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After the collapse of the USSR, Ukraine went through
A complicated change of semantic and ecclmomm quels
and also, unlike many post-Soviet countr-|es, a continu-
al and not always peaceful rotation of elltes: l?aralqlel to
these changes, the attitude toward the political in art
was also transformed.

In the last 30 years, Ukraine acquired state independ-

€nce, confronted the phenomenon of oligarchic capi-

talism, and went through three waves of mass protests,
two revolutions, a war in the country’s east, the U 2
ation of Crimea, a neurotic and belated de-communiza-
tion, and an endless number of less-obvious externally
but domestically deeply felt signal political events.
Flare ups of direct political action were replaced by
long periods of the rule of political spectacle, which
could be called the nerve of the era. If
we try to analyze the culture of those
decades, we think not of the landmark
films, songs, books, and even works of
art, but of one or another series of qua-
si-political spectacles that the country
swallowed and continues to swallow with
pleasure mixed with weary revulsion or
aggression. With a switch in media from
newspaper and television to websites and
Facebook, the spectacles strengthened
their positions. What is the place of contem-
porary art in a coordinate system completely
subjugated to the eros of the political2 What
is political art in an environment where the
very word ‘politics’ is a synonym for corrup-
tion and lawlessness yet, nevertheless, people
build barricades on the country’s main square
with startling regularity, with beauty and el-

emental conceptualism that the world’s best
artists could envy?

ics in

Permanent

Revolution.
Ukraine 1987-2017

Contemporary
Art and Poli

Alisa Lozhkina
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the social fabric and interest in activist practices. This coincided with

national cultur
sably the bright

s th

e 1980s, we can speak of the f t
A ormation of
a new ar

ke radically with the practices of socialist real;
oke ealism and d
evelo

al process. The generation of the late 198

t in Ukraine,
ped in sync
0Os and early

est phenomenon in Ukrainian art since the times of h
of the

e early sntieth ¢
early twentieth century, squashed by the Stalinist repretsions

The transitory post-Soviet identity of the 1990s and early 200s was

ylaced DY a

b

and network leap, forming a new generation of artist

ew meanings, audiences, and goals,

rethinking of the political in art, raising the degree of com

s oriented on

did Ukrainian art of the last decades go faster than the political transfor-

11T

forecast them, did it participate in them directly?

Formally, the artistic practices related in some way with

politics in Ukraine can be divided into three categories:

1) Art about politics. Works in which the pol

itical appears

as subject; often a very acute, critical, and expressive reflection of

the environment, but at the same time not calling for its instant

transformation.

2) Art as politics. Various activist practices seeing their

calling in not only reflecting but in transforming reality.

3) Art from politics. An extremely contradictory phenom-

enon, the product of appropriation by the mainstream of practices

of contemporary art in order to strengthen the effect

iveness of the

political spectacle (the work of the Femen group, used by certain

politicians, property developers, and other methodologies of per-

formance art in the fight against competitors). This category also

includes the elemental popular performances in tim
turbulence (the collective performances during Eur
carnival aspects of the Orange Revolution).
Chronologically the recent d
three periods, in which the intertwining of p

practices followed several different scenarios.

ON THE RUINS OF UTOPIA
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with a Flag, 1984




Rezun, Dmitri Nuzhin, and others. Leonid Voitsekhov,

as the oldest, became the unspoken leader of th

bitions, ™

o

circle. They started out with apartment exhi
actions in the spirit of Fluxus. Odessa con eptualism
IS a homE"\]rn\\ n phenomenon that resonates "“(‘V‘\"'_
with world tendencies. Their actions Methods of Killing
with a Flag by Leiderman and Chatskin (1984), Scouting \
for Artistic Deposits (1987), and In a Jiffv (1987) by Voitse *A
khov are the best pages in the history of Ukt \,m.wv ; :
WA
performance art in the Soviet per od. when the very g
word was not allowed to exist. A no less important
milestone in Ukrainian art were the JVV\['MH LTI A
texts. paintings, objects and installations ¢ the Odast
Conceptualists
Kiev in the late 1980s gave rise to a pow
erful generation of painters who called HM"IT)HU‘\/O\/
transavangardists.’ But very quic kly their tevarastin

excessively baroquely narrative wWorks « h"H\u][‘u_( o new

history as the Ukrainian New Wave. The programmatic
apolitical stance, hedonism, sexual and p‘iychede\u
evolutions that the generation went through cang
be interpreted as a political position. When they did
touch on political themes, it was usually with a great/
deal of ironic distancing. It was the effect of the
negative imprint of the recent past when everything
‘political’ was associated with the inflation of mean-
ngs and the emptiness of images of the late Soviet
era propaganda machine.?

Oleg Tistol and Konstantin Reunov created anf =
ronic preparation of the nascent new Ukrainian idea; in
1987 the artists announced the program Volitional Edge of National Posteclecticism.{ 1
They made an attempt to create a national tradition of ‘Cossack Baroque.’ In the
mid-1990a Tistol worked with Nikolai Matsenko on the project Natsprom, studying
national stereotypes ‘in the object sphere.?

Yuri Solomko is another prominent member of the generation of the late
19805-1990s. ‘Geopolitical aestheticism’ in the form of postmodernist quotations
from classic paintings done on standard geographical maps became the basis of
a language that the artist used for decades.*

The Rays of Juche, a revolutionary patriotic youth union, was formed in
1989 in Kiev. The association became the base of a mass youth movement that
peaked in 1990-1991. The Rays of Juche’s burlesque and travesty actions, allegedly
inspired by the ideology of the North Korean Communists is an example of early
Ukrainian political performance art.

In the middle of 1993 the Combine of Revolutions group formed within
the Kiev Left Association of Youth (LOM). The group performed a number of ac-
tions at the campus of Shevchenko University, and it was represented within the

LOM structure by the Postmodern Perspective faction. The Combine of Revolutions
continued its ironic actions from April 1994 to 1998. One of its characteristic actions

was Hercules (Oatmeal) on 12 April 1994:
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npty lot in nchary-Kozhemiaki was selected as the future testmg"z

mbine >lutions. The action combined several conceptuall

~ombine:
»f the testing ground was sown with oatmeal flakes, in-
the sym c insemination by revolutionary potency of the
Kiev;
srvesting porridge was accompanied by the reading of

by the action participants with a special, magical

he possible fertility;

Jle the actions illustrated the concept of the Mirror Kolobok,

scement around its own axis projects its erroneous reflection

\strated the ironic attitude of the Combine workers to
ontemporary art.' Besides which, despite the agnosticism

the Combine showed its desire to be present in the

3ry (at the testing ground) and symbolic.a“y (encroaching on the

onter

o]

orary art’).

nteresting phenomena of that period was the Masoch

by the artists Igor Podolchak and Igor Durich as well

Arsen Savadov From
the Series ‘Collective
Red Part 2, 1999
Arsen Savadov
Donbass-Chocolate,
1997










President (1993)

the

as the theater director Roman Viktuk. The action Mansofeutt !
beneath National Art Museum of Ukraine 3 signal work of the era. A pne :
tograph of President Leonid Krav uk was put in a three liter jar of hmaltz and
cracklings. When they heated the jaf an electric h ‘I‘”“-”"’"i""'”“lvw HITIS
transparent and revealed the conserved image f the president.® :
he postn € ' [ t-Soviet il of the {"f“"""""1"“‘"”'”“)“‘)\”
isSm typica th ate of 1 ¢ mpires and meaning Paradoxically t combined
Wwith N £ W ; \ P eedom and the an that omething new was
1
happen S Mix gave rise . unique worldview model. Around the w rid in
the 1990s radical cynicism easily lived with lyricism, an { disillusionment In political
utopias coexisted with a wild faith in social shamanism in the form of ‘political
technologies.’ Ukraine was discovering genres thal had been established by then !

Soviet space: video art, performance,

t were still new in the post
ynsgression and interest in the aesthetics of the ugly reigned in art It
was then that a large number of works were ~reated that combined the turbulent ‘
eneray of the era with acid sociopolitical meaning. Among them are the documen
tation of Yuri Leiderman and lgor Chatskin's performance Methods of Killing with a Flag
1983). retaining its timeliness over decades, and the Arsen Savadov's classic photo
1

series Donbas-Chocolate (1991) and Collective Red Part 2 (1999).

Donbas-Chocolate became Arsen Sava
dov’s calling card in the mid-1990s. The pho-
to documentation of the 1997 performance isj
a component of the Deepinsider project, whichfe

from its creation has provoked viewers with it

7

the military ship Hetman Sahaidachniy with sailors =
HWHEN WILL| BE
AMOLIS, WHEN

real miners from the southeast part of Ukraine | A _ —
' _LIT HAPPEN? |8
= AWARHOL s

participated in the performance.

dressed in ballet tutus. In the Donbas project,

The Donbas-Chocolate series became
on of the main artistic statements of the new|
Ukrainian art. In part its astonishing success is
explained by the fact that Savadov's traditionall
hyperaestheticism and his paradoxical aesthetic,
based on the absurdist dressing up of male per-
formers with their subsequent brutal incursion
into the insouciant fabric of the real, this time
was activated in the context of one of the most
acute social boils on the body of post-Soviet
Ukrainian reality. By the mid-1990s the Donbas
was the source of constant social instability andj.
criminality, and the miners, previously hailed by
Soviet propaganda, had become a symbol on
permanent localized rebellion, for they werel
periodically used by Kiev politicians for various
types of blackmail. The conflicts that turned

162 163



FrE
BE [

_scale national tragedy in 2014 wer 2
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ensé realizatl i

danger (news reports of mass deaths in mine col|
¢

on of one’s meaningless and h i
o opeless existenc e, the filth

sweals and

mont .

come com ’ d licate and
|e tutus, which were also a familiar visual symbol of tt

: ne

g apses had be
hen) is heightened by the counterpoint of the d e
- e de

b
qulnera collapse
pire. Swan Lake was broadcast on national te

c ighty em s
Sfamid levision during

—af 1991.
vhe COUP ©
§avadov's unique gift for suggestive immersion of his cha
4 ] S C racters
_ the space of aesthetic experiment in a radical performance. d
, A0OCu

n-nhas-Chocolate, her C
Jonbas-C1 e, here reaches its apogee. What did it mean for

s, this experience of totally overcoming conventions, disrobi
e , disrobing

ra, mixing with a group of immoral performers, and the |
y NO

n tutus? The seeming impossibility of the event is what

b

o5 viewers SO powerfully; and this event is also a marker of the era

bly it was only then and there — the Donbas in the mid-1990s. on
sins of the Soviet Empire in a space of total anxiety and uncertaint
rs of one of the most closed male communities so easily be|

edelic agents of Arsen Savadov's performance)

ness of the situation turns an absurdist action in the mines

~to0 a mystery carnival built on the play of opposites: male vs female, the above-| 2 ‘

vs the cosmos of underground nonbeing, real vs imaginary, and sol

nnocence, symbolized by the dirty tutus, enters into an alchemical

ction with the majestic energy of the male collective and leads to a powerful

sive experience that is felt by both participants and viewers.’

May Day demonstration by Communists on European Square in Kiev.

~then traditional performers in tutus take bizarre poses in front of the

—
ng

Savadov's Collective Red Part 2 begins as a performance invasion into the |
the absurdity of the event. The Communist Party of Ukraine by
|
|

acrum that had lost all ties to
el transfor-

was a strange relict of the past, a simul

rezlity. Ukrainian society was suffering through a painful and multilev

mation in those years. The post-Soviet euphoria coincided with the arrival of the

aesthetic, leading to formation of a hedonisti
was strong in the late 1990s. Colle
f eras, when the collapse of
d to a sexual and

¢, apolitical, and very
ctive Red

tal generation. The fin-de-siécle spirit
’art 2 captures the friable existence on the border o

n system with its cruel mechanisms of oppression le
nts a legacy of void symb

nd the most long-lived

. |s and
volution, leaving the young decade Q1S |

s of red as'the emblem of the terrible terror a
*Ypis O The twentieth century.
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re, they begin their
e crowd in the back-
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truct a recently

ting ready, the performers are prepare
strange
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ed, but basically th
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totally indifferent and does not regist
is one of strange beauty, which in the best

~*Nt 1o save the world from the rule of dead signs of a bygone
n aesthetic contra

ting erotic energy
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nre,

Soviet and post-Soviet is presented here as 2
3political youth in the person of beautiful actors radia

less indifferent extras on the stage-®
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You, 2005
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From Series ‘Tango,’
2005-2006
Alexander Roitburd
Yulia-Turtle, 2005




reRcE . & $ ¢ s " ition
erence to the late-Soviet totalitarian theater of the absurd and to the traditic .

OF countercultural Sots Art, which mocked the aesthetic of power during the last]

decades of the USSR's existence. But in Arsen Savadov's transmedia theater, the

artifacts are used as an effect backdrop for the traditional author’s iPﬁ‘“f“'“J
With costumed ephebes. The homoerotic youths in tutus seem to have completely®
corrupted and demoralized a group of ordinary citizens of the USSR. This unbridled
Psychedelic action triumphs over the totalitarian seriousness, and elderly veterans

Pose wearing ridiculous mushroom hats, and at some moment it becomes clear that

they all, including the performers, are but part of an endless blood-red hallucination

GENERATION ORANGE. BETWEEN TWO REVOLUTIONS
2004-2013

B S 5004 A
The start of the second period corresponds to the Orange Revolution of 2004 and

| J
i+ 3 F late)
Its end comes at the beginning of Euromaidan and the revolutionary events of late o
2013 and early 2014. This inter-revolutionary period brought a new generation of J
artists to scene which formed after the collapse of the USSR. This generation was ) . G emea p'ece o 'ead"‘

t traumatized by propaganda and was the first to actively and systematically work -

e 1990s saw a chaotic number of random meetings,

s, which by the end of the 2000s had taken on a semblancel

recognized and they gradually learned how to translate

ncepts into a professional language understood by the interna-

a time when the carnival aspect was radical

y injected into politics. The peaceful protest in 2004 on Maidan were extremely

context, would appear in the aesthetics of the revolution of

)
J

eroes of the Orange Revolution became iconic personages|

ew mythology. The transformation of the popular media images of Yulia

classic of the Ukrainian New Wave, whose works are ironic

, for example, Equestrian Portrait of Victor Yushchenko and

the Tango series of 2005-2006 (the paintings depict the main couple of the)

Orange Revolution dancing the fiery Latin American tango against the background

Velver Labyrinth (2004), a video by Olga Kashimbekova and Gleb Katchuk, isi 1
ocument of the days of the Orange Revolution. The artists visited thel
rows of tents and barricades between Bessarabskaya Square and Independencefz =
d between the first and second rounds of the elections, at thel
tionary events. The result is a single-frame work in the manner of
Katchuk and Kashimbekova, when a seemingly documentary narrative gradually
takes on surrealistic notes.

The period right after the Orange Revolution was a time of collective
dynamics, when two powerful art collectives appeared on the scene and in many
ways defined the face of the era — R.E.P. in Kiev and SOSka in Kharkov.?

R.E.P. (Revolutionary Experimental Space) was formed at the height of

the Orange Revolution and at first was a broad art movement. Twenty artists
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astern and Western Ukra : ‘
3 & : ) | ¥
atry § CiVI izational choice.
aunt 3
n 2006 the group began working wit}
ix members: Nikits Kada
Khomenko, Zhanna Kadyrova, Lada Nakonec Nnaya, Vladimir K
Kho ) i R T
Gnilitskaya. The artists elaborate on themes that ire problemat
Gnilitsh oblematic in Ukrainia

¢ty in the multi-year projects Patriotism, Mediators, and Europen,

it. Since t

2000s, the members of the association have ¢ een

Wk -J>_-\/-;‘\\')!,,\rwJ their individua
~greers. 1he internationally best-known artist in the group is Nikita Ka f
% . group is Nikita Kadan. their
informal leader.”

The action of SOSka They Are on the Stree; (Nikolai Ridny, Anna Kriventsova

sergei Popov) is important for the ‘post-Orange’ period. On the eve of another




round of elections, the artists begged on the street wearing masks of the leading
Ukrainian politicians — president, prime minister, and opposition leader."
Another important work of that period that has not lost its power is
Nikolai Ridnoy's Lic and Wair (2006, with Ivonna Golyievskaya). After the artist had
been refused a European visa several times in a row, he lay down on the sidewalk in
front of the German Embassy, whereupon he was arrested by the embassy guards.
Among the works that treated political themes with wit and originality
are those by Sergei Zarva of Odessa and Stas Volyazlovsky of Kherson. Zarva covers

reproductions of paintings and

variations on the theme of Ogonvok, the cult Soviet

the perestroika

zlovsky works in the spirit o
outsider art, creating piecesg

-

w

heets and pil

o

owcases in§

n obsessive style typical of

w

s
prisoner artworks.

The second half of
the 2000s and the early 2010s
was the flowering of the oli
n Ukraine and also th
contemporary]
art from marginal practice
to more or less mainstream.

t was swept up in a3 wave o
activity by the PinchukArt-
, with its program off
showing the top world commercial names. A number of noncommercial art institutiong
have opened, most notably the Center of Visual Culture founded by leftist intellectuals,
who left the Kiev-Mogilyansk Academy. In the early 2010 PinchukArtCentre began
young Ukrainian art. As a result a number of artists in the circle of R.E.P

rtung

a find themselves in a complex situation when perhaps the only viable insti-

w
)
Q
w
w
=~

n to systematically support contemporary practices is an art center financed by
an oligarch. These contradictions plus the absence of support from state and private
\dations and organizations have led to entire generations of artists who are more
in demand at institutions in neighboring countries than at home. Perhaps the most
matic in that sense was the exhibition dedicated to the tenth anniversary of
_ which took place in 2014 in the Polish gallery Labyrinth and not in a central
nian institution.

n early 2008 the Common Space Exhibition opened in a freight container

at the Arsenal metro station in Kiev, which included R.E.P. and the Russian group

the exhibits was a video of Voina's 2007 action, PIR, in memory of

A

. One of
Dmitri Alexandrovich Prigov. The Kiev authorities destroyed the exhibition, taking
apart the container in which it was held; two days later the organizers decided to
perform PIR on the three lines of the Kiev metro. The action took place on 10 February
2008, and Voina was joined by R.E.P. and the Kiev countercultural writer Adolfych.

One of the most contradictory phenomena of the end of the 2000s is
the work of the group Femen, which combines the elements of contemporary
art, media show, and political provocation. Despite the warm welcome they re-

ceived in France, for example, in Ukraine the group was never perceived as part
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A significant event at the end of the 2000s was the action by Alexander
Volodarsky (Shiitman), a blogger and artist from Lugansk, at the Supreme Rada. On
2 November 2009, in protest against the decisions of the National Expert Commission
on Protecting Public Morality, Alexander and a member of the group of radical ar
he founded simulated a sex act in front of the parliament building. He was charg
with hooliganism and spent five months in a penal colony. On 29 September 2010,
Volodarsky acted out You're Not in Europe Here, which was based on his interrog 1d]
The phrase was tattooed without color on the artist’s back and in his opinion it best
exemplifies the principles of Ukrainian law and order

On 10 February 2012 the president of the Kiev-Mogilyansk Academy Serhiy

Kvit shut down the exhibition Ukrainian Body, organized by the Center for Visual Cul
ture. The project was dedicated to studying physicality in Ukrainian culture After
the show was closed, the Old Academic Building of the Academy was closed as well;
it had served as the home of the Center and before that the Soros Foundation. This
led to a wide public discussion of censorship in the Ukrainian art space. The public
was particularly offended by the comment of the school’s president who said, ‘Tk
isn’t an exhibition, it’s shit.’™

The first half of the 2010 marks the activity of a major exhibition insti-
ution, the Mystetskyi Arsenal. Blockbuster shows, the apogee of which was the
Arsenale-2012, the First Kiev Biennale of Contemporary Art, became one more
symbol of the era and gave rise to a wave of institutional criticism from activist

artists. The complex of difficult relations between artist and institutions and all the

snd contradictions, the many years of living in a sit-

At an exhibition on the anniversary of the christening of Kievan Rus, The
tic at the Mystetskiyi Arsenal, Vladimir Kuznetsov, a member of
R.E.P.. without permission from the curators created a large mural called Koliivshchina.

.. The artist depicted the Church hierarchy boiling in a cauldron of

~
~
o

£ the institution declared that she did not accept this work for exhibition and
r with black. Followed by an interview in which she called
a performance, the situation elicited a wave of protests against the Mys-
nal with a boycott of many years by artists and demands for an official

orship and vandalism. Such an admission was made obliquely by

tor of Arsenal in the summer of 1917. In a sense the situation involving
was a presentiment of the turbulence, not only artistic but na-

‘ust a few months later. Here, as in subsequent events, everything

areat dissatisfaction with the current regime (Victor Yanukovich

to the vernissage) and the social media were the main

@

or viral dissemination of information and discussion.

MAIDAN AND BEYOND

2014-1017
inian revolution of late 2013 and early 2014 and the tragic events

C

that followed — the annexation of Crimea and the military conflict in the eastern part
of the country — became some of the most important, fruitful, and complex stages
in the history of contemporary Ukrainian art and culture. On one hand, there was an
emot\oﬁa‘ surge, a time when many artists discovered the concept of patriotism and
experwenced direct participation in revolutionary and military events not at all in the

Igor Petrov From the Series
‘Maidan,’ 2014
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carnival aspect of 2004. However, the

patriotic

surge that made revoluti
and military action possible also led to
the gradual radicalization of rightwing

fee“rvg;, a strengthening of nation

1Sm, which resulted in the jica
mination of hasty de Communizing
Which threatens to become yet another
period of eras nist 3l men
which tt ntry had experier
a few times in the twe ot} antL
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hteousness appears on the horiz
ote Belc N the project tex
ta Radan showed his watercolor series Controlled Accidents (2013)," devoted to the| 1
violence in phere. Nikita Shalenny is another artist whose works‘\
On the eve and during Maidan are strikingly current. In December 2013 he presented

? a series of aesthetic drawings on the life of ‘new Ukrainians.' The

s were members of the Berkut division that played a very sad

pult made in September 2013 with an engineer from YUZHMASH.

catapults became a symbol of the resistance on Maidan.

protest in the first stage accumulated in the social networks
vely supported by the creative class, including artists. At this stage
y peaceful and it seemed the 2004 scenario would be

-called Eurorevolution would be limited to wild disco-

f the art community on the square in the spirit of the

onversation of the fate of humanity over hot tea and

One of the first to join this carnival Maidan was Alexan-

t pacifist, small, and joyous wave of protests.

activity on Facebook was so famous that he became a hero of Maidan

eader of the creative class that supported integration with Europe in

fig. 1

fig. 2

fig. 3

Nikta Shalenny From
the Series ‘Where is
Your Brother?’, 2013
Codex Mezhyhirya
Exhibition, 2014

Nikta Shalenny From
the Series "Where is
Your Brother?’, 2013
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The protest of 2013, as we know, was not limite Sl .
Vited to harmless ¢

arnival: on
he night of 30 November the authorities began a

ruel break up of the student
rowds on Maida. The next day, when a huge crowd of intelligentsia gathered or
Mil(ha”OVSky Square, was a watershed, and barric ades appeared on Maidan soon after
A Facebook group appeared in the first days of protest called <,uvw’p P;ﬂtm
re protest posters made by the creative ¢ ommunity were posted throughout 1I"
the months of Maidan. One of the best known works was a portrait of the president

Ukraine with a clown’s red nose; another was the poster ‘I'm a Drop in the Ocean,]
ferred to the ‘strategy of the warm ocean, that is, a peace-loving [m,\‘[;v‘: W;J’V“r"
After the students were attacked, a new stage began, with the cc y'm“nz
jon of ultra-aesthetic ice barricades and the construc tion of a folk art object th;t
.as called ‘yolka, or Christmas tree. The generally aesthetic nature of theiprotps

naracterized Maidan 2013-2014. The total installation, w

hichis what the protest city
‘aside the barricades was in fact, and the images from the revolutionary frontline
the media that seemed almost staged —

- the aesthetics of Maidan referenced
he futuristic anti-utopia of the New Middle Ages,

istorians led by Umberto Eco.”

recently predicted by culture

The Ukrainian protest gave rise to a wave of popular conceptual creativ-

ty. During their presence for over two months on the country's main square, thel
rotestors performed a number of actions, some of which were heard around the
orld. As a rule, the organizers of the actions were members of the creative class, not
orofessional artists, who chose artistic methods of making their civic position clear.
Perhaps the most famous action was by Markiyan Matsekh, a musician

rom Lvov, who played the piano in from the presidential administration building

n 7 December 2013. The photographs of the young man playing Chopin outside

he walls of the siloviki bastion exploded in the Internet and became a symbol of
ceful civil protest. Other musicians played on the piano after Matsekh, but they
id not have the same international resonance.
On 29 December 2013 another significant action took place in the govern-
ent neighborhood — The Kingdom of Darkness Surrounded. The goal of the action,
rganized by the Civil Sector of Maidan, was to show the authorities their face and
to redirect the negative energy coming from the siloviki back on them. They brought |
numerous mirrors, which were directed at the column of policemen guarding the
government buildings, which had turned into a symbol of the kingdom of darkness.'
At the first stage of the protest, young artists who had been associated

with the informal Bacteria Gallery joined the protest. The most active in the group 3 ‘
|

was Oleksa Mann, Ivan Semesuk, and Andrei Ermolenko, who had made a name for

themselves in 2013 with the shocking works, ironically handling the least attractive

aspect of the new Ukrainian reality — the life of the ‘gopniks,’ thugs, and othe

inhabitants of lumpen outskirts of big cities. ‘Freedom or Death, or ‘Freedom o
All Go Fuck Yourselves’ in Semesuk’s reading and other anarchic slogans with a large|
dose of unprintable vocabulary were part of their work long before they were re-
actualized in Maidan in Kiev. It combined very colorfully with the memorable text
Semesuk and Mann regularly posted in the social networks. Thus Maidan became
the artists’ golden hour, and they remained on the barricades even on the bloodiest
days, organizing an improvised gallery and communications center on Kreshati
Street approaching Maidan, which became known as Mystetskyi (Art) Barbaca
(barbican, a medieval fortified gate). The improvised street gallery showed the
works of lvan Semesuk, Oleksa Mann, Andrei Ermolenko, Vitaly Kravts, Lena Dubrova,|

and other artists, and it was site for lectures and a festival of short prose. Quite



THPOrtantly, the Barba

b can had a stove, which given the freezing temperatures,
ecCame 3 Culture-for

8. ming factor. The Barbacan artists had worn the ironic mask
OF rightwing’ before

Ma the revolution, so they felt more confident and organic on
aidan with its ultran

ationalist slogans than artists of left-radical views."

. The Kiev artist llya Isupov became one of the most energetic participants
of Maidan. Besides participating in the rallies, Isupov posted a series of new drawings
on Facebook. People particularly liked Happy New Year,

. which showed the president
With a hunting rifle and killed boars with a special for

ces unit behind him.
The Odessa artist Igor Gusev supported Maidan, albeit at a distance. He

€33an a painting series Nnighix of the Revolution in 2014 under the influence of the

ae i :
sthetic and street style of Maidan. He also created a very sophisticated group

£ ) :
of short poetic sketches on revolution, which were called Revhaiku, for example:

Frozen to the monitor
Tea leaves cooled

My heart on Maidan.

You called me at night
Candles and a pair of cocktails
Molotov was the third.2®

Outstanding media presence was a key characteristic of the Maidan protests. Never
before had political event in Ukraine, and especially the documentation of social
unrest, been so aestheticized. Maidan gave rise to thousands of photographs in the
hottest spots of the protests. The tougher the confrontation between regime and
Opposition became, the more cinematic and vivid were the photographs. Maidan's
strange attraction even in its most sorrowful and ugly manifestations brought
a huge number of videos and photo documents that without any pretention to
artistry are as expressive as the most sophisticated works by classic battle painters.
Famous artists worked side by side with photographers from news agencies and
amateurs. The artists with the most interesting photographs include Sergei Bratkov,
Boris Mikhailov, Vladislav Krasnoshchek and Sergei Lebedinsky, Alexander Burlak and
Sasha Kurmaz, Alexei Salmanov, and Konstatin Strelets.?

The increasingly tragic nature of Maidan was captured most accurately,
by the Kiev artist Vlada Ralko. She based her project Kiev Diary on her daily obser-
vations, a graphic series that recorded her emotions and feelings almost every day!
of the protests.®?

One of Ukraine's leading photographers, Alexander Chekmenev, made mem

orable portraits of the participants in the confrontations with pro-government forces

and then a series of photographs of subsequent events in eastern Ukraine — portraits|

of people who had lost their homes, wounded Ukrainian soldiers in the hospital.

One of the most unusual exhibitions of the period was Codex of Mezhyvhirya,
which took place in spring and summer of 2014 in the Grushevsky National Art
Museum of Ukraine, located on the fore post of the barricades throughout the
revolution. The curators were the author and Alexander Roitburd. We presented
artifacts and objects brought out of Yanukovich’s abandoned multimillion-dollar
Mezhyhirya residence, when the ex-president fled. The objects of various levels o
value and price were arranged in chaotic piles, plunging the viewers in the world
of absurdist kitsch of the kleptocratic regime. It was one of the most visited exhi-|

bitions in recent history.

5

fig. 1

fig. 2

fig. 3

Maria Kyﬁkovska,:,
‘Happy Birthday' 5,
Saatchi Gallery, 2015
Alexey Say Do noy Step
on the Rake, 2014
Mraggmjreliogsov lce
Maidan's Earncade:
2014




The shock after the bloody events

ts at the end of Maidan the annexation of i
Crimea, and the start of military action in Dor Das is a trauma that affected the artll
community. For many artists who had been particip
of a heavy, postrevolutionary ‘hangover,’ and err ot
- actual works. For other artists, on the cor trary,
elaborating new themes, problems, and project. A
-eriod were the documentary films of Alexei Rad
g and artist, about the event f Maidan: ar
“ ( Power (2015, with Tomash Fara) aboy
% n Ukraine.?
: nt n period Nikita Kada AT
nd SOSka rful works with a recognizable language. Nikita Kadan's
ect A M Canli : 3t the Nat al Art Museum of Ukraine (2015)
o a ngest statements ab t 3 , nt qshelves sirmilar
to those in 3 prace Djects t the Iseum collection rp\,)tyr‘.flj to
he Soviet of the region where f u nflict broke out after 2014. Outside
gical narrative, the objects seemx ngruous and melancholy. On the
“ m'c ¢ta and he placed she that fe n Eastern UV?rJ"iF_*vﬁ 20]4 _2015. 2
t the anbul Biennale of 2015 ated by Carolyn Christov Bﬂ(arqle/‘ another
g rk from this period was shown — Refuge. The top of the installa-
FLEWaS St el = tothe truction wreaked by the war on the Donetsk Natural
History Museum, with stuffed deer, tires from the barricades, and peeling walls.
T ower level of the work is a bomb shelter with two levels of wooden shelf bed-

getable garden beds. At the Venice Biennale, Nikolai Ridny,

ork Blind Spor (2014), banners painted over in black, leaving

reating the sensation of

id irrelevant viewpoint on the)

splayed part of reality. There was another

piercing work about the conflict in Ukraine

nown at the same biennale at the Ukrainian
pa n, a video installation by Open Group,
the Word Wait (2015). The artist had set

working in real time in the homes

peopie who had gone to war.

In

this period a new generation of art-

€ on the scene, with Roman Mikhailov off
arkov as one of the most interesting. His 2014

Shadows — charred remains of ships — is

°n was shown at X ART KYIV Contemporary|

iystetskyi Arsenal and later at the Supreme]

ic canvases of burned

C
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(o]
)
=
I

agiiity, on the facade of Saint-Merri, Paris,
2014, Burn of 1 19 2
+ Burn of the Re al, 2015, and others).®




The topic of political events of recent years is actively developed by the artist
tsova. Her work during the Maidan era includes a banner with lines from the

n Constitution, with all the articles violated by the regime of Victor Yanukovich
Crossed out with black marker.

Daria Kol

Ukrainia

Maria Kulikovska is one of the most interesting and political active artists
Post-Maidan. Her performance, wrapping herself in the Ukrainian flag on the steps
of the Hermitage Museum during Manifesta 2014 in St. Petersburg, was resonant as
was her action Rayi Crimea, when she floated down the Dnepr River on a raft without
food supplies, to call attention to the defenseless people left without home or home-
land after Russia’s annexation of Crimea. Before Maidan, Maria had begun a series

of works that were casts of her body. These works were part of an exposition at the

only contemporary art institution in Donetsk, the art center lzoliatsia. Separatists
took the territory of the factory where the art center was located during the conflict
in Donetsk and her exhibition of sculptures, Homo Bulla, was riddled with bullets. In
memory of that event, the artist held her performance Happy Birthday at the Saatchijs
Gallery in 2015. The naked artist broke casts of herself made of soap as a response to
the separatists who destroyed her works.

The pogrom by rightwing hooligans of David Chichkan’s exhibition Lost
Opportunities became a huge scandal on the edge of art and politics in 2017, The exh
bition was probably the first clear and whole artistic statement conceptualizing the

Maidan experience critically and with distance. The artist participated in the
of 2013-2014 but

Chichkan’s p

protests g
feels that the revolution did not achieve its goals. The discussions of =
T

«.m«mwu 62

roject and the subsequent vandalism were important in the social discourse. =

2 -
A most interesting phenomenon of post-Maidan Ukraine is a group of artists %ﬁ‘

and creative figures centered on the underground nightclub Efir. On the one hand, §

their hedonism, interest in electronic music, active club scene, and escapism are i

SEATS LI L192545¢4

3 counter reaction to the excessive presence of politics in the life of the country,
traumatized by conflicts. On the other hand, it was this very group of artists and 7

activists (Alina Yakubenko, Alexander Dolgy, Evgenia Molar, and Dana Brezhneva)ge#

who were the backbone of the initiative group of the Ukrainian Anti-crisis Center, Sy A 4
which studied the situation in the eastern part of the country for several years ,*\ L
and worked in the most depressed regions suffering from the military conflict. |3 N

In May 2017 the artist Vova Vorotnev performed an action that involved®
walking for a month from his hometown, Chervonograd, a mining town in the Lvov|
region, to Eastern Ukraine, carrying a piece of coal that would symbolically unite
the two such different parts of the country. The travelogue he posted in social

media along the way is a separate part of the project.

De-Communizing the country and the controversial issue around it is one s b
f the important themes of contemporary Ukrainian art. The preservation of Soviet &
of the import them |
mosaics, which the current leadership tried to destroy under guise of fighting the
ideological symbols of the totalitarian era, has become é rallying point for many artists g
tivists. The photographer Evgeny Nikiforov published Decommunized: Soviet Mo-
anda activists. ’ e
saics

Ukraine in 2017, detailing his research. The war on Soviet monuments after the #&4
s in Kramne , Gl -

ous destruction of the statue of Lenin in Kiev during Maidan became a natjona /i
scanaaiou G4 LA

(y

ad ey . S ; -
017 in Kirovograd, recently renamed Kropivnitsky, the artist Alexei Sai made a witty S
2 in Kirovo ’ >
nt in this regard. His scattered rakes around the pedestal of the former Lenin
statement in LES2=

w used by locals as 8 homemade memorial for the heroes of Maidan, makelg
statue, NOW LS

ely relevant statement about the anxieties and risks for modern Ukraine.
an extremely rele
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