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Kypatopu BucTaBku, koHuUenuisa kataory: Mitep [JopoLuerko, Onekcanap Conosiios
PepakTop: BikTopis Bypnaka

MenemxmeHT: MannHa Craxypcbka

Mepexnag: Jlapucs Babin, FOpin Pubadyk
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Curators of the exhibition, concept of the catalogue: Peter Doroshenko, Olexandr Solovyov
Editor: Viktoria Burlaka

Management: Halyna Stakhurska

Translations: Larissa Babij, Yuriy Rybachuk

Design: KARANDASH

Head of the project: Dmytro Logvin
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MALLA LWWYBIHA

Hapopunacs B 1979 poui B Kuesi. XKvse Ta npavtoe B Kvesi, Ta BepriHi

Bwbpai Bctaskm: 2006 “Face control”, Bereznitskiy Gallery, Kuig; “AsTonoptpeT”, La Bertesca-Mansnata Gallery,
leHoa; “Min poporuii kypatop”, Mattew Bown Gallery, JlongoH; “CnexoTHe nito”, Fine Art Gallery, Mocksa; “Go
Ukraina, Go!”, ranepes “PimkvHa”, Mocksa. 2005 “AomaLuns po6ota”, Studio Dado,HavjoHanbHuin My3ei, LieTeHbe;
“Ha [im”, ranepes L-art, KviiB; “TopTpet 06nmyus”, ranepes Mapara lenbmana, ranepes ,Mapc’, Mockea; ‘TeHpepHi
xBunoBaHHs, 1-Lwa Mockoscbka BienHane, Mocksa; “TlisaeHHe kpuno”, Bithanien Kunsthaus, Bepnin

MASHA SHUBINA

Born 1979 in Kyiv. Lives and works in Kyiv and Berlin

Selected exhibitions: 2006 “Face control”, Bereznitskiy Gallery, Kyiv; “Self portrait’, La Bertesca-Mansnata Gallery, Genoa;
“My dear curator’, Mattew Bown Gallery, London; “Scorching hot summer”, Fine Art Gallery, Moscow; “Go Ukraine,
go!” Regina Gallery, Moscow. 2005 “Home work”, Studio Dado, National Museum, Cetinje; “For the home”, L-art
gallery, Kyiv; “Face portrait’, Guelman Gallery, “Mars” Gallery, Moscow; “Gender emotionality”, First Moscow
Biennale, Moscow:; “Southern wing”, Bithanien Kunsthaus, Berlin
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JIECA XOMEHKO

Hapopunacs y 1980 poui B Kvesi. )Kuse Ta npadioe B Kuesi

BubpaHi BucTaskut: 2006 “Kry6Hi konboput”, ranepes F.ALT., Kpakis; “Postorange”, Kunsthalle, BineHs; “Tu?!”, ranepes
LIEX, Kuig; “24 Hours. Ukraine”, 3amok YaspoBcbkuid, Bapiuasa; “Hot Ukraine/Cool Ukraing”, ,LleHTp MucTeLTs Ha
HerminHoin”, Mocksa. 2005 “HrepseHLis”, LieHTp cydacHoro myctewmsa npy HAYKMA, Kviis; “KoHtpors”, LieHTp cydacHoro
mucteutsa npy HAYKMA, Kuig; “IMomaparyese nito”, ranepest ,PimxuHa”, Mocksa; “YkpaiHcekuii Epmitax”, LieHTp
cyyacHoro muctevtsa npu HAYKMA, Kuis. 2004 “P.E.INM.”, Lientp cy4acHoro mucTeurtsa npu HAYKMA, Kviis

KHOMENKO LESYA

Born 1980 in Kyiv. Lives and works in Kyiv

Selected exhibitions: 2006 “Team Colors”, F.A.LT. Gallery, Krakow; “Postorange”, Kunsthalle, Vienna; “You?!”, Tsekh
Gallery, Kyiv; “24 Hours. Ukraine”, Center for Contemporary Art at Ujazdowski Castle, Warsaw; “Hot Ukraine/Cool
Ukraine”, Art Center on Neglinna, Moscow. 2005 “Intervention”, Center for Contemporary Art at Kyiv Mohyla Academy,
Kyiv; “Control’, Center for Contemporary Art at Kyiv Mohyla Academy, Kyiv; “Orange summer”, Regina Gallery,
Moscow; “Ukrainian Hermitage”, Center for Contemporary Art at Kyiv Mohyla Academy, Kyiv. 2004 “R.E.P.”, Center
for Contemporary Art at Kyiv Mohyla Academy, Kyiv
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HAOMI ®ILLEP

Hapopgvnacsa y Manawmi y 1976 poui. 2Kvse Ta npavitoe y Marnami.

Bu6paHi BucTaBku: 2006 Manepest EMvianyens MeppoteH Mapwvok; Manepes dpepepika CHimLepa, Maiismi; “OxonomkeHHs”,
BUCTABKOBMI 3an MicTa JTioHebypra; “Tlanitpa”, ranepes MpiH6epra BaH [opeHa, Hoto-opk; “dymait Tenniue”,
ranepes Tomio Kosima, Tokio. 2005 Myaseit cydacHoro mucteutea Kemnep, Kanaac Ciri; “Kpelu TecT”, ranepes
Filter, Fam6ypr; “3pobneHo B Maviami”, My3eit cydacHoro mucTeuTsa, MiBHiuHMIA Mavismi, wrar dnopupa. 2004
lanepes Lombard-Fried Fine Arts, Hto-Vlopk. 2002 Manepes dpanHecki KaydomarH, MinaH

NAOMI FISHER

Born in Miami, 1976. Lives and works in Miami.

Selected Exhibitions: 2006 Galerie Emmanuel Perrotin Paris; Frederic Snitzer Gallery, Miami; "Cooling Out", Halle fur
Kunst, Luneburg; "Palette”, Greenberg Van Doren Gallery, New York; "Think Warm", Galerie Tomio Koyama, Tokyo. 2005
Kemper Museum of Contemporary Art, Kansas City; "Crash Test", Filter, Hamburg "Made in Miami", Museum of
Contemporary Art, North Miami, Florida. 2004 Lombard-Freid Fine Arts, New York. 2002 Francesca Kaufmann Gallery,
Milan
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LWENAPT ®EWUPI

Hapoauecs B 1970 poui B HapnbcToHi. 2KuBe i npautoe B Jloc-AHmxeneci

BuibpaHi Buctaskm: 2006 Manepen Margu Oaric, Mapwx; Manepes Mepi KapHoscskoi, JToc-AHmkenec. 2005 Manepes
EXIT, MoHkoHr; Manepes Black Floor, dinagenscis; Mysei MicTeLTs Xinneyg, Heto-Vopk; Manepes P4 Space, Minaw;
lanepes V1, KoneHrareH. 2004 anepest Kantor Gallery Window, an}l?lopK; LleHTp cy4acHoro mucteLtsa, LiHumHaTi;
lanepest Kaproca Ipusapi, CaH-XyaH

SHEPARD FAIREY

Born in Charleston, South Carolina, 1970. Lives and works in Los Angeles

Selected exhibitions: 2006 Magda Danysz Gallery, Paris; Merry Kamowsky Gallery, Los Angeles. 2005 EXIT
Gallery, Hong Kong; Black floor Gallery, Philadelphia; Hillwood Art Museum, Brookville, New York; P4 Space, Milan;
VI Gallery, Copenhagen. 2004 Kantor Gallery Window, New York; Contemporary Arts Center, Cincinnati; Carlos
Irizarry Gallery, San Juan
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FAILE

Aiiko Hakaraga, Marpik MakHin Ta Marpik Minnep. Hapoaunues y SAnonii, Karagi ta CLUA YKusyTs y Hito-Vlopky
Bubpari npoextn: 2006 «[epeknagun», ranepes ckynbnmyp y LUaHxai; «AriManis», ranepes Irvine Contemporary,
BaLumHrToH; «Ti, Lwo nidyTs no cTiHi», WPA\C, BalumHrToH. 2005 Manepest Andenken Gallery, [leHsep; «[oHi-Luoy», Heto
Mopk «ROJO Golden», ranepes Stay Gold, BpykriH; MepLue TvxHese GieHHane B Jloc-AHmkenec, ranepes Track 16,
Jloc-Armxenec. 2004 Manepes Espai Pupu, Bapceniona; Manepes Les Complices, Litopuix; Manepes Break Beat Science
Showroom, Tokio

FAILE

Aiko Nakagawa, Patrick McNeil and Patrick Mill. Born in Japan, Canada and the USA. Live in New York

Selected exhibitions: 2006 «Translate», Shanghai Sculpture Space, Shanghai; «Animalia», Irvine Contemporary,
Washington DC; «Wall Snatchers», WPA\C, Washington DC. 2005 Andenken Gallery, Denver; The Pony Show, New York
«ROJO Golden», Urbis Arlium Gallery San Francisco; «The First LA Weekly Biennial», Track I6 Gallery, Los Angeles.
2004 Espai Pupu, Barcelona; Les Complices, Zurich; Break Beat Science Showroom, Tokyo
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EA TEMMJITOH

Hapopmecs 1972 p. B MapaeH Mpo., KanichopHis. XKvee B XaHTiHIToH Biy, KanichopHis

Bubpani Buctaeku: 2006 Manepes Colette, Mapwx; Manepes Roberts&Tilton, Jloc-AHmkenec; «Koponesa Houi»,
Berman/Tumer Projects, CaHta MoHika; «[pexpacHi Heoaxu», ranepes Le Tri Postal, Ilinnb. 2005 Manepes cy4acHoro
mucTeursa Hinsca Ctepka, KoneHrareH; Manepes Modern Art, JToHgoH; «Criodarky 6epemo Mysei», Myseii cysacHoro
mucTeLBa Ksicma, lenbciHii; « v 3pyiiHyBarna Moe XuTTs», Bankysep. 2004 Manepes Aquario Romano, Pum.
2003«YeTBepTa cTartb», ranepes Stazione Leopolda, dropeHuis

ED TEMPLETON

Born in Garden Grove, California, 1972. Lives in Huntington Beach, California

SELECTED EXHIBITIONS: 2006 Colette, Paris; Roberts & Tilton, Los Angeles; «Queen of the Night», Berman/Turmer
Projects, Santa Monica; «Beautiful Losers», Le Tri Postal, Lille, France. 2005 Nils Staerk Contemporary Art, Copenha-
gen; Modern Art, London; «First We Take Museums», Kiasma Museum of Contemporary Art, Helsinki; «You Ruin
My Life»,Vancouver BC, Canada. 2004 Acquario Romano, Rome. 2003 «The Fourth Sex», Stazione Leopolda,
Florence




OJIEKCAHAP CEMEHOB

Hapopaviecs B 1978 poui B Kviesi. XKuse Ta npauioe B Kviesi

Bun6pani BucTaeku: 2006 “Testing station”, Skulpturens Hus, Ctokronbm; «HoBi cninbHOTV», KaBkasbka GieHHane
Cy4acHoro mucTeLTBa, Toinici; “©abpuka 3ipok”, ranepes L-art, Kuis; «KoHTponb», LIeHTp cydacHoro mycTeLTea npm
HAYKMA, Kviis. 2005 “SamviLoK’, ranepes ,Llex’, Kuiis; “Hosi cnipsaimyBaHHs”, ByAnHOK xyaoxHuka, Kuis. 2004 “P.E.IN.7,
Lientp cyyacHoro mucteursa npu HAYKMA, Kwis; «[itv TpeLuy», HauioHanbHWiA xyaoxHin myser, Kuis; “Tpa 3
apxetvinom”, Myae IBaHa loHuapa, Kuis. 2003 “3emns”, ranepes “Tay-Kita”, Kuis

OLEKSANDRE SEMENOV

Born 1978 in Kyiv. Lives and works in Kyiv

Selected exhibitions: 2006 “Testing station”, Skulpturens Hus, Stockholm; “New communities”, Caucasus biennale of
contemporary art, Thilisi; “Star factory”, L-art gallery, Kyiv. 2005 “Control”, Center for Contemporary Art at Kyiv
Mohyla Academy, Kyiv; “Comfort, Tsekh Gallery, Kyiv; “New directions”, House of Artists, Kyiv. 2004 “R.E.P.” ,
Center for Contemporary Art at Kyiv Mohyla Academy, Kyiv; “Trash kids”, National Art Museum, Kyiv; “Game with
archetype” lvan Honchar Museum, Kyiv. 2003 “Earth”, “Tau-Kita” Gallery, Kyiv
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SWOON

Hapopunacek B 1977 poui y ®nopuai. XKnee Ta npavtoe y bpykriiHi

Bun6pani Buctasku: 2006 «La Boca del Lobo», y cniBasTopcTsi 3 Enicon Koppi Ta Conoseld, ranepes Black Floor,
®dinapenbdis; «OarioLl apyk», LieHTp cy4acHoro mucreLTsa, Hb}0—|7|0pK; «Miami Art Basel», ranepes Deitch Projects,
Hbro—l7lopK. 2005 lanepes Deitch Projects, Hb}o—l7lopK. 2004 «[Jobpuii ceiT», ranepes Publico, LinHumHari; «3amiHn
areHTa, Ha3BW Lie TBOPHOIO rpyroto», ranepes Space 1026, dinagensdis; «lll Communications II», ranepes Urbis,
MaruecTep. 2003 «Ctpubkm Hazapy», ranepes Kunstraum Kreuzberg, BepniH. 2002 Hoee ToBaprcTBO 06pa3oTBOp-
yoro mucTewTsa, bepniH; «Swoon no6uts Conoseit», ranepest Urban-Art.info, BepniH

SWOON

Born Somewhere, Florida 1977. Lives in Brooklyn

Selected exhibitions: 2006 «La Boca del Lobo», Collaboration with Allison Conic and Solovei, Black Floor, Philadel-
phia; «Printmaking Now», Museum of Modem Art, New York; Miami Art Basel, Deitch Projects. 2005 Deitch Projects,
New York. 2004 «Good World>», Publico, Cinncinnali; «Change Agent, Call it a Crew», Space 1026, Philadelphia;

«lll Communications Il», Urbis, Manchester. 2003 «Project Backjumps», Kunstraum Kreuzberg, Beriin. 2002 Die Neue
Geselleschafl fur Bildende Kunst, Berlin: «Swoon loves Solovei». Urban Art-info, Berlin
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MWUKONA PIAHUA

Hapopuecs B 1985 B Xapkosi. XKviBe Ta npavoe B Xapkosi Ta Kuesi

Bu6paHi BcTasku: 2006 «Videoabend», ranepes Stadtpark, Kpemc; «Kry6Hi konsopu», ranepes F.ALT. Kpakis; «Hosi
cninsHoTV», Kaekasbka GieHHare Cy4acHoro MyCTeLTBa, Toinici; «[MpuysarHe 3 nybnidHm», LieHTp cyyacHoro mycTelTea
npy HaYKMA Kwi; «<BOHW Ha Bynuui», ranepes-na6opatopis «SOSka», Xapkis. 2005 «Bopo60s3Hb», ranepes-
na6oparopis «SOSka», XapkiB; «XXX», ranepesi-nadopatopia «SOSka», Xapkis; «Happy birthday!»,
ranepes «Llex», Kuis. 2004 «[itn TpeLuy», HauioHanbH1i xynoxHin mysei, Kiis; «IMonitKoHkpeTHicTb», Micbka
XyLOXHS ranepes, Xapkis

BEJIJ1A JIOTAHOBA

Hapogunack B 1976 poui B Mapiynoni. 2Kvise Ta npautoe B XapKoBi

Bu6pani BucTaBku: 2006 «DoTo3roMKa», ranepes-nadopartopis «SOSka», XapkiB. 2005 «Bogo6osaHb», ranepes
-na6oparopist «SOSka», Xapkis; «XXX», ranepesi-naboparopis «SOSka», Xapkis; «HoBi cnpsiMyBaHHs», ByamHok
XynoxHuKa, Kuis. 2004 «[itv TpeLly», HaujoHanbHUA XyooxHin mysein, Kuis; «[onitKoHkpeTHicTb», Micbka
Xy[oxHs ranepes, Xapkis. 2003 «LLlacpa», Micbka xynoxHs ranepes, Xapkis; «Monogi drotorpachm Xapkosa»,
chotobieHarne “Micsiup chotorpadii y Kuesi”, ranepes HaYKMA, Kuiis. 2000 «Bok o bok», ranepesi Kolenhoff, HiopH6epr.
1998 «YyTb-4yTb», ranepes «HasnpoTu», Xapkis

MYKOLA RIDNY

Born 1985 in Kharkiv. Lives and works in Kharkiv and Kyiv

Selected exhibitions: 2006 “Videoland”, Stadtpark Gallery, Krems; “Team Colors”, F.A.LT. Gallery, Krakow; “New
communities”, Caucasus biennale of contemporary art, Thilisi; “Private with public”, Center for Contemporary Art at
Kyiv Mohyla Academy, Kyiv; “THEM on the street”, Gallery-laboratory “SOSka”, Kharkiv. 2005 “Hydrophobia”, Gallery-
laboratory “SOSka”, Kharkiv; “XXX”, Gallery-laboratory “SOSka”, Kharkiv; “Happy birthday!”, Tsekh Gallery, Kyiv.
2004 “Trash kids”, National Art Museum, Kyiv; “PolitCorrectness”, City art gallery, Kharkiv

BELLA LOGACHOVA

Born 1976 in Mariupol. Lives and works in Kharkiv

Selected exhibitions: 2006 “Photo shoot”, Gallery-laboratory “SOSka”, Kharkiv. 2005 “Hydrophobia”, Gallery-laboratory
“SOSka”, Kharkiv; “XXX”, Gallery-laboratory “SOSka”, Kharkiv; “New directions”, House of Artists, Kyiv. 2004 “Trash
kids”, National Art Museum, Kyiv; “PolitCorrectness”, City art gallery, Kharkiv. 2003 “Cupboard”, City art gallery,
Kharkiv; “Young photographers of Kharkiv”, Photo biennale “Month of photography in Kyiv”, Gallery at Kyiv Mohyla
Academy, Kyiv. 2000 “Bok o bok”, Kolenhoff Gallery, Nuremberg. 1998 “Just a little [chut-chut]”, Gallery “Navproty”,
Kharkiv
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NONFALLEHKO OJIEHA

Hapopunace B 1972 poui B HoBopociicbky. XKvBe Ta npautoe B XapKoBi

Bu6paHi BucTaBku: 2006 «[nactmacosi kBiu», ranepes «Llex», Kuis; “lneansHuii npocTip”, Micbka xynoxHs rarnepes,

XapkiB. 2005 “?-1», Micbka Xy#oXHs ranepes, XapkiB; « TOKCUYHI | XONOOHOKPOBHI», ranepes «Llex», Kuis.

2004 «CTonmyHuiA excrnpec», «ApT-kiy6», Knie. 2003 «[oTpi6Hi peui», Micbka XynoxHs ranepesi, Xapkis; «21 nomsn

— HoBa Bepcis», ranepes «Soviart», Kvis; «BoHu 3a Hamm cnipgkytotb», ranepest M.lenbmana, Kuis. 2002 «KomyHikavlis»,

B pamkax doecTvBanto «KyrstypHuii repoii», Micbka XynoHs ranepes, Xapkis; «Sinn & Form», Consumenta, HropH6epr

OLENA POLYASHCHENKO

Born 1972 in Novorosiysk. Lives and works in Kharkiv

Selected exhibitions: 2006 “Plastic flowers”, Tsekh Gallery, Kyiv; “Ideal space”, City art gallery, Kharkiv. 2005 “?-1”,
City art gallery, Kharkiv; “Toxic and cold-blooded”, Tsekh Gallery, Kyiv. 2004 “Stolychnyi express”, “Art Club”, Kyiv.
2003 “Necessary objects”, City art gallery, Kharkiv; “21 views — new version”, “Soviart’ Gallery, Kyiv; “They are
following”, Guelman Gallery, Kyiv. 2002 “Communication”, Festival “Cultural hero”, City art gallery, Kharkiv; “Sinn & Form”,
Consumenta, Nuremberg
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JJAJA HAKOHE4YHA

Hapopgunack y 1981 poui B [iHinponeTposcbKy. XKuse Ta npatoe y Kvesi

Bu6paHi Buctasku: 2006 “Kny6Hi konbopw”, ranepes “F.A.LT.”, Kpakis; “Tu?!”, ranepes “Llex”, Kvis; “Postorange”,
Kunsthalle, BigeHb; “BikHo cnanbHi”, ranepes ,PA”, Kuig; “Hot\Cool Ukraine”, ,LleHTp MucTeuts Ha HerniHHoI”,
Mocksa. 2005 "IHTepseHLisa”, LieHtp cydacHoro mucteursa npu HAYKMA, Kuis; “KoHtpons”, LieHTp cydacHoro
mucTevrsa npy HAYKMA, Kuis. 2003 “21 nornsg. Hosa Bepcisi.”, ranepes “Soviart”, Kuis; “Hosi iMeHa”, poTobieHane
“Micap dotorpadii y Kuesi”, ranepes HaYKMA, Kuiis. 2002 ‘“Tapax. TpaHcmicis”, B pamkax dpectvisanto “Hiljatvisa
MpoexT 027, Kviis

KCEHIA THUNNLUBbKA

Hapopunacs y 1984 poui y Kuesi. XKvise Ta npautoe B Kuesi

BubpaHi BucTaBku: 2006 “Cuna’, ranepes VP, Apt-Cipinka, Mocksa; “Postorange”, Kunsthalle, BineHs; ARCO,
Mappug; “Hot Ukraine /Cool Ukraine”, ,LieHTp mucTeuTs Ha HerniHHo”, Mocksa. 2005 “Artistsrespond, Ukrainian Art
and Orange Revolution”, YkpaiHcbkuiA iHCTUTYT MopepHoro mmcTeuTsa, Yukaro; “KoHtpons’, LleHTp cydacHoro
mucTewrea npy HAYKMA, Kuiis; “J'en r?ve”, Fondation Cartier, Mapwx; “Doublethink”, Fanepes Crenna, Mocksa;
“PosLumpenuin xmveonnc”, Mpadbka BieHane, Mpara. 2004 “Asto-Lentonit’, ranepest M. lenbmana, Kuis

LADA NAKONECHNA

Born 1981 in Dnipropetrovsk. Lives and works in Kyiv

Selected exhibitions: 2006 “Team Colors”, F.ALT. Gallery, Krakow; “You?!”, Tsekh Gallery, Kyiv; “Postorange”,
Kunsthalle, Vienna “Bedroom window”, RA Gallery, Kyiv; “Hot Ukraine/Cool Ukraine”, Art Center on Neglinna, Moscow.
2005 “Intervention”, Center for Contemporary Art at Kyiv Mohyla Academy, Kyiv; “Control”, Center for Contemporary
Art at Kyiv Mohyla Academy, Kyiv. 2003 “21 views. New version.”, “Soviart” Gallery, Kyiv; “New names”, Photo
biennale “Month of photography in Kyiv’, Gallery at Kyiv Mohyla Academy, Kyiv. 2002 “Garage. Transmission.”, Festival
“Initiative ‘Project- 02, Kyiv

KSENIYA GNYLYTSKA

Born 1984 in Kyiv. Lives and works in Kyiv

Selected exhibitions: 2006 “Force”, VP Gallery, Art strilka, Moscow; “Postorange”, Kunsthalle, Vienna; ARCO,
Madrid; “Hot Ukraine/Cool Ukraine”, Art Center on Neglinna, Moscow. 2005 “Artists respond: Ukrainian Art and the
Orange Revolution”, Ukrainian Institute of Modern Art, Chicago; “Control”, Center for Contemporary Art at Kyiv
Mohyla Academy, Kyiv; “Jen reve”, Fondation Cartier, Paris; “Doublethink”, Stella Art Gallery, Moscow; “Enlarged
painting”, Prague Biennale, Prague. 2004 “Auto-cellulite”, Guelman Gallery, Kyiv




PAUAH MAK NMHHEC

PaifsiH Max[iHHec. Hapoavecs B 1972 poui y BipmkuHii Biv. XKuse i npayoe B Hbto-Mopky

Bu6paHi BucTaBku: 2006 Manepes Moriaty, Mappup; Fanepes Vous Etes Ici, Amctepaam LieHTp cydacHoro MvcTewTsa,
LinHupHari; Fanepesn Saatchi/Koponiecbka akapemis MvcTeuTs, JToHaoH. 2005 Manepes Publico, LiHupHari; Manepes
Anppe CvmoeHca, KHokke-3yT; «P.S.I.», My3eli cy4acHoro MmctewTsa, Hbro—VIopK. 2004 lanepes Galerie du Jour,
Mapwx; Manepes Le Tri Postal, Ninnb; Manauuo pens’Apte, MinaH

RYAN McGINNESS

Born in Virginia Beach, Virgina, 1972. Lives and works in New York

Selected exhibitions: 2006 Galeria Moriaty, Madrid; Vous Etes Ici, Amsterdam Contemporary Art Center, Cincinnati; The
Saatchi Gallery / Royal Academy of Arts, London. 2005 Publico, Cincinnati; Andre Simoens Gallery, Knokke-Zoute;
P.S. 1 Museum of Modern Art, New York. 2004 Galerie du Jour, Paris; Le Tri Postal, Lille; Palazzo dell'Arte, Milan
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BOJIOANMMUP KY3HELIOB

Hapopuecs B 1976 poui B JTyubky. XKvie Ta npauoe B Kuesi

Bu6paHi BucTasku: 2006 “Testing station”, Skulpturens Hus, Ctokronbm; “Postorange”, Kunsthalle, BigeHb “TU?!",
ranepest “LIEX”, Kuig; “IHTepBeHLis”, 3amok YsizpnoBcbkuii, Bapiuaea; “Contested Spaces in Post-Soviet Art’, Sidney
Mishkin Gallery, Hsto Viopk; “Hot Ukraine/Cool Ukraing”, “LieHTp MucTeLTe Ha HerminHoi”, Mocksa. 2005 “Artist Respond:
Ukrainian Art and the Orange Revolution”, VkpaiHcekuii IHcTuTyT MopepHoro Mucteltsa, Yikaro; “IHTepBeHList”,
LlenTp cy4acHoro mucteutsa npu HAYKMA, Knis; “Kortponb”, LienTp cydacHoro mucteursa npy HAYKMA, Kuis.
2004 “P.E.MN.», LleHTp cy4acHoro mucTtevursa npn HAYKMA, Kuis, YkpaiHa

VOLODYMYR KUZNETSOV

Born 1976 in Lutsk, Ukraine. Lives and works in Kyiv

Selected exhibitions: 2006 “Testing station”, Skulpturens Hus, Stockholm; “Postorange”, Kunsthalle, Vienna; “You?!”,
Tsekh Gallery, Kyiv; “Intervention”, Center for Contemporary Art at Ujazdowski Castle, Warsaw; “Contested Spaces
in Post-Soviet Art”, Sidney Mishkin Gallery, New York; “Hot Ukraine/Cool Ukraine”, Art Center on Neglinna, Moscow.
2005 “Artists respond: Ukrainian Art and the Orange Revolution”, Ukrainian Institute of Modern Art, Chicago;
“Intervention”, Center for Contemporary Art at Kyiv Mohyla Academy “Control”, Center for Contemporary Art at Kyiv
Mohyla Academy, Kyiv. 2004 “R.E.P.” , Center for Contemporary Art at Kyiv Mohyla Academy
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KOZYNDAN

Kozyndan (Kosi Ta OeH Kit4eHc). Hapogunuest B 1978 poui B lHikasi-[deiMoHTa, B 1976 poui B JToHr Biy

JKuByTb Ta npavotots y CaHta MoHiLj

Bu6pati BucTaBkm: 2006 «Bunnnies Heart Chewy», ranepes Mens6ypH, CigHel; «3anuLuki», ranepes Giant Robot
GRNY, Hbro—VlopK; «YopHe i 6ine», ranepess Compound, MoptneHg; «Juxtapoz Group Show», ranepes OX-OP,
MinHeanonic. 2005 «[inirpymm», ranepes Sixspace, Jloc-AHpxenec; «IoHi-npoekT», ranepes Milk, HbIO—l7|OpK;
«lMepeninku Ta rpyLuesi aepesa», ranepes Magic Pony, TopoHTo. 2004 «MonouHi Mpii», ranepes Magic Pony,
TopoHTto; «RESFest», ranepes Dazed and Confused, JloHgoH; «lop3una Apt Lloy», ranepes Super 7, Can-
®DpaHuymcko

KOZYNDAN

Kozyndan (Kozy and Dan Kitchens). Live in Santa Monica

Selected exhibitions: 2006 «Bunnnies Heart Chewy», Outre Gallery Melboume, Sydney; «Ends and Odds», Giant Robot
GRNY, New York; «Juxtapoz Group Show», OX-OP Gallery, Minneapolis. 2005 “The Pilgrimage”, Sixspace, Los
Angeles; «The Pony Project», Milk Gallery, New York; «Partridges and Pear Trees..», Magic Pony Gallery, Toronto.
2004 «Lactaid Dreams», Magic Pony Gallery, Toronto; «RESFest», Dazed and Confused Gallery, London; «Godzilla Art
Show», Super 7, San Francisco
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XXAHHA KAAUPOBA

Hapopgvnacs B 1981 pouj B Bposapax. 2Kuse Ta npauoe B Kuesi

Bu6paHi BucTasku: 2006 “Modus R”, Art Basel, Marviami; “Testing station”, Skulpturens Hus, Ctokronbm; “iamaHTin”,
ranepest “PimxuHa”, Mocksa, LieHTp cyyacHoro mucteltsa npu HAYKMA, Knis; “Contested Spaces in Post-Soviet
Art’, Sidney Mishkin Gallery, Hto Mopk; “Hot Ukraine/Cool Ukraine”, ,LIeHTp MucTeLTB Ha HermiiHHoir”, Mocksa. 2005
“Artist Respond: Ukrainian Art and the Orange Revolution”, YipaiHcbkuii IHcTuTyT MopepHoro MucTewTsa, Yikaro;
“TomapaHyese nito”, ranepen ,PimxuHa”, Mocksa; “IHTepseHLis”, LieHtp cyyqacHoro mucteursa npy HAYKMA, Kuis;
“KonTponb”, LieHTp cydacHoro mucteursa npy HAYKMA, Kuis. 2004 “P.E.IN.", LleHTp cy4acHoro muctewsa npu
HAYKMA, Knis

KADYROVA ZHANNA

Born 1981 in Brovary. Lives and works in Kyiv

Selected exhibitions: 2006 “Modus R”, Art Basel, Miami; “Testing station”, Skulpturens Hus, Stockholm; “Diamonds”,
Regina Gallery, Moscow, Center for Contemporary Art at Kyiv Mohyla Academy, Kyiv; “Contested Spaces in Post-

Soviet Art”, Sidney Mishkin Gallery, New York; “Hot Ukraine/Cool Ukraine”, Art Center on Neglinna, Moscow; 2005 “Artists
respond: Ukrainian Art and the Orange Revolution”, Ukrainian Institute of Modern Art, Chicago; “Orange summer”,
Regina Gallery, Moscow; “Intervention”, Center for Contemporary Art at Kyiv Mohyla Academy, Kyiv; “Control”, Center for
Contemporary Art at Kyiv Mohyla Academy, Kyiv. 2004 “R.E.P.”, Center for Contemporary Art at Kyiv Mohyla
Academy, Kyiv
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MWKUTA KAOAH

Hapopmecs y 1982 poui B Kuesi. XKvise Ta npauitoe B Kuesi

BubpaHi Buctasku: 2006 “Kny6Hi konbopu”, ranepest F.A.LT., Kpakis; “Postorange”, Kunsthalle, BigeHb “JTokansHe
noTenniHHs”, ranepes ,Llex", Kvis; “Silent TV”, ranepes L-art, Kuis “24 Hours. Ukraine”, 3amok YA30OBCBKWIA,
BapLuasa; “ApT Mocksa”, LieHTparibHuin 6yavHOK XyaoxkHVKa, Mocksa; “TIoeToM MoXeLLb Tbl He GbiTb...”, [lepxasHui
LIEHTP cydacHoro mucTeLmsa, Mocksa. 2005 “IHrepseHLiis”, LieHTp cydacHoro mucTermsa npy HAYKMA, Kuiis; “KoHTpons”,
LlenTp cydacHoro mucTeusa npn HAYKMA, Kuis. 2004 “P.E.IN.", LienTtp cydacHoro mucteursa npu HAYKMA, Kviis

MYKYTA KADAN

Born 1982 in Kyiv. Lives and works in Kyiv

2006 “Team Colors”, F.A.LT. Gallery, Krakow; “Postorange”, Kunsthalle, Vienna; “Local warming”, Tsekh Gallery,
Kyiv; “Silent TV”, L-Art Gallery, Kyiv “24 Hours. Ukraine”, Center for Contemporary Art at Ujazdowski Castle, Warsaw;
“Art Moscow”, Central House of Artists, Moscow; “You don't have to be a poet... [Poetom mozhesh ty ne byt...J",
State Center for Contemporary Art, Moscow. 2005 “Intervention”, Center for Contemporary Art at Kyiv Mohyla
Academy, Kyiv; “Control”’, Center for Contemporary Art at Kyiv Mohyla Academy, Kyiv. 2004 “R.E.P.” , Center for
Contemporary Art at Kyiv Mohyla Academy, Kyiv
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N3AVH

CnpaexHe im's Kapnoc PonoH. Hapoguecs B 1970 poui y Yukaro. 2Kvee y Yvkaro

BvibpaHi Bictaskm: 2006 Manepes SCAI the Bathhouse/LleHTp cyyacHoro mucTeutsa LLnpaiiiui, Tokio; Yvkasekuia
KYNBTYPHWA LieHTP, InniHoic; «Hosi Tepern monogpkHoi Kynstypu. Kapna Apoda Ta [dsaviH», ARCO '06 Project
Space, Magpua. 2005 Mysen cydacHoro mucteursa B CeHt-Jlyici; «3arybneHi B My3uuj», ranepes M1CTeLTB
OgepnieHn lMapk, Kansac; «MpocTi pedi. Py6i Ocopio Ta O3aiH», ranepes Kapnoca lpusapi, Can-XyaH. 2004
[anepes Black Block/Palais de Tokyo, Mapwx; Manepes Equal, Ocaka «Hikoro 3ropu: TBOp1 Cy4acHOro mmcTeLsa
XypoxHukis 3 Myepro-Piko», ranepest Real Art Ways, Xaptchopa; «Stop&Stor: Hosi xyaoxHuku», ranepesi LUXE,
Hbto-Vopk

Punk Funk — Brpadere
A noni K
ansiL

DOMIBCTBO», 2005
3'AHI NaHen

DZINE

Dzine, bom Carlos Rolon, Chicago, 1970. Lives in Chicago

SELECTED EXHIBITION: 2006 SCAI the Bathhouse/Shiraishi Contemporary Art Inc., Tokyo; Chicago Cultural Center,
lllinois’ «New Territories On Youth Culture, Carla Arocha & Dzine», ARCO '06 Project Space, Madrid. 2005 Contem-
porary Arts Museum St. Louis, Missouri; «Lost in Music», Johnson County Community College, Galleryof Art,
Overland Park, Kansas; «Simple Things, Ruby Osorio & Dzine», Galeria Carlos Irrizary, San Juan. 2004 Black
Block/Palais de Tokyo, Paris; Equal Gallery, Osaka «None of the Above: Contemporary Work by Puerto Rican
Aritsts», Real Art Ways, Hartford, Connecticut; «Stop & Stor: New Painters», LUXE Gallery, New York

list Dj

y4acHo 1cteutsa, CeHT-Tyic
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«[dndbyaia ineHTM4HocTi», 2006

IHcTansuia
[TopyLukw, Yaw, Kynbkosa py4ka

Diffusion of identity, 2006
Installation
Pillow, t
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CTAHIC/IAB BOJIAA3/IOBCbKUWA

Hapopviecsi B 1971 poui B XepcoHi. 2Kuse Ta npavioe B XepCoHi

Bui6paHi Buctaekm: 2006 “Testing station”, Skulpturens Hus, Ctokronbm; “Tekctuny”, ranepes “Liex”, Kuis.

2005 “O)OLEBABA”, decTviBarib CyHacHOro MUCTELTBa, XepcoH; “KonexLis”, Myaeii cy4acHoro MucTeLTBa, XepcoH;
“Monoge mucTeuTBO XepcoHy”, My3eli cydacHoro MvcTeLTBa, ranepest ,Totem”, XepcoH; “bes 6epecty”, Myseit
cy4acHoro mucTeLTBa, XepcoH. 2003 “B o4ikyBaHHi CHiroBoi nognHu”, ranepest ,,CC/02", XepcoH; “XepCoHCbKmiA
cyBeHip”, ranepes ,CC/O2”, XepcoH; “XKuttsi nicns apyky”, ranepes ,CC/O2”, XepcoH; “CxinHui OiM”, XepCOHCbKMIA
XyOOXHil My3elt iM.LLIoBkyHeHKo, XepcoH

STANISLAV VOLYAZLOVSKY

Born 1971 in Kherson. Lives and works in Kherson

Selected exhibitions: 2006 “Testing station”, Skulpturens Hus, Stockholm “Textile”, Tsekh Gallery, Kyiv.

2005 “DIDTSEBABA” Festival of contemporary art, Kherson; “Collection”, Museum of Contemporary Art, Kherson;
“Young art of Kherson”, Museum of Contemporary Art, “Totem” Gallery, Kherson; “Without elms”, Museum of
Contemporary Art, Kherson. 2003 “Waiting for the snowman”, “CC/O2” Gallery, Kherson; “Kherson souvenir’,
“CC/02’ Gallery, Kherson; “Life after print”, “CC/O2" Gallery, Kherson; “Eastern house”, Kherson Shovkunenko
Museum of Art, Kherson
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YnkasbKuin XyaoxKHUK [13aiiH 3aBXau Mo61s Myaviky. oro nprcTpacTs A0 Akasy BKOpIHEHa B AUTUHCTBI, KON BiH
nontoénsB AVBUTUCA MyNbTAINbM, reposiMy SIKoro 6ynn 3epHsTa apaxicy. Lier paHHin eMoLiiHUA 3B'A30K MK
NoYyTUM i NoH6a4eHNM NPONMBAE CBITNO Ha MOro 6aXkaHHs BidyanbHUM YMHOM apTUKYMoBaTK 3BYK, a came menogii,
K oMy nopo6anmes. VineTbes He Tinbku NPO MyauKy, sika Haavxana oro Ha npaLiio i 3apyxuna 3 6aratema
My3ukaHTamu. CTuMb XUTTS Ta BCe, LLIO OTOYyE KyNbTYpY AMIDKEIB, € 3HAYHOI HaCTuHO XuTTs [3aiiHa. BiH
apTUKYIOE 3BYK Y a6CTPaKTHIN dhopMmi. Ackpasi Konbopw, ekcrpecuBHi (hopMu, TEKCTYPU, Kpanii MpuKpaLLaoTb
CTiHM Ta NOSIoTHA, A0 AKMX BiH TOPKAETLCA. Hema ceHey HamaraTnes BUSHaUMTK, siK CriiBBIAHOCATLCS (popMa | 3BYK
— rOSIOBHOO B 10ro pob0oTax € emMoLlisi, 3apspkeHa My3uKoto | Nto60B'to. [13alH 3B'A3ye Lii eNeMeHTU, KOMOIHYo4M
X Ansi CTBOPEHHS HAA3BMYANHO NPUBAGMBUX BidyasibHO TBOPIB.

[onoeHUM enemerToM y TBopax rpyrim SWOON e naneposi BUTUHaHKW, 3pobneHi Aeper’siHiMK hopMoyKamu,
MoamikoBaHi 1 TpPaHCHOPMOBaHI Y Pi3HMX BapiaHTax. BUTUHaHKM OTPUMYIOTb HaMpi3HOMaHITHILLIE 3aCTOCYBaHHS
— IX BiLLAIOTb Ha CTiHW y My3esiX Ta ranepesix, Ak apredakTi, abo X Knesitb Y rpoOMafcbkux MicLAX, SIK rpadiTi.

iX TaKOX BUKOPUCTOBYIOTb IS PISHOMAHITHVX IHCTaNALIiA, LLO iX CIOPYMKYIOTb 3 MifiGpaHnX Aeck NpeaMeTis Ta
ycskoro motnoxy. SWOON nparHe [OKYMEHTYBaTu BynvudHe XuTTs. BoHa 3aB3siTO MaHgpye, nonobnsioum
BiABiOyBaTV €K30TUHHI MICLIA, LLIYKAKOHM HATXHEHHS 1S CBOIX TBOPIB. Y iIXHIX BULLIYKAHUX POBOTAaX CXOMSEHO CyTb
Micbkoro cTunito xuTTa. SWOON rymaHisye cBoiX repoiB, 306paxaroUy MiCbkMX xe6pakiB NigHECEHO Ta BENNHHO.

TBOPY LMX BOCbMU XYOOXHUKIB PYMHYIOTb TpaOULiHI NOrnsaun, AeKnapyoym, Lo BOHW BiflbHi Bifg iCTOPUHYHOMO
6araxy Ta OOCTYMNHi Ans CrPUAHATTA LUMPOKOMY 3ararny. Lli XyQoXHVKM  3acBiguyytoTh, L0 MOMoAb BUOoGyBae
MUCTELTBO He 3 IHTENEKTyarbHUX KOHCTPYKTIB, MypW SIKUX BiOropoKyOTb MUCTELbKIA CBIT Big ny6nikn. Hose
MOKONIHHA 3aCBigYye rpaHAio3HWIA 3CyB Y CBITi MUCTELTBA, BUHUKHEHHS HOBUX OBCTaBWH, KON KOXEH i3 Hac cTae y
LibOMY CBITi 62>KaHUM rocTeMm.

Menpo AnoH3o
HesanexHuii kypatop, CaH [iero

The work of these eight artists has broken the traditional mold by making statements that are free of art historical
baggage and accessible to the general public. These artists represent the reclaiming of the arts by youth from the
intellectual constructs that have held the art world hostage and the public at bay. This new generation represents a
major shift in the art world, a new situation where we are all welcome to enjoy the arts.

Pedro Alonzo
Independent Curator, San Diego

S



KHKKM KOMIKCIB, LLO HarafytoTb TBOPHICTb Pos JliXTeHLTeNHa, po3MilLleHi B OOHOMY MPOCTOPI B OTOYEHHI
PIBHOMaHITHUX TEKCTIB Ta LUPUEPTOBMX KOMMNO3uuiin. MpenctasneHo Takox cTeBopeHi FAILE ikoHHI obpasu 3
rLeHNYHOro 6oPOLLIHA, K 3aBXaN HasiBHI Y IXHIX KapTUHaX Ta NpoeKTax Ha BigKpUTOMy NoBiTpi. Kpaca i cuna umx
TBOPIB KPUETBCA Y «€DEKTI CNbO3W», LU0 AOT0 XYAOKHUKN 3ano3nyuiv i3 HaniBcTepTux LUapiB 306paXeHb Ha 6ir-
6opaax Ta cTiHax. Lien edhekT € NpodyKTom BUBHEHH:A TpaHcdopmauii nybnivHMX MicLb Y NPOLIEC HaKNEetoBaHHS
nanepy Ha CTiHW.

Kozyndan npucssitunm ce6e racny «Keeping it Unreal» («goTpumyBaTtvicst HepearnbHoro») — dpiHarnbHoi copasu,
LU0 BOHW i MULLYTL Y KOXKHOMY EMEKTPOHHOMY JICTI. IXHSi TBOPHICTL MOMArae y Haf3BUHaliHO PeTeNbHOMY,
[OeTanizaoBaHOMy HalliapyBaHHi Ha OCHOBY, LLIO HEHO CTatOTb MasMtOHKM Yu LMdppoBi dhoTo 6yaeHHNX cueH. [deski 3
XHIX 3HAMEHUTMX TBOPIB — NaHopammu MIiCT. Y CBOIX KapTUHaX XyAOXHUKV GIKCYHOTb HaNpy>KeHi MiCbKi KOHCTaHTU:
BYNUL, NepexpecTsi, HabepexHi, AoAAHM [0 HUX Xaocy Ta HepeanbHOCTI. XaoC 4acTo CTBOPIOKOTL NEPCOHaxi,
BUrafaHi XymoKHUKaMI, SIK-OT irPalLLIKOBI KPOMMKM, LLIO HarnaaioTb Ha nepexoxiix y Huto-Vopky. Y npoexTi «Cnpasa
YECTI: Butea Ha PviBep-TaiiH» XyAOXHUKM iHKOPMOPYIOTb 6arato enemMeHTiB MiCLIEBOro chnepy — Mm'siHi XKiHKW,
Mavbke PO3AsrHeHi, 4acTo 3abnboBaHi — HenpyBabnmMeBa CTOPOHA HiHHOro >uTTa Hbtokactna. CTBOpiooHM
eKcTpeMaribHi getani, Lo iX MicUeBi msaadi MOXyTb CPUAMATK, K KapukaTypuy Ha iXHIO CrinbHOTY Ta iX cammx,
XYOOXHVKM MPOMOHYIOTb HAaM MpaBaviBi MOPTPETY, CrOBHEHI CripaBXHbOro Xutta. Pobotn Kozyndan pisko
KOHTPacCTyloTb 3 igunivHMMM nactopasnibHMM cleHammn KiHus XIV ctopivus. BoHu o6irpytoTb MiCbKWiA xaoc,
po3cyBaroyM MeXi peanbHOCTI Ta 306padkatoyn CyLinbHe 6OXeBINA.

Haowmi diliep — no4yka HaykoBLiB, (haxiBLiB i3 TponiyHoi dhnopun. Marxe Bce CBOE XUTTS BOHA NPOBENa B OTOYEHHI
6YMHOI POCAMHHOCTI, B SKii HaBuwuracs Oobpe posdupatucs. Y paHHix dotorpadidHnx pobotax diep
rnepefasana iHTUMHI, YaCoM CeKCyaribHi CIOXETW, KONM MOMogi HOMoBiKM Ta XIiHKW nepebyBatoTb Yy B3aemomii 3
TPOMI4HOK POCIMHHICTIO, TOIO, LLIO 3 HEeto MatoTb cripasy i 6aTbku y MiBaeHHin dnopupi. 3Haviomi 3 AUTMHCTBA
POCANHM NPOBUBAOTLCA KPidb MOJOZi Tina, Aki nexarb 6e3avxaHHi y HearpabHux nosax. dilep npoTucTasnse
MagayYeBi avky cury NpUMpoaV MKYHMB Ta TEHATHICTb MFOACLKOro Tina. 13 drotorpadivHmm 306paXkeHHsIMU
XYAOXKHMLIi KOHKYPYIOTb MaItoHKW il HiHHMX KoLLMapiB. CriodaTKy BOHW 30at0TbCA 3BUHAMHUMM MaUTFOHKaMM, LLIO X
4aCTO 306paXatoTb Ha LLIKINbHUX Tedkax. MnnbHU Nornsg, BioKp1Bae AeTani MastoHka — BOnoxari Horu, MepTsi
CPIGNNCTI i, XIHKW, LLIO 3aHOCATb Bropy PyKy, Tpumaroum Hoxa. Lli getani nposicHiooTh igeto TBopy. dilep,
HaginsAym XIHOK 36pO€Et0 Ta CTUSBHICTIO, CTBEPIKYE, LLO XIHKa He 060B’'A3KOBO Mae ByTN «BUPSIPKEHO, Have
NSANbka», CEKCyanbHOKO Ta XXIHOYHO. Mofdi6HO O0 MKYHIMIB Ta 6YMHOI POCIIMHHOCTI ii MUHYIOrO, XXIHKN MOXYTb
6yTI Tak camo NPUMITUBHUMMW, BPYTarbHUMK Ta 3aPOCTIUMM.

MiBoeHHa KanidhopHis 3aBxan acowjioBanacs 3 COHLEM, cepdpiHricTamu Ta ckerTepamn, BiHHOK MOMOAICTIO, LLIO
KUNWTb Nig, rapsayvmM coHuem. En TemnenToH, NnpodheciiHnie ckerTep, YeMMIoH 3 LibOro Buay CropTy, YOCO6/oe
CO60I0 KasithOPHINCbKMIA CTUMb XUTTS. BiH ke 306paxae CyMHIBHICTb LIbOro CTUMO, BiATBOPIOKOYM Ha CBOIX
choTorpadisix CTpaxu Ta npoTecTy Monogj. «[itv-LuniHranetv» OparxeBoi kKpaiHu, siki He 3HaxodsTb Co6i Hi MicLis,
Hi 3aCTOCYBaHHS, MparHyTb NPYBEPHYTY 10 cebe yBary, 3HauTV CBOE NPU3HAYEHHs TaM, i HABKOMO NNLL OfiHaKOBI
6yovHKV | CrinbHOTa, Y fKOi Hemae ceoro sgpa. Ha sigmiHy Big Jlappi Knapka, skuin HagTo BAAETLCA A0
CMEeKTaKynapHOCTI, PirNapcTBa, Ha4e TYPUCT, LLIO BUBYAE HOBE OTOHEHHS!, TEMMNITTOH — iHCaraep, SKW NioxXonsioe
emoLji Toro, LLO NOro OTo4ye. Moro iMimki € YACTUMM emMoLisM1 — HeBaane nagiHHs 3i ckeToopaa, BUrpaLLl
YemnioHaTy CBITy, NepLua usrapka, nepLuUvin nouinyHoK, 3abaev nignitkie, Konu He 6a4atb 6atbku. [iTn cTalTb
nignitkamu, i Ler MOMeHT flokymeHTye Ef.

PanaH MaklHHec HapssuHariHo 6arato npautoe. 2006 oKy B HbOrO 6YN0 MPUHANMHI HOTUPW NEPCOHANBHNX
BVICTaBKW Y rasiepesix ycboro cBiTy. A6/ 3a10BONLHUTI NOMUT Ha cebe, BiH LLIOAHSA NpaLtoe B TPU 3MiHW, HaNMaroum
aCUCTEHTIB, SiKi fornomaraioTb MOMy Ta BUTMPaOTb ekpaHu, Ae BiH MastoBatiuMe HOBi KapTuHW. Kiiod fo 1ioro
ycnixy — He TiNbKM eHTy3ia3M Ta BigfaHiCTb po6oTi, ane W opraHi3oBaHiCTb, a Ha (hOpManbHOMY PiBHI —
IHKOPNOPOBaHICTb B Oro TBOPHICTb €neMeHTIB rpadivHoro auaaviHy. Ha paHHix kaptuHax PavisiHa 306paxeHo
BennyesHi rpachivHi 06pasu — BOHM 0BIrpyoTb NOBCAKAEHHI 3HAKW, SKi CyNPOBOMKYIOTb HAC YCe XUTTSA, B TON Xe
Yac, pyMHyroUM iX. XyOOKHUK 3BOAWUTb A0 HYNA TpaguvuiiHy (OYHKUIIO 3HaKa, MaHinymorym 306paXKeHHsM,
[lofatoymn 10 HbOro AOAATKOBUIA HEpenpe3eHTaTUBHUIA eneMeHT — rymop. OpuriHanbHi yHKUioHanbHi dhopmu
PYViHYOTbCS BHACTIBOK 6€33MICTOBHMX MyTaLlii. 3 Hacom 6a30Bi €MeMEHTU CTatoTb HYUCTIEHHILLMMM Ta APIGHILLMMN.
[0 peui, 3apa3 KapTUHM KOMMOHYIOTLCS i3 PO3MaITTA 6a30BMX rpadivHUX hopM, BOHM KOMBIHYIOTLCA [OTU, AOKU
He HabyBatoTb NOTPIGHWX 06puciB. MakliHHeC TBOpWUTL MOBY hOPM i O6PUCIB Y LLMPOKOMY Jiana3oHi HapaTuBiB
Cy4acHoro 6apoko.

extremely detailed rendering, based on drawings and digital images of everyday scenes. Some of their most
celebrated works are panoramics of cities. In these works the artists capture busy urban settings; streets, intersec-
tions or riversides and insert chaos and surreality into the picture. The chaos often consists of characters invented by
the artists such as toy bunnies attacking pedestrian in New York City. In “A matter of PRIDE: The Battle on the River-
Tyne (Ootside! Yeandme!)”, the artists incorporate many elements of local flavor such as drunk women, scantly
dressed, most of which are throwing up, an infamous part of Newcastle’s nightlife. In creating a work of extreme detail
where the local resident can see a caricature of their community and themselves the artist offer insightful portraits, full
of life and whit. Kozyndan’s work provides a stark contrast to the idylic pastorals scenes of the late XIV century. Their
work plays with the urban chaos, by pushing the limits of reality and presenting total madness.

Naomi Fisher is the daughter of a scientist who specializes in the study of tropical plants. Most of her life has been
spent surrounded by lush vegetation, of which she has an in depth knowledge. In her early photographic works Fisher
created intimate often sexual scenarios if young men and women interacting with the tropical vegetation that
surrounds her parents home in South Florida. The plants of her childhood protrude from young lifeless bodies in
awkward positions. Fisher confronts the viewer with the raw power of nature in the jungle and the fragility of the
human body. The photographic images are rivaled by the artists haunting drawings of her nightmares. At first glance
they resemble drawings commonly found on a folder in high school. Upon closer scrutiny, the details in the drawings;
hairy legs, lifeless silver eyes, women wielding knives, reveal a series of issues the work is addressing. In her work,
Fisher's empowers women, with weapons and style, establishing that a female does not have to be “dolled up”, to be
sexy or feminine. Like the jungles and vegetation of her past, the women are primal, brutal and bushy.

Southern California has exported a vision of sun, surf and skate, eternal youth under a blazing sun. Ed Templeton, a
professional championship skater, embodies the California lifestyle. He also questions it by capturing the angst and
rebellion of youth in his photography. The “latch key kids” of Orange County; displaced and dysfunctional, fighting for
attention, looking for meaning, in a landscape of endless identical homes, a community without a center. Unlike the
work of Larry Clark that has a taint of spectacle and excess, a visitor studying a new environment, Templeton is an
insider who captures the emotions of those around him. The images are pure emotion, a bad fall from the skate
board, becoming the world champion, the first smoke, first kiss, major events that take place when the parents are
not looking. The kids have gone wild, Ed is there to catch it.

Ryan McGinness works extremely hard. In 2006 he had at least four solo exhibitions in galleries around the world. In
order to satisfy the demand he sets up three shifts a day, where assistants were hired to hand him and clean screens
to make the paintings. The key to his success is not only the drive and commitment to his work but the organization
and on a formal level, the incorporation of elements of graphic design into his ouvre. Ryan’s early paintings display
large graphic images that play with and subvert the everyday signs that guide us through life. In these paintings the
artist nullifies the traditional function of the sign by manipulating the image and inserting an additional non-

representational element, humor. The basic functional forms are rendered useless with nonsensical mutations of the
original form. Over time the basic elements have become more numerous and smaller. To the point that now the
paintings are composed of a multitude of basic graphic forms, which are combined to make shapes. McGinness has
created a language of forms, whose shapes he wields into large scale narratives of contemporary baroque.

The Chicago based artist, Dzine has always loved music. He traces his love of jazz back to watching the Peanuts
cartoons as a child. This early emotional relationship between the visual and the auditory sheds light on his wanting
to create a visual articulation of sound, namely the music he loves. It is not only music that inspires his work, having
befriended many musicians and collaborated with them, the lifestyle and scene that surrounds DJ culture is also a
major part of his life. Dzine’s articulation of sound takes on an abstract form. Vivid colors and shapes, patterns,
textures and drips grace the walls and canvasses used. There is no sense in trying to establish a correlation between
shape and sound, the

driving force is emotion, fueled by music and love. Dzine harnesses these elements and combines them to create
visually stunning works.

The basic element of SWOON's work is the paper cut out made from a wooden mold. These forms are modified and
shaped into various renditions of the original figure. The cut outs serve a variety of purposes, they are hung in galleries and
museum walls as art or pasted onto the public space as graffiti. They are also used to make large scale installations that
incorporate found objects and junk. SWOON is intent on capturing life on the street. She is an avid traveler with a
preference for exotic locations, where she often draws inspiration for her work. The work is gritty yet graceful, capturing the
essence of the urban lifestyle. SWOON humanizes her subjects, the poor urban dweller is dignified in her representation.



LlapuHy cy4acHOro MMCTeLITBa HWHI XxapakTepuaye napafoke HEOAHO3HAYHOCTI. 3 OAHOrO GOKY, TBOPUMIA MPOLIEC
XYAOXKHVIKIB, TEMM Ta MOMISAN, LLIO XXUBMAT MUCTELITBO, CTaOTb YCE 3apO03yMIiNiLLMMM, 3 HLLIOrO — CBIT CyHacHoro
MUCTeLTBA BUMSAAe At HeBTAEMHWUYEHVX Aefani 38abnvBiLLIMM Ta 3aX0onimBiLLIM. Hao4HUM NpuKnagom Liboro
€ MicTo Mavisimi, sike LLIopOKY Ha noHaTky rpyaHs NepeTBOproETLCS Ha MeKKy CBITOBOrO MUCTELTBA, Kyay 3 DKIpKatoTLCA
KOMEKLIOHEPY, AUIEPW, MUCTELITBO3HABLY, XYAOXKHUKM, @ TAKOX «TYCOBLLMKM» Ta 3aBCIAHNKIA MOLHUX BEYIPOK —
yci, XTO Lykae possary. MoLjHoByBaYiB iHTENEKTYanbHOro MUCTELTBA | JHOOUTENIB «MUCTELIbKUX BEYIPOK» 06'€OHYE
06pa3 PO3KILLHOIO CTUITHO XMTTS, 3 KM acOLIOETLCA CyHacHe MUCTELTBO. Ti, XTO 3aLlikaBreHi y MapKeTUHIy CBOIX
TBOPIB AN WX rpyn, AOGMBaIOTLCA IXHBOT yBar, BiaBioyto4M BEYIPKM Ta Npe3eHTaLlji.

[MoTik iHdbopmaLyji, LLIO CTaB JOCTYMHUM CBITOBI 3aBASKW IHTEPHETY, Tene6aqeHH:o, ModanbHUM MapKETUHIOBUM
KamnaHism Ta 3acob6am MacoBoi iHpopmalyi, 3MiHIOE CMOCI6, Y AKWUI BidyarnbHy KynbTypy HUHI CrOMspaoTb Ta
CMOXVMBaOThb, @ TaKOX Croci6, y SKWA MPOTU Hei BYCMOBMIOTL MPOTECT. |aeHTUdiKyBaBLLM cebe 3 rpyrnoto
CMNOXVMBaYiB, MV MOTpannseMo y cchepy BNnmBy Kopriopavivi Ta ixHix Megja-napTHepis, ski AOKNafatoTh 3ycurb, abu
MW noavBunMcs abo Mpupdany ixHii NPomyKT Ta iHPOPMALiHUIA KOHTEHT. IHdopmaLiiiHa aTtaka CTBOpHoE
CUTYyaLjto PIBHOMaHITHOCTi Ta BUOOPY, a TaKoX SIBNSiE CO60H0 A06PY Harofdy Ay TOro, XTo 3auikaBneHui, LLo6 oro
rornoc noyynu. B Takunx o6CTaBMHaX BUHUKAE Ajanor MK Mera-kopropauisiMi, siki TpaauLiiHO Benv MOHosor 3
macamu. Tenep [OBOAUTLCS MOCIyXaTu i iM.

XyOOXHVKK, TBOPU AKX Bigi6paHo ans BucTaBkn «[eHepauii.UsA», penpeseHTyioTb Nornsg Ha MUCTELTBO, Lo
6a3yeTbCA Ha ICTOPUHHMX MUCTELIbKUX TPaamuUisX, SKi JOMIHYIOTb Y TBOPHOMY MPOLIECI Ta CMOCO6I BUPaXKEHHS.
BoHu He 3aaHraxkoBaHi inesiMm Ta TeopisiMu, LLIO NPEBASIOIOTb, YW € NOMYNSPHUMM Y GINbLLIOCTI MUCTELIbKMX LLIKIS.
Lle He BUCOKe KOHLeNTyasnbHe MUCTELTBO, TiCHO MOB'A3aHe 3 TBOpPamM MOMepenHUKIB Ta CTaTTsaMU KPUTUKIB i
iHTEnekTyanis. TBOPU LiX BOCbMM aMepYKaHLLB iCHYIOTb M03a TEOPETUHHUMM KOHCTPYKTaMM1, MUCTELITBO Y HUX
roBOPUTBL Came 3a ce6e, He MOTPedyoHM CYMpPOBOY TEKCTIB Ta eKkcnhikawlii, abm 6yTv 3po3yminnm. Baxxnneo, o6
CMMCIOBI NPUB’A3KMN Y1 3HAHHS, HEOOXIAHI ANt PO3YMiHHS | CNPUIHATTSA TBOPY, 6yn AOCTYNHAMM Ans Mac. Tomy y
6iNbLUOCTI  BUMAOKIB XYOOXHWKW OMepyrloTb 3 MOBCAKAEHHUMW OG’eKTaMu Ta  idesMu, yciM  BigoMymm
0COBMCTOCTAMM Ta HedaBHIMU nogjsMy. HoBe MOKOMiHHS XYAOXHMKIB YOCOGMIOE HOBUI LLNSX, LLIO BeAe reThb Bif
eniTapHUX EKOHOMIYHMX Ta IHTENEKTYarbHUX KOHCTPYKTIB, LLIO NPEBaUIolTh B Cy4acHOMY MUCTELITBI.

Teopw LLenappa ®evipi MoXHa 3yCTPITV Ha KOXXHOMY KPOLLi y MICbKIX Nef3axax no BCboMy CBIiTy. BinbLue 17 pokis
Liel XyAOXHWK aTakyBas Ny6i4HMIA NPOCTip NocTepaMm Ta CTikepamu, Hamaratounch 6y TV OQHUM i3 HaNGINbLLI
«BUOVMUX>» MUTLB CBITY. MMobanbHa kamnanis Oerpi «[oTpumyiics», Ska 3Ha4HOK MIPOO NPOCSKHYTa BMIVBOM
CTUMIO KOHCTPYKTUBICTIB, 6a3yeTbCs HA eCTETULI (hiHAHCOBaHOI AiepXXaBoto NponaraHay Ta NpoBOAMTL napaneni
MK 3acunnam rmobanbHoi peknamu i M, SiK 3axig 3MoBXMBae Bnafoo, MaHinymoyn 3acobamy MacoBoi
iHdhopmaii Ta iHOycTpieto po3sar. Po6oTv deipi CTaBnATb NUTaHHSA, YM XXe BiOPI3HAOTLCA CTUMb PaasHCLKOI
LieH3ypu Ta a6CoMOTHOrO KOHTPOMIO Haf, MPeCcoto Bif, aMEpUKaHCbKOI Mefia-MalLvHW, sika BBOOUTb B OMaHy,
KOMGIHYt04M HAZMLLIKOBY Ta Cyrepe4nvBy iHdhopMaLlito 3 MPOCTUM, AELLIeBIM [OCTYNOM A0 poseary. Vinetses He
npo Te, Lo MPOMaACHKICTb HenoiHgopMoBaHa, UM y Hei 6pakye JocTyny Ao iHcbopmalii, NpocTo i [OBOAWTLCS
BUTPVMYBATV MNEPeHac4eHHs BTIXOLO Bif LLOMHIMY Ta nepernsgy Tenenporpam. ®erpi 4acTto 3o6paxae CBOiX
repoiB Ha BenM4esHmnx peckax, CKoMGIHOBaHKMX 3 NanepoByX nnakaris. eposiMu 11oro cTatoTb 6opLj 3a coGoay
Ta rpoMaficbki akTUBICTH, Taki ik MankonbM Ike um nonynsipHa ikoHa AHppist Benvkoro.

Hbto-opkebka rpyna FAILE Texx BUKOPUCTOBYE y CBOIX po6OTax KyrsToBi MOCTaTi, AOTPYMYKOHMCh CyBOPOi ypOaHic-
TUYHOI ECTETVKM, KOMGBIHYE iX Y XXWBI 4 MOTYXXHi 3a CUoto BBy kapTuHu. Po6otn FAILE iHcnipoBaHi BynMyHMM
MWCTELTBOM Ta rpadiTi, Lo iX MOXHa 3ycTpit 6yab-ae Yy CBiTi. TeHaeHLji, TEKCTypu 11 HallapyBaHHS CTBOPEHO B
npoLeci gianory Mk MIiCbKMMM XyOOXHVMKaMW Ta MPeAcTaBHUKaMM MICbKOi Briagu, siKi MOCTIHO 3HULLYIOTb
TBOPIHHS, LLIO € [PKEPESIOM HATXHEHHS! [Nt MUTLB. IKOHaMM YacTo BUCTYMatoTh iCTOpUYHI doirypm abo >k o6pasu, LLIo
nepebyBatoTb Y NPOLIECi NOCTIMHOO MOANCIKYBaHHS 306PaXXEHHS!, MOKW He CHOPMYETLCS XxapakTep o6pasy. Ha
BucTaBLi «leHepauji. UsA» npeactasneHo Yotupy 3 18 kaptuH FAILE 3 cepii «LUaHxav 08-11». V wujii cepii
XYOOXHMKM 3MILLIYIOTb CBOI PEKYPEHTHI iKOHHI 306pakeHHs!, Taki ik BaHHi Boit un Cepdp Xopc i3 dhoHamu, imipxkamu
Ta ikoHamm B agiicbkomy cTuni. MpepcTaeneHi Ha «[eHepauii. UsA» 4OTUpM LieHTpanbHi NaHHO 3 Liei cepii
cumBoni3ytoTb 3ycTpid Cxopy | 3axopy. FAILE 3MmiLLytoTb 306paXKeHHs, Lo NPeACTaBnstoTh BidyasbHy iCTOpito 060X
KYNbTYP, Y MO3aiKy icTopuyHUX iKoH. Kutancekui nigep Mao, onarnbHa ron-3ipka Mavkn [)KekcoH Ta repoi 3

b= V-4

A complex paradox is taking place in the realm of the art world. As much of the artist's creative process, the
references and topics that sustain art become more rarefied the art world itself is becoming sexier and more alluring
to outsiders. Case in point, every year, the city of Miami is transformed in early December into an art world Mecca
visited by collectors, dealers, art professionals and artist as well as partiers and socialites, all looking to have fun. The
common thread between the intellectual art and the partying “art lovers” is the fabulous lifestyle associated to the arts.
Those interested in marketing products to this group fight for attention by hosting parties and events.

The flood of information available to the world through the internet, television, global marketing campaigns and the
news media is changing the way visual culture is viewed and consumed as well as the way rebellion is expressed.
Once we identify ourselves as a consumer group, we are empowered over the corporations and their media partners
who need us to consume or view their product and content. The onslaught of information brings with it diversity and
opportunity for those interested in making their voice heard. This situation creates a dialogue with the mega-
corporations who have traditionally been engaged in a monologue with the masses. Now they are forced to listen.

The artists selected for the Generations.UsA exhibition represent a view of the arts that departs from the art historical
traditions and references that have dominated the artistic process and expression. They are not as engaged with the
ideas and theories that are prevalent and popular in most art schools. This is not high concept art, closely tied to the
work of predecessors and the writing of critics and intellectuals. The work by these eight American artists exists
without theoretical constructs, the art speaks for itself and does not need a great deal of text or explanations to be
understood. Most importantly the references or knowledge needed to understand and appreciate the work are
accessible to the masses. In most cases the artists are dealing with everyday objects, ideas, personas and current
events that we are all aware of. The new crop of artists embody a new path away from the elitists constructs,
economic and intellectual, that prevail in contemporary art.

The work of Shepard Fairey is ubiquitous in the global urban landscape. For over 17 years the artist has been
attacking public space with posters and stickers, making himself one of the most visible artists in the world. Highly
influenced by the constructivist style Fairey’s global Obey campaign draws from the esthetics of state sponsored
propaganda and establishes a relationship to the oppression of global advertising and the West's abuse of power
through media manipulation and entertainment. Fairey’s works question the difference between Soviet style
censorship and absolute media control with the American media machine that creates deception through the
combination of abundant and conflicting information with easy, cheap access to entertainment. It is not that the public
is not informed or that it lacks access to information, they are just having too much fun shopping or watching TV to
care. In his large scale murals, which are composed of a combination of paper posters, Fairey often highlight his
heroes. The personas featured range from freedom fighters and activists such as Malcom X to the signature image
of the popular icon Andre the Giant.

The New York based team, FAILE, also utilizes iconic figures in their work and combines them with a gritty urban
esthetic, making lively and powerful paintings. FAILE’s work is inspired by street art and graffiti which is found the
world over. The trends, textures and patinas created by the dialogue between the urban artists and the civic
authorities that continuously remove the work is a major source if inspiration to the artists. The icons are often figures
drawn from history or reoccurring characters that the artists have created over a process of repeatedly modifying the
images until a character is formed. As part of Generations UsA four paintings, from the 18 part series “Shanghai
08-11” are exhibited in the exhibition. In the 18 panel series, Faile confronted and mixed their own recurring iconic
images such as Bunny Boy and Surf Horse with Asian style backgrounds, images and icons. The four center panels
which are included in Generations UsA, are where East meets West. Faile has mixed images and the visual history
of both cultures with histories, creating an assemblage of historic icons. The Chinese leader Mao, the troubled pop-
star Michael Jackson and comic book style characters reminiscent of Roy Lichtenstein all co-exist surrounded by
various texts and fonts. Also included are the iconic characters created by FAILE that are constantly featured in their
paintings and outdoor wheat paste projects. The strength and beauty of the work lies in the “tear effect” the artists
have adopted from the remains of layers of billboards on walls in the public space. This effect is the product of
studying the transformation of public space through the process of layering paper on walls.

Kozyndan are dedicated to “Keeping it Unreal”, the closing phrase they send with every e-mail. Their work is an



CMPOCTOBYIOHYM XUOHE YSIBMEHHS, LLO MUCTELTBO OOGCNYroBye Tifbku Garatux. MUCTELTBO, MO-CrpaBXHLOMY
HeobXigHe Hapogy, iCHye y BCiX nepe ounma...

[1eMOKPaTUHHOIO € He TiNbky cama TeXHIKa, a 1 Te, L0 300padkeHO Ha 3aKiNTHOXKEHil MaHeri: sikacb Beuipka, KOMMaHis,
Xonui 1 fAiB4ata «TyCyloTbCs», CMNKyIOTLCS, BUNMBAOTL. HeTBepeawi MIGNITOK KPYnHUM NiaHoM BUMMSAae
npuaypKyBatum, MpoTe, MO-CBOEMY 3Hadywmm. [lepcoHaxi OneHu npeTeHmyloTb Ha Te, LWO6 6yTn
y3arasibHIOHYMMIN NOPTPETaMM MOKOMIHHA — ,TACMBHO-arpPeCBHOMO”, ,TOKCUYHOIO | XONOAHOKPOBHOrO”. MopTpeT
nignitka Haragye, 0o pedi, # cepito Jleci XomeHko «Cynepcrap3» — Takuin cobi ob6pa3 HaBKOMOMMUCTELIbKOI
TYCOBKM, AIANbHICTb SKOI 3BOAMTLCA OO CMiNbHOMO PO3MMBaHHA CMMPTHUX HanoiB. MonepeaHi XMBoMWCHi cepii
IMonsLLEHKO TeX MOB'A3aHI i3 aHTUrepoEM HALLIOrO Yacy, SIKWUIA LLyKae Criocoby 3aroBHUTU BHYTPILLIHIO NYCTKY. Tak,
«[nacTmacosi KBiTv» — Lie MOPTPETU XIONUB Ta AiByaT 3 LienodaHoBUMN TOPOMHKaMM Ha rornoBax, fki Ym To
JIOBIATb HAPKOTUHHWA Kaid, 4M TO MpatoThb y CeKCyasbHi irpu, Y1 TO NPOCTO AOCAratoThb AYXOBHOMO MPOCBITIIEHHS,
SIK y>Ke FOBOPUITOCS, «AOCTYMHWM [15i ce6e Croco6oM» ...

[HisurHa MepexxeBoi Mpii.

LlinkoButo noautveHe 06mmyus reHepauii 3manbosye Mawa Ly6iHa, 60 Le obnmyya — ii BnacHe. MNpoekT
HasunBaeTbCs «Lindbposuii HapLmcMam» — cyyqacHa LvBiniaaLlis 3a CyTTHO CBOEIO € HAPLIVICUHHOLO. Vpetbes He npo
PO3BUTOK iHPaHTUNBHUX dPiKCaLlii y AOPOCTIOMY BiLli, @ NPO Te, LLIO Y CYCNiNbCTBI BigHy>XXeHHS Cy6’eKT HE3BOPOTHO
3aLMKITIOETBECS HA Cobi camoMy. BypxyasHe CycrinbCTBO — Lie CyCninbCTBO OAVHAKIB, LLO MEpeTUHAIoTLCA,
CTINKYIOTECA OAWH 3 OOHUM TifbKW Yy Mepexi, Ha 6e3neyHii avcTaHuii. Mepexa Aae MOXMBICTb He Tinbku
MOBHICTIO KOHTPOSTOBATU AVCTAHLHO CMiNIKYBaHHS, a 1 A10r0 aHOHIMHICTb, A€ 3MOry CTBOPUTY CBOrO BipTyaslbHOro
[BIiViHVKa, NPMKPALLEHOrO B LIMGPOBMIA CrOCi6. Y Mepexi M/ He Taki, SKUMU € Hacnpaspi, arne Taki, AKUMK XoTinm 6
6a4nTn cebe y BnacHin ysei. lnes npoekTty LLy6iHOI MpocTa — BOHA BUCTABIISE HA CBOEMY CaiATi, CTBOPEHOMY
Ha4ebTo 41151 3aBefeHHs OiNoBKX Ta 0COBUCTMX 3HANOMCTB, droTorpadii, 3po6MeHi 3 KMBOMMUCHNX aBTOMOPTPETIB.
Tak BUHUKae obpas Lue GinbLU BifHY>KEHWA, aHX BigpeTyLLOoBaHWA y choToLLOMi 3HIMOK. BignosigHo, 1 MaHepa
nmceMa, aby [OBUTUCH echeKTy NCeBAO3HIMKY, Mae 6yT MakCUMasTbHO BICTOPOHEHOH, O4y>KeHO0. Ha CBOiX «aBTo-
noptpetax Mpii» LLy6iHa BUMAAaE TO METPOCEKCYarKOIO, Sika XOBAETLCS 3a CKESbLIAMM TEMHWUX OKYNApIB, TO
LUMPOKOIO AyLUEr0 KOMMaHii 3aTULLHUX «nati» («ABTONOPTPeT 3 «CuHIMM HOCamm»). [oka3oBo, Lo «MeTpo-
cekcyaniam» O3Ha4ae He TifbKU MaHiakanbHy BUMELLIEHICTb Tina Ta 6peHaoBuUiA ofsr, a M TUn CBIAOMOCTI —
hyHAAMEHTOM 0COBMCTOCTi MPOroMoLLYETLCA BCEOCsHKHA JTI060B A0 camoro cebe. Lo ans LLy6iHOI 7 Tak uinkom
OpraHiyHo, TOMy XyAOKHMLA «camMa Cobi Mofesb» He TiNbKM B LibOMY, a 1 B YCIX HLLIVX MPOEKTaxX — BOHA JH0OUTL cebe
B Pi3HUX inocTacsx, aX A0 Kinbkapykux iHAYiCTCbKMX 6oxecTs. Liinoro i YyactHamm — Big HacbapboBaHnx nNasibLIs
HIr 4O XMMepHOro Byarna BOfoccs Ha notwvui. Livv BoHa Lle pa3 nepekoHMBO AOBOAWTL, LLIO MICS XYAOKHMKA
norsrae B Tomy, abu NepeTBOPUTU BIBXWUINEHHS Bif, HOPMU Ha CTVMYT G715 TBOPHOCT...

BikTopis Bypnaka

of graffiti, flashy spray paint, and commonplace patterns... The glorification of the poor in the mass media has almost
validated the life style of the American jungle so that even the children of millionaires mimic it...Traditional street
culture is also supersaturated in glossy magazines. In comparison with the experimental works of art found on the
walls of building entrances in our sleepy neighborhoods, where there is always an ominous stench, her art looks
mainstream. Her renditions look so monumental that they mirror action painting akin to the splattered paint on walls
left by kids who throw exploding baggies or little paint balls. These creative passions seem deconstructive to the
average eye, but only the artist sees its true meaning: “People time and time again express their view of existence
side by side with the natural world — the other, imaginary world is accessed through other means. They could be
simple stories of friendship, love, violence.” The plastered walls of building entrances enchant Polyashchenko with
their washed-out stains of soot, or pinkish “snots” of melted plastic, all of which connotes the most delicate abstract
painting... She strives to recreate this beauty with utmost authenticity. Graffitists are active, their driving force is the act
of social protest, the usurpation of “enemy” territory, and the composers of “smoked patterns” (as Olena calls them)
are simply aesthetically wasting their time. “Life is a drawn out, boring lesson,” proclaims Stanislav Volyazlovsky, so
it's simpler to stick gum on the wall while waiting for it to end. As such, Polyashchenko brings back an historical justice
by refuting the flawed notion that art serves only the ruling class. Artis truly needed by the people, its existence is there
for everyone to see...

It isn’t only the technique which is democratic, but also what's portrayed in the black, dusty panel: a party, a group of
people, guys and girls “mingling,” they’re conversing, drinking. A close up shows an inebriated youngster who looks
silly, miserly yet serious. Olena’s characters endeavor to represent their whole generation as passive-aggressive,
“intoxicated and cold-blooded”. The portrait of the teenager, by the way, evokes the series “Superstars” by Lesya
Khomenko — a similar image depicting an art party whose main activity is the imbibing of alcoholic drinks.
Polyashchenko’s previous artistic series are also connected with the portrayal of the “anti-hero” of our times who
searches for a way to fill an internal void. Thus the series “Plastic Flowers” comprises portraits of boys and girls whose
heads are covered with plastic bags who seem to be getting high from sniffing glue inside them, engaging in a sexual
game, or attaining spiritual enlightenment — as was mentioned before: “through particular means accessible to
oneself"...

Girl of the Networked Dream.

Masha Shubina paints the face of a generation in a completely positive light since this face is her own. The project is
titted “Digital Narcissism” and its premise is that contemporary civilization is in essence narcissistic. This does not
entail delving into infantile fixations as an adult, but that in today’s society the estranged individual irreversibly
obsesses over himself. A bourgeois society is a society of singular people with intersecting paths, one in which
people converse with one another in established social networks and at safe distances. This network not only allows
for complete control of conversational distances, but also anonymity by creating a virtual double embellished through
digital means. Once inside this network, we do not act as our true selves but as our self-images. The concept of
Masha’s project is straightforward: she places photographs of self-portrait paintings on her website which she
presumably uses to establish business contacts and meet people. In this manner the image becomes even more
estranged, not unlike a picture airbrushed in Photoshop. Accordingly, the writing style should be as dispassionate and
unbiased as possible in order to achieve the effect of being a quasi-picture. On her “Self-Portraits of Dreams,”
Shubina looks fatally metrosexual hiding behind dark glasses or is the center of attention at a tranquil “party” (Self-

Portrait with “Blue Noses”)... It's indicative that “metrosexualism” stands for not only having manically well-kept skin
and brand-name clothing but also a type of self-consciousness — the foundation of individuality lies in the proclama-
tion of having an inordinate, universal love toward oneself. This is entirely natural for Masha, and that is why she is
also “her own model” in all her other projects — she paints her likeness in many different metaphysical essences, such
as an Indian goddess with many hands. As a whole or in parts, from painted toenails to a fanciful knot of hair on the
nape of her neck, this convincingly reinforces the idea that the artist’s mission is to transmute deviations from the
norm into creative stimuli....

Victoria Burlaka



Taku, 3 eK3VCTEHLIIiHOMO MOrMAAy, Lie XMbHa LiHHICTb), a i3 «3adyLUunMBuMmU» COLasIbHMM HOPMaMK, FONOBHUM
apryMEHTOM Ha KOPUCTb SIKVIX € «MPOCTO TOMY, LLIO Tak Tpe6ax. MokoniHHA 2000-x npuiMae ectadpeTy Bif, «reHepaLlii ikc»
1990-X, NPeACTaBHUKN AKOI BUMBINMBHAMNCA Bif, CBOIX CTpaxiB, MOKMpatouy odicn meraroricis i BTiKaloun y
NPOBIHLAHY MMyLLMHY, @by HACONOMKYBATUCA NPOCTUMM pafoLLamm XuUTTA. Mocun uiei po6oTu CriB3BYHHWI i3
3arafibHOK  CMPSIMOBAHICTIO  AjsinibHOCTi  «P.E.M.y» —Mmonoge MOKOMiHHA 3amiCTb TOro, LLO6G YrnOKopUTUCH
CTepeoTunam CycninbHO-B3HAHOI MOBELjHKK, nponarye BTeYy Bif HUX. BUGIp € 3aBxau, HIXTO He npupeYeHunii
6YTV MBUHTVIKOM CVICTEMM.

MwucTeuTBO — 6narogaTHW IPyHT Ans AjarHosy.

Moro cam co6i ctasuTb CTac BonsianoBcskuil Ha niAcTaBi TOro «HediNLTPOBAHOro» MOTOKY HECBIHOMOro, LLO
BMPVBAETLCA HA30BHI. Bonsanoscebkuii BipnTb Opoiay: MaTy BUHHA Y GinbLLIOCTI HELLACTb AOPOCIIOro YOrOoBIKa; He
TiNbk B Komnnekci Eguna, a n B «andyaii igeHTnyHocTi» — ce6To, Le A0 HAPOMKEHH BOHA 3apakae CyHa
CBOIMW CTpaxamu, HaviHebe3neyHILLMM i3 AKX — Lie CTpax AOPOCHILLIAHHS AUTUHW... KynbkoBUMM pyYkaMu Ha
nogyLukax (CMMBON MaTEPUHCBHKOI TypbOTH, LLIO PyHYE OCOOUCTICTB) BiH 306paXkac «CLieHN CBaBOSli» Y JliKapHi:
MWIIONML LLIOKATi AfTKW B XaraTax i LanoyKax (3a TUrnakem — AOCTOTY XXOBTEHsITa 3i CTapux PapsHCbKNX JIMCTIBOK)
036pOoeHi HABOPOM XiPYPriHHMX IHCTPYMEHTiB. BOHM BCINAKO 3HyLLAOTLCA 3i CBOIX MaUlieHTiB, po36upatoym ix Ha
3an4acTviHW, HaYe MeXaHiyHi irpaLlku: JONUTIMBO PiKYTb, LLUMATYIOTb, LUTPMKAIOTL radkaMu B O4i — BCe Le
Haragye KoLMap NecTyH4MKa, SKOoro TepopuayroTb arpecyBHi OBHOMITKM B AUTA4OMY CaaKy. Ha ofHiv 3 nogyLuok
erories Npo JIiKapis - «LLKIJHNKIB» 3aBEPLLYETLCH, Have Y BIfoMOMy hinbMi, XpypriHHM eK30pLIM3MOM — BUTAraHHAM
«Yy>Koi» 0COBUCTOCTI, LLKIANIMBOrO MaTEPUHCBLKOMO «51», LLIO Or0 OTOMAPUHIONON Mif BEXKKVM MOMSAOM Mammn
ficTae XJIon4mMKy 3 rOoTKU...

A6V MpointoCTpyBaTH L0 NCUXOAHANITUHHY Mopasib, BonmsasnoBcbkuin o6paB TeXHIKY CrOHTaHHO-HECBIHOMOro
ManioBaHHs, Wwo ii Jrobydde y 1960-x Ha3sas HemepeknagHum crnosom «hourloupe». 3aaeTbes, HiYOro He
3aBaXae oMy TBOPUTU Tak, ik 3amaHeTbest. MapriHasnbHe XyAoKHE CepefoBuLLIE XepcoHa, LLEeApO MimMKMBIIOHM,
fae nosHy csobofy. BonssnoscbkoMy BuMana npueMHa Micis TBOPUTU MOBEPX HASIBHOMO KyMbTYPHOrO LUapy.
FAKLLO pO3yMITU Lie ByKBaTEHO, TO Ha aBTEHTUHHIX CTapVX TKaHVHAX, LLIO BiH iX Kyrye Ha 6apaxornkax — MpocTvpagyiax,
HaBOMOYKaX, PyLLUHMKAX 3 OOTIMaH MM KnanTaMn Mepexuvsa Ta pyLLENnbE. TKaHHY TOHOBAHO «Mif, CTapOBUMHY»,
06 AOCArTV NOTPIGHOIO XXOBTYBATOro BiATIHKY. AGM He BAABATMCA A0 KparHOLLB, Bonasnoscbkmii po3soanTb
ecTeTM3am (hakTypy TPELLEBICTIO HaManbOBaHUX CIOXKETIB Ta TEKCTiB. Y Voro po3KyTii TBOPYOCTi SACKPaBo
NPOCTYNaroTb CUMITOMM «apT-OpIOTY» UK, SIK 3apas KaxyTb, «ayTcapepc-apTy». AyTcangepcbky MiHito XVBUTb
MICbKWA (PONBKIOP — CyHacCHWIA i apxaidHuii, COPOMILIbKWIA i 6naTHuiA. MuHyny i cyHacHy HapogHy MyapicTb
yBibpae y cebe MOHymMeHTanbHWA Tpunmux «CesTti Bipa, Hapis Ta Jlto6os», ae nepcoHidikaLli XpUcTUsSHCbKMX
YECHOT 306paXkeHi B Ca10-Ma30XiCTCbKOMY eKimipyBaHHi... [igrpyHTa L€l po6oTn MOXHa 3HaiT B ecTeTuL nybka
i «HapopHoOi KapTvHW». LLle ogHe mKeperno CIOXeTIB i OPHAMEHTVKM — TaTylOBaHHS, TEXHIKA SKOro BYBYeHa
IPYHTOBHO. Y Ui MaHepi BonsizanoBCbkuin MOPTPETU3YE PIBHOKAMIOEPHNX «HapopHUX repois» — Big Onii
TumoLLieHKo (06pas ii cymicTvB y cobi dhatanbHy pycanky, craryto Ceobogm Ta Ymy TypmaH i3 camypaiicbkum
Me4yeM) [0 «HEeBWHHO y6ieHHoro» Miwm Kpyra... Vloro TBOpYICTL LinKOM YCMILLHO MpeTeHaye Ha Te, Lobu
Ha3VBATVICS «CUPOIO» («apT-OpHoT» NEPEKIIafAETLCA SK «CPE MUCTELITBO»). AIDKE OCHOBOMOIOXKHOK O3HAKOH «CHPOro
MUCTELITBA» € HEHOPMATbHICTb, LLM3OIAHICTb. [i, BTiM, MOXHA MPVKNAcTV | 4O MUCTELITBA 3arasiom. Bynb-sike
npodyKyBaHHA 06pagiB — Lie KNiHika; He iCHye Takvx o6pagis, siki 3 nornsgy ncuxonaronorii 6yrm 6 abconoTHO
300POBUMM...

[exkafeHT i aHTUrepoi.

«HeLeH3ypoBaHa» HapopHa TBOPYICTb CborofeHHs Hapmxae i OneHy MonsweHko. Mpuyomy, He 3axigHa street
culture 3 ii atpubyTamm — rpadiTi, AckpaBuMK cripesmm, Tpadapetamn. TpaxKyBaHHsA y Mac-megia foopsaqe
3Bynbrapuadysasio i Lei life style ameprkaHCbKMX HETPIB, LLO VOro MasnytoTb AiTW MinbiAOHepiB. MNOpiBHAHO 3
E€KCMEPUMEHTAITIbBHUMUN TBOPIHHAMM Ha CTiHax MigismiB HaLMX CnanbHUX MacuvBiB, e 3aBXOM TXHe 3rapom,
TpapuuinHa street culture BUrMsaae HapTo BypPXKyas3Ho, He HACTINbKM MOHYMEHTanBHO, K action-painting BuOyx-
nakyHKamu, LLo iX x6yprsoTb 06 CTiHW nignitkn. O6ueaTento Ui TBOPYi MOpMBaHHSA BUAAAYTLCA AECTPYKTUBHMUMM,
i TiNbKW XYAOXHMK MO6a4mMTb iXHil CMpaBXHil ceHc: «JToay 3HOBY | 3HOBY TBOPSATb CBOE BUPAKEHHS OyTTs, MOpsL,
3i CBITOM MPUPOAV — IHLLMIA, BUragaHWi CBIT JOCTYNHUMK AN HUX 3acobamu. Lle npocTi ictopii npo Apyxoy,
nto6oB, Hacunnsx». CTiHv Migi3giB MprBOPOXYHOTb MMONALLEHKO PO3MUTMM MAsSMaMM KIMTABA Ha LUTYKaTypLl,
POXEBVMM «COMIAMU>» PO3MNIABNEHOI NNAacTMacK, SiKi HaragytoTb LLIOHANHDKHILLMIA aBCTPaKTHWIA Xxueonuc... BoHa
nparHe BiATBOPUTM BCHO L0 KPacy MakCUMaslbHO JOCTOBIPHO. MpaddiTicT akTUBHI, iXHIM pyLUiEM € coLjianbHuiA
MPOTECT, 3aXOMNyIeHHs «BOPOXOi» TEPUTOPIi, 8 aBTOPK «KOMYEHNX MaJTtOHKIB» (AK iX Has3mBae OneHa) npocTo no-
€CTETCbKOMY ratoTb Hac. «KUTTA — TO JOBMUI HyAHWUIA YPOK», K Kake To xxe Ctac Bonsanoscbkui, i foHexkartmes
MOro KiHUS MpOCTILLe, MpUKpaLLayM >XXYWMKOK CTiHY. [onsWweHKO BiOHOBSKOE ICTOPUYHY CrpaBedsBICTb,

Red Tie.

Kseniya Gnylytska and Lada Nakonechna turn the social values and norms that contradict existential values head
over heels. The piece “Tie,” which hangs from the ceiling, resembles a noose for the gallows. The first thing that
comes to mind regarding its appearance is the number of people who killed themselves out of fear for losing their
jobs... This fear holds people in submission; it enslaves them more than any other kind of fear. The artists deliver a
sermon of liberation, sharing their formula for happiness. The tie, for them, isn’t associated with success (again, from
the existential point of view, this is an erroneous value), but with “stifling” social norms, whose main argument to their
advantage is “because that’s the way it's done.” The 21st generation was passed the baton by the 1990s’ Generation
X, whose members alleviated their anxieties by leaving cramped offices in megalopolises and escaping to the remote
countryside to take pleasure in the simple joys of life. This piece’s main message is in harmony with the overall activity
of R.E.P. — the radically left-leaning young generation offers an alternative escape route, as opposed to bowing
down to socially accepted stereotypical behavior. The choice is always there, no one is doomed to become just
another “screw in the system.”

Art — a blissful foundation for diagnosis.

Stanislav Volyazlovsky diagnoses himself based on evidence stemming from that “unfitered” source of the
unconscious that surfaces on the outside. Volyazlovsky believes Freud: the mother is guilty of most of an adult male’s
misfortunes; not only in the Oedipus complex but in the “diffusion of identity” — that is, prior to birth she infects her son
with her fears. The most harmful of them is the fear of reaching adulthood.... Using ballpoint pen on pillows (a symbol
of maternal care, which ruins individuality) he depicts a “scene of arbitrary rule” at a hospital: cute-faced and cheeky
children in surgical gowns and hats (the type of “Octoberites” depicted on old Soviet postcards) armed with a supply
of surgical instruments. They cruelly treat their patients in every possible manner, disassembling them into spare
parts like little mechanical toys: they curiously cut and tear, and stick hooks into the eyes of patients — all of this
resembles a coddled boy’s nightmare in which he is terrorized by cruel one-year-olds at a daycare center. Moreover,
another reason to pity him is that he is deathly afraid of doctors. There’s an epic poem on one of the pillows about
“saboteur doctors” that has an ending similar to a well known movie: a surgical exorcism resulting in the extraction of
an alien “being” — the harmful, maternal “I” — which an otolaryngologist removes from the esophagus under the heavy
glare of the mom...

In order to illustrate this psychoanalytic morality, Volyazlovsky chose the spontaneous, subconscious technique of
painting known as “hourloupe,” the untranslatable term first coined by Jean Dubuffet in the 1960s. It seems nothing
stops him from creating the way he wants to. The peripheral artistic atmosphere of Kherson heartily nourishes him
and gives him complete artistic freedom. Volyazlovsky almost inherited this blissful mission to create on an already
existing cultural plane. Literally speaking, he purchases vintage fabric at flea markets — bed sheets, pillowcases,
towels with embroidered patches, and Richelieu fabrics. The fabric is toned to achieve the desired “authentically”
aged yellow hue — the texture of the “textile” looks more than aesthetic. In order to avoid extremes, Volyazlovsky
dissolves trash aestheticism into painted themes and texts — all one must do is simply observe and read carefully. His
unabashed art — the artist is pressed by neither internal nor external censure — shiningly exudes symptoms of “art-

brut,” or as they say today, “outsider’s art.” Urban folklore feeds on the outsider’s line —the contemporary and archaic,
the obscene and the criminal. Volyazlovsky's “Saints Vera, Nadiya, and Liubov” contains past and present folk
wisdom on a monumental triptych in which Christian virtues are personified as sadomasochistic equipment. The
pseudo-ethnographic aesthetics of cheap popular prints has become his matrix. In addition, the neo-primitive style is
noticeably apparent: in Kherson there are amateur artists who work in the genre of “folk painting,” which is very similar
to contemporary art in its expressiveness. Another source of themes and decorative patterns is the art of tattooing, a
technique he has fully mastered. In this manner, Volyazlovsky portrays a multitude of “folk” or national heroes — from
Yuliya Tymoshenko (her image unites a fatal mermaid, the Statue of Liberty, and Uma Thurman with a Samurai
sword) to the “innocently killed” Misha Krug... All in all, his art entirely and successfully aspires to be called “raw”
(“art-brut” translates as “art-in-the-raw”). Naturally, the basic feature of “raw art” is abnormality and schizophrenia. His
work could also be grouped with mainstream art. Any kind of image production is clinical treatment; no images exist
that could be considered absolutely normal from the standpoint of psychology. This is why contemporary art treats
productive abnormality cynically and transparently, avoiding any kind of predetermined political correctness: the more
one departs from accepted norms, the more chances one has to come closer to oneself...

“Decadents” and “Antiheroes.”
“Uncensored” folk art also currently motivates Olena Polyashchenko. And not Western street culture with its attributes



— Hacrnpasgi CepLeduTTs iMITYIOTb METPOHOMM, CXOBaHI B KYNACTUX LUMMOBaHMX MiHax. BUrnsag y HUX 30BCiM He
CMEPTOHOCHWIA, arne irpaLlkoBuii, 6yTadpopcbkuii. Tak, HaneBHoO, 3p0BIIEHO HaBMUCHE, abu 36UTK 3 MaHTENNKY
HaiBHOro rnsgaya. | xo4a MiHu Ginblue NogibHI A0 LLNMHACTMX MOPCLKMX DKAKIB, y rorioBy BCE XX MPOKPaJaeTca
napaHoigasibHa nigospa, Lo METPOHOM, MOXIIMBO, BifJlivye OCTaHHI CEKYHAN XXUTTA...

CyrecTisi UMx 06’eKTiB, MNHOTUYHWIA BMMB, LLUO MO0 BOHW MOLLMPIOIOTb Ha MMSAa4a, BUHUKAE He Tifbkn 3
po3KazaHoi HIMW iCTOpiT. XyAOXHUK 30CepepKyETbCA Ha IHLLOMY — Ha BUOYAOBYBaHHI NNacTUYHOrO anroputmy.
Brpyani y nicok «60M604KM», IK 61 AMBHO Lie He 3BYy4asio, NOAj6HI A0 06'eKTiB MiHIManicTiB — Big ToHi Cmita go
Bonrepa ge Mapii, — siki HACTUPNMBO HaragytoTb NPO MAACTUYHY caMoAoCTaTHICTL dhopmu. Lie chopmaniam —
nonpu Te, LWo copMa He € abCTPaKTHOW, He € padiHOBaHO, CE6TO, OYMLLIEHOK Bif, «CMITTS» MPEAMETHUX
acoujauin Ta cMMcnoBmX antosin. O4eBMaHO, HUHILLIHA peaaKLis dhopmarniamy Lporo i He Bumarae. Cam CemeHos
MOPIBHIOE MIHHUIA MK i3 CAAOM KaMeHIB, MIAaCTUHHOIO KOMIMO3WLLELD, 06'EKTOM A7ist CrorNsaaHHs | meauTawyii.
MwucneHHs XygoXHVKa pagLle nnacTuyHe, aHk nitepatypHe, — Le NpUTamMaHHO i BCbOMY MOKOMiHHIO 2000-x
3aranom. O6’ekTammn Ana MeguTaLin Moro NPeACcTaBHMKM HanyacTiLle 06upatoThb 3bKMakaHi LMrapkoBi Madvky Ym
rioniamaHi MnacTMKoBi NanMMYKM AnA PO3MILLYBaHHSA KaBW B OQHOPA30BUX LLKIAHKAX, HA MOHYMEeHTani3awii akux
crevjaniayetbea XKaHHa Kaguposa...

3Haxioku 3 naHeni.

Kagymposa chopmye CBOi 06'EKTV 3 MOHTXKHOI MiHW, NLIOIOHM iX CaHTEXHIYHUM KaxrieM. Y Hei My cTkaemocs 3
TUM CaMM «PEBOSTIOLIAHNM» TSDKIHHAM [0 rinepbonisavlii Ta pagnKaibHOro NepernopsaakyBaHHA peyen — «XTo
6yB Hi4MM, TOW CTaHe BCiM». Ha cropymkeHHs «MOHYMEHTiB», K Ha3viBaB ix Knaec OnbpeHoypr, Lo CTosB Yy
BUTOKIB «MaM ATHWKIB r'yOHi nomMagi» Ta iHLLMM NOTPIGHWM | He Ayxxe pedam, Kagnpoy Hagmxae OToi MOTIIOX, LLIO
10ro KOXKHWA MOXe 3HanTW y cebe nif Horamu Ha acdbansti. Lii npeameTi HecyTb Ha Co6i Cipn TSHXKKUX XXUTTEBUX
konisi: Ha «P.E.M.i» Kagnposa BucTaBuna O6nslLaHAA [OPOXHIN «3HaK», Ha4ebTO CrMOTBOPEHUA Y
asTokaTacTpodi. Ha «KoHtponi» 3'aBunacs sibraHa nauka «Manbbopo», a B ekcrnoauuii «Testing station» B
CTOKrofibMCbKOMY [IOMi CKYMbMTypu — HEpBOBO MOHiBeYeHa «[Mannyka-milanodka»... Obupaioum 06'ekTh,
Kagmposa SIBHO KepyeTbCs «KIIaCOBOKO CBIAOMICTIO», NPV TOMY LLIO MOMYNSPHWA HAaNPsiM «TpeLL»-peaiamy B Hel
rnocTae y Kyan XOPCTKILLIN «KpeLL»-TpaHCKpunuji. 1ii Tak camo He BOAETHCA YHUKHYTU «miapy GigHUX Ta
MPUrHOGMEHNX» — Lielh 6a30BUIA PiBEHb 3HAYEHHS MPUCYTHIN Y OyAb-AKOMY TBOPI, LLIO TaK YM iHaKLIe CTOCYETLCA
KPUTUKY CyCTiNbCTBA CMIOKVBAHHS...

Pedui, Lo ix pobute Kagnposa, 3aBAsku npugyMaHOMy Helo KaxJisHOMY HOY-Xay, He 3MMBatoTbCs i3 3arasibHim
(POHOM MMCTELTBa 00'EKTa, He ,BMMaoTh” Y KIACVIKY XXaHpy. XyAOXKHULA «TPOLLMTL» yCe Hanpaeo 1 Hasiso, abu
JOCArTN, K KaXKYTb MOAHVKM, edoeKTy 3ibraHoi nosepxHi. Popma namaeTsCsi, MepexTUTb BRIMCKITKaMu rmasypi,
BKPVIBAETLCA MO3AiKOK  «MiKCeniB», OOMMITacTbCA MEPEXMBOM CTUKIB, ke PO34MHSE, Aemarepianiaye ii...
Kapuposa y piaH1x NpornopLiisix MiKLLIYE CTWAI | HaNPSIMKN — Bif, XONOAHOI SHLEBOCTI MOM-apTy A0 aCKETV3MY «HOBOTO
peaniamy». OKpiM LipOro, ii po60T Pe30HYIOTb 11 3 TaK 3BAHOIO ,,HOBOKO MPEAMETHICTIO», LLI0 CUHXPOHHO 3asBuna
npo ce6e B TBOPHOCTI NPEACTABHUKIB CTAPLLIOTO MOKOMiHHA. Hanpuknag, Ha nonotHax Onekcangpa MHunuupkoro
[Opi6Hi N6y TOBI MPeAMETN — CKIAHKW, Kapadpki, HOXML, TEHICHI M’A4i, MNaTiBKW, — BUPOCTAOTb 0 BENETEHCHKMX
PO3MIpIB, YvM Ofpa3y BUKIMKAIOTL CyMHIBM B PeasibHOCTi CBOrO icHyBaHHs. O6pa3n BTpadaroTb 3B8'30K 3i CBOIMM
PYHKLIOHANbHUMM NMPOTOTMMaMK, MEPETBOPIOIOHMCH Ha LLIOCh He30arHeHHe 3a CBOEO HATYPOIO, LLIOCh Take, Lo
Kpvie B CO6i HeBigoMy 3arposy. Ce6To, NepexoasTh Y paHr BUAMMOCTI, dPikLii, 3a KOO BrafyeTbCs «3aKaapoBuin»
MpOCTIp, KU 03VBAETLCA A0 Hac. Markxe BeCb pedhopMaTopChkWiA pecypc aBaHrapaHoOro mMucteuTsa 6yno
KVHYTO Ha Te, LLIo6M AomMipy HiMuI 06’eKT 3000yB Npaeo ronocy i 6ys no4yTuiA... O6’eKT Kagmposoi roBopsTs Npo
Te, LLO BCe y LibOMY CBITi BIGHOCHE, TOMY MOTEHLIMHO Kpacy MOXHa 3HanTh 6yap-Ae. po Te, Lo kpaca us ctae
epani 6inbLLI HECTINKO, 60 XUTTEBUI LWIKIT peHel iHObi TPVBAE Kinbka CekyHA,. 3'iBLLIM LiyKepKy, M1 aBTOMaTU4HO
BUKUAAEMO 0OropTKy, ,paHTUK”, GinbLue He 3rafytoym NMpo HbOrO — TOMY XYAOKHMLIA HAMaraeTbCA MPOJOBXUTI
600ai oro «MoCMEepTHe» iCHYBaHHS. YBI4HIOIOYM MOTIIOX, MUCTELTBO MIgBMLLYE MOr0 CUMBOSIYHY LiHHICTb, i
HaBMakw, KONy BOHO TOPKAETLCA 3acafHN4MX 6yp>Kya3HUX LIHHOCTEN, iXHii CUMBOIIHHWIA KypC MOYMHAE CTPIMKO
nagatn. [Mpuknagom Takoi rpu Ha oro MOHWKEHHI B Ayci Kitdy 6yna iHcTansauisa «[jamaHti», B AKiA YAOXKHMLA
iMiTyBana y kaxnsix Benimye3Hi KorbopoBi KaMeHi, po3krafeHi i OCBITNEHi, HibW Y BITPYHI FOBESIPHOT KPaMHWLY...

YepBsoHa KpasaTka.

Kcenis Mnnuubka Ta Jlaga HakoHeuHa nepesepTatoTh LkepebepTb coLjianibHi LIHHOCTI Ta HOpMU, LLIO cyrepeYaTtb
LiHHOCTAM ek3ncTeHLinHuM. O6’ekT «KpasaTka», iKuin 3B1cae 3i CTeni, Haragye 3alumopr Ans wvbeHu. MNeplue,
LLIO CriaJae Ha ragKy Bif MOro BUrMsAy: CKiNbKy X Lie Moy HaMmaraniocs HakacTv Ha cebe pyku 3i cTpaxy BTpatutin
po6oTy... Llel cTpax Tprmae nofent y nokopi, 3akpinadye ethekTvBHILLE, aHdK YCi iHLLI. XyAoKHWULi po3ropTatoTb
MPOMOBIAL BU3BOMEHHS, OiNAYMCH CBOIM PeLenToM LacTd. s HUX KpaBaTKa acoLitoETbCH He 3 YCriXOM (3HOBY-

than the fear of outright danger. We hear the alleged resonant pounding of the heart which starts with terror from the
thought that with one more step on the sand the world will shatter into pieces. This is the sound-accompaniment
typical to suspense films — actually the heartbeat is emulated by metronomes hidden in the spiked, spherical
mines. Their appearance is far from lethal, more like toys or theatrical props. This, surely, is done on purpose,
to confound the na?ve viewer. Although the mines more closely resemble spiny sea urchins in a gift shop
window, paranoid suspicions nevertheless creep into one’s mind that the metronome, perhaps, is counting off the
last seconds of your life...

The hypnotic influence that the suggestion of these objects spreads over the viewer becomes more acute not
only with the stories they tell. Without losing any personal sensations, we can easily abstract from them. The
artist focuses on something else — the built-up plastic algorithm. The “little bombs” sunken into the sand, as strange
as it may sound, resemble the objects of the Minimalists — from Tony Smith to Walter De Maria — which importunately
call attention to the sculptural self-sufficiency of their form. This is formalism — aside from the fact that the form is
neither abstract nor refined, therefore, free of the “garbage” of object associations and signifying allusions. Clearly,
today’s scripting of formalism does not require that. Semenov himself compares the mined beach to a rock garden,
a self-contained plastic composition, an object for contemplation and meditation. The artist’s thinking is more
sculptural than literary; generally speaking, this is intrinsic to the entire generation of the 2000s. Its representatives
most often choose the cheapest, trashy objects for sculptural meditation — for example, crumpled cigarette packs or
broken plastic sticks used for stirring coffee in disposable cups, in whose monumentalization Zhanna Kadyrova
specializes. ..

Dado Findings.

Kadyrova molds her objects from insulation foam, positioning them faceup like ceramic tiles. In them, we come into
contact with the same *“revolutionary,” gravitational pull toward hyperbole and the radical reordering of things — “We
have been naught, we shall be alll” In the construction of the “Monuments,” as termed by Klaus Oldenburg, who
created the “Monuments to Lip Stick” and other more or less necessary items, what inspires Kadyrova is the same
kind of trash we find littered underneath our feet when walking on sidewalks. These objects carry with them the
footprints of life’s severe collisions: at the “R.E.P.” show, Kadyrova showcased a street “Sign” made of tin as if it were
disfigured by a car crash. At the “Control” show a crumpled pack of “Marlboro” cigarettes was displayed, and at the
“Testing Station” exhibition in the Stockholm House of Sculpture, a nervously mutilated “Stirring Stick”... Choosing
objects, Kadyrova evidently grasps “class consciousness,” while for her the popular “trash” realism movement gives
rise to the harsher style of “crash” transcription. She also doesn't succeed in avoiding the promotion of “the insulted
and injured” — this basic meaning is prevalent in any composition that somehow or other relates to criticizing
consumer cultures. ..

The works created by Kadyrova appear quite respectable. However, thanks to the unique tile know-how which she
invented, they don't blend in with overall object art and don’t mess with the classical genre. The artist ubiquitously
“scatters” everything around, as art critics say, to achieve an effect of dishevelled hurriedness. Form breaks, it
crumbles into a sparkling glaze, concealing a mosaic of “pixels.” The form weaves around lacy seams, which
dissipate it... Kadyrova mixes styles and manners of painting in different proportions — from cold glossiness to the
asceticism of “New Realism.” In addition, her works resonate with a so-called “New Subjectivism” with which the older
generation made itself known in their paintings. For example, insignificant, ordinary items that grow to gigantic
proportions could be found on Alexander Gnilitsky’s canvases — glasses, decanters, scissors, tennis balls, plates.
They immediately excite doubt as to the reality of their existence. The images lose touch with their functional
prototypes, changing into something indiscernible regarding their nature, something that conceals their unintelligible
threat. That is to say, they pass into a visible realm, a fiction derived from imagined thoughts, which call to us. Almost
the entire reformative resource of avant-garde art was cast upon the heretofore mute object gaining the right to speak
and be heard... Kadyrova’s pieces say that everything in the world is relative, hence potential beauty could be
discovered anywhere. However, this beauty grows evermore volatile and unstable since the life span of certain things
lasts only a few seconds. Having mixed sugar into coffee, we throw away the stirrer, forgetting about it — this is why
the artist attempts to prolong its posthumous existence. By immortalizing trash, art raises its symbolic value and, vice
versa, when it comes into contact with imbedded bourgeois values, their symbolic exchange rate starts to rapidly
decline. An example of this kind of game is the installation of “Diamonds” which follows the debasing course of kitschy
art. The artist, encasing huge colorful rocks in glazed tile, imitates in their size and arrangement, “bling-bling” jewelry
as seen through a window shop...



CnipaBxHe 061445 Kpacu.

Crnornsgatoum  BigeoiHcTansuito Onenn [MonsileHko, sika 3MOHTyBana 3HalfeHwi B IHTepHeTi 3anuc
asiakaTacTpodm — yrnamKu fitaka i LUMaTKM JFOLACHLKUX Tin po3iTakoTbCs Mo 3MITHOMY MOS0, — 3HATUIN aHOHIMOM
Ha kamepy Mob6inbHOro TenedoHy (BiAEO NPOMOHYIOTL NEPETTIAAATA B TaKOMYy CO6i KyTOUKY penakcaLlii ecTeTis: Ha
MyXHacTOMy KUIMMKY Ta 3 M'SKUMM NodyLLKamu nig 60kom); abo «[IMnsx» OnekcaHgpa CemeHoBa, Ae y nicky
PUTMIYHO LIOKatoTb BenuyesHi MiHu; abo cepito «pubis» Mukutn KapaHa, goxoguil [0 BUCHOBKY, LLIO HOBE
MOKONIHHA Mae BnacHe, cneuydidHe Po3yMiHHSA Kpacu. BoHM BUXOAATL He TifbKK 3 TOro, LLIO Cy4acHe MUCTELTBO
nporpamMHo Bifaae nepesary eCTETUYHIN KaTeropii «NigHeCeHoro», a He «MpekpacHoro». XyaoxHUKM 2000-x yxe
He LLIyKatoTb NPEKPaCcHOro B MOTBOPHOMY, HE HaMaratoTbCsl LLIOKYBaTH rsfada, He TOBYyTb A0ro BNepTo HOCOM y
CTpaLLHWIA Crif XXUTTS — TOrO, LLIO Ha CMOfi, BOHW SIKpa3 BOMitoTb He 3adinaTi. BoHn 30e6inbLLUoro HanatutoBaHi Ha
CnornaaaHHs i CroBiayoTb 30BCIM iHLLUMIA €CTETUHHUIA MPUHLMMN — MPUHLMN «iHCAaWUTY», MariYHoro CTor-kagpy,
KOMW B PYTUHHOMY MIWHI peyel BUHUKaEe 306ii, | Liev NnH Ha sIKyCb MUTb 3aBMMPaE, BiOKpUBao4M npekpacHe, Lo
0ro He BMAHO B 6yAeHHOCTI. TpaBMaTU4HICTb, HACUIbHULIBKNIA XapaKTep LibOro BiOKPUTTSA HYacTKOBO NPUMEHLLIYE
€CTETUYHUIA CeHC BYTTA, NPOTE BOHW BMEBHEHI, LLIO 3HAMLLIN HAMKOPOTLLMIA LUNAX A0 HbOrO... PyiHYBaHHA BEX-
6rM3HIoKiB y Hito-/lopky cTarno 1M pyGexem, LLO MiCTs Hboro, Sk Ka3anu Tof, CBIT YXe MPOCTO He Moxe GyTu
Takum, K foci. Lia putopurka BusiBunacs npopooto. Came po3yMmiHHS Kpacu cTanu nos'adysaTi 3 Katactpodhoto
— BUBYXM NEpeTBOPUNMCA Ha 3HAKOBI 306PaXKEHHS, LLIO pO3LBITAIOTb HA MOSIOTHAX TO aBCTPaKTHUMM Bi3epyHKamu,
TO 6yTOHaMU KBITIB. IHOAi BOHM BUOAIOTLCA HAaM MeTahi3nHHO0 3aBiCOI0, 3a KO KPUETBLCH CYTHICTb BYTTS...

[aHuHy Lpomy 3BabnmeoMy BuaosuLLy Mukuta KapaH yneplue Bindae y nornepenHboMy npoekTi «JlokanbHe
MoTenniHHA», NiATBEPIKYHOYN CTOBIACOTKOBO NO3UTUBHE CTaBMEHHS MOKOSIHHA «be happy» [0 BCbOro — ax Ao
OH4iKyBaHOro He3a6apoM KiHLS CBITY. «BeceneHbkviM anokasinccomM» OXpeCcTUnn iIHTeNeKTyanm-nocTMoaepHicT
«JlerkoBaxkHe» mucteutso 2000-x. Tox KagaH i gani 3aB3sTo npautoe Hag Bidyanisauieto Ljiei Mmetadopy, ska
inocTpye camoBigvyTTA JIOOMHM, LLO XUBE B HECKIHYEHHOMY MOTOL peasnibHUX i YABHMX KaTakniamiB. Amxe
HECB|AOMIM TTIOM CrOKIVIHOIO LLIOAEHHOTO iCHYBaHHSA 0GMBaTeNia CTae XafaHHsA CBITOBOI KatacTpodu, Lo «[licnssasTpar»
3iTpe 3 NMUA 3emni 3BUHHY PYTUHY, BKMHYBLUW CBIT Y Xaoc. MNMopiBHABLLM NOCTaKTyM pynHyBaHHs BcecBiTHbOro
TOProBeflbHOro LIEHTPY 3 TWUMOBMMM CLEHaMKU DinbMiB-katacTpod, MCMXOmorn 3pobunn BUCHOBOK, LLIO MK
peanbHUM BUOOBULLIEM i KIHOMOCTAHOBKAMW Hemae BiMIHHOCTEN. | Te, i iHWe Harapye BTINIEHHS HanripLioro
haHTa3MaTU4HOro CLieHapito, LLI0 BKOPEHUBCSA Y CBIAOMOCTI CyHacHOi NIoanHW. HamripLuoro LykatoTb ycroau: iny4m
B KiHO, MparHyTb «He Cri3HUTUCA Ha KiHeub CBiTy» — a[ke Micna oTpyMaHoi [03v agpeHasiHy BCi MOTOYHI
npo6nemun BuaaayThCs Api6’a3KOBUMMU. .

XYAOKHMKA 3aCMyuyIOTb He MpUMapHi MepcriekTBI MaibyTHLoro. Moro Ginble HEerokoiTh Te, Lo 06pas
KaTacTpothu, po3TMpaXKoBaHUA Mac-Mefia M KVHOIHAYCTPIEtO, NEPETBOPIOETLCA Ha «Miap ANA NPUrHOONEHUX>,
po3ry6rtoe CBill MOTEHLian ecTeTU4HOro BrnmBy. KocMidHa naHopama merarosiica, OrnoBUTOrO aroMHMMM
XMapamu, eMaHCUMyeTLCA Bif, CXOXOCTi Ha ra3eTHi 3HIMKM i 3 NIOLLIMHM NOMYniCTCLKOro niapy 3HOBY NepexoauTb Y
cdhepy HmcToi kpacu. KagaH npogymye edheKTHY XMBOMUCHY KaHBY KatacTpothm — Kyn4yacta xmMapa Bubyxy, sika
nogiéHa Ao 6apoKOBOI NiMHWHW, KOHTPACTye 3 FOCTPUMM NiHIAMU apXiTeKTypu xan-Tek, TaHe B GnakuTHoOMy
paHKOBOMY TyMaHi 11 nepLUMX MPOMEHsAX COHLA. Llei TymaH «MenaHxoniviHWiA, Ha4e HocTanbrisi peBontoLioHepa,
AKWIA BipyB, LLO BCe Byae Mo-HLLOMY, Ta, O3VPHYBLUMCb HABKOSIO, 3pO3yMiB, LLO BCE NULLMIOCH, K KOMUCH>.
linepecteTam NOAGHOrO raTyHKy BXe He CNPUAMAETLES, SIK HIriniCTUYHUIA BUGPUK. HaiBHo 6yro 6 gymatu, Lo
HUHI KOro-Hebydp Le MOoXe enartyBaTi Haa3Bu4anHa ecteTUdHa NepeHacuyeHiCTb KapTuHW 3armbeni caity —
LpOro, BracHe, i nparHe TOM >Xe MENHCTPIMHUIA KiHematorpad. XyOoXHVK, HaBnaku, pobuTb eTUMHWUIA XKECT,
LUyKatoun cepef, yNnamKie KatacTpom «CripaBXHe 06nm44s Kpacu» — BOHO Harafye v haHTacTuyHi Lumdoposi
nemnsaxi, i 0bpasu «HebecHoro Epycanvmas, 3ano3nyeHi y CTapoMy ManspcTai...

MiHHWI cap,.

BrineHHsm kpacw, wo i powykyetbea OnekcaHgp CemeHOB, CTae BTpadeHe, 3MeTeHe 3 MOBEpXHi 3emri
katactpocporo Micue, Kyoy BXe (MpuvHalMHI, SIK rapjaeTbCsi) HEMOXIMBO MOBEpHYTUCS. KnacuyHa Bepcis
iCTepu4HOI Tyrv 3a BTpadeHMM — maibke 3a MpyctoM. «3ay4apoBaHumM» MicLieM CTae nillaHuiA sk B A6xasii,
caHaTopii, fie XyOOXXHUK Y AUTUHCTBI Bignoyneas 3 6aTbkamn. CBIfOMICTb «MOHTYE» crioragy AUTUHCTBa — KiHO
yBeYepi, MPorynaHky nig LWyM npuéoto, — 3 eniofamu rpy3nHO-abxasbKoi BiiHW, KONU NAsHK 3amMiHyBasn, a B
caHaropii BnawTyBanu Lwnutanb. MoTiM XUTTA NOBEPHYNOCA Y 3BUMYHE PYCro, i3 MICKY MOBUTAranM MiHW, ane
MOCTTPaBMaTU4HUIA CUHOPOM | HaJani rpy3e NIoANHY AyMKamu, L0 came Ha Hei'y MICLMHI LLIACTA YeKae CTpaLLHuin
Lcropnpua”... Hetanauia «[nsk» NpocsikHyTa UMM OfypMaHIMBUAM CTPaxoM HEMeBHOCTI, WO BiH Habarato
iHTEHCUBHILLIWI 3a CTpax BiOKPUTOI Hebe3neku. Mu HyemMo HIBM ry4HUIA CTYKIT cepLis, ke nepenskaHo 3axoamTbes
Bif OYMKM, LLIO iLLie KPOK MO MICKY, | CBIT pO3NeTUTbLCA Ha ApYy3Ku. Lle 3B1MyHMIA 3BYKOBUI CynpoBia cacneHc-tinbmis

The true face of beauty.

Contemplating Olena Polyashchenko’s video installation which displays an airplane crash — broken pieces of
wrecked plane and bits of human flesh scattering across the runway — recorded on the mobile phone camera of an
anonymous necrophiliac which she found on the Internet (visitors are invited to view the video in a so-called corner of
aesthetic relaxation: on a plush rug with soft pillows on hand); or Oleksandre Semenov’s “Beach” — huge mines
ticking rhythmically in the sand; or Mykyta Kadan’s series “Mushrooms,” one comes to the conclusion that the new
generation has its own peculiar understanding of beauty. It is not only because they are emerging from a tradition
where contemporary art programmatically gives preference not to the aesthetic category of the “beautiful,” but to the
opposite “elevated.” The artists of the 2000s no longer search for beauty in the monstrous, they do not attempt to
shock the viewer or stubbornly pound his nose into life’s terrible underbelly — they explicitly would rather not provoke
that which lies below. For the most part, they are prepared for contemplation and profess a completely different
aesthetic principle — that of “insight,” the magical freeze-frame, when solidity appears in the fluid routine of things and
this flow fades for a moment, revealing the beauty which is not visible in daily life. The traumatic, intense character of
this revelation partly diminishes the aesthetic sense of being; even so, they are confident that they have found the
shortest route to it... The destruction of the twin towers in New York, as was said then, became the line, that after its
crossing, the world simply could not be as it was before. This rhetoric has been prophetic. The very understanding of
beauty became tied to catastrophe — explosions metamorphosed into symbolic images unfurling on canvases as
abstract patterns or opening flowers. Sometimes they act as a metaphysical curtain behind which the essence of
being conceals itself...

Mykyta Kadan first paid tribute to this captivating scene in his previous project “Local warming,” confirming the “be
happy” generation’s positive attitude toward everything — even to awaiting the imminent end of the world. “Happy little
apocalypse” is what the intellectuals-postmodernists dubbed the “flippant” art of the 2000s. And Kadan passionately
continues to work on the visualization of this metaphor that illustrates the personal sensations of one living in the
endless torrent of real and imagined cataclysms. Nevertheless, longing for a world catastrophe, that “the day after
tomorrow” will obliterate the usual routines from the face of the earth and throw the world into chaos, has become the
unconscious background of the calm everyday existence of the average inhabitant. In a post factum comparison of
footage of the World Trade Center destruction and typical movie catastrophe scenes, psychologists concluded that
there are no differences between the actual disaster and the filmed set-up. Such scenes and others bring to mind the
incarnation of “the worst” phantasmagorical scenario rooted in the consciousness of the contemporary person.
People seek out “the worst” everywhere: when they go to the movies, they strive not “to be late for the end of the
world” — however, after getting the adrenaline rush, all their daily problems seem meaningless...

The artist is not dispirited by uncertain future prospects. He is more troubled by the fact that the image of catastrophe
widely circulated in mass media and the film industry turns into “PR for the oppressed,” losing its potential for aesthetic
influence. The cosmic panorama of a megalopolis wrapped up in atomic clouds is emancipated from its likeness to
newspaper photos and again crosses from the plane of populist PR into the sphere of pure beauty. The artist devises
an effective picturesque framework for the catastrophe — the mounded accumulation of clouds from the explosion
resembling baroque molding contrasts with the sharp lines of high-tech architecture, dissipating into the pale blue
morning fog and first rays of the sun. This fog is “melancholic, like the nostalgia of a revolutionary who believed that
everything would be different, but looking around understands that everything remains the same as before.” Hyper-
aestheticism of a similar quality is no longer taken as a nihilistic lark. It would be na?ve to think that today the extraordi-
nary aesthetic oversaturation of a picture of the destruction of the world could astound anyone — this, in fact, is what
the mainstream cinematographer aspires to. The artist, on the contrary, makes an ethical gesture, searching for the
“true face of beauty” amidst the catastrophic wreckage — it resembles both fantastical digital landscapes and images
of “heavenly Jerusalem” borrowed from old paintings. ..

Mine garden.

The locus of beauty sought by Oleksandre Semenov becomes the lost Place, swept by catastrophe from the surface
of the earth, to which (at least it seems) it is impossible to retun. Such is the classical version of hysterical longing for
the missing — almost Proustian. The “enchanted” place is the sandy beach in Abkhazia, the health resort where, as a
child, the artist vacationed with his parents. Consciousness “combines” childhood recollections — evening films, strolls
past the murmur of breaking waves — with episodes of the Georgian-Abkhaz conflict, when the beach was mined and
the sanatorium served as a hospital. Later, life returned to its usual ways, and the mines were removed from the sand;
but post-traumatic syndrome continues to gnaw at a person with the thought that a few mines still await him in the
“place of bliss”... The installation “Beach” is imbued with this senseless fear of insecurity, which is much more intense



KOHTPOMb Hap, cuTyalieto. BUulimBaHHA KynsiMu ons Hboro — Le apT-Tepanisi i npyknagHa maris, «obcecmBHa
NpaLbOBUTICTb» | MOZENOBaHHS MIKPOKOCMY BOAHOYAC. AKTMBOBAHO BCi PiBHI 3Ha4eHb, LLIO iX 3afisHO B HAPOAHIN
TBOpYOCTi. OKPiM MOPaSIbHOro BOOBOMEHHS, XYA0XKHVK, NPaLooHM pyKamm, OLEPXKYE LLIE OfVH CYTTEBU GOHYC —
BiJYyTTS KOHTaKTy 3 martepiasiom, MOro rHy4KoCTi, NOAATIIMBOCTI. Tak Gyno MpuHarifHO BMKOPWUCTaHO Garax
HaBWYOK, LLO I0r0 Xy[AOoXHWK 3006yB Yy JTbBIBCHKi AkapeMii AekopaTyBHO-NMPUKIIAAHOrO MCTELTBA Ha BinMineHHi
TEKCTUIIO. .

Ky3HeLOB 3axuliaB CBii akapeMiyHUiA OUnnoM 3 MPUMITMBHOI HAapoOOHOI BULUMBKW | nepeiHsees i
OCHOBOTOMOXHMM MPUHLIMNOM — KOMGIHALEIO CMIOHTAHHOCTI CaMOBMPaXKEHHS Ta JoneHocHocCTi. Hapop BipuB:
BULLIMTOrO BXE He 3MIHWUTY, HUTKW-06Eperv «3poCTatoTbCsi» 3 TKAHVHO, CTBOPHOKOMM MaTPULIKO PeastbHOCTi.

«BxwviBneHa» ogHoro pasy B MO30K, SIK 4iM, TepaneBT14Ha yCTaHOBKa «BCEMOrYTHOCTi 06pa3y>» Haparni doyHKLiOHye
Ha piBHi nigcainomocti. MpoekT «LLloaeHHWK» cnpuiiMaEeTbCsi, Ha4e CBOEPIQHE 3aK/TMHAHHS pearbHOCTI, ke Jae
3MOry po3royaTti Bce 3 YMCTOro apkyLua. BigpednekcyBaBLum MyHyse, XyAOKHUK 3HOBY NMOBEPTAETLCS TyOM i

nporpae «apyrui gybrnb» — BKpMBato4M Gine nore npoctvpagna BULLMTAMU MasltoHKamm 3i CTOPIHOK CBOro
LLOAIEHHVIKA. ..

BoHu i mu.

BupasHuii kap6 cepenoBuLL@ — XapKiBCbKOI LLKOMM dhoTorpadii, — MomiTHUiA Ha Bineo “Be happy” Mukonmn

PigHoro Ta Bennu Jlora4oBoi. MoxHa HagiTb cnpobyBaTy po3rnsgaTu oro, Sk NeBHe AjaneKTUHHe CrpoCTyBaHHSA
«Case History» Bopuca Mwxavinosa. MeTp i Oro y4Hi Mo-pi3HOMY OLIHIOIOTb COLjjaribHi KOHTPAacTU «OigHUX -
6aratvx», 60MXIB i NoniTMkymy... Jllogn gHa B Muxaiinoea — ue Hebe3neyHi «4yxi», pakosa nyxnvHa Ha Tini
coLliymy, NepecTyn 3a MeXy OACHKOro, CoLjiaribHO NMPUIAHATHOI eTUKM. 1K nucanm 3 NpuBogy Liei cepii, dhoTorpad
3MyLLye rspadiB MoBipuTY, WO MEpef HAMM BXEe He JIofu, a icToTW, ANA SKWMX LIKOM MpUpopHUM €
BUMOPOXHUTUCS Mocepen BynuLi a6o BOGUTM 3a Koninky. LLlykatoum CBOK HaTypy, aBTop CripaBdi pu3nKyBas
300POB’'AIM, & TO 1 XUTTAM. BoMXi NO3ytoTb MOMY Ha CHiry, 3aroftoloHmCh | MOKa3yroumn po3nyxJi Bi BEHEPUHHUX
XBOPOO, ycvMaHi BUpasKamu Tina. Y HULOCTI CBOIA BOHM LALLM Takoro TBapWHHOTO CTaHy, LUO BXe He
BUKITMKAIOTb CMiBYYTTSH — 3peLuToro, Muxainos Mae Ha MeTi nokasaTu, LU0 BOHW He HafTo /i NoTpebyroTb, abu im
cnisvyBanu. Y ixHin 6ini MMMOBORI BUHYBAaTWLL iX >Xe camux, a He CycrinbCTBO, L0 A03BONsE cobi He noMivaTu
BJIACHUX GOMSHOK...

PigHuin i JloravoBa piLLy4e 3MiLLlytoTb akKLEHTW Y aHTUTE3axX «CyCrinbCTBO-60MX>, CTBOPIOHM NO3UTUBHWIN 06pa3
60MXa: rapHOro, PO3yMHOro 1 OCTaTHLO BrOJOBaHOro, TAKOro, LU0, 30aEThCs, 30BCIM He 6iaye. MNMprHavimHi, came
Takuii nornsg Ha 06CTaBVHM CBOMO XMUTTS Mae repoiHs Bifeo. XyAoKHUKN NPUrpatoTh i — BOHW KPOSITb CBOKO
«ameprKaHOYKy» 3a NeKasniom 651aronosyyYHUX cepianbHUX repoiB, 4O6POOYT SKMX MOBHICTIO YKOMMEKTOBaHWIA
IN18 WacTs. «AMEpVKaHi3M» YKpaBCs CLOAW Hade HEBMMYLLIEHO, K HATSK Ha MO3UTUBHE MUCIIEHHS, Haye ifes
nepMaHeHTHOTO LLACTS, LLO cTasa, 3Ha4HO MIpOoto, MOPSTYHKOM OIS CydacHoro caiTy: «Don't worry, be happy»,
pearnbHICTb Taka, Kot MM ii 6a4MMO, XMUTTS NPeKpacHe, HaBiTb AKLLO TV 60MX... PigHuiA | Jlorayosa 6ecigytoTh i3
[OBOJi MUTIOBUAOIO KIHKOIO POKIB ABafUAaTM M'ATM — CKIIAAAETbCA BPaKEHHS, LLO BOHA LIKOM MCUXIYHO
afekBaTHa 1 (hianyHO 3p0poBa. JKiHKa MOBHICTIO BOOBOMEHA CBOIM XUTTAM-GYTTAM, NpoTe rpie cobi aylly
BENIMKOI0 aMepUKaHCLKOK MPpIeto: OT SKOW BRaLLTyBaTUCA Lue Kyau-Hebydb HIYHOI CTOPOXWXO, TOAi BCe
cknanocs 6 y3arani 4yfoso. [loBoasym, LLO BOHA CripaBgj BiOae nepesary 30opoBOMyY CMOCoBy XUTTS, y nay3ax
Mi>XX MOHOJIOramui nnaBae B 03epi i NPOrytoETLCS raIfBUHOLO. .

9K He OVMBHO, LS igunis «rMamypHOro iCHYBaHHSI Y >XOPCTOKOMY COLliaNlbHOMY CepefoBWLLi» He BUrnspae
hanbLumeoto. Mponarysatv Moy Ha 60MXM3M He MEHLL 6e3rTny3[0, aHK MOy Ha PO3KILLIHE XXUTTS Ha JOPOrnx
KypopTax. XyOoKHVKM, KepyHoUmCh MiBOLO ifeonorieto, MatoTb Ha METi nokasartu, LLO Noay, ski onvHUIMCS nosa
MeXelo | HamaratoTbes 60al B ysiBi SMIHUTM CBOE XMUTTS, Hi B YOMY HE BUHHI — MUTL Ha 6OLLi XXEPTB CUCTEMM, SiKa
PYHKLOHYE HeHopMaUbHO. BinbLLICTb iXHiX MonepenHix NPOEKTIB MOXHA PO3rMsaaT 3 TOHKM 30py MOMITUYHOTO
aKTMBi3My, 6e3nocepeHbLO NOB'A3aHOTO 3i 31060AEHHOI0 TEMATUKOI. Tak, HanepeaoaHi NPe3naeHTCHKUX BUGOPIB
2004-ro B MyHiumnanbHin ranepei Xapkosa PigHuii i JloradoBa BnautyBanm akujito «[lonitKoHkpeTHiCTb» —
3a6inioroun CTiHy 3 ariTauiiHimmn nnakatamm KaHaupaTie, BOHW CYMBOMIYHO «BigGintoBanM» ixHIO penyTavjto.
MepLuy pivH1LE0 nomapaHyeBoi pesontoii M.PigHui (pa3oMm 3 A. KprBeHLIOBOIO) BiCBATKYBaB NPoeKkToM «Happy
birthday!», npucea4eHnm cnocobam NpaBWbHOI KyniHApHOT 06POBKM — «MPOMUBAHHSA 1 0GCMadKyBaHHS», —
Mi3kiB enekTopary. HanepepnogHi napnameHTCbkux Bu6opiB 2006-ro BUHUK NPOEKT «BoHu Ha Bynuuj» (PigHuin
pa3om i3 rpyrnoto «SOSka») — ToAj Xy[A0KHUKM oA CBOIO «JIEMTY» Y NepeaBMOOPHY aritaLiio: y Mackax ninepis
napTin BOHWM BrnaLUTyBanM (DOTOCECID Y «XapAoOBOMy» aHTypaXi BaroHiB i CTaHLjii XapKiBCbKOro MeTpo,
MiOKPECNoKYW, LLO L ABa Pi3Hi CBITU Hide He NepeTMHaloThLCS. .

soak in the anti-globalist ornamentation — thus its fashion for Asian folklore motifs verges on agiotage ...

Kuznetsov does not extend the irony apropos the “official course” of cultural politics to folk art. Rather, he propagates
turning to “hand-made” creation, which allows the artist to feel a demiurgical control over the situation. For him,
embroidering with bullets is both art therapy and applied magic, at once “obsessive industry” and modeling a
microcosm. All the levels of meaning activated by folk art are involved. In addition to moral satisfaction, the artist —
working with his hands — obtains another essential bonus — feeling contact with the material, its suppleness and
pliability... Thus the artist was conveniently able to implement the baggage of experience he acquired in the textile
department of the Lviv Institute of Applied and Decorative Art.

During his time at the Institute, Kuznetsov completed his thesis project on primitive folk embroidery and was
impressed by its fundamental principle — the combination of spontaneous self-expression with fatalism. People
believed that the embroidered could not be changed; the protective thread-talismans “grow into” the fabric, creating
a matrix of reality. The therapeutic “omnipotence of the image” applied one time to the mind, like a spigot, would
continue to function on an unconscious level. The project “Diary” is considered an individual exorcism of reality,
allowing a new beginning from a clean slate. Reflecting back the past, the artist returns to it and plays “the second
double” — he covers the white field of a sheet with embroidered pictures from the pages of his own diary...

Them and us.

A distinct mark of the Kharkiv School of Photography is visible in Mykola Ridny and Bella Logachova’s video “Be
happy.” One could even try to consider it a certain dialectical refutation of Borys Mykhailov’s “Case History.” The
meter is different, as is his students’ interpretation of the social contrasts “poor vs. wealthy” and “bums vs. politicos”...
For Mykhailov, the people of the dregs are dangerous “others,” a cancerous tumor on the social body, a transgres-
sion of the boundary of humanity and socially acceptable ethics. According to commentary about Mykhailov’s series,
the photographer forces viewers to believe that those before him are no longer people, but creatures for whom it is
completely natural to empty themselves in the middle of the street or kill for a kopek. In search of his models, the
photographer truly risked his health and even life. Bums pose for him in the snow, revealing naked bodies, bloated
from venereal disease and strewn with sores. In their baseness, they have reached such an animal state that they no
longer evoke sympathy — after all, Mykhailov’s goal was to show that they don't really need our compassion. In their

misfortune, we involuntarily fault the bums rather than the society that allows itself not to notice its own weaknesses...

Ridny and Logachova decisively mix the accents in the antitheses “society-bum” and “good-bad,” creating a positive
image of a bum: “nice, intelligent, and sufficiently fed,” one who seems far from misery. At least that is the viewpoint
of the video’s heroine on the circumstances of her own life. The artists back her up, shaping their “American” from the
template of happy-go-lucky sitcom heroes whose well being is completely programmed for prosperity. “Americanism”
crept up on Ukraine naturally, as a gentle reminder for positive thinking, like an idea of permanent happiness which
became, to a great extent, salvation for the contemporary world: “Don’t worry, be happy”; reality is as we see it; life is
beautiful, even if you're a bum... Ridny and Logachova converse with a nice-enough-looking woman of about 25 —
one gets the impression that she is completely psychologically and physically sound. The woman is entirely satisfied
with her life-existence; nevertheless, she warms her soul with the great American dream: if she were to get a job as
a night guard, then everything would be absolutely wonderful. To demonstrate that she truly values a healthy lifestyle,
in the pauses between monologues we see her swimming in a lake and strolling through the park...

As if this weren't strange, this idyllic “glamorous existence in the harsh social environment” does not look fabricated.
Promoting a fashion for bum-ism is no less absurd than the fashion of luxurious life at expensive resorts. The artists,
evidently driven by leftist ideology, aim to show that people who find themselves on the edge and try, at least in their
imaginations, to change their lives are not to be blamed for their actions — the artists are on the side of the victims of
the abnormally functioning system. Most of their previous projects can be examined from the point of view of political
activism, directly tied to current issues. On the eve of the 2004 presidential elections, in the Kharkiv City Art Gallery,
Ridny and Logachova organized the event “PolitCorrectness” — whitewashing a wall covered with the candidates’
propaganda, they symbolically “cleansed” the candidates’ reputations. M.Ridny (along with A.Kryventsov) celebrated
the one-year anniversary of the Orange Revolution with the project “Happy birthday!” dedicated to “washing and
frying” — methods for the proper culinary preparation of the minds of the electorate. On the eve of the 2006 parliamen-
tary elections, the artists (Ridny with the group “SOSka”) added their own “mite” to the pre-election campaigning with
the project “Those on the street”: amidst the mass of various party leaders, the artists arranged a photo session in the
“tough” milieu of wagons and stations of the Kharkiv metro, emphasizing that these two worlds never intersect...



cTparerii LUBMAKOIO pearyBaHHA Ha MOTpebu Yacy, ane N HOBWIA eCTeTU3M, CTBEpPIKEHHs idei eCTeTYHOI
aBTOHOMIi 1 peabinitaii cnagLLvH1 MOAEPHI3MY, SIKa, BfIaCHe KabKy4w, Ha L inei ! rpyHTYETLCS. .

TsOKIHHA A0 BEMKMX (DOPM — POBITHUKM, KOSNTOCTHWLY, CAIOHW.

Mepen mornogMMn XyaoXHVUKaMy NMocTae 3aBdaHHsA nepepsaty MyroBvHy, ska MOB'A3YE iX i3 CepemoBuLLEM,
OUCTaHLtOBATUCA Bif, LLIE PaASHCHKOI 3a CBOIM METOAOM CUCTEMM HaBHaHHA «pemecna». MNpruyiomMy, cuctemu, ska
Jerpagye, afpke MalCTEpHICTb BTPa4aeTbCs pa3oM 3i 3HMKHEHHAM i igeonoriyHoro migrpyHTs. CTygeHtV i
BUKIapadi — nepectapini ,,CoBKOBI” 6opokpaT, — y CTiHax Akagemii MoYyBatoTLCA, Ha4e KOHCEpBM Y GaHLyj,
6iNbLLICTb i3 HUX HaBiTb He MiBO3PIOIOTL MPO iCHYBaHHA AeChb 30BHI Cy4acHOro MucTeLTBa. BuknagaHHa Kypcy
icTopii MVCTeLTBa 3aKiHHYETLCA aBaHrapaoM noHatky XX cropidqs. XyaokHWKn «P.E.M.y» 3Hanm JoKymeHTanbHe
BiIEO B «MepeaBvPKHMLIbKOMY> AyCi, LLIO BIATBOPIOE atMocdepy abeypay 1 po3nagy, sika naHye B Lmx CTiHax. BTim
, MPEeACTaBHVKM HOBOMO MOKOSIiHHA BMOYAOBYIOTb BAIACHI CTOCYHKW 3 LM AMBHUM KOHTEKCTOM — Lie BXEe He
CTiNbKW B'igyMBa KPUTUKA, CKINbKI BIACTOPOHEHWIA aHai3, CTIOKINHWIA | TBEpe3uii nornsg,

Jlecs XomeHko 3assuna npo cebe 2004-ro cepieto «adyHnx MagoHH». OnacucTi dhirypu XIHOK, LLIO 34jMaioTbCs
Hag rnsgadem, — CyMilll coupeaniamy 3 HagMIPHO MOBHOTINICTIO, K y JlykiaHa dponpa. «dayHuui» MiLHO Bpocin
y CBOI ropoau, Ik TOr0 BYMAarasio KaHoHi4He TpaKTyBaHHs 06pa3dy paAsHCLKOi NIoAnHW. 3aasanocs 6, 3ano3nyeHo
6aHarnbHWA Xio — BO3BENUYEHHS NMPOCTOI ,JloanHX Big, coxu”. TpoTe, Le BXe He ipoHiYHa MOCTMOAEpPHICTChKa
uuTarta, TyT BiAYyBaETbCA COMGAPHICTL i3 TUMK, KOro 300pakeHOo, CBOEpidHA LLMPOCEpAHICTb Y repoisavii
6pyTanbHOro. XyaoXHWLA BAAETLCA A0 eckanauji nadyocHOCTi 1 rinepbonisavyji, Lo 6yna CyTHICTIO coLpeaniaMy.
He napopitoto4m, i3 CeprosHICTIO, BOHA AOCIIKYE, Ak (hopMasibHi MOXIMBOCTI MOro MoBa MPOMOHYE HaM CbOrOAHI.
HacTynHuiAi KpoK y upomy Hanpsmi —«PesorntoujoHepu» 3 BucTaskn «P.E.MN.». 3anmwwmelum nosagy etan
KONMrOCMHML, XOMEHKO 3BEpTaETbC A0 Le OJHOrO COoLpeaniCTUHHOro Litamny — obpasy po6iTHuKa. Y
rocTifeonoriyHy foby Li 06pa3n BTpadatoTb CBOE ToTaniTapHe 3abapeneHHst. MokoniHHa 2000-x yxke He Bin4yBae
6e3rnocepeHbOro TUCKY 3 GOKy coLpearniamy, Yepes3 KU BUHUKAE GadkaHHA JAEKOHCTPYoBaTV OCTaHHI (K TO
6yr10, CkaxiMO, y CoL-apTi) — AN HUX BiH € TiNTbKN OBHMM i3 MOXITMBMX ICTOPUYHNX CTUSIB. |geonoris 380AMTLCA A0
Py pakypcis, repoi XOMEHKO — TO «J1ioau, nobadeHi ounma komaxu». IMigoLBamMm MacuBHUX YepeByiKiB, LLO
HaBMCalOTb Hap Hamu, mporeTapi roToei PO3AyLUMTU KOHTPPEBOMIOLIMHY rigpy” — BCe Ti X yni3HaBaHi
PopyeHKiBCbKi pakypey «3HU3y Aoropuw», nanigapHa nnakarHa ctwunictvka. Liio «riraHTomMarito» yBiHYyoTb
MOPTPETU MICbKUX TUNiB — 6abLs, ,MEeHT”, rpyna TypucTiB, AiB4arta. Mosa cTae Aeparni y3aranbHeHiLLoto, nocTarti
L,B/POCTaOTL” [OrOpY, HaBMCaroun 6ioMacoro. Ta NpuxoauTb MUTL 3BOPOTHOI peakLji, KonW XyOoKHWLSA cama
nparHe HerTpasidyBatu TWUCK, MOponaTV rHITiody cuny TsXiHHA. B pesynbrari s'asunmca «KynanbHuui» —
BiAranyxeHHs cepii «[iraHTiB». Lle NprbopKyBaukn CTVIXil, «BENETEHCHKI XKIHKW, LLIO NepenvHaoTb Yepes XBuri
ABa30BCHKOr0». 3a KOMMO3VLIEIO KApTUHWN HaraaytoTb NABOAHY 3VI0MKY — MacuBHi dpirypw, LLIO LLMPAIOTb Y BOf),
BUMMAaloTb 6e3rny3a0, Ta BOAHOYAC i NipnyHO. TyT BMHMKAE iHLUMIA nadoc — nadpoc BUBINBHEHHA 3 Tina,
no36asrieHHs! Bif, rPOMI3AKOI Pi3YHOT 0BOMNOHKM, Sika MPUrHidye Te, WO MICTUTLCA B Hild. ILLie HemaTepiasibHILLMMK
Ta HDKHILLMMKM € NOCTaTi CMOHIB, LLO MraBaloTb B OKeaHi, — BOHW HarapytoTb CHOBWAHHS, Y SIKUX MW NiTaEMO.
XyAOXHMLIA HaMaraeTbes 3adpikCyBaT! MUTb patoBaHHS Y HEBaroMOCTi — HIKYAV He MOAIHELLICA Bif 3aKnafeHoro
B JTFOACHKIV MPVPOL| NMparHeHHs NepeTBOPUTY LLIACIMBY MUTb Ha BIYHICTb. XKOBTUI CIIOH aCOLIIOETLCA 3 MyXOH0, LLIO
3acTurma B GypLLTVHI, & CUHI — 3 MAIEHbKOKO BATOHYEHOIO irpaLLIKOIo, LLO MiaBae B PivHi ycepeavHi KpycTtana-
cyBeHipa...

Vip-mucteuTso.

CriHv Akagemii — TO nnLLe KBITOUKM, TaM MOMOA| XyAOKHVKN OTPUMYHOTb MEPLLIMIA JOCBIA, «OMO3MLIIHOT 60pOTEOM»,
B MOAALLLIOMY iXHE CriBiCHYBaHHA 3 OCILIHOI MiHIEIO KyNBTYPHOI NMONITUKN TeX He 6yae 6e3KOHMMIKTHUM...
Borogummp KysHELIOB 3HaiiLLIOB BOANMA OO'EKT, aby BUXTOMHYTU CUMbHI emMoLii 3 MpuBOAY KYNBTYPHMX
BMogo6aHb Bnagy, 3 i KPUMIHAMIBHUM yYOpPaLLHIM i «LLapoBapHUM» CboropeHHaM. «Llanom-sinbysarinom»
BMMasio CTatv aBTOMOGINO — BiAEOAOKYMEHTaLliA aKLji ikCye, Ik Ha CTPINEOULLI A0ro KOPyC YKPMBAE «BULLIVIBaHKa»
3 Kymnb, Takui co6i nevién «3po6neHo B YkpaiHi». B peaynkrarti »ecTy npumycoBoi igeHT1dikavi BuiLLIoB nam’
ATHVK Cy4acHOMy MUCTELITBY, IKe OTPUMAIIO YKpaiHCbke rpomMaaaHCTBO. Bea BULLMBAHKM LbOro areHTa BOpPOXOl
rno6anisavji B )X0AHOMY pasi He MOMITATb | He PO3ni3HatoTh, K «CBOrO». 7K i 6yAp-Aka KpaiHa 3 po3mMuUTO
ieHTWYHICTIO, YKpaiHa cTapaHHO Luykae cebe B MUHYNOMY, a He B ManbyTHbOMy. YKpaiHcbka cuTyauis He
opuriHanbHa, arpecuBHY HEMPUsA3HbL OO Cy4acHOro MUCTELTBA 3aBedeHO MOSICHIOBATY peakuieto Ha GOriCHMIA
npouec rnobanisadi. Binblue TOro, BPaxoBylOUYM CKIAQHICTb BVDKMBAHHSA, Cy4acHe MUCTELTBO HamaraeTbCs
MIMIKpitOBaTU Nif, «HOPMaSIbHUIA», 3BUMHYHWA O OKa JOKaNbHUA KYMBTYPHWA MNPOOYKT, BCOTYE B cebe

AHTUMMOGANICTCEKY OPHAMEHTUKY — TaK, MOAA Ha GOONbKITOPHI a3iCbki MOTVBM B HEOMY [OXOANTb [0 aXKIOTaXKY...

IpoHito 3 MpuBOAY «OMILLIIHOTO KypCy» KyMBTYPHOI MOMITUKN Ky3HELIOB HE MOLLIMPIOE HA HAapoaHEe MUCTELTBO K
Take. bBinbLue Toro, BiH Nponarye 3BepHeHHs 0O TBopYoCTi hand-made, ska gae 3mMory BigvyBaTtv OeMiypriYHUn

and not mutually exclusive. They are associated not only with social mobility and strategies for quickly responding to
the needs of the times, but also with the new aestheticism, the affirmation of ideas of aesthetic autonomy and the
rehabilitation of the legacy of modernism upon which, strictly speaking, these ideas are based...

Gravitation toward large forms — workers, collective farmers, elephants.

The challenge facing young artists is severing the lifeline that ties them to their environment and distancing
themselves from the “handicrafts” system of instruction, still Soviet in its methodology. As the system degrades, its
tradition of skilled craftsmanship disappears along with the ideological foundation. Students and teachers — old-

fashioned bureaucrats crippled by totalitarianism — within the walls of the Academy are like canned preserves, most
are hardly aware of the existence of contemporary art outside. Art history courses conclude with the early 20th-

century avant-garde. The artists of R.E.P. shot a documentary video in the spirit of the Wanderers (peredvyzhnyky)
revealing the absurdity and decay that reign within these walls. However, the representatives of the new generation
build their own relationships with this strange context — theirs is less a stinging critique than an objective analysis, the
calm and sober view of an outside observer.

Lesya Khomenko received public attention with her 2004 series of “Dacha Madonnas.” The corpulent feminine
figures that rise up over the viewer blend surrealism with excessive full-bodiedness, as in the paintings of Lucian
Freud. The “Dacha Madonnas” are deeply rooted in their gardens, as demanded by the canonical treatment of the
Soviet worker image. It seems to be a borrowed banal approach — the glorification of the common, now post-Soviet,
person of the plough. Yet this is not an ironic postmodern citation; here we feel solidarity with those depicted and a
particular heartfelt sincerity in the lionization of brutality. The artist successfully applies the techniques of pathos and
hyperbole, which were the core elements of socialist realism. Without parody, she seriously investigates the formal
possibilities its language offers us today. The series of “Revolutionaries” in the “R.E.P” exhibition continue in this
direction. Leaving behind the collective farmer stage, the artist turns to yet another socialist realist clich? — the image
of the worker. In the post-ideological era these images lose their totalitarian coloration. The generation of the 2000s,
as opposed to the artists of the 1990s, no longer feels immediate pressure from the side of socialist realism, from
which arises the desire to deconstruct the latter (how it was, let’s say, in soc-art) — for them it is only one of many
possible historical styles. Ideology comes down to merely a game of perspective; Khomenko’s heroes are “people
seen through the eyes of insects.” The soles of massive boots hang above us, the proletarians ready to crush the
counter-revolutionary hydra — always the recognizable foreshortenings of Rodchenko “from below the road,” a
lapidary graphic style. This “gigantomania” culminates in individual and group portraits of city types — a babushka, a
cop, a group of tourists, one of girls. The language becomes even more generalized, the figures “grow upwards,” their
biomass threatening like low-hanging clouds. Then a contrary reaction arrives, with the artist herself striving to
neutralize the pressure and overcome the oppressive force of their weight. As a result, the “Kupalnytsi” appeared, as
an offshoot of the series “Giants.” These charmers of the natural elements are “enormous women who soar above
the waves of Ayvazovskyi.” The composition of the paintings calls to mind an underwater fim shoot — the swampy
figures floating in the water look at once ridiculous and lyrical. Another pathos emerges here — that of setting free from
the body, getting rid of this cumbersome physical casing that burdens that which it contains. Even more immaterial
and delicate are the elephants swimming in the ocean — they remind us of dreams in which we soar. The artist
endeavors to capture a moment of reveling in the paradise of weightlessness — there is no escape from the innate
human desire to prolong a wonderful moment for eternity. The yellow elephant is like a fly trapped in amber, and the
blue one is like a delicate toy swimming under the glitter in a souvenir snow-globe.

VIP-art.

The walls of the Academy are merely flowers, here young artists receive their first experience of the “oppositional
battle”; their further experience with the official line of cultural politics will also never be without conflict... Volodymyr
Kuznetsov found an appropriate object for releasing strong emotions in relation to the administration’s cultural
priorities, with their criminal past and “Cossack-glorifying” present. The current “tsap-vidbuvaylo” takes the form of an
automobile — a video made on a shooting range documents its body being covered with an “embroidery pattern” of
bullets, a kind of “made in Ukraine” label. This gesture of forced identification results in a memorial to contemporary
art for Ukraine’s citizens. Without the embroidery, no one would recognize or even notice this “agent” of inimical
globalization as “one of their own.” Like any country with an eroded identity, Ukraine painstakingly searches for itself
in the past, not in the future. The Ukrainian situation is not unique, leading one to explain the aggressive hostility
toward contemporary art as a reaction against the painful process of globalization. Even more so, to account for the
challenges of survival, contemporary art endeavors to mimic the “normal” local cultural product familiar to the eye, to



HarpomamkeHHs KpUTUYHOT Macy.

Pik monitmiHmx neptyp6auiii 6y ans YkpaiHn nepenioMHUM i B MnaHi akTyarbHOro MUCTELTBa — came Tofj
3aroBOpVIIM MPO NOsIBY HOBOIO MOKOSTIHHA XYAOXKHWKIB, Y)Xe He Bupato4m 6axkaHe 3a fiicHe. To4KOto Bigfiky ctana
Bucraeka «P.E.[M.» — peBOMioLiHUIA  eKcrepyYMEeHTaNbHUIA NPOCTIPp, — LLUO Biadynacs HanpukiHui 2004-ro, y
posnan nomMapaH4esoi pesontoui, y LleHTpi cyqacHoro mucteutsa npy Kueso-MorunsHebkin Akapemii. Y Hin
B35/ y4acTb ABaALATb MOJIOAMX XyAOXHWKIB, 6arato 3 skux yxe 6ynu foctatHbo Bigomummn. Ane «P.E.M.»
36yavB yX COMJAPHOCTI i CNIPOBOKYBAaB HArpOMaIPKEHHSA KPUTUYHOI Macy MONoporo MucteuTea. PoskupaHi y
MPOCTOPI Ma3nu CKIMaMes y 3arasbHy KapTUHKY. 3 TOro Yacy XyAOXKHI MPoLEeC pyxaeTbes Mif 3HAKOM MOLLYKY 11
pO3BUTKY MoTeHLjany mornoamx imeH. LICM nigTpvmae xynoxHukis i3 rpynv ,P.E.MN.", BnaluTysas ans HUX pidHy
pe3naeHLito, LLIO Aara Taki eTanHi BUCTaBKM, Sk «Po3ry6rieHi», «YkpaiHCbkinin EpmiTak», «KOHTpOorb», «IHTepBeHLs»...
Mporpamy excrepyMeHTaIbH1X BUCTABOK PO3ropHyra rarnepes «LIEX», BUSBUBLUK, 30Kpema, TakuX TanaHoBUTUX
MapriHanis, sk Ctac Bonsanosckuii. Y Xapkosi 3'sBunacs HoHMpodiTHa ranepes «SOSka»...

3 HOBMMM iMEHaMM B MWCTELITBO MPUIALLIIO HE MPOCTO HOBE — iHLLE MOKONHHA. 3 afAeKBaTHILLMM COLjanibHUM
MUCTIEHHAM — BOHM He TifbKI NpaBuribHiLLie cebe penpeseHTyIoTb, are i 3HOBY MOPYLLYIOTb NUTaHHS Mo cTaTyc
cydacHoro mucteuTtBa. Bnmsbko 10 pokiB ykpaiHCbke akTyanbHe MMUCTELTBO MacvBHO pedpriekcyBasnio CBOE
ayTcapepcTBO, YCBiOOMIIOIOUN cebe CTOPOHHIM SBWLLIEM Yy BracHomy coujymi. Brnapa, 3 i apxaidHo-
MPOBIHLIAHUMW  KYNETYPHUMMW  NPIOpUTETaMK, AEMOHCTPATVBHO IMHOPYE iCHYBaHHA MUCTELTBA, ke Hece
KPUTUYHWUIA, «HEraTVBHWIA» noTeHujan. XyaoxHukyu 2000-x obpann akTVMBHY MO3WLO LLIOAO LMX peanii. BoHn
NPUXOASTb A0 MPOCTOrO JIOMYHOrO BUCHOBKY — [0MaTV CBOIO MapafiokcasibHy «HEBUAUMICTb» i «HEBaroMicTb»
Tpeba egyHUM dppoHTOM. CrioHaTKy iX BBXKaSIN NMOKOMIHHAM «PO3ry6reHM>», TaKnM, LLIO BTPATUIO OPIEHTUPN — i
He Tinbky Yepes AediLmT IHCTUTYLI Cy4acHOro MMCTELTBA, [0 SKOro iM AOBENOCS MMMOBOSTi MPUCTOCOBYBATHCS.
ixHit BUXig, Ha CLieHy npunae Ha 4ac 6e3 MeWMHCTpiMy, MOCTHaNPSIMHUIA i MOCTIAEONOriYHWA nepiod, nepiog
BUYEPNaHoCTi Tak 3BaHUX «BENMKWUX HapaTuBiB». Beynepey ycbomy LibOMy, XyOAOKHE CEepefioBULLE CbOrOAHI €
HabaraTo KOHCOMIOOBAHILLIMM, aHDK Kirlbka POKiB TOMY, KOXKEH 3 I0ro NMPeACTaBHUKIB LLIyKae CBOET MPUBATHOI MOBH,
BIICTOIOIO4M MPU LbOMY CrifbHi, KOPNOPaTWBHI Ljfi...

V cBoix akuisx «P.E.MN.-iByj» (3apa3 go cknagy rpynv Bxopsate XKanHa Kapviposa, Mukuta KapaH, Kcewis
Munnubka, Jlapa HakoHewHa, Jlecs Xomenko, Bonogumup KysHeuos) GepyTe Ha cebe ponb rorocy
IVCKPVMMIHOBAHOO aKTyaslbHOro MVCTELTBA, Haraayto4y Npo MOro NOCTiMHY MPUCYTHICTL TyT-i-Tenep y coliymi. Ak
KymnbsTypHa Ono3uLisi, BOHW YCBIAOMIIEHO AOTPMMYIOTLCA CTpaTerii coLianbHoi iHTepBeHLUii. Tak, HaBecHi 2005-ro nig,
6yniBneto AgmiHictpauii Mpe3vaeHTa BOHM BRalUTyBasM LLOY «MiOKUIMMHOI 60pOTEOM», CLeHapin skoro 6yB
3aCHOBaHW Ha peasbHild icTopii. Yepes 6ropokpatvyHi iHTpurn ,P.E.M.”, SKniA BUrpaB KOHKYPC MPOEKTIB Ans
npeseHTauii YkpaitHn Ha BeHeuiicbkint GieHane, BiOCTOPOHWIM Bif y4acTi y HbOMY Ha KOPUCTb iA€ONorivyHoO
NpaBumbHOI, 3 NOMMSAAY YMHOBHWMKIB, ekcrioavuii. A 7 nmictonaga 2005-ro Ha ronosHi nnowi Kveea, ManpaHi
HesanexHocTi, «P.E.MN.-iBUi» BACTYNMnM nig TpaHcnapaHTamy 3 racnamm «3a MWUCTELTBO NWKY HaToBYEMO!»...
Mipcymkom cnpo6 3BepHYTUCA [0 rMsfaya, HanaroguTy 3BOPOTHWN 3B'A30K i3 COLIYMOM cTana iHcTansauia « Tu?!»,
3a Bu3Ha4eHHaM PozaniHg Kpayc, 0co60Bi 3aMEHHVKM B KOHTEKCTI MUCTELITBA YMTAtOTLCA, K arpecyiBHi 3HaKW
MPUCYTHOCTI. XyAOKHWKM 3aKIMKaiv rmspada He 6y Ty HacTVHOK NacyBHOI BUTPILLIKYBATOI Fop6M i3 NNacTUKoBMMMN
CTakaH4vKamu, a CTaTu [jlloBoK 0Co60t0 npoLiecy. Banmvky 2006-ro Monoai XyAoKHKM Xapkosa 3rypTyBanmcs
HaBkono ranepei «SOSka» — BOHa 3ABWNAca 4Yepe3 notpeby B «TouLi», Ae 6yno 6 cgoKycoBaHO MPOCTIP
KOMyHiKaLii. Xy#oXHWKN «SOSku» HaB4MIMCS OTPYMYBATV AMBIAEHAM 3i CBOrO iCHYBaHHS M03a CUCTEMOLO, SIKa,
HIBUTO BiTaKO4M NParHeHHs Ha3VBaTV pedi CBOIMM iMeHaMu, HacrpaBgi BCe YHIGIKYe, 3rnamKye, «npudicye» 6yab-
sike BUCOBIIOBaHHS. BoHW [o3BONAOTE COGI 3BEpTaTUCA 0 FOCTPUX TEM | HE 3BaXKaTW Ha MOSITKOPEKTHI Taby —
Bifl nopHorpadii (MpoekT «XXX») [o catmpy Ha NONITUYHKX Nigepis («BoHn Ha BynmLj»)...

Lo > crocyeTbCA BnacHe Mopenen XyAoXHbOrO MWUCIEHHS, TO MOMOAE MOKOMIHHA 1 TyT TakoX nparHe
KOHCTPYKTVBHOCTI. Bce, LLO Hanexano [0 NMOCTMOLEPHICTCHKOTO «KOAEKCY MaHep» — MadpoCHi MipKyBaHHS,
CYMHIBW, BaXKKi IMCKYPCVIBHI MOGYA0BK, — NiLLIO B MUHYre. Monoaux He npurHidye iMnepatue, SkuiA 3a60poHsiE
Cepiio3HO CTaBUTUCA [0 TOro, LLO potuLl. MoBMsB, yce CydacHe MUCTELTBO € JLLEe CUMYTIALEID, CrOKYCOo
BMAOMMOCTeN, a BNafa i BN/vB nepebyBatoTh B iHLLIMX coLianbHIX cchepax. IXHE MUCTIEHHS MHyuKe 1 fe-hakTo
nnopanictTnyHe. [ns H1X OfHAKOBO BXKIMBUMM | HE B3AEMOBUKITIOHHMMUN KATEropiMU € 1 €TUHHE, 1 eCTETUYHE, i
MOLLYKN «4YUCTOI Kpacu», i MOPaUsibHOI BionoBiAaIbHOCTI. 3 HUMM acoLjiiol0Th HEe TiNMbKM coLliaribHy MOBINbHICTb,
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Accumulation of critical mass.

The year of political unrest in Ukraine was a turning point not only for the political sphere — it is also when people
began talking about the appearance of a new generation of artists, no longer trying to pass off their desires as reality.
The point of departure was the exhibition “R.E.P.” — radical experimental space (revolyutsiynyi experimentalnyi
prostir) — which opened at the Center for Contemporary Art at Kyiv Mohyla Academy at the end of 2004, at the height
of the Orange Revolution. Twenty young artists, many already quite well known, took part. With its spirit of solidarity,
“R.E.P.” stimulated an accumulation of critical mass in the young art world. These puzzles that had been scattered
about in space, together began to form one general picture. From that time, the artistic process has moved under the
sign of the search for young names and the development of their potential. The Center for Contemporary Art offered
support by establishing a yearly residency for the artists of R.E.P., which has resulted in such epochal exhibitions as
“Lost”, “Ukrainian Hermitage”, “Control’, “Intervention”... The Kyiv gallery “Tsekh” also unfurled a program of
experimental events and exhibitions by young artists, illuminating such talented “marginal” characters as Stanislav
Volyazlovsky. The not-for-profit gallery “SOSka” appeared in Kharkiv. ..

The new names in art brought with them more than a new — other generation. With competence in social thinking,
they not only soundly represent themselves, but also again raise the question of the status of contemporary art. For
over ten years Ukrainian contemporary art has been passively reflecting on its outsider status; its self-perception was
that of a phenomenon extraneous to its own social consciousness. The archaic-provincial cultural priorities of the
authorities demonstratively ignore the existence of art that carries a critical, “negative” potential. The artists of the
2000s have taken an active position apropos these realities. They have come to the simple logical conclusion that
they need a common front from which to overcome their paradoxical “invisibility” and “weightlessness.” At first they
were regarded as the “lost” generation, one without any reference points to orient itself — and not only for the lack of
contemporary art institutions to which they had to involuntarily adapt. Their entrance onto the stage came at a time
without a mainstream, during a post-directional and post-ideological period, at the point of exhaustion of the so-called
“grand narratives.” Notwithstanding all this, the artistic community today is much more consolidated than it was a few
years back; each of its representatives seeks out his or her own private language, while at the same time defending
their general, common social values...

In their actions, the members of R.E.P. (which currently include Zhanna Kadyrova, Mykyta Kadan, Kseniya
Gnylytska, Lada Nakonechna, Lesya Khomenko, Volodymyr Kuznetsov) take on the role of the discriminating voice
of contemporary art, calling attention to its continuous presence in the here-and-now of social consciousness. As the
cultural opposition, they consciously maintain strategies of social intervention. In the spring of 2005, at the foot of the
Presidential Administration building, they organized an “under-the-rug battle,” a show whose scenario was based on
actual events. R.E.P. won the opportunity to represent Ukraine at the 2005 Venice Biennale, but after bureaucratic
intrigues had to cede its place to a more ideologically proper, in the views of officials, exposition. On November 7,
2005, on Kyiv's central Maydan Nezalezhnosti, “R.E.P.-resentatives” took the floor beneath the advertising screens
with the slogan “We’ll pound your face in for the sake of art!”... These attempts to turn to the viewer, to put right the
reversed connection with the social consciousness culminated in the installation “You!” According to Rosalind Krauss,
personal pronouns in the context of art can be read as aggressive signs of presence. The artist calls upon the viewer
to abandon the passive goggle-eyed crowd with plastic cups, and to become an active functioning member of the
process... In the winter of 2006, the contemporary artists of Kharkiv congregated at the gallery “SOSka” — which
appeared in response to the need for a focal point in the vast expanse of artistic communication. The artists of
“SOSka” learned how to receive dividends from their existence outside the system, which while allegedly welcoming
their desire to call things by their proper names, actually unified everything, combing over and smoothing out any
self-expression. They allow themselves to turn to critical themes and take no heed of politically correct taboos — from
pornography (the project “XXX”) to satires of political leaders (“Those on the street’)...

As pertains to their own models of artistic thought, here the young generation also strives for constructivism. All that
belonged to the postmodern “codex of manners” — ardent reflection, doubts, ponderous discursive constructions —
has disappeared into the past. No moral imperatives hang over the young, forbidding them to take their work
seriously. It's as if all contemporary art were merely a simulation, the temptation of the visible, and authority and
influence remained in different social spheres. .. Their thinking is more flexible and de facto more pluralistic. For them
the categories of ethical and aesthetic — the search for “pure beauty” and ethical responsibility — are equally important



MparHeHHs [O HOBOrO MpUTaMaHHe Yycim cdhepam MOACHKOI OiANbHOCT. Y MUCTEUTBI  BOHO, MPYpPOAHO,
3aroCTPIOETLCA Ta BiPTYani3yeTbCs, OCKiNbku 6e3nocepepHbo MOB'A3YEThCA i3 dreHoMeHoM Likasoro. Camy
CYTHICTb LbOrO (peHOMeHy cydacHa dinocodisi TPaKTye §IK «Mepexif HaiMeHLL MOXMBOrO A0 Han6inbLu
MOXXJTMBOIro».

OuikyBaHHA HOBOrO, HenepepbadyBaHOro, TO6TO LiKaBOroO B MWUCTELTBI HEe BUM3OKOBO OTOTOXHIOETBCH i3
OHiKyBaHHSM HOBOIO MOKOMIHHA. Brpaxysanu  yMOBHUI LIMKIT 3MiHU MOKOAiHb — 6MM3bKO MATHAALATM poKiB. 3a
Liel nepiof, Yacy (AKLIO o6xoauTuca 6e3 eCTETUYHUX PEBOMIOLI Ta MPOPMBIB) TPaHCKOPMYETLCS 3arasbHa
cucTema TBOPHOCTi —aKTyarlbHOI, MONYNAPHOI, TOi, HA SIKY € NOnuWT. BTiM, TeHAEHL|S O MPUCKOPEHHS Ta KOMMpeCii
cTae Bce GinbLU BiAYyTHOK, 3MYLLYIOHYM 3rafyBaTu Mpopody rinepbony Yopxona, LU0 B ManbyTHLOMY MexXa
noNynsAPHOCTI MUCTELbKWX ifew, cTpaTeriih, Mexa YyCrixy MOoXe BuYepryBaTvcA B3arasi MmaTHaguartbMa...
XBUIMHAMW.

I3 icTopii M1cTeLTBa BiGOMO, LLO Came MOJoAb, 3 ii reHepyroyoro 3yXBaniCTiO, eHeprieto, Xaroto A0 HOBOro,
HaUNEeHICTIO Ha eKCepUMEHT, € pyLuiem nporpecy. Lle Takui cobi oBeHinbHUIA Mid, | nnLLe Moro NosuTBHa —
dyTypororiyHa — cTopoHa. MucTeuTso, sike BXe Bigbyrnocs, LjkaBe TUM, WO B HbOMYy BWOHO pe3ynsrat
icTopryHOro po3BuTKY. Ane Bif, MOMOAWX XYAOKHUKIB-NOHATKIBLIB O4IKYHOTb MUCTELITBA, LLIO CTaBUTL NPOGIIeMaTuKy
3aBTPALLUHBOrO AHSA, MUCTELITBA, HEXaM iLLie HEAOCKOHAOro, HEAO3PINOro, ane CnpsMOBaHOMO y ManbyTHE, | came
LM Liikasoro.

[I0BEPLLIEHOCTi TBOPY, MOro CaMOAOCTaTHOCTI Ta  BHYTPILLHBOI MNEPEKOHNMBOCTI. Ane, Ha CbOrOAHILLHIA AeHb Lie
TaKOX | KOMYHIKaUif 3 iHLLIMMM y4YacHMKamn MPOeKTy (<raT. projectus — KWHyTWIA Brniepeq), i3 iHWMMK
NpeacTaBHMKaMW reHepaLlii, MOLLIYK CriiflbHUX TOHOK Harpyrv Ta BigMIHHOCTEN.

BuicTaBky, LLIO OPIEHTYIOTBLCS HA MOOAE MUCTELITBO, NepeayCiM BiACTIAKOBYOTb KOHMIrypaLito TBOPHOi CriNbHOTH,
LLIO HAPOMKYETLCS, Ta BUSBNAIOTL KPeaTUBHI iMeHa, ki He 3arybnsTbCs He NviLle y IOKarlbHOMY, ane i B GinbLu
LLUIMPOKOMY KOHTEKCTI.

Taki BUCTaBKV HaAA0TL MOTIOAMM aBTOpPaM MOXIIMBICTb MOPIBHATY ce6e 3 IHLLMMM Ta BU3HAYWTK BRacHe MicLe y
CBOIlA reHepavlii. ToMy Taki BUCTaBKM HE MOXYTb i He MOBWHHI CMIPUIAMATCA CTabINbHUMN KOHCTPYKLIAMM, a €,
CcKopiLLe, AMHaMIYHUMW, HaBiTb CUTYaTVBHUMM OpraHiaMaMu, TYMK, LLIO 3MIHIOIOTECA Ta LLyKatoTb (hopMu AieBoi
KOMYHIKaLlii Ik BcepeauHi cebe, Tak i 30BHi.

BuicTaBka Monoamx yKpaiHCbKUX Ta aMepukaHCbKMX XyAOXHUKIB «[eHepauii.UsA» 3agymysanacsa came B Lji

nepcneKTuBi.

OnekcaHagp Conosios,
KypaTop BUCTaBKU

Itis inherently human to strive for something new. The search for novelty finds expression in art, where it takes form,
since itis directly related with a phenomenon of interesting. Contemporary philosophy interprets this phenomenon as
"the transition from the least possible to the most possible."

It's not a coincidence that the expectation of something new and unpredictable, something interesting, in art, is
identified with the expectations of a new generation. It's been calculated that the cycle of a single generation totals
about fifteen years.

During this period of time - if there are no aesthetic revolutions or upheavals - a general system of creative work,
which enjoys popularity and demand, undergoes transformation. As a result, a trend toward acceleration and
compression is increasingly felt, recalling the prophetic hyperbole of Andy Warhol, who said that in the future the
popularity of all art and ideas will be limited to 15 minutes.

Art history teaches us that precisely youth - whose bold creations, energy, passion for the new and determination to
experiment - drive progress.

But this is just a myth of the young, the positive futuristic side of it: art that has already found a place in history is
interesting as a result of the historic development that it reflects.

But from young artists, beginners, one expects art that raises issues of tomorrow, art that, despite its imperfection and
immaturity, is aimed at tomorrow. This is what makes it interesting.

In recent times, the nature of artistic work and the criteria for its evaluation have changed.

Of course, no one has abolished the criteria for a work's perfection, its self-sustainability or internal persuasion. But,
as of today, this also entails communication between other participants in a project (from the Latin word "projectus”
or "thrown forward"), and other advocates of a given generation. It is also a search for common points of ‘pressure'
and differences. Exhibitions that are devoted to young art primarily track 'the configuration' of the creative community
being born, discovering creative people who will not 'get lost' in the local or broader context.

Such exhibitions also give young artists an opportunity to compare themselves with others and to determine their own
place in their generation. Therefore, such exhibitions cannot and should not be perceived as some kind of 'stable
constructions,' but they are rather more akin to dynamic, even 'situational organisms,' which change and search for
effective communication both within and outside themselves.

The exhibition "Generations.UsA," which features young Ukrainian and American artists, was conceived precisely
with such a view.

Oleksandr Solovyov,

exhibition curator
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Bucraska «I'eHepauii.UsA» BrepLue [OKYMEHTYE Hy[oBUIA aHCambllb akTyanbHUX XyAOXHVKIB Ykpaitn (UA) Ta
Cnony4enmx LUtatis Amepukm (USA). lonosHa iges BMCTaBkM (Ta LbOro Karanory, Lo i NpUCBAHEHWA) —
3po6BUTY 3aranbHUIN OrAA CUTYaLlii B Cy4acHOMY MUCTELTBI 060X KpaiH, KOPOTKO 3YMMHMBLLIMCH HA HOBUX, LiKaBUX
A0ro fiBULLIAX.

Matoumn yHikanbHy 3AaTHICTL NPOBOKYBATW Cynepedku, MUTL, L0 € y4acHukamu npoekTy «IeHepauii.UsA»,
MOAPA3HIOIOTb OrofieHi HepBOBI 3aKiHYEHHS CYCMiNbCTBA, 306padKaroyn CEPNO3HI PO3Naaun Y HbOMy, MPUMYLLIYIOHN
LLyKaTW BiOMoBIAj Ha eneMeHTapHi 3anuUTaHHs: Ym € y ixHiX TBopax 604ai skack rmnbmHa? Yy 3acnyroByroTb BOHN
BAYMIMBOrO CMIPUNHSATTS, & YU Bif HUX MOXHA BiMaxHYTUCS, He 3BepTaroyn yBarn? Yu cnpaspi y CeHCi Lix TBOpIB
KpVETLCA Monitvka? | Lo B3arani BOHM 03Ha4atoTb?

Ha nepekoHarHsa PinchukArtCentre, MucTeLbki TBOpY, NpeacTaeneHi Ha BUCTaBLj «[eHepaui.UsA», € Hag3BuYaiHO
3HaYYLLMMM A9 BidyarbHOI KynbTypu ABaALATb NepLuoro ctopivus. LIeHTp BBaxae, Lo akTyarnbHe MUCTELTBO
Ykpainn Ta CrionyyeHux LLiTaTis mae 6y npeacTaeneHe Ans cepiio3Horo, BOyMVBOIO OFTIsiAY B PAMKaxX BESMKOT
iHCTUTYLIiHOI BMCTaBKW, aby MUCTeLbKi TBOpW AiCTarM 3MOry MigHATUCA Haf MIIOLLUMHOK KaTeropusauii Ta
yrnepemKeHnx CymKeHb, Y AKy noTpanisim ny6nidHi npeseHTauii pobit 6aratbox MUTLIB. [Ns NPOEeKTy Baxk/IMBO
6yro AibpaTtv ik OCTaHHi TBOPU XMBOMUCY 3 MaCTEPEHb XYAOXKHMKIB, TaK i OCTaHHI 3HauHi iHCTanALji, 3pobneHi
creviasibHO AN L€l BUCTaBKy.

LLiprm 6axarHam PinchukArtCentre 6yrno opraHidyBati BUCTaBKYy, fka Aasasia 6 MOXIMBICTb LUMPOKOMY KOsy
rmapadis — 6arato XTo 3 HAX MOXYTb OyTW 1A CKeMTUKamm, NpoTe, CroAiBaEMOCS, BiAKPUTMM Ans gjanory, —
Bi4yTV 1 3pO3YMITN YCIO EKCMO3WLII0 NMPEACTaBIEHNX TBOPIB akTyanbHOro Muctelsa Ykpainn ta CnonydeHnx
LLiTaTiB camocTiinHO, a6o X 3a A0MOMOrol po3pobrieHoro LIeHTpoM NosicHIoBasIbHOro iHCTpyMeHTapito. Maemo
Hagito, Lo BiH JOMOMOXe rMspadesi NPOKIacTu LUSX A0 PO3YMIHHS TOro, LUO Y L BACTaBL HAM BUOAETLCA
LiHHUM i 6aratorpaHHuM. LM nosicHIoBanbHUM iHCTPYMEHTapieM € KaTasior HOBMX TEKCTIB, & TaKOX OCBITHI
rporpamu, NoB’'A3aHi 3 BUCTABKOHO.

3acsigyyemMo LLmpY MOAsKY BCIM XyAOKHVKaM, LLO B3sMM y4acTb Y NAroTosLj L€l BUCTaBKK, cnienpautosaty 3
HUMWM BY0 BENMYE3HOO PaAICTIO 415 Hac. I3 3a00BONeHHAM NpeAcTaBnsemMo Bam HUHILLIHIO BUCTaBKY iXHiX TBOPIB.

MeTpo [dopoLLeHko,
MpeaunpeHT PinchukArtCentre, Kuis,
vipexTop LleHTpy cyqacHoro mucTewrsa Baltic, Meitexen

Generations.UsA documents for the first time a fascinating combination of emerging artists from Ukraine (UA) and
the United States of America (USA). The guiding principle behind the exhibition (and the present publication
accompanying it) was the organization of an over-view of the moment or taking a quick snap-shot of what is new and
interesting.

Possessing an uncanny ability to elicit debate, the artists in Generations.UsA touch the exposed nerve endings of a
society with conspicuous dysfunctions and asks such elemental questions as: Are these works profound? Do they
merit thoughtful consideration or can they be dismissed with a fast and easy response? Are the works really political?
What do they mean?

It was the Pinchuk Art Centre’s conviction that the art works in Generations.UsA are crucial to the visual culture of the
twenty-first century. The Centre believes that emerging art from Ukraine and the United States must be presented for
serious consideration in a large institutional exhibition so that the works would have the opportunity to rise above the
surfeit of categorization and preconceived response that has greeted the various artists’ public presentation of works.
The Pinchuk Art Centre feels it was important to organize this exhibition from the most recently painted work from a
studio, to the most recent major installations made specifically for this exhibition.

The Pinchuk Art Centre’s aspiration has been to organize an exhibition that would offer to large audiences — many
visitors of which might be sceptical but, we hope, open-minded — an opportunity to come to grips firsthand with the
full range of emerging work from Ukraine and the United States and to access interpretive tools developed by the
Centre that might help provide ways into what we believe to be the exhibition’s richness and complexity. This
catalogue of new texts, as well as the educational programs in conjunction with the exhibition, will function as these
interpretive tools.

We acknowledge with great appreciation all of the artists’ engagement in the organization of this exhibition; it has
been a most rewarding experience to collaborate with them. With pleasure we present this exhibition of their works.

Peter Doroshenko
President
Pinchuk Art Centre, Kyiv

Director
Baltic Centre for Contemporary Art, Gateshead



[ eHepaLlisi” — xopoLLie CroBO. 3BYHUTbL Ayxe penbeddHO. i To po3KaT rpomy B HEOMY HYETLCS, Y TO rapHaHHsa TUrpa.

Monopa i eHepriliHa apTVKynauja B Lporo cnosa. BoHa i Mycutb 6yTn Takoro, 60 4 cama reHepauis Cy4acHux
YKPaIHCBKVX | aMEpPUKaHCEKUX aBTOPIB, MPEe3eHTOBaHA Hamu, LLie Morofa.

| oCb YyeTbCA LLe y LibOMY CroBi — reHepyBaHHs. [eHepyBaHHs inel, KpeaTuBHUIA MPOLIEC, MPOMO3WLis HOBOrO.
Konw 3 podymy 3aMyXyeTbC MaByTUHHS. Komnv nepesaBaHTaxKyeTbCs Nornsg,.

| e — npaBurbHO. Xar HoBa reHepaLlisi reHepye CBiXKi TPEHAW, LLI06 CyCninbCTBO He AereHepyBasio.
Ane o 51 Bam Bce nosicHioro? 3axofsTe i cami AVBITLCS.
JlackaBso npowy,

BikTop MIHYYK

The word "generation” sounds good to the ear - bold and full of energy, like the roar of a tiger or a bolt from the blue.

It bespeaks youth and the promise thereof, and that is as it should be, as the contemporary Ukrainian and American
artists presented by us are young.

Yet there is something else articulated in this word, which means to generate - ideas, as part of a creative process,
offering something new. The cobwebs are cleared from one's mind and sight becomes reloaded.

And that s as it should be too. It is for the new generation to generate the new, preventing degeneration and decay of society.
Why am | still explaining this all to you? Come in and see for yourself.
Welcome.

Viktor PINCHUK
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