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Following the transformational processes triggered by
the 2013 Revolution of Dignity, a number of new state
institutions emerged in Ukraine. The long overdue social
demand for change that culminated in the Maidan pro-
tests was converted to a number of new policies in the
domain of culture and cultural diplomacy. One of such
institutions is the Ukrainian Institute, the mandate of
which is to develop cultural, educational and scientific
links between Ukraine and the world, and to establish
Ukraine as an equal and relevant contributor to interna-
tional cultural dialogue.

One of the Institute’s key pilot projects is the Bilateral
Cultural Year Ukraine-Austria 2019 — the biggest pro-
gramme of Ukraine’s international representation im-
plemented to date by a public institution. Throughout
the year, the Institute will will have organised over

30 events in Austria with the purpose to introduce un-
known and exciting Ukraine to Austrian audiences,
create spaces for dialogue and discussion about common
past and challenges of the future, and establish lon-
ger-term collaboration between people and institutions
in both countries. The full programme of the Cultural
Year is available at www.austriaukraine2org.com.

The exhibition “Between Fire and Fire: Ukrainian Art
Now” is one of the flagship projects of the Cultural
Year. It is an attempt to present personal reflections

of Ukrainian artists on complex and fascinating events
that Ukraine has been experiencing throughout the
most challenging period of its contemporary history.
Although the exhibition’s timeline covers the six post-
Maidan years (2013—2019), its narratives explore a much

longer time span of Ukrainian history and extend far be-
yond the local context. I am confident that these narra-
tives are as relevant to Austria as they are for the whole
European community.

The art works presented in the exhibition are a critical
reflection on Ukraine’s tumultuous present, and an at-
tempt to make sense of its post-totalitarian and postco-
lonial transformations. Painfully yet irreversibly, these
are distancing Ukraine from its Soviet and imperial
past, thereby helping form a new Ukrainian national
identity that is still fluid and full of tensions

and contradictions.

At the Ukrainian Institute, we appreciate the diversity
and multiplicity of voices represented in the exhibition,
and the creative freedom of curators and artists.

This catalogue features several materials by art critics,
curators and historians that explore a wider historic,
political and cultural background to Ukrainian contem-
porary art. “Between Fire and Fire” is not only

an artistic statement but an invitation to dialogue,

and I hope that the exhibition’s visual language will
need no translation.

I would like to express my gratitude to the cura-
torial tandem of Alisa Lozhkina and Konstantin
Akinsha, the artists, Zenko Aftanaziv and the Zenko
Foundation team, Academy of Fine Arts of Vienna,
the Ukrainian Institute team and everyone who
made this project possible.

Volodymyr Sheiko

Director General of the Ukrainian Institute



VYnaciinok TparcopmariiiiHuX mporecis, KOTpi Bigoyn-
cA B Ykpaini micag Pesosonii I'inHocTi 2013 poky, yTBO-
puiach HU3Ka Jep;KaBHUX IHCTUTYIIi HOBOI'O 3pa3Ka.
Hakonudenwnii cycrinbHUI 3alIUT Ha paguKaabHi 3MiHMN,
110 CTaB KaTajizaTopoM peBoJionii Ha MaiigaHi, mouas
TpaHCJII0BaTUCh y HOBI ITOJITUKY, 30KpeMa, Y cpepi KyIb-
TYpH Ta KyJbTypHOI nuniaomatii. OnHiero 3 Takux iHCTH-
TYIIiil cTaB YKpalHChbKUI iIHCTUTYT, 3aBIaHHAM AKOTO

€ PO3BUTOK KYJIbTYPHUX, OCBITHIX i HAYKOBUX 3B’A3KiB
MiK YKpAIHOIO i CBITOM, a TAKOK YTBEpIKEeHHA YKpaiHu
AK PIBHOIIPABHOT'O Ta aKTYaJbHOI'0 YYaCHUKA MiKHAPOJ-
HOTO KYJIBTYPHOTIO TiaJIoTy.

OnHuM i3 epImux BeIUKUX HPOEKTIB YKPAaiHCHKOTO
iHCTUTYTY cTasna nporpama /IBoCTOPOHHBOIO POKY KYJIb-
Typu YKpaiHa-ABcTpis 2019 — 4y He HaiiGijbIna 3aKop-
JTOHHA pelipe3eHTallid YKkpaiHu, 1oTelep peajlizoBaHa 3a
HiITPUMKH Jeps;KaBu. YIIPOJOB: kK PoKy B ABcTpii 3ariia-
HOBAHO IIOHA] 30 IO, Yepes AKI MU IIParHeMo BiIKpH-
T aBCTPIICHKI ayIuTOpPil HECIIONiBaHy Ta HEBiJOMY
YEpaiHy, CTBOPUTH IIPOCTIp IJiA Aiajnory il Juckycii mpo
CIIiIbHEe MUHYJIe i BUKJIUKI Maii0yTHbOI'0, 3aII0UaTKyBa-
TU TPUBAJIY CHIBIIPAIIO0 MizK JTIOIBMHU Ta IHCTUTYLIAMU

3 000x kpaiH. [Iporpama Poky KynbTypu oHOBIIIO€TBCA Ha
ocdimitinomy caiiti www.austriaukraineaorg.com.

Bucraska «Mis BorHem i BorueMm: ykpaiHCbKe MUCTEILITBO
3apas» € o/IHi€eI0 3 TOIOBHUX Mojiit Poky KynpTypu.

ITe cmpo6a npencTraBUTH KpUTHIHI pedpirekcii cygacHUX
YKPalHCBKMX MUTIIIB HA KOMILJIEKCHI 1 JUBOBUKHI ABU-
ma, AKi YKpaiHa nepe;kuBae y HallcKIaaHIIINi nepioy
cBO€l HOBITHBOI icTOpil. Xo4a XpOHOIOTis BUCTABKY OXOII-
JII0€ IOCTMaliJaHHUIl Iepiog, 2013—2019 pp., I HapaTUBU
3a4iIal0Th 3HAYHO IIUPIIUNA TOPU30HT dacy, IIpocTAra-

I0ThCA JajleKo BIIUO yKpaiHChKOI icTopii Ta BUXOIATH

3a Me3Ki CyTO JIOKaJIbHOTO KOHTeKcTy. BieBHeHmii, mo
CMUCJIN, IPeACTaBJIeH] Ha BUCTABIIL, € aKTyaJIbHUMU 1 715
ABcrpil, i 1714 Beiel eBponelichbKoi CIiIBHOTH.

MucrenTso, nipeicTaBieHe Ha BUCTaBIli, € KpUTUYHUM
BilI3epKaJeHHAM CBOI'O 4acy, CIIPOOO0I0 OCATHYTH IOCT-
TOTaliTapHi i TOCTKOJIOHIaNbHi 3pyIIeHHd, AKi 60JIicHO,
ajie, CIIOJ|iBaloCh, HE3BOPOTHBO BiIIAJIAIOTh YKPaiHY BiJ
il paggaHchKO-iMIIepcbkoro munysnoro. Ha npomy misaxy
dopMyeThCs ININHHE, CIIOBHEHE HAIIPYTH i IPOTHPIY
110J1€ HOBOI YKPaiHCBKOI ileHTUYHOCTI. Y HbOMY 3K 30-
CepeKEeHN HellepeCiYHUI TOCBL — IHAUBIyaJIbHAN

i KOJIEKTUBHUI, AKUM YKpaiHi BapTO JiTATHCA 3i CBiTOM.

Jas YKpalHCBKOIO iHCTUTYTY BasKJIHUBe 6araTorojioccs
1iel BUCTABKU Ta CBOOOa KypaTOPCHKOI i TBOPYOI po6o-
TH. Y IbOMY KaTajao03i BU 3HalileTe KiJTbKa aBTOPChKUX
Marepiaiis, AKI PO3KPUBAIOTh MINPIIANA iCTOPUYHUMN,
IOJIITUYHUN | KYJIBTYPHUU KOHTEKCT, i3 KOTPOI'o II0CTae
aKTyaJIbHe YKpaiHchbke MUCTelTBO. «Mix Boruem i Bor-
HeM» — IIe He JINIIEe XY10:KHe BUCJIOBIIOBaHHS, a i1 3a-
IIPOLIEHH 10 AiajIoTy, B AKOMY MOBa Bi3yaJlbHOI KYJbTY-
pu He HoTpeGyBaTUMe IIepeKrIamny.

Buciopaioro nopsky KypatropcbkoMy Tanaemy Asticu
Jlosxkinoi Ta HoctanTuna Akinmri, XygomxHukam i xy-
To;KHUIAM, JeHKoBi AdpTanasiBy i komani Zenko
Foundation, BineHncpkiit akagemii MucTelnTs, KOMaHIi
YKpaiHCBKOIO iHCTUTYTY i BCiM, XTO IOIIOMIT 3po6UTHI
el MPOEKT MOKJIMBIM.

Bonopgumunp LWeinko
I'enepanpHuii 1upeKkTOop YKpaiHCHKOI'O iIHCTUTYTY



BETWEEN FIRE ANID FIRE.
e UKRAINIAN ART NOW

Ukraine is the largest country fully located in Europe. However, for many de-
cades Ukrainian art has been almost invisible to the rest of the world. After
the collapse of the Soviet Union a stereotype prevailed that Ukraine was just
another post-soviet country, sharing more or less similar challenges with the
former metropolis — Russia. Indeed, there was much in common in painful
transformations, which took place in Russia, Ukraine and neighboring coun-
tries like Belarus or Moldova on the ruins of communist utopia. I
Everything changed dramatically in 2014. The Revolution
of Dignity was the most important event in the newest
Ukrainian history. The fight for a Furopean future start-
ed as a peaceful protest in the central square of Kyiv —
Maidan and ended up in tragic mass massacre of 100
people. Ukraine paid an enormous price for the victory of
revolution. In the last 5 years it went through disastrous
invasion and war in its eastern regions of the country, an-
nexation of Crimea and a huge wave of propaganda, which
aimed to destabilize the country from inside and discredit
it in the eyes of international community. The Revolution
and and the tragic events that followed put an abrupt end
to the post-soviet era and started a new page in the history
of the whole region. Those events drew broad internation-
al attention to Ukraine and its future. It suddenly became
clear that Ukraine is a country with unique urge for free-
dom, rich heritage and vibrant contemporary culture. Il

Alisa Lozhkina & Konstantin Akinsha

Five years after the revolution in Maidan were hardly the easiest
times. Ukraine keeps facing continuous political turbulence. The trau-
ma of war, lost teritories, millions of displaced people, shattered trust
with Russia, which for centuries had had significant cultural influence
on Ukraine... So-called decommunization started after the revolution
as an attempt to erase all traces of communist past. It triggered a wide
discussion in the society regarding the mechanisms of memory and
the ways of coping with historic traumas. This process is still not
finished. It is not clear yet if the new Ukraine will manage to rethink
productively the controversies of the XX century, and what is even
more important — to cope with the recent ones. I
As it usually happens, the worst of times are also the best of times. The challenges of
the last five years inspired a huge wave of cultural activity in Ukraine and brought a
new ambitious generation on the art scene. For the last several decades Ukraine has

had a vibrant artistic community and witnessed rapid growth of interest in contem-
porary visual practices. New Ukrainian art formed as the opposition to degraded
social realistic canon in late 1980s. As of today;, it encompasses three key generations:
the artists who emerged during the Perestroika in the 1980s; the first post-soviet gen-
eration formed after the Orange Revolution in 2004; and, finally, “the third wave”
that emerged after the 2014 Maidan revolution. The exhibition shows how Ukrainian
revolution and the following events are being reflected in the works of young art-
ists — including those, whose careers were launched in the post-Maidan years, and
others who developed sudden maturity in response to the turbulent times. I
“Between Fire and Fire” is the first large-scale presentation of post-
Maidan art in Austria and internationally. The title of the show refers to
the German translation of William Blake’s collected works. It also derives
inspiration from Blake’s famous Songs of Innocence and of Experience.
The Songs were written in the times of French revolution which also
brought lots of hopes and disillusions. The symbolism of fire in Blake’s
poetry is influenced by Jacob B6hme’s mystical ideas where fire is one of
the powerful yet ambiguous elements of creation. Contemporary Ukraine
seen through the works of young artists is literally trapped between
fires. Fire is one of the recognizable symbols of mass clashes during the
Maidan. In the wider sense it is the metaphor of all the multiple catastro-
phes faced by Ukraine in the last 100 years. “Ukraine on Fire” was the
name of the famous film script about World War II by the prominent
early Soviet Ukrainian film director Olexander Dovzhenko. N
The rage of revolution and war, political and economic
instability within the country mix with the anxieties
and uncertainties of contemporary world in general. The
vibrant territory of freedom is blossoming in between the
turbulences and challenges. In the last five years Ukraine’s
capital, Kyiv has become one of the world capitals of rave
movement. Dance culture becomes an antidote to deep
trauma and political absurd. Escape to phantasmal psy-
codelic experience becomes the new form of activism. The
paradox of young Ukrainian art is that it combines the
spirit of rave with highly political senses and projects. The
artists experiment in all kinds of media — photo, video,
installation and also revise the legacy of socialist realist
painting tradition. Their works are highly critical and
reflect a powerful impulse of existing in the context of con-
stant turbulence and change. Recent Ukrainian experience
becomes the lesson for the rest of Europe. I



CURATORIAL TEAM ;;__( ‘

Alisa Lozhkina and Konstantin Akinsha’s curatorial duo has been focusing on =
o

international presentation of contemporary Ukrainian art since 2014. Right
after the revolution on Maidan they arranged the exhibition “I am a Drop
in the Ocean. Art of the Ukrainian Revolution” in Kunstlerhaus (Vienna,
Austria) and MOCAK (Krakow, Poland). In 2018 they curated the first large-
scale European museum presentation of three generations of Ukrainian con-
temporary artists at Ludwig Museum (Budapest, Hungary). The show titled
“Permanent Revolution” was nominated for Global Fine Art Awards (New
York, USA) as one of the best museum exhibitions of post-war and contem-
porary art in the world. “Between Fire and Fire” is the third project and the
symbolic conclusion of the post-revolutionary exhibitions series.

—

Alisa Lozhkina
Independent curator and writer, based in Kyiv, Ukraine.
In 2010—2016 was the editor in chief of the major Ukrainian art
publication — ART UKRAINE magazine. In 20132016 served as
a deputy director general National Art and Museum Complex
“Mystetskyi Arsenal” (Kyiv, Ukraine). Curated a bunch of large-
scale exhibitions in Ukraine and abroad. Contributed to various
Ukrainian and international art media.

Konstantin Akinsha

International curator and art historian, based in Buda-
pest, Hungary. In late 1980s — early 1990s was one of the
major figures in contemporary Ukrainian art. In the last
two decades has been working and living in USA and
Europe. For many years served as the contributing edi-
tor of Art News magazine, curated exhibitions of inter-
national modernism and Russian avant-guard in major

international museums — Belvedere (Vienna, Austria),
Neue Galerie (New York, USA) etc.
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MI>X BOFHEM | BOTHEM.
s VKPAIHCbKE MINICTELUTBO SAPAS

VYrkpaina — Haii6inbina 3a TepuTopielo kpaina Espomnu, npore ii MucrenTBo
HPOTATOM 6araTboX pPoKiB 0yJI0 Maliske HeBUIUMUM JJIg 30BHIITHBOI'O
cBiry. [licis posnany Paxancerkoro Colosy nepeBaskaB CTepeoTHII, IO
VYipaina — simire me ogHA MOoCTpaAAHChbKA KpaiHa, AKa Moxiade Giabim-
MEHII CXO3Ki BUKJINKH 3 KOTUITHBOI0 MeTporoiieio — Pociero. [lificHo,

y 00JIIOYUX IIePeTBOPEHHAX, IO Bi,uGyBaJII/ICH Ha pylHaX KOMYyHiCTHY-

Hoi yromii B Ykpaini, Pocii Ta cyciznix kpainax, rakux, Ak bimopycs a6o
MounoBa, 6ymno 6araro cuizsroro. I
PeBosmroniis I'imHocTi cTana BasKJIMBOIO II0Ii€I0 B HOBITHI
yEpaiHchKiii icropii. bopoTn6a 3a eBponeiicbke MaiiGyTHE
novajaca SK MAPHUI IIPOTECT Ha IEHTPAJIbHIN IIJIONTi
Kuega it sakiHunIacsa TpariaHOI0 MacoBOIO 3aru0eIIIo
coTHi mIo7eil. YkpaiHa 3aIylaTuIa BeTnde3Hy IiHy 3a
nepeMory peoJionii. Bona npoiimniia gepes KaTacTpo-
cpiune BropruenHs i BiliHy Ha cxopi, aHekcito Kpumy

i xBUITIO TTpOTIaraHiy, IO MaJjia Ha MeTi JecTabizizamniio
KpalH} 3cepeuHM 1 TUCKpeauTAaNilo Il B o9ax MizKHa-
ponHoi cninbHOTH. PeBosioniia Ta mopansimi Tparivni
MOJil ITOKIHYMIIN 3 IOCTPaJAHCHKOIO €II0XO0I0 I 3a1o4ar-
KyBaJIl HOBY CTOPiHKY B icTopii Bcvoro periony. Lli momii
NIPUBePHY/IU IMUPOKY MiKHAPOIHY yBary 1o YKpaiHu Ta
ii maitGyTHBOTO. PanrToM cTaso 3posymino, mo Ykpaina —
IIe KpaiHa 3 yHiKaJIbHOIO ;Karolo 1o CBOOOIH, 6araToio
CIJIIMHOIO i 3KBaBOIO Cy4acHO0 KyabTyporo. I

Aunica Jloxkxkina ta KocraaTun Akinma

ITaTe poxkis niciia pesomtonii Ha Maiinani Oy;iu He HailIerIuM epiogoM.
VEkpaina nocriitHo nepeSyBajiay cTaHi HOTTHYHOI TypOyleHTHOCTI. BiliHa,
TpaBMU, po34apyBaHH#A, BTpaTa YaCTUHU TEPUTOPII, MiJIbIIOHY 1epeMilie-
HUX 0ci0, 3pyiiHoBaHa foBipa 1o Pocii, aka nmporarom cromiTsh Maa Beau-
KUl KyJIbTYPHUII BIUIMB Ha YKpainy... Tak 3BaHa jexoMyHiza1ia modanacs
ITicJIA PeBOJION|T K cIIpoba CTePTH BCi CIIiiN KOMYHICTHYHOTO MIHYJIOTO.
Bona cprnunHMIia NIMpoke 0OroBOpeHH:A B CYCIILILCTBI MeXaHi3MiB I1amM ATi
i muaxis nmomonanHsA icropuyHux TpasM. [leit mporec inte He 3aBepieHo.
Hoci He 3posyMmio, 4u BracTbesA HOBill YkpaiHi IpoqyKTHBHO IlepeocMuc-
autu cynepednocti XX cTomiTTs i, mo BasxsmBime, Bmoparucd 3 HuMu. Il
fIx me 3a3Buuait 6yBae, Haliripmri yacu — BogHOYAC i Halikpami Jacu.
Buknuku ocTaHHIX I'ATH POKiB 30ypHU/IN BeINUYe3HY XBUJIIO KyJIbTYPHOI
IisgbHOCTI B YKpaiHi il BUHeCIn Ha MUCTEIbKY CIleHYy HOBY aMOiTHY TeHe-
pamio. [Iporarom mekiIpkox HecATHIITs YKpaiHa Maja ACKpaBe MICTeIbKe
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cepenoBulle, MIBUTKO 3pOCTaB iHTepec 10 Cy4YacHUX Bi3yalbHUX IMPaKTHK.
Hoge ykpaincbke MucTenTBo cchopMyBaaoca HaAMPUKiHI 1980-X POKiB AK
OIIO3UIIiA JerpasoBaHOMY colpealicTuaHoMy KaHoHY. Ha choronni Borno
OXOILIIOE TPU IMOKOJIHHA: MATII, AKi IPUAIILIN ITix Yac mepedynoBY; Iepie
IocT-pagaHChKe MOKOJIHHA aKTUBICTIB, 10 3’ABUJINCA Ha CIleHi micis
[Tomapan4eBoi peBoIIoOIii 2004 POKY; i, 3pemITOIO, «TPeTs XBUJISA» — Ti, XTO
npuiinay ning gac i micaa ocranaboro Maiinany. BucraBka nmokasye, ak
mo/iii HOBiITHBOI yKpaiHCBKOI icTOpii BinoOpakaioThcsa y TBOPYOCTi MOTIO-
IUX XYTO:KHUKIB. [l nexkoro 3 HUX ocTaHHi II'ATh POKiB GyJIN I0YaTKOM
Kap’epu. [lna inmux — cranm vacom panrtosoi spisocti. I
«Mix BorHeM i BorHEM» — MacIITa0Ha IIpe3eHTalis YKpaiHChbKOTO MUC-
TenTBa B ABcTpil. HasBoro BucTaBku crana murara 3 HiMEIbKOMOBHOTO
nepekaaxny 36ipku TBopis Binbama bieiika. Bona Takosx nmop’asana 3i 3Ha-
MeHUTHMU OJelikiBebkumu «Ilicaamu HeBuHHOCTI Ta KocBigy». i TBOpHM
Oyiio HanucaHno 3a yaciB @paHny3bkol peBoTIoLil, AKa TAKOK IIpUHeCa
Oararo crioxiBafb i po3dapyBanb. CuMBoJIiKa BOrHIO B 1oe3il bireitka
iHcnipoBana mictmyanMU inesmu Aro6a bewme, e Borous € ogHUM i3 110-
TY;KHHX, ajle HeOTHO3HAYHUX ejeMeHTiB TBopinHA. CydacHa Ykpaina,
AK Ii MO0aYMIH MOJIOJIi XYTOKHUKH, OyKBAIBHO OIIMHAETHCA IOMIX
BOrHAMU. BOroHB € OTHUM i3 rOJIOBHUX CUMBOJIIB MAaCOBUX 3iTKHEHD Mil
yac Maiinany. ¥ mupokomy ceHci nje Metacgpopa BCiX YMCIeHHUX KaTa-
CTpo, 1o 3 HIMU CTHKAEThcA YKpaiHa 3a OCTaHHI cTO POKiB. « Ykpaina
B OT'Hi» — Ha3Ba Biflomoro cuenapiio npo lpyry cBiToBy BiiiHy BumaTHO-
ro pajisiHCHKOI'0 YEpaiHchkoro peskucepa Onekcannpa [loskenka. I
HRax peBorontii Ta BiitHY, HOJITHYHA i1 eKOHOMiYHA HeCcTaGiab-
HiCTB y KpaiHi 3MilllyI0ThCA 3 TPUBOTaMU i HEBU3HAYEHOCTAMU
CY4YacHOTO CBiTy 3arajom. ¥ By3bKOMY IIPOCTOpi Mixk ycima Typ-
OyJIeHTHOCTAMH I BUKJINKAMU PO3KBiTae TepUTOPiA HOBOI CBOGOMIH.
3a ocraHHi I’'ATh pokiB KuiB nepeTBopuBCA Ha ONIHY 3i cBiTOBUX
cTonuUb peiiB-pyxy. TaHioBanrpHa KyJIbTypa CTae IPOTHOTPYTOIO
Bin rmGokol TpaBMH It oaiTHaHOrO abeypxry. Breda mo inpusiny-
anbHOro (haHTA3ZMATHYIHOTO JOCBiNY cTae HOBOIO (POPMOIO AKTHBI3-
my. [lapagokc Mmosomoro ykpaiHChKOT'O MUACTEIITBA IIOJIATAE B TOMY,
0 BOHO TOEJIHY€E B CO0i Ty X peiiBy 3 Ayke MONITUIHIMU ceHca-
mu. Xy osKHIKH eKCIIEPUMEHTYIOTh B ycix Menia — ¢poTo, Bizeo,
iHCTaNAL ], a TAKOK IIePerIAIaloTh CIIAAIUHY TPaJUullil AKUBOIIUCY
COLiaTiCTUYHOI0 pealismy. Ixni po6oTH € KpUTHIHUMIE i BiTO-
Opas;KaloTh MOTY;KHHUU IMITYJIbc iCHyBaHHS B KOHTEKCTi MOCTiiHOI
TypOyaenTHocTi Ta 3miH. HoBiTHiil nocBix Ykpainu crae ypokom
I iHmux kpain Cepony. I
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KYPATOPCbKA KOMAHOAE

Anica JloxkiHa
Hesanexna kypaTopka ii nucbMmenHuIs, skuse B Kuesi (Yipaina).
V¥ 20102016 pokax. GysIa TOJIOBHOIO PeTAKTOPKOIO HAMGITBIIOr0 YKpail-
cpkoro mucTenproro Buganaa — kypHaxy ART UKRAINE. YV ac13—2016 po-
Kax. ITpaIfioBajia 3acTyITHHIIeIo TeHepaibHoro aupekTopa HamionansHoro
KyJIBTYPHO-MHUCTEIBKOTO Ta My3eiiHoro kominekcy «Mucrenpkuii apce-
Hay» (Kuis, Ykpaina). Kyparopka BeIuKX BUCTaBOK B YKpaiHi Ta 3a KOpzIo-
HoM. JlonucyBayuKa yKpaiHCHKUX i MIKHAPOTHIX MUCTEILKIX Megia.

KocTsiHTIH AKiHLWA
MisknaponHuil KypaTop Ta icTOpUK MUCTEITB, skuBe y M. bynamemr ‘-ﬁ
(Yropmuna). Hanpukinni 1980-x — Ha Ho4aTKy 1990-X POKiB GYyB
OJHUM i3 TPOBigZHUX Nig4iB cCy4yacHOr0 YKpaiHCHKOT'O MUCTEIITBA.
B ocranni xBa necaruinirta memkas y CIIIA Ta €sporri, mparrio-
BaB pegakTopoM KypHaIy ArtNews, opranizoByBaB KypaTOpChKi
BHCTAaBKH MiIKHapOJHOI'O MOJIEPHI3MY Ta aBaHTapAy B LEHTPAIb-
HHUX MixkHapomHUX My3eax — benbBenep (Binens, Acrpis), Neue
Galerie (Hpro- I;IopK, CIOA) ra in.

Anica Jloxkina Ta HocranTur AkiHma 3ocepenniancs
Ha Mi;KHApPOJHINl Ipe3eHTalil Cy4acHOTO yKpaiHChKO-
Io MHUCTEIITBA 3 2014 POKy. Binpasy micna pesoro1rii
Ha Maiinani BoHu BramTyBanau BucTaBky «fI — xpa-
1mis B okeaHi. MucrenTso ykpaiHchKoi peBoomnii»

y Kyncraepxayci (Bigens, Apcrpia) ra MOCAK
(Kpaxkis, Ilonpma). A 2018 poky opraHisyBaJu mep-
ITy MacIITaGHY €eBpoIeiicbKy My3eliHy IIpe3eHTallilo
TPHOX IOKOJIiHb YKPAIHCBKMX CyYaCHUX XYJOKHUKIB
y mysei Jliogsira (bynamemr, Yropmuna). [Ipoexr mix
Ha3poio «[lepmanenTHA peBoniolisg» Oyn0 HOMiHOBA-
1o na Global Fine Art Awards (Hsio-Mopxk, CITTA) sk
OJHY 3 KpallMX My3elIHMX BICTaBOK IIiCIABOECHHOTO Ta
Cy4aCHOI'0O MUCTEITBA Yy CBiTi.

1% 15_



WARAND
UKRAINIAN

Alisa Lozhkina

The period of the Ukrainian revolution at the end of 2013 and the beginning of
2014, and the tragic events that followed — the annexation of Crimea and the
military confrontation in the east of the country — became one of the most
important, prolific and difficult stages in the history of modern Ukrainian
art. On the one hand, it was an emotional upsurge, an era when many

artists rediscovered the idea of patriotism and gained experience of direct
participation in revolutionary and military events, which was by no means a
carnival one, compared to 2004. However, the same patriotic upsurge, without
which a revolution and subsequent challenges of war would not be possible,
gradually led to the radicalization of right-wing sentiments in the society,

the aggravation of nationalism and, as a result, came to its logical end in the
form of a hasty decommunization, which was another attempt to erase the
historical memory of the country that has experienced many similar episodes
in the tough twentieth century.

Ukrainian contemporary art was full of forebodings of the coming social
upheavals long before the revolution in Kyiv. Among the works that most
clearly underlined the growing social tensions and the threat of police
violence, one should mention Nikita Kadan’s Procedure Room (Ilponenyphna
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KiMHaTa, 2009—2010) — prints on plates depicting police tortures. The others
are the Mykola Ridnyi’s project Constant Dropping Wears Away the Stone
(Bona kaminp Tounts) nominated for the PinchukArtCentre Prize in 2013,
Vasil Tsagolov’s series of paintings 7he Spectre of Revolution (11pusun pe-
Bouttoniii, 2013) and the exhibition Before the Execution (Ilepen crparoio)

by Nikita Kadan, Mykola Grokh and Yevgenia Belorusets opened at Karas’
Gallery in Kyiv shortly before the Maidan in October 2013. “The ghost of
power and righteousness looms on the horizon,” — Yevgenia Belorusets
wrote in her text on the project." At this exhibition, Nikita Kadan presented
his watercolour series Controlled Incidents (KouTponaboBaHi BuIIagKoBOCTI,
2013), devoted to violence inherent in the politics. Mykyta Shalenny —
another artist, whose works created on the eve of Maidan, impress with their
resonance of Zeitgeist. In December 2013, he exhibited his project Where

Is Thy Brother?(/le 6par TBiii?) — a series of sophisticated photographic

life studies of the “new Ukrainians.” The models who posed for Shalenny’s
photographs were real officers of the Berkut police special battalion. Another
Shalenny’s presentient project — 7he Catapult (Karamynsra). It was a small
model catapult he created in September 2013 with the help of an engineer
from the Yuzhmash machine-building plant. Several months later, real
catapults will become a symbol of Maidan’s resistance.

Art at the barricades

Initially, the Ukrainian protest was brewing in social media. The
intellectuals and creative professionals actively supported it. At this stage,
the protest was entirely peaceful. At first it seemed that the 2013 protests
will follow the scenario of 2004 and that this “Euro-revolution” will confine
itself to festive parties, lively gatherings of art community members in a
manner of the Occupy movement, and long discussions on the destinies

of humankind that people would have while drinking hot tea and eating
revolutionary sandwiches. Oleksandr Roytburd was among the first artists
to join this carnivalesque Maidan and become active during its initial
phase — a pacifist, joyful, and relatively smallscale. Roytburd’s Facebook
activity was so remarkable that a few days later he turned into a hero of
Maidan and an opinion leader for the members of creative community who
actively supported the calls for integration with Europe both on the web
and at the square.

1 Yevgenia Belorusets. The Exhibition Before the Execution: Part One.
archive.prostory.net.ua/ua/art/615--1-r--
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Now we know that the 2013 protest did not confine to innocuous carnival.
Already in the early hours of November 3o, Ukrainian authorities ordered
a brutal crackdown on the students who gathered at Maidan. The following

day, when a huge crowd of the city intelligentsia gathered at Mykhailivska
Square, became the turning point of the revolution. Very soon, the barricades
rose on Maidan. The “Strike Poster” Facebook community appeared already
in the early days of the protests. It published revolutionary posters created
by representatives of the local creative community and available for free to
all Maidan participants. The most famous works of this community were the
portrait of the president of Ukraine with a red clownish foamy nose, as well as

the poster “I am a Drop in the Ocean,” referring to the “warm ocean strategy”
that became known during the first stage of the revolution, that is, a positive : _ :
peaceful protest. o = i D ' e ————

A new Maidan stage began after the crackdown on students. It was marked
with a construction of ultra-aesthetic ice barricades and the arrangement of
a folk art object called the Yolka. Universal aesthetization of protests became

V|

the distinctive feature of 2013—2014 Maidan. The protesters’ village behind
the barricades was in fact a total installation, and the vivid photographs
journalists took on the front-line sometimes seemed staged. In general, the
Maidan aesthetics was abundant with references to the futuristic dystopia
of the New Middle Ages which imminent coming had been heralded by the
world’s leading cultural theorists, such as Umberto Eco.

-
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The protest brought about a huge wave of popular conceptual art. Within : 3 :
- S - ¥3

several months, the country’s main square saw a series of performances, and 3 2 "
guarding the government quarter, which, after the violent dispersal of the

some of them caught the worldwide audience. As a rule, these events were g 3

organized by the members of creative class, who were not professional artists, 3 8 demonstrators, became a real symbol of the kingdom of darkness.

although they chose artistic methods to promote their civic position. The E 5:

most famous of these actions were performed by Lviv musician Markiyan % £, A number of young artists who sided with the informal Bakteria gallery
Matsekh who played Chopin’s Waltz in C-sharp minor on December 7, 2013, é g joined the protest at the early stage. Most active among them — Olexa
outside the Presidential Administration building in Kyiv. The photograph £ 2 Mann, Ivan Semesyuk and Andrii Yermolenko. In 2013, they broke into the
of the young man playing the piano in front of the blind wall of the Berkut %’%: < Ukrainian art scene with flamboyant works that reflected ironically on the
police instantaneously spread across social media and became a symbol of =~ most unsavoury sides of the new Ukrainian realities, including the life of

peaceful civil protest. thugs (gopniki), roughnecks (zhloby), and other residents of the lumpenized

outskirts of Ukrainian metropolises. “Freedom or death!” (or “Freedom

On December 29, 2013, another resonant civil action took place in the government or fuckoff!”, as Semesyuk rendered it) and other slogans of Ukrainian

quarter — “The Kingdom of Darkness surrounded.” The purpose of the rally, anarchism seasoned with a good deal of ironically used vulgarisms and

Organized by the Maidan ClVil SeCtOI‘, 'was to I‘eﬂect the actions Of authOI‘itieS and Swearwords appeared in the Works Of these artists long before their powerful

retarget the negative energy from security forces back to themselves. The rally
participants brought mirrors and turned them to the rows of the police officers

re-actualization at Maidan Square. This art went very well with the bright

Maxcum binoycos. Maiizan
Konvoposa dororpadis, 2014

and catching texts Semesyuk and Mann regularly posted on social media.
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Consequently, Maidan became these artists’ true finest hour: they did not
leave the barricades even in the bloodiest days and set up a makeshift gallery
and a communication centre at the entrance to Maidan right on the traffic
way of Khreshchatyk street. It was very aptly named Mystetsky Barbakan,
the Art Barbican? The Mystetsky Barbakan, built in haste of industrial
pallets and plywood sheets, has become the main focal point for creative
youth concentrated on the Maidan. The improvised street gallery displayed
works by Ivan Semesiuk, Oleksa Mann, Andriy Yermolenko, Vitaliy Kravets,
Olena Dubrova, and other artists. It held lectures and a flash fiction festival.
Importantly, there was a stove, which became a tangible culture-forming
factor during severe frosts. The Barbakan artists, who started wearing ironic
far-right masks long before the revolution, felt themselves more confident
and natural on Maidan than their colleagues of the far-left convictions.

The well-known Kyiv artist Illya Isupov was one of the most active Maidan
participants. In addition to his participation in rallies, Isupov posted on Facebook
anew series of pictures on hot topics. Considerable public response was received
by his work Happy Nesw Year, which depicted the president with a huntingrifle
and dead boars against the background of a Special Forces detachment.

Ihor Gusev from Odesa remotely sympathized with the Maidan. In addition to
his vivid picturesque Knights of the Revolution series, which he began creating
in 2014 under the influence of the Maidan aesthetics and street fashion, the
artist wrote on Facebook a series of short poetic sketches on the revolution.
Subsequently, these works were included into the ZikeHokku collection®:

Thor Gusev, from the RevoHokku series:
As if attached to the screen
Tea leaves hasve cooled doswn
My heart is on the Maidan

B

You called me at night
Candles and a couple of cocktails
Next one was the Molotoy

L
2 Barbican is a defensive outwork of medieval fortifications designed to
protect the city gates. ]

3 Thor Gusev. LikeHokku 2013—2015. Dymchuk Gallery, 2015.
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The vivid media activity was one of the key features of the Maidan protests.
Never before the political events in Ukraine, let alone documentation

of public unrest, have been so aesthetized. Maidan spawned thousands

of photographs from the hottest spots of the protests. The fiercer the
confrontation between the authorities and the opposition was, the more
documentary filming on scene became vivid and cinematic. Due to this
strange appeal of the Maidan, even in its most sad and ugly manifestations,
the protests gave rise to a significant collection of video and photo materials.
Eminent artists along with photographers from leading news agencies and
ordinary amateurs took part in the struggle for a document. The authors
of the most interesting shots of that winter included Serhiy Bratkov, Boris
Mikhailov, Vladyslav Krasnoshchek and Serhiy Lebedinsky, Oleksandr
Burlaka and Sasha Kurmaz, Oleksiy Salmanov, Konstiantyn Strilets and
Oleksandr Chekmenev.

Kyiv artist Vlada Ralko was perhaps the best to catch the growing tragedy

of Maidan. Her Kyiv Diary (Kuesckuii nueBHuk) is based on her day-to-day
observations of the events. It is a graphic series representing the emotion and
feelings of almost every day between December, 2013 and February, 2014.

Oleksandr Chekmenev, one of the leading Ukrainian photographers, created
impressive portraits of participants of the clashes with pro-government
forces, as well as a series of photographs of subsequent events in eastern
Ukraine — portraits of people who lost their homes, wounded Ukrainian
soldiers in a hospital, etc.

The Code of Mezhyhirya (Kox Mesxurip’s) was one of the important
exhibition projects, which took place in the spring and summer of 2014

in the National Art Museum of Ukraine, located at the forward position
of the barricades during the entire revolution. The author of this book
and the artist Oleksandr Roytburd has been curating that project. The
exhibition featured artifacts and objects taken out by an initiative group
of museum workers from the wealthy estate of Mezhyhirya, abandoned
by the fugitive president Yanukovych. The objects of different value were
presented as chaotic piles and were designed to immerse visitors in the
world of the absurd kitsch of the Ukrainian kleptocratic elite. The project
has become one of the most visited exhibitions in the contemporary
history of the museum.
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Post-trauma

The shock caused by the bloody events at the end of Maidan protests, Russian
annexation of Crimea, and the beginning of the war in Donbas have become
visibly traumatic for the Ukrainian artistic community. For some artists who
actively participated in the Maidan events, this period was the time of a hard
post-revolutionary “hangover,” an emotional drama that was hard to express
in a single artwork. For others, on the contrary, this very period gave impetus
to work on new subjects, problems, and projects. At this time, the most
visible phenomenon was the documentaries about the Maidan events made
by Oleksiy Radinsky, a film director, an artist, and an activist of the Visual
Culture Research Centre (VCRC). Particularly famous was his film People
Who Came to Power (Jlrogu, axi npuitam no Biaagy, 2015), co-authored with
Slovakian artist and filmmaker Tomas Rafa) focused on the initial stages of
the conflict in Eastern Ukraine.

In the aftermath of Maidan, Nikita Kadan and Mykola Ridnyi left R.E.P. and
SOSka groups, respectively, and entered a new creative phase. Kadan’s project
The Possessed Can Witness in the Court (Onep:xumnii Moske CBiJINTH B Cyli)
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PinchukArtCentre. ®otorpad: Cepriit Liain

Hikita Kaman. «3amam’aTaTi MOMEHT, KOJIT OITO-
Bijtb Gyi10 IepepBano», 2014. Oororpadiio HasaHo

Nikita Kadan. “Hold the Thought, Where Conversation

Was Interrupted”, 2014. Photograph provided by
the PinchukArtCentre. Photographed by Sergey Illin

Documentary, 2015

Ounexciit Paguncprnii. Jlrogu, mo

HIPUATIIN 00 BIAJN.

Oleksiy Radynsky. People Who Came to Power.

Documentary, 2015

exhibited at the Ukrainian National Art Museum in 2015 is one of the most
powerful artistic statements on the war in Donbas. In a manner resembling
archive funds arrangements, Kadan shelves various items taken from

the Museum’s collection on the Soviet history of the region that has been
witnessing a violent conflict since 2014. Taken out of the ideological narrative,
these things look preposterous and melancholic. At the same time, the shells
that landed on the territory of Eastern Ukraine in 2014—2015 were exhibited
at the Museum’s staircase landings.

The Shelter (Yrpurtsa), another significant Kadan’s work of this period, was
presented at the Istanbul Biennale in 2015. The upper part of the installation —
an allusion to the exposition of the Donetsk local history museum destroyed by
war, with stuffed deers, tires from the barricades, and shabby walls. At the lower
level, there was a bomb shelter with two-story bunks and absurd garden beds,
which referred to an episode when the former Maidan protesters eventually
started to plant vegetable gardens on the main square of the country.

Mykola Ridnyi showed his programmatic work Blind Spot (Ciina niama,
2014) at the Venice Biennale 2015. The artist took the images from media
reports about the war in Eastern Ukraine and painted them in black, leaving
just a small spot intact, which makes a viewer feel the limitedness and
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irrelevancy of their vision of this fragment of reality. At the same Biennale,
the Ukrainian pavilion exhibited yet another strident artwork about the
East Ukrainian war: a video installation by the Open Group Synonym for
“Wait” (Cunonim no ciosa “gekatu”). The artists put surveillance cameras
in the homes of people who left for the war, and these cameras showed a
real-time footage.

During this period, a new generation of artists made its debut on the national
art scene. Roman Mikhaylov from Kharkiv appeared to be one of its most
interesting representative . In 2014, he created The Shadosvs (Tini) project,
showing scorched shipwrecks. It reflects upon the Russian annexation of Crimea
and the destiny of the Black Sea Navy Fleet that had been a bone of contention
between Russia and Ukraine for decades. The installation was exhibited at

IX ART KYIV Contemporary in the Mystetsky Arsenal, and then — on the
anniversary of the annexation of the peninsula — in the Parliament of Ukraine.
Another important Mikhaylov’s project — 7he Breath of Freedom, (] prxanue
cBoGoxbL, 2013) — started at the Maidan where the artist hot-smoked the paper
over the burning barrels in the tent camp behind the barricades. Later, this
series developed into gigantic sheets of scorched paper: Fragility, Xpynxkocs,
facade of Eglise Saint-Merri in Paris, ao14; /mprints of Reality (Onix peansHoro,
2015), etc. After the revolution, the artist Daria Koltsova actively developed the
political themes. Her iconic works of the Maidan period include a banner with
the extract from the Constitution of Ukraine, where articles, violated by the
regime of Viktor Yanukovych, were crossed out with a black marker.

Maria Kulikovska is one of the most interesting and politically engaged female
artists of the post-Maidan epoch. Her performance at the 2014 Manifesta in

St. Petersburg became enormously famous: to protest against the Russian
annexation of Crimea and the war in Eastern Ukraine, she wrapped herself up
in the Ukrainian flag on one of the Hermitage’s staircases. Her performance
The Raft Crimea (11xit Kpuwm, 2016) is no less famous, during which she
drifted on a float board down the Dnieper without any food reserve in order
to emphasise the vulnerability of people who lost their homes and native land
after the annexation of Crimea. Before the Maidan revolution, Kulikovska
started a series that featured the castings of her own body. Her works from
this series were exhibited, among others, at the only contemporary art
institution in Donetsk, the Izolatsiya Art Centre. During the armed conflict in
Donetsk, the factory that housed this institution was taken over by separatists
who executed by shooting the exhibition of Kulikovska’s sculptures Homo
Bulla. In 2015, in remembrance of this event, the artist staged her performance
Happy Birthday at the Saatchi Gallery in London. In the course of this
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performance, the naked artist hammered down the soap castings of herself as
an answer to the separatists who destroyed her artworks.

In 2017, a big scandal on the verge of art and politics initiated by the far
radicals’ raid on David Chichkan’s exhibition Lost Opportunities (Brpaueni
mosknuBocti). This exhibition was probably the first articulate and solid
artistic statement that evaluated — critically and at a proper distance — the
experience of Maidan. Although the artist himself took part in the 2013—2014
protests, he thinks that the revolution did not reach its goals. Chichkan’s
exhibition was widely discussed — as well as the act of vandalism on his show.

The Alevtina Kakhidze s project History of Strasvberries Andreesna, or
Zhdanivka (1cropisa loxynuni AunpiiBau, ado H{naniska, aor4—2018) is a
subtle and piercing reaction to the political crisis in Ukraine. The work covered
four years of telephone conversations and meetings between the artist and

her mother, who lived in the occupied territories in the Donetsk region. The
story started in 2014, when fights between the National Guard and the armed
forces of separatists of self-proclaimed Donetsk People’s Republic broke out in
Zhdanivka, the Alevtina’s hometown. Mobile service in Zhdanivka functioned
only at the town cemetery, and the artist’s mother used to go there to tell her
daughter that she was alive. The project included drawings from ao14—2018,
video performances, as well as propaganda printed materials reflecting the
atmosphere of hatred and absurdity in occupied Zhdanivka. The artist received
the archive of the originals from her mother, who collected and handed over

to her daughter newspapers, postcards and other propaganda materials of the
self-proclaimed Donetsk People’s Republic for several years.

The story continued until 2018, when no mobile provider was already working
in Zhdanivka, and mainly retired people remained in the occupied town. On
January 16, 2019, the main character of the project, Strawberry Andreevna, the
mother of Alevtina Kakhidze, died of a cardiac arrest at the DPR checkpoint,
during her trip to Ukraine-controlled territory to receive a pension.

The apostles of individualism.
The ghost of a long form

After 2014, by analogy with the events of the Orange Revolution, they started
talking about new generation emergence. However, unlike 2004, when young
people were consolidated by the ideas of activism, this generation was not
homogeneous. The pioneers were a group of artists who can loosely be
identified as descendants of large exhibitions at the PinchukArtCentre and
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the Mystetsky Arsenal in late 2000s and early 2010s. An
ambition to build an individual career without regard
to group dynamics is typical for these authors. Their
reference point is the “big” and commercially successful
Western art, which once became name-making for
the Victor Pinchuk’s art centre. Success stories of Jeff
Koons, Takashi Murakami, Yayoi Kusama, and Anish
Kapoor mesmerize, and the proximity of this art at the
exhibition venues in Kyiv makes one believe that even a
native Ukrainian might become the new Damien Hirst.

The access to the unique site of the Mystetsky Arsenal
facilitates the emergence of impressive large-scale
installations. Here, in the first half of the 2010s, group
exhibitions of young artists were regularly held under
the curation of Oleksandr Solovyov. The spacious
ancient halls of the art complex seem to say: “Think big!”
No less important is the PinchukArtCentre Prize for
young artists. Artists receive funding for the production
of artworks for the final exhibition and prepare their
projects under the supervision of experienced curator
and art director of the centre, Bjorn Geldhof. Yet, the
anticipation of a new original wave coming to the art
scene soon faces the harsh truth of life. The revolution
and the later tragic events were followed by an economic
recession. Big projects were the first to suffer. The cast of
individualistic authors focused on the pre-crisis cultural
situation and whose large-scale projects needed complex
production and spacious venues for presentation, ended
up as “passengers without a seat.”

Roman Mikhailov came into the spotlight immediately after the revolution.
His works combine a passion for large forms, a focus on artistic intuition,
rather than discursive practices, and a deep feeling of a disaster. Mikhailov’s
main artworks were created at the height of the hostilities in the east of the
country and were united by a theme of fire. Burnt paper from the /mprints of
Reality project, charred, wooden objects resembling ships from 7he Shadosws
project — Mikhailov’s fire becomes an ambivalent symbol. On the one hand, it
carries trauma and pain, and on the other, constructs a new art reality. Later,
the artist proceeds from acute political projects to a study of the capabilities
of painting. The position of this medium in the system of contemporary art
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Iucransanis, Heon, 2015

Crenan Pa6uyenko. Beceuytoue Byxo

Stepan Ryabchenko. All-hearing Ear

Installation, neon, 2015

in Ukraine is especially ambiguous. Until recently, Ukrainian art was accused
of extreme obsession with painting, but in the second half of the 2010s, it
actually disappears from the toolkit of young art. On the contrary, Roman
Mikhailov refers specifically to painting in order to search for a new language
and desperately examine the dark sides of his unconsciousness. His Fear
project (2017) was the most revealing in this regard.

In the mid-2000s, Nikita Shalenny is actively progressing. An architect by
training, he makes large and technically sophisticated installations. Black
Siberia (2016) was his most successful work of the mid-a2c10s. Using cheap towels
made in China, the artist created a grand-scale panel reminiscent of a scorched
forest referring to concentration camps and repressions, the symbol of which in
collective memory is still Siberia. In the late 2c10s, Shalenny is more and more
focusing on the international market and experimenting with virtual reality.*
Here, he is making tangible progress by exhibiting his artworks in projects with
artists of the same level as Olafur Elliasson and Paul McCarthy.

Roman Minin is another generation representative passionate about titanism.
Having developed a recognizable signature style at the beginning of the
decade, he embodied it in murals, stained-glass windows, sculpture, and easel
works in the aoros. Working with the aesthetics of late Soviet monumentalism,
Minin is experimenting with new materials and technologies. The artist
creates commercially successful original artworks that have become one of the
recognizable visual symbols of the post-Maidan era.

A similar interest in large-scale commercial art is typical for Stepan
Ryabchenko. Back in the late 2000s, he began working with digital art.

A series of “portraits” of computer viruses, the Virtual Flowers (Bipryansni
KBiTH) project, the large-scale works Death of Actaeon (Cmepts AkTeona),
Lemon chickens will be saved (Jlumonui kypuaTa BpsATyioThes ), and 7The
Temptation of St. Anthony (Cnokyca cBaroro Anronis), exhibited in 2011 at
the PinchukArtCentre — bright large-sized digital prints seem to be created
for big world fairs and contemporary interiors. Large figurative neon panels
was another area in which Ryabchenko worked in the 2010s. The largest of
these included the work Vew Era (Hosa epa, 2011-2012, 610x860 cm), created
in the Mystetsky Arsenal for a special project of the First Kyiv Biennale
“Arsenale-2012.”

4 Rebecca Schmid. Virtual Reality Asserts Itself as an Art Form in Its Own
Right. The New York Times, May 1, 2018.
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for several years. Thanks to this, Kyiv had quickly learned about this union. The
Open Group projects are focused on the study of the society phenomenon.

In 2019, the Open Group came out as a curator of the Ukrainian pavilion at

the Venice Biennale. It presented the project 7he Shadow of Dream’ cast upon
Giardini della Biennale (11agaroua tinbs «Mpii» na cagu xapaini). The Venice
presentation had been preceded by a scandal involving the second applicant
for the participation in Biennale — Arsen Savadov. Ironically, the situation had
radically polarized this very society that the Open Group is examining. Having
announced the project as the flight of the largest Soviet cargo plane Mriya

over Venice, the artists maintained the suspense to the last. “All” Ukrainian
artists (those who had checked in the application system) were announced as

Myseii Jionsira, bymanemr, Yropimmuna, 2018

participants in the project. Hundreds of ceremonial participants of the pavilion
is the witty trolling of the contemporary art system and the Biennale itself
as an event for the chosen ones, with its elitist pathos. The expectations for
the “show” had not been satisfied. Ultimately, the project became in a way a

symbolic story telling how nobody flew anywhere, and the entire art part came

Anesruna Kaxinse. Ictopia Kny6niku Annpiisan, a6o M naniska
Iucranamnia, aoi4—2018. Bucraska «[lepmanenTra peBomtorisny,

down to discussions about whether the failed flight was an art in the first place.

Conceptual drift

Permanent Revolution” exhibition at

Ludwig Museum, Budapest, Hungary, 2018

. . . - . ion® ; ; ;
Besides the artists interested in examination of large-scale forms, a community In 2015, the Method Fund union® appeared in Kyiv. The establishers of

3

after the revolution. These artists are developing in a neoconceptual vein; they Nakonechna, Ivan Melnychuk, Kateryna Badianova, Tetiana Endshpil,

are closer to collective discursive practices. They are focused not on the market, Olha Kubli, Denys Pankratov. The Fund is focused on changing educational
but on institutions. Due to the non-spectacularity and, consequently, the lower standards and studying the phenomena of socialist realism.
cost of the practice, as well as the support of the PinchukArtCentre, which
PinchukArtCentre Prize for Young Artists is an important centre for the

outspread of conceptual practices and a tool for their legitimization in the

second half of the 2010s.

is increasingly leans specifically to this kind of art, these artists are rapidly

Alevtina Kakhidze. The Story of Strawberry Andriivna or Zhdanivka

Installation, 2014—2014.

increasing their symbolic capital in the second half of the 2010s.

The Open Group is most revealing phenomenon of this kind. A team of artists

emerged in 2012 in Lviv and became famous thanks to projects in the self-organized Anna Zvyagintseva is especially remarkable artist in this respect, whose
Detenpyla Gallery. The group was founded by Yevhen Samborsky, Anton Varga, works can be defined as “emotional minimalism,” and Mykola Karabinovych,
Yuri Biley, Pavlo Kovach, Stanislav Turina and Oleh Perkovsky.® At the beginning who had received in 2018 the first special award of the art centre for his

of its activity, the Open Group involved the legendary Liviv artist and curator Yuri work Voice of Subtle Silence (Tonoc Tonkoi Tumi).® By the end of the ac10s,

Sokolov in its projects. Active young curators and founders of the Open Archive

project® Lisa German and Maria Lanko had been working with the Open Group —
7 Mriya («dream» in Ukrainian) is the largest cargo plane in the world, AN-225.
L |
5 Since 2014, the regular members of the group are Yuri Biley, Pavlo 8 Method Fond: sites.google.com/site/methodfund
Kovach, Stanislav Turina, and Anton Varga. Open Group. About us. open-group.org. ]
ua/ukr/about-us 9 R . . .
ead more: Yevhenia Belorusets. On the work of Mykola Karabinovych,
I The Voice of Subtle Silence. Prostory, March 29, 2018, prostory.net.ua/ua/
6 Open Archive: http://openarchive.com.ua/ krytyka/321-o-rabote-nikolaya-karabinovicha-golos-tonkoj-tishiny
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one can talk about the transformation of neoconceptualism into one of

the main trends of young Ukrainian art, supplementing and strengthening
the community that appeared in the mid-2000s based on R.E.P. and SOSka
groups. Prostory journal, which focuses on art issues, becomes the main media
platform for the community of conceptually oriented artists in this period.

Saatchi, Jloumon, 2015

Greater Ukraine. Nomads with
the homeland in a smartphone

Jacques Lacan said that desire to be somewhere else can be no less strong than
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states and cultures are blurring. Contemporary people increasingly choose to
live outside their tribal area, while often maintaining communication with
their communities through an intricate web of social networks and tags. On the
other hand, one can interact with completely different contexts without going
anywhere, but staying at home only physically.

Throughout its difficult history, Ukraine regularly experienced outbreaks of
cultural figures migration. In the early twentieth century, active young artists
travelled to Europe to explore the uncharted archipelago of modernism. In
Soviet times, there was a constant tangible outflow to Moscow, and after the
collapse of the USSR, there was a big wave of migration to the West and Israel.
In the 2010s, with the simplification of traveling abroad in the wake of the
economic recession and post-revolutionary hangover, there was a new round
of displacements. As in past decades, young artists, art historians, curators
are leaving their homeland in search of new meanings, a more comfortable
life, and simply because mobility is one of the main fetishes of our time. An
important reason why many choose to flee is the lack of high-quality up-to-
date art education in Ukraine and underdeveloped institutions that do not
promise bright prospects for young people.

The key factor is the authors’ self-identification and presence in the art process
at the level of projects and online discussions participation. Some receive
education abroad and come back. Some leave, but retain their ephemeral
homeland, located on a laptop or smartphone screen. Today we can speak about
a whole wave of authors who are virtually active in the Ukrainian context.
These are — Mitya Churikov, the artist of the R.E.P. group who was educated in
Germany, Zina Isupova, a graduate of the Rodchenko School, Nina Murashkina
who lives in Moscow and moves between Ukraine and Spain, and many students
who annually enter international art schools. Dozens, if not hundreds, of
young artists settle in neighbouring Poland. Among them — Vasily Savchenko,
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Oleksandr Sovtusik and others. Outside Ukraine, there are two members of the
most significant art association of the late actos — the Open Group. Art critic
and — since recently — photo artist Anatoly Ulyanov who fled at the end of
20008, photographer Natalya Masharova, curator Olena Chervonyk are active
in social networks despite the thousands of kilometres separating them from
Ukraine. Some, such as art critic Asya Bazdyreva, turn for some time into a
nomad globe-trotter, moving around the world from project to project. These
are just a few random examples from an ocean of names and destinies, less and
less limited today by “residence permit.”

One can treat critically such global exodus, since the similar processes took
place in the twentieth century, when Ukraine repeatedly lost the most
important representatives of its art. On the other
hand, global references certainly enrich the local
environment, and the importance of the national
element in the artistic process, obviously, is
gradually disappearing. What is still important is
the maintenance of ties with the community, and
the physical factor here almost does not matter.

Female revenge

In recent decades, art processes in Ukraine are
synchronized with global ones. This is also true
for one of the main trends of the second half
20108 — the re-actualization of the conversation
about the role of women in culture and society.
The history of Ukrainian art comprised a whole
galaxy of talented artists."® However, until the
2010s, the role of women in the art process was

~ basically limited to secondary positions. Even
female managers rarely got senior positions.
Despite the predominantly female collectives of
most central museums, representatives of the
“stronger sex” still often become their bosses.

10 For more information about women in
Ukrainian art, see Why There Are Great Female Artists in
Ukrainian Art. (YoMy B ykpaiHCbKOMY MHUCTEIITBI € BeJIUKi
xynoskuuii) PinchukArtCentre, 2019
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In the 2010s, there was a fundamental (although, at first glance, inconspicuous) % 3 A
upheaval. Today, if you take a look at the balance of power in the Ukrainian art i A t‘? -
establishment, the disproportionate presence of women in literally all positions |4 * b _J
is striking. Directors of institutions, curators, journalists, chief editors of art '8 ’ f*-‘
publications, art critics, gallery owners, members of foundations and all kinds
of private initiatives... If ten years ago, there was about 40 percent of the female
top agents in Ukrainian art, today this figure is probably approaching to 8o-go
percent. Some may say that women took over the management of the art sphere
as a low-competitive environment with still critically few money and public

recognition. One way or another, art, indeed, becomes a women’s territory.

After all, many subjects, which Western society came to discuss only at the end
of the twentieth century, have been spoken out in the USSR since the 1920s.
There was a strange mix of feminist rhetoric and extreme misogyny in the
Soviet Union. The fixation on poverty and minimalism was reinforced by the
post-war trauma. For the lack of men who died in the war, women took over
the traditionally male professions — they had been building the Kyiv metro,
working hard on collective farms, and raising children alone. Consequently,

e ]
My loversis not a'kisser,

the feminist topics have been developed by Tamara Zlobina, a researcher and

chief editor of the Gender in Details online-media.

by the collapse of the USSR, Soviet women were not so much concerned about

equality, but the opportunity to regain their right to femininity. In the 199os and

2000s, freedom was the right to be, among other things, a “subtle doll.” Several Over the past thirty years, the number of women involved in art in Ukraine

generations of post-Soviet women had been living in the shadow of a dream for has grown steadily. The key names of the newest history of art include the

fortune of female characters of popular soap operas, supported by the prosperous participants of the New Wave Valeria Trubina and Natalya Filonenko; the

central representative of the art of the 1990—2000s Marina Skugareva; Vlada
& Ralko, who appeared on the art scene in the first half of 2000s; Masha Shubina
5 and Alevtina Kazidze; the R.E.P. members Zhanna Kadyrova, Lada Nakonechna,

§ and Ksenia Gnylytska; artists of the SOSka group Bella Logacheva and Anna

prince. Consequently, Ukraine gained a notorious reputation as a bride factory.

padp: Cepriii Lnsin

The desire to declare one’s subjectivity to its full extent emerged only in
the 2010s. This does not mean that there was no discussion about feminism

(]

in Ukraine before. This issue has been indirectly represented in art since Kriventsova; Yevhenia Belorusets, Alina Yakubenko, Alina Kleitman, Anna
Zvyagintseva, Lyubov Malikova, Maria Kulikovska, Daria Koltsova, Alina

the 1990s, particularly during the exhibitions that problematized the role
Kopytsa, Nina Murashka, Katya Yermolaeva, Antigone et al.

of women." In the early 2000s, Olesya Ostrovska-Lyuta curated one of the
first distinctively feminist exhibitions at the Centre for Contemporary Arts
at NaUKMA. Curator, artist and activist Oksana Bryukhovetska has been
organizing feminist exhibitions at VCRC since the late 2000s." In the 2010s,

The Poetics of the Outland
and the New Clubbing

The group of artists and creative people who started gathering in the Efir
— group peop & &

11 Kateryna Yakovlenko. Medusa’s Mouth. The First Attempts of Feminist
Exhibitions (Karepuna fIkoBienko. «Por mexysn»: mepii cipoou dpeMinicTuaHmx
BucraBok). Korydor, Nov. 9 2018

underground nightclub is another bright phenomenon in the post-Maidan
Ukraine’s art. On the one hand, their programmatic hedonism, interest

Pok-H-poi», 2013. DoTorpadiio nagano PinchukArtCentre, 2013

in the electronic music, active club life and general escapism serve as a

Amnaroumniit beos. Enizon 3 mysuunoro ¢insmy «Cekc, TikyBasbHe,

12 Oksana Bryukhovetska. Image of victim and emansipation. An Essay on
Ukrainian Art Scene and Feminism. (Oxcana bproxoserpka. O6pas sxepTBu i eMan-
cunania. Hapuc npo ykpainceky apr-cieny i ¢peminism). Prostory, March 3, 2017

counterweight to the country’s political preoccupations and conflicts. On
the other hand, this very group of artists and activists, including Alina

Rock'n'roll, 2013. Photograph provided by the PinchukArtCentre

Photographed by Sergey Illin

Yakubenko, Oleksandr Dolgyi, Yevhenia Molar, and Dana Brezhneva, formed

Anatoliy Belov. Fragment from a musical film Sex, Medicamentary,
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an initiative to study the situation in the country’s Eastern regions and
organized events in the most depressive regions suffering from the war.

The rave spirit symbiosis, which unexpectedly returned to Ukrainian art in the
midst of a severe post-traumatic crisis, and acute political meanings, perhaps,
is the most characteristic feature of the second half of the 2c10s. Perhaps,

the most renowned project authored by this group is the long-term creative
initiative DE NE DE®™. An activist Yevhenia Molyar is a central figure of this
project. He examined the Soviet mosaics phenomenon and monumental art in
Ukraine. DE NE DE focused on the contraversions of decommunization — the
project of the post-Maidan government and its main ideologist — a right-wing
historian Volodymyr Viatrovych. The purpose of decommunization was a
final destruction of the monuments of the Soviet era in Ukraine. Artists came
together to rethink the legacy of Soviet modernism and oppose the barbaric
methods of the zealots of the radical memory politics.

At the height of the crisis in the east of the country, Yevhenia Molyar, together
with the activists from the Ukrainian Crisis Media Centre Leonid Marushchak
and Olha Gonchar, started organizing educational conferences and expeditions
to the front-line zones. These initiatives, thanks to which Kyiv artists began
visiting regularly the small peripheral towns of eastern Ukraine, unexpectedly
became the main point of attraction for creative people. Ukrainian art
experienced a regional boom. The second half of the 2010s was the rediscovery
of the outlands and the melancholic poetics of abandoned small local
institutions and museums. The first DE NE DE exhibition opened in 2016 at

the Flying Saucer building in Kyiv. The significant project of the initiative was
the exposition 7he Museum of the City of Svitlohrad in the Lysychansk Local
History Museum (2017). Another project of DE NE DF activists — the Above
God (Hag borom) art residence, which has been taking place in Vinnytsia in the
building of the half-abandoned Rossia cinema since 2015.

During the regional boom, in 2017, Vova Vorotniov hold a performance, which
took more than a month — he walked on foot from his native miner town

of Chervonohrad in the Lviv region to the east of the country, to the miner
town of Lysychansk, located on the border with the military conflict zone.
Substantially, the purpose of this trip was to transfer a piece of Chervonohrad
coal to the collection of the Lysychansk Local History Museum. A simple
gesture with a hint at the symmetry of the “poles” of Ukraine was supposed

13 De ne de is “here and there” in Ukrainian.
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to unite symbolically two different parts of the country. The travelogue the
artist has been publishing on social media along the way is a self-sufficient
and interesting part of the project.

Another popular initiative in the mid-aoros refers to the rave movement. These
included art projects organized at the main hub of Kyiv electronic culture —
the Closer club. The development of the underground club scene in the capital
and numerous mini-raves in the country with the participation of artists gave
rise to a number of artworks related to the new Ukrainian rave movement. This
aesthetic is close to the “hipster” photography of the late 2000s — early 2010s.
The main emphasis was placed on trash, second-hand, rejection of the idea to
seem more civilized than it actually is, and, conversely, an accentuation on

the vibrations of the “wild, wild East.” A symptomatic project of these times

is a musical collaboration of the artist Anatoly Belov and DJ Gosha Babansky
Lyudska podoba. His cinematic experiments — the film 7abun (2016) and

the series REGLAMENT (2017) shot on the iPhone — Gosha Babansky closely
documented the life of the new Kyiv underground. Of no less interest is the
semi-documentary / semi-fiction film by Anatoly Belov and Oksana Kazmina
about vampire ravers in Kyiv, 7he Feast of Life (1Ipasguuk sxusuu, 2010).

CXEMA party is the key phenomenon of the Ukrainian rave scene, thanks to
which Kyiv in the late 20108 became the famous centre of the world electronic
music." Sasha Kurmaz’s Paradise project (2017) is a study of visitors of this
event. In 2018, young directors Yarema Malashchuk and Roman Himey,

who work at the intersection of cinema and contemporary art, had shot the
Documenting CXEMA mini-film about this iconic party.

Forward to the past. Time
to think retrospectively

Decommunization and related contraversive moments are the principal
subject of the latest Ukrainian art. The preservation of Soviet mosaics, which
the country’s leadership tried to destroy under the guise of a struggle with
the ideological symbols of the totalitarian past, became a unifying factor.
The book Decommunized: Ukrainian Soviet Mosaics™ released in 2017 by

the photographer Yevhen Nikiforov was a result of a major mosaics study.

14 Kate Villevoye. Lose yourself in the new sound of Kiev. i-D magazine, 31 May, 2016.
|

15  Yevhen Nikiforov. Decommunized: Ukrainian Soviet Mosaics. Kyiv: Osnovy
Publishing, 2017.
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The community that emerged around DE NE DE initiative is grouped in
a small but intriguing collection of Soviet art, which was amassed by the
initiative collective farmer Yosyp Bukhanchuk during Soviet times in the
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Nikiforov’s second series, On the Monuments of the Republic, is devoted to "_““ our antiquity.” Indeed, choosing

contraversions of dismantling and destruction of Soviet monuments. Peripheral between the mythology of a dying

subjects and forgotten pages of history are in the focus of attention of the modernist empire and the hopeless

artists and activists’ community, whose interest in a memory issues by Nikita life in a third world country, many

Kadan is defined by the umbrella term of “historiographic turn.”"® By the end artists are inclined to the first one.

of the decade, the artist creates works on the topic of axial twentieth century’s The disappointment in the progress

traumas — Stalinist repressions, Jewish pogroms, etc. The mechanisms of memory and the unspoken traumas of the

and the difficulties of their functioning are developed in the Yevhenia Belorusets’s twentieth century lead to the

project Let’s Assemble Lenin’s Head (CoGepem ronosy Jlenuna, 2013) at the fixation on history.

PinchukArtCenre, as well as in the David Chichkan’s graphic art. In August 2017,

in the former city of Kirovohrad, recently renamed to Kropyvnytskyi, Oleksiy The farther the ghosts of the

Say made a witty statement about the repetition of historical failures. The rakes nspoken past move away in

scattered around the pedestal of the former monument to Lenin, which the locals time, the more they torture us.

converted into an improvised memorial to the Maidan heroes, is perhaps the most A shining example is the war of

relevant statement on anxieties and challenges of modern Ukraine. memory politics that has erupted
recently in Ukraine and around
the world. Contemporary people,
ith all their gadgets, big data, and

artificial intelligence, are becoming

At the end of the decade, museum becomes the point of intense interest. Since
2018, Oleksandr Roytburd has been managing the Odesa Fine Arts Museum.

— increasingly vulnerable to history issues. At the beginning of the twentieth
16 Nikita Kadan. In Place of Memory (Huxura Kagan. Ha mecre mamsar). century, the future was the deity of the avant-garde. The fetish of modern
Xynoskecrennsiii sxypuai, Nel04, 2018. The historiographic turn in art has been Ukrainian artists is the past. Probably, only having it thoroughly articulated,

described by American art critic and curator Dieter Roelstraete in the late 2000s.
Read more: Dieter Roelstraete. After the Historiographic Turn: Current Findings.
e-flux Journal #06 - May 2009.

we would finally be free to look at the present.
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B CYCIIJIBCTBI, a TAKO 3arpo3a IoJineiiCbKOro HaCUJIbCTBAa, MOsKHA Ha3BATH
npoekt Hikitn Kagana 2009—2010 pokis «lIponenypHa kiMHaTa» — IpUHTH
L4 Ha TapilTkax, IpHUCBAYEHi TeMi TOPTYp y HOTinii. Y mboMy & pATy — IPOEKT
«Boga kaminb TounTh» Mukonu Pignoro, nominosanuit Ha PinchukArtPrize
Y 2013 poli, ;kuBonucHi osorHa Bacuisa [laronosa 3 cepii «IIpusug peso-
atonii» (2013), a Tako;k BucraBka «llepen crparoio» HikiTu Kagana, Mukonn
III O I‘II I'poxa Ta €srenii binopycens, sika Binkpunacs Hanepenonui Maiizamy B sKoBT-
) Hi 2013 poky B ranepei «Rapace». «/[puBuy cuirm i IpaBoTH BUMAIbOBYETHCA
VK PA Ha 00pii», — mucasa B TeKcTi 1o npoekTy EBreHisa Biﬂopyceub1. Hikira Kagman
o0

IIpe3eHTyBaB Ha BUCTaBIIi cepilo akBapeJieit « KOHTpoIboBaHi BUIIaIKOBOCTI»

= (2013), IpHUCBsIYEHY HACHIBCTBY, iIMaHEHTHO IIpUTaMaHHOMY cpepi oJiTHY-

g soro. llle ogun xynoxuuk, uui po6oTH, CTBOPEHi HallepeoH]i Ta mix Jac

S Maiinany, Bpa:karoTh BIy4YaHHAM Yy AyX dacy, — Mukura llanennuit. ¥ rpyn-

= . - o .

I Hi 2013 BiH ITOKa3aB MPOeKT «Jle Gpat TBiil?» — cepiio ecTeTChKUX 3aMaJIbOBOK
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1 Esrenusa benopycen. BeicraBka «Ilepes kasHbpio»: dYacTh IepBas.

archive.prostory.net.ua/ua/art/615--1-r--
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PECOMOLLI
2013 POKY

Ilepion yxpaiachkoi peBourIollii KiHIIA 2013 — ITOYATKY 2014 POKY i Tpariuni
nojasbili noxii — anekcia Kpumy Ta BoeHHe IPOTHCTOSHHA Ha CXOA1 Kpa-
THM — cTaJy OHUM i3 HANOLIBIN BaKINBUX, IUTTHUX i HEIIPOCTHX €TAalliB

B icTopil HOBITHBOTO YKPaiHCHKOTO MICTEIITBA. 3 OTHOTO GOKY, Ile 6YB eMOIIiii-
HUII migiioM, erroxa, KOJIM 0araTo XyJO:KHUKIB TepeBiTKpUIN 0711 cede IMOHAT-
TA IaTPioTU3MY I OTPUMAJIN JOCBif Ge3rocepeTHBOI YIacTi B PeBOMIOIHHIX
i BOEHHUX MTOMIiAX &K HiAK He KAPHABAJIBHOTO MITHUOY, AK I1e OYJI0 B 2004 POIIi.
Ozmnax me came maTpioTH4He MiflHeCeHH, 6€3 AKOT'O PEBOJIONIA Ta IOTAIBIII
BUIIPOOYBAHHA BOCHHUMH AiAMU Oy 6 HEMOKJINBUMU, IIPU3BEJIO IO IIOCTY-
T0BOI paInKali3alii paBUX HACTPOIB y CYCILILCTBI, 3arOCTPEHHA HalliOHAi3-
MY i, K HACJIi/IOK, 3HAIIIJIO CBOE JIOTiYHe 3aBePIICHHA y KBaIlIUBiil IeKoMYy-
Hi3arii, AKa cTaja 4eproBoio cIIpo6o0I0 CTUPAaHHA iCTOPUYHOI aM ATi y KpaiHi,
0 TepesKuIIa 0e3Jiy aHaIoTiYHUX ei3o/iB y HerrpocToMy XX CTOJHTTI.

Mugkura Ianemnuii. I3 cepii «/IE BPAT TBII?». Konsoposa dororpadpis, 2013

IlepemuyTTsa conialbHIX HOTPACIHD Y Cy9aCHOMY YKPaiHCBKOMY MHUCTEITBI
3’IBUJTHICA 3aI0BIO [I0 II0YATKY peBoitoniitnnx moxiit y Kuesi. Cepen pooir,

Jie HalirocTpille BifuyBajoca HeBJOBOJIEHHsA HAPOCTAIbHOI HAIIPYTOIO

Nikita Shalenny. From “Where is Your Brother?” series. Color photography, 2013
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IO JKUATTSA <HOBUX YKpaiHIiB». | 0IOBHUMHE reposMH MIPOEKTY CTaTU peaabHi
cHiBpoOGiTHUEKY Hinpo3airy «bepkyT», Axuit HeBHOB3i BifirpaB cyMHy poJib

B icropii Maitnamy. Ipyruit npoekTt-nepexayrts [[lamennoro — «Karamymns-
Ta» — HEBEJINKA MOJe/Ib KaTallyJIbTH, CTBOPEHA Y BEPECHI 2013 POKY CIILIBHO

3 imxeHepoM 3aBoxy lliBgenmanr. Jlumre 3a Kinpka MicAniB aGCOMIOTHO peasbHi
KaTaIlyJIbTH CTaIU OTHUM i3 CHMBOJIB ortopy Ha Maiinami.

Mwmncteurno Ha Gapmkapax

Ha mepimomy eTari mpoTecT akyMyIIiOBaBCs B COTaIbHIX Mepeskax. loro ak-
THBHO IiZTPUMYyBaB KpeaTuBHul Ki1ac. Ha mpomy eTani mporect 6yB BUKIIOU-
HO MUPHHM i 37jaBajiocs, [0 B 20I3-My Bce BiIGyBaTUMeThCs 3a CIleHapieM
2004 POKY i TaK 3BaHa €BPOPEBOJIIOLif 0GMESKUTHCS BeCeINMH TUCKOTeKaM,
paricHuMu 3ycTpidyaMy 4ICHIB XyTOKHBOI CIIIIBHOTH Ha IO B Jyci pyXy
Occupy Ta po3sMoBaM# IIPO 0 JII0/ICTBA 3a TaPAYNM YaeM i3 peBOIONiHIM
oyrepoposrom. OnHMM i3 ITepIINX Ha Ieil kKapHaBaJabHUIT Maiinan Buiiios
Ousnexcannp PoittGyps. Bin cTaB akTHBHUM y4acHHKOM IiepInoi, nanudict-
cbKoOl, HeuncaeHHol il pagicHol xBuii mporectiB. AkTuBHIiCTS PoiiTOypra

y (pelicOy1i Oyiia HACTIIBKY IIOMITHOIO, IIIO BiKe 3a KiJIbKa IHIB BiH cTaB repoeM
Maiinany it BepriuTereM JyM KpeaTUBHOTO KJIacy, aKTUBHO i TPUMYIOUn
eBpoiHTerpaniiini HacTpoi B comiaTbHIX Mepe;Kax i 6e3rmocepeIHbO Ha IO

IIporect 2013 poky, K BioMo, He 0OMe;KUBCS Ge3HEBUHHIM KapHaBaIoM,

Y HiY Ha 30 JIUCTOIAaja BJajia 31iliCHIJIa JKOPCTOKUIA PO3TiH CTY/IEHTIB Ha
Maiigani. HacTymanit nens, Koiau BeTmde3Huil HATOBII iHTerirenii 3i6pases
Ha MuxaitniBcpKiil monomi, cras epeloMHNM — i He3abapoMm Ha Maiinani Bu-
pociu Gapukagu. Yike B IepIi JHi mpoTecTiB y dpeiicOy1ri 3’ aBuracs ciiTpHOTA
«Crpaiik-TurakaT», e MPOTATOM yCciX MicAIliB /IJIA BiIIBHOTO KOPUCTYBaHHSA
BHKJIaJaJIy IIPOTECTHI IIOCTePH PeBOJIIONIITHOTO 3MiCTY, CTBOPEHi IIpefcTaB-
HMKaMM¥ BiTUM3HAHOTO TBOpUYOro ToBapuctsa. HaiiBinomimmmu TBopamu
i€l criIbHOTH cTaB MOPTpPeET Npe3nieHTa YKPAiHU 3 4ePBOHUM KIOYHCBKUM
IIOPOJIOHOBAM HOCOM, a TaKO3k mocTep «f Kparia B okeaHi», 1o Bifcuiias 10
«cTparerii TeIJIOTO OKeaHy» — IIO3UTHBHOTO MHPOIIOGHOTO IIPOTECTY, — 3Ha-
MEHHUTOTO IIiJl 9ac MePIIOro eTaIy PeBOJIIOI L

[Ticns posrony cryzentis mouascs HoBuil eranr Maiinamy, o BigsHauuBes
OyZiBHUIITBOM yJIbTPaeCTeTHIHUX KPM:KAHUX GapUKak i 06IaITyBaHHAM
HapOJHOI'O apT-06’eKTa 3 Ha3BOIO «i10JIKa». XapaKTepHOoIo ocobausicTio Maii-
JaHy 2013—2014-TO cTaja 3arajibHa ecTeTH3amnisa mporecty. ToTanbHa incrana-
IIifl, AKOIO, ITO CYTi, OYJIO IPOTECTHE MiCTEYKO BCepeanHi OapuKal, ACKpasi,
CXO;Ki Ha ITIOCTaHOBYI MeJiliHi KaJpu 3 peBOIIOLIIHOI IIepeloBol — Ha3araJl
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ecreruka Maiizany Bincunana no pyrypucrunanoi antuyroii Ha Temy Ho-
Boro CepeTHBOBIUYSA, TPUXiT AKOTO e HeJlaBHO TaK aKTHBHO Tepeipikain
KyJIBTYPOJIOIru Ha 4oJi 3 YMGepro Exo.

IIpoTecT 3aKk0HOMIpHO MOPOAMB NOTY;KHY XBUJIIO HAPOSHOTO KOHIIEIITY-
anpHOro Kpearusy. [Iporarom 6ixpmnr Ak 1BoX MicANiB cTOAHHSA Ha rOJOBHIN
IroImi KpaiHu GyJo0 IpoBeleHo HU3KY aKIIiil, NesAKi 3 HUX IMPOoJIyHaJIN Ha Bech
cBiT. Ik mpaBuI0, OpraHizoByBaIn IIi aKIii MpencTaBHUKHA I'POMaJChKOCTI,
AKi He OYyJIU XyZOKHHKAMHU «3a IIpocpeciero», ajre oGpanu XyIo:KHi MeTonu
IJ14 TOHEeCeHHHA CBOEI 'POMaiAHCHKOI MO3NUIIil. SHAMEHUTOIO CTaJa aKIlid
1bBiBCchKOTO My3ukanTa Mapkisna Mameka, Akuii 7 rpyjHs 2013-TO 3irpaB

Ha nianino nix OyziBiero AxminicTpanii npesugenTa. @oTtorpadcpis momogoi
aonuHy, ika BukoHye [llonena nepex crinoro cunoBuKiB, migipsana inTepHeT

i cTajla CMMBOJIOM MUPHOTO TPOMAaJiAHCHKOTO IIPOTECTY.

29 TPYZAHA 2013 POKY B ypAI0BOMY KBapTaJli BinOymacs Iie oJHa pe3oHaHCHA
rpomachka akilia — «llapcrBo Mopoky B orodyenHi». MeToro akiii, oprani-
3oBaHoi ['pomancekuM cekTopom EBpoMaiinany, 6yJI0 IIOKa3aTH IIPEICTaB-
HHUKaM BIagy IXHe 00IMYYS, & TAKOK IIepeclIpAMYyBaTU HeTaATHBHY eHepTiio
CIJIOBHKIB Ha HUX CAMUX. YYacHHUIi I y9aCHUKU aKIlii IpuHecaIn JiocTpa Ta
CIIPAMYBAJIX 1X Ha KOJOHY MiJIIIiOHEPIiB, AKi OXOPOHAIN YPAJ0BUNA KBapTAaJl,
IO ITicJIA CMJIOBUX PO3TOHIB IEMOHCTPAHTIB IIEPETBOPUBCA Ha CIIPaBKHIN
CHMBOJI IAPCTBA MOPOKY.

Ha camomy modarky 1o IpoTecTy IpregHalacA Ipya MOJIOIUX XyTOKHUKIB,
AKi paHile rpymyBaimcsa HaBkosro HedpopmasbHoi ranepei «baxrepia». Haii-
aKTUBHIMUM B it rpymi 6ynn Omexca Mann, IBan Cemeciok i Auapiit Epmo-
JIeHKO, AKi I'0JIOCHO 3asABUJIN IIPO cebe AKpas y 2013 Polli CBOIMHU elaTasKHIMUI
poGoTramu, 1o B ipoHiuHiil popMi 06irpyBay HafiMeHII IPUBAGIUBI CTOPOHI
HOBHX YKPalHCBKHAX peajiil — ;KUTTA TOIHUKIB, GRIOGIB» Ta iHIINX MEIIKaH-
IIiB JIIOMIIEHi30BaHUX OKOJINIb YKPATHCBKUX MerarouiciB. «Bois a6o cmepTs»,
un «Boua, abo Bei #iayTh Hax...» y mpounTanHi Cemecioka Taki Ta innmi racia
BiTYM3HAHOIO aHAPXI3MY CyKYIIHO 3 BEJIMKOIO KiIbKiCTIO IDOHIYHO BUTOI
HEeLleH3YPHOI JIEKCUKU MiITHO IIPOIIMCAINCA Y TBOPYOCTI IUX XyJOKHUKIB 3a-
JOBTO JI0 TOTO, IK BOHU IIOTY;KHOIO XBHUJIEIO PeaKTyali3yBalucsa Ha KHIBCBKOMY
Maiinani. Yce me myske KOJIOPUTHO IOEIHYBAJIOCA 3 AICKPABIMH TEeKCTaMH, SAKi
Cemeciok i ManH peryiiapHO IOCTHIIN B collialbHUX MepeskaxX. Sk Hacainox,
Maiigas cTaB crpaBAi 30pAHUM YacoM A XYTO;KHUKIB, AKi HaBiTh y HAUKPU-
BaBimIi AHi He moaMIIaMN GapUKaJ, OpTaHi3yBaBIIN Ha HincTynax no Maiinamy,
Ha Ipoi3Hilt yacTwHi By;uIli XpelnaTuk, iMIIpoBi3oBaHy rajepero i KoMyHika-
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TUBHWUII IeHTP i3 HazBoto Mucrenbknii BapGaKaHZ. bap6akan, moGynoBanmii
HaIIBUIKYPYY i3 MpoMUCIOBUX MiNTOHIB i TucTiB (paHepn, Ha JOBIUii 9ac cTaB
TOJIOBHUM IIeHTPOM TA:KiHHA 1714 TBOPYOI MOJIO, o TpyIryBanaca Ha Maiinga-
Hi. B imnposisoBaniit BymuHiil rasepei seMoHcTpyBasu TBopu IBana Cemecto-
Ka, Onexcu Manna, Aunpia Epmoienka, Birania Kpasusa, Onenn [y6posoi

Ta IHIIWX XYTO;KHUKIB, TaM BiOyBancs JIeKIil Ta hecTUBaIb MOl IIPO3H.
o BasknmBo, y bap6akani 6yiia rpyOka, gka B Ti TI0Ti MOpO3H cTasIa BiqIyT-
HUM KyJbTypoTBOpYuM pakTopoM. Xyno:kHuKHN bapGakaHy mie 10 mogaTky
peBoJIoNii Tak 3BUKJIN HOCATH ipOHIYHY MacKy «IIpaBUX», o Ha Maiimani

3 floro ylbTpaHaIiOHAIiICTUYHUMH raciaMHy ITOYyBajaucsA Ky BIIeBHEHiIe

/i opraHivHille, Hizk XyJ0KHIUKHA JIiBOPaJUKaIbHUX IOIJIANIB.

Onnnwm i3 Halt6ineI eHepriitHux yuacHukis Mafizany cTaB BinomMuii KuiB-
cekmil xymoxHuk Linia Icymos. Kpim, Biacue, yuacti B MiTUHrax, BiH BUKJIa-
JaBy (peiicOyk cepifo HOBUX KAPTUHOK Ha akTyanbHi Temn. OcobmuBuii peso-
HaHC oTpuMaJia iioro podora «3 HoBuM pokom», e GysI0 300paskeHo IpesuieHTa
KpaiHU 3 MACTUBCHKOIO PYIIHAIICIO i BOUTHMY CBUHBMU HA TJIi 3aTOHY CIICITHA3Y.

Hucranniitno cuiBuysas €BpoMaiigany ogecurt Irop ['yces. Oxpim ackpasoi
sKuBonnCcHOI cepii «/Iumapi peBomionii», AKy XyTOKHUK II0YaB CTBOPIOBATH

B HOBOMY 2014 POIIi i Bpa;KeHHAM BiJl ecTeTUKH Ta ByamdHoi Mmoxu Maiina-
HY, Xy/I0;KHUK Hanucas JJ1s (peiicOyKa cepifo KOPOTKUX IMOETHIHIX 3aMaJbo-
BOK Ha TeMy peBodonii. [[i TBopu 3romom yeiiimam no 36ipku «/laiikxokky»>:

Irop I'yces, i3 cepii «PeBoxokKy»:
HemoBs 6u npupic 1o MoHiTOpY
Yaiine JI1CTA 0X0JI0JIO
Cepue moe Ha Maiinani

stk
Tu mokankama MmeHe cepen HOYi

CBiuKu Ta KijbKa KOKTEIIiB
Monotos 6ys TpeTim

HCKpaBa MEJIIAHICTh — OJHA 3 KJIIOY0BAX XapaKTEPHUCTUK IIPOTECTIB HA Maii-
naui. Hikonm panime noxitiani moxii B Ykpaini, a TuM Ginble JoKyMeHTaIrisa

I

2 bapGakan — ememeHT cepenHboBiuHNX popTupikariii, mpusHaYeHNX
JJ1A 3aXHUCTY MiCbKMX BOPIT.

.

3 Irop T'yces. Jlaiikxokky 2013—2015. Dymchuk Gallery, 2015.
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I'PoMa/ICbKIX 3aBOPYIIeHb, He Oy/Ii TAaKMMU ecTeTr3oBaHUMHA. MaiinaH mopoaus
TucA4i poTosHIMKIB i3 Halirapadimux Touok mporectis. [lo 3anexsinioro crasa-
JIO IIPOTUCTOSHHSA BJIA/IM ¥ OIIO3UIIIOHEPIB, TO ACKPaBIlIMMM 1 KiHeMaTOI‘paCl)i‘I-
HIiMUMY Oyau JOKyMEHTaJIbHI 3FIOMKY 3 MicIid TOfiil. Y 3B’A3KY 3 Ii€l0 JMBHOIO
npuBabnuBicTio Maiinany, HaBiTh y oro HalicyMHIIIMX i HAWTTIOTBOPHIMINX
IIpoABaX, IIPOTECTH IIOPOIMJIN 3HAYHUI KOPITyC Bifeo- Ta gporomarepiais. Bimo-
Mi XyTO;RHUKH Gpajiil y9acTh Y 00poTH0i 3a OKYMEHT IopsAz i3 hoTorpacpamu
npoBigHUX iHdopManiitHux areHiii Ta amaropaMmu. ABropaMu HalIiKaBinmmx
3HiIMKIB Tiei sumu cranu Cepriit bpatkos, bopuc Muxaiinos, Bragucras Kpac-
ook i Cepriit Jleoeguucornii, Onexkcanap bypiaka ta Camra Kypmas, Onekciit
Canmanos, RocraaTun Crpinens i Onexcangp YexmeHbOB.

Hapocranusa Tparismy Maiizany Ta mogaixpinx moxiil, HaiGiabII TOHKO
BHCJIOBUJIA KUiBCchKa XynoskHuIA Baaga Paxko. 3a MoTuBaMu cBoiX miomeH-
HUX CIOCTEpEe:KEeHb 38 PO3BUTKOM CUTYallil y KpaiHi BOHa CTBOPUJIA IIPOEKT
«KniBcpkuii moxeHHNEK» — rpadivny cepilo, y AKil Maiiske IOTHA 3 KiHIA
20I3-TO J0 2015-TO KOHCIIEKTYBAaJa CBOI BiTUyTTsL.

Bpasxaroui mopTpeTn yuacHUKIB 3iTKHEHb i3 ITPOYPAJOBUME CUIIaMHU, & TAKOK
cepii cpororpadpiit mpo mogasnkmri moxii Ha cxoni Ykpainu: moprperu Jiofeil, Axi
BTPaTHJIN ;KUATIIO, IOPAaHEHNX YKPAaIHCBKUX COJIJATIB Y IIIUTAJIi TOIIO — CTBO-
PpuB oxuH i3 mpoBiTHUX yKpaiHcbkuX dpororpadis — Onekcanap YekmMeHBOB.

BaskuBum npoekTom crasa Bucraska «Homexke Mesxkurip’'sa», mo BigGysamnacs
HaBEeCHI-BJITKY 2014 POKy B 3ajiax HanioHanbHOro Xyo:KHBOI0 My3er0 YKpa-
iHm, AKWII i gac yciei pesomionii mepeGyBaB Ha aBaHIIocTi 6apukaz. Kyparo-
paMu IPOeKTy OyJiM aBTOpKa Iiel crarTi Ta xymoxauk Onexcannp Poirtoypa.
Ha Bucrasui npesenTtyBaiu apredpakT it 06’eKTH, BUBe3eHi iHiIiaTUBHOIO
I'PYIOI0 My3eHHUKIB i3 MinbapaHOTO MaeTKy Meskurip’s, 3aiuiieHoro Hanpu-
3BoJIAlIe ITiciA Bredi ekcripesuenTa flnykosuya. Ilpencrasneni y Burnani
Xa0TUYHUX HarpoMalsKeHb IIpeJMeTH Pi3HOIo piBHA LIiHHOCTI i BapTOCTi
Oy/IV IOKJIWKaHi 3aHyPHUTH TIA7a49a y CBiT abCypAMCTCHKOTO KiTay yKpaiH-
cbKOI KiIenTokpaTuyHoi exitu. ITpoekT cTas onHielo 3 HaiiBinBiTyBaHiMMX
BUCTaBOK y HOBITHIl icTopil My3erlo.

MNocTtrpacma
ok micaa kpuBaBux nogiil kinnsa Maiinany, anekcia Kpumy ta mouarok
BoeHHUX Jiil Ha [JonGaci — TpaBMa, fika BizOmIacsa Ha XyJ0KHIil CIiTbHOTI.

Jl1s 6araThoX MUTIIIB, AKi CTAJIV aKTUBHUMU YJYacHUKaMH roxaiit Ha Maiijani,
e GyB Iepio]] TASKKOTO IIOCTPEBOMIONIITHOTO «ITOXMIJLIA», eMOIIiliHa TpaMa,
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2015 POKY eKCIIOHYBaJIH Iie 0THYy 3HaKOBY po6oTy Kamana mporo mepio-

Iy — «YKpuTTa». Bepxua yactuna incranranii Gyia aniosieio Ha 3pyiiHOBaHY
BiliHOIO eKkcno3unilo JJoHeNbKOro KpaesHaB4oro My3selo 3 OIly/lajlaMu OJIeHiB,
muHaMu 3 6apukaj i moxrymenumu crinamu. Ha HmsxabOMY piBHI poGo-

TH — 00MGOCXOBHIIE 3 TBOIIOBEPXOBUMH HapaMH, Ha AIKAX PO3MiCTHINCA
abCypAUCTChKI TPANKY 3 pOCIMHAMHU, IO BifCHJIAIOTH 10 icTOpii, KoJH IIPO-
TeCTyBaJbHUKU, AKi 3aTpUMaJINCA ITIicd peBoolii Ha Maiinani, 3PELITOIO
Ioyajay 06IaNITOBYBaTH IOPOIH Ha T'OJIOBHI IO KpaiHu.

: Ha Beneuniiicokiii Gienasne 2015 poky Mukosa Pinuuii mokasas nmporpamuy po-
6oty «Curina msamar (2014) — Ganepu, sacpapGoBaHi 4opHOI0 (papGolo, Ha AKUX
3aJIMNIEHO TiTbKY MaJIeHbKe Bi9KO, IO CTBOPIOE BiTIYTTA OOMEKEHOCTI i Hepe-
JIeBaHTHOCTI TJIAJaI[bKOTO MOTJIAY Ha oKa3aHuil ypuBok peanbHocTi. Ha miit
camiii GieHaste B paMKaX YKpaiHCHhKOTO IaBiIbiIOHY GYJI0 II0KA3aHO IIie OTHY Po-
60Ty 1po koH(IIKT B YKpaini — Bigeoincrandaniio Binkpurol rpynu «Cunonim
IO cJIoBa “yexaTu’”» (2015). ¥V skrTaax JII0fei, 10 MillIN Ha BiiffHY, XyJ0KHUKA
BCTaHOBUJIN BileOKaMepH, AKi IPanIoBAJI B PEKUMI peaJbHOTO Jacy.

V 1eii epios Ha cIeHy BUXOIUTD HOBe IIOKOTIHHA XyTO;KHUKIB, OTHUM i3 Haii-
IiKaBiMMX NpencTaBHUKIB AKOTO € XapKiB’;IHI/IH Poman Muxaiinos. CTBopeHI/H‘/’I
y 2014 pomui npoekT «Tixi» — o6ropisi KicTAKK KOPa6IiB — NPHUCBAYEHO TeMi
~ auexcii Kpumy ta Hopromopcbkoro ¢iory, SKuit jecATUITTAMYU GYB A0IY-
KoM posopary Mmix Pocielo it Ykpainoio. [ncranamiio 6ymno nokasano ma IX ART
KYIV Contemporary 8 Mucrenpkomy Apcenari, a morim — y Bepxosniii Pazi

Hozi TBopy, Bske He y ckiaxni rpyn P.E.IL i SOSka, creopunu Hikira Ka-
naH i Mukona Pinauii. TBopuicTs Xyq0:KHUKIB BHIiiNIIa HA HOBUII PiBeHb.
IIpoext Kagana «Ongepxumuii moske cBiguutu y cyni» B Hanionanenomy
XYHOKHBOMY My3el YKpainu (2015) — CUIbHEe XYy10KHE BUCIOBICHHS IIPO

SIKY CKJIaJTHO BUCJIOBUTHU B KOHKPETHUX TBOpaX. I[JIH iHmumx aBTopiB, HaBIIa- lé'a g é lg E
KU, caMe ITeli eTall JaB IOIITOBX A OIIPallloBaHHA HOBUX TeM, IpoOIeMaTH- ol § = ,; =
Ku Ta npoekTis. [loMiTHUM ABUIeM cTanu fOKyMeHTaIbHi (piibMu akTUBiCTA El o E E =
rona [IBK, peskucepa it xynosxunka Oxnekcis Paguncekoro npo nogii na Maii- § % g = §
IaHi, 30KpeMa fioro crpiuka «/Itoxm, Aki mpuiimin xo Bragu» (2015, CIIIBHO z‘ Es[ % ‘O
3 Tomamewm Padpa) mpo mouaTok koH(IiKkTY Ha cxoxi YEpainm. E S225
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Bifiny Ha [lon6aci. Ha monunax, Ha spasok apxiBHux porngocxosum, Ragan

LenTp BizynbanbHOI KyIbTYpH

PO3MICTHB IIpeIMeTH 3 KOJIEKIIl My3€el0, AKi PO3II0BiJaloTh IIPO PagAHChEKY
icropiro periony, me micis 2014-ro novyascd 3anexanii koudurikr. Iloza
izeoslorivHNM HapaTUBOM IIi pedi BUIIAgann 0e3rry31o it MeJaHXomiiiHo.

HaIliOHAJBHUN ITaBiIbIIOH

Ha CXO0J0BUX Mafl,I[aH‘{I/IKaX MY3€10 6y.)10 €KCIIOHOBAaHO CHapAIH, AKi BImajaum

Pogrom of David Chichkan’s exhibition

“Lost Opportunity”
Visual Culture Research Center,

February 2017

Ha Tepuropifo Cxignoi Ykpainu B 2014—2015-My. Ha CramOynbcekiit Gienamte

Qororpadiro nagarno PinchukArtCentre. ®ororpad: Cepriit Liain

provided by the PinchukArtCentre. Photographed by Sergey Illin
Muxona Piguuit ta Cepriit Hlagan. «Ciina niaama», 2014. «Hagisl»,

Mykola Ridnyi and Serhiy Zhadan. “Blind Spot”, 2014. “Hope!”,
Pavilion of Ukraine at the 56th Venice Biennale, 2015. Photograph
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Ykpainu B piuHuirio anekcii nisocrposa. llle onun npoekT nmovyascsa Ha Maiina-
Hi, kot Poman Muxaitnos konTus I‘pa(i)qui apKyIli HaJ JiKKaM# B HAMETO-
BOoMY MicTeuKy Ha 6apukajgax («[logux ceoboam», 2013). I3 miei cepii Bupocian
riraHTChKi mostoTHa masneHoro nanepy («Kpuxkicrs», pacan nepksu Cenr-Me-
pi, Hapmxk, 2014; «Onik Peansroro», 2015). Hoxituani Temu micisa pesosiomnii
aKTHBHO po3pobisia xynosxkaung lap’s Konsnosa. Cepexn ii 3HakoBUX poGiT
enioxu Maiinany — Ganep i3 pagkamu Roncrurynii Ykpainu, ne dopauM Map-
KepoM GyJI0 3aKpeciIeHO CTaTTi, AKi mopynrysas pe;xum Bikropa fAnykosuya.

Opniero 3 HaMGIMIBIT TiKaBUX i MOJMITHYHO aKTUBHUX aBTOPOK IMOCTMAaliJaHHO-
ro gacy crana Mapia Kynukoscbka. [lepdopmanc, mix gac AKoro XynoskHuLA
zaroprajacsa B yKpaiHchbKHII mpanop Ha cxofax Epmirasky na Manidecri
2014 poky B Cankr-lleTepOypsi, MaB 3HaUHMII pe3oHAHC, TAK CaMO, AK II aKIig
«ILmit Kpum» (2016), mmix gac axoi Kynukoscbka niausia miorom i3 Kuesa
BHU3 110 [lHinpy Ge3 3amaciB ii, o6 HaragaTH Ipo 6e33aXMCHICTH J0el,
AKi micaa anekcii Rpumy sannmuinca 6e3 gomiBku it 6arpkismuauy. Ile

no Maitmany Mapis mogasa cTBoproBaTu po00OTH, AKi GyJIN 3JIiITKaMHu Tijta
xynoskauni. TBopu 3 1iei cepii, 30kpema, epeGyBaau B eKCIIO3UIII e1MHOL
IOHembKOI IHCTUTYIII cy9acHOro MUCTenTBa — apT-meHTpYy «[3omamia». ITix
yac koH(IiKTY B Jonenpry npuxuiasauku JIHP saxonmiu repuropiio 3aBo-
Iy, Ha AKOMY GYJIO PO3TAIIOBAHO aPT-LIEHTP, i PO3CTPiAIN BUCTABKY CKYIIb-
nryp Rynukoscbkoi Homo Bulla. V 2015 poni Ha 3ragky npo mio nopito Mapis
Kynuroscbka nposeia B toHgoHCcbKil Saatchi Gallery nepgpopmanc Happy
Birthday. Oroxena xynoskHUIIS MOJIOTKOM PO301UBaJjia 3JIiIKu camoi cebe,
BMKOHaHi 3 MHJIa, — AK BiJIIIOBi/Ib ceniapaTucTam, ki 3SHUIKUIN I poGoTH.

CranpmamoM Ha Me;Ki MUCTeIITBa I ITOTITHKA CTaB IIOrpoM BucTaBku JlaBuna
Yuukana «Brpadeni Mo;kIMBOCTI», BAMHEHUH Y 2017-My IIPaBOPaANKAIBHIME
xyJiiranamu. BrucraBka crajia 4y He IIepPIINM BUPa3HUM i IUIICHUM XyIOKHIM
BUCJIOBIIOBAHHAM, IKe KpUTHYHO i 3 fucTaHIii ocMucmioBaio nocsin Maiinamy.
Cam Xymo;KHUK OyB y9aCHIKOM IIPOTECTIB 20I13—2014 POKIB, ajie BBa;KaB, IO
peBouLIoOITiA He NocATIa cBoix Iineir. O6roBopenHd npoekTy Yndkana Ta cymryT-
HBOTO €130y BaHJAIi3My MaJlo BeJIMKNN CyCIILILHUIA PE30HaHC.

ToHKOIO i TPOHMU3IMBOIO peaKIliclo Ha IMOMITHYHY KPU3y B YKpaiHi cTaB IPoeKT
Anesrunu Kaxinze «lcropis lloxynuni AunpiiBau, ado jKmaniBka» (2014—2018).
PoGora oxonmna wotupu poku TeaepOHHIX PO3MOB i 3ycTpideil XyIosKHUIITE

3 MaTip’10, AKA ;KIJIa Ha OKyIIoBaHUX TepuTopiax y JloHenpkiii o6xacti. [eropis
cTapryBaja B 2014-My, Kootn y JH{nanisni, pinHomy micti AneBrunu, movanucs
601 mizk HanrBapziero i 30poitHIMY cuiaMu IIPOTOJIONIEHO] cenapaTucTaMu
Houensroi Haponuoi Peciryosiku. Mo6inpanit 38’30k y H{naHiB1i mpaiiio-
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BaB TUILKM Ha MiCBKOMY IIBUHTApI, i came Ty1m mopasy MycuJia Ty MaTip
XYIOKHHAII, 00 IIOBiTOMUTH TOHBIT], 0 BoHA ;kuBa. [lo IpoekTy yBifiman
MAaJIIOHKHN 2014—20I8 POKIB, Bi,Z[eOHepCbOpMaHCI/I, a TaKO3K IIPOIlaraHuCTChKI
IpyKOBaHi MaTepiaiu, 1110 BinoOpaskaan arMmocdepy HeHABUCTI i aGeypry

B okymnoBadiit fHxaniBui. ApxiB opurinanis mux MaTepiatiB Xy 0:KHUIIA OTPU-
MaJia Biji MaTepi, AKa IIPOTATOM KiJIBKOX POKiB 30MpasIa ii mepeaBaja JOHBIT
raseT, JJUCTiBKU Ta iHITy ariTaniiiHy mpoxykiuito camomnporouormieroi JHP.

Ictopia TpuBaxa no 2018-ro, konm y R ganiBmi ke He mparfoBas sKOJIeH Teje-
¢poHHMIT OnIEpaTop, a B OKYIIOBAHOMY MICTi 3aTUIINIICA ITePeBaKHO MEHCio-
HepHu. 16 CivHs 2019 POKY TojioBHA repoins npoekry «[lorynuna Annpiipaar,
mama Anestunu Kaxinze, momepiia Bif 3syIUHKH ceplisi Ha KOHTPOJIBHO-IIPO-
nyckHomy nyHKTi [IHP, micia nmoizgku Ha HiTKOHTPOIbHY YKpaiHi repuro-
piro 11 oTpUMaHHA IEHCil.

AnocTonm iHpmBigyanismy.
Npunpmng cenmnkoi popnmn

Ilicns 2014-To, 32 anaxoriero 3 moxiamu [lomapamueBoi peBosionii, 3aroBo-
pUIu PO HapomKeHHA HoBoro okoxinaA. Ha BinMiny Bix 2004-ro, Kosim Ha
CIIeHy IPUIINLIa MOJIO/Ib, 00’ €/THAaHA ileAMN aKTHBI3MY, 11 reHepallia He Oyna
romorenHolo. llepinolo 3agBuiia 1po cebe KOropra MUTIIIB, AKX JY3Ke yMOB-
HO MOKHA Ha3BaTH AiTbMu Beanknx BucraBok y PinchukArtCentre Ta Muc-
TellbKOMY ApceHalri KiHIIA 2000-X — IIOYATKY 2010-X. )1 HUX XapaKkTepHe
€ IparHeHHs OyoyBaTU iHTUBiTyalbHY Kap epy, He 03MPalOvNCch Ha TPYIIOBY
muHaMiKy. IXHiit opienTHp — «BeMKe» it KOMEpIiitHO ycrinTHe 3aXifHe Muc-
TEITBO, Ha JIeMOHCTPAIIil AKOI0 3poGUB CBOTO Yacy iM’sa apT-1enTp BikTopa
[Tinuyka. lcTopii yenixy Hsxedpdpa Kynca, Taraci Myparami, Hitoit Kycamu,
Amnimra Kammypa namopodars rosioBy, a 61M3bKiCTh IBOI'O MECTEIITBA Ha
BHCTAaBKOBUX Malizanuukax lluesa sMymrye BipuTu B Te, 0, HaBiTH OyAydIU
ponoM 3 Ykpainu, moskHa cratu HoBUM [lem’enom I'epcrom.

ITosaBi MacmTaGHIX BpaskarounX iHCTANANIN TaKOXK CIIpUAE HAABHICTH JOCTY-
Iy 70 yHikasipHOTO Malizanunka Mucrenpkoro Apcenary. TyT nig Kypartop-
crBoM Ouexcangpa CosoBiioBa B IepIIiil I10JIOBIHI 2010-X pery/ApHO Bif-
OyBaloThCA I'PYIIOBi BUCTaBKU MOJIOAUX Xyn0;kHUKIB. [IpocTopi crapoBruHi
3a;I apT-KoMILIekcy Hi6u kaxyTh: « Think bigl» He menme snauennsa sinirpae
npewmia nasa monogux xynosxkaukiB PinchukArtCentre Prize. s i mincym-
KOBOI BUCTaBKH BUAIIAIOTH OIOJKeT Ha IIPOBeleHHA PoOiT, a MiAroToBKa
IIPOEKTIB ifie B TaHJEMI 3 JOCBIJYEHIM KypPaTOpPOM i apT-IUPEKTOPOM LIEHTPY
bitopaom l'enpnxodom. BigayrTsa, mo Ha crieHy npuiinia HOBa OpUTiHAJIbHA
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XBHUJIA, YKE HIBUJKO ITOCTAJO IIEPEN CYyBOPOIO IIPaB OO KUTTH. Ilicns PeEBO-

JIoIIil Ta MOJAIBITNX CyMHUX IOJiif HacTaja ekoHoMivyHa pernecia. [lepmumn
Bin Hel mocTpaskganu Beauki npoekru. Ilneana apropis-ingusinyasmicris,
OpieHTOBAaHMX Ha MAacCIITa i JOKPHU30BY KyJIbTYPHY CUTYallilo, 9ui po6oTn
MOTPeOyBaIH CKIaTHOTO IPOJAKIIHY Ta BEIMKIX MallJaHINKIB JJIA IIpe3eH-
Tarii, onwHIIacA B CUTYaIil «ITaca;kupiB 0e3 MicIia».

Binpasy micaig pesoatonii mpo ce6e 3asasuB Poman Muxaiinos. [Ipucrpacts 1o
BeJIMKUX (POPM, OpieHTOBaHICTH pajlne Ha XyIOXKHIO iHTYILif0, a He TUCKYP-
CHUBHI IPaKTUKN B OI'0 TBOPYOCTI IOETHYETHCA 3 TOCTPUM IIePesKUBAHHAM
raracrpocpu. ['onosHi po6oru MuxaiinoBa cTBOpeHO B po31Ia BOEHHUX Jii
Ha cXO0Jli KpaiHu i 06’eqHaHo TeMolo Boruio. [Iponanenwuii mamip i3 npoexry
«Omiku PeasrpHOTO0», 00BYTIIEHI fepeB’AHi 06 €KTH, 0 HATa yIOTh KOpaoJi,

3 mpoekTy «TiHi» — Borons y MuxaiisioBa crae am0iBajleHTHIM CHMBOJIOM,
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HiCTh MHCTEIITBA. 3TOJOM BiJl TOCTPOIIONITHYHUX IIPOEKTIB XyTOKHUK IIepPexo-
IUTH 0 TOCIiIKeHHA IToTeHTiary xuBonucy. B Ykpaini Miciie iboro Mmemiyma
B CHCTEMi Cy4acHOT'0 MUCTeITBa ocoOunBo HeogHo3HauHe. [lle HenaBHO yKpa-
THCBKe MUCTEIITBO 3BIHYBadyBa/Il B HAIMipHiii 0JepsKMMOCTi ;KIMBOIINCOM, ajie
B JIpYTiil TOJIOBUHI 2010-X BiH, HaBIaKW, PaKTUIHO 3HUK i3 apceHay MOJIOLOTO
mucrenTsa. Poman Muxaiinos 3sBepTaeThcs caMe IO sKIBOIUCY AJIA MOLTYKY HO-

1801 MOBU it BiIYaliIyIIHOTO NOCIIiIKeHHA TEMHUX CTOPiH CBOEI MiJCBiTOMOCTi.
)| HaitGinbm nokasosum i3 nporo 6oky cras fioro npoekr «Grpax» (2017).

5|13 cepenuny HynpoBUX aKTHBHO Ipanioe Mukura [llanennnii. Apxitexrop
|

3a OCBiTOO, BiH pOoOUTH BeIuKi il TeXHOJIOTiYHO cKiaanHi iHcrananii. Haiisna-
aima po6ora cepepunu 2010-X — «Yopuuit Cubip» (2016). Bukopucropyioun
JenIeBi KUTaliCbKi PYITHUKY, XyTO:KHUK CTBOPUB MacIITabHe ITAaHHO, IO
Harajye BUIIaJeHU Jic i Bigcniaae 1o mam’aTi IIpo KOoHITTabopu i1 pempecii,
CUMBOJIOM AKUX y KOJEKTUBHIl ITam ATi foci 3anumaersea Cubip. Hammpu-
kinni aoro-x Hlanennnii yce 6isble opieHTyeThCsl Ha MisKHAPOTHUA PUHOK
I eKCIIepUMEHTYE 3 BipTyalbHOIO peaslbHICTIO. ¥ IbOMY HalpAMi BiH qocAr
3HAYHUX YCHiXiB, BUCTABIAIOYN CBOI POGOTH y MPOEKTAX i3 XYTOKHUKAMHA
piBaa Onadypa Eriaccona it [Tona Makkapri.

H_[e OJVH ITPEACTABHUK TMTOKOJIIHH S, 3aX0IIJIEHOT0 TUTaHi3MoOM, — Poman

S| Minin. BupoGupiim e Ha HOYATKY J€CATUIITTA BIi3HABAHUIT aBTOPCHKUIA
o I

P AT S

L2t P

Roman Minin. Escape Plan from the

Donetsk region. 3mimana Texnika, 2013

Poman Minin. [1nan Breyi 3 Jlonernproi

o6acTi. 3mimana TexHika, 2013

| cTunb, y 2010-X BiH yTilloe fioro B Mypanax, BiTpasKax, CKyJIbITYypi, CTaHKO-

BHUX TBopax. IIparioioun 3 ecTeTUKOIO MiBHHOPAJAHCHKOTO MOHYMEHTAI3MY,

I MinHiH excliepEMeHTye 3 HOBUMH MaTepiajaMy i TEXHOJIOTiAMH. XyTOKHUK

CTBOPIOE KOMEPIITHO YCIIIIIHI OpUTiHaJIbHI pedi, o cTaau OJHUM i3 BIlizHa-
BaHUX Bi3yaJIbHUX CMMBOJIiB IIOCTMaiJaHHOI €IIOXMU.

Anasorivnunii iHTepec 10 MacTaGHOTO KOMEPIiiTHOTO MUCTEITBA XapaKTep-
Huit 1o Crenana PaGuenka. Ille Hanpukinili 2000-X BiH 1T04aB IpamoBaTi

3 mucpposum mMuctenTBoM. Cepis «ImopTpeTiB» KOMIT IOTEPHHUX BipyciB, Mpo-
ekt «BipryanbsHi kBiTu», Macmraéui pooru «Cmeprs AkTeoHa», «/IuMOHHI
Kyp4arTa BpATYyIoThCA», «CIIoKyca cBATOro AHTOHIsA», IIOKa3aHi 2011 POKy

B PinchukArtCentre, — sckpasi nudgposi npnaTn Padyenka HiGu cTBopeHi
171 BeJIMKUX CBITOBUX ApMapKiB i cygacHux inrep’epis. llle ogun Hanpam,

y aromy Pa6aenko mpamioBas y 2010-X, — BelnkogopMartHi diryparusHi Heo-
HoBi manHo. Haii6inbmum i3 Hux crana podora «Hosa epa» (2011—-2012,

610 x 860 cMm), crBopena B Mucrenbkomy ApceHasi 0 cieliaJbHOIO IIPOEK-
Ty [lepmioi kuiBcpkoi GieHase «ApceHae-2012».
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KoHuentyanbHmin gpeind

[TapanensHo 3 op6iTOIO0 Xy OKHIKIB, 3aIliKaBICHUX JOCTiIHKEHHAM BEJINKO]

dopmu, 1icsiA peBOTIONII Ha CIIeHi aKTHBHO ITPAIlioe CIiJIBHOTA 3 KAPJUHAJIb-

HO IPOTUJICKHUMU IiHHOCTAMU I opienTupamu. Ii XynosxHuK po3BuBa-

I0ThCA B HEOKOHIIENITYaJIbHOMY KJITOYi, IM OV 4i KOJTEKTHBHI TUCKYypPCUBHI

npakTuku. Bonu opienToBaHi He Tak Ha pUHOK, AK Ha iHCcTUTYNil. BHacaizok

HOH-CHCKTaKy.T[HpHOCTi fI, OTiKeE, MEHIIIO]1 BI/ITpaTHOCTi IIPAaKTUK, & TAKOK 3aB-

naku nigrpumini PinchukArtCenter, skuii yce 6iblre opieHTyeThes caMe Ha

TaKke MECTEITBO, IIi XyJOKHUKHN CTPIMKO HAPOINYIOTh CUMBOJIIYHIIA KaIriTal

Yy APYTiil IOJIOBUHI 2010-X.

Haii6ixpm mokazoBUM TakuM ABHUIIeM € Bigkpura rpyma. KojgekTus xymosx-

HUKIB 3’ ABUBCA B 2012 y JIbBOBI i cTaB BiTOMIM 3aBIAKY IIPOEKTAM y CAMO-

opranizosawiii rasiepei Detenpyla. I'pymry sacaysanu €sren CamGopcprmii,

Anron Bapra, [Opiit bineii, [laBio Kosau, Cranicias Typina ta Oner llep-

koBebknit®. Ha mowaTky aisubrocTi Binkpura rpyma samydae 1o cBoix mpo-

€KTiB JlereHJapHOTO JIbBiBCHKOIO XyqosKHIUKA I KypaTopa IOpia Cokoiosa.
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4 132014 -poxy nocriiinumu yaacaukamu rpymu € I0piii bineit, ITapio Kosau,
Cranicinas Typina it Auton Bapra. Open Group. IIpo nac.
open-group.org.ua/ukr/about-us

Anna 3esrinnesa, Posuepku, 2018. Qororpadiio HagaHo
PinchukArtCentre. ®ororpad: Makcum binoycos
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Anna Zvyagintseva, Scratches, 2018

Is BigxpuToi rpymoio MpoTAroM KiTbKoX POKiB IIpalioBaan akTUBHI MoJoi
KypaTOpKH, 3aCHOBHUIII TIpoekTy «Binkpuruii apxie»® Jliza [epman i Mapis
Jlanbko. 3aBngaxu iM 11po 06’ enHAHHA MBUAKO HizHanucsa B Kuesi. Ilpoextn
BigkpuToli rpynu opieHTOBaHO Ha JOCIHiKeHHA (PEHOMEHY CIIIBHOTH.

¥ 2019 poui Bigkpura rpyna 6y/ia KypaTopoMm yKpaiHCBKOTO IaBibiioHy Ha
Gienasne y Bernenii. Bona npesentyBana npoekrt «Ilagaroua tine Mpii Ha cagu
Hsxapnini». Beneniiicekiii mpesenTanii nepemysas ryaHuil cKaHa 3a y4acTIo
Ipyroro IpeTeHIeHTa Ha IaBinbiton — Apcena CaBanosa. Lla curyaris, 3a
ipoHi€elo oI, paJuKaJbHO MOJAPU3YyBaja CIIILHOTY, TOCTiIKEHHAMUI AKOI
3aitMaeTnca Binkpura rpyna. AHOHCYBaBINM IIPOEKT AK IPOJIIT HAHGIIbIIO-

I'0 paJsiHCHKOTO BaHTa:KHOTO Jitaka «Mpis» Han Bernenielo, XymoskHUKHN 10
OCTaHHBOTO TPUMAaIH iHTpuUry. K yuacHUKIB IPOEKTY GyII0 3aABJICHO «BCiX»
YKpalHCBRUX XY/IOKHUKIB (Ha0ip BinOyBaBcs 3a cucTeMolo 3asaB0K). CoTHi HO-
MiHAJIBHUX YYaCHUKIB NaBilbOHY — JOTEITHUN TPOJIHT Cy4acHOI apT-CucCTe-
Mu i1 camoi GieHade 3 ii eitapuctchkuM nacpocom 3axoxy A oopanux. Haxia
Ha «IIOYy» He CIIPaBIMJIACs. SPEINTOoI0, IIPOEKT CTaB I10-CBOEMY CUMBOJIIYHOIO
icropielo 1po Te, AK HiXTO HiKyZu He IOJIETIiB, a BCA XyJ0KHA YacTUHA 3Bej1aca
I0 TUCKYCIll PO Te, 9N € IOJIT, AKUIl He BifOyBCs, MECTEIITBOM.

2015 poky B Kuesi 3’aBunoca o6’exnanus Meron, ®ounn®. Asropu ininiaTu-

BU — XYIOKHUKHW, KYPaTopy, MUCTEIITBO3HaBIIi Ta BuKIanadi Jlaga Hakoneu-
Ha, IBan Menpanuyk, Karepuna baganosa, Terana Engmmins, Onera Ryo6ui,
Henuc [lankparos. Y doxyci intepecis Qouny — smina cranzapriB MucTenb-
KOI OCBiTH, a TAKOK JOCIIi/KeHHA (DEHOMEHY collpealizmy.

BasxuimBuM 1eHTPOM ITOMIMpPeHHA KOHIIENTyIbHIX IIPAKTUK Ta iIHCTPyMeH-
TOM IXHBOI JIeriTUMi3allil y IpyTiii II0JIOBUHI 20I0-X cTaJjla IPeMis JJ1A MOJIO-
oux xygosxHukiB PinchukArtCentre. Tyt oco6nuBo nomitai Anna 3BAriHIeBa,
po0oTH SKOI MOKHA CXapaKTepU3yBaTH K «eMOLiitHN MiHiMatismM», i Mukona
KapaGinosuy, AKuii y 2018 polli OTpUMaB IepIly cenialbHY IIpeMilo apT-1eH-
Tpy 3a po6oTy «[omoc Tonkoi Tumti»’. [lo KiHIIA 2010-X MOKHA TOBOPHUTH TIPO
IepeTBOPEHHA HEOKOHIIENITYyali3My Ha OJJUH i3 TOJIOBHUX TPEH/IiB MOJIOOTO

L
5 Bigxpuruii apxis. openarchive.com.ua
|
6 Merox @ong, odiniitna cropinka. sites.google.com/site/methodfund
|
7 Hoxnannime nusiTbea: Esrenma DBemopycen. O paGore Huxomas

Kapa6unosuya «l'ooc Tonkoit tumuasl». Prostory, 29 6epesns 2018.
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VEpaiHCBKOTO MUCTEIITBA, IO JOIIOBHIOE I Ii/ICUJIIOE CIIIJIBHOTY, AKA 3’ IBUJIA-
cs me B cepeanHi 2000-x Ha 6asi rpym P.E.IL i SOSka. OcHoBHUM MeniifinuMm-
MaiJaHYMKOM CITIIBHOTH KOHIIENITYaJIbHO OPi€HTOBAHIX XY OKHUKIB Y e
nepiox 6y pecypc Prostory, choxkycoBanuit Ha XyZ0o:KHil IpoGIeMaTHIIi.

CGreater Ukraine. Homapm
3 GaTbkiBLWMHOO ¥ cMMapPTPOoHI

HRax Jlakan kazaB, o OasKaHHA IepeOyBaTH JIech ilne OyBae He MEHII CUJIBHIM,
Hi*K CeKCYaJIbHUI ITOTAT. Y CBITi, e cTUpaioThca KOPJOHY Mixk Jlep;KaBaMu

I KyJIbTYpaMu, Iie TBepI:KeHHA 0coOIIBO NpaBuibHe. CydacHa JTI0JUHA Bee
yacrilie oGupae ;KUTH 11033 POJOBUM apeajioM, IIPHU IOMY JacTo 36epiraioan
3B’SI3KH 31 CIILJIBHOTOIO Yepes 3aIlIyTaHy IIaByTHHY COIiaIbBHUX Mepesk i Teris.

3 iHIoro GoKy, HiKyIU He BULKIKAIOUH, MOKHA B3a€MOIATH 3 A0COTIOTHO

IHIMMA KOHTEKCTaMU, 3aJIMIIAI0YNCh YI0Ma JIUIIe Ha PiBHi Cl:)iBI/IqHOFO Tija.

B Vkpaini mporarom yciei i HenmpocToi icTopii perynsapHo BinOyBanucs
cnajgaxuy Mirpamniit KynerypHuX gigdis. Ha nouarky XX cromiTTsa akTuBHi
MOJIOJi XyZOKHUKH ixanu B €Bpolry, o6 JOCIiINTY He3BigaHuii apxinenar
MonepHizMy. 3a pagAHCHKUX YaciB BinOyBaBcs IocTiiiHmii BinTik y Mocksy,

a micsa posnany CPCP nmowanacsa Besmka xBuia mirpanii Ha 3axin i 8 [3pains.
¥ 2010-X 3i cCIIpoIIeHHAM BUI3y 3a KOP/IOH, Ha XBUJIi eKOHOMIYHOI pemecii
Ta IIOCTPEBOIIONIIHOIO IIOXMIJLIA, CTAPTYBaB HOBUIA BUTOK II€PEMillleHb.
Moutozi XymOKHUKN, MICTEIITBO3HABII, KYyPaTOPH, AK i B MUHYJIi IeCATHIIIT-
T, 3aIUIIAIOTH GATbKIBIIUHY B IIONTYKaX HOBUX CMUCJIIB, KoM(popTHINIOro
FKUTTA i IPOCTO TOMY, IIIO MOOITBHICTS — OAMH i3 TOIOBHUX Cl)eTI/IIJ_IiB cydac-
HocTi. BaskiuBa npuyunHa, 3 AKOI 6araTo XTo BUOHpae Bix'i3n, — BigcyTHiCTH
B YKpaiHi AKicHOI cy4acHOI Xy/10;KHBOI OCBITH i1 c1a00pO3BUHEH] iHCTUTYTIIT,
AKi He 00IIAIOTH MO0 pafiTy;KHUX ITePCIeKTUB.

BusnavanbanM pakTopom cTae camoineHTu(iKaIisa aBTopis Ta iIxHA MIPUCYT-
HicTb y Iponeci Ha piBHI y4uacTi y mpoekTax i oHnaitH-1ucKyciax. XToch, OTpH-
MaBIIIH OCBIiTY 32 KOPJOHOM, ITOBepTaeThcA Hazald. baraTo xTo, imydnm, 36epirae
edpeMepHy GaTHKiBIIMHY, HUHI JOKaIi30BaHy B eKpaHi HOyTOyKa a6o cMapTdo-
Ha. CporoiHi MOKHA FOBOPUTH IIPO LIy XBHUJIIO aBTOPIB, BipTyaIbHO aKTHB-
HHX B yKpaiHcbkoMy KoHTekcTi. Lle it xynosxuuk nokominaa rpynu P.E.11 Mira
Uypikos, axuii 3m00yB ocBity B HiMmewunni, i Bunrycknund [Ikonn Poquenka
3ina Icymosa, axa sxuBe 8 Mocksi, i Hina Mypamkina, aka kypcye mizk Yipai-
Holo Ta [craniero, it 6e3iid cTyqeHTiB, AKi IMOPIYHO BCTYHAIOTh Y MisKHAPOTHI
apr-mkonn. [lecATkY, AKIIO He COTHI MOJIOAUX XYZOKHUKIB OCiTIaIOTh Y Ccycia-
Hii1 [lonsmi; cepen Hux — Bacuas CaBuenko, Onercanap CoBTycik Ta iHmi.
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3a Me;kaMu YKpaiHM ;KMBYTH IBO€ YYaCHUKIB Hali3HAYHIIIOTO apT-06 e THAHHA
KiHng 2010-X — BigkpuToi rpynu. ¥ MepeskeBux CIiJbHOTaX, He3BaKalouM Ha
THCAYI KiToMeTpiB, M0 PO3TiNATOTH iX i3 YKpaiHoIo, € aKTUBHUMH apT-KPUTUK
i BigHemaBHa poToxXyno:KHUK AHATONII YIbAHOB, AKMII BUIXaB illle HAIIPUKIiH-
i Hy1boBUX, poroxynoskuung Hararisa Mamaposa, kyparopka Onena Yepso-
HUK. XTOCh, K apT-KpuTHKUHA Acs baznupesa, Ha eBHUIT Yac I1€PeTBOPIOETD-
cs Ha HOMaJa-TIoyoTpoTepa, IepeMilialounch 3eMHOIO KYJIEIO Bijl IIPOEKTY X0
npoekTy. Lle aumm kisbka JOBIIPHUX IPUKIA/IB 3 OKeaHy iMeH i Job, choronHi
Bce MEHIITe OOMEKEHIX «IIPOIUCKOIO».

Jo miel riro6anpHOI Mirparnii MokHa CTaBUTHCA KPUTHYHO, a/I3Ke CKIIATHO He T10-
MiTUTH cXO0KicTb i3 aHasmorigruMu npouecamu B XX cTomiTTi, Kosn Ykpaina pas
II0 pa3 yTpadaja HallBa;KIMBIINX IpeACcTaBHUKIB CBOTO MUCTEI[TBA. 3 iHIIOTOo
GoKYy, INI0GAIIBHI pecpepentii, 6e3yMOBHO, 36aradyioTh JOKAIbHE CepeJOBHIIIE,

a Ba/KJIMBIiCTh HAIliOHATIBHOI'O €JIEMEHTY B XyJ0KHBOMY IIPOlieci, BOUeBU b,
IIOCTYTIOBO cXoauTh HaHiBes. [[lo moci BaskImBO, — MigTpUMaHHA 3B’ A3KIB 31
CHIiIBHOTOIO, a 1A Thoro (PismyHmil pakTop yike Mailxke He Bifirpae pouri.

XiHoumin pepaHw

B ocranHi gecaTnaiTTa XymosxkHi mpomecu B YEpaiHi cMHXpOHI3yIOThCA i3 3a-
raixpHOCBiTOBIMU. [le cipaBeanBo i 010 OJHOTO 3 TOJIOBHUX TPEHIB APY-
ol IOJIOBUHY 2010-X — PeaKTyaJlisallil po3MOBU IIPO POJIb KiHOK Y KyJIbTypi
it cycminbersi. IeTopis ykpaiHchKOTO MECTEIITBA 3HANA LTy ILIEANY TalaHo-
BUTHUX Xy,Z[O}KHI/I]_[I)S. VTim, 10 2010-X POKiB poJIb sKiHOK B apT-IIpolieci oOMe-
sKyBasacs, AK IPaBUJIO, IPYTropATHUMH nosuniamu. HaBiTe y MeHem:KepChKii
C(1)epi sKIHKaM pifKo JicTaBajncA KEPiBHI Iocagyu — y IIePEBayKHO FKIHOYMX
KOJIEKTUBAX OiIbITOCTi IEHTPAJIBHUX MY3€iB JUPEKTOPAMU YaCTO CTaBaJIN
IIpe/ICTaBHUKY «CUIIBHOI CTaTi».

¥V 2010-X BinOyBcs KapIUHAJIBHUIL, X0U Ha IePIITNii IOIJIA i HelloMiTHWMII Ite-
peBopor. ChoromHi, AKINO NOIIAHYTH Ha PO3TANTyBaHHA CHJI B YKPAIHCHKOMY
apT-icTeGminmMenTi, Bltagae y Biui qucnpornopiiiiHa IPpUCYyTHICTD sKiHOK OY-
KBaJBHO Ha BCiX mosuniax. JIupekTopku iHCTUTYIIiil, KypaTopKH, ;KypHAJIiCT-
KU, TOJIOBHi peJaKTOPKH BIJaHb IIPO MUACTELTBO, apT-KPUTUKWHI, raJIEpUCTKH,
cuiBpoGiTHUII poHIB i HAlIpi3BHOMAaHITHININX TPUBATHUX iHIilliaTUB — AKINO
Iie IeCATh POKIB TOMY cepeji BEpXiBKH AiA9iB YKPaiHCHKOI'O MUCTEITBA GYIIO
BiZICOTKIB 40 sKiHOK, TO 3apas3 14 1ucpa, IeBHO, HAGIUKAETHCA 10 80—90%.

8 Joxrmannimre npo &xiHOK B yKpaiHcbKOMY MucTenTBi 1uB. YoMy B ykpain-
cbKkoMYy MucTenTBi € Benuki xynoskuuni. PinchukArtCentre, 2019.
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basxanna cripasii ryqHO 3aABUTH ITPO BIACHY Cy0 €KTHICTh IIPUMATILIO JIUIIIeE

B 2010-X pokax. Ile 30Bcim He o3Havae, o B YkpaiHi He Gyiro AucKycil mpo de-
minism. Il mpoGremaTrka HelmpsAMO apTHKY.TIOBAIACA B MUACTEIITBI IIIe 3 1990-X,
KOJIM BifIGyBaJIMCs BUCTABKY, 10 PoGIeMaTusyBain poub kinok®. Ha noyatky
2000-X OJHY 3 IIePIINX APTHKYIHOBAHO (DEMiHICTUYHIX BICTAaBOK OpraHizyBa-
1a B HCM npu HaYKMA rypatopxra Oiseca Octposcbka-Jliora. 3 kinng 2000-x
cpeminicTruani Bucrasku npoBoguTs y [IBK kypaTopka, Xymoskuun it akTusict-
ka Oxcana Bproxogerpka'®. Temy peminizMy B 2010-X po3BUBaIa TOCITiTHUILA

if roToBHA pefakTopka BujanuA «[ennep B neranxax» Tamapa 3no6ina.

3a OCTaHHi TPUAIATH POKIB KiJIbKiCTh KIHOK, IIT0 3afIMaJINCA MECTEIITBOM,

B YkpaiHi, HeyxuibHO 3pocrasa. Cepel roIOBHIX iMeH HOBITHBOI icTopii MucTe-
nrBa — yyacuuii Hosoi xsuii Banepia TpyGina ra Haransa Qinonenko, men-
TpaJIbHA IIPeICTABHUIISA MUCTELITBA 1g90—2000-X Mapuna Ckyrapesa i Brana
Painko, aka 3’aBuincs Ha apT-cueHi B epmiil mosoBuHi HynboBux, Mamra I1yo6i-
Ha ta Anepruna Kaxinze, yaacuuni P.E.I1L JHanna Kaguposa, Jlana Hakoneuna

i Keenisa I'nnimnpka, xymoskauni kona rpynu SOSka beia Jloradosa it Anna
Kpusennosa, a Tako:;x €prenis binopycens, Anina Axky6enko, Anina Knefirman,
Amnna 3Barinnesa, Jlio6oB Marirosa, Mapia Kynuroscbka, [lap’s Konxsmosa, Ani-
Ha Rommmma, Hina Mypamikina, Kara €pmosnaesa, Anrirona ra immri.

MNoeTmka npoeiHuii
Ta HoBa kKny6HicTb

XTOCh MOsKe CKa3aTH, o apT-cpepa gicTanaca B yIpaBIiHHA ;KiHKaM K HU3b-

Ackpasum peHoMeHOM ITOCTMaliTaHHOI YKpainu cTasa op6iTa XyJ0KHUKIB

KOKOHKYPCHTHE CEPENOBUIIE, A€ TOC1 KPUTUIHO MaJIO I'POIIEH 1 CyCIILIBHOL i TBOpUMX AiA4iB, yMOBHO 06’€JHAHNX HABKOJIO aHAEI'PAYHIHOI'0 HIYHOTO

Homranu. Xai Tam AK, aJI€ MUCTENTBO CIIPaB/l CTA€ 3K1IHOYO0I0 TEPUTOPIEIO. K.Hy6y <<ECbip>>. HpOI‘paMHHfI I‘e,I[OHiBM, iHTepec 1o eJIeKTpOHHO'l. MY3UKH,

aKTHBHE KJIyOHe JKUTTA I eCKaIlisM — CBO€piJHa KOHTppeakIlid Ha HaaMip-

He apro saGysaru, mo B CPCP mmre 3 1920-X pokiB 3Bydasno Garato Tem, 10 00- HY IPUCYTHICTH HOMITUIHOTO JKUTTSA B KPAiHi, TPABMOBaHiil KOH(IIKTaML.

T'OBOPEHHA AKUX 3aX1IHE CYCIIIbCTBO JINIILJIO JIUIIE B KIHII1 XX cromiTTa. O,I[H&I{ [apaJoOKCATIbHO, aJie caMe XYJOKHUKH i1 akTUBiCTU — 3&BCi,I[HI/II(I/I

Y Papsinceromy Corosi icryBana auBHa cymint (peminicTHaHOT puTopuky Ta nporo KxyOy (E€srenis Moxsap, lana bpesxuesa, Onexcannp Hoxrmii, Anina

HaJ3BNU4YanHO1l M13OI'1HI11. Ha,JIaI.HTy'BaHHH Ha 61,Z[H1CTL 1 MIHIMaJI13M IT1TKPIILIIO- HKy6eHKO) CTAJIN KICTAKOM iHiHiaTI/IBHOI rpymu, SKa HpoTATOM KIJIBKOX pOKiB

Bigeoincranaiis, 2017—2018

BaJIoCA ITICJIIBOEHHOIO TPaBMOIO, a/I3K€ 3d B1IACYTHOCT1 3arn6aux Ha BiiHi BUBYAJIA CI/ITyaHiIO Ha CXO,Z[i KpalHI/I it pO6I/IJIa [POCKTHU B Hﬂﬁ,[[el'[pﬁCHBHi]HHX

J0JIOBIKiB sKiHKU IepeGupaIn Ha ceGe II0UaTKOBO Y0JI0Biui mpodpecii, GyxyBanu

Anina Kneiirman. Criurait y Mamu

perioHax, AKi mocTpaskjaau Bi BOEHHOTO KOH(IIIKTY.
KHIBCBKUIA METPOIIONITEH, IPaIoBaIN B KOJITOCHAaX, CAMOTYKKI BUXOBYBaJIN

nireit. Ak Hacainok, no Mmomenty posnaxy CPCP pagsanchrnx ;kiHOK XBUIIIOBA- [N

9 Karepuna Axopaenxko. «Por memysu»: mepmi cripo6n dpeminicTmaHmx
BucraBok. Korydor, 9 nucromana 2018.

JIV He TaK NMUTaHHA PiBHOCTI, AK MOKJINBICTH IIOBEPHYTH CO0i ITpaBoO Ha sKiHOY-

HicTb. CBOGOI0I0 B 1990-Ti Ta 2000-Hi CTaBaJIo IIpaBo OYyTH, 30KpeMa, ii cIa6K0I0
[ ]

10 Oxcana DbproxoBenbka. O6pas sxeprBu i emancunania. Hapuc mpo
YKpaiHCBRY apT-cieny i peminizm. Prostory, 3 6epesua 2017.

«J1sIbKO0». HibKa IIOKOJIiHB TOCTPaIAHCHKUX MKiHOK IIPOKIIIN i TIHHIO
MPpii IIPO TPAEKTOPIIO TePOIHD IOIYIAPHAX MIIBHUX OIIEP, AKI 3HAXONIN
omepTA B 0co0i 3aMO;KHOTO IIPHUHIIA, Yepes 10 YKpaiHa y CBiTi oTpuMaia Heox-

Alina Kleytman. Ask a Mom
Videoinstallation, 2017—2018

HO3HAYHY perryTariiio (paGpuKkn HapedeHnX.
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Cum6ios TOCTPOTIOTITIY-|

HUX CEeHCiB i IyXy peiBy, =
IO HECIIOAIBaHO IIOBEPHYB-
csA B yKpaiHCbKe MUCTENTBO
B po3maj TAKKOI IIOCTpaB-
MaTU4YHOI Kpusu, — MaGyTs,
HaGiabII XapaKTepHa puca
Ipyroi nojposunu 2010-X. Io-|
Ka30BOIO IIOI0 IBOI'0 € CAMO-
opranizoBaHa ininiatTuBa /IEs
HE JIE, sika 3’aBuiacsa BJIiT-
Ky 2015-To. llenTpanbHa 1o-
CTaTh IIPOEKTY — aKTUBICTKA
Csrenia Mosap, Aka BuBJyana$
peHOMEH pagAHCBKUX MO3a- i~
IK i MOHYMEHTAJILHOTO MHUC-
renTsa B Ykpaini. [IE HE JIES
cpokycyBamaca Ha KOHTPO-|
Bepciax JEeKOMYHi3aIril —
IPOEKTY  IIOCTMAMJTaHHOIO
ypAxy Ta JOro TroJIOBHOTO

Vova Vorotniov. Documentation of Za/S xid project, 2017

ijeosora — icropmka Ipa-
BUX IepexkoHaHb Bomogumupa B’'arposuda. Mera mekomyHisanii — ocraroune
3HUINEHHA I1aM ATHUKIB paJAHCHKOI erloX® B YEpaiHi. XymZo;KHUKHN 00’ eqHaN-
cs, o6 IePeoCMUCIUTH CHAAIIUHY PaJsHChKOr0 MOepHisMYy i ITpoTHCcTOATH
BapBapCHKIM METOJAM PEBHUTEIIB paguKaabHOI IOMITHKY ITaM ATi.

CrminpHo 3 akTHBicTaMu 3 YKpalHCHKOTO KpU30BOTO MeiateHTpy JleoHizom
Mapymakom i Onsroio I'onuap €srenis Mossp y posnan Kpusu Ha cxofii Kpai-
HH II04aJja BIaIITOBYBaTH OCBiTHI KoH(epeHMii Ta ekcnequnii y mpudpoHTOBi
sonu. li ininiaTusy, 3aBIAKKM AKUM KIIBCHKi XyJOKHUKY I0YaIU PETyIAPHO
BI/I6I/IpaTI/ICH JI0 HEBEJIMKHUX IMPOBIHIIITHNX MiCTEYOK CximHol Ykpainu, HecIio-
IiBaHO CTaJIU TOJIOBHUM IIEHTPOM TAKIHHA TBOPUYHUX cHII. B ykpaiHcekoMy
MHUCTeITBi HaMiTUBCA Kpae3HaBunit 6yM. [Ipyra mosoBuHa 2010-X — IepeBi-
KPUTTA IPOBIHIIII Ta MeJIAHXOJIITHOT TOeTHKY HEBEIMKIX 3aHe[0aHNX JI0-
KaJpHUX iHcTuTyNil i My3eis. [lepmry Bucrasky [IE HE JIE Binkpuim y 2016-my
B KniBChKiil «Tapinmi». 3HakoBuUil mpoekT iHiniaTuBy — ekcnosuiig «Myseit
micra CBiTirorpazg» y JIucuaancsromy kpaesnaBaomy Mysei (2017). [nmmit mpo-
ext kosa aBropis JJE HE JIE — xynosxusa pesunennia «Han borom», mo 3 2015-
ro BinoyBaersca y Binnumi B Gynisii HaniB3aHen0aHoro kinHorearpy «Pocis».
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Bosa Boporusos. [lokymenTania mpoexry 3a/Cxiz, 2017

2017 POKY, Ha TJIi Kpae3HaB4doro 6ymy, Bosa BoporHboB 31iiicHUB ak1miio:
6inpIm AK MicAUb iMIOB MiMTKY 3 pifHOTO MAaxXTapchbkoro YepBoHOTrpasa
JIpBiBCHEOI 061acTi Ha cXix KpaiHu g0 maxrapchkoro JIncnaancbKa, po3Ta-
IIOBAHOTO Ha KOPJOHI i3 30HOI0 BoeHHOT0 KOH(IikTY. [[pakTnunoio meroio
niei mogoposki Oyia mepegada MMaTKa YePBOHOIPAICBKOIO BYT1JIIIA B KO-
nexnilo Jlucmyancrkoro kpaesnasdoro mMyseto. [Ipocrnii sxect i3 HaTAKOM Ha
CUMETPUYHICTH «IT0JII0CiB» YKpaiH! MaB CUMBOJIIYHO 06 €lHATH ABi Taki pisHi
JacTUHU Kpainu. 1pesesor, AKNI XyIOKHUK JOPOroo IyGIiKyBaB y coIliaib-
HIX MepeskaxX, — CaMOJOCTaTHSA I IiKaBa yacTUHA ITPOEKTY.

[le ogna momynAapHa B cepequHi 2010-X iHiniaTuBa, OB’ A3aHa 3 PeiiB-py-
XOM, — apT-IPOEKTH, OPraHi30BaHi B TOJIOBHOMY II€HTPi KHIiBCHKOT'O
eleKTpoHHOro pyxy — KiIy6i Closer. Po3BuToK cTonngHol aHgerpayngHol
KJIyOHOI CIleHN Ta YHcIeHHi MiHipeiiBu y TpoBiHmii 3a yuacTio Xy10:%K-
HUKiB IOPO/IKYIOTh HU3KY POOGIT, OB’ A3aHUX i3 TeMOIO HOBOTO YKpaiH-
cbKOTO peiiB-pyxy. lla ecteTuka 61usbka 10 «xinerepebkoi» poTorpadpii
KiHIA 2000-X — mo4aTKy 2010-X. [I[punnunosuit Haroxoc y Hiil 3po6IeHo
Ha Tpelli, CEKOHJ-XeHJi, BilIMOBI BiJ ifei 3naBaTucsa IUBiIi3oBaHIINMY,
HiX e Hacmpasji, i, HaBIIaky, eHeprifiHOMY ImigKpeciIeHH]i BiOpaniil «1uKo-
ro-JUKOTo cxXoay». CHMIITOMATHYHUI TPOEKT €IOXU — CHiJbHA My3UYHA
iminjiaTuBa xynoskuuka Anaroiis besosa it ginskea l'omwi baGancskoro
«JIroncpka mogo6a». ¥ cBoix kiHoekcnepumenTax — ¢inbpmi «Tabyn»
(2016), a Takox suATOMY Ha iPhone cepiani REGLAMENT (2017), — l'oma
baGancpknii geTajlpHO 3aOKYMEHTYBAaB KUTTA HOBOT'O KUIBCHKOTO aHe-
rpaynny. He meHmI niikaBoio B IbOMY KOHTEKCTi € JOKyMeHTaJbHO-irpoBa
kapTuHa AHaroxis bemosa Ta Okcann Kassminoi mpo Bammipis-peiiBepis
y Kuesi «CBaro sxutta» (2016).

l'onosunii peHOMEH yKpaiHCHKOI peiiB-cIieHN, 3aBAAKH AKoMY Kuis
HaIIPUKiHI] 2010-X cTaB 3HAMEHUTHUM IIeHTPOM CBIiTOBOI €JIeKTPOHHOT
mysuku, — Bedipku CXEMA™. Jlocninskennio Bixsigysauis nporo saxomy
Cama Kypwmas npucsarus npoekt «Paii» (2017). ¥ 2018-Mmy Mooz pesku-
cepu fIpema Manamyx i Poman Ximeii, Aki mpamoioTs Ha Meki KiHo Ta
Cy4acHOTO MucCTelnTBa, 3HANN Miniinem Documenting CXEMA mnpo mio
KYyJIbTOBY BeUipKy.

I  Kate Villevoye. Lose Yourself in the New Sound of Kiev. i-D magazine,
31 May, 2016.
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Vnepep ¥ mimnHyne.
Hac mmcamTin peTpocneKTMsHo

HeromyHnisamis it mop’A3aHi 3 Helo KOHTPOBEPCiiTHI MOMEHTH — IIeHTpaJbHA
TeMa HOBITHBOTO YKPAiHCHKOI'O MICTENTBA. 30epekeHHA PATAHCHKAX MO3alK,
o IX KepiBHUIITBO KpaiHW HaMarajaocs 3HUIIUTH IIiJ BUTIAIOM G0POTH-

0 3 i1€0JIOTIYHIMY CHMBOJIaMHU TOTAIITAPHOI €II0XH, CTaI0 00 € JHABYUM
darxTopom. Pesyibprar MacmTaGHOTO JOCIiTKeHHA Mo3aik, KHura dpoTorpada

12 guitniaa

€srena Hikidpoposa Decommunized: Ukrainian Soviet Mosaics
B 2017 poui. [Ipyra cepia Hikicpoposa «IIpo mam’aTHuEku peciry6aikm» IpucsA-
4eHa KOHTpoBepciam, OB’ A3aHUM i3 TeMOHTAKEM 1 3HUILEHHAM I1aM ATHUKIB
PaaAHCBEOI €IOXMN. HepI/Iq)epif/'IHi TeMH, 3a0yTi cTopiHku icTopil mepeGyBaloTh
y poKyci yBaru ciiJibHOTH XyJOsKHUKIB i aKTUBICTIB, iHTepec AKUX JO IIHU-

tanb nam’ati Hikita Kanan BusHauae mapacosibkoBUM TepMiHOM «icTopiorpa-

iunmii moopoT»™. Cam XyI0KHUK 10 KiHIA TECATHIITTA CTBOPIOE POGOTH

I

12 Yevgen Nikiforov. Decommunized: Ukrainian Soviet Mosaics. Kyiv:
Osnovy Publishing, 2017

]

13 Huxura Kagan. Ha mecte mamaru. XynoskecrBenuslii sxypHai, NelO4,

2018. Ilpo icropiorpacdiuHuii HOBOPOT y MECTEIITBI Ie 3 KiHIA HYJIbOBUX IINCAB
aMepuKaHChbKU# Kputuk i kKypraop lirep Poacrpar. Jeranpuime nus. Dieter
Roelstraete. After the Historiographic Turn: Current Findings. e-flux Journal
#06 — May 2009
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Jleniny, Bepecens 2017
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TIOCTaMeHTY JeKOMMYHi30BaHOTO
mmaM’ATHUKA

Onexciit Cait. I'pa6umi. Incranania y M. KponuBHunbKuit HaBIpoTu

Oleksiy Sai. Rake. Installation in Kropyvnytsky;,

in front of the pedestal of decommunized
Lenin’s monument, September 2017

Ha TeMy ochoBUX TpaBM XX CTONITTA — CTANiHCHPKUX pelpeciii, eBpeiicbKux
norpomis Tomo. [Ipo Mexanismu nam’aTi Ta ckiIagHOIII IXHBOTO (PYHKIIIO-
HYBaHHS — IIPOEKT 2015 poky CBrewii binopycens «36epemo ronosy Jlenina»
B PinchukArtCenre, a Takosx rpacika Japuna Unukana. Y ceprsi 2017 poky
B KosnImHbOMY MicTi KipoBorpazi, HemonaBHo nepelimeHoBanoMy Ha Kpo-
NUBHUIIBKUN, TOTEIIHe BUCIOBIIOBAHHSA HAa TeMy IIOBTOPEHHS iCTOPUYHAX
momuIok 3po6us Ostexciit Cait. Moro rpa6.ri, po3kuaHi HABKOJIO KOIHIIHBO-
ro nam’aTHuKa JleHiny, mocramMeHT Bij fiKOro Micuesi sxuTesni neperBopuIn
Ha caMopoOHUiT MeMopiaJ repoam Maiinany, MaGyTh, HalipeleBaHTHiIe
BHCJIOBJTIOBAHHA IIPO TPUBOTY I PU3MKN JJIA cydacHoi YKpaiHu.

Toukolo nuibHOTO iHTepecy HAIIPHUKIHITI TeCATUIITTA cTae Myseil. 3 2018 poKy
Onecprnm xyznosxuivM MyseeM kepye Onexcangap Poiit6ypn. CrinbroTa, AKa yTBO-
puiacsa Haskojo inimiatTusu [IE HE [IE, rpymyeTsesa TOBKiT HEBEIMKOTO KypHO3-
HOTO 3i0paHHsA PaJAHCHKOTO MUCTEIITBA, CTBOPEHOTO iHiI[iaTHBHIM KOJTOCITHY-
koM Vocumom Byxamaykom B centi Kvuris iz Kiesowm e 3a wacis CPCP.

[Mornan, sBepHennit Ha3al, — XapaKTepHa PUCa OINTUKHE HU3KU MUCTEIBKIX
npoekTiB. Mukona Pignwii y 2016-My 348 (pinsm «Cipi KoHi», IpucBIYeHMil
icropii cBoro npazina-anapxicra, Skl BooBaB Ha MOYaTKy XX CTOMITTA Ha Gowi
Hecropa Maxma. Onekciit PamuHChENI KijbKa POKIB Iparioe Ha TOCIiTKeH-
HAM TBOpYOocTi apTopa-nrictaecaruuka Onopiana 0Op’esa. Y 2019 poui BinGymnacsa
npem epa itoro cpinemy «Hoiip pacamy: cuniit». KapTuna posmnosigae mpo Gynis-
HHIITBO HOBOT'O TOPTOBOTO LIEHTPY 110 cycincTBy 3 « Tapinkoio», oqHuM i3 aBTOpiB
AKOoI B 1970-X pokax craB Duopian I0p’es. 3anenana pajaHcbka MojIepHiCTChKA
OymiBJIA, OTOUeHA HeIPUBAOINBAM Xa0COM HOBOI 3a0yJOBH, — CBOEPiTHMI
CUMBOJI KyJIbTYpHOI cuTyarii Kuesa, ne cygacHicTs, o cTpiMKo gerpaxgye,
HiJIITOBXYe XYAO:KHUKIB 1o Micposrorisaiiii 3aToryn0i ATianTuu pagsaHChKO-
ro npoekry. Ilisupopanancekuii mogepHism Ouekciit Paguncpkuii Ha3uBae
«HamIow aHTHYHicTIo». Cripasi, BuGuparun Mixx MichosroreMmoro pucMepTHOI
MozepHol iMrepil Ta Ge3BUXiAIIO SKUTTA Y KpaiHi TPeThOTo CBiTY, 6araTo XyI0:K-
HUKiB CXHIAIOTHCA 10 Iepirol. PosuapyBanua y mporpeci Ta HeIIporoBopeHicTsb
oinbInocTi TpaBM XX cromiTTs PU3BOIUTH JO qniKcaui’l' Ha icTopil.

Binpamsaiouncs y 4aci, Hac gemaii 9acTime MydaTh IpuMapu MuHyJoro. fckpa-
BUII IpUKJIAJ — BiifHa MOJIITHK TaM ATi, 10 BUOYXHYJIa OCTAHHIM 4acoM i B Ykpa-
iHi, i B ycboMy cBiti. CygacHa JifofnHa, 3 ycima 1i ragkeTaMu, BeIMKAMU JaHUMUA

i MTy4YHUM iHTeIeKTOM cTae Bece Bpas/IMBilllo B nuTaHHAX icropii. Ha mouaTky
XX crommiTTs GoskecTBOM aBaHTapANCTiB Gyr1o MaiiGyTHe. Dernrnr cygacHIX
VKpaiHCBbKAX XYIOKHIKIB — MuHYyJle. HarleBHO, TiJIbKM ITPOrOBOPUBIIIN H1OTO 110
KiHII4, MOKHAa Oy;ie 3 BiTbHOIO TYIIer0o O3MPHYTHCA, HAPEeIITi, y CbOTOIeHHi.
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Maidan Revolution — Farwell to Image.

“In Breughel’s Icarus, for instance: how everything turns away
Quite leisurely from the disaster; the ploughman may
Have heard the splash, the forsaken cry,
But for him it was not an important failure; the sun shone
As it had to on the white legs disappearing into the green
Water, and the expensive delicate ship that must have seen
Something amazing, a boy falling out of the sky,
Had somewhere to get to and sailed calmly on.”
(W. H. Auden. «<Musee des Beaux Arts»)

Events that shook Ukraine five years ago look very remote today. The anni-
versary of the Maidan Revolution, also known as the Revolution of Dignity,
the majority of the Ukrainian society met in the state of apathy and total
disillusionment in the political class mixed with vague but enthusiastic hopes
for the new beginning.

The fatigue resulting from five years of war with the powerful neighbor, con-
stant political turmoil, and unrealized expectations for the radical change of
the system left an imprint on the art circles.

Ukrainian artists succeeded to predict the explosion of the Maidan revolu-

tion. Large scale paintings by Vasilii Tsagolov depicting violent riots or ironic
staged photographs of Nikita Shalenyi related to “Berkut,” the most feared
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Alexander Chekmenev

After the Battle. Color photography, 2014
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special forces of the regime,
created before the beginning
of the Maidan confronta-
tion, became chilling proph-
ecies about the events to
come. Artists smelled in the
air the stinking smoke of the
burning tires before the tires
were inflamed.

N However, they were not

only the forecasters of the
revolution but also its ben-
eficiaries. For a short time,
contemporary art in Ukraine
| not only gained the lost

. M social function but turned
into a vital instrument of
revolutionary change.

During the winter of a013—
2014, Ukrainian artists unex-
pectedly found themselves
in the detachments of the
Revolutionary Insurrection
Army, commanded by the
anarchist Nestor Makhno in
1918—1921, on the barricades of the besieged Madrid in 1936 or on Parisian streets
in 1968. If the geography of their time travel could correspond to personal pref-
erences, the ratione temporis was common. They returned to the 20th century,
the period when contemporary art was both political and relevant.

One of the potent signs of such unexpected return was a resurrection of the
art of the poster. Sharp politically charged images designed by numerous art-
ists and amateurs, circulated on the net for download, printing, and dissemi-
nation, instantly covering the walls of the Ukrainian cities. Different political
protests turned into involuntary (or voluntary) art performances.

One of such performances gave birth to the iconic image of the Maidan Rev-

olution. On December 7, 2013, Markiyan Matsekh, a young musician, decid-
ed to play Chopin’s Waltz in C-sharp minor in the front of the police lines.
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A photograph of a young man playing piano painted in the Ukrainian national
colors facing the formation of police blocking access to the government district
became viral and soon was published on the first pages of the leading interna-
tional newspapers. The slim figure of the pianist vis-a-vis the armed to the teeth
policemen looking with their helmets and shields like some medieval villains
became a symbol of the protest against the brutality of the authoritarian state.

It was a powerful iconic image, not less powerful than a photograph of a lone-
ly protester facing a tank on the Tiananmen Square. However, quite soon, the
picture of Matsekh playing Chopin on the winter street of the revolutionary
Kyiv was practically forgotten. It was not frequently reproduced during the
celebration of the anniversary of the Revolution of Dignity and hardly re-ap-
peared on the pages of the foreign newspapers. The same fate was awaiting the
images of the burning inferno of the revolution violent stage, striking photo-
graphs of the war in the East or the debris of the Malaysian Airlines Flight 17
hit by the Russian missile over the sunflower fields of the Hrabove village.

Such obliviousness was connected not to the general indifference to the
events in Ukraine, but to the changes of perception influenced by the digital
revolution. Paraphrasing the famous maxima of Andy Warhol, it is possible
to say that today, every photograph could become iconic for fifteen minutes.
Massive overproduction of images by millions of people clicking their mobile
phones continually led to the total depreciation of “iconicity.” The images of
violence and despair pouring from every corner of the world became a daily
reality of both the dying out printed media and the blossoming online news
outlets. The dead Syrian boy on the Greek beach or the Ukrainian protester
playing piano at the dump Kyiv street have the same claim for empathy in the
situation of the current attention deficit.

As if experiencing a strange memory disorder, we can better remember the
images of the “Kiss on the Times Square,” the Vietnam War or the Warsaw
Ghetto than photographs of triumphs and tragedies happened just yesterday.
The canon of iconic images became the completed book of the past. Its
finality is proving not only the irrelevance of contemporary photography but
also the insignificance of the tragic events for those of their remote observers
whose lives they didn’t influence directly.

The critics and academics felt the danger of such changes, but Stuart Frank-
lin, the practicing photographer, working for the Guardian, provided the

best formulation of it. He wrote, “The new accelerator is social media, where
images barely have a chance to circulate as “iconic” before being replaced by
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others... “Iconic” one moment, then rapidly overtaken by yet more equally
devastating pictures emerging ...”

Overproduction of the images of suffering resulted in indifference. Those
photographs, which could provoke outrage and international outcry just a
few decades ago, are consumed today almost with apathy rarely interrupted
with short outbursts of anger.

Image is losing its power. It is failing to change the world or even to impress
it. Susan Sontag noticed that “I'he memory of wars, however, like all memory,
is mostly local.” In the age of the total attention deficit, we are living through
the time on nationalization of trauma. Understanding that the Syrian dead
will belong to the Syrians, the Ukrainian dead — to the Ukrainians, is in-
creasing the feeling of victims that the world betrays them (such a betrayal is
imaginary sometimes but often quite real).

Unfortunately, the rapidly disappearing relevance of images doesn’t belong only
to the realm of photography. It is difficult to imagine today an artwork with a
fate similar to the “Guernica” by Picasso, leave aside sit-ins in the front of the can-
vas which continually happened in the halls of MoMA during the Vietnam War.

The question is, what is the role of an artist in the world dominated by social
media, flickering images instantly doomed for oblivion, textual communica-
tions shrinking faster than the piece of shagreen in the novel of Honor¢ de
Balzac The Skin of Sorrow?

Boris Groys noticed the problem already ten years ago:
“Contemporary means of communications and networks like Facebook,
MySpace, YouTube, Second Life, and Twitter provide the global popu-
lation with the possibility to post and arrange their photos, videos, and
texts in a way that cannot be distinguished from any other post-concep-
tual artwork ... that means: Today, contemporary art has become a mass
cultural practice. So the question arises: How can a contemporary artist
survive this popular success of contemporary art? Either, how can the art-
ist survive in a world in which everybody has become an artist, after all?”

However, the vision of the philosopher formulated a decade ago was quite
optimistic, “...the fact that everybody became an artist today brings not only
a danger but also an opportunity to the artist’s position in the society.

...To be an artist has ceased to be an exclusive fate — instead, it has become
representative for the society as a whole on its most intimate, everyday level.”
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Groys wrote his text way before the malicious essence of social media was exposed
internationally. During those days, contemporary means of communication seen
through the rose-colored lenses of the digital utopianism appeared as a dominant
instrument of the global democratization. However, the dystopia of fake news

and mass manipulation, putting the very existence of democracy in danger, soon
changed the idealistic concept of the internet connecting the global village. Leaving
aside the political risks posed by social media, it is difficult not to notice the results
of the civilizational shift provoked by the new system of mass communications.

The observation of Groys that “everybody became an artist today” is echoing
the dream of the Marxist theoreticians of the 1920s who believed that art
would die when it stops to be the elitist practice, and every proletarian will be
able to express himself using its means. Today representative of all social stra-
ta can express themselves toying with their gadgets. It is proven that not the
chosen class of the Marxist theory, but humanity in general became caretaker
of the art. Artists indeed lost their “exclusive fate”; however, did they become
“representatives of the society” in the long run remains to be seen. If during
the Maidan Revolution Ukrainian artists for a short time gained such a status,
current situation is different. The problem is not the politics of dissemination
of the artistic message, but the message itself. Moreover, the question is not
only about the content but also about the form of such a message.

Since 1980s when the Ukrainian contemporary art made it first steps transform-

ing tradition of Socialist realist painting into peculiar local form of transavant-
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garde it was dominated by the old fashioned passion for the “grand painting”,
which later in a result of the medium crisis mutated into a vague but dominant
wish to create a “masterpiece.” The new generation of Ukrainian artists didn’t
escape this obsession with the production of the magnum opus, often employ-
ing monumental forms for their conceptual projects. This conceptual monu-
mentalism became a particular specialty of the local art scene. It manifested
itself in such works, as a section of the old brick wall in the shape of the map
of Ukraine (with a fragment of Crime outline broken away from it) by Zhana
Kadyrova. Another example is an installation “The Black Siberia” by Nikita
Shalenyi, for which he used hundreds of black towels manufactured in China
displayed in a way that they looked like the endless Siberian Forest.

However, if the mentioned artists are specializing in the production of the
colossal visual metaphors, the younger generation of post-conceptual artist
deprived of the excessive passion for visuality didn’t escape the national pre-
disposition for gigantomania. The exposition of the Ukrainian pavilion at the
recent Venice Biennale proves such a thesis.

In the age of the digital revolution, the grand narrative of contemporary
Ukrainian art looks outdated. Such outmodedness is giving a certain consol-
ing but erroneous feeling that what is impossible in the West is still possible
in Ukraine, calling in mind the discussion of the 1980s about the impossibility
of novel in the developed countries when it is still was viable in Latin America
because of'its cultural backwardness.

It is interesting that in the age of depreciation of image and domination of the
new oversimplified mass-cult molded by social media and interpreted by Groys as
the “total contemporary art,” the power of narration proved to be less tinted by
new civilizational shifts than other fundamental elements of culture. The resur-
rection of the phenomena of serialization in the form of the TV series is rapidly
becoming a surrogate of the 1gth-century novel published in installments. Such
amutation is proving that the narrative is not killed yet by the Twitter-like con-
densation of a message. The world, which is rapidly forgetting how to talk, is still
able to consume long tales if not in writing, then, in cinematic form.

If the grand metaphor is doomed today for a short life of a mayfly, the story-
telling is still looking possible.

There are different strategies of such a narration used by contemporary

Ukrainian artists. In the time of the disappearance of “iconic” image, Alek-
sandr Chekmeneyv is relying on the old device of the serial photography
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already developed at the beginning of the 20th century by August Sander, the
famous German photographer. Chenkmenev’s series based on the persistent
repetition of powerful thematically united images are morphing together into
the endless contemporary version of Antlitz der Zeit (Face of Our Time), the
famous book of Sander published in 1929. Unlike his great predecessor, the
Ukrainian photographer prefers to produce different but at the same time
semblable portraits of people, photographed in the same context (dwellings of
the poor, hospitals, war zones). In a result of this, his repetitive catalogues of
the contemporary Ukrainian human types became able to relate a story of the
pauperized population suffering or anguish of the victims of war.

The narrative also could be linear, like in the work of an artist Alevtina Kahid-
ze, “The story of Klubnika Andriivna, or Zhdanovka” dedicated to the life of
her late mother in the village in Donbas under the occupation. The artist is tell-
ing a touching and quite a personal story about the survival tactics in the gray
zone controlled by the so-called “peoples republic” of the Russian sponsored
separatists. Her tale is not deprived of the black humor — to call their relatives
in Kyiv people of the village has to go to the local cemetery — the only place,
where for some unexplainable reason the mobile roaming is available.

Narration could also be stripped of any logic and transformed into the crowd-

ing of the powerful subconscious images of pain and despair, like in the series of
drawings “Kyiv Diary” by Vlada Ralko, demonstrating her perception of the perils
of the violent stage of the revolution. The maniac multiplication of the nightmares
divested of any plot and united only by the surreal horror are helping to elevate
the personal pain of the artist to the level of the collective trauma of the nation.

The passion for storytelling also reflected in the video works of Mykola Ridnyi
and Oleksyi Radinskyi. Both artists manifested the trend in the Ukrainian vid-
eo art rapidly moving in the direction of the narrative documentary cinema.

However, such works created during the revolution and the first stages of the war
appeared at the moment when a narrative was needed, and stories had to be told.
They proved that the art created in the time of plague had to be about the plague.

The question is, what is the future of these works and their creators? What
can artists do in the period when the plague lost its novelty and instead of the
high tragedy of the first days of the disaster turned into everyday reality, into
something happening on the background? Could they be able to find another
story to tell as powerful as that one which was already told?
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‘What will happen to the works reflecting the reality of the Maidan revolution,
when both the artistic creations and the revolution itself so fast acquired the
patina of history? Will they be forgotten as the once iconic photograph of

the piano player confronting the rough power of the state, or will they collect
dust in the Museum of the Revolution of Dignity, designed by Jan Kleihues
and Johannes Kressner, two respected German architects, if, of course, it will
be constructed one day?

Fallen Idols or the Deficit of Useful Past

“Thou shalt not bow down to their gods, nor serve them, nor do after their works:
but thou shalt utterly overthrow them, and quite break down their images.”
(Exodus, 23.24)

“My friend, if we love truth more than the fine arts,
let us pray God for some iconoclasts.”
(Denis Diderot, Magazin Encyclopédique, 111, 1795)

«Le mort saisit le vif.»
(French saying)

The policy of decommunization became one of the most visible and probably
the most controversial outcomes of the Maidan Revolution. On the one hand,
it manifested the overdue necessity to cast farewell to the Soviet legacy, on
the other, it gained strong post-colonial overtones and developed into the es-
sential elements of an attempt to create new national mythology with strong
ideological aftertaste. Ukrainian iconoclasm was not unique but strikingly
late. The country started to deal with its past nearly two decades later than
other post-communist states from Central Europe to the Baltics.

The impending collapse of the Soviet Union in 199grwas manifested by the
demolition of one symbolically charged monument in Moscow and one in
Kyiv. In Moscow it was a statue of Feliks Dzerzhinsky, the founding father
of the Soviet secret police, adoring a round flowerbed in front of the KGB
headquarters. Dzerzhinsky, known to his comrades in arms under the nick-
name the Iron Feliks fell on the night of August 22, 1991, after the defeat of the
abortive coup against Gorbachev. If in Moscow, the wrath of people quickly
toppled the hated idol with the help of a one not too powerful crane, in Kyiv
situation was quite different. In 1990 protesters vandalized the Monument
to the Great October Revolution — 18-meter-high memorial composed of the
gigantic statue of Lenin made of granite and four much smaller bronze stat-

67_



ues of representatives of the revolutionary masses. The monument dubbed
by Kyivites “Gulliver and Lilliputians” was covered by obscene graffiti. It was
the only possible way of profanation. The protesters were not able to destroy
such a colossus. In contrast to Moscow, Ukrainian officials decided not to
leave the initiative to the masses and quietly demolished the Lenin’s shrine a
month after the failed coup. The Square of the Great October Revolution was
renamed the same year into the Maidan of Independence destined to become
the location of all forthcoming Ukrainian revolutions.

The fall of two Soviet idols on the eve of the collapse of the USSR heralded the
impending liberation from the oppressive past, but somehow it never arrived.
In Russia, the euphoria of rejection of the communist legacy proved to be
short-lived. After the declaration of the independence of Ukraine in 1991, the
country’s initial approach to toponyms and monuments was not too different
from the policy of its Russian neighbor. Despite an outburst of widespread
iconoclasm in the western part of the country hundreds of Lenin statues of
all possible shapes and materials (from granite to plaster) adorned central
squares of Ukrainian cities and villages.

After toying with the idea to organize an equivalent of the Nuremberg trial
against the communist party, Yeltsin’s government doomed to struggle with so-
called red-brown opposition composed of communists, and rightwing nation-
alists decided to reverse history not by destruction but by construction. Three
years after the fall of the Soviet Union the reconstruction of the Cathedral of
Christ, the Savior detonated in 1931 on the order of Stalin started. Such rebuild-
ing had a symbolic role. The biggest cathedral of the Russian church had to be
erected again nullifying the history of the country and manifesting new ideo-
logical turn — hope to use religion once rejected and prosecuted in the atheist
state as a part of the new ideology of independent Russia. Ukraine swiftly fol-

lowed the example and started to resurrect not one, but two ecclesiastical build-

ings destroyed in Kyiv during the first half of the twentieth century. In 1994
president Leonid Kravchuk signed an order to reconstruct the mrth-century Ca-
thedral of Dormition, the main church of the Kyiv Pechersk Lavra monastery
destroyed in 1941. (There are conflicting accounts of this destruction. According
to one of them the cathedral was detonated by the Soviet saboteurs, according
to another by the Nazi troops.) The same year the president of Ukraine ordered
to start reconstruction works of the St. Michael’s Golden-Domed Monastery
erased by Bolshevik government in 1934 after the move of the capital of Sovi-

et Ukraine from Kharkiv to Kyiv. In both Moscow and Kyiv, newly restored
cathedrals once destroyed by communists were surrounded by the Soviet
monuments standing on the squares and streets named after the leaders of the
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Bolshevist regime. Lukewarm revision of place names often culminated in such
toponymic absurdities as, for example, a junction of Yitzhak Rabin Street and
the Street of the 25th Chapev Division of the Workers and Peasants Red Army
in Odesa (such cases could be multiplied ad infinitum).

However, if the 1990s semantic chaos of old and new (which in reality often was
not more than the well-forgotten old) reined in both Russia and Ukraine, the
next decade had quite a different agenda. During the presidency of Vladimir
Putin, Russians not only tried to politicize history but also to construct a new
ideology of the continuous empire from the medieval prince Vladimir to his
contemporary namesake. Attempts to adopt the history of the USSR for such a
model were quite painful. The Bolshevist revolution destroyed Imperial Russia
and plunged the country into the bloody civil war. The Soviet campaign against
religion and destruction of the Orthodox Church didn’t fit the new narrative. If
Lev Trotsky and even Vladimir Lenin, still resting today in his mausoleum on
the main square of the Russian capital, were treated as villains — one openly,
the second with poorly hidden scorn, Joseph Stalin, who returned to revolu-
tionary Russia the imperial grandeur was provoking more positive emotions.
However, even though the neo-imperial ideologists labeled the tyrant as an
“able manager,” his manner of management based on mass repressions which
costed population of the USSR millions of victims hardly could be openly em-
braced. Such deficit of the useful past gave rise to the fetishization of only one
historic event which could perfectly fit into the new ideological model. It was
Soviet victory in WWe unashamedly nationalized by the Putin’s Russia. Mil-
lions of killed soldiers and civilians from other republics of the USSR and their
contribution to the victory were disregarded. The role of the allies was in the
best case, marginalized. The new political religion of “great victory” was estab-
lished and instantaneously ritualized. Celebrations of Victory Day turned into
a militaristic frenzy, transforming into recompense for the defeat in the Cold
War and disintegration of the Soviet Union, which according to Vladimir Putin
became “the main geopolitical catastrophe of the 20th century.” The war cult
became compensation for the Weimar syndrome of the post-soviet Russia of
the 1990s and the ideological prelude to the invasions into Georgia and Ukraine.

If new Russian ideology became the myth about the invincible empire, the
construction of the Ukrainian national narrative was focused on the victim-
hood. To the same extent, the Russians were proud of their victories, the
Ukrainians were proud of their defeats. After the Orange Revolution of 2004,
the story of Holodomor (the artificial famine of 1932-1933 provoked by Joseph
Stalin and recognized in Ukraine as genocide of Ukrainian people) dominated
the national historical debate.
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Still memorial sites dedicated to the tragic events of the artificial famine were

rising nearby of the statues of the Bolshevist leaders and Soviet generals of
WWa. Such neighborhood of memorials to victims and perpetrators created
the unavoidable feeling of the cognitive dissonance.

This dissonance had to be removed once and forever both by decommunization
and the new policy of national memory introduced after the Maidan Revolution.

The foundation stone of such policy became heroization of Ukrainian na-
tionalists including such ambiguous figures as Stepan Bendera or Roman
Shukhevich. The Institute of the National Memory of Ukraine tried to con-
struct the heroic myth of the Ukrainian resistance to Polish, Nazi and Bolshe-
vik domination disregarding not only the spotted history of it (accusation in
collaboration with the Nazis, participation in Holocaust, ethnic cleansing of
Polish population) but also its regional character solely connected to Western
Ukraine. An attempt to impose a highly politicized local historical narrative
on the whole country proved to be not strikingly effective. What was em-
braced in the western part of Ukraine was rejected in the east. It seems that
the primary beneficiary of the toils of the institute became Russian propagan-
da for five years screaming daily about Ukrainian fascist and anti-Semites.

Years passed after the Maidan Revolution showed that Ukrainian history
couldn’t provide too much of useful past suitable for oversimplified interpre-
tation. The short-lived Ukrainian statehood of the post-revolutionary period
proved to be too complicated both from historical and from a political point of
view. The leading players were Ukrainian patriots, but at the same time turned
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out to be too lefty for the contemporary official taste. The powerful Ukrainian
anarchist movement which was challenging to accuse in sympathy to the concep-
tion of the state as such remained on the margins of the new national historical
narrative even though two new monuments honored its leader Nestor Makhno.

The notions of resistance and tragedy as the primary paradigm of the new
national mythology were not limited only to political history.

The discourse of victimhood was also applied to the history of Ukrainian
culture. Stalinist repressions against representatives of the national literature
and art were more severe and started earlier than in the other republics of
the USSR. The martyrology of Ukrainian culture was named the “Executed
Renaissance.” The term coined by Jerzy Giedroyc, the well-known Polish writ-
er, became the common denominator for the generation of Ukrainian writers,
artists, and theatre directors dominated the cultural scene during the policy
of Ukrainization in 1923 — 1931. Such a policy was premeditated in Moscow
and adopted in the different Soviet republics under the umbrella term of
“indigenization.” The main objective of it was to destroy the last resistance of
the remains of the old regime and to gain the support of the population of the
national republics by reversing the imperial policy of Russification. Proba-
bly the best outline description “indigenization” could be paraphrase of the
definition of Socialist realism — “national in character, bolshevist in essence.”
The Ukrainian Soviet government implemented “Ukrainization” neck and
crop. The process gave birth to the phenomena of the national communism
and triggered the development of the modernist revolutionary culture. How-
ever, when “indigenization” stopped to be useful and became dangerous, it
was oppressed by merciless repressions directed from the Soviet capital.

The contemporary hagiography of the Ukrainian culture of the period is
stressing its national character but reservedly mentioning if not entirely
omitting its communist essence. The alternative term of “Red Renaissance”
is used rarely. The martyrs of the national culture celebrated as conscious
Ukrainians, but not as radical revolutionaries.

The parliament adopted the law on decommunization against the back-
ground of this highly emotional, but not well-thought through effort to
establish weaponized national narrative opposing both Soviet and Russian
politicized versions of history. According to the observation of artist Olek-
sandr Roytburd decommunization was not so much struggle with commu-
nist ideology as with Bolshevist legacy. Such legacy was interpreted as the
colonial heritage per se (despite broad participation of numerous “lat-
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ter-day saints” included in the new Ukrainian menology in the deeds (and
crimes) of the Bolshevist regime.)

In 2015 Ukrainian Parliament adopted the so-called “memory laws,” heralding
the beginning of decommunization. During the next three years, authorities
changed names of dozens of cities and villages and more than 50.000 squares
and streets. The law provoked the mass dismantling of the soviet monuments
nicknamed Leninopad — Leninfall (as snowfall). Nearly 2000 monuments

to Lenin fell around the country. (In a sense it is a shame that the officials
disregarded some voices demanding creation in Ukraine a park of sculptures
of the totalitarian period modeled on the Hungarian example. The open-air
museum with two thousand Lenin’s statues obviously could become an inter-
national landmark.) However the problem was not too much the leader of the
proletarian revolution, but the monuments to the Soviet generals and soldiers
commemorating the WWIL Russia appropriated the “great victory” and by
the very fact of such appropriation made it problematic for Ukraine. The new
historical narrative stressed the fact that Ukrainians found themselves on
bthe both sides on the divide fighting in the ranks of the Red Army against
the Nazis and against that very army in the nationalist underground. The new
laws created a loophole decreeing demolition of the monuments to the soviet
officials and preservation of the memorials to the heroes of the anti-Nazi
struggle (who often happened to be the same persons.) Such ambiguity added
oil to the fire helping the opposition in the east to struggle against the demo-
lition of the monuments to the “great victory,” understood and interpreted
according to the Moscow guidelines.

Another unexpected problem was the decision on the removal of the Sovi-
et emblems equalized with the Nazi symbols. (Numerous post-communist
states adopted similar laws before Ukraine.) Heavy-handed execution of
the law provoked destructions of numerous mosaics created in 1960s —
1980s. Monumental mosaic panels became a specific genre of the official
Ukrainian art after the Kruschev’s thaw. Used as decoration of various
architectural projects, they played an essential role in the urban space of
the country. These mosaics stylistically reflected modernist influences
common for the socialist realism of the post-Stalinist period. In the ma-
jority of cases, they had propaganda topicality, but it often was not more
than the render to Caesar. The best examples of such decorative, colorful
compositions were not about content but form. It is not surprising that
many Ukrainian non-conformist artists found refuge in the production of
the “mosaic propaganda.”
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The Ukrainian art circles opposed the official decommunization. Such a rejec-
tion was a demonstration of disagreement with the new “national memory”
policy. However, the main reason cited continuously by different representa-
tives of the art community was aesthetic — artists loudly expressed their con-
cern that the official iconoclasts could throw out the baby with the bath water.
The low artistic quality of the majority of sculptural monuments endlessly
produced on the Ford conveyer belt of the Soviet Art Production Corporation
didn’t leave too many arguments to defend them. The exception which attract-
ed attention was the equestrian monument to Mykola Shchors, the commander
of the Red troops active in 1918 —1919, erected in Kyiv in 1954. His historical
importance was more mythological than real. On request of Stalin Oleksandr
Dovzhenko, the famous Ukrainian film director, created a film dedicated to
Schchors in 1939. Cinematically superb this exercise in the Stalinist hagiogra-
phy established the myth of the fearless commander of Ukrainian Bolsheviks.
In a certain sense, the monument erected in Kyiv was not too much to the
historical figure as to the fictional character from the Dovzhenko movie.

The majority of the art community opposed the demolition of the statue.
Some, like Oleksyi Radinsky, stated that “Soviet communism collapsed, but it
remains an easy villain to be blamed for every disaster that engulfed Ukraine
with the advent of its successor: capitalism.” According to the artist, removal
of the monuments after three decades of the post-communist rule can’t solve
the problems of the country.

The rejection of the planned demolition by other artists was based on the
shaky ground that the monument in question was the only equestrian statue
in the Ukrainian capital. Oleksandr Roytburd called to inscribe on the ped-
estal that the memorial is dedicated not to Shchors as a real figure but to the
artistic dream of Oleksandr Dovzhenko.

The resistance to the legalized iconoclasm by contemporary artist combined
of the left salon frond and aesthetic consideration was perfectly summarized
by Nikita Kadan, who suggested that all communist monuments had to be left
in their places forming the open space (and country-wide — K.A.) museum of
ideology and propaganda. The only change he proposed were inscriptions on
the pedestals of the monuments.

Interestingly, the reaction of the Ukrainian contemporary art community to
the iconoclasm was quite typical for the Fastern and Central Europe. Krzysz-
tof Wodiczko, the well-known Polish artist, fascinated with the symbols of
power, noticed that:
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“Watching the monuments to Lenin destroyed made me think that there
should be a public discussion before any of this is irreversible. The sculp-
tures are witnesses to the past, memorabilia of the monstrous past.”

Wodiczko believes that “the past must be infused with a present to create a
critical history.” Kadan, in a sense echoed his words, when he called for the
formation of the new memory policy based on the existence of oppositely
directed narratives in one space.

Unfortunately, in Ukraine past was infused by present since the declaration
of independence in 1991, but didn’t result in the establishment even of the
slightest notion of the critical history. The struggle of the colliding narratives
not only exist but turned into a Manichean battle of good and evil (the sides
are selected according to the personal believes).

In contrast to their North American counterparts supporting the destruction
of the Confederate monuments without any sentiments about their aesthet-
ic or historical value, Ukrainian contemporary artists selected the path of
the half-hearted protectors of the past. Their views fermented by the liberal
opposition to the rough official policy of memory and the agrestic nation-
alism of the ultra-right. However, the artists forget the recommendation of
Karl Marx, that “humanity should part with its past cheerfully.” What Guy
Debord called “the self-portrait of power” had to be removed, the question
was not the necessity of such removal, but its tactics.

Ukrainian artists were much more successful in processing decommuniza-
tion in their artworks than in their statements. Yevhen Nikoforov produced
an impressive chronicle of the fallen idols. His photo-series dedicated to the
propaganda mosaics neglected and doomed for destruction or images of

the demolished monuments fragmented and thrown around the backyards

of official buildings deprived of didactic notes. The photographer honestly
recorded the historical and political shift. Perhaps the words “Sic transit...”
could be adopted as a moto of his series. One of the most impressive images
created by Nikiforov is a photograph of the monument to the 1st Peoples and
Workers Cavalry Army active during the Civil War. The memorial was erected
in 1975 near the village of Olesko in Lviv region. From the historical point of
view, the location of the monument was dubious. In 1920 the army, which took
part in the Bolshevik war against Poland was bogged down in the area. The
slowdown of'its advance led to the defeat of the Bolsheviks in the battle of
Warsaw. The memorial created by sculptor Valentin Borisenko and architect
Anatoliy Konsulov became probably the most innovative monument in Soviet
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Ukraine. Thank for the usage of the original loadbearing construction two
equestrian figures of the Red Cavalrymen were levitating in the air. The pho-
tograph of Nikiforov represented the statue practically gnawed round — only
a part of the front rider remained attached to the framework. Ironically the
monument to the Red cavalry was not demolished as a result of decommuni-
zation but was brutalized by the local population looting expensive bronze to
sell it at scrapyards. (Unfortunately, the sculpture group situated near Olesko
became not the only victim of the “spontaneous decommunization.” Some
mosaics and sculpture often deprive of any Soviet symbolism were destroyed
by different commercial entities eager to free space for their projects using
decommunization as a cover of continence.)

Nikita Kadan dedicated few projects to the critical interpretation (or, to be
precise, the absence of it) of the predominant narrative of so-called Ukrainian
avant-garde. The critique of the artist directed against the one-sided history of
Ukrainian art and hagiography of the national modernism sounds so far as a
cry in the desert. Ukrainian art historians are too busy with myth-making and
discussions was Kazimir Malevich a true Ukrainian artist to start so needed
revision of the sugar-sweet tales presented as a narrative of the national art.

In 2016, Nikiya Kadan implemented a project called “Repetition of Forgive-
ness,” which, according to the artist, was concerned “with contemporary
politics of memory in Ukraine.” Kadan created monumental photomontage,
placing images of the Orthodox stylites borrowed from the 14th-century fres-
coes on the pedestals of the demolished monuments to Lenin.

Unwilling artist (Unwilling artist or unwillingly?) not only made an ironic
statement but pointed to the severe danger. Stanislaw Jerzy Lec, the famous
Polish satirist, wrote, “When smashing monuments, save the pedestals — they
always come in handy.” The recent events in Ukraine are putting under the
question irreversibility of the policy of decommunization, which just yes-
terday looked like the final if not too elegant farewell to the Soviet past. The
pedestals are empty indeed. What will be erected on them is a question of the
future of the country. As we recently learned, the struggle of the colliding
narratives is not finished yet.
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Pesomtonia na Maiimani — mporanHA 3 00pa3oM.

Hanpurnan, B «[kapi» bpeiirens — ax Bci BizBogaTs oui
Hami Bixg nuxa. Paraii 3a miayrom He xo4e

Kpury npo nomiu moayru, fioro He CTPUBOKUB CILIECK
I, oueBnHO, HITPOXH HEe CXBHUIIOBAJIO,

ITo 6ini HOorm yuics ixyTs mix 3exeny Boxy;

A Bumykanuii KopaGeib, 3 AKOTO BCIO Ty IIPUTOLY
Bupao wymoBo — XJIOIIYMK ke BIaB 3 HeGec! —

Mas, nneBHO, BIacHy MeTy — HY I ILTUB /10 Hei IIoMaJry.

Bicmen X'io Oden
B wy3ei o6pasomeopuozo mucmeymea
Ilepexnadau: M.Cmpixa

Ionii, Aki ckonuxHyIN YKpaiHy, HUHI CIPUIIMAIOThCA AK IIOCh TYsKe Jajeke.

Piunwuiio €Bpomaiinany, Takosk Bizomoro sk Pesostonis I'innocTi, 6Ginpma
YacTHHA YKPAIHCHKOTO CYCIILILCTBA 3yCTPLlla y 3MIillIaHOMY CTaHi amatii

i CyIiTBHOTO po34yapyBaHHA B HOJITUYHUX €JIiTaX i HeleBHOI, IpOoTe MalKol
Ha il Ha HOBUI IT0YaTOK.

BucnaskeHHs, BUKJIMKaHe I’ ATbMa POKaMU BiifHU 3 MOT'YTHIM cycizom, 1o-
CTIlHUM MOTITUYHUM Ge3/1a/10M i HecIIpaBIsKeHUMU OYiKyBaHHAME PaTu-

KaJIbHOI 3MiHM CHCTEMH, BILIMHYJIO il HA MUCTEIbKi KoJIa.

VEpalHChKUM XYZOKHUKAM BIATOCA Iepeq0adnuTy BUGYX PEBOJIIONIT Ha
Maiimani. Macmradui nosorna Bacuna [laromnosa, mo 3o0paskany 3amexJi
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Yevgen Nikiforov. On Republic’s Monuments

Color photography, 2014—2018

Bren Hikidgopos. 0 I1IaM ATHUKHI PEeCITyOJTiKn
c H 11 ’ yo

Konwsoposa cpoTorpadpis, 2014—2018

3aBopylIeHHA, a6o iponiuni mocranoBouHi pororpadii Mukurtu [llanentoro
Ha TeMy «bepkyTar, HaliGiapII IAYHOL CHIIN PERUMY, CTBOPEHI 1IIe 10 IToJart-
Ky npotucrosaug Ha Mafizani, cTany ImxoBicHUMHE IIpOpoITBAMU MaiioyT-
Hix mogiit. MuTni BiguyBasu B HOBITPi iTKMit TUM IalaloYuX MIVH ime 10
TOTO, K Ii IIMHK OYJIO 3aIlajIeHo. YTiM, BOHU GyJIH He JINIE IPOBiCHUKAMHA
peBourtorii, a it orpumanu 3 Hei 3uck. Ha kopoTkuii gac cydacHe ykpaiHCbKe
MHCTELTBO He JIUIIe BiTHOBUJIO BTpadYeHy GyJIo colliasibHy (pyHKIIi0, a if I1e-
perBopuIIoCcd Ha ;KUBUI iHCTPYMEHT PEBOJIOLIHUX 3MiH.

IIpoTarom 3uMu 2013—2014 POKiB YKpaiHCHKi XyIOKHIKU HECIIO1iBaHO OIIU-
HsIHCA B 3aroHax PeBourfoniliHoi moBcTaHChKOI apMil Iif kKoMaHyBaHHAM
anapxicra Hecropa Maxma B 1918—1921 pokax, Ha 6apukagax Mazxpuza B 06710-
31 1936 poky, Ha Bynuuax [lapuska B 1968 pori. ko reorpacpis ixHix yapHux
IoIoposKeil 3a1eskana Bifi 0cCOGUCTUX BIIOJ00aHb, TO ratione temporis — 00-
cTaBUHU Yacy — Oyinu cuinbHuMu. Bonu noseprynuca y XX cToiiTTs, Kon
cydacHe MHECTenTBO OyJIo i momiTuaHuM, i 3aTpeGyBaHIM.
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Opnwiero 3 mepeKOHINBUX 03HAK I[HOT'O PAIITOBOTO IIOBEPHEHHA OYJI0 BiJpo-
IFKeHHA IJIaKaTHOTO MUCTenTBa. ['ocTpi, moniTuuHo 3apan:xkeHi 306paKeHH,
CTBOPEHI YNCIEHHNMH XyJOKHIKAMHU i aMaTOpaMu, HINPUJINACA iIHTEPHETOM,
3aBaHTaKyBaJINCA, TPYKYBaJINCs, PO3TOBCIOIKYBAINCA 11 HETallHO ONIMHAJIN-
cs Ha BYIUIAX YKpaiHchbKUX MicT. PisHi momiTuani aknii MuMoxiTs (4u camo-
XiTh) epeTBOPIOBATINCA HA MUCTEIbK IlepcpopManc.

Opwmn i3 Takux mepcpopMaHciB cTaB BiyaabHOIO Bi3sUTiBKOI0 €BpOMaiifamny.

7 TPYAHA 2013 POKY Mostofnii MysukanT Mapkian Mamex Bupimms sirpatu
«Banbe no-mies minop» lllonena nepen nomineiicskum koppouom. Qororpadis
MOJIOZIOTO YO0JIOBiKa, 0 Ir'pae Ha po3dpapOoBaHOMY HaIliOHAJIbHUMU KOJTbOPaMHU
iHcTpyMeHTi, Ha poHi pAniB mominii, AKka 6I0KyBalIa JOCTYII 10 YPAILOBOTO KBap-
Taly, CTaja BipycHOIO i He3aGapoM 3aIl0BHHJIA IIIIAJIBTY IPOBITHNX BUJAHb CBi-
Ty. TengiTHa mocTaTh NiaHicTa Biu-Ha-Bi4 3 030pO€HUMH 10 3y06iB MOMilleiCEKN-
MM, IO 3i CBOIMU IIOJIOMAMH i IUTAMA HAralyBaJIl CEPEIHLOBIYHINX BOAKIB,
CTaJjia CUMBOJIOM IIPOTECTY IIPOTHU FKOPCTOKOCTi aBTOPUTAPHOIO PEKUMY.

To 6yB nory:;xHwuil 06pas, He MEHIII IOTYKHUI, Hisk (pororpadpis nmporecry-
BaJIbHUKA Ilepe] TaHKoM Ha Iuromi TaapanbeMens. OnHaK 10BOJII MIBHIKO
cBiTaimaa Marexa, mo rpas [llorrena Ha 3MMOBill ByJIHITi OXOILIIEHOTO PEBO-
mioniero KueBa, mpaxkTuyano 3a0ynacs. [Ipo Hel HewacTo 3ragyBanu mizg gac
cBATKyBaHHA piuHui PeBomtonii I'inHocTi it Maiiske HikoIN He TOBepTaIN Ha
mnajgbTH iHoseMHi Buganu:A. Taka cama moJis criTKaia 300paskeHHSA BOTHA-
HOTI'0 IIeKJIa HACHJIbHUITBKOI (pasy peBoutollii, Bpaskaiodi poro BiltHM Ha cxopi
Ta 3HIMKU yJIaMKiB Masaiisilicekoro saitnepa MHI7, 36utoro pociiicbkoio
PaKeToIo HaJl COHANTHUKOBHM ITojieM 6ind cena ['paGose.

ITe 3a6yTTs GyIo OB’ A3aHe He 3 3aTAJIBHOIO OAllTy:KicTIO /10 mMoAiit B YKpaiHi,
a 3i sMiHOIO y cripmitHATTI Nif BrtmBoM nudposoi pesodioriii. Ilepedpa-
30ByIouu Binomy makcumy Engi Bopromna, MoskHa ckasaTu, o HUHI KoskHe
¢oTo MOsKe cTaTH 3HAMEHUTHM Ha I ITHATIATHh XBUIUH. MacoBe mepe-
BHPOGHUIITBO 300paskeHb MilbiloHAMU JTI0Teil, o Ge3IepepBHO THIA-
I0Th y €BOI Tejle(pOHH, IIPU3BEJIO O TOTAIBHOIO 3HEelliHeHH 3HAKOBOCTI.
JoOpaskeHHA HACHUJIIA Ta Bigdalo, 1o HaAAXOIATh 3 yCiX KyTKiB cBiTYy, cTa-
71 OyZEeHHOIO pealbHICTIO i 3aHeNalnX JPyKOBaHUX MeTia, i po3kBiTInx
oHjnaiH-inpopmarenmiii. | MepTBuil cupifichKHIl XTOMYUK Ha IPEIIBKOMY
ILULAKI, #f yKpalHCBKHII TPOTecTyBAIBHUK, IO I'pae Ha popTemiaHo Ha
3abapUKanoBaHiil KHTBCHKill BYJIHIIi, 0THAKOBO IPEeTEeHTYIOTh Ha CIiBUYTTA
B TEINEPIMHINA cuTyarnii ;[eq)iulxrry yBarm.
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Hi6u crpaskmatoun Ha fuBHUMIT Po3jaj mam’ ATi, MU Kpallie 1aMm aTaeMo o6pasu
«lloninynky Ha Taiimc-CxBep», Bifinu y B’ernami a6o Bapmascskoro rerro,
Hisk (pororpadpii Buopamrnix Tpiymdis i rpareniii.

KanoH 3HaKOBHUX 300pakeHb — ysKe JONICcaHa KHUTA MUHYJIOTO. Horo 3aBep-
IIeHicTh JOBOAUTH He JINIIe MapHicTh cydacHoi (pororpadii, ate it He3Ha-
YYIICTh TParivHUX IOMIM 1A TUX JaJeKNX CBiJKiB, YMIX ;KUTTiB BOHU He
TOPKHYJIHCA 6e3110cepeHbO.

Kputurwn it HaykoBIi BigdyBaiu HeOe3eKy TaKNX 3MiH, Ta HalKpaIre 1e
cchpopmyniosas Ctioapt Opankiin, dpororpad, mo npamosas y The Guardian.
Bin nucas: «ComianpHi Mepeki — Ie HOBUII IIpHCKOPIOBaY, Y AKOMY 306pa-
sKeHHA (PAKTHYIHO He MalOTh NIAHCY CTaTH 3HAKOBUMH 0 TOT'O, fAK IX 3aMiHATH
inmmi... 3HaMeHNTi Ha OXHY MUTH, a JaJli IX Ha3TOraHAIOTH HOBI Taki cami
MIPUTOJIOMILINBI 00pa3m».

[lepeBupoGHUIITBO 300paskeHb CTPAKTAHHA IPU3BeJIo 10 Gaiinyskocti. Poro-
rpadii, Aki me KiJbKa ZecATUIITh TOMY MOIJIM BUKINKATH 3HAYHUN Pe30HaHC
i MisKHapOJHY peakIlilo, 3apa3 ClIpuiiMalThCA 3 anarielo, 3piJlka IepeMe;KoBa-
HOIO KOPOTKUMM cIlajlaXaM# O0ypeHHs.

306paskeHHs BTPAYalOTh CIUTY. IM He Ba€ThCs 3MiHITH CBIT 91 MTPUHAIM-

Hi Bpasutu iforo. Crlo3eH 3oHTAr 3a3Havaia, mo «llamM’aTe BiitHu, Ak i Bea
IIaM’ ATbh, IIepeBa;KHO JIOKalIi30BaHa». B ermoxy ToraibHOro nedinuTy yparu
MM IIPO;KUBaeMO yacy HarlioHasisanii Tpasmu. Posyminss, mo mepTsuii
cupiens neperimae JIMIne CUPIAIB, a yKpaiHIli MEPTBI I YKpaiHIiB, migcu-
JII0€ B KEPTB Bi9yTTA TOTO, 10 CBIiT iX 3panuB (iHoAi 114 3paja e ysiBHOIO, ajie
JOBOJIi YaCTO — CIIPaBKHA).

Ha sxanp, mBHUIKO 3HUKOMA 3aTpeGyBaHicTh 300paskeHb XapaKTepHa He JTUIIe
1 napunau pororpadii. ChoromHi BasKKO YABUTH TBip MUCTEITBA, AKHUI
Haciysas 6u gomio «leprikn» [Tikacco, yike He Kamyun 1po ak1iii mpotecTty
npotu BiitHu y B’ernami B 3as1i MoMA, ne GyJro BucTaBiIeHO 1110 KAPTHHY.

IIuTanHA B TOMY, IKOIO € POJIb XYIOKHUKA Y CBiTi, /e TaHYIOTh COIliaTbHi

MepesKi, MUTOT/INBI 300paskeHHA IPUpedeHi Ha MUTTEBe 3a0YTTH, a TEKCTH
CTHUCKAIOTHCA IIBUIIE, HisK arpeHesa mrkipa B pomani Onope e banp3aka?
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bopuc I'poiic BkasyBas Ha mpoGiiemMy Iie JecATh POKiB TOMY:
«CyuacHi 3aco6u kKoMyHiKaIil Ta coniagbHi Mepeski, Taki sk Facebook,
MySpace, YouTube, Second Life i Twitter, nanu HacenxeHHIo nIIaHeTH
MOKJIMBICT BUCTAaBJIATH cBOI (poTorpacpii, Bineo it TekeTu Taxk, 1o Ti roai
BiZlpisHUTH Bil OyIb-AKOTO iHIIOI'O MOCTKOHIENTYaIiCTCHKOI'O TBOPY MUC-
TerTBa. A e 3HaYNTB, III0 CyYacHe MUCTEITBO ChOTOITHI CTaI0 MacOBOIO
KYJIBTYPHOIO IIpaKTUEoI0. Tozi MocTae MUTaHHA: AK Cy4acHUU XyTOKHUK
MOsKe IIEPesKUTH ITeil BceHapOoJHUII IIpoliec Cy4acHoro MucrenTsa? AGo: Kk
MO;Ke XyJOKHIK BIZKIBATH Y CBiTi, Y AKOMY KO;KEH CTaB XYZO;KHIKOM P»

Bonnouac pecarnnirra Tomy isnocod oKkpeciioBaB epcIeKTUBY TOBOJII
onTtumictnaHo: «Toil pakT, 10 CHOTOIHI KOKEH CTaB TBOPIEM, MiCTUTH He
JnIe HeGes3IeKH, a i MOKINBOCTI I IO3UITII0OBAHHA XyI0;KHUKA B CYCIIiTh-
cTBi. byTn XymosxHIKOM yike He € 3HAKOM 0OPaHOCTi, — HATOMICTB Temep Iie
O3Havae perpe3eHTyBaTH CyCHiIbCTBO HA HAUGIABII iHTUMHOMY i1 HOBCAK-
JEeHHOMY PiBHi».

I'poiic HammcaB 1€l TEKCT O TOT'O, AK OIPUABHUINCA XUOU CONiaTbHUX
Mepesk. Y Ti yacu cydacHi 3aco6u KoMyHikanii Maau BUTIIAN — Kpi3h poskesi
OKYJIAPH IU(PPOBOTO YTOIi3My — I'OJTOBHOTO iHCTPYMEHTY CBiTOBOI TeMOKpa-
tusanii. OgHak aHTHyTOIIA (PEfIKOBUX HOBUH i MaCOBUX MaHIITynAIiii, mo
migaBasa HeGesIeri caMe icHyBaHHA NeMOKpartii, He3ab6apom 3MiHMIIA ifte-
ajicTUYHe CHPUIIHATTA iHTepHeTY AK TAKOTO, IO 06 e JHY€ II100aJIBHE CeJIo.
OxpiM BUKJINKaHUX cOIiaIbHUMU Mepe;KaMu IOIiTHYHUX PU3UKIB, CKIATHO
He IIOMITHTH HACJiJKiB DUBiTi3anifiHOro 3CyBY, II0 CTaBCA Yepe3 HOBY CUCTe-
MYy MacoBOl KOMYyHiKaIii.

Croctepexenns ['poiica ipo Te, o «ChOTOJHI KOKEH CTaB XYy/10:KHIKOM>,
IEPETYKYEThLCA 3 MPi€lo TEOPETUKIB-MapKCUCTIB 1920-X, AKi Bipuin, mo
MHUCTEITBO 3aTHHe, AKINO IlepecTale OYTH eiTapHOIO IPAKTHKOIO, i KOsKeH
IpoJieTap 3Moske BUpaskaTu cebe BIacHUMU 3acooamu. ChorogHi mpecras-
HHUEH BCiX COIiaIbHUX IIPOINAPKiB MOKYTh CAMOBHPAKATHCS, 'PAIOYHCh 31
cBoimu rajsxeramu. e noBoauTsk, 1110 He 0OPaHUIT MaPKCHUCTCHKOIO TEOPi€lo
KJIac, a BCe JIIOJICTBO 3arajoM CTaJIO CIy;KUATeJIeM-MOIMJIbHUKOM MUCTENTBA.
XyoosKHUKH CIIPaB]li BTPATUIN <00PaHiCTh», Ta UM CTAJIM BOHU PEIPe3eHTY-
BaTH CYCIILJIbCTBO, NizHaeMocs B majekiil nepcrektnsi. fAkmo mix gwac Maiina-
HY YKpalHCBKi Xy/JOKHUKN Ha KOPOTKUII 1epio 37100y/1u 1eii craTyc, HUHi
curyanis inma. [Ipo6iema He suie B TeHIEHITIi po3cifoBaHHA XyI0KHBOTO
BHCJIOBJIIOBaHHA, a I y caMOMY BUCJIOBJIOBaHHi. Bisbi Toro, nuransa He
TIIBKY Y 3MicTi, a i y (popMmi BUCIOBTIOBAHHS.
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Bnapma Panko KuiBebknii momenHnK

paper, 2013—2015

I'padpika, 2013—2015

I3 1980-x poxkiB, Koiu cyuacHe yKpaiHChbKe MUCTEITBO POOMIIO TIePITi KPOKM Bif
Tpaaullii pagaHCHKOIO COLPEalisMy IO MiCIIeBOr'0o Pi3HOBUIY TpaHCaBaHTapAy,
MPUCTPACTh [0 3aCTaPiIoro BeaTnKohOpMaTHOTO ;KIBOINCY JNIIAIACS ITaHiB-
HOIO i ITi3HiIIe, BHACTIJOK KpU3U MeJiyMa, MyTyBaJjla B HEIIeBHE, aJjle II0BCIOJHE
OaskaHH:A CTBOPIOBATH «IefeBpu». [loTAr 10 BUpOOGHUIITBA «MaTrHyM OILyCiB»
HE OMUHYB i HOBE IIOKOJIiHHA YKPalHChKUX XY/I0KHUKIB, i Ti y CBOIX KOHIIEIITY-
aJpHUX IIPOEKTAX 3BEPTANIHCA JO MOHYMeHTanbHuX popM. HoHnenTyanpuumii
MOHYMEHTAJIi3M CTaB OCOGIUBICTIO MiCIIeBOI apT-ClleHH. 30KpeMa, I1e BUABUIIOCA
B TAaKHX poGoTax, AK (pparMeHT cTapoi meryiAHoi crinu y popmi Manu Ykpainu
(3 korTypoM BigTsiToro Kpumy) Mannu Kaguposoi. lle onun npukias — iHcra-
nanis «Yopuanit Cubip» Mukutu [anxennoro, y Akiii 6y10 BUKOpHCTaHO COTHI
YOPHUX PYLIHUKIB KUTalICBKOTO BHPOOHUIITBA, PO3TAIIOBAHUX TAK, III0 BOHH
BUTJIATAIN, AK O€3MEKHINI
CHOipCHKMIA Jic.

Opnnak, AKINO 3rajiafi aB-
TOPH clleliatizyBalnucs Ha
BUPOOHUIITBI MacIITaOHNX
BisyanpHUX MeTadop, MO-
JIOZIIIA reHepanis ITOCTKOH-
IEeNTyaJbHUX XyJ0KHUKIB,
11o30aBJIeHa HaaMipHOI
IPUCTPACTI 10 Bi3yaJlb-
HOCTI, yce k He YHUKJIA
HaIiOHAJHHOI CXUJIBHOCTL
o rirapToMawmii. Excirosn-
1Iig maBinbiiony YEpainu Ha
ocraHHill GieHase y Benerrii
HiJTBEPsKYE IO Te3y.

B eroxy nudposoi peso-
oLl BeIMKNIA HapaTUB
Cy4acHOT0 YKPaiHCBKOTO
MHUCTENTBA BUTJIAJA€E 3aCTa-
pinum. Llg crapomonHicTs
BHUKJUKae XUOHe BiTIyT-
TS — Te€, 0 HEMOKJINBO
Ha 3axoi, ToCci MOKIUBO
B YKpaiHi, — i oskuBIIIOE
B IIaM ATi AUCKYycilo 1980-X
POKiB IIPO HEMOKJINBICTH



poMaHy B pO3BUHYTHX KpaiHaX, KOJIU TOI JIMIIaBCs aKTyalbHuM y Jlatmn-

CbKilt AMepI/Iui uepes ii KyJIbTypHE BiJIcTABaHHA.

IixaBo, mo B 9acu 3HeIiHEHHSA 300paKeHHA I TaHyBaHHA c(DOPMOBAHOTO
coIMepe;KaMu BKPail CIIPOIeHoTo MacKyIbTY, o itoro ['poiic inTepmpery-
BaB AK «TOTajlbHE Cy4aCHe MUCTEITBO», HOBI IIUBiji3alliiiHi 3cyBnu MeHIIe
TOPKHYJIUCSA CHJIN HAPATUBY, aHDK iIHMNX (PyHIaMEeHTaTbHAX CKIATOBHX
KyJabpTypu. Bigponxennsa asuma cepianizanii y Burasagi rexecepiaiis crae
cyporatoMm pomany XIX cromiTTsa, akuit my0IiKyBaIl OKPeMIMH BUITYCKaMI.
ITe nepeTBOpeHHA 1OBOJUTS, IO HAPATUB J0Ci He 3HUINEHO «TBiTepU3aIliero»
rioBitomireHb. CBIT, AKMIT CTPIMKO PO3ydyeThCsA PO3MOBIIATH, BCe IIIe 37]aTeH CII0-
JKMBATH JOBIi icTOpii AKINO He B IMCHMOBIiA, To B KiHemaTorpadiuniit popmi.

HKH_IO BEJINKAa MeTaqaopa HUHI IIpupe€deHa Ha KOPOTKE sKUTTA METEJIUKA-OJHO-

JeHKU, OTIOBiIb JTOCi 3/1a€ThCsA MOKJINBOIO.

IcuytoTsb pisHi onoBigHi cTpaTerii, mo IX BUKOPUCTOBYIOTh CydacHi YKpaiHChKi
XYIOOKHHUKMN. Y YacH 3SHUKHEHHA 3HaKoBoro 306paskenHs Oiexcannp Yexme-
HBOB CIIMPAEThCA HA cTapuii 3aci6 cepiitHol pororpadii, pospodienuii Ha
novaTky XX cromiTTa HiMenbkuM ¢pororpacom Asrycrom 3argepom. Cepii
YexmMeHBbOBA MOIATAIOTH Y OCTIHHOMY IIOBTOPEHHI IOTY;KHAX, TEMATHIHO
00’eTHAHNX 300paskeHb, IO Pa30M IIePeTBOPIOIOTHCSA Ha Oe3KiHeUHY ocydac-
neny Bepciio Antlitz der Zeit («O61maus gacy»), s HAMEHHTOI KHUTH 3aHAJIepa,
BUIaHOI 1929 poky. Ha BizMiHy Bif cBOro BeIHMKOro nonepeqHuEa, YKpaiHChKII
dororpad Bostie BUpoGAATH Pi3Hi i BOJHOUYAC CXOKi OPTPETH JII0jIEi, BHATHX
B OTHOMY KOHTeKcTi (yOore ;KUTJI0, TiKapHi, BoeHHi 30H1). B pesyapTaTi mos-
TOPIOBaHi KaTAJIOTH YKPaiHCHKUX TUIAKIB HaOyBalOTh 3JaTHOCTI BinoOpasuTn

CTpasKTaHHA 3y00:Kijoro HaceJIeHH:A a0 OiTb epTB BiiffHN.

Hapartus Takosx Moxe OyTu JTiHIHHIM, K Yy po6oTax XyL0;KHALI AJleBTHHI
Kaxinze. «Icropito Iloxynuni AnnpiiBau, a6o K naniBky» IpucBA9EHO FHKUTTIO
ii maTepi B okynoBaHomy MicTi Ha [lorbaci. Xyqo:KHHUIIA po3IIOBitae 3BO-
PYULINUBY i J0BOJ IHTUMHY iCTOPIiIO IPO TAKTUKY BUKMBAHHA B Cipill 30Hi,
AKY KOHTPOJIIOIOTH TaK 3BaHi «HapOoIHi peciryOrikm», miaTpuMmysaHi Pocieio
cerapaTHUCTH. fi icropii mpuramMaHHU YopHUIT ryMop — 106 3aTenedpoHyBa-
i pizauM y Kuis, skurteni micTa MaroTs it Ha MicueBuil HBHHTAp — eNHe
MicIie, e 3 AKOICh He3po3yMisol IpUYWHY € MOOiTbHUI 3B’ A30K.

Hapatus Mmosxe 6yTH 11036aBJIeHNI OyAb-AKOI JIOTiKM Ta TepeTBOPEHUI Ha

CKYITYeHH: IIOTY;KHUX HecBijoMmux oOpasiB Gourio it Biguato, AK y cepii Ma-
nionkiB « KuiBcpknil monennuk» Bianu Panko, y skoMy 300paskeHo mozii Ha-
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CUJIBHUIBKOI (pasu peBosronii. ManiakaipHa MyIbTUILIIKAIiA 6e3CIOKETHAX
cTpaxiTh, 06’ e THAHUX JINIIE CIOPPeAIiCTHIHIM ;KaXoM, JoIloMarae IiJHecTH
0COOUCTUIH 6iMb XyZOKHUIII Ha PiBeHb KOJIEKTHBHOI TPaBMH HaIlii.

3axoIIeHHH OIIOBIII0 TAKOK BimoOpakeHo y Bimeopooorax Mukonu Pigno-
ro ta Ouekcia Paguncpkoro. O6uiBa aBTOpPY BCTAHOBUJIM HAIIPSAM PO3BUTKY

YKpalHCHKOTO BifeoapTy — y Oik HApaTUBHOI'O JOKYMEHTAJIBHOI'O KiHO.

OnHak, po6oTH, CTBOPEHI IIif Jac peBoJIIOIii Ta epIIoro eTaly BiltHY, 3’ ABAJIN-
cA caMe TOi, KoJau HapaTuB OyB 3aTpeOyBaHMUIL, a icropii Manau GyTH po3KasaHi.
Boun noBesu, mo MHECTEIITBO, CTBOPIOBaHe IIifl Yac TyMu, Mae OyTH IIPO Ty My.

[Turanndg B ToMy, AKa J0Jid YeKae Ha i TBopH Ta ixHix TBopuis? llo MoxyTh
3pOOHUTH XyJOKHUKMN, KOJIM YyMa BTpadae HOBITHIiCTD i BIICOKa Tpareisa mep-
IIUX AHIB KaTacTpohu 3MiHIOEThCA ITOBCAKIEHHICTIO, CTae TUM, 1110 BinGyBa-
eTbcA Ha 3a/lHbOMY ILTaHi? Yu OyxyTh BoHM 3/1aTHI BigmmykaTu iHnTy icropito
7 PO3IOBICTH TaK caMO CUJIBHO, AK TY, 1[0 PO3IOBizany paHime?

ITo TpantuTheA 3 TBOpamMu mpo FilicHicTs peBomiorii Ha Maiinani, konu i Muc-
TellbKi BUTBOPH, i caMa peBOJIIOLif Tak IBUIKO BKPUINCA IATHHOIO icTopii?
Yu 6ynyTs BoHuU 3a6yTi, AK KOJUCh 3HaMeHUTa (poTorpadpis nianicra cympo-
TH Ipy6oi cuin Jep;kaBu, 9u 36upaTuMyTh mui y Mysei Pesosromii I'imHocTi,
cupoekxroBanomy Anom Kagitxycom Ta Noranuecom Kpeccuepom, nBoma
MOB;KHUMU HiMEIIbBKIMH apXiTeKTopaMu, AKIIO fioro B3arai 30yAyIOTb.

MopancHi iponm, abo
OediumT rigHoro mmHynoro

He 6ydew exnonamuca ixnim 6ozam, i cuyscumu in we 6yoewt,
i He OyOew YunUmMU 300 6UUHKAMU i%, 6O KOHYUE NOPO3OUSaEUL
i KOHYe noaamacus ixHi cmosnu 01 602is.

(Buxin 23:24 bi6mia B mep. Isana Orienka)

Miii Opyarce, anwyo mu ar06umo npaedy Ginvule 3a
Mmucmeymeo, xat boz noutne mpoxu ixono6opyie
“My friend, if we love truth more than the fine arts,
let us pray God for some iconoclasts.”
(Denis Diderot, Magazin Encyclopédique, 111, 1795)

Mepmeuii xanae su6oz0
(ppanITy3bEe TPUCITIB’A)
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ITomiTuka mexoMmyHizamii crasta omfHUM i3 HAWTIOMITHIMNX Ta, MOKJINBO,
HajicyliepewInBiMuX HacHinKiB peBosrornil Ha Maiinani. 3 ogHoro 60Ky, BoHA
BHABUJIA JaBHO Ha3pisly HOTpeby po3NpoIIaTACA 3 paggaHCbKUM MUHYINM,

3 iHmoro — Ha0yJa MOMITHUX ITOCTKOJIOHIaTbHUX M TEKCTIB i cTajga Ba)KiIn-
BOIO CKJIA/IOBOIO CITPOOY CTBOPEHHA HOBOI HallioHaIbHOI Midpostorii 3 cuirb-
HUM i/leoloriuHuM rmocmakom. YKpaiHchke ikoHOGOPCTBO He GYJI0 YHIKalb-
HHM, ajie pasiode 3anisainnm. Kpaina mouana poséuparucs 3i cBoiM MUHYIUM
Ha IBa JecATUIITTA HmisHinIe, Hik iHMIi mocTkoMyHicTHYHI nep:xasu Llen-
TpaxbsHoi €Bponu it basrrii.

Ha6mmxenns posnany Pagauacekoro Coiosy B 1991 po1ii BiizHaYMIOCA 3HECEH-
HAM OJIHOI'O CHMBOJIIYHO HaBaHTAa;KEHOI'0 IaM ATHUKA B MocKBi Ta ogHOTO

B Kuesi. ¥ Mocksi To Gy7a craTys 3acHOBHUKA paJAHCHKOI TaeMHOI MOJTiIril
Qerikca [I3epskmHCHKOTO, yCTaHOBJIEHA ITocepes KiryMon mepes mradom KB,
I3epsxuHchKOTO, 110 MTor0 ToBapumIi Hasusanu 3arxisuuM Qerxikcom, Gyo 1o-
BaJICHO B Hi4 IIPOTH 22 CEPIIHA 1991 POKY, IIicJiA HEBJAIOr0 IIyTYy, AKII MaB
Ha Meti ycynyTtu l'op6adosa. ko B Mocksi HaponHa TI0Th IIBHAKO 3HECIA
HEHaBHCHOTO i/10J1a 3a JOIIOMOTI'0IO OJJHOT'O HeBeJIUKOro KpaHa, y Kuesi 6ymra
inma cutyanis. Y 1990-My npoTecTyBalbHUEN Momkoauiaun MonymenT Benu-
kit JKosTHEBiX peBoaolii — I8-MeTpoBHII MeMopiaJ, o CKIaJaBcs 3 Beje-
TeHCHKOI rpaHiTHOI craryi Jlenina Ta yoruprox npioHimmx 6ponzoBux ciryp
IpeJCTaBHUKIB peBOMONifHNX Mac. MOHyMeHT, 1o 10ro KMAHU IIPO3BaIN
«I'ynisep i minmimyTn», posmamioBannu oopasiansumu rpaditi. To 6ys ennnnii
crioci6 narmoskeHHs. [[porecTyBanbHUKN He ITOMY;KaTl 3HUIMTUTH TaKUHA
kxoioc. Ha Binminy Bin MockBu, ykpaiHChbKi YMHOBHUKM BUPINININ He Bifga-
BaTH iHiiaTHBY MacaM i TUXO JeMOHTYBAaJH JICHIHCbKY CBATHHIO 3a MicAllb

Muxkura [Hlanenuuit

Yopuwuit Cubip. IHcrananis, 2016

Nikita Shalenny

Black Siberia. Installation, 2016

miciig HeBrasnoi cupo6u nosanenud. [lromy Berukoi #{oBrHeBol peBoiromnii
nepeiiMeHyBaau TOoro camoro poky Ha Maiinan HesanesxsocTi, akomy cynu-
JlocA cTaTu MicieM ycix MailOyTHIX yKpaiHCBKIUX PEBOJIIOIiiA.

[Taginna nBox pagaHchbKUX inoiis Hanepemonui posnaxy CPCP npussictuio
Maii6yTHe 3BlIBHEHHA Bil] THiTY MIHYJIOTO, aJle 3BiIbHEeHHS TaK i He cTasocs.
¥ Pocii efidpopist BizMOBH Bim KOMyHiCTUYHOIO CIIaJKy BUABUIACA HETOBIO-
gacHolo. [liciia mporononiennsa YkpaiHoio He3ale:KHOCTI B 1991 pomi miaxin 1o
TOIIOHIMIB i TaM ATHUKIB cliepIy He HAJTO Bigpi3HABCA BiT MONTiTUKY Cycin-
HbOi Pocii. He3paskatoun Ha cnasiax ikOoHOGOpCTBa B 3aXiJHIX 00JIacTAX Kpai-
HH, coTHI craryii Jlenina B ycix mosximBux popmax i marepiasax (Big rpaHi-
Ty 10 Tillcy) HpHUKpaIIaay HeHTPaabHi oM YEpaiHChbKIX MicT i cestmi.

ITicas cMukanHA 3 igeeto BIamTyBaTy aHaIor HiopaGep3pkoro TpubyHaILy

HaJ| KOMyHICTHYHOIO IIapTieio, ypA CIbIinHa 30cepeAuBCcA Ha G0POTHOI 3 Tak
3BaHOIO YePBOHO-KOPUYHEBOIO OII03UIIi€l0, IO CKJIaaacs 3 KOMyHICTiB Ta
IIpaBUX HaIiOHAJIICTIB, i BUPIIINB IIOBEPHYTH iCTOPIilO MIJIAXOM He PyiiHyBaH-
H1, a po30yJ0BHU. 3a Tpu poku micia naginaa Paggaacekoro Colosy BinHOBHIN
Xpawm Xpucra Cracurerns, akuii Gy7o migipBaHo B 1931 polli 3a HakasoM Cramina.
BinGynosa mana cumBomriuny poss. Hait6insmmii co6op pocifichkoi mepksu
MaJjIo OyTH 3BeleHO HAaHOBO, aHY/II0I0YN icTOPilo KpaiHN Ta MPOToIONIyIoYn
HOBU iZ1€0JIOTIYHAI TOBOPOT — IPardHeHHsA BUKOPUCTATU KOJIUCh IIEPeCIimy-
BaHY B aTCiCTUYHIN Jep;KaBi peJIiriio AK CKJIaJ0By HOBOI i1e0JIoril He3aie;KHOoI
Pocii. Ykpaina He 3a6apuiaca HacJIixyBaT IPUKIAL i I109ala BiTHOBIIOBATH &K
IBi epkoBHi ciopynu, sHumeHi B Kuesi y nepiriit monosuai XX cTOMTTA. 1994
poxy npesusenT Jleonin Kpasayk migmicas Hakas IIpo Bif0yIoBYy YcIIeHCHKOTO
co6opy XI cromiTTa, 3HUIIEHOTO B 1941-MYy. ([laHi mpo 3HUINEeHHSA cyTepedInBi.
3TizHO 3 OXHUMH, COOOP HiFipBaIN paggHCHKI JTUBEPCAHTH, 3TiTHO 3 iHIMUIMA, —
HaIMCTCHKUMU Bifichka). Toro sk poky npesuneHT YKpaiHu HakasaB 109aTH
po6oTtu 3 BinTBOpenHa MuxaitriBchbkoro 3010TOBEpX0ro MOHACTUPS, 3pyiTHOBA-
HOTO GLIBITOBULIBKUM YPAIOM Y 1934 po1ii Iiciid nepeHeceHHs crouili Pansan-
cbEol Yipainu 3 Xaprosa 1o Kuesa. I 8 Mocksi, i B Kuesi, BinGynosati coGopwu,
CBOT'0 Yacy 3HUINEHI KOMyHicTaMu, GyJIU OTOYEH] pajAHCHKIMY 11aM ATHUKAMU,
pO3TalIoOBaHUMMY Ha IUIOIIAX Ta BYJIUIIAX, Ha3BaHUX Ha YeCTh JIiiepiB OiybIo-
BUIIBKOT0 pe;xuMy. KBosnii eperiias Hase 4acoM IPU3BOIHB J0 TAKOTO TOIIO-
HiMigHOrO abCypLy, AK, HAIPHUKIAL, HepexpecTs Byauli [nxaka Pabuna ta 25-1
nuBisii Yamaesa B Ozeci (i Taxi mpukTagy MoskHA HABOJUTHU N0 HECKIHYEHHOCTI).

Ta axmo B 1990-x y Pocii Ta Ykpaini nanysasia ceMaHTHYHa MilllaHKa cTa-

poro ii HoBoOro (fIKe HacIpaBzi 0yJIo He OiIbII AK JOOpe 3a0yTUM CTapUM),
HMOPATOK JeHHUIT HACTYITHOI'O JeCATUIITTA 3MiHUBCA. 3a YaciB Ipe3u/1eHT-

85 __



crBa Borogumupa Ilyrina pocisnu Hamaranucs He JnIle IOJMITA3YBATU
icTopito, a it cTBOpHUTHU HOBY ineosoriio 6e3nepepBHOCTi iMIepii Bin KHA3A
Bomogmmupa no iioro cyuacuoro resku. Cripoon aganTysaTu icropito CPCP
D0 Takoi Mojiesti Oysn 1oBoxi GoricHuMHA. biTbIoBHIIbKA peBoIIONiA 3pyii-
HyBaiua Pocificbky iMmnepito it 3aHypuia kpaiHy B KpuBaBy 'POMaIIHCHKY
Biitny. Panamncpka anTHpediriiina kKaMIanis i SHHIIeHHA TpaBoOCIaBHOI
IlepKBU He BIIUCyBaiuca B HoBuil HapaTus. fIkmo Jlea Tpouskoro i HaBiTH
Bononumupa Jlenina, Axuii qoci cmounBae B MaB3oJiel Ha TOTOBHI ILIOMT]
POCificBKOIL cTONMNIi, BBAKAIN 3JIOYMHIOAMHA — ME€PIIOTrO BiIKPUTO, APYTo-
0 — 3 TIOTAHO 3AMaCKOBAHOIO 3HeBaroio, To Mocun Crasmin, sKuii TOBepHYB
pesotoniitHiil Pocii iMmnepcbky Bestmy, BUKJIWKAB To3UTUBHIiNI eMmorii. Xoua
HeoiMIIepChKi ifeoJioru i1 HasuBaJayu TUPaHa «MIITHIM I'OCIIOTapHUKOM>,
HOT0 CTUIb TOCIOIapIOBAHHA, 3 MACOBIMU PeIpeciiMiu, Mo 3a0paau ;KUTTA
MminbiioniB rpomanan CPCP, sanense Bramocs 6u cxsanuru Binkputo. edi-
IUT I'iTHOT0 MUHYJIOI'0 IPU3BiB 10 c})eTI/ILuI/I?,aL[iI €JMHOI iCTOPUYHOI oI,
AKa Ge3JoraHHO ITacyBaJjia HOBiil ineostoriuniit mogmesni. To Gysa mepemora
Panauceroro Corosy y [lpyriit cBiTOBii BiiiHi, AKYy Oe3 TOKOPiB cCyMIiHHA
HalioHaJi3yBasa myTinceka Pocisa. Byno sHexTyBano MinbitonaMu BOH-

TUX BilicbkoBUX i muBinpHuUX 3 iHmux pecry6aik CPCP ra ixnim BHeckoM

y HmepeMory. 3JHaueHHA COI03HUKIB, Y KpalloMy pasi, MaprinanizoBaHo.

Byno 3acHOoBaHO it MUTTEBO PUTYyali30BaHO HOBY IOJNITUYHY PeEJIiTiio «Be-
nukoi nepemoru». Cearkysanssa Jusa [lepemoru nepersopuimcsa Ha MisriTa-
PHUCTCBKY icTepilo, 1o cTajia KoMIIeHcallielo 3a IIopasKy B XOJIOJHIN BiliHi
Ta posuazn CPCP, akuii, 3a ctoBamu Bosonumupa [lyrina, 6ys «Haii6iabmoio
reomnoxiTuaHolo Karactpodpoio XX croxirra». KynsT BiiiHu BpiBHOBasKyBaB
Beiimapcrkuii cungpom nocrpassHcebkoi Pocii 1990-x i cTas izeonoriunoo
npenmielo 10 BTopraenb y I'pysito it Ykpainy.

Toni, kKot BifOyBasioca cTaHOBIEHHHA pociiichol ineosnorii Ak Midy Herre-
peMosxHOl iMIIepii, ykpaiHChEUI HallioHaIBHIII HapaTuB (POKyCyBaBCA Ha
BikTuMHOCTI. Tak camMo, AK pociAHM NHUIIATICS CBOIMU IlepeMoraMu, yKpainii
ropaunucs nopaskamu. Ilicia Ilomapanuesoi pesoionii 2004 poky icTopis
l'ononomopy (ininiiioBanoro Nocunom Craninum IITYYHOTO T'OJIORY 1932—1933
POKiB, BH3HAHOTO B YKpaiHi reHOIMI0M YKpaiHIIiB) IaHyBaJa B HAaIliOHAJIBHO-
MY icTOpUYHOMY JUCKYypCi.

Ta npucssAdeni Tparenii MTy4YHOTO roJiofy MeMopianau Bce Ie 3BOTUIIKICS
6inA craryii 6iTBIIOBUIILKUX JTiflepis i pagaHchkux rerepadis /Ipyroi ciTo-
Boi. Take cycizcTBO naM ITHUKIB JKEPTB 1 KaTiB HEMUHY4Ye qaopMyBaJIo Big-
9yTTS KOTHITUBHOTO JMCOHAHCY.
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JuconaHc MaB OyTH JikBinoBaHUII pa3 i HazaB:K U NeKOMYHizallielo i HOBOIO ITo-
JITHKOIO HAIliOHAJIBHOI ITaM AT, 3aIIpoBaI3KeHOIO Imicis peBouttoril Ha Maiinami.

Hapiskaum kameHeM i€l ToTiTHEM cTaja repoisania ykpaiHChbKUX Harli-
OHAICTiB, BKJIIOYHO 3 HEOTHO3HAYHUMH ITOCTaTAME Ha KmmTaiat Cremana
bannepu it Pomana [llyxepuya. IncturyT HanionanbHol mamM’ ATi HaMaraBcs
CTBOPHUTH repoidHuil Mic po ykpalHCBEMIT OIip MOIBCHKOMY, HAIIUCTCHKO-
MYy 1 GiTBITOBUIIBKOMY ITaHYBaHHIO, He3Ba;KaloUX He JINIIe Ha Horo icTopirio,
3aIIAMOBaHY 3BUHYBadeHHsAMMU B Kojlabopaniionismi, yuacri B ['osrokocri,
€THIYHHUX YHCTKAX IOJbCHKOTO HaceJeHHs TOIo, & TAKOK M0T0 perioHaabHi-
CcTi, MpUTaMaHHOCTI BUKJIIOYHO 3axigHiil Ykpaini. CiipoGa HakIacTu rpa-
HUYHO ITOJITU30BaHUIA PerioHaJIbHII iCTOpUYHNIL HapaTuB Ha i1y KpaiHy
BuABHMIIacA He Ha/ITo edpekTuBHOIO. Te, 10 npuitManu Ha 3axigHiit YrpaiHi,
Bigkumanyu Ha Cxigmiit. 3naeTses, mo HalGinbITy BUTORY Bix 3ycuis lHCTHTY-
Ty OTpHUMAaJIa pociiichbKa IIpoIiaranya, AKa I ATh POKiB IIOXeHHO BOJAJa IIPO
yKpalHchKuX (paIIKCTiB i aHTHCEMITIB.

Poxku, mo munynu miciia €Bpomaiinany, 3acBiquuian: B yKpaiHchKiil icTopii
HebaraTo ycHilTHOTo MEHYJIOT0, SKe FoquJIocs 6 A CIPOIIeHNX TIIyMadeHb.
Monoga ykpaiHchKa Jep:KaBHICTb IOCTPEBOJIIONiHOTO IIepiony BugBUIacA
HaJTO CKJIaJHOIO i 3 iCTOPUYHOI, i 3 ITOJITUIHOI TOYOK 30PYy. HpOBiHHI/IKI/I,
xo4 i Oynu narpioramu Ykpainu, Ta sganauca HaATO JiBUMU, AK Ha Cy9acHUI
opiniitamit cmak. [loTyskHuit ykpalHChKIiT aHAPXiCTCHKUU PyX, AKWIL He
HaJTO IIaHYBaB i/Ie10 JlepsKaBy AK TaKol, 3aJUIINBCA Ha MapriHeci HOBOro Ha-
IiOHAJIBHOT'O iCTOPUYHOTO HapaTHBY, X04 B YKpaiHi il 3’ ABUINCA IBa HOBUX
mam ATHUKN fioro dizeposi Hectopy Maxmy.

Omip i Tparenis Ak nepBuHHA IapajurMa HoBoi HallioHaJIbHOI Midoorii He
oGMesKyBaIHCA MOTITUYIHOIO icTopieto.

Juckypc BIKTUMHOCTI Takosk aIlesioBaB /10 icTopil yKkpaiHChKOI KyJIbTYPH.
Cramiaceki penpecii mpoTu IpeicTaBHUKIB HallioHAIBHOL JTiTeparypu Ta
MUCTENTBA II0YaJINCA paHime i 6yJII/I CyBOpiIMMM, Hi3K B IHIINX pecny6ni—
kax GPCP. Maprupoutor ykpaincbkoi kKynpTypu HasuBascs «PoscTpinane
BimpomskeHHA». TepMiH, BUTaTaHMii BiTOMIUM ITOJIBCHKUM TIChbMEHHUKOM
€xu [enpoiitiem, cTaB CHTHHIM 3HAMEHHUKOM JIJIA ITiJIOTO TIOKOTiHHS
YKPAIHCBbKUX aBTOPiB, MUTIIIB, TeaTpaJbHUX PEsKUCEPIB, MO ITPEBATIOBAIN
Ha KyJIbTYpPHill ciieHi 3a 9aciB moniTuku ykpainisanii y 1923—1931 pokax. Taky
MOJIITUKY 11iJ] 30ipHO0 Ha3BOIO «KOpeHizalia» MockBa sanpoBaiyBaia

B Pi3HUX pafAHCHKUX pecIryOrikax. [010BHOIO MeTOI0 GyII0 3HUINUTH OIIip
OCTaHHIX ocepelKiB CTApPOIo PEe;KUMY Ta 3700y TH HiJTPUMKY HaceJleHHsA
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OyJI0 MOTPAKTOBAHO K KOJIOHIAJIBHU, IIONPH AKTUBHY Y4YacTh Y OigHHAX (Ta
3JI0YMHAX ) OLIBIIOBUIIBKOTO PEKIMY YHCICHHUX «HOBOABICHUX CBATUX>,
3aHECEHUX J0 YKPaiHChKUX CBATIIIB.

2015 POKY YKpaiHChKUII ITapjJaMeHT YXBaJIuB 3aKOHU IIPO I1aM ATh, AKi
npusBicTuan gexomyHisainiro. [Iporarom HacTyIIHUX TPBHOX POKIB BiIajsa
nepeiMeHyBasa JecATKH MiCT Ta CiJl, a TAKOK IIOHAJ, 50 TUCAY ILJIOI i BY-
AUIb. 3aKOH HaJlaB IIONITOBX MAaCOBOMY JIEMOHTAKY PaIgHCBKUX ITaM AT-
HUKiB — «jeHiHOIaTy». Y KpaiHi Oyi0 3HeceHOo GJIM3bKO 2000 I1aM ATHUKIB

A Tanepei. ®oro: B. [leruncenxos

eniny. (Illkoga, mo YMHOBHUKY ITPOIrHOPYBaJIX IPOIO3UILii CTBOPUTH

iiy

HaIliOHATBHUX PecITyOIiK, pO3BePHYBINN iMIIepChKY MOMITHKY pycrudikartii.

Ma6yTs, Haiikpale onucye KopeHisariifo mapadgpas BU3sHaYeHHA COIpeatis-
MY: «HaIlioHaJIbHUIA 38 (OPMOIO, OLIBITOBUIILKMIT 3a 3MiCTOM». YKpaiHCHKUI
palAHCBKMII ypsl yIIpoBaJs;KyBaB YKpaiHisaliio 3 ycboro cepus. IIpomec
MOPOJUB ABUIIE HalliOHAJIBHOTO KOMYHi3MY ii 3aIIyCTUB PO3BUTOK MOJIEPHICT-
CBKOI peBoonifinoi KynbTypu. OHaK, KON KOpeHisalisa nepecrana 6yTn
KOPHUCHOIO i cTasia HeGe3eqHoI0, paggHChKUI eHTp MPUAYIINB Ii 3a J0II0-
MOT010 Oe3KaJbHIX perpeciii.

Cyu4acna ariorpadis ykpaiHCcBEOI KyJIBTYpH IIbOTO Iiepiony HigKpeciioe

il HanjoHAJIBPHUI XapaKTep, IPOTe 00ePesKHO 3ragye — AKINO IOBHICTIO He
oMMHAae — ii KOMyHICTHYHY CyTHiCTh. ATbTepHaTUBHIM TePMiHOM «depBOHE
BiJIpOJKEHHA» IIOCIYTOBYIOThCA pifko. MydeHUKIB HallioHaIBbHOI KyJIbTYypH
BIIIAHOBYIOTh K CBiIOMUX yKpaiHIliB, a He paJUuKaJIbHUX PEBOIIOIIOHEPIB.

[TapnameHT yXBaJIMB 3aKOH IIPO ZEKOMYHi3aIlilo Ha TJIi IBOTO Iy:Ke eMOIiii-
HOTO, aJie He HaJTo IIPOIyMaHOT0 3yCUJLIA 3 YCTaHOBJICHHA BOEHI30BaHOT0, 6a
HaBiTh BOOBHIYOT0O HallioOHATLHOTO HAPATHUBY, AKUIT TPOTUCTOAB O i pa-
IAHCBKIN, i pocifichkiit mosmiT30BaHNM Bepciam icropil. Ik 3asHauus xymosx-
Huk Onercannp PoittGypsa, nekomyHisamisa 6yna 60poTb00I0 He CTIIBKH 3 KO-
MYHICTUYHOIO ifjeosIorielo, CKiTbKN 3 GiIbIOBUIIBKNUM criagkoM. Lleit cnagok
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Hikira Kagan. CroBnuuku (3aitmu Micrie). [Tamip Ha crini, 2015
DorTo ekcriosunr,

Photo from the exposition at Ya Gallery. Photo by V. Denisenkov

Nikita Kadan. Stylites (Take the Place). Paper, print, 2015

B YKpaiHi Mapk CKyJIBITYpP TOTATITapHOTO IIepiony, 3a 3pasKoM YTOPCBKO-
ro. Myseii mpocto Heba 3 1BoMa TucssuaMu craryil Jlenina, 6e3 cymuiBis,
cTaB 61 CBiTOBOIO MaM’ATKO0). BriM, mpo6iiema Gysa He cTiIBKM y BaTaKKy
IIPOJIeTapChKOI PeBOIIONII, CKIIBKY Y IaM ATHUKAX PaggHChKUM reHepaaaM
i BiticbroBuM [Ipyroi cBiToBoi Bifinu. Pocis npuBracHuIa «BeIUKy IepeMo-
ry», i cam dakr ampomnpianii mpo6iemaTusysas 1o TeMy B Ykpaini. Hopuit
icropmuHMIT HapaTUB MiJIKPeCII0OBaB Te, M0 YKPaiHIli ONWHUIKCS 110 00H-
IBa GOKU IPOTHUCTOSHHA, aji;Ke BoloBauH i B taBax YepsoHoi apmii npoTu
HanucTiB, i mpoTu miel sx apmii B Hanionamicruanomy minmimri. Hosi 3ako-
HU yTBOPWJIN IOPUIUYHY IIPOTAINHY, OJHOYACHO BUMAraydu JEMOHTAKY
MOHYMEHTIB pafiiHCBKUM (PYHKIioHepaM i 36epe;keHHA MeMopialiB repoam
aHTH(ANINCTCHKOTO OIIOPY (HEePiJKo OJHUM i TUM caMuM ocobam). Ll me-
IEBHICTD IiIJINJIa 0JIil y BOTOHB i JOIIOMOTJIa OIIO3UILil Ha CXOJi BUCTYIIaTH
[IPOTY 3HECEHHH I1aM ATHUKIB «BeJINKiil ITepemMo3i», IoTpaKkToBaHiii 3Ti/THO

3 MOCKOBCBKMMU METOJMYKAMMU.

ITe onHieo HeowikyBaHOIO MPOGJIEMOI0 GYJI0 PillleHHsA PO BUJaJeHHA
palAHCHKOI CUMBOJIKY, AKY MpuUpiBHAIN 10 HanucTebkol. ([Jo Ypainnm Taki
3aKOHM 3aIIPOBaJIJIN YMMAJIO iHIMNX ITIOCTKOMYHiCTHYHUX KpaiH). Hesrpao-
He BUKOHAHHA 3aKOHY IIPU3BEJIO 10 3HUIIEHHA 6araTboxX M03aikK, CTBOPEHNX
y 1960—1980-X pokax. MoHyMeHTaabHi MO3al4Hi MaHHO OyJIM OKPEMUM sKaH-
poM odpintiifHOr0 YKpaiHChKOI'0 MECTEITBA ITiC/IA XPYIIOBCHKOI BiIJINTH.
CrBopeni 1 eKkopyBaHHSA Pi3HUX apXiTEKTYPHUX IIPOEKTiB, BOHU Bifirpa-
BaJIN B;KJIUBY POJIb Y MicbKOMY cepenoBuii kpainu. CTHIicCTUYHO Mo3aiku
BifoOpasKkaIl MOJepHiCTChKI BINIMBY, XapaKTepHi JJIA colpeaisMy IIOCTCTa-
aiHcbKOro nepiony. Bonu MicTunn nepeBaskHO IIpONIaraHIUCTChKY TEMAaTUKY,
ajie 9acTo To OyJIo He GiIbII AK JaHWHA Kecapio. Hajikpami npukmagy rakimx
GapBUCTHUX JeKOPATUBHUX KOMIIO3HIIill TpUMaMcA He Ha 3MicTi, a Ha dpopMmi.
He muBHO, mo 6araTo ykpaiHCHKUX Xy 0KHUKIB-HOHKOH(MOPMICTiB 3HANTIIN
MPUXHUCTOK Y BUPOOHUIITBI «<MO3aiqHOT ITpoItaranim».
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VEpaiHchbKi apT-Kota poTucTosanu oiniiiniit nekoMmyHisanii. BinTopruenns
JeMOHCTPYBAJIO He3roy 3 HOBOIO TOTITHKOIO HaI[iOHAIBHOI MaM’ATi. YTiwm,
TOJIOBHUI apTyMEHT, IIOCTiAHO 03ByYyBaHUIl PI3HUMU IIpeJcTaBHUKAMU
MHCTENBKOIL CIIIIBHOTH, 3BOTUBCA O €CTETUKN — XYJ0KHUKU BUCIOBIIOBAIN
1I060I0OBaHHA, IO Jep;KaBHe iIKOHOGOPCTBO BUILIECHE 3 OPYIHOIO BOJIOIO T1-
Tuny. Huspka XymosxHA AKicTh GLIBIIOCTI CKYJABITYPHUX MOHYMEHTIB, 0 IX
OeslepepBHUM KOHBEEPOM BUITYCKAJa PAIAHCHEKA XYTOKHA IMTKOJIA — XYy O0K-
Hill KOMOiHAT , He JIUIIaIa JOCTATHHO MOKJINBOCTeI 1J1A IXHBOTO 3aXHCTY.
Bunarkom, Aknii puBepHYB yBary, 0yna 3BejfieHa B Kuesi 1954 poky kKiHHa
cratysa Muxkonu Hlopca, sikuii komangysas YepBoHoIo apMieio y 1918—1919
poxax. Icropuune 3Ha4eHHH 1iel mocrari Oyso pazaiie mipidHUM, aHixK peab-
HEUM. Y 1939 poui Binomuii ykpaincekuii kinopesxkucep Onercanap JlosskeHEO
3HAB Ha 3aMoBiieHH:A Cranina ginbm, npucssadennii [lopcy. Kinemarorpa-
piuHO GIUCKYUUiA, el MpuKIag cTalxiHicTchkol ariorpadii sanouaTkyBas
Micp mpo GescTpanTHOro KOMaHyBadya yKpaiHChKNX GiabmioBukis. [lesnoro
Mmipoio B KueBi Gyi1o BcTaHOBJIEHO IMaM ATHUK He CTLIBKY iCTOPUYHIN IToCTAaTi,
CKIJIBKM BUTAJaHOMY IepCOHaKY cTpiuku JloBskeHKa.

XyIoKHS CIIJIBHOTA IepeBaskHO BUCTYIINIIA IPOTHA JeMOHTaKY CTAaTyI.

Tax, Onexciit Paguncekuil BBaskae, 10 «paJgsSHCHKUN KOMYHI3M 3a3HaB Kpaxy,
aje oro noci 3py4YHO 3BUHYBAYyBaTH B KOKHIill KaTacTpodi, AKa OXOILIIOE
VYrpainy miciisa npumecTtd #oro HacTyITHUKA: KalliTaxisMmy». 3a fioro ciaoBa-
MU, JeMOHTAaK ITaM ATHUKIB IIicJIA TPHOX NeCATUITh IOCTKOMYHICTHIHOTO
Hepiony He po3B’sKe IPOOIeMH KpaiHu.

Buctynu xymo;KHHUKIB IIPOTH 3aIIaHOBAHOTO 3HECEHHA 0a3yBajucA Ha XUTKO-
My I'PYHTIi apTyMeHTaIlil, o e equHa KiHHa craryda y croauii Yrpainnm. Onex-
canzip PoiiTGypn 3akinkas BKasaTH Ha IT’eJjecTalli, o IaM ATHUK IIPUCBAYCHO
ue [llopcy sk peanphiit mocTati, a xymoskHiil mpii Onexcannpa [loxenka.

Ormip cygacHOTO XyIO;KHIKA 3aKOHOaBIOMY iIKOHOGOPCTBY 3 TOYKU 30PY JiBO-IIO-
JITUYHUX Ta eCTeTUIHUX MipKyBaHb IyHoBo Imizcymysas Hikita Kanan, 3arpo-
ITOHYBABIIY 3aTHIINTY KOMYHICTUYH] IIaM ITHUKY HA CBOIX MicALAX, a6y BOHU
cpopmyBau BiikpuTHii — i HoBclogHMil — My3eil ineosorii Ta mponaranau. €nu-
He, 110, Ha fI0T0 yMKY, CJIiZ Oy/10 3MiHITH, — IIe HAaIIUCH Ha IoCTaMeHTaX.

Hixaso, mo peaknis cydacHol ykpaiHChKOI apT-CIiTbHOTH Ha iKOHOGOP-
cTBO Oyna Tunosoio giaa Cxignoi ta llearpanrsroi €sponu. Kmmmrodp
Bogwuxo, BimoMuil MOJBCHKAI XY OKHIK, AKNI 3aX0ILTIOETHCA CUMBOJIA-

MU BJjJaJan, 3a3HAYUB:
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«Honu a1 nuBuBCA Ha pyliHyBaHHA IaM ATHUKIB JleHiHy, To 3anyMaBesa Ha
HeoOXimHicTIO ITy0 IiuHOI AuCKyCii, JOKU Ipoliec He CTaB He3BOPOTHIM.
CKyaBIOTYypH € CBiTKaMu MUHYJIOTO, CYBEHIPOM CTPaxXiTINBOTO MIHYJIOTO>.

Bopmuko BBaskae, mo «MuHyse Mae GyTH IeperIeTeHNM i3 TerepiniHiM 3a-
panu cTBOpeHHs KpuTH4HOI icropii». Kajan nesHolo Mipoio oBTOpuUB iforo
CJI0Ba, KOJIY 3aKJINKAB JI0 CTBOPEHHA HOBOI MeMopiaabHOI MOMITHKY, 3aCHOBA-
HOI Ha iCHyBaHHI IIPOTUJIE;KHUX HaPaTHUBIB B OTHOMY IIPOCTOPI.

Ha sxanb, B Yrpaini MuHyste neperuritangocd 3 TellepilllHiM i3 4acy mporoio-
IIeHHs He3aJIeKHOCTI B 1991 po1ii, aje He IIPHUBEJIO N0 (POpMYBaHH:A X04 AKOICh
o100 KpUTUYHOI icTopil. SiTKHEHHA HApaTUBiB IEPEeTBOPUIOCA HA Ma-
HiXelicbKy GUTBY Mix N0oOGpPOM i 3710M (y fIKiil CTOPOHH 0GHPAIOTh BiAIOBiTHO
710 OCOOMCTHUX TTePEKOHAHB).

Ha Binminy Bij niBHiYHOAMepPHUKAaHCHKIX KOJIET, AKi MiNTpUMaIn 3HUIEHHA
rmam ITHUKIB KOH(emepariB Ge3 ;KOMHUX CAHTUMEHTIB /10 IXHbOI eCTeTHIHOI
4y icTOpU4IHOI HiHHOCTI, cydacHi yKpalHChKI XyTOKHIKHI 06pa MIIAX
MJIABOTO 3aXMCTyY MIUHYIIOTO. | XHi TIOTJISIN i IKUBITIOBATICA JTiGEPaTbHOTO
OTIO3UTIi€I0 O IPy0oi Aep;KaBHOI MOTITHKY aM ATi Ta TUKOT0 HallioHaTi3My
yaprpanpaBux. OgHak Xyqo;KHIKH 3a0yBaioTs mpo nopaxy Kapiaa Mapxk-

ca «cMilounch posirydaTucs 3i ceoim munyanm». Te, mo I'i Jle6op nHasuBas
«aBTOIIOPTPETOM BJIaJM», Ma€ OyTH yCyHYTO, ajle IUTAaHHA He B HeOOXiTHOCTi
YCYHEeHHs, a B 3aCTOCOBaHUX TaKTUKaX.

YipaiHChK] XyTOKHUKA JOCATIN OLIBIIOrO YCIIXY B OCMHUCJIEHHI IEKOMYHi-
3amil y cBOIX TBOpax, Hi3K y 3aABax. €Bren HiKoq)opOB CTBOPUB Bpakanody
XPOHIKY ITOBaJIEHUX i10JIiB. Moro cpoTorpacpiuny cepiio, Ho36aBiaeHy IUTAK-
THYHIX KOMEHTapiB, IPUCBAYCHO IPOIIaraHuCcTChKIM Mo3aikaM, 3aHe0a-
HUM i IpupeYeHNM Ha 3HUIEHHA, MOHyMeHTaM, 3HeCeHUM, po3jaMaHUM Ha
IOIMATKY i pO3KUIAHUM Ha 3aIBipkax agMinicTpatuBHux Gynisens. Qororpad
yecHO 3acpikcyBaB icropuaHmii i momxiTuunmii 3cys. Enmirpacdom 1o iioro cepii
MorIu 61 craTu ciroBa «Sic transit...». OquH i3 HaiiBupasHimux o6pasis Hiki-
¢oposa — dororpadia mam’arauka Giitnam [lepmoi kinuoi apmii (06’eqnan-
HA, CTBOpeHoTo 1if 1ac I'pomanancekoi Bifinn 1918—1920 pokis). Memopian
OyII0 BCTaHOBJIEHO B 1975 po1i 6ims cena Onechko JIpBiBebKOI 061acTi. 3 icro-
PHUYHOI TOYKH 30pYy MicIle po3TanryBaHH: IIaM ATHUKA CYMHiBHe. Y 1920 poui
apMid, AKa BoroBaJla Ha 6011l 6iIBIIOBUKIB npotu [loxsmii, 3acTparia B bomy
parioHi. BanI/IMKa Il HaCTyIIy IIpU3BeJIa 10 IopasKu OLJIBIIOBUKIB ITiIT Bap-
maBoio. Memopiai, crBopenunii ckyiabnropom BaneaTunom bopucenkom ta
apxitekropoM AHatoisiem KoHcynosum, GyB, iMOBipHO, Hait6iIbIT HOBATOP-
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CHKUM I1aM ATHUKOM PaJAHCHKOI YKpaiHU. 3aBIAKYA BHKOPUCTAHHIO HECTaH-
JapTHUX OMipHUX KOHCTPYKIii ABi KiHHi pirypu KaBajzepucriB HiGHU JIeTATH
y nosiTpi. @ororpadia Hikidpoposa 306paskae maiizke mopHicTio 06ipBaHy /10
KapKaca cTaTylo — JIUINNIacs JUIIe YaCTUHA OJJHOTO 3 BEPIIHUKIB. 3a ipo-
Hiero moii, MoHyMeHT UepBoHiil KaBasepii OyiI0 He TeMOHTOBAHO B IIPOIeci
IeKoMYyHisalii, a po3iOpaHo MicIeBUMU ;KUTEIAMH, IKi pO3IIpoIaIu GPOH3Y
Ha MetasosnoM. (Ha sxanp, ckynsnTypra rpyma 6ing Osecbka Gyiia He €IHHOIO
sKEPTBOIO «CIIOHTAHHOI JekoMyHizamii». [leski Mo3aiku Ta CKyJabBITYypH, HaBiTH
0e3 pagAHChKOI CHMBONIKY, IPUKPUBAIOYNCH JeKOMYHi3alieto, HUIMUan pizHi
KOMepIiiiHi CTPYKTypH, 00 3BIIBHUTH MicIie 14 3a0yI0BH).

Hikita Kagan npucBaATHB KiTbKa IPOEKTIB KpUTHYHIl iHTeppeTaii (Tod-
Hime, i BifcyTHOCTI) TaHiBHOTO HAPATUBY TaK 3BAHOI'0 YKPAIHCHKOTO aBaH-
rapny. Kpuruka, AKy XyqosKHUK CIPAMOBYe IIPOTH 0THOGOKOI icTopil ykpain-
CHKOT'O MUCTeIITBA i1 ariorpacbi'l' HAaIliOHAJbHOTO MOJIEPHI3MY, IIOKM 3By4NTh
AK BOJIAHHA cepeJl ITycTeli. YKpaiHChKi icTOpUKM MUCTeITBa HAaJTO 3aKJIOIIO-
TaHi MidpoTBOpUicTIO Ta cynepeukamu, uu 0yB Rasumup Manesuu cipas:xHiM
YEpalHCHhKUM MHTIIEM, a0 HapelITi po3I1ouaTH peBisilo COI0IKUX Ka309O0K,

AKI MOJAIOTh il BUIVIAIOM HAIliOHAJBHOIO MUCTEITBA.

¥ 2016 poui Hixita Kagan peanisysas npoekr «[loBTopenHs 3a0yBaHHA»,
AKW, 3@ CIOBAMHU XYHOKHUKA, CTOCYBaBCA «Cy4acHOI MOTITUKY ITam ATi

B YEpaiHi». Kagan cTBopuB MacmraGHUIT (pOTOKOIAK, TOMICTUBIIN 00pasn
IIPaBOCIaBHUX CTOBITHUKIB i3 ppecok XIV cromxiTTsa Ha mocTamenTH moBaJe-

HUX IaM ATHUKIB Jleniny.

MuMoxiTh Xyn0KHUK He JIUIIe 3pOOUB ipoHiuHe BUCIOBIIOBAHHA, a il BKa3aB
Ha 3Ha9YHY HeGesmery. Bimomuil monbcbkuil carupuk Cranicias Exu Jler
nucas: «/lamaroun naMm’ATHUKY, OOJIUIITE 11 €JeCTaIl — BOHH IIle CTAaHYTh

y Harogi». Octansi nogii 8 YkpaiHi cTaBIATS i cyMHiB He3BOPOTHIiCTb
HMOJITUKY JeKOMYHi3allii, aka me BYopa BUIIAnala AK piHaIbHe, X04 i He
HaJTO eJIeTaHTHeE «IIpolaBail» pagaHcbkomy MuHynomy. [I'enecranm crpasni
nopo:xHi. [ITo Ha HUX yCcTaHOBIATH — NIUTAHHA MailGyTHBOTO Kpainu. Ik Mu

HeIo/IaBHO Ti3Hanauca, 60poTh0a MOIAPHUX HapaTUBiB TpUBae.

92

IZATION

Lviv is a city where it is easy to fall into disgrace, and very difficult to be

de-ritualized. It is easier to be denied once and for all. That is why the prece-
dent of the Monument of Glory, which only the lazy did not discuss last year,
is very important for Lviv. It also sets an example for the entire Ukraine.

The Monument of Military Glory of the Soviet Armed Forces was built in

Lviv in 1970. A group of artists — namely, the sculptors Dmytro Krvavich,
Emmanuil Misko, and Yaroslav Motyka, the mural artist Olexandr Pirozhkov,
the architects Myron Vendzylovych and Apollon Ogranovych — recreated
the history of the Soviet army in six multi-figured bronze high-reliefs. The
central part of the Monument was supplemented with a sculpture of a warrior
holding his weapon in front of him and receiving a blessing from a woman
symbolizing the Motherland.

In line with Soviet traditions, the Monument was erected on a territory of a
former cemetery, where Russian soldiers were put to their final rest during
the World War I, and German soldiers were buried during the World War II.
The National Ground Forces Academy is located in front of the Monument; it
is still in operation. Behind the Monument, one can find the Park of Culture
and Recreation; during the Soviet times, it served as typical “public but
restricted access facility” for the entertainment of the Party’s members. The
park features numerous Lenins and avenues of Heroes of War. A museum was
to be built next to it, but it is still unfinished and abandoned.
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The monument turned

out to be not sufficiently
propagandist, so, accord-
ing to a legend, the USSR
Ministry of Defense de-
cided — “for greater im-
pact” — to supplement]
the ensemble with a thir-Fgs
ty-meter concrete stele

with  high-reliefs
bolizing the main type

Sym-g

of the Soviet troops: a
Infantryman, a Tankman, :
an Artilleryman, a Pilot, 2
and a Marine. Comparing
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it to similar monuments™ o -
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in other cities (such as the Motherland Monument in Kyiv), one immediately £ 'g éﬁ §
[

detects certain “implausibility” of the Monument of Glory: the Hero Warrior ki E § z
is laying down his weapons in front of the Motherland, and the Soldiers on the g Lioo 2 é
stele, upon closer inspection, “look as if on a gallows.” & ; .a'% % s :

R : : Sy : ; .

5 Q. ) Z ﬁ i 5, On December 8, 2013, during Furomaidan in Kyiv, activists demolished
In the USSR, it was a common practice to send artists far away from their Sz £ “ : . »

S BE& g the main Lenin of the country” monument on the Bessarabska Square as
homes and native republics to accomplish such tasks, so that authors would 5= = - . . .

) o= part of the protest against a pro-Russian agenda of the former Ukrainian
not be attached to the local context. It should be mentioned that one of the £ = = . . .
] ) ; . EE= President Viktor Yanukovych. The protests of 2013-2014 turned into the

artl.sts, Yaro.slav Motyka, had a very negatlw.e experience related. to the Soviet 2 2 § Revolution of Dignity, and the overthrow of the “leader” in the capital led
regime, as his father had been repressed during the postwar period. Sig O

to a package of “decommunization laws” in 2015 — a state policy to dis-

mantle the Soviet rudiments in the public space of cities and villages.
Balancing between the ideological bias of the government’s orders, their own

creative intentions, the freedom of the will, and their own family stories, the Due to the flaws of the law (which does not cancel its significance), the legacy

local artists created a propagandist art object in their hometown. The work of the Ukrainian Soviet monumental art — sculptures, monuments, mosaics,

was done well, and the authors were awarded the most important State Prizes
of Ukrainian SSR and the USSR, whereas the Monument of Glory became the
place to commemorate the events of the World War 11.

etc. — came under attack. The unrefined methodology for dismantlement
practices has paved the way for barbaric handling of the artifacts. Looters,
who, in their search for valuable metals, destroyed many monuments, some-

times carried out a «popular decommunization». For example, this was the

The first wave of saying farewell to “all Soviet,” (such as renaming streets case with a 1 Cavalry Army Monument near Lviv by Valentyn Borysenko.

and dismantling monuments) swept through Ukraine after the Declaration As dismantlement was causing scandals, it became clear that most objects did

of Independence in 1991, but back then, the issue was not based on an official not officially have the status of cultural heritage, or lost it, or underwent any
state policy and remained under the supervision of local councils. In fact,
each region independently decided how intense their farewells to the Soviet

symbols were.

official historical and art inspection, or had no owner/holder. As a result, the

borpana XmMenbHUIIBKOTO, OPieHTOBHO ApyTa IOJIOBIHA I970-X PP

whole epoch of art was put in danger. Having no protection from officials,
activists, and real estate developers, it could have become lost to researchers.

MonymenT Cnasu. Qoro 3 apxiBy [lapky KyapTypu Ta BiilIOYMHKY iMeHi

Monument of Glory, photo from the archive of Bohdan
Khmelnytsky Park of Culture and Recreation, circa late 1970s
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Meanwhile, the “struggle against the Monument” in Lviv begun in 2007. A com-
mission under the City Council was established to decide its fate. On multiple
occasions, the monument was smeared with paint, covered with inscriptions
“amonument to occupiers,” damaged with axes and hammers, etc. Since 2014—
2015, certain political forces put pressure on the local authorities, appealing to the
“decommunization laws” and complaining about the passivity of the officials. In
2017, | joined the commission and suggested either to preserve the Monument of
Glory in the public space, or to transfer it to a museum if it is to be demolished.
There was no consensus on the future of the Monument, but the prospects of sell-
ing it for scrap metal or “remelting” into some other monument were considered.

In the course of discussions, it turned out that the object was removed from the

list of cultural heritage and lost its holder, which led to its decay; so by 2017 it was
declared to be in an emergency condition. In addition, I would like to note that ac-
cording to the decommunization laws, memorials couldn’t be subjected to demoli-
tion, since these are the commemoration sites. However, our commission decided to
demount the stele, due to the high level of threat it poses to the residents.

In February 2018, after a nighttime demolition, the “Territory of Terror”
Memorial Museum of Totalitarian Regimes, with the support of the local
municipality, collected the Infantryman, the Tankman, the Artilleryman,the
Pilot, and the Marine to include them in its collection. In this way the stele
was removed and the Monument of Glory returned to its initial art concept.

The demolished high-reliefs gave start to a new life of the museum — without
ritual, as objects of culture and art. The other part of the Monument is still in
its place, fenced off. Its future is still uncertain.

Having received the offer to present the high-reliefs of the Monument of Glory
in the project “Between Fire and Fire: Ukrainian Art Now”, we faced a problem
of expert evaluation of the Ukrainian Soviet monumental art heritage. A per-
mission required to transport the Soldiers abroad. By the way, we all naturally
began to call the reliefs “Soldiers” and “Boys” after they were removed from
the stele and placed in the museum. Maybe this is how decommunization takes
place? Well, let us create new precedents and fine-tune the procedures.

Now, we are perhaps the only museum in Ukraine that has a package of docu-
ments for a dismantled object, executed in accordance with the current legisla-
tion. The official transfer of the high-reliefs to the museum has created a prece-
dent for developing a methodology for establishing an algorithm for dealing with
“inconvenient” and “controversial” monuments of the Ukrainian Soviet monu-
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Photo: courtesy of Lviv city council press office
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March 4, 2019

mental art legacy, and has opened up a huge potential for their research, rethink-
ing, exhibiting them in museums and creating educational programs. Meanwhile,
other objects — monuments, glass paintings, etc. — continue to replenish our
collection of Ukrainian Soviet monumental art, and this is just the beginning.

When we, following the students, went to the Furomaidan in 2013, first, we
sought to look into the future with confidence and understand our past bet-
ter, comprehend who we are. To be the best in our fields and reform the same.
Today, it is the time to do so — the time to take a look at the totalitarian past
and stop being afraid of monuments, sending them to a museum instead.

Olha Honchar, civic activist, culturologist, the
director of “The Territory of Terror” Memorial
Museum of Totalitarian Regimes in Lviv since 2017
facebook.com/TerritoryTerror/
Memorial Museum of Totalitarian Regimes “Territory of Terror” is a mu-
nicipal institution with objectives to explore, comprehend, and present
the tragic chapters of the mid-2oth century history in the context of
modern challenges. The museum was initiated by Lviv City Council in
2009. The construction of the museum facility lasted during ao14—2016.
The Museum is located in Lviv, on the site of the former ghetto
(1941-1943) and the transit prison No. 25 (1944-1955).
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JIbBiB — 1€ MicTO, y AIKOMY JIeT'KO BIIACTH B HEMUJIICTh i JyiKe CKIagHO Je-pu- §
TyasisyBaTucs, IIpocTime GyTH 3aliepedeHnM, pas i Hasasmre. Came ToMy mpe-
nexeHT Monymenra CnaBu, nipo sikuii y JIbBOBi TOpik He TOBOPUB JIMII JIiHU-
BUI1, 11 MicTa BKpail Ba;KJIMBUIA, O TOTO 3K BiH IIPUKJIAL 14 Beiel Ykpainu.

MonymeHT 60ii0BOI CllaBU PagAHCBKUX 3OpPOMHUX cuia 3’saBuBcA Y JIbBOBI
B 1970 poni. ABTOPCBKMII KOJEKTUB MHUTIiB — cKyiabnropu JImurpo Kpsa-
Bud, Emmanyin Muceko, fpociap MoTuka, XynosKHUK-MOHYMEHTaJicT
Onercanap Iluposxkos, apxirekropm Mupon BenpsmuioBuu Ta AnosioH iy
Orpanosuy — BifgTBOpUIN icTopito Pagancekoi apmii B mectu 6aratodiryp- 3
HEUX ropenbedax i3 6ponsu. llerrpanpny vacTurny MoHnyMeHTa [OIIOBHHIU
ckynpnTypamu Boina 3i ckirasieHoI0 30poero, Mo OTpUMYye 6J1aroCcI0BeHHA Bij
barpkiBmuHu-MaTepi.

o . - . g - 5
Yy HanKpamnuXx TpaanouixX pagsaHCbKOTO PEKNMY MOHYMCHT 3B€JIN HA TEPU- £ N

TOpll KOJMIIHBOTO KIAT0BHIIA, HA SKOMY Hi,[[ qac Hepmo'l' CBiTOBOI BilinM (baMI/I, 110 CMMBOJI13yBaJ/JI1 OCHOBHI POJAM BIMCbK CPCP: II1XOTHMHEN b, TAHKICT,

XOBaJIU POCifiChKUX colaTiB, a 3a 4acis [pyroi cBiToBoI BiliHU — HiMenb- ApTHIIEPUCT, JLOTIMK, MATPOC. fIKINO MOpiBHATH HOAIGH] MOHYMeHTH B iH-

. . . . mux micrax (kuiBcbka «barpkiBmuna-Marip»), Bizpasy Brajae B OKo IeBHA
kux. [lepes MonymenTom noci pynkmionye Akagemis CyXomyTHUX BiliChK, ( 1 p»). BiApasy suaz

.. . «Hernepekouausicrb» Mornymenta Ciaasu: Boin-T'epoii ckias 36poro mepe
rosaxy posramosano llapk KynsTypu i BiIIOYNHKY, 110 B KOMYHICTHYHOMY P Y aC P aB 30p pen

. . . .
virysioMy JIbBoBa GYB THITOBIM iH(PACTPYKTYPHIM «ITySITiqHO-PEKIMHEIM barpkiBmuHOI0-MaTip’1o, a coxmaTu Ha CTelli, AKINO IPUANBIATHACA IPUCKI

IIJINBO, BUTJIANAIOTH, <HAUe Ha IMUOCHUIII».

!

y Mysei “Teputopia Tepopy

0G’eKTOM> 1714 103Binid i npomoiiii naprii, i3 Jleninamu it aneamu 3 Boina-

MU-TepOAMH, i opyd i3 AKMM MaJIu 3BeCTH BifTIOBiTHUIT My3ell (Hapasi BiH

He00yIOBaHUI i 3aHenGaHNMIA). ¥ CPCP nnsa peamnisariii Takux 3aBJaHb ITOJIOGIAIN 3aCUIATH MUTIIB mogari

ropenbecpu 3 MonymenTy CraBu

Bif moMy i pifHHUX pecIry0IIik, aOu aBTOPH He IIPUB’ A3YBAIHCA N0 JOKAIb-

. HOT'O KOHTEKCTY. 3a3Ha4d o onuH i3 muTiiiB, Ipocias MoTuka, MmaB BeJlbMU
MonyMeHT BUAIIIOB HEJOCTATHLO MTPOIATAHUCTCHKIM, TOK 3a TIEPEKa3aMH, Ty. 3agHady, mo o7 MWTIILB, sf1pocia a, Ma

bepesens 2019 p. Bux Ha remonTOBaHI

toxinrae MinicrepcTBo o6oporn CPCP «11a nepekonauBocTi» Bupimmuiro HEraTHBHUN JOCBIZ CIIBKITTA 3 PAAAHCHKOIO BIAN010, a/IKE HOTO GarbKa

“,

of Glory in “the Territory of Terror” Memorial

Museum, March 2019

. o BaJIN B IIOBOCHHU I1€PioI.
JOTIOBHUTY aHCaMGJIb TPUIIATIMETPOBOIO OETOHHOIO CTEJIO0 i3 TopeIbe- perpecysai OBOE eproA

The dismantled high reliefs of the Monument
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banancyloun mix 3aaHTa’koBaHICTIO Tep;KaBHUX 3aMOBJICHb, BIACHUMU
TBOPYMUMU iHTEHIiAMHU, CcBOOOI0I0 BOJII TA OCOOMCTUMU CiIMETHUMU icropis-
MM, MiCI}€Bi MUTIIi CTBOPMJIN B PiTHOMY MIiCTi IIPOIIara”HIMCTCHKAI MUCTEI b~
Kkuit 06’ekT. PoGoTy Gyiio BUKOHaHO AKicHO, it aBTopu MoHyMeHTa ofiepskain
naiiBa;xnuBimi [lepsxapui npemii YPCP ta CPCP, a Mornyment CitaBu craB
JOKallielo BIIaHyBaHHA moiil Benukoi BiTuusnanoi Bifinm.

Ilepmra xBuIA IPOITAHHA 3 «yCiM paIAHCBKUM> (IIepeifiMeHyBaHHA BYIUIIb
Ta JeMOHTaKi HaM’HTHI/IKiB) HPOKOTUIACA YKpa'l'HOIo IiCJISA IIPOTOJIOIIEHH A
He3aJIe;KHOCTI B 1991 POILi, aje ToAi Ile IUTaHHA He MaJIo HiAIPyHTA odpiniii-
HOI JepsxaBHOI IIOJITHKHY I 3aMuIInIocs y BifaHHI 06IacHUX pa. ®axkTuuHo,
KOJKHA 00JIacTh CAMOCTiiIHO BUpillTyBajia, HACKiTbKH iHTEHCHBHO BOHA IIPO-

maeThesA 3 PajaHCbKUMU MapKepaMu.

8 IpyZHA 2013 POKY IIij yac €BpoMaiinany B Kuesi akTusicTu 3Hecan nam’sar-
HUK «Tos10BHOMY JleHiHy Kpainm» Ha becapaGchKkiil moomi Ha 3HaK IPOTECTY
IPOTH IPOPOCiiCBKOI0 Kypcy TOAIMIHBOIO Ipe3umenTa Ykpainu Bikropa
Anyrosuya. [IpoTecTn 20132014 pokis nepepociu B PeBoitoniio I'ignocri,

a ITOBaJICHHA «BOKJA» Y CTOJINUILI — Y IOABY B 2015 POILi AKETY «J€KOMYHi-
3aliliHMX 3aKOHiB» — I€HTPAaJIi30BaHOI IOJITUKHA JEMOHTaKY PaJaHChbKIX
PYZHMEHTIB y IIyOaiuHIX IIPOCTOPaX HaceJeHUX IMyHKTIB.

UYepes HemockoHATICTh 3aKOHY (IO He CKacoBYye floro 3HAYYINOCTi), mix yzap
HMOTpaIniIa cIajliHa YKPAaiHChKOTO PagsiHCBKOI'O MOHYMEHTAJIBHOTI'O MIIC-
TelTBa: CKYJIBIITYPHU, MOHYMEHTH, Mo3aiku Toio. HenoonpansoBana meTomo-
JoTif IPaKTUKYU JeMOHTAKY BiJKpHIIa IoJIe JJIA BAPBAPCHKOTO IIOBOKEHHSA
3 apredparxramu. «Haponna nekomynizanis» nmogexkynu pindysanaca pykamu
MapojepiB, AKI IepecligyBalu HAKUBY y BUTJIAL HIHHUX MeTaJliB, a BilTak,
3HOCHUJIU IIaM SITHIKH Ha CBiil poscyx (1o IpuKIamy, BUIATOK i3 TaM ATHU-
koM llepmriit kinniit apmii aBToperBa Banentuna bopucenka nix JIsBoBoMm).
Ilin vac ckanmaTiB HABKOJIO JEMOHTAKIB 3’CyBaIOCAH, IO GLIBMIICTD 06 €KTiB
He MaIoTh CTaTyCy IIaM'ATOK 400 BBA;KAIOTHCA TAKUMM, III0 HOT0 BTPATUIN, He
MIPOXOJUINA oqaiuiﬁHy icTOPUYHY I MACTENTBO3HABYY €KCIIEPTU3M, HE MalOTh
BJIACHUKA (0asaHCcOyTpUMYyBaua). ¥ pe3ysibTari 1ijga MucTenpka 1o00a onu-
HHJIacA il 3arpo3010 SHUKHEHHA JJIA JOCIiTHUIBKOI IepCIeKTUBH, Oy Tydn
0e33aX1CHOIO Ilepe]] YNHOBHIKAMY, aKTUBicTaMH, 3a0yJOBHUKAMU.

Tum yacom y JIbBoBi «6opoTs6a npoT MoHyMeHTa» modajacs 2007 POKY.
IIpu micekiii pagi 6yi10 cTBOpeHO KoMicilo, AKa Maja BUPIIIATH HOTO JI0JI10.
Hagxkomo 06’exra BinGyBanocsa pisue: 06auTTs pap6oio, HAaHECEHH HAIIUCIB
«11aM’ITHUK OKyIIaHTaM», HiBeUeHHs 3 BAKOPUCTaHHAM COKUP i MOJIOTIiB
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toro. [lounHatoun 3 2014—2015 POKiB OKpeMi MOTITUYHI CUIN TUCHYIU Ha
MiclieBe caMOBpAyBaHHA, IIOCUJIAI0YNCH Ha «J€KOMYHIi3alliliHi 3aKOHW» Ta
6e3misMbpHICTD BIagW. Y 2017 POIIi A JoTyduaaca 0o poOoTH Komicii 3 mosuiri-
e1o 36epertu MonymenT CiaBu B myOriYHOMY IIPOCTOPi, a B pasi JeMOHTaXKY
nepegaru 1o mMyseto. EquHol rymkn mono moxi MomyMeHTa He 6yI10, IpoTe
pO3IALaNN IePCIeKTHBY 31adi f10ro Ha MeTaJI00PYXT a0o 3k «IIepeIllaBKI»
i aKuiich iIHMuM mamMm ATHUK.

ITin gac puckyciii 3’acyBanocs, o 06 €KT yTPATUB CTATyC IaM ATKY I He Mae
GajlaHCOYTpPHUMYBaya, o IIPHU3BEJIO O HOTro TeXHIYHOTo 3aHenany, i craHoM
Ha 2017 pik BiH oTpuMmas crartyc aBapiitHoro. [I[punarigno Harosonry, mo 3rif-
HO 3 3aKOHOM IIPO JIEKOMYHIi3aIlil0, MOHYMEHTH CJIaBU He I1iJIJIATal0Th JEeMOH-
Tay, amske e Micamu mam aTi. [Ipore, mocuitarouncs Ha MOTeHIIfIHY 3arpo3y
JJ1 MeNIKaHIiB, Hallla KOMicisi BUpiIIKa JeMOHTYBAaTH CTEILY.

VY aroromy 2018 poky Memopiansuuit Myseil ToTariTapHux peskumis «Tepu-
topis Tepopy», oTpuMaBImIN DiATPUMKY MyHIiIHIIATiTeTY, Iic/aa HiTHOTO
TeMOHTaKy npuiiaas y poupu «llixorunng», «Tankicrar», «Aprunepucra,
«/IpoTumka» ra «MaTtpoca». Tak MomymenT CnaBu «3BinpHUBCA» Biff cTenn
i IIOBEPHYBCA JI0 IIePIIOYeProBoi MUCTEbKOI KOHILEIIIjl.

VY meMOHTOBaHUX ropesibeiB PO3IOYATOCA HOBE My3eifHe JKUTTA — sKUTTA
6e3 puTyaiy, IbOTo pasy B poJii 06 €KTiB KyJbTYPH Ta MUCTeITBA. [HIIIa ya-
ctuna MonyMeHTa i HOHUHI CTOITh Ha CBOEMY MicIli, OTOPO;KEeHA IIaAPKaHOM.
Ti IOJIIO JOCi He BU3HAYEHO.

OrpumaBuIy IpoO3UILiI0 B3ATH y4acTh i3 ropenbecpamu MonymenTta CiaBu
y npoekTi «Mik BorueMm i Boruem: yKpaiHCbKe MUCTEIITBO 3apas», MU 3ilITOBX-
HYJIHCA 3 IPo61eMoIo (PaxoBoi eKCIepTH3U CIajnHI YEKPaIHChKOTO paIsaH-
CHKOT'O MOHYMEHTAaJIbHOI'O MUCTEIITBA, IKa IIOTPiOHA 171 BUBE3EHHS «COJLIa-
TiB» 3a KopHoH. [lo peui, HaswBaTU Topenabedu «coaTaTAMI» i «XTOMIIAMMI»
YCi MEMOBOJIL ITOYAJIN ITiCJIA IX 3HATTA 31 CTENIW Ta PO3MIIEHHA B My3eIHOMY
mpocTopi — Moske, Tak i BinOyBaeTnes cupas:kHA gexkomyHizania? o x, Oy-

IleMO CTBOPIOBATU HOBIi Mpelle/leHTH, BillIpalboOBYBaTH POy PU.

Hapasi Mu € un He eguHEM My3eeM B YKpaiHi, IKuii Mae ITakeT JOKYMEHTIB Ha
JeMOHTOBaHMI 06 €KT, 0pOPMJIEHUIA 3Ti/HO 3 YMHHUM 3aKoHO1aBcTBOM. Odpi-
niiina nepenada ropesbediB 10 My3elo CTBOPHIIA IIPelefeHT JJId IepCIek-
THBY PO3POOKU METOROJIOrII ION0 BUSHAYEHHA AJITOPUTMY IIOBOIKeHH i3
«HE3PYIHUMU» i «CyTepedIMBUMI» IaM ATHUKAMY CIIAJIINHI YKPaiHCHKOTO
pangaHCHKOTO MOHYMEHTAJIbHOT'O MUCTEIITBA Ta BiTKPHJIa BeJIMYe3HNIT ITOTeH-
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IiaJ IX HbOI'O JOCIiJKeHH, IIePeOCMUCIeHH A, CTBOPEHHA OCBITHIX Mporpam

i ekcrIOHyBaHHA B My3eHHOMY IIpocTopi. TMM 9acoM Hamry KOJIeKIIilo yKpaiH- m\l E E N
CBKOTO PaJiAHCHKOT'O0 MOHYMEHTAIBbHOT'O MUCTEITBA IPOIOBKYIOTH IIOMIOBHIO-

BaTy 1 iHIIi 00’€KTN — IIaM ATHUKY, BiTpaki TOImMO — i I1e JINIIe I0YaToK.

Konu mu, Toni me crygentu, suiiman Ha Maiifan y 2013 poIii, To nparayiu
nepenyciMm BIleBHEHO TUBUTUCA Y MaliOyTHe i Kpalle po3yMiTu Hallle MUHY-
ne, ycBimommioBaTu, kuM Mu e. byTn nHalikpamumn y cBoix cepax i pe-
dopmyBaru ix. Cborogui HacTaB caMe Ieil Yac — Yac CMiJIuBO HOTIAHYTU

B TOTaJTiTapHe MUHYJIE Ta IlepecTaTy G0ATHCA MOHYMEHTIB i TaM ATHUKIB,

BiJIpaBUBIIU IX 10 My3€I0. i E B CICI
Onbra NoH4ap, rpoMazchKa aKTUBICTKA, KYJIBTYPOJIO-
TUHA, 3 2017 POKY IUpeKTopKa MeMopiaabpHOTO My3eio
ToTasiTapHuX pexuMis « Tepurtopis Tepopy» y JIbBoBi

facebook.com/TerritoryTerror/
Mewmopianbuuit Mmyseit ToTasnitapaux pexnMis « Teputopia Tepopy» —
MYHiIUMajlbHa iHCTUTYIIif, 3aBJaHHA AKOI — JOCIIiIUTH, OCMUCINTH Ta 2019
Npe3eHTyBaTH TpariuHi cropinku icropii cepenunu XX cT. y KOHTeKCTi
On 9 May 2019 during the opening of 58th Venice Biennale the largest cargo
plane in the world, called Mriya (“The Dream”, technically AN-225), was sup-
posed to fly over Giardini, the main area for Biennale’s national pavilions,
casting a shadow. On board of this plane it would have been a hard drive with

the registry of Ukrainian artists that responded to curators’ call and submitted

BHUKJINKiB cydacHocTi. CTBopeHHA My3elo iHinmitoBana JIbBiBchbEka Michbka
pasia’y 2009 pori. Ciopya:keHHA My3eifHOT0 KOMILJIEKCY TPUBAJIO BIIPO-
JOB3K 2014—20I0 POKiB.

Myseii posramosanuii y JIbBoBi Ha TepuTOpii KOTUNIHIX I'eTTO

(19411943 pp.) Ta mepecunabroi Tiopmu N 25 (1944—-1955 Pp.)-
their basic info through a google form — 1,143. This was meant to be an opening

performance for the Ukrainian pavilion to happen on not any other possible
day, but precisely on May 9, the Victory Day in post-soviet memory realm.

At1pm, everybody who knew about the performance stuck their heads and
phones into the sky. Some even saw the plain flying high up; there are photos
and videos. However, Mriya didn’t fly.

This flight was undoable from the very beginning, incapacitated by the regula-
tions on flights over UNESCO heritage city, weather conditions necessary to cast

a shadow, the acceptance of the idea by Antonov Company which developed, built,
and owns the plane, to name a few. However, the most important of all was the fact
that dreams rarely come true. That is precisely what makes them so desired.

In the Ukrainian pavilion itself (located in the corner of another Biennale’s

main location — the Arsenale), the dreams about the flight that never hap-
pened were narrated by several performers. Through the real stories com-
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bined with rumors and gossip around the project for Ukrainian pavilion the
performers were, in fact, telling other, quite contradictory stories.

These stories were about the dreams of being important and recognized country,
even if only due to producing the biggest cargo plane, not some problematic losers
at the margins of Europe. The ones of those having proper, even if elusive, place in
arow of all other countries who's pavilions have been a part of the big vanity show
called Venice Biennale since long time, unlike Ukraine. The ones of those writing
the country and her artists names into the history of world art that knows little
about Ukrainian art so far. In addition, the stories about naiveté of these dreams
as well as the ones of egalitarian art world where everybody is an artist or the ones
where the duty to fight for symbolic value of the country is bestowed upon artists
since politicians fail to do so (and if the artists don’t succeed they should be held
responsible for misuse of public funding just as politicians should have been).

“The Shadow of Dream cast upon Giardini della Biennale”, the flight that never
happened, the location in a small walk-through off space in the building adja-
cent to the Arsenale; poorly designed visuals that make the pavilion practically
unnoticeable; the performers that are tired or often bored, or are just out for a
smoke; the whole complexity of the context, too complicated and irrelevant to
the majority of the hurrying biennale audiences, — what was it all about? Was
it about belief that dreams are more important than mundane reality? Or was
it reflecting the fact that dreams create utopias and those are literally places
that do not exist, that fail to be real? Was there self-irony about (im)possibility
to be a failed pavilion to the extent it is (im)possible to be a failed state because
who is there to know the past and the future and, therefore, who is there to
judge? Or was this project built on the conviction that articulating stories of
aspirations and losses, dreams and failures, hopes and reality is what art has

to do to make the complexity and innate inner contradictions of any context
thinkable and thus livable? Or was it excruciating comment on the feeble role
of art in “the interesting times” as biennales motto proclaimed?

2013

Venice Biennale may often fail to stand up to high audience and critics expectations
or present robust and coherent curatorial projects, but it never fails to display geo-
political aspirations and cultural clashes of'its participating national pavilions.

If Ukraine’s first pavilion after Maidan events of a013-2014 and the beginning of

the war in the east of the country was called “Hope!” (2015) and was placed as a
temporary transparent structure, presenting works of 7 artists and art groups,
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on the shore of Venice laguna, right between Arsenale and Giardini, on “no
man’s land” outside main locations but unmissable for anyone walking between
them, this year project’s reference to “the dream” hidden on the fringes of
Arsenale creates a perfect symbolic framework to think about art in Ukraine in
the post-Maidan age. Although what make is possible to divide history in pre-
and post-Maidan? s it even feasible or only imaginary division?

Maidan, or Ukrainian “Revolution of Dignity”, was predetermined to become

a symbolic event as any large-scale public revolt or even revolution would be.
Moreover, like any other historic symbol, it has slowly become saturated with
emotions, legends, associations, memories and visions. In a way quite similar to
real or velvet revolutions on the past century, Maidan embodied a time break,
arapture between the present, which looked and functioned very much like
the past and felt further more irrelevant, suffocating; and the post-present,
the new time free from the limitations of the past and open to a better future.
Moreover, very much in sync with notion of “catch up revolution” as described
by Jurgen Habermas, it was moved by a belief in existence of a right and proper
time flow that the country needed to get back to or, rather, to join. What other
post-communist countries of the former Fastern block attempted in 1989 — to
return to their “hijacked” histories through freezing or eliminating memories
of the last half century and by this joining the flow of European history and
European political space, — Ukraine was aiming at in 2014. The whirlpool of
euphoria triggered by the hope for a fundamental, and rapid, change, sudden
unity and community formed against inner and then, with the break of the
war, foreign enemies, and slow approach of weariness, helplessness and frustra-
tion. History is more easily observed from the distance than lived through.

It is quite tempting to describe Maidan in terms of generation change.
However, it was neither a generational peak moment, like 1968, nor it had
raised a generation, like 1989. What it did was creating a cross-generational
trend or a signifier, which can be named as vast social engagement when the
context became highly politicized. After 2014 politics stopped being a “dirty
business” exclusively for politicians, it became a civic engagement, even a
duty at times. Following the old and long overdue feministic slogan from
1960’s, private became political and politics became open for everybody. Yet,
in the context of art being political has been a challenge since some 10 years.

2004

In Ukraine, political art was slowly intensifying since 2004, triggered by
the Orange Revolution. However, at that time even the concept itself was
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contested. The very issue of “political” was a certain taboo in Ukrainian
context. Politics had a narrow meaning of state or governmental politics
and as such was closely associated with corruption, violence and powerless-
ness. Politics was managed by politicians — cynical, omnipotent and unpun-
ishable people who had no intention of sharing or delegating their powers
whatsoever. Getting involved in politics was suicidal, so art predominantly
has no interest in it, with a very few exceptions.

Since gaining independence in 1991, which included student protests and min-
ers’ strikes but mainly happened without large public involvement, Orange
revolution appeared to be the first case of mass engagement of different social
groups into mapping an actual political agenda. Despite the fact that by and
large it failed to create a momentum for real hands-on political life in the
country, it was an important emancipatory peak, a crack that allowed, if for

a moment, private to merge with political. It was out of that crack that for
the first time, the notion of political could grow to include the whole of social
fabric and land in the epicenter of numerous artistic practices and debates.

The acceptance of the fact that politics are deeply woven in all domains of social
life created a space for socially engaged art that was not ashamed to get hands
dirty with political issues, moreover, often saw it as the only to build its rele-
vance to contemporaneity. This process was not easy. The debates on whether
art can be political, on the border between art and activism, propaganda, and
on aesthetician roots of artistic practices were heated and often ended up in
mutual despise. They went wider than solely artistic circles, on the one side, and
involved writers and public intellectuals, on the other, often spilling outside
traditionally cultural discourse. After a decade of predominant general indiffer-
ence to whatever was happening in art circles, at the beginning of 2010’s the list
of attacked artists and closed exhibition started to rise. (The most notorious of
them was “Ukrainian Body” organized and curated by Visual Culture Research
Center and scandalously closed by the rector of the university where the center
was based in 3 days. Banishing VCRC from their premised followed shortly.)

Coining the term of “anti-art” and “under-art”, desperately trying to push
artistic practices into a limited and thus convenient niche of aesthetics and
confine its role to a mimetic and beautifying, the society was fighting itself,
its phobias of maturing, of entering politics as an inalienable daily practice.
Attempt to confine art to the niche where “it belonged” were in fact mirror-
ing the existent political practices of putting society itself in place. Political
emancipation of artistic practices was slowly opening the doors for political
emancipation of Ukrainian society in general. It provided (even if limited)
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possibilities to articulate and practice solidarity, participatory approaches,
activism, to address the issues of minorities and discrimination, of power re-
lations and hierarchies, of freedoms and confrontations, censorship and open
dialogues. Slow and embattled changes in vocabulary prepared for the chang-
es in social optics and thus for changes in practices of social interactions.

Without trying to build a direct and exclusive connection between emancipa-
tion of artistic and social practices in Ukraine through the Noughties to the
beginning of 2010’ it is, nonetheless, crucial to note this connection and its
influence on the overall political agenda.

2014

Maidan as movement of mass mobilisation and emancipation set art free
from the constant need to fight for the political agenda since everything has
become a part of political agenda. On the other hand, rapidly accelerating
dynamics of political and geopolitical changes in the country and the region
made the artists face several challenges.

Unsurmountable force of the new and perpetually changing Ukrainian context
squeezed between the newly acquired political freedoms and the ravaging and
devastating war in the east, between the overwhelming joy of getting your own
country back and the unthinkable death toll growing every day set the frame-
work that was near impossible to avoid. Is it possible to be free in the choice

of narratives, forms and languages to engage with and still be relevant to the
times one is living in? Is there a way to acknowledge society’s expectations and
even demands for addressing the burning political issues and still be critical,
non-linear, acknowledge the thin edge of propaganda and, again, be free?

On the international scene, expectations and demands were not much differ-
ent. In a way similar to what was happening towards wider Eastern European
artistic context in the beginning of 1990’s when local artists were in demand as
exotic peculiar actors of the wild post-communist east, Ukrainian artists (as
well as writers, filmmakers, public intellectuals) after 2014 were expected to
fit the pressing and yet quite exoticised niche of “post-Maidan art”.

The context proved to be inescapable and demanding. However, why trying to
escape it in the first place? The new reality was raw for reflection and articu-
lation, it was seeping through ruptures and multiplying conflicts, it was full
with the unknown and unseen, and it was protecting itself with the limita-
tions, suppressions and bans. It was challenging, it was provoking.
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There was at least one major difference between the challenges of 2004 and

2014.. Before 2014, politically engaged art predominantly was trying to address
universal democratic issues, long overdue in Ukraine, such as gender rights and
equality, body politics, politics of urban space and social cohesion, neoliberalism
and power structures. Based in local context and local needs these attempts were
still striving to catch up with more universal, largely western, art discourse. After
2014, the local context became the issue and the point of reference in itself.

Maidan marked major resubjectification of the country previously absent on
both international and, paradoxically, local mental maps. There were stories to be
discovered and rearticulated. New narratives and representations were needed.

In a country torn by the war, the war was obviously the primary story al-
though not only the war as a matter of life or death. It was the war as geopo-
litical manipulation, as a factor of mass mobilisation with a strong discrim-
inatory and censoring backside. It was also the memory war and the war on
the past that came into focus.

If the first post-Maidan year saw shows of Ukrainian art in Europe dealing
with the Revolution of Dignity, its martyrs (the Heavenly Hundred) and the
onset of the war in a pretty straight-forward, almost therapeutical way (as,
for example, “Through Maidan and Beyond” in Architekturzentrum Wien),
with a course of time, even though the intensity of events did not allow for
a proper distance, then, narratives became more complex and multilayered.

There are two project that reflect that, their structure allows looking at the
multiplicity of issues more heterogeneously. One is “The School of Kyiv. Kyiv
Biennale 2015” organized by Visual Culture Research Center and curated by
Vienna-based curators Hedwig Saxenhuber and Georg Schollhammer. Another
one is “Today That Never Happened” — the First festival of Young Ukrainian
Artists hosted by Art Arsenal in collaboration with the National Art Museum
and curated by Lizaveta German, Kateryna Filyuk and Maria Lanko.

Kyiv Biennale was itself a conflicting project. Art Arsenal, biggest public-
ly funded cultural institution in the country, introduced the first edi-
tion in 2012, as a spectacular show curated by David Elliott. By the next
edition, at first planned for 2014 and then postponed due to the political
turmoil, the institution entered into financial and conceptual battle with
the two invited curators, which almost lead to the cancellation. Then the
biennale was picked up by VCRC, small non-profit institution, once dis-
placed itself. Notions of place and displacement as well as representation
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and misrepresentation played major role in The School of Kyiv. Conceived
as a platform for mutual learning, dialogue and experiences it was scat-
tered between 14 locations throughout the city and structured around 6
schools: The School of Abdicated Europe, The School of Landscape, The
School of Realism, The School of the Displaced, The School of Lonesome,
The School of Image and Evidence.

However, not only Ukrainian experiences were put in a wider context through
these visual and discussion platforms. They allowed more elaborate ways to
address the issues of post-colonial gaze (not only in post-Soviet, but in the
European space as well), displaced people and migration (that Ukraine was
for the first time witnessing en mass due to the war), political euphoria and
frustration, disinformation and representations.

Young Artists Festival, on the other hand, was a case of a major turn in public
policies that for the first time placed contemporary critical art as a legitimate
and even crucial medium for reflecting contemporaneity. Public institutions
and governmental bodies that used to see heritage and history as their main
focus of attention and funding, in fact, accepted existence of a discourse rad-
ically different and inherently critical. The history was happening now and it
had to be articulated and represented.

Therefore, it was a time, diverse and often contradictory modes of experiencing it,
questions of what it meant to live in the times like the ones the country was going
through, that the curators set to look at. Although spread between several parallel
locations (National Art Museum, hotels and artist-run spaces), main exhibition in
Art Arsenal developed its narrative along the lines of war and internal displace-
ment; alternative ways of co-habitation as seen through the gaps in urban struc-
tures; deconstruction of power hierarchies confronted but also restructured in the
country living through never-ending aggression; figure of artist as the one provok-
ing or disrupting public peace; artistic appropriation; and hidden histories.

The next festival to be held in the fall of 2019, will take place in Kharkiv. This

fact is quite symbolic to yet another important transformation that art is a big
part of, the one of rediscovering and revaluating localities in a country as vast
and as traditionally centralized as Ukraine. Earnest but temporary unity of very
geographically and ideologically diverse forces during Maidan was then confront-
ed by geopolitical splits in the east that were presented as irresolvable cultural
struggles and toppled with a vast and brutal decommunisation policies. Ukraine
with its complex and largely unarticulated history rapidly entered the era of
memory wars, with a little delay joining its neighbors to the east and west.
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Numerous artistic projects and initiatives that emerged after 2014 launched
into research, articulation and often preservation of local stories and histories.
The scope of those stretches from artists’ walks and voyages across the coun-
try, to collaborations with and reconceptualisation of local history museums
in small towns, to research residencies, activist campaigns, opening cultural
hubs and platforms in places which names till recent were known to just a few.

2019

After 2014, the surge of initiatives and artistic reflections came out of needs
to regain authority and retain capacity of critical thinking and representa-
tion in times of major disruptions, of necessity to rearticulate art as political
practice in times when everything became highly politicized. Yet, to a large
extent, it was also based on hope, big and beautiful and consciously naive
hope that the tragedy that unfolded everyday right in ones face, the unes-
capable, unthinkable tragedy of the war that was far away but still painfully
close, that shook the very foundations of feeble social contract and let out
the power manipulations through its cracks, that the war will come to an end.
However, it did not.

In the new political reality, between memory wars and deepening cultural
cracks, xenophobia and ideologically vague but politically confident populism,
disinformation and manipulations, not to mention slowly glowing conflict in
the east that does not have any vision of coming to an end, art is yet again fac-
ing futility of its political aspirations. These political realities and limitations
bring Ukrainian context much closer to the one of Eastern Europe than it has
ever been, making the artists face increasing multiplicity of possible roles: vi-
sionary, post-artistic practitioner, utopian thinker, creator of possible scenarios
of the future, fighter, mediator, dreamer, blade runner... More to come.

Kateryna Botanova, cultural critic and curator. Since
2014, she has been co-curating the interdisciplinary festi-
val CULTURESCAPES in Switzerland. Prior to that, she
was the director of CSM Foundation and founder of the
online publication Korydor.
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Ha Binkpurri 58-1 Beneniiicbkoi Gienase 9 TpaBHA 2019 POKY HalGiAbMINIl

Rarepuna boranosa :

2019

BaHTa:KHUM JdiTak y cBiTi «Mpis» AH-225 maB nposeritu Han Lxrapaini, ne
posTamnioBaHa GilbIIiCTh HalliOHAJBHUX IaBinbiOHIB, Ta BITKMHYTH TiHb.
Ha 6opry niTaka MaB OyTH ANCK i3 IIepeTiKOM I143 YKPAIHChKUX XY OKHU-
KiB, fKi BIATYKHYJINCA Ha 3aKJINK KypaTopiB i 3amosuninu Binkpury Google-
dopmy. lleit mepdopmanc GyB BiIKpUTTAM YEpaiHCHKOTO IIaBinbiloHYy,
3aIlJlaHOBAHUM caMe Ha 9 TPaBH:A, KOJIU Ha IMOCTPaJgAHCbKOMY IIpocTopi
cBATKYIOTE [lens Ilepemoru.

O 13:00 Bci, XTO 3HaB PO MO0, ITiJHAIN IOJIOBH i Teaedonn go Heba. [lexto
HaBiTh MoGauyuBs JiTak y Hebi, € poTo i Bineo. Ase came «Mpisa» He 3ierina.

[ToniT 6yB BinmouaTky He3nilicHeHHIM, BiH 3ajie;KaB Bill IIPaBUII IIOJIbOTIB HAJ
MmicToMm, sike nepeGysae min oxoponoio IOHECKO, norogaux ymoB, Aki 1o3Boau-
au 6 BIZKWHYTH TiHb, HiITPUMEH 3 GOKY KopIiopamnii «kAHTOHOB», AKa po3po6u-
J1a, 30yyBaJla JIiTak Ta € HOTo BJIACHUKOM ToIIo. Ta HaifBa;KIMBIIIIe 3arajoM Te,
mo Mpil pizko 37ilicHIOIOTHCA. BitacHe me it poGUTH IX TAKUMMY KaJaHUMU.

Y camomy yKpaiHChKOMY IaBiJbiioHi (po3TaloBaHOMY B YaCTUHi rOJIOBHOI
nokanii bienasne — Apcenaie), kirbka nepdpopmepis o3ByayBaiu Mpii Ipo
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IOJIIT, AKWUII He BigGyBCA. 3a JOIIOMOI0I0 peaJbHUX (PAKTIB i TyTOK HABKOJIO
YKpPaIHCBKOTO MPOEKTY IepdopMepr (paKTUIHO OIIOBifamu iHNTY, ZOBOIII
CyIlepedJInBYy iCTOPIlO.

"To Gynu icTopii mpo Mpii 6yTH IOBa;KHOIO Ta BUSHAHOIO KpaiHOoIo — Xaii HaBiTh
3aBAAKY OyZliBHUIITBY HAfGIIbIIOrO y CBiTi BAHTa;KHOTO JIiTaKa, — a He HeBIaxa-
Mmu Ha orosuiax €sporu. Mpii MmaTu BiiacHe, xail i HerleBHe, MicIie cepe; iHITUX
KpaiH, 4ui NaBiJbiOHN, Ha BiIMiHY BiJl yKpaiHCBKOTO, Bie JAaBHO CTBEPIUJIACA
AK 9acTUHA ApMapKy MapHOCIABCTBA, BimoMoro Ak Beneriiicpka 6iename. Mpii
BIMICAaTH KpaiHy Ta iMeHa Il MATIIB y iCTOPilo CBITOBOIO MUCTELITBA, JJIA AKOIO
YKpaiHCbKe MUCTEITBO JIMIIAETHCA MaoBifoMuM. | Takosk icTopii 1rpo Hais-
HiCTh IUX MPiii i Mpiil PO erajiTapHUIA CBIT, y AKOMY KOKEH € XY OKHUKOM
a60 XyJOoKHUIIEIOo, i ITPo Te, 0 000B’A30K GOPOTHCS 32 CHMBOIIYHY 3HAYYIIICT
KpaiHu MOKJIafaeThcA Ha MUTIIB, TI03adK MOTITHKA 3 UM He BIIOpaaucs (a AKIIO0
MMUTIIi T€K HE JOCATHYTH YCIIiXYy, TO HECTUMYTD BiJITIOBiaIbHICTD 38 HEJNOLLIbLHE
BUKOPUCTaHH:A KOMITIB Jep;KaBHOTO GIOKETY, AK MaJIH 6 i OIiTHKM).

«Tinp Mpii Hag cagamu [:xapaini» — mosir, Akuit Tak i He 31ificHUBCA, Ta
JOKAaIlifg B TicHOMY IpoxigHOMY IpuMileHHi Ha BXo/i 1o Oy#iBii Apcenare;
0inHO BUKOHAHI Bidyasisanii, depes AKi maBinblioH JHMITaBCcA Mail:ke HEIIOMIT-
HUM; Hepc})opMepI/I — BTOMUJICHI UM HaBiTh 3HYIKeHi, a00 ;K IIPOCTO BUNIILIN
Ha [epeKyp; ycd CKIaTHICTh KOHTEKCTY, HaJTO 3aIlIyTaHa i HellikaBa /s
OinpImocTi 3akIonoTaHuX BifBixyBadiB bienane, — mo me B3arasri 6ymno? Un
Hmocs mpo Bipy B Te, mo Mpil BaskinBinii 3a 6ynenny peansHicTs? Yu mpo
Te, 10 Mpii popMyIoTH yToOIIl, a Ije GyKBaJIbHO Miclid, AKX He icHye, AKi He
MOKYTh BinOyTuca? Ym To Gyina camoipoHis mo/o (He)MOKIMBOCTi cTaTh
HECIIPOMO;KHUM IaBilbiiOHOM Tiero & Mipo1o, 1110 i (He)MOKIMBICTD CTATH
HEeCIIPOMO;KHOIO JIep:KaBoio, OCKLIBKH XTO MOsKe 3HaTH MUHYJIe i MailOyTHE,
a BizmoBinHO, XTO Mae npaso cyauTn? Yu To GyB IIPOEKT, 3aCHOBAHUI HA
IlepeKOHAaHHI, 1110 03By4YyBaHHA icTOpiil Hagiii i BTpaT, Mpiii i Mopa3ok, o4i-
KyBaHb i peaJIbHOCTI, — caMe Te, UMM Mae 3aiiMaTHCA MECTEIITBO, W CKJIa-
HIiCTB i 3acaJHUYa CyIlepeYHiCTh KOHTEKCTIB HaJaBalach 10 OCMUCICHHSA

i mpoxkuBanHA? Yu TO 6yB ;KOPCTKMII KOMEHTap 100 CMilTHOI pojii MucTe-
IITBA «y IIiKaBi Yacw», IIpo fAKi fimrocs B racai 6ienase?

2013

Beneniiicbka GieHase MOske YacoM He CIIPaBIKyBaTU OUYiKyBaHHs BUOATTIN-
BUX IVIA/1a4iB i KpUTUKIB, Ha Hilf MOKe OpaKyBaTH MOTYKHUX I ITOCTiTOBHUX
KypaTOpPChKUX IIPOEKTIB, ajle 3aB:K /U € MicIle IJiA JeMOHCTYBaHHA I'€0I0JIi-
THYIHUX aMOiliil Ta KyIbTypHUX KOH(PIIKTIB MaBinbiioHiB KpaiH-yuacHUIb.
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Konu y 2015 poni mepminii miciig moxiit EBpomaiifany Ta II0OYaTKY BiiffHY Ha
cxoxi kpaiHu ykpaiHCHKUI NaBiTbHOH, IO BKIIOYAB POOOTHU CIMOX Xy 05K-
HUKIB Ta apT-KoJIeKTHBiB, HazuBaBca «Hania!» i 6yB TMM4YacoBOIO KOHCTPYK-
miero Ha Oepesi Benemniticekoi marynun, mpocro Mixk Apcenaie i Isxapnini, Ha
«HiumitHil TepuTOpii», AKY, BTIM, He MOKHA 0YJI0 OMUHYTH; TO IILOTOPiYHE
3BEpHEHHS JI0 «MPil», CX0BaHOI B 3aKyTKY ApceHale, CTBOPIOE ijealbHy
CHMBOJIIYHY paMKy [JIf TOTO, 06 OXYMAaTH IIPO MUCTENTBO B YKpaiHi y 10-
cTMalizaHHU gac. Xo4a, Mo 3MYIIye MOFiAATH icTopiio Ha JoMalifaHHA

i micnamaiinanuuit nepion? Ileit moxin gificanii um yapHmit?

€Bpomaiinan, abo ykpainceka Pesomionis l'ignocri, Big ogaTky He Mir He
IIePeTBOPHUTICH Ha CHMBOJIIYHY 1107110, AK i 6yIb-IKe MacoBe IOBCTAaHHSA a00
pesomionia. [loxi6Ho 1o iHMMX icTOPMYHUX CHMBOJIIB, BiH IIOCTYIIOBO HAIIOB-
HUBCS eMOIliIMU, JlereHramMu, acoriamiaMu, crrorazamu Ta Bisigmu. [loniono

TI0 CIIPaB;KHIX i OKCAMITOBUX PEBOJIIONiII MIHYIIOTO CTOIITTA, CBpoMaiizan
OyB 9aCOBUM PO3PUBOM, TPIIIMHOIO Misk TellepilTHiM, AKe i 330BHI, i 3a cyTTIO
CUJIBHO HaragyBaJlo MUHYJIe I BiJl TOro BigdyBajocs Iiie MeHIII peJieBaHTHUM,

i mocrTenepimHivM, HOBUMHK YacaMu, BiTbHUMH Bifl 0OMe;KeHb MIHYJIOTO Ta
BITKpUTHMU 10 Kpamoro MaiilGyTaHsoro. Kpim Toro, gk He 3TagaT 3aIIpOIIOHO-
BaHe [Oprenom ['aGepmacom moHATTS «peBoIoOIii HaB3IOTiH», HOT0O IIPUBOIUIIA
B JIi10 Bipa B iCHyBaHHA IPaBUJIILHOI'O XPOHOTOILY, 0 AKOIO KpaiHa MaJia II0Bep-
HYTHCH, 9¥ TO ITaK JoyduTnc. [HmIi mocTkoMyHicTHYHI KpaiHN KOJIUITHBOTO
CximHoro 610Ky B 1989 polii HamMarajaucsa ITOBEPHYTHCH 0 CBOIX «BKpaJeHIX»
icTopiii, 3aMOpo3UBIIN A60 BUKIIOYUBIIN I1aM ITh IIPO OCTaHHI IIiB CTOIT-

TA i JOJy9UBIINUCH 1O €BPOIIEHCHKOI icTOPil Ta €eBPONEiChKOro IOJIiTUIHOTO
nmpocropy. YkpaiHa HaMarajacs 3spoGuTH 1ie y 2014-My. Buxop eiidpopii, sary-
IIeHu HaTiero Ha (byH,HaMeHTa.HBHi Ta MIBUJIKI 3MiHU, palITOBUM 00’ € THAHHAM
CyCIIJIBCTBA IIPOTHU BHYTPIIIHIX, a 3 IT0YaTKOM BiliIHM — i 30BHIIIHIX BOPOTiB,

a ToAIi IToCTyTIOBe BUCHAKEHHA, Oe3IoMiuHicTh Ta ppycrpanis. Ieropito sHaguHO
JIeTIIe CIIOIJIANATHU Ha BillcTaHi, Hisk IPO;KUBATH.

CnorycimuBo onmcatu €BpoMaiifaH 3 TOUKH 30pY 3MiHM ITOKOIiHE. YTiM, Ile
He OyB aHi IIiKk pO3BUTKY ITOKOJiHHA, K Y 1968-MY, aHi 3apom;KeHHA HOBOTO
TIOKOJIiHHA, AK Yy 1989-My. HaToMicTs 114 moztist crBopuia MiskreHepaniiinmit
TpeH I a00 03HAYHUK, KNIl MOKHA BUSHAYNTY AK MacIHITaOHe colliabHe
3aJly4eHHA B CHUTYyalii cunpHol momiTusanii cepegosuina. [licas aor4 poky mo-
aiTuka mepecrasna 6yTH «GpPyIHOIO CIIPaBOIO», IO Helo 3afiMaica BUKIIOYHO
nonitTuky. BoHa crana rpoManchKUM aKTUBiI3MOM, 9acOM HaBiTh 0G0B’I3KOM.
Ak Yy ZaBHLOMY Cl)eMiHiCTI/ILIHOMy racii 1960-X, IpuBaTHE CTaJIO IIOJITHIHIM,
i mosriTuKa crana BimkpuTolo ad Beix. OnHaK y MECTeIbKOMY KOHTEKCTI I10-
JiTraHe OyJI0 BUKINKOM Y3ke BIIPOJIOBK OCTAHHBOTO TeCATUIITTS.
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2004

[ToniTuane MucTenTBO B YKpaiHi IIOCTYIIOBO I10YAJI0 IOCHIIOBATHCH Bifl
2004 poKy, micia [lomapandeBoi peBomtonii. YTiM, y Toii Yac HaBiTh came
MOHATTA JIUIIAI0Ch cylepedinBuM. B YkpaiHi rema «osituaHoro» 6yina

B IIeBHOMY ceHci TadyiioBanoo. [lomiTuky posyminm y By3sbKOMY 3HaUeHHI
Iep:xaBHOI a00 ypA0BOI AiATBHOCTI, i BiIOBiTHO, IMiTbHO acoIifoBaIN

3 KopyIIiieo, HacuanAM i 6esnpas’am. [losiTukolo 3aiimanyca moxiTuk —
IMHIYHI, MOKHOBIAIHI Ta Ge3KapHi JII01, He CXWJIbHI Hi ninuTucd, Hi

B ;KOIHOMY pasi JelleryBaTH cBol moBHOBakeHH. BiisaTu B momiTury 6ymno
caMOTyOCTBOM, TOK MHCTEIITBO, 32 He3HAYHUMU BUKJIIOUEeHHAMY, Helo Iiepe-

Ba;KHO He ITiKaBUJIOCH.

Bin 3m00yTTA Hesale;KHOCTI B 1991 POIIi, IO CYIIPOBOIAYBAIOCA CTYJeHTChKH-
MU IIPOTeCTaMH Ta MAaXTapChbKUMH cTpaiikaMi, aje 314e0iTbIIoro MUHyJI0 6e3
MacoBoi y4acTi cycrinberBa, IloMapanueBa peBoitollia BUABMIACH IEPITUM
IpeleIeHTOM MacoBOTO 3aIy9eHHA PisHUX coNialbHUX IPYII 10 (popMyBaH-
HA aKTYaJIBHOTO MOJTITHIHOTO MOpARKY AeHHoro. [lompu Te, 10 3a BeTmKuM
PaxXyHKOM He BJaJIOCA CTBOPUTH IMITYJIbC JJIS CIIPaB:KHLOI yYaCHUIBKOL
HMOJITHKY, TO OYB BaJINBUIl eMaHCUTIAIIITHUIT KPOK, PO3PUB, Yepe3 AKUIL,
HpUHANMHI Ha MUTb, IPUBAaTHE 3MOIJIO HAGIM3UTHCH 10 HodituaHoro. Came
yepes el PO3PUB IIPOPOCIIO PO3YMiHHA IMOJTITUIHOTO, IKe BKJIIOYAJIO 6 y cebe

Iixy coniajibHy TKAaHWHY Ta YBIHIII0 B MUCTEIbKY IIPAKTUKY i Teopiro.

[IpuitaaTTs TicHOTO 3B’ 3Ky IIOJNITHKY 3 YciMa cpepaMu CyCIiIbHOTO SKUTTSA
CTBOPUJIO IIPOCTIp JIJIA COLiaIbHO aHTasK0BAHOI'0 MUCTELITBA, AKE HE COPO-
MIJIOCA OPYSHUTH PYKU B MOMITHUYHUX MUTAaHHAX, OLIBII TOT0, BBA;KAIIO IIe
eIMHUM cII0c0o00M Binmosinatu cydacuocrti. lleit mpomec 6yB HelpocTHM.
Cymnepedkn mpo 37aTHICTS MUCTETBA Oy TH MOTITHIHIM — Ha MeKi aKTHBI3-
My Ta Iponarasjy — i IIPo eCTeTUYHI KOPiHHA MUCTENLENX IIPAKTHUK, JeJai
rapAadJinranaym Ta Hepifiko sakiHIyBalucs B3aeMHUM HecIPUUHATTAM. Born
IePeTHY/IN MeKi MUCTEeIIbKIX KiJl i mommupuanca Ha IMCbMEHHUKIB, iHTe-
JIEKTYyaJIiB, HEPIIKO BUXOJMJIN 3a PAMKHA TPAJUILifHOrO KyJbTyPHOI'O JUC-
kypey. licaa necarmuiTTa niskoBuTOI GalinyskocTi 10 TOro, IO BigGyBatoCa
B MUCTEITBI, Ha II0YaTKy 20I0-X POKIB IT04aJjia 3p0CTaTh KiIBKICTh HalaIiB Ha
XYZOKHUKIB i 3akpuTTA BucTaBok. (OmHUM i3 HallllepIIUX TAKUX CyMHO3Bic-
HUX BUIAJKiB cTajla BUCTaBKa « YKpalHCBKe Tio», opraHisoBaHa il KypoBaHa
enTpowMm BisyanbHoi KynbTypu npu KueBo-MorunaHncpkiit akagemil, mo 1i
yepes TPU JIHI 3i CKAaHIAJIOM 3aKPHUB peKTOp yHiBepcureTy. HeBmoBsi mocuimy-
BaJIo sakpuTTA camoro LIBK).
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BuTBopuBIIYN NOHATTA «aHTUMHUCTEIITBO» I «<HETOMUCTEIITBO» Ta BigyanimyIi-
HO IparHy4yu BTYIUTH XYHOKHIO JiATbHICTD B 0OMesKeHY, a BiTak 3pyIHy
HIIITy €eCTETUYHOTO Ta 3BECTH 11 POJIb 10 HACHiyBaHHA i IPUKpamanHs-,
CYCIiTBCTBO GOPOJIOCA 3 CAMUM CO0OI0, i3 BIIACHIM CTPaxoM JOPOCIIilIaH-

HsA Ta IPUUHATTA MOJITHUKU AK HEBiIYyKyBaHOI NOJNeHHOI IIPaKTUKH.
Hamaralouncs mokasaTu MICTELITBY «HaJesKHe» oMY Miclie, CyCIIiIbCTBO Bil-
TBOPIOBAJIO HaABHI IOJITUYHI IPAaKTUKHU, AKi HEBIIMHHO CTAaBUJIM «HA Miclie»
came cycminbeTso. [TomiTusyouncs, MECTEIITBO BiIKPABAIO HOBi MOKINBOCTI
IJI1 CAaMOOCMMUCJICHHA i caMOYCBiJOMJICHHS — i IJIA Pi3HUX MUCTEIBKUX
JUCHUILIIH, i 1JIA MUCTEIbKAX IIPAKTUK MUHYJIOTO, i 1JIf CyCIIJIbCTBA 3ara-
aoM. lle 3a6GesneqyBaso (xaii o IIeBHOI MipH ) MOKJINBOCTI 1714 peastisaiii Ta
3aCTOCYBaHHS IIPAKTHUK COJIiTapHOCTI, CIIiBy4JacTi, akTUBi3MY, [IJI1 PO3B’A3aH-
HA IPo0OJIeM AUCKPUMiHAIil MEHIIINH, BJIAJHUX B3a€MUH, iepapxii, cBoGo],

i kondikTiB, MeH3ypH it BigkpuToro gianory. [losinexi Ta BUCcTpaskmani
3MIHH Y CJTOBHHUKY NPOKJIAJIN NIJIAX O 3MiH Y CyCHJIBHINA ONTHIN, a BiATaK

i Mo 3MiH y c1toco06i corianbHOT B3aeMoil.

He mamaratounch BUOyLyBaTH NPAMUIA i BUKJIIOYHUII 3B A30K Misk eMaHCHIIA-
Iiero XymOKHIX Ta colliaJIbHUX MPAKTUK B YKpaiHi 2000-X — MOYaTKy 20I10-X
POKiB, Ba#JINBO, OHAK, Bil3HAYNTH 11eii 3B A30K Ta M0OT0 BILIUMB HA 3arajibHUN

TOJIITUYHAN IMOPANOK JEeHHWIA.
2014

€BpomaiinaH K MacoBUIl MOOLITi3aiifHIIT Ta eMaHCUIAITHUI PyX 3BIIbHUB
MHCTEITBO Biji TOBCAKIAaCHOI HeOGXiTHOCTI GOPOTHCA 3a MONITUYHE, IT03aAK
yce cTajio YaCTUHOIO MOJTITUYHOTO. 3 iHIIoro 60Ky, CTpiMKa JuHaMiKa IoJTi-
TUYHUX Ta I'eOIOJITUYHNX 3MiH y KpaiHi Ta perioHi sMmycujia XyJ10:KHUKIB
3IITOBXHYTHCA 3 HU3KOIO BUKJIHUKIB.

HenepeGopHaa cura HoBUX i ocTifiHO MiHINBUAX YKpPaiHCHKUX 0OCTaBHH, 3a-
THCHYTHX Misk HOBOHAGYTHMU IOJITHYHIMH CBOOOJAMU Ta CIIyCTOIIINBOIO
i1 py#iHiBHOIO BifiHOIO Ha cXO01Ii, Mik Ge3MeKHOI0 PaFiCTIO BiJ MOBepHEHHHA
BJIACHOI KpalHM Ta HEHMOBipHOIO KiJbKicTIO 3arn0INX, AKa 3pOCTajIa MIOTHH,
BCTAaHOBUJIA OOMEKeHH, AKi OyJI0 Maiike HEMOKINBO YHUKHYTH. Y1 MoskHa
OyTH BiIbHEM y BHGOPi HapaTHBiB, (popM il MOB, TUIIAIOYNCH BiIIOBITHIM
4Jacosi, y akomy ;xusem? Yu e crioci6 cripaBguTu odikyBaHHA il HaBiTH BUMO-
I'l CYCIIiJIBCTBA IIO/I0 03BYUeHHA HaTaJIbHUX MOTITHIHAX IIPOOIeM i Bee sk
6yTI/I KPUTUYHUM, HEJHIAHUM, CBLIOMIM TOHKOL M€3Ki IIponIaraniu, i 3pemt-
TOIO, TAKY OYTH BiIIbHUM?
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Ha misknaponHiit apeni odikyBaHHA If BUMOTY He HAJTO BigpisHAIUCA.

3a aHajorieio 1o Toro, mo BigGyBatoca B MIUPIIOMY CXiJHOEBPOIIEHCHKOMY
KOHTEKCTi Ha IT09aTKY 1990-X POKiB, KOJIM MicIleBi XyJO:KHUKH Oy 3aTpedy-
BaHi AK CBOEPiIHI, EK30TUYHI IIEPCOHAaKI JUKOT'0 IIOCTKOMYHICTUYHOTO CXOZY,
BiJl yKpalHCBKMX MUTIIB (Tak caMo, AK i MICbMEHHUKIB, KiHOpeskucepiB, iHTe-
JeKTYyaJliB) MicjisA 2014-T0 OYiKyBaJu, 0 BOHY IIPEe3eHTYBaTUMYTh aKTyaJIbHe,
IIPOTe JI0BOJIi eK30TH30BAHE <IIOCTMAlJJaHHEe MUCTEITBO>.

O6craBunu 31aBatuca HellepeOGOPHUMM i BUMoranBuMu. Ta HaBimo B3arami
Hamaratucd ix yaHukaytu? Hosa peansHicTs BuMarana pediekcii it apTuky-
JIAMil, BOHA IIpocin3alla Kpisb PO3PUBH i IPOTHUPIY4YsA, CIIOBHEHA HEBITOMOIO
I HeBUIMOTO, 3aXUIIAJIACA OOMEKeHHAMH, BUTICHEHHAMH Ta 3a60pOHaMU.
Bona Gyna criagHolo i pasanBoIo.

Misk BUITpoOyBaHHAMY 2004 Ta 2014 POKiB OyJa IpUHANMHI O/lHA 3HAYHA
BimMiHHicTE. Jl0 2014 POKY HOJMITHYHO aHTa;KOBaHE MUCTEIITBO II€PEBAKHO
HamMarajocs MaTH CIIpaBy 3 YHiBepCaJbHUMHU I'YMAHICTUYHAMY IIUTaHHA-
MU, IO i3 3alli3BHEHHAM JlicTanucsa YKpaiHu: TeHaepHa piBHIiCcTb i mosiTuka
TijecHOCTI, ypOaHicTHKa i conianbHa collifapHicTh, HeolriGepailisM i CTpyk-
Typa Bragu. basyrouucs Ha MicIieBOMYy KOHTEKCTi i1 TOKaIbHUX IOTpebax,
i crpo6y HaMaraincd Ha3/lOTHATH 3aTaIbHIMIN, TepeBaskHO 3aXiqHNUI,
xymoskHi#l nuckypce. llicag 2014 poky MicieBHit KOHTEKCT caM 1o coGi cTaB
IIpeIMeTOM i TOYKOIO BilJIiKY.

€BpomaiinaH GyB II09aTKOM 3HaYHOI pecy0 eKTHUBi3aniero kpainu, panimnie 1e-
peBaKHO BiICYTHBOI Ha MisKHAPOJHIli, i, X04 1ie il mapaJoKcalbHO, MicIeBiil
MeHTaJIbHUX Manax. Ciin 6yJ10 BiHAWITH Ta apTUKYJIIOBATH YMCJIEHHI icTOPII.
J’aBuaca IoTpeGa B HOBUX HAPATUBAaX i perpeseHTaIigx.

[Ipuponno, mo B po3gepTiit BifiHOIO KpaiHi rosloBHOIO icTOpicio Oyia BiacHe
BiliHA — aJle He TiLIbKM BiiiHa K IUTaHHA KUTTA i cMepTi. Mnntocs mpo siii-
HY SIK IIPO TeOIONITUYHY MaHIyIAI 0, AK YMHHUK MacoBoi Moobirisarii, mo
il 3BOpOTHIil 6ik — qUCKpUMiHaIid Ta ITeH3ypa. Y meHTpi yBaru OyJIu TaKOK
BillHM ITam’ATi Ta BiiffHA 3 MUHYJINM.

Axmo B mepmuii pik micag €Bpomaiifany BUCTaBKHI YKPalHCBKOTO
MucTelTBa B E€Bpo1i 6ynu npucsgadeni Pesosronii ['innocti, 11 myue-
nukaM (HeGecniit CoTni) Ta movarky BiliHU, il BUPi3HAINCA JOBO-

JIi IPAMOJIIHIMHIM I Mali;ke TepaneBTUYHNM IIiIX0I0M (HaHpI/IKJIa,u,

«Jlo i micia Maitnany»/ Through Maidan and Beyond y Binencrromy
Architekturzentrum), To 3 yacom — xo4a iHTeHCUBHIicTbh ITOZill He FaBaia
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MOKJIMBOCTI IJIg HeOOXiTHOrO JUCTAHIIIIOBAHHA — CIOKETHU CTABAJIU Jea-
JIi ckIagHimuMu i 6araTopiBHEBUMI.

ITe BinoOpaskaloTh NBa MPOEKTH, OCOOIMBOCTI AKMX /1aI0Th 3MOTY PO3TJIA-
HYTH 6araTo IIUTaHb i3 pisHnx 6okis. [lepmmuit — opranisosana [lenTpom
BisyanpHOI KynbTypu «KuiBcbka mkona. KuiBcpka GieHale 2015, KypaTo-
pamu skoi Buctyniuiu Leasir 3akcenry6ep i [eopr llonsramep. Tpyruit —
[Tepmwmit pecTrBaIL MOMIOIUX YKPATHCHKUX XYyTOKHUKIB « CbOTOHI, 11O
TaK i He HaCcTaJIO», OpraHizoBaHMii Mucrenpkum ApceHaJIOM y ciBrpani

3 HamionanbHuM Xy0:kHIM My3eeM, KypaTopaMmu sakoro oynu Jlisasera
I'epman, Mapis Jlanbsko Ta Karepuna Qinok.

KuiBchka Gienase cama 1o co6i 6yna koHQIIKTHIM mpoekToM. lepury ga-
CTHHY IPOBiB y 2012 porni Mucrenpruii Apcenas, Halibinbma ¢pinaHcoBaHa
Jep:KaBolo KyJIbTypHa yCTaHOBA KpaiHu, Y BUTJIAJi BUJTOBUIIHOTO MIOY, KY-
posanoro Jlesinom Enxiorom. Ilepen mpoBesgeHHAM Apyroi YacTHHU, CIIEPIILY
3aIlJIaHOBaHOI Ha 2014 PiK, ajle BiATepMiHOBaHOI Yepe3 MOJITUYHY CUTYallilo,
craBcs (piHaHCOBUI Ta KOHIENTYyAIBHIN KOH(IIIKT Misk ApceHas oM Ta IBOMa
3aIIpoIIeHNMH KypaTopaMu, KOTPUHA Maii;ke IIPU3BiB 0 CKacyBaHHHA 3aXO0Yy.
Ta Gienane nigxonus [leHTp BisyanbHOI KyIbTYpHU, HeBEJIUKA HEIIPUGYTKOBA
iHCTUTYIIif, IO CBOTO Yacy Tesk Mepeskuia BUMynieHuit nepeisxa. [loaarTa
Miciig Ta nepeMimenss, indpopmanii Ta nesindopmanii Bigirpanau Beaury
poub y «KuiBepkiil mkomi». 3amymana Ak miargopMma i B3aeMHOTO HaB-
JaHHA, JiajJory i oOMiHy mocBizoM, BoHa Oyia po3KHIaHa MikK 14 JOKaIiAMuI
1o BcboMY MicTy il mopinena Ha micts mkin: [Ilkora Bukpazgenoi €spomnu,
[Txona neitzay, [lkomna peanismy, lllkona nepemimenux oci6, [llkona camor-
Hocri, [[Ikosa o6pasy i JoKkasy.

LIi BisyaubHi it nuckyciiini miaTdopmu He JuIle MOMiCTHIN YKPaiHCHKUMA
TOCBif y NIUPIINi KOHTeKCT. BoHu Takosk crpuaiu pospoo1i peTeapHIiNImx
migxoxiB 1o Ipo6IeM IIOCTKOIOHIaNi3sMy (He TIJIBKU B IIOCTPaiAHCBKOMY,

a i1 y eBpoIleiicbKOMY IIPOCTOPi), BHy TPilIHbOTrO IiepeMilneHH s Ta Mirparii
(AKa, BHACTITOK BilfHU, y TAKOMY MacmITabi BIIepIle OXOIuIa YKpAiHy), IoJIi-
TUYHOI eiicpopii Ta ppycrparii, nesindopmariii Ta crroco6iB perpeseHTariii.

QecTuBaIb MOJIOJUX XYTOKHUKIB, HATOMICTb, II03HAYNB Ba;KIMBUIL
IOBOPOT Y JlepsKaBHIl IMOJiTUIi, AKa BIIepIle BU3HAJIA CyYacHe KPUTUYHE
MUCTEITBO JETiTUMHUM i HaBiTh KJIIOYOBUM areHTOM [JIA PO3MUCIIB IIPO
cydacHicTb. [lepsxaBHi ycTaHOBH 1 YpAKOBi iHCcTHTYHIl, IEHTpOM yBaru
Ta HAIPAMKOM (piHaHCYBaHHSA AKX paHilre 6y/Iu Imepeaycim cragmuHa
i1 icTopis, pakTUYHO BU3HAJIM iCHyBaHHA paguKaIbHO iHIIOTO Ta IPUH-
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HIUIIOBO KPUTUYHOTO JUCKYpcy. leTopis BinGyBamnacsa sapas, i 1i coxin Gyiro
apTUKYJIIOBATH Ta PEIIPE3eHTyBaTH.

Tosx KypaTopku 30cepeuiInca Ha MUTaHHAX Yacy, pisHOMaHITHUX Ta
HEepPiJKO CyIIepewInBAX CIIOCO0ax foro MPOoKUBAaHHA, i Ha TOMY, IO 3HA-
YHTH JKUTY B TaKWil Mepio], Yepes AKMII Tellep IPOXOUTh KpaiHa. Xoua
pecTuBaIb GyII0 PO3IONIiTEHO MK KiThKOMa IapaleIbHUMU JIOKAIIiAMH
(HamionanbHuil Xymo:KHIii My3eil, TOTeJi Ta apT-IIPOCTOPH ), FOJIOBHA EKCIIO-
3uiia B MucrenpkoMy ApceHalli KOHIIEHTPYBaacsa HaBKOJIO TeM BillHU Ta
BHYTPIiITHBOTO IIepeMillleHHA; aIbTePHATUBHUX CIIOCO0IB CIIBKUTTA KPi3b
IIPU3MY HeJOCKOHAJIOCTI MiChbKOI OopraHisanil; 1eKOHCTPYKIIii Ta BiJHOBJIEHHA
BJIAJHUX iepapXxiii y KpaiHi, 1110 3a3Hae HECKIHYEHHO]I arpecii; Imocrari Xy 105%&-
HHKA AK TOTO, XTO KU/lae BUKJIUK i JecTabilisye cyclinbHUN Jal; XyI0KHBOI
ampoIpianii; a Tako: IIPUXOBaHUX iCTOPIIL.

Hactynunit pectusans mae npoiitu B XapKoBi BoceHu 2019 poky. Miciie mpose-
JE€HHA € JOBOJIi CUMBOJIIYHUM JIJIS 1€ OJHOTO BaKJIMBOI'O IIEPETBOPEHHA: MICTE-
IITBO CTAJIO0 B;KJIMBUM PYIILieM IIePeBiIKPHUTTA Ta IlepeolliHKky peTioHiB YKpainu,
KpaiH} BeJIMKOI Ta TpaguIliiiHo meHTpaaizoBaHoi. PeBHe, axe TiMuacoBe egHaH-
HsA reorpacpiuHo i ineooriyno pisHuX cna Ha EBpoMaiiiaHi 3T00M 3iTKHYIOCH
i3 reoIoMITHYHUMHU PO3KOTIaMU Ha CXO/Ii, IO IX IepeBaKHO MOACHIOBAIN Ue-

pe3 Hepo3B’A3yBaHi KyJbTyPHIi CyIlepedHOCTI i MOCUTIOBAIN MaCIITa0HOIO Ta
OpyTaJIbHOIO IOTITHKOIO TeKOMYHizalil. YkpaiHa, 3i cBo€Io CKIaTHOIO i 3HAYHOIO
MipoIo HeIIPOroBOPEHOIO icTopielo, CTPiMKO YBilillIa B €IIOXY BilfH IIaM ATi, 3 Jie-
AKOI0 3aTPUMKOIO IIPUETHYIOYM CBOIX CYCIJIiB 10 CX0Jy i 3aX0y.

YucseHHi MucTenbKi mpoekTu i1 ininiaTnsu, axi 3’ABUJIMCA HiCIIA 2014, poxy,
B3SIJIVCA 3a JTOCJIi/I;KeHHH, IIepelloBifaHH , a MoJeKyau il 30epe;KeHH: Mic-
neBuX icropiit. MaciiTad BapiroeTscs Bif Xoqu Ta MaHIPiBOK XY O:KHUKIB
KpaiHOIo /IO CIIiBIIpali 3 Kpae3sHaBYMMU My3eAMU MaJHUX MiCT Ta IXHbOI'O KOH-
LeNTYyaJIbHOI'O OHOBJIEHHS, 1O JOCHIJHUIIBKNX PE3UeHIIiil, aKTUBICTCHKIX
KaMTIIaHill, BiAKPUTTA KyJbTypHHUX Xa6iB Ta apT-11aThopM y MicTedkax, qui

HAa3BH MaJIO XTO 9yB O HeJaBHLOTO Yacy.
2019

Crureck iminjaTuB i xymoskHix pedpiiekciii micia 2014 pOKY BUHUK depes
noTpedy BiTHOBIEHHA aBTOPUTETY i KOMIIETCHIIil KpUTUYHOT'O MUCTIEHHSA

Ta pelpe3eHTallii Ha TJIi 3HAYHUX IOTPACIHD, a TAKOK depe3 IIOTpedy mepe-
OCMMUCJIEHHA MUCTENTBA K ITOJITUYHOI IPAaKTUKU B CUTYallil KpailHbOI IT0JIi-
TusoBaHocTi. KpiM Toro, sHauHo0I0 Mipolo 1eii cILieck I'PyHTyBaBcsA Ha Hagil,
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BeJIUKIil, IpeKkpacHili i cBioMo HaiBHill Halil B Te, 10 Tparenid, AKa MI0JeHHO
BimOyBaeThcA HAa HAIIMX 04YaX, HEBiTBOPOTHA i HeMUcINMa Tpareid BililHT —
JajeKol Ta BogHO4Yac 60IiCHO OJIU3BKOI, Tparemid, 1o IOXUTHYIA caMi OCHOBH
KPUXKOTO CYCIIIJIBHOI'O JOTOBOPY Ta uepes MIapUHU AKOI IIPOCOYYIOThCA
BJIa/THI MaHimynA1ii, — BpenrTi 3akiHunTbeda. Ta BoHA He 3aKiHUMIaCA.

B ymoBax HOBOI mosiTuaHOI peasbHOCTI, 3 II BillHAMU ITaM ATi, HOIVINGICHHAM
KyJIbTYPHHUX PO3JIaMiB, KceHOPOOi€lo, i1e0I0riTHO XUTKIM, IIPOTE MOTITHIHO
CTIIKMM ITOITyJIi3MOM, ,I[eBiHCbOpMaL[iGIO Ta MaHIIyJANIiAMY, BKe HE KGKYIHN
Ipo Tiitounii KOH(IIIKT HA X0, KiHIIA AKOMY He BUJTHO, MICTEIITBO BKOTpE
3IMITOBXYETHCA 3 MAPHICTIO CBOIX MOTiTHYHUX IIparHeHs. i momiTuyni pearii
Ta OOME;KEHH A HAGIUAKAIOTh YKPAalHCBKY CUTYAIiIo 10 CXiTHOEBPOIIeiiChKOI
cujbHimIe, Hi3K Oyb-KOIH, 3SMYIIYIOUN XyI0KHUKIB MaTH CIIPaBy 3 6e3/IiqdIo
MOKJIMBHAX POJIeii: Bi3siOHEepiB, MPaKTHKIB IOCT-MUCTENTBA, YTOIIIYHNX MUCJIN-
TeJIiB, PO3POOHUKIB MOAJINBUX CIleHApiiB Maitl0yTHHOTO, BOTHIB, ITOCepeTHA-
KiB, MpiffHUKIB, THX, XTO OLKUTH JIe30M... | 11e TinTbKM ITo9aToK.

KaTepmHa BortaHoBa, KyIbTypHa KPUTUKUHA I Kypa-
TopKa. Biz 2014 poky — crmiBKypaTopka MyJIbTAIUCIIA-
mirinapaoro dgecrusamrio CULTURESCAPES, Illseiimapis.
Panime — nuperropra Oyunanii I1CM i sacHoBHUIIA
onnaiH-eumanusa Korydor.
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Ukraine is a special place on the globe. Scientific analysis of its history,
culture and people is possible, but always inaccurate almost to the point of

Mykhailo Minakov

complete error. Ukraine is not only something that “cannot be commonly
labelled,” but something that cannot be measured at all. Measure is rational,
three-dimensional, demanding on accuracy and repeatability. That is why
the scientific method at best sticks somewhere in one of the dimensions of
Ukraine and gives no idea of the chaos of the present.

This hidden nature of Ukraine relates to the fact that the country and the state
are just learning to live together in unison with each other. For centuries, the
Ukrainian statehood was “flickering” — either establishing (in Ancient Rus of
X—XIII centuries, in the Hetmanate of XVII century, in the revolutionary years

of 1917-1923, and in the Soviet Ukraine of 1922—1991), or disappearing under the
attacks of conquerors. For several centuries until 1917, Ukraine had been divided
between the Romanov and Habsburg empires. Then, after many revolutionary
experiments, the Ukrainian people lived under the conditions of the Soviet repres-

1 A line from the poem You will not grasp her with your mind by Fyodor
Tyutchev (Anatoly Liberman’s translation).
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sive system. In these centuries, the country, that is the entire lush and diverse rhi-
zome of traditions and cultures, learned to hide itself from the state as a supervis-
ing and accounting system. This ages-long wisdom has created a specific cultural
condition able to withstand rational systems of detection and description.

However, in Ukraine, there is a space for the arts to spring up in all their diversity.
The literature has long been the best reflection of Ukrainian ecumene. Nothing
expressed our chaos as accurately as the carnival analytics of 7he Aeneid, theogony
of Myrhorod, the singsong of Haydamaky, the hylozoism of Mavka, the erocolo-
nialism of Galician Tales, the dasein-analytics of 7he Little Doll, the trip sadism of
I (Romance), the capital-exegesis of 7he Golden Calf, PI'SD-existentialism of Jome
Town, and again the carnival analytics of Recreations®.

At the same time, the visual art has long remained a prisoner of the populist
simulacrum. Peasant houses, fields and poplar trees distracted attention and
bewitched artists. Anyway, at the beginning of the twentieth century, the rev-
olution was everywhere, and especially in the domain of visuality. The insight
into the essence of the Ukrainian circumstances was provided by the specif-
ically Ukrainian experiences of Kazimir Malevich, Oleksandr Archipenko,
Oleksandr Bogomazov, Abram Manevich and Dzyga Vertov3. The world began
to show itself as it is — in images, colors and beyond.

2 The Aeneid (1798) is a parody poem by Ivan Kotlyarevsky (1769-1838),
which begins the canonical history of modern Ukrainian literature; Myrhorod
(1835) is a collection of stories and tales by Mykola Hohol (1809-1852); Haydamaky
(1841) is a poem by Taras Shevchenko (1814-1861), dedicated to the uprising of
the Ukrainian Cossacks against the Polish authorities; Mavka, or The Forest Song
(1911) is a dramatical extravaganza by Lesya Ukrainka (1871-1913); Galician Tales
(Galizische Geschichten, 1876) is a text by the Austrian writer Leopold von Sacher-
Masoch (1836-1895) about Western Ukrainian women; The Little Doll (1901) is a
novel by Mykhailo Kotsiubynsky (1864—1913) about the pre-revolutionary years in
the Ukrainian lands of the Russian Empire; I (Romance) (1924) is a novel by Mykola
Khvylovy (1893-1933) about the revolutionary terror in Ukraine; The Golden Calf
(1931) is a satirical novel by Odesans Ilya IIf (1897-1937) and Evgeny Petrov (1902—
1942) about a trickster in the Bolshevik Soviet Union; Home Town (1954) is a short
novel of a Kyivan Viktor Nekrasov (1911-1987) about a life of a soldier in post-war
Ukraine; Recreations (1992) is a novel by Yuri Andrukhovych (born 1960).

3 Kazimir Malevich (1879-1935) is an avant-garde artist and the founder
of Suprematism, who was born and lived in Ukraine for a long time; Alexander Archipenko
(1887—-1964) is a Ukrainian-American artist and a cubist sculptor; Alexander Bogomazov
(1880-1930) is an artist and theorist of the Soviet avant-garde; Abram Manevich (1881—
1942) is a modernist artist who made an important mark on Ukrainian, Belarusian and
American contemporary art; Dzyga Vertov (David Kaufman, 1895-1954) is a director
and cinematographer, a founder of Kinochestvo and documentary filmmaking, who shot
several of his most important films while living in Ukraine.
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Since then, visual masters have remained at their best in the paradoxical
understanding of Ukraine precisely in the light of revolutionary attempts.
For example, the 1991 revolution did not happened in politics, economics and
the social sphere; rather in modern art. Gnylytsky, Gusev, Kryvolap, Makov,
Mamsikov, Reunov, Roitburd, Savadov, Silvashy, Skugareva, Solomko, Tistol,
Tsagolov... It is impossible to list them all. With the fall of the super-conser-
vative Ukrainian Soviet regime, the freedom allowed expressing feelings,
visions, tastes, and everything between and behind.

The Soviet Union collapsed in December 1991. Ukrainian Soviet Socialist
Republic became a completely independent state with the second largest
territory in Furope (after Russia). The first years of independence coincided
with the strongest socio-economic crisis and revolutionary changes in peo-
ple’s lives. The end of the Soviet rule opened before the Ukrainians a huge
space of freedom — and the risks associated with it. The whole field of human
interaction was divided again between the public and the private, previously
destroyed by the totalitarian Stalinist experiment in the 1930s. In the public
sphere, Ukrainians were building a national state and a pluralist democra-

cy. Revolutions in business, religion and sexuality took place in the private
sector. The slow and elite-controlled privatization of the Soviet industrial her-
itage led to the emergence of a strong oligarchy that established control over
power centers and access to the country’s most important resources. In order
to fight it, Ukrainians twice tried to make revolutions and turn the country to
freedom and sustainable development.

Revolutionary attempts have become the obligatory in the development cycles of
Ukraine. In less than thirty years, our country has passed through two complete
cycles. This repetitive movement begins with attempts of a fundamental renewal
of society, politics and economy. After the mass protest movement to change

the regime, a period of sobering begins, and there comes an understanding of
the elusiveness of hopes for freedom and the rule of law. This social frustration
causes depression and disorientation. With no guidelines, most of the population
focuses on personal survival, allowing oligarchic structures to seize control over
the power centers. When one clan tries to establish a single “vertical power sys-
tem” and restrict freedoms, protests flare up again, supported by the previously
outplayed clans. Together, they destroy the emerging vertical system and open
the way for another revolutionary situation. Thus, the Ukrainian society experi-
enced two cycles: from 1991 to 2004 (from the collapse of the Union to the Orange
Revolution) and from 2005 to 2013 (from the beginning of the Yushchenko’s
presidency to Euromaidan)., We have yet to understand whether we managed to
interrupt the revolutionary cycles.
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It is important to mention that each time the revolutionary attempts were
strongly associated with visual arts. The Orange Revolution 2004 occurred

in politics and art. It is rather pitiful activity to remember the politicians

of that revolutionary attempt. On the contrary, Bazak, Bilous, Hnylytska,
Kadan, Kadyrova, Kryventsova, Kuznetsov, Nakonechna, Petrov, Popov,
Ralko, Ridny and Sai continue to amaze with freedom of creativity, courage
of expression and depth of insight®. Their individual and group art (whether
it is REP, or SOSka, or “Carpathian Theater”) does not so much express the
spirit of the time as fills it with content and articulates unfulfilled tasks of the
revolution colored by them and discolored by others.

A new Ukrainian revolutionary attempt broke out in the fiery winter of 2013—14.
Euromaidan protests and battles took place on a small patch, the intercrossing
of several central streets of Kyiv. However, due to modern media, the apocalyptic
visual imagery of people in fire was broadcasted around the world . The atrocity
of these events, like in 1917, and their visual images awakened the spirits of Fire,
which had been accompanying Ukraine during these five years.

Whereas the first Maidan, the “Orange Revolution,” was a part of the Eurasian
wave of “color revolutions,” the Euromaidan was a complex and controver-
sial event. Euromaidan began with peaceful protests of citizens demanding
authorities to sign the Association Agreement with the EU in November 2013.
Authorities’ attempts to disperse protesters and toughen legislation on pro-
tests led to the escalation of violence.

In February 2014, after the Maidan massacre, president Yanukovych fled to
Russia, and the leaders of the protests established a new rule, entered into the
association with the EU, and started the period of country transformation.
However, this period coincided with the Russian annexation of the Crimea
and the Donbass war, which undermined and extremely limited the develop-
ment of post-Furomaidan Ukraine.

4 Ivan Bazak, Mykola Bilous, Ksenia Gnylytska, Nikita Kadan, Zhanna
Kadyrova, Kryventsova, Volodymyr Kuznetsov, Lada Nakonechna, Yevgen
Petrov, Serhiy Popov, Vlada Ralko, Mykola Ridny and Oleksiy Say are modern
artists whose heyday began and coincided with the Orange Revolution in 2004.

5 The “colour revolutions” are the mass protests, purposed to force
the elites to abide by the constitution and to respect the elections. These “revolutions”
took place in Serbia in 2000 (“the Bulldozer Revolution”), in Georgia in 2003 (“the Rose
Revolution”), in Ukraine in 2004, in Kyrgyzstan in 2005 (“the Tulip Revolution”), and in a
number of Asian countries (Armenia, Burma, Lebanon, Chinese Tibet, etc.)
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Who are those people of the “Euromaidan generation”? How did they live with
that Fire? What happened to the artists of this generation after the protests,
during the war and the economic crisis? What motivated Ukrainians to elect an
anti-system president Volodymyr Zelensky in 2019? How do artists explain —
to you and to us — what happened during the years of Fire, from 2014 to 2019?

The Euromaiclan generation

A generation is a dark, but intuitively very true concept. It doesn’t refer to
age as much as to mutual experience of a group of people entering into social
life. Therefore, the collapse of the Soviet Union and capitalism development is
the revolutionary experience of my generation. The surrounding social reality
is younger than we are. We were witnesses of its evolvement and unwitting
creators. We were building our democracy and the market in a way we imag-
ined while reading Dunno on the Moon® and watching Rambo’. We will always
compare two icebergs of reality, the Soviet and the independent ones, and see
their fragility, gaps and mismatch with our plans. Whatever we call it, either
historical trauma, or phenomenological grace, we know how breakable the
symbolic reality is and how easily the mold of civilization fades. Moreover, this
is our generational experience, the experience of generation P8.

The artists of my generation were capable of ontological irony. They were
demiurges and deconstructors of realities. They had little space, they were
thinking big, and they became big.

The Orange Revolution halted the country’s slide into an authoritarian rut.
‘While the “first maidan” was a peaceful protest against the violation of basic

6 Dunno on the Moon (1964) is a popular children’s science fiction novel
with elements of anti-utopia telling the Soviet children’s audience about the anti-
humanism of capitalism. This novel largely influenced the vision of the capitalist
world by late Soviet society.

|

7 Rambo (1982-1988) is an American franchise about a heroical special
forces soldier who performed the tasks of the government, often associated
with a confrontation against Soviet troops. The movie, despite the ban, was
extremely popular in the Soviet video salons of the late 1980s.

8 Generation P (1999) is a postmodern novel by Russian writer Viktor
Pelevin, which tells about radical changes in post-Soviet life in the early 1990s. That is
how Pelevin called the generation that witnessed the collapse of the Soviet Union and the
emergence of a new post-Soviet capitalism. The P stands for Pepsi and apocalyptic fuck-ups
(pizdets in Russian) at the same time.
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civil liberties and fraud during the 2004 presidential election, in many respects
it resembled a political carnival. This masquerade logic changed the attitude of
the population towards ethnonationalism and left-wing parties: ethnical and lin-
guistic differences became more and more important, while social progress no
longer attracted sympathies. The same paradoxical logic made anti-corruption
agenda primary for the ruling elites, which interests fall into the corruption sys-
tem. The carnival lightness manifested itself in the economic life of Ukrainians:
affordable loans turned debts into a game until the 2008 global financial crisis.
Religious organizations, enjoying the post-Soviet freedom, plunged themselves
and their communities deep into toxic clerical magicism. The political chaos of
2005—2009 disenchanted Ukrainians with democracy and led to heavier support
for the idea of a “strong hand.” Finally, the two candidates made it into the sec-
ond round of the 2009—2010 presidential elections. Both were representing two
types of the same idea of “strong hand.” Viktor Yanukovych won with a smallest
vantage, and his authoritative practices soon returned citizens to understanding
of the importance of freedoms.

Politically and economically, the Orange and Maidan generation were leaning
toward conservatism and thoughtlessness. However in art, it proved to be cre-
ative, prone to new beginnings and artistic audacity until the 2008 global crisis
(Ukraine was among the most affected countries) adjusted a benign world that
did not depend on the political chaos. Another generation realized how fragile
the community is and how important it is to act together, not to fall for hopes
and into the specific blues of the East European and post-Soviet dystopia.

The artists of this generation have an amazing ability to notice the details
where devil is hiding. They are extremely sensitive to injustice and inequality,
whether it is racial or class. They are not afraid to focus the optics of art on
social problems, and they believe in the therapeutic nature of their work.

The Euromaidan generation includes people, mostly born in the reality of wild
consumer capitalism of modern Ukraine. Inequality and freedom, enormous
economic risks and a request for savior, globality and ethnocultural strife are
their “natural” habitat. For half of them, symbolic Russia is “the other,” and
imaginary Europe is “their own;” and for the other half, everything is much
more complicated. For this generation, the winter of 2013—2014 and the Donbass
war shaped their identity and their internal contradiction.

That winter, Ukrainian teenagers learned how it feels to be a victim, hunted

by the Berkut on the eerie November night of 2013. In addition, the same teen-
agers, together with older people, learned how to pull on the black armour
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of the Special Forces and join the hunt for dissidents. They were seizing state
institutions and defending “their” president in December 2013 (however, they
were acting the same way during the presidential campaign of 2018—2019).
They were at the Furomaidan and Antimaidan in January and February 2014.
They were uniting behind a single country, and they were declaring “people’s
republics.” They were dying at the battlefield, and imprisoned for separatism.
They were coming back to indifferent, plundering-gorging-drunken home-
front and stepping out to hopeless freedom. They were losing themselves
into drinking, drugs, selling out and thugging, and migrating to work for
Furopean bosses... They were vatniks and vyshyvatniks®. So, well, they voted
en masse for the anti-system president Zelensky, the representative of the
new generation of Ukrainian politicians.

Herewith, artists of different ages, who shared the ability to express the
experience of this fiery time, found themselves in the Euromaidan generation.
Artyomova, Bolsa, Vorotnyov, Isupova, Kurmaz, Malashchuk, Melnychenko,
Pikul, Sovtusik, Solop, Subach, Khimei, Shalenny are people with very differ-
ent positions in art and politics'. In their works, the collective experience of
modern Ukrainians is refracted, revealing a special understanding of life and
death, light and color, health and trauma, past and present, happiness and
misfortune, one and the other side of the world. All of them, unlike the living
Ukrainians, made friends with Fire, burned, incinerated and revived in those
black-and-red five years.

Revolutionary hangover and war

Over the past five years, the immeasurable chaos of Ukraine has run wild and
depopulated. Our savagery is associated with the effect of war, and failure of
the post-Soviet modernization.

The war highlighted the value of life in its most basic, biological dimension.

It was a “hybrid” war — a mix of crimes against humanity and law, exter-
nal aggression and internal conflict (the Russian intervention launched the
mechanism of a long military conflict in Ukraine). The coffins coming to our

9 Vatnik is a slang word for a blindly patriotic pro-Russian person. The
term pyshyvatnik emerged as an opposite, meaning someone who is blindly
patriotic pro-Ukrainian.

10 Their works are presented at the exhibition Ukraine: Between Fire and Fire.

126__

villages on both sides of the frontline were the means and messages of every
minute and every person’s value. Thus, the war induced us to the most noble
and ignoble feelings and deeds, enriching our biographies numb in peaceful
daily routine with fear and a victory over fear.

A life far from the frontline did not mean peace. The farther from the fire
line, the deeper was the guilt for those who perish. Moreover, the guilt was
repressed stronger. In such games, feelings were losing sincerity, and actions
were losing authenticity.

However, war is not just a military action; it is also a specific anti-civil and an-
ti-creative state, when the right to express own opinion and freedom is canceled,
when people are naked in terms of law and creativity, and when a murder is
favored for a number of reasons. In a situation of war, a person is homeless and
defenseless. It leads modern people into the most archaic forms of self-defense
and rejection of creative action. Under the influence of war, Ukraine came close
to immersion into clericalism, conservatism and ethnic collectivism, and turned
away from the European liberal political and legal program that Furomaidan
proposed. In this situation, creating and thinking meant becoming a dissident.

In addition to archaization, we became rather depopulated. Our depopulation
is not only the mass labour migration of many healthy men and women, but
also a special — temporary — loss of the ability to empathize with others. We
were overwhelmed with our own grief, which made compassion on someone
else’s misfortune a superchallenge. Dehumanization was so strong that the
language of the past five years was ready to return to its Bolshevik, totalitarian
past, to the practices of collective snitching and struggle against public enemies.

Dehumanization has also led to the multiple ban on thinking, which is a generic
feature of a human. A new generation of artists arose simultaneously with the
emergence of a new generation of dissidents: they grew out of disobedience to
the ruling groups, which demanded not to use reason, express themselves, but
to believe in a single collective truth. The space of freedom was narrowed down
to the approved channels, social networks, words and messages. Doubt became
a sign of national treachery, and criticism became a hostile act, the stigma of
“public enemies” meant to disappear under Khrushchev.

The Furomaidan generation is creating, casting out demons from themselves
and their contemporaries, and drawing inspiration precisely from these two
tendencies — demodernization and dehumanization. Our exhibition is a con-
firmation of this thesis.
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“

Roman Mikhailov’s “shadows” and Oleksandr Sovtusik’s “ghosts” set the pace
for the contemporary demonology. “Black Sea Shadows” is a tribute to the
Crimean trauma of Ukrainians: the ashes of the robbed fleet and the Kerch

prisoners are beating on our hearts.

The empty eyepits and the grin of grandmother’s carpets by Sovtusik, the
Chekmenev’s icons, and the Pikul’s retrodesigns give a chance to live out the
experiences of a soldier shrinked under the Grad shelling who’s dreaming of
hiding in his home shelter, or a grandmother praying in a basement some-
where in the “gray zone.”" Adults falling into childhood and adolescents
growing up ahead of time are the generation of Furomaidan.

The escape into rave parties and other alternative environments is another
trend of our time. The Isupova’s “Underground,” the Melnychenko’s agrarian
singularity, the ecstatic impulse in the artworks of MYTH, Malashchuk and
Khimei convey the experience of this withdrawal to other realities.

The officious decommunization has the same logic. The escape into imaginary
world of heroes and villains, with its clear state ideology, the world lined with
Lenin-Bandera avenues, is a political trip of a whole generation of politicians
and activists merging into the ranks of “Euro-nazis” and “Euro-thieves.”" That
is what our Bolshevik great-grandparents, grandparents did — Second World
‘War veterans, and those nameless peaceful victims who became a black soil of
our Bloodlands™. Bols, Kurmaz and Chichkan ingeniously actualized the images
of the hangover after this ideological experiment.

However, this hangover has a positive side: it gives a heightened sensitivity to
some features of the outer world — a special touch of life, color and smell, as
in the artworks by Olena Subach...

|

11 The “gray zone” is the territory between the warring parties in the
Donbas, where people still live and suffer from shelling.

|

12 A word for Ukrainian activists and officials, whose pro-European
rhetoric either covered corruption, or promoted ethnonationalistic ideological
program.

13 “Bloodlands” is a term introduced by the American historian Timothy D.
Snyder. It refers to the time (first half of the 20th century) and the place (between
Berlin and Moscow), when and where the loss of life was inhumanly super-intensive
and unprecedented in European history.
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Our fiery five years evolved from a disobedience festival of peaceful protests to
arevolution with flaming tires, from the transformer aesthetics of Berkut to
the tragedy of war, from battlefield hyperreality to the feast in time of plague.

Ukrainian nomads: from frontline
to rave, from the USSR to the West

One mystic of the Kyiv club life, who lost his hand in the battles near Luhansk
and acquired a special, almost priapic appetite for life after discharge from
hospital, told me about a special rule of rave mathematics. It turns out that a
real rave party requires more than nine thousand participants. “Otherwise,
you don’t get high,” — he explained. The mathematics of the Donbass war
echoes this rule: in just five years, about eleven thousand people died on both
sides of the frontline. “Now they have their otherworldly rave,” — the mystic
explained to me.

Maybe so. The simultaneous collective experience of a huge mass of people

— either it is the Maidan public space, or “demarcation line” in the Donbas,
or the mega-underground of Closer and Plivka' — allows experiencing a spe-
cial, ecstatic being-in-the-world. Due to co-presence with an ecstatic collective
body, a person gets an opportunity to touch the original and authentic inside.
With this touch, they acquire for a moment some ontological integrity, and
lose it, falling into a specific hangover — and a specific dependence on the
collective freedom of rave. You can handle this hangover only with new mass
ecstasy. Therefore, the frontline soldiers, in reality or in dreams, return to
war, and the ravers become dependent on the absolute freedom of clubs. Well,
each generation of protesters misses their maidan...

Thus, modern Ukrainian art is a reliable way to co-experience the background
of people who gained freedom, survived the war, got adjusted to poverty,
came under the stroke of two propaganda (Russian and local) and got accus-
tomed to a new wandering across their land and neighboring countries.

This nomadism is not only the relocation of millions of Ukrainian refugees
and migrant workers. In the early 199os, the popular political myth was a kind
of Mosaic prophecy saying that a truly Ukrainian state will be built when the
last citizen born in the Soviet Union dies. Although the Soviet-born are still
alive, the prophecy begins to come true, and the post-Soviet nomadic Ukraine

14 Closer and Plivka are extremely popular, iconic Kyiv clubs.
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seems to be coming to an end. The non-Soviet generation — and concurrent-
ly the generation of Furomaidan — comes into force and begins its life in
politics and art. It begins with a conflict generated by the tension between
support and rejection of a politician and politics of a new wing — Volodymyr
Zelensky. From here, new Ukrainian victories and defeats will uncurl. I hope,
our fellow nomads will return here.

As for the visual art, the new horizons open up. If power is concentrated in
hands of digital politicians, then art will have even more power, opportunities
and temptations to comprehend the reality corresponding to such politicians.

In the fiery five years of 2014—2019, Ukraine was a history lab. An experiment
with us, the living — feeling — thinking — believing — acting, covered all
areas of our being. Anyone can access our experience. Just take a close look at
the submitted artworks.

Mikhail (Mykhailo) Minakouv, senior Fellow at Kennan
Institute, Woodrow Wilson Center for International
Scholars, is an internationally renowned philosopher
and social scholar working in the areas of political
philosophy, political theory and history of modernity
in the Eastern Furope and Western Eurasia. Author of
five books, co-author of 4 books, and over go articles in
philosophy, political analysis, and policy studies, Mi-
nakov has over 20 years of experience in research and
teaching in Ukraine, Germany, USA and Switzerland. As
an editor-in-chief he also runs a peer-reviewed Ideolo-
gy and Politics Journal and an expert blog the Kennan
Focus Ukraine.
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Muxainno Minakos

Vipaina — oco6uBe Micie Ha seMHill Kyui. HaykoBumit anamis ii icTopii, KyabTy-

pu ¥ HapoaiB, Mo Ii HACEJIAI0Th, MOAKJIMBUIL, aJle I0Pa3y HETOYHU MaJIo He 10
IJIKOBUTOI IOMMJIKH. YKpaiHy MOKHA BUMIpATHU, IPUOIU3HO «pa3 Y HiKOII».
Mipa 3ananTo panioHa/lbHa, TPUBUMipHA, BUMOIINBA 10 TOYHOCTI Ta IIOBTOPIO-
BaHocTi. ToMy HayKoBHil MeTO], y KpalmoMy pasi, B'A3He Jech B OJHOMY 3 YIC-
JIEHHUX YKpalHCBKUX BUMIPiB i He Jlae yABJIEHHA IIPO Xa0C CbOTOJeHHA.

I1s moTraemuicTs Ykpainu nos’sa3aHa 3 TuM, 1o KpaiHa i Jep:kaBa 1ie TiJIbKN
BUaThCA ;KUTHU pa3oM i B yHicoH. baraTo cromiTs ykpaiHcbka nep:xaBHIiCTD
Oyiia «MepexTInBoio» — To ctaHoBuiaacA (3a CrapogaBuboi Pyci X—XIII

ct., l'eremanmunu XVII cT., y peBoio1iiiHi poku 19171923, 3a pagAHCHKOI
VYrpainu 1922—1991 PoOKiB), To 3HWKAJA i/l ylapaMy 30BHIIIHIX 3aBOOBHU-
KiB. llo 1917 poky YkpaiHa IpOTATOM KiIBKOX CTOJITh Oyila IMomigeHa Mis
iMnepiamu Pomanosux i I'abeGypris. [loTim, nicasa Gesmniui peBosromitnnx
eKCIIEpUMEHTIB, yKpalHChbKe HaceJleHHs KIJI0 B YMOBaX paJaHCHKOI perpe-
cHUBHOI cucTteMu. Y 10i cToMiTTA KpaiHa, ToOTO Bea OyiiHa it po3maiTa pusoMa
Tpaguuiii i KyJIbTyp, HaBYajlach XOBaTHUCA BiJl IepsKaBu AK CUCTEMH yIIpaB-
JiHHA # 06iiky. Ilg MyapicTs cToxiTs cTBOpHMIIA 0COGIUBUIL KYIbTYPHUI
cTaH, AKUIl BMie onmpaTucd palioHaJbHUM CHCTeMaM BUABJICHHA II OIIKCY.
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3aTe MUCTeITBaM y BChOMY IXHbOMY pi3HOMaHITTi B YKpaiHi € e po3BepHY-
trca. Hafikpamum BizoOpaskeHHAM yKpaiHCBKOI OfKyMeHH JOBTO OyJia JiTe-
parypa. Himo Tak XxaoTH4HO-TOYHO He IlepejaBajo HAIIOTO Xaocy, AK KapHa-
Bas-aHamiTuka «Eneinm», Teoronia «Muproposna», kaminanus «[afinamakis»,
rimosoism «MaBku», eporosoniarism «HiHOUMx 00pasKiB», KazaiiH-aHATITHEA
«JIanearn», Tpin-canusm «A (PomanTmrm)», KamiTai-eksereTmka «30JI0TOTO
TenaTu», IITCP-eksucrenmianism «Y pinHomy MicTi» i 3HOBY KapHaBaI-aHaJIi-

Tuka «Pexpeariii»’.

HartomicTs BisyajbHe MECTEITBO JOBIO 3a/INNIATIOCSA B IIOJIOHI HAPOTHUIb-
KOI'0 cUMYJIAKPY. XaTH, 0JIA i TOIO T0-BiTbOMCHKN BiIBOTMIN IIOTJIAT

i Mopounnu 3ip XymoxHHKIB. Asle Ha mogaTKy XX CTOJITTA peBoJIonis Bin-
OyBajiacs CKpisb, i Hacammepe] y BisyanbHiil ccpepi. Ilpospinns B cyTs yrpa-
THCHKOTO CTaHy CIIPaB CTAJIOCH 3aBAAKY CIIeNIH(PiTHO-YKPaIHCHKUM JocIinam
Kasumupa Manesuua, Onexcangpa Apxunenka, Onexcangpa boromasosa,
A6pama Manesuua i /I3uru Beprosa?. CBiT ounnas cTraBaTi TakuM, SKUM BiH
€ B oOpasax, KoJIbopax i moza HUMH.

BinTozi maiicTpu-Bisyanu sanaumiaincs Ha BUCOTi IapalOKCAIBHOTO PO3yMiHHA
VEkpainu came y 3B’ 3Ky 3 ii peosttontitinumu cripo6amu. Harpuxian, pesosronisa
I99I POKY CTaJIacs He TUIBKY B ITOJIITUIIi, EKOHOMIIIi Ta COIliaIbHii cq)epi; T'OJIOB-

1 «Bneiga» (1798) — mnapopiiina noema Isana Kornspescbkoro (1769—
1838), i3 sikoi moumHaeThCA KaHOHIUHA icTOpif cydyacHOI yKpaiHCHKOI JiTeparypu;
«Muporopon» (1835) — 36ipka onosinaus i nosicreit Mukomn Toroas (1809-1852);
«Jaiimamakn» (1841) — noema Tapaca Illepuenka (1814—-1861), mpucsadena noscran-
HIO YKpaiHCBKMX KO3akKiB mporu nonbcbkoi Bnagu; «Maska», a6o «JlicoBa micHs»
(1911) — npama-cpeepia Jleci Yrpainku (1871-1913); «iKimoui o6pasku 3 lanmannu»
(1876) — rexkct aBcrpiiicekoro nuceMenHuKa Jleornonpna dpon 3axep-Maszoxa (1836—
1895) npo :kinoK 3axinHOyKpaiHCchKUX 3eMenb; «JIsmeaka» (1901) — poman Muxaitna
Komo6unceroro (1864—1913) npo nepexpesoioniiini poku Ha yKpaiHCBKMX 3eMIIAX
Pociiicproi imnepii; «fI (PomanTuka)» (1924) — nosena Muxonau Xsuasosoro (1893—
1933) ipo peBoutoniiitauii Tepop B Ykpaii; «3omore Tena» (1931) — carupuunuii poman
ozecutiB Lni Lsda (1897-1937) ta €rena Ilerposa (1902-1942) mpo maxpas-Tpuk-
crepa B Ginbmosunpkomy Pansucskomy Corosi; «Y piznomy wmicri» (1954) — mosicrsb
rkuAHanHa Bikropa Hekpacosa (1911-1987) npo skutta ¢dppoHTOBMEKA B IiCIABOEHHI
Vrpaini; «Pexpeariii» (1992) — poman-cpanrasis [0pia Angpyxosuda (Hap. 1960).
|

2 Kasumup Manesuu (1879-1935) — Xy/0:xHUK-aBaHTapAUCT, 3ACHOBHUK
cympeMaTusMy, KWl HapoJauBcA i JoBruil dac ;xuB B Ykpaini; OnekcaHap ApXuieHko
(1887-1964) — ykpaiHChKO-aMepUKAHCHKUI XYNOKHUK i cKyIbITOP-KyGicT; Onexcannp
Boromazos (1880-1930) — xynoskHHMK i TeopeTHK pamgHCBKOIO aBaHrapny; AGpam
Manesuu (1881-1942) — xynosKHUK-MOIEpHICT, AKUU 3aJUNINB HAWBKIUBIMIMI CIIix
B YKpalHCBKOMY, 6iI0pYChKOMY i aMepHKaHCHKOMY CyJacHOMY MHcTenTsi; [Isura Bepros
(JaBux Kaydpman, 1895-1954) — peswucep i kinemaTtorpadicr, sacnosuuk «Kinonrsa» i mo-
KyMEHTaJIbHOTO KiHO, 3HAB KiJbKa HalfBa;KIMBININX CBOIX KiHOPOGIT, ;KUBYYN B YEpaiHi.
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He — BOHA cTajiacd B cydyacHoMy muctenTsi. 'nunuiskuii, ['yces, Kpusosmar,
Maxos, Mamcuros, Peynos, Poiit6ypa, CaBamos, Cinpami, Ckyrapbosa,
Comomrxo, Tictos, Ilaromnos... — ycix Ha3BaTH CKIagHO. 3 TaAiHHAM HaJKOHCEP-
BaTUBHOI'O YKPATHCHKOT'O PAJAHCHKOTO PEKUMY CBOGO/IA CTaJIa Ge3II0CEPETHBO
BUPAKATH ITOYYTTsA, GadeHHA, CMAK! — i yce, 1110 MK i I103a HUMM.

Papsucpruii Colos posnaBed y IpyniHi 1991 poKy. Ykpainceka Panancera
Comiamicrnuna Pecry6iika crana moBHiCTIO He3ale;KHOIO Jep;KaBolo 3 Haii-
Oispioro, nicas Pocil TEPUTOPI€EIO Ha GBponeﬁCLKOMy koHTHHEeHTI. [louaTox
He3aJIe;KHOCT] 36ircs 3 HallCHJIBHIMIOIO COIiaIbHO-eKOHOMIYHOIO KPH3010

Ta PeBOJIOIITHNMY 3MiHaMU B sKUTTi diofeil. Paganchke mpaBiriHHA 3aBep-
IIMJIoCs, BITKPHUBINY JIIOIAM, IO JKUBYTH B YKpAaiHi, BeJIuuesHHIl IPoCTip
cBOOOIM — i IOB’A3aHUX i3 Helo PUBHKIB. Yce IIoJe B3aeMoIii Tiofeii Gyito
3HOBY TOJIiIEHO MiK ITyGIi9HOIO Ta IPUBATHOIO cpepaMu, SHUIEHUMH B TO-
TaJgiTapHOMY CTaliHCHKOMY eKCITepIMeHTi 1930-X pokiB. Y my6miuniii cepi
YEpaiHmi OyAyBaiy HalliOHAJBHY JIeps;KaBy Ta IIIOPATiCTHYHY JIeMOKpaTio.
Y npuBaTHOMY ceKTOpi BigGyBasmcs peBoitonii B 6i3Heci, pesirifiHocTi it cek-
cyanbHocTi. [loBinbHa i KOHTpOIbOBaHA eTiTaMU IPUBATHU3ALIA PagTHCHKOI
iHgycTpialbHOI cIaJINVHY IIPU3BeJIa 10 BAHMKHEHHA CUJILHOI OJlirapxii, Axka
BCTaHOBUJIA KOHTPOJIb HaJl BJIaJJHUMHU IIEHTPaMM Ta JTOCTYIIOM [0 HaliBask-
JIMBIIINX pecypciB Kpainm. Yy 60pOTL6i 3 HIMHU YKPaliHIi JBidi Hamaramgucs
30ifICHUTH peBOJIIONil i MOBEPHYTH KpaiHy 70 CBOOOIY Ta CTAIOTO PO3BUTKY.

Pepommoniiini cripo6u cranu paBUIOM y IUKJIaX PO3BUTKY YKpainu. 3a
HeIIOBHI TPUIIATH POKiB HamIa kKpaiHa Ipoiimaa ABa moBHUX mukin. [ei
MOBTOPIOBAHNI PyX MOYNHAETHCA 3i CIIPO6G TOKOPiHHOTO OHOBJICHHA CY-
CIILIBCTBA, MOTITHEY i ekoHOMikHW. [loTiM, TTicad sMiHM peRUMY, BUKINKAHOT
MAacOBUM PyXOM IIPOTECTIB, IOYNHAETHLCA 1IePioJ] IPOTBEPE3iHHA, KOJIU IIPU-
XOIUTH PO3yMiHHA 1II030pHOCTI HaTill Ha cBOGOTY i BepxoBeHCTBO mpasa. Lla
conianpHa ppycTpamis Bene 0o gernpecii, a ocranua — go gesopienranii. He
Malouy OpieHTHPIB, BeJIWKa YacTHHA HaceJleHHA (POKyCyeThbcsA Ha OCOOHCTOMY
BUKMBaHHI, J03BOJIAIOYH OJNirapXiYyHMM CTPYKTYpPaM 3aXOILII0BaTH KOH-
TPOJb HaJ IeHTpaMu Baaau. IIpu cripo6i ogHOTO KiIaHy BCTAHOBUTH €AMHY
«BEPTHKAJIb BIaJ1» Il 0OMEKUTH CBOOOM, 3HOBY CIaJIaxyIloTh IIPOTECTH, AKi
MiATpUMYe OiTbIIiCTh TUX, XTO IIPOTpaB Y KOHKYpeHIIil kiaHis. Pasom BoHN
PYWHYIOTE 3apO/KEHY BEPTUKAJD i BiJKpUBAIOTh MOKIMBICTD JIA 1€ OHiel
peBoroniiinol cuTyarii. Tak, ykpaiHcbke CyCIiILCTBO MPORIIIO UK Bif
1991 0 2004 poKy (Bix posnaxy Coiosy mo «llomapandeBoi peBomtonii») i Bin
2005 10 2013 (Bix nouarky npasainudg lOmenka no €spomaitnany). Yu Braso-
cs IIepepBaTH PEBONIONIHI TUKJINW, MU IIle MaeMO 3PO3YyMiTH.
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BasxnuBo 3a3HaYUTH, IO PEBOIOLIITHI CIIpOOH IIOPasy sACKpaBo OyIIH IIOB’A-
3adi 3 BisyanbHHM MucTenTBoM. <]l loMapandeBa peBomio1ifa» 2004 POKY Bif-
OyBajlacA B IIOJTITUIIi Ta MUCTENTBI. JraflyBaTH MOJITHKIB Tiel peBoIIONiiiHO1
crpo6u — 37ebinbIoro cyMHa cipasa. A ock basaxk, binoyc, 'nnnurbka,
Ranan, Raguposa, Kpusennosa, Rysuernos, Hakoneuna, Ilerpos, [Tonos,
Panko, Pinnwuii i Cait mponoB:#yIoTh BpaskaTu CBOGOI0I0 TBOPYOCTI, CMi/INBI-
CTIO BECJIOBIIOBAHHSA i IIMOUHOIO Tpo3pinHa®, [xHe iHIMBITyaTbHE Ta IPYyIIO-
Be muctenTBo (un y PELLi, wn B SOSi, un y «Kapmarcerkomy Tearpi») He Tak
BizGuBae XyX TOTO 4acy, AK HAIIOBHIOE Oro 3MicToM, hopMyitioe HesnilicHeHi
3aBIaHHA HUMHU po3cpapGoBaHo]l i He HUMU 3HeGAPBIICHOI PEBOJIIOLIL.

Hosa ykpaincbka peBoitoniifHa cIrpo6a cranaca y BOTHAHY 3UMY 20I3—2014
poxkis. Ilporectn, a morim 6oi €EBpomaiinany BinGyBatucsa Ha MAIEHBKOMY
KJIANITUKY 3eMJIi, CIIIeTiHHi KiTbKOX ITeHTpalbHUX Byaunb Kuesa. Ase amoka-
TinTudHi 00pasu aiomeil, AKi MaIVIN i Malain, po3iimanca cBiTOM 3aBIAKA
cydyacHuM Mexia. KpuBaBicTs nux mopifi, Ak i B 1917-My, Ta ixHi BisyanrbHi oGpa-
31 IpoOyauiin 1yxis Boruio, mo cynposomsxyBann YEpaidy Bci i II'sTb POKiB.

Axmo nepmwuii maitnan — «llomapandgeBa peBomionig» — GyB YaCTHHOIO €Bpa-

3iiiCHKOT XBUJTi «<KOJOPOBUX PEBOMIONiii»*

, To EBpoMaiizaH — GiTbII CKIaTHA
I cynepedsinBa mofisa. €BpoMaiizaH 1odaBcsa 3 MUPHUX IIPOTECTIB TpoMaaH,
AKi BUMaraju BijJ Biaaau HmignumcaTu Yroxy mpo acomniamrito 3 €C y aucromnani
2013 poky. CirpoGu Biagy po3irHaTy MpoTecTyBAIBHUKIB i TOCHINTH 3aK0-
HOJIaBCTBO IIOJ0 IIPOTECTIB IIPU3BEJIN 10 3pOCTaHHA HACUJIBCTBA. ¥ JIIOTOMY
2014 POKY, ITicjig MacoBoi 3aruGeiti miofeit Ha Maiinani, npesunenT AnykoBuy
yTik fo Pocii, a mizepu nporecTiB ycTaHOBUIN HOBY BJIay, BCTYIIUIN B aCO-
niamiro 3 €C i moganm nepion nepersopens kpainu. OnHak et mepiox 36ir-

cA i3 pociiichkolo aHekciero Kpumy Ta BiltHO0 Ha JloHGaci, o nmigpusao

i BKpail 00Me;KyBajo PO3BUTOK IMocTMalifaHHOI YKpaiHu.

3 IBan basak, Mukona binoyc, Kcenis I'nunmuneka, Hikira Kanan, #anna
Kanuposa, Kpusennosa, Bomogumup Kysuenos, Jlana Hakoneuna, €sren Ilerpos,
Cepriit Ilonios, Braga Panko, Mukona Pinuwuii ta Onekciit Cait — cy4acHi xymo:xHu-
KU, 4uii po3KBiT movascd i 36irca 3 [lomapanuesoio pesomonieio 2004 poxky.

4 Jo «KOIBOPOBUX pEBOJIONLIi» 3apaXOBYIOTh MAaCOBi IIPOTECTH, METOIO
AKUX GYJI0 3MYCUTH eliTH BUKOHYBaTH KOHCTHTYIIiIO i IMoBaskaTum BHGOpH.
IIi «pesomromii» BinGymuca B Cep6ii 2000 pokry («GyibrosepHa pPeBOIIO-
nis»), y I'pysii B 2003 poui («peBomronis tposauny), B Yepaini 2004 poxy,
B Kupruscrani 2005 poky («TI0IbIaHOBA PEBOIIONIf»), & TAKOK Y HU3L a3iii-
cpkuX KpaiH (Bipmenii, M’ auwmi, JliBani, kutaitcbkomy Tuéeri Tomro).
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Xro Taki afonu «nokoninag €spomaiinany»? Ak Bonu ;xuau 3 Boraewm, mo
iimoB pasom i3 ammu? llo Tpanmmoca 3 Xy0KHIKaMU IILOTO TIOKOJiHHSA
Iricyis mpoTecTiB, mif yac Bifinu i ekoHomiuHOI Kpusu? [llo criorykano ykpa-
iHIIiB 00paTH aHTHCHCTEeMHOTO IIpe3sueHTa Bonogumupa 3eneHchbKoro0 B 2019
poui? Ik XynosKHUKN NOACHIOIOTh — i BaM, i HAM — Te, IO 3 HAMH CTaI0CA

B poku Borsio, 3 2014-10 110 2019-i17
MokoniHHsa €EppomaingaHy

IToxoxinasa — HeneBHe MOHATTA, aje iHTYiTUBHO — myske TouHe. BoHO Bixcu-
Jlae He CTiJIbKM 10 BiKy, CKiJIBKM JJO CIIIJIBHOTO KOJIEKTUBHOI'O JOCBixy rpymnu
J0Jell, o BCTYNAaloTh y CyCIiJIbHe sKUTTA.

Taxk, posnaz Corosy it moGygoBa KamiTaaisMy — peBOJIONIHNI JOCBi] MOTO
noxoninuA ykpainiis. ColfiagbHa peaJbHICTB, IO HAC OTOUYE, — MOJIOLIIA

3a Hac. Mu Gysiu cBinkamu Ii cTaHOBIIeHHA i il MIMOBITBHUMY TBOPIIAMU.

Mu GynyBaiu cBOIO JeMOKpATiio i pUHOK TaK, AK YABJIAJIHN IX co6i, YnTaoyn
«He3snaitka va Micami»® it YKOTpe JUBJIAINCH «PeM60»8. | Mmu 3aBsxan oyzmemo
IOPiBHIOBATH J1Ba aiicGepry peayibHOCTI — PaJAHCHKUII i He3aesKHUIA, i Gavun-
TH B HIX KPUXKiCTb, IPOTaJINHY Ta HeBiATOBiNHiCT HAaIUM IIIaHaM. X041 61
AK Ile Ha3UBaJIU, YY1 TO icTOpUYHA TPaBMa, 4 TO (peHOMeHoJIoriYHa 61arosaTs,
MH 3Ha€MO, HACKIJIBKY KPUXKOIO € CHMBOJIiYHA PeasIbHICTh i AK JIETKO CTePTH
uBine nuBinizanii. [ me — Harm reHeparniitHuit 1OCBi/, JOCBiT ITOKOIIHHA «IT»7.

XyI0osKHUKU MOT'O IIOKOJIiHHSA GYyJIu 34aTHI Ha OHTOJOTiYHY ipoHilo. Born
Oynu gemiypramu il [eKOHCTPYKTOpaMH peajbHocTell. IM OpakyBano Micus,
BOHU MUCJIUIN OPUJIaMU Ii HUMM CTaBaju.

5 «Hesnaiiko na Micai» (1964) — nomynapuwuii iurayunii paHTaCTUIHAT
poMaH 3 eJeMeHTaMM aHTHYTOILI, 110 ONOBiZaB pajdHCLKIll AuTAYii ayauTopii
IIpo aHTUTYMaHHicTh Kamitanizmy. Ileit poman GaraTo B YoMy BILIMHYB Ha 00pa3
KaIliTaliCTUYHOrO CBiTYy Ii3HLOPaJAHCHKOTO CYCIILIbCTBA.

6 «Pem60» (Rambo, 1982-1988) — cepia amepukaHCHEUX XyT0:KHIX (pinb-
MiB, y AKHX Tepoii-clenIpu3HayeHellb BUKOHYBAB 3aBJaHHA ypPALY, 9acTo
mop’s3aHi 3 60poTH60I0 NpoTH paggHchkuX Biiickk. DinbM, Monpu 3a60poHy,
HaOyB 3HAYHOI IOIIYJIAPHOCTI y pajisHChKUX Bifleocanonax kinma 1980-x.

7 «IToxoninua «II»» (1999) — mocrMmonepHicTchKUil poMaH POCifiCBKOro
mucbMeHHnKa Bikropa Ilenesina, y AkoMy iineTbcs Ipo pagukajabHi 3MiHU B SKUTTI 1O-
CTpafAHCHRUX cycHinbeTs Ha movaTky 1990-x poxis. [lenesin Ha3BaB mokomiHHA, AKe GyI0
cBigkoM posnaxy Colo3y it BAHHKHEHHS HOBOTO TIOCTPAJAHCHKOTO KaIliTaxi3My, MOKOTiH-
HAM «[I», TO6TO MOKOIIHHEAM amOKATIITUYHNAX «I11 ... I[iB» i «[lerci» ogrouacuo.
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«ITomapandeBa peBoIIONifA» 3yINHNIIA CIIOB3aHHA KpaiHU B aBTOPUTAPHY KO-
JTio. 3aBAAKN TOMY, IO «IepIINii MaliTaH» GyB MEPHUM IIPOTECTOM IIPOTH I10-
pylIeHHA 6a30BUX TPOMAJAHCHKIX CBOOO/I i ITigTacyBaHb Ha MPE3U/I€HTCHRIX
BHOOpaxX 2004 POKY, BiH 6araTo B YoMy Hara/lyBas IIOJIITUYHMII KapHaBaJl.

Y pesynbraTi KapHAaBAJIBHOI JTOTiKI MAaCOK 3MiHHJIOCS CTaBJICHHS HACEIEHHS 10
€THOHAIIOHAJII3MY i 10 JTiBUX IapTiii: €THOJIHTBICTUYHI BiJIMiHHOCTI cTaBajn
Jeialti BaKIUBIIIMMY, a COiaIbHUIA IIporpec Gijiblile He BUKJIMKAB CUMIIATI.
3a Tiero 5K MapaJoKCcaIbHOIO JOTiKOI0 00iAHKNA GOPOTHOM 3 KOPYIITiero CTaIn
LeHTPaJIbHUMU JIJIS BJIAaJHUX €JIiT, y YniX iHTepecax Hpalfosaja CUCTeMHa
Kopymiia. KapHaBasibHa JeTKOBaKHICTH IPOABAIACA B EKOHOMITHOMY SKUT-
Ti YKpaiHIIiB: JOCTYIIHI KpeIUTH IIePeTBOPHUIN OOPTHU Y I'Py, IO TpUBaja 10
cBiToBOI (pinancoBoi kpusu 2008 poky. Kondeciitni opranisanii, ski Hacorox-
FYBaIHUCA IOCTPAISHCHKOIO CBOGOIOI0, Bee OliIblie 3aHypIoBaIucs cami i 3a-
HYpPIOBaJIU CBOI I'POMa/I¥ Y TOKCUYHUIT KJICPUKAJIbHUAI Marism. IoniTuunnmit
Xa0c 20052009 POKiB Ha IIEBHUIA Yac PO34apyBaB YKPAIHIIIB y qeMOoKparil Ta
MIPU3BOJUB JI0 BCe OLJIBINOI MiITPUMEKH ifel «CuIIbHOI pyK#». 3penIToo, 10 Ipy-
TOro Typy Hpe3suIeHTChKIX BUOOPiB 2009—2010 BUMIILIN 1Ba KAHTUIATH, AKi
IpeCcTaBIAIN JBa CTUIIL OJHi€l ilel «CHIBbHOI pyK1»: 3 MiHIMaJIbHOIO IepeBa-
roio nepemir Bikrop AxnykoBuy, yui Branni npakTuku He3abapoM ITOBePHYIU
IpoMajigH N0 po3yMiHHSA BasKIUBOCTI CBOGOI.

Aximo B momiTHYHNX i eKOHOMIYHIX TepMiHaX OMapaH4YeBO-MaiiTaHHe TIOKO-
JIHHA Bee GliIbIIe TAKIIO 0 KOHCEPBATU3MY il JIETKOBa;KHOCTI, TO B IIPOCTOPI
MUCTEITBA BOHO ITOKa3aJjio cebe KpeaTHBHUM, CXMJIBHIM JI0 HOBUX IIOYMHAHb

i TBOpYOI 3yXBasIoCTi, JOKH IT06aTbHa KpHU3a 2008 pOKY — YKpaiHa Gyma cepen
HaGIIBIII IIOCTPaKJAINX KpalH — He BHecJIa CBOi KOPEKTUBU B ToGpocepiuii
CBIT, IO HeE 3aJI€3KaB BiJl XaoCy MOJITUYIHUX CYIIEPEUOK. IIle omne mokomiHmHs
3pO3yMLIIO, HACKITIBKI KPUXKNM € IXHIil KOJTEeKTUBHUN MUP i K BaKJIABO JiATH
pasoM, yMiTH He IififaBaTHCA HaAigM i BoJHOYAC 3HEBipi B yMOBax 0cO0IMBOI
CXiJHOEBPOIIENCHKOI IIOCTPaIAHCHKOL JUCTOILil.

XyIo;KHUKU I[bOTO ITOKOJMiHHA MalOTh IUBOBILKHY BJIACTUBICTH ITOMidaTH JeTa-
JIi, y IKUX X0BaeThCA TUABOJ. BoHu BKpaii 4y T/nBi 70 HeclpaBeInBOCTI it He-

piBHOCTI, i pacoBoi, i ki1acoBoi. BoHr He 60ATHCA CIPAMOBYBATH OIITUKY MUCTE-

ITBa Ha CYCIILIBHI IIp00JIeMH, i BIpATh y TepaleBTHYHICTh CBO€I TBOPYOCTI.

[Toxoninna €ppomaiinany — Ie JIIOLH, 31e01IBIIOTO HAPOIKEeH] B PeaIbHOCTI
JUKOTO CIIO;KUBYOTO KalliTanisMy cydacHoi Ykpainu. [Ina Hux HepiBHicTb

i cBoOOa, TOMEepUYHi EKOHOMIYHI PU3UKY i1 3aIIUT Ha PATIBHUKA, INI00ATH-
HiCTBh i eTHOKYJIBTYpPHA BOPOKHEYa — «IIPUPOTHE» CePeJOBUIIE ITPOKUBAH-
uA. [lna nomosunu 3 HuX cuMBoiiuna Pocis — wayska, a yasaa €spona — cBos;
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JLJISA iHIITOT ITOJIOBUHU — BCE 3HAYHO CKJIajHinIe. [Ijs 1boro MoK HHS MOoTi-
€10, o popMye iXHIO iTeHTUIHICTb i IXHIO BHYTpILIHIO CyIlepedHicTh, Gyi1a
3MMa 2013—2014 POKiB i BiitHa Ha [lon6aci.

Tiei smmu yxpaiHChKi TiHel epy MisHAIN TOCBi/ KepTBYU, Ha AKY ITOTIOBaB
«BepkyT» MoTOpOIIHO]I IUCTONaN0BOI HOYi 2013 poKy. | Bonu ;& — pasom i3
JI0IbMU CTAPIIOTO BiKy — Ii3HaIN GasKaHHA HATATHYTU Ha ceGe YOpHi 00I1a-
ITyHKU CIenMitinii, mpueqHaTHCcA 00 MOTI0BaHHA Ha iHakomyMIliB. Bonn 3axo-
IIIOBAJIH JIEPFKYCTAHOBY I 3aXUIAIN «CBOTO» IIpe3uIeHTa y TPy AHi 2013-T0 (BTiM,
TaK caMO BOHU JifJIN IIijl 4ac Ipe3neHTChKOI KaMIlaHil 2018—2019 POKiB).
Bonwu iinim Ha €Bpomaiinan i AHTHMalaH y ciuHi-TI0TOMY 2014-TO. BoHI
00’ e THyBaINCA HABKOJIO €IUHOI KpaiHW, i OT0JIONIYBaIN «<HAPOAH] peciry-
6utiku». Bonu runynu Ha pponTi 3a Ykpainy, it cuninu sa cemapatusm. Bonn
IIOBEPTATUCSA B OallXy:KUil, 370 XiliChKUI-HeCUTHII-CII THIINI TII, i BUXOIU-
s Ha Oe3lepcIeKTUBHY cBoGoTy. BoHu cimBatics, 3HIOXyBaIucA, CKypPBJIIO-
BaJIACA, CTUTYIIYBaJINCA, BUIAKIKAIN Ha 3aPOGITKH 10 €BPOIIECHKUX IIaHiB...
Bonu 6ynn «<BaTHHKaMu» Ta «BUIIUBATHUKAMU». | TypTOM rosocysanu 3a
aAHTHCHUCTEMHOTO IIpe3UIeHTa 3eJIeHCHKOT0, IPeICTaBHUEA HOBOTO ITOKOJIiH-
Hs TIOJITUKIB B YKpaiHi.

IIpm oMy B «eBpoMaliaHiBChKill TeHeparii» OMUHUINCA XyJOKHIKYN Pi3HIX
BiKOBMX I'PYII, aJIe TaKi, 0 IIOAiNAI0Th 3JaTHICTh BUCIOBUTH JOCBiJ IIHOTO
BOTHAHOTO yacy. ApremoBa, bosica, BoporHbos, Icymioa, Kypmas, Manamyxk,
Menpnnuenko, Ilikyns, Coprycik, Comnon, Cy6ad, Ximeii, lllanennnit — mroqu

3 JIysKe Pi3HOIO IO3UIIi€l0 B MACTENTBI Ta momiTumi®. Are B ixmix poGoTtax mepe-
JIOMJTIOETHCA KOJTeKTUBHUM JOCBiT CyJIacHUX YKPaiHI[iB, BHBOAAYIN Ha OCOOJIU-
BE PO3YMIHHSA JKUTTS i CMEPTI, CBITJIA I KOJILOPY, 3;[op013’}1 i TpaBM#, MUHYJIOTO
i choronenHA, macTA i 6ixy, Tiel it miei croponm cBity. I Bci BoHn, AK sko/eH i3
HWHI ;KUBUX YKpAaiHIIiB, Apy:xuan 3 Boraem, ropinu, obepranucd B norrin i Bin-
POIKyBaIKCA IIPOTATOM KOPOTKOI YOPHO-PYyNOl I’ ATUPIUKN.

PeconwouiinHe noxminng i piinHa

Hesrnn6unit xaoc Ykpainu 3a ocTaHHI IT'ATh POKiB NoOpsYe 3q14aBiB i 30e3-
monuiB. Hame 3nuuaBinaA rmoB’a3aHe i 3 epekToM BifiHW, i 3 MpoBajgoM mocTpa-
IsAHCbKOI MogepHizanii. Bilina Bkazaja Ha HiHHICTB ;KUTTA B Hali6a30BiMIOMY,
Giosoriunomy ii Bumipi. I1a Bifina 6ya «ri6punHOI0» — KOKTeliaeM 3JI09NHIB
IIPOTH JIIO/IAHOCTI Ta IpaBa, 30BHIITHEOI arpecii Ta BHyTPillTHLOT0 KOH(ITIKTY,

8 Came ixHi poGoTH mpeseHTOBaHO Ha BucTaBui «Ykpainma: Mixk
Borumem i Boruem».
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Iie 30BHIMTHI (paKkTOp pociiicbKOTro BTpy4YaHH IIPU3BIB 10 3aITyCKY MEXaHi3My
TPUBAJIOTO BOEHHOTO KOHIIIKTY Ha 3eMJIAX YEpainu. TpyHu, mo npubysann
IO HAIIMX CEJIHII 110 061U Ba GOKH (PPOHTY, GyiIu i 3ac060M, i OCTaHHAMY IIPO
IiHHICTb KOKHOI XBUJINHY i KO;KHOI TI0AMHA. THUM caMuM BiifHa IPOBOKYyBaja
Hac Ha Hafmupimi it HAWHWIIIT TOYyTTA Ta BUMHKY, 30araqyioun CTPaxoM

i mepeMorolo HaJ HUM Halli 3aKOCTeHiTi B MUpHIii GyneHHocTi 6iorpadpil.

Taxo:x i suTTA Kanexo Bix pponTy He o3Havano mupy. lllo naxi Bix minii
BOTHIO, TO INIMGIIIe pocyia IIPOBUHA Iepei TUMH, XTo TuHe. | To cunbHille BoHa
BUTiCHsJIaCA 114 IPOBUHA. Y TaKUX irpax i3 co601o ModyTTA M030aBIAIICA
IIMPOCTi, 8 BYNHKUA — aBTEHTHUYHOCTI.

Vrim, BiiiHa — 11€ He sIIe GOiIOBI Jii, I1e mIe it 0COOIMBUIT AHTUTPOMAIAH-
CHKHII i IPOTUTBOPYMII CTaH, KOJIU IIPaBo Ha TyMKY i cBoOO/Ia Ha CAMOBH-
paskeHHH CKaCOBYIOTBCS, KOJIU JIIOJU OT'0JIeH] y IIPaBOBOMY i KpeaTUBHOMY
IIaHaX, @ BOMBCTBO 3 HU3KY IPUYHNH IIAHYEThCA. Y CATYaIlii BiliHU J0auHa
Oe3NpUTYIbHA i 6e33aX1CHA, ITO0 IITOBXAE CYYacCHUKIB B 006iliMu Hailapxa-
Tanimux popm camozaxucTy il BizMoBu Bin TBopuocri. 11in BrmuBoMm BiitHu
YkpaiHa BOpUTYI Hifiiina 1o 3aHypeHHd B KJIepUKali3M, KOHCepBaTU3M

i eTHIYHUI KOJIEKTUBI3M, BilBepHYBIIHCH Bif Tiei eBpoiGeparbHol oTiTH-
KO-TIPaBOBO] IIpoTpaMu, AKYy IporoHyBas EBpoMaiinan. Y miit curyarii TBopu-
TH | MUCJIMTHA 03HAYAJIO CTaBATU JUCUIEHTOM.

Ha momaay mo snecyuacHenns, Mmu no6psde suemonainm. Hare snemonnenns —
1e i MacoBuMii Bij 1371 GaraThbox 3JJOPOBUX YOJIOBIKIB i KiHOK Ha 3apOOITKY B GJIU3b-
Ke i masieke 3apyOisskd, i ocobnmBa — THIMYacoBa — BTpaTa 30aTHOCTI 70 CIIiBII-
epe;kuBaHs. Hac 3aronuio BiacHe rope, Tox CIIiBIIepeKUBaHHA dy:KOi Ginn
crajio HanBuKIuKOM. [lerymanisarisa BuABmuIacs HaCTUIBKY CHIIBHOIO, IIIO MOBA
i€l waTupivky Oyiia JagHa IIOBEPHYTHCA Y CBOE GLIBIIOBUITBKE TOTATITApPHE
MUHYJI€, 10 IPAKTUK KOJIEKTUBHUX JOHOCIB i 60pOTHOH 3 BOpOraMu Hapoxy.

Jerymanisamis mpusseJia me i 10 Toro, o poJoBa O3HaKa JIOTUHT —
MIUCJIeHHA — ONWHUJIACA Iif 6araropasoBoio 3a6oponoio. Hose mokosminaa
Xy 0KHUKIB ITOCTaBaja0 OJHOYACHO 3 BHHUKHEHHAM HOBOT'O IIOKOTiHHA
JUCUIEHTIB: BOHU IPOPOCJIH 3 HEIIOKOPY IIPABJIAYNM I'PyIaM, KOTpi BUMa-
rajy He 3aCTOCOBYBAaTH PO3YyM, He BUPaKaTH cebe, a BIpUTHU B KOJIEKTHUBHE
epunHo-npasuiabHe. Cdepy cBoGo U GYII0 3BYKEHO 0 TO3BOJIEHUX KaHAIIB,
comMepesk, caiB i moBinomiens. CyMHIB cTaB 03HAKOIO HAaIliOHAJIBHOI 3pa-
an, a KpI/ITI/IKa — BOpO}KI/IM dKTOM, CTUTI'MOIO <<BOpOI‘iB Hapoay», SHURJINX

Oyio 3a Xpymrosa.
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I came B nmx ABOX TeHIeHIIiAX — INeMoepHisallii Ta gerymanisanii — moxko-
ninaa €BpoMaiizany Yeplae HATXHEHHA i TBOPUTH, BUTaHAIOUHN GiciB i3 ceGe
i cygqacHukiB. Hama BucraBka — migTBepas;keHHHA i€l Te3n.

«Tini» Pomana Muxaiinosa i <upumapun» Onercangpa CoBTycika 3a1a10Th TOH
ITeMoHoJorii Hamroro 4acy. « HopaoMopchKi TiHi» — TaHMHA KPUMCBKil TpaBMi
YEpaiHIiB: omia 3arap6anoro paoTy i KepueHChbKIX OpaHIIiB CTyKae B HaIIi
ceprs. Iloposxri ounni it Bumup 6adycmaux knanmis CoBTycika, ikonopyian
YexmennoBa, perpoausaiit [likyna — maioTs maHc Mepe;KUTH JOCBiT CKpyde-
Horo 1ix o6cTpinoM «I'paniB» conyara, Akuit Mpie cxoBaTuCsA B IPUTYIIOK Pij-
HOTO oMYy, abo 6adyci, ika BiiMoJ1oe cMepTh y HifBai «cipol 30HU»D. Hopoci,
10 BAJA0Th y JUTUHCTBO, i HiJJIiTKH, 110 JOPOCIIINAaThb 3aB4aCHO, — I1e
nokoJinHg €BpoMaiinany.

Pusku B peiiB, Breua B aJbTepHATHBHI cepeloBUIA — IIle ONHA TeHIeHIid Ha-
mroro vacy. «[linzemenna» Icynosoi, arpapua cunryaapuicts MersHn4eHka,
excraTuuHuUii nopus y po6orax MYTH, Manamyka i Ximes nepenatoTs gocBif,
IIbOTO BUXO/Y B IIapaJiesIbHi peaJbHOCTi.

Ta sx nmorika B ocpinmiosniii nexomynisanii. [litu B mapanenrsHuii csiT repois

1 IMXOJiiB, i3 KPUIITAJIEBO ACHOIO JAepsKiTeoIorielo, 3i CBITOM, po3Kpeciie-
HuM npocnexramu Jlenina-bannepu — me HapkromoxiTHYHM Tpin ninoro
MOKOJIIHHA IIOJIITHKIB I aKTUBICTIB, 110 BJIMJINCA B PAIU «<€BpOHAaIli» Ta
«eBpo3noftiie»'°. Tak yske NN B napaieabHi CBiTH HaIIi Mpali u-6iabimo-
BUKH, Tigu-pporToBuku [Ipyroi ceiToBoi i me Ti GesBicHi, MupHi skepTBH,
10 CTaJM YaCTUHO YopHoszeMy Hamux «Kpusasux semenn»'. T o6pasu mo-
XMIJIJIA BiJl IIBOTO i1€0JIOTIYHOIO EKCIIEPUMEHTY KOHT€HIaIbHO peajisyBain
bonca, Rypmas i Ynurkas.

]

9 «Cipa 3oHa» — TepurTopia Misxk Bololouumu cropoHamu Ha [loHGaci, me
TOCi KUBYTH i CTpasKjaloTh BiJi 06CTPIIiB 011,

||

10 Tak mazuBalOTh yKpaiHCBKMX aKTUBICTiB i YMHOBHUKIB, Uusd IIPOEBPO-
nefichKa pUTOPMKA CIIyTyBaja a6o IPUKPUTTAM JIJIA KOPYIIILii, a6o 11 rmpocy-
BaHHA €THOHAIIOHAJIiCTUYHOI i1e0I0TiYHOlL IporpamMu.

11 «Kpusasi zemii» (Bloodlands, 2010) — TepMiH, 3anpoBamskeHHi aMepu-
KaHCBEMM icTopukoM Timori CHaiimepoM 171a mosHadyeHHA Jacy (Tepina mogoBuHa XX cT.) i
mpocropy (Mmisk Beprinom i MockBoio), ne/komu 3aruGes aiofeit Gysra HelloJChbKI HaTiHTeH-
CUBHOIO i GesnpenenenTHo 14 ictopii €Bpomnu. Tako:x i CraiinepoBa «HopHa 3eMiia», U
«Yopuozem» (Black Earth, 2016) — crrpo6a aMepuKaHCHKOIO icTOpUKa OIICATH OCOGIUBICTD
IIOBeTiHKY HiMEIIbKUX HAIMCTIiB Ha cxoxi EBpomu mozo eBpeiB Ta camoi 1uBiisamii.
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VY1iM, y 1bOT0 ITOXMIILIA € i TO3UTHBHAII Gik: BOHO Japye MiBUIIEHY Ty TIU-
BiCTH 1O AeAKUX PUC 30BHINTHBOTO CBITY — OCOOIMBHIL JOTHK ;KATTA, KOJIBO-
py 1 3anaxy, ak y po6orax Onenn Cy6au...

Hamie Borasine m’aTupivus fNII0 Bix cBATa HeCIyXy MEPHUX IIPOTECTIB 1O pe-
BOJIIONIiI 3 IIaTaloYMMu NIMHAMU, Bix TpaHcdopMepcbEoi ecreTnku «bepryra»
Io Tparenil BiliHw, i Bin ppoHTOBOI rimeppeaabHOCTi N0 GEHEETY ITif Yac TyMH,
1o Bredi Ha kozanpkuit Hus kry6is Kuesa — Omecu — Xaprosa — JIpBoBa.

VkpaiHcbka Kodipns:
Bip ppoHTY Ao peinpy, sia CPCP po Saxony

Onun MicTUR KATBCHKOTO KIIyOHOTO SKUTTS, IO BTPATUB II ACTH PYKU Y 60AX
mix JlyrancekoM i micss mmuTario HaGyB 0cOGIMBOrO, Mail:ke IpiamigHoTO
alleTUTY IO ;KUTTH, PO3IIOBiB MeHi ITPO 0cOO/IMBE IPABUJIO PeiiB-MaTeMaTHKL.
Buspndaerscs, cripaB:HA peiiB-Bedipka BUMAarae y4acTi B ITofil IToHas 1eB ATH
THCAY YYacHUKIB. «[Hakire He Toit mpuxXin», — nmosAcHuB BiH MeHi. MaTemaruka
Biiinu Ha [lon6aci migrakye 1boMy IpaBHILy: 110 00K IBa OOKH (PPOHTY 3a I AT
POKiB fIKpa3 3aTMHYJIN 0JIN3bKO ONMHAIIATH THCAY 0cif. «Y HUX Terep CBiit

IOTOMOIYHUI peiiB», — MOACHUB MeHi MiCTHK.

Mosxe, it Tak. OnHOUaCHE KOJIEKTHBHE IIePE;KUBAHHA BeIMUe3HOI Macu
Jiofeil — Bif myo6siuHoro mpocropy Matinany no «iinii posMeskyBaHHA» Ha
Homn6aci it no meramigminna Closer i Plivka'® — nae 3MOTY IIePERKUTH 0COGIH-
BY, eKCTATUYHY IPUCYTHICTH y OYTTi. 3aBIAKU CHiB-IIPUCYTHOCTI 3 BeJI4es-
HUM €KCTaTUYHUM KOJICKTUBOM, JIIOJUHA OTPUMY€E MOKIUBICTh JOTOPKHY-
THCA 0 IOYaTKOBOTO i aBTEHTUYHOTO B c00i. Y IbOMY JOTHKY BOHA HA MUTH
Ha0yBae MeBHOI OHTOJIOTiYHOI TOBHOTH, i BTpadae ii, Blafalouu B 0COOINBE
MOXMIiJIJIA — ¥ 0COOIMBY 3aJI€;KHICTB BiJl KOJIEKTHBHOI BOJIi peiiBy. 3 num
MOXMIJIJIAM MOsKHa BIIOpaTHCA JHIIeE 32 JOTIOMOTI'0I0 HOBOT'O MacOBOTI'O €KCTa-
3y. Tak, PpOHTOBHEM — B peaTpbHOCTi Y1 Y CHaX — IIOBEPTAIOTHCA HA BiliHY,
a peiiBepu BIIaalOTh Y 3aJI€KHICTH Bifl aGCOMIOTHOI cBoGoiH KIy6iB. I KoskHe

IOKOJIiHHA IIPOTECTYBAJIbHUKIB CyMye€ 3a CBOIM MaiiJaHOM...
Ormsxe, cyyacHe yKpaiHChKe MUCTEIITBO — HaJifTHUI CIIOCIO CITiB-TIEPEKUTHI
IOCBiT stofell, AKi JocATIN cBOOOIH, IPOUIILIN BiliHY, 3BUKIN TO GiTHOCTI,

HMOTPaIMIIN i yAap ABOX Iponarany (pocifickkoi Ta BiracHoI) i 3BUKIH 10
HOBOI KOYIBJIi CBOEIO 3eMIJIEIO i CyCiTHIMI KpaiHaMu.

12 Closer i Plivka — ky;1bTOBi KUiBCHKI KIyOH.
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IIa xouiBIA — He TiNbKU IlepecejleHHA MiIbIIOHIB yKpaiHChKUX OisKeHITiB

i po6ounx mirpanris. Ha mouarky 1990-X MOIyJIAPHUM MOJITHIHUM MichoMm
6yno MoiiceeBe IpoponTBO PO Te, MO IO-CIPABXHLOMY YKPaiHCBKY Aep-
sKaBy Oyze IT0OyI0BaHO, KOJIM IIOMPe OCTaHHIi I'POMaITHIH, HAPOKEHUIT
y Papaaceromy Corosi. Xou passsHChKO-HapO/I:KEH] e KUBi, ITPOPOIITBO
Io4nHae 30yBaTuCA, a HOCTPaIAHChKA KOUiBIA YKpalHH, 31a€ThCA, TO-
6irae kinnsa. Hepangancpke MOKOTIHHA — i3a CyMiCHUIITBOM IIOKOJIiHHA
€Bpomaiinany — HaGyBae CHJIM i IIOYMHAE CBOE SKUTTA B IOJIITUII] Ta MuC-
TenTBi. BoHO cTapTye 3 KOH(IIIKTY, IOPOKEHOT0 HAIIPYTOIO MisK IiNTPUM-
KOO Il HeIPUIHATTAM IOTITHKA I OJITUKN HOBOTO MTHOY — Bosogumupa
3eJIeHCHKOTO. 3BificH pOCTUMYTH HOBi YKpaiHCBHKI IlepeMoru Ta IopasKiu.
Cronu s, criopiBalocs, TOBePTATUMYThCA HaIIi CHiBIPOMaAiAHU-KOUiBHUKN.

ITomo BisyarpHOTO MUCTEITBA, TO IIepe] HUM BiTKpUBaIOThCA HOBi 00Opil.
fkmmo B1ama KOHIIEHTpPYyeThcA B pyKaX NU(PPOBUX MONITUKIB, TO B MHCTELITBA
3’ABJIAETHCA IMIe OLIbIINe CUJIN, MOKJINBOCTEH i CIIOKYC AJIA OCATHEHHA peab-
HOCTI, BiIIIOBiTHOI TAKMM HOJiTHIKaM.

V BorHAHY ITATUPIUKY 2014—20I9-T0 YKpaiHa Gy:a taGopaTopiero ictopil.
ExcriepumenTt i3 HaMu, 110 SKUBYTH — BiTIyBalOTh — MUCJIATH — BipATH — Ti-
I0Th, BifOyBaBcs B ycix ccpepax Hamroi snaraocti 6yTi. OTprMaTil JoCTyI 10 Ha-
II0T'o I0CBily Mos;kHA. BapTo yBakHO nmoguBuTHCs Ha rpesenToBaHi Bam po6orm.

Mwmnxainno MiHakoB, crapuriii HayKOBUIi CIiBPOGIT-
uHuk B [HeruryTi Kennana (MiskHaponHuii HayKoBUiA
neHTp im. Bynpo Bincona), — Bizomuii dinocod Ta cy-
CIIJIBCTBO3HABEIb, AKMUI JOCTiTKy€e TPOOGIeMHU MOTITHY-
Hoi pistocodpii, momiTudyHoi Teopii it icTopii MogepHOCTI
y Cxinniit €Bpormi Ta 3axiguiit €Bpasii. ABTOp m’'aTn
KHIKOK 1 IToHaT NeB’sHocTa HayKoBUX crareii, Minakos
Mae OiIbII Hisk IBaJIATH POKIB OCBiTYy IPOBeIeHHS [10-
caimsxens i Buknagannd B Ykpaini, Himewunni, CHIA Ta
[IBeiimapii. Bix Takok € TOTOBHAM pegaKTOPOM MiMHa-
ponHOTro HayKoBoOro KypHary «[zeosnorid i moriTuka» Ta
excriepraoro 6iory the Kennan Focus Ukraine.
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In one memorable episode from the extremely popular Ukrainian sitcom Ser-

Igor Torbakov

pant of the People, Vasyl Petrovych Holoborodko, a modest history teacher,
dressed only in his underwear, is sitting in his Soviet-era apartment waiting
for his niece to vacate the bathroom. Suddenly three suited men appear on
his porch and announce that he has just won Ukraine’s presidential election
with 67 percent of the vote. Feeling somewhat outlandish, the whole scene is
undeniably very funny. However, in spring 2c19, Volodymyr Zelensky, who
played Holoborodko in the TV series, was elected Ukraine’s next president,
winning 73 percent of the vote (compared to incumbent Petro Poroshenko’s 25
percent) and all but one of Ukraine’s regions. There’s no denying that this was
arather baffling political development. Yet this manifestation of seemingly
eccentric politics a la ukrainien has also highlighted the sheer complexity of
social processes evolving in this strategic East Slavic country since the col-
lapse of the Soviet Union in 1991

The contemporary history of Ukraine, one of the fifteen imperial debris,
began following the implosion of Communist regime and the disintegration
of the quasi-federal Soviet state. What class or group of people could benefit
most in the newly born country that emerged from under the Soviet rubble?
In the almost total absence of a mature nation, developed political culture,
democratic institutions, or experienced counter-elite, only the old Commu-
nist cadres were in a position to advance serious claims to leadership in the
newly independent Ukrainian state. They simply had no strong competitors.
Notably, as early as the 1920s, some of the most farsighted Ukrainian analysts
had predicted that the creation of an independent state would not be possible
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without cooperation between nationalists and Communists. Their insights
proved prescient: the momentous events of 1991 should not be viewed as the
logical end of the protracted and heroic national-liberation struggle (which
did not exist) but rather as a compromise struck by the three major groups
making up the Ukrainian population. As a result, the wiliest Kyiv Commu-
nist apparatchiks, who were smart enough to understand that the only way
to remain on top was to immediately turn their coats and masquerade as
true nationalists, managed to set themselves free from their Moscow masters
and retain full political and economic control. Unlike the old nomenklatura,
true nationalists (mostly western Ukrainians, the Rukh movement, and

some intellectuals) did not receive anything tangible but still got the cov-
eted symbolic prize, Ukraine’s independence — a dreamed-of goal but one
that would have remained absolutely unattainable but for the deal with the
Communists. Finally, the bulk of the narod — the people (mostly from the
eastern and southern regions of the country, in particular the Donbas miners)
who threw their overwhelming support behind the idea of independence in
the December 1, 1991 referendum — hoped, first and foremost, for a better and
more prosperous life in the bountiful “breadbasket of Europe.” Soviet legacy
directly influenced the way in which the historic compromise in Ukraine was
achieved. The nature of this compromise has to a large extent determined the
future socio-political development of the country.

In the broad historical view, the disintegration of the Soviet Union was
always bound to be a protracted process. True, the Soviet Union as a state
(or, in a catchy phrase, “as a geopolitical reality”) did indeed disappear
overnight. However, the decomposition of Soviet institutions, practices, and
the political mindset have taken decades, and the process is still going on.
Among the characteristic features of what can be termed a pos¢-Soviet con-
dition are the huge spillover of the old (Soviet) elites; a state in which power
is wielded by a narrow, tightknit group of people who cannot be easily re-
moved from power; and a system in which rule of law does not exist, the leg-
islature is rubber-stamp in nature and there is no genuine space for political
and economic competition. Ukraine’s post-independence experience has a
somewhat typical post-Soviet trajectory. Upon gaining independence in 1991,
Ukraine was effectively an empty shell, not a full-blown nation-state with

a distinct identity. This shell was eventually filled largely with post-Soviet
content: authoritarian political practices, crony capitalism, and the merger
of politics and big business that stifled competition.
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At the same time, two powerful political earthquakes — in 2004 and 2014 —
demonstrated that Ukrainians stand out from the crowd. There is a discernible
historical pattern that shows that Ukrainians and their East Slavic brethren,
particularly Russians, differ in their attitudes toward state authority, in their
acceptance of trade-offs between unchecked power and social stability, and in
their attitudes toward revolutionary upheavals. Rooted in the past experiences
of both peoples, these differences have arguably become more pronounced over
the nearly three decades of post-Soviet development.

For centuries, Russia has emphasized a strong, autocratic imperial state that
is designed to act as a great power in the international arena. Autocratic rule
was closely associated with the state’s imperial nature because no land em-
pire, where the distinction between the “center” and the “colonial peripher-
ies” is blurred, can embark on even the most moderate democratization in the
central provinces without running a risk of destabilizing the entire imperial
polity. There were only two periods in Russia’s tsarist history when its auto-
cratic rule collapsed: the Time of Troubles (Smuta) in the early 17" century
and the 1917 Revolution followed by civil war. Both upheavals have been
etched in Russians’ collective memory as chaotic periods, involving profound
social dislocation and massive loss of life. The turbulent early 199os ushered in
by the Soviet Union’s breakup were generally viewed in Russia as the advent
of the third smuta: a time of lawlessness, mass poverty, and increasing seces-
sionist movements in the outlying regions — all due to the extreme weaken-
ing of the central government. It should come as no great surprise, then, that
under President Vladimir Putin, Russia’s memory politics has sought to
contrast the chaos brought about by the revolutionary upheaval (be it in 1917
or in 1991) with the “order” and “stability” secured and protected by a strong
and centralized state.

The situation in Ukraine looks very different. The political system and
state-like entities that Ukrainians had been trying to build before their
lands were absorbed into the Russian empire differed markedly from the
empire’s autocratic structure and traditions. For significant numbers of
Ukrainians, the glory of the (national) state and the authoritarian system of
government were not necessarily interdependent notions, as they were for
many Russians. In other words, unlike Russians, Ukrainians did not develop
what some political scientists call a “non-democratic hegemonic national
identity.” Importantly, the Ukrainians also have a different attitude toward
revolutions. This is of course not to say that they hold dear the myth of the
Bolshevik revolution any more than the Russians do. Yet the Ukrainian
narrative is all about the struggle for national liberation. The heroics and
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romantic aura of a national revolution, driven by a historically conditioned
combination of social and national factors, clearly strikes a chord with mil-
lions of Ukrainians.

The 2004 “Orange Revolution” in Ukraine — the first attempt in Kyiv to
overcome post-Soviet condition — failed in large part because of petty polit-
ical bickering among the “Orange” victors. That infighting paved the way for
the rise of the venal Yanukovych regime. The 2014 revolt that styled itself
as Luromaidan is Ukraine’s second attempt to break out of the post-Soviet
mold. In the long run, the success or failure of this ongoing attempt will
largely depend on whether those Ukrainians who carried out the “February
Revolution” manage to forge Ukraine’s distinct national (civic) identity, one
that will be embraced by all Ukrainian citizens irrespective of their ethnic
origin and linguistic preferences, and build the new institutions that will
facilitate good governance. This reform program is precisely what Ukraine’s
civic activists generally refer to when they invoke the notion of the “Euro-
pean path” and express their desire to “associate with the European Union.”
Putin Russia’s growing anti- Westernism and a desire to retain a sphere of
influence, which would comprise Ukraine and where post-Soviet (and ut-
terly un-Furopean) rules of the game would prevail, make the Euromaidan
revolutionaries’ “European orientation” look not just as a political but also
as a “civilizational” choice. The fact that most Ukrainians are not aware of
the details of the Association Agreement with the EU and have a vague idea
of how the Brussels bureaucratic bodies function is beside the point. Those
in Ukraine who opt for “Europe” simply want to put an end to ugly post-So-
viet practices (such as rapacious crony capitalism, corruption, nepotism,
selective application of justice, etc.) and foster the rule of law, secure prop-
erty rights, and protection of human dignity — the values they associate,
correctly, with Europe.

What Furomaidan stands for is, first and foremost, a value-based vision of
Ukraine as part of a wider Europe. It is adherence to a set of values born
at the dawn of European modernity that could — and should — become

a cornerstone of the overarching Ukrainian national identity. To be sure,
what is truly important about these values — rule of law, division between
public and private spheres, human rights, freedom — is not so much that
they are European (although, historically, they are) as that they are uni-
versal. They appeal equally, and irrespective of concrete cultural context,
to a Frenchman, a Ukrainian, and a Russian. That’s why the assertion of
Ukraine’s European value-based identity appears to be the most trouble-
some aspect of Ukrainian developments for the Kremlin leadership. It was
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Kyiv’s “flight towards Europe” that ultimately prompted Moscow to carry
out a land grab in Crimea and unleash a war in Ukraine’s east.

Like any other revolution, Euromaidan has raised an extremely high bar of
expectation. The mandate given to the new leaders by the people was both
crystal clear and devilishly hard to fulfil: restoration of Ukraine’s territorial
integrity and radical socio-political transformation bringing the country
closer to EU standards. The political future and overall legitimacy of the
Ukrainian leadership swept into power by the revolutionary wave have come
to rest on its ability to deal with two major challenges: defending the country
in the “hybrid war” in the eastern provinces and implementing a thorough-
going reform in economic and social spheres. Five years on, the outcome ap-
pears to be a mixed bag on both counts. On the war front, Kyiv has ultimate-
ly succeeded in thwarting Moscow’s more ambitious, if downright fanciful,
geopolitical designs aimed at splitting Ukraine into several parts, absorbing
the south-eastern regions of “Novorossiia” directly into Mother Russia’s geo-
body, installing a puppet regime in the other part, and hanging the rest out
to dry. Kyiv’s success in stopping the external aggression and preserving the
bulk of the nation’s territory intact is no mean feat, particularly given the
dire straits that Ukrainian military found themselves in in the spring of 2014.
However, the Poroshenko government managed neither to recover parts of
Donetsk and Luhansk regions lost to the Russia-backed rebels, nor to find

a comprehensive solution to the Donbas problem. In the short and medium
run, the situation does not look promising. The “Minsk Accord” cannot be
implemented as Ukraine and Russia interpret its clauses in diametrically op-
posite fashion, while the “Normandy format” seems to have degenerated into
a discussion club, wielding no authority whatsoever. As Ukrainian military
got stuck in the exhausting trench warfare, the death toll has risen above
13,000 and the number of internally displaced persons fleeing war exceeds 1.8
million, the powers-that-be in Kyiv stubbornly stick to their official char-
acterization of the confrontation as “anti-terrorist operation.” This makes
for a highly ambiguous situation and the gap has been growing between

the grim reality the Ukrainians see before their eyes and the rhetoric of the
country’s governing elites.

On the reform front, the picture appears to be equally ambivalent. Arguably,
the last five years saw more meaningful reforms than all the previous years
since 1991. Yet so far, the effect of these reforms has failed to translate into
decent living standards. According to the recent Credit Suisse report, Ukraine
ranks 123" out of 140 countries in terms of its citizens’ median wealth. Educa-
tion and healthcare reforms have not yet been completed and the crucial legal
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reform appears to have stalled. Graft continues to be one of the country’s
biggest problems. Polling data shows that around go percent of Ukrainians
believe government corruption is widespread. Corruption in Ukraine, concurs
the U.S. State Department, remains “pervasive at all levels in the executive,
legislative, and judicial branches of government.”

What accounts for such patchy picture? It would appear that Euromaidan
has failed to produce a critical mass of people who would get organized and
resolutely act as agents of change. One of the many expectations five years
ago was that a new movement, probably a new party of reform would emerge
out of Ukraine’s most recent political turmoil and change the underhand
nature of Ukrainian politics. However, Furomaidan did not create any such
movement or party. Its most prominent activists chose to join the established
political organizations. This was, according to the Lviv-based journalist and
public intellectual Yuri Durkot, a “political failure of the Maidan generation.”
As aresult, the old-new elites who found themselves in leadership positions
in the aftermath of the 2014 electoral cycle have pursued a set of policies that
was riddled with ambiguity. While on the rhetorical level they have upheld
the objective of Ukraine’s comprehensive “Europeanization” (not least be-
cause no meaningful alternative to “Europeanization” exists), a significant
segment of the country’s political class appeared to believe that it was possi-
ble to return to the “business as usual” mode once the most odious aspects of
post-Soviet condition characteristic of the infamous Yanukovych reign had
been removed. As Poroshenko’s presidential term was drawing to a close, elite
attitudes and popular attitudes seemed to be increasingly out of synch. The
bulk of Ukrainian elites had a sense that the revolution was over and were
basically back to their old ways. But large swaths of the Ukrainian population
had a radically different vision. For them, the revolution was not over, simply
because most of the goals set forth by Furomaidan — in particular, clean gov-
ernment and independent legal system — have not been achieved. A recent
Gallup poll has neatly caught the popular mood: Ukraine ended up at the
very bottom of the list of countries in terms of its citizens’ trust in national
government: only 9 percent of respondents said they had trust in Ukraine’s
state institutions.

The widening chasm between elite and popular visions underlies the “deci-
mation” of Ukrainian political establishment in the course of the two rounds
of the 2019 presidential election, which was ultimately won in a landslide by
Volodymyr Zelensky, a popular comic and political novice. In many ways the
“Zelensky phenomenon” can be seen as a “revolutionary” development. In-
deed, the leading Ukrainian sociologist Evhen Holovakha characterized the
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election outcome as an “electoral Maidan,” a reference to the pivotal protest
movements in 2004 and 2013-14, although this time around the transfer of
power in Kyiv took place in a perfectly legal and orderly manner. This view
was echoed by the prominent political scientist Gwendolyn Sasse, who noted
that “the mobilization against a corrupt regime that had exploded on the
streets in 2013-14 has now broken through in the [2019] elections.” Likewise,
the art curator and former Euromaidan activist Vasyl Cherepanyn suggested
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that Ukrainians’ “rebellious popular vote against corrupt politics-as-usual”
followed the logic of France’s Gilets Jaunes movement — only within the elec-
toral system. As they rejected Ukraine’s current political class and threw their
support behind a person with no public office experience, the overwhelming
majority of Ukrainians responded in a “revolutionary” manner to a perceived
danger of creeping counterrevolution — the reconstruction of the oligarchic

system of governance.

The confluence of the strong tradition of popular protest and pervading
populist attitudes, which catapulted an everyman to the pinnacle of power,
raises an important question: does the Zelensky victory indicate politiciza-
tion or depoliticization of Ukraine’s population? It would seem that the an-
swer is that it’s a combimation of both. There’s no question that Ukrainian
society remains highly politicized. “For a contemporary Ukrainian,” the
author Sofia Andrukhovych notes in the Siiddeutsche Zeitung, “politics is no
less important than the most intimate personal affairs, health and relation-
ships with close friends. Political issues break relationships, people become
depressed about them or experience emotional roller coaster rides.” At the
same time, there are certain signs of depoliticization — in a sense that there
is a profound change in the understanding of politics, which seems to be as-
sociated less and less with responsible governance. Having elected a political
neophyte as their new president, argues the political scientist Volodymyr
Kulyk, huge numbers of Ukrainians appeared to have rejected politics in the
traditional sense or at least have not taken it seriously. Furthermore, even
the way politics is done in Ukraine these days is being rapidly transformed.
Latest technological developments and the arrival of Ukrainian “smart-
phone generation” radically simplified and shortened political message,
making it fit devices’ screen sizes.

The 2019 reshaping of Ukraine’s political landscape is a direct result of a
powerful blowback from the flawed policies pursued over the last five years
by the country’s governing elites, who rode to power on the crest of the 2014
revolutionary wave, and from frustrated expectations of the many millions of
Ukrainians. If anything, the outcome of the most recent electoral cycle is a re-
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flection of this land’s famously rebellious spirit. The Ukrainians rarely miss a
chance to challenge the political establishment — either by voting or by more
forceful means. Within the span of less than 3o years of its contemporary
history Ukraine has already seen three mighty political upheavals: the emer-
gence of independent state on the ruins of Soviet communist empire, followed
by the rise of the corrupt post-Soviet economic and political system; then in
2004 and 2014 there erupted two domestic revolts whose ultimate goal was to
rid the country of post-Soviet condition and set it firmly on the path towards
European “normality.” The 2019 protest voting demonstrated the overwhelm-
ing majority of Ukrainians are deeply dissatisfied with the current state of
affairs. At the same time, the latest elections brought forth a whole plethora
of various regional, demographic and socio-economic expectations. Further
political turmoil cannot be excluded unless Ukrainian elites clean up their act
and pursue structural reforms in earnest.

These recurrent (and so far not particularly successful) revolutionary
attempts are often disparaged, both inside and outside Ukraine, as coun-
terproductive, futile and disappointing. Seen in a broader historical and
comparative perspective, however, they illustrate one simple but important
historical truth: revolution is no mere momentary act of seizing power but a
protracted process of societal transformation. In Great Britain, it was Whig
historians who described only the 1688 “Glorious Revolution” as the English
Revolution, although later historiography would subsume the whole gamut
of political upheavals and civil wars between 1640 and 1688 under the rubric
of the “Great Rebellion” or the “English Revolution.” Revolution shook
France in 1789, but it would take three more revolutions in the 19" century
before the situation got relatively stable after 1871 under the Third Repub-
lic. What is generally known, is that the Russian Revolution was in fact a
series of uprisings, conflicts and civil wars that began in 1905 and ended in
the mid-1930s when the Stalinist socio-economic system finally emerged. For
its part, the demise of Communism in Furope — Le passé d’'une illusion, in
Francois Furet’s memorable phrase — was itself a long-lasting affair replete
with uprisings and rebellions.

Neither Ukraine’s location on the periphery of Europe, nor its difficult geopo-
litical environment have been conducive to unproblematic historical develop-
ment. Both as part of the multi-ethnic imperial state and as an independent
nation, Ukraine has had more than its fair share of tragedy and trauma. Most
of present-day Ukraine’s fundamental features, shaped by its troubled past,
both ancient and not so distant one — such as regional and cultural diversity,
social institutions, property relations as well as Ukrainians’ mindsets, tradi-
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tions, and codes of conduct — do not lend themselves well to rapid transfor-
mation, as the country’s contemporary history vividly demonstrates. While
the goal of Ukraine’s “Europeanization” set clearly by Euromaidan appears to
have no alternative, achieving this goal is not going to be a cakewalk. The re-
form-minded Ukrainians still have a great deal of unfinished business. There’s
no knowing when it is finished. One thing is clear, though: the Ukrainians are
in it for the long haul.
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B oxniii i3 cepiit Has3BUYaiTHO MOy AApHOTO YEpaiHCchKkoro cutkoMy «Ciryra

Irop TopGakros

Hapoxy» Bacuns Ilerposuu I'ono6opoabko, mpocTuii yaurens icropii, cupurs
Yy caMOMY CIIJHBOMY B CBOIH CTapiii pafAHChKIiA KBapTUPi, YeKalouu, KOJIn
IUIeMiHHUIA 3BiTBHATE BaHHY. PaniToM y Kopuzopi 3’ABJIAIOTHCA TPOE Y0JI0BI-
KiB y KocTIOMAax i OTOJIONIYIOTH, IO BiH IMIOMHO IepeMir y BHGopax IpesueH-
Ta YKpainu 3 67% roxocis. CeHa xod i ayziepHanbKa, Ta GeslepedHo, Tyske
cmimua. [Ipore HaBecHi 2019 poky Bosronumupa 3esreHcbkoro, Aknii rpas
poab 'onno6oponbka Ha TeslebaueHHi, 6y710 0OpaHO HACTYITHUM IIPe3uIeH-
TOM 3aBIAKM HinTpuMii 73% BuGopLiB (y TOI Yac, Ak iioro cynepuuk llerpo
ITopomenxko 3100yB 25% rojociB), B ycix, KpiM ofiHoOro, perionax Ykpainu.
besmnepeuno, HeouikyBaHMil IOBOPOT y MOMITHIHOMY ;KUTTi. BomHOo4ac Taka
EKCICHTPHUYHA ITOJITUKA «I10-yKPaiHChKI» IiJKPeCcIna COllialbHi IIPoIecH,
AKi BinGyBaloThCs B IIilt cTpaTeriyHiil cxiqHoeBpoIelichbKii KpaiHi micas pos-
nanxy Papsacekoro Coosy B 1991 pori.

CyuacHa icropia Ykpainu, ofHOTO 3 I ATHAAIIATH yJIaMKiB iMIIepii, moyasacs
3 IafiHHA KOMYHiICTHYHOIO PeKUMY Ta pPo3Baly KBasienepanpHoi pagsaH-
CBHKOI JepskaBU. 3a Mailke IIIIKOBUTOI BificyTHOCTI chopMmoBaHoi Hamil, pos-
BUHEHOI MOJITUYHOI KyJIbTYpPH, JeMOKPAaTUYHNX iHCTUTYIIil Ta JOCBigYeHOl
OIIO3UIIiI, TWIIE CTapi KOMYHICTHYHI KaJpH MOTJIM CEPIO3HO IIPETEHTYBATH
Ha KepiBHi ITocasiu B yKpaiHCBhKill AepskaBi, AKa MIOMHO 3700yIa He3aIesk-
HicTb. Y HUX IIPOCTO He OYyJI0 CUJIBHUX KOHKYpeHTiB. [IpumMiTHO, 1m0 Bike
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Y 1920-X pOKaxX HaiGiabII TaJeKoIATHI YKpalHChKi MUCIUTeNi TepeaGadnin,
10 YTBOPEeHHA He3aJIeKHOI Jep:KaBu Oyle HeMOKINBUM Oe3 cITiBIpari Mizk
HaIlioHaJiCTaMI Ta KOMYyHICTaMMU. Txmi IIPOTHO3M CIIPABJMJINCS: TOJIEHOCHI
IOJIi1 1991 POKY CJIiJ CIIPUIIMATH! He AK JOTiYHe 3aBepPIIeHHSA JOBIOl Ta repoid-
HoI HamioHaJI-1iGepanbHOoi GOPOTHOU (KO He OyII0), a pajlle Ak KOMIIpOMic,
IOCATHYTHII TpbOMAa rOJOBHUMH I'PyIIaMH YKpalHChKOTO HacesleHHs. B pe-
3yJIbTaTi HAMCIIPUTHIII KOMYHICTUYHI allapaTHUKY, JOCTATHBO KMITJINBI,
106 3pO3yMiTH, 10 €eAMHUH MIIAX HATOPy — Ile IIepeB3yTHCA i 3aMacKyBaTH-
cA 11T HAITiOHAJIICTiB, CIIPOMOIIMCA 3BIIBHUTHUCA BiJl BINIMBY MOCKOBCBKIX
Xa3AiB i 37100y TH IiTKOBUTHI MOJTITUYHUI Ta eKOHOMIYHAI KoHTpOob. Ha
BiMiHY BiZl cTapoi HOMEHKJIATYpPH, CIIpaB:kHi HallioHaTicTH (IIepeBasKHO
3axigHi ykpainmi, wienu «Hapogaoro pyxy», neski inTesekryann) He 3100y-
JIM HiYOT'0 BiJUyTHOIO, KPiM 3aJJaHOI CUMBOJIIYHOI BHHATOPOIY — HE3aJIek-
HOCTi YKpaiHu — MeTH! OMpPifAHOI, ajle HeJOCAKHOI 6e3 yrogu 3 KOMyHicTaMH.
JpemrTolo, HapoIHi MacH (IlepeBaskHO 3i CXiTHUX Ta MiBIeHHUX 00JaCTel,
30KpeMa, maxrapi Jlondacy), Aki 6e3yMOBHO MiATpUMaIn He3aJeKHICTh

Ha pedpepeHITyMi ITepIIOro IPyIHA I99I POKY, — IepexyciM crogiBanucs

Ha 1o6po0YT i Kpalle ;KUTTA B poAiodiil kuTHHLI EBponn». PagsHchknuii
CIIaJOK BIUIMHYB Ha CII0Ci0 JOCATHEHHS icTOPIYHOTO KOMIIpoMicy B YEpaiHi.
XapakTep 1bOro KOMIIPOMicy BeJIMKOIO MipOI0 BUSHAUYMB MaliOyTHiil comio-
MOJIITUYHNI PO3BUTOK KPAlHMN.

I3 mupmroi icropuunoi mepcnekrusu posnaz Pagancekoro Coiosy, Tak 4u
inakire, 6ys mosrum npounecom. CPCP sk nepskasa (4u, ik OyJI0 CKa3aHo, <I'eo-
MOJIITUYHA pealbHICTh») CIIPaBIi 3HUK IIPOTAToM onHiel o6u. Ae pyitHaris
PalAHCBKMX IHCTUTYIIIN, IPAKTUK i ITOJITUYHOTO CBITOIIANY TPUBAaJa Jecs-
THTITTAMMY, Ta i goci Tpusae. Cepen ocoOIMBOCTE, Tak O MOBHUTH, ITOCTPA-
ISHCHKOT'O CTAHOBUIIA, — HAJJIMIIOK CTapuX (PajaHChKNX) eJiT; JepKasa, Mo
HeIo Kepye HeBeINKa 3sTypToBaHa I'pyIia, AKy HeJerko YCYHYTH BiJl BIafu; i cu-
cTeMa, y fIKill He icHye BepXoBeHCTBa IIPaBa, 3aKOHONABYi OpraHy GIOPOKPATH-
30BaHi, OpaKkye YMOB I ITOJITHYHOI Ta ekoOHOMIuHOI KoHKYpentii. Hezanesxna
YkpaiHa GinbInoro Mipoio po3BABaIacs 3a TUIIOBOIO ITOCTPAIAHCHKOIO TPaEcK-
Topieto. [licia 3100y TTa HesanesKHOCTI y 1991-My YEpaiHa Gyia pakTuIHO
ITOPO;KHBOIO 0G0JIOHKOIO, a He 3PijIolo HallioHAIBHOIO JIepKaBoio 3 BUSHAYEHOIO
izeHTHYHiCTIO. 3peTolo, 000I0HKA 3aIl0BHIIACA IIOCTPASHCHKIAM BMiCTOM:
aBTOPUTAPHUMH HOJITUIHUMY PAKTHKAMU, KIAHOBUM KaIliTali3MoM, 3JIHT-
TAM MOJITUKY I BeJIUKOro GizHecy, AKe 3aBa;Kalo KOHKYPeHITii.

Bopmouac gBa MOTY;KHUX MOTITHIHUX MOTPACIHHA — Y 2004 Ta 2014 POKaX —
IPOJIeMOHCTPYBAJIH, o YKpaiHIi BUPisHAIOTCA 3 HaToBITYy. € nIeBHa icTopuy-

Ha 3aKOHOMipHIiCTB, 3a AKOIO yKpaiHIIi Ta IXHi cXiIHOeBpoOIIeHChKi MOOpaTH-
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MM, 30KpeMa POCiAHMU, BiIpi3HAIOTHCA Y CTaBJIEHHI JI0 Iep:KaBy, y CIIPUIHATTI
GaaHCy Mi’k HEKOHTPOJIHOBAHOIO BJIAIOI0 Ta COIiaIbHOIO CTabiTbHiCTIO,

a TAKOK PEeBOIIONINHNX 3MiH. YKOpiHeHi B MEHYJIOMY 000X HapoXiB, IIi Bif-
MiHHOCTIi, MOKJIMBO, CTAJIH IOMITHIIIMMU ITPOTATOM Maliske TPhOX JeCATH-
JITh IIOCTPaAAHCBHKOI icTOpil.

Pocia cromiTTsaMu crimpasacs Ha CUIbHY, aBTOKPAaTHUHY, iMIepiaticTuany
Jep;KaBy, HOKJIMKAHY TiATH AK IOTYKHUI IpaBellb Ha MiKHAPOJHill apeHi.
ABTOKpaTHYHUI pe;KUM TiCHO IIOB’A3aHUI 3 iMIIepialicTHYHOIO IPUPOOIO
Jeps;KaBU, OCKIJIBKN KOJHA CyX03eMHa iMIIepis 3 PO3MUTOIO MEKEI0 MK «I1eH-
TPOM» i «koJIOHiaTpPHUMH ITepudepiiMm» He MOKe PO3IIOYaTH HaBiTh IOMipHY
IeMOKPAaTH3allilo B IIeHTPaIbHOMY PerioHi 6e3 pHsUKY PO3XUTATH BCIO CH-
cremy. B icropii mapcwkoi Pocii 6yo nuine nBa nepiogu saHemnany aBToKpaTii:
no6a CmyTu Ha mouatky XVII cromxiTTs Ta peBosonis 1917 poky, 1o mepexy-
BaJIa TpoManaHchKil Biftni. O0uaBi moxii Bigouanca B pocilichbKill KOJIEKTHB-
Hiif TaM’AITi IK 9acH Xaocy, o CyIIPOBOJIKYBaINCA 3HAYHUMHA COIliaJlbHUMU
HerapasgaMu Ta JIoJcbKuMu BTpaTamu. HecrokiiitHuit mogyaTok 1990-X, BUKJIH-
KaHuit possaioM Panancekoro Corosy, saranom y Pocii posriaganm sk TpeTio
CMYTY: 106Ga Oe3IpaB’s, MacoOBOTO 3yGOKIHHA Ta IIOCHIIEHHS CeIIapaTUCTCHKUX
pyxiB y BizganeHux perioHax — yce depes 3HaUHe I0CIa0IeHHA TeHTPaTbHOI
Bianu. Tosk He TUBHO, IO 3a MIPEe3UIEHTCTBA BOJIO,I[I/IMI/Ipa HyTiHa pociiicbka
MOJTiTHEA TaM’ATi IparHyia MIPOTHCTaBUTH Xa0C PEBOMIOIIHHNX ITOTPACIHDL
(41 TO 1917-TO, UM 1991 POKY ) «IIOPATKY>» Ta «CTabiIBHOCTI», 3a0e311e9eHNM i 3a-
XUIIeHUM CUIBHOIO IIeHTPali30BaHoIO JIePKaBOIo.

B Vrpaini curyanis sgaersca Binminaolo. [loxitTnana cucrema ta neps;xaBHi
YTBOpPEHHH, 110 IX YKpaiHI[i HaMarajJucs o0y IyBaTu /10 MOTINHAHHSA 3eMelb
Pociiicprolo iMnepieto, pasiode BimpisHANNMCA Bif] 1€CIIOTHYIHOI CTPYKTYPH Ta
Tpaguuin iMrepii.

Ha Binminy Bin 6araTbox pocifn, 3HauHa YacTHHA YKpalHITiB He po3IAgaa
BeJInY (HaIlioHaJIbHOI) TepsKaBy Ta aBTOPUTAPHUI yCTpill AK B3aeMo3aeKHi
noHATTA. [HmuMy croBamu, Ha BiAMiHy Bix pocisH, ykpaiHIli He cTBOpHIN
TOTO0, IO JefAKi I0JITOIOTH Ha3UBAIOTh «HeIeMOKPATHYHOIO FeTeMOHITHOIO
HAIiOHAJIIBHOIO iJeHTUYHiCcTIO». TaKoK BayKINBO, O YKPpalHIIi iHaKIIIe cTaB-
JIATHCA 10 PEBOJIONiiA. 3BicHO, Ile He 03HaYae, IO BOHY HiHYIOTh GiTbIIOBHIIb-
KY peBOJIOIiIo GinbIre, Hisk pocigHu. Yce sk yKpaiHCBKUI HapaTHB 6a3yeThCs
Ha 60poTHOi 3a HalTioHaAbHe BU3BOJIEHHA. | epoiuHa Ta poMaHTHIHA aypa
HaIioHAJIBHOI pPeBOJIIOIIil, 3yMOBIIeHa icTOPUYHOIO KOMOiHaIIi€Io coliaTbHIX
i HanioHaJIbHUX YMHHUKIB, ABHO 3HAXOJUTH BIITYK y MiJILIIOHIB YKpalHIIiB.
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ITomapandesa peBoiIoOLif 2004 POKY — Ileplia ciipo6a YkpaiHu mogoxaTu
IOCTPAJAHCHKUI PeKUM — 3a3HaJIa IIOPA3KH IieperyciM yepes pi6Hi cBap-
KU MiK «IToOMapaHdeBUMM» IepeMoskiamu. [1i usapu mpoMocTrIn mrax
BCTaHOBJIEHHIO KOpyMIloBaHOTO peskumy Anykosuua. [Tocranna 2014 poky,
€BpomaiinaH, 6yJI0 Ipyroio cIipob0I0 BUPBATHUCA 3 IOCTPAIAHCHKOI'O IIPOCTO-
py. Ypeiri-pemr, yciix a6o mopaska miei HesaBepIIeHOI CIIPOGU BeJIMKOIO Mi-
poIo 3ajieskaTHME BiJ| TOTO, UM BJIACThCA YKPaiHIAM, AKi 3JiliCHNIN «JIIOTHEBY
peBoToniio», chopMyBaTH BifMiHHY HallioHaAbHY (TPOMaJAHCHKY) iTeHTHY-
HicTh YKpaiHu, AKy cOpHIIMYTh yci yKpaiHChKi IpOMaIiHY He3ae;KHO Bij
IXHBOTO eTHIYHOTO ITOXO;KEeHHA Ta MOBHUX YI10/100aHb, & TAKOK CTBOPUTH
HOBi iHCTHTYTH, AKi CIPUATUMYTH Kpamomy yipasirinaio. Came Ha Taky
HporpaMmy pedopM IepeBa;KHO IIOCHIAIOTHCA YKPAIHChKi IPOMaIChKi aKTH-
BicTH, KO KKy Th IIPO «EBPOIEHCHKUI IILJIAX» Ta BCTYII 10 EBpocolosy. Bee
CUJIBHIiNIe aHTU3aXiJHUITBO yTiHCBhEOI Pocii Ta mparanenHns 36epertu ccepy
BILTUBY, AKa BKJIOYATHMe YKpaiHy Ta B AKill IaHyBaTUMYTh IOCTPaIAHCHKI
(y skomHOMY pasi He eBpOIIeHiChKi) IIpaBuUIIa I'pH, BEIyTh JO TOTO, IO <EBPO-
nefichbKa OpieHTAalif» y4acHUKIB €BpoMaiilaHy BUTJIANA€E He JIUIIE IK ITOJTi-
TUYHWI, & TAKOK AK «IUBiIi3aniiitHmii» Bu6ip. He BaskimBo, 1o GisnbiicTs
VEpaiHiiB He o6i3HaHi 3 geTasamu Yrogu npo aconianiio 3 €C i MatoTs jum
IpuoGIN3He yABICHHA PO Te, AK (PYHKITIOHYIOTH BifjomMui opranu bproccens.
Ti, xTo B YKpaianu ooupae «EBpoIry», IPOCTO XOUYTh ITOKJIACTH Kpall HIOTBOP-
HHUM ITOCTPAIAHCHKUM IIPaKTHKAM (TaKUM, K XMKallbKUIl KIaHOBUII Karli-
TaJIi3M, KOPYIIIIifA, KyMiBCTBO, BUGIPKOBE 3aCTOCYBaHHSA IIPaBOCYA A TOIIO),
YCTaHOBUTH BEPXOBEHCTBO IIPaBa, 3aXUCTUTU MallHOBI IIpaBa Ta JI0JCbKY
riHicTh — IiHHOCTI, AKi BOHU CIIpaBeIJIMBO acoIiloI0Th i3 EBpoIIoio.

€BpoMaiizan nepexyciMm 6opoBcd 3a IiHHiCHe OadeHHA YKpPAiHU AK YaCTUHU
6inxprmoi €Bporn. Came BiggaHicTs MiHHOCTAM, HAPO;KEHNM Ha CBITaAHKY €B-
poreiichbKoi cyuacHOCTi, Mae CTaTH Hapi:KHIM KaMeHeM 006 eJHaBIo0l yKpaiH-
cbKoI HamioHaNbHOI ineHTHYHOCTL. beaymoBHO, HaliBasKIUBilIe B WX IIiH-
HOCTAX — BEPXOBEHCTBO IIpaBa, Po3ileHH: Iy6IiYHoi Ta IpuBaTHOI chep,
Ipasa JIOJUHH, CBOOOIU — He TOMY, III0 BOHHU €BPOIIEHCHKI (qu icTOpU4YHO
Tak i €), a ToMy, o yHiBepcaibHi. BoHM 0HAKOBO MTOMINPIOIOTHCA, HE3aIEK-
HO BiJl KyJIbTypPHOTO KOHTEKCTY, Ha (ppaHIrysa, ykpainmng yu pocisamaa. Ock
vomy nad Kpemursa HaiinpoGaeMaTHYHIIINM aclieKTOM cuTyanii B Ykpaini

€ cTaHOBJIeHHH 1i eBpomnelichkol iHHicHOI izenTHYHOCTi. CaMe «BTeua Kuesa
no Epponu» 3penrToio nizmroxHynta MockBy anekcyBatu Kpuwm i poss’asatu
BiliHYy Ha cxopi Ykpainu.

Ak i 0ynp-aKa inma pesooionia, EBpomaiiaH BUCTaBUB HA/I3BUYAITHO BUCOKY
IJIaHKY ouikyBaHb. BuMorn, BucyHyTi HOBUM Jifepam, Oyl 'PAaHUYHO ACHUMUI
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i BKpaii BayKKMMMU [IJIs1 BUKOHAHHA: BiIHOBJIEHHA TePUTOPiaabHOL HilicHOCTI
VEpainu Ta paguKaIbHi cONiaJbHO-IIOMITUYHI TepeTBOPEHHA, AKi HAOIMKATIN
6 kpainy no crangapris €C. IloniTnane MaiiGyTHe i eriTuMHICT yKpaiHCBKOTO
KepiBHUIITBA, IKe IIPUBEJIA J0 BJIal¥ PEBOIIONITHA XBUJIA, 3aJ1€KaJIN Bij oro
3IATHOCTI BIIOPATHCA 3 TBOMA F'OJIOBHIMU IIPOOIeMaMu: 3aXUCTUTH Kpainy

B «riOpuIHill BifiHi» y cXiZHIX perioHax Ta BIPOBaIUTU IPYHTOBHI eKOHOMIYHI
Ta contianbHi pechopmu. I1'ATH pokiB 110 TOMY pesyabTaTH BUTIATAIOTH HEOTHO-
pizanmu 3a ooma myukramu. Hloxo Biftau, To KueBy Bramocsa nepemkonutu
aMOiTHIM, 106 He CKa3aTH XUMePHUM, reonoaiTnaHuM 1tanaM Mocksu:
po3wiIeHyBaTH YKpaiHy, TOTINHYTH MiBAeHHO-cXinHi paiionn «HoBopocii»
GesriocepeHBO reoTizioM MaTiHKN-Pocii, BCTAHOBUTY MapioHETKOBUIT peRIM
Ha iHIil YacTHHi TepuUTOpii, a pemTy MOKUHYTH HanpussoAme. [locryn
Kuesa y npununenHi 30BHIIIABOI arpecii Ta 30epeKkeHH] GiTbIIol YacTHHN
TePUTOPIi € BHATHUM JOCATHEHHAM, OCOGIMBO 3BAKAIOUN Ha CKJIaJHE CTAHOBH-
e, y AKOMY OIIMHUJIACA YKpaiHChKa apMisA HaBecHi 2014 poKy. Menrtie 3 TiM,
ypazny Ilopomienka He Boaocs aHi MOBepHYTH 3aXOILIeHi IpopociiickkumMu
onor4yeHAME TepuTopii lonewynnu Ta Jlyranmnimauy, aHi 3HANTH BCeOiTHOTO
posp’sazanua npooiemu JonGacy. Y KOPOTKiil Ta cepeJHbOCTPOKOBIi IepCIIek-
THBi cUTYyallig He BUIIAae 6araTroHafiitHolo. Minceki yrogu He Mosxe Gyt
BUKOHAHO, II03adK YKpaiHa Ta Pocis TpaKkTyIOTh iXHi 110/105keHHsA JliaMeTpalbHO
MIPOTHIIE;KHO, & KHOPMAHICHKII (hopMaT», CXO3Ke, AeIPazyBaB oo TUCKYCiiTHOro
KJIyOy 0e3 sKOJHUX ITOBHOBasKeHb. 10111, Kou yKpaiHChKi BiliCbKOBI 3acTpATIN

Y BUCHQRJIMBIN MO3UIIiiTHIM BillHi, KiTbKicTb 3arn0InX nepeBUINyIIA 13 TUCAY,
a BHYTPilIHBO IepeMilieHnx oci6 — 1,8 MinbiioHa, momiTHYHA BepxiBKa B Kuesi
BIIEPTO IIPONOB;KYyBajla Ha3uBaTU KOHQIIKT odimiiinnM popMyIoBaHHAM
«aHTUTEPOPUCTUIHA oIlepalliax. [le crBopuio Bkpail HeOTHO3HAYHY CUTYAIIiIo,
i 30iTBIINIIO PO3PUB MisK PUTOPUKOIO KEPiBHOI eJTiTH Ta IIOXMYPOIO PeasIbHiCTIO,
AKy YKpaiHIli cIiocTepiraiay Ha BjIacHi O4i.

lono pedopm, To KapTrHA He MeHII cynepednnBa. MoxkHa cTBepIKyBaTH,
10 3a OCTaHHE I ATUJIITTA OYIIO IIPoBe/leHo Oinble BaroMux pedopM, aHix
3a Bci momnepe iHi poku, mounHawvu 3 1991-ro. [Ipore edpexr Bij nux pedpopm
Joci He 3Mir BTinuTHCA B TifHOMY piBHI :KHATTA. BiznoBinHo 10 HemomaBHBO-
ro 3BiTy Credit Suisse, 3a cepennim piBHeM T0GpoGyTy rpoMaaH YKpaiHa
rocigae 123 Micie 3-moMizk 140 kpait. Pepopmu y cpepi ocBiTu Ta MmegunuaN
e He 3aBepllleHo, a BUpillajabHa cyoBa pepopMa, BOUeBI b, 3araIbMyBaJia-
cia. XaGapHUINITBO JIUIIAeThCA OJHi€I0 3 HaGiabmux mpo6iaeM y kpaini. [lani
OIUTYBaHb IIOKA3YIOTh, O GIU3BKO Q0% YKPAIHIIiB BBAsKAIOTH, IIT0 KOPYIIIid
B Jlep:KaBHOMY arapari e moscioguoio. /lepsxasumii nemapramentT CIIIA moro-
IKYeThCs, o KOPYIIIisa B YKpaiHi TUIIaeThCs «IOIMPEHOI0 Ha BCiX piBHAX
BUKOHABYOI, 3aKOHOaBY0l Ta CYyJ0BOI BJIagn».
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YuMm noAcHIoeTheA Taka HepiBHa KapTuHa? 31aBajocs, EBpoMaiijlad He 3Mir
YTBOPUTU KPUTUYHY Macy JoJeii, ki opranisyBanuca 6 Ta pimryde gisan

AK are”HTH 3MiH. [1'aTh POKiB TOMY OTHHM i3 0araTbox O4YiKyBaHb 6yJIO Te, M0
HOBUI PyX, MOKJINBO, HOBA IIapTiA pepopM, BUHUKHE 3 IIOJiTUYHOTO Ge3rany
Ta 3MiHUTB HEIIPO30pUil XapaKkTep yKpaiHcbKoi nomiTuku. Ta EBpoMaiinan
He CTBOPUB Takoi nosituyHoi cuian. HafinomirHimi akTusicTu Bupimmuian
JOETHATHCA O HAABHUX MOJITUYHUX OpraHisariiii. 3a c;ioBaMu JIbBiBCHKOTO
AKypHaiicra it inTenexryana IOpia [lypkora, To 6yB «mmomiTuaHmi TpoBa
nokoninaa Maiimgamy». B pesynbrarTi crapi-HOBI esiTH, AKi micia Bu6opis

2014 POKY OIMHUJINCA Ha KEPiBHUX IT0caziax, 3allpoBajuian MOJITUIHAN
Kypc, mpocotanuii cynepeusausicrio. [lonpu Te, mo y cBoiit putopuii BoHN
HiITPUMYBaJIH HAIIPAM «eBpoleizamii» Ykpainu (30kpema il ToMy, IO CyT-
TeBOI aJIbTePHATHBY «eBpolleizamii» He icHye), 3HaYHa YacTHHA ITOTITUKIB,
BOYEBH b, BBaKaJja 3a MOKJINBE IOBEPHYTHUCA 10 3BUYHOI0 IIOPAIKY pedeid,
BiIKOJIM OY7I0 YCYHYTO Hail0io3HIIIi IPOABU IOCTPASAHCHKOTO PEKIMY, Xa-
pakTepHi 14 cymMHO3BicHOTO ITpaBirinHa nykoBuda. Miporo Toro, Ak npesun-
nenTchkmit TepMin [lopomenka no6iras kinms, mo3unii moxiTukiB Ta Hapoxy
Bce MeHIIe BinmoBiganu oqHa oxgHiit. OcHOBHA Maca yKpaiHCBKUX IIOJITHKIB
BifldyBaJla, 0 PEBOIOLIA CKiHYMIIACA, TOK BOHU Maiizke IIOBEPHYJINCA 10
craporo. Ta unmasa yacTrHa HaceJIeHHA MaJja reThb iHakmne 6adeHHd. Jlna miel
JaCTHHHU PeBOJIOINiA He CKiHIMIacsa IIPOCTO TOMY, IIO OibINicTh BU3HAUYEHUX
€BpoMaiizaHoM ifeit — 30KkpeMa, YeCHUI yp:AJ Ta He3aje;KHA CUCTeMa IIPaBo-
cyansa — He Oyio gocsarayTo. Hemomasue onuryBanusa Gallup giTko BiroBuito
cycIinbHUI HacTpiil: Ykpaina onuHMIacsa B caMOMY KiHIIi CITCKY KpaiH 3a
KpuUTepieM TOBipH I'poMaisH 0 ypALY — Juiie 9% pecloHIeHTiB 3asBUIIH,
0 JOBIPAIOTH JAep:KaBHUM iHCTUTYIIiAM.

SpocTaHHA MPipBYU MiK ITO3UITIAMHA BepXiBKH It HApoAy MepedyBae B OCHOBI
«yCYHEHH:» YKPalHCbKIX KePiBHUX KiJI IIPOTATOM JBOX TYPIB IIPE3UJEeHT-
CBKIX BIOOPIB 2019 POKY, AKi 3 pO3STPOMHIM paxyHKOM BUTpaB Boronumup
3eJIeHChKUIL, OMYIIAPHUI KOMIK i HoBadok y mosituii. barato B oMy «peno-
MeH 3eJIeHChbKOI'0» MOKHA PO3IUIAJIATH K peBosoliitHe apume. JlificHo, mpo-
BimHwmil ykpaiHchEkmil comiosnor €sren ['ooBaxa cxapaKkTepusyBaB pe3yJIbTaTh
BHOOpiB AK «Buoopunit Maiinan», aneoodn 10 IPOTECTIB 2004 Ta 2013—2014
POKiB, Xoua Iporo pasy nepenada Biaaau B Kuesi BinOymacs minkom perymap-
unM nuraxoM. Lo nymky noninse Bizoma mositostoruas rBeH,HOJIiH Cacc,
3a3HaYaIouH, M0 «MOOLIi3alis MPOTH KOPYMIIOBAHOI'O PEsKUMY, 110 BUOYXHYIIA
Ha BYJIUIAX Y 20I13—2014 POKaX, 3apas Big0y/aca Ha BuUGopax (2019 poky)». Tak
caMo, apT-KypaTop Ta KOJIuNIHiil akTusict Cepomaiinany Bacuns Yepenanun
IIPHUITyCKae, 0 «IIPOTECTHE HapOJHe roJI0CyBaHHA YKPaiHIliB IIPOTH CTapoil
KOPYMIIOBAHOI IOJIITHKW» HACJIiTyBaJIO JOTiKY (PpaHITy3bKOTO PyXY «KOBTUX
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SKHUIIETiB» — TIJIBKYU B paMKaxX BuGopuol cucreMu. Binkunysimy HuHINTHIi
MOTITUYHII KJac i HiTpuMaBIIyg J0AWHY 6e3 TOCBiTy poOoTH Ha Jeps;KaBHill
cary:x0i, GiIBNIiCTh YKpaiHIIB «peBomMIoNiiiHO» BimpearyBain Ha HeGe3eKy
IOB3Yy40l KOHTPPEBOJIOLI — BiTHOBJIECHHS OJIirapXiqHol CUCTeMU YIIpaBIiHHA.

[Toennanusa cuapHOI TpaguLii HAPOJHOIO MPOTECTY Ta BKOPiHEHWX ITOITYJIic-
TUYHUX HACTPOIB, 3JaTHE KaTallyJIbTyBaTU 3BUYaiiHY JIOJUHY Ha BEPXiBKY
BJIAT U, IOPYIIy€e BA;KINBe IUTAHHA: IlepeMora 3eJIeHCHKOTO CBiIYUTE IIpo
IoJTiTH3aniio um mpo genosiitusaniio ykpainmis? Cxosxe, Binmosigs — i e,

it inmme. Hemae cyMHiBiB, 110 yKpaiHChKe CyCITiTBCTBO JIMIIAETHCA CUIBHO
rosiTu3oBaHUM. « /171 cydacHOro yKpaiHIIA IIOJIITHKA He MEHIII BasKJINBa, HiK
POMaHTHYHI CTOCYHKH, 3TOPOB’A Ta Ipy:k6a, — 3azHauae Codia AunpyxoBuy
y Siiddeutsche Zeitung. — Yepes momituky pyiHyoTbcs ciM’i, ifoqu Briaga-
I0TH y Jelpeciio abo ONWHAIOTHCA Ha eMOIIMTHUX roiizankax». BogHodac Mosx-
Ha ITOMITUTH # ITeBHi 03HAKY JlenoiTH3anii — iaeTscsa Ipo ININONHHI 3MiHT
B PO3YMIHHI IIOJIITUKN, AKY JeJaJli MEHIIEe acOliI0I0Th i3 KOMIIETEHTHUM
yrpasiainaam. OOpaBiny pe3nu1eHTOM IMOJTITUYHOro HeodpiTa, cCTBepIKYe
noxaitonor Boropumup Kynuk, sHauHa KiabKicTh yKpaiHIiB BigkuHYyIa 1MOTi-
THKY y TpaguniiinoMy po3yMiHHI a60o mpuHaiiMHi He cIpuiiHsIa ii cepito3HO.
[IBunxro 3sMiHIOETHCA HABITH cIIOCI6, y AKMII MOTiTHKA 3apa3 (PyHKIIiOHYeE

B YEpaini. OcTtanHi TeXHOIOTiYHI PO3POOKH Ta IT0ABA YKPAIHCHKOTO «IIOKOJIiH-
HA cMapT(OHIB» PaJUKaIbHO CIIPOCTUIN Ta CKOPOTUJIN ITOTITHYHE TIOCTaH-
H#A, a0K BOHO BMilasocsa y (popMar ekpaHy MOOLIBHOTO IIPUCTPOIO.

3miHa moxiTraHOro TaHAmMAa(TY B YKpAaiHi y 2019 poli — IpAMHII pe3ynabTaT
IOTYKHOI peakllii Ha HEKOPEKTHY IOJITHKY, 110 ii o’ATh POKiB IPOBOI MO
KepPiBHHUIITBO JiepsKaBy, AKe IPUIIIIIO JO BIagy Ha IpedeHi peBoIoniiiHol
XBHJIi 2014 POKY, & TAKOK HECIIPaBIKEHNX OYiKyBaHb MiJIbIIOHIB YKpaIHIIiB.
¥V koxxHOMY pasi, pe3yJIbTaTi OCTAaHHIX BUOOPIB BiT0GpakaoTh CIaBeTHUIA
OGyHTapCchKuUil TyX Iiel kKpaiHu. YKpaiHIli piTko HeXTyBaau MaHCOM KUHYTH
BHUKJIUK IIOTITUYHOMY icTeGIimMeHTy — a6o MIIAXOM IOJIOCYBaHHA, a0 3a
JOIIOMOTO010 OiNIbII pilryyuX 3axois. MeHmn Hix 3a 30 PoKiB cydacHOI icTo-
pii Ykpaina B:;ke nepe;KuJia TPH MOTYKHUX MOTITUIHNX TOTPACIHHA: TOABY
He3aJIe;KHOl Iep;KaBy Ha pylHaX pajgAHCbKOI KOMYHICTUYHOI iMITepii, 3a AKOIO
IOCiTyBaJIO IIOCTAHHA KOPYMIIOBaHOI EKOHOMIYHOI Ta MOJITUYHOI CUCTEMU;
JaJi y 2004 Ta 2014 POKax CllajJaXHYJIU ABa BHYTPIIIHIX IIOBCTaHHA, KiHIle-
BOIO METOIO IKUX OYJIO 11030aBUTH KPaiHy MOCTPaJAHCHKOI'0 PEKUMY i TBEpIO
cIpsAMYBaTH ii Ha IIJIAX eBpolleiichbKoi «<HopMabHOCTi». ITporecTHe romnocy-
BaHHA 2019 POKY IIPOJeMOHCTPYBAJIO, IO MepeBaKHa OiIbIIiCTh YKpaiHITiB
IJIMGOKO Hes3aoBoJIeHa HaABHIM CTaHOM ciipaB. BogHouac ocranHi Bu6opu
MIOPOAMIN GaraTo perioHalbHIX, JeMorpacpiYHIX Ta coliaTbHO-€KOHOMIY-
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HUX OuiKyBaHb. He MosHa BUKII0YATH MOKIUBICTD TOJANbITUX MOJITUIHUX
3aBOPYIIEHD, AKINO YKPAIHCBKI €JIiTH He HaBeXYyTh JIa]l i He IIPOBEXYTh CEPIio3-

Hi cTPYKTYpHi pecpopmu.

i nosropioBaHi (ii MOKU He HAATO YCIINIHi) peBOJIONiiHI cIIpo6u 9acTo
HaIITOBXYIOTHCA Ha ocy[l i B YKpaiHi, i 3a Ii Me;kaMu IK KOHTPIPOXYKTUBHI,
napeMHi Ta HeBTimHi. Ta B mupmriit icropuyaniii i mopiBHANBHI IepcekTUBI
BOHH LIOCTPYIOTH IIPOCTY, aJI€ BA;KJINBY iCTOPHYHY iCTUHY: PEBOIIOLNIA — He
IPOCTO MUTTEBE 3aXOIIEHHA BJIaJ|, a TPUBAJINII IIpolleC CYCIiTbHUX Iepe-
TBOpeHb. Y Benwukiit bpuranii icropuku-piru BBakasn aHTIiICHBKOIO PEBOJIIO-
nieto numre CraBHY peBosoniio 1688 poKy, xoua misHimma icropiorpadis Bike
BRJIIOYAJIa B KaTeropilo «Besnke moscTanHa» a60 «AHIIiICbKa PEBOJIIOifg»
BCIO raMy IOJITUYHUX IMOTPACIHB Ta IPOMaJAHCBKUX BOEH Misk 1040 Ta 1688
poramu. Pepomioniia posxurana Opaniiiio 1789 poky, aie 3Hag00UIOCA IIe TPI
peBoutonii y XIX cromiTTi, mepnr Hisk cuTyalis BigHocHO cTabitizyBamaca
miciisa 1871 poky 3a Tpetwoi peciryouiku. Te, mo 3aramom Bizomo Ak Pocificbka
peBouTIolis, HacIpasi GyJI0 HU3KOIO IIOBCTaHb, KOH(JIIKTIB i TpoMagaHCBRIX
BO€EH, fAKi IToYajucs B 1905 PoIli ii 3aBepIINJINCA B cepelHi 1930-X POKiB, KO
3PEIITOI0 OCTATOYHO I10CTaja CTaliHChKa COlliaJbHO-€KOHOMIYHA CHUCTEMA.
HaromicTs, nanginasa koMyHisMy B €Bponi — 3rifgHO 3 BiTOMIM BUCIOBOM
®pancya Diope, le passé dune illusion (MuHyIe O71Hi€l imI03iT) — came 1Mo coGi
OyJI0 TPUBAJIMM IIPOLIECOM, HACHYEHUM IIOBCTAHHAMMY Ta 3aKOJIOTaMH.

Amni posramryBanna Ykpainu Ha nepudepii €spomnn, ani ii ckragHe reomo-
JAiTHYHE OTOYEHHA He CIPUAIN 6e3IIPO0IeMHOMY iCTOPHIHOMY PO3BUTKY.

I'y criani 6araroerniunoi iMrepcpKol TepskaBuy, i Ak HesalesKHa HaIlid Ha
oo YKpaiHu BUIIAJI0 YUMaJo Tparefiil i TpasM. binbmricTs 3acaqHIYInNX puc
cyuacHol Ykpainu, mo cpopmyBainucs 3 Ti HeCIOKINHOI MUHYBIINHY, i TaB-
HbOI, i He TaKol JajleKkol, — TaKUX, AK PeTioHaJbHe i KyJIbTypHE Pi3HOMAaHIT-
TA, COlliaJIbHi iHCTUTYTU, MAalfHOBI CTOCYHKU, a TAKOK CBITOIIIAJ, TpaJUIlii Ta
KOJEKCH ITOBeJiHKH, — He IiJTaloThcA IMBUIKOMY pepOpMyBaHHIO, AK HA0U-
HO JIeMOHCTpYe cydacHa icropisa kpainu. Xoua mera «eBporeizanii» Ykpainuy,
4iTKO BU3HaUYeHa CBpoMaliJaHOM, CXOsKe, He Ma€ aIbTePHATUBH, JOCATTH ITiel
MeTu Gyne Herpocto. HanamroBani Ha pecpopmu yrpainni goci MaroTs Hesa-
BepiIeHy crpasy. Hesinomo, konu 6yze cinim, Ta 3posymino equHe: yKkpainii
B IIbOMY HaJOBTO.
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Irop Topbakog, icropuk, momirosor, wyoIinucT,
daxiBens i3 mosiTuaHOTO IMpoIecy B kpaiHax CxigHol
€pponu. Crapmuii HaykoBuii npaniBuuk LlenTpy pociii-
CBKUX i eBpasilicbkux cTyiil B YHiBepcuTeri Ycaan
(IIBewis), aBTOp YncIeHHUX IIyGIikaliil i3 mpotaem
HOJITUYHOI icTOpii, BHYTPIllIHBOI Ta 30BHIIIHBOI ITOJITH-
ku Yipainn, Pocii i kpain CH]I, a Takos;k Ha TeMy cydac-
HUX noyitTuk nam’ariy Cxigxiit €sporri.
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Gera Artemova
Born in 1973 in Kyiv, Ukraine. In 1996 graduated from the Kyiv
Polytechnic Institute. Since 1995 worked as a graphic-designer, since
2002 — as and art-director in a graphic design studio. In 2008 graduated
photography courses at the Ukrainian TV, Radio broadcasting and Press
institute. In 2015 graduated the course of Conceptual Photography lead
by Roman Pyatkovka in Kyiv.Gera Artemova is focusing on documen-
tary and conceptual photography. Her pictures have been published in
international publications such as GUP, National Geographic, Geo Lino.
Gera's work was awarded and shortlisted with national and international
awards: National Award “Photographer of the Year 2013”, Critical Mass,
Sony World Photography Awards, IPA (International Photo Award),
Travel Photographer of the Year. She took part at various exhibi-
tions and multimedia projects in Ukraine, Spain, Portugal, Belgium,
Turkey, Austria, France and USA. Gera Artemova is a member of UPHA
(Ukrainian Photographic Alternative) since 2013.

Melanka
Color photoghraphy, 2014

Melanka is a Ukrainian folk holiday celebrated on January 13. The
photographs were taken in Kosmach — very old hutsul village in
the Western part of Ukraine, in Carpathian Mountains, where the
ancient traditions are carefully kept.
Every year the villagers await and do preparations for the holiday — create
masks, make costumes, share roles. Participants of the holiday weat costumes
and masks and go from one house to another in the village. From morning
till evening, they play traditional scenes and sing songs. It's called “to lead
Melanka”. There are several traditional personages in this holiday: Old Man and
Old Woman, VaVasyMelanka and Vasyl (or “bride” and “groom”), Gypsy, Jew,
Soldier, Drunkard, Bear and Devils. Melanka and Vasyl (or the Bride and the
Groom), Gypsy Woman, Jew, Soldier, Drunkard, Bear and Demons.
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Fepa ApTemona
Hapopunacs 1973 poky B Kuesi (Ykpaina). 1996 poky 3akiHumia
KuiBcprmil momitexniunwmii incruTyT. [3 1995 poky mpamiopata gu-
3aliHepKoio-rpadikoM, i3 2002-T0 — apT-TUPEKTOPKOIO CTYAIi Ipa-
¢piunoro nu3aitHy. Y 2008 pomni sakinunia Kypcu cpororpadii mpu
YrprenepanionpeciHcTHTyTi. ¥ 2015-My — 3aKiHYmMIIa Kypc KOHIENTY-
anbHol pororpacpii Pomana Ilarkosku B Kuesi. Dokycyerbesa Ha 1OKy-
MEHTATBHIl Ta KOHIIeNTYya bHiil poTorpadii. fi ciTaEn OyI10 o1Ly06Ii-
KOBaHO B MbxHaponuux Megia, Takux ak GUP, National Geographic, Geo
Lino. Po6ortu I'epu Apremosoi ysiitnuim no cginary abo 6yiau Haropos-
sKeHi HaIlioHAJIBHUMU Ta MiskHapogHuMH poronpemiamu: Hamionansaa
npewmisa «Dororpad pokry 2013», Critical Mass, Sony World Photography
Awards, IPA (International Photo Award), Travel Photographer of the
Year. bpana ydacTts y 6araThox BUCTaBKaX Ta MyJIbTHUMEIiIHUX IIPOEK-
tax B Ykpaini, lcmanii, Ilopryramnii, bexsrii, Typeuunni, Ascrpii, @pannii
ta CIIA. I3 2013 pokry e unenkunero UPHA (Ykpainceka cororpacdpiuna
anpTepHATHBA).

MenaHka

Honvoposi ghomoepadghii, 2014

Menanka (a6o Mananka) — ykpaiHCbKe HapoJHe CBATO, O Big3HaYaeThCA
13 ciuna. CiTannu Gyno 3po6iaeno y Kocmadi — crapoBUHHOMY TyITyIb-
ChKOMY ceJli B 3aximHiii vactuni Ykpainu, B Kapnarax, ne peresnbHo 36epira-
I0ThCA IaBHI Tpaguil.
[lopoxy censnm 04iKyIOTh Ha Il IeHb i TOTYIOThCA 10 HBO-
T'0 — CTBOPIOIOTH MaCKH, HINIOTh KOCTIOMH, PO3IIONIIAIOTE POJI.
[TepeBnsarueni ygacHUEN CcBATA XOIATH Bijl OyTUHKY /10 OyJUHKY
B CeJIi — 3 paHKYy JI0 Be40pa, PO3irpyloTh TPaJuIiliiHi CIIEHKHA Ta
criBarors micHi. [le HasuBaeTbesa «BopuTu Menanky». Y npomy
cBATI € Kinbka Tpanuniiinux nepconaskis: Jlin i bada, Menanka
i Bacunb (abo «HapedeHa« i «<HapedeHuii»), lluranka, €speit,
Conpar, [I'aamaka, Bengmins i Yopru.




Yuriy Bolsa
Born in 1997 in Chervonohrad (Lviv region, Ukraine). Lives and works in
Chervonohrad. In 2015, graduated from Higher vocational school No. 11,
specializing in computer typesetting. Personal projects: Negative sides
(Arteria Museum of Contemporary Art, Odesa, 2016), Unwise decisions
(Chech Gallery, Ivano-Frankivsk, 2018), Live, do not be afraid (Dymchuk
Gallery, Kyiv, 2018), Anti-Romantics (Ornament Art Space, Kyiv, 2019).
Participated in several group exhibitions: That's Wassup (Center for
Contemporary Art Mi7, Kyiv 2017), Children of Dr. Frankenstein (Pavlo
Gudimov Ya Gallery, Kyiv, 2018), Uglification (MetaCulture, Kyiv, 2019).

Decommunisation
Oil on canvas, 2019
From Stanislay Silantyes’s collection

Work in the Field
Oil on canvas, 2019

From Viktor Leschinsky’s collection

A young 22-year-old artist from the mining city of Chervonohrad in the western
Ukraine is a post-apocalyptic romanticist. He succeeded to materialize in the
most unexpected way the dialogues of several generations — namely Yuri's moth-
er, who has lived in the USSR, Yuri himself, who lives in a depressed post-Soviet
city, and a Time, or rather its absence. The author managed to destroy the unit &
of measurement, as well as ignore the countdown, which forever stood still in the —— _
ironclad decoration of the once prosperous city. The time in Chervonohrad, in
the life of Yuri and his mother, is no longer the equivalent of life. Life has left the
city just as the city left its once active and smiling inhabitants.
Yuri Bolsa is one of the brightest young authors
in contemporary Ukraine. He presents his work
Decommunisation, where the concrete bodies of once
potent tyrans on the pedestals seem anatomically un-
identified due to the volcanic ash, which does not come
from the crater of Vesuvius though, but from the depths
of abandoned souls of local residents of Chervonohrad,

a city of successfully implemented Soviet utopia. The
disappearance of monuments of the Soviet past no
longer causes anxiety or lively interest to Yuri. Bolsa
has created a monument to the memory loss, this time
without any replacement, analogue, or alternative.
Stanislav Silantiev,
artist, curator
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lOpiin Bonca

Haponuscsa 1997 poky B micti YepBonorpaz (JIsBiBcbka obiacTb, YEpaina).

Kuse i mpamnioe B Yepsonorpani. 3akinuns Bume npodeciiine yuniuie

Nell 3a crreniasipHiCTIO oIIepaTop KOMIT' IOTEPHOT0 HAOOPY Ta BEPCTKH (2015). 5
[lepconanbni npoerrn: «HeraTusui croponn» («Myseil cygacHOro MucrenTsa - : _ N @ . . : . "
Aprepis», Oneca, 2016), «Heo6xymani pimennsa» (l'anepes «Heu», [Bano- ' ‘
Dpankiscbk, 2018), «iKuBwu, He Giiica» («Dymchuk Gallery», Kuis , 2018),

«AnTupomanTuka» (Ornament Art Space, Kuis, 2019). bpas y4acts y Kitbkox

rpynosux BucraBkax: «That’s Wassup» («LlerTp cyuacuoro mucremnTsa Mi7»,
Ruis, 2017), «[litTn nokropa Opankenmreiina» (Apr-uentp [lasia I'ynimosa
A Tanepes, Kuis, 2018), «Uglification» (MetaCulture, Kuis, 2019).

HexkomyHizauis
ITlornommno, onia, 2019 _ ] - :
3 koaeryii Cmanicrasa Cinanmuvesa AR N\ _ . ) =

PobGoTa B noni

—

llorommno, onis, 2019
3 koneryii Bikmopa Jlewjuncvrozo |

Monopwuii 22-1iTHill XyqosKHEK i3 maxTapchkoro Micta YepBoHorpar, mo Ha

Saxiguiit YkpaiHi, — MocTanoKalinTHIHNI POMaHTHUK. SyMiBIIN HECIIOAiBaHO

MaTepiajisyBaTh JiaIoru KiTbKOX IIOKOJIiHb, y4aCHUKAMU SIKOTO CTAJI MaMa

I0pn, mo xuma B CPCP, cam I0pa, mo ;xuBe B nenpecuBHOMY IIOCTPaIAHCHKO-

My MicTi, i yac, aGo pajiiie Horo BiCyTHICTh, aBTOPY BAAJIOCA 3HUINUTU OAMHHA-

1110 BUMIPIOBaHHA, K i IIPOirHOPYBaT! XPOHOJIOTIYHIN Bi/IJIIK, IO Ha3aB:K 11

CIMHUBCA B MaTaJI0-0eTOHHUX JEKOPaIifiX KOJHUCH IIPOIIBITAI0YOTO MicTa.

Yac y Yepsonorpazi, B xurti I0pu Ta itoro Mmamu 6isbline He € eKBiBaIeHTOM

AUTTA. JRUTTA MOKMHYIO MicTO Tak caMo, AK i MiCTO TOKMHYJIO CBOIX KOJIHChH

aKTHBHUX i yCMiXHEHUX KUTEJIIB.
IOpifI boaca, onun i3 HallACKpPAaBIlINX MOJIOJUX aBTOPiB Cy4acHOI
Yrpainn, npezacrasisge po6oty «/lekomyHizaris», e Ha I’efgecTranax
GeToHHI Tisa aGo IXHA BiICyTHICTH KOJINCH yCEMOTYUHX i IOTEHTHUX
TUPAaHiB aHATOMIYHO Helli3HaBaHi, Yepe3 BYJKaHIYHY 3011y, AKa, 110~
npaBxa, BHHYTPOBYEThCA He 3 Kparepa Besysilo, a 3 iim6uHu MOKUHY-
TUX AYII MiCOEBUX FKUTEJIB YCIIINTHO 3peaji3oBaHol KOJIUCh PaJaHChKOl
yromii miyx HazBoto YepBoHorpas. SHUKHEHHA ITaM ATHUKIB paJaHCHKO-
ro MUHYJIOTO Oinbiie He Bukjankae y IOpu 3aHenIokoeHHA 91 5KBaBOTO
inTepecy. boica crBopuB mam’ATHUK BigcyTHOCTI MamM’ATi, IbOro pasy
6e3 3aMiHU, aHATIOTY Ta OyIb-AKOI aTbTePHATUBH.

Cranicias CinanTbes,

XYAOHUK, KypaTop
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Alexander Chekmenev
Born in 1969 in Luhansk, Ukraine. The artist began his career as a photog-
rapher in a small studio in his hometown. During his free time, the artist
was photographing people in the streets and their homes, documenting
the deep economic and social crisis that the Fast of Ukraine experienced
after the collapse of the USSR. The works of Chekmenev provide an
intimate and insider’s perspective on the everyday life of the coal min-
ing region in the 1990s. In 1997, he moved to Kyiv, where he still lives and
works as a photo reporter for leading Ukrainian editions. He continues to
document the transformation of his home- land — Donbas that currently
is in the middle of military conflict. In 2011, Alexander published a book,
Donbas that is a visual narrative of twenty photo series exploring life in
Eastern Ukraine. His photos were issued by magazines as the New York
Times Lens blog, Time Magazine, Time Lightbox, The Nesw Yorker Photo
Booth, MSNBC, Quartz, The Guardian, Vice Magazine. In 2014, Alexander
was award- ed the Grand Prix Photographer of the Year of Ukraine 2cr3.

War in Donbass
Color photography, 2o14—2016

April 12, 2014, during the ongoing crisis after 2014 Ukrainian revolution, peo-
ple in masks and camouflage uniforms and military body armor, armed with
Kalashnikov assault rifles seized the building of the executive committee, the
Department of Police and Security Service office in Slaviansk. April 13, 2014,
there were reports of fighting between armed men and Ukrainian troops, with
losses on both sides.
The city was captured by separatist forces prior to 5 July 2014.
After the intervention of Ukrainian Army, separatists were forced
to retreat from the Slaviansk.
The war in eastern Ukraine, is an armed conflict in the Donbass between
the Ukrainian government and the separatist forces of the self-pro-
claimed Donetsk and Luhansk People's Republic of DNR and LNR, with
military support from Russia. The date of the beginning of the conflict is
considered to be April 7, 2014.
People against the backdrop of their homes after the bombing.

Slavyansk, Semenovka, Nikolaevka Krasnogorovka Donetsk region, 2014—2016.

Nikolaevka, Donetsk region, Donbass, 22 July 2014.

Varvara Frolova, 85, poses with the icon f St. Varvara, which was drawn
by her grandfather. The building she used to live at got destroyed in
result of shelling in Nikolaevka. She was able to find this and 2 more icons
in rubble. She belives that only faith can save humanity.
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OnekcaHpap HekmeHbon
Hapopuscsa 1969 poky B micti Jlyrancek (Ykpaina). [lounnas kap’epy
doTorpacpa B MmaseHbKill cTyail y pizHoMy Micti. Y BinpHHIII Big po6oTn
uac cpororpacpyBas mioeil Ha ByIHIAX Ta IXHi JOMiBKH, JOKYMEHTYIO-

x

9 TIMOOKY eKOHOMIUHY i coIliaabHy Kpu3y, IO B Hill OMMHUBCSA CXif|
Vrpainu micasg posnany CPCP. PoGoru UekMeHnboBa 1al0Th MOKINBICTD
Iyske iIHTUMHOTO i iHCaiiiepCchbKOTO MOMIANY Ha OyZHI MIaXTapChKOTO
periony B 1990-Ti. ¥ 1997 poui cpororpac nepeixas no Kuesa, ne noci
sKHBe i mpaiioe POTOKOPECIIOHIEHTOM POBITHUX YKPaiHCHKUX BUIAHb.

Bin npomoB:kye qokyMeHTyBaTH TpaHcOPMAaIiio cBoei GaTbKIiBIIMHT —
Joubacy, Akuii Hapasi onMMHUBCA Y BUPJIi BificbKOBOTO KOH(IIIKTY. 2011
poky Onekcannp omyo6uikyBaB KHUTY «loHGac», fiKa € BisyaJapHUM Hapa-
THBOM i3 20 poTopo3Binok y sxuTTa Cxiznol Yrpainu. Ceitnunu Yexme-
HbOBa ITyOIiKyBaau Taki Buganss, Ak New York Times Lens blog, Time
Magazine, Time Lightbox, The New Yorker Photo Booth, MSNBC, Quartz,
The Guardian, Vice Magazine. 2013 poky Onekcanjpa B Ykpaini HasBann
@otorpacgom Poxy.

BiinHa Ha OJoHbaci

Honwvoposi gpomoepaghii, 2014—2016

MukoumaiBka, [lomnernpka o6aacts, Jonbac, 22 aumms 2014.
85-piuna Bapsapa ®pososa nosye 3 ikonolo ¢B. Bapsapu, aky Koiuch Hanucas
ii mimyce. bynuHok, ne BoHa sxuMIIa, 6ylI0 3HIIIEHO IIix Yac apToberpiry Mu-
KojaiBku. BapBapa 3Haiimiia mio Ta 1Bi inmi ikonu y 3aBastax. Bona BBaskae,
10 JINIIe Bipa MOsKe BPATYBATH JIOACTBO.

12 xBiTHa 2014 poky mij gac Kpusu, M0 PO3TOPHYJIACA IiCIA PEBOIONIi

Ha Maiinani, monu B Mackax, kKaMmydaskHill (popmi Ta BifichkoOBIX

00J1aIyHKaX, 030poeHi aBToMaTamMu HasarnHikoBa, 3aX0onin Oy iBirio

MiCBKBUKOHKOMY, BiITi/IOK MOl Ta ciry:06u Oesrexn y CI0B’THCBKY.

13 kBiTHA 3’ABMIIMICA TTOBIOMIIEHHS IIPO GOIOBI /1il Misk 036poeHNMU

JIIOIbMU Ta YKPAiHCHKUMH BiliCBROBHMU, 3 YTPaTaMH 3 000X GOKiB.

Jo 5 nmumus micro saxonuiau cuiu cenapaructis. [Ticas Brpyuants 36poii-
HIX CHJI YKpaiH! cenapaTucTH Oyau sMymieHi BizerynurTn 3i C1oB AHCBEKA.
Biitna na Jlon6aci e 36poitHuM KOH(IIIKTOM MisK YKPaIHCHKUM YPAJOM
i cemapaTucTchbKUMH cuiaMu camornporoyomenux Jonenskoi Ta JIyran-
cpkol HaponHuX pecy6urik « JTHP» i «/IHP» 3a BiiicbkoBoi minTpumMkn
Pocii. laroro movyaTky koH(paikTY BBaskaioTh 7 kBiTHA 2014 poky.
Jionu Ha Tu1i cBOiX GyqUHKIB ITicad GoMGapAyBaHb.
Ciow’aucek, CemeniBka, MuroiaiBka, Kpacuoropiska [lonenbkof o6acri,
2014—2010 pp.




David Chichkan

Born in 1986, Kyiv, Ukraine. Lives and works in Kyiv. He is an artist, anar-
cho- communist, activist. David Chichkan consistently politicizes and elab-
orates a critical direction in art. His main technique is watercolor graphics.
The artist works with such mediums as installation, street art, performance.
He was a member of three anarchist organizations: Autonomous Workers’
Union, Black Rainbow, and Liberty Club of Underground Dialectics.

DIPTYCH: Why paint, if you demolish —
Why demolish, if painted?

Ukrainized before Destruction
Mixed technique on paper, 2018
From Ivan Melnychuk s collection

Destruction after Ukrainization

Mixed technique on paper, 2019

Artist statement:
The former republics of the Soviet Union and Soviet bloc passed the
processes of desovietization and deleninization. Lenin monuments were
demolished, moved to private and state museums, defiled or ignored. In
Ukraine, statues of Lenin were defiled in either ironic or aggressive form,
but it happened only after the Euromaidan revolution and the begin-
ning of the war with the Russian Federation. Monuments were marked,
sometimes even sacralized. Humorous desecration is painted underpants,
glasses, unexpected colouring of clothes, text inscriptions that can not be
deciphered. All these are postmodern gestures or simply a way of joking.
Aggressive desecration is pouring over a bloody red paint, and such in-
scriptions as “butcher,” “murderer,” “enemy of Ukraine,” etc... It is an ideo-
logical gesture. Sacralization is painting Lenin in yellow and blue colours
before a demolition. Spontaneously, all over Ukraine, in cities, towns and
villages, without any prior consent, people started painting the pedestals
into the colours of Ukrainian flag. I was wondering, what it meant to paint
the Lenin in national colours, as well as to put on a Ukrainian embroidered
shirt. Why is this? At first glance it seems like an attempt to appropriate
Lenin, or an attempt to protect him from the wrath of the nationalist
opponents, or as some postmodernist trick. Obviously, those who painted
the Lenins did not mean it. I have found the photos of ukrainized Lenins
from different parts of Ukraine and drew them together. But I still do not
understand why they were painted before being dismantled and why they
were dismantled after being painted...
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ONacwmp Hn4kaH
Hapopuses 1986 poxy B Kuesi (Ykpaina) y poauni xynoxuukis. jRuse Ta
npamioe B Kuesi. XynosxHuk, anapxo-komyHicr, aktusict. JlaBun Yuakan mo-
CJIiJOBHO IOJIiITU3Ye Ta PO3BUBae KPUTUYHUI Hanpsam y muctenTsi. OcHoBHa
TexHika — rpadika akBapeiio. [Ipaiioe 3 takumu Megiymamu, Ak incra-
nAnidg, crpit-apr, nepgopmanc. bys 4ieHoM aHapXicTChbKUX opraHisaiii
«ABTOHOMHaA CcHIiJIKa TPyIAIINX», « HopHa Becesnka» Ta «/liGeprapuunii kiy6
MigmiaAbLHOI JiaIeKTUKI».

Hunmux: Hasiwyo gapGyeme, axuwjo sneceme, —
HQ6IW0 3HEeCAU, AKULO nog6ap6y6cmu

VKpaiHizoBaHi nepen SHNLWCHHSI
Smiwana mexnixa Ha nanepi, 2018
3 woneruyii leana Menvruuyra

SHINLWECHHS nicns §|<pa|H|3au,||
MIULGHE MEeXHIKa 1o nanepi, 2019

Bin aBTopa:
Y xonumnix pecny6iikax Pansucekoro Corosy iy kpainax, 1o 6y/u B pajjsaH-
CBKOMY 610111, BinOyBasucs IIpoliecH JecoBeTisarii Ta neneninisamnii. 1 lavm’ aTarEn
Inniay memonTyBamu, Nepemimany B IpUBaTHI Ta Tep:kaBHi My3ei, ocKBep-
HAI abo irnopysam. B Ykpaini Jleninnx ockBepHsaIM B &apTiBIMBiii i arpe-
cuBHIll chopMi, aste sunre micis «peBostronii EBpoMaiizaHy» il IOYaTKY BiltHU
3 Pociiicbkoro Qeneparriero ix crany MiTuTy a6o, MOsKe HaBIiTh 31aTUCA, IO CAKPA-
sisyBaru. sHapTiBiBe ocKBepHEHHA — I JOMaJIbOBaHi TPYCH, OKYJLIPH, HecIogi-
BaHe poscpapOyBaHHA OIATY, TEKCTOBI HAIIKACH, IO X HEMOJINBO PO3MN(pyBaTH.
Yee 11e — mocTMoepHICHK] KecTH ab0 MPUtoMu IyMopy. ATpecuBHe OCKBep-
HeHHA — Ie Jleninu, 06auTi KpuBaBoi (hapGoIo, a TAKOK HATINCH: KaT, yOUBIIA,
BOpOr' YKpalHH TOIIO, IO € ineoorivnmuM skecroM. Cakpasizaliis — dpapOyBaHHA
Jleninux y ;KOBTO-GJIAKUTHI KOJIILOPH IIepes TUM, AK ZeMoHTyBaTu. CTuxiiiHo
110 Beift YKpaiHi, B MicTax, cesnmax i cestax 6es rorepeiHp01 3MOBH IIOCTaMEHTH
Innigy nounnaloTs hapGyBaTh B KOJILOPH Ipariopa Ykpainu. Mene saiikasuiio,
1o o3Havae Ie papGyBaHHs JIeHiHNX y HallioHATBHI KOJIBOPH, & TAKOK II0CTaNIa
B MOMEHT JeKOMYHi3allii ifiest onsAraTy oro B ykpaiHchbKy BulmuBaHKy. Hasimo
ne? Cyro chopmaIbHO Iie BUIVIAAE AK clIpoGa mpuBiaacHuTH litiva, aGo saxucru-
TH $0T0 BiJ] THiBYy CyIIPOTHUBHUKIB i3 HaIliOHAJIICTIIHOTO TabopPYy, a00 AK ITOCTMO-
JeHichbKa BUTiBKa HallioHaI-GiibInoBuKiB. BoueBu s, Ti, xT0 (papOysau Jleninnx,
30BCIM He II€ XOTLJIN MOBiJJOMUTH CBOIM CyIIepPeUYIMBAM aKTOM «yKpaiHisarii» Bos-
1. fl 3aiimos cpororpadii ykpainizopannx Jleninux i3 pisHux kyToukis Ykpainn,
i HamauroBaB ix pasom. | s moci He MoKy 3po3ymiTu, HaBimo ix (papGyBaiiu Heper,
IeMOHTaKeM i HaBiImo ix JeMoHTYBaIN Iicia moapGyBaHHSL. ..
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Zina Isupova

Born in 1996 in a family of artists in Kyiv (Ukraine). Graduated from the
State Art Secondary School, a department of painting. In 2016, graduated
from the Rodchenko School in Moscow (Russia), a group of Sergei Bratkov.
Lives and works in Moscow. The beginning of [supova’s artistic practice
coincided with the onset of the Maidan protests in Kyiv, the occupation of
Crimea and the war in the Donbass. It was reflected in her work, and her
first personal exhibitions in Moscow in 2015 and 2017 were dedicated to
these events. The work on her projects was accompanied by strong and de-
pressing experiences, not only because now the war came to her homeland,
but also because the artist had to reconsider her views, work out a position
and take responsibility for her art. Among the topics Isupova is interested
in are the reflections on the significance or weakness of art in front of the
machine of capitalism and the role of the artist in the historical process.

In her works, she tries to reflect the peculiarities of the present time, its
insane aspects, so familiar that it makes them even more terrible.

Undeground Resistance

Mixed media, 2018

The following description was provided by the Museum of the

Extraterrestrial Exposition of Transhumanism and Anthropophobia:
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“In the near post-nuclear future, the Earth has been
overcome with war. Its surface has been divided between
warring groups of petty proprietors controlling the last
remains of energy resources. A group of vainglorious
hipsters that refuse to abandon their past bohemian life-
style hides under the earth and sets up sybarite dens in
the catacombs, living decadently and engaging in “cos-
play” and contemporary art. It revels in Reenactments,
delegated performances, seminars on the themes of
precarity, imaginary capitalism, science art, etc. In the
underground standby lighting of former bomb shelters,
these harmless decadent parties have a special charm!”
Ivan Brazhkin,
senior museum researcher
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SiHa IcynoBa
Haponunacs 1996 poky B poguHi XynoxHukKiB y Kuesi (Ykpaina), Tam camo
sakinumia [lep;xaBHY XyJOKHIO cepelHIO IIKOJY, BilNiTeHHA ;KUBOIIUCY. 2010
poxky s3akinumia lllkory Poguenka B Mocksi (Pocisa), rpymy Cepria bpaTtkosa.
7Ruse i mpamioe B Mocksi. [logaTok xymosxupoi mpakturu 3inu [cymosoi
36ircs 3 mouarkoM noxiit Ha Maiinani B Kuesi, okymaniero Kpumy it Biitnu
Ha Jlon6aci. lle Biz6uoca Ha ii TBOpUoOCTi, a repri mepcoHaabHi BUCTaBKA
y Mocksi 2015 Ta 2017 pokiB Oy;u npucBa4eHi mum moxiam. PoGora Ham mpoek-
TaMH CyIIPOBOI;KyBajlacs CHJIBHIMU i THITIOUNMU Iepe;KUBaHHAMH, He JIHIIe
TOMY, III0 Tellep BiliHa BinGyBaacs «BIoMa», a i TOMY, o XyZO;KHUII] TpeGa
OyJIo posiéparucs B 6araTboX CBOIX ITOIVIANAX, 3SHAUTH ITO3UIIII0 i B3ATH Ha
ce6e BinmoBinanpHicTh 3a BracHe MucTellTBo. Cepex TeM, AKi XBUIIIOIOTH 3iHY
IcymoBy, — posgymu Hajl 3HAYYHIicTIO 60 HABIIAKU — 0E3CUJLJIAM MUCTEITBa
Iepe; MAIIMHOIO KaliTaai3My Ta poJLilio XyIO;KHUKA y (popMyBaHHi icTo-
pii. CTBOpIOIOYM CBOI POGOTH, BOHA HAMATa€eThCA BiloGpasuTy 0cOGINBOCTI
HHUHINTHBOTO Yacy, 1oro 60:KeBiIbHI pucH, Taki 3BUYHI /1A Hac, i Bix Toro e
OLJIBII sKAXJIUBI.

NigninbHmia cynpoTms

Smiwana mexHiKa, 2018

Onuc Hazano MyseeM I103a3eMHOI €KCIIO3MIIiI TpaHCcTryMaHisMy i aHTpoIrodoobii:
YV HepanekoMy MOCTAePHOMY MaiiGyTHBOMY 3eMJIA OXOILIeHA Bili-
nolo. [loBepxHs ii posgisena Mi>k BoporyounMu rpymnamMu JpioHux
BJIACHUKIB, AKi KOHIICHTPYIOTh Y CBOIX PyKaX KalIOTiJHi 3aInIIKI
eHeprosocii. ['pymna camo3akoxaHux xincrepis, HeroToBUX Bij-
MOBWTHCA BiJl CBOTO KOJIMCh GOT€MHOTO CIIOCO0Y KUTTA, XOBAETh-
¢4 IiJ 3eMIIelo i 061agHye B KaTakoMOaX cHOapUTChKi JIirBa, 1e
3aliMaeThbCA 3aHENAJHUIILKIM IIPOBETeHHAM Jacy, «<KOCILIeeM» Tak
3BaHOTO «Cy4aCHOTO-apT-MUCTEITBa». Y XiJ| iIyTh peeHaKTMeHTH,
JexeroBaHi nepdpopMaHcy, ceMiHapu Ha TeMu: IIpekapiar / imaxki-
HapHUII KamiTaxisM / caiiHcapT i T.1. ¥ HinzeMHOMY pe3epBHOMY
OCBIT/IEHH] KOJIUIITHIX 60MOOCXOBUII I1i HEIIKiAJNBI TeKameHTChKi
Bedipku HaGyBalOTh 0COGIUBOTO mMapmy!

Crapmwuit HayKOBHII CITIBPOOITHUK MYy3€I0

IBan bpaxkkin
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Kinder Album

Kinder Album (Children's Album in German) is an anonymous author
living in Liviv. She works with drawing, painting, photography, sculpture,
video and installation. The Kinder Album art project first appeared on
social networks in 2012. Its distinct feature is explicit photographs and
drawings performed in a childlike manner (which gave the author her
nickname). Kinder Album is an active participant in group and solo exhi-
bitions in Ukraine and abroad.

Next Stop

Mixed media on paper, 2016

“I am the passenger and I ride and I ride”

Iggy Pop
This is a series of drawings about the period of time that strang-
ers spend together in public transportation. One’s inner life
temporarily becomes communal life within the confined space of
a trolley bus or a tram car.

I8 |
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Kinder Album

Kinder Album (i3 nim. «/IuTaunii anp60mM») — aHOHIMHa aBTOpKa, KA KIBE

y JIsBoBi. [Ipaiioe 3 pucynkoMm, skuBonmcoM, pororpadieio, CKyIbITYPOIO, Bi-
Ieo Ta incrananielo. Xynosxuiil mpoekt Kinder Album 3’aBuBcs B comianpaux
MepesKkax 2012 poky. Moro xapakrepra puca — Bigsepti dpororpadpii Ta pucyn-
KU, 3po0JieHi B AUTAUiN MaHepi (BiJ 40T0 i IOXOOUTH IICEBJOHIM aBTOPKN).
Kinder Album e akTHBHOIO yuacHUIIEIO TPYTIOBUX i IEPCOHATBHUX BICTaBOK
B YKpaiHi Ta 3a ii MesxkaMu.

HacTtynHa synmHka
SMIUAHO MEeXHIKA Ha nanepi, 2010

«fl nacasup, i aixy Ta igy»

Irri Hom
e cepia ManioHKiB PO Yac, AKUI He3HAWOMIIi IIPOBOAATDH Pa3oM
Yy TpomazickKkoMy TpaHcropTi. BayTpimm#iii ciT moguau crae my-
GJIiYHIM Yy 3aKPUTOMY IIPOCTOPi TpoJieiiGyca aGo TpaMBaio.
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Maria Kulikovska
Born in 1988, Kerch (Crimea, Ukraine). Studied at the National Academy
of Fine Arts and Architecture, Kyiv and at the Royal Institute of Art,
Stockholm. Kulikovska is a painter, architect, performer, researcher, and cu-
rator. By 2017, her art attainment includes numerous exhibitions, actions and
performances, installations, sculptural objects, and videos. She exhibited her
works and presented her performances in a number of European countries.
She is a winner and finalist of many international projects and competitions:
finalist of the Ukrainian-British SWAP program, participant of the Liverpool
Biennial residency (2017); UK/Raine (2015) — the first Ukrainian-British com-
petition for young painters at Saatchi gallery, London; PinchukArtCentre's
prize nominee (2013); participant of Ukrainian-Swedish residency Ruta
Runa (2013); winner of the Swiss international competition AKKU (2012);
holder of scholarship from Uster Municipal Department of Culture and
Science (Switzerland); finalist of MYXI competition (Kyiv, Ukraine 2010),
etc. Kulikovska’s performance when she wrapped herself up in the Ukrainian
flag on the stairs of the Hermitage at the Saint Petersburg’s Manifesta 2014
as a protest against Russia’s annexation of Crimea and the aggression in the
East of Ukraine resonated widely. No less notable was her performance Raft
Crimea, when she rafted along the Dnipro River without food supplies to
remind the world of the defenselessness of the people who were left without
home and homeland after the annexation of Crimea. In 2015, she established
The Flowers of Democracy feminist art collective and a platform for cooper-
ation. In spring 2017, she founded and started curating a non-governmental
international cultural platform School of Political Performance.

War and Pca€e

Action documentation, photo, silk screen printing, 2016

From Maria Kulikovska’s diary:

8th of June was very hot, angry summer sun was burning everything, re-

minding of the inevitability of the global warming catastrophe and reckless

spending of Planet resources...
People, tired of heavy work on the factory, came to the Azov Sea beach.
In Mariupol, all industrial giants dump their waste, heavy metals and
poisons to the Azov Sea. All the time there is a strong smog above the
city. On the other side of the sea, directly to the south-east, there is my
home, occupied Crimea. On the east, in 20 kilometers, there is the war.
"They" continue to shell this land every day. But people are tired of war
and heat, they just want to relax on the beach... the beach full of mines,
with soldiers all around, with armed people... It has been going on for two
years already, so people no longer notice it, it has become normal, they
are just tired, they are tolerant of death, of weapons, of violence, of war...
now they are blind and asleep.

I'looked to the east and I have heared the bomb blasts beyond the horizon. I was

very scared, I felt weak in the knees. I fell to the ground and started screaming;

Yet my voice was so quiet compare to the children’s laughter, who
were swimming and playing on the mined land...

Then, I heard someone start to call the police and the psychiatric assistants.
Some twelve minutes later, a few military men with Kalashnikovs appeared.
They approached from the side where the war went on. They said I should
immediately stop crying and screaming, otherwise they would open fire.
They were already clicking the shutters near my head... For a few seconds
I stopped, thinking that I had been suffering for so long, I was ready to die.

I got up and left. One woman said that she was tired and could not cry any

more, so she wanted to have fun. She was drinking vodka and offered it to me.

One boy told me that he believed in anarchy, just like
me, and in truth, in peace without wars and inequality,
in freedom and respect.
I jumped into the car of a person from the TU art center, who
invited me to come to this city. On my way to the hotel, I have seen
several police cars and ambulances. People on the beach called an
ambulance and a police — it was no joke...
Photos — Sergey Vaganov
With support of Art Center “I'U” and Diana Berg
Olga Lebedeva took part in the performance

‘Written in exile in May 2019,

Stockholm, Sweden — 3035 km away from the mined beach.

Three years after the performance.
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Mapis Kynmnkoscbka
Haponunacs 1988 poky B micti Kepu (Kpum, Yipaina). Hasuanaca
B HamnionanpHoi akagemii 00pa3oTBOPYOro MUCTENTBA Ta APXiTEKTY-
pu B Kuesi Ta KopostiBcbkoMy iHCTUTYTi 06pasoTBOPYOro MUCTEITBA
y Crokronbpmi. XymoKHHIA, apXiTeKTOPKA, aKIiOHiCTKA, JOCIiTHHUIA
I KypaTopxka. I[Op0601{ Ha 2017 PiK BKJII0Yae€ YNCIEeHHI BUCTaBKM, aKIlil Ta
nepcgopmancy, incranAanii, CKyJIbITypHi 06 €KTH i Bineo. XymoKHUIIA BU-
cTaBjsAIacA i BUcTynaja 3 epdpopMaHcaMyl y HI3II1 €BPOIIeCbKUX KpaiH.
[lepemosxnuna Ta dpinamicTka 6araTboxX Mi>KHAPOTHUX IIPOEKTIB i KOHKYpCIiB:
dinamicTra yrpaincbko-6purancskoi nporpamu SWAP; yuacuuna pesugenmii
JliBepmynnckoi 6ienaine (2017); UK/Raine (2015) — mepmmii ykpaincbko-6pu-
TaHCBHKUII KOHKYPC [JJIT MOJIONUX XyNOKHUKIB, (Taneped Saatchi, Jloumon);
HominanTka Ha PinchukArtCentre (2013); ydacHuI A yKpaiHCBKO-IIBEICHKOL
pesugennii Ruta Runa (2013); mepeMo&uIisa mseifnjapchKoro MizkHapOJZHOTO
koHKypcy AKKU (2012) Ta cTunengiaTka genapraMeHTy KyJbTypHU Ta HAYKHI
micta Yerep (IlBeiinapia); dpinamicTka konkypcey MY XI (Kuis, Ykpaina, 2010)
Tomo. Ynmanuii pesonanc MaB nepcpopmanc RyninkoBcbkol, Koy BoHa 3arop-
Tajacd B yKpaiHchKHIl mpanop Ha cxoxax Epmirasky Ha Manidecri 2014 pory
B Cankr-IlerepOypsi Ha 3Hak npoTrecTy npotu a"ekcii Kpumy Pocieto Ta arpe-
cii Ha cxogi Ykpainu. He menm ryunoio craia ii aknia «ILxit Kpam» (2016),
[ 9ac KOl XyZOo;KHUIA IIJINBJIA Ha IIOTY 3a Tedielo [lxinpa Ges 3amnacis i,
o6 HarajgaTy mpo 6e33aXUCHiCTh JII0el, AKi 1030yIrca TOMIBKHY i GATbKiB-
MITHY BHACTiToK aHekcii Kpumy. ¥ 2015 poni MUCTKNHA 3acHyBala XyH0KHii
deminicTuanmMit KonekTus i naaTdopmy aada cisnpani «KBitn Jlemoxparii».
3 BECHH 2017 POKY — 3aCHOBHUIIS Ta KypaTOPKa HeypsA10BOi MixkHapogHOI
KyabTypHOI nmardgopmu «Illkosa nosiTnaroro nepdopmaHncy».

War and Peca€e

Jorymenmauis arxyii, gpomo, woerozpaghia, 2016

Texer i3 momernuka Mapii KynukoBcpkoi:
18 YepBHA 2016 POKY OYIIO TysKe CIIEKTHO, 3JIe JIiTHE COHIIe CIIAJII0BAaJIO BCe
HAaBKOJIO, HaTaTyIOuH [P0 HEMHUHYYicTh KaTacTpodpu depes INI0GaabHe IoTe-
IUIiHHA i 6e3poscysHy nepesurtpary pecypcis [Lranerm...
Jlroau, BTOMIIeHi Bix Baskkol po6GOTH Ha 3aBOJI1, BUMIIIN Ha IR
Asoscbroro mops. Y Mapiynouri Bci mpoMuciioBi 3aBou-TiraHTu CKH1a-
IOTb CBOI BiIX0IH, BaKKI MeTauu i oTpyTH y Bogu AzoBchkoro mops. Han
MicToM Bech 4ac cTOiTh cuabHuil cmor. [lo Toil 6ik Mops, 4iTko y niBIeH-
HO-CXiTHOMY HanpAMKY — Miii Tim, okymosaauii Kpum. Ha cxoni, 3a 20
KiJomeTpiB, — BiliHa. «Boumn» goci mogenno MIPOIOBKYIOTH OOMOUTH IO
3eMJII0. AJle JII0AY BTOMUJIMCA Bij| BiliHM i clieku, BOHU IIPOCTO XOUYTh
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BiZIIoYMTH HAa ILJIAKI... HA IJISAKI, Je IIOBHO MiH, i BCIOAU COJIIAaTH, JIOI1
3i 30poeto... [le TpuBae Bike 1Ba POKH, TOK JIOIU OiIbIlle He IOMi4al0Th
LIBOTO, II€ CTAJI0 YUMOCh HOPMaJIbHUM, BOHU IIPOCTO BTOMUJIACS, BOHU
TepnuMi 10 cMepTi, 10 30poi, 70 HACUIILCTBA, [0 BiifHU... TeIlep BOHI
CJILIIi Ta CILJIATS.
A Takosk npumiinira Ha IIAK, alle 06 KpUYaTH, IIAKATH B 3aMiHOBa-
HY 3€MJII0, B ITICOK HaBKOJIO MOP#, Ha KOPJIOHI 3 MOIM JJOMOM i BiliHOO.
[ToguBuBmUCH HA CXif, i3 rOpU3oHTY OUyIa BUGYyXu 60M6. f Gyna cuibHO
HaJIAKaHa, Moi Horu Iigkonrysanuca cami co6oro. fI Bmana Ha samiHoBany
3eMJIIO I IToYaja KpHJaTH.
IIpaBna, miit rooc 6yB HAUTUXIMUM, TIOPiBHAHHO 3i cMixoM i 1ma-
CIMBUMU KpUKaMU JiTel, AKi IIJlaBa/Iid HaBKOJIO MeHe i rpajiucs
ol He 3 OTHUM Ha 3aMiHOBaHill 3eMIi...
IToTim, s moYya, AK XTOCH IT0YaB BUKIUKATH OO
i caHiTapiB ICAXIaTPUYIHOL JiKapHi.
A dgepes XBUINH 20 3’ABUIINCA KiJIbKA XJIONIiB 3 aBToMaramn Karamunkosa
B pyKax, y BiiicbkoBiit popmi Ta 3 Mackamu Ha o6anguAx. Bonu npuitniim 1o
MeHe 3 Toro GOKY, e iine BiliHa. Bonu ckasainm, mo A IOBUHHA 0pasy 3 IIPU-
NUHUTHU IUIAKATH i KPUYaTH, iHaKIlle BOHU CTPiTATUMYTh, BOHU Bike KiIalain
3aTBOpaMu aBTOMATIB 6ijls MOE€I roJIoBM...
Ha xinbka cexyHz A 3aMOBEKJIa i TymaJjia IIpo Te, o Tak J0BIO
cTpaskjajia Bifi ycboro, 1o 0ysia roToBa IOMepPTH...
A nminBenacsa 3 micky it minura. OxHa sKiHKa, AKa BeCh Yac cUAiiIa mopyd
31 MHOI0, CKa3aJja, [0 BOHA BroMuJIacs i 6irblne He Moske KpU4aTH i 1i1a-
KaTH IIOJH:A, BOHA XOue BeCeTUTHCA i sKIUTH, BOHA ITUJIa TOPLIKY 3 Topia
i 3amponionyBaJa ii MeHi, HaJIMBIIIN Y IIACTUKOBUIA CTaKaH I10 caMi BiHIIA
i ITOCTaBUBIIN I€l CTaKaH IIOPYY.
OnwH XJIOMYNK cKas3as, IO BiH, AK i A, BipuTh B aHapXilo, IpaBxy, Mup 6e3
BiilH i HepiBHOCTI, TiJIBKM B cCBOGOY i TOBAary oJHE /10 OJHOTO.
I 3ackouma B aBTiBKY JfoguHY 3 apT-UeHTPY «TI0», AKa
3alpocuja MeHe IpHUixaTu B Ie Micto. [loporoio go rore-
JII0 3 BiKHA aBTOMOO1/I4 modadnjia KiJibKa IMOIiIeIChKUX
MaInuH i kapeT mBUIKOI qortomoru. Jliogu Ha maaxi
BUKJINKAJIU HIBUJKY JOIIOMOTY IICUXiaTPUYHOI JiKapHi
Ta 1oJIinito — 11e 6yB He JKapT...
®oTtorpadii — Cepriit Baranos.
3a minTpumru Apr-nentpy «110» i [lianu bepr.
Ompra Jle6enena, mosa yaenuns 3i lllkomm Iomxitnanoro [lepdpopmancy,
B3ssa ygacts y War and Pea€e. Ile neprnmmit mepdpopmanc HITITI
(IIxona Ionxituunoro llepcpopmancy).

189__






Sasha Kurmaz
Born in 1986, Kyiv, Ukraine. Currently lives and works in Kyiv, Ukraine.
Kurmaz holds a Specialist (MA) degree in design from the National
Academy of Culture and Arts Management in Kyiv. Sasha is a post-con-
ceptual multi-disciplinary artist with a graffti background. In his artistic
practice, he uses photography, urban intervention, and performa- tive
situations through which he analyzes the social and political interrelation-
ships that address themes both poetic and political. Sasha Kurmaz has par-
ticipated in many international group exhibitions and festivals, including
exhibitions at Wi3g 2012 (Netherlands), Zamek Ujazdowski 2013 (Poland),
ZKM Museum of Contemporary Art 2013 (Germany), Kiinstlerhaus Vienna
2014 (Austria), Architekturzentrum Wien 2014 (Austria), Saatchi Gallery
2015 (UK), PinchukArtCentre 2016 (Ukraine), Skovde Art Museum 2016
(Sweden), C/O Berlin 2016 (Germany), NRW-Forum Diisseldorf 2017
(Germany), Galeria Arsenat 2017 (Poland), BIG Biennale 2017 (Switzerland),
Athens Photo Festival 2018 (Greece). His work has been published in a wide
range of international magazines, including FOAM, Krytyka Polityczna,
Vice, Liberation, Tissue, Fisheye, Bloomb- erg Businessweek, YET, Rolling
Stones, Fotograf, Siiddeutsche Zeitung, Die Zeit, Adbusters magazine

Untitled
Color photography, 2011

Paradlise
Color photography, 2017

Cxema is an independent cultural organization, which gave an impulse to the
spreading of an alternative night culture in Ukraine and Furope. Cxema’s
main activity is carrying out raves in various urban spaces. Organization of
such events requires the interaction between musicians, architects, and art-
ists, which turns rave into a meeting point and a point of cooperation among
different groups and communities of progressive youth.
Cxema started in the year of the Euromaidan revolution in 2014. An eco-
nomic crisis, a change of the government — has surely left a mark on the
musical environment, impacting a new generation of party-goers to an
extent much deeper than the well-known set of clichés and myths about
post-revolutionary hedonism. Identities that were once undisclosed have
been forced to find the definition in an unrecognizable socio-political
landscape. In these past five years, a series of parties called Cxema has
grown from handicraft raves to festival-scale events, becoming one of
the primary vehicles of this exploration. Sasha Kurmaz documents the
Cxema and displays his photographs in the urban landscape of Kyiv.
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Cawa Kypmazs
Haponuscs 1986 poxy B Kuesi (Ykpaina), ne moci sxuse i npamioe. 3akiHaus
KuiBcbKY AKazleMilo KepiBHUX KagpiB KyJIbTYpU i MECTEIITB 3a clleliaTbHicTIO
oU3aiH. Hpras — MOCTKOHUENTYaJbHUI MyJIbTUAUCIUILIIHAPHINA Xy 0K~
HUK i3 mocBifoM y cTpiT-apTi. ¥ cBoiil MucTenbKiil HpaKTUIi BUKOPHUCTOBYE
cpororpadiro, MicbKy iHTepBeHIIiIO Ta HepchopMaHc, 38 JOIIOMOTO0I0 AKHX
JTOCJIiI3KYe coIiaIbHi i MOTiTHYHI B3a€MO3B’ A3KH, IITO CTOCYIOTHCA i IOJTi-
THKH, i1 MoeTUKN. bpaB y4acTs y 6araTbox IpyloBUX BUCTaBKaX Ta (pecTH-
BasAX, Takux Ak Wi3g (Hizepnannu, 2012), Zamek Ujazdowski (Iloxsia,
2013), ZKM Museum of Contemporary Art (Himegunna, 2013), Kiinstlerhaus
Vienna (ABcrpis, 2014), Architekturzentrum Wien (ABcrpis, 2014), Saatchi
Gallery (Bermka bpuranis, ao15), PinchukArtCentre (Ykpaina, 2016), Skovde
Art Museum (IlIBemis, 2016), C/O Berlin (Himeuunna, 2016), NRW-Forum
Diisseldorf (Himeqununa, 2017), Galeria Arsenal (1lonpmia, 2017), BIG Biennale
(IlIseitmapis, 2017), Athens Photo Festival (I'pemis, 2018). Floro poGoru my6ti-
KyBaJjla HU3Ka cBiToBHX BujaHb, 30kpema FOAM, Krytyka Polityczna, Vice,
Liberation, Tissue, Fisheye, Bloomberg Businessweek, YET, Rolling Stones,
Fotograf, Siddeutsche Zeitung, Die Zeit, Adbusters magazine.

Bez HazEm

Honvoposa ghomozpadbis, 2011

w

Pain

Honvoposa ghomoepadhia, sory

Cxema — HezaJe;KHA KyJIbTypHA OpraHisalis, Aka gajia IOMITOBX JJIA I10-

HMIUpEeHHSA AIBTePHATUBHOI HiYHOI KyJIbTYpH B YEpaiHi Ta €spori. OcHoBHa

nianpHicTs CXema — mpoBefeHHA PeiiBiB Y pisHOMaHITHUX MiCBKUX ITPO-

cropax. Opranisaria Takux 3axoiB BUMarae B3aeMoil Misk My3sUKaHTaMH,

apxiTeKToOpaMH Ta Xy/10;KHUKAMHU, 1110 IIePETBOPIOE PeiiB Ha Miclie 3ycTpivi

Ta CILBIIpali MiK Pi3HUMH I'PyIIaM# Ta TPOMaJaMu IIPOIPECUBHOL MOJIOZ,.
(Cxema posmouasa cBOIO TiATBHICTH 2014-T0, y Pik peBomionii EBpoMaiinany.
Exonomiuna kpusa, 3MiHa ypany... Yce e, 6e3yMOBHO, 3aJIUIINIO BifOUTOK
Ha MYy3UYHOMY CepelloBUIIi, Habararo rJinGIle BILIMHYBIIN Ha HOBE IIOKOJIiH-
HA 3aXOILIEHOI My3UYHUMHU BedipKaMU MOJIOAI, HiK BifoMuit Haip Kiime Ta
MicpiB IIpo mopeBoTIONidHNY TegoHI3M. [nenTraHOCTI, AAKi KONMUCH Oy He-
PO3KPUTI, BUMYIIEHO IIIYKaJIi Ha BU3BHAYEHHA Y HOBOMY CYCITLIbHO-TIOJIITHY-
Homy Jaunmadri. [lporarom ocrannix n’aru pokis cepis Bedipok 1in HasBoO
Cxema repepociia 3 caMOJIifiIbHOTO 3aXOIIEHHA Ha MacIITaGHi (pecTUBaIbHI
3aX0/IM, CTABIIN OJHMM i3 OCHOBHMX MeXaHi3MiB IIbOT'O CaMO/OCTiIKeHH
nisoro nokoxinuda. Camra Kypmas nokymenTye Bedipku Cxema Ta JeMOHCTpPYe
cBoi pororpadpii B micskoMy meiizazxki Kuesa.




Yarema Malashchuk and Roman Himey
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Yarema Malaschuk, born in 1993, Kolomyia, Ukraine and Roman Himey,
born in 1992 in Kolimyia, Ukraine are both based in Kyiv. The artistic duo
is working on the edge of visual art and cinema as artists, film directors
and cinematographers. In their work the artists are exploring the image
of the crowd as a separate character in history and culture. In 2018 they
won Second Special Prize at PinchukArtCentre.

Documenting Cxema
HFllHD video, 850", color / 16:9

Yarema and Roman documented Cxema, the biggest rave in
Ukraine, born after the revolution in 2013-2014. The party offered
the new generation a chance to reclaim the city, to explore it
and to express themselves. The film was shot at Dovzhenko Film
Studios on 21 April 2018. With a very careful and discrete camera
presence so as not to disturb the experience, we slowly synchro-
nize with filmed ravers and the music of Stanislav Tolkachov. By
watching dancing individuals and crowds, we embody the dance
of Cxema and exit through the smoke. The filmmakers provide
us with an intimate experience of daytime outside of the party,
following wandering youth.
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flpema Manawyk i Poman Xuinnein
Apema Manamyk napoguscs 1993 poky B Koomui (IBano-@pankiBebka
o6acTh, Ykpaina). Poman XuMeit HapoquBcsa TaM caMo 1992 POKY.
O6oe sxuByTH y KHeBi Ta mpaiioors Ha Meski BisyaJIbHOI'O MUCTEIITBa
Ta KiHO IK MUTIIi, peskucep it kKinemaTorpadicrn. ¥V cBoiit mpakTnmi
TOCIIiIFKYIOTh 00pa3 HaTOBITY AK OKpeMYy Ailiody ocoOy icTopii Ta
KYJIBTYpPH. 2018 POKY MUTIIi OTPUMAaJIN APYyTy cHeniaJlbHy HPeMilo Big
PinchukArtCentre.

HOokymeHTauia Cxenn
HlIHD video, 850", color /16:9

fApema Ta Poman 3anokymenTtysanu «CxeMy» — HallOLIbIINiA peiiB B YKpaiHi,
HapoIKeHUil MicjiA peBoJIIollii 2013—2014 PoKiB. Bedipka 3anpornonysaia
HOBOMY IOKOJIIHHIO IIaHC BiTHOBUTY MiCTO, OCJIiIUTH JIOTO i BUCJIOBUTH
cede. DixpMm Gyuro 3HATO B KiHocTyxii iM. O. JloBskeHKa 21 KBiTHA 2018 POKY.
UYepes mysxe obepekHy, CTATHIHY KaMepy, CIIOTJIAAa0uN TAHIIOI0YNX JI0/IeH,
LIA7a4 CHHXPOHI3YeThCs 3 peiiBoM i 3rofoM depes TUM BUXOJUTH Ha BYJIUIIIO.
Consunuii HeHb 3a Me;KaMHU BedipKU ITOBEpPTa€e IePoiB Ta INIANAYIB Y «3BUYAii-
HY» peallbHIiCTh, AKa BUJIA€ThCA TEK JOBOJIi TYMaHHOIO.




Anton Malynovskyi
Born in 1997 (Mykolaiv, Ukraine), live in Mykolaiv. I began to work with
photography from 2016, when started working as a journalist in one of the
local media.Since then, I've been shooting straight, social projects and work-
ing in other photography genres.Participated in group and personal exhibi-
tions. Member of UPHA — Ukrainian Photographic Alternative. Member of
MYPH — Mykolaiv Young Photographers.

War With War On The Rave

Color photography, 20r9

Artist statement:
Russia's attack on Ukraine and the events of the
Revolution of Dignity became a catalyst for many
changes in the consciousness of society. Young people,
in opposition to their aggressive environment, began to
look for pacifism. One of the manifestations of this was
the revival of raves — mass hangouts for techno music.
The acidic color of clothes, the style of the 8cs, drugs —
all this was on the opposite side of the scales of war,
camouflage uniforms and deaths.

AHTOH ManmHoBcbkmnin
Haponwuscsa B 1997 poni B micti Mukoumais (Ykpaina), ne sxuBe goci.
[Touas nmpamoBatu 3 poTorpadieio 2016 poKy, KON CTaB KypHA-
JicToM B OlHOMY 3 MicuieBuX Megia. BinToni sHiMaB noxyMeHnTanbHi
coliaibHi IpoeKTH i IparjfoBas B iHmuX xkanpax dgororpadii. Yiren
V@A — Yrpainceka cpororpadiuna anxprepuaruba. Yien MYPH —
Muxomnaiscwki momnoni pororpadm.

War With War On The Rave

Honwvopoea ghomoepadbisa, 2019

Binx aBTOpa:
Hanag Pocii Ha Yipainy Ta mozaii PeBomtonii I'inHocri cranu kara-
JizaTopoM 6araTbox 3MiH y cBimoMocrti cycminberBa. Mosoni mionu,
Ha IIPOTHBArY [I0 arPeCUBHOIO CepPelOBUIIA, IT0YaIN NIYKaTH
nanudism. OnHNM i3 IPoABiB IBOTO GYJI0 BilpoIkeHHA peliBiB —
MacCOBHX TYCOBOK i3 JJIf TeXHO-My3uKolo. KucinorHuii Korip ogAary,
CTUJIb 80-X, HAPKOTUKY — BCe Iie JIAINIO Ha IPOTUIIESKHY CTOPOHY
BariB BiitHu, kKamypassxHol popmu i cMmepTi.
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Sergey Melnitchenko
Born in 1991 in Mykolaiv, Ukraine. Member of UPHA — Ukrainian
Photographic Alternative. Founder and curator of the MYPH (Young photog-
raphers of Mykolaiv) collective, photo schools and galleries. Started photogra-
phy in 2009 and for next 10 years participated in more than 100 solo and group
exhibitions around the world. Winner of Ukrainian and international compe-
titions, including Photographer of the Year 2012, 2013 and 2016 (Kyiv, Ukraine),
Golden Camera 2012 (Kyiv, Ukraine), one of 10 finalists of the ShowOL'T section
by Krakow Photomonth 2c13. Finalist of The Pinchuk Art Center Award 2015.
Winner of Leica Oskar Barnack Newcomer 2017 award. Participant in Paris
Photo 2017 and VOLTA14 as part of Art Basel 2018/2019 etc.

Basic studies of bare singularity

Color photography; 2org

Artist statement:
The project is a summary of the questions that people ask them-
selves when searching for their own personality in the universe.
The bare singularity is not surrounded by the event horizon. In
philosophy, singularity is identical with the uniqueness of a phe-
nomenon — and respectively a personality. Each person is unique,
no two people are the same. At the scale of the universe, we are
lonely and we are trying to find ourselves anywhere and at any
cost, being aliens on our own planet. In its turn, the event horizon
is a place in the spacetime that has no lapse of time in the percep-
tion of an observer. In their inner wandering, the person is inside
the event horizon. They are unable to observe the scale of this
internal search until someone else contacts them. With the help of
space analogy and fake documentation, the project shows what is
happening with this very event horizon of that we are in.
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Cepriin MenbH4eHKO
Hapopuscs B 1991 porii B Mukomaesi (Yrpaina). Yxen YOA — Ykpaincbka
doTorpaciuna anpTepHaTUBA. 3ACHOBHUK i KypaTOp KOJIEKTHBY, (DOTOIIKO-
au ta rasepei MYPH — Mononi pororpadpm Mukosnaesa. Ilouas nparroBaru
3 pororpadpiero B 2009 po1i i IpoTATOM 10 POKiB OpaB y4acTh y Oinbmn Hixk
100 COJIBHUX i IPyIIOBUX BHCTaBKaX y BchoMYy cBiTi. [lepemoskenp yrpain-
CHKMX Ta Mi;KHapOJHUX KOHKYpCiB, 30kpema «DoTorpad poky» 2012, 2013
Ta 2016 (Kuis, Ykpaina), «3osoTa kamepa 2012» (Kuis, Ykpaina), oguH i3 10
dinamicris ceknii Showoff nporarom micansa dpororpadii (Kpakis, 2013), di-
Hagict PinchukArtCentre Prize (Kuis, 2015). [Ipemis «Leica Oskar Barnack
Newcomer 2017». Yaacauk «Paris Photo 2017» Ta « VOLTA14» y pamrax Art
Basel 2018/2019 Ta im.

dyHAameHTanbHi AoCniaXeHHs

roNoi CMIHIYNSIPHOCTI
Honwvopoea gpomoepagbis, 2019

Binx aBTopa:
[IpoeKT € 3BeeHHAM MUTaHb, AKMMH JTIOJMHA 3a1a€ThCA B MOMEH-
TH IONIYKY cebe i cBoel ocobucrocti y Beecsiri. ['oma cunrynsap-
HiCcTh He OTOYeHA FOPU3OHTOM IoAiil. Y dismocodii cuaTyNApHicTH
TOTOKHA YHIKAJbHOCTI I OJMHUYHOCTI ABUIINA, & BJIACHE I 0CO-
oucrocrti. lioguHa yHikajJbHA, OHAKOBUX HEMae. Y Macmrabax
BcecBiTy Mmu camorHi it Hamaraemocs 3HaiiTu ceGe Oyab-1e i Oyab-
AKOIO IIIHOIO, YacTo Oyoy4YH iHOILJIaHeTAHAMH Ha BJIACHIII I1a-
HeTi. [opusoHT mogiit, HaToMicTs, ITe Miclie y IpocTopi-daci, sike
Y CIIPUIIHATTI criocTepiraya He Mae X0y yacy. ¥ cBOiX BHYTpPillTHiX
OJIyKaHHAX JI0gWHA IepedyBae HiOU y ropusoHTi moxiit. [loxku
XTOCH iHIINIT He BCTYIIUTS i3 HEI0 Y KOHTAKT, HEMOJINBO I100a9H-
TH MaclITaé BHyTpilmHbOro nomyky. Yepes anasoriio 3 kocMidyHu-
MU MOTHBaMU i (peifkoBYy JOKYMEHTAIIilo B IIPOEKTI IIOKa3aHo, 10
BifOyBaeThcsA 34 TUM CAMUM F'OPU30HTOM IIOJiil, B AKOMY Iepedy-
Bae KO;KeH i3 Hac.




Roman Mikhaylov
Born in 1989, Chuhuiv (Kharkiv region, Ukraine). Graduated from the Kharkiv
Academy of Design and Arts. In 2015, he was awarded for the best installation
in the competition of young Ukrainian and British artists UK/ RAINE, which
was held at the Saatchi gallery in London. In 2014, he became a finalist of
NonStopMedia festival (Kharkiv). In 2015 and 2017 he was nominated for the
prize for young Ukrainian artists Pinchuk ArtCentrePrize. He participated in
a number of group projects in and outside of Ukraine, and had four solo exhi-
bitions at central galleries and art centers in Kyiv. He works in the genres of
installation, painting, collage, and video. One of the distinctive features of the
artist’s oeuvre is working with large-scale installations, as well as recognizable
extravagant and powerful pictorial language. Mikhaylov works with traumas,
the subjects of death, memory, pain, migration, and deportation.

Shadows

Installation, 2015 / tree, fire

Roman Mikhailov's Shadows installation is a part of a large-scale Black Sea
project, which includes painting, graphics, photos, videos, and installation.
For the author, the Black Sea is a multilayered conversation about the time,
actualized by events in the southeast of Ukraine.
Formally, the installation is a continuation of the Mikhailov's work with
fire: creation by destruction (Spirit of Liberty, Books of Pain, and other
projects). Conceptually, the project is stratified into a current story (an
experience of reality that is instantly destroyed) and mythmaking.
From a distance of a few steps, the coal-black, suspended
in the air, shadow ships create the illusion of ghostlike
immateriality and incorporeality. The details reinforce
the quiet drama of the project, the silent experience of
loss, the inevitable destruction, and memory that pre-
serves the dreamy shadows of history.
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Poman Mmnxainnoo
Haponuscs 1989 poky B micti Uyryis (XapkiBchka o61acTs, YEpaina).
Sakinune XapKiBChKY Jlep;KaBHY aKaleMilo TU3aliHy i MECTEITB.
Y 2015 polli oTpuMaB Haropoxay 3a Kpalry iHcTaJlAIliio B paMKax

KOHKYPCY JIJIA MOJOANX MUTIIIB 3 Ykpainu it Benukoopuranii UK/

RAINE, mo npoxonus y JToHIOHCHKIN raiepel Saatchi. Y 2014 poni cras
pinanicrom pecrusanio NonStopMedia (Xapkis). ¥ 2015 i 2017 pokax
OyB HOMiHOBaHWMII Ha IIPEMiI0 JJIA MOJIOAUX YKPAIHCBKUX XyJOKHUKIB
PinchukArtCentre Prize. bpas yuacTs y 4nceJbHEX I'PYIIOBIX IIPOEKTaX
B YKpaiHi Ta 3a ii Me;kaMu, MaB YOTHPU II€PCOHATbHI BUCTaBKU

B IIeHTPaJIbHUX TrajlepeAx Ta apT-UeHTpax Kuesa. [Ipaiioe B skampax
iHcTanAMmii, ;)kUBOMUCY, KOTaXKY Ta Bifeo. XapaKkTepHOIO PIUCOIO
TBOPYOCTi MUTIA € poGoTa 3 BeINKO(POPMATHUMU iHCcTANAIIAMY,

a TaKOK BIIi3HABaHO eKCIIPecHBHA il IIOTYKHA 00pa3oTBOpYa MOBA.
Muxaiinos nparjoe 3 TpaBMaMu, TeMaM# CMepPTi, IaM ATi, 60110,
Mirpanii Ta germoprauii.

TiHi
Incmanayis, 2015 / depego, 6020nb

Iucranamia «Tini» Pomana MuxaiiioBa — gacTuHa

MacHITaGHOTO IPOEKTY « HopHe Mope», 0 BKJIIOYAE K-

Bonuc, rpadiky, ¢oTo, Bifeo, incrandaniio. «Hopue mope»

I aBTOpa — OararomniapoBa po3MoBa IIPo Yac, akTyaJli-

30BaHMIl MOAiAMH Ha IiBIeHHOMY cXoli YKpainu.
QopmanbHO, iHCTANALA — IIPOIOBKEHHA POGOTHU aBTOPA 3 BOTHEM: CTBOPEH-

Hs1 MeToioM pylinyBannd ( «[lyx CBoGomu», «Kuuru bomro» Ta innri npoexTn).

KonnenTyaabHO IPOEKT poO3IIapOBYETHCA Ha aKTyaJbHY icTopiio (mepekn-
BaHHA AiiiCHOCTI, 110 pyiiHyeThCA HA TBOIX ouax) i MichoTBOpUiCTS.
I3 BizcraHi KiTbKOX KpPOKiB ByTibHO-4OpHI TOBUCIII B MOBIiTPi
KOpaoTi-TiHi CTBOPOIOTS 11103110 TpUMapHOI HeMaTepiaJlbHOCTi
It «Oe3TinecHocCTi». [lerani mincuaooTs THXY TpaMaTHIHICTH IIPO-
€KTY, MOBYa3He Iepe;KUBaHHA BTPATHA, HEMUHYYOTI'0 pYyHHYBaHHSA
imam’arTi, mo 36epirae mpumapHi TiHi icropil.
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Yeugen Nikiforov

Born in 1986, Vasylkiv (Kyiv region, Ukraine). Lives and works in Kyiv. He started
to engage with photography in a professional manner in 2005. Since 2013, he has
been working on independent documentary projects. The main subject of the art-
ist’s exploration is the urban envi- ronment that becomes the main “battlefield”
for ideological collisions, the city that becomes the “map” of the invisible tensions
that exist in the society. At the moment, Nikiforov’s main project is an investiga-
tion of the collapse of the Soviet cultural heritage in Ukraine and the transforma-
tion of the public space after the Revolution of Dignity (2013—14).

ON REPUBLIC’'S MONUMENTS
Color photography, ongoing project, started in 2014

In April 2015, Verkhovna Rada of Ukraine adopted a law that condemned the
communist and Nazi re- gimes as totalitarian and prohibited the correspond-
ing symbols and propaganda. In practice, this so-called law on decommuniza-
tion meant that all visual objects related to the commemoration of Soviet his-
tory, as well as monuments to communist leaders, had to be destroyed in the
country. In large cities, the monuments were dismantled rather quickly, and
this process has become known as “Leninopad” (The Fall of Lenins). But the
further fate of little and distant objects is more ambiguous because in small

towns and villages the political pres- sure of the center is felt less intensively. |

Decommunization and the contradictions, associated with it, are one of
the most important subjects of contemporary Ukrainian art. The preser-
vation of Soviet mosaics, which the current government of the country
tried to destroy within the struggle against the ideological symbols of the
totalitarian era, has be- come a unifying factor for a huge number of art-
ists and activists. The result of a large-scale study of Soviet mosaics was

a book by Yevgeny Nikiforov Decommunized: Soviet Mosaics in Ukraine,
released by the Kyiv-based publishing house Osnovy in 2017. The war

with Soviet monuments after the scandalous destruction of the statue of |
Lenin in Kyiv became a national Ukrainian sport during the Maidan. The ~
new project of Nikiforov On Republic’s Monuments is dedicated to mecha-

nisms of memory and the complexities of their functioning.
Yevgeny Nikiforov’s practice is an attempt to reflect the essence of the place

that on account of the in- fluence of time or economic, social, and natural fac- 5=

tors is in a transitional state. Numerous granite chieftains, plaster pioneers,
cast iron soldiers and stone workers appear redone, vandalized, concealed or
decorated. Nikiforov’s project challenges the “double bottom” of the official
policy of memory and draws attention to the lack of civilized mechanisms to
work with the past in modern Ukraine.
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Monument to the soldiers of the

First Cavalry Army near Olesko, Lviv region
The monument was placed above the Kyiv-Lviv highway. It was made of
precious copper. Gradually the locals disassembled it for the metal.

MonymeHT conpaTtam Mepwoi KiHHoi Apmii

nobnmzy Onecbko, JibBidcbka obnacTb
MouymenT OyB po3MilIeHniT Hajl aBTOMOOLIBHOIO TPACOIO
Kuis—/IpBiB. Bin 6y 3po6rennti 3 minnoi mizi. [locrymoso
MicIieBi ;kuTesli po3idpau floro Ha MeTad.
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€preH Hikidopon

Haponuscs 1986 poxy y Bacuanbkosi (KuiBceka o6nacTs, Ykpaina), skuse . »

ta npauioe y Kuesi. [louas npodeciiino saitmaTucs gororpacieio 2005 poky. |
3 2013 POKY IpaIioe Hal He3aICKHIMU JOKYMEHTAIBHIMY IIPOEKTaMU. 3
l'ostoBHEM IIpeaMeTOM HOCITiIKeHHA MUTIA € YpOaHiCTHYHe cepelOBHIIe,
IO IIePeTBOPIOETHCA Ha T'OJIOBHE «II0JIe 000> NJIf i/1e0IOTIIHAX 3iTKHEHb,
MiCTO, IITO CTa€e «MaIlol0» HEBUAUMUX HAIIPY;KEHb, AKi iICHYIOTh y CYCITiJIbCTBI.
Ha nannit momenT ronosuuii mpoekt HikicpopoBa — mociimxenus posnany
PaIAHCBKOTO KyJIBTYPHOI'O CIIafKy B YKpaiHi, a Tako;k TpaHcdopMaii my-
ousivHOrO MpocTopy micaa Peposromii 'inHocti (2013—2014 pokn).
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MPO NAMI'SATHINKIN PECMTYBJIIKII

Honvoposa ghomoepadhisa, so14—2018 &

OcnosHa ifesa ¢pororpaciunoi mpakTuru €srena Hixicpoposa momarae

y BijoOpaskeHHi CyTHiCHOT0 XapaKTep MicIig B f10oTo mepexiTHOMY CTaHi,
IIiJ BIZINBOM 4acy, eKOHOMIYHMX, COLiaJIbHUX Ta IPUPOSHUX (PAKTO-
piB. [Iporarom ocranHiX 4oTHPHOX POKiB poTorpac mparmoBas HaJL
CTBOPEHHAM 6araTolapoBoro BisyaJbHOI'O apXiBy pagsHCBHKOTO KYyJIb-
TYPHOTO CIaJIKy B ITyGIi9HOMY IIpocTopi cyuacHoi Ykpainu, pikcyroun
aKTyaJIbHUI CTaH JIOHeJaBHA JOMIHYIOUHX, a Telep Malizke HeBUJIUMUX
06’ekTiB (a00 ixHix samumkiB) no6u CPCP mo Beiit kpaini. B 06’ exrusi
OIIMHUBCA He JINIIe «JICHIHOMak» AK HAlGiIbII epeKTHUI IPOAB IIPH-
WHATOrO B KBiTHI 2015 POKY 3aKOHY IIPO JIEKOMYHi3aIiilo, aje i 1051
IHIIMX XyJOKHIX Ta JeKOPaTUBHUX €JIEMEHTIB, i/1e0I0TiYHe 3HAYEHHA
AKUX CHOTO/IHI MeHIII ojlHOo3HaYHe. BuGpani kajgpu B ekcnosuirii BUABIIA-
IOTh yce Pi3HOMAaHITTA Ta BUTaJJIMBIiCTh «JeKOMYHIi3alilHNX» MiAX0xiB i3
OOKY BJIA/IN, aKTUBHUX I'POMaJ a0o0 iHiNiaTUBHUX KOMYHAJIbHUX CIY3KO.

Demolished monument to Engels in a repository of an
oil mill in the village of Mala Pereshchepina, Poltava region
The head of the village council decided to preserve the monument to

Uucnenni rpaniTHi Boskxi, rincosi mionepu, yaByHHi corgaTu Ta KaMm gHi
HpaniBHUKY IIOCTAIOTH IIepepo6IeHUMHE, BAHIATi30BaHUMME, COPOM SI3JIH-
BO IPUXOBAaHUMH a00 3a/IecKOPOBAHUMH, a TAKOK IIO€IHAHUMH 3 HOBUMU

Engels “until better days come”and placed it in the open space of the

eJIeMEeHTAaMU 3 apCeHAJIV «IIaTPiOTUYHOI CUMBOJIIKI», & BiITak alpoIipi- . . . . . .
] P ,y P , ’ . pottp private oil mill. In Soviet times, Mala Pereshchepina was a collective
HOBaHMMU HOBOIO ITOJTITUYHOIO KOH I0HKTYpoIo. [Ipoekt Hikipoposa L

farm named after Friedrich Engels. In 2017, the monument was moved to

npoodJieMaTu3ye «IIoABiliHEe THO» OimiiHOI ITOIITUEY IaM AT Ta IPUBEP- . .
p Y b puBep Manchester, United Kingdom.

Tae yBary Ha BiZICyTHOCTi IMBiJIi30BaHUX MeXaHi3MiB pOGOTHU 3 MUHYINM.

OemoHToBaHmin nanm’aTHMK EHrenbcy Ha cxoBmwyi

oniinHmui ¥ ceni Mana MepewenmHa, NMontaecbkoi obnacTi
T'osroBa cinbchEOi pagu BUPIMIUB 30eperT MOHYMEHT EHTeIbCy « 10 Kparmx
JaciB» Ta po3MicTuB 0ro Ha BiJKpPUTOMY IIpoCTOpi ITpuBaTHOI omiftaui. B pa-
nsiHcbKi yacu cero Mana [lepermennua masmo kosrocn imeni @Opinpixa Farensca.
¥V 2017 pouii maM’ATHUEK GyJIo IlepeMimeHo go Micta Mandecrep, Benukoopuranis.
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Igor Petrof

Born in 1988, Bila Tserkva (Kyiv region). Lives and works in Toronto. The
artist received di- rector qualification at Kyiv National University of
Culture and Arts, currently studies at the Faculty of Advertisement and
Marketing Communications at Pilon School of Business (Canada). Igor
has been taking pictures since he was fourteen years old. He is photogra-
pher, TV director, camera operator and stage manager. The artist worked
at leading Ukrainian television channels and was involved in the shoot-
ings of television films, TV series, etc. In 20152016, he helped the social
organization Small Heart With Art, which provides aid to HIV-infected
children. The video 7ouch, which was pro- duced within the framework of
this project reached more than a million views on Youtube. Igor had two
solo exhibitions in Kyiv (Maidan: Revolution in 2015 and Jazz Portraits in
2017). The work of Igor Petrof from the Maidan series was reproduced on
the cover of the book Ogieri Majdanu | The Fire of the Maidan: The Diary
of the Revolution]|, published in Poland in 2015.

Maiclan
Color photography, 2014

In 2014 Igor Petrof was actively making photos at the Maidan. Some of them,

which were made during the protests, got viral popularity and spread around

the news feeds all over the world. One of these ,,icon- ic” images of the revolu-

tion times was a photo on which an unnamed man wearing a gas mask comes

out of a bright flame. Aesthetic expressiveness of the frame and the accented

cyberpunk aesthetics, which was overall intrinsic for the Maidan of ac14, turn

the photo from the document of time to the generalized image of revolution-

ary events and their specific carnival-tragic atmosphere.
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Irop MeTpoc
Haponuscsa 1988 poky B micri bina llepksa (KuiBcbka o6macts, Ykpaina).
Hapuasca B KuiBcbkoMy HanioHaIpHOMY yHiBepCUTETi KyJIbTYpH i MHC-
TeITB 3a (paxoM peskucep, Hapasi HaBuaeTbea y Pilon School of Business
(Kanazma) Ha dpakyibreTi perIaMu Ta MAPKETUHIOBAX KOMYHIKAIIiil.
Ruse i npamioe y Toporto (Hanana). 3aitmaerscs cpororpadiero 3 14 po-
kiB. QoTorpad, Terepesxucep, oreparop Ta mocranopHuk. [Ipaiiosas Ha
IPOBITHNX YKPaiHCBKUX TeJIeKaHAaJIaX, 3MOMKaXx TejleBi3ilitHuX pinpMmis,
cepiaiB Tomo. Y 2015—2016 poKkax JoroMaras colliajbHiil opraHizarii
Small Heart With Art, mo 3aitmaersca BlJI-indikoBannmu nitemu. Bineo
TOUCH, 3uATe B paMKax IPOEKTY, HAGPAJIO IIOHA]] MUIBIOH ITeperaaiB Ha
Youtube. Mas n1Bi mepconansni BucraBku pororpadii B Kuesi («Maiigan:
peBouionisi», 2015 Ta «/IxazoBi mopTpern», 2017). Podory Irops Ilerposa
3 cepii «Mafizan» Oyi0 penposyKOBaHO Ha OOKJIATUHIIL KHUTY «Y BOTHHIIN]
Maiinamy», mo Buiinina B [loabmi y 2015 pori.

MainpaH

Honvoposa gpomozpadhia, 2014

¥ 2014 poui Irop Ilerpos akTusHO 3HiMaB Ha Maiinani. [lekorpi 3 pororpadpiit
aBTOpa, AIKi GyJ10 3pOGJIEHO ITiJ] Yac MPOTECTiB, OTPUMAJN BipaJbHY IOITY-
JAAPHICTS i posifimancd Mo Bcix HOBUHHUX cTpiukax cBiTy. OnHuM i3 Takux
«ikoHIYHIX» 00pa3iB YaciB peBosionii cTana cBiTIWHA, Ha AKill GesiMeHHMIT
YO0JIOBIK, OIATHEHNU Y IIPOTHUIa3, BUXOAUTS i3 AcCKpaBoro moixym a. Ecterudna
BHPAa3HICTh KaJipy i akIleHTOBaHA Kibep-IlaHK-eCTeTHKa, [0 3arajIoM Oyia
npuramaHHa MaiigaHy 2014 pOKY, IepeTBOPIOIOTH CBITINHY i3 JOKyMeHTa
Jacy Ha y3araJdbHeHHI 06pa3 peBoMONiiHIX Mmoiii i ixHpoi cnenudivnoi

KapHaBaJbHO-TpariuHoi armocdepmn.
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Yuri Pikul
Born in 1983 in Kyiv. Since 15 years old he was fond of photography.

At the age of 18 became fascinated with painting. Acquired practice at
art courses and from private tutors, studied theory by himself. In 2005,
joined the National Academy of Fine Arts and Architecture, but quit af-
ter the first semester. Exhibiting since 2007. One of the leading painters
of contemporary Ukraine.

Palm in the interior with
a table lamp and a telephone.
Palms in the interior, next to the
chic tulle and pink wallpaper.
In the furnished twilight
of the curtained tomorrow.
(From the “Decorative elements” project)

Oil on cansas, 2019
From Oleksandr Goviadin’s collection

Artist statement:
Today, being engaged in painting, you must perhaps pre-
pare yourself that all your work will be classified not as
art, but as decorative elements. At one point, it became
clear to me that I must always clarify the fact that [ am
doing painting at the territory of contemporary art.
The palm that spreads out and rests against the ceiling
of a tiny apartment resembles the painting itself, which
has expanded during its centuries-old history, and today
fills up / clutters up the territory of contemporary art
with a lush and succulent, but boring, eyesoring beauty.
The magnificent palm, used to be moved from one dark
corner to another, nevertheless erupts with the fountain
of its former greatness! The sprawling palm you want to
get rid of by selling it out as expensive as possible.
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IOpiin Mikynb
Haponuscsa 1983 poxy B Kuesi (Ykpaina). 3 15 pokiB saxoruioBasca ¢oTo-
rpadieto. Y 18 3anikaBusca sruBonucoM. [IpakTuuny ocsiry 3700yBaB Ha

Kypcax i y mpuBaTHHX 0ci6, TEOPeTUYHOIO OCBIiTOIO 3aliMaBCsA caMOCTili-

&
HO. 2005-T0 BeTynus o HanionanbHol akagemii o6pasoTBopdoro mucTe- e L] ? ‘,-f"
IITBa Ta APXIiTEKTYPH, aJjle IIic/IA IePIIoro CEMECTPY IEPIIOTo Kypcy 3a : == ' Vil /9;
- ’
BJIACHUM Oa:KaHHAM 3a0paB JOKyMEHTH. 3 2007 POKY I104aB BUCTABJIATH- _ i) =
r .
csa B ranepeax. OfuH i3 HPOBiTHUX KUBOIIUCIIB cyyacHoi YKpaiHn. i = ‘:

Manbma B iHTEp’€pi 3 HacTiNbHOIO
namnoto i renecpoHomM.
Manbma B iHTEp'epi nopsap,
i3 GaraTim TIoNnem
i poxeBmmin Wwnanepann.
VY mebnboBaHmx cyTiHKax
3alITOPCHOro 3aBTpa.
(8 npoekTy «[AekopaTMBHi €NCMEHTI)

llonommno, onis, 2019
3 koneryii Onercandpa [ 06adina

Binx aBTOpa:
CroropnHi, abu 3aiimaTucaA ;KUBOIINCOM, IIOTPiOHO, MaOyTh, Oy TH
TOTOBUM /IO TOTO, IIIO BCIO TBOIO IIpariio Gy/e KaacupikoBaHo He AK
MHCTEIITBO, a JINIIe K JeKopaTuBHi eteMeHTH. Koich MuTi MeHi
CTaJIo ACHO, 110 MPOIOBKYIOUN 3aiiMaTHCA sKIBOIIICOM, A Bike He
MOsKY He YTOUHIOBATH TOIl (PaKT, 10 poGIIIo Iie Ha TepUTOpil cy-
gacHoro MucrenTsa. Ilanxbma, mo pospociaca i ynepiack y cTemio
B iHTep epi MajoMeTpasKHOI KBAPTUPH, HaTaJye caM KUBOIINC, IO
«pospiccsa» 3a BCIo CBOIO 0araToBiKkoBY icTopilo i choroaHi 3amos-
HIO€e/3axapanrye co60I0 TEPATOPiIo Cy9acHOI0 MUCTEITBA ITUII-
HOIO, COKOBUTOIO, aJIe BCIM JaBHO HaGPHUAJIOI0 KPacolo, 1o Jiize
B oui. [Immraa manpMa, AKY IepecyBaioTh 3 OJHOTO TEMHOI'0 KyTa
B iHIMIA, yce & BUBepraeTbca (hOHTAHOM CBOEi KOTUNIHBOI BeTIdi!
Poszsiora manema, AKoi Xo4eThbeA MO30yTHCA, IPOIABIIN IIPU ITHOMY
AKOMOT'a JOpO;KYe.




Nikita Shalenny
Born in 1982, Dnepropetrovsk (today — Dnipro, Ukraine), Nikita Shalenny gradu-
ated from the Prydniprov- ska State Academy of Civil Engineering and Architec-
ture, de- partment of Architecture and worked as an architect and a le- cturer at
the Academy before beginning full time career as an artist in 201. The same year
he received the Public Choice Prize, PinchukArtCentre and in June, 2015 he was
awarded the Winner of the Best Installation Prize, ArtVilnius ‘15, Lithua- nia. In
ao17 Shalenny entered the short list of Social Contract internternational contest by
Izolyatsiya Foundation, Ukraine and was awarded the young artist of the year prizes
by Faurs- chou Foundation and Khora Contemporary, Denmark. Currently residing
in Ukraine, Shalenny works with such me- dia as painting, drawing, video, sculpture,
photography and installation. Works of Shalenny can be found in collections of
Mocak Museum of Contemporary Art, Krakow, Poland, Faurs- chou Foundation,
Copenhagen, Denmark, and private collecti- ons in Furope and United Kingdom.

The Bricdge

Virtual reality, watercolours and sculpture, 2017

In Shalenny’s VR work the viewer goes beyond the horizon on a com-
pressed forty thousand kilometers journey around the world. A game
of chance, the journey is the outcome of a line drawn from a bridge and
further across the world, taking place in the dead of night, where fuzzy
silhouettes of people tear along through desolated landscapes, fleeing into
gray blizzards and shadowy forests. Based on watercolors by the artist, one
setting replaces the other as the ghostlike figures cross birch forests, oil
fields, abandoned churches and oce- ans in the seemingly limitless universe.
Shalenny has long been fascinated by the idea of the bridge in his works and in
this particular work he takes a bridge as the starting point for imagining a way
of escaping the on- going crisis in the land where he resides. Or as he expres- ses
it: “The idea of escaping is unconscious, it sprouts and becomes a young tree.
Every morning I go to the yard with an axe and hack it at the root, banishing
the wrong thoughts. The next morning it grows above me twice, its rustling
leaves talking to the wind, which have already been everywhere.”
Mentally extended to infinity, the bridge like the horizon becomes situated be-
tween two places, the scene of arrival and the point of departure. All horizons
disappear in space, and yet the strong conviction that there is a better world
beyond the horizon lives on. Seen in the light of the current global refugee
crisis the infinite bridge seems like a symptom of our times, or, a cure for an es-
cape attempt. The construction of a bridge allows us to access the other shore
with ease, to solve the gap between our longings and our goals and dreams,

which else remain distant.
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Mukinta lWaneHHmin
Haponuscs 1982 poky B [Ininponerposceky (HuHi Juinpo, Ykpaina), skuse
Ta npamioe y Juinpi. 3akinuns [IpunninpoBceky gep:xaBHY akaneMiio
GyniBHMITBA Ta apxiTekTypu. llicna sakinyeHHs BUKIagaB apXiTeKTyp-
He ITPOEKTyBaHHA; Iparjiosas apxiTekropom. Haropomskennii Faurschou
Foundation Grant 2017. ®Qinanicr mixkaapoguoro koukypcy «CycriabHuit
norosip», pouxy I30JIALIA 2017. [lepemoskens y kareropii Haiikpara
incranania Ha ArtVilnius 2015; [Ipu3s raganpkux cumnatiit, PinchukArt
Prize 2c11. Po6oTu nipoekty «Jle Opat TBiii?» 36epiraloTbcs B KOJIEKIIil
Myseio cygacnoro mucrenitBa Monak (Kpaxkis, Ilonpma); «Ans6om mpo
BiliHy» monoBHUB 3i6panHsa Faurschou Foundation (Konenraren, /lanis);
poGoTH XyNosKHUKA IepeCyBaloTh i B inmux kosekniax [lanii ra Bennxko-
Oputanii. [Ipamioe B sxanpax skuBomucy, Bigeo, poto, incranamii.

MicT

Bipmyanvna peanvuicms, axeéapeni ma CKyabnmypa, 2017

¥ BipTyausniii peanprocti llanernoro riaAnad BUXOAUTH 3a JTiHiI0 TOPU3OH-

TY Y CTHCJIi} ITONOPOosKi 3aBIOBKKH COPOK THCAY KiloMeTpiB. AsapTHa rpa, &
MaHJIpiBKa — JIiHif, IpoBeqeHa Bif MocTy i JaJli 4epes Bech CBIT, BiGyBaeThb- _ ‘-1
cA ITynoi Hodi, /le HeBUpasHi 06pucH JTio/ieil IPOpUBaIOThCA KPish Ge3M0THi ‘{ -
nangmadgpry, 6hKyYn B cCMBUX 3aMeTinax i remuux sicax. Jlokanii, crBopeni Lo

3a aKBapeIAMHU XyJI0;KHIKA, 3MiHIOIOTH OJIHA O/IHY, KOJIM TpuMapHi dirypnu
HpAMYIOTH ITOB3 Gepe30Bi rai, 0ypoBi BUIIKY, 3aKHMHYTi IEPKBU Ta OKeaH!
B HEMOB Ge3KiHEeYHOMY BCECBiTi.
[Tanennnii y cBoix po6oTax JaBHO 3aXOILTIOBABCH i/e€l0 MOCTY, i B IIbO-
MY TBOPI BiH BUKOPUCTOBY€E MiCT AK BillIpaBHYy TOYKY YABHOI BTeYi
Bim kpmsu, mo goci TpuBae B iforo kpaini. Ik Bin cam kaske: [mesa Breui
HecBijloMa, BOHA IpopocTae i crae mosonum jgepesoMm. Hlopanky s Bu-
XOIKY HaABip i3 cokpoio Ta 3py0yIo Ooro IiJi KOpiHb, sKeHy4YN XUOHI
nyMmen. Ta HacTymmHOTO paHKY JepeBo cTae BABiUi BUIIHUM, a f10T0 ImIe-
JIECTKE JINCTA IEPENIiNTyeThCA 3 BiTpOM.
[Togymru nmomoB:xeHUl y GeskiHeUHICTh, MiCT, AK i TOPU30HT, po3i-
Jide IBa MicIf: TOUKY IPUOYTTA Ta TOUYKY BinnpasiaeHHsa. [opuszonT
PO3YMHAETLCA Y IIPOCTOPI, BTiM, IMIIAI0UN BIIEBHEHICTD, 110 J1eCh
TaM, 3a 00pieM, € KpalIuii cBiT. 3Bakaodu Ha INI06aJbHY Mirpa-
HiliHy Kpu3y, MicT MOsKHa PO3IIAJaTH AK CUMIITOM HaIllOT0 Yacy
a60 & AK Jiku Big yTeui. Cnopy/;KeHHA MOCTY Jae 3MOT'Y JIETKO
TicraTmca iHnmoro 6epera, yCyHYTH PO3PUB Mizk HAIIMMH HaTiAMMA,
MpifiMU Ta OiNAMU, HEJOCAKHUMMU iHaKIIIE.
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Yaroslav Solop
Born in 1979, Sokyriany, Chernivtsi region, Ukraine. Artist, curator, photo
explorer, lives and works in Kyiv. Graduated from Lviv National Academy Of
Arts (Lviv, Ukraine) and FotoDepartament Institute of St. Petersburg (Rus-
sia). In 2012, he defended his PHD thesis on theory and practice of modern
photography. In his artistic practice, he uses the medium of photography
and also works with graphics, sculpture, and installation. Since 2010, Solop’s
works have been presented at the group and personal exhibitions in Germany,
France, Ukraine, Sweden, Russia, Poland and the UK.

Encyclopedia of Amazing Facts
Mixed media on paper, 2018—20r9

Mythology is not only a marker of social life, but it often determines
the direction and course of social development — myths and traditions
have repeatedly become a driving and mobilizing factor of a historical
progress. In the digital age, scientific discoveries are being distorted by
the widespread use of the Internet and social networks, so that research
gets meaning different from original. Information violence and oversat-
uration of the Internet with various kinds of knowledge not only make
it impossible to fully absorb that knowledge, but also lead to a partial
distortion of one’s minset and to the creation of a more comfortable and
understandable worldview.
Reality requires a modern person to thoroughly verify the news and totally
revise the scientific knowledge, because most theories, facts, and fake news is
the result of the development of technology and the lack of reliable relations.
Yaroslav Solop's artistic practice aims to study mythologization in the con-
text of distorted and redundant information. In the Encyclopedia of Amazing
Facts and Home Study series from the OBJECTIFIED project, the artist re-
flects on the role of myth in the public consciousness, and on the constructive
and destructive effects of mythmaking on social developments.
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flpocnac Conon
Haponuscsa 1979 poky B micti Cokupsanu (Yepnisenpka o61acTs, Yrpa-
iHa). XyIoosKHUK, KypaTop, JocIifHuK dgoTorpadii, ;xkuBe Ta mpamioe
B Kuesi. HapuaBes y JIpBiBChKiil HamioHanpHill akageMil MECTEIITB Ta
Incruryti FotoDepartament (Cankr-llerep6ypr, Pocis). ¥ 2012 pomni
3aXMCTUB JUcepTaIiio Ha TeMy Teopii it mpakTukm cydacHoi (pororpadpii.
Buropucrosye y cBoi xynoskHiit npaxkTui Meniym dpororpadpii, mpaiitoe
3 rpapikoio, CKYJIBITYPOIO Ta iHCTAIAIIEI0. 3 2010 POKY POGOTH XY 0K-
HHKa IpeJicTaBleHi Ha IPYIOBUX Ta IepcoHaIbHUX BUcTaBkax y Hi-
meuunHi, Aprearuni, CIIIA, Opannii, Ykpaini, [lIsewuii, Pocii, [loxsmi Ta
Benuxkiit bpuranii.

EHumknonepin pimoopmxHmnx cpakric

SMmiwana mexHika Ko nanepi, 2018—2019

Midororis e He TiTPKN MapKepOM COLIiaTIBHOTO JKUTTS, a il y 6araTbox BU-
MaJKax 3yMOBJIIO€ HAIIPAM i XiZ po3BUTKY cycIiibeTBa — Micu Ta nepekasn
HEOIHOPAa30BO CTaBaJIu pylIieM i MoOiIi3yl0unM YNHHIKOM iCTOPIUYHOTO I10-
cTymy. B enoxy nudpoBux TexHOIOriil HAYKOBi BITKPUTTA CIIOTBOPIOIOTHCS
4Jepes MIMPOKUIT B}XKUTOK iHTEPHETY Ta COIiaIbHUX MePesk, HaTaloun JOCIi-
IKeHHAM BiIMiHHUX BiJ moyaTkoBUX ceHciB. [Hdopmariiine HacuiIbeTBO,
IepeHaCcU4YeHHs iHTepPHET-IIPOCTOPY Pi3HOMAHITHUMU 3HAHHAMMY HE JIAIIe
YHEMOKJIMBJIIOIOTH IXHe ININOOKe 3aCBOECHHS, a i IPU3BOJATH J0 YaCTKOBOTO
BUKPUBJICHHA CBITOINIANY iHIUBia Ta CTBOPEHHS 3PO3yMLJIOL, 3pyYHIIIOL
JUIS CHPUIAHATTS KAPTUHMU CBiTY.
PeanphicTs BUMarae Bif cydacHOI IIOTUHA peTeIbHOI
Bepupikanii HOBHH Ta MOBHOI peBisil HAyKOBUX HaIGaHb,
ajizKe GiTbImicTs Teopiii i pakTis, iHopmaniitHNX BKUTIB
€ pe3yIbTaTOM PO3BUTKY TeXHOJIOTii Ta gedinuTy mocTo-
BipHEX pensaniii. Merolo xynoxuboi npakTuku fpocrasa
Coiona e gociimxennsa midosrorizanii B yMoBax cIo-
TBOPEHOI Ta Ha/IINMIKOBOI iHdopmariii. ¥ cepiax pobir
«FHnukIOIe s TUBOBILKHUX (pakTiB» Ta « HaBuanua Ha
nomy» i3 muxiry YPEUEBJIEHHA/OBJECTIFIED, xymosx-
HHK OCMHCJIIOE Miciie Midpy B CyCIIiIBHI CBifOMOCTI, KOH-
CTPYKTUBHUU Ta JeCTPYKTUBHUI BIUIMBYU Mi(pOTBOpEHHSA
Ha colliaJIbHi ABUINA i IPOLIeCH.
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Alexander Sovtysik
Born in 1995 in Ivano-Frankivsk, Ukraine. Lives and works in Krakow, Poland.
Coming from graffiti background, artist creates installations, paintings and
audio-performances often with the use of recycled, found objects. Since 2017, he
runs a series of events "Perpetuum Mobile", blurring the lines between exhibi-
tion of contemporary art, performance and experimental music.

Carpets

Installation, 2018

Artist statement:

The references between Rorschach test and these works are not
coincidental. The test, which was implemented to detect thought
disorders and mental issues, deals with complex human interpreta-
tion algorithms. Same can be said about these pieces, which pri-
marily focus on subjective emotional interpretation too. The use of
old carpets as a material for these works can be interpreted in var-
ious ways: the Eastern-European aesthetics are connected with the
Ukrainian and Polish background of the Artist. Spiritual, luxurious
interior element, often being thrown away in modern cities. Com-
plex, symmetrical ornaments which consist of traditional symbols.
Rugs in literature are often mentioned as a magical object.

Iconography of the cut-outs is intuitive, based on interpretation of the

material itself, merged with contemporary internet-age influences, as well as
demons, mythology, creatures from legends and folk-tales.

232




Onekcanpp CopTyCMK
Hapopuscsa y 1995 ponii B micti IBano-®pankiscbk (Yikpaina). #{use Ta
npamioe y Kpakosi (Iloaxpma). 3aiimascs crpit-aproMm, 3apas mpaiioe
3 iHCTaIAIIiel0, JKUBOIIIICOM Ta ayio-TiepcpopmaHcamMu, 9acTO BUKO-
pHuCTOBYe Iepepo0ieHi, 3HalifleHi 00’ eKTH. 3 2017 POKY IpaIiioe Ha cepieio
Perpetuum Mobile, y akiit posmuBae Meski Mik BUCTaBKOIO Cy4acHOTO
MUCTENTBa, IIeppOpMaHCOM Ta eKCIIEPUMEHTATbHOI0 MY3UKOIO.

Kuninnnin
Incmansuyis, 2018

CxoskicTh Mizk TecToM Popiraxa Ta popmoro 1iux pooit He Bumnagkosa. Tecr,
AKHII GyJI0 CTBOPEHO 3 METOIO BUABJICHHA PO3JIajiB MUCICHHA i ICUXIYHIX
IpoGaeM, IpaIioe 3 CKIaJHUMH aJrOPUTMaMy iHTepIpeTanii JIIoTuH.

Te came MoskHA cKazaTH i TPo MPOTIOHOBaHI POGOTH — IXHIO POPMY MOKHA
po3TIAHYTH Ha pi3Hi ctoco6n. KouTypu pobiT 6asyioThes fAK i Ha iHTepmpera-
1ii camoro mMaTepiaiy, i Ha BILIMBaxX iHTepHeT-BiKy, eMoHoIO0rii, MicpoJrorii,
Jerenn Ta poibKIOPY. BuKOpucTaHHA CTapUX KUINMIB AK MaTepialry MOxKHA
BATJIYMa4UTH TaK: 3aXiIHOEBPOIIEHIChKA eCTeTHKA II0B A3aHa 3 YKPalHCBKAM

i IOJIbCHKUM MOXO;KEHHAM XyTOKHUKA. Kumnmu — esement inTep’epy,
POIOM 3 PafAHCHKOTO MUHYJIOTO, AKMI YaCTO BUKUIAIOTh Ha 3BaJIUIIE B CY-
gacHuX Micrax. CKaagHi, cMMeTpUYHi OpHaMeHTH, M0 CKJIaJaioThes i3 Tpajn-
HiffHAX CUMBOJIiB 3MYIIYIOTh 3Ta/IaTH, 110 KNJINMH YacTO 3rafyIOThCs B JIiTe-
paTtypi Ak MariaHuii 00’ eKT.
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Elena Subach

Born in 1980 in the city of Chervonohrad, Lviv region. Graduated from the Volyn
State University with a degree in economics. Moved to Kyiv and worked as a
textile designer. In Lviv, started practicing photography and joined 5x5 club at
Dzyga Gallery. Elena uses photography as a tool for playing with facts and myths.
She mixes documentaries, staging, digital post-processing and collages to build
her own visual language. Her personal projects — Grandmothers, Retablos de
Galicia and The Offering — explore religiosity, life and death, silent histories of
small towns, related to mythology and identity. The Berdychiv Meteorite project
continues these themes, it is a play with documentary and fiction in photography.

Grandmothers on the edge of paradise
Colour photography, 2018

Artist statement:
In the modern world, with all the rapidly developing technologies, the gap
between generations is also rapidly increasing. What divides us and our grand-
mothers is not two generations, but an abyss. In anthropology, there is such
a term as "grandmothering”. Researchers believe that aging could have been a
powerful engine of human evolution since elderly people were carriers of skills
and information. Senior people could not go hunting, but shared their life
experience, tell stories, and relieved parents from a childcare. Parents obtained
more time for useful things, and it was likely to push civilization forward.
In the Soviet Union, our grandmothers’ life experiences turned out to be
traumatic, and it could not be applied in modern life. Times have changed and
hence the elderly gained the acute sense of helplessness. They can no longer
share their accumulated wisdom, so they seek solace in religion, and their
grandsons are more likely to look for answers online. Grandmothers do not
always know what the Internet is and what the value of information is. They
still live with their post-war values, saving their money in a kerchief for a
rainy day, reserving food for later, wearing family photos in their wallets next
to the icons of Jesus and Saint Mary, as they are also their family. They are so
full of memories of the past that nothing simply can fit into this fullness.
These grandmothers are among us, though not really. Their minds are already
anticipating the moment of stepping beyond the boundaries of life and finding
themselves at the gates of paradise, in which they so desperately believe and
regardless of confessions retell each other a newspaper article about miraculous
healing with evidence of life after death. I do not want to convince them in the
opposite, but hug them and say that there is nothing to be afraid of, they are
absolutely right. In this project, photos and collages were used to place grand-
mothers in the landscape of a paradise they expected. All people are filmed on re-
ligious holidays and ceremonies popular in Western Ukraine, so-called proshcha.
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OneHa Cybau
Haponuiacs 1980 poky B micti YepBonorpaz (/IbBiBcbka o6iacts, Ykpaina). Ot-
pHUMaJia IIOBHY BUIIY eKOHOMiUHY ocBiTY y BoimHcbKOMY Jep;kaBHOMY yHiBep-
cuteri. 3rogoM nepeixana o Kuesa, ne mpartioBaa qusaiineproio Tekcrumio. [le
y JIsBoBi movaiia safimaruck cpororpadiero Ta JoIyduIac 10 cepeOBHINA <5X5»
mpu rasepei «/I3ura». Onena Bukpucroye cpororpacpiio AK iHCTpyMeHT 1A
rpu 3 pakTaMu it Micpamu, 3MillTye TOKyMeHTaIbHICTh, IOCTAaHOBKY, TU(POBY
IIOCTOOPOOKY Ta KOJIAK JJIA 1100y N0BU BiIacHOI BisyaibHoi MoBH. Ilepconasnbhi
npoekru — «babyci», «Retablos de Galicia» Ta «iKepBonpunomenss» — mpucss-

YeHO TeMaM PeJIiriiiHOCTi, JKUTTSA i CMEpTi, TUXUM iCTOPiAM IPOBIHIIHUX MiCT,

AKki oB’A3ani 3 Midonoriero Ta inenTranicTio. IIpoekT «mereopuT bepamain»
ITPOJIOB;KYE ITi TEMMU, € TPOIO 3 TJOKyMeHTaIbHICTIO Ta hikiieio y poTorpadii.
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Babyci Ha mexi pato

Honvoposi gpomoepadhii, 2018

Binm aBTOpEM:
¥ cygacHOMY CBiTi 3 yciMa TeXHOJIOTiAIMH, IO CTPIMKO PO3BUBAIOTHCA, TAK
caMo CTPiMKO 301IbIIyeThCA NpipBa Mixk mokoxiHEAMH. Ternep Hac i Hamux
6a0ych pO3ILIAIOTH He IBa IIOKOIiHHA, a IIpipBa. B anTponoorii e Takmii
TepMiH, Ak «grandmothering». Yueni BpaskaioTs, 110 crapicTh Morya 6yTH 110~
TY;KHHUM JBUTYHOM €BOJIOI T JII0JWHY, KO 3’ ABUJINCA JIiTHI JI0AM — HOCIT
HaBUYOK Ta incdpopmanii. Bonu He MOI/IN X0oUTH Ha IIOJI0OBaHHA, aJe Niau-
JIACA CBOIM ;KUTTEBUM JOCBiIOM, IPUAYMYBaIu icTOpil, 3BIIbHAIN GaThKIB
BiJ JoTyIsAny 3a JiThMU. Y OaThKiB 3’IBUBCS Yac Ha AKiCh KOPHCHI cIIpaBH, i 11e,
IBUJIIE 3a BCe, MITOBXHYJIO IUBiTizaliio Buepes,.
Humni curyania cxkianacs Tak, o JOCBiT JKUTTA HAMIUX 6a0ych
y Pananceromy Corosi BuABHUBCS I HUX TPaBMATUIHUM i BasKIN-
BHM, aJie ioTo HeMOKJINBO 3aCTOCYBaTH B CydacHOMY HUTTi. Yacnu
3MiHmMIMCA — i 3BifcU BUHUKIIO Il TOCTPe IOy TTA Oe3I10pa HOCTI
B JIiTHIX mofeil. BoHI He MOKYTb IIINTHCA CBOEIO HAKOIIMYEHO]
MY picTI0, ITyKalOTh PO3Paju B PEJIirii, a OHyKM IIBUJIIIIE 3BEP-
TaloThCA 3a IOIIYKOM BifmoBinei B inTepHet. baGyci He 3aB:xnn
3HAIOTh, IO TaKe iHTepHeT i B YoMy IiHHicTh iHpopManii, BoHn
SKUBYTb 3i CBOIMU ITiCTABOEHHUMU IiHHOCTAMM, 36epiranqI/I 3a-
ola/;KeHHA B XyCTOYIli Ha YOPHUIA eHb, i 3arOTOBJIIOIOYH IIPO-
TYKTH IIPO 3amac, HocAThb (poTorpadcii pigHuX y raMaHIli Hopy4
i3 muramu Icyca it Mapii, 6o Ti im Tesx ysxe pigni. Bonu HacTineku
IeperoBHeHi crioragaMu Ipo MUHYJIe, 10 HiY0ro HOBOT'O Bike IIPO-
CTO HE 3JaTHi BMIiCTUTH B I110 HAIIOBHEHICTb.

ITi 6a6yci 3apas cepen Hac, axe HacrpaB[i He 30BciM. IxHs cBiToMicTh epesy-

Bae B O9iKyBaHHi TOI'0 MOMEHTY, KOJIU IM JJOBeIeThCA 3POOUTH KPOK 33 MEKY
SKUTTA I ONMHUTHCA 011l BOPIT palo, y AKMUil BOHM TaK Bi4aii[ynIHo BipATsh
i HesasesxHO Bin KoHeciil HepekasyloTh 0gHAa OHiIl CTATTIO, IPOYUTAHY

B ra3erTi, IIpo Y4yJecHi 3[IiJICHHA i3 JJOKa3aMU iCHyBaHHA KUATTA IicJIg CMEPTi.

' Meni 30Bcim He XoueTheA iX MePeKOHYBATH Y IPOTHUIEKHOMY, a JINIIe 00iiHsA-
i'Ti i cKazaTu, IO GOATHCA HIYOTO i BOHM aGCOMIOTHO IIPaBi. Y IbOMY IIPOEKTi

3acTocoBaHO IpAMi poTorpacpii Ta Koaski, TeXHIKY KOTaKy BUKOPUCTAHO,

_ mo6u noMicTuTu 6adych y mefizamki o4ikyBaHOro HUMH palo. Ycix Jopei

3HATO Ha PeirilHuX cBATaX i 00pAgax, NOMYIAPHUX Ha JaxinHiil Ykpaini, —

TaK 3BaHUX IIpOoIIax.
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\lyacheslav Teschner

Born in 1994 in Mykolaiv, Ukraine. Is working as a journalist in one of the
local media. Member of MYPH — Mykolaiv Young Photographers.

Untitled
Color photography, 2019

B’'sauecnac TewHep
HapopuBca B 1994 poni B micTi Mukomais (Ykpaina).
IIparoe sxypHamicToMm y omHOMY 3 MiciieBux Megia. € unenom MYPH
(Mouoni pororpacdpm Muxrosaesa).

Bez Hazom
Honwvoposa ghomozpaghia, 2019
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Vova V/orotniou
Born in 1979, Chervonograd (Lviv region). Lives and works in Kyiv. One of the
key figures of the Ukrainian post-graffiti scene. Working with subcultural
codes and urban environment as public space of visual communication, his
work has recently been leaning towards conceptual art and street arte-povera.

The List

Video, 7 hours 25 minutes, 2018

Evhenia Moliar, art critic, activist:
In February 2018, under the project Museum is Open for Repair in the museum
of the village of Nikolske in Donetsk region, artist Volodymyr Vorotniov spoke
aloud all the names of Ukrainian villages. An artwork The List is about 3o.000
words and almost 8 hours of continuous reading from a phone screen amidst
museum scarecrows. Vorotniov had developed the idea of this performance
during his previous regional research project “W/East” — a solitary walk from
Chervonohrad to Lysychansk. His path mostly ran through villages, and while
walking he observed the rural life, so that the vocalisation of their names be-

came some sort of comprehension of what he saw. In general, the enunciation of
the name of each, without exception, Ukrainian village seems to animate their
artificial illustrative image. Speaking out leads to the existential understanding
of the village as a phenomenon, bringing it back to reality.

“The modern village is mostly not represented at all. In the expositions

of local history museums, we are dealing with the generalized bucolics of

the Ukrainian village, the romantic projections of the elite, who viewed
the traditional village as a home to national spirit. This approach is not, to
say the least, relevant today. The village is a tiny settlement, marginalized,
neglected and invisible, where people are often forced to fight for survival.
There is a lack of communication between the village and the city. The
more so with a big city for which the village is still a fantasm, not a real
place,” Vorotniov says.
This artist’ action reactualizes the village in art without any ideological ad-
ditions and interpretations. Only the names, and the number of these names
is 27.180. Several dozens of Kalynivka and Ivanivka, exquisite Bohemivka and
funny Zabroshkivka. Every word spoken aloud became meaningful again,
without any context. This speaking out fixed and confirmed the existence of
a settlement and its unique essence.
Today, so much is said about decentralization, particularly cultural, but
contemporary art still remains the privilege of major cities. Soon video
documentation of The List will be exhibited in the Nikolske Museum of
Local History, and later it will become part of its collection.
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Bopca DopoTHboD
Haponuscs 1979 poky B micti Yepsonorpax (/IpBiBcbKa 06i1acTs, Yrpaina).
sHuge i nparmioe B Kuesi. [Ipamioe i3 cyOkyapTypHIME KogaMu: Bix rpadpiti Ta cy6-
KyJIbTYpPHOI rpacpiku 10 KOHIIENTYaIbHOI'O MUCTEIITBA ii BYJIMYHOTO arte-povera.

MNepenik

Bideo mpusanicmio 7 200un 25 x6unuH, 2018

€Brenia Mousp, MUCTEIITBO3HABHIIA, AKTUBICTKA:
¥ moToMmy 2018 poKy B paMKax IpoekTy «Myseii BiTkprTo Ha peMOHT» Y Kpae3HaB-
yomy Mmysei cenuma Hikosnbebke [loHenbroi o6acti xymosxauk Bosogumup
BopoTHbOB IpoMOBUB yToJoc yci Ha3Bu yKpaiHChKNX cin. Mucrenprmii TBip
i3 po6ouoio HazBolo «[leperik» — 1€ 6IM3BKO 30 THCAY CJIiB i Maiiske 8 ToMH
OeslepepBHOTO YNTAHHA 3 €KpaHy cMapTdgoHa, B 0TOUeHHI My3eifHUX OITy-
nan. Ines miel akmii 3’aBuitaca y BoporHboBa 1in dac momepegHbOro Kpaes-
HaBYOTO NMpoeKTy «3a/Cxing» — inguBizyansHoi mimoi xoqu 3 YepBonorpaza
B JIucnuancek. Illnax 3pe6inpinoro nposAaras depes cena, i iaydn, XyJoKHAK
CIIOCTEpIraB 3a CLILCLKUM 3KUTTAM, a Tellep 03BYyYyBaHHsA IXHIX Ha3B CTAJIO
IIEBHUM YCBiJOMJIEHHAM II00a4eHOT0. 3arajioM IIPOMOBIIAHHA Ha3BU KO-
HOTO 0e3 BUHATKY YKPaiHCHKOI'O cejla HeMOBOU OKUBIIIOE IXHIN MITYIHI
imocTpaTuBHuii 06pas. HazusanHsA Brojioc ClIOHyKae 10 eK3UCTeHIiiTHOTO
OCMICJIEHHS cejla IK SBUINA, IIOBEPTAIOYM HOT0 B PeaIbHICTh.

«CydJacHe ceJio IIepeBasKHO B3araji He perrpeseHToBaHe. B excriosuii-

AX Kpae3HaBUNX My3eiB MH MaeMo CIIPaBy 3 y3aralbHeHOI0 OyKOIIKOIO

YKPalHCBKOIO celld, POMaHTHYHUMMU IIPOEKIiAMY €JIiTH, AKa po3risagaia
Tpagumniiine ceo Ak Miclie mepeGyBaHHSA HallioHaJAbHOIO nyXYy. Lleit min-
XiJ He €, M'AKO KasKy4u, pesieBaHTUM cborojHi. Cesro — 1e Maswuii Hace-
JIEHWI ITyHKT, MapriHaJIi3oBaHuii, 3irHOpOBaHNN i HEBUIUMUM, € IO
YacTo BUMYIIEHi OopoTucA 3a BUsKMBaHHA. [cHye Gpak KoMyHiKallii mik
cesoM i microM. Oco0aNBO, 3 BEIMKIM MiCTOM, IJId SKOT'O CEJI0O — IOCi Ie
danTasMm, a He peasbHe Micle», — Kaxke BopoTHbBOB.
s nis xynoskHuKa peakTyaisye ceslo B MICTEITBi Ge3 ineonorivnnx Hanoy-
0B Ta iHTepmpeTaniit. Jlumie Ha3By, i KinbkicTb UX HaszB — 27180. [1o Kinb-
kagecar HammuaiBok Ta IBaniBoK, Bunmykana boremiBka Ta Kymenma 3adpo-
mkiBka. HoskHe c10Bo, IIPpOMOBIIeHE BroJIOC, 3HOBY HaOyBaJIo 3HAYeHHH, 0e3
Oyb-AKOTO KOHTeKCTY. Take HasuBaHHA (PiKCYBaJIO Ta CTBEPIKYBAIIO iCHY-
BaHHA HACEJIEHOTO IIYHKTY Ta OT'0 YHIKaJIbHOTO 3MICTY.

Cporozui 6araTo roBopATh PO JelleHTPali3aIlilo, 30KpeMa KyIbTypHY,

a cyJacHe MHCTEIITBO JOCi TuIIaeThcA IMpuBiseeM Benrukux mict. He-
BIIOB3i BineonokyMmeHTariio «lleperiky» ekcrmonyBatuMyTs y Hikorbcbko-
MY Kpae3HaB4OMY MYy3e€l, a 3r0JJl0M BOHA CTaHe YaCTUHOIO KOJIEKIIil.
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Authors:

The reliefs were located on a thirty-meter pylon (dismantled in the spring of
2019), which was part of the ensemble of the Monument of Military Glory of
the Soviet Armed Forces in Lviv on the Stryiska street.

cxynsnropu JImutpo Kpsasuy, EMManyin Muceko, flpocitas Motuxka;
xyzno;rHUK-MonyMeHTanxicT Onekcannp lluposkkos; apxiTekropu
Mupon Bennsunosud, Anonnon OrpanoBuy
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sculptors Dmytro Krvavich, Emmanuil Misko, Yaroslav Motyka, the
mural artist Olexandr Pirozhkov, the architects Myron Vendzylovych,
Apollon Ogranovych

High-reliefs Infantryman,
Tankman, Artilleryman, Pilot
and Marine

From the collection

of “The Territory of Terror”

Memorial Museum of Totalitarian

Regimes (Lyiy, Ukraine ) §

Creation date: 1970 |

Material: copper plague

Technique: casting,
blacksmithing, welding

ABTOpCbKININ KONCKTIBG:

Fopenbechn «TaHkicT»,
«ApTinnepumet», «MaTtpoc», «lixoTmHeb»,

«JIbOTHINK»
3 roneryii Memopianvrozo
MY3€10 MOMANIMAPHUL PeIHCUMIE
Tepumopia Tepopy (/lveis, Vipaina)
Yac cmeopenns: 1970 pik
Mamepian: miona 6raxa
Texnirka: nummas, KOBALbCHEQ
MexHiKa, 36apPIOAHHA

T'openbedpu MicTuIMCA Ha TPUAATHMETPOBOMY ITiIOH]
(meMoHTOBaHOMY BECHOIO 2019 POKY ), AKII OyB 4acTu-
Holo ancaMm6m10 MonymenTa GoiioBoi ciaaBu 36poiHIX
cun CPCP y JIsBosi Ha Byn. CTpuiichbkiii.
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