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LLlo ckoHCTpyMoBaHO cknapHille — isn4Huin BeecsiT um TpaHcdisnyHuin Pogym?
Lle — 3 sIkoro 60Ky AUBUTUCH.

3aKoHU ONTUKM 3pO3yMini: o6 nobauntn cebe, NOAMHI NOTPIOGHE LLOCh, WO 34aTHe Biga3epKantoBaTu.
[opuTbCA BCe — A3epKano, TOHOBaHe CKIo aBTOMOOGINSA, MOBEPXHS JiCOBOro o3epa.

3aKOHU MUCIEHHS SKLLO M NPOCTILLi, TO NuLe iIHCTpyMeHTanbHo. LLlo6 3po3ymitn cebe, po3kogysaTtu
cebe, NoanHI NOTPIGeH Yac: SKLLO NoLacTuTb, TO BUCTA4UTb OJHOMO XUTTA. A A3epkana yv o3epa Aans
Liei pedonekcii He NOTPIOHI: KOXHa NtognHa — cama cobi 03epo. [esKi 3 NOACbKMX 03ep HACTINMbKU MMNOOKI,
Lo 34aTHi BMICTUTK B COOGi LLie 1 MINbHUOHW Yy>XNX NOrnsaiB, fKi LWyKaTb B HUX BignoBsigdi Ha cBoi
3anuTanHsA. LLykaloTb — i, SKLLO NowacTuTb, 3HaxoaaTb.

Benuki O3epa — ocb Lo Bu nobaunte 3apas. Cnpasgi BEJIMKI O3epa, npnyomy He Ha kopgoHi LUTtaTis
Ta KaHagu, a B LUeHTpi eBponericbkoro Kuesa. He meratoHn Bogu, a HenigBnagHi BUMiptoBaHHAM 06'eMu
NOACBLKOrOo (4K, MOXeE, HaBiTb HAAJIIOLACLKOr0) TBOPYOro pecypcey. | AKLLo faneki sogorMmLla 3 ixHiMm
rPOMOBUMM BOAOCMAAaMM YEKaTUMYTb Ha TYPUCTIB | Yepe3 TUCAYONITTSA, TO KOHIrypauis Takux iMeH
36UpPaEeTbCA He LLOAHS.

Tox, He BigBonikanTecs Ha nycte. 3a3upHiTb y Benuki O3epa. MNobayTe Biga3epkaneHHs.
BBIMKHITb pedonekcito.
Jlackago npoLuy,

BikTop MiHuyK



What is composed in a more complex way, the physical Universe or the trans-physical Mind?
It depends from what point of view to judge.

The laws of optics are understandable: in order to see one's self, a person needs something that is
capable to reflect. Anything will do — a mirror, a tinted window of a car or a surface of a forest lake.

The laws of thinking may be simpler, but if true then they are such only in an instrumental sense.

In order to understand one's self, decode one's self, a person needs time: if one is lucky, one human
lifetime suffices. And mirrors or lakes are not needed for this reflection: everyone is inherently a lake.
Some 'human lakes' are so deep that are able to contain millions of views of other people looking inside
for answers to their questions. They are looking and if they are lucky, they will find those answers.

Great Lakes — this is what you will see right now. These are truly GREAT Lakes and moreover, they
are not at the U.S.-Canadian border, but rather in the center of a European city of Kyiv. These are not
megatons of water, rather volumes of human (or maybe even posthuman) creative resource that is not
subject to measurement. While those distant bodies of water with thundering waterfalls will be always
waiting for tourists even in many thousands of years, the constellation of such artists does not come
together every day.

So, don't get distracted by vanity. Look into the Great Lakes. See their reflection. Start off your reflection.

Welcome,

Victor Pinchuk









LleHTp cy4acHoro mucteutsa PinchukArtCentre nosHoo Mipoto BTIfIOE ifeto opraHisadii BUCTaBOK,
BaXX/MBUX AK Ha HaLiOHaNIbHOMY, TaK i Ha Mi>KHapOOHOMY PiBHi, BUCTABOK Cy4aCHOI XyOO0XHbOi TBOPYOCTI.
Konekuis PinchukArtCentre — HoBa npoBigHa Konekuis cy4acHOro MMCTeLTBa, Lo Bigobpaxae nocTinHy
BigaaHicTb LieHTpa KoneKLUioHyBaHHIO Ta NpefcTaBeHHI0 Harkpalnx BUTBOPIB MUCTELTBA.

LleHTp po3noyas 36mpaTn TBOPU MUCTELTBA JIULLIE YOTUPU POKY TOMY i TiNlbKW PiK TOMY BigKpUBCS
Yy CBOEMY HUHILLHbOMY NPUMILLIEHHI. Ane 3a Takuii KOPOTKUI TepMiH LieHTp 3i6paB Halikpatue

3 YKpaiHCbKOro Ta CBITOBOrO MUCTELTBA i, TaKUM YMHOM, CTaB NMpUKNagom AN HacnigyBaHHS ans
iHLLMX CBITOBWX KYNbTYPHUX IHCTUTYLIIN.

Buctaeka Reflection Bkntovae HelogaBHO npuadaHi TBOpU, LLO KPACHOMOBHO AEMOHCTPYOTh AyX

i rMnbuHy konekuii. Po6otn Taknx mutuis, sk Ceprii Bpatkos, Mitep Oowir, Angpeac Nypcki, JemieH
XbopcT, Oxedd KyHe, KpictiaH Mapknen, Takawi Mypakami, Maépiens Opo3sko, ApceH CaBapos, Cem
Tewnop-Byn, Oner Ticton, Bacune Llaronos i MeoTp YknaHcki, 3anoBHUNM pisHi nosepxu LieHTpa.

Omxe, PinchukArtCentre — Lie ocobnuee MmicLe, NPUCBAYEHE 36EPEXEHHIO CyHaCHUX BUTBOPIB MUCTELITBA
Ta ix nokasdy. BnacHe Konekuis Ta TMM4acoBi BUCTaBKM y LIeHTpi gapytoTb BiA4YyTTS piBHOBAru y CBiTi
MUCTELTBa — a BiH OTOYYE Hac He3aneXxHOo Bif, TOro, YW LUYKAEMO MW 3YCTPIYi 3 HUM, Y/ Hi, TOMY LLO
Mawe BCi pedi, CTBOpPEHi II0ANHOI0, HECYTb Ha cobi mevaTb MUCTELTBA B HANLLMPLLOMY CeHci. Konekuis
BiJKpMBae Ham NepcnekTuBy, Aapye 3a00BOMEHHS, HaaMXae Ta gonomarae GinbLl KPUTUYHO NOCTaBUTUCH
[0 CBOiX CMakKiB i cTaHAapTiB iHWKWX. Konekuia Hiby cTBopeHa Ans NOPIBHAHHSA BidyasbHOI YABW HALLOro
yacy 3 iHWuMn. BoHa gae HaMm MOXIUBICTb MMbLLE Ni3HATW BACHY KYNbTYPY | MOPIBHATH ii 3 iHLUIMMMU.

Lli BuTBOPM MUcTeuTBa Habynm HOBOI icTopii TyT, y Kuesi, BigTenep BoHM — yacTuHa LleHTpa, i 6yayTb
e He pas BuctaBnatuca. Konekuis sutesopis mucteutsa B PinchukArtCentre gae Ham MOXNUBICTb
BiOiNTK Big camux cebe, Bif XXOPCTKUX BUMOI po6040ro AHA Ta CBiTY HABKOMO. Y NEBHOMY CEHCI, K
uepkBa abo xpam, uew LieHTp — HoBMI NpuTynok. Tenep BiH NPOMOHYE HaM ansTepHaTUBy NOMyNAPHUM
Ixepenam OpyKOBaHOI NpoayKLUii, peknamu, KiHo Ta TenebaqeHHsi, a iHKONM HaBiTb i30S10€ iX Ta
JonomMarae Ham NocTaBUTY iX Y MEBHUIN KOHTEKCT BiNbLU LLUMPOKOr0 PO3YMIHHS €CTETUKM Ta KyNbTypu.
TyT ngetbca npo Te, Wob nobaynTn i 3Hanome, i HOBE LLMIAXOM, KU MPOSJIE CBITNO HAa PO3YMiHHSA
LbOro CBITY.

MeTpo JopolueHko

Mpe3upeHt
PinchukArtCentre, Kuie

OupekTop
LleHTp cyyacHoro mucteutsa Baltic, Mentcxen



The PinchukArtCentre is committed to presenting exhibitions of national and international importance
that relates to current artistic activity. The PinchukArtCentre Collection is a new and leading collection
of contemporary art, featuring its consistent commitment to collect and exhibit the finest art available.

The art centre began collecting art only four years ago and only opened in its present facility one year ago,
but since that time it has assembled a core of Ukrainian and international art that is becoming a role model
for other global institutions to emulate.

This exhibition, Reflection, includes numerous recent acquisitions that are representative of the collection's
breath and depth. Works by artists such as Serhiy Bratkov, Peter Doig, Andreas Gursky, Damien Hirst,
Jeff Koons, Christian Marclay, Takashi Murakami, Gabriel Orozco, Arsen Savadov, Sam Taylor-Wood,
Oleg Tistol, Vasyl Tsagolov and Piotr Uklanski fill the various floors.

Thus, the PinchukArtCentre is a special place dedicated to the preservation and contemplation of
contemporary work of art. The collection and temporary exhibitions at the centre serve to give a sense
of equilibrium in the world of art - a world which surrounds us whether we seek it out or not, since almost
all things man-made have a dimension of art to them in the broadest sense. The collection offers us
perspective, gives us enjoyment, inspires us, and makes us more critical of our taste and standards of
others. It serves to compare the visual imagination of our age with others, to bring us to know our own
culture more intensively and to compare it with others.

These art works have new history here in Kyiv; they are now part of the centre and will be exhibited

at various times in the future. The collection of art works in the PinchukArtCentre will offer a retreat from
ourselves and from the competitive demands of the workday and the world around us. In a certain sense,
as a church or temple, the centre is a new sanctuary. It now offers us an alternative to popular outlets of
printed matter, advertising, cinema and television, and sometimes even isolates these and helps to put
them into context for us in relation to broader concerns of aesthetics and culture. It's all about seeing the
familiar and the new in illuminating ways.

Peter Doroshenko

President
PinchukArtCentre, Kyiv

Director
Baltic Centre for Contemporary Art, Gateshead
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Buctaeka HoBoi konekuii PinchukArtCentre nounHaeTbca npsmo 3 Bynuui. binsa Bxogy ysary rnsagada
npuBepTae ckynbnTypa 6putaHus EHToHi Fopmni Reflection — gBi ineHTUYHI Ntoacbki nocTaTi AMBNSATLCA
ofHa Ha OfHY Kpi3b BITPUHHE cKno. Lia po6oTa Ayxxe 3puMo Ta NnacTuyHo hoKycye npobremy pedrekcii:
i 3 TOYKM 30pY 30BHILLHBOT, POPManbHOI, WO BIGHOCUTLCA [0 A3epKarnbHO-CUMBOSIYHOT NPUPOAN
MUcTeLTBa, Moro ONTUKKM, | 3 TOYKM 30pY BHYTPILLHBLOI, NOB'A3aHOI 3i 3BEPHEHHSAM CBIOMOCTI Ha cebe,
€aMOCNOCTEPEXEHHAM, aHaNi30M BMACHUX OYMOK i NepexuBaHb.

Mcmxonoria NosicHioe nosiBy pedhnekcii 0cobnmMBUM CNOCOGOM iICHYBaHHSA NIIOAMHW Y CBITi. € 3BUYaiHuii
Croci6 — Konu NofnHa BCA BCEPeanHi XUTTSA B MOFO0 OKPEMUX NposiBax, a He B LiSIOMY, KONW BOHA He
BUKIIOHAETBCS i3 XXUTTA, HE MOXE 3aiHATM Xxo4a 6 NoJYMKM MO3ULiK0 No3a HUM, AN pediekcii Hag HUM.
Opyruin cnoci6é — BnacHe i € pedonekcis. Came BoHa HEMOBOM NepepuBac HenepepBHUN NPOLIEC XUTTS.
JllognHa HemoB6M NOAYMKW 3arMae no3uuito nosa HuM. Lle — meTanosuuis.

Pecbnekcis — ue po3gymm npo CeHc N0OCbKOro iCHyBaHHA Ta Mpo rpaHnYHi NigBanvHu KynsTypu.

3 aHTUYHUX YaciB pednekcis BBaXaETbCA HANBaXMBILLMM 32CO60M CaMONi3HAHHSA NMIOOMHMN, ii pO3BUTKY
Ta BOOCKOHaneHHs. Kniovosa pednekcuBHa noauuis — nepMaHeHTHe BNPOBaXeHHS ifeonorii CyMHiBy

Ta KPUTMYHOI CaMOOLiHKN. Bipycom KpuTnumamy 6yKBasibHO NPOCSKHYTE N CyYacHe MUCTELTBO, LLIO TaKOX
HEBMWHHO NUTAe NPO camoro ce6e, CBOI MOXIMBOCTI Ta MeXi. BigkpnTo abo onocepekoBaHO NOAIGHI
NUTaHHS LWMPAIOTL | B 3anax BMCTaBkM HoBOI Konekuii PinchukArtCentre. CyyacHi MuTLi, Ha BigMiHy Big,
MUHYNOro, BTpaTunn Bipy B MeCiaHCbKe MpU3HaYeHHs MUCTeLTBa, a pedneKkcia ctana 0gHMUM i3 rofloBHUX
MNOro MeTodosor4HNX iIHCTPYMEHTIB.

Pednekcisi, K CBOEPIAHWI MeXaHi3M MOLUYKY, 4O3BOSISE AUBUTUCH HE CTiNMbKM Ha cebe, CKinbkn B cebe —
B MMMNOMHM CBIQOMOCTI, Nif-, Ta HECBIOOME, L0 TaKOX € PO3Ni3HaBasibHOK 03HAKOK MUCTELTBA HOBITHBOIO
yacy.

Y pi3HuX inocodcbknx cuctemax TepMiH pediiekcia MaB pi3HUA 3MicT. Akwo ansa JlenbHiua pednekcia
He LLo iHWWe, fK yBara o TOoro, Lo B Hac BiabyBaeTbCs, TO Ang [erensa — ue TakoX B3aeMHe
BiJOBGPaXeHHs ogHOro B ogHoMy. To6To, B LibOMY BUMagKy AO3BOSIEHO BXE BECTU MOBY MPO MPOeKLito A,
npo «BigasepkaneHe» A, iHWMMK crnoBaMn — Npo pedprekCrBHI BIGHOCUHW i CKNaaHi pednekCmBHi
npouecu Ta mogeni. beacymHiBHO, Taknm npoLecyanbHUM YyTBOPEHHAM € 1 BucTaBka Reflection, ge B cuny
BCTYMNae NPUHUMN NOABOEHOI0, A3EPKASIbHOr0 B3aEMOBILOOPAXKEHHS, MPUHOMY, He JIULLE OQHOro Knacy
«MUTeLb-MUTELb», ane i Knacy «Muteub-rnagay».

JlatnHcbka eTumonoris pedonekcii — o6epHeHHst Ha3ag,. Ane He OAMH MUCNUTENb Bia3Ha4as, Lo pediekcis
CNyrye pyxepesioMm NopofKeHHs HOBUX ifen. Tomy cnif po3pidHATU pedhnekcito dikcyto4dy Ta NPoeKTHY,
[onsa fKoi — MaHidhecTauis HoBOro 6a4eHHs CBITY. TaknuM YMHOM, peddriekcia 3abeaneydye He Tinbku
OCMWCIIEHHSA MUHYIOrO, ane i, Lo 0CO6MMBO LiHHO, — nepeadavyeHHs ManbyTHbOrO.

OnekcaHgp ConoBios

Kypatop
PinchukArtCentre, Kuis



The exhibition of the new collection at PinchukArtCentre starts right from the street. At the entrance to the
art center, the viewer's attention is drawn to a sculpture titled Reflection by Antony Gormley — two identical
human figures look at each other through a glass window. This work focuses the problem of reflection very
visibly and plastically: both from its external, formal point of view related to a mirror-symbolic nature, to its
Optics, and from its internal point of view connected with turning of one's consciousness on itself, intro-
spection and analysis of one's own thoughts and experiences.

Psychology explains that reflection appeared as a special way of a person's existence in the world.
There is a usual way, — when a person is totally immersed into life in its separate occurrences and not in
its whole, when he/she does not get 'switched off' from life, and cannot take at least in his/her thoughts
a position outside of it in order to reflect on it. Another way is actually reflection. It is the reflection that
interrupts the incessant process of life and takes a person in his/her thoughts out of its limits...As if a
person takes a position outside of it. This is a meta position.

Reflection is contemplation on the sense of a human existence and on the ultimate foundations of culture.
Since ancient times reflection has been considered the most important way for a person to attain self-
knowledge, growth and perfection. A key reflective position is a permanent inoculation of an ideology

of doubt and a critical self-evaluation. A virus of criticism literally permeates contemporary art and also
unceasingly questions itself, its possibilities and limits. Such issues wander directly or indirectly in the halls
of the exhibition of the new collection at PinchukArtCentre as well. Unlike their colleagues in the past,
contemporary artists have lost faith in messianic designation of art and reflection has become one of its
main methodological instruments.

Being a peculiar mechanism of search, reflection allows looking not so much at oneself, but rather
inside oneself — into the depths of consciousness, the sub-, and the unconscious, and all of this is also
a distinctive feature of the art of contemporary times.

The term reflection had a different content in various philosophical systems. For example, Gottfried Leibniz
viewed the notion of reflection as nothing other than attention to what is happening inside of us, while
Georg Hegel also saw it as a mutual reflection of one in the other. In this case, we can already talk about
the projection of |, a 'reflected' or 'mirror' I. In other words, this is about reflective relations and complex
reflective processes and models. Undoubtedly, the exhibition Reflection is such a process-like formation
as well, where a principle of doubled, mirror inter-reflection comes into effect and moreover, it is not just

in a notion of 'artist-to-artist', but also 'artist-to-viewer'.

The etymology of the word reflection in Latin is 'turning back'. However, many thinkers used to note

that reflection serves as a source for giving rise to new ideas. So, one should distinguish a reflection that
is fixating and one that is projecting, the fate of which is the manifestation of a new vision of the world.

In this way reflection gives not only an understanding of the past, but also — and this is especially
valuable — an anticipation of the future.

Aleksandr Solovyov

Curator
PinchukArtCentre, Kyiv

15









CEPr/ BPATKOB
SERHIY ERATKOV
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Ceprii BpatkoB Serhiy Bratkov
«XpecHuit xig», 2007 Sacred Procession, 2007
Konboposa dpotorpadis, 100x280 cm colour photography, 100x280 cm
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MopTpeT JleHiHa, Ha sikuin Ceprit BpaTkoB AVBMBCS LLOAHS B LLKOMI, 6yB TakoX MepLuMM NopTpeToM,
AKWIA BiH B3arani no6aqme. Y XyOOXHin LWKOMi, a NOTiM HaB4ar4ynch Ha iHxXeHepa, BpaTkoB 3anmascs
amartopcbkoto oTorpadieto, CTBOPIOKYM NOPTPETU ApY3iB, NOAPYr Ta, HapeLUTi, He3HanoMUiB.

V Tomn Yac pagsaHcbka poTorpadis 6yna HYacTUHOK Aep>XaBHOro anaparty Ta BUKOPUCTOBYBanachb
nepeBaXxKHO Aep>KaBHOK MponaraHaUCTCLKO MaLLMHOW AN AOKYMEHTaNIbHOro 306paxeHHs 3aBofiB
KpaiHu Ta rpomMafcbkux pooit.

BucTtynatoum npoTtu icHytoUnMx o6MexeHb y dpotorpadii, B nidHi 1960-Ti choTorpacm 3acHysanm
«MigninbHUA» pyx y pigHoMy MicTi BpaTkoBa, XapkoBsi. Y pe3ynstaTti Uboro BUHMKNA rpyna «4Yac»

Ta «pagukanbHun peaniam». lpyna aMmiHuna ctaHgapTHe nponaraHOucTCbKe CTaBfeHHA [0 [O3BONEHNX
npegmeTiB, SK apxiTekTypa Ta npaug, a TakoX aTakysana Taki TabyoBaHi npegmMeTu, K Yonosiva
oroneHicTtb. Y 1994-my poui nig HactasHMUTBOM Bopuca Muxarnosa BpaTkoB npuegHaBscs Jo

«[pynu LWBNAKOro pearyBaHHsA», KYNbTYPHO-IHTEPBEHLIOHICTCbKOrO KONEKTMBY, Ta 06'eQHaB CBOI TBOpPHI
3ycunna 3 Cepriem ConoHcbknm Ta BikTopieto Muxannosoto. 13 Toro yacy bpatkoB npucesayye cete
Bigeo, nepdopmaHcy Ta coTorpadii.

BpaTkoB npautoe cepiamn, CTBOPIOIOYM iHAMBIAyanbHI Ta rpynosi hoTorpadii Ta Bigobpaxkatoun Te,

AK MUCTELTBO (PYHKLIOHYE B MOCTPaAAHCbKY 006Yy. BUKopmCTOBYOUM BidyanbHy iKOHOrpadito pagsHCbKOro
coupeaniamy, bpaTkoB 3a40KyMeHTYBaB AEMOHTaX pagsHCbKoro mMidyy. BiH KpUTUYHO nigxoanTb Ao
NOCTPaAAHCHKOT NEPEOLiHKM IDEHTUYHOCTEN, BIOHOCKH i3 HeAaBHIM MUHYNIMM Ta HeNerkoro nepexogy

[0 Kanitaniamy. Po3mipkoByto4un 3a [OMOMOro dhotoanapaTy Haf Cy4acHUM XUTTAM Y KOMULLHbOMY
PapsHcbkomMy Cotosi, 3 ipOHieto Ta HaBiTb YHOPHUM ryMOpPOM BpaTKOB [OKYMEHTYE EKOHOMIYHI Ta NOMNITUYHI
TpaHcdopMalLii, FocTpo 306paxyoyn abCypaHi MOMEHTU MOBCAKAEHHOIO XUTTS Y CYCNiNbCTBI, Ske
nepexmnBae NPUCKOPeHi 3MiHW. Lie KOHTEKCT, B AKOMY Taki MUTLI 9K BpaTkoB BUCNOBMIOIOTE GifbLU-MEHLL
ambiBaneHTHe CTaB/EeHHS | O KOMYHICTUYHOrO MUHYSIOrO, | A0 KaniTaniCTU4HOro TenepiHboro, ake
panToBO BMHUKIIO, i 4O HOBOro hOPMYmOBaHHA HaLioHaNbHUX iDEHTUYHOCTEN.

[Mpavutoroyum B pamkax nepdopmMaTtmBHOI eCTETUKK, dhoToanapaT bpaTkoBa, ik MPOJOBXEHHSA NOro

PYKM, € MOro 3aco60M KOMyHiKauii. Anie noro po6oTy He cnif, po3rnafaaTi NpocTo K AOKYMEHTanbHY.

7K | pagsHCbKi nponaraHaMcT paHHbOro NMOKOMNIHHSA, BiH BUKOPUCTOBYE iHCLIEHOBaHY MaHinynsito.

Moro choTorpacdii, Biaeo Ta iHcTansuii rpatoTb i3 nepexonom Bif, Kiille pagsHCbKOI nponaraHam oo
Mefjia Ta peknamHuMm Kriwe kanitaniamy. lNopTpetn ctepeoTunie, SKi paHille BUKOPUCTOBYBaIUCh AN
AeMOHCTpaUii crnu pagsHCbLKOro pexumy, ckupgarTbes bpaTkoBum ans inoctpadii Moro ineonoriyHoro
Ta maTepianbHoro nafiHHa. BiH dikcye cym, menaHxonito Ta Big4an Lnx repois KOSIMLLHbOrO PEXUMY.
Voro 306paxxeHHs BigflyHHSIM MOBTOPIOIOTb MUHYSE, 3 IKUM BCE LLie HEMae NpUMUpPEHHS. BoHW dhikcytoTb
ctoppeanicTu4Hy noeaito repos gk igioTa.

Cepep HefaBHix pobiT BpaTkoBa € NOpTPeTH, LLIO BUKOPUCTOBYIOTL Bieo Ta doTorpadii nogen Ha
Bigno4unHky. Cepis «be3 Ha3su» (2006) BUKOPUCTOBYE NOMKYy peKknamu s CTBOPEHHS HEBIQMOBIOHOMO
o6pagy nofen B KynanbHUKax, aki 06nmpatoTbCa Ha MacuBHY MICbKy 6yaiBMIO, 06 NPUAHATA COHAYHI
BaHHW Ha CHiry. Ha npotuBary, cepisa «PeniriiiHa npouecis» (2007) € maxe BpyreniBCbKoto penirinHowo
npoLiecieto, BNALLTOBAHOK y 6e3naigHOMY Ta NpuroioMLLNNBO NycToMy nensaxi. [1sa ob6pasu gaTb
3p03YyMITK, AKi Pi3Hi Ta, HANEBHO, CyrnepeYHi cnpobu pobnsATbes, LWo6 NPUMUPUTU MUHYIE Ta ManbyTHe
CxigHoi €sponu.

KeTpiH Benw

20



Cepriit BpaTkoB Serhiy Bratkov
«be3 Hassun», 2006 Untitled, 2006
Konboposa dpotorpadis, 70x180 cm colour photography, 70x180 cm
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The portrait of Lenin which Serhiy Bratkov looked at every day at school was also the first portrait he ever
saw. Subsequently training at art school, then as an engineer, Bratkov followed an interest in amateur
photography, producing portraits of friends, girlfriends and eventually strangers. At this time, Soviet
photography was part of the state apparatus undertaken principally by the state propaganda machine
documenting the state's factories and public works.

Reacting against the existing framework for photography, photographers established an 'underground'
movement in Bratkov's home town of Kharkiv during the late nineteen sixties. What emerged was the
Vremia Group and 'radical realism'. The Group transformed the standard propaganda treatment of
permitted subjects like architecture and labour and it also tackled such taboo subjects as male nakedness.
In 1994, under the tutelage of Boris Mikhailov, Bratkov joined the Fast Reaction Group, an interventionist
collective, with Serhiy Solonsky and Victoria Mikhailova. Bratkov has since been dedicated to video,
performance and photography.

Bratkov works in series to produce individual and group portraits, reflecting on how art functions in

the post-soviet era. Using the visual iconography of Soviet social realism, Bratkov has documented the
dismantling of the Soviet myth. Bratkov critically approaches the post-soviet renegotiation of identities,
the relationship to the recent past and the uneasy transition toward capitalism. Reflecting upon
contemporary life in the post Soviet Union, with a sense of irony and black humour, Bratkov has
documented economic and political transformation, poignantly depicting the absurdities of daily life

in a society experiencing accelerated change. This is a context in which artists like Bratkov are taking
a more or less ambivalent attitude both to the communist past, to the emergent capitalist present and
to the reformulation of national identities.

Working within a performative aesthetic, Bratkov's camera, like an extension of his hand, is his means

of communicating. However, his work should not be viewed simply as documentary. Like the Soviet
propagandists of an earlier generation, he uses staged manipulation. His photographs, videos and
installations play with the transition from Soviet propaganda cliches to the media and advertising cliches
of capitalism. Portraits of stereotypes that were once used to demonstrate the power of the Soviet regime
are subverted by Bratkov to illustrate its ideological and material downfall. He captures the sadness,
melancholy, and despair of these heroes of the regime past. His images echo a past not yet reconciled.
They capture the surrealistic poetry of the hero as idiot.

Bratkov's recent work includes portraits using video and photography of people at leisure. Untitled (2006),
uses the logic of advertising to produce an incongruous image of people in swimwear leaning against a
massive urban building to sunbathe in the snow. In contrast, Religious Procession (2007) is an almost
Brueghelian religious procession set in a stark and overwhelmingly empty landscape. The two images give
a sense of how different and perhaps contradictory attempts are being made to reconcile the past and the
future of eastern Europe.

Katharine Welsch
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EHTOHI FOPMJII
ANTONY GORMLEY
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EHTOHI FopMmni

TemsiHe csiTno, 2007

®dnioopecLieHTHe CBITNO, YAAPOCTIiKe CKMO i3 HU3bKUM BMICTOM
3ani3a, ynsTpasByKOBi 3BOMOXKYBa4i NOBITPA, anoMiHii, Boga
320 x 978.5 x 856.5 cm

Antony Gormley

Blind Light, 2007

Fluorescent light, toughened low iron glass,
ultrasonic humidifiers, aluminium, water
320 x 978.5 x 856.5 cm
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EHTOHI TopMIi, IKMIN BBaXAETLCA (DirypatMBHUM CKynbntopom 3 1980-x, 3aCTOCOBYE paavKasibHUiA

i BiABepTUM nigxig, choKyCcoBaHU Ha NOACHKIN (birypi, nepeBaxHo Ha CBOEMY BiacHOMY Tini. [Npu ubomy
Moro ckynbnTypy B OAHIN cepii BiAPI3HAIOTLCA OAHA Bif OAHOI B 3aN1eXHOCTI Bifi CBOro po3TallyBaHHs

B apXiTEKTYPHOMY Y1 iHLLOMY NPOCTOPI. IHXeHep 3a OCBITOK, MUTELb 3aBXAW LIiKaBMBCSA aHTPOMOJIOriE
Ta Haykamu - gucumnniHamu, ski BiH iHTerpye B CBOIO TOYHY Ta BUMOMNNBY XYAOXHIO poboTy. [MpoTarom
25 poKiB MUTELb BUKOPUCTOBYE CBOE BMIACHE TifNlO Ik OCHOBHMI MOTUB B CBOI po60Ti. Byoyun maTpuuero
Ta TOYKOIO BigMpaBKuM ANs BCiX MO0 CKyNbNTyp, Le TiNo CTBOPIOE OCHOBW, Ha SKMX BYyOyETbCS MOro
MUCTeLTBO. HaB'adyroum 3adpikcoBaHy Ta TUNOBY irypy, BiH 6yaye BCO CBOK pO6OTY HA OCHOBI NMOBTO-
PEHHSA Uil hopmK y CNiBBIAHOLLEHHI [0 apXiTEKTypy Ta rPOMaACbKMX NPOCTOpIB. 0N MUTUA TiNo Takox
€ 0OXiAHUM LLUNIAXOM MPOSBUTU Halle CTaBfIEHHSA O CMepTi, Yacy Ta nam'aTi, a TakoX ifeHTUYHOCTI,

cTati Ta cunu. 9k ctatmyHa Ta 3adiikcoBaHa NPUCYTHICTb AN HUHILLHBOMO TUCAYOMITTS, LA HEMOGiNbHa
nocnifoBHICTb HabyBae CBOro poAy BiACYTHOCTI Big4yTTA Yacy, BNUcaHoi B nensdax. BpewwTi-pew, pob6oTa
opmMni BUKOPUCTOBYE CBIil BNaCHUA JOCBIA, 9K 06'€KT, maTtepian, iIHCTPYMeHT Ta cy6'eKT... [nsa Fopmni akT
6€e3KiHEeYHOro NOBTOPEHHS TiEi camoi hopMu cnpusie BTpaTi aypw, i Lie npeacTtaBnse BeHbAMIHIBCbKY
npo6ieMy OpuriHanbHOCTi TBOPY B OOy MEXaHiYHOro penpoayKyBaHHs. 3BifIbHMBLUW TBIp Big aypu
MUCTeLTBA Ta BCi€i MaHipHOT BUTOHYEHOCTI, BiH MOXe NTerko CKOHLEHTPYBaTMCb Ha iHwoMy. Came

B TaKOMy CeHCi poboTu/iHcTansauii nig Hassow «IHwe Micue» 06'egHytoTb 100 MaXe iGEHTUYHMUX CKYnbI-
TYp, PO3CTaBfeHNX 06M44sMM 0 Mopsa Ha nnsxi B Kpoc6i. AGo 6inblLU HELLOfAaBHIN Npuknag — poboTa
«[opn30oHT nopgin» B JIOHOOHI, Ae MuTeub po3TallyBas 31 dirypy Ha gaxax 6ygisenb MicTa, rpato4ncb

i3 LM NOBTOPEHHAM, LLI06 OOCATTM MacoBOro BUPOOHULTBA Ta, B PELLTI peLuT, NeBHOI abcTpakLii.

Onsa Mopmni Tino HabyBae 6iNbLLOr0 3HAYEHHS AK IHCTPYMEHT AN BUMIpOBaHHSA NPOCTOPY, HiX NPOCTO

AIK OCHOBa Ansa irypatnBHMUX CKynbnTyp abo MOHYMeEHTIB. Y cucteMi F'opmni rmagay 4acto OTO4EeHUI
po6oTamu, fKi OMBNATLCSA HA HbOro/Hei. TyT, y Takih KOHPPOHTALi 4BOX CBITiB, PO3rNa4aeTbCsa cam
rnagad.

Onsa suctaekm B PinchukArtCentre muteub npegctaBnse aHcamb6nb pobiT, AKi 3anpoLUyoTs Ao
MeguTauii Ta pednekcii. PostawiosaHa 30BHI, 6ina Bxogy A0 LEHTpy MucTeuTsa, poboTta Reflection,

Lo BNacHe i HafixHyna Ha Ha3By HUHILLHBOT BUCTaBKW, BiTA€ BifBiQyBayiB i MPOCTO NEPEXOXKUX.

Lia ckynbnTypa cknagaetbca 3 ABOX TiN, AKi AMBAATLCA OOMH Ha OAHOro Kpi3b BikHO. Reflection nigHimae
NUTaHHS NOABIMHOCTI Ta 3Ha4YeHHs A3epkana. Po6otn «O6'eMHa xMapa» Ta «3MIHEHHS NO3WN — PyKK Ta
HOrM pa3om» NPeACTaBNATb ABi (hOpMU, L0 € TUMOBMMW OJ1s1 TBOPHOCTI MUTLA Ta sKi BiH po3pobnse

Y BENUKIN KiNbKOCTI Cepivi CBOIX POOBIT.

HapeLwuTi, B KiHUi BUCTaBKM iHCTansauia «TbMsHe CBITNO», BrepLle NnpeacTaBneHa y HOBIV BepCii

3 TOro yacy, konv 6yna BCTaHOBNeHa B ranepei «Xensopg», 3anpoLlye rnsgada BTpatutun cede y ryctomy,
CcYpoMy, BiQYYTHOMY Ha OOTUK TymaHi. HaTxHeHa apxiTekTypoto bayxaycy, ua apxitTekTypHa cnopyaa,
0QHO4acHO MpocTa Ta cknagHa, 3pobrieHa 3i ckna, MeTtasny Ta napu, yTBOPKOE CBOr0 POAY CUHTE3 3aHATb
muTudA. Cnpaegi, Fopmni i3 camoro noyartky npusabsoBas nepdopmaHc, ane BiH He POGMB HiHOro,

Wo6 ny6nivyHO BnawTyBaT Moro. A 3 po6oToto «TbMsIHE CBITI0» cama ny6nika NepeTBOPHETLCSA Ha
aKTopiB. «TbMsAHE CBITNO» Hafae rnagady MOXMBICTb NEPEXUTU OOCBIA 3HUKHEHHSA CBOro Tina,

Moro BUNapoByBaHHA Ta Aemarepianisaujii, B TOW 4ac fK BCi po60TU MUTLIA 3aCHOBaHI Ha Tini Ta noro
mMaTepianbHOCTI. Lle MmakcumanbHo ebekTMBHA Ta ekcrepyMeHTasnibHa MaHepa norpatu 3 NPUCYTHICTIO

Ta BiACYTHICTIO ab0 HaBiTb 3 KOHpirypauieto Ta abcTpakuieto.

Knep Ctebnep
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EHTOHI FopMmni

TbmsiHe cBiTno, 2007

®dnioopecLeHTHe CBITNO, YAAPOCTIiKe CKMO i3 HU3bKUM BMICTOM
3anisa, ynsTpasByKOBi 3BOMOXKYBa4i NOBITPA, anoMiHii, Boga
320 x 978.5 x 856.5 cm

Antony Gormley

Blind Light, 2007

Fluorescent light, toughened low iron glass,
ultrasonic humidifiers, aluminium, water
320 x 978.5 x 856.5 cm
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Treating the body not as a thing but as a place, the British sculptor, Antony Gormley deploys since the
1980s, a radical and head-on approach centered on the human figure, principally the body, in which the
titles refer to architectural spaces. A former student at the Slade School of Art, the Central School of Art
and the Goldsmiths College in London, the artist has always been interested as well in architecture,
anthropology and the sciences, disciplines that he integrates in his precise and demanding artistic work.
For 25 years, the artist has used his own body as the principal motif in his work. This body as matrix and
point of departure for many of his sculptures has generated the foundations on which his art is constructed.
Imposing a fixed and generic figure, he builds all of his work out of the repetition of this form in relation to
architecture and public space. For the artist, the body is also a circuitous means of evoking our attitudes
about death, time and memory as well as identity, sex and power. A static and fixed presence for millennia,
this immobile consistency acquires a kind of timelessness inscribed in the landscape. Gormley's work
ultimately uses its own experience as object, material, tool and subject...For Gormley, the act of infinitely
repeating the same form contributes to the loss of aura and this poses the Benjaminian issue of the
originality of a work in the "Age of Mechanical Reproduction”. Relieved of the work of art's aura and of all
preciousness, he can easily concentrate on other things. It is with this aim that the installation Another
Place unites some 100 almost identical sculptures on the facing the sea on the beach in Crosby. Or more
recently, Event Horizon, in London, where the artist displayed 31 figures on the roofs of the city, thereby
playing with this repetition in order to approach mass production and ultimately a certain abstraction.

For Gormley, the body becomes an instrument for measuring space more than the basis for figurative
sculpture or monuments. In Gormley's system, the spectator is often surrounded by works that are
looking at him/her. In this confrontation of two worlds the viewer is here viewed.

For the exhibition at the PinchukArtCentre the artist presents an ensemble of sculptural works inviting
meditation and reflection. Situated outdoors, at the entrance of the art center, the work Reflection, which
inspired the exhibition's title, welcomes visitors and people simply passing by. This sculpture is comprised
of two bodies that face each other through a window. Reflection questions the idea of the double and the
arena of the mirror. Quantum Cloud XXXV and Resolution | take up two forms typical of the artist that he
develops in within a vast series.

Finally, at the end of the exhibition, the interactive installation Blind Light, presented in a new version for
the first time since it was installed at the Hayward Gallery, invites the spectator to lose himself/herself in a
thick, damp and tactile fog. Inspired by Bauhaus architecture, this architecture, simple and complex at the
same time, made of glass, metal, steam and water, constitutes a kind of synthesis of the artist's preoccu-
pations. In fact, Gormley has been attracted from the beginning by performance without having taken the
step of going public with it, and with Blind Light the public is transformed into performers. Blind Light offers
the experience of the figure's disappearance, its evaporation, and its dematerialization while all the artist's
works are based on the body and its materiality. An immersive and experimental manner to play with the
presence and the absence, or even figuration and abstraction.

Claire Staebler
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EHTOHI Fopmni Antony Gormley
«06'eMHa xmapa XXXV», 2001 Quantum Cloud XXXV, 2001
npyT¥ 3 HepXaeito4oi cTani, stainless steel bar

241x163x164 cm 241x163x164 cm 29



EHxToHI Fopmni
Resolution |, 2006
6n0KM 3 M'AKOI cTani.
191x45x34 cm

Antony Gormley
Resolution |, 2006
mild steel blocks
191x45x34 cm
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Feeling Material XXIV, 2005

Antony Gormley

«YyTtnunenn matepian XXIV», 2005

ExTOHI Fopmni

6 mm square section mild steel bar 31
205x280x195 cm

6 MM KBagpaTHWI nepepis, M'sKi cTanesi npyTy,

205x280x195 cm
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EnToHi Fopmni Antony Gormley
Reflection, 2001 ~ it Reflection, 2001
[OBa YaByHHi NOACHKI Tynyou, t- two cast iron body forms

191x68x37 cm 191x68x37 cm







AHOPEAC I'yPCKI
ANDREAS GURSKY
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Anppeac N'ypcki
«[OHKOHT, LLlaHxancbkuii 6aHK»,,
KONMbOPOBUIA ApyK, 220,2x170,2 cm

Andreas Gursky
Hong Kong Shanghai Bank, 1994
c-print, 220,2x170,2 cm
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Taki chotorpadpii AHgpeaca lypcki, ik «99 LeHTiB» — 3 MOHYMEHTarnbHO PO3ropHYTUMMK Ha TPpU METpU
3aBLOBXKM MONUUAMK CyrnepmapKeTy, — Yac Bif Yacy AarTb NpUBIL COLianbHO aHraXoBaHin KpuTuui
3BUHYBa4yBaTW NOro B «noeTusauii» rnobanbHoro Kanitaniamy. Yp6aHicTuyHi naHawadT meranornicis,
3NOMKM AKUX BedyTbCA 3 BEPTONbOTIB i MNiANOMHMX KPaHiB, aCcoLilOI0Tb i3 BCECBITHBOK EKCMaHCIieo
kanitany. Ane Take niBO-MapkCUCTCbKe TPaKTYBaHHSA He Tak BXe 11 fobpe CniBBigHOCUTLCS i3
IHTEHLIHICTIO XyQOXHUKA. $IK cnocTepirad BiH 3anMae no3uLito MakCUManbHOro AUCTaHLUiIOBaHHS,
«BYTTA-N03a-CBITOM». ICHY€E KynbTyponorivyHa rinote3a naHopamMHoro 6a4eHHs Muxanna AMnonbCbLKOro,
AKWUIA CTBEPAXYE, WO noynHaroum Big 19-20 cToNiTTa 3MIHIOETLCA caMa MOAesNb CIPUAHATTA QINCHOCTI.
PauioHanbHWin cy6'eKT NepeTBOPIOETLCA Ha crnocTepirada, kUM i € KynsTypHUM repoeM HaLLoro 4acy.
Vomy nputaMaHHe meTa-6a4eHHs, AKe akTyanidyeTbCsa TOAI, KONMN 3HMKAE YiTKa iepapxid, Lo BNopagKoBye
CBIT. Konu AifcHICTb BNpUTYN HabMXaeTbCa XaoCOM HEBMUHHOIO MOTOKY BidyanbHUX 06pasiB, BUHMKAE
HeOoO6XiOHICTb B OCOGMMBO FOCTPOMY, CYy6'€KTMBHOMY H6a4eHHi, B NnaHOpaMHil CBIZOMOCTI, AKa He
BiJOKPEMIIIOE CYTTEBOIO B HECYTTEBOrO, AeTanewn Bif Uinoro. MNypcki ycnilHO BUpILLYE AemiypriyHe
3aB[aHHs BiOHOBIEHHS LiNiCHOI KApTUHW pearnbHOCTI — 3a Lo NOro N Ha3nBarTb «OKoM Borax...

Lle BinbyBaeTbCs, NapafokcanbHUM YMHOM, 32 PaxXyHOK 3HULLIEHHS NepcnekTnamn — 'ypcki po3roptae
306paXKeHHs Ha NMOLLMHI, N036aBNsA4YM NPOCTIP OQHOMO, a TO 1 ABOX «3anBuX» BUMIpIB. DoTorpadil
CTBOPIOKOTLCA 3@ JOMOMOIro KOMM'IOTEPHOrO MOHTaXY 3HIMKIB, 3p06JIeHMX 3 Pi3HUX paKkypciB. NMaHopamHi
BMAW He BOAETLCA BiALUEHTpyBaTW, NobyayBaTn OOBKOMA LIEHTPasIbHOr0 NPOMeEHSs NiHIMHOI NepcneKTnau,
X MOXHa NnLle «3LWKTK» i3 PIBHUX dparMeHTiB OINCHOCTI. Ane BUABUTU BTPYHaHHS XYOOXHUKA Y Xif
peyer HeNpoCTO, BiH CTAPaHHO MAacCKye YCi «LUBW». TaknMin NpuxoBaHWUi POTOMOHTaX, BipTyo3Ha
"tboTonnactuka" B guritanbHy Jo6y cArae BUCOT, ki BaXKO 1 yaBuTU. DoTokonaxi MNypcbki BabnsTe
NOABIVHOIO EKCNO3ULELD: HE3BaXKAKO4M Ha iX rineppeasnbHiCTb, MU HE BIpMMO 04aM CBOIM, HE BipUMO, O
nepen Hamu MexaHidHa penpeseHTauis AiINCHOCTI, a He diKuid, (aHTOM. XYLOXHUK cneumdidyHUM YYHOM
TpaHCLeHAye peanbHiCTb, (DOPCYHOUM | 3aroCTPIOYN Lie Big4yTTs NepLuenTUBHONO HOHCEHCY: KpaeBman
a60 30BCiM No36aBneHi NoACbKOI NPUCYTHOCTI, 260 NIOACLKUIA NOTIK 3anmnBae ix, K uyHami. o cyTi,

Le ofHe 11 Te caMe, agxe noanHa Hige Tak He BigvyBae meTtadianyHe BigUyXeHHs, K y HaToBni.

IHOA 06pasn MakTb NPOCTO 3aBOPOXYHHE—NYHATUYHUA BUrMAL: XYLOXKHUK CMOTBOPIOE NEPCNEKTUBY
«OcTtposiB [xerimca BoHpa», siki Hacnpaegi € 4EKOPATUBHUM «CafloM KaMeHiB», HACTifIbKWU CMINnBO,

Lo uen «apxinenar» nagae y KocmidHy 6e304Hto 6ina nepefHboro Kpato ¢oto. Mu Hibu nponitaemo

Haf HMM YBi CHi Ha LLaneHin LWBMAKOCTI, 6eHTeXa4nch BiguyTTAM gexasto. [laHopamHi 06pasun 3aBxau

€ MHEMOHIYHMMU, MOB'A3aHUMU i3 3arybneHumu cnoragamu. lNornag 6nykae y npocTopi, 4OKK He
3yCTpivaeTbCs HapeLUTi 3i «3HanOMUM HE3HANOMUM> ...

®doTo Nypcki € Hag3BMYaiHO BUOOBULLIHUMM — B LMX «MediakapTUHax» KOSIOpUT, KOMMNO3MLs Ta iHLLUi
HIBUTO «MOparnbHO 3acTapifi» eCTEeTUYHI KaTeropii, NoB'A3aHi i3 AKICTIO TBOPY MUCTELTBA, BUXOAATb Ha
nepLummn nnax. «B doTtorpadisx MNypcki, — Ak nomiTne AHApPIN POMEHKO, — YuM dani, TUM sickpasiLle
BUABNAETLCA BUOOBULLHICTb. XYOOXHMK NOBeEpTae i3 HeOYTTa Marxe 3abyTui, BUTICHEHUA y cdhepy
NOBCAKAEHHS BUA eCTETUYHOro 3af0BOMEHHS — 3a[0BOMEHHS Bif CNOrnsgaHHa BENIMYHOro naHawagry,
He CTiNbKM HaBIiTb MICbKOI0, CKiflbkM MPUPOAHOro, B AyCi poMaHTuKIiB. PO60TH MNypcKi HaragyoTe naHopamum
Kacnapa [asiga ®pigpixa...» Big yacy TpiymdansHOro npocysaHHs €BpOno MOAWM Ha naHopamu i 4o
CbOrOHILLHIX 60EBUKIB HAMEMEKTHILLMMW BUOOBULLLAMM | TOA), | TENep BBaXKanuCb KaTakniaMu, pynHiBHI
CTUXii, BOEHHI 6UTBW. ['YPCKi 3HAX0ANTb apeHn CTUXIN NPOCTO y Meranosicax, noan LikasnsaTe NOro,
BflaCHe, TeX AK CKYMYeHHs eHeprin, K Bug y uinomy. Bokcepcbkuii ABo6in Ha dotorpadii «Knnyuko»
TUMNOBUI B LbOMY CeHci — lNypcki dhikcye HaToOBM, WO AMXae, K eauHuin opraxism. bipxi, love-napagu —
Hangope4Hiwow TyT 6yae meTadopa No4CbKOro Mops, WO NOCTIMHO XBUIMKOETLCSA, 60, 3a clioBamMu
PonaHa BapTta, npvpoga cborofHi — ue MicTo...

BikTopia Bypnaka



Anpgpeac 'ypcki
«OcTpie Oxenmca BoHpa I», 2007
KONbOPOBUI ApYK, 307x223,6 cm

Andreas Gursky
James Bond Island I, 2007
c-print, 307x223,6 cm
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From time to time such photographs by Andreas Gursky like the one titled 99 Cents, which shows supermarket shelves
that are monumentally expanded three meters lengthwise of the size of the photograph, give socially biased critics rea-
son to accuse the artist of 'poeticizing' global capitalism. Urban landscapes of metropolises that are photographed from
helicopters and cranes are associative of the global expansion of capitalism. However, such a left-wing Marxist
interpretation does not relate that well with the artist's intentions. As an observer, he takes the position of maximally
distancing himself, the position of 'existence-outside-the-world'. A hypothesis of panoramic vision offered by Mikhail
Yampolskiy in the realm of cultural studies asserts that starting from the 19th-20th centuries, the model of perception

of reality itself has been changing. A rational subject transforms into an observer who himselffherself is a cultural hero
of our time. Meta-vision pertains to him/her and this meta—vision is actualized when a distinct hierarchy, which regulates
the world, disappears. When a reality comes close with its incessant stream of visual images, then a certain necessity
arises for particularly acute subjective vision, for a panoramic consciousness that does not separate the essential from
the unessential and details from the whole. Gursky successfully resolves the demiurgic task of restoring the integral pic-
ture of reality. The artist is also called 'God's eye' for this...

Paradoxically, this happens by means of destroying perspective — Gursky expands an image on a plane and deprives
the space of its one or even two ‘'extra’ dimensions. His photographs are created with the help of computer arrangement
of shots taken from different camera angles. It is not possible to center panoramic views, to create them around the cen-
tral line of linear perspective. One can only 'sew' them together from different fragments of reality. However, it is not easy
to reveal the artist's intrusion into these things, since he diligently disguises all the 'seams'. Such hidden photomontage
and consummate ‘photographic flexibility' reach such heights in the digital era that are even hard to imagine. Gursky's
photo collages are attractive for their double exposure: despite their hyper-real nature, we do not believe our own eyes
that we are seeing a mechanical representation of reality and not fiction or some phantom. In a certain specific way, the
artist transcends the reality by forcing and sharpening this feeling of perceptive nonsense: landscapes are either totally
deprived of people or crowds of people flood them like a tsunami. In essence, these two situations are the same, since
nowhere else does a person feel his/her metaphysical alienation so strongly as when they are in a crowd. Sometimes
his images have a mind-bending moonstruck view: the artist distorts the perspective in his series of photos titled James
Bond Island, and that island is, in fact, a decorative 'rock-garden’. He distorts the perspective so boldly that this 'archipel-
ago' falls into a cosmic abyss near the bottom part of the photo. As if we, being confused by a feeling of deja vu, are fly-
ing above this archipelago in our dreams. Panoramic images are always mnemonic and related with lost recollections.
A viewer's look wanders in a space until it finally encounters ‘the familiar unknown'....

Gursky's photos are extremely spectacular — coloring, composition and other seemingly ‘morally outdated' aesthetic
categories, which are related with the quality of a work of art, play a priority role in these 'media paintings'. As Andrey
Fomenko noted, "The more you explore Gursky's photographs, the brighter and brighter does their spectacular nature
reveal itself. The artist brings back from non-existence some kind of aesthetic pleasure, which is almost forgotten and
dissolved in everyday life. That pleasure comes from contemplating a majestic landscape and not so much from viewing
a city landscape, but more from viewing a natural one created in the spirit of romanticism. Gursky's works are reminis-
cent of panoramas by Caspar David Friedrich..." Starting from the time of Europe's triumphant promotion of popularity
for panoramas and up to blockbusters of our time, cataclysms, destructive elements and war battles have been consid-
ered now and then as the showiest sights. Gursky finds arenas of elements simply in metropolises. Actually, people also
interest him as an accumulation of energies, as a kind of species. A boxing match in his photograph titled Klitschko

is typical in this sense. Gursky captures the crowd that is breathing like one body. Stock exchanges, love parades — here
a metaphor of a sea of people, which is constantly rolling, would be the most suitable, since today, according to Roland
Barthes, nature is a city...

Viktoriya Burlaka

38



Anppeac Nypcki
«OcTpie Oxenmca BoHga Il», 2007
KONbOPOBUI ApYK, 307x223,6 cm

Andreas Gursky
James Bond Island II, 2007
c-print, 307x223,6 cm
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Angpeac Nypcki
«QOcTpis Oxeirimca Bonga lll», 2007
KONMbOpOBWI ApyK, 307x223,6 cM

Andreas Gursky
James Bond Island Ill, 2007
c-print, 307x223,6 cm (incl. frame)
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«KamiokaHge», 2007
konbopoBa oTorpadis, 228,2x367,2 cm

Anppeac Nypcki
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colour photography, 228,2x367,2 cm



Anpgpeac 'ypcki Andreas Gursky
«Knnyko», 1999 Klitschko, 1999
Konboposa chotorpadis, 207x277 cm colour photography, 207x277 cm
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Anppeac Nypcki Andreas Gursky
Loveparade, 2001 Loveparade, 2001
konbopoBa oTorpacis, 94,5x187,5 cm colour photography, 94,5x187,5 cm
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Anpgpeac 'ypcki
«99 ueHTiB», 1999
KonbopoBa goTorpadis, 207x337 cm

Andreas Gursky
99 cent, 1999
colour photography, 207x337 cm
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Anppeac Nypcki Andreas Gursky
«CTeiTBin, InniHonc», 2002 Stateville, lllinois, 2002
Konboposa gpotorpadis, 207,5x307 cm colour photography, 207,5x307 cm
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MITEP AOWr
PETER DOIG
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Mitep Jonr
«[locTaTb y ripcbkomy newisaxi», 1997-1998
nonoTHo, onis, 289x200 cm

Peter Doig
Figure in Mountain Landscape, 1997-1998
oil on canvas, 289x200 cm
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«Mae 3Ha4eHHs nunLue Ta AiACHICTb, iKY MOXHAa No6a4nTH i3 3ansioLLeHMn o4nmMar»,- poboTtu lMitepa
[ownra 3amyLUytoTb 3ragaTu Lj cfioBa OCHOBOMOSIOXHMKA MeTadianyHoro xusonucy . Oe Kipiko... Jowvr
Hapogwmecs B EQiHOYpP3i, 6inbLUy YacTUHY AUTUHCTBA NpoB.iB B TpiHidaai Ta KaHagi, oTpumas CTyneHi

B LWkoni mucteuts CeHT-MapTiH i LLkoni mucTeuTts y Yenci i goBrun 4ac xme y JIoHOoHi, a B 2002-my
3HOBY MOBEPHYBCA 3 poauHoto B TpiHigad. MaHgpiBHe xutTa mix LLoTnaHgieto, KaHagoto, Kapnbamun
BMJIMHYNO Ha MOro KOHLUENLito Nemsaxy - K Takoro cobi HOCTanNbri4HOro «XXMBOMUCY MiCLS», LLO TICHO
nos'a3aHe i3 Nam'aTTio AMTUHCTBA | cnoragamu. Micug, 3a cnoBamMun XyQOXHUKA, HAacnpasgi «HeICHYH40ro»
— CXOBaHKM, KyOu MOXHa BTEKTU Bif peanbHocTi. BiH nuwe «igeanbHi cBiTn» (Ha3Ba BUCTaBKa B
KyHcTxanne y ®paHkypTi, B AKii XyAOXHUK 6paB y4acTb) B pycsli HOBOrO CMMBOSII3MY Ta eckaniamy.

| [oBOOUTB, O CMMBOSICTCbKE «KPefo» MOLUYKY YSBHOMO pak, «4oroch, L0 BUrNAAae Tak, Hibu TBos
aylia», HIKONM He BTpaTUTb akTyanbHOCTi. CIOXETN NOro «BimtoAHULBKMX>» TBOPIB AOCUTb NPOCTI:

AK NPaBuIio, 306pa)KeHO OMHOKOrO MaHAPIBHMKA, LLO LLyKae caMoro cebe y nycTeflbHOMY nemnsaxi.

B ubomy ceHci aBTopcbKOi ikoHorpadii «[Moctatb y ripcbkomy nernsaxi» Burnagae Tunoso. BoHa Buknvkae
BiQ4yTTs MeTai3n4HOro Bifyy>XEeHHsI, CaMOTHOCTI NMOAMHN Y BCECBITI i, BOAHOYAC, CBIQ4MTb Npo 1i
cniBy4acTb B YCbOMY, LLIO BiAGYBAETLCA - LLIOCh HA KLITANT «eeKkTy MeTenukar... JlioguHa, o6nm44s aKoi
NMPUXOBYE KamLLIOH KYPTKW, CMAWTL Haf MPOBanisaM Ha BEpLUMHI ropu. HeMoXnvMBo Bragatu, XTo € Len
«OyX MicLs», KU BiOBEPTAETbCS, YHUKAE KOHTaKTY. [1pOCTOPOBI CNiBBIAHOLLEHHS NIOAMHN | Nen3axy
TaKOX OEe30PIEHTYIOTb Msafada — B CHOBMAHOMY CBITI GinbLUe He AitoTb aHi cuna TAXIHHS, aHi 3aKOHU
nepcnekTuBW. TeMHa i, B TOM Xe 4Yac, Npo3opa —3[0aeTbCs, KPi3b Hel MpocBivye He60, NocTaTb-NpuBIg
NEeBIiTye, 3aBMcae B NOBITPi HAaL CAYUMU CHDKHUMU BepLUMHaMU. BpaxkeHHA HepeanbHOCTi 3aroCTPeTbCA
TUM, Wo [ovr Kynstneye cneumndiyHnin rantiouMHaTOPHUIA ehekT, KONMN KapTUHKa € HEeYITKOK, KOHTYpU
06'eKTIB TaHYTb HiIBM B paHKOBOMY TyMaHi... Liumun nepuentTmBHUMM 3609MU XYOOXHUK CUMYIIHOE

«HaiBHe» 6a4eHHs OMTAY0ro MantoHka abo HeonpuMiTMBy. B iHLLIMX MOro po6oTax, HaceneHnx XMMepHo

i CTapOMOLHO BOPaHUMU «NANbKamMu» B SKOCTI cTadaxy, s CTUNICTMKA HEONPUMITUBY BUSBIAETLCA

e ficKpasiLue...

7K KOXXEH XYAOXHUK-«MHEMOSIHICT», [JoWr NOCTINHO NpaLtoe Hag ynopsaKyBaHHAM CBOro apxisy,

LLIO CKNafaeTbCs AK 3 BNACHUX, TaK i aHOHIMHUX, HiYniHMX crnoragis. OkpiMm doTorpadilt BiH BUKOPUCTOBYE
intocTpadii i3 XypHanis, 06knaaMHK1 QUCKIiB, Kagpw i3 dinbMie —3a npasunamMu NnocTMeginHoi gobum
pacpiHoBaHi iHTpOCMeKLii Han4acTille HapOKYTbCA i3 BUNaAKOBOro BidyanbHOro MOTIIOXY, WO NigKMaoae
mac-mepgia. Tak, Hanpuknag, «bine kaHoe», Lo BCTAHOBWUIO Ha MUHyNoMy CoT6ici 10-T MinbAOHHWI
«pekopn», 6yno CTBOPEHO 3a MOTMBaMM Kaapy i3 ginbMmy xaxie «[M'atHuuyg, 13»... VY [onra metopg,
MariyHoOro NepeTBOPEHHS AINCHOCTI — MOro TBOPHICTb YaCTO acoLiloloThb i3 HANPSAMKOM «MariyHoro
peaniamy», — 6a3yeTbCs Ha NpaBuUIbHOMY BUOOPI «KStoYa». ABO X «KapTu», K BiH caM ii Ha3vBae.
3-nomix ycix iHWnx BiH obupae came Ty choTtorpacito, ska 3gatHa po36yauTin 3acHyni cnoragu, ctatm
NPOBIAHWKOM Y LiNCHICTb, B iKY BiH X04e NPOHMKHYTU. PoTorpadcia Mae Bignosigaty cneumgidyHomy
KpUTEpIto JOCTOBIPHOCTI, TOO6TO, BUKNUKATK eheKT gexanto. XyQoXXHUK 3ragye, Lo Noan 4acto
3ayBaXxylTb MOMY, LLIO MOro KapTMHU HaragyroTb MicUsA NOAIN i3 dinbMiB | KHUT. Ane Tak, K B XXUBOMUCI,
Len CBIiT 6e3KiHeYHMX BigoOpaXKeHb i aHanorin, Wo 6eHTexarb Hac, CUMBOMIYHO 3aLuMpoBaHMX MicCLb
He MOoXe mMaTepianidyBatuch 6inbLU Hige. «B XnBonuci € Wwocb OCHOBOMOMOXHE, LLOCh, L0 NOB'A3aHO

i3 MOro matepianbHiCcTto... KapTWUHM € NOBHICTIO HEMIHIBICTUYHUMW. HeMae XXO0[HOI TEKCTOBOI MiATPUMKM
TOMYy, WO BM 6a4uTe. 7 cnpobyBas Nno36aBmTL 306paXKEHHSs i MOro eMoLinHoro 3abapeneHHsa. Hamarascs
CTBOPUTM HELLO, WO € CYMHIBHUM, LLOCb, LLIO BaXKO, Mamxe HEMOXNBO CHOPMYSOBATH B CIOBAX>»...
TinbKK XMBONUC [a€e 3MOry BUOYAyBaTU «HECKIHYEHHUI KOPUAoP» CUMBOMIYHUX 3HA4YeHb. B Libomy
TpaauvuioHanict Jonr B6a4ae BUrigHICTb i KOHKYPEHTHO3OaTHICTb CBOET NO3ULii Ha GPUTAHCBKIN apT-CLeHi
nopsag i3 nposokatueHuMK Young British Artists, siki cTBOpto0Tb pO60TH i3 PO34SIEHOBAHMX Tifl TBAPWH,
dopmManiHy i COHAYNX EKCKPEMEHTIB...

BikTopia Bypnaka
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‘Only that reality which you see with closed eyes has meaning'. Peter Doig's works make us recall the
words of the founder of metaphysical painting Giorgio de Chirico...Doig was born in Edinburgh and spent
most of his childhood in Trinidad and Canada. He received degrees in art at the St Martin's School of Art
and Chelsea School of Art and lived for many years in London. In 2002 he moved back to Trinidad with his
family. A life of a traveler between Scotland, Canada and the Caribbean influenced his concept of land-
scape as some nostalgic 'pictorial art of a place’, closely connected with childhood memor and recollec-
tions. He said that such a pictorial place is actually non-existent; such a place would have been a shelter,
where one can escape from reality. He creates 'ideal worlds' (a title of an exhibition at Schirn Kunsthalle
Frankfurt, in which the artist participated) in the course of new symbolism and escapism. And he proves
that the symbolist ‘credo’ of a search for an imaginary paradise, of 'something that looks like your soul' will
never lose its topicality. Plots of his 'offish' works are rather simple: as a rule, a lonely wanderer is pictured
and who is looking for himself in a desert landscape. The artist's work titled Figure in Mountain Landscape
looks typical in this sense of author's iconography. The work arouses a feeling of metaphysical alienation,
a person's solitude in the universe and at the same time evidences a person's participation in everything
that is happening. This is something of ‘a butterfly effect'... A person whose face is covered by a hood of a
jacket is sitting at a top of a mountain, above an abyss. It is impossible to guess who this "spirit of a place"
is and who is turning away from a viewer and escapes contact. The spatial interrelationship between the
person and the landscape also disorients viewers —in a dream world, neither the force of gravity nor the
laws of perspective have an effect. A ghost-like figure is dark and, at the same time, transparent, making
the sky visible through it. The figure levitates and is suspended in the air above shining snowy mountain
tops. An impression of unreality is enhanced when Doig cultivates a specific hallucinatory effect to make
the image indistinct and the contours of objects disappear as if in a morning mist... With these perceptive
'malfunctions’, the artist simulates 'a naive' vision of a child's painting or neo-primitivism. This style of neo-
primitivism is displayed even brighter in his other works 'populated’ with 'dolls' as staffage and which are
dressed like chimeras and in the old-fashioned way ...

Like every artist-mnemonist, Doig continually works on regulating his archive, which consists of both his
own recollections and those of anonymous people. In addition to photographs, he uses illustrations from
magazines, CD covers and film stills. According to the rules of the post-media era, refined introspections
are born most often from accidental visual bits and pieces that are provided every once in a while by mass
media. For example, his work titled White Canoe, which fetched a 'record' $10 million at a Sotheby's auc-
tion in February 2007, was created on the basis of a motif of a shot from a horror movie Friday the 13th...
Doig's method of magical transformation of reality — his oeuvre is often associated with a direction called
magic realism —is based on the right selection of 'a key', or 'a map’, as he calls it himself. Among all other
photographs, he chooses exactly the one that is able to wake up recollections 'that fell asleep' and provide
a guide to the reality that he wants to infiltrate. A photograph has to meet a specific criterion of authenticity,
that is, it has to arouse the deja vu effect. The artist recalls that people often note that his paintings remind
them of places of events from movies and books. However, this world of infinite reflections and analogies
that agitate us and places that are symbolically encoded cannot materialize anywhere else other than
painting. 'There is something more primal about painting, something that has to do with its materiality...
Paintings are totally non-linguistic. There is no textual support to what you are seeing. | tried to deprive an
image of its emotional tint as well and tried to create something that is questionable, something that is diffi-
cult, if not impossible to put into words'... Only painting affords you the opportunity to create 'an endless
corridor' of symbolic senses. Doig sees in this the advantage and competitive ability of his position on the
British art scene alongside provocative Young British Artists, who create their works from dismembered
bodies of animals, formaldehyde and elephant's excrements...

Viktoriya Burlaka
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MAPK KBIHH
MARC QUINN
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Mapk KBiHH
«Yekatouum Ha MNogo», 2006
naTMHoBaHa 6poH3a, 77x36x76,5 cm

Marc Quinn
Waiting for Godot, 2006
patinated bronze, 77x36x76,5 cm
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Cy4acHWUin MUTeLb MOYNHAETLCS 3 PAAUKANbHOrO XeCTy — eCTETUYHOIO TepaKTy, KUHYTOro B OYi
CYCNIiNbCTBY, LLO TAXie 00 6Yp>XKYya3HOro yMUpPOTBOPEHHS, CHOAIMHOrO KOMMOPTY Ta Cipoi TemnepaTypu.
Came TOMy CBiTaHOK 6pUTaHCLKOro ckynbnTopa Mapka KeiHHa cTapTyBaBs y Ty caMy MUTb, KOMU BiH
npencTaBunB rpomMaacbKocTi BUTBIp «A cam» (1991) — konito BnacHoi ronosu, 3pobneHoi 3 4,5 nitpis
aBTOPCbKOI KPOBI.

CborogHi Mapk KBiHH — oguH 3 HanbinbLL eCTETCbKMX i LikaBux gemiypris Bennkobputanii. Moro XYOOXHi
pagvkaniam no3tasfieHnn nependavyBaHOro KOHaLBbKOro CAM3y Ta OCKaXXEHINOro nyCToA3BOHHOIO
enaTaxy, NpUTaMaHHOro Cy4acHOMY KpUTUYHOMY MucTeuTBY. KBiHH BOSi€ KPUTUKYBATU BUTOHYEHO,
06'e[HyI04M eheKTUBHY NMPOHUINUBICTb MayeTe Ta BUCOKOCKNAAHICTb fasepa ans Mikpoxipyprii couiymy.
BiH HeHa4e HamaraeTbCcs OTpMMaTV OYMaHInun 6araTopiBHeBWI ribpug, 3milytoun contemporary art i3
TPaoULINHUMU PiLLEHHAMW Kpacu Ta YACTUMKM akagemidyHuMmn popmamm. My 6a4MMO eK30TUYHI POCIINHY,
KM MPUPOAOI0 BESIEHO PO3MNycKaTUCs B TEMNNX NpocTopax. Afle BOHU 3aMOPOXEHi B CUNIKOHI Ta OTOYEHI
KPWXKaHOK CTPYXKOH («3aMopoxeHi KBiTh», 2005). 3miHa cepefoBumLLa NPOXUBAHHA NPOMLLNA AN HUX
HEMNOMITHO — BOHM 36epernn CBOK NEPBICHY MULLHOTY, XUTTA Ta CMEPTb B OAHOMY FrapMOHIRHOMY
o1aKOoHi.

Opyra po6ota «[puronomLnmnemin ceit 6axaHHs» (2003) — riraHTcbKa KBiTKa, L0 BigoaneHo Haragye
NiBHIYHO-KOPEWCbKi ToTanTapHi BeXi-MOHyMeHTU. Benukuii Boxab, y aaHoMy Bunagky, ®aHtactuyHe
MpekpacHe, HABKOMO SKOr0 LLUMPSE ragad — MOXHaTa Komaxa, Lo pBeTbCs A0 Me[0BOro MUKy Ta Kpacwu,
LLIO 3a4apoBye, K 40 MOHYMEHTaNbHOro abCcontoTy — BEPXOBHOMO ifona i Hagii Ha iHWWi, 6apBUCTUN i
CONoOAKWN CBIT, caf haHTasin i TaHKy ysBu.

CkynbnTypa «BaritHa EnicoH Jlennep» (2005), BcTaHoBNeHa Ha TpadanbrapcbKin nioLi B JIOHOOHI, —
MaHidecT Miui, Hafii Ta repoi3my, ogHa 3 HarsiICKpaBiLLMX PoOBIT i3 cepii CKyMNbMTYp i3 KanikaMmu B rofIOBHUX
ponsax. MNepen Hamun nopTpeT BariTHOI EnicoH Jlennep — 6e3pyKoi XiHK1-Kapnuui. BukoHaHa 3 6inoro
Mapmypy, LU poboTa iHCTantoe iHLY Kpacy B ynepemXeHuin couianbHUiA NpocTip, 3BepTae yBary Ha
rpoMagchbki BUpasku (BirHa, xBopobu, MapriHanizauia Kanik i HewacHi Bunagku). MNpu ubomy, KBiHH He
6y3uTb, He CTBOPIOE TparivHy rpumacy. ®akT BaritHocTi Jlennep, 3adikcoBaHWin y LIbOMY MOHYMEHTI, —
CMMBONN Hafii Ha NPOLAOBXEHHS XUTTH, HE3aNeXHo Bif, XxapakTepy Tparegii, Lo Tpanunach.

Cepeg iHWNX NpakTUK y cdepi MopanbHOCTI Ta BUXnBaHHSA, KBiHH cTyp6oBaHuii HK-nopTpetamm —
(hikcauieto 0cobucTocTi Ha reHHoMmy piBHi. OguH i3 aBTonopTpeTie KBiHHa — Npobipka 3i 3pa3kamu horo
snacHoi [HK. LLe ogHa aHanoriyHa po6oTta — «MopTtpeT Cepa DxoHa CanctoHa» (2001) — «reHHa
CKyNbMTypa» Ha 4eCTb KYNbTOBOrO BYEHOIO-reHETUKA.

Y npoekTi Reflection npeacrasneHo ogHy 3 HanbinbLL BULLYKAHWUX i pagmkanbHUX pobiT KBiHHa,
«Yekaroun Ha Mogo», BUKOHAHY y BUMNSAi CKENeTy, WO MOonnTbesA. Anto3ii Ha OOQHOMMEHHWUI TBIp
Cemioensa Bekketa Ta peniriiHnii MOTUB HaJaloThb L CKYNbNTYpi HEOAHO3HAYHWIA, & TOMY MPOBOKaLIHUIA
cvmBoniaMm. Lo ue? KputuyHa Hacmillika Hag CyTHICTIO Crinoi Bipwu, maTtepianisoBaHuii ateiam abo,
HaBnakun, MaHiecT repoivyHOCTi MIOACTBA, SKe BMUpaE, ane npodoBXye Biputn? Cama HasBHICTb LnX
CMiPHMX MUTaHb Ta @HTAroOHICTUYHMX CMUCAIB Hafae MUCTeUTBY KBiHHa 3axomnivBy pPiBHOMaHITHICTb

i 3MICTOBHY 06'€MHICTb. AHaniTU4Ha NPOBOKaLia — Le 3aBXAu NpuBig 30MBYyBaTUCS, PO3MIPKOBYOUN;
NpvBIA LUTOBXHYTW CYCMifIbCTBO HE B Max, a B CBIOMICTb.

AHaToniv YnbsHoOB
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Mapk KBiHH
«Yekatoum Ha MNogo», 2006
naTnHoeaHa 6poH3a, 77x36x76,5 cm

Marc Quinn
Waiting for Godot, 2006
patinated bronze, 77x36x76,5 cm

57



A contemporary artist starts from a radical gesture — an aesthetic act of terrorism thrown into the eyes of
society inclined to bourgeois pacification, drowsy comfort and 'gray' temperature. Exactly for this reason,
the dawn of a British sculptor named Marc Quinn came at the very same moment he presented to the
public his work titled Self (1991) — a copy of his own head made out of 4.5 liters of the author's blood.

Today Marc Quinn is one of the more aesthetic and interesting demiurges of Great Britain. His artistic
radicalism is deprived from foreseeable juvenile 'slime' and a rabid void defiant style inherent to
contemporary critical art. Quinn prefers to delicately criticize by combining an effective piercing force of

a machete and the high sophistication of a laser beam in order to perform micro-surgeries on society in
an attempt to achieve some crazy multifarious hybrid by mixing contemporary art with traditional 'solutions'
of beauty and pure academic forms. We see exotic plants that are assigned by nature to blossom in warm
spaces. But they are frozen in silicone and surrounded by small chips of ice (Frozen Flowers, 2005).

A change in the habitat of the plants went unnoticed — they preserved their initial splendor, life and death
in one harmonious flask.

Another work titled The Overwhelming World of Desire (2003) is a giant flower that is distantly reminiscent
of North Korean totalitarian towers-monuments. This is the Great Leader that in this case is the Fantastic
Wonderful, around which a viewer flits — a shaggy insect that strives to honey pollen and enchanting
beauty as the monumental absolute, the supreme idol and hope for another colorful and sweet world,

a garden of fantasy and dance of imagination.

A sculpture titled Alison Lapper Pregnant (2005), installed on Trafalgar Square in London is a manifesto to
power, hope and heroism; it is one of the author's brighter works from a series of sculptures with disabled
people being the main characters. We see a portrait of a pregnant Alison Lapper, an armless female dwarf.
The work made of white marble instills a different beauty in a biased social space, draws one's attention to
public flaws (war, diseases, marginalization of disabled people and accidents). At the same time, Quinn
does not cause disorder and does not make a tragic grimace. The fact of Lapper's pregnancy being fixed
in this monument is a symbol of hope for the continuation of life, regardless of the nature of tragedy.

Among other practices in the sphere of morality and survival, Quinn is also busy with DNA-portraits —

a fixation of a personality on a genetic level. One of Quinn's self—portraits is a test-tube with samples of his
own DNA. One of the similar works — Portrait of Sir John Sulston (2001) is a 'gene' sculpture in honor of an
iconic scientist-geneticist.

For the Reflection exhibition one of the more exquisite and radical of Quinn's works is presented — Waiting
for Godot, which is made in the form of a praying skeleton. Allusions to the namesake work by Samuel
Beckett and the religious motif give this sculpture an ambiguous, therefore, provocative symbolism. What is
it? A critical mockery of the essence of blind faith, materialized atheism or, on the contrary, a manifesto to
heroism of a human race that is dying, yet continues to have faith? Just the presence of these disputable
questions and antagonistic senses give Quinn's art an exciting variety and a pithy volume. An analytical
provocation is always a reason to be surprised while thinking; it is a reason to strike a blow to the
consciousness of a society, rather than giving it a good swift kick in the 'groin'.

Anatoliy Ulyanov
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Mapk KBiHH
«Yekaroun Ha MNogo», 2006
naTMHoBaHa 6poH3a, 77x36x76,5 cm

Marc Quinn
Waiting for Godot, 2006
patinated bronze, 77x36x76,5 cm
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OLEG KULIK
OJIET KYNIK

62



Oner Kynik Oleg Kulik
3 uvkny «BikHa», 2003 From series Windows, 2003
KonbopoBa coTtorpadis, 230x500 cm colour photography, 230x500 cm
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«B MoHATTI «nendax/naHaLiagt» MEHe LikaBUTb MOro HEOQHO3Ha4YHICTb. BoHO 3aBoguTh Hac y cami
XxaLyi mosu, icTopii MmucteyTs, ¢hinocogpii. 3 ogHoro 60Ky, e peasnbHui nNpocTip, 3 IHLIOro — peasibHICTb,
AIKY LUTYHYHO cghabpuKOBaHO, MUCTELTBO, XaHp, CUMYIISIKP, IaHALIAaT CBigoOMOCTI i T.4. 3 04HOro 60Ky,
Le cripuiHATTA (perception), 3 iHLLOro — penpeseHTayisi (representation). Lje npotupivys 35a€Tbca MeHi
MPUHLMIOBO BaxmBuM. «BikHa», nepegosciM, npo ue... [pobrema, sika 3aimae MeHe 6arato poKiB —
Lje MOXJIMBICTb [iasiory ABOX YMOBHOCTEN, peasibHOCTI Ta ii perpe3eHTadii...».

Oner Kynik

Y MUCTeUTBI NOCTIMHO pedriekCyeTbCA Mexa MK peanbHUM i 306paxkeHuM — Bif 4aciB KaHta «BIKHOM»
y peasbHiCTb TBOPY MUCAMMACh pama KapTvHWU. 3 4acoMm, KON MUCTELTBO YCBIQOMMUIIO NparHeHHs
«PEBOJIOLIMHOI0» PO3LUMPEHHS BNACHUX KOPOOHIB, HA NEpLUMI NnaH BUCTYNae GinbLu 3arafkoBui
deTtuLl. BiH He TpaHcueHAye iN30PHUIA NPOCTIP TBOPY, ane po34uHSE rnsagaya y HboMy, no3Hadvae
KOPAOH i 04HOYacHO po3mumBae moro. Lle — nnowwmHa ckna, ska rpae ponb Megiymy Mix caitamu intosii

i peanbHoCTi. BOHa MakcMmanbHO 3arocTproe BigyyTTa BiQHOCHOCTI 0No3uLii «peasnbHe & ippeanbHe»,
HaBMWCHO 3annyTye rnagada, abu Ton BpeLUTi-peLuT 3MUPUBCS i3 TOTamNbHICTIO iNto3ii, 4O3BONMB CO6I
3aryomutucs B 6e3kiHe4HOMY KOpuaopi Bigo6paxeHb. CKMo YABHOrO «BikKHa», LLO Big4iNse «KapTUHKY»
BiO peanbHOCTI, y Kynika Tex ctae 06'ekToM 306paxeHHs. Y cepii «BikoH» 3Bepxy Hag OCHOBHUM
306paXXeHHAM 3a JOMOMOroK KOMM'IOTEPHOrO MOHTaXy BiH MPOEKTYE BifoOpaXKeHHs rnsafadis, Lo
pO3rNsafaloTb MOro HibM NaHopaMu B BiTPUHAX 300/10TMYHOIr0 My3et0. Tak 3HULLYETLCA He NULLE Mexa
MiX peasbHICTIO | penpeseHTaulicto, ane Mexa MK MepTBOIO | XNBOKO MaTtepieto. BennyHi nicu, Mopcbki
y36epexks, AKi XyAOXKHUK 3HIMaB y YOopHOropii, «HaceneHi» HUM onyganaMmv TakCogepMoBaHuX TBapuH,
L0 pobuTb | 6€3 TOro XOSI0AHI KpaeBmam LUe GinbLl «3aMOPOXEHUMM». Te, Lo Mano 6 HECTU eKONOriYHUIA
CMWCI, HaragyBsasno Npo MOXIMBICTb 3HANTW pan cepen NPUpPoaun, Npu 6ANMXKYOMy po3rnagaHHi BUrnagae
30BCiIM He TakK ONTUMICTMYHO — LA Npupoda BXe € MepTBoto... Mihonorema npo3opocTi pobuTb CKI0

i CMepTb ambiBafIEHTHUMN — CKIO TPaHCOpPMYE NS0Tb B CUMBOJT, MPOHU3AHUI CMEPTHO, | HaBMNaKn —
MepTBE Y CKIli OXMBAE i HAMOBHIOETLCA AyXOM. CBOEPIAHUM «OCKMEHHSIM», BOMBCTBOM TiflECHOIO

B Npo30opoMy 6yB TakoX NpoekT Kynika «My3en» — BOCKOBI CKyNbATYpW Mig NpO30puMU KOBNakamu.
dopmytoum dirypu 3 BOCKy, XyAOXHUK He po3rnagXyBas CTUKK dhopmu. NocTaTi non-igonie Burnsganm
HI6W 30M6i, BKpUTI aHaTOMi4YHMMM LWBamMu: KypHikoBa y cTpubKy, nosilleHa Briopk y poni «TaHuow4a

B TempsBi», [arapiH, MagoHHa... Binblue Toro, Tema NnoAeinHOI eKCno3uuii, MPO30POCTi KOPAOHIB MiXX
XXVMBUM | MEPTBUM, AIVCHICTIO | MUCTELTBOM 6yna KOHTpanyHKTHOK Bif camoro no4vaTky TBop4ocTi Kyrnika.
Y 1984-my BiH cTBOpUB MacLUTabHi HEOKOHCTPYKTUBICTCLKI KOMMNO3uLii 3 niekecurnacy, siki 6yno
no6yaoBaHO Ha KOHTPaNyHKTI MPO30pUX reoMeTPUYHNX GPOPM i XUBOI AINCHOCTI, WO npornagana Kpisb
HuX. A B 1993-My poui BiH opraHidyBas cecTuBanb nig Ha3Bot «[1po npo3opicTb». B HacTynHomy,
1994-my, — 3HOBY 3BEpPTAETLCA [0 Cepii 06'EKTIB 3 NIEKCUrnacy, B AKUX Kpisb NpO30pi NnacTuHn
npocBivyBany BCTAHOBMEHI Ha OesKii BiACTaHi YOpHO-6ini penopTaxHi oTo...

Mpo WO CBigYMTbL HaB'A3MMBE NOBTOPEHHS XYAOXHMKOM L€l ONTUYHOI CTPYKTYpn? MabyTb, Npo Te, Lo 3a
NPO30pIiCTb KOPAOHIB MUCTELTBO 3annaTtuio GinbLue, HixX po3dpaxoByBasno. «MucteuTso, 3 npuTamaHHoK
MNOMy reHianbHiCTio, aBaHTIOPHICTIO, 34aTHICTIO NOPOAXYBAaTK iNtogii | 3anepevyBaTn peasbHiCTb,
NPOTUCTaBAOYM i CLUEHY, Ha AKiV pedi NiQKOPITLCA NpaBunam BULLOT MPU — e MUCTELTBO LLEe310»
(XK.Bopgpinap)... MNornsag, Wwo npoHnkae 3a ckio, ToHe y nycTtoTi. CBIT No TOM Noro 6ik nsaKae Xxonogom
HebyTTs, a No uen — Tex 6a4Mmo nuLle npumapHy rpy TiHen. LLlesarodi «my3eriHi» Buagn — ue He
KPOKOAWUN, Xupadu i MOpCbKi KOTUKK. LLle3atoumnin BUA - Lie came MUCTELTBO, ke «pO3pOCTaeTbCs
3aBOAKU CUMynALii», NpoTe, Le He PATYE NOoro Bif He6e3nekn «0CTaTOYHO MPUMUHUTY CBOE iCHYBAHHS»...

BikTopis Bypnaka
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'l am interested in the ambiguity of a concept scenery/landscape. It leads us into the very depths of lan-
guage, art history, and philosophy. On the one hand, this is a real space, on the other, this is a reality that
is artificially fabricated, it is art, genre, simulacrum, landscape of consciousness, etc. On the one hand, this
is perception, on the other — representation. This contradiction seems to me to be critically important.
Windows are, first and foremost, about this... An issue that has been of utmost interest to me for many
years is the possibility of dialog between two conventions — reality and its representation...'

Oleg Kulik

The verge between the real and the depicted has been continually reflected in art — since the times of
Immanuel Kant, a frame of a painting has been thought as a 'window' into the reality of a work of art. Over
time, when it became clear that art needed 'revolutionary' expansion of its own boundaries, it took on a
more mysterious fetish that became more important. It does not transcend an illusionary space of the work,
but rather 'dissolves' a viewer in it; it sets a verge and simultaneously washes it away. This is a plane of
glass that plays the role of a medium between the worlds of illusion and reality. It stresses to the limit a
feeling of relativity of opposition of 'real and unreal'. It deliberately confuses a viewer so that he/she finally
resigns himself/herself to the totality of illusion and lets himself/herself get lost in an endless corridor of
reflections. A glass of an imaginary 'window' that separates 'the picture' from reality becomes also an
object of depiction in Kulik's work. Using computer arrangement, Kulik projects reflections of viewers above
a main image in his series called Windows. The viewers look at an image as if they were looking at
panoramas behind glass windows at a zoology museum. In this way not only is the verge between reality
and representation destroyed, but also the verge between dead and live matter. Majestic forests and sea
coastlines shot by the artist in Montenegro are 'populated' by him with stuffed animals - this makes the
‘cold' landscapes even more 'frozen'. Something which is supposed to bear ecological sense and would
remind of a possibility of finding paradise among nature does not give the look of optimism when viewed
closely — this nature is already dead...A mythologeme of transparency makes glass and death ambivalent -
the glass transforms flesh into a symbol permeated with death and vice versa — the dead in the glass
becomes alive and is filled with spirit. Furthermore, Kulik's project titled Museum was such a peculiar 'vit-
rescence'. It was a killing of the bodily in the transparent. The project represented wax sculptures inside
showcases. Forming figures out of wax, the artist did not smooth out the joints of each form. Pop idols' fig-
ures looked like zombies covered with surgical stitches: Anna Kournikova in a jump, hanged Bjork from a
movie called Dancer in the Dark, Yuri Gagarin, Madonna... Moreover, double exposure, transparency of
boundaries between the live and the dead, reality and art have been an underlying theme in Kulik's creative
work since its very inception. In 1984 he created large-scale neo-constructivist compositions of plexiglass,
which were constructed on a verge of transparent geometrical forms and live reality that was visible
through them. In 1993 he organized a festival called On Transparency. Next year, in 1994 he again turned
to a series of objects made of plexiglass — black and white reportage photos, which were installed at some
distance, were visible through transparent plates...

What does the artist's obtrusive repetition of this optical structure tell about? Perhaps it tells that for trans-
parency of boundaries, art paid more than expected. 'Art with its inherent genius, adventurousness, ability
to create illusions and refute reality by opposing it with a scene, where things are subdued to rules of a
higher game — such art has disappeared' (Jean Baudrillard)... A look that penetrates through a glass disap-
pears in a void. The other side of the world is frightening by its coldness of non-existence; on this side,

we also see just an illusory play of shadows. Declining 'museum’ species are not crocodiles, giraffes and
fur seals. A declining species is the art itself that 'expands thanks to simulation', which nevertheless does
not save it from a danger 'of ceasing its existence eventually'...

Viktorya Burlaka
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Jeff Koons

xedd KyHc

Girl (Dots), 2007

«[isunHa (UsTkm)», 2007

oil on canvas, 274x371 cm

MNonoTHO, onis, 274x371 cm
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xedd KyHc 3'9BMBCS Ha HbIO-MOPKCBKIN apT-cLieHi 1980-x Ta LUBMAKO CTBOPMB COBI penyTaLiio 0AHOro 3 MUTLLB,
AKi pestoMyBasI B CBOIVi TBOPHOCTI BYpXIMBI Hack aMeprKaHCbKOro Xmneonmcy. XKr1eonmc KyHca MoXHa onmcari
SIK BUO, MUCTELTBA, LLIO MPUBIIACHIOE iHLLI XYAOXHI NPOsiBK, 3i creumdi4HUM KOHLIENTYanbHAM YXUIOM, KU TaKoX
OHOBJKETLCA Y Non-apTi a-ns Exai Yopxon. EcTetnka MuTus LiISIKOBUTO OXOMSTHOE KYTBTYPY aMepUKaHCbKOro
cepenHbOro Kracy (3 sIKoro BiH i caM NoOXoAuTb) Ta MOro HaiBHi, MPOCTI Ta MOMymsPHI CMakw, Lo He BUbaqatoTbCs
3a Te, AKUMK BOHU €. BiH 0COBNMBO LIiKaBUTLCA aMEePUKaHCbKUM 6a4eHHAM OUTUHCTBA Ta Cekcy, fki 4acTo
3MILLYIOTECS HEMOMITHUM | XBUMIOKOYMM YMHOM B A0r0 POBOTI.

3apas ikoHorpadis mucTeuTBa KyHca nepeBaxHO 3Harioma 6aratboM: nnnococu Ta peknama «Nike», HagyBHUIA
irpaLLKoBUIA 3aN4KK, KBITKa Ta NoTAr, NOpLENAHOBI ab0 AepeB'aHi dirypku, — i Lie nuLle Aekifibka npyknagis.

BiH nigHOCWTL Taki NPOCTi MOBCAKAEHHI 06'€KTV [0 PiBHSA cheTrLa a0 MOHYMEHTA, CTBOPIOKOUM iX Y AOPOrOLHHNX
marepianax, peTesnibHO BiATBOPIOKOYM AeTari Ta MaHinynor4n po3mMipoM. LLIMpoko po3peknamoBaHoto 6yna
OYMKa, LLO MUTELb — KW caM cebe HaauBae «JlognHOLo inen» — HarMae apMii NOMIYHUKIB AN po60TU B CBOIM
MavicTepHi Ta nepefae GinbLUy 4YacTUHY BUrOTOBIEHHS CBOIX POOGIT crieLjanizoBaHum mManctpam. Lis BigcyTHICTb
«PYKN MUTLIS» YACTO BUKIMKAma LUMHIYHE CTaBMeHHs i 3 60KY KPUTWIKIB, | My6nikv. Taka peakLis Mano Lo 3MIHIOE,
xi6a Lo CBiOYMTb NPO BCE LLE ICHY0HE HEMPUAHATTS OyOb-9KOr0 METOAY CTBOPEHHS MUCTELILKOMO TBOPY, KU
BiIPI3HAETHCA Bif, KMacM4HOI Mofesi, Konv MUTeLb HaoAMHL NpaLtoe B CBOIl MancTepHi. LLo6 e noripumtn
cuUTyauito Onis TUX, XTO MOAINSE Taky AyMKY, BiABepTe BU3HaHHSA KyHca Ta «3roBip» 3 apT-pyuHKOM MayTb pyka

006 pyKy 3 piBHEM CraBm Ta NomnymnspHOCTI, SKuX BiH gocsr. Cepef ycix 6yKBanbHO MOHYMEHTaSIbHUX JOCArHEHb

B CBOI kap'epi KyHC MOXJIMBO BiOMUIA HankpalLle 3aBAsKW CBOI cepii «3pobneHo B pato» (1990-1992).

Lle dhoTorpadpii, kKapTuHK Ta CKyNbMTYpW, 3p06MEH Y TaHAEMI 3 OO KOSMLLIHBOK APYXXMHOHO, iTanincbkoo
3ipKoto inbMiB s Aopocinx, HivdoniHo. KyHe 3aexay CTBepaKyBas, LUO L cepis pobiT He nopHorpadivHa,
a HaBMnakw, € YUCTVM, CTIPaBXHIM CBATKYBAHHSIM CEKCY.

«[Nensax (Bogocnap) IlI» Ta «[isunHa (LiaTkn)», Lo 3HaxopsaTbes B konekuiji PinchukArtCentre, Hanexatb oo
HeZaBHbLOI cepii pobIT MUTLS, «Xank Engic» (2007). Y Tol 4ac Konm B 6aratbox poboTax Liiei cepii 306padkeHi
Moro «hipmoBi» pirypaTvBHi 06pa3u aMepuKaHChKOi KynsTypy — HeMMOBIpHUIA Xank, HadyBHa irpallkosa Masna
Ta [O3siH CB06OOW, cepen iHLLMX, — BULLe3rafaHi Aga nosioTHa, i3 BacTMBOK XXECTUKYNALIHOK abCTpakLjieto,
HaneBHO, HanabCTPaKTHILLI Ta HaMTOYHILLI B yCivi rpyni. PoboTa «[erisax (Bogocnag) Il» Big3HayeHa nnsmamm ta
MasKamm ACKpaBmX, NacTeSIbHNX Ta priyopecLIEHTHNX KOMNbOPIB, AKi, K 30AETbCA, HAHECEH 6paBafHUM MEH3NEM
Ha CKensacToMy nensaxi. 3 iHworo 60Ky, pobota «[isumHa (LsTkn)» 4EMOHCTPYE, O4EBUOHO, epOTUYHE
306paXKEHHS XiHKI, BUKOHaHe B HEBUPA3HIN (Le)koMMNO3MLLi KONbOPOBMX LIATOK, HA NepeHLOMY NiaHi AKuxX
300paKeHi BUTKM HYEPBOHMX | CUHIX NiHIM, LLO Npo6iratoTb NOSIOTHOM K PagioxXBuii; AOAATKOBO TYT € MNSMKU
CUHBOTrO, POXXEBOIO, XXOBTOrapsivoro Ta MyprypoBoro. 3ropu Lyx LLapiB Ha 060X NOSIOTHAX KOHTYPHOO NiHIE
HamaJsiboBaHa nixea, 306paxeHa 3 6IM3bKOoI BiACTaHi, a 3 ii 60KIB — ypidaHi HOrW. FKLLIO XXMBOMMCHA MaHepa LnX
MosIOTEH Haragye poboTY aMePUKAHCBKMX MUTLIIB-KOIbOPUCTIB, TakWX 5K, Hanpuknag, XeneH ®paHkeHTanep,

a KomnbOpOoBi LIATKM — nosioTHa Pos JlixTeHLwTelriHa, To NpUMapHi KOHTYpU, Lo MNMBYTb HaA NaniMncectamu,
3MYLLYIOTb Hac npuragatv kaptuHy MNyctaea Kypbe «IMoxomkeHHs cBiTy» (1866). KyHC faBHO LMTYe MUCTELTBO
ICTOPUYHKX NONEePEeaHUKIB Y ANUCKYCIi CBOET BACHOI po60TH; Tak, HUM YacTo 3ragytoTbes OowaH ta Oani.
BukopuctoBytoum TyT iM'a 6aTbka peaniamy, LLMSXOM CBOro HavBifoOMILLOro ckaHaany, KyHe Jo6MBa€ETbCs Takoro
CNPUAHATTA LMX MOMOTEH, SKE MOLUMPIOETLCA HaBITh 3a MeXi Nom-apTy Ta abCTPakTHOO eKCrPEeCiOHI3MY.

V TOW e Yac uj NonoTHa MOXyTb TaKOX PO3rMAAATUCA AK XKECT BMUCYBaHHSA B iCTOPIKO CBOMO BIACHOIO YCMiXy
3aBOsKU ckaHgany — cepii «3pobneHo B pato». Hessaxatoum Ha 6arato nocunaHb Ha iHLLi TBOpU, 3aBASKM
6araTcTBy TOHIB, (DOPMasibHOMY 3aMEBHEHHIO Ta MPOBOKATMBHIV CyMiLLii MOTVBIB Lii MOMIOTHA MOCTaKOTh HITKMMU
npvkiagamm Toro, Lo TBopHicTb [hkeddra KyHca — 0QHOMO 3 HaMBaXKIIMBILLMX aMEPUKAHCBKNX MUTLIB HaLLIMX
[HIB — BUKITOYHA.

Jop'toH YoHr
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xedd KyHe
«Menzax Bogocnag ll», 2007
MonoTHO, onis, 274x213 cm

Jeff Koons
Landscape Waterfall II, 2007
oil on canvas, 274x213 cm
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Jeff Koons, emerged in the New York art scene of the 1980s and quickly established a reputation as one of
the artists that epitomized the heady time in American art. Through a succession of triumphant one-person
exhibitions and series of works — 'Equilibrium' (1985), 'Luxury and Degradation' (1986), and 'Banality' (1988),
in particular — Koons came to embody the ethos and zeitgeist of a period often characterized by excess,
greed, and the lowbrow. Koons' art may be described more precisely as a type of appropriation art with

a peculiar conceptual bent that also updates on Pop Art a la Andy Warhol. The artist's aesthetic whole-
heartedly embraces American middle-class culture (his own background) and its unapologetically naive,
simple, and popular tastes. He is especially interested in the American visions of childhood and sex, which
are often intermingled in unnoticed and perturbing ways in his work.

Much of the iconography of Koon's art is now familiar to many: vacuum cleaners and Nike ads, inflatable
toy bunny, flower, and train, china or wood figurines, to name just a few. He elevates such objects of
humble and ubiquitous origins to the level of a fetish or monument by rendering them in precious material,
meticulous recreation, and manipulation of scale. It has been well publicized that the artist — self-claimed
'ldea Man' — employs armies of assistants in his workshop and farms out much of the fabrication of his
works to specialized craftsmen. This lack of the ‘artist's hand' has often incited cynical dismissals from
both critics and general public — a reaction that does effectively little other than revealing the still persistent
discomfort around any method of artmaking that deviates from the classical model of the artist working
alone in the studio. To make things worse for those holding this view, Koons' frank acknowledgment of
and collusion with the art market has gone hand in hand with the level of fame and celebrity that he

has achieved. Of all the literally monumental accomplishments of his career, Koons may be best known
for the series titled 'Made in Heaven' (1990-1992) — photographs, paintings, and sculptures made in
collaboration with his ex-wife, Italian adult-film star Cicciolina. Koons has always maintained that the
series is not pornographic but is instead unadulterated, pure celebration of sex.

Landscape (Waterfall) Il and Girl (Dots), in the collection of the PinchukArtCentre, belong to the artist's
recent painting series, Hulk Elvis (2007). While many of the works in the series feature his trademark
figurative images of American culture — the Incredible Hulk, inflatable monkey doll, and the Liberty Bell,
among others — with gestural abstraction, these two paintings are perhaps the most abstract and most
explicit in the group. Landscape (Waterfall) Il is marked with splashes and splotches of bright, pastel, and
fluorescent colors from a seemingly bravado brush laid over a rocky landscape. Girl (Dots), on the other
hand, shows presumably an erotic image of a woman, rendered in obscure (de)composition of color dots,
on top of which are coils of red and blue lines racing across the screen like radio waves, plus spare smears
of paint in blue, pink, orange, and purple. On top of these layers on both canvases is an economic line
drawing of a vulva seen at close range and flanked by a pair of truncated legs. If the brushwork here is
reminiscent of the work of American colorist painters, such as Helen Frankenthaler, and the color dots,

of Roy Lichtenstein, the ghostly contours floating above the palimpsests hark back to Gustave Courbet's
L'origine du monde of 1866. Koons has long cited art of historical forefathers in discussing his own work;
Duchamp and Dali have been evoked frequently. By invoking the name of the father of Realism here, by
way of his most notorious scandal, Koons compels a reading of these paintings that extends beyond Pop
Art and Abstract Expressionism, even. At the same time, these paintings may be also seen as a gesture

of historicizing his own succes de scandale — 'Made in Heaven'. Many referential possibilities notwithstand-
ing, the tonal exuberance, formal assurance, and provocative melange of motifs make these paintings clear
examples of what makes the work of Jeff Koons — one of the most important American artists working
today — singular.

Doryun Chong
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KpictiaH Mapknew
«[epexpecHuin BOroHb», 2007
4-KaHanbHa BigeonpoekLis,
TpVBanicTb: 8 XBUINH 27 CEKYH[,

Christian Marclay

Crossfire, 2007

4 channel video projection

8 minutes 27 seconds looped
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JHocnipxytoun Myauky 3 nisHix 1970-X, 0CO6/IMBO LLYMMU, Ta HaLLl JKYSETYPHO AeTepMiHOBaHWI] [OCBIL, 3BYKY,
KpicTiaH Mapkrer cTBOp1B HaA3BUHaNHWIA Iy4HUI apXiB poobiT. Ioro ecteTvka TepTa Ta HEPIBHOCTI MOBEPXHI
noB'A3aHa 3 Mon-MyauKoto paHHix 1980-x, aHapXi4HUM J10y-Tex NaHKoOM. BiH novas BUKOPUCTOBYBaTU Nporpasadi
AK IHCTPYMEHTU LLIe [0 TOro, K HAMCMINUBILLI Xin-Xon dippkei noYanu ue pobuTn — 6esnepeyHo, BiH 6yB
MONepeHNKOM «TiT4-My3UKN», fKa 3'aBUnack nisHile, B 90-X. IHKONM MUTELb IOKYCYE HaLLly yBary He Tiflbku
Ha ayniosikoCTAX TBOPY, ale i TaKOX Ha TOMY, SK 3BYKM BifvyBarOTbCS, Bidyani3yloTbCs Ta TPaHCHOPMYHOTLCA

B iHLLi chopMM.

Mpavtoroum 3 06KNagMHKaMM, Konaxxamm nnatiBok, XXaxneo Ta YyAoBO COTBOPEHUMM MY3UHHUMM
IHCTPYMEHTaMM, a TakoX 3 BeSIMkoMacLUTabHMK BigeopoboTamu, Mapkrern MaHinynoe nnatiskamm abo ncye
iX, W06 CTBOPUTU 6E3MNEPEPBHI «yniu» Ta «cKinu». LLlock nogi6He BiH pobuB i paHillie, Konm novas 06'egHyBaTH
noLLKpsiGaHi, po36uTi 260 IHLLMM YMHOM «3MiHeHi» nnaTiBku («PeumnknboBaHi nnaTiBkm», 1986). Takox BiH
CTBOPHOE MasTFOHKWN KOMEKLii 06KNaanHOK HIKOMM He 3anmcaHux anbboMiB, ki MICTATb Pi3Hi HOTKM HOCTanbrii

Ta CeKcyaslbHi CTEPeoTUNM («YABHI MNaTiBkn»).

Mopumdikytoun Lito LUMPOKY ayaio-BidyasibHy «OOKYMeHTaLio», Mapknen OoCnimXye, K My3uka gyHKLIOHye
couianbHo. LLle HaB4aroumch y MaccadyceTcbkoMy Konemki MucteuTs y BocToHi, Mapknel 3auikaBuscs
nepcopmaHcamu [xozeda borca, Bito AkkoH4i Ta aBaHrapgHumm ekcriepumeHtamm [hxoHa Kenppka.

Llet gocsig gas noLUTOBX HOBIV Bipi B CTapy 06GILSIHKY, LLO My3MKY MOXe rpaTtv 6ygb-xTo. | cnpasgi, 6nm3bki
KOHTaKTM MUTLS 3 MaHK-MY3UKOI 3aCHOBaHI Ha LibOMY BiiHyTTi CBO60AN, 3aMNpOLLEHHI rpaTh, He Mato4m
My3u4HOi ocBiTW... [yx iMnposi3auii Ta nigxig «3pobu Le cam» geLlo 36irarotbes 3 inesMmn OntokecyC Y MUCTELTBI
— MUTeUb NMpautoe 3 ByOp-AKMMKU MaTepianamu, Lo € Nig pykoto. Y BigeonpoeKLii Ha YHOTUPbOX eKpaHax —
«Bigeo Keaptet» (2002) - Mapknei B1pi3as i BCTaBMB YPUBKW 3i CTapUX ronsliByACbKUX (ifbMIiB y BpakatoHomy
3BYKOBOMY CynpoBOZi. [(pa Ha niaHiHO, Bepeck, CniB, KpUK — BCE Lie Harafye Ham npo Te, KU CUMbHWUIA edpekT
MOXe MaTu aygjo B dinbMax.

Ty camy meTofonnorito, ane Hadéarato 6inblLue 30CepeamnBLLMCL Ha MiJCUIEHH BpaXkeHb, NPomnoHye HaMm Mapkrein
y Bifeo «lepexpecHunin BOroHb». OCKIfIbKU MU HE MOXXEMO HanmcaTy Ta NpoYUTaTh LEr TEKCT Y HOTUPLOX PI3HNX
NAOLMHAX, CTae HEMOXIMBMM TOYHO ONMUCATW YOTUPW EKPaHW, LLIO Ha KOXHIM CTiHi AEMOHCTPYIOTb NPOeKLi
KJTACUYHMX CLIEH CTPINSHWHK (MPOCTO YABITb [OBIPKY LUANEHMX MOMEHTIB CTPinb6bu 3 chinbmiB «BoHHi Ta Knang»,
«KpumMiHanbHe 4TuBO», «TepMiHaTop», «Kynsa B ronoei», «Xnomnuji no cyciacTay»...). OaunH i3 MOXINBO
HancunbHILLMX 06pasiB y MPOMALChKIN CBIJOMOCTI — 06pa3 nicTonerta - 3'ABNSETbCA NiCAA 3BYKIB BUTAryBaHHS,
3apsMKEHHs, NPULINIOBAHHA Ta CTPINSHHS MO Yep3i Ta ogHoYacHo. Big 3moBicHOI nonepemxyBasibHOI CTaTU4HOI
TEMPSBM CNo4aTKy, a NoTiM BRnacHe A0 Niky CTPINSHUHK, Le 3HOBY X Taku 3aaTHIiCTb Mapknes Bupizatu

Ta BCTaBMATU, HAKNagaT OauvH Luap Ha iHLLIWIA | CTBOPIOBATU LLIKaIY Yacy, ska 3MyLLye Hac crigysatu Ta
3aHyproBaTUCS B YBECH «MOTIK» TBOPY. KpiM nephopMaTBHOrO, iHLLWIM 3HA4YHWUI eNEMEHT XYLOXHbOI NPaKTUKM
KpicTiaHa Mapkresi - Lie oro 3B'A30K i3 «KOHTEHTOM». 3apa3 yce 6inbLLe i GifbLLie MUTLIB 3HOBY iHCLIEHYIOTb,
BMCTaBNAOTb 260 BUKOPUCTOBYIOTb HAasiBHI KyNbTYPHI NPodyKT abo TBOPW, CTBOPEHI iHLLMMUW. PpaHLly3bKuii
apT-kpuTKK Hikonsa Byppio Ha3unBae Lelt (heHOMEH «MUCTELTBOM MOCT-NpoAakLleHa». MmucTeuTBo nocT-
npoJakLLeHa Bignosigae Ha Xaoc rnobasibHOI KySbTypH, LWO NOLLMPIOETECSA B iIHCDOpMaLIinHy epy, Ta CTBOPHOE
TEXHIKM NOAONaHHA TpaOMLAHOI BIGMIHHOCTI MiDK BUPOOHULITBOM i CMIOXXMBaHHSAM, CTBOPEHHSIM i KOMitOBaHHSM,
«readymade» Ta opuriHanbHUM TBOPOM. 3aBASKM LibOoMy 06pas3 fAimkes ab0 «BepTyLLEYHNKA» NOCTaE fK
MeTacpopa Haloro Yacy. XygoxHs npaktvka KpictiaHa Mapknes Mmoxe posrnsgatucs sk cnpoba ysasuTn

CO6i L0 HOBY (POpMY KyNbTYPW, LOMIHAHTHOI CborogHi. Mu MOXeMO HasBaTW il «KynsTypa BUKOPUCTaHHS»,

[e XyOOXHin BUTBIP NOCTae K TMMYACOBUIA TepMiHa abo Mepexxa B3aEMOMOB'A3aHNX enemMeHTiB. Te, Lo

BiH pOOVTb, 3aKOH BM3Ha4ae GinbLLe AK MOXiOHWIA TBIP, HK XyO0XHA poboTa B ii «OpUriHanbHOMY» CEHCI.

EneHa Beciu
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Kpictian Mapknew
«[epexpecHuii BOroHb», 2007
4-KaHanbHa BigeonpoekLis,
TpuBanicTb: 8 XBUNMUH 27 CEKYHL,

Christian Marclay

Crossfire, 2007

4 channel video projection

8 minutes 27 seconds looped
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Exploring music since the late 1970's, especially noise, and our [culturally determined] experience of the sound,
Christian Marclay has produced a remarkable loud archive of works. His aesthetics of abrasion and accident had
links to the pop music of early 1980's, anarchic low tech punk, through treating turntables as instruments before
even the most daring hip-hop DJ's did, all the way to predecessing to the later appearance of ‘glitch' scene in the
nineties. Sometimes the artist focuses our attention not only on the audible qualities, but also on the way sounds
are experienced, visualized and translated into other forms.

Working with covers, LP collages, monstrous and beautifully distorted musical instruments, as well as large

scale video works, Marclay manipulates or damages records to produce continuous loops and skips, like when

he started to incorporate scratched, broken and otherwise altered records (Recycled Records, 1986.), or produces
drawings of a collection of never recorded album covers containing different notions of nostalgia and sexual
stereotypes (Imaginary Records).

Modifying this vast audio—visual documentation, Marclay explores the way music functions socially. As the
student of Massachusetts College of Art in Boston, Marclay got interested in performances by Joseph Beuys,
Vito Acconci and avant-garde experiments by John Cage. The experience triggered a new belief in the old
promise that music can be played by anybody, and true, his close encounters with punk are based on this feel
of freedom, invitation to play without being educated as a musician... Spirit of improvisation and DIY approach
overlaps with Fluxus ideas on art, with the artist's preference to work with whatever materials are at hand.
Henry Cowell, a teacher of John Cage and Dick Higgins, coined the term 'score’, a series of notes that allow
anyone to perform the work, and which is linked to both Nam June Paik's description of 'do it yourself' approach
and Ken Friedman's term 'musicality".

In a four-screen-projection Video Quartet (2002) Marclay did a cut&paste of the old Hollywood film excerpts
underlined with imposing sound — piano playing, screaming, singing, shouting, reminding us how powerful
the effect of audible in the movies could be, actually leading our emotions while watching.

The same methodology, but with much more of focus to supercharged impressions, offers the video Crossfire.

As we can't write and read this text in four different directions, it is not possible to accurately describe four displays
covering each wall with projections of classical shootout scenes (just imagine the selection of shooting frenzy
moments in Bonnie and Clyde, Pulp Fiction, The Terminator, Bullet in the Head, Boys in the Hood...). One of the
possibly most powerful images in public consciousness, the one of the gun, follows the sound of pulling, loading,
charging and firing in succession and simultaneously; from the creepy and anticipating static-and-darkness at the
beginning all the way to the shooting crescendo, it is again Marclay's ability to cut and paste, to put one layer
upon another in a developing timeline, that makes us follow and immerse into the flow of the work.

Besides performative, the other significant element of Christian Marclay's practice is his relation to the 'content'.
More and more artists today re-stage, re-exhibit or use available cultural products or the works made by others.
French art critic, Nicolas Bourriaud, calls this phenomenon 'the art of postproduction'. The art of postproduction
responds to the proliferating chaos of global culture in the information age and builds the techniques of overcom-
ing of the traditional distinction between production and consumption, creation and copy, readymade and original
work. It creates the figure of DJ or turntablist as the metaphor of our age. Christian Marclay's practice can be
entirely seen as an attempt to envision this new form of culture which is predominant today. We can call it the
culture of use, in which artwork appears as the temporary terminal, or as the network of interconnected elements.
What he is doing the law determines rather as the derivate work than as an artwork in its ‘original' sense.

Jelena Vesic
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Kpictian Mapknew
«[lepexpecHuii BoroHb», 2007
4-KaHanbHa BigeonpoekLis,
TpuBanicTb: 8 XBUNWH 27 CeKyHA,

Christian Marclay

Crossfire, 2007

4 channel video projection

8 minutes 27 seconds looped
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KpictiaH Mapknew Christian Marclay
«[TepexpecHuin BoroHb», 2007 Crossfire, 2007

4-KaHanbHa BifeonpoekLis, 4 channel video projection
TpyBanicTb: 8 XBUNWH 27 CEeKyHA, 8 minutes 27 seconds looped







CAPA MOPPIC
SARAH MORRIS

82



Capa Moppic

«Kutancekuin Teatp ManHa [Jloc-Anpxenec]», 2005
nosioTHo, NobyToea rnsHuesa dapba

214x214 cm

Sarah Morris

Mann’s Chinese Theater [Los Angeles], 2005
household gloss on canvas

214x214 cm
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AwmepukaHcbka MucTkuHsa Capa Moppic, sika Hapogunace B 1967-My poLi, nepeBaxHo Bifoma CBOiMK
306paXKeHHAMM reoMeTpUHHUX abCTpaKLii, Lo HaraayoTb NPo apXiTeKTypHY Benu4 Ta ACKpasi BOTHi
amepuKaHCbKMX Meranonicie. |i kapTvHW — NpsaMi NiHii-po3NoAiNbHUKM Ta LiNbHI KONIbOPOBI 65TI0KW, BUKOHAHI
rMAHLEBOO MansapHo ¢hapboto Ha BENVKUX KBagpaTHUX NOSIOTHaX — BCE Lie YTBOPIOE ICKPUCTI ONTUYHI
etbekTn. KapTtnHn Moppic, siKi BUKOPUCTOBYIOTb PELLITKM Ha BCii MOBEPXHI, HanexaTb 40 €BPOMNENChKO-
aMepPUKaHCbKOro MOOEPHICTCbKOroO XUBOMUCY, iICTOPUYHUMU NpedcTaBHUKamMu akoro € MaHc XoddmaH,
®peHk Ctenna ta ArHec MapTtiH. MeTa xuonucy Moppic nonsira€e y 3BepHeHHi O KOHKPETHUX
NPOCTOPOBUX NEPEXMBaHb YPOaHICTUHHOI CyHacHOCTI. Y LUbOMy CeHci B po60Ti Moppic NpocniaKoBYOTLCA
il Xy[OXHbO-ICTOPMYHE KOPIHHA aX A0 NOYaTKOBOro rnepiody MOAepHi3My — Hanpuknag, 306paxeHHs
MoctaBom Kaneb6oTToM napuabknx 6ynbBapiB — abo HaBITb L paHille, ax [0 XUBOMMcy [obu
PeHecaHcy, konu nnoLi MicT 306pa)KyBanncb y NepcrnekTusi, i nisHiwe, 4o abCcTpakTHOI iHTepnpeTauii
[Mitom MoHgpiaHOM NPOCTOPOBUX | My3UYHUX PUTMIB CyHaCHOro MicTa. IHWKMK crioBamu, ii poboTa — Le
iNbTP, Kpi3b AKWI eHepris ncmxoreorpadivyHoro abo apxiTeKToHIYHOro foceigy Habysae CBOEi hopmu,
KBIHTECEHL|EIO KO NOCTae BlacHe aMepukaHcbka opma.

Moppic Tak camo Bifoma cBOiMU dhinbMamu, SK i KapTuHamn. Pe3ynstaTtoMm ii KiHematorpadidHmx

pocnigis ctana cepis ifbMiB NPO MNOKa30Bi aMEPUKAHCLKI MiCTa, KOXEH 3 AKMX MPeCTaB/ise OKpeme
MicTo. Ha gaHun momeHT BoHa cteopuna dinbMu npo Heto-Nopk, Jlac-Berac, Masmi, BalwmHrToH,

okpyr Konymb6is, Ta Jloc-Anpxenec. KoxHe 3 LUnx MiCT BUKIUKAE HiTKi (hi3n4Hi Ta BidyasibHi BpaXKeHHs:
Hanpuknag, Heto-Nopk, SKniA Mo CyTi € MICTOM «apT HYBO», 3i CBOIMM XMapo4yocamu, Lo PSCHO 06iMaloTb
iHOycTpianbHy Cy4acHICTb; Ta ne3ax BalumHrtony, okpyr Konym6is, 3 apxiTeKTyporo BULLYKaHMX
MUCTELTB, MiACUIEHO PYHKLiOHaNi3aMoM cepeuHn 20-ro CTONITTS, LLO CAYrye AN BUPaXKEHHA CUin
noniTM4YHOI BNagu. Ane BCi Li NPOCTOPU Ta apXiTeKTypa € HiYnMm, SKLLO He HaceneHi niogbmu, He
BMKOPUCTOBYIOTLCA Ta He NepebyBatoTb Mif iXHbOK Bragor. TakuM YMHOM, thinbm «Ctonuusa» (2000,
16-MM MniBKa) He TinbKy 6e3nocepefHbo 306paxye Micus, AKi, Tak 61U MOBUTK, MaloTb CUIY, Taki K
Monn, MNeHTaroH Ta CiToBMI BaHK, ane TakoX (OKYCye «OKO» KaMepu Ha CBOEPIOHMX MOLENAX
NoOBeiHKM NtoJen, aKi «NPOXMBaKTb» B LIMX MiCUAX Ta BUKOPUCTOBYIOTH iX. BinbLu HelofaBHin dinbm
«Jloc-AHpxenec» (2004, 35-MMm nniBka) dpikcye MiCTO NPOTAroM TUXKHS, LLIO Nepeaye BpyyeHHo «Ockapa»,
3rigHO BigMOBIQHOIrO CNNCKY KYNbTOBUX MiCLb LIbOr0 MiCTa, LLO BKtoYae rotens «boHaBeHTypa» Ta
areHTcTBO «Creative Artists Agency». Hac Bif, Yacy Liei nokas nepepuBacThbes, i Ha ekpaHi 3'aBnATLCA
BM3HaYasbHi 06pa3un uiei habpukn Mpii — KIHOZIPKK Ta KOCMeTUYHa Xipypris i Take iHwe. OguH i3 pastounx
acrnekTis inbMmiB Moppic — e ii 3gaTHICTb (hikcyBaTu Micusa Ta Noden, Aki 3a3Bmyan He noTpannsaoTb

0o Kagpy. Y Ton Yac konu ii Kamepa, 34a€eTbes, BCloQUCyLLa, ii MPUCYTHICTb HEMOMITHA ANs nogen

Ta 06'eKTIB, AKMX BOHA 3HIMae. Lia TexHika CTBOPEHHSA (PiNbMIB CBIYNTb TAKOX NPO TE, L0 MUCTKUHS

Mae NOABINHY 3aLikaBneHICTb | B MOBEPXHSX, | B iHTep'epax y CBOIX KapTUHaXx.

O6uasi pobotn «MigrayH — KoHge Hact» (1999) Ta «Kutarcbkuii Teatp ManHa, Jloc-AHpxenec» (2005)
OEMOHCTPYIOTb, SK Xusonuc Moppic cTae Bce 6inbll CKNagHuM i Bce GinbLue ae3opieHToBye. PeluiTka,

SIKy BOHA BMKOPUCTOBYBAna i paHille, ctae 6inbLU NoiamaHoo, 3aKpyyYeHo, CKNagHoo, NeBHi aetani
nepekpuBarTb 0gHa OAHY. | B KiHO, i B XXMBOMNUCI 3auikaBfEHICTb MUCTKMHI apXiTEKTYPOIO Ta MPOCTOPOM
nepeBepLUye 3axXOMnneHHs nue isyHMMM XxapakTepucTmkamu, i ii poboTu caraTb LapyHW aHTPOMNONOorii
Ta ncuxonorii. OgHovacHo Moppic NOCTIHO JocnigKye cneumdivHi HEPO3KPUTI MOXKITMBOCTI KOXKHOIO

i3 BUAiB MMCTELTBa, AKUMW 3aiMaeTbesl. Y LbOMY CBITHI Ui KAPTUHM BUpaXatoTb, Yepes CBOK NPOCTY
KOMMO3ULiI0 Ta OOHOPIAHI NaniTpu KoMbopiB, BidyasibHi BpaXXeHHSA BENWMYHOCTI, haHTasii Ta e(peKTUBHOCTI,
a TakoX 6aHanbHOCTI Ta eKCTpaBaraHTHOCTI, — BCE Te, L0 BU3HAYaE aMepuKaHCbKy LMBInisawito.

[op’toH YaHr

84



Capa Moppic

«MigTtayH — KoHge Hact», 1999
nonoTHO, NobyToBa rnsHuesa dapba
214x214 cm

Sarah Morris

Midtown — Conde Nast, 1999
household gloss on canvas
214x214 cm
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American artist Sarah Morris, born in 1967, is primarily known for her paintings of geometric abstraction
that evoke architectural grandeurs and bright lights of American metropolises. Her paintings consist

of fragmental divisions of solid color blocks, done with gloss house paint on large square canvases to
produce scintillating optical effects. In its employment of continuing grids, Morris' painting belongs to the
lineage of Euro-American modernist, whose historical practitioners include Donald Judd, Dan Graham,
Frank Stella, and Agnes Martin. If geometric abstraction and its usage of the grid were traditionally directed
at creating non-illusionistic space, thus non-objective reality, the aim of Morris' art lies in conversing with
concrete spatial experiences of urban modernity. In that sense, Morris' work traces its art historical
precedence back to the originary moment of Modernism — Gustave Caillebotte's portrayal of Parisian
boulevards, for instance — and even further back to Renaissance painting's perspectival conjuring of

city plazas, via Piet Mondrian's abstract interpretation of spatial and musical rhythms of the modern city.
In other words, her work is a filter through which the energy of psycho-geographic or architectonic
experience is given form — quintessentially American one at that.

Morris is as well known for her films as for paintings, and her cinematic exploration has taken on a series
of representative American cities, one at a time; the list so far includes New York, Las Vegas, Miami,
Washington, D.C., and Los Angeles. Each of these cities conjures a distinctive set of physical and visual
impressions: for instance, New York, with skyscrapers that exuberantly embrace industrial modernity; and
Washington D.C.'s landscape of Beaux-Arts architecture reinforced by mid-20th century functionalism, put
to service of expression of political authority. But these spaces and architecture are nothing if not inhabited,
utilized, and owned. Capital (2000, 16mm film) thus not only portrays the physical seats of power, such
as the Mall, the Pentagon, and the World Bank, but also focuses the camera's eye on peculiar behavior
patterns of those that populate and operate them. Her more recent film Los Angeles (2004, 35mm film)
captures the city during the week leading up to the Oscars, through its respective list of iconic sites,

such as the Bonaventure Hotel and the Creative Artists Agency, alternating with images that define the
dreamland — movie stars and cosmetic surgery, and so on. One of the startling aspects of Morris' films

is how she captures places and people that are usually off-limits. While her camera is seemingly
omnipresent, its presence seems to be unnoticeable to the subjects it films. This technique of moving
image-making also suggests the artist's dual interest in both surfaces and interiors in her paintings.

Midtown — Conde Nast (1999) and Mann's Chinese Theater, Los Angeles (2005) together demonstrate
how Morris' painting have grown increasingly complex and disorienting, the earlier grids becoming gradual-
ly more fractured, overlapped, torqued, and complex. In both film and painting, the artist's engagement with
architecture and space exceeds mere physical characteristics to reach into the realm of anthropology and
psychology. At the same time, Morris consistently explores the specific potentials of each medium. These
paintings, in that light, convey, through their simple compositions and pure palettes, visual impressions of
majesty, fantasy, and efficiency, as well as banality and extravagance, all of which define what constitutes
American civilization.

Doryun Chong
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TAKALWWI MYPAKAMI
TAKASHI MURAKAMI
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Takawli Mypakami
«KBiTka MaTtaHro», 2006
akpun, meTan, ryma
414,5x231,6x231,6 cm

Takashi Murakami

Flower Matango, 2006
acrylic and metal and resin
414,5x231,6x231,6 cm
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Moame i po3ry6neHicTb — OCb L0 BUHUKAE Nif Yac cnornagaHHa po6oTu Takali Mypakami nifg Ha3soto
«KaHcel» («ToproBa Mapka» xynoxHuka Orata KopiHa wkonu PiHna nepiogy Eno, 6ykBanbHe 3Ha4eHHst
HasBu — «['onoc ripcbkoro cTpymka») (2007). Moame, TOMy LLO Nepef Hamu rapHa, BUCOKO CTUNi3oBaHa
Ta iMMpecioHiCTCbKa KapTuHa, BKpuTa NiatMHOBUMKU CMY>XKaMu, 3 ACKPaBUMU, Maxe He3eMHUMU
KaniéposaHMMK KOnbopaMmu, L0 HaragyloTb HaM Mpo KapTuHK YKino-e (CBIT, Lo nnasae) nepiogy Ego.
Po6oTa BrkoHaHa 3 BEIMKOIO MANCTEPHICTIO Ta yBarolo, Hibn KapTuHa 6yna BKpUTa KOLLUTOBHUMU
KaMiHUAMKW. A po3ry6neHiCTb BUHMKAE B HAC, TOMY LLO Npy 6IM3bKOMY BMBYEHHI KapTUHU MU 6a4nMMO
«CMaWnuKmn» Ha KBiTax, AesKi 3 HX NocMixatoTbes, AesKl — cymnumei. Hazea po60oTn 3myLLye Hac
po3rybutucs e GinbLue, TOMY L0 NPUIYCKaryu, LLIO nepLue cfoBo, To6To «KaHcewn», i € Ha3Bolo,
ni3HiLle M1 300ragyemMocsh, L0 Ha3BOK POBOTU HAcMpaBAi € NOSCHIOBaNbHE PEYEHHS.

Tinbkn Konu My podymiemo, knm 6ye Orata KopiH (1658-1716), Ans Hac ctae MOXIIMBUM YCBIOMUTH
Aesiki Hamipun Takalwui Mypakawmi. Orata KopiH 6yB XynoXxH1Kom/nakyBsanbHWKoM y nepiof, Eao ictopii
AnoHii (1620-1867). BiH BigiiLLoOB Big Tpaauuii Ta, HEXTYUM peaniaMoM i 3BUYaiHUMMN HOpMaMm
MUCTeLTBA, No4yas CTBOPOBATH BUCOKOCTUAICTUYHI Ta AICKpaBi po60oTU. BiH Takox 6yB BiAOMUA TUM,

LLIO BUKOPUCTOBYBAB 30/10TO — «MaTu NepsivH» — Ta NAaTuHy, Wo6 [OCArTN 6aXaHoro eddeKTy.

o Toro x, Orata KopiH 6yB fo6pe BiioMWI CBOIMM NTaKOBaHUMKN poB6oTaMK, TakKUMKU SK KOPOOOUKM
Ans KowToBHOCTEN. [na npofaxy cBOIX poobiT BiH BUKOPUCTOBYBAB Ha3By «KaHcel», eKkBiBaneHT Ha3su
komnaHii. MoxHa no6a4ntu, o Takawi Mypakami 3i cBoeto komnanieto «KaiKai KiKi» (ska He Tinbku
nonynspuaysana MUCTELTBO, ane TakoX i akTVBHO MpocyBana Ta npofasana ToBapu) OTOTOXHUB cebe
3 Oratoto KopiHOM B [eKIinbKox acnekTax. Takum YMHOM, poboTa «KaHcel» MoXe po3rnsagatucs sk nowaHa
A0 MUTLA, SKWUIA CTBOPUB CMSIECK Y MUCTELTBI CBOrO Yacy Ta 3MiHUB KYNbTYPHY CLEHY, a TakoX JOCAr
KOMepUinHOro ycnixy. Takalli HaBiTb MiLLOB Aarni i Ha CBOi po6oTi NOCTaBMB rpud i3 NignMcom

Oratn KopiHa.

Ane us KapTuHa He € nuwe BMpa3oM notuaHn. O6nn44s KBiTiB 3i cMainMkamn — OQUH i3 BidyanbHUX
cMmBOniB/NoroTunie, AkuM Takawwi Mypakami ctBopue Ans cBoei komnaHii «KaiKai KiKi». BukopucTtoByoum
Ui Bi3yanbHi CUMBOSN, TICHO ifE€HTMMIKOBAHI i3 HUM Ta MOr0 KOMMAHIELD, BiH NPeTEeHAY€e Ha BOMOLIHHSA He
TiNbKW L€ KapTMHOIO, a TakoX BCiMa poboTtamn «KaHcen». Takum YMHOM, Us poboTa fae HaM He nulle
KOPOTKUI KyNbTYPHO-ICTOPUYHWIA YpoK nepiogy Efo, ane Takox poanosigae npo Hamipu Takawi Mypakami
B XYLOXXHbOMY CBITi, & CaMe: OXXUBUTWN Ta 3MIHUTU XYOOXHIN CBIT 4epe3 BUKOPUCTAHHS MONynsapHOi
KyfnbTypu OTaKy, TO6TO KynbTypW HaB'a3nmBKX i «60TaHiB». OKpiM TOro, 34aeTbCs, UMM BiH TBEPAUTD, LLIO
TINbKM HAB'A3NNBI MOXYTb 3MIHUTK CBIT. | AMBNAYNCH HA KOro poboTH Ta yaBNAOYM, SKi BigcTaHi 3qonas
MUTELb, LLI06 CTBOPUTK iX, MOXHa ckadaTw, o Orata KopiH 6yB HaB'a3nMBUM, i Takum caMmum € i

Takawwi Mypakami.

Lli x cami BigyarnbHi CUMBONN BUKOPUCTOBYIOTLCA B iHLLIA po60Ti MUTUSA Nif Ha3Bot «KBeiTka MaTtaHro»,

B IKOCTi OCHOBHWX KOMIMOHEHTIB A1 MOKPUTTSA CTiHW, @ TakKoX AN TOro, Wo6 NOKPUTU LieHTpanibHUA
efleMeHT poboTH, AKMUI Haragye KBITKY. 3aBASKU LibOMY CTBOPIOETLCA BULLIYKaHA MO3aika, HereomeTpuy-
Ha, opraHiyHa Ta HanoBHEHa CMIXOM i XUTTM. 3aMiCTb NIackoi NOBEPXHi, M1 6a4MMO CyMilll peNbeqHNX
i NNACKMX enemeHTiB, NPU LbOMY Pi3HI KBITKW CTaloTb GinbLU OMYyKIMMU, 3a5eXHO Bif NepcrexkTnsun.

Ane Ha o M1 gMBuUMoCh? Yn OMBMMOCH MU Ha CBATKYBaHHS MUCTELITBA Ta XUTTA? AGO MU 6a41MmO
HaB'A3NMBOro 3a Po60OTO, KNI NpaLoe 3HOBY i 3HOBY Had LIMM NPOCTUM BidyaslbHUM CUMBOSIOM

3a BnacHUM BM60pomM? Y My 6a4MMO KPUKNMBY Cnpoby MUTUSA 3aKpinuTu CBii 6peHpoBui o6pas

Yy XyOO0XHbOMY CBITi, LLLO6 3MycuTK ntofen GinbLue gisHatucs npo «KaiKai KiKi» i Takum 4nHom 36insmntim
LLIaHCK CBOET KOMMNaHii Ha KoMepuiiH1iA ycnix? Moxnuneo, TyT MaloTb MicLie BCi i NPUYNHU pa3oM, ane
Takalui, 30aeTbcsl, X04e cKasaTty Ham Le AeLo: B LibOMy r106asi30BaHoOMy CBiTi NOCTMOAEPHY He icHye
npoTupiY.

LxinoH Ji
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Takawi Mypakami
«KaHcel», 2007
nnaTMHOBI NIUCTU, aKpun
npiameTp: 150 c™m

Takashi Murakami
Kansei, 2007

acrylic and platinum leaf
150 cm diameter
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Wonder and confusion arise when viewing Takashi Murakami's Kansei (trade name of Rinpa-school Edo
Painter Ogata Korin, literal meaning: 'Voice of the Mountain Stream') (2007). We feel wonder because we
see a beautiful, highly stylized and impressionistic painting overlaid with platinum strips, with vivid, almost
unearthly graduated colors reminding us of the Ukiyo-e (floating world) paintings of the Edo period, done
with great finesse and care, almost as if the painting has been overlaid with jewels. We feel confusion
because, on close inspection, we see emoticon expressions on the flowers, some smiling, some scowling.
The name of the work confuses us more, as on assuming that the first word, i.e. Kansei, is the title,

we find that the explanatory sentence is the title of the work.

It is when we understand who Ogata Korin (1658—1716) is then it is possible to understand some of the
intention of Takashi Murakami. Ogata Korin was a painter/lacquer of the Edo-Painting period of Japan
(1620-1867), who broke away from tradition, and with disregard for realism and usual conventions, went
on to create highly stylistic, vivid works. He was also known for using gold — mother-of-pearls — and
platinum to obtain wanted effects. He was also well known for his lacquered works such as jewellery
boxes. Kansei was a name he used for trade, and is equivalent to a company name. It can be seen that
Takashi Murakami, with his KaiKai KiKi company (which not only promoted art, but also actively promoted
and sold merchandise goods), identified with Ogata Korin in some aspects. This work can thus be seen as
homage to the artist who created a splash and change to the cultural scene, as well as becoming a
commercial success. Takashi even went as far as using Ogata Korin's signature-stamp on the work.

But this painting is not just homage. The flowers-with-emoticon faces are one of the visual symbols/logos
used by Takashi Murakami for his company KaiKai KiKi. He has stamped these visual symbols, which are
closely identified with himself and his company, thus claiming ownership not of the painting alone, but also
that of the works Kansei. Thus, this work not only gives us a brief cultural historical lesson of the Edo
period, but also tells us of Takashi Murakami's intentions in the art world — that of vitalizing and changing
the art world by use of popular otaku culture, i.e. culture of obsessives and nerds. In that, he also seems
to tell us that only obsessives can change the world. And, looking at the works and the lengths he went

to create his works, Ogata Korin was an obsessive, and so is Takashi Murakami.

These same visual symbols are used in another of the artist's works titled Flower Matango, as basic units
for the wall covering, as well as to cover the centerpiece which resembles a flower, creating an exquisite
mosaic which is non-geometric, organic and full of laughter and life. Instead of being flat, we see a mixture
of curves and flats, different flowers coming into more prominent view according to the viewer's
perspective.

But what are we looking at? Are we looking at the celebration of art and life? Or are we seeing an obses-
sive at work, working and re-working on this simple visual symbol of his choice? Or are we seeing a blatant
attempt in trying to imprint his brand image in the art world, in order to make people more aware of KaiKai
KiKi and thereby increase his company's chance for commercial success? It may be that it is all of these,
and Takashi seems to be telling us that, in this globalized post-modern, there are no contradictions.

Jiyoon Lee
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FABPIEJIb OPO3KO
GABRIEL OROZCO
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[a6bpiens Oposko
«[lepeBo camypasn»
nosioTHo, Temnepa
55x55 cm

Gabriel Orozco

Samurai Tree 6T

egg tempura on red cedar panels with gold leaf
55x55 cm
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B ogHomy i3 iHTeps'lo Mabpiens Opo3ko 3a3Hadae, Lo No36aBiieHnn eCTETCLKOro CHo6i3My i npadoe

«B peasibHOCTi», fKa, NpoTe, 6nvx4e [0 CBITY TOTaNbHOI iNt03ii, HXX A0 «[iMCHOCTI, AaHOI HaM Y
BigYyTTAX». BOHa mocTayae rotoBmin matepian Ans Moro KoHLEenTyasibHOT TBOPYOCTI B AyCi «postproduction»,
fIKa CKNafaeTbCs 3 aHasniTM4HOI | CUHTETUYHOI CTafin — CNoYaTKy BiH Npenapye Lo peasbHiCTb, a noTim
cKnetoe il Ha BnacHuii poacyn. PospisaHunii B3OoBX, K nupir «CITpoeH», 3 SKOro BUAANEHO CepenHIo
4YacTWHY KOpMycCy, B pe3ynbTati Yoro BiH CTaB BYXYMM Ha 62 CM, «CXpeLLeHi» Mig NPSMUM KYTOM TeHICHI
CTONWU 3 AeKOpaTUBHUM 6aCEeNHOM nocepeauHi... XyOOXKHUK Ha3nBae Li AUBHMM YMHOM TpaHCOpMOBaHi
06'€eKTU-MYTaHTN «HEMOXIIMBUMW». HEMOXINNBI, aHOManbHi, ane, TMM He MeHLLUE, iCHYIo4i YacTuHU
KpPacHOMOBHO CBig4aTh Npo Te, L0 1 peanbHiCTb B LifIoMy € ayxe AnBHoW... O6'ekTamun «readymade»,
Lo nignsratoTb NpenapyBaHHIo i NapafoKcanbHOMY, He6aHanbHOMY cniBcTaBfieHHio ans Opo3ko cTalTb
He NULLIe peYi 3 KOHTEKCTY peanbHOCTI, ane i Tedii B MUCTELTBI, Te, L0 Ha3MBaETLCS KIACKKOI0 XaHpYy.

BeHbaMIHIBCbKUIA Hapuc «TBip MUCTeLTBa B €MOXy TeXHIYHOI BiATBOPIOBAHOCTI» 3'aBnBCs B 1936-My,
Mamxe CTONITTA TOMy, ane MUCTELTBO NPOAOBXYE 3HOBY W 3HOBY 3BepTaTucs OO0 UiEi TeMu, agxe LinTu
OCTaTO4YHUX BMCHOBKIB TYT NPOCTO HEMOXIINBO. YBECh eTan BUCOKOr0 MOAEPHI3MY — Lie HEBMMHHA
pednekcis MucTeuTsa Hag nepLenTMBHUMU YMOBaMU BUHUKHEHHS 06pagdy, Haf ponsMu, Aki BigsedeHo
06'eKTOBI i Cy6'eKTOBI B LIbOMY MPOLIECi, HAL NOHATTAM «aypaTu4HocTi». Ha gymky XK. Oini-tO6epmana,
SIKUI onucas MiHIManiCTCbKy CKyNnbNTypy 3 (heHOMEHONOrYHOT TOYKM 30pY, aypa — Lie AUCTaHLIs MK
rnsgadem i TBOPOM, fika CTBOPIOE BPaXKEHHSA BenuYi 06'eKTa, | Aka Ha4ebTo 6e3CNigHO 3HMKaE, Konu
TBip MUCTeLTBa nepectae 6yTN OAMHUYHUM i YHiKanbHUM. Lia nosuuis cnpocToByeTbCSA NOM-apToM,
AKNIA 6e3NMKICTb, YHIPIKOBaHICTb, XONOAHY BiCTOPOHEHICTL 06pasiB, CTBOPEHUX 3a AOMNOMOro
penpopyKUiHMX mMegia, NepeBiB 4O paHry eCTeTUHHUX KaTeropin. EcteTuka KibeprnaHky octaTtoqHO
neranisyBana «KnoHyBaHHs» 06pasiB, CTBOPEHWUX HIOGM 32 OMOMOrO KOMM'IOTEPHUX Nporpam,
LUMpOBOI MaTpuLi, ika CTOITb 3a BCEOCSXHOIK BUOUMICTIO...

Bce ue npumyLuye sragatv npoekT «OepeBo Camypasi» — Taka cobi KoHLeNnTyasbHa «rpa B 6icep».
[onoBHUM 3aBHaHHSAM aBToOpa TYT € MOLUYK METoAY, KM Ja€ MOXIMBICTb CTBOPUTU MakcuMasibHy
KinbKiCTb KOMGiHaLi enemMeHTiB reoMeTpu4Hoi abeTpakuii. Lii kapTvHu KBagpaTHoOro doopmarty CxXoxi Ha
KOMMN'IOTEpPHI giarpamu, siki, NpoTe, MaloTb HACUYEHE ICTOPUYHE TNO, L0 CKNAJaETbCA 3 «HEOMNaCTULM3MY»
MoHgpiaHa, «MnoCTXMBONUCHOI abcTpakLii» 1950-60-x i 0CO6NMMBO «CUMYAALOHI3MY» Mexi 1980-1990-X...
OKpiM TEMNEPHOrO XMBOMUCY OO0 NPOEKTY BXOAUTb M KoslocanbHa 3a 06CAroM cepis 3 672 umndpoBmnx
NPUHTIB. «CUMYNALIOHI3M» SIK HaNpPsMOK B MUCTEUTBI TYT OpO3KO OTOTOXHIOE 3 «CUMYNALIOHI3MOM>»

y IHLIOMY 3Ha4Y€eHHi NpMHUMNY No6yAoBM BipTyanbHOi peanbHocTi. OgHoYacHO MAeTbCA NPO YNopsAKYBaHHS
BMrafaHoro CBIiTY rpu i PO Croci6 «KOHCTPYIOBaHHS» (Lel TepMiH BBIB [0 NIEKCUKOHY MUCTELTBA Luie
MoHgpiaH) nnacTuyHoi cuctemu. B iHLWIN Ha3Bi uMkny — «IHBapiaHT giarpam» — B4yBa€eTbCA iPOHIYHE
«MOHWXEHHSA» cTaTycy abCTPakTHOro o6paay. XygoXKHUK HibM BXE 1 HEe NpeTeHaye Ha YHiKanbHe
BMPaXKEHHS1 MOHAPIAHIBCLKOI «KOCMIYHOI CBIZOMOCTi», ane AEMOHCTPYE LLOCh Ha KLUTaNT TEXHIYHOI
JOKyMeHTauji. BiH peecTpye BCi MOXNMBI koMbiHaLii xofiB Pruaps, abo Camypas B LLAxXO0Bii rpi.
Mogynem, Camypaem CUCTEMU € KOMO, SIKe «rpae» Ha 6inoMy, Y4epBOHOMY, CUHBLOMY i 30/T0TOMY MOMSX.
HaBiTb Lier Habip 6a30BMX CNEKTPasIbHUX KOMbOPIB, €ANHO [O3BOSIEHUX KOHLEMUIED «HEeonnacTuumamy»,
nigTeepoXye Te, Wwo Opo3Ko NOCUMNAETLCA Ha XpecToMaTilHI Npuknagun 3 ictopii mucteuTsa. Hibun 3a
cxemoro MoHgpiaHa BiH CTBOPIOE «AMHAMIYHUIA PUTM NPOTUCTABAIEHHS YUCTUX eNeMEHTIB». Ane Len putm
BXe He € b6inbLUe YHiKanbHOK MaHithecTauielo cCaMOBMPaXKeHHA aBTopa, ane pesynsratoM BUKOPUCTaHHA
nesHoro anroputMy. Tak Opo3ko BOAETLCA 40 peayKLii MPMHLIMMIB BUCOKOrO MOZAEPHI3MY. Y1 XXMBOMMC Mpy LibOMY
nepectae 6yT1 MeauUTaLliero, BTpadae CBi «MICTUHHWIA pavjoHasiam»? Bianosigb Ha Lie 3anuTaHHa aBTop nvLlae
BIOKPUTOIO...
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In one of his interviews Gabriel Orozco notes that he is devoid of aesthetic snobbery and works ‘in a reality’,
which, nevertheless, is closer to the world of total illusion than to ‘a reality we perceive through our
senses’. His reality supplies him ready material for his conceptual creative work in the spirit of
‘postproduction’; his work consists of analyzing and synthesizing stages — at first, he 'dissects' this reality
and then 'glues’ it together at his own discretion. For instance, a Citroen car was cut from its front to the
rear like a pie and the mid-section of the car's body was removed. As a result, it became narrower b

62 cm. Tennis tables were ‘crossed’ under a right angle and a decorative swimming pool was place

in between them... The artist calls these objects-mutants, which were transformed Iin an amazing way,

to be ‘impossible’. These impossible, abnormal, yet existing things are eloquent evidence that on the
whole, reality is very amazing too... Not only usual things in the context of reality, but different directions
in art — what is called a classic of the genre — for Orozco become readymade objects that will be subject
to 'dissection’ and paradoxical and non-banal combinations.

A Benjaminian essay titled The Work of Art in the Age of Mechanical Reproduction appeared in 1936,
almost a century ago. But art continues to raise this issue again and again, since it is simply impossible
to come to final conclusions here. The whole stage of high modernism is an incessant reflection of art on
the following: perceptive conditions of the origin of images; roles that are assigned to an object and subject
in this process; and the concept of ‘auraticity’. According to Georges Didi-Huberman, who described
minimalist sculpture from a phenomenological point of view, an aura is a distance between a viewer

and a work of art that creates an impression of the grandeur of an object and supposedly disappears
completely when a work of art ceases to be singular and unique. This position is disproved by pop art
which put the following into the range of aesthetic categories: impersonality, commonality and the cold
aloofness of images created with the help of reproductive media. The aesthetics of cyberpunk once and
for all legalized ‘cloning’ of images as if they are created with the help of computer programs or a digital
matrix that stands behind the all-embracing visibility...

All this forces us to recall a project titled Samurai Tree — this is some sort of a conceptual ‘glass bead
game’. Here the author's main task is a search for a method that makes it possible to create a maximum
number of combinations of elements of a geometric abstraction. These paintings of square format look like
computer diagrams, which, however, have a rich historical background that includes Piet Mondrian's
neoplasticism, 'post-pictorial' abstraction of the 1950s-60s and, particularly, simulationism on the cusp

of the 1980s-90s... In addition to the pictorial art of tempera paintings, the project also includes a huge
series of 672 digital prints. Here Orozco identifies ‘simulationism’ as a direction in art with another
‘simulationism’ that bears a different meaning of the principle of creating virtual reality. Here the artist
simultaneously talks about regulation of the invented world of game and a way of ‘construction’ of a plastic
system (Mondrian introduced this term in the lexicon of art). The other title of the series — Invariants of
Diagrams — makes us feel an ironic ‘decline’ in the status of an abstract image. As if the artist already does
not claim a unique expression of Mondrian's ‘cosmic consciousness’, but rather demonstrates something
of a kind of technical documentation. He registers all possible combinations of Knight's or Samurai's steps
in a chess game. A module, Samurai of the system is a circle that 'plays' on white, red, blue and golden
fields. Even this basic set of spectrum colors, which are the only ones allowed by the concept of ‘neoplasti-
cism’, confirms that Orozco makes references to textbook examples from the history of art, as if he creates
‘a dynamic rhythm of the opposition of pure elements’ according to Mondrian's system. However, this
rhythm is no longer a unique manifestation of the author's self-exPression, but it is rather a result of the
use of a certain algorithm. In such a way, Orozco betakes himself to the reduction of principles of high
modernism. Does painting cease to be a meditation under such a situation? Does it lose its ‘mystic
rationalism’? The author leaves these issues unresolved ...
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ApceH CaBapoB Arsen Savadov
«Cepue», 2006 Heart, 2006
nonoTHo, onis, 315x580 cm oil on canvas, 315x580 cm
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Teopu ApceHa CaBagoBa 3a3BM4yan HaBoAATb HA AYMKY MPO TPaHCMERINHICTb — ogHe Megia

B HMX 3aBX[AM MOCUMAETLCS Ha iHLe, KPi3b XMBOMUC Npornagae goTo, i HaBnaku, BOHN 3MILLYOTbCA

y 6e3KiHe4YHOMY Kpyroo6iry... Tak, «(pOoTOreHi4Hn» XMBOMUC MOHYMEHTaNbHOI KoMnoauuii «Cepue»
CrpaBJisie HE3BUYHE Ha NePLUMIA NOTMAL BpaXeHHs. 3haeTbes, Wo mKepeno iHcnipauii CaBagos TyT
LyKae He TiNlbK1 y BRacHUX poTonpoekTax, ane n'y oTocecisix 3i CTOPIHOK MMSAHLEBUX XYpHariB.

Xoya Hacnpasi 3BepHEHHS XyOOXKHUKa [0 Tak 3BaHoi «fashion» cTUMiCTMKM 30BCIM He € HECMOAIBAHUM.
BapTto 3ragatu nuwe «Mopay Ha KnagoBuLLi», SiKa iHilitoBana Katactpody ecTeTMYHOro cMuchny, no6ose
3ITKHEHHA NPOTUNIEXHNX KATEropin «NPeKpacHOro» i «BefINYHOro»...

BigaHavatoTb TpU OCHOBHUX CTUNICTUYHMX TpeHan 2000-x: «Tpewu»(trash), «rnamyp»(glamour)

i «penk»(fake), To6TO nigpodka. Y CaBagosa M1 CTUKAEMOCH 3 «IMamMypHUM (DENKOM», CUMYMSLIIED
He Kpacw, afne KpacuBOCTI, ika 3arpae 3i cmMakamu LinboBOI ayauTopii MOOHMX XypHanis. AHanorieto
[0 LbOro «rnamypy-geriky» MOXHa BBaXKaTu XMBOMUC MOCKOBCbKUX XYAOXHUKIB Bonognmumpa
Ly6ocapcbkoro i OnekcaHgpa. BuHorpagosa — BUGYXOBY CyMiLLl 3 ACKPaBUX CTOPIHOK «TTISAHLO»

i NOBHOKPOBHOI MaHepu coupeanicTnyHoro nucema. lMpioputetom CaBafoBa TeX € BUOOBULLHICTb,
aTTPaKTUBHICTb, NPOTE 6a30BMIA KOMMOHEHT MO0 CTUAICTUHHOIO MIKCY iHLUMI — Lie 6inbLlU CTPUMaHUN,
LUNAXETHUIA Heo-akageMiaM. «[mamypHuin» look MaHeKeHHULb, SKi Marxe AecsTb POKiB TOMY no3ysBanu
NOMY Ha MOTUSIbHUX NANTaX, OKPIM CBOr0 GYKBaNbHOIrO He HafifleHUn XXOAHUMU CUMBOMIYHUMW
3HAYEHHSAMU MO BIOHOLLEHHIO OO0 MMNOUHHOI peanbHOCTi. Hacnpasgi X, B CMMBOMIYHOMY NnaHi 6yTT4,
camMe MaHEKeHHMLI € NyCTUM TIIOM, Ha AKOMY PO3ropTaeTbCs MICTEPIA CMEPTi, Ha AKiN iHaKLe He
3aKueHTyew yBary. Tak CaBagoB HaMaraeTbCsl BioKpUTY nepep rnsagaqem 3asicy npodaHHoi
peanbHOCTI, o6 TOM 3Mir MO6AYUTH iHLUY peanbHICTb — MICTUYHY.

Mowykam Uiei peanbHOCTI NPUCBSAYEHO 1 KoMno3uuito «Cepue». B e30TepuyHnx Tpaguuisx cepue
BBaXKasiocs LeHTpoM 6yTTa i MicLueM nepebyBaHHS YNCTOro, TpaHcueHaeHTHoro po3ymy. Came us
iHTenekTyanbHa iHTYilisa 1 6yna «okom cepus». BnacHe, cydacHuin 6ypxxyasHuin popmMaTt NiognHn
«gyxless» noyas cknagatucs Bifg 4o6W pauioHaniamy, SKUM OTOTOXHUB PO3YM i3 PO3CYANUBICTIO, CepLio
XX NULLNBLLM TiNbKW pOfib OCepeaKy no4vyTTie. BigTodi My NocTiMHO CTMKaeMOCh 3 60MiICHUM PO3pUBOM
MiX PO3yMOM i MoYyTTAM. TpaguuiiHO cepLle € LLeHTPOM KOCMIYHOro 6yTTs, MicLeM nepebyBaHHs
«OXMBMIAKYOro Tenna», Bif AKOro nge CUMBOSYHE BUMPOMIHIOBAHHSA: CBITIO i Tensio 0QHOYacHO — PO3yM
i nto60oB, ABa acnekTn OJHOro 1 TOro camoro, ki HEMOXINBO po3'egHaTu. B ikoHorpadii («Cepue Icyca»)
BOHM MO3HA4alTbCA FOCTPUMM NMPOMEHAMM | A3UKaMUN NOAYM'A...

3a komnoauuieto, «Cepue» BigaaneHo Haragye yYm 1o «fABneHHs Xpucta Hapogy» OnekcaHgpa IBaHoBa,
4YM TO 3apas30M YCi CXxeMu BOrosBMEHHS Y KNacuyHOMY MUCTELTBI, X04a HacnpaBsgi € TUNOBUM ctoppearni-
CTUHYHUM raniounHO30M. Bxe He BnepLue XygoXHUK BOAETHCA OO BTOPUHHOI NEPEPODOKU, «pPeCanKiHry»
penirinHoi cMMBONIKK: cepep ripCbKOro Kpaesnay B1UcovaTb Cxoau B HEGO, SKi HATAKalOTb Ha iepapxito
KOCMIYHOI cBiTOBY#OBW. IX yBiH4YaHO nanato4yum «Ceplem Icyca», 0TOHEHUM 3aMiCTb MPOMEHIB cMyra-
CTUMU KpaBaTkamMu. bing nigHIXOKA CXOAiB XaoTUYHO PO3KMAAHI aAenTn KynbTy MtobOoBi, «ynamMku MUHYNOI
BENMYi» cakparnbHMUX 06pagiB i CUMBOMIYHUX CMUCNIB cepef TeaTpanbHOro PeKBi3nUTY, AKUA KPACHOMOBHO
nigTBepAXYeE, L0 BECb Liel MOT/IOX BXEe AABHO HE € CNpaBXHiM. Y MOBITPi HIBW Tapinku KOCMiYHMX
NpuOYnbLIB LUMPAOTL BIHINOBI NnaTiBKK, AKi, NigniTatoyn 4O rofiB NepcoHaxis, NepeTBOPOTLCA

Ha HiM6W... Bce Le BXe He BUrNagae K YeproBuin eKCNepUMEHT 3 MOPYLLEHHS MeX JO3BOSIEHOro

i cakpanbHoro. Haenaku, B LibOMy Xaoci 6ifibLLle CEeHTUMEHTaNbHOCTI, HiX HIrifiamMy, HocTanbrii 3a
CMMBOJIYHMMM CMUCTIaMWU, Ki MUCTELTBO B 6e3KiHEYHI rpi 3 onaHHsa YCinaknx 3ab6opoH

i NepeLlKo HEMOBOPOTHO BTPAYaE. ..
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Arsen Savadov

ApceH CaBapoB

Heart (fragment), 2006
oil on canvas, 315x580 cm

«Cepue» (pparmeHT), 2006
nonoTHo, onis, 315x580 cm
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Usually, Arsen Savadov's works make one think about trans-media — one medium always refers to another
one in his works, photography 'looks through' art and vice versa and they mix in infinite circulation... At first
glance, 'photogenic' art in a monumental composition titled Heart makes an unusual impression. It seems
that Savadov is looking for a source of inspiration not only in his own photo projects, but in photo sessions
from the pages of glossy magazines. Though in reality the artist's turn to so-called fashion stylistics is not
at all unexpected. One simply has to recall his series titled Fashion in the Graveyard, which initiated

a catastrophe of the aesthetic sense and created a head-on collision between such categories as

‘the beautiful' and 'the majestic'...

There are three main stylistic trends beginning from the year 2000 that stand out: ‘trash’, 'glamor' and
‘fake'. We encounter in Savadov's works 'glamor fake', which is not a simulation of beauty, rather
‘prettyism’ that flirts with the tastes of the target audience of glossy fashion magazines. The artwork

of Moscow artists Vladimir Dubosarsky and Alexander Vinogradov can be considered an analogy to this
‘glamor fake' — an explosive mix of bright pages of glossy publications and a full-fledged manner of the
artistic style of social realism. Brightness and attractiveness are Savadov's priorities as well, though a base
element of his stylistic mix is different — this is more restrained and noble neo-academism. Except for
having its only literal sense, the glamorous look of models that posed for him in front of gravestones almost
ten years ago does not bear any symbolic senses in relation to in-depth reality. In truth, in the symbolic
aspect of being, exactly these models are an empty background on which the mystery of death unfolds.
Otherwise, it would not be possible to turn one's attention to it. In this way, Savadov is trying to unveil

a curtain of some profane reality in front of viewers in order for them to be able to see a different reality —
a mystic one.

The composition Heart is also devoted to a search for such reality. Esoteric traditions considered the heart
to be the nucleus of existence and the presence of a pure and transcendental mind. Exactly this intellectual
intuition was 'the eye of a heart'. Actually, the current bourgeois format of a 'spiritless' person started to
develop from the age of rationalism, which identified mind with reason and left for the heart only the role of
a center of feelings. Since that time we have constantly encountered a painful gap between the mind and
feelings. Traditionally, the heart is the center of cosmic being, the place of presence of 'enlivening warmth'
from which a symbolic emanation radiates: light and warmth at the same time — mind and love, two
aspects of the same thing, which are impossible to detach. Iconography shows them by sharp rays and
spurts of flames (Heart of Jesus)...

By composition, Savadov's Heart distantly resembles either Alexander lvanov's painting titled The
Appearance of Christ before the People or altogether all the theophanies in classic art, though in reality

it is a typical surrealistic hallucinosis. This is not the first time when the artist turns to processing and
'recycling' religious symbolics: steps rise to the sky on a mountain landscape hinting of the hierarchy of
the cosmic universe. A flaming Heart of Jesus crests the steps — instead of rays, it is surrounded by striped
ties. Adepts of the cult of love are chaotically spread around the bottom of the steps — they are 'fragments
of the former grandeur' of sacral images and symbolic senses among all these theatrical properties, which
eloquently emphasize that all this stuff has not been real for some time. Vinyl records like extraterrestrials'
flying saucers hover in the sky — when the records fly up to the characters' heads, they turn into nimbus-
es...All this already does not look like just another experiment of breaking boundaries between the permis-
sible and sacral things. On the contrary, this chaos has more sentimentality than nihilism; here there

is nostalgia for symbolic senses, which art irrevocably loses in its endless game of overcoming various
barriers and obstacles...
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ApceH CaBafoB
«Cepue» (pparmeHT), 2006
nonoTHo, onis, 315x580 cm

Arsen Savadov
Heart (fragment), 2006
oil on canvas, 315x580 cm
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Cewm Tewinop-Byg Sam Taylor-Wood
«ABTOMNOPTPET, K Aepeso», 2000 Self Portrait as a Tree, 2000
KONbOpOBUIA ApyK, 121,9x152,4 cm c-print, 121,9x152,4 cm



MeunxonorivHo 3apspxeHi HapaTuen Cem Tennop-Bya dikcytoTb camMOTHI, ypasnusi Ta Hanpy>XeHi MOMeHTH
NOACEKOT gpamn XnTTa. BoHy gocnigXytoTb didnyHi Ta eMouioHanbHi Mexi ocobucTtocTi. li yacto
BeSIMKoMacLUTabHi, eHirmaTnyHi 06pasu B1BYaOTb eKCTpemarnbHi eMOLInHI cTaHu. Ha neplumi nornag,
30a€eTbCs, WO BiABEPTi, HapaTUBHI MOXINMBOCTI dhoTorpadin, dinbmis Ta Bigeo Tennop-Bya npotucToaTb
6yOb-IKOMY KOHKPETHOMY CUMBOSIYHOMY 3Ha4eHHI0. BoHa npusepTae Hally ysary Ao O6iLSIHKM HOroch,
L0 3HaxXoauTbCs Bigpady nosa pamoto. B ii o6pasax € yiTka emoLjiiHa cuna, 3MillaHa i3 3aHENOKOEHHSM,
TYT NPUCYTHS ABO3HAYHICTb, LLIO IHTPUryE, Ta HE3HATa Hanpyra.

BinbHO nocunaroumch Ha pxepena Big PeHecaHcy Jo xumBonucy 6apoko, rofnnaHACbKUX HaTiopMOpTiB

Ta ronniByacbKoro KiHo, 306paxkeHHs Tennop-Byn 06'eaHy0Th cBATE Ta npodaHHe, penirinHi o6pasu

3 MUPCBbKUMM, MICbKi Nen3axi 3 nactopasnbHuMU. LieHTpanbHe micue B ii poboTi — ue ii po3sigyBaHHsA
npupoau CTBOPEHHs nopTpeTiB. BoHa focnigxye, K MOXHa MaHinynioBaTt Bupasamm o65n44s Ta Tina,
MOBOIO Ta 3BYKOBUM CYNPOBOAXEHHAM, LLO6 BIOKPUTKU cnabkicTb abo cuny ocobucTocTi. li po6otun yacTto
IHTPOCMEKTMBHI, NOXMYpi, 3nerka 3abapsBfieHi CTPaxoM, CyMOM, BTPATOK Ta, B pPeLUTi peLuT, CMepTHO.

Tennop-Byg makcrmarnbHO BUpaXae CBOE XUTTA Ta poboTy B aBTONOPTPETaXx, MOYUHAKYN 3 PaHHIX,
KOH(PPOHTALNHMX 306paxeHb, Takux Ak «LLUnboHgpa» (1993), «Tpaxatu, CmokTaTy, LLnsonatw,
MacTyp6ysaTtn (1997) o «ABTONOPTPETY B OAHOG0PTHOMY KOCTIOMI 3 3anuem» (2001), akuii po3nosigae
npo ii 60poTbOy 3 pakoM. HellogasHi aBTONOPTPETU, Taki AK «ABTOMOPTPET, K AepeBO», HiNbLU
aneropu4Hi. «ABTOMOPTPET, FK AepeBo» — Le dpoTorpadis MOKMHYTOro aepesa, ke pByTb BITpU

Ta ke Hebe3Mne4YHO TPUMAETLCA Ha HEBENMYKOMY MiABULLIEHHI HA MOSi, OCBITAIEHOMY 3010TaBMUM CBITIOM
CyTiHOK. Llet 06pa3s 3apsagxeHui nigHeceHHaM. [e-nepcoHaniaoBaHuii xapakTtep nopTpeTy CBigvnTb

npo Big4y>XEHHSs, CAMOTHICTb Ta i30NboBaHICTb NpegmeTy. Lle eHirmaTnyHuin obpas, Lo HaTaKae

Ha LUBUOKOMNSIMHHICTb iICHYBaHHS, NIOACLKY YPasnuBiCTb Ta 6e3cunns nepeq martepianbHicTio.

Llert nopTpeT TMnosun gns ii po6oTn B TOMY, LLO L0 NPOCTY ifeto BTiIeHO 6e30oraHHo. [eTanbHicTb

i éaraTCcTBO KONbOPY rigHi NOpiBHAHHA 3 po6oTamu Ctapux MancTpis. Hag'asnuesa menaHxonis
300paxeHHs Haragye ogHe pOMaHTMYHe MONOTHO HiMelbkoro mutus Kacnapa Oasiga ®pigpixa, cTBopeHe
y 19-My cTORITTi. Y TOW Yac KoM B OCHOBI 6inbLUOCTI pobiT Tennop-Byn npocnigkoByeTbCca MenaHxonis,
«ABTOMOPTPET, AK AepeBo» 6yB OOHIE0 3 HebaraTbox pPobIT, AKY MUCTKMHA CTBOpUIa nif, Yac CBOET
60pOTLOM i3 paKOM Ta MPOXOLKEHHS XiMioTepanii. EAUHMI MOMEHT, 3addikCOBaHWI B LibOMY 306paXKeHHi,
BTiNIOE BCe, LU0 BOHA Big4vyBana B TON 4ac. 306paxeHHs (hikCye ypasnmBiCTb Ta CTIMKICTb NIOOMHK, Ska
MakKcUMarsbHO NepPeBIPSETLCA 4O OCTaHHLOI MeXi. Lia po6oTa 3amyLLye Hac NOANBUTUCS Y Bidi CNabkocTi
NIOACBLKOro CTaHy Ta Haragye Ham Mpo Hally BracHy CMEPTHICTb.
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Sam Taylor-Wood's psychologically charged narratives capture solitary, vulnerable and tense moments of
human high drama. They explore the physical and emotional limits of the individual. Her often grand scale,
enigmatic images explore emotional extremes. At first seemingly straightforward, the narrative possibilities
of Taylor-Wood's photography, film and video appear to resist any specific symbolic meaning. She draws
us toward the promise of something, something just outside the frame. There is a distinct emotional power
mixed with uneasiness in her images, an intriguing ambiguity and unresolved tension.

Freely referencing sources ranging from Renaissance to Baroque painting and Dutch still life through to
Hollywood cinema, Taylor-Wood's imagery fuses the sacred and profane, religious imagery with the secular
and urban with pastoral landscape. Central to her work is her investigation into the nature of portraiture.
She explores how facial and bodily expression, language and soundtrack can be manipulated to reveal

the frailty or strength of the individual. Her works are often introspective, somber, tinged with fear, sadness,
loss and ultimately death.

Taylor-Wood has played out her life and work in self-portraits from the early, confrontational images of Slut
(1993), Fuck, Suck, Spank, Wank (1997) to Self Portrait in a Single Breasted Suit with Hare (2001), which
refers to her battles with cancer. Recent self-portraits such as Self Portrait as a Tree are more allegorical.
Self Portrait as a Tree is a photograph of a forsaken, wind-battered tree perilously clinging to a rise in a
field in the golden glow of twilight. It is an image charged with pathos. The de-personalised nature of the
portrait is indicative of the alienation, loneliness and isolation of the subject. It is an enigmatic image that
alludes to the transience of existence, human vulnerability and powerlessness over materiality.

The portrait is typical of her work in that it is a simple idea flawlessly executed. The detail and richness

of colour draws comparisons with the Old Masters. The haunting melancholy of the image is reminiscent
of the 19th century German romantic painting of Caspar David Friedrich. While there has been an underly-
ing melancholy in much of Taylor-Wood's work, Self Portrait as a Tree was one of the few works produced
by the artist while suffering from cancer and going through chemotherapy. The single moment captured in
the image, embodies everything she was feeling at the time. The image captures the vulnerability and
resilience of the human being tested to the limit, confronting us with the fragility of the human condition
and reminding us of our own mortality.

Katharine Welsh
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Oner TicTon
13 umkny «MiBaeHHuiA 6eper Kpumy», 2007
nonoTHo, onis, 200x150 cm

Oleg Tistol
From the series Southern Coast of Crimea, 2007
oil on canvas, 200x150 cm
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Oner TicTon 6yB 0AHUM i3 NepLuMx MUTLiB B YKpaiHi, KW 3BepHYBCSA A0 NPOo6emMn HalioHasnbHOT
iDEHTUYHOCTI, BUKOPUCTOBYHOUM MeToamM non-apTy. LLle HanpukiHui 1980-x, fK 4neH rpynu «Bonbosa
rpaHb HauioHanbHOro MOCT-EKNEKTU3MY», BiH BXe npaLtoBaB Haf, CTBOPEHHAM HOBUX CTEPeoTUriB.
Topgi noro GinbLue LikaBun icTOpU4HI Midn, ane 3 NosBoro B YKpaiHi 03HaK CyCrninbCTBa CMOXUBaHHSA
BiH 3BepTaeTbCA | 4O Cy4acHOi MacoBoOi KynbTypu.

Y 1990-Ti pasom 3 Mukonoto MaLeHKo BiH CTBOPUB HU3KY MPOEKTIB, 06'€AHAHMX CMifbHOK iaeeto
«HALUIMPOMy», — «My3en apxitTekTypu», «My3eln YkpaiHn», a B OCTaHHi pokn — «HauioHanbHa
reorpadisi», «Matun MicT». Y cBoix po6oTax TicTon hopMye HOBI MidhonorivHi Mogeni, NPOAOBXYH4M
CTpaTerilo eKcrnaHcii B KONIEKTUBHE HecBigoOMe. AHani3yo4mn paHille HeBigpedneKTOBaHUA KynbTypPHUIA
marepian, MuTeLb 06upae 6e3NOMUINKOBO Mi3HaBaHi 06'€eKTV Ta NEpPEeTBOPIOE iX Ha AeKOpaTUBHI,
abCTpaKTHI IKOHW. BpeLuTi-peLuT, CTBOPIOETLCA BPaXKEHHS, HIBUTO Lii 06pa3u 3aBXau icCHyBanu

B MacOBill CBiIOMOCTi.

Oner TicTon no3uuioHye cebe K YKpaiHCbKUA MUTELb, KU OCBOKOE BRiacHy TepuTopito. Mogopox

no N'ypayda B 2006-my poui cTana npuBoAOM Ans CTBOPEHHS HOBOI cepii xusonucy «MBK»,

LLIO NPeACTaBnse NOPTPETU NanbM y HaTypanbHy Benn4mHy. MNpuiALLOoB Yac yKpaiHidysaTv i nansmy,
L0 OMNMHUIACch Ha MOro Teputopii, 6inbLue TOro, BOHa TaKOX CUMBOJYHA A5 CYyOTPONiYHOro NiBAHA
YKpaiHu, sk 6episka ana Pocii.

Manbma ogHo4YacHo € NpuBabAMBUM OEKOPATUBHUM O6'EKTOM i MiLLHUM CMMBOIOM. MuTeLb 3BepTaeTbCs
[0 N03a4acoBOro CMMBOJ1Y, BXe NnepeBaHTaXXeHOMy 6e3niv4to acouiaLlini, ane npuxoanTb 4O CTBOPEHHS
cBoro o6pasy. Mid, ctatoum cBoim, HabyBae HOBUX CMUCHIIB Ta OTPUMYE nogasnbLUnA PO3BUTOK.

Linm nosicHioeTbes 6e3niy antosin y umx poboTtax. YKpaiHCcbka nanbma Haragye 6arato npo Lo — npo Te,
wo Kpum — Le ronosHa 3gpaBHULA KpaiHW, Npo Kpacy BCECBITY, Npo Wokonagky «bayHTi», i npo Te,

LLIO XUTTSA NpeKpacHe HaBiTb Yy XPYLLOBL, AKLLO BOHA CTOITb cepef nasbM....

TyT MuTeLb NPOAOBXYE AABHO pO3ro4vaTy AUCKYCIo NPO Kpacy CTepeoTuny, ane nparHe BiginTu Big
6yOb-AKNX couianbHUX, HalioHanbHUX abo iCTOPMYHMX TeM. BiH xo4e CTBOPUTU BUKIKOYHO NMO3UTUBHUMN
o6pas, xpecTomaTinHUA NpuKnag non-apTy, AK Hacnpaegi 3aranbHOLOCTYMHOrO MUCTELTBA.

Manbmn nogo6aroTbecsa BCIM 6€3 BUHATKY, CyHacHe YABIEHHS NP0 pancbKe XUTTA Ha 3eMni 6e3 Hei
He CKnapaeTbes. Tak Lo He3fiCHEHHa Mpis Npo Te, WO MUCTELTBO MOXE 6YTU 65IM3bKe 6yOb-KOMY,
CTae peasnbHoH.

Po60oTu cepii Bigpi3HAIOTHCA XXMBOMUCHOK MOBOIO — Jfierka KOMM'toTepHa 06pobKa KOXXHOI BUXIOHOI
doTorpadii nigkasye HecnodisaHi KONbOPUCTUYHI pilleHHs. Came BCINsKi «3alukanioBaHHs» 3a KONbOPOM
06YMOBIIOIOTH aBTOPCLKI Nepexoam Bif BiABEPTOro Kivy A0 BULLYKAHOrO ceLeciony. [Npu ubomMy MuteLb
3an1LLIaETbCs B MeXax CBOro BMi3HaBaHOMO XONOAHYBaTO-6apO4HOro XUBOMKUCY.

«[lanitpa», WO NpUCYTHSA Ha KOXHIA KapTuHi, HEMOBOW MiATBEPOXYE, L0 aBTopa B LIbOMY MPOEKTI,
nepLu 3a BCe, LiKaBnATb XMBOMUCHI 3afadi. Ha noro gymky, MuTeLb, KU Mantoe He 3 HaTypu, a 3
doTorpadii, Bpy4Hy BUKOHYE PyHKLIO «DoToLLony»: BiH BUGMpae hOTOMOTUB i MOKpaLLye Oro 3rigHo
CBOEMY ysBeHH. ®apbu Ha naniTpi BignosigawTb hapbam, ki BUKOPUCTOBYOTLCA HA KapTUHI.
Manitpa, Taka cama, sk i B nporpami «Paint», HaTakae ny6niui Ha NerkicTb i JOCTYNHICTb TaKOro
XYLOXXHBOIO TUpPaXKyBaHHs. 30a€TbCS, LLIO TaK MOXE 3p0BUTN KOXEH, ane Lie OMaHIunBeo...

Hatania ®inoHeHkKo
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13 unkny «[MiBaeHHnn 6eper Kpumy», 2007 From the series Southern Coast of Crimea, 2007
nonoTHo, onis, 200x150 cm oil on canvas, 200x150 cm




Oleg Tistol was one of the first artists in Ukraine who addressed the issue of national identity using pop
art approaches. As early as the end of the 1980's, being a member of a group called Strong-willed Verge
of National Post-Eclecticism, Tistol had already worked on creating new stereotypes. At that time he was
more interested in historical myths, but once the signs of a consumer society appeared in Ukraine, he
turned to contemporary mass culture as well.

In the 1990's, together with Mykola Matsenko he created a range of projects united by one joint idea called
‘NATSPROM’ (NATIONAL INDUSTRY) — Museum of Architecture, Museum of Ukraine, and during the last
years such projects as National Geography and the Mother of Cities were created. In his works Tistol
forms new mythological models by continuing his strategy of expansion into the collective unconscious.
Analyzing earlier unreflected cultural material, the artist chooses objects that are recognized unerringly
and transforms them into decorative and abstract icons. Eventually one gets the impression that these
images have always existed in the mass consciousness.

Oleg Tistol positions himself as a Ukrainian artist who develops his own territory. His trip to the Crimean
city of Gurzuf in 2006 inspired him to create a new art series he titled YuBK (Southern Coast of Crimea),
which depicts palm trees in their natural size. The time has come to Ukrainianize a palm tree as well, which
has today appeared on Tistol's territory. Moreover, a palm tree is as symbolic of the subtropical south of
Ukraine as a birch tree is of Russia.

A palm tree is simultaneously an attractive decorative object and a powerful symbol. The artist turns to the
atemporal symbol that is already overloaded with a multitude of associations; nevertheless, he comes to
the creation of his own image. A myth that becomes his gets new senses and finds further development.
This explains many allusions in these works. The Ukrainian palm tree reminds us of many things — that
Crimea is the main health resort of the country; it reminds us of the beauty of the universe, of the Bounty
chocolate bar, as well as of the fact that life is beautiful even in a Khrushchevka (ugly apartment buildings
of the Khrushchev era) if it stands among palm trees...

Here the artist continues a discussion, which was started a long time ago about the beauty of a stereotype.
However, he tries to steer away from any social, national or historical topics. He wants to create a solely
positive image, a textbook example of pop art as an art that is actually free-for-all. Everyone without
exception likes palm trees; the contemporary conception of a paradisiacal life on earth does not come
together without a palm tree. Thus, an unrealizable dream that art can be understood by anyone becomes
a reality.

The works of this series are different in their 'language’ of pictorial art — light computer processing of each
initial photograph prompts unexpected color solutions. Exactly various overkill in terms of color prompted
the author's transitions from forthright kitsch to exquisite secessionism. At the same time, the artist
continues his easily recognized cold-baroque art.

A 'palette’ that is present in every painting sort of confirms that in this project the artist is interested,

first of all, in pictorial tasks. In the author's view, an artist who paints not from nature, but rather from

a photograph, manually performs the functions of Photoshop: he chooses a photo motif and improves

it according to his vision. Colors on the palette match colors that are used in a painting. A palette that

is the same as in a Paint program is a hint to the public that such artistic replication is simple and feasible.
Though it seems that anyone can do it, this is illusory...

Nataliya Filonenko
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MboTp YKnaHcki
Bes Hassu (Hepen), 2000
nnatuHosui Apyk, 50,8x40,6 cm

Piotr Uklanski
Untitled (Skull), 2000
platinum print, 50,8x40,6 cm
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Y poamosi 3 Maypiuio KatTenaHom YknaHcki npo cebe ckasas: «5 xo4y 6yT MOLEPHICTOM, NOCT-
MiHiManictom, Non-KoHUenTyanictoM, oTorpadom, AUNETaHTOM, My30t0 XYLOXKHUKA, NOMITUYHUM
MUTLEM, K BonTaHcKi, i KIHOLLHMKOM, sIK [onaHcKi».

Y ¢BOill po60Ti YKNaHCKi KOPUCTYETLCSA Pi3HNUMK 3aco6amMm XyOOXXHbOrO BUPaXKEHHs — Big choTorpadir,
iHCcTanauii 8o Bigeo Ta nepdopmaHcy. BiH Befie ipOHiYHY, KpUTUYHY rpy 3i 3BAOHULBKUM YapoM
CTepeoTuniB NOMyNAPHOI KYNLTYPY i BidyanbHUMK Knille. MuTelpb y SKOCTi MaTepiasny cBoix pobiT
BUKOPUCTOBYE 3pyNHOBaHI 06pa3n Non-KynsTypu, MOKa3yto4m ixHio 6e3CyMHiBHY marito. loro po6otum
TakoX 6araTto roBopsTb NPO CMOHTaHHY PafiCTk Bif Kpacu, a TAKOX MPO MOYYTTA MPOBUHU, SKe BUHUKAE
nig, Yac ii nepexmBaHHs. YKNaHCKi BigHaxoauTb Kpacy y 6aHanbHUX i jobpe BijoMuX peydax, y 3abyTux
Micusx abo Tam, fe BOHa BUHMKAE abCOMOTHO HEOHiKyBaHO, BTAMYIOHYM Msgadis o CUTYyaLii, ynawto-
BaHWX 3 METOK BUTBOPEHHS «XOPOLLOr0» HACTPOIO, L0 NPOBYAXKYE NOYYTTA HOCTanNbrii

i CEHTUMEHTY.

«CneujianbHiCTb» YKNaHCKi — Lie NepeHeceHHs y 4aci Ta NpocTopi Pi3HUX eCTETUYHNX (DEHOMEHIB.

[0 ubOro HanNPSMKy MOXHa O0ny4YnTH TakoxX poTopoboTy «bead Hassu», 2000 pik. MuTeub NomicTB
cebe y LeHTpi KOMNo3uLii, KoTpa Haragye BiHOK, CMSIETEHUI 3 OFONEHMX TiN MOMOAMX XIHOK. Lle mir 61
6yTH CTUNIZ30BaHUIN HOTO3ANNC MOSOAIKHOI Oprii, AKOM He KapTuHa, Ky YTBOPIOOTE CMeTeHi Tina.
Mu HemnHyYe no6a4nmo NACLKUIA Yepen, | 3a AONMOMOro0 LbOro XecTy XyOOXHUK YKMIaHCKi BCTynae
y pianor 3 Tpaguuiero i CMMBONIKOD, KOTpa BUpOcna foskona obpasy vepena y mucteursi. Hepen —
Le aneropis cMepTi i MMHYLLOCTI. Y KapTuHax, Ha SIKMX 306paXKeHo po3n'aTTa XpucTa, Yepen iHogi
PO3TaLLIOBYOTL 6ins NigHIXOKSA xpecTa. Came X Micue po3n'aTTa HasuBaeTbesA Fonroda, To670, Micue
Yyepena.

B YknaHcki MenaHxoniiHo-MeguTaTMBHe «memento mori» CnaiTaeTbC 3 HAPUMCTUHHUM | TeaTpanbHUM
3aHYpPEHHAM Yy ctoppeaniam. [NoTeHUiNHO HenpuemMHa KapTuHa, aneropis MapHOTU NIIOLCLKOr0 XUTTS,
nocTtae Kk eMaHauia kpacuv i epotnamy. OgHak M1 He MOXEMO No36yTUCA AMCKOMAOPTY, Lo noBepTa-
€TbCA, Ha4e 6yMepaHr. Hanpyra, sika BUHUKaE Bif, TOro, WO Krile NigaaHo CyMHIBY, 3anviiae Hac

B €CTETMYHO NigBiLleHoMy cTaHi. Kpaca 3MmillyeTbcsi 3 NoraHuM CMakoMm, epoTM3MOM Ta CMEpPTHo, nerka
Haconofa 3 eK3UCTEHUIMHMM HecrnokoeM. MuTelb, 30a€ETbCS, BXE BKOTPE CTaBUTb NMUTAHHS NMPO MeXi MiXK
BMCOKMM MUCTELTBOM, TUM 6araxeM 3HayeHb, KU BOHO Hece i3 co60t0, Ta NONyNapHUMN po3Baramu.
O6unaBI Ui cknagosi HeobXiaHi, 60 «MiMKMBNIOTL>» 0AHA 0AHY. [le 3akiH4yeTbCa ofHa, a Ae NoYNHAETbCSA
iHWa. Y Ui Hepo3B'A3HiN annemi YKNaHcki, 30aeTbCsl, CTBEPOXKYE — MUTELb 3aNULLAETLCS Y CaMOMY
LEHTPI, HaBiTb AKLLO Le TifIbKK LeHTP BfacHOi KOMMNO3uLii.

Yepen YknaHcki nosToptoe MOTMB dhoTorpadpii dininna Manscmana (1944 p.), Ha skii 6yno npeacTtaBneHo
CanbBagopa Oani y Voluptate Mors. Hag noctatTtio dani B «TymaHi» (thought bubble, sik y Komikcax)
CnneTeHi oroneHi Tina opMyloTb KapTuHy Yepena. Konu Maypiuio KattenaH 3anutas YknaHcki npo
3B'A30K i3 ManbcmaHoM, YknaHcKi BignoBiB: «YKpageHa iges aBToMaTU4YHO He MoripLlye HOBOI po6oTu.
BoHa vacTto nokpatuye ii. T NOBMHEH Le 3HaTu».

€xu (Opin) OHyx
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In a conversation with Maurizio Cattelan Uklanski said about himself: 'l want to be the following: a mod-
ernist, a post-minimalist, a Popconceptualist, a photographer, a dilettante, a painter's muse, a political artist
like Boltanski and a filmmaker like Polanski'.

In his work, Uklanski uses different methods of artistic expression, as seen through from photography,
installation, video and performance. He plays an ironic and critical game with the seductive charm of
stereotypes of popular culture and visual cliches. As for the material for his works, the artist uses destroyed
images of pop culture by showing their undoubted magic. His works also tell a lot about spontaneous joy
from beauty, as well as about a feeling of guilt that appears while experiencing it. Uklanski finds beauty in
the banal and the recognisable, in forgotten places or where it appears unexpectedly, and involves viewers
in situations where the reproduction of a 'good' mood awakens a feeling of nostalgia and sentiment.

Uklanski's 'profession' is the transfer of various aesthetic phenomena in time and in space. A photographic
work titled Untitled, 2000 can be assigned to this direction as well. The artist placed himself in the center

of the composition, which reminds one of a wreath weaved out of young women's naked bodies. This could
have been a stylized photographic recording of an orgy of youth if it were not for the image that these
entwined bodies create. We inevitably see a man's skull and with the help of this gesture, the artist enters
into a dialogue with tradition and symbolism, which has developed around the image of a skull in art.

A skull is an allegory of death and transient things. Sometimes a skull is placed at the bottom of a cross in
paintings where the crucifixion of Christ is depicted. The place of the crucifixion itself was Golgotha, that is,
the place of a skull.

In Uklanski's work a meditative 'memento mori' interlaces with narcissistic and theatrical immersion into
surrealism. A potentially unpleasant image, an allegory of the futility of a human life appears as an emana-
tion of beauty and eroticism. However, we cannot escape the discomfort that comes back at us like a
boomerang, leaving us in an aesthetically suspended state of mind. Beauty mixes with bad taste, eroticism
and death, light pleasure — with existential uneasiness. It seems that the artist has already for the millionth
time raised the issue about the boundaries between high art, that burden of senses that it carries with it
and popular entertainment. Both these components are necessary because they 'feed' each other. Where
does one end and the other begin. It seems that in this unresolved dilemma, Uklanski asserts that the artist
remains in the very center, even

if it is only the center of his own composition.

Uklanski's Skull repeats the motif of a photograph titled Voluptate Mors by Philippe Halsman (born in
1944), in which Salvador Dali was presented. Entwined naked bodies form an image of a skull on the right
above Dali's figure in a haze (like in a thought bubble used in comic books). When Maurizio Cattelan asked
Uklanski about a reference of his work with the one by Halsman, he answered, 'If an idea is stolen it does
not make the artwork automatically bad. It often makes it better. You should know'.

Jerzy (Juriy) Onuch
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Pivapp ®inninc
«BnarocnoeexHHa matn», 2000
nonoTHo, onis, 231,4x182,9 cm

Richard Phillips
Blessed Mother , 2000
oil on canvas, 231,4x182,9 cm
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Crapi NnopHo-BUAaHHs, BIHTaXHi NIUCTIBKK, ra3eTHi 06'AeK Npo 3HaromcTtea Ta fashion-xxypHanu 1970-x
(«OCTaHHI pagnkKanbHUiA MOMEHT Y dhellH-goTorpadii») — came 3Bigcu Pivapg ®inninc Bukpagae o6pasm
CBOIX Benn4yasunx kpacyHb. XKneonuc dinninca 4acto BBAXAaETbCA MOHYMEHTalIbHUM hoTopeaniaMoMm y
XXaHpi non-apTy, ane Taka ouiHKa Moro XyaoXHiX NpakTUK He 30BCIM KOPeKTHa. FKLLOo non-apT Bigkuaas
TEXHIKM TpaguLIHOro akageMmi4Horo XBOMUCy, OCriByBaB €CTETUKY pPeKnaMm Ta BECb Lie POXXEBOLLIOKMNIA
6EeHKEeT MacoBOi KynbTypu, To 3 DinnincomMm Bce Tpoxu iHakLe. [MubLue Ta Likasille, AKLWo xodeTe. Tak,
NOAI6HO A0 MUTLIB Non-apTy, BiH YepnaeTbCs Yy NPOCTOPI MaCcoBOI KYNLTYpW, ane npuv LboMy BiH CUHTE3YE
ii 3 TpaQUUINHUM akageMidyHMM XMBOMMCOM Ta HaMmaraeTbCa BUSBUTU B YCbOMY LibOMY OYHTIBHI NiJOCHOBM
MUCTeUTBa 3namHux Yacie (kiHeub 1960-x, nodaTtok 1970-x, KiHeup 1980-x, noyaTtok 1990-X). «HAKLLO non-
apT 6yB CrpaBXHiM BiZOOPaKEHHSAM KaniTaniCTUYHOro peaniamy («5 xo4y 6yTn MaLUMHOK»), TO MO pO60TH
nparHyTb BUPBATU 3 KOPEHEM KOHTPOSb MOZIGHNX MPOrpamMHMX HacTaHOB. 3a BCIi€t0 LIiED NOPOXHEYEto
NPUCYTHA NtoAcbka NpMpoaa, aka MaHihecTyeTbCA He TiflbKM Yeped LUHI3M Ta ipoHito. <...> Hepo3yMiHHs,
ynepemKeHHs, NMMUEeMIpCTBO, JIyKaBCTBO Ta 06MaH 3apa3oM 3 KOXaHHsAM, Muiocepasam Ta Hagieto. CeoiMu
KapTMHamMu g He 6axkato BUKIMKaTN 6e3npucTpacHe, KpUTUYHE CTaBlieHHs. He € BOHM TakoX i B3ipuamm
MOpasibHO JOMYCTUMMUX HOPM». Takum YmMHOM, Dinninc po3suBae NpakTUKK Non-apTy, pPo3LLMpsE none

iX iHTepeciB Ta BUYNEHOBYE Takuii cobi non-apT.

Cepep iHLWoOro, dinninc 3aHENOKOEHUI [ONEH XMUBOMMCHOIO MUCTELITBA B CyHacHUX peanisx. Yim € xmsonuc
CbOrofHi? dopma «MUCTELTBO-TOBAP», XYAOXHI aTaBiaM, HAOMIPHICTb, BIHTaXXHA BULLYKaHICTb abo nNpusig
NSt HOCTanbrii? FAKLLO XXMBOMUCY NPU3HAYeHO 6YTK FONOBHUM apT-TOBapOM, TO Y 3MOXE BiH 36epertu

B CO6I KPUTUYHWI OyX, YY1 3MOXeE BiH | HaJarni BUSBNATY cebe Cynaeto akTyasbHUX BUPa3okK CycrinbcTaa?

3namHi Yacu HapoXXylTb 3naMHUX MuTuiB. MucTeuTBo dinninca BiAMiIHHO iINOCTPYE Le CyOXEHHS.

Mwu cTukaemMock 3 0CO6IMBUM TUMOM TBOPYUX iCTOT, AKi CTpaXAakTb paauKanbHUM PO30BOEHHAM
ocobucTocTi. [TynoBMHa MiXX aBTOPOM | TBOPOM SIKLLIO HE MOBHICTIO aTpodoBaHa, To, AK MiHIMyM,
BipTyasnbHa. MNpodyKyo4n HEXMTPOMYAPUIN conogkuin rnamyp, ®inninc 3aéesnedye Moro rmMéoKOBOAHUM
inocodcbknM NigrpyHTAM. HocTtanbrytoun 3a 6yHTIBHUM MUCTELTBOM, BiH BfALLTOBYE aHTUOYPXKYa3Hi
XENEeHIHrn 3a y4acTio HOM3-MY3UKaHTIB.

®dinocodcbKi koHuenuii Pivapga dinninca, 6e3yMOBHO, LiiKasi Ta akTyanbHi, anie HUMU HaBpsg, yun
NPOCSIKHYTe NOro MUCTeUTBO. BoHM, SK MiHIMyM, HEO4YEBMAHI 3a BiACYTHICTIO aBTOPCLKOrO KOMEHTaps.
MoBa 1ife npo MUCTELTBO CONOAKe, akypaTHe, nigMuTe Ta AeKkopaTvBHE — MPOo NosiIoTHa Ans 6aratnx
NPOCTOPIB i CUTUX NtOAEN, y YMiX o4ax 6nmLLaTb CTpasu, a PyKn BKPUTI KOKCOM, HadhToro Ta 6ynbbalukamm
LLIaMMNaHCbKOro, AKMM 3anueanacs nigcMaxeHa B oflii Ha NoBiNbHOMY BOrHi pnba Jopafo. | HaBiTb AKLLO
dinninc B6ayae y 3acikax cBOiX 306paxeHb eCTeTUYHi 60M6U, TO Lji 60M6U BXe AaBHO NobyBanu B pykKax
canepiB Ha cnyx6i Bonogaps PuHKy.

V pamkax npoekty Reflection ®inninc npencraesnse ceoto kapTuHy «bnarocnoseHHa matu»

(2000) — dhemiHicTMYHY iKOHY. Mepen Hamu YopHoLLKipa BoromaTip-rogysanbHUUA, 0O NOBHWUX NepCiB AKOi
TAMHETbCHA pyka ocnabnoro 6inoro 4Yonoeika — o6pas, Tpeda 3i3HaTUCH, MPOBOKALINHWIA, ane rofnoBHe —
KYNbTYPHO afileKBaTHUMN, LLIO TOHKO Ta HEHAaB'A3MIMBO MiAKPECIIIOE FeOKYNbTYPHY NOBCAKAEHHICTb Cy4acHUX
CLUIA Ta €sponu.

AHaTonin YnbsHoOB
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Old porno publications, vintage postcards, newspaper classified personal ads and fashion magazines

of the 1970s (‘the last radical occurrence in fashion photography’) — these are exactly the sources from
which Richard Phillips snatches images of his stately beauties. Phillips' artwork is often viewed as monu-
mental photorealism in the pop art genre. However, such a definition of his creative practices is not quite
correct. While pop art rejected techniques of traditional academic art, praised the aesthetics of advertising
and all this 'rosy-cheeked feast' of mass culture, the case with Phillips is somewhat different. Here the
situation is deeper and more interesting, if you wish. It is true that like pop artists he draws on the sphere
of mass culture, but at the same time he synthesizes it with traditional academic art and in all of this he
strives to reveal the rebellious background of the art of crucial times (end of the 1960s, beginning of the
1970s, end of the 1980s, beginning of the 1990s). ‘If Pop Art sought to be the blank mirror of capitalist real-
ism of ‘l want to be a machine’, then my work seeks to break that mirror and eradicate the control of these
static agendas. There is, in fact, humanity behind this emptiness, and it is not the humanity that would be
dictated to us through cynicism and irony. <...> Misreading, prejudices, hypocrisy, contradiction, duplicity,
and fraud are as one with love, charity, hope, and temperance. It is not a detached, critical relationship that
| wish to establish with my paintings, nor are they demonstrations of morally acceptable theory.In this
respect Phillips extends the range of Pop art pratices and separates his own works from this precedent.

Among other things, Phillips is concerned with the fate of pictorial art. What is painting today? A form

of an ‘art-product’, an artistic atavism, an extravagance, a vintage fad or a reason for nostalgia? If painting
is destined to be the main artistic product, then will it be able to preserve its critical spirit, will it be able to
manifest itself further as a blaming force of topical flaws of society?

Crucial times give birth to crucial artists. Phillips' artwork excellently illustrates this notion. Here we
encounter special types of creative beings who suffer from a radical diassociation of personality. If an
umbilical cord between the author and his work is not completely atrophied, then it is at least virtual.
Producing unsophisticated, honey sweet glamour, Phillips supplies it with an in-depth philosophical
background. Being nostalgic about rebellious art, he conducts anti-bourgeois happenings with the
participation of musicians of noise bands at the openings of his exhibitions. Nothing is left outside the
market and pop culture. Today you can be an anti-bourgeois artist who creates bourgeois art; a radical
without bloodletting; a pop idol who rejects pop idolization.

Richard Phillips' philosophical concepts are undoubtedly interesting and topical, but they hardly permeate
his art. They are at least unobvious in the absence of an author's commentary. Here we are talking about
art that is sweet, accurate, cleaned up and decorative — these are canvases for rich spaces and satiated
people, in whose eyes strasses shine and whose hands are covered with coke, oil and champagne
bubbles, which they drank while with eating Dorado fish fried in oil on a slow fire. And even if Phillips sees
‘aesthetic bombs' in the hidden depths of his paintings, these bombs have already

been in the hands of sappers at the service of the art market's service.

For Reflection, Phillips presents his painting titled Blessed Mother (2000) — a feminist icon. We see a
dark-skinned Holy Mother — a wet-nurse, to whose full breasts a weakened white man's hand is reaching.
One must admit that the image is provocative, but the main thing is that it is culturally adequate;

it delicately and unobtrusively emphasizes geocultural everyday life of contemporary U.S.A and Europe.

Anatoliy Ulyanov

131









HAEMIEH XLOPCT
DAMIEN HIRST
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HemieH XbopcT

«[apHWIn BUBYX KapTUHWN MapHoCnascTBa

(3 meTenunkamu)», 2007

nosioTHO, MeTeNMKK Ta NobyTosa rnsaHueBa dapbda
piameTp 213,4 cm

Damien Hirst

Beautiful Explosion of Vanity Painting
(with Butterflies), 2007

butterflies and household gloss on canvas
213,4 cm diameter



HanBaxxnumeilmMin Mutelpb cy4acHoOro MucteuTsa bpuTaHii, npoBokaTMBHUIA Nig6yptoBaY, LLO cynepeynTb
caMm cob6i, NPOTAroM NPUBIIM3HO OCTaHHIX N'ATHAAUATM pokiB [emieH XbopCT AUBYE XYOOXHIN CBIT CBOIMK
YYCNEHHUMW TBOPHYUMM BUTIBKAMWU. Hakonuuytoum ycnixu ta pekopau, i B XyAOXHbOMY i (hiHaHCOBOMY
ceHcax, [lemieH XbOpCT nepLu 3a BCe € MUTLEM, 3aBASKM AKOMY Cy4acHe MUCTELTBO OOCArO LUMPOKOI
ayauTtopii. PeBosoLioHi3yoUn 6pUTaHCbke MUCTELTBO CKYNbATYPY, NiAHIMAYM NMUTAHHS MOMOXEHHS
MUTUSA Ta METOLIB CTBOPEHHS Ta OHOBJIEHHSA XYOOXHIX «Martepianis», [lemieH XbopcT gocar cratycy
noctarti MixxHapofHoi Maclutady EHgi Yopxona. 9K i us ikoHa non-apTy, MUTELb 3aBXAN Npautoe B
6aratbox cepax (Moga, My3uka, AM3aiiH...) 3a MeXamu CBiTy Cy4aCHOro MUCTELTBA, KU iHKONN
BUSIBNSAETLCS 3aBY3bKNM.

OemieH XbopCT CTBOPIOE CKYNbMATYPK, MOSIOTHA, dhoTorpadii, Bigeo Ta iHcTanauii. Muteub pagnkansHo
BigAaHu igei JOCNIOKEeHHA TeM YHiBepCanbHUX i 65IM3bKUX OO0 HALUMX LOAEHHUX 3aHATb. opyLuyoym
BCi Taby, [emieH XbopCT y CBOIii TBOPHOCTI NigHIMAaE Taki NUTaHHS, AK LWAAX Big XUTTA OO CMePTI,
MaTepVHCTBO, CBIT TBApPWH NPOTU CBITY NOAEN, peniria, cekc i 6e3acmepTs. FAKLLO Ha3BW MOro poobiT CXOXi
Ha HeBeNMYKI BipLUi (Ha KLWTanT XOKKY), TO XbOPCT HaMmaraeTbCsl 3rnagXyBaTu BCi NOCUNAHHS Ha Pi3Hi
cthepu Ta gogaTn MiICTUHHOIO BUMIPY, 3BIOKU TAKOX BUHMKAKOTb Ha3BW MOro BUCTABOK. Po6oTu «lapHui
BMOYX KapTWHU MapHocnascTBa», «[deskunii KoMopT, OTPUMaHWI Bif NPUNHATTSA Henpasau, NpUTaMaHHol
BCbOMY» ab0 «LluBinizauis nge 3a nnyrom» — Le nuile gekinbka npuknagis. bygy4v BCeCBITHbO BifOMUM
3aBAskN TakuM poboTam, K «Di3nyHa HEMOXIMBICTb CMepTi y CBIOOMOCTI TOr0, XTO XMuBE» (MepTBa
akyna, 3aKOHCepBOBaHa B CKJ/IIHOMY KOHTEWHepi, HanoBHeHOMY cdhopmManiHoMm), [emieH XbopCT Takox
MOBHICTIO CTBOPUB AEKOP OQHOr0 JIOHAOHCHKOro pecTopaHy i Ha3Bok «AnTeka», e BUKOPUCTaB
npeaMeTy 3i CBiTY MeauLMHK, Ta HELo4aBHO CTBOPUB CEPIl0 KAPTUH, AKi Marxe oTopeanicTuyHo
306paxyroTb HAPOAXKEHHS MOro MOJIOALLOrO CMHa, AKi pobnsATh KecapeBuin po3TuH. Muteub pobuTb
XUTTSA Ta CMEPTb BUAMMUMU, MPUMYLLYIOHM HAC 6a4nTH Te, LLI0 MM 3a3BUYan He 6a4Mmo abo He XO4EMO
6aunTn. Hepes Oesknii Yac HaBKOMNO XyAOXHbOIro BUPOOHULTBA XbopcTa 6yno CTBOPEHO CBOrO poay
MicpOSIOrito, OCKIfNIbKM BiH 3BMYHO NPobye NPOEKTHN BCe BiNblLL eKcTpaBaraHTHi B TEXHIYHHOMY Ta
6IOKETHOMY acnekTax. Tak, ocTaHHa po6oTa MuTUA Nig Ha3Bow «Tomy Lo Le € ntobos ao bora»
npeacTaBnse cob0k0 NIOACBKUI Yepen, iHKpycToBaHui binbLue HixX 8000 giamaHTamu, 3po6neHnmMm
OOHVM BiOMWM JIOHOOHCBKMM toBenipoMm. Lis po6oTa ctana HagopoXyvM TBOPOM MUCTELITBA B CBITI.
FIK eKcnepT 3 IHCLeHYBaHHA Ta NOCTaHOBKM, XbOPCT BUCTABMAB L0 POOOTY AK CrpaBXHin ckapo,
Cnigytoum TO4HOMY puTyarny, 3a aKuMm rnsgadam 6yno JO3BONIEHO PO3rNsfaTv Yepen nuwle ABi XBUNHM. ..
BeanepepBHO OHOBJIIOKYMCE, CTBOPIOOYM NapafoKCH Ta NPOTUPIYYSA | BECb Hac Crigyoyn LibOMY MOLLYKY
6e3cmMepTs, B CBOIN TBOPHOCTI XbOPCT HAMaraeTbCs KMHYTU BUKIMK CMEPTi, B TOW Yac KONW BlacHe

mMaTepianv ana noro poobiT CKNafalTbCa 3 MEPTBUX TBAPWUH, CKENETIB | KPUXKMUX HEOOBrOBIYHUX €IEMEHTIB.

«BockpeciHHs», «Icyc Ta y4yHi», «HenoBHa npaspa», «Ceatuin Bapdonomini, BUTOHYEHUI 6iNb»>,
«LunBinizauis nge 3a nnyrom» Ta «Apienb» NPeacTaBnsaioTb COO0I0 BULLYKaHY rpyny pobiT, 06'egHaHmNX
ans npoekTy Reflection i3 Harogn nepLuoi gemoHcTpalii pobit JemieHa XbopcTa B YKpaiHi. KapTuHu,
BGPOH30BI CKYNbNTYpU, TBAPMHN, 3aKOHCEPBOBAHI B dhopmaniHi, — usa fobipka pobiT BigMiHHO inocTpye
Pi3HI HANPSIMKWM TBOPHYOCTI MUTLS, BUPaXeHi K y po6oTax HaykoBOI rineppeanicTu4HOI eCTeTUKN, Tak

i B aBCTpaKTHUX KapTUHaXx, HaCU4eHMX CKPaBUMM KONbopamMun Ta MeTenukamn. 3HOB-Taku, B NPOEKTi
Reflection cninbHWiA «3HaMeHHMK>» X pOBIT MOXe 6yTK 3HAMAEHO B iX BiZHOLLEHHI [o penirii Ta
penpeaeHTalii MeBHMX CLUEH i BMi3HABaHUX NOOEN.

Knep Ctebnep
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HemieH XbopcT Damien Hirst

«Apienb», 2006 Ariel, 2006

NosI0THO, METENMKN Ta NobyToBa rMsaHLeBa butterflies and household gloss on canvas

(hap6a, 274,3x182,9 cm 274,3x182,9 cm (each) 137



One of the most important artists of contemporary British art, provocative agitator in spite of himself, for the
last fifteen years or so Damien Hirst has surprised the art world with his multiple rebounds. Accumulating
successes and records both artistically and financially, Damien Hirst is through whom contemporary art
has reached a large public. Revolutionizing British sculpture by putting in question the artist's statute and
methods of production, Damien Hirst has reached the status of an international prominence in a completely
Warholian sense. Like the icon of Pop Art, the artist has always collaborated in numerous areas (fashion,
music, design...) outside the world, sometimes narrow, of contemporary art.

Damien Hirst produces sculptures, paintings, photographs, videos and installations. The artist is radically
committed to exploring themes at once universal and close to our daily preoccupations. Breaking all
taboos, Damien Hirst treats in his work the passage from life to death, motherhood, the animal versus the
human world, religion, sex, and immortality. If the titles of his works act like short poems - a kind of haiku,
then Hirst tries to blur the references by adding an additional layered dimension through the titles of his
exhibitions: Beyond Belief, Some Comfort Gained from the Acceptance of the Inherent Lies in Everything
or Romance In the Age of Uncertainty. World famous because of such emblematic works as The Physical
Impossibility of Death in the Mind of Someone Living, a dead shark conserved in a glass and steel tank
filled with formaldehyde, Damien Hirst also designed the Pharmacy restaurant in London and as part

of his Fact paintings has recently produced a series of paintings of the birth of his youngest son. The artist
makes life and death visible, forcing us to see that which we don't normally see or don't want to see.

Over time, a kind of mythology has been created around Hirst's artistic production as he continues to
realize more ambitious projects. The artist's last work, For the Love of God, the cast of a human skull set
with more than 8,000 diamonds, realized by a famous London jeweler, has become the most expensive
work of contemporary art in the world. An expert in staging and mise en abimes, Hirst exhibited the work
like a veritable treasure, following a precise ritual in which the spectators were only allowed to view the
skull for two

minutes...Renewing himself ceaselessly, maintaining paradoxes and contradictions, all while pursing this
quest for immortality, Hirst attempts in his work to defy death while its materials themselves are composed
of dead animals, skeletons, and fragile, ephemeral elements.

Resurrection, The Cancer Chronicles / Jesus and the Disciples, The Incomplete Truth, St Bartholomew
Exquisite Pain, Ariel, are a few examples of Hirst's artworks united for Reflection, the first time the artist will
have exhibited in the Ukraine. Paintings, bronze sculpture, animals preserved in formaldehyde - this per-
fectly illustrates the artist's different articulated orientations surrounding issues such as scientific aesthetics,
to abstract paintings saturated with vivid colors and real butterflies. Once again in Reflection the common
denominator lies in their relationship with religion and in the representation of certain scenes and
recognizable figures.

Claire Staebler
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Hemien XbopcT

«Apienb», 2006

OfAVH i3 ceMu TBOpPIB

NofIoTHO, MeTENVKN Ta No6yToBa rMsHLUeBa
bapba, 274,3x182,9 cm

Damien Hirst

Ariel, 2006

one of seven panels

butterflies and household gloss on canvas
274,3x182,9 cm (each)



HemieH XbopcT

«Apienb», 2006

OAVH i3 ceMn TBOpPIB

NofIOTHO, MeTENVKN Ta No6yToBa rMsHLUeBa
bapba, 274,3x182,9 cm

Damien Hirst

Ariel, 2006

one of seven panels

butterflies and household gloss on canvas
274,3x182,9 cm (each)
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Hemien XbopcT

«Apienb», 2006

OfVH i3 ceMun TBOpPIB

NofIoTHO, METENWKN Ta NOGYTOBA rMsHLEeBa
hapba, 274,3x182,9 cm

Damien Hirst

Ariel, 2006

one of seven panels

butterflies and household gloss on canvas
274,3x182,9 cm (each)
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Hemien XbopcT

«Apienb», 2006

OfVH i3 ceMun TBOPIB

NofIoTHO, METENWKN Ta NOGYTOBA rMsHLEeBa
bapba, 274,3x182,9 cm

Damien Hirst

Ariel, 2006

one of seven panels

butterflies and household gloss on canvas
274,3x182,9 cm (each)
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LewmieH XbopcT Damien Hirst

«PakoBi XpoHiku / Icyc Ta y4Hi», 1994-2004 The Cancer Chronicles / Jesus and the Disciples, 1994-2004
cTanb, ckno, thap6a, ronosu Kopis/6ukis, steel, glass, paint, cows/bulls head and formaldehyde and flies
dopmarniH, Myxu, NONOTHO and resin on canvas
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OemieH XbopcT Damien Hirst

«BockpeciHHa», 1998-2003 Resurrection, 1998-2003

CKIo, hapba Ta ckenet noauHn glass, paint, and human skeleton

213,4x213,4x213,4 cm 213,4x213,4x213,4 cm 144



OemieH XbopcT

«CBaATMI Bapdponomili, BUTOHYEHWI Ginb», 2006
6poH3a

250x110x95 cm

Damien Hirst

St Bartholomew, Exquisite Pain, 2006
bronze

250x110x95 cm
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LewmieH XbopcT

«HenosHa npaspa», 2006
CKJ10, anioMiHii, akpun, ronyo
Ta opmaniHoBui po34mH
222x176x74 cm

Damien Hirst

The Incomplete Truth, 2006

glass, aluminium, acrylic, dove and
formaldehyde solution

222x176x74 cm
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LewmieH XbopcT

«KcunoctagiH», 2007

nonoTHo, nobyTosa rnsaHuesa dapba
106,7x218,4 cm

o0
o0
o000

Damien Hirst
Xylostasin, 2007
household on canvas
106,7x218,4 cm
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BACW/Ib UAronos
VASYL TSAGOLOV



Bacwnb Llaronos Vasyl Tsagolov
«JlebeamHe 03epo», 2007 Swan Lake, 2007
MynbTumegiiHa iHcTansauis Multimedia installation
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CkynbnTypun 6anepyH B Nadykax i waxigcbkux nosicax 3acturim B na «TaHKy neéefeHsaT» Ha Thi
Bijeodekopadin — y cBoin iHcTansauii Bacune Llaronos po3rnsgae TepakT SK HaBUOOBULLHILLWIA
CneKTakslb Ha «OHTOSOrYHIN CLEHi Cy4acHOCTI»...

[o6pe po3pobneHnM CLeHapieM, [OCKOHASIO PEXMNCYPOoIo, BUOOPOM akTopiB, eDEKTHUMK AekopaLisMmu
Tepopu3Mm BifNoBigae yciMm KpuTepiamM AKiCHOI TeaTpanbHOi NOCTAHOBKU. IHakKLe i 6yTh He MOXe, afxe
BiJOOGPaXeHHs TepopuUcTnYHMX akTie B 3MI BUMarae oco6nuneoi yearu go getanen. icna cnekrakno
«Teatpy Tepopy» 11 BepecHs 2001 poky B AMepuui umMtyBanun Ycamy 6iH JlageHa, Lo BBaXaB TepakT
nvwe MegiyMoM, 3aco60M MOLLMPEHHS NOCMaHHSA, SIKe, Ha KOro AyMKY, aMepuKaHLi BpeLuTi fobpe
3po3yMinu: «l ocb AMepuKka CnoBHEHA CTPaxoM — 3 MIBHOYI Ha MiBAEHb, i3 3axoay Ha cxif». 3BepTarymcChb
[0 3axigHoro CBiTy, icnamiCTu 3MyLLEHi FOBOPUTU MOr0 MOBOKO — MOBOIO CyCMiflbCTBA CMNEKTaKIo.

CyTb cnekTtaknto, 3a I [1e6opom, KpUETLCS B CTaHi TOTaNbHOI AepeanisaLii cycninbCcTea, BUKIIMKAHOMY
3aco6amm KOHTPOSIKO Haj CBIOOMICTIO (TenebadeHHs, KOMN'IOTEPHI Mepexi) — NiognHa BXe He BigvyBae
MeXi MK CMpaBXHbOIO | KBasipeasnbHIiCTHO. Lle cTocyeTbea He Tinbku rnagadis, ane i noro TBopuis —
NONITTEXHONOrIB, IMIIXXMENKepIB, XYpHanicTiB, NoNiTUKIB. CnekTaknb — Le «6e3nepepBHUN camoBLOBO-
JIEHNI MOHOMOI Cy4YacHOro nagy 3 caMmm cobot0», hopMa camo36epexxeHHst | BIATBOPEHHS KaniTaniamy.
OpHa 3 OCHOBHUX MOro 0CO6IMBOCTEN — MEPETBOPEHHS BCbOrO Ha TOBap, TOMY, OCKifIbKM TEPaKT,

B NpVHUMNI, Mae HabyBaTy TOBApPHOro BUINAAy, Hacnpasi BiH He 30aTeH BUPasuTK GYHTIBHE MOCMaHHS.
TepopucT € nepcoHaxem, NosiBy KOro nepegdéadveHo, NPoTECT CTae anosorielo CreKTakmnio. Tepopuam,
AK NOMITUB siKocb CnaBon XKuxek, — Lie 3BOPOTHUI B6ik KaniTaniamy, Moro Heeig'eMHa cTopoHa. Mo6opoTn
Tepopun3m o3Hayae 3pynHyBaTn Kanitaniam, KU akTUBHO KySbTUBYE CTpax TEPOPUCTUHHOI 3arposu.

Y1 He WodHA HaMm HaragyloTb NPO CTPALLHI CIOprpu3an MambyTHbOrO — BUKOPUCTAHHSA XiMIYHUX,
6aKTepioNorivyHMX, pagioakTMBHUX PEYOBUH | HAaBITb AAEPHOI TEXHOMOTII, B MOPIBHAHHI 3 AKMMU CaMOPO6GHI
BMOYXOBI MPUCTPOI, NI0AN-60MOU — NPOCTO AUTAYI 3a6aBKM...

Bacunb Llaronos ocb yXe KinbKa pokiB NocnigoBHO po3po6sise BacHy TEOPI0 «HOBOrO [OKYMEHTanNiaMy»,
SIKUIA HacnpaBfi 3B0AUTLCA OO HABOPY «OMNepaTOPCbKUX» | «PEXNCEPCHKNX>» MPUAOMIB AJ151 NOCTaHOBKU
NEePEKOHSIMBOrO Bi3yasibHOro CNeKkTaks. ToMy, MOXHa NPUMNYCTUTU, TEPOPU3M LiKaBUTb NOrO 3 TOYKK
30py MakcumarnbHOI CNeKTaKynsapHOCTI, ifeanbHo BMOYAOBaHOI KAapTUHKK. BiH He pomaHTu3ye ioro,
HaBnaku fofae ABHUIN eNieMeHT rpoTecKy, SKUIM NepeTBOPIOE ApaMy Ha hapc — TaHUiBHULUI BUrMAOaTb
SIK 30MOi, IKMUMW XXOPCTKO MaHinyntoTb (MPO Ler CTaH rinHOTUYHOT KepOBaHOCTI BUKOHABLiB 6araTto
nuwyTh). JlebenmHuii TaHOK BUKIMKae antosii 3 TepaktoM y Mocksi nig vyac mioaukny «Hopa-OcT»,
3apas3oM 3rafgyeTbCsi reHaepHa CTaTMcTuKa Haloro HanbnuX4oro cyciga, Lo BeCcb Yac notepnae

Bij TEPOPUCTNYHUX aTak — B Pocii Tepopnam Mae XiHoye 06nmy4sa. Hesaxkaroum Ha OVBHY YNakoBKY
BMAOBMLLA, CNif BifAATW HaneXHe BMiHHIO TEPOPUCTIB 3aXONUTK «OHTOMONiYHY CLEHY», IKOi BECb Yac
JowykyeTbes Llaronos. HaBpsag 4v CbOrogHilLHI LWaxign BNeBHEHI, L0 My4YeHULbka CMepTb Y BillHi 3a Bipy
BiKpWBae iM gopory fo pato — Xiba Lo pav 3HaxoanTbCs B MiCUAX NPAMOI TeneTpaHcnsuii, Ae nepcoHaxi,
AKi 3pMHAa0Tb i3 HEBYTTA PI3BMYHOrO CBITY, BPELUTI 3HAX04sATb CNPaBXHE iCHyBaHHA B eqipi. AHTUrepoi
HaLLoro yacy ctalTb Mefia-3ipkamMun: MUCTELTBO MOXE HaBiTb N03a34pUTH iXHiA NONynsapHOCTI. Fk nucas
Bopuc Mpoiic B ece «Mucteutso. MonitTnka. [usanH», peuTUHr CyCnifbHOI 3HAa4yLLOCTi MUCTEeLTBa i
XYOOXHUKIB, SIKi BBaXXanNncs Mano He NpopokamMu 3a YaciB MOAEPHI3MY, Pi3KO BraBs, 3 «OHTOMOMYHOT
CLIEHW» X BUTICHUNN NepcoHaxi 3i cpepun NoniTMKm Ta Non-kynstypu. LLIo BXXe roBopuTr Npo «BUAATHUX>»
TepopucTiB. TOMy MUCTELTBO He TiNbKM BAAETLCA 0 CTpaTerii KonitoBaHHA NOMITUYHUX «IKOH», Tak camo
4acTo MOro yBary npuBepTae M «TeMHUI 6iK MicaLs», peBepc CyCninbCTBa CMEKTakKIo, iHTpUryoya
3arposa, sika cTa€ HaB'a3IMBUM CTPaxoM Y CBIGOMOCTI Cy4acHOi MIognHN.

Biktopia Bypnaka
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Bacunb Llaronoe
«Jle6egmHe 03epo», 2007
MyfnbTUMEfiHa iHcTansAuisa

Vasyl Tsagolov
Swan Lake, 2007
multimedia installation




Sculptures of ballet dancers wearing tutus and Shakhid belts have frozen in the pas of 'the dance of the
little swans' on the background of video decorations. In his installation Vasyl Tsagolov views a terrorist act
as the most spectacular Spectacle on ‘the ontological scene of contemporary times’...

With its well developed scenario, perfect direction, the selection of actors and bright decorations, terrorism
seems to satisfy all the criteria of a solid theatrical performance. It cannot be otherwise, since the coverage
of acts of terrorism in the mass media requires special attention to details. After the 'theater of terror' on
September 11, people in America quoted Osama bin Laden, who considers an act of terrorism as simply
a medium for disseminating a message that Americans finally understood, saying: ‘And now America is
filled with fear — from north to south, from west to east’. In addressing the western world, Islamists are
forced to communicate with it in its language — the language of a society of a spectacle. According to Guy
Debord, the essence of a spectacle lies in a state of total de-realization of a society, which is induced by
means of control over people's consciousness (television, computer networks). Then a person no longer
feels the limit between real and quasi reality. This concerns not only its spectators, but creators of the
spectacle as well — political consultants, reputation managers, journalists and politicians. The Spectacle

is 'an uninterrupted conceited monolog of a current state system with itself'; it is a form of self-preservation
and reproduction of capitalism. One of the main features of the spectacle is transformation of everything
into a product. Therefore, since a terrorist act in principle has to have a product form, in reality it is not
capable of conveying a rebellious message. A terrorist is a character whose appearance is foreseen and
the protest becomes an apology of the spectacle. As once Slavoj Zizek noted, terrorism is the other side
of capitalism — its integral part. To overcome terrorism means to destroy capitalism, which actively
promulgates the fear of a terrorist threat. Almost every day we are reminded about scary surprises of the
future: the use of chemical, bacteriological, radioactive substances and even nuclear arms technologies,
compared with which self-made explosive devices, 'people-bombs' are merely child's play...

For several years now Tsagolov has been consistently developing his own theory of ‘new documentary art’,
which in reality comes down to using a set of ‘camera methods and stage director's techniques’ for staging
a convincing visual spectacle. Therefore, it can be presumed that terrorism interests him because of its
maximum spectacular effect and its ideally built picture. He does not romanticize this topic. On the
contrary, he adds a certain clear element of grotesque, which transforms a drama into a farce — dancers
looks like zombies who are cruelly manipulated (people write a lot about this state of hypnotic control over
performers). The dance of the swans arouses allusions with a terrorist act in Moscow during a musical
called Nord-Ost. At once one recalls the gender statistics of our closest neighbor, which constantly suffers
from terrorist acts — in Russia, terrorism has 'a female face'. Despite the amazing 'packaging' of the show,
one should give credit to the terrorists' skill to capture 'the ontological scene', which Tsagolov has long
been searching for. It is unlikely that today's Shakhids are confident that a martyr's death in a war for faith
opens them a path to paradise, unless of course paradise is located in places of live television coverage
where the characters who appear from not-being of the physical world to finally finding their real existence
in live television programs. The anti-heroes of our time become media stars: art can even envy them for
their popularity. As Boris Groys wrote in his essay titled Art. Politics. Design, the rating of public signifi-
cance of art and artists, who were practically considered to be prophets during the time of modernism, has
fallen drastically and today the characters in politics and pop culture have squeezed them out from ‘the
ontological scene’. What can then one say about 'outstanding' terrorists... In short, art engages one not
only into a strategy of copying political ‘icons’, but also its attention is often attracted to ‘a dark side of the
moon’, a reverse of the society of the spectacle and an intriguing threat that becomes

an obtrusive fear in a consciousness of a contemporary man.

Viktoriya Burlaka
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Bacwnb Llaronos Vasyl Tsagolov
«JlebeamHe 03epo», 2007 Swan Lake, 2007
MynbTUMEfiHa iHCTansALis, eckia multimedia installatio, sketch
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NNSA YI14KAH & «CUHI HOCH»
ILLYA CHICHKAN & BLUE NOSES



Innsa YivkaH Ta «CuHi Hock» llya Chichkan and Blue Noses
«Irpn posymy», 2007 Mind Games, 2007
iHTepakTMBHa iHCTanauis interactive installation



«Irpu posymy» (2007) — Lie CniflbHUI MPOEKT YKpaiHcbKoro mutus Inni Yiukasa ta Bifomoi pocincbkoi
rpynu «CuHi Hocu» (B'adecnas MigiH Ta Onekcangp LLabypoBs). barato 4oro o6'eaHye aBTopiB: iX po60oTn
B 6iNbLLIOCTI ABNSAIOTL COH0I0 abCypaHi, CMILLHI a60 6pyTasibHi NPOBOKaLi, LLIO LLIOKYIOTh rnsaaqa.

BoHu Beceno gesanbByOTb 6yAb-AKi LIHHOCTI, iM NOJ06aeTbCa rpaTu igioTUYHI poni, CRigytoyn BlacHoMy
cueHapito. KpiMm Toro, BCi BOHY BUKOPUCTOBYIOTb iIHTEPaKTUBHI (hOpMU MUCTELITBA.

lges cninbHOI XyA0oXHbOI akuii Hapogunack y CNopTUBHOMY 3arli, NepeTBOPEHOMY Ha MaWCTEPHIO

Ha 4Yac pesvgeHdii B LLlapropogi, NpoBiHUiNHOMY YKPaiHCbKOMY MICTE4Ky, fie MUTL NpautoBany pasoMm.
Byno BupileHO HanncaTn NOPTPETU MOLHMX BYEHUX i iNocodiB, Ha N06i Yy KOXKHOro 306paxKeHHs
npueuTn 6ackeTOomNbHE Kifble, Kyau risgadi MoXyTb 3akmaaTn M'adi, Ta Ha3BaTu NPoeKT

«Irpun po3ymy», K cpinbMm i3 Paccenom Kpoy.

Mpautoroym Hag CMcKoM, MUTLI o6panu «ApicToTens, K1 npugymas MeTadi3nky Ta «MiMecic».
[apsiHa, 4nto Teopito eBoNoLi B yCbOMY LMBINi30BaHOMY CBITi BU3HatoTh 90 BiACOTKIB HApOJOHACENIEHHS.
lerens, akui npugymas gianektuky. dponaa, aKui npugymas «MNiagcBigomMe» 3 NcMxoaHaniaoM.
EnHwTenHa, aKun npugymas TeOopito BifHOCHOCTI. MakntoeHa, akuin npugymas «iHhopmauinHe
CyCninbCTBO», «rnodasibHe ceno» Ta ckasas, Lo dopMa i € 3MIcCT. BiTreHwTenHa, Sknin ckasas,

o 6yab-aKy OYMKY MOXHa BUPa3nTu NPOCTO Ta sicHO. | T.n.». 3a ix dhoTorpadisimun 3 IHTEPHETY

Inns YiukaH HanmMcaB BenuKi NopTpeTw.

3abyTuint aBTopamm icnaHcbkuin chinocod OpTera-i-lacceT y cBOi Teopii PO CNOPTUBHO-CBATKOBUI
CEHC XUTTH CTBEPOXKYE, LLO TiNIbKM B iFPOBIN HiANbHOCTI XXUTTEBA aKTUBHICTb MPOSBSETLCHA HEBUMYLLEHO,
6e3Ui/IbHO Ta BiNbHO. Harikpalumm npuknagom rpu sk 6e3uinbHoro HanpyxeHHs OpTera BBaxae crnopr.
Cy4acHe MMCTELTBO, 3a MOro AyMKO, TEX € rpa, TOMy BOHO 3aBXAM KOMiYHE 3a CBOIM XapaKTepoMm,
He3anexHo Bifg 3MICTy. Y TaKOMy KOHTEKCTi XapTiBfnBe, NPpOBOKaTMBHE LUOY «Irpy po3ymMy» CMIfIMBO
MOXHa Ha3BaTK CNOPTUBHO-XYOOXHBOK akLUieto, e aBTOpiB 06'€AHYE YCBIOOMIEHHA MUCTELTBa AK

rpwv i Tinbku. BoHW, 5K Lie i NONOXEHO MUTUSIM-KOMiKaM, 3anepedytoTb 6yab-gKy ifeonoriyHy nigocHoBy
NPOEKTY, L0, NpOTe, He 3aBaXkae iM BiTaTM MOXIMBICTb BiflbHOI iHTepripeTaLii CBOiX pooiT.

LLlo6 nosicHNTW CeHe KnpaHHa m'ada B nioba crnaBeTHOro idmka abo drinocoda, MoXHa 3BepHYTUCS

[0 Teopil iHLIOro NpoirHopoBaHoro asTopamu dinocoda — MoxaHa XensiHrn. Y cBoil Bigomin po6oTi
«JllognHa rpatoya» BiH 3axuLLae Tesy Npo irpoBuiA XxapakTep KynbTypu: rpa ctapLia 3a Kynstypy,

rpa nepegye KynbTypi, rpa TBOPUTb KyNbTypy. Teopis KUAae BUKIUK 3HAYEHHIO npaLi K
KYNbTYpPOYTBOPKOKYOro dpaktopa ictopii. MuUTUi y CBOEMY MPOEKTi NPOTMUCTaBNATL OCHOBHIN (irypi
iHtpbopmaLiiHoro cycninbcTBa — NANHI Po3yMHii (Homo sapiens) — girypy ntoguHm rpatodoi (Homo
ludens), Bigaar4M ocTaHHEOMY NpPaBo Ha nepemory. MNeBHO, AK i XersiHra, matoym Ha yBasi, Lo ntoamHa,
SIK | TBApPUMHA 00 NoanHW, 6yaye CBOE XUTTSA Y BUNAGI rPU | TAKMM YMHOM TBOPUTb CBOIO KYNLTYPY.

3rigHo cuenapito Mapcens [Oowaxa, Ha BIOKPUTTI OZHIET 3 Oro BUCTABOK AiTK rpanu y dyToéon nocepeq
rnspadis. Ha BigkpuTTi y «CuHix HociB» | HidykaHa BigBigyBadi MOXYTb 3akugatv M'adi B 6acKeTOOmNbHi
KOP3MHW, MOBNPABAATUCA B HACTINIbHOMY TeHici abo norpaTti Ha 6inbsApAi. IHTepakTUBHICTb HEO-AaaaicTChb-
KOro KLUTaNTy CborofHi HabyBae Hampi3HOMaHITHILLMX hopM. Ane y aHOMy BUMNagKy ocobmBICTb
B32EMOfji rsgaya 3 XygoXHiM TBOPOM Y TOMY, LLIO BiH (Di3UYHO KOHTAKTY€E 3 XXMBOMUCOM. 3aKiuK A0
6pyTanbHOr0 06XOKEHHS 3 XUBOMUCHOIO NOBEPXHELD, fiKa B YCi Yacu BBaXkanacb HEJOTOPKAHOIO i CyBOpPO
obepiranacb, ykasye Ha cnifisHy Ans aBTOPiB MO3UL0 HACMILLKN Haf YCieto IHCTUTYLED MUCTeLTBa.
PukoLueTom 6ackeT60nbHI M'aYi, 6inbapOHi Wapy Ta TEeHICHI M'aYMKn 3aBAa0Tb yaapy i no BiYHUM
LiHHOCTAM UMBINi3aLii Ta KynsTypu.

Haranis ®inoHeHKo
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Innsa YivkaH Ta «CuHi Hock» llya Chichkan and Blue Noses
«Irpn posymy», 2007 Mind Games, 2007
iHTepakTMBHa iHCTanauis interactive installation
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Mind Games (2007) is a joint project developed by a Ukrainian artist lllya Chichkan and the famous
Russian artistic group Blue Noses (Vyacheslav Mizin and Alexander Shaburov). Many things unite these
authors: most of their works represent absurd, funny or brutal provocations that shock viewers. They
joyfully debase any values; they like to play idiotic roles by following their own scenario. In addition,

all of them use interactive forms of art.

The idea for the joint artist action was born in a gym transformed into a studio for the time of the artists'
stay in Shargorod, a provincial Ukrainian town where the artists worked together. They decided to paint
portraits of popular scientists and philosophers and nail a basketball hoop to the forehead of each image,
so that viewers could throw basketballs into the hoop. The artists decided to call their project Mind Games,
as a movie with Russell Crowe (original title of the movie in English — A Beautiful Mind).

Working on a list of portraits to paint, artists chose ‘Aristotle, who came up with metaphysics and 'mimesis’;
Charles Darwin, whose evolution theory is recognized by 90 per cent of the population in the entire civilized
world; Georg Hegel, who devised dialectics; Sigmund Freud, who contrived the unconscious with psycho-
analysis; Albert Einstein, who came up with the theory of relativity; Marshall McLuhan, who invented ‘the
information society’ and ‘the global village’, and said that the medium is the message; Ludwig Wittgenstein,
who said that any thought can be expressed simply and clearly; and so on’. Using their photographs from
the Internet, lllya Chichkan painted huge portraits. But with his lucky hand, Arnold Schwarzenegger,

Fidel Castro and Mike Tyson appeared on this list as well.

A Spanish philosopher named Jose Ortega y Gasset, forgotten by the authors, asserted in his theory about
sports and the holiday sense of life that an individual's life activity manifests unconstrainedly, aimlessly and
freely only in playing activity. Ortega considers sports to be the best example of play as an aimless strain.
In his view, contemporary art is also play; therefore, it is always comical in nature, irrespective of its
content. In such a context, the humorous and provocative show Mind Games can be easily called a sports
and artistic action, in which the authors are united by their comprehension of art as play and only that.
They, as it is due to artists-comics, refute any ideological background of the project, which, nevertheless,
does not prevent them from welcoming any opportunity of free interpretation of their works.

To explain the sense of tossing a basketball at a forehead of a famous physicist or philosopher, we can
turn to a theory of another philosopher ignored by the authors, Johan Huizinga. In his famous work titled
Homo Ludens, he defends a thesis about the playful nature of culture: play is older than culture, play
precedes culture and play creates culture. The theory challenges a meaning of labor as a cultural and
creating factor of history. In their project, the artists contradistinguish the main figure of information society
— Homo sapiens — to a figure of a playing man (Homo ludens), giving the latter a right for victory. Evidently,
just like Huizinga, they mean that a man like an animal preceding a man builds his life in the form of

a play, thus creating his culture.

According to one scenario of Marcel Duchamp, children played football among viewers at the opening of
one of his exhibitions. At opening of the exhibit of Blue Noses and Chichkan, visitors can shoot basketballs
into hoops, practice table tennis or play billiards. Today, the interactivity of the neo-dadaist type is acquiring
the most various forms. But in this case, the peculiarity of the interaction of a viewer with an artistic work
lies in that he/she physically comes into contact with pictorial art. A call for brutal handling with a pictorial
surface, which has been considered untouchable and strictly guarded during all times, is an indication of
the authors' common position of mockery regarding the whole institution of art. Basketballs, billiards balls
and tennis balls strike by ricochet at the internal values of civilization and culture as well.

Nataliya Filinenko
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Ceprinn BpaTtkos

Hapopgveca B 1960 poLi B XapKosi
JXuvee Ta npautoe B MockBi

BvbpaHi B1cTasku:

YKpaiHCbKMIM NaBinboH, 52 BieHHane cyuacHoro mucteuTsa, Bexeuisa (2007); MepcoHansHa BucTaska, LieHTp
cy4acHoro mucteuTsa Baltic, IMevitexen (2007); 2 BieHHane cyyvacHoro mucteltea, Mocksa (2007); "Hosui npocTip”,
PinchukArtCentre, Kuis (2006); MNepcoHarnbHa BucTaeka, S.M.A.K. - My3ei cyyacHoro mucteursa Stedelijk, MeHT
(2005); Manifesta-5, CaH-CebacTiaH, Icnanis (2004); "Mocksa-bepniH 1950-2000", IcTopuyHuii My3ein, Mockea
(2004), Martin-Gropius-Bau, bepniH (2003); "Mosi Mockea", ranepes "PimpxmHa", Mockea (2002); bieHHane
cydacHoro mucteuTsa, Can-Mayny, Bpaawnis (2002)

EHTOHI Mopmni

Hapoauecsa B 1950 poui B JTOHOOHI
JKnBe Ta npavoe B JIOHOOHI

BubpaHi B1CTaBKM:

"EHTOHI Mopmni®, ranepes Hayward, JloHgoH (2007); 12-Te MixHapogaHe, 6ieHHane ckynbntypu B Kappapi, Kappapa
(2006); "EHTOHI MNopMmni - KiMHaTa ansa guxaxns", ranepes Thaddaeus Ropac - Paris, MNapux (2006); "EHToHI Mopmni
- Agiliceke none", CiHranypcbkuii IHCTUTYT cydacHoro mycteuTsa, CiHranyp (2005); "ExTowi Fopmni - Mone ans
BpuTaHcbknx ocTpoBiB", VIopKLLMPCLKMIA Napk CKybnTypw, Benkding, 3axigHuin Mopkump (2005); "EHToHi Mopmni -
MpocsiT", ranepest White Cube, JToHoH (2004); "EHToHI M'opmni - Mone BonogiHHa Ta iHwi poboTtn”, LieHTp
cy4acHoro mucTeuTsa Baltic, lMeittexen (2003); "EHToHi M'opmni - Hosi po6oti”, ranepest Nordenhake, BepniH (2001);
"MiX KiHO Ta iHLUMMIM HEMPUEMHMMM aslsTepHaTBamm', ranepes Tate Modern, JToHgoH (2000); “Tam Ha30BHI -
Buctaeka cyydacHoro 6putaHcekoro muctenTsa’, ranepes White Cube, JToHgoH (2000)

AHpgpeac Nypcki

Hapogweca B 1955 poui B Jlennuury
2Xuvee Ta npauoe B Oroccenbgopdi

BvbpaHi B1cTasku:

"PeTpocnekTmBa 1984-2007", dim mucTeuTsa, MioHxeH, HimewunHa (2007); "Mepcnektunea 07", ranepes
Lenbachhaus Munchen, MtoHxeH (2007); "Knik - nogginHuin knik", dim mucteuTsa, MioHxeH; Manaw, BUTOHYEHNX
mucTelTs, Bproccens (2006); "Cy4acHi ronocu: konekujs xusonmcy UBS", Myseit cydacHoro mucteltsa, Hobto-
Vopk (2005); ranepes Matthew Marks, Heto-Mopk (2004); "100 muTLiB 6a4aTs Bora", €EBpeiicbkinii My3ei
xwveonmcy, Can-DPpaHUmMCKO, EKCNO3MLIS BUCTABMSANACh Y HACTYMHUX MicLax: XyOoxHi My3en Laguna, JlaryHa Biy,
KanidhopHisi; IHCTUTYT cyqacHoro muctewTsa, JTIOHOOH; BipmKUHCEKMI LIEHTP Cy4acHOro MucTeuTsa, BipmkuHia Biy,
BipmxuHis; ranepes Freedman Art, konemxk On6pant, PegiHr, MeHcinbearis; Ta HikByACbKUA XyOOXHi My3ei
mucTeuTBa, Hewwsin, TenHecci (2004); "Avtunoan”, ranepes White Cube, JToHgoH (2003); "KiHemarorpadis”, Myaei
cy4acHoro mucteuTsa Conomona P. M'yrreHxarima, Heto-Mopk; ekcriosuuis BUCTaBnsnach y HACTYMHUX MiCUAX:
Myseii Conomona P. lN'yrrenxaiima B bins6ao (2003); Lientp XKopxa Momnigy, HaujoHanbHWii My3eii cy4acHoro
mucTeuTBa, MNapux (2002); "AHgpeac Nypcki', Mysel cydacHoro mucteuTsa, Hbto-lopk; ekcriosuuis BucTaensnach
y HacTynHUx micusax: HauioHansHui My3ent Reina Sofia, Magpug; LieHtp XKopxxa Momnigy, Mapwx; Ta Myaei
cy4dacHoro MucteuTsa, Hvkaro (2001)



MNitep Aowr

Hapopavecsa B 1959 pouj B EQnHOYp3i
Kviee Ta npauoe B TpuHigagi

BubpaHi BcTasku:

"oy Ha 3axig, monoamin Yonogide", Mysern 06pa3oTBopHoro MucTeuTsa, Jlennuur (2006); "CyTresuin xumsonumc',
HauioHansHuin xygoxHin Myseii, Ocaka (2006); TpieHHane ranepei Tate, "[AHi sk ou", ranepes Tate Britain, JTonaoH
(2006); BienHane YiTHi, "OeHb ansa Houi", My3elt amepukaHcbkoro mucteltea YiTHi, Heto-Vopk (2006);
"Studiofimclub", Myzer JTioggira, KenbH; ekcrioduuia Buctasnsanack y Liropuxcekomy 3ani mucteuTs, Litopmx (2005-
2006); "Tpiymd »xmBonumcy. Hactuna I, ranepes Saatchi, JloHgoH (2005); "Metropolitain”, ranepes Pinakothek der
Moderne, MioHxeH, ekcnoauLisi BUCTaBnsnach y ToBapuUCTBI MISTPUMKM PO3BUTKY KySTYpUY B MIiCTi [aHHOBeEp
(2004); ">Kueonwc: Big PayLieH6epra go Mypakami, 1964-2003", myzein Civici Veneziani, BeHeLiaHcbke GieHHare,
Beneuija (2003); "100 pokis Tomy", ranepes Victoria Miro, JToHgoH (2002); "O3epo Big/yHHs", My3el cyqacHoro
mucteurea, Masmi (2000)

Mapk KsiHH

Hapogauecsi B 1964 podii B JTOHOOHI
JKviee Ta npautoe B JIOHOOHI

BubpaHi Buctasku:

"ART Futures", ranepes Bloomberg Space, JToHgoH (2007); "OiarHo3 [MucTteuTso] - MeguumHa B a3epkani
cydacHoro mucteuTsa", Mysei mucteLtea Micta AneH, AneH (2006); "Mapk KeiHH, MAKPO", Pumcbkuin My3ei
cy4acHoro mucteuTsa, Pum (2006); "MNiosuLleHa obisHaHicTh", kypaTtop binn Byapoy, ranepes Tate Modern,
JloHpoH (2005); "Mapk KgiHH - XimidHa nigrpumka xutTa", ranepes White Cube, JloHgoH (2005); 5 MsaHrmKycbke
6ieHHane, 2004 - "Tpoxu nuny, Kpanns sogun”, MeaHrmpky (2004); "Mapk KeiHH: NnoTb", lpnaHacekuin My3en
cy4acHoro mucteuTa, Ody6niH (2004); "Rotunda: County Hall", ranepes Saatchi, JToHgoH (2003); "Mapk KBiHH",
ranepes Tate Liverpool, Jlisepnynb (2002); "Mapk KeiHH - HaTtopmopTn", ranepes White Cube, JloHgoH

(2000)

Oner Kynik

Hapoauecs B 1961 poui B Kvesi
2Kue Ta npautoe B Mocksi

BubpaHi B1uctasku:

"®pikLuoy - HenpupopgHa icTopis”, LieHTp cydacHoro mucteuTsa Baltic, Meritexen, (2007); “MNepeTuHaroum KOpOoHH -
MoLyk xynoxHbLoi ineHTn4HocTi B CxigHin €sponi”, Myseit cyqacHoro mucteursa Jltogsira, Byganewr (2007);
"Hoewuin npocrip", PinchukArtCentre, Kuis (2006); "Pocis 2 - Morani HoBuHM 3 Pocii”, ranepes White Box, Hito-Vopk
(2005); "Oner Kynik. lo6i TecT - 2", BineoiHcTanauis, ranepesn XL, Mocksa (2005); "No3a YepBOHMM rOPU30HTOM —
HoBe mumcTeuTBo 3 MonbLui Ta Pocii”, LieHTp cyyvacHoro mucTelTea, Bapiuasa (2004); "BepniH-Mocksa Mocksa-
BepniH 1950-2000", ranepes Martin-Gropius-Bau, BepniH (2003); ">Kviea kynerypa", ranepes Tate Modern, JToHaoH
(2003); "Oner Kynik - Yrmn6 Pocii*, S.M.A.K. - My3el1 cydacHoro mucteuTsa Stedelijk, FeHT (2001); "Kynik y
Bapuuasi”, LieHTp cy4acHoro mucteuTsa, Bapliasa (2000)
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Ixedpch KyHe

Hapopgweca B 1955 poui Bvl;]OpKy
2Kuse Ta npauoe B Hito-Vopky

BunbpaHi BcTaBsku: .

"Mo3a yacom - CyyacHui nornag”, Mysein cyqacHoro muctentea MoMA, Heto-Mopk (2007); "xedhdp KyHc - Xarnk
Engic", ranepest Gagosian - London, JToHgoH (2007); "Kyom mu igemo - [obipka 3 konekuii @paHcya [MiHo",
Manauuo Mpacci, BeHeuia (2006); "HeobmexeHuin xumBonuc - CyHacHWn XXMBONKC i rnobanbHui peaniam”, LieHTp
cydacHoro mucteuTsa Villa Manin, Kogporino (2006); "Mepeknag”, Manav, Tokio, Mapwk (2005); "Cynepsipku: Big
Yopxona [0 MagoHHn", ®opym mucTeltea BA-CA, BigeHb (2005); "LLo Take cydacHe?", ranepes Gagosian - New
York, Heto-Vopk (2004); "LLlacTs - [J0BiAHWK i3 BUXUBaHHS 4nis MycTelTBa Ta xutta'”, Mysei Mopi ApT, Tokio
(2003); "Oxetbdd KyHe - Easyfun-Ethereal”, Mysein cyvacHoro muctevrtea Conomona P. 'yrreHxanva, Hito-opk
(2002); "Big Oxacnepa OxxoHca o hkedda KyHea - Hotupn oecatunitta MucTeLTsa 3 KonekLuin Broad",
Jloc-AHOKenecbKnii OKPYXKHUA My3ein MucTeuTsa - LACMA, Jloc-AHmxenec (2001)

KpicTiaH Mapknen

Hapoaveca B 1955 poui B CaH-Padbaeni, KanidhopHis
Xuvee Ta npautoe B Hbto-Vlopky

BnbpaHi BcTaBsku: .

"Mo3a yacom - CyyacHuin nornag", Mysei cyvacHoro muctertea MoMA, Hito-Vopk (2007); "KpictiaH Mapkneit”,
ranepest White Cube, JToHzoH (2007); "MeHe 3pobunm vyxumHuem", Myseit "®pugepvumanym”, Kaccens (2006);
"Myavika - Lie kpaLuwmi wym", LieHTp cyqacHoro mucteutsa P.S.1, JloHr-Ainenp (2006); BienHane PERFORMA 05,
Hbto-Mopk (2005); "KpicTiaH Mapkneit”, ranepes Yvon Lambert - Paris, Mapwx (2005); "CvHun Ta 6patn Jiom'ep -
IcTopis cuHa B MucTeuTsi 20-ro ctonitta", LieHTp 2Kopx<a MNomnigy, HaujoHanbHWin My3er cy4acHOro MUCTeLTBa,
Mapwx (2004); "Tnevinuet”, Manav, Tokio, Mapwx (2004); "KpictiaH Mapknen - 3syku Pisgsa”, LieHTp cydacHoro
mucteutea CCA, Magro (2003); BienHane YiTHi-2002, Heto-Vopk (2002)

Capa Moppic

Hapogunacs B 1967 poui B KeHTi .
2Xvee Ta npautoe B JIoHAoHi Ta Hbto-MopKy

BrbpaHi BcTasku: .

"Mo3a yacom - CyyacHuin nornag", Myaei cyqacHoro muctertsa MoMA, Heto-Vopk (2007); "Capa Moppic - IHaekc
TayHi", ranepes Air de Paris, MNapwx (2007); "®opmn npocTtopy", Myseii cyqacHoro muctentsa ConomoHa P.
l'yrrenxavima, Heto-Vlopk (2007); "Lie Amepuka", LieHTpanbHuin My3en, YTpext (2006); "Capa Moppic - Muteus y
dookyci IFFR", Myzei BoiimaHca BaH BboHiHreHa, Pottepaam (2006); "Capa Moppic - Cnpoba [JToc-AHmxenec]",
Manay Tokio, Mapwx (2005); "Capa Moppic - 3oscim Hi4oro - Hosi kapTvHW', ranepest Max Hetzler, BepniH (2004);
"OHi gk oui", TpieHHane ranepei Tate cydacHoro 6putaHcekoro mucteutsa 2003, ranepes Tate Britain, JToHgoH
(2003); "Capa Moppic - Masawmi", Myzei cy4acHoro mucteursa - lisHivHe Masmi (MOCA), Masmi (2002); "Capa
Moppic - Hosi po6oTu", ranepes White Cube, JToHgoH (2000)
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Takawui Mypakami

Hapopavecsa B 1962 pouj B Tokio .
JKuee Ta npautoe B Acaul, npedpekTypa Cavitama, Ta Bpyknini, Hoto-opk

BuvbpaHi BcTasku: .

"Takawwi Mypakami*, ranepes Gagosian - New York, Hbto-Vopk (2007); "KomidHa abeTpaKLis - pyriHyBaHHS MoKy,
CTBOPEHHS iMigKy", Myael cydacHoro mucteutea MoMA, Hito-Mopk (2007); "Bigwnsonarte masny”, LieHTp
cy4acHoro mucteuTsa Baltic (2006); "Cropnpuns, cropnpua”, IHCTUTYT cyqacHoro muctewtsa, JIoHgoH (2006);
"Mepexnag, Manau, Tokio, Mapwx (2005); "Takawwi Mypakami®, S.M.A.K. - My3eli cy4acHoro mucteuTsa Stedelijk,
[eHT (2005); "BadeHHs iHWmx nogent”, ranepen Marianne Boesky, Hbto-Vlopk (2004); "AnoHcbkmin gocsia”, Mysen
mMogepHiamy, 3anbubypr (2003); "Mos peasnbHicTb: CydacHe MUCTELTBO Ta KyrbTypa SMOHCLKOT aHiMawlii”,
Yuka3bKuii KynbTYpHUR LeHTp, Yukaro (2002); "Takawi Mypakami - 3po6seHo B AnoHii", My3sert 06pa3oTBopHoro
mMucTelTBa, BoctoH (2001)

Fa6pienb Opo3ko

Hapopnveca B 1962 pouj B Xanani, Bepakpyc, Mekcuka
2Kue Ta npautoe B Mapwxi, Mekcunui Ta Heto-Mopky

BubpaHi Buctasku:

"Capricci (possibilites d'autres mondes)”, KaanHo "JTtokcembypr" - dopym cy4acHoro MUCTeLTBa, Jliokcemoypr
(2007); "Mositps Mapwxa", LieHtp XKopxxa Momnigy, Mapwx (2007); ranepes White Cube, JloHgoH (2006);
"lHBapiaHT Oepesa Camypas”, My3sei Jlioggira, KenbH (2006); "HeobmexxeHuit xxusonuc”, LieHTp cydacHoro
mucteyrsa Villa Manin, Kogpowno; "MNepexuvBaHHs mmucTeuTsa", BeHeliaHcbke 6ieHHane, BeHeuija (2005);
"VHiBepcasibHun OocBif - MUCTELTBO, XUTTA Ta OKO TypucTa", Yvkasbkuii My3er Cy4acHOro MucTeuTsa, Yvkaro
(2005); "Mepeknag", Manay, Tokio, Mapwxk (2005); Tanneicbke GieHHane, Tarnen (2004); "CninbHe 6araTcTeo”,
ranepes Tate Modern, JToHoH (2003)

ApceH CaBapoB

Hapoauecs B 1962 poui B Kvesi
2Kue Ta npautoe B Kuesi

BubpaHi B1uctasku:

"Bipto", apT-LeHTp "BuH3asog', Mockea (2007); "Hoswuii npocTip”, PinchukArtCentre, Kvis (2006); "MepLwui
npup6anHHs", Manauyo MNanagononi, BeHeuis (2005); "Parlament Light", Stella Art, Mockea (2005); "lNepesipka
peanbHocTi", YkpaiHcbkuia gim, Kuis (2005); "MpoLuasan, 36poe”, ApceHan, Kuis (2004); "Oox6ac-LLokonag”,
ranepes InoHn Open, Mapwx (2003); "MepLua konekuja', LieHTpansHuin 6yanHok XyooxHuka, Kuis (2003); "Kokto",
ranepes M. lenbmana, Kuis (2002); 49 bieHHane cy4acHoro MucTeLTsa, YkpaiHcbkuii nasinbinoH, Bexewis (2001)



Cewm Tennop-Byn

Hapogunacs B 1967 poui B JIoHOOHI
JXvee Ta npautoe B JIOHOOHI

BvbpaHi BucTasku:

"Bigeo B6Wo 3ipKy xumsonucy"”, Myaeit cydacHoro mucteutsa DA2 - Domus Artium 2002, Canamarka (2007);
"MMob6arbHi heMiHi3Mn", BPyKMIHCbKUIA XYOOXKHilA My3e17|, BpykniH (2007); "Cem Tenop-Byg, - 3acturmi xutrs",
LleHTp cyyacHoro mucTeuTsa Baltic, l'eMTcxep, (2006); "Cem Tewinop-Byg", CioHelcbkuiA My3eit Cy4acHOro
mucTeuTsa, CigHevi (2006); "Cynepasipku: Big Yopxona go MagonHu", ®opym muctevtsa BA-CA, BigeHb (2005);
"HepyxomicTk - Maiikn CHoy - Cem Teiinop-Byn", Myseit cy4acHoro mucTetitea MoMA, Heto- -Mopk (2005) "Cem
Ternop-Bya'", [dep>xasHuii pocivicbkuii My3eit, Muxanniscokuin nanad, C-MNetep6ypr (2004); "Tpemepn”, Myaeit
cyvacHoro muctelrea MoMA, Heto-Vopk (2004); "Cem Teinop-Byn', ®oHp Bawag, BigeHs (2003);
"KiHematorpadis", Myselt cydacHoro mucTeLtea ConoMoHa P. Myrrenxaiiva, Hito-Viopk (2002).

Oner TicTon

Hapoauecsa B 1960 poui B MukonaiBebkii o6nacri
JKuee Ta npautoe B Kuesi

BubpaHi B1CTaBKM:

"TenebayeHHs", B pamkax 2-ro MoCKOBCHKOro GieHHase cyqacHoro MucTeuTBa, BeecaiTHin 6aHk, Mockea (2007);
MpeseHTauia dpectmsans "ApTt-LLapropog”, B pamkax "ApT-Mockea" (2007); "TenebadeHHs", ranepes "Llex", Kuvis
(2006); "Mepesipka peanbHocTi", YkpaiHcbkui gim, Kuis (2005); "KHP", ranepes "Atense Kapacs", Kvis (2005);
"MpowyaBan, 36poe”, ApceHan, Kuis (2004); "Haunpom", ranepes M. lenbmara, Mockea (2003); "HauioHansHa
reorpacis”, ranepes M. lenbmana, Kuis (2003); "MepLua konekuis”, LieHTpansHi 6yavHOK XyooxHUKa, Kuis
(2003); 49 BieHHane cy4acHoro mucteLTBa, BeHeuisa (2001)

MboTp YKnaHcKi

Hapoaveca B 1968 poui y BapLuasi
2Xuvee Ta npautoe B Hbto-Vlopky

BvbpaHi BucTasku:

“TMpeseHTauis Konekwii - HactuHa 2", Myseit cydqacHoro muctentsa Mirpoc, Litoprx (2007); "®opmm npoctopy”,
Mysei cyyqacHoro mucteursa ConomoHa P. INyrreHxanmva, Hito-Mopk (2007); Konekuis ®dpaHcya [MiHo - nobipka
"MocTt-MNon", Manauuo Mpacci, BeHeuis (2006); "Cynepsipku - MpuHUMn BugaTHoro ctaHosuLLa. Big Yopxona go
MagoHHW", BineHbckuin 3an MucTeuTBa, BineHb (2005); "YHiBepcanbHuin focBia - MUCTELTBO, XUTTS Ta OKO
TypucTa", Ynkasbkuin My3selt cy4acHoro MucteuTsa, Yvkaro (2005); "MboTp YknaHcki', Bazensckuii 3an
mucTeLTBa, Basenb (2004); 50-ta MixHapoaHa XynoxHs BUCTaBka - BeHeuiaHcbke GieHHane, BeHeuisa (2003);
"MeoTp YrnaHcki", ranepes Emmanuel Perrotin - Paris, Mapwx (2002); "KA3WHO 2001: 1-e KeagpieHHane",
S.M.AK. - My3eit cyqacHoro mucteuTsa Stedelijk, FeHt (2001); "Au-dela du spectacle”, LieHTp >Kop>xa Momnigy,
HaujoHansHmin My3elt cydacHoro MucteuTsa, Mapwk (2000)
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Pivapp ®inninc

Hapoousca B 1962 poui B Map6nxegj, Maccadycetc
JKvee Ta npautoe B Hbto-MopKy

BubpaHi B1uctasku:

"Pivapg ®dinninc", ranepesn Gagosian Gallery - CA, Besepni Xinnc, KanidopHis (2007); "Taimep 01", TpieHHane
Bovisa, MinaH (2007); "Pidapg ®inninc - PaHHi po6oTn Ha nanepi”, ranepes Max Hetzler, BepniH (2006); "TemHi
micus", CaHta-MoHIKCbKMA My3el cydacHoro MucteuTea, CaHta-MoHika, KanichopHis (2006); "Pivapg dinninc -
npoekT Michael Fried", ranepes White Cube, JToHgoH (2005); "Tpow BpayHTyx - Kewit Egmip - Pivapg ®dinninc”,
ranepes Friedrich Petzel, Huto-Vlopk (2004); "Pidapg ®inninc", ranepes "Kunstverein in Hamburg", Maméypr (2002);
"Pivapp, dinninc - Mraxu Bputaii*, ranepest White Cube, JToHoH (2002); "CyyacHe 06nm44s - Big Maéno Mikacco
0o Anekca Kaua", ranepes Deichtorhallen, Fambypr (2001); "Pivapg ®inninc”, 3an mucteutsa, Liropux (2000)

HemieH XbopcT

Hapogwecsa B 1965 poui B Bpictoni
Kviee Ta npauoe B [JeBoHi Ta JIoHOOHI

BuvbpaHi BcTasku: .

"Iliro", ranepes Gagosian - New York, Heto-Vlopk (2007); "OemieH XeopcT", ranepes White Cube, JToHgoH (2007);
Konekuja ®paHcya [MiHo - gobipka "Moct-Mon", Manauuo Mpacci, Bexeuis (2006); "Mornga Ha €sporny - MpuHTK,
KHUMM Ta ckrapHi pei, Big 1960 go tenep”, Myseit cydacHoro mucteutsa MoMA, Hito-Mopk (2006); "Cy4acHi
rornocu: konekuis xwvsonicy UBS", Myseit cydacHoro muctentea MoMA, Hito-opk (2005); "Ho6ipka pobiT
[HemieHa XbopcTa', Mysei o6pa3otsopHoro mucteLtsa, BoctoH (2005); "100 muTLis 6adats Bora”, IHcTuTyT
cy4acHoro mucteuTBa, JloHgoH (2004); "LLlo Take cyyacHe?", ranepes Gagosian - New York, Hito-Vopk (2004);
"Petpocnektunea OemieHa XbopcTa', ranepes Saatchi, JTongoH (2003); "®okyc Ha demieHa XbopcTa', Mysewn
cy4acHoro mucteuTsa Astrup Fearnley, Ocrno (2002).

CuHi Hocun
Omutpo BynhuriH (1965), B'avecnas MisiH (1962), KoctaHtuH CkoTHikos (1958), Onekcanpp LLabypos (1965)

[pyny 3acHoBaHo B 1999-Mmy poLii B HoBOCKGIpCHKY
YyacHVKM XuBYTb Ta npautotoTs B Mocksi

BubpaHi Buctasku:

"Navigations: per Forma", Temple Bar Gallery & Studios, Oy6niH (2007); "Bce npo cmix", my3ei Mopi ApT, Tokio
(2007); "Pesontouia”, ranepes Transit Art Space, CtasaHrep (2006); "Pocis 2 - MNoraHi HoBuHM 3 Pocii”, ranepes
White Box, Hito-Mopk (2005); "CuHi Hocu - KyxoHHuin cynpematmam®, ranepes in SITU, Mapwxk (2005); 1-e
MockoBcbke bieHHaue cyqacHoro MuctewTsa, Mockea (2005); "Cim rpixis", ranepes Moderna Galerija - Ljubljana,

JlobnsHa (2004); "Okeir, Amepukal”, ranepes Apexart, Heto-Vopk (2004); "LUsmnaLue, Hix ictopis”, My3el cy4acHoro

mucteuTea Kiaama, XenbciHki (2004); 8 BanTilicbke TpieHHaUe MiXKHapogHOro MmcTeuTsa - "LIeHTp TshKiHHA",
BinsHtoc (2002)
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Bacwunb Llaronos

Hapogweca B 1957 poui B [MiBHi4HIN Ocerii
JXuvee Ta npautoe B Kuesi

BvbpaHi BucTasku:

"Hosuit npocTip", PinchukArtCentre, Kuig (2006); "OnTuka nomapaH4esoi pesontoLi”, ranepes M. [enbmana,
Mockga (2006); "Pocis-2", LieHTpanbHuii 6yomHOK XynoxHuka, Mocksa; ranepes White Box, Hito-Vopk (2005);
"MNepesipka peanbHocTi", YkpaiHcbkmin gim, Kuis (2005); "Mepwui npuadanHs”, Manauuo Managononi, BeHevjs
(2005); "bygHi", "Fresh", Manepes M. lenbmana, Kuis (2004); "Mpowasaii, 36poe”, ApceHan, Kuis (2004);
"YkpaiHcbki X-files", ranepes M. l'enbmaxa, Mockea (2003); "Hoeui Bignik", LieHTpansHuiA 6yAnHOK XyAOKHUKA,
Mockga (2003); "TepmiHoBui >xxuBonuc", Myser cy4acHoro MucTeLTea Micta, Mapux (2002)

Innsa Yiykan

Hapoauecsa B 1967 poui B Kvesi
JKuee Ta npautoe B Kuesi

BubpaHi B1CTaBKM:

"Irpn posymy", ranepes M. lenbmana Ha "BuH3aBsogi’, Mocksa (2007); "Testing station”, Lim ckynbnTypwu,
Crokronbm (2006); "Hosuir npocTip”, PinchukArtCentre, Kuiis (2006); "VkpaiHo, Bnepen!”, ranepes "PimkuHa",
Mockga (2006); "IMNcmxopapsiHiam”, ranepesn M. lenbmaHa, Mocksa (2005); "MNepesipka peasibHOCTi", YkpaiHCbkui
nim, Kuis (2005); "Mpowyasan, 36poe”, ApceHan, Kuie (2004); "Manifesta-5", Can-CebactbsH (2004); "MepLua
konekuis", LieHTpanbHuii 6yavHOK XyooxHuka, Kuis (2003); "HisyaTka i kponvku®, ranepes "PimkuHa", Mocksa
(2001); "Hoswui xwusonmc", ranepes "L-Apt", Kuis (2000)
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Serhiy Bratkov

Born in 1960, Kharkiv
Lives and works in Moscow

Selected exhibitions:
Ukrainian Pavilion, 52 Venice Biennale International Contemporary Art Exhibition, Venice (2007); Solo exhibition,
BALTIC The Centre for Contemporary Art, Gateshead (2007); 2 Moscow Biennale of Contemporary Art, Moscow

(2007); New Space, PinchukArtCentre, Kyiv (2006); Solo exhibition, S.M.A K. - Stedelijk Museum voor Actuele Kunst,

Gent (2005); Manifesta 5, San Sebastian, Spain (2004); Moscow-Berlin 1950-2000, Museum of History, Moscow
(2004); Martin-Gropius-Bau, Berlin (2003); My Moscow, Regina Gallery, Moscow (2002); Sao Paulo Art Biennale,
Sao Paulo, Brazil (2002)

Peter Doig

Born in 1959, Edinburgh
Lives and works in Trinidad

Selected exhibitions:

Go West Young Man, Museum der Bildenden Kunste, Leipzig (2006); Essential Painting, The National Museum of
Art, Osaka (2006); Tate Triennial 'Days like these', Tate Britain, London (2006); Whitney Biennial 'Day for Night',
Whitney Museum, New York (2006); Studiofimclub, Museum Ludwig, Cologne; touring to Kunsthalle Zurich, Zurich
(2005-2006); The Triumph of Painting. Part |, The Saatchi Gallery, London (2005); Metropolitain, Pinakothek der
Moderne, Munich, touring to Kestnergesellschaft, Hannover (2004); Pittura/Painting: From Rauschenberg to
Murakami 1964-2003, Musei Civici Veneziani, La Biennale di Venezia, Venice (2003); 100 Years Ago, Victoria Miro
Gallery, London (2002); Echo Lake, Museum of Contemporary Art, Miami (2000)

lilya Chickan

Born in 1967, Kyiv
Lives and works in Kyiv

Selected exhibitions:

Mind Games, Guelman Gallery at Winzavod, Moscow (2007); Testing station, Nobel Sculpture House, Stockholm
(2006); New Space, PinchukArtCentre, Kyiv (2006); Go, Ukraine, go!, Regina Gallery, Moscow (2006);

Psychodarwinism, Guelman Gallery, Moscow (2005); Reality check, Ukrainian House, Kyiv (2005); Farewell to Arms,

Arsenal, Kyiv (2004); Manifesta-5, San Sebastian (2004); First Collection, Central House of Artist, Kyiv (2003); Girls
and rabbits, Regina Gallery, Moscow (2001); New Painting, L-Art Gallery, Kyiv
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The Blue Noses
Dmitry Bulnygin (1965), Vyacheslav Mizin (1962), Konstantin Skotnikov (1958), Alexander Shaburov (1965)

Group founded in 1999, Novosibirsk
They live and work in Moscow

Navigations: per Forma, Temple Bar Gallery & Studios, Dublin (2007); All about laughter, Mori Art Museum, Tokyo
(2007); Revolution, Transit Art Space, Stavanger (2006); Russia 2 - Bad News from Russia, White Box, New York
(2005); The Blue Noses - Kitchen Suprematism, in SITU, Paris (2005); 1 Moscow Biennale of Contemporary Art,
Moscow Biennale of contemporary art, Moscow (2005);The Seven Sins, Moderna Galerija - Ljubljana, Ljubljana
(2004); O.K., America! Apexart, New York (2004); Faster than history, Kiasma - Museum of Contemporary Art,
Helsinki (2004); 8th Baltic Triennial of International Art - Centre of Attraction, The Baltic Triennial of International Art,
Vilnius (2002)

Antony Gormley

Born in 1950, London
Lives and works in London

Selected exhibitions:

Antony Gormley, Hayward Gallery, London (2007); Internazionale Xl Biennale di Scultura di Carrara, Carrara (2006);
Antony Gormley - Breathing Room, Galerie Thaddaeus Ropac - Paris, Paris (2006); Antony Gormley - Asian Field,
Institute of Contemporary Arts Singapore, Singapore (2005); Antony Gormley - Field for the British Isles, Yorkshire
Sculpture Park - YSP, Wakefield, West Yorkshire (2005); Antony Gormley - Clearing, White Cube, London (2004);
Antony Gormley Domain Field and other works, BALTIC The Centre for Contemporary Art, Gateshead, (2003);
Antony Gormley - New Works, Galerie Nordenhake, Berlin (2001); Between Cinema and a Hard Place, Tate Modern,
London (2000); Out There - An Exhibition of Contemporary British Art ,White Cube, London (2000)

Andreas Gursky

Born in 1955, Leipzig
Lives and works in Dusseldorf

Selected exhibitions:

Retrospektive 1984-2007, Haus der Kunst, Munich, Germany (2007); Perspektive 07, Lenbachhaus Munchen,
Munich (2007); Click Doubleclick, Haus der Kunst, Munich; Palais des Beaux-Arts, Brussels (2006); Contemporary
Voices, UBS Art Collection, Museum of Modern Art, New York(2005); Matthew Marks Gallery, New York (2004);
100 Artists See God, The Jewish Museum of Art, San Francisco; weitere Stationen/traveled to Laguna Art Museum,
Laguna Beach, California; Institute of Contemporary Arts, London; Contemporary Art Center of Virginia, Virginia
Beach, Virginia; Albright College Freedman Art Gallery, Reading, Pennsylvania and Cheekwood Museum of Art,
Nashville, Tennessee (2004); Antipodes, White Cube, London (2003); Moving Pictures, Solomon R.Guggenheim
Museum, New York; weitere Stationen/ traveled to Solomon R. Gugenheim Museum Bilbao (2003); Centre National
d'Art et de Culture Georges Pompidou, Paris (2002); Andreas Gursky, Museum of Modern Art, New York. Travels
to the Reina Sofia, Madrid, Centre Pompidou, Paris and the Museum of Contemporary Art, Chicago (2001)
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Damien Hirst

Born in 1965, Bristol
Lives and works in Devon and London

Selected exhibitions:

Summer, Gagosian Gallery - New York, New York City (2007); Damien Hirst, White Cube, London (2007); The
Francois Pinault Collection - A Post-Pop selection, Palazzo Grassi, Venice (2006); Eye on Europe - Prints, Books &
Multiples, 1960 to Now, MoMA - Museum of Modern Art, New York City (2006); Contemporary Voices: Works from
the UBS Art Collection, MoMA - Museum of Modern Art, New York City (2005); A Selection of Works by Damien
Hirst, MFA - Museum of Fine Arts, Boston, Boston (2005); 100 Artists See God, ICA - Institute of Contemporary Arts
London, London (2004); What's modern? Gagosian Gallery - New York, New York City (2004); Damien Hirst
Retrospective, The Saatchi Gallery, London (2003); Focus on Damien Hirst, Astrup Fearmnley Museet for Moderne
Kunst, Oslo (2002)

Oleg Kulik

Born in 1961, Kyiv
Lives and works in Moscow

Selected Exhibitions:

Freakshow - An unnatural history, BALTIC The Centre for Contemporary Art, Gateshead (2007); Crossing Frontiers
- Looking for an Artistic Identity in Eastern Europe, Ludwig Museum - Museum of Contemporary Art - Budapest,
Budapest (2007); New space, PinchukArtCentre, Kiev (2006); Russia 2 - Bad NEws from Russia, White Box, New
York City (2005); Oleg Kulik. Gobi Test 2. Videoinstallation, XL Gallery, Moscow (2005); BEYOND THE RED HORI-
ZON - new art from Poland and Russia, The Centre for Contemporary Art, Warsaw (2004); Berlin-Moskau /
Moskau-Berlin 1950-2000, Martin-Gropius-Bau, Berlin (2003); Live culture, Tate Modern, London (2002); Oleg Kulik
- Deep into Russia, S.M.A K. - Stedelijk Museum voor Actuele Kunst, Gent (2001); Kulik in Warsaw, The Centre for
Contemporary Art, Warsaw (2000)

Jeff Koons

Born in 1955, York
Lives and works in New York

Selected exhibitions:

Out of Time - A Contemporary View, MoMA - Museum of Modern Art, New York City (2007); Jeff Koons - Hulk Elvis,
Gagosian Gallery - London - Britannia Street, London (2007); Where are we going - Selections from the Francois
Pinault Collection, Palazzo Grassi, Venice (2006); Infinite Painting - Contemporary Painting and Global Realism, Villa
Manin. Centro darte contemporanea, Codroipo (2006); Translation, Palais de Tokyo, Paris (2005); Superstars: Von
Warhol bis Madonna, BA-CA Kunstforum Wien, Vienna (2005); What's modern? Gagosian Gallery - New York, New
York City (2004); Happiness - A Survival Guide for Art and Life, Mori Art Museum, Tokyo (2003); Jeff Koons -
Easyfun-Ethereal, Solomon R. Guggenheim Museum, New York City (2002); Jasper Johns to Jeff Koons - Four
Decades of Art from the Broad Collections, Los Angeles County Museum of Art - LACMA, Los Angeles (2001)

175



Christian Marclay

Born in 1955, San Rafael, California
Lives and works in New York

Selected exhibitions:

Out of Time - A Contemporary View, MoMA - Museum of Modern Art, New York City (2007); Christian Marclay,
White Cube, London (2007); Fremd bin ich eingezogen, Kunsthalle Fridericianum, Kassel (2006); Music is a Better
Noise, P.S.1 Contemporary Art Center, Long Island (2006); PERFORMA 05, Performa, New York City (2005);
Christian Marclay, Yvon Lambert - Paris, Paris (2005); Sons & Lumieres: Une histoire du son dans I'art du XXe
siecle, Centre Pompidou - Musee National d’Art Moderne, Paris (2004); Playlist, Palais de Tokyo, Paris (2004);
Christian Marclay: The Sounds of Christmas, CCA - Centre for Contemporary Art, Glasgow (2003); Whitney Biennial
2002, New York City (2002)

Sarah Morris

Born in 1967, Kent
Lives and works in London and New York

Selected exhibitions:

Out of Time - A Contemporary View, MoMA - Museum of Modern Art, New York City (2007); Sarah Morris - The
Towne Index, Air de Paris, Paris (2007); The Shapes of Space, Solomon R. Guggenheim Museum, New York City
(2007); This is America, Centraal Museum, Utrecht (2006); Sarah Morris - Artist in Focus IFFR, Museum Boijmans
van Beuningen, Rotterdam (2006); Sarah Morris - Endeavor [Los Angeles], Palais de Tokyo, Paris (2005); Sarah
Morris - Bar Nothing - New Paintings, Galerie Max Hetzler, Berlin (2004); Days Like These - Tate Triennial Exhibition
of Contemporary British Art 2003, Tate Britain, London (2003); Sarah Morris - Miami, Museum of Contemporary
Art - North Miami (MOCA), Miami (2002); Sarah Morris - New works, White Cube, London (2000)

Takashi Murakami

Born in 1962, Tokyo
Lives and works in Tokyo

Selected exhibitions:

Takashi Murakami, Gagosian Gallery - New York, New York City (2007); Comic Abstraction - Image-Breaking,
Image-Making, MoMA - Museum of Modern Art, New York City (2007); Spank the Monkey, BALTIC The Centre for
Contemporary Art, Gateshead (2006); Surprise, Surprise, ICA - Institute of Contemporary Arts London, London
(2006); Translation, Palais de Tokyo, Paris (2005); Takashi Murakami, S.M.A K. - Stedelijk Museum voor Actuele
Kunst, Gent (2005); Seeing Other People, Marianne Boesky Gallery, New York City (2004); The Japanese
Experience, Museum der Moderne Salzburg, Salzburg (2003); My Reality: Contemporary Art And The Culture Of
Japanese Animation, Chicago Cultural Center, Chicago (2002); Takashi Murakami - Made in Japan, MFA - Museum
of Fine Arts, Boston, Boston (2001)
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Gabriel Orozco

Born in 1962, in Jalapa, Vera Cruz, Mexico
Lives and works in Paris, Mexico and New York

Selected exhibitions:

Capricci (possibilites d'autres mondes), Casino Luxembourg - Forum d’art contemporain, Luxembourg (2007); Airs de
Paris, Centre Georges Pompidou, Paris (2007); White Cube Gallery, London (2006); Samurai's Tree Invariant,
Museum Ludwig, Koln (2006); Infinite Painting, Villa Manin, Centro d'Arte Contenporanea, Codroipo (2006); The
Experience of Art, La Biennale di Venezia, Venice (2005); Universal Experience - Ar, Life, and the Tourist's Eye,
Museum of Contemporary Art Chicago - MCA Chicago, Chicago (2005); Translation, Palais de Tokyo, Paris (2005);
Taipei Biennial, Taipei (2004); Common Wealth, Tate Modern, London (2003)

Richard Phillips

Born in 1962, Marblehead, MA
Lives and works in New York

Selected exhibitions:

Richard Phillips, Gagosian Gallery - CA, Beverly Hills, CA (2007); Timer 01, Triennale Bovisa, Milano (2007); Richard
Phillips - Early Works on Paper, Galerie Max Hetzler, Berlin (2006);Dark Places, Santa Monica Museum of Art, Santa
Monica, CA (2006); Richard Phillips - Michael Fried, White Cube, London (2005); Troy Brauntuch - Keith Edmier -
Richard Phillips, Friedrich Petzel Gallery, New York (2004); Richard Phillips, Kunstverein in Hamburg, Hamburg
(2002); Richard Phillips - Birds of Britain, White Cube, London (2002); The Contemporary Face - Von Pablo Picasso
bis Alex Katz, Deichtorhallen, Hamburg (2001); Richard Phillips, Kunsthalle , Zurich (2000)

Marc Quinn

Born in 1964, London
Lives and works in London

Selected exhibitions:

ART Futures, Bloomberg Space, London (2007); Diagnose [Kunst] - Die Medizin im Spiegel der zeitgenossischen
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