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FOREWORD I

Today, when Ukrainian cultural heritage is in
constant danger of destruction by Russian
shelling and bombs, Ukrainian art gains spe-
cial meaning and relevance. Since the Rus-
sian full-scale invasion of Ukraine started,
many artists have changed from their artis-
tic practice to the military, and the Ukraini-
an art community is defending its agency and
the right to speak up on the cultural battle-
field. Many cultural managers transformed
into brilliant volunteers establishing and co-
ordinating never-ending flows of humanitar-
ian and military aid. By means of contempo-
rary art and critical reflections, we can reveal
what Ukrainians are experiencing today.
Presenting Ukrainian art abroad is a distinc-
tive way of communicating with the world.
For this reason, in 2020, the Ukrainian Insti-
tute, a public institution representing Ukraini-
an culture internationally, launched Visualise,
a long-term programme intended to support
exhibition projects outside of Ukraine. Visual-
ise provides opportunities for co-program-
ming, co-financing, and communications
support to international exhibitions that con-
tribute to promoting the art of Ukraine global-
ly and establishing institutional partnerships.
In 2021, the Ukrainian Institute announced
the second open call within the programme,
and the project You Know that You are Human
was selected as a remarkable art event rep-
resenting Ukrainian photography in Berlin.
At times of Russia’s war in Ukraine, art and
culture became the fulcrum of social resist-
ance. And photography plays an exceptional
role in this process as a medium that is both
reflecting and capturing. You Know that You are

Anastasiia Manuliak,
Head of Visual Art
Ukrainian Institute

Human leads the viewer through a curatorial
selection of 50 years of Ukrainian photogra-
phy, presenting multiple genres, schools, and
artistic approaches, with all of them focus-
ing on the human being as the main object of
analysis and exploration.

This publication features additional texts and
materials, which, alongside the broad and di-
verse selection of artworks by Ukrainian pho-
tographers, present a more profound under-
standing not only of the evolution and trends
in Ukrainian photography but also of the social
and historical background of Ukrainian art.
Project You Know that You are Human became
possible not only thanks to the rich heritage
of Ukrainian art and photography, or those
who protect us and this incredible heritage
from barbarian invasion, but also thanks to
the remarkable efforts and cooperation of all
people and institutions involved in the process
of preparing this exhibition and publication. |
would like to express my gratitude to everyone
who worked on the project You Know that You
are Human. Firstly, to Kateryna Filyuk for her
outstanding curatorial approach. To our part-
ners, IZOLYATSIA and Momentum, for making
the exhibition and this publication happen de-
spite the challenging times. | am also grateful
to Goethe-Institut and Goethe-Institut im Exil
for their support and confidence in the im-
portance of showcasing Ukrainian art. To all
the Ukrainian artists who became part of this
remarkable event, and to everyone keeping
Ukrainian art heritage alive despite the war,
tragedy and drama of our times.

You know that you are a human.

You know that, or do you not?

That smile of yours is unique to you,
That torment of yours is unique to you,
Your eyes no other person has got.

Tomorrow you won't be here present.
Tomorrow on this blessed land
Others’ll be running and laughing,
Others’ll be feeling and loving;

Good people and bad ones, my friend.

Today all the world is for you:
Forests and hills, valleys deep.

So hurry to live, please, hurry!

So hurry to love, please, hurry!
Don’t miss out on it, don’t oversleep!

‘Cause you on this Earth are a human.
And whether you want it or not,

That smile of yours is unique to you,
That torment of yours is unique to you,
Your eyes no other person has got.

Vasyl Symonenko, November 16, 1962
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Y Yacu, Koau ykpaiHCcbKa KynbTypHa CrafLim-
Ha nepebyBa€ nif MOCTINHOK 3arpo30l0 3HWM-
WeHHs Yepe3 pociiiceki bombapayBaHHS,

yKpalHCbke MUCTeuTBO HabyBae ocobnuBoi

aKTyaNbHOCTI Ta 3HayeHHs. Big novyatky nos-
HoMacwTabHoro BTOprHeHHs Pocil B YkpaiHy
DaraTto MUTLIB CTann Ha 3axUCT CBOET 3eMi,
a yKkpalHCcbka KynbTypHa cnifbHoTa bopeTb-
CA 3a CBO Cyb'eKTHICTb Ta MpaBo rosocy Ha
KynbTypHOMY ¢poHTi. BaraTo KynbTypHUX Me-
HeLKepiB Ta MeHemXepoK CTanu YyAoBMMU
BOJIOHTEPaMM, 3aMo4aTKOBYYM Ta KOOPANHY-
04N HECKIHYEHHI MOTOKM r'yMaHiTapHOI Yu Bili-
CbKOBOI fonoMoru. | came 3aBpsku 3acobam
Cy4aCHOro MMUCTELTBA Ta KPUTUYHUM pedrek-
CiIM Yy Hac € MOX/MBICTb pO3MoOBIAaTH CBITY
npo Te, LU0 3apa3 nepexunBatoTb yKpaTHL.

[pe3eHTauis ykpalHCbkoro MwucTeuTBa 3a

KOPLOHOM € Ba>X/IMBUM CMOCOOOM KOMYHIKaLiT

3i cBiToM. Yepes ue y 2020 poui YkpaiHCbkuMi
IHCTUTYT, AepXaBHa yCTaHOBa, sika pernpe-
3EHTYE yKpalHCbKy KynbTypy Ha Mi>XKHapoaHO-
My piBHI, 3anycTtuna nporpamy «Visualise»
- JOBrOCTPOKOBY Mporpamy 3 NigTpUMKKN BU-
CTaBKOBWX MPOEKTIB 3@ KOpAOHOM. [Tporpama
Hafla€ MOXJ/IMBOCTI CMiBNporpaMyBaHHs, [0-
diHaHcyBaHHA Ta iHbopMaLiiHOT NIATPUMKM
MiXXHapoAHMX BUCTaBOK, LLO CMPUSAOTb Npo-
CyBaHHI0 MUCTeLTBa YKpaiHuM y CBITI Ta Hana-
FOAXKEHHI0 IHCTUTYLIMHOT cniBnpay,.

Y 2021 YkpalHCbKWi iHCTUTYT OronocuB Apy-
rMI KOHKYPC Y paMKax nporpamu, i 3a pesysb-
TaTaMu NPOEKT «TW 3HAELL, WO TW — JIIOAUHA»
Byno obpaHo pns npepcTaBneHHs yKpaiH-
cbkol ¢oTorpadii B bepniHi. Y yacu BinHn Po-
cii npoTn YkpalHu came KynbTypa Ta MUCTe-
LTBO CTaloTb TOYKOI OMOPU IS CYCMisIbHOro

AHacTacig MaHynsk
KepiBHuusa HanpsiMy «BisyanbHe MucTeuTBO»
YKpalHCbKOro IHCTUTYTY

onopy. A ¢oTtorpadisa, K MefiyM, L0 BOJHO-
yac dikcye Ta pednekcye, Bigirpae Baxaunsy
ponb Yy LbOMYy npoueci. «Tu 3HaeW, Wo T —
N0LNHa» € KypaTopcbkoto fobipKoto, Lo po3-
nosigae npo 50 pokiB ykpaiHcbkol ¢oTorpadii
Yyepes pi3Hi XaHpu, WKOAM Ta TBOPYI Migxo-
oW, ane 3aBXAW GOKYCYUYUCb Ha NIIOANHI fK
00’eKTi BOCNiAXEHHS Ta aHani3y.

Ls nybnikauis MicTUTb TekcTu Ta MaTepia-
N, [k pasoM i3 gobipkoto MucTeLbkux pobiT
yKpalHcbkux ¢oTorpadiB He nulle AEMOH-
CTPYIOTb PO3BUTOK Ta HanpsMu yKpalHCbKOT
doTorpadii, ane 1 couianbHUIA Ta iCTOPUYHKIA
KOHTEeKCT YKpalHCbKOro MUCTeLTBa 3arajaoMm.

MpoekT «TW 3Ha€ELW, WO TN — NoAUHa» CTaB
MOX/IMBMM 3aBAsSKM BaraTiii  ykpalHCbKil
cnaflmHi, a TakoX TUM, XTo 3apa3 obopo-
HSAOTb HacC | Lo cnajLinHy Bif, BapBapCbKux
3arapbHukiB. Ane TakoX 3aBASKW 3yCUINAM
Ta cniBnpaui NloAen Ta IHCTUTYUIn, 3anyye-
HUX y npoueci NiAroToBKWM BWCTaBKM Ta L€l
nybnikauii. Xo4y BUCNOBUTU BASYHICTb YCiM,
XTO NpaytoBaB Haj NPOEKTOM «TW 3HAEL, LLO
™M - nwoguHa». 3okpema, KatepuHi ®intok
3a BUTOHYEHY KypaTopcbKy poboTy. Hawum
naptHepam «I30/14U/I1» Ta «Momentum» 3a
HEeWMOBIpHI 3yCUNNSA 3apafn BTIIEHHS LbO-
ro MPOEKTY B >XMTTH MOMNpw BCi TPyAHOLL.
Tako) BAfyHa Goethe-Institut Ta «Goethe-
Institut im Exil» 3a nigTpuMKy Ta BNeBHEHICTb
Y Ba>KJ/IMBOCTI Mpe3eHTaL,ii yKpaiHCbKOro M1c-
TeutBa. A TakoX yCiM yKpalHCbKUM MUTLSM,
fKi € YAaCTUHO LbOro MPOEKTY, Ta BCiM, XTO
nbae npo ykpaiHCbKy KynbTypHY CRajLiuHy,
He3BaXkalouu Ha BiNHY, ApaMy Ta Tparepito
HalWWX OHIB.

T 3HaeLw, 1o ™M — agnHa.
Tv 3Haeww npo ue yu Hi?
Yemilwka TBog — €4uHa,
Myka TBOSI — €AMHa,

Oyi TBOI — OfHI.

binbLie Tebe He byne.
3aBTpa Ha Ui 3emi
IHLLI X0BUTUMYTb JH0AM,
IHLWi KoxaTuMyTb nloaN —
Lobpi, nackasi i 37i.

CborogHi Bce a5 Tebe —
Osepa, rai, ctenu.

I >xutu cniwmntu Tpeba,
Koxatu cniwmnty Tpeba —
nsaun x He npocnun!

6o v Ha 3emni — noanHa,
| xoyeLl Toro yn Hi —
Yemilwka TBoS — €4uHa,
Myka TBOSI — €auHa,

Oyi TBOI — OfHI.

Bacunb CumoHeHko, 16 nuctonapga 1962
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This project took shape about a year ago
and was meant to shatter Ukrainian pho-
tography’s marginal status it has been un-
duly holding since the Soviet times. Although
within the Western canon photography was
recognized as a full-fledged cultural and ar-
tistic phenomenon around the 70s, in the So-
viet and, subsequently, post-Soviet countries,
a rigid hierarchy with classical oil painting
on canvas getting an absolute priority, con-
stantly pushed photography to the margins,
questioning its origins, relevance, and artis-
tic quality. | hoped that by observing the suc-
cession, variety of approaches applied, and
polyphony of the unique artistic voices rep-
resented in the You Know That You Are Hu-
man exhibition - which, however, doesn’t
pretend to provide an exhaustive review of
the Ukrainian photographic scene - it would
be easy to get rid of this delusion. Like many
colleagues, | also hope that Ukrainian aca-
demic and educational institutions will final-
ly introduce photography in their curriculum
and tackle both theoretical and historical
perspectives of it.

So far, this task is being successfully accom-
plished primarily by private initiatives and
passionate enthusiasts behind them. From
the beginning of the 2000s, Ukraine saw the
rise of several private photo schools, includ-
ing Viktor Marushchenko School of Pho-
tography (est. in 2004, Kyiv], Bird in Flight
School (est. in 2016, Kyiv), MYPH (est. in
2018, Mykolaiv); festivals and fairs includ-
ing Odesa Photo Days Festival (est. in 2015,
Odesa), PHOTO KYIV (est. in 2017, Kyiv); mag-
azines including 5.6 Magazine (est. in 2010,

Kyiv), Salyut (est. 2021, Kyiv); and online plat-
forms such as Bird in Flight (est. in 2014), Un-
titled (est. in 2020); etc.

Instead, for the German audience, which,
fairly enough, is not as familiar with the on-
going Ukraine discussion, the exhibition
could have been an exceptional opportunity
to get acquainted with Ukrainian photography
from a historical perspective. Certain names
might be very well known to them, like Boris
Mikhailov, who has been living in Berlin for
a very long time and has international fame;
others may hold a possibility of discoveries.
And the fact that the show mainly focused on
humans might enable them to depart from
the micro level of an individual and recog-
nize the changes that have been happening
in Ukrainian society since the mid-twentieth
century till the present.

However, everything changed on February 24,
2022, when Russia invaded Ukraine. The ex-
hibition was put on hold, the appeal began to
feel irrelevant, and the general focus shifted
to more essential things like the giving cam-
paign. At the same time, some participants,
like Maryna Frolova from Kherson, hap-
pened to be locked on occupied territories,
and some, like Sergey Melnitchenko from
Mykolaiv, had to flee to save their families
and continue working. Others, among which
are Aleksander Chekmenev and Oleksander
Glyadyelov, have been working tirelessly to
register people’s stories, document crimes
of Russian troops, and thus seize the histori-
cal moment of utmost importance.

It all made me revisit the powerful poem by
Vasyl Symonenko that lends a title to this ex-

hibition, which | would love to quote in full.
What | saw there resonated so much with
the current mood - no matter how dramatic
the situation is, life could not and should not
be put on hold. And Ukrainians, who, due to
the ongoing war every day, face new dreadful
hardships, but remain strong and carry on, is
the best affirmation of this statement.
Ultimately, this is why | would love this exhi-
bition to be an anthem of strength, resilien-
cy, care for each other, and love of life that
Ukrainian people demonstrate every single
day of this horrible and unjust war.

Kateryna Filyuk, curator
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Lle npoekT BMHUK B6AM3bKO poKy TOMY /1 MaB
Ha MeTi 3pyWHyBaTW MapriHanbHUI cTaTyC
yKpaiHcbkol doTorpadii, skuin HecnpaseLnn-
BO 3aKpinuBCA 3@ Helo e 3 pajsiHCbKMUX Ya-
ciB. Xoya B 3axilHOMy KaHOHI doTorpadis
Byna BM3HaHa MOBHOLiIHHWUM KyNbTYpHO-MUC-
TeubkuM aBueM npnbnusHo y 70-x pokax, y
PafsHCbKMX, @ 3rofoM i MOCTPaASHCbKMX Kpa-
THax >kopcTka iepapxia 3 abcontoTHUM npio-
PUTETOM KNIACMYHOrO ONIMHOMO XMBOMUCY Ha
MoNIOTHI MOCTiIHO BUTicHANa doTorpadito Ha
MapriHec, CTaBASUM NiJ, CYMHIB iT MOXOOKEHHS,
aKTyaNbHICTb Ta MUCTeLbKI aKocTi. A cnopiBa-
nack, Wo, CrnocTepiratoymn 3a CNafKoeMHICTIO,
PI3HOMaHITHICTI0O 3aCTOCOBaHWX MiAXoA4iB Ta
nonidoHieto yHIKaNbHUX MUCTELbKUX FONI0CIB,
npencTaBfieHMX Ha BUCTaBLi «Tu 3HAEW, LLO
™ — ntoguHa?», fKa, BTiM, He NpeTeHAye Ha

BMYEpPNHUI ornag ykpaiHcbkol ¢oTorpadiyHoi

cueHu, no3byTtncsa i€l inw3il byne nerxo. Ak i
BaraTo Moix Koner, § TakoX crnofisatocs, Lo
YKpalHCbKi akafeMiyHi Ta HaBYanbHi 3akna-
OV, HapewrTi, BBegyTb ¢poTorpadito y cBoi Ha-
BYaslbHi Mporpamu i 3anMMyTbCs K TeOpeTuy-
HWMW, TaK i iICTOPUYHUMM 1T NEPCNEKTUBAMMY .

Hapasi ue 3aBgaHHS YCMilWHO BUPILLYETLCS
nepeBaXkHO 3aBAAKW MPUBATHUM iHiLiaTVBaM
Ta eHTy3iacTaM, aKi 3a HUMK CToATb. 3 noyart-
Ky 2000-x pokiB B YKkpalHi 3'aBuMNocs Kinbka
npuBaTHUX doToLwKin, nomix akmx «llkona
¢doTorpadii Biktopa MapyweHka» (3acHosa-
Ha y 2004 poui, Kuis), wkona «Bird in Flight»
(sacHoBana y 2016 poui, Kuig), «MYPH» (3a-
cHoeaHa y 2018 poui, Mukonais); ¢ectuani
Ta apMapku, nomix aknx «Odesa Photo Days
Festival» (sacHosanuit y 2015 poui, Ogecal,
«PHOTO KYIV» (3acHosanay 2017 poui, Kuis);

XypHanw, 3okpeMma, «5.6 Magazine» (3acHo-
BaHuin y 2010 poui, Kuis), «Salyut» (3acHo-
BaHwit y 2021 poui, Kuis); onnaiH-nnatdop-
Mu «Bird in Flight» (3acHoBana y 2014 poui),
«Untitled» (3acHoBana y 2020 poui) Toulo.
HatoMmicTb gns HiMeubkol ayguTopii, €ka,
CrnpaBefMBO KaXy4n, He HacTifibkK 06i3HaHa
3 MOTOYHOK YKPAlHCbKO ANCKYCi€lo, BUCTaB-
ka Morna 6 cTaTy BUHATKOBOI MOXJIMBICTO
Nno3HamoMnUTMCA 3 ykpaiHcbKoto doTorpadicto
B ICTOPUYHIN nepcnekTuBi. [1eBHi iMeHa Mo-
XyTb OyTW T™M pgobpe BifoMi, SIK, Hanpuknag,
Boprvc Muxannos, 9kui yxe Jyxe [aBHO
»uBe B bepniHi 1 Mae MixxHapogHy nonynsp-
HiCTb; iHWI MOXYTb BYyTW ANS HUX BigKPUTTA-
Mu. A Te, Wo BucTaBka byna 3ocepepkeHa
nepeBaXHO Ha JtOAsX, Morno 6 fo3BoNUTH TM
BifiNTW Bif MiKpOpPIBHSA iHAMBILyaNbHOT 0CO-
6ucTocTi M ycBiLOMUTK 3MiHW, sKi BinbyBa-
I0TbCS B YKpalHCbKOMY CYCMiNnbCTBI i3 cepenn-
HK XX CTONITTA | 10 CbOrOAeHHS.

MpoTe Bce 3MiHUnocs 24 notoro 2022 poky,
konn Pocis noBHomacwTabHo BTOprnacs B
YkpaiHy. BuctaBka byna npusynuHeHa, 3aknmk
CTaB 3/4aBaTUCS HeaKTyaNnbHWUM, a 3aranbHui
dokyc 3MicTMBCS Ha binbl cyTTEBI peui, Taki
sk 30ip kowTiB. BogHouac feski yyacHuku, sK
Mapura @ponosa 3 XepcoHa, OnUHUAKCS Nif,
3aMKOM Ha OKyrnoBaHUX TepuTopiax, a geski,
sk Ceprin MenbHuyeHko 3 MukonaeBa, bynu
3MyLUEeHi TikaTu, Wob BpsATyBaTW cBOT CiM'l Ta
nani npautoBaTu. IHWI, noMix akux OnexkcaHap
YekMeHboB Ta OnekcaHap Mnagenos, HEBTOM-
HO npautoBanu, Wob 3adikcysatu icTopii nto-
[el, 3af0KyMEHTYBaTW 3J104MHU POCIACHKNX
BIMCbK, | B Takni cnocib 3akapbyBaTv Hap3BU-
YanHO BaXJIMBUI iICTOPUYHUIN MOMEHT.

Yce Le 3MyCMI0 MeHe MOBEPHYTUCS A0 NOTYX-
Horo Bipwa Bacwuna CuMoHeHka, akui paB
Ha3BYy Ui BWUCTaBLi | AKMI 9 xoTina 6w npo-
LMTyBaTK NoBHicT. Te, wo a TaMm nobayuna,
YiTKO MeperykyeTbCs 3 HUHILWHIMU HaACTpos-
MU — gKoto 6 gpamaTuyHolo He byna cuTya-
Lisl, XXUTTH HE MOXE M HE MOBUHHO CTOSATU Ha
MicL,i. " yKpaTHLi, SKi Yepes BiliHY, L0 TPUBAE,
LLOAHSA CTUKATLCS 3 HOBUMM XKaXJIMBUMU BU-
npobyBaHHAMM, ane 3ananLLIAITLCS CUNBHUMU
i MByTb pani, € HankpawmuM NigTBEPAXKEHHAM
LbOro TBepAXKEHHS.

3peLwToto, caMe ToMy g xoTina 6u, wob usg Bu-
CTaBKa CTana riMHOM CWli, CTiKocTi, Typbo-
Ti OAMH MpPO OAHOro Ta NtbOoBI [0 XUTTH, AKi
yKpaTHCbKWI Hapog BEMOHCTPYE KOXHOMO AHS
L€l XKaxn1Boi Ta HecnpaBeanBOI BIHW.

KatepuHa Qinwok, kypatopka
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Is it possible in the era of the new nuclear
threat to talk about humanism, appealing
to the ideas of liberté, d'égalité, fraternité?
Dictatorial regimes that usurped these uni-
versals made them part of the machine of
suppression of the slightest manifestations
of humanity, punished as dissent. It was the
case in Ukraine, which remained in the colo-
nial status of Russian Italy even in the days of
the Soviet Empire.

It is no coincidence that the Ukrainian pho-
tographic underground emerged in Kharkiv,
one of the capitals of the world avant-gar-
de of the 1920s, whose star faded in the re-
pression of Stalin’s terror. It was only in 1971
that an alternative circle of photographers
(Boris Mikhailov, Oleh Malovanyi, Oleksan-
dr Suprun, Yurii Rupin, Evgeniy Pavlov, etc.)
appeared here, uniting in the group Vremya
(Time), manifesting the theory of impact.
They used the seal with the owl sign as a
heliofighting, anti-imperial symbol to signi-
fy their works. The image of the human be-
ing became the focus of their unusual at-
tention. Boris Mikhailov presented a series
of countless characters bearing manifesta-
tions of their individuality and introduced the
world to the strange poetry of decadent So-
viet everyday life. Rejecting the pathos of ex-
treme positions, Mikhailov called this char-
acter the average man.

The beginning of the 1970s was a time of
revelations. As if the Soviet man, who tasted
the fruit from the tree of knowledge, realized
their nakedness. Then there was a perform-
ative series of Evgeniy Pavlov’s Violin (1972),
where nine young people went to the collec-

tive farm field, rejecting the attributes of the
ideological society along with their clothes,
which created a rare flash mob. This self-lib-
erated generation ended badly. The short era
of hippies in Ukraine and its leap to freedom
were drowned in the pogroms of the era of
Volodymyr Shcherbytsky, who rose to power
in 1972. Naive seekers of liberté, d’égalité,
fraternité found themselves in mental hos-
pitals, camps on charges of «social parasit-
ism», or simply on the sidelines of life. The
generation rightly deserved its requiem in
Boris Mikhailov's shocking series Case His-
tory (1997-1999).

Following the footsteps of Vremya, Roman
Pyatkovka imbued his pictures with the neg-
ativist energy of late-1980s youth move-
ments, creating several series, such as The
Wrong Picture and Leaving the Herd. Roman
Pyatkovka uses irrational characters in his
work. Good-natured monsters, ghouls, and
sexy witches inhabit his photographs. Volup-
tuousness and destructiveness are keys to
understanding his pictures as a manifesta-
tion of the spirit of anarchic freedom.

Those related to drama could not stop the
processes of centrifugal, decolonization and
de-Sovietization. Personal pages of other
authors with their recognizable faces ap-
peared in the great encyclopedia of everyday
life of the imperial looking-glass. For exam-
ple, a railway photographer from Kharkiyv,
Viktor Kochetov, has been working in tandem
with his son Serhiy since the 1990s. Sergiy
painted his father’s photos in bright colours
of spontaneity and kindness as if they were
colouring books. Or a paramedic who worked

in an ambulance in Luhansk, photographer
Oleksandr Chekmenyov. The theme of the
most vulnerable to crisis society members
led him to the social assistance service,
where he took a thousand pictures of senior
citizens who did not have the money to pay
for a passport photo.

At the same time as Kharkiv authors were
exposing urban realities in provocative
photographs, innovative practices of pho-
to-based art were developing in Kyiv in the
environment of the non-conformist group
Parcommune. Their radical experiments
had a prominent influence on photographer
Mykola Trokh. The heroes of his pictures are
not always artists from the legendary squat
but always people outside the society. The
trance state accompanying them is exponen-
tiated with absurd aniline colouring.

In the 1980s, a landmark for the changes
that matured within society, the truth ta-
booed by the Soviet empire grew not only in
underground locations of huge cities but in
small photo studios in Ukraine as well. The
world of such a village studio appears in the
archive of a rural photographer who served
ten years in concentration camps «for na-
tionalism». Paraska Plytka-Horytsvit creat-
ed an epic series of the Hutsul locus that did
not break ties with the archaic.

While the official world of Soviet photogra-
phy was defined by a chosen circle of peo-
ple well vetted by the KGB, Kyiv, the capital
of Ukraine, and its photographic image were
particularly closely watched. These condi-
tions left a particular imprint on the work of
talented photographers, making them hos-

tages of the ideological system. Borys Gra-
dov and Iryna Pap worked in journalism in
these conditions. Photographs were given
almost magical significance, so no state-
ment beyond the accepted iconography could
go unnoticed, causing the genre oxymoron of
staged coverage. Subsequently, such out-
standing photographers as Viktor Marush-
chenko, Igor Gaidai and others worked in
Kyiv photography serving the officialdom.
Marushchenko was the «presidential» pho-
tographer of Kuchma and Yanukovych and,
at the same time, created a vast photo ar-
chive with an admirable gallery of portraits
and the series Donbas.

In 1987, the group Pohlyad was formed in
Kyiv. It consisted of Oleksander Glyadyelov,
Rita Ostrovska, Oleksandr Liapin, and oth-
ers, who created a rougher style in Kyiv pho-
to-documentary marked by several prestig-
ious exhibitions and awards. In 1995, Valeriy
Miloserdov won the Nikon award, and in
1998, Glyadyelov received the Hasselblad
award. Chekmenyov became the owner of
one of the prestigious awards, Vevey-2000.
Ukraine’s gaining of sovereignty removed
many taboos, and photography acquired in-
dependent rhetoric, in which intonations
of new pathos appeared. In 1990, the first
Ukrainian Maidan took place, the Revolu-
tion on Granite, a student hunger strike
with tents in the central square of Kyiv. As
a result, on October 23, the Verkhovna Rada
obeyed the students’ demands to support the
independence of Ukraine. The logical contin-
uation of these events were the Maidans of
2004 and 2014 and the war of 2022. While



documenting these events in Ukraine, Milos-
erdov, Glyadyelov, and Chekmenyov created
photo projects of historical significance.
Political changes brought all levels of free-
dom to Ukrainian photography. In 2005-
2010, the groups SOSka and Shilo appeared,
declaring their positions in performative
photography with the participation of the
authors in the game as it was in the joint
project of Mikhailov and Mykola Ridnyi, Pa-
triot Games (2007). Nowadays, a resonant
group of young authors has appeared in the
south of Ukraine, the Myth photo school in
Mykolaiv. It is headed by Serhiy Melnychen-
ko, known for his project Schwarzenegger is
My Idol, which continues the provocative ex-
ploration of the theme of corporeality signif-
icant in early Ukrainian photography.

The image of the new generation that grew
up in independent Ukraine is represented in
the photographic series of Sasha Kurmaz,
Olena Grom, and Natasha Shulte. It also
consists of a fragmented series of virtuoso
installations by Valentyn Bo, as if present-
ed at an imaginary exhibition of artefacts
of civilization.

The new generation gained the space of
freedom by being born in a country that was
not in the obedient slavery of Moscow. But
several revolutions fell on their shoulders
along with a long war with Russia, which
did not want to abandon imperial plans, a
war, driven by aggressive energy to absorb
the territories of disobedience and destroy
the generation of freedom that grew up on
it. These intentions resonate convincingly
in the projects of Olena Grom, whose home

in Donetsk was ruined and devastated. Her
close attention, capturing the images of chil-
dren who grew up in a bomb shelter, voic-
es the regressive theme of the new children
of the underground. These projects speak of
the power of the evil empire, which yet again
makes its fatal choice of genocide, enslave-
ment and deportation.

However, the new Ukrainian photography
continues to impress with the resource of
strength and freedom of survival in the envi-
ronment of catastrophe, replacing the imag-
es of military reality with visions of colossal,
almost shocking aesthetic power, as in the
projects of the Synchrodogs tandem, which
conquered the world, involving the entire
palette of arts along with the universal pho-
tographic experience.

The full-scale war yet again urges Ukrainian
photography to follow the strategy of shock
- ideological, semantic, and aesthetic, rep-
resented by solid figures of Ukrainian photo
resistance, as it was during the Cold War. But
the outgoing landscape of the underground,
with its lonely silhouettes of giants, is being
replaced by new realities. Despite the trag-
ic themes and the heavy burden of war, to-
day, this panorama paradoxically looks like
a spring landscape covered with flowers.
Photos by Olena Grom, Valentyn Bo, Sasha
Kurmaz, Maryna Frolova, Natasha Shulte,
Yulia Krivich, Viktoriia Temnova, and Syn-
chrodogs tandem (Roman Noven and Tania
Shchegloval, touched by admirable, unearth-
ly colours, carry this spring message about
the new Ukraine.

Tetyana Pavlova, art historian

YKPAIHCbKA ®oTorPA®If I HA I
I EPMMETPI BIMHY I

Yu Mo>KHa B enoxy HOBOI SAEPHOT 3arpo3u ro-
BOPWUTM MPO ryMaHi3M, anesntoyn Ao iaer cBo-
Boan, piBHocTi, BpatepctBa? [uKTaTOpCbKi
peXxxumu, sKi yypnyBanu Lji yHiBepcanii, 3po-
BWAK TX YaCTUHOI MaLUMHW NPUAYLLEHHS Hal-
MeHLUWX NPOosiBIB JIOAAHOCTI, LLLO Kapanucs aK
iHakoMucneHHs. Tak byno B YkpaiHi, Aka v gani
3a/Mwanachk y KosoHianbHOMY CTaTyCi «poCii-
cbkol ITanii» i 3a yaciB PagaHcbkol iMnepir.
YkpaiHCbkuin poTorpadiyHmii aHgerpayH He
BUNagKoOBO BWHUK y XapkoBi, OfHIN 3i CTO-
nnub ceitoBoro asaHrapgy 1920-x, ung 3ipka
NoTbMSIHINIa B penpecisax CTaniHCbKOro Tepo-
py. | nnwe 1971 poky TyT 3'ABUNOCH anbTep-
HaTuBHe kono ¢otorpadis (Bopuc Mwuxaii-
nos, Oner ManboBaHui, Onekcangp CynpyH,
HOpit Pynin, €srenin lNasnos Ta iH.), Aaki
06'egHanuck y rpyny «Bpemsa» («YHac»), ma-
HibecTyBaBLIM «Teopito ygapy». [ns curHi-
dikauil cBolx pobiT BOHM BUKOPUCTOBYBaNu
nevaTky 3i 3HaKOM COBMW K refniobopcbkuim,
aHTMiMnepcbkuii cumeon. O6pa3 nwoguHu
3'aBuBca y okyci IXHbOI HE3BMYAWHOI yBa-
rn. bopuc Muxannos BBiB B 006pa3Hy HU3KY
He3/iYeHHUX NMepCcoHaxiB, WO HeCyTb NPosBY
CBOEI IHAWBIAYaNnbHOCTI, T8 MO3HANOMUB CBIT
i3 AMBHOO MOETUKOI 3aHeNafHOI pafsiHCbKOl
noBcsakaeHHocCT. Lboro nepcoHaxa Muxai-
J10B Ha3BaB, BiAKMHYBLWMW nadoc KpanHix no-
NOXeHb, «CepeHbO JTIOLMNHO».

MouaTtok 1970-x by yacoM opkpoBeHb. Ha-
4ebTo «papsHCbKa NOAMHa», Ka CKyLITyBana
nnig i3 gepesa Mi3HaHHA, yCBigOMUMA CBO
HaroTy. Toai 3'aBunacs npedopmatmBHa ce-
pia Esrenia Masnosa «Ckpunka» (1972), ne
[eB’aTb MoJIoAUX Ntofen BUNLLM Ha KONTrocCn-
He Mofie, pa3oM 3 OAAroM BiAKMAAKYM aTpu-

ByTuKy igeonoriyHoro cycninbcTBa, CTBO-
pVBLUKN PigKiCHWUIA 3@ pe3oHaHcoM ¢bnewMob.
Lle nokoniHHA, WO caMO3BifbHWIOCA, MO-
raHo 3akiHyuno. KopoTka epa xini B YkpaiHi
Ta 1T puBoK Ao cBoboau 3axJMHynMca B Mo-
rpomax enoxu Bonogmmupa Llepbuubkoro,
KU npuiwos fo Bnaau B 1972. HaiBHi wy-
kaui liberté, d'égalité, fraternité onvHunuce
y ncuxnikapHsx, Tabopax 3a cTaTTel «coLi-
anbHUIM Napa3nTu3M», abo NpocTo Ha y36iuyi
XUTTA. [MoKoNiHHA cnpaBefiMBO 3aCny>XMio
CBill pekBieM y LWoKytouin cepil Bopuca Mu-
xamnnosa «Case History» (1997-1999).

loyun 3a ryptom «YHac», PomaH lNaTkoBKka Ha-
noBHMB cBoOi ¢doTorpadil HeraTUBICTCbKO
€HepreTMKo MoNoLIXKHOro pyxy KiHusa 1980-
X, CTBOPUBLUM HU3KY cepil. PomaH [NaTkoB-
Ka BUKOPWUCTOBYE Y CBOIM TBOPYOCTI ippauio-
HanbHUX NepcoHaxiB. Ha oro dpotorpadiax
KMBYTb [06pOAyLIHI MOHCTPY, yNupi Ta cek-
cyanbHi BifbMW. XTUBICTb | fEeCTPYKTUBHICTb
€ KJII0YEM [0 PO3YMiHHSA oro 0b6pasiB K BU-
By AyXy aHapxiyHol cBobopam.

[pamMaTnyHa cTOpoHa He Morna 3ynuHWTK
npoueciB BiALEHTPOBOCTI, AeKosnoHi3aLil Ta
nepajsHisauii. Y Benukin eHumknonegii no-
BCAKAEHHOCTI  iMNepcbKoro  3ap3epkanis
3'ABUANCS NEepCoHaNbHi CTOPIHKN iHLWWX aB-
TOpiB, 3i CBOIM BMi3HaBaHUM obaunyysam. Ha-
npuknag, potorpad-3anisHMyHuK i3 Xapkosa
Biktop Kouvetos, akuin 3 1990-x pokis npa-
Lloe B TaHAeMi 3i cBOIM cuHoM Cepriem, Ko-
TPW, Haye KHUXKW-po3ManboBkK, po3dap-
OyBaB CBITAIMHW baTbKa B SACKpaBi KOAbOPW
6esnocepepHocTi Ta gobpoTu. | caHiTap, akui
npautoBaB y WBMAKIA gonomosi B JlyraHcbky,
¢doTorpad Onekcanap YekmeHboB. TeMa Hal-



ypasnuBilWMX AN8 KPU3M NpeAcTaBHUKIB Cy-
CninbCcTBa NMpuBena Moro B couialibHy CIyX-
By ponomoru, ae BiH 3pobuB TUCAYY 3HIMKIB
neHCcioHepiB, AKi He MaloTb KOLUTIB 3annaTutm
3a $oTO Ha macnopT.

CaMe TOAIi, KONKM XxapKiBCbKi aBTOpPW B MPOBO-
KaTUBHUX 3HIMKax OrositoBanu Micbki peani,
y KneBi po3BuBatoTbCs iIHHOBALiMHI NPaKTUKK
photo based art y cepepoBuLLi HOH-KOHbOP-
MicTcbkol rpynu «MapkoMyHa». [xHi pagu-
KasbHi eKCNepuMEeHTV Manu BeNVKUn BNANB
Ha ¢oTorpada Mukony Tpoxa. [epoi Woro
3HIMKIB — He 3aBXAMW XYAO0XKHWKW 3 NereH-
[apHOro CKBOTY, ajne 3aBX/Au NtoAn nosa co-
uiymoM. CTaH TpaHcy, KM X CynpOBOAXYE,
nifHeceHo o cTeneHs 3 gonomoroto abecypa-
HOro aHiniHoBoro posdapboByBaHHS.

Y 3HaKoBi Ans 3MiH, WO 3pinn B CycninbCTBI,
1980-Ti, TabynoBaHa paAsiHCbKOK iMMepiEto
npaBAa nNpopocTana He TiIbKu B aHAerpayHa-
HUX NIOKaLiX BEIMKMX MICT, @ 'y ManeHbKNX
¢doToaTenbe YkpaiHu. CBIiT Takoro aTenbe no-
CTae B apxiBi Cinbcbkol poTorpadku, saKka Bif-
cugpina B Tabopax 10 pokiB «3a HaLioOHaNI3M».
Mapacka lMnuTtka-MopuuBiT cTBOPUAA €nivHy
Cepito TyLyNbCbKOro JIOKYCy, 9KUN He po3i-
pBaB 3B'A3KM 3 apxalkoto.

Topi sk odiLiiHMIA CBIT paasHCcbKol ¢oTorpa-
il BU3HavaBcs «obpaHum» Kosniom pobpe ne-
pesipeHnx KOB niopeit, ocobnnmso nunbHoto
byna yeara po KueBa, cTonuui Ykpaiuu, Ta
noro ¢otorpadiyHoro obpasy. Lli ymoBu Ha-
knaganu ocobnueuii BigduTok Ha poboTn Ta-
naHoButux ¢otorpadis, pobnaum ix 3apyy-
HWKaMW i4e0n0oriyHol cucteMu. Y Lnx ymoBax
npautoann B nybniunctuui Bopuc papos
Ta Ipuna Man. @oTorpadil HagaBanu Maiixe

MariyHoro 3Ha4yeHH4d, TOX XXoaHe BUCOBJIO-

BaHHA, WO BUXOAMAO 3@ pPaMKW MPUAHATOI

ikoHorpadii, He MOr10 NPONTHN HEMOMIYEHUM,
CMPUYMHUBLLM >KAHPOBWI OKCIOMOPOH «Mo-
cTaHoBo4HOro (T06To 3pexucoBaHoro] pe-
nopTaxy». 3rofoM y KWIBCbKin doTorpadii,
wo obcnyrosyBana oodiuios, npautoBany Taki
HenepeciyHi aBTopu, sk Biktop MapyueHko,
Irop Manpan Ta iH. MapyuweHko byB «npe3n-
neHTcbkuM»  doTtorpadom Kyumm i AHyko-
BMYa, napanesbHO CTBOPMBLUW BEUYE3HUN
dboToapxiB, 3 YUy[0BOI rafepeeto NOPTPETIB i
cepieto «[JoHbac».

Y 1987 y Kuesi BuHukna rpyna «[lornan»,
no sakol ysinwnu OnekcaHgp [napgenos,
Puta OctpoBcbka, Onekcanmp JlaniH Ta iH.,
L0 CTBOPUAM >KOPCTKILUMIA CTUMb y KUIB-
cbkin  doTomOKyMeHTanicTuui, Big3Haye-
HI HU3KOK MPECTUXKHWX BUCTABOK i Haro-
poa. Y 1995 Banepin Munocepnos 3p06yB
npemito dipmn «Nikon», B 1998 napenos
— npu3 «Hasselblad». YekMeHbOB cTaB Bo-
nofapeM OHOrO 3 MPECTMXXHWX BUMHAropon,
«Beein-2000».

3p000yTTA YKpaiHot cyBepeHiTeTy 3HsANo ba-

rato Taby, i poTorpadis Habyna HezanexHol

pUTOPUKM, y AKIN 3" aBUAUCS IHTOHALIT HOBOro
nadocy. 1990 poky BinbyBcs nepwuin Ykpa-
THCbknin ManpaH — «PeBontouia Ha rpaHi-
Ti», CTYAEHTCbKe roNofyBaHHs 3 HaMeTaMy Ha
LeHTpanbHoMy MaingaHi Knesa. Y pesynbTari,
23 xxoBTHs1 BepxoBHa Papa nigkopunacs Bu-
Moram CTyLEeHTIB Npo MiATPMMaHHS He3anex-
HocTi YkpaiHu. JToriyHUM NpoaoBXeHHAM Lux
noain ctanu Manpaun 2004 i 2014 pp., i BiAn-
Ha 2022-ro. lokyMeHTytoum Li noail B YkpaiHi,
Mwunoceppos, nagenoB Ta YekMeHbOB CTBO-

punn GOTONPOEKTU ICTOPUYHOT 3HAYYLLOCTI.
MoniTMYHI 3MiHK NpuHecnu BCi piBHI cBObO-
on B ykpalHcbky ¢oTorpadit. ¥ 2005-2010
pp. 3'aBunuca rpynn «COCka» 1 «lnno»,
AKi 3a9BNSAOTbL CBOI MO3uMLiT B nepdopMaTuB-
Hi ¢oTorpacdii 3a yyacTio aBTOpIB Y rpi, K Lie
Byno B cninbHoMy npoekTi Muxannosa n Mu-
konm PigHoro «Irpu MatpioTie» (2007). Yxe B
Hali fHi 3'ABMNaca pe3oHaHCHa rpyna Moso-
LVX aBTOPIB Ha NiBAHI YkpaiHu — ¢oTolkona
«Mid» y Mukonaesi. [i ouonue Cepriit Menb-
HUYeHKO, BiOMUI CBOIM npoekToMm «lLliBap-
LeHerrep — Mi KyMup», Lo NPoA0BXXYy€E Npo-
BOKAaTUBHE [OC/IIXEHHSA TeMWU TIiSIeCHOCTI,
3Hauylle B paHHii ykpalHCbKi ¢oTorpadii.
Obpa3 HOBOI reHepauii, WO BUpoOCia B He-
3anexHin YkpalHi, penpe3eHToBaHuU y ¢o-
TorpadiyHmx cepisx Cawi Kypmasa, Onexu
[pom, Hatawi LynbTe. BiH Takox mnokpo-
KOBO CK/JafaeTbcs 3 pparMeHTapHOI HU3KW
BIpTy0o3HUX iHCTandAuin BaneHtuHa Bo, Hibu
npeAcTaBfeHMX Ha YABHIM BWUCTaBLi apTe-
dakTiB UmMBinisauil.

Hoea reHepauis 3g06yna npocTip csobogwm,
HapoAUBLUUCH Yy KpaiHi, sika He byna B nokip-
HoMy pabcTsi MockBu. Ane Ha ixHi nneyi nar-
110 KiflbKa peBoJItoL,iv | AoBra BiiHa 3 Pocieto,
fka He baxana BiAMOBNATUCH Bif iMnep-
CbKWX MNaHiB, BiiHa, KepoBaHa arpecyBHUM
nparHeHHAM MOMNHYTU TepUTOPIT HENMoKopw
i 3HMWUTK nokoniHHS cBobofm, Lo BUpoC-
no Ha Hii. Lli HaMipn nepekoHAnBO 3By4aTb
y npoekTax Onexu MpoM, ynit gimM y JoHeubky
6ys po36uTuii i cnyctowenuii. [i nunbHa ysa-
ra, BUxonntow4un obpasn fiten, ski BUpocnu
B BoMbocxoBULLi, 03BYYYE perpecuBHy TeMy
HoBUX AiTei ninsemenns. Lli npoektn roso-

pATb NPO CKAY iMMepil 3n1a, sKa 3HOBY pobuTh
cBin ¢daTanbHWMii BUBIp reHoumAay, NOHeBO-
NeHHs Ta AenopTauii.

OpHak HoBa ykpalHcbka doTorpadis 1 pani
BpaXkae pecypcoM cuau i cBobofmn BMXKMBAH-
HS B MpocTopi katacTpodu, 3aMiHiouM obpa-
31 BOEHHO! peanibHOCTI Bi3igMW KonocasbHOT,
Male LLIOKOBOT eCTETUYHOT CUNK, K Y MPOEK-
Tax TaHzemy Synchrodogs, ki nigkopunaun cBiT,
3a0y4MBLLM Pa3oM 3 yHiBepcasibHUM doTorpa-
bIYHMM [OCBILOM YCio NaniTpy MUCTELTB.
[MoBHOMacwTabHa BillHA 3HOBY 3ak/juMKae
doTorpadito YkpaiHu WTW WAsxXoM cTpaTe-
rii Wwoky — igenHoro, CMMCNOBOro, eCcTeTny-
HOro, NPeACTaBIEHOro CUABHMMU NOCTaTAMM
yKpaiHcbkoro ¢oTtoonopy, sk Le byno nig yac
X0NoAHOI BiMHW. Ane newsaxk aHperpayHay,
L0 MWHAE, 3 KOro CaMOTHIMUW CUAyeTaMu Ti-
raHTiB 3MiHIOTb HOBI peanii. He3Baxatouu
Ha TpariyHi TeMW ¥ TAXKICTb TAraps BilHMK,
CbOTOAHI LU MaHopaMa napagokcanbHUM Yun-
HOM BUTNSAAAE AK BKPUTUN KBITaMW BECHAHUI
naHpwadT. 3BopyLleHi YyA0BUMU, HE3EMHU-
mMn bapsamu, dotorpadil OneHun pom, Ba-
neHtuHa bo, Cawi Kypmasa, MapuHu ®Opono-
Bol, Hatawi LWynbTe, HOnii Kpmeuy, BikTopii
TemHoBoi, TaHgeMy Synchrodogs (Poman Ho-
BeH i Tawsa Lllernosa) HecyTb U0 BecHsHy
3BICTKY MpO HOBY YKpaiHy.

TetaHa [laBnoBa, MMCTeLTBO3HaBULS
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VALENTYN _BII
I

«RMX 2040-2», 2018

«Ctonu #2», 2018

i3 cepil «Baw HacTynHuit Kpok — 3pobuTu
TpaHcMicito», 2018

Y NpoekTi 9 3BepTatoch A0 TakuX colialibHUX
acnekTiB AK KOHGQOPMHICTb JOAMHU, MaHi-
NyntoBaHHS, yaaBaHHA W wWupicTb. Lli noHaT-
TS MOBCIOLHO OTOYYIOTb Hac Ta 3 Pi3HOM iH-
TEHCUBHICTIO KOHLLEHTPYTbCA B OCEpeaKu
iAeNHNX pyXiB, peniriiHux rpoMap Ta KynbTiB.
MpuBogoM onsa poboTu Hap MPOEKTOM CTa-
na pisanbHicTb ydonoriyHoro pyxy PaeniTis.
KntouoBrMMYM HanpsMKamu AisnbHOCTI pyXy €:
36ip KowTiB Ha bByniBHMLTBO NoconbCTBa As
NMoBepHEHHS npubynbLiB, KNOHYBaHHA Jlio-
[en, npakTuka 4yTTEBOI MeauUTaLil Ta HagaH-
Ha cekc-nocnyr. Y 2002 nipep pyxy 3asiBuB
yCbOMY CBITY, LLLO TM BAAN0OCSA KNOHYBaTN nep-
wy ouTuHy. iBunHKy HasBanu €Ba. Ha xans,
CBITOBI Tak i He BAaNiocs nepekoHaTUCh y 1T ic-
HyBaHHI. CbOroaHi, 3a piaHMMM oLiHKaMMK, 3a-
rafibHa KinbKiCcTb NOCNIAOBHUKIB Hanivye Mam-
»ce 300 000 ntopein no BCbOMy CBITY.

Miin iHTepec BuMkAMKaNa CXWbHICTb Noden,
AKi CTUKalTbCH 3 BiAYY>KEHHHAM Yy CyyacHO-
My CYCMinbCTBi, 3HaXoAWTU MeBHY TpaHC-
LLeHAEHTHICTb y Takmx KynbTax. lNpauiotoun 3
BENIVKOIO KiNbKICTIO MaTepiany, s BUPILLUB iH-
TepnpeTyBaTU OTPUMaHWn AOCBIf y Bi3yasb-
HWMA HapaTuB. 71 CTBOPII i BUKOPWUCTOBYIO
CKyNnbnTypy, NpaLtoto 3 poTorpammeTpiieto, 34
LPYKOM Ta Bifieo. Y Ui YaCTUHI NPOEKTY yBa-
ra akLeHTYeTbCS Ha HeBAANWX AOCAifax, Npo-
LleCi CTBOPeHHS KOoHy, cTpaxy, MacTypbauii Ta
cekcyanbHOMy KoHTeKcTi. Cepisi € nepeocMuc-
JIEHHSIM | MOEI INIIOCTPALIE CBITY, Y AKOMY
CMiBICHYIOTb CeKCyaflbHa PO3KYTiCTb i HayKo-
BOo-daHTacTUYHe TpakTyBaHHA Bibnil.

Banentur bo
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RMX 2040-2, 2018
Foot #2, 2018
Your next step would be the Transmission, 2018

| have been working on a project addressing so-
cial aspects such as human conformity, manip-
ulation, pretense, and sincerity. These concepts
surround us with varying intensity forming the
cores of ideological movements, religious so-
cieties, and cults. The driving force behind
this project was the activity of a UFO-centered
Raélian movement. The key pursuits of the
movement are: raising funds for the construc-
tion of the embassy to return the aliens (who
created people) to Earth, cloning people, the
practice of Sensual Meditation, and provision
of sex services by a separate unit of so-called
Raél's Girls. In 2002, the society leader told the
world that they managed to clone the first child,
a girl named Eva. Unfortunately, her existence
has not been proven. Today, according to vari-
ous estimates, the total number of followers is
about 300,000 people worldwide.

| was taken by the ability of people faced with
estrangement in modern society, to find some
kind of transcendence in such cults. Working
with a lot of material, | decided to interpret the
experience in a visual narrative. | create and
utilize sculpture, and work with photogram-
metry and 3D printing. In this part of the pro-
ject, the attention is focused on unsuccessful
experiments, the process of creating a clone,
fear, masturbation, and sexual context. The se-
ries is a reinterpretation and my illustration of
a world in which sexual emancipation and sci-
fi interpretation of the Bible coexist. The creat-
ed entourage is the decoration of an imaginary
shelter that manipulatively attracts with its uto-
pianism. Photography, in this case as a medi-
um, assumes the authenticity of the depicted,
but, at the same time, occupies an average po-
sition between the authenticity of the depicted
and the genuineness of its essence.

Valentyn Bo

/

RMX 2040-2 from the series Your next step would be to do the
“Transmission”, 2018, courtesy of artist

Feet #H2 fi'()lTl [hC series Your next S[C'p would bC to dO EhC

“Transmission”, 2018, courtesy of artist
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OLEKSANDER I

I CHEKMENEY

I3 cepii «Macnopt», 1995

Micns po3napy PapsiHcbkoro Coto3y, y Hesa-
NIeXHIN YkpaiHi BMHMKNA HeobxigHicTb 3a-
MIHUTW CcTapi pagsHCbKi NacnopTv Ha HOBI
yKparHcbki. 3pobuTu Le notpibHo byno B Hal-
KOpOTWIi TepMiHu. Yci ykpaiHui Manu oTpu-
MaTW HOBWI MacrnopT nNpoTsaroM poky. Y 1994
poui couianbHi cnyxx6u JlyraHcbka, MicTa Ha
niBoeHHOMY cxofi YKpaiHu, no4anu nponoHy-
BaTu doTorpadam poboTy 3i 3lOMKM NacnopT-
Hux doTorpadin y byamHkax NiTHIX i XBOpUX
rpoMapsiH, ki He MOrfiv caMocCTiiHO onnaTw-
M nocnyrn dotorpada. A 6ys onHuM i3 do-
TorpadiB, SKUM couianbHi cnyxbu gopyunnu
XOOMTM MO AOMIBKax Mif yac ui€l HalioHaNb-
HOT KaMnaHil 3 nacnopTu3auii. Tak 1 onnHMBCS
B LOMIBKax LUX Jl0fei pa3oMm i3 couianbHu-
MW MpauiBHUKaMK, 3aBAaHHS AKMX nonsrano
B HaJaHHi De3KOLWTOBHUX NiKiB Ta NPOAYKTIB.
Konn a9 nobaums, 9k ntogn 00XXMBaOTb 0CTaH-
Hi pOKW CBOrO XWUTTS, Lle CpaBUI0 Ha MeHe
Ly>Ke cuiibHe BpaXkeHHs. MeHi 3anam’atanacs
cninaiHka. {1 He 3HaB, Lo BoHa byna cninoto,
TOMY MONPOCKB 1l NOAUBUTUCS B KaMepy, ane
BOHa Bignosina, Wo He bauynTb. 9 nopymas,
HaBiLWLO cNinii NoAnHI nacnopT? Yce ofHo in
3anumwunnocs He Tak yxe 1 6arato yacy. Og-
Horo AHs 1 cdoTorpadysaB mMarxe 60 nogen,
nepeBa>KHO NtoAel noxunoro Biky. HactynHo-
ro AHS, KONW 9 po3[aBaB 3HIMKY, 1 [i3HaBCH,
L0 OAMH i3 LMX ifycCiB LLOWNHO NoMep.

OnekcaHap YekMeHboB
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From Passport series, 1995

After the collapse of the Soviet Union, it be-
came necessary in the newly independent
Ukraine to replace old Soviet passports with
new Ukrainian ones. There was a rush to ac-
complish this in the shortest possible time.
All Ukrainians had to get a new passport
within a year. In 1994, the social services of
Lugansk, a town in southeast Ukraine, start-
ed offering photographers the job of shoot-
ing passport photos in the homes of the el-
derly and ill citizens, who could not pay a
photographer on their own. | was one of the
photographers commissioned by the social
services to go door to door during this na-
tional passportization campaign. This is how |
ended up in the homes of these people, along
with the social workers whose job was to pro-
vide free medicine and groceries. When | saw
how people were living out the final years of
their lives, it made a very strong impression
on me. | remember a blind woman. | did not
know she was blind, so | asked her to look
into the camera, but she said she could not
see. | thought, why would a blind person need
a passport? She did not have too much time
left anyway. There was one day when | took
pictures of nearly 60 people, mostly old folks,
obviously. The next day, when | was handing
out the shots, | found out that one of these old
guys had just died.

Oleksandr Chekmenev

Untitled, Passport series, 1995, courtesy of artist

Untitled, Passport scrics, 1995, courtesy of artist
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MARYNA I

I FROLOVA

«Ugly project — Nikita», 2018

OCcHOBOIO MPOEKTIB XYLOXHWLI € B3aEMOC-
TOCYHKW, MepexmnBaHHs Ta [0CBiA 6AM3bKux
nopen. Y Takuin cnoci6 MapuHa ®ponosa
fornoMarae reposiM 3HiMKIB Kpallie 3po3yMi-
TV CBOIO, YAaCOM HeOoYiKyBaHy ANS HUX CaMUX,
cyTHiCTb. 3okpeMa, pobotu 3 npoekTy «Ugly
project — Nikita» cTBopeHi B TicHIN B3aeMo-
i1 i3 Mogennto. [0N0BHUM 00 €KTOM 3MOMKM
npo po3bixHicTb y bayeHHi NpekpacHoro cTaB
xnoneub 3 aHAPOriHHOW 30BHiWHicTo. Cepito
CTBOPEHO B MPOBIHLUiIRHOMY MicTi YkpaiHu 3
BMCOKMM piBHEM KCeHodobil Ta romodobil.

26

Ugly project — Nikita, 2018

The basis of the artist’'s projects is the rela-
tionships, feelings, and experiences of peo-
ple close to each other. In this way, Maryna
Frolova helps the protagonists in the pictures
to better understand their, sometimes unex-
pected for them, essence. In particular, works
from the Ugly project — Nikita were created in
close cooperation with the model. The main
object of the shooting dedicated to the dif-
ference in the vision of beauty was a guy with
an androgynous appearance. The series was
created in a provincial city in Ukraine with a
high level of xenophobia and homophobia.

Ugly Project — Nikita, 2018, courtesy of Grynyov Art Collection and artist
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OLEKSANDER I

I GLYADYELOV

Be3s HazBw, i3 cepii «BintHa», 2022

Ui  ¢oto 6bynu 3pobneni OnexkcaHgpoMm
[(napnenoBmMM y nepLui TMXXHI pociicbkoro BTOp-
rHeHHs1 B YkpaiHy. Lle npopoBxeHHs poboTwy,
AKy BiH po3noyaB Ha [oHbaci, ne 3HiMaB y
2014-2020 pokax. Liboro pa3sy BiH cnpsMoBye
CBiil 06'€EKTUB Ha MUPHUX XUTeNiB, AKi HaMa-
ratoTbCa BpPATYBATUCbL Bif Nnxa BiiHW. Tnom
L4115 3IOMOK CNYrye KONINUCb KBITY4YWNIA, XXKBaBUM
Ta cyvyacHui eBponencbkuit Meranonic Kuis
Ta Woro nepegMicta. ®Potorpad npautoe 3
nojlayetd BUCOKOHABAHTAXEHOro KOHTEHTY 1
LOKYMEHTYE CTaH crnpaB B YkpaiHi 3 4yTnuBi-
CTto aHanorosoro ¢oToanapara, kUi He Mae
npasa Ha noMunky. MManenoB CTBEPAXKYE, LLO
MiXK HUM | 06 €EKTOM 31MOMKM HEMAE AUCTaHLIT,
o pobuTb MOro 3aBAaHHS Mal>Xe HEMOXIN-
BWMM, OCKifIbKM BiH 4aCTO CTa€ CBIAKOM NMUTaH-
HS XKUTTS | CMepTi, HEMMOBIPHOI XXOPCTOKICTI
POCIACBbKMX BINCbK CTOCOBHO MWPHOr0O Hace-
JIEHHS | BUNaneHol 3eMi, Ky BOHW 3anuLia-
toTb nicns cebe.

KatepuHa @inwk
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Untitled, from the War series, 2022

These photos were taken by Oleksandr
Glyadelov during the first weeks of the Rus-
sian invasion of Ukraine. It is a continuation
of the work he started in Donbas, where he
was shooting from 2014-2020. This time he
turns his lens on the civilians trying to escape
the disasters of war. The backdrop is the once
flourishing, vibrant, and contemporary Euro-
pean megapolis of Kyiv and its suburbs. The
photographer deals with the presentation of
highly charged content and documents the
state of affairs in Ukraine with the sensibility
of an analog camera that takes no chances.
Glyadelov claims that there is no distance be-
tween himself and the photographed subject,
which makes his task close to impossible as
he often observes matters of life and death,
the implausible ferocity of the Russian troops
towards civilians, and the scorched earth
they leave behind.

Kateryna Filyuk

Untitled, from the War series, 2022, courtesy of artist

Untitled, from the War series, 2022, courtesy of artist
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Untitled, from the War series, 2014, courtesy of artist




B BORYS N
I GRADOVIE

«Ctaninrpag», 1953
«)XenesHosoacbk», 1953

Li cBitnnHmn Bynn 3pobneHi nig yac nogopoxi
doTorpada Ha 6aTbKiBLIMHY B MOBOEHHI POKMU.
Ha Toln yac papoB y>e npoxusas B YKpaiHi, i
HaCTyMHI YOTUPW AeCATUANITTS oro npodecii-
Horo XuTTs 6yayTb 34e0inblloro NpUcBsYeHi
PapsHcbki YkpaiHi, ocKinbku BiH npawtoBaB
boToKOpEeCNOHAEHTOM Y XXypHani «YkpaiHa».
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Stalingrad, 1953
Zheleznovodsk, 1953

These photographs were taken on the pho-
tographer’s trip back home in the after-war
years. At that time, Gradov already resided
in Ukraine, and the next four decades of his
professional life will be mostly devoted to So-
viet Ukraine as he was a photo correspondent
of Ukraine [Ukrayinal magazine.

Zheleznovodsk, 1953, courtesy of Boris Gradov archive

Srfllingmd, 1953, courtesy of Boris Gradov archive

|
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I ALENA I
I GROM I

«YTpoba», 2018

«YTpoba» — ue GoTonpoeKT ykpaiHcbkol ¢ho-
TorpadwmHi pogoM i3 lonbacy Onexun [poM npo
XUTTS Nif Yac BiMHW Ha cxopi YkpaiHu. Mpo-
exT 6yB cTBOpeHuin y 2018 poui Ha npudpoH-
TOBIN TepuTOpii. B 0CHOBI LiMX 3HIMKIB NlexaTb
ICTOPIT XKIHOK, SKi BUPILUWAW HAPOAUTU AUTH-
Hy, NpoXxuBatoum B 30Hi bonoBux ain. OneHa
Bynye cBoto poboTy Ha MefMYHUX Nnapanensx,
[e TPYHT Ta yKpuTTs MatoTb bykBanbHo ¢op-
My 3HiMKa Y3][] yepeBHOI MOpoXKHUHK. XKuTe-
Ni WaxTapCbKNX MICT — BHYTPILLIHLOYTPOOHUN
nnig, SKMi po3BMBAETHLCH W XKMBE MOBHOLLH-
HUM >XWUTTAM, ajie B MOBHIN 3aneXHOCTi Bif,
maTepi. YTpoba — ue icTopia XunTTa ycynepey
CMEPpTI, BifiHI Ta HAaCUNbCTBY.
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Womb, 2018

The Womb is a series of photographs and
videos about life during the war. The project
was created by a photographer in 2018 on
the front-line territory of Donbas. A Ukraini-
an photographer from Donbas, Olena Grom,
shows life despite the odds. The pictures are
based on the stories of women who decided to
give birth to a child while living in a war zone.
The photo artist builds her work on medical
parallels where soil and shelter take the lit-
eral form of a picture of an ultrasound of an
abdomen. Residents of mining towns are in-
trauterine fetus that develops and lives full
life but in full dependence on their mother.

Womb, 2018, courtesy of artist

Womb, 2018, courtesy of artist
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Womb, 2018, courtesy of ar




VIKTOR AND I

Bl SERGEY KOCHETOV

«ToproBenbHi paau», 1995

«0puH i3 prok3akom», 1995

«Petpo. Toprieng oBoyamu. Baru Ta paxiBHu-
ua», 1993

Biktop (1947-2021) ta Cepriit Koyetosu (1972
p.H.] — 6aTbko Ta CWH, MpeacTaBHWKKU Xap-
KiBCbKol WKonu doTorpadii, Aki npautoBanu B
Tanzemi. Konn npetbca npo xpoHonorito, Ko-
YETOBM BaXKO BMUCYKTbCH B KJIACUYHY CXEMY
«TPbOX MOKOMIHb», Y AKIN TpaguuinHo Bnbyno-
BYIOTb TalMAaWH XapKiBCbKOl $OTOCMINBHOTK
Big kiHus 1960-x pokiB. 3auikaBuBLIMCE $o-
Torpadieto B cepefnmHi — HanpukiHui 1960-x
pokiB, KoyeToB-cTaplimi TICHO CMifKyBaBCS
3 NepwuM nokoniHHAM — doTorpadamu rpy-
nn «Bpema» HOpiem Pyninum Ta OnekcaHapom
CynpyHOM, 3aBOskKM SKWM MO3HaWOMMBCA 3
Bopucom Muxannosum. OpgHak nepla nep-
COoHanbHa BuUcTaBka BikTtopa Bigbynaca nuwe
B 1983 poui B MicbkoMy ByauHKy BYeHUX, i B
LisloMy neBoBa 4acTka Moro pobiT cTBopeHa y
80—90-x, wo nae dopManbHWiA NpUBIA NOB'A-
3yBaTn ¢oTorpadis i3 ApyrMM MOKOMIHHAM —
rpynoto «[ocnpom», Cepriem ConoHcbkum, Po-
MaHoM [19TKOBKOIO Ta IHLWMMMU.

Biktopa Ta Cepris uikaBunu nepll 3a Bce cle-
HW NOBCHKAEHHS — HeBubarnuee [03BiNng,
HenomieBi MiCbKi XpPOHikM 3 dparMeHTaMun By-
nvub Ta nigBopite. [lporynsHka 3 kamepoto
cTana gna ¢otorpadis Hanbinblw kKoMdpopT-
HWM cnocoboM po3MoBICTU MPO «HEros0BHE»
Ta «HeBaXMBe»: BOHW ikCcyBanu NOACHKI TU-
naxi, apxiTeKTypHi eneMeHTU, geTani nobyTty Ta
iHWI CKOPOMMHYYI NpukMeTH (nocT)pagsaHcbKo-
ro >xxuTTs. [poTe Nigxig aBTopiB He MOXHa 3Be-
CTW [0 He3aaHraxoBaHOro, BIiLCTOPOHEHOrO
nobytonucaHHsa. KoyetoBu LinkoM o3HavyBa-
JIN CBOI MPUCYTHICTb Yy NpoLeci 3MoMKM, aaxe
HaluacTile iXHi repoi AMBNATbLCS B KaMmepy, Ta
n cami doTorpacdum perynsipHo 3'ABNAOTLCS B
kappi. BoHn pobnatb cendi, nosytoTb, bnasHio-
t0Tb, CTBOPIOKOYM IPOHIYHI 3aManbOBKN POAUH-
HOI0 XXWUTTS, MOAOPOXEN Ta BayKaHHS MICTOM.

38 Onexcarapa Ocagya

Shopping Rows, 1995

One with a backpack, 1995

Retro. Trade in vegetables. Scales and aba-
cus, 1993

Viktor (1947-2021) and Serhiy Kochetov (born
1972) are father and son, representatives
of the Kharkiv School of Photography, who
worked in a tandem. When it comes to chro-
nology, the Kochetovs hardly fit into the clas-
sic scheme of «three generations», in which
the Kharkiv photo community is traditionally
seen, starting from the end of the 1960s. Hav-
ing become interested in photography in the
mid-late 1960s, Viktor Kochetov communi-
cated closely with the first generation of pho-
tographers from the «Vryemya» group, Yuriy
Rupin and Oleksandr Suprun, thanks to whom
he later met Borys Mykhaylov. However, Vik-
tor’s first personal exhibition took place only
in 1983 in the city’s House of Scientists, and in
general, the most of his works were created
in the 80s and 90s, which gives a formal rea-
son to associate him with the second genera-
tion — the «Gosprom» group, Serhii Solonsky,
Roman Pyatkovka and others.

Viktor and Serhiy were primarily interested
in everyday scenes — unpretentious leisure,
uneventful city chronicles with fragments of
streets and courtyards. A walk with a camera
became the most comfortable way for pho-
tographers to talk about the «unimportant»:
they shooted human types, architectural el-
ements, details of everyday life and other
fleeting signs of (post)Soviet life. However,
the authors’ approach cannot be reduced to
non-committed, detached description of
everyday life. The artist duo often clearly indi-
cated their presence in the shooting process,
because most often their characters look into
the camera, and the photographers them-
selves regularly appear in the frame. They
take selfies, pose, fool around, create ironic
sketches of family life, city walks and travels.

Oleksandra Osadcha

Shopping Rows, 1995, courtesy of artist and MOKSOP

Retro. Trade in vegetables. Scales and abacus, 1993, courtesy of artist and MOKSOP

One with a backpack, 1995, courtesy of artist and MOKSOP
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YULIA I
I KRIVICH I

«3yxBanictb Ta MonogicTb», 2015-2018

Micns Pesontouii MigHocTi Ta okynauii Pocieto
yKpaiHcbkux Teputopin y 2014 poui 3pasano-
cq, Wo YKpaiHa panToBo 3'ABMiacd Ha Mani
€sponu. Piy, ska noyana TypbyBaTn MeHe oco-
BucTo, AK yKpaiHKy Ta Bi3yalbHy XyBOXHWULO
— e «MOMEHT eK30Tu3aLi», nepedpas3oByto-
4ym TepMiHonorito ¢oTtorpadil, Lo Ha Toh Mo-
MeHT byB npeAcTaBieHWI y MinblnoHax 306pa-
XeHb doTorpadis i3 pi3HUX KpaiH. BinbwicTb
LMX pobiT MicTUAM eKcnlyaTaTOpCbKMI Xxapak-
Tep, afxe YkpaiHa byna «raps4oto HOBUHO».
BopgHouac ue BnbynosyBano neBHUI HapaTuB.,
Lo Big3epKastoBaB Te, KO € YkpaiHa B IXHix
oyax. [Mi3Hiwe Le eBONOLIOHYBANO y Bidyasb-
HY KynbTypy Ta MucTeuTBo. «Raw and wild» Ta
«post-soviet chic» cTanv neBHUMKU TpeHaaMmu,
AKki, 6e3yMOBHO, MOXHa Ha3BaTW «3aXxiZHWUM
nornafgom Ha CxigHy Espony».

Cepia «3yxBanicTb Ta MOJIOAICTb» CTana MOEIO
pednekcielo Ha Ul TeMmy. 4 BUKOPUCTOBYIO
CBOEPILHY «CUPY eCTeTUKy» Ans 1T BisyanbHO-
cTi. [poTarom gBox pokis 5 poTorpadysana 20
MOMOAMX YKPaIHCbKMX BeTepaHiB BilHM 3 Po-
cieto, 9ka Toai Toumnaca Ha JoHbaci. OgHumu
3 nepLumx fobpoBonbLIB, FKi NiWAWM BoOBaTH
Ha cnpaBXHiK GpoHT, Bynn Buxigui 3i cninb-
HoTK pyTHoNbHMX daHaTiB. [TapanensbHo 3 LuM
B YKpalHi BigbyBanacs pekomyHisauia nybniy-
HOro npocTopy. {1 cnocTepirana 3a UMM npo-
LLlecoM yepe3 CUMBOJIKY 3akuHyToro [Manauy
KyNbTypw iMeHi JTeHiHa B MOEMyY pigHOMY MiCTI.

fOnis Kpnsuny
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Daring & Youth, 2015-2018

After the Revolution of Dignity and Russia’s
occupation of Ukrainian territories in 2014, it
seemed that Ukraine suddenly appeared on
the map of Europe. One thing that began to
bother me personally, as a Ukrainian and a
visual artist, was the «exoticizing moment» —
to paraphrase the terminology of photography
presented within the millions of images flow-
ing from the hands of photographers from var-
ious countries. Most of these works contained
an exploitative nature because Ukraine was
«the hot news». At the same time, it built a
particular narrative of what Ukraine is in their
eyes. Later this evolved into visual culture and
art. «<Raw and wild» and «post-soviet chic» be-
came specific trends, which can certainly be
called a «Western gaze on Eastern Europe».
Daring&Youth became my reflection on this is-
sue. | use a kind of «raw aesthetics» for its vis-
uality. For two years, | had been photographing
young, 20 Ukrainian veterans of the war with
Russia, which was then going on in the Don-
bas. Some of the first volunteers who went to
fight on the real front were from the communi-
ty of football fans. Parallel to this, the de-com-
munization of public space was underway in
Ukraine. | observed this process through the
symbolism of the abandoned Lenin Palace of
Culture in my hometown.

Yulia Krivich

From Daring & Youth series, 2015-18, courtesy of artist

From Daring & Youth series, 2015-18, courtesy of artist
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SASHA I
I KURMAZ

«bes Hazsu, Auntux», 2019

®oTorpadisa € BaX/IMBOI YaCTUHO MUCTEL,b-
Kol npakTukn Kypmasa Ta nocTinHUM pochi-
IOKEHHSIM TaKWX TeM, AK iLEHTUYHICTb, CeKcy-
anbHicTb, reHaep. YacoM 3ibpaHi B iMepcuBHi
iHcTanauil abo napTUCUNATUBHO PO3MilLeHI
Ha ciTinanTax y nybniuyHux micusax, noro ¢poto-
rpadii € cMiNMBUMU, YacTo iPOHIYHUMM pO3-
JyMaMu Npo HaBKOJULWWIHI AicHICTb. BoHn
nepepatwTb Ayx TBopYocTi, Nnibepanizauil Ta
nowyky cebe, L0 XxapakTepHO A HOBOMO Mo-
KOMIHHSA yKpaTHCbKOT MOJIOf.

KatepuHa Qinwok
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Untitled, Diptych, 2019

Photography is a vital part of Kurmaz's ar-
tistic practice and continuous exploration of
topics such as identity, sexuality, and gen-
der. At times assembled in immersive in-
stallations or placed in a partisan manner
on the city lights in public spaces, his pho-
tos are bold, often ironic reflections on the
surrounding reality. They channel the spir-
it of creativity, liberalization, and search
for the self typical for a new generation of
Ukrainian youth.

Kateryna Filyuk

Untitled, Diptych, 2019, courtesy of artist
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I VIKTOR
I MARUSHCHENKO

bes Hazewu, 2003

bes Hazewu, 2003

«Jlapwuca, JleHa 1 Jliocsa», 2002-2003
«3aceneHHss HOBUX Cin eBaKyMoBaHUMMK 3
30-kinomMeTpoBoi 304K YopHobuna», 1986
«YopHobunb», 1998

Be3s cymHiBy, MapyLieHKo € 0LHWUM i3 HaBaXx-
NMBIWKX poTorpadiB CBOro MOKOMIHHSA, SKO-
My BAasocs nepefaTyv CBOK MaMCTepHICTb i
LOCBIf, MONOAUM YyKpaiHCbkMM doTorpadam
i BoCnignTK icTopito ykpaiHcbkol ¢oTorpadil
B pamkax LLkonn ¢otorpadii Biktopa Mapy-
weHka. Ane, HaWronoBHilwe — BiH CTBOPMB
MOTY>XHUI Bi3yaNlbHWUN KaHOH pemnopTaXKHOI
Ta fOKyMeHTanbHoI ¢poTorpadii B nepLui poku
nicna posnapy PapsHcbkoro Coto3y, 3adikcy-
BaBLUWM BaXNIMBI colianbHi 3MiHW, Wo Bigby-
Banncs B CycninbCTBi, ke byaysanocq. Bu-
OpaHi poTorpadii HanexaTb [0 [BOX BEJINKNX
cepin, Hap AKMMUK BiH HaMonernMBo npawto-
BaB — «YopHobunb» Ta «[Jonbac». KoxHa 3
HUX ABNse coboto BeNMKy KONeKLito 3HIMKIB,
3pobneHux mig 4yac Moro YMCAEeHHUX MOI3A0K
[0 0b0ox perioHiB, i $OKYCYETbCA Ha 3BUYaN-
HUX NtoASX Y TXHbOMY MPUPOAHOMY OTOYEHHI.

KatepuHa Qinwok
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Untitled, 2003

Untitled, 2003

Larisa, Lena and Lyusya, 2002-2003
Settlement of new villages by evacuees from
the Chernobyl 30-kilometer zone, 1986
Chernobyl, 1998

Without a doubt, Marushchenko is one of the
most important photographers of his gener-
ation, who succeeded in transmitting his ex-
cellence and experience to younger Ukrain-
ian photographers and researching the
history of Ukrainian photography within the
framework of Viktor Marushchenko’s School
of Photography. But most importantly, he
built a strong visual canon of reportage and
documentary photography in the years right
after the fall of the Soviet Union, capturing
crucial social changes happening in the so-
ciety under construction. Selected photos
are from two big series he had been work-
ing on persistently — Chernobyl and Donbas.
Each has a form of a vast collection of images
taken during his numerous trips to both loca-
tions and focuses on ordinary people in their
natural surroundings.

Kateryna Filyuk

Larisa, Lena and Lyusya,
2002-2003, courtesy of
Viktor Marushchenko
archive

Untitled, 2003, courtesy
of Viktor Marushchenko
archive

Untitled, 2003, courtesy
of Viktor Marushchenko
archive
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Settlement of new villages by evacuees from the Chernobyl 30-kilometer zone, 1986, courtesy of Viktor Marushchenko archive
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Chcrnoby], 1998, courtesy of Viktor Marushchenko archive
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B SERHIY I
I MELNITCHENKO

«llIBapueHerrep — Mitt kymunp», 2012-2013

«llIBapueHerrep — Mit kyMmup» — Le icTopis
npo Monoamx xnaonuis i3 Mukonaesa (Ykpai-
Hal, Aknx 06'efHye ofHe — MeTa cTaTh Kpa-
WUMKU 3 KpaLymx, i BOHW 3pobnaTb yce Mox-
nvBe pns 1 pocsarHeHHsa. Ha dotorpadiax
— MOJIOAi NOAN, AKi 3aMMatoTbCs Nerkoto aT-
neTuKoto, akpobaTukoto, diTHecom Ta bopmibin-
OVHTOM. 71 MOMPOCUB OJHOrO 3 XJIOMLIB PO3-
MOBICTK, Ky POJib Y MOT0 XWUTTI Bifirpae noro
x06i. /1 ocb W0 BiH MeHi BianoBiB: «[is MeHe
cnopT — Ue Te, 3apaau 4oro s xuBy. LLloneH-
HWIA KOHTPOJb | Hanonern1ea npaus — Le Te,
W0 NPMBOAUTL MeHe fo ycnixy. CnopT ancum-
nAiHye NOOWHY, [AE MOXIMBICTb 3PO3YyMITK
LiHHICTb npaui, UiHHicTb BMbopy. A 3aBxau
XoTiB byTVM YuMock BinbWUM, HiXX 3BUYaHa
NtognHa 3 BYNUUi, Binbll KonocanbHUM, HiX
nepeciyHUin NpefcTaBHUK CYCMiNbCTBa, TOMY
y CBOEMY CrnopTi 9 pobnio Bce, L0 MOXY, afxe
X04y LOCSTTU BEPLUMHUY». YoMy MOT «Mopeni»
Ha ¢oTorpadiax oroneHi? [lymato, ue ponae
MeBHOI MY>XHOCTI Ta MPMPOAHOCTI. 3BMYaIHO,
Lie TaKOX BUTNSAE KYMELHO Ta ipOHIYHO.

Ceprivi MenbHun4eHko
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Schwarzenegger is my idol, 2012-2013

Schwarzenegger is my idol is a story about
young guys from Mykolaiv (Ukraine) who are
united by one thing — a goal to become the
best of the best, and they will do everything
possible to achieve it. The photos show young
people who engage in athletics, acrobatics,
fitness, and bodybuilding. | asked one of the
boys to tell me what role his hobby plays in
his life. Here's what he told me: «For me, my
sport is what | live for. Daily control and hard
work is what leads me to success. Sport dis-
ciplines a man, enabling him to understand
the value of labor and the value of choice. |
always wanted to be something more than
an ordinary man in the street, more colossal
than an ordinary representative of society, so
in my sport, | do all the best | can, because
| want to reach the top» Why are my mod-
els naked in photos? | think it adds a kind of
courage and naturalness. Of course, it also
looks funny and ironic.

Serhiy Melnychenko

Schwarzenegger is my idol, 2012, courtesy of artist

-

Schwarzenegger is my idol, 2013, courtesy of artist
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BORIS MIKHAILOV I
I MYKOLA RIDNY]

«lrpu natpiotie», 2007

Lunkniyni npouecu BigbyBanucs i B ykpaiH-
cbkivt nonituui. Mepiog nicna MNMomapaHyeBo-
T pesontouii 2004 poky — yac po3yapyBaHb.
«[loMapaHueBi» 1 «CUHI» MONITUKU MNoyanu
oinutn kpaiHy Ha Cxig i 3axig, npotucTas-
JII0YN  «EBPOMENCbKY MPito» # «poCicbky
eKoHOMiKy». BogHouac napnameHTapil nerko
3MiHIOBaNM KONbOPU, MEPEXOAaUM 3 OAHOMO
Tabopy Ao iHWoro Ta nepecnigytoym ocobucty
Buropy i npubytok. CnocTepiratoumn 3a «Tea-
TPOM TeNIEHOBMH», MU 3 BopucoM 3aiHsanucs
«[OMaLUHIM TeaTpoM», 306paxytoun To cuTya-
TMBHY 6opoTbby, To Apy>Kby, TO Malixe NOOBHI
BIHOCKMHM — Y CMOPTUBHUX KOCTIOMAX MosiTUY-
HUX KonbopiB. Lisi «MWbHa onepa» nepeTopu-
flacs Ha Haly cninbHy cepito «lrpy naTpioTis».

Mukona PigHwnii
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Patriot games, 2007

Cyclical processes also took place in Ukrain-
ian politics. The period after the Orange Rev-
olution of 2004 was a time of disappointment.
The Orange and Blue politicians began to di-
vide the country into East and West, opposing
the European dream and the Russian econ-
omy. Simultaneously, the parliamentarians
changed colors, easily moving from one camp
to another to pursue personal gain and profit.
Watching T.V. news theater, Boris and | en-
gaged in home theater, depicting sometimes
situational struggles, then friendships, and
then almost love relationships in sports suits
of political colors. This soap opera turned
into our collective series of Patriot Games.

Mykola Ridnyi

Pacriot games, 2007, courtesy of artists
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Patriot games, 2007, courtesy of artists




VALERIY I

I MILOSERDOV

KuiB, >xoBTeHb 1990 p., MoyaTok cTygeHTCbKOro
ronopyBaHHs Ha nnowi XXoBTHeBOT peBontoLLiT
Kuis, nuctonag 1991 p., Binui YkpaiHcbkoi Ha-
ponHOT caM0o0bOpPOHUN Ha HaBYAHHSAX.

Kui, »oBTeHb 1991 p., KOAUWHIN papsiH-
CbKWIM MONITB'I3€Hb, YKPAIHCbKUI OUCULOEHT
Bacunb OBcieHko 3 kntovaMu Bif, Kamepu nig,
yac MiTUHry Ha Manpaxi HesanexHocTi.

Mpautotoum doToxypHanictoM, Munoceppoy
BAAJIOCA CTBOPUTWU HM3KY 3HAKOBUX 3HIMKIB,
AKi 3adikcyBanu nepenoMHi iCTOpUYHI nopdii
MepLnX poKiB He3anexXHocTi YkpaiHu. Ha mo-
MEHT cTBOpPeHHs Ui ¢oTo Bynn onybnikosaHi
B iIHPOpPMaLiMHNX BUAAHHAX | MOXYTb CMiNn-
BO BBaXaTWCH CMMBOJIaMU HOBOI KpalHu, sKa,
He3BaXkal4yn Ha baraTo HeBM3HayeHoCTeW,
E€KOHOMIYHY Ta couianbHy TypOyneHTHICTb,
3pobuna piwyynit KpoK Bif, PaAsSHCbKOrO Mu-
Hynoro 1 nepebyBae B MOLUYKY HOBUX HapaTu-
BiB Ta iEHTUYHOCTEW, a TaKoX BiAKPUBAE ANa
cebe npaBfy, fka AeCATUNITTAMU 3aMOBYyBa-
nacsa pepxasoto. CborogHi Minoceppos npo-
LOBXY€E CBOl Kap'epy $oToXypHanicta, no-
€QHYOYM 1T 3 BUMKNAZaLbKol AIANbHICTIO Ta
apXiBHUMW JOCHIOXKEHHAMU.

KatepuHa Qinwok
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Kyiv, October 1990, The beginning of the stu-
dent hunger strike on October Revolution
Square.

Kyiv, November 1991, Fighters of the Ukrain-
ian National Self-Defense Force at exercises
Kyiv, October 1991, Former Soviet political
prisoner Ukrainian dissident Vasyl Ovsienko
with the keys to his prison cell during a rally
on Independence Square.

Working as a photojournalist, Miloserdov
managed to create several iconic images
registering crucial historical events of the
first years of Ukraine's independence. At
the time of their creation, these photos were
published in news outlets and can be easi-
ly regarded as symbols of a new country that
despite many uncertainties, economic and
social turbulence, took a decisive move away
from the Soviet past and was in search of new
narratives and identities as well as was re-
discovering the truth hushed up by the state
for decades. Nowadays, Miloserdov contin-
ues his photojournalist career combining it
with teaching and archival research.

Kateryna Filyuk

Kyiv, October 1990, The bcginning of the student hungcr
strike on October Revolution Square, courtesy of artist

Kyiv, October 1991, Former Soviet politicnl prisoner
Ukrainian dissident Vasyl Ovsienko with the keys to his
prison cell during a rally on Independence Square, courtesy
of artist

Kyiv, November 1991, Fighters of the Ukrainian National Self-Defense Force at exercises, courtesy of artist
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I IRYNA I
I PAP

«KniBcbkun nnax», 1958
«Y WaxTaps HapoaMBCS CUH», 1959

Man 6yna cneuianbHolo GOTOKOPECMOHLEHT-
Koto razetu «M3BecTua» B YkpaiHi, Wwo gano in
3Mory b6araTo nofopoxyBaTu KpalHowo, [OKy-
MeHTYytoun 1T kuTTs npotarom 1960-x ta 1970-
X pokiB. TeMaTWyHo T apxiB MOXHa YMOBHO
nofinnTK Ha Taki kaTeropil: BymiBHMLTBO, Lo-
CATHEHHs MPOMWCIOBOCTI, Kpalli BWKOHaBL,
MiXKHapoLHi generauii Ta napTinHi 373K, po-
3BiNAs, KynbTypHi nogii Ta ocobucTocTi, MicTo
Kuis. «M3Bectus» Bigfasanu nepesary nepe-
BaXXHO doTorpadisiM HawkpalimMx pobiTHUKIB
BMpobHUUTBA, ane [Man Takox BRanocs 3adik-
cyBaTu 1 TMM camum 3bepertu Ans ManbyTHbO-
ro nicnaBoeHHy Binbynosy Kuea, kpacy noro
apxiTekTypu Ta nosiBy HoBuX panoHiB. OgHa 3
BMbpaHux cBiTAMH — 3 i1 doTopenopTaxky npo
[doHbac, Wo BWCBITNIOE XUTTA LWaxTapis, a
iHWa nokasye baraTontogHUM NasX Ha bepesi
[Hinpa, sknii i goci 3anmwaeTbes ynobneHnm
MicLLeM BiANOYMHKY A5 BaraTboX KUSH.

KatepuHa Qinwok
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Kyiv beach, 1958
The miner had a son, 1959

Pap was a special photo correspondent for
Izvestia newspaper in Ukraine which allowed
her to travel through the country extensive-
ly documenting its life throughout the 1960s
and the 1970s. Thematically, her archive can
be roughly divided into the following cat-
egories: construction, industry achieve-
ments, top performers, international delega-
tions and party congresses, leisure, cultural
events, and personalities, Kyiv. Whereas |z-
vestia favored mostly her photos of top per-
formers, she managed to capture and thus
preserve for the future the after-war recon-
struction of Kyiv, the beauty of its architec-
ture, and the appearance of the whole new
districts. One of the selected photos is from
her photo reportage about Donbas covering
the life of their miners, while the other shows
a crowded beach on the bank of the Dni-
pro river, which until now remains a favorite
summer spot for many Kyevians.

Kateryna Filyuk

Kyiv beach, 1958, courtesy of Iryna Pap Estate

The miner had a son, 1959, courtesy of Iryna Pap Estate
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I EVGENIY
I PAVLOV

«Ckpunka 3», 1972
«Cxpunka 4», 1972
«Cxpunka 2», 1972

€srexin [laBnos 3pobus cBOI nepli Kpo-
KW B MucTeuTBi HanpukiHui 1960-x, i BXxe B
1971, pasom 3i cBoiM apyrom tOpiem Pyni-
HWM, iHiLilOBaB aBaHrapfHy rpyny XxapkiB-
cbkux ¢poTorpadie «Bpems» (Bopuc Muxaii-
nos, Oner MansoBaHui, AHaTonin MakieHko,
OnexcaHngp CutHuyenko, Onexkcanap CynpyH,
lenHapin Tybanes). Mpyna noknana moyatok
deHoMeHy XapKiBCbKOT (GOTOLIKOAN, BifOMOI
3aBAAKW CBOIN «Teopil yoapy». Tpusanui yac
BOHa Dyna eAVHWUM aKTUBHUM LeHTpoM ¢doTo-
aBaHrapgy B YkpaiHi.

TinbkM B KOHTEKCTI TMX POKiB, Konu pedeMi-
Hi3auis Ta [eMacKyniHi3auis Has'a3yBanu-
C PaAfHCbKMM PeXMUMOM, CTae 3pO3yMinM
LOMiHyBaHHA y doTorpadiax rpynu «Bpema»
KyNbTy OrofIeHOro Tina K of4Hiel 3 pyHOAMeEH-
TanbHWUX NO3uLN «Teopil yaapy». i MaHidpec-
Tauieto ctana 3HaTa B 1972 poui cepiqa [laB-
noea «Ckpunka», O opraHi4yHo BTinMna igel
HOHKOHdOPMI3My Tux pokiB. BoHa cnpuima-
ETbCS TakoX Y KOHTEKCTi PyXy PagsHCbKMX
xini Ta Tpiymby My3un4yHoi KynbTypu «bitns»
Ha Mexi 1960-70-x. lonoBHO HOBALLE L€l
poboTun, BaxkNMBOI A4S 3arafbHOro KynbTyp-
HOro MPOCTOPY HeaHra)KoBaHoOro MucTeuTBa
CPCP, byna mMacoBa 3/i0MKa 0roseHol 4oNoBi-
4ol HaTypw, peanizoBaHa K XyLOXHIN MPOEKT.
Lla poboTa 3 rpynoto «xiny4mnx» oHakiB cTa-
Na NpoTOTUMOM MOAIM Ta SBULL, 3HATUX Y BU-
rNafi KiHoKagpiB.

TpaHcrpecis epoTu4HOI TeMu, HaBiTb obnaro-
poI)KEeHa CKPUMKO, CrpuiiManacs sk 3amax
Ha MopalbHi 3acagu pafsHCbKOro cycnifb-
cTBa. Ane, 3aBAAKM 1T NpUCyTHOCTI, nepdoMaHc
«3 MY3UYHUMW IHCTPYMEHTaMmW» anenioBas [0
BMCOKOIO MUCTELTBa, BUK/IMKAOYM B NaM aTi
KOHOTAaLIT 3 06pa3oTBOPYOIO KNACUKOHD.

58 TersHa [NaBnoBa

Violin 3, 1972
Violin 4, 1972
Violin 2, 1972

Evgeniy Pavlov took his first steps in art in the
late 1960s and, by 1971, along with his friend
Jury Rupin, had already established Vremia
(Time), a group of avant-garde Kharkiv pho-
tographers (Boris Mikhailov, Oleh Maliova-
ny, Anatolii Makiienko, Oleksandr Sytnychen-
ko, Oleksandr Suprun, and Hennadii Tubalev).
The group’s arrival marked the beginning of
the phenomenon of the Kharkiv school of pho-
tography, known for its blow theory. For a long
time, it was the only active center of the photo
avant-garde in Ukraine.

Only in the context of these years, when
defeminization and demasculinization were
imposed by the Soviet regime, can the cult
of the naked body, which dominated Vremia's
photos, be understood as one of the funda-
mental positions of their blow theory. Pav-
lov's Violin series, shot in 1972, was its man-
ifestation, organically embodying the ideas of
the nonconformism of those years. It is also
perceived in the context of the Soviet hippie
movement and the triumphant march of the
music culture of the Beatles in the late 1960s-
early 1970s. The main innovation of the work,
significant for the general cultural space of
unaffiliated art in the USSR, was the massive
shot of the naked male model, which was done
as an artistic project. This work with the group
of hippie youths became the prototype of hap-
penings and events shot as film stills.

Even dignified by the instrument, this trans-
gression of the erotic subject was perceived as
an attempt at the moral foundations of Sovi-
et society. But thanks to the violin’s presence,
the performance «with musical instruments»
invoked high art, bringing to mind connota-
tions with classics of visual art.

Tatyana Pavlova

Violin 2, 1972, courtesy of artists

Violin 4, 1972, courtesy of artists
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Violin 3, 1972, courtesy of artists




I PARASKA

PLYTKA-HORYTSVITIN

Be3s HazBwW, pik HeBigoMUIA

Mnutka-lopuuBiT, fka byna MuUCTKMHeto-ca-
MOYYKOl Ta MpaLltoBana 3 pisHUMK TexHika-
Mu, novana dotorpadysatn y 70-x pokax i ii
nopobok dotorpacdint Haniyye 6NM3bKO HOTU-
pbOX TUCHY CBITAUH. 3a3BUYail BoHa doTorpa-
dyBana ogHocenbyaH Ta iIXHiX fiTel, KpaeBU-
au, cBsATa, npupogdy Towo. OgHi # Ti X Mogeni
3'ABNSNINCA Ha CBITNIMHAX Y Pi3HWIA nepiof 1X-
HbOO XUTTS, @ 0CO6ANBY yBary MUTCKMHS Ya-
CTO MpUAINana peniritHnuM CBATKYBaHHAM Ta
CBSATKOBMM 3axofaM, ki CTPYKTypyBanu >uT-
TeBI unknu nopet y Kapnatax y gpyriv nono-
BuHi 20-ro ctonitTa. Ii poTorpadiynHa npak-
TUKa NMoB'A3aHa 3 NOCTINHOI 3aLikaBeHICTio
B icTopii, eTHorpadii, donbknopy Ta 3BMYaiB
Kpato, siKi BOHa peTeNnbHO BMBYana Ta ¢ikcy-
Basa NpOTAroM yCbOro XUTTS.

KartepuHa Qintok
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Untitled, year unknown

Being a self-taught artist working with var-
ious mediums, Plytka-Horytsvit started to
take photos in the 1970s, and her photo-
graphic oeuvre has around four thousand
photographs. Usually, she photographed fel-
low villagers and their children, landscapes,
holidays, nature, etc. The same models reap-
peared in the photographs at different stages
of their lives, and special attention was often
paid to the religious celebrations and fes-
tive activities that structured the life cycles
of people in the Carpathian Mountains in the
second half of the 20th century. Her photo-
graphic practice comes along with her en-
during interest in history, ethnography, folk-
lore, and customs of the region, which she
carefully studied and recorded throughout
her life.

Kateryna Filyuk

Untitled, year unknown, courtesy of the community of Kryvorivnia village

Untitled, year unknown, courtesy of the community of Kryvorivnia village
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ROMAN I

I PYATKOVKA

«BigboMcbknit wabatw», 1988

Cepis «BigboMcbkuit wabaw» — ue cBoOro
pofdy AocnifXkeHHs. | npegMeToM Lboro Ao-
CNIKEeHHS € TiNI0O He 9K eCTeTUYHUI 06 eKT,
a K NPOAyKT Pi3HUX couianbHUX SBUL. Tino
AK colianbHU 00'ekT HaWbinbw penpeseH-
TaTUBHe B 0cobMCTOMY, 3arajibHOMYy MpoCTO-
pi. Anckypc KonekTMBHOro NpocTopy 1 Konek-
TUBHOIO Tifla € HaWLIKaBILUMM IHCTPYMEHTOM
couianbHOro Ni3HaHH4.

PomaH [laTkoBka
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Witch Sabbath, 1988

The Witch Sabbath series is sort of a study.
And the subject of this study is the body not
as an aesthetic object, but as a product of
various social phenomena. The body as a
social object is the most representative in a
personal, communal space. The discourse of
the collective space and the collective body is
the most interesting tool of social cognition.

Roman Pyatkovka

Untitled, From the series Witcher’s Sabbath, 1988, courtesy of artist

Untitled, From the series Witcher’s Sabbath, 1988, courtesy of artist
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Untitled, From the series Witcher’s Sabbath, 1988, courtesy of artist




B NATASHA I
I SHULTE

«J1linia», 2011

Yci repol 3HiMKiB HaTawi — nokuHyTi Aitn 3
[BOX yKpalHCbKMX AnTAYmx byamHkis. Lii no-
CTaHOBOYHI MOPTPeTV BIAHOCATHCH 4O [LOKY-
MeHTanbHol ¢oTorpadii novatky 19 ctonitTs.
Y Ton yac aiten ¢oTorpadysanm npu BCTyni A0
cupoTuHuiB. Lle byno yacTuHoto colianbHmx Ta
cycninbHmX BiAHOCWH. OgHaK Bi3yanbHi icTopil
LLlynbTe, HaBiTb 3aMackoBaHi Nif penoprax,
BMCNIM3al0Tb Bif, couianbHOI iHTepnpeTaLii.
Ha MWUTb NopTpeTu cupiT cnanaxyoTb K TpaB-
MaTU4yHa MpuUMaHKka KpUTUYHOTO MUCTeLTBa,
a NoTiM TaHyTb Y HEMPOHUKHOMY MOHONITI eK-
3UCTeHUIMHOI ToTanbHoCTI. Ha Bcix ¢oTorpa-
diax «JliniT» cyBopa, o4HONNOWMHHA KOMMO-
3uuis ob’egHaHa 3 reoMeTpUYHUM LEKOPOM,
Lo € nuwe GoHOM cTiHM. HeMoXnnBO 310BM-
TV NOrNaA LiTeW, HaBITb AKLWO BiH cnpsAMoBa-
HUIM NpaMo. BoHu He npepcTaBnsatoTh cebe, ane
" He rpatoTbes. Lis cepia doTorpadin oTpumana
3BWHYBAYeHHS B eKkcrulyaTauil giten-cupit. Op-
HaK Ba>kIMBO 3a3HAUYUTK, LLO repoiHi «JliHii» —
He CrycToLUeHi Mogeni, a, IMoBIpHiLe, HiMdHK 3
YMMOCb, LLIO POCTE BCEPELMHI.

Mepen rnapayeM nocTae 3arafka: Lo 03HA4YaE
TbMAHWI BOrHMK B o4ax AiTel, CBITNO, AKe €
OAHaKOBWUM [J/151 TONIOBHOIO reposi Ha napHoMy
doTo ane (Tak napagokcasnbHo) Bigpi3HAETHCA
eMOoLiMHO? AKOto € peanbHICTb ANS LUX AiTen?

ApceHniv LUtaniHep
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Line, 2011

All characters from Natasha's shots are
abandoned children from two Ukrainian or-
phanages. These staged portraits refer to
early 19th-century documentary photogra-
phy. At that time, children were photographed
upon admission to orphanages. It was part of
social relations. However, Shulte’s visual sto-
ries, even masked as reportage, elude social
interpretation. For an instant, the portraits
of orphans flash as a traumatic lure of crit-
ical art and then melt into an impenetrable
monolith of existential totality. In all the pho-
tographs of Line a strict, one-plane compo-
sition is united with the geometric decor that
is just the background wall. It is impossible
to catch the gaze of children, even when di-
rected straight. They do not represent them-
selves but do not play either. This series of
photographs received accusations of ex-
ploitation of orphans. However, it is worth
noting that the characters in Line are not
devastated models, but rather nymphs with
something growing within.
The mystery is thrown to the audience: what
does the dim light in the eyes of the children
mean; the light which is the same for the
protagonist in the adjacent field, that is (so
strangely) emotionally different? What is the
reality for these children?

Arseniy Steiner

Letter from the series
Line, I)ipr\'ch, 2011,
courtesy of artist
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Bl SYNCHRODOGS I

«®Dobig», 2012

[MpoeKT € Bi3yaNnbHUM NOpTPeTOM KpalHu, sika
Hac BuxoBana. KpaiHu, ska € ofHi€l0 3 HaW-
Binbwnx y €EBponi, ane foCi 3aNMLWAETbCS Bi-
nokpemneHoto — YkpaiHu. XXutra TyT 3aBxan
Byno MOBIMBLHWUM | CMOKIMHWUM, NOAN 3alMa-
SINCA 3BMYANHUMKN CripaBaMu, HOCWUAM OfHa-
KOBUWI OJAT, KWW KynyBanau Ha pUHKY, 3yCTpi-
yanucs, wobu noroBoputM npo norody. Yce
3MiHunoca, konu Ha Cxif YkpaiHu npuiwna
BiliHa, afi>ke caMe To4i MU BIgYYM, HACKiNbKK
BiAAANEHO0 Bif iHWMX MoXe ByTw Hala Kpa-
THa. XKutTte BykBanbHo 3ynuHmunocs, Hibu kpa-
THa 3acTpsrna MiX Cy4aCHWUM CYCMiNbCTBOM |
NoCTPagAHCbKMM icHyBaHHAM. Jliogun, BuBe-
[eHi i3 30HM be3nekwu, | gani >X1nm cBoiM 3BU-
YaHUM XUTTAM, ane BifuyTTa CTINKOCTI SKOCb
3HUKJI0, CTBOPWUBLUM CBOEPIAHUI BakyyM, Y
AKOMY MM BCi MparHeMo cTaT HOBOK He3a-
NeXKHoto KpaiHoto. [TpoexkT mparHe nepepaTu
CaMOTHICTb YKpalHu, nokasylo4ym napafokc rne-
pebyBaHHA B LeHTpi NoAiv aK HanbinbLioi eB-
ponencbKol KpalHu, sika BCe e 3anuLlaeTb-
cA i30/1b0BaHO Ta 6e3cunot Woa0 BlacHOro
ManbyTHboro. [poEKT TakoX po3noBifae npo
Nofen, aKi oNMHUANCSA Nepef HeBILBOPOTHO
CUTyaUi€lo, 3MYLUEHi XXUTU 3 MOYYTTAM HEeBU-

3HaYyeHoCTi, ajie BogHo4Yac He JatTb besHapil

NiAKOPUTN CBOE XWTTS, MPOXOAAYM Yepes ne-
pexigHWI eTan CTaHOB/IEHHS CBOIX KpaiH.

Synchrodogs
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Fobia, 2012

The project is a visual portrait of the coun-
try that brought us up, the country that is one
of the biggest ones in Europe still secluded
— Ukraine. Life here has always been slow
and calm, with people doing ordinary things,
wearing the same clothes they buy on mar-
ket, and meeting to talk about the weather.
Things changed when war had come to East-
ern Ukraine as that was the moment we felt
how remote from others the country could
be. Life had literally stopped as if the coun-
try was stuck between modern society and its
Post-Soviet Union existence. Withdrawn from
its safety zone, people kept on living their or-
dinary lives though the feeling of firmness
somehow vanished, creating some kind of
vacuum where we all strive to become a new,
independent country. The project strives to
convey Ukraine’s solitary nature showing the
paradox of being in the center of events still
isolated, being the biggest European coun-
try still somehow forceless concerning its
own future. The project is also about peo-
ple facing an inescapable situation, having to
live with feelings of uncertainty, and even so,
not letting hopelessness conquer their lives
while going through the transitional stage of
their countries’ formation.

Synchrodogs

From Fobia series, 2012, courtesy of artist

From Fobia series, 2012, courtesy of artist
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VIKTORIIA I

I TEMNOVA

«CTtenna XepcoH», 2022

Lo doTtorpadito s 3pobuna B TpasHi 2021
poky. Y Kuesi a cama cebe npo3sana ambaca-
nopoM XepcoHy, 60 3aBxaun baraTto po3nosi-
Jato npo Moe MicTto. Po3noBigato Bce aK € — i
npo nepesarw, i Npo HefonikK. ToMy i BUpILLIK-
na 3pobuTn Take oo, wob ogpasy byno Bua-
HO, 3BigKKM 4. Ane MeHi 30a€TbCH, WO Le BUA-
HO Mo MoeMy 0bamnyYio.

«Tup y LeHTpanbHOMy napky XepcoHa», 2022

A doTorpadysana B nmapky i Bupiwmna no-
NpOCUTK B TUPI pyLIHMLIO, Wobu 3pobutn pe-
Kinbka kanpie. Ane Tenep ue $oTo Ma€e 30BCiM
IHWWI HacTpin. 3apa3 MeHi CTpallHo, KONu
A ouentocs Ha ue ¢oto. 3apas barato ykpa-
THUIB TpMMaloTb y pykax 3bpoto, ane He ons
TOro, Wobu BUrpaT NoLLeBoro BeAMeaAnKa.
YkpaiHui ruHyTb 3i 36po€to B pykax, HopoHs-
4m Hawy ceobopdy, Hali [OMIBKM, HALLi XXUTTS.

Bikropisi TemHoBa
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Stella of Kherson, 2022

| shot this photo in May 2021. In Kyiv, I've
been calling myself the ambassador of Kher-
son because | talk a lot about my city. | talk
about it as it is, describing its benefits and
imperfections. That's why | decided to do this
shot to make it clear where | come from, but,
| guess, it’'s written on my face.

The shooting gallery in the park of Kherson, 2022

| have been doing the photo shoot in the park
and decided to ask for the gun, as a prop
to make several shots with. Now, this pic-
ture has a totally different mood. Now | feel
scared when | look at this image. Currently,
many Ukrainians hold guns in their hands,
but not to win a teddy bear. Ukrainians are
dying with guns in their hands, protecting our
freedom, our homes, and our lives.

Viktoriia Temnova

"[—hC ShOOtiﬂg g?l”Cl”y in EhC pfll"l( OFKhCTSOn‘ 2022,

courtesy of artist

Stella of Kherson, 2022, courtesy of artist
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B MYKOLA I
I TROKH I

«[MaHenb N25», 1989
«Color Hand», 1991
Bes Hazsu, 1986

Mukona Tpox yBipBaBCS B MUCTELTBO CTPIMKO,
6e3 nonepenykeHHs, 6e3 nigrotoBkun. Ha BigMi-
Hy Bif, BinbLlUOCTI CBOIX ManbyTHIX Kofier BiH He
3006yB cnevianbHOT OCBITU, 3PELUTO B XKOA-
HOMY XyLOXHbOMY HaBYanbHOMY 3aknapi Pa-
asHcbkoro Coto3y He Buknaganu dotorpadito,
He B6ayatoum B Hill 03HaK Tak 3BaHOr0 BUCOKO-
ro mucteuTsa. Ceoi nepwi rpadivHi pobotn —
HecMinuBi, HaiBHi, be3nopafHi — BiH CTBOPIOE
HanouaTtky 1980-x. Moxxnugo, Tpox Tak i 3anu-
wusca 6 amatopoM, akbu He nopia, ska 3Mi-
Huna oro >xutra — 15 bepesHs 1986 poky, Ha
cBO€ 25-piyya, BiH Kynye ¢oToanapat i noYnHae
3HiMaTn. Mloro doTorpadii, naTosaHi 1986-1989
pOKaMK, Hi TeMaTWKO, Hi GopManbHVMM Npu-
oMaMK Le He BIAPI3HAIOTLCS BifL 3HIMKIB, SKi
MOXHa 6yno nobaumT Ha CTOpiHKaXx >KypHasny
«CoBetckoe ¢poTo». [leLlo iHWUMK BUTNSAA0Tb
Ti i3 HUX, Yy Akux Tpox HamaraeTbCs NoefHATH
doTorpadito 3 konaxeM, annikauieto, rpadi-
Koto. Hackinbkn cTpiMkum byno dopMyBaHHS
YHiKanbHOro TBOPYOro Metody Tpoxa CBigyaTb
pobotu, patoaHi 1990-1991 pokamn. Maiixe
KOXHUI BigbuToK 3ropoM ¢dapbyBaBcs, TOHY-
BaBcs abo nmignaraB iHWWM MaHinynauiasm — vy
Tpoxa He Mae fBOX OLHAKOBMX, L0 3yMOBJIOE
BMHATKOBY BapTiCTb OPUriHaNbHWX, aBTOPCbKUX
pobiT i, BooHOYAC, HiBEeOE TpafuULIiHWIA CcTa-
TyC HeraTuBy, sIK FOJIOBHOr0 HoCis 306paceH-
Hs. [0N0BHUM 3acoboM Xy[0>KHBOI BUPA3HOCTI,
SAKUM KOPUCTYETbCS TpOX, 3aMLLAETLCS KOIp.
[liana3oH 1Moro 3acTtocyBaHHS LLOPa3y 3MiHto-
ETbCS 3aN1€XHO Bif 06paHOi MeTu — 3HauyHy
YacTUHY pobIT, BUKOHAHUX Yy LLeN Yac, Xy[oX-
HUK JINLLE TOPKAETLCS TOHOM, B IHLLIMX CTBOPIOE
into3ito konboposoi doTorpadii.

Banepin Caxapyk
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Panel No. 5, 1989
Color Hand, 1991
Untitled, 1986

Mykola Trokh has taken the world of art by
storm — his arrival was unannounced and
sudden. He is completely self-taught and that
makes him stand aside from the rest of his col-
leagues. Back in the day the Soviet education
system did not teach professional photogra-
phy because ideologically it did not consider it
a higher art form. He creates his first graphic
works at the start of the 1980s, his early work
lacks depth, it is fragmentary and naive. Per-
haps, Trokh would have never become a pro-
fessional artist if it hasn’'t been for the event
which changed his life forever: on his 25th
birthday which is on March 15, 1986 he buys
himself a camera and starts taking pictures.
The photos he took in 1986-1989 are no differ-
entin theme and artistic design from what was
usually printed in the Soviet mainstream photo
magazines. His work takes a different angle
when the artist attempts to combine photogra-
phy with collage, clipart, and graphics. Trokh’s
artistic method has developed rapidly, and it is
reflected in his work from 1990-1991. Almost
every print ever produced by Trokh is some-
how altered as the artist introduces new co-
lours and shades. It makes the artist’s original
work extremely valuable and at the same time
negates the importance of the negative print,
traditionally considered an essential medium
in photography. Trokh's key means of artistic
expression is colour. The spectrum of colour
depends on the artistic purpose — the artist
uses slight tones in most of the artwork of the
period, the rest of the photographs are artifi-
cially coloured. Trokh’s use of colour domi-
nates his artwork, by adding large patches of
paint the artist also tells his story.

Valerii Sakharuk

Color Hand, 1991, courtesy of‘Stcdlcy Art Foundation

Panel No. 5, 1989, courtesy of Stedley Art Foundation

Untitled, 1986, courtesy of‘Stcdlcy\j Art Foundation
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Synchrodogs — MucTeubkuii pyeT. ApTaou-
pekTopu, ¢otorpadu, pexucepu — PomaH
HoseHb i TaHa Lernosa 3 Ykpaiuu, aki npa-
LtotoTb pasom i3 2008 poky. Poman mae cTy-
MiHb MaricTpa, a TaHa — CTyniHb crneuianicTa
3a creuianbHICTO «TexXHOoMori».

BaneHTtuH Bo (1985) — ykpaiHcbkuii ¢poTo-
rpad. Y 2007 3akiH4MB dakynbTeT apxiTekTypu
HauioHanbHoro yHiBepcuTeTy «JlbBiBCbKa Mo-
niTexHika». [ig 4yac HaBYaHHA TaM | 3axonuB-
ca doTtorpadieto. YyacHuk ob’egHaHb UPHA
(YkpaiHcbka doTorpadiyHa anstepHatusa) Ta
«4in1» (pasom i3 Mapieto BoiHoBsoto, IBaHOM
YepHiykiHumM i lOpiem Canabaem). 3 2010 bepe
aKTUBHY yyacTb Yy MiXHapoLHUX Ta yKpalH-
cbkux npoekTax. Bonogap 3BaHHa «@oTorpad
poky» (2017, Kwuis, Ykpaina), nepemoxelb
«FOAM Talent» (2018, AMcTepaam, HigepnaH-
ou), Bird in Flight Prize (2018, Kwis, Ykpaina),
«The BJP International Photography Awards»
(npyra npemis, Bennkobputanis).

OnekcaHngp napenoB - ykpaiHcbkuin ¢oto-
rpad-gokymeHTanict, doToxypHanict. Ha-
pogmeca B 1956 poui y nonbCbkoMy MicTey-
Ky Jlernnusa. Y 1974 poui nepeixaB pa3om i3
ciMeto po Kmesa. BuByaB onTuky i npuna-
nobynysaHHsa B KuiBcbkoMy [loniTexHivHOMY
IHCTUTYTI. AK doTorpad BUCBITNIOBAB BOEH-
Hi KoHbNiIKTM B Mongosi, HaripHomy Kapaba-
xy, YeuHi, Knuprusctani, Comani, MNisgeHHoMy
CynaHi i Ykpairi. 3 1997 i po uboro gHsa ak-
TUBHO CMIBMpaUIOE 3 MIXXHAPOAHOKW TyMaHi-
TapHol opraHisauieto “Jlikapi 6e3 kopooHiB”
(Medecins Sans Frontieres). Cnisnpautoe 3
MiXXHapoLHMMK opraHisauigmu: MSF, HRW,
The Global Fund, UNAIDS, UNICEF. 3BepTa-
€ETbCA [0 COLianbHUX TeM: BOEHHI KOHPIIK-
TW, TyMaHiTapHi Kpu3u, 0e3npuTynbHi LiTk,
B'A3HMLi, enigemii BIJT/CHIL, Tybepkynbosy
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Valentyn Bo (b. 1985] — a Ukrainian pho-
tographer. Graduated from the Architecture
Institute of the Lviv National Polytechnic Uni-
versity in 2007 receiving a Master's degree
in architecture. Got interested in photogra-
phy during his student years. Member of the
“UPHA" (“Ukrainian Photographic Alterna-
tive” association) and “4in1" groups (togeth-
er with Mariia Voinova, Ivan Chernychkin and
Yurii Salabai). Since 2010 has been an active
participant of the international and Ukrainian
projects. Winner of the “Photographer of the
Year” contest (2017, Kyiv, Ukraine), “FOAM
Talent” (2018, Amsterdam, Netherlands],
Bird in Flight Prize (2018, Kyiv, Ukraine), “The
BJP International Photography Awards” (sec-
ond place, Great Britain).

Oleksandr Chekmenev was born 1969 in Lu-
hansk, the city located in Eastern Ukraine,
Donbass. Oleksandr started his career as a
photographer in a photo studio in his home-
town. In his free time he photographed peo-
ple on the streets and at home, who were af-
fected the most by the economic crisis after
the Soviet Union collapse. His work gives an
intimate and unique insider view on the tran-
sition of the coal mining region in the 90-s in
Eastern Ukraine. He moved to Kiev in 1997,
where he works as a photojournalist. He was
named Photographer of the Year Ukraine
2013. His work has been published in New
York Times Lens Blog, Time Magazine and
Time Light Box, New Yorker Photo Booth,
MSNBC, Quartz, The Guardian, Vice Maga-
zine, Liberation.

Maryna Frolova (1977) graduated from the
Faculty of Economics of Kherson National
Technical University. Since 2008 she has been

Ta [enaTtuty C, HapkomaHis. CeigoMo ¢oTo-
rpadye aHanoroso KaMepow Ha YopHo-6iny
nniBky Ta caM apykye csoi doTorpadii y no-
MalWHin dotonabopatopii B Kuesi. Buknapau
B yKpalHcbkux doTo-wkonax Llkona d¢oTo-
rpadii Biktopa MapyuweHnko Ta Bird in Flight.
Haropoaw Ta Bin3Haku: [pan-lpi Ykpnpecdo-
T0-97 3a cepito 3HIMKIB “TIoKUHYTI BiTn"; Npu3
Hasselblad Ha koHkypci eBponeicbkol ¢o-
Torpadii y Besewn, LUsenuapis, Images'98;
Mother Jones 2001 Medal of Excellence Mix-
HapofHoro doHAy AOKyMeHTanbHoi ¢doTorpa-
¢it y Can-®pauucko, CLUA; “Moving Walls
2002" Inctutyty Bigkputoro CycninbctBa
(0S1) B Hblo-Mopky, CLUA. Naypear LLleByeH-
kiBcbkol npemii 2020 poky 3a doTo-npoekT
«Kapycenb». )KuBe Ta npautoe y Kuesi.

Bopuc Mpapos (Bopuc OTpuwkiH, 1908-1988)
HapoamBcsa B HeBenukoMy cenniui [lyboBcbke
Pocincbkol iMnepil B kyneubkin ponuHi. Llle
IOHaKOM BiH MOKWHYB pifHEe MicTO, pATYOYUCH
Bif, BypXxn1MBOro NopeBosoLINHOMO CiNIbCbKOTo
XUTTS. Y Hanbnuxyomy senmnkomy Micti La-
puuvH (HuHi Bonrorpaa) BiH 3Haiiwos pobo-
Ty acucTeHTa Micuesoro ¢otorpada, y aKoro
toHnIn Boprc HaBumMBCS L€l cnpaBy.

Mig yac Opyroi ceitoBol BiHM [pagos 6yB
Npu3BaHUI Ha BiCbKOBY cnyxXby, cnyxus
¢doTonabopaHToM Ta aepodoTorpadom. 3a
cnyxxby 6yB HaropogXXeHUmn YNCNEHHUMU Me-
nansamu, 3okpema, «3a BigBary» Ta «3a bo-
noBi 3acnyru». licna gemobinizauii Bopuca
HanpasBunun [o 3axifHol YkpaiHu ans poboTu
doToKOpECnOHAEHTOM Yy raseTi «Monogb 3a-
KapnatTa». Y kuiBcbkui nepion Bopuc pa-
[0B npautoBaB y raseti «CTaniHcbke nnem’a»
(3 yacom mepeimeHoBaHin Ha «KomcoMonb-
Cbke 3HaMeHo0»), a 3rogoM ByB NMpUNHATKIA Ha
poboTy Ao BifOMOro >XypHany «YkpaiHa». Ha
CBOI NepLin nocagi BiH BiA3HAB 6e3niy pe-
nopTaxiB npo YkpalHy Ta il Hapog, nponpawto-
BaBLW Bnpoposx noHap 30 pokis, ax Ao cBo-
€l cmepTi B 1988 poui. Cepen HavBigoMiLLmMX
pobiT lpapgoBa — nopTpeT Makcmma Nopbko-
ro (1932) ta HOpis Marapina (1965).

OneHa lpoM y kBiTHI 2014 poky OneHa [pom
(1976) 6yna 3smyweHa 3annwnTy pigHUin byam-
HoK y JloHelbKy Yepe3 BiicbKoBi MOAil. [poM
npaLle Ha CTUKY COoLianbHOro pernopTaxy Ta

engaged in art photography. She is an exhibi-
torin Ukraine, Italy, Great Britain, and Sweden.

Oleksandr Glyadyelov is a Ukrainian docu-
mentary photographer and photojournalist,
born in 1956 in the Polish town of Legnica. In
1974 he moved with his family to Kyiv, where
he studied optics and instrumentation at the
Kyiv Polytechnic Institute. As a photographer,
he has covered military conflicts in Moldova,
Nagorno-Karabakh, Chechnya, Kyrgyzstan,
Somalia, South Sudan, and Ukraine. Since
1997 he has actively cooperated with the in-
ternational humanitarian organization Doc-
tors Without Borders (Medecins Sans Fron-
tieres) and other international organizations
such as HRW, The Global Fund, UNAIDS,
UNICEF. His work addresses social issues:
military conflicts, humanitarian crises, child
homelessness, prisons, HIV / AIDS, tubercu-
losis and hepatitis C epidemics, and drug ad-
diction. He deliberately photographs with an
analog camera on black-and-white film and
prints his photos at his home laboratory in
Kyiv. Glyadyelov is also a teacher at Ukrainian
Photo Schools Victor Marushchenko School
of Photography and Bird in Flight. Among his
numerous awards and honors are: Ukrpress-
photo-97 Grand Prix for his series Abandoned
Children; Hasselblad Prize at the European
Photography Competition in Vevey, Switzer-
land, Images'98; Mother Jones 2001 Medal of
Excellence of the International Documenta-
ry Photography Foundation in San Francisco,
USA; Moving Walls 2002 of the Open Society
Institute (OSI) in New York, USA. He was also
the winner of the Shevchenko Prize 2020 for
the photo project Carousel. Glyadyelov lives
and works in Kyiv.

Paraska Plytka-Horytsvit (1927 - 1998) is a
hutsul artist, poetess, writer, folk philoso-
pher, ethnographer and photographer. Rep-
resentative of naive art. Born in the village
of Bystrets in the family of blacksmith Stefan
and embroiderer Anna. In 1945 she joined the
national liberation movement and was ar-
rested in the same year. For being an “enemy
of the state” in the face of Soviet government,
Paraska Plytka-Horytsvit more than 10 years
in Stalin’s camps. After release, she returned
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KoHuenTyanbHol doTorpadii. Mpautoe 3i cBol-
MW TeMaMu Ha nepepoBiin. CBoto «Micito» Xy-
LOXKHULSA 6aunTb Yy BUCBITNEHHI XUTTA Ntofen,
KOTPi ONMHUANCS Yy BilicbKkoBil 30Hi. [i dpoTo-
rpadii - ue He inoCcTpauil xanto 4u rops, a
YTBEPAXKEHHS XUTTS. XKNUTTS BCynepey ycboMy
OfHa 3 rONOBHUX TeM XypoxHuui. OneHa xuse
y Kuegi. @iHanictka LensCulture Portrait
Awards UK, YICCA International Contest
of Contemporary Art, Kaunas Photo Star
Lithuania, Slovak Press Photo, The Tokyo
International Foto Awards. BucTtaBnsnacsa y
kpaiHax €sponu, CLUA, AnoHii Towo.

BikTop KouetoB (1947-2021) ta Ceprin Ko-
yeToB (1972 p.H.] — TBOPYMI TaHaEM XapKiB-
cbknx ¢oTorpadis, baTbka Ta cuHa. BikTop
KoueToB 3axonuscs poTtorpacdicto B 1968 poui
Ta noyas 3apobnaTu Ha XMTTA 9K npodecin-
Huin doTorpad Ha novaTky 1970-x, npautotoun
B UMCEHHMX ra3eTax, KiHo- Ta ¢oTonabopa-
Topifix. 3Ha4yHa YacTuMHa Woro popobky byna
cTBopeHa pa3oM 3 cuHoMm Cepriem Koueto-
BUM, AKUIA JonoMaraB 6aTbkoBi LWie 3 NigniT-
KOBOrO BiKy Ta, 9K | BiH, obpaB anqa cebe dax
doToxXypHanicTa. B ueHTpi yBarn aBTopiB —
cueHn HeBmbarnMBoi peanbHOCTI Ni3HbOpa-
OSHCbKUX — MOCTPajAHCbKUX YaciB: Bennka
KiNbKICTb pobIT 3HATa Ha MaHopaMHy kamepy
“TopusoHT”, dikcytoun KpaeBuamn Xapkosa Ta
IHLWWX MiCLWH, Kyan doTorpadis BifgnpaBnsnm
Ha >XypHanicTCbKi 3aBAaHHSA.

lOnis Kpueuu (1988) — BisyanbHa XymoxHM-
us, Wo npaute 3 mMeaiymom dotorpadil, iH-
cTanauii Ta nybniyHum npoctopom. 3akiH4mna
kadenpy apxitektypu [NpuaHinpoBCcbKOI Aep-
KaBHOT akafeMil byiBHMULTBa Ta apXiTeKTypu
(2010) B8 [Hinpi Ta dakynbTeT Media-MuUCTELTB
B AkageMmil KpacHux MucTeutB B Bapuliasi
(2013).

MovasLwm 31T gunioMHoro npoekty "My World
Is Not Where | Am” (2013), npucesiyeHoro mMo-
NOAUM yKpaTHUAM, BOHa AOCHIAXKYE MUTaHHS
XXUTTSI MOJIOLLOTO MOKOJTIHHS MOCTPaAAHCbKMNX
KpalH. |HWwa cTopiHka 1 TBOPYOCTI, Mif Has-
soto “Mepepnuytra” (2014) 6yna onybnikosaHa
AaK oTokHMra B paMkax Micausa doTtorpadii B
Kpakosi (2015).

HOnis KpvBuny ctana ctunexpgiaTkot nporpa-

mMn Gaude Polonia MiHicTepcTBa KynbTypHOI
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to the village of Kryvorivnya. There Paraska
Plytka-Horytsvit has been a self-appointed
rural photographer for about 30 years. The
creative legacy of Plytka-Horytsvit is incredi-
bly diverse: poetry, hand-made books, paint-
ings, vytynanky (art form of papercutting],
icons and large photo archives.

Borys Gradov (Boris Otryshkin, 1908-1988)
was born in Dubovskoye, a small village in
the Russian Empire’'s Don Cossack Host
Province, in a merchant’s family. As a young
man, he left his hometown to escape the tu-
multuous post-revolutionary rural life. In the
nearest big city of Tsaritsyn (now Volgograd),
he found apprentice work assisting a local
photographer, from whom young Boris got to
learn the trade as well.

During World War Il Gradov was called to mil-
itary duty, having served as a photo lab tech-
nician and an aerial survey photographer. He
was awarded multiple medals for his ser-
vice, including the ones “For Courage” and
“For Battle Merit". After demobilization, Bo-
rys was commissioned to western Ukraine
to work as a photojournalist for the Youth of
Transcarpathia newspaper. During his Kyiv
period, Borys Gradov worked at the Stalin’s
Tribe newspaper (later renamed Komsomol
Banner), and eventually was hired by the fa-
mous Ukrayina magazine. In his premiere
post, he authored countless stories and cov-
ers about Ukraine and its people for over 30
years, until he died in 1988. Among Gradov's
most celebrated works are his portraits of
Maxim Gorky (1932) and Yuri Gagarin (1965).

Olena Grom in April 2014, Olena Grom (1976)
was forced to leave her home in Donetsk due
to military events. Grom works at the inter-
section of social reporting and conceptu-
al photography. Works with his themes at
the forefront. The artist sees her “mission”
in highlighting the lives of people who find
themselves in the military zone. Her photo-
graphs are notillustrations of pity or grief, but
a statement of life. Life in spite of everything
is one of the main themes of the artist. Ole-
na lives in Kyiv; she is a finalist of LensCul-
ture Portrait Awards UK, YICCA International
Contest of Contemporary Art, Kaunas Photo

Ta HauioHanbHoi cnagwmHm Monbuw,i (2016), Ta
yyacHuus pes’to Plalt)form BinTepTypcbko-
ro myseto, LUsenuapia (2018) ta HomiHoBa-
Ha Ha npeMito PinchukArtCentre 3a il npoekT
“Daring & Youth”. FonioBHMI dokyc i1 TBOpUUX
OOCTIOXXeHb — Lie iAeHTUYHICTb, KoMbiHaLiga.

Cawa Kypmas (1986) Hapasi xuBe i npauoe
B Kunesi. Y 2008 poui Kypmas 3m06yB cTyniHb
bakanaBpa ou3anHy B HauioHanbHin akagemii
KepiBHUX KagpiB KyabTypu 1 Mucteu T y Kuesi.
Cawa KypMas — MixaucumnniHapHUn xygox-
HUK. Y CBOIN XyQOXHIN NpakTULi BiH BUBYaE
pi3Hi Mogeni B3aeMogii 3 nybaiyHMM npocTo-
poM, colliaflbHUMU rpynamMu Ta crifibHoTaMu, a
TaKoX [OCAIAXKYE MIHANBI BIGHOCUHW MIX f1t0-
LVHOI0 Ta Cy4acHWM CBITOM.

Y dokyci Moro TBOPHOCTI — MIiCbKWUIM MpPOCTIp,
CyCMinbCTBO, @ TakoX A0CHIAXKEHHS Hanpyru
MiXXK rpoMafsHUHOM i fepxaBoto. [1na pobotu
3 UMMM,

Biktop MapyweHnko (1946-2020) — ykpain-
cbknit doTorpad, Buknagay, 3acHoBHUK LLKko-
nn dotorpadii Biktopa Mapyuwerka. Hapo-
avecsa B HoBocubipcbky, POCP, kyan 6atbku
noTpanuaun B eBakyalito nig vac Opyrol cBi-
ToBol BiMHW. B 1951 poui poauHa nosepTa-
etbca no Kuesa, i TaM BikTop 3akiHuMB Tex-
HiKyM pafioenekTpoHikM Ta iHCTUTYT XapyoBol
npomucnosocTi. [lif 4yac HaB4aHHS, Ha no-
uyaTtky 1970-x, 3axonnteTbcs doTorpadieto,
npuobaswu nepwy kamepy — “Praktica”. 3
cepenuHn 1970-x 3aliMaeTbCs TeaTpasbHOI
doTorpadieto B Teatpax iM. PpaHka Ta Jleci
YkpalHKk1; caMe TOMy 3HayHa 4YacTuMHa paH-
HbOrO apxiBy aBTopa — L& 3HIMKWU pexuce-
piB, akTopiB, KOMMO3WUTOPIB Ta MYy3UKaAHTIB.
B 1979-1981 pokax BigBifye |HCTUTYT >Xyp-
HanicTcbkol MaMCTepHOCTI, OopraHi3oBaHWN
doTorpadkoto Ipunoto Man. 3 1981 no 1991
poku npautoe poTopenopTepoM ANA BUAAHHS
“CoBetckas YkpavHa” Ta “CoseTckas KynbTy-
pa”. Bepe yyacTb y BucTaBkax 3 1983 poky. B
1989 poui Ha 3anpoLUeHHs 3HallOMOro LWBen-
Lapcbkoro xypHanicta Bigsigye LLBenuapito.
Mewkae Tam go 1997 poky, nicna 4yoro no-
BepTaeTbcs Ao Kuea, Kyan noro nokamkanm
no rasetn “LeHb”. Y 2001 cepia “HopHobunb”
(1986) byna npefncraBfneHa B OCHOBHIN eKcno-
3uuii bienane y BeHeuii Ha BucTasui “Plato of

Star Lithuania, Slovak Press Photo, The To-
kyo International Foto Awards. Exhibited in
Europe, USA, Japan, etc.

Viktor (1947-2021) and Serhiy Kochetov (b.
1972) is a Kharkiv photographic duo of father
and son. Viktor got engaged in photography in
1968 and began earning a living with it in the
early 1970s, working for various newspapers,
film and photo laboratories. A number of his
images were created together with Serhiy,
who assisted Viktor since his teen years, and
also pursued a career in photojournalism.
The authors are focused on the plain reality
of the late-Soviet and post-Soviet epochs in
the sceneries of Kharkiv and other locations
to which they were sent on assignments, cap-
tured with the panoramic “Horizont".

Sasha Kurmaz (b. 1986) in Kyiv, Ukraine.
Currently lives and works in Kyiv, Ukraine. In
2008 Kurmaz received a BFA in design from
the National Academy of Managerial Staff of
Culture and Arts in Kyiv. Sashais an interdisci-
plinary artist. In his artistic practice, he stud-
ies various models of interaction with pub-
lic space, social groups and communities as
well as explores the changing relationship be-
tween human beings and the modern world.

The focus of his work is urban space, and
society, as well as examines the tension be-
tween the citizen and the state. He uses
different media to work with these issues,
such as photography, video, public inter-
vention, and performative situations. Kur-
maz has participated in many international
group exhibitions and festivals, including ex-
hibitions at W139 2012 (Netherlands), Zamek
Ujazdowski 2013 (Poland), ZKM Museum of
Contemporary Art 2013 (Germany), Kiinstler-
haus Vienna 2014 (Austria), Architekturzen-
trum Wien 2014 (Austria), Saatchi Gallery
2015 (UK), Skovde Art Museum 2016 (Swe-
den), C/0 Berlin 2016 (Germany), NRW-Fo-
rum Disseldorf 2017 (Germany), Galeria
Arsenat 2017 (Poland), PinchukArtCentre
2018 (Ukraine) and Latvian Museum of Pho-
tography 2019 (Latvia). Has held residencies
at KulturKontakt 2015 (Austria), EoFA 2017
(Switzerland), HIAP 2018 (Finland), CEC Art-
sLink 2019 (US), and Akademie der Kiinste
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Humanity” (kypatop — laponbn 3eeman). B
2010 3acHoBye >kypHan “5.6", npuceayeHui
¢doTorpadil, Ha 6asi skoro fie i oHnanH-ra-
flepes aBTOPCbKOI yKpalHcbkoi doTorpadii.
Y 2019 poui oTpuMye Haropoay “3a BHECOK y
doTorpadito” B Mexax npeMii “YkpCyu®DoTo”
Big Bird in Flight.

Ceprit MenbHMuYeHKo Hapoguecs B 1991 poui
B Mukonaesi, YkpaiHa. ®oTorpadieto nouas
3anmaTmcsa y 2009 poui. Y 2018 poui 3acHyBaB
LLikony koHUenTyanbHOI Ta XyAoXHboI ¢oTo-
rpadii «MYPH». 3a ocTaHHI poku B34B y4acTb
y noHap 150 nepcoHanbHUX Ta rpynoBmx Bu-
cTaBKax, ApMapkax Ta ¢pecTvBansix No BCbOMy
cBIiTy. JlaypeaT ykpalHCbKMUX Ta Mi>KHAapOAHUX
npemin, cepep skmx «Leica Oskar Barnack
Award Newcomer» y 2017 poui (Bepnin),
«®oTorpad poky» y 2012, 2013 Ta 2016 pokax
(Kuis, Ykpainal, «3onota kamepa» y 2012 poui
(Kuig, Ykpaina). HomiHaHT Ha npeMito «Krakow
Photomonth» y 2013 poui Ta npemito «Pinchuk
Art Center» y 2015 poui, cepep, iHwWMx. Yyac-
HUK BUcTaBoK «Paris Photo», «Volta Art Fair»,
«Photo L.A.», «Photo Basel», «Unseen fair»
Ta iH. HoMiHaHT Ha npeMito «Foam Paul Huf
Award y 2020 poui. 3 2022 BxoauTb A0 cKnagy
dboHay «Alexander Tutsek-Stiftung» (MioHxeH,
HimMeyunHal.

YyacHuk nnatgopmm «FUTURES
PHOTOGRAPHY» y 2022 poui. PoboTu 3Haxo-
OATbCS B NPMBATHMX Ta lepXKaBHMX KosleKLisx
CLUA, ToHkoHry, Ykpainu, lMonbui, ®panuil,
HiMmeyumnHu, Benbrii, Pocil, JTIuteu, Yexii, Ano-
Hil, Hinepnangis, ITanii, LLBenuapii Ta iH.

Banepiit MinoceppoB (1961) — ykpaiHcbkuit
¢doTorpad 1 ¢ovopepaktop. [lpautoBaB B
ykpalHCcbkux Ta pagsHcbkux 3MI. Moro cepis
LOoKyMeHTanbHux ¢otorpadint npo npobnemu
waxtapis Jonbacy «[lokuHyTi mogun» (1994-
99) otpumana CneuianbHy npemito >Xypi Ha
¢dectusani Grand Prix Images Vevey (1995,
LWsenuapial. Mpaute kypatopoMm ¢oToKo-
nekuil B MemopianbHoMy LeHTpi [onokocTy
«Bbabun Ap» (Kuis). Buknagae y LLkoni ¢o-
Torpaodii Biktopa MapyuieHka (Kuis). Astop
MepcoHasbHUX Ta YYaCHUK KOMEKTUBHUX BWU-
CTaBOK B YKpalHi Ta 3a KOPLOHOM.

Bopuc MuxainoB Hapoaunecs B YkpaiHi B 1938
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2020 (Germany). Sasha received C/0 Berlin
Talent Award 2016 (Germany), and Kazimir
Malevich Artist Award 2020 (Ukraine). His
work has been published in a wide range of
international magazines, including Vice, Kry-
tyka Polityczna, Liberation, FOAM, Tissue,
Fisheye, Bloomberg Businessweek, Yet, Roll-
ing Stones, Fotograf, Sliddeutsche Zeitung,
Adbusters magazine, Die ZEIT.

Viktor Marushchenko (1946-2020) was born
in Novosibirsk, Russian Soviet Federative So-
cialist Republic, to where his parents were
evacuated during WWIIL. In 1951 his family re-
turned to Kyiv, where Viktor graduated from
the vocational school of radio electronics
and the Institute of Food Industry. As a stu-
dent, at the beginning of the 1970s, he got
engaged in photography, after having bought
his first camera — “Praktica”. Since the mid-
1970s he worked with theatrical photography
in the theaters after lvan Franko and Lesya
Ukrainka; that's why a significant part of the
author’s early archive consists of the shots
of directors, actors , composers and musi-
cians. In 1979-1981 he attended the Institute
of Journalistic Skills, organized by the pho-
tographer Irina Pap. In 1981-1991 worked as
a photojournalist for Cosetckas YkpaunHalSo-
viet Ukraine] and Cosetckas kynbtypa [Soviet
Culture] medias. Participated in shows since
1983. In 1989 he was invited by a fellow Swiss
journalist to Switzerland. Lived there till 1997
and returned to Kyiv afterwards, being invited
to join JeHb [Day]l newspaper. Worked there
for two years. In 2001 his “Chernobyl” (1986]
series was presented in the main exposition
of the Venice Biennale titled “Plato of Hu-
manity” (curator — Harald Szeeman). In 2010
founded “5.6" journal, dedicated to photogra-
phy, which is also a platform for the online
gallery for Ukrainian art photography. In 2019
was awarded “For contribution to photogra-
phy” as a part of “UkrContemPhoto” prize
from Bird in Flight.

Sergey Melnichenko born in 1991 in Myk-
olayiv, Ukraine. Started photography in 2009.
In 2018 founded the School of conceptual
and art photography MYPH. In recent years,
he has taken part in more than 150 solo and

poLi. Mloro cknagHi Ta npoBokaliiiiHi doTorpa-
il LOKYMEHTYTb NIOACHKI XEPTBU B MOCTKO-
MyHicTU4HIM CxigHin €sponi nicna po3na-
oy PapsaHcbkoro Coto3y. I3 cepeanun 1960-x
pokis Bopuc Muxainnos pocnigxyBaB BecCb
cnekTp MoxnuBocTen doTtorpadii Ta cTBO-
ptoBaB 6e3KOMMNPOMICHI Ta BOgHO4YacC ipoHiy-
HO-TYMOPUCTUYHI NOPTPETU CBOro 6AM3bKOro
oToYeHHs. Moro HeBTOMHI JOCAigKeHHS do-
TorpadivyHUX TEXHIK | CTUAICTUYHUX 3acobis,
a TaKoX YacTe YepryBaHHs KOHLLenTyanbHUX
i BOKYMEeHTanbHMX pobiT cnpuanu ToMmy, Lo
MuxannoB cTaB OAHWUM i3 HaMBMINBOBILUUX
doTorpadiB cborogeHHs.

Muxannos npeacTtaBnsaB YkpalHy Ha 57-n
BeHeujaHcbkin  bienane (2017). IHwi He-
LLofaBHi nepcoHaNbHi BUCTaBKW BKJIOYa-
loTb: EBponencbknin aiM  dotorpadii, Ma-
pwx (2022); OepxaBHa KapTvHHa rasnepes
Bapen-Bagera (2019); «Mepen cHom/Mic-
ns sunueku», C/0 Berlin Foundation, Bep-
nin - (2019); «Fotomuseum», AHTBepneH
(2016); «Kunstverein Wolfenbiittel» (2016);
«MADRE», Heanonb (2015); Itaniicbkuii
ueHTp dotorpadil «Camera», Typun (2015);
Myseir LUnpeHrens, FaHHosep (2013); My-
3ell cyyacHoro mucteuTsa, Holo-Mopk (2011);
«KyHcTkamepa BigeHb», BigeHb (2010). Mu-
xannos bys naypeatoM npewii ocnapa Kain-
3eppiHra 2016 poky, MixHapogHo! npemil
«Spectrum International» 3a doTorpadito
2012 poky, npemii «Citibank» 2001 poky 3a ¢o-
Torpadito Ta MixkHapoaHoi npewmii «Hasselblad
Foundation» 2000 poky, cepep iHwunx. Moro
poboTn BKAOYEHI [0 BaXauMBUX ny6niy-
HUX Konekuin, cepen skux: «Hamburger
Bahnhof», Bepnin; «ICA», BocToH; My3sei cy-
yacHol ¢oTorpadii, Ymkaro; Myseln cyyacHo-
ro mucteutBa CaH-®paHumncko; Mysein Cre-
nenik, AMcteppam; «TeiT MonepH», JIOHAOH;
Tenb-ABiBCbKkMIN My3el MUCTeLTB; «MeTpono-
niteH-Mmy3eit», Heblo-Mopk; Myseit cyyacHoro
MucTelTBa («MoMA»), Helo-Mopk.

Mukona PigHuit Hapoauscs B Xapkosi B 1985,
uBe i npaytoe B Kuesi. Y 2008 3akiHuns Xap-
KiBCbKY Aep>KaBHy akafeMito An3anHy N Muc-
TeutB. Y 2005 ctaB cniB3acHOBHWUKOM rpymnu
SOSka ” opHOMMeHHOI ranepei-nabopatopil
B XapkoBi. | 2022 poui BiH BUCTYNUB KypaTo-
poM mporpaM yKpalHCbKoro Bifeo MucTeLTBa

group exhibitions, fairs and festivals around
the world. Winner of Ukrainian and inter-
national awards including Leica Oskar Bar-
nack Award Newcomer in 2017 (Berlin), Pho-
tographer of the Year in 2012, 2013 and 2016
(Kyiv, Ukraine], Golden Camera in 2012 (Kyiv,
Ukraine). Shortlisted for Krakow Photomonth
in 2013 and Pinchuk Art Center Prize in 2015,
among others. Participant in Paris Photo, Volta
Art Fair, Photo L.A., Photo Basel, Unseen fair
etc. Nominated for the Foam Paul Huf Award
in 2020. From 2022 part of the Alexander Tut-
sek-Stiftung foundation (Minich, Germany).
Part of the FUTURES PHOTOGRAPHY plat-
form in 2022. Works are in private and public
collections in the USA, Hong Kong, Ukraine,
Poland, France, Germany, Belgium, Russia,
Lithuania, Czech Republic, Japan, Nether-
lands, Italy, Switzerland etc.

Borys Mykhailov was born in Ukraine in
1938. His challenging and provocative pho-
tographs document human casualties in
post-communist Eastern Europe after the
demise of the Soviet Union. Since the mid-
1960s, Borys Mykhailov has explored pho-
tography’s full range of possibilities and
produced an uncompromising yet ironically
humorous portrait of his close surroundings.
His tireless investigations into photograph-
ic techniques and stylistic means, as well as
his frequent alternation between conceptual
and documentary work, have contributed to
making Mykhailov one of the most influential
photographers living today.

Mykhailov represented Ukraine at the 57th
Venice Biennale (2017). Other recent solo ex-
hibitions include: Maison européenne de la
photographie, Paris (2022); Staatliche Kun-
sthalle Baden-Baden (2019); Before Sleep/
After Drinking, C/0 Berlin Foundation, Berlin
(2019); Fotomuseum, Antwerp (2016); Kun-
stverein Wolfenbiittel (2016); MADRE, Na-
ples (2015); Camera ltalian Centre for Pho-
tography, Turin (2015); Sprengel Museum,
Hannover (2013); Museum of Modern Art,
New York (2011); and Kunsthalle Wien, Vien-
na (2010). Mykhailov was the recipient of the
2016 Goslar Kaiserring Prize; the 2012 Spec-
trum International Prize for Photography;
the Citibank 2001 Photography Prize; and
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B Mysei cyyacHoro mucteutsa (MAXXI) y Pumi,
Mysel ®onbkBaH B EceHi, HauioHanbHin ra-
nepei Codil. PigHWI BUKOPUCTOBYE LUMPOKUIA
CnekTp Mefia, MoYyMHaloumn Bif iHCTanaUin Ta
cKynbnTypu no dotorpadii Ta ecnepuMeH-
TanbHUX dinbMis. Moro poboTu bynu nokasa-
Hi Ha Takmx BUCTaBKax, Kk «Survival Kit 13» B
Pusi (2022), «Transmediale» y Bepnini (2019],
«All the World's Futures» Ha 56-11 BeHeljiaH-
cbkin bieHane (2015).

€BreHiit MaBnoB (1949) — oguH 3 dpyHaaTopis
XapkiBcbkoi wkonu dotorpadii. B 1967-1972
HaBYaBCS Ha eKOHOMiYHOMY dakynbTeTi Xap-
KiBCbKOro fepXaBHoro yHiBepcuTeTy iM. 0.M.
lopbkoro (HWHI — XapKiBCbKWMI HaLioHasb-
HUIA yHiBepcuTeT iMeHi B.H. Kapasinal. Mig
yac HaBYaHHS CTaB y4aCcHUKOM MicleBoro ¢o-

Toknyby npu ObnacHomy ByAMHKY XyLOXHbOT

camopisanbHoCTI npodcninok, Ae Mo3Hano-
MWBCS 3 It0AbMU, Lo Ha noyaTky 1970-x pokiB
ctBopaTh rpyny “Bpema” (Oner ManbosaHui,
Bopnc Muxannos, HOpin Pynin, Onexcanap
CutHuyenko, Onekcangp CynpyH, leHHagin
Tyb6anes, 3rogoM — Awnatonin MakieHko). B
1972 poui cTBOpMB OAHY i3 3HAKOBMX AN Li-
ANbHOCTI KonekTuay cepiii — “Ckpunka”. Exc-
MepvMeHTyBaB 3 LUMPOKWM CMeKTPOM TeXHIK
- Bif, KONbOPOBWX CNaWfiB Ta HaknagaHb A0
KonaxiB Ta po3dapbyBaHHS, WO 3'ABUANCH B
“oro TBOpYoMy apceHani HanpwukiHui 1980-x
- noyaTky 1990-x pp. 3HakoBot ANs aBTopa
CTafa cniBnpausa 3 »kusonucuem Bonognmu-
pom LLlanowwHikoBMM: pe3ynbTaToMm ix konabo-
pauil ctanu cepil po3papboBaHux ¢potorpa-
oin “Cninbre Mone” (1996), “MapHorpadis”
(1998), “IHwe Hebo” (2007). CborogHi asTop
— BuKnagay kadenpu TenebaveHHa Xapkis-
CbKOI lep>kaBHOT akafeMii KynbTypu.

IpuHa Nan (ypogxena ®peipa Man, 1917-
1985) Hapomunaca B Opeci B pomuHi €B-
PencbKO-NNTOBCbKMUX ApyKapiB, Bupocna B
Kvei. Onpa3y nicnga 3akiH4eHHs HOBOCTBOpe-

HOro YKpalHCbKOro IHCTUTYTY KiHeMmaTtorpadii

B 1941 poui BitHa po3kupana [lan Ta il pogm-
Hy no BcboMy PapgsaHcbkomy Coto3y - Big, Kyi-
6uwesa (Camapu] go Yxropoga. 3pewToto,
BOHa nosepHynacs fo Kuesa. IpuHa npauto-
Basa Ha nocapi cneuianbHoro ¢oToKOpecnoH-
neHTa rasetun «M3ssectua» (3 1958 no 1971
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the 2000 Hasselblad Foundation Internation-
al Award, among others. His work is includ-
ed in important public collections, including
Hamburger Bahnhof, Berlin; ICA, Boston;
Museum of Contemporary Photography, Chi-
cago; San Francisco Museum of Modern Art;
Stedelijk Museum, Amsterdam; Tate Modern,
London; Tel Aviv Museum of Art; The Met-
ropolitan Museum of Art, New York; MoMA,
New York.

Mykola Ridnyi (b. 1985) is an artist, filmmak-
er, and curator. In 2008 he graduated from
the Kharkiv State Academy of Design and
Art. Ridnyi is a founding member of the art-
ist collective SOSka group. In 2022 he curat-
ed several screening programs of Ukrainian
film and video art in MAXXI Rome, Museum
Folkwang Essen, and the National Gallery
in Sofia. Ridnyi works across media ranging
from site-specific installations and sculpture
to photography and experimental films. His
works have been shown in exhibitions and
film festivals including Survival Kit 13 in Riga
(2022), Transmediale at HKW in Berlin (2019),
All the World's Futures at the 56th Venice Bi-
ennale (2015) and other venues.

Valeriy Miloserdov (b. 1961) is a Ukrainian
photographer and photo editor. Worked in
Ukrainian and Soviet mass-media. His series
of documentary photographs about the prob-
lems of the Donbas miners “Abandoned peo-
ple” (1994-99) won the Special Award of the
jury at the Grand Prix Images Vevey festival
(1995, Suisse). Works as a photo collection
curator at the Babyn Yar Holocaust Memorial
Center (Kyiv). Teaches at Viktor Marushchen-
ko's School of Photography (Kyiv). The author
of personal exhibitions and participant of the
collective exhibitions in Ukraine and abroad.

Iryna Pap (born Freida Pap, 1917-1985) was
born in Odesa into a family of Jewish-Lithu-
anian printers and grew up in Kyiv. Right af-
ter her graduation from the newly formed
Ukrainian Institute of Cinematography in
1941, the war took Pap and her family all
over the Soviet Union - from Kuibyshev (Sa-
mara) to Uzhhorod and everywhere in be-
tween. Eventually, she came back to Kyiv. Iry-

pik). Mepiog i1 poboTy 3Ha4YHOW Mipoto 36irca
3 XPYLLLOBCbKOO «BIAJINIO» — EMOXO0K MacLl-
TabHoro iHbpacTpykTypHOoro byaiBHMUTBA,
€KOHOMIYHOro 3pOCTaHHs, OCBOEHHS KOCMO-
cy, nocnabneHHs i4e0N0riYHOI Hanpy>XeHOoCTi.
IpmvHa lNan TakoX BifoOMa K TasaHOBMTa ne-
garoruHs, aka Ha noyatky 1970-x pokis 3ano-
yaTkyBana nepwy B CPCP npodecinHy LLko-
ny XypHanicTuku. [ Bpanocs KynbTuByBaTw
BMcoki npodeciHi cTaHZapTU, 3anpoBaguTu
ifeto peer-to-peer Ta peueH3yBaHHA nopTdo-
Nnio 1, 9K HacnigoK, BUXOBaTU HOBE MOKOJIHHSA
yKpalHcbkmx doTorpadis.

Mapacka MnuTtka-Fopuusit (1927-1998) —
ryuynbCcbKa XyA0XKHULSA, NoeTKa, MUCbMEeHHM-
us, HapogHa dinocodka, eTHorpadka i doTo-
rpadka. [peacTtaBHULA HATBHOMO MUCTELTBA.
Hapogunacs B ceni buctpeub y poauHi kosa-
na CtedaHa Ta BuwmBanbHui FaHHm. Y 1945
poui ponyymnacs Lo HalioHallbHO-BU3BOJb-
HOro pyXxy 1 Toro > poky byna 3aapeluToBaHa.
3a Te, wo byna «BoporoM AepxxaBu» Ans pa-
AsHcbKol Bnagu, lNapacka lNnntka-lopuuBiTt
noHap 10 pokiB npoBena B cTaniHCbKUX Tabo-
pax. [licna 3BiNbHEHHA BOHa NoBepHynacs A0
cena KpusopisHs. Tam [Napacka lNnuTtka-lo-
puuBiT Maixe 30 pokiB 3aliManacsa dotorpa-
dieto. Teopya cnagwmHa lnuTtku-Iopuusit
HEeMMOBIpHO  pi3HOMaHiTHa: noesis, py-
KOTBOPHI KHWIMN, KapTUHWU, BUTUHAHKN, IKOHW
Ta BeNnukuin doToapxis.

PomaH MatkoBKa Hapoaueca 'y 1955. B 1972-
1978 pokax HaBYaBCH Ha efleKTpoeHepreTny-
HOMy dakynbTeTi XapKiBCbKOro MoiTeXHiy-
Horo iHcTuTyTy. B 1979 pokax by cnyxauyem
Buwmx noctaHoBOYHMX KypciB ONS XyLOX-
HUKiB no cBiTny B KuiBcbkoMy nepXkaBHOMY
IHCTUTYTI TeaTpanbHoro Mucteutsa iM. K.
KapneHko-Kaporo.3 1979 no 1986 npautosas
FONOBHUM XYLOXHWKOM 3i CBITNOBOro 0hopM-
nenHHs B TeaTpi toHoro ragadva (M. Xapkis).Ha
noyaTky 1980-x pokiB 3axonuscsa dpoTtorpadi-
€to, B 1989 ctaB uneHoM HauioHanbHOT cniji-
K1 oToxXynoXHUKIB YkpaiHu. Bepe akTuBHYy
BMKNaAaLbKy AiSNbHICTb, 9K Yy XapKoBi, TaK | B
iHWKX MicTax YkpaiHu Ta 3a kopaoHoM. PoboTtu
MATKOBKM 3HAX0AATbCS AK Y B MPUBATHUX KO-
nekuinx, Tak i B My3eMHuUX 3ibpaHHsax.

na’'s work as a special photo correspondent
at Izvestyia (from 1958 to 1971) largely co-
incided with Khrushchev’s Thaw - an era of
major infrastructural construction, economic
growth, space exploration, and the weaken-
ing of ideological tension. Iryna Pap is also
well-known as a gifted educator, who in the
early 1970s launched the USSR’s first profes-
sional School of Journalism. She succeeded
in cultivating high professional standards, in-
troduced the idea of peer-to-peer and port-
folio reviews, and as a result, brought up the
new generation of Ukrainian photographers.

Evgeniy Pavlov (b. 1949]—one of the found-
ers of the Kharkiv school of photography.
In 1967-1972 studied at the department of
Economy at the O0.M. Gorky Kharkiv State
University (the V.N. Karazin Kharkiv Nation-
al University today). As a student, became a
participant of the regional photo club at the
Trade Unions’ Amateur Arts House, where
met authors with whom in the early 1970s
founded the Vremia photographic group
(Oleg Maliovany, Boris Mikhailov, Oleksan-
dr Sitnichenko, Oleksandr Suprun, Gennadiy
Tublaev, later—Anatoliy Makiyenko). Creat-
ed The "Violin” (1972) — one of the seminal
series for the group. After completing his
military service, studied for cinema opera-
tors at the Kyiv State Theater Karpenko-Kary
University (1974-1979). Experimented with a
wide range of techniques—from color slides
and overlays to collages and hand-coloring
in the late 1980s - early 1990s. Cooperation
with a painter Volodymyr Shaposhnykov was
an important episode in his creative career:
it resulted in several series of handcoloured
photographs— “Common Field”  (1996),
“Parnography” (1998), “Another Heaven”
(2007). Currently he is the senior lecturer at
the department of Television at the Kharkiv
State Academy of Culture.

Roman Pyatkovka (b. 1955). In 1972-1978 he
studied at the Faculty of Power Engineering of
Kharkiv Polytechnic Institute. In 1979 he was
a student of the Higher Production Courses
for Light Artists at the Kyiv State Institute of
Theater Arts. |.LK. Karpenko-Kary.

From 1979 to 1986 worked as the chief artist of
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Biktopis TemHoBa (1993) - doTtorpadka 3
XepcoHa, aka nepeixana po Kueea y 2013
poui. I3 camoro auTnHcTBa ¢oTorpadia byna
I FONOBHMM 3aXOMJIeHHsAM, Ke 3rofloM CTasio
npodecicto. i pobotn nybnikysanucs B Takmx
XypHanax, aKk «Naked magazine», «Vogue
Italia», «Vogue Ukraine», «L'Officiel Ukraine»
Ta «Marie Claire». ¥ 2022 poui, nicng noyat-
Ky POCIACbKO-yKpaiHCbKOl BiltHK, BikTopisa
TUM4yacoBo nepeixana Ao bepniHa. PoboTn
BikTopii HanexaTb nepeBaXkHo [0 dellH-po-
Torpadii, ane il CTUNb NEXUTb Ha MeXi 3 MUC-
TeubknMuK ekcnepuMeHtamu. CBoto monynsp-
HicTb BOHa 3p06yna 3aBAAKW OpPWTiHANbHIN
ecTeTuLi — rpi 3 KONbOPOM Ta cuslyeTamu, Te-
aTpanbHIl cTuni3auil obpasiB Ta AUHAMIYHIN
KoMno3nuii kagpy. [Jocnigxye nocTpagiHCbKy
OyLy B HOBUX yMOBaxX yKpalHCbKOT AINCHOCTI,
noKasye MAnH XWUTTS B MICTi Ta cnpobu rpoma-
OSH BYXKUTU B HbOMY.

Mukona Tpox, Mukona Tpoxumuyk, (1961—
2007) — ykpaiHcbkuit doTtorpad. 3a0bys Tex-
HiyHy ocBiTy B [1TY N2 5, M. Bina Lepksa, nic-
ns yoro 10 pokie (1979 — 1989) npautosas
cnocapeM KynsHcbkoro MawunHobyniBHoOro
3asogy KBO iM. ApTtema. I3 1980-x npoxusae
B KuneBi, HaBYaeTbCA y MPUBATHUX XYLOXKHIX
cTypiax. Y 1987 npupnbas cBivi nepwuin poto-
anapat Ta nouymB 3HiMatu. 3 1991 p. akTuB-
HO B3a€EMOJI€ 3 XyAOXKHUKAMU «[TapKoMyHW».
[flonoBHUI dokyc Moro yeBaru 3HaxoAWBCH Y
cdepi nocTaHoBHoOI, irpoBoi ¢oTorpadii, xo4a
y TBOPYOMY MacwBi aBTOpa MPUCYTHI 1 LOKY-
MeHTanbHi 3ioMku. CuHTe3ye MoBy ¢doTorpa-
i1 3 rpadikoto, MaHinynoumn nnieko abo
BigOWTKOM, cTBOplOtOYM annikauil 3 4acTuH
kagpie, abo po3sdapbosytoun ix. 3aliMaBcs
AK XYLOXHbO, TaK i KoMepLiliHot ¢oTorpa-
oieto: B 1991 p. 3m06yB paH-npi Ha KOHKyp-
ci «HAL». Y 1996 poui y BuoaHHi «Anonoris.
MaHidectun. Jexknapauii. MoHonoru» onyb6ni-
KoBaHW TekcT MaHipecTy Mukonu Tpoxa (3a
pepakuil C. Bacunbesa).

MapuHa ®ponosa (1977) 3akiHunna ekoHo-
MiYHUI daKkynbTeT XepCOHCHKOro HalioHanb-
HOro TexHiyHoro yHiBepcutety. 3 2008 poky
3aliMaeTbca XynoXHbolo doTorpadieto. Yuac-
HUUS BUCTaBok B YkpaiHi, Itanii, Benukin
Bputanil, LLseuii.
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lighting design at the Theater for Young Spec-
tators (Kharkiv). In the early 1980s, he became
interested in photography, and has been a
member of the National Union of Photograph-
ic Artists of Ukraine since 1989.

He is active in teaching, both in Kharkiv and in
other cities of Ukraine and abroad. Pyatkovka's
works are in private and museum collections.

Natasha Shulte (b. 1975) graduated from the
National University of Odessa and from the
Speos School of Photography in Paris. PX3
2011 Priix de la Photographie Paris winner.
She has been selected by International Pho-
tography Awards as the Editorial Photogra-
pher of the year 2011. Shulte explores volt-
age lines between state control and personal
identities. The artist also reveals the mech-
anisms of biopower, making these instru-
ments visible through her projects, often
placed into specially sterilized settings. The
artist combines and works on the intersec-
tion of video, photography and painting. In
her practice Shulte is interested in issues of
social organization, psychology and human
interaction with the environment.
Synchrodogs is an artistic duo, art directors,
photographers, directors - Roman Noven
and Tania Shcheglova from Ukraine, working
together since 2008. Roman has a master’s
degree and Tania has a specialist degree
in technology.

Viktoriia Temnova (b. 1993) is a photogra-
pher from Kherson, who moved to Kyiv in
2013. From the very childhood, photography
was her main passion, which ended up being
her profession. Her works were published in
such magazines as Naked magazine, Vogue
Italia, Vogue Ukraine, L Officiel Ukraine and
Marie Claire. In 2022, after the start of the
Russo-Ukrainian war, Viktoriia was tempo-
rarily relocated to Berlin. Viktoriia’s works
contribute mainly to fashion photography, but
her style lies on the border with art experi-
ments. She gained her popularity because of
the original aesthetics - play with color and
silhouettes, theatrical stylization of images
and dynamic composition of the shot. She re-
searches a post-soviet soul in new conditions
of Ukrainian reality and manifests a flow of

OnekcaHpp YekMeHboB Hapoguecs 1969 poky
B JlyraHcbky, MicTi Ha cxogi YkpaiHu Ha [JoHbaci.
Coto kap'epy doTorpacda OnekcaHnp posno-
yaB y doToCTyLil B pigHOMY MicTi. Y BinbHUN
Bif, poboTu vac doTorpadyBaB Ha BYNULAX i
BLOMA NtoAew, fki Hanbinblle nocTpaxaanu
Bif, €KOHOMIYHOI Kpu3u nicns po3nagy Pa-
asHcbkoro Cotosy. Moro poboTu patoTb iHTU-
MHWUI Ta YHIKanbHWIN iHCaNOepCbKUn Nornsg,
Ha HU3KY ApaMaTUYyHMX 3MiH, Yyepe3 aKki npo-
nwos ByrnesmpobysHuii perioH B 90-Ti poku
Ha Cxopi Ykpaiuu. Y 1997 poui nepeixaB Ao
Kunesa, pe npautoe ¢oTOKOPECNOHAEHTOM.
Woro HasBanu d¢oTorpadom poky YkpaiHu
2013. Moro poboTn NybaikyloTLCSH B TaKMUX BU-
naHHax sk New York Times Lens Blog, Time
Magazine and Time Light Box, New Yorker
Photo Booth, MSNBC, Quartz, The Guardian,
Vice Magazine, Liberation.

Hatawa Wynbte (1975) 3akiHunna Opecb-
KW HauioHanbHWI yHiBepcuteT Ta Llkony
¢doTorpadii Speos y lNapwuxi. Bonogapka Prix
de la Photographie Paris PX3 y 2011 poui.
BoHa byna obpaHa International Photography
Awards sk Editorial Photographer 2011 poky.
LynbTe focnigxKye NiHil Hanpyry Mixk aepxxas-
HUM KOHTPOJSiIeM Ta 0COBMCTO ILEHTUYHICTIO.
@oTorpadka TakoXX po3KpUBaE MexaHi3Mu bi-
OeHepreTuku, pobnaum Li iIHCTPYMEHTU BUAN-
MWMW 4Yepe3 CBOI NMPOeKTU, ki 4acTo pPo3Mi-
LLeHi y crnewianbHO CTEPWUII30BaHMX YMOBaX.
XYLOXHWUA NOEHYE Ta NpaLoe Ha NepeTuHi
Bigeo, doTorpadii Ta xxmsonwcy. Y cBOIM npak-
Tnui WynbTe LiKaBUTLCA NMUTaHHAMM coLlianb-
HOI opraHisauii, ncuxonorii Ta B3aEMOAIT Nto-
OVHW 3 HAaBKOJIWLLHIM CepefloBULLEM.

life in the city and citizens’ attempts to sur-
vive in it.

Mykola Trokh, Mykola Trokhymchuk (1961-
2007) is a Ukrainian photographer. He re-
ceived technical education at the vocation-
al school N2 5, Bila Tserkva, after which he
worked for ten years (1979 - 1989) as a lock-
smith at Vizar, Zhulyany Machine-Building
Plant. Since the 1980s, he has been living
in Kyiv and studying in private art studios. In
1987 he bought his first camera and began
to shoot. Since 1991 he actively cooperates
with the artists of Parkomuna. The main fo-
cus of his attention was in the staged game
photography field, although in the creative
array of the author, there are also documen-
tary shootings. He synthesizes the language
of photography with graphics, manipulating
film or print, creating applications from parts
of frames, or painting them. He was engaged
in both artistic and commercial photography.
In 1991, he won the Grand Prix at the Miss
Photo Model, Photo Advertising - 1991 con-
test. Between 1990-2000 he cooperated with
the magazine NASH. In 1996, in the publica-
tion Apology. Manifestos. Declarations. Mon-
ologues, edited by S. Vasilyev, the text of the
manifesto of Mykola Trokh was published.
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NOAAKH I

Hacamnepen MW XouyemMo BWCNOBUTK Hally
LWMPY NOASKY AUBOBUXHUM YKpalHCbKUM ¢o-
Torpadam, be3 akuMx Uel NPoekT He byB Hu
MOXAUBUM. TUM, XTO 3aNMLINBCS B OXOMAEHIN
BiHOIO YKpalHi Ta CTUKAETbCA 3i WOoAEeHHUMMN
TpygHowamu B ocobuctomy Ta npodecinHomy
XXUTTI, @ TakoX TUM, XTO >XMBe 33 KOPAOHOM,
Ak i monogmum mutuam 3 UCC, aki cnpsmMoBy-
l0Tb CBOIO €Heprito Ha BOJIOHTEPCTBO Ta [oO-
nomory bi>XkeHUAM, 3aXUCHMKaM Ta NIOAAM Ha
OKYMOBaHUX TepUTOPIiAX. TakoXX My Be3MeXHo
BASYHI MIDKHApOOHWM MapTHepaM, siki CBOEID
y4acTio y BUCTaBLi AeMOHCTPYOTb CBOO COJli-
[ApHICTb Ta NPOCTAraloTb PyKy [LOMOMOTW.

Mu xoTinn 6 noasikyBatu ranepeam, dboHaaMm,
KonekLioHepaMm, ycTaHoBaM Ta AoHopaM, arne,
ocobnueo, - «Zionskirche», LepkBi B LeHTPI
Bepnina, sika BigoMa K KynbTypHUI 0cepefok

i AKa papo BiAYMHMAMA CBOT ABepi Ans Hawol

BUCTABKN «TW 3HAELL, WO TV — NtoanHa @ Tou-
Kun onopy V».

Mu xoTinn 6 BMCNOBWUTM NoAsKy BCiM napT-
HepaM i goHOpaM 3a IXHI0 Weapy MigTpUMKY,
TEPMiHHSA | THYYKiCTb, AKi BOHW MPOLEMOH-
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CTpyBann B Yacu HecTabinbHOCTI N KOPOTKO-
CTPOKOBOCTI B MaHyBaHHI.

Mu Takox xoTinn 6 BMCNOBUTW MOASAKY BCIM
TWUM, XTO Ha iHAMBIAYanbHIA ocHOBI ByB roTo-
BWI 3anNponoHyBaTK cBot Be3LiHHy fonoMo-
ry, Y1 TOo Mopafoto, Yu TO y4acTwo, 4Yu TO Npo-
cTo apyxboto.

Mu wmpo BAAYHI:

fApocnasy Conony, KaTtepuHi PapguyeHko, rpo-
mapi cena KpuopiBHa, TeTtaHi [laBnosin,
YKpaTHCbKOMY  iHCTUTYTY, Goethe-Institut,
«Goethe-Institut in Exile», «UCC Ukrainian
Cultural Community», «AusserGewdhnlich
Berlin Foundation», «SCOPE  Berlin»,
«WeiberWirtschaft», «Happy [mmo»,
«Transitraume», «Stedley Art Foundation»,
«MOKSOP», «Grynyov Art Collection», «Iryna
Pap Estate», «Galerie Markus Deschler»,
«Galerie Gilla Lorcher», «Galerie Werner
Tammen», «Galerie KLEINERVONWIESE»,
«|ZOLYATSIA», «MOMENTUM», «Zionskirche».
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«TW 3HAELL, WO TV — JIOANHA»
KypaTtopka: KatepuHa Qintok

MpoekTHa koopanHaTopka: AHHa Cenunx
Mepexknapg Ta BuumnTka: Onexcin
OboneHcbkunin, Mapis AxpoMeeBa
KepiBHuus Hanpsamy «BisyansHe
MUCTELTBO» «YKPAIHCbKOr0 IHCTUTYTY»
AHacTacia MaHynsk

KoHTpakTtu Ta byxrantepcbkuii 0bnik:
OkcaHa CapxeBcbka-KpaByeHko
KoopauHaTop Ta BupobHMLUTBO B BepniHi:
Pewnyen Pitc-Bonnox, «sMOMENTUM»

«Touku onopy V»

Kypatopu: KoHncTaHue KnsaHep, Peituen
Pitc-Bonnox, CtedaH doH Bize
IHiviaTopy «KLEINERVONWIESE»

Ta «<xMOMENTUM»

MpadiuHnin amnsanH: Eminio Panana
MpadivyHnI on3anH kaTanory:
Irop KoTtsin, «89books»

KomyHikauis Ta npeca

KoHcTaHue KnanHep, Manepes
«KLEINERVONWIESE»

KepiBHUUS KOMYHiKaLiiHOro BigAiny
«YkpaiHcbkoro iHcTUTYTy» KceHig KanuHa
MpecmeHepxepka «|ZOLYATSIA»
KatepuHa HectepeHko
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«1301ALIA. Mnatdopma KynbTypHUX iHiLia-
TUB» — MiXKHapogHWM bnarofiHnin GoHp, 3a-
cHoBaHum B oHeubky B 2010 poui. MpoTarom
0CTaHHbOMO AECATUNITTA GOHL CTaB CUMBOJIOM
CTIAKOCTI yKpaTHCbKOro KyJbTYpPHOrO CeKTo-
py Ta NMPOAOBXYE BiACTOBATU LEMOKPATUYHI
LiHHOCTI Yepe3 poboTy Ha NepeTUHI Cy4acHoro
MWUCTELTBaA | TPOMAafAHCHKOro CycninbCcTBa Ta
MpaLtoe y TakMx HanpsiMax: AOCiLXKEHHS, Npo-
€KTHA Ta BUCTABKOBA [LisNIbHICTb, pe3naeHLil Ta
niATPMMKa NoTeHLiany KynbTypHUX rpaBLiB.

YKPATHCbKWUW IHCTUTYT

YKpalHCbKUI [HCTUTYT — [ep)KaBHa ycTaHo-
Ba, WO npaute y chepi KynbTypHOI Aunaoma-
Til. LisnbHICTb yCTaHOBM cnpsiMoBaHa Ha no-
KpaLLeHHS PO3YMIHHSA | CNIPUNHATTSA YKpaiHKU y
CBITI Ta PO3BUTOK 11 KyIbTYPHUX 3B A3KIB 3 iH-
WKMMKN KpalHaMu. 3acHoBaHuM Ypagom Ykpai-
HW, [HCTUTYT HanexuTb 8o chepn ynpasiiHHA
MiHicTepcTBa 3aKOPAOHHUX CMpaB.

MOMENTUM

MOMENTUM — ue HekoMepLiiHa naatdopma
LS MUCTeLTBa, Lo PO3ropTaeThCs B Yaci, Aka
nie BycboMmy cBiTi 3 2010 poky. 3acHoBaHa Pen-
yen Pitc-Bonnox B ABcTpanii sk napanenbHa
nopia go 17-1 bienane B CigHel, MOMENTUM
3rof,0M nepeixana Lo KynbToBoro bepniHcbko-
ro Kunstquartier Bethanien Art Centery 2011
poui. Hapasi MOMENTUM Bkntoyae noto4Hy
nporpamy, Lo CKNafaeTbCs 3 MIiCLEBUX | MiXK-
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HapoO4HUX BUCTABOK, Pe3uNAeHLI Oas XyLoX-
HWUKIB | KypaTopiB, IHiLiaTMBK 3 BigeoMucTe-
uTBa B nybniyHoMmy npocTopi, uMdpoBi apxisu
nepdopMaHCy Ta OCBITHIX Mporpam, a Takox
3pocTatyy KOMeKLUito MiXXHapoAHUX TBOPIB
MucTeuTBa. [Mo3uuioHyoun cebe gk nokanbHy
Ta rnobanbHy nnatdopmy, gKa MOCTIMHO Ly-
Ka€ IHHoBaUiMHI BignoBigi Ha nuTaHHa «Llo
Take MucTeuUTBO, LLO PO3ropTaETbCa B Yaci?»,
MOMENTUM cnayxuTb MOCTOM, W0 0b6’'eaHye
npodecinHi MUCTeLbKi CMiIbHOTK, He3anex-
HO Bif, IHCTUTYLIMHMX Ta HaLiOHaNbHUX KOPLO-
HiB. [Mpautotoum Hap Mogesto MiXKHapog4HOro
napTHepcTtBa Ta cnienpaui, MOMENTUM nig-
TPUMYE MUTLIB Ta MUCTeLbKi IHHOBauil, 3a-
besneuytoun cepeposuile ana npodecinHoro
PO3BUTKY, e MUTLLI MOXYTb MpaLoBaTh, XXUTH,
[OCNigXyBaTh, TBOPUTW, eKCrMepuMeHTyBa-
TW Ta BUCTaBAATUCS, 3aHYPHOIOYNCH Y CKpaBi
KynbTypHI cninbHoTK BepniHa.

I INSTITUTIONS
I

IZOLYATSIA

“IZOLYATSIA. Platform for cultural initia-
tives” is an international charitable founda-
tion established in Donetsk, Ukraine, in 2010.
During the last decade, IZOLYATSIA became
a symbol of the resilience of the Ukrainian
cultural sector and continues to champion
democratic values through work that lies on
the boundary between contemporary art and
civil society and works in the following areas:
research, site-specific projects, exhibitions,
residencies and capacity building.

UKRAINIAN INSTITUTE

The Ukrainian Institute is a state institution
acting in the field of cultural diplomacy. The
institution’s activities are aimed at improving
the understanding and perception of Ukraine
in the world and the development of its cul-
tural ties with other countries. Established by
the Government of Ukraine, the Institute op-
erates under the administration of the Minis-
try of Foreign Affairs.

MOMENTUM

MOMENTUM is a non-profit platform for
time-based art, active worldwide since 2010.
Founded by Rachel Rits-Volloch in Austral-
ia as a parallel event to the 17th Biennale of
Sydney, MOMENTUM subsequently moved to
Berlin’s iconic Kunstquartier Bethanien Art
Center in 2011, with an on-going program
composed oflocal and international Exhibi-

tions, Artist and Curator Residencies, Video
Artin Public Space Initiatives, Digital Archives
of the Performance and Education Programs,
and a growing Collection of international art-
works. Positioned as both a local and global
platform perpetually seeking innovative an-
swers to the question'What is Time-Based
Art?’, MOMENTUM serves as a bridge joining
professional art communities, irrespective of
institutional and national borders. Working
on a model of international partnerships and
co-operations, MOMENTUM supports artists
and artistic innovation, providing an environ-
ment for professional development where
artists can work, live, research, create, ex-
periment, and exhibit while immersed in the
vibrant cultural communities of Berlin.
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