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rPYMA SOSka )
| METO[, PEAKLLIMHOI
NIATHOCTUKM

[ocsig rpynoBux fil NpoBOKaTUBHOI CNPSIMOBAHOCTI | TpaamLia couianbHol doTorpadii, Wwo 3apoaunacsa y Xapkosi
HanpukiHui 60-x — cyTb KyNbTypHO-TOMOrpadiyHoro GeHoMeHy KONMLWHbOrO MPOMUCIOBOrO LLeHTpPY i nepLuoil
yKpaTHcbKoT cTonmui. [cTopuyHo oyxe cneundiyHa TepuTopis Lboro MicTa ctana cnpuaTAMBUM NIATPYHTAM

NS NpOsIBY paAnKanbHOro MapriHani3oBaHoro Xy0XXHboro Bucnosy. B yMoBax pagsiHCbKOT AiCHOCTI
aHAeprpayHAHa LisNbHICTb XapKiBCbKux GoTorpadiB He Mana MoOXIMBOCTI NyBNIYHOrO BUPaXKEHHS;

90-Ti poKM NOB'A3aHi 3 MOABOIO BIAKPUTOIO XECTY i AiANbHICTIO HEKOMEPLiHMX ranepein-caMoyTBOPEHb,

Takux ak «Up/Down», «HallpoTu», «[Manitpa», aki 34iicHioBany cnpobu reHepysaT cepeoBuLLe Cy4acHoro
mucteuTsa. Ha nouatky 2000-x noTeHuUian cTapoi napagurMum malixe cebe BuyepnaB — NpPoBiHLianiaM, BUAINUBLLN
Kinbka sickpaBux iMeH, Takunx sk Bopuc Muxannos i Ceprit BpaTkoB, NopoanB fI0OKaNbHUI KYNbTYPHUN BaKyyM.

MosiBa HOBOTO TUMY XYLOMHWKA, MACTELTBO IKOFO HEPO3AiNbHE 3 COLLiafibHOI0 aKTUBHICTIO | ClpsiMoBaHe

Ha GopMyBaHHS KyJbTypPHOro CepefoBMLLA, 3aMOBHWUIO iCHYtOYY NakyHy. Lis noswuuia ctana anbTepHaTUBHO
MOLUIMPEHOMY B CYHaCHOMY YKPaiHCbKOMY MUCTELTBI TUMY XYLOXKHMWKA, L0 OPIEHTYETHCS BUKJIOYHO HA PUHKOBY
iHTerpauito. CTBopeHHs ranepei-nabopatopii SOSka Bif3Ha4YMN0 NOSIBY 30HU KyJIbTYpPHOT aBTOHOMITy XapKoBi,
peanisyBaBLUM paf NabopaTopHUX, BUCTAaBKOBUX, aKLLiOHHUX | KOMYHIKaTUBHUX MPOEKTIB. «lfes Npo »epToBHICTb
MUCTeLTBA fIK TaKoro i Npo HeobXiLHICTb 10ro MOBHOI0 PO3YMHEHHS B COLLiabHIA NpakTMLUi»' B yMoBax
npoBiHLiaNbHOT NOKaLii BUCTynunNa MoTMBaLli€to L€l iHiLiaTnBK. MNapanensHo nofibHOMY BEKTOPY AiANbHOCTI
XyOOXHUKIB BigbyBanocs 06’ eaHaHHS XyLOXKHUKIB Y rpyny — GOpMyBaHHA KOMEKTUBHOMO aBTopa.

CoopmyBaBLumMch ¥ )0BTHI 2005-r0 i NepexunBLLM pag BHYTPILLHIX iLeofioriYHMX TpaHchopMaLlii, o cepenHu
2006-ro poky rpyna SOSka 3akpinuaa nocTiMHUIA cknag y4acHukis (Mukona PigHui, ManHa KpiseHuoBa,

Cepriit Monos), chopMyBaBLLM BNACHW TBOpUYMiA MeTof. Y cuTyallil LikaBocTi 1o 6peHA0BOT Tenep nosiTUYHOT
peanbHOCTi, NnepbopMaTMBHICTb BUPaXkae afeKBaTHY YacoBi peakLiiHy no3uuiio. [poBOKATUBHI akLil XyLOXHUKIB
dopMylOTb NpoLec JiarHOCTUKM, Lo L03BOJIAE BUSIBUTU 3HAKOBI 3MiHM coLiyMy. BubopoM npobnemaTtnkm akuioHict
MapKy€e KOHKPEeTHi chepu XUTTA CycniNibCTBa — NONITUKA, KYNbTypa, EKOHOMIKA, — 3aKPIinoymn HanBaXxKmBiLLi
TeMnapasnbHi XapakTepUCTUKK peanibHOCTi. [loCnifiXeHHS KOHTeKCTY CNiBBIAHOLWEHHS IoKanbHOro i rnobanbHoro
BinbyBaeTbCa y pi3HMX couianbHUX rpynax —y GoKyc yBaru XyLoXKHUKIB MonajatoTh iX NpeAcTaBHUKIN — Bif XUTeNS
MicTa (akuia «BoHu Ha Bynuui») i cTpyktyp Bnaam (akuis PigHoro «Jlexu i yekait») go npo6naem sokasbHOro

i rnobasbHOro Ha NpUKNagi CibCbkoro XuTTa (akuis «bapTep»). MpakTvka peakLUiiHOT 4iarHOCTUKK Hacaiaye
MeToau, po3pobneHi CuTyalioHicTaMn, — «MeTo, KOHCTPYOBAHHSA CUTyaLii, AKi MONSAratoTb Y BHECEHHI A04ATKOBUX
eneMeHTIB BCepeaVHy peanbHOCTI, Wo 34aTHI 1i nepesepHyTv (MpuHumMn detournement) i TUM caMUM BIAKPUTU HOBI
CMUCAY, [0 TOFO NPUXOBaHi»?. 3aNeXHO Bif 3aBAAHHA aKLii, Fpyna MoXe BUKOPUCTOBYBATM yMOBHI 06'€KTU — MacKM
yKpaTHCbKMX NONITUKIB YM penpolyKLii pobiT 3ipok cy4acHoro MucTeLTBa.



MpoekT «MpifHNKN» NpeAcTaBASE HOBUIA TUMN repoiB — MOJIOAWX JIIOAEN, YNS IHAMBIBYaNbHICTL NPUXOBaHa

nig, NpUHanexXHicTio Ao nigniTkoBol cybkynbTypu. OfHaK CyTb BUCNOBOBAHHSA poboTH He 3BOAMTLCS L0 BUBYEHHS
nuvwe npobneM NoKosiHb — KUIBCbKi «eMO»-NiANIiTKN MeTadopuyHoO BifobpaxatoTb NepMaHeHTHWUI eTan iCHYBaHHA
SIK YKPaiHCbKOro, TaK i 3arafbHOEBpPONencbKoro coliymy. CTaH HEBM3HAYeHOCTI | 1TaMKOCTi BU3HaYa€e NoCTPaAAHCHKI
peanii 2000-x, L0 NPUALLAN HA 3aMiHY OHO3HAYHOCTI HEraTUBI3My NonepefHbLOro AeCATUPIYYS.

HeBneBHeHICTb y BNACHI NONITUYHIN NO3MLii, XapakTepHa 4151 CbOMOAHILLIHBOI0 YKPaiHCbKOro CycninbCTBa,

K i cBiTOBa GaHTOMHICTb EKOHOMIYHOT CUTYaLLiT, BU3HAYAE B MOSIOAOMY MOKOAIHHI TUN iHbAHTUABHOrO
reposi-MpinHWKa, — 4eKS1aMyloumn CBOT iIHTepeCcK K y4acHUKMW TeseBi3iHOro KacTUHIY, MOJTOAI NIIOAN HeCBIfOMO
NpeAcTaBAAOTb YHACHUKIB 3aX0MNI0I040T MaHAPIBKM Be3 KOHKPETHOro NyHKTY NPU3HAYeHHs, peBOJIIOLLIOHepIB,

L0 BMPaXKaloTb 6e3BEKTOPHUI NpoTecT.

CoujianbHa NpoBOKaL,is, iKa NeXWUTb B 0CHOBI MeTOAY rpynu, He 3BOAUTLCS JIMLLE A0 MPaKTUK MUCTELTBA NPSMOT
LIl i NoNiTMYHO cNpsAMOBaHOro aKLioHi3My. BukopuctoByloun focBif couianbHol poTorpadii, Taka dopmanbHa
4acTUHa NPOEKTY, K LOKYMEHTYBaHHS aKLiii, BAXOAAYM 33 paMKu apxiBy, HabyBa€ HOBOro 3By4aHHS i MOPOAXKYE
caMmocTiviHi doTorpadiyHi cepii. 0bpaBLIK TpaamLito OTOWKONAN SK aHANITUYHWUIA iHCTpyMeHT, SOSka nigxoanTb
[l0 CTBOPEHHSA HOBOT iKkoHOrpadii — anbTepHaTMBHOT AediHiLiT npouecy rnobanisaLii MicLLeBOro KOHTEKCTY.

FaHHa KpiBeHuoBa
Mukona PigHui

1 Buwon K. CounanbHbiii NOBOPOT B COBPEMEHHOM UCKYCCTBE. // XyRoXKecTBeHHbIN XypHan. — M., 2005. — Ne 2-3 (58-59), - C. 19-25.
2 Bunerckuin [l. K Bonpocy o KOMMO3WLUMM COBPEMEHHOTO MOAMTUYecKoro uckyccrsa. // http://xz.gif.ru/numbers/64/vilensky



SOSka GROUP
AND REACTIONARY
DIAGNOSTICS METHOD

The experience of provocative-oriented group and social photograph tradition originated in Kharkiv in the late
60-s are the essence of cultural topographic phenomena of the former industrial center and the first Ukrainian
capital. Historically, a very specific territory of Kharkiv has become a solid ground for radical marginalized
artistic expression. Under restrictions of Soviet reality the underground activities of Kharkiv photographers
had no opportunity for public expression; the 90-s are associated with the appearance of the open gesture

and activities of non-profit self-created galleries such as «Up/Down», «NaProtiv», «Palitra» which were trying
to generate the environment of the contemporary art. In the early 2000-s the potential of the old Provincialism
paradigm was nearly at its end. It brought to the public several great names such as Borys Mykhailov

and Serhiy Bratkov and gave rise to the local cultural vacuum.

The current lacune was filled with the appearance of a new artist type whose art and creative work were
indivisible with social activity and directed to form a cultural environment. This position became an alternative

to the market-oriented artist type common for Ukrainian contemporary art. The creation of SOSka
gallery-laboratory marked the appearance of cultural autonomy zone in Kharkiv, providing the realization

of a range of laboratorial, exhibitional, action, and communicative projects. «The idea of the art sacrificing itself
and of necessity of its total dissolution in social practice»' in the context of provincial location was the motivation
of this initiative. Alongside with this focus area of artists, gathering into communities took place and collective
authors were being formed.

Formed in October 2005, SOSka undergone a number of inside ideological transformations, came to a permanent
composition (Mykola Ridnyi, Ganna Kriventsova, Serhiy Popov] with its own creative method. In the context

of interest towards political reality which had become a brand by then, performativity conveyed the timely
reactionary idea. The artists’ provocative acts constituted the diagnostics process allowing to see the landmark
changes in the society. By means of choosing terms of reference the actioner marks particular spheres of social
life — politics, culture, economics — fixing the most essential temporal features of reality. The exploration of the
context of the local vs the global correlation takes place in various social groups whose representatives

get in the artists’ focus of attention, from city inhabitants («They took to the streets» action) and power
structures (Ridnyi's action «Lay and wait») to local and global problems with the example of country life

(«Barters action). The reactionary diagnostics practice takes over methods developed by Situationists — «the method
of developing situations with adding complementary elements into the reality laying therein, these elements being
able to up-end the reality [the detournement principle) and thereby disclose new values concealed until then»?.
Depending on the goal of the happening, the group can use conventional objects — masks of Ukrainian politicians
or replicas of contemporary art stars’ works.



The «Dreamers» project presents a new type of characters, young people whose individuality is concealed

due to their belonging to teenage subculture. However the essence of the work doesn’t resolve to contemplation
of generation problems only. Kievan «emo kids» represent a metaphorical reflection of a permanent period

of Ukrainian social environment existence as well as the pan-European one. The abeyance and instability
designates the post-Soviet realia of 2000-s having replaced the negativism unambiguity of the previous decade.
Uncertainty in the own platform illustrative of today’s Ukrainian society, as well as the world economic situation
illusiveness, determines the type of a day-dreamer hero in the younger generation. Reciting their interests

in the quality of a TV casting participants the youth unconscientiously represent participants of an exciting
migration with no particular destination, revolutioners expressing a protest that has no vector.

Social provocation lying at the root of the Group’s method doesn’t only come down to the practice of direct-effect
art and politics-oriented actionism. Making use of social photography experience, the formal part of theproject,
i.e. documentation of the performance, steps over the bounds of archivation, acquires a different meaning

and brings forth self-consistent photographic sets. Having chosen the photo school tradition as an analytical
instrument, SOSka group approach the creation of a new iconography — an alternative definition of a local
character globalisation process.

Ganna Kriventsova
Mykola Ridnyi

Bishop. Social Twist in the Modern Art. // Art magazine, Moscow 2005, #2-3 (58-59), pages 19-25
\Y

1. K.
2. D. Vilensky. With Reference to the Modern Political Art Composition. // http://xz.gif.ru/numbers/64/vilensky



1. Fanepes-nabopatopis SOSka. Jlito 2005

2. lanepesi-nabopatopis SOSka. Biakputts BucTtaBku «Pret-a-porte». IpyneHb 2006

3. My3nyHa nporpama «E3 projects», 3a y4acTi My3aunKaHTiB He3aNeXHoi efleKTPOHHOT clieHun. TpaBeHb 2006
4. Bipeonokas Ha aBopi ranepei-nabopatopii SOSka. JlioTnin 2006

1. Gallery-laboratory SOSka. Summer 2005

2. Gallery- laboratory SOSka. Opening of the Exhibition Pret-a-porte. December 2006

3. Music program E3 projects, with the participation of musicians of an independent electric stage. May 2006
4. Outside video show of gallery-laboratory SOSka. February 2006



1. Cepriti Monos, «Muitka». ®parMeHT iHcTansLji, BUCTaBKa B paMkax dectusanto «bob-Pect». 5 BepecHs 2008

2. Mukona PigHuin, «Y36epexxs». Bigeonpoekuis, BucTaBka B paMkax ¢pectusanto «bob-Dect». 5 BepecHs 2008

3. Mukona PigHui, «Sweety». [HcTansuis, dparMeHT BucTaBkM «XXX». Jluctonag 2005

4. OneHa MonsuweHko, «B.Y. MantoHKu». IHcTansuis, ¢parMeHT BUCTaBKM Ha YeCTb BiAKPUTTS ranepei-nabopatopii SOSka. 18 xoBTHs 2005

1. Sergiy Popov, Washer. Fragment of an installation exhibition in the frame of the Bob-Fest festival. 5th September 2008

2. Mykola Ridnyi, Coastline. Video projection, exhibition in the frame of the Bob-Fest festival. 5th September 2008

3. Mykola Ridnyi, Sweety. Installation, fragment of the exhibition XXX. November 2005

4. Olena Polyaschenko, Second-hand drawings. Installation, the fragment of the exhibition in honor of the Gallery-laboratory SOSka opening.
18 October 2005



Mwukona PigHuii, Benna Jlorayosa, «Be happy». 2005
Bigeo, 7:13 xB.

Mykola Ridnyi, Bella Logachova, Be happy. 2005
Video, 7:13 mins.
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Mwukona PigHuii, Benna Jlorayosa, «Be happy». 2005
KonbopoBa ¢poTorpadis, 50x75 cm

Mykola Ridnyi, Bella Logachova, Be happy. 2005
Color photograph, 50x75 cm




Mwukona PigHui, 3a yuacTi IBoHu MonnbeBcbkoi, «Jlexu Ta yekai». 2006
DoTofoKyMeHTaLis aKuii

Mykola Ridnyi with paticipants of lvona Golybevska, Lie and wait. 2006
Photos of the event
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Mukona PigHuii, 3a yyacTi IBoHM TonnbeBcbKoi, «Jlexu Ta yekai». 2006
BineonokymeHTauis akuii, 3:50 xB.

Mykola Ridnyi with paticipants of Ivona Golybevska, Lie and wait. 2006
Video documentation of the event, 3:50 mins.




'pyna SOSka, «bapTep». 2007
KonbopoBa ¢oTorpadis, 90x140 cMm

SO0Ska Group, Barter. 2007
Color photography, 90x140 cm




'pyna SOSka, «bapTep». 2007
KonbopoBa ¢poTorpadis, 90x140 cm

SO0Ska Group, Barter. 2007
Color photography, 90x140 cm




'pyna SOSka, «bapTep». 2007
KonbopoBa ¢oTorpadis, 90x140 cMm

SO0Ska Group, Barter. 2007
Color photography, 90x140 cm




'pyna SOSka, «bapTep». 2007
KonbopoBa doTorpadis, 90x140 cm

SOSka Group, Barter. 2007
Color photography, 90x140 cm




'pyna SOSka, «bapTep». 2007
KonbopoBa ¢oTorpadis, 90x140 cMm

SOSka Group, Barter. 2007
Color photography, 90x140 cm
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1. Tpyna SOSka, «bapTep». Buctaeka «Critically in between», ApT-Adinu, peuis, 2007
2. ['pyna SOSka, «bapTtep». Buctaska «CninbHoT. Monofe ykpaiHCbke MUCTELTBO»,
ranepes «ApceHan», banoctok, Monbuwa, 2007

1. SOSka Group, Barter. Exhibition Critically in between, Art-Athens, Greece, 2007
2.50Ska Group, Barter. Exhibition Communities. Young Ukrainian Art,
Gallery Arsenal, Bialystok, Poland, 2007
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«TOJIbKO TBOWN MEYTbI!»
O NMPOEKTE «MEYTATEJTN»
[PYTIbl SOSka

CoBeTckas COBPEMEHHOCTb MPeASioKMUAA iBa TUNA JIerMTUMaLIMK UCKYCCTBA. XYLOXKEeCTBEHHAs NPakKT1Ka

nunbo nocesilwana cebs MAeoNorMyeckon KOMMyHUKaLMKW, CTAaHOBSACh, TaKMM 00pa3oM, 4acTbio MAENHOMO

M KOHLENTyanbHOro obycTpoiicTBa MogepHuM3aLmun. JInbo xe oHa 3aHMManacb NPOEKTUPOBAHNEM HOBbIX GopM
MM3HW, CTAHOBSACb, TAKMM 06pa30M, YacTblo COLMANbHOM AMHAMUKN MofLepHU3aumun. Ecav nepeas nuHua Bocxogut
k «OkHam POCTa», To nporpaMma BTOpoi — bbina chopmynuposaHa BXYTEMACom.

B nocTcoBeTCKMit Nepnog, Ha CMeHy yTonMuyeckoil «babpuke MeuTbl» COBETCKOrO MCKYCCTRa' MpuLina HoBas

He MeHee yTonu4yeckas NepcrnekT1Ba — pblHOK. YTOMU3M 3TOM NepcnekTUBbl COCTOUT B TOM, YTO C HEl BA3bIBaNM
TO, 4TO OHa He Mor/a AaTb — HOBYIO KOJIIEKTUBHYI0 MAEHTUYHOCTb. Befb pbiHKy cybcTaHLMoHaneH He AUCKYpC,

a leHbrU; UCKYCCTBO Kak Cy6beKT pbIHOYHOTro 06MeHa SABASETCH HOCUTEIEeM HE «MeUTbl», a LieHbl; HakoHeL,
npousBefeHune Ha pbiHke — beTuL, noanexaliuit cyrybo nHAMBUAYANbHOMY, @ He KOMIEKTUBHOMY noTpebnieHuto.
VIMEeHHO N03TOMY Tak Ha3blBaeMbIii KPU3NC MAEHTUYHOCTU CTan OAHUM U3 04eBUAHbLIX NOCAeACTBUN
HeonmbepanbHOro KanuTaansMa.

BnpoueM, HeonnbepanbHas pbiHOYHas yTonus bbina BbIHOLWEHA W peasin30BbIBaNach Kak pas «rnociefHUM
COBETCKWM MOKONIEHMEM», B To BpeMs Kak Nepeoe NokosieHne, chopMUpOBaBLIEECs y)Ke B MOCTCOBETCKOM
KOHTEKCTE, CMOTJ10 B3rISiHYTb Ha HEE B MHOW HeyTonnyeckol nepcrnekTuee. OfHMM M3 NapafokcanbHbIX YepT
HOBOrO MOCTCOBETCKOI0 UCKYCCTBA SIBJINETCSA €r0 MOMbITKA BEPHYTLCSH K MEPBOOCHOBAM MPOEKTa COBPEMEHHOCTM.
Tak, Ha ykpauHckol cueHe rpynna P.3.M1. nporpaMMHo obpalliaeTcs K TpaguumMm arutnpona, B To BpeMs Kak
rpynna SOSka BuauT cBoto paboTy YacTbio HOBOM NMOCTCOBETCKOM COLMANbLHOCTHU. [1pn 3TOM, NernTMMupys ceoio
TBOPYECKYIO NPOrpaMMy, OHU He MOTYT He 0ThaBaTb cebe 0TYETA, YTO B MOCTCOBETCKOM 06LLECTBE MAEO0N0rMYecKas
KOMMYHWKaLMS HaX0QUTCs B BEAEHWUW MOJIUTEXHOMNOIMU, @ COLMANIbHOCTb OPraHN3yeTCs Yepes «CrekTakb».
NpeanbHoW anbTepHaTUBOWM 3TOMY MOXeT BbITh CUTyaLMs, Korfa obLLecTBEHHbIN NPOEKT Bbi3peBaeT B CBO6OAHON
LEMOKPATUYECKON JUCKYCCUU, @ COLMANbHOCTb KOHCTUTYMPYeTCs 00LLeCTBEHHON caMoopraHm3aumen.

B aTolh cBSI3M 3HaMeHaTenbHo, 4to P.3.M. 1 SOSkKa cBA3bIBaloT cBoe popMUpoBaHue ¢ 3UGOPUYECKUM OMbITOM
«OpaHxxeBoi peBoONOLUN».

OnHako, aidopusi No onpeneneHnto — ONbIT IKCKIIO3UBHbIN U KpaTKoBpeMeHHbIN. Co3aaHHbIv rpynnoi SOSka
Koprnyc paboT, CBUAETENbLCTBYET, 4TO NOCTCOBETCKAS COLMANbHOCTb ONPefensieTcs He AMHAMUKON 0bLLEeCTBEHHON
caMoopraHusauuu, a AByMs 6a3oBbIMKU paKTopaMu - MeAnaNbHbIM «CreKTakieM» 1 apdpekToMm.

B cuTyaLMm nocTCOBETCKOrO KpM3nca MAEHTUYHOCTM COLMann3aLms oCcyLLLeCTBSETCS Yepe3 YyCBOEHME
TPaHCANPYeMbIMU Macc-MeANs CTEPEOTUNAMU, KOTOPbLIM FrOTOBbI CIef0BaTb AaXe BbIOpOLIEeHHbIe Ha 0604MHY
XU3HU 6omxu («Be Happy»). B T0 e caMoe BpeMs MHAMBUAYYMbI, 0BpeyeHHble B aTOMU3UPOBaHHbIX
MocTcoBeTCKMX 06LLecTBaxX Ha coLManbHOe OAMHOYECTBO U anaTuo, peasu3yloT CBOK MAEHTUYHOCTbL Yepes
TpaHcrpeccuBHble XecTsl («Jlexu n xau»). 06a 3T 6a30BbIX NPUHLMNAE MOCTCOBETCKOM COLMaNbHOCTU — CNEKTaK/b
n abdekT, NnpefbsaBieHbl B HOBOM npoekTe rpynnbl SOSka «Meutatenun». [epon aTol paboTbl — agenTbl
MOJIOLEXHOW CYOKYNbTYpbl «3MO», MPEACTAlOT B 3TOM paboTe B ABYX MnocTacsax.
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B cepun doTonsobpaxeHnit Mbl BUANM UX NAPSALLUMUK B BO3LyXe — T.€. BbIPBAHHbIMU U3 CUCTEMbI COLMaNbHbIX
CBA3el, ¥ OHOBPEMEHHO Ha BUIE03KPaAHE, OHW, NOCNe0BaTeIbHO NOSBAASCh O4WH 32 APYTrMM, BbIKPUKMBAKOT
Hekue NNLLIEHHbIe KOMMYHUKaLMOHHOIO CMbICa NI03YHIM — T.e. [eMOHCTpUpYT nepdopmMaHc adpdekTa.

KoHeuHo e colmannsanms Yepes Koppenauuio cnektakng u addekra — 3To To, YTO NOCTCOBETCKOe 06LLeCcTBO
yHacsiel0Bano n3 HefaBHero nNpoLwnoro. «bypHble, MPOAOMKUTENbHbIE aNIOAUCMEHTbI, MEPEXOAALLME B 0BALLUIO»
- MLWUb OfMH 13 NpuMepoB nepdopmaHcoB addeKTa, C MOMOLLbI0 KOTOPbIX BACTb KOHCTPYMPOBana KOIeKTUBHYIO
06wHocTb. OfHaKO B MOCTCOBETCKOM KOHTEKCTE MPOUCXOAUT UHAMBUAYAbHAA UK TpynnoBas NpuBaTn3aums

He ToNIbKo cObCTBEHHOCTH, HO U addekTa 1 cnekTaknsa. B pesynbTaTe yero, ¢ ogHoW cTopoHbl, addekT cTaHOBUTCSH
bakToM 06bIEHHOM XM3HM, 060payMBasiCb NoBCeAHEBHbIMU NepdopMaHcaMn BCeobLLen NCTepUKK, a C Apyroi,
TaKXe W TEM, Y4TO NOSUTUYECKAS XKN3Hb CTAHOBUTCS MELMabHbIM CNEKTAKIEM UHAWBUAYaNbHbIX U FPYMMOBbIX
addeKkToB (yKpanHcKas nonmuTMYeckas Xu3Hb [aeT 34eck, Noxanyin, Hanbonee nokasatenbHble npumepsbi).

MpepctaBneHHoe B «MeytaTensx» CybkynbTypHOe LeMCTBO TaKXKe MOXHO PacLeHUTb Kak NpMMep NoCTCOBETCKOM
rpynnoBoi npmMBaTu3launm cnektakns n addekta. CUMNTOMATUYHBIM 34eCh ABNISAETCS HE CTONIbKO caM dakT
CyOKYNbTYPHOCTU — NO3[HWIA COBETCKUI Nepuof, OTSINYANCS BbICOKON CYOKYNbTYpHOM AUHAMUKOM, CKONIbKO

To, noyeMy nofobHoe felicTBO HbINI0 He BO3MOXHO B COBETCKOE BpeMsi. Kak cBMAETeNbCTBYIOT UCCliefoBaTeNN,
coBeTckas cybkynbTypa Bbipaxana cebsi Ha a3blke «cTeba», T.e. nofBeprana anponpuaumnm n oCTpaHeHU o

A3bIK FOCMOACTBYIOLLEH KOMNEKTUBHOI 06LLHOCTI®. OHAKO «MeyTaTenn» CyLLeCTBYIOT B KOHTEKCTE INLIEHHOM
rocrnofCTBYIOLLEN KONNEKTUBHOW 06LLHOCTU, NO3TOMY BbIKPUKMBAEMbIE UMW CNOTaHbl, B OTIMYME OT TexX
«3[paBHUL», YTO pa3faBanncb Nocie «Nepexomsalimx B 0BaLMio anjoAnCMeHTOB», HOCAT Y3KO rpynnoBoM

WUNK npefienibHo CyObeKTMBHbIN cTaTyc. HeT bornblue Bceobuien «dabprku MeuThl», Y HbIHELHUX «MeYyTaTenemns,
KakK BblKpUKMBAEeT 0fiMH U3 nepcoHaxen SOSKM — «TOSIbKO CBOU MEYThI».

B pesynbTaTe, BO3HMKAET BONPOC: HACKOMbKO onpaBaaH pacyeT SOSku obpecTv B Nofo06HOM coLmManbHOM
KOHTEKCTE fierTMaumio ceoero TBopyectsa? B caMoM fene, aBTopbl M TEOPETUKM NPON3BOACTBEHHOIO
nckycctea 20-x rofiloB erMTMMMpoOBaIN CBOI NPOrpaMMy 3afavei co3naaHns HOBbIX GOPMbI KU3HM
KOMNeKTUBHOM 06LHoCTH byayulero. SOSka, Bo MHOroM npofosikas 3Ty TpafuMLmMio, 0TKa3blBaeTCs, 0fHaKo,
0T 33/la4vM NPOM3BOACTBA COLMAbHbIX MOfe/Iel, Tak Kak ceiiyac ata Muccus — obpalleHHas, BNpoyeM,
yXXe He Ha byayliee, a Ha HacTosILLee — y3yprnMpoBaHa CrekTak/eM.

SO0Ska xoTena 6bl, 4To Bbl HOBbIE GOPMbI XKM3HM BbIpAaCTaau U3 caMoi CoOLManbHON AUHAMUKY — OHU FTOTOBbI

MX OTCNIEXXMBaTb B peanbHol xn3Hu («Be Happy»), camu nx nposounposatb («OHW Ha yanue», «J1exu 1 xan»)
WK CO3[aBaThb B AManore B rpynnoBbIMK UM UHAMBUAYabHBIMY akTopamu («BbapTep», «YkpanHckas rotukas,
«MeuyTaTtenu»). A NoTOMy rpynna roBopuT He Ha A3blKe BU3yallbHOro NpoeKTa-apTedaKkTa, Tak Kak ceivac a3bik
3TOT y3yprvpoBaH PbIHKOM XYLOXXECTBEHHbIX GeTuLlel, a Ha A3bIke NPSIMOro AeiCTBUA UAK/1 ero JoKyMeHTa.

Tak HackoJibKO Xe onpaBhaH 3ToT 0Tka3 SOSKM 0T KoMbOPTHOM XyLOXXECTBEHHON aBTOHOMUM B NOJIb3Y
pacTBOPeHWUs B COLMyMe, eCn 13 ee COBCTBEHHOIO Xe aHanu3a ciiefyeT, YTO COBPeMeHHOe NoCTCOBETCKoe
06LL1eCTBO MOrpyXXeHo B anaTUyHOe NPUHATUE CNEKTaKNsA 1 BblpaxaeT cebs yepe3 HEKOMMYHMKabenbHbI

addekT? Kctati, aHanornyHblil Bonpoc MoxeT bbiTb 3aaaH 1 rpynne P.3.11.: K koMy obpaluatoTcst B NOCTCOBETCKOM
NPOCTPaHCTBE XY[AOMHUKM-ar1TaTopbl, €Cv 06LLeCTBO 3[1eCb «BSNI0 pearnpyeT Ha 1eMOKPaTUYECKYI0 ANCKYCCUIo»",
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MoNbITKY CHATMS 3TOr0 NPOTUBOPEYUS Mbl MOXKEM YCMOTPETH B TOM, YTO OHO B CYLLHOCTU MHTepuopmanposaHo SOSkon
B caMoi NoaTuke «MeyTtaTenen». BaxxHbIM N03TOMY, B 3Toi paboTe ABNSETCA He CTONBLKO TO, 4T0 0bpa3bl 3aBUCLLNX

B BO3JYyXe NMepCOHAXeWn 1 CLEeHbl MX HEKOMMYHUKabenbHbIx abdekToB NpefcTaBnseT, Kak B NOCTCOBETCKOM
06LeCTBe yTpayeH CUMBOSIMYECKMUIA A3bIK CAMOOMMCAHUS, @ MePeXOAHOCTL NPUHSNA CTaLMoHapHbie GopMbI°.
BaxHbIM 31eChb, ABASETCS CKOpee To, 4TO 3TW 06pa3bl U CLEHbl MHCLEHNPOBaHbI peanbHbIMU NEPCOHAXaMMU,
KoTopble Yepe3 nepdopMaHc NpesbsaBASOT TOTajlbHOE FOCMOACTBO CMeKTaK/s, @ YHepe3 HapoUunTYo LEMOHCTPALMIO
adpdekTa — TOpKECTBO HEKOMMYHUKabenbHOro apdekTa, cydbeKTaMmn KOTOPbIX OHU B PeanbHOCTU U ABASIOTCS.
NMeHHO TakMM 0bpa3oM, BCTaB Ha MyTb pacTBOPEHMS B COLMANbHOCTM U M3bpaB AN1s 3TOrO A3blK COLMANbHOM akLm
1 fokyMeHTa, rpynna SOSka genaet 370T A3bIK pedieKCMBHBIM. B «MeyTaTensix» Ham npegbsBaeHa uUrpa B Urpy

n addekTauns addekra, YTo U NPUBOAUT K TOMY 3ddeKTy ocTpaHeHUss COBCTBEHHbIX CPeACTB BblpaXeHus,
KOTOPbI TEOPETU3NPOBas U NPaKTUKOBa B CBOEM anuyeckoM Teatpe bepTtonbn BpexT. XapakTepHo, 4To Ans

TOro, 4To b6bl He 0CTaBUTbL He Masiefillero COMHeHUs B nepdopMaTUBHOM NpUpoLe NpesbsBieHHbIX HaM 06pa3oB.,
SOSka fenaeT f[OKYMeHTaLMIo OCYLLECTBIIEHWS] CBOEro NMPOeKTa, KoTopas caMa Mo CBOel npupoe ABiseTcs
LOKyMeHTaumen neppopMaHca, YacTbio paboThbl.

MoxHo fo6aBuTtb, 4To SOSKa MCnonb3yeT eLle OAUH NPUMEM, ClefyloLnA BPeXTOBCKOMY aNMYecKoMy TeaTpy

N UMEIOLLMIA Ty XKe LieSlb — OCTPaHUTb COBCTBEHHbIN XyL0XeCTBEHHbIN A3bIK. B «MeuTaTensx» xyfoXHUKN cTpeMsTCs
K MpefAesibHOM apXxMTenMYHOCTM 0bpa3oB. JleTslime B MyCTOTe MEPCOHAXM CYTb KBUHTICCEHLMS penpe3eHTauum
COLManbHOro OAMHOYECTBa, B TO BPeMsl Kak NoJ06HO KacTUHIY NPOSIBASIOLLMECS HEHAA0ITO B Kafipe C O4HON
PEenNKON NEPCOHAXM CYTb KBUHTICCEHLMS CMEKTaKIIs, HaKOHeL, OOUH YTPOOHbIN 1 AUCKPETHBIN KPUK CYTb
KBUHT3CcCceHUMsa adpdeKTa.

OpHako, nepcoHaxu «MeytaTene» He NPOCTO UrpatoT CyOKYNbTYPHbIX aAeNTOB, OHN AeNCTBUTENbHO ABASIOTCS
TakoBbIMU! Tak, nocnepoBaTenbHO cnepys B 3Tol paboTe ycTaHOBKaM Ha pacTBOpeHUWe B COLMaNbHON AMHaMUKE,
SO0Ska He npocTo UHCcLeHMpoBana B «MeuTtatenax» cybkynbTypbli nepbopMaHc, HO 1 3aJ0KYMeHTMpoBana
peanbHbIl CYOKYNbTYpHbIA pyUTyan. B 3ToM puTyane cybKynbTypHble akTUBUCTbI, Npbirasi Ha 6aTyTe, MHCLEHUPYIOT
CBOI0 COLMalbHY0 aBTOHOMHOCTb, @ CLLeHaMM YTPOOHOro Kpuka — NpeLbABAAOT MOPbIB K UAEHTUYHOCTH Yepes
addekT v TpaHcrpeccuio. Ho MAEHTUYHOCTL COrNacHo KiaccnyeckoMy onpefeneruio AnbTioccepa obpeTtaetcs
cybbeKTOM He Yepe3 COOCTBEHHbIN KPUK, @ Yepe3 OKPUK FoCMOACTBYIOLLEN OBLLHOCTY, Ha KOTOPbIV OH OT3bIBAETCS".
OTclofa NOHATHOWM CTAaHOBUTCS KOHTaMUHaLMS [IBYX COCTaBHbIX YacTen pabotel SOSku — Bupeo n dotorpadumis,
KaK 1 ByX COCTaBHbIX YacTel CybKybTYpHOro puTyana «MeyTaTesiei» - NpbKKOB Ha baTyTe U BbIKPUKOB nepeq,
KaMmepoi. M xyLoxHWKaMm, n Ux reposM, pasfenisiolimMM aBTOpPCTBO Haf, Jierllei B 0CHOBY paboTbl MHCLLEHUPOBKMY,
0YeBWAHO, 4TO aBTOHOMHbIe CyHBbEKT Mn coobLlecTBO NO ONpefeneHunto He MOryT UMeTb MAEHTUYHOCTb!
CnepoBaTeNibHO, MHCLLEeHMPYS Ha 6aTyTe penpe3eHTaLMto CBOEN COLMANbHON HENPUKAAHHOCTA U OfHOBPEMEHHO
pasbirpbiBas HAPOUNTO UKTUBHbIE MOPbLIBbI K NAEHTUYHOCTHM, «MeyTaTeIn» NOABEPratT oCTapaHeHWIo CBOIO
COBCTBEHHYIO NPAKTUKY.

MMpu 3TOM — KakK yxxe roBOpuIIOCh Bblille - B COBETCKME rofjbl CYDKyNbTYypHOMY oCTpaHeHuto — «cTeby», nogseprancs
A3blK 0PULMANBHON KyNbTypbl C TEM, YTO Obl OTAENIUTL CBOK UAEHTUYHOCTb OT MAEHTUYHOCTM FOCMOACTBYIOLLEN
obuwHocTn. OaHaKo HblHe HET bonee TOro rocMoACTBYIOLLENO ANCKYPCa, Yepe3 OKPUK KOTOPOro U Ype3 aBTOHOMMUIO
0T TOro, MOXHO 6b110 06pecTn UAEHTUYHOCTb. Kak 1 HET Tol IeMoKpaTNYeCKOoi aBTOHOMHOCTM, KOrAa COLManbHOCTb
KOHCTUTYMpYEeTCS AMANoroM caMoopraHn30BaHHbIX coobLecTB. ABTOHOMUS flaHa anpuopHo, NpUHUMas GopMmbl
TATOCTHOWM HEMPUKasHHOCTY, @ UAEHTUYHOCTb CTOJIb XKe anpuopHo becnepcnekTUBHO B3bICKYeTCS Yepes
nepdopmaHchl apdekta n dukuun cnektakns. OTciofa eANHCTBEHHbIN BbIXOA, KOTOPbIV HALNKW Ans cebs
«MeyTaTenn» - NpMMep COMOOpPraHM3oBaBLLEerocs coobLLecTBa, a BMECTe C HUMU U XYA0XKHUKM SOSKU — Takxke
npuMep XyL0XeCTBEeHHOro MMKPOCo06LL,eCcTBa, 3TO OTCTPAHATL B CBOEW NPaKTUKe Te colualnbHble nepdopMaHChl,
4TO roCMOACTBYIOT B MOCTCOBETCKOM 0bLLecTBe.
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Bonee Toro, nosBeprasi B TBOPYECKON MPaKTUKE OCTPAHEHWIO TaKXKe U CBOW COBCTBEHHbIE CPe/CTBA BblpaXeHus,
N XYLOXKHUKMN U CYyDKYNbTypHbIE aKTUBMCTbI MPOrpaMMHO NPeabABASIOT Te3UC — E4UHCTBEHHO BO3MOXHaRA
WLEHTUYHOCTb B CUTYaLLMM HEBO3MOXHOCTU MAEHTUYHOCTM 3TO NPOrpaMMHOe NpeabsiBieHNe 0TCYTCTBUS
NOEHTUYHOCTH.

B 3akntoyeHne 06paTuM BHUMaHUE Ha CUMMTOMATUYHOCTb TOFO, YTO — Kak CBUAETENbCTBYIOT «MeuTaTenun» — B cUTyaLmum
aTOMWU3MPOBAHHOMO MOCTCOBETCKOro 06LLecTBa akTUBHOCTb CYybKyNbTYpHOro coobLiecTBa NpUHMMaIOT GopMbl
COoUManbHOro TeaTpa, a Xy4oXeCTBEHHas NPaKT1Ka — ero NPOBOLMPOBaHNS U LoKyMeHTauuu. Kak nvucan Teopetnk
TeaTpa abcypfa MapTuH 3ccuH, cnekTakib «bIM30K K pUTyasibHbIM OCHOBAaM COLMANbHOCTW», a MOTOMY «B TeaTpe
YesioBeyeckoe coobLLeCcTBO 3aHOBO MEPEXMUBAET U 3aHOBO YTBEPXAAET CBOK MAEHTUYHOCTb, YTO AefaeT TeaTp
4pe3BblYaiiHO MOMUTUYECKOM, MOCKOIbKY HEM3BEKHO CoLManbHO GopMoit nckyccTa» . B cBoto odepeab [KopmKo
ArambeH aHanorMyHo BbiCKa3blBaiCs 06 3KpaHHbIX UCKyccTBax. Buaeo psip cTposTca Ha nocnefoBaTeNlbHOCTM
XKECTOB, B TO BPeMSs KaK «XeCT CyTb 6a30BblIii 3IeMeHT COLMANLHOTO, .. @ NONIMTHKA CyTh chepa UNCTbIX CPenCTB,
T.€. aBCOMIOTHBIX U MHTErpabHbIX YeN0BEYECKMX XKECTOB»S. «MeuTaTenu» xe NpeACTaBASIOT HAaM CBOU
XecTbl-apdPeKTbl UMEHHO Ha 3KpaHe U caMu e B «MeuyTaTensax» CBOW XeCTbl OTCTPaHNAOT, NpeBpaLyas

UX B «4nCTble cpeacTBa»! Moxoxe, B NpakTUKe «MeTaTeNiei» U B TBOpYECTBE aBTopoB «MeuTaTenen»

Mbl BCTpeYaeMcs C eAMHCTBEHHO BO3MOXXHOM GOPMOI NOAUTUYECKOrO [eACTBUSA B 06LLeCTBe, rAe NoMTuYeckoe
NencTeMe HEBO3MOXKHO.

3HayuMa npm 3TOM 1 BTOpasi cocTaBHas YacTb «MeytaTenei» — poTorpaduii, BOZHECLLNXCSH BBbICH NEPCOHAXEN,
OTTyAa OHM Kak bbl B HeBeCOMOCTU 1 B 6e3[e/CTBUM CO3epLatoT CoLnalbHbIn MUp. A Takxe 3Ha4YnMa

1 Ta BOLleALlasi B COCTaB NPOeKTa AOKYMEHTaLMsA NpbiraoLmx Ha baTyTe «MeyTaTenen», T.e. TOR AeATeNbHOCTY,

C NOMOLLIbIO KOTOPOM MHCLLeHMpoBanach UMK nx bespeaTenbHOCTb. Ho Beib UMEHHO «eATeIbHOCTbIO, JINLLEHHYIO
peatenbHocTu» [hxopaxo ArambeH Ha3biBan MCKYCCTBO. MICKyCCTBO AJ1A HEro 3T0ro «Takas [esaTeNbHoCTb,
KOTOpas COCTOUT B TOM, L4T06b| cenathb A3blK He-feaTesbHbIM, MPUOCTAHOBUTL €r0 KOMMYHUKATUBHbIe

N MHbOPMaTUBHBIE GYHKLMN» . Tak MMEHHO 3TO 1 NPOMNCXOANT B «MeuTaTensix», rae «6e3fenTenbHbIe» XyA0KHUKN
n nx «bespesTeNbHble» repon HaboAaloT B HaCTHOCTM 1 CBOM CODCTBEHHYI0 HEBO3MOXHOCTb OCYLLLECTBUTb
KOMMYHWKaLMIo N OTCTPaHAI0T CBOM Bblpa3uTesibHble CPeACcTBa C TeM, YTO Bbl co3epLaTtb MX CO CTOPOH®I.

OTcropa Bcnep 3a AraMbeHOM MOXHO CAenaTh BbiBOJ, YTO «MeyTaTenn» 3T0 He TONIbKO MPUMeEP Xy[0XKeCTBEHHOM
[lesaTeNnbHOCTU, KOTOpas «NoTeHLMalbHO U NpK onpefeneHHbIx obcTosTeNbcTBax cnocobHa obpeTtaThb Tak xe

M noanTNYeckoe 3HaveHune. B camoii cBoei 0CHOBE, KOHCTUTYTUBHO, MCKYCCTBO €CTb MOJINTUKE, MOCKONbKY

OHO eCTb [eATeNbHOCTb, MPMOCTaHaBANBalOLLAs AedaTeNbHOCTb 1 NepeBoAALLas B CO3epLaHMe Hallu NPUBbIYHbIe
CMbICJIbl M XKeCTbl W, TakuM 06pa3oM, OTKpbIBaloLWas 1x LA HOBOro NCMosib3oBaHUA. B 3Tom nnaHe nckyccteo
0Ka3bIBAETCA HeJlaNeKo oT NOINTUKM U 0T GUA0COGUM, MOHAC CTAHOBACH OT HUX MOYTU HEOTINYUMBIM» '

[Moxoxxe, 4To MapeHune «MeyTaTenen» B HEBECOMOCTW 3TO XKeCT cyrybo nonnTnyeckuit, npuyem ete bonee
paAukanbHbliA, 4eM BCTaTb Ha bappukaabl. [10ToMy 4To «nNprocTaHaBAVBas feAaTelbHbI MOMeHT B bronornyeckon,
3KOHOMMYECKON 1 COLMaNbHON AeATeSIbHOCTH, OHW LEMOHCTPUPYIOT BO3MOXXHOCTU YeSIoBEeYeCKOoro Tena,

OTKpbIBas ero AJig HOBOro BO3MOXHOI0 BbITnA»
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NOTHING BUT YOUR DREAMS
ON DREAMERS PROJECT
BY SOSka GROUP

The Soviet modernity suggested two types of art legitimation. Artistic practice was either dedicated

to ideological communication, thus becoming a part of ideological and conceptual modernization, or it was
concerned with creating new forms of life, thus becoming a part of social dynamics of modernization.
While the first line traces back to Mayakovski's ROSTA windows, the program of the latter was formulated
by VHUTEMAS.

During the post-Soviet period the utopian ‘dream factory’ of the Soviet art' was substituted by the market,

a new prospect that was not less utopian. The utopianism of this prospect is that it was associated with something
that it couldn’t grant — a new collective identity. After all, it's not the discourse that is substantial to the market,
but prices; being subject to market exchange, art does not bear a ‘dream’ but the cost; finally a piece of art

in the market is a fetish that is subject to an utterly individual consumption, but not a collective one. This is precisely
why the so called identity crisis became one of the evident implications of neo-liberal capitalism.

However, the neo-liberal market utopia was nurtured and realized just by the ‘last Soviet generation'® while

the first generation formed in the post-Soviet context could get an insight into it in a different, non-utopian
manner. One of the paradox features of the new post-Soviet art is its attempt to get back to the fundamental
principles of the modern age project. Thus, on Ukrainian scene the R.E.P. group programmatically turns

to the agitprop tradition whereas SOSka consider their work a part of the new post-Soviet sociality. At the same
time they can’t but realize that in the post-Soviet society the ideological communication is supervised by political
technologies and sociality is organized by means of spectacle. The perfect alternative to this may be the situation
when a public project maturates in terms of a free democratic discussion and sociality is constituted by social
self-organization. Thereupon it is remarkable that R.E.P. and SOSka associate their development with the ‘Orange
revolution” euphoric experience.

However euphoria by definition is an exclusive and short-term experience. The framework of SOSka provides
evidence that the post-Soviet sociality is not determined by social self-organization dynamics but by two
fundamental factors — medial spectacle and affect. Under restrictions of post-Soviet identity crisis the socialization
is brought into life through stereotypes broadcasted by the media, that are eagerly followed even by tramps

(Be Happy). Meanwhile in atomized post-Soviet societies individuums doomed to social loneliness and apathy
realize their identity via transgressive gestures (Lay Down and Wait). Both of these fundamental principles

of post-Soviet reality — spectacle and affect — are presented in a new Dreamers project by SOSka. The main
characters of this work are adherents of ‘emo’ youth subculture who appear in this work in two guises. In the photo
series we see them soaring in the air, i.e. snapped out of the social bonding system, and simultaneously on a video
screen: coming one by one in succession they cry out some catchwords wholly void of any communicative sense thus
demonstrating an affect performance.

It goes without saying that socialization through spectacle vs affect correlation is something that the post-Soviet
society derived from yesterday. ‘Continuous thunderous applause lengthening into ovation’ is just one of the
examples of affect performances whereby the power built a collective community. However, in the post-Soviet
context not only individual or group property privatization takes place but also affect and spectacle privatization.

26



As a result of which, on the one hand, affect becomes a common everyday fact turning into day-to-day performances
of total hysteria and, on the other hand, political life becomes a medial spectacle of individual and group affects
(Ukrainian political life arguably provides most telling examples).

The subcultural activity represented in Dreamers can also be regarded as an example of post-Soviet group
privatization of spectacle and affect. What is symptomatic about this is not the very fact of subculture

(the late Soviet period was distinguished by high subcultural dynamics) but the fact why this kind of activity was
impossible in the Soviet times. According to researchers, the Soviet subculture expressed itself in the tongue

of cool talk, i.e. exposed the dominant collective community language to appropriation and alienation®

Still ‘dreamers’ exist in an environment deprived of dominant collective community, so the slogans cried out

by them are typical of a narrow group or utterly subjective as opposed to those pledges heard after ‘applause
lengthening into ovation’. There's no more universal ‘dream factory’ and according to one of SOSka’s characters
the present-day ‘dreamers’ have ‘only their own dreams’.

In the long run this brings up a question: regarding that sort of social context, to what extent is SOSka’s intention
justified to get their creative work legitimized? Indeed, ‘productionits’ art creators and theorists of the 1920-s
legitimized their program by way of creating new variations of life for collective community of the future.

Yet largely taking over this tradition, SOSka renounce the idea of producing social models because now this
mission is assumed by the spectacle and it is not the future that it faces but the present. SOSka want the new
variations of life spring up from the very social dynamics — they are ready to trace them in real life (Be Happy),
provoke them on their own (THEY Are QOut in the Street, Lay Down and Wait) or create them in terms of a dialogue
with group or individual actors (Barter, Ukrainian Gothic, Dreamers). At the moment the language of visual
artifact project is usurped by the market, that's why the group don't speak this language. They use the language of overt
actions and / or documentation instead. SOSka's own analysis reveals that the modern post-Soviet environment soaks
itself in apathetic acceptance of the spectacle and expresses by means of incommunicative affect. The group refuse
from a favorable art autonomy to the benefit of blending into the society. But to what extent is that worthwhile?
We can ask the R.E.P. group a similar question. Who do the agitator artists address in the post-Soviet
environment if the society here ‘reacts to the democratic discussion without much devil'?*

We can discover an attempt of removing this controversy in the fact that it is basically internalized by SOSka

in the very poetics of Dreamers. Therefore in this work it is not so important that the characters hanging in the
air and their non-communicative affect scenes represent the way of losing the symbolic language of self-description
in the post-Soviet society and that transitivity has taken a static shape.®

What is essential here is the fact that these characters and scenes are enacted by true-life personalities who

put forward the total supremacy of the performance by means of spectacle, whilst via intentional affect demonstrtion
they present the non-communicative affect triumph while being, in fact, their participants. In this very manner
S0Ska group make this language reflexive by blending into sociality and choosing for this end the language

of social action and documentation. In ‘Dreamers’ we are presented a game in a game and the affect affectation
that results in the effect of their own medium alienation that was theorized and practiced by Bertold Brecht in his
epic theatre. Not to let us mistrust a single character represented in a performative way, it is customary
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for SOSka to carry out the documentation of their project execution, which is a performance documentation
in itself, a part of their work as such.

It can be added that SOSka use one more technique taking over Brecht's epic theatre and aimed at the same
purpose of alienation their own artistic language. In their Dreamers the artists reach after extreme character
archetypes. The characters flying in space are the very essence of the social loneliness representation while
the characters appearing in shot for a short time and enouncing one retort are the very core of the spectacle,
and ultimately one deep-chest and discreet cry are the essence of the affect.

However, the Dreamers characters do not just play the parts of subcultural adepts, they really are! Thus being
consistent in blending into social dynamics, not only did SOSka enact a subcultural performance in Dreamers

but also documented the real subcultural ritual. The subcultural activists taking part therein jump on a trampoline
and manifest their social autonomy and deep-chested screaming presents their pursuit of identity through affect
and aggression. Yet according to Altusser’s classical interpretation, identity is acquired by the behaver not through
his / her own cry but through the hollo of the dominant collective community one responds to®. Hence becomes
clear the contamination of two components of SOSka's work: video and photographs, as well as two constituent
parts of ‘dreamers’ subcultural ritual — trampolining and on-camera outcry. Both artists and their characters
being co-authors of the dramatization lying in the core of this work realize that an autonomous subject or community
cannot possess an identity by definition! Thus simultaneously representing their social abandonment on the trampoline
and obviously fictious striving for identity ‘dreamers’ expose their own experience to defamiliarization.

Thereby, as was mentioned above, in the Soviet times the language of official culture was subject to subcultural
alienation, that is cool talk, so as to set apart one’s own identity from the dominant community’s identity. However
there is no more dominating discourse through the hollo of which and through the autonomy of which identity could
be gained. Just as there is no more democratic autonomy when sociality is institutionalized via the dialogue

of self-organized communities. The autonomy is given a priori taking the shape of burdensome abandonment.

And identity being prospectless a priori is claimed in exactly the same way through affect performances and obvious
fraud spectacle. The ‘dreamers’ represent an example of a self-organized community alongside with SOSka artists,
an example of an artistic micro-community, and the only way out of this found by them is to alienate in their practice
those social performances that predominate in the post-Soviet society. Moreover, both the artists and subcultural
activists hold a program thesis in their creative practice: they alienate their own idioms. The one and only identity
under the conditions of identity nonexistence is a programmed representation of the

lack of identity.

In conclusion let us take notice of the symptomatic nature of the fact that, according to the ‘dreamers’, under

the conditions of atomized post-Soviet environment the activities of subcultural community assume the form

of social theatre whereas the provocation and documentation of the latter is fundamental for artistic practice.

According to Martin Esslin, the Theatre of the Absurd theorist, dramatics is ‘close to the ritual background

of sociality’, therefore 'the commumty lives through and claims its identity over and over again, which makes theatre

a highly political, forasmuch as it is social, art maklng . Again, Giorgio Agamben commented on the screen art

in a similar way. Avideo sequence is based on a sequence of gestures whereas a gesture isa prlmary unit of the social,
-and politics is the essence of pure means, i.e. absolute and integral human gestures’®. As for the ‘dreamers’,

they demonstrate their affect gestures right on-screen and in Dreamers leave out their gestures by themselves,

turning them into ‘pure means’! It looks as though in both ‘dreamers’ experience and creative work of the

Dreamers authors we envisage the only possible form of political activity in the society where political activity

is not possible. At the same time significant is also the second component of Dreamers, that is the pictures of the

characters taking the air from where they contemplate the social world as if under zero gravity and out of play.

As meaningful is the documentation of an integral part of the project, namely ‘dreamers’ trampolining,
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i.e. an activity that helped them stage their inactivity But that's just exactly what Giorgio Agamben called
art — "activity deprived of activity’. To him art |s ‘an activity that implies making the language inactive, suspend
its communicative and informative functions’.

And this is exactly what is happening in Dreamers where ‘inactive’ artists and their ‘inactive’ characters particularly
observe their own failure to communicate and leave out their idioms in order to contemplate them from outside.
Therefore after the manner of Agamben one can draw a conclusion that Dreamers is not just an example of artistic
activity which ‘bears potential and is capable of acquiring a political significance under certain conditions.

Basically and constitutionally art is politics by virtue of the fact that it is an activity holding back another activity

and having our common thoughts and gestures contemplated, thereby revealing them for using in a new manner.

In this context art proves to be close to politics and philosophy and is occasionally nearly undistinguishable from
them'™. It looks like the ‘dreamers’ soaring under zero graV|ty is a particularly political gesture, even more radical
than barricading Because ‘sustaining a biological, economic and somal activity they demonstrate possibilities

of the human body throwing it open for a possible new existence™™

Victor Miziano
Bolzano — Moscow, October — November 2008

1. «<Dream factory» is Boris Groyce's term used by him in the title of the exhibition that he supervised Communism: Dream Factory. The Visual Culture of Stalin Era.
(Schirn Kunst halle, Frankfurt am Main, 2004)

2. 0wing to Alexei Yurchak's studies nowadays this expression has in fact become a scientific term. See Yurchak Alexei “Everything Was Forever, Until It Was No More: The Last
Soviet Generation”, Princeton University Press, 2005

3. See Yurchak, Alexei “Dancing in the Night with a Death Angel”, Cultural studies. Moscow, Letniy Sad. St Petersburg, EUSPb, 2006

4. This very question | asked the group in a recent talk, see R.E.S.: The Art of the Multitudes, in: Patriotism: Art as a Present, PinchukArtCenter, Kiev, 2008

5. On this subject see Paralogies by Mark Lipovetsky, Moscow, NLO, 2008, p. 527-530

6. See «The Psycho of the Power» by Judith Butler, Kharkov, HTsGlI, St Petersburg, Aleteya, 2002, p. 19

7. Cited from Lipovetsky, p. 803

8. Gorgio Agamben Mezzi sernza fini, Bollati Boringhieri, Torino, 1996, p. 53

9,10, 11. Giorgio Agamben Art, Non-Activity, Politics, in Sociological Review, Moscow 2007, volume 6, #1
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'pyna SOSka. ®oTofo0KyMeHTaLlist f,o NPoeKTy «MpiiHnku». 2008

SOSka Group. Photo documentation to the project Dreamers. 2008
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"pyna SOSka, «MpitHuku». 2008
Konboposa ¢poTtorpadis, 100x150 cMm

SOSka Group, Dreamers. 2008
Color Photography, 100x150 cm
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"pyna SOSka, «MpitHuku». 2008
Konboposa ¢oTorpadis, 100x150 cM

SOSka Group, Dreamers. 2008
Color Photography, 100x150 cm
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"pyna SOSka, «MpitHuku». 2008
Konboposa ¢poTtorpadis, 100x150 cMm

SOSka Group, Dreamers. 2008
Color Photography, 100x150 cm
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'pyna SOSka, «MpiitHunkmn». 2008
KonbopoBa doTorpadis, 100x150 cm

SOSka Group, Dreamers. 2008
Color Photography, 100x150 cm
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'pyna SOSka, «MpiitHunkmn». 2008
Konboposa doTorpagdis, 100x150 cm

SOSka Group, Dreamers. 2008
Color Photography, 100x150 cm
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['pyna SOSka, «MpiiHnkun». 2008
Bineo, 2:47 xB., BepTUKanbHa NpoekLis

SOSka Group, Dreamers. 2008
Video, 2:47 mins., vertical projection




'pyna SOSka, «MpiliHnku». 2008
Bineo, 2:47 xB., BepTUKanbHa npoekuis

SOSka Group, Dreamers. 2008
Video, 2:47 mins., vertical projection
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Bipeo, 2:47 xB., BepTUKanbHa nNpoekLis

SOSka Group, Dreamers. 2008
Video, 2:47 mins., vertical projection
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SOSka Group, Dreamers. 2008
Video, 2:47 mins., vertical projection




'pyna SOSka, «MpiitHnku». 2008
Bineo, 2:47 xB., BepTuKanbHa NpoeKLis

SOSka Group, Dreamers. 2008
Video, 2:47 mins., vertical projection



['pyna SOSka, «MpiliHnku». 2008
Bineo, 2:47 xB., BepTUKanbHa npoekuis

SOSka Group, Dreamers. 2008

Video, 2:47 mins., vertical projection
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I'pyna SOSka, «MpiitHuku». 2008
Bineo, 2:47 xB., BepTuKanbHa NpoeKLis

SOSka Group, Dreamers. 2008
Video, 2:47 mins., vertical projection




'pyna SOSka, «MpitHuku». 2008
Bineo, 2:47 xB., BepTUKanbHa npoekuis

SOSka Group, Dreamers. 2008
Video, 2:47 mins., vertical projection




Hapogutwcs 3HoB

MeHi BaXKo auxatn
Cepue NOBHO CNbo3y
Hikomy He Bipto

LLlo 6yne 3aBTpa?

CBIT Takuit Yyxui
Tinbku TBOI MpI

HaBuiTb MeHe BUXMBaTH
Binblwe HeMa yoro yekatu
A Tak xouy

Mokaxu Ha wo T 3aaTeH
MopmBuch y BikHO

Lo Take pywa?

XT0 91 Taknin?

XT0 noBipuTb y Tebe?

['pyna SOSka, «MpiitHnku». 2008
Bineo, 2:47 xB., BepTUKaibHa NPOeKLis




To be born again

It is difficult to breathe

My heart is full of tears
| trust nobody

What will be tomorrow?

The World is so strange

Only your dreams

Teach me to survive

There is nothing to wait

| want very much

Show what are you capable of
Look at the window

What is soil?

Who am I?

Who will believe in you?

SOSka Group, Dreamers. 2008
Video, 2:47 mins., vertical projection




[ PYTTA SOSka

Mwnkona PigHWUI / Hapoauscs 1985 poky B Xapkosi, Ykpaina /
2002 — 2008 — XapkiBcbKa fepxaBHa akageMis ausaiHy i mucteuts /
MeLukae B XapKoBi.

aHHa KpiBeHLI,OBa / Hapoannacs 1985 poky B €EBnatopir,
Ykpaina / 2002 — 2008 — XapKiBcbka fiepxaBHa akageMis AusaiHy
i MucTeuTB / Melukae B XapKosi.

Cepri17| Monos. / Hapopwmecs 1978 poky B KoMcoMonbCbKy,
Ykpaina / 1997 — 2002 — XapKiBCbKMWii HaLioHanbHUIA aePOKOCMIYHMA
yHiBepcuTeT / Melukae B XapKoBi.

2005 - B XapkoBi yTBOpunacs ranepes-nabopatopis SOSka, xyfoXXHUKM NpaLooTb pa3oM sk rpyna SOSka.
2007 — nepemoxui Henkel Art Award. BigeHb. ABcTpis.
2008 — xynoxHwvku nporpamu Kultur Kontakt. BigeHb. AcTpis.

BubpaHi BucTaBku:

2008 «New Print Politik: MocTpapsiHcbka Monituka Ta CyyacHe MUCTELITBOY.
YKpaiHCbKUI IHCTUTYT cydacHoro MucTewTsa. Yukaro. CLLIA

«Grabbing at straws». CTygia Guenzani. MinaH. Itanisa

«TpaH3uT». ApT-ueHTp «fA-ranepesa». Kui. YkpaiHa

«CouianbHuii npocTip». MpoekT B Nybi4yHOMy npocTopi. Kuis. YkpaiHa
«Monituka Bynuub». MpoekT «®abpuka». Mocksa. Pocis

2007 «MucTeubkui CBiT». Manepes Feinkost. bepniH. HiMeyunHa

«CninbHoTU. Monope ykpaiHcbKe MUCTeLTBO». [anepes «ApceHan». banoctok. MonbLa

«Critically in between». Cepia BucTaBok nporpamu «Progressive nostalgia». Art-Athens. Adinu. peuis
«Winners of Henkel Art Award». "anepes Art point. BigeHb. ABcTpis

«MpoekT cninbHOT». LleHTp cy4yacHoro MucTeutsa. Kuis. Ykpaita

«[leHepauii UsA». PinchukArtCentre. Kuis. YkpaiHa

2006 «Videoabend». anepes Stadtpark. Kpemc. ABcTpis

«Team colors». Manepes «F.A.l.T.» Kpakis. MonbLa

«HoBi cninbHOTU». KaBka3bka bieHane cyqacHoro mucteuTsa. Thinici. Mpysis

«CTiit! XTo ine?» «3BepeBckunii ueHTp» / [lepxaBHunii ueHTp cyyacHoro MucteyTsa. Mocksa. Pocis
«BoHwu niwnm Ha Bynauui». Cepis nybniyHux 3axoais. Xapkis, Kuis

2005 «Happy birthday!». lanepes «Llex». Kuis. Ykpaita

«XXX». [anepes-nabopatopist SOSka. Xapkis. YkpaiHa
«XynoxHuku SOSku». anepes—-nabopatopis SOSka. XapkiB. YkpaiHa

46



SOSka GROUP

Mykola Ridnyi /Born in 1985 in Kharkov, Ukraine/
2002-2008 — Kharkov's State Academy of design and arts/
Lives in Kharkov.

Ganna Kriventsova /Bornin 1985 in Evpatoria, Ukraine/
2002-2008 — Kharkov's State Academy of design and arts
Lives in Kharkov.

Serhiy Popov/Born in 1978 in Komsomolsk, Ukraine/
1997-2002 — Kharkov's National aero-cosmic University/
Lives in Kharkov.

2005 - created gallery-laboratory SOSka in Kharkov, works together as a SOSka group.
2007 —winners of Henkel Art Award. Vienna. Austria
2008 - artists in residence program by Kultur Kontakt Austria. Vienna.

Selected exhibitions:

2008 «New Print Politik: Post-Soviet Politics and Contemporary Art».
Ukrainian Institute of modern art. Chicago. USA

«Grabbing at straws». Guenzani studio. Milan. ltaly

«Transit». Art-centre «Ya-gallery». Kiev. Ukraine

«Common space». Project in public space. Kiev. Ukraine

«Politics on streets». Project Fabrica. Moskow. Russia

2007 «The Art World». Gallery Feinkost. Berlin. Germany

«Communities. Young Ukrainian art>». Gallery «Arsenal». Byalostok. Poland

«Critically in between». Series of exhibition-program «Progressive nostalgia». Art-Athens. Athens. Greece
«Winners of Henkel Art Award». Gallery «Art point». Vienna. Austria

«Communities project». Centre for contemporary art. Kiev. Ukraine

«Generations UsA». PinchukArtCentre. Kiev. Ukraine

2006 «Videoabend». Gallery Stadtpark. Krems. Austria

«Team colors». Gallery «F.A.l.T». Krakow. Poland

«New communities».Caucasus biennale of contemporary art. Thilisi. Georgia

«Stand! Who goes?» Zverev center / State centre for contemporary art. Moscow. Russia
«They took to the streets». Series of actions in public space. Kharkov, Kiev

2005 «Happy birthday!». Gallery «Zeh». Kiev. Ukraine
«XXX». Gallery-laboratory SOSka. Kharkov
«S0Ska artists». Gallery-laboratory SOSka. Kharkov
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