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TITO AK JOKA3

BucrtaBka «YkpaiHCbke Tino», opraHizoBaHa Llen-
TPOM Bi3yasibHOI KynbTypW, Bilkpunaca B ranepei Crapo-
akagemiyHoro kopnycy Kneso-MorunaHcbKoi akagemii
7 notoro 2012 poky. Yepes Tpw AHi nicna ii BigkpnTTA
npe3uaeHT yHiBepcuteTy Cepriii KBiT BnacHopyuY 3akpus
Ha KJIIoY MPpUMILLEHHA ranepei, MPOKOMEHTYBaBLUM CBOI
oii dpasoto, Wwo crana KynstoBoto: «Lle He mucTeuTBo,
a narvHoO». Hacnigkom akui NpoTecTy MpOTW 3aKpUTTA
BUCTaBKM He CTaNo BigHOBMEHHs ii pobotn. HaBnakuy,
pilweHHAM BueHoi pagu yHiBepcmTeTy 6yno NpUnmMHeHo
AianbHicTb LleHTpy BidyanbHoi KynbTypu B AKkagemii. la-
nepei CrapoakagemiyHoro Kopnycy 6yno nepegaHo nig
6i6nioteyHun apxis. Tak 3aBepLUNBCA Nepiog icTopil Libo-
ro NpVMilLeHHA, NOB'A3aHNI 3 MUCTELTBOM.

[ponoHoBaHMI KaTanor € AOKYMEHTALIE 3aKpuTOl
BUCTaBKM Ta MUCTELbKUX aKUil, 3A4iNCHeHMX Ha il nia-
TPUMKyY. Lle TakoX cBOepigHe po3cnigyBaHHA: cnpoba
3'AcyBaTn, Ae B YKpaiHCbKOMY CYCMinbCTBi MPOXOoAnTb
MeXKa MiX «<MUCTeLTBOMY i «TAaNHOM», NPUAHATHAM Ta He-
CTEPMHUM, 3PELLTOHD, MiXK TIFIOMY i «QYXOM». MpeTbcsa, no
CyTi, PO MeXi BUANMOTO, KOPAOH MiXK TUM, LLIO MW MO>Ke-
MO 6e360/iCHO BNMCaTU B FOPU3OHT CBOTO CMIPUNHATTS,
i TUM, O He MOXeMO, UM pajLle He XOYeMO BKUNTH
[0 Haloro KoMGOPTHOrO «KUTTEBOTO CBITy». 3aBAaH-
HAM, AKe CTaBuna nepep cobot BMCTaBKa «YKpaiHCbKe
Tino», 6yno NpoABNTY Te, WO 3aNMLLAETbCA 34e6inbloro
Ha nepudepii UM 3a MeXaMm LibOro 3aCrnoKinInMBoro ro-
PU30HTY.

BODY OF EVIDENCE

Ukrainian Body exhibition, organized by Visual Cul-
ture Research Center, was launched on February 7, 2012
in the Old Academic Building gallery of Kyiv-Mohyla
Academy. Three days after the opening, the university
president Serhiy Kvit locked the gallery’s premises with
his own hand and notoriously commented his actions
with the phrase “This is not art, this is shit”. A number
of protests against the exhibition closure followed, but
the exposition was never resumed. On the contrary, the
university Academic Council took a decision to cease
the activities of Visual Culture Research Centre as part of
Kyiv-Mohyla Academy. The premises in the Old Academy
Building became the library archive. This was the end of
the site’s period in history when it was related to art.

This catalogue is documentation of the closed exhi-
bition and of artistic protests in its support. It is also a
sort of investigation, an attempt to determine the line
between “art” and “shit”, the acceptable and the intoler-
able, and ultimately between “body” and “spirit”in Ukrai-
nian society. The question is, in fact, about the limits of
the visible, the line between things we can safely fit into
our perceptive horizon and things that we cannot or do
not want to include in our comfortable Lebenswelt. The
task of the exhibition was, in the first place, to reveal the
periphery that lies beyond this comfort horizon.

We aimed to look at the Ukrainian society from the
bodily standpoint. For it is through the body, its sensi-
bilities, affects and needs that reality shows itself in the



Mwu cnpobysanu nornAaHyTV Ha yKpaiHCbKe cycninb-
CTBO 3 TiNeCcHOI TOUKM 30py. Yepes TiNno, 3 ycima noro uyT-
nMBOCTAMM, apeKTaMm Ta noTpebamu, peanbHICTb Jae
Ham npo cebe 3HaTN AKHaMXopcTKile. CycninbCcTBO Npo-
HM3YE Halwli Tina 6e3niyyto cnocobiB, 3aNKMLLaOUMN Ha HUX
Bin6UTKN, fedopmadii un BiguyTTa, — yCe Te, WO M1 Ha-
31BA€EMO TifleCHUM JocBigom. Lli TinecHi edpekTn Hepiako
BKa3yloTb HaM Ha Te, YOro MM He Xouemo 6aunTy, BUAB-
NAI0YM MeXi HaLOoT TePNMMOCTI, rAlaHUX MOXIMBOCTEN
um feKnapoBaHoi ceoboam.

MpepacTaBneHi Ha BMCTaBLUi poboTK — Lie Hacamnepeq
APTUKYNALIA 1 OCMUCNIEHHA XYAOXHVKaMM BIacHOro Jo-
CBifly iCHyBaHHA B KOHKPETHOMY MaTepiasibHOMY, coLlianb-
HOMY Ta KyNnbTypHOMY cepefoByLLi, i BogHOYac — Npobne-
MaTu3allis, BUNPob6OBYyBaHHA AOCTYMHUX CNOCob6iB MOro
CUMBOJIYHOrO KapTorpadyBaHHA. 3aKOHOMIPHO y GOKYCi
OMVHUNOCA Te, WO MEPEXMBAETLCA HaMbinbWw roctpo. Y
NneBHOMY CeHCi «YKpaiHCbKe Tifio» — Lje «CYKYMHICTb [oKa-
3iB» (body of evidence). Lle fOKa3u NepexmTx peanbH1Mm
NIOAbMUN BPaXKeHb i cMTyauiln, ane ue TakoX i foKasw iH-
LIOrO «YKPaiHCbKOTO Tina» — Takoro, ke XTOCb, MOXNBO,
XOTiB 61 He 6aunTu. Lli JoKa3y noKnuKaHi NocTaBuTy nig,
CYMHIB Ty CUCTEMY CY[»KeHb, Ty NMEePEKOHaHICTb y CBOIN
NpaBoTi, Lo No36aBnA€ HaC YyTANBOCTI [0 iHLWINX Ta MOX-
NMBOCTI iHAKLLIOrO NOrAAAY Ha BllacHe CTaHOBULLE.

Ham 6yno BaxnmBo MmoegHaTv y noni 3opy Te, Wo
3a3BUYa B3AEMOBUTICHAETbCA. TOMy Ha Ui BUCTaBLi,
30KpeMma, poboTa Cawi Kypmasa - poKymeHTauia Bif-
YanagywHOro nparHeHHA BigNoBigaTU refoHICTUYHOMY
iMnepaTuBy CeKCyanizoBaHVX 06pasiB MacoBOi Kysb-
TYpU — po3MilLyeTbca nopag 3 pobotoio OnekcaHapa
Bonopgapcbkoro, Wwo Bigcmnae Ao Moro BAacHOro JocBi-
Oy TIOPEMHOrO YB'A3HEHHA — HacnigkKy KpumiHanisauii
TinecHOCTi B Hawili KpaiHi. «Mo€e NopHO — MOE npaBo!»
AHaTonia benoBa — npotect npot 6pyTanbHOro noni-
LieiCbKOoro BTpy4YaHHA AiepKaBu y NpuBaTHUIA NPOCTip —
noefHyetbea i3 «CnHboo naHensno» Bosn BopoTHbOBa,
WO NpuUCBAYEHA «HEBMAWUMI» MOBCAKAEHHIN Giononi-
Tuui. Y pobotax OkcaHu bptoxoBeLbkoi Ta Bonognmmpa
Cas peknapaTuBHa MoBara O NOAVHW BUABNAE CBOKO

crudest way. Society pierces our bodies in a multitude of
ways and leaves its traces, distortions and impressions
on them. We call all those things our bodily experience.
These bodily impressions often point to the direction we
refuse to look at. They expose the limits of our tolerance,
of our abilities and of our declarative freedom.

Each artwork displayed at the exhibition is an ar-
ticulation of artistic experience of being in a particular
material, social and cultural environment. At the same
time, these artworks are designed to test accepted ways
of symbolic mapping of this experience. Naturally, those
things that we experience most acutely came into focus.
In a certain sense, Ukrainian Body came across as “the
body of evidence!” It is the evidence of certain situations
and impressions undergone by real people, but it also
is the evidence that another “Ukrainian body” exists, the
body that is preferred not to be seen. This evidence aims
to question our system of judgements, our feeling of
righteousness that desensitizes us in relation to others
and leaves no chances of looking at our own condition
in different ways.

It was important for us to combine things which are
normally interchanged in one visual field. That is why the
exhibition contains Sasha Kurmaz's work, a documenta-
tion of a desperate desire to conform to the hedonistic
imperatives of sexualised images of mass culture, imme-
diately followed by Oleksandr Volodarskyi’s piece that
refers to his own experience of imprisonment which
itself is a consequence of our country’s criminalization
of corporeity. My Porn Is My Right! by Anatoliy Byelov is
a protest against the brutal police state intrusion into
one’s private space, and it adjoins The Blue Panel by Vova
Vorotniov dedicated to the “invisible” biopolitics of ev-
eryday life. Oksana Briukhovetska’s and Volodymyr Say’s
works reveal the transformation of declarative respect to
a person into helplessness and reactive rejection in front
of unpleasantly old or suspiciously homeless bodies. Ly-
ubov Malikova’s and Yevgeniya Belorusets’s works juxta-
pose our beliefs about bodily “norm” with the evidence
that such norm does not exist. A festive image of the

6e3nopagHicTb nepes apeKTUBHMM BiATOPrHEHHAM He-
MPVEMHOrO, CTapOro Um Nigo3pinoro «6e3npPuUTyIbHOro»
Tina. Po6otu Jlio6oBi ManikoBoi Ta €BreHii benopyceub
NPOTUCTaBAAIOTb Bipi B TieCHY HOPMY AOKa3W ii BigCyT-
HocTi. A B ypounctoMy obpasi YKpaiHCbKoi «Cynep»KiH-
Ku» ApTypa benosbopoBa KOHTPacTOM NPOCTyNaE Xop-
CTKa AiNCHICTb ii TiNeCHOro iCHyBaHHA.

3peluTolo, Ha NPOTUBAry MOLIMPEHNM Y Hallin Kpai-
Hi pPO3MOBaM MPO HEBJIOBMMY, afie TaKy BaXK/MBY OYyXO-
BHiCTb, LIl BUCTaBKa — Lie CYKYMHICTb [JOKa3iB XWUTTA yKpa-
THcbKoro Tina. Tina Bpa3nMBoOro, Yacom 6e3nomiyHoro, 3
Oro 3aroCTPEeHOI0 Y NPUTIYMIIEHOIO Yy TTEBICTIO, HEAO-
nikamu Ta npo6nemamu, ane BOAHOYAC — 3 HEBIACTYNHY-
MK notpebamm Ta MOXXNMBOCTAMMU. Tina, Ake Ha BRacHin
WKipi BiguyBa€ BCi TPYAHOLLi HaWoro cycninbcrea. Tina,
Lo, AIK Lie YacTo ByBa€ B po3CnigyBaHHsX, Came Mo cobi €
BMPILLANbHUM JOKa30M.

Jlecsa KynbyuHcbka

Ukrainian Superwoman by Artur Belozerov contains con-
trasts that disclose harsh reality of her bodily existence.
Finally, contrary to the discussions about elusive but
so important “spirituality” which are prevalent in the
country, this exhibition is a sum total of evidence per-
taining to the life of Ukrainian body per se. This body is
vulnerable, at times helpless, it has its downsides and
problems, its sensuality can be pronounced or repressed
but all in all this body has relentless demands and op-
portunities. This body carries all the societal hardship.
This body itself, as it often happens in investigations,
serves the ultimate evidence.
Lesia Kulchynska




Bosa BopoTHbOB
I3 cepii «Tpnsyo6m»

Emanb M®-115 Ha pepes’aHin gowui, ckpety, 2012

Mano He nepwumu rpadiTi, AKi 3anam’aTanncb MeHi

3 AUTUHCTBA, Oynu Tpr3ybu, BUApANaHi Ha naBKax,
nepunax, ctonax, Wo CToANN y ABopax Towo. B KiHLi
80-x Ans AUTAYOI CBIAIOMOCTI Lie OyB TAEMHMYNIA 3HaK,
maria Akoro 6yna nigcuneHa e i opeosiom 3abopo-
HeHoro. Y Tpu3y6i untanocs 3amdpoBaHe ClI0BO
BOJIA. A, xou i 3HaB WOCb TPOXU MPO HaLiOHaNbHO-
BV3BOJbHUI PYyX, ajie MEHE 3aXOnJoBaB Liel BynY-
HWI 3HaK (Nigo3pHoto, WO NOro aBTOPIB TaKOX) Tak,
HiGU Le ByB NOrOTUM AKOICb XEBi-MeTas rpymnu.

Yepes akuicb yac PagaHcbkmi Coto3 po3nascs, i
Tpu3y6 cTaB AepkaBHUM repbom YkpaiHu. BiguyBsato-
Uy NEeBHi «PEBHOLL» O MacoBOI eKcrno3uuii Tprsyoa,
panToBy ABJIEHICTb NOroO ANA, AK A BBaXKaB, Macu Npo-
daHiB, A Bce X BTilWaB cebe TUM, L0 3Hat/BiguyBalo
6inbLue. Ta 3rogom, Kpisb 90-Ti, cnig Tpmn3yba AKOCb
36ni4, MaiXe cTepcsa, BUBITPUBCA 3i CBIAOMOCTi. AX
NMOKW He BUPWHYB 3HOBY — MepPeBaXkHO B CMHIX neyvat-
Kax Ha narnepax, Ha No3010Y4YeHX I'ya3nKax miniuio-
HepiB UM Ha B'i3[i A0 yKpaiHCbKOT MUTHULI.

Bosa BopomHeo8
Kuis, 2012

Vova Vorotniov

From the Tridents Series

Enamel PF-115, scratch on wood, 2012

Among the first graffiti | remember from my child-
hood there were tridents scratched on benches, rail-
ings, and yard tables. In the late 80's, the trident was
a mysterious sign for a child’s mind and its magic was
reinforced by the halo of prohibition. In the trident,
one could read the encrypted word FREEDOM. Even
though | knew little about the national liberation
movement, | was fascinated by this street sign. It was
as tantalizing to me as if it were the logo of some
heavy metal group, which could have been its au-
thors’intentions.

A few years later, the Soviet Union collapsed and
the trident became the national emblem of
Ukraine. Feeling some “jealousy” to the mass ex-
posure of the trident, to its sudden openness

for, as | thought, profane masses, | still consoled my-
self with the fact that | knew or felt better. But then,
during the 90, the trident’s imprint somehow paled,
it became obliterated, effaced from conscious-
ness. It reemerged recently, mostly in the form of
blue document seals, gold-plated buttons of police-
men, and at Ukrainian customs.

Vova Vorotniov
Kyiv, 2012

BoBa BopoTHboB focnigkye npupogy Ta dyHKLito re-
panbANYHUX 3HAKIB, BUABNAIOYM NPUXOBAHI @aHTaroHi3mu
«KONeKTUBHOI penpe3seHTauii». Tpn3y6, 1o cTaB cborofHi
emb11emMolo penpecmMBHOro fepKaBHOro anapary, AnA Hbo-
ro € nepefycim KOHTPKYbTYPHUM CMBONIOM CBOGOAM Ta
npoTecTy, 3akapboBaHVM y Nam'aTi y BUrnAgi 3a6opoHeHnx
rpadiTi, BAAPANAHMX Ha KKOMYHaNbHUX» MOBEPXHAX.
BnacHopyyHuMm nepedopmaTyBaHHAM Tpr3yba XYAOKHUK
30iNCHIOE iIHTepPBEeHL,it0 B CUMBOMIYHUI BUMIP KONEKTUB-
HOro «yKpalHCbKOro Tinax». TupaxosaHOMyY Bnafoto «HaLjio-
HanbHOMY rep6y» BiH MPOTUCTAB/IAE BOMOHTAPUCTCHKMIA
XKeCT — 6pyTanbHy «<HapPOAHY» TEXHIKY CUMBOJNIYHOTO
OYHTY.

Vova Vorotniov explores the nature and the function of
heraldic symbols, revealing hidden antagonisms of “col-
lective representation”. For him, the trident, which has
now become the bureaucratic logo of the repressive state
apparatus, is a countercultural symbol of freedom and pro-
test, imprinted in his memory in the form of illegal graffiti
scratched on “public” surfaces.

The artist performs an intervention into the symbolic
dimension of the collective “Ukrainian body” by reformat-
ting the trident with his own hand. As an answer to the
“national emblem” replicated by the state authorities, he
opposes the voluntarist gesture of brutal “folk’s” technique
of symbolic rebellion.




Aptyp beno3sbopos
CynepxiHka Jlapuca

MopTpeT BUMTENbKN MONTOALLIMX KNACiB, YeMMiOHKM CBITY 3
60pi6inguHry Napucy Mpuwenwn. MeTan, 3saptoBaHHs, 2005
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Artur Belozerov

Superwoman Larysa

Portrait of Larysa Pryshchepa, Elementary School Teacher
and Bodybuilding World Champion. Metal, welding, 2005

3BaploBaHHA MO MeTany — «CyBOpa» TEXHIKa, WO He Haa-

TO ACOLIOETBLCA 3 XKIHOYHICTIO. YTiM, 3 TUpaXoBaHMN
rIAHUEM TEHAITHUMY «KiIHOYHUMM» O6pa3aMm HebaraTo
CriNbHOro MatoTb i Ti AKOCTI, A0 KyNbTUBaLil AKNX 3MYLLYE
YKPaiHCbKMX XKIHOK »>KOPCTKa coliasibHa AiNCHICTb. YKpaiH-
CbKa «cynep»iHKa» B TpakTyBaHHi ApTypa beno3bopoBa —
Lile NPUKpPALLEHNIA YPOUMCTO 3a4iCKOI0 KyNIeHENPOOUBHUIA
KT — CTaneBi M'A3N, HapoLleHi B 60poTbbi 3a BUXKMBaHHS.

Welding is a“tough” art that is not usually associated

with femininity. Still, harsh social reality makes Ukrainian
women develop merits that have nothing to do with ten-
der“feminine” images of glossy magazines. The Ukrainian
“superwoman’, as she is depicted by Artur Belozerov, is a
bulletproof shield decorated with festive haircut and steel
muscles developed in the struggle for survival.

1



Jlapa HakoHeyHa

Oco6ucTuin wnT

Lada Nakonechna
Personal Shield

Metal, 2011

MepcoHanbHWIM WUT — Lie IHCTPYMEHT 060pOHM BNacHOro
Tina, 3aci6 3axucTy cBOE€i «b6e3neyHoi TepuTopii». Bigcu-
narouu 4o BnisHaBaHUX eNeMeHTIB Cy4acHOro MiCbKoro
nerizaxy, Jlana HakoHeuHa nepetnymayye embneMaTmyHui
aTpmbyT BilHW AK OyAeHHY NPUKMETY COLiaJIbHOTO XKUTTA.
BaxaHHA BigropoanTrCA Big iHLWKX, 3 IXHIMK Npo6nemamm
Ta noTpe6amu, sike CynpoBOAXKYE WOAEHHY 60pOTbOY 3a
nepcoHanbHun KombopT, MaTepianisyeTbca y GyHKuio-
HaNbHiln po60Ti HakoHeuHOT, NPOoABNAUM CBOIO NPUXOBa-
HY BOMOBHMYICTb.

A personal shield is a tool of self-defense, an instrument
which helps to sustain a personal “safety zone.” Referring

to the familiar elements of an urban landscape, Lada Na-
konechna reinterprets the emblematic attributes of war as
an everyday sign of social life. A desire to isolate from other
people’s problems and needs, which goes along with eve-
ryday struggle for personal comfort, is materialized in her
functional work revealing its hidden bellicosity.

HikitTa KagaH
MpopaxHi

MantoHKu Ha cTiHax, 2012

PeHecaHcHi ypbaHicTi nopiBHoBany MicTo 3 Tinom nogu-
HW, KOXXEH OpraH AKOro Npu3HayeHni BUKOHYBaTW NeBHY
¢yHKuito. B ymoBax naHyBaHHs ifieonorii pHKOBOro Kani-
Taniamy Lie NopiBHAHHA HabyBa€ NapafoKCanbHOI akTyaslb-
HOCTI, BUABNAIOYN HOBUI ANCNO3UTUB TiNecHOCTi. K i Tino,
LLO NiJ BNIMBOM PUHKY NEPEeTBOPIOETLCA Ha CYKYMHICTb
OKPEeMUX OPraHiB, KOXKeH 3 AKUX M€ BNacHy LiHY, CTPYKTY-
pa MicTa Tenep BM3HAYa€eTbCA He GyHKLUiOHaNbHO Aouinb-
HICTIO 10r0 YacTWH, a IXHiM TOBapHUM noTeHujianom. Tino
MiCTa CbOrofiHi MOLIMaTOBaHe 1 BUCTaB/IeHe Ha NPOAaX.

Nikita Kadan
Corrupt

Drawings on the walls, 2012

Renaissance city planners compared a city to the human
body, its parts having certain functions. In the dominant
ideology of market capitalism this analogy becomes para-
doxically up-to-date, revealing a new dispositif of corpore-
ity. Like a body under the market’s influence that turns into
a set of separate organs each having its price, the structure
of today’s city is not shaped by the functionality of its
parts, but by its commodity potential. A body of city is dis-
sected and offered for sale.
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OkcaHa bptoxoBeLbka Oksana Briukhovetska
Tino N2 Body #

(
MpadiuHnin anb6om. Manip, Tyw, ryaw, ¢oto, 2010 Artbook. Paper, ink, gouache, photo, 2010

« PE3AOMHI TPOMAASHM | BE3NP
TYAbHI AiTW 3060BA3AHI AoTPU-
MYBATUCA KOHCTUTYLIT i AAKOHIR
YKPATHW, WAHYBATM TPAAMLLIT TA
3BUYAT HAPOAY »

e

LETS T

(E:F'.KDH YKPATHW
NPO OCHOBM couli-
ANDHOTC 3AXMCTY ..,

3y60XiHHA B YKpaiHi WopoKy 3pocTae. [AnA 6inbw 6narono-  Poverty in Ukraine is growing every year. People who

JTYYHUX NPeACTaBHWKIB CycninbCTBa MOAMN, LLO ONMUHUANCA live below the poverty line are usually perceived as an

3a Mexeto 6ifHOCTi, NepeTBOPIIOTLCA Ha aHOHIMHY Macy anonymous mass of “repulsive” and “dangerous” bodies by
«BiAPa3NNBUX» Ta «kHebe3neyHmx» Tin. Mo3basneHi ene- wealthier members of the society. Deprived of basic means
MeHTapHUX 3acobiB [0 iCHYBaHHA, BOHW HE MOXYTb PO3- of subsistence, they cannot rely on the state support or
paxoByBaTW aHi Ha NiATPUMKY AepaBW, aHi Ha CNiBYYyTTA the sympathy of their fellow citizens. Meanwhile, we can
cniBrpomagsH. BogHouac BenvyesHi KanitanoBknageHHs see loads of money invested in advertising that urges only

MayTb Ha peKnamy, Aka 3aKnuKae 4o Haconoam nuwe Bnac-  those with tight-filled wallets to enjoy.

HUKIB MOBHUX ramMaHLiB.
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OnekcaHap Bonogapcbknm

3eneHa NnfwWKa, HAaNOBHeHa
YEepPBOHOIO PiANHOO

CKIo, KpOB Xy[OXHUKA, BifgeoiHcTanAlia, 2012

22

Oleksandr Volodarskyi

Green Bottle Filled
with Red Liquid

Glass, blood of the artist, video installation, 2012

3BMYaliHa NaALWKa 3-nig MiHepanbHOT BOAN MiCTKiC-
Ti0 0,33 niTpa. BoHa HanoBHeHa NOACbKO KPOB'H0.
3eneHe CKO CMOTBOPIOE CNPABXKHIN KONip pignHy,
NOro He MO>KHa BCTAHOBMWTU HaneBHO. JTilogcbKa KpoB
y nAswi abo cBMHAYA, @ MOXJIMBO, MPOCTO TOMaT-
HWIA CiK UM KOKa-Kona — rnagay moxe abo nosiputu
aBTOpPY, ab0 BU3HATK NOro GPEXYHOM.

Monite'A3HiB B YKpaiHi manke 200 Tucay. bygb-aka
NOAWHA, 3aCyXKeHa 3a 3/T0UMH 6e3 KepTBU (Un To
BUIOTOBJMIEHHS MOpHOorpadii, 36epiraHHA HaPKOTUKIB
ab0 OCKBEpPHEHHS eprKaBHOT CMBONIKKM), byab-AKa
TOANHA, AKY XKWUTTEBI YMOBW LUTOBXHY/N Ha LLAX
ekcnponpiauii U HacunbcTBa, 6e3yMOBHO, € No-
NITUYHNM YB'A3HEHUM. 3TOYNHHICTb | penpecrBHNI
[ep>kaBHUI anapaT — HePO3PUBHO MOB'A3aHi ABULLa,
AKi B HECKIHYEHHOMY LMK MOPOAXKYIOTb OAHE OfHO-
ro. bes Kypku He byge Anua, 6e3 AanLa He byae KypKu.
MoniTMyHa cncTema HeMUHYYe CTBOPIOE YMOBY AnA
iCHyBaHHA 3/I0MUHHOCTI, 6€3 310UMHHOCTI Bignaae
HeobXiAHICTb y noniTuui AK Takin. byab-ake nokapaH-
HA € NONITUYHUM Yy CBOI OCHOBI, TOYHO TaK, AK i Oyab-
AKUIN 3T0YNH — AUTA MONITUKN.

Mu >K NPOJOBXYEMO [iNUTK XepPTB LibOro Konoobiry
Ha «0e3HEBUMHHUX» | «BUHHUX». AXKe Yepes 3efeHe
CKJ10 He BUAHO KONbopy KPoBi. Lle 3acnokotoe co-
BiCTb.

OnekcaHop Bonodapcukuli
Kuis, 2012

A standard 0,33| mineral water bottle. Filled with
human blood. Green glass distorts the actual colour
of the liquid, it is impossible to make sure. Is it
human blood or pig’s, maybe even tomato juice or
simply coca-cola - the spectator might either believe
the author or consider him a liar.

There are nearly 200,000 political prisoners in
Ukraine. Everyone who's been convicted for an
offence with no victim (whether it is production of
pornography, possession of drugs or desecration

of state symbols), every man or woman who was
forced on the path of expropriation or violence by
their living conditions, is undoubtedly a political
prisoner. Criminality and the repressive state
apparatus are the phenomena which are inextricably
linked, reinforcing one another in an endless cycle.

If there’s no chicken, then there’s no egg, if there’s

no egg, then there’s no chicken. The political system
inevitably creates conditions for existence of crime,
while elimination of criminality would render politics
obsolete. Any punishment is political at its core, just
like any other crime is the politics’ child.

But we keep on dividing the victims of this
circulation into “guilty” and “innocent”. As the colour
of blood is invisible through the green glass. It
soothes our conscience.

Oleksandr Volodarskyi
Kyiv, 2012
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Mo36aBneHUM Byfb-AKUX COLiaibHIX rapaHTiil YKPaiHCbKM

rpomMagaHam fepxaBa, NpoTe, rapaHTye 3axmCcT mopari,
BiANpasnAlouMN A0 B'A3HMLI iT «<NOPYLWHUKIB». OnekcaHap
BonopapcbKunii oTpMMaB TepMiH YB'A3HEHHA Y BUNpaB-
Hi1 KONOHII 3a 34iNCHeHHA Nig cTiHamy BepxoBHoi Pagm
YKpaiHy neppomaHcy Ha 3HaK NPOTECTY NPOTU AiANbHOCTI
HauioHanbHOT ekcnepTHOI KOMICIT 3 MUTaHb CycnifibHOI MO-
pani. BunpobyBaBLun MexaHi3M «npaBoOCyaAA» Ha BNACHIn
LWKipi, XyAOXXHNK BUKOPUCTOBYE CBOE TifIO AK IHCTPYMEHT
KPUTKKN epKaBHOI MeHiTeHLiapHOT NONITUKN.
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Instead of providing deprived Ukrainian citizens with social
guarantees, the Ukrainian state guarantees the protec-
tion of “moral integrity” by prosecuting “moral offenders.”
Oleksandr Volodarskyi received a one-year prison sentence
for his artistic performance in front of the Ukrainian Parlia-
ment protesting against the National Expert Commission
on the Protection of Public Morality. Having experienced
the mechanism of “justice” on his own skin, the artist uses
his body as an instrument to criticize penitentiary policies.

€sreH CambopCbKui

be3s HaszBm

Konax. ®oTo, ponbra, 2012

Yevgen Samborskyi
Untitled

Collage. Print, foil, 2012

ByneHHa peniriiHicTb YacTo Ma€e nparma-
TUYHMI XapaKTep. B ymoBax couianbHoi
He3axuLLEeHOCTi 0COBMBO 3POCTAE «ay-
XOBHa HEOOXIAHICTb» BipUTH, O «BULL
CUAN» BOMOMOXYTb HaM 3340BONIbHUTMN
LWOAEHHI NOTpebu. IpoHiYHa f3epKanbHa
«ikoHa» €BreHa CambopCbKOro BKasye Ha
Te, WO Hawi MeTadi3nyHi yABNeHHsA He-
PiAKo € NuLle Biao6paXKeHHAM HaLIOro
NOBCAKAEHHOrO TiNleCHOro JocCBiay.

Conventional religiosity is often pragmat-
ic. In particular, social insecurity stimulates
the growth of “spiritual need” to believe in
superpowers that help satisfy our every-
day needs. Ironic mirror “icon” by Yevgen
Samborskyi points out that our metaphys-
ical visions are often nothing more than a
reflection of our daily bodily experience.
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Mwkona PigHun
(3a yuacri [aHHU KpuBeHL0BOI)

Papa

BigeoiHcTanauia, 2005

Taby, AKMMM OTOUEHO TiNO B YKPaiHCbKOMY CyCninbCTBi, po-
6NATb OCTaHHE BPa3MBWM O MaHinynauin. MopanbHa naHi-
Ka — 3pYYHUWI IHCTPYMEHT NONITUKIB ANA BiABONIKaHHA yBaru
Bif CipaBAi HaranbHWX CycnifibHUX Npobniem. Anentoum 1o
mMegiyma TenebaueHHs, Mukona PigHuit npoTtucTaBnse aga
KOMiYHO-«nopHorpadiyHi» cloxeTu: nepunii — 3 parmeH-
TOM OrONIE€HOrO XIHOYOrO Tina, ApYrnn — i3 3acigaHHAM Bep-
XOBHOI Pagu — BTineHHAM CMiXOTBOPHOI HEMPUCTONHOCTI
YKpaiHCbKOI NoniTuKu. lMpoBoaayum Mi>k HUMW aHanNorito, BiH
BOAHOYAC NPOMOHYE 3aMUCINTUCA Ha TUM, KA i3 X «He-
NPUCTONHOCTEN» € CMPABAi BaPTOIO HALLOrO 0OYPEHHS.

26

Mykola Ridnyi
(featuring Hanna Kryventsova)

Rada

Video installation, 2005

Taboos that accompany the human body in the Ukrainian
society make the latter vulnerable to manipulation. Moral
panic has been a convenient resource for politicians to
divert attention from truly urgent social problems. In his
addressing to television representations, Mykola Ridnyi
juxtaposes two comical “pornographic” scenes: a fragment
of a naked woman’s body and a session of the Parliament
(Verkhovna Rada), the embodiment of ridiculous obscenity
in Ukrainian politics. Making this analogy, the piece raises
a question about the kind of indecency that is really worth
our outrage.

27



Bosa BopoTHbOB
CuHA naHenb

Emanb M®-115 Ha cTiHi, 2012

MposABnsAUM NOBCAKAEHHE TNO, WO GOPMYE HaLlly TinecHy
UYTTEBICTb, «OYKBaNbHMIA peasniam» BoBu BopoTHbOBa ciy-
rye iHCTPYMEHTOM aHasi3y nocTpagAaHCbKoi 6iononitnkm.
EmanboBaHa CvHsA NaHemnb CynpOBOAXYE AOCBIA nepeby-
BaHHA Y BITYM3HAHMX «Ka3eHHUX» MpocTopax — nig‘isgax,
OUTCafKax, WKonax, NikapHAX, MiniLencbKnx Bigginkax.
Mpr3HaYeHHA NPOMKCNOBOI eMani, Lo NOKPUBAE CTiHW LUX
NpoCTopiB, — 3axMLaTy ix Big 3a6pyAHeHHA Tinamu. Bu-
KOHYIOUM TaKy ririeHiyHy GpyHKLit0, 3aXMCHI MOBEPXHi 3Ha-
NOMMNX KOMYHaJSIbHMX NaHesnen CMrHanisyoTb BCTaHOB/EHI
ONA HacC BNagoio MeXi, pPUKOLETOM HagdinAlum Hawwi Tina
CTaTycom «6ionoriyHoi 3arpo3m».
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Vova Vorotniov
The Blue Panel

Enamel PF-115 on the wall, 2012

Revealing the background of everyday life that shapes our
bodily sensitivity, Vova Vorotniov’s “literal realism” serves
as an instrument for post-Soviet biopolitics analysis. The
blue panel, this “road sign” of Ukrainian governmental
premises, vastly accompanies corporal experience of
staying in public lobbies, kindergartens, schools, hospitals,
and police stations. The purpose of enamel on the walls

of these premises is to protect them from contamination
by human bodies. Due to this hygienic function, the
protective surface of public panels alert us to the
boundaries established by the state, labelling our bodies
with a“biological hazard” status.




Cawa Kypmas (Homer)

®o10 2009 - 2011

Y cBoix ¢poTorpadisax Cawa Kypmas (Homer) gokymeHTye
TiNecHi NPakTUKKM Ta cnocobu TinecHoi camonpeseHTauii
CyyacHoi yKpaiHcbKoi Monogi. Mloro repoi — Bifgomi KUiBcbKi
TYCOBLUYMKW Y/ MPOCTO BUMAAKOBI 3HANOMI 3 BEUipOK — po3i-
rpyioTb nepen 06’'eKTMBOM CBOI ileanbHi poni. JocnigKy-
10U CTPYKTYPY Ta BUTOKU LiX Bi3yaNbHUX if€HTUYHOCTEN,
doTorpadii Homer'a BogHoUac AeMOHCTPYIOTb HeBONaraH-
He BTOPTrHEeHHA BMi3HaBaHOI coLiaibHOT peanbHOCTi y daH-

TasiHWI CBIT 3BabNMBMX rNo6anizoBaHNX MaCcKyNbTYPHUX
obpasi..

Sasha Kurmaz (Homer)

Photo 2009 - 2011

Sasha Kurmaz (Homer) documents bodily practices and
manners of bodily self-representation of contemporary
Ukrainian youth. His heroes, well-known party-goers or
strange bedfellows, play their ideal roles in front of the
camera. Exploring structures and sources of their visual
identities, Homer’s photos also show the inexorable intru-
sion of everyday social reality into the imaginary world of
appealing, globalized, mass-culture images.
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AHaTonin benos
Moe nopHo - moe npaso!

Manip, Tyw, 2012

«Moe€ nopHo - Mo€e npaBol» — cepis pooiIT, Wo 3anoyaTkoBa-
Ha 2009 poky, CTBOpPEHa Ha 3HaK NPOoTeCcTy NPOTK 3aKOHO-
MPOEKTY, Lo NepeAbayaB KpYMiHaNbHY BignoBifanbHiCTb
3a 36epiraHHs Ha BNaCHOMY KOMM'I0TEPi UM PO3MILLEHHSA

B 6n103i poTorpadiii oroneHoro Tina, NPUPIBHIOILYM Lie 10
PO3MOBCIOAXEHHSA NOpHOorpadii.

BigTBOpIOOUM ANCNO3NTUB MiNiLENCbKOT «a3epKanbHOI
KiMHaTW» Ana BnisHaHHA 3n104MHUIB, AHaTonin benos
3MYLLUYE HaC CNocTepiraTi 3a aBTOEPOTUYHOK MPAKTUKOIO
CBOIX repoiB, Wo ¢poTorpadytoTb cebe y f3epKani, 3 nosuuii
HagineHoro Bnagoto ByaepucTa. Takum HaB'A3aHNN Ham
NornAg, Wo BTIIIOE CaHKLiOHOBaHY Aep»KaBoto KpUMiHani-
3aLito IHTUMHOTO XXUTTA, | € 06'EKTOM KPUTUKM XYAOKHMNKA.
Po6oTa gnBMTbCA Ha Hac y BiANOBiAb, BUKPMBalouy raHe6-
HICTb 3alHATOI No3uL;ii.
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Anatoliy Byelov
My Porn Is My Right!

Paper, ink, 2012

My Porn Is My Right! is a series of works which started in
2009 as a protest against a bill that imposed criminal liabil-

ity for the possession or web-posting of one’s nude photos.

Reproducing the “mirror room” at the police station, Bye-
lov compels us to observe the autoerotic practices of his

characters from the standpoint of an empowered voyeur.
This view shows the authorized state intervention into an

individual’s intimate space and is the object of his criticism.

The artwork is looking at us in response and exposes the
indignity of the viewer’s position.
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Bonogmmup KysHeuos
lWacnnBa gonA

Manip, ApyK, ronocose NoOBifOMIEHHA Ha aBToBigNOBIAAYI,
2012

UACAUTZA DOAK
KOPEKL|IS MIHIT IONIOHI

BAlUA ﬂ.ﬂl’lﬂ 'BA.I.I.IHI F?K,ﬂl |

KOMAN@KCHa uopiunh nunmll .
Kopexuin okpemux ninid F A
cnony4euHn nikign
wHpokni BuBip I.III.E!'ID.'HII-n —

aubip Hapkoay, micyesa luua:rnriu
xyaomHin nlnxﬁj

II.ITAIIH’-}'BAHHH

P

TABPYBAHHA FGMEEHHﬁH WABMNOHAMK

CKANBMNENBHWA METOQ
EWNANIBAHHA NAZEPOM

WACNUEA nnnnunmgonhmn ONEEAPONA
rinHO3 :

ruka-dolya@@l. lll'l.

Bonopgumup Ky3sHeLoB: «[inAa cTBOPEeHHA po6OTH BUKOPUC-
TaHO CTepeoTnn YKpaiHLA, 3 MOro OfBiYHMM HapikaHHAM
Ta XaJaHHAM NOKpaLLeHHA BAACHOI A0, WO CYynpOBOAXKY-
€TbCA BipOO B HaANPUpPOAHe, 3a6060HaMm, MOUTBaMK,
noLyKamm MariyH1X peLenTiB WacTa».

3BepTalounch A0 AM3aiHY AeeBOro pekamHOro orosno-
LUIEHHA, XyAOXHUK iPOHi3y€e Hag KomepLianizoBaHNMK
e30TepuYHMMU CcTpaTeriamm iHTepnpeTadii Tina Ta 3myLuye
3aMUCIIUTACA NPO CYMHIBHY QYHKL 10 NOAIGHNX «rOTOBIX
[10 BXWTKY» TIlyMayeHb, Lo, HaB'A3youm Bipy B AONEHOC-
HiCTb TinecHUX 03HaK, N036aBnATL NIOAUHY TAraps Bigno-
BifanbHOCTI, ane BOAHOYAC | MOXNMBOCTI BUOOPY.
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Volodymyr Kuznetsov

Good Fortune

Paper, print, recorded voicemail message, 2012

+38 (050) 835 50 21

Volodymyr Kuznetsov:“l used a stereotype of a Ukrainian,
with his eternal complaints and desire to improve his own
fate, accompanied by a belief in the supernatural, supersti-
tions, prayers, seeking for the magic recipe of happiness.”
Turning to the design of a cheap advertising poster, the
artist speaks ironically of the commercialized esoteric
strategies of the interpretation of the body. He questions
the dubious role of such “ready-made” interpretations that
impose faith in body signs, depriving people of responsi-
bility and, at the same time, the possibility of choice.

MNopa3soHMBLWK 332 HOMepom +38 050 8355021,
BV NMOYYETE TaKe rofl0CcoBe MOBIJOMNEHHSA:

«lpeanu nogibHi 3ipkam: HiXTO He MoXe gicTaTnca Ao
HUX, afie, Haue MOPSIKM, MU MOXXeMO BUOMpPaTN came
Ti, LO HAC BECTUMYTb, i CMOCTepiraTh 3a HUMU, 106
LOCArHYTW HaLol AoNi».

«fl NPOCTArHYB MOTY3KM Bif WNWAA A0 WNUASA, Fip-
NAHAW Bif BiKHa [0 BiKHa, 30/10Ti NaHUIOM Bif 3ipKun
[0 3ipKWY, i A TaHLIOO.

[o Toro, AK nopi3aTtu pyKy, MOA 3HallOMa Befna Hepo3-
BaXNMBUN CNOCI6 XnTTA. i goMom 6yB 6nvxHiN 6ap,
ii Xxpamom 6yB MarasuH ogAry, ii mpieto 6yna noisgka
Ha KypopT. PanToBO, HEHaPOKOM, LUTUXeNemM Ans Me-
Tany BOHa po3pi3ana JONIOHI0 B3JOBXK — Bif 3an’AcTA
[0 cepefiHbOro nanbLs, AKAN Tenep He 3rIMHAETLCA,
MOKa3youu MNOCTINHNN «paK».

Tenep y Hel lWipam yepes ycio niHito goni. BoHa ctana
toBeNipom — i 6e3BMIa3HO CUANTL BAOMA BAEHD i
BHOUYI. He cnuTb, npavtooumn 4o ronoBHoro 6o, 4o
npucTynis, 4o BTpaTtu ceigomocTi. LLocb Tpumaceii B
NOCTINHOMY PYCi...

3ipkn nonepenatoTb, ane He HanonAraTb. KaxKyTb,
B aKTUBHOI BOJIbOBOT JIIOANHN 3MiHIOIOTbCA NiHiT Ha
JONOHSAX. 3MiHIOTbCA MiHIT, 3MIHIOETBCA AONA, 3MiHIO-
€TbCA pPO3TallyBaHHA 3ipoK Y He6i. Mu y 3mM03i pyxaTn
3ipkamum!

A MOXe, TOBi NPOCTO BapTO HanmcaTh racsio, BUATK
Ha BY/NLIIO, MOKA3aTy MOro NtoasaM, abu 3MiHUTL XKNT-
TA Ha Kpawye?

Konu X HapeLuTi T Bi3bmeLl B PyKu CBOK [ONH0?
MNigTprmyi iHWKWX, gonomaran! TBOPIiTb CBOE XKUTTA
pa3zom!

Mpunwos yac cTykaTh y ABepi cyciais Ta koner!

By calling +38 050 8355021
you will hear the following voice mail:

“|deals are like stars: no one can reach them, but like
sailors, we can choose some to guide us, and follow
to reach our destiny”.

“I have stretched ropes from steeple to
steeple, garlands from window to window, golden
chains from star to star, and | dance”.

Before cutting her hand my friend had a reckless
lifestyle. The nearest bar was her home, the cloth-
ing store was her temple, and her daydream was

to go for a holiday. Abruptly, inadvertently, with a
burin, she cut her palm along - from wrist to middle
finger, which is not flexible now and shows a perma-
nent “fuck”.

Now she has a scar over her fate line. She became a
jeweler — and sits day and night at home without go-
ing out. She doesn’t sleep, working till headache, till
pangs, till loss of consciousness. Something holds
her in a permanent motion...

Stars warn, but don’t insist. It is said that lines of fate
of an active, strong-willed humans are able to be
changed. Lines change, fate changes, the disposition
of stars changes. We can move stars!

Or perhaps you should simply write a slogan, go to
the street and show it to people to change our life
for the better?

When do you finally take your fate into your own
hands?

Support others, help them! Make your life together!
Itis time to knock at the doors of neighbours and
colleagues!
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Makc Mobepexcbknin

Kynbtypnsm

IHTepakTUBHa MegiaiHcTanAuida, 2012

Max Poberezhskyi
Culturism

Interactive media installation, 2012

EkcnnyaTytoumn nowmpeHe B Cy4acHOMY CyCrinbCTBi
YABJIEHHA NPO Te, WO JOCTYN 40 HAaCONOAMN NEXNTb Ha-
camnepep yepe3 OCKOHase TiNo i TAXKi GisnyHi 3ycunna
B CMopT3anax, iHTepakTusHa megiaiHctanAuia Makca lNo-
6epeCbKoro 3MyLIYe rnagaya JOKNacTy 3ycusb Yy ranepei,
o6 OTpUMaTH 3aA0BONEHHS Bifl TBOPY MUCTELITBA.
PyuTmiuHO nmigHiMaloun rmpio, «akTUBHWUIA rnagay» 3anyckae
Ha eKpaHi Bigeopas KanengockoniyHnx obpasis peTnium-
30BaHoOI TiNeCHOCTI. YTim, came 12-KinorpamoBuin Tarap
BOJHOYAC NifIBaXKy€ «BCEMOTYTHICTb 06pasy», BTOMOIO Yy
M’Ai3ax Haragyloum Ham Npo GisnyHy peanbHiCTb BIaCHOMoO
BPa3NMBOro Tina.
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Exploiting a wide-spread idea that access to pleasure is
available through an ideal body and hard work in a gym,
this media installation by Max Poberezhskyi forces the
viewer to make a physical effort in the gallery in order to
enjoy a work of art. Through rhythmic weight lifting, an
“active spectator” initiates the motion picture, and kalei-
doscopic images of fetishized corporeity unfold on the
screen. The 12 kg weight uplifts the “omnipotence of the
image” and the muscle fatigue reminds us about the physi-
cal reality of our own vulnerable bodies.
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AHaTonin benos

Hesaki manioHKn Ao
Maln6yTHLOro apToyKy,
NPOAOBKEHHSA
«HannopHorpadiuHoi KHNrn
y CBiTi»

Manip, Tyw, 2011-2012

Anatoliy Byelov

Some Pictures of the Upcoming
Artbook That Is a Sequel to

The Most Pornographic Book in
the World

Paper, ink, 2011-2012
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AHaTtonin benos 3ano3nuye matepian gnAa ceBoei «<Ham-
nopHorpadiyHiLLOT KHWIW Y CBITi» i3 3aNnTiB y MepexeBunx
nowykoBukax. 3 Bigbutkis oundpoBaHoro 6akaHHs,
AHOHIMHO afjpecoBaHOro BCEMOMYTHbOMY MOLLYKOBOMY
MexaHi3my, BiH BUOY1OBYE CKOHAEHCOBAHUI HAPATUB Ha
MeXi HayKoBOI paHTacTUKK, nopHorpadii Ta NocibHuKa 3
OXOPOHU 340POB'A, BUABAAIOUM XUMEPHY KOHIrypaLito
KOJIeKTMBHOI TifIeCHOT YABWN.

Anatoly Byelov borrows the material for his The Most
Pornographic Book in the World from Internet search en-
gines. From traces of digitized desire anonymously sent to
powerful search engines, he builds a condensed narrative
on the edge of science fiction, healthcare manual, and
pornography, exposing the phantasmal construction of the
collectively imagined sexual body.
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Onekcin CanmaHoB Ta [1J06puHA IBaHOB
bes Ha3Bun

®oto, 2012

Onekcin CanmaHos Ta JobprHA IBaHOB NpaLoloTh 3 Me-
Tadopoio «apyroi WKipu», Bifobpaxakoun nputamaHHe
CYYacCHiln NIOAVHI HEBPOTMYHE NparHeHHA CXOBaTMCA 3a
LUIMPMOIO peyelt Ta iXHbOT CUMBOJTIYHOI JOAAHOT BapTOCTi.
XyBOXHUKM peanisyloTb daHTa3mMaTUYHNIA CLeHapin 34ii-
CHEHHA H6aXXaHHA: NOIMUHYTE «CMMBOJIUHO 060IOHKO0»
TiNo TpaHCcOPMYETLCA y 3arafkoBUiA Ta ayTUYHUI «ec-
TETUYHUIA 06'€KT», 3aTHUIN IHTPUTYBaTH, ane BOgHOYaC —
yTpUMyBaTy Ha 6e3neyHiit AnA Hboro BiAcCTaHi.
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Oleksiy Salmanov and Dobrynya Ivanov

Untitled

Photo, 2012

Oleksiy Salmanov and Dobrynya Ivanov elaborate the met-
aphor of the “second skin” by reflecting on current neurotic
desire to hide behind the screen of manufactured goods
and its symbolic surplus value. The artists implement a
fantastic scenario that the body, absorbed by its symbolic
cover, is transformed into an autistic “aesthetic object” in-
triguing you, yet keeping you far away at a safe distance.

OkcaHa bpioxoBeLbKa

Moronaloui aBepi

3HangeHui 06'eKkT, A3epkano, 2012

[Bepi, 3HaNnaeHi Xy[oXKHMLIEI0 B OQHOMY 3 KMIBCbKUX
nia’i3aiB, — CUMBON HOCTasbrii 38 BTpauyeHMM. AHTypax Ha-
LLIOrO NOBCAKAEHHA HEBMMHHO N HEMUHYYE 3MIHIOETbCA.
lNepmaHeHTHa MofepHi3aLia NPOMOHYE TiNy Wopa3sy HOBI
YMOBM NPOXKMBaHHA, N036aBAAUM 3BUYHUX Ta YNoOneHnx
MaTepianbHux aTpubyTis. IHcTanAuia OkcaHn BproxoBeLb-
KOI BiITBOPIOE NOTiKy CHOBUAIHHA: CTapi ABEPi 3 UMIXOCb
crnoragis o6iLATb MOXNMBICTb BXOAY Y BTPauYeHWI CBIT
3HaNOMMX peyer, HATOMICTb NiIAMIHIOYM NOro NPOBANNAM.

The door that was found by the artist in a Kyiv house
lobby is a symbol of nostalgia for the lost. The entourage
of our everyday life is a subject to inevitable change and
permanent modernization. It offers the body new living
conditions and eliminates the usual and beloved material
attributes. Oksana Briukhovetska takes us into the space of
dreams. The old door of someone’s memories promises an
opportunity to enter the familiar world, substituting it with
abyss of endless reflections.

Oksana Briukhovetska

The Sinking Door

Found object, mirror, 2012




Jlio6oB ManikoBa
Monynauin

TekcTunb, NPUHTY 306paXeHb MiKpoopraHiamis, 2012

3arpo3nunee BTOPrHEHHA «YY>KOPifHUX OPraHi3amis», WO
3yMOBJIOE HenepeabadyBaHi 6ionoriuHi MyTauii Ta po3nag
couianbHOI CTPYKTYpPK, — HaB'A3MBUIA MOTVB roNnNiBya-
cbKoi Midonorii. MpeacTaBneHi NoQiGHNMYN CIOXeTamu
cyyacHi $obii BTpaTi KOHTPOJIO HaA BRacHolo disionorieto
BUABNAIOTHCA Ha AVIBO CNiB3BYYHUMW KOHCEPBATMBHUM
60A3HAM HEKOHTPObOBAHUX «MyTaL|ili» coLianbHOro Tina,
CTpaxam BTPATU «NPUPOAHOT HOPMU» UM «ETHIYHOT YNCTO-
TU» TiNeCHUX o3Hak. O36poiBWNCb MOpdONorielo NceBao-
HaykoBoTi cxemu, «[onynsauis» ribpuais Jllo6osi Manikosoi
NpPOTUCTaBAsE LM GobisM «eBONIOUINHMI daKT»: MyTaLis i
€ OCHOBHUM «3aKOHOM Mprpoan».
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Lyubov Malikova
Population

Textile, bacteria image prints, 2012

A threatening intrusion of alien bacteria, which causes un-
predictable biological mutations and the collapse of social
structure, is an obsessive motif of the Hollywood mytholo-
gy. The phobia of losing control over one’s own physiology,
represented by this kind of stories, is remarkably parallel
with the conservative fear of uncontrolled “mutations” of
the social body, the fear of losing the “natural norm” or
“ethnic purity”. Using morphology of pseudo-scientific
schemes, Malikova'’s Population opposes the phobia to the
evolutionary fact that mutation is the basic “law of nature”




€BreHia benopyceupb

Cawa 1a AHA
(13 cepii «CBOA KiMHaTa»)

®oTo, 2011
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Yevgeniya Belorusets

Sasha and Anya
(A Room of My Own Series)

Photo, 2011

MpencTaBneHi $oTo € YAaCTUHOIO BENMKOIO NPOEKTY EBreHii

Benopyceub, npuceaYeHOro AOKymeHTaLii NOBCAKAEHHOro
XnTTa cyyacHux JITBT Ta KBip-cimei B YKpaiHi, Lo yepes
CBOIO CeKCYyasibHY OpPi€HTALil0 Y/ reHAepHyY ieHTUYHICTb
CTUKAIOTbCA 3i LWOAEHHMM YTUCKaMU Ta peanbHUMU 3arpo-
3amu. Yepes pparmeHTapHi kagpw nobyTy, 6yaeHHMX pajo-
LB Ta NepexuBaHb €BreHia benopyceub i repoi Ta repoiHi
il NpOeKTy po3noBiAaloTb ICTOPIT CBOro XWTTA, AO3BONAIOYM
Ha MUTb 3a3UPHYTU 3a LWiNbHY 3aBiCy, O NOBCAKYAC BiaAi-
NSE TXHE 0COBUCTE XKUTTA Bif Ny6niuHOro.

These photos are parts of a bigger project, which aims to
show everyday lives of Ukrainian LGBT and queer fami-
lies. They are people who have to overcome harassment
and threats of violence on a daily basis because of their
sexual orientation or gender identity. Through fragmented
sketches of domestic life with all its joys and pains, Yev-
geniya Belorusets and the heroes and heroines of her
project tell us their personal stories. This gives us a brief
glimpse of what lies behind the thick curtain which usually
separates their private lives from their public identities.
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Bonogumup Can Volodymyr Sai

LLkipaHa ckynbntypa Skin Sculpture

Kapkac, Kypsaya wwkipa, 2012 Framework, chiken skin, 2012

CrapicTb — Lie ManbyTHE, L0 YeKa€e Ha KOXKHOTO 3 Hac, Old age is our future and it threatens with diseases, physi-
3arpoxytoum xsopobamu, GisnYHNM 3aHenagom Ta co- cal decline and social segregation. An increasingly influen-
uianbHoto cerperauieto. [lenani BNAMBOBILINIA KYNbT Kpacu tial cult of beauty and youth gives the aging body the sta-
Ta MONOAOCTI HAAINAE CTapitoye TiNo cTaTycom 6PMAKOro tus of abominable and almost obscene, ousting it from the
Ta Mare HeNPUCTONHOrO, BUTICHAIOUMN MO0 3 NonA pe- field of representation. Creating his sculptures of chicken
npeseHTauii. CTBOPIOKOYU CBOI CKYNbMTYPY «CTapUX» 3 skin, a material that is repulsive to many of us and is associ-
KypAYoi WKipy, — MaTepiany, Wwo ana 6aratbox 3[a€TbcA ated with waste, Volodymyr Sai makes us face a disturbing

BiApa3nnBMM, acoLiloeTbeA 3 Biaxoaamu, Bonogummup Cain conflict between the calming rhetoric of “respect for one’s
3iLUTOBXYE HAC i3 TPUBOXHOIO CYNepeYHicTIO MiX 3acnoKii-  elders” and the affective rejection of the “displeasing” old
JIBOIO PUTOPUKOIO «MOBarv Ao CTapLInx» Ta apeKTUBHUM body.

BiATOPrHEHHAM HEMPUEMHOrO» CTaporo Tina.
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AKLiA NpOTECTy NPOTY 3aKPUTTA BUCTaBKM «YKpaiHCbKe Tino» Ta LieHTpy BisyanbHOI KynbTypu
6ina Kneso-MorunaHcbKoi akagemii, 27 ntotoro 2012 poky

Protests against the closure of Ukrainian Body exhibition and Visual Culture Research Center
near Kyiv-Mohyla Academy, February 27,2012

AKuiT conigapHOCTi Ha NiATPUMKY
BUCTaBKU «YKpalHCbKe Tifio» Ta LleHTpy BidyanbHOI KynbTypu

Solidarity Actions in Support of
Ukrainian Body Exhibition and Visual Culture Research Center
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lpen 3HiMKy nonarana y nigTpyMLi BUCTaBKM «YKpa-
THCbKe Tino» 11 3aKkNuKy ii BigKpuTn. 306pakeHHnA
NPsIMO BifACUNA€E Ao, AK Ha MeHe, KIoYoBoi poboTn
ekcno3uuii — «CuHboi NnaHeni» BoBn BopoTHboBa.
[lBokonbopoBa naHenb y nig'iagi, Wo € «gnsanHep-
CbKVIM XOAOM» YKPAIHCbKUX KOMYHAbHIX CIy»0,
TYT HeBMNagKoBa. fK i B poboTi BopoTHbOBa, BOHa Bi-
Lob6paXkae CTaBNeHHA BNagun Ao CBOIX 06'eKTIB AK A0
6pyay. Conigapusyoumncs i3 XygoXKHUKOM Ta 3 KOH-
Llenui€eto KypaTtopiB y Linomy, A BUpiwmna 3pobuntu
0COOUCTWI XKeCT NiATPUMKM, BUKOPUCTABLLMN BlacHe
TiNO AK IHCTPYMeHT. TakuM YMHOM, A Lie pa3 [OBOOXKY
ieto KypaTtopis «YKpaiHCbKOro Tina» npo Te, Wwo fio-
[VIHA «Ha BRACHIN LWKipi» nepexxrBa€ NOBCAKAEHHS, 3
MNOro NOMITUYHICTIO 1 MaTepianbHICTIO.

OkcaHa Kapnosuuy

Jllomuti 2012

The idea was to support the exhibition in VCRC and
demand the opening of Ukrainian Body.The photo
directly refers to Vova Vorotniov’s Blue Panel, which
was presented at the exhibition. The two-color
panel at the staircase, a “designer touch” of Ukrainian
communal workers, doesn’t appear in the photo by
accident. As in Vorotniov’s work, this reflects the gov-
ernment’s attitude toward its subjects as something
little more than dirt. To support the artist’s work that,
in my opinion, is crucial for the exhibition and for the
concept of curatorship in general | decided to give
my own support by using my body as a tool. Conse-
quently, | once again proved the curators’idea that
one experiences the political, material dimension of
everyday life with one’s own body.

Oksana Karpovych

February 2012
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MepdopmaHc i3 cepii «3D», Wo gocnigxye npocTip,
Yyac i TiNo y AOHeLbKOMY KOHTEKCTi, TPUCBAYEHNN
NPOoTEeCTy NPOTU 3aKPUTTA BUCTABKM «YKpaiHCbKe
Tino» y LleHTpi BisyanbHOI KynbTypu.

Tino € octaHHiIM iIHCTPYyMeHTOM noniTukn. OroneHe
TifIO — Lie cnpoba no6aunTy BCe siK €, YHaABUTA
NOTOYHUI NpocTip i yac. Tpn3y6 — ue cumson 60o-
poTb6u. [0NIOBHMI BOPOT — Hall CTpax. A KPOB — Lie
KpOB.

Micue: [JoHeLbKMIn 06M1aCHNI XYLOXKHI My3el
Hata: ntotnin 2012
Meomp ApMAHOBCKI
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The performance belongs to the series 3D, being an
exploration of space, time and body in the context
of Donetsk city. It is dedicated to the protests against
Ukrainian Body exhibition closure at the Visual Cul-
ture Research Center.

The body is the ultimate tool of politics. A nude body
represents an attempt to see everything as it is, to
discover the surrounding space and time. The trident
is the symbol of struggle. The principal enemy is our
fear. And blood is blood.

Place: Donetsk Regional Museum of Art
Date: February 2012
Piotr Armianovski

OKYNYW YKPATHCbKE TI10 - MOJONAI LIEEH3YPY!

24 6epe3Hna 2012 poky B Pumi po3noyanacs rnobanbHa
aKuia «OKYMYW YKPATHCBKE TIJT0 - MOAONAN LIEH3Y-
PY!». Aktusictu ESC (Itanisa), Occupy Geneva (LLIsenuapis)
Ta Krytyka Polityczna (Monblya) npoBenu akuito npotecty
NPOTU LieH3ypu Nnepea yKPaiHCbKUM NOCONbCTBOM B ITanii
Ha nigTpUMKy LleHTpy Bi3yanbHOI KynbTypw Ta Noro Bu-
CTaBKM «YKpaiHCbKe Tino». [lpoTecTyBanbHMKK 3aKNMKanu
[0 BiJHOBNIEHHS MUCTELbKIX | MONITUYHUX cBOGOA Y
Kneo-MorunaHcbkin akagemii Ta BUMaranu npogoBXuTu
piAnbHicTb LleHTpy B noBHOMY 06CA3i B NOro TOAiLIHbOMY
pob6oyomy npocTopi y CtapoakagemMiuHOMy Kopryci Ta Bifi-
KPUTW BUCTaBKY «YKpaiHCbKe Tino».

MixHapoaHa akuia «OKYNYW YKPATHCBKE TINO — NOJ0-
JAV LIEH3YPY!» pyxy Occupy nponina Takox B Mapuxi
Ta JIOHAOHI Ha 3HaK CONIAAPHOCTI i3 CyYaCHUM KPUTUYHUM
MUCTELTBOM Ta LIeHTPOM Bi3yanbHOi KynbTypu AK iHCTUTY-
Li€lo, L0 MOro NpeacTaBnse.

OCCUPY UKRAINIAN BODY - FIGHT CENSORSHIP!

On March 24, 2012, the global action OCCUPY UKRAINIAN
BODY - FIGHT CENSORSHIP! started in Rome. The activists
from ESC (Italy), Occupy Geneva (Switzerland) and Political
Critique (Poland) protested against censorship in front of
the Ukrainian embassy in Italy in Rome to support Visual
Culture Research Center and its exhibition Ukrainian Body.
The activists called for the restoration of artistic and po-
litical freedom in Kyiv-Mohyla Academy, demanded to
resume the Center’s activity in full scope in its premises in
the Old Academic Building of the university, and to reopen
Ukrainian Body exhibition.

The international action OCCUPY UKRAINIAN BODY - FIGHT
CENSORSHIP! of the Occupy movement took place in Paris
and London expressing solidarity with contemporary criti-
cal art and Visual Culture Research Center as the institution
representing it.
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Mnakart «TYT KBIT(HE) LIEH3YPA» kypa-
TOPCbKOro 06’efgHaHHA «Xyapaga», CTBO-
peHun ana akuii NpoTecTy NPoTN 3aKpuUT-
TA BUCTaBKM «YKpaiHCbKe Tifo» Ta LleHTpy
Bi3yanbHOI KynbTypu, niotnin 2012

Poster KVIT IS (NOT) A CENSOR HERE
(CENSORSHIP IS BLOSSOMING HERE)
created by the curatorial group Hudrada
(Artistic Council) for the protests against
the exhibition Ukrainian Body and Visual
Culture Research Center closure,
February 2012

KOMEHTAPI

€kamepiHa [Joorome:

fl He fye LWOKOBaHa L€l BUCTaBKOIO | He Bauy nig-
CTaB AN1a penpecrBHUX 3axodiB. He Moxy ckasaTtu, Lo
BOHa HaCTiNbKM HENPUCTONHA, WO A BiguyBaio cebe 06-
paxeHoto. CyyacHe MUCTELTBO BKJOYa€E B cebe neBHY
YacTKy NpOBOKaLii, AKa TYT, BApTO CKa3aTu, JOCUTb He-
3HayHa. LLlo meHi TyT WikaBo, — Te, WO 3arasiom Tema Tina
B YKpaiHCbKOMY MUCTEUTBI NPUCYTHA MOCTINHO 3 YaciB
6apoKo, i YKpaiHa B feAKOMY CEHCi HaBiTb MMWLIAETbCA
TUM, WO T XyLOXHUKN JyXe UyTTEBI, WO cepen HUx 6a-
raTo »KMBOMWCLiB, AKi fobpe BigYyBalTb KONip, NUWYTb
OroJieHy HaTypy, epoTuyHi cueHn. Cami XYAOXKHUKMN Ha
LibOMy Ay>Ke HanonAranu i HANONAralTb, i CNOXMBayaMm,
a TaKoX MOKYMUAM Lie 3a3BUYalt nogobaeTbca. [cHye aym-
Ka, WO Lie KOMOoHianbHa Touka 30py, Has'A3aHa Pocieto,
OCKINbKW YyTTEBICTb 3Ae6iNblIOro cnpaBai NPUNUCYOTb
KOJOHI30BaHUM. Ane HaBiTb AKLLO Lie TaK, TO B YKpaiHi B
KOHCEPBATUBHUX KYNbTYPHMNX KOMax iCHYE KOHCEHCYC 3
npuBogy TOro, WO YyTTEBICTb €, Tak 6 MOBUTU, 06NNY-
YAM TPaAMLINHOrO YKPaiHCbKOro MUCTELTBA, i WO B L€l
YYTTEBOCTI € nepeBaru, NOPIBHAHO 3 iHTEeNeKTyanbHUM
Havyanom («3axigHUM» UM «<MOCKOBCbKUM», Lie BXe AK MOo-
AVBUTUCA, — NP TOMY, LLIO iHTeneKTyaniam 3axogy 4m Tum
6inbwe MOCKBU €, 3BiCHO, LIinkoBUTUM Midom). Konekui-
OHepWu, 30a€ETbCA, HACONOLXKYIOTbCA Ta 3a0XOUYIOTb YyT-
TEBICTb, i 3a3BMYal y ranepenx Ta Ha XyAoXHiX ApmMapKax
y KneBi MoXXHa nob6aunTii NOBHO M'AKOro NMOpPHO-TpeLLy,
3aMacKOBaHOrO, fiIK NPaBWO, Nig NCEBAOKIACUYHUN XKN-
Bonumc. Buctaska «YKpaiHCbKe Tino», 4O peui, Lboro Koso-
HianbHOro acneKkTy He BMABNAE. HaTomicTb BOHa 3aimae
CTOCOBHO TEMM TINECHOCTi 1 epoTn3mMy siK odiLio3HOro

COMMENTS

Ekaterina Degot:

| cannot say that | am shocked by this exhibition and
| certainly do not see anything obscene here. Contem-
porary art often implies some degree of provocation,
which in this case is very mild. What's more interest-
ing is the fact that the body, eroticism, and sensuality
are often promoted as a trademark of Ukrainian art. It
is often proudly said, partly by traditional artists them-
selves, that sensuality and hedonism have been strong
in Ukrainian art since the Baroque era. There is a pre-
dominance of painting where artists have a good feeling
of color, are brilliant with nudes, love life, and are full of
vitality. Some would see this as a colonial view, imposed
by Russia, since sensuality is usually attributed to the
colonized. However, it is obvious that there is some sort
of a social consensus in conservative cultural circles in
Ukraine on sensuality as the image of national art. Such
sensuality is seen as an advantage in comparison to in-
tellectuality, either the one “of the West” or the one “of
Moscow.” Both intellectualisms are obviously myths. Col-
lectors seem to enjoy and encourage sensuality, and one
usually sees lots of soft-porn trash in galleries and at art
fairs in Kyiv usually disguised as pseudoclassical paint-
ings. In this context, it is interesting why Ukrainian Body,
which was less explicit, was considered indecent. This is
probably exactly because it did not show this colonial
aspect. It takes an analytic, critical position towards the
body and eroticism themes as an official discourse. Addi-
tionally, the exhibition discloses its commercialism and
hypocrisy among other things. It is this criticism that is
regarded as obscene. However, we are in the walls of a
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OVCKYPCY aHaniTUUHY, KpUTUYHY NO3ULilo, BUKPUBAIOUM,
30KpeMa, Noro MepKaHTU/IbHICTb Ta NnLEeMipcTBo. Libo-
ro BUABMIOCA JOCTaTHbO, W06 BUCTaBKY CNPUAHANK AK
HenpwucToliHy. OgHak My nepebyBaEmo y CTiHax yHiBep-
cuTeTy — 3aknafgy, fie TakuM aHasi3oM i JOCiAXKeHHAM
NaHiBHUX ifEeonoriv AKpa3s i NMOBMHHI 3aMaTnCA. Tox
BUCTaBKa PO3MILLYETbCA came TaMm, Ae MOBWMHHa 6yTu,
roBOpuTb MPO Te, MPO WO MOBMHHA FOBOPUTK, — MPO
npo6nemm CamoyCBILOMIEHHs YKPaTHCbKOT KynbTypu. Ti
3aKpUTTA CBifYNTb MPO HEPO3YMiHHA PEKTOPOM NpaBul,
3a AKUMM iCHYE BCA cUCTEMa KYNbTYpW.

€kamepiHa [Jborome — apm-Kpumuk, Kypamopkd, 8uknadaqka Moc-
KOBCbKOI WKou homoepadii i mynemumedia im. O. Poouerka, Mockea

Jlesio Enniom:

Lle cnpaBgi WikaBa BMCTaBKa, i Lie, O4E€BMAHO, BUCTaB-
Ka MOJIo[0ro NoKosiHHA. 1 gymato, Lie TUNoBo AnA TBOP-
yocTi 6araTbOX MOMOANX XyAOXKHUKIB He TinbKu B YKpa-
Hi, ane 1 CKpi3b: HaA3BUYANHO ANCKYPCUBHUIA nigxia,
AKWUNA NPOMOHYE HEenerkum, >OPCTKUN NOornag Ha Kysb-
TYpy, CBIT i CyCninbCTBO CbOrogHi. | ue Te, WO, Ha MO0
OYMKY, € cnpaBgi Ayxe HeobxXigHUM. T NOYMHAEW Po3-
MipPKOBYBAaTM NPO CBIT i NOro HaCeNeHHsA, AKe HECTPUMHO
3pocTag, npoTte 85% LbOro HaCceNeHHsA KUBE 3a MeXelo
6igHOCTI. AAK M MOXXEMO BBaXaTu, LLO NPOEKT MOAEPHI3-
My € YCRilWHNM, AKLWO TaKnin CyTTEBUI BifCOTOK Ntogen
CbOrofHi GaKTUYHO He MOXe eNneMeHTapHO 3abe3neyu-
T cobi rigHe XnTTA? 3BEPTAOUMCH A0 COLiaNbHUX TEM,
LA BUCTaBKa 3MyLIYE MEHEe 3aMUCNIOBATUCA Ha TakKumu
peyamu. |, Ha Mi nornAg, BaXKNMBO PO3YMITK, LLO BCi MK
nepebyBaemMo Hacnpasgi B NpuvBifenoBaHiin nosuuii, i wo
Halli NpuBiNei He NOBMHHI HaBilOBaTN HaM BigYyTTA Ca-
MOB[OBOIEHHA YN AKUXOCb 0COBNNBUX MOBHOBAMEHb.

[lesio Enniom — kypamop 17-i CioHeticbkoi 6ieHane (2010), [epwoi

Kuiscbkol mixxHapooHoi bieHane cyyacHozo mucmeuymea Arsenale
2012, bepnin
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university, whose mission is to perform analysis and criti-
cal research of hegemonic ideologies. The exhibition is
placed exactly where it has to be, and it speaks about
what it needs to. Its closing is the evidence of president’s
misunderstanding of the rules that operate in the whole
system of culture.

Ekaterina Degot — art critic, curator, professor at the Rodchenko Mos-
cow School of Photography and Multimedia, Moscow

David Elliott :

It is a really interesting show that is obviously cover-
ing the young generation. | think it is typical of the work
of many artists, so-called emerging artists, not just in
Ukraine but also elsewhere. It is extremely discursive and
takes a hard, tough view on culture, the world, and soci-
ety today. And this is something that | think is necessary,
very necessary. You begin to think about the world and
its population that is increasing dramatically, yet some-
how 85% of that population is living below the acknowl-
edged poverty line! How can we think that modernity is
a success if a substantial majority is unable to support
itself? | have seen this kind of focus in the social issues
in this show. | think it is important to understand that
we all are extremely privileged and that this privilege
should not lead us to a completely unwarranted sense of
entitlement or complacency.

David Elliott - curator of the 17th Sidney Biennale, the First Kyiv
International Biennale of Contemporary Art Arsenale 2012, Berlin

CatimoH Lletix:

A1 6auy Lt BUCTaBKY AK CBOEpPifHE NMPOAOBXKEHHA TPa-
Avuin peanismy, couianbHoro peanismy. BoHa nokasye
HaM peanicTU4Hy, ane Aayxe Noxmypy KapTuHY MOBCAK-
JeHHA. K Ana BUCTaBKW, NPUCBAYEHOI TiNly, — 30Kpema,
MU TyT 6aUMO TakoX i orosieHe TiNo, — BOHa Hecnogisa-
HO HeepoTMYHa. TyT Malxe He AeTbCA NPO Haconoaw.
Mwu 6aummo 6Ginblie BifpasnMBOI TiNECHOCTI i PobiIT, AKi
BUIMALAIOTb HaBiTb Aelwo OYHTIBHUMYN B NpeacTaBNeHHi
HaroTu. LA B1cTaBKa, AK Ha MeHe, oCUTb fenpecusHa. |
e, 3BiCHO, YyjOBa BUCTaBKa AJj1A Takoro Micus. lgesa xy-
LOXHbOTO AOCHNIgKEHHSA AKPa3 i nepeabdavae Te, WO Mu
MOX>EMO BMKOPWUCTOBYBATK BMCTaBKy AK Micue ana Ao-
CNiIPKEHHA TaKUX MOHATb, AK TiNo Ta 6arato iHwwux. Lle
MUCTELTBO, fAKe AO3BONAE cobi JocniaxyBaTh peui, AKi
€ Jewo ANCKOMPOPTHUMY, | NPeACTaBNATA IX B eCTETUY-
HWIA Ta ANCKYPCUBHMIA CNoCi6. fl po3rnagato Lo BUCTaBKY
AK BHECOK y 6e3nepepBHY ANCKYCilo, WO PO3ropTaEThCA
[IOBKONa TiNa Ta Mex Halloro CNpUNHATTA.

CatimoH Ulelix — kypamop, Kpumuk, asmop sudaHHs e-flux, bepniv

Simon Sheikh:

| see this exhibition in a kind of realist tradition, as a
kind of social realism. It paints a realistic, but very bleak
picture of everyday life. For a show concerned with the
body, we see here the naked body and nudity, it is sur-
prisingly un-erotic. There seems to be very little concern
with the uses of pleasure. We see more, let’s say, abject
bodies and things that even look slightly revolting in its
exposure of nudity. In my opinion, it’s a very depressing
exhibition. That, of course, is good for a place like this.
The thing we are aiming at when thinking about art and
research, and the idea of artistic research is exactly that
we can use the exhibition as a place where we can re-
search such ideas like the body and lots of other issues.
It allows itself the space to research these things that are
slightly uncomfortable and present them in an aesthetic
and discursive way. | see this as a contribution to a sort of
ongoing discussion acting around the body and around
the limits of perception that we have.

Simon Sheikh - curator, critic, author for e-flux journal, Berlin

67



Bacune YepenaHuH

YKPATHCbKE TI/10: B3AEMOAII MUCTELITBA,
3HAHHA | MONITUKK

CborofHi vacto uuUTylOTb Bifomy ¢pa3sy Cnasos
KurkeKka, CkazaHy HUM B TOMY uYmcili «OKynaHTam Bonn-
CTPIT», WO 3apa3 Ham neriue yABUTU KiHeLb CBITY, HiX Ki-
Helb Kanitaniamy. MeHi ocobucto Ak KepiBHUKY LieHTpy
Bi3ya/ibHOI KyfnbTypu Bif MOYaTKy MOro 3acHyBaHHA B
Kneeo-MorunaHcbkin akagemii y 2008 poui Ta BuKknagauy
Kadenpu KynbTyposorii Lboro yHiBepcuteTy nerwie 6yno
YABUTM KiHeLb KaniTaniamy, Hix nikeigauito LIBK Ak gocnig-
HULbKOTO LeHTpY B MornaaHui — B cuny 6inbluoi paHTas-
MaTUYHOCTI MepPLLOro CLeHapito i HeCTepPrHOI peanbHOCTI
apyroro. Te, WO Le BCe » CTanocs, i rofoBHe — 3 AKMX Npu-
UMH Ue cTanocd, BifuyTHO pekoHIrypyBano KynbTypHy
cuTyauito B YKpaiHi. [onpu Te, Wo Ham BAAnoca onepa-
TMBHO Nepe3anycTuT poboTy i Hapani NpaLioBaTh yXe B
HoBoMY MpuMmilleHHi LIBK B KiHoTeaTpi «oBTeHb», LieHTp
Bi3yasibHOI KyNbTypy AK iHCTUTYLA 3MYLLUEHWI Tenep MUC-
NNTW | BIATK B CBOTO poAy NOCTanoKaninTUYHMUX yMOBaXx
«LUBK nicna LIBK» — AK i came cyyacHe M1CTELTBO, AKe yxe
TPUBANMM Yac iCHYE i TBOPUTLCA MiCNA BNACHOI «CMepPTi».
3BiCHO, KiHELb — Lie 3aBXAW N HOBUI NMOYaToK, TOYHille,
MoyYyaToK HOBOTO — i Lie OAHe 3 rofIOBHMX 3aBAaHb Cyyac-
HOI CMPaBXHbOI AEMOKPATAYHOI NPAMOI NOMITUKN: 3Ha-
MTN HOBWIA MOYATOK, HEBTOMHO MOYMHATK 3HOBY 11 3HOBY,
MOKM crpaBa He byze AoBeAeHa A0 KiHUA.

IcHyBaHHA LIBK B pamkax Kneso-MormnsaHcbKoi aka-
Aemil 3aBXAn BMAABaNoCA MOHCTPYO3HUM ANA YHiBep-
CUTETCbKOTO TOM-MeHemXMeHTY. MprHUMN NOoEAHaHHA
MUCTeLTBa, 3HaHHA i NONITUKK, AKUM KepyeTbcA LleHTp y
CBOIi po6OTi, OYB i 3aNNLIAETLCA HE3PO3YMINIM Maxato-
yyM riGpPUAOM B ONTULi BAAAHMX areHTiB akageMiyHoro
nons, wo, 6e3ymoBHO, CBifUMTb NPO NeBHyY ifeonoriyHy
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Vasyl Cherepanyn

UKRAINIAN BODY: INTERACTION OF ART,
KNOWLEDGE AND POLITICS

A well-known phrase “it is easier to imagine the end
of the world rather than an end to capitalism” said by
Slavoj Zizek to the Wall Street occupants is widely quot-
ed today. For me, as for the head of the Visual Culture
Research Center from its very inception at Kyiv-Mohyla
Academy in 2008, and as a teacher at the Cultural Stud-
ies Department of this university, it was easier to imagine
the end of capitalism than the liquidation of the VCRC as
the research center at the Academy due to the phantas-
mal nature of the first scenario and unbearable reality of
the second one. The fact that this did happen and the
circumstances under which it happened appreciably
reconfigured Ukrainian cultural situation. Although we
managed to resume our activities promptly and kept
working in a new VCRC premises at Zhovten cinema, the
Visual Culture Research Center as an institution now has
to think and act in a kind of post-apocalyptic conditions
“the VCRC after the VCRC” - as does contemporary art
that exists and is created after its own “death”. The end,
certainly, is always a new beginning, or, to be more pre-
cise, the beginning of the new - and this is one of the
main tasks of today’s true democratic and direct politics:
to find a new start, to begin tirelessly again and again,
until the goal is reached.

The existence of the VCRC as a part of of Kyiv-Mohyla
Academy always seemed rather monstrous to the Uni-
versity’s top management. Combination of art, knowl-
edge and politics - VCRC'’s guidelines - has been and still
is an incomprehensible and frightening hybrid in the
eyes of power agents in the academic field, which un-
doubtedly is the evidence of a certain ideological lenses

NiH3Y, Kpi3b AKY Lie BUAHO came Tak. MOHCTp — e aHa-
Mopd03 NpaBoi ONTUKK: AK Pi3HOBUA penpe3eHTaLii BiH
BUCTYMAE CMMMTOMOM L€l MOMITUYHOI No3uuii, 3 AKOI
OVBRATLCA | CNPUIAMAIOTb «MOHCTPYO3HEe», «360ueHey,
«nepsepcuBHe». Maiikn Fapar i AHTOHIo Herpi y po6orTi
«MHOXWMHa: BillHa Ta AeMOKpaTia B enoxy Imnepii» Bu-
3HayYalTb MOHCTPA AK PYMHIBHMKA BNafHOrO NOpAAKY i
BUTBOPEHHSA HOBOT CycninbHOI popmalLlii, To6TO aeTbea
NPO BUHAXO[KEHHSA | CTAHOBNEHHA HOBOTO KOJIEKTUBHO-
ro NosTMYHOrO CNOCOOBY KUTTA.

LleHTp Bi3yanbHOT KynbTypy AK KONEKTUBHNI Cy6'eKT
Ta «YKpalHCbKe TiNno» AK BUCTaBKOBUW MPOEKT Crpuyu-
HUW NPOABU aHTaroHiamMy, Ha AKomy 6a3yeTbcA CbOrop-
HiLLHIN BNagHWI status quo, — BpeLuUTi, BOHM 11 6ynu cnps-
MOBaHi Ha Takunin pe3ynbTart. «YKpaiHCbKe Tino» cnpawjto-
Bano fAK Herate y ¢oTorpadiyHomy ceHci cnoBa — yci
Moro couianbHO-XyAoXHi BIAGUTKM NPOAEMOHCTPYBaNIM
iCTUHY TenepilHbOro KyNbTYPHOTO KOHTEKCTY, BUCTY-
NUBLLIN CBOEPIAHNM HOTOPEaKTVBOM ANA MPOABMEHHA
IOr0 OCHOBHUX MUCTELbKMX, MONITUYHMX, aKageMiyHNX
OMOpPHUX MYHKTIB. MPoABUTM HenposaBneHe, 3pobuUTH
HeBMAMME BUAUMUM — i3 UMM 3aBAAHHAM Bi3yanbHOI
KynbTypW fIK KPUTUKW NaHiBHOI igeonorii LIBK ynopasca:
MU BiKPWUM CNPaBXHE YKPaiHCbKe TiNo, PO3A4ArAnN KOH-
TEKCT, OroJINAIN MNOrO HEepPBOBY cMCTeMy. HecTeprnHicTb
TaKoro BUMAAY BUKSIMKana HaCUIbHULbKY peakLilo — 3
OrOJIEHOrO TiNla 34ep/u WKIpY.

OcHoBHa i kKnoyoBa igen icHyBaHHA LleHTpy Bisyanb-
HOI KyNbTypy — Lie B3aEMOZIA MUCTELTBA, 3HAHHA i No-
NiTUKW. | Lie He NPOCTO C/Ior'aH, He Teopin, He Aeknapauis
(xoua i Bce Ue TeX) — Le NnepmaHeHTHe BTiNOBaHHA L€l
nigcTaBoBOI ifei, 6e3nocepenHs »uBa NpPaKTUKa, 6e3
AKOI iICHYBaHHA CyYaCHOI aHra>KOBaHOI KyJIbTYPHOI iHCTU-
Tyuii NpocTo HeMa€e ceHcy. To6To TyT ileTbcA He Npo Me-
TanoniTUKy — Ha LbOMYy PiBHi BCe 3p0O3yMiflo, MPOYnUTaHO
i 32CBO€EHO, Hapas3i rofIoBHe — 3anponoHyBaTN HOBI MiA-
XOAW Ha PiBHI NONITUYHOI NPaKTUKK, | Came AnA Uboro us
iHCTUTYUis 11 6yna cTBopeHa. BigMiHHICTb YKpaiHCbKOro,
30Kpema iHCTUTYLMHOro, KOHTEKCTY Bif 3axigHoro no-
NAra€ Hacamnepepq y ToMy, WO B HAC HEMAE YiTKOrO i MiL-

that makes it look this way. The monster is an anamor-
phosis of the right-wing optics. As a kind of representa-
tion, it is a symptom of this political position from which
“monstrous’, “twisted” and “perverse” is being observed
and apprehended. Michael Hardt and Antonio Negri in
their work Multitude: War and Democracy in the Age of
Empire define a monster as a destroyer of the order of
power and creation of a new social formation, i.e. it is a
matter of invention and formation of a new collective
political way of life.

The Visual Culture Research Center as a collective
subject and Ukrainian Body as an exhibition project gave
rise to the manifestation of the antagonism that today’s
authoritative status quo is based on. After all, they were
actually aiming for this result. Ukrainian Body worked as
a negative (in a way this term is used in photography) —
all its socio-artistic imprints demonstrated the truth of
the present cultural context, being a kind of a reagent for
development of its main artistic, political and academic
strong points. To reveal the hidden, to make the invisible
visible — this task of visual culture as a criticism of domi-
nant ideology was achieved by the VCRC. We exposed
the real Ukrainian body, undressed the context, uncov-
ered its nervous system. This sight was so unbearable
that it provoked violent reactions — skin was stripped off
the naked body.

The key idea of the Visual Culture Research Cen-
ter existence is the interaction of art, knowledge and
politics. And this is not only a slogan, or a theory or a
declaration (although all that as well). It is a permanent
realization of this fundamental idea, a direct live prac-
tice without which the existence of a modern engaged
cultural institution is meaningless. It is not a matter of
metapolitics — everything appears clear and is carefully
read and learned at this level. The main thing now is to
suggest new approaches at the level of political prac-
tice, and that is why this institution was created in the
first place. Dissimilarity of the Ukrainian, and especially
institutional, context from the Western one lies first of
all in the absence of the solid background. We have to
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Horo 6ekrpayHay: TyT Tpeba 3aBXXAM NOUYMHATM HaBITb He
3 HyNf, a 3 BENIMKOr0 MiHyca — NOTPiGHO CTBOPUTY YMOBMU
INnA Toro, Wo6b cTBOpUTM YMOBWU, AKi fo3BONMAM 6 noya-
1 npautoBatn. OfHi€ED 3 OCHOBHUX MPOGSIEM CbOrOAHi
B YKpaiHi € BiICYTHICTb NofA KpUTUYHOI pednekcii, ake
6yn0 61 NOCTINHMM TNOM Ans 6yAb-AKOT iHLIOT AiANbHOCTI.
3aranom ue, 3BiCHO, TUMOBO AN KpaiHu nepudepiiHoro
Kanitaniamy. B cyyacHux KanitanictmyHmnx metpononisx,
3faBanocs 6, € Bce — Teopii, KHUTW, KIIOYOBI iHTeneKTya-
N, ane Npu LbOMY iCHY€ Befmye3Ha HecTaua colianbHo-
noniTMYHOI anbTepHaTuBu. Lle cnpaeai uuHivHa igeono-
riyHa cutyauis a la «<BoHU fobpe 3HaKTb, WO Po6NATb,
ane, TUM He MeHLUe, MPOJOBXYITb Lie pobuTK»: BCi BCe
PO3yMiloTb, BCe UNTanm i YyAOBO YCBIAOMIIOIOTD, ane pe-
aNbHO Lie HIYOro He MIHSIE, BCe 3aNNLIAETbCA TakuUM, AK
€. B cborogHilIHbOMY KOHTEKCTi iCHYE BenvKa noniTuyHa
Zipa, i Ham Tpeba YiTKo PO3yMiTu, A€ I YHOMY MU 3HAXO-
OMMOCA, AKi IHCTPYMEHTM € B HALIOMYy PO3MOPAAMXKEHHI,
Wwob 3MiHUTK status quo. Lle py»ke NpakTUYHe NUTaHHA,
NeHIHCbKE NMUTAHHA — «LWO POBUTU?».

KntouoBunm nyHKTOM Ans TpaHcopmauii cyyacHoi ny-
6niyHoOi chepu, 3MiHM TENEPILIHBOrO CIOBHMKA aHanisy
couianbHKX i NOAITUYHMX NPOGEM Ta OHOBNEHHA MONi-
TUYHOI MPaKTUKM € NUTaHHA CONiJApPHOCTI, colianbHOro
Kneto. Lllo meTy i HamaraeTbca peanizoByBatu LieHTp Bi-
3yaJIbHOT KyNnbTypu — CTBOPUTY NiBWIA KOOMNepaTmnB, MnaT-
dopmy ana NoNiTMUHO 3aaHraXxoBaHUX rpyn 3i CNifIbHOIO
6a3ot0. CTBOpeHHA chinbHOTU, WO 6opeTbes, fighting
community — oCb TOI TBip MUCTeUTBa, Ha AKWI byna i €
cnpamoBaHa ctparteria LIBK. EmaHcunauia nounHaeTb-
€A Tofi, Konu My BigKknpaemo Benukoro IHworo (ictopii,
NONITUKM), KON PO3YMIEMO, LLO HIXTO HaM He rapaHTye
ycnixy, Wo BCA BifNOBiAanbHICTb NIEXNUTb BUK/IOYHO Ha
Hac. LIBK 3aBxpan opieHTyBaBCA Ha MpPaKTUYHY imnne-
MeHTaUjto niBux igen, 60 B Yacy nNpaBo-penirinHoi peak-
Uil e 4yM He HaraKTyanbHille 3aBAaHHA.

Came TOMy BaxK/IBe MOEAHAHHA MUCTELTBA, 3HAHHA i
NOAITUKN Y BUrNALI OpraHi3aLii XyAoXHVKIB, iHTenekTyanis
Ta aKTUBICTIB, AKi pa3om 6OPIOTbCA 3a CifbHY MeTy. [na
LibOro BaXk/IMBO apTWKY/IOBAaTU YHiBEPCaSlbHOK MOBOIO
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start not even from scratch, but from a big minus, i.e.
we have to create conditions to create conditions that
would let the work start. One of the main problems in
Ukraine today is the absence of a critical reflective field
that would serve as a constant background for any other
activity. Overall, it is rather common situation for a coun-
try of peripheral capitalism. It seems that contemporary
capitalistic metropolitan countries do not lack anything
— theories, books, key intellectuals — but still there is this
enormous lack of social and political alternatives. This is
really a cynical ideological situation ala “they know very
well what they are doing, but, nevertheless, they carry
on doing it" Everyone understands everything, every-
one has read everything and everyone is aware of ev-
erything, but this actually changes nothing, everything
remains as it was. There is a big political hole in today’s
context, and we have to understand where and why we
find ourselves, what instruments are there at our dispos-
al to change the status quo. This is a very practical ques-
tion, Lenin’s question - “what is to be done?”

The question of solidarity, of social glue, is a key
point in transformation of modern public sphere, in
changing of current analytic vocabulary for social and
political problems, and in update of political practice.
This is the goal that the Visual Culture Research Cen-
ter is aimed for, namely, to create a leftist cooperative,
a platform for politically engaged groups that share
a common basis. Fighting community is a work of art,
and its creation has always been the principal strat-
egy of the VCRC. Emancipation starts at the moment
when we dismiss the Big Other (of history, politics),
when we understand that nobody can guarantee our
success, that we should take the whole responsibility
upon ourselves. The VCRC has always been focusing on
the practical implementation of leftist ideas because in
the times of the right-wing and religious reaction this is
one of the most urgent tasks.

That is why the combination of art, knowledge and
politics in organization of artists, intellectuals and ac-
tivists who fight for a common goal is so important.

CBOI NOKanbHi Npobnemn — roBopuTH He Ha MeTadi3ny-
HOMY NOMITUYHOMY PiBHi, @ 3 MiCL, e MU 3HaXOAMMOCH,
Je MW YKOpiHeHi. M1CTeuTBO M ANCKYpPCK, WO BUPObNs-
oTbcA LBK, He mimeTyloTb AKMINCb 3axigHWI TPpeHn, Moa-
HWUI «contemporary art» — e KOHTEKCTYaJIbHO NOPOLXKEHI
couianbHO-Xy[OXHi MPaKTUKK, AKi, AK Ka3as [1'ep bypabe,
Hacamnepeq po3yuLLAIOTb MPOCTIP Nepes BNacCHUMM ABe-
puma. MNMpuHymnosa no3uuisa LleHTpy Bi3yanbHOI KynbTypu
NONAra€ B eKCMOHyBaHHI MUCTELTBA, AKe aKTyani3ye Te,
wo B YKpaiHi npobnemaTnyHo, — e 6igHe MUCTeUTBO, drte
povera, MucTeUTBO 6e3 fn3aliHy, Ake 6e3nocepeaHbO Npa-
LIIO€ 3 peanbHUMM NPo6emMamMm HaBKOJIO Hac, 3 AKUMU MU
CTVIKAaEMOCA He NULLE AK iHTeNeKTyanu Yn Kypatopu, a Ak
NIOAN, WO XKMBYTb Y NEBHOMY MicLi i B neBHUI yac. besy-
MOBHO, B TaKOI JifANIbHOCTI € CBill FOPU3OHT — Mi>KHapOAHa
€QHICTb NiBMLi, TOGTO NIOKANbHUI MPOEKT CMiBBIAHOCUTL-
€A i3 WMPOKMM iHTEPHaLiOHAaNbHUM GNOKOM Pi3HKX NiBUX
pyXxiB Ta iHCTUTYLi | BAIMCAHUI Y HbOTO.

besnpeueneHTHa nogin, wo Bigbynaca nicnsa 3akput-
TA «YKpaiHCbKOro Tina», — LUe aKTMBi3auif KynbTypHOro
KOHTeKCTY HaBkono LIBK, wo dakTnuHo ctana npouecom
HabyTTA NOAITUUYHOT Cy6'eKTMBHOCTI. B Hac Gyno 3HaHHS,
6yno mMnCTeUTBO — HacTaB i YaC MONITMKKW, BTOMAUBOI Ta
BUCHaXnMBoi Realpolitik, ane H130Ba feMoKpaTyHa noni-
TWUYHa 6opoTbba iHWolo He ByBae. CyyacHWit KynbTypHU
KOHTEKCT B YKpaiHi BU3HAYeHUN i KOHOTOBaHWI «YKpaiH-
CbKUM TifloM»: B CUTYaLil Nicna raHebHOro 3akpuTTa BU-
cTtaBkm npesvaeHTom HaYKMA Cepriem KBiToM Ta Hacusib-
cTBa Hag LleHTpom sK iHCTUTYUi€0 3 60Ky agmiHicTpauii
YHiBepcuUTeTy, BUPOOIEHHA MUCTELTBA i 3HAaHHA He MOXe
6YyTV TakMM, HibK Liboro He 6yno, Ui nogii HeMUHyYe NoBw-
HHi BpaxoByBaTucA Ta pednekcyBaTuch. LieHTp BisyanbHoi
KynbTypu fIK OpraHisatopa B1CTaBKM 3BMHYBATWN Y «NPO-
naraHgi nopHorpadii», ane Te, Wo Tpanunocsa, cnpasgi
6yno nopHorpaodieto — ToTanbHO NopHorpadieto Bnagu.

MpakobicHi fii no BigHOWEHHIO A0 penpe3eHTaLii Ti-
NeCHOCTi B CyyaCHOMY MUCTeLTBI AK 3 60Ky KepiBHMLTBA
«HaNMPOrpecmBHILLIOro yHiBepcuTeTy YKpaiHuy, TaK i yib-
TpanpaBux cun, AK-oT napTii «CBo6oga» (CKkaHaan TyT y
TOMY, L0 MO3MLIA Y HKX, AK 3'ACyBanocs, cninbHal), 6ynn

That is the reason why it is important to articulate our
local problems in a universal language — we should
speak not from a metaphysical political standpoint, but
from the very place where we find ourselves, where we
are rooted. Art and discourses produced in the VCRC
do not mime some Western trends in the fashionable
“contemporary art” sort of way - rather, these social
and artistic practices are engendered by context. They,
as it was once said by Pierre Bourdieu, are clearing the
space in front of their own doors. For the VCRC it is a
principal position to expose art that actualizes Ukrai-
nian problems. It is a poor art, arte povera, art without
design that directly deals with real problems surround-
ing us, which we are facing not only as intellectuals or
curators but also as people who live in a certain place
at a certain time. There is no doubt that such activity
has its horizon, the international unity of the left, i.e.
our local project correlates with a wide international
block of different leftist movements and institutions
and is involved in it.

Unprecedented events happened after Ukrainian
Body closed down. There was a certain activation of the
cultural context surrounding the VCRC which became
a process of acquiring political subjectivity. We had
knowledge, we had art — and finally the time of politics
has come, the time of tiring and exhausting Realpoli-
tik, and grassroots democratic political struggle cannot
be anything else than that. Current cultural context in
Ukraine is determined and connoted by Ukrainian Body:
in the situation when president of Kyiv-Mohyla Academy
Serhiy Kvit outrageously closed the exhibition down and
the university administration took violent steps against
the Center as an institution, production of art and knowl-
edge could not continue as if nothing had happened,
These events should inevitably be taken into consider-
ation and reflected upon. Visual Culture Research Center
as exhibition’s organizer was accused of “pornography
propaganda’, but it is precisely what happened to us
was really pornographic - it was a total pornography of
power.
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peakui€lo came Ha NOEAHAHHA MUCTELTBA, 3HaHHA i No-
NiTKKW. be3ymoBHO, He BMMaaKoBoO, L0 BCe Lie TpanuiocA
yepes XyA0XHI0 BUCTaBKY, He BUNaAKOBO, L0 BCe Lie Bif-
6ynoca came B yHiBepcuTeTi, i abCONOTHO 3aKOHOMIPHO,
Lo BCi Ui nogii MatoTb NoniTnyHui ceHc. Cutyauia HaBKo-
no «YKpaiHcbKoro Tina» Ta LIBK ctana cBoepigHoto «cnpa-
Boto [ipeindyca» Ans cyyacHol yKpaiHCbKOT KynbTypu. Big-
NoBiAHUM NpeLefeHTOM ANA NOAITUYHOro nona YkpaiHu
MOTJ1a CTaTh «cnpasa [oHrag3e» Ha noyatky 2000-X — wWwo
CMMNTOMATUYHO, TeX AyXe TinecHa: 3HangeHe B Nici, 3
Bipi3aHO ronoBolo, AOTEMNEp He MOXOBaHe, e MepT-
Be TiNo iCHY€E AK NpWBWA BNagHOro MenHCTpiMy. Yn 3ra-
natn undead horror HewonaBHbOro B6MBCTBA OKCaHU
Makap: nicns 3rBanTyBaHHsA i CNPO6Y CNaneHHaA fiBunHa
LLie SKMICb Yac 3anuMLuanach »MBOIO i HaBiTb AaBana CBif-
YeHHs... B6UBCTBO TinecHoCTi Bxe cnpasai CTano Tmno-
BOI YKpaiHCbKOIO cuTyaui€lo — YKpaiHa nepeTsopunacsa
Ha 30MO6ineHA, Ae *axNuBi 3TI0UNHU | HACUNBbCTBO LWOAO
Tina BigbyBalOTbCA AK Ha coLiianbHOMY MapriHeci, TaK i B
KynbTypHOMY noni Ta y Bnagi. Lle ciguntb npo Kpainy, ae
MV XKMBEMO, K NPO GpyHAaMeHTaNIbHO NO3aeTUYHUIA NPo-
CTip, 60 CNpaBXH#A eTrKa, AK BNy4YHO nrcas YmbepTo Eko,
3aCHOBYETbCA Ha MOBAa3i 40 Tina Ta oro GpyHKLiN.

BHacnigok «YKpaiHCbKOro Tina» KynbTYpHUN KOHTEKCT
UiTKO NMO3MLIIOHYBaBCA | NONAPM3YBaBCA, 3HWKNA byab-AKa
BAABaHA anoJliTUYHICTb, MO3ipHa «HeifeonoriyHiCTby —
CTOPOHY, WO MigTprMana AUKYHCbKI Ail YHIBEpCUTETCbKOI
afMiHICTpaLii, BCIX LMX HEABHUX NPaBUX, AKi paHille npu-
KpMBanuca CBOIM akafeMiYHUM 4Yu XYOOXHIM CTaTycom,
npopsano. BoHn noyany akTMBHO BWMCIOBNIOBATWCH, NU-
caTV BigKpWTi IMCTY Y BiANOBIAb Ha Ny6niyHi neTuuii Liex-
TPy Bi3yasibHOI KyNbTypW i CONMifAapHNX XYAOXHMKIB Ta iH-
TenekTyanis. To6To BHacNifOK BUCTaBKM YTBOPUAUCA [Ba
iHTENEeKTyanbHO-Xy#0XHi Tabopw un napTii, AKi, Wo rono-
BHe, BBaXasnn CBOIM 060B'A3KOM NPOABAATM MO3MLIIO Ha
aropi, B Ny6niyHin chepi: noyano ekcnniumnTHO NPOroBopto-
BaTMCA Te ifleosioriyHe TN10, AKe paHille He Gpaso cosa.

B edekTnBHOMY BUpILUEHHI cuTyaLil couianbHOro
aHTaroHi3my KJIlO4YOBY POJb BiflirpaE MUCTELTBO: BOHO
MOXe HafjaBaTu NoAiTWL i 3aranom CycninbCcTBy iHCTPY-
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Obscurantist actions towards representation of the
body in contemporary art both from the administration
of “the most progressive university in Ukraine” and from
the forces of the far right, as for example, “Svoboda” party
(it is simply scandalous that they turned out to be sharing
the same ideal) were a reaction to this very combination
of art, knowledge and politics. Undoubtedly, it is not a
coincidence that it happened because of an artistic ex-
hibition, that it happened in the university, and all these
events have political meaning. The situation around Ukrai-
nian Body and VCRC became some kind of “The Dreyfus
case” for today’s Ukrainian culture. A relevant precedent
for Ukrainian political field could be “The Gongadze case”
in the early 2000s, which symptomatically is also very cor-
poral: this decapitated dead body found in the forest and
still not buried, exists as a phantom of the authority main-
stream. Or should we mention the undead horror of Oksa-
na Makar’s recent murder: after the rape and incineration
attempt this girl stayed alive for some time and was even
giving evidence... Corporeity murder has really become
a typical situation in the country — Ukraine turned into a
zombieland, where horrible crimes and violence against
body takes place at the social margins, in the cultural field
and in the field of power. It indicates the country where
we live as a space fundamentally beyond ethics, because
the real ethics, according to the apt remark of Umberto
Eco, is based on respect to the body and its functions.

Ukrainian Body clearly delineated and polarized the
social context. Any apparently apolitical, “non-ideolog-
ical” standpoint disappeared: the party that supported
barbaric actions of the university administration, all
those latent right-wingers broke bad. They actively start-
ed to make statements, to write open letters in response
to public petitions issued by the VCRC and sympathizing
artists and intellectuals. In other words, the exhibition
resulted in the appearance of two intellectual and artis-
tic camps or parties which considered the expression of
their position on the agora, in the public sphere as their
obligation. A formerly tacit ideological background was
starting to be explicitly articulated.

MEHTW Ta NPaKTWKK, PO3BUHEHI B Xy[OXHbOMY rnoni. B
CYYacHOMY MUCTeULTBI MPOTAroM OCTaHHix 60 pokis 6yno
BMPOONEHO 6araTo pi3HMX ONTUK | METOAIB, AKi TaK i He
6ynu 3agisHi. Yn MoxHa BMKOPUCTOBYBATM L0 apXiBHY
KOPOOKY 3 iHCTPYMeHTaMM He nuLie B 6e3neYHii XyLox-
Hi nabopaTopii, a 3ano3nuunTK ii Ta annikysaTn B coui-
anbHi peanbHOCTI? CbOrofHi MUCTELTBO AK pedriekcmB-
Ha Bi3yasibHa NpaKTrKa HeMrHy4Ye CTaBUTb nepep coboio
CyCnifibHi Ta NONITMYHI 3aBAAHHA i TaK UM iHaKLLe BUPI-
Lye iX B paMKax CBOro KOHTEKCTy. Ane ofHa piy, Konu
noniTMYHI Npobnemun pPosirpyoTbCA BCepeanHi XyLoXx-
HbOrO NOJIA, i 30BCiM iHLWA, KOM MUCTELTBO BUXOAUTb
3a MeXi CBOET KOMOPTHOI TEPUTOPIi, BNaCHOIO FeTTo, B
AKOMY [JO3BOJIEHO MaiXe BCe, i 3ilITOBXYETbCA i3 Moni-
TUYHVMM NMUTAHHAMM B cycninbcTei. Came Togi art meets
politics — MncTeuTBO 3yCTpivae NONITUKY i CTa€e NoniTNY-
HM Cy6'€KTOM, CTUKAKOUUCh i3 peanbHUM ifeonoriuHnM
KOH}NIKTOM, i3 HACUABbHULIbKOI CUTYaLi€0.

3BiCHO, CUAITU B XYAOXHIiW KNiTUi HabaraTto 6e3ney-
Hille i 3pyyHile, ane OCHOBHE NPaBWIO MUCTELbKOrO
300MapKy MOMAraEe B TOMY, IO MOXHa pobuTn BCe, WO
3aBrofiHo, fNville He flamatu KNiTky. MepebysaTtyi B HbOMY
MOXXHa Yy paliCbKMX yMOBaX, TilbKu 3a60POHEHO «icTu 3
ofiHOro AepeBa». To6To iCHYe Hebe3neka noTpanuTty y
NacTKy Mo3ipHOI PUTOPUYHOI eMaHcunauii i pakTMUHOro
di3nyHOro Ta MONITMYHOrO MiAKOPEHHA: AK Ka3aB KaHT,
PO3MipKOBYMTe NPO WO 3aBroAHO i CKiNbKM 3aBrogHo,
TiNbKM nigkopAnTecb. CouianbHe nose Mae€ iHWi, Haba-
raTo 6ifbl TOKCMYHI NpaBuia GpyHKLIOHYBaHHS, i B TakKil
CUTyauii MUCTELTBO Ta XYAOXKHA iIHCTUTYLIA MaloTb AiATH
AK NOMITUYHA CUNa, WO 03Hayae 60poTbOY i PO3YMiHHA
CBOiX BOporiB. ToMy iM NOTPi6Hi Ti, XTO CTOATMME NOpPYY,
— iHTEeNeKTyanu Ta akTUBICTK, IXHA NIATPUMKa Ta yyacTb
3 Opi€HTaUi€l0 Ha 3800YTTA iHTENeKTyanbHO-XyAOMHbOT
reremoHii. bopuc Mpoiic y ctaTTi «<MucTeuTBO AeMoKpaTii»
3anpornoHyBaB iHTeprpeTauilo MnucTeuTsa AK BiACTIHU-
Ka AnAa peanbHOi NONITUKK, MicUA AnA TUX TeHAEHLUIN, AKi
He peanisyBanuca um 6ynu 3 Hei BUKNoYeHi. Hacnpasgi
MUCTELTBO CbOrOfHI € [HWKM NONITUKK, NPOCTOPOM TOrO,
IO 3apa3 HeEMOXKNMBO B NOAITMLi, WO 3 Hel BUTICHEHO.

Art plays a key role in the efficient solution of the
situations of social antagonisms: it can provide politics
(and society in general) with instruments and practices
developed in the artistic field. In the last 60 years, a lot of
different optics and methods have been produced which
have never been put into practice. Can this archival tool-
box not only be used in the safe art laboratory but also
be borrowed and applied to the social reality? Today art
as a reflective visual practice should necessarily set so-
cial and political goals and somehow reach them within
its context. But one thing is when political problems are
staged inside the artistic field, and totally different thing
is when art steps outside of its comfortable territory, its
ghetto where almost everything it permitted, and faces
political questions that society raises. This is when art
meets politics and becomes a political subject facing
real ideological conflicts and situations of violence.

Of course, it is comfortable and secure to sit inside of
the artistic cage, but as the main rule of the artistic zoo
goes, everything is allowed but breaking the cage. One
can stay there in these heavenly conditions but it is pro-
hibited to “eat from a certain tree”. That is to say, there is a
danger to get into the trap of apparent rhetorical eman-
cipation, as well as physical and political subjugation: as
Kant said, speak as much as you please and whatever you
want, but obey. Social field has different, much more toxic
rules of existence, and in this context art and artistic in-
stitutions should act as one political force, which means
struggle and understanding of one’s enemies. So, they
need someone who will stand shoulder to shoulder with
them, - intellectuals and activists, their support and par-
ticipation, and to aim at gaining intellectual and artistic
hegemony. In his article The Art of Democracy Boris Groys
proposed to interpret art as the sediment bowl for the
real politics, a place for the tendencies that have not been
realized in or have been excluded from it. In fact, today
art is the Other of politics, a space of the impossible for
politics, of everything that is repressed in it. In this sense,
art is the politics per se — such politics which is impossible
under the contemporary capitalism conditions.
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B LbOMy CeHCi MMCTELTBO € CMPaBXHbOIO MOMITUKOIO —
Ti€l0, AKa HEMOXNNBA 33 YMOB Cy4acHOrO KariTani3my.
«YKpaiHCbKe Tino» — ue nonituyHe Tino. BoHo crano
HOBOIO TOUKOIO BifJliKy B Mai»e NOBHICTIO KoMepLiani3o-
BaHOMY i CMPAMOBAHOMY Ha PO3BaasbHiCTb MUCTELb-
KoMy cepefoBuLi YKpaiHu. LleHTp Bi3yanbHOI KynbTypu
AK XyAOXHA IHCTUTYLIA Bif CaMOro moyaTtky BM3HauuMB
NPiopUTETOM CBOEI AiANbHOCTI COoLjianbHy KpUTKKY. Mpe-
3eHTOBaHe LIBK couianbHO-KpUTUYHE MUCTELTBO — Lie He
dirypa MoBWU, He TPeHS i He CTWNb, AKUIA fO6PE NPOAAETb-
CA B CYYaCHIN Xy[OXHIN cncTemi, — M1 He NPOJAEMO i He
Kynnaemo. MoniTMyHO aHraxoBaHe MuCTeLbKe BUCIOB-
NIOBaHHA rOCTPO HeobXxifHe B TenepilwHboMy ifeonoriy-
HOMY MPOCTOPI Ta BiANOBIda€ He NuLwe putopuui, ane i
nisomy etocy iHcTuTyuii. bo B YKpaiHi HopmanizoBaHuin
came npaBui NONITUYHNIA CMEKTP — NPaBM3Ha NOAAETHCA
AK 300POBUI FNy34, HYNIbOBUIA PiBEHb igeonorii, a nyoniy-
He Ta eKCnmiuWTHe JliBe MO3ULIOHYBaHHA CNPUNMAETbCA
AK HOCTanbryloue peTporpagctBo abo ekcTpemism. B
CuTyaLlii NnepMaHeHTHUX CcnNpob KpumiHanisauii KpuTny-
HOro MUCNeHHs, 3a00POHM Ha AYMKY Ta BiflbHY ANCKYCito,
He KOHTPOJIbOBaHY 3ropu, XyAOXHill KPUTMUHKI 0b6pa3
MOXe CTaTu MONITUYHUM BUFHaHUEM B YKpaiHi. B Tene-
PilULHbOMY KOHTEKCTi AK IHCTWUTYLiNHA, Tak 1 iHAMBIAY-
anbHa NoniTMKa KOXHOro areHTa MMCTELIbKOro NoJsiA Mae
6yTN CNpAMOBaHa Hacamnepeq Ha 3MiHy Takol cuTyauil.
o KoH}AIKTY HaBKONO «YKpaiHCbKOro Tifla» HasBHe
XY[OXHE Mone TPMBanui Yac MOrO iMITYBaTV MPUCYTHICTb
rnapaya cyyacHoro mucrteurtsa. CuTyauis 3 BUCTaBKOIO NO-
Kasana, WO Takoro rnapava Hemae. [nagayem cyyacHoro
MucCTeuTBa B YKpaiHi HacnpaBhi € HOMaguyHa HaBKOJO-
MUCTeLbKa TyCOBKa, AKa BiABiAYE BWUCTaBKMW i UMM BAae
NPUCYTHICTb peunnieHTa. Taknid risgay npocTo He OyB Bu-
XOBaHWM, HUM HiXTO He 3aiiMaBcA — i e, 6e3yMOBHO, Npo-
BMHA BCbOTO MUCTELIbKOIO KOHTEKCTY, L0 He CTaBVB Nepeq,
co6010 3aBAaHHA NPaLoBaTK i3 WWMPLIMM CYCRifIbHAM KOH-
TEKCTOM. «YKPaiHCbKe TifIo» MOKNaNo XOPOLMI NOYaTOK —
yun He BriepLue B YKpaiHi rnagay noyas 3afasatii MUTaHHA
wopno obpasy: Lo Le Take? Lie NOPHO YK MUCTELTBO i AKa
MiXX HUMK Pi3HMLA? Y/ MICTATBLCA TYT AKICb iHLWI 3HaYeH-
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Ukrainian Body is a political body. It became a new
benchmark in almost totally commercialized and con-
sumerist Ukrainian art community. As an artistic institu-
tion, the Visual Culture Research Center defined social
critique as a priority of its activities from the very begin-
ning. Socially critical art that VCRC presents is not a fig-
ure of speech, not a trend or a style that is being readily
sold at the contemporary art market. We do not sell and
we do not buy. A politically engaged artistic announce-
ment is necessary in today’s ideological space and cor-
responds not only to the rhetorics, but also to the insti-
tutional left-wing ethos. Because it is political right wing
which is normalized in Ukraine - the right is represented
as common sense, zero level of ideology, whereas public
and explicitly left position is perceived as nostalgia-driv-
en obscurantism and extremism. In the situation when
attempts to criminalize the critical thinking are made
permanently, when free thinking and speech are ban-
ished and controlled from the above, artistic critical im-
age can become a political refugee in Ukraine. In today’s
context the institutional as well as the individual politics
of every agent of the artistic field must be directed main-
ly to change this situation.

Before the conflict concerning Ukrainian Body, the ex-
isting artistic field has been able to imitate the presence
of the audience in contemporary art for a long time. The
situation with the exhibition demonstrated that there is
no such audience. The audience of contemporary art in
Ukraine is, in fact, a nomadic community that attends
exhibitions and thereby simulates the presence of the re-
cipient. This audience simply was not educated. Nobody
cared about it, and this is definitely guilt of the entire ar-
tistic context which did not aim to work with a wider so-
cial context. Ukrainian Body demonstrated a good start —
it was the first time when Ukrainian audience started rais-
ing questions concerning the artistic image: “What is it?",
“Is it porn or art, and what the difference between them
is?, “Is there some other meaning except the one | can
see?” It turned out that a Ukrainian recipient has a very
straightforward perception, and the president of Kyiv-

HA, Kpim Toro, wo A 6auy? BusaBunoca, WwWo B yKpaiHCbKOro
peuunieHTa gyxxe nobose CNPUNHATTA, | Npe3ngeHT Aka-
Zemii KBiT NpocTo BUCTYNMB CMMMNTOMOM 3arasibHOI 3aHe-
AbaHoi cnTyauii, ane 036poeHM HBlopoKpaTUYHMM anapa-
TOM: AOrO CNOBA «A NPUIALIOB i No6aunB Te, Wo nobaune»
TOUYHO CBifYaTb NPO piBEHb PO3yMiHHA 06pa3y. *KogHoi
pednekcii, X04HOro OCMUCNIEHHS, »XOAHOTO IHTENeKTyab-
HOro 3ycunns. Ane cyyacHe MWCTELITBO HEMOXNMBe 6e3
po3ymoBoro adekTy, 6e3 iHTeneKkTyanbHol iHBecTULii B 06-
pa3. HaliBaxknmBiwmm B Lt cuTyauii 6yno Te, Wo NuTaHHSA
wogno obpasis, NpeacTaBeHrX Ha BUCTaBLi «YKpaiHCbKe
TiNO», 3By4Yanun nybniyHo, — XyAOXHiln 0b6pa3 HapewTi no-
YaB CTaBaTW COLiaJIbHO PENEBAHTHUM.

«YKpaiHCbKe Tino» Hacnpasgi 6yno AOCUTb HEBUHHOK
BWCTaBKOIO, ane HaBiTb Taka HeXOpPCTKa penpeseHTaLis
cTana BubYxoBOW i cnpuuMHWna ckaHgan. besnocepep-
HbOIO MPUYNHOIO TaKOi peakLii € 3BMYAHO, HU3bKUI Pi-
BEHb OCBIYEHOCTI, B TOMY YMCAi, AK He MapafoKCanbHO, i
KepiBHMLTBA 3aKnagy, rofoBHe 3aBAaHHA AKOTO €, BlacHe,
OCBITHIM. B 3axifjHOMy Xy[0OKHbOMY KOHTEKCTi HaBiTb TpaH-
CrpecyBHi Ta paguKasibHi MUCTELIbKI >KeCTU He BUKNNKaloTb
TaKoro NosiTMYHOro edeKTy. YKpaiHCbKI XyAOXKHWKN | Kypa-
TOPM YacCTO CKapXaTbCA, WO CyyaCHe MUCTELITBO B HaC He
npodecioHanizoBaHe, He cneLiafi3oBaHe, WO B HbOTO He-
Mag€ iHCTUTYLIIHO 3a6e3neyYeHOro BIacHOro Micus, B AKO-
My 611 CTaBMANCA | BUPILLYBaNNCA NEBHi NUTaHHA 6e3 BTPY-
UaHHA 30BHILLHIX areHTiB. Anie TyT NOTPiIGHO BPaxoByBaTH,
Lo Taka npodecioHanisalia MMcTeLTBa NpaLioe Ha KaniTa-
NICTUYHY NOTiKY XYA0XHbOr0 MaxX0oBU1Ka, AKUI MOXe nepe-
TPaBJIIOBATY HABITb AyXe paguKaibHi MOMITUYHI MUCTELbKI
BUCNIOBMIOBaHHSA 6e3 )XOAHOro BMNMBY AK Ha cebe, TaK i Ha
30BHILLHIV KOHTEKCT, — paAnKaniaM CTa€ NapKeTHUM i fier-
KO 3aCBOIETbCA. B YKpaiHi came B cuny BigcyTHOCTI npo-
Knagkw, ydepa, Lo onocepeakoByBaB 61 TpaHCrPeCUBHE
MOCNaHHA | He f03BONAB 61 NOMY MaTU eKCNAILUTHO pagu-
KanbHUi edeKT, MUCTELTBO MaE MOXMBICTb BYTW cnpaBAi
nonituyHum. Lle ambiBaneHTHa cuTyauia: BiiCYTHICTb Npu-
MNHATOrO i MOTY>KHOTO iIHCTUTYLINHOTO PaMKyBaHHA Haf3BW-
yaiiHO npobnemMaTyHa AnA GyHKLIOHYBaHHA MUCTELTBa,
ane And HbOoro e i NONITUYHNIA LaHC.

Mohyla Academy Serhiy Kvit was just a symptom of the
general desolate situation but armed with the bureau-
cratic apparatus. His words “I came and saw what | saw”
clearly reveal the level of understanding of the artistic
image. No reflection, no understanding, no intellectual
effort. Contemporary art, however, is impossible without
intellectual reaction, without intellectual investment into
the image. The most important thing in this situation was
that questions about images exhibited at the Ukrainian
Body started to be publicly questioned, i.e. the artistic im-
age started being socially relevant at last.

Ukrainian Body was in fact rather an innocent exhibi-
tion, but even this kind of “soft” representation became
subversive and caused a scandal. An immediate cause
of such a reaction is, certainly, a low level of education,
including, paradoxically, that of the university manage-
ment that is meant to have education as its main goal.
In the Western artistic context even transgressive and
radical artistic gestures do not lead to similar political ef-
fects. Ukrainian artists and curators often complain that
local art is not professionalized, not specialized, that it
does not have institutionally secure place where it can
raise and answer certain questions without intrusions
from the outside. But it must be taken into account that
such professionalization of art happens to work for the
benefit of capitalist logic of the art flywheel that can di-
gest even very radical political artistic statements with-
out any effect either for itself or for the outside context
- radicalism becomes domesticated and easily digested.
In Ukraine, where there is no buffer that would mediate
a transgressive message and allow it to have explicitly
radical effect, art has a chance to be really political. This is
an ambivalent situation: lack of established and power-
ful institutional framing is very problematic for art to be
able to function, but at the same time this lack consti-
tutes a political chance for the art.

Because of the barbaric condition of the Ukrainian
artistic context, art, like Agamben’s naked subject, reacts
without skin, with exposed open nerves, but this also
creates a possibility of change, a change, most impor-
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Yepe3s BapBapm30BaHICTb YKPAIHCbKOTO Xy[OXKHbOIO
KOHTEKCTY MUCTELTBO, AK araMbeHiBCbKUI ronni cy6'eKT,
pearye 6e3 LKipu, OrofIEHMM BiLKPUTMM HEPBOM, asne Le
CTBOPIOE i MOXKMBICTb 3MiHM LibOrO KOHTEKCTY — 3MiHU,
Lo HarBaxnmBilwe, 3acobamm camoro mucTelTea. Came
B LibOMY CW1Ia MUCTELTBA | CMUCIT TUX HAcifKiB «YKpaiH-
CbKOTO Tifa», AKi NPOAOBXYOTb NpaLioBaTh i nicna camor
Nogii BUCTaBKM, — AK BUABUIOCA, Biff MUCTELITBA BXKe HiKy-
OV NoAiTICA, BOHO HACTIIbKM 3anonoHMI0 coboio Kynb-
TYPHUA KOHTEKCT, WO BiH MNPOCTO 3MYLUEHUA HAa HbOro
3BaXkaTu. [oniTnyHe 3HaUeHHA «YKpaiHCbKOro Tina» came
y Bnafi MMCTeLTBa, NOro 34aTHOCTI 6YTN eKCNaHCUBHUM,
HaB'A3yBaTn cebe — MpuMywyBaTU AO MWCTELTBA, He
[aBaTy MOXNMBOCTI ByTUW Bil HbOTO BiNlbHUM. BucTaBKa,
3akputa y $i3suyHOMy MpOCTOpi, CTana AOMiHYlOUOK B
cycninbHo-KynbTypHoMmy. Came Tomy LleHTp Bi3yanbHoi
KYNbTYpU He NOrod»KyBaBCA Ha NPONo3uuii iHWNX MnUC-
TeLbKMX IHCTUTYLi MepeMiCTUTK ii B iHLWINIA BUCTaBKOBUIA
NPOCTiP: eKCno3uLia Mycuia 3HaXoaMTUCh i NpaLoBaTtu
came Tam, Aie BOHa Gyna LieH3ypoBaHa i 3a60poHeHa, — Y
npumiweHHi LUBK B CrapoakagemiuHomy Kopnyci Ha-
YKMA, Ha TepuTopii YHIBEPCUTETY, OCKINbKU Npobrema
came B LibOMY MiCL}ji, MUCTELTBO XOTiNN BUTICHWTHA 3 LibOTrO
KOHTEKCTY i came oro Tpeba 3miHIBaTH, B TOMY YMCHi Xy-
DOXHiMM 3acobamun. MncTeLTBO AK NONITUYHNI CY6'eKT €
BOZHOUYAC i 3aC060M, i MeTolo 6OPOTLOW.

B cuTyauii koHdNiKTY nibepanbHi Kona sk MUCTeLbKO-
ro, TaKk i YHiBepCUTETCbKOrO MOMA BUPILUWAN He 3aimaTtu
MPVHLMNOBY NO3ULit0: BCi BYNIM NPOTU 3aKPUTTA BUCTaBKM
(ueH3ypa, 3BiCHO, Lie 3aBXXAW MOraHo), ane HiXTo He BUCTY-
nuB 3a il NepeBigKpuUTTSA, Yoro, 6e3ymoBHo, Bumaras LIBK.
BinbWwicTb IHCTUTYLINHMX penpes3eHTaHTiB, KypaTopis,
ranepwucTis, BMKNagauis, iHTenekTyanis (OKpim BigBepTo
peakUinHuX, AKMX 6yNo YMMarno) BUC/IOBNIOBANUCD i3 Ha-
no3ip HeMTPanbHOrO MICLUA, AK «eKCrmepTuy, WO CTOATb
«Hap KOHONIKTOM» Ta «O6'EKTUBHO» OLiHIOIOTb CUTYaLit0:
MOBJIAB, OCKiNIbKW B KOHPNIKTi € iBi B3AEMOBUKIOYHI MO-
3ULiT, TO He MOXe OfIHA 3 HMX MaTW paLito, a iHwWa — Hi, 06u-
[Bi Ail0Tb HenpaBUIbHO, TOMY iM Tpeba «HanarogyBaTu
KOMYHiKaLjito». 3BiCHO, Taka «TpeTa Mo3uuif» € npocTo
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tantly, that could happen by means of art itself. This is ex-
actly where art is powerful and where there is meaning
in those consequences of Ukrainian Body which contin-
ue to be at place even after the exhibition. It turned out
that there is no way out of art, it flooded the cultural con-
text to such an extent that this fact just has to be taken
into consideration. Political meaning of Ukrainian Body
is exactly in the power of art, in its ability to expand, to
impose itself, to force without giving an opportunity to
set you free from it. The exhibition that was closed down
in the physical space became dominant in social and
cultural ones. This is exactly why Visual Culture Research
Center did not agree with the suggestions of other art
institutions to move it to a different exhibition space: the
exposition had to remain and work exactly where it was
censored and banned - in VCRC's gallery in the Old Aca-
demic Building of Kyiv-Mohyla Academy, at the univer-
sity’s territory, because the problem lies exactly in this
place where art was under threat of exclusion from this
context, which has to be changed by any means includ-
ing artistic ones. As a political subject, art is simultane-
ously the means as well as the aim of struggle.

In the situation of conflict the liberal community of
the artistic as well as the university circles decided not to
take sides: everyone was against the exhibition closure
(censorship is, certainly, always bad), but no one stood
for its re-opening, which was, without doubt, VCRC's de-
mand. The majority of the institutional representatives,
curators, owners of the galleries, professors, intellectuals
(except for the openly reactionary, of whom there were
a good few) took a demonstratively neutral position, like
“experts”, who stand “beyond the conflict”and “objective-
ly” evaluate the situation: so to speak, if we have two mu-
tually exclusive positions, none of them would be right,
both would act in a wrong way, and that is why they
should “fix the communication”. Certainly, such “third
side”is just a way to avoid a real reaction to injustice that
was done, an attempt to react in public without being in-
volved in the scandal in order not to “get into dirt”. There
was not supposed to be any neutral Habermas-style posi-

YHVUKHEHHAM MO3ULIOHYBAaHHA LWOAO BYMHEHOI Hecrnpa-
BEASIMBOCTI, HamaraHHAM nybniyHo Bigpearysatw, ane
He ByTV BTATHEHUM Y CKaHZas, Wob He «3abpyaHUTMCA.
Hifkoi HelTpanbHOI TpeTboi no3uuii B cTuni 6e33y6oi ra-
6epmaciBLMHN TYT BTN He MOXe — TaKa He-no3uuia gpak-
TUYHO JMLIE NOTYpaE CTOPOHi Bnaaw i 4O3BONAE arpecii
po3ropTaTnca Aani, Wo, BNacHe,  ctTanoca. AgMiHicTpauia
Kneso-MorunaHcbkoi akagemii Ha yoni 3 KeiTom He 3y-
CTpina »oAHOro NPAMOro ny6iiyHOro KOHPPOHTYBaHHA
CBOIM M, OKpiM AK Big LIBK Ta acouinoBaHmx 3 HUM xy-
[OXHMUKIB, iHTENIEKTYaniB Ta akTUBICTIB.

Moganblua cMTyauia nicna 3akpuTTA BUCTaBKM NOKa3a-
na, wo 6inbLuicTb 6yna NPOCTO He rOTOBa aHraX<yBaTUCh Yy
60poTbOY. locUTb NULLEe MAHYTA Ha CNCOK NIANUCaHTIB
nig neTuuielo Ha NiATPUMKY LieHTpY BisyanbHOI KynbTypu:
abcontoTHa 6iNbLUICTb — Lie NPeACTaBHUKN EBPOMNENCHKO-
ro, aMeprKaHCbKOro, pOCiNCbKOro Xyj0’KHbOO Ta akae-
MiYHOIO KOHTEKCTiB, BK/TIOYHO 3 TaKUMMW NepLUOPAAHMMN
Ha cborogHi ¢irypamu, ak Ixyait batnep, Mankn bypa-
sou, flesin Enniot, CnaBomn Mwuxek, ApTyp *KmieBcbKui,
Miwenb OHdpe, MKak PaHcbep, TimoTi CHangep. 3a LIBK
BUCTYNWB CBITOBUI iHTENEKTyalbHO-MUCTELIbKMIA TOM, a
pernpe3eHTaHTN yKpaiHCbKOrO KOHTEKCTY B CBOIM nepe-
BaXKHil Maci NpoaeMOHCTPYBanu TpaguuinHy ana cebe,
AK Le Ha3mBaB Ceprei ABEpiHLEB, «<MyfpiCTb GUTUX»: NO-
6aumBLLN, WO TUCK Ha LIBK npofoBXyeTbca i Bce GinbLue
Habupae 06epTiB, BOHU MPOCTO BIACTYMUAN i MOBYKM
cnocTepirany 3a NoJIlOBaHHAM Ha XMBLSA, »KOPCTKOIO Bi-
KTUMi3aUi€lo iIHCTUTYLIT Ta LbKYBaHHAM il NpeCcTaBHYKIB.
Hanbinblua npobnema He B arpecii, 4o AKOT BAanaca yHi-
BepcuTEeTCbKa B/laZla, a B TOMY, WO il MOBYKM TONepyBanu,
Lo BOHa He 3ycTpina nybniyHoro cnpoTmay.

Cama KueBo-MorunsaHcbKa akagemia nicna 3akput-
TA «YKpaAiHCbKOro Tina» onuHunaca B Tynuky. [okasoso
NPOCTEXNTN, AK MEPMAHEHTHO 3MiHIOBaNNCA aKLeH-
T, WO X PO3CTaBAANO KEPIiBHULUTBO YHiBepcuTeTy, AK
TpaHcpopmyBanaca aprymeHTaTuBHa 6a3a, AKOK BOHO
nocnyropyBanoca. [py 3akpuTTi BUCTaBKM Mpe3u-
neHT HaYKMA Cepriin KBiT, B3sBLUM Ha cebe posnb rope-
MWCTELTBO3HaBLA, Ha3BaB T «/TalHOM», OCKINTbKW, Ha MOTO

tion in this situation — such “non-position” practically sub-
mits to the side of power and allows the aggression to
expand further, as it actually happened. The administra-
tion of the Kyiv-Mohyla Academy did not meet any direct
public confrontation, except that from VCRC and artists,
intellectuals, activists associated with it.

Subsequent events after the exhibition closure
showed that the majority was not ready to engage in
struggle. It is enough to have a glance at the list of sig-
natures under the petition in support of the Visual Cul-
ture Research Center: the absolute majority is the rep-
resentatives of the European, American, Russian artistic
and academic circles, including such leading figures
as Michael Burawoy, Judith Butler, David Eliott, Michel
Onfray, Jacques Ranciére, Timothy Snyder, Slavoj Zizek,
Artur Zmijewski. The current intellectual and artistic top
stood for VCRC, and the Ukrainian context representa-
tives mostly showed the typical for them “wisdom of the
beaten” as it is called by Sergey Averintsev: seeing that
the pressure on the VCRC continues and develops, they
just stepped back and silently observed the hunting for
a bait, the rigid victimization of the institution and per-
secution of its members. The greatest problem is not in
the aggression applied by the University administration,
butin it being silently tolerated, in the fact that it did not
meet any public resistance.

After the closure of Ukrainian Body, Kyiv-Mohyla
Academy turned out to be in a dead end. It is significant
to see how the administration’s accents changed, how
the argumentative basis they used transformed. While
closing the exhibition, the president of Kyiv-Mohyla
Academy Serhiy Kvit, being in the role of a failed art
critic called it “shit”, because, as he thought, the exhibi-
tion presented “pathogenic texts” and postulated “por-
nography as a concept”. Then the leader of the Academy
claimed that he does not want to judge the exhibition
because he is not an expert in the questions of art. Then
he accused VCRC of secretly organizing the exhibition, as
if the content of the exposition was “hidden” from Kyiv-
Mohyla Academy and its visitors, although in fact the
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OYMKY, BOHa NpeACTaBAna «naToreHHi TeKCTu» Ta yTBep-
I>KyBana «nopHO K KoHLenT». [oTim ouinbHMK Akagemii
3aABMB, WO He X04e CyaUTU NPO BUCTaBKY, OCKINbKM He
€ eKCrnepToM 3 NTaHb MUCTELTBa, i 3BUHyBaTuB LIBK y
ii «nigninbHin» opraxisauii, HiIGBUTO 3micT ekcno3uuii ys
«npuxosaHun» Big HaYKMA Ta ii BigBigyBauis, xoua npu-
XOBaHOI0 i NiANINbHO BMCTaBKa CTana came BHaciAoK
TOrO, WO BiH OAHOOCIOHO il 3aKPYB Y BOMIOHTaPUCTCbKUIA
cnoci6. Mpu ybomy xonHoro odiLliiHOro pieHHA Npo
3aKpUTTA He 6YNO, BXe He KaXkyuu Npo BiACYTHICTb npa-
BOBMX MiCTaB Y KepiBHMKa YHiBepCUTeTY A8 Takunx Ain.
B ToI1 e uac KBiT nybniuyHo cTBepAKYBaB, O BUCTaBKa
B3arani-To He 3aKpu1Ta, WO BiH il MPOCTO 3aMKHYB Ha KJTloY,
a XKYPHanicTu MOXyTb BifBiaaTh 1i NiCNA NOrofXeHHs i3
npec-cnyx6ot0 HaYKMA, Tak Hi6y ekcnosuuia mictutb
AKUINCb CKNag 3M04MHY, OFNAHYTU AKUI MaloTb NPaBo He
BCi. [0N10BHMIN agMiHICTpaTOp Npe3eHTyBaB CBill BUMHOK
AK Al BignoBiganbHOro KepiBHUKA, Wo TypbyeTbca npo
Bpa3nmBi Aywi HEMNOBHONMITHIX CTYAEHTIB Ta OXOPOHAE
CMOKIll CTapLumx ntofen, AKi MOXyTb Oy «LLIOKOBaHi».
3rofom aprymeHTauis 3cyHynaca B 6ik 3BMHYBayeHb
Ha agpecy LleHTpy Bi3yanbHOI KynbTypu 3arasom B «He-
HayKoBi» poboTi Ta «BiACYTHOCTI KOMyHiKaLlii» 3 Akage-
Mi€to: agMiHicTpauia 3anycTuna TaHK GpoKpaTii, AKUM
Heny6niuHo, 63 KOAHOrO MONepPeKeHHS i 3aBUAaCHOrO
iHpopmyBaHHsA (cnpasgi nigninbHoO!) NpoTArHyna Ha 3a-
cigaHHA BueHoi pagn HaYKMA nutaHHA npo AiAanbHICTb
LIBK. TyT BXe KepiBHMLUTBO YHiBEpPCUTETY MOYYBanoca Ha
CBOEMY Moni — B Cipill 30Hi BNagm, e MoOXHa onepysaTu
BCiMa MeXaHi3MaMu1 HayaslbHMLbKOTO BMNBY, TYT BXe He
6YN0 HE3PYYHUX NUTAHb XYPHaNICTiB Ta NpobemMaTNYHUX
ANCKYCIiN 3 XyROXKHIMK giauamn. Maiixe BcCi uneHun BueHoi
paav 3a OAVHWUYHMMW BMHATKaMMK nigTpymanu gii wopo
3aKpUTTA BUCTaBKW, AKY 3MaJibOBYBaN AK «HiKUEMHY»,
«XBOPO6AMBY» Ta TaKy, WO npeacTaBnfe «3n10». A LieHTp
Bi3yanbHOI KynbTypy 6yB 3BUHYBAYEHUI B YABHUX Fpixax
Ta peanbHuX Npobnemax, Aki Mae AKagemis, CTaBLIM TOY-
KOI0 3NIMBY ANA iMiTaLlii KONeKTUBHOI YnCToi coBicTi. BueHa
paja Bupilinaa NPUNMHUTA AiANnbHICTb LieHTpy Bisyanb-
Hoi KynbTypu HaYKMA, xoua Bcsa npobnematnka cutyauii
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exhibition became secret and hidden because he closed
it with his own hand in a voluntaristic way. And there
was no official decision about the closure, not to men-
tion there were no any legal reasons for such actions
from the chief of the university. At the same time, Kvit
openly stated that the exhibition was not closed, that he
just locked it with a key and journalists can visit it after
the agreement with the NaUKMA press centre, as if the
exposition had some elements of crime, which could not
be seen by anybody. The head administrator presented
his deeds as actions of a responsible leader who worried
for vulnerable souls of underage students and protected
the peace of mind of the elderly who may be “shocked".

Later on, the argumentation shifted in the direction
of accusation of Visual Culture Research Center in gen-
erally “unscientific” work and the “absence of communi-
cation” with the Academy. The administration launched
the tank of bureaucracy and unofficially, without any
notice (really secretly!) pulled out the question of VCRC's
activities at the session of the Academic Council of Kyiv-
Mohyla Academy. Here the administration of the univer-
sity felt at ease - in the grey area of power, where one
can use every mechanism of superior’s influence; there
were no uncomfortable questions from journalists and
problematic discussions with artists. Almost all mem-
bers of the Academic Council, with only few exceptions,
supported the closure of the exhibition and described
it as “worthless’, “sick” and “evil”. Visual Culture Research
Center was accused of imaginary sins and real problems
which the Academy had from the moment because the
Center was conveniently made a waste hole for the imi-
tation of collective non-guilty conscience. The Academic
Council decided to stop Visual Culture Research Center
activities, although at this point the subject matter of
the situation was openly personalized. First of all, it was
suggested to discharge the VCRC leader.

The discursive transformation of the university
management during the conflict clearly follows the
logic of victimization: at first the problem was the ex-
hibition itself, then its organization, then the institution

BXXe BiIBepTO NepcoHanisyBanaca: Hacamnepepg 6yno 3a-
NPOMOHOBAHO 3BifIbHUTY 3 NOCaau KepiBHMKa LIBK.
JunckypcmBHa  TpaHcpopMmalia  yHIBEPCUTETCHKOT
Bfagn NpoTArom KOHOAIKTY uUiTKO cnigye noriui BiKTuW-
Mi3auii: cnoyaTky npobnemoto byna BUCTaBKa, NOTiM — ii
opraHisauif, 3ropom — iHCTUTYLiA, | BPELWTi-pewT — OgHa
nepcoHa. CnoyaTky «1aHOM» 6yi0o MUCTELTBO, a B KiHLi
CTana nofnHa — AK HeOAHOPa30BO 3aABNAB y Megia KBiT,
C/I0Ba MPO «IaiHO» HIBUTO CTOCYBaNMUCA He BUCTaBKY, a
0ocobu KepiBHMKa LleHTpy. TonoBHa  npobnema nons-
rana B Tomy, wo npe3sumgeHt HaYKMA 3po6us datanbHy
NOMWAKY, BU3HATU AKY HE BUCTAUYMNIO MYXHOCTI Hi oMy,
aHi iHWK1M NpefcTaBHUKaM KepiBHOro ckiagy Akagemii, —
3aKpuB «YKpaiHCbKe TiNo», UM K HiXTO 3incysas obpas
yHiBepcuteTy. MoXHa 6yno CKilbK1 3aBrogHo npuKprsa-
TCA BIOPOKPATUYHMM CIIeHI'oM | Typ6oTOto Npo Be3neky
B HaYKMA (MabyTb, ana ybe3neueHHs yHiBepcuTeTy Bif
MUCTELTBA), ane Te, Wo npe3unaeHT Kneso-MorunaHcbKoi
akafemii BOaBCA [0 aKTy LIeH3ypu, CTanio AOKOHAaHUM
Mi>XHapoZHUM ¢akTom. Micna HeobgymaHoro i Heafek-
BaTHOrO BUMHKY HeCnpaBef/IMBiCTb He Nuvwe 3aKpinu-
naca o¢iyinHo NeyaTKol, a N HEMPUKPUTO Habpana
dopmy b6aHanbHOI NOMCTW. YHiBepcUTET He Moxe ByTn
CTBOPEHUM Nif NOro KepiBHULUTBO, a HaBMakmn — Mae€ xa-
paKkTepun3yBaTUCA MiACTaBOBMM AUCCEHCYCOM, MONeMiy-
HUM 3iTKHEHHAM Pi3HMX MO3ULIN, WO N YTBOPIOE NPOCTip
csoboaw, B AKOMY Bi€ ayx universitas. B Akagemii X nig co-
YCOM «KOPMOPaTUBHOI KyNbTypU» YHiBEPCUTETY KLUTaNTy-
€TbCA CNiNIbHOTA 3 KONEKTUBICTCbKUM rabiTycom [lorsins,
rnyxa i BOpOXa [0 anbTePHATUMBHUX LWIAXIB PO3BUTKY,
B AKIiM BIACYTHICTb enleMeHTapHOI CyYaCHOI KynbTypHOI
KOMMeTeHLii BBaXKa€TbCA 340POBUM [Ny3[0M.
KueBo-MorunaHcbka akagemia, AK 3'Acysanocs,
CKOHCTPYNOBaHa Ha OCHOBI OpraHiLMCTCbKOi MeTadopu:
rofIoBHUM O6'€EKTOM TPUBOr agMiHiCTpauii € uinicHiCTb
YHIBEPCUTETCbKOTO TiNa, WO MPe3eHTYETbCA AK LiNKOBU-
TO rOMOreHHe, ciMeHonoaibHe. Take 3aMKHeHe Ha Cobi
cepepoBuLle, CTypboBaHe Hacammnepen CBOIMK Kopgo-
Hamu, He xouye 6auUTN N YyTW HIYOrO 30BHIWHBLOFO, a
AKLLO LLOCb «Yy>Ke» HaMaraeTbcA NPOABUTUCA BCEpeMHI,

and finally, one person. At first, the art was called “shit”,
butin the end the man became “shit’, as Kvit repeatedly
stated in the media, saying that the words about “shit”
applied to the Center’s leader, not to the exhibition it-
self. However, the main problem was that the president
of Kyiv-Mohyla Academy made a fatal mistake, which
neither he nor other members of the Academy man-
agement had the courage to admit. By closing Ukraini-
an Body he corrupted the image of the university more
than anybody else. One could arbitrarily hide behind
the bureaucratic slang and concern about the NaUKMA
safety (probably, they meant to protect the University
from art), but the fact that the president of Kyiv-Mohyla
Academy committed an act of censorship became in-
ternationally acknowledged. After a hasty and inade-
quate move, not only injustice was legalized by the offi-
cial seal, but it also obtained a form of a banal revenge.
The university cannot function to fit its management,
but should rather be characterized by essential dissen-
sus, by a polemical collision of different positions that
enables a space of freedom where the spirit of universi-
tas hovers to be formed. In the meantime, the label of
“corporate culture”in the Academy conceals the univer-
sity community with a collective habitus of Dogville. It
is deaf and hostile to alternative ways of development
and considers lack of basic contemporary cultural com-
petence a common sense.

As it turned out, Kyiv-Mohyla Academy was con-
structed on the basis of an organicist metaphor: the main
cause for administrative concerns is the integrity of the
university body presented as entirely homogeneous and
family-like. Such self-enclosed environment is primarily
concerned with its borders; it doesn’t want to see or hear
anything external, and if something “external” attempts
to get inside, it is excluded, suppressed and tabooed.
And vice versa, all the external manifests are strictly fil-
tered in order not to “wash the dirty linen in public”. If
the situation persists, it would soon be problematic to
speak about the university at all; it would rather be-
come antiuniversity, something opposite to universality,
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TO MiJAAETHCA BUKITIOUYEHHIO, BUTICHEHHIO i TabyloBaHHIO;
i HABMaKM — XOPCTKO GiNbTPYETLCA Te, WO NPOABAAETLCA
3cepeaviHN Ha30BHI, W06 «He BUHOCUTU CMITTA 3 XaTu».
AKLWO Taka cuTyaLia 36epiratTumeTbca, To He3abapom Bec-
T MOBY BJflacHe NPo yHiBepcuUTeT 6yae NpobremaTnyHo
— Lie pajLue aHTUYHIBEPCUTET, aHTMNOA YHIBEPCaNbHOCTI,
3aKPUTUIA KOPMOPATUBHUI LiEX Y TOBapUCTBO 3 0bOMe-
MeHOl0 BignoBiganbHicTIo. «YKpaiHCbKe Tino» AKpas Bif-
KPWI0 HENPUCTONHWIA BNagHUIN HU3 YHIBEPCUTETY, NPO-
[IEMOHCTPYBaBLM NOro HeonibepasibHe NepeTBOPEHHS
Ha dipmy, Akoto Kepye 60¢, i NpU3HaYeHHA AKOT — HaaaBa-
TW NOCNYrX CBOIM KNi€HTaM, WO Tyan BCTYNakoTb.

MeTta HaYKMA, sk ii peani3oBye yHiBepcuteTCbke Ke-
PiBHUUTBO, BUABMUNACA B TOMY, Wo6 obepiraTy CTyAeHTIB
BiJ couianbHOI KpWUTUKK, HOpManidyBaTu iX Ta HaB4yaTu
«CBITOBMM LjiHHOCTAM Mopani». Ton HenpuCTONHWIA BU-
BOPIT, AKMI CNY>KUTb CNifibHOI0 623010, L0 TPUMAE Pa3oM
KepiBHUI YHIBePCUTETCbKUI corpus — TO6TO, BnacHe, Tino,
— fobpe po3ymitoTb, xoua i Ny6MiYHO HE aPTUKYIOKTD,
6inbLWiCcTb UNeHiB akafeMiuHoT Kopnopauii. O6roBopeHHs
npo6nemu 3akpuUTTA «YKpaiHCbKOro Tinax» 6yno noxanuem
nepecnpAmMoBaHO A0 30BCiM iHLUUX, CMOPaANYHO Nigxo-
NNeHnX Ha XxoAy NWTaHb, AKi, MACUIIOYN rPagycC MNOLWYKY
BMHYBaTLA, BiABOAMNN Bif FONIOBHOIO, — WO CMPaBXHE
HenpucToriHe MicTUNOCA He B obpa3sax un ¢ppasax, npeg-
CTaBfIeHMX Ha BMWCTaBLi, a B [iax npe3mgeHta HaYKMA,
BUMHEHMX LOAO BUCTaBKM Ta LleHTpy BidyanbHOI Kynb-
Typu. Lle HenpurcTonHe BUTICHANOCA yCiMa MOXNMBUMU
cnocobamu, BKNIOYHO 3 pernpecMBHUMM, iuwe 6 noro He
npobnematn3yBanu, Hexal ANCKyCia BeAeTbCA NPo Lo 3a-
BrOAHO, TiNbKU He NPO iCTUHHY NPUUYNHY KOHOAIKTY — Ha-
YanbHULbKY arpecito NpoTH Cy4yaCHOro COLiOKPUTUYHOTO
MUCTeLTBa Ta iIHCTUTYLI, AKa NOro npefcTaBse.

Kneso-MorunaHcbka akagemis 3aKOHOMIpHO BMMCY-
€TbCA Y WMPLINIA YKPATHCHKNI KOHTEKCT, B AKOMY MUTaH-
HA TiNEeCHOCTI, CeKCyanbHOCTI € HAaNbINbLW BUTICHEHUMM,
TOMY KOJI BOHW MOCTaloTb AeCb Ha CyCnifibHOMY ropu-
30HTi, TO CNpUAMaloTbCA Ayxe Aapaknnso. CNpoTus no-
NiTU3auii cekcyanbHOCTI CKNAaAa€ YN He OCHOBHY YacTUHY
ineonoriyHoi 6a3n BCix NpaBKx NapTiii Ta ynbTpanpaBux
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a closed guild or a limited liability company. Ukrainian
Body unveiled the obscene power bottom of the Univer-
sity, demonstrated its neoliberal transformation to a firm
which is managed by a boss and which intends to pro-
vide services to the customers who entered it.

The purpose of Kyiv-Mohyla Academy as implement-
ed by the university management is in fact to protect
students from social criticism, to normalize them and to
teach them “the moral values of the world”. The obscene
underside, which serves a common base that holds to-
gether the administrative corpus, that is the body, is well
understood by most members of the academic corpora-
tion, although it is not publicly articulated. The discus-
sion about the closure of the Ukrainian Body was hastily
redirected to completely different sporadical issues. It
intensified the search of the offender but diverted from
the crucial fact that the real obscenity was contained not
in the images or phrases presented at the exhibition, but
in the actions of the president of Kyiv-Mohyla Academy
towards the exhibition and Visual Culture Research Cen-
ter. It was obscenely suppressed by all possible means,
including the repressive ones, just to avoid problemati-
zation. The debates could concern anything but the true
cause of the conflict, which is the superiors’ aggression
against the contemporary socio-critical art and the insti-
tution that represents it.

Kiev-Mohyla Academy logically fits into a wider Ukrai-
nian context where the questions of corporeity and sex-
uality remain the most repressed ones, and when they
appear somewhere in the public horizon they cause un-
easiness. The opposition to the politicization of sexuality
is the crucial issue for all right-wing parties and extreme
right movement ideology in Ukraine, and it encourages
them to commit acts of violence and attacks. This is not
the first conflict that VCRC experienced in the context of
sexuality; attacks on events and exhibitions related to
LGBT issues occurred before and after the Ukrainian Body.
But the situation with this exhibition demonstrated that
a neo-Nazi Svoboda party views are shared by the man-
agement of Kyiv-Mohyla Academy, where not only right,

pyxiB B YKpaiHi, CNOHyKa€ ix BAaBatncA 4O HaCUIbCTBa
Ta aTak. Lle He nepwwit KoHONiKT LIBK noBKona tTemu cek-
CyanbHOCTi — Hanaawn Ha 3axofu Ta BUCTaBKMW, NOB'A3aHI
3 npobnematukoto JITBT, Tpannsanuca AK go, Tak i nicns
«YKpaiHcbKoro Tina». Ane cuTyauis 3 Li€lo BUCTaBKOI MO-
Kasasna, Wo nornagn HeodawmcTcbKol napTii «CBo6oga»
noginAwTb i KepiBHUKN HaYKMA, B fiKil icHye He npocTo
npasui, a ynbTpanpasuii BNagHUN KOHCEHCYC. | He Bu-
NafKoBO BiH HAaCW/IbHULbKN NPOABNAAETbCA Hacamnepes
WoAo TiNEeCHOCTi: peakuia agmiHicTpauii 6yna came Ha
«Tino» — Ginblue TOro, came Ha Te, LWO Lie «TiNo» — «yKpa-
THcbke». Chepy TiNecHOCTi BaXKKO BigHeCTW nuLle Ao 3a-
rasibHOIAEONOrYHOI Cynepeyku i 3annwaTmnca Wopo Hel
Ha YNCTO ANCKYPCUMBHOMY PiBHI — Lie LOCh Ayxe 6nn3bKe,
Lo 3ayinae Hawi yABNEHHA NPO T, YUM MU €, — Lie ByK-
BaJIbHO LWKYPHe MUTaHHA. | npu LboMy igeonoriyxe, Hag-
To igeonoriyHe: ¢isionoria TyT — Ue igeonoria.

Arpecifa yHiBepCUTETCbKOrO KepiBHMLTBA PO3noYana-
cay dopmi hate speech i noriuHo nepepocna y hate crime.
Te, wo ctanoca 3 «YKpaiHCbKuM Tifiom» Ta LleHTpom Bi3y-
anbHoi KynbTypn B HaYKMA, € 3104MHOM Ha rpyHTi HeHa-
BUCTI, i LA HEHaBWCTb Ma€ UiTKy nonituuHy npupogy. Jo-
CUTb 3BEPHYTU yBary Ha C/IOBHUK 3BUHYBaY€eHb, O HUM
NOCNyroByBannca o4inbHUKN AKagemii, — «naHo», «iHTe-
NeKTyanbHi eKCKPEMEHTNY, <MCUXIYHO XBOPI», BCECBITHE
310». Taka AeMoHi3aLlif TinecHoro HMU3Yy Ta arpecuBHe 3a-
nepeyeHHsA CeKCyalbHOCTi AOMOBHIOBANNCA GyKiaHCbKUM
KOHCTPYIOBaHHAM AeBiaLlii, NOWYKOM «HEHOPMAaNbHUX»,
«XBOPUX», AKUM HE MicLie B YHiBepcuTETi, AKKX Tpeba i3o-
noBaTK y nNcmxikapHi... B UboMy akTyanbHiCTb 3anpo-
noHoeaHoro LIBK racna «BIOKPUTU YKPAIHCBKE TI1O!»
— Ccama BMWCTaBKa BiKpWna 3amOBYYBaHWN BnagHWMN
BUBOPIT, 3pobuna 1Moro ABHWUM, BUAWMUM, BUKOHABLUM
couianbHO-NONITUYHE NPU3HAYEHHA Bi3yanbHOI KynbTypu.
YKpaiHCbKMI KOHTEKCT NOTpebye BiAKPUTOro yKpaiHCbKo-
ro Tina, T06T0 CeHcMbinizaLii i NPOCBITHULTBA — XYOOX-
HbOrO, CEKCYanbHOro, MOAITUYHOTO, iHTeneKTyanbHoro. B
CuUTYyaUii naHyBaHHA HeoNiGepanbHOro MeHeKepU3my AK
B YHiBepCUTETI, TaK i B CyCMiNbCTBi, Ha CBIT BUNa3ATb HOBI
AVKi apxai3Muy — AK TOYHO 3a3HauvaB *Kak PaHcbep, nocTno-

but an ultra-right consensus exists. It is of no coincidence
that the management reacted violently towards cor-
poreity. The administration primarily reacted to the fact
that the “body” was present, moreover, to the fact that
this “body” was “Ukrainian”. It is difficult to attribute the
corporal to the realm of general ideological disputes and
to maintain at a purely discursive distance. The question
of corporeity is something very close to us, which affects
our understanding of what we are; it literally is a question
of bodily interest. At the same time it is ideological, all
too ideological: physiology here is ideology.

The aggression of the university management be-
gan as a hate speech and logically developed into a
hate crime. What happened to Ukrainian Body and Vi-
sual Culture Research Center in Kyiv-Mohyla Academy
is a hate crime, and hate here has a distinctly political
nature. It is enough to draw attention to the vocabulary
of the accusations the Academy administration used:
“shit”, “intellectual excrements’, “mentally ill", “universal
evil”. Such demonization of the lower bodily stratum
and aggressive denial of sexuality was supplemented
by a Foucauldian construction of deviation, by a search
for “abnormal’, “patients” who should not remain at the
university but have to be isolated in a mental hospital...
Here lies the relevance of the slogan OPEN UKRAINIAN
BODY! proposed by VCRC. The exhibition itself exposed
the silenced authoritative inversion, it made it clear,
visible, fulfilling the socio-political purpose of visual
culture. Ukrainian context requires an open Ukrainian
body; it requires sensitization and artistic, sexual, po-
litical, and intellectual enlightenment. In the situation
where neo-liberal managerialism in the university and
society dominates, new and wild archaisms become ap-
parent. As Jacques Ranciére rightly stated, postpolitical
wisdom is complemented by archaic hatred. To deal with
it, a radical visuality, a transgressive imagery is required
— other ways to change the status quo would simply be
inefficient.

As a result, the exhibition Ukrainian Body not only
became a collection of art works, but it also appeared
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NiTUYHA MYAPICTb AOMOBHIOETHCA apXaiuHOK HEHABUCTIO.
[na 60poTbbu 3 Heto NOTPibHA AKOMOra pafavKanbHiwa
Bi3yanbHiCTb, TPaHCrpecnBHa 06Pa3sHiCTb — iHWI cnocobu
3MiHUTK status quo TYT NPOCTO Hefi€EBi.

BuctaBka «YKpaiHCbKe Tino» B pe3ynbraTi CTana He
NpPOoCTO 3i6paHHAM TBOPIB, @ NPAKTUYHOIO peaisali€
NPVHUMNY MUCTeUTBO / 3HaHHA / nonituka. lNpoTectn
Ha NiaTPUMKY LIeHTpy Bi3yanbHOI KynbTypu NpoTu akTy
LieH3ypu npogemoHCcTpyBany, Wwo LBK Bxe ¢yHKUioHYe
He NnLle AK eKCNOo3MLUiINHUI Ta KOHUEeNTyanbHUI MafaH-
UMK ANA TEOPETUYHNX AUCKYCIl, @ NPeACTABAAE XYAOXKHIN
NONITUYHUI aKTWBI3M, CTa€ KOMEKTUBHUM MOMITUYHUM
cy6’ekToM. «YKpaiHCbKe Tino» CTano CryCcKOBUM Faukom,
o BBIiB y Ail0 MpoLec, AKMIN npauloBaTuMe BXe Hesa-
JNIeXXHO Bifl HbOrO i MaTuMe Bigronocku Hagani. [lo uier
BUCTaBKM MU nepebyBanu y TeMHIl KiMHaTi, B YOpHOMY
AWMKY, Aie MO Wocb aHTasyBaTW, yABNATW, — Hapasi
Lie BXXe HEMOX/NBO: Y TEMHIl KiMHaTi BKIIOUNAN CBITNO,
MW MepenLwny, BUCIoBoYMCb MoBolo PonaHa baprTa,
Bil camera obscura po camera lucida. «<YKpaiHcbKe Tino»
NPOAEMOHCTPYBaNo CycnifibHe eKkoplue, obpa3 coLiymy
6e3 LIKIPHOro NOKPMBY — CTaNo BUAHO YCi M'A3M i CyXo-
XKNNNa TenepiwHbOro MOMITUYHOrO KOHTEKCTY. 3BIiCHO,
BCe BMABWIOCA TipLue, HiX M1 gymanu. 3'acyBanocs, Wwo
CbOrofHi B YKpaiHi couianbHO aHraXkoBaHUM Ta eKCrni-
LIMTHO MONITUYHUIA MUCTELbKINIA 06pa3 € CRinoto NAAMoro
Ta igeonoriuHnm Taby, a ioro penpecisa 3 nybniuyHoro npo-
CTOpY Bifi0YBa€ETLCA HE NILLE PUTOPUYHKMM 3acOobamML, a
" Gi3NYHMM HacMNbCTBOM. 3aTe Tenep MM PO3yMIEMO, 3
YIM MA€EMO CrpaBy, 3HAEMO iHCTANALI0 B Ui KiMHaTI, AKi
00'eKTV TaM pO3CTaBfeHi, XTO rpasLi, 6auMmo Bopora.
Te, Wo yiTKa penpeseHTalia XyAOXHbOro Ta MONITUYHO-
ro npocTopy Bif6ynaca BHaCNifoK «YKpaiHCbKOro Tina,
— TOOTO BHACNIAOK MUCTELTBA i TiNIECHOCTI, WO € BU3Ha-
YanbHVMUN MYHKTaMW B YKPAiHCbKOMY KOHTEKCTi, — Le,
6e3yMOBHO, yCniX L€l BUCTaBKU. «YKpaAiHCbKe Tino» HaBe-
1O Pi3KiCTb, y 6aueHHA 3'ABUNACA TifleCHa WiNbHiCTb.

YiTkiwe BMManioBaBCA i caM MNPOTECTHUN NiBUNA
cy6'ekT: LleHTp Bi3yanbHOI KynbTypu AK iHTenekTyanb-
Ha nnatdopma, Kypatopcbke o6’efHaHHA «Xyapapa»
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a practical realization of the principle art / knowledge
/ politics. Protests in support of Visual Culture Research
Center against the act of censorship showed that VCRC
not only functions as an expositional and conceptual
site for theoretical discussions, but also presents artistic
political activism and comes along as a collective po-
litical subject. Ukrainian Body became a trigger which
started a process that develops independently and has
further consequences. Before this exhibition we were
staying in a dark room, in a black box, where we could
dream, or imagine something, which is no more possible
at the present moment: the light was switched on in this
dark room, we transited from camera obscura to camera
lucida, to use Roland Barthes'’s language. Ukrainian Body
showed a social écorché, an image of society without skin
—all muscles and tendons of the present political context
became visible. No doubt everything turned out to be
worse than we thought it would be. It became clear that
socially engaged and explicitly political artistic image is
a blind spot and an ideological taboo in Ukraine. Its re-
pression in public space is accomplished not only by rhe-
torical means, but with the help of physical violence. On
the other hand, we now understand what we are dealing
with, we know the interior of this room, what objects are
placed here, who the players are, and we can see the en-
emy. This clear representation of an artistic and political
space occurred as a result of Ukrainian Body, that is as a
result of art and corporeity, which both are determinative
points in the Ukrainian context. And this, undoubtedly, is
a success of the exhibition. Ukrainian Body focused our
vision, corporeal solidity appeared in it.

The protesting left subject distinctly loomed too: Vi-
sual Culture Research Center as an intellectual platform,
curatorial association Hudrada (Artistic Council), and
student union Direct Action are all very important asso-
ciation, which has to be further held together. VCRC +
Hudrada + DA is really the Gesamtkunstwerk, an institu-
tional work of politically engaged art. Such form of inter-
action is especially noteworthy in the context of recent
social movements (Indignados, Occupy, Arab Spring),

i cTypeHTCcbKa npodcninka «Mpama Aisa» pa3om € gyxxe
BaX/IMBMM OO’€HaHHAM, AKe Hafdani NoTpi6bHo Ginblue
conigapusosysaTu. LIBK + Xygpaga + N[ — ue cnpasgi
Gesamtkunstwerk, iIHCTUTYLiAHWIA TBipP NONITUYHO aHra-
»oBaHoro MucTeLTBa. Taka dopma B3aemogii BapTa yBa-
M 0COGNNBO B KOHTEKCTI COLliaNbHUX PYXiB OCTaHHbOIO
yacy (Indignados, Occupy, «apabcbka BeCHa»), iKi MOXXHa
NPOTUCTaBUTU NPOTECTHUM pyxam 1960-70-x: pi3HuuA
MiXX HAMW AOCUTb ABHO MPOXOAUTb MO AiHIl pO3MeXxy-
BaHHA 06pa3y Ta C/I0Ba, Bi3yaNbHOro Ta NiHrBICTUYHOrO
nosopoTty. CnpaBegi, couianbHi pyxn CborogHi 6Ginblue
HaragyloTb Bi3yasibHi MUCTeLTBa, 3ano3nyyioTb i3 MUC-
TeuTBa neppopmaHcy, Tofi AK y 60-x BOHU 6ynum 6inbLu
niTepaTypoLEHTPUYHUMM, NIHIBICTUYHKMU, 6a3zyBanmnca
pajaLwe Ha MOBI, TEKCTAX, HiXK Ha 06paszax um XyLoXKHiX
xecTax.

Becb KOHONIKT HaBKONO «YKpaiHCbKOro Tina» 3ara-
NIOM NPOAEMOHCTPYBAB, WO 06pa3 BaXK/MBILLIMIA 3a Clo-
BO: B Cy4aCHOMY KOHTEKCTi MoniTUYHa cTpaTeria Habara-
TO Ai€BilLa Ha Bi3yaslbHOMY PiBHi, Hi>K Ha TEKCTyallbHOMY.
Lopo cnoBa MoxHa BubyayBaTU onocepefKyBaHHSA,
nerile aucTaHuiloBaTUCA i pearyBati 3 6e3neyHoi Big-
cTaHi. Obpas xe Bonogie epektom Mefy3n: B HboMy €
nesHa cfina nnaMa — Konm My AUBUMOCH Ha 0bpas, BiH
OMBUTBCA Ha Hac. | AKLWO e rocTpuii 06pas, Bubyaysatu
cncTeMy onocepefikyBaHb, Wo6 3axMCTUTUCA Bif Oro
edeKTy, LOCUTb BaXKKO. 3i CTPYKTYPHOT TOUKIM 30py came
TOMy nocnigyBana Taka peakuia npe3sngeHta HaYKMA
Ha BUCTaBKY, KOMW BiH, NepedpasoByoun NaTUHCLKUNA
BMCNiB, NpuiAoB, Nobaums i 3auineHis. Le makcumym
obpasy — camomy cTaTh Cy6’'eKTOM, 3HEPYXOMUTU CBOFO
rnAagaya, nepeTBOPUTM MOro caMoro Ha obpas, conAaHumn
cToBN. BidyanbHa KynbTypa CbOrogHi — uUe MoniTmyHa
cTparteria, HacTaB ii Yac — B couiymi, B nonituui — 6e3 Hei
BXe Hikyan. Bce Tinbkn nounmHaeTbCA.

Bacunb YepenaHuH — kepisHUK LieHmpy 8i3yanbHoi Kynemypu, 8ukna-
oay Kagpedpu Kynemyponoeii yHisepcumemy «Kuego-MoaunaHcoka
akademisx, pedakmop xypHany «[lonimuyHa kpumuka, Kuie

which can be opposed to the protest movements of the
1960s and 1970s. The difference between them is in the
line that separates an image from a word, the visual turn
from the linguistic. Indeed, social movements today re-
mind us of visual arts, they borrow codes from the art
of performance, while in the 1960s they were more lit-
erature-centric, linguistic, based on language and texts
rather than on images or artistic gestures.

The whole conflict around the Ukrainian Body gen-
erally showed that an image is more important than a
word: in the contemporary context political strategy is
much more effective at the visual rather than at the tex-
tual level. The word can be mediated, it is easier to dis-
tance oneself and react to it from the safe position. The
image, on the contrary, has the Medusa effect: it contains
a certain blind spot. When we look at the image, it looks
back at us. And if the image is poignant enough, it is very
difficult to build the system of media in order to protect
oneself from its effects. From the structural point of view,
this was followed by the NaUKMA president’s reaction,
when he, to paraphrase the Latin expression, “came, saw
and benumbed!" This is the maximum capacity of image
—to become the subject itself, to benumb its observer, to
turn him or her into an image as well, to turn him or her
into a pillar of salt. Today visual culture is a political strat-
egy, its time in the society and politics has come - we
cannot stay without it. This is just the beginning.

Vasyl Cherepanyn — Head of the Visual Culture Research Center, teach-
er at the Cultural Studies Department of the National University of
Kyiv-Mohyla Academy, editor of the Political Critique magazine (Ukrai-
nian edition), Kyiv
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OnekcaHop lsawuHa

FOPFOHA YKPAIHCbKOI KYNbTYPU

HKutta B YKpaiHi, 6e3yMOBHO, TinecHe, ane Tinec-
HMI 6iK LbOro »XUTTA YacTo He pedneKCyeTbCs, a AKLLO
1 BigMivaeTbCA, TO 6e3rny3gnm XecTom. XyLoKHUKA Ta
KypaTopu «YKpaiHCbKOro Tifa» 3pobunu Takuii Heobxia-
HWIA ioMy 3pi3, AKUI BUABKCA 60/II0UMM, TPaBMATUUYHNM,
3aTaBpOBaHUM Ta CTUrMaTU30BaHUM ANA YKPaAiHCbKOT
KynbTypu. PO3TUH YKpaiHCbKOro Tifla NpoAeMOHCTPYBaB
bparmeHTN TiNeCHMX «apxeTUniB-pelwToK» TYTEWHbOro
XKUTTA, AKI 3a3BMYaN He YCBIJOMAIOIOTbCA i UMM BUTBO-
PIOIOTb Haly HYTPAHY 3a/eXHiCTb Bif TaKOro KOPiHHA
KynbTypw.

Tino KynbTypn yacto HenomiTHe, camo coboio 3po-
3ymine i cnabo BiguyTHe, i TOMy HaBiTb HeBuanmMe. Mu
MOXEMO AeCATUPIYYAMM HE MOMIYaTN MPUXOBAHY MOH-
CTPYO3HiCTb, BiApa3/MBICTb HALWOrO TiNeCHOro Tna, Noro
reHeasioriyHy 3aHypeHiCTb Y «COBKOBI» HeTpi, ane OpaH-
KeHLUTEH YKPaiHCbKOT KyNbTypu Bif, LibOro TinbKu Habu-
pae cunu.

Y cyyacHin KynbTypi Tifla He NPOCTO HyMepylTbCA,
KaNbKy/IoTbCA Ta BUTICHAIOTLCA AK AKICb MepTBi ab-
CTpaKLjii, BOHV Hacamnepeq BUPobATLCA Ta NPOayKYy-
I0TbCA AK CBOEPIAHI «A0X0AArM» Hawoi KynbTypu. Lumn
«AoXogAraMm» € He TiNlbKU 6e3[0MHi, YB'A3HEHI, NiTHI,
XBOPI Ta couianbHO He3axuLLeHi noan. 3 HAX CKNafja€eTb-
€A | MEMHCTPIMHA KyNbTypHa GinbLUicTb, AKa HaMaraeTb-
cA BiAropoanTNCA Big, Ha il AYMKY, <HEMPUCTONHOIO» B
KynbTypi Ta couiyMi. Taknm BiAropoa»keHHAM, BiiCcTOpo-
HeHHAAM BOHa OpraHi3oBye cebe AK MOBYA3HA HaCWIb-
HMLbKa 6iNbLUiCTb, AKa aBTOMaTUYHO, fIK 30M6i, Hacniaye
y CBOIX CMaKaXx Y3BUYAEHI «KPaCKMBOCTi», @ B XKUTTi Hama-
ra€TbCA BiAMEXyBaTUCA Bifj YCbOroO, WO BUKIINKAE B HEl
nouyTTA COPOMY.
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Oleksandr Ivashyna

THE GORGON OF UKRAINIAN CULTURE

The carnal side of life in Ukraine is often not reflected,
even when it is realized, it is fixed by meaningless ges-
ture. Artists and curators of Ukrainian Body dissected it,
which was necessary but turned out to be a painful, trau-
matic, and stigmatizing experience for Ukrainian culture.
The dissection of the Ukrainian body shows fragments of
carnal “archetypes-remnants” of local life that we are usu-
ally not quite aware of but intrinsically dependent on.

The body of culture is often taken for granted, insen-
sible, and even invisible. For decades we can ignore its
hidden monstrosity, the loathsomeness of our tangible
background, and its genealogical ties with the Soviet
maze. But the Frankenstein of Ukrainian culture only
gains strength from that.

In contemporary culture, bodies are not simply num-
bered, calculated, and repressed as some lifeless ab-
stractions. They are primarily produced as some special
“goners” of our culture. These “goners” are not only the
homeless, prisoners, the elderly, sick, and socially vulner-
able. These are also mainstream cultural majority, which
tries to dissociate itself from what it considers the ob-
scene side of culture and society. By this dissociation, it
organizes itself as a violent, silent majority that automat-
ically follows the tastes of established candy-box beauty
practices, trying to protect itself from all that provokes
its sense of shame.

The silent cultural majority is frightened by the im-
age of the ugly, infernal Ukraine that is constantly be-
ing touted in Ukrainian and Western media as a country
where they sell human organs, and children, an unprec-
edented number of abortions is done, while women sell
themselves abroad to do hard and humiliating work ac-

MoBua3Hy KynbTypHY 6inbLiicTb nAKae 06pas 6puakoi
iHbepHanbHOI YKpaiHu, AKniA NocTiiHo GopMyIOTb Halui
Ta 3axigHi Megia, — KpaiHu, e NpoJatoTb NOACbKI OpraHu,
JiTen, oe B HeyyBaHMX MacwTabax NpoaykyTb aboptu,
[e XiHKM npojaloTb cebe 3a KOPAOHOM Ha BaXKMX, Npu-
HWU3NUBKX AJNiA €BPOMENoK poboTax, UM Ha 06'i3HUX fo-
porax HaBKOJNO Hawwmx MicT. [Ina KynbTypHOI MOBYa3HOI
6iNbLIOCTI 3HAYHO MPUNHATHIWKM € rMAMypPHUIA 0bpa3
YKpaiHum «<€Bpo-2012», 63 pacu3my Ta aHTUCaHiTapii, 6e3
NoBil Ta NiKBiJOBaHNX MNCiB, 3 HANKPACKBILLUMW XKiHKa-
MM Ta HaNMeNoZdiNHiLO MOBOIO Y CBITi, 3 <KpacBUM»
KUTTAM onirapxis, 3 IXHIMU NpeKpacHMMK Ma€ETKamn Ta
YyAOBUMY MUCIIMBCbKUMM YrigaaMuy, JOPOrMMA aBTo, 3
OCTaHHIMU MogHVUMK 6peHaammn haute couture Ha Tinax
IXHIX APY>KMH, KOXaHOK Ta JOHbOK, 3 «OKeaHom Enb3u» Ta
Onerom CKpunkoto...

HenpunusaHictb, HernamypHictb  «YKpaiHCbKOro
Tina» — Ue He NPOCTO NJIi BUMaAKOBOrO KOJTaxy Yn Hes-
KicHOT ekneKTuKu. Lle BTineHHs B 06pasi 6€3COpOMHOCTI
HaLLOro XMWTTA, HALWOrO CMifIbHOrO TiNa, AKe MU nepecTa-
N NomivaTu, ane sAke AaBHO BXe CTaslo HOpMOIo. Peakuin
Ha Lil0 HOPMY B KynbTypi pi3Ha. OfHi He MOXyTb ANBUTU-
€Ay Bivi Ui fOproHi ykpaiHCbKOro Tina, i Tomy He nomiya-
10Tb 10ro. BoHN, AK cnpaBXHi MOpanbHi CTBOPIHHA, naa-
Hi 3aYNHUTK, BUTICHUTYK 1A0TO, abu TiNbKM odi He 6aunnu,
TOMY LLO «CMITTA 3 XaTW He BMHOCATb». BOHW, 3BMYaiiHO
X, KepyloTbCA BNacHOIO NPaBAoIo i CBOIM MOYYTTAM CO-
pomy. LLIkoga TinbKK, WO HaMBULMNIA CBALLEHHWI »KaX Y
HUX BMKNKaIOTb 300paXkeHHs Ta 006pasm reHiTanin, Aki
3aTbMapiotoTb iM nornag. BoHn nagHi 3aunHATy BCe, BU-
raHATY BCiX, TINbKU W06 N036yTNCA LbOro COPoMy.

[onoBHa TypboTa CNpaBXHbOro aBTEHTUYHOTO YKpa-
THUA, Haworo Mepcea — NpuxoBaTK Ta NOXOBaTKW BCE, WO
BUKINKAE B HbOTO NOYyTTA copomy. HaibinbLue BiH ne-
penmaeTbca TMM, LWob 3aTaiT XBopobu Ta po3najm CBo-
ro Tina i NOCTINHO NPUTIYMNIOBATK B COBI «a0OXOAAry»,
AKNIA KOXKHOT MUTI HaMaraeTbca BUABUTK cebe. Hanbinb-
LWe fofArHa reponcbKoro rapty 60iTbca ynomibHmuTncs
TOMY, WO HaBiloe Nomy Bigpa3sy. CnpasxHiil yKpaiHeLb
YHVKA€E BCbOro, Ha MOro AyMKY, HEMPUCTONHOro B Tifli,

cording to European standards or on the bypass roads
around our cities. The silent cultural majority gladly ac-
cepts the glamorous image of the Euro-2012 Ukraine
with no racism, sanitation, prostitutes, or exterminated
dogs.This image is filled with the most beautiful women,
the most melodious language in the world, the “beau-
tiful” life of oligarchs with their marvelous estates and
excellent hunting grounds, expensive cars, and the lat-
est fashion haute couture brands on the bodies of their
wives, mistresses and daughters, with musicians like
Okean Elzy and Oleh Skrypka...

The non-glossiness, non-glamorousness of Ukrainian
Body is not just the result of a random collage or poor
eclectic. It is the very shamelessness of our lives, our
common corpus that we no longer notice but which has
become the norm. There are different responses to this
norm in culture. Some cannot look into the eyes of the
Ukrainian body Gorgon and that is why they do not see
it. As real moral creatures, they prefer to suppress and
hide it because one should not wash one’s dirty linen
in public. They are guided by their truth and their sense
of shame. | only wish that the highest holy horror they
experience was not caused by the pictures and images
of genitals, which obscure their gaze. They are ready to
close everything and expel everybody just to get rid of
this shame.

The primary concern of the real authentic Ukrai-
nian, our Perseus, is to hide and bury everything that
stirs up his sense of shame, to veil the diseases and dis-
orders of his body, constantly suppressing the “goner”
inside, who tries to reveal himself. Above all, the heroic
man fears to resemble things that fill him with disgust.
That is why the real Ukrainian avoids every manifesta-
tion of the body that he considers obscene because he
sees his own reflection in it. In this case, Visual Culture
Research Center’s exhibition space has become an ex-
perimental site where the viewer is equated to the in-
human Ukrainian body. In the process of “viewing’, such
a bastard-viewer is reborn into the body for which he
has no shame.
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OCKifIbKM 6aunTb Y HbOMY BrlacHWIA 0b6pas. Buctaskosuii
npocTip LleHTpy Bi3yanbHOi KynbTypu B LibOMY BUNAAKY
CTaB CBOEPIAHNM eKCNepUMeHTaIbHUM MaliAaHunKoM,
fle rAgay ynopibHIETbCA HENOACHKOMY YKpaiHCbKOMY
Tiny. | Takuii oT 6aicTpIoK-rNAaayY y npoueci «nepernagy»
€KCrno3uuii 3HOBY NepepoaKyeTbCA B TiNo, 3a AKe oMy
BX& He COPOMHO.

[oproHa yKpaiHCbKOro Tina — ue BMMOra, AKY HemMoX-
NMBO iIrHOPYBaTW B Hawin KynbTypi. Came TOMy BMCTaBKa
«YKpaiHCbKe Tino» — Lie CBOEPifHa NiHIA KONUBAHHA MiX
NIOAVHOW | HenarHow. Lia BucTaBKa npogoBxumna Tpa-
AuUilo NMOCTaHOBKM NWTaHb Mpo 6e3rny3ficTb nosarun
[0 cebe nepep GakTOM KynbTypHOI TinecHoi aerpagadii.
Y LUbOMy eKCMepuMeHTi cama Moparb, Cama YecHoTa Jito-
OVHW OMUHWAKCA Mif NUTaHHAM. ToMy BUCTaBKa AEMOH-
CTPYE He CTiNbKM CBOI MopHorpadiyHicTb UM oroneHe
M'AICO Ta LWKipY YKPAiHCbKOro Tina, CKiNbKn He3afoBose-
HICTb TVUM, AIK Y HaLLiN KyNbTypi NPOBOAATb MeXy, 3a AKOI0
nofnHa nepectae 6yTv NIOAVHOL, @ MUCTELTBO NepecTaEe
6yTn muctelTBoM. OfiHaK Xiba eTrKa MoXe BMKIIouaTh i3
cebe Te, L0 BACTVBE NIIOAVHI, AKUM 61 HENPUCTONHIM YK
HenpuBabnnBMM BOHO He 6yno? Bigpa3nusi Tina — ue He
iHTMMHa npuBaTHa crpasa. Lle res publica, akwo mu xove-
MO Heto 6y Tu. JlloguHa BUHMKAE He Ha MiCLi NPYUXOBYBaHHSA
Henpwueabnueoro Tina. JllognHa 3'ABAAETLCA Ha Micui cno-
rMAAaHHA 3a Jerpagauieto, «<CMepTIo» KONEKTUBHOTO Tina,
3a AIKe BOHa BiguyBa€e copoM. CbOrofjHi BxXe HeMOXNnBO
BiAropoaMTWCA Hi Bifg HaBanun o6pasiB «HEeNPUCTONHUX»
TiN, Hi Big peanbHOro TPaBMaTMUYHOro KOpMycy couianb-
HOTO »KUTTA.

YacTnHa yKpaiHCbKUX XYAOXKHUWKIB pearye Ha Tpas-
My YKpaiHCbKOro Tifla abCconoTHO Mno-iHwoMy. BoHu He
HamaralTbCA pafrKaibHO BiAMEXYBaTMCA Bifl HbOTO, a
pajLe A4eMOHCTPYIOTb Lo Aerpagadiio, Wo nporpecye.
BoHn nparHyTb nepewwkoanTu HECTPUMHIN Komepuia-
nisauii Ta Megianizauii uux 06pasis «NOTBOPHOro» TiNna,
YNOBIMbHIOUN iX WBUAKNA PUHKOBUI O6MiH MOMeHTa-
MU 3aTPUMKM iX Yy raneperiHomy npoctopi LIBK. Aptu-
Kynsayia umx obpasis, TBOPEHHA 1XHbOI 0cobnMBOI TO-
HaNIbHOCTi He O3HaYaE BUBMLLIEHHSA IX Haf yCimMa iHWNMN.
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The Gorgon of the Ukrainian body is a requirement
that cannot be ignored in our culture. That is why Ukrai-
nian Body exhibition produces special fluctuations be-
tween the human and the inhuman. The exhibition
continues the tradition of asking questions about the
absurdity of respect for ourselves in the face of cultural
corporal degradation. In this experiment, the moral and
virtuous are in question. The exhibition demonstrates
not so much pornography, naked flesh, or skin of the
Ukrainian body, as the dissatisfaction by an imaginary
line behind which human stops being human and art
stops being art in our culture. Can ethics exclude any
human manifestations, no matter how obscene or unat-
tractive they are? Repulsive bodies do not constitute an
intimate private affair. They constitute a res publica if we
want to belong to it. Human doesn’t appear in the place
where the unattractive body is hidden. Human appears
in the process of the contemplation of degradation and
“death” of the collective body, for which he or she feels
shame. It is impossible to dissociate oneself from the in-
vasion of both the images of “indecent” bodies and from
the real traumatic corpus of social life.

Some Ukrainian artists react to the trauma of the
Ukrainian body in a completely different way. They
do not try to radically mark it off, but rather show its
progressing degradation. They try to prevent the im-
petuous commercialization and medialization of the
images of the ugly body, slowing down their rapid
market exchange and capturing them in the gallery
space of VCRC. Articulation of these images and rec-
ognition of their special tonality does not mean that
they are prioritized over others. The artists feel affinity
with the reality of the Ukrainian body. They can also be
embarrassed or distracted by it, but the possibility of
the rebirth of a new Ukrainian body for them does not
exist without constant attention, care, and concern for
its mutilated remnants.

However, the exhibition does not present an aesthet-
icism of the mutilated, indecent, invisible, and repressed
Ukrainian body. Artists and works presented at the exhi-

Y4acHVKM BUCTaBKM BiguyBatoTb CNOPiJHEHICTb i3 peanb-
HICTIO YKpaiHCbKOrO TiNna, iM TakoX Moxe 6yTn 3a HbOro
COPOMHO, BOHV TaKOX Bif HbOrO He B 3axBarTi. Ane Hapo-
[KEeHHA HOBOTO YKPaiHCbKOrO Tina AnA HUX HEMOXKINBE
6e3 NoCTiNHOT yBaru, B6oniBaHHA Ta CNOCTEPEXKEHHA 3a
MOro NOHIiBEYEHNMM peLUTKaMM.

BTim, BUCTaBKa »OQHUM UYMHOM He € ecTeTu3aui€lo
NOHiBEYEHOro, HENMPUCTOMHOro, HEBUAVUMOTIO, BUTICHe-
HOro YKpaiHcbKoro Tina. MuTui Ta po6oTu, Npe3eHToBaHi
Ha BMCTaBL,, € CBigKaMu Ta CBigoUTBaMu LibOro NoTBOpP-
HOro Yyn 6e3coOPOMHOro YKpaiHcbKoro Tina. Came Ha ¢Big-
YEHHAX XYAOXKHUKIB i IPYHTYETbCA MOXIMBICTb MUCTe-
LTBa B Uil cuTyauii KynbTypu. Ane Ui CBigKm Ta cBigouTBa
NPOMOBJISIIOTb HIOW MO3a MeXaMu CBOIX 06pasiB, pobiIT
Ta CniB. Y UbOMy CeHCi «YKpaiHCbKe Tifo» € CBOEPIAHNM
nepexooMm Bifi HeMOXNNBOCTi 6y TI TiNbKK No3a un BCe-
peaviHi uboro Tina fo ecTeTUYHOT MOXKTMBOCTI OO BU-
CTaBKOBOrO iCHYBaHHA.

OnekcaHop lsawiuHa — 8uknaoa4 kagedpu Kysbmyposnoeii yHigepcu-
memy «Kuego-MozunsaHceka akademis», Kuis

bition are witnesses and evidences of the ugly or shame-
less Ukrainian body. The possibility of art in this cultural
situation is based on the testimonies of the artists. But
these witnesses and evidences speak beyond their im-
ages, works and words. In this sense Ukrainian Body is a
kind of transition from the possibility to exist only out-
side or inside of this body to the aesthetic possibility of
its exhibition existence.

Oleksandr Ivashyna - teacher at the Cultural Studies Department of
the National University of Kyiv-Mohyla Academy, Kyiv
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OkcaHa Timoghbeesa

BUMPOBOBYBAHHA MEX:
YKPATHCbBKE TI/10 | POCIMCbKA OYLIA

Mpo BucTaBKy «YKpaiHCbKe Tino» YMMano mixkHapopa-
HUX «30BHILUHIX CNOCTepirayiB», He BKNIOYEHUX Y KUIB-
CbKMIN JIOKaNbHUN KOHTEKCT, NapafoKCallbHNUM YMHOM,
Zi3Hannca nepepycim 3aBaakK i 3akpuTTio. [Mapagokc TyT
y TOMY, L0 3aKPUTTA BUCTaBKM K NpsAMa pernpecis 3 60Ky
Bfafiv Ha agpecy MMUCTeUTBa, 3peLTol, JOCArNa NpoTu-
NEeXHOro pesynbraTy — MakCMMasibHOI BUAWMOCTI, eKC-
NMOHOBAHOCTI. YKpaiHCbKe Tino Hibu npopsanoca yepes
6pyTanbHy 3ab60pOHY i3 HENPO30POi 06NaCTi CyyacHOro
MUCTELTBA B YHiBEpPCaNbHUI BUMIP NONITUKN, i€, B KiHLie-
BOMY paxyHKY, BCi AKOIOCb MipOI0 OrosnieHi Ta Bpasnmsi.

3aKpuTTA BUCTaBKW, AK i noganblue 3akputTa Llen-
TPy Bi3yaJibHOI KynbTypu — aKTUBHOI Ta MPOrpecuBHOl
OCBITHbOI IHCTUTYLII, WO Hafjana NpocTip «YKpaiHCbKomy
TiNy», — BUNaAKOBO i B TOW e YaC CMMNTOMAaTMYHO 36i-
FMOCA 3 He MeHLU raHebHUM BUNaAKoM Yy MOCKBI: CyfoBUM
npoLecom Hag XyaoxHuuamn Pussy Riot, wo snawrtysanu
AckpaBui nepdpopmaHrc y Xpami Xpucta Cnacutens. Oye-
BUAHO, € BefMKa CMOKyca cnpobyBaTi NopiBHATY L ABa
beHOMEHU, 3 METOID He TiNbKM 03HAUUTU iX NOAIOHICTD,
ane 1 NPoBecTy HeObXigHI PO3Pi3HEHHS.

MomeHT nogibHoCTi B TOMY, Lo i BUNagok Pussy Riot,
i BMNAAoOK «YKpaiHCbKOro Tifla» MoKasyloTb Ham Hamnpy-
XeHHA MiX BNafoto Ta iHCTUTYTOM Cy4acHOro MmcTeLTBa:
Bnaja BUABNAE OOMEXEHICTb CMPUNHATANBOCTI LIOAO
XYAOXHbOIO »KecTy, pearyloun Ha HbOro BOPOXICTIO i
cninoto 6pyTanbHicTio. Lle gewo pisHi 3a xapaktepom
penpecii, i BOHN BKa3ytoTb, fie B KOXXHOMY KOHKPEeTHOMY
BMNAAKY NPOXOAWTb YYTTEBMIN HepPB KOHONIKTY Bnagw i
CycninbCTBa, BNagm i mncteutsa. B o6ox Bunagkax igeH-
TdIKyBaTU [XKepeno penpecii 03Hayae nokanisyeatu
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Oksana Timofeeva

TESTING THE LIMITS:
UKRAINIAN BODY AND RUSSIAN SOUL

Many international external observers discovered
Ukrainian Body primarily due to its closing. It is ironic
because the exhibition closure that was a direct act of
repression of art by the authorities ultimately achieved
the opposite goal of maximum visibility and exposure.
Ukrainian Body broke through the opaque sphere
of contemporary art into the universal dimension of
politics, where everybody is, in some sense, exposed and
vulnerable.

The closing of the exhibition and Visual Culture
Research Center, an active and progressive educational
institution that provided space for Ukrainian Body,
accidentally and symptomatically coincided with the
infamous Pussy Riot case in Moscow. The artists from
Pussy Riot arranged a performance at the Cathedral of
Christ the Savior. There is a great temptation to try to
compare these two cases by the similarities, but it is also
necessary to clarify the distinctions.

The similarity lies in the fact that both Pussy Riot
case and Ukrainian Body show tension between power
and contemporary art. The authorities display a limited
sensitivity to artistic expression, responding to it with
hostility and blind ferocity. The nature of the repressions
differs in both cases yet each of them indicates the
conflict between power and society and between power
and art. In both cases, to identify the source of repression
would mean to locate the enemy and to identify the
source of danger for progressive tendencies in society.

The Ukrainian exhibition is an example of critical,
socially engaged, and discursive art. It places an
intolerable question about the Ukrainian body as a body

BOpOra i 3HaTu, 3BigKM came noxoauTb Hebe3neka Ans
NPOrpecnBHNX TeHAEHLIN B CyCninbCTBi.

YKpaiHCbKa BMCTaBKa — 3Pa3oK KPUTUYHOrO, coui-
anbHO aHraXoBaHOro i ANCKYPCUBHOIO MUCTELTBA, L0
CTaBUTb HeCTeprHe NUTaHHA NPO YKpaiHCbKe Tino, — Tino
eKcrulyaToBaHe, NpuHmxeHe, siguyxeHe. CekcyanbHicTb
Lboro Tina — oro ronoBHa 36pos, i came BoHa 1 cTana
NMPVYMHOLO TOTO, WO BUCTAaBKY 3a60poHmny, a LieHTp 3a-
Kpunu. Lle He cTinbKu HeBIrnacTBo i xaHXeCTBO AKOroCcb
KOHKPETHOTO YMHOBHMKA, CKIJIbKA CUMMTOM Y/ CUCTEM-
HUI edeKT, NOB'A3aHNIA NepenycCiM, AK MeHi 3[a€TbCs, i3
KceHodOobi€lo, AKa B YKpaiHCbKOMY CYCMibCTBI Ma€ Xa-
paKkTep gy»ke CBOEPIgHUN.

YKpaiHCbKa KceHodo0isi — 30BCiM He Ta, Lo KceHoo-
6if, ckaximo, B 6araTux KpaiHax €Bponu, fie arpecmBHi
HacTpoi MAyTb NAiY-0-NAiv 3 pacu3MoM i CNPAMOBaHI
30e6inblworo Ha MirpaHTiB i3 KpaiH 6igHuX, T06TO, Nno
cyTi, Ha HoBUI pobounii Knac. HagiTb AKLWO Ui kceHodo-
61 CTBEPAXYIOTb, WO MIrpaHTV He NpaLioloTb, a TiNbKK
XKMBYTb Ha BMMNMatW, Tofi AK BOHW, JOBponopsaaHi rpo-
MagAHN CBOET KpaiHW, TiNbKK 1 pobnsiTh, WO NpaLooTb
i NNaTaTb NofaTtku, GpakT 3annWwaeTbca GakToM: came Mi-
rpaHTK, i YacTo Came HeneranbHi, TO6TO Ti, XTO AKpPa3 He
OTPUMYE XOAHOI couianbHOI 4OMNOMOrY, BUABNAIOTbCA
3alHATUMU Ha «YOPHI» POOOTI, i Came BOHW LIiHOIO CBOET
pabcbKoi Ta HaniBpabcbKoi NpaLi 3a6e3neyytoTb CNOKIl i
[06po6yT «06PONOPARHNX TPOMAAAHY.

Llei HOBWI €BPONENCHbKNA pacu3M BXe He CTiflbKu
€THIYHMWI, CKINbKM KyNbTYpHUI i couianbHUn. MirpaHTu
CTaloTb 06'EKTaMM MPUXOBAHOI UM ABHOT HEHABUCTI He Ye-
pes3 CBOI eTHIYHY HaNeXHiCTb, @ B CUY CBOET KYNbTYPHOI
iBEHTUYHOCTI Ta couianbHOro cratycy. KynbTypHe npotu-
CTOAHHA 6araTux i 6igHMX BUPaXKaeTbCA, cepeq iHWOoro, B
pi3HWLI CTaBNeHHA [0 reHaepy i cekcyanbHOCTI: UM BULLe
Ha cxofax couianbHoi iepapxii nepebyBae Te un iHwe cyc-
niNbCTBO, TUM 6ifbl BOHO EMaHCUMOBaHe i peMiHi3oBaHe,
TIM BiNbLWNMM CEKCYanbHUMM CBOGOAAMM BOHO KOPUCTY-
€TbcA. BignoBigHo noaw, WO HanexaTtb A0 TPaguLinHON
KynbTypu 1 i3 TPyAHOLLAMM OCBOIOIOTbCA Y CBITi TPiym-
bytouoi bypKya3HOI cekcyanbHOCTI, 3aCHOBAHOI Ha ifea-

exploited, humiliated, and alienated.This body’s sexuality
is its main foil and this is why the exhibition was banned
and the Center was closed. This is not so much a result
of the ignorance and sanctimony of a particular official.
Instead itis a symptom of a system linked to xenophobia,
which nature is quite peculiar in Ukrainian society.

Ukrainian xenophobia is not the same as in rich
Western European countries, where the aggression
goes hand in hand with racism primarily directed at
immigrants from poorer countries. These immigrant
workers make up the new working class. Even if these
xenophobes claim that immigrants are idle and just live
on benefits while the native citizens work hard and pay
taxes, the fact remains that the immigrants and illegal
immigrants in particular are those who do the most
unskilled labor and work by slave or half-slave standards
while guaranteeing calm and relatively wealthy life of
“common citizens”.

New European racism is cultural and social rather
than ethnic. Immigrants become objects of hatred not
because of their ethnicity, but because of their cultural
identity and social status. The cultural confrontation
between the rich and the poor is expressed, among
other, in various attitudes towards gender relations
and sexuality. The higher a particular society is situated
in the social hierarchy, the more emancipated and
feminized it is along with greater sexual freedom.
Accordingly, people belonging to the traditional
culture are experiencing difficulties in the world of
the triumphant bourgeois sexuality. This is based on
the ideals of individualistic pleasure and tolerance
to the individualistic pleasure of the other. These
traditionalists fall under suspicion as those who have
no respect for sexual minorities, who do not recognize
gay rights, and who discriminate women. Feminists
and gays have finally achieved a high level of freedom
and acceptance in Europe mainly due to the joint
fight of the left during the second half of the 20th
century. However, they suddenly find themselves on
the opposite side. As a result, we are facing a striking
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nax iHaMBIgyanicTMYHOI HAacONOAN Ta TONEPAHTHOCTI A0
iHAMBIAYaniCTUYHOI HAaCONOAM iHWOro, OMMHAITLCA Nif
Nif03poIo — AK TaKi, XTO He BU3HAE CEKCYaNbHNX MEHLUVH,
3HeBaka€ Npa.a reiB, obpakae Ta I'BaNTye XKiHOK TOLO.
| ocb BXe deMmiHicTKM i rei, Wwo B €BpoNi JOMOrInCA Bu-
COKOro piBHA cBOGOA Ta BM3HAHHA 3aBAAKWU CONigapHii
60p0oTb6i NiBKX Y APYril NONoBUHI XX CTONITTA, CbOrOAHi
HecnogiBaHo OMWHAIOTLCA MO iHWKWIA 6iK Gapukagn. Mu
BXX€ MAaEMO CnpaBy, HaNpUKNag, 3 Takum Bpakaloumm oe-
HOMeHoOM, AK demopacuam. OemiHicTKy, rei Ta necbinkn
BCe Ginblue BTAryIOTbCA B NpaBy NONITUKY EBPOMNENCbKIX
[lep>aB, OXOMJIeHy KyNbTYPHUM Pacu3MOM [0 TUX, XTO He
nofinAe BUCOKNX AeMOKPaTUYHUX ieanis.

B YKpaiHi X cuTyauin 30BCim iHwa. Hackinbku a po3sy-
Mito, Npobnemun Mirpauii 3 iHWKX KpaiH TyT Hemae. HaBna-
K1, YKPaiHCbKi POBITHUKYM LWYyKaloTb 3apobiTKy 3a Kopao-
HOM, YacTO OMMHAIOYNCH Ha 3axoAi B TOMY »K CTaHOBMLLi
Heneranis. OfHak KceHopobia — HeoAMiHHUIA aTpubyT
6yab-AKOro KanitanicTMYHOro CycninbcTBa, i YKpaiHa He
BUHATOK. Mpobnema TinbKy B TOMY, WO CKNAAHO 3HAWNTK
TaKoro BOpora, AKoro MoxHa 6yno 6 3 nerkicTio BU3HaunTm
AK «YY>KOro», MPUDKIXKOro, «noHaixasworoy. Ocb i cTaloTb
ONA YKPaiHCbKUX PacyCTiB rONOBHUMM BOPOramu Ti, KOro
«OCBiYeHi» €BPOMENCbKi PacuCTU AABHO HamarawTbcA
NepemMaHnTX Ha CBili BiK i LMHIUHO BUKOPUCTATL AK «ApY-
3iB» — npeactaBHUKM JINBT-cninbHOTK.

YaBiTb CO6i Takoro Haui-paHaTVKa, AKUA BXe BCiX
HaBKOJO 3HMLUMB 3a HEBIAMOBIAHICTb CBOIM YABJIEHHAM
Npo noAcbKe AOCTOIHCTBO | PacoBY HaNeXHiCcTb, a Tenep
BUABUB, LLIO NOrO BJIACHE TiNO HE TaKe BXKEe N JOCKOHane:
BOHO 6pyfHe, TBapuHHe, nopHorpadiyHe. BigTak arpecisa
Ma€e 6yTU nepeopieHTOBaHa Ha BnacHe Tino. Taka cyium-
fanbHa norika kceHodobii: BOHa nparHe enimiHyBaTu
«iHLWOrO», 3abyBatoUn NPo Te, WO «iHWKNN» — Le nepeay-
CiM «s1 cam», L0 MW caMi — cBOI iHWi (i, BNacHe, BUCTaBKa
B AKOMYCb CeHci came npo ue). OfHak, 3a60pOoHMBLIM
«YKpaiHCbKe Tino», BOHW 30BCiM He MO36ynucs oro, a,
HaBMaKW, Ha BeCb rofioC NPO HbOro 3aABUN.

MeHi cknagHo yaBuTH, Wo6 nofibHy peakuito cnpu-
UMHWMA BUCTaBKa, CKaXiMo, Mpo «pocCiicbke Tino». Y
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phenomenon as femoracism. Today, women, gays, and
lesbians are increasingly involved in the right-wing
policy of the European states, full of cultural racism
towards those who do not share high democratic
ideals.

The situation in Ukraine is quite different. As | see
it, immigration from other countries is not a problem
here. On the contrary, Ukrainian workers often look
for work in other countries, frequently immigrating
illegally to the West. But xenophobia is an indispensable
attribute of any capitalist society and Ukraine is not an
exception. The difficulty is to find an enemy that could
easily be defined as an “alien,”a stranger, or a newcomer.
Consequently, those who the “enlightened” European
racists have long tried to gain over and cynically use as
“friends,” such as LGBT activists, have become the main
enemy for Ukrainian racists.

Imagine a Nazi fanatic who has already destroyed
everyone who does not match his ideas of human
dignity and racial identity and has now found that his
own body is dirty, bestial, and pornographic. Aggression
then is redirected to his own body. That is a suicidal
logic of xenophobia, which seeks to eliminate the
“other’, forgetting that the “other” is primarily “me,” that
we ourselves are our own others. The exhibition is, in a
sense, about that. However, by closing Ukrainian Body,
they did not get rid of it but on the contrary spoke about
it for everybody to hear.

It is difficult for me to imagine that such a reaction
would be possible if it were an exhibition about the
Russian body. Russian art has a different focus because its
universe is not made of bodies. Pussy Riot's action was not
about the body. It was about the “spirit,” the relationship
with the church and God, and Russian spirituality which
stands before us like a wall. It is interesting that Pussy
Riot’s action has split the Russian Orthodox community.
Some voices in support of the performance are heard
among the believers. Not everybody interprets this
action as anti-clerical and it is doubtful whether it is
one. Rather, it is a transgressing ritual. Pussy Riot partly

POCiiCbKOro MUCTELTBA iHWWIA POKYC, NOro YHiBepCyM
He CcKnafjaeTbeA 3 Tin. Akuia Pussy Riot — 30BCiM He Npo
TiNo, BOHa Npo «ayx», NPO BiAHOCUHY 3 LepKBolo i bo-
rom, NPO 3HaMEHUTY POCINCbKY AYXOBHICTb, WO CTOITb
nepen Hamu cTiHot. LikaBo, wo akuia Pussy Riot pos-
KONona pocicbKy NMpaBOCNaBHY LiepKBy — i cepen Bi-
pyloUMX TakoX MOMKHa MOYYTW roaoCcu Ha MIATPUMKY
nepdopmaHcy. [laneko He BCi NPOUMTYIOTb L0 aKLito
AK aHTUKNEepWKanbHy, i HaBpAZ UM BOHa Takolw €. Lle
pagwe TpaHcrpecmMBHU putyan. Yactkoso Pussy Riot
HacnigyTb TPaANLIiTi MOCKOBCbKOTO akLioHi3My 1990-x
POKIB, CYyTb AKOrO — He CTiNbKM apTUKyNALUiA NONITUYHO-
ro Ym couianbHO-KPUTUYHOIO BUCIIOB/OBAHHS, CKINlbKN
NPOBOKaLif i BiAKprTe BUNPOOYBaHHA MeX TonepaHT-
HOCTi cucTeMu, 30iNCHIOBaHe B Pi3HMX HanpAMKax i ne-
peBaXkHO BCiny.

XTOCb roBOpWTb, L0 cBOOOAA XYAOXKHVKA 6E3MEXH],
i O XYAOXHWK MOXe 6YTY CKiNbKM 3aBrogHO pagnKanb-
HUM, ane HacnpaBgi y Uiei cBo6oaM i B LbOro paauKanis-
My € Mexa. B YkpaiHi Taka mexa — ue BnacHe Tino («no-
pHorpadisl»), B Pocii — Pocilicbka MpaBocnaBHa LlepkBsa.
CncTema BUABNAE [OCTATHIO TONEPAHTHICTb, @ MeXa —
[OCTaTHIO NMACTUYHICTb, MOKN HEe 3a4enieHo YyTIMBUn
HepB pociicbKoi peniriiHocTi. WonHo moBa 3axoguTb
Npo LepKBY, CNpaBa 3aKiHYYETbCA NMPUHN3NNBUM CYAOM.
Tak 6yno 3 akuieto Apfies Tep-OraHbaAHa («tOHMIn 6e360-
HWK»), TaK Byno 3 opraHizatopamu BUcTaBky «Obepex-
Ho, penirial». lnA pocincbKoro MmncteuTsa Tiflo NOKK He
€ Hi Npo6nemolo, Hi NPeaMEeTOM, Hi HaBiTb FOPU3OHTOM.
Lle Tino B 3abyTTi, Tino Ha 3afBipKax OyXy, AKWA Yy BCixX
CUTYaLifAX 3anuLWAETbCA BIPHMM cObi i CBOEMY NapafokK-
canbHoMy 6ory. lNpaBocnaBHa LepkBa — iHCTUTYLINHA
Me>XKa Cy4acHOro pociicbKoro MUCTeLTBa, ane e 6inbLu
CKflaiHa NOro MeXa — BflacHa penirinHicTb. 3 Helo HacaM-
nepep i BapTo 60pOTUCA XYy[OMKHUKAM.

OxcaHa Timogheesa — pedakmop xypHasny «Hogoe numepamypHoe
0603peHue», yyacHuusa epynu «<4mo dename?», Mockea

inherited the traditions of the 1990s Moscow activism.
The essence of this activism was provocation and
testing the limits of system’s tolerance. This was carried
out in different fashions and not through articulation of
political or socio-critical statements.

Some people say that an artist’s freedom is limitless
and that artists can be as radical as they like. However,
this freedom and this radicalism have some limits. In
Ukraine, this limit is one’s own body, while in Russia it
is the Russian Orthodox Church. The system appears
to be fairly tolerant and its borders seem flexible until
artists touch its sensitive nerve, the Russian religious
mind. As soon as it comes to the church, everything ends
with a humiliating trial. This is seen with the Avdei Ter-
Oganyan’s action Young Atheist, and with the organizers
of the exhibition Caution! Religion. For Russian art, the
body is neither a problem nor a limit, nor even a horizon.
This body is in oblivion. It is a body on the margins of the
spirit, which in all cases remains true to itself and to its
paradoxical god.The Orthodox Churchis the institutional
limit of contemporary Russian art but the more complex
inner limit is its own religiousness. It is this religiousness
that artists should fight first.

Oksana Timofeeva - editor of the New Literary Observer magazine,
Chto Delat? group, Moscow
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Onekciti PaduHcoKul

CUHA CMYTA

Celi opHameHm ecmpeyasn 8ac Nosctody U c800U

C yMa; CKOJIbKO pds3 A /108uJs1 ceb Ha MOM, 4mMo myno
mapawyce Ha y3Kyio noa0Cy, NPUHUMAA ee Mo 3a IUHUIO
20pU30HMA, MO 3a 8ONJIOWEHUE YUCMO20 Hebbimus.
OpHameHm 6bl1 CIUWKOM A6CMPAKMeH, OH HU4e20

He Moz 03Ha4yame. Om nosa 00 ypoBHs 2713 cmeHa
66110 NOKPbIMA MbIWUHOU UsU 3e1eHosamou Kpackod,
Komopylo 3a8epwiasia 3ma CUHAA NO0CA; 8bluie NPo-
cmupasnace 0escmeeHHdAs nobesika. HUKmo Hukoz0a He
cnpocus, nodemy 5mo mak. Hukmo 6el u He omgemusn.
OHa 6bina, u 8ce — NO2PAHUYHASA TUHUSA, py6ex mMexoy
cepbiM U 6esibiM, HU3OM U 8EPXOM.

WNocug bpodckudi. MeHbe eQuHuUybI

bpoacbknin nommnasca. Cmyra, Wo BKPMBAE BHYTPILLHI
noBepXHi NoNoroBux ByAnHKIB, AMTCaAKIB, WKiN, yHiBepCK-
TetiB, KEKiB, PAICiB i KpemaTopiiB, JaBHO HEMOKOITb KOX-
HOro 3aTHOro 6aunTK Te, WO NparHe cebe npuxosaTu. He
6paKye i BifnoBifel Ha NUTaHHSA, HaBILO LA CMyra iCHYE.
Lleit eanHuin B icTOpii aBCTPAKTHNI MaIOHOK, WO MOXe
no3maraTtuca KinbKicTio penpogyKuin i3 «<4opHum KBagpa-
ToM» ManeBsnya, He BnepLue NPOBOKYE XYAOXKHIO peakLito
Ha CBOW HagnpucyTHicTb. Ha mouyaTtky 1960-x pokis pa-
OAHCBKNIN Xy[OXHUK EBI'EHIN PyxiH y3AB NONOTHO, Macno
1 BiATBOPUB L0 CMHIO CMYTY Ha KapTuHi «CTiHKa», WO Tak
camo morna 6 Hasusatucsa «MopcbKuii nemnsax»: 6ipro3o-
BUI HW3, NepnamyTpoBui Bepx. MiBCTONITTA NOTOMY yKpa-
THCbKMIN XyROXHNK Bonogummnp BopoTHbOB y3AB CTiHY Ta
emanb M®-115 i BiATBOPUB CUHIO CMYTY B MPUMILLEHHI ra-
nepei. BTim, CNOBO «BiATBOPWBY» TyT Take X HeJOpeuUHe, AK
i «<306pa3mnB» UM «HaMasntoBaBy. XYAOXKHUK BKPUB CUHbOIO
eManno CTiHy ranepei, AK POBITHNK KOMYHanbHOI Clyx6u
BKPVBAE Helo CTiHY rPOMafACbKOoro TyasneTy.
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Oleksiy Radynski

THE BLUE STRIPE

This decor was as maddening as it was omnipresent, and how
many times in my life would | catch myself peering mindlessly
at this blue two-inch-wide stripe, taking it sometimes for a sea
horizon, sometimes for an embodiment of nothingness itself.
It was too abstract to mean anything. From the floor up to

the level of your eyes a wall covered with rat-gray or greenish
paint, and this blue stripe topping it off; above it would be the
virginally white stucco. Nobody ever asked why it was there.
Nobody could have answered. It was just there, a border line,
a divider between gray and white, below and above

Joseph Brodsky. Less Than One

Brodsky was wrong. The stripe covering the inner sur-
faces of maternity hospitals, kindergartens, schools, uni-
versities, housing management offices, registry offices,
and crematoria has been bothering everyone who is able
to see what tends to hide itself. There is also no lack of
explanations for the existence of this stripe. This abstract
image, able to compete with Malevich’s Black Square in
a number of the copies, has been provoking artistic re-
actions to its excessive presence. In the early 1960s, the
Soviet artist Yevgeniy Rukhin used canvas and oil and re-
produced this blue stripe in a painting called The Wall.
It could also be called The Seascape with its turquoise
bottom and pearl top. Half century later, the Ukrainian
artist Volodymyr Vorotniov reproduced the blue stripe in
a gallery space using wall and enamel PF-115. However,
the word “reproduced” here is as equally inappropriate as
“depicted” or “painted."The artist covered the gallery wall
with blue enamel as a maintenance worker would cover
a wall of a public lavatory.

Liboro pa3y ob6inwnocs 6e3 nicyapa. Y4HOBHMK, L0
YBIMILLOB [0 ranepei Ta 3N1AKaBCA KiNbKOX OrofieHnX Tin
HaBKoro cebe, ogpa3sy 3UMTaB NO3HAYEHUIN CUHBOI CMY-
roto NPocTip AK nignernuin cobi. «CMHA NaHenb» CNpUYK-
HMNaca Ao 3aKpUTTA «YKPATHCbKOrO Tifla» He MeHLe, HiX
pobotun «Paga» Mukonu PigHoro un «Moe nopHo — Moe
npasol» AHatonia benoa. BoHa nepekoagyBana npo-
CTip HaBKoNo cebe, No3baBuna MOro XyaoxHbOro imy-
HiTeTy. b'toun no ouyax BigBigyBaviB ob6pa3om ToOro, Wo
3BUKAN GaunTK NiMe MMMOXiab, GOKOBUM 30POM, BOHa
cnpauloBana AK BUKPaAeHWUA NUCT, PO3TallOBaHMIN Ha
HannomiTHiwomy micui. «CMHA naHenb» Gyna HanbinbL
HEernpuCTOMHMM eKCMOHATOM «YKpaiHCbKOro Tina». BoHa
npomoBAAna: Bce, Wo BK TyT 6aunTe - Ue nuwe Te, WO
BM 6aunTe. TyT HEMa€e Hiuoro npuxosaHoro. TyT Big Bac
He XOBalTb TOrO, WO 3BUK/IN XOBATU — TAEMHI 3HayeH-
Hf, BMICT 6inm3Hun. Te, WwWo nepepn Bamu, Mae — GykBanb-
HO — CMiNbHUN 3HAMEHHVK: NINCKYYy MOBEPXHIO BRagu,
6NIOBOTHUIA eManeBuiA NAHOMTUKOH, B AKOMY TOUHO He-
Ma€ Harnagaya, 60 BiH MiWoB 36yBaTN 3aNMLLIKN CUHBOT
bapbu Ha puHKY. BrctaBka «YKpaiHCbke Tino» HaaTo
OYeBMAHO CBiAYMAA NPO NOro BiACYTHICTb. Harnagay no-
BEPHYBCA i CXOBaB yce Le HenoaobCTBO, TOYHile — 3a-
MKHYB 10r0 Ha KJ1tou.

Binpasa Ao 0gHOTOHHOI emManeBoi CMyrn B rpomag-
CbKMX MiCLIIX € HACTi/IbK/ MOBCIOAHOIO Came TOMy, Lo LA
cmyra BTIJTIOE HamKopCTKiWy dpanbcmdikadiio 3 ycix, Bun-
HEeHVX paAsiHCbKOlo Blagoto, — danbcrdikalilo piBHOCTI.
Ko»KHa 3 MO3HaYeHNX Li€lo CMyroto NOBEPXOHb [JOPIBHIOE
iHWil, a BCi pa3om BOHW JOpPIBHIOOTb 6e3HadilHii He-
3[aTHOCTI flep>KaBHOI Bagu — umn XTo 6 He 6yB aBTOPOM
LibOro TOTa/IbHOro TBOPY MMUCTELTBa B MOHOXPOMI — 3a-
6e3neunTn Gopaln intosilo piBHOro pPo3noginy Toro, Wo
BBAXKa€TbCA CMiNibHUM. EManeBe NokpuTTA — 03HaKa Ko-
MyHaJIbHOCTi i BOAHOYAC — 3aHenagy. Bce, wo nosHayeHo
HVM, € anpiopi BUIyYEHUM 3 PUHKOBOrO 06iry: 3a3Bu-
Yyal nikeigauifa emManeBoi CMyru — Lie nepuue, WO YeKae
Ha LOMHO NPXBATU30BaHUI NPOCTip. Y1 He Tomy 6inni
Konip — Konip No6inky, Konip «Bepxy» — Tak YNeBHEHO
BWTICHMB KOMip «HU3Y» B 1OOY €BPOpeMoHTY? Konboposi

This time no urinals were needed. A functionary who
entered the gallery and was frightened by the naked
bodies immediately interpreted the space, marked with
a blue stripe, as subjected to him. The Blue Panel caused
the closure of Ukrainian Body no less than works as Rada
by Mykola Ridnyi or My Porn Is My Right! by Anatoliy Bye-
lov did. It recoded the space around itself, depriving it of
artistic immunity. It struck the visitor’s eye with an image
usually only glanced at or seen only with peripheral vi-
sion. It worked as a purloined letter, located in the most
conspicuous spot. The Blue Panel was the most obscene
showpiece of Ukrainian Body. It claimed: all what you see
here is just what you see. Nothing is hidden here: neither
secret meanings, nor the inside of underwear. What you
see in front of you literally has a common denominator.
This is a glossy surface of power, the sickening enameled
panopticon, where there is surely no warder since he
went out to sell the rest of the blue paint. His absence was
too manifest at the exhibition. The warder came back and
hid this outrage - or rather locked it.

Disgust towards this self-colored enamel stripe in
public places is omnipresent because it embodies the
most outrageous falsification committed by the Soviet
power, meaning the falsification of equality. Each of the
surfaces marked with this stripe is equal to the other.
Together, they are equal to the hopeless inability of the
government, or whoever was the author of this mono-
chrome Gesamtkunstwerk, to provide at least an illusion
of equal distribution of what was supposed to be com-
mon. Enamel coating is an indication of communality
and decline at the same time. Everything marked with it
is a priori excluded from the market circulation. The elim-
ination of the enamel stripe is usually the first thing that
happens to newly privatized space. Is it not the reason
why the color of “the bottom”was so resolutely repressed
by white color at the age of “Euro renovation”? Colored
coating has been hidden under vertical stripes of white
plastic linings, which claimed that no trace of the state,
no hint of equality remained there: this space has been
put on the market. Who needs this flawed enamel equal-
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MOKPUTTA CXOBAHO Mifl BEePTUKaNbHUMU CMyramu 6inoi
NNacTMKOBOI BaroHKM, fika cBiguuna: TyT binblue HeMae
cnigy Aep»asu, HeMa i HaTAKY Ha PiBHICTb, Liel NpocTip
BMBELEHO Ha PMHOK — KOMY MOTpibHa uA yuwepbHa ema-
neBa piBHICTb i3 Habpakamu dbapbu Ha nosepxHi? Ti 3a-
MiHWMNa HeCKiHYeHHa PUHKOBa €KBiBaNEHTHICTb.

Xou «CrHA naHenb» BopoTHbOBa € TBOPOM, LLIO Nacye
UM He 10 KOXKHOTO MOXX/IMBOTO iHTEP'EPY — 3@ BUHATKOM,
3BiCHO, y>e MO3HauYeHUX Helo, — Ha BUCTaBLi «<YKpaiHCbKe
Tino» BoHa cTana pob6oToto site specific, fonacysanacs go
KOHKPETHOTrO MpUMILLEHHSA, B AKOMY TBIip i NpoCTip Ha-
BKOJIO HbOIO B3aEMOMeEPEO3HauyloTbcs. IxHa B3aemogin
nouymMHanacs BXe Ha MOBEPXHi rafiepernHoi naHeni, anpo-
npinoBaHoi ana uiei pobotn. OparmeHT CTiHW, BiNbHUI
Bifj CMHbOT emari, He 6yno NobGineHo 3rigHo 3 KOMyHarb-
HUMUW NPUNCaMK, POfb YNCTIBHUKA B LbOMY Apobi BU-
KOHyBasia HeiTpanbHa LinAHKa «6inoro Kyba». 3HameH-
HUK «C/HbOI MaHeni», TakuM YMHOM, CTOCYBaBCA MWUC-
TeubKol IHCTUTYLIT UK, TOUHIWe, MaluvHepii M1cTeuTBa.
MpumilieHHsA, no3HaveHe «CMHBOK MaHeno», 3a Yacis
po3TawoBaHoro TyT LleHTpy cyyacHoro mucteursa yBi-
MLLNO A0 NTIOKANbHOI iCTOPIT AK Take, e BnepLue BTiNeHO
MOXNUBICTb IHCTUTYLINHOrO iCHYBaHHA MUCTELITBA YaciB
Kanitaniamy, AK 30BHiLLHil 1O PUHKY, @ OTXe, HeObXigHWIA
[NA HbOTO, IHCTPYMEHT ynpoBaAXKeHHA HeonibepanbHOT
NOTiKN [0 XyAOXHbOro nona. 3rifHo 3 iHCTUTYUiNHO
NIOTiKOI0 MMUCTELbKOrO KamiTaniamy, XyAOXHUK MaE [o-
natu mexi, namatn Taby, BKnouaTy 4o NoNa BUAUMOTO,
a OTXe, [0 PWHKOBOI LMPKYNALii, HOBI iA€HTUYHOCTI.
«CvHA NaHenb» fi€ B NPOTUNIEXKHOMY HanpAMKY — BCTa-
HOBIOE MeXi BUAUMOro, 6epe Ha cebe GyHKLUilo Bnaau,
He Aa€ AnA Mornagy Hivoro HOBOro, CTBOpHUU dyH-
JaMeHTaNbHUN KOHTPACT i3 peLTol0 BUCTAaBNEHUX PO-
6iT. Hanbnmxumin BignoBigHNK «CrHbOT NaHeni» y noni
mucTeuTBa — Ue «CtiHa myupy» Hagwm Mpnii — cTiHa, BCTa-
HOBJIEHA MOMepPeK NPORKAXKOT YaCTUHM Ha GepPRiHCbKIN
Bynuui Opigpixwrpacce, po3ginawum 6igHy 1 3aMOXHY
dinbHuui. PisHUUA nuwe B Tomy, WO NPOCTOPOBUIA PO3-
nopin «CMHbOI NaHeni» — BepTUKanbHWIA: 6inniA NoCK ra-
nepei Bropi, AelleBa CHb XYAOXHbOT PO6OTY — BHU3Y.

94

ity with paint edemas on its surface? It was replaced with
the everlasting market equivalence.

Although Vorotniov’s Blue Panel could fit into almost
every possible interior, at Ukrainian Body exhibition it be-
came the site specific artwork. It adjusted to a particular
place where the work and the space around it fell under
mutual signification. The interaction between The Blue
Panel and the other artworks has already begun on the
surface of the gallery panel appropriated for this work. A
fragment of the wall, free from the blue enamel, was not
whitewashed in accordance with municipal regulations.
The role of the numeral in this fraction was performed
by a neutral area of a “white cube”. Thus, the denomina-
tor of The Blue Panel concerned art as an institution or
rather, as machinery of art. Since the time when the Cen-
ter for Contemporary Art operated in the space, which is
marked now with The Blue Panel, it went down in the lo-
cal history as a place where the possibility of institution-
al existence of art under capitalism was put into action
for the first time. It was seen as the external for the mar-
ket and, therefore, as an indispensable instrument for
implementing neoliberal logic to the art field. According
to the institutional logic of artistic capitalism, the artist
should go beyond the boundaries, break taboos, and in-
volve new identities to the field of vision and therefore
to market circulation. The Blue Panel functions opposite-
ly. It introduces the limits of the visible, takes upon itself
an authority function, does not show anything new, and
therefore contrasts itself with the rest of the exhibited
works. The closest analogue to The Blue Panel in current
art is Peace Wall by Nada Prlja. This is a wall that was set
across the traffic area on Friedrichstrasse in Berlin, which
divides it into poor and rich parts. The main difference is
that the space division of The Blue Panel is vertical with a
white gloss of the gallery on top and cheap blue of the
artistic labor at the bottom.

Finally, The Blue Panel can be interpreted as some-
thing like an unintentional meta-commentary on the sit-
uation of the space marked with it. The location of a con-
temporary art institution in Kyiv-Mohyla Academy was

HapewrTi, «CuHI0 NaHenb» MOXHa YnMTaTh AK LWOCb Ha
KLUTanT M1UMOBINIbHOrO METakOMeHTapA A0 CUTYyaLil, Wo
CKnanacs HaBKOJ10 MO3HAYEHOTO Hel NpuMilLeHHs. Po3-
TallyBaHHA IHCTUTYLII cyyacHOro mucreuTsa B Kueso-
MOMUNAHCBKIN akagemii Big novatky 6yno cknagosoto
YMOBHOIO NMPOeKTY 3 NiKsigaLii ycix octornanmx emasne-
B/X MOBEPXOHb Y Uil KpaiHi. MeHTanbHWI EBPOPEMOHT,
¢dnarmaHom Akoro ctana MorunaHka, oKpim 3amiHu pa-
OAHCbKOT AOrMaTMKM Ha JOrMaTuKy pUHKOBY, nepenba-
YaB CYTTEBY 3BMYAEBY Nibepanisadiio, LLO Mana CToCcyBa-
TUCA HayKK TiEI0 CaMOI0 MipOIo, Lo 1 MmucTeuTBa. Emane-
BUX CTiH Y MorunaHui n cnpasgi maixe He 3anmiumnnoch,
a OT HenprMUpeHHa 60poTbba 3 IHWKMKN NPOABaMMU «CO-
BKa», AK i 6yab-AKNIA egunanbHWin KOHOAIKT, 3Mornia npu-
3BECTW JIMLIE [0 MOBINbHOrO MEpPEeBTINEHHS BYHTIBHMKA
Ha KapukaTypHuIn obpa3 cBoro cynepHuka. Cnepuy 3a-
neKsi MOrMAAHCHKI aHTUPAZAHLLNKIM — BUOPALLHi KOMCO-
MOJIbLi — He 3MOrM CTepPNiTM HAABHOCTI Y CBOIX CTiHax
«Cy4YaCHOro MMCTELTBa», HaMBINbLL aHTUPAZAHCBKOrO 3
YCiX MOXIMBUX XYyLOXHIX ANCKYpCiB. LileHTp BisyanbHol
KYNbTYpPW, WO BUHWK Y LIbOMY  NPOCTOPI, CTaB CBifKOM
NOBINIbHOrO MOKPMBAHHA KOXHOI 3 MOBEPXOHb, JOCTYM-
HUX ANA aKageMiYHOro KOHTPOJIO, OAHOTOHHOW peyo-
BMHOIO HalHmx4oro wtunby. Konu nig umm 60n0THUM
LIApOM He AMWWNOCA MicUA ANA HAayKOBO-AOCANiAHOIO
LeHTpy, came «CuHA naHenb» BOpoTHbOBA, 3a AMBHOIO
BMMAAKOBICTIO, 3aMLWIMNACA Y 3aMKHEHOMY A1 CTOPOH-
HbOTrO NOrAAAY NPUMILLEHHI AK enemMeHT HeBUANMOI Mo-
CTiHOT ekcno3uuii. EManb € HaaTO TPMBKOIO 1 HaHeCeHa
BOHa HaATO CYMAiHHO, Wo6 Tak nerko ii no3bytuca.

P.S. Ha ctiHax moro nig’i3gy 3nywunaca ¢papba, Kpisb
emanb npoctynunu 6ini nnamu, sBuigeHi rpubkom. Cyci-
[V, He JoYeKaBLUIMCb KOMYHaslbHOT fonomoruy, 3ibpanuca
1 CaMi NOKPWUIIM eManio CBili LUMATOK CTiHWU. TOUYHICIHbKO
TaKoro X Konbopy, AK eManesa cMyra B ycboMy nigi3Ai.

Onekcili PaOuHcbKuli — pedakmop xypHany «[lonimuyHa Kpumuka,
asmop ginemis, akmusicm LleHmpy sizyansHoi Kynemypu, Kuis

part of the project to eliminate all repulsive enamel sur-
faces in this country in the first place. Mental “Euro reno-
vation”, where the university took leading positions, im-
plied not only that Soviet dogmatism would be replaced
by the market one, but also that everyday life should be
considerably liberalized. This concerned science as well
asart.Thereis virtually no enamel walls left in the univer-
sity. Yet, the relentless struggle against other manifesta-
tions of “Soviet mentality”, as any other Oedipus conflict,
could not result in anything but a slow transformation
of a rebel into a caricature of his adversary. At first, many
anti-Soviet hardliners, who were also former Komsomol
members, could not bear any presence of “contempo-
rary art” within the university walls, which represented
the most anti-Soviet of all art discourses. Visual Culture
Research Center, which had occupied the vacant place,
witnessed the slow coating of every surface available to
academic control with monochrome, poor quality ma-
terial. Under this marsh layer there was no more space
for research. It was Vorotniov’s Blue Panel that strangely
enough stayed locked away from public eyes as a part
of permanent invisible exposition. The enamel has been
applied too carefully and it is a proof that it can be so
easily got rid of.

PS. In the entry of my building, paint on the walls
peeled away and white spots covered with fungus were
exposed through the enamel. My neighbors did not wait
for the municipal service and enameled this part of the
wall themselves with the color exactly fitting the enamel
stripe in the whole building.

Oleksiy Radynski - editor of the Political Critique magazine (Ukrainian
edition), film maker, Visual Culture Research Center activist, Kyiv
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