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UKRAINE! UNMUTED

kai emé griaudeti sprogimai
jie eme atidziau klausytis ukrainieciy balsy.

karas — tai kaina

kurig Ukraina moka uz tai,

kad atsidurty pasaulio kulttros institucijy,
kurios formuoja meno kanonus,
deklaruoja kultdros vertybes

arba pasmerkia jas uzmarsciai,

demesio centre

Ukraina ilgai, sunkiai ir skausmingai vadavosi is imperijy Seselio

o dabar Ukraina turi proga
jgyti taip trokstama kultdros balsg ir tapti subjektu

Ukrainos menininkai

eina savo keliu

jie moko skirstyti laikus | gerus ir blogus
dazniausiai klestejimo laikotarpius jie

i Sgyvendavo tarp kary ir represijy

nepaisant visy klidciy

Ukrainos menas

natdraliai jsiliejo | bendra Europos kultlros audinj
Ukrainos menas liko aklojoje zonoje:

jis visada buvo Cia, tac¢iau buvo nematomas

Ukrainos menas
kalbéjo nuo skaidrios ir nebylios sienos
Jjis vis siunte pavojaus signala

UKRAINIETISKAS PJUVIS trienale

apzvelgia tai, ko nesigirdéjo uz permatomos sienos
ir ko nesimate del optiniy iliuzijy

kas padeda mums suprasti save

ir atsiskleisti pasauliui






5-TE TPMEHAJIE CYYACHOTO YKPAIHCHKOIO MNCTELITBA
YKPAIHCbKINI 3PI3

UKRAINE! UNMUTED

KOMU 3ayBakKMIM BMOYXM Ta YBIMKHYTN 3BYK
00 YKPAIHCbKMX rOMociB moYani nuibHille nprcayxatmcs

BillHa € LiHo

aKy YKpaiHa nnatuTb 3a Te

Wobw NoTpanuTn y GOKyC yBarm ceiTy
IHCTUTY LIV KyNbTYpU

AKi GOPMYIOTb MUCTELLbKI KAHOHM
OroMOLLYOTb KyNbTYPHI BapTOCTI

abo NpupikatoTb Ha 3abyTTa

YKpaiHa QOBro, TAXKKO i 60M1ICHO BUXOoAWNa i3 3aTiHKY iMMepin

YKpaiHa caMe 3apa3 Mae€ WaHc
Ha 3000yTTa BayKaHOro Ky/ETYPHOMO rofocy Ta CyO'€KTHOCTI

YKpaiHCbKi MUTLI

MatoTb CBIiM LUAAX

MatoTb CBOIO LWKasy noainy 4yacie Ha 0o6pi M noraHi
3a3BKMYan NepiogamMm Po3KBITYy CTaBanu Nay3m

MK BiMHaMM Ta penpeciaMm

YKPaiHCbKe MUCTELTBO

nonpw BCi Nepewkoam

OPraHiYHo BNNEeTeHe y 3arafibHy KaHBY €BPOMENCHKOI KyNbTY P
3aNMLWAN0OCa y «Ciniv 30Hi»

MOBCAKYAC MPWCYTHE, @ BCE XK HEBUAMME

YKpPaiHCbKe MUCTELTBO
MPOMOBANO 3i CBOro 6OKY HIMOI Ta MPO30pPOi CTIHW
HaACKNano curHany NpPo Hebesmneky

Len YKPAIHCbKNI 3PI3

€ OMNAA0M TOro, Yoro He ByNo YyTK 3a NPO30PUMK CTIHAMM
4yoro He 6yno BMOHO 33 ONTUYHMMM iNt03iIgMI

OrnaaoM TOro, Lo HabnmyKae Halle Po3yMiHHA caMux cebe
i gonomMarae chopMytoBaTM MOro CBITOBI
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UKRAINE! UNMUTED

The sound was turned on to explosions,
and now they listen to Ukrainian voices more closely.

War is the price

Ukraine pays

for being in the spotlight

of the global cultural institutions,
those assigned for shaping art canons,
declaring cultural values,

or condemning ones to oblivion.

Ukraine came out of the shade of empires slowly, laboriously, and painfully.

And now Ukraine has a chance
to get its longed-for agency and the voice of its culture.

Ukrainian artists

have been going their own way;

they have their own scale for times good and bad.

Usually that was the pauses between wars and repressions
when they had their heydays.

Against the odds,

Ukrainian art is naturally woven

into the texture of European culture.
Ukrainian art was kept in a blind zone:
it was always here, and yet invisible.

Ukrainian art
has been speaking out from its side of the transparent and silent wall,
it kept sending a signal of danger.

This Ukrainian Cross-Section

is an overview of what was not heard behind the transparent walls,
what was not seen behind the smoke and mirrors.

That's an overview of what makes our understanding of ourselves closer
and helps to unfold it to the world
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Bohdan SHUMYLOVYCH
meno istorikas

2013 m., dar gerokai iki karo su Rusija, Kijeve Zmonés
protestavo pries prezidenta V. Janukovyciy, kuriam
buvo patiketa paversti mano $alj naujaja Baltarusija.
Akivaizdu, kad Zmones Kremliuje SSRS Zlugimo
nesuvoke kaip jos pabaigos. Priesingai, 1989-1990

m. jvykiuose jie jzvelge galimybe atgaivinti Rusijos
imperija. Gimiau SSRS ir prisimenu Sig valstybe,
todel nenorejau jokios ,grjzimo atgal situacijos” 2013
metais. 2013 m. lapkritj-gruodj zygiavome Kijeve
arba protestavome savo gimtuosiuose miestuose, o
Lvivo kuratoriy komanda Liubline (Lenkija) tuo pat
metu (spalio men.) atidare didele Ukrainos meno
paroda (kuri 2010 m. sumanyta kaip Trienale). Manes
paprase parasyti teksta katalogui, ir Sioje situacijoje
as susigundziau aptarti posovietinj Ukrainos mena
kaip postkolonijinj. Zvelgiant i& 2013 m. perspektyvos
buvo akivaizdu, kad 1993 m. ukrainieciai negaléjo
diskursyviai apibudinti savo devintojo deSimtmecio
pabaigos meniniy praktiky. Tarsi kultdra badty
postkolonijine arba panasi j profesores Gayatri
Chakravorty Spivak garsiojoje 1988 m. esé vaizdziai
aprasyta motery judejima, kuriame dominuoja vyrai
ir patriarchatas. Po SSRS Zlugimo Ukrainos menas,
spéju, negaléjo rasti ,savo balso”.

Apie desimtojo deSimtmecio pradzig tada rasiau taip:

Maratas Gelmanas, jaunas kuratorius is
Moldovos, kurj laikg gyvenes Kijeve, iniciavo
didelj projektq, kuriame dalyvavo jaunieji
Ukrainos menininkai. Tapybos paroda Jaunimo
radmuose (Dvorets Molodezhy) Maskvoje vadinosi
,Babilonas” (1990 m.), taciau ten pristatyti
kariniai veliau apibendrinti rusy ZiGrovams ir
pirkejams suprantamu terminu ,Piety Rusijos
banga” (yuzhnorusskaya volna), susiejanciu
parodq su Rusijos imperijos, kurioje egzistavo
vadinamieji Piety Rusijos dailininky draugijos
garbintojai, istorija.

2022 m. Maratas Gelmanas nebegyvena Maskvoje,
o daugelis Ukrainos menininky atsisako dalyvauti
projektuose, kuriuose yra jo pavarde. Nenorime, kad
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Jei buvai pasauktas, baGdamas vergas,
nesisielok, bet jei ir gali tapti laisvas,
verciau pasinaudok.

(1 Korintieciams 7)

musy vardu kalbety geri ar blogi rusai, gincytysi
Jjaunieji menininkai. Mes ieskome savy!

Neskaitant (gana sekmingo) bandymo apibuddinti
jaunajj devintojo desSimtmecio pabaigos ir desimtojo
desimtmecio pradzios Ukrainos mena kaip ,banga,
atejusia is Piety", bata ir kity pasitlymuy, kaip jreminti
Siuolaikinj Ukrainos mena. 1993 m., praéjus trejiems
metams po garsiosios ukrainieciy menininky parodos
Maskvoje, Lenkijos ir Kanados menininkui ir kuratoriui
Jerzy Onuchui pavyko puikiai apzvelgti ukrainieciy
mena parodoje Varduvoje. Si paroda jvyko 1993 m.
Siuolaikinio meno centre ,Zamek Ujazdowski“ ir tapo
dar vienu reikSmingu bandymu pristatyti Ukrainos
mena uz Ukrainos riby.

Dar viena istrauka is mano 2013 m. teksto:

Kaip ir Gelmanas Maskvoje (Rusijos pietuose),
kuratorius pasirinko geografinj pavadinima
(reiskiniui jvardyti) — ,Europos stepes’, taciau jis
pabreze Ukrainos europietiskumaq ir netraktavo
Jjos kaip rusiskojo pasaulio dalies. Jerzy Onuchas
stengesi parodyti (vakary?)lenkams, kad
Ukrainos menas jau seniai néra kaimiskas,
sovietinis ar rusiskas, kad jj veikia Europos
paradigmos (bet jis yra provincijoje, Dievo
pamirstoje stepeje), o karyba artimai susijusi
valstybes kdrimu, kurio ukrainieciams teko imtis.

Abi ukrainieCiy dailes parodos — Maskvoje (1990 m.) ir
Varsuvoje (1993 m.) — jtvirtino branduolj menininky,
kurie dabar laikomi devintojo deSimtmecio pabaigos
ir deSimtojo desimtmecio dailés klasikais. Abi parodos
ukrainieCiy menui primete specifines perspektyvas:
arba tai neva ,karsta" Piety tapyba (kuri, zvelgiant

iS Rusijos centro, zinoma, kontrastuoja su Siauriniy
Maskvos grupiy konceptualizmu), arba kad tai
vietinis / provincialus Europos menas, kuriamas jei
ne miestuose, tai kazkur stepése, netoli sSiuo metu
okupuoto Chersono. Sis menas tarsi ,blaskosi* tarp
skirtingy svarbiy centry ir paprastai nesuvokdamas
saves arba negaledamas artikuliuoti savo meniniy
praktiky geriausiai atspindi tai, kas gali gimti



kolonijos-provincijos saglygomis.

Kodel taip yra? Ar subalternas gali kalbéti (kaip klausia
Spivak) pats uz save? Suprantu, kad Spivak apraso
situacija ty, kurie dominavo ir dominuoja toliau,
daugiausia anksciau suvarzyti Zzmones ir moterys. O
devintojo deSimtmecio pradzios Ukraina buvo kitokia.
Bet ka daryti, jei tokia situacija ekstrapoliuotume visai
kultdrai? Ar galime Ukrainos kultUra traktuoti kaip
subalterine? Abejoju. Vis délto Sigmundas Freudas
(taip, nesigincykite!) savo garsiojoje knygoje Das
Unbehagen in der Kultur (1929 m.) pateikia Sia grazia
pastaba:

LJei civilizacija vystosi panasiai kaip individas
ir jei abiem atvejais taikomi tie patys metodai,
ar nebdty pagrjsta diagnoze, kad daugelis
civilizacijos sistemuy ar jos epochy, galbdt net
visa Zmonija, veikiama civilizaciniy tendencijy,
tapo neurotiska?”

Akivaizdu, kad ,turime reikala tik su analogijomis ir
kad (kaip sake Freudas) ne tik zmones, bet ir sgvokos
gali bUti pavojingos®, jei istrauksime jas is srities,
kurioje jos atsirado ir vystesi. TaCiau jei jau mastome
apie kultdra kaip kolonijing, kodel gi nepamastyti
apie civilizacijg, serganciag neuroze? Bent jau man
rusy kultra yra neurotiska ir, kaip neseniai teige
Julija ReSetnikova, Sig Salj galima traktuoti kaip
negatyviosios psichoanalizes pacienta”. Tai reiskia, kad
Rusija reikia raginti gydytis, ja reikia ,skatinti troksti
savo mirties" ir tai daryti ,puoselejant savo neigiamy
prosocialiniy afekty likuCius ir savidestrukcija*. Jei
kultUra (ar Salis) gali bati ligota (neurotiska) ir jai reikia
terapijos, ar menas gali veikti kaip psichoterapeutas,
prikelias ,gailest], atgaila, nepasitikejima savimi,
gebéjima pastebeéti kito skausma ir juo dalytis”, t.y.
visa, ko reikia, kad kultdra (ar salis) tapty normali?

Bet ar kada nors istorijoje turéjome normaliy saliy ar
kultary?

O dabar grjzkime prie Ukrainos meno. AS manau,
kad kalbedami apie Ukraing turetume vengti
aptarinéti bet kokius rusiskus dalykus, vis delto kaip
tamsus Seselis Si tema nuolat iskyla tekste (kaip tévo
jvaizdis Lacano tekstuose). Panasiai ir menininkai
bei kuratoriai daznai gali papulti | spastus, kai tenka
kalbeti apie Ukrainos mena tarsi apie kazkok] tarpinj.
Po 2013 m. Liubline, Lenkijoje jvykusios parodos

(,Ukrainian Cross-Section*), 2016 m. surengta dar
viena Vroclave. Naujausia ,Ukrainian Cross-Section”
paroda skirta 1989 metams ir ,jausmams®, vyko Lvive.
Kuratoriai ir vél jauté poreikj aptarti ,amzinaja"“ jtampa
Ukrainos mene:

,Mes esame pereinamojoje situacijoje —
tarp senojo ir naujojo pasauliy (..) palikome
sovietine praeitj ir nejzengeme j trokstama
Leuropietiskg ateitj* Nesame nei Cia, nei ten.
Esame koridoriuje su mentaliniu praeities
bagazu, paternalizmu ir nenoru keistis, bet
turedami lakesciy patekti j Vakarus, troksdami
Leuropietisky vertybiy®ir ,vakarietisko gyvenimo
bado”.
Mes (ukrainieciai) vel ir vél kartojame, kad
nepazjstame saves, kad esame jstrige tarp Ryty
ir Vakary, tarsi Sie geografiniai terminai sudaryty
vieningas ir tam tikras kategorijas. Tarsi vengry menas
reprezentuoty visas europietiskas vertybes, jrasytas
i Vengrijos valstybeés, kurig ES pareiglnai pastaruoju
metu laiko atsitraukianc¢ia nuo demokratijos,
praktika. Pastaruosius trisdeSimt mety ukrainieciai
kartoja jprastas frazes apie persitvarkyma arba apie
pereinamojo laikotarpio valstybe. |sivaizduojame, kad
kazkur judame, o formalizmas / ritualizmnas leidzia
(kaip teigée parodos ,Cross-Section-2019" kuratoriai)
negalvoti apie save, nezilréti | savo tikrove, ir kaltinti
salygas, kurios iSlaisvina mus nuo batinybés aiskiai
apibrezti savo vieta pasaulyje ir nuo poreikio keistis.
Atrodo, kad buvimas nesibaigiancioje transformacijoje
yra Ukrainos meno likimas.

Taciau 2022 m. karas daug ka pakeite. UkrainieCiams
teko rinktis i$ dviejy varianty — arba neurotiskai
susisieti su praeitimi (kaip pasitlé Rusija), arba
istoriskai (ar isteriskai?) verztis | ateit]. Ukrainieciai
pasirinko pastarajj varianta. Zodziai ,orumas”,
Jaisva valia“ir ,laisve” siejami su vertybemis,
apibreSianciomis kultlrg po karo. Tokie siekiai
(orumas - laisve — valia) patys savaime, sakyciau, yra
labai lytiski ir seksualUs. Gal mums visiems reikety
pasikliauti Eroso galia? Kaip 1929 m.,, likus desimciai
mety iki Europa keliems metams uzgriuvusio
niokojancio karo, teige Freudas, naikinimo potrauk
gali iSgydyti tik meilés galia:
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,Zmoneés savo galias pajungti gamtos jégas
taip isvyste, kad jomis pasinaudoje dabar
labai lengvai galety isnaikinti vienas kitqg iki
paskutinio zmogaus. Jie tai Zino, is ¢ia kyla
didele dalis jy dabartinio nerimo, nusivylimo
ir baimes nuotaiky. Dabar galima tiketis, kad
kita is dviejy dangaus jegy, amZzinasis Erosas,
pasistengs, kad issilaikyty greta taip pat
nemirtingo savo priesininko*.

Apie kelias ankstesnes ,Cross-Section® parodas ir
dabartine paroda noréciau galvoti kaip apie gestus,
ne kaip apie teiginius ar reprezentacijas, ,teigiancias
tiesa", bet kaip apie desperatiska trosSkima suprasti
savo gebéjimus, pazinti save. Didi-Huberman (kuriai,
nors ji dirbo ,Sukilimuose”, pavyko nematyti 2013—
2014 m. Ukrainos Euromaidano) teigia: ta patj galima
pasakyti ir apie vaizdy ar meno kuriniy atranka:
.Kiekvienas vaizdas yra laikinai susikristalizavusio

ir nusedusio judesio rezultatas”. Ukrainos menas
uzsienyje yra gestas, apie jj galime galvoti kaip apie
susikristalizavusj judéjima su daugybe trajektorijy.
Maisto gestai arba desperatiskas Sauksmas, jie tarsi
sako lankytojams: ei, Zzmoneés, pamatykite mus,

mes Cia, mes matomi!ll Filosofas Sokratas garsiai
pareiske, kad neverta gyventi neiSbandyto gyvenimo.
Dabar Ukrainoje mes Zinome, kodeél verta gyventi,
nes gyvename tam, kad pazintume, mokytumes,
darytume estetinius gestus... Mes jgijome balsa, mes
esame nutildyti...
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YKPAIHCbKMI 3PI3

Boroan LLYMWNTOBINY
iCTOpl/IK MUNCTeLUTBa

Y 2013 podui, caMe nepen TUM, 9K pOocCia po3rnodana
BiMHY MpOTK YKpaiHW, nogm 8 KMEBI NpoTecTyBanm
NPoOTK Npe3naeHTa AHYKOBMYA, YMiM 3aBOaHHS Gyno
MepeTBOPUTM MOIO KpaiHy B HOBY Binopych. 3BiCHO,
wo B KpemMni He 3Mumpumnmcsa 3 possanom CPCP.
HaToMicTb TaM po3LuiHoBanm noaii 1989-1990 pokis
AK Nepexig 00 BiAHOBNEHHSA POCIMCbKOT iMnepii. 9
Hapogmeca B CPCP i naM'daTato Lo oep»aBy, BiaTak

y 2013-My He XOTIB YXOOHOrO «MOBEPHEHHSA Ha3ady.

Y nuctonagi-rpoyaHi 2013 poky M NpoTecTyBanm

B KMEBI UM y CBOIX PIOHMX MiCTaX, | TO4I K, a camMe

Y XXOBTHI, rpyna KypaTopiB 3i J/IbBOBa BigkpwWia

Yy NoMbCbKOMY JToBMIHI MaclLUTabHY BUCTaBKY
YKPaiHCbKOro MUCTELTBa, fKa 3adyMyBanach ey
2010-My aK TpmeHane. [1o MeHe 3BEPHYINCA MO TEKCT
00 KaTanory, i BCa AOBKONMLLHSA CUTyallid CMOHyKana
MeHe po3MaaaTh MOCTPaaaHChKe YKpaiHCbKe
MUCTELITBO AK MOCTKOMOHIasibHe. |13 MepcneKT1BM
2013 poky 3gaBanocs, o y 1993-my yKpaiHui He 6ynu
CMPOMOYKHI MOCNIAOBHO OMMcaTV CBOI MUCTELLbKI
NPaKTUKKM KiHUA 1980-x. Tak, HibW KynbTypa 6yna
MoMilLleHa Yy MOCTKOMOHIanbHe cTaHoBULLe abo Byna
CXOYKOIO Ha »KiHO4Ye Ha4ano, Haf KOTPUM OOMIHYE
4yonoBidve, NaTpiapxanbHe, Lo 6yNo ACKpPaBo onNMcaHo
FaaTpi YakpasopTi Cnisak y ii 3HaMeHUTOMy ece 1988
POKY. YKPaiHCbKe MUCTELTBO, AK 9 BBaXkaB, HE MO0
3HaMTK «CBiM ronoc» nicng po3eany CPCP.

Toai 4 HanmcaB NPOo NoYaTok 1990-x:

MapaT efibMaH, MOJIOAMN KyPATOP i3
MorngoBu, GKNKM MEBHMN YAC XKXMB Yy KMEBI, CTAB
[HIL[IQTOPOM BESTMKOIO MNPOEKTY 34 YYACTIO
YKPAIHCbKUX MUTLIB. BucTtaBka y Nanadui monoai
B MockBi Ha3mBasiack «BasuioH» (1990), ane
npencTasieHi TaM TBOPU 3roJOM OKPEC/ININ
TepMiHOM «[1iBAEHHOPOCIMICbKA XBU/IA», IO MAB
6yTu 6i7bLL 3L03YMITAM POCIMICBKMM 194Q4aM
i MOKYNLUAM (3Q QHQ/IONOM 4O CHOXKETY 3 ICTopIi
pPOCIViCbKOI IMmepii, Ae ICHyBAIM TAK 3BAHI
nepenBKHUKM « TOBAPMLLECTBO FOXXHOPYCCKIMX
XYOOXHMKOB»).
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Yy moKkanKaHm 6yB T pAbOM?
He Typb6yvics npo Te.

A1e KOJIWN Vi MOXKeLL CTATU BiSTbHUM,
TO BUKOPUCTAY KpALLle Lie.

(1 KopunHTAaH 7:21)

Y 2022 poui MapaT lfenbMaH 6inblie He MpoyxMBac

B MoCKBI, @ BinblUICTb YKPAIHCbKUX MUTLLIB
BIAMOBNAETbCA OpaTH y4acTb Y MPOEKTaX, MOB'A3aHMX
3 Moro ocob6oto. M He XxoueMo, Lo aHi «106pi», aHi
«MOraHi» POCIAHV FOBOPWUAM Bif, HALLOTO iIMEHI, Ka)XyTb
Cy4acHi Mool XyOOXKHUKM YKpaiHW. MU LWyKaeMO
cBoro!

Monpw (BioHOCHO ycniuHy) cnpoby onucaTy Monoae
YKpaiHCbke MUCTeLTBO KiHUA 1980-x — moyaTky 1990-
X AK «MiBAEHHY XBUMO» BYNN W iHLLIT MPOono3uMLii
GadyeHHd cy4acHOro MucTelTBa B YKpaiHi. Y 1993
pPOL, YEPE3 TPU POKM MiCNA 3HAMEHMTOI BUCTaBKM
YKPAiHCbKUX XyJOXHUKIB Y MOCKBI, MO/TbCbKO-
KaHaOCbKUIM XYOOXHUK | KypaTop €M OHYyX 3yMiB
3p0BUTK YyOOBMM OrNA0 YKPAIHCBKOrO MUCTELITBA

Y BUCTAaBKOBOMY MPOEKTI y Bapliasi. LIg BucTaBKa
BioOynaca B LleHTpi cydacHOro MycTeLTBa «3amMek
YA300BCKi» | CTana e ogHi€o 3HaKoBO Ccrpoboto
npencTaBneHHs YKpaiHCbKOro MUCTELITBA 3a MeXaMn
YKpaiHn.

OcCb YPWBOK 3 MOro TeKcTy Bifg 2013 poKy:

[MoniéHo gk lesibMaH y MOCKBI, KypaTop

TeXx 06paB reorpadidyHy Ha3By «Crernu
€BPOMM», Arie LbOro PA3y BOHA OKPEC/THOBAIA
EBPONENCHKICTb YKPpQiHW, He 6ayayu ii
YACTUMHOK «PYCCKOTO Mipa». Exki1 OHyX MAB
BUMPQA3HY TeHOEHLO MOKA3ATY MOMSKAM (Yi
3axoay?), o yKpaiHCbKe MUCTeLTBO AABHO HE
€ PYCTUKATIbHUM, PAASTHCHKUM Yl POCIMCHKUM
— BOHO TBOPUTHCS B KOHTEKCTI EBOOMEMNCHKIMX
napaaurm (ane Ha nposiHLii, y 3a6yTomy borom
I KyJIbTYPOKO CTery), a CaMa TBOPYICTb 6/11M3bKA
[0 OepyKaBO-TBOPYOCTI, Ky YKPAIHUSIM CAig
6710 PO3TOYATH.

OB6uABI BUCTaBKM — MOCKOBCbKA i BaplLlaBCbKa —
3aKPINUAKM Nepenik iMeH YKPaiHCbKMX XyOOXHWKIB,
AKi Tenep BBaXKatoTbCs KMAaCMKaMy MUCTELTBA KiHLA
1980-90-x pokiB. O6bmABI HakNaganu Ha yKpaiHCcbke
MUCTELTBO MeBHi Mornaau: e «rapade» ManapcTBo



niBOHA Ha BiAMIHY Big KOHLENTyaniaMy niBHIYHOI
MOCKOBCbKOI TYCOBKMW Y MPOBIHLIMHE MUCTEeLTBO
€BPOonu, aKke TBOPUTLCA AKLLIO HE B MiCTax, To 6bogan y
ctenax. Lle M1cTeuTBO HIbUW «MPOBKCAE» MiXK PI3HUMM
LeHTpaMM i HanKpalle NpeacTaBnac Te, WO MOxKe
HaAPOOUTMCA B YMOBAX KOMOHIi-MPOBIiHLLI, LLO cama
cebe B BiNbLIOCTI BUMaaKiB MPOCTO He 6a4unThb (BiOTaK i
He KOHTeKCTyanisye).

YoMy Tak? Y Moxke NignopsaakoBaHe NPOMOBIATU
(9K 3anuTye Cnigak)? NpoMoBNATK Bif, cebe?
MpoMOBIATH Bif, CBOMO IMEHI?

AK Ha MeHe, ChiBak OMUCYE CUTyaLLito, KONV Ntoamn
OyNun UM € MOHEBOMNEHI, B OCHOBHOMY LIE KOMMLLIHI
nignerni, pabu. YkpaiHa nodaTtky 1990-x 6yna iHLWOoto.
Ane aKLIO MU EKCTPAMNOSEMO L0 CUTYaLLIKO Ha

BCIO KYNbTYPY? Y MOXKEMO M BBaXKaTW YKPaIHCbKY
KynbTypy nignopankoBaHoto? CyMHiBatoca. [MpoTte
3urmyHa Opowa (Tak, He cMinTecql) y CBOiM BiAOMIN
npaui Das Unbehagen in der Kultur (1929) uynoso
3ayBaXkWB:

KLU0 PO3BUTOK LIMBINI3ALIT MAE TAKY
AQIEKOC)KHY MOAIOHICTb i3 PO3BUTKOM
0COBUCTOCTI, 11 B 060X 30CTOCOBYHOTbCSH Ti XK
mMeToau, Ym He byae BurnpaBaAHMM AiQrHO3, 1O
6QraTo CUCTEM Y1 €OX LUNBII3ALLT, MOX/INBO,
HQBITb yce NOACTBO CTAIM HEBPOTUYHMMA i
TUCKOM LUMBINIBALIVMHNX TEHAEHLIN?

OueBMOHO, «MW MAEMO CMpaBy 3 aHaNorigMu, i Wo ue
Hebe3MeYyHo He TiNbKK 3 NObMU, ane 1 3 igeamMm»
(ak kazaB dpowa) BUTAraTK ix 3BiATK, Oe BOHM
BUHUKAMN | PO3BUHYNCH. ANe GKLLO MU MOXXEMO
MOMUCANTN KyNbTYPRY YB'A3HEHOIO B KOSTOHIaNbHOMY
CTaHi, TO YOMY He MOMUCINTM LMBINI3aLLII0 XBOPOIO Ha
HeBpo3? MNpUMHAMMHI ONAa MeHe Pocicbka KynbTypa
€ HEeBPOTUYHOIO i, AK HedaBHO cTBepmKyBana tonia
PelUeTHIKOBA, L0 KpaiHy [pOoCito] MOXHa BBa)kaTu
rnauieHToM Ana HeraTMBHOIO NcuxoaHanisy. Le
O3Hayae, Wo pOocito cnig cnoHyKaTK Ao Tepanii,
«CTUMYMIOBaTU MPUMNHATM CBIM MOTAr 4O CMepTi»

— i POBUTU LiE LUMAXOM «MNIEeKaHHA 3aNMLLKIB

ii HeraTMBHMX NpocoLianbHMx adekTiB Ta ii
CaMoOecTPYKTMBHOCTI».

AKLLO KyNbTypPa (4n KpaiHa) Moxke ByTK XBOPOtO
(HEBPOTUUHOIO) | MOTPeOyBaTK NiKYBaHHS, Y MOXKe
MWCTELTBO OiATU 9K MCUXOTEPamneBT, BUKIMKatoUM

«[JOKOPU CYMMIHHS, KaaTTd, HeBMNeBHeEHICTb y cobi Ta
30aTHICTb MOMIYaTK M Mo4iNaTV B6iNb iIHWOro» — BCe,
O NOTRIBHO, WOob cTaTy HoOpManbHWUM? Ta xiba Manm
MW B ICTOPIi HOPManbHI KpaiHW Y KyNsTypIn?

OnHaK NoBEepHIMOCA 00 YKPaiHCbKOro MUCTeLTBa.
OcobUnCTO g 3aKNMKalo, LoD MU YHUKaNK
06roBopeHHs Byab-aKMX POCIMCbKMX MUTaHb, KO
roBOPUMO MPOo YKpainy, ane ua TemMa, Hade obpas
6aTbka B TekcTax JlakaHa, MOCTiIMHO BUPUHAE.
MoaibHMM YMHOM MUTLLI Ta KypaTopyW MOXXYTb 4acTo
OMMHWTUCSA B NacTLi, pO3rMaaatoym yYKpaiHCbke
MMCTELTBO FK LLOCh MocepennHi, y M mnpocTopi.
Micng MUcTelbKoi BUCTaBKM YKpaiHCbkMI 3pi3 y 2013
pouy, Wo Biodynaca y nonbcbkomy JTobniHi, byna e
oaHay 2016 poui — y nonbcbrkomy Bpouasi. OcTaHHSA
BMCTaBKa 3pi3y Oyna npuceadeHa 1989 poKoBsi v
TOAILWHIM «Big4yTTaM» i Bigbynaca y J1bBoBsi y 2019-My.
3HOBY KypaTopW 3p03yMinm NnoTpedy 06roBopmTA
«BIYHY» HAMpPyry B YKPaiHCbKOMY MUCTELTBI:

Mu nepebyBAEMO B CTAHI Mepexony — MK
CTAPUM [ HOBUM CBITOM [...], 3QIMLLINN
PaAsgHCbKe MUHYe | He yBiviLm B 6aykaHe
«€EBPOMeniCbke ManbyTHE». Mt Hi TyT, HI TAM. Y
KOPpUWAOPI: 3 MEHTAIbHUM 6ArayxemM MuHYI0ro,
naTepHAI3MOM [ HEOQXKAHHSAM 3MiH, ane 1 3
Hagiero AMBISYUCh HA 3axXid, i3 MPArHeHHSM 4o
«EBPOMENICbKUX LIIHHOCTEM» | «3AXIAHOro CTUJTHO
SKUTTE.

3HOBY | 3HOBY MU (YKpaiHLLi) MOBTOPIOEMO, LLIO He
3HaeMO cebe, WO MU 3aTUCHYTI Mixk CXOO0M i 3ax000M,
HIGW Ui reorpadivHi TEPMiHK YTBOPIOKOTb €EAMHI N
MeBHI KaTeropii.

Tak, Haue yropcbke MUCTELTBO MPEACTaBIge
EBPOMENCHKI LiHHOCTI, AKi BMAETEHI B MPaKTUKM
YFOPCbKOI AepyKaBK, WO OCTaHHIM YacoMm, aK
BBaykatoTb odiLliHi ocobun €C, BiacTynac Bif
OeMOKpPaTIii. YNPOoOOBX OCTaHHIX TPUOLATU POKIB
YKPaiHLi MOBTOPIOIOTbL 3BMYHI dpa3m npo reworking
4K NPO NepexigHMii CTaH. MK yaBNaEMO, LLO KyAWCb
pyxaemocs, a bopManiam/purTyani 003BONG0Tb

HaM (AK CTBEpPOYKYBaIM KypaTopu 3pisy 2019) He
aymMaTu npo cebe, He ANBUTMUCA Ha CBOIO PeasbHICTb,
a 3BVMHYBauyBaTW YMOBMU, AKi 3BISIbHAIOTb Hac Bif
HeoOXiOHOCTI YiTKO BM3HaYyaTW Hallle BfacHe Micle
Y CBITi Ta Big, HEOOXiaHOCTI BfacHWX 3MiH. 30a€Tbes,
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YKPAIHCbKINI 3PI3

nepebyBaT B HECKIHYUEHHOMY Mepexodi — Lie Aond
YKPAIHCbKOTO MUCTELTBA.

Ane BiHa 2022 poky Barato 4oro 3miHwmIa. 13 ABOx
BapiaHTIB — HEBPOTUYHOIO 3B'A3KY 3 MUHYTNM
(3aNpOoNoHOBAHOro POCIED) Ta ICTOPUYHOTO (UM
iCTEPUUYHOro?) NOTAry 0 MaMbyTHBOIO — YKPaiHL
obpanu ocTaHHi. Taki NoHATTa, AK cBo60oaAa, MaHICTb,
cBO6OAa BOMI MOCTIMHO 03BYYYHOTbCA AK Ti LIiIHHOCTI,
O MatoTb BM3Ha4YaTK MOBOEHHY KynbTypy. LLi LiHHOCTI
(AK-0OT rigHicTb-cBOGOAR-BOMA) caMi coboto € oyrKe
ceKcyanbHUMM, HaBITb €POTUYHUMU, A 6 CKa3aB.
Moyke, HaM yCiM BapTO MoKIacTnca Ha cuny Epoca?
Ak cTBepOykyBaB ®ponay 1929 poui, 3a 4eCATb POKIB
[0 TOro, K €BPONY Ha AeKifbKa POKiB oxonumia
HULLIBHA BiMHa, MParHeHHA 00 PYMHYBaHHA MOXe
OyTW 3LiNeHo NuLe CUoko NoOOoBI:

Jlroam 4oBesy CBOK MOTYry MNigKOPEHHS CUIT
ApupoaM 4O TAKOro PIBHS, LLIO, BUKOPMCTOBYKOYM
ii, Ternep BoHW MO 6 Oy»Ke 1erko BUHMLLLYBATM
OAWH O4HOro 4O OCTAHHbBOI TIOANHW. BoHM
3HQOTh, LLJO 3BIACH BUHMKAE BETMKA YACTUHA
IXHBOroO MOTOYHOIrO XBUTHOBAHHS, IXHBOIO
MPUrHIYEeHHS, IXHbOro CTPAXY. | Terep MoyxHA
OYIKYBQTM, LLIO IHLLIQ 3 ABOX HEGECHMX CUI,
BiYHW Epoc, mposaBmTe CBOKO Cu/ly, 06
VCTOATY MOPYY 3i CBOIM TAKMM e 6e3CMepTHUM
CYrPOTUBHMKOM.

A xoTiB 61 AyMaTy NPO KiNbKa MUHYIMX BUCTaBOK
3Pi3y i NPO LbOropivHY 9K MPO XeCTU — HE 9K MPo
3a9BUW UM penpeseHTaLlii, 9K «CTBepOyKyOTb NpaBay»,
a AK Npo BigYanayuHe GaykaHHA Ni3HaTV Haly
BNacHy cuny, nisHatn cebe. Lini-fybepmar (akumn,
Xou | MpautoBaB Had «[MOBCTaHHAMMY», CIPOMIrca

He NobaynT yKpaiHCbkm ManpaH 2013 — 2014
POKIB) CTBEpPMKYE: «KOoXeH 06pa3 € pe3ynsLratom
TUMUYACOBO BMKPUCTANI30BAHOMO Ta OCIASI0ro pyxy». Te
camMe MOXHa cKa3aTu Npo niabdip obpasiB Ym TBOPIB
MUCTeLTBA. YKPaiHCbKE MUCTELITBO 33 KOPLOOHOM —
ue dopMa XecTy, i MM MOXKEMO AyMaTh MPO HbOro AK
MNpPO KPWCTaNi3oBaHMIM pyx i3 6araTbMa TPaEKTOPIAMM.
Xecth ByHTY abo po3MNaunmMBMM KPUK HIBKW KaxkyTb
BiOABIOYBaYaM: OO, OMBITbCA, MU TyT, HAc BMAHO!!!
dinocod CoKpaT MNPOrosIoCcmB, WO HegocioyweHe
YKUTTA He BapTe TOro, LWo6 Moro NpoxknTu. Tenep B
YKpaiHi MW 3HAEMO, HABILLLO XXUTK, adXKe MU XKNBEMO,
W06 3HaTK, BUNTUCS, POBUTU €CTETUYUHI YKeCTU... M
oTpMManu ronoc, M1 unmuted...
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UKRAINIAN CROSS-SECTION

Bohdan SHUMYLOVYCH
art historian

In 2013, just before the Russian war against Ukraine
was launched, people in Kyiv protested against
president Yanukovych, whose task was to turn my
country into a new Belarus. Clearly, people in Kremlin
did not take for granted the collapse of the USSR.
They instead considered the events of 1989-1990

as a transition to the revival of the Russian empire.

| was born in the USSR and remember this state,

so | did not want any ‘wayback situation’ in 2013. In
November-December 2013, we were marching in
Kyiv or protesting in our native towns, and at the
same time, the team of curators from Lviv realized

in Lublin (Poland, opened in October), an extensive
exhibition of Ukrainian art (designed as Triennale in
2010). | was asked to write a text for a catalog, and the
whole situation tempted me to discuss post-Soviet
Ukrainian art as post-colonial. From the perspective
of 2013, it appeared that in 1993 Ukrainians could not
discursively describe their artistic practices of the late
1980s. As if the culture was being located in a post-
colonial situation or was similar to a female agent
dominated by males and patriarchy, vividly described
by Professor Gayatri Chakravorty Spivak in a famous
essay in 1988. Ukrainian art, | guessed, could not find
“its voice” after the collapse of the USSR.

| wrote back then about the early 1990s:

Marat Gelman, a young curator from Moldova
who lived in Kyiv for some time, became the
initiator of a vast project engaging young
Ukrainian artists. The painting exhibition at
the Palace of Youth [Dvorets Molodezhy] in
Moscow was called Babylon (1990), but the
pieces presented there were later outlined by a
term that had to be comprehensible to Russian
viewers and buyers — South Russian Wave
[yuzhnorusskaya volna] (analogous to the topic
from the history of the Russian Empire, where
so-called devotees of the South Russian Artists
Society had existed,).
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Were you a slave when you were called?
Don't let it trouble you

although if you can gain your freedom, do so.
(1 Corinthians 7)

In 2022, Marat Gelman is not residing anymore

in Moscow, and many Ukrainian artists refuse

to participate in any projects where his name is
indicated. We do not want good or evil Russians to
talk on our behalf, would argue young artists. We are
looking for our own!

Besides a (relatively successful) attempt to describe
young Ukrainian art of the late 1980s and early 1990s
as a ‘wave, from the South’ there were other proposals
on how to frame contemporary art in Ukraine. In
1993, three years after the famous exhibit of Ukrainian
artists in Moscow, the Polish-Canadian artist and
curator Jerzy Onuch managed to make an excellent
overview of Ukrainian art in an exhibition project

in Warsaw. This exhibition took place in 1993 at the
Center for Contemporary Arts Zamek Ujazdowski and
became another significant endeavor to introduce
Ukrainian art outside Ukraine.

Again, an excerpt from my text in 2013:

Like Gelman in Moscow [south of Russia],

the curator also chose a geographical name
[to label a phenomenon] Steppes of Europe,
but this time it marked the Europeanness of
Ukraine and did not treat Ukraine as a part of
the Russian world. Jerzy Onuch tried to show
Poles (or the West?) that Ukrainian art has not
been rustic, Soviet, or Russian for a long time
and that it is created in the context of European
paradigms (but in the province, in the culture
of godforsaken steppe), and the creative work
itself is close to the creativity of the state, which
Ukrainians should have begun.

Both exhibitions of Ukrainian art — in Moscow (1990)

and in Warsaw (1993) — established the list of names
of artists who are now considered the classics of

the art of the late 1980s and 1990s. Both exhibitions

imposed on Ukrainian art specific perspectives: that
it was the “hot” painting of the South (regarding

the Russian center, of course, contrasting the



conceptualism of northern Moscow groups), or it was
the local/provincial art of Europe, which is created

if not in cities, then somewhere off in the steppe,
nearby currently occupied Kherson. This art kind

of “sags” between different important centers and
represents to its best advantage what can be born

in the conditions of a colony-province, which in most
cases does not see itself or cannot articulate its artistic
practices.

Why is it so? Can the subaltern speak (as Spivak asks)
for him(her)self? | understand that Spivak describes
the situation of those who were and are dominated,
mainly formerly confined people and females. And
Ukraine of the early 1990s was different. But what if
we extrapolate such a situation to the whole culture?
Can we treat Ukrainian culture as a subaltern? | doubt
so. However, Sigmund Freud (yes, do not gigglel), in
his famous book Das Unbehagen in der Kultur (1929),
makes this beautiful remark:

If the evolution of civilization has such a far-
reaching similarity with the development of

an individual, and if the same methods are
employed in both, would not the diagnosis be
justified that many systems of civilization or
epochs of it possibly even the whole of humanity
have become neurotic under the pressure of the
civilizing trends?

Obviously, “we are dealing only with analogies, and
that it is dangerous, not only with men but also with
concepts” (as Freud said) to drag them out of the area
where they derived and have developed. But if we
can possibly think about culture as being imprisoned
by the colonial situation, why not think about a
civilization sick on neurosis? At least for me, Russian
culture is neurotic and as luliia Reshetnikova claimed
recently, this country can be treated “as a patient

for negative psychoanalysis”. This means that Russia
must be urged for therapy, it should “be encouraged
to embrace its death drive” and to make this by
“cherishing the remnants of its negative prosocial
affects and its self-destructiveness”. If a culture (or a
country) can be sick (neurotic) and needs therapy,
can art function as a psychotherapist, summoning
“remorse, repentance, selfdoubt, and the ability to
notice and share the pain of the other”, everything
that is needed to become a normal. But do we ever

had in history normal countries or cultures?

However, let us return to Ukrainian art. Personally, |
preach that we should avoid discussing any Russian
matters when talking about Ukraine, but as a dark
shadow, this subject continuously reappears in

the text (like the image of father in Lacanian texts).
Similarly, artists and curators might often find
themselves trapped to consider Ukrainian art as if
being in between. After the artistic show (Ukrainian
Cross-Section) in 2013 that took place in Polish Lublin,
there was another one in 2016, in Polish Wroclaw.
The most recent exhibition of Cross-Section was
dedicated to the year and ‘feelings’ of 1989 and took
place in Lviv in 2013. Again, curators felt the need to
discuss ‘eternal’ tension in Ukrainian art:

We are in a transition situation — between the
old and new worlds [...] left the Soviet past and
did not enter the desired «European future». We
are neither here nor there. In the corridor: with
the mental baggage of the past, paternalism,
and reluctance to change, but also with
expectant views towards the West, with the
desire for «European values» and «Western
lifestyle».

Again and again, we (Ukrainians) repeat that we do
not know ourselves, that we are trapped in between
East and West as if these geographical terms form
unified and certain categories. As if Hungarian art
represents all the European values, inscribed in the
practices of the Hungarian state, lately considered

by EU officials as retreating from democracy. During
the last thirty years, Ukrainians repeat the usual
phrases about reworking or about the transitional
state. We imagine ourselves moving somewhere

and formalism/ritualism allows (as curators of Cross-
Section — 2019 claimed) us not to think about
ourselves, not to look at our reality, but to blame
conditions, which free us from the need to clearly
define our own place in the world, and from our need
to change. It seems that being in endless transition is
a destiny for Ukrainian art.

But the war in 2022 changed a lot. Between two
options — neurotic association with the past (proposed
by Russia) and historic (or hysteric?) drive for the
future, Ukrainians have chosen the latter. Such words
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UKRAINIAN CROSS-SECTION

as dignity, free will, and freedom are continuously
repeated as values that should define post-war
culture. Such drives (dignity-freedom-will) themselves
are very sexual and sexy, | would say. Maybe we should
all rely on the power of Eros? As Freud claimed in 1929,
ten years before devastating war grappled Europe

for several years, the drive for destruction can only be
healed by the power of love:

Men have brought their powers of subduing the
forces of nature to such a pitch that by using
them they could now very easily exterminate
one another to the last man. They know this
hence arises a great part of their current unrest,
their dejection, their mood of apprehension. And
now it may be expected that the other of the
two heavenly forces, eternal Eros, will put forth
his strength so as to maintain himself alongside
of his equally immortal adversary.

I would like to think about several past Cross-Section
exhibitions and the actual one as gestures, not as
statements or representations that “claim the truth”,
but as a desperate desire to learn our own agency,

to know ourselves. Didi-Huberman (who managed
not to see the Ukrainian Maidan of 2013 — 2014

even though worked on Uprisings) claims: “Every
image is the result of temyporarily crystallized and
sedimented movement”, and the same can be said
about the selection of images or artworks. Ukrainian
art abroad is a form of gesture, we can think about it
as a crystallized movement with many trajectories.
Gestures of revolt, or a desperate cry, as if they say

to visitors: hey people, see us, we are here, we are
visible!l! Philosopher Socrates famously declared that
the unexamined life was not worth living. Now, in
Ukraine, we know why to live, since we live to know, to
learn, to make aesthetic gestures... We gained a voice,
we are unmuted...
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UKRAINIETISKAS PJUVIS

Oksana KARPOVETS
nepriklausoma kuratoré, meno istorijos doktorante, Sorbonos universitetas, Paryzius

UKRAINIECIAI: ZMONES, KURI GALI EITI NAMO (DARBAS NEBAIGTAS)

Atminties ir bdties dekolonizavimas per menag reiskia,
kad menininkui ir Zidrovui atkuriama teise ir gebejimas paciam pasirinkti,
ka ir kaip atsiminti, suprasti, kas jie yra ir kodel jmesti j sj pasaul.

Madina Tlostanova, ,A Leap into the Void*, 2020.

Rusijos kultUrinis ir politinis elitas Simtmecius
jtikingjo pasaulj, kad Zmones, gyvenancius kadaise
Rusijos imperijai ir Soviety Sajungai priklausiusiose
teritorijose, jungia rusy kultGra. Jie naikino kalbas,
sulygino pavelda, perrasingjo istorija ir pasisavino
Jnetituliniy” tauty pasiekimus, isteklius, kultGrg ir
mena. Dar visai neseniai ,buvusios Vakary imperijos”,
jskaitant Siuolaikine Vokietija, JAV, Prancuzijg ir
Jungtine Karalyste, pripazino Rusijos dominavima Siy
tauty ir teritorijy atzvilgiu ir palankiai ziarejo | rusiska
jy vizija, —ir tai atrodé normalu. Visos imperijos siekia
pasisavinti, suvienodinti, asimiliuoti ir dominuoti.

Stai kodél Vakary imperializmas kalba ta pacia kalba
kaip ir Rusijos imperializmas, o anapus pasaulio
galios centry esanciy zmoniy balsai beveik niekada
negirdimi.

Imperialistines ir kolonialistinés nuostatos giliai
jsiSaknijusios sudetingoje ziniy struktdroje ir sukelia
vadinamajj ,episteminj smurta". Pasak indy kilmes
amerikieCiy mokslininkes Gayatri Chakravorty Spivak,
XX a. devintajame deSimtmetyje sukUrusios sj terming,
episteminis smurtas pasireiskia marginalizuojant
tam tikrus balsus Vakary diskursuose: nevakarietiskos
epistemologijos atmetamos kaip netinkamos,
Jneissivysciusios” ir naivios, o dominuojanciu
vakarietisku naratyvu siekiama pakeisti vietiniy tauty
istorine ir socialine sgmoneg, pasalinti visg originalo
pedsakus ir patogiai jj perkurti'. Taip ir ukrainieciy
balsas buvo marginalizuojamas tiek Vakary
diskursuose, tiek Ryty imperijoje — abi jegos, is esmes
kontroliuojancios ziniy sistemas, formavo ukrainieciy
kaip ,kity"“ suvokima. Kitaip tariant, episteminis

1 Gayatri Chakravorty Spivak, ,Can Subalterns talk?" in
Marxism and the Interpretation of Culture, red. Lawrence
Grossberg ir Cary Nelson (Urbana: University of lllinois Press,
1988), p. 271-313. Spivak diskurso savoka vartoja Michelio
Foucault prasme, t. y. kaip mastymo, ziniy ar komunikacijos
sistema, kuri konstruoja musy pasaulio patirtj. Kadangi
diskurso kontrolé prilygsta pasaulio suvokimo kontrolei,
socialinéje teorijoje diskursas daznai tiriamas glaudziai
siejant jj su galia.
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smurtas — tai smurtas, vykdomas pries zinias arba
per zinias, ir jis yra pagrindinis bet kokio dominavimo
proceso elementas. Arba, kaip minejo Enrique
Galvan-Alvarezas, ,dominavimas jgyvendinamas ne
tik kuriant iSnaudotojiskus ekonominius rysius ar
kontroliuojant politinius ir karinius aparatus, bet taip
pat ir, — manyciau, svarbiausia, — kuriant epistemines
sistemas, kurios jteisina ir jtvirtina Sias dominavimo
praktikas". Edvardas Saidas (Edward Said) savo 1978
m. Sedevre ,Orientalizmas” (Orientalism) nepaprastai
aiskiai parodeé, kaip Sios ziniy struktdros, Zeminancios
ir pavergiancios ,kitg", konstruojamos per gerbiamy
rasytojy, intelektualy ir tyrejy kalba, diskursa, pozilrj
ir vizijas. Sia smurtas lemia, kad Zinios ir suvokimas,
sukurti siekiant mus uzvaldyti ir pajungti, kartais

taip smarkiai jsiSaknija musy paciy kultdroje,
jsitikinimuose ir bUtyje, taip uzgozia tikraja musy
Zmoniy patirtj ir atmintj, kad Siems sunku suvokti, kas
jieis tikryjy yra.

Kas vyksta dabar, kai pasaulis kaip niekad daug
demesio skiria Ukrainai? Ar tai panaikina Rusijos
sukurtg Ukrainos kulturos, istorijos ir meno vaizdinj,
kur] buvo prieme Vakarai? Ar dabar mes kalbame
patys uz save ir niekas is isores nesikisa? Ar mums
pavyko rasti savo balsg, tapti subjektais, kurie
pasaulyje pagaliau matomi ir girdimi?

Akivaizdu, kad siandien vyksta didziulis perversmas ne
tik pasaulio galios santvarkoje, bet ir nusistovejusiose
Ziniy struktdrose. Rusy balsas praranda savo
kontrole reprezentuojant ukrainieciy tauta, o Vakary
tyrinetojai (kai kurie pirma karta) atranda Ukrainos
mena, kultdra ir istorija. Ukraina jiems yra visiskai
naujas objektas ir vis dar balta deme jy tyrimy
zemelapiuose, nepazjstama teritorija su fantastiskais
ir Siek tiek egzotizuotais drasuoliais, pajegiais jveikti
Simtus mety gerbta Vakary imperializmo partner;.
Patys ukrainieciai, prisieme atsakomybe ne tik uz

2 Enrique Galvan-Alvarez, “Epistemic Violence and
Retaliation: The Issue of in ‘Mother India’”, in Atlantis, Vol. 32,
No. 2 (December, 2010), p. 12.



savo, bet ir uz viso demokratinio pasaulio ateit],

nebe taip naiviai priima europocentristinj mita

apie save kaip apie ,netikrus europiecius”, kurie

turi be galo modernizuotis ir ,pasivyti‘, kad kada

nors (t.y. ,niekada") baty laikomi lygiaverciais. Tai,
kaip atkakliai mUsy zmones kovoja uz savo zeme ir
nepriklausomybe, kokios aiskios jy pozicijos ir kokius
tikslius reikalavimus jie kelia pasaulio bendruomenei,
liudija, kad ukrainieciai jgijo balsa, kuris gal ir netiketai,
bet akivaizdziai griauna pasenusius zinojimo remus
ir iSkreipta ukrainiecCiy vaizdinj, Simtmeciais kurta ir
diegta tiek Vakary, tiek Rusijos.

Vakary institucijos ir tyrimy centrai tikrai stengiasi
Sig déme uzpildyti — skuba pazinti Ukraing, kad
suprasty, kaip keiciasi pasaulis. Kalbant apie kultdros
ir meno sritj, beveik visi muziejai ir meno institucijos
jau rengia diskusijas, filmuy perzidras ir parodas apie
Ukrainos mena. Deja, bandymai kamsyti spragas
struktUriskai nekeicia esamos globalios Ziniy ir galios
pusiausvyros, nes jie pavieniai ir prastai apgalvoti.
Dazniausiai jais nepradedamos ilgalaikes moksliniy
tyrimy ir bendradarbiavimo programos ir nesiekiama
sukurti naujy Ziniy, kurios galety pakeisti esama
tvarka. Problema taip pat ir tai, kad dekolonijiné
mintis Ukrainoje dar tik formuojasi. O Ukrainos
kultros veikéjams ir tyrejams, kad jie galéety iSsamiai
iSanalizuoti savo tautos kultUrine ir istorine padet],
vis dar triksta savos dekolonijines terminologijos ir
nepriklausomai sukurtos ziniy struktdros®. Daugelis
bandymuy kalbeti savo vardu atskleidzia savivokos
chaosg, daznai pridengta populizmu. Todél kyla
pavojus, kad pavirsutiniSkas Ukrainos klausimo
tyrinéjimas gali greitai jj patj paversti pavirsutinisku ir
sukasdieninti, atimti i§ jo radikaly Siandienos uztaisa.

3 Dekolonializmas yra mastymo mokykla, kuri
daugiausia demesio skiria Ziniy gamybos iSlaisvinimui is
vyraujancios europocentrinés epistemos. Ji dazniausiai
kritikuoja Vakary ziniy universaluma ir Vakary kulturos
dominavima, laikydama Sig hegemonija Vakary
imperializmo pagrindu. Dekolonializmas dar vadinamas
Lepisteminio nepaklusnumo* arba ,episteminio atsiejimo”
forma (Walter D. Mignolo). Siandien dekolonializmo idéjos
placiai naudojamos analizuojant Ryty Europos ir kitus
pokomunistinius kontekstus, atsizvelgiant j jy kultdrinius ir
istorinius ypatumus bei hibridinés sovietinés ar socialistinés
modernybes jtaka.

Taip pat neabejojame, kad Siuo istoriniu momentu
turime unikalia galimybe pakeisti nusistovejusias
Ziniy sistemas. Sis procesas jau prasidéjo, taciau jis vis
dar reikalauja dideliy (visy pirma paciy ukrainieciy)
pastangy. Kariaujancioje salyje kultdra ir menas,
moksliniai tyrimai ir saves pazinimas galbut nera
svarbiausia. Svarbiausia — islaisvinti okupuotas
teritorijas ir laiku pristatyti ginklus. Taciau butent
menas ir kultlra, ypac supratimas apie tai, kaip
formuojami ziniy ir galios santykiai ir kaip galima
koreguoti §] procesa, padeda jgyti savo balsg ir tapti
subjektu.

Kad tai pasiektume, turime detaliai save suprasti —
reikia istirti kiekvieng maziausia detale, milimetra

ir pikselj, tarsi pro padidinamajj stikla zvelgiant |
Ukrainos zmoniy bUsenas, jausmus, prislopintas
traumas ir istrintus prisiminimus. Kitaip tariant,
turime pazinti save, kad galétume kalbéti, kad
batume iggirsti. Sia kryptimi jau sékmingai dirba
daugelis Ukrainos tyréjy ir rasytojy — Darja Cymbaliuk,
Svitlana Bedareva, Asia Bazdyreva ir kiti. Taciau
subtiliausiai Sioje srityje veikia Ukrainos menininkai.
Kaip pastebi Madina Tlostanova, ,alternatyvia jvykiy
versija vis dar jcnanoma papasakoti tik pasitelkus
alegorijas, simbolius ir metaforas”, nes ,metaforos
veiksmingesnés uz plikus faktus, jos tiesiogiai kreipiasi
j MmUsy emocijas ir jausmus, taip pradedamos
skausminga egzistencinio issilaisvinimo procesa™.

Parodoje ,Ukraine! Unmuted” pristatomi kariniai labai
aiskiai perteikia dabartinius Ukrainos visuomeneés
skaudulius ir emociskai | juos jtraukia zidrovus,

o tai skatina juos ir tarptautine bendruomene
transformuotis, ugdo empatija ir padeda mums
aiskiau suprasti save ir bUti suprastiems tarptautinés
bendruomeneés. To siekia kiekvienas Sios Ukrainos
Siuolaikinio meno trienalés ,Ukrainian Cross-Section”
karinys.

Nykstantis gyvenimas

Pavyzdziui, rezisieriy Myro Klocko ir Anatolijaus
Tatarenkos vaizdo karinyje ,Taika ir ramybe” (2022),

4 Madina Tlostanova, ,Decolonial AestheSis and the Post-
Soviet Art", in Afterall. A Journal of Art Context and Enquiry
(September 2019), p. 104.
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sukurtame pagal to paties pavadinimo Andrijaus
Bondarenkos pjese, atskleidziamas rysys tarp
trauminiy smurto ir iSgyvenimo patirciy, kurias patyre
kelios kone bet kurids ukrainieCiy Seimads kartos.

Tik patys atsidUre tikro karo jkarstyje staiga jgijome
supratima apie, atrodyty, kitados patirtas skriaudas,
kurios paliko zenkly musy téevy, seneliy ir proseneliy
kdnuose bei protuose. Dabar suprantame, kad karas
ir nestabilumas jau seniai tapo Mmusy buties dalimi. Ar
Sis karas apskritai kada nors baigéesi?

Serhijaus Petliuko jtraukioje vaizdo instaliacijoje ,Kai
iSsisklaido rukas” (2018) pletojama nesaugumo tema,
ZiGrovo klnas atsiduria nestabilioje erdveéje, kur jo
asmeninés ribos taip pat neaiskios. Susiedami save su
nuogais zmoniy klnais, pakaitomis projektuojamais
ant sieny ir bandanciais iSvengti j juos nukreipto
Sviesos spindulio, Zilrovai patys tampa jo taikiniu

ir gali jaustis nesaugus bei pazeidziami. Siandien,

kai daugelis patiria bejegisSkumo jausma pries karo
masing, kuri taip brutaliai skverbiasi j musy kanus,
protus, namus, gyvenimus ir Zzemes, 2018 m. sukurtas
karinys jgyja naujy konotacijy.

Taip pat yra menininky, kurie apmasto psichologinio
prisitaikymo prie karo salygy bddus. Kostiantyno
Zorkino skulptdriniuose objektuose bendru
pavadinimu ,Apsauginis sluoksnis” (2022), kurie
primena sudzitvusius medziy lapus ir karo
nuniokotus namus, medziaga (t.y. surddijes metalas)
yra dviprasmiska metafora, galinti reiksti ir apsauga, ir
masinio naikinimo ginkla. Karo metu saugumo iliuzija
nuolat keiCia negrjztamo praradimo, mirties baime.
Tai tokia (ne)saugumo busena, kai zmogus tikisi buti
apsaugotas, bet kiekvieng akimirka gali bdti suzeistas.

Nuo gydymo iki solidarumo ir pasipriesinimo

Menininkai ne tik panardina ziGrova | traumine
Ukrainos istorijos patirtj ir parodo, koks trapus
Siandien kasdienis gyvenimas, bet ir sitlo gydymo
metody — nuo terapinio darbo su traumomis iki
vieningo pasipriesinimo naratyvams, skatinantiems
smurtg ir prievarta.

Pavyzdziui, menininky Lijos Dostlevos ir Andrijaus
Dostlevo tandemo karinys ,Karo zaizdy laizymas”
(2016-2021) atspindi 2014 m. okupacija isgyvenusiy
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Donbaso ukrainiediy patirtj. Zmonés i$ taikiy Ukrainos
regiony tuo metu iki galo nesuprato, kas yra karas.

Sis karinys primena, kad kara reikia patirti taip, kaip jj
patiria konflikto zonoje atsiddre Zmones, priimti jj kaip
savo kasdienybe, antraip jis anksciau ar véliau ateis |
tavo namus. Tankas kaip traumos simbolis pastatytas
ant pjedestalo stiklinéje vitrinoje, tarsi muziejuje.
Menininkai istryné jo kontUrus nulaizydami druska, i$
kurios jis pagamintas. Bet kokios traumos gijimas yra
beveik nematomas, taciau neiSvengiamas procesas ir
jis reikalauja nuolat gilintis | savo asmenine istorija.

Pereidami nuo gydymo prie pasipriesinimo, turétume
pamineti Katerynos Lysovenko akvareliniy paveiksly
serijg (2022). Menininkes vaizduojami subtilUs,
pazeidziami ir kartais mitiniai zmoniy paveikslai, kurie
atrodo atitrUke nuo ziaurios tikroves arba sekmingai
Su ja kontrastuoja, nejtiketinai stipriai veikia ziGrovy
emocijas. Akvarelés permatomumas perteikia
Zmogaus materijos subtiluma ir pazeidziamuma. O
tariamas nuogy kdno daliy, vaiky ir motery, trapumas
ir silpnumas pasitelkiamas jtikinamai politinei zinutei
perteikti.

Katia Libkind paveiksle ,Moteris Sypsosi, moteris
priima, moteris gimdo. Ovalas” (2021) taip pat
naudoja moters ir vaiko atvaizdus, taciau Cia jie néra
pazeidziami ir alsuoja ryztu. Jau karinio pavadinime
slypi tvirtas ir imperatyvus ryztas veikti. Cia svarbi
pagalba ir palaikymas, grupés susitelkimas ties
svarbiausiu veiksmu — gyvybeés karimu. Ar ne taip
dabar gimsta Ukrainos balsas?

Savo ruoztu Stanislavo Turinos darby ant popieriaus
serija ,ACit" (2014-2022) — tai esminiy dalyky, — to,

ka vienas zmogus gali duoti kitam, pradedant

maistu, parama, supratimu ir baigiant pastoge bei
meile, — kvintesencija. Tai nejkainojamas rysys tarp
zmoniy, dekingumas uz tai, kuo dalijames — akimirka,
patirtimi, Salimi. Tai tas solidarumas, nepriklausomybé
ir tarpusavio rysiai, be kuriy Ukraina neisgyventy.

Misrus ir neaiskus

Kai kurie menininkai apmasto gana sudetinga,
nevienalytj ir Siek tiek fragmentiska Ukrainos kultarinj,
architekturinj ir pramoninj pavelda, kuris neabejotinai

daro jtaka ukrainieciy savivokai ir tapatybei.



Vjaceslavas Poliakovas fotografijy projekte ,1.|.12022"
(2022) gamtos elementus (zeme, augalus ir vaisius)
sugretina su kasdienés Zzmogaus veiklos liekanomis,
taip pat ir su masinés kultros ir ideologijos objektais.
|vairiy imperijy, politiniy ir kultdriniy sroviy isardytos
nuolauzos tarsi susimaiso su paprasty Ukrainos
Zmoniy ir jy zemes kasdienybe. Tai keistai koreliuoja
su Siandieniniu karo vaizdiniu — Siurks€iu chaosu, kurj
kuria pastaty griuvesiai, lavonai ir niekam nereikalingi
namy apyvokos daiktai. Visiskas ir beprasmis
Zmogaus gyvybes naikinimas ir nuvertinimas — tai
riebus nugalétos imperijos parasas. Tai leidzia naujai
pazvelgti j menininko, kuris jau seniai dirba kultdrinio
chaoso, betikslio naikinimo, nykimo ir skaidymo tema,
kdryba.

Meno kolektyvas ,FantastiSkai mazi purslai” (Lera
Malcenko ir Oleksandr Hanc) savo vaizdo tyrime
JKONKRETU IR NEAISKU" (2019) analizuoja Soviety
Sajungos architektdrinj palikima daugelyje Ukrainos
miesty, ypac Dnipro mieste. Sovietiné modernybeée
pasizymejo didelémis ir galingomis architektdrinémis
ir pramoninémis formomis, nepaisanciomis Zmogaus
komforto, svarbiausia — jy jspudinga isvaizda. Sie
jvaizdziai-simboliai kaip sena oda jau seniai isnyko i$
musy savimones, taciau vis dar stipriai reiskiasi musy
miestuose, Musy gyvenime. Tai, kaip Zmones perkuria
juy suvokima ir paskirtj, meno kolektyvas tyringja
pasitelkes milzinisko vieSbucio ,Parus”, kuris (kaip

ir Sviesig ateit] Zadeéjes visas sovietines modernybés
projektas) taip ir liko nebaigtas, atvejj°.

Vaizdo instaliacijoje ,Ukrainieciai: zmones, kurie negali
grjzti namo" (2018) Nikolajus Karabinovicius, pasitelkes
Sokj ir muzika bei asmenines ukrainieciy imigranty

iS Mancesterio istorijas, tyringja tradicijy, patriotiniy
jvaizdziy ir jausmy, atplésus juos nuo jy kilmes
konteksto, transformacija. Jy tautine tapatybée neryski,
0 jy gyvenimo budas primena vietiniy. Menininko
pateikiamas ukrainieciy imigranto jvaizdis atitinka
postkolonijinj subjekta, kurio asmeniné istorija yra
sukonstruota, mitine arba jsivaizduojama ir kuris tik i$
dalies Zino, kas jis yra is tikryjy.

5 Dekolonializmo studijose ,modernybe” laikoma
epistemologine sistema, neatsiejama nuo Europos
kolonijinio projekto. Sovietinis modernumas yra hibridinis
europinio modernumo potipis.

Struktdrinis smurtas

Kai kurie menininkai tiesiogiai ar netiesiogiai kalba
apie struktdrinj smurta. Sig smurto rasj lemia didziule
socialineé ir ekonominé diferenciacija, pasireiskianti,
pavyzdziui, skurdu ir pagrindiniy istekliy bei teisiy
atemimu. Meniniai apmastymai Sia tema apima
lygmenis nuo pasaulinio iki vietinio, nuo asmeninio iki
socialinio.

Pavyzdziui, Pavlo Makovas savo darbe ,Mappa
Mundi” (2020-2021) jsivaizduoja tam tikra pasauline
bendruomenine erdve. Karinj sudaro didelis medinis
objektas ir pieSinys, kabantis ant sienos, abu jie yra
jsivaizduojamo pastato keisty grindy planai. Tai
savotiSka bendruomeniné erdve, kur vienos zonos
ryskiai nubreéztos piestuku, o kitos — tik punktyrineémis
linijomis, kur vieniems priklauso per daug, o kitiems
— beveik nieko, kur néra komforto ir kur viskas
tarpusavyje susije. BUdamas susijes su daugeliu
pasauliniy procesy karas Ukrainoje kalba apie
diskomfortg ir intymuma, jis dar karta parode, kokia
dramatiska ir neteisinga yra nelygybé pasaulyje.

Si nelygybé pasireiskia ne tik pasauliniu mastu,

bet ir vietos lygmeniu, nes mazumy grupiy teisiy
suvarzymai, t. y. LGBT bendruomeneés, neturtingieji
arba tautinés mazumos, ypac romai, patiria
nepritekliy. Tarp socialiniy grupiy reikia tiesti
uzZuojautos ir paramos tiltg, o tai labai sudetinga
uzduotis ne tik ilgai kentéjusiai posovietinei Ukrainos
visuomenei, bet ir gana turtingoms ir stabilioms
Vakary visuomenems. Vis delto Sis tiltas yra raktas

j socialine gerove, sauguma ir auksta Zmogaus
gyvenimo verte, apie kuria visi taip svajojame. Kaip
tik tokj tilta tiesia menininkas Sasa Kurmazas, savo
nuotraukoje uzfiksaves butent tilta (,Tiltas”, 2019). Nors
jo tiltas — medinis, laikinas ir nestabilus, jis eina virsum
tvirtos betonines sienos. Ar Si siena kada nors bus
visiskai sunaikinta?

Tuo pat metu Jana Bacynska vaizdo jrase ,Mano
senelio oda” (2020) per labai asmeniska savo Seimos
istorijg pasakoja apie posovietiniame zmoguje

giliai jsiSaknijusj ir daugelio valstybiniy ir socialiniy
struktUry vis dar palaikoma strukturinj smurta.
Sovietinis aukléjimas buvo grindziamas subordinacija,
konformizmu ir pazeminimu. Tai akivaizdziai

provokavo smurtg, ypac pries pazeidziamiausius
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— moteris ir vaikus. Norédami visiSkai atsikratyti
Jrusiskojo pasaulio” mentaliteto, turime dirbti su
Siuo ,palikimu® savyje. Tai ta senoji musy sovietiniy
proteviy oda —sunki ir batinai nusimestina.

ISgirsta Ukrainos Zemé

Kai kurie parodoje pristatomi menininkai nagrinéja
zemes tema ir siekia atkreipti demesj ne tik | Zzmoniy
balsus. Kitaip tariant, jy projektai yra tiesiogine ar
netiesiogine antropocentrizmo kritika®. IS tiesy,
Zmoniy pasaulis yra toks egocentriskas ir sugedes,
kad Zmoniy nuostatos ir jsivaizdavimai, kas yra geras
gyvenimas, arba krypsta link utopijos, arboa atsiveria
bauginanciai distopijai (pavyzdziui, karams) ir klimato
kaitai. Atrodo, kad Zzmogui reikia atsitraukti, nes
esame akli savo agresijoje ir godume. GalbUt geriau
vadovautis augaly, gyvuny ir zemes logika ir taip
sukurti nauja realybe, kurioje Zmones nebuty visatos
centras, 0 nezmogus, Kitaip nei pastaruosius kelis
gimtus mety skelbé ,modernybés / kolonializmo*
idejos, nebuty laikomas tik pavergimo ir isnaudojimo
objektu 7, ir bty suvokiamas kaip partneris-subjektas,
turintis teisiSkai apsaugota balsa®? Kitaip tariant,

6  Antropocentrizmas — tai nemokslinis idealistinis pozidris,
pagal kurj zmogus yra visatos centras ir visy pasaulyje
vykstanciy jvykiy tikslas.

7 ,Modernybe / kolonializmas" - tai sgvoka, kurig pirma

karta pavartojo Peru sociologas Anibalas Quijano (1930-2018),

o véliau isplétojo Argentinos dekolonializmo teoretikas
Walteris D. Mignolo. Dekolonializmo studijose modernybeé ir
kolonializmas yra neatsiejami dalykai, dvi tos pacios monetos
puses. Taigi Mignolo teigia, kad kolonializmas yra tamsioji
Vakary modernybés puse, sudétinga galios matrica, kuria
sukadre ir kontroliuoja Vakary Zzmones ir institucijos nuo
Renesanso, kai buvo vadovaujamasi kriks€ioniskaja teologija,
iki Siandieninio neoliberalizmo diktato. Placiau skaitykite

¢ia: ,The Darker Side of Western Modernity. Global Futures,
Decolonial Options” (Duke University Press, 2011).

the Sciences into Democracy” (Harvardo universiteto
leidykla, 2004), kurioje isdéstyti politinés ekologijos
konceptualUs pagrindai.

8  Idéja kurti nauja kolektyviskumo forma, kurioje kaip
lygus galety sugyventi zmogiskieji ir nezmogiskieji veikejai,
kruopsciai plétojo prancuzy filosofas, antropologas ir
sociologas Bruno Latouras (1947-2022) daugelyje savo darby,
ypac knygoje ,Politics of Nature. How to Bring the Sciences
into Democracy" (Harvardo universiteto leidykla, 2004),
kurioje isdéstyti politines ekologijos konceptualUs pagrindai.
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Ukrainos menininkai puikiai supranta, kad dabar,
katastrofiskos klimato kaitos ir kary akivaizdoje,
kaip niekada svarbu, kaip Zmoneés bendrauja su
nezmogiskuoju pasauliu, nes nuo to tiesiogiai
priklauso ne tik jy tarpusavio santykiai, bet ir tai, ar
Zmonija artimiausioje ateityje apskritai egzistuos.

BUtent apie tai savo projekte ,Invazijos” (2022) kalba
Alevtyna Kachidze, tyrinejanti augaly gyvenimo
strategijas. Menininké teigia, kad tai, kaip augalai
bendrauja vieni su kitais, yra puikus pacifizmo
pavyzdys. Jie taip pat susiduria su svetimzemiais
augalais ir patiria jy invazija, taciau jie vieni kity
operatyviai nezudo ir nebeéga is vietos, kurioje jleido
Saknis. Zmoneés turéty ismokti augaly logikos.

Menininky duetas Danijilas Revkovskis ir Andrijus
Racynskis savo projekte ,Atlieky uztvanka” (2021)
kalba apie vietas (jskaitant kapines ir didelio masto
sovietines pramones infrastruktdrg), kur zmogaus
veikla pavergiant zeme, pertvarkant ir pritaikant

ja savo reikmems ypac agresyvi. Jie kuria vizija
muziejaus, kuris ateityje atsiras isnykus zmonems

ir kuriame bus eksponuojami tik keisti artefaktai

ir nesuprantamos zinuteés, o gal tik skambéjimas,
dauzymas, gincai ir burzgimas. Menininkai naudoja
balsa ir kUng kaip nesutikimo ir maisto, taip pat
rapescio, solidarumo ir uzuojautos priemones. Kai
murmame, kalbame ar Saukiame, mikciojame ar
tylime, apibreziame tai, kaip esame kity zmoniy ir ne
Zmoniy atzvilgiu.

Menininké Zana Kadyrova taip pat kreipiasi j ziGrova
per simbolinius negyvojo pasaulio objektus. To

paties pavadinimo projekte ji naudoja tradicinés
ukrainietiskos kvietinés duonos ,palianycia” jvaizdj
(2022). Rusijai jsiverzus | Ukraing Sis zodis tapo svarbiu
ukrainietiSkumo simboliu. Jj sudaro sudéetingas
minkstyjy ir kietyjy garsy derinys, kurj rusakalbiams
sunku teisingai istarti. Ironiska, bet tik po karo
pasaulis suzinojo, kad Ukraina savo kvieciais maitina
puse pasaulio ir kad nuo jos ilgai kentéjusios Zemes
priklausys, ar Zmonija badaus, ar ne. Menininkes
instaliacija sukurta is akmeny, kuriuos ji rado Ukrainos
Karpaty kalnuose. Ant sniego baltumo staltiese
uzdengto stalo guli akmeninés duonos riekés. Si balta
staltiese primena konteksto trukuma, tiksliau, nenora
Zinoti valgomos duonos konteksta. Ar Ukrainos zeme,
kuri jdirbama ir eksploatuojama pasauliui maitinti,



kasdien apsaudoma ir bombarduojama, toji, kurioje
yra jvairiy civilizacijy ir kultdry fragmenty, pagaliau
randa savo balsa ir tampa matoma?

IS kity issiskiria Vlodko Kaufmano kuratorinis
projektas ,Zeme" (2022). Si instaliacija sukurta
bendradarbiaujant su keliais kitais menininkais: Jana
Krykun, Natalija Lisova, Maksymu Mazuru, Serhijumi
Radkeviciumi, Serhijumi Sav&enko, Natalka Symin

ir Oleksandru Dovzenko (1894-1956). Menininky
kdriniai derinami tarpusavyje, taip sukuriama balsy
polifonija, tarsi is portaly sklindanti is seny telefono
badeliy. Kiekvienas karinys — tai bandymas suprasti,
kas Ukrainos zmonems, kurie del jos mirsta, valgo
jos vaisius ir joje randa prieglobstj, yra ,zeme*. Cia
.zeme” — nuolatinio nerimo bijant ja prarasti metafora,
abstrakti teritorija Zemeélapyje, kurios ribos nuolat
perbraizomos, ir uzkariautojo, kuriam ji téra istekliai,
taikinys. Tac¢iau svarbiausias dalykas, kurj atskleidzia
projektas, yra ypatingas ukrainieciy rysys su savo
zeme, tai, kad jie giliai emociskai ir fiziskai jleide | ja
Saknis. BUtent tai ukrainieCius daro ukrainieciais ir
pavercia juos subjektu.

skokokok

Visi Sie projektai atskleidZia, kokiu subtiliu lygmeniu
ukrainieCiy menininkai dirba su atminties ir Ziniy,
jausmy ir baties dekolonizacija. Saves tyrimas pikselis
po pikselio ir milimetras po milimetro ne tik gydo
zaizdas po ilgalaikeés priklausomybeés, bet ir padeda
mMums susigrazinti istorine tiesa, arba, Madinos
Tlostanovos zodZiais tariant, atkuria teise ir gebeéjima
pasirinkti, kg ir kaip prisiminti. Nauja zinojimo sistema
ir naujus zodzius, kurie leisty mums kalbéeti uz save,
jrmanoma kurti tik suvokiant save ir suprantant, kodel
buvome iSmesti | §j pasaulj.

Norint sekmingai pasipriesinti ,kolonijinei galios
matricai” (Anibal Quijano), kuri yra tiek sovietines, tiek
Vakary modernybes ,tamsioji puse”, vien menininky
ir pavieniy tyrejy pastangy nepakanka. Reikia sukurti
vietine dekolonijiniy tyrimy Saka, paremta akademine
ir moksline infrastruktdra, taip pat siekti, kad politinis
elitas suprasty Sig problema ir galety vykdyti tinkama
kultUros politika. Pirmiausia Ukrainos valstybininkai
turi suprasti, kad jy vykdoma dekolonizacijos politika
néra dekolonizacija, nes vizualiniy sovietiniy simboliy

naikinimas, gatviy ir miesty pavadinimuy keitimas tik
parodo problema, bet mUsy viduje nieko is esmés
nekeicia. Kitaip tariant, dekomunizacija negydo
musy ,kolonijinés Zaizdos", kuri, iki galo nesuprasta

ir neiSanalizuota, nuolat atsinaujina ir kraujuoja.

Taigi dekolonizacija, pasak pagrindinio jos teoretiko
Walterio D. Mignolo, ,tai kartu ir zaizdos atskleidimas,
ir jos uzgydymo galimybeé. Ji padaro Zaizda matoma,
apcCiuopiama; ji iSreiskia sauksma.".

BuUtent tai ir daro Sios parodos menininkai: per
jausmus, emocijas ir pojucius jie leidzia mums
pasiekti musy ,kolonijinés zaizdos" jkunyta samone,
o tai priartina mus prie trokstamo isgijimo ir
sustiprina jsitikinima, kad ukrainieCiai yra zmones,
kurie GALI grjzti namo. Namai Siuo atveju nereiskia
jsivaizduojamos grynosios kultlros, kurig neva
kazkada turéjome ir kurig i5 masy ziauriai ateme
kolonijines jegos. Ne. Namai — tai ssmoningumas ir
saves supratimas, atsakomybeé uz savo praeitj, dabartj
ir ateit]. Kelias j sveikesne musy proto ir sielos blsena.
Visa tai jgalina kalbéti ir buti isgirstiems.

9  Walter Mignolo ir Rolando Wazquez, ,Decolonial
AestheSis: Colonial Wounds/Decolonial Healings", in Social
Text (2013 m. liepos), konsultavo 2022 m. spalio 10 d., https:/
socialtextjournal.org/periscope_article/decolonial-aesthesis-
colonial-woundsdecolonial-healings/
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OkcaHa KAPIMOBEUDb

He3anexHa KypaTopKa, KaHAMOATKa MUCTELITBO3HABCTRA, YHiBepcuTeT CopboHHa, Mapmx

YKPATHLI — Ntoau, 9KI MOXXYTb MOBEPHYTUCb JOOOMY: MPOLLEC TPUBAE

LekorioHizauis nam’ari Ta 6yTTa Yyepe3 MUCTEeLTBO CIPUSE BIAHOBAEHHIO MPABA | CIPOMOXKHOCT]
XyOOXHWKQ TA 7194048 HQ B/IQCHWM BMOID TOro, LLIO CAME | 9K caMe iM Mam’aTaTu;

PoCINCbKI KyNBTYPHI Ta MONITUYHI eN1iTV CTONITTAMM
3aMeBHANM CBIT, WO HAapOoau, AKi KONMCb BXOOUM

00 cknafy Pocivcbkoi iMnepii Ta PagaHCcbkoro

Coto3y, MatoTb CIPUMMATUCA NI CMINTbHOK
MapacosIbKOK POCIMCHKOI KyNbTypU. BogHo4wac

BOHM 3HULLYBaNy MOBY Ta NtoAen, HiBetoBanm
cnagliuHy v nepenuvcysanu ictopito, 6a 6inblie —
npuBNacHBaNM 3000yTKK, pecypcu, KyneTypy i
MUCTELTBO «HETUTYIbHWX» HaLiv. Ta M ONA «KOMMLLIHIX
3axigHWX IMOepiny, y TOMY YCAi cydacHOol HiMeudnHuy,
CLUA, @paHuii Ta Benukoi bpuTaHii, e goHenasHa
Oyno HopMasbHVM BU3HABaTU JOMIiHyBaHHSA POCii
Had UMMM HapodaMu M TEPUTOPIAMIK Ta MPUXMIBHO
CTaBUTUCA 00 POCIMCbKOro nornany Ha HuX. Yci imnepii
nparHyTb MPUWBAACHEeHHS, FoOMoreHisadii, acuminauii
Ta AoMiHyBaHHA. OCb YOMY 3axigHWIM iMMepianiam
FOBOPUTb TIEID YK MOBOIO, LLIO M POCIMCbKIMIM, @ FONoCK
ntoaen nosa CBITOBUMM LIeHTPaMK Blaan Mamxke
HeuyTHI.

MMBOKa BKOPIHEHICTb LIMX iMMNepianicTUUHMX Ta
KOMOHI3aTOPChbKMX MO3MLIN Y CKAaAHY apXiTeKTYPRY
3HaHb MPW3BOAUTL 0 TOrO, WO BioOMe aK
«enicteMiyHe HacunbCTBO». Ha ayMky FagaTpi
YakpaBopTi ChiBak, iIHAIMCbKO-aMepPMKaHCbKOI
OOCNiAHVILI, WO po3pobrna Len TepMiH y 1980-,
enicreMiyHe HacUNbCTBO BiAOYBacETbCH Yepes
MapriHanisauito NeBHKX roNoCiB Yy 3axigHUX
OUCKypPCax, KoKW HesaxigHa enicTeMosnoris
BIOKMOAETbCA AK HeadeKBaTHA, <HEA0CTaTHLO
po3pobneHar i HaiBHa, @ MaHiBHWIN 3axigHWIN HapaTUB
CNPAMOBAHMIN Ha 3MiHY ICTOPWMYHOI 1 COLLianbHOI
CBIOOMOCTI MiCLUEBUX HAPOLIB, Ha BMOANEHHS BCIiX
cnifgiB opuriHany i nepesanmc Moro YMmMoch Ginbi
npuoatH1UM anga cebel. YKpaiHCbKMIA ke ronoc
MapriHaniayBaBcsa y TakMi Ccrnoci6 ak y 3axigHux
OWCKypcax, TaK i y AMCKypcax cxigHoi imnepii —
oOuABI CUNK, L0 MAtOTb CYTTEBUM KOHTPOMb Haf,

1 Faatpi YakpasopTi ChisBak, <41 Moxke CybanstepH
rOBOPUTU?». Y: MapKCU3M Ta iIHTepPnpEeTaLLa KysTypW, pea.
NoypeHc Mpocbepr i Kepi HenbcoH, (E.: University of lllinois
Press, 1988), c. 271-313.
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HQ PO3YMIHHSI TOrO, KM BOHM € V1 47151 YOO 3AKMHYTI B LV CBIT.

MaaiHa TrioctaHoBa, «CTPMOOK Y MOPOXKHEYY»

CUCTEMOIO 3HaHb, POPMYBaNM yIBNEHHSA MPO
YKPaIHLIB 9K «IHLLKMX»?2. TOBTO, Kayky4 cnoBamm
EHpike lNanbBaHa-AnbBapeca, enicteMiyHe
HaCUNbCTBO — LI HACW/bCTBO, KOTPE 3[4iMCHIOETHCA
MNpPoTK abo 3a AOMNOMOrol 3HAHHA Ta € KTHOYOBKM
enemMeHToM Byab-AKOro npouecy AoOMiHyBaHHA:
«[JOMiHYBaHHA 0OCAraETbCA HE NMLLIE LLIAXOM
NobyaoBM eKCnyaTaTOPCbKMX EKOHOMIYHMX 3B'A3KIB
Y KOHTPOJIO BIMCbKOBO-MOMITUYHMX anapaTi.,

ane i, 4 6 ckasas, FONIOBHUM YMHOM LLIAAXOM
nobynooBM eniCTeEMIYHKX PaMOK, AKi NeriTUMI3yHoTb

Ta 3aKPINOKTb MNOAIGHI MPaKTUKM AOMIHYBaHHA»S,

Y CcBOEMY BMOATHOMY TBOPI «OpieHTaniam» 1978 poky
Ensapn Caig Haa3BMYaMHO YiTKO OKPeCcnmB, 9K L
PaMKU 3HAHHS, LLO MPUHMMKYIOTb Ta NIANOPSAOKOBYOTb
«|HLOro», ByayoTbCa Yepes MOBY, ANCKYPC,
MNO3ULIIOHYBaHHA | BadeHHa MOBayKHWX MMCbMEHHUKIB,
iHTeneKTyaniB Ta AoCNiOHMKIB. Ha »anb, pe3ynsratom
TaKOro TUMY HACKU/bCTBA € Te, L0 3HaHHA N YABNEHHA,
CTBOPEHI a4 AOMIiHYBaHHSA Ta NiAKOPEeHHS Hac,
IHKOMM CTakOTb HACTINTbKWM BKOPIHEHUMM Y HaLLiN
BNACHIiM KyNnbTypi, MepeKoHaHHAX Ta Oy TTi, HaCTiNbKM
mepeBaXkatoTb Had, peanbHVM OOCBIAOM | MaM'aTTHo
HaLLoro Hapoay, WO MoAAaM BaXKKO po3ibpaTmncs, KM
BOHW € HacnpaBa,.

Ane ulo BiabyBaeTbCa CbOroaHi 3 6e3npeueaeHTHO
yBarok CBiTy 00 YKpaiHW? HeByke CKOHCTpyMoBaHa
pocCi€to NpKr3Ma, Kpi3b Ky 3axig 30e6inbloro
OVBMBCA Ha YKPAiHCbKY KynbTypy, ICTOPIto Ta
MUCTELTBO, panToM po3bumnacsa Ha Apy3Kn? Y Mu
Ternep roBOPMMO caMi 3a cebe, 6&3 CTOPOHHBOIO
BTPY4YaHHA? Y BOanoca HaMm BioHaWTW CBIi ronoc,

2 CniBaK BMKOPWCTOBYE MOHATTA OUCKYPCY B PO3YMIiHHI
Miwens dyko, TOBTO 9K cUCTeMY AYMOK, 3HaHb abo
KOMYHiKaLii, LLLO KOHCTPYIOE Hall [OCBIf, MPO CBIT. OCKIiNbKK
KOHTPONb HafA OUCKYPCOM AOPIBHIOE KOHTPOSMIO Had TUM, AK
CMPUIMMAETbCS CBIT, CoLliabHa TEOPIA YaCTo BMBYAE AMCKYPC
y TICHOMY 3B'A3KYy i3 Bfagoto.

3 EHpike ManbBaH-AnbBapec, «EnicTeMiyHe HacubCTBO Ta
MOMCTa: MMTaHHA 3HaHb B KiIHOGINbMI «MaTu [HZis»», )KypHan
«Atlantis», Bunyck 32, N2 2 (rpyaeHb, 2010), ¢. 12.



CBO CyO'EKTHICTb — i HapeLwTi CTaTy BUAUMUMUN Ta
YYTHUMK A9 CBITY?

OueBKAHO, LLIO CbOroAHI BioOyBacTbca BeNMKa
nepebynoBa He NuMLle CBITOBOro NopaaKy Bnaau, a

M yCTaneHmx CTRYKTYP 3HaHHA. Tonoc pocii BTpadae
KOHTPOSMb Hal penpe3eHTalielo yKPaiHCbKOro
Hapoay, Toai AK 3axigHi 4OCNIAHVKWM BiAKPMBaOTb
ona cebe yKpaiHCbke MUCTELTBO, Ky/1bTYPY Ta iCTOPIto,
npUYOMy AeaKi 3 HUX — yrnepue. Ona HuX YKkpaiHa —
abCoMOTHO HOBUM CyB'eKT W yce Lie cnina nagMa Ha
Manax iXHIX 0OCNiaXKeHb, HEBIOOMA TEPUTORINA, Ha AKIN
MPOXKMBAKOTb HE3BMYAMHI M OeLLO eK30TUYHI CMINMBLI
1O NPOOOBYKYIOTh AaBaTM BiAcid 6araToBiKOBOMY I
LIAHOBaHOMY MapTHEPOBI 3axoay 3 iMMnepianiamy.

LLlo »k 0O caMKX YKPaiHLiB — B3ABLUM Ha cebe
BiAMOBIAANbHICTb He TiIbKM 3a CBOE, @ M ManbyTHe
BCbOIro AeMOKPaTUYHOIO CBITY, BOHW Binblle He
CNPUMMatOTb TaK JIErKOBIPHO EBPOMOLEHTPUCTCHKIMIA
Mi®d LWoao cebe ak Npo «Heao-EBPONenLiB»,

KOTPWM MOTPIBHO HECKIHYEHHO MOoAePHI3yBaTUCA

i «Ha300raHATW», LLOG KOMUCH (YTalm «HIKOMM»)
BBaYKaTmca piBHUMKM. HanonernmeiCTb HaLLMX

nogen y 60poTbbi 3a CBOKO 3eMJTIO Ta HE3aMNEMHICTb,
YITKICTb MO3ULIN | KOHKPETVKa BMMOTr 00 rnmobanbHoi
CMiNbHOTW CBiAYaTb MPO HaPOOXKEHHS TOrO CaMoro
YKPaiHCbKOro roaiocy, AKMM Tak HeoUiKyBaHo, ane

TaK O4EBUOHO PYMHYE 3aCTapini paMKu 3HaHHA Ta
CMOTBOPEHI YABNEHHSA MPO YKPaiHLIB, WO CTONITTAMM
pPO3po6NANMCA Ta BNPOBaayKyBanmca 9K 3axoaoM, Tak
i pocieto.

’

3axigHi > IHCTUTYTU M OOCAIOHWUbKI LEHTPM
CbOrofHI OIMCHO HaMaratoTbCs HAOONMY>KUTU 3ragHe
— TePMIHOBO Mi3HaTK YKpaiHy, o6 3p03yMiTH, AK
3MIHIOETBCA CBIT. LLlooo KynbTypHO-MUCTeLbKoi chepu,
TO MalyKe BCi My3ei Ta apT-iHCTUTYLiT Bykxe Haganm
CBIil MPOCTip O4Ng NpoBeaeHHA OAMCKYCI, KiHOMOKa3iB
i BUCTABOK YKpPaiHCbKOro MycTeuTBa. Ha »ane,
GiNbLICTb i3 LKMX CMPOO CTRYKTYPHO HE 3MIHIOKTb
CBITOBE CMiBBIAHOLEHHS 3HaHHA/BNana, OCKiNbKM
3a3BUYaM BOHU € CMOPaOVYHVMIK | HEMPOOYMaHVIMU,
He 3aMo4YaTKOBYIOTb JOBIOCTPOKOBMX JOCIOXKEHD

Ta Mporpam cniBnpali 3 YKpaiHow i He MparHyTb
BMPOOUTK HOBi 3HAHHSA, AKi MO 6 3MIHUTU
YMHHUI CTaH pedelt. MpobnemMa nonarae e v

Yy TOMYy, LWLO AEKOMOHIanbHI cTyaii B YKpaiHi Aoci
nepebyBatoTb Ha eTani 3apPOAKEHHS, @ YKPATHCbKUM

OocnigHvkaM 6pakye BnacHoOi AeKonoHianbHol
TePMIHOMOrIi Ta CAMOCTIMHO BUBYA0BaHWX CTRYKTYP
3HaHb ON4 FPYHTOBHOMO aHanily KynsTypHO-
iCTOPUYHOIO CTaHOBMLLA CBOro Hapoay“. barato
cnpob roBopuUTH cCaMmM 3a cebe 0EMOHCTPYOTb
XaoC CaMOyCBIOOMMEHHS, L0 4YacTo MPUKPWBAETLCA
nonyniaMoMm. BignoBigHo icHye 3arpo3a, Wo

TaKe MoBepxoBe OOCMiOXKeHHS YKPaiHCbKOro
MUTaHHA He3abapoM MOXKe 3BECTU MOro A0 PiBHA
MNOBCAKOEHHOro ABKLLLAa Ta MO36aBUTK PagMKarbHOro
3apaqy.

BooHouac HeMae »KoaHMX CYMHIBIB, WO B Lien
MOMEHT ICTOPIi MU MAEMO YHIKaNbHUMN WAHC 3MIHUTU
YCTaneHi paMkmM 3HaHHg. Mpouec 3anyLleHo, Ta BiH
BCe Llie NoTpebye 3HaUHKX 3yChb — Hacamnepen
Bi, CaMMX yKPaiHLiB. Y KpaiHi, Oe nae BiMHa, KynbTypa
M MUCTELTBO, OOCNIOAYKEHHSA Ta CaMOYCBIOOMIEHHS
BIOCTYMatOTb Ha OPYrMi NNaH. 3BiNbHEHHA
OKYMOBaHUX TePUTORIM | BY4acHe noctadaHHga 36poi
— OCb Ue BMOAETbCA HamBaXkNmBiLLuM. OgHaK

camMe MUCTeUTBO M Ky/bTypa, PO3yMiHHSA 3B'A3KiB
MiXK 3HaHHAMM Ta B1a4O00, 30KPEMA TOro, AK BOHU
DOPMYIOTBCS | 9K MU MOXKEMO B LLE BTRYTUTUCSA,

€ KITIOUYOBUM A19 3000y TTA BTaCHOIO rofiocy Ta
cy6'eKTHOCTI.

[ng uboro M MaeMo po3ibpaTtmca B cobi Ao
ApPiIGHWLb, 4O OCTaHHbOIO MiNiMeTpa N Nikcena,
aHani3ytoun nig Nynoto AyLeBHI CTaHM, MoYyTTs,
NPUIMYyLLEeHi TpaBMK Ta CTePTY MaM'aTb YKPAIHCbKOTo
Hapoay. [HaKLe Kaykydun, M1 MOBMHHI Ni3HaTK

cebe, Wob MaTy 3MOTY roBOPUTU, BYTU YyTHUMU.
BaraTo yKpaiHCbKMX AOCAIAHWLb Ta MUCbMEHHMULLb,
30kpemMa dap'a LUmnmbaniok, CeiTnaHa benapesa,

Acqa basaonpeBa M iHLLI, BXXe YyCMilIHO NpaLuloTb Y
LUbOMY Hanpami. Ane 1 yKpaiHCbKi MUTLi Ta MUCTKUHI

4 [NexkonoHianbHicTb (Decoloniality) — ue WwKona oyMKu,
10 GOKYCYETbCA Ha 3BiNTbHEHHI BUPOOHMLTBA 3HaHb Bif
nepeBaXkHO EBPOLIEHTPUYHOI enicTeMn. BoHa 30e6inbLioro
KPUTWKYE YHIBEPCanbHICTb 3aXigHOro 3HaHHSA Ta MaHyBaHHA
3axigHOI KyNbTyPW, PO3raaatoun Lo rereMoHIto SK OCHOBY
3axigHoro iMnepianiamy. JeKonoHianbHICTb LWe Ha3MBaTb
GopMOIo «enicTeMiYHOI HermoKkopk» abo «enicTeMIYHOro
BiookpemMneHHs» (Bansrep 4. MiHbono). CborogHi igei
NEKOOHIANbHOCTI LLUMPOKO 3aCTOCOBYIOTHCA | A9 aHanily
CXiAHOEBPOMEMCHKMX Ta IHLWMX MOCTKOMYHICTUUHKX
KOHTEKCTIB, 3 ypaxyBaHHAM iX KyNbTYPHO-ICTOPUYHMX
0CcobNMBOCTEM Ta BNAMBY MGPUAHOI EBPOMNENChKo-
paasHCbKOI MOOEPHOCTI.
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NPOBOAATb Ha LIbOMY TepeHi Y He HaMTOHLLY POoOOTY.
3peLlToto, aK 3a3Hadae MaaiHa TnocTaHoBa, «TiNMbKM
yepes aneropii, cMMBONKM W MeTadopm BCe e
MOX/TMBO PO3MOBICTM aNbTepPHaTMBHY BEPCIO MO,
TOMY WO «MeTadOPUUHI XyOOXHI BUPa3n AMBHUM
YMHOM edeKTUBHILLI, HiXX rofi dakTn, OCKINTbKIM BOHM
3BepTatoTbca 6e3nocepenHbo A0 HaLlMX eMOLLIM

Ta MoYyTTIB, 3aMnyckatoun B Takui crocid 6onicHum
NpoLLEeC eK3UCTEHLIMHOIO 3BiNTbHEHHA»®,

YKpPaiHCbKi MUTLI ¥ MUCTKUHI, 4ni po6OTH
npencrasnenHi y npoekti Ukraine! Unmuted,
Haa3BMYAMHO YiTKO PIKCYIOTb aKTyanbHi 60NbOBI TOYKM
YKPaiHCbKOIro CycninbCTBa Ta 3a/1y4atoTb rgaaaqa

Ha eMoLiMHOMY PiBHI, LLIO Beae A0 TpaHchopmalii
NOrManiB, BUKIVMKAE eMMaTito Ta AonoMarae

KpaLlle 3p03yMIiTH YKPAIHLIB AK iM caMKM, TaK i
MDKHaPOLHIM cninbHOTI. CaMe LbOoro nparHe KoxHa
poboTa LbOropiYHOI eAnLi TPMEHaNe YKPaiHCbKOro
CYy4acHOro MUCTeLTBa «YKPaiHCbKMIM 3Pi3».

3arpoXXeHe XuUTtro

Hanpwknag, Bioeo «Mup i cnokim» (2022), 3HaTe
pexumcepamMm MmMpo Knoyko Ta AHaToniem
TaTapeHKOM 3a MOTVBaMK OQHOMMEHHOI N'ec AHOPIA
BoHaapeHkKa, BiAKpWBaE 3B'd30K MiyK TPaBMaTUUYHUMK
[OCBigaMmM HAaCWNbCTBA Ta BUXKMBAHHA, AKi Mepexxmna
UM HE KOXXHA YKpPaiHCbKa POAMHA B KilTbKOX
MOKONIHHAX. Halle HUHIWHE iCHYBaHHA Ha TN
CMPaBXHbOI BIMHK PaNTOM BIAKPWIO HaM PO3YyMIHHSA,
30aBanoca 6, ganeKkoi HecnpaBeaaMBOCTI, Tak
BMPa3HO 3akapboBaHOI B TiNax Ta CBiAOMOCTI HallMX
6aTbKiB, AiAiB i Npaaiais. Tenep My PO3yMieEMO, O
BiliHa Ta HecTabiNbHICTb AaBHO ByNM YAaCTUHO TOrO,
KUM MK €. Y1 LA BiHA XO4Y KOMMCb 3aKiH4YyBanaca?

IMepcumBHa BigeoiHcTangauia Ceprig MNeTntoka

«Konw po3BieTbca TyMaH» (2018) po3KprBae TeMy
He3axMLLEHOCTI, MoMilLatouM Tino rmagadva y npocTip
HecTabiNbHOCTI Ta BiACYTHOCTI OCOBUCTUX KOPOOHIB.
Acolitooum cebe 3 OrofIeHMMIM MOACBKVMY TinamMu,
KOTPi MOYeproBo MPOEKTYOTbCA Ha CTiHW Ta MapHO
HaMaratoTbCs YHUKHYTV CMIPAMOBAHOMO Ha HMX

5 MapiHa TnocTaHoBa, «[JeKonoHianbHMM aecte3ic Ta

MOoCTpPadaHCbKe MUCTELTBOY, )y pHan «Afterall. A Journal of
Art, Context and Enquiry» (BepeceHb 2019), c. 104.
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NpPOMeHaA CBiTNa, rMaaad NnpuMipsae Ha cebe ponb
BIpA3/1MBOI Ta He3axuMLeHoi MileHi. CTBopeHa y

2018 pouj, HUHI ua poboTa BUKMKAE HOBY peaKLiito,
afyke 6araTo 3 Hac NepexKunm Big4yTTa CBOEI
6e3nopagHoCTI Nepen MalUVHOW BilHM, WO TaK
YOPCTOKO MPOHMKAE B HaLli TiNa, CBIAOMICTb, OOMIBKM,
YWUNTTA Ta 3eMJ10.

Ha BUCTaBLIi TaKoyK NpeAcTaBneHi poboTy MUTLIB, AKi
pednekcyTb MPO METOAM MCUXONOriUHOl aganTauii
00 06CTaBuH BiMHW. B 06'ekTax KocTaHTUHa 30pKiHa
Mif, 3aranbHOK HA3BO «3axXMCHUI Wap» (2022),

WO HaraayoTb 3iB'ane NMCTa AepeB Ta 3pyMHOBaHI
BiMHO BYyOMHKU, BUKOPUCTAHWIAN MaTepian, a came
ipXaBMW MeTan, Ma€ noaginHe metadopuyHe
3HaYeHHA — 9K 3axXMCTy, Tak i 36poi MacoBOro
3HULWEHHS. g Yac BiMHM iMo3ia 6e3neku MocTimHO
3MIHIOETBCA CTPaxOM HEBIABOPOTHOI BTPATK, CMepTI.
Lle Ton cTan He/6esnekun, Konu crnopisacuics 6yTu
3axXULLEHWM, ane N WOMUTI OUiKYELL BYTU YPayKeHMM.

Big 3uineHHa po conipapHocTi 1 onopy

MWUTLI Ta MUCTKWHI HE NMLLIe 3aHYPIOOTL rd4a4a

Yy TPaBMaTUYHMIM OOCBIO YKPAIHCHKOI ICTOPIT Ta
Cy4aCHOI KPUXKOCTI MOBCAKAEHHOMO XKUTTS, a M
MPOMOHYIOTH LiNWM apceHan MeToAiB 3UiIeHHa — Bif,
TepaneBTUYHOI POBOTU i3 TPaBMOK 40 COMNIAaPHOCTI
OMopYy HapaTVBaM HACWIbCTBA Ta MOHEBOMEHHS.

Tak, poboTa AHApia Ta Jlii JocTneBMX «3anm3syoum
paHu BiMHM» (2016-2021) Binobparkae 0oCBia yKpaiHLUIiB
i3 JoHbacy, aKi nepexunnum okynadito we y 2014 podi.
Toai Ntogn 3 MUPHKWX perioHiB YKpaiHu He 00 KiHUg
YCBIOOMIMIOBANy, Lo Take BivHa. Lia poboTa Haraaye
HaM, LLO BiMHY MOTPIOGHO MepexxmBaTh PasoM i3 TUMMU,
XTO NepebyBac B 30HI KOHGMIKTY, ClpuiMatoym ii

AK BNACHY MOBCAKOEHHY PEaIbHICTb, iIHaKLle BOHa
PaHO YM MI3HO MpUIMAe y Ball OiM. TaHK 9K CUMBO/T
TPaBMW CTOITb Ha MOCTAMEHTI Mif CKAAHOI BITPUHOIO,
HIGW B My3ei. XYOOXKHUKM CTUPAKOTb MO0 KOHTYPW,
3MM3YI0YM Ciflb, 3 AKOT BiH BUFOTOBEH M. 3aroeHHA
Oynb-AKoi TPaBMM — MPOoLLEC MayKe HEMOMITHUM, ane
KOMMYNbCUBHUM | TaKMI, L0 NOTPebye YmMcneHHmX
MOBTOPEHb B OCOBUCTUX icTOPIAx.

MNepexoaayn BiA 3UiNeHHSa 00 ONnopy, c1if 3ragatu
cepito akBapenewn KatepuHu JincoseHko (2022).



306payKatoun BUTOHUEHI, Bpa3nmei 1 Yacom MididHi
MoACbKi 06pa3n, aKi Hade BigipBaHi Bif »XOPCTOKOI
peanbHOCTi abo BAAN0 KOHTPACTYOTb i3 Heto,
XyOOXKHU LA CMOHYKaE raaada 40 HEVMOBIPHOIO
eMOLLIMHOro NPo3piHHA. HaniBnpo3opicTe akBapeni

rnepenac TeHAITHICTb Ta BPa3NuBICTb IKOOCHKOI MaTepii.

A No3ipHa KPUXKICTb | CNabKicTb OrofleHMX YacTuH
Tina, OiTen Ta »KiHOK BUKOPUCTOBYIOTbCA ONA nepenadi
MNepeKOHNMBOro MONITUYHOIo MOCNaHHS.

Y CBOIi pob6OTI «WKiHKa YCMIXaeTbCa, )iHka 6epe,
YKiHKa Hapomkye. Oan» (2021) KaTa JTiOKiHA TaKoxK
BUKOPUCTOBYE 06Ppa3u XKiHKM 1 ANTUHM, ane BOHM
TYT HE € BPA3NMBKVMM, HATOMICTb MatOTb PiLLYyYNI
XapakTep. Y camin Ha3Bi TBOPY — BMNEBHEHWW Ta
IMMEePaTUBHUIM 3aKNMK 00 Aii. TyT BaXKMBI CNPUAHHA
M NiATPUMKA, 3rypPTOBaHICTb MRy HaBKOIO
BUKOHAHHA [ii, B OCHOBI AKOi HamBUMLLA LLiHHICTb —
UTTA. Y He TaK 3apa3 HapPOMKYETbCA YKPATHCbKMM
ronoc?

A OCb BMKOHaHa Ha nanepi cepia pobiT CtaHicnasa
TypiHn «dakyto» (2014-2022) — Le KBiHTeceHLUiqa
4OrOChb HaWMBaXkKNMBILLOTO, LLLO OAHa TIOAMHa MOXKe
OaTW iHWIM: Big, iXKi, NIOTPUMKIM 1 PO3YMIHHSA 00
MNPWXMCTKY Ta NoboBI. Lie 1 6e3LiHHNI 3B'A30K
MiXX TtogbMW Ta BOAYHICTb 3a CMiflbHE — MUTb,
OoCBia, KpaiHy. | ue Ta conigapHIcTb 1 BigUyTTa
NPWHaNeXHoCTI, 6e3 aknx YkpaiHa He BucToana 6.

3MilaHe 1 HedAcHe

TakoyX € MUTLLI M MUCTKKMHI, GKi PO3MIPKOBYIOTb
Haa AOCKUTb CKIAAHO, HEOOQHORIAHO Ta AellO
dparMeHTOBaHO KybTYPHOL, apXITEKTYPHOLO
M iHOyCTpianbHOK cRadLMHOK YKpaiHK, WO,
6e3nepeyHo, BNAIMBaE Ha CaMOyCBIAOMIEHHA
YKPaiHLIB Ta iXHIO iAeHTUYHICTb.

Tak, B'auecnas MNonakoB y ¢oTonpoekTi «I.|.1 2022»
(2022) noegHye NpUpoaHi eneMeHTH, TaKi aK 3emMngq,
POCAVHM Ta NNoAW, i3 3anMLIKaMM NOBCAKAEHHOI
MOOCHKOI OiAIbHOCTI, 30KpeMa 06'eKTaMi MacoBOi
KyNbTypW 11 ineonoriv. Hibu BigokpeMneHi KnanTuKm
PI3HUX IMMEPIN, MONITUYHUX | KYTBTYPHUX TeYin
3MILLYIOTBCS i3 MOBYTOM MPOCTUX YKPAIHLIB Ta
IXHbOO 3eMneto. Lle AMBHUM YMHOM KOPESIOE i3
CbOrOAHILLUHBOIO Bi3yanbHOIO penpeseHTaLieto BiMHMN

— B6pyTanbHKM XaoCoM i3 yriaMKiB Byaisesnb, MepPTBUX
TiN Ta 3anuueHmx NpeaMeTie NobyTy. ToTanbHa
6e3ceHCcoBHa pyMHaLig Ta 3HeLUiHEHHA NIOOCbKOro
YKUTTHA — BaXKKMM MOoYepK iMNepii, Lo BiAxoaunTb. Yce
Le BIOKPMBAE HOBUIM NOMrNA0 Ha TBOPUICTb XYAOXKHMKA,
AKUN TPUMBaNMM Yac NpaLoBaBg i3 TEMOIO KyNBTYPHOTO
Xaocy, 6e3CEeHCOBHOIO HULLIEHHS, PYMHYBaHHSA Ta
po3naay.

MucTeubkmin konekTmne Fantastic Little Splash

(Tepa ManbyeHko 1 OnekcaHap aHu) y cBOEMY
BineonocnigeHHI «<KOHKPETHUI | HEACH WM M»
(2019) aHanizye apxiTeKTypPHY CraallMHy, 3anmueHy
PagaHcbkm Colo30M Yy BaraTbox yKpPaiHCbKUX MicTax,
30KpeMa y [Hinpi. [MpoeKT paasaHCbKOi MOOEPHOCTI
nepenbadac BeNMKi Ta MOTY)KHI apXiTEKTYPHO-
npoMmncnoBi dopMm, aki He ObatoTb MPo KOMPOPT
TOOMNHN: HAaMBaXkKNMBIiLLE ONF9 HUX — ePeKTHUI
30BHILWHIM BUMMan,. Li o6bpa3un-crmBonu, Ak cTapa
WKipa, 4aBHO 3HUKNM 3 HalWWOro caMmoBiaYyTTs,

ane BCe LLE BMPAas3HO MPUCYTHI B HALLMX MiCTaX, Yy
HaLloMy »UTTi. TBopUe ob'egHaHHa OOCNiOXKYE, AK
TPaHCHOPMYHOTLCS IXHE CAIPUMHATTA Ta BUKOPUCTaHHSA
Ha NpuKNagi BigoMoro rotento «apyc», OyaiBHULTBO
AKOro — AK | BCbOrO MPOEKTY PaAsHCbKOI MOAEPHOCTI,
o obiuaB cBiTNne MambyTHe, — Tak i He Byno
3aBeplueHe’.

Hikonan KapabiHoBuY y CBOIl iHCTanauii «YkpaiHu,i:
oaum, AKi He MOXKyTb MOBEPHYTWCb A0A0MY»

(2018) pokycyeTbca Ha TpaHchopMaLlii TpaamL,in,
naTpioTUYHKMX 0OPa3iB Ta MOYYTTIB, BidipBaHMX

Bi[, KOHTEKCTY CBOIO MOXOOXKEHHS, MOEAHY UM
TaHeLlb i My3UKY M BUKOPKWCTOBYHOUWM OCOBUCTI

icTopIi YKpaiHChbKUX IMMIrpaHTIB Y MaHuecTepi. IxHs
HaluioHanbHa IOeHTUYHICTb PO3MKMTa Ta 3MillaHa i3
MicLEeBKMM CrlocoboM »uTTda. O6pa3s yKpPaiHCbKOro
iIMMirpaHTa, NpeacTaBneHMInN XyoosHUKOM, yocoboe
ro/10C MOCTKOMOHIaNbHMX CyB'eKTIB, WO iHTerpoBaHiy
CKOHCTPYWMOBaHI, MididHi Ta BUragaHi ictopii npo cebe
i NVlWe YaCTKOBO 3HATb, KM BOHM €.

6 B aexkonoHianbHWX CTYLIAX «MOOEPHICTb» PO3MMAAaETbCA
AK enicTeEMONOriYHa PamMKa, Ska HePO3PUBHO MOB'A3aHa

3 EBPOMENCHKMM KOMOHIaNbHWM MPOEKTOM. PagaHcbka

YK MOEPHICTb € MbpUAHUM NIATMNOM EBPOMEMNCHKOI
MOOepPHOCTI.
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CTPYKTYpPHE HacunbCcTBO

[eaKi MUTUI Ta MUCTKUHI MPAMO Y ONOCEPEKOBAHO
MNPaLOOTh i3 TEMOIO CTPYKTYPHOIO HaCcWbCTBa.

Llem Tmn HacmnbCTBa € HAaCNiAKOM coLianbHMX

i EKOHOMIYHUX CTPYKTYP, L0 MOWMPIOOTH
HeCnpaBeaIMBICTb Ta HEPIBHICTb, | MPOABNAETHCA,
Hanpukniaa, y 6iaHocTi M no3baBneHHi 6a3o0BUX
pecypciB Ta 4OCTyNy A0 NpaB. MucTeubki pedbnekcii
Ha Lo TeMy BapitotoTbeca Bif rMobanbHoOro oo
NOKanbHOrO, Bif, OCOBGUCTOro A0 CyCrifIbHOrO.

Hanpwknag, MaBno MakoB y cBoin poboTi Mappa
Mundi (2020-2021) yaBnae cBoepigHum rmobanbHMM
KOMYyHanbHWM NpocTip. Po6oTa ckNagaeTbca 3
BENMKOro AepeB'aHoro ob6'ekTa Ta MantoHkKa, Lo
BMCUTb Ha CTiHi, — 06KaBa € NNaHaMn OMBHOIO
noBepxy Yy BUMUCIeHIn byaisni. Lie Takni cobi
KONEeKTUBHWI NPOCTIP, Ae AedAKi 30HM YiTKO
HaKpecneHi XMPHUMK NiHIAMIK, Oe 6araTto KopOoHiB
MO3HAYEHO NKMLIe MYHKTUPOM, e Y BAaCHOCTI OOHI
MaloTb 3aHaATO BaraTo, a iHLWi — MalXKe HiYoro,

ae HeMae KoMOOPTY i Ae BCe B3aEMOMOB'A3aHO.
Yepes CBill B3aEMO3B'A30K i3 GaraTbMa
rnobanbHYMK MpoLecaMn BiiHa B YKpaiHi BKOTpe
oronuna uen anckoMdopT Ta 6IM3bKICTb, YKOTpe
NPOOEMOHCTPYBaNna ApamMaTn3M i HecrnpaBeaIMBICTb
CBITOBOI HEepPIBHOCTI.

Lla HepIiBHICTb PO3BMBAETLCA HE NMLLE Ha
rnobanbHil apeHi, a M y NoKanbHOMY KOHTEKCTI
Jyepes no3basneHHA NpaB MeHLWWH, Yn To J1TBT-
CMiNBHOTK, Y BiOHNX BEPCTB HAaceNeHHd, Ym
HaLioHanbHMX MEHLLIMH, 0coBNMBO POMIB. Yepes
TaKy CTiHY MOTPIOHO MPOKAACTM MICT CMiBYYTTS Ta
MNIOTPUMKM, WO OY>KE BayKKO 3p0bUTK He nuLle B
TakoMy BaratocTpa)kaanbHOMY MOCTPAAAHCHKOMY
CYCMiNbCTBI, AK YKPaiHCbKe, @ MY LOCUTb 3aMOXHMX
i cTabinbHKMX 3aXiOHMX CycninbcTBax. Ane came B
LIbOMY MOCTI i € 3aMnopykKa colianbHoro 0obpobyTy,
3axXMLLEHOCTI Ta BUCOKOI LLIHHOCTI TIOACbKOro »KMNTT4,
MPO WO MU BCi Tak MpieMo. W came Takmni MicT 6yaye
XyaoxHUK Calla Kypmas, mpocTo 3adiKcyBaBLLUIM
Moro ABiMHMKa Ha GoTo («MicT», iIHTepBeHLA

Yy FPOMaACbKMM MpocTip, 2019). Xoya Moro Mict
aepeB'aHnIn, TUMYACOBUI | XUTKUM, BiH BCe » Bede
MoaMHY Haa MiLlHOK 6eTOHHOLO CTiHot. Y Byne
KOMUCb LA CTiHa MOBHICTIO 3pyMHOBaHA?
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BonoHouac AHa baunHcbKka y cBoeMy Bigeo «LLUKipa

Moro giga» (2020) Yepes ay»e 0CobUCTY ICTOPIO CBOEI
POOMHW FOBOPUTL MPO CTRYKTYPHE HAaCUABbCTBO, LLIO €
TaKMM 3BUYHUM AN9 NOCTPaaaHCbKOi MoarHM, 60 1 foci
nioTpPUMYyeETbCa BaraTbMa AepPyKaBHUMM Ta CyCrifibHMMM
IHCTUTYTaMK. PagsiHCbKe BMXOBaHHA GyayBanocs

Ha cyboparHaLii, KOHDOPMI3MI Ta MPUHKKEHHI. Lle
OAHO3HAYHO MPU3BOAUTbL A0 HACKIbCTBA, OCOBNMBO
OO0 HAaMBPA3NMBILLKMX — »KIHOK i AiTel. LLIo6 NoBHICTIO
Mo36yTUCA MEeHTaNITETY «PYCKOro Mipa», HaM NoTPiGHO
nonpaLwoBaTh 3 Lo «cnaglmHotoy» B cobi. [MoTpibHOo
CKMHYTU CTapy BaXkKy LLKIpY HalLMX PaggHCbKUX MpeaKis.

Fonoc ykpaiHcbKoi 3eMni

[exTo 3i NpeacTaBneHnX Ha BUCTaBLLI aBTOPIB M aBTOPOK,
3BEPTAETbCA 40 TeEMK 3eM/1i Ta HaMaraeTbCca NokasaTu
BaXK/TMBICTb roOlOCY HEMOACHKMX aKTOPIB, TOBTO iXHi
MPOEKTU € NPAMOO abo OMNOCePEeaKOBaAHOK KPUTUKOK
aHTponoueHTPU3My”’. lincHO, NOACbKWMM CBIT HaCTINbKM
EroUeHTPUYHMM Ta 3iNCoBaHMIA, LLO iaei M HaMipw ntogem
1OO0 KPaLLOoro »XuTTa abo 3arnmbniooTbea B yTomnito, abo
BiOKPWMBAKOTLCA 00 YAaxXMBUX aHTUYTOMIN, AK-OT BiMHW Ta
KniMaTuuHa Kpu3a. Cxoxke, MoAWHI MoTpIiGHO BiaCTynuTH,
amyKe My Cnini y cBoiM arpecii Ta »kaaibHocCTi. MoyxnmBo,
Kpalle crigyBaTi NoTiLi POCNUH, TBAPWH Ta 3eMi/3eMri,
TOBTO CTBOPIOBATU HOBY PearnbHICTb, e NoavHa He €
LeHTPOM BCEeCBITY, @ HEMIOACHKI ICTOTU M1 efleMEHTU He
BBaYKatoTbCA 0O'EKTAMM MiAKOPEHHA Ta BUKOPUCTAHHA,
IO BMPOAOBYK OCTaHHIX CTONITb MPOCYBaIoCcs B ioeax
«MOOEPHOCTI/KONOHIaNbHOCTI»E, a pafLle CrpUnMaroTbes
AK MapTHEepPU-cyO'ekTH, AKi MatoTb MPaBOM 3axuLLEH NN

7 AHTPOMOLEHTPW3M — Lie HEHaYKOBUM igeanicTUYHMIN
nornaa, 3rigHo 3 AKUM TtoMHa € LLEHTPOM BCECBITY | METO0 BCiX
NoAin, Wo BiabyBatoTbCa Y CBITI.

8 «MOAepPHICTL/KOMOHIaNbHICTbY — MOHATTA, WO BrepLle
Oyno BUKOPKWCTaHe NepyaHCbKMM CoLionoroM AHi6anom
KixaHo (1930-2018), a Ni3Hille pO3BMHYTE apreHTUHCbKMM
TEOPETUKOM OEeKONOHIanbHOCTI Banstepom . MiHboso.

TobTo MOOEPHICTb | KOMOHIanbHICTb B AEKOMOHIabHIMX
CTYLIAX € HEPO3AINbHUMMW, ABOMa CTOPOHAMK OAHIEl Meaani.
Tak, MiHbONO CTBEPIKYE, LLO KOMOHIaNbHICTb € TEMHOIO
CTOPOHOO 3axigHOI MOAEPHOCTI, CKNaAHOK MaTpMLEO Blaau,
1o Byna cTBOpeHa i KOHTPOSMIOETLCA 3axiAHUMM NMoAbMU Ta
IHCTUTYLLIAMUN, MOYMHAIOUM Bif, €MOoXM BigpomKeHHd, KON BOHa
KepyBanacsa XpUCTUAHCHKOK TEOOTIEID | 4O CbOrOAHILLIHbOIO
nuKTaTy HeonibepaniaMmy. binblue y: «TeMHa CTopoHa 3axigHoi
MofdepHOCTI. MobanbHi ManbyTHI, AeKkonoHianbHi onuji» (Duke
University Press, 2011).



ronoc®. [HaKLWe Kayky4dm, YKpaiHCbKi XyOOXKHMLi Ta
XYOOXKHUKIM FOCTPO BiOYyBatoTb, LLO HKHI, Yy CBITAI
KaTacTPOdIUYHMX KNIMaTUYHKMX 3MIiH Ta BiMH, 9K
HIKOMU KPUTUYHUM € Te, AK TIoaW CTaBNaTbca 0
HeMoOCbKOro CBITY, 60 Le MaE NpaMMii CTOCYHOK
He NuMLIe 00 TOro, AK BOHM BPeLUTI-peLuT CTaBnaTbcsA
oaWVH OO0 OOHOrO, a M 40 TOro, UM B3arani icHyBaTMMe
MOACTBO B OCAXHOMY MalOyTHbOMY.

Lli inei y cBoeMy NpoekTi Invasions (2021-2022)
MaHidecTye M AneBTrHa Kaxiase, BMBYaloYM came
YKWTTEBI CTpaTerii POCUH, 9Ki € ANA Hel ACKpaBUM
npuknagom naunoiamy. Cepen HUX TakoxK ByBatoTb
NPOTUCTOAHHA Ta BTOPIHEHHA Yy>KOPIAHWX BUAIB, ane
BOHW He BOMBAKOTb OAMH OAHOIo B OAHY MUTb i He
TIKatOTb 3 Micud, Ae NyCTUAM KOPIHHA. JTorika pocnmH
— ue Te, 4oro ntoaam BapTo 6yn1o 6 NoBYUTUCA.

MucTeubkmin gyeT daHiina PeBKoBCbKOro v AHOPIA
PauyMHCBHKOro y MpoEeKTi «XBocToCxoBMLLEe» (2021)

[a€ royioc MicLam Noacbkoi OianbHOCTI, Ae 3eMn4a
nigkopeHa, Yepes ii 3MiHy M opraHisauito gnga
NOACBKKMX MOTPEOB, BKAOYHO i3 KNagoBMLLamMm

Ta MaclTabHo PafaHCHKOK MPOMKMCIOBOK
iHbpPaCTpyKTypOto. BOHM pO3MIPKOBYIOTb MPO
ManBbyTHIN My3eM NoaCbKoi LMBINi3aL|ii, akumm
3'aBUTbCA Nicna ii BUMMPaHHA, Oe 3anmMLaTtbca nuule
OVBHI apTedakTh Ta He3PO3yMiNi MOBIAOMMIEHHS,

a, MOXXMBO, NMLLIEe BPA3KIT, CTYKIT, Cynepedku Ta
OynbKaHHA. XyOOXHUKM BUKOPUCTOBYIOTb CBOI

roflocC i TiNO AK IHCTPYMEHTW He3rogm v ByHTY,

a TakoXK TypOOTU, CONiAapPHOCTI Ta CNiBYyTTA.

Konv Mu 6ypMoyemMo, roBoprMo abo KpUYMMO,
3aikaemMoca abo MOBUYMMO, M BU3HAYAEMO XapaKTep
HaLLOI MPMCYTHOCTI CTOCOBHO IHLUMX — toAen Ta
HEeMOOCHKKX aKTOPIB.

XyooxkHMuUa XXaHHa KagnpoBa TaKOoXK 3BEPTAETbCA
0O rnafadva Yepes CUMBONMIYHI MPeaMETU HEXMBOIO
CBIiTY. BoHa BMKOPUCTOBYE 06pa3 TpaauLiHOro

9 |neqa nobynoBu HOBOI GOPMU KOMEKTUBHOCTI, B AKil
JOACHKI Ta HEMMIOACHKI aKTOPU 3MOXKYTb CMIBICHYBaTU Ha
piBHWX 3acafax, peTenbHo po3pobnanaca GpaHLy3bK1UM
dinocodom, aHTPOMNOIOroM Ta colionorom bpyHo SlaTypom

B MO0 YMCNEHHMX MPaLax, 30KpeMa B KHVDKL «[oniTrka
npupoan. 9K 3any4mTn Hayky 0o AemMokpaTii» (Harvard
University Press, 2004), 0 3aknana KoHUenTyanbHUI KapKac
MONITUYHOI eKONOTii.

YKPAIHCbKOro MueHYHoro xnita — nanaHuui —

Y CBOEMY OOQHOMMEHHOMY MPOEKTI («ManaHnusa»,
2022). CamMe e CnoBO CTano KA4YoBMM CMMBO/IOM
YKpPaiHCTBa Bif Mo4aTky MoBHOMacCLUTabHOro
BTOPrHEHHS pocii B YKpaiHy. BoHO MicTUTb y CcObi
CknagHe moeoHaHHAa M'akMX | TBepaMX 3BYKIB, ake
POCIMCbKOMOBHIM NtoAMHI MPaBUIbHO BUMOBUTU
BaXKKO. AK He AMBHO, Ta NMLLE 3 MOYATKOM BiIHM Ntoamn
AizHanmcs, Wo YKpaiHa rogye CBOEO MIeHKWLEeo MiB
CBITY, a Bif il GaraTocTparkganbHoi 3eMi 3anexaTrme,
ronoayBaTVMe MIOACTBO YW Hi. IHCTanauia xXyooXKHML
CTBOPEHA 3 KaMeHIB, 3HaMAeHUX Heto B YKPAIHCbKUX
KapnaTax. Ha ctoni, HakpuUToMy BiNOCHIXXHOK
CKaTepPTUHOLD, exxaTb Hapi3aHi ByxaHLUi KaM'aHOoro
xni6a. g umcto 6ina ckatepTuHa HaTaKae Ha bpak
KOHTEKCTY, a paflle HebaxkaHHA 3HaTKM 6odan LWoCh
npo xMi6, AKMIN BU icTe. HeBxe yKpaiHCbKa 3eMna, aky
BMKOPUCTOBYIOTb Ta BUCHaXKYOTb, LLIOG MporoaysaTh
CBIT, AKY WoAHA O06CTpiNtooTh | BoMbapayoTh, AKa
BMiLLLYE Y COBI dparMeHTV Pi3HUX LKMBINi3aL,iv Ta
KyNbTYP, HApeLWTi BigHaxoOmTb CBi rofoc i cTae
BUOUMOKO?

OKpeMO TYT CTOITb M KypaTOPCbKUIM MPOEKT Bnoaka
KaydmaHa, Lo Tak i Ha3nBaeTbca «3emnay» (2022). Lia
IHCTaNALUia CTBOPEHa Y CMiBaBTOPCTRBI 3 OeKiflbkoMa
XYOOXHUMKaMU M XyOOXKHULUAMM, 30KpeMa AHOoo
KpukyH, Hatanieto JTlicoBoto, MakcUMOM Masypom,
Cepriem PapokeBunueM, Cepriem CaBUYEHKOM,
HaTtankoto LLnmiH Ta OnekcaHapom [JoBXEHKOM
(1894-1956). POBOTY MUTLLIB | MUCTKMHb MOEQHaHI
ofHa 3 iHLLIOO, O CTBOPIOE BaraToronoccy, ake
NyHae 3i cTapux TenedoHHKx 6yaoK, Hade 3 mopTanis.
KoyKeH i3 TBOPIB — L& HaMaraHHs 3p03yMiTH, WO €
«3eMNg» caMe ON4 YKpaiHLUIB, aki BMMPatoTb 3a Hel,
iOATb 1T MNoaun, 3HAaXOOATb Ha Hi CBIM MPUXMCTOK.

TyT «3emMna» | a9k MeTadopa NOCTINHOI TPUBOMM

ii BTpaTVTK, | 9K abCTpaKkTHa TepuTopia Ha KapTi,
KOPOOHWM AKOI MOCTIMHO NepeKporThCS, | 9K LLiNb
nepep 3arapbHMUKOM, A9 AKOro BoHa — fuLLe
CTOPOHHIM OB6'EKT A/19 OCBOEHHA M €KCTPAKTUBIZMY.
ANe HaMroNoBHiILLE, WO PO3KPWMBAE MPOEKT, — TOM
0COBIMBUI 3B'A30K YKPAIHLIB 3i CBOED 3eM1eto, Lo
FPYHTYETLCA Ha MMOOKOMY eMOLIMHOMY ¥ Pi3UUYHOMY
BKOPIHEHHI Y KOXHWMM 1T KNnanTuk. CaMe Take
BiAHOLIEHHA 00 3eMNi pobUTb YKpPaiHUIB YKpaiHLAMMK
Ta CMPOMOYKHE HadaTW iXHi 3eMi CMPaBXHIO
cyB'eKTHICTb.
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skeokokok

Cnyxato4m BCi Ui FONIOCK YKPATHCbKUX MUTLIB |
MUCTKUHbB, MW BaYMMO, Ha AKOMY TOHKOMY PiBHI BOHM
NpaLoTb 3 AeKONOHI3alieo NaM'aTi M 3HaHHS,
OEKOMOHI3aLlieto MoYvyTTiB Ta 6yTTa. Lle i€ Tow

po36ip cebe Ha nikceni M MiniMeTpu, WO He TiNbKy
3UIMOE paHK Nicna AOBroTPMBaNOi 3aNeHOCTI, a M
JornoMarae BiHOBUTM iCTOPUYHY NpaBay npo cebe,

a pagle, cnoBaMu MagiHm TNoCTaHOBOI, MPaBo i
CMPOMOXHICTb Ha BlacHUM BUOGIp TOro, WO came

i AK camMe namM'aTatu. Take caMoyCBIAOMMEHHA Ta
PO3YMIiHHS, A9 YOro »K Hac By/10 3aKMHYTO Y LIEN CBIT,
€ rOfI0BHOO MepeayMoBOO ANA NPOAYKYBaHHA HOBMX
PAMOK 3HaHHA M BUHAXOMKEHHSA BNACHUX CNIB, KI
O03BOMATb FOBOPUTM CaMiM 3a cebe.

Pa3oM 3 TUM, o6 yCMilLHO MNPOTUCTOATH
«KOMoHianbHIM MaTpuui Bnagu» (AHiGan KixaHo),

LLLO € «TEMHOK CTOPOHOO» AK PAOAHCHKOI, TaK i
3axioHoi MogepHOCTeN, HegOCTaTHbO 3yCKMb NKLIe
MUTLIB | MUCTKMHb Ta MOOOMNHOKMX OOCNIAHMNKIB

i mocnigHWUb. HeobxiaHO PO3BMBATM NOKaNbHMM
HanpaM OeKoNoHIanbHOI AyMKKM Ha 6a3i akageMidHoil
Ta HayKOBOI iIHOPACTPYKTYPW, @ TAKOX AoMaraTmcs
PO3YMIHHA LbOro MUTAHHSA OePXKaBHUMM Oigd4amMm 3
MeTOo MPOoBedeHHA HMMK BiAMOBIAHOI KyNbTYPHOI
NoNITUKK. YKPaiHCbKI epyKaBHI akTopW HacamMnepen,
MatoTb PO3YMITK, LLO MONITMKA OeKOMYHI3aLlii, aky
BOHWM MPOBOOATb, HE AOPIBHIOE AEKOMOHI3aLlii,
OCKIiNbKM BUKOPIHEHHSA Bi3yaNbHOI pagaHCbKOI
CMMBOMIKKM Ta 3MiHa Ha3B BY/MLb | MICT nMLle
oKpecntoe Npobnemy, ane HiYoro CyTTEBO He 3MIHIOE
BCepeauHi Hac. IHLWe Kaxky4u, AeKOMYHi3aLia He
3aroto€ Hally «KOMOHIanbHy paHy», Lo, Byay4m He A0
KiHLSA YCBIOOMAEHO Ta NpoaHaniaoBaHoto, Yac Bif
4yacy 3HOBY BIOKPWBAETBCA | KPOBOTOUMTb. HaTOMICTb
OEKOMOHI3aLig, 9K CTBEPOYKYE ii KIMOUYOBMI TEOpEeTUK
Banstep [. MiHboMo, — «Lie BogHoYac BiaKpUTTa
pPaHW Ta MOXNMBICTD il 3LineHHA. BoHa pobuTb paHy
BMOMMOIO, BiAYYTHOI; BOHaA Oa€ BMXIiO KPUKy»'"©.

10  Banbrep MiHbono, PonaHgo Backec, «[lekonoHianbHMI
aecTe3ic: KOMOHIanbHI PaHn / AeKONOHIaNnbHe 3LiNeHHS,
»ypHan «Social Text» (nnneHb 2013), iHdopMallito B3dTO

10 >k0BTHA 2022 3 pecypcy: https:/socialtextjournal.org/
periscope_article/decolonial-aesthesis-colonial-
woundsdecolonial-healings/
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Came Le pobnaTb XyQOKHWKM N XyOOXHMLI Li€i
BMCTaBKM: Uepe3 NModyTTa, eMOLLi Ta BigyyTTa BOHM
OatoTb HaM 3MOry OOCArTM BTIIEHOIO YCBIAOMMIEHHSA
HaLOi «<KOMOHIanbHOI paHW», i Lie HabnmyKae Hac 4o
GayKaHOro 3UiMIeHHA Ta 3MILHIOE YMEBHEHICTb B TOMY,
O YKpaiHUi — Hapoa, aknn MOXXE noBepHyTMCA
gooomy. [1iM y LbOMY BMMadKy He 03HaYae€ yaBHOI
YUCTOI KyNbTYPU, AKY MU HIBUTO KOMCh Manm Ta akoi
HaC »OPCTOKO Mo36aBuNM KonoHianbHi gepyasu. Hi.
[iM — Lie yCBiAOM/MEHICTb Ta PO3yMiHHA caMux cebe,
BiOMOBIgaNbHICTb 32 BNacHe MUHYye, TenepillHeE 1
ManbyTHE Ta LWNax 4o 6iNnbll 3LiNeHoro cTaHy Halloro
PO3yMY M OyLli — M yce e pa3oM GOpMYye 30aTHICTb
rOBOPUTU Ta By TV MOYYTUMMU.
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UKRAINIANS: THE PEOPLE WHO CAN GO HOME: WORK IN PROGRESS

The decolonisation of memory and being through art entails restoring the right and capacity
of the artist and viewer to make their own choices about what to remember and how to remember it;
to understand who they are and why they have been thrown into this world.

Russian cultural and political elites have for centuries
assured the world that the peoples who were once
part of the Russian Empire and the Soviet Union
should be perceived under the commmon umbrella

of Russian culture. At the same time, they have
destroyed language, leveled heritage, rewritten
history, and appropriated the achievements,
resources, culture and art of the ‘non-titular’ nations.
And until recently, it was normal for the ‘former
Western empires’, including modern Germany, the
US, France and the UK, to accept Russian dominance
over these peoples and territories and to look
favorably on the Russian vision of them. All empires
seek appropriation, homogenization, assimilation and
domination. That is why Western imperialism speaks
the same language as Russian imperialism, and the
voices of people outside the world centers of power
are almost never heard.

The deep rootedness of these imperialist and
colonizing positions in the complex architecture of
knowledge results in what is known as ‘epistemic
violence'. According to Gayatri Chakravorty Spivak,
the Indian-American scholar who coined the term
in the 1980s, epistemic violence occurs through

the marginalization of certain voices in Western
discourses, when non-Western epistemologies are
dismissed as inadequate, ‘underdeveloped’ and
naive, and the dominant Western narrative aims

to change the historical and social consciousness
of local peoples, to remove all traces of the original
and overwrite it with something more suitable’. The
Ukrainian voice was marginalized in this way both
in Western discourses and in the discourses of the
Eastern empire — both forces with substantial control
over knowledge frameworks shaped the perception

1 Gayatri Chakravorty Spivak, “Can Subalterns talk?" in
Marxism and the Interpretation of Culture, eds. Lawrence
Grossberg and Cary Nelson (Urbana: University of lllinois
Press, 1988), pp. 271-313.
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Madina Tlostanova, “A Leap into the Void”, 2020.

of Ukrainians as ‘Others”. That is to say, epistemic
violence is violence exercised against or through
knowledge and is a key element of any process of
domination. Or, as Enrique Galvan-Alvarez mentions:
“It is not only through the construction of exploitative
economic links or the control of the politico-military
apparatuses that domination is accomplished, but
also and, | would argue, most importantly through the
construction of epistemic frameworks that legitimize
and enshrine those practices of domination”. Edward
Said, in his 1978 masterpiece Orientalism, showed
with extreme clarity how these frameworks of
knowledge that belittles and subordinates the ‘Other’
are constructed through the language, discourse,
attitude and vision of respected writers, intellectuals
and researchers. Unfortunately, the result of this type
of violence is that the knowledge and perceptions
created to dominate and subjugate us sometimes
become so ingrained in our own culture, beliefs and
being, so overriding the real experience and memory
of our people, that for them it is difficult to navigate
who they really are.

But what is happening now with the world'’s
unprecedented attention to Ukraine? Have the
constructed Russian lenses on Ukrainian culture,
history, and art, which the West has shared so well,
suddenly shattered? Do we now speak for ourselves
without any outside interference? Have we managed
to find our voice, our subjectivity, and finally become
visible and unmuted to the world?

2 Spivak uses the concept of discourse in Michel Foucault's
sense, that is, as a system of thought, knowledge or
communications that construct our experience of the world.
Because control over discourse equals control over how the
world is perceived, social theory often studies discourse in
close relation to power.

3 Enrique Galvan-Alvarez, “Epistemic Violence and
Retaliation: The Issue of in ‘Mother India’”, in Atlantis, Vol. 32,
No. 2 (December, 2010), p. 12.



It is clear that a major upheaval is taking place today,
not only in the world order of power, but also in the
established structures of knowledge. The Russian
voice is losing control over the representation of

the Ukrainian people, while Western researchers,
some for the first time, are discovering Ukrainian art,
culture and history. Ukraine is for them an entirely
new subject and still a blind spot on their research
maps, an unknown territory inhabited by fantastic
and somewhat exoticized braves who continue to
defeat the West's centuries-old and respected partner
in imperialism. As for the Ukrainians themselves —
having taken responsibility not only for their own but
also for the future of the entire democratic world,
they no longer so gullibly accept the Eurocentric
myth about themselves as ‘not real Europeans’ who
need to endlessly modernize and ‘catch up' in order
to be considered equal someday (read ‘never’). The
persistence of our people in the struggle for their
land and independence, the clarity of their positions
and the precision of their demands to the global
community testify to the birth of the Ukrainian voice,
which so unexpectedly, but so obviously destroys the
outdated frameworks of knowledge and distorted
perceptions of Ukrainians that have been elaborated
and implemented by both the West and Russia for
centuries.

Meanwhile, Western institutions and research
centers are really trying to catch up — urgently
getting to know Ukraine in order to understand

how the world is changing. As for the cultural

and artistic sphere, almost all museums and art
venues have already made their space available

for discussions, film screenings, and exhibitions of
Ukrainian art. Unfortunately, most of these attempts
do not structurally change the global knowledge/
power equilibrium, as they are often sporadic and
ill-conceived, do not initiate long-term research

and cooperation programs with Ukraine, and do

not seek to produce new knowledge that might
change the existing order of things. The problem
also that decolonial studies in Ukraine are still in their
infancy, and Ukrainian researchers still lack their own
decolonial terminology and independently built
knowledge structures to thoroughly analyze the

cultural and historical situation of their people*. Many
attempts to speak for themselves demonstrate the
chaos of self-understanding that is often cloaked in
populism. Accordingly, there is a danger that such a
shallow exploration of the Ukrainian issue can soon
reduce it to a superficial everyday occurrence and
deprive it of today's radical charge.

At the same time, there is no doubt that at this
moment in history we have a unique chance to
reshape the established frameworks of knowledge.
This process has been launched, but it still requires
great effort, first and foremost from Ukrainians
themselves. In a country at war, culture and art,
research and self-understanding are perhaps not at
the forefront. The liberation of the occupied territories
and the timely supply of weapons seem to be the
most important. However, it is specifically art and
culture, and understanding the knowledge/power
relationships, in particular how they are being shaped
and how we can intervene in it, are key to gaining our
voice and subjectivity.

To achieve this, we have to understand ourselves to
the smallest detail, to the last millimeter and pixel,
analyzing under a magnifying glass the states of
mind, feelings, muted traumas and erased memories
of the Ukrainian people. In other words, we must
know ourselves in order to be able to speak, to be
unmuted. Many Ukrainian researchers and writers,
including Darya Tsymbaliuk, Svitlana Biedarieva,
Asia Bazdyrieva and others, are already working
successfully in this direction. But Ukrainian artists
do the subtlest work in this terrain. After all, as
Madina Tlostanova notes, “only through allegories,
symbols and metaphors is it still possible to tell an
alternative version of events”, because “metaphorical

4 Decoloniality is a school of thought that focuses on
liberating knowledge production from a predominantly
Eurocentric episteme. It mostly criticizes the universality

of Western knowledge and the domination of Western
culture, considering this hegemony as the basis of
Western imperialism. Decoloniality is also called a form of
‘epistemic disobedience’ or ‘epistemic de-linking’ (Walter D.
Mignolo). Today, the ideas of decoloniality are widely used
to analyze Eastern European and other post-communist
contexts, taking into account their cultural and historical
particularities and the influence of hybrid Soviet or socialist
modernity.
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artistic expressions are strangely more effective
than bare facts as they call directly to our emotions
and sensibilities, thus launching a painful process of
existential liberation™.

The Ukrainian artists whose works presented in the
project Ukraine! Unmuted extremely clearly capture
the current pain points of Ukrainian society and
emotionally draw the viewers into them, which leads
to the transformation of views, evokes empathy and
helps Ukrainians to better understand themselves
and be understood by the international community.
This is exactly what each work of this year’s edition
of the Triennial of Ukrainian Contemporary Art
Ukrainian Section strives for.

Endangered Living

For example, the video Peace and Tranquillity (2022),
directed by Myro Klochko and Anatoliy Tatarenko
and based on the play of the same name by Andrii
Bondarenko, reveals the connection between the
traumatic experiences of violence and survival that
almost every Ukrainian family has experienced in
several generations. Our current existence in the
midst of real war has suddenly revealed to us an
understanding of a seemingly distant injustice so
clearly imprinted in the bodies and minds of our
parents, grandparents, and great-grandparents. We
now realize that war and instability have long been
part of who we are. Has this war, at all, ever ended?

Sergiy Petlyuk's immersive video installation When
the Fog Clears (2018) explores the theme of insecurity,
placing the viewer's body in a space of instability and
deprivation of personal boundaries. By associating
themselves with naked human bodies that are
alternately projected onto walls and trying in vain to
avoid a beam of light directed at them, the audience
tries on the role of a fragile and unprotected target.
The work, created in 2018, evokes a new response
today, when many have experienced a sense of
helplessness before the war machine that so brutally
penetrates our bodies, minds, homes, lives and lands.

5 Madina Tlostanova, “Decolonial AestheSis and the Post-
Soviet Art”, in Afterall. A Journal of Art Context and Enquiry
(September 2019), p. 104.
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There are also artists who reflect on methods of
psychological adaptation to war conditions. In
Kostiantyn Zorkin's sculptural objects under the
generic title Protective Layer (2022), reminiscent

of wilted tree leaves and war-ravaged houses,

the material, namely rusted metal, has a double
metaphor of both protection and weapons of capital
destruction. During war, the illusion of security is
constantly replaced by the fear of irreversible loss, of
death. It is that state of in/security in which one hopes
to be protected, but at every moment expects to be
wounded.

From Healing to Solidarity and Resistance

The artists not only immerse the viewer in the
traumatic experience of Ukrainian history and
contemporary fragility of everyday life, but also offer
an arsenal of healing methods that range from
therapeutic work with trauma to solidarity and
resistance to narratives of violence and subjugation.

For instance, the work of Lia Dostlieva and Andrii
Dostliev Licking War Wounds (2016-2021) reflects

on the experience of Ukrainians from Donbas who
survived the occupation back in 2014. People from
peaceful regions of Ukraine did not fully understand
what war was at that time. This work reminds us that
war needs to be experienced together with those who
are in the conflict zone, taking it as our own everyday
reality, otherwise it will come to your home sooner

or later. The tank, as a symbol of trauma, is placed

on a pedestal and under a glass display case, like in

a museum. Artists erase its contours by licking off
the salt it is made of. The healing of any trauma is an
almost invisible process, but compulsive — one that
requires numerous repetitions in personal histories.

Moving from healing to resistance, we should
mention the series of watercolor paintings by
Kateryna Lysovenko (2022). Depicting delicate,
vulnerable and sometimes mythical human images
that seem to be detached from the brutal reality or
successfully contrast with it, the artist encourages
the viewer to an incredible emotional insight. The
translucency of the watercolor conveys the subtlety
and vulnerability of human matter. And the seeming
fragility and weakness of the naked body parts,



children and women are used to send a persuasive
political message.

Katya Libkind, in her painting entitled A Woman
Smiles, a Woman Takes, a Woman Gives Birth. Oval
(2021), also uses the image of women and a child,

but they are not vulnerable here, instead they have a
decisive character. The very title of the work contains
a confident and imperative determination to action.
What matters here is the facilitation and support,
group cohesion around an action that bears the
highest value — life. Isn't that how the Ukrainian voice
is being born now?

In turn, Stanislav Turina's series of drawings Thank
You (2014-2022) is the quintessence of something
essential, of what one person can give to another,

— from food, support, understanding to shelter

and love. It is also a priceless connection between
people and gratitude for what we share — a moment,
an experience, a country. And, it is that solidarity,
interdependence and belonging, without which
Ukraine would not have survived.

Mixed and Unclear

There are also artists who reflect on Ukraine's rather
complex, heterogeneous and somewhat fragmented
cultural, architectural and industrial heritage, which
certainly affects Ukrainians' self-understanding and
identity.

Thus, Viacheslav Poliakov, in his photo project

1.1 2022 (2022), combines natural elements, such

as land, plants and fruits, with remnants of daily
human activity, including objects of mass culture
and ideologies. It is as if disjointed scraps of different
empires, political and cultural currents are mingled
with the everyday life of ordinary Ukrainians and
their land. This strangely correlates with today's visual
representation of the war — a crude chaos of building
rubble, dead bodies and abandoned household
items. The total and senseless destruction and
devaluation of human life is a heavy signature of the
outgoing empire. All this opens up a new perspective
on the work of the artist who has long worked with
the theme of cultural chaos, aimless destruction,
deterioration and dismemberment.

The art collective Fantastic Little Splash (Lera
Melchenko and Oleksandr Hants), in their video
research CONCRETE AND UNCLEAR (2019), analyses
the architectural legacy left by the Soviet Union in
many Ukrainian cities, in particular in Dnipro. The
project of Soviet modernity suggests large and
powerful architectural and industrial forms that do
not care about human comfort, the main thing of
them is an impressive appearance. These images-
symbols like old skin have long since disappeared
from our sense of self, but are still strongly present
in our cities, in our lives. The way people remake the
perception and use of them is explored by the art
collective on the example of the emormous Parus
Hotel, which, as the whole project of Soviet modernity
that promised a bright future, has never been
completed®.

In video installation Ukrainians: The People Who
Cannot Go Home (2018), Nikolay Karabinovich
explores the transformation of traditions, patriotic
images and feelings disconnected from their context
of origin through a combination of dance and

music and through personal stories of Ukrainian
immigrants in Manchester. Their national identity is
blurred and blended with the local way of life. The
image of the Ukrainian immigrant presented by the
artist corresponds to the voice of the postcolonial
subjects, who are embedded in constructed, mythical
and imagined stories about themselves, only partly
knowing who they really are.

Structural Violence

Some artists work directly or indirectly with the
theme of structural violence. This type of violence

is a consequence of unjust and unequal social and
economic structures and manifests itself, for example,
in poverty and deprivation of basic resources and
access to rights. Artistic reflections on this subject
range from the global to the local, from the personal
to the social.

6 In decolonial studies, ‘'modernity' is considered as an
epistemological framework that is inextricably linked to
the European colonial project. Soviet modernity is a hybrid
subtype of European modernity.
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For example, Pavlo Makov, in his work Mappa Mund|
(2020-2021), imagines a kind of global communal
space. The work consists of a large wooden object
and a drawing hanging on the wall — both are plans
of a strange floor in an imaginary building. It is a

kind of collective space where some zones are clearly
delineated in bold pencil, where many boundaries
are marked with only dotted lines, where some own
too much and others almost nothing, where there is
no comfort and where everything is interconnected.
The war in Ukraine, because of its interrelatedness
with many global processes, has once again exposed
this discomfort and intimacy, and once again
demonstrated the drama and injustice of world
inequalities.

These inequalities develop not only in the global
arena, but also in the local context through the
deprivation of the rights of minority groups, be it the
LGBT community, the poor, or national minorities,
especially the Roma. A bridge of compassion and
support needs to be built across such a wall, which is
very difficult not only for a long-suffering post-Soviet
society like that of Ukraine, but also for quite wealthy
and stable societies in the West. But this bridge is
the key to social well-being, security and high value
of human life, which we all so much dream of. And
this is exactly the kind of bridge the artist Sasha
Kurmaz builds simply by capturing its double in a
photo (Bridge, public intervention, 2019). Although
his bridge is wooden, temporary and unstable, it still
leads a person over a solid concrete wall. Will this wall
ever be completely destroyed?

At the same time, Yana Bachynska, in her video My
Grandfather’s Skin (2020), speaks through a very
personal story of her family about the structural
violence that is deeply rooted in post-Soviet man
and is still maintained by many state and social
institutions. The Soviet upbringing was built on
subordination, conformism and humiliation. This
clearly provokes violence, especially against the most
vulnerable — women and children. To get rid of the
‘Russian world’ mentality completely, we need to
work on this ‘legacy’ in ourselves. It is that old skin of
our Soviet ancestors that is so heavy and needs to be
taken off.
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Voiced Earth of Ukraine

Some artists featured in the exhibition appeal to the
theme of the earth/land/Earth and try to show the
importance of the voice of non-human actors. That

is to say, their projects are a direct or indirect critique
of anthropocentrism’. Indeed, the human world is

so egocentric and corrupted that people's ideas and
intentions for a better living are either deepened into
utopia or opened up to terrifying dystopia, such as
wars and the climate crisis. It seems that humans
need to step back, as we are blind in our aggression
and greed. Perhaps it is better to follow the logic

of plants, animals and earth/Earth. And to create

a new reality where humans are not the center of
the universe and non-human are not seen as mere
objects of subjugation and exploitation, which has
been promoted in ideas of ‘modernity/coloniality’®
over the past centuries, but rather perceived as
partners-subjects with a legally protected voice®. In
other words, Ukrainian artists are acutely aware that
now, in the light of catastrophic climate change and
wars, it is more critical than ever how humans relate
to the non-human world, because it has a direct
bearing not only on how they ultimately relate to each
other, but also on whether humanity will exist at all in
the foreseeable future.

7 ‘Anthropocentrism’is an unscientific idealistic view,
according to which a human being is the center of the
universe and the goal of all events taking place in the world.

8 ‘Modernity/coloniality’ is a concept first used by Peruvian
sociologist Anibal Quijano (1930-2018) and later developed
by Argentine decolonial theorist Walter D. Mignolo. In
decolonial studies, modernity and coloniality are inseparable,
two sides of the same coin. Thus, Mignolo argues that
coloniality is the dark side of Western modernity, a complex
matrix of power that has been created and controlled by
Western people and institutions, from the Renaissance,
when it was guided by Christian theology, to today's dictates
of neoliberalism. More in: “The Darker Side of Western
Modernity. Global Futures, Decolonial Options” (Duke
University Press, 2011).

9 Theidea of building a new form of collectivity, in which
human and non-human actors can coexist on an equal
footing, was carefully developed by the French philosopher,
anthropologist and sociologist Bruno Latour (1947-2022)

in his numerous works, especially in the book “Politics of
Nature. How to Bring the Sciences into Democracy” (Harvard
University Press, 2004), which laid the conceptual framework
of political ecology.



This is what Alevtina Kakhidze bears in mind when
researching the living strategies of plantsin her
project Invasions (2022). The artist argues that the
way plants relate to each other is a prime example of
pacifism. They too have confrontations and invasions
of alien plants, but they do not kill each other in
seconds and do not flee from the place where they
took root. The logic of plants is something that
humans should have learnt.

The artistic duo of Daniil Revkovskiy and Andriy
Rachinskiy, in the project Tailings Dam (2021), gives
voice to the places of human activity where the land is
subjugated through its alteration and organization for
human needs, including cemeteries and large-scale
Soviet industrial infrastructure. They think of a future
museum of human civilization that will emerge after
people’s extinction, where only strange artifacts and
incomprehensible messages will remain, or perhaps
only clanking, hammering, dispute and gurgling.
Artists use voice and body as tools of dissent and
rebellion as well as care, solidarity and compassion.
When we mutter, speak or shout, stutter or remain
silent, we define the nature of our presence in relation
to others — humans and non-humans.

Artist Zhanna Kadyrova also addresses the viewer
through symbolic objects of the inanimate world.
She uses the image of the traditional Ukrainian
wheat bread ‘palianytsia’ in her project of the

same name (Palianytsia, 2022). This word itself

has become a key symbol of Ukrainianness since
Russia's full-scale invasion of Ukraine. It consists of

a complex combination of soft and hard sounds
that is difficult for a Russian-speaker to pronounce
correctly. Oddly enough, but only with the beginning
of the war we discovered that Ukraine feeds half the
world with its wheat, and its long-suffering land will
determine whether humanity will starve or not. The
artist's installation is made of stones she found in
the Ukrainian Carpathian Mountains. Sliced loaves
of stone bread lie on a table covered with a snow-
white tablecloth. This pure white tablecloth hints

at a lack of context, or rather an unwillingness to
know the background of the bread you are eating. Is
the Ukrainian land, which is used and exhausted to
feed the world, which is shelled and bombed daily,
which contains fragments of different civilizations

and cultures, finally finding its voice and becoming
visible?

The curatorial project by Vlodko Kaufman, called
Earth (2022), stands apart from the rest. This
installation was created in collaboration with several
artists, including Yana Krykun, Natalia Lisova, Maksym
Mazur, Sergiy Radkevych, Serhiy Savchenko, Natalka
Shymin and Oleksandr Dovzhenko (1894-1956). The
artists’ works are combined with each other, which
creates polyphony of voices that resound from old
telephone booths, as if from portals. Each of the works
is an attempt to understand what the ‘earth/land’ is
for Ukrainians, who die for it, eat its fruits, and find
their shelter on it. Here, ‘earth/land’ is a metaphor for
the constant anxiety to lose it, an abstract territory on
the map, the borders of which are regularly redrawn,
and a target before the invader, for whom it is just an
object for extractivism. But the most important thing
the project reveals is the special bond Ukrainians have
with their land, which is based on a deep emotional
and physical rooting in every bit of it. It is this
relationship to land that makes Ukrainians Ukrainians
and is able to give it a real subjectivity.

L2223

Listening to all these voices of Ukrainian artists, we
can see the subtle level at which they work with

the decolonisation of memory and knowledge, the
decolonisation of feelings and being. It is that study
of the self in pixels and millimetres that not only
heals the wounds after a long-term dependency,

but also helps us to recover the historical truth

about ourselves, or in Madina Tlostanova's words,

to restore the right and ability to choose what and
how to remember. This kind of self-awareness and
understanding of why we were thrown into this world
is the main prerequisite for building a new framework
of knowledge and inventing our own words that will
allow us to speak for ourselves.

But to successfully confront the ‘colonial matrix
of power’ (Anibal Quijano), which is the ‘darker
side’ of both Soviet and Western modernities, the
efforts of artists and individual researchers are not
enough. There is a need to develop a local branch
of decolonial research based on academic and
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scientific infrastructure, as well as to make political
elites understand this issue so that they can pursue
appropriate cultural policies. First and foremost,
Ukrainian statesmen need to understand that

their policy of decommunization does not amount

to decolonization, since eradicating visual Soviet
symbols and renaming streets and cities only outlines
the problem, but does not significantly change
anything inside us. In other words, decommunization
does not heal our ‘colonial wound’, which, without
being fully understood and analyzed, constantly
reopens and bleeds. Insdead, decolonization,
according to its key theorist Walter D. Mignolo: “is at
once the unveiling of the wound and the possibility of
healing. It makes the wound visible, tangible; it voices
the scream™™®°,

This is exactly what the artists of this exhibition do:
through feelings, emotions and sensations they

allow us to reach an embodied consciousness of

our ‘colonial wound'’, and this brings us closer to the
desired healing and strengthens the confidence

that Ukrainians are the people who CAN go home.
Home in this case does not mean the imaginary pure
culture that we allegedly once had and of which we
were cruelly deprived by the colonial powers. No.
Home is mindfulness and understanding of ourselves;
responsibility for our own past, present and future;
and the path to a more healed state of our minds and
souls — all of these together form the ability to speak
and be unmuted.

10  Walter Mignolo and Rolando Wazquez, “Decolonial
AestheSis: Colonial Wounds/Decolonial Healings”, in

Social Text (July 2013), consulted October 10, 2022, https://
socialtextjournal.org/periscope_article/decolonial-aesthesis-
colonial-woundsdecolonial-healings/
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YANA BACHYNSKA

ANDRII DOSTLIEV, LIA DOSTLIEVA
OLEKSANDR DOVZHENKO
FANTASTIC LITTLE SPLASH
ZHANNA KADYROVA

ALEVTINA KAKHIDZE

NIKOLAY KARABINOVYCH
VLODKO KAUFMAN

MYRO KLOCHKO, ANATOLIY TATARENKO
YANA KRYKUN

SASHA KURMAZ

KATYA LIBKIND

NATALIA LISOVA

KATERYNA LYSOVENKO

PAVLO MAKOV

MAKSYM MAZUR

SERCGIY PETLYUK

VIACHESLAV POLIAKOV

ANDRIY RACHINSKIY, DANIIL REVKOVSKIY
SERGIY RADKEVYCH

SERHIY SAVCHENKO

IURII SHTAIDA

YARYNA SHUMSKA

NATALKA SHYMIN

VOLODYMYR TOPIY

STANISLAV TURINA

KOSTIANTYN ZORKIN
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Yana BACHYNSKA

MANO SENELIO ODA

Kad geriau suprasciau, kas esu, tenka surasti is naujo
ir panaudoti kai kurias nutylétas mano proteviy
istorijas. Visa, kas slopinama, linke kartotis. Taigi
atsiranda galimybe pereiti nuo konkreciy istorijy
prie bendry. Noriu grjzti prie uzmirsto, kad vel to
nekartoCiau ir j2velgCiau dabartines musy padeties
priezastis. Zinodami priezastis, galésime priimti
tikrove ir jg keisti.
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LIKIPA MOTO AIOA

[eaki 3 BUTICHEHUX ICTOPIM MOIX MPeaKiB 9 MOXKY
nepeBiaKPUTK | BUKOPUCTATK, LLOO Kpalle 3p0o3yMiTH,
XTO 4. Bce BUTICHEeHe 4acTo MOBTOPIOETLCA. MOYKHa UTK
Bi[l KOHKPETHOro 0,0 3arasbHoro, abu NoBepHyTMCAa 10
3abyToro, Wob Ginblie He MOBTOPIOBATH i MOBaYMTU
NPVYMHM HALWLOMO HUHILLHBOIO CTaHy. 3Hatoum
APUYUNHU, MU 3MOXEMO MPUUHATY peanbHICTb — i
3MIHUTK .



MY GRANDFATHER'’S SKIN

Some of the repressed stories of my ancestors can be
rediscovered by me and used to better understand
who | am. All the stories, which were repressed, are
often repeated. Respectively, we may go from the
specific to the general. | want to go back to the
forgotten so as not to repeat it again and to see the
reasons for our current state. Knowing the reasons, we
will be able to accept reality and change it.
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Yana BACHYNSKA

MANO SENELIO ODA
vaizdo jrasas, 445"

LLIKIPA MOTO OIOA
Bioeo, 445"

MY GRANDFATHER'S SKIN
video, 445"

2020
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Andrii DOSTLIEV, Lia DOSTLIEVA

LAIZANT KARO ZAIZDAS

Si tanko formos druskineé lempa buvo jsigyta

suvenyry parduotuveje Bachmute 2016 m. pabaigoje.

Bachmutas (buves Artemivskas) — miestas Ryty
Ukrainoje, garséjantis druskos kasyklomis. 2014 m.
miesta trumpam buvo okupave Rusijos teroristai is
vadinamosios DLR (Donecko Liaudies Respublikos).
Jvairts druskos Sviestuvai visada buvo svarbi miesto
suvenyry pramones dalis, taciau tanko formos lempuy
atsirado tik neseniai, miesta iSlaisvinus Ukrainos
kariuomenei.

Tanko formos suvenyrai — tik vienas is pavyzdziy,

kaip smarkiai Ukrainos visuomené traumuota karo,
trunkancio nuo 2014 m. Sias traumas ukrainieciai dar
tures jveikti —tai labai ilgas ir sudetingas procesas,
kuris gali uztrukti ne vienerius metus. Viena i
daugelio karo zaizdy, kurias dar tenka iSsilaizyti.

Ir mes laizéme (taip, fiziskai laizéme savo lieZuviais §j
druskuota tanka), diena iS dienos, po truput;.
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3ATTN3YIOYUU PAHU BIMHU

Lito conaHy namny Ha KwTanT TaHka 6yno npuaodaHo
B CYBEHIPHOMY MarasunHi baxmyTa HampUKiHLU

2016 poKy. BaxmMyT (KOAMLHIM APTEMIBCBK), Ha

cxofi YKpaiHu, 3aBxan 6yB 3HaHMIM 3aBOAKM CBOIM
CONAHMM KOManbHAM. [NPOTArOM KOPOTKOTO Yacy B
2014 poui MicTo Byn1o okyrnoBaHe MPopPOCiMCbKMMM
TepopwucTamMm 3 Tak 3BaHoi JHP. PisHoOMaHITHI conaHi
naMnu 3aBxxav 6ynm BaxkIMBOK YaCTVHOK CyBEHIpPHOI
iHOYCTpPIi, ane camMe Ui, Ha KWTanT TaHkKa, 3'aBUnmcs
TiNbKW MiCNa 3BITbHEHHA MiCTa YKPaAiHCbKUMM
BiMCbKOBMMU.

Taki cyBeHIipW Ha KLTaNT TaHKa — L TiNbKW OpioHMM
aCMeKT 3arajibHol TpaBMaTM3allii YKPaiHCbKOro
CyCMiNbCTBa, AKY CrPUYMHKMIG BiKHa, LLO NoYanaca B
2014 poui. 3 Liero TpaBMaTU3aLIED HaM, YKpPaTHLAM,
e noBepeTbea cobi mopagunTu, i Le byae 0oOBrnn i
CKNagHWY NMPOoLEC, AKMIN MOXKe NoTpebyBaTh POKIB.
OpfHa 3 6araTtbox paH BiKHW, AKi HaM JOBeOETbCH
3anmsaTu.

| MU 3a7113yBanu Lo Many paHy, AeHb 3a AHEM,
LLIMATOK 33 LUMaTKOM.



LICKING WAR WOUNDS

This tank-shaped salt lamp was purchased from a
souvenir shop in Bakhmut in late 2016. Bakhmut
(formerly Artemivsk) is a city in Eastern Ukraine
famous for its salt mines. For a short period of time

in 2014, the city was under occupation by Russian
terrorists from the so-called DPR. Various salt lamps
always were a large part of city's souvenir industry, but
this particular kind, in the shape of a tank, has only
appeared recently, after the city was liberated by the
Ukrainian army.

Such tank-shaped souvenirs are only a minor

aspect of general traumatisation of the Ukrainian
society caused by the war lasting since 2014.

This traumatisation is yet to be overcome by the
Ukrainians, a very long and complex process that
might take many years. One of the many war wounds
that we have yet to lick.

And we were licking (yes, physically licking this salt
tank with our tongs) this particular one, day by day, bit
by bit.
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Andrii DOSTLIEV, Lia DOSTLIEVA

LAIZANT KARO ZAIZDAS
ilgalaikis performansas, fotodokumentacija, objektas

3ANTU3YIOUM PAHK BIMHM
TpvBanum nepdomMaHc, GOToAOKyMeHTaLia, 00'ekT

LICKING WAR WOUNDS
long-term performance, photographic documentation, object

2016-2021
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FANTASTIC LITTLE SPLASH

KONKRETU IR NEAISKU

Dnipro miesto centre Ukrainoje jau 50 mety stovi
apleistas viesbutis ,PARUS" (liet. bureé). Jis turéjo tapti
soviety lyderio Leonido Breznevo gimtojo miesto
Dniepropetrovsko (dabar Dnipras) didybés simboliu.
Taciau jis niekada nebuvo atidarytas — statybos sustojo
Soviety Sajungos zlugimo isvakarese.

Nuo 2000 m. kalendoriuose, memuaruose, meno
projektuose, architektdrinese vizualizacijose ,PARUS"
vaizduojamas kaip baigtas pastatas. Nors ir nebaigtas
statyti, daugeliui Dnipro gyventojy jis jau yra miesto
simbolis.

KONKRETU IR NEAISKU istyré daugybe ,PARUS"
interpretacijy jvairiose analoginese ir skaitmeninese
medijose ir pamegino dokumentuoti Sio collective
dreaming bukle.

Filmas sukurtas finansuojant is ,Kultlros sostines”
programos.
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KOHKPETHUIN | HEACHUI

Y ueHTpi Hinpa npotarom 50 pokiB icHye

MOKMHYTUM rotenb NMAPYC. BiH MaB CTaTvi CUMMBOJIOM
rpaHagio3HocT HinponeTpoBCchbKa (HMHI AHINpa)

AK OaTbKIBLLVHW pagHCbKOro Boxaa JleoHiaa
BpeyHeRa. Ane rotefnb Tak HiKoNW i He ByB BiAKPUTKM
— MOTO0 3BEAEHHA 3YNMUHMIOCA HanepenoaHi posnaay
PapgaHcbkoro Cotosy.

IMoyvmHatroum 3 2000 poky, NMAPYC nogatoTb aK
3aBeplueHy ByaiBnto Ha KaneHgapsx, y Memax, B apT-
MNpOoEKTax Ta Bizyanizauiax. [na 6araTbox gHIiNpaH
Lle BXXe CMMBOJ1 MiCTa, HE3BaXkato4yM Ha Te LLO BiH
HenobynoBaHM.

KOHKPETHWNW | HEACHWI pocnigykye GaraToMaHiTTa
iHTepnpeTauin rotento MNAPYC y pi3HMX aHanoroBMx Ta
LUMDPOBMX MefliyMax | HaMaraeTbCa 3a40KyMEHTYBaTH
CTaH Uboro collective dreaming.

DinbM 6yNno 3HATO 3a NIATPUMKM NPOorpamm
«KynbTypHa CTonmua».



CONCRETE AND UNCLEAR

In the centre of city Dnipro, Ukraine, during the

50 years exist abandoned hotel ‘PARUS’ (SAIL). It

had to become the symbol of the grandiosity of
Dnipropetrovsk as the homeland of the Soviet leader
Leonid Brezhnev. But it has never been opened — the
construction stopped on the eve of collapse of the
Soviet Union.

Since the 2000 the PARUS has been depicting as a
completed building on calendars, in memes, art-
projects, architectural visualizations. For a lot of
people in Dnipro it's already the symbol of the city,
although it is unfinished.

CONCRETE AND UNCLEAR researched a plenty of
PARUS's interpretations in different analogue and
digital mediums, and tried to capture condition of this
collective dreaming.

The film was made with the support of the «Cultural
Capital» program.
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FANTASTIC LITTLE SPLASH

KONKRETU IR NEAISKU
meninis tyrimas
00:30:56

KOHKPETHUW | HEACHWI
XYOOXKHE OOCHIAYKEHHA
00:30:56

CONCRETE AND UNCLEAR
artistic research
00:30:56

2019
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Zhanna KADYROVA

PALIANYCIA

Palianycia - tai duona (klasikine prasme). Didele apvali
kvietine duona, kepama krosnyje.

Rusijai pradejus karg pries Ukraing, zodis ,palianycia”
tapo simboliu, nes rusy okupantai negali jo teisingai
iStarti. Jis tapo slaptazenkliu, neabejotinai skirianciu

drauga nuo prieso.

Projekta jkvepe Uzkarpate, | kurig is gimtojo Kijevo
persikéliau po invazijos. Ten esancius kaimus supa
ir saugo Karpatai, yra daug kalny upiy, kuriy greitai
sravantis vanduo nugludina akmenis. Kartu su
Denysu Rubanu pradéjome atidZiau tyrinéti upiy
akmenis...

Darbas prie projekto padejo iSsaugoti sveika psichika:
jauteme, kad darome viska, ka galime. Visas pajamas,
gautas uz siuos meno kurinius, skiriame savanoriy
organizacijoms ir draugams, kurie pasiliko Kijeve ir
prisijunge prie Teritorines gynybos pajegy.

Pirmasias dvi karo savaites man atrode, kad menas yra
sapnas, kad visi dvidesimt mano profesinio gyvenimo
mety tera kazkas, ka maciau sapnuodama naktj, kad
menas yra visiskai bejegis ir efemeriskas, palyginti

su negailestinga karine masina, naikinancia taikius
miestus ir zmoniy gyvybes. Dabar taip nebegalvoju:

matau, kad kiekvienas meno gestas atkreipia demes;j |
mus ir leidzia isgirsti musy balsa!
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NAIAHUNLUA

ManaHmua — ue x1ib. Y KnacuyHOMY PO3YMiHHI —
Lie Kpyruw NeHnYH1N X1i6 BENMKOro po3Mipy,
BUMEYEHUI Y Mmeui.

Ha moyaTtky BiMiHM, AKYy pOocCia po3B’a3ana NpoTu
YKpaiH1, COBO «MaNlgaHMLUA» CTano CMMBOJSIOM, aKe
POCIMCbKI OKYMaHTW He B 3MO3i MPaBM/IbHO MOTro
BMMOBUTU. BOHO CTano wmbpom, Lo 6e3nomMmaKoBo
BiOpI3HAE Opyra Bifg Bopora.

Ha CTBOpEHHSA MPOEKTY MeHe HaaMXHY/10 3akapnaTT4,
KyOow 9 mepeixana 3 piaHoro Micta Kuie nicng
BTOprHeHHaA. Cena TaM 3axuuleHi KapnaTcbKMMu
ropamu, € 6araTo ripCbKMxX PIYOK, BOAW AKMX LLUBUAKO
6iXkaTb | MONiPYtoTb KaMiHHA. M1 3 [leHrcom PybGaHoMm
noYanv NPUAMBAATVCA A0 PIYKOBOrO KaMiHHA
YBaXKHILIe...

MOXXNMBICTb MPaLLIOBATV Had MPOEKTOM Oy»Ke
gornomarana 36epiraT NCUxiky: M BigdyBanu,
Lo pobrMo BCe, LLO B Haluux cunax. 100% KoLTi.,
AKi OTpUMYBanu 3a Ui poboTn, MK BigaaBanm
BOJ/IOHTEPCbKMM OpraHi3aL,igaM Ta Opy39M, Ki
3anmwmnmnca B KMesi i npreaHanmca Ao cusl
TepuTopianbHOi 060POHM.

Mepuwi ABa TWXKHI BiMHW MeHIi 3aaBanocs, Lo
MUCTeLITBO — LLe COH, LLIO BCI ABaALATb POKIB MOIro
MpPOdeCiMHOro XUTTA — Lie Te, o g 6admna yBi CHi,
1O MUCTELTBO abcontoTHO 6e3cune i edbemMepHe
MNOPIBHAHO i3 6€3)Ka/IbHO BIMCbKOBOK MalLMHOIO,
KOTPa 3HULLLYE M1PHI MiCTa Ta MIOACHKI XXUTTA. Tenep 4
Ginblue Tak He AyMato: g 6ady, L0 KOXKEH MUCTELbKMIN
YKECT POOUTb HAaC BUAMMMMMU | POOUTL Halli ro/10CH
noYyTUMM!



PALIANYTSIA

Palianytsia means bread. In the classical sense, it is a
large-sized round wheat bread baked in an oven.

At the start of the war that russia unleashed against
Ukraine, the word «palianytsia» became a symbol
since russian occupiers cannot pronounce it correctly.
It became a shibboleth, distinguishing friend from
enemy undoubtedly.

The Transcarpathian inspired the project, where |
moved from my native Kyiv after the invasion. The
villages there are surrounded and protected by the
Carpathians; there are many mountain rivers, the
waters of which run fast and polish the stones. Denys
Ruban and | began to look more closely at the river
stones...

The possibility of working on the project helps to
stay sane, because we feel we do everything we can.
We donate 100% of the money we receive for these
artworks to volunteer organizations and friends who
stayed in Kyiv and joined Territorial Defense forces
there.

For the first two weeks of the war, it seemed to me
that art was a dream, that all twenty years of my
professional life were just something | had seen while
night dreaming, that art was absolutely powerless
and ephemeral in comparison to the merciless
military machine destroying peaceful cities and
human lives. Now | no longer think so: | see that every
artistic gesture makes us visible and makes our voices
heard!
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Zhanna KADYROVA
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PALIANYTSIA
objektas, vaizdo jrasas

MANTAHMUA
0b6'exT, Bioeo

PALIANYTSIA
object, video

2022
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Alevtina KAKHIDZE

INVAZIJOS

Vadinu save menininke. Mano kaip menininkes
demesys daugiausia krypsta j augaly pasaulj. Tai taip
pat yra augaly elgesio, kuris skiriasi priklausomai nuo
augaly rusies, tyrimas. Yra tam tikry nevietiniy augaly,
kurie uzgozia vietines rusis, o mokslininkai juos vadina
invaziniais. TaCiau augalai vienas kito nenaikina
akimirksniu, jie nepabéega iskilus pavojui. Lyginant su
Zmoneémis, kuriy istorijai badingi nuolatiniai karai, jie
man atrodo nesuprantamos butybés.

Kai 2022 m. vasario 24 d. prasidéjo plataus masto
invazija, o Rusijos tankai priartéjo per penkis
kilometrus nuo mano kaimo, ant savo dirbtuves dury
uzraSiau zinute pasauliui: ,Sekite augaly pavyzdziu: jie
yra pacifistai, kiek tai jrnanoma musy planetoje”.

Balandzio menesj Kijevo regionas buvo isvaduotas
nuo Rusijos kariuomeneés ir as galéjau atnaujinti savo
menine veikla.

INVAZIJOS yra mano pirmasis dideles apimties darbas
po 2022 m. vasario menesio, kurj sudaro VR filmas,
tekstas su iliustracijomis, medijy studijos, objektai

ir herbariumai, kuriuos surinkau Kanzase (JAV) ir
MuziCiy kaime (Ukraina). Noras filmuoti kamera

360° formatu kilo suvokiant, kad karo metu Ukraina
kiekviename tikroves centimetre atrodo skirtingai:
desineje — griuvesiai, kaireje — zaidziantys vaikai...

INVAZIJOS - tai filmas apie 2014 m. prasidejusj Rusijos
ir Ukrainos kara, kuris del 2022 m. jvykusios plataus
masto invazijos Siuo anglisku zodziu (invasion) ir
pradétas vadinti. Tai taip pat filmas apie augaly
invazija.

bendradarbiaujant su

Piotr ARMIANOVSKI, Alexander KROLIKOWSKI,
Anatol STEPANENKO, Texty.org.ua (nepriklausomas
Anatoliy BONDARENKO ir Roman KULCHYNSKY
ziniasklaidos kanalas), Olexii KOVALENKO,
Mykhailo ZHURBA, Lyuba YAKIMCHUK,

Vitaly CHERNETSKY, Dzvinka MATIYASH
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INVASIONS

A Ha3mBato cebe XyOoXKHMLE. 3Ha4YHa YacTuHa MOE]
MUCTELbKOI yBaru 3ocepeiyeHa Ha POC/IMHHOMY CBITI.
[Ona MeHe ue M 0oCNiOXEHHA MoOBeaiHKM POCNH,

LLIO BIAPI3HAETLCSA 3aM1€XKHO Bifl IXHBOIO MOXOAXKEHHS.
€ NeBHI HEMICLEBI POCTNHM, 9Ki AOMIHYOTb Haf,
MICLEBMMM BMOAMM, — 33 Lie HAaYKOBLLI BU3Ha4YatoTb
iX iIHBa3iHUMW. [1poTe POCNMHN He BOMBAKOTb

ofHa OHY B OHY MUTb, BOHW TaKOX HE TIKatOTb Y
pa3i Hebe3sneku. Came LM BOHU BUOAKTLCH MEHi
He30arHeHHMMM iCToTaMK Ha TNi HenepepBHOI icTopii
NIOACHKUX BiMH.

Konu nig yac moBHOMaCLLUTabHOIro BTOPrHEHHS,

Lo noYanocs 24 ntotoro 2022 poKy, POCINCHKI

TaHKW MIgiNLWAKM OO0 MOro Ccena Ha BiACTaHb N'aTu
KiTOMETPIB, 9 Hammcana Ha ABEPSX CBOEI MaWCTEPHI
mocnaHHa A0 CBiTy: «bepiTb MpWKIagd, i3 POCIVH: BOHM
€ NaundicTaMm, HACKINIbKK LIe MOXKTMBO Ha HaLliMn
nAaHeTI».

Y KBITHI KriBcbka obnacTb Byna 3BinbHeHa Bif,
POCIMCbKMX BIMCbK i 4 3MOr1a BIAHOBUTK CBOO
MPaKTUKY AK XYAOXKHWLSA.

INVASIONS — neplua Benuka poboTta nicnsa

ntotoro 2022 poky, Wo ob'egHye dinbm

[OMOBHEHOI PeaNbHOCTI, TEKCT 3 I/TOCTRaLLaMM,
MefiagocnigXKeHHaA, 06'ekTn Ta repbapii, aki 4 3ibpana
vy KaH3zaci B CLLUA Ta B My3myax B YKpaiHi. baxkaHHA
3HIMaTK Ha kamepy y dopmaTi 360° 3'aBmioca i3
PO3YMIHHAM, WO YKpaiHa Mig, Yac BiiHM € PI3HO B
KOXXHOMY CaHTUMETPI OiMCHOCTI: CnpaBa pYyiHW, 3/1iBa
— AT rPatoTbCa...

INVASIONS — ¢intbM Mpo poCiMCbKO-yKpPaiHCbKy
BiMHY, 9Ka po3rnoyanacsa B 2014-My i 9Ky Yepes
noBHoMaclWTabHe BToprHeHHd 2022 poKy novanm
Ha3MBaTV aHMIMCbKOIO «invasion». A TaKOX Le QifibM
MPO POCAUHHI IHBa3Il.

y cniBnpati 3

MbotpoM APMAHOBCbBbKIMM, OnekcaHapom KPOJTIKOBCBHKIM,

AHaTonem CTEMAHEHKOM, Texty.org.ua (HezanexHe Mmepqia
AnaTtonia BOHOAPEHKA Tta Pomana KYJTIbYMHCBHKOTIO),
OnekciemM KOBAJTEHKOM, Muxamnom XXYPBEOIO,

Mo6oto AKMMYYK, Bitaniem YEPHELIbKIM, [3BiHKotO MATISALL



INVASIONS

| call myself an artist. To a great extent my artistic
attention is focused on the vegetable world. For me,
this is also a study of the plants' behavior, which
differs depending on their origin. There are certain
non-native plants that dominate native species and
scientists call them invasive one. However, plants do
not kill each other in an instant; nor do they escape
in case of danger. This is why they seem to me
incomprehensible beings against the background of
the continuous history of human wars.

While the full-scale invasion that launched on
February 24, 2022, Russian tanks came within five
kilometers of my village, | wrote on my workshop
door a message to the world: «Follow the example of
plants: they are pacifists as far as it is possible on our
planet».

In April, the Kyiv region was liberated from Russian
troops and | was able to resume my artistic practice.

INVASIONS is my first big-scale work after February
2022, combining AR film, text with illustrations, media
studies, objects and herbariums that | collected in
Kansas in the USA and in Muzychi village in Ukraine.
The desire to shoot on camera in 360° format arised
from the understanding that Ukraine appears
different in every centimeter of reality during the
wartime: ruins on the right, children playing on the
left...

INVASIONS is a film about the Russian-Ukrainian war,
which began in 2014 and which because of the full-
scale invasion of 2022 was called «invasion» in English.
And it's also a film about plant invasions.

in collaboration with

Piotr ARMIANOVSKI, Alexander KROLIKOWSKI,

Anatol STEPANENKO, Texty.org.ua (an independent media
by Anatoliy BONDARENKO and Roman KULCHYNSKY),
Olexii KOVALENKO, Mykhailo ZHURBA, Lyuba YAKIMCHUK,
Vitaly CHERNETSKY, Dzvinka MATIYASH
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Alevtina KAKHIDZE

INVASIONS

virtualios realybés filmas, tekstas su iliustracijomis, medijy tyrimas, rastas objektas, popierinis objektas, herbariumai
®inbm 360°, TEKCT 3 iNtoCTPaLiaMm, MediaaocnioyKeHHs, 3HanaeHn o6'exT, NanepoBui 00'exT, repbapii
360 degree film, text with illustrations, media research, found object, paper object, herbaria

2021-2022
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Nikolay KARABINOVYCH

UKRAINIECIAL
ZMONES, KURIE NEGALI GR|ZTI NAMO

Siistorija gimé zidrint Mancesterio grupés ,New
Order" koncerto vaizdo jrasa, nufilmuota 1981 m.
Ukrainos tautos namuose Niujorke.

Vaizdo jrasas prasideda stambiu planu, kuriame
vaizduojamas ukrainieciy nacionalinio simbolio, XIX a.
poeto Taraso Sevéenkos portretas. Tas pats kanoninis
portretas atsirado ant oficialios koncerto VHS kasetes,
po dvejy mety isleistos Jungtineje Karalysteje ir JAV,
virselio.

Susiddrimas su heroizuotu Sev&enka Sioje netikétoje
vietoje tapo |GZio tasku, padéjusiu suprasti
nacionalinio identiteto ir Siuolaikinés kultUros santyk|
bei galimus vienijancius muzikos ir Sokio aspektus.

Kaip jprastai isplesdamas salyginj laika |
|sivaizduojama sasajy erdve galéjau sujungti
Mancesterio ukrainieciy diaspora ir garsiausia
Mancesterio grupe.

Taigi liaudies Sokiy ansamblis ,Orlyk" (pavadintas
XVIII a. kazoky hetmano vardu) buvo pakviestas atlikti
New Order" dainos kover] Mancesterio ukrainiecCiy
kultdros centre ,Dnipro”.

Vaizdo dokumentacijoje matyti, kaip vienuolika
Sokiy ansamblio dalyviy ir du akordeonistai atlieka
New Order" dainos ,Chosen Time" adaptacija. Tai tas
pats kurinys, pirmasyk atliktas minetame koncerte
Niujorke, kuriame buvo parodytas ir Sevéenkos
portretas.

Projekto pavadinimas atitinka spekuliatyvy 1978
m. isleisto BBC dokumentinio filmo pavadinima —
LUkrainieCiai: zmones, kurie negalejo grjzti namo®.

Dramatiska, perkrauta metafora siejasi su
pogrindzio kultdros, kurios esama tiek Anglijoje, tiek
Ukrainoje, kontekstu, o j arSiausius jos pasekejus,
besitrainiojancius gatvése iki iSaustant, jmanoma
pazvelgti kaip | Zmones, kurie negali grjzti namo.
Taciau ar tai is tiesy yra kliutis? Gal tai — pasiekimas?
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YKPAIHLLI:
oaun, 9Kl HE MOXKYTb MOBEPHYTUCH 4OO0MY

IcTOpia 3apoawmnacs i3 nepernany KOHUepTHOro BiAeo
MaH4yecTepcbKkoro rypTy New Order, 1o 6yno 3HaTe y
1981 poui B YKpaiHCbKOMY HapoaAHOMY AOMI B Hbto-
Nopky.

Bineo MouYMHaEeTbCs i3 KpyMHOro maaHy noprpeTa
YKPAIHCbKOTO HaLLIOHaTIbHOro CMMBOJY, NoeTa 19
cTonitTa Tapaca LLeByeHkKa. Llew ke KaHOHIUHMI
MOPTPET CTaB OOKNAAVHKOK OdiLiMHOI KOHLUEPTHOI
VHS-KaceTu rypry, WO BUMLLMA Yepe3 OBa POKW Y
Benwkin bputanii Ta CLUA.

3YCTPIiY i3 repoizoBaHMM LLIeBYEHKOM Y LIbOMY
HecnoaiBaHOMY KOHTEKCTI CTana anga MeHe
MOBOPOTHUM MOMEHTOM Y 3arafibHOMY PO3YMiHHI
B32EMO3B'A3KY MDXK HaLLIOHAIbHOK I0EHTUYHICTIO
Ta Cy4aCHOIO Ky1bTYPOLO, @ TAKOX MOTEHLIMHIX
00'EAHYIOUMX aCMEeKTIB MY3UKW | TaHLLO.

PO3BUTOK CXMTbHOCTI PO3ropTaT YMOBHMI Yac 00
YABHOIO MPOCTOPY 3B'A3KIB 403BOIME MeHi 36113UTK
YKPaiHCbKy aiacrnopy B MaH4ecTepi Ta HaMBIigOMILIMM
MaH4YeCTepPCbKMI TYPT.

[ng Uuboro 9 3aNpocmB aHCaMb/1b HaPOAHOrO
TaHUo «OpPKK», LLO Ha3BaHMM Ha YeCTb KO3alL,bKOro
reTbMaHa 18 CToniTTa i BUCTyMnaB B YKPaiHCbKOMY
KYNBTYPHOMY LIeHTpI «[dHinpo» B MaHuecTepi,
BMKOHaTW KaBep-Bepcito nicHi New Order.

Ha Bioeo oavHaauaThb y4acHMKIB aHcaMb/1to Ta 4BOE
aKOPOEOHICTIB MPe3eHTYOTb afdanTallito KOMMO3MLLii
New Order «Chosen Time». Came Lew Tpek rypT
BMKOHAB MepLUMM Ha BULLE3ragaHoOMy KOHLEPTI

B Hbto-MopPKy, | caMe Moro cynpoBOayXKyBano
306paykeHHda LLleBueHkKa.

Ha3Ba MpoeKTy MNoB'd3aHa 3 HEOAHO3HAYHUM
HaMMeHyBaHHAM OoKyMeHTanbHoro dinbmy BBC 1978
POKY — «YKpaiHLi: Mtoan, aki He 3MOIMKM MoBEePHYTUCA
0OOOMY».

Lla opamMaTnyHa, HaoMipHa MeTadopa NoB'a3aHa 3
KOHTEKCTOM aHOerpayHaHOI Ky/1bTypPU, WO MaE BiAOMY
iCTOPItO AK B AHMII, TaK | B YKpPaiHi; il Hannankiwmx
MPUXUABHUKIB, AKi 3a1MLLAKOTLCA Ha BYMLL OO0
Mi3HbOrO PaHKy, MOXHa PO3MMaaaT aK Mtoaen, KoTpi
HEe MOXXYTb MOBEPHYTUCA AOAOMY. Ta Yu CripaBai Le
nepewkona? Ym takm 0oCArHeHHA?



UKRAINIANS:
THE PEOPLE WHO CANNOT GO HOME

The story originates with watching a concert video of
the Manchester band New Order, which was shot in
1981 in the Ukrainian National Home in New York.

The video itself starts with a close-up of the portrait
of the Ukrainian national symbol, the 19th century
poet Taras Shevchenko. The same canonical portrait
became the cover image for the official concert VHS
tape, released two years later in the United Kingdom
and the USA.

Encountering the heroized Shevchenko in this
unexpected spot became a turning point in
understanding the relationship between national
identity and contemporary culture as well as the
potential unifying aspects of music and dance.

Extending the propensity to deploy a conditional
time to an imagined space of connections, allowed to
bridge together the Ukrainian diaspora in Manchester
and Manchester’s most famous band.

Thus, to make a cover of a New Order song, the
folk dance ensemble «Orlyk» (named after the 18th
century cossack hetman), was invited to perform at
Manchester's «Dnipro» Ukrainian Cultural Centre.

The resulting video documentation shows eleven
participants of the dance ensemble and two
accordionists performing an adaptation of New
Order’s «Chosen Timen». This track was the first
performed by a band at the aforementioned concert
in New York, and was the one accompanied by
Shevchenko's portrait.

Title of the project follows the speculative name
of a BBC documentary film released in 1978 —
«Ukrainians: People who couldn't go homen.

The dramatic, overloaded metaphor relates to the
context of underground culture, (a storied history

in both England and Ukraine) and its most fervent
enthusiasts, staying out till late morning, can be seen
as people who cannot get back home. But is this
really an obstacle? Or an accomplishment?
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Nikolay KARABINOVYCH
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UKRAINIECIAI: ZMONES, KURIE NEGALI GRJZTI NAMO
jvairios medijos instaliacija: HD VlIdeo, 3'13 spalva, garsas

YKPAIHLUJ: JTIOON, GKI HE MOYKYTb MOBEPHYTVCb JOO0OMY
iHcTanauia, HD Bigeo, 3'13 KoNbopOoBE, 3BYK

UKRAINIANS: THE PEOPLE WHO CANNOT GO HOME
mixed media installation: HD VIdeo, 313 color, sound

2018
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Myro KLOCHKO, Anatoliy TATARENKO

TAIKA IR RAMYBE

Po to, kai 2022 m. vasario 24 d. Rusijos kariuomené
jsiverze j Ukraing, garsus Lvivo dramaturgas Andrijus
Bondarenka parase pjese apie karo nutraukta
gyvenima.

Daugiausia demesio jis skiria savo Seimos gyvenimui.

Taika ir ramybe, autoriaus isgyventa vaikysteje, keicia
revoliucijos, karai, istorinés traumos. Ir Stai dabar,

jau suauges, Andrijus susiduria su gresme, kurios
liudininkais buvo ir ankstesnés jo seimos kartos. Sios
mintys jkdnytos vieno veiksmo pjeseje, parasytoje
reaguojant j besirutuliojancius jvykius.

Ekranizuota pjeses versija autoriai papildo
nuotraukomis is Bondarenkos gyvenimo, kurios
vaizduoja jj supusius zmones ir apskritai Ukrainos
liaudj. Rezultatas — menineés israiskos, atminties ir
galiausiai pasipriesinimo aktas.
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MWP | CMOKIN

Micnga Toro, kKonm 24 notoro 2022 poky POoCinchbKi
BiMCbKa 3aMLWLNM B YKPaiHY, BiAOMUIN NbBIBCbKII
OpamMatypr AHOpiv bBoHaapeHKo Hammcas n'ecy, B
KOTPIiM pO3MOBIJAaE NPO XMUTTH, 0OipBaHe BiMHOLO.

BiH 30CcepeyKyeTbCa Ha »XUTTI CBOEI poanHW. Mnp

Ta CMOKiM, AKi aBTOP 3HaB I3 AUTUHCTBA, 3MIHIOKOTbLCA
PEBOMOLIAMM, BIMHaMU, ICTOPUYHUMM TPaBMaMU.

| Tenep, y 0opocnomy BiLll, AHOPIM CTUKAETbCA I3
3arpo30t0, CBIAKOM aKOi By nonepenHi MoKoNiHHA
noro pognHu. CamMe Ui OyMKM BTIIWINCSA B
OOHOAKTHIW M'eci, HaMWCcaHiM y BianoBiab Ha noAaii, Wo
po3ropTanmcs.

[na cynpoBoay Li€i ekpaHi3oBaHOI Bepcii mMeck Mun
BMKOPUCTOBYEMO hoTOrpadii 3 >XMTTa BoHAapeHKa,
YABAAOUM togen, 9Ki MOro Hacenanu, i 3arasiom
Hapod YKpaiHW. Pe3ynsraToM € akT MUCTELbKOIo
BUMPaXKeHHa, Mam'aTi Ta, 3peLUToto, Onopy.



PEACE AND TRANQUILITY

After Russian troops invaded Ukraine on February 24,
2022, the famous Lviv playwright Andriy Bondarenko
wrote a play about a life cut short by war.

He focuses on the life of his family. Peace and
tranquility, which the author knew since childhood,
are replaced by revolutions, wars, historical traumas.
And now, as an adult, Andriy faces the threat that
previous generations of his family witnessed. These
thoughts were embodied in a one-act play written in
response to the unfolding events.

To accompany this film version of the play, we use
photographs fromm Bondarenko's life, imagining the
people who inhabited it and the people of Ukraine
in general. The result is an act of artistic expression,
memory and, ultimately, resistance.
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Myro KLOCHKO, Anatoliy TATARENKO

TAIKA IR RAMYBE
vaizdo jrasas

MWP | CTTOKIN

Bigeo

PEACE AND TRANQUILITY
video

2022
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Sasha KURMAZ

TILTAS

Medinis tiltas jrengtas virsum sienos, skiriancios
Kosiceés (Slovakija) Lunik IX ir Lunik VIII rajonus.

Sisiena dar vadinama ,antiromy" siena, mat ja
vietiniai gyventojai pastate siekdami atskirti romy
bendruomene.
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MICT

[epeB'aHnin MicT ByB BCTaHOBNEHWI Yepes CTiHY Ha
KOPOOHI MiXK MikpopaloHamMmm JTyHiK IX Ta JTyHik VI y
Kowmnuax, CnoBayymHa.

Llg cTiHa TakoxK BilOMa 9K aHTUPOMCbKa CTiHa i byna
nobyaoBaHa MiCLLEBUMM XXUTENAMIK ONA cerperauii
POMCbBKOI rpoMann.



BRIDGE

A wooden bridge was installed over a wall on the
border between Lunik IX and Lunik VIII neighborhood
in Kosice, Slovakia.

This wall is also known as the anti-Roma wall and was
built by the locals to segregate the Roma community.
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Sasha KURMAZ

TILTAS
Kosice, Slovakija
medis, intervencija j vieSaja erdve

MICT
Kowwnui, CnoBaddmHa
NePEBO, IHTEPBEHLLIA B TPOMaACbKMM MPOCTIp

BRIDGE
Kosice, Slovakia
wood, public intervention

2019
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Katya LIBKIND

MOTERIS SYPSOSI,
MOTERIS PRIIMA,
MOTERIS GIMDO.
OVALAS

Praktikuoju kurti diptikus su kitais menininkais,
mane zavi, kaip tiksliai sutampa atsitiktinés kariniy
dalys, kaip jos santykiauja ir veikia viena kita, taciau
kuriant §j diptika teko ieSkoti santykio su pacia
savimi. Paprastai susilaikau nuo tapybos aiskinimo,
tacCiau atsizvelgdama j aplinkybes ir savo jausmus,
pabandysiu tai padaryti.

Virsutinegje kdrinio dalyje pavaizduotas trikampis,
kuriame viena moteris gimdo, antroji priima vaika, o
trecCioji palaiko ir dziaugiasi pagimdziusiaja. IS pradziy
jis man atskleide bet kokio tikro veiksmo, poelgio
gimima, as supratau, kad née vienas is siy veiksmy
nera pagrindinis, vienas nejmanomas be kito. Dabar,
ko gero, tai suvokiu Siek tiek paprasciau, taCiau tai
nereiskia, kad esu abejinga, gal tiesiog visame kame
j2velgiu Zinia apie pasaulj, kuris — kad ir koks jis buty
—turi sugrjzti pas moteris, kad testysi ar baigtysi.
Antroje trikampio dalyje yra ovalo formos antkapinis
akmuo - forma, pro kurig Zzmogus neiSvengiamai
mato Sviesa, kai nebelieka kitos iseities kaip tik gimti.
Sis komponentas liko nepasikeites — paminklas kaip
paminklas.
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XIHKA YCMIXAETDbCYH,
XIHKA BEPE,

XIHKA HAPO)KYE.
OBAJl

A NPaKTUKYO POOUTY AMATUXM 3 IHLMMU MUTLAMU,
60 MeHe 3axornnte Te, aK TOYHO 30iratoTbca BMMaaKoBi
YaCTUHWK TBOPIB, AK BOHW BMIi3HAtOTb OgHa OAHY i
BMAMBAOTb OfHA Ha OHY, ane uew AunTux 9 poobuna i
36iranack camMa 3i coboto. 3a3BMUal 9 yTpUMYoCs Bif
MOACHEHHS YXMBOMMUCY, ane 3apas, 3 HUHILLHbOT TOYKM
obBCTaBMH | MOYYTTIB, MeHi LIiIKaBO Lie 3p00UTH.

Ha BepxHiM YaCTUHI TPUKYTHUK, Oe OfHa »XIHKa
HapoMKyE, Apyra — NPpUMMae gUTUHY, a TpeTa —
NiOTPUMYE | padi€e 3a Ty, KOTpa Hapoakye. CrioyaTKy
Lie PO3KPMBaAIO A9 MeHe HapoOyKeHHA Oyab-aKoi
CMPaBXXHbOI Aii, BUMHKY, PO3YMIHHS, WO cepef LUMX
i HEMaE rofIoBHOI, BOHM HeobxiaHi ogHa oaHiM.
Tenep UA YacTMHa, MOXKIMBO, TPOXM CMPOCTMNACS,
ane I ctana Anga MeHe MeHL 6anay»oto, a, MOXe,
MPOCTO A Y BCbOMY 6auy NoBigoMaeHHa Npo CBIT,

IO MA€E MOBEPHYTUCA [0 XKIHOK, LLob TpuBaTh abo
3aBepLUNTUCE, TOOTO MOBEPHYTKCA WO 6 TaM He

Oyno. Ha opyrin 4acTVHi TOUKYTHUKa — HagrpobHMM
namM'aTHUK oBany — GopMi, yepes aKky tognHa 6adunTs
HeMWHYy4Ye CBITNO, KOMW ByKe He 3aMLLIAETbCA WOOQHMX
BapiaHTIB, OKPIM HapoaAUTUCA. 3 LLIEHO CKMaa0oBOO
HiYOro He 3MIHWMNoCA — NaM'aTHUK aK MamM aTHUK.



A WOMAN SMILES,

A WOMAN TAKES,

A WOMAN GIVES BIRTH.
OVAL

| practice making diptychs with other artists, because
| am fascinated by how precisely random parts of

the works coincide, how they recognize each other
and influence each other, but this diptych | made
and coincided with myself. Usually | refrain from
explaining painting, but now, from the current point
of circumstances and feelings, | am interested to
doit.

On the upper part there is a triangle where one
woman gives birth, the second one receives the
child, and the third one supports and rejoices for the
one who gives birth. At first it revealed for me the
birth of any real action, deed, understanding that
among these actions there is no main one, they are
necessary for each other. Now this part, perhaps, has
become a little simplified, but also less indifferent
for me, or maybe | just see in everything a message
about the world that has to return to women in order
to continue or complete, that is, to return whatever
itis. On the second part of the triangle there is a
tomlbstone of the oval - the shape through which a

person sees the inevitable light when there is no other

option but to be born. Nothing has changed with this
component - the monument as a monument.
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Katya LIBKIND

MOTERIS SYPSOSI, MOTERIS PRIIMA, MOTERIS GIMDO. OVALAS
drobeé, akrilas

HKIHKA YCMIXAETBCH, XKIHKA BEPE, XXIHKA HAPOL>KYE. OBAJI
MOJTOTHO, aKpWn

A WOMAN SMILES, A WOMAN TAKES, A WOMAN GIVES BIRTH. OVAL
canvas, acrylic

240 x180 cm
2021

78



79



Kateryna LYSOVENKO

Vasario 24 d. iséjau iS savo buto Kijeve, esancio gatveje,
pavadintoje Mykolos Murasko vardu.

Jo sunenas Oleksandras Murasko (vienas mano
megstamiausiy dailininky, suSaudytas bolseviky 1919
m.) jkGré akademija, kurioje as mokiausi. Siandien ji
vadinasi Nacionaline vizualiyjy meny ir architekturos
akademija.

Kiekviena diena studijuodama akademijoje
praeidavau pro memorialine lentg, kurioje surasyti
vardai ir pavardes deSimciy represuoty ir susaudyty
soviety darbo stovyklose menininky. Vienoje i§
dirbtuviy tebéra pusiau sunaikinta boicukisty freska,
vos jzilrima; lygiai taip pat mazai zinoma apie
Ukrainos avangardinio meno iskilima 1910-1920 m.

Neseniai, pries karg, man teko matyti monumentalaus
reljefo ,Atminties sienos”, kurj sukdre Ada Rybaciuk

ir Volodymyras Melnycenko, fragmenta, kuris
1980-aisiais valdzios institucijy sprendimu buvo
uzpiltas betonu. Verkiau is dziaugsmo, kad pamaciau
ta fragmenta, ir nekantriai laukiau, kada pamatysiu
visg karinj. Taciau dabar, vykstant karui, neturiu ne
menkiausio supratimo, kada ,Atminties siena“ bus
visiskai islaisvinta i$ sovietines cenzuros betono
gniauzty.

Daug Ukrainos kultUros isliko tik kaip lenteles su
vardais kapinése: patys kdreéjai nuzudyti, o jy kdryba
—sunaikinta. Prireikia nemazai laiko suvokti, kad

tai — nuostolis; tai, kad Siy karejy ir jy kariniy néra,
nereiskia, kad jy nebuvo.

Laikas bega, i$ plysiy tarp prarasty ir islikusiy objekty
iSauga nauji reiskiniai, taciau viduje vis dar tustuma.
Pries kara galvojome, kiek daug svarbiy dalyky
neaprasyta, kaip truksta ranky tai aprasyti, nes jei
neaprasysime — viskas bus uzmirsta; o dabar mus
apskritai nori sunaikinti kaip 1930-aisiais ir 1940-aisiais.
KultUros institucijos ir mokymo sistema tik pradéejo
vystytis ir augti, ir Stai visa tai vél atsiduré pavojuje, kai
kas jau ir sunaikinta.

Kaip tai suprasti? Susprogdinti ir uzdaryti universitetai,
ligonines, mokyklos, muziejai ir vaiky darzeliai,
parduotuves, fabrikai ir gamyklos, milijonai pabegeliy,
Simtai takstanciy tremtiniy ir nukankintyjy... Nenoriu,
kad dar karta viska sugriauty. Nenoriu, kad tai, k3

jie naikina, nugrimzty j uzmarstj. Noriu, kad musy
Salis-sodas klestety. Ne pirma kartg uzpuolikai

ateina jos naikinti. Nieko nenoriu pamirsti. Dabar esu
kilnojamosios kapines. Tai mano budas iSsaugoti tai,
kas buvo sunaikinta manyje ir aplink mane.
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Kapinés yra prisiminimy vieta. Cia nauja gyvybé
auga kaip bendras sodas, o jj struktdruoja skirtingi
prisiminimai.

Akademijoje studijavome realistines tapybos stiliy.
MUsy akademijos fonde dar nuo sovietiniy laiky yra
daug darby apie Antrojo pasaulinio karo didvyriy
zygdarbius, didvyrius ir kancias. |[domu buvo stebeéti,
kaip rusy okupantai, taip stipriai mitologizave Antrajj
pasaulinj karg, kad iSkraipydami istorijg net sukdre
nauja fasistinj monstrag, atgamina tuos beviltiskus
siuzetus. TroSkau, kad Ukraina kaip savarankiska
valstybe kautysi su XX a. (kai Rusija pasisavino bendra
pergale) ir XXl a. fasizmu.

Taip pat atsigreziau | savo pacios karinj apie

utopijos savoka. Ilga laika vengiau utopijos temos,
nes per daug gerai zinau, kaip menas gali tapti
jrankiu nuvertinant Zmogy vardan utopijos: tai

buvo tik reprezentacinis sovietinio vaizduojamojo
meno Mmetodas. Taciau Rolando Bartheso, kuris
utopija apibreze ne kaip visuma (o tai reiksty, kad
nejmanoma politika), bet kaip jvairove, kuri dauginasi
pati savaime, déeka as nebebijau pristatyti savo
utopines vizijos kaip mazo medziy lauko dideliame
bendrame sode. Savo kapiniy sode atlieku utopinj
prisikelimo akta, kuriuo atsisakau pripazinti, kad
nejvardyti kapai, smurtas ir zmogzudystes reguliariai
reprodukuojasi. AS nesutinku su tuo. Zinau, kad
pasaulis vis dar nejmanomas be karo, bet nesutinku
su tuo.



24 NIOTOrO 49 MOKKMHYMa CBOKO KBAPTUPY Ha ByML
Mukonn Mypaluka, KMIBCbKOIO XyOOXXHWKa.

Noro nnemiHHrK OnekcaHap Mypaluko — oauH 3
MOIX YOO NeHVX XyQOXKHVKIB, AKOro 3acTpennnm
6inbLOBKKK B 1919 poLli, — 3acHyBaB akagemito (H1HI
HauioHanbHa akagemisa 06pa3oTBOPYOro MUCTELTBA |
apxiTekTypu y KMEBI), B 9Ki1 4 BYMNaCh.

B akagemii LoaHa 9 Npoxoamna nos3 Tabnmuky 3
OecAaTKaMm penpecoBaHux, 3arnMdnmx y pagaHCcbKmx
Tabopax i BOUTKUX XyOOKHWLb Ta XyA0XHWKIB. B oaHiln
i3 MancTepeHb akageMii HaniB 3HMLeHa dpecka
GomnuyKicTiB: il neab BUAHO, AK i 3rafiki Npo PO3KBIT

aBaHMapPAHOro YKpaiHCbKoro mmcrentsa 8 1910-1920-x.

HellonasHoO, Nepen BiMHOO, A Nobaduna dparmMeHT
MOHYMeHTanbHOro penbedy «CTiHa Nnam'aTi» Agm
Prbauyk i Bonogmmmpa MenbHUYeHKa, aKni,

3a pileHHaM Bnagu, y 1980-Ti 3anmny 6eToHOM.

A oMBMNack i Nnaxkana, byna oy»e Wacnamea, o
nobaymna Len gparMeHT, i Oy»e XoTina nobaynti
BCtO pOOOTY. 3apa3s BilHa, 9 He 3Hat0, KON 3MOXYTb
NPOOOBXKUTV BUBINbHEHHSA «CTiHM Nam'aTi» Bif
6ETOHHOI PaaAHCbKOI LIEH3YPW.

Barato peuven i ntogen B YKPaiHCbKIN KyNbTyPi
3aNUWKMANCA NnLe, 9K TabMYKKM 3 iIMeHeM Ha
KNagoBULLI: MpaLto Ntoaen 3pyMHOBaHO, CaMX
aBTopiB youTO. [y»ke 6araTo Yacy MpoxoamTb, MOKM
YCBIAOMITIOELL, WO Lie BTPaTK, a He BIACYTHICTb.

Yac MUMHaE, I3 TRILWLMH MK BTpaYeHMM Ta BLIMINUM
MPOPOCTakOTb HOBI ABMLLE, afle KOXKEH | KOXKHa
BiQYyBatoTb Yy cobi MicL@, LLO NyCTYOTb. [0 BiHK MUK
ayManu, ak 6arato BCbOro BayKMBOro He onmcaHo,
He BMCTa4dae pyK, LWob Le onmcaTth, a Lo He OnmcaHo,
TOMY 3arpoykye 3abyTTa, i 3apa3 Hac, aK i B 1930-X,
1940-X, XO4UyTb 3HULLMTK. [NoYyanu BiATBOPOBATUCD |
NPOPOCTATU KYNBTYPHI IHCTUTYLLIT, HOBA LLUKOSa, HOBI
ONTAYi cCafkKM — Tenep Bce Lie nif 3arpo30to, Aello
BXXe 3pYMHOBAHO.

AK Le OCArHYTW? 3aKpUTI, 3pyMHOBaHI yHIBEpPCUTETH,
NiKapHI, CaoKu, LUKOAU, My3€i, MarasmHu,
nianpPWEMCTBA, 3aBOAW, MiNMbUOHW TtoOeN, LLO
3aNVWKMAM OiM, COTHI TUCAY AeMopPTOBaHMX, TUCAYI
BOUTUIX... 4 He xouy, Lo6 BCE 3HMLLMAM 3HOBY. d He
Xou4y, 06 Te, Lo BCTUMM 3HULLIMTK, Oyno 3abyTe. 9
xou4y, o6 KpaiHa-can npoaoBuia npopoctaTu. li
He BMepLle MpUMLLIAM PYMHYBaTK. 9 HE XO4y HIiYOoro
3abyBaTy. A Tenep KNagoBuULLe, Lo PyxaeTbea. Lie Min
crnocib 36epertn Te, Lo 3PYWHOBaHO HaBKOSMO MeHe i
B MeHi.

KnapoBulile — Micle cnorafis. Tam npopocTae
HOBE YXUTTA | CNINbHWW cad CTRYKTYPYETbCA PI3HUMU
croragamMu.

B akapeMii My BUBYANM peaniCTUYHMM >KUBOMMUC: Lie
CMafoK 3 PagsaHCbKMX YaciB, y GOHAI akafeMii oyr>ke
6araTo XXMBOMMCY NPO MOABUIM, rePOIB | CTPAXKAAHHA
[pyroi cBiTOBOI BiHW. MeHi AWBHO Byno 6a4mTh, 9K
CTPa>KOaHHA i3 CIOXKETIB peani3ytoTbCa POCIMCbKMMM
OKyMaHTaMu, KOTpi MidonoriszyBanu Lpyry cBiTOBY
HACTINbKW, LLO CTBOPUIM 3 ii CMOTBOPEHMX OCTaHKIB
HOBOTMO GaLLKVCTCbKOIrO MOHCTPa. MO€o NepLUoto
peakLieto 6yno noBepTaHHa YKpaiHi cy6'eKTHOCTI

B 60pOTLOI 9K i3 palmamMom XX cToniTTa (pocia
anponpitoBana chinbHy nepemory), Tak i XXI ctonitra.

A TakoX 3BepHYNaca A0 CBOIX BNAacHWX JOPOOKIB

Ha TemMy yTonii. 4 4OBro He po3rnanana yTonii ak
LLOCb, i3 UMM MOXKY MpaLloBaTH, afyke ay)ke nobpe
3Hato, AK MUCTELITBO MOXKe OYTU IHCTPYMeHTOM A4
3HEeLiHEeHHA »XMBWX 3apaaun yTonii, ak ue 6yno B
PaOAHCHKOMY CTAaHKOBOMY Ta MOHYMEHTa/lbHOMY
MUCTeUTBI. Ale 3aBOSAKM BU3HAYEHH!O yTonii PonaHoMm
BapToM He aK ToTanbHOCTI (i, AK pe3ynbraT, BiaCyTHOCTI
MONITUKM), @ 9K PI3HOMAHITTA, O MPUMHOXYE Came
cebe, A NnepecTana 6oaTUCA NpaLoBaTK 3 YTOMIEK

Ta penpeseHTyBaTV CBOE yTomnidyHe 6adeHHda, aK
ManeHbKMIM CafoK Yy BETMKOMY CMifIbHOMY Ccafly.

TOX Yy CBOEMY KMaAOBULLEHCHKOMY CafKy 9 pobito
YTOMIYHMIM aKT BOCKPECIHHA, aKT HE3TOAM 3 HEProBUM
BiATBOPEHHAM OE3iMEHHUX MO, HAaCKIbCTBA,
BOMBCTB. A He 3roaHa 3 UMM. CBIT MOKW HEMOXKTUBUM
6e3 BilHW, ane g He 3roaHa 3 WM.
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On February 24, | left my apartment on the street
named after the Kyiv artist Mykola Murashko.

His nephew Oleksandr Murashko (one of my favorite
painters, executed in 1919 by Bolsheviks) founded the
academy | studied at. Today it's called the National
Academy of Visual Arts and Architecture.

Every day at the academy, | walked past the memorial
plague with dozens of names of the artists who were
repressed and executed in Soviet labor camps. In

one of the workshops there was still a half-destroyed
Boychukists' fresco, just as faint and barely noticeable
as was the reference to the rise of Ukrainian avant-
garde art in 1910-1920.

Recently before the war, I've got to see a fragment of
the Memory Wall —an haut-relief by Ada Rybachuk
and Volodymyr Melnychenko, poured with concrete
in 1980s by decision of the authorities. | wept with joy
to have seen that fragment, and | was looking forward
to observing the entire work when the time comes.
Yet now, as we are at war, | have no clue when the
Memory Wall could probably be completely liberated
from the paw of concrete Soviet censorship.

Many creators of Ukrainian culture had, at the end

of the day, left nothing behind but their names on a
memorial plague, since they themselves had been
killed and their work eliminated. It usually takes a lot
of time to comprehend the full scale of losses, not
mere lacking, throughout the history of Ukrainian art.

Over time, new phenomena sprout in cracks between
what was lost and what has remained extant, yet
everyone still senses the voids inside. Before the war,
we spent much time pondering over how many
important issues had not yet been detailed, how
critically short of specialists we were to save our
culture from oblivion; and now we're exterminated,
much like in 1930s and 1940s. Cultural institutions and
training system had just begun to update and revive
when it all got into jeopardy again. Something has
already been destroyed.

Is there ever a way to comprehend this? Blasted and
closed universities, hospitals, schools, museums and
kindergartens, shops, manufactures, and plants,
millions of refugees, hundreds of thousands of
deportees and martyred... | don't want our life to
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be obliterated once again. | don't want to put what
they've got to destroy at the risk of oblivion. | want
our garden country to thrive. It's not for the first time
that invaders have come to destroy it. | don't want to
forget a thing. | am a moveable cemetery now. This is
my way to preserve what has been ruined in me and
around me.

A cemetery makes the place of remmembrance where
the new life takes root. A commmon garden at the
cemetery is structured with different memoires.

In our student years we explored realistic painting
style. The fund of our academy still contains plenty

of work on heroes' feats and calamities of the

Second World War, inherited from the Soviet times.

| was stunned to see the Russian occupiers, who
mythologized the WWII to such an extent that they've
even made a new fascist monster from its distorted
remnants, reproducing those hopeless plots. My first
ambition was to bring Ukraine back to agency in its
struggle against the fascism of the twentieth century
(as Russia has appropriated the shared victory) and
that of the twenty-first.

| also turned to my own output on the concept of
utopia. For a long time, | had not considered utopia

a good subject to work on because | know too

well how art can become a tool for depreciating
human beings for the sake of a utopia: it was just

the representative method of the Soviet visual art.
But thanks to Roland Barthes's definition of utopia
not as totality (and, therefore, lack of policies) but as
diversity that multiplies itself, | am no longer afraid to
represent my utopian vision as a small field of trees in
the great common garden. | carry out a utopian act of
resurrection in my own cemetery garden. It's an act of
disagreement with regular reproduction of unnamed
graves, violence, and murder. | disagree with that. |
know that the world is still impossible without war,
but | disagree with that.



LIUDESIO SODAI
popierius, akvarelé

CAOWN CKOPBOTU
nanip, akBapesnb

GARDENS OF SORROW
paper, watercolor

30x40cm
2022
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GYVOJO PASAULIO PROPAGCANDA
popierius, akvarele

MPOMATAHOA XXMBOTIO CBITY
nanip, akBapenb

PROPACANDA OF THE LIVE WORLD
paper, watercolor

30x40cm
2022




Pavio MAKOV

MAPPA MUNDI

Pasaulis susitrauke, tapo dar maZesnis ir dar
nesaugesnis. Galima sakyti, visi atsiddréme viename
dideliame bendrame buste, kur jsivaizduojamy
dury nebejmanoma uzdaryti, 0 pabegti nuo gaisro
ar potvynio is tikryjy nera kur, nes jei begsi per
visus kambarius, rizikuoji atsidurti tame paciame,

iS kurio pradeéjai begti. Pasaulio Zemélapis primena
didelio buto architekturinj plana. Visi kambariai yra
pereinami, kiekvieno kambario sienos ribojasi su
gretimais kambariais taip, kaip ir realiame pasaulyje.
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MAPPA MUNDI

CBIT 3ropHyBc4, CTaB e Binbll Manvm Ta e Oinblu
He3axnLweHWM. M BCi ONMUHUAMCA MPaKTUYHO

B OOHIM BENUKIM KOMYHaNbHIM oceni, Ae YMOBHI

aBepi 6inblle He MOXIMBO TPVMATK 3a4MHEHUMM |
GaKTUUHO HeMa Kyau TikaTy Bif MOyexi Y noeeHi, 60,
NpPobIrwy Yepes yci KiMHaTU, PU3UKYELL ONMUHUTKICA

B Til1 camil, 3BiAKM nodas 6irti. Mana CBiTy Haraaye
APXITEKTYPHWM MaH BENIMKOI KBapTMpW. BCi KiMHaTK
MPOXiAHI, CTIHW KOXKHOT KIMHATM MEXKYIOTb 3i CyCIiaHIMM
TakK, AK MEXYIOTb iX KOPAOHW Y peanbHOMY CBITI.



MAPPA MUNDI

The world has shrunk, become even smaller and even
more insecure. We all find ourselves practically in one
big communal dwelling, where the imaginary doors
can no longer be kept closed, and there is actually no
place to escape from a fire or flood, because if you run
through all the rooms, you risk ending up in the same
one from where you started running. The Map of

the World resembles an architectural plan of a large
apartment. All rooms are passable, the walls of each
room border on the neighboring ones just as their
boundaries border in the real world.
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Pavio MAKOV

MAPPA MUNDI
objektas kaip didelis Zemélapis

MAPPA MUNDI
06'eKT, 3p0bEeH MM Ha OCHOBI BETMKOI KapTw

MAPPA MUNDI
object made on the basis of a big map

600 x 450 cm
2021
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MAPPA MUNDI (didelis zemeélapis)
grafitas, piesinys, popierius

MAPPA MUNDI (Benuka kapTa)
rpadiT, MastoHOK, Nanip

MAPPA MUNDI (big map)
graphite, drawing, paper

120 x149 cm
2020—2021
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Sergiy PETLYUK

KAl RUKAS ISSISKLAIDO

Pries auSra medziotojai iSeina | medziokle. Kol dar
tamsu, jie uzima patogias pozicijas ant specialiai
jrengty boksteliy ir uzsimaskuoja. Laukia, kol rikas
praskys ir iSsisklaidys. Pasirodo pirmieji saulés
spinduliai, praplysta rukas, ir Stai sekme.

PrieSais — potenciali auka, kuri nezino, kad j ja
nutaikytas ginklas. Jis / ji taip pat tikisi, kad rGkas
iSsisklaidys. MedZiojamam taikiniui pirmieji saulés
spinduliai — tai nauja diena, nauja viltis ir nauja baime.

Pirmaprade (gyvuliSka) baime, kuri tarsi atviras nervas
sukelia skausma. Baime atverti akis, baime atidziau
pazvelgti j detales, baime pasirodyti Sviesoje. Baime,
netikrumas ir nusivylimas, kurie aptraukia samone
kaip tirstas rukas...
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KOJ1N PO3BIETbCA TYMAH

MucnmBLI BUXOOATb Ha MOItOBaHHA BAOCBITa.
3aTeMHa 3aMMatoThb 3PYYHI MO3KMLIT Ha crielialibHO
NobyaoBaHKX BeXax Ta MacKytoTbCa. YekatoTb, MOKM
PO3'ACHUTBLCS | PO3BIETLCA TyMaH. [epLui MpoMeHi
COHUS, MepLUi PO3PKBK B TYMaHHIM NeneHi MpUMHOCATb
nepLi 3006myi.

Ha npoTtunexHomy 0oL 3HAaXoAUTbCA MOTEeHLiMHa
»KepTBa. BoHa (He) 3moragyeTbhbed, WO BOHa »KepTBa.
BoHa Texx vekae, Wob TyMaH po3BiagBca, 419 Hel nepLui
MNPOMEH| — Lie HOBUW AeHb, HOBa Hafid, HOBUI CTRax...

CTpax Ha TBapWMHHOMY PIBHI, LLIO OrOtOE HEPB

Ta 3aBgac 6onto. CTpax po3nIoLWLMTY O4Yi, CTpax
pO3AMBUTMCA AeTani, BiokpuTmca ona ceitna. Crpax,
HemneBHICTb Ta MoBHa dpYyCTPaLiq, LLO OropTatoTb
CBIAOMICTb, MOB IYCTUI TyMaH.



WHEN THE FOG CLEARS

Hunters go out hunting before dawn. In the darkness,
they occupy comfortable positions on specially
equipped towers and camouflage... waiting when the
night mist clears... The first break of light dissolves a
protective foggy veil and brings the first Kill...

On the opposite side, there is a potential victim, which
is unaware of being held at gunpoint...

He/She/It also expects the fog to disperse... For the
hunted target, the first rays of the sun is a new day, a
new hope, and a new fear...

A primal/animal fear that like an exposed nerve
causes pain... a fear to open your eyes and look
closer at the details, an anxiety to show up at the
light, an uncertainty and frustration surrounding
consciousness like a thick fog...
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KAI RUKAS ISSISKLAIDO
kinetine vaizdo instaliacija

KOJTM PO3BIETHCA TYMAH
KiHeTMYHa Bigeo iHcTanawuia

WHEN THE FOG CLEARS
kinetic video installation

2018
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Viacheslav POLIAKOV

1.|.1 2022

Mano pirmosios sgmoningos nuotraukos man atrodé
neryskios ir nesvarios, ypac lyginant jas su geriausiy
menininky, kuriais stengiausi sekti, darbais. Buvau
jsitikines, kad tai lemeé mano jgudziy ir talento stoka.

Pirma kartg iSvaziaves su fotoaparatu j uzsienj likau
apstulbes: mano nuotraukos akimirksniu eme atrodyti
Jprofesionaliau®.

Reikéjo kelerius metus pakeliauti, kad pamatyciau
savo namus is Salies. Visa vaikyste Chersone pries akis
maciau pamazu yrant] pilka beveidj sovietinj pavelda,
kuris neatrodé gerai netgi budamas naujas.

Persikelus | Lviva, tai tapo dar akivaizdziau: miestas
buvo chaotiska lenkisky, zydisky, austriSky ir sovietiniy
elementy misraing, pusiau sugriuvusi.

PopkultGroje Ukraina atpazjstama del Cernobylio,
ir as negaliu paneigti sio stereotipo. Mano aplinka —
tai ignorantiskos rusy intervencijos j gamtg ir kitas
kultUras bei jy bukumo rezultatas. Laikui begant
viskas pamazu keitesi, bet naujas karas ir vél lemia
sugriovimus.

Sig serijg pradéjau kurti dar gerokai prie$ Rusijos
jsiverzima j Ukraing, tacCiau sudraskyti zmoniy kunai,
kuriuos dabar regiu naujieny sraute, atrodo tarytum
i mano nuotrauky. Dabar zinau - jie ten buvo visada.
Fotografavau ta patj karg, tik ankstesnj jo etapa. Visos
mano Seimos kartos kentejo nuo tos pacios betiksles
Rusijos agresijos. Dabar atéjo mano eilé.

Bet tai mano namai, ir as myliu savo Pompeéjus. Savo
amzinai gridvancio pasaulio liekanas naudoju kaip
statybines plytas savo istorijai. Noriu viska palikti
geresnes buklées nei radau. Turim iSeiti is uzburto rato.
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Moi nepLi ceBigomi doTorpadii 3gaBanmca

MeHi BNAKAIVMK Ta BpYOHWMK, OCOBIMBO AKLLIO
MOPIBHIOBATM 3 BIOOMUMM CBITOBMMKM aBTORAMM,
KOTPUX A HamMaraBca HacnioysaTh. 9 6yB NeBeH, Lo
NPUYMHOK By MOE HEBMIHHA Ta Opak TanaHTy.

Konu »k yneplue noixaB 3 KaMepoto 3a KOPLOH, TO MaB
MOMEHT 30VBYBaHHA: MOi doTorpadii BMUTbL CTanm
BMMNA0aTW 3HAYHO «MPODECIMHILLMMMY.

3HaO00UINCH POKM MOAOPOYKEN, LLOO nodyaTy
OVBUTKCA Ha CBIM OiM XO4 Tpoxu 330BHI. Cipui
HEeBMPA3HWM PAOFHCbKMI CMNadoK, LLO HaBITb
HOBMM He BUIMManaB Aobpe, pO3Ba/ltoBaBCH Ha O4ax
MPOTATOM BCbOIrO MOIO AUTUHCTBA B XEPCOHI.

Konu g nepeixaB 0o J1bBOBa, pedi CTanu e

Ginbll OYEBUAHMMM: MICTO BY/10 BUMNaaKOBUM
HallapyBaHHAM MOJSTbCbKUX, EBPENCHKMX,
aBCTPINCbKMX Ta pafaHCbKMX eneMeHTiB byaisenb y
CTaHi HaniBpoO3Maay.

Y non-kynsTypi YkpaiHa BinoMa HopHobunem,

i 9 HE MOXY 3amepednTn Len ctepeoTnn. Min
naHawadT 6arato B HOMy CHOPMOBAHUIN POCIMCbKIM
HEBIMMACTBOM, MOrO PYMHIBHUM BTPYYaHHAM Yy
npwpony Ta iHWIi KyneTypu. Lle moTpoxy 3MiHioBanocCh,
ane HoBa BiHa NpuHecna HOBI PyMHYBaHHSA.

 noYaB 3HIMaTK LIIO Cepito 3a40Bro 0o
MOBHOMACLUTAaOHOro BTOPrHeHHsa pocii B YKpaiHy,

ane po3ipBaHi Ha WMaTKK TiNna MtoaeNn, 3 KOTPUX

3apa3 CKMAOAETbCAa MO4 LWOoOEHHA CTPIYKA HOBUH,
BMIMAOA0Th Tak, Ha4de BOHW 3 MOiX poTorpadin. Tenep
A PO3YMIto: BOHW 3aBxau Oynm Tam. 9 doTorpadysas
TY CaMy BiMHY, Hacnigku ii nonepeaHboro etany. Bei
MOKOMIHHA MOET ciM'T cTpaykganm 6ig 6e3rny3noi
pocincbKoi arpecii. Temep mosd yepra.

Ane ue Mi gim, i a nrobnwo ceoi Nomnel. Min cBiTe B
MOCTIMHOMY CTaHi po3naay, i 9 BUKOPUCTOBYHO MOTO
yaMKu ak ByaiBenbHMM MaTepian ana HoBUX iCToOpPIM.
H Xouy 3anMLWNTK pedi KpaLLMMKM, HIXK 91X 3HaWLLOB.
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When | just started as a photographer, my pictures
looked dim and dirty to me, especially compared to
the top artists | was trying to follow. | was sure that my
lack of skills and talent are the reasons.

When | went abroad for the first time, it was a
surprise: my photos instantly started to look more
«professional».

It took years of travel to start seeing my home from
the outside. A gray faceless soviet heritage, which
never looked great, was falling apart before my eyes
during my entire childhood in Herson.

When | moved to Lviv, it became even more obvious:
there was a layered mix of Polish, Jewish, Austrian and
Soviet remains in a state of half-life.

Pop culture knows Ukraine as a place of Chornobyl,
and | can't blame it. My environment is a result of the
ignorant russian intervention into nature and other
cultures, and the consequent decay of its artifacts.
Things were slowly changing over time, but a new war
renewed the chaos.

I've started to make this series long before russia’s full-
scale invasion of Ukraine, but the torn-apart human
bodies fromm my current newsfeed appeared native

to my images. Now | know — they were always there.

| was photographing the same war, but its previous
iteration. All generations of my family suffered from
the same aimless russian aggression. Now it is my
turn.

Nevertheless, it's my home, and | love my Pompeii.

| use remains of my forever-falling-apart world as
building bricks for my story. | want to leave thingsin a
better state than I've found. It's time to stop this ugly
loop.
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ATLIEKY UZTVANKA

Sis projektas — tai jsivaizduojamas Zmonijos
civilizacijos muziejus, jkurtas iSnykus zmonems.
Muziejus skirtas radiniams, kuriuos ateities
archeologai kasty Kryvyj Riho (Ukraina) atlieky
uztvankos vietoje. Atlieky uztvanka — tai specialiy
jrenginiy sistema, skirta radioaktyvioms, toksinems
ir kitoms neperdirbamoms zaliavinems atliekoms
saugoti. Kdrinys palieCia zmogaus atsakomybeés uz
gamtos iSteklius tema ir kalba apie keistas formas,
kurias Zemeje palieka Zzmogaus veikla.
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BARSKINIMAS, KALIMAS, GINCAS IR
GURGULIAVIMAS

Vaizdo jradas BARSKINIMAS, KALIMAS, GINCAS IR
GURGULIAVIMAS yra viena i$ projekto ATLIEKY
UZTVANKA daliy. Vaizdo jrase vaizduojami du
pagrindiniai veikejai, einantys prie atlieky uztvankos ir
nusileidziantys prie jos.

Vaizdo jrasa sudaro keturios dalys, kurios parodijuoja
kitas Sio projekto dalis:

1. Skitisky antgaliy zvangejimas.

2. Krivorizstalio® (Krivij Riho metalurgijos jmone)
direktoriaus, sedincio bomby sléptuveje, dauzymas
plaktuku | vamzdzius.

3. Gincas kaip visy dabarties gincy ir nesusipratimy
tarp saliy ir atskiry Zzmoniy atspindys.

4. Vandens gavybos stoties gurguliavimas (2093 m.).

SKITY ANTGALIS

Tai seniausias archeologinis radinys atlieky
uztvankoje.

Tai retas skity kultdros kulto objektas, datuojamas 354
m. pr. Kr.

Ant bronzinio antgalio vaizduojamas skity religijos
dievas Papai, sukUres visatg ir zmonija. Centrineje
dalyje vaizduojamas vyras su barzda ir jo galva su
zoomorfine erelio pavidalo kepure. Keturias Sakas-
ragus taip pat uzbaigia ereliy figuros. Vardas Papai
reisSkia ,tevas"ir ,gynejas”. Skity tikejime dievas Papai
taip pat simbolizavo danguy. Skitai melsdavosi jam, kai
kildavo didziausi pavojai.

Zmonijos civilizacijos muziejus suteikia naudingos
informacijos apie Zmoniy civilizacija ir jos galimo
iSnykimo priezastis. Daroma prielaida, kad Zmonés is
Zemes iSgaudavo mineralus ir metalus, o praturtéje
iSmesdavo neapdorotas ir nesutvarkytas atliekas |
dirvozem|. Taip elgdamasi Zmoniy civilizacija visam
laikui pakeité pasaulio krastovaizdj. Tikétina, kad tai
buvo jy iSnykimo priezastis.



XBOCTOCXOBMULLE

Lle npoekT npencraBneHo y Gopmi Myzeto ntoacbKoi
LIMBINi3aLlii, CTBOpeHOro B ManbyTHbOMY, Byke nicnda
3armbeni ntoactea. Mysew nprcBadYeHo ManbyTHIM
apxeonorii xgoctocxoBuLla y KprBomy Po3i.
XBOCTOCXOBMLLE — LIE€ KOMTMIEKC CreLlianbHMX crnopya,
npu3HadYeHUM Ana 36epiraHHa PagioakTUBHMX,
TOKCUYHKX Ta IHW WX BigBanbHWX BiOXO4iB
36aradeHHa KOPUCHUX KonanuH. PoboTa nopyLuye
TEeMY BiAMOBIOANbHOCTI TIOOMHM 32 3EMHI PECYPCK

Ta XMMePHi GOPMU, AKX MOXKYTb HabyTM CRian
nepebyBaHHSA NOOCHKOI LMBiNi3aLuii Ha 3emni.

BPA3KAHHS, CTYKIT, CYMNMEPEYKA TA BYJIbKAHHA

Bineo BPA3KAHHYA, CTYKIT, CYTEPEYKA

TA BYJTIbKAHHA — ogHa 3 4acTuH NpoeKTy
XBOCTOCXOBULLE. Y poboTi 306paykeHi ABa rofoBHi
repoi, 9K MPAMYIOTb 1O XBOCTOCXOBMLLA Ta CXOAATb Ha
HbOTO.

Bineo cknagaeTbes 3 HOTUMPbOX YaCTUH, AKi
MapoaitoKOTh IHLIT YaCTUHM LbOTO MPOEKTY:

1. BpaskaHHa CKidpCcbkoro HaBepLU4a.

2. CTyKiT no Tpybax amnpeKktopa «KprBopixcTani», akuii
cnaiBy 6oMOBOCXOBUMILL.

3. Cynepeuka K BinobpaykeHHs BCix cyrnepedok
I HEMOPO3YMiHb HALLOTO Yacy — MK KpaiHaMu 1
OKPEMUMMU MHOABMMU.

4. BynbKaHHA CTaHLii Anga BUAOOYTKY MUTHOI BOAM
(2093).

CKI®CbKE HABEPLLA

Lle HamcTapiwa 3HaxiaKka apxeonoriyHoi ekcneguuii
Ha XBOCTOCXOBMLLL.

Lle piaKicHWX KynbToBKIN 06'eKT CKidDCbKOI KynbTypW,
AKMW 0ATYETbCA 354 p. 0 H.e.

BpoH30Be HaBeplus i3 300paxkeHHAaM bora Manag,

3a CKidcbKoto penirieto TBOpLA BCECBITY i 1toaAeN.
HaBepLua LeHTpanbHOro ctoBbypa yBiHYaHe dirypoto
MOAMHM 3 BOPOA0HD, @ Ha rO/10BI — 300MOPOHUMN
Kamentox y dopMi opna. YoTMpu FiAKM-POXKKM

TaKOXK 3aBepLUytoTbca dirypkamim opnis. IM'a MNanaw
O3Ha4ae «baTbKO» Ta «3aXVCHUK». Takox Yy CKIPCbKIX
BipyBaHHAX bor Manai crmMBonisyBaB Hebo. [10 Hboro
Ckicdu 3BEpTanmCh y XBUNMHY Hanbinbluoi HeGe3nexu.

Llew Bigoin My3eto NtoacbKoi UmBiNi3auii nooae
BaXKMMBUM €NEeMEHT ONA BM3HAYEHHS MPUYnH
ICHYBaHHSA Ta BUMMPaHHA NOACHKOI LMBIMi3aLii. €
npUNyLLEeHHa, Wo JTioarHa BuaoobyBana KopUCHi
KOManumHK 3 Haap 3eMi, a nicna npotecy 36aradeHHa
HeobpobneHi Ta HiYKM He MOKPUTI Biaxoamn
3BasitoBanmca Ha 3emnto. Tak toacbKa LmBinisauia
MOCTIMHO 3MiHIOBaNa naHawadT ceiTy. BiporiaHo, ue
CTano npurymHoto ii 3armbéeni.
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TAILINGS DAM

This project takes the shape of a Museum of Human
Civilisation which is established in the future after
humans go extinct. The Museum is dedicated to the
future archaeology of a tailings dam in Krywyi Rih,
Ukraine. A tailings dam is a system of special facilities
for storing radioactive, toxic and other non-recyclable
waste from mineral processing. The work touches
upon the issue of man’s responsibility for natural
resources and chimeric forms that the imprint of
human activity on Earth may acquire.
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CLANKING, HAMMERING, DISPUTE AND GURGLING

The video CLANKING, HAMMERING, DISPUTE AND
CURGLING is one of the parts of the TAILINGS

DAM project. In video features two main characters
heading for the Tailing dam and climbing it.

The video consists of four parts that parody other
parts of this project:

1. The clanking of the Scythian pommel.

2. Hammering on the pipes of the director of
Kryvorizhstal, who was sitting in the bomb shelter.

3. Dispute, as a reflection of all the disputes and
misunderstandings of our time, between countries
and individual people.

4. Gurgling of the water extraction station (2093).

SCYTHIAN POMMEL

This is the oldest discovery of the Archaeological
Expedition at the Tailings dam.

This is a rare cult object of Scythian culture, which
dates to 354 BC.

Bronze pommel with the image of the God of

the Papai by the Scythian religion of the creator

of the universe and people. The top of the central
pillar is the image of a man with a beard and his

head zoomorphic hat in the form of an eagle. Four
branches-horns are also completed by figures

of eagles. The name Papai means «father» and
«defender». Also in the Scythian faith God Papai
symbolized the sky. He was approached by Skythsin a
minute of the highest danger

This section of the Museum of Human Civilization
adds an important element in the search for causes of
the existence and extinction of human civilization. It is
assumed that Humans extracted minerals and metals
from the earth, and after a process of enrichment,
dumped untreated and uncovered waste onto the
soil. In doing so, human civilization permanently
changed the landscape of the world. This was
presumably a reason for their demise.



ATLIEKU UZTVANKA

TAILINGS DAM
2021




Andriy RACHINSKIY, Daniil REVKOVSKIY
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BARSKINIMAS,

KALIMAS,

GINCAS IR GURGULIAVIMAS
vaizdo jrasas

BPA3KAHHA,

CTYKIT,

CYMEPEYKA TA BYJIbKAHHYA
Bigeo

CLANKING,
HAMMERING,

DISPUTE AND GURGLING
video

2021



SKITY ANTGALIS
objektas

CKI®OCbKE HABEPLUYA
ob'ekT

SCYTHIAN POMMEL
object

2021
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Stanislav TURINA

Serija ACIU

Serija ,ACi0" — tai tarsi kuponai, kurie ,grazina |
veiksma, skatina susitikti, o tai jau dvi poros skirtingy
ranky, kurios viena kitai perduoda kazka labai

svarbaus, kas kartkartemis jgauna vis kita, jvairia
forma®.

FIGUROS ARBATOS GERIMO CEREMONIJOMS

—u

Kaip ir serija ,ACiU" ,FigUros arbatos géerimo
ceremonijoms" yra tarpiniai objektai. ISvedantys
iS vienatves ir skatinantys gyvai susitikti, kalbétis ir
apmastyti / mastyti, kreipiantys link pagnekovo ir
Pasaulio, kuriame niekada nesame vieni.
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cepia OA9KYIO

Cepig AAKYIO — Le cBoepigHi TaNoHM, WO
«MOBEPTatOTb A0 AOil, 40 3YCTPIiYi, 00 ABOX Map PI3HMX
PYK, AKi NepenatoTb OHa OAHIM LLOCh HaMBa)kMBILLe,
O Yac A0 Yacy Ma€ iHWYy, iHaKwy GopMmy».

DIFYPU 0N9 YAMHUX LLEPEMOHIN

Tk i cepia OAKYIO, DINYPY OO YANHMX
LIEPEMOHIV € o6'ekTamut «Mixk». TaKMMU, LLLO
BiABOAOATb HAC Bid, CAMOTHOCTI | BEAyTb A0

YKIBOI 3yCTPIYi, 0O PO3MOBW | po3ayMyBaHHS /
PO3MipPKOBYBaHH4, 40 crniBbeciaHwvKka i Ao CBiTy, B
AKOMY MW HIKOTM He CaMi.



THANK YOU series

Peculiar vouchers that «return to the action, to the
meeting, to two pairs of different hands, which
transfer to each other something most sacred, which
from time to time has a different, diverse formp».

FIGURES FOR TEA CEREMONIES

As the THANK YOU series, TEA CEREMONY FIGURES
are «in-between» objects. Those that are taking

away from loneliness and lead to a live meeting,

to a conversation and reflection / thinking, to an

interlocutor and to a World where we are never alone.
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Stanislav TURINA
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FIGUROS ARBATOS GERIMO CEREMONIIJOMS
Kastuvas, Langy groteles, Suskiles Varpas, Kulka,
Sakniavaisis, Trys burokéliai, Tabureté, Arka,

CBY (Ukrainos saugumo tarnyba)

Samotas, baltasis molis, glazura

OINYPV 019 YAMHUX LIEPEMOHIM

JlonaTa, BikoHHI rpaTn, TpicHyTMW A3BIH, Kyng,
Kopenennin, Tpu bypaku, TabypeT, Apka, CBY
wamorT, 6ina rmuHa, rmasyp

FIGURES FOR TEA CEREMONIES

Shovel, Window grates, Cracked bell, Bullet,
Root vegetable, Three beets, Stool, Arch,
CBY (Security Service of Ukraine)
chamotte, white clay, glaze

2022



Serija ACIU
popierius, rasiklis, piestukas, zymeklis, akvarele, flomasteris

cepig OAKYIO
nanip, pyyka, oniBellb, MapKep, akBapenb, Gaomacrep

THANK YOU series
paper, pen, pencil, marker, watercolor, felt-tip pen

2014 - 2022
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Kostiantyn ZORKIN

APSAUGINIS SLUOKSNIS

Projektu ,Apsauginis sluoksnis" tesiu savo kdrybine
praktika, taciau kintanti realybé priverte mane is
naujo permastyti anksCiau sukurty vaizdy ir iSrasty
techniky prasme.

Meninj pasaulj, kurj pastaraisiais metais kdriau

iS medzio, netiketai papildé metalas. Skirtingai

nei medis, metalas man visada atrode agresyvi
medziaga. Darbas su juo visada pavojingas: virinimas,
nudegimai, kibirkstys, ugnis, radys, traumos — kadangi
metalas kietesnis uz Zzmogaus kdna, jis gali suzeisti.
Pristatomame projekte traumuojantis ir traumuotas
metalas jkUnija karo meto jausmus, saugios ir
bejegiskos bukles koreliacija.

Manau, kad mano meno ir so projekto negalima
laikyti dokumentiniu tragedijos liudijimu tiesiogine
prasme, taCiau menas retai kada tiesiogiai pasakoja ir
apraso jvykius. Man svarbu, kad mene buty uzfiksuota
psichiné ir fiziné jtampa, kuri mus visus vienija kovoje
su priesu ir palaiko tikejima. Mano meningje kalboje
visada buvo pergales pries mirt] tema, tik dabar Si
tema nebeéra abstrakti.

108

3AXUCHUW LLAP

[MPOEKT «3aXUCHUI LLap» € MPOOOBXKEHHAM MOEI
TBOPYOI MPaKTUKK, ane 3MiHW peanbHOCTI, AKi
BiNOyBatOTbCA 3apas, 3MYCUY MeHe nepernaHyTu
3HaYeHHsA CTBOPEHMX paHille 06pasiB Ta BUHaWOeHMX
TEXHIK.

XYOOXKHIM CBIT, AKMIM 9 CTBOPIOBAB B OCTaHHI POKM 3
OepeBa, HecnoaiBaHo AOMNOBHMBCA MeTanom. [1n4
MeHe MeTan 3aBxan 6yB arpecmBHMM MaTepiasnioMm,
Ha BiOMiHY Bif gepeBa. Po6oTa 3 HM 3aByau
CYMNPOBOMKYETHCA Hebe3MeKoo: 3BaptoBaHHS,

OMiKW, ICKPpW, BOMOHb, ipXKa, MopaHeHHa — MoTeHLid
TpaBMyBaHHA 3aKNageHa y MeTani, 60 BiH TBepailLuig
3a MOACHKE TiNo. Y npeacraBneHoMy MpOEKTI
TPABMYIOUMM | TDaBMOBaHMM MeTasl CTa€ BTINTEHHAM
MOYyTTIB BOEHHOIO Yacy, MOCTIMHOMo CriBBIiAHOLWLEHHA
3axMCTy 1 6e33aXMCHOCTI.

A oyMato, Lo MOS TBOPYICTb Ta LleM MPOEKT He

MOXXyTb OYTU AOKYMeHTaNbHMM CBIAOLUTBOM Tparefii y
OyKBaslbHOMY CEHCI, afie MMUCTelTBO PiaKo po3noBifgae
¥ onucye nofii NpsaMo. MeHi BaxknmBo, o6 TBOPUICTb
dikcyBana Te ayleBHe | disnuHe Hanpy»KeHHd, Lo
3apa3 NOoEAHYE BCiX Hac y 60poTLOI 3 BOPOroMm, Ta
niaTPVMyBana Bipy. Moa xydoXXHA MOBa 3aBXXau
MicTrna y cobi TeMy nepemMoru Hag cCMepTHo, MpoTe
nvie Tenep ud TeMa nepectana 6yTr abCTpaKTHO!O.



PROTECTIVE LAYER

The «Protective Layer» project is a continuation of my
creative practice, but the changes in reality that are
happening now have forced me to reconsider the
meaning of previously created images and invented
techniques.

The artistic world that | have been creating in recent
years from wood was unexpectedly supplemented
with metal. For me metal has always been an
aggressive material, unlike wood. Working with it

is always accomypanied by danger: welding, burns,
sparks, fire, rust, injuries - the potential for injury
isinherent in metal because it is harder than

the human body. In the presented project, the
traumatizing and traumatized metal becomes the
embodiment of the feelings of wartime, the constant
ratio of protection and defenselessness.

I think that my art and this project cannot be a
documentary evidence of the tragedy in the literal
sense, but art rarely tells and describes events directly.
It is important for me that art captures the mental
and physical tension that unites us all in the fight
against the enemy and maintains faith. My artistic
language has always contained the theme of victory
over death, but only now this theme is no longer
abstract.
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Kostiantyn ZORKIN
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SIENOS

objektai, geleZis, radys, virinimas
CTIHW

00" eKTU, 32530, ipXKa, 3BapPIOBaAHHSA
WALLS

objects, iron, rust, welding

90 x95x15¢cm

2022



LAPAI
objektai, geleZis, radys,
Stampavimas, virinimas

NNCT4
00'eKTW, 3aNi30, ipXKa,
UeKaHKa, 3BaptoBaHH4A

LEAVES
objects, iron, rust,
stamping, welding

70x140 x5cm
2022

m



Vlodko KAUFMAN, Natalia LISOVA, lurii SHTAIDA, Yaryna SHUMSKA, Volodymyr TOPIY

MedZiagiSkumas ir nesvarumas, daugiakryptis
judesys, ir staiga — suvyniota, uzdara erdve.

Vidinio tremtinio vidaus bUsena...
Laikino istremimo pastovybe...

Eidamas Zzmogus ne tik perkelia king, bet ir keiCia
aplinkybes.

Tai dar vienas kelio matmuo, kuris sugeria, panardina,
suteikia spalva.

Mus persmelkia atstumo, metaforinés, emocines,
fizinés aklavietes patirtys.

Cia spalva - viena i§ paskaty apleistyje, esant isnykimo
tustumai.

Kiautas istirpsta, nusitrina, nusiplauna, o erdve uzpildo
atmintis, kuri neturi riby, sieny, laiko.

Sesividinio nejudrumo ménesiai ismoké mane toliau
daryti viska kaip anksciau, ta¢iau jausmas, kad stoviu
vietoje, neisnyko.

Vis delto dviracio ratai juda greitai.
Mano akys ar vaizduoté skatina mane judeti.
Stoviu nejudéedamas ir suvynioju savo kelig | rulona.

Jis tampa vientisa begaline forma, vientisa laiko
atkarpa, ir mes aiskiau matome taij, kas yra is tikryjy.

Besisukantys ratai suderina pradzia ir pabaiga.

Laikas suspaudziamas | kancig, o kancioje randasi tai,
kas pasakoja apie tikrove, esancia uz metaforos riby.

Mes nesame savo kelig, o tada jis neSa mus.
Mes einame juo, ir jis jzengia | mus.

Mes paliekame savo pedsakus, ir jis palieka savo
jspauda mumyse.

12

MaTepianbHIiCTb | HEBAroMicTb, 6araToBEeKTOPHUIA PyX
— | PANTOM CKPYYEH M, 3aMKHEHWM I MPOCTIP.

BHYTPILWHIN CTaH BHYTPILLUHbO NepeMilleHoi ocobu...
MOCTIMHMW CTaH TMMYacoBOI MEPEMILLEHOCTI...

loyymn, NtogrHa nepemMillye He nuLle Bary CBoro Tina,
BOHa nepecyBac 3 coboo 06CTaBUHM.

Lle IHWWM BUMIP WASXY, WO NOrMMHaE, BCMOKTYE,
3abapBtoe.

MepeXxkrBaHHAa AMCcTaHUil, MeTaboprUHOro,
eMOLIMHOro, Pi3NMYHOIO MYXOro KyTa MNpocoUYytoTbCa
vepes Hac.

TyT KOMip CTaE KOMMOHEHTO MPOCYBaHHA cepen
MOKUHYTOCTI, MOPOXKHEYT 3HUKHEHHA.

Ob6onoHKa PO3HYNMHAETbCH, 3aTNPAETHCAH,
PO3LWapOoBYETbCH, a ﬂpocﬂp HAMOBHIOETLCA MaM'aTTHo,
O HEe MaEe MeX, HE Ma€E KOpﬂOHiB, He Mae€ 4acy.

[iB POKY BHYTPILIHBbOIro 6e3pyxy HaBuMIM POBUTH
BCe, 9K paHille, ane BiauyTTa CTOAHHSA Ha MicCLLi He
3HUKO.

Ta KONo Benocunena PyxacTbca i HaBiTb LWBUOKO.
ObinMatoum NornaaoM Yu yaBoto, a4 nepedysato B pycCi.
H CcTOtO Ha MiICLLI Ta CKPY4YHO B PY/IOH YBECh CBIlM LLUMAX.

BiH 3aMMKa€eTbCA B LiNicHy 6e3kiHeuHy dopMmy,
LLIICHUI YacoBUM BiAPI30OK, i MU MOXEMO MobadymTi
GiNnbll HAOYHO Te, LLIO HAaCcNpPaBAai €.

Kona, aKi KpyTaTbCs, € MOEAHAHHAM MOYaTKY | KiHLS.

Yac cKOMMPeCcoBaHWM Ha CTPaXkAaHHA, CTPaXKaaHHS,
B AKOMY BiAOyBaeTbcAa NeBHa poboTa, MpoMoBMCTa
peanbHICTb MO3a METAPOPUYHICTIO.

MW HeceMo CBiV WNAX, TO BiH Hac Hece.
My MOemMo Nno HbOMY, a BiH BXOAWTb Y Hac.

MW 3anMLIaEeMo CBOf cniau, i BiH — BiOTUCK cebe
Ha Hac.



Materiality and weightlessness, multi-vector
movement, and suddenly a twisted, closed space.

The internal state of an internally displaced person...
The permanent state of a temporary displacement...

When moving, a person displaces not only the weight
of the body but the circumstances too.

This is another dimension of the path that absorbs,
immerses, colours.

Experiences of distance, metaphorical, emotional,
physical impasse seep through us.

Here, the colour becomes a component of progress
amid abandonment, the void of disappearance.

The shell dissolves, rubs off, peels off, and the space is
filled with a memory that has no limits, no borders, no
time.

Six months of internal immobility taught me to do
everything as before, but the feeling of standing still
did not disappear.

Yet the bicycle wheels move fast.
Embracing with a look or imagination, | am in motion.
| stand still and curl all the way up.

It closes into a holistic infinite form, a holistic time
segment, and we can see more clearly what is really
there.

The spinning circles are a combination of beginning
and end.

Time is compressed into suffering, suffering in which
certain work takes place, a telling reality that is
beyond metaphor.

We carry our way, suddenly it carries us.
We walk on it, and it enters us.

We leave our traces, and it leaves its imprint on us.

13



Vlodko KAUFMAN, Natalia LISOVA, lurii SHTAIDA, Yaryna SHUMSKA, Volodymyr TOPIY
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Vlodko KAUFMAN, Natalia LISOVA, lurii SHTAIDA, Yaryna SHUMSKA, Volodymyr TOPIY

PERORMANSAS
dokumentacija

MEPOOMAHC
OOKyMeHTaLia

PERFORMANCE
documentation

2022
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Viodko KAUFMAN

in co-authorship with

Oleksandr DOVZHENKO, Yana KRYKUN,
Natalia LISOVA, Maksym MAZUR,

Sergiy RADKEVYCH, Serhiy SAVCHENKO,
Natalka SHYMIN

ZEME

Zemeé yra gyvybés pagrindas, patikimas apsauginis
planetos sluoksnis, asmenineé ir bendra Tevyne,
praeities atminties talpykla, geopolitiniy interesy
objektas, sleptuve nuo karo, paskutinis zmogaus kino
prieglobstis ir taip pat mentaliné struktra.

Jiyra centras. Nuo jos viskas prasideda. Ji kuria
gyvenima, nustato jo ciklus ir vercia mus uZz jj

kovoti (net iki mirties). Ji stipresné uz kitus rysius,

Ji, galinti viska iStverti, mums batina. Ji augina,
maitina ir gelbsti: uzkonservuota derliy galima
saugoti reikalingiausiam momentui (ziemai arba
karui). Konservai ukrainieCiams yra tarsi paminklas ir
rapescio... ateitimi forma. Galbut ta besalygiska meile
Zemei ir noras ja issaugoti vercia mus jg valgyti? Si
jega kaip magnetas trauke ir traukia daugelj — nuo
pasaulinio kino klasiky iki Siuolaikinio atlikéjo.

Zeme —tai baimiy, l0kesciy ir vilciy erdvé. Su ja
susije daugelis dalyky — nuo kasdieniy individualiy
poreikiy iki globaliy dideliy bendruomeniy

svajoniy. Asmeningje geografijoje zemes kuria

savo unikalias ribas, skirtis ir beribiskuma — taip
daugybe jsivaizduojamai skirtingy saliy kuria viena
realig. Zemeélapiai yra pernelyg neapibrézti, o ribos —
kintancios, todél lieka nerimas, kad pasaulis gali bUti
bet kada perbraizytas. Ir amzina viltis, kad galbdt
rytoj musy zemeje viskas pagaliau bus gerai... Kaip
gyvybes saltinis zemeé taip pat kasdien rodo savo
pazeidziamuma, bejegiskuma pries laika ir galiausiai
mirties neiSvengiamuma.

Projekta ,Zemé" sudaro originalios istorijos apie mus,
Zeme ir musy lukescius. Projektas jungia skirtingus
menininkus, skirtingas medijas ir skirtingus meninius
metodus, jo kuratorius — Vlodko Kaufmanas.
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3EMJIA

3eM/a € OCHOBOI YXUTTH, HAAIMHUM 3aXUCHUM LLapOM
MNaHEeTU, NepCcoHanbHOK | BOAHOYaC CMiflbHO
BaTbKIiBLMHOW0, BMICTUMMLLEM MNaM'aTi Mpo MUHYMIe,
00'EKTOM reonoNiTUYHUX IHTEepPEeCiB, CXOBKOM Bif,
BiHW, OCTAHHIM MPUXMCTKOM MTHOOCHKOro Tina, — |
3aBXKOM NUNLLAETLCA BU3HAYaIbHOK MEHTaIbHOD
CTPYKTYPOIO.

BoHa € LueHTpOM. I3 Hel BCce noymHaeTbea. BoHa
YKIaOa€ »XUTTA, 3afa€ CBOI BiTaNbHI LKW, 3MyLLYE
6opoTmca 3a cebe (axk 4o cMepTi). € MiLHILIOW 3a iHLWI
3B'A3KW, 30aTHa NepeTprBaTHh yce, CTae HeODXiAHICTIO.
BoHa XXMBUTb, roaye, PATYE: ii MI0AM MOXXHa 3amacT
019 HAaMMOTPIOHILOro MOMEHTY (Ha 3VMY UM Ha
BiMHY?) 9K 3aKPYyTKY, LLO € N4 YKPaiHLiB CBOEPIAHWM
MOHYMEHTOM i dopMoto TYPOOTM MPO... ManbyTHE.
MoBipHO, caMe 6e3yMoBHa NMto60oB | GarkaHHA
36eperTy 3eM/1t0 3MyLLYE icTK §i? Lia MarHeTudHa cuna
MaHWTb 6araTbox KPi3b Yac — Bif, K1acKka CBITOBOIO
KiHeMaTorpada 0o cydacHoro nepdomepa.

3eM4a € NPOCTOPOM CTPaxiB, O4ikyBaHb, HafdiW. I3 Heto
nos'a3aHo 6arato — Big OYAeHHUX IHOMBIOYaNbHMX
noTpeb 0o rmMobanbHVX MPI BENUKUX CHINTBHOT. Y
rnepcoHanbHin reorpadii 3emMni BMOYO0BYIOTb CBOI
HEMOBTOPHI Mexi, 0bMeXKeHHs, Be3MeXKHOCTI — Tak,
6araTo Pi3HKX B yaBI KpaiH TBOPATb OHY peasnbHy.
BogHouac Manu XBUTHOKOTb HEBMPA3HICTIO, @ KOPAOH M
MAVHHICTIO, 3aNM a0y TOMBOXKHE OYiKyBaHHSA
UEepProBOro NepekpoBaHHA CBITY. | BiuHe crnofiBaHHSA,
LLIO, MMOBIPHO, 3aBTPa HapeLUTI BCe Ha Halliv 3eM/i
6yne nobpe.. Byay4du MKepenom >K1TTa, 3eMna

TaKOXX YBMPA3HIOE MOro LLOAEHHY BPa3MMBICTD,
6e33axMCHICTb Nepe] 4acoM i, 3peLUTo, HEMUHYYICTb
CMepTI.

[MPOEKT «3eMMa» CKNAAaETbCA 3 aBTOPChKMX ICTOPIN
MPO Hac, 3eM/It0 M O4diKyBaHHA. [poeKT ob'eaHye
PI3HUX MUTLLIB Ta MUCTKMHb, PI3HI Media W XyOOXKHi
nigxoou; KypaTopoMm € Bnogko KaydmaH.



EARTH

The earth is the basis of life, a reliable protective

layer of the planet, a personal and at the same time
common Motherland, a container of memory of the
past, an object of geopolitical interests, a hiding place
from war, the last refuge of the human body, and it
always remains a defining mental structure.

It is the center. Everything starts from it. It arranges
life, sets its life cycles, and forces us to fight for it
(even to death). It is stronger than other ties, it is able
to endure everything, and it becomes a necessity. It
nourishes, feeds, and saves: its harvest can be stored
for the most necessary moment (for winter or for
war?) as canned food which for Ukrainians is a kind
of monument and a form of concern for... the future.
Perhaps it is the unconditional love and urge to
preserve the land that makes us eat it? This magnetic
force attracts many through time — from the classic
of world cinema to the contemporary performer.

The earth is a space of fears, expectations, and hopes.
Many things are connected with it — from everyday
individual needs to the global dreams of large
communities. In personal geography, lands build their
own unigque boundaries, limitations, and limitlessness
— thus, many different imaginary countries create
one real one. At the same time, maps are disturbing
with their vagueness, and borders with their fluidity,
leaving an anxious expectation of another reshaping
of the world. And the eternal hope that probably
tomorrow everything on our earth will finally be fine...
Being the source of life, the earth also outlines its
everyday vulnerability, defenselessness against time
and, ultimately, the inevitability of death.

The Earth project consists of original stories about
us, the earth, and our expectations. The project
involves different artists, different media and artistic
approaches, and is curated by Vlodko Kaufman.
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Viodko KAUFMAN

ZEME

tarpdisciplininis projektas
3EM4

MIDKOMCLUMANIHAPHWMIA MPOEKT

EARTH
interdisciplinary project

2022
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Yana BACHYNSKA (1991)

Andrii DOSTLIEV (1984)

Tl
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vaizdo jrasas, instaliacija,
performansas, piesinys

Menininké, kuratoré ir rezisieré,
kuri savo darbais siekia keisti
didziuosius naratyvus. Siekdama
visuminio vaizdo ir jvaizdzio,
kuris atskleisty saugesne

ateitj, menininke lygina savo
patirtj su vyraujanciu poziuriu |
kolektyvinius trauminius jvykius.

Keli karéjos filmai pristatyti
Marselio tarptautiniame kino
festivalyje, lbridos festivalyje
Jbrida Festival delle Arti
Intermediali®, Tarptautiniame
videomeno forume Dammame
ir kt.

Studijavo Kijevo nacionaliniame
universitete (filosofijos
specialybé) ir S&ecino

meny akademijoje. Viena i§
nevyriausybinés organizacijos
Meno platforma"” jkurejy, Kijevo
istorijos muziejaus vyresnioji
tyréja.

fotografija, vaizdo jrasas,
piesinys, performansas,
instaliacija

Menininkas, kuratorius ir
fotografijos tyrinetojas. Baigé
informaciniy technologijy

ir grafinio dizaino studijas.
Pagrindines interesy sritys —
atmintis, trauma, asmenine

ir kolektyvine tapatybe,
fotografijos kaip medijos ribos.
ISleido keleta fotografijy knygy.

http://dostliev.org/

Bifeo, IHCTanguid, nepdomaHc,
PUCYHOK

XyOOXKHULSA, KypaTopKa Ta
peXXMcepKa, Yna NpakTrKa
30cepemKeHa Ha KBipyBaHHI
BENUKWX HapaTKBIB.

Mioxino aBTOpPKKM NONarac B
3iCTaBNeHHI BNacHOro Aoceigy
3 AOMIHYOUUMK NornaaamMuy Ha
KOMNeKTUBHI TpaBMaTWYHI nomaii,
Y HaMaraHHi 4OCArTM LiNiCHOCTI
Ta CTBOPUTKM 06pa3 BinbLu
6e3MeyHoro MabyTHbOTO.

Ii dinbmMm By NpeacTaBneHi Ha
MiXKHapoaHOMY KiHobecTMBani
B Mapceni, lbrida Festival

delle Arti Intermediali,
MixkHapoagHOMY dopyMi
BimeomMmmcTelTBa B JamMmMami

Ta iH.

Hasuyanaca y KniBcbkomy
HaLiOHaNbHOMY YyHIBEPCUTETI
(cmeuianbHicTb «dinocodis»)

Ta AKageMii MUCTeuTB Y
LLeuwHi. CniBzacHoBHMUA TO
«MucTelbka NnaThopmMar» Ta
CTaplua HaykoBa CniBpobiTHMLA
My3eto icTopii Kmnea.

doTorpadida, BiAeo, MasItoHOK,
nepdoMaHc, iHcTanauia

XYOOXKHUK, KypaTop, AOCIAHMK
doTorpadii. Y cBoix poboTax
OOCNIMKYE TEMU TPAaBMMU,
KOMEKTUBHIIX Ta MepCoHanbHMX
iNEeHTNYHOCTEM Ta OOMEXEHHS
doTorpadii ak Mmeniyma. ABToOp
KiTbKOX QOTOKHMUT.

http://dostliev.org

video, installation, performance,
drawing

Artist, curator and film director
whose practice is focused on
queering grand narratives. His
approach is juxtaposing his own
experience with dominating
views on collective traumatic
events, trying to reach integrity
and create an image of a more
safe future.

Several films of the author

have been presented at
Marseille’s International Film
Festival, lbrida Festival delle Arti
Intermediali, International Video
Art Forum in Dammam and
others.

Studied at the Kyiv National
University (majoring in
philosophy) and the Academy
of Arts in Szczecin. Co-founder
of the NGO «Artistic Platform»
and senior researcher of the
Kyiv History Museum.

photography, video, drawing,
performance, installation

Artist, curator, and photography
researcher. Graduated in IT

and graphic design areas.
Primary areas of interest are
memory, trauma, identity —
both personal and collective,
and limits of photography as

a medium. Published several
photobooks.

http://dostliev.org/



fotografija, instaliacija,
tekstilés skulptlros

Menininké, kultlros
antropologe, eseiste i Donecko.
Domisi trauma, postatmintimi,
komemoratyvinémis
praktikomis, atstovavimo
pazeidziamoms grupems ir jy
matomumo temomis.

https:/Mwww.liadostlieva.org/

XX a. ukrainieciy kino rezisierius
ir dramaturgas, dailininkas

ir rasytojas. Pasaulinio kino
klasikas, filmuy ,Ukraina
liepsnoja“, trilogijos ,Zvenyhora®,
JArsenalas’, ,Zemlia“ (,Zemé")
rezisierius, novelés ,Uzburtoji
Desna" autorius.

Savo darbuose kolektyvas
derina meno praktikas ir
medijy tyrimus, taip pat domisi
utopijomis ir distopijomis,
kolektyvine vaizduote ir jos
jsikGnijimais, projekcijomis,
iliuzijomis ir netikrumu.

2016 m. jkurtas kolektyvas savo
projektus eksponavo post.
MoMA, Plokta TV, The Wrong
bienaleje, POCHEN bienaléje,
Liste Art Fair Basel, Construction
festival VI x CYNETART, KISFF,
Docudays ir kitur. Transmediale
x Pro Helvetia rezidentai (2022).

fantasticlittlesplash.com

doTorpadiq, iHCTangaLig,
TEKCTUAbHI CKY/1bATYPU

XYOOXHULA, KyNbTYpPHa
AHTPOMNONOIMHS, eceicTka

i3 [loHeubKa. Mpautoe 3
TeMaMy TpaBMu, mocTnam'arTi,
KOMEeMOPATUBHUX MPAKTUK,
Ccy6'EKTHOCTI | BUAVMOCTI
BPA3MMBUX FPYM.

https://www.liadostlieva.org/

YKPaiHCbKUNI KiHOpexXmcep
Ta KiHoApaMaTypr, XyOOMHUK
i MMcbMeHHKK 20 cT. Knacmk
CBiTOBOro KiHemaTtorpada,
peXxxmcep CTPIiYoK «YKpaiHa B
OlHi», TPWMAOTIT «3BEHUTOPa,
«ApCeHar», «<3eMra», aBTop
MNoBICTI «3a4apoBaHa [lecHav.

photography, installation,
textile sculpture

Artist, cultural anthropologist,
essayist from Donetsk. Primary
areas of research include the
issues of trauma, postmemory,
commemorative practices,
and agency and visibility of
vulnerable groups.

https:/www.liadostlieva.org/

Lia DOSTLIEVA (1984)

Oleksandr DOVZHENKO (1894 - 1956)

Ukrainian film director and
dramaturg, artist and writer of
the 20th century. A classic of
world cinema, the director of
the films «Ukraine on Fire», the
trilogy «Zvenygora», <Arsenal»,
«Zemlya» («Earth»), the author
of the novella «Enchanted
Desnan.

Lera MALCHENKO (1987) Oleksandr HANTS (1988) FANTASTIC LITTLE SPLASH

Y CBOIX p0o6OTax KONeKT1B
MOEOHYE MUCTELIbKY MPaKTUKY
Ta oocnigyKeHHa Mefia, cepen,
chep 3alikaBneHb — yTonii Ta
OMCTONii, KONEeKTMBHa yaBa Ta i
BTINEHHS, MpoeKLiii, OMaHM Ta
HeneBHOCTI.

X NpoekTn Bynn NpeacrasneHi
Ha post. MOMA, Plokta TV, The
Wrong biennale, POCHEN
Biennale, Liste Art Fair Basel,
Construction festival VI x
CYNETART, KISFF, Docudays

Ta Ha iHWWX NnathopMax i
nogiax. YdacHukum Transmediale
x Pro Helvetia Residency 2022.
CtBopeHiy 2016 B MicTi [1Hinpo.

fantasticlittlesplash.com

Collective combines art practice
and media studies, interested

in utopias and dystopia, the
collective imagination and

its incarnations, projections,
delusions and uncertainties.

Established in 2016 in Dnipro,
their projects have been
exhibited at post. MOMA,

Plokta TV, The Wrong biennale,
POCHEN Biennale, Liste Art Fair
Basel, Construction festival VI

x CYNETART, KISFF, Docudays
among others. Participants of
the Transmediale x Pro Helvetia
Residency 2022.

fantasticlittlesplash.com
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Zhanna KADYROVA (1981)

Alevtina KAKHIDZE (1973)

Vi /
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skulptUra, objektas, instaliacija

Viena is pagrindiniy autores
meninés praktikos temy —
urbanistika, miesto veido
keitimas. Ji tyringja vietos
konteksta ir vietos bei Zmoniy
saveika. Dirba mozaikos
technika, daznai naudoja
grubias medziagas — plyteles,
betona, Cerpes, asfalta.

Grupés R.E.P. (Revoliucijos
eksperimentiné erdveé),
susikdrusios 2004 m. per
Oranzine revoliucija Kijeve,
naré. 2018 m. Majamio ,Pulse”
premijos laureate. Pristaté
Ukraina Venecijos bienaléje
2013, 2015 (Nacionalinis
paviljonas) ir 2022 m. (galerija
,continua“).

www.kadyrova.com

performansas, piesinys,
instaliacija

Feministé ir medijy menininke,
sodininkeé, kuratore. Autorés
darbai kritikuoja vartotojiSkumo
kultlra, nagrinéja sodininkystés
iraugaly tema, nuo 2014

m. menininkeé vaizduoja

buitj okupuotose Ukrainos
teritorijose.

Studijavo Nacionalinéje dailés
ir architektlros akademijoje
Kijeve (1999-2004) ir Jano

van Eycko akademijoje
Nyderlanduose (2004-2006).
2008 m. Kazimiro Maleviciaus
premijos laureate. Dalyvavo
54-ojoje Venecijos bienaléje
(201, Maroko paviljonas), 7-ojoje
Berlyno bienaléje (2012), 14
Manifesta (2022, Pristina).

Nuo 2018 m. JT tolerancijos
pasiuntiné Ukrainoje.

www.alevtinakakhidze.com

CKyNbMNTypa, 00'eKT, iIHCTanAaLia

OfHa 3 OCHOBHWX TeM TBOPYOCTI
ABTOPKM — ypbaHicTMKa, 3MiHa
obnuuua Micta. [locnigykye
NOKarnbHi KOHTEKCTW Ta
iHTepaKLUii nroavHa-MicLe.
Mpautoe i3 Mo3aiyHUMK
TeXHiIKaMK, 4acTo 3BePTaETbCA
00 rpybux maTepianis, AK-OT
Kaxenb, 6eToH, NNNTKa, achansr.
I3 MicTa bpoBapu Ha KMiBLLWHI.

YyacHumua rpynm

P.E.[M.( PeBontouinHmm
ExkcrneprMeHTanbHMM
MpocTip), AKka BUHMKMA Nig,
yac NomMapaH4eBOi PeBOMOLI
v Kunesi (2004). JlaypeaTka
Miami Pulse Prize y 2018.
MNpe3eHTyBaa CBOI TBOPU

Ha BeHeUincbkin bieHane y
2013 1a 2015 (HauioHanbHMM
YKpPaiHCbKMIM NaBinbroH), 2019
(ronoBHWIM NaBinbMoH) Ta y 2022
(ranepesa «Continua»).

www.kadyrova.com

nepdoMaHc, PUCYHOK,
iHCTanauia

deMiHicTCbka Ta Mefia
XYOOXHMUS, CafiBHULS,
KypaTopka. Y poboTax aBTopKa
3BEPTAETbCA A0 KPUTKKM
CMOXMBaLbKOI KyNbTYypW, TEMM
CafiBHMUTBa Ta POC/IMH, a 3 2014
— 300paXkye »UTTa Ta NobyT

Ha OKYMOBaHWX YKPaiHCbKMX
TEPUTOPIFAX.

Hasuyanacsa y HauioHanbHiM
akageMii 0bpa3oTBOpPUOro
MVCTEeLTBa Ta apXiTeKTypu y
Kunesi (1999-2004), AkageMmii AHa
BaH EMka y HigepnaHgax (2004-
20006). IlaypeaTka NpeMii iMeHi
Kasnmumpa Manesmya y 2008.
YyacHumus 54-i BeHelinCbKol
GieHane (2011, HaLioHanbHWK
nasinbMoH Mapokko), 7-i
BepniHcbkoi bieHane (2012), 14
MaHidecTa (2022, MpuwTrHa).

Hapoaowunack y XOoaHiBLi,
[oHelbka obnacTb. 3 2018
MOCNAHHWUA TONIePaAHTHOCTI
OOH B YKpaiHi.

www.alevtinakakhidze.com

sculpture, object, installation

One of the main themes of

the author’s artistic practice

is urban planning, changing
the face of the city. Focuses

on local contexts and place-
people interactions. Works with
mosaic techniques, often turns
to rough materials, such as tiles,
concrete, tiles, asphalt. From
Brovary, Kyiv region.

A member of the R.E.P. group
(Revolution Experimental
Space), which emerged during
the Orange Revolution in Kyiv in
2004. Winner of the 2018 Miami
Pulse Prize. Presented Ukraine
in the Venice Biennale in 2013,
2015 (National pavilion) and in
2022 (Continua gallery).

www.kadyrova.com

performance, drawing,
installation

Feminist and media artist,
gardener, curator. Author’s
artworks appeal to the criticism
of the culture of consumerism,
the theme of gardening and
plants, since 2014 depicting
domestic life in occupied
Ukrainian territories.

Studied in the National
Academy of Fine Art and
Architecture in Kyiv (1999-
2004) and the Jan van Eyck
Academy in the Netherlands
(2004-2006).The winner of the
Kazimir Malevich Artist Award
(2008). Participated the 54th
Venice Biennale (2011, Moroccan
Pavilion), 7th Berlin Biennale
(2012), 14 Manifesta (2022,
Prishtina).

Born in Zhdanivka, Donetsk
region.The UN Tolerance Envoy
in Ukraine since 2018.

www.alevtinakakhidze.com



vaizdo jrasas, garsas, tekstas,
performansas

Savo praktikoje menininkas
atsigrezia j teatro elementus
(klasikine tragedija, tam tikry
siuzety konstravima) taip
pat | atminties, tapatybes,
gyvybingumo ir beprotybés
konceptus.

2018 ir 2020 m. apdovanotas
Pinc¢iuko meno centro
specialiuoju prizu. Nuo 2019 m.
studijuoja Gento aukstajame
dailés institute (HISK). 2017

m. 5-osios Odesos bienalés
kuratoriaus asistentas.
Personalinés parodos: ,Nuo
jaros iki jaros" (2019, Slovakija),

JAtsitiktiniy susitikimy archyvas.

LiGdesio departamentas” (2020,
Kijevas), ,Vukojebina" (2021,
Kijevas), ,Pourquoi te tiens-tu

pres de la porte?” (2022, Belgija).

https:/karabinovych.com/

performansas, instaliacija,
meniné provokacija

Gime Karagandoje,
Kazachstane, gyvena ir dirba
Lvive, Ukraina. Vienas is
meninés formacijos ,Dzyga”
(1993), Siuolaikinio meno
instituto (2007) jkarejy ir
meno vadovy. Nuo 2007 m.

— kasmetinio performansy
festivalio Lvive kuratorius, nuo
2010 m. - Sjuolaikinio Ukrainos
meno trienalés ,Ukrainian
Cross-Section® kuratorius.

BiOE€O, 3BYK, TEKCT, NepdOMaHC

Y CBOIN MpaKTULL
3BEPTAETbCA 00 e/leMEHTIB
TeaTpy — KIaCUYHOI
Tparenii, KOHCTPYOBaHHSA
MEeBHWX CIOXKETIB — M TaKOX
[0 KOHLenTiB namM'aTi,
i0eHTUYHOCTI, BiTa/nbHICTI Ta
6e3yMmcTBa.

JlaypeaT cneuianbHOI npemii
BiA Pinchuk Art Centre y 2018
Ta 2020. 3 2019 HaBYaETbCH

Y IHCTUTYTI MprKAIagHUX
MUCTeUTB Yy leHTi, benbrigd.
ACUCTEHT KypaTopa 5-0i
Opecbkoi bieHane y 2017

poli. BbpaHi nepcoHanbHi
BUCTaBKW: «Big Mopa 0o
Mopa» (2019, CnoBayymHa),
«ApPXIB BMMaOAKOBMX 3yCTRIYEN.
Bioain nevani» (2020, Kuig),
«Vukojebina» (2021, Knis),
«Pourquoi te tiens-tu pres de la
porte?» (2022, benbria).

https:/karabinovych.com/

renneHiHr, nepdomaHc,
iHCTangauia, apT NpoBoKallig

Hapoausca y KaparaHai, B
KazaxcTaHi, »xvBe i npaltoe

y J1bBOBI. CNiB3aCHOBHMK Ta

apT AMPEKTOP MUCTELbKOIO
ob'eaHaHHA «[3ura» (1993),
[HCTUTYTY aKTyanbHOro
MucTeuTBa (2007). 3 2007 —
KypaTop LLOPIYHOro decTtmBanito
nepdomaHcy vy J1bBoBi, 3 2010
— KypaTop TpUEHaNe cy4acHoro
YKPAIHCbKOro MMCTeLTBa
«YKpaiHCbKMW 3Pi3».

Nikolay KARABINOVYCH (1988)

video, sound, text, performance

In his practice turns to the
elements of theater — classical
tragedy, the construction of
certain plots — as well as the
concepts of memory, identity,
vitality, and madness.

Was awarded the Pinchuk

Art Centre Special Prize in

2018 and 2020. Since 2019 has
been studying at the Higher
Institute for Fine Arts (HISK)

in Ghent. Assistant curator of
the 5th Odesa Biennale in 2017.
Featured solo exhibitions: «From
Sea to Sea» (2019, Slovakia),
«Archive of random rendezvous.
Department of sadness» (2020,
Kyiv), «Vukojebina» (2021, Kyiv),
«Pourguoi te tiens-tu pres de la
porte?» (2022, Belgium).

https:/karabinovych.com/

happening, performance,
installation, art provocation

Born in Karaganda, Kazakhstan,
lives and works in Lviv, Ukraine.
Co-founder and art director

of the artistic formation
«Dzygan, Lviv, Ukraine (1993),
the Institute of Contemporary
Art, Lviv,Ukraine (2007). Since
2007 — curator of the annual
festival of performance in Lviy,
since 2010 — curator of the
triennial of modern Ukrainian
art «Ukrainian Cross-Section».

Vlodko KAUFMAN (1957)
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Myro KLOCHKO (1990)

Anatoliy TATARENKO (1989)
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kinematografija

Kino rezisierius ir scenaristas,
savo darbuose atskleidziantis
,mMazy zmoniy" ir kasdienybes
istorijas. Tyrinéja ribas tarp
dokumentinio ir vaidybinio
filmo bei juos derina savo
magiskojo realizmo zanro
darbuose. Baigé FAMU kino
akademija Prahoje (2019),
studijavo pagal ,Gaude Polonia*
stipendijy programa (Lenkija).

Minétini filmai (sukurti
bendradarbiaujant su
partneriais): ,Dina“, ,Plius
vienas", ,Meilé ir zuvys®, ,Taika ir
ramybe" — pastarasis pristatytas
Sefildo DocFest (2022, Jungtiné
Karalyste). Dalyvavo kino
festivaliuose ,Wiz-Art" (2020,
Ukraina), ,Ukraina Festiwal
Filmowy" (2021, Lenkija), ,Knygy
arsenalo” vaizdo poezijos
konkurso nugalétojas (2021,
Ukraina).

fotografija, kinas, teatras, vaizdo
jrasas

2012 m. baige Charkivo
valstybinés kultUros akademijos
Kino ir televizijos meny
fakulteta, Ukraina. Vienas

is fotografijos iniciatyvos
JPeriscope”, kuri leidZia
fotoknygas apie Ukrainos
miestus, jkuréjy (2016). Vienas
iS parodos ,Akimirksnio laikas"
Miesteckio arsenale (2018,
Kijevas) kuratoriy.

Reiksmingiausi kino darbai:
.Naktis su Natalija“, ,Meile ir
zuwvys”, -Taika ir ramybé".

KiHemMaTorpad

KiHopexmncepKa i cLueHapucTKa,
y CBOIX KiHOPOOOTax pPo3KpKMBae
ICTOPII «ManeHbKUX roaemn» Ta
noBcakAeHHI byaHi. Jocnioyxye
MEXKi Ta MpaLoe Ha NepeTuHi
LOKYMEHTaIbHOTIO Ta irpoBOro
KiHO, YacCTOo Yy »KaHpi MariyHoro
peani3amy. Hag4anacay
KiHoakageMmii FAMU y Mpa3i
(2019) Ta Ha cTMNEeHAinHIN
nporpami Gaude Polonia
(MonbLua).

Cepep KiHOPOOIT (y cniBnpali):
«[iHa», «[1ntoc ogunH», «J 110608
i pUBUY», «MUp i CNOKiM» —
OCTaHHIM OyB NpeacTaBneHn
Ha Sheffield DocFest (2022,
AHMIA). YyacHuuga Wiz-Art
Film Festival (2020, YkpaiHa),
Ukraina Festiwal Filmowy
(2021, Monbula), nepeMoXxHMLA
KOHKypcCy Bigeonoesii Bif
KHumkroBoro ApceHany (2021,
YKpaiHa).

doTorpadid, KiHO, TeaTp, BiAco

Y 2012 poui 3aKiH41B
XapKIiBCbKY AepyaBHY akageMito
KyNbTYpW, GakynsTeT KiHO |
TenebayeHHA. CNiB3aCHOBHMK
doTo iHiuiaTBK «Periscope»
(2016), WO 30KpeMa 3amMaETbCca
BMAAHHAM DOTO KHWMI NPO MiCTa
YKpaiHn. CriBKypaTop BMUCTaBKMU
«LIBMOKOPO3UMHHUM Yacy y
MucTeubkomy ApceHani (2018,
Kwig).

Cepenl KiHOPOOIT: «Hiu 3
HaTaneto», «J1t000B i prbu»,
«Mwup i criokim.

cinematography

Film director and screenwriter
revealing in her works the
stories of «little people» and
everyday life. Explores the

lines between and working
in-between documentary and
play movie, working in a magic
realism genre. Graduated from
the FAMU Film Academy in
Prague (2019) and studied
within the Gaude Polonia
scholarship program (Poland).

Among the movies (in
cooperation): «Dina», «Plus
One», «Love and Fish», «<Peace
and Tranquility» — the last was
presented at Sheffield DocFest
(2022, UK). Participated in the
Wiz-Art Film Festival (2020,
Ukraine), Ukraina Festiwal
Filmowy (2021, Poland), winner
of the video poetry contest from
Book Arsenal (2021, Ukraine).

photography, cinema, theater,
video

In 2012 graduated from
Kharkiv State Academy of
Culture, Faculty of Cinema
and Television Arts, Ukraine.
Co-founder of «Periscope»
photography initiative (2016),
which in particular publishes
photo books about Ukrainian
cities. Co-curator of the
exhibition «Instant Time» at the
Mystetskyi Arsenal (2018, Kyiv).

Among the film works: «Night
with Natalia», «Love and Fish,
«Peace and Tranquility».



instaliacija, vaizdo jrasas, grafika

Gime Kryvyj Rihe (Ukraina),
nuo 2016 m. gyvena Lvive. Savo
menine praktika pletoja Lvivo
nacionalinés meny akademijos
Siuolaikinio meno platformoje
,Gallery TSE" (,Galerija TAI").

fotografija, vaizdo jrasas,
menine intervencija ir
akcionizmas

Kuria jvairius saveikos su
vieSaja erdve modelius. Tyrinéja
socialiniy grupiy ir aplinkos
temas, kintantj Zmogaus ir
Siuolaikinio pasaulio santyk|,
taip pat nagrineja jtampa tarp
individo ir galios struktry.

Parodos surengtos ,Zamek
Ujazdowski* (2013, Lenkija),
,Saatchi galerijoje* (2015,
Jungtiné Karalyste), Skovde
meno muziejuje (2016, Svedija),
Latvijos fotografijos muziejuje
(2019, Latvija). Stazavosi
JKulturKontakt" (2015, Austrija),
EoFA (2017, Sveicarija), CEC
ArtsLink (2019, JAV), Akademie
der Kunste (2020, Vokietija).
Asmeninés parodos Berlyne,
Varsuvoje, Krokuvoje, Kijeve,
Lvive. Nominuotas C/O Berlin
Talent Award (2016), Kazimiro
Maleviciaus premijai (2020).

Kdriniai publikuoti jvairiuose
tarptautiniuose zurnaluose:
Vice*,  Krytyka Polityczna®,
,Foam Magazine®, Tissue,
,Bloomberg Businessweek",
,Rolling Stones*, ,Fotograf*, ,Die
Zeit"ir kt.

https://sashakurmaz.com/

iHCTanqauig, Bigeo, rpadika

Hapoaunacb y KprBomy Po3si, 3
2016 »kmnBe y J1bBOBI. Po3BKBae
CBOIO MUCTELLbKY MPaKTMKY

Ha Ha 6a3i kadenpanbHoi
NAaTPoOpPMIM Cy4acHOro
MUCTeUTBa «ranepeq LLE» y
JTHAM.

doTorpadia, Bigeo, nyoniuHi
iHTepPBEHLLi Ta aKLiOHI3M

Y CBOIM MUCTEUbKIM MNPaKTULL
30CEPEMKYETHCA Ha BVBYEHHI
PI3HUX Mofenen iHTepakLii

3 rPOMaAChbKMM MPOCTOPOM.
Hocnioykye TemMaTnkm

coljianbHWX rpyr Ta cepenoBuLL,

3MiHHI B3aEMO3B'A3KM NtOaAMHM i
Cy4YaCHOCTI, AOCAIMKYE Hanpyry
MK IHOVBIOYaANbHUM Ta
NONITUYHUM.

EkcnoHyBaBca y Zamek
Ujazdowski (2013, MonbLua),
Saatchi Gallery (2015, Benwvika
BputaHia), Skovde Art Museum
(2076, LUBeLia), Latvian Museum
of Photography (2019, J1aTBiq).
PesnpgeHT y nporpamax
KulturKontakt (2015, ABcTpiqd),
EoFA (2017, LWeenuapisa), CEC
ArtsLink (2019, CLLUA), Akademie
der Kunste (2020, HimeuyuHa).
[NepcoHanbHi BUCTaBKMU
BiobyBanumch y bepnini,
Bapuwasi, Kpakosi, Knesi,
J1bBOBI. JlaypeaT Haropoam

C/O Berlin Talent Award y 2016
Ta MNpeMii iMeHi Kasnmumpa
Manesuya y 2020.

Po60oTK NybnikyBanmce y
CBITOBUX BUAAHHAX, 30KpEMa
Vice, Krytyka Polityczna, Foam
Magazine, Tissue, Bloomberg
Businessweek, Rolling Stones,
Fotograf, Die Zeit.

https://sashakurmaz.com/

installation, video, graphics

Born in Kryvyi Rih, Ukraine since
2016 lives in Lviv. Develops her
artistic practice on the basis of
the contemporary art platform
«Gallery TSE» («Gallery THIS») at
Lviv National Academy of Arts.

photography, video, public
intervention and actionism

In his artistic practice studies
various models of interaction
with public space, social groups
and communities. Explores the
changing relationship between
human beings and the modern
world, as well as examines the
tension between the individual
and the power structures.

Exhibited at Zamek Ujazdowski
(2013, Poland), Saatchi Gallery
(2015 UK), Skovde Art Museum
(2016, Sweden), Latvian
Museum of Photography (2019,
Latvia). Held residencies at
KulturKontakt (2015, Austria),
EoFA (2017, Switzerland), CEC
ArtsLink (2019, US), Akademie
der Kunste (2020, Germany).
Personal exhibitions in Berlin,
Warsaw, Krakow, Kyiv, Lviv.
Nominated C/O Berlin Talent
Award in 2016, Kazimir Malevich
Artist Award in 2020.

Works published in a range
of international magazines:
Vice, Krytyka Polityczna, Foam
Magazine, Tissue, Bloomberg
Businessweek, Rolling Stones,
Fotograf, Die Zeit and others.

https://sashakurmaz.com/

Yana KRYKUN (1999)

Sasha KURMAZ (1986)
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Katya LIBKIND (1991)
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tapyba, vaizdo jrasas, instaliacija,
performansas ir scenos menas

Menininkes klryba paremta
gilia savistaba ir artimiausios
aplinkos stebéjimu.
ISnaudodama procesualuma,
ribinj atviruma ir intuityvia,
tiesiogine emocine tikroves
patirtj, autoré palieCia
asmeniniy riby, suvokimo
konvencijy, pacios normos ar
grozio sampratos klausimus.
Savo perrformatyvias praktikas
autoré dokumentuoja jvairiais
vaizdo formatais, kdriniai
kuriami sgveikaujant su zitrovu.

Viena is ,Atelier Normale*
(projekto-studijos, skirtos
Dauno sindroma turintiems ir
jo neturintiems menininkams)
jkdrejy, meno grupes
,Montage" nare. Kaip agenturos
JUkho" atstové Ukrainos
nacionalinéje operoje pastate
Stefano Gervasoni, Carmine
Cella, Salvatore Sciarrino
operas (2016-2018). Parodos
,Mineraliniai istekliai: opery
paroda prisiminimy paviljone*
(2021, Kijevas) pagrindine
menininke.

YKMBOMMUC, BiOeo, iHCTanauia,
nepdoMaHcC Ta cLueHiYHe
MUCTELTBO

Y CBOIM TBOPYOCTI

aBTOpPKa 3BepPTaETbCa 10
rMMOOKOro camMoaHanisy

i obcepBallii BnacHoro
oToueHHsd. OnMparoymch Ha
npoLecyanbHiCTb, FpaHUYHY
BIOBEPTICTb Ta IHTYITUBHE,
6e3nocepenHe eMoLlinHe
nepexXxmBaHHA peanbHOCTI,
aBTOPKa Y CBOIM TBOPYOCTI
TOPKAETbCA MUTaHb OCOOUCTIX
KOPOOHIB, YMOBHOCTI
CIPUNHATTSA, MOHATTA
HOPMasbHOro i Kpacueoro. Y
CBOIM MPaKTUL 3BePTaETbCH A0
dopmMaTy Bigeo AoKyMeHTauii
BnacHoi mepdopmMaTUBHOI
NPaKTUKK, YacTo POOOTH
nobynoBaHi Ha iIHTepaKLi 3
rnagadem.

CniB3acHOBHMUS «ATeNbe
HopManbHO» (MPOEKT-CTYAIA
019 MUTLIB 3 CUHOPOMOM
[ayHa i 6e3), ydacHuLga
APT-rpynn «MOHTaX».
MoctaHoBHKMUA onep CtedaHo
[xepBa3oHi, KapmiHe Yenna
Ta CanbeaTtope LLlappiHo ang
HauioHanbHOi onepun YkpaiHu
(2016 - 2018) y areHLujii «<Yxo»,
rOMTOBHA XyOOXKHW LIS BUCTaBKM
«KOpWCHI KoManmHw: BUCTaBKa
onep y NaBifIbMOHI crnoraais»
(Kunis, 2021).

painting, video, installation,
performance and stage art

Artist appeals to deep
observation of herself and her
closest surroundings. Building
on processuality, borderline
candidness and an intuitive,
direct emotional experience
of reality, the author touches
on the issues of personal
boundaries, conditionality of
perception, the very idea of
norm or beauty. In her artistic
approach she turns to the
format of video documentation
of own performative practices,
the artworks are built on
interaction with the viewer.

Co-founder of «Atelier Normale»
(a project-studio for artists both
with Down syndrome and not)
and a member of «<Montage»
art group. Staged the operas

of Stefano Gervasoni, Carmine
Cella, Salvatore Sciarrino for the
National Opera of Ukraine (2016
- 2018) being the head artist in
the «Ukho» agency. Leading
artist of the exhibition «Mineral
resources: the exhibition

of operas in the pavilion of
memories» (2021, Kyiv).



performansas, instaliacija,
zemes menas, vietos
specifiskumas

Tyrinéja menininko prezencija
performanse, laiko forma,
performanso ribas, Ukrainos
zemes meno formavimosi
ypatumus jo vernakuliarine
kalba. Studijavo performanso
menga ,Gaude Polonia“
stipendijy programoje (2018,
Lenkija).

Dalyvavo jvairiuose grupiniuose
projektuose: ,Kuno dalys* (2016,
Ukraina), 3-iojoje Ukrainos
Siuolaikinio meno trienaléje
,Ukrainian CrossSection:
reCREATION" (2016, Lenkija),
,Festivalio 86" programoje
JIntymumas” (2017, Ukraina),
,Open Hand Open Space”
(2022, Anglija), ,Cellula de Arta"“
(2022, Rumunija) ir kt. Nuo 2014
m. nuolat dalyvauja Zzemes
meno simpoziume Mohrycioje
,Prostir Pokordonnya“ (Ukraina).
Personalinés parodos vyko
Varsuvoje, Poznanéje, Sumuose,
Kijeve ir Lvive.

http:/natalialisova.com/

nepdomMaHc, IHCTanawiga, neHa-
apT, site-specific

Locnioykye TeMu NPUCYTHOCTI
XyOoXHMKa y nepdomMaHci,
dopMy Yacy, Mexxi nepdomMaHcy,
cneundiky GopmMyBaHHA
YKPaiHCbKOro NeHa-apTy y Moro
BepHaKynapHi MoBi. BiBuana
MUCTeUTBO nepdoMaHcy Ha
CTUNeHaianbHIM Nporpami
Gaude Polonia (2018, MonbLua).

YyacHUUSA rpyrnoBmx

NPOEKTIB: YacTmHW Tina

(2016, YKpaiHa), 3 TpueHane
CY4aCHOro YKpPaiHCbKOro
MUCTelTBa «YKpPaiHCbKMM

3pi3: NnepelBOPEHHA» (2016,
MonbLia), IH-TMMHICTb B paMKax
®ectmBanto 86 (2017, YkpaiHa),
Open Hand Open Space

(2022, AHrnia), Celula de Arta
(2022, PymyHiq) Ta iH. 3 2014
MOCTiMHa y4acHMLA NeHa-apT
decTmBanto y Morpuli «pocTip
[MoKOPOOHHAY. [NepcoHanbHi
BMCTaBKM aBTOPKM BiAbyBanmchb
y Bapuwasi, NMo3HaHi, Cymax,
Kuesi, J1bBOBI.

http:/natalialisova.com/

performance, installation, land
art, site-specific

Researches the artist’s presence
in the performance, the form

of time, the limits of the
performance, the specifics of
the formation of Ukrainian land
art in its vernacular language.
Studied performance art at

the Gaude Polonia scholarship
program (2018, Poland).

Participated a range of group
projects: Parts of the Body
(2016, Ukraine), 3rd Triennial
of Contemporary Ukrainian
Art «Ukrainian CrossSection:
reCREATION» (2016, Poland),
Intimacy within the framework
of Festival 86 (2017, Ukraine),
Open Hand Open Space
(2022, England), Cellula de
Arta (2022, Romania) and
others. Since 2014, has been a
regular participant of the land
art symposium in Mohrytsia

«Prostir Pokordonnya» (Ukraine).

Personal exhibitions took place
in Warsaw, Poznan, Sumy, Kyiv
and Lviv.

http:/natalialisova.com/

Natalia LISOVA (1980)
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Kateryna LYSOVENKO (1989)

- -

monumentalioji tapyba,
piesinys, tekstas

UzZsiima ideologijos ir tapybos
santykio tyrimais, tuo, kaip
kuriamas aukos jvaizdis
politikoje ir mene — nuo antikos
iki Siy dieny. Menininke zvelgia
j tapyba kaip j kalba, kuri gali
buUti instrumentalizuota arba
iSlaisvinta.

Studijavo Odesos Hrekovo
meny institute, Nacionalineje
dailés ir architekturos
akademijoje (Kijevas) ir Kijevo
medijos meno akademijoje.

IndividualUs projektai: ,Vasaros
praktika“ (2018, Odesa), ,Kapiniy
sodas” (2022, Lenkija), ,Begede
zeme per ilgai negyvena"“ (2022,
Austrija). Grupiniai projektai:
,Gehen" (2022, Austrija), gatvés
projektas Ukrainos miestuose
,Monumetali mano svajoniy
pasaulio propaganda“ (2021),
,Edukaciniai aktai* (2018,
Kijevas).
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MOHYMeHTasl bHUM XXMBOMMKC,
MaJTtOHOK, TEKCT

[ocnigykye cniBBigHOWEHHA
iAeonorii Ta »XmnBonucy,
NpoayKyBaHHa 06pasy »epTBu
B NONiTULL Ta MUCTEUTBI —

Big aHTUYHOCTI 0O HalMx
OHIB. ABTOpKa po3rnganae
YKMBOMUC 9K MOBY, AKY MOXXHa
IHCTPYMEHTanNi3yBaTu Ym
3BINbHUTAL.

HaBuyanacsa B OoecbKomy
KonemKi MUCTeUTB iIMeHi
MoekoBa, HauioHanbHiN
akageMii 0b6pa3oTBOPUOro
MUCTelTBa i apxiTekTypu (Knis)
Ta KmiBcbki akageMii mefia
MUCTeUTB.

MNepcoHanbHi NPOEKTU: «J1iTHA
npakThka» (2018, Ogeca),
«BuHTapHMM cap» (2022,
MNonbla), «kbescopomHa

3eM9 3aMLLaETbCa MepPTBOIO
Henosro» (2022, ABcTpiq). Cepen
rpynoBux NpoekTis: «Gehenx
(2022, ABCTpid), ByIUYHMM
MPOEKT y MiCTax YKpaiHu
«MoHyMeHTanbHa NponaraHaa
CBITY Mo€i Mpii» (2021), «OCBITHI
akTu» (2018, Kuig).

monumental painting, drawing,
text

Engaged in the study of

the relationship between
ideology and painting, the
production of the image of

the victim in politics and

art — from antiquity to the
present day. Considers painting
as a language that can be
instrumentalized or liberated.

Studied at Odesa Hrekov Arts
College, National Academy of
Fine Arts and Architecture (Kyiv)
and Kyiv Academy of Media
Arts.

Solo projects: «<Summer
practice» (2018, Odesa),
«Cemetery Garden» (2022,
Poland), «<Shameless earth does
not remain dead for too long»
(2022, Austria). Among the
group projects: «Gehen» (2022,
Austria), the street project in
Ukrainian cities «Monumetal
propaganda of the world of my
Dreams» (2021), «kEducational
acts» (2018, Kyiv).



grafika, instaliacija, meno
knygos, fotografija

Dirba ir gyvena Charkive,
Ukraina. 1979 m. baige Krymo
meno mokyklg, 1984 m. —
Charkivo pramoninés dailés
instituta. Ukrainos nacionalinés
Taraso Sevéenkos premijos
laureatas (2018). DidZiosios
Britanijos KaraliSkosios tapytojy
ir grafiky draugijos narys.

Menininko darby yra Viktorijos
ir Alberto muziejuje Londone,
Nacionalinéje galerijoje
Vasingtone, Kongreso
bibliotekoje, Japonijoje, Italijoje
ir kity saliy meno kolekcijose.
Daugelio grafikos parody,
tarp jy VI tarptautinés grafikos
ir tapybos bienalés (1993,
Taivanas), Osakos trienalés
(1994, Japonija), Tarptautinés
grafikos trienalés (1998, Cekija)
dalyvis ir laureatas. 2022 m.
pristatytas autorinis projektas
JI8sekimo fontanas. Aqua alta“,
kuris atstovavo Ukraing 59-ojoje
Venecijos bienaléje.

https:/MWww.makov.com.ua/

tapyba, koliazas

Kiles i§ Poltavos, Ukraina,
meninj issilavinima jgijo Kijeve.
Kaip medziaga meniniams
koliaZzams ir asambliazams
naudoja popieriy ir rastus
daiktus. Vienas i meno
bendruomenés ,Automatikos
institutas* Kijeve organizatoriy
(2020).

rpadika, iHcTanauiqa, apT 6yk,
doTorpadisa

Kuee i Npautoe y XapKosBi.
3aKiH4YMB KpUMCbKe XyJOXKHE
yumnumule y 1979 ta XapKiBCbKIMIA
XYLOOXHbO-MPOMUCTOBUI
IHCTUTYT y 1984. JlaypeaT
HauioHanbHoI Npemii YKpaiHm
iMeHi Tapaca lleByeHka y

2018. YneH KoponiBCbKoro
TOBapPUCTBA XXMBOMKCLLIB Ta
rpadikie Benmkoi bpuTaHii.

PoboTu aBTOpa NepebyBatoTb
y 36ipKax Ta Konekuiax Myseto
BikTopii v AnbbepTa y JIoHOoHI,
HauioHanbHOI ranepeiy
BalwmnHrToHi, bibniotekn
KoHrpecy CLUA, Anonii, ITanii
Ta iH. Y4acHUK i nepemMoxellb
6araTboX BMCTAaBOK rpadikuy,
cepefn akmnx VI MixxHapoaHa
OieHane rpadiky N ManoHKy
(1993, TameaHb), TpieHane Ocaka
(1994, AnoHiq), MixkHapoaHa
TpieHane rpadikn (1998, Yexiq).
Y 2022 npoekT aBTopa «PoHTaH
BMCHa>keHH4. Aqua alta»
npencraBnaB YKpaiHy Ha 59
BeHeuicbkoMy BieHane.

https:/Mww.makov.com.ua/

HKUMBOMKNC, KOSaxX

Pogom i3 Montasun, MUCTELbKY
ocBiTy 3006yB Yy HAOMA B
KuneBi. Ak MaTepian ang Konaxxis
Ta acaMbOnaxiB BUKOPUCTOBYE
nanip i 3HamaeHi o6'ekT.
CniBopraHizaTop apT-KOM'tOHITI
«HCTUTYT ABTOMATUKM» Y KeEBI
(2020).

graphics, installation, art book,
photography

Works and lives in Kharkiv,
Ukraine. Laureate of the Taras
Shevchenko National Prize

of Ukraine (2018). Graduated
from the Crimean Art School

in 1979 and the Kharkiv Art

and Industrial Institute in 1984.
Member of the Royal Society of
Painters and Graphic Designers
of Great Britain.

The artworks of the author

are in the collections of the
Victoria and Albert Museum in
London, the National Gallery

in Washington, the Library

of Congress, Japan, Italy, etc.
Participant and winner of many
graphics exhibitions, including
the VI International Biennial of
GCraphics and Painting (1993,
Taiwan), Osaka Triennial (1994,
Japan), International Triennial of
GCraphics (1998, Czech Republic).
In 2022, the author's project
«Fountain of exhaustion. Aqua
alta» represented Ukraine at the
59th Venice Biennale.

https:/Www.makov.com.ua/

painting, collage

From Poltava, Ukraine, received
art education in Kyiv. Uses
paper and found objects as
material for artistic collages and
assemblages. Co-organizer of
the art community «Institute of
Automation» in Kyiv (2020).

Pavlio MAKOV (1958)

Maksym MAZUR (1990)
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Sergiy PETLYUK (1981)

vaizdo jrasas, instaliacija,
naujosios medijos

Kuria jtraukias erdves, kuriy
pagrindinis elementas —
ziGrovas. Tyrinéja kontrolés,
agresijos, smurto, kitoniskumo
ir baimes savokas, kylancias

iS nuolatinés jtampos tarp
individo ir visuomeneés
Ukrainos siuolaikiniy problemuy
kontekste.

Baige Lvivo nacionaline meny
akademija. Minétini individualus
projektai: ,Europos svajonés”
(2009, Lenkija), ,Tus¢Cias miestas"
(2012, JAV), ,Cyvasis peizazas"
(2013, Lenkija), ,Elementari
manipuliacija“ (2016, Charkivas).

http:/Amww.petlyuk.com/

Viacheslav POLIAKOV (1986)

132

fotografija, grafinis dizainas

Dirba tarpdisciplininio dizaino
srityje tradicinius pieSinius tusu
derindamas su 3D grafika. Nuo
2012 m. daugiausia démesio
skiria fotografijai. ,Foam
Talents®, Vienos fotografijos
knygy festivalio, ,Circulations®,
Krokuvos ,Photomonth
Showoff*, Fotografijy festivalio
,Lodz Grand Prix" ir ,Prix
Levallois* laureatas.

Darbai publikuoti jvairiuose
tarptautiniuose zurnaluose,
pavyzdziui, ,Foam Magazine®,
,The British Journal of
Photography*, ,GUP magazine®,
,Lensculture®, ,The Washington
Post". Personalinis projektas
,Lvivas — Dievo valia" buvo
eksponuotas festivalyje
ParyZziuje, Amsterdamo,
Niujorko, Frankfurto, Londono
fotografijy centruose.

https://via-poliakov.com

Bigeo, iHCTanauiqa, HoBi Mmedia

CTBOpPIOE iIMEPCHMBHWMM MPOCTIP,
KNIOYOBKMM €NeMeHTOM AKOro
€ noguHa. Jocnioxkye NoHATTA
KOHTPOSIO, arpecii, HACMNbCTBA,
IHAKLLOCTI Ta CcTpaxy, AKi
BMHWKaOTb Yepe3 NoCTIMHY
Hampyry MK iHOMBIOOM Ta
CYCMiNbCTBOM Y KOHTEKCTI
cydacHMx npobnem B YKpaiHi.

HasuyaBca y J1bBIBCbKIl
HaLiOHaNbHIM akageMii
MucTelTB. BrbpaHi
nepcoHanbHi MPOeKTU: «CHM
npo €spony» (2009, MNMonbLua),
«Empty City» (2012, USA),
OKUBUIM Nensaxk» (2013,
MonbLa), <kEnemeHTapHa
MaHinynauia» (2016, XapkiB).

http:/mwww.petlyuk.com/

doTorpadiq, rpadivuHmm AM3amH

Mpautoe y >KaHpi
MDKOMCLMANIHAPHOIO
OV3anHYy, MOEOHYE TPaaMLinHe
pUCYBaHHA TyLWLO 3 3D
rpadikoto. 3aMMaeTbcs
doTorpadieto 3 2012. DiHanict
Foam Talents, Vienna
Photobook Festival, Circulations,
Krakow Photomonth Showoff,
Fotofestiwal Lodz Grand Prix,
Prix Levallois.

PoboTu aBTOpPa Ny6nikyBanmco
Y CBITOBUX BUOAHHAX, 30KPEMa:
the Foam Magazine, The
British Journal of Photography,
CUP magazine, Lensculture,
The Washington Post.
[NepCcoHanbHUM NPOEKT

«/1bBiB — Boyka Bonga»
E€KCMOHYyBaBCAa Ha decTmBani y
Mapwi, ueHTpax doTorpadii

vy AMcTepaami, Hbto-Mopky,
DparHkdypTi, JToHOOHI.

HapoaomBca B XepCOHi, XKuBe i
npautoe y J1bBOBI.

https://via-poliakov.com

video, installation, new media

The author creates immersive
spaces, where the viewer is
often the key element. Explores
concepts of control, aggression,
violence, otherness and fear
that arise from the constant
tension between the individual
and society in the context of
contemporary issues in Ukraine.

Graduated from the Lviv
National Academy of Arts.
Selected personal projects:
«Dreams of Europe» (2009,
Poland), <kEmpty City» (2012,
USA), «Living Landscape»
(2013, Poland), «Elementary
Manipulation» (2016, Kharkiv).

http:/Amww.petlyuk.com/

photography, graphic design

Works in an intersection
design, mixing traditional ink
drawings with 3D graphics.
Focused on photography since
2012. Laureate of the Foam
Talents, Vienna Photobook
Festival, Circulations, Krakow
Photomonth Showoff,
Fotofestiwal Lodz Grand Prix,
Prix Levallois.

Works published in a range of
international magazines such
as the Foam Magazine, The
British Journal of Photography,
GUP magazine, Lensculture,
The Washington Post. The
personal project «Lviv— God's
Will» was exhibited at a festival
in Paris, photography centers
of Amsterdam, New York,
Frankfurt, London.

Born in Kherson, lives and works
in Lviv, Ukraine.

https://via-poliakov.com



instaliacijos, inscenizacija,
vaizdo jrasas, archyvai

Skirtingas menines praktikas
savo kdryboje jungiantis
kurybinis Charkivo autoriy
duetas tyrinéja Ukrainos
pramoniniy regiony kontekstus
bei krastovaizdzius.

Menininkai baigé Charkivo
valstybine dizaino ir meny
akademija, grafinio dizaino
specialybe. 2010 m. socialiniuose
tinkluose jie sukdre vieSa
puslapj ,Atmintis" kolektyvinei
atminciai posovietinéje erdvéje
tyrinéti. Nuo tada jie dirba kartu.
2018, 2020 ir 2022 m. jie buvo
LPinchukArtCentre" premijos
trumpajame sarase. 2020 m. uz
projekta ,Chuliganai“ laimeéjo
LPinchukArtCentre" Publikos
priza.

sienine tapyba, grafika,
instaliacija

Savo meninéje praktikoje
gatves mena derina su sakraline
tapyba. Dirba su ,sakralizacijos”
ir erdves atkudrimo sgvokomis,
kuria freskas apleistuose
pastatuose ar is paziuros
sakraliems objektams
nebuddingose vietose. Vienas is
gatvés meno festivalio ,Black
Circle Festival” jkaréjuy.

tapyba, grafika, objektas, vaizdo
jrasas, fotografija

Lvivo menininkas. Daugelio
meno akcijy, rezidencijy ir
plenery Ukrainoje ir pasaulyje
dalyvis bei organizatorius.
Nepriklausomos animacijos
studijos ,Savchenko Studio
Production* ir Savchenko
Gallery Gdanske (Lenkija)
jkarejas.

http://savchenkoart.com/

IHCTaNALUia, peeHeKTMeHT, BiAego,
apxiB

[yeT XapKiBCbKMX MUTLLIB, LLIO
NPaLoTb Ha NepPeTUHI PI3HMX
dopMaTIB XYOOXKHIX MPaKTUK,
IO GOPMYIOTb AOCAIOKEHHS
KOMeKTMBHOMO NaHawadTy
iHOYCTPianbHWX NaHaWadTIiB
YKpaiHu.

3aKiHYMAM XapKIiBCbKY
[OepyXkaBHy akageMito gmnsamHy
i MUCTELTB, CreLianbHICTb
«padiuHmI gnsarH». B 2012
POLLI CTBOPUNW B COLIMEPEXKI
nabnik «MamM'aTtby, GKUM
BMKOPUCTOBYBaV A4
OOCNIOXKEHHSA KONMEKTUBHOI
nam'aTi Ha MOCTPaAAHCbKOMY
MpocTopi. 3 TOro Yacy
NpPaLTb Pa3oM. HOMIHaHTK
npemii PinchukArtCentre 2018,
2020 Ta 2022 pokiB, Bonogapi
npeMmii ragaubkx cMMnaTiv
B paMkax npemii 2020 poky (3a
NPOEKT «BellKETHUKMY).

Mypan, rpadika, iHCTanauia

Y CBOIM apT NpaKTULi NoEaHYE
CTPIT apT i3 cakpalbHWM
YXUBOMKMCOM. [paLtoe i3
KOHLIEMTaMM «OQYXOBMEHHSA»
Ta BIOHOBMEHHS MPOCTOPY,
CTBOpPIOIOUM Mypanu B
3aHenbaHyX UM Ha nosip
HenpuTaMaHHMX CakpanbHin
TemaTuui ob'exkTax.
CRiB3aCHOBHMK CTPIT apT
decTtmBanto «Black Circle
Festival».

yKUBOMUC, rpadika, 06'eKT, Bieo,
doTorpadisa

XyOoOXHMK 3i JTbBOBa.

Y4yacHWK Ta opraHizaTop

HU3KW MUCTELbKMX aKLLil,
pesnaeHLin i n1eHepis B
YKpaiHi Ta CBITi. 3aCHOBHWK
He3aneXKHoi aHiMaLiMHOI cTyaii
«Savchenko Studio Production»
Ta Savchenko Gallery B [aaHcbky
y Monblui.

http://savchenkoart.com/

Andriy RACHINSKIY (1990), Daniil REVKOVSKIY (1993)

installations, reenactment,
video, archives

is a creative duo of Kharkiv
authors, fusing different
formats of artistic practices and
researching the contexts and
landscapes of the industrial
regions of Ukraine.

Graduated from the Kharkiv
State Academy of Design
and Arts, majoring in Graphic
design. In 2010 created in
social networks a public
page «Memory» — with the
aim of researching collective
memory on the post-Soviet
territory. That project was the
starting point of their further
collaboration. Shortlisted for
PinchukArtCentre Prize in
2018, 2020 and 2022 holders
of the PinchukArtCentre Prize
2020 public choice award for
«Hooligans» project.

mural, graphics, installation

Combines street art with sacred
painting in his artistic practice.
Works with the concepts of
«sacralization» and restoration
of space, creating murals in
abandoned or seemingly
uncharacteristic for sacral
objects. Co-founder of the
street art festival «Black Circle
Festival».

painting, graphics, object, video,
photography

From Lviv. Participant and
organizer of a number of art
actions, residencies and plein
airs in Ukraine and the world.
Founder of the independent
animation studio «Savchenko
Studio Production» and
Savchenko Gallery in Gdansk,
Poland.

http://savchenkoart.com/

Sergiy RADKEVYCH (1987)

Serhiy SAVCHENKO (1972)
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lurii SHTAIDA (1976)

Yaryna SHUMSKA (1989)
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performansas, akcionizmas,
zemés menas

Studijavo Charkivo
nacionaliniame meny
universitete léliy teatro

ir animacijos rezisieriaus
specialybe (2009-2012).
Aktorius, muzikantas ir stand-
up komikas. Festivaliy ir
grupiniy projekty: ,Non Stop
Media" (2014 m., Charkivas),
,Performanso mokykla“ (2015,
2016, 2017, 2018, Lvivas), ,Muziejy
naktis" (2016, Charkivas),
Zemeés meno simpoziumas
Mitogeneze* (2016, Vinica),
festivalis ,Sloboda Cult" (2018,
UZhorodas) ir kt. dalyvis.

performansas, tapyba,
instaliacija

Tyrinéja Zzmogaus ,buvimo*
samprata, kuri skatina viety
ir situacijy pirmines reikSmes
pokycius. Pagrindinés temos
susijusios su vieta, kontekstu
ir atmintimi: objektai ir jy
nematomos istorijos.

2013 m. ,Gaude Polonia®
stipendijos programos
stipendininke (Lenkija). Pateko
j jaunyjy Ukrainos menininky
konkurso (2015) ir Il jaunimo
Siuolaikinio meno bienales
Charkive (2019) trumpajj sarasa.
Dalyvavo I-Portunus mobilumo
programoje (2019, Prancuzija,
Vokietija, Lenkija), ,Magic
carpets” (2021, Italija) ir ,Rupert”
rezidencijoje (2022, Lietuva).

Daugelio renginiy ir
tarptautiniy performanso meno
festivaliy Ukrainoje ir uzsienyje
dalyve: Portugalijoje, Ispanijoje,
Norvegijoje, Latvijoje, Japonijoje,
Tailande, JAV ir kt. Tarptautinio
festivalio ,Performanso meno
dienos"” Lvive (2019) viena is
organizatoriy, rezidencijy
JArchiv: at the place® (2020)

ir ,Ukrainos performanso

meno archyvas” (2021) viena is
kuratoriy.

https://yarynashumska.com

nepdomMaHc, akLLioHI3M,
neHg apt

HaBuaBca y XapKiBCbKiM
HalioHaNbHIM akagemii
MUCTEUTB Ha creLianbHOCTI
«pexucep TeaTpy NAnbok Ta
aHiMauii» (2009-2012).

AKTOP, My3VKaHT Ta cTeHaan
APTUCT. YHaCHUK HU3KU
decTmBaniB Ta rpynoBmx
npoekTiB: «<Non Stop Media»
(2014, XapkiB), «LLIkona
nepdomaHcy» (2015, 2016, 2017,
2018, IbBeiB), «<Hiu my3eib» (2016,
XapkKiB), neHa-apT CMMMO3iyM
«MidoreHes» (2016, BiHHMUA),
dectmnBanb «Cnobona KynsT»
(2018, Y»kropofa) Ta iHLWWX..

nepdoMaHc, XXMUBOMMUC,
iHCTanauia

[ocnioykye NoHATTA
«MPUCYTHOCTI» MOANHMN, O
MPOBOKYE 3MiHM MEePBUHHOMO
3HaYeHHSa MiCUb | CUTyaLin.
OCHOBHI TeMu NoB'a3aHi 3

MicLLIeM, KOHTEKCTOM i MaM'aTTio:

06'eKTV Ta iX HEBUAOMMI ICTOPII.

CTvneHaiaTka Nnporpamm
Gaude Polonia (2013, Monbuia),
diHanicTka BceyKpaiHCbKOro
KOHKypcy MYXi (2015), I
BieHane Monoaooro MucTeLTBa
y XapkoBsi (2019). YuacHunuUA
MiXXHapOOHUX Mporpam
MobinbHoCTI I-Portunus (2019,
®paHuia, HimeuurHa, Monblua)
Ta Magic Carpets (2021, ITanis),
pe3supeHLii Rupert (2022,
NuTtea).

YyacHUMUSA HU3KKW Noaiv Ta
MiXKHapoaHUX nepdomaHc-
decTuBanis B YKpaiHi Ta

3a kopaoHoM: NopTyranii,
IcnaHii, Hopeerii, JlaTsii,
Anowii, Tainanai, CLUA Ta

iH. CniBopraHizatopka
MiXKHapoaHoro dectmBanto
«[Hi M1cTelTBa NepdomMaHcC»
vy J1bBOBI (2019), cniBkypaTopkKa
pesnaeHLii «<ApxiB: Ha MicLLi»
(2020) Ta «ApxiBy nepdomaHcy
B YKpaiHi» (2021). XKmnee i
npautoe y JIbBOBI.

https://yarynashumska.com

performance, actionism,
land art

Studied at the Kharkiv National
University of Arts in the
specialty «director of the theater
of puppets and animation»
(2009-2012).

Actor, musician and a standup
artist. Participant of festivals
and group projects: «<Non

Stop Media» (2014, Kharkiv),
«School of Performance» (2015,
2016, 2017, 2018, Lviv), «Night of
Museums» (2016, Kharkiv), land-
art symposium «Mythogenesis»
(2016, Vinnytsia), «Sloboda Cult»
festival (2018, Uzhhorod) and
others.

performance, painting,
installation

Explores the concept of

human presence that provokes
changes in the primary
significance of places and
situations. The main themes are
connected to the place, context,
and memory: objects and their
invisible stories.

In 2013 — grant holder of the
Gaude Polonia scholarship
program (2013, Poland). Was
shortlisted for the Young
Ukrainian Artists Competition
(2015) and the Il Youth Biennale
of Contemporary Art in Kharkiv
(2019). Participated in the
[-Portunus mobility program
(2019, France, Germany, Poland),
Magic carpets (2021, Italy)

and Rupert residency (2022,
Lithuania).

Participant in numerous events
and international performance
art festivals in Ukraine and
abroad: Portugal, Spain, Norway,
Latvia, Japan, Thailand, USA
and others. Co-organiser of the
International festival «Days of
Performance Art» in Lviv (2019)
and co-curator of the residency
«Archiv: at the place» (2020)
and «Performance Art Archiv of
Ukraine» (2021). Lives and works
in Lviv.

https://yarynashumska.com



tekstile, instaliacija

Eksperimentuoja su jvairiomis
technikomis ir technologijomis
siekdama atskleisti tekstiles
reik§me Siuolaikiniame

mene. Teatriniy kostiumuy ir
scenografijy autore. Viena is
visos Ukrainos eksperimentinés
tekstilés bienalés ,Textilism*
(NUo 1997 M) ir projekto ,Mini
tekstile" Lvive (Nnuo 1998 m.)
organizatoriy. Ukrainos tekstilés
trienales Kijeve (nuo 2004 m.)
Ziuri naré ir nuolatine dalyve.

performansas, tapyba, objektas,
ikony tapyba

Savo kdryboje nagrinéja laiko
ir erdvés, vietos ir konteksto
temas. Kaip performeris jis
dekonstruoja didziuosius
ideologinius, religinius,
kultUrinius naratyvus.

Baigé Lvivo nacionaline dailes
akademija. ,Gaude Polonia“
programos stipendininkas
(2013, Lenkija). Tarptautiniy
performansy festivaliy
Prancuzijoje, Vokietijoje,
Lenkijoje, Cekijoje, Japonijoje,
Izraelyje, Lietuvoje dalyvis.
Daugelio personaliniy parody
ir projekty autorius. Ukrainos
Siuolaikinio meno trienales
LUkrainian Cross-Section*
dalyvis (2010, 2013, 2016 m).

TEeKCTWUMb, IHCTaNaLu,iqa

EkcnepuMeHTyE B
PI3HOMaHITHMX TEXHIKaX

| TexHonoriax, B akux
NPOABNAETLCA AOTUUHICTb
TEKCTW/TIO A0 aKTya/lbHOIro
MUcCTelTBa. ABTOPKa
TeaTpanbHUX KOCTIOMIB

Ta cueHorpadin.
CniBopraHizaTopka
BceykpaiHcbkoi bieHane
eKCrepuMeHTanbHOro
TeKCTUIO «TeKCTUAI3M» (3 1997)
Ta MPOEKTY «MiHi TeKCTUMb» Y
JbBOBI (3 1998). YneHKMHSA »Kypi i
MOCTIMHa y4acHMLS YKPaIHCbKOI
TpwveHane Tekctuno y Kmnesi (3
2004).

nepdoMaHc, >XMBOMmc, ob'exT,
iKOHOMMC

Y CBOIl TBOPYOCTI Npautoe 3
TEMaMM Yacy i NpocTopy, Micusa
i KOHTEKCTY. Y nepdoMaTUBHIM
MNPaKTULi NpaLtoe Hag,
OEKOHCTPYKLLIEIO BEMTUKIX
HapaTMBIB — iAeONOMIYHMX,
PENITINHMX, KYNBTYPHMUX.

BUMyCcKHMK J1bBIBCbKOI
HaLlioHanbHOI akageMmii
MucTeuTs. CTuneHgiaT
nporpamu Gaude Polonia
(2013, Monbuia). YayacHuk
MiXXHapoOHWX decTmBanis
nepdomarcy y ®paHLii,
HiMmeyuwuHi, MonbLyi, Yexii,
Anowii, I3paini, JInTei. ABTOp
6araTbOX MepCcoHanbHMX
BMCTaBOK Ta MPOEKTIB.
YYacHUK TpUEHANEe Cy4acHOro
YKPAIHCbKOIo MUCTeLTBa
«YKpaiHCbkMI 3pi3y» y 2010,
2013, 2016.

textiles, installation

Experiments in various
techniques and technologies
for revealing the relevance of
textiles to contemporary art. The
author of theatrical costumes
and scenographies. Co-
organizer of the All-Ukrainian
biennale of experimental
textiles «Textilism» (since 1997)
and the «Mini Textile» project in
Lviv (since 1998). Jury member
and permanent participant

of the Ukrainian Triennial of
Textiles in Kyiv (since 2004).

performance, painting, object,
icon painting

In his work develops the
concept of time and space,
place and context. In
performative practice, he uses
the approach of deconstructing
the great narratives —
ideological, religious, cultural.

A graduate of the Lviv National
Academy of Arts. Fellow of

the Gaude Polonia program
(2013, Poland). Participant of
international performance
festivals in France, Germany,
Poland, Czech Republic, Japan,
Israel, Lithuania. The author

of many personal exhibitions
and projects. Participant of
the triennial of contemporary
Ukrainian art «Ukrainian Cross-
Section» in 2010, 2013, 2016.

Natalka SHYMIN (1959)

Volodymyr TOPIY (1979)
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Stanislav TURINA (1988)

Kostiantyn ZORKIN (1985)
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skulptlra, grafika, objektas,
tekstas, socialinis tinklas
,Facebook"

Menininkas ir kuratorius. Vienas
iS menininky grupes ,Atviros
grupés” jkaréjy ir nuolatiniy
nariy (2013-2019). Jis yra
galerijos bute ,Detenpyla“ (2011-
2013, Lvivas), nekomercinés
galerijos ,Jefremova 26"
(20M11-2013, Lvivas) ir ,Atelier
Normalno" Kijeve (projekto-
studijos menininkams

su Dauno sindromu ir jo
neturintiems) bendrasteigéjis.

2018-2019 m. — Ukrainos
nacionalinio paviljono 58-0joje
Venecijos bienaléje vienas is
kuratoriy.

performansas, instaliacija,
zemés menas, skulptura

Meno istorikas, destytojas, leliy
spektakliy Ukrainos teatruose
autorius. Dirba vienas ir kartu su
kitais menininkais ,Nekryptingy
veiksmuy laboratorijoje”. Knygos
Jliustracija. Kurso kronikos*
autorius.

Dalyvavo 3-iojoje Siuolaikinio
Ukrainos meno trienaléje
,Ukrainian CrossSection:
reCREATION" (2016, Lenkija),
projekte ,Equally Different”
(2018, Kijevas). Pristatomas
projektas: ,Ataka pries miesta"
(2018, Lvivas).

CKyNbMNTYpa, rpadika, o6'exT,
TEeKCT, Mepexa Dencbyk

XYOOXKHUK | KypaTop.
CniB3aCHOBHWK Ta MOCTIMHMM
YUYACHUK MRy XYOOXHIKIB
«BiokpuTa rpyna» (2013-2019).
CniB3aCHOBHWK KBapTUPHOI
ranepei «Detenpyla» (2011-2013,
J1bBIB), HEKOMEPUIMHOI ranepei
«EdpemoBa 26» (2011-2013,
J1bBiB) Ta «ATenbe HopManbHO»
v Knesi (MpoekT-cTyaia onga
MUTLIB 3 CMHAPOMOM [ayHa i
6e3).

Y 2018-2019 — cniBkypatop
YKPaiHCbKOTO HaLlioHaNbHOro
naBiNbMOHY Ha 58-I
BeHeUincbKin bieHane.

nepdoMaHc, iHCTanauid, neHa-
apT, ckynbATypa

MWKCTeLTBO3HaBELLb, BUKNa4aY,
aBTOP NATbKOBUX BUCTAB A14
YKpaiHCbKKx TeaTpiB. MNpaLoe
CaMOCTIMHO Ta CMiNbHO 3
IHLWWMW apTUCTaMKM Mifd, Ha3BOKO
«JTabopaTopia HeHamnpaBneHmx
Oi». ABTOP KHUTMM «I1toCcTpaLis.
XPOHIKK KypcCy». YK1Be i mpautoe
vy XapKoBi.

YYacHWK 3 TpueHane
Cy4acCHOro YKpaiHCbKOro
MUCTEUTBa «YKPaiHCbKMI

3pi3: nepeTBOPEHHA» (2016,
Monbla), NpoekTy «OaHaKoBO
pi3Hi» (2018, Kuig). BrbpaHi
nepCcoHanbHi NPoeKTU: «Hanag,
Ha MicTo» (2018, J1bBiB).

sculpture, graphics, object, text,
Facebook network

Artist and curator. Co-founder
and permanent member of
the artistic «Open Group»
(2013-2019). Co-founder of the
apartment gallery «<Detenpyla»
(2011-2013, Lviv), the non-
commercial gallery «Yefremova
26» (2011-2013, Lviv) and «Atelier
Normalno» in Kyiv (a project-
studio for artists both with
Down syndrome and not).

INn 2018-2019 — co-curator of the
Ukrainian national pavilion at
the 58th Venice Biennale.

performance, installation, land
art, sculpture

Art historian, lecturer, author

of puppet shows for Ukrainian
theaters. Works solo and
together with other artists
under the conventional name of
«lLaboratory of non-directional
actions». Author of the book
«lllustration. Chronicles of the
course». Works and lives in
Kharkiv.

Participated in 3rd Triennial
of Contemporary Ukrainian
Art «Ukrainian CrossSection:
reCREATION» (2016, Poland),
project «Equally Different»
(2018, Kyiv). Selected personal
projects: «Attack on the city»
(2018, Lviv).
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projektas / npoekT / project

5-0ji Siuolaikinio Ukrainos meno trienale
,Ukrainian Cross-Section. UKRAINE! UNMUTED"

5-Te TpUEHane cy4acHOro yKpaiHCbKOro MmcreTea
«YKpaiHcbkmi 3piz» UKRAINE! UNMUTED

5th Triennial of Ukrainian contemporary art
Ukrainian Cross-Section UKRAINE! UNMUTED

Kaunas — European Capital of Culture 2022
0411 - 0412 2022

Kaunas Central Post Office

Ypatinga padéka Ukrainos gynéjams uz galimybe dirbti
ir jgyvendinti sj projekta

Oco6nunBa noaska yKpaiHCbKMM 3aXMCHUKaM
i 3aXMCHULUAM 32 MOXJ/IMBICTb NpauoBaTH Ta BTINUTU
e NpoeEKT

Special thanks to the Ukrainian defenders for the
opportunity to work and implement this project

Siame leidinyje pateikiami tekstai isreigkia tik autoriy pozilrj
ir negali bUti tapatinami su organizatoriy ar partnerio V3]
,Kaunas 2022" oficialia pozicija

TeKCTu, Lo YBIVLLNM A0 KaTanory, BUpakatoTb MOrsaam
aBTOPIB i HE MOXKYTb OYTV OTOTOXKHEHI 3 OILLIMHOK NO3ULLIEID
OopraHizaTopiB Ta cRiBOpPraHizaTopiB €BPOMENCbKOI CTOAMLL
KynsTypwn KayHac 2022

The texts contained in this publication express the views of
the authors only and cannot be identified with the official
position of the organizers and co-organizers of the European
Capital of Culture Kaunas 2022
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organizatoriai

opraHisaTtopu

organizators

CULTURAL STRATEGY INSTITUTE
VIRMENSKA 35

LVIV CITY COUNCIL

KAUNAS 2022

finansuoja

¢diHaHcoBaHO 3a KowT

financed be

ZMIN FOUNDATION / UA

INTERNATIONAL RENAISSANCE FOUNDATION / UA
VERIFO /LT

trienalés idéja

ineqa TpueHane

idea of the triennial

INSTITUTE OF ACTUAL ART, Lviv/ UA
DZYGA ART ASSOCIATION, Lviv/ UA

TRANS KULTURA FOUNDATION, Lublin /PL

2022 m. trienalés koncepcija
KOHLenuia TpueHane 2022
triennial 2022 concept
Oksana FOROSTYNA

Vlodko KAUFMAN

Yuliya KHOMCHYN

Sergiy PETLYUK

Lida SAVCHENKO-DUDA

programos sudarymas ir projekto vadyba
nporpama 1 ynpasniHHSA NPOEKTOM
program and project management

Lida SAVCHENKO-DUDA

Yuliya KHOMCHYN

Oksana FOROSTYNA

Virginija VITKIENE

meno programos kuratoriai
KypaTopu MUCTELbKOI Nporpamm
curators of the art program
Viodko KAUFMAN

Sergiy PETLYUK

koordinatoriai
KoopAauHaTopu

coordinators

Monika INCERYTE

Iruté TUMAITE

Vilté MIGONYTE-PETRULIENE

parodos jrengimas
NPOEKTYBaHHSA eKcno3unuii
exhibition arrangement
Viodko KAUFMAN

Sergiy PETLYUK

bendradarbiavimas

opraHisauinHa cnisnpaud

cooperation

SCHOOL OF PERFORMANCE, Lviv/ UA

SOLOMIYA KRUSHELNYTSKA MUSICAL MEMORIAL
MUSEUM, Lviv/ UA

dizainas
ansamH
design

Lavrin SHYMIN

parodos jgyvendinimas
peanisauia ekcnosuuii
exhibition realization
Andriy ARTYM

Yevhen CHERVONYI
Viodko KAUFMAN
Sergiy PETLYUK
Viacheslav POLIAKOV
Anatoliy TATARENKO

katalogo redagavimas
ynopsaaKyBaHHSA KaTanory
catalog editor

Lida SAVCHENKO-DUDA

nuotraukos
doTorpadii

photos

provided by the authors

vertimai

nepeknag

translation

Yurko DUDA

Oksana FOROSTYNA
Yaryna KOROTKEVYCH
Tania RODIONOVA
Yaryna SHUMSKA

redagavimas ir korektara
penaryBaHHS 1 KOpeKTypa
editing and proof-reading
Yaryna KOROTKEVYCH
Iryna SHUTKA

Neringa BUTNORIUTE

dizainas ir iSdéstymas
OU3alH Ta BepCcTKa
design and layout
Vlodko KAUFMAN

Mirko MAKSYMOVYCH
Lida SAVCHENKO-DUDA
Lavrin SHYMIN

atspausdinta
ApyK

printed

KOLO, Drohobych

informaciniai partneriai

iHdo- 1 MegdianiaTpUMKa Ta NapTHepcTBa
info & media support and partnerships
Ukrainian Institute

UkraineWorld

Radio SKOVORODA / Lviv Media Forum
The Ukrainian Week

Korydor
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