUIBLHUKU
KMOAIThL Ha CTEeJIo Nepel CHOM Kpisb JMCTS POCJMH,
caMe TOM HEeINOM1THWMM, CTOMJIEHWUM, TUXUM MOMEHT,

B KOTPOMY 3IO1MCHIOETHCS XUTTSH.

Komm g Bnepme noBaumia apxiBu najeoboTaHiuyHMX

KHUID' Ha canTi Mumxamna KymnimoBa «lIlaxXTel M PYOHUKU
Ionbacca» Ta neperiygaHyla «/ckomnaemyio O0Jopy cpen-
Hero oTxejyla KaMeHHOYT'OJIbHEIX OTJIOXEHUM JJOHELIKOI'O
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Baccenua» (3anecckuit u Umpxoea 1938), mBi peuil
TIMOOKO IIPOPOCJIM B MeH1 — MaJIoHKM POCJIMH 3 1HIOI'O
cBiTy Ta TomoHimMm — TopmniBka, HdebanbueBe, MakiiBka,
AnueBchbk (a) . 1 3HaroMi TomoHimy, mijgbH1 y CBOIX
HMHI1mMHI1X BHaUueHHAX, acolilaunidgx, umMrarax 3 MOI1X
iHTepB’0, OynM BpizaHl B HecnozmiBaHy IJjid MeHe

ySBY, CTBOPEHY HOEeCsaTKaMM NeJjlikaTHUX ajieoBoTaHiuHmx
MaJiloHK1B B.I. CBopoMipckoro. MeH1 xoTijocsa po3IpyKO-—
ByBaTM Ul MaJIloHKM, BMpPizsaTM Ta PO3BiwyBaTy Ha IOowmIli
B obici, Ha gkim g sz0upan BacylieHl MNeJICTKM, JIMCTS
Ta YaCTMHKM BOIOPOCTEM, NPpMHECEeH1 3 mporyssHok. MeHi
XOT1Jl0CA ODOBTO-IOBITO 1X PO3IUIANATM Ta BlIOTBOPIOBATM.
[lomi®HYy 3alikaBJIeHI1CThE Yy MeHe BUKJIMKAJIM CKaATU

B akBapiymi uporo jiTa, PyXM-IUXaHHS SKMX s HaMmara-
Jaca imiTyBaTtm nmo Tom Oik ckiya. [ikaBo, 49K MaJIOHKU
BUKJIMKAOTh B3aeMHicTb, OaxaHHS BignoeicTm. Ianip
OOKYMEHTY€E CJIiOM MO€l PyKM, WO iMiTye crimm Xymox-—
HUKA, SKMY iMiTyBaB CJlIiOy POCHMH.

HaneBHO, HaMUikaBime mjig MeHe Yy najeofoTaHinmi —

Te, mWo B 11 OCHOB1 JjlexuTb poBoTa 13 dparMeHTaMM.
MoXJIMBO, BiOCYyTHiCTBH NOBHOI KAPTMHM 1ie Te, MO Iae
IpaBO Ha eKCIepMMeHTaJlbHYy ysaBy. Xoua najeoboTa-

Hix mMHi, mBMAme 3a BCe, 31 MHOL He norogmunmuca O.
[Iig yac ceMiHapy MM TOBOPMIM Npo Mictumbikanii,
«CBiTnorpam» Aninum fdxyBeHko (2017) Ta «HelcHyUU»
Jlyraucek AHOpis JoctrneBa (HocTyer 2011). Meni uyactTo
O6iM3bKa NiIpMBHA Ta YyTONliuHa Ccujla ysaBM, sSKa Iae Ham
MOXJIMB1CTBH BMIamaTM PaIMKaJIbHO 1HIII KaAPTUHM Man-—
OYTHLOTO Ta MUHYJIOTO. MOXJIMBO, CaMme 119 BJACTUBIiCTb
YVAIBU JIEXMTH B OCHOBLI Bciel Moel B3aemomii 3 JJoH-
facoM Ta MOTO icTopisMmMm, BBaeMomis, sSka IMOCTiMHO
Mirpye, po3TAryeTbCca 1 3aTarye B cebe HOBUX JIOOEN.
I3 30BCiM HeBesMKUX OGparMeHTiB 1HTepB’' g9 Hamarawcs

BYMPOCTUTM TpeTil HapaTuB, BOupawouu B cebe obpasm
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BiViHM, mnepecejyieHHs Ta IelHzmycrTpasniszanii, Opu LbOMY

g yacTime OJiykaio oOJsaMM, Hix Iny moporamm. Xoua,
3BMUAVHO, TI'OBOpAuYM Hpo IHoHOAaC, HEMOXJIMBO He CTa-
BUTMUCS IO MNOTEHLlajly yABM KPUTMUHO: BMUIT'aZaHicTb
«PYyCCKOTO Mupa» 00oJisgue JiyHae TyT TpamaMy 1 3anam-—
maeTrbCca Minamm. Ha cemMiHapax Mm 6araTo T'OBOPWIIK
opo pisHl ysaBjeHHsa [JoHbOacy, IOesdkl 3 HMX CKOPO
CTaHyThb CkaM’ gHijocTamu, 3abpomKaMy 1iMIepCbKUX
npoexTip, OJykawouy 1xX pylHaMmu, Jerume i3 cyM-—
HiBOM CTaBMTBCS OO HMX, HIX OO HOBUX YSBJIEHBb,
Akl MM CcTBOpPEMO 1 mnpoxmBaemMo Bapas. HasecHi

Ha OaxXoM MOe€l KiMHATM HOUaMM MTalkKa OynoyBaja
THi3710 1 TOJNOCHO CcTykajia no Tpy®i, HOKM s nmcasa
PO B3aeMOnio JIOOCBKOTO 1 OiJbl-HIX-JIOOCBEKOTO
[more-the-human] nma ceBoei zmmceprauii. S yacTo
3ranyn Opo Hel.

PALAEOTEXTS
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BikTopisa Jounoman IIOJILOBA HOTATKA 6
3yM
10 rpynus 2020 poxy
17:00-19:00 3a OpMTaHCHKMM UYaCOM

YyacHM 1i:

BikTopisa JoHoBaH, BikTop «KopBik»
Bacunkin, OjnexcaHnp KyumHCBKUMA,
Karepuua Cipuk, Hap’s Lumbaliox,
IMuTpo YenypHuit

He mMOXy pO3TJAmaTK L0 Ipes3eHTallild OKpeMO, OCK1JbKU
yacTo Oauy ¥ OyMmawn npo pobory Hap’il B HU3LL

iHmMx xoHTekCcTiB. Ba Oinbme, podora Jap’i Baxim—
BMM UMHOM BIIJIMBAE Ha Te, fAK A OyMal [IPO BJIACHY
OOCJI1OHUMIIBKY MNPAaKTUKY. BYyTM HayKOBOK KepiBHMIIEKH
Oap’i — no-cnpaBxXHbOMY IianoriuHwmi moceinm, i, meni
30aeTbCHA, WO s OTPpMMAaK Bl HAWOI'O 1HTEJIEKTYaJIbHOTO
0oOMiHY CTinbKM X, CK1iJbKM M BOHaA. TOMYy g IOUHY

1[}0 HOTATKy peMapkoio, aky Iap’sa spobuyia B iHmIOMY
KOHTeKCT1, nim uyac cnimpHOI 3 ii IOpyruM Hay-—

KOBMM KepiBHMKOM cecil, mo MM MajiM HalpMKiHIL
MMHYJIOTO POKy. Ha uim 3ycTpiul BiH nmonpoxasr

11 mapoo peuYeHb BUCJIOBUTM CaMy CYTHICTbL apTyMeHTy,
mo JIeXUTb B OCHOB1 11 nuceprauil: Hap’s Biznnorimna,
mo iy He nomobawnTbca icTopii, sxi posnorBimawnTb

npo Houbac, icrTopii, mo, SK OpPaBUJIO, I'PYHTYITLCS
Ha KOJIOH1aJIbHMX, HAlLllOHAJBHMX 1 KYJIbTYPHUX CTE-—

peorunax, 1 mwo BOHa WyKaja iHmWI miIaxy, SK MOXHA
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posnoBicTy icrTopin periony ¥ xoHOIikTy. S X Bigmo-

BilJjla, WO HaBNakuM Tazjaja, Hi0Owm Hap’lHa InuceprTauis

3 BJIACTMBOKN KPUTUYHO-KPEATMBHOI MeTOIOoJIoTien dyHIa-—
MEeHTaJIbHO Binkmumae camy imein aBTOpuTapHOI omoBinmi.

PoBotry Hap’l MOXHa, HacHpaBnl, po3risalaTV SK Ipak-—

TUKY CIOPOTMBY, WO BimuyBaeTbca 1 B 11 MajloHKax,

i B TekcrTax.

[IpocayxoBylOUM 3alMcC Hamol cecll, g Bpaxawncs
napajesasaM Mix poborown Jap’i Ta imesmu, SKUMU
NPOCAKHYT1 TBOPYl MNPaKTMKM 1HmMX ydYacHM Lb Hamol
rpynu. llepumy napajeyb s OPOBOIXY MiX MaJloHKaMMU
HOap’i ¥ He3apepumeHuMM GOoTOKaAPTMHAMM, SK1 Npe3eH-—
TyBaB Ha nepmiy cecil BikTop. IlomifHo mo pobiT
BikTopa, MajoHkM Jap’i HiOM BOOHOUAC ONPUSIBIIIO-
TbCS Ta BHUMKAKWTb. 3 omHOTO Ooky, Hap’sa Oepe
ydacTh y Ipoleci poO3KONokK: najeoboTaHiuHl TexkcTH,
LIeHTpaJdbHl nJjsg 11 OpakTukM, sSK BOHA [OSCHDOE,
Oynu piokicHUMM KyJIbTYpPHUMM OO0’ ekTaMM HaBiTb

Yy pansHCbkKl uyacu. BUKOPMCTAHHS X LBOTO MaTepiamny
B 11 TBOpax (He Kaxyuu BXe OpO Te, L0 BOHU CTaJlU
npeIMeToM HOOCJI1IKEeHHS 11 JOKTOPCBKOI mmcepTanii)
IIOCTaEe SK aKT 1HTeJNeKTyaJIbHOI «IJMOOKOI pPO3pPOOKM»
(mpuBin nJys npoMmuciioBOl MeTadopM) — BaHYypPeHHS
BryiMO OUEeBMIHIMMX KYyJbTYPHMX [JIACTiB y IOWYKY
penpeseHTanin, abo X, BUKOPUCTOBYIOUM CJIOBa
HOap’i, «bparMeHTiB» UM «CJIimiB» 1OEHTUUYHOC-—

Tey, WO 3a3BMUay BUHOCATHCA 3a JlalkM XYyIOXHLOI'O
Yy TO 1CTOPMYHOTO OMCKYypPCy. B mnepmy uepry Iap’wo
LUikaBJIgThE He-JoOCcbki [nonhuman] caimom, alne

B Inpolleci apxeojyoriuyHol po6oTM BOHa HAUWTOBXHY-—
Jacs Ha HeoulikyBaHl BimgkpurTs (Tak OM MOBUTH,
3Hayma KicTkM OMHO3aBpa, BuIOoOyBawouM ByIijnsg) :
OnHE 3 TakKMxX BiOkpuTTiB CcTOCyeThbCs TpariuHoi

noni B.I. CBopoMipckoro, aBTopa najneoboTaHiuHUX
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300paxeHb, 13 AxkMMM BOHa npauwoe. i daxTo-06’exTH,
«BTpayeHl y mJjacTax yYacy», SK BOHAa Kaxe, BUHO-
CATBCS Ha INOBEPXHK B pobori Iap’i.

Axmo omHi 06’ exTM B 11 MaJIlOHKAX BUXOOATH Ha 10—
BEPXHIO, TO 1HmI BHMKAWTL 3 [IOJS 30Py. B mauiy Bepcil
11 TBOPiB Le — NMCbMOBl TekcTM (TpaHCkpMOOBaH1I ycHI
icTopii um nameoBoTaniunHi kjacmumbikamnii), mo pPo3-—
TYNOBYITBLCS UM TaHYTh. lle XyHOOXHE pilleHHs, NOSCHIE
Hap’ g, € cnpobon MNPOTUCTOATU «ilepapxiuHoMy obpam-—
JIEHHIO», BakJjlaIeHOMy B BUpoOseHH1 sHauusa [knowledge
production], me 6imnbma KyJbTYypHa LU1HHICTE Haae€eTbCH
croBaM (aBTOPUTAPHMM) , Hix B00paxeHHaM (ilJjmocTpaTmMB-—
HMM) . PasoMm 13 TuM, e — KOMEeHTap WOIO «HEeNOCSXHOCTI
naMm’ ari». Came TyT g Oauy mnapajeji 3 podoTon
BikTopa, me jaHmmabTM naMm’ STi CXOXMM UMHOM 3HUKAWTH
13 noJsig 30py Oing HOBMMM KYJIbTYPHMMM HallapyBaHHSIMU .
ey BMUIO KPEaATUBHUX «3apoCTew», ITalal, € IPpaIMO
BinmoBimmio Ha HaIKypPOBaHl, CTpaTeriuHO «IOOTJIAHYTIi»
HapaTyBM PO MicLsg M Juomel, WO LUMPKYJIOOTL Yy INaH1BHMX
oMCKypcax npo JoHbac. OOume 1 XyIOOXHM L1 HamawTb
nepeBary 1HMOMY Pi3HOBMAY SBHAHHS — IIJIMHHOMY, MI1HJIM-—
BOMYy Ta He3aBeplleHOMYy — B NOPiBHAHHI 31 cTabinbHuM

i craTuuHuM.

IcHyOTb ¥ iHWI TOYKM NEepeTHHY: Ha [NeBHOMYy PiBHI1

g BimuyBawo, WO 3alikaByieHHsa KaTepuHm ¥ OJieKCcaHIpa
B NPOMMCJIOBMX PYyiHax pPerioHy XMBUTLCS CXOXOK 1HTe-
JIEKTYyaJIbHOK eHepriewn. TyT MM Takox 6aumMMo JIOIel,
AK1 3ar¥ManTbLCSa POBKONKaMM, BUIOOOYTKOM KYJIbTYPHUX
ceHciB mMmicug, mo OyJIO MNOKMHYTO SK HenoTpi® (romo-
pAuM cjyoBamMu Jap’l , GK «HeOpuaoaTHe») B paMkKax
MacCoOBO1 KyJbTypM; Take, WO JIMIMUIM [I€PeTBOPOBATUCH
Ha nomis. TyT XyHOXHM 111 Tak caMO He MNOCHNilalnTb

3aMiHIOBATM OIMH aBTOPMUTAPHMN HapaTMB Ha 1HmMI:
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IOap’a moscHOEe, WO clepwy najeoboTaHiuHl MaTepianm
11 «TBOpPUYO Nnapanizyeanu» 1 BoHa OyJja He B 3MO31
BUKOPUCTATHK 1X y CBOINM poBoTi 3 ocTpaxy IMIOMMII—
KOBOI1 pemnpeseHTanii [«CcTpax WOCH HEe IOKa3aTm»] .
MeHi sBmaerbcs, mo TeHnenuil Onexcannpa ¥ KarTepuHu
30upaTy Ta 30epiraTy I'PYHTYOTLCS Ha CXOXUX E€TUUHUX
MipkyBaHHAX. [IpOTOBOPIOBATM O3HA4YaE BUKJIIOUATH,
300paxaTy O3Hadae s3ajMillaTy MOCh 3a MeXaMy apkKyla.
PoskonyBaTK, 30upaTH ¥ apxXxiByBaTM, 3 1HWOTO OOKY,
€ NpakTMKaMM, 0O YAaCTKOBO PO3B’ A3YyKTb L0 €TUYHY
npobiyemy. I'ajao, MmO Le OOHA 3 NPMUMH, 3 SKUX
Oap’ s OpoIoBXye MNpalioBaTU Ta lIepenpalboByBaTy Ii
TEMM Ta MaTeplany pi3HMMM LUISXaMM: €TuKa 11 mpak-—
TUKM BUMarae, ckopim, ©6es3IepepBHOIO NOCJ1IXeHHS,
HiX K1HIIEBOT'O BMUCJIOBJIEHHS.

Oap’o UikaBUTb Te, SK CIiBOpals 3 He-JIOICHKUMU
akTop kxammu [nonhuman actors], pocmmHamm y BoTaniu-
HoMy cani CeHT-EHIpoCca BIIJIMHE Ha 11 [IOBHOBAaXEHHSH
TOBOPUTHM Bim imeHi o06’'ekxTiB 11 HOCHimXeHHS,
SMYLYyOUM YOpHMJIIa Ha 11 MaJlloHKax TeKTM, a KyTKU
CTOP1HOK CKPYyYYBaTMCBH (SKIO MNOOYMATU IPO L0
pobory B poMaHTMuHUX OGapbax). Mm po3MipkoByeMO

Han TuM, WO cTajiocs 6, g9xOM MaJIOHKM IIOBHI1CTIO
3pPYMHYBAJNMCS 1O yac BMCTABKM B camax. Xoda Le
OyJyio O aBTEeHTUUYHOK pelpeseHTallien Npollecy CIiBII-
paui, mma uiser BUCTaBKM Takuy nepebir nomim OyB
©1u, BOUEeBMIL, HebaxaHMuM. lle NPMBOIUTHL HAC IO

iHmol myMKM, SKYy BUCJOBJE Hdap’s ninm uyac cecii:

0O NMTaHHSA «P1BHOBATM» Mix ONOBimaHHAM (sSKe 3ma-
€ThbCsa IO MNeBHOI Mexi HeobximuicTio, abmu 3aayumuTn
aBOMTOPil — OCOOMMBO HenpodecimHy) 1 HOeKOHCTPYKI1e€n
aKT1B ONOBlHmaHHA (Uepe3 OI'0JIEHHS BJIAIHUX CTPYKTYP,
moJIeXaThb B OCHOB1 HeNMCaHMX NpaBUJl pelnpeseHTanil
[conventions of representation]). ¥V xynmoxuix

PALAEOTEXTS 219



poborax, gxi Mm oBroBopmMIM B LiM Tpyni, piBHOBara,
3naeTbCcsa, HelHne nopyuwyeTbcsa B 01K TEeKOHCTPYKI1I:
uy TO My3ei, 3BinpHeHl Bim excnoHaTiB (DE NE DE
2018), um coJygHi JjlaMmnmM, 9Ki BJIM3YIOTLCS HaH1iBellb
(Dostliev and Dostlieva 2016-2021), um TO BikTO-
poBli posManboBaHl noeepx dorTorpadii, — npemmerTu

Ha Jounbaci uyacTo HiOM ONMHSAKTLCHA Ha MeXi MIOBHOTO
3HUMKHEHHS. SIK MM OOTOBOpPOBAJIM MNMisHime B uyaTi
TenerpaMy, HaBiTb caMoMy I[O3HAUYHMKOB1 «JoHOac»,
3OAaE€ETHCH, TeX B3arPOXye 3HMKHEHHsA (HaraTo XTo
BUCJIOBJIOE CYMH1B y peJIeBaHTHOCT1 TepMiHy 1Ojis CbOTO-
OeHHs, PO3IJIANaluM MOT'O SK KOJIOHlaNbHUM pPaOsHCbKUN
KOHCTPYKT (JIiBin, Mwmxem 2020; T'pimina 2020;
Donovan and Sklokina, 2021)). A nurano cama cebe,
SK MM Hal3BEeMO Hally CTaTT, SKIO CJOBO «JoHOac»
3HUKHE 3 YXUTKY OO TOTO, gK 11 onyBjaikyioTh; 9KIO
Hall NPoekT, nomibHo mo Micekmx Mibie Ta binpmis

y xaHpl MoOk’iomMeHTapi, mWo MM HMMM OijgmMMocsa B uaTi,
CTaHe HOOCJlmKeHHAM 1iyo030pHOTO Micus, ske Hikomnm

He 1cHyBaJo.
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Darya Tsymbalyuk FIELD NOTE 6
Zoom
10 December 2020
17:00-19:00 UK time

Participants:

Dmytro Chepurnyi, Viktor “Corwic”
Zasypkin, Victoria Donovan,
Oleksandr Kuchynskyi, Kateryna
Siryk, Darya Tsymbalyuk

It’s always difficult for me to speak about my own
work, especially in the form of an improvised mono-
logue, and especially about my non-academic work.

By contrast with this, the more familiar format of
the 20-minute long conference paper relieves you of
responsibility, in that a presentation becomes a
requirement, a routine. I’'m used to those kinds of
presentations. Perhaps it also has to do with the
fact that at least for now I'm a part of the academic
world, part of an institution, if only through my
temporary identity as a PhD student. This position
of being in ‘a safe house’, as Viktor put it, legit-
imises my right to speak on a particular subject and
in a strictly delineated format (although, who has a
right to speak, and how, and on whose behalf?).

I’ve always felt uncomfortable identifying with a

particular category: artist, writer, or researcher.
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Nouns don’t fit too comfortably for me. I much prefer
verbs, I write academic and creative texts, I paint
and I research. A verb presupposes action, a spatial
experience of the body. Categories imply a longer
period of dwelling. I am much more interested in
being in motion, though, of course, there are many
high fences and walls, and these construct iden-
tities and institutions, whether you’re inside or
outside. In some sense all of this long project,
which started somewhere with Odisseia Donbas and
stretched and morphed into the animation, the PhD,
these fieldnotes, is aimed, if not at erasing, then
at least at undermining boundaries, of gliding
between different worlds (academic, artistic, etc.).
It’s nice to walk out to the sea in the evening,
skip a stone found on the shore, watch it touch the
water and jump further till it disappears, and then
be washed back to shore by a new wave.

Drawing, painting and other practices of non-
verbal expression are very personal processes for
me, and in this way they are difficult. From deep
and hidden inner waters, they pull to the surface
fossils, fragments and visions of unknown
imaginaries which I meticulously collect, moving
from one pocket to another, like pebbles from the
sea. It is an intimate space, an inner life, you
can’t separate it from the shadows of the lamp in
my room sheds on the ceiling right before bedtime.
Through the leaves of the plants, you suddenly
notice that discrete, tired and quiet moment in
which life occurs.

I first encountered palaeobotanical books on
Mykhailo Kulishov’s website Shakhty i rudniki
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Donbassa. As I looked through the book Iskopaemaia
flora srednego otdela kamennougol’nykh otlozhenii
Donetskogo basseina (3anecckurt m UYupkxosa 1938),
two things took root in me — the pictures of the
plants from another world and the toponyms of
Horlivka, Debaltseve, Makiivka, Alchevska(ia).
These familiar toponyms, dense in their contem-
porary meanings, associations, and citations from
my interviews, were written into a completely
unexpected imaginary, created through dozens of
B. I. Sboromisrkii’s delicate palaeobotanical
drawings. I wanted to print these drawings, cut
them out and hang them on the office board where

I collect dried petals, leaves and particles of
algae, brought from my walks. I wanted to look at
them for a long time and trace them. I developed
a similar interest in the stingrays I saw in the
aquarium this summer, as I tried to imitate their
breathing movements from the other side of the
glass. It’s interesting how drawings call for
reciprocity — a wish to respond. The paper pre-
serves an imprint of my hand, which imitates the
traces of the artist who imitated the traces of
the plants.

What interests me most about palaeobotany, perhaps,
is that it is based on work with fragments. Maybe
the absence of a full picture gives you the right
to an experimental imagination. Although palaeo-
botanists would most probably disagree with me.
During the seminar we talked about mystifications,
Alina Yakubenko’s Svetlograd (2017) and Andrii
Dostliev’s “non-existent” Luhansk (2011). I can
often relate to the subversive and utopic power of
imagination that allows us to think of radically
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different versions of the future and the past.
Perhaps it’s this quality of imagination that lies
at the heart of my engagement with Donbas and its
stories, a prolonged, constantly migrating, and
densely populated engagement. From small interview
fragments I'm trying to grow a different narrative,
incorporating images of war, displacement and
de-industrialisation, and, in doing so, I often find
myself roaming fields rather than following roads.
When speaking about Donbas, however, one has to
approach the potential of imagination critically:
the imaginary of the ‘Russian world’ painfully
resounds here through shelling, leaving traces

in the form of landmines. During the seminars we
talked about different imaginaries of Donbas, some
of them would soon become fossilised, the zabro-
shki of imperial projects. Roaming their ruins,

it is easy to treat those imaginaries with doubt,
but it is not so easy to be critical of the new
imaginaries we are creating and living in right
now. In spring, while I was writing about human and
more-than-human relations for my PhD, a bird was
nesting above the roof of my room and kept banging
on a pipe very loudly. I often come back to it in
my thoughts.
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Victoria Donovan FIELD NOTE 6
Zoom
10 December 2020
17:00-19:00 UK time

Participants:

Dmytro Chepurnyi, Viktor “Corwic”
Zasypkin, Victoria Donovan,
Oleksandr Kuchynskyi, Kateryna
Siryk, Darya Tsymbalyuk

It is impossible to respond to this presentation

in isolation since I regularly encounter and think
about Darya’s work in a number of other contexts.
What’s more, Darya’s work informs in an important
way the way that I think about my own research
practice. Supervising Darya 1is a dialogic expe-
rience and I think I probably benefit as much as

she does from the relationship of intellectual
exchange. I’11 start this note, then, with a remark
that she made in another context, during a co-su-
pervision that we had just before the end of last
year. In this meeting her co-supervisor asked her
to articulate in a couple of sentences the very
essence of the argument that she was making in the
dissertation: she replied that she did not like the
stories that were told about Donbas, stories that
typically invoked a litany of colonial, national
and cultural stereotypes, and was looking for
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other ways to tell the story of the region and its
ongoing conflict. I countered that I thought that
her dissertation, which draws on critical-creative
methods, was fundamentally opposed to the idea of
authoritative telling in and of itself. I think
that Darya’s work can effectively be understood as
a practice of resistance which makes itself felt as
much in her drawings as in her written work.

I am struck when listening to the recording of
our session at the parallels between Darya’s work
and the ideas informing the creative practice of
some others in our group. The first parallel that
I draw is between Darya’s drawings and the work-
in-progress photo-paintings that Viktor presented
in our first session. Like Viktor’s works, Darya’s
drawings seem to be emerging and disappearing

at the same time. On the one hand, Darya is
engaging in a process of excavation: the palaeo-
botanical works at the centre of her practice,
she explains, were marginal cultural objects

even in Soviet times. The incorporation of this
corpus into her creative work, not to mention a
PhD dissertation, is thus an act of intellectual
deep mining, digging beyond the more obvious
cultural layers to find representations, or to

use Darya’s language “fragments” or “traces”,

of identities that are normally excluded from
artistic or historical discourse. Darya is pri-
marily interested in nonhuman traces, but in the
process of her excavation work she has also made
unexpected discoveries: one of these was a dis-
covery about the tragic fate of the author of the
palaeobotanical images that she was working with,
B. I. Sboromirskii. These object-facts, “lost in
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the strata of time”, as she puts it, are brought
to the fore in Darya’s practice.

If some objects rise to the surface in Darya’s
work, others disappear from view. In this iter-
ation of her drawings, it is the written texts

(of transcribed oral histories or palaeobotanical
classifications) that are becoming obscured or
fading into imperceptibility. This representational
choice, Darya explains, 1is an attempt to resist the
“hierarchical framing” implicit in knowledge pro-
duction, where greater cultural value is typically
attributed to words (authoritative) than images
(illustrative). But it is also a comment on the
“inaccessibility of memory”. It is here that I see
the close parallels with Viktor’s work, in which
landscapes of memory likewise disappear from view
beneath new cultural layers. This kind of creative
overgrowth, I think, is a direct response to the
hyper-curated, strategically tended narratives of
place and people that circulate in dominant dis-
courses about Donbas. Both artists assert another
kind of knowledge, one that is fluid, mutable, and
incomplete, rather than stable and static.

There are other points of intersection: Kateryna’s
and Oleksandr’s engagement with the region’s in-
dustrial ruins seems to be charged with a similar
intellectual energy. They too are involved in exca-
vating and retrieving cultural meanings of places
that have been discarded as worthless [0Oe3snojse3HO]
in mainstream culture, left to turn to dust. They
are similarly hesitant to substitute one author-
itative narrative for another. Darya explains

that she was at first creatively paralysed by the
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palaeobotanical materials, unable to repurpose them
in her work because of her fear of misrepresenta-
tion. The cumulative tendencies in Oleksandr’s

and Kateryna’s practices would seem to be powered
by similar ethical considerations. To speak is to
exclude, to depict is to leave something off the
page: excavating, collecting and archiving, on

the other hand, are practices that mitigate these
problems; this is one of the reasons, I think, that
Darya continues to work and re-work these themes
and materials in different ways; the ethics of her
practice require perennial exploration rather than
definitive statement.

Darya 1is interested in how collaboration with
nonhuman actors (the plants at the St Andrews
Botanical Gardens) will nuance her authority to
speak on behalf of her subject, causing the ink of
her drawings to bleed and the edges of the pages
to curl (in the most romantic imaginings of the
process) . We talked in the seminar about what would
happen if the drawings were completely destroyed
following their installation in the gardens; while
an authentic representation of the collaborative
process, this would be far from ideal for the
purposes of the exhibition. This links to another
point Darya makes in the session: the question of
balance between telling (a degree of which seems
necessary to ensure engagement, especially of
non-specialist audiences) and deconstructing acts
of telling (through exposure of the structures of
power that underpin conventions of representation).
In the works we’ve discussed in this group, this
balance often seems tipped in the direction of
deconstruction: whether it’s museums emptied of
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their contents (DE NE DE 2018), salt lamps licked
to a nub (Dostliev and Dostlieva 2016-2021), or
Viktor’s overpainted photographs, things in Donbas
often seem on the verge of vanishing completely.
As we discuss later in the Telegram chat, even

the designator Donbas now seems to be threatened
by extinction (as an imperial-Soviet construct,
many debate the contemporary relevance of the term
(JIirin, Mumxen 2020; T'piina 2020; Donovan and
Sklokina, 2021). I begin to wonder what we will
call our article if Donbas has vanished completely
by the time it is published; if our project, like
the urban myths and mockumentaries we share in the
chat, will end up being a study of an illusory
place that never was.
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faps Luusanox — CllOMi MOPOXKHEMI

3raayo4um curinaprii TA NENIAOAEHAPOHU

Mwu LWnn Kpisb AckpaBi XaLlli y CNeKOTHUIN NIiTHIN AeHb, HaLli CTYHi
KOB3a/IM MidXXK HEPIBHOKO CTEXMHOIO 1M ropamu ni1actMkoOBOro CMiTTs,
HOIrM OBMNCb 06 KOPIHHSA, @ PYKW BIALLTOBXYBa M riad, PO34nLLaoyn
popory nonepeay. Mu npamyBanu 4o Micus NepLioro NpoMMC/I0BOro
BMAO0OYTKy Byrinns Ha [JoH6aci. NporynsHka 6yna 4acTUHOO IiTHbOT
LIKOMWK, LLIO Mana Ha MeTi 4oCNIiANTM NPOMUCNOBY CNAaaLUHY PErioHy.
JoH6ac o3Hauvae [JoHeubkuin ByrinbHU 6acenH, perioH Ha Cxogi
YKpaiHu, BiAOMUA CBOEIO METanioNMBapHOIO Ta BYTi/IbHOKO NPOMUCOBI-
CTIO, K i CT@TyCOM OAHOIO 3i 3Pa3KOBMX PETiOHIB CTPIMKOI pagsHCbKOI
iHaycTpianizauil (MopTtHoBa 2018, 52). Hazga «[JoH6ac» noyactu
BMKOPWUCTOBYETLCA A/19 NO3HaYeHHA JoHeubkoi Ta JTyraHCbKol
obnacTemn, Xou IXHi OKPeMi YaCTUHW N HanexaTb A0 iHLWNX KY/IbTYPHUX
perioHiB, Ak oT CnoboxaHLumHa 4m MNprazos’s. B ubomy BUnagky s
BMKOPWUCTOBYIO TOMOHIM «[JOHGAc» A/ N03Ha4YeHHA NPOMUCIOBOro
periony, wo ¢opMyBaBcs Ha Micui [JoHeLbKOro 6acenHy, NoYMHao4um
3 XIX ctonitra. HasBy «[loH6ac» Ui TepuTopil Hagas ripHu4mnii
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iHxeHep €srpad Kosanescbknin y 1827 poui (CuMmoHeHko 1977, 9-10),
MigKPECToYN LeHTPalbHE MiCLe MPHUYOI CNpaBu B iCTOPIl PErioHy.
OcTaHHiM Yacom TOMOHIM NoAEKYAM KPUTUKYIOTb. Hanpuknaga, pobnsaun
Ornaa BUCTaBku «feH Henokopuy B [JOHELIbKOMY KpaE3HaBYOMY My3e€l,
wo 3apa3s nepeixaBs go Kpamatopcbka, Biktopia pisiHa nigcymoBye
rONOBHY ifet0 eKcno3uuil K Biaxia Bif TonoHima «[JoH6ac», Lo yoco-
O6110€ KonoHianbHe 6a4eHH: TEPUTOPIT K CYTO pecypcHOI 6a3u (MpiBiHa
2020). 3 2014 poky [JoH6ac 4acTo 3ragyeTbCst B KOHTEKCTI BiliHM
M oKynauii, Lo TPMBAaIOTb | B pe3y/bTaTi AKMX NoCTanu ABi CaMO3BaHi
«pecny6nikn», Wo OTPUMYIOTb MigTpUMKy Pocii: «[JoHeubka HapoaHa
pecnybnika» 1 «JlyraHcbka HapodHa pecrnybnika», aKi yKpalHCbKa
B/flafa BM3Hasa TepOpPUCTUYHMMK opraHizauigmu. binbuw Hix 13
000 nogen 3arnHynm nig yac koHdnikty (Pagio Ceo6oga 2020),
N TUCAYI HAByM CTaTyCy BHYTPIWHBO NepemiweHmx ocié, BMO
(YBKB OOH B YkpaiHi HaBoguTb Lundpy y 6inbll Hix 1.4 MinbioHa
nogen 3 loHeubkoi i JlyraHCbKol o6nacten, a Takox i3 Kpumy
(UNHCR Ukraine 2020)). Omxe, loH6ac ¢opMy€eTbCs Mig BN/IMBOM
OBOX BEMKNX HAPATMBIB iHOQyCTpianisauii Ta BinHW, n obnaea €
HapaTMBaMn MACKyNiHHOCTI, O CTaBNATb Y LIEHTP yBarn coto3 Mix
YO/MOBIKOM i MaLLMHOLO, 1 Malike He 3anuLatoTb Micus Ana cyO’eKxTis,
O He nignagatoTb Nif KaTeropito «4onoBiky», 6yAb TO XiHKW, MEHLUNHW
4K GiNbLU-HIX-1OACHKI [more-than-human] cTBOPIHHSA.

3ayBaxytouu Ui ABa HapaTUBK, MOBEPHIMOCA 4O MOEI icTopil
nNpo NporyngaHky. Mu 6ynu mamxe B nepeamicti JincmyaHcbka, ogHOro
3 micT JlJoH6acy, 1 npsMyBanv 40 MiCLs NepLloro B perioHi npomuc-
NoBOro BMAOOGYTKY BYrinAs, Wo 3anpautoBano B 1795 poui (CeeTnkos
2018). Konn g BnepLue novyna Npo 3anjaHoBaHWi Bi3UT, 9 He yaBnsana
cob6i NpOrynsHKy Kpi3b Xalli, OCKiIbKM MOE PO3YMiHHS nNpouecy Bnao-
OyTKy BYFiNAA I'PYHTYBANOCh Ha KAHOHIYHUX 306paxXeHHSX YOOBIKiIB,
L0 TSXKKO MpaLoloTh Mig 3eMeto, 306paXKeHHsX, Ha AKnX Bce 6yno
YOPHO-6ine, Nuwe nNoaeKyaun 3 BKpan/ieHHIMN NoMapaH4YeBuX KacoK
(Chekmenev 1994-2011; AkoBneHko 2020) (xo4a, HaBiTb Yy TaKOro
WTnOy BiAGUBAHHI iCHYE pocnnHHWUIA cnig «Abpukocis JoHbacy»,
cy4acHol knacukum J1io6oBi AKMMYYK, Ae Kacku waxTapiB nepeTso-
protoTbCs Ha abpukocu). barato XTo0 3 y4aCHM_Lib L€l NOAOPOXI
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NPUEQHANNCA OO HAC NPSAMO NiCAA HOYi penBy B OAHOMY i3 3aKUHYTUX
cxoBuw, CeBEPOOOHELbKA, Ae 3aHeabaHi nokail, Wo X NO-XXaproH-
HOMY Ha3nBatoTb 3a6poLLKaMUK, € OKPEMUM PI3HOBUOOM NPOMUC/IOBOI
CnagLLmMHn. 3BYKM TEXHO, AKi BCE LLe Ny/bCyBa N B HALLMX Tifax

i CNOBINbHEHOMY PYCi KPi3b ACKPaBY 3e/1eHb, MOCUMN/IN BiAYyTTH

Bi, COMHaMOY/bHOI XO0AM Kpi3b nic. Konv My HapewwTi gictanucs
BYriNIbHOro NaacTy, Haw NpoBiaHWK Mukona CkypigiH po3noBiB HaM
npo curinapii Ta nenigogeHaApPoHU — BUMepAi poan aepeBonogibHmMx
POC/VH, WO chopMyBann Kam’ aHOBYriNbHI 6onoTa. Ciyxatoum noro

B OTOYEHHI COKOBUTO-3€NEHMX POC/INH, Nerwe 6yno yaBuUTK FycTi flicu
KaM’SHOBYTI/IbHOrO nepioay, HiXk MPOMUCNOBUIA BUAOOYTOK BYTiNNs.
Micna po3nosiai npo dopmaLlito Byrinas 1 nobyaoBy NepLUMx WwaxT
CKypigiH AeMOHCTPaTMBHO po3/1aMaB AekinbKa LWMaTkiB Byrinas.

9 nigHana oaunH i3 HMX. OCKiNbKM HECTN MO0 MEHIi 6y/10 Hi B YOMY,

S 3aBEpPHY/1a NOro y BE/IMKUIN NINCT, LLO 3HanLWIa Ha 3BOPOTHOMY
LINAXY: BYTFiNAa B POC/IMHHINA MaTepil, BYrinns € pocinHHa maTepis,
BYrifNa Ma€ pOC/IMHHY Nam’aTb.

MporynaHka 6yna opraHisoBaHa B paMKax /iTHbOI LWKOK: «3aBof,
0aB HaM yce», KOOpPONHATOPKOIO K0T 6y/ia A chifibHoO 3 AMUTpOM
YenypHum, BikTopieto [JoHoBaH Ta iHwmMn y 2019 poui. AHMNINCbKN
nepeknag Hassu wkonu «The Plant Gave Us Everything» — untara,
nosu4yeHa B OQHOrO 3 ONOBiJayiB JOKYMEHTanbHOro ¢inbmy MNbotpa
ApmsaHoBcbkoro «Ha Cxogi» (2015), — nponoHye noaBiiHe PO3yMiHHS
cnosa plant Ak 3aBoay Ta fK XXMBOI POC/IMHWU. B opuriHanbHin ykpa-
THCbKI BepcCil uen 3B’930K, ogHa4ve, He TaKUin SBHWUI: CI0OBO «3aBOO»
(mpomucnoBe BMpOGHMUTBO), MOXOAUTb Bif AiECOBA «3aBOAUTU»
(wocb NounHaTK, opraHizoByBaTh) (ETuMonoriyHmin cnoBHuk 1985,
219), Wo NoYacTn BUKOPUCTOBYETHLCSH Y BUCTOBNIOBAHHAX Ha KLITanT
«3aBOANTU POC/INHUY, «3aBOAUTU KOHel» Towo. Ha3Ba NiTHboT
LIKONM M Halla NpOorysisHKa BiANoBigalTb TEMi MO0 OOCIAKEHHS
1 0CO6/IMBO — LbOMY eceto: npouec BMaoOyTKy cnoragis npo poc-
IMHK SIK NPO XMBI opraHiamum B icTopiax npo JoH6ac Ta 3 [JoH6acy.
Marikn Mapaep nuwe npo pocnvMHHy nam’aTb [vegetal memory]

SIK NPO NaM’aTb BCepeaunHi pOCNunH, e Tifla pOC/IMH € caMi no cobi
pocnmHHoto nam’atTio (Marder 2016). Mapaep oocnigxye teopito
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POC/IMHHOIO MUCNEHHS, BUTAMYBAHHS «BiAOUTKIB POCIMHHOMO XUTTS

3 icToT nig Ha3eot “ntogn”» (Marder 2013, 19). Cninom 3a Mapgepom
A AiCTalo POC/IMHHE XUTTH 3 NIOACBKUX KY/IbTYP Ta iCTOPIN, | B LbOMY

OOCNIDKEHHI NOCUMIAaCsa Ha BioOUTKM POC/IWH, Wo chopmyBanm Haldi
CBITW Y BUrNAAi pPOCIMHHUX Cnoragis.

LLo6un gocnigxxyBatu poOC/IMHU B CAaMOMYy CepLi BUOOOYTKY BYrinng
(cnornsgaTty pOC/IMHHI cnoragm 3cepeauHn NPOMUCIOBOCTI Ta pe-
rioHy), 1 BAaoCsa 40 XyAOXKHbOro AocnigxeHHs [artistic research].

Y Ui po6oTi 4 NpeacTaBnsAl AesKi 3 MOIX MasItoHKIB, LLIO NMpauioTb
i3 LOCNIAXEHHAMM 3 NaneoboTaHiKW, NPUPOAHNYOT HayKW, SKa BUBYAE
POCANHM, Lo iCHYBaNu B iHWKX reonoriyHnx nepiogax (Taylor, Taylor
and Krings 2009, 2).

MNANEOBOTAHIKA U XYOAO)XXHE OAOCIAXEHHS

KoHLEeHTpaLis yBarn Ha 4onosikax i MallMHaX, KOMOHiabHUX HapaTu-
Bax iHAyCTpiani3auil Ta BiHW CTpaTErivyHO BiQHOCUTbL BCE, WO He CTO-
CYETbCA YONOBIKa 1 MaLLMH, O MOPOXXHbOIO MPOCTOPY, AKNN CAYTryE
CUPOBUHOIO, PECYPCOM ANA CiTbCbKOrOCNOAapPChKMX i MPOMNCIOBUX
NPOEKTIB, @ TAKOX BINCbKOBMX KamnaHin. OgHak, iHgycTpianisauis
CTasia TaKoX i MOLTOBXOM BMPO6ATY iCTOPIl MPO GinbLU-HIX-N104CbKMNX
cTtBopiHHA (Povinelli 2016, 10), npo Te, SK CTPiMKUIA BUAOOYTOK
rOPIOYNX KOPUCHUX KOMasIMH TaKOX BUSIBMB POC/IMHHI CKaM’aHINOoCTI

M BUTAMHYB 1X Ha8 MOBEPXHIO, WO NPU3BEIO 4O BUHUKHEHHSA ONCLMNIIIH
Ha KwTanT naneoboTaHikn. B Pocincbkin iMnepil naneoboTaHika
poO3BMBanacsa i nowmproBanachb 9K Hayka, nodmHatoun 3 1840-x pokis
napanesibHoO 3 pO3BUTKOM npomMncnoBocTi (Kpuwtodosud (1956)
2013, 13-14). 9k ctBepmxytoTb IMpe LLieman Ta JomiHik Boliep (Szeman
and Boyer 2017), a Takox Knep Koynbpyk (Colebrook 2017), enoxa
MogepHocTi [modernity], Wo MicTuia B CO6i NPOMUCI0OBUIA PO3BUTOK

i CTBOPEHHSA CyYaCHUX NOAITUYHUX CTPYKTYP Ta IHCTUTYTIB, CTana
MOX/IMBOIO Yepe3 BUKOPUCTAHHA M JOCTYMHICTb FOPOYNX KOPUCHUX
KonanuH. IxHil BMAo6YTOK e YMOXIMBUBCS 3aBAAKN CUCTEMATUYHUM
npouecam NOHEBONEHHA N eKcnyaTaLil HOPHOLKIPOro HaceneHHs
Ta KO/TOHI30BaHMX «iHWMx» (Yusoff 2018). Ba 6inbLl, HaykoBWUn Nporpec
OyB OOHVM 3i CTOBMIB KOMOHIaniamy n imnepianiamy. Y Bunagky
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LoHb6acy, aKnin € 4aCTMHOIO BEIMKOro EBPas3incbKoro CTenoBOro
NosiCy, WO MOro 4acTto HasusaloTb Amkum Nonem ta 9k B6adaBcs
Pocincbkoto iMnepieto 3a NpocCTip ANs eKcnaHcil, nepuwi «BinCbKOBO-
HayKOBi» ekcreguuii noYanucs B Yacu npasniHHa Metpa Mepworo
(Sunderland 2004, 37). OTxxe, NOrNM61eHHA 3HaHb NPO XUTTS
OpraHi3MmiB B iHLINX reonorivyHmx nepiogax ta iHayCcTpianbHW
nporpec B3aEMOMNOB’A3aHi, i Len 3B’a30K o6roeBopoBaBcs 6araTtbma
POCIiCbKMMM Ta pagsaHCbKMMKN Naneo60TaHiK_MHSAMW, TEKCTU KOTPUX
A geTanbHO BUBYAO B MOEMY AOCAIMKEHHI. Hanpuknag, yumano
POC/IMHHUX CKaM’saHINoCTen 6ynun BiOKPUTI HA MICLAX LIAaxT 3aBAAKM
cniBnpayi BYEHMX i lWaxTap_oK, i caMme TOMY M1 3HAEMO MPO POCIMHMN
Kam’aHoByrinbHOro nepiogy 6inbLue, HiXXK MPO POC/INHN BYAb-AKOro
iHWoro vacy (Taylor, Taylor and Krings, 29).
3B’A30K MiX BIOKPUTTAM CKaM’AHIIOCTEN | MPOMUC/IOBUMM 30HAMM
TaKOX OOCNIOXYETbCA B AOKYMEHTabHOMY ¢inbMi «[Nipunysa B cagax»
(2018, pex. NboTp ApMAHOBCbHKMI). Y CTpidui ronoBHa repoiHa OneHa
noBepTaETbCA 0 pigHOro cena Ha [oHbaci, Wwo Tenep 3HaxoanTbCs
Ha NiHIT pO3MeXyBaHHS MiXK NIAKOHTPO/IBHUMN M OKYNMOBaHUMU TEPU-
Topiamu. B oaHin 3i cueH OneHa po3rnagaEe TePUKOH i 3ragye CBOE
ONTUHCTBO:
BoT Ha 3TMx oTBanax Mbl C NoApyXKaMu BCe Bpems 6eranwu,
cobumpanu TaM pasHOLBETHYIO ITINHY, YTOObI Aef1aTb NO4E/KM,
— XeNTylo, KPacHyto, ronyoyto 1 vyepHyto! A yepHas, Kak
N3BECTHO, Hanbonee GoHNT, — ypaHocogepawasn. Jenanm
N3 Hee KyKOJOK, urpanuck. Babylka Hac Kak-To 3amMeTuna,
Kak gana Ham fonen. A ewe TaM Haxo4uIM NOCTOSHHO
OKaMeHe ble BOAOPOC/IN, Kakme-To Apy3bl NoTpsacatoLlme,
Yy MEHS NO/HbIN ABOP 6bin 3ToN GuUrHn. 9 gymana s éyay
reonorom, 3To Bce cobupana, konnekumoHnposana. MHe
OT 3TOrO elle O4YeHb TOCK/IMBO, YTO BOT 3Ta CUTyaLMS, YTO
TYT BCE 3@aMWHMPOBAHO — MO 3aMUHUPOBaHbI, TEPPUKOHbI
3aMWHNPOBaHBI. VX ke HUKTO He ByaeT noc/ne3aBTpa pa3Mu-
HMPOBAaTb, AAXe €CMN BOMHA 3aKOHYNTCA. ECin Mbl 4o cmx
nop HaxogMM MUHbI padoune co Bropoi mupoBoi. Tak OHO
e Tam ByaeT nexartb Bcerga tenepb.

234 MANEOTEKCTM



Y Uil KOPOTKIM UMTaTI NOAChKI 1 GiNbLU-HIXX-IIOACHKI apXiBU CXOAATLCS
B XMBIl nam’ati autuHcTBa. OneHa NobMBaETLCA 3@ BTPAYEHUM AOCTY-
NMOM [0 TEPUKOHIB — LUTYYHUX Tip, WO chopMyBanun naHawadT Lboro
perioHy. TepukoHu cami no cobi € apxiBamu iHaycTpianizauii, o 36epi-
raloTb PafioakTUBHY MTIUHY M iHLWI 3a/IMLLKK, @ TAKOX Croraauv npagaBHiX
reonoriyHnx npouecie — POC/INHHI ckaM’siHinocTi. B ictopii OneHn
NMPOMMCIOBE CMITTSI CTAE MPOCTOPOM A/151 AUTAYOT FPu, A€ HApaTMBM
iHLLMX reonorivyHnX nepioais, iHQycTpianisauia n ANTUHCTBO GOPMYIOTb
nepenayTaHi By3/u, 3 SKnx, Ha4e 3 rMnMHKn, BoHa GOPMYE CBOLO iCTOPIIO.
Ba 6inbLue, cnoragm Npo BiiHW, TOAILWHIO 1 TenepiwHo (Opyry ceiToBy
Ta KOH}NIKT, LLIO TPMBAE), TAKOX apXiBYHOTbCS B TEPUKOHI, AKNN CTaE
HEeOOCTYMNMHUM Yepe3 Hebe3MneKy HaTpanuTn Ha MiHy.

Tak camo, 9k OneHa, 9 36Mpato POC/IMHHI CKaM’aHINocTi, 6arato
3 AKUX OMUHWUANCb Ha NOBEPXHI 3aBAAKW iHAyCcTpianisauil. Ans uier
cepil MantoHKIB A Npautoto 3 kKHuroto 1938 poky «Vickonaemasa ¢nopa
CpeaHero oTaena KAMeHHOYrO/IbHbIX OT/I0XeHUN [loHeukoro 6ac-
CenHa» aBTOPCTBa 3anecbkoro 1a YMpkoBoi. B KHM3i MicTUTbCA Yumano
pucyHkiB b.l. C6opomipckoro, Lo 306paxytoTb POC/IMHHI CKaM AHINOCTI.
I, TouHo sk OneHa, A 3iCTaBNA POC/IMHHI CKaM’aHINIOCTI 3i cnoragamm
nepeceneHHs, Wo s 3éupana B iHTEPB'tO 3 NOAbMMU, AKi Nepeixanm
3 [doHb6acy. Lli po3amoBu ¢pokycyBannca Ha B3aEMUHAX /OAEN Ta POCVH
i TUM, SK Ui B3AEMUHN PYNHYIOTLCS M NepebyaoBYyOTLCSA Yepes AOCBIL
Mirpauii. OTxe, Ui icTopii NPONOHYIOTL iHLWWI NOMNS4 Ha NepeceneHHs
M 3anyyatoTb cnoragu npo [JoHobac, wo He GopMyIoTbCH HaBKOO
OOMiIHaHTHUX HApPaTUBIB NPOMWUC/IOBOCTI 1 BiiHW (BUHATKOBO YO/10BIKa
N MaLUMHW) Ny Takni cnoci6 AaoTb MOX/IMBICTb PO3MNOBIAATN MYNbTU-
BMOoBI [multispecies] icTopii. [NoegHytoumn Li pisHOMaHITHI enemeHTH
B NepensieTiHHA Cy6’EKTMBHOCTEN Ta iCTOPIN, S CNoAiBaoCa 3HANTH
pO3MaiTTa HapaTtueiB Npo [oHbac 1 eHeprito TpaHchopmauii (Byrinns
TAKOX € CKaM’sIHINIOK POCINMHOLDY), WO [O3BOINTL HaM LWyKaTu BifbLu
IHK/TIO3UBHI YSIBMIEHHS MPO PErioH.

BUKJ/IMK CKAM’AHIJTIOCTEN
OpgHuM 3i cnocobiB MOro AOCAIAXEHHS POCNHHMX cnoragis JoHbacy

€ ManHoK. Ha gogayvy Ao MOIX BNACHUX MastoHKIB 1 BUKOPUCTOBYIO
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306paxkeHHst Coopomipckoro n dotorpadii ckam’saHinocTen i3 1ol

XX KHUMW. POCANHHI CKaM’AHINOCTI € BidyanbHMMUK 06’ €KTaMy, LLLIO
CTBOPIOKOTECS Yepe3 B3aEMOAIi0 Pi3HOMAHITHUX GiNbLU-HIXX-TTI0ACBKNX
CUN y Npoueci KoMnpecii n Bigdutta. BinbLu-HiX-10ACBKI oxepena
LMX 306paxeHb CTaBAATb Nifd NMUTAHHS KOHLUEMNLIO MantoBaHHSA

(M NncbMa), WO NO3ULIOHYIOTL MIOAUHY K EQMHY, XTO MOXE MNpo-
nykyBaTu Te 1 iHwe. B eceil «Drawn to the Moment» [JyxoH Beprep
BWPI3HAE Ma/ItoHKW, CTBOPEHI POC/IMHHUMMK CKaM’AHINIOCTAMM

n niogbmu. Ha noro gymky, GyHKUIEO Oyab-aKOro 306paxeHHs €
«3anam’atoByBaHHA o6pasy, LWo 3HNKHe» (Berger (1976) 2001, 421).
CKaM’SHINICTb Xe CNPOMOXHa MOCTaBUTU Mif CYMHIB CaMe 3HUKHEHHS,
ane us MOXMUBICTb € «6e33MiCTOBHOO»: «BOHa € BMNagKkoBoOwO

M He MICTUTb aKTy cnornsagaHHa [looking] sk ceHCoyTBOpPIOBaibHOrO
npouecy» (Berger, 421). Tesa beprepa rpyHTyETbCA Ha NiAHECEHHI
npouecy CNorMs4aHHs B NOPIBHAHHI 3 NPOLECOM TaKTU/IbHOro
3any4veHHs, Ae poCIMHHA CKaM’aHINICTb CTBOPIOETLCA KOMMPECIED

1 BigGWTTSM, OMUHAIOUM NOCepeaHnUTBO nornagy. YasneHHa beprepa
npo 6e33MiCTOBHICTb POC/IMHHUX CKAM’SHIZIOCTEN MOXYTb 3anepeyunTu
HOBI Teopil MaTepianbHOT EKOKPUTUKMU, LLLO MPOMOHYIOTb KOHLEMLO
yKnageHo-onoiganbHol Matepii [storied matter] ak «<matepianbHOro
MOEQHAHHSA 3MICTIB, SKOCTEN | NPOLECIB, Y AKUX NIOACBKI 1 OinbLu-
HDK-TIOACBbKI CKNagoBi NepeTMHaTbCA B Mepexax, Lo MOPOL4XYTb
CUM 03Ha4YeHHs» (lovino and Oppermann 2014, 1). Koyn6pykose
CMOHYKaHHA PO3LLIMPIOBaTKN apXiB HaAa€ NoTeHuiasibHi paMKu ans iH-
TepnpeTauil ckam’ aHIIoCTen i Sk HaNWUCIB, i K MantoHkiB. (Craps et al.
2017, 507) Li pamkun 3a0X04ytOTb NUbHILLE AOCIAXYBaTN POCINHHI
3anmMcuy Ta BK/IOYEHHS X y icTopil JoH6acy. Lle x moxe gonomortu
HaM NEPEOCMUCINTU BENUKI HApPaTMBW, CKOHLIEHTPOBAHI Ha YO/10BIKax
i MaLlIMHaXx, i 3BEPHYTK yBary Ha iHLWi GiNbLU-HIX-T0ACbKI 1 M0ACbKI
CTBOPIHHS, Ki HACENSIN PEerioH i 3poduNM NOro TakuMm, AKMM

MW 3HAEMO MOro CbOrOAHi.

O6BOAAYN ONiBLEM POC/IMHHI CKaM'sIHINOCTI K BiAOUTKW, CTBOPEHI
yepes TUCK [pressure] Ha MaTepilo, S AyMato Npo Te, SK Ui CKaM’aHino-
cTi BNAmBanu Ha [impressed] C6opoMipckoro, Konu BiH MOBTOpPtOBaB
KOXHUM BUTUH, KOXHY NiHIil0, Nepeknagatym ix Ha MOBY /TIOACBKOIro
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MasntoHKa. MNpuumnHa, 3 AKOoT 9 novana ue XyaoXXHE OOCNIOXKEHHS,
NoMFra€ y BpaxeHHi [impression], Wwo ui o6pasn cnpaBu/in Ha MeHe,
Ny MOeEMy 6axkaHHi PO34pyKOBYyBaTH, BMPI3aTK 1 BilLaTW iIX Ha AOLUKY

3 MOEIO KOJEKLIEID BUCYLLEHUX NEMOCTOK, TNCTS 1 MOPCbKNX BOOO-
pOCTeN i3 Pi3HNX MNPOrynsHOK. 1 He Morna BiABECTW NOMaA Bif UMX
306paxeHb i xoTina 3iMiTyBaTu iX, NOBTOPUTU BiobuTku. Lle pxepeno
B3aEMOJIl, O MiAWTOBXHY/I0 MEHE TUCHYTM OflIBLEM Ha nanip, — CTBO-
proBaTh BigOGUTKN.

AKLIEHTYIOYUN MOPOXXHEMI
Bupisatoun n nostoptotoumn eckiszn CO0pOMIpCKoro, s nomMiTnna,
IO Yac Big Yacy ManioHOK Ma€ MyHKTUPHUI KOHTYP MPOCTOpPY BCepe-
OVHI cKaM’aHINocCTi, nopoxHeuy [absence], cBoepiaHe 3anpoLleHHsa
BUKOPUCTOBYBATU yaBY. [Ixxemma AHOEPCOH NiAKPEC/IIOE iHTepnpe-
TaTUBHY Npupoay Mop@OonoriYyHOro MastoHKa i, 3ragytoym eckism
ckam’aHinocte Mpera Emkkom6a, CTBEPAXKYE, LIO BiH «MiABOAUTL
rnsaayv_ky oo B6avaHHA 6i0N0riYHNX CTPYKTYP, @ HE reosiIorivyHoro
aptedakTty» (Anderson 2014, 235). NyHKTUPHI NOPOXHEUi Ha eckizax
C60pOMIpPCKOro 3’aBUINCS UM TO TOMY, LLLO OPUriHa/ibHa YaCTUHKa
MaTepil He 36epernacs, 4Ym To TOMY, LLO XyOOXHUKY 6yno He A0 KiHusS
3PO3YMino, K 3840KYMEHTYBATH IX. TYyT MOPOXHEYI — Lie NpocCTip
ansa yasu. Anenauunce Ha Ui obipBaHi Ta dparMeHTapHi eckisn ckam’s-
HinocTen, A 3anuTyto cebe: aki catodi nopoxHeui [radiant absences]
MICTATbCA B HaWKMX icTopiax npo [oH6ac i 3 [loH6acy? MeHe uikaB-
NATb NPOLECU CTUPAHHSA, KOMMPECIT 1 Te, 9K BOHW GOPMYIOTb HaLli
KynbTypu Ta Cnocobu 3anam’aTOBYBaTW, A€ OAHI HapaTuBN Kam’aHitoTb,
a iHLWi BTpayatoTbCa.

9K a1 BXe 3ragyBana, 4YaCTMHa MOro AoCNigXXeHHs nonsarae B 36um-
paHHi yCHUX icTopin Npo nepeceneHHs. Mol iHTepB’to PoKyCyoTbCA
Ha cnoragax nNpo AOMIBKM N PigHi MiCTa, @ TaKOXX NPO POCAVHK 1 cagu,
AKi PO6GNATL Ui NPOCTOPU TUM, UMM BOHM €. OCKiflbKN BOHU 3anncyBa-
INCA B Yacu NepeceneHHa  BINCbKOBOIo KOHO/IKTY, WO TPMBAE, Ui
TpaBMaTUYHI MoAil 3ragyoTbCs B KOXXHOMY iHTEPB’tO, asie NoYacTun Len
[OCBIf Halikpalye nepefacTbcq B Nay3ax. [eski cnoragm nvwaTbes
HEBUIOMOLIEHMMU, 3aNNCaHNMK pagLe HeBepbanbHO, 30BCIiM AK pOC-
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3aranbHui BUrNsa4 3asogis, 1904-1909.

MowTiBKa 3 oHNanH konekuii «MpomucioBi 06’ ekTn»
Micbkoro mepiapxiBy (LleHTp Micbkoi icTopii, /1bBiB),
KonipanT: MapiynonbCbKWUin KpaeaHaBunin My3ei

NINHHI CKaM’SHINOCTI, WO NpeacTaBialoTb HEBepOabHi iCTOPIT XUTTS
3 iHWKMX reonorivyHmMx nepiogis.

BuBuatu icTopil poc/iH 03Hayae BMBYaTM 6€33BY4HI iCTOPII.
PocnvHu 3a3BMyan 306paxytoTbCa 9K HaLli MOBYa3Hi KOMMNaHbOH_KW,
umi roaloca BUABMAIOTLCS KPi3b Ntogen-onosigad_ok. PocanHHi ictopil
4acTo HiMi 1 y HaLLIMX 3anuncax, SKi pigko po3noBigaloTb Npo BTpaTy
POCANHHOIO XNUTTS, AKLLO TiINbKN HE 3HULLYETLCA Linni Nic. BigcyTHIiCTb
TaKnX CBIQOLTB MOXE NPU3BECTM 40 XMOHOIOo ysIBNEHHA NPO BiACyT-
HiCTb y npocTopi XuTTa [landscape of life] 3aranom.

X0Y pOC/IMHK iHOAI CTUPAIOTLCH 3 IKOACHKOT NaM’aTi, BOHU 11 caMi
MOXYTb CTUPaTN NIOACLKI ciign. B ogHOMY 3 MOIX iHTEPB’10 XiHKa
Ha iM’a BaneHTnHa roBopuTb NPO MOHCTPYO3HE PO3POCTaHHSA
XMEeNo M iHWKX poCcnuH B 1T cagy. LLlopa3y no noBepHeHHIO 4OA0OMY
BOHa rogMHaMmn B1pi3aE€ xalui y cnpobax BpATyBaTn OYANHOK Big
NOMIMHAHHS 1 CTUPAHHA POCNIMHHOIO MaTepieto. A vyna nogibHi icTopil
paHiwe, Konu iHTepB’toBana ngen, ki 0ynm aMyLLeHi nepeixaTm
3 HYopHOGWIBCLKOT 30HK BigYYy>XEHHSA. BOHW noka3lyBanu meHi ¢poTo-
rpadii Bynuub i 6yanHKIiB, KOTPI IM AOBE/IOCS MOKUHYTH i SIKi BOHM
npoBigyBanu pik Big poky. Ha unx ¢otorpadiax meHi 6yno cknagHo
po3ni3HaTW BiAyHHS gopir y 6yp’aHax.

NOPOXHIN NPOCTIP

KapTtorpadiyuHi 306paxxeHHd cTeny sIK MOpPOXHeui BigcmnaTb

[0 iIMNePCbKUX, KONOHIaNbHUX Ta iHAQYCTpianbHUX yaBNEeHb Npo BUOya-
OBYBAaHHS CBITYy 3 HiYOro. 9k s BXe 3a3Ha4vana, 4o iHgycTpianisauir
TepuTtopii JoHbacy cknaganuch i3 NpocTopy, Bigomoro sk Aduke

[None. B pe3ynbraTti ekcnegnuin, 3anodatkoBaHux Netpom Mepunm,
3’asunnca manu Aukoro MNons, Ha aknx «cten 6yB NPUBIaCHEHUN
reorpadivyHo0 HayKOIO Ta LWBUAEHBKO NEPETBOPMBCA Ha MOPOXKHEYY.»
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¢ j = !L‘... 3aBoga KpamaTtopcbkoro metanypriiHoro tosapuctea, 1900-1917.

? 'ﬁ'“ ®otorpadis 3 oHnaitH-konekuii <Mpomucnosi 06’ekTn» Micskoro

o mepiapxisy (LleHTp micbkoi icTopii, J/IbeiB), konipainTt: Mysen ictopil
" 7. “ &% CrapokpaMaTopCbkoro MallMHo6yAiBHOMO 3aBoay

(Sunderland, 52-53). KonoHianbHi penpeseHTauii CTeny He TiNbKn
CTEP/IN MiCLLEBMX KO3aKiB i KOUOBE HaCEe/IEHHS, L0 MeLlKaso Ha Lnx
3eMn9x, ane n 6arati EKOCUCTEMU, B AKNX BUPYBAO XUTTS, i YMMano
AKMX OyM 3HaYHO 3MIHEHO B MPOLIECi KOTOHI3aUii Ta iHgycTpiani-
3auil. Binnapg CaHgepneHg nuvwe, wo 3 norMHaHHAM iMAepiEto

B XVII cToniTTi «<BONOAIHHA 3eM/1El0 CTano LapCbKo NpeporaTmeoto,
a npaBo Ha 3eM/Io Ha nigcTasi I BUKOPUCTAHHA CTano BTOPUHHUM»
(Sunderland, 28). To6T0, pi3Hi dopMn 3HaHb i 3B’A3KIB i3 3emneto Ta 1l
XKUTENb_Kamu, Lo 6y/iM 3aCHOBaHi Ko3aKaMu Ta KOYiBHM_UsMu, Oynn
3aMiHEHi HOBUMM iMNEPCbKMMU paMkKaMu. 36inblUeHHSA KiflbKOCTI Hace-
neHHa B XVII cT. Mano 3Ha4yHMin BMIMB Ha MiCLLEBUIA CBIT ANKNX TBAPWH,
AKi 6ynn «BOUTI Nig Yac NoMBaHHA abo BUTUCHEHI 3 MPOCTOPY»
(Sunderland, 31). Cinbcbke rocrnogapcTBo CTano rofioBHMM CNOCO60M
B3aEMO/il 3 3eMNeto, NOKW iHAyCTpianisauia He 3anponoHyBasna Mo-
Aenb BngobyTKy pecypciB.

YABNEeHHS Npo CTen K NPO NOPOXHEYY NMPUCYTHE iy 3HIMKaX
OoHb6acy XIX ctonitta. IpuHa CknokiHa HaronoLwye, Lo caMme 3aBasku
doTorpadii, a He XuBonucy, 3’aBUIMcs nepLli 306paxeHHsa [JoHe-
ubkoro 6aceriHy (CknokiHa 2018, 188). eaki npuknaam Ui€l paHHbOT
doTorpadii kapOytoTb GinbLue 3em/i, HiX iHAYCTPIT, NepeTBOPIOYN
nepLly Ha NOPOXHE TNo Apyrol. Hanpuknad, Hanuc Ha nucTisui Mapiy-
nons 1905-1909 pokiB roBopuTtb: «3aranbHuii BUA 3aBoais». TyT 3aBOA
nenpb B6AYAETbCS Ha BiACTaHI, B TOM Yac SIK 3aroflOBOK 3a0X04YE
rnagady_ky 6a4untn nuwe Noro, irtHopyoymn 3eMnio, Lo 3anmac BinbLuy
yacTuHy npoctopy. CkokiHa B6ayYa€e B KOMMNO3uLii IMCTIBKM NPOAOB-
YXKEHHSA «KaHOH[Y] nenzaxHoro xueonucy XIX ctonitra» (CknokiHa,
188), BOAHOYAC MiAKPECIOYM, WO TaKe PO3MILLEHHS MPOMUCIOBOCTI
«CTBOPIOBA/IO Big4yTT4, O CaMe 3aBOj € MeTOo, TUM, A0 HOro
CKepoBaHe XUTTa B LboMy npocTopi» (CknokiHa, 188).
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Opyrun 3HiMok dirypye B apxiBi KpamaTopcbkoro metanyp-
rivHoro 3aesogy i 6yB 3po6neHui mixx 1900 i 1917 pokamu. B Ton
yac K o6uaBa 306paxKeHHSA MO HacniayBaTh Nen3axHoMy
XXMBOMMUCY, IXHI HA3BW, WO MICTATLCA NPSMO Ha doTorpadii abo X aKi
3Ha4aTbCHA B Ha3Bi apxiBy, MNiAKPECIIOOTb 3HaYYLLiCTb 306paxxyBaHoTl
NMPOMWUCMOBOCTI, A€ 3eM/1 BBAXXAETLCA /INLLE T/IOM, @ B TEO/ONiYHIl
iHTepnpeTaLlii — NPOCTOPOM A/19 NoAaNbLUOT MPOMUCIOBOT €KCMNAHCIT.
AKUEHT Ha NPOMUCIOBOCTI CTUPAE 3eMJIIO | 3apa3oM — POC/IMHN
M IHWWX 1T PiI3BHOMAHITHUX MELLKaH_OK.

Cxoxi 306paXkeHHA MOXHa 3HalTK i y nitepatypi Toro vacy. Ha-
npuknag, PocCincbkui NMCbMEHHUK BikeHTih Bepecaes, akuii BiaBigas
[onbac y 1890 poui, onncye NpocTip 9K «<Monyanuelyto], 6e3ntogH[yto]
cten[b]», HyaAHe micue. BiH nuwe:

YepHaqa 3emns, yepHble goporu... Ha Bcem pyaHnke —

HW OQHOro AepeBLua, HU OOHOro KyCTMKa; HET HX NpyAaa,

HU py4eiika. Kpyrom, oOKyaa rna3 xBataeT, — ogHOo0OpasHas,
BbDIOKEHHAs conHueM ctenb. (Bepecaes (1892) 1980, 88)

Xoua uer onmc MoXKHa CNPUNHATU K KPUTUKY 3HULLLEHOT €KO/OT T
Ta BOOrocCTi, WO NaHyBana BCepeamnHi Ta HaBKPYru LaxTapCbKux
nocesieHb, BiH TAKOX FOBOPUTb NPO CTEM 9K NPO WOoCb no36asneHe
XUTT4. MNofaibHi o6pasn MOHOTOHHOI NYCTE/Ti HaCTO BUKOPUCTOBYIOTHCS
019 BUNpaBaaHHA KOMOHIaniaMy NOCEeNeH_OK i CTUpatoTb MicLeBy
icTopito ntogen i GinbLU-HK-NIOACBKMX CTBOPiIHb. CXU/BHICTb A0 306pa-
XXEHHS CTeny 9K MOHOTOHHOIO Ta OAHO6APBHOIO MOHO/ITY BUKPUBAE
MPUrHIYEHHS MiCLLEBUX 3HaHb, WO MOMM 6 MPOYMTaTN M MOSACHUTH
Ui 3eM/i B NOBHOMY pO3MalTTi IXHiX NposBiB. 30ipka onoBifgaHb,
ony6nikoBaHa B 1908 poui yKpalHCbKMM MMCbMeHHNKOM CnnMpmuaoHOM
YepkaceHKoM, kuin NnpoxunB Ha [JoHb6aci 4eB’aTb poKiB, AO3BOSSE
HaM ysaBUTU, SK BUIMNSAAB CTEN B O4aXx JIIOANHM i3 KpaLMMKN 3HAHHAMU
NpO HbOrO.

LWWogaHsa, ngyyn oo waxtn, COCHOBCbKWIA CIIMHABCA Ha XBW-
NNHY Ha XBIPTOYLji | MOBYKM, 3 PaAiCHOIO YCMILLKOO flo6oBaB
3 flanieyunHun, 3 NPoCToporo creny, Wwo, MOB MULLIHUIA 3e/1EHUI
KUMM, CNaBca nepen HUM; CKPi3b No, CTEMNY ropian, MOB Kpa-
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MANHN CBIXOT KPOBI, FOMTOBKM ICKPaBO-4€PBOHUX BOPOHL,IB,

i e HagaBano CTeMnoBi Takol Kpacu, Lo He MOXHa 6y/10 o4en
opipBaTth of Hboro. A B He6i 6peHinn 3aB34Ti CMiBLi BECHSIHI,
HE3PUMI XXaNBOPOHKW: HEHaYe HEBIQOMUIN BENETEHb-MY3MKA
HaTArHyB o4 3eMni Ao Heba He3PUMI CTPYHU i A3BEHIB

Ha HUX HEBUMOBHO-ABHIN riMH BECHI 1 COHLEBI, BE/IMYHOMY,
NnasiIkoMy COHLIEBI, LLLO € MOYATKOM i KiHUeM XunTTA... B gywi
nigHiMaBCb SKUNCb YyJOBWIN, CONOAKNIN CMYTOK, | cepLe oA
TOro CMyTKy 6M/10Ch NasiKiw, BOGHO 3 YapiBHOIO MY3UKOIO
npupoau, KpoB Bysina B Xunax, BCA Aylla CNoBHS/1acb
3aB34TUM HaxaHHAM... Cten auxas... BiH XX1B KOXXHOK CBOEIO
OUTMHKOIO XMCTKOI, KOXXHOK HEMOMITHOI KBITOYKOLO,
HaOPIOHILLOK KOMALUNHOK, METE/TMKOM, KOHWMKOM, NTalley-
Koto... (HepkaceHko 1908, 37-38)

Y uboMmy ypmBKy 3 onoBigaHHA «BecHoto» YepkaceHKo npeacraBise
obpas cTeny K XXMBOrO M KBITy4Oro CBiTYy, HACE/IEHOIro BCINAKNMU
pocnanHamu, nTaxaMmm n iHWKWMK icToTamun. 3ragyBaHi HUM BOPOHL
B OQHOMY 3 MOIX IHTEPB’I0 NpUragye 1 xiHka Ha im’a CsitnaHa,

i 9 BUKOPUCTOBYIO 1T unTaTy 4719 OOQHOro 3 MastoHKiB. B iHTepB’to
CaiTnaHa npuragye CBOI NPOryAAHKN 4O KypraHy nocepea creny,

i, 30BCiM K YepKkaceHKO, onucye 3em/to 9k 6araTnim i CNoOBHEHUN
XNUTTAM CBIT. Kypran CaByp-Moruna, npo sikuii BOHa roBopuTb,

OyB CTpaTeriyHo BUCOTOIO i MicueM Baxkxknx 601B. [1o 3ycTpiui 3i
CgiTnaHoto 1 ysaBagana noro nuwe gk micue é6muteun. OgHak, CeitnaHa
aopae oo Moro yarieHHa npo CaByp-Moruny BopoHui: «Lle Taka
nnacka KBiTKa 3 YOTUPMa-M’ATbMa NetoCTKaMu 1 XXOBTOIO CEPEANHOIO:
nycTa, MOPOXHS NiBOHIA...» — CBiTnaHa Haga€ MeHi aeTanbHUI Onuc,
OCKI/IbKW 1 HIKOMIM He 6adnna Lo PoCc/anHy. YepkaceHkoBi 6arari
OonucK cTeny pasom i3 cnoragaMmm MoixX ONoBifay_oK BUBOAATb

Ha NepLmri N1aH MOBYa3Hi MPOCTOPY HaBKOO GabpuK i3 IMCTIBOK

i doTorpadin, Lo o6roBopioBanIMCs BULLE, | HACENAOTb IX 3ByKaMu,
KonbopamMu 1 ycima popmamm XKUTTS. Taki HapaTUBKM JO3BONAIOTb HAM
yaBnatn Jonbac i Juke None He 9K MOPOXHi, CTEPTI MPOCTOpK, a K
XMBI eKOCUCTEMU. POCIMHHI CKaM’AHINOCTI 3a0X04yIOTb HAC AymMaTu
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Mpo Pi3Hi BMAW CTBOPIHb, AKi Hacenanu TepuTopito, WO 3apas 3BeTbCA
[oHb6acowm, i Te, 9k BOHM PpopmyBanu ii. B uin MynsTMBMAOBIN nepcrnek-
TUBI iCTOPIT HapaTMB iHAyCTpiani3auil npeacTaBieHU y BigHOWEHHI

3 iHWWMK BUAaMu HapaTmBiB, TaKMMU, K POCIMHHA NaM’aTb BYrinaN

M iHWKX ckam’sHinocTen. ba 6inblie, npauBaT 3 POCIMHHUMMU
CKaM’SHINTIOCTAMK 3HAYUTb NOCTIMHO HaragyBaTUCHA NPO NpoLecu
BUMMPAHHS 1 pynHauil. 9k i 6yab-KniA apxiB, POC/IMHHI CKaM’AHINOCTI
apxiBylOTb CMEPTb Tak Camo, SK i XXUTTH. BincbKOBUI KOHOMIKT, WO
TpmBac€ Ha [oHb6aci, BUPOGNAE YNC/IEHHI HApPaTMBK BTPATU 1 PyrHY-
BaHHSA, 3HULLLEHHA OOMIBOK, NOMIB i My3enHUX Konekuin. JocnigxysaTtu
CyYacHi iCTopil i iCTOPIl MUHYIOrO 3 PerioHy 1 NPO PEerioH 3Ha4YnTb
LIyKaTW CAKOYI MOPOXHEYi 1 3annTyBaTK, YOro Ta KOro He BUCTa4vae

B HUX, i YHOMY. MOXMBO, SKLLO MU NOAMBUMOCS LOCTATHLO MUMbLHO,

B iCTOPIisiX NPO BiNCbKOBI 601 1 BUAOOYTOK BYTi/IIA MU TAKOX 3MOXEMO
3HAWTU CRign OUKKUX NIBOHIN i XiHKM, WO TX ntobuna.

Briepiie ony6/71ikoBaHO QHI/IiINICbKOK MOBOIO B XYpPHA/li «<Antennae:
The Journal of Nature in Visual Culture».
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OAmutpo YenypHumu
i ap’a Lum6éaniok

Omntpo YenypHun (AY): Mu 3 To60t0 No3Hanomunmcsa Ha Opechkin
GieHane Ha ANCKYCIil, NPUCBSYEHIN NepeceneHHIo i BiMHI. Tn pobuna
MPOEKT 3 NepeceneH_KaMu rnpo ixX 4ocsig y HOBOMY MicCTi. TeMoto
nepeceneHHs TN cTana 3aMMaTmucsa Yepes yyacTb B NpoekTi «Mo3aika
MmicTa» opranizoaHoro LUICM / ®yHpauieto LleHtp CyyacHoro
MwucTteuTBa. Tam BM nosHarommnmcs 3 Biktopom 3acunkinum i KOnieto
®dinin’eBoto (CNiBaBTOP_KaMu NPOEKTY). Po3kaxun, YoMy T noyana
3anmaTncsa «Ogicceeto JoHbac»? | 9k B pe3ynbrarTi Luen Bnbip 3pobumtu
KonabopaTMBHUI NPOEKT BIM/IMHYB Ha Te, YAM TU 3aMMa€ELLCs 3apas

B CBOEMY AOC/IIOXKEHHI | XYAOXHIl NpakTnui?

Oap’s Unm6aniok (OLU): <Mo3zaika micta» LUICM / ®yHgauii LleHTp
CyuyacHoro Mucteutsa 6yna npucBayYeHa MUCTELBKMM NPOEKTaM

y Ny6niYyHOMY NPOCTOPi Ta NAPTUCUMATUBHUM NPOEKTAM, | Ha MEHE,
S AyMato, Mano BENNKUI BMNUB TO, WO MOI NepLUi 3HAHHA 3 NPaKTUK
3a/y4YeHHS rPOMAaACbKOCTI 9 OTpUMana came 4epes MUCTELbKUI
OOCBif, @ He akageMiuHui. Lle i goci Bigo6paXxkaeTbCca Ha MOIN fo-
CNigHVLBKIN QiSNbHOCTI, Nig Yac AKOI, OKPIM TEKCTIB, S MPOAOBXYO
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npauBaTh 3 Xy4OXXHIMM NpaKTUKaMun: MantoBaHHAM, KOMaXKyBaH-
HAM, pOo60OTOO Haa aHimauinHum dinbmoM «Caa nepeixaBy, Ha4 AKUM
s1 3HOB Npautoto 3 BikTopom 3acunkiHmm, a Takox KatepmnHoto
BosHnuueto, KOneto CeparokoBoto, Mapieto HectepeHKko Ta iHWnMK.
[y>xxe 3a6aBHO HamaraTucs BigcTeXnTu reHeanorito «Ogiccel
JdoH6ac», 60 3BiCHO, PETPOCMNEKTUBHUI NOrNAL — Le akTuBHe 6yay-
BaHHA HapaTMBYy, TOOTO TOM CaMU MPOLIEC, YEPE3 KU yHaCHU_Li
«Qpiccei» YN iHWKNX YCHOICTOPUYHMX NPOEKTIB NPOXOAATb, KON
po3noBigalTb MeHi NPo CBOE XUTTSA. LLlo MeHe uikaButb B yCHIn
icTopii — Le akpas uer npouec NobyaoBu, KON HiTKO BUAHO LLIOB-
UMKU, 3 AKX 30MPAETLCA PO3MNOBIAb, | A AyMato, B MOI pO3MnoBigi

Ui LLOBYMKW TAKOX Ay>Ke MOMITHI.

Tak oT, oo MOET 0COBUCTOT ICTOPIT, TO Mamxe Bigpasy sk 9 NOBEPHY-
nacs B YkpaiHy 3 CLLUA, no 3aBeplieHHio HaB4aHHsA B Kenyon College,
noyaBscsa MangaH, i 9 akTMBHO Jony4dmnacs go Bcix nogin. Micna
pornomarana B LWnuTani, ani naena MackyBasbHi CiTKU, Le NisHiwe
(8 (nnHi 2015) no3HanomMmiaca 3 pognHamu, siki nepeixanu 3 JoHeubkor
Ta JlyraHcbkol o6nacten. Toai B MeHe He 6y/0 YCBIAOMMEHHS, O Le
6yna aKTUBICTCbKa Ois/IbHICTb, Lie BXE 3apas g ue Tak 6a4y i po3ymito,
O MUCTELLbKI Ta aKTUBICTCbKI JOCBIAN PYHTOBHO BMIMHY/INM HA MOE
OOCNIOXEHHS, | Ha iHTepec A0 GEMIHICTUYHUX Ta AEKOTOHIaNIbHNX
Teopin (ane ue 3HOB PETPOCMEKTUBHA KOHCTPYKLiS), @ To4i 1 NpOCTO
Big4yBana notpeby [oNy4YnMTnCs Ao 3MiH i nogin, i pobmna ue HanbinbLu
SCHUM ansa cebe Ha TON MOMEHT YNHOM.

Konun 1 nosHanommnacs 3 gekinbkoma pogmHamu 3 [JoHeubkol
Ta JlyraHcbkoi o6nacten B My3ei IBaHa [oH4apa, ge s opraHisysana
noaito, M1 NPOCTO NOAPYXUINCS, | MEHI XOTINNOCH LWe AKOCb 3yCTPITUCS
3 HUMUK. B Ton e camuin yac B pamkax «Mo3aikm micta» byna Mox-
NMBICTb NOAaTN NPOEKT, ki AHA MorpibHa Ta Jlloga CKpUHHMKOBA
KypyBanu, i mu 3 lOneto ®inin’eBoto Ta BikTopom 3acmnkiHMM noganm
«Ogpicceto». 3BicHO, Wo 6arato gymanu i rosopmnu npo doHbac
i NepeceneHHs, i 4iTko po3yminu, Lo XoTiNnn pobuTN NPOEKT,

KN 6 BIQPI3HABCA Bi4 CTEPEOTUNIB NPO PETIOH i «<NepeceeH_oOK»
(He nobto Ue CoBO), i e MU HE XOTiNIM FOBOPUTU NiMLLE MPO BiliHY,
i came ToMy BuUpiWMNK GOKYCYBaTUCHA Ha MiCTax i cnoragax Npo HUX.
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Takox ons Hac BaXximBo 6 6yno, o6 NPoeKT 6yB AOCTYNMHUM caMe

Ha ByMUSX, @ He B ranepesax. | Tomy octaHHi gHi nepep Bigizgom

B MaricTpaTtypy 3a nporpamoto Erasmus Mundus Crossways in Cultural
Narratives a nposena rynstoun panoHamm Kneea, i po3kieonym
KapTW i MarHith, gy>xe rapHi cnoragu rnpo ue.

CnouaTtky Mun gymanu, wo «Opiccen» 3aBepLUMTbCS pa3oM 3 «Mo3a-
KOO MiCTax: 4 IXxana BUMTUCS, PECYPCIB NPOJOBXYBaTK B Hac He 6yno,
BikTop i FOnga manu cBoi npoekTu. ig yac marictpatypu MO€Eo
HaYKOBOIO KepiBHULE cTana BikTopis [JoHOBaH, i BOHa 3a0xoTunna
MeHe no4aTu npautoBaTn 3 HapaTneamm «Ogiccel» BXXe akageMidHo.
Tenep OT WOCTUN PiK, 9K 9 NPaLIo0 3 UMK iCTOPIAMH, | 3 poKamm
BigKpuBaeLw ans cebe Bce Ginblue HOBMX NNacTiB — YOMYy BCe Tak,
YOMY TV 3aMMAELLCH caMe UMM, Takuii akTUBHUIN NPOEKT ByAiBHULTBA
BNacHoI ineHTnYHoCTi. Hanpuknag, Moe€ 3auikaBneHHa JoHb6acom npu-
3BeNo Ao poboTn Hag TeMamu AeiHgycTpanisauii — i nam’atb ogpasy
BMHOCWUTb Ha MOBEPXHIO MOE ANTUHCTBO OCEPEL KPaHiB HaniBnpa-
Llooumnx cygHobyaiBHMX 3aBoaiB Mukonaesa, i Midu npo kopabenis,

i Ty X caMy noi3aky 3 «Mo3aikoto» B PypCbkuii perioH, eKCKypcis

B Zollverein. 30BCiM NO-iHWOMY CIPUNMAaETbCS i iCTOPiA BNaCHOT
POAMHK, HaNpuKnag, ictopis Moel npababui Japku, aKy NpoTu Ti Bosi
nepesesnun B [10gMOCKOB’A, Ae BOHA Hi MOBW He 3Hana, Hi 4O XUTTs

B 6aratonoBepxiBLi Nicna BNacHo! xatn Ha OA4eLLmMHi 3BUKHYTH

He Morna. 9 no4ana po3yMmiTh Lo iCTOPIlO 9K AOCBIA NEPECEeeHHd,
3BICHO Ay>e Bigpi3HWI Bi AOCBiAY MOIX OMoOBigay_oK, asie Nno-CBOEMY
HenpocTtuii. OTak NoYHew 36upaTti 3epHa Nam’aTi, i 6yayBaTh 3 HUX
camin cobi Mid, Ak po3nNoBIAAE YOMY i K TU TyT ONMHMUAACS.

[O4: 9 xoTiB 6m BigpearysaTth Ha Te, WO TK CKa3asa Npo HeyCBi-
AOMANERy AianbHICTb nicna MargaHny 1 noyaTtky BiiHW. AKMnCb Yac

S1 3HIMaB KBapTUPY Pa30OM 3 JOHELbKUM XYLOXHUKOM [NboTpom
ApMAHOBCLKUM. Mun 6araTto 3 HUM rOBOPWIM NPO BNACHI AOCBIaW.
MbOTp Yy AKMIACb MOMEHT NOYaB 3aMaTUCA OKYMEHTaNbHUM KiHO

Ta Bineo. Moro nepdopmaTtMeHa NpakTMKa 3aKiHUMIAacs, 3a AeSKUM
BUK/TIIOYEHHSAM, OCKiNlbKM MOMY 34aBasiocs, WO JOKYMEHTa/lbHe KiHO —
GinbLU CNOKIMHWI MefiyM AN\ BUCNOBAIOBAHHA. Ha Tin ke kBapTupi
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nobyBaB NyraHCbKUiA XygoXHMK €BreH KoponeTos, No3HalioOMMBCSH

3 [MbOTPOM, i BOHM TOAiI TPOXM NOrOBOPWU/IM MPO BiANOBIAANBbHICTb

Ha KyXxHi. Y €BreHa 6yB [OCBif C/ly>61 B LOOPOBONbYOMY H6aTanbnoHi,
i nicna uboro BiH ctaB naundictoMm. Hatomictb NMboTpa, 9K | MeHe,
TypOyBana BignoBigasbHICTb 3a AiM i pigHe MiCTO BeCb Lel vac. Ycix
Hac Toai TypObyBanu ogHi 1 Ti caMi nutaHHs. MNam’aTato, Toai Kopone-
TOB apOPMCTUYHO CKasaB, L0 «CMYXXUTHU i 3aXMLLaTU — Le He OfHe

i Te came». 9 6 ckasaB, WO MOI 4OC/IOXKEHHS PEriOHY HABYN/IN MEHE
HE MUCIUTU PaaMKasbHO.

Mam’aTtato, Wwo konm Bunwna kHmra KatepuHm 9koBneHko «feHgepHi
CTyail» npo reHgep Ha [JoHbaci, i 4 npoymTaB CTaTTO iCTOpUKa AHTOHA
Narywi npo BiTanbHi Ta BIKTUMHI YO/0BIYi HApaTUBK Nig Yac BiHN —
MeHi cTano nerwe. Lle 6yna neBHOro poay emMaHcunadis yepes
3HaHHSA. Baxxnueo, 6yno te, Wwo MU MO MUCIUTK Ta BUC/TIOB/1IOBa-
TUCb NPO Npobemu, aki Hac TypOysanu. dymato, Lo MOt MOTUBAaLiA
3anmMartumcsa gocnigxeHHamm Cxogy YkpaiHu i nisHiwe npautoBaTtu
3 XyoOXHU_usamMum 6yna noB’a3aHa 3 0COOBUCTOIO iICTOPIEID 11 BiANOBI-
[ANbHICTIO. 9 TEX NOYMHAB Lie HE Ay>XXe YCBIAOMNEHO i MEHIi He Byno
BaX/IMBO FK Lie Ha3nBaEeTbCs. B MeHe 6yna rymaHiTapHa OCBiTa,

S PO3YMIB LLLO MOXY cHOpMyoBaTH Nporpamy i NPUNLLOB 3arMaTnca
UMM B iHCTUTYLIIO, KA Masa 3anuT Ha ue.

OL: 9 3Hato, Wo B NPOEKTAX TM HaCTO BUCTYMAELL HE NLLE KYPaTOpOM,
a M aKTMBHUM NPOBIAHMKOM Mo icTopil i Micuax JoHbacy. Ak TBOS po-
60Ta 3 «[JoH6aCbKUMK CTyAiIMU» BNIMHY/1@ Ha TBOE 6a4YeHHS perioHy?
| HaBnakun?

OY: «[doHbacbki cTyail» Oynn ogHUM 3 K/TIOYOBUX HaMpPsMKIB

ans 13014UlI, nnatdopma peanizosyBana CBOi iHiLiaTMBM — My-
6niyHy Nporpamy, BuaaBHu4y AidnbHiCTb, 6i6nioTeky, pesngeHuil.
Micnga BumyweHoro nepeisgy ¢oHay 3 [loHeubka BUHMKAaNa Benka
HeoOXigHICTb B ANCKYCiAX HABKOMO iCTOPIl perioHy i noro manodyT-
Hboro. «JJoHbacbKi CcTyail» BiANoOBigann Ha Ler 3anuT 3asy4aoym
OOCMIAHN_Ub, XYAOXHM_Lb | KypaTOp_OK. Y4acHU_uaMu nogin ynu
dpoTorpad OnekcaHgp YekmeHboB, couionormHa OkcaHa MixeeBa,
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noetka JTto60oB AknmuyK, icTopuknHa IpuHa CkokiHa, pexucep
MboTp ApMAHOBCHKMUN, KiHO3HaBeLb CTaHicnaB MeH3eneBCbkum
Ta 6araTo iHWuX.

Y 2018 poui M1 3 TO60t0 3a4yManu i HACTYMHOro PoKy 3pobunm
CninbHy pe3ngeHLito «3aBog AaB HaMm yce» B CeBeEpogoHeLubky i Knesi.
MpoEKT AOCUTL YCNILLIHO MNOEQHYBAB MiXKHAPOAHUN i TOKaNbHUN
KOHTEKCT — B HbOMY 6panu yyacTb K YKPaIHCbKI, TaK i MiXXHapOaHi
yyacHu_ui. [Mpun ToMy, LLO MW NOCTIMHO BENWN OUCKYCIT LLLOAO BHYTPILL-
HbOI KOJTOHIi3aLil, CAMOEK30Tn3aLlii, eTKN KyNbTYPHOrO Kanitaniamy
i npo6neM NoB’a3aHnx 3 KpMU3oto iIHCTUTYLIM Ha [JoHbaci. Lie BigOyBa-
N0CS 4OCUTb OPraHiyHO, M1 BUALLIN Ha naropbun Ha npaBomy 6epesi
CiBepcbkoro [liHug i kapTyBanu, Wo «NporynsiHka — Le HOBa /1eKLuia».
3BiATV BigKPUBABCS BMA Ha TPyOUM 3aBOAY, COCHOBI /1iCK i piuKy.
MoxnunBo, 1 TPOXM POMAHTU3YIO e AOCBIA, ane ans MeHe ue 6yno
Tak HibM MK 6ynn NepLloBigKprBayYamMm. MeHi 3axoTifiocs noginMTnuca
UMM BpaXeHHaMm Big naHgwadTy 3 iHWnMn. T HewoaaBHO ainnnacs
cTaTelo fIka HasnBanacs «OKCNOHMPYS TEPPUTOPUIO». My LM
i 3anmanucs. 1o cnoBsa, B LibOMY pPOLi /1iC HABKONO MiCTa ropiB Kiflbka
pasiB BNiTKY i BOCEHW 3 4OCUTb CEPMO3HUMWN HaCigKaMu, 3aruHyun
noam i 3HMkNo 6araTo rekTapiB nicy. Bapto 3a3Haunty, Wwo g G6inblie
He 3armMatocs «[JoHbacbkMU CTygigaMm», arne MeHe aoci 6arato naen
3 LIMM NPOEKTOM acoLitotoTh.

Y 13on4aull iCHyBaB 40 NMoYaTky NaHAeMIl iIHCTUTYT MONOALIOro
KypatopcTtea: y 2019 poui y doHAi 3’'aB1i10oCca Tpu no3uuii MoogLumnx
KypaTop_OoK, AKi BeNn CBOI HanpaMku. 9 3anmaecs «JoH6acbKmm
cTypiammy», Onekcangpa MNorpebHsK, LWo TiIbKM NPUEQHANacs
A0 Hac Togi, 3arManacs pesugeHuito «Coming Out of Isolations,

Jlina Pomanyxa 3anmanacsa «ApTt-Cepepoto» Ta iHanBigyabHUMMU
pe3naeHuiamm. Taka no3nuia BUHMKNA K HEOOXIAHICTb YeproBoro
nepedopmatyBaHHS IHCTUTYLIT 4O 1T 4eCATUPIYYA — B NPOLECi
TpuBanMx o6roBopeHb i NiBPIYHOI CTpaTEriyHoI cecii. 3 noYaTkoMm
enigemii i aHoHcy npo nepei3g doHay B Conepap BCe 3HOBY 3Mi-
HMUIOCS — OpraHisauia 3HOBY BiAMOBUIACS Bif MO3MLIA MONOALLNX
KypaTop_oK i npuAnHuaa 3 Hamu cnienpauto. 1I3019UIA pocutb
AnHaMiyvHa iHcTuTyuis. MNpoTe, we aknincb Yac mu 3 OnekcaHapoto
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npautoBanu gk rocTboBi Kypatop_ku. [NoTtim 6yna poboTa Hag npo-
€KTOM «JTaHgwadT 9K MOHYMeHT». Mu 3a NiBpOKY 3MOIMMun BMAaTm
KHMXKKY NPO KypaTopcTBo. Pik nepea UMM 9 BXXe HaMaraBcs BifinTu
Bif «[lJoH6aChKMUX CTyAiN», Ha Xanb, B I30JIALII He 6yno moxnneocTi
pyxaTtucs gani. MeHe Bxe gaBHO NPOodECINHO LiKaBWUAW 1 iHLWI TeMu
— SIK OT MDKHapOAHI pe3naeHLil, KypaTopCbKi NpakTukn i poboTta

3 MOTOANM MOKOJTIHHAM XYOOXHW_Ub. 9 3apa3 HaMaratCb pyxaTucsa
y OEKINbKOX HanpsamMKax ogHo4acHo. Tu Kasana, Wo y konabopa-
TMBHUX MNPOEKTAX 3aBXAMN BaXKO CMPOrHO3yBaTH iX TPUBASICTb, ane
BCE X, PO3KaXm Npo CBOI HepeanizoBaHi 3agymu? LLlo Tn pobutnmelru
nicnsa 3axucty gucepradii? Kyan tebe npmBeno ue AoCNiokKeHHA?

AL: B ManbyTHbOMY MeHi TOYHO XOTiNocb 6 1 Aani npautoBaTh Yepes
MeToAM B3aeMOogil, K B AOCIAXKEHHI, TaK | B MUCTELbKNX MPOEKTAX.
| Mi pocBig nig Yac PhD, a ue He nuwe NpoBeAeHHA OOCNIOKEHHS,
ane n po6ota Hag «Capg nepeixaB», cniBnpaus 3 To6oto Hag «3aBoa
OaB HaM yce», poboTa Hag UMM NPOEKTOM 3 To60t0, BikTopiEto,
Biktopom, KatepuHoto i1 OnekcaHApOM Ta iHLLi iHiLiaTMBK Nnepeko-
HasM MeHe, WO Le Te, WO A Xo4dy po3BuBaTth gani. Hacnpaegi, po6ota
nobygoBaHa Ha B3aEMOSII CTpaLlleHHO BUCHAXYE, i 1 4acTo Big4vyBato
emouinHe BUropaHHA. Ane MeHi Le Aa€ MOX/IMBICTb LUyKaTK BTIIEHHSA
Yy CBOIO MPAaKTUKY NPUHLMNIB GEMIHICTUYHOT eTnKW. [loBOANTLCS
MOCTIMHO NepernagaTn CBO PO/b Y CTBOPEHHI | po3nogini 3HaHb,
[OCyXaTuUcs A0 iHWKX, 34NTYyBaTU OUCEHCYC, MOBYaHHS. 119 meHe
MeToaMn B3aeMOofil — ue BigyyTTa HeCTabinbHOCTI, TYMaHy B ronoBi
i HABKO/O, HE NNLLE TOMY, LLIO KOHTPO/Ib HE HANEXMWUTb NnLie To6i,
a TOMy LLO TM NOCTIMHO nepernggaew GpyHaaMeHTH CBOIX YySBNEHb
Mpo LWOCh, @ Lie BUCHaXYE.

Lle oy>xe uWikaBo, O TM KaXeLl NPO NOEQHAHHSA MiXXHAaPOOHWX
i NOKaNbHUX KOHTEKCTIB, i 1 6 X0oTina po3nutatn Tebe Npo ue getanb-
Hiwe. MeHe Tex TypOye Le NUTaHHS, @ TaKOXX — 3B’A30K 0COOBUCTOro
3 Ny6niyHMM. B Moemy PhD gocnig)XeHHi, ke rpyHTYETbCS Ha YCHUX
icTopisx nogen aki nepeixanu 3 [JoHeubkoi Ta JlyraHCbkol ob6niacTen,
11 GOKYCYIOCS Ha YacTo ayXe OyaeHHUX i 0COBUCTUX iICToPIAX, AKi pO3-
MoOBIJAaK0Tb MPO KOHKPETHI POC/IMHKU, KOHKPETHI cagun. [1na meHe gyxe
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[ CHoosE Yelbr ToewTIry

CkeTubyK NiTHBOI LIKON
«3aBof AaB HaM yce»

BaX/IMBO 3HaANTN GOKYC Ha 10KaNbHOMY, KOHKPETHOMY 6€3 BTpaTn
3B’A3KY 3 iHLWMMW KOHTEKCTaMMU, Tak, LWo6 He BiZoKpeM/ItoBaTH Lue
nokasnbHe Bia AOCBIgY iHWNX, ane n i YHUKHYTWU yHiBepcanisauil nes-
Horo gocaigy. Lle ayxe uikaBo B KOHTEKCTi [JoH6acy. {1 yacto vyto Big
YKPaiH_OK, Wwo [loH6ac — ue abCoNtoTHO YHIKanbHUI PErioH, i noro
HE MOXKHA Hi 3 AKUM iHWKM noegHaTu. Lle, 3BicHO, NpaBaa, ane Tak
camo i Moniccq, i MpuyopHomMop’s. Hacto Take 6Ga4eHHS BiAOKPEM/IIOE
[oHb6ac, 9K eHirmy, o Ma€e Hebe3neyHi HacNigkn, 9K Ha MeHe.
«3aBofj 0aB Ham yce» i «JlTaHAwadT 9K MOHYMEHT» O4HUM i3 GOKYCiB
Manun [JoHbac, i cepen yydacHu_Lb 6ynu aK i noam 3 [JJoHeLubkor
yn JlyraHcbKoT ob6nacten, i 3 iHWKX KpaiH.

[OM: MNig yac oMCcKypCcrMBHUX NPOEKTIB, BiAOYBa€ETLCS Ay>XXe 6arato
B3aEMOMIl Ha Pi3HMX PIBHSAX. AKLLO TW iHILIOEL SKECb cepenoBuLle
ANS MipKyBaHHSA Ha[ YMMOCh, TO MOTIM Ay>XEe Ba)KKO NPOCTEXNUTH YCi
B3aEMOil, WO BMXOAATb B pe3ynbraTi. [1poekT «3aBoa 4aB HaM yce»
3anpoLlyBaB Mi>KHAPOAHUX 1 MiCLEBUX YYaCHW_Lb, HaJaBaB HOBI
3HaHHS i TiNeCHW gocTyn (WO, SK M1 3pO3yMinn BXe nig vac naH-
AeMil, CTano HagBaXk/IMBUM) A0 iHAYCTpiasIbHUX MICT A1 BCiX KOMY
LikaBO JOCNioKyBaTK UM BUBYATK perioH. B npoueci HapoaxyBanoca
6arato B3aemogin i cniBnpaui. MeHi 3gaeTbcs Mu 3 TO6010 Ayxe
B/IYYHO NpuayManu 3po6uTth CifibHUN AOKYMEHT Y BUIA4I CKETY-
OyKy. CkeTubyK ay>xe gobpe AEMOHCTPYE pPi3Hi MOrNaam i HaNPAMKM
AYMOK, L0 BUHMKANWN Ha WKOSI. «JlaHAWadT SK MOHYMEHT» TeX
HamaraBCs PO3LUMPUTN PO3YMIHHSA KO/TEKTUBHOI B3aEMOAIT 3aans
CMiNIbHOrO MipKYBaHHA Ha Pi3HMMK TEMaMMU, LLO 3arnpONOHOBaHI

Ha no4vaTtky pesugeHuii. Mu xoTinn po3WwmpuTn NepCcnexkTuBy Nornagy
Ha perioH, K Ha NPOoCTip A0 NOAMHKN, A0 iHAYCTpiani3zauil. Y koHuen-
LiT pesngeHLil, 9K BignpasHi To4ui, M1 3anponoHyBanu nogymatu
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Npo NpPoCTip No3a Nacbkoto nepcnekTneoto. KiHueBo pesynb-
TATOM MPOEKTY CTasN0 BCE XX CTBOPEHHSA XYAOXHIX POOIT i HaAaHHS
KYpaTopCbKOT i peCypCHOI NiATPUMKK A4 Uboro. Ha pesugeHuil
MW CTBOPUAN CEPENOBULLE ANS B3AEMOAIT A4N14 TOro, WO nisHiwe
nepeTBOPIOBANOCS Ha XyAOXHi po6oTn. Bsaemogisa — ue He npory-
NAHKA, 9K Kaxe bpyHo Jlatyp.

AOL: Tv 3Haew, wo g ¢aHaTka HaLOro CniflbHOro cketyoyky. MNpaeaa,
SKLLO CTaBUTUCA 0O HBOIO KPUTUYHO, TO XTO LA chiflbHOTa? Lle
6113bKO ANs MeHe 00 PEMIHICTUYHOrO aHasily «<Mu», abo Takox
KPUTUKW OUCKYPCY @HTPOMNOLEHA | MO0 BXUBAHHSA «<MU». XTO «MU»?
Mwu 3 To6010 (i TYT ANS MEHe 3aBXAN LiKaBUIA Lier KOHCTPYKT, Ae

«MW 3 TOGOIO», Le «A | T», ane KoMm 3 KUMOCb, TO «si» BXXE CTAa€E «MU»,
A€ KON 9 3 KUMOCb, 51 CTAI0 MHOXWHHICTIO) po6u1in «3aBog 4aB Ham
yce» Ha BEIMYEe3HOMY eHTy3ia3Mi, i 4 Tofi yBeCb MigroToBYMn pik
XWUna igeamu i AUCKyCiasMM HAaBKO/O L€l Wwkonu. Lle B MmeHe yacTo Tak.
Moe BigHOLWEHHS A0 GiNbLIOCTI MOIX MPOEKTIB, Lie MOTY>XXHUI 3anari,

S BiptO B i4€el, BOHM 3aXON/I0Tb MEHe, i Ha Uil npucTpacTi g i npa-
utoto. Tak camo 6yno 3i WKOOo, i 3 CRISIbHUI CKETYOYKOM, IK OAHUM
311 enemeHrTiB. [Jo UbOro, nig Yac HaB4YaHHA Ha MariCTepcbkii, B MO-
EMY KO/ Apy3iB 04HOro pasy B nabi B KOrocb 6yB 3 cO60t0 6/10KHOT,

i MM NoYanu B HbOMY MastoBaTh, 3anMcyBaTh XapTH, i Lie CTasio Taknm
CMOHTaHHUM OOKYMeHTOM. [1ns MeHe cninbHnin cKeT4bykK ByB CXOXOIO
ineeto. Ane, 3BiCHO, B MepLIOMy BUNagKy — crno4yaTky Oyna cniflbHOTa,
a NoTiM JOKYMeHT. A B Hac 6yB CKETUYOYK, HABKO/10 IKOFO MOCTYNOBO
6ynyBasacb TMM4YacoBa CMifibHOTa, a B Hil Bxxe Gyna HeBem4yka
cninbHoTa Tebe, MeHe i BikTopii — T Npui3amB Ao yHiBepcuTeTty
CeHT-EHaptoca Ha micaub B AKOCTIi akagemMpesnaeHTa, M1 pasom
rYNa/v WOTIaHACbKUMU TEPUKOHaMK, 6arato gyManu i untaam pasom,
Hawi 3 TO60 PO3MOBUK PO3TArHY/INCA Ha AEKiNbKa pPoKiB, Big 6e-
pery YopHoro mops go lNiBHiYHOro. HeaneHo, WO MM HaNaKTUBHILLE
B35/IMCS 3@ CKETUOYK, i TaM 6araTo 4oro Bif Hac. 3BiCHO, MU XOTin
BCiX IHLUMX 3a/Ty4NTM 40 HALLIOIO CBATKYBAHHS, XX@pTiB/IMBOro OOMIiHY,
pafiHHSA, KpUTUYHOI Ta iPOHIYHOI pednekcil, ane ue 3any4eHHsa 4acto
6yn10 HAWOIO iHILiaTUBOLO.
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MeHi gy>xe 3anam’datanuca cnoea MatTiaca EnHxodda nig vyac
«Moz3aikun micta»: “participatory art works like this: | have an idea and
everyone can participate in my idea”. 1 yacTo gymato, um Le He Tpa-
NASETBCS B MOIX MPOEKTAX, XO4a HEOOOB’A3KOBO OLHIOBaTH Lie SKOCb
HeraTmBHoO. Anie Npu LUbOMy B3aEMOSisi, MapTHEPCTBO, CAIBPOOITHULTBO,
3a/1y4YEHHS YacTO NPE3EHTYIOTb LWOCh, AK KONEKTUBHWUIA PE3y/bTar,

i MeHi 3aBXau LiKkaBO NPO ANHAMIKY B LibOMY KO/IEKTUBHOMY.
Hanpuknag, «Opicces [JoH6ac» — Le napTMcMnaTMBHWIA NPOEKT, ane
aBTop_kamu € HOng, Biktop i 9. | HaBiTb cepef Hac TPbOX, MU MOTIM
MAaEMO Pi3Hi CTOCYHKM 3 NPoekToM. OCb 5 BUKOpUCTana iHTepB’to
«Opgiccel» onga Moro 4OCnigkKeHHs, B AKOMY AOCAIMIKEHHA — L& BXe
iHouBigyanbHe (i ACHO, WO HaBiTb iHAMBIAYaNbHE HE CTBOPIOETHCS Y Ba-
KyyMi, 60 JOCMioKEHHSA — Lie NOCTiHWIA gianor 3 BikTopieto [[loHOBaH],
MOEIO HAaYKOBOIO KEPIBHUMLEIO, Lie Aianor 3 Kosieramu, ue gianor

3 TekcTamu, ki GopMytoTb MOE 6adeHHs). 9 6arato gyMato Npo Lo
MeXy MiXX CMifIbHUM i iIHAMBIAYaNbHUM, aBTOPCbKUM | KONTEKTUBHUM.

Lle 0o peui, i B LEHTPI i came LbOoro HaLoro NPOEKTY — Ae BCi ANCKYCIl
6ynu cninbHUMMK, ane cTaTTs HanucaHa BikTopieto i MHOIO, i, 3BiICHO, Le —
i CNiNbHUIN, KONEKTUBHUI MNPOEKT, ane i aBTOPCbKUi. | HaBiTb, B caMii
cTaTTi MM 6arato Aymasnu, a XTo «<Mu», Konu nucanm? T ocb SIKOCb
NOXKapTyBaB, LLO TU BCE XUTTA CO-KypaTop, a He KypaTop.

[OY: Mexa Tam ge € BignoBiganbHiCTb 3a pe3ynbrart. AKLWo Ha3u-
BaELLCS aBTOPOM, MA€ELL HECTM NOBHY BiANOBIAa/IbHICTb 3@ 3MICT.

Y cninbHoOMy pe3ynbraTi Ma€e OyTu CchninbHa BignoBiganbHiCTb. 9 6u Wwe
YTOYHUB — AKLLO MU CBIAOMO OBMPAEMO 3 KUM CMiBMAPaLIEMO, MU He-
CeMo BignoBiganbHICTb 3a ueli BMOip, Bigbip i pe3ynbratu. Ha noyatky,
KON BM 3 BiKTOpi€lo 3anpocmnnm MeHe B3ATK y4acTb Y HaLWin rpyni,

M y Hac Bigbynocsa aekinbka oO6roBopeHb, y MeHe Oyno 6arato pos-
AyMmiB Npo dopmaTt Ta NpeacTaBNEHHS AYMOK YCiX, XTO B pe3y/braTi
6epe y4dacTb y rpyni. (LUe 6yB Bce > Taku Baw Bigbip, i M1 BCi norogu-
ANCb 3 HUM). ToX Nig Yac rpynu, 5 ob6paB cTpaTerito, KoM HamaraBcs
rOBOPUTU KPiM NpencTaB/eHHSA BACHOI MPaKTUKW, Bif IMEHI TUX XTO
He npecTaBneHi y rpyni, ane 4nio poboTy MOXHAa BBaXkaTn 3HaKOBOIO
AN TeMm, akKi MM NigHIMaeEMO. f YNCNEHHI pa3n 3ragyBaB XyLOXXHU_Lib
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ab0 NpPOoEKTU, AKi HE MOrIM Npo cebe ckasaTu caMi, afg)ke BU3Hade-
HUW 3a3panerigb CUueHapin rpynn He nepenbadas 3a/1y4YeHHs iHWKX
00 06roBOpEeHHA.

Y3roaxeHHS i BKNIIOYEHHS Y KOMTIEKTMB — OfHa 3 TeM, LLO LiKaBUTb
MeHe Halnbinble octaHHiM YacoM. Konu mn 3 Cawweto NorpebHsak
poGUIN LMKA PO3MOB i3 YKPATHCbKUMW XYOOXHU_LSIMU MPO €KO-
NOrito, M1 3anpoLuyBaan 40 PO3MOBMU CMiSIbHOTU 1 KONEKTUBM
«Morpuui», <cMetog®oHay», «RuinsCollective», «Biorhythm», Acop-
TUMEHTHOI KiMHaTK, «KliMaTnyHo-MuCTeLbkmx nabopaTtopin». MeHi
30a€TbCA, WO caMme poboTa, Wo 6a3yeTbCsa Ha NPUHLMNAX CNiBM-
paui — € HanbiNbL NPOAYKTUBHOI B Y3rOOXKEHHI CMiIbHOro CBITY
i eKonoriyHnx BUKAMKIB. Hawa poboTa y rpyni — Tex NpukKiag Takoro
KONEKTUBHOIo nepdopmaTMBHOIO AOCBIAY, A€ NOCTINHO BiaOyBa€ETbCA
Y3rOAXKEHHS (M HE Y3roAXKEHHS) Ha BCIX PIBHAX, 1 MM Pa30OM 3 TUM
NpeTeHayEMO Ha BUPILLEHHS M PO3B’A3aHHA NEBHUX BUK/IMKIB LWOAO
penpeseHTauiin TOWo. Y LbOMY KOHTEKCTI «<nepdopMyBaHHA», AyXe
B/TYYHO OMUCYE Te, WO MN POGMMO.

[o uboro BU3Ha4YeHHs y CBOIN BUCTaBLi «HoBe MicTo Apys3iB» i Bigeo-
po6orTi «LLLo6 noTiM He Ka3anu, Lo MU He NaM’aTaEMO» MpUALNK Apema
Manawyk i PomaH Ximen. BoHM 3an03mM4mimn BUSHAYEHHS 3 KHUXKMN
Mackans FineHa «MepdopMyBaHHS CribHOro MicTas. IM Mwnocs
npo Te, WO CNisibHa NPOrynsHKa Hag KOMULIHBOLO LLAaXTo — Le OiACHO
nepdopmaTtmMBHa CnisibHa Ais, WO He MAE XXOAHOro YyTUMITapHOro
UM pPUTYanIbHOro 3Ha4YeHHSA. XXutenb_ku Micta MnpHorpag 1a Xygox-
HUKM NPOXOAATb MapPLLPYT Ha NOBEPXHI KOMMULLHBOT LWaXTW Bif CTBOMA,
[e Crnyckanucs waxTtap_Kun 0o naM’aTHrUKa ABOM 3arnb/iMm waxrtapam
M pATIBHUKY. [aM’ATHUK BCTAHOBNEHO XepTBaM aBapil Ha LaxTi, ska
cnpuymnHuia Ti 3akputTa y 1978 poui. Konv rnagay_ka gnBuTbCs
Ha BiAeOAOKYMEHTaLItO L€l NPOryNaHKN, B_OHa CMiAKYE 38 MOBYa3HOO
XO4OM0 rpynun NI0AEN, 9Ka Oy>Xe A0Bro nae vyepes naHgwadT waxrap-
CbKOro MicTa. | TinbKM Mo4aToK i KiHelb BiAeO Aat0Tb 3PO3YMITU MiATEKCT
LIbOro XeCTy — KoM 6@4MMo 3pyMHOBaHY LLAXTy Ha Mo4aTKy i Konm
6a4MMO MOHYMEHT Y KiHLi Xoau.

Lle Takox Haragye AocBig Bineopo6oTn «PEMOHT» XyOOXHWKa EBreHa
KoponetoBa B pamkax npoekty «LICM CesepopoHeLbk». Po6oTta mana
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dopmu MoBYasHoI nepdopmMaTUBHOI Ail. Mpyna XyooXKHW_Lb 1 NO_Apyr,
NoTpanMBLLKN OO NiCy 3@ OKOMMLI MICTa, KDEMOHTYE» CyXi MOBasIEHI
AepeBa, NepecamKytoun iX y 3MMOBY 3eM/1i0. IM BaXKKO BUKOMyBaTH
SIMyY, | BOHM BUTpa4atoTb 6arato Jacy Ha ue. Ane Tenep gepesa 3HOBY
«POCTYTb», | pe3ynbraty y ChiflbHi po60Ti gocsarHyTo. Llen cninbHui
«PEMOHT» Ma€ 6araTo CniBaBTOP_OK, BiH No36aBneHunn iepapxin. Ti, XTO
OMBUTBCS BiAEOOOKYMEHTALIO akuii, CNOCTepirae 3a TMMK, XTo pyobae,
KOrMae, TarHe Ta nigHiMae. T AnMBULLCS Ha Te, AK NPauoTb iHLWi, 1 ue
TEX CMOHYKa€E Tebe BCTaTU i NiTK LWOCh BiAPEMOHTYBATHU.

Hawa rpyna «Donbas through Collaborative Frames» — ue 1ex
Taka X nepdpopmaTtneHa poboTa, TiIbKM MU NPALOEMO 3 TEKCTOM.
Bkntouatoum Te, K Le focnigkeHHs BinbyBaeTbcs. Tpeba pearyBaTtu
Ha 3anuUTaHHSA IHWKWX Y YaTi, pearyBat KOMEHTapAMM Ha TEKCTU
Ta iHTepnpeTauil iIHWKWX YY4aCH_nub rpynu, WOCh MNOCTIMHO nNMcaTw.
9K-0T ue iHTepB’to.
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Dmytro Chepurnyi
and Darya
Tsymbalyuk

Dmytro Chepurnyi (DC): We first met at the Odessa Biennale during
a discussion about displacement and war. You were doing a project
with internally displaced persons (IDPs) about their experiences of the
cities they had moved to. You started working with the theme of dis-
placement during the Mosaika mista project, organised by Fundatsiia
Tsentr Suchasnoho Mystetstva (CSM). That was where you met Viktor
Zasypkin and Yulia Filipieva (the co-authors of the project). How did you
get into Odisseia Donbas and how did your decision to collaborate in-
fluence what you’re doing now in your research and art practice?

Darya Tsymbalyuk (DT): Mosaika mista by CSM was devoted to art
projects in public space as well as participatory projects. | think the fact
that | first experienced public engagement and associated ethical ques-
tions in an artistic rather than academic context was formative for me. It
still influences my research activities, where apart from texts | continue
using art practices: drawing, collage, work on the animation film Sad
pereiihav, where | am once again working with Viktor Zasypkin as well
as Kateryna Voznytsia, Yulia Serdyukova, Maria Nesterenko and others.
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It's funny to try and track the genealogy of Odisseia Donbas, since a
retrospective view is, of course, an active construction of a narrative,
i.e. the same process the participants of Odisseia Donbas or other oral
history projects go through when they speak about their lives. What
interests me about oral history is precisely this process of construction,
when you can very clearly see the stitches that bring a story together,
and | think in my story these stitches are also visible.

Well, as for my personal story, just after | returned to Ukraine from
the U.S., after completing my studies in Kenyon College, the Maidan
Revolution started and | took active part in all the events. | helped out
in the hospital, wove camouflage nets, later (in June, 2015) | met with
the families of the displaced from the Donetsk and Luhansk regions. |
didn’t realise then that it was activism, | only now see and understand
that art and activist experiences have profoundly influenced my re-
search and my interest in feminist and decolonial theories (but, again,
this is a retrospective construction), back then | just felt the need to
take part in changes and events, and | was doing it in the best way |
could at that moment.

When | met several families from the Donetsk and Luhansk regions in
the lvan Honchar Museum, where | was organizing an event, we simply
became friends, and | wanted to meet them again in the future. At the
same time, Mosaika mista, which was curated by Anna Pohribna and
Lyuda Skrynnykova, issued a call for projects, and together with Yulia
Filipieva and Viktor Zasypkin we submitted Odisseia. By that time, we
had thought and spoken about Donbas and displacement a lot, and
had a clear understanding that we wanted to do a project that would
not reinforce stereotypes about the region and pereselentsi [displaced
persons] (I don’t like this word). And we also didn’'t want to speak ex-
clusively about the war, which is why we decided to focus on cities and
people’s recollections of them. We also felt it was important for the pro-
ject to be accessible in the streets rather than located in galleries. And
that is why | spent the last days before leaving for my Masters studies
at Erasmus Mundus Crossways in Cultural Narratives walking around
Kyiv’'s neighbourhoods and putting up maps and magnets. | have some
very nice memories of this time.

PALAEOTEXTS 255



At first we thought that Odisseia would end along with Mosaika
mista — | was leaving to study, we didn’t have the resources to continue,
Viktor and Yulia had their own projects. During my Masters Victoria Do-
novan became my supervisor, and she encouraged me to start working
with the Odisseia narratives, but in an academic way this time. It's now
been six years that I've been working with these stories, and with time
you discover more and more layers — why something is the way it is,
why it is you’re doing what you’re doing. It’s a gradual process of build-
ing your own identity. For instance, my interest in Donbas has led to
work with the theme of deindustrialisation — and periodically | remem-
ber my childhood among the cranes of the half-functioning shipyards in
Mykolaiv, the myths about shipbuilders, and that one trip with Mosaika
to the Ruhr region, an excursion to Zollverein. And I've started to see
my own family history in a completely different light, for instance the
story of my great-grandma Darka, who was taken to the suburbs of
Moscow against her will at a time when she didn’t know the language
and couldn’t get used to living in an apartment block after living in her
own house in the Odesa region. | started to understand this story as an
experience of displacement — of course, a very different displacement
from the experience of my narrators, but still complicated in its own way.
This is how you start picking up those seeds of memory and building
your own myth of why and how you got here.

DC: | would like to respond to what you said about unconscious activ-
ism after Maidan and the beginning of the war. | rented a flat for a while
with Piotr Armianovski, an artist from Donetsk. We talked a lot about our
personal experiences. At some point Piotr went into documentary and
video making. His performance practice ended, with some exceptions,
since he thought of documentary film as a calmer medium of expression.
When Yevhen Koroletov, an artist from Luhansk, visited our same flat, he
introduced himself to Piotr and then they talked a bit in the kitchen about
individual responsibility. Yevhen had served in a volunteer battalion af-
ter which he’d become a pacifist. Piotr, on the other hand, like me, had
been worrying the whole time about his responsibility towards his home
and his hometown. We were all concerned with the same questions back
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then. | remember Koroletov made this aphoristic remark that “to serve is
not the same thing as to protect.” I'd say that my research in connection
with the region taught me not to think in a radical way.

| remember when Genderni studii, a book about gender in Donbas
edited by Kateryna lakovlenko, was published and how relieved | was
when | read the article by the historian Anton Liagusha about hero
[BiTanbHi] and victim narratives relating to men during wartime. It was a
sort of emancipation through knowledge. It was important that we were
able to think about and articulate the problems that bothered us. | think
that my motivation to study the east of Ukraine, and later to work with
artists, had to do with my personal story and sense of responsibility. |
also started all this without much thought and | didn’t care what it was
called. Having received an education in the humanities, | realised that |
could formulate a programme and so | came to do that at an institution
that needed it.

DT: | know that you often participate in projects not only as a curator but
also as an active guide to the history and places of Donbas. How has
your work with Donbas’ki studii influenced your vision of the region?
And vice versa?

DC: Donbas’ki studii was a key area of interest for IZOLYATSIA. The
platform was realising its initiatives — public programming, publishing,
compiling a library, residences. After the foundation’s forced expulsion
from Donetsk, there was an urgent need for discussion about the history
of the region and its future. Donbas’ki studii responded to this need by
engaging researchers, artists and curators. The participant list included
the photographer Alexander Chekmenev, the sociologist Oksana
Mikheeva, the poet Liubov Yakymchuk, the historian Iryna Sklokina, the
director Piotr Armianovski, the film scholar Stanislav Menzelevsky and
many others.

In 2018 you and | planned, and then organised a year later the res-
idency Zavod dav nam use in Sievierodonetsk and Kyiv. The project
brought together international and local contexts — there were both
Ukrainian and international participants. We had continuous discus-

PALAEOTEXTS 257



sions about internal colonisation, self-exoticisation, ethics of cultural
capitalism and problems arising from the crisis of institutions in Donbas.
It was quite organic, we walked to the hills on the right bank of the
Siverskyl Donets river and joked that “walking is the new lecturing”. The
site had a view of factory chimneys, pine forests and the river. It may be
that I'm romanticising this experience, but for me it was as if we were
trailblazers. | wanted to share this impression of the landscape with oth-
ers. You recently shared an article entitied Eksponiruia territoriiu. That's
exactly what we were doing. This year [2020], in the summer and in the
autumn, the forest around the town caught fire a couple of times with
some serious consequences. People died and many hectares of forest
were lost. | don’t do Donbas’ki studii any more, but many people still
associate me with the project.

Before the pandemic started there was an institute for young cu-
rators at IZOLYATSIA. In 2019 the fund advertised three positions for
young curators who had their own directions. | coordinated Donbas’ki
studii, Oleksandra Pogrebnyak, who had just joined us, coordinated
the Coming Out of Isolation residency, Lina Romanukha coordinated
Art-sereda and individual residences. This job was created as a result of
institutional restructuring for the platform’s tenth anniversary — the sub-
ject of long discussions and six month-long strategic sessions. With the
beginning of the pandemic and the announcement of the foundation’s
relocation to Soledar everything changed again — the organisation
cut the positions of young curators and terminated our collaboration.
IZOLYATSIA is quite a dynamic institution and for some time Oleksandra
and | continued working as guest curators. Then there was our work on
the project Landshaft iak monument.

Over the course of half a year we managed to publish a book about
curatorial practice. The year before that I'd tried to step away from
Donbas’ki studii, unfortunately IZOLYATSIA hadn’t let me move forward.
For a long time I've been professionally interested in other topics, such
as international residences, curatorial practices and working with new
generation artists. At the moment I’'m trying to move in several direc-
tions at once. You said that with collaborative projects it's always hard
to predict their length, still, tell me about the projects that you haven’t
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managed to realise? What are you going to do after your PhD? Where
has your research taken you?

DT: Going forward | definitely want to continue working with methods of
engagement, both in research and in art projects. And my experience
during the PhD, which wasn’t limited to conducting research, but also in-
cluded work on Sad pereiihav, our collaboration in Zavod dav nam use,
working on this project with you, Victoria, Kateryna and Oleksandr and
other initiatives convinced me that collaboration is something | want
to develop further. In reality, work based on engagement is horribly
exhausting, and | often feel emotionally burnt out. But it gives me an
opportunity to look for ways to implement feminist ethical principles in
my practice. You have to continuously review your role in the creation
and allocation of knowledge, listen to others, recognise dissensus, and
silences. Methods of engagement are to me that feeling of instability, a
fog in and around your head, not only because you don’t have control
over what’s happening, but because you’re constantly reviewing the
foundations of your perceptions about something, and this whole pro-
cess is exhausting.

What you’re saying about linking international and local contexts
is very interesting, and I'd like to ask you about this in more detail. |
also care about this question, as well as about how the personal and
the public connect. In my PhD research, | focus often on everyday and
personal stories about particular plants, particular gardens. It is very
important for me to find that focus on the local, the particular, without
losing the connection to other contexts, so that this local element isn’t
separated from the experiences of others, but also to avoid the univer-
salisation of a certain experience. It’s very interesting to try to do this in
connection with Donbas. | often hear Ukrainians say that Donbas is a
totally unique region, and that one can’t compare it to any other place.
It's true, of course, but this can also be said of Polissia or the Black Sea
coast. Such ideas often single Donbas out as an enigma, which can
have dangerous consequences, it seems to me.
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' CHODSE Yoy’ ToENTITY:

CkeT4OyK NITHBOT LUKOMN
«3aBof AaB HaM yce»

Zavod dav nam use and Landshaft iak monument chose Donbas
as one of its focal points, and participants included people from the
Donetsk or Luhansk regions as well as from other countries.

DC: Discursive projects involve a lot of interaction at various levels. When
you create a certain environment for debate, it’s very difficult to trace all
the engagements that result. Zavod dav nam use included international
and local participants, and provided new knowledge and physical access
(which, as we’ve all learned during the pandemic, is hugely important) to
industrial towns for all who were interested in exploring and studying
the region. A lot of engagements and collaborations were born out of
the process. | think it was a very good move on our part to come up with
a community document in the form of a sketchbook. The sketchbook
demonstrates really well the variety of views and states of mind that
formed during the school. Landshaft iak monument also tried to expand
the understanding of collective engagement as a method for thinking
through different topics, as discussed at the beginning of the residency.
We wanted to expand the perception of the region beyond its role as a
space for humans, to think about its identity before industrialisation. In
the residency concept we proposed an understanding of the space be-
yond the human perspective. The final result of the project was still the
creation of artworks, and our role was to provide curatorial and resource
assistance for this. During the residency we created an environment for
engagements that would later become artworks. “Engagement is not a
walk”, as Bruno Latour says.

DT: You know that I'm a fan of our community sketchbook. Although, if |
am to be critical, who is this ‘community’ that we’re talking about? Here

I’'m thinking of the feminist analyses of ‘we’, and also the critique of the
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Anthropocene discourse and its usage of ‘we’. Who are ‘we’? You and |
(and here I'm interested in this grammatical construct, in Ukrainian when
you say ‘You and I’, the ‘I turns into ‘we’, so ‘you and we’ [Mu 3 TO6010], as
if the presence of another persons makes me a multiplicity) curated Za-
vod dav nam use with a lot of enthusiasm. | spent a whole year living with
our ideas and discussions about that school. It’s often that way for me. My
relation to most of my projects is that of a powerful fuse, and | believe in
ideas — they capture me and this passion fuels my work.

The same thing happened with the school, and with the community
sketchbook as one of its elements. Before that, while studying for my
Masters, | was at the pub one time with my friends when somebody
produced a notebook and we all started drawing in it, writing down
jokes, and it became a spontaneous document. The community sketch-
book was a similar idea for me. But, of course, it was a community first
and foremost, and only afterward did it become a document. We had
a sketchbook and were creating a temporary community around it,
and within it there was already the small community of you, me and
Victoria — you came to the University of St Andrews for a month as an
academic fellow, we walked on the Scottish bings [slag heaps], thought
and read together. Our conversations stretched across several years,
from the Black Sea shore to the North Sea shore. It’s no surprise that
we were the most active when starting the sketchbook, and that there’s
a lot from us in it. We wanted to engage everyone else in our celebra-
tion, in joking exchange, cheering, critical and ironic reflection, but this
engagement was often our own initiative.

| remember well what Matthias Einhoff said during Mosaika mista:
“participatory art works like this: | have an idea and everyone can partici-
pate in my idea.” | often think this is exactly what goes on in my projects,
though one shouldn’t necessarily see it as something negative. But in
this cooperation, partnership, collaboration, and engagement are often
presented as something of a collective result, and I'm always interested
in the dynamics at play within this collective. For instance, Odisseia
Donbas is a participatory project, but its authors are Yulia, Viktor and me.
And even the three of us have different relationships to the project. For
example, | may use an interview from Odisseia in my research, where
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research is already individual practice (though it is never done in a vac-
uum, since my research is a constant dialogue with Victoria Donovan, my
supervisor, and with colleagues, as well as a dialogue with the texts that
form my vision). | think a lot about this divide between the shared and
the individual, the authorial and the collective. It is, by the way, central
to this project of ours too — where all discussions were shared, where
the article is written by Victoria and me, and, of course, it’s both a shared
collective project, and an authorial one too. And even in the article itself
we thought a lot about who ‘we’ were while writing. You once joked that
your whole life you’ve been a co-curator, never a curator.

DC: The distinction is one of responsibility. If you are the author, you
have to take full responsibility for the content. A shared result has to
involve shared responsibility. I'd also clarify — if we consciously choose
who we take as a partner, we bear responsibility for this choice too, for
the selection and for the results. At first, when you and Victoria invited
me to take part in our group and we had several discussions, | had a lot
of thoughts about the format and presentation of the thoughts of every-
one who took part (it was, in the end, your choice and we all agreed
to it). So in the group | chose a strategy, besides presenting my own
practice, to talk on behalf of the people who weren’t represented in
the group but whose work could be significant for the themes we raise.
Many times | mentioned artists and projects that could not speak for
themselves, because the predetermined scenario of the group did not
allow for the engagement of others in the discussion.

The theme of coordination and inclusion into the collective has been
one of my major interests lately. When Oleksandra Pogrebnyak and |
were doing a series of talks with Ukrainian artists about ecology, we
invited communities and collectives from Mohrytsia, MethodFund,
RuinsCollective, Biorhythm, Assortimentna kimnata, Klimatychno-
mystets’ki laboratorii to take part in the conversation. | think that work
based on the principles of collaboration is the most productive in
terms of coordinating responses to our common world and ecological
challenges. Our group work is also an example of such collective per-
formative experience with constant coordination (and discoordination)
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at all levels, and together we claim to negotiate and resolve certain
challenges concerning representations, etc. In this context ‘performing’
describes what we do very accurately.

This definition is what Yarema Malashchuk and Roman Himey
came to in their exhibition Nove misto druziv and in the video work
Shchob potim ne kazaly, sho my ne pamiataemo. They borrowed
the definition from the book Performuvannia spil’noho mista by
Pascal Gielen. They suggested that a collective walk over a former
mine is a truly performative communal act that has no utilitarian
or ritualistic meaning whatsoever. The inhabitants of Myrnohrad
walked the route along the surface of a former mine, starting from
the shaft, where miners used to go down into the mine, all the way
to a monument to two deceased miners and a rescue worker. The
monument commemorates the victims of the accident that led to the
mine’s closure in 1978. When the viewer looks at the video docu-
mentation of this walk, they watch a silent progression of a group of
people walking through the landscape of a mining town for a very
long time. And it is only at the beginning and end of the video that
the subtext of this act becomes clear — when we see a ruined mine
at the beginning and the monument at the end of the walk.

This is also reminiscent of the video work Remont by Yevhen
Koroletov, made in the context of the CSM Sievierodonetsk pro-
ject. The work took the form of a silent performative action. Having
found themselves in a forest on the outskirts of a town, a group of
artists and friends ‘repair’ the dried-up fallen trees by replanting
them in the wintery ground. It’s hard for them to dig holes and they
spend a lot of time trying to do it. But the trees ‘grow’ again, and the
intended result of the communal work is achieved. This communal
‘renovation’ has multiple co-authors, it is devoid of hierarchy. Those
watching the video recording of this action look at those chopping,
digging, pulling and lifting. You watch others work and this also en-
courages you to get up and go and repair something.

Our group Donbas through Collaborative Frames is also this kind
of performative work, only we are working with text. Including the
way this research is conducted. We are encouraged to react to each
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other’s questions in the chat, make comments on texts and interpret
each other’s work in the group, to constantly write something. A bit
like this interview.
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NiTHa wKona «3aBog AaB HaM ycex. JlncnyaHcbk, 2019. doto: dap’a Lumbaniok

Summer School Zavod dav nam use. Lysychansk, 2019. Photo: Darya Tsymbalyuk

3aranbHui Burnaa 3asoais, 1904-1909. MNowrTiBka 3 oHNaliH Konekuil «FpomMncnosi 06’eKTn»
Micbkoro megiapxiBy (LleHTp Micbkol icTopii, /IbBiB), konipainT: MapiynonbCbKuin KpaesHaB4uMin My3ein

General view of the plants, 1904 — 1909. Postcard from the Industrial Complexes online collection of
Urban Media Archive (Center for Urban History, Lviv), copyright: Mariupol Kraeznavchyi Museum

3aBoa KpamaTtopcbkoro meTasnypriiHoro Toeapuctaea, 1900-1917. ®otorpadis 3 oHnaiH konekuil
«[Mpomuncnosi 06’ekTn» Micbkoro mepiapxisy (LileHTp Micbkoi icTopil, J1bBiB), konipanT: My3ei ictopii
CrapokpamaTopCbKoro MalMHOOyaAiBHOrO 3aBoAy

The Kramatorsk Metallurgical Society Plant, 1900-1917. Photograph from the Industrial Complexes
online collection of Urban Media Archive (Center for Urban History, Lviv), copyright: Museum of the
History of Starokramatorsky Machine Building Plant
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au:

HO BOOOLLE Mbl C BukTopnen MHOro rosopunu
0 HaweM obLeM npoLecce CEMMHapOB

M 4aTa, M KaK 3TO B/IUSIET Ha HanucaHme
TEKCTOB 1 BOOOLLE Ha BCe BOCMNpuATMe
paboTbl. 9TO COBCEM MNO-APYroMy nucartb,
Korga 3Haellb YTO Te, O KOM MuLelb, 6yayT
3TO unTaTh

S KOrga nucasna 3ameTKy npo tebs
npeacTaBasana, 4To 9 yxo, He 3Hato
CUYMTBIBAETCA /1N 3TO, HO 3TO Obl/T UHTEPECHbIN
rnpouecc ans MeHsa

ad:

MHe o4yeHb NoOHpaBunach
3ameTka

XoTa 9 310K 3aMeyaHns

au:
3aMeyaHuna — 3TO X caMoe niobumoe!
Dissensus!

15 gekabps 2020



DT:

Victoria and | spoke a lot about our seminars
and the chat, and how all that impacted our
writing and our perception of the work. It’s a
totally different thing to write when you know
that the people you’re writing about will

read it.

When | was writing my notes about you, | im-
agined that | was an ear, don’t know if you can
tell, but it was an interesting process

DC:
| really liked the note
Even though | offered some criticisms

DT:
Criticisms are my favourite!

Dissensus!

15 December 2020
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BikTopisa Jonoman IIOJILOBA HOTATKA 5
3yMm
26 jqmcronama 2020
18:00-20:40 3a OpMTaHCHKMM UYacCOM

YyacHM 1i:

BikTopisa JoHoBaH, BikTop «KopBik»
Bacunkin, OjnexcaHnp KyumHCBKUMA,
HOap’ s OumMmbajiok, IMUTpo YenypHUM

Axmwo 06’ €OHYBAJIBHOKL TeMOok npeseHTaunii KarepwHwu

1 OjexkcaHzpa OyJna 3abpomka, TO CJOBO, fAKe

3anaMm’ aTajock MeHi 3 posmnoBini IMmTpa — He O O —
imHcTyuioHmaabrHilicTb. e CcJIoBO g mouyia
BIEpIIE, XOuya, I[IOYABIM BUMTU YKPAIHCBKY, BCce Oijbue
nomiuan npedpikc Hemo-. Xou y POCiMCBKiM Takox
3ycTpivaeTrsca npebikc Hemo-, 3Ia€TbCsa, B yKpalH-
CbKOMY KOHTEKCT1 BlH BXMBAETbCA O1JbIl CHUCTEMAaTUUYHO
Ta, MOXJIMBO, Oijibll HamnojieryMBo. Moxe, £ HaIuyTJMBa
0O MOBJIEHHEBMX HIOAHC1B, 00 BMBYAW0 KYJIBTYPH1 KOHTEeK-—
ctu? ABO X IJisa yKPalHOMOBHUX Lel npebikc miricHo Mmae
Oiypm BaxJMBE KyJIBTYPHE SHAUEHHs, HiX IJIg POCilicbKO-—
MOBHUX? Y OyIb-akKoMy pasi, 3maeTbcs, mwo Mix piszuuMmm
YacTMHaAMM MOTO NpodeciMHOTO XUTTS 3HOB BinmdyBaeTwbCcd
IKEeChb TeMaTMUHEe [epexpecHe 3aNuJIeHHS.

Mos BmMKIJIazZadka YKPalHCBKOIL kaxe, L0 HeJO- O3Hadae
«He IIOBHICTIO HOCATHYTE», «HE BMKOHAHEe IO KiHIA»,
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KHEINOBHEe» abo X KHEeIOOCTaTHE». ]ZOI‘O MOXHa BUMKOPMCTO-—
ByBaTM 3 OiecrnoBamm: HalpMuriamn, <«KHegoImaTrm» (maTm

HeIOCTaTHbLO) , «HeIopodUTH» (He 3MOI'TM BMKOHATH,
BMKOHATKM He OO KiHIA), abo X «HemockaszaTu» (ckasaTu
HeIOoOCTaTHbO, WOCH NpmuxoBaTH) . le ommH i3 TUMX

npebikcir, mo nocTawnTh NpoBJjeMon s i1HOo3eMilis,
OCK1JIbKM IxX He MOXHa TOUYHO [NEepekKJIaCTM 3a IOMNOMOTOI
npebixkcies-ananoris over-, under- ato x in- (Bci
i BapiaHTM MOXHAa BUKOPMCTOBYBATKU IJiS Hepekjany

3 pisHMMM BinTiHkamy 3HauyeHHs) . HiMCHO, BMHUKAE
CIIOKyCa BilgHeCcTHM MOro IO TUX eJIeMeHT1B 1HO3eMHOIL
I‘paMaTV[qHOi cucreMy, IO «KHEe IIepeKrJlamarnTbCHd»,

i mo BiOkKpMBAKTL [EBHY OCOOJMBICTBH MOBHOI KYJIb-—
Typr. UM TOBOPUTH HeZo- NPpo icTopuuxHy dikcauiio

Ha HecCcTaul, HEeZOCTAaTHOCT1, HesaBepmeHocTi? Take
nossicHeHHs, Oe3yMOBHO, TapMOHioBajo 6 13 KJIaCUUYHUM
HapaTueoM CxXiOHOEBPONEMCHKOI icTopiil, CHOBHEHOIL
onoBinmxammy npo Oir HaBBUIEPEeIOKM, HA3OOTAHAJIKM,
BUNEPEIXEHHS .

OnHak, Le € TMM P1i3HOBMIOM e€CeHLiaJlicTCbKOTO
KyJbTYPHOTO aHallizy, KOTPUM S He IOyXe IMNOJIOJIS0.

3a ipouiewn momi, crayxawouy posnoBinb IMuTpa

npo 1HCcTUTYLi1VHY HenmocTaTHicTh Ha [JoHbOaci,

g noMiuan B cobi Ty camMy BTOMYy, IO BilmuyBaja
paHime, 3meOinpworo B NPOB1lHUI1MHMX MicTeukax Pocii,
Ioe NpoBOIOMJla INOKTOPCBKE IOCJIimKeHHs, 1 Ie MeHi
nocTinHo posnoBimanm npo pisHmipw Mix CrHojydyeHMM
KoposiecTBOoM 1 Pocien, NpOTHCTABIISOYM CUIIBHUN YPAD
i xopynuipo, IpoMamsHCbKE CYCH1JILCTBO ¥ CoLlanbHY
anarTio, KyJbTYPHY CIOHTAHHIiCTb 1 HEBMJIIKOBHUN
xoHbOPMizM. ¥V TaKMX BUIAIKAX S IOYACTM OIMHSIICH

y IMBHiW no3muiil, Hamawouu plmyul apr'yMeHTM IIPO IOUC—
byHKUI10OHaNBbHIiCTE BpuTaHii, LUUTYOUM CTATUCTUKY

couianpHOi HepiBHOCTL (WO € HaMBMUmOKL B E€BPOINI)
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¥ posnoBimanuy XOopCcTkKi icTopii npo n’saHux OGesnpu-—
TYJILHUX, SKUX HYIOUTHL Ha BYJIMLAX, 1 SKUX 30MBALTb
TaKCUCT KM MOTO pimHoro Kapmidda. Taki Oanauku,
omHaue, HIKOJM He BaKiHUyTLCS Tak, 9K MeHi
xoTijjoca 6. 3pemTon, g OyMam, IO CIpaBa 30BCiM

He B BpmuTaHii, a pammwe B gkilcb Mpil, WO CBOEL
HemoCsxHicTio nimTBepixyBajia Ou OJg JIOOEN HIeBHY
byHmamMeHTaNbHY HEJO- PUCY, XapakKTepHy OJs KpaiHu,
B 4kiM BOHM XUBYTH. Tomi s He posyMmijia, mWo cropaiBa
30BCiM He B MeH1, 1 mymarna, mo MOiM OOOB’ a3koM OyJIO
PO3CTaBUTM BCE IO CBOIX Micusax.

MoXJIMBO, £ HaMaramwcsa IepeKOHATM BXe INePeKOHAHUX,
KOJIM Kaxy, mo BOauaw B HEOJOIHCTUTYIIIOHAJIBEHOCTI
IOoubacy oIHe 3 mXepeJs MOTO KYyJbTYyPHOI iHHOBAamii.
S He XOuy POMAHTM3YyBaTK BimcyTHicCcTb TyT iHCTH-
Tyuiz. Sk 3ayBaxye IMuTpo (1 3 UMM NOTOOXYyETHLCS
OnexcaHnp), icHye 6ezyniu Hepmojyikie y BimcyTHOCTi
iHcTuTyuiyn, mo Oynm © BM3HAHL o3a pPerioHOM:

e 1 6pak NPeCcTMXHUX MNPOCTOP1iB mjsg Toro, mod
eKCIOHYyBaTU pPoBOoTH 1, TakuM UMHOM, OyOyBaTHU

kap’ epy, abo X HEMOXJIMBIiCTB momaTucs Ha MixXHa-
ponHl rpaHTM uYepes HeBlmnmoBimHicTb KpuTepisam
Bimbopy. I BCe X, WO BIaeTbCS MEH1 BM3HAUHUM

y pobori OsmexcaHzmpa 1 KaTepmHM, a TakoxX y OPpMKJIaAIi
«rajieper HeoIoTpewb» BiTanis MaTyxHa, SKYy TaKOX
obroropoe IMMUTPO, — L& Te, WO BOHM 3aMMalTbLCH
no®ymoBOK0 1HCTMTYL1M Ha CBOix mnpaBax. He Bnamawouu
B POMAaHTMYHMIM HACTPiM, WO S MO0 KPUTUKYI BMIE,

g BCe X He MOXy He po3OoyMyBaTy PO Te, SK 1HCTU-
TyLUiriHa MOTyTHicThb BpuraHii (06’ ekxT Takoro
3aMMUJIyBAHHS 1HO3eMIIiB) € TakoX NPUUMHOK 11 mapa-
JI13yBaJIbHOT'O e€JIiTu3My ¥ OOMEeXeHHS KYJbTYPHOT'O
noreHuiany. 3maeTrbcsd, HiOu Bce Halle CYCIiJbCTBO
YacoM MNOBHICTI BajlexuTh B1lI MNEeBHMX NPUB1JIelOBaHUX
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iHcTHMTyUiv: Ti, XTO uepes HUX NPOXOIOATH, MMUIIOCTUBO
npaBjATh Binm imeni npojyis, a Ti, XTO OyB BUKIIOUYEH
010, IMBJIATHCS Ha eJiTy 3 6JaroroBiHHAM 1 CMUMPEHHVM
BMB3HAHHAM CBOTO HeJO- CTaTycCy.

[loBepTaoumMch OO 1mei, sgka IOKM IO He oTpuMala
3HAUYHOI NiATpuMKM: & Tamawn, WO HEeJOIHCTUTYI[IOHaJb—
HICTH MOXHAa NPOIYKTMBHO MNOEOHATU 3 IEAKUMU
HanpsaMKaMM IOyMKM [IPO IeKOJIOHlajbHicTb 1 deminHic-
TUYHY E€TUKY, MO MM IxX OOTOBOPHBAJM HeiHze. BimuyTHa
HecTaua 1HCTUTYILiM, a TakoxX LMHiUHe ¥ HaBiTh
BOpPOXe CTAaBJIEHHA, MO XYOOXHU 111 MaoTb OO 1HCTUTYLil
(«cuMOonTOMAaAaTMUYHI XecCcTu», WO Ix IMUTPO
BOayae B poBOoTax TUX, XTO OTPUMYyE KIPECTIDKHI»
TPaHTM ¥ HaropomM, IO NPUKJIANY), MOXHa l1HTepnpe-
TYyBaTK SK CBOTO pomoy iHCTuUTylLilHe Bin-yenjeHHS
[de-1linking] (Mignolo 2011), mo nependavyae CHpPO-—
cTyBaHHA abo X INpuHaMMHI npodjeMaTrmsaliio IUCKYPCYy
HaszmoraHsaHHA [catching-up discourse], npuTamMaHHOMY
TPAHTOB1M exkoHOMilli. PYMHYIUM KOHBEEP, YTPUMYyKOUNMCH
BlO XYIDOXHBLOIL MIpall (Hanpukilan, Yy BUIaAIKy CcyOBep-
cuBHOI poboru «JlyraHcbkol KouTemnopapi Iiacnopm»
«Bes Ha3BU»), yBary NOPMBEPTANTL OO CMJIM Iimmerymx
B CcucCTeMl TJI00ajIbHOT'O KYJIbTYPHOT'O BUPOOJIEHHS :
3aximHl rpaHToOmaB UMHI 3ajexaTb BlO CIYyXHAHOCTL
MapriHajlbHOTO (MapriHasnizoBaHoOTO) cyb’exkTy, wWOO
NiOTBEePOUTM BJIACHUM CTATyC MMJIOCTMBO 1 PO3HNOBCO-
IoXyBad KM LiHHOCTel umpimisauii. Xou g i posymin
posznau, mo BiguyBae IOMMTPO uUepes Taki akKTu HEeIo-
KOpM, S HE MOXYy He 3axOIJIBATUCS HMMM: CyOBEepPCUBHA
TOHaJIbHICTE, MmO 11 MalTh UMMAaJIO 3 ODOI'OBOPKBAHUX
HaMM [PaKTUK, BUIAETHCS NOTYXHMM XECTOM BUKIIUKY

¥ CaMOCTBepPIXeHHS 3 OO0OKy TMUX, XTO He Mae IpuBijeisn

y banbcudixkoBaHUM KyJIbTYPHiIM exoHOMii.
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HOap’ a UuMmbaJioxk IIOJILOBA HOTATKA 5
3yMm
26 mucronama 2020
18:00-20:40 3a OpMTaHCHKMM UYacCOM

YuacHu ui: BixTopisa JloHOBaH,
BikTop «KopBik» 3acunkiix,
OnexcaHnp KyuMHCBHKUM,

HOap’ s OumMmbajiok, IMUTpo YenypHUM

ByJsio myxe LikaBO clyxaTu IMMTpa MMHYJIOTO
TUXHS, OCOOMMBO micyisg TOoro, SK g uMTaja PisHy
KPUTUKY 1HCTHUTYLiV, cepen sSkoli iHTeps’n Jioci
Korrep 13 Capowo Pipxi (Cotter and Rifky 2019).
Po3MipkOByoOUM MNPO CBi¥M mocBinm poboTmu B €rmnTi,
Pidkxi sagByge:

MeH1 3maeTbCHa, BaxXJIMBO POOUTHM Bce ocobucTicHime
[more personable], ocCoOBIMBO lle CTOCYETbCH 1HCTUM—
Tyuin. 3 60Ky BaBXIM 3IAETHCH, MO 1HCTUTYTU MAlThb
aBTopuTeT. MoB BimmmTi 3 marpiapxasbHOoTO Timncy,
BOHM € BUIHYTMMM y SOBHIWHIiM cBiT, 1 MM BBaxaemo
ix apbiTpaMu, OpmM LUbOMY He 3HaAW4YM, XTO came i
apbiTpu. XTO B HUX BUCTYINAE aBTOP KaMu? XTO HUMU
Kepye? XTO yxBaJioe pimeHHS? XTO KOJIEKI10HYE MMC—
Telbkl poBoTm? XTO HOpallloe Hal BUCTaBKaMm? I Tak
nani. (Cotter and Rifky 2019, 418)
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Y uin umrari Pidxi KPpUTMYHO CTABUTHLCS OO IaTpiap-
XaJIbHOI1 BJlaIM, SAKYy MaoTh iHCcTMTyuii, i, B uisowmy,
A4 3TomHaA 3 11 3ayBaxeHHAM. AJjle NpPM LbOMY KPUTUKA
iHCTUTYU1VHMX anapaTiB MOXe IPM3BECTM IO POMAaHTM3a-

Uil HEe1CTUTYUIVHUX OPaKTUK.

Iimg yac HaAWOTO OCTAHHLOTO cCeMiHapy IMUTPO TOBOPUB
opo Te, WO BiACyTHiCcTb 1HCTMTYL1M, a TaAaKOX 1HCTUTY-
11ioHaNi30BaHUX KypaTOPCbKMX NPakTMK Ta I'eHeaJoril,
IPM3BOIMUTE OO BlmcyTHOoCTi sMicToBHOCTi, a Takox
MOXJIMBOCT1 HOBTOI Ta mocaimoBHOI B3aemomii,

mo MOIJIO O HpuMaBecTM OO GOpPMyBaHHS CII1JILHOTHK
HaBKOJIO NEeBHOI iHcTMTyuii. T'oBOpSAYM HPO BUCTaBKOBI
npocTtopu y CepeponoHelbKy, IMuTpo Ta OJlekcaHOp
OiMmaM BMCHOBKY, IO HiyYyoIT O HeMacE€,

e nTume BYyJIuULsda. I caMe 3 LUbOTO «HeMae
Hiuoro kpiMm Bymui» 1 BMHMKaoOTh Taki iHiuiaTwswy,
AK «Tapejies HeOTOHpellb» Ta XYIOOXHbLO—aHTPONOJOTiuHi1
nocnimxeHHsa 3adpomok KarTepuHomo Ta OJIeKCaHIPOM.
YacTo nmomibui HeilHcTuTyuianimHi HMB30B1 NpaxkTUKU
POMaHTUBRYITbCS SK HeszajlexHl Bin biHaHCOBMX IIOTOKLB
kaniTanizmy, gk mypimi i cBiximi, gk xecTu omopy,
1 YacTO POMaHTM3YKTbCA caMe akKaIeMik MHAMH,

Akl mpm UbOMYy 3HaAXOIATBCS B 1HCTUTyLisax (i TyT

g mymawo npo cebe caMy 1 CBOKO [O3MII1OHAJIBHICTH) .

e nyxe BaxJIMBO, WO IMUTPO BKasye Ha HecTadblijb-
HiCcTh Takux 1HilNiaTWMB Ta Ha BUTOPAHHA JIOIEM, SKi
ix BemyThb. l[pm 1LUbOMYy HaBiTb iHCTMTYUil 3 icTo-
piew, gax I30JIALUIA, He B 3M031 3abe3meuuTy TPUBAIY
nigTpMMKy Ta 1HBECTYBAHHS y IEeBHY CI1JIBHOTY,

TOMY IO MPOEKTY BEeOYyThCS Ha I'PAHTOBiNM OCHOBI
HeoJiBepanlbHOI €eKOHOMikM, sSKa noTpedye KOPOTKOTO
IOOCSATHEHHsS Pes3yJIbTaTiB, AK1 «TapHO» BUIJIAOAKTDH

y 3BiTi.
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PosMipkoByoUM OPO HPOEKT «Be3 Ha3BW», BUKOHAHUN
«Jlyrancekon KoHTeMmnopapl HDiacnopowo» y JIMCUUAHCBHKY
y 2018 poui, mim yYac npeseHTauil AKOTO aBTOP KU
oBMexmunmcsa ekpaHoM 31 cjoBoM mnpeseHTalis ta doro-
rpadyBaHHAM «TJIAOa4Y_ OK» I[Jid 3BiTy, a Takox

npo npoexT €ropa AHuUMTiHa «llomaxa», BUKOHAHUMN

y JIMCMYaHCBbKY BXe LbOI'O POKY, 1 AKMM 3aIOKyMeHTyBaB
aBTopa Ha TJi JIMcruuaHCbka 3 nocrepoM «Crnacmbo pesm-—
OeHUUM — s npuexaj B JMcudaHck!», IMMTpO BMUOlinde

ui noBa IIPOEKTU HAK «CUIMIITOMATMUYH1 XxecTwu». OOmuOBa
NIPOEKTY BMKOPMCTOBYIOTH 1poHil, mMOO PO3KPUTUKYBATU
TPAHTOBRY CMHCTEMYy 3BiTHOCTI.

Bzaramni, crayxawouu OpOo OpPakTUYHO BC1 NpoexkTH,
BMKOHAH1 3a nizmcyMmxkamMu apT pesuneHuii «Jlanmmadr
AK MOHYMEHT», fAKy IMUTPO KypyBaB CHIiJBHO

3 OsiexkcaHnpon llorpebHAK, 3ayBaxyel, WO HaraTto

XTO 3 HUX pebdexcyoTb HaI HEMOXJIMBICTIO NpPO-
HUKHEHHS B TJmMbuHy, 1 BigmoBimHO QOKyCyIOTHCSH

Hal OOCJIIIXEeHHSM MO B EepP X 0 HLB . [le BinoOpaxeHo
i B mnmuzamHi Beb-cawnTy, SKMM, SK 3as3HAuUMB IMUTPO,
NoBMHeH OyB iMiTyBaTu CcTapmMy WKiJBHWM aTjac,
KapTy, He peajibHiCcTh BiATBOpPEHAa B IJIOMMHHIN Bisy-
anizsaunii. BjacHe, 1 BaraTo saki 3 @iHambHMX pobiT
xou 1 OynyBanmcda Ha pmocBimi TinmecHuMX ImocaimXeHb
NPOCTOP1iB, B pe3ylbTaTl He HanTb IJAmad Ui BiguyTu
I TiJIeCHiCTH, MaTepiajibHICTH, KPiM SK y BJIACHI1M
yaBi, une poboTu Ha NOBEPXH1 ekxpaHa 1 3 NOBEepPXHAMU
(po3yMiHHSA, cnpmumHATTsS) . Hanpukian, pobora PomMaHa
Ximes Ta ApeMmum Majamyka «llo® noTiMm He Kaszainiu,

mo MM He naMm’ aTaeMo» IMOUMHAETHLCS 3 NOOOKBAHHS
aBTOP1B «IPaBOMBO» PENpPel3eHTyBaTM MicTo MupHOTpam,
TOMy WO aBTOPM — He 3BiaTu, ToOX MMUTUI Bupimy-

OTE JOCJ1IXyBaTy MNOBEPXHK, IMMiO SKOKW 3HAXOOUTHCSH

KOJIMIIHA IIlaXTa.
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B3aMUCIIOIOUMCE HaZ HABBOKW BUCTaBKU «CBiT myig BCix

i nns BCbOTO», 3pPOoOJIeHOI 3a NimcyMkaMM apT-pesu-—
neHuil «JlaHnomadT SK MOHYMEHT», 3TalyE€TbCS KPUTUKA
nonidHux opas, Hanpukiaan ¢pasm all lives matter [Bci
XUTTS BaxJMBi], fSKa BUMKOPMCTOBYBAJIACS 1 Yac MNPO-—
TecTiB Black Lives Matter, me dokyc Ha BCIX MOXJIMBUMI
JuIe 3a PaxyHOK 1THOpYBaHHS 1CHYHUMX HeplBHOCTeMN,
HeCHpaBemIMBOCTEM Ta ekcrnyyaTauii (Powell 2020) .

Ba ocTaHHl poku HdoHelbka Ta JlyraHcbki ofOjacTi 3iTk-—
HyJmcsa 3 BaraTbMa CUTyalllsmm, sSki He 3HaMoMl 1HIWMM
oBbracTamMy YkpaiHm (OpmMHarMHi, y nomi®HmMxX MacmTa-—
fax), TyT 1 BivHa, 1 nepecejyieHHs (camMe B JOHELUbKiN
Ta JlyraHcbkil oBjlacTax Hamdijnblma KiJbkicTb Jomeln,

mo nepeixanmu), 1 meinnmycrpanizanig, gkxa HeBimmisibHa
Bino ODpmMBynMHEHHS MAaxXT Ha OKYINOBaHMX TEPUTOP1ax,
HaNpMKIIaLl, 1 [NOpyWeHHS OOPOXH1X MapwpyTis, 1 Miny-
BAHHS IOJI1B.. SKIO MipKyBaTU NPO KYJIBTYPY, TO, HAa MO
OyMKYy, IMUTPO T'OBOPUTHL NPO HeoBximHicTe 1CHYBaHHS
iHCcTMTYyL1NM came BapalX 3niMcHeHHA OiJbll TpMBaJOL

Ta TIMOOKOI B3aeMomii 3 mpocTopom JoHBacCy, HEMOXIIM—
BO1 3a yMOB KOPOTKOUACHMX I'PaHTOBUX CxeM, gki Binx
CcCaMoOTO IMOYaTKy He IJIAaHYIThH MOXJIMBOCTI1 IJIS 3a3eMJIEHHS
uy saHypeHHA. VMMopipHO, HecBimomo, ajie BimcyTHicTb
Oinpm TIMOMHHOIL B3aeMonii Moxe Npu3BecTU o GopMy-—
BaHHA o0Opas’y perioHy, fAK BimcyTHoCTi Ta BimguyxeHHHd,
Hez0arHeHHOI eHirTMmM, 1 ue sgKpa3 y TOM MOMEHT,

KOJIM HaM TakK BaXJIMBO IIYKATU MOXJIMBOCTI BKJIIOUEHHS

Ta €nHaHHA. Moxe, perioH, HaABKOJIO SKOTO BXe 1CHyeE
CTiJIBKM T'paHI HapaTMBiB, YACTO HEe HAMUIOZUTUBHINMX,

i axuy copaBiaseTbcsa 3 Oisnbmon kimpxkicTio TymMaHiTapHMX
npobseM, Hix iHmi, norpebye 1HmmMX ninxomis.

Komu IMMTPO PO3NOBimaB mOpo Hnepenavy KHUT
y CeBeponmoHelubk Ta BpuTaHio, g noxapTyBaja,

mo ImMmTpo — ue O6ibjniorexa. B yMOBax I'PaHTOBUX
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IPOEKT1B SAK €OMHOTO crocofy obiHaHCyBaHHS KyJIbTYPHUX
ininiaTur, B npmHumni, OMuTpo 1 € iHcTHTyuLlewn, sSKa
CTBOPKE CHI1JILHOTY HaBKOJIO cebe. Tpoxm 1poHiuHO,

mo caMme TaKMM UMHOM 1HCTUTYL1s yTOmiuHO cTae «ocobu-—
crimoo» [more personable] cmoBamm Pidpxi, 1 Habararo
CyMHile, mo le o3Hauae HecTabinpHicTe GiHaHCyBaHHA
Ta BimcyTHicTb pizHMX QOpPM MNi1IOTPUMKH.
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Victoria Donovan FIELD NOTE 5
Zoom
26 November 2020
18:00-20:40 UK time

Participants:

Dmytro Chepurnyi, Viktor “Corwic”
Zasypkin, Victoria Donovan,
Oleksandr Kuchynskyi, Darya
Tsymbalyuk

If zabroshka was the uniting theme of Kateryna and
Oleksandr’s talk, the word that stood out for me
from Dmytro’s talk was nedoinstitutsi-
onalnost’. This was a word I hadn’t heard
before, though I’ve become increasingly aware of
the nedo- prefix since starting to study Ukrainian.
While the nedo- prefix exists in Russian too, it
seems that I’ve encountered it more systematically,
and perhaps more emphatically in the Ukrainian
language-learning context. Is this a consequence
of my greater attentiveness to linguistic nuances
as a culturally aware learner, maybe? Or perhaps
it’s a prefix that has greater cultural significance
for Ukrainian speakers than it does for Russian
ones? Either way, there seems to be some thematic
cross-pollination taking place across the different
areas of my professional life.
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Nedo-, my Ukrainian teacher tells me, means “not
fully achieved”, “not fully realised”, “incom-
plete”, or “insufficient”. It can be used with verbs
such as nedodaty [to give less than required],
nedorobyty [to fail to do, to fail to finish], or
nedoskazaty [not to say enough, to not fully con-
ceive of something]. This is one of those prefixes
that is tricky for non-natives since it doesn’t
translate neatly with an equivalent prefix “over-",

AN

“under-", or “in-"” (these all can be used with dif-
ferent nuances of meaning in translations). Indeed,
it is tempting to see it as one of the untrans-
latable elements of a foreign grammar system that
reveals something particular about the language
culture. Does nedo- gesture at a historic preoccu-
pation with lacking, insufficiency, incompleteness?
This would certainly fit with the classical narra-
tive of Eastern European history, which is replete
with tropes of catching up-ness, leapfrogging, and
overtaking.

But this is the kind of essentialising cultural
analysis I don’t like to do. Anecdotally, though,
I remark in myself the same weariness on hearing
Dmytro’s account of Donbas’s institutional lack,
which I have experienced before, mostly in the
Russian regions where I carried out my PhD
research, when I was regularly presented with the
differences between Russia and the UK: strong gov-
ernment vs. corruption; civic society vs societal
apathy; cultural spontaneity vs. unshakable con-
formism. On these occasions, I often found myself
in the odd position of arguing strongly for the
UK’s dysfunctionality, quoting stats about social
inequality (the highest in Europe) and telling
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gory tales of drunken revellers throwing up in the
streets and being run over by taxis in my hometown
of Cardiff. These chats never produced the effect I
was intending, however. In the end, I don’t think
it was about the UK at all, but rather some aspi-
rational dream that, in its lack of realisation,
affirmed for people some fundamental nedo- property
that they associated with the country they lived
in. I didn’t realise at the time that it wasn’t
about me and thought that it was my job to set them
straight.

Perhaps I’'m stating the obvious when I say that

I see Donbas’s nedoinstitutsionalnost’ as one of
the potential sources of its cultural innovation.

I don’t want to romanticise the region’s relative
absence of institutions. As Dmytro points out, and
Oleksandr agrees, there are plenty of drawbacks to
not having externally recognised institutions in
the region you live in: the absence of high-profile
locations to exhibit work, and thereby build a pro-
fessional CV, for example, or the inability to apply
for international grants on eligibility grounds. Yet
perhaps what I find remarkable about Oleksandr’s and
Kateryna’s work, and also the example of Vitalii
Matukhno’s gareleia neotodriosh, which Dmytro also
discusses, is that they are engaged in a kind of
institution building in their own right. Without
slipping into an overly romantic mode, I think it’s
important to point out that the UK’s institutional
strength, the focus of so much admiration from
abroad, is also the root of its crippling elitism
and limits its cultural potential. The entirety

of British society sometimes seems predicated on
certain institutions of privilege: those who have
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passed through them govern benignly on behalf of the
proles, while those who have been excluded gaze upon
the elite with reverence and humble acknowledgement

of their nedo- status.

Coming back to an idea which has not been parti-
cularly popular so far, it seems to me that
nedoinstitutsialnost’ might be productively linked
with some of the thinking on decoloniality and fem-
inist ethics that we have discussed elsewhere. The
perceived absence of institutions, and the cynical
and even hostile relationship artists adopt towards
them (the “symptomatic gestures” that Dmytro iden-
tifies in the works of recipients of prestigious
national grants and awards, for example), can be
understood as a kind of institutional de-linking
(Mignolo 2011), that involves a refutation, or

at least a problematisation, of the catching-up
discourse that is inherent to the grant economy. By
wrecking the production line, withholding artistic
labour (in the case of the Lugansk Contemporary
Diaspora’s subversive work untitled, for example),
attention is drawn to the strength of the subordi-
nates in the system of global cultural production:
Western grant bodies depend on the compliance of
the marginal (ised) subject to affirm their status as
benevolent disseminators of civilised values. While
I sympathise with Dmytro’s frustration at these
acts of resistance, I cannot help but admire them:
the subversive mode present in much of the practice
we discuss seems a strong gesture of defiance and
self-affirmation for those who are disadvantaged
within a rigged cultural economy.
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Darya Tsymbalyuk FIELD NOTE 5
Zoom
26 November 2020
18:00-20:40 UK time

Participants:

Dmytro Chepurnyi, Viktor “Corwic”
Zasypkin, Victoria Donovan,
Oleksandr Kuchynskyi, Darya
Tsymbalyuk

It was very interesting to listen to Dmytro last
week, especially having read different critiques of
institutions, such as Lucy Cotter’s interview with
Sarah Rifky (Cotter and Rifky 2019). In reference to
her experience working in Egypt, Rifky states:
Making things — institutions especially —
more personable is something that I feel
is important. From a distance institutions
always seem to have this voice of author-
ity. They have this very patriarchal cast,
projecting into the world, that makes the
institution an arbiter without really ever
fully disclosing who the arbiter is. Who
is making this act of authorship? Who is
calling the shots? Who is making decisions?
Who is collecting the work? Who is making
the shows? and so on. (Cotter and Rifky
2019, 418)
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In this quote Rifky is very critical about the
patriarchal power of institutions, and I generally
agree with her. And yet, criticising institutional
apparatuses can lead to the romanticisation of
non-institutional practices.

During our latest seminar, Dmytro was saying that
the absence of institutions, as well as institu-
tionalised curatorial practices and genealogies,
leads to a lack of substance, as well as a lack

of sustained engagements, which could result in

the formation of a community around a certain
institution. Speaking about exhibition spaces in
Sievierodonetsk, Dmytro and Oleksandr have come to
the conclusion that there are none — that there is
nothing but the street. And it is this “nothing
but the street?” that gives rise to such
initiatives as gareleia neotodriosh and the anthro-
pological and creative explorations of zabroshki

by Kateryna and Oleksandr. Such non-institutional
grassroots practices are often romanticised as
being independent from the financial flows of capi-
talism, as being more authentic and fresh, as being
gestures of resistance — and usually they are
romanticised by academics who themselves are placed
within institutions (and here I think about myself
and my own positionality). What Dmytro points out
about the instability of such initiatives and the
burnout that affects people leading them is very
important. Meanwhile, even established institutions
such as IZOLYATSIA are unable to provide sustained
support and investment in a particular community
because their projects are grant-based in accord-
ance with the neoliberal economy, which demands
fast results that look nice in a report.
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We discussed the untitled project made by Lugansk
Contemporary Diaspora in Lysychansk in 2018, in
which the artists made a presentation of project
outputs by showing a screen with the word ‘pres-
entation’ on it, while photographing ‘the audience’
for the report. We also discussed Yehor Antsyhin’s
project Podiaka, also executed in Lysychansk, but
this year, where the artist is filmed against the
backdrop of Lysychansk with a ticker tape banner
underneath reading “Thanks to the residency - I
came to Lysychansk!” Dmytro identifies these two
projects as “symptomatic gestures.” Both projects
use irony to criticise the accountability of the
grant-based system.

When hearing about the projects that were pro-
duced as a result of the Landshaft iak momument
art residency, which Dmytro curated together with
Oleksandra Pogrebnyak, you can’t help but notice
that many reflect upon the impossibility going deep,
and consequently focus on exploring sur faces.
This is also reflected in the website design, which,
as Dmytro noted, was designed to imitate an old-
school atlas, a map where reality is reproduced

as a flat visualisation. In fact, many of the final
works, even when they are grounded in corporeal
experiences/explorations of spaces, end up not
letting the viewer experience this corporeality,
this materiality, by any means but the imagination.
These are works on the surface (of the screen) and
with surfaces (of understanding, perception). For
instance, Roman Himey and Yarema Malashchuk’s work
Shchob potim ne kazaly, shcho my ne pam’iataemo
starts with the authors’ concern about whether
their representation of Myrnohrad is ‘faithful’
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[mpaBomeo] given the fact that the authors aren’t
local. Consequently the artists decide to explore
the surface above the former mine.

Reflecting on the title of the exhibition Svit dlia
vsikh i dlia vsioho [a world for everyone and for
everything], created as a result of the Landshaft
iak momument art residency, I remember a critique of
similar phrases, such as, for instance, ‘all lives
matter’, used during Black Lives Matter protests,
where shifting the emphasis onto ‘all’ is only
possible at the cost of concealing existing inequal-
ities, injustices and exploitations (Powell 2020).
In recent years the Donetsk and Luhansk oblasts have
faced many situations that are completely unfamiliar
to other regions of Ukraine (at least not famil-

iar on such a scale). Here you have both war and
displacement (Donetsk and Luhansk oblasts have the
highest numbers of internally displaced persons),

as well as de-industrialisation that can’t be sepa-
rated from the closing of the mines in the occupied
territories, for instance, and the disruption of
road routes, and minefields. Thinking about culture,
I suppose Dmytro is speaking about the need for
institutions for the sake of establishing a longer
and deeper engagement with the space of Donbas,
which is impossible within the scope of short-term
grant schemes that don’t entail the opportunity for
grounding or immersion from the start. Perhaps the
lack of deeper engagement can unintentionally lead
to the formation of an image of the region as an
absence or an Other, an incomprehensible enigma,
exactly at a moment when it’s so important for us to
look for opportunities for inclusion and together-
ness. Perhaps this region, which was already at the
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centre of so many grand narratives (often not the
most positive ones), and which is dealing with more
humanitarian problems than other regions, requires a
different approach.

When Dmytro spoke about bringing books to Sieviero-
donetsk and Britain, I joked about him being a
library. In a context where grant projects are the
only way of financing cultural initiatives, Dmytro
is an institution in himself, creating a community
around himself. It’s slightly ironic that this is
how the institution in a utopian way becomes, using
Rifky’s words, “more personable,” and it’s sad

that this comes as a result of the precarity of the
funding economy and the lack of different kinds

of support.
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amvrpo venyprni—— [logonaTu
po3’€eAHAHHSA:
Cy4acHe MUCTEeLTBO
Cxopny YkpaiHu

Po3noBigb Npo cyyacHe MUCTELTBO B PErioHi yMOBHO MOXHa NOAINNUTH
Ha 4o i Nicng noYaTKy POCINCbKO-YKPaiHCbKOI BiHW. [epeBaxHa
6inbLWiCTb Ntogen, WO 3aiManmcsa akTyarbHUMN MUCTELIbKUMM
npakTukamu, 6ynv BUMyLLIEHI NOIXaTn 3 TEPUTOPIT CAMOMPOro/IOWLEHUX
JTHP i OHP. Jeski 3 XyQoXHW_Ub 3a3Hasv LEeH3ypu 4m notpanunu
Yy NMOMIOH Yepe3 CBOI AiS/IbHICTb, AK-0T XyaoXHUK Ceprin 3axapos,
SIKOro 3aTpuManu nicns akuii rpynu «Mypsinkmn» B nyo1iyHOMY MPOCTOpi
JoHeupbka. MNpocTip nnatdpopmm KynbTypHUX iHiliatme 1I3O1ALIA
6yno 3axon/iIeHo i MEPETBOPEHO Ha HeferasnbHy B'a3HMuto. Big 2014
POKY 3AINCHUBLUN eBaKyaLito YNEH_KWHb KOMaHAW, GOHA NPOoaOBXKYE
npauoBaTn y BUrHaHHi. Y kHu3si «Caitnnn LLnax» (2020) konuwHin
nonoHeHwn CtaHicnaB ACEEB ONNCYE BNACHWI JOCBIA nepebyBaHHA
Y B’A3HULI Ha TEPUTOPIT KOTULLHBOIO apT LEHTPY. 3 NOYaTKOM BiMHN
BiAOYN0CS NepeMiLLeHHS He TifIbKW BEIMKOI KiTbKOCTI Aisiu_OK,
NOB’A3aHNX 3 YNCNIEHHUMW KYNBTYPHUMM iHiLiaTMBaMK, a TakoX My3€iB
Ta KYNbTYPHUX IHCTUTYLIN, WO BTPATUAN CBOI KONEKLl, apXiBX Ta ManHO.
[eaki 3 nepeceneH_ok, NoTpanuBLLW Yy BiflbHI MicTa JoHeubKol
Ta JlyraHcbkol o6nacten, 3anHaIMCs rpOMaaCbKok, OCBITHBOKO
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UM NPaBO3aXMCHOIO AisNbHICTIO. Pa3oM i3 HUMK y Ui MicTa 6ynun
NepeMiLLEeHi TaKOX i yCTaHOBM Ky/1bTYpU — YHIBEPCUTETH, 6ibnioTekw,
Kpae3HaBui My3el. Take nepeMillleHHS 3Ha4YHO NOXBAaBW/I0 XNUTTA
Y MOHO®YHKLIIOHaMbHUX MiCTax, TyT noyanu BigbyBaTncs dectnBanbHi
nogii: «<byayemo YkpaiHy Pazom», «®ectuBanb JyMok», «Plan B»,
«The Most Fest», «KiHocxigui», «Teppa Pokc» Ta iHLWi. 3a Mi>kHapoaHoT
Ta Aep>XaBHOI NIATPUMKM Y LIMX MICTax TaKOoX 3’ABUINCSA «FTPOMaAChKi
Xxabw», WO 34e06iMbLIOro He CTBOPIOKOTL aBTEHTUYHI KY/IbTYPHI MPOEKTM
Ha MiCLSIX, @ € MPUNMAOYOI0 CTOPOHOIO A/ 30BHILLHIX iHiLiaTuB.
3MiHWUTU gnHaMiKy MOXHa 6y/1o 6 3a JONMOMOIOLO AEPXKaBHO! Ta MiCbKOT
NiATPMMKN KynbTypu. Byke 3apas y geskux Mictax 3’aBnstoTbCcs
rpomMancbki 6104KeTH, aKTUBHOLO € Ky/bTypHa MOoniTMKa Aep)KaBu, AKa,
30KpEeMa, npeacraBneHa YKpaiHCbKUM KynbTypHUM doHaoM. NpoTe
KyNbTYpHUIA naHAawadT perioHy CborogHi B cpepi cydacHOro MmcTeuTea
npeacTaBneHnin paglle He iIHCTUTYLISIMKW, 8 caMOoOopraHisoBaHUMU
cninbHoTamn — «JlyraHcbka KoHTemnopapi diacnopa» (J/lyraHcbk/
CeepopgoHeLbk), «[natpopma THO» i «TBopuCxig» (Mapiynosb),
pesungeHuia «dndysii» (Kpamatopcbk/baxmyT), «Iatoc/MiHyc»
(CeBepopoHeLbk), «<Shum Rave» (Cnos’aHCbK), pe3uaeHLis «Aypa Micta»
(Crapobinbck), «rapenesa HeotogpeLlby (JIncnyaHcbk).

OpfHI€ 3 NOMITHUX XYOOXHIX rpyr, ska 06’€AHy€E NpeacTaBHU_Lb
3 060X 60KiB NiHIT po3MexyBaHHS, € «JlyraHcbka KoHTemnopapi
[Liacnopa», 3acHoBaHa 2015 poky (AHTOH Jlanos, €BreH KoponeTos,
HacTta MankiHa Ta iHwi). Mpauooyn 3 TEMOK BINCBKOBOIO KOHOAIKTY,
MNOro CouioKynbTYPHUMM MPUYNMHAMM Ta HacNigKamu, rpyrna BUKO-
PUCTOBYE Pi3Hi cTpaTerii, LWo BKAYaloTb nepdopMaTrBHI, aydianbHi
Ta Bi3yaNbHi NpakTnkn. Ha gaHnii MOMeHT 06’e4HaHHA NPe3eHTyE Npo-
EKTW y4aCHM_Lib, WO MeLKaloTb Y JTyraHCbKy Ta iHLLMX MiCTax periony.
Y npoueci NowyKy HOBUX IHCTPYMEHTIB AN ePEKTUBHOIO BUC/10B-
noBaHHA «JlyraHcbka KoHtemnopapi [liacnopa» eKcnepuMeHTyeE
3 pPi3HUMK Mefdia Ta HanpsiMamMu OianbHOCTI: 6epe y4acTb y BUCTaBKaX,
npaue 3 JOKYMEHTaNbHUM KiHO (Pinbm «CeBepogoHeLks», 2017),
BnAac xypHan («Golden Coal», 2017), 6epe y4acTb y opraHisauii
dectnBanis Ta My3nyHux nogin. MNig iHiviatneoto nendny «<BOCTOK>»,
3aCHOBAHOI0 rpyrnoo, BUXOAATb 36ipKN €1EKTPOHHOI MYy3UKHK, AKi
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JlyraHcbka KoHTemnopapi

[Hiacnopa. 2019. ®oro: LICM CeBepopoHeLbk.
cargocollective.com/lugansk 2017-2019.
JlyraHcbka KoHTemnopapi JlyraHcbka KoHTemnopapi @orto: tumblertilda.ws/csm
[Liacnopa. «Golden Coal», [iacnopa. «TyHenb», 2020. LICM CeBepopoHeLbk.
2017-2019. ®oTo: ®doro: cargocollective.com/ 2017-2019.
cargocollective.com/lugansk lugansk ®doro: tumblertilda.ws/csm

NpPe3eHTYTb apTUCT_OK 3 JlyraHcbka, [lJoHelbka, AT4eBCbKa,
CeBepogoHeLlbKa Ta iHWKNX MICT. My3WYHUN HANPSM € NPOLAOBXEHHAM
po6oTn, 3aaBneHol xxypHanoMm «Golden Coal», npo HedopmanbHi
MUCTeLbKi iHiuiaTnBu JlyraHcbka Ta [loHelbKa, i30/1bOBaHi Bif 3arasb-
HOYKPAIHCbKOIro Ky/1IbTYpPHOIro Nons: pens-cninibHoTa «[puamas
(doHeupbk), «Mopucyii», ckBoT «byaka» (JlyraHcbK) Ta iHWi. OgHa

3 OCTaHHIX JOBroTpuBannx XyooXHix iHiLiaTMB 3@ y4yacTi 4eAKnX
UNEH_KWHb gdiacnopu y cniBnpaui 3 XyAoXXHUKOM BaneHTnHom
lanimoBum — «LUCM CeBepopoHeLbK», CNEKYNATUBHUA KYAbTYPHUIA
LLEHTP, WO QYHKLIOHYE AK MYPTOK, OCBITHS Nporpama i pobiTHS
ayaioBizyanbHux BopkLwoniB 3 rpadoditi-xmBonucy, aHimadil, dinocodir
MUCTeUTBa, reHepaTUBHOI rpadiku.

CnekynsaTUBHICTb Ta iPOHIs YACTO € IHCTPYMEHTOM YKPAIHCbKMNX
XYOOXHW_Lib, LWO POOSATb MPOEKTM Yy perioHi. Mopsag i3 NpoekTom
«LUCM CeBepogoHeLbK», WO CTBOPOBaB Mid NMpo HOBY iHCTUTY-

Lo y MICTi, BAPTO 3ragaTtn BUCTABKOBUI NPOEKT «My3en MicTa
Ceitnorpag» y JlucnyaHcbkoMy Kpa€esHaB4yomy my3sel. CTBopeHum
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KypaTopcbkoto rpynoto «DE NE DE» y npocTopi KpaesHaBYOro Myseto,
NPOEKT OEMOHCTPYBAB PaasiHCbKY Bi3it0 MaibyTHbOro PO3BUTKY
CeBepopnoHeLbKo-JTMCNYaHCbKOT XiMi4YHOT arniomepadii. AnbTepHaTUBHI
cueHapii TakoX Oyn TEMOIO XyAOXHIX NPoeKTiB «Onimniaga 84

y JoHeubky» 3a y4yacTi [Nbotpa ApMAHOBCBKOro, «PakynbreTy YyTan-
BocCTi» AneBTnHM Kaxiase y baxmyTi, $OTo3iHY «JlyraHCbK» 38 y4acTi
AHppia Jloctnesa, «[naH BTeui 3 [loHeLbKoro perioHy» PomaHa MiHiHa,
dinbmy «Caitnorpag» AniHn 9ky6eHKo Ta iHLWNX.

HoBa po6ora «JlyraHcbkol KoHtemnopapi diacnopuy «TyHHenb
B JTyraHCbK», LLIO CTBOPEHa BXE Nif Yac KapaHTUHY Ta onybnikoBaHa
BUAAHHSAM «3a60poHa», TEX Bya NpMcBAYeHa MOX/IMBOCTI nogonaTm
pO3’€AHaHHSA MiXK YKpPaiHOKO Ta CaMOMPOronoLeHNMN «pecnybiikamms.
Mpautotoun 3 megiymom cTopis, «J1K» CTBOPIOE HOBUI NiA3EMHUIA LLAAX
00 PigHOro Micta, Aonatym B yBHWIA CNOCi6 po3aineHHs NiHil GpoHTy
Ta XXOPCTKUX KapaHTUHHNX O6MexXeHb (y 3B’A3KY 3 NaHAEMIEI0 MPOMYCKHI
NYHKTW CTBOPIOIOTb JOAATKOBI OOMEXEHHS | pO61ATL NEPETUH KOPAOHIB
OY>XE BaXXKUM O151 MELLKAH_OK PEriOHYy).

Ha npotuBary po6oTi 3 TeMaMu CNeKYNATUBHOIO ManbyTHLOTO,
XYAOXHW_Li Ta KyNbTYPHI MEHEAXEP_KM TAKOX 4aCTO B3aEMOLAIIOTb
i3 iHAyCTpianbHOW cnagwmHoo 6inbl yTUAiTapHO, BUKOPUCTO-
BYIOUM 3aKNHYTI OyAiBNI 9K MangaH4YMKu ans peanisauil cBoIX
NPOEKTIB. Y TaKOMy BUMNaAKy iHAYCTpianbHi «3a6POLLIKW» CTalOTb
MicLem gnsa couianizaui’ Ta camopeanisauil.

3pynHOoBaHi Nensaxi 4OCNiAXye xyaoxHUK OnekcaHgp KyunHcbkui,
wo Befe 6nor «lHaycTpianbHWn pan» i pa3om 3 no_gpyramm 6epe
yyacTb B ekcnegumuiax y 3aHegb6aHi npoMmCcnoBi 30HM, iIHOPACTPYKTYpy
MOHO®YHKUIOHaNbHUX MICT. Ky4MHCbKWI OMUCYE CBIN BisyanbHUN
6nor gk «Portrait of Split Region» (3 aHrn. — nopTpeT po3’egHaHoOro
perioHy), NO3Ha4vaum L€ NapogoKcanbHo metadpopoto,

UYM-TO PO3AINEHHS 3a NIHIED POHTY, YM-TO KOHPNIKT CTapOl NIaHOBOI
iHOYyCTpiasibHOI EKOHOMIKM 3 HeonibepanbHUM NOCTPagAHCbKUM
KaniTaniaMmoM. XyAOXXHMK PO3BMBAE BNACHY NPaKTUKY HABKO/O
NPOTUPIY, MOB’A3aHMX 3 iIHAYCTPianbHOK CNAALLMHO, ECTETUKOIO
po3nagy v NtoAMHOIO B TaKOMY CEPEeAOBULL.
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€rop Kyuepyk.

BucraBka «lfonosa»
OnekcaHap Ky4nHcbKuii. OnekcaHap Ky4nHcbkuii. Ha 3abpouui, Kpamatopcbk,
«camoufl.aged», 2019 «3ycTpiy Ha nycTupi», 2019 2020. ®oto: Aptem letmaH

MpocTopu 3aknHyTMX OyaiBesib CTaloTb MiCUAMU NS iIHTEPBEHLUIn
NPOEKTY «rapenes Heotaepellby, CaMOOPraHi3oBaHOI iHiLiaTBK
Bitania MatyxHa Ta monogi 3 JIncnyaHcbka, ska opraHisoBye non-an
BMCTaBKW. Tak camo sk OnekcaHgp Ky4YnHCbKnin, BOHW HE nuwle
B3aEMOJiOTb 3 iHOYCTPianbHOIO €CTETUKOIO, @ 1 TEMATU3YIOTb TINeCHYy
MPUCYTHICTb | CMiNlbHE OCBOEHHS TakMX Miclb. [TPOEKT NPOMNOHYE
MO/I0AMM XYOOXHW_LAM NpeacTtaBuTn cBoi pob6oTn, MOTUBYE iX 4OC/IA-
>XXyBaTu CBOIO MICLEBICTb Ta NpMBEpPTAE yBary 4o NpobaeMmn 3akKMHyTux
OyaiBenb y TKaHWHI MicTa. Y4acTb y BUCTaBkax 6epyTb doTtorpadivHi
iHiLiaTMBM 3 060X CTOPIH NiHIT pO3MeXyBaHHS, TaKi K «YronbHas
nbinb» (Cawa Wakan, JlyraHcek) Ta «/lamna» (Januvin ByraeHko,
JNyraHcbk/CeBepOOHELbK) Ta iHLLUI.

DoTO60MM YaCTO CTAOTb BAX/IMBUM iHCTPYMEHTOM XYLOXHW_Lib,
L0 XWBYTb i MpautotoTb y perioHi. MNoaidHo go «IHayCcTpisAbHOro
pato», 3rafaHoro paHiwe, xyaoxHuua Mapis BoosmnyeHko Befe cBin
IHcTarpam akkayHT «CyMHUI WTapPik», B AKOMY QOKYCYETbCS Ha XUTTI
BMK/IOYHO MicTa CTapobinbcbka. TakMM YMHOM, NPeAcTaBsiioymM CBOO
AisnbHicTb y dopMmarti BisyanbHWMX 6/10riB, IX aBTOP_KK pedeKkCyoTb
CTOCOBHO XWUTTA Y PErioHi Yepes poTorpadivyHi CNOCTEPEXEHHS,
npauioymn 3i cTepeoTmnamm LWoao Noro MeLlkaH_ok. bopoteby
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3i cTurMatusaduieto [JoHbacy TakoX CUCTEMHO OeKIapye CrninbHoTa
«Shum Rave» (CnoB’aHCbK), O OPraHi3oBY€E BEYIPKN €NEeKTPOHHOI
MY3MKWN HA NaHOPaMi 3HAKOBMX iICTOPUYHMX Ta NPUPOAHMUX NaM’ATOK.
MNMpuknagamun Takmx iIHTEPBEHLIN € NarB 6ina 6enbrincbKol NikapHi

y JIncnyaHcbky, Ha Binoky3bMUHIBCbKMX ckengax abo akuis «Kynetype
Hy>XeH AoM» y CNOB’AHCbKY, LLIO NpuBepTana yeary ao ctaHy
OYOMHKIB KyNbTypu y MicCTi. CXOXi Ky/IbTYPHi MPOEKTU B PEriOHi BTINIOE
JleBOH A3i35H, 3aCHOBHUK dpecTnanto «Teppa PoKcey, WO NOEQHYE
ANCKYCIHY Ta My3U4YHY NporpamMm HaBkoMO 6eNbrinCbKol cnaglmHn
JIncnyaHcbKa.

[HCTUTYLIMHOKO KPUTUKOIO 1 MPOAOBXEHHAM PO60TH i3 3a6poLLKamm
MO>XHa BBa)aTu TaKOX i CaMOOpraHi3oBaHy nor-an BUCTaBKY
«[onoBa» xynoxHuka €ropa Kyuyepyka, sika Bigbynacb Ha 3aK1HYTIN
6aratonosepxiBui y Kpamatopcbky. KoHuenuieto Buctaskun 6yno
He3aJ0BOMEHHS XyOOXHIM cepefioBULLEM B MICTi Ta perioHi, a TeMoto
XYLOXHIX pOOIT — MOLUYKKN CBOrO MiCLst B TAKOMY CEPELOBULL.
3a cnoBamu opraHizaTopa i Xy4oXHWKa, BUCTaBKa € NPOTECTOM NPOTU
BiACYTHOCTI iHCTUTYL: «Tak, ue AeCb NPOTECT NPOTU ranepen, ane
TOYHO He NPOTU TXHLOT MOMMNE3HOCTI. 1k6n B KpamaTtopcbky Gyna xou
OfHa Taka, To A 6 3 PadiCTio HE YNCTUB TMXKAEHD MBHO Ha 3a6POLLILL.
HenobynoBa — NpoTeCT TOMY, LLO B HaC Hi4Oro HeMae. XyoXHi My3en
nomep, a pasoM 3 HUM — i YABNEHHSA NOAEN NPO Te, WO B IXHbOMY MICTi
MOXE PO3BMBATUCA MUCTELTBO. CydaCHUIM CTaH XyOOXHIX iHCTUTYLIN
B 06/1aCTi HiSIK LbOMY HE CNpUSE, | MOt BUCTaBKa — Cnpoba ue 3MiHUTU»
(Kyuepyk 2020).

2018 poky €rop Ky4depyk 6yB y4acHUKOM pe3ngeHuil «Andysii»,
iHiLiMOBaHOI 3@ y4acTi HiMeLbKOro xyaoXHvka AnaHa Meepa.
IHiLiaTMBa € NnatdopMOIo 419 B3aEMOLAIT YKPAIHCbKMX XYAOXHN_Lib
3i Cxoay YkpaiHu, fiki 30e6inblLoro NpauotoTb 3 KNacMyHMMK Megia:
XXMBOMUC, Mypar, CKeTY Ta intocTpauis. Liboro poky NpoeKT MaB LLmpLly
reorpadito, y cniBnpaui 3 pe3ngeHuieto «Aypa MicTax, Lo TaKoX MaE
TpaauuinHWin HaNPsM, BOHW B3S/1M y4acTb Y cepil noAin y J1bBoBi,
Crapobinbcky Ta KpamaTopcbKy. KnacnuHi Xyg4oXHi IpakTMKK, WO YacTo
He BiAMOBIgalTb KPUTEPIAM akTya/lbHOro MMCTeLTBa 3 MOro gemare-
pianizaudi€to (Lippard 1997), BTiM KOPUCTYIOTbCA NOMYNAPHICTIO cepes
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MUCTELbKNX CRifIbHOT Ta CTBOPIOIOTL iHPPACTPYKTYpy AN B3aEMoail
ABTOP_OK 3 Pi3HMX MICT Ta Pi3HNX MOKO/iHb, Ha MPOTMBAary KOoHLen-
TyanbHUM NpoekTam «JIK», chOKyCOBaHUM Ha 3a/1y4YeHHI «CBOro»
NOKONIHHSA. Y npoekTax «Andysin» B3ana y4acTb BeMKa KiflbKiCTb
XYOOXHW_Lb 3 perioHy, 3okpema, OneHa Knouko (baxmyrT), Wo npautoe
3 XXKMBOMWCOM Ta Bifle0, 3a/1y4Hatoun A0 CBOIX NPOEKTIB MiCLLEBUX
»xuTtenb_ok; Mapia Buwepcbka (BaxmyT), sika noegHye intocTpadiio

i Mypan 3 NOAOPOXHIMY NpaKTUKamMu i NilUMMK NPOryngaHKamu,
CTBOPIOIOYM CBOI POOOTH Y MiCbKUX cepegoBuLax; XeHsa Tpamean,
KWW NPaLIoE 3 KBip-MaslloHKOM FK NMPOOOBXEHHAM CBOEI aKTUBICTCbKOI
pisnbHocTi; AMntpo Konomoriues Ta Ceprin 3axapoB (JoHeubk/KuiB),
O B OCTaHHiX MPOEKTaX MOEAHYOTb BIACHY XWUBOMUCHY NPaKTUKY

3 ncuxoTepaneBTUYHOO peabinitTauieto BetepaH_ok ATO i1 OOC

Ta KOMULLHIX B’A3HIB CAMOMPOro/IOWEHUX «PecnyOniky.

LLle ogHieto CnifibHOTOLO, WO 3alMaETbCA NEPEOCMUCIEHHAM iCTOPIT
[oHb6acy Ta pesitanisauieto Oyaisni NepLloi MiCbKOT aBToCTaHLil
CeBepooHeLbka, € pe3ngeHuin «Mnoc/MiHyc». Y cepeamHi 1960-x
nicnga BiAKPUTTS HOBOIo aBTOBOK3any, 6yaisns 3amiHnna GyHkLUio
Ha kade, a y 1990-Ti nig Ha3Boto «LllaxmaTHoe» nepenina B NpMBaTHy
BNACHICTb, i o novaTky 2000-x YacTo 3ragyBanach Yy KpMMiHasIbHNX
XPOHikax. BnpogoBx oCTaHHbOro gecatupiyvysa kadertepin 6ynio
3akpuTo. Y x0BTHI 2018 pokKy, Ha 4oni i3 cniB3acHOBHMLEO KaTtepuHoto
Cipuk, Le micue ctano AoMIBKOO A/19 HedopMaibHOro MUCTELBLKOIO
06’egHaHHa «[noc/Minyc». MpoTtarom 2019 poky B LLlaxmaTtHoOMy
nponwno 6an3bko 30 KyNbTYPHUX NOAiN: NeKuii, BUCTaBKW, XYOOXHI
pesnaeHUil i MyauyHi nepdopmarcu. 3Hakosumu ans «Mnawoc/

MiHycy» € gocnigHULUbKniA NPOeKT «[JoHbac — cimelHnin poToapxiB»,
cepis My3n4HuxX nogin «EnektpoceBeps, NiTHSA WKoNa «3aBoj 4aB
HaM yce», opraHizoBaHa cninbHo 3 I3BOTAUIEIO Ta yHiBepcuTeTOM
CeHT-EHAOptoCa, Ta peiiB «3aBoA CONPOTUMBEHUIA» B Konabopadil

3 pigxe_rikamn 3 Bennko6puTtaHii Ta €C.

leorpadiyHo Ta NOricTMYHO BigganeHU Bif iHWKWX MICT, NpOMMC-
nosui Mapiynosnb Takox ¢opMye BnacHi cninbHOTH. OgHa 3 HUX
BUHMKMa HaBkono «lMnatdopmu THO» y 2016 poui. AnpekTtopka LiaHa
Bepr ta T opraHizauis NoCnigoBHO iHILIOE apT-pe3naeHLil i NPOEKTH
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Ha MeXi cydacHoro Mucteutsa Ta GeMiHICTUYHOro akTUBI3MY — AKLLO
ABi NepLi iTepauil pe3mgeHuil «3.MiCT» 3anpoLlyBanim YKPaiHCbKUX
MWUCT_KMHb NpautoBaTt 3 iHgycTpianbHUM cepegoBuiem Mapiynons,
TO UbOropivyHa pesugeHuis «<MepexunBo» 6yna npucesaveHa demi-
HICTUYHUM MPAKTUKaM i3 3aNyHYEHHAM MiXKHAaPOOHWX PEe3NOEHTOK.
YyacHUUE YCiX 3a3HaYEHNX Pe3NAEHLIN CTana XyaoxHuua Mapis
MNMpoHiHa — noeTka, Wo nepeixana 3 JJoHeubka Ta Npautoe 3 PisHUMMU
Megia: TekcTom, poTtorpadicto Ta konaxeM. CniBy4aCcHMKOM GiflbLLOCTI
pe3ngeHuin Buctyna€e Cawko MNpoTar — MapiynonbCbKui pexmcep,
3aCHOBHWK 06’€AHAHHA eKCMEePUMEHTaIbHOI LOKYMEHTANiCTUKU
«TBOpUCxig» (cninbHO 3 Bacunem Jlaxom, Bosoto Moppoy, OkcaHoto
Ka3MiHOot0), Lo AOCImKYE MiCLEBUIA KyNbTYPHUA NnaHAawapT

3a gonomoroto Bigeo. LLLopoky 22 KBiTHS 4O AHA HAPOOXKEHHS
Bonognmupa fleriHa «[natdopma THO» iHiuito€ NPOEKT «[Jekom»,

O MaE MeTY Yepes MUCTELbKiI NPaKTUKN KPUTUHYHO OCMUCTIOBATH
MNOCTKOMYHICTUYHY CMaALlnHy Ta Nnpouecu geKoMyHisauil B YkpaiHi.
[eski 3 npoekTiB «THO» BigOyBaloTbCA Ha iHLWINX MangaHuymMKax,

AK-O0T MapiynonbCckui KpaesHaBunii My3em, Lo CTaB NOCTIMHUM
MiCLEM IHTEPBEHLIN B pamkax «dekomy».

Taka cniBnpaus NoCcTpagsiHCbKOro KPae3HaB4yoro My3eto Ta CyyacH-
Oro MUcTeuTBa Ma€ CBOKO AOBIroTPMBasy iCTOPi0 B3aEMOLII B PErioHi.
2013 poKy 3HaKOBOIO BUCTaBKOBOIO Y JTyraHCbKOMY KpaE3HaBYOMyY
My3ei ctana «PasrepmMeTtnsauma My3ernHoro yHmsepcyma». Opra-
Hi3aTOP BMCTABKOBOIO MPOEKTY AHTOH J1anoB, KOMEHTYIOUM CBOIO
po6OTy, rOBOPUTL NPO «6pak 3HaHb cepen MiCLeBUX y4acHM_Lb LWoa0
Pi3HOMaHITTA GOPM XyAOXHbOI penpe3seHTau;il, Lo 3aBaxasio MiCLEBIN
XYOOXHIN CRiNIbHOTI MOBHOLIHHO BUKOPUCTATU LIAHC iHTEPBEHL,T
B €KCMO3WULiINHUI NPOCTip My3eto». Cyro/lIoCHO 3 UMM, KypaTopKa
OneHa YepBOHMK, KOMEHTYIOUN CBOIO POOOTY Haa BMCTaBKoto «Micue
3yCTpidi» Ha 3aBOAi i30NAUINHMX MaTepianis ONUCye 3aranbHUN CTaH
cucTtemMm MucteuTBa B perioHi y nepiog 2012-2014 pokis: «B xygox-
HbOMY yumnuwli [y JJoHeubKy] HaBYaM B akageMiqHOMY K/Itoui:
HaTypa, akageMivyHnin MankoHOK, NepcnekTnea Towo. XoaHux cyyac-
HWX Bi3yanbHUX GopM TaM He 6y/10, HAaTOMICTb ByNn NOAWN, SKi XOTiNn
BMXOAMTHK 3@ paMkn. OgHe 3 HalnX 3aBAaHb NoOAdAraao B TOMy, LWoO
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Mnatdopma THO.

NPOEKT «[JeKoM»,
Mapiynonb, 2016—-2020.
®doto HapgaHo [iaHoto bepr

rnokasaTu CTyAeHTaM, UMM CbOrofHi MoXe 6yTn MUCTELTBO Ta YMM
KpiM NeH3N5 1 nanepy, MoXHa Kopuctysatucsa» (HepsoHuk 2020,
28). Ha kiHeub 2020 poky cuTyaLlia KapanHanbHO 3MiHWNacs, npoTte
3ragaHi BULLE IHCTUTYLiHI NPpo6aeMN 3a/MLWAI0TbCS aKTyaslbHUMMU

i cboroaHi.

AkTtyanbHe mucteutBo [JoHb6acy, nigBaXxeHe BiNHOK Ta NMOCTiH-
[ycTpianbHOO TpaHchOopMaUi€to, BiAWTOBXYETLCA Big cUTyauil
KPUTUYHOIO HEBAOBO/IEHHSA HAABHMUM CTAHOM pPeYen y CyCninbCTBi,
MICTi Ta CNiNbHOTI. A CyYacCHi XyAOXHW_Lj 4acTo Y CBOIX NpakTukax
BOAKOTbCSA A0 couiasibHMX Ta NOAITUYHMX aHTaroHi3MiB i3 cepepo-
BuLWEM. Y Taki cuTyauii, xo4a 6inbLUiCTb HEYNCTIEHHNX XYOO0XHIX
iHiLiaTKB, 38 03Ha4YeHHAM >Kaka PaHCbepa, AiloTb Y CXOXUX eCcTeTnY-
HUX PeXnMax, BOHW 4YacToO He 3HAXOAATbCS B Aiasiosi abo HaBMnaku
MPOTUCTOATb UM LiNecCnpPAMOBAHO irHOPYIOTb iCHYBaHHA OfHA OA4HOI
(Ranciere 2010). MNMpautooun 3 HEBENKOKO ayaUTOPIEID Ta CBO_EIO
BXe 00i3HaH_0l0 Ma4a4_Koo, BOHM 0O6MEXYIOTbCS CBOIMW 4YacTo
3aKpuUTUMK cninbHOTaMU. CUMNTOMATUYHO, WO HAa3BW MUCTELbKNX
iHiLiaTMB «rapenei», «JlyraHcbkoi KoHtemnopapi Oiacnopwu»,
«Mnatpopmm THO» abo «aoc/MiHyc» NigKpPeCcntoTb CTaH HEMEBHOCTI
npUTamMaHHUI Xy4OXHiM CMiZIbHOTaM B perioHi. Akuwo Ha3ga «J1Kd»
nigKpectoe HOMaANYHUI xapakTep 06’ eAHaHHSA, 9K GopmytoTb
XYAOXH_WLi 3 OCBIAOM NepecesieHHs, «rapenes» € CybBepCi€to
BW3HAYEeHHS ranepel (9K cneuianbHOro NpocTopy, B AKOMY ANd ornsagy
pPO3MiLLEeHi TBOPU MUCTELTBA), BKa3yloum Ha caMOOpraHizoBaHuin
XapakTep Ta BigCYTHICTb BU3HaA4YeHOro npocropy. «[natpopma
THO», 3a cnoamu [iaHn bepr, o6pana Taky Ha3By Yepe3 6a)kaHHSA
nos6aBuTUCH «MadoCy AOBrMx Ha3B ranepem», a pesungeHuia «nwc/
MiHyc», 3a KatepuHoio Cipuk, BKasye Ha dopmMaT «<HeEBU3HAYEHOCTI
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y OiANbHOCTI» OpraHisaduii: He3Baxkatoum Ha Te, Wo 06’efHaHHAa Ma€e
CBili MPOCTIp, BOHO HE MOXe AeknapyBaTtn cebe K NOBHOLHHWN
KYNbTYPHUN LLEeHTP.

9K i B iHLWIMX perioHax KpaiHu, cydacHe mucteutBo Cxoay YkpaiHm
noTpebye NIATPUMKM OCBITHIX Ta Ky/bTYPHUX iIHCTUTYUIN. Ane
HamnrocTpiwe icHye notpeba NiATPUMKN HepopManbHUX 06’eaHaHb
Ta iHiLiaTMB, WO CTBOPIOOTb KPUTUUHUIA KYNbTYPHUI NnaHawaodT,
3aBOSKN AKOMY BigOyBa€EeTbCS BKIIOYEHHSA PEFiOHY Y LUMPLUI HaLlio-
HasbHi Ta MiXXHapoaHi npouecn. BioHOBNEHHS 3B’A3KiIB, iHTErpauis
i KOHBEpPCia KOHONIKTHUX HapaTUBIB — Lie Ti 3aBAaHH4A, AKi CTaBaTb
nepen coboto cyvacHi XygoxHu_ui Ha Cxoai YkpaiHu. Big iHwmnx
KYNbTYPHUX OiF_4OK B YKpaiHi, Ui CAiIbHOTN NOTPpeObyioTb LWMPLLIOro
npeacTtaBneHHa geiHae He TiNbKK WoAo TeMU BiHM | NpaB NoaNHN,
a 1 WMpLWOro Kosa NuTaHb, MOB'A3aHNX 3 EKOHOMIYHOIO TpaHchopma-
LIi€0 perioHy, EKOOrIEID, iIHK/O3i€D, ManbyTHIM NO3a LWaxXTapCbKOo
iHOYCTPIEIO 3 HaNEXHUM 36epexeHHaM 1T cnagwuHn. [NMoaibHe
3any4yeHHs Ta poboTa Mae 34iiCHIOBATUCh 3 yBaroto Ta Typ6oToio
00 noTpeb OKpeEMUX CMiNbHOT, CTBOPIOIOYN HOBI MOX/NBOCTI ANS Ky/b-
TYPHUX AiS_YHOK Y CUTyaLil 3aranbHOro po3’egHaHHs.

Crarrio CTBOPEHO B pamMkax npoekTy «MITEL]. LieHTpabHO-CXigHWi
HarnpsiMOK» 3a MigTPUMKN YKPQiHCbKOro Ky/ibTypHOro GOoHAY.

BnepLue ony6nikosaHo Ha canti <mitec.ua> 31 rpyaHs 2020 poky.
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Dmytro Chepurnyi Overcoming
Disconnection:
Contemporary Art
of Ukrainian East

The history of contemporary art in the region can be provisionally
divided into before and after the beginning of the Russo-Ukrainian War.
Most people involved in art practices had to leave the territory of the
self-proclaimed Luhansk People’s Republic (LPR) and Donetsk People’s
Republic (DPR). Some artists have been subjected to censorship or
imprisoned because of their work, such as the artist Serhil Zakharov,
who was detained following an artistic action performed by the Murzilki
group in a public space in Donetsk. The territory of IZOLYATSIA was
seized and transformed into an illegal prison. Starting with the 2014
evacuation of its team, the foundation has been, and continues to
be, operating in exile. In the book Svitlyi shlyakh (2020) [published in
English as The Torture Camp on Paradise Street (2021)] former pris-
oner and journalist Stanislav Aseev describes his personal experience
of being captured and held on the grounds of the former art centre.
Since the beginning of the war a large number of people connected
with various cultural initiatives were forced to flee, but not only peo-
ple — museums and cultural institutions have also lost their collections,
archives and property.
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After moving to the free towns in the Donetsk and Luhansk re-
gions, some displaced people became involved in civic, educational,
and human rights activities. Cultural institutions have also moved with
them — universities, libraries, and museums. Such resettlement has
made life in monofunctional towns considerably more vibrant — fes-
tive events started to take place: Buduemo Ukrainu Razom, Festyval’
dumok, Plan B, The Most Fest, Kinoskhidtsi, Terra Fox, etc. International
and governmental aid also prompted the emergence of civic hubs
which for the most part serve as hosts for external initiatives rather than
creating local cultural projects in situ. Such dynamics could change with
governmental and local support for culture. Already now some towns
receive civic budgets and the cultural politics of the state are active, rep-
resented, for example, by the Ukrains’kyi kul’turnyi fond (UKF). However,
when it comes to contemporary art, the region’s cultural landscape is
represented less by institutions and more by self-organised commu-
nities — Lugansk Contemporary Diaspora (Luhansk/Sievierodonetsk),
Platform TIU and TvorchSkhid (Mariupol), Diffuzii (Kramatorsk/Bakhmut),
Plus/Minus (Sievierodonetsk), Shum Rave (Slov'yansk), Aura Mista
(Starobilsk), gareleia neotodriosh (Lysychansk).

One of the notable art groups bringing together representatives from
both sides of the frontline is Lugansk Contemporary Diaspora (LCD),
founded in 2015 (Anton Lapov, Yevhen Koroletov, Nastya Malkina and
others). Working with the theme of military conflict, its socio-cultural
causes and consequences, the group uses various strategies, includ-
ing performative, audio, and visual practices. At the moment the group
presents projects by its participants who live in Luhansk and other
cities of the region. Looking for new, more effective instruments of ex-
pression, Lugansk Contemporary Diaspora experiments with a variety
of media and directions: taking part in exhibitions, working with doc-
umentary film (Sievierodonetsk, 2017), zine publishing (Golden Coal,
2017), organisation of festivals and musical events, etc. VOSTOK record
company, founded by the group, releases electronic music by artists
from Luhansk, Donetsk, Alchevsk, Sievierodonetsk and other towns.
The music production is a continuation of the work of the Golden Coal
zine, dedicated to non-formal art initiatives in Luhansk and Donetsk
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Lugansk Contemporary TsSM Sievierodonetsk.

Diaspora. 2019. Photo: 2017-2019.
Lugansk Contemporary cargocollective.com/lugansk Photo: tumblertilda.ws/csm
Diaspora, Golden Coal, Lugansk Contemporary TsSM Sievierodonetsk.
2017-2019. Photo: Diaspora. Tunel’, 2020. Photo: 2017-2019.
cargocollective.com/lugansk cargocollective.com/lugansk Photo: tumbler.tilda.ws/csm

that are isolated from the wider Ukrainian cultural field: the rave com-
munity Prisma (Donetsk), Porisui, Budka squat (Luhansk), etc. One of
the most recent, long-term art initiatives involving some of the dias-
pora members in collaboration with artist Valentin Galimov is the Tsentr
suchasnoho mystetsva (TsSM) in Sievierodonetsk, a speculative cultural
centre that functions as a club, an educational programme and a place
for audiovisual workshops in graffiti-art, animation, art philosophy, and
generative graphics.

Speculation and irony are often used by Ukrainian artists making
projects in the region. Alongside the TsSM project in Sievierodonetsk,
which created the myth of a new institution in town, another notable
initiative is Musel mista Svetlograd, an exhibition project organised
in the Lysychansk Kraeznavchyi Museum. Created by the curatorial
group DE NE DE, the project visualised the Soviet imagining of the fu-
ture development of the Sievierodonetsk-Lysychansk chemical industry
urban agglomeration. Alternative futures were also the theme of the
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art projects Olympiada 84 u Donetsku that involved Piotr Armianovski,
Fakultet chutlyvosti by Alevtina Kakhidze in Bakhmut, the photozine
Luhansk involving Andrii Dostliev, Plan pobihu z Donetskoi oblasti
by Roman Minin, and the film Svetlograd by Alina Yakubenko, among
others.

A new work by Lugansk Contemporary Diaspora is called Tunnel’
v Luhansk. Created during the COVID-19 lockdown and published by
Zaborona portal, the project tries to bridge the divide between Ukraine
and self-proclaimed ‘republics’. Working with the medium of stories,
LCD creates a new underground passage to their hometown, using im-
agination to overcome the separation enforced by a militarised de facto
border and harsh quarantine restrictions (during the pandemic check-
points enforced more restrictions, making border crossing very difficult
for locals).

By contrast with the work on speculative futures, artists and cultural
managers also engage with industrial heritage in a more utilitarian
fashion, using abandoned buildings as playgrounds for their projects’
implementation. In this case industrial zabroshki become places for so-
cialising and self-realisation.

Destroyed landscapes are also a theme in the work of Oleksandr
Kuchynskyi, curator of the project Industriial’nyi rai, who takes part
in expeditions to deserted industrial zones in monofunctional towns.
Oleksandr Kuchynskyi describes his visual archive as “a Portrait of a
Split Region”, with this paradoxical metaphor suggesting either a di-
vision along the frontline of the conflict or the division between the
old industrial planned economy and neoliberal post-Soviet capitalism.
The artist develops his own practice around contradictions concern-
ing industrial heritage, aesthetics of decay and people’s place in such
surroundings.

Spaces of abandonment turn into a place for artistic interventions
in gareleia neotodriosh, a self-organised initiative curated by Vitalil
Matukhno and other young people from Lysychansk that organises
pop-up exhibitions. Like Oleksandr Kuchynskyi, this collective not only
engages with industrial aesthetics, but also foregrounds bodily pres-
ence and the shared exploration of such places. The project invites
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discussion and music programmes sometimes in connection with
Belgian heritage in Lysychansk.

Institutional critique and work with zabroshki is also part of Yehor
Kucheruk’s self-organised pop-up exhibition Holova, which took place
in an abandoned apartment building in Kramatorsk. The concept of the
exhibition was to engage dissatisfaction with the artistic environment in
the city and in the region, and the theme of the artworks was the search
for one’s own place in such an environment. According to the organiser
and artist, the exhibition was a form of protest against the absence of
institutions in the region; “Yes, it's something of a protest against gal-
leries, but definitely not against their self-importance. If there was even
one gallery in Kramatorsk, I'd be happy to not have had to clean up
shit in an abandoned building for a week. The nedobudova [a building
whose construction is unfinished] is a protest against what we don’t
have. The art museum is dead and people’s belief that art can flourish
in their city died with it. The state of art institutions in the region today
doesn’t help at all, and my exhibition is an attempt to change this.”

In 2018 Yehor Kucheruk took part in the residency Diffuzii, initiated
with the help of German artist Alan Meyer. The initiative is a platform for
collaboration with Ukrainian artists from the east of Ukraine, mostly work-
ing with classical media: fine art, mural, sketch and illustration. This year
the project expanded its geography in cooperation with the residency
Aura Mista, which also has a traditional direction, and together they took
part in a series of events organised in Lviv, Starobilsk and Kramatorsk.
Classical art practices that often don’t respond to the criteria of contem-
porary art and its dematerialiation (Lippard 1997), still continue to enjoy
popularity within art communities. Such practices create an infrastructure
for collaboration between artists from different cities and generations,
which can be contrasted with LCD’s conceptual projects focused on en-
gaging ‘its own’ generation. A large number of artists participated in the
projects of Diffuzii, including Olena Klochko (Bakhmut), who works with
fine art and video, engaging locals in her projects; Maria Vishedska, who
mixes illustration and mural art with travelling practices and walks, mak-
ing her works in urban spaces; Zhenia Tramvai, who works with queer
drawing as an extention of his activism; Dmytro Kolomiitsev and Serhit
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Zaharov (Donetsk/Kyiv), who in their latest projects combine their own
fine art practice with psychotherapeutic rehabilitation for veterans of
Anti-Terrorist Operation (ATO) [official term for the Ukrainian state mili-
tary activities in Donbas, used before 2018] and Joint Forces Operation
(JFO) [official term used after 2018], as well as former prisoners of the
self-proclaimed ‘republics’.

Another community that works on redefining Donbas’s history and the
revitalisation of the first bus station in Sievierodonetsk is Plus/Minus. In
the mid-1960s, after the opening of the new bus station, the building
was transformed into a cafe. In the 1990s it became privately owned
under the name Shakhamatnoe, and, by the early 2000s, it had become
a well-known hangout for criminals. The cafe had closed the previous
decade. In October 2018, under the direction of Kateryna Siryk, the place
became home to the informal art collective Plus/Minus. During 2019
Shakhmatnoe hosted around 30 cultural events: lectures, exhibitions, art
residences and music performances. Among Plus/Minus’s most notable
research projects are a series of music events called Electrosever, the
summer school Zavod dav nam use, conducted jointly with IZOLYATSIA
and the University of St Andrews, as well as the rave Zavod soprotivelnit
in collaboration with djs from the UK and the EU.

Geographically and logistically isolated from other towns, industrial
Mariupol is also forming its own communities. One of them emerged
around Platform TIU in 2016. Diana Berg and her organisation con-
sistently initiate art residencies and projects on the border between
contemporary art and feminist activism. While the first two iterations of
the residency Z.mist invited Ukrainian artists to work with the industrial
environment in Mariupol, this year’s residency Merezhyvo was dedi-
cated to feminist practices and engagement with international female
residents. Maria Pronina, who moved to Mariupol from Donetsk and has
taken part in the abovementioned residencies, is a poet working with
various media: text, photography and collage. Another participant of
these residencies is Sashko Protyah — a Mariupol-based filmmaker and
founder of the association of experimental documentary Tvorchshid
(together with Vasyl’ Liakh, Vova Morrow, and Oksana Kazmina),
which explores the artistic cultural landscape via video. Every year on
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Platforma TU,

Decom project,
Mariupol, 2016—-2020.
Courtesy of Diana Berg

neotodriosh, Lugansk Contemporary Diaspora, Platform TIU or Plus/
Minus underline the state of uncertainty that is characteristic of art
communities in the region. If LCD highlights the nomadic character of a
collective formed by artists with experience of displacement, gareleia
neotodriosh is a subversion of the gallery’s definition (as a specific
space in which works of art are meant to be viewed), pointing to self-
organisation and the lack of a defined space. Platform TIU, according
to Diana Berg, has chosen its name as an attempt to avoid “the pathos
of long gallery titles”, and residency Plus/Minus, as Kateryna Siryk says,
points to the format of “uncertainty in the activity” of the organisation —
despite the fact that the association has its own space, it can’t declare
itself a fully fledged cultural centre.

As in other regions of the country, contemporary art in the Ukrainian
East requires support from educational and cultural institutions. But the
most pressing issue is the need to support informal associations and
initiatives that create a critical cultural landscape, enabling the region’s
inclusion into wider national and international processes. The renewal
of connections, integration and the transformation of conflict narra-
tives — these are the tasks contemporary artists in Ukrainian East set
themselves. What these communities require from other cultural actors
is wider representation, not only of the themes of war and human rights,
but of a range of questions concerning the economic transformation
of the region, its ecology, inclusion, and its future beyond the mining
industry, but with due preservation of its heritage. Such engagement
and work must take place with respect and care for the needs of stand-
alone communities, as well as the creation of new opportunities for
cultural workers facing various states of disruption.
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 CONFLICTS CAN'T
LAST FOREVER,
RUINING OUR YOUTH

WASTED

COMMENTS 3 \/

TTWOULD BEGREAT TO St PEOMLE AC
WITH A SPARK. A THIRST
YOUTH FORACTION AND.
PyYpawin e

MOST OF THE KIEV PEOPLE CANT
EVEN IMAGINE WHAT MANY OF
THOSE HERE HAVE LIVED THROUGH

£ GUYS BANANAS AND MAVE A LG \)Ammm THEY FIGMT THER WITH BANANAS « THAT ¥

LI ™

NyraHcbka KoHtemnopapi Aiacnopa, «Golden Coal», 2017-2019. ®oTo: cargocollective.com/lugansk

Lugansk Contemporary Diaspora, Golden Coal, 2017—-2019. Photo: cargocollective.com/lugansk
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au:

MpuBeT! HakoHEeU-TO BbiCbIlaeM BaM CTaTblo.
M Mbl 3anncanu BAEO Ha PyCCKOM, TO/IbKO
O4YeHb NPOCUM He NOCbINaTb ero HUKOMY &

Bynem oyeHb xaaTb BallMX KOMMEHTapMeB
[0 cnepytoLler NATHULbI — NMUCbMEHHO,
ro/1I0COBbIMU COOBLLEHUAMN, TUYHO

Wnun B rpynne.

nc Hawa ¢ Buktopuen meuta — 310
MCNO/b30BaTh Hall 3anuCaHHbIN

Ha PYCCKUI onycC O cTaTbe ANA TEXHO TPEKa,

1 ans GuHanbHOM NPE3eHTaunn Mbl BMECTO
BbICTYM/IEHNS OPraHM3yeM NOL HErO PenB.
TONbKO NoXenaHne Buktopumn — 6e3 BMAeO,
Buktopusa npegnaraet, 4tobbl €e BU3yasibHON
penpeseHTaumnemn ool HaTpUin

26 mapta 2021
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DT:

Hi! Finally sending the article. And we’ve
recorded a video in Russian, but please don’t
share it with anyone else ¢

We’re looking forward to getting your com-
ments by next Friday — in writing, voice
messages, sent directly to us or in the group
chat.

ps Victoria and | were thinking we should
use our opus about the article, recorded in
Russian, for a techno track, and for our final
presentation, instead of speaking, we should
organise a rave. One thing though, no video
for Victoria, she prefers to be visually repre-
sented as the symbol for sodium.

26 March 2021
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A note on project titles

With respect to the many artists, curators, researchers, activists, and
cultural practitioners whose work we have mentioned in this book, we
have opted, in most cases, to use project names transliterated from
the original Ukrainian. We hope that this attempt to standardise our ap-
proach to project titles will provide an understandable and informative
experience for our readers. We acknowledge, however, that Ukraine
is a multilingual cultural space, and many projects also use English
and Russian. With consideration for this context, and in the interest of
providing readers independent access to the works detailed in these
pages, we provide here a partial list of English project titles.

Art-Sereda — Art Wednesday

Buduemo Ukrainu Razom — Building Ukraine Together

Diffuzii — Diffusions

Donbas’ki studiif — Donbas Studies

Festyval’ dumok — Opinion Festival

Fundatsiia Tsentr Suchasnoho Mystetstva (CSM) — CSM / Foundation
Centre for Contemporary Art

Industriial’nyT ral — Industrial Heaven

Landshaft iak monument — Landscape as a Monument

Merezhyvo — Woven Network

Mistse zustrichi — Meeting Place

Mosaika mista — Mosaic of the City

Nove misto druziv — New City of Friends

Odisseia Donbas — Donbas Odyssey

Podiaka — Thanks

Pasport — Passport

Roz/arkhivuvannia post/industrii — (Un)archiving (Post)industry

Sad pereiihav — Displaced Garden

Semiotychni pryvydy Sievierodonetska — Semiotic Ghosts (of Sieviero-
donetsk)

Shchob potim ne kazaly, shcho my ne pam’iataemo — So They Won'’t
Say We Don’t Remember
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Shvydka — Ambulance

Svitlyi shlyakh — The Torture Camp on Paradise Street

Ukrains’kyT kul’turnyi fond — Ukrainian Cultural Foundation

Vtecha iz Donetskoi oblasti — Plan of Escape from the Donetsk Region
Zavod dav nam use — The Plant Gave Us Everything
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KomaHpga

Banepia BypapxuneBa — KypaTtop, XyaoxHuus, gocnigHmus. Mpa-
LIOE 3 TEMaMU anbTePHaTMBHOI XyA0XHbOI OCBITU, FACTPOHOMIYHOT
Ta Bi3yanbHOI aHTPOMONOoril.

BikTopia NpiBiHa — nocnigHuus, aBTopka, Nnepeknagadka. Mpauoe
3 TeMaMm ypOaHiCTUYHOI eCTETUKM Ta MiPONOril, MOCTIHAYCTPIl, eKONo-
rii micTa. 3axuctnna marictepcbke OOCNIOXKEHHS 3 BN/IMBY BYIMYHOIO
MUCTEeUTBa Ha GOPMYBaAHHSA MPOMAACHKUX CMiNIbHOT Y MiCbKOMY
npocTtopi Xapkoea. CniBaBTOpKa cepil aHiMauin «JlereHan XapkoBa»
(Bardak Fest, 2021; BuctaBka «Bak Bek», Vovatanya Gallery, 2021).

MaBsno MNpuuak — nepeknagay-odpinaHcep i CUHXPOHHWI
nepeknagauv. Npoxwneae y JIbBoBi. Cepen NMOro octaHHix nepekna-
niB — «Po3gymyBaTty Npo gBagusaTe ctonitta» ToHi Ixanra v TimoTi
CHaligepa. 3apas Naeno npautoe Hag nepeknagom «ll Fares the Land»
Toni Ixapra i 6iorpadieto MoraHHa CebacTbsaiHa Baxa. Y BinbHUiA yac
nepeBaXHO C/IyXa€ My3UKY.

Biktopia [loHoBaH — foueHTKa kadeapu Modern Languages
B yHiBepcuTeTi CeHT-EHaptoca. MNpautoe Hag NpoeKTamu i3 B3aemMogil
3 rpomMacbkicTio. JocnigxXye iHgycTpianbHy cnaglmHy Ta TBOPYMi
noTeHuian cninbHOT y (MoCT)iHAyCcTpianbHUX perioHax Bennko6puraHil
Ta YkpaiHu. CnisnpautoBana 3 LleHTpom Micbkoi icTopil (/TbBiB) Ta Kpa-
€3HaB4YMMM My3eamm B Kpamatopcbky, NokpoBcbKy 1 Mapiynoni
Had NPOEKTOM «Po3/apxiByBaHHA NOCT/iHOYCTPII», O 3aiMaBCs 3a-
uMdpyBaHHAM KONEKLUi iIHAYCTpianbHOI cnagLmMHN, a TakoX 3asyyaB
CNiSIbHOTM A0 B3AEMOAIT 3 OH/alH-apxiBamMu.

Biktop «KopBik» 3acunkiH — rpadiuyHuii gusaiiHep, y Bi/lbHUIA Yac
pPa3oM 3 iHLWNMM NPaLIOE Hag NPOEKTaMM «Kyxanku» n «Ogiccel [JoH-
6ac», xuBe Ta npautoe B Kpakosi.

OnekcaHap KyuMHcbKun — XyOoXHWK, Xnse Ta npautoe B CeBepo-
[oHeLbKy. Moro TBopuicTb nepeBaXxHO NoB’sA3aHa 3 iHAYCTPianbHOI0
cnagwuHoto Ta JoH6acom. HaBuaBca B JlyraHCbKOMY KoMeaxi
KynbTypu i MUCTeUTB Ta B HauioHanbHin akagemil o6pa3oTBOpYOro
MUCTELTBA i apXiTEKTYPW. YHaCHUK NiTHBbOT KON «3aBoA4 AaB HaM
yce» (2019), pesnaeHuii «<Po3/apxiByBaHHs noct/iHaycTpii» (2021),
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NnpPUMMaB y4acTb Yy HepopMasibHUX BUCTaBKaX «rapesien HeoToapELlby
(2020-2021).

KnemeHc NMyn — muteLb, xuBe ta npautoe B Knesi. WMoro MPOEKTH
Ta BucTtaBku npoxoamnu B CLUA ta €sponi. 3 2014 poky TiCHO npautoe
3 YKPaTHCbKNM KOHTEKCTOM, Y TOMY YMC/i B MPOEKTAX, peanisoBaHmx
i3 pongom I3014UI4, LieHTpoMm cyyvacHOT kynbTypu B [HiNpi, neHa-
apT cumnosiymom «Morpuusy, pesungeHuicto Sorry No Room Available
Ta ACOPTUMEHTHOIO KiMHATOIO.

KarepuHa Cipuk — KynbTypHa aKTUBICTKa, OpraHizatopka
Ta OYiNbHMUA MUCTELbKOT pe3ngeHuil «[atc/miHyc» y CeBEpoaoOHe-
LbKY, CMiBKypaTopka MPOoeKTy «[JoH6acc — ceMeliHblin GOToapxuBy,
KN 36upac Ta 3aumMdPpoByE cimelrHi GoToanb60MM MeLLKaH_OK
JNyraHwmHn. 3 2012 poky KaTepurHa cnienpautoBana 3 LieHTpom ayai-
OBi3yanibHUX MUCTeUTB «JlyraHga xayc», a 3 2013 poky 6yna ogHi€to
3 OpraHi3aTop_OK MNepeTBOPEHHS KO/TULWHBLOIO 3aBoay B JTyraHCbKy
Ha Mucteubkmn LeHTp «10 yexs. 3 2014 poky xunse B Knesi Ta CeBepo-
AOHELbKY, OpraHisye perBu, 4OCNIOXYE 3a0POLLKW.

Oap’a Unm6aniok npautoe Haa AoCiAHNLBKUMW i MUCTELbKUMUN
MPOEKTaMM Ha NEPETUHI CEPEAOBULLHOI TYMaHITapPUCTUKN, XYAOXKHLOIO
pocnimkeHHs [artistic research], aekonoHianbHUX i GEeMIHICTUUYHNX
Teopin. Otpumana PhD B yHiBepcuteti CenT-EHgptoca y 2021 poui,
auncepTauia Jap’i npucBayYeHa CTOCyHKaM MiX NIoAbMKU Ta POC/IMHaMMU
B HapaTtuBax nepeceneHHs 3 [lonbacy. Buctynana cniBkypatop-

KOO NITHbOT LWKO/IM AOHOACbKUX CTyAi «3aBoa AaB HaMm yce» (2019),
€ YYaCHULEI MUCTELbKOro NpoekTy «Oaicces [JoH6ac», CLieHapuCT-
KOO Ta XygOXHMLUE B aHiMauinHomy ¢inbmi «Cafg nepeixas».

OmMutpo YenypHun — KypaTop, KO/IMLLHIN KOOPAMHATOP NPOEKTY
«Donbas Studies» (2016-2019) y donai I30/14LIA. Opranizatop muc-
TeLbKNX PE3MAEHLIN Ta BUCTABKOBMX NPOEKTIB, 30KPEMA, CMiBKYpaTop
NITHBOT KON «3aBoA AaB HaM yce» (2019), peaumaeHuii «JlangwadpTt
K MOHYMeHT» (2020).
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Contributors

Valeriia Buradzhyieva is a curator, artist, and researcher working
with alternative methods of art education, anthropology of food and
visual anthropology.

Dmytro Chepurnyi is a curator and former coordinator of the Donbas
Studies project (2016-2019) at IZOLYATSIA. Dmytro organises art res-
idencies and exhibitions, he was a co-curator of the summer school
Zavod dav nam use (2019), and of the artist-in-residency programme
Landshaft iak monument (2020).

Victoria Donovan is a Senior Lecturer in Modern Languages based
at the University of St Andrews whose work engages broader pub-
lics. Her current research explores industrial heritage collections and
community creativity in (post-)industrial regions of the UK and Ukraine.
Victoria collaborated with the Center for Urban History (Lviv), and
kraeznavchi museums in Kramatorsk, Pokrovsk, and Mariupol on the
project Roz/arkhivuvannia post/industrii. The project digitised indus-
trial heritage collections and facilitated community engagement with
online archives.

Viktoriia Grivina is a researcher, author and translator. Her work lies
at the intersection of urban aesthetics and mythology, post-industry
and urban ecology. Viktoriia’s MA research focused on the impact of
street art on the civic communities of Kharkiv. She is the co-author of
the animation series Kharkiv Legends, which was screened at Bardak
Fest (2021) and Vak Vek exhibition, at Vovatanya Gallery (2021).

Pavlo Hrytsak is a freelance translator and simultaneous interpreter
living in Lviv. His recent translations include Thinking the Twentieth
Century by Tony Judt and Timothy Snyder. Currently he is translating /l/
Fares the Land by Tony Judt, as well as a biography of J. S. Bach. In his
free time he mostly listens to music.

Oleksandr Kuchynskyi is an artist based in Sievierodonetsk. His
work focuses on industrial heritage and Donbas. Oleksandr studied at
the Luhansk College of Culture and Arts and the National Academy
of Visual Arts and Architecture. Oleksandr participated in the summer
school Zavod dav nam use (2019), summer residency Roz/arkhivuvannia
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post/industrii (2021), as well as independent exhibitions of garelia
neotodriosh (2020-2021).

Clemens Poole is an artist living in Kyiv. His projects and exhibitions
have been presented variously in the US and Europe. Since 2014 his
practice has been linked closely to the Ukrainian context, including no-
table recent projects with IZOLYATSIA, Dnipro Center for Contemporary
Culture, Mohrytsia Land Art Symposium, Sorry No Room Available, and
Asortymentna Kimnata.

Kateryna Siryk is a cultural activist, curator of the art residency Plus/
Minus in Sievierodonetsk, and co-curator of the Donbas — semeinyr
fotoarkhiv project, which collects and digitises family photo albums
of people living in the Luhansk oblast. Since 2012 Kateryna has been
collaborating with the Centre for Audiovisual Arts Luganda khaus, and
since 2013 she has been one of the organisers of a project to revitalise
a former factory in Luhansk into the art centre 710 Tsekh. As of 2014
Kateryna has been based in both Kyiv and Sievierodonetsk where she
organises raves and researches zabroshki.

Darya Tsymbalyuk works on research and creative projects, and
her work lies at the intersection of environmental humanities, artistic
research, and decolonial and feminist theories. She received her PhD
from the University of St Andrews in 2021, where her dissertation fo-
cused on human-plant relations in narratives of displacement from
Donbas. She is a co-curator of Donbas Studies summer school Zavod
dav nam use (2019), a member of Odisseia Donbas art project and a
screenwriter and an artist for the Sad pereikhav animation.

Viktor “Corwic” Zasypkin is a graphic designer. In his free time,
Viktor collaborates with the artist group zhuzhalka and the Odisseia
Donbas project. He lives and works in Krakow.
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* . Ta'cnaawmHy floH6acy, a TAKOX NPO HOBi ySBNEHHS

perioHy, Wo ix CTBOPIOIOTb CY4ACHI KyNbTYPHI

iHiLiaTMBW. - Pe3synbTaTtm umx AMCKyCin — cTaTTi, gianory,

Tenefpam-4yat — npeAcTABNEHI TYT Y bopMi
KPUTUYHOIO ornsgy camoro npotecy konabopadii,
Moro nepeBar Ta o6MexXeHb, O TAKOXX PO3AyMiB Npo
YHIKONBHUIT | 6aratuit KOHTEKCT cydacHoro floH6acy.

In 2020, a group of artists and researchers came

_together to explore the history and heritage of Donbas,
Ukraine, and new understandings of the region
emerging through contemporary cultural initiatives.
The outcomes of these conversations — articles,
dialogues, Telegram chats —propose a critical
engagement with the collaborative,process, its
strengths and limitations, as well as with the unique
and rich context of Donbas today.

.
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