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Ile 6u0aHHA 03HatioMumsw 8ac i3 20/106HUMU memamu U me3amu, OymKkamu,
o6pazamu ma nodiamu ¢hopymy «Hoea seHepayis: XyOOHCHUK i Li020 NOKOJTIHHS»,
w0 cmae moukKoo 6i0JliKy He miibKu Ho80i enoxu ons Llenmpy cyuacHoz2o
mucmeymea M1z, ane makox¢ 0151 0CMUCTIEHHA NOHAMMSA «YKPATHCbKUl
asaHzapo0» y3azani. Hawi ouckycii, kpyani cmonu, nepgpopmaHcu, nexkuit,
npe3zeHmauii, npem’epa ¢pinomy npo Kazumupa Manesuua i «<npem’epHe»
eKCNoHYy68aHHA 11020 0CMAHHLO20 asmonopmpema, 2yuHuUll 6UCMasKo8ull
npoekm «AeaHzapod: y nowykax uemeepmozao sumipy», nepuiuii 00ceio
nyo6niuHoi KomMyHikayii yKpaiHCbKux KoJsiekyioHepie 3 HayKosuyamu
ma waHyeaibHUKamu mucmeymaea — yce ye CK1ad0e6i npoyecy CmeopeHHs
H068020 HAYiOHA/IbHO20 GpeHdy, W0 36eMbC sl «YKPATHCLKUL asaH2apo».

Kuiscvkutl popym cmae c60€pioHUM NiOCYyMKOM HAYKOBUX NOWIYKi6 mux,
Xmo 88i8 y c6imose Mucmeymaeo3HasCcmao NOHAMMS «yKpPaiHCbKUll asaH2apo»
i ymeepous 1io20 8 cmamyci camocmitiHo2o mepminy. Ilepwionpoxioysamu
y yit cnpaei cmanu Banenmuna ma an-Knoo Mapxkade, Imumpo
TI'op6auos, Mupocnasa Mydpak, siki pa3om 3i ceoimu konezamu Bimoro Cycak,
Kpicminoto J/Ioddep, Kocmsinmunom AkiHwetro, Onexcanoporo Kaiizep, Onezom
InvHuybkum, Mupocnaeom IllIkaHOpiem cmeoproeanu i cmeoprmMbv 6/1aCHi
icmopii asaHzapdy. Toxc, Hawum 20/1086HUM 3a60aHHAM Oy10 06°’eOHamu
yux nroodell y CninibHOMY iHmMesieKmMyaabHOMy npocmopi, de 6 60HU MO2U
He Npocmo nouymu 00uH 00HO20, ase U 0OMIHAMUCS OyMKamu, nocnepeuamucs,
062060pumu cmpameceiio Oiii... Mu neeHi, wjo came maki 3ycmpiui it maxi
diano2u cmaHymov 0xcepenom HO8UX iMNyibCie, 30amHUX NPUHYUNO080 3MIHUMU
cyuacHe mucmeupke cepedosuuie Ykpainu. Teopimo icmopitio pazom!

Komanoa M1y



This issue will introduce you to the main themes and problems,
thoughts, images, and events of the Forum New Generation: The Artist
and His Generation, which became a reference point not only for the new
era for the Contemporary Art Center M1y, but also for the understanding
of the concept of the Ukrainian avant-garde in general. Our discussions,
round tables, performances, lectures, presentations, screening of the
film about Kazimir Malevich, and a ‘premiere’ exhibition of his last self-
portrait, a high-profile exhibition project Avant-Garde: In Search of the
Fourth Dimension, the first experience of public communication of
Ukrainian collectors with scholars and art enthusiasts — all this is a part
of the process of the creation of a new national brand called the Ukrainian
avant-garde.

The Kyiv forum became a peculiar result of the scientific research of
those who introduced the notion of the Ukrainian avant-garde into the world
of art studies and legitimized it as an independent term. The pioneers of
this cause include Valentine and Jean-Claude Marcade, Dmytro Horbachov,
Myroslava Mudrak, who together with their colleagues Vita Susak, Christina
Lodder, Kostyantyn Akinsha, Alexandra Kaiser, Oleh Ilnytskyi, Myroslav
Shkandriy have been creating their own narratives of the avant-garde. Thus,
our main task was to unite these people in a common intellectual space,
where they could not just hear each other out, but also to exchange ideas,
argue, discuss strategy... We are confident that such meetings and such
dialogues will be the source of new impulses that can fundamentally change
the modern artistic environment of Ukraine. Creating history together!

Mi17 Team
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«HAMTOJIOBHIIIE — JIOBUTU MUCTELITBO,
A HE ITPOCTO KVIIVBATU «IMEHA»»

IIpo cyuacHe mucmeymeo, asapm 36UpaHHsi, KyJibimypHe npoCceimHUymeo
i popym «Hoea seHepayisi» Mu 2060pumo 3 KONeKYIoHepoM i MeYeHamom
AHOpiem AdamoscvoKum

«Y HAC € BCE, IIIOB 3POBUTH M17 OHUM 3 HAVBIIJIMBOBIIINX
MMCTEITBKMX MAMIAHUMKIB YKPATHV»

IIpo me, K yKpatHCbKUll asaH2apo 3MiHU8 06/1uuust i cmpamezito
IJenmpy cyuacHo2o mucmeymea M1y, po3nosioae 1io2o dupexmop
Hamanis IlInumkoscvka

VKPATHCBKUM ABAHTAP/I: IIEPESABAHTAXKEHHS

IIpo 3adym, eminenHs ma niocymxu popymy «Hoea seHepayia» —
y p03M086i 3 3acHosHuyero Incmumymy Manesuua, 0ocnioHuyeo
yKpaincvkoeo mucmeymea XX cmonimms TemsaHoro Dinescvkoro

HoBM MOTJISIJ HA ABAHTAP/,

Kypamopu eucmasku «AsaHaap0: y nouyKax uemeepmoao eumipy»,
nekmopu-mucmeymeo3sHasyi OkcaHa bapwuHosea ma Onena bopumcvka
Ppo3nosidaimv npo KOHYenyito excno3uyii i npo me, siKy poJiv 3iepanu
EKCKypCii ma neKyiliHi npoepamu y po3ymiHHi asaHeapdHo20 Mucmeymea

KA3MMHUP MAJIEBUU: KOPOTKA ICTOPISI MI®Y

®@opym «Hosa seHepayisi» 6 M1y das 3po3ymimu:
Manesuu saxcnusuti 0515 Ykpainu sik 6peHo-ambacaop,
Kompuil He06Xxi0HO BUKOpUCMO8Y8amu y (hopmy8aHHi 06pasy KpaiHu

OCTAHHIM IIOPTPET

IIpo asmonopmpem, Hamanvosanuli Kazumupom Manesuuem
3a 11 micsyie 0o cmepmi, po3nosidae 671aCHUK Meopy, MUCMEYMBO3HABEYL
i konexyionep Edyapd Jumuiuyb

[IPOIITAHHA 3 IMITEPIEFO

Kpyeni cmonu i duckycii: ax eucmosimu 8 icmopuuHomy 3ma2aHHi
3a «HAYioHaNbHY A8MeHMuUUHICMb» asaHaapoy y nocmpaosiHCbKoMy npocmopi

VKPATHCBKWU ABAHTAP/] V 3AXIZTHMX KOJIEKIIISIX

ABAHTAPJ K JPVTA IIIKIPA

IIpo nepgpopmarc @edopa BosiaHosa 8 pamkax hopymy
«Hoea seHepayisi: xy00x#CHUK i 11020 NOKOMTHHS»

EKOJIOT'Id MOZEPHI3MY: 3BEPEXXEHHSA YACY M IPOCTOPY
B VKPATHCBKOMY MMCTELITBI PAHHBOT'O XX CTOJIITTA

Jlexyis icmopuxa mucmeymea Mupocnaeu Myopak
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“THE MOST IMPORTANT THING IS TO LOVE ART,
NOT JUST BUY NAMES”

We talk with collector and patron of the arts Andriy Adamovskyii
about modern art, the excitement of collecting, cultural enlightenment,
and the forum “New Generation”

“WE HAVE EVERYTHING TO MAKE M17 ONE OF THE MOST INFLUENTIAL
ART PLATFORMS IN UKRAINE”

On how Ukrainian avant-garde art changed the image and strategy
of the M1y Contemporary Art Center, as told by its director
Nataliya Shpytkovska

UKRAINIAN AVANT-GARDE: REBOOT

A conversation with Tetyana Filevska, the founder of the Institute of Malevich
and researcher of twentieth century Ukrainian art, about the recent forum
“New Generation: The Artist and his Generation”

A FRESH LOOK AT THE AVANT-GARDE

Curators of the “Avant-Garde: In Search of the Fourth Dimension” exhibition,
lecturers and art critics Oksana Barshynova and Olena Borymska

talk about the concept of the display and the role played by excursions

and lecture programs in the understanding of avant-garde art

KAZIMIR MALEVICH: BRIEF HISTORY OF A MYTH

The forum “New Generation” held at the M17 was the event that made
us understand: Malevich is important for Ukraine as a brand ambassador,
who needs to be used to form the image of the country

THE LAST PORTRAIT

On the self-portrait, drawn by Kazimir Malevich
11 months before his death, told by the owner of the drawing,
art scholar and collector Eduard Dymshyts

FAREWELL TO THE EMPIRE

Round table and discussions: how to survive the historical fight
for the “national authenticity” of the avant-garde on the post-Soviet space

UKRAINIAN AVANT-GARDE IN WESTERN COLLECTIONS

AVANT-GARDE AS SECOND SKIN

On the performance by Fedor Vozianov during the forum New Generation:
The Artist and His Generation

102 EcoLoGY OF MODERNISM: PRESERVATION OF TIME AND SPACE

IN THE UKRAINIAN ART OF THE EARLY TWENTIETH CENTURY
Lecture by Myroslava Mudrak, art historian



«HAWTOJIOBHIIIE —
JIIOBUTU MUCTEIITBO,

A HE TPOCTO
KVIIVBATMU ,,IMEHA»

IIpo cyuacHe MUCTEILITBO, a3apT 36MpaHHS, .
KyJIbTYPHE IPOCBITHMIITBO i popyMm «HoBa reHepariis» /
MM I'OBOPUMO 3 KOJIEKIIIOHEPOM i MeueHaTOM_,--"
AHapieM AITaMOBCBKMM. .




“THE MOST IMPORTANT THING
IS TO LOVE ART,
\ NOT JUST BUY «NAMES»”

We té\lk with collector and patron of the arts Andriy Adamovskyii

\ about modern art, the excitement of collecting,
‘cultural enlightenment, and the forum “New Generation”.



— AHApi I'puroposuy, 1{iKaBo 6y/10 6 MPOCTEKUTHU
BAlll IUISIX BiJi 3aX0IUIEHHS JKMBOIMCOM i ITepImx CIIOH-
TaHHUX NPUAOAHb J0 CUCTEMHOT0 KOJIEKI[iOHyBaHHS,
siKe, KpiM B/1acHe 30MpaHHs, BKJIIOUAE i eKCIO3ULIiTHY,
i MpoCBiTHUIIBKY, i MeLleHATChKY Ais/IbHICTb.

— KonekiioHyBaHHSI — aGCOIIOTHO YVHiKa/IbHE SIBUIIIE.
OnucaTu 10ro AOBOJII CKJIAJHO, aJi)Ke BOHO MOEAHYE MTPU-
CTpacThb, a3apT, KOHKYPEHILil0, 3a7J0BOJIEHH i, 6e3CyMHIiBHO,
iHBECTHUIIiIHY BUTOLY.

[likaBUTMCS MUCTELITBOM § IIOUAB I1ie Y AUTUHCTBI. Min
6aTbKO OYB JKYPHATICTOM, i BiH 3i6paB uymoBY 6i61i0TeKY,
IIO STKO1, 3BiCHO, BXOAWM/IM XYIOXHIi aibbomu. MeHi mmofo-
6aj10Ccs pO3MIAaTH B HUX KapTMHKM, a uepe3 6araTo poKiB,
KOJIM Y MeHe 3’IBUBCS 6i3HeC, s CTaB KYITyBaTU TBOPU TUX
XYIOXXHUKIB, IKi MeHi 010611 CsI.

[Tam’daTaio, SKOCh 1 IPUMIIOB A0 CBOTO IPUSTeEs,
ay HbOT'O Ha CTiHi BUCUTh KapTHHa AMBa30BCHKOTO. [I1Tato:
«3BigKM BoHa B Te6e?» — aJiKe 51 6YB IeBeH, 1110 POOOTY TaKo-
ro MalCTpa MOXKHa M06AUUTH TUIbKY B My3el. Binmosigae:
«Kymus». [1719 MeHe caM paKT iCHyBaHHSI PUHKY MUCTELITBA

CTaB CIIPaBXHIM BigkputTsam! { rmouas 36MpaTu po6OTH
NepeIBIKHMKIB Ta iHIIMX XyA0XXKHMKIB-peastiCcTiB, a mapa-
JIeJIbHO — UYMTATU MUCTEL[TBO3HABUY JIiTePaTyPY, OCKITbKMA
y MeHe He 6y/10 KOHCY/IbTaHTa, SIKUi 61 cka3aB: «Och 1je
Kymyii». OTOX, KOJIEKIIiIO 1 HOPMYyBaB CaMOCTilTHO.

— JIropu hopMyIOTH KOJIEKILii, a KOJIeKIii — jiromen?

— Ile cripaBpi Tak, OCKiTbKM 6Y/1b-IKa KOJIEKITisl pO3IIIN-
PIO€E KpyTO3ip, A€ 3HAaHHS, BUUTh, PO3BMBAE CMaK, a iHO1
1 IOBHICTIO 110T0 3MiHIOE. Y CBOEMY 30MpaHHi 51 TPOMIIIOB
KiJIbKa eTalliB, SKi TOUHO BiJIIOBiAalOTh eTanam PO3BUTKY
cBiToBOrO MucrenTBa. [licig peasnizamy 3axonmBcs iMIIpecio-
Hi3MOM, TIOTiM — MOJIEPHOM i, SIK MiICYMOK, aBaHTapJIOM.

— JloriuHo 6yJ10 6 MPUITYCTUTHU, LLI0 HA Uep3i aKTy-
aJibHe MMUCTEeLITBO?

— $1 mo 1BOTO Ile He MPUMIIOB OCTaTOUHO. Tpeba, 106
yCi IIi eTanM BKJIQJINUCS Y TBOIM rojioBi... CbOrofHi s Bxke
iHakIIe cipuiiMalo contemporary art, y MeHe € po60TH Cy-
YaCHMUX XYA0XXHUKIB, X0Ua Ha3BaTHU 1ie KOJIEKIi€lo MoK



— Andriy, it would be interesting to trace your path
from painting and the first spontaneous acquisitions
to systematic collecting, which, apart from collection
itself, includes both exhibit and educational and pa-
tronage activities.

— Collecting is an absolutely unique phenomenon. To
describe it is rather difficult because it combines passion,
hazards, competition, satisfaction and, of course, invest-
ment benefits.

I started to study art in childhood. My father was a jour-
nalist and he collected a wonderful library, which, of course,
included art albums. I liked to look at the pictures in them,
and, after many years when I had a business, I began to buy
works by those artists whom I liked.

I remember somehow I came to my friend, and saw a
picture of Aivazovsky on his wall. I asked: “Where did you
get it?” — I was sure that the work of such a master could
only be seen in a museum. He answered: “I bought it.” For
me, the very fact of the existence of the art market became
areal discovery! I began to collect the works of the Wander-
ers and other realist artists, and at the same time read art

studies literature, since I did not have a consultant who
would say “Buy it here.” So I created the collection myself.

— People form collections, and collections form
people?

— It’s true, since any collection expands the horizons,
gives knowledge, teaches, develops a taste, and some-
times it completely changes it. In my collection I passed
several stages that accurately correspond to the stages of
development of world art. After realism I was fascinat-
ed by impressionism, then — modern art and, as a result,
avant-garde.

— It would be correct to assume that the next is
contemporary art?

— I have not come to this yet. It is necessary to wrap
your head around all these stages. Today I can look at con-
temporary art differently. I have works by contemporary
artists, although I do not dare to call it a collection yet. I
especially like contemporary sculpture, and I want to sup-
port the development of this trend in Ukraine. The most

OABUI BYPIIIOK. BecHa. I10o/10THO, 0s1is1. ADAMOVSKIY FOUNDATION
DAVYD BURLIUK. Spring. Oil on canvas. ADAMOVSKIY FOUNDATION



OJIEKCAHZP APXUIIEHKO.

Bnakumna manyienuys. 1914, Bpomsa.

ADAMOVSKIY FOUNDATIONN

OLEKSANDR ARKHYPENKO.
Blue Dancer. 1914. Bronze.
ADAMOVSKIY FOUNDATION
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He HaBaXkycs. Oco6/1MBO MeHi momob6a-
€TBCSI CyUacHa CKYJIBIITYPA, i 51 MparHy
OiITPUMMYyBaTU PO3BUTOK LIbOTO Ha-
npsMy B YkpaiHi. HaiirosoBHime — 1o-
JIIOOUTU MUCTEIITBO, sIKe TU 30Mpa-
€IICS KOJIEKI[iOHYBATH, a He IMPOCTO
KyIyBaTHU «iMeHa».

— OpHaK KOJIeKL[iOHepOM pyxae€
He TiIbKM NMPUCTPACTh BOJIOAiHHA,
a ¥ IPUCTPACTDh A0 BIOPSAKYBaHHSA,
10 cUCTeMaTu3aIlii.

— He o60r’s13k0BO. KoJtekiiionepom
MO)Xe OYTU 1 30BCiM «HECHCTeMHa» JIi0-
nuHa. Tomy MeHi 3a€ThCs, 1110 TOJIOB-
HY pOJIb TYT Bifjirpa€e came kara BOJIO-
ninHg. KosekilioHep — 11e MUC/IMBeEIlb,
SIKU TePIUITUe «BUCTEXYE» IIpPeMeT,
1[0 MOro IIiKaBUTh. [HOAI Ha Lie NAYTh
POKH, aJie SK ONMUCaTy PaZiCTh i XBUITIO-
BaHHS, KOJIM BiH, HapeIlTi, 1Iey npef-
MeT 3HaXOJJUTh!

J, HanpuKkIam, TI06JTI0 KyITyBaTH
Ha ayKI[ioHax, TOMY IO IIe My6JI1iuHo,
IIPO30PO Ta Iie M afpeHaliH, 3 IKUM Hi-
sIKi aMepUKaHCBKi TipKM He 3PiBHSAIOTh-
cg. Kpim Toro, Ha Toprax ayxe CUJib-
HUV IyX KOHKYPEHIIil, aJi>Ke JIJI1 KOXKHO1
aMOiTHOT JTIIOIMHM KOJIEKITis — IIe Ipe-
TeH3is1 Ha YHiKa/IbHiCTh. Tebe MoCTitHO
repecigye gyMmia: «Moe 3i6paHHS I10-
BUHHEe OYTM Kpalle, HiX y iHmmx». 3a-
TaJIOM, TYT 6araTo pi3HMUX MOTUBIB, aJie
BCe []e TaKOXX UMMaJIn PU3UK.

— Pu3uK iHBeCcTULIIVTHUI?

— He Tinbku. Piu y ToMy, 1110 KOXKeH
KOJIEKI[iOHep PaHO UM IMi3HO MYCUTh
noa6aTy Mpo IO CBOET KoeKIiil. bo
HIXTO He JAaCTh rapaHTii, 0 ILjiKaBe
TOGi OyZie TaK CaMo IIiKaBe TBOIM JiTSIM.
ToMy, Ha »KaJib, JT0JIsI 6AaraThbOX KOJIEKIIik
CyMHa — BOHM PO3IPOJIaI0ThCs, PO3II0-
POIIYIOTHCS 0 Pi3HUX MiCIISX i TPUMU-
HSIOTh iCHYBaTH SIK €[JMHE I1iJIe 3i CBOEIO
icTopiero i cBo€I0 «IpaMaTyprieio».

— ImoBipHO, y TakoMy pasi iHcTH-
TyLioHasi3anis — Hamkpama opma
3aXMCTY KOJIeKLil, LiHHiCTh K0T €
BUILIOIO 3a LIIHY OKpeMMX TBOPIB, sKi
0 Hel BXOOSATh.

— 3BUUaNHO, OCKiBKM 3i6paH-
HS — Ile He IPOCTO Habip KapTuH,
a elo opraHi3oBaHe CIIiJIBHOIO ife-
€10 — KOHLIenToM. Bisibiie Toro, 3pina
KOJIEKIIisI Ma€ BJIaCHY rpaBiTallilo, BOHa
MOPUTSATYE HOBi TBOPM i HaBITh AUKTYE




important thing is to fall in love with
the art you are going to collect, not sim-
ply to buy “names.”

— However, the collector is driv-
en not only by the passion of posses-
sion, but also the passion of order, of
systematization.

— Not necessarily. The collector
may be a completely “unsystematic”
person. Therefore, it seems to me that
the main role here is precisely the thirst
for ownership. A collector is a hunter
who patiently “tracks” his object of in-
terest. Sometimes it takes years; but I
can’t describe joy and excitement when
you finally find one!

For example, I like to buy at auc-
tions because they are public, transpar-
ent and they give me an adrenaline rush
which no roller coasters can match. In
addition, the auction has a very strong
spirit of competition, because for ev-
ery ambitious person, a collection is a
claim for uniqueness. He or she is con-
stantly haunted by the thought: “My
collection should be better than others.”
In general, there are many different mo-
tives here, but it is also a considerable
risk.

— Investment risk?

— Not only. The fact is that every
collector, sooner or later, must take
care of the fate of his collection. Be-
cause nobody will give a guarantee that
your interest will be just as interesting
to your children. Therefore, unfortu-
nately, the fate of many collections is
sad — they are sold out, scattered in
different places and cease to exist as a
whole with their own history and “dra-
maturgy.”

— Probably, in this case, institu-
tionalization is the best form of pro-
tection of the collection, the value
of which is higher than the price of
individual works that are parts of it.

— Of course, because a collection
is not just a set of pictures, but some-
what organized by a common idea —a
concept. Moreover, a mature collection
has its own gravitation, it attracts new
works and even dictates the logic of the
collector’s behavior, which eventually
falls into complete dependence on it.
Speaking about institutionalization,

Vocum YAMKOB. Cotighep. 1922. PekoHCTpyKIis IBaHa [purop’esa.
LIEHTP JOC/IIPKEHD ICTOPII TA KVJIETYPY CXIJTHOEBPOIIEICEKOTO
€BPENCTBA HAVKMA

JOSEPH CHAIKOV. Sofer. 1922. Reconstruction by Ivan Grygoriev.
CENTER FOR STUDIES OF HISTORY AND CULTURE OF EAST EUROPEAN
JEWRY OF THE KYIV MOHYLA ACADEMY
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BAcwiib EPMMIIOB. Ecki3 posnucy «10 pokie UepeoHoi Apmii». 1920-Ti pp. [lanip, Ko1b0opoBi oiBLi. ADAMOVSKIY FOUNDATION
VASYL YERMYLOV. 10 years of the Red Army. Sketch. 1920s. Paper, colored pencils. ADAMOVSKIY FOUNDATION

JIOTiKy TIOBEeAiHKM KOJIEKL[iOHepa, SIKUJ BPellTi-penIT 10-
TpaIisge y IIOBHY 3a/IeXXHicTh Bif Hel. lllogo iHCcTUTYLIiO-
Hastizallii, To 1ie, 6e3yMOBHO, IPOTPeCUBHMUI KPOK. XTOCh
3arloBiJIa€ CBOE 3i6paHHs JIep:KaBHOMY MY3€€Bi, XTOCH ITe-
peliae y JOBrOCTPOKOBe KOPUCTYBAHHS, ajie € 1 iHa dop-
Ma — CTBOPEHHS BJIacHOI iHCTUTYLil y popMi boHIy um
MIPMBATHOTO MY3€I0, 110, 3 OTHOTO GOKY, T03BOJISIE 36€PErTH
LJTICHICTH KOJIEKILil, a 3 APYroro — 3po6UTH ii JOCTYITHOIO
IUTSL TOCITiTHUKIB i Ty OITiKu.

— KaKyTb, 110 Ha AKOMYCH eTarti KOJIeKLis IOUMHAa€E
JKUTU BJIACHUM >KUTTSAM...

— V neBHOMY pO3yMiHHi Tak BOHO i €. Ajie g Xouy, 11106
MOST KOJIEKIIisI JKMJTa Pa3oM 3i MHOIO. SI He JTI06JTI0 TPUMaTH
peui y «3aracHUKax», HaMarawcs, o6 BOHM 3aBXIy 6yJn
Ha BUJY — Yy GYOMHKY, Ha BUCTaBKax. Xoua 3apa3 JJOCUTh
YacTO BJIAaCHMKMU LIiHHMX TBOPIB BOJIiIOTh He MOKA3yBaTu
X, a 3aymmiaTy y pinoprax. [llompasaa, B OCHOBHOMY Iie
CTOCYETHCS TUX 3i6paHb, 110 (DOPMYIOTHCS 3apajy BUTiA-
HOT'O BKJIaJieHHs rporreit. To6To JToAMHa KYIye KapTUHA
a60 CKYJIBIITYPH, BifIIpaBiIsae iX KyaAnu-He6yas no YKeHesu
Ha 36epiraHHs, a uepes JecsTh POKiB Ilepenpofae BABiui 70-
poxue. Y MeHe Bce-TaKM iHIIIA MeTa: KyIyIouu pid, 4 B Iiep-
LIy Uepry Jymalio Ipo Te, 110 3MOXKY ITOCTiTHO MUTyBaTUCS

Helo. 51K )Xe s Bimpasio 11 10 piropTy, Ko MpisB Ipo Hel
pOKaMu, HaBiTh YBi CHi 6aunB?

— Ane € TBOpU «KOM(POPTHi», AKi BOIUCYIOTH-
Cs1 B 0COOMCTHUI MPOCTIpP, a € TaKi, 1[0 GinbuIe migxo-
OATh A1 IPOCTOPY rPOMajCcbKoro. UYu npoBoguTe BU
U1 ce6e TaKke po3Me;KyBaHHS?

— Hi. YV meHe, Hanmpukiafg, BUCUTh KapTuHa KocTsiH-
TrHa MaKoBChKOTO «BO6MBCTBO JIXKeaMUTpisi». BaraThox e
JIVBYE: MOBJISIB, HaBill]0 TAKUI CIOXKET Y IOMi, 1ie K eMOLIiN-
HO Ba)KKO. A MeHi He Ba)kKKO0. HaBItaku, JJis MeHe TapHOIo €
Ta KapTUHA, 1110 3[aTHA BUKJIMKATU eMoliil. | HaBiTh K10
Ha Hil1 306pa’keHO BOMBCTBO, BOHA BCE OJJHO 3a/IMIIAEThCS
TBOPOM MMCTEL[TBA. € Ile OAVH KPUTEePiN: KO TU IOAHS
6aumII KApTHUHY, IIPOXOMII ITOB3 Hel, i BOoHa T06i He HAGPU-
J1a€ — I1e XOpoIla KapTuHa.

— B apTt-nmpocTopi B:ke 6araTo poKiB 06GroBOPHETHCA
izess cTBOpeHHs My3€l0 MPUBATHUX KOJIEKLiM, IKUN
CTaHe BUCTAaBKOBMM MalaHUMKOM, MicLieM peaJti3anii
KypaTOpPChbKMX NMPOEKTiB i BOAHOUAC BUKOHYBAaTUMe
PoOJIb Jerno3uTapiro.

— Ha mint mornan, y1g Takoro My3selo B YKpaiHi HeJlo-
CTAaTHBO KOJIEKI[iOHepiB. SIK i HeJIOCTaTHbBO JII0JIeN, KOTPi



it is, of course, a progressive step. Someone leaves his
or her collection as a gift to the state museum, someone
passes it on for long-term use. However, there is another
form — the creation of your own institution in the form
of a foundation or private museum which, on the one
hand, allows you to preserve the integrity of the collection,
and on the other hand, makes it accessible to researchers
and the public.

— It is said that at some stage the collection begins
to live its own life...

— Inasense, it is true. But, I want my collection to live
with me. I do not like to keep things in the “storehouses,”
I try to keep them in sight —in the house, at exhibitions.

Although, owners of valuable works now quite often prefer
not to show them, but to leave them in freeports. True, it is
mainly about those collections that are formed for the sake
of a profitable investment. That is, a person buys paintings
or sculptures, sends them somewhere to Geneva for storage,
and ten years later resells them for twice as much. I have
another goal: to buy a thing that I can constantly admire.
How will I send it to a freeport, when I dreamed about it for
years, even in my sleep?

— But there are “comfortable” works that fit into
the personal space, and there are those that are more
suitable for the public space. Do you make such a dis-
tinction for yourself?

BAZVIM MEJUIEP. @pazmenm dexopayii do sucmasu «Mikado» y meampi «bepesinv». 1927. Ilamip, MintaHa TexHika. KOJMEKIISA OJIEKCAHZPA BPES
VADYM MELLER. A fragment of the scenery for the play «Mikado» in Berezil theater. 1927. Mixed media on paper. OLEXANDR BREY COLLECTION
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OJIEKCAHZPA EKCTEP. Onepema. IIpoexm. Apxyw i3 anv6omy «Onexcanopa Excmep. TeampanvHi dekopauii». Ilapyk. 1930.

[lloBKOPYK. HAIIIOHAJIBHUM XV/IOXKHIN MY3EN YKPATHU

OLEKSANDRA EXTER. Operetta. Project. Sheet from the album «Oleksandra Ekster. Theatrical scenery». Paris. 1930.

Silkscreen printing. NATIONAL ART MUSEUM OF UKRAINE

iKaBIAThCSI MUCTeTBOM. Ilic/is mpoBeieHUX MHOIO BU-
CTaBOK YKPAlHChKOTO aBaHTapAy s 3 IOJIMBOM I1epecBilUmB-
cs1, o 6araTo XTO HeJOOIiHIOE 3HAaUeHHS 11hOTO Tepiony
B iCTOpil MUCTeIITBa, a iHKOJIM ¥ 30BCiM He 3HA€ ITPO HbHOTO.
TakuM UMHOM, OFHA 3 FOJIOBHMX ITPO6JIEM — HEPO3YMiHHS i
HENPUMHSATTS HAIIMM IJISiaueM IIbOr0 BKpal BayKJIMBOTO
IUIacTa BiTUM3HSIHOI KyJIbTYPHOI CIAAIIVIHNA.

— OpaHak y)Ke uMMasio 3po06JieHo JiJisl TOro, o6 cu-
Tyalis 3MiHMIacs, 30KpeMa cCaMMMM KOJIEKL[iOHepaMu.

— 3rogeH, asie 1ie TiJIbKY IepIili KPoKu. 5 paguii, 110 Ko-
JIEKIIiOHYBaHHS HaGYyBa€ ChOTOHI Oi/IBIN BiJKPUTOTO XapakK-
Tepy, MPUUOMY MM ITparHeMo He TiIbKM 36Mpatu i 36epira-
TU MUCTEITBO, a 1 GOpPMYyBaTU MUCTEIIbKe CepeoBUIIIE.
§l 3Ha10 KOJIeKIlioHepiB, SKi CTa/iM aKTUBHUMU HOIYJISIPHU-
3aTopaMy MUCTEITBA — BiJj BUAAHHS KHUT i ITiATPUMKA
BUCTABKOBMX IIPOEKTIB IO CTBOPEHHS BJIaCHMUX (DOHIB i
My3eiB. 3BiCHO, He BCi XOUyTh IPUBEPTATU 0 cebe yBary,
aJIXKe B CYCITITBCTBI, K i KOJIUCh, 306epiraeThcs yrepemKeHe
CTaBJIEHHS [I0 JIIOJIEN, IO T03BOJIIOTH COOi BUTpAUaTy Be-
JIMKi TPOIITi Ha MUCTEI[TBO. A TIpOTe, UncIo 36MpauiB pocTe,
TOMY 1110 KOJIEKI[IOHYBaHHS — I1e i CIIoci6 XUTTs, i TeBHUIM
dopMaT MUCIEHHS.

1 Texx HaMaraocs AoIoMaraT KyJIbTYPHOMY OCBiUeH-
HIO MOJIOJIOT'O TOKOJIiHHS, MiATPUMYBaTU IPOEKTU aKTy-
QJIBHOTO MUCTEINTBa, 30kpema B [ICM M17, cTBopeHOMY
3a migTpuMku CIiIKM XyAOXXKHUKIB YKpaiHu. MiX iHIINMM,
came M17, uwieHoM Pajay nmomeunTestiB IKOTro s €, 3MiHUB
MOE CTaBJIeHHs 10 contemporary... Pazom i3 ofHOAyMIISIMU
3 Pagu s1 6epy yuacTs y peastisariil BUCTAaBKOBMX i IIPOCBIT-
HMIIBKMX TPOeKTiB. KpiM TOro, My migTpuMyeMo iHilliaTusu,
CIIPSIMOBAHi Ha iHTerpaio yKpalHCbKOro MUCTELITBA B €B-
POIENChKUI KYJIbTYPHUM MIPOCTipP, CIPUSIEMO 3aJTyUEHHIO
MIPOBiTHMX 3aPYOIKHUX €KCIIePTiB, KypaTopiB i XyI0’KHUKIB.

IIpu M17 ctBopenuit Kny6 npy3iB — 3akpute ToBapu-
CTBO KOJIEKIIiOHepiB i MelleHaTiB, «3aHYPEHUX» V KUTTS
[lenTpy. BoHu gomnomararmTh MOT0 AisUIBHOCTI ¥ BOAHOUAC
OTPUMYIOTh IEPEBAru Jijid BTiJIEHHS BIACHUX TBOPUMX iJIeN.

Sl roToBUI ToTOMaraTH KOJIEKI[iOHEpaM-TTIOUaTKiBISIM
i, meBHA piu, MiATPUMYIO CTOCYHKM 3 KOJIEKLIiOHEpaMU «3i
CTa)keM»: BiIBify10 3axoau y «binin BitanbHi» Creuin be-
HbsAMiHOBOI, K1y6i Onekcanapa bpes, yacTo MpUbKIKaA0
o Kny6y kosmekijionepiB. S a6CcOMIOTHO MepeKOHAHUM
y TOMY, 10 unM Ginblie 6yge B YKpaiHi Takux apT-Kiy6iB,
TUM Kpaiie! I Bce-Taku HaM NOTPi6HO 06’eAHYBATUCA i Y-
MaTM PO iHCTUTYLIiOHAJTi3allilo CBOIX iHilliaTuB, y TOMY
UMCJTi IS 3alliKaBJIEHHS 3apYOiKHMX MTapTHepiB. Toi-Taku



OJIEKCIV ®OH SIBIEHCBKUW. Bapiayis. 1918-1919.
ITamip Ha KapToHi, 0JTist. ADAMOVSKIY FOUNDATION

ALEXE]J VON JAWLENSKY. Variation. 1918-1919.
Paper on cardboard, oil. ADAMOVSKIY FOUNDATION

MAPIA CUHAIKOBA. BecHa. [lonomHo, onist
MARIA SYNIAKOVA. Spring. Oil on canvas

Bacwib KAHAMHCBKUM. Conye. 1941. Tlamip, KApTOH;

aKBapeJib, TYII, IIePO, OTiBellb. ADAMOVSKIY FOUNDATION

VASYL KANDYNSKY. Le soleil. 1941. Paper, cardboard,
watercolor, ink, quill, pencil. ADAMOVSKIY FOUNDATION

MAPIA CMHAKOBA. Bitina. 1915. [Tamip, akBapesb.
HKMMK «MMCTELIbKUVI APCEHAJTI»

MARIA SYNIAKOVA. War. 1915. Paper, watercolor.
MYSTETSKYI ARSENAL NATIONAL CULTURAL-ARTS
AND MUSEUM COMPLEX
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OJIEKCAHP POOUEHKO. Komno3uyis. 1919. IlooTHO, ostist. HAIIIOHAZTBHUM XV/IOXKHIN MY3EV YKPATHU
ALEXANDER RODCHENKO. Composition. 1919. Oil on canvas. NATIONAL ART MUSEUM OF UKRAINE




— No. For example, I have a picture
by Konstantin Makovsky, Killing False
Dmitry. Many people are surprised.
They ask: why keep such a story in
the house, it’s emotionally difficult.
But it’s not hard for me. On the con-
trary, for me, a good picture is one that
can cause emotions. Even if it depicts
murder, it still remains a work of art.
There is another criterion: if you see
a picture every day, pass by it, and it
does not bother you — this is a good
picture.

— The idea of creating a private
collection museum, which will be-
come an exhibition platform, a place
for the realization of curatorial
projects, and at the same time will
function as a depository, has been
discussed in the art space for many
years.

— In my opinion, there are not
enough collectors for such a museum
in Ukraine. There are not enough peo-
ple who are interested in art. After the
exhibitions held by me, the Ukrainian
avant-garde, I was surprised to see that
many underestimate the significance
of this period in the history of art, and
sometimes even do not know about
it. Thus, one of the main problems is
the lack of understanding and rejec-
tion of by the public of this extremely
important part of our national cultural
heritage.

— However, a lot has already
been done to make the situation
change, in particular by the collec-
tors themselves.

— Tagree, but these are just the first
steps. I am glad that collecting becomes
more open today, and we strive not only
to collect and preserve art but also to
create an artistic environment. I know
collectors who have become active pop-
ularizers of art, from books publishing
and support of exhibition projects to
the creation of their own funds and mu-
seums. Of course, not everyone wants
to attract attention because in society,
as before, there is a biased attitude to-
wards people who allow themselves to
spend a lot of money on art. However,
the number of collectors is growing be-
cause collecting is a way of life, and a
certain form of thought.

I am also trying to help young
people’s cultural education, to sup-
port projects of contemporary art,
in particular at M17, created with
the support of the Union of Artists
of Ukraine. Incidentally, M17 itself,
which I am a member of the Board of
Trustees of, has changed my attitude
towards the contemporary. Together
with my counterparts from the Coun-
cil, I participate in the implementa-
tion of exhibition and educational
projects. In addition, we support ini-
tiatives aimed at integrating Ukrai-
nian art into European cultural space,
promoting the attraction of leading
foreign experts, curators, and artists.

At M17, a Club of Friends was
founded; a closed society of collec-
tors and patrons “immersed” in the
life of the Center. They help to keep it
active and, at the same time, benefit
from the implementation of their own
creative ideas.

I am ready to help beginner col-
lectors and, of course, I maintain
relationships with experienced col-
lectors: I attend events at the White
Living Room of Stella Benjamin, Al-
exander Brey Club, I often come to
the Collectors Club. I am absolutely
convinced that the more there are
such art clubs in Ukraine, the bet-
ter! Nevertheless, we need to unite

BAZiM MEJUIEP. Ecki3 kocmioma 2etiwiu 00 sucmasu «Mikado» y meampi «bepe3sinv». 1927.
IMamip, mimaxna TexHika. KOJEKIIA OJIEKCAHZIPA BPESA

VADYM MELLER. Sketch of Geisha costume for the play «Mikado» in Berezil theater. 1927.
Mixed media on paper. OLEXANDR BREY COLLECTION
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IInakamu do sucmas Mucmeyvbkozo 06’€c0HaHHs «bepesinv». My3eli meampanvbHo20, My3UuuHO20 ma KiHomucmeymea YkpaiHu

Posters for the performances of the Artistic Association Berezil. Ukrainian State Museum of Theater, Music and Cinema

IocBim M17 moKa3ye, HaCKUTbKM MTOAi6HMI (hopMaT CITiBpO-
GiTHMIITBA € e(DEKTUBHUM.

V Hami fHi 6araTo 3aMOXXHUX JIOJIEN YCBigOMITIOE,
10 6YTH CIIOHCOPOM KYJIBTYPHOI YCTAHOBU — Iie CTATyC-
HO i IPECTMIKHO, aJKe 1ie € CBOTO POAY BXiZHUM KBUTKOM
VY BUIIIMM CBiT. 3a KOPIOHOM, JIO pPeui, s He 3yCTPiB KOJHOT
JIIOJIMHY, sTKa 6, MAaOuM KalliTasl BiJi 100 MiJIbIOHIB J0J1apiB,
He BUSBJISIIa 6 iHTepecy 10 MUCTeIITBa 1 He BKJ1afjaia 6
Y HBOTO T'POIIIi V Till UM TiNt hopMi.

— Bu € 3aCHOBHUKOM (POHAY «YKPAIHCBKUI aBaH-
rapg», naTpoHoM LleHTpy cyuacHOro mucrenTea M1z
i Sculpture Project, a Tako:;k Adamovskiy Foundation.
Po3kaxiTh npo cnenm@iky KOKHO1 3 IIUX iHCTUTYLi.

— «YKpalHCBKMI aBaHTapA» 6YB CTBOPEHM CHeI[iaJTbHO
Iia Konekiii SikoBa Ilepemena. Adamovskiy Foundation
BOJIOJIi€ MOIM 3i6paHHSIM POCiIICHKOT'0O MUCTEI[TBA KiHIIS
XIX — nmouatky XX CTOJITTS i OiATPUMYE IPOEKTU, KOTPi
MeHi 6113bKi. IlJo cTocyeTbest M17, TO CJTiff 0Jipa3y cKa3aTH,
110 I He BTPYUAIOCS B MIOT0 TisSUTbHICTH i 6epy yuacThb y IpUit-
HSTTI pillleHb HapiBHI 3 WIeHaMM eKcIiepTHOI paau. Cepe
OCTaHHiX NpoeKTiB LleHTpy — «ABaHrapj;: y IouyKax 4eT-
BepPTOro BUMipy», opyM «HoBa reHepallist», CKyJIbIITYPHUI
poekT «PedopMyroun mpocTip» i CKyIbITypHU HOPYM,
BHUCTaBKa a6CTPAKTHOTO MUCTELITBA.

Konm pik Tomy gupekrop LICM Hatasig IlInuTkoBCcbKa
3allpONOHYBaJIa HOBY CTPATeTio 10r0 PO3BUTKY, S MiATPU-
MaB IUIaH PO3IIMPEHHS CHiBIpalli 3 BITUM3HIAHUMMU 1 3a-
PYODLKHMMM MY3esIMM Ta ifjero 3alpoIleHHs 10 YKpaiHu

MPOBiTHMX YUeHMX, 3HaBI[iB MUCTelITBAa XX CTOMITTS. [ och
He TaK JAaBHO y KueBi Bnepie 3i6pammcst HalaBTOPUTETHI-
i ¢paxiBii B ras1y3i aBaHrapy. BoHM ISKyBaiM HaM 3a II10
3yCTpiu, @ MM OTPUMAJTH KOJIOCATBHUM 06CST IiHHOT iHop-
Mmaiiii. [IeBeH, 1110 Taki oAl MalOTh MMPOXOJIUTU PETYISIPHO,
i TYT cripaBAi 6araTo Mo 3aJIeXKUTh Bij KOJIEKIiOHepiB i
MelleHaTiB.

— @opyM MaB UMMaIUi MeifiHUI pe30HaHC, 110 30-
BCiM He XapaKTepHO [Jis1 YKPAiHCbKOIr'0 KYJIbTYPHOTO
MpocTopy. AJKe, sIK IIPaBUJIO, MO, OB’ A3aHi 3 MHUC-
TEI[TBOM, He IOTPAIUISIIOTH JI0 3aro/I0BKiB HaMBKJIMBI-
LIMX HOBUH AHA. A oT MasieBUU i yKpaiHCbKUI aBaHTapy,
npo6wiu 1o iHdopManiitHy 6/I0Kaay.

— 1 Xouy IPOKOMEHTYBATH 1ie He TiIJIbKY SK CIIOHCOP,
aJle i IK yUacHUK 6araThox 3axofiB dopymy. Mu cripaBpi
3poOMIIM JIy)Ke OTPiOHUM i AyKe KPaCUBUI IIPOEKT, STKUIA,
KpiM BMUCTaBKM, BKJIIOUAB psJ MpodeciiHuX OUCKYCin
PO aBaHTap/, y3arajii Ta aBaHrap]; B YKpaiHCbKOMY ITpoO-
cTopi 30kpeMa. Ha snekiiii, mpounTtaHi y pamkax dopymy, i
Ha Hallli KPYTJIi CTO/IY IPUXOAWIO UMMAJIO MOJIOAVX JTIOJIEA.
Bonu cnyxanu, [yMasiu, JUBWINCS, i g 3 paficTIo CIIOCTepi-
raB, sik popyM 3MiHIOE€ TX. I]i JTIoAY MouMHaIM 30BCiM iHIIM-
MM OUMMa OVBUTHUCS Ha peui, sIKi Ije BUOpa He CIIpUIMaiu
SIK MUCTenTBO. Lle i 6yB TOV roJIOBHUIL pe3y/IbTaT, IKOTO MU
nparaynu!

CoinkyBanacs
IF'AHHA IIIEPMAH



and think about the institutionalization of our initiatives,
including interests of foreign partners. The experience of
M17 shows how effective a strategy of cooperation is.

Today, many wealthy people realize that being a spon-
sor of a cultural institution translates into status and pres-
tige because it is a kind of entrance ticket to the higher
world. By the way, I have not met any person abroad who,
having a capital of 100 million dollars, does not show in-
terest in art and does not invest money in it in one form or
another.

— You are the founder of the Ukrainian Avant-garde
Foundation, a patron of the Center of Contemporary Art
Mazi7, and a Sculpture Project, as well as the creator of
Adamovskyi Foundation. Tell us about the specifics of
each of these institutions.

— “Ukrainian Avant-garde” was created specifically for
the collection of Jacob Peremena. Adamovskyi Foundation
owns my collection of Russian art from the late 19th and
early 2oth centuries and supports projects that are close
to me. As for M17, I should immediately say that I do not
interfere in its activities nor participate in decision-making
on an equal footing with the members of the expert council.
Among the latest projects of the Center are Avant-garde: In
search of the Fourth Dimension, the forum “New Genera-
tion”, the sculptural project “Reforming the space,” and a
sculptural forum, an exhibition of abstract art.

A year ago the director of the Moscow State Medical
University, Natalia Shpytkovska, proposed a new strategy

for its development, and I supported the plan for expand-
ing cooperation with domestic and foreign museums, along
with the idea of inviting leading, researchers, and experts
in twentieth century art to Ukraine. Recently, the most
prestigious specialists in the field of avant-garde gathered
for the first time in Kyiv. They thanked us for this meeting,
and we received a huge amount of valuable information. It
is clear that such events should be held regularly, and there
really is a lot to do with collectors and patrons.

— The Forum had great resonance in the media,
which is not usual for the Ukrainian cultural space. Af-
ter all, in general, events related to art do not fall into
the headlines of the most important news of the day.
But Malevich and the Ukrainian avant-garde broke this
informational blockage.

— Iwant to comment on this not only as a sponsor but
also as a participant of many forum events. We really held a
very necessary and very beautiful project which, in addition
to the exhibition, included a number of professional discus-
sions about the avant-garde in general and the avant-garde
in the Ukrainian sphere in particular. A lot of young people
came to the lectures, read within the forum, and attended
our round tables. They listened, thought, watched, as the
forum changed them. These people began to look at things
whicht they did not perceive as art before. That was the
result we wanted!

Interview by ANNA SHERMAN

ABAHCARL

YN|EUYHAN HEMBEPMOro BUMIPY
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«VY HAC € BCE, III0Bb 3POBUTU M17 OOJHUM
3 HAMBIUIMBOBIIINX MUCTEIIBKUX
MAVNJOAHUMKIB YKPATHU»

I[Ipo Te, IK YKpPAaTHChKMUI aBaHTap/, 3MiHUB 00/ IMUUs
i cTpareriwo lleHTpy cyyacHOro mucrenrsa M1y,
po3noBigae moro aupektop Hatastisg IInuTKoBCHKA.
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“WE HAVE EVERYTHING TO MAKE M17
ONE OF THE MOST INFLUENTIAL
ART PLATFORMS IN UKRAINE”

On how Ukrainian avant-garde art changed the image
and strategy of the M17 Contemporary Art Center,
as told by its director Nataliya Shpytkovska.

21



— ®opym «Hora reHepaiisi» — 0co6;1MBa Jjis1 Bac
MoJisi, afyKe BiH CTaB NMepIiuuM MacliTaGHUM 3aX0I0M
Mi17 3a BallIOr0 JUPEKTOPCTBA.

— Hacnopagpi mie B rpygHi 2018 poKy BigKkpuiacs Bu-
CTaBKa «ABaHrapz. Y mouykax 4eTBepTOro BUMipy», siKa
i cTasa 111 MeHe IepIIo0 3HAUHOIO MOJIE€I0 Ha Tocajli Iu-
pekTopa. He3Bakaiouu Ha Te, 110 TeMa aBaHTapAy BCiM
3[AETHCS BiJOMOIO Ta JOCTYITHOIO, TI/IbKU-HO ITOUMHAEII 3
Helo MpalfloBaTH, OApa3y PO3yMi€lll, SKOT0 KOJI0CaIbHOTO
06csry 3HaHb BOHA MoTpebye. CaMe ToMy 1o peastisairii
MIPOEKTY GYJ10 3UTyUEeHO TaKMUX JOCBiTUEHUX KYPaTOPiB, SIK
Oxcana bapmmuoBa 11 OsieHa bopuMceKa.

®opyMm cTaB )i MeHe KyJIbMiHalli€el0 Ta OCHOBHOIO
MeTOI0 BUCTaBKU. BaxxiuBo 6yso 3ampocutu no Knuesa

Mi’KHapOJHUX €KCIEePTiB, sIKi aKTMBHO 3a/iMalOThCS IIiE€I0
IPO6JIEMATUKOIO, 06 BOHYM PO3IOBI/IM PO Pe3yIbTATH
CBOIX JIOCJTi/)KeHb, MOIiITMINCS HOBUMU BPa)XKeHHSIMU Ta
BiIKPUTTSIMM i, 3penIToi0, MOCHIJIKYBAJIMCSI MiX CO60I0.
Mwu maemo 3ycTpiuaTucs, mob 6oxan Ha piBHI mpodeciii-
HOT KOMYHIiKallil «3IIMBaTU» TOKYIIM KapTy YKPaiHCbKOT'O
aBaHTapay.

— Uwm MasIM BM IOCBiJ opraHi3arniii mogioHux 3axofis,
ajpKe Takui popym, Sk «HoBa reHepariisi», BUMaras
i mo6pe BigmpanboBaHOi KOMYHiKallii, i BeJIMKoi 6a3u
KOHTAKTiB.

— Tak, g Maja ocBig npoBesieHHs BucTaBok B OOH,
cniBmpanioBana 3 MiHicTepcTBOM 3aKOPJOHHUX CIpaB,




— The New Generation Forum
must be special for you, as it is the
first large-scale event organized by
Ma17 under your directorship.

— Actually, the exhibition “Avant-
Garde. In Search of the Fourth Dimen-
sion” was opened back in December
2018, and it became the first significant
event for me as the director. Despite the
fact that the topic of the avant-garde
may seem well-known and accessible
for many, as soon as you start working
on it, you understand that it requires
a colossal amount of knowledge. That

is why we have invited such experi-
enced curators as Oksana Barshynova
and Olena Borymska to this project.

For me, the Forum became the
pinnacle and the main goal of the
exhibition. It was crucial to invite in-
ternational experts who are actively
engaged in this topic to Kyiv, so that
they would discuss the results of their
research, share new impressions and
discoveries, and, finally, to talk to
each other. We have to meet in or-
der to to stitch together the map of
the Ukrainian avant-garde, at least
on the level of professional com-
munication.

— Have you had experience
of organizing similar events, as
a forum like the New Generation
would require both fine-tuned
communication and a wide net-
work of contacts?

— Yes, I had the experience of or-
ganizing exhibitions at the UN. I had
cooperated with the Ministry of For-
eign Affairs, the Modern Art Research
Institute, and the National Academy
of Arts of Ukraine. The latter, by the
way, hosted the Superhero exhibition
with the participation of Mel Ramos,
the last member of the generation of
the most famous American masters of
Pop art. We were the first to showcase
his works in Ukraine. Unfortunate-
ly, the artist passed away this year.
Among our remarkable projects I took
part in as a curator or co-curator was
“Israeli Contemporary Art,” where you
could see extraordinary works that
have been shown at prestigious inter-
national exhibitions.

I worked at M17 for three years
before switching to the Modern Art
Research Institute. During that time,
we organized many interesting proj-
ects with the Center’s team. This
includes one on the Italian Transa-
vantgarde, which was curated by the
legendary Achille Bonito Oliva, “The
Beatles.”. The exhibition included a
visit by Astrid Kirchherr, the author of
the showcased photos, as well as an
exhibition of Kenzo Takada’s artwork.

While I was working with it, I
understood how important my first
degree in business was for me. That is
because all these projects didn’t only

require knowledge of the art material,
but also fundraising, and responsibil-
ity to partners for my commitments.
Also, a prerequisite for the success
of any undertaking is mutual under-
standing and close cooperation with
the curators, artists, and contractors.
I also had to constantly make sure
that everything was made on time
and synchronously.

The exhibition “Avant-Garde. In
Search of the Fourth Dimension” car-
ries special significance for me, as
it is the first event orchestrated dur-
ing my directorship. At the same
time, the Center underwent a global
revamp, including the renovation of
the premises, and the implementa-
tion of a new strategy. It wasn’t a co-
incidence that we started with such
an explosive movement as the avant-
garde. Everything we did seemed to
be an incredible adventure. On the
very eve of the Center’s opening we
were finishing painting the walls and
installing door handles, but we made
it all work out well!

— Tell me more about the
changes inside M17.

— Firstly, the organizational
model of the Center was changed.
We now have a Supervisory Board
that includes representatives of busi-
ness and cultural institutions, as
well as an Expert Council. Prior to
the planning of an exhibition or an-
other large-scale project, we summon
experts who have direct relevance to
the topic and who are ready to work
through all steps of the project im-
plementation. The Expert Council for
the project “Avant-Garde. In Search
of the Fourth Dimension” includes
our curators Oksana Barshynova and
Olena Borymska, as well as Yuliya
Lytvynets, Dmytro Horbachov, Edu-
ary Dymshyts, James Butterwick,
Kostyantyn Akinsha, Leonid Finberg,
Oleksiy Beliusenko. Afterwards, the
project was presented to the Super-
visory Board, whose helped us in the
implementation of our plans. M17’s
committed partner is the National
Union of Artists of Ukraine. We value
our good relationship with this orga-
nization. We cooperate and consult
with them.
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[HCTUTYTOM ITPO6IIEM CYUaCHOTO MUCTEITBa Ta HalioHasTb-
HOIO aKaJIeMi€l0 MUCTelITB YKpaiHu, Jie, 10 pedi, mpoxoamsia
BHUCTaBKa «Cyneprepoi» 3a yuactio Mena Pamoca — octaH-
HBOT'O 3 IIOKOJIiHHSI HalBiJOMIIIMX aMepUKaHChbKUX Mali-
cTpiB nomn-apty. CaMe MM BIlepiile ITOKa3aIv 10T0 PO6OTHU
B VYKkpaiHi. Ha »kasnp, 11bOr0 pOKy XyJ0XXHUK 1oMep... Ce-
pel iHIIMX HellepeCiuHMX MPOEKTIB, V IKMX 1 BUCTyTIaIa
KypaTopoM abo CIiBKypaTopoM, — «I3paibCchbKke cyyacHe
MUCTENITBOY», [ie MOXKHA 6yJI0 T06aunTH HaA3BUUaHI po-
60TH, 1[0 IEMOHCTPYBAIMCS Ha MTPECTVDKHUX MDKHAPOOHUX
BUCTaBKax.

V M17 4 nipa1fioBasia TpM POKM Itepef, TUM, SIK [Tepeniia
Io IHCTUTYTY Tpo61eM CyJacHOTO MUCTEIITBA. 3a TOM uac
pa3oM 3 Mepion KoMaHaow lleHTpy Mu migrorysanm 6a-
raTo IlikaBuX IPoOeKTiB. lle, 30kpeMa, «ITa/TiiCbKUI1 TpaH-
caBaHTap/», KypaTOpPOM SIKOTO OYB JiereHIapHU AKinie
BoniTo OniBa, «The Beatles» — 3 ipui3gom aBTOpa EKCIIO-
HoBaHMX oTtorpadiit Actpig KipxHep, BUCTaBKa JKMBOITUCY
Kenzo Takaau. Y mporieci po60TH HaJ, HUMU s 3p03yMia,
HaCKiTbKM BYKJIMBOIO BUSIBMWIACS [IJ11 MeHe IepIilia — eKOHO-
MiuHa — ocBiTa. Aj)Ke BCi 1Ti ITPOEKTHU BUMaraau He TiJIbKU
3HAHHS MUCTeIIbKOI'0 MaTepiaiy, aje 7 MomykiB diHaH-
CyBaHHS, BiINIOBiJAJIBHOCTI NepeJ MapTHepaMu 3a B3sl-
Ti Ha ceb6e 30608’ s13aHHsA. KpiM TOro, yMOBOIO yCHilTHOTO
BTiJIeHHS 6y[Ib-IKOT'0 3alyMy € B3a€EMOPO3YMiHHS, TicHa

criBITpalls 3 KypaTOpaMu, XyIOXKHUKAMH, MiPIAHUKAMMA. .

[ToTpi6HO 6YJI0 TAKOXK ITOCTINTHO CTEXXKUTH, 1100 yCe BinbyBa-
JIOCS BUACHO ¥ CMHXPOHHO.

IIpezenmayis ¢pinomy «Manesuu»
Presentation of the film Malevich

BucTaBka «ABaHrapf. Y mourykax ueTBepToro BUMipy»
0COOIMBA I MeHE He TiJIbKM TOMY, IO Ile TIepIIni 3a-
xim 3a Moro gupekTopcTBa. [lapasenbHO 3 Helo Bibynocs
r7106aIbHe OHOBJIEHHS caMoro LleHTpy, 10 BK/IIOUAIO i pe-
MOHT IIPMMIillleHHS], i BIPOBapKEHHS HOBOI CTpaTerii — Mu
He BUITaJIKOBO IIOUA/IM 3 TAKOT'O BMOYXOBOT'O HAIIPSMY, SIK
aBaHrapz. Ta 1 yce, 1110 po6usiocs, iHoAi 37aBaocs HeMMO-
BipHOIO mpurogomw. llle BHOUi nepex BigkputTam LleHTpy
My ohap6OBYBaIM CTiHM ¥ IPUKPYUYBaIM PYUKH, ajle
HaM yce BIanocs!

— Po3kaxiTh geTasbHillle PO 3MiHM «BCEPegUHi»
Maziy.

— Tlo-nepie, 3MiHWIACh OpraHi3aiiiiHa mopesnsb LleH-
Tpy. BinTenep € HarnsagoBa paga, 10 SIKOi BXOASTH Hpej-
CTaBHUKM 6i3Hecy 1 KyJIbTYPHMUX iHCTUTYLIiN, Ta EkcriepT-
Ha paja. [lepen TuMM, K IUTaHYBAaTU BUCTABKY UM iHIIUNI
MacIITaGHUM 3axXill, MY CKJINKAEMO €KCIIEePTiB, 1[0 MAIOTh
6e3rocepeIHE BigHOIIEHHS A0 TeMM i TOTOBI IIpallfoBaTH
Ha BCixX eTanax BTiJIEHHS MPOEKTY. 30KpeMa, 10 EkcriepTHOT
pajgy MPoeKTy «ABaHTap[. Y MOLIyKax UeTBePTOTO BUMipy»
BBiMuIM Hami kypatopu OkcaHa bapmnuoBa Ta OneHa
BopumMchKa, a Takox I0stisg JIntBuHens, JImutpo F'opbauos,
Enyapg Ouminiie, hxenMc batTepBik, KocTaHTUH AKiH-
ma, Jleonig ®@inbepr, Onekcin bemocenko. Ilicns 1poro
MPOEKT 6yJ10 mpeacTaBieHo HarsamoBin pajii, wieHn sKoi
JOTIOMAaraloThb Y IPaKTUUHIM peasisalil HAallMX IUIaHiB.
[TocTittHuM mapTHepoM M17 € Takok HallioHasibHa crmisika



Mucmeymeo3sHaseyyb, docnioHUK asaHaapoy
JImumpo T'opbauos i 3acmynHuk dupexmopa
3 HayKkoeoi pobomu My3elo meampaibHo20,
My3UuMHO20 ma KiHomucmeymea YkpaiHu
Ipuna Menewxkina

Art critic, researcher of the avant-garde

Dmytro Horbachov, and the deputy research
director of the Ukrainian State Museum

of Theater, Music and Cinema Iryna Meleshkina

Hamanis IlInumkoscvKka 3
Natalya Shpytkovska with

25









28

Hamanis IlInumkoecvka 3 eHyuamoto niemiHHuyero Kazumupa Manesuua IgorHoro Manesuu

Nataliya Shpytkovska with Ivona Malevich, the great-niece of Kazimir Malevich

XYIOXXHUKIB YKpaiHu. My LIiHYEMO XO-
POl CTOCYHKM 3 LIi€I0 OpraHi3alli€lo,
CHiBITPAIIOEMO 3 HEI0, 3BEPTAEMOCH
3a KOHCYJIbTAIlisIMMA.

— SIKow 6auMUTH CBOIO PO6O-
Ty OHOBJIeHUM LleHTp cyuacHOro
MuUcTernTBa?

— M17 — yHiKaJIbHMV TIPOCTIp, Ae
MO>XHa 3[i/iCHIOBATU OyAb-sKi Mpo-
€KTH, OJJHAK YCi IIi pOKM MOTeHLias
[leHTpPY He BUKOPMCTOBYBABCS HA I10-
BHY cwIy. Y Hac € Bce, 106 3po6u-
TH M10T0 OOHUM 3 HaMBIUIMBOBIIIMX
MUCTEeIbKMUX MalaHunkiB KueBa i
Vkpaium. e i € MeTa, sIKy MU OKpec-
Juiu 11 ce6e: CTBOPIOBATY 3HAKOBI
MIPOEKTH, 3AaTHi (hOpMyBaTHU HOBUM
06pa3 HaIIoi Iep)KaBu.

[IpiopuTeTHUM HAOPSIMKOM PO-
60Ty LleHTPY € CiBPOGITHUILITBO 3
CyuyaCHUMMM XyIOXXHUKaMmu. Hanpu-
KJIaJl, Ha BUCTaBIi «ABaHraps. V mo-
IIyKaX UeTBePTOr0 BUMipy» HOPSI,
3 TBOpaMu nouaTky XX CTOJITTS
6yJIM IpeJicTaBlIeHi JIBi cyuacHi po-
60TH: CKybITypa CTreraHa Ps6ueH-
Ka Ta mypan Pomana Unsenka. Ilo-
Tpi6HO 60Aal Ha Bi3yaJIbHOMY piBHI

¢ikcyBaTM PO3BUTOK MUCTEIBKOT
TpajauLii, 3’€JHYBATU CyUacHe YKpa-
THChKe MMCTEIITBO 3i cHagIIMHOI
MUTILiB-TIOIIepeJHUKIB.

HamM 31a€eThes, 1110 ChOTOIHI Hall-
6inbIl «BHAAIO» 06pa3 YKkpaiHu Impe-
3eHTYE caMe aBaHTap/IHe MUCTEITBO.
Bacnnp Kanguuceknii, Kasumup Ma-
neBud, OneKcaHap APXUITEHKO BigoMi
BCbOMY CBiTOBi, i B TOM >Xe yac ixHi
iMeHa 6e3mocepeHbO OB’ sI3aHi 3 Ha-
1II0K0 KpaiHow. HaMm gyke BaXXIMBO 1ie
3ajiexapyBaTy. MomogoMy IOKOJIiH-
HIO CJ1if, pO3MOBiZaTy PO Taki peui
MaJIo He MIOAHS, ajpKe I1e TOTYXKHUI
MapKep HallioHaJIbHOI CaMOiJleHTH-
dikanii. ¥ nbomy i € ocHOBHa poJib
KYJIbTYPHOTO 3aKjaJy — TOBOPUTU
JTIIOASIM ITPO 3HAUEHHSI MUCTEIITBA X-
HbOI 6aTHKIiBIVMHN, BU3HAYATU JIOTO
Miclle Ha KyJIbTYPHill Mari CBiTy.

— To6TO0 My3ei ab0 LEHTP Cy-
YaCHOr0 MMCTEILTBA — Ile TaKa
co6i coniabHO-KOMYHiKaLinHa
nnatdopma, M0 3rypTOBYE JIIO-
Jei, 06’eqHAHUX CIIIJIBHUMMU ecC-
TeTUUHUMMU i TpOMaJAsITHCBKUMU
IiHHOCTAMM?

— 3BicHO, Tak. AJie LIeHTPYU BUKO-
HYIOTb II[e ¥ OCBITHIO (PYHKIIiIO, JTOIIO-
MarawTh JTIOSIM PO3BUBATUCS 7 PO3IIN-
PIOBaTy FOPU30OHTU. 3 IIUM ITOB’SI3aHUMN
e OJVH acCIIeKT eKCIIO3UIIiViHOI 1moJTi-
TUKM M17, IKMI 3a3HaB 3MiHM: BigTe-
rep MU He CTaBMMO KOMEPITiIIHY BUTOY
Ha nepuie micie. Kpim Toro, mu Bupi-
IIWIU JJ1sT cebe, 110 STKiCHi ITPOeKTH Ma-
I0Th IlepefibauaTi TPUBAIY MiATOTOBKY.
B yMoOBax «CIpMHTEpCTBa» HEMOXXJIN-
BO 3pPOOUTM CIIPABi XOPOIIY BUCTABKY,
TOMY MM IUIAHYEMO CBOI 3aXOJM 3a IIiB-
POKY, 3a piK.

— OueBHJHO, TYT iJeTHCA TAKOXK
PO BCTAaHOBJIEHHS MapTHEPCbKUX
cToCyHKiB? Ile He HaATO MOIIMpeHa
U151 VKpaTHCBKMX KY/JIbTYPHUX YCTa-
HOB NIPaKTHKa — IUTaHYBaTH Ha [iBa,
TPU, I''SITh POKiB Hamepes...

— A BTiM, Ie OiJIKOM Hama icTo-
pist, 60 Mu 3allikaBieHi y CTBOpeHHi
«CKJIQJHUX» TMPOEKTiB — TaKUX, IO
BKJIIOUAIOTh V ce6e He TiTbKU BUCTaB-
Ky, @ 1 OCBITHIO IIpOrpaMy, OUCKYCil.
Mu nyxe MUIIAEMOCH TUM, 1[0 HAM
BIQJIOCS 3pOOUTH 3 «ABaHTapAy» CaMe
TaKy KOMIUIEKCHY Mozilo i 3i6paTu pa-
30M TaKMX aBTOPUTETHUX EKCIIePTiB
3 aBaHrapzy, 9k Mupocnasa Myppak,
IOmutpo T'opbauos, Bita Cycak, JKaH-
Knon Mapkane, KoctaHTuH AKiHIIa,
MwupocnaB llIkaugapin, llenr llenen,
Kpicrina Jlonnep.

— To6TO ChOroaHi OYAb-AKUN
NOTY>XHUM MUCTELbKUM NMPOEKT
He MOJXe OOMeKyBaTUCH JuIIe
BMCTaBKOIO?

— Taxk, OCKiJIbKM MPOCTO BUCTAB-
Ka 3apas3 y)Ke HiKOro He 3alliKaBUTh.
II71s1 Hac OUeBMAHO ¥ Te, IO BTiJIeHHS
MoAi6GHUX MTPOEKTIB HepigKo MmoTpedye
3aCTOCYBAHHS CYUYaCHUX TEXHOJIOTi.
[Tpumipom, y Mexkax «HeTBepTOT0 BUMi-
py» TIpeJicTaB/IeHO BeJIMKY BifjeoiHcTa-
nanio, ctBopeny Front Pictures. Bona
NPMBAOIIIOE MIMPOKE KOJIO IJISIIAuiB,
HaBiTh He Ay)Xe GJIM3BKUX JI0 MUCTe-
LITBA — BOHU IIPUXOJISTh i 3 3aJI0BOJIEH-
HSIM ITIPOBOJISITH Uac B M17, moOpMHawOUmn
B iHTepaKTUBHE MUCTEIITBO. [I0CTyIIOBO
y HUX (DOPMYETHCS iHTEpeC 10 MUCTe-
1ITBa B3arajii, 10 CaMOl TeMH i, 3peIIToro,
BiGyBa€ThCs Mepexit Ha iHIMIT piBeHb
3acBO€HHS iHpopMmarlii. Ile — oxHe 3
OCHOBHMX 3aBJIaHb, 1[0 CTOITh Mepe



— How does the updated Contemporary Art Center
see its work?

— Maz17 is a unique space where any kind of project
can be made. However, during all these years, the Cen-
ter’s potential wasn’t used to its full extent. We have ev-
erything to make it one of the most influential art plat-
forms in Kyiv and Ukraine. This is the goal we have
outlined for ourselves: to create new significant proj-
ects, which will be able to form the new image of our
country.

The Center’s priority is cooperation with contemporary
artists. For example, the exhibition “Avant-Garde. In Search
of the Fourth Dimension” will showcase two contemporary
works: a sculpture by Stepan Ryabchenko and a mural by
Roman Chyzenko, alongside works from the beginning of
the twentieth century. We have to record the development
of the art traditions, at least on the visual level, to connect
contemporary Ukrainian art with the legacy left by the
preceding artists.

We think that, today, avant-garde art is the best at rep-
resenting the image of Ukraine. Wassily Kandinsky, Kazimir
Malevich, Alexander Archipenko are famous across the
world. At the same time, their names are directly connected
to our country. It is crucial for us to declare this. The young
generation has to be told about this almost every day, as
this is a powerful marker of national identity. This is the
main role of a cultural institution, to tell people about the
meaning of the art of their fatherland, to define its place on
the cultural map of the world.

— So, a museum or a contemporary art center is a
kind of communication platform which rallies people
united by common aesthetic and civic values?

— Yes, of course. However, centers also perform an
educational function. They help people develop themselves
and widen their horizons. This is what another aspect of
Mi7’s updated expositional policy is connected to: we don’t
put commercial profits in the first place. Moreover, we have
decided for ourselves that quality projects must include a
prolonged preparation stage. It’s impossible to make a re-
ally good exhibition while we are “sprinting”, so we started
planning our events half a year, a year in advance.

— This is obviously also about establishing partner-
ships, isn’t it? This is far from a widespread practice for
Ukrainian cultural institutions, to plan for two, three,
five years in advance...

— This is precisely our story, because we are inter-
ested in creating complex projects, which, aside from an
exhibition, also include an educational program, discus-
sions. We are extremely proud that we managed to make
the Avant-garde such a complex event and to gather such
renowned avant-garde experts as Myroslava Mudrak,
Dmytro Horbachov, Vita Susak, Jean-Claude Marcadé,
Kostyantyn Akinsha, Myroslav Shkandriy, Sjeng Scheijen,
Christina Lodder.

— Do you mean that today, any powerful art project
cannot limit itself with just an exhibition?
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T'icmv popymy «Hosa seHepauis» — mep Kuesa Bimaniti Knuuko

Guest of the New Generation forum, mayor of Kyiv Vitali Klitschko

KoMaHgol M17: monyasipu3yBaTu
CyuyacHe MUCTEITBO, IOEAHYIOUN Iie
3 KYJIbTYPHUM OCBiUEHHSIM SIKOMOTAQ
OIJTBIIIOT KIJIBKOCTI JTIOA .

— MoKHa MpoBeCcTH napasesb:
KYJIbTYPHa MOJIITHUKA € (PyHIaMeH-
TOM Jep;KaBH, a KyJIbTypa poAVUHU
€ (hyHAAMEHTOM PO3BUTKY 0COOUC-
TocTi. ChOrOfHi KyJIbTYypa i Mucre-
IITBO € BXXJIMBUMHU CKJIaJJOBUMMU
iMigKy Oyab-s1iKoi KpaiHM Ha CBi-
TOBiN apeHi. I mpo 11e HeoOXigHO
TOBOPUTMH.

— Tax, 3aBgaHHs Ilepe]; HAMU CTO-
STh IYXKe Cepio3Hi Ta BifnoBiganb-
Hi. Konu g crana gupexktopom M17z,
TO MparHysa nepenyciMm BiZpoguTu
inTepec a0 Hac. Tomy crioziiBarocs, 110
3 BUCTABKOIO «ABaHrapj. Y mourykax
yeTBEPTOro BUMipy» poO3IouaBCs
HOBMM eTan y po6oTi M17, mo3Haue-
HUM 06’€THAHHSM i 3aIlpOIIeHHIM
o criBpoO6iTHHUIITBA ITpodecinHol

cnizibHOTU. MM 11aHyemo i Hapgani
BUKOPUCTOBYBaTU dopMaT MiXKHa-
poaHoro opymy, IpUUOMY MOEThCS
He TiTbKU po «HoBy reHepatiio», a
IIPO HAIl IPOEKT, IPUCBIUEHUN CY-
YacHiM CKy/IbITYpi, — «Pedopmytoun
npoctip». Taka opMa MUCTELIBKOTO
3ax0A4y 30A€ThCSI MeHi HAaMMPOIAYK-
TUBHIIIOK B CYyUaCHMUX YMOBaX. YCIIixX
«HoBoi reHepailii» — nepeKoHjnuBe
i TBep>KeHHS LIbOTO.

S nuBmMIOCS Ha Pe3y/IbTaTU HAIOL
po60oTH i He MOXXY He pajiTH: Mmiaro-
TOBJIEHO BifJeOLIMKII YCiX JIeKI1in Ta
KPYIJINX CTOJIiB, IO BigOyIMCS i
yac hopyMmy, 3SMOHTOBAHO iHTEPB'I0 3
yciMa ekcriepTamu — i Bce 1ie € y Bif-
KPUTOMY JOCTYyII Ha canTi M17. Tox,
IIi MaTepiaiM He 3HUKHYTD 6e3CITiTHO,
a 6yoyTh OCMMCIIIOBATUCH, iHTEpIIpe-
TYBaTUCh, BIVINBATU Ha YKPalHCBbKY
TYMaHITapUCTUKY Ta MUCTEIITBO3HaB-
ctBo. [Ipo aBaHrap/] came Tak i HoTpi6-
HO TOBOPUTHU — 3alIOBHIOIOUM BeCh

IOCTYITHMI iH(opMaIliiHUI TTPOCTIp.
3BakalouM Ha BHECOK YKpaiHu y po3-
BUTOK 1IbOT'O HAIIPSIMY, TAKUX PO3MOB
3abaraTo 6yTH He MOKe.

Pocig, npumipoMm, mopoKy Bia-
LITOBYE HE MEHIIIe ABOX 3aKOPJOHHUX
BUCTABOK, IMPUCBSIUEHUX «POCiICHKO-
My» aBaHrappay. Horo Bapra auiie
perpocnexkTuBa ManeBuua B rajepel
«TenT» 2014 POKY, IIPO SIKY MM He pa3
3ralyBa/Ii Ha KPYIJIUX CTOJIaX Popy-
My. Y Hac, Ha )XaJib, TIOKM HeMae IOoJji-
6HMX IIporpam Ha Jep>KaBHOMY piB-
Hi, 9K HeMae€ i MOC/IiJOBHOTO 3aXUCTY
CBOTO iCTOPMYHOTO IIpaBa Ha CIafoK
aBaHrapay. Mato Hazi1o, 1110 HOBOCTBO-
peHi YKpalHCbKMUI iHCTUTYT Ta YKpa-
THCBKUM KYJIbTYPHUM (DOHA, PaHO UM
IMi3HO BM3HAUATh I cebe aBaHTap/
SIK OLVIH 3 OCHOBHMX KaHaJIiB IIOITYJIs-
pM3allil YKpalHChKOI KYJIbTYPH.

CoinkyBanacs
IF'AHHA IIIEPMAH



— Yes, because a straightforward exhibition will not
spark anyone’s interest. It’s also evident for us that the
implementation of projects like this often requires the usage
of modern technologies. For example, in the framework of
the Fourth Dimension, we present a big video installation
created by Front Pictures. It attracts a wide range of view-
ers, even those not very intimate with art. They come and
enjoy their time at M17, immersing themselves in interactive
art. Gradually, they develop an interest in art as a whole, to
the topic itself. Finally, a shift to another level of acquiring
information takes place. This is one of the main tasks of the
Mz17 team, to popularize contemporary art, with a concur-
rent cultural education of as many people as possible.

— We can draw a parallel: cultural policy is the foun-
dation of the state, while family culture is the founda-
tion of personal development. Today, culture and art are
important parts of any country’s image on the interna-
tional arena. This must be discussed.

— Yes, we have incredibly serious and responsible tasks
ahead of us. When I became the director of M17, I first and
foremost wanted to renew the interest in us. That is why I
hope that with the exhibition “Avant-Garde. In Search of the
Fourth Dimension,” a new stage in M17’s work has begun,
marked by the consolidation of the professional community,
and an invitation to cooperate with us. We plan on continu-
ing using the format of international forums, and I’'m talk-
ing not just about the New Generation, but also about our

project dedicated to contemporary sculpture, Reforming
Space. This style of art events seems to me to be the most
productive under the present conditions. The success of the
New Generation is convincing proof of this thesis.

I look at the results of our work and I cannot help but
rejoice. We have prepared a video series of all lectures and
roundtables that took place during the forum, we filmed in-
terviews with all of the experts, and everything can be freely
accessed on M17’s website. Thus, these materials won’t fall
into oblivion, but rather be reflected upon, interpreted.
Instead, they will influence Ukrainian humanities and art
scholarship. This is precisely how the avant-garde has to be
talked about, by filling all accessible informational space.
Considering Ukraine’s contribution to the development of
this movement, there can’t be too many discussions like this.

Russia, for example, holds at least two international ex-
hibitions dedicated to the “Russian” avant-garde every year.
Take Malevich’s retrospective in the Tate gallery in 2014,
which we mentioned during the forum’s roundtables more
than once. Unfortunately, as of today, we don’t have any
similar programs on the state level, and neither do we have
a comprehensive defense of our historical right to the legacy
of the avant-garde. [ hope that the newly-created Ukrainian
Institute and the Ukrainian Cultural Foundation will, sooner
or later, define the avant-garde for themselves as one of the
main channels for the popularization of Ukrainian culture.

Interview by ANNA SHERMAN
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VKPATHCHKUI ABAHTAPL:
NEPE3ABAHTAKEHHS

IIpo 3agyMm, BTiJIeHHS Ta MigcyMmku popymy «HoBa renepariis:
XYOOXKHMK 1 MIOT'0 TIOKOJIiHHSI» — Y PO3MOBI 3 3aCHOBHMIIEIO
[HCcTUTYTY MasieBuua, JOCTiJHULIEI0 YKPATHCBKOrO MUCTEL[TBA
XX cromnitTts TeTaHow DisleBCHKOIO.
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A conversation with Tetyana Filevska,
the founder of the Institute of Malevich.and researcher,
of twentieth century Ukrainian art, about the recent forum
“New Generation: The artist and his Generation”.
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IIpezenmayia kHueu «Kasumup Manesuu. Kuiscokuii acnekm»

Presentation of the book Kazimir Malevich. Kyiv Aspect

— «Hoga reHeparnisi» )aKkTUUHO € BallIMM KypaTop-
CbKMM aiTuieM. HacKiyIbKM BM 3aJ10BOJIEH] 3aX00M, UM
BAQ/I0CS IOMY BUITpaBJaTH Ballli CTIOiBaHHSI?

— CKasaTu «3aJIoBojIeHa» Oyjie 3aMaJio, aJKe peasib-
HiCTb IlepeBepIIIa MOI CIIOAiBaHHS — 1 He UeKasla, 1110 Bce
MIpOoiJie HAaCTiTbKYM yerintHo. Koy nupekropka M17 HaTtanis
HInuTKOBCHKA 3alpPONIOHYBaJIa MeHi MiAroTyBaTH HayKOBY
IporpaMmy B paMKax BUCTaBKH J10 1oBisielo Kasumupa Maste-
BMYA, BUHMK 33/IyM 3pOOUTY MiXXHAPOIHY IOJIiI0, JI0 SIKO1 6
IOJTyUMJIOCS TIOTY>KHE aKageMiuHe cepemopuie. Ile 6yB
BeJIMUE3HMI IUTACT POOGOTH: HAJIEXKAJTO ITPOIyMAaTH KOHIIEI-
1[if0, BUSHAUNTY TEMATHUUH]i OJIOKM, PO3INCATH IIPOrPaMy,
Bizti6paTy crikepiB. I ysIBiTh: aGCOJTIOTHO BCi, KOTO MU 3aITpO-
cwtu, morogwincs i mpuixanm 1o Kuesa. Ti, XTo Ma€ ToCBifg
oprawi3sariii mozin Takoro opmaTy, 3p03yMil0Th, HACKITBKMA
rofii6Ha cUTYyallisg € pigkicTio. ['aalo, 10 TYT CIIpaIfioBaIo
e 1 iM’g camoro MajieBuua, 60 Bce, IIJ0 ITOB’SI3aHO 3 HUM,
Mag€ SIKyCh MiCTMUHY CK/IaZJOBY.

— IIlo 6 B MOI/IM Ha3BaTHU KYJIbTYPOJIOTiUHMMMU
3m06yTKamMmu hopymMmy?

— Ilo-mepure, TYT 3yCTPinUCS BCi ZOCTIIHUKN, SIKUM,
BJIACHE, i HAJIEXKUTH PO3POOKA IIOHSATTS «YKPAiHChKMI aBaH-
rapZi» y CBiTOBOMy KOHTeKCTi: MupocnaBa Myapak, Oner
Inpaunbkum, Mupocnas lllkaunpin, Imutpo F'op6auos,
YKau-Kinox Mapkage. Kpim toro, «HoBa renepatiisi» 3i6pa-
Jla MpeJICTaBHUKIB Mi>KHapoAHUX (POHJIIB Ta iHCTUTYILiN,
TaK UM TaK MoB’s13aHuX 3 YKpaiHo. lle i ®onpg OnekcaHapa
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3acHosHuys Incmumymy Manesuua TemsiHa Qinescvka
Founder of the Malevich Institute, Tetyana Filevska

— “New Generation” is actually your curator’s
brainchild. How satisfied are you with the event? Did
it justify your expectations?

— To say “satisfied” is not enough, because the results
exceeded my expectations — I did not expect that every-
thing would be so successful. When the director of M17, Na-
talia Shpytkovska, invited me to prepare a program for the
anniversary exhibition dedicated to Kazimir Malevich, there
was a plan to make an international event with a strong
showing from the academic community. It was a huge work.
It was necessary to think the concept through, to define
thematic blocks, to write a program, and select speakers.
And imagine: absolutely everyone we invited agreed and
came to Kyiv. Those with experience in organizing events of
this format would understand how rare of a situation this
is. I think that the Malevich’s name itself played a role here
too because everything that is connected to him has some
mystical element.

— What could you call the cultural achievements of
the forum?

— First, all the researchers met here, who are important
to the development of the concept of “Ukrainian avant-
garde” within the global context: Myroslava Mudrak, Oleg
Ilnitsky, Myroslav Shkandrij, Dmytro Gorbachov, Jean-
Claude Marcade. In addition, “New Generation” gathered

representatives of international foundations and institu-
tions which are connected with Ukraine in one way or an-
other. These include the Alexander Archipenko Founda-
tion, the Malevich Society in London, and the Khardzhiev
Foundation. Among the guests were also representatives
of the Stedelijk Museum in Amsterdam, one of the leading
centers of contemporary art. One of the primary accom-
plishments of the forum, is that West European museum
curators — members of the scientific program — will return
home with the intention of revising the national identity
of the artists whose works are stored in their collections. I
think that many other projects and long-term relationships
between Ukrainian and foreign cultural institutions will
originate from this conference.

— Within the forum there were presentations of a
film about Malevich and the second book about the
artist’s “Kyiv period.” What is difference between the
collection Kazimir Malevich. Kyiv Aspect and the first
book?

— The first book, which contained previously unknown
texts and documents related to the teaching of Malevich
at the Kyiv National University of Culture and Arts, came
out in 2016. It was called Kazimir Malevich. Kyiv period.
1928-1930. We wanted all these materials to be available
so that they would be actively used by scientists, museum
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woeds from these languages, just Wke his mother Ludwika

Aleksandrovna did. When Vaden Mefodyevich Pandovsky, the  it's not accide

nishing and processing, Too bad.™
W know that Malevich's Russian is chaotic, unredacted
fedd with syntax ervors, and fitted with whimsical

tist’s statoments “People are calling me a

—1 don’t ke to re-do o repeat what's already been

ApxurneHka, i ToBapuctBo MasieBuua B JIoH-
IoHi, i ®onp Xapmxuesa. bynu cepep rocren i
MpeiCTaBHUKM My3elo CTellenielik B AMCTepza-
Mi, 110 BXOOMUTH JI0 UMCJIa IIPOBITHUX Ocepefi-
KiB CyuaCHOr0 MUCTeIITBa.

OmHMM 3 HaMbGiNMpmMMUX AOCATHEHb GO-
PYMY g BBaXKalo Te, 110 3aXiJJHOEBPOIIEMCHKI
My3elHi 36epiraui — yuacHMKM HayKOBOI ITPO-
rpaMy — HOBEPHYThCSA AOAOMY 3 HaMipom
TeperjsgHyTY HalliOHAJIbHY iJeHTUUHICTD XY-
JIOXKHUKIB, POGOTHU IKMX 36epiraloThCs B iXHIX
KoslekLigx. Jlymao, 1o 3 11i€l KoHdepeHIil
MMOYHEThCST 6araTo iHIIMUX MPOEKTiB i JOBro-
TPUBAIMX CTOCYHKIB MiXK YKPATHCBKMMU Ta 3a-
PYODLKHMMY KYJIBTYPHUMMU 3aKJIalaMu.

— V pamkax ¢opymy Bigbynmucs mpe-
3eHTauii ¢dineMy nmpo MasieBuua Ta gpyroi
KHUTU NP0 «KUIBCBKUM Mepiog» MUTIA.
YumMm BigpisHa€eTbCA 36ipKa «Kazumup Ma-
neBuu. KUTBCbKMM acleKT» Bif mepuioi
KHUTU?

— Ma6yTb, Cj1if HaragaTH, 10 Iepia KHK-
ra, e 6y omy6JIiKoBaHi HeBioMi paHirie
TeKCTU Ta IOKYMEeHTH, TTOB’sI3aHi 3 BUK/Ia/laH-
HAM MayeBuua y KuiBCbKOMY XYI0XKHBOMY
iHCTUTYTi, TO6auMIa CBIiT 2016 poKy. BoHa
HasuBanaca «Kasumup ManeBuu. KniBcbkuin
nepion. 1928-1930». Mu x0Tiin, 06 yci mi
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workers, foundations, and cultural centers
that are engaged in the study and populariza-
tion of the art of the twentieth century, partic-
ularly the avant-garde. The new book is a more
than 300-page collection of academic articles
written by researchers from several countries.
This edition included 18 texts on various as-
pects of Malevich’s connection with Kyiv and
Ukraine. Part of the material was prepared for
the conference in 2016 but there are also those
written later, on our request.

The figure of Malevich was researched
in the book in various aspects: his relation-
ship with other artists of that time, a com-
parative description of his style, analsyes of
little-known manuscripts or published texts
not sufficiently studied before. For example,
Jean-Claude Marcade reviewed his article from
the archive of Marjan Kropiwnicki, a teacher
and assistant from a Research Cabinet created
by Malevich where he “treated students from
realism and color terror.” From these small
elements, we build up a more full historical
image of the artist, not only the Kyiv period.
The next step should be a few more academic
discussions, conferences and forums; This
level of the plan includes a large monograph
dedicated to the Kyiv period. I strongly hope
that I will have enough strength for all this.
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d Meller docorated Gas mostly in black
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t that urban art is going to work with black
hite colors. Characters are drawn with a soulless
linear-circular mation, Howover, there is a splash of
red in the Officer's costume, the color of blood in this
particular instance
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Temsna @inescvka ma npodrocep Fresh Production FOnisi YUepHascvka

Tetyana Filevska with the producer at Fresh Production Yuliya Cherniavska

— If the book is primarily in-
tended to be read by profession-
als, the film about Malevich is ad-
dressed to a wider audience. What
tasks did you set for yourself while
creating it?

— Of course, the film is a fulfill-
ment of a certain social need. First of
all, it reveals the connection between
Malevich and Ukraine — from the mo-
ment of his birth until the end of his
work at the Kyiv National University
of Culture and Arts in the early 1930’s.
That was the main theme of the film.
At the “middle ground” we wanted
to show something little-known, ex-
clusive, that would attract the inter-
est of not only Ukrainian viewers, but
also of people around the world. I
drew the attention of the producers
to the works of Malevich because he
is known as an artist, theorist, and
teacher. However, few people heard
about this page of the artist’s work.
Even though a special study by Mar-
garita Tupitsyn Malevich and Cinema

came out in 2002. It seemed to me
that it was possible and necessary to
utilize it, and I proposed to build a
narrative around Malevich’s relation-
ship to his suprematist film and the at-
tempts to implement this idea by the
German avant-garde director, Hans
Richter. We tried to reconstruct the
film on the found materials, and we
succeeded.

— Are there suggestions for
distribution?

— In Ukraine, it took place in
March, but from time to time the film
is shown in various institutions. It has
also been shown in Warsaw, where
part of the shooting took place. Pre-
miere shows, participation in festivals
and special programs in Canada and
the United States are already sched-
uled. We are still running negotiations
with several countries.

— How do you see the prospects
of “Ukrainian avant-garde” and

“Ukrainian Malevich” as national
artistic brands?

— Here everything depends en-
tirely on our internal activity. By the
word “our” I first of all mean the
Ukrainian artistic and scientific com-
munity. From working with archives,
from finding new materials and ex-
ploring private collections it depends
on what the “avant-garde map” will
be. Although there are specialists who
have been doing this since the 1970s,
this “map” is still far from comple-
tion. We must take advantage of the
current wave of interest in the art of
the 1920s and 1930s to gradually fill
the blank spots and thereby attract
the attention of the international
community to the Ukrainian dimen-
sion of the avant-garde. To present
ourselves to the world is our job.
And there is really something worth
presenting.

Interview by
ANNA SHERMAN

39



40

MaTepiaay ONMHMINCS Y TOJIi 30py
JOCIiHUKIB, 106 HMMM aKTUBHO KO-
PUCTYBAJIMCSI HAYKOBILi, MY3eMHUKH,
CIiBpo6iTHMKY (DOHZAIB i KYJIBTYPHUX
LIeHTPiB, AKi 3aliMalOThCsI BUBUEHHSIM
i nonyngapusauiew mucrenrsa XX cTo-
JIITTS, 30KpeMa aBaHrapay. HoBa kHu-
ra — Iie GiIBI HiXK 300-CTOpiHKOBA 36ip-
Ka aKaJeMiuHuX cTaTel, HallMCaHUX
IOCITiAHMKAMM 3 KiJTbKOX KpaiH. [1o 11bo-
ro BUJIAHHS BBiMIIUIO 18 TEKCTIB ITPO pi3-
Hi acieKTH 3B’s13Ky MasieBuua 3 Knuesom
i YkpaiHow. YacTuHy MaTepiasiiB 6yyo
T ITOTOBAHO IIle T KOH(pepeHIIil 2016
POKY, OJIHAaK € 1 TaKi, 1110 HalMCcaHi Ii3-
Hillle Ha Hallle ITPOXaHHSI.

ITocTaTp MasieBuua OOCHiIKEHO
B KHU3i Y pi3HMX acleKTax: PO3IJIsSHY-
TO JI0T0 B3aEMMHM 3 iHIMMMU MUTIISIMU
TOTO Uacy, 3po6JIeHO MOPiBHUTBHY Xa-
PaKTepUCTUKY MOTO CTUIIIO, ITPOaHaJli-
30BAaHO MaJIOBiZIOMi pykomucu abo He-
IOCTAaTHHO BMBUEHi omy61iKOBaHi
TeKcT MUTLA. Hanpukian, Kau-Knon,
Mapxkaze rmpoaHasIi3yBaB 0To CTaTTIO 3
apxiBy Map’ssHa KponmmBHUIIBKOTO — BU-
KJIaJlaya Ta aCUCTeHTa CTBOpeHoro Ma-
sieBuueM Jlociiguoro kabiHety, e BiH
«JIIKyBaB CTYAEHTIB BiJl peayi3aMy Ta Ko-
JbOpoCTpaxy». OT 3 TAaKUX MaJIEeHbKUX
KaMiHI[iB ITIOCTYIIOBO BUOYIOBYETHCS
He JIuIle KUIBCbKUM Iepiof, Xy 0XHU-
Ka, aJie i 1oro HOBUM iCTOPUUHMUI 06-
pa3. HactynHuM eTariom MalThb CTaTU
e KiJibKa akaJeMiuHuX 06rOBOpeHb,
KoHdepeHI1it Ta GOPyMiB; 1O TOTO XK,
Ha piBHi 3a/IyMy iCHY€E BeJIMKa MOHOI'pa-
¢is, mpucBgueHa came KUIBCbKOMY ITe-
pioxy. 5 my>ke criofiBatocs, 1110 B MeHe
BUCTAUUTh Ha BCe 1ie CUJL.

— SKIio KHUra B nepuly yepry
po3paxoBaHa Ha (axiBLiB, TO pinEM
npo ManeBuua afpecoOBaHUN LIU-
POKin aygutopii. ki 3aBgaHHa BU
CTaBWIU nepey co6010, CTBOPIOIYU
moro?

— be3ymoBHO, hisibM 3aBXIU € BU-
KOHAHHSM MeBHOTO COLia/JIbHOTO 3a-
MOBJieHHS. [lepeayciM BiH pO3KpUBaE
3B’s30K MasneBuua 3 YKkpaiHOW0 — Bij,
MOMEHTY J0r0o HapoJ»KeHHsI i 10 3aBep-
meHHs po6oTu B KUTBChKOMY XYIOXK-
HBOMY IHCTUTYTi Ha IIOUATKY 1930-X.
Came 11e CTaJI0 OCHOBHOIO TeMOIO KiHO-
CTPiuKu. «JIpyrum IyI1aHOM» MU XOTiJIU
IOKa3aTy L[OCh MaJIOBiJloMe, eKCKIIIO-
3MBHe — TaKe, 110 BUKIMKaJIO 6 iHTepec

He TUIbKM YKpaiHCBKOTO Iisaua, a n
10 BCbOMY CBIiTY. I mpuBepHYyJIa yBary
ImpoACcepiB 10 AisutbHOCTI MasieBuua
y KiHO, a/pKe J0ro 3HAIOTh SIK XYIOXXHU-
Ka, TEOPeTHKA i Iefarora, a mpo Lo CTo-
PiHKY TBOPUOCTi MUTIISI MajIO XTO UYB.
HaBiTh He3Bakalouu Ha Te, IO 2002
POKY BMUILIJIO CIlelliajibHe JTOCITiKeH-
H49 Mapraputu Tynununoi «MaeBnu i
KiHO». MeHi 3gas1ocd, 110 MM MOYKHa i
MOTPI6HO CKOPUCTATHCS, i ST 3aIIPOITOHY-
BaJIa MOOYAyBaTy iHTPUTY HABKOJIO CIie-
Hapilo MasieBMua 10 110ro cynnpeMaTuu-
HOro (histbMy i crTpo6M BTisIEHHS ITHOTO
CLleHapil0 HiMeLbKUM peXUCepoM-
aBaHrapauctom XaHcom Pixtepom. Mu
MparHy/iv peKOHCTPYyoBaTU QinbM
3a 3HaWJIeHMMM MaTepiaslaMu, i HaM
11e BOa10Cs.

— € npomno3uii o0 MpPoKaTy?

— B VkpaiHi BiH Big6yBcs y 6epes-
Hi, ajie uac Big uacy isibM OKa3yOTh
V Pi3HUX IHCTUTYLIiSX. [leMOHCTPYBaBCS
BiH i y Bapmasi, ie mpoxoawia yacTuHa
3/I0MOK. Y)Ke 3aIUIaHOBaHi IpeM’e€pHi
TOKa3M, yuacTh V peCTUBAJIIX i crieri-
anbpHMX nporpamax y Kanazi ta CIIA.
[le 3 KiTbKOMA KpaiHaMM BeAyThCS
TIeperoBOpH.

— SIkMuMu BM 6aumuTe MepCleK-
TUBU «YKPaiHCBKOTO aBaHTapay» i
«yKpaiHcbKOoro MajieBuua» K Ha-
LiOHAJTBHUX MUCTELIbKUX OpPeHAiB?

— Tyt yce 1inkoM i MOBHICTIO 3asie-
JKUTD BiJj HAllIOT BHYTPIIIHbOI aKTUB-
HocTi. ITim c;toBOM «HaIIoI» g HacaMIie-
pen, TOBOPIO ITPO YKPaiHChbKe MUCTELIbKe
Ta HayKOBe cepepoBuiie. Bix po6otu
3 apxiBaMu, BiJi IOIIYKYy HOBMX MaTe-
piaiB i mocnimKeHHS TPUBATHUX KO-
JIEKIIil 3aJIeXXUTh, IKOK0 OyJIe «Mama
aBaHrapay». I xoua € daxiBii, KOTpi
3aMiMaJINCh UM IIIe 3 1970-X POKIiB, I
«Marlia» M JI0 CbOTOJHi 3aJIMIIAETHCSI
JlaJIeKo He TIOBHOI0. MM MaeMO CKOpUC-
TaTUCSI CbOTOHIIIHBOIO XBWIEIO iHTep-
ecy 0 MUCTeILITBa 1920—-1930-X POKiB,
ab¥ TTOCTYIIOBO 3aITIOBHUTH Gili TUIsIMU
i MM caMMM NPUBEPHYTU yBary Mix-
HapOAHOI CHiIJIBHOTYU 10 YKPAlHCBKOT'O
BUMIipy aBaHrapgy. [[pe3eHTyBaTH cebe
CBiTOBi — Hama po6oTta. A IIpe3eHTyBa-
TH i crIpaBzi € 110.

CoinkyBasacs
IT'AHHA IIIEPMAH
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KypaTopu BUCTaBKM «ABaHTap/: V IOIIYKaX YeTBEPTOrO BUMIpy»,
JIEKTOPU-MUCTeLITBO3HaBIli OkcaHa bapiiHoBa
Ta OyieHa bopMMCBhbKa pO3MOBiAa0Th PO KOHIIEIIi 0 eKCITO3UILIi1
i IIpo Te, Ky POJIb BiZlirpasin eKCKYyPCil Ta JIeKIIiViHi ITporpaMu
Yy PO3YMiHHi aBaHTapIHOI'0 MUCTEIITBA.

— ITouHimO 3 TOrO, 1110 KYypaTOpPaMu BUCTaB-
KU CTa/IM caMe BU — JOCBigueHi My3eMMHUKMH,
npeacTaBHULI JBOX MPOBiAHUX BiTUM3HIHUX
KYJbTYPHUX iHCTUTYLIiM — HallioHaJIbHOTO Xy~
OOKHBOT0 My3elo YKpainu Ta HauioHanbHOro
My3er «KuiBcbka KapTHMHHA rajepes». Ik Bu
CIIPUVHSIIM IIPoNo3uIliro M17 Ta SKy MeTy cTa-
BUJIU, PO3PO06JIAIOUM KOHIIENIil0 BUCTAaBKU?

0. BapwuHosa: 17 HAIIOTO MY3el0, 3BiAKNU
TIOXOAUTD JIEBOBA UACTKa MPeJICTaBIEHMX B €KCIIO-
3uLiii po6iT, e 6yJ1a MpeKpacHa Haroa MoKasaTu
aBaHTapJHi TBOPY B HOBOMY KOHTEKCTi HA HOBOMY
MalJlaHUMKY. 3Ba)Kalouy Ha Te, 110 KiJIbKiCTb TBO-
PiB XYIIO)KHMKiB-aBaHTapAVCTiB AyKe HeBeJIMKa i
X yci mo6pe 3HaI0Th, MU 3 OJIeHOI0 HEe HaMarau-
Csl pOOUTH SIKUICH TIPUTOJIOMIIUBI BiTKPUTTH,
a BUPIIWIM 3HAUTY HE3BUUHUM PAKYPC OISy
Ha HUX, a caMe — I10Ka3aTH Kpi3b MaIly aBaHTapzy.
To6To He Tak YKpPaiHChKMUI aBaHTap[, SIK YKpaiH-
CbKUI TIOIJISIT, HA aBaHTap[i, BUSHAUEHHS MicCIisd
VKpaiHu B IbOMY PYCi.

O Bopumcvka: OpuUriHaabHICTh €KCIIO3U-
ilfHOrO pillleHHS ¥ T060PY MaTepiany I0JIsIrae
caMe y Malli yKpalHCBbKOI'O aBaHrapjy, y Iokasi
dopmyBaHHS iflefiHOT TepUTOPii Ta MOMMUpPEeHHS
HOBATOPCBHKUX ifielt uepes iX HOCiIB y pi3HMX TOU-
Kax cBiTy. Camy Mary 6yJio po3MilieHo Ha ITif-
71031, i1 po3mndpoBKa y BUIJISI MOAiN Ta mep-
COHAQJTIM — Ha CIeIiaTbHIN CTiHi-TpaHCchopMepi,
a BJIaCHe aBTEeHTMUHi TBOPM — Ha CTiHaX i B LLeHTpi
3aJ1y Ha MiJicTaBKax. TaKMM UMHOM MM HAaCUTWIU
BUCTABKy He TiJIbKM OpPUTiHaJIaMU, a ! CYIIPOBif-
HUMM MaTepiaamu. [Ipu npomMy HaMm He XOTinoca
IepeolTsHKYBaATH 11 iHopMallielo, ToMy CItift 6y10
3HAWTU ONITUMAJTbHUM 6aslaHC. Y pe3ysbTati 6yJ10
3p06IeHO KOPOTKi aHOTAaIlil — OJ{Ha 3arajibHa, JIBi
y 3aJ1ax i AeKisibKa IUTaT.



Curators of the “Avant-Garde: In Search of the Fourth Dimension’

9

exhibition, lecturers and art critics Oksana Barshynova
and Olena Borymska talk about the concept of the display
and the role played by excursions and lecture programs
in the understanding of avant-garde art.

— Let’s start with the fact that
it were you who became the cura-
tors of the exhibition, experienced
museum workers, representatives
of two leading cultural institutions
of the country, the National Art Mu-
seum of Ukraine and the National
Museum “Kyiv Art Gallery”. What
did you think of the M17’s proposal
and what goal did you pursue during
the development of the exhibition’s
concept?

0. Barshynova: For our museum,
which is the source of the lion’s share
of the displayed works, it was a great
opportunity to show avant-garde art-
work in a new context and on a new
platform. Given that the number of
works by avant-garde artists is very
small and well-known, I and Olena did
not try to make some groundbreaking
discoveries, instead deciding to look
for an unusual perspective on them,
namely, to show them through the map
of the avant-garde. This way, it wasn’t
that much about the Ukrainian avant-
garde as about the Ukrainian view of
the avant-garde, determining the place
of Ukraine in this art movement.

0. Borymska: The originality of the
display decision and the selection of
material lies precisely in the map of
the Ukrainian avant-garde, in show-
ing the formation of the ideological
territory and the spread of innovative
ideas via their proponents to different
parts of the world. The map itself was

placed on the floor, while its legend
containing events and personalities
was on a special transforming wall,
and the actual authentic works were
hanged on the walls and on supports
in the center of the hall. This way, we
managed to fill the exhibition not
only with original artwork but also
with accompanying materials. At the

same time, we did not want to over-

saturate it with information, so it was

necessary to find the optimal balance.

Thus, we settled on brief annotations:
a general one, two in the halls, and a
few quotes.

There was a lot of material and
we had to constantly set ourselves
certain limits. I think that this was
the right decision because I have
often seen how long explications
are perceived (or rather, are not
perceived) by the visitors. Catalogs
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and booklets exist for this purpose, in my opinion. But
it was impossible to give up quotes because they give an
idea of the avant-garde artists’ new ways of thinking, real-
ized in even that small number of works that we, along
with members of the expert council, have selected for
the exhibition.

Since the overall display solution corresponded to the
avant-garde practice, we divided the 1910s and 1920s. It
suited the renovated space of the M17 well: the “high avant-
garde” of the 1910s was exhibited in the large hall, and the
other one housed smaller works, Constructivist, often in
sketches.

0. Barshynova: Considering that the specifics of the
avant-garde of the 1920s in Ukraine were most prominent
in theater and decorative art, we presented works by artists
who in fact were co-authors of prominent reformer directors.
Plus posters to the performances of Les Kurbas, movie post-
ers, and printed issues...

As for the first hall, the center of our concept was peo-
ple as carriers of an idea. Actually, the legend of the map
focused more on the names that are repeated in different
centers. This way we managed to visualize how it all moves
through people.

0. Borymska: We did not set ourselves the task of show-
ing a wide cross-section of the avant-garde and organizing
a “review” of everything contained in private collections
and museums. It was much more important to visualize a
number of fundamental ideas, and the first one being that
the founders of the avant-garde were Ukrainians, Jews,

Russians, Poles. Accordingly, we did not limit the space of
the Ukrainian avant-garde to the territory of present-day
Ukraine, because this space was much wider and it was
precisely the wide borders that created the necessary condi-
tions for the avant-garde artists’ creativity.

O. Barshynova: We also tried to show how innovative
ideas migrated not just between different territories, from
one center to another, but also from person to person. This
gave birth to parallel topics, such as the relationships be-
tween a teacher and a student or inside a certain artistic
circle... Another important step was to include in the story
of the Ukrainian avant-garde of the Galicia region.

0. Borymska: Basically, all this was done for the first
time and was a part of the task of providing our map with
a legend.

— Did you create the map for the exhibition?

0. Barshynova: Yes, it was based on existing materials.
And it was implemented along with the display by Olek-
sandr Burlaka, a famous painter, architect, and a very good
organizer of exhibitions.

0. Borymska: Even before that, Oksana and I developed
the logic of the exhibition’s structure, but for the final result
we owe greatly to an artist and architect who understood us
without words and managed to optimize the whole process.
For us, it was in all respects a rewarding experience, since
we constantly had to solve problems. For example, we had
to draft a very precise and comprehensive text bearing in
mind the size of oracal letters and the surface they were
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MarTepiany 6ys0 IOoCUTh 6araTo, i HaM Bech 4ac Jo-
BOJWIOCh 0OMeXXyBaTHu cebe. ['aato, TO 6YJI0 MpaBWIbHE
pinreHHs, 60 g He pa3 6aunia, SIK CIIPUNMAThCI — TOUHi-
1Ie, He CIPUMMAIOThCS — BiJIBifyBauaMu JOBTi eKCIUTiKa-
nii. I TakMx peuein, Ha Mill IIOTJISI]l, iCHYIOTh KaTa/lor'u
Ta GYKJIEeTH. A OT BiIMOBUTHCS Bi iuTaT 6YJ10 a6COTIOTHO
HEMOXXJIMBO, TOMY III0 BOHU JIAIOTh YSIBJI€HHS PO HOBE
MUCJIEHHS aBaHTapAUCTIB, BTiJIeHe HABITh Y Till HEBEJIUKIi
KiJIBKOCTi TBOPiB, SIKi MM pa30oM 3 UJieHaMM eKCIepTHOI
paay BimiGpany 119 BUCTABKU.

OCKinbKM 3arajibHe eKCIO3UIlifiHe pilleHHs BiAmo-
BiJlajI0 IpPaKTUIli aBaHTapAy, MU PO3Oinuau 1910-Ti 1
1920-Ti poku. B oHOBIEHOMY IpocTOpi M17 Lie BUTTISAAJIO0
Iy)Ke moOpe: «BUCOKMI aBaHTap» 10-X POKiB MU BUBEIU
JIO BEJTMKOTO 3aJTy, a B IPYTOMY PO3TaIllyBaiM pO6OTU MEH-
moro popMaTy — KOHCTPYKTUBICTChKi, UaCTO €CKi3HOTO
XapakTepy.

0. bapwuHosa: 3Ba)kalouu Ha Te, 10 crHelMdika
aBaHrapAy 20-X POKiB B YKpaiHi HallliKaBillle BUSBUIACSI
y TeaTpaIbHO-IeKOpallilHOMY MUCTELITBi, MU IIpeJiCTa-
BWIM TBOPU XY OXKHMUKIB, sIKi (paKTMUHO GYJIU CITiBABTO-
pamMu BUOATHUX pexucepiB-pedopmaTtopiB. Ilmoc adi-
i 1o BuctaB Jlecs Kypb6aca, KiHOITaKaTH ¥ SPYKOBaHi
BUJIQHHS...

[logo mepuioro 3ay, TO IIeHTPOM Hallloi KOHIIEITil
6yu MI0aM K Hocii ifei. BiacHe, po3mnudgpoBka manu
6iIBII010 MipOTO 30CepeKeHa caMe Ha iMeHax, siKi OBTO-
PIOIOTBCS B Pi3HMX HeHTpax. To6To 6y/10 BUIHO, SIK yCe 11e
PYXa€EThCS uepes JIofen.

0. bopumcvka: My He MaJiy Ha MeTi ITIOKa3aTu Hau-
MUPUIUI 3pi3 aBaHTapAy Ta BAAIITYBATU «OIJISI» YChO-
ro TOrO, 110 € Y IPUMBATHMUX KOJIEKLISAX i My3esx. 3HAUHO
Ba)X/IMBiIIe 6110 BidyanidyBaTu psifi MPUHIIUIIOBUX ifiel, i
Iepia 3 HUX Ta, IO TBOPLISIMY aBaHTrapAy Oy/u yKpaiH-
11i, eBpei, pocigHu, mongku. Mu He 06MeXXyBa/Iu MIPOCTIip
YKPATHChKOT'0 aBaHTapAy TePUTOPi€I0 HUHINTHBOI YKpaiHu,
TOMY IO I1e} MPOCTip 6YB 3HAUHO MIUPIINUIA, i OT IKpa3
IIMPOKi MEXi CTBOPIOBaIM HEOOXiTHI YMOBM U1 TIOIIYKiB
aBaHTapINUCTiB.

O. bapwuHosa: A me My HaMarajJnucsd MoKa3aTH, SIK
HOBATOPCHKIi ifel MirpyBanm He TiJIbKM MiX pi3HUMU
TEePUTOPISIMU — Bif LIeHTPY A0 LIeHTPY, a M Bif T0AMHKA
IO JTIOAMHU. | TYT BUHMKa/IM TaKi napajiesibHi TeMHu, SIK
yumnTeIb — YUeHb, a0 ITeBHE MUCTELIbKe KOJI0... [lle omHuM
Ba)XIMBUM KPOKOM 6yJ10 BKJIIOUeHHS [aJIMuMHU B PO3IIO-
BiZIb PO YKPATHChKUI aBaHTap/I.

0. bopumcvka: IIpakTUuHO I1e 6ys10 3p06JIeHO BIIEpIIIe i
BXOJIMJIO JI0 3aBAAHHS PO3MM(POBKM HAIIOI MalMu.

— A cama mamna 6yJia cTBOpeHa Bamu 6e3mnocepef-
HBbO JJIsI BUCTABKMU?

0. BapwuHosa: Tak, MM CKJ1IaJIM 11 Ha OCHOBI iCHYIOUMX
MarTepiasiB. A peasni3yBas ii, SK i camy ekcrio3uiio, Onek-
caHzgp bypnaka — BizomMui XyLOXXHUK, apXiTeKTop i Jyxe
ZI06pMIt eKCII03UIIioHeD.

O. bopumcvka: llle panime mMyu 3 OKCaHOI MPO-
IyMaJIu JIOTiKy IOOYIOBU €KCIO03MUIlil, ajie y TOMY, SIK
e 6yn0 3po6ieHo, 6e3yMOBHO, Beluue3Ha 3acjyra
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going to be glued on. Or to come up with an idea of how to
place the smaller works in the tall and spacious premises
of the M17 so that they wouldn’t become “lost”. At first, we
wanted to modify the color of some of the walls, but later
we came up with a different solution: we hung the works
in a sinusoidal shape, thus “mitigating” the height. A gray
background was used for places where quotes and the map
were placed.

In general, the display was made skillfully. Its center-
piece was the authentic works, which diverged into two
branches, “sleeves”. The first is a digital installation, which
allowed us to clearly demonstrate what problems the avant-
garde artists tackled, and how they solved them. Thanks to
the technical capabilities of the 21st century, we were able
to visualize all this for the viewer, to present it dynamically,
in motion.

— Who made this video installation?

0. Barshynova: Front Pictures, it’s their product. You
can go to the company website and see how they work. By
the way, they were the ones who did the stage graphics for
Eurovision 2016.

0. Borymska: So, while one “sleeve” takes us to the first
decades of the twentieth century when the authentic works
were created, the other directs us to Roman Chyzenko’s
mural, which the author himself called a map. Roman was
saying all the time: “Give me the material, and I will make
a map!” Oksana and I offered him to use our schemes, but

_rirdipd
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when we saw the first fragments of the mural, we realized
that this was unnecessary, since the artist operated with
his own ideas about the avant-garde anyway. He passed
all the material through himself and created a composi-
tion that was perceived as a continuation of the exhibi-
tion. Thus, one “sleeve” provided us with a digital solution
of the 21st century, and the second one demonstrated a
manual solution, and a very complex one at that, due to
the specifics of this type of visual art. Considering that it
was in December, it was quite a challenge for the artist.
But this made the exhibition very organic and helped to
convey ideas that difficult for an unprepared viewer even
today. It is for this reason that we switched to large-scale

lecture programs because the public finds it difficult to

understand and accept the discoveries of the avant-garde,
not mentioning contemporary art, although all contempo-
rary practice is a dialogue with the avant-garde. But if we

really want to bring a person closer to the understanding of
contemporary art, we will certainly have to look back to the

avant-garde.

We organized several lecture modules. We started with

a 101 course, which introduced the participants to means of
artistic expression used by classical painters, graphic art-
ists, and sculptors in their trade. This was necessary to give

an understanding of what constitutes work of art, to fight

the perception based only on literary narratives or recogniz-
able figurative elements, to teach to see the aesthetic com-
ponent, which later turned into abstract art. These three
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XYA0XXHUKA-apXiTeKTopa, KOTPUI PO3yMiB Hac i3 miBcJIo-
Ba ¥ OIITMMIi3yBaB Bech Ipoliec. [[Jig Hac To 6YB 3 ycix mo-
[JISIiB KOPMCHUM JIOCBif, TOMY 1[0 TIOCTiHO TOBOJAMIIOCS
pO3B’s13yBaTH sKich 3afaui. Hanpukiazg, migrorysaTtu Bizi-
MOBiZJHO J10 KerJisl OpaKaJIbHUX JIiTep i po3Mipy IOBepXHi,
Ha SKy 1X HaKJIeIoBaJIOCs, Iy)Ke TOUHMUN i EMKUN TEKCT,
a He PO3TiKaTUCS MUCITIIO 110 ApeBy. A6G0 IpUIyMaTH, K
Yy BUCOKOMY Ta 06’€MHOMY ITPOCTOpPi M17 po3MicTUTH po-
60TH HEBEJIMKOTO PO3Mipy, 1106 BOHU He «3aryomyimucs».
Criepiury MM XOTiJIM 3aTOHYBATU YaCTUHY CTiH, Ta 3ro-
JIOM TIPUMIIJIM IO iHIIOTO pillleHHS: IMOBicMIN Po6OTHU
CMHYCOIT0I0, i Y TAKUI CIIOCI6 «IIoracuiin» BUCOTY. A cipe
TJI0 BUKOPUCTAJIN IJISI MiCIlb, A€ PO3MillleHO LIUTaTH,
i mnag manm.

V LiJI0My eKCIO3MILiI0 BUGYIYyBAHO Ay>Ke rpaMoTHO. i
IIEHTPOM CTaJIM aBTEHTUUHi pOOOTH, BiJl IKMX iIyTh ABa
Bifira/Ty’kKeHHS, «pyKaBu». [lepmmit — nudposa iHCTaA11is,
110 J03BOJIMJIA HAOUHO IIPOJIeMOHCTPYBATH, SIKi 3aBaHHS
CTaBUJIX Tlepe] COO0I0 XY 0XKHUKU-aBAHTAPAUCTH, i SKUM
UMHOM BOHM iX BUPIIIYBaau. 3aBASIKU TEXHIUHUM MOX-
muBoCTSIM XXI CTOMITTS MM 3MOIJIM Bi3yasti3yBaTH Bce Iie
U1 T7Isfiava, IpeACcTaBUTY B IMHAMIL, Y PyCi.

— A xXTO poOMB 1110 BiieoiHCcTanALi10?

0. BapwuHosa: «Front Pictures» — 1je IXHil IPOAYKT.
MoyKHa 3aliTM Ha CAalT KOMIIAHil 71 IIOOUBUTHUCS, IK BOHU
npanooTh. [1o peui, caMme BOHU 3alIMa/IUCS CI[€HiUHOI0
rpacikoio Ha EBpo6aueHHi 2016 POKY.

0. bopumcvka: Tak 0T, SIKILO OOUH «PyKaB» Befe Hac
y nepuii gecatupiuus XX CTOJITTS, KOJIU, BJIaCHE, i CTBOPIO-
BaJIOCSI aBTEHTUUHI TBOPH, TO APYTHUI CIIPSIMOBYE JI0 MypPaITy

Pomana UnseHka, KOTpuUli caM aBTOP Ha3BaB Mamow. PoMaH
YBeCh uac Kasas: «JlaiiTe MeHi MaTepiai, i s 3po6stio Marmy!»
Mwu 3 OKCcaHOI0 IIPOIIOHYBA/IX MIOMY CKOPUCTATHUCS HaIllU-
MM CXeMaMM, Ta IMo6auMBIIM Hepiri parMeHTy Mypaity,
3pOo3yMinu, 0 BOHU Hi 0 UOTO, 60 XYIOXHUK yCe OJTHO
OIlepy€e BJIACHUMM YSIBJIEHHSIMU PO aBaHrapf. BiH mpo-
IIyCTUB BeCh MaTepias Kpi3b cebe 7 CTBOPUB KOMITO3MUIIIIO,
10 CIIpUIIMatacs sIK MIPOJOBXKeHHS eKcro3utiii. Takum um-
HOM OJVH «PYKaB» JaBaB HaM IudpoBe pimenHs XXI cro-
JITTS, @ APYTUI JeMOHCTPYBAB pillleHHSI pYKOTBOPHE, IIPU-
UOMY TaKOX JIy>Ke CKJIaJiIHe, 3yMOBJIeHe crieluikoio I1boro
BUAY 06pa3oTBopuoro MucrtenTsa. Komm B3saTH A0 yBary,
110 Aiy1o 6yJ10 B TPYAHI, TO XYAOKHMK TEX MaB BiIIIOBiCTH
Ha TIEBHUI BUKJIMK. AJie BCe I1e 3pOOWITIO eKCITO3UIIIT TyKe
OpraHiuHOIO 1 JIOTIOMOTIJIO JJOHECTH Ti ifiel, 110 1X i choroaHi
HeJIerKo CIIpPUIMaE HeligroToBieHnn risgad. Came uepes
Lle MM TepennUin 0 MacHITabHUX JIEKIiMHUX ITPOTpaM,
amke myo6ini 6yBa€e CKJIaZHO 3PO3YMITH i MPUMHATY Bif-
KPUTTS aBaHTap[y, He KaKyuM BXKe IIpo contemporary art,
XOU yCsI cyuacHa IpaKTMKa — Iie i € iasor 3 aBaHrapAoM.
Ta kKoM MM CIIpaB[ii XOUeMo HAGIM3UTH JTIIOJIMHY JI0 PO3Y-
MiHH$ Cy4aCHOTO MUCTELITBa, HaM HEOAMIHHO J10BeJeThCs
O3MPHYTHUCS Ha aBaHTap/I,.

Mu 3po6MIM KiIbKa JeKIiMHUX 6j10KiB. Ilouanu i3
BCTYITHOTO KYPCY, 110 3HAaTOMMB i3 3ac06aMU XY 0XKHBOT
BUPA3HOCTI, IKMMU KOPUCTYIOTBCS Y CBOIN «KYXHi» KJIaCUU-
Hi JKMBOIHKCII, rpadhiku Ta cKypIrTopH. Lle 6y0 HeobXigHO
IS TOTO, 11106 y3arasti 3p03yMiTH, 110 Take TBip MUCTELITBa,
i He cnpuIMaTy MOTO TiIZIBKU 3 TOUKU 30PY JIiTepaTyPHUX
CIOXKeTiB UM BIli3HaBaHUX (PirypaTMBHUX €JIEMEHTIB, a Ha-
BUMTHCSI 6GAUUTH FI0TO €CTETUUHY CKIIAJIOBY, KOTPA 3r0JIOM
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Tepeiinuia y 6e3npeaMeTHe MUCTeNTBO. 1Ii
TPY KPOKU — AUBUTUCS, 6AUNTU 1 PO3YMi-
T — aOGCOJTIOTHO HEOOXi THi TSI CIIPUITHSITTS
6yAb-SIKOTO TBOPY, TOMY IIIO JIUIIIE TBOpUE
CIIPUIHATTSI MOKe IaTH BiIIOBIIHY peak-
uiro. HactymnHui 6710k 6B OB’sI3aHUI 3 BU-
COKMM aBaHTap/IOM — 3araJIbHUMU TeHeH-
LigMM Ta OKpeMuMM Manctpamu. OKpemy
JIEKIIi10 OYJIO IPUCBSUEHO KOHCTPYKTUBI3MY
3 MI0TO MOTY>XHUM TBOPUMM MOTEHI[ia/IOM,
SIKUJ He BTPATUB CBOEI aKTYaJIbHOCTI 1
cvboropHi. HaBiTh TpaHchopMepy, Ha SKUX
MM 3apa3 CUAUMO, BiICWJIAI0Th HAC OO0 AU-
3aliHepPChbKUX pillleHb 1920-X POKiB. [HIIA
piy, 0 TOAi He 3aBXAM OyJia MOXJIMBICTh
iX BTUTIOBATH...

— OTXe, NeKLifiHa IMporpama crasja
Ba)XJIMBOIO CKJIaJJOBOI0 BUCTAaBKOBOTO
MPpoeKTy. I TaKo10 K HEeBiJI’€MHOIO 110T0
YAaCTUHOIO cTaB (hopyM, 1110, KpiM iHIIOTO,
€ IliKaBMM NPUKJIaI0M IyOGIiUHOT KOMY-
HiKalii HayKoOBOi Ta MUCTeLIbKOI CHijib-
HoTU. HacKinibKK, Ha Balll MOTJISA, MO/i-
O6HuM hopmar BifmoBigae 3anmuram yacy?

0. BapwuHosa: 3HaueHHS HOPMY BaxK-
KO TlepeolliHuTH, 60 BiH cripaBhi 3i6paB
HaMKpalux i HanBiJOMIIllIKMX TOC/TiTHMUKIB
aBaHTrapay 3 yCbOTO CBiTY. 3 OAHOTO GOKY,
BiH MaB CyTO eKCIlepTHe 3HaueHHs], TOMY
110 3apa3 yKpai ToCTPO MOCTasI0 MUTAHHS
MiAPO6KU POGIT aBAaHTAPANUCTIB. 3 IPYTroro
60Ky, (hOpyM MaB BeJIMKY IIpOTpamy, Bif-
KPUTY [JI MIMPIIOro 3arajny, OCKUIbKY MU
3HAEMO IIPO 3HAUHMM iHTepecC CyCHiJIbCTBa
o aBaHrapay XX cronittda. ToMy s neBHa,
0 i BUCTaBKa, i opyM CTaM BifIIOBiIjII0
Ha BMMOTH yacy. JItoay IpuxoauiM Ha Hauti
IVCKYCil, KpYIJIX CTOJINU, eKCKYPCil Ta JIeK1iT,
106 111e pa3 OUyTH PO aBaHTap/ i, 3BiCHO,
npo MasieBnua Ta 1oro «HopHU KBagpaT».
[IpoTSIrOM YOTUPHOX MICSIIiB MU IIIOCYOOTH
MIPOBOAVJIV KYPATOPCHKi eKCKYPCil, i Ha HUX
3aBXAM IPUXOAUIIA BellMue3Ha KiJIbKiCThb
JIIOJIeN.

0. bopumcvka: Kpim Toro, 6y 3amnm-
T Ha eKCKypcii i1 daxiBIliB, HAIPUKIIA,
CTYJIEHTIB XyJ0XKHiX BY3iB.

0. bapwuHosa: 1Ia BUCTaBKa CTaaa
YyJJOBUM IIPMBOZOM JJIS IYXKEe €EMKOI, KOH-
LIeHTPOBAHOI PO3MOBHU IIPO Te, UMM OYB i €
aBaHrapp. [ rosoBHe, 110 BCe 1ie iTIOCTPY-
BAJIOCS He CJIalilaMy Uy PepoAyKLisIMH,
a OpUriHaJILHUMU TBOPAMM.

0. bopumcvka: ®opMaT BUCTaBKU I10-
BHICTIO ce6e BUIIPaBaaB. AIKe, SIK IIOKa3ye
NpaKTHKa, KPiM aHOTAIlilHOTO MaTepia-
JIy 3aBX/JM MOTPi6HE sIKeCh XKMUBe CJI0BO,




steps — to look, see, and understand — are
absolutely necessary for the perception of
any work because only creative perception
can produce a response. The next module
was about the high avant-garde, touching
general trends and individual artists. A
separate lecture was devoted to Construc-
tivism with its powerful creative potential,
which has not lost its relevance even today.
Even the Transformers that we are hooked
on today refer us to the design solutions
of the 1920s. Another thing is that at that
time it was not always possible to give
them flesh...

— Thus, alecture program became an
important part of the exhibition project.
The forum became an integral part of it
as well, which, among other things, is
an interesting example of public com-
munication on the part of the scientific
and artistic community. To what extent,
in your opinion, does this format corre-
spond to the demands of the time?

0. Barshynova: It is difficult to overes-
timate the value of the forum because it
successfully gathered the best and most fa-
mous researchers of the avant-garde from
all over the world. On the one hand, it had
a purely expert significance, because forgery
of avant-garde works is a major problem
nowadays. On the other hand, the forum
had a large public program, because we
know about the considerable public inter-
est in the avant-garde of the twentieth cen-
tury. Therefore, I am confident that both
the exhibition and the forum have met the
demands of the time. People attended our
discussions, round tables, excursions, and
lectures to hear once more about the avant-
garde, and, of course, about Malevich and
his Black Square. For four months, we held
curatorial excursions every Saturday, with
a vast number of people attending every
single one of them.

0. Borymska: Moreover, there was a de-
mand for excursions for specialists, for ex-
ample, for students of art universities.

O. Barshynova: This exhibition has be-
come an excellent occasion for in-depth,
concentrated discussion about what the
avant-garde was and is now. What’s most
important is that all this could be illustrated
not with slides or reproductions, but by real
artwork.

0. Borymska: The format of the exhibi-
tion fully justified itself. Indeed, as our ex-
perience shows, aside from the annotations,
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MOXKJIMBICTh JIicTaTH BiIIOBigbh HAa CBOE 3alMUTaHHSI. Bim-
BifyBau ueKae KOMeHTaps, i M/ 3MOIJIM Lie pa3 y LIbOMY
TepeKOHATUCH.

0. bapwuHosa: Taki mopii, 1k KUIBCbKUI hOpyM, 3a-
BXXJIM CTAIOTh IIOIITOBXOM A0 HOBMX JIOCITi/I)KeHb, y3araylb-
HeHb, OKPeCJIeHHS IIeBHOI MTP06JIeMaTUKY UM BUSIBJIEHHS
«60JIOBMX TOUOK». Y MeHe, HalPUKJIa, AOCi 3alUTYIOTh
PO MOKJIMBICTh OKPEMO ITOTOBOPUTH IIPO TEPMiHOJIOTiIO
aBaHrapay. Ampke daxisii 3 AMepuku, bpurtanii, Ykpaiuu
KOPUCTYIOTHCS BJIACHMM TEPMiHOJIOTIUHMM anapaToM.

0. bopumcvka: llle oiuH pe3yabTaT — HOBi HANIPSIMU
BUCTABKOBOI CTpaTerii, CHpsiMOBaHOI Ha POGOTY 3 KOJIEKIIi-
oHepaMu. MOXXJIUBO, 5 BiIKPUIO TAEMHMUIIIO, ajie MU BXKe Y-
MaJIl, SIK IPOJIOBXKUTHU TaKy CITiBIIPAIfio. 30KpeMa, 3p00UTH
BUCTaBKY, IPUCBSIUEHY ap JIeKO.

— Tex y M17?

0. BapwuHosa: MoxxnuBo. MeHi 371a€ThCs, 10 TaKa
JIOKallis, Sk M17 — mpeKpacHMUI MaigaHUMK JJ1s CITiBITpalLii
3 My3esiMM i IpMBAaTHMMM KOJIeKIlioHepaMu. Tomy 1110 BOHa
Jla€ MOXXJIMBICTD JIJIS1 Iy>Ke KOHIIeHTPOBAaHOTO BUCJIOBJIIO-
BaHHS, SKUM, BJIaCHe, i BUIIIIa Hallla BUCTaBKa.

0. bopumcovka: Pagye, 1110 caMe Ii€l0 BUCTABKOIO OHOB-
JleHM# M17 3a9BUB npo cebe, PO CBOIO HOBY CTpaTerii,
PO HOBi MOKJIMBOCTI Ta HOBI IU1aHm. I, MabyTh, yIepiie

Bibyacs Taka cepio3Ha criBmpars LleHTpy 3 Tep:KaBHU-
MM MY3esIMU, 10 BUSBMUJIIOCS i B eKCIIOHYBaHHI My3eMHUX
po6iT, i B 3ampoleHHi Sk KypaTopiB CIiBPpOGiTHUKIB IBOX
MIPOBiAHUX MY3€IB.

0. BapwuHosa: 1 6 XoTina mogsgKyBaTu BCiM, XTO JI0-
IOMIr HaM 3pOOUTH 1[I0 BUCTaBKy: HallioHa/lbHOMY Xy-
JOXXHBOMY My3er YKpaiHu, Muctenpkomy Apcenany, ne
36epiraetncs KojiekIis Irops [JuueHka, My3elo TeaTpasib-
HOT0, My3MUHOI'0 Ta KiHOMKUCTenTBa YKpaiHu, lleHTpy
Onekcanzgpa [loBxeHKa, JleoHiny Din6epry...

0. Bopumcovka: Ilin6uBaoun qyxe KOPOTKUM ITiJICYMOK,
s XOuy 1Ife pa3 3BepHYTH yBary Ha KJIIOUOBi MOMEHTH IIiel
BUCTaBKMU. [lepeqyciM, Mu BIiepIie y TakoMy 06csi3i mpo-
JIeMOHCTPYBaJiM «6araToHaIliOHAJIbHICTh» YKPATHCHKOTO
aBaHTapAy Ta OKPeCIWIN M0ro JOCUTh MMPOKi KOPIOHM.
Kpim Toro, mokasanmu, 10 yKpaiHCbKMI aBaHTap[, BUMarae
TIOAAJTBIIIOTO BUBUEHHS, IPUBEPHYJIM YBAry A0 Mpo6ieMu
3 aBTEHTUUHICTIO POOIT, 10 3’IBJISI0THCS ChOTOAHI Ha apT-
PMHKY, PO3IIOBUIM IPO UYAOBi aBAaHTapgHi KOJIEKIIil 32 MeX-
amu YKpaiHuy, 10 CYTi BiKPWIM TeMY aBaHTapay Ha 3eMJISIX
3axigHoil YkpaiHu. A Bce pa3oM J0O3BOJIWIO HAM MOAUBU-
THUCS Ha TIPAKTHUKY aBaHTapAy ouaMy CyUacHOI JIIOJUHY 3
TOUKM 30py YKpainu XXI cTomiTrs.

CoinkyBanacsa TAHHA IIIEPMAH



you always need some living word, the possibility to have
your question answered. The visitor wants a comment, and
we were able to prove this once again.

0. Barshynova: Events such as the Kyiv forum always
encourage new research, generalizations, outline certain
problems, or identify pressure points. I, for example, am
still being asked to talk separately about the terminology of
the avant-garde, as experts from America, Britain, Ukraine
all have their own glossaries.

0. Borymska: Another result is the new directions of the
exhibition strategy which accounts for the cooperation with
collectors. I may reveal a secret, but we are thinking of how
to continue this collaboration. In particular, how to make
an exhibition devoted to art deco.

— Also in M17?

O. Barshynova: Perhaps. It seems to me that a location
like the M17 is a great place to work with museums and
private collectors. Because it allows you to make a very
focused statement, which, in fact, is what our exhibitions
turned out as.

0. Borymska: I am glad that it was with this exhibition
that the updated M17 announced itself, its new strategy,
new opportunities, and new plans. And, maybe, this was
the first time ever that we saw serious cooperation of the Art

Avant-gar

In search of the fourth dimensi

| ABAHIARLA

4NOWYKAK HEMEEPMOrQ BUMIPH

Center with state museums, which resulted both in the abil-
ity to exhibit museum works and to invite the employees of
two leading museums as curators.

0. Barshynova: 1 would like to thank everyone who
helped us to make this exhibition: the National Art Museum
of Ukraine, Mystetskyi Arsenal, which holds the collection
of Thor Dychenko, the Ukrainian State Museum of Theater,
Music, and Cinema, the Oleksandr Dovzhenko Center, Leo-
nid Finberg...

0. Borymska: To give you a brief conclusion, I want
to once again draw attention to the key points visualized
by this exhibition. First of all, we were able to demon-
strate the “multinationality” of the Ukrainian avant-garde
and outline its rather broad borders on the example of
this many works. Moreover, we showed that the Ukrainian
avant-garde requires further research, drew attention to the
problem of the authenticity of the works that appear on the
art market today, told about the remarkable avant-garde
collections outside Ukraine, and, basically, discovered the
topic of the avant-garde in Western Ukraine. Altogether,
this allowed us to look at the practice of the avant-garde
through the eyes of a modern person in Ukraine in the
21st century.

Interview by ANNA SHERMAN
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KA3MMUP MAJIEBUU:
KOPOTKA ICTOPII MI®V

AHHA KAJIVTEP

Po3MOBM IIpo cyyacHe MUCTEITBO UaCTO T10-
UMHAITHCS PPa3oio: «XTo K He 3MOXKe HaMaJTio-
BaTM YOPHUM KBajpaT?» | B Hill — THcsUa 11 ofHe
3aMMTAHHS: YOMY CaMe UOPHUM KBaApaT PO3Ii/InB
icTOpir0 MUCTELITBA Ha «JI0» i «ITiC/Is1», Y UOMY JI0TO
«CYUYaCHICTb», IKa B IIbOMY OHOBJIEHOMY IIPOCTOPIi
POJIb XYIOXXKHMKA, 3a IKMMU KPUTEPiSIMU BapTO
OLiHIOBATY JIOTO MalCTEPHICTB i, 3peTon, YoMy
came Kasumup ManeBuu? Bignosizi Ha 1i nmuTaH-
HS He MOXXYTb OYTM OJJHAKOBMMM Ta BUUEPIHU-
MU, aJi’Ke KO)KeH BapiaHT CTaHe Bigg3epKaJIeHHSIM
KYJIbTYPHUX i HalliOHaJIbHUX TPaJAMILii, BipHOCTI
«IIIKOJIi» Ta TOTOBHOCTI CIIpUIMaTHU HOBe, 3/1aT-
HOCTi 6aUNUTH SIBUIIE B iCTOPMUHOMY KOHTEKCTI Ta,
3BiCHO, Bj1acHuX cMakiB. Ilfogo mocTaTti MasieBuua,
TO TYT YKpaiHa Ma€ 0COOIMBUIM iHTEpecC. 3 OJTHOTO
60Ky, BOHA BiluyBa€ cebe «CIaIKOEMUIIEIO» IOTO
imeni HapiBHi 3 [losnbmelo Ta Pociero, a 3 gpyroro,
He JTy>Ke ¥ HaIoJIsIra€ Ha «YKPaTHChKOCTi» MUTIIS,
MOBOASUNCH 3aHAJITO CKPOMHO V TTOPiBHSHHI 3 J1BO-
Ma iHIIMMM TpeTeHIeHTKaMN.

®opym «HoBa reHepanisg» B M17 cTaB came
Ti€I0 TOAI€I0, 110 Aajia 3p03yMiTu: MasieBUU BaxK-
JIUBUM AJi1 YKpalHM He NPOCTO 9K XYAO0XKHUK,
KOTPUM TYT HApPOAMBCS 1 AegKuil uac IpalnioBas,
ane i gk 6peHpa-ambacamop, KOTPU HeOOXiTHO
BUKOPUCTOBYBATH Yy (pOpMyBaHHi 06pa3y KpaiHu
Ta HAUIOro MUCTelTBa. [[bOoro BUCHOBKY JiMiuia
nmpodecop VHiBepcuTeTy MicTa KeHT, mpe3uieHT
ToBapuctBa Manesuua y Jlonnoni Kpictina Jlog-
Ilep, sIKa Ha3BaJla MOJil0 BUHSITKOBOIO «(OpMOI0
KYJIBTYPHOI IpUCTpacTi». BiacHe, 1ie i BU3Hauae
MMOTEHIliaJI MOIAJIBIIIOr0 Aia/IOTy Ta 36ibIIeHHS
KIJIBKOCTi MMTaHb 1010 XyI0XKHMKA. [louHiMO 3
TUX, 10 BXKe 6y 03ByUeHi Ha GopyMi.

Mi>x 1930-MM poKamu, Ko po60Tu MasieBuua
MO)XHa 6yJ10 KyniuTH B ['ojutaHzil 3a 200 monapis, i
rouaTkoM XXI CTOJITTSI, KOIU KiJIbKiCTb MiApo6OK
70TO KapTUH Habyia KaTacTpodiuHUX MacuiTa-
6iB, IIpOJIATIa BeJIMKA BifiCTaHb, AECh ITOCepPeayHi




KAZIMIR MALEVICH:
BRIEF HISTORY OF A MYTH

ANNA KALUHER

Conversations about contemporary art often
begin with the phrase: “Who cannot draw a black
square?” Within this there are a thousand and
one questions: why did the black square divide
the history of art into before and after, what does
it mean to modernity, what is the role of the artist
in this new space, what criteria should be used to
evaluate their skill and, ultimately, why Kazimir
Malevich? The answers to these questions can not
be uniform and exhaustive, as each option will
reflect cultural and national traditions, loyalty to
a “school”, and the willingness to perceive the new,
the ability to see the phenomenon in the historical
context and, of course, personal preferences. As
for the figure of Malevich, Ukraine has a special in-
terest in him. On the one hand, she feels herself his

“heir” along with Poland and Russia, and on the
other hand, she does not insist on the Ukrainian-
ess of the artist, behaving too modestly compared
to the other two claimants.

The New Generation forum at M17 was the
event that made it clear: Malevich is important to
Ukraine, not just as an artist who was born here
and worked here for a while, but also as a brand-
ambassador, who should be used in shaping the
image of the country and our art. This conclusion
came from Christina Lodder, president of the Ma-
levich Society in London, who called the event an
exceptional “form of cultural passion.” Actually,
this is precisely what determines the potential for
further dialogue and increases the number of is-
sues regarding the artist. Let’s start with the ones
already raised during the forum.

Between the 1930s, when Malevich’s works
could be bought in the Netherlands for $ 200, and
the beginning of the 21st century, when the num-
ber of forgeries of his paintings became catastroph-
ic, is a long time, Somewhere in the middle of we
will find the birth of the myth of the artist. The very
history of the cult of Malevich was the subject of
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SIKO1 CJIiJT IIIyKaTM HapoJiXKeHHs Midy
npo mutug. Came icTopis mosgBu
KynbTy MasieBMua GyJ1a TEMOIO JIEKIIiT
KaHAuJaTa MUCTELTBO3HABCTBA, He-
3aJIeXKHOI ToCaigHuIli, wieHa IlIBe-
LIAPCHKOI'0 aKaZileMiuHOro TOBapyuCTBa
3 BuBuUeHHs CxigHoi €Bporu (SAGO;
Mropix, [IBerniapist) Bitu Cycak «Unit
MasneBuu? Uomy ManeBnu?». Toxx Ha-
Be[JiMO OCHOBHI 11 Te3M.

V 1957 pori B [Tapwxki Bim6yna-
cg BucTaBKa «IlommepeHUKM abCT-
PakTHOTO MUCTeIlTBa B Ilobiii» —
mepuia MOBOEHHA Hpe3eHTallig
TBOpiB MasieBuua. [Iotu 6yJiM eKCIo-
3uLiil y Bapiasi Ta HpI0-IOPKCBKOMY
MoMA, asie Texx He MOHOTpadiuHi.
OnmHak caMe Iicis 1957 POKY, 3aBJs-
KV TeKCTy 23-piuHoi Kaminu I'peit, ska

MOCTaBWIA XYA0XKHMKA B OFVH PSif 3
Kanguucekum i MoHApiaHoM, deHo-
MeH MaJieB1ua OTpUMaB GUThII-MEHIIT
CaMOCTiMIHUM, OKPEeCJIeHUN TeOPi€en
KOHTYp. [;mel gocniguuui crpaio-
BaJIM MOB ITyCKOBUM MeXaHi3M: yKe
3a KiJIbKa pOKiB IepuIni He3ajex-
HuUM KypaTtop Xapasab] 3eeMaH 3po-
6B r'yuyHY BUCTABKY a6CTPAKTHOTO
MMUCTelTBa 3 BeJIMKOIO KiJIbKiCTIO
TBOpPiB MasieBnua. [lasii crapaHHIMHU
Tpoesnca Angepca (aBTopa KaTajaory
6epiiHCHKOT BUCTaBKM MaieBuua
1927 POKY) BUMIIUIU IPYKOM Teope-
TUUHI TIpalli MUTIS, a B 1979-MY BifI-
6yracs BucTaBKa «[lapmx — MockBa»
B llenTpi [loMmniny — nepmui my6-
JTiuHMM noka3 «UopHOro KBajgpaTa»
micnsg «OcTaHHBOT PYyTYypUCTUUHOT

Kpicmina Jloddep, npogpecop icmopii mucmeyme YHisepcumemy micma Keum,
npe3udenm Tosapucmea Manesuua (JlondoH, Benuxa bpumanis)

Christina Lodder, honorary professor of history of art at the University of Kent
and the president of the Malevich Society in New York

BUCTaBKM KapTHUH ,,0,10», 1[0 IPOMNIIUIA
y [leTporpazi B 1915-My, 0O3HaMeHyBaB-
mu co6010 3aBepIIeHHs nepioay dy-
TYpU3MY i Ilepexifi 10 cynpeMaTU3My.
[Ile yepes gBa poku, y 1981-My, B Mo-
CKBi BiJKpuJiacsl CeHcalliliHa BUCTaB-
kKa «MockBa — [lapmx. 1900-1930». Yci
1i moAil CHPUUMHMIIM HOBY XBWJIIO 3a-
XOTUIEHHS aBaHrapJoM i BUBEIN 10ro
Ha mik nonynsapHocTi. Ctanoca Take
co6i 3aMileHHsT: CIIepIIy COIpeaTiamMm
BUTICHUB aBaHTap/, a MOTiM aBaHTap/,
HaCTiJIMBO I0OUaB TiCHUTU colipea-
stiam. Ha kiHenb cBoro icHyBanHs CPCP
II0BepTaBCs 10 TOrO, 10 WITYUYHO IIe-
pepBaB Ha MOYATKY 1930-X. 3a KiJIbKa
pokiB MasneBuu i «HopHMUI KBajgpaT»
3HOB CTa/IX CBOEPITHUMIM MapKepaMu
Cy4acHOTO MUCTeIITBA.

[locTynoBO 3 HaAHAIiOHAJIBHOTO
«6peHOYy» BiH ITOUAB MEPETBOPIOBA-
TUCS Ha «OpeHI» HalliOHAJIbHUM, I10-
IIpM Te, L0 CaMi aBaHTapAUCTH, @ TUM
6iyipiie MajieBuu, SKMUi Ha3UBaB cebe
«3EMJITHUTOM» i «KKOCMiTOM», He HaJITO
LIiKaBUJIMCA MM MTAHHAM — II0 Ha-
IIioOHaJIbHUX MOJIMUKaX 1X pPO3KIaanu
3roJIoM MUCTEL[TBO3HaB1i. llei mporiec
3auenuB i ManeBuua, SKOro ynMmpaaiti
AKTUBHIIIIe ITPeACTaBIISIIOTh Y KOHTEKCTi
HalliOHaJIBHOTO, 3MYIIYIOUM ITPOXOAUTHU
KPi3b TOPHMIIO KYJIbTYPHUX «HAJIOAHb»
Vkpaiuu, [onbii Ta Pocii.

«YKpaiHizauisgs» ManeBuua crana
MOXKJIMBOIO TTepeayciM 3aBIsIKU I10-
Ipyxokio Mapkage, Jimutpy l'op6auo-
By, MupocnaBi Myipak, KOXKeH 3 IKUX
BUCYHYB BaroMuit KOHTPapryMmeHT po-
CiJiCbKOMY IIPMBJIaCHEHHIO TBOPUYOTO
cragxy MuTus. Btim, Pocist y paH3i pa-
BoHactynHuili CPCP mpomoBxkye peasti-
30BYBATU CBOI «HACIiTHUIIbKi» aMOillii,
He 36aBJIIIOUM TEMIIiB. JK MPUKIAAU
Bita Cycak 3rajiye Hamo6iIbII pe3oHaHC-
Hi BUIaJ KM 1X peastizallil — Bif akiii
rpymu «CuHi Hocu» (POCiChbKII MapIil
Big Propuka 1o Ilytina) mo «Cympema-
TUUHOI KapTu Pocii», HOBOTO Typuc-
TUYHOTO 6peHTy 2018 poky. Illonparma,
YKpaiHChKi KOHTPapryMeHTMU MOHOTpa-
¢ismu He Buuepmasucs. Yoro BapTa
xoua 6 iHimiaTuBa mepeiMeHyBaHHS
aeponopty «bopucminb» B aeponopT
imeni Kasumupa ManeBuua, 3anpo-
rnmoHoBaHa Harastiero 3a6osoTHor0. s
ITPOTIO3UILisl He 37106y/1a BUPINIaTIbHOT
HiATPUMKH, 3aTe 3/IMIINIIACh B icTOpil
SIK KDACHOMOBHUM KYJIBTYPHUM JKecCT.



Bima Cycax, kaHdudam mucmeymeo3Hascmea,
He3anextHa doclioHuYys, uieH Illsetiyapcoko2o
axKademiuHo020 mosapucmea 3 6UBUeHHsl

CxioHoi Eeponu (SAGO) (Lopux, Ileetiyapis)

Vita Susak, Ph.D. in Arts,

independent researcher,

member of the Swiss Academic Association
on Eastern European Studies (SAGO)
(Zurich, Switzerland)

a lecture by a Lviv researcher Vita Susak Whose Malevich?
Why Malevich?. So let’s look at its main points.

In 1957, an exhibition Precursors of Abstract Art in
Poland was held in Paris, the first postwar presentation
of the works of Malevich. Before that, there were exhi-
bitions in Warsaw and New York’s MoMA, but they were
not monographic. However, just after 1957, an article by
23-year-old Camilla M. Gray put the painter in a category
with Kandinsky and Mondrian and gave the Malevich phe-
nomenon a more or less independent, outlined theory. The
ideas of the researcher worked like a trigger: in a couple
of years, the first independent curator Harald Szeemann
made a high-profile exhibition of abstract art with a large
number of Malevich’s works. Afterward, through the efforts
of Troels Andersen (author of the catalog of Malevich’s 1927
Berlin exhibition) the theoretical works of the artist were
published. In 1979, the Paris-Moscow exhibition took place
at the Pompidou Center, the first public display of the Black
Square after The Last Futurist Exhibition of Paintings 0,10,
which was held in Petrograd in 1915, marking the end of the
period of Futurism and the transition to Suprematism. Two
years later, in 1981, a sensational exhibition Moscow-Paris.
1900-1930 kicked off in Moscow. All these events led to a
new wave of avant-garde enthusiasm and brought it to the
peak of popularity. A kind of a substitution happened, first
with socialist realism superseding the avant-garde, then the
avant-garde began to push back against socialist realism. At
the end of its existence, the Soviet Union returned to what
was artificially interrupted in the early 1930s. In a few years,
Malevich and the Black Square again became the markers
of contemporary art.

Gradually, from a supranational brand, he began to
turn into a national one. Despite the fact that the avant-
garde artists themselves, and especially Malevich, who
called himself an “earthling” and “spaceling”, were not
particularly interested in this issue, they were subsequently
laid out on national shelves by art critics. This process
has also affected Malevich, who is being more and more
actively represented in the context of the national, forcing
him to pass through the crucible of the cultural “heritage”
of Ukraine, Poland, and Russia.

The “Ukrainization” of Malevich became possible, first
of all, thanks to the Marcadé family, Dmytro Horbachov,
and Myroslava Mudrak, each of them making a significant
counterargument to the Russian appropriation of the art-
ist’s legacy. However, Russia, as a successor of the USSR,
continues to realize its “heritage” ambitions without losing
momentum. As examples, Vita Susak mentions the most
resonant cases of their implementation, from the action
of the Blue Noses group (the Russian march from Rurik to
Putin) to the “Suprematist Map of Russia”, the new tourist
brand of 2018. However, Ukrainian counterarguments aren’t
limited to research papers. For example, take the initiative
of renaming the Boryspil airport after Kazimir Malevich,
which was proposed by Nataliya Zabolotna. This proposal
did not receive decisive support, but remained an eloquent
cultural gesture.

The figure of Malevich is irresistibly attractive with his
apparent accessibility and versatility. That is why today’s
Ukrainian viewer will rather perceive him as an illustration
in a publication about Holodomor than as an theorist of the
avant-garde. The lecture ended with two conclusions: firstly,
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JKan-Knod Mapkade, icmopuk mucmeymea, Kypamop,
3acinysceHuti dupexmop HayionanvHo2o yeHmpy
Hayxosux docnidxcenb (CNRS) (Ilapusc, @Pparuyis)

Jean-Claude Marcade, art scholar, curator, director emeritus
of the French National Center for Scientific Research (CNRS)
(Paris, France)

[TocTaTh MasieBMua He3[I0JIaHHO MPUBa6INBa CBOEID
M03ipHOI0 IOCTYIHICTIO M YHiBepcasbHicTI0. CaMe TOMY
CBhOTOHIIIHIV YKPATHChKUM IJIs1iau pajillle CIIpuiiMe 1Moro
SIK iTIoCcTpanio y BUAaHHi mpo ['051010Mop, HiX SIK TEOpeTH-
Ka aBaHrapay. JIekiist 3akiHuyBasiacs JBOMa BUCHOBKaMM:
mo-mnepiie, TeMaTHUKa OOCIIiHXeHb TBOPUOCTiI MaseBmuua
Ma€ UiTKy TeHJeHIlil0 He IPOCTO J0 TMoIiTM3arlil, a 10 Lia-
KOBUTOTO 30Cepe/)KeHHS Ha IT0CTaTi XYI0XXHMKA SIK 110-
TeHLiMNHOMY J)Kepesli NoJIiTMUHKUX HapaTusis. [lo-gpyre,
ocMmuciieHHs dinocodii cympeMaTaMy — 3aBIaHHS came
g XXI cTomiTTS.

I Bce-TaKM KiJIbKiCTh TeM, IOB’I3aHMX 3 JIisyIbHiCTIO Ma-
JIeBMUYa, BUXOIUTD Ja/IeKO 3a MeXKi MOIiTUUHOTO Ta HaBiTh
contiasibHOTrO KOHTeKCTY. Jlekiist Kana-Knoga Mapkage «Ma-
J1eBUU i My3uka — MK MaTomnHauMm i PocimaBuem» — nps-
MMM TOMY AoKa3. Ile He Gy1a po3IoBigb PO OTOUEHHS XY-
IIOXXKHUKA, — CKopilne, crrpo6a peKOHCTPYIOBATH TEOPilo
CYIIPeMaTUUHOTO MUCTEIITBA Uepe3 CTOCYHKU XY OXKHMKA 3
My3MKOI0. BOHM He 06MeXYBaTUCS 3asiBaMM Y Ayci: «Basbcu
[llorieHa MeHi He rpaTH, 1ie 411 3HEPBOBAaHMUX MAHSIHOK» UM
HEIPUSI3HIO 0 «PYCBKOTO CTWIK», & BUPOCTAIN Y LN
KOMIUTEKC IIMOOKMX MipKyBaHb. J[1s1 MasieBMua pyUTM KUBO-
I1CY MaB 00’€THYBATHUCS 3 PUTMOM MY3UUHUM i ITIOETUUHUM,
i caMe Takuii CMHTE3 SIBJISIB COO0I0 JIXKepesio MaiOyTHHOT

CYIIpeMaTUUHOI peBOJIIOLil. 3arnbIeHHs XY0XKHMUKA B Te-
opito My3uKM 36ir710Ch Y uaci 3i ctBopeHHSIM «HOpPHOTO KBa-
JpaTa»: KapTMHa 3'IBWIACS 1915 POKY, a B 1913-My MasieBUU
pasom ¢ O. Kpyuonux i M. MaTIOIIMHNM IIPAITIOBAB HaJl y-
TYPUCTUUHOIO onepolo «Ilepemora Hajg CoHlleM». ABTO-
p¥ ocmiByBa/IM ifiel0 ITO6YTI0BM HOBOTO MalOyTHHOTO, SIKe
MOTJIO HaCTaTHU TiJIbKU MiC/Is1 3pYMHYBaHHS CTApOro CBiTy
3 IOTO POMAHTU3MOM, 6araTOMapHOCIIB’ IM i BiIKmIMmMu
MIOHATTSIMM PO Kpacy. KoxkeH 3 MUTLIiB AOCSATaB IIbOTO
BJIACHMMM 3aco6aMu: KPpyuoHUX — MOETUUHMM 3ayMOM,
MaTiomuH — AUCOHAHTHICTIO My3MUHOI TKaHMHMU, Mase-
BMU — CyIIpeMaTUUYHNMM no6ynoBamu. [lo peui, came y ge-
KOpallisIX 0 BUCTaBM BIIepIlle BUHUK 3HaMeHUTUM «HopHU
KBaJ[paT», 3aMiCTUBIIN COO0I0 COHSTUHE KOJIO.

SIK 3p0o3yMiTH MY3UKY uepe3 HedirypaTUBHUI XUBO-
mmc i 1K 6yIyBaTV MY3MUHUM aHAJTi3 3a JIOTIOMOTOI0 ITOHSITh
BisyasnibHUX MuctenTB? lle 6yo 11 MaseBuua OCHOBHUM
MMUTAHHSM, 1[0 YaCTO 3ByUaJIO Y «IIOeTUUHUX MHaJliMIIcec-
Tax» MOTro JUCTIB i giasioriB 3 MaTommHUM i PociaBiem.
Bim My3muku BiH BMMaraB TOTO K, 110 M Bifj JKUBOIIUCY: «SIK
haHaTHK, IKMI OTJIMHAE ITCTeJTI0, BUMaralo My3MKy IycC-
Teni — nycreno dapb, came 1ie Mae 6yTU Ha CIeHi — rpa
MY3MKH ITYCTeh i (hap6y — TaK HAPOAUTHCS HOBE IJaPCTBO
MMCTELITBay».

Ille omHa LikaBa Tema 6yJia 3aIIpOIIOHOBAaHA 3HABLIEM
pociricbkoro aBaHrapjy, wieHoMm paau QoHmy XapmxueBa
(Amcreppam, Higepnangy) lllenrom lleiteHom, a came 6ara-
Topiunmuit KoHQITIKT MasteBnua 3 Bonogumupom TaTmiHMM.
IXHi B3a€EMMHM CTaV OJHMM 3 HAI3aXOIUTIOIOUMX CIKETIB
B icTOpil paAgssHCBKOrO MUCTeLTBA. [IBa MOJII0CU: HA OFHO-
My —POAOHAUIbHMK KOHCTPYKTUBi3MY TaTJliH, 1110 MparHe
ycima 3aco6aMy BUSIBUTH «KUTTS MaTepiaty» i po3ymie
MMCTEIITBO ITepelyciM ik BUPOOHMIITBO; Ha Apyromy — Ma-
JIEBUU 3 MIOr'0 CXWJIbHICTIO 10 TEOPETU3YBAHHS Ta MiCTHU-
U3My. IXHA 60pOTH6a 32 TUTYJ «BOXKIA IPOJIETAPCHKOTO
MMCTeIITBa» HabyBasia To (popMM 3aIleKInX Ae6aTiB, TO eKC-
LIEHTPUUHUX BUTIBOK 3 PO3IMOBCIOKEHHSIM ITO6peXeHbOK
po camux cebe. Bij momi6HUX MPUBCETIOIHUX TeaTPasTi3o-
BaHMX 6aTaJTill 3a/IeXKasIo IIPaBo Ha JIiIepCTBO B aBaHTap/l-
HOMY pyci. [cTopist 3pobwia cBivt BUOGip, BimaBmm nepepary
MasieBnuy. A 11e, B CBOIO UepPry, HAPOAWIO OJMH 3 HaVBaX-
JIMBIMIMX (X0ua ¥ 30BCiM He 6e33aCTePeXXHMUX) MOCTYIaTiB
XX CTOJITTS: MUCTELITBO, L0 IIPETEHIYE HAa PO3POOKY HOBOL
Teopii Ta peBOJTIONIiI0 Y CIT0CO6i MUCIIEHHS, TIepeMOyKe TBOP-
UicTh, IO OO6CITYTOBYE TIEBHUM iCTOPUUHMM eTall. | Ko
Tiepire CTaHe JKepesioM HOBUX HAIIPSIMIB i LIKiJI, TOo Apyre
3IMIINTBCS B TOMY IIPOMDKKY, JI/Is1 TIOTPeO SIKOT0 BUHUKIIO.

Toxx sKMM, BjIacHe, € HOBiTHi1 06pa3 YKpaiHChKOTO
MasteBmua? Uy 6araTto B HbOTO CIIUIBHOTO 3 3aXiZHUM 00-
Ppa3oM peBOJIIOLIiOHEPA, PYMHIBHMKA «CTApOoi Bipu y CTapo-
My CBiTi»? UM TOTOBi MM CIPUIHATH LIbOTO «MapcCiaHMHa-
KOCMOIIOJIiTa», 110 IepeBepHYB MUCTELTBO 3 Hil' Ha T'OJIOBY,
B YCilt 1Or0 CKJIaHOCTi Ta MOBHOTi? 3BiCHO, 3 MOUATKOM
¢opMyBaHHS HOBOTO, CYyTO HAI[iOHAJILHOTO 06pa3y MUTIIS
3amycTuiiocs i ueprose Koo MipoTBopuocTi. Hackinbku
MMPOAYKTUBHMUM CTaHe 11eil HoBui1 Mic mpo MasieBuua? Bij-
TIOBi/Ib He 3a6apUTHCSI — MM JIi3HAEMOCH i1 BXKe Y HamOIVDK-
UOMY Mali6yTHEOMY.



the subject of research on the work of
Malevich has a clear tendency not only
to politicization, but also to the com-
plete concentration on the artist’s im-
age as a potential source of political
narratives. Second, understanding the
philosophy of Suprematism is a task
specifically for the 21st century.

Nevertheless, the number of is-
sues related to Malevich’s work goes
far beyond the political and even so-
cial context. The lecture by Jean-Claude
Marcadé Malevich and Music — Be-
tween Matyushin and Roslavets is a
direct proof of this. It was not a story
about the artist’s environment, but
rather an attempt to reconstruct the
theory of suprematist art through the
artist’s relationship with music. They
were not limited to the statements in
the spirit of “Don’t play me Chopin’s
Waltzes, it’s for nervous ladies” or
to the hostility toward the “Russian
style,” but grew into a whole range of
profound considerations. For Malev-
ich, the rhythm of painting had to be
combined with a musical and poetic
rhythm, and it was this synthesis that
was the source of the future Suprema-
tist revolution. The artist’s interest in
music theory coincided in time with
the creation of the Black Square. The
picture was made in 1915, and in 1913
Malevich, along with O. Kruchonykh
and M. Matiushyn, worked on a futur-
istic opera Victory Over the Sun. The
authors glorified the idea of construct-
ing a new future, which could come
only after the destruction of the old
world with its romanticism, verbiage,
and outdated notions of beauty. Each
of the artists achieved this by their own
means: Kruchonykh with poetic Zaum,
Matiushyn with the dissonance of musi-
cal texture, Malevich with suprematist
structures. Incidentally, it was in its
stage scenery where the famous Black
Square arose for the first time, replac-
ing the solar circle.

How can we understand music
through abstract painting and how to
build our musical analysis with the
help of concepts derived from visual
arts? This was the main issue for Mal-
evich which was often raised in the “po-
etic palimpsests” of his letters and dia-
logues with Matiushyn and Roslavets.
From music, he demanded the same

as from painting: “As a fanatic who
absorbs the desert, I demand music
of the desert, a desert of colors, this
is what must be on stage, a play of
music of the deserts and paints, thus
a new kingdom of art will be born.”
Another interesting topic was
suggested by a scholar of the Russian
avant-garde, Sjeng Scheijen. Namely,
the multi-year conflict between Ma-
levich and Vladimir Tatlin. Their re-
lationship became one of the most
fascinating narratives in the history
of Soviet art. Two poles: on one is
the founder of constructivism, Tatlin,
who sought any means to discover

choice, giving preference to Malev-
ich. This, in turn, gave birth to one
of the most important (though not
entirely unconditional) postulates of
the twentieth century: art claiming to
develop a new theory and revolutions
in ways of thinking will win out over
that which caters to a certain histori-
cal taste. If the former becomes the
source of new directions and schools,
then the latter will remain in the gap
it was created to fulfill the needs of.
So what does the latest im-
age of the Ukrainian Malevich look
like? Does he have much in com-
mon with the Western image of the

Llene IlletieH, chaxiseyw 3 pociticbkozo asaHzapdy, uneH Paou @ondy Xapoxcuesa
(Amcmepdam, Hidepnanou)

Sjeng Sheijen, scholar of Russian avant-garde, Member of the Board of Khardzhiev Foundation

(Amsterdam, Netherlands)

the “life of the material” and under-
stands art primarily as production;
on the second pole was Malevich
with his inclination towards theory
and mysticism. Their struggle for the
title of the “leader of proletarian art”
sometimes had the form of a fierce
debate, and other times as eccentric
tricks with the spread of dirty gos-
sip about each other. The right to
leadership in the avant-garde move-
ment depended on public dramatized
battles like this. History has made its

revolutionary, the destroyer of the
“old faith in the Old World?” Are we
ready to accept this “cosmopolitan
martian,” who turned the art world
on its head, in all his complexity and
entirety? Of course, with the onset
of the formation of a new, purely
national image of the artist, another
circle of myth creation was launched.
How productive is this new myth
about Malevich? The answer will be
given soon enough, we will know it in
the nearest future.
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OCTAHHIN NOPTPET

IIpo aBTOMIOPTPET, HaMa/IbOBaHUM Kazumupom MasieBuuem
3a 11 MiC4IIiB 10 CMepPTi, pO3MOBiJia€ BIIACHUK TBOPY,
MMCTeILITBO3HaBellb i KosieKIioHep Enyapa JInMInmniis.

— IIpepcraBneHut Ha popymi «HoBa reseparis»
OJIiBII€BUI aBTOMOPTPET 1934 POKY — OCTAHHIN, aje
He €EAVHUMN Y cafuHi MUTLA. Kou 11 y AKUX TexHiKax
Oy/iM BUKOHaHI iHmi?

— Ha cporopHinHi geHb BiloMO BiciM aBTOIOPTPETIB
MarneBuua. [lepiri uoTupu 3’ IBUINCS Y TIEPiof 3 1907 A0 1912
poky. TexHiku — TeMIlepa, Tyalll, akBapesib. Y 1915-My 6B Ha-
MCaHuit, Ma6yTh, HaMBigoMimmii 3 ycix — «CyrpeMaTusm:

ABTONOPTPET V ABOX BUMipax». l]g KapTUHA aXX HisIK He Ha-
rajiye 3BUUHe 300pyKeHHS JIIOINHY, aJ[Ke MU 6aUMMO CYTO
CyIpeMaTUUHy KOMIIO3MUILilo, Jie, IO peui, MPUCYTHiN yop-
HUM KBaJipaT, IKui MajieBMU BUKOPUCTOBYBaB Iije 0 I10-
sIBU BilacHe «UopHOro KBajpaTa». Tpyu oCTaHHI IOPTPeTH
CTBOPEHi Y 1930-Ti poku. | K110 nepuli CTMIiICTUUHO Ha-
GTVDKeHi 10 CMMBOJIi3My Ta (pOBi3My, TO ITi BUKOHAHI Y KyIu
GUTBIN peasTiCTUUHIM MaHepi. MaTIOHOK 1934 POKY, ITPO SIKMIA



THE LAST PORTRAIT

On the self-portrait, drawn by Kazimir Malevich
11 months before his death, told by the owner of the drawing,
art scholar and collector Eduard Dymshyts.

— The 1934 pencil self-portrait, which was presented
at the New Generation forum is the last, but not the only
one among the artist’s legacy. When and how were the
others made?

— As of today, we know of about eight Malevich self-
portraits. The first four were created in the period from 1907
until 1912. The techniques used were tempera, gouache, and
watercolor. In 1915, maybe, the most famous of them saw the
light of the day, Suprematism: Self-Portrait in Two Dimen-
sions. This painting doesn’t resemble a usual depiction of
a human. We can see a purely suprematistic composition
which includes a black square, which Malevich had been us-
ing even before the creation of The Black Square itself. Three
of his last portraits were made in the 1930s. While the older
ones gravitated stylistically toward symbolism and fauvism,
the latter ones were made in a much more realistic manner.
The 1934 drawing which we are currently discussing can
be called a work in the spirit of the Old Masters. Malevich
painted himself with a thick, Marx-like beard, and wrote
about this himself: “That’s how I look. Marx in his grave.
When I go outside, children start yelling “Karl Marx”.

— Is this turn to the realistic tradition connected to
the beginning of the persecution of avant-garde artists,
or did just suprematism exhaust itself?

— I suppose that the reason is the attack on modern-
ism. This forced Malevich to flee from Kyiv. Even when he
returned to Russia, he didn’t find it to be a safe haven. In
1930, the NKVD arrested him as a “German spy” and the art-
ist spent several months in prison and fell terribly ill. Thus,
even a powerful figure such as Malevich found it hard to
fight the regime.

— Could you tell how the self-portrait made its way
to you, and where was it stored before?

— In 1996, I got a call from a fellow art scholar from
Simferopol, who told me that a self-portrait of Malevich was
up for sale. I was skeptical at first, as such offers of artists

on the level of Malevich, Kandinsky, or Picasso are frequent
but there is no point in rushing to them as the risk of find-
ing fraud is very high. However, this situation somewhat
differed from the most, and I inquired about the reason for
a work of Malevich to be found in Simferopol. The person I
was talking to, a researcher of the avant-garde, answered that
he had been speaking with the descendants of the famous
Futurist poet Hryhoriy Pietnykov, the husband of the artist
Vira Synyakova. I didn’t know much about him back then,
but soon enough I found out that Pietnikov was close with
the Futurist circle
Hryhoriy had known Malevich since the latter half of the
1910s, and he even gave him a commission for illustrations
for his poetry collection. Moreover, he was actively engaged
in correspondence with writers and avant-garde artists. There
is much direct evidence of this. I understood that I had to
take this information more seriously. The poet’s daughter
Maryna Hryhorivna Pietnykova was ill then; she told me that
she needed the money for treatment, and I bought the self-
portrait. It was stored in a folder made by Pietnikov himself.
It had an inscription in the daughter’s handwriting saying: “I
certify the authorship of the Malevich’s self-portrait™.
Nevertheless, considering the great number of fake
avant-garde works, I had to find proof of the drawing I bought
for myself. I started looking through archives, catalogs, mem-
oirs about the artist, and I immediately found both the self-
portrait itself and Pietnikov’s letter to Velimir Khlebnikov
from February 24th, 1965 in the two-volume book Malevich
on Himself. Contemporaries on Malevich: Letters, Docu-
ments, Memories, Criticism. Here’s what it said: “I just have
the sheet still, you know it. It’s his pencil drawing, a self-
portrait with the inscription, where he has the big beard and
“children yelled “Karl Marx!” upon meeting me”. Then I came
to know that in 1960, Davyd Burliuk printed this portrait in
his almanac Color and Rhyme, which was issued in the US.
The portrait was also printed in the catalog of Malevich’s
1927 exhibition in Berlin, which was issued in 1970 by the
Stedelijk Museum Amsterdam, as well as in Andriy Nakov’s
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MM 3 BAMM TOBOPUMO, MOXXHa Ha3BaTM TBOPOM Y JIyci cTa-
puUX MamcTpiB. MaseBudu 306pa3uB cebe 3 OTPSIJIHOIO, K
y Mapkca, 60poio1o, Ipo 1110 caM i HarnmcaB: «TaK 51 BBITJISDKY
cenuac. Mapkc B moruie. Korjia BEIXOXKY Ha yIuLy, JETU
Kpuuart ,,Kapi Mapkc“».

— Takui MoBOPOT A0 peayTiCTUUHOI TpaauILii MoB’s-
3aHMI 3 IOYATKOM I'OHiHb Ha aBAaHTapPAUCTIB UM IIPOCTO
cynpeMaTusM ce6e BUuepran?

— Tapato, mo mpMuKMHa caMe y HaCTYIIi Ha MOJIepHi3M.
Uepes 11e MasieBmu TikaB 3 KueBa, i HaBiTh KOJIM IOBEPHYBCS
Io Pocii, momMy BxXe He BJIaJI0CS 3HAUTU TYT «TUXO1 raBaHi».
V 1930 pouii HKBC 3aapemTyBas 10r0 K «HiMeIbKOTO IIIIIN-
TyHa», KiJIbKa MiCAIliB XyJOXKHMK IIPOBiB Y B’I3HUIIi, BHA-
CJTiJ0K UOT0 TSHKKO 3aXBOPiB. OT)Ke, HaBiTh TaKill MOTYTHiM
ocTaTi, Tk MasieBuy, 60pOTHCS 3 PEXXUMOM GYJI0 BXKKO...

— Po3KaxiTs, IK caMme NOTpPanuB 40 BaC aBTOIOP-
TpeT, i Ae BiH 36epiraBcs paHime?

— 1996 POKY MeHi 3aTesrepOHYBaB 3HATOMUI MUCTEII-
TBO3HaBellb i3 CiMdeporiosng i cka3as, 10 IIPOJAETHCS
noptpet MasneBuua. Crieputy s BigpearyBaB JOCUTb CKell-
TUYHO: MOIi6Hi ITPOIMO3MIIT II0JI0 XYA0KHUKIB piBHS MaJte-
Buua, KauanHcekoro un [likacco 1yHAIOTh UacTo, ajie HeMae
CEeHCY 3PMBATUCS 3 MiCIIsT, 60 PU3MK HATPAITUTH Ha ITiIPOOKY
JIy)Ke BUCOKUI. AJie BCce-TaKM Lisl CUTYyallis Jelo Bigpi3Hs-
J1acs Bify GisIBIIOCTI, i 51 ITOITiKaBUBCS, YoMy TBip MasyieBnua
onmHMBCcs B Cimdepornosti. Mi cr1iBpO3MOBHUK, TOCTTITHUK
aBaHrapAy, BiITIOBiB, 110 BXXe AesSKMUM Yyac CHiJIKYEThCS 3
HallagKkaMy Bimomoro noeta-gytypucra I'puropis Ilet-
HMKOBA, KOJIMIIHBOTO uoJjioBika Bipu CuHsKOBOI. [Ipo HBO-
ro MeHi ToAi 6yJyio BimoMo 30BciM HebaraTo, ajie HeBJI0B3i
s1 3’ICyBaB, 110 [IETHUKOB 6YB «CBOIM» cepef, (pyTYpPHUCTiB,
11e 3 Ipyroi MOJIOBUMHM 1910-X POKiB 3HaB MajieB1ua i Ha-
BiTh 3aMOBJISIB 10My 0hOPMJIEHHSI CBOET IIOETUUHOI 36i PKM.
Kpim Toro, BiH gy)Xe akTMBHO JIMCTYBABCA 3 JIiTepaTOpaMu
Ta XyIOXHMKaMM-aBaHTapAUCTaMH, IIPO 0 € 6e3/1iu mps-
MUX CBigueHb. 5 3po3yMiB, 1m0 Tpeba MOCTaBUTKCS A0 iH-
¢dopmariii cepitosninre. [Jonpka noera, MapuHa I'puropisaa
[leTHMKOBa, TOJi XBOpisa; BOHA CKa3asa, IO 1 MoTpi6Hi
KOIIITHM Ha JIIKYyBaHHS, i 51 Tpuji6aB aBTOIIOPTpeT. 36epiraBcs
BiH y mamiii, 3po6seHiit camuM [leTHUKOBMUM. PyKo10 JI0Hb-
KM GyJ10 HaIllMCaHO: «ABTOPCTBO aBTONOpTpeTa MajeBuua
YA0CTOBEPSIIO».

I Bce-Takm, BPaXOBYIOUM BEJIMUE3HY KUTBKICTB ITiAPOOOK
TBOPiB aBaHTap[MCTiB, MEHi IMTOTPiIGHO OYII0 AJI1 CaMOoro cebe
IIOBECTY OPUTiHAIBHICTh MPUI6AHOTO MaTIOHKA. S TTouaB
nepesuBIISITUCS apXiBHI MaTepiasiy, KaTaJoTH, CIOragu
PO XYJIO)XKHMKA i MarbKe ofpa3y 3HAMIIOB  IBOTOMHUKY
«MasieBnu o cebe. CoBpeMeHHUKM 0 ManeBuue. [Incbma.
JIoxymeHTsl. BociomnHanus. Kputuka» i cam aBTOIIOpTpeT,
i muct IleTHMKOBA Bif, 24 MIOTOTrO 1965 POKY, alpeCOBAHUMN

HaBupny Bypoky. Ock mo TaM 6yJ10 HanmucaHo: «Y MeHs
COXPAHWICS TOJIBKO JINCTOK, KOTOPBI ThHI 3Haelllb. ITO ero
KapaHZaITHbIN PUCYHOK, aBTOIIOPTPET C HAJINChIO, ITie OH
C 3apociuer 60poJoi U ,,AEeTH Ha YIUIIe KpUUJIM, BCTPETUB
meHs1: Kapn Mapkc!“». IloTiM s gisHaBcs, 1110 1961 poky [la-
BUA, BypiioK HaIPYKyBaB Liel IOPTPeT Y CBOEMY aJIbMaHaci
«Komip i pumav, 1o BugaBaBcst B AMepuili. BigTBoproBaBcs
BiH TakKOX y KaTa103i 6epiHChKOT BUCTaBKM MasieBuua
1927 POKY, BULAHOMY V 1970-My aMCTepAaMCbKuM Myseem
Crepnenelik, y kKaTaio3i AHnpia HakoBa, y kHm3i [Imutpa
T'opb6auoBa «MasneBuu Ta Ykpaina». To6To po6oTa 6yna Bi-
JoMa JociaifHuKaM. [I’9Th pokiB TOMy, KOJIM aBTOOPTPET
BJKe MaiKe 20 POKiB 36epiraBcst y MOI# KOJIEKILil, 10ro 6yy10
o1y 6J1iKOBaHO Ha OOKJIAIMHIL )KYPHATY «AHTMKBAp» 3 MOIM
iHTepB’10 B HOMePi.

— SIKIIO aBTOIIOPTPET NOTPANMUB A0 BaC Y 1996-My,
YOMY MM TUTBKM 3apa3 3MOIJIU ITO0AUUTH MIOTO VIKUBY?

— Ilo-nepie, K s BXXe Ka3aB, IOTPi6eH 6YB uac miIs
IOCITiPKeHHST TBOPY, 60 UMM TyuHiIe iM’d, TUM 6isblie
BiATIOBiAa/IbHICTD. Sl HEe MaB IMpaBa BUCTABJISITU OTO, JOKU
He IIepeKOHABCS MOBHICTIO, 1110 Iie opuriHait. [lo-mpyre, meHi
XOTi/IOCd JoueKaTycs MoJil, mop’13aHol caMme 3 MajsieBuueM,
1106 0illifiHO IIPeICTaBUTH MOTO OCTaHHili aBTOIIOPTPET.
[ HapenTi BUIayia Taka Haroga — BUCTaBKa i MiXKHApOHUM
opym Ha uecTh 140-pivyus Bif JHI HAPOKEHHS MUTIIS.

— [Jnsa KueBa MasieBuu 6€3yMOBHO € 3HAaKOBOIO ¢hiry-
poro. TyT BiH HapOAMBCS, TYT MPONIIUIA OJHA 3 OCTAHHIX
M0T0 BUCTABOK. AJie B YKpaiHi He 3a/TMIIMIIOCH 3KOLHO1
BUIATHOI pO6OTH XyO0:KHUKA. YoMy?

— MasteBHMU moixaB 3Bificu JOCUTh paHo. [IoTiM moBep-
HYBCS, IesIKMI1 yac BUKIaAaB Y KUTBCBKOMY XyIOKHBOMY
iHCTUTYTI, mucaB KapTUHU. OJHAK yCi BOHM MOTPanuIn
I10 TpeThIKOBCHKOI rajiepel, Xou i JeMOHCTPYBJINCS HA KU-
1BCBKiV BUCTaBL 1930 POKy. TyTellHi KojeKIjioHepy Maau
JI0BOJIi KOHCepBaTMUBHI MOIJISIIM 1 He KBAIIVWJIMCS CKYIIOBYBa-
TY TBOPYM aBaHTapAHOT0 MUCTelTBa. TOMy 3 BUCTABKU HiXTO
Hiyoro He npu6aB i )kogHa po6oTa TYT He 3aJIUIINIIACK.

— ToO6TO aBTOMOPTPET HAGyBa€ my1A YKpaiHu 0Cc06-
JIMBOT'O 3HaUeHHs1. MO>K/IMBO, 10T'0 XOTiB OM IpUa6aTH
U1 CBO€T KoleKiiii HarioHa/ibHUM My3e?

— 41 30BCiM He TeBeH, 10 Tpeba HECTU MaTIOHOK 10
Mmy3ew. HanimoBipHime, BiH morpanuth go ¢oHAIB, 60
B ToMY-Taku HXMV eKCIIOHY€eTBCSI MeHIIIe IT’SITU BiJICOTKIB
po6it. CborogHi, KoM HEMAE KOIHMUX CYMHiBiB B OPUTi-
HaJIBHOCTi TBODY, 51 6yy POOUTHU BCe MOXJIUBE, 1106 TaKa
BUCTaBKa, K y lleHTpi M17, 6y/1a HE OCTAaHHBOIO, i TOPTPET
JK/B HACMUYEHUM BUCTABKOBUM XUTTIM.

CoinkyBasacsa HATAIIA HHIDITKOBChKA



1951 COLOR AND RHYME No. 45
LIST OF PAINTINGS BY B@mx

G\JILIUK o-- ol -au plul" v ol
dern art-—1911

u-u TENMEESER BOTANICAL
JACENT TO PERCY SWARH

{ of Pointings
Palma, Majoren (19591

20
. Van Gagh R Underpass Arkes
1950 3

D\lign Wlnd Ha ers (19601
40«

of the Zlat, Tre It of poiotings for |
| o enciting exhibition. | recognize that

mpiete fist but never-the-less
Twa Simers (19551 35 %

T b Duwd Burlivk « 1901

—
Advest of Mel ‘?m(ﬂ.(ll ;r;.._'u‘:“
19251 u cmi-

’&lbmoﬂ 1926, Phila.) B
Eonl‘ u:rm- in Bronx (19231 Lavwe
%JSH Maw Yok - Junk Shog on 34th.

119300 20 =
Glaucester - nr[cnd (19351
Was Mludrd in c:l bitien Goldan,
Gare, San Francivea,

Boats in Mazare Fn«u;ﬁl
Hewly Ma

Firt Mom-objective (1913)
Flovidian Hosies - Anmo Maria
Bredenton B-ugh Floﬂﬂl Fish Pier
5 in Flori

\:““J‘n Hndaa Florida
Book of the Deean

ot cacdially.

.m,.u.wu-

O

frrrpwks.wrkkr.prsnwewrrp

Harse is Barm

Green Rosstar

Face of the Fields

jae Baats, LI, H.Y.

O« Shares

M::I';ul Village, L4, H.Y.
Happy Couple

Leke Elsi

Tiene and Faith

Atem
Russian Village
-

Dualivk by s {iigarerll, PYE. NYL

WINTER EVENTNG
by Berlich, Vi

VERITORS ANE COADIALLY

&

catalog, and Dmytro Horbachov’s book called Malevich and
Ukraine. That’s to say that scholars were familiar with this
work. Five years ago, when the self-portrait had been in my
collection for almost 20 years, it was published on the cover
of the Antikvar journal with my interview in the issue.

— Ifyou got the self-portrait in 1996, why are we able
to see it only now?

— First of all, as I’'ve said, I needed time to study the
work, because the more famous, the name the bigger the re-
sponsibility is. I had no right to exhibit it until I was entirely
sure that this was the original. Secondly, I wanted to wait for
an event connected to Malevich himself to officially present
his last self-portrait. Finally, the opportunity arose in the
exhibition and the international forum on the occasion of
the 140th anniversary of the artist’s birth.

— Doubtlessly, Malevich is a significant figure for
Kyiv. He was born here, one of his last exhibitions took

place here. But none of his famous works remained in
Ukraine. Why?
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— Malevich left here rather early. Then he returned,
taught at the Kyiv Institute of Art for a while, made paint-
ings. However, all of them ended up in the Tretyakov Gallery,
despite having been showcased during the 1930 exhibition
in Kyiv. Local collectors held rather conservative views, and
they weren’t in a hurry to buy avant-garde works. That’s why
nothing was bought from the exhibition and not a single
work remained here.

— So the self-portrait is especially significant for
Ukraine. Maybe, the National Museum would want to
buy it for their own collection?

— I'm not entirely sure that you'd want to bring the draw-
ing to the museum. Most likely, it would go into storage.
The National Museum of Art of Ukraine exhibits less than
5 percent of its works. Today, when we have no doubt that
the work is original, I will do everything I can to make the
exhibition as the M17 Center not be the last one, and so that
the portrait can live a full life of exhibitions.

Interviewed by NATALIA SHPYTKOVSKA

71



[IPOLIIAHHS 3 IMIIEPIEIO

Kpyrmi ctonu i guckycii, mpoBedeHi iz uac po6otu Gopymy
«HoBa renepaiiisi», CTasiv BaXXJIMBUMMU IIJI1 YKPATHCHKOTO MUCTELIbKOT'O
cepeioBUIIA ITOAiIMU. Y paMKaX KOXXHOI 3 HUX ITPOBiIHI eKCIIePTH,
sIKi, BJIacHe, i BBeJIM B HAYKOBUM OOIT IIOHSITTS «YKPaiHChbKUMI
aBaHrapa», HaMaraJiMcs JaTH BiAIIOBib HA P KJIIIOUOBUX IJIS icTOpil
BiTUM3HSHOI KYJIbTYPU IIUTAHb: K «3BECTH JOKYIM» PO3Pi3HEHY MaITy
VKPAIHCBKOT'O aBaHTapAy, IKMM UMHOM CQOPMYBATU HOBY ITOJIITUKY
perpe3eHTallil YKPalHCbKUX XYIOXKHUKIB Ha 3aXiJJHOMY apT-PUHKY,
K BUCTOSTU B iICTOPMUHOMY 3MaraHHi 3a «Hal[iOHaJIbHY
aBTEHTUUHICTb» aBaHTapAy Y MOCTPAASTHCbKOMY ITPOCTOPI —

OCBb JIMIIIe KiJIbKa TeM, 1110 06roBoproBaInca B M17.
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FAREWELL TO THE EMPIRE

The various round tables and discussions held during
the New Generation Forum were essential events for the Ukrainian
artistic community. Within every one, leading experts sought to explore
the world of the Ukrainian avant-garde through a scientific discourse.
They tried to answer a number of critical questions pertaining
to the history of national culture: how to build a comprehensive
map of the Ukrainian avant-garde, how to create a new representational
policy for Ukrainian artists in the Western art market,
and how to survive the historic competition for the national authenticity
of the avant-garde in the post-Soviet space. These were just a few
of the topics discussed at M17.

—-——
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CaM (haKT OKpecIeHHsI TaKUX IMUTaHb i 3aBIaHb € CBiJI-
UeHHSIM BUTPMMAHOTO0 KpPaiHOIo iCIUTY Ha MOJiTUYHY 3pi-
JIiCTB i MOCTYIIOBOTO BUXOAY 3a KOJI0O MMHYJIOTO «MDX JIBOX
iMmmepin». ToX, IpUCITyXaiMOCs 5O HallBaXKJIMBIIIUX Te3,
110 [IPO3BYyUYaIX Ha UCKYCIl 1 KPYIVIMX CTOJIaX: «YKpaiH-
CBbKMV BHECOK Y CBiTOBMI aBaHrapzy», «Marma yKpaiHCbKOro
aBaHrapay», «Kosnekiionepu aBaHrapay. [cTopis Ta mpaxkTu-
Ka», «AKTYaJIbHUI CIAJ0K: JiSUTbHICTh (POH/TIB XYIOXHMKIB-
ABAHTapAMCTIB CbOTOHi», 1[0 BiIOYIMUCS 22—24 JTIOTOTO.

VKPATHCBKMY BHECOK
V CBITOBUM ABAHTAP]],

Maitke KOXXKHa iCTOpist PO YKpaTHChbKUI aBaHTap/I 3a-
3BMUAM IOUMHAETHCS 3 PO3IIOBiAi IPo 6araTopiune mpuxo-
BYBaHHS 11i€l UaCTMHMU KyJIbTYPHOI CIIAJIIVHY, [IePEeKPUTTS
6y Ib-IKOT MOXKJIMBOCTi BUSIBUTH 7 TTI0Ka3aTH 11 CBiTOBI Ta 3a-
60pOHY Ha BUBUEHHS i MyOsIiKallilo BiAIIOBiAHMX MaTepiastiB.
Tomy He AMBHO, 10 AUCKYCisd, SIKa MaJia 6 CTaTy MiJICYMKOM
YKPalHCHKOT'0 BHECKY YV CBITOBMI aBaHTap/, IOUacTy Haly-
J1a hopMaTy «BiUHOTO OBEPHEHHS» 10 IPMKPOTO B LILOMY
BiHOIIEHH] HAIiOHAILHOTO Kofy. VIoro Mexi 3aKiHuyIoThCS
KOpIOHAMU BXKe HEBUIMMMUX, OJTHAK TaK CaMO iCHYIOUMX iM-
repiin, ne 6yab-sKi 3a3iXxaHHS Ha BJIaCHY HalliOHAJIbLHY MUC-
TeLbKY CHaJLIMHY PO3IJISIAIThCS SIK KYJIbTYPHA AVBEPCis.

[IpoinfocTpyeMo cuTyalier. YKpailHCbKUI MUCTELITBO-
3HaBellb JMuTpo F'op6avoB y BiAMOBiZb HA PEIUTIKY POCiii-
CBHKOT0 JKYPHAJIiCTa «IIPO MIMOOKY BTOPUHHICTb CIIpo6U
OCMMCIINTY aBaHTap/] Y HalliOHaJIbHOMY KOHTEKCTi» BifjIio-
BiB IIMTaTOI0 IMMCbMeHHMKa AHIpig [naToHoBa: «Haigio-
HaJIBHUM €roi3M — Iie HOpMaJIbHO». Tak caMm0 HOpMaJIbHO,
K 1 HalliJIeHICTh Ha IIpe3eHTallil0 YKPalHChKOI KyJIbTypU
V CBITi, IK CMi/IMBiCTh IPOCTaBUTU HOBi aKLIeHTHU B icTOpil
mucTenTBa XX CTOJIITTS ¥ CTBOPUTY HOBI TepMiHOJIOTiUHI
cuctemu. MabyTb, came Iie i € HaMIMOMITHIIIMMHM JKecTaMu
«IpolaHHg 3 immepieto». [likaBo, 1o Tom xxe Kasumup Ma-
JIEBUU He INIPUB’I3yBaB CBOIO TBOPUICTh JI0 YKPAIHCHKOI Umn
POCIMCBhKOI KYIBTYPU, TOOTO AMCKYCist PO HAIliOHAJIBHY
NPUHAJIEXHICTh MOT0 CHAAKY JIEXUTH HE CTiJIbKUM B MUC-
TeIIbKil, CKIJIbKM B MMCTEIITBO3HABUiM IUIOMMHI. BTiM, IK
3a3Hauwia Bita Cycak, «BK/IIOUeHHS B YKpPaiHCbKUI Hapa-
TUB He O3HAUA€ IPMMeHIIeHHS SIBUILIA».

[IOHATTS «YKPalHCBKUI aBaHTapAy» yIiepiie 6yJIo 3a-
CTOCOBaHO 1979 POKy BasenTuHoo Mapkaze B MaTepiasii
npo Bacwig €Epmmiosa. 3rogoM BUNILIIM KHUTM MupociiaBu
Mynpak i Jimutpa l'op6auoBa, 3aBASIKM UOMY 1€ TepMiH
CTaB CIIPUIMATHUCS SIK YCTaJIEHUI, OJJHAK IIOIIpK BCe MaB
MOCTiHO JIOBOAUTY CBOE MIPaBO Ha JIETiTMMHICTb. IIpo 11€e,
30KpeMa, Haragas Ipodpecop JriTepaTypo3HaBcTBa 3 KaHa-
v Oner InpHMUIIBKMI: «HaBiTh miciag naginag PaggHcbKoOro
Coro3y 6yab-siKa CIIpo6a KOHIIEITYali3allil BHECKY YKpaiH-
CHKOT'O aBaHTrap/ly B CBiTOBU YHEMOXXJIMBIIIOETHCS TereMo-
Hi€lo pociiceKocTi». Ha IyMKy gocitigHMKa, HAo/IsATaHHS
Ha YKPaiHChKOMY aCIeKTi «3arpo3/iMBe» HacaMIlepe] TUM,
110 MOXKe CIIPUUMHUTU IOSIBY HACTYITHUX HalliOHAJIbHUX
BUSIBJIEHD i BPEIITi-pelIT 3PYIMHYE «BeJIMKUI Mid» TIPo po-
CiMICBbKMI aBaHrap[. AJ)Ke OCHOBHUM apryMeHTOM Ha KO-
PHUCTB MOTO «POCiMCBKOCTi» € Te, [0 aBaHTap/[, 3’IBUBCSI

Ha TepuTOpii 6araToHAIliOHAIBHOI iMITepii, i BigmoBigHO
BCi HaIliOHaJIbHI 3T00YTKM aBTOMATUUHO aCUMiTIOBATACS 1
CTaJIM POCIICBKMM HaZOaHHSIM. AJie iMITepist — 11e He TiIbKK
reorpacdiuHa UM MoJiTMUHA, ajie TAKOX KYJIbTYpPHA KaTe-
ropis, Jie Hacpapzi gyke 6arato micosoriunoro. He pas
3rajlyBaHi mif uac AucKycil KoHuentii beHeankTa AHIepco-
Ha Ta AHH-Mapi Tiec mpo «Buragane» XIX cTomiTTa 3 1ioro
BapiaHTaMu Midos10ri3oBaHOI HaIliOHAJIBHOT iIEHTUUHOCTI
CTalOTh Y 1[bOMY BiTHOIIIEHHI JIy>Ke JOPEUHOI0 TEOPETUUHOIO
6a3010.

YuacHMKaMM AUCKYCiT 6y/10 3aIIpOITOHOBAHO ITPOCTEXM-
TY OCHOBHI TeHJIEHIIi/1Hi TOMWIKM B 3aXiJiHi perpe3eHTa-
11il YKpalHCBKOT'O aBaHTapAy, IOUMHAKUHU 3 eJIeKTPOHHOI
6a3M XYIOXXHUKIB y HBIO-MOPKCbKOMY MoOMA, e mopsj
3 npizBumammu ManeBuua, Excrep, EpmmioBa CTOITh 110-
3HauKa «POCIVICBKUM XYA0XXHUK, HAPOI>KeHU B YKpaiHi»,
i 3akiHuyloun perieHsieio 2006 poky B «New York Times»
Ha BUCTaBKY YKPAiHChKOT0 MOJiepHi3My. [ler maTepias mif,
Ha3BOI0 «Y MOBHiN caMOTi. HapeluTi» npumiTHUI nepegyciMm
TUM, IO I[JTKOM TOUHO BU3HAUMB CTAHOBMILE YKPATHCHKOTO
aBaHrapay: «He 3mimyiiTe uux BUAATHUX YKPATHILIB 3 poci-
STHaMM, XOU BOHU ¥ IIpeJICTaBHUKY BEJIMKOTO POCIMICBKOTO
ABAHTapJHOTO MUCTELITBa», — 3aKJIMKAB aBTOP CTATTi.

BuHMKaE mapaiokcayibHa CUTYallis: 3 OGHOTO GOKY, pO-
CifiCBKMI MOJIEpHi3M He MOXXe iCHyBaTu 6e3 YKpaiHCBKOTO
aCIIeKTy, a 3 APYroro — AJjisg YKpalHu HeJOCTAaTHBO iCHY-
BaHHS Ha PiBHI acIlekTy, aJpKe Taka «CKpOMHa» MaHepa
pernpe3eHTallii NpsIMO BIUIMBAE Ha Te, K 30BHIIIHIN CBiT
IVBUTHCS Ha YKpaiHy.

«MAIIA VKPATHCBKOT'O ABAHTAP/IY »

«,Mara aBaHrapay“ — e npob6jema He reorpadii,
a KOHTeKCTy». LluMm TBepmxeHHSIM OkcaHM bapmmHOBOL
pO3IoUaBCsl KPYIJIUH CTiJl, 0 CTaB OJHI€I0 3 OIIOPHUX
TOUOK (POPYMY i CTPYKTYPHOIO OCHOBOIO BUCTAaBKU B M17.
V 1int po3moBi YkpaiHa — YMOBHU IIPOCTIp, 1110 TeHepYE ifel,
CTBOPIOIOUYM TUM CaMMUM CBOEPIAHY KapTy «TapsTunx TOUOK»
aBaHrappy. Ha mouatky XX CTOIITTSI TAKMMYM TOUKaMM GYJIN
JIbBiB, KuiB, XapkiB Ta Ofeca, YoTUPH LIeHTPU YKPATHCHKOTO
aBaHTapAy, PO3JiJIeHOTO MiXK JIBOMa iMIlepiiMu — ABCTpPO-
VYropcekoio Ta Pociricbkor0. CaMe TOMY ChOTOAHILIHIN ITPO-
11eC pOo3CTaB/JIeHHS HOBMX HalliOHa/JIbHUX aKIIeHTiB € 3Ha-
KOM IIOPMBaHHS CTOCYHKIB 3 iMIIepisiMyu Ta HaJiiyieHHS ce6e
He3aJIe)XHMUM CTaTycoM. | 6ariayke, 110 3 IIUM «PUTYAIOM»
MM TPOXU 3aIi3HWINCS: ¥ 6YAb-IKOMY pasi, 11e CMUCTIOBUM
MIPOCTip, 1110 Ma€ 6YTH 3alIOBHEHU.

JIbBiB — TepUTOPisA mapagoKCy

He3zane)xHum KypaTop i JOCTigHUK, JIbBiB’ THUH AHJI-
pint bospoB i3 caMoro mMouyaTky BU3HAUMB KOOPAMHATHU
LIbOTO MiCTa He SIK OCePeIKy aBaHTapAy, a K Miciis mido-
TBOPUYOrO IOTeHIlia/ly HaBKOJIO HbOTr0. OcKinibku JIbBiB
6yB UaCTMHOIO ABCTPiMIChKOI iMmepii, HacamIiepes TaM
po3BuBanucs ifgel BileHCBKOT celiecii, a TbBiBCBKUM «BU-
COKMI1 aBaHTapA» 37e06iJIbIIOT0 He MaB YKPATHCHKOTO 3a-
6apBiieHH:. [geThcs 1po BisuTH 10 micta diinmo Tommaszo
MapiseTTi Ta nocTaHOBKY BaiyiaBom PagyabcbKum 10T0O



The very act of exploring such questions shows that the
country has passed an exam of political maturity and a slow
separation from its past as an imperial subject. So, let’s take
alook at the most important themes that were heard during
the discussions and round tables: Ukrainian Contributions
to the World Avant-Garde, the Ukrainian Avant-Garde Map,
Avant-Garde Collectors, History and Practice, and Actual
Legacy: The Activity of the Funds of the Avant-garde Artists
Today, held on February 22—-24.

UKRAINIAN CONTRIBUTIONS TO THE
WORLD OF THE AVANT-GARDE

Almost every story about the Ukrainian avant-garde
begins with a prelude about the long-term concealment of
this aspect of the cultural heritage, the shutting down any
possibility to show it to the world, and the ban on the study
and publication of relevant materials. Therefore, it is not
surprising that the discussion, which should have been a
more straightforward celebration of Ukrainian contribution
to the world of the avant-garde, has in part acquired the
tone of eternal return to the regrettable. Its boundaries end
at the borders of the now-invisible but still existing empires,
where any encroachment on one’s own national artistic
heritage is considered cultural sabotage.

Let’s look at the situation. Ukrainian art critic Dmytro
Horbachov, in response to a phrase of a Russian journalist,
«on the profound secondary character of an attempt to com-
prehend the avant-garde in a national context,» responded
with a quote by the writer Andriy Platonov: «National ego-
ism is normal.» It’s just as normal as the focus on the pre-
sentation of Ukrainian culture to the world, as the courage
to put new emphasis on the history of the art in the twenti-
eth century, and creating new vocabularies to discuss these
things. This is the most prominent gesture of the farewell
to the empire. Interestingly, Kazimir Malevich himself did
not connect his creativity with Ukrainian or Russian culture.
The discussion about his national identity isn’t as central to
the art itself as the study of art more broadly. However, as
noted by Vita Susak, «inclusion in the Ukrainian narrative
does not mean a reduction of the phenomenon.»

The term «Ukrainian avant-garde» was first coined in
1979 by Valentyna Marchka in the literature surrounding
Vasyliy Yermilov. Subsequently, the books on Myroslava
Mudrak and Dmytro Horbachov were released, which ce-
mented the term. But, despite everything, the field had to
constantly prove its right to legitimacy. In particular, Oleh
IInitsky, a professor of literary studies from Canada, stated:
«Even after the fall of the Soviet Union, any attempt to con-
ceptualize the contribution of the Ukrainian avant-garde to
the world was made impossible by the Russian hegemony.»
According to the researcher, insistence on the Ukrainian
aspect is «threatening» due to how may lead to further na-
tional discoveries the may undermine the «great myth» of
the Russian avant-garde. The main argument in favor of it
being «Russian» is that the movement appeared within the
society of a multinational empire. Accordingly, all national
achievements were automatically appropriated and became

Russian property. The Russian Empire became not only a
geographic or political but also a cultural category, with
great deal of myth making to justify the imperial project.
The theoretical works of scholars like Benedict Anderson
and Anne-Marie Thiesse were invoked many times men-
tioned in the discussion in order to explain the «fictitious»
nineteenth century with its variants of mythologized na-
tional identity.

The participants of the discussion proposed to trace
the main tendencies in the Western representation of the
Ukrainian avant-garde, starting with the electronic data-
base of artists in New York’s Museum of Modern Art, where,
along with the names of Malevich, Ekster, Yermilov, sits
the marking «Russian artist born in Ukraine.» The timeline
ends with the 2006 New York Times review of an exhibition
of Ukrainian modernism. This material is titled «In solitude.
Finally» It is notable in its accurate depiction of the position
of the Ukrainian avant-garde: «Don’t mistake them for Rus-
sians: Kazimir Malevich, El Lissitsky, Alexander Rodchenko,
Alexander Arkhipenko and Alexandra Ekster were actually
born, or identified themselves as, Ukrainian. According to a
new exhibition at the ambitious Ukrainian Museum, it was
the Ukrainian-ness of some of the greats in modern Rus-
sian art that informed their contributions to the Modernist
movements of the 2oth century.»

This is a paradoxical situation: on the one hand, Rus-
sian modernism cannot exist without its Ukrainian aspects.
On the other, for Ukraine, an existence on the level of mere-
ly an aspect of something else is not enough, because such
modest manners of representation directly affect how the
outside world looks at Ukraine.

UKRAINIAN AVANT-GARDE MAP

«The Avant-Garde Map is not a geographical problem,
but one of context.» The Avant-Garde Map round table
started with this statement by Oksana Barshynova, which
became one of the main points of the forum, as well as
the structural basis for the exhibition at M17. Within this
conversation, Ukraine is a limited space that generates
ideas, thus creating a peculiar map of the ‘hot spots’ of
the avant-garde. At the beginning of the 20th century Lviv,
Kyiv, Kharkiv, and Odesa were the four centers of the Ukrai-
nian avant-garde. They were divided between two empires,
the Austro-Hungarian and Russian. That is why today’s
process of placing new national accents is a sign of break-
ing up relations with the empires and giving Ukraine its
own independent status. It does not matter if we are a bit
late with this «ritual,» it is the semantic space that needs
to be filled.

Lviv is a Territory of Paradox
From the very beginning, Andriy Boyarov, an inde-
pendent curator and researcher from Lviv situated his city
not as the center of the avant-garde, but rather as a source
of potential myth-making. Due to Lviv being a part of the
Austrian Empire, it became a home for the ideas of the
Vienna Secession. Lviv’s «high avant-garde,» for the most
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dyTypucTruHoi m’ecu «BpaHIli», BjamToBaHi TaM Ky6i-
CTUYHI 1 PYTYPUCTUUHI BUCTABKU, JafdaiCTUUHI KoJTaxi
Ta KOHCTPYKTUBICBKY 1oe3ito [le6opu Doresb... 3BicHO, MU
MO>XeMO TOBOPUTMU i IIPO YKPATHCHKY CKJIJIOBY IIMX IIPO-
1eciB, sKi, OJJHAK, HACTiJIbKM TiCHO IepeIvIeTeHi 3 EBPO-
MeMCbKUMM TeHIEeHIIIMU-BiAIIOBiTHNMKAMM, IO HEMaeE
MOTPe6U BUIJIATY 1€ B OKPEMMII KOHTEKCT. By1acHe «ykpa-
THCBKMM JIbBiBCbKMI aBaHTap/A» BeJie CBill BijTiK 3 mpo-
TOJIOIIEHHS V 1914 pori Muxaisiem CeMeHKOM MaHidecTy
KBepoyTypPU3MY.

Sk 6aunTe, mpo1iecy, Imo Bi6yBamucs y JIbBOBi, icHyBa-
JIV Ha MEXi MapaIoKcy: aBaHrap (1[IJIKOM aHTMHALliOHaJIb-
HUI) CTaB cIpo6oio camoigeHTuikallil Ta akTyamisaril
MMUTaHHS, «UMM HacIIpaBzi € YKpaiHCbKe MUCTELITBO».

KuiB: 3Haxoasumch ycepeauHi immepii

Oneni Komy6i-BosbBau HajieXajio BayKJIUBe, Xoua 1
He JIy’Ke OOHaIiMBe y3araybHeHHs: «[Iomi6HO 10 JIbBOBa,
KuiB He 6YB MiCTOM BEJIMKOTO aBaHTapJHOTO PYXY — Ile
CKOpillle po3pi3HeHa KapTa CliajiaxiB». | HalsgcKpaBimmm
cepen TUX criayiaxiB 6yB KUiBCBbKUI XYIOXHIN iHCTUTYT
3a peKTopcTBa BpoHH, KO 10 BUKJIalaHHs OyJIM 3aJTyUeHi
Biktop I[TasieMoB, Bonmogumup Tatriin i Kasumup MasneBuu.
1Ii mricTe pokiB — Bif 1924-T0 A0 1930-TO — CTa/IM OCTAaHHIM
aKopAoM aBaHTrapzy B Kuesi, fe e 1908 poKy mpoxoauiia

CeHcalliliHa BUCTaBKa Irpynu «JlaHka», opraHisoBaHa JlaBu-
nom byprokoM i Onekcanaporo Ekcrep.

[TapasiennbHO 3 HOBAaTOPCHKUMM TeHAEHIIIIMY iCHYBaIa
MOTeHIlia/TbHa MOXK/IMBICTh 3aHYPEHHS Y TaKy C00i «KOTJISI-
peBIMHY». BoHAa HAMiTMITacsd 3 MOUATKOM AUCKYCIl 010 T1e-
PEeBMHAJIEHHST «YKPaTHCHKOTO CTUITIO» 71 6yJIa Y CBOIO uep-
I'y IIOB’sI13aHa 3 KOHKYPCOM Ha BCTAHOBJIEHHSI TaM’SITHMKA
Tapacosgi llleruenky. Lli gBi iHil ciBicHYBaJiM B OAHOMY
KYJIBTYPHOMY JIaHAIAMTI i MOCTiHO Ipo ce6e HaraayBa-
JIX, JOKU Y 1934 POLLi He 610 ITPOTOJIONIEHO EAMHUM IIJISIX
PO3BUTKY PAJITHCHKOTO MUCTELITBA i ITOKJIaJIeHO Kpay yciM
CaMOCTIVTHUM XY O>KHIM pyxaM.

Opeca, XepcoH, UopHsAHKa
i «[TaM’ITHUK HeBiJOMOMY (DY TYPUCTOBI»

Kpyrmmit cTis1, rolIoOBHA TeMa SIKOTO — BU3HAUEHHS T'eo-
rpacdiuyHMX OpiEHTUPIB MUCTELIBKOTO ITPOIIECY, He MiT CKJTa-
JaTHUCA 3 iHIIOTO TUITY AOIOBiJIeN, HiXK «IIYHKTUPHEe O3Ha-
UeHHSI» TUX CAaMMX OPieHTHPiB. Came Take 3aBJaHHS CTOSUIO
repeJ; KOXKHUM 3 JIOTOBiauiB, OAHAK «ITYHKTUP» KOXXHOTO 3
HMX BiB JI0 CIIiJIBHOI'O BUCHOBKY: YKpaiHa — lie pO3pi3HeHa
KapTa CcriajiaxiB aBaHrap/y, a He EQUHUM [IeHTPaJli30BaHUM
PVX. 3 IPyroro 60Ky, MUCTEI[bKMI HAIIPsIM, OCHOBOIO SIKOTO
6YB Xa0C HEBITOPSIIKOBAHMX iMITYJIbCiB, MaGyTh, CaMe 3a Ta-
KMX YMOB i Mir BTUIMTHM cebe MaKCMMaJTbHO ITOBHO, ITJTKOM
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part, did not have a Ukrainian flavor to it. It is more about
Filippo Marinetti’s visits to the city, Vaclav Radulsky’s stag-
ing of his futuristic play «Branki,» cubist and futuristic
exhibitions, Dadaistic collages and constructive poetry by
Debora Vogel. Of course, we can talk about the Ukrainian
component of these processes, though they are so tightly
connected to the wider European trends that there is no
need to allocate it a separate context. As a matter of fact,
the ‘Ukrainian Lviv Avant-garde’ started with Mykhailo
Semenko’s proclamation of the manifesto of Querofutur-
ism in 1914.

As you can see, the processes in Lviv existed on the
verge of paradox: the avant-garde (quite antinational) be-
came an attempt of self-identification and actualization of
the question «what is Ukrainian art?»

Kyiv: Inside the Empire

Olena Koshubi-Volvach made an important, albeit not
very encouraging, generalization: «Like Lviv, Kyiv was not
a city of great avant-garde traffic — it was more like a map
of irregular flashes.» The brightest of these flashes was
the Kyiv Art Institute under the rectorship of Vrona, when
Victor Palmov, Volodymyr Tatlin, and Kazimir Malevich
were involved in teaching. These six years — from 1924 to
1930 — became the last chord of the avant-garde that was

e AVANT-GARDE MAP

SAINT PETERSRIURS
PETROGRAD
 RAsHA LENINGRAD

POLIANA
VILLAGE

KHARKIV

ULADIVOSTOK

HOSCOM
B

CHORNIANKA
VILLAGE

played in Kyiv, which had hosted a sensational exhibition
of the Lanka group, organized by David Burliuk and Alex-
andra Ekster in 1908.

Along with the innovative trends, there was a possibil-
ity of a descent. It was marked from the start with a discus-
sion on the redefinition of the «Ukrainian style,» and was
also associated with the competition for the installation
of the monument to Taras Shevchenko. These two lines
coexisted in one cultural landscape and continuously were
reinforced until 1934, when developing Soviet art was pro-
claimed as the only artistic way. All independent artistic
movements were suspended.

Odesa, Kherson, Chornyanka, and
the «Monument to an Unknown Futurist»

At another round table, the central theme was the defi-
nition of the geographical landmarks of the artistic pro-
cess. These landmarks can only be discussed in the context
navigating a series of «broken lines» between them. This
was the task presented to every speaker, but the broken
lines made by each of them led to a overall conclusion:
Ukraine is a map of irregular flashes of the avant-garde, not
a single centralized movement. However, the artistic move-
ment, was itself based on the chaos of disordered impulses.
Therefore, it is likely to manifest itself in a similarly chaotic,
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BiATIOBiZaroun uacoBi, MicIfio i cutyaitii. I ock 11e# «ImiBgeH-
HOYKPATHCBKUV ITYHKTUP»:

Opeca — micTo, e Bupic Bacunb KaHOMHCHKUM, Ha-
Buanucsa Hasup Bypniok i Bonogumup bapanos-Poccine,
MMPOBOIWINCS 3HAMeHNUTi «CayioHu 137e6ChbKOT0», 3aBISIKU
KOTPUM, 30KpeMa, OJIECUTU 3MOIJIM ¥ 1911-MY ITO6AUUTH
TBOpU Muxaiuia JlapioHosa...

V XepcoHi 1912 poKy BUMIIIIA JIPYKOM IIPOiTIOCTPOBaHa
Bonogumupom Bypitiokom (6patom [I. Byprioka) 6porrypa
Bermumupa Xi1e6HMKOBA «YUUTEITb M YUEHUKY, e MaOyTHIN
«['o/10Ba 3eMHOI1 KyJli» MpParHyB PO3MOBiCTU PO BiIKPUTI
HMM «3aKOHM uacy». A y cei HopHsIHKa 06113y Ternepim-
Hbo1 HoBol KaxoBku [laBu Byp/iiok CTBOPUB OJIHE 3 ePIIMX
GYTYypUCTUUHUX XYOOXKHIX YIPYyIIOBaHb, Ha3BaHe «[ies».
CrapanHsaMmu Bypioka HopHSIHKaA CTajia CBOEPiIHOI TBOP-
Yoo JTauelo, Kyau mpuisamnm Bomogumup MassKOBCBKUMA,
Bemumup Xne6unkoB, Muxaiio Jlapionos, Hatasis T'oHua-
poBa, Bosmogumup TaTiH i 6araTo iHIMX MUTIiB-HOBATOPIB.
V ceni, 110 Ha TOYATKy MMHYJIOTO CTOJIITTS CTAJIO TEPU-
TOPi€I0 CMiIMBUX eKCIIePUMEHTIB, i 3apa3 BJIALITOBYIOTh
aBaHTapAHi OifiCTBa: TaK, Y paMKax (peCTUBAITIO CYUaCHOTO
mucrerTa «Terra Futura-2017» Big6yBcst mepgopMaHc, mif,
yac SIKOTO IMOCTaMeHT BiJ TaM’ITHMKA JIeHiHy mepeTBOpUB-
cs1 Ha «IlaM’ITHUK HeBioMoMy QY TYPHUCTOBI».

XapkiB i merieHHs
«aBTEHTUUHMM aBaHrapaoM»
IIpeaTeuelo XapKiBChbKOTO aBaHTApPAMUCTCHKOTO PYXY
Y )XMBOIINCi MO)XKHa Ha3BaTu lleTpa JleBueHKa, TBOPUiCTh

BACWJIb EPMUIIOB. Ecki3 po3nucy «PadsHcvka Yxpaina». 1920-1i pp.
ITamip, xo1bOPOBi o1iBIli. ADAMOVSKIY FOUNDATION

VASYL YERMYLOV. The Soviet Ukraine. Sketch. 1920s.
Paper, colored pencils. ADAMOVSKIY FOUNDATION

I1ABJI0 KOBXKYH. Agiwa Konepecy ykpaincokux inxceHepis. 1932.
Jlitorpadis. Konekiiis JIVK’sHA TYPELBKOTO (JIBBIB)

PAVLO KOVZHUN. Poster for the Congress of Ukrainian Engineers. 1932.
Lithography. LUKYAN TURETSKYI COLLECTION (LVIV)

SIKOTO HAOUHO IIPOAEMOHCTPYBasla HalIpsSIMOK BUXOAY YKpa-
THCBKOT'0 MUCTeIITBA 3 IPOBiHLIITHOCTI Ta MPUKPOI BTOPUH-
HOCTI B HAaCJIiAyBaHHi POCiMICbKOTO peaTiCTUUHOTO MeM3axKy.
JIekTopKa — mpodecop Kadepu Teopii Ta icTopii MucTen T
XapKiBChKOI JIep)XKaBHOI akageMil [u3anHy i MuctenTs Te-
TsHa [laBnoBa MeTaOpMUUHO O3HAUMWIIA 1Ie «3BOPOTHUM
BiJIJTIKOM B YCBiJOMJIEHHi acuMeTpii 6y TTsI».

XapkiBCbKe MUCTELITBO, YaCTKOBO IT036YBIINCH TereMo-
Hil «POCiMICBKOTO CTUJTIO», IOYAJIO MIYKATY HOBi OPiEHTUPMH,
SIKi 6 CTaJIM TTOUITOBXOM JIJISI TBOPEHHS BJIACHOI XYI0XKHBOT
MOBU. YHACIiIOK TaKUX IOMIYKiB 3’IBMJINCS XapKiBChbKUM
HeOIpMMiTHBi3M i hoBi3M, HaMsICKpaBilIe BTiyieHi y po6o-
Tax Mapil CMHSIKOBOI 3 IpUTaMaHHO i1 (peMiHi30BaHiC-
TIO Ta BOMOBHUUICTIO, 11032 TUM — «Ce€3aHi3M» TBOPUOTO
06’egHaHHS «3e1eHa CoBa», poJIeHiBChKi BIUIMBU Y EytleoHO-
pu Bi1oxX, KOHCTPYKTUBI3M EpMuioBa. Takuil «pyx Omopy»
BUSBJISIB cebe He TiIIbKM B 06pa30TBOPUOMY MUCTEIITBI, a 1
y JlereHJapHOMY UaCOMIMUCYy 1927-1930 pokiB «HoBa rene-
parisi» Muxaits CeMeHka, «Bepesosni» Jlecst Kypbaca, me
XYA0XHIM 0(pOpMJIEHHSIM BUCTaB 3aliMaBCsl BUJATHUM ClLie-
Horpad Bagum Mesiep.

Toxx y mpe3eHTalil KOXKHOT'0 MiCcTa IOCJIiJOBHO BTi/IIO-
BaBCsI 06pa3 YKpaiHM SIK CBOEPiTHOTO ITepexpecTs HOBAIin
Yy MUCTelTBi nepiioi TpeTHU XX CTOITTSI, — TOM CaMU
o6pa3s, IKMI Bif camoro mouaTky hopMyBaIiM KypaToOpu
BUCTaBKM «ABaHrapy,. Y IOIIyKax yeTBepToro BuMipy». Llin
JIoTili BifmoBigasna i mojiTMKa AMCKYCil, SKa Majia Ipoje-
MOHCTPYBAaTH BiAKPUTICTh BiTUM3HSIHOTO aBaHTrapay, MOTro
6araToOHaIliOHAJIbHICTD i 6araTOBEKTOPHICTh.




untethered atmosphere. This is the Southern Ukrainian
broken line:

Odesa — The city where Wassily Kandinsky grew up,
David Burliuk and Vladimir Baranov-Rossini studied, where
the famous «Saloons of Izdebsky» took place, thanks to
which the Odesa people were able to see the works of
Mikhail Larionov in 1911.

In 1912 in Kherson, Volodymyr Burliuk (brother of Da-
vid Burliuk) illustrated the Velimir Khlebnikov pamphlet
Teacher and Student, where the future «Head of the Globe»
tried to talk about the «laws of the time» he discovered. In
the village Chornyanka near the present-day Nova Kakhov-
ka, David Burliuk created one of the first Futurist art groups,
Hileya. Through the efforts of Burlyuk, Chornyanka became
a kind of a creative town, where Volodymyr Mayakovsky,
Velimir Khlebnikov, Mikhail Larionov, Natalia Honcharova,
Volodymyr Tatlin, and many other innovative artists came
to work. In the village, which at the beginning of the last
century became the home of so many daring experiments,
is a place for the avant-garde action even now. During the
contemporary art festival Terra Futura 2017, artists held
a performance where a former pedestal of a monument
to Lenin was turned into the «Monument to an Unknown
Futurist».

Kharkiv and the Authentic Avant-Garde
Vaccination

Petr Levchenko can be called the forerunner of the
Kharkiv avant-garde movement in painting. His work was
emblematic of the transition away of Ukrainian art away
from provincialism and secondary imitation of Russian real-
istic landscapes. The lecturer, Tetyana Pavlova, a professor
at the Department of Theory and Art History of the Kharkiv
State Academy of Design and Arts, called it a «countdown
in understanding the asymmetry of being».

Kharkiv art, partly to distinguish itself from the hege-
mony of the «Russian style,» began to look for new land-
marks that served as an impulse for the creation of their
own artistic language. As a result of this research, Kharkiv
Neo-primitivism and Fauvism appeared most clearly in the
works of Maria Sinyakova,with her inherent femininity and
belligerence. Beyond that, there was the «Cezannism» of
the creative association «Zelena Sova,» Rodin’s influences
in Eleonora Blokh’s works, and the constructivism of Yer-
milov. This «resistance movement» manifested itself not
only in fine art, but also in Mikhail Semenko’s legendary
1927-1930 period «New Generation,» and «Berezoli» by Les
Kurbas, for which the outstanding stage designer Vadim
Meller made an artistic presentation.

In the presentation of each city, the central thesis was
the image of Ukraine as a kind of intersection of innova-
tions which showed themselves in the art of the first third of
the twentieth century. The curators of the exhibition Avant-
Garde. In Search of the Fourth Dimension worked with
this idea in mind from the beginning. This logic was also
shown the discussion, which was meant to demonstrate the
openness of the national avant-garde, its multinational and
multi-vector nature.
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MAPK ENINTENH. O6knadunku kHue. Kuis, «Kynomyp-Jlisra».
1922-1926. ITEHTP AOCIIIAKEHD ICTOPII TA KVJIBTYPU
CXIJTHOEBPOIIEMCHKOI'O EBPEVICTBA HAVKMA

MARC EPSTEIN. Book covers. Kyiv, «Kultur Lige». 1922-1926.
CENTER FOR RESEARCH OF HISTORY AND CULTURE
OF EAST-EUROPEAN JEWRY OF THE KYIV MOHYLA ACADEMY
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YacmuHa excno3uyii 3 meopamu bopuca Kocapesa
Part of the exposition with Borys Kosarev’s works

KOJIEKIIIOHEPU ABAHTAPIY.
ICTOPIA TA IPAKTUKA

«Mu roBOpMMO PO YKPaTHCBKUY aBaHrap, IIPaKTUUHO
He MalouM YKPalHCBKOI'O aBaHTaply Y BITUM3HIHMX IIPUBAT-
HUX 3i6paHHax». l]eit mapagokc, 03ByueHut KocTaHTHMHOM
AkiHIII€10, € UM He HallaKTya/IbHIIIIOI0 TEMOIO JIJIS CyJacHO1
JVCKYCil IIPO YKPATHChbKMM aBaHrapk. Xouya HacIlpaBii 1
JVCKYCisl HIKOJIM He IIPUIIMHSIIACS 3 UaciB BUHUKHEHHS
LIbOT'0 TEPMiHY, aJ)Ke caMa MOro I0sBa CTajla CePMO3HOI0
3asBKOI0 Ha CTBOPEHHS HOBOTO HalliOHAJIbHOT'O HapaTHUBa
aBaHrapay. [lepmuM KpOKOM 0 LIbOT'O CTAJIa BUCTABKaA,
oprasniszoBana y CIIIA Ha mouaTky 1980-x Ctedani bappoH.
3aBOsiKM MaTepiany Ipo EpMMIIOBa, HAOMCAHOMY IJIs Ka-
Tasiory BanenTrHow Mapkajie (Jie aBTOpKa i HamosArae
Ha HOBOMY TE€PMiHi «yKpPaTHChKUI aBaHTapA»), EKCIIO3ULis
6yJ1a IepeiMeHoBaHa 3 «POCiICbKOT0 aBaHTap/Iy» Ha «ABaH-
rapn y Pocii».

V Bumazky 3 YKpaiHOI0 caMe IPMBATHI KOJIEKIIil CTau
OCHOBHMM JI)KepeJioM, HaBKOJIO SIKOTO i po36y/10ByBaBCs
HallioHaJIbHUM «Mid» aBaHTapAy — Bif 3i6panb Mukonu
XappxxueBa, bopuca CBemHMKOBA, Irops [JaueHka 10 Ko-
nekuin KocrautuHa I'puropunimmHa ta AHApPisS AJlaMOB-
cbKoro. KoXXHY 3 HUX CYIIPOBOJIXYE CBOSI iCTOpPisl, OJTHAK
yCi BOHM — CKJIaJIOBi YKPATHCBKOI KOJIEKLIiHOI KYJIbTYPU.
3 oHOTO GOKY, 1151 KY/IbTYpa CIIMPAETHCS Ha HanbImKue pa-
ISTHCbKe MUHYJIe, TOOTO Ha YMOBY, ITI0 KOJIEKIlisl — Iie TaKui
co6i «crincok InHmepa», 3a MeXkxaMy SIKOTO aBaHTapIHe
MMCTELITBO 3HMKHE, a 3 JPYroro — IOCTYIIOBO HAGIIKYE

Hac 10 MOZesTi ITy6J1iUHOTO KOJIEKIIIOHYBaHHSI, KOJIY KOXKHA
po60oTa 3 MPMUBATHOTO 3i6pPaHHS CTA€ OCTYITHOIO IS J10-
CJIITHMKIB i MacoBOro riaggaya.

3a CBilueHHSIM BiJjOMOro KoJieKIlioHepa MMUKUTU
Jlo6anoBa-PocToBchkoro, Ha Teputopii CPCP icHyBaso
6JIM3bKO 200 MTPUBATHUX 3i6paHb aBaHTAPIHOTO MUCTEIl-
TBa, 10 3HAXOAMJIUCS 31e6ibinoro y Mocksi, JleHiHrpami
Ta Knesi. Cepen Hux — kosekilig Irops IssueHka, a6o, K
noro Ha3uBaB JKaH-Kiog Mapkajie, «yKpalHCbKOTO JIeHi»,
cnagok ®epgopa EpHcTa, AKM 1Ie 3a yaciB 3aBigyBaHHSA
XYI0XHIM BiisioM y BceykpaiHCbKOMY iCTOPMUHOMY MY-
3eiim. T. [lleBuenka (umuui HXMY) nepemas fo moro OHIIB
TBOpU PostueHka, JIncuiibkoro, EKcTep 3 BjlacHOI KOJIEKIIil.
V 1930-Ti pOoKM HasIBHUM Y My3€el aBaHTapIHUI MaTepiai 6yB
TiepeBeJleHN 10 3aKpUTOro QGOHAY, i suiIe y 2015-MY 110T0
«BUTSTJIN 3i CKPMHi» Ta MIPOJAEMOHCTPYBa/IM Ha BeJIUKIN
BuctaBlli «Crendgona». Taka rmepcriekTuBa — «IIpUBaTHe
3i6paHHs — crierpoHA» BUMYIIIEHO ITepeBoInIa JisUTbHICTh
KOJIEKITIOHEPIB Y paHT «IIiAIiUIbHOI», OJJHAK caMe 6araTo-
piuHe mepexOBYBAaHHS aBaHTapJHMX TBOPiB y crierjoH/i
36eperyio 60/1al UacTUHY 1X B YKpaiHi.

OxpeMoI0 TeMOI0 6YB CydacCHUM Iepiof KOJIeKI[io-
HYBAHHS, [IPO SIKMM B MeXXaxX KPYIJIOro CTOJY TOBOPMIIU
Onexcannp bpen, Imutpo l'op6auos ta Exyaps JUMIIUITb.
30KpemMa, MIUIOCS PO Ao Kojekuil KoctautuHa I'puro-
puiMHa, 3 iM’IM SKOTO TTOB’sI3aHa OJIHa 3 HaMOi/IbIT aMOiT-
HUX IIiJIel OCTaHHiX POKiB — cTBOpeHHS My3elo yKpaiHChKO-
ro aBaHTapAy, 1110, Ha YXaJlb, ITIOKM 3aJIMIIAETHCS Ha PiBHI
3a7IyMmy.



YacmuHa excno3uyii 3 meopamu Bikmopa Ilanvmosa
Part of the exposition with Viktor Palmov’s works

COLLECTORS OF AVANT-GARDE.
THEORY AND PRACTICE

«We are talking about the Ukrainian avant-garde, with
literally no Ukrainian avant-garde in Ukrainian private
collections.» This paradox, noted by Kostyantyn Akinsha,
is perhaps the most important topic for the contemporary
discussion of the Ukrainian avant-garde. This discussion
has never stopped since the genesis of the term, and is an
important justification for the creation of a new national
avant-garde narrative. The first step on this road was an
exhibition organized in the United States in the early 1980s
by Stephanie Barron. Thanks to material about Yermilov,
written for the catalog by Valentina Marchka (where the
author insists on the new term «Ukrainian avant-garde»),
the exposition was renamed from «Russian Avant-Garde»
to «The Avant-Garde in Russia».

In the case of Ukraine, the realm of private collec-
tions became the primary hub around which the nation-
al avant-garde «myth» was built, from the collections of
Mykola Khardzhiev, Boris Sveshnikov, and Thor Dyachen-
ko to those of Kostyantyn Hryhoryshyn and Andriy Ad-
amovskyi. Each of them has its history, but all of them
are part of the Ukrainian collecting culture. On the one
hand, this culture is based on the context of the recent
Soviet past, that is, on the condition that the collection
is a kind of vault, outside of which the avant-garde art
will disappear. On the other, it gradually brings us closer
to the model of public collecting, when every work in a

private collection becomes available to researchers and
the wider audience.

According to the famous collector Nikita Lobanov-Ros-
tovsky, there were about 200 private collections of avant-
garde art in the USSR, mostly in Moscow, Leningrad, and
Kyiv. Among them is the collection of Thor Diachenko, or, as
Jean-Claude Marcadé called him, the «Ukrainian dandy,»
the legacy of Theodore Ernst who, during the time of his
management of the artistic department in the National
Shevchenko Historical Museum (now NAMU), added works
by Rodchenko, Lissitzky, and Ekster from his collection to
Diachenko’s fund. In the 1930s, the avant-garde material in
the museum was transferred to a restricted fund. Only in
2015 was it taken out and showcased at a large exhibition
called The Special Fund. Such a prospect — «private collec-
tion — special fund» made the activity of collectors seem
«underground,» but it was the long-term safe-keeping of
avant-garde works in the special fund that preserved some
of them for Ukraine.

A separate topic was the modern period of collecting,
which Alexander Bright, Dmytro Horbachov, and Eduard
Dymshyts spoke about at a round table. Specifically, it
was about the fate of the collection of Kostyantyn Hryho-
ryshyn, one of the most ambitious goals of whom in the
recent years has been the creation of the Museum of Ukrai-
nian Avant-Garde, which, unfortunately, remains in the
planning stage.
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AKTVAJIBHUM CIIAJIOK:
JISI/IBHICTD ®OH/IB XVA0KHUKIB-
ABAHTAPOMCTIB CbOT'O/JHI

CyuacHi XyokHi (pOH/IM BCe UaCTillle MepeTBOPIOIOTHCS
Ha LIeHTPY KY/IbTYPOJIOTiUHMX iHilliaTUB, SIKi BUCTYIIAIOTb Op-
raHizaTopamyu KoH(epeHIlil, CIIPUSIOTh BUJTAHHIO KHUT, ITijI-
TPUMYIOTh TIEBHi TPOEKTH. VY paMKax KpyIJIOTO CTOJTY, IIPU-
CBSIUEHOTO JIisUTbHOCTi (DOH/IIiB XYA0XKHUKiB-aBaHTapIUCTIB,
inutocs ripo Tpu 3 Hux: ®oHp OtekcaHapa ApXUIeHKa, SKUN
HarpaBuB 0 KneBa cBOro eKCKJII03MBHOTO MPeICTaBHMUKA
MeTtnio CTedeHCOHa, JIOHIOHChKe ToBapucTBo KasuMupa
MasieBnua, ouosiroBaHe Kpictinoto Jlomjiep, Ta amcTepiaM-
cbkuit @oHg Mukonu XappKHueBa, o 6YB MpeAcTaBIeHUT
wieHoM Pagu pouny [llenrom llerienom. ITpo criiibHe Ta Bif-
MiHHe B pOo60Ti IMX YCTAHOB i PO Te, 1110 HEOOXiTHO 3HATH
PO CyUaCHY HAYKOBY IOJIITUKY POHiB, — Y KOPOTKOMY
OI7Isiii OCHOBHMX Te3 LIMX TPhOX IIPe3eHTallil.

Hacammepen mpo crisibHe: yci Tpu (OHIM € HEITPUOYT-
KOBMMM KYJIBTYPHUMM YCTAaHOBAMMU, 1110 MAIOTh Ha MeTi BU-
BUEHHS, 30epeXKeHHS Ta MOMYJ/ISIPM3allilo TBOPUOTO CIIagKy
MPOBiJHMX MANCTPiB CBITOBOr0 MUCTEILITBA. Ajle B KOXXHOTO
€ cBog crreruika.

30kpeMa, B ycix opradizoBaHux @oHI0OM ApXUITeHKA
BMCTaBKaX BiTUyBAETHCS HAMip CITiBBiJHECTH IPOCTIp Apxu-
MeHKa 3 MPOCTOPOM CYyUaCHOCTi He3aJIeXKHO BiJi TOTO, UOMY
MPUCBIUEHO €KCIIO3UILiI0 — TEPAKOTOBINM CKYJIBIITYPi, «HY-
JIBOBiN» popMi um Ky6i3my. Yce 11e JOITOBHIOETHCS BiIKPUTUM
JUIST BCiX TOC/TiAHMKIB OHJIaMiH-KaTAJIOTOM Ha CalTi POHTY.
CriiBpOGITHMIITBO 3 iHITMMY TAJIEPESIMIA, MY3esIMU, TUTATHOP-
MaMM, OpraHisallis pe3uIeHIiii — Iie ToV 3aci6, 3a I0IOMO-
TOI0 SIKOTO HABKOJIO apXiBY CTBOPIOETHCS IMCKYPCUBHE TT0JIE.

ToBapucTBO MasieB1ua BUPi3HIETHCS MepefyCiM TUM,
110 aKTUBHO crpusie GOPMYBaHHIO HOBUX HalliOHAJIbHUX
o6pasiB MasieBnua, 3aiiMalOuUNCh IepeKkIajilaMi Ooro TeK-
CTiB, NiATPMUMYIOUM iHAMBiAYyalbHi IPOEKTH, IK-0T «Ka-
3sumup ManeBuu. KuiBceknit acriekt» Tetsunu OineBcbKoi
a60 «MasieBuu y BapmaBi» AHkes TypoBCbKOTO. «YKpaiH-
CbKMM KOHTEKCT CIIPOMOXKHMI HaJiaTu IocTtaTi ManeBnua
He IIPOCTO HOBMX GiorpacdiuHux 6aps, ajie i TOUKY OIOPH,
3a PaxyHOK SIKOI MOXKHa IepeBepHYTH YSIBJIEHHS IPO 1[I0
roctath». I1i cy1oBa, ckasani Ha opymi Kpictinoro Jlogmep,
CTJIM CBOEPITHUM ITiJICYMyBaHHSIM TEOPETUUHOIO eKCIIepH-
MEHTY, KUV 3alIpOIIOHYBaB M17: JOBeCTH, 1IJ0 BKIIIOUEHHS
XYJIO)KHMKA B HaI[iOHAJIbHUM KOHTEKCT He IIPUMEHIIYE I0T0
3HaUeHHS K IIEBHOTO SBUIIA B iCTOPil CBITOBOI KYy/IBTYpPH,
a HaBMaKM — PO3MIMPIOE HATIPSIMKY JTOC/TiKEHb i Mmorim6-
JIIOE PO3YMiHHS JIOTO CITaAKYy.

Amcrepnamcekuit ®oup Xapmxuesa i cam Mukosa Xap-
IDKUEB CTOSITh TPOXM OCTOPOHb Bifl 3rajilaHnX POH/IIB, i I1O-
MY € nosicHeHHs1. [lo-Tiepiiie, Ha BiAMiHY BiJi ApXUIIeHKA U
MasneBuua, XapIKueEB He 6YB XYIOXKHMUKOM. BiH — KOJIek-
LIiOHep >XUBOI iCTOPIl aBaHTapAy, «MY3UKU XXUTTS», SIKY
TBOPWJIM JIIOAY 3 IOTO GJIM3BKOTO OTOUeHHST — Kasumup
Manesuy, Bonogumup TaTniH, Jasug Bypiok... Moro ko-
JIEKIIis Ta apXiB i JOCi TMIIaI0THCSI OAHUMM 3 HAMLIIHHIIINX
JKepesTbHUX 3i6paHb JIJIs1 BUBUEHHS aBaHTaply. 3 €IMHOI0
TIOMIPaBKOIO Ha Te, 10 B APYTili M00BMHI XX CTOITTS BOHU
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6y/u (paKTUUHO «PO3ipBaHi» MK KpalHaMu, KOJIeKIlioHepa-
MM Ta My3essMu. UacTuHY TBOPiB 6yI10 BuBe3eHO 1o [lIBeril
Benrtrom Surdgensarom (1o icTopito, 110 Tpanmaack 1977
POKY, 3roiIoM Ha3BYTh «KPaJi’KKOI0 CTOJIITTS» Ta «ifeasb-
HUM 3JI0UMHOM»); TIOTIM IIIOCh 6YJI0 IIPOJAaHO HUM LleHTpy
IMomrtizy, IIOCh MOJJapOBaHO CTOKTOJIBMChKOMY My3elo cy-
YaCHOTO MUCTeTBa. JleKisibKa TBOPiB moTpanmiu 1o «lae-
pel ImypkuHCBKOI» ¥ KestbHi, 6UTbIIa JK UaCTMHA OIMHWIACS
B Himepnanpax. YV 2011 polli JOKyMeHTJIbHUI apXiB Xap-
KreBa (6/1M3bKO 1427 OAMHUILL) OVB 3a iHII[iaTMBOIO ToJI-
JIAaHJICbKO1 CTOPOHM MMOBEPHYTUM 3 AMcTepiamMa 110 MOCKBH,
i Terep pa3oM 3 iHIIMMM MaTepiajiaMy, 110 MOTPANWINA TYAU
pasire, 36epiraerbcs y PocificbkoMy gepykaBHOMY apXiBi
JIiTepaTypy Ta MUCTEIITBA.

HimeprmaHacbka yacTuHA KOJIEeKIlil ocina B my3ei Cre-
JleJieK, 3HaXO0OsIUMCh IIiJi MoTo mpoTekTopaTtoM. Came
Ha OCHOBI I1bOT'0 MY3el0 i 6y710 cTBOpeHo DoHJ XapKUEBA,
SIKUV TApaHTYE MyOJTiUHICTb YCiX ITPeAMETIB KOJIEKIIil Ta pe-
T'YJISIPHO BJIAIITOBYE TeMAaTMUHi KOH(epeHLil. Ock auiile
HeINOBHMI CIIMCOK 3aX0/IiB, IPOBeJeHMUX Y TPhOX 3HAKOBUX
JUTsI caMoro XappKMEBa Miclsgx: y 2004 poui — B Opeci, ne
BiH 1925 POKY 3aKiHUMB YHiBEpCUTET, y 2017-My — B AM-
cTeprami, ne Mukosia IBaHOBUU NPOXXUB OCTaHHI POKH,
y 2019-My — Y PociricbkkoMy fep>kaBHOMY apxiBi iiTepaTypu
Ta MucTenTBa y MOCKBI.

KokeH 3 Tpbox (DOH/IIB SIBIsIE CO60I0 6araTO3HAUHUMI
MIPOCTip, i 6Yab-SIKMI BUKJIUK, 1[0 HABiTb 6a3ye€ThCS HA iH-
Tepecax CyTO HALliOHAJIBHUX UM CYTO MUCTEIITBO3HABUMX,
BOHM T'OTOBi CIIPUIMATH SIK NIOTEHIlia/I eKCIIeEPUMEHTY, Jie
MHOXXVHHICTB iHTepITpeTalliil € HaOKaHIIIMM HACITiIKOM.
Takuit migxig € XxapakTepHUM He TiJIbKU JJIS IIMX YCTaHOB,
asie M IS AMCKYCitHOI moniTnku «HoBoI reHepaiiii» 3a-
rajioM. AjpKe IIs TIOJTITUKA 36epirae 3a aBaHTrapIoM IIPaBo
JIMIIATUCS MaJaHUMKOM JIJ11 HOBUX AMUCKYCIiM i TYMOK, SIKi
3aBX1Iu O6YAYTh BapTi TOro, 11100 iX 06roBOPIOBATH.

Ilideomysana AnHa Kanyzep
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RELEVANT LEGACY:
THE ACTIVITY OF THE
AVANT-GARDE ARTISTS’
FOUNDATIONS TODAY

Modern artistic foundations most often turn into cen-
ters of cultural initiatives and serve as conference orga-
nizers, promote books, and support specific projects. The
round table was devoted to the activities of avant-garde
artists’ foundations. There were three of them: the Alex-
ander Archipenko Foundation, who sent their exclusive
representative Matthew Stephenson to Kyiv, the London
Society of Kazimir Malevich, headed by Christina Lodder,
and the Amsterdam Foundation of Mykola Khardzhiev,
which was represented by a council member of the Fund,
Sjeng Scheijen. Details about the common and differenti-
ated work of these institutions, along with their respective
research policies, are found in a brief overview of the main
theses of the their presentations.

First and foremost: all three foundations are non-profit
cultural institutions aimed at researching, preserving, and
popularizing the artistic heritage of the leading masters of
world art. But each one has its particularities.

The exhibitions organized by the Archipenko Founda-
tion focus on a few common themes: terracotta sculptures,
the zero form, and Cubism. An open online catalog can be
accessed by any researcher on the foundation’s website.
Collaboration with other galleries, museums, platforms,
and organization of residences creates a discourse around
the archive.

The Malevich Society is distinguished primarily by
its active contribution to the formation of new Malevich
national images, by translating his texts and support-
ing individual projects. These include Kazimir Malevich.
Kyiv Aspect by Tetyana Filievska and Malevich in Warsaw
by Andrzej Turowski. «The Ukrainian context can give

Malevich’s figure not just new biographical colors, but also
a starting point through which one can overturn the idea
of this figure.» This was said by Christina Lodder during
the discussion, and serves as a summary of the theoretical
experiment suggested by the M17. The aim is to prove that
the inclusion of the artist in the national context does not
diminish their significance as a particular phenomenon
in the history of world culture, but instead broadens the
direction of research and deepens the understanding of
their heritage.

The Amsterdam Foundation of Khardzhiev and Mykola
Khardzhiev himself stand a bit apart from the aforemen-
tioned foundations. Firstly, unlike Arkhipenko or Mal-
evich, Khardzhiev was not an artist. He was a collector
of the rich history of the avant-garde, «the music of life»
made by people from his close circles, Kazimir Malevich,
Volodymyr Tatlin, and David Burliuk. His collection and
archive are still among the most valuable sources for the
study of the avant-garde. During the second half of the
twentieth century, it was actually «torn apart» between
countries, collectors, and museums. Part was taken to
Sweden by Bengt Jangfeldt (this story, which happened
in 1977, will later be called «theft of the century» and «the
perfect crime»). Parts were subsequently sold to the Pom-
pidou Center, while others were given to the Stockholm
Museum of Contemporary Art. Several works ended up in
the Galerie Gmurzynska in Cologne, the most significant
part of which was in the Netherlands. In 2011, the Khard-
zhiev documentary archive (about 1427 items) was re-
turned from Amsterdam to Moscow on the initiative of the
Dutch. Presently, along with other materials that arrived
there, it is stored in the Russian State Archive of Literature
and Arts.

The Dutch part of the collection settled in the Ste-
delijk Museum. This museum was the foundation on
which the Khardzhiev Foundation was established, which
guarantees the publicity of all items of the collection
and regularly arranges thematic conferences. Here is just
small a non-exhaustive list of events held at three plac-
es significant for Khardzhiev: in 2004 in Odesa, where
he graduated in 1925, in 2017 in Amsterdam, where
Mykola Ivanovych lived the last years of his life, and in
2019 in the Russian State Archive of Literature and Arts
in Moscow.

Each of these foundations represents a important
space, and any challenge, even based on purely national
or purely artistic interests, is ready to be perceived as a
potential experiment, where the plurality of interpreta-
tions is the most desirable consequence. This approach is
characteristic not only of these institutions but also of the
discussion policy of the New Generation forum in general.
After all, this policy preserves the avant-garde’s right to re-
main the platform for new discussions and opinions which
will always be worth considering.

Prepared for publication
by Anna Kaluher
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VKPATHCBKUU ABAHTAP/]
V 3AXITHUX KOJIEKIIIIX

CBATOCJIAB IPUHUY,
MUCmeymeo3Haseyy, 3as8idysau 8UCMAasK08020 8i00ity
HayioHanvHoz2o 3anosioHuka «Cogpist Kuiscvka»

V 1953 poli, aHasi3yooum B CTaTTi Ipo TBOpUicTk Oekcy I'pulieHKa yyacTb
YKPAlHCBbKMX MUTLIIiB Y CBITOBOMY MUCTEIIbKOMY pPYCi mepiioi TpeTuHM XX CTOJITTS,
CesarociiaB TOpAMHCHKIUI BUOKPEMMB 30BHIIIHI (POHT (BigHICIIM TYIM XY/I0MK-
HUKIB, 1[0 TIpAIflOBa/IM Ha 3axoAi i 3400y/iM TaM BU3HAHHS, K, CKaOXKiM0, Apxu-
MeHKo Ta [pUIleHKo) i BHYTPIIlHIi (TYyT ONMMHWIXCH MaJIOBiJOMi Y CBiTi aBTOPH,
SIKi IIpoTe 6araTo 3po6MIM ISl OHOBJIEHHST YKPATHCHKOTO MUCTEIITBA — 30KpeMa
HeoBizaHTMCT M. Boituyk i dytypuct I1. KoexyH). Ha gymKy TopAMHCHKOTO, KO-
Tpwuii, 6e3yMOBHO, BiJTHOCUB cebe 110 GilIliB BHYTPIITHBOTO (PPOHTY, MUCTEITBKOMY
rOCIIOJIAPCTBY SIK UaCTUHI KYJIBTYPU KOXXHOTO HApOo/Iy OOHAKOBO MOTPi6Hi i mmeprrri,
i gpyri.

3ragyioun TBOPUMI MUTIX ['puilieHKa (a cTaTTs mMcaIacs 10 70-Piuust XYIoK-
HMKa), BiH [IUTYE KUUTbKOX IIPOBIIHMX (PAHIY3bKMX KPUTHUKIB 1| MUCTEIITBO3HABIIIB,
SIKi Big3HauUaIM 0COOIMBUI OPi€EHTAIi3M MUTIISI, 1OTO KOJIOPM3M, IIOETUUHE BijI-
uyTTsS PPaHIY3bKMX KPAEBU/IIB TOIIO, TA 3aKiHUYE CBOE ece ONTUMiCTUUHUM I10-
6akaHHSIM: «TBOpUicTh ['pUIeHKA, 110 BKe 300ys1a co6i BMCOKe BU3HAHHS Ha 3a-
xopii, 6yze ¥ OKpaco ManbyTHBOI yKpalHChKOT HalioHaIbHOT rajyiepel MaIsipcTBay.

3 vacy Tiel my6rtikarlii MMHYJIO MalbKe 70 POKiB, a YKPATHChKUX MUTIIIB i
MMCTEIITBO3HABIIiB, CXO)Ke, XBWIIOE Ta caMa MMpobJieMa HaJIeXKHOTO0 BU3HAHHS Ha-
LIiOHaJIBHOT'O MOJIepHi3My Ha MiXXHapOJAHOMY PiBHi. 3MiHWINMCS, IIONPABIA, TaK-
TUKM M IHCTPYMEHTH N03ULI0HYBaHHS. SIKI10 [OpAMHCBKNUI TUTBKM MpisIB PO Ha-
IIiIOHAJIbHY MUCTEI[bKY rajiepelo i JIeJlikaTHO HaTsIKaB Ha HeOOXiIHICTh BUIaHHS
iHO3eMHMMM MOBaMM SIKiICHMX MOHOTpadiit Mpo Kpammx YKpaiHCbKMUX MaMCTpiB,
TO TeIep YKPaIHIli AiF0Th HabaraTo arpecuBHiIlle, aliPOIPil0UM CIIAIIIMHY XYIOMXK-
HMKIB, IKMX 3apyOiXKHi JOCTIIHUKN i My3eTHMKY 3BUUHO BiTHOCSATH 0 POCiMCHKO-
r0, PafISHCHKOTO, (PPAHI[y3bKOTO UM aMEePUKAHCHKOTO MOZIEPHi3MY (aBaHTapay).
[J1s ITbOTO BUKOPMCTOBYIOTHCS Pi3HI criocobu: myo6imikarii, e 3po61eHO aKIeHT
Ha YKPalHCbKOMY IIOXOJI)KeHHi UM YKPalHChKMX KYJIbTYPHUX BIUIMBaX Ha IEBHUX
MUTIIiB, iHOPMaLliliHi KaMIIaHii, TUCK aKTMBIiCTiB Ha KYpaTOPiB 3aXifHMUX MY3€iB,
a6y Ti 060B’I3KOBO BKa3yBa/IM Ha «YKPATHChKICTh» (HaliOHAJIbHICTD UM Miciie
HapOKeHHH) BiJIIOBIIHNX aBTOPIB y 6a3ax JaHMX, TEKCTaxX KaTaJIOriB, eKCIIO3U-
LiMHMX aHOTAallill UM eTUKETOK.

Cripo6yeMO mepeBipyTH, HACKUIBKM JiEBMMM BUSIBJITIOTHCS 11i 3aX0I1 X0ua 6
Ha MPUKIafi KiTbKOX ITPOBITHMX 3apyOiKHMX MY3eMHMX KOJIEKIIiM Ta ayKITiOHiB.



UKRAINIAN AVANT-GARDE
IN WESTERN COLLECTIONS

SVYATOSLAV YARYNYCH,
Art Scholar, Head of Exhibition Department,
National Sanctuary Complex “Kyiv Sophia”

In 1953, while analyzing the participation of Ukrainian artists in the art
world of the first third of the XX century for an article about the artwork of
Oleksa Hryshchenko, I made a distinction between the external front (the
artists who worked in the West and found acclaim there, such as Arkhipenko
and Hryshchenko), and the internal front (this included author who weren’t
famous in the world, but who did a lot to renew Ukrainian art, such as the
Neo-byzantinist M. Boichuk and Futurist P. Kovzhun). According to Hordyn-
skyi, who was surely a fighter of the internal front, the artistic economy, as a
part of every people’s culture, equally needs both the latter and the former.

Remembering Hryshchenko’s artistic life (the article was written for the
artists’ 7oth anniversary), he quotes several leading French art critics and
scholars, who remarked on the artists’ special kind of orientalism, his colors,
his poetic sense of the French landscapes, and he ends his essay with an
optimistic wish:

“Hryshchenko’s artwork, which has already met great acclaim in the West,
will also be the jewel of the future Ukrainian National Painting Gallery.”

Almost 70 years have passed since that publication, and the Ukrainian
artists and art scholars seem to still be bothered by the same problem of ad-
equate recognition of national modernism on the international level. However,
the tactics and instruments of positioning have changed. While Hordynskyi
could only dream about a national art gallery and delicately hinted at the
necessity to publish high-quality monographies about the best Ukrainian
artists in foreign languages, Ukraine must now act much more aggressively,
appropriating the legacy of the artists who are traditionally perceived as Rus-
sian, Soviet, French, or American modernists (avant-garde artists) by foreign
researches and museum workers.

Different means are used to achieve this: publications with emphasis on
the Ukrainian descent or Ukrainian cultural influences of certain artists, infor-
mational campaigns, the pressure of activists and curators in Western museum
so that they can address the Ukrainian nature (nationality or place of birth) of
artists in their databases, catalogs, expositional annotations, or labels.

Let’s check how effective these measures are within several leading for-
eign museum collections and auctions.
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IIAPM>K I MOHTE-KAPJ/IO

V HarrionasibHOMY My3ei cyuacHoro mucrtertea ([leHTpi
[Tomitigy) 36epiraloTbCs TBOPM ABOX BU3HAUHMX MAVCTPIiB
MojiepHi3My — OjiekcaHapa ApXUIleHKa (7 CKYJIBITYD, 3 Jii-
torpadii) Ta Onekcu punienka (5 akBapesen, 1 Majo-
HOK, 3 OJIiViHi po60Tn). [IpoTe SKIIO0 CYAUTH 3 aHOTALlil Ha
CalTi My3elo, 1Ii aBTOPU He MalOTh KOJHOTO BiJlHOIIIEHHS
o VKpaiHu B3arasii Ta A0 YKPAlHCBKOrO aBaHTapAy 30Kpe-
Ma. [puilleHKO 3a rpOMajITHCTBOM (ppaHIly3, POCISTHUH 10
1918 POKY, i HapoaAuBCA BiH, 3BiCHO, Y Pocincekilt immepil.
BigmoBimHO ApXMIIEHKO 3a TPOMaJsSIHCTBOM aMepuKa-
Hellb, i pocisiHMH A0 1918 poky. Bacuib XMeok i Muxaiio
Anppienko-HeunTaiyio, TBOPUiCTh IKMX Y KOJIEKLil My-
3€10 MpejicTaB/IeHa 3HaUHO CKpoMHiIie (omHi€o i ;BOMa
po6oTaMM), TAKOXX O3HAUEH] JMIlle IK KOJIUIINHI migmaHi
Pocirncekoi imnepii. @paHITy3bKMM KypaTopaM BayKKO ITI0Ch
3aKMHYTU — caMe Takuit (popMaT KOPOTKOTO KUTTEMUCY
XYJIOXXHMKIB 33/1a€ cucteMa Katasorisamii Lientpy [lommigy.

He HabaraTo kpaiiia cuTyallis i B IpMBAaTHOMY CEKTOPI.
B 06iry Ha hpaHITy3bKOMY PMHKY MOJIepHi3My XX CTOJITTS
repe6yBa€e uMMasia KiyTbKiCTh TBOPIB Xy/[0’KHMKIB-YKpPATHIIiB

a60 TuX, sIKi HapoawIncs B YKpaiHi Ta 31006y/Iu TaM Io-
YaTKOBY MUCTEIbKY OCBiTy. OgHaK i 6ibImocTi ppan-
LIy3bKMX aHTUKBAPiB IMOXOKEHHS XY 0XXHUKIB He Ma€ 0Co-
6JIMBOTO 3HAUEHHS, i BOHM 3/1e6iJIbIIIOr0 OMUHAKOTh 1IeM
(haKT y KOPOTKMX IOBiJIKaX PO aBTOPiB. CKa)KiMo, ayKIlioH
«Mipa6o-Mepche» HENTOIaBHO BUCTABMB Ha ITPOJAXK 10 r'ya-
et Bacwig Xmesnioka, 3a3HauMBIIM B KATaJI031 TUIBKY JaTU
HapOKeHHs i cMepTi XygoXKHMKa. ExcriepTu ayK1IioHHOTO
oMYy «ApTKypiasib» ¥ 2010—2013 pPOKaxX Ha3UBAJIM MicCIleM
HapOMKeHHS 6araThOX MUTIIB TaK 3BaHOI I1apM3bKOT KON
(JI. BomoBuka, A. Minumna, I. Ilaneca, H. Pu6aka Ta iH.)
He Pocilicbky iMmepito, a YkpaiHy, ajie 3roJioM BiZMOBMUIIUCH
Biz 1poro. OueBMIHO, IXHi CLIOJ[iBaHHS Ha ATPiOTM3M YKpa-
THCBKMX KOJIEKIIiOHepiB He BUIIPaBAAJIUCh.

Konu niucanaca ug cratrd, y MonTte-Kapsio rotysanu
crierriastisoBaHi Topry i Ha3Bolo «Pocivichbki 6aeTn». 3 1Mo-
IVBOM MM MOGAUMIIH, 110 aBTOPAMM OiJIbIIl HiXK ITOJIOBUHM
JIOTIiB € YKpaiHChKi XynoxHNUKM (A. [TeTpuipkuii, B. Meuiep,
B. Kocapes, 1. Kypouka-ApmaiiieBcbknii, A. BoHenko). Ilo-
paBja y IepeMOBi 0 KaTaJIoTy ¥ aHOTALisIX ;0 OKPEMMX
PpO6iT MOGIHKHO 3a3HAUEHO YKPATHChKICTh MUTIIiB UM TEATPIB,
JUTSI IKMX BOHM ITPaITI0BaIN.

0. APXUTIEHKO. JKiHoua 2onosa (Icnamvka). 1916. HAIIOHAJIBHUI MY3EM CYUACHOT'O MUCTEIITBA, [IAPVIK.
IIAPYHOK AJIEKCIH [IYOIIAH I II’ePA JKIOJIBEHA

0. ARKHIPENKO. Head of a Woman (Spanish Woman). 1916. MUSEE NATIONAL D'ART MODERNE, PARIS.

GIFT OF ALEXINA DUCHAMP AND PIERRE JULIEN



B. XMEJIIOK. Hamiwopmopm 3 omapom. 1943. HAIIIOHAJIBHUI MY3EN CYUACHOTO MUCTEIITBA, IIAPVIK
V. KHMELIUK. Still Life with Omar. 1943. MUSEE NATIONAL D'ART MODERNE, PARIS

PARIS AND MONTE-CARLO

The Musée National d’Art Moderne in the Center Pom-
pidou has the works of two significant masters of modern-
ism, Oleksandr Arkhipenko (7 sculptures, 3 lithographical
works), and Oleksa Hryshchenko (5 watercolors, 1 drawing,
3 oil paintings). However, judging by the annotation on the
museum’s website, these artists don’t have anything to do
with Ukraine in general and with Ukrainian avant-garde
in particular. Hryshchenko was a French citizen, a Russian
until 1918, and he was born, of course, in the Russian Empire.
Correspondingly, Arkhipenko was a US citizen, and Russian
until 1918. Vasyl Khmeliuk and Mykhailo Andriyenko-Nechy-
tailo, whose artworks has a far more modest presence in the
museum’s collection (1 and 2 works), are also defined only as
ex-citizens of the Russian Empire. It would be hard to com-
plain to the French curators, as this brief biographical format
is provided for by the Center Pompidou’s catalog system.

The situation in the private sector isn’t much better. The
French market for twentieth century modernism contains a
rather large quantity of works by Ukrainian artists or artists

who were born in Ukraine and got their initial artistic educa-
tion there. However, for most French collectors, the artists’
descent doesn’t hold any meaning, and often they just omit
this fact in the short descriptions of the works. For exam-
ple, the Mirabaud-Mercier auction has recently put out ten
gouache paintings by Vasyl Khmeliuk, only mentioning the
artist’s dates of birth and death in the catalog. In 20102013,
experts at the Artcurial auction house were saying that the
place of birth of many of the artists of the so-called School
of Paris (L. Volovyk, A. Minchyn, I. Pailes, N. Rybak, et al.)
was not the Russian Empire, but Ukraine. However, they
soon stopped doing this. Evidently, their hopes aimed at the
patriotism of Ukrainian collectors were not fulfilled.

When this article was being written, specialized auctions
called the Russian Ballets were organized in Monte-Carlo.
Surprisingly, we saw that the artists behind more than half
of the lots were Ukrainian (A. Petrytskyi, V. Meller, B. Kosarev,
I. Kurochka-Armashevskyi, A. Volnenko). However, in the
preface to the catalog and in the annotations to individual
works, the Ukrainianness of the artists or the houses they
worked for was briefly mentioned.
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A. MIHUMH. Aeémonopmpem
y kocmiomi Apnexina. 1931.
TAJTEPES TEMT MOJIEPH,
JIOHOH. [JAPYHOK

TIAHI OJIOPEHC [TMIEB

A. MINTCHINE. Portrait of the
Artist as a Harlequin, 1931.

TATE MODERN GALLERY, LONDON.
GIFT OF LADY FLORENCE GIMPEL

0. T'PUILIEHKO.

T'ipcvkutl neusasc. 1930-T1i pp.
KPICTI3, AVKIIIOH «POCINICBKE
MMUCTELTBO», JIMCTOIA] 2015 P.

0. HRYSHCHENKO.

Mountain Landscape. 1930’s.
CHRISTIE’S, Russian Art auction,
November 2015

TENT, KPiCTI3, COTBI3

IlomykoBa OHJIAMH-CUCTEMA KOJieKIlil rasepel Tent
Ha 3anuT «UKkraine» Buja€e 6iIbIn IPUMHSITHI IS YKpaiH-
LIiB pe3yibTaTu: ApxuneHko, AHnpienko-Heunrtaiio, CoHs
Ienone, Abpam MiHuuH i HaBiTh MasieBUU. BusiBisgeTbcs,
iHopMarlintuuit ceppic TelT BUKOPUCTOBYE Giorpadiuni
Mmarepianu Bikinenii, e, 3aBAsSKM 3yCWJUISIM NTAaTPiOTUUHO
Ha/IallITOBaHMX BOJIOHTEPIB, eTHiUHe uy reorpadiuHe mo-
XOJ)KEHHS 6araThOX XyIOKHUKIB ITO3HAUEHe BiJITOBigHO
JI0 HOBUX MOCTIMIIEPChKUX peastiil. UM Jonae 1ie YKpaiH-
CbKOMY aBaHTapAOBi aBTOPUTETHOCTI B 0Uax 6PUTAHCHKOT
y6yIiKy — MMTAHHA iHIITe.

VKpaiHCbKe MOXO/KeHHS KJIaCUKiB aBaHTapAy Iovaau
BPaxOBYBaTH i JTilepy CBITOBOr0 ayKI[iOHHOTO pMHKY — COT-
6i3 i Kpictis. Ha 3anuT «ukrainian» momykoBa cucteMa
KpicTi3 Buzae TBopM ApxmuiieHka, I'puieHka, XMesoka i
HU3KU €EBPENCHKUX XYIOXXHUKIB, 10 ITOXOASITh 3 YKpaiHN.
OJHaK y KOPOTKMX KaTaJIOKHUX aHOTALTiSIX «YKPAlHCBKICTh»
(aK MicLie HApOKEHHS UM caMOifieHTU(IKaLlis) LIMX aBTOPIB
YKOTHMM UMHOM He PO3’SICHIOETBCSI.

[HIIA cHTyaris 3 aTpubyIlier0 TBOPiB YKPalHCHKUX MO-
IepHicTiB y koMmmaHii CoT6i3. [Iomyk 3a KJIIIOUOBUMU CJI0-
Bamu «Ukraine», «ukrainian» He Bumae iMmeH ApxuIieHKa,
BboromaszoBa, EpMmioBa, [leTpuupkoro. OgHaK y KaTajgorax
AyKIIIOHIB OCTaHHIX POKiB eKCIIepTH 3a3HaualoTh, CKAXIMO,
110 EpMUIIOB € «OJHMUM 3 HaMBUJATHIIINX IIPEICTAaBHUKIB
YKpalHChbKOTro aBaHrapay» («Important Russian Art», 2 ueps-
HST 2014 POKY, JIOT 8); «IIPOBITHMM YUACHMKOM YKPATHCHKOTO
aBaHTrapay» Has3BaHo OjekcaHapa boromasosa («Russian
Paintings», 29 TpaBHsI 2012 POKY, JIOT 187).




0. BOroMA30B. [ocnimanw. 1910-Ti pp.
BucTaBKA «IIIEAEBPM POCIFICBKOTO MUCTELITBA 3 KOJIEKIIIT
POJVHM BEKKEPMAH». COTBI3, HbI0-MIOPK, 2014

0. BOHOMAZOV. Hospital. 1910’s. MASTERPIECES OF Russian Art
The Bekkerman Collection exhibition. Sotheby’s, New York, 2014

TATE, CHRISTIE’S, SOTHEBY’S

If presented with the query “Ukraine,” the online search
system of the Tate Gallery’s collection gives the results that
are more acceptable to Ukrainians: Arkhipenko, Andriyenko-
Nechytaylo, Sonia Delaunay, Abram Minchyn, and even
Malevich. It turns out that Tate’s information service uses
biographical material from Wikipedia, where, due to the ef-
forts of patriotic volunteers, the ethnic or geographical origin
of many artists is marked in accordance with the new post-
imperial realities. Whether it adds anything to the credibility
of the Ukrainian avant-garde in the eyes of the British public
is another question.

The Ukrainian origins of masters of the avant-garde has
also started to be taken into account by the leaders of the
world’s auction markets, Sotheby’s and Christie’s. Presented
with the query “Ukrainian,” the search engine of Christie’s
shows works by Arkhipenko, Hryshchenko, Khmeliuk, and a
number of Jewish-Ukrainian artists. However, in short cata-
log abstracts, the mention of the Ukrainianness (as a place
of birth or self-identification) of these authors is nowhere
to be seen. The situation with the attribution of works by
Ukrainian modernists at Sotheby’s is different. Searching
for the keywords “Ukraine” or “Ukrainian” does not produce
the names of Arkhipenko, Bohmazov, Yermilov, or Petrytskyi.
However, in the auction catalogs of recent years, experts say
that Yermilov is “one of the most prominent representatives
of the Ukrainian avant-garde” (Important Russian Art, June
2, 2014, Lot 8). Oleksandr Bohomazov (Russian Paintings,
May 29, 2012, Lot 187) is named “the leading participant of
the Ukrainian avant-garde.”

0. APXUIIEHKO. JKiHKa, sika po3uicye eonoccs. 1916.
TANEPESI TEMT MOJEPH. [IPUABAHO 1960 POKY

0. ARKHIPENKO. Woman Combing her Hair. 1916.
TATE MODERN GALLERY. BOUGHT IN 1960

89



90

MV3EN [ VITEHTAVIMA,
MOMA TA IHIII

V Cnonyuenux lllTaTtax xuBe
UMCJIeHHA i JOCUTH BIUTMBOBA B KYJIb-
TYPHOMY CeHCi YKpalHCBbKa JiiacIo-
pa, JiloTb YKpaiHO3HaBUMM iHCTUTYT
npu [apBapJicCbKOMY VHiBepCUTETi
Ta YKpalHCbKUM iHCTUTYT AMepu-
ku (paxTusO My3eit) y Hplo-Mopky.
[Ticna Jpyroi ceiToBoi Bittau 1o CIITA
nepebpasiocsa 6arato 06JapoBaHUX
MUTILiB MOJEPHICTCHhKOTO HAIIPSIM-
KY, Ki OpraHi3oByBaJu BUCTAaBKU
YKPalHCBKOr0 MUCTeLITBa, BUAaBaju
KaTaJIOTM Ta Yacomucu, hopMyBaIu

cepefoBUINe IO-YKPaiHCBKOMY Opi-
€HTOBAHMX KOJIEKIiIOHEPiB, CITOfiBa-
0UMCh, II[0 3 UACOM X0oua 6 yacTUHa
X 3i6paHb MOTPAIIUTH JI0 TPOBif-
HUX aMepUKaHCbKUX My3eiB. Aje
YKpaiHLi B UX My3esX i AOCi npef-
CTaBjIeHi IIepeBa)kKHO BXXe 3rajyBa-
HUMU ApxmMneHKoOM, [pUIeHKOM,
€pPMUJIOBUM...

V xonekuii Myselo ['yrredraima
36epiraloThCs IBi XpecToMaTilHi po-
6ot OnexcaHapa ApxurieHka — «Ka-
pycens [T’epo» i «MegpaHo», Jie BiH
OKPECJTIOE ITPOGIIEMATHKY, SIKY 3TrOLOM
po3pobaaTumyTh TaTiiH, EpMUIIOB
Ta iH. KopHernis Jlayd y KopoTkin

0. APXMIIEHKO. MadoHHa 6 ckensx. 1912. My3E/ CYUACHOTO MUCTELITBA, Hbi0-JIOPK.
IIAPYHOK OPEHCIC APXUITEHKO-T'PEN TA T'AJIEPET ITEP/I3

0. ARKHIPENKO. Madonna in the Rocks. 1912. MUSEUM OF MODERN ART, NEW YORK.
GIFT OF FRANCES ARCHIPENKO GRAY AND PERLS GALLERIES

aHOTAIlil 10 11X JBOX TBOPiB HA3MBaE
ApxuneHKa YKPalHCbKUM XY OXHMU-
koM. Ille ofHa 710r0 po60Ta — TEPAKOTA
«BOKC» 1935 pOKY — 36epiraeTbcs y BeHe-
LiMChKiN dinii My3elo, IpoTe TaM aBTO-
pa Ha3BaHO POCITHUHOM.

MoMA inenTudikye K ykpaiHIliB
6patiB Bypsiokis (06M/1Ba ITpecTaB/IeH]
cBoiMu rpacdiuammu pobotamu y ¢y-
TypucTMUHMX 36ipKax) Ta OsiekcaHapa
JloBxeHKa. ApxuneHko, boromasos, €p-
MMUJIOB, EXCTep MaloTh IOJIBiViHE UM I10-
TPiliHe «apT-rPOMaITHCTBO» BKJIIOUHO 3
YKPAIHCBKUM. Y IbOMY My3el TBOPUiCThb
ApxuneHKa nIpeJicTaB/IeHa HabaraTo mo-
BHime, HiXX y My3ei ['yrrenraima (4o-
TUPHU CKYJIBIITYPU 1910-X POKIiB, KOJIAXK,
CKYJIBIITOXXUBOMMC i IBA IECSITKU JIiTO-
rpadiit 1921 i 1963 pokiB).

IIpukMeTHMI TPOBEHAHC OKPEeMUX
pobit. Ckaxximo, Heo6apoKoBy «Ma-
JOHHY CKeJib» APXUIIEHKO IoJapyBaB
1912 poky @epHany Jlexxe (Toi y Bigmo-
BiJIb IOZ@pyBaB IOMY CBOIO KAPTUHY).
CKY/IBITOXMUBONMCHUN HATIOPMOPT
«CKJITHKa Ha CTOJIi» JOBIUM Yyac Hajle-
>kaB KaTpin [Ipeep, MenieHaTIIi 6araThox
XYIO0XKHUKiB-aBaHTapAMUCTIB, IPUATEITb-
mi romana i MaH Pest.

Bacunp EpmuiaoBs mpeacrtaBiie-
HUM y MOMA KOHCTPYKTUBiCTCHKUM
penbedoM 1923 POKY Ta KiJlbKOMa
3pa3kaMM KHM)XKOBOTO JIM3alHYy, ce-
pel SIKMX NPUMiIPHUK XapKiBCbKOTO
vaconucy «PagsHCbKUM TeaTp» (yci
BOHM IlepeflaHi My3el0 KOpIOpaTuUB-
HUMU KoneKigmu — ®oHgoM JDKymiT
Pormmmibg i Makkpopi Kopnoperimis).
V MoMA Tako 36epiraeThcd IIiCTh
pUCYHKiB kusiHMHa OsiekcaHgpa bo-
romasoBa (Tpu 3 HUX IOJapOBaHi Ko-
JIEKI[iOHEPOM POCiMICBbKOI'0 aBaHTapay
M. JIo6aHOBMM-POCTOBCHKUM).

Opunu mastioHOK Boromasosa («ITop-
TPET APY>KUHIU» 1913 POKY) € i1 Y KOJIEK-
il Mucrtenpkoro iHcTUTYTYy UMKaro.
TyT XyIoXHMKa Ha3UBaIOTh YKpPATHIIEM.
ApxurieHKo (UniM MicLieM HapOpKeHHS
3a3HaueHo YKpaiHy) IpejCcTaBIeHui
y My3el JBOMa CKYJIbIITypaMM 1920-X
POKiB i TpbOMa Ma/IlOHKaMM, MOJapo-
BaHMMM IPUBATHUMU KOJIEKL[iOHEPAMU.

Tpu TBOpU ApxumeHka 36epira-
I0TbCI N1 'y [leTpPOUTCBKOMY iHCTUTYTI
mucteutB. Cepef HUX OOUH, SIKUN
3aCBijuUye peaJIbHUN iHTepec aBTOpa
JI0 YKpalHChKMX CITPaB Ta MOT'0 KOHTAK-
TU 3 OiguaMM YKPAiHCBKOI KYJIbTYPU
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0. BOroMA30B. Yo07108iK i yiciHKa, ujo Hecymp Kowi. 1927-1928. MY3El CYUACHOI'O MUCTELTBA, Hbl0-VIOPK.
JAPYHOK MUKUTH JIOBAHOBA-POCTOBCHKOT'O

0. BOHOMAZOV. Man and Woman Carrying Large Baskets. 1927-1928. MUSEUM OF MODERN ART, NEW YORK.
GIFT OF N. LoBANOV-Rostovsky



GUGGENHEIM MUSEUM, MOMA,
AND OTHERS

The United States has a rather numerous and culturally
influential Ukrainian diaspora, the Ukrainian Research In-
stitute at Harvard University, and the Ukrainian Institute of
America in New York (basically a museum). After the Second
World War, many talented artists of the modernist movement
immigrated to the USA. They organized exhibitions of Ukrai-
nian art and published catalogs and periodicals, hoping that
in time, at least a fraction of these collections would end up
in leading American museums. However, the Ukrainians are
still being represented in said museum by the already men-
tioned Arkhipenko, Hryshchenko, and Yermilov.

The collection of the Guggenheim Museum has two foun-
dational works by Oleksandr Arkhipenko: Carrousel Pierrot
and Médrano, which he used to outline the problems which
would later be elaborated upon by Tatlin, Yermilov, and
others. In a short annotation to these works, Cornelia Lauf
called Arkhipenko a Ukrainian artist. Another work of his,
the 1935 terracotta Box, is stored in the Venetian branch of
the museum, which, however, called the artist Russian.

New York’s Museum of Modern Art (MoMA) identified
the Burliuk brothers as Ukrainians (both are represented by
their drawings in Futurist collections), as well as Oleksandr

0. EKCTEP. Ky6icmuuHa ozonexa. 1912. My3EV CYYACHOTO
MMUCTELTBA, HbI0-MIOPK. [JAPYHOK IIOZPY 0K CAKHEP

0. EKSTER. Cubist Nude. 1912. MUSEUM OF MODERN ART, NEW YORK.
GIFT OF MR. AND MRS. MARVIN SACKNER

B. EPMWIIOB. Komno3suyist N23. 1923. MY3EJ CYUACHOTO MUCTELITBA,
Hp10-MIOPK. JIAPYHOK MAKKPOPI KOPITOPEJIIH

V. YERMILOV. Composition N23. 1923. MUSEUM OF MODERN ART,
NEW YORK. GIFT OF MCCRORY CORPORATION

Dovzhenko. Arkhipenko, Bohomazov, Yermilov, Ekster have
double or even triple ‘art-citizenship’, including a Ukrainian
one. Arkhipenko’s artwork is represented in more detail in
this museum, than in the Guggenheim (four sculptures made
in the 1910s, a collage, sculpture-painting, and two dozen
lithographical works made in 1921 and 1963).

The provenance of some of the works is quite interesting.
For example, in 1912, Arkhipenko’s gave his neo-baroque
Madonna of the Rocks to Fernand Léger, who reciprocated by
giving him a painting of his own. The sculpture-painting still
life Glass on a Table was, for a long time, in the possession
of Katherine Dreier, a patron of many an avant-garde artist,
a friend of Duchamp and Man Ray.

Vasyl Yermilov is represented in the MoMA by his con-
structivist 1923 relief as well as by several examples of book
design, which include a copy of a Kharkiv periodical Soviet
Theater. All of them were given to the museum from the
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B emirpaiiii. lle mopTpet Tapaca IlleBueHKka, CTBOpeHUM
Ha 3aMOBJIeHHs YKPaiHChKOr0 HAI[iOHAJIBHOTO XOPY Mif,
opyzor O. Komniig. Bsarani ApxuneHKo peAcTaBIeHnn
y My3esax 6aratbox Besmkux mict CIIA (AtmanTta, BocToH,
Knisnenn, Jloc-Aumxkenec, MinHneamnostic, [Titc6ypr, CaH-
Opaniucko, Pinagenpdis, X’rocToH Ta iH.). [IpocTo ma-
JIEKO He BCi BOHM ileHTU(IKYI0OTh ApxulleHKa Xoua 6 Sk
aMepMKaHChKO-YKPaiHCHKOTO aBTOpa.

Kpim ny6iuHMx My3eiB, siKi 4aCTKOBO (piHAHCYIOTh-
cs JepxaBolo, y CIIIA 3HauHUN BIUIMB Y CBOIX I'POMajiax
MawTb IPUBATHI My3ei-(OHAM, 3aCHOBAHI MeljleHaTaMMU-
KoJiek1iioHepamu. YacTo IXHi MMUCTeIIbKi 3i6paHHS He I10-
CTYTAIOThCS 32 SIKiCTIO BiIOMUM Jep>KaBHUM KOJIEKI[isIM.
BispMmimo mist mpukiany Konekiio Anbs6epra K. bapHca
(1872-1951), siKa 3 2012 poky po3mimyeThcs y Dinamenbdil.
BoHa HapaXoByeE IIOHAL 4 000 IpeaMeTiB (K1acuuHe i cy-
yacHe MUCTEIITBO, Me0OJTi, adypMKaHChbKa CKYJIBIITYpa Ta iH-
IiaHCHKMIT TPAIMLIIIHIA TEKCTWIb), [0 UMC/Ia IKUX BXOAUTD
6iybIn HiXK 100 TBOPiB PeHyapa, 69 — Ce3aHHa, 59 — MaTicca
Onexcandp ApxuneHko npaytoe Hao ckynvnmypoio «Tapac IllegueHko» Ta 46 — Ilikacco.

Oleksandr Arkhipenko working on the Taras Shevchenko sculpture [IpMKMeTHO, 110 B (DOHIaX My3€el0 € CiM pobiT Onekcn
I'pumeHka, Npua6aHNX y HbOro camMmmMm bapHcoM Ha mmo-
UaTKy 1920-X. HanmcaHi 3a rpeubkKuMu i TypebKUMU

0. APXUIIEHKO. Tapac Illeguerxo. 1935. [[ETPOUTCbKU IHCTUTYT MUCTELTB. [IAPYHOK YKPATHCBKOTO HAIIIOHAJIBHOTO XOPY
0. ARKHIPENKO. Taras Shevchenko. 1935. DETROIT INSTITUTE OF ARTS. GIFT OF THE UKRAINIAN NATIONAL CHOIR
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0. BOroMA30B. ITopmpem dpyxcuru. 1913. UNKA3BKU IHCTUTYT
MMCTELTB. JIAPYHOK MAPTO [Tosutic-IIIAK

0. BOHOMAZOV. Portrait of the Artist's Wife. 1913. ART INSTITUTE
OF CHICAGO. GIFT OF MARGO POLLINS SCHAB

corporate collections of the Judith Rothschild Foundation
and the McCrory Corporation. MoMA also possesses six draw-
ing by the Kyiv-born artist Oleksandr Bohomazov, three of
which were donated by a collector of the Russian avant-garde,
Nikita Lobanov-Rostovsky.

One of Bohomazov’s drawing (Wife’s Portrait, 1913) is in
the collection of the Art Institute of Chicago. There, the artist
is called a Ukrainian. Arkhipenko (whose home country is
specified as Ukraine) is represented in the museum by two
1920 sculptures and three drawings, which were donated by
private collectors.

Three of Arkhipenko’s works are stored at the Detroit
Institute of Arts. There’s one among them which testifies to
the author’s genuine interest in Ukrainian matters and his
contacts with Ukrainian emigre cultural activists. This is the
portrait of Taras Shevchenko, which was made on commis-
sion by the Ukrainian National Choir headed by O. Koshytsia.
All in all, Arkhipenko is represented in the museums of many
big cities in the US (Atlanta, Boston, Cleveland, Los Angeles,
Minneapolis, Pittsburgh, San Francisco, Philadelphia, Hous-
ton, etc.). However, not all of them identify Arkhipenko as at
least a Ukrainian-American artist.

In the United States, Aside from partially publicly funded
museums, private museums founded by patrons and collec-
tors have a significant influence in their communities. Often,
their artistic collections are on the same level of quality as
well-known state collections. Take for example the collection

Cmopinka 3 pucynkom B. Bypnioka y sudanHi «@ymypucmeot. Ilepebiii
JCYPHAT pyccKux ¢hymypucmosy», u. 1-2, 1914. My3EV CYUACHOTO
MUCTELTBA, Hb0-M0PK. [JAPYHOK POHAY [DKVIIT POTIIIIBL

Page with V. Burliuk’s drawing from the periodical Futurists:
First Journal of the Russian Futurists, no. 1-2, 1914. MUSEUM OF MODERN
ART, NEW YORK. GIFT OF THE JUDITH ROTHSCHILD FOUNDATION

of Albert C. Barnes (1872-1951), which has been housed in
Philadelphia since 2012. It has over 4,000 items (classical and
contemporary art, furniture, African sculpture, and Indian
traditional textiles), which include over 100 works by Renoir,
69 Cezannes, 59 Matisses and 46 Picassos.

It is noteworthy that the museum’s collection has seven
works by Oleksiy Hryshchenko, bought from him by Barnes
himself in the early 1920’s. Based on his Greek and Turk-
ish impressions, they demonstrate the transition of the au-
thor to a more complex interpretation of the picture space,
forms, and color, than was seen in his Moscow paintings of
1917-1918.

This testifies that Hryshchenko’s work in his time was
highly appreciated by the most discerning collectors. The
weakening of interst in the master in recent decdes can only
be attributed to the more recent absence of serious mono-
graphic exhibitions in respectable museums. (It is symptom-
atic that none of his exhibitions took place in Ukraine on the
13oth anniversary of the birth of O. Hryshchenko.) Meanwhile,
the artist remains a prominent figure of European interwar
modernism, representing its more moderate, conservative
wing.

Hryshchenko is one of the prominent figures of the
School of Paris. His work regularly appears at auctions in
Paris, London, and New York. However, Western antiquar-
ies and curators seldom point to the Ukrainian traces in the
works of Hryshchenko. This is not surprising, because the
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0. TPUILEHKO. Micmo-gopmeys. 1921. My3Ei ®oHIY BAPHCA, OUIAZIEIb®ISA

0. HRYSHCHENKO. Fortress City. 1921. BARNES FOUNDATION MUSEUM.
PHILADELPHIA

0. 'PMIIEHKO. Micmpa. 1921. My3Eyt ®OH1Y BAPHCA, OUIAZIEJTB®IA
0. HRYSHCHENKO. Mistra. 1921. BARNES FOUNDATION MUSEUM. PHILADELPHIA

BpaXeHHSIMM, BOHU JeMOHCTPYIOTh Iepexiy] aB-
TOpA JI0 CKJIQIHIIIOr0 TPAaKTyBAHHS KAPTUHHOTO
IpoCcTOpY, OpPM i KOJIOPUTY, HiXK 11e 610 Y 10T
MOCKOBCBKMX IOJIOTHAaX 1917—-1918 POKIB.

Ile cBiZUMTH PO Te, L0 TBOPUICTh ['puInieH-
Ka CBOT'0 Uacy BMCOKO OIIiHIOBasIacs HaBMUOATIIN-
BillMMM KOJIEKLIiOHepaMy, i TIIBKM BiJICYyTHICTh
Cepio3HUX MOHOTrpadiyHUX BUCTABOK XY 0X-
HMKA Y COJIiTHUX My3esIX 3a OCTaHHI KiJibKa Jie-
CATUJIITh CIIPUUMHMIA TIOC/TAb/IEHHS iHTepecy
no manctpa. (CMMITOMaTUYHO, IO B 130-TY
piunuIio Big mHs HapomkeHHs O. 'puieHka
B VKpaiHi He IIPOILIIO YKOLHOI 10I0 BUCTABKIA.)
Tum yacoMm 11eMl MUTEIlb 3aJIMIITAETHCSI IOMIT-
HOIO ITOCTATTIO €EBPOIENCHKOTO Mi>XBOEHHOTO
MOZepHi3My, [IPeJICTaBJISIIOUM 10T0, CKa3aTH 0,
6i7bII TTOMipKOBaHe, KOHCEPBATUBHE KPUJIO.
I'puienko — ofHa 3 uinbHUX noctaTten [lapuss-
KOTI IIIKOJIN, FI0TO POGOTY PETYIISIPHO 3'SIBJISTIOTHCST
Ha aykuioHax Ilapwxa, JIoHI0Ha, Hblo-I7Iop}<a.
BTiM, 3axigHi aHTMKBapu M KypaTOpy 3a3BU-
yail pifKO BKA3yIOTh Ha YKPAiHCbKUM CIIif
Yy TBOPUOCTi ['puiieHKa, 1110 11 HEe JUBHO, aJiKe
MaJisip HapoauBcs B Pocincekin iMmmepii, mo-
HaJ 50 pokiB mpoxuB y @panuii. o x 1o rpu-
IeHKiBChbKOI camoigeHTHiKaIlii K yKpaiHIid,
TO HaBiTh He KOXXHUM YKPalHCbKUM iCTOPUK
MMCTEILITBA UNTAB MOTO Crioragu «YKpaiHa MoixX
OJIAaKUTHUX JHIB»...

3AMICTh BUCHOBKY

Jdx 6auuMmo, mepeciuHMM 3axXigHUN TJI-
Iau i MUCTeIITBO3HaBellb i JOCi He Ma€ UiTKo-
ro YSBJIEHHS IIPO YKPAlHCBKUN MOJEpPHi3M uu
PO YKpaiHCBbKMUM (paKTOp Y CBITOBOMY aBaH-
rapgi. Lle 1 3po3yMisio, OCKiZIbKM cIleliaibHi
CTaTTi UM JOCIiHKEeHHS Ipo, CKaXKiMo, YKpaiH-
CbKi KYJIbTYpPHi BIUIMBM HAa MajieBMua UMTAE
JIuIIe By3bKe KoJIO (paxiBiiB. [ggauam xe
MOTPi6HI sICKpaBi BUCTABKU-IIOY HA 3Pa30K
«Ilapmx —bepnin» (1978, Lentp IMommiay),
«[Tapmwk — MockBa» (1979, entp Iomminy) um
3 ocTaHHixX — «UepBoHa 3ops Haj Pociewo» (2017,
rasiepest Teitt MogepH). OcTaHHS GiIbII-MEHII
BaromMa BMCTaBKa YKPalHCBKOTO aBaHrapay Ha
3axoi Maa Miclie moHas 10 pokie Tomy («Ile-
pexpecTsi. YKpalHCbKUI MOJEPHi3M. 1910—-1930»
y CIIIA), Ta ¥ TO Ha MapriHa/IbHUX AiaCIOPHUX
MalJJaHUMKax.

Taky cuTyaniro ciig i Tpe6a 3MiHIOBATH.
[HakKIIe yKpaiHIli He TiJIbKM He 3MOXYTb «Ha-
uioHanisyBaTu» MajeBuua, aje 1 BTPATITh
IIMTOMO «CBOIX» aBTOpPiB: ApxmuiieHKa, boroma-
30Ba, ['pumenka, Excrep, Xmenwoka, Epmuiio-
Ba, [leTpuipkoro Ta iHMNUX, MUCTeLIbKa CHaJl-
[[/HA SIKUX iICTOPMUHO TOJi/IEHa MiXK KiJIbKOMa
KyJIbTYPaMM.



A. MAHEBMU. [Iapk. 1918. XvA03XHI MY3EN OUIAJETB®IL. [[APYHOK KPICTIAHA BPTHTOHA
A. MANIEVICH. Park. 1918. PHILADELPHIA MUSEUM OF ART. GIFT OF CHRISTIAN BRINTON

painter was born in the Russian Empire, and lived in France
for more than 50 years. As for Hryshchenko’s self-identifica-
tion as a Ukrainian, not every Ukrainian art historian has
read his memoires Ukraine of my Blue Days.

INSTEAD OF A CONCLUSION

As you can see, the average western viewer and art critic
still does not have a clear idea of Ukrainian modernism or
the Ukrainian factor in the world of the avant-garde. This
is understandable, since special articles or research on, say,
the Ukrainian cultural influences on Malevich, is read only
by a narrow circle of specialists. Spectators also need bright

exhibitions-shows such as Paris-Berlin (1978, Center Pom-
pidou), Paris-Moscow (1979, Center Pompidou) or one of
the recent ones, Red Star over Russia (2017, Tate Modern
Art Gallery). The last more or less important exhibition of
the Ukrainian avant-garde in the West took place more than
10 years ago (Crossroads, Ukrainian Modernism, 1910-1930 in
the USA), and was seen only on marginal diaspora platforms.

This a situation can and should be changed. Otherwise,
Ukrainians will not only fail to “nationalize” Malevich, but
will lose their “own” artists: Arkhipenko, Bohomazov, Hrys-
hchenko, Ekster, Khmeliuk, Yermilov, Petrytskyi and others,
whose artistic heritage is historically divided between several
cultures.




OJIEHA MUTAIIIKO

ABAHTAP] SIK APVTA IIKIPA

IIpo nepdopmanc Penopa BosiaHOBa
B paMKax QopyMy

«HoBa resepatliisi: XyIoXXHUK

1 /10T 0 TOKOJIIHHS».

OLENA MYHASHKO

AVANT-GARDE

AS SECOND SKIN

On the performance

by Fedor Vozianov

during the forum New Generation:
The Artist and His Generation.
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®DopyM, IpUCBIUEHUI YKPATHCPKOMY aBaHTapAy, — Le
He JIMIIe «XaTa-TOBOPUJIbHS» 3 UMCIIEHHUMU JIEKITisIMMU,
npes3eHTalliiMU, IUCKyCiIMU. BaxknuBe Miclie BifBeieHO
TYT «BUJOBUIIIHIM» YyacTUHI mporpamu. [lepenycim izeTbcs
mpo nmoka3 ¢inbMy «MaseBuu» i mepdopmMaHc Au3aiHe-
pa ®emopa BosiaHoBa. 3ampoIireHHs OCTAHHBOT'O — JKECT
0CO6JIMBO eMOIEMaTUUHMI, afpKe Bo3iaHOB — I10-CBOEMY
VHiKaJIbHUT [T VKpaiHM AM3aiHep-TOCITigHUK, 110 6a-
JIQaHCY€E M)XK BUPOOGHUIITBOM OJSTY i ITIEPETBOPEHHSIM IIHOTO
ogsaTy Ha iHcTansaIio. baraTopiuanit yuacauk Ukrainian
Fashion Week, 6aTbk0 0ZHOIMEHHOTO 6peH/Iy ¥ MPUCTpac-
HUJ IIaHYBaJIbHUK aBaHrapAy, BiH CTBOPIOE «OISIT-IiM»,
«OJISIT-CKYJIBIITYPY» UM, KOJIM Ballla JIaCKa, CKYJIBIITYPY, SIKY
MOYKHa HajiTu Ha ce6e. VIoro po60Ty — JIaKOHiUHi CYKHi 3
XUMEPHUM, «TOCTPUM» a60 aCUMETPUUHUM CMTYETOM; TOIU
Ta CIiAHMUII, TOWINTI TakK, 06 i B PO3KIaAeHOMY BUIISIAL
MIPeACTaBJIsUIM CO60I0 3aKiHUeHni 06pa3-06’eKT. Ilepdop-
MaHCcH (UM TO IaK IIpe3eHTallil KOJIeKIIil), CX0Xi Ha TO¥, 1110
MM ro6aumsiu Ha popymi, BosiaHoB po6uB 6araTo pasis.
3a3Buualii lie BUIVISIZAE SIK Cepisi ITOJIOTeH pi3Hoi hopmu Ta
PO3Mipy, 0 SKMX MOJIeJTi «BXOJISITh»: II0JIOTHO 3HiMalOTh 3i
CTiHU, OiCTAIOTh 3 paMy, i BOHO parToM TPaHC(HOPMYETHCS B
CYKHIO a60 B 6y/Ib-IKU iHIIINI ITpeIMeT rapziepo6y, B IKOMY
MO)XHA npofedinmoBaTh. Hanipukiiaa, oHy 3 HaMliKaBilllnx
AKIIiil TAKOT'O POy AM3arHep NpoBiB y 2018 poui B [Tapmxki —
i BoHa TaKoXX GyJ1a IMOB’sI3aHa 3 CyIipeMaTu3MoM MasieBuua.

ITepdopmanc «Total look» y M17, CTBOpeHMIT pa3om
3 TaHIiBHUIIEIO 6asieTy ApteMa ['opjaeeBa, — Iie CIleHKa,
Mg yac K01 6asiepuHa B 61JIOMY TPUKO, BUKOHYIOUM PSI,
IUTAaCTUUHUX eJIEeMEHTiB ITiJ MeIUTATUBHY MY3UKY CTPYH-
HUX, JOIIOMAara€ BUSIBUTY CBiil yTUJIiITAPDHUM ITOTEHIlial
OIMHAAIATK KapTMHaM. [1iJ mokas BiggaHo, Ma6yTh, IOCTY
YaCTMUHY 3aJ1y — JIOBTe 1 By3bKe Miclle 6iy1g cTiHu. SIckpasi
I10JIOTHA-KBaApaTy (3eJIeHni1, IoMapaHyeBui1, (PioIeToBMIT)
i3 3araIKOBMM OpHaMeHTOM, TeOMeTPUUHMMYM CMMBOJIaMU

a-JIs «alJIeHTUKa» HEeBiJIOMOro IJIeMeHi, po3TallloBaHi TyT
Big HaviMeHIIOro 710 HambinbIoro. [ly6iika ToOBUEThCS 3a
HaKJIEEHOIO Ha Mi/y103i UOPHOIO JIiHIEI0, 1[0 BeJle O UOPHOTO
TYpHiKa-apKu. YIIPOJOBX YChOTO 15-XBUJIMHHOTO Ji1ICTBa
caM BoziaHOB cMIUTB i MOBUKM OMBUTHCS Ha TaHIIiBHUIIIO,
sIKa B XaOTUUHIiV MOC/IiJOBHOCTI «pO3Asarae» KapTUHHU B
pyxoMoMmy ITpoMeHi cBiTIa. I10JTOTHO pO3MipoOM ITPUGTU3HO
3 A4 cTae markoio, A1 abo Aech TaK — TOIIOM, HaliMacIITab-
Hillle, MaybKe 3 JIIOIVHY 3aBOUTBIIKY — CBIiT/IO-6ipI030BUM
IUTaIeM 3 TOCTPMMM, Haue OOKpastHUMMU, IUteunma. binkxue
Io ciHay mIsggaui BXe MOBHICTIO BTSITHYTI B iHTPUTY: HY,
Ha SIKU JKe TIpeJIMET rapiepol6y IepeTBOPSIThCS HaiMeHIITi
kBagpaTu? lllock cTae HaKIaJHUM KOMipoOM, a II[OCh — Ha-
KJIEMKOIO Ha MAJIbTO a60 HAITYJIbCHUKOM.

3aKiHUYETBCS «IPUMipKa» TUM, 1110 AiBUMHA IIOCTAE
repe; HAMM B 3i6paHoMy 06pasi. TO6TO CIIOUATKY Ile TaKa
6iy1a HeBaroma 6ajsieprHa, Hi6M BUITHSITA 3 KA3KOBOI My3UU-
HOI CKPMHBKMY, a B KiHIIi — (pelrioHicTa 3 CYMKOIO-IIIOIIEPOM
Ha OJHiN Py, 3i «CKJIaJHUM» OOJIMUUSIM, V COHIIE3aXMC-
HUX OKYJIIpax i 3 Macom akcecyapiB. 3 TOPUM BUTIISAOM
BOHa ITPOXOAUTD KPi3b TYPHIK — UOPHY apKy, i mepdopmaHc
3aKiHUYETHCS.

TpakTyBaTH 11€, 3BiCHO, MOXXHA II0-Pi3HOMY: TAKOI0 MO-
r1a 6 6yTH MPOCTO irpoBa Ipe3eHTallis KOJIeKIlil, KOMIUTi-
MEeHT Bi3ya/IbHil CTWIiCTHIL, IKY IIOPOAVMB ITPOEKT aBaHTap-
Iy TOILO. Ajie 0COOGMCTO $1 HisSIK He MOTJIa 036y THUCS JYMKHA:
OT SIKMM CTa€ XYJI0XXKHUK, KOJIM BiH 3aMiCTh CTUXil TBOPUOCTi
TIOUMHAE JIIOUTHU iiero mpo TBOpuicThb. Ko BiH MpoxoanTs
Kpi3b BIINUTY B OBITPs, HE HAATO IIOMITHY apKy iHiliarii —
BUSIBJISIE cebe TPUIHATUM YI'PYIIOBAaHHIMM, iHCTUTYILISIMHA,
ceporo MucTelTBa-IK-6i3Hecy. I och TO/Ii BiH y)Ke CIIOKITHO
BMOIIYETHCS, TOPJIO MTO3Upalouy Ha IMyoiTiKy 3 1iel koMmdopT-
HOI 30HM JIETITMMHOCTi, CTBOPIOE IIPOEKTH, SIKi TOUHO GYIyTh
MPUMHATI iICHYIOUMMHM TpyIlaMM, 3HAOUM, AJIg KOTO i JJ1d
Yyoro, He 3MiHIOIOUM 11 He PO3PUBAIOUM HassBHUM KOHTEKCT.



The forum “New Generation: The Artist and His Genera-
tion,” dedicated to the Ukrainian avant-garde, is not just a
chatroom with numerous lectures, presentations, and dis-
cussions. The “spectacular” part of the program is equally
important. It includes a screening of the film Malevich and
a performance by the designer Fedor Vozianov. Vozianov’s
participation is a particularly emblematic gesture, as the
Ukrainian designer and researcher balances himself between
the production of clothing and the transformation of the
garment into an artistic installation in its own right. A long-
time participant of the Ukrainian Fashion Week, father of
the namesake brand and a passionate fan of the avant-garde,
he creates “clothes-houses, ““clothes-sculptures, “or, if you
will, wearable sculptures. He makes concise dresses with an
unusual, “sharp”, or asymmetric silhouette; tops and skirts,
sewn in such a way that, when expanded form, they form a
complete image-object.

Vozianov has staged such performances, unique presen-
tations of his collections, like the ones we have seen during
the forum many times. Usually it looks like a series of paint-
ings of various shapes and sizes, with the models “coming
into” them. The canvas is removed from the wall, taken out
of the frame, and it suddenly transforms into a dress or other
item of clothing, which can be shown on the catwalk right
away. For example, one of the most interesting performances
of this kind was held by the designer in 2018 in Paris, and it
was also connected to Malevich’s Suprematism.

The Total Look performance held in the M17, created
with a dancer of Artem Gordeyev’s ballet, is a scene in which
a ballerina in a white leotard performs a choreographed rou-
tine to meditative string music, helping 11 paintings to reveal
their utilitarian potential. A sixth of the hall was dedicated
to the show, a long and narrow place near the wall. Vivid
square paintings (green, orange, purple) with a mysterious

ornament, geometric symbols resembling the identity of an
unknown tribe, are arranged from the smallest to the largest.
The crowd stands behind a black line across the floor, lead-
ing to a black arch. During the entire 15-minute performance,
Vozianov himself sat and looked silently at the dancer, who
in chaotic succession “strips” the picture in a moving ray of
light. The canvas of about A4 size becomes a hat. Another,
size A1 or somewhere around that, becomes a top. The largest
one, almost the size of a person, becomes a light turquoise
cloak with sharp, seemingly overcut shoulders. Closer to the
finale, the audience is already completely immersed into the
intrigue: well, what kind of clothes will the smallest squares
be turned into? One becomes a detachable collar, another
becomes a sticker on a coat or a wristband.

The “fitting” ends with the woman appearing before
us in the entire image. That is, at first she was such a white,
weightless dancer, as if taken out of a fairy-tale musical box.
At the end, she is a fashionista with a shopping bag in one
hand, with a tough face, in sunglasses, and with a multitude
of accessories. With a confident look, she passes through the
black arch, and the performance ends.

Of course, this can be interpreted in a number of differ-
ent ways: this could be just a playful presentation of the col-
lection, a compliment to the visual stylistics which was born
by the project of the avant-garde, and so on. But personally,
I could not get rid of the thought that this is what an artist
becomes to love the idea of creativity rather than creativity
itself. When he passes through the transparent, nearly invis-
ible gate of initiation, he manifests himself as acceptable
to institutions and the sphere of art-as-a-business. Then he
rests calmly, proudly looking upon the audience from this
comfortable zone of legitimacy, creating projects that will
be adopted by existing groups, knowing all the ins and outs,
without changing or breaking the existing context.



EK0JIOTII MOJIEPHIZMY

3BEPEXEHHS UACY M1 IIPOCTOPY
B VKPAIHCBKOMY MUCTELITBI
PAHHBOTI'O XX CTOJIITTHA

Jlekniist MupociaBu Myzipak, iCTOpMKa MUCTELITBA,
ImouecHoro npodgecopa VuiBepcutety mraty Oraio (CIIA),
aBTOpPa KHUTU «,,HOBa reHepailisi® i MUCTEIIbKMI MOJIepHi3M
B VKpaiHi», IpouKTaHa Helo y APYTUi JeHb po6oTu dopymy.
TekcT rmoga€eThbcss 6€3 CKOPOUEHb i CTUITICTUUHMX 3MiH.



ECOLOGY OF MODERNISM

PRESERVATION OF TIME AND SPACE
IN THE UKRAINIAN ART
OF THE EARLY TWENTIETH CENTURY

Lecture by Myroslava Mudrak, art historian,
honorary professor at the University of Ohio (USA), author of the book
The New Generation and Artistic Modernism in Ukraine,
given on the second day of the forum.
This text is presented unabridged and without any stylistical changes.
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CriMpaounuch Ha KOHIIEIIil0 HMHIITHBOT BUCTABKU
Ta 6epyun 10 yBaru camy ii Ha3By «ABaHTrapy, y IOIIyKax
UEeTBEPTOTO BUMIipy», I XOTisIa 6 TOPKHYTUCS 3aTJTbHUX
NMTaHb IPOCTOPOHU i Uacy, Ki CTaJiM BU3HAUAJIbBHUMU
MIPUKMeTaMU B 06pa30TBOPUOMY MUCTELITBi aBaHTapAUCTIB,
SIKi TTOKJTa/TM co6i 3aBOAaHHSIM 300pa3sUTU MOJIEPHUI CBIT
Ha NUISIXY 10 Mali6yTHBOTO, Ha TXHIO AYMKY, BUIIOTO OYTTS.

ExcriepyMeHTaTOPChKi pyxyu paHHbOTO XX CTOJITTS
MOSICHIOBAJIM UETBEPTUM BUMIp IO-pi3HOMY. Jleski TBep-
IWIN, 110 UEeTBEPTUI BUMIp — Iie cepefloBuIIe, B SKOMY
yac i rimeprrpocTip 31MBaAOTHCS B i€0/I0TiUHe BUIiHHS
BUILMX iCTUH, L0 Lie LIAPCTBO CYLiJIbHOI iHTYILil, Criosy-
UyeHe 3 iHIIMMM CBiTaMy, JA@HUMM HaM yepe3 IMPO3PiHHS.
[HmIi 3amepeuyBasy, 110 1€ TiIIBKKU Uac, i 1[0 yepe3 Npu-
POIHY IUVIMHHICTb Yacy TaKUJ TPAHCLEeHIeHTHU BUMip
rofi okpecnuTH. Ase 6y 1 Taki, XTO Iif BIUTMBOM (ppaH-
1y3bKoro ¢isiocoda AHpi beprcona, mpo skoro 6yjie MoBa
mi3Hinle, HamoJsIraJau Ha Te, [0 YeTBePTUM BUMIip — Iie
4YJMCTe BiJUYTTS, BBAXKAIOUM TaKU CTaH iHIIMM BUMipoM
MMOUyBaHb. X0U IKMMM PO3MAITUMU GYJIU IIi VSIBJIEHHS,
BOHM BUBOJWIM HA Pi3Hi MOHSATTS PO IIPOLIECH JTIOJICHKOTO
CIIPUMHSTTS CBITY, SIKi Ma/IM BiATIOBilaTH JOCBiOBi, Ha-
6paHOro MOJIEPHi3MOM.

KoH1ern1iisg ueTBepTOro BUMipy Habysia IMOMY/IIPHOCTI
cepep NpeACTaBHUKIB YKPAIHCHKOTO aBaHTapAy, SIKUI
BiAIOBiAHO IHIIMM CYyYaCHUM XYL O0XKHIM TeuisiM IIparHyB
mo36yTHCSI YMOBHOCTEN aKaJeMiuHOTo MucTenTBa. Ciifg
3amam’saTaTu, 110, IounHawuu 3 BinpomxkeHHs B Itatii,
TBOpPEHHS 06pa3y B aKaJeMiuHOMY MUCTeNTBi 6a3yBasocst
Ha IIPUHIMIAX HAyKOBOI IePCIIeKTVBY. BuBUeHi mpuiomMmu
BiITBOpPEHHS TPMBUMIPHOTO CBiTY 3 IXHIMM ITapaieTbBHUMU
MPSIMUMM JIiHISIMM Ta 3HMKOMOIO TOUKOIO JAaBa/iX 3MOTY
repeaTy HaBKOJIMIIHIN MPOCTip HEMOBOY BU3UPAIOUHU
Kpi3b ysIBHe MPSIMOKYTHE BiKOHIIe 6YAMHKY a60 Oyayumn
IIPOCTO ceper, BYJIUILL.

TakuMu npumomaMu KopuctyBaBcsa i OnekcaHgp
boroma3soB, 9K CBiguuTh 1MOro KapTuHa «CiHHUNM puU-
HOK». B akagemMiuHOMY XMBONMUCI TIparHeHHs CTBOPUTU
71103110 TPMBUMIPHOCTI MOSICHIOBAIOCS GAXKaHHIM MMUCTIIS
3imiTyBaTM Te, M0 BiH HAUEOTO 6GAUMB i YCBiOMITIOBAB SIK
peanbHIiCTh. YV XyA0XXHBOMY IUIaHI 1je 03HAaUaJI0 BMUCHEe
MaHINyJII0BaHHS 06’eMamMyu Ta po3Mipamu dopm, mob Ti
BiITIOBiia/IM O3ipHiN BificTaHi MiXX HUMM i TOBEepXHEIO Kap-
THHM Ta OKOM CcHoIIsijaya. Asie eyl IITYUHUI MeTOZ, Ipef-
CTaBJIeHHS CBITY CTaB II0PA3KOI0 JJ1s1 MUCTLIiB-MOJIePHICTIB,
IUIS KOTPUX TAaKOTO iHePTHOTO 306pakeHHs He BUCTaualo,
1106 300pa3nUTH CBiT, SKMM BOHM MOTO Mi3HaBaJIM. BoHU
CTBEePKYBaAJIM, 10 He 6e3pyX, a caMe MOCTIMHUN PyX
MIPeJICTaBJISIE€ CIIPABXKHIO PeIbHICTh, OCSASTHHS, KOJIU parl-
TOM GauMIN IIPeIMET B IKYCh MUTbh iCHYBaHHSI a60 110T0
Bi3yanbpHUM CJIif y pyci, cTaBany Oy UUX CYYaCHUX
XYIOXXHUKIB BUKIIMKOM, SIKIIIO IM JOBOJAMJIOCS IlepelaBaTh
LIOMUTI iHIlIe OTOUueHHs. HaguxaBmuch iMpecioHiamoM,
BOHM TIOUaJIM TBOPUTHU CIIPOIeHi hopMu, po36UTi KOIbO-
POBMMM MasKaMM, 110 IJIaBa/IX 110 IIOBEPXHi KapTUHU.
He MeHIIT BaXX/ITMBUM 6YJIO CIIPUMHSTTS 3araIbHOI Teopil
AVHIITaHa OPO BiAHOCHICTh AMHAMIKHM, IIPOCTOPY i yacy.
BigTak nuTaHHS MPOCTOPOHHOCTI B UaCi CTaJIO KJIIIOUOBOIO

KOHIIETIIIi€10 KJITACMUHOTO aBaHTapjy, 60 CUHXPOHHE, CUH-
TeTUUHe 6GaueHHsST BBAYKAJIOCS IIPUBAGIMBIIIMM 151 306pa-
JKEeHHSI MOJIEPHOTO CBIiTY, HiXK CTepWIbHA I0jlaua JIiHiTHOT
MepCHeKTUBU.

3raganmo nuiieHb nensaxi JaBupga Bypioka,
HaMaJIbOBaHi 3 UOTUPHOX TOUOK. AGO KOHKpETHillle OgHY
i3 M1oro paHHix po6iT 1iJy Ha3Bow «Yac». OKis 1Moka3aHo K
KOJI0, TaK, SIK CIIPUIIMAE 0T0 OKO CIIOIJIsAiaua, 60 ApyTe OKO
3aTeMHeHOo. MOXXJIMBO, 11e BiicMJIaHHS 00 OJJHOTOUKOBOI
TIepCIIEKTMBU. Biipasy mpaBopyu o 06/IMUyUs CIIOT/IsAgaua
6aunmo QIirypKu mepexomx, iMOBipHO AeCh Ha OKOJIMII
MicTa. PUTMOM IXHiX pyXiB Bi3yaJIbHO KepYE Hallle 6aueH-
H{ JIiIXTapHMUX CTOBMHIB i 3a/1i3HMUMX penkiB. Hag HuMu
MepeKUJAThLCS i 6e37TaHO BaJIAThCS B He60 BaroHu. Jlasti
wissMu papb Y CYTiHKOBOMY CBIT/Ii IITOBXAIOTh HAIII TIOTJISITT
JIIBOPYY i BHU3 0 JeKOPATUBHOTO MOTUBY, 1[0 BUKJIMKAE
B IMaM’STi KOJIbOPOBI muomuHuM Maticca. A cami niud-
P¥ 1, 3, 2, 4 HaAJI CXOXKO0I0 Ha rpalbiIi penriTKow HeBiTOMO
10 o3Haua€e. MOXJIMBO, (peHIep MapoTsIra HoMep 1324.
VHU3Y Ma€eMo I0Ch MOAi6HE A0 Ky6iCTMUHOTO MarnepoBo-
r'o KOJIQXYy, 3 OCTAHHIMM JIiTepaMu CJIOBa «BpeMs» — uac.
Hag HMM — BuOYX 3 60Ky UM TO TapMaTH Ha KoJiecax, um
TO JIOKOMOTMBA, 1110 HeCeThbCS, BUBEPralouy napy. A B HUXK-
HbOMY IIPABOMY KYTi Ile OOVH cIiajiaX. IMOBipHO Kpi3b
JIUCTSA AepeB. MoXX/IMBO 11e i CIIpaBii MOTAT, 1110 BUPUHAE
3-3a HiUHOTO JIicy Ha BUT'MHI Aoporu. Ajie moBepHiMocs
JI0 06/TMYUs TOJIOBHOTO (QirypasbHOTO 300paykeHHs B il
kapTuHi. OcTpiBellb cTabiIBHOCTi V BOTHIHOMY KoJieci
KOMITO3UIIil TaKOX € €AMHUM eJleMeHTOM, BUKOHAHUM
y peasticTMuHi MaHepi. [Iponmcane neTaabHO, IK HOPTPET,
3 IPaBWIbHMMM MPOIOPIIiSIMU i pyCaMM eJ1eTaHTHOI KiHKH,
110 YOCOGJTIOE CYUaCHOTO CIIOTJIsIIaua iHIyCTPiasli30BaHOTO
cBiTy. BOHO cTab6iyTisye KOMIO3UIIiI0 B TOUIIi, SIKA MOB OKO
yparaHy 3aJIMIIa€ThCSI HEPYXOMOIO V BUPil po36ypxaHUX
dopMm. Mu 6aummo, 110 3aBISIKM CBOEMY IIOJIOKEHHIO
B IIEHTPI ITi€T KoJIOBepTi 6PYXTY, 06IMUYUS XKiHKU CITYTYE
€IMHOI0 TOUKOIO0 30py. MOKJIMBO TakK, SIK CIIOIJISI/IA€ CBIT
3a BIKHOM Iaca)kup noTsra. [ ocb yKe BCi uMC/IeHHi pi3Hi
MIPOCTOPH, IIPUCYTHI B KAPTHUHI, 3TMBAIOThCS B OJ[HE CUHTe-
TUUHE I1iJTe, [0 M0T'0 PO3UBIISIETHCS CITOTJIIAAUKa 3i CBOTO
BUHSATKOBOTO Micus. TyT, Hi6U MipHYBIIM B KaJIEMAOCKOII,
6aunMo, 10 BCe KPYTUTHCSI, MOB Te KOJIECO, HacaKeHe
Ha Bichb y 11eHTpi KapTuHU. [lepes; HaMM MOCTAIOTh HOBI
eCTeTUUHI NPUINOMI: MHOXMHHICTb I1I€PCIEKTUB, 3CYBU
IIPOCTOPY i yacy i HaBaJIbHa aTaKa Ha BCi UYTTS CIIOIJIS-
Jlaua, 110 [MOBEePTAE€ HAC Y IKMUICh MaM’ITHUN MOMEHT
MuHysoro. [IaM’aTh caMa 3HaJKYE 10 IIbOTO BiguyTTs.
XaoTHuuHi 06pa3y JOBKOJIA TOJI0BM KiHKM HEMOBOH IIOTHO
BUJIPAJIVCh 3 YIIEPTh IIEPEOBHEHOTO CXOBMUINA B 11 MO3KY.
I came BOHH, ii crioragy Mpo MMUHYJIE, 3IMBAIOTHCS 3 Cydac-
HMMM MOMEHTaMMU CIIOIJISIAHHS 1 )KUBJIATB eMiLleHTP LIbOro
Bi3ya/IbHOTO BUPY.

V ninn po6oTi Bypiiok 3xiicHMB 6e3mpeleeHT-
HY piu. [locTaBUB NUTAHHS MIPO BUILICTh MUCTEI[TBA
V CBiTi, 110 TTOCTiTHO 3MiHIOEThCA. I 3pO6UB 1ie BiH y ayci
iTanmincbkux QyTYpUCTIB, SAKi BIMBAIUCS AeTaJISIMU T10-
BCAKIEHHOTO XXUTTS HAJTO BEJIMKMUX raMipJUBUX MiCT.
CBoiMM MaHihecTaMM BOHM HAMaraJIincs TaKOXX CIIOHYKATU



OJIEKCAHJP BOroMA30B. CiHHull puHok. 1914
OLEKSANDR BOHOMAZOV. Sennoy Market. 1914
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OABUI BYPIIOK. Yac. 1918
DAVYD BURLIUK. The Time. 1918
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Based on the concept of the current exhibition, and
taking into account its very name, Avant-Garde. In Search
of the Fourth Dimension, I would like to touch upon the
general issues of space and time, which became defin-
itive elements in the works of avant-garde artists, who
have set upon themselves the task of portraying the
modern world on its way into a future, as they thought,
higher state.

Experimental movements of the early twentieth century
explained the fourth dimension in different ways. Some
argued that the fourth dimension is an environment in
which time and hyperspace merge into the ideological vi-
sion of higher truths, that it is the kingdom of pure intuition,
interconnected with other worlds presented to us during
insights. Others argued that it was the only time, and that
due to the natural flow of time, such a transcendental di-
mension could not be outlined. But there were those who,
under the influence of the French philosopher Henri Berg-
son, who will be discussed later, insisted that the fourth
dimension is a pure sensation, considering this a state of
another dimension of sensuality. Though these ideas were
diverse, they led to different concepts of the processes of
human perceptions of the world, which had to correspond
to the experience gained by modernism.

The concept of the fourth dimension gained popularity
among the members of the Ukrainian avant-garde, which,
just as other contemporary artistic trends, sought to get
rid of the conventions of academic art. It should be re-
membered that since the Renaissance in Italy, the creation
of an image in academic art was based on the principles
of the scientific perspective. The learned techniques of
reproducing the three-dimensional world with parallel
straight lines and the vanishing point allowed to convey
the surrounding space, as if looking out through an imagi-
nary rectangular window of a house or if just being outside
on the street.

Such techniques were used by Oleksandr Bohomazov
as well, as evidenced by his painting Sennoy Market. In
academic painting, the desire to create an illusion of three-
dimensional space was explained by the artist’s desire to
simulate what he seemed to have seen and perceived as re-
ality. In artistic terms, this led to intentional manipulation
of volumes and sizes of shapes so that they corresponded to
the apparent distance between them and the surface of the
picture and the eye of the viewer. But this artificial method
of representing the world became a defeat for modernist
artists, for whom such an inert image was not enough to
portray the world whcih they perceived. They argued that it
was not stillness, but constant movement that represented
the actual real reality. The insight of suddenly seeing an
object in a moment of its existence, or its visual trace in
motion, became a challenge for these modern artists when
they had to depict a constantly changing environment.
Inspired by Impressionism, they began to create simplis-
tic forms, broken by color smears floating on the surface
of the painting. No less important was the perception of
Einstein’s general theory of relativity of dynamics, space,
and time. Therefore, the issue of space in time was the key

concept of the classical avant-garde, because synchronous,
synthetic vision was considered to be more attractive for
depicting of the modern world than the sterile touch of the
linear perspective.

Let’s recall the landscapes of Davyd Burliuk, drawn
from four points. Or more specifically, one of his early
works called The Time. The inner part of the painting is
shown as a circle, as the eye of the viewer perceives it,
because the second eye is obscured. Perhaps, this refers
to the one point perspective. Immediately to the right of
the viewer’s face, we see figures of passers-by, presumably
somewhere on the outskirts of a city. The rhythm of their
movements guides our vision of lanterns and railway tracks.
Above them are the carriages, turning over and chaotically
falling into the sky. Further, the streaks of colors in the
twilight pushes our gaze to the left and down to the decora-
tive motif that evokes the colors of Matisse. And we don’t
know the meaning of the numbers 1, 3, 2, 4 above the grate
that looks like a rake. Perhaps it’s the designation of the
steam locomotive number 1324. Below we have something
like a Cubist paper collage, with the last letters of the word

“Vremya” — “Time”. Above it is an explosion from either a
cannon on wheels or a locomotive in motion, churning out
steam. And in the lower right corner, there is another flash.
Probably through the leaves of the trees. Perhaps this is
indeed a train that emerges from the night of the forest on
the turn of the road.

But, let’s turn to the face of the main figure in this
picture. The island of stability in the fiery wheel of the
composition is also the only element made in a realistic
manner. Depicted in great detail, as if it is a portrait, with
the right proportions and features of an elegant woman, it
represents a modern viewer from the industrialized world.
It stabilizes the composition at a point that, like the eye of
the storm, remains immobile in the tornado of shapes. We
see that due to its position in the center of this whirlpool of
objects, the face of the woman serves as the single point of
view. Maybe the way a passenger of a train sees the world
behind the window.

Now, all the many different spaces that are present
in the picture merge into one synthetic whole, which the
viewer looks at from her exclusive place. Here, as if plung-
ing into a kaleidoscope, we see that everything is spinning
like a wheel planted on the axis in the center of the picture.
We face new aesthetic techniques: the plurality of perspec-
tives, the shift of space and time, and an all-out attack
on all the senses of the viewer, which brings us back to a
memorable moment from the past. Memory itself forces this
feeling upon us. Chaotic images swirling around the head
of a woman seemed to have just escaped the destruction
of the overcrowded space in her brain. They themselves,
her memories of the past, merge with contemporary mo-
ments of contemplation and nourish the epicenter of this
visual vortex.

In this work, Burliuk made an unprecedented thing. He
questioned the superiority of art in a constantly changing
world. And he did it in the spirit of the Italian Futurists,
who reveled in the details of the everyday life of noisy
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06MBaTesIS 40 aKTUBHIIIOT yUacTi B CbOTOJIEHH], TUM UacoM
TOCTPO BiguyBaouy HAGIVDKEHHS TPUIAEITHBOTO.

Oininno Tommaso MapiHeTTi mMcaB Tak, HUTYIO: «Mu
BipMMO B MOXJIUBiCTb 6€3MEXXHOT KiJTIbKOCTi JTIOACHKUX T1e-
petBopeHsb. Mpis Ta YKara, HuHI IIyCTi c/10Ba, MiAKOPSITH
IIPOCTip i yac i MaTMMYTh Haj HaMM IOBHY Biany. Ilo-
MHOXXeHa MalllMHOIO JIIOJIMHA, PO SIKY MU MpPieMO, HiKOIM
He 3a3Ha€ Tparefil CTapoCTi».

HamimoBipHimie, mo XiHKa B 1jeHTpi bypnawokoBoi
KapTuHU — Ile Ay6ep XyI0XXHUKA, 060pas, B SKOMY BiH
3MaJIbOBYE caMoro ce6e. Ha Taky IyMKy HaBOJWUTBb UOPHA
MOB’sI3Ka Ha OLIi XXiHKM, ajpKe BypiIiok MaB mITyuHe oko. Llg
nepcoHigikariist, Ha IKy HaTIKA€ MUCTEIlb, IKHAKpaIIe
YOCOGJIIOE TOMHOXKEHY JTIOZIMHY, olrcany MapiHeTTi, 1o 3a-
3Has1a 6e3/1iu IepeTBOPEeHb i BTUIWIIACS SIK TOJIOBHMI O0’EKT.
V 1in posi MucTenb CTa€ PO3NOPSILHUKOM, SIKMI Kepye
JIOCBiZIOM Tepebiry uacy, 1oro TPpMBaJIOCTi, 106 TPUBHECTH
iCTMHY B IOCBif, MOJEPHICTCHKOI peasibHOCTi. SIKIIIO mpui-
HSTH, 110 B IIeHTPi KapTUHMU 1ie came Bypiiok, To MOXKHA
CTBepIKyBaTH, 1110 IIMM BiH cipaBmKye beprcoHOBy Teopito
PO MUCTLIA SIK XPaHUTEJIS Yacy, IepeTBOPIOI0UM INTMHHICTD
yacy Ha MTO3UTUBHUM Pe3yJIbTAT MOJEPHICTCHKOIO JOCBiay.
SIK pO3TOPSITHUK BiH IpeJICTABIISIE ITePebir yacy Sk JOCTYII-
HUI B YMOBaX JIIOJICBKOTO iCHYBaHHA i JIIOJICBKOI CBOGOI
PDO3BMHYTHM KUTTEBUI! IOPUB — Te, 1o Beprco Haspas Elan
vital. BBogstum clofv K IaM’sITh i 1M IT03HAUAI0uM PiSHUITIO
MiXX UacoM, IT10 CIUTUBAE, i TUM, 1[0 TPUBAE, MU JIOCATAEMO
KiHIIeBOTO IMPO3PiHHSA, 1[0 BiIKPUB AJid cebe MUCTEIb i
HVIM JiINTBCA 3 HaMU. AJKe beprcoH 3arnponoHyBaB HaM
He MPOCTO HEOPOMAHTUUHMI TIOTJISI], HA eCTeTUUHY VSIBY,
a ¥ BJIaCHY Bi3il0 MUCTEILITBA, sIKe MOJEe/II0E KOHCTPYKTUBHY
pedopmy JTIOACHKOTO 6aUueHHS, MUCJIEHHS Ta BiTUyBaHHS.

B 11boMy Ayci BapTO 30CTAHOBUTUCS HaJl JYMKaMU
XYO0XXHMKA, KoMIo3utopa Muxaina MaTiomuHa, maHy-
BaJIbHMKa Teopil beprcona. CtaTTsa MaTiommHa i Ha3BO
«Crmpo6a HOBOT'O BiIUYTTS IPOCTOPOHM» 3’IBWJIACS B JIUCTO-
naJoBOMY UumMcii kypHany «HoBa reHepaiiisi» 3a 1928 pik.
3a BMHOCKOIO pefakTopa Muxarnna CeMeHKa, CTaTTIO Ha-
NMCAHO CIeliaJIbHO i BUKIIOUHO JId XKypHaTy. [ MmasieHbKa
JleTaJIb BOYKJINBA, 60 BOHA ITiJIKA3YeE, IO Cepell Ky/IbTYPHOL
entitv YKpaiHm 20-X POKiB 6yJ1a peayibHa ayAUTOPist, 3JaTHA
3PO3YMITH, SKILO He I[iJIKOM CIIPUMHSITH L, 110 IX IocTa-
BUB co6i MatiommH. CTaTTa MaTOMHA 06CTOIE PO3POOKY
TaK 3BaHOTO0 3aBJaHHS Cy4acHOI CBiIoMOCTi. Y 11eHTpi 110T0
apryMeHTallil CTOCYHKU JIIOAVMHY 3i CBOIM OTOUeHHsM. Lle
CIIpssMOBaHHS MaTIOIIMHA PO3II0YaTo 6YJIO0 Ife B 10-X POKax,
KOJIM 3a CITiBITpalielo 3 moetaMu-@yTypuctamu OreKceeM
Kpyuonux, Bonogumupom MasgkoBCbKUM, Benumupom
X71€6HMKOBMM Ta XyAoKHMKOM Kasummpom MasieBnuem
6ys1a mocTasjieHa PyTyprCTChKa omnepa «Ilepemora Haj CoH-
1ieM». [IpeficTaB/ieHa Briepilie CaHKT-IIeTepOyP3bKil myosii
1913 POKY, BMCTaBa 3aco6aMM TeaTpy BUpaXKajia uac, STKUI
TPUBAE, i [ie 3IMBAITHCA IIepepBaHi IYMKMU i [1ii, perutiku
mam’siTi, i Mi>K ClleHaM¥ ippallioHaJIbHUX MO/ii1 — MOMEHTH
TBepe30ro noceiny. CyTh 1€l pyTypucTMUHOI IOl HasTam-
ToBaHa Ha BOUTTs COHII, 1110, HA IYMKY (DYTYPUCTIiB, CBOIM
CBIT/JIOM BBOJUTDb HAaC B OMaHYy LIOJ0 PeaIbHOCTI i Micid
Harioro repe6yBaHHs. AJTI03id Ha iHIINMI BUMip ITPOCTOPY i

yacy, Ha3yCTpiu SKOMy pyxasiacs Ais orepu, miguepKyBasa,
IO 1Ie¥1 CBIiT MOXKe 6YTM BChOTO JIMIIIE TIHHIO UM ilTOCTACCIO
iCHyBaHHS y BUMipi BUIoro nmopsigky. Came Tak, CKepoBaHi
Ha CITaciHHY I7Isfauva Bif 6yIeHHOCTi, MUCTIIi CIIPSIMOBY-
BaJIM OIlepy TEHJEHIiIMHO — Ha CYy4acHOTO IJIsgayva, oo,
Tak 6 MOBUTH, IIPOGYIUTH MOTO BiJl IeTapriuHOTO CHY i
HaJIaTy HAIPSIMOK Ha IMoJaJIblile XUTTS. MaTOINH Ha-
MIPSIMJTIOBAB CBOIX IOC/IiIOBHUKIB AYMATH MIPO IIMPIITY
peasbHiCTh, AMBUTHMCh Ha CBiT, HA HEOO i HA 3eMJTIO He ITep-
MNEHIVKYISIPHO NTO3HAUEHVIMU JTiHiSIMU, ajie Ii3HaBaTH CBOE
OTOUEHHS BCEOXOIUTIOIUMMHU 06CcsITaMM. 3a JIOIIOMOTOI0
MeBHUX BIIPAB, OCHOBHUM IIPUIOMOM SIKUX OYB IITBUIKUIA
30BUT i pO3BOPOT 30POBUX OCel, MaTIOMMH CcTapaBcs J10-
CATTY CTUCHEHHS i PO3MMPEHHS 06’€KTa CIIOCTEPEXKEHHST
II0 He3BMUHMX po3MipiB. Ha 110ro IyMKy, 11e MOBUMHHO 6YJ10
6YTHU CYLJIBHUM BiIKPUTTSAM — SIK JIJIS XYIOXXKHUKIB, TaK i
3araJibHOMY IJIsIfjaueBi.

V crarTi y «HoBi reHepaiiii» MaTIOIMH Tak MOSICHIOBaB
cBoi MoTuBM (i TYT a1 HUTYI0): «KIIO BM X0UueTe BiguyTu
MIPOCTOPiHb HMXUOI MipH, TO CIIPOOYITE, KOJIU BU iJleTe
B ITOT3/1i 60KOM Ha BepXHiil JIaBi, AMBUTHUCS BAAJIEUiHb i
OJJHOUACHO Ha CHOIIH, ITI0 ITPOJTiTal0Th, — TEIep ITapasiesibHi
0CsIM Bamux oyey. Yepes 1110 BYy3eHbKY LIiIIMHY 30py BU
OJIep>KUTe Te BiIUYTTsI IPOCTOPOHMU, IO OT'0 KOJIMCh MaJia
JIIOAMHA-3Bip, sIKa He MOIJIa MigBeCT roJI0BM i He CTOsIa
Ha JIBOX HOorax. BoHa 6aumia Tak camo, SIK i Bu 3apa3 — HeBe-
JIMKWUIA CEKTOP Heba, 110 J0T0 MOCTiMHO BUTIOBHSIE i 0OMEXYE
3eMHa [MOBePXH4 i 110 MOCTIiMHO TiKa€ BIIepeay.

B posti BUXOBHMKA HOBOTO MOKOJIiHHS XYJIOXXHMUKIB i3
CBDXKMM 6aueHHSIM MaToImmH cOpMYITIOBAB TEOPII0 PO3IIN-
PEHOTO 30DY, sIKa MaJTa 6 PO3IISIAATH SIK CBOE 3HAPSIAJISI PO3-
LIMPEHUN KYT 30pY, PO3TOPHEHM 40 KPat0 B MOMEHT, KOJIU
BU IuBUTECK. LI po6oTa (i 3HOBY 1[TYI0 MaTIONMIMHA) «OTHOI
CYIiJIbHOT 3iHMII, 110 B6MpPAE Bi6paIliro BCiX MIOMMH — i
TepeJHix, i 3a7HiX, i GOKOBUX, i BEpXHIX, i HYKHIX — B OJTHIN
MUTi 3 HE3BMUAMHOIO CWJIOI0 [IOBHOTO CIIpUIMMaHHs». «OCh
yoMy Tpeba BUUTHCS BMiTH ITO6GQUMUTH I10-HOBOMY, — ITHCaB
MarTiomuH, — 1106 po3BUMHYTU B c06i CBiOMiCTh BUAMMO-
ro. OToueHHS YTBOPIOE BUAMUMICTD, — fasi nuiie MaTio-
MMH. — Y Hil piu 3aBXAM MiANIopsiTKOBaHA HAaBKOJIMIIHIN
MIPOCTOPOHI i 11I0pa3y HeEMMHYUe 3MiHIOETBCS OJ] CAMOI 3MiHU
IIPOCTOPOBOTO OTOUEHHS. MeHi BJaBasiach Taka BIIpaBa:
iTlyuu MiCTOM TUXMM IIMPOKUM KPa€EM, 3pa3y 06epHYTUCh
Ha X0Jii, HaMaralumuch 110 3M03i iHTeHCUBHillle CTPUMHATHU
Bech KpaeBU]I, 3aXOIUTIOIUM sTKOMoTa 6inbIe Heb6a. O6ep-
HYBIIVCDH Ha CTapy JOPOTY, S BIIEBHEHO AMBIIIOCH BIlepes
cebe, cIIosTyyalouy Bce, 1o 6auy, 3 TiIbKM-HO 6GaueHUM,
00BiBIIM ce6e HaBKOJI0 HeOOM i BciM, 1m0 6aumBsy». I masi Ma-
TIONIVH PO3BMBAE HAGYTi HABMUKM 3a JIOTIOMOTOIO ITie OHieT
BrpaBHu. LIboro pa3y BiH 30cepel’)KyEThCS Ha eJIeMeHTi PyXY.
[uTy1o: «Ille noBHillle g 3a3HaB 1[bOT'0 HOBOTO BiTUYTTsI IIPO-
CTOPOHM Ha JIOCBifli 3 pyxoM. MeHi BIaBajiach Taka BIIpaBa:
BUPA3HO VIBUTHU co6i Ha XOJIi BCe, M0 3aJIMIIMIIOCH 1103a
MeHe, 3a CIIMHOI0, — He6O0, BYJIMINIO, OYIMHKNU. BKITIoUaro-
Uy BCe Ile CKJTaJHe BPaKiHHsI, 6auy ITepexo¥Koro, 1o e
MeHi Ha3yCTpiu, i HaMarawch ICKpaBO MOro 3anam’siTaTu,
0COGJIMBO PUTM JMOTO PYXiB i KpokiB. MillHO TpuMawouu
BCe KpYyroBe BpPaXKiHHS, 3 BEJIMKMM BOJIbOBUM 3YCUJUISIM
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cities too large for their own good. With their manifestos,
they also tried to encourage the everyman to become more
active in the present, while acutely feeling the approach
of the future.

As Filippo Tommaso Marinetti wrote: “We believe in
the possibility of an infinite number of human transforma-
tions. Dream and Thirst, now empty words, will conquer
space and time and will have full power over us. The man
we dream of, multiplied by machine, will never experience
the tragedy of old age. “

Most likely, the woman in the center of Burliuk’s pic-
ture is the artist’s alter ego, an image in which he reflects
himself. This thought was triggered by the black bandage
on the woman’s eye, as Burliuk had a prosthetic eye. This
personalization, which the artist hints at, best describes
the multiplied man described by Marinetti, who has under-
gone many transformations and was embodied as the main
object. In this role, the artist becomes a manager of the
experience of the flow of time, its duration, in order to bring
the truth into the experience of modernist reality. If we as-
sume that it is Burliuk himself in the center of the picture,
then it can be argued that, in this way, he fulfills Bergson’s
theory of the artist as the keeper of time, turning the flow
of time into a positive result of modernist experience. As a
manager, he represents the passage of time as accessible
in the conditions of human existence and human freedom
to develop a vital force, what Bergson called Elan vital. By
introducing memory here and thus denoting the differ-
ence between the time that expires and the things that are
going on, we reach the ultimate insight that the artist has
discovered and shared with us. After all, Bergson offered us
not just a neo-romantic look at the aesthetic imagination,
but also his own vision of art, which models a constructive
reform of human vision, thought, and feeling.

Likewise, we should ponder the thoughts of the artist
and composer Mykhailo Matiushyn, a proponent of Berg-
son’s theory. An article by Matiushyn titled Attempt for a
New Sense of Space appeared in the November issue of
the journal New Generation in 1928. With an introduction
by the editor, Mykhailo Semenko, the article was written
exclusively for the journal. This small detail is important
because it suggests that among the Ukrainian cultural elite
of the 1920ies, there was a real audience that was able to
understand, if not fully perceive, the goals that Matiushyn
set for himself. Matiushyn’s article advocates the develop-
ment of the so-called problem of modern consciousness. At
the heart of his argument is the relationship between man
and his environment. This direction of Matiushyn began
in the 1910s when the futurist opera Victory Over the Sun
was staged in collaboration with Futurist poets Oleksiy
Kruchonykh, Vladimir Mayakovsky, Velimir Khlebnikov,
and artist Kazimir Malevich.

Presented for the first time to the St. Petersburg public
in 1913, the performance used theatrical means to express
the continuity of the time, which merged ragged thoughts
and actions, lines of memory, and scenes of irrational
events alternate with moments of sober experience. The
essence of this futuristic event was to kill the sun, which, in

the opinion of the Futurists, deceives us about reality and
our own position in the being with its light. The allusion to
another dimension of space and time, towards which the
opera was moving, emphasized that this world can be just
a shadow or hypostasis of existence in the dimension of a
higher order. Just so, aimed at saving the spectator from the
mundane, the artists directed the opera with a bias towards
the contemporary viewer, in order to, so to say, awaken him
from his lethargic dream and to give him a direction to his
future life. Matiushyn directed his followers to think about
the wider reality, to look at the world, at the sky, and at
the ground not along perpendicularly marked lines, but to
know their surroundings for their all-embracing volumes.
With certain exercises, the main method of which was the
rapid displacement and reversal of the visual axes, Mati-
ushyn tried to achieve compression and expansion of the
object of observation to unusual sizes. In his opinion, this
was to be a continuous discovery both for artists and for
the general public.

In his article for the New Generation, Matiushyn ex-
plained his motives (here I quote): “If you want to feel the
space of a lower level, then try, when you ride the train
on your side on the upper bench, to look in the distance
and simultaneously at the sheafs flying by, now parallel
to the axes of your eyes. Through this narrow slit of sight,
you will get the feeling of space that the man-beast once
had, which could not hold its head upright and couldn’t
stand on its two legs. It saw the same way as you do now,
only a small portion of the sky that is constantly filled and
restricted by the earth’s surface, and that constantly runs
forward.”

As an educator of a new generation of artists with a
fresh vision, Matiushyn formulated the theory of expanded
sight, which had to consider as its instrument a widened
field of view, expanded to the edge of your glance. This is
the work (and again I quote Matiushyn), “of one continu-
ous pupil that absorbs the vibration of all the planes, both
the front, and the rear, and the lateral, and the upper, and
the lower, in one single moment with an unusual force of
complete perception.” “That’s why we must learn to be able
to see in the new way,” Matiushin wrote, “to develop the
consciousness of the visible in yourself. The environment
creates the visible,” Matiushin writes next. “In it, a thing
is always subordinated to the external space and every
time it inevitably changes by the very change of the spatial
environment itself. I did the following exercise: walking
through the city in a quiet, wide place, I immediately turn
on the move, trying to perceive the entire landscape more
intensely, capturing as much sky as possible. Turning to-
ward an old road, I confidently look forward, combining
everything that I see with what that I’ve just seen, sur-
rounding myself with the sky and everything I saw.” And
then Matiushyn developed the acquired skills with one
more exercise. This time, he focused on the element of mo-
tion. Quote: “I experienced this new feeling of space even
fuller by my experience with movement. I did the following
exercise: on the move, you have to vividly imagine every-
thing that remained behind your back, the sky, the street,
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imy mo HBOTO, CITOTyUyatouy cebe 3 HUM i 10TO pyXamu, Mu
PO3MMHAEMOCH SIK OJJHA YACTMHA IIiJIOrO, i, KOJIU BiH yXe
mo3aj MeHe, s He KUJAI0 1Ooro i Hibu MPOOBXKYI0 OT0
6aunTH, Oy)Ke BIIEBHEHO (He 03MPaioCh) CTEXKAUM 3a HUM,
PUTMiUHO 3B’I3aHUM 3i MHOI0, HAMaraluych IMpu IIbOMY
TaK caMO YBa)KXHO 6aunTy repes cebe y 3B’ 3Ky 3 BYJIUIIEI0
i TpoTyapom».

OTak, KOPUCTYIOUMCD eJIeMeHTaMM ITaM’sITi, XY 0XKHUK
TpuUMae 06pa3 IMepexo¥koro B TOJIOBi i He 06epPTaETHC, 1106
3HOBY Ha HbOTO moauBuTHUCs. OTak BiH 36epirae cBoimu
3YCWUISIMU i MPOCTOPOHB, i TPMBAJIUI Uyac CBOET Ail. Tofi,
SIK OOPUI PO3MOPSITHUK CBOI'O OTOUEHHS, BiH 3aIMCY€E
CBOI Bpa)KeHHsI 1 po3yMiHHS Ha KapTHHi i 3acdikcoBye dap-
6aMM CBili HOBOOCSITHEHUM JTOCBij. 3aJIMIIa€TbCs 06pas,
SIKUA Iepefia€ aTMocdepy JMHaMi3My i HeCTPMMHOI eHepril.
[HIITMMM CJTOBaMH, 1ie €KOJIOTisI OTOUEeHHS, B SIKili JIIoAMHa i
MIPUPO/ia 3ByUaTh B YHICOH, Jie «MeIIKaHIli MicTa, — OITUCYE
MaTIolMH, — CMiJIMBO iIyTh y PyX MypalllH1Ka-MicTa, sike 6
BOHO BeJIMKe He 6ys10. X cBimoMicTh mommpunack 3 Biky
y BiK IOIIMPIOBAHOMY PYXOBi 10 BCilt mepudepii ciTuankn
3 GUTBIIIOI0 UM MEHIIIOI iIHTEHCUBHICTIO. V HUX TTepudepist
CiTUaHKM B)XKe He iHepTHA, a BMMKAE B CO0Oi PyX TOUOK,
1[0 IPaTYIOTh il IIOBEPXHIO».

TyT HaragyeTbcsa cyyacHUK MaTiommHa — Onekcasvgp
BoromasosB, sIKUIT CAMOTYXKKU CIIOCTepiras moji6He 36epe-
JKeHHSI OTOUeHHs i mMcaB mpo Iie B TpakTaTi «Kupommc i
eJIeMeHTU» 1914 POKY. PUCYHOK mijy Ha3Bo «XpemaTuk»,
BUKOHAHMI MalKe OJHOUACHO 3 BUIIe3TaZaHow QyTypu-
CTUUHOIO OIIePOI0, IOCTaBIeHOo MasieBiueM i MaTIOIIMHNM,
HeMOB 06U Tepei6auac HACTiIKM OYIyUMX eKCIIEPMMEHTIB
OCTaHHBOTO. LliTKOoM MOXIMBO, 110 ¥ 13—14-My pori boro-
Ma30B B)Xe OCSATHYB Te, 110 MaTIOIMNH Y 20-Ti jiuIIe mpo6ye
copmymoBaTi. Po60TH BoromMmaszoBa HaIal0Th JesKi KITIoui
TSI PO3YMiHHS MATIOMIMHCHKYUX TTOIIYKIB TSI BUPOOTIeHHS
TOYYBAHHS 10 iHIIMX BUMIipiB, 1106 6aUNTU TPUBUMIPHO,
ase 6e3 TI030pPHOCTI, 06 OCATHYTH, TaK O6M MOBUTH,
€KoJIoTiuHe 6aueHHs].

Skiio B3gaTH 3a MPUKIAJ KapTUHY boromasosa «Jlaua.
Bosipka», My MOXXEMO YSIBUTH, III0 TOUKA CIIOCTePeXKeHHS
3HAXOUThCS IeCh Ha BepIIMHI marop6a i maibke isuuHoO,
He JIMIlIe 30POBO, BeJle HaC CXMJIOM YHM3. Tomy, 3yCTpiBLIMCH
i3 1M 306payKeHHSIM, HaIlle OKO CITOUATKY CATHE Bropy, 106
IicTaTucs rpe6eHs marop6a, a BifTax MmipHe BHU3 Y TYIIUHY
xaToK. Kpail ixHixX JTaXiB CK/1ajal0oThCS B OJIHE i TOMY Hallle
OKO ITeTJISI€ MOMIXK XaTaMM MalhKe 3UIr'3araMu, i TUTbKU Jech
V DaJIMHI BUAUPAETHCS Ha BiJIbHUM ITpocTip. TuM uacom fe-
peBa i XMapH, 1[0 HABMCAIOTh HAJl Ci/IblleM, MOB ITapacoJis,
pO3ropTarTh 30POBi MeXi BificTaHi Ha3aj i Haue GyMepaHT
IOBEPTAIOTh HAIly TOUKY 30pYy 3HOB Ha ropy, 3BiIKK BOHA
37ieTiza. I Xxoua 11e He 30BCiM TOM Po3BOPOT Ha 180 a6o 360
rpagyciB, IKOTO JoMaraBcsl MaTIOIMH y CBOIX BIIpaBax, MU,
BCOTYIOUM I1e}l KpaeBU, 6e3IepeuHo BiquyBaEMo eHep-
TeTUKY LIBOTO eJIircomnomi6Horo pyxy. CrBopenuit boroma-
30BMM 06pa3 IMeBHO Mipo peastidye Te, uoro MaTommH
CIIOJIiBAETHCS OCATTHU B 1928 POILi. 3HOBY XX IIMTYIO CTATTIO
MariommuHa: «CTossuM Ha MOCTi, Jie Y BOJi BilOMBAIOThCS
BEJIMKi OYIMHKM, ST HAMAraBcs [TI06auMTH BCi OYIMHKY 3pasy,
BKJTIOUAIOUM i He60, He IiepecTalouy 6aunTy OYIVHKY i He60,

BKJTIOUMTH TXHi BiIOMTKM 10 Kparo Heba, 1110 BiggasIsSioThCA.
[To6aumTy BCe I1e 3pa3y, XOU Ha KOPOTKMIL Uac, Ay>Ke BOXKKO».

BigmoBa boromasoBa o/ JIiHilTHOI ITepCIIeKTUBH, 1OTO
CTBepJ KeHHSI Ha MOXXJIMBOCTi HOBOT'O NepHeHAUKYIIIPY,
SIK BiH Ile MKCaB, Ta JIOT0 HAIIOJIEVIMBICTh Ha CIIOMIsAaua
SIK TeHepaTopa 30pY, MOXKYTb IOSICHUTH, UOMY BiH, Boro-
Ma30B, 3piJika BIMCYBaB CBOI po6OTU B KOJIO. SIK, HAlIpMK-
JIaJl, TaK 3BaHy Ky60YTYPUCTUUHY KOMIIO3UILIIIO 3 15 POKY
a60 KoJioLieHTpUuUHMI Bup KaBka3sy 3 16-ro poky. He3sa-
»KalouM Ha pPO3KMIaHi 110 BCiV KOMITO3MIIil JIiHiIMHI aKIleH-
TH, BHYTPIIIHSA apXiTeKTOHiIKa Ta IMepeTMHaHHS 06’€MiB
dop™ y 1iux TBOpax yCBimoMITIoe 6e3mocepeHE i umcTe
6aueHHs 6e3 (haKTYpHMX J0MilIOK. Mloro B »ogHOMY pasi
He CJIiJT PO3IJISaTH SIK CUMBOJI UM MeTadopy B CIOXKET-
HOMY aCIeKTi, i BOHO JIETKO YHUKA€E OYIb-IKUX IIPUB’SI30K
1o 6YKBaJIbHMX 3HaUeHb i ViymaueHs. Lle BinpisHse po6oTu
Boroma3soBa Bif iTasmincbkux QyTYpPUCTIB i HaBiTh Bif Kap-
THH MasieBnua 3 IXHiMM TaKTUJIBHUMU Ta TEKCTYPHUMU
BiCMJIaHHSIMM SIK-OT Yy HOPTPeTi MaTolnHa, Jie KJIaBimm
3i CJIOHOBOI KiCTKM CTBOPIOIOTH TEMY, L[IJIKOM JOTUUHY
KOMIT03UTOpPY. X0oua mifgxim boromasoBa 10 TEMIIOPIbHO-
IIPOCTOPOBOTO IeperisAy MOXe Bilpi3HATUCS Bif, MiAX0ay
MarToiinHa, o6uaBa MOAiJITI0Th 0COO/IMBICTh, SIKA UaCTO
BUITYCKAETHCS 3 yBaru Ipy BUBUEHHI MOJEPHOro MMU-
creutBa. OCKiJIbKM caMi aBaHTapAMUCTU Ta 1XHi eKcIie-
puMeHTHM 6y HallijleHi Ha Man6yTHE, TO 06MABA Jy)Ke
Cepyo3HO CTaBMJIMCS JI0 TOTO, 1[0 BOHU XOTiu 61 Iepe-
JlaTy HAaCTYITHOMY MOKOJIiHHIO. Sk i MaTomuH, Tak i bo-
romMasoB BiIIOBia/IbHO CTaBMJIMCS 4O CBOT'O MOKJIMKaH-
HS BUMTeniB. I 11e He TinbKM y hopMyBaHHi CBiTOIISAAY
CBOIX 6e3mocepeHiX MOC/IiOBHUKIB, IXHIX YUHIB, ane 1
y IOLIMPeHH] BUEHHS i CITOCOOY MipKYBaHHS Cepe]] ITMPOKOT
rPOMAJICHKOCTI. Y poJIi POMOTOPIiB HOBOI'O MUCTEIITBA IXHS
MIPUXWIBHICTD A0 ITsigaua 6ys1a 3pa3koBoio. KoykeH po3yMiB,
110 MIsiay — I1e PiBHOIIPAaBHUM YUaCHUK Y (popMyBaHHi HO-
BUX 6aueHb, a XUBOIMUC — Ile 6YB I HUX HAMBITYUHILITUN
MeZiyM JIJIs BUKOHAHHS HaMiUeHMX IIiJIe.

V cBoeMmy ecei B «Hosii renepartii» (go peui, mo-
BHUM TeKCT MaToIMHa MOXXHa HalTU B HOBiMl KHMKIL
mpo «HoBy reHepailiio» K JOAATOK IPM KiHII) YiTKO
Jla€ 3pO3YMiTH, L0 He KOXHOMY IIiJi CMJTY STUBUTUCS
Ha CBiT, 9K Ha 6araToBUMipHUI. OCO6IMBO TUM HEMO-
CBsIUeHUM HeodiTaM, Y IKUX «CBigoMicTh He BuOUpaE i
He MO)Xe BUOPATH 3 YCi€l Macu PyXOMMX TOUOK Ha CiTUaHLIi
HalHe6e3neyuHinry». BTiM, y Hboro 6yJ11 HaMipy IOCTYKaTH-
Cs1 10 ayAUTOPil, SIKy MOXKHa HaBUaTHU. SIK yUMUTesb, HACTaB-
HUK i KepiBHMK, i pO3MIpPaBHMK BiH y6aua€e y IIbOMY TOJIOBHY
POJIb XyAOXXHUKA-MOJepHicTa. | uie: «XyA0XXHUK HaBUa€e
3BMUAMHUX JIIOJIeN IMBUTHUCH. BiH mToka3ye ioauHi moba-
UeHe CBOIM OKOM, II[0 PO3BMBAETHCS, PATYIOUM OOMBATEJTS,
110 )KeHe BCe He3BUUHEe».

V cBOeEMy paHHBOMY TpaKTaTi boromMma3oB Tex mucas,
10 XYIOXXHUK MIOBMHEH OYB CIIY)XUTU UYT/IMBUM pe30Ha-
TOPOM, BUKPMBalOUM HasIBHI AMHaMiuHi BiJHOCUHMU, SKi
BiJI6YBaIOThCS HABKOJIO HBOTO Y IIPMPOJIHIN crioci6. Martio-
BaTMU CBiT, SKUJ ONIMCYIOTh IOMY MIOTO BiIUYTTS, i BUpAXXaTu
OTe HaIIPY)XeHHSI KOHTPACTY B JKUBOIMUCHiN dopmi. Ilicis
TOTO, SIK TXHST JKMBOIIMCHA Pi3HOMaHITHICTh 6yJ1a BUSBJIEHA,
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houses. Keeping this complex impression in mind, I see a
passer-by that comes toward me, and I try to remember him
vividly, especially the rhythm of his movements and steps.
Keeping a tight hold on this encircling impression, with
great effort of will, I approach him, merging myself with
him and his movements, we pass each other as a part of a
whole, and when he is already behind me, I do not aban-
don him and as if I continue seeing him, very confidently
(I do not look back) watching him, who is rhythmically
connected with me, while trying to see what is in front of
myself as attentively in connection with the street and the
sidewalk.”

Thus, using the elements of memory, the artist holds
the image of the passer-by in his head and does not turn
back to look at him again. He takes effort to keep both the
space and the lengthy time of his action. Then, as a good
manager of his environment, he records his impressions
and insights in a picture and records his newly acquired
experience with paint. What remains is an image that trans-
mits the atmosphere of dynamism and unbridled energy. In
other words, it is the ecology of an environment in which
man and nature are synced, where “the inhabitants of the
city,” describes Matiushyn. “Boldly go inside the move-
ment of an anthill-city, no matter how big it was. Their
consciousness spread from age to age to the propagating
motion throughout the entire periphery of the retina with
greater or lesser intensity. Their periphery of the retina is
no longer inert, it includes the movement of points that
irritate its surface.”

This reminds us about a contemporary of Matiushyn,
Oleksandr Bohomazov, who himself observed similar re-
cording of the environment and wrote about it in his 1914
treatise Painting and Elements. A picture called Khresh-
chatyk, made almost simultaneously with the above-men-
tioned futuristic opera staged by Malevich and Matiushyn,
seemingly predicts the consequences of the latter’s ex-
periments. It is possible that in 1913-1914, Bohomazov had
already realized what Matiushyn only tried to formulate in
the 1920s. The works of Bohomazov provide some keys for
understanding Matiushyn’s search for the development of
the sense of other dimensions, to see in three dimensions,
but without the illusions, in order to comprehend, so to
speak, an environmental vision.

If we take the painting by Bohomazov, Dacha. Boyarka,
as an example, we can imagine that the observation point
is somewhere on the top of a hill and almost physically, not
only visually, it leads us down the slope. Therefore, hav-
ing encountered this image, our eye will first rise upwards
to reach the crest of the hill, and then dive down into the
thicket of the huts. The edges of their roofs merge and that
is why our eye loops between the huts almost in zigzags,
and only somewhere in the distance, it stumbles upon
free space. Meanwhile, the trees and clouds hover over
the village like an umbrella, unfolding the visual limits of
the distance backward, and like a boomerang, they turn
our point of view back upon the hill from where it started.
And although this is not exactly the 180- or 360-degree
turn, which Matiushyn sought to achieve in his exercises,

we, while taking this landscape in, definitely feel the en-
ergy of this ellipsoidal movement. The image that Bohom-
azov created realizes, to a certain extent, what Matiushyn
hoped to achieve in 1928. Again, I quote Matiushyn’s article:
“Standing on a bridge where large houses are reflected in
the water, I tried to see all the buildings at once, includ-
ing the sky, without ceasing to see the houses and the
sky, to include their withdrawing silhouettes on the edge
of the sky. Seeing all this at once, even for a short time,
is very difficult.”

Bohomazov’s rejection of the linear perspective, his
assertion of the possibility of a new perpendicular, as he
wrote, and his persistence on the viewer as the generator of
sight, can explain why he, Bohomazov, occasionally fit his
works in a circle. As, for example, the so-called cubist-fu-
turistic composition made in 1915, or the 1916 circle-centric
landscape of the Caucasus. Despite the linear accents scat-
tered throughout the composition, internal architectonics
and the intersection of the volumes of shapes in these
works embody a direct and pure vision without the addition
of textures. In no case should it be considered a symbol or
a metaphor in the narrative sense, and it easily avoids any
attachment to literal meanings and interpretations. This
distinguishes Bohomazov’s work from the Italian Futurists
and even from Malevich’s paintings with their tactile and
textual references, for example, in the portrait of Matiushyn,
where the ivory piano keys create a theme that is quite
tangential to the composer. Although the approach of Bo-
homazov towards the temporal and spatial view may differ
from the approach of Matiushyn, both share a feature that
often omits the attention of the researchers of modern art.

Since the avant-garde artists themselves and their ex-
periments were aimed toward the future, both were very
serious about what they would like to convey to the next
generation. Both Matiushyn and Bohomazov were respon-
sible toward their educational vocations. And this is not
only about the shaping of the outlook of their immediate
followers, their students, but also in spreading the doctrine
and their way of reasoning among the wider public. As the
proponents of new art, their commitment to the viewer
was exemplary. Everyone understood that the viewer was
an equal participant in the creation of a new vision, and
painting was the most useful medium for them to fulfill
their goals.

In Matiushyn’s essay for the New Generation (inciden-
tally, Matiushyn’s full text can be found in the new book on
the New Generation as an appendix at the end) he makes it
clear that not everyone can look at the world multi-dimen-
sionally. Especially those uninitiated neophytes, whose

“consciousness does not choose and can not choose the
most dangerous one from the whole mass of moving points
on the retina.” However, he had intentions to reach the au-
dience that can be taught. As a teacher, mentor, and leader,
and manager, he perceives it as the main role of a modern-
ist artist. He wrote:”An artist teaches ordinary people to
look. He shows the person what his eye has seen, what is
developing, annoying the everyman who drives everything
unusual away.”
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IIi CIPUVHSATI SKOCTi MAIOTh IOTEHIliaJI eMOLIITHO 3BOPYIIHU-
TU IJIs17IauUa, A03BOJISIIOUM PO3ITi3HABATH YCIIaIKOBaHY HUMU
Kpacy. TakuMm unHOM, 1719 boroma3oBa BUKJIMK IIPEeLCTaB-
JIEHH$1 eCTeTMUHOT0 3BOPYLIEHHS € TOJIOBHOIO POJUTIO XY I0XK-
HMKA. SIKII0 TaKi pUTMM XUTTS YCIIIITHO BUKOPUCTOBYIOTHCS
3a JIOIIOMOTOI0 PUCYHKOBMX 3ac06iB, TO BOHM 3aXOIUIIO-
I0TH i OXOIUTIOIOTh TOHKY IICUXiUHY €Heprilo, 1[0 MiCTUTBCS
B 06’€KTi cIIoCcTepe)keHHs, i KaTali3yBaTUMYTh €eMOIIiiHY
peakniwo riagpava. BifTak riasggad cTae ClliBydyaCHUKOM
36epeXXeHHsT IPOCTOPOHM i yacy. BiH cTae mpoBigHMKOM
CBOTO CepeJIOBUINA B TaKUM CIOCI06, 0 XYAOKHUK I10 CO6i
BUKOHYE BJIaCHe MOKJIMKaHHA. SIK i MaTiommuH, Tak i boro-
Ma30B TAKOX JA€ iHCTPYKIiT XyIOXXHUKY He OYTU ITacUB-
HUM HacJjlilyBaueM IIPUPOAHU, a UiTKO IepefaBaTy CBOIO
MO3UIIiI0 TI0 BiTHOIIIEHHIO A0 Hel. bo XyJI0)KHUK CTBOPIOE,
B ci10Bax boroma3soBa, «HOBUII CBIiT — CBIiT 06pa3y, IKUM
0060B’SI3KOBO TTepelacTb eCTETUUHI eMOIIil 3a paXyHOK OITU-
MaJIbHOTO BUKOPUCTAHHS JIiHi, (hopM i KOJIbopiB. K0 Xy-
JIOXXKHUK HaOYB YCiX 3HaHb [P0 OCHOBHI €/1IEMEHTH KUBOIINCY,
rapMOHITHO iHTErpOBaHi B 10T0 POOOTY, TO BiH 3apasuTh
IJIA/1a4ya, o 1 Mo6aUnTh SIKpa3 y TaKUM CIT0Ci6.

Komnip 6yB [yisT aBaHTapAMUCTiB IUISIXOM IO TaKOI
peanbHOCTi. BUBUEHHS KOJIbOPY CTaIM 3aCafHUUMMMU SIK
i B boromasoBa 3a 110ro poku B KMiBCbKOMY XY/10KHBOMY
iHCTUTYTI, Jle BiH BUKJIa[laB, IOUYABIIX 3 22-TO POKY, TaK i
B MaTlommHa, 1110 BUMB KOJIbOPO3HABCTRY V [lepXXaBHOMY
iHcTUTYTI XyH0KHBOI KyibTypu (TMHXVK) B Jleninrpai.
TyT mpoTsaAromM 20-X HaBUaJIOCSI MOJIOAe MOKOJIiHHS
XYA0KHUKIB — IMPAKTUKIB MUCTEIITBA, @ 3 HUMMU ITpaII0Ba/IN
i ManeBuu, i Bmagimip Tatsin, skux 3rofioM 6ys10 3ampolie-
HO 10 KMIBCBKOTO XyA0XKHBOTO iHCTUTYTY, 1[0 CTAaHOBWIO
«KUIBCBKUM Mepiof» IUX XYAOXKHUKIB. [loC/TigKeHHS KO-
JIbOPY MaTwommHa Maiu CBil BiATyK B YKpaiHi, SIK CBiTUMTD
yoro cTaTTs B «HOBiM reHepailii». Ajie TaKOX ITiJIJIePXKYIOUn
TaKy Opi€HTAallilo, B )XypHaJIi 32 CbOMUI HOMED 1929 POKY
6ysa ory6s1ikoBaHa cTaTTs BikTopa [lasibMoBa 11iJ1 Ha3BOIO
«[Ipo6riema KoJIbOPY B CTAHKOBiM KapTUHi», B SIKiM XYI0XK-
HUK TBEPAUTD, IJ0 KOJIbOPO3HABCTBO CTAHOBUTH OCHOBHY
hbopMy XyIOXKHBOTO TBOPY B MaJISIPCTBI. AJie 1110 B AiMICHOCTI
CYKYIIHICTb ITOOYZI0BAaHMX B IIEBHOMY HAITPSIMKOBi KOJIBOPiB
MO>KHA PiBHSITH 10 MY3MKH, Jle CYKYIIHICTb 3BYKiB BU3HAUa€E
6ynyBaHHS Ti€l uy iHmIoi popmu MysmyHoi TBopUoCTi. «Ko-
JIbOPOBA KapTHHA, — UUTYIO [laJIbMOBa, — € B TOM XXe uac
IIPOCTOPOBOIO, TOMY 110 Pi3Hi KOJIbOPY CHEKTPY OFHAKOBOL
iHTeHCMBHOCTI IIOCiZjaloTh Pi3Hi MicLs B mpocTopi». Take

3ayBaKeHHS IMiIBOJAUTH MeHe JI0, Ha IepIIuii oIy, 3a-
raJIKOBOTO Ta HE3BMUAMHOTO IIPOEKTY, HaJl IKMM boromasoB
npanoBas y KMIBCbKOMY XyA0>KHbOMY iHCTUTYTI A0 KiHIIA
cBoro kutTts. Came B TOV Itepioj1, Koy MasyieBMU BUKJTajaB
y IIbOMY HaBUaJIbHOMY 3aKjajli i Koau ctaTTi MaToomu-
Ha i [TanbmoBa 3’aBuancs ApykoM y «HoBil reHepariii».
ImeThCcs MOBa PO MPOEKT, pO3MOYaTUN B 26-My poLii
Ha IpoJIeTapChbKy TeMy NMJIBIIMKIB, 10 BUIIpaBAyBaia
HaroAy napagurMaTMUHO MIPeICTaBUTU HAYKy PO KOJip.
Are TMM caMUM CJTy>KMJ1a OCHOBOIO JiJIs1 Ja/IbIINX IIOIIYKiB
npocTopoHMu i uacy y boromazoBa. Koy Hanpukinmi 20-x
pokiB boromasos, $k i iHIIi aBaHrapaucTH €EBpomny, moya-
JIV 3BePTATUCS 10 QPirypasbHOTO MUCTEIITBA, IIOCTBOEHH]
Ta iJieosIoTiuHi peastil Bin3epKaTroBaInCs B iXHiX po60oTax
HOBOIO PEUOBiCTIO, 1[0 MOXKHA OY/10 BBXKATH SIK IIle OOVH,
MabyTh OiJIbIN TBepe3uyt BUMip 6yTTA. Komu morepegHbo
boromasoB nparsyB A0 nepefiaBaHHS PUTMiB Ta eHepril
30BHIIIHBOI IPUPOAY Ta OTOUEHHS, SIKi CIOIIsgau ITOBU-
HeH 6yB IIPUCBOITH CO6i SIK IPUKMETY MOLEPHOI0 XUTTS,
TO Temep Ta caMa AMHaMika, ¢isionoriuHo 3akopiHeHa
B KOXXHOTO NMMJIbLIMKA, BUXOAUTH 3 HYTpa HaBepXx i
CTUMYJIIOE OTOUEHHS /I CBiT/IOr0 CIpMUiIMaHH4. Y TaKo-
MY XYJOXXHbOMY PO3BOPOTi HaraaywThCs cj1oBa Mapka
AHTrida, mocnigHMKa Ky6i3My i DyTypU3My, IKUM MI1CaB:
«JIuie MUTIIIO TiJ CUMJTY BUXOOUTHU 3a MeXKi COIliaJTbHUX
po3MoB i HajlaBaTu GOpMy iHAMBiIIyaTbHUM AYMKaM
i MOUyTTAM 3 yCi€w CBiXKiCTIO i HOBM3HOW. BuKpuBaua
(bYHKIIiSI MUCTeIITBA, — IMiATBepIKye AHTTi(, — 6yy1a 0co6-
JIMBO BXKJIMBA JJI1 aBaHTapAMCTIB, SIKi ITyKaIu CIIOCO6iB
BUIIPABJATH IXHIO €JIiTapHY KYJIbTYPHY no3uniwo». Ilo-
BEepPTAUMCh TO/Ii Ha KiHellb 110 ditocoda Beprcona, xouy
MiTUePKHYTH, 0 BeprcoH Bipus, mo dinocodis moBnHHA
MaT¥ 3a IOJIOBHY I1iJIb He TiJIbKM 3HaHHS, ajie 1 MTOBUH-
Ha IOCTY>XUTUCS BiATBOPEHHSIM repOiuHOr0 BiTHOIIEHHS
00 XUTTS. Voro KoHIlenIis BiTajisMy CynpoTHBUIIA-
Cs BCSIKOMY iHTeJIeKTyasli3aMy, cTapalouuch po36yauUTH
iHIMBiMyasnbHY CY6’€EKTUBHICTD, 1110 ITpMU3Besia 6 70 MeBHOT
CBOOOIM MPUHMMATHU CBIT, SKUM JIIOIMHA MOT0 6aUMnTh i
BiguyBae. Konu MmogepHi3M rpo3mB Npo HeraTUBHI 3MiHU
B KUTTI, BKITIOUAIOUM TTIOUYBAHHS 3arM6esIi, po3ry6IeHOCTi i
3araJIibHy Jie30pieHTallio, beprcoHcbka dimocodist Haromo-
IIyBaJia Ha MO3UTKUBHE. ToMy MOIIYKM Y cepi ueTBepToro
BUMIipYy, 110 Nepefn6avaiv MabyTHICTh, 3aBXAU OyBaIu
JKUTTECTBEPHKYIOUI i TPpMBAJIi, 110 BUIIPABLAJIOCS B aBaH-
raplHOMy MUCTELTBi YKpaiHu.



In his early treatise, Bohomazov also wrote that an
artist was to serve as a sensitive resonator, exposing the
existing dynamic relationships that occur around him in
a natural way. To depict the world described to him by his
feelings, and to express that tension of contrast in the form
of a painting. Once their picturesque diversity has been
discovered, these perceived qualities have the potential
to emotionally move the viewer, allowing to recognize the
beauty they inherited. Thus, for Bohomazov, the challenge
of the representation of aesthetic motion is the main role of
an artist. If such rhythms of life are successfully used with
the means of drawing, they capture and cover the subtle
psychic energy contained in the subject of observation, and
catalyze the emotional reaction of the viewer. The viewer
then becomes an accomplice in the preservation of space
and time. He becomes the conductor of his environment
in the same way the artist follows his own vocation. Both
Matiushyn and Bohomazov instructed the artist not to be a
passive imitator of nature, but to clearly convey his position
towards it. For the artist creates, in words of Bohomazov, “a
new world — a world of image, which will necessarily con-
vey the aesthetic emotions due to the optimal use of lines,
shapes, and colors. If the artist has gained all the knowl-
edge about the main elements of painting, harmoniously
integrated into his work, then he will infect the viewer, who
will see it exactly this way”.

For the avant-garde artists, color was the way toward
this reality. The study of color became foundational both
for Bohomazov during his years at the Kyiv Art Institute,
where he taught, starting from 1922 and for Matyushin, who
taught the theory of color at the State Institute of Culture
and Arts in Leningrad. Here, throughout the 1920’s a young
generation of artists studied. Malevich and Vladimir Tatlin
worked with them, and they were subsequently invited to
the Kyiv Art Institute, which constituted the “Kyiv period”
of these artists. Matiushyn’s color analysis was demanded
in Ukraine, as testified by his article for the New Genera-
tion. In support of this orientation, the journal’s seventh
issue of 1929 published an article by Viktor Palmov titled
The Problem of Color in Easel Painting, in which the artist
states that color theory is the main form of artistic work
in painting. But, in reality, a set of colors put in a certain
direction can be compared to music, where the totality of
the sounds determines the construction of a particular form
of musical creativity.

“A color picture,” I'm quoting Palmov, “Is at the same
time spatial, because different colors of the spectrum of
the same intensity occupy different places in space.” This
comment leads me to a project that may seem mysterious
and unusual at first glance, on which Bohomazov worked
at the Kyiv Art Institute until the end of his life. It was
when Malevich was teaching at this institution and when
the articles by Matiushyn and Palmov appeared in the New
Generation. We are talking about the project that started
in 1926 on the proletarian theme of sawmen, that justified
the opportunity to paradigmatically present the science of
color. But, it served as the basis for Bohomazov’s further
research of space and time. When, at the end of the 1920s,
Bohomazov, like other European avant-garde artists, began
to turn to figural art, postwar and ideological realities were
reflected in their work with new thingness, which could be
regarded as another, a perhaps more sober dimension of
being. If before, Bohomazov sought to relay the rhythms
and energy of the external nature and environment that the
viewer had to appropriate as a property of modern life, now
the same dynamics, physiologically rooted in every sawer,
goes from the bottom up and stimulated the environment
for bright perception.

Considering this artistic swing, I remember the words
of Mark Antliff, a researcher of Cubism and Futurism, who
wrote: “Only the artist is able to go beyond the limits of so-
cial conversations and to give form to individual thoughts
and feelings with all freshness and novelty. The revealing
function of art,” Antliff confirms, “was especially impor-
tant for the avant-garde artists who sought ways to justify
their elitist cultural position.” Returning to the philoso-
pher Bergson at the end, I want to emphasize that Bergson
believed that philosophy should have not just knowledge
as its main purpose, but also serve to reproduce a heroic
attitude to life. His concept of vitalism opposed all intel-
lectualism, trying to awaken individual subjectivity, which
would lead to certain freedom to accept a world the way
a person sees and feels it. When modernism threatened
with negative changes in life, including feelings of death,
confusion, and general disorientation, the philosophy of
Bergson emphasized the positive. Therefore, the quest
for the fourth dimension, which predicted the future, has
always been optimistic and lasting, which was true about
the avant-garde art of Ukraine.
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