


Â³ä ðåäàêö³¿...

Ñïåö³àëüíå ÷èñëî «Â³äêðèòîãî ñâ³òó» ïðèñâÿ÷åíî ïðîåêòó «Ó÷àñòü

ó ì³æíàðîäíèõ êóëüòóðíèõ ïîä³ÿõ: âèâ÷åííÿ ñèòóàö³¿»,
îðãàí³çîâàíîãî «Öåíòðîì Ñó÷àñíîãî Ìèñòåöòâà, Êè¿â» çà
ñïðèÿííÿ Ì³æíàðîäíîãî ôîíäó «Â³äðîäæåííÿ». Íà ïî÷àòêó ÷åðâíÿ
ãðóïà æóðíàë³ñò³â, àðò-êðèòèê³â, ìèñòåöòâîçíàâö³â, ãàëåðèñò³â,
êóðàòîð³â ñó÷àñíîãî ìèñòåöòâà âçÿëà ó÷àñòü ó äíÿõ ïðåñîâèõ
â³äêðèòò³â 49-î¿ Âåíåö³éñüêî¿ Á³ºííàëå (ùî òðàäèö³éíî ïåðåäóþòü
îô³ö³éíîìó â³äêðèòòþ ö³º¿ â³äîìî¿ ì³æíàðîäíî¿ âèñòàâêè).
Âðàæåííÿ â³ä Á³ºííàëå ³ ñêëàëè îñíîâíèé «³íôîðìàö³éíèé áëîê»
öüîãî ÷èñëà — ðîçä³ë «Ìàòåð³àëè ó÷àñíèê³â ïðîåêòó «Ó÷àñòü 

ó ì³æíàðîäíèõ êóëüòóðíèõ ïîä³ÿõ: âèâ÷åííÿ ñèòóàö³¿». Îñîáëèâó
óâàãó òóò ïðèä³ëåíî ïèòàííÿì ñòðàòåã³¿ ïðîâåäåííÿ íàö³îíàëüíèõ
ïðåçåíòàö³é íà Âåíåö³éñüê³é Á³ºííàëå, à òàêîæ îñìèñëåííþ
ñóñï³ëüíî¿ ðîë³ ñó÷àñíîãî â³çóàëüíîãî ìèñòåöòâà. 
²íøîþ âàæëèâîþ òåìîþ áóêëåòó ñòàëà îö³íêà íåãàòèâíîãî äîñâ³äó
ó÷àñò³ Óêðà¿íè â Á³ºííàëå. Æóðíàë³ñòè é àðò-êðèòèêè â³äâåðòî
ðîçïîâ³ëè, ÿêèé ñàìå óêðà¿íñüêèé ïðîåêò áóëî âðåøò³
ïðåäñòàâëåíî ñâ³òîâîìó õóäîæíüîìó òîâàðèñòâó. Ñë³ä çàóâàæèòè,
ùî ãàðÿ÷³ äèñêóñ³¿ äîâêîëà ïåðøî¿ óêðà¿íñüêî¿ ïðåçåíòàö³¿
ðîçïî÷àëèñÿ ùå çà äâà ì³ñÿö³ äî â³äêðèòòÿ Á³ºííàëå, êîëè
÷èíîâíèêè â³ä êóëüòóðè âîëþíòàðèñòñüêèì ð³øåííÿì ñêàíäàëüíî
óñóíóëè êóðàòîðà Þð³ÿ Îíóõà é «çàñóäèëè» éîãî ïðîåêò, çàéâèé
ðàç ïðîäåìîíñòðóâàâøè, ùî áþðîêðàòè÷í³ «çàáîðîíè» 
â óêðà¿íñüê³é êóëüòóð³ é äîñ³ ìàþòü ñèëó (ïîäðîáèö³ â äîäàòêó 

«Ïðî ïåðåá³ã ïîä³é»).
Çâàæàþ÷è íà ÷èñëåíí³ ïóáë³êàö³¿ íà òåìó Á³ºííàëå, ùî ç'ÿâèëèñÿ 
â óêðà¿íñüêèõ ÇÌ² ï³ñëÿ ïî¿çäêè æóðíàë³ñò³â, ââàæàºìî: ïðîåêò
«Ó÷àñòü ó ì³æíàðîäíèõ êóëüòóðíèõ ïîä³ÿõ» äîñÿã ñâîº¿ ìåòè,
øèðîêî ïðî³íôîðìóâàâøè óêðà¿íñüêó ãðîìàäñüê³ñòü ïðî ïîä³¿ 
ó Âåíåö³¿, çáóäèâøè ãðîìàäñüêó äóìêó, ñïðîâîêóâàâøè ðîçìîâó
ïðî àêòóàëüí³ ïðîáëåìè óêðà¿íñüêîãî ñó÷àñíîãî ìèñòåöòâà
(ïåðåë³ê ïóáë³êàö³é ïîäàíî â áóêëåò³).
Çàäëÿ ïîâíî¿ îá'ºêòèâíîñò³ ïðîïîíóºìî âàø³é óâàç³ òàêîæ
³íòåðâ'þ ç òâîðöÿìè «ïåðøîãî óêðà¿íñüêîãî ïðîåêòó», ùî âîíè
äàëè ¿õ ó Âåíåö³¿. Êîìåíòóâàòè ïîä³¿ âæå ï³ñëÿ ïîâåðíåííÿ 
â Óêðà¿íó ó÷àñíèêè ïðîåêòó â³äìîâèëèñÿ. 
Áåçïåðå÷íî, î÷åâèäíèé ïðîâàë «ïåðøîãî óêðà¿íñüêîãî ïðîåêòó»
ùå íå îçíà÷àº, ùî é íàñòóïíà ïðåçåíòàö³ÿ Óêðà¿íè 
ó 2003 ðîö³ áóäå òàê ñàìî íåâäàëîþ. Ùîíàéìåíøå, 
òåïåð º «î÷åâèäö³ ïîä³é», ÿê³ âæå îá³çíàí³ ³ç «ïðàâèëàìè ãðè».
Íåâæå ìè íå ñêîðèñòàºìîñÿ ¿õ äîñâ³äîì?

Editorial

This special issue of the Open World bulletin is a result 
of the project Participation in International Cultural Events. 
Case Study initiated by the Center for Contemporary Art (CCA) and
funded by the International Renaissanse Foundation. In the early
June a group of Ukrainian journalists, art critics, art dealers and
curators visited Venice to attend the four days preview 
of the 49th Venice Biennale exhibitions arranged for world's 
press representatives. 
The main part of this issue is devoted to strategies of national 
exhibitions in the Venice Biennale. (See the chapter «Materials 

provided by the participants of the project «Participation 

in International Cultural Events. Case Study»).
Planning this trip the organizers hoped that it would generate 
a sort of «information wave» in Ukrainian media to highlight a role
of contemporary art in the world and tell about the first Ukraine's
national pavilion at the Venice Biennale. After a scandal that took
place two months before the opening of the Biennale and was
caused by rather bureaucratic factors than conceptual defects 
of a project developed for the Biennale by CCA (see the Chronicle

of Events), all participants of the trip also were inclined to analyze
impartially an Ukrainian exhibition created by another curator. 
Given the large number of the publications we offer only a list 
of them. Also the editorial board planned to publish comments 
on the first Ukrainian pavilion at the Biennale made by its creators.
Unfortunately, none of them took the opportunity to talk about their
project. As artist Yuriy Solomko said, all them refused to provide
any materials for the Open World bulletin. 
In our opinion, the obvious failure of the First Ukrainian Project 
in the 49th Venice Biennale does not mean that the First Ukraine's
National Pavilion will be similarly presented at the next Biennale 
in 2003. Thanks to the project many Ukrainian art experts 
now are well aware of how such an exhibition must 
be organized, so it would be illogical to ignore 
this experience. 



Ç àíîòàö³¿ ïðîåêòó Öåíòðó Ñó÷àñíîãî ìèñòåöòâà, Êè¿â

Ï ð î á ë å ì à ,  í à  â è ð ³ ø å í í ÿ  ÿ ê î ¿  ñ ï ð ÿ ì î â à í î  ï ð î å ê ò
Ó çâ'ÿçêó ç òèì, ùî Óêðà¿íà ð³äêî áåðå ó÷àñòü â ì³æíàðîäíèõ àðò-ôîðóìàõ, óêðà¿íñüê³ ïðîôåñ³îíàëè â ñôåð³ êóëüòóðè, æóðíàë³ñòè é ïðàö³âíèêè
äåðæàâíèõ êóëüòóðíî-ìèñòåöüêèõ ³íñòèòóö³é ôàêòè÷íî íå çíàéîì³ ç ïðàâèëàìè é òðàäèö³ÿìè ó÷àñò³ â òàêèõ ïîä³ÿõ. Óêðà¿íñüê³ ÇÌ² ìàëî çàö³êàâëåí³
êóëüòóðíèìè ïîä³ÿìè, ùî â³äáóâàþòüñÿ íà òåðåí³ Óêðà¿íè, à òèì á³ëüøå, ïîçà ¿¿ êîðäîíàìè, â Óêðà¿í³ íåìàº æîäíîãî ìèñòåöüêîãî ïåð³îäè÷íîãî âèäàííÿ.
ßê ðåçóëüòàò — êóëüòóðíå æèòòÿ âèñâ³òëþºòüñÿ íåäîñòàòíüî, à ÷àñòî é íåêîìïåòåíòíî. Öå, â ñâîþ ÷åðãó, ïðèçâîäèòü äî âêðàé íåäîñòàòíüî¿ îá³çíàíîñò³
ãðîìàäñüêîñò³ ç ÿâèùàìè é òåíäåíö³ÿìè ñó÷àñíî¿ êóëüòóðè.
Ðåçóëüòàòîì áðàêó äîñâ³äó ïðîâåäåííÿ ìàñøòàáíèõ ì³æíàðîäíèõ êóëüòóðíèõ ïîä³é ñåðåä ïðàö³âíèê³â Ì³í³ñòåðñòâà êóëüòóðè ³ àðò-ïðîôåñ³îíàë³â º
â³äñóòí³ñòü ñàìî¿ ïðîöåäóðè ó÷àñò³ â òàêèõ ïîä³ÿõ, âêðàé íåïðîçîð³ ³ çàïëóòàí³ ïðàâèëà ñï³âïðàö³ ì³æ äåðæàâíèìè ³íñòèòóö³ÿìè òà íåçàëåæíèìè
ìèñòåöüêèìè îðãàí³çàö³ÿìè.
Ó÷àñòü ó Á³ºííàëå Âåíåö³¿ — íàãîäà îçíàéîìèòè ÿêíàéøèðøå êîëî ôàõ³âö³â, äåðæàâíèõ ñëóæáîâö³â òà ïðåäñòàâíèê³â ÇÌ² ç òðàäèö³ÿìè é ñòðàòåã³ÿìè
ó÷àñò³ â ì³æíàðîäíèõ êóëüòóðíèõ ïîä³ÿõ. ßêíàéøèðøå âèñâ³òëþþ÷è ï³äãîòîâêó óêðà¿íñüêî¿ ïðåçåíòàö³¿ íà Âåíåö³éñüê³é Á³ºííàëå, çàëó÷àþ÷è óêðà¿íñüêèõ
òà ì³æíàðîäíèõ ôàõ³âö³â ³ ïðîâîäÿ÷è âîðêøîïè äëÿ æóðíàë³ñò³â, ìè ñïîä³âàºìîñÿ ñïðèÿòè ñèñòåìíèì çì³íàì â «êóëüòóðíîìó» ñåêòîð³.

Î ÷ ³ ê ó â à í ³  ð å ç ó ë ü ò à ò è :
• âèðîáëåííÿ ïðîöåäóðè ó÷àñò³ ó ìàñøòàáíèõ ì³æíàðîäíèõ êóëüòóðíèõ ïîä³ÿõ,
• ðîçðîáêà, ïóáë³êàö³ÿ òà îáãîâîðåííÿ ïðîöåäóðè ó÷àñò³ æóðíàë³ñòàìè, ïðîôåñ³îíàëàìè ìèñòåöòâà é ó÷àñíèêàìè ðîáî÷î¿ ãðóïè ç ï³äãîòîâêè ïðåçåíòàö³¿,

ïðåäñòàâíèêàìè Ì³í³ñòåðñòâó êóëüòóðè ³ ìèñòåöòâ Óêðà¿íè,
• çðîñòàííÿ ð³âíþ îá³çíàíîñò³ óêðà¿íñüêèõ àðò-ïðîôåñ³îíàë³â, æóðíàë³ñò³â òà ãðîìàäñüêîñò³ çàãàëîì ùîäî ïðàâèë, òðàäèö³é, ñòðàòåã³é îðãàí³çàö³¿

ì³æíàðîäíèõ êóëüòóðíèõ ïîä³é,
• íàáóòòÿ äîñâ³äó ïðîâåäåííÿ ì³æíàðîäíèõ ïîä³é ÿê ïðåäñòàâíèêàìè äåðæàâíèõ ³íñòèòóö³é, òàê ³ íåçàëåæíèìè ïðîôåñ³îíàëàìè (æóðíàë³ñòàìè, àðò-

ïðîôåñ³îíàëàìè),
• âèðîáëåííÿ ñõåìè ñï³âïðàö³ ì³æ äåðæàâíèìè îðãàí³çàö³ÿìè òà ÍÄÎ.

Êåð³âíèê ïðîåêòó — Îëåñÿ Îñòðîâñüêà, Öåíòð ñó÷àñíîãî ìèñòåöòâà, ì. Êè¿â

Developed by «Center for Contemporary Art», Kyiv
Funded by the International Renaissance Foundation

P r o b l e m  t o  b e  r e s o l v e d  
Since Ukraine rarely participates in international art events, Ukrainian art professionals, journalists and public art institutions have a vague idea about the stan-
dards and traditions of participation in such events. Ukrainian media show a little interest in domestic cultural life and even a less interest in cultural events
abroad. Ukraine has no art periodical. As a result cultural developments are covered unsufficiently and often incompetently. This, in turn, has resulted in that
the general public is badly aware of the contemporary cultural developments, as well as created additional difficulties in fundraising for culture and art NGOs. 
The lack of experience in organization of international cultural events among the Ministry of Culture officials and art professionals has resulted in the lack of a
procedure of participation in international cultural venues and transparent and clear rules of cooperation between public institutions and non-governmental art
organizations. 
Participation in the Venice Biennale gives an opportunity to familiarize Ukrainian art experts, public officials and journalists with the traditions and strategies of
international art events. We hope to promote systemic changes in Ukrainian cultural sector through as wide as possible coverage of preparing Ukraine's Venice
Biennale exhibition, involving Ukrainian and international experts in the process, and conducting workshops for journalists. 

E x p e r t e d  r e s u l t s :  
• a procedure of participation in international festivals developed;
• a mechanism of participation in major international cultural fora developed, discussed and submitted to the Ministry of Culture and Arts of Ukraine by journal-

ists, art experts and a working group on Ukraine's Biennale presentation;
• Ukrainian art experts, journalists and general public better-informed on the standards, traditions and strategies of participation in international cultural events;
• experience of organization of international cultural events acquired both public institution officers and independent professionals 

(journalists, art experts);
• a mechanism of cooperation between NGOs and governmental agencies. 

Project coordinator — Olesya Ostrovska, CCA, Kyiv

Áþäæåò ïðîåêòó, ïðîô³íàíñîâàíèé ÌÔÂ: $14 960.

The amount granted by IRF is $14 960.

Ïðîåêò «Ó÷àñòü ó ì³æíàðîäíèõ êóëüòóðíèõ ïîä³ÿõ: âèâ÷åííÿ ñèòóàö³¿»

Participation in International Cultural Events. Case Study.
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Ó
áàãàòüîõ äåðæàâàõ
ïðàâî
ïðåäñòàâëÿòè

êðà¿íó íà Âåíåö³éñüê³é
Á³ºííàëå íàëåæèòü

àáñîëþòíî ³íñòèòóö³ÿì, ùî äàâíî 
é ôàõîâî çàéìàþòüñÿ ñó÷àñíèì
ìèñòåöòâîì. Íå modern art, òîáòî —
âñ³ì ñó÷àñíèì ìèñòåöòâîì âçàãàë³, 
à ñàìå contemporary art. ßâèùå 
contemporary art ïîºäíóº òàê³ íàïðÿìêè 
é òå÷³¿, ÿê ïîñòìîäåðí, êîíöåïòóàëüíå
ìèñòåöòâî, òðàíñàâàíãàðä, â³äåî-àðò, 
öå ìèñòåöòâî ïåðôîðìàíñó, àññàìáëÿæó,
³íñòàëÿö³¿, õåïïåí³íãó. Ó íàø³é
êðà¿í³ íå ³ñíóº äåðæàâíî¿
³íñòèòóö³¿ ç ñó÷àñíîãî ìèñòåöòâà
íà êøòàëò òèõ, ùî ùå çà ÷àñ³â
ïåðåáóäîâè ç'ÿâèëèñÿ ìàéæå ó âñ³õ
êðà¿íàõ ïîñò-òîòàë³òàðíîãî òàáîðó,
âêëþ÷íî ç ×îðíîãîð³ºþ, Õîðâàò³ºþ
òà Ëèòâîþ. Áî ñontemporary art —
öå øàíñ âèéòè íà ðîçìîâó ç ö³ëèì
ñâ³òîì, çàïðîïîíóâàâøè éîìó
ñï³ëêóâàííÿ ñï³ëüíîþ ìîâîþ
ìèñòåöòâà. Òîìó ³íñòèòóö³¿, 
ùî çàéìàþòüñÿ contemporary art,
ô³íàíñóþòüñÿ ç äåðæàâíîãî áþäæåòó,
íå â³äìîâëÿþ÷èñü â³ä äîïîìîãè 
é ð³çíèõ ñïîíñîð³â. Àäæå é
á³ëüø³ñòü íàö³îíàëüíèõ ïðåçåíòàö³é
íà 49-é Á³ºííàëå ñòâîðþâàëèñÿ
ñïîíñîðñüêèì êîøòîì — â³ä
«Ìàêäîíàëüäçà» äî îïåðàòîð³â ìîá³ëüíîãî
çâ'ÿçêó, âêëþ÷íî ³ ç ñàìîþ Á³ºííàëå,
ùî ¿¿ îô³ö³éíèì ñïîíñîðîì º ñâ³òîâî¿
ñëàâè êîìïàí³ÿ «Ìàéêðîñîôò».

Êîøòè íà ïðåçåíòàö³¿ Âåíåö³éñüêî¿
Á³ºííàëå íàäàþòü ô³ðìè, íàëàøòîâàí³ 

íà ì³æíàðîäíå

ñï³âðîá³òíèöòâî, ðîçóì³þ÷è: íà ó÷àñò³
ó òàêîìó ä³éñíî åë³òàðíîìó çàõîä³ âîíè
çàðîáëÿþòü ñîá³ ïðåñòèæíå ³ì'ÿ.
Ïñèõîëîãàìè äîâåäåíî, ùî ëþäåé
îá'ºäíóþòü íå ïîãëÿäè, à ñìàêè. 
ß áà÷èâ íà Á³ºííàëå ê³ëüêîõ
óêðà¿íñüêèõ êîìåðñàíò³â, ùî
êîëåêö³îíóþòü òâîðè çíàíèõ ñó÷àñíèõ
óêðà¿íñüêèõ ìèòö³â. Ö³ ïîâàæí³ ä³ëîâ³
ëþäè ïðè¿õàëè äî Âåíåö³¿ 
íà ²íàâãóðàö³þ Á³ºííàëå, ÿê ãîäèòüñÿ
âïëèâîâèì ìîäåðíèì êîëåêö³îíåðàì, 
òà ùå é çàðàäè òîãî, àáè ïîäèâèòèñÿ,
÷è ñï³âïàäàþòü ¿õí³ ñìàêè ç³ ñìàêàìè
ñâ³òîâîãî ³ñòåáë³øìåíòó.

Íàø³ æ ÷èíîâíèêè â³ä ìèñòåöòâà íàäòî
ìëÿâî óñâ³äîìëþþòü íåîáõ³äí³ñòü ó÷àñò³
â òàêèõ ³ìïðåçàõ, òàê ñàìî, ÿê 

³ ï³äòðèìêè òàêèõ
³íñòèòóö³é, áî,
ïåâíå, îñòàíí³ìè
â Ñõ³äí³é ªâðîï³
ïî÷àëè
çàìèñëþâàòèñÿ, 
ùî æ öå òàêå.
Àí³ íàö³îíàëüíà
Ñï³ëêà
õóäîæíèê³â, àí³
Àêàäåì³ÿ ìèñòåöòâ
íå ìàþòü
íàéìåíøî¿ óÿâè
ïðî ñó÷àñíå
ìèñòåöòâî —
ñóäÿ÷è ç òîãî,
ùî âîíè
çàòâåðäèëè äëÿ
åêñïîçèö³¿.

Ôàõ³âö³â ó ãàëóç³ contemporary art 
â Óêðà¿í³ ìîæíà ïîë³÷èòè ïî ïàëüöÿõ. ²
ñåðåä íèõ — êóðàòîð³â, ñåáòî òèõ
artists, çàñîáàìè âèðàçó õóäîæí³õ ³äåé
ÿêèõ º íå ïåíçëèêè-ôàðáè, à òâîðè
õóäîæíèê³â. ×àñòî-ãóñòî ó íàñ
êóðàòîðàìè ãîíîðîâî íàçèâàþòüñÿ
ìèñòåöòâîçíàâö³ òà óñ³ëÿê³
êóëüòóðîëîãè, ùî îðãàí³çóþòü âèñòàâêè
ìèñòåöòâà òðàäèö³éíèõ æàíð³â, áà,
íàâ³òü ñòàðîâèííèõ ³êîí. Àëå â Óêðà¿í³
º ñïðàâæí³ êóðàòîðè, ¿õí³ ³ìåíà
â³äîì³: Îëåêñàíäð Ñîëîâéîâ, Íàòàëÿ
Ô³ëîíåíêî, ªæè Îíóõ ó Êèºâ³, Ìèõàéëî
Ðàøêîâåöüêèé, Â'ÿ÷åñëàâ ×åêîðñüêèé,
Ìèðîñëàâ Êóëü÷èöüêèé â Îäåñ³. Çà
äîñâ³äîì âîíè íå º ð³âíîçíà÷íèìè, àëå,
êð³ì ñîë³äíîãî ñïèñêó ì³æíàðîäíèõ
ïðîåêò³â, äåõòî ç íèõ ìàº é ì³æíàðîäí³
äèïëîìè ïðî êóðàòîðñüêó îñâ³òó. Òàêîæ
º é ò³, êîìó ñïðàâó îðãàí³çàö³¿ òàêî¿
ïðåçåíòàö³¿ ìîæíà áóëî á äîðó÷èòè,
õî÷à æèâóòü âîíè çà êîðäîíîì.

In
many countries the mission 
to make national exhibitions
at the Venice Biennale is 

contracted out to institutions which
deal with contemporary art. Unlike
most post-communist countries including
Montenegro, Croatia and Lithuania
which have established national 
institutions for contemporary art,
Ukraine still has no institution 
of the kind. The contemporary art
gives an opportunity to communicate
with other countries speaking with
them the common art language.

Most national pavilions 
at the 49th Biennale and the Biennale
itself were funded by sponsors ranged
from McDonald's to mobile 
communication operators.

The money is granted by companies
which seek international partners and
clients, and undertstand
that the prestigious forum
can secure them strong 
promotion. As psychologists
said, people are brought
together not by their views
but tastes.

At the Biennale I saw
several Ukrainian 
millionaires who collect
contemporary Ukrainian art.
They arrived in Venice 
to check on whether their
tastes coincide with those
ones of world's 
establishment.

Our governmental officials
badly understand the need 
to participate in such events 
and support such institutions. Neither
the National Union of Artists nor the
Academy of Fine Arts, given the works
they selected for the Biennale, have
no idea about that.

There are only a few professionals
who make contemporary art in Ukraine.
All them are curators, that is the
artists who use not paints but works
of other artists to express their
artistic ideas. They include Oleksandr
Solovyov, Natalia Filonenko, Jerzy

Ìàòåð³àëè ó÷àñíèê³â ïðîåêòó, ïîäàí³ áåçïîñåðåäíüî 
äî «Â³äêðèòîãî ñâ³òó»

Êîñòÿíòèí Äîðîøåíêî, æóðíàë³ñò

Exclusive Reports Provided 
by the Project Participants for the Open World

Kostiantyn Doroshenko, journalist

Onuch, Mykhailo Rashkovetsky,
Viacheslav Chekorsky, Myroslav
Kulchytsky who have not only long
lists of curated projects but foreign
art college diplomas.

Foreign curators also may be invited
to prepare Ukraine's national 
exhibition for the Biennale. 
Pseudo-democracy or vox populi has
nothing to do with the selection of 
a curator. Even a Venice Biennale
curator is selected by not Italian
government or Venice Mayor but 
the Venice Biennale Board.

If we assign the preparation 
of a national exhibition for the next
Biennale to a foreign curator we will
benefit from that. He/she can take a
neutral position while keeping in mind
the great responsibility for 
representation of Ukrainian culture 
at the Biennale. Moreover, if he/she
is an internationally recognized 
curator, his/her project will
inevitably attract an audience. Having
got rid of the complexes of provincial

narcissism and national uniqueness,
Ukraine will look better at the
Biennale.

I suppose that it would be the right
approach to appoint one person both 
a curator and commissioner of 
a national exhibition at the next
Biennale. Since a few people engage 
in contemporary art production in our
country, the competition of projects
must be closed one. 
In Ukraine many confuse the 
experimental art with market-oriented
one which has much in common with the
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Óêðà¿íñüêèé ïðîåêò, ïðåäñòàâëåíèé 
íà 49-é Á³ºííàëå Âàëåíòèíîì Ðàºâñüêèì,
âî÷åâèäü ìàº âèòîêè ó â³äîìîìó ïðîåêò³
Êîìàðà é Ìåëàì³äà «Âèá³ð íàðîäó»,
êóðàòîðîì ÿêîãî â Óêðà¿í³ áóëà Òåòÿíà
Ñàâàäîâà. ²¿ áðàò Àðñåí Ñàâàäîâ,
ó÷àñíèê «Ïåðøîãî óêðà¿íñüêîãî ïðîåêòó»,
íàïåâíî íå ïîçáóâñÿ âïëèâó ìèñòåöòâà
ñîö-àðòó. Òà âîíî âæå íå º àêòóàëüíèì
äëÿ contemporary art, àëå êëàñèêîþ
ìèñòåöòâà ÷àñ³â ïåðåáóäîâè. ² öåé òèï
³ðîí³¿ âæå º âòîðèííèì é çàðîçóì³ëèì
äëÿ ò³º¿ ïóáë³êè, êîòðà çáèðàºòüñÿ 
íà Á³ºííàëå ñüîãîäí³. Êîí'þíêòóðà
çì³íþºòüñÿ äóæå øâèäêî, îñîáëèâî —
ï³ñëÿ çàëó÷åííÿ â êîíòåêñò ìèñòåöòâà
íîâ³òí³õ òåõíîëîã³é. Äå â ÷îìó ìàâ
ðàö³þ îäèí âåíåö³éñüêèé àðõ³òåêòîð,
ïîñò³éíèé ãëàäà÷ Á³ºííàëå, ÿêèé
ðîçäðàòîâàíî ñêàçàâ: «ßêå æ öå «Ïëàòî
ëþäñòâà», öå ïðàâäèâå «Ïëàòî
ìåä³àêðàò³¿!» Õî÷à, êîëè ïîð³âíþâàòè
ìèñòåöüêå âèñëîâëþâàííÿ 45-¿ Á³ºííàëå,
êóðàòîðîì ÿêî¿ áóâ Àê³ëëå Áîí³òî
Îë³âà, òà 49-¿ Á³ºííàëå Õàðàëüäà
Çååìàííà, áà÷èìî, ùî 10 ðîê³â òîìó
êóðàòîð ðîçâ'ÿçóâàâ ïèòàííÿ
âíóòð³øíüîãî ñâ³òó ìèñòöÿ, ³íîä³ 
é ïîçà æîäíèõ ç³òêíåíü ç ðåàë³ÿìè
çîâí³øíüîãî ñâ³òó. Ï³äõ³ä Çåºìàííà
ïðîãðàìíî ãîâîðèòü ïðî ïîâåðíåííÿ 
äî ãóìàí³çìó â íîâîìó òèñÿ÷îë³òò³. Àëå
öå ³äåÿ íå îêðåìîãî ³íäèâ³äóóìà, 
íå ëþäèíè-öàðÿ ïðèðîäè, à íîâîãî
ñâ³òó, ñòâîðåíîãî ö³ºþ ëþäèíîþ, öàðåì
òåõíîëîã³÷íèõ ³ëþç³é, ñâîãî ³íòåëåêòó
òà æàõ³â, ùî â³í ïîðîäèâ. Òàêèé ñîá³
Àäàì, âèãíàíèé ç ðàþ, 
ùî íå ïîâåðòàºòüñÿ òóäè, à æèâå 
ó âëàñíîìó ïñåâäî-åäåì³.

Çâè÷àéíî, ìîæíà äî Âåíåö³¿ çàäëÿ
íàö³îíàëüíî¿ ïðåçåíòàö³¿ ïîâåçòè õî÷
áè é òâîðè íàðîäíèõ ìàéñòð³â — í³õòî
òàì íå çàáîðîíèòü. Òà, ÿê ìè ïîáà÷èëè,
êðà¿íè ç íàäçâè÷àéíî áàãàòîþ
òðàäèö³éíîþ êóëüòóðîþ, ðåçåïðåçåíòóþòü
ñåáå íà Á³ºííàëå ÷îìóñü ñàìå
òåõíîëîã³÷íèì ìèñòåöòâîì. ßê íà ìåíå,
äî êîíêóðñó íå ïîâèíí³ äîïóñêàòèñÿ
êóðàòîðè, ùî çà ïåðåäá³ºííàëüí³ äâà
ðîêè íàãëî ùîñü âèãàäàþòü «ç ïðèâîäó
ñó÷àñíîãî ìèñòåöòâà». ßêùî âñ³ îõî÷³
âèð³øàòü ïîãðàòèñÿ â Á³ºííàëå — í³ÿêà
êîì³ñ³ÿ íå ðîçãðàáàº öèõ ïðîåêò³â, ÿê³
àïð³îð³ íå â³äíîñÿòüñÿ äî contemporary
art. Áóäå ëèøå âòðà÷åíî ÷àñ. ²äåÿ
â³äêðèòîãî êîíêóðñó çàíóðèòü õóäîæíº
ñï³âòîâàðèñòâî ó ìîðå çàéâèõ âèÿñíåíü
ñòîñóíê³â, â áîðîòüáó óãðóïîâàíü 
é ëîáá³þâàííÿ îêðåìèõ ïðîåêò³â. Äóæå
øêîäà, ùî 30-50 õóäîæíèê³â, ÿê³ ëèøå 
³ çàéìàþòüñÿ ñó÷àñíèì ìèñòåöòâîì 
â 50-ì³ëüéîíí³é êðà¿í³, äóæå
ðîçïîðîøåí³ é çíàõîäÿòüñÿ â ñòàí³
ïåðìàíåíòíî¿ êîíôðîíòàö³¿. Àëå âèáèðàòè
íåîáõ³äíî ñàìå ñåðåä íèõ.

avant-garde design. Moreover, art
gallery owners and officers also must
keep off the preparation of a national
pavilion, since they are interested in
promoting some artists. When Yevhen
Karas, an owner of a well-known art
gallery, was appointed a commissioner
of Ukraine's national presentation 
at the 49th Biennale, it caused 
a strong protest and finally resulted
in that the previously designated
curator and commissioner were
replaced.

The Ukrainian project presented 
at the 49th Biennale by Valentyn
Rayevsky originated from Komar and
Melamid's Most Wanted Painting project
which in Ukraine was curated 
by Tetiana Savadova. Her brother Arsen
Savadov, one of the authors of the
First Ukrainian Project, tends 
to employ Sots Art principles. It is
well known that Sots Art is not 
contemporary art but late 20th century
classic. That type of irony seemed 
secondary and partly obscure to
Biennale visitors. With
introduction of advanced
technologies in art 
context, the art fashion
has changed rapidly. 
Ten years earlier, Bonito
Oliva, curator of the
45th Venice Biennale, 
was largely 
concerned with the
artist's inner world in
no touch with the outside
world. Szeemann's
approach speaks of the
return to humanism in the
millennium. It speaks not
of the idea of individual
but of the man who is
the tzar of the new world
created by himself. The
tzar of technological
illusions, intellect and monsters 
created by himself. Kind of Adam
exiled from Paradise who does not
return there and lives in his own
pseudo-Paradise.

As for me, it would be useful to
exclude from a competition of projects
for the next Biennale national 
exhibition those curators who during

the last two years tried to invent
«something-like-contemporary-art.» 
If they are invited, no commission
will be able to handle with the pile
of projects which a priori have 
nothing to do with contemporary art.
It will be merely a waste of time. 
Of course, Ukraine may arrange a Maria
Prymachenko exhibition at the Venice
Biennale, though, as we have seen,
even countries with rich and old 
cultural traditions exhibit the 
technological art at the Biennale. The
idea of an open and mass competition,
I suppose, would provoke unnecessary
conflicts between groups of artists
and lobbying some projects. It's 
a pity that the several dozens of
artists who make contemporary art 
in Ukraine are so disconnected and
permanetly oppose each other.

Íàïðèêëàä, Êîñòÿíòèí Àê³íøà, Ìàðòà
Êóçüìà ÷è Îëåêñàíäð Ðîéòáóðä ç ÑØÀ —
ïåðñîíè, ùî ïðèñëóæèëèñÿ âçàãàë³
âèíèêíåííþ é îôîðìëåííþ â Óêðà¿í³
ôåíîìåíó contemporary art. 
Â ïðîâåäåíí³ êîíêóðñó êóðàòîð³â íå
ìóñèòü áðàòèñÿ äî óâàãè àí³ ãëàñ
íàðîäó, àí³ ÿêèéñü ³íøèé 
ïñåâäî-äåìîêðàòèçì. Íàâ³òü êóðàòîðà

Âåíåö³éñüêî¿
Á³ºííàëå îáèðàº 
íå ³òàë³éñüêèé íàðîä
÷è óðÿä, íå ìåð
ì³ñòà Âåíåö³ÿ 
³ íå ÿê³ñü
íàâ÷àëüí³ óñòàíîâè,
à ðàäà äèðåêòîð³â
Á³ºííàëå. ßêùî ìè
ï³äåìî íà òå, ùîá
êóðàòîðîì íàñòóïíî¿
íàö³îíàëüíî¿
ïðåçåíòàö³¿ ñòàëà
ëþäèíà 
íå ç Óêðà¿íè, â³ä
öüîãî ëèøå âèãðàºìî.
Òàêà îñîáà ìîæå
ñòàòè «ïîíàä
á³éêîþ», 
íå çàáóâàþ÷è ïðî òó
âåëè÷åçíó äåðæàâíó
â³äïîâ³äàëüí³ñòü,
ÿêî¿ òàêå

ïðèçíà÷åííÿ êîøòóº. Òèì á³ëüøå, ÿêùî
öå áóäå îñîáà, äîáðå â³äîìà â õóäîæí³õ
êîëàõ — òàêèé ïðîåêò íå çàëèøèòüñÿ
ïîçà óâàãîþ íà ì³æíàðîäíîìó êîíöåðò³
Á³ºííàëº. Íå òðåáà âäàâàòèñÿ äî
êðàéíîù³â ïðîâ³íö³éíî¿ ñàìîçàêîõàíîñò³,
áî, ïîçáóâøèñü íàö³îíàëüíèõ êîìïëåêñ³â,
ìè âèãëÿäàòèìåìî êðàùå.

Óïåâíåíèé, ùî â³ðíîþ òàêòèêîþ áóëî 
á ïðèçíà÷èòè êîì³ñàðà é êóðàòîðà 
â îäí³é îñîá³. À êîíêóðñ ïðîåêò³â
çðîáèòè çàêðèòèì, îñê³ëüêè â íàø³é
êðà¿í³ òàêèì ìèñòåöòâîì çàéìàþòüñÿ
îäèíèö³. 
Ïëóòàòè ñó÷àñíå ìèñòåöòâî 
ç äèçàéíåðñüêî-åêñïîçèö³éíèìè ïðîåêòàìè
íà êøòàëò òàêèõ, ùî ìè áà÷èëè 
íà öüîãîð³÷íîìó 6-ìó Àðò-ôåñòèâàë³ 
º çâè÷àéíèì íåâ³ãëàñòâîì. Òå, ùî
äåêîìó ó íàñ çäàºòüñÿ
åêñïåðèìåíòàëüíèì ìèñòåöòâîì, íàñïðàâä³
ïðîñòî òÿæ³º äî ñó÷àñíîãî äèçàéíó, 
ùî âæå âêëþ÷åíèé ó ïðîöåñ òèðàæóâàííÿ
òà àðò-ðèíêó. Òèì á³ëüøå äî ñó÷àñíîãî
ìèñòåöòâà íå ïîâèíí³ ìàòè â³äíîøåííÿ
ïðàö³âíèêè õóäîæí³õ ãàëåðåé: ìèñòåöüê³
òâîðè ñòàíîâëÿòü ¿õ êîìåðö³éíó
çàö³êàâëåí³ñòü. Òàê ÷è ³íàêøå,
ãàëåðèñòè çàö³êàâëåí³ â ïðîñóâàíí³
êîíêðåòíèõ ³ìåí, òîìó é ïðèçíà÷åííÿ
êîì³ñàðîì óêðà¿íñüêî¿ ïðåçåíòàö³¿
ãàëåðèñòà ªâãåíà Êàðàñÿ âèêëèêàëî
ïðîòåñòè, ñòàâøè îäíèì ç ôîðìàëüíèõ
âèïðàâäàíü õèáíîãî ÷èíîâíèöüêîãî
ð³øåííÿ ç â³äêëèêàííÿì çàòâåðäæåíèõ
êîì³ñàðà òà êóðàòîðà.
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Â
èâ÷åííþ ïèòàíü
âàæëèâîñò³
êóëüòóðíîãî,

ïîë³òè÷íîãî 
òà åêîíîì³÷íîãî çíà÷åííÿ Á³ºííàëå, 
ÿê é ³íøèõ ìàñøòàáíèõ âèñòàâîê,
ïðèñâÿ÷åí³ ðåãóëÿðí³ ñïåö³àëüí³
êîíñóëüòàö³¿ ÞÍÅÑÊÎ. Â êóëüòóðíîìó
êîíòåêñò³ «Ïëàòî ëþäñòâà» 
49-¿ Á³ºííàëå ó Âåíåö³¿ óâèðàçíþº
âåëèêèé ïðîðèâ îïòèì³çìó — òóò
ñòèìóëîì ïîïóëÿðèçàö³¿ contemporary art
ñòàº ïðîãðåñ ñó÷àñíîãî ñóñï³ëüñòâà 
â óñ³õ ñôåðàõ æèòòÿ. Ì³æíàðîäíå æþð³
â³äì³òèëî îêðåìèõ õóäîæíèê³â 
òà ïàâ³ëüéîíè äåÿêèõ êðà¿í, òèì ñàìèì
íàäàâøè ¿ì íàéâèù³ îö³íêè ó ñâ³òîâîìó
ðåéòèíãó ìèñòåöòâà ñó÷àñíîñò³, ÿêå
âèðàæàº ãëîáàëüíó òåíäåíö³þ 
äî îíîâëåííÿ.

Àê³ëëå Áîí³òî Îë³âà â 90-õ ðîêàõ
ìèíóëîãî ñòîë³òòÿ âêàçóâàâ íà
ãëîáàë³çàö³þ ÿê íà ðîçâèâàþ÷ó
ñòðàòåã³þ â³çóàëüíîãî ìèñòåöòâà, 
ùî ñòàº âèñë³äîì òåõíîëîã³÷íîãî
ðîçâèòêó. Ñåïàðàòèñòñüêó òåíäåíö³þ
òðàéáàë³çàö³¿ íàö³îíàëüíèõ êóëüòóð, 
ùî ïðîòèëåæíà ãëîáàë³çàö³¿, â³í íàçâàâ
«â³äïîâ³ääþ â êëþ÷³ ñåëÿíñüêèõ
öèâ³ë³çàö³é». Ïðåçèäåíò 
49-¿ Âåíåö³éñüêî¿ Á³ºííàëå Ïàîëî
Áàðàòòà ïðîïîíóº â óìîâàõ òîòàëüíî¿
ãëîáàë³çàö³¿ ìèñòåöòâà, îáìèíàþ÷è
åêëåêòèçì, çì³øóâàòè
íàïðÿìêè òà øêîëè,
âèð³çíÿòè 
òà ï³äòðèìóâàòè
ä³ÿëüí³ñòü îêðåìèõ
õóäîæíèê³â, 
íå çâàæàþ÷è íà óñÿêó
³ºðàðõ³þ, à íàâïàêè —
ç ïðèâíåñåííÿì
îñîáèñòî¿ ïðàâäè
òâîð÷îñò³, «áåç çíàííÿ
ÿêî¿ ðîçóì³ííÿ íàøîãî
÷àñó áóäå íåïîâíèì».
Òàêèì ÷èíîì,
çàêëàäåíèé â ñàìó ³äåþ
íàãîðîä Á³ºííàëå
ïðèíöèï ³ºðàðõ³÷íîñò³
ïîâèíåí âèíèêàòè ç ¿¿ åêñïîçèö³éíî¿
â³äñóòíîñò³ í³áèòî îá'ºêòèâíî.

Ãàðíèì ïðèêëàäîì ïðèâíåñåííÿ
îñîáèñòî¿ ïðàâäè òâîð÷îñò³ ìîæå
ñëóãóâàòè ³òàë³éñüêà ãðóïà Teseco.

Âîíà îá'ºäíóº õóäîæíèê³â, ùî ïðàöþþòü
ó ñôåð³ âèâ÷åííÿ á³îòåõíîëîã³é
çáåðåæåííÿ ð³çíèõ âèä³â ïëîä³â. Ðóõ
â³ä åêîñèñòåìè äî õóäîæíüî¿ ñèñòåìè
çàñíîâóºòüñÿ íà íàóêîâîìó äîñë³äæåíí³
òà ìàêñèìàëüíîìó íàáëèæåíí³ åêîëîãè÷íî
î÷èùåíîãî ïëàíó ¿õ ðîáî÷îãî ïðîñòîðó
äî ëþäèíè. Êóëüòóðó, ùî âèðîñòàº 
ç ì³ñ³¿ ãðóïè, âîíè íå ðîçãëÿäàþòü ÿê
ðîçâàãó, àëå çàâäÿ÷óþ÷è ¿é ïðîêëàäàþòü
øëÿõ ðîçóì³ííÿ â æèòòºâèõ ïðîöåñàõ
ñüîãîäåííÿ, íàìàãàþ÷èñü âèîêðåìèòè
ôàêòîðè â³ä÷óæåííÿ ó ñó÷àñíîìó îáðàç³
æèòòÿ. Ïðàïîðè êðà¿í ñâ³òó íà ôàñàä³
²òàë³éñüêîãî ïàâ³ëüéîíó â Äæàðä³í³ 
ä³ Êàñòåëëî — ðîáîòè õóäîæíèêà ç ãðóïè
Teseco Ìàðêî Íåð³. ßê â³í ââàæàº,
ïðîöåñè â³äòâîðåííÿ ëþäñüêîãî îáëè÷÷ÿ
àáî ïðàïîðó íå íàäòî â³äð³çíÿþòüñÿ,
òîìó ùî êîï³þâàííÿ ³äåíòè÷íîñòè
ìîæëèâî ÿê â ïåðøîìó, òàê ³ ó äðóãîìó
âèïàäêó çà äîïîìîãîþ íåâ³äâîðîòíèõ
ôîðì òà ôàðá. «Ïðàïîðè êðà¿í
ïðåäñòàâëÿþòü ñàì³ ïî ñîá³ óñ³ ôàáóëè,
ñþæåòè, ³ñòîð³¿, ÿê³ æèâëÿòü ïîêîë³ííÿ
óñ³õ ëþäåé íà îáæèòèõ ãðóíòàõ íàøî¿
ïëàíåòè ñüîãîäí³.»

Òåçà ïðî ïðåäñòàâëåííÿ õóäîæíèêà 
çà ìåæàìè ³ºðàðõ³¿ àêòóàë³çóº çíà÷åííÿ
åêñïîçèö³éíîãî ïðîñòîðó. Â contemporary
art ïðîñò³ð âçàãàë³ îòðèìóº çíà÷åííÿ
îñíîâîïîëîæíå, îñê³ëüêè öå ìèñòåöòâî
ïðîïîíóº âèñëîâëþâàííÿ íå ñò³ëüêè
õóäîæíèêà, ñê³ëüêè êóðàòîðà (êîòðèì
ìîæå âèñòóïàòè é õóäîæíèê). Ö³ë³ñíèì
àðòåôàêòîì âæå º íå õóäîæí³é îá'ºêò, 
à éîãî ñï³â³ñíóâàííÿ ç òèì àáî ³íøèì
ïðîñòîðîì. Òîáòî, ê³íöåâèì òâîðîì 
contemporary art ñòàº íàâ³òü 

T
he cultural, political and 
economic impact of the Biennale
and other major exhibitions are

regularly discussed at UNESCO special
meetings. In the cultural sense, 
the 49th Venice Biennale «Plateau 
of Humankind» has marked the great
optimistic breakthrough: 
the popularization of contemporary art
become driven by progress in all areas
of life. The international jury 
awarded some artists with prizes which
secure top positions in world's 
ratings of contemporary art striving
for the globalist renewal.

According to Achille Bonito Oliva
the globalization is a developing
visual art strategy resulted from the
technology progress. Separatist trends
towards the tribalization of national
cultures that opposes to the 
globalization is regarded by him 
as an answer in the key of rural 
civilizations. In the situation of
totally globalized art the 49th Venice
Biennale President Paolo Baratta's
approach is to mix different trends
and schools, while avoiding 
eclecticism, as well as to distinguish
and support artists who introduce
their personal creative truths 
in the world, notwithstanding any
hierarchy. So according to him, 
the hierarchy principle inherent 
to the idea of Biennale prizes must
emerge from the lack of hierarchy 
in the exhibition, as if objectively.

A good example of the introducing
one's personal creative truth in the
world is provided by the Italian group
Teseco which consists of artists who
explore the fruit preservation
biotechnologies. They carry out 
transition from the eco- to artistic
system that is based on scientific
researches and realized through
designing ecologically purified work
spaces maximally adapted for human

needs. The group tries to identify
alienation factors within the modern
way of life to promote the 
understanding of current social
processes. Marko Neri, one of the 
members of this group, made flags of
countries participated in the Biennale
which decorated the facade of the
Italian pavilion. He thinks that the
re-creation of a flag is somewhat 
similar to that one of a human face
because in the both cases it is 
possible to copy an identity by means
of unavoidable paints and forms.

National flags 
represent all
plots, subject
matters and 
stories which
have nourished
human 
generations
all over the
world, Neri
says.

The
thesis
on pre-
senting
an artist
beyond any hierarchy
has made important
the role of exhibition
space. The space is 
of critical importance in contemporary
art because art of this type 
articulates rather ideas of a curator
than those of an artist who can be the
curator as well. The complete artefact
is not an art object as such but 
the complexity of its relations with
one or another space. That is, 
the contemporary art work is rather
the whole space of exhibition than 
the art work (or the combination of
several art work) itself.

Íàòàëÿ Ñì³ðíîâà, ìèñòåöòâîçíàâåöü Natalia Smirnova, art critic
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³ íå âëàñíå òâ³ð àáî ïîºäíàííÿ òâîð³â,
àëå ïðîñòîðîâà åêñïîçèö³ÿ â ö³ëîìó.
Êîíöåïòóàëüí³ ðîçäóìè ïðî ÷àñ 
òà ïðîòÿæí³ñòü øëÿõó çàäàíîãî ïðîñòîðó
ïîâèíí³ ðîçâèâàòèñÿ çà íàéêðàùèì
ñöåíàð³ºì, áóòè äèâíèì ³ ïðàöþâàòè íà
íàñòð³é. Ïðîöåñ òðàíñôîðìàö³¿ ïðîñòîðó
ìàº ïîñèëàííÿ íà âèòîêè, ÿêèìè ìîæóòü
áóòè àíòè÷í³ ô³ëîñîôè àáî ïèñüìåííèêè,
ó ÷è¿õ òâîðàõ êîíñòðóêö³¿ ïðîñòîðó
ñòâîðþâàëè ñâîºð³äíèé êîíöåïòóàëüíèé
åêñïåðèìåíò âòðàïëåííÿ ó «äèâíå
ì³ñöå»: Ë'þ¿ñ Êåððîëë, Åäãàð Ïî,
Ñòåôàí Ìàëëÿðìå, Ôðàíö Êàôêà, Ìàðñåëü
Ïðóñò, Ñåìþåë Áåêêåò. Ã³ïîòåçè
ïðîñòîðó çàâæäè â³äêðèò³, ¿õ ïëîòü
õóäîæíèêè âèñòàâëÿþòü íàçîâí³, 
à ãëÿäà÷, çíàõîäÿ÷è âëàñíèé øëÿõ ÷åðåç
«äèâíå ì³ñöå», âèêîðèñòîâóº ïðîáëåìíèé
ðóõ îïòè÷íèõ òà ÷àñîâèõ òðàíñôîðìàö³é.

Õóäîæíèê Ýðíåñòî Íåòî ó ïðîñòîðîâ³é
³íñòàëÿö³¿ «Ìè ëîâèìî ÷àñ», ùî
åêñïîíîâàíà ó Àðñåíàë³, âèêîðèñòîâóº
ëàéêðó, òþëü, ïîë³àì³äíó ïàí÷îõó, ÷îðíèé
ïåðåöü, ãâîçäèêó òà êàðð³. Ìèñòåöü
çàïåðå÷óº ìàòåð³àë³ñòè÷íå ñòàâëåííÿ
äî îðãàí³êè òà ñòâåðäæóº ¿¿

äóõîâí³ñòü. Öå éîãî ñïîñ³á
äóõîâíîãî â³ä÷óòòÿ áåçêðàéíîñò³,
òîòàëüíîñò³ òà ïîáóäîâè ïðîñòîðó,
äå éîãî ìîæëèâî ÷óòòºâî âäèõàòè,
òàêèì ÷èíîì ïîºäíóþ÷èñü 
ç óí³âåðñóìîì.

Áàæàííÿ øèðîêî¿ ïðîïàãàíäè
âèñòàâëåíèõ òâîð³â — îäíå ç
îñíîâíèõ çàâäàíü Á³ºííàëå. Ïîêàç
ÿêíàéá³ëüø³é ê³ëüêîñò³ ãëÿäà÷³â
òâîð³â, ùî îòðèìàëè âèçíàííÿ, 
º òàêîæ ³ òàêòèêîþ ì³æíàðîäíèõ
ïðåçåíòàö³é. Ïàîëî Áàðàòòà
ãîâîðèòü, ùî «ì³æíàðîäíà âèñòàâêà
ìèñòåöòâà ïðèçíà÷åíà íå ëèøå äëÿ
ñïåö³àë³ñò³â òà âåëèêèõ
ïîö³íîâóâà÷³â ìèñòåöòâà, àëå é äëÿ
êîæíîãî, õòî õî÷å çáàãàòèòè ñâîþ
ñâ³äîì³ñòü, òèì ñàìèì çàñâ³ä÷èâøè
ñâîþ ïðèíàëåæí³ñòü äî ñó÷àñíîñò³.»
Ñïåö³àëüí³ äèäàêòè÷í³ ïðîãðàìè 
ïî 49-é Âåíåö³éñüê³é Á³ºííàëå 
ç âåðåñíÿ öüîãî ðîêó áóäóòü
ðîçïîâñþäæóâàòèñÿ ïî ó÷áîâèõ
çàêëàäàõ ²òàë³¿.

Ñåíñ ïðåäñòàâëåííÿ ì³æíàðîäíèõ
ïðåçåíòàö³é ñâ³ä÷èòü ïðî íåîáõ³äí³ñòü
ðóõó òâîð³â ìèñòåöòâà â ñó÷àñíîìó
ñâ³ò³. Ò³ëüêè öå äîçâîëèòü îö³íèòè
ñâîºð³äí³ñòü êóëüòóð òà ð³çíîìàí³òí³ñòü
òâîð³â, ÿê³ â³äîáðàæàþòü ð³çí³ ñèñòåìè
åñòåòè÷íèõ ö³ííîñòåé. ²ñòîð³ÿ ìèñòåöòâà
ÕÕI ñòîë³òòÿ ñòâîðþºòüñÿ çàðàç, 
à ãîëîâíèé éîãî àðá³òð — ì³æíàðîäí³
Á³ºííàëå.

Conceptual reflections on a given
space should be developed on the basis
of a scenario, as well as be strange
and «generate» emotions. The space
transformation process can be traced
to the ideas of Ancient Greek 
philosophers or the spatial 
experiments of writers such as Lewis
Carroll, Edgar Poe, Stephane Mallarme,
Franz Kafka, Marcel Proust, Samuel
Beckett who put their personages 
in the strange places.

The hypotheses of space are 
open-ended ones; artists exhibit them
to the viewer who works his/her way
through the «strange» place using 
the problematic movement of optical
and temporal transformations.

Artist Ernesto Neto in the 
installation We Catch Time used such
materials as lycra, tulle, polyamide

stocking, black pepper, cloves and
curry. He rejects the materialistic
attitude to the organic matter 
affirming its spirituality. It is the
way he sense the endlessness, totality
and structure of space. You can
«breathe in» the artist's space 
as if merging with the universe

One of the main goals of the
Biennale is to popularize exhibited
works as widely as possible.
Attracting as much as possible 
visitors to the well recognized works
is also the tactics employed in the
organization of international 
presentations at the Biennale. Paolo
Baratta says that «the International
Exhibition of Art is not designed only
for specialists and experts, 
but for also those who wish to improve
their knowledge — and thus their 
membership — of the present.» 
In September 2001 a special 

educational program
concerning 
the 49th Biennale
will be introduced
in Italian schools.

Such an interna-
tional art forum
have evidenced the
need of circulation
of art works in the
contemporary world.
Only this allows 
us to apprehend the
originality 
of various cultures
and diversity of
works which 
represent different
aesthetic values.
The history 
of 21th century art
is made now and
international 
Biennales are its
main experts.
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Î
êðåì³ ñíîáè
ïîëþáëÿþòü
ãîâîðèòè ïðî òå,

ùî Âåíåö³ÿ òîíå, 
ùî Âåíåö³éñüêà Á³ºííàëå âæå 
íå º íàñò³ëüêè ïðåñòèæíîþ, ÿêîþ
ââàæàëàñÿ 20-30 ðîê³â òîìó. Ìåí³
çäàºòüñÿ, ùî âîíà é äîíèí³ ÿâëÿºòüñÿ
öåíòðàëüíîþ ïîä³ºþ õóäîæíüîãî ñâ³òó,
îñê³ëüêè òàì ìàþòü ìîæëèâ³ñòü
ïðåäñòàâëÿòè âëàñíó êóëüòóðó êðà¿íè, 
à íå ëèøå îêðåì³ õóäîæíèêè. 
Äëÿ Óêðà¿íè öå ÷è íå ºäèíèé øàíñ
âèõîäó íà ì³æíàðîäíó õóäîæíþ àðåíó. 
² çîâñ³ì íå ïîòð³áíî äëÿ öüîãî ðîêàìè,
äåñÿòèë³òòÿìè âèðîáëÿòè îñîáëèâó
êîíöåïö³þ — äîñèòü îäèí ðàç åôåêòíî
âèñòóïèòè, ùî â öüîìó ðîö³ é çðîáèëè
òàê³ àæ í³ÿê íå ìîãóòí³ êðà¿íè ÿê
Ñ³íãàïóð, Íîâà Çåëàíä³ÿ, Òàéâàíü,
ßìàéêà, ùî çíàõîäÿòüñÿ íà ïåðèôåð³¿
öèâ³ë³çîâàíîãî ñâ³òó. Âîíè âèñòóïèëè
äîñèòü ñèëüíî, ÿê é ³íø³ íåîô³òè
Á³ºííàëå, íà æàëü, çà âèêëþ÷åííÿì
Óêðà¿íè. ßêùî º âäàëèé äåáþò — ìàéæå
ìèòòºâî ç'ÿâëÿþòüñÿ íîâ³ êîíòàêòè,
ï³äí³ìàºòüñÿ ïðåñòèæ êðà¿íè. Ð³âåíü
öüîãîð³÷íîãî Á³ºííàëå, ÿê íà ìåíå —
äîñèòü âèñîêèé. Íà îñîáëèâèõ äíÿõ
ïðåçåíòàö³¿ äëÿ ïðåñè, êóäè ìè
ïîòðàïèëè, òóäè ïðè¿çäèòü òà ÷àñòèíà
ñâ³òó, êîòðà áåçïîñåðåäíüî ïîâ'ÿçàíà 
ç ñó÷àñíèì ìèñòåöòâîì. Òåëåáà÷åííÿ òà
ïðåñà äàâàëè ïîñò³éí³ ðåïîðòàæ³ â
ïðîâ³äí³ âèäàííÿ òà êàíàëè ñâ³òó.

S
ome snobs talks about that Venice
is drowned and the Venice Biennale
is no longer as prestigious as it

was 20-30 years ago. It seems to me
that the Biennale is still a central
art event of the art world since it
allows countries, not only artists, to
represent their art. It is one of the
best ways for Ukraine to enter the
international art world. And there is
no necessity to develop a special 
concept for years or decades to do
that — one impressive presentation 
at the Biennale, that's enough.
Singapore, New Zealand, Taiwan, and
Jamaica, small countries on the
periphery of the civilized world, did
that this year. Their entries into the
Biennale, as those of other neophytes
except Ukraine, were quite 
interesting. The successful debut
allows newcomers to establish new 
contacts, to raise prestige of their
countries. The 49th Venice Biennale, 
I suppose, is an exhibition of high
quality. Preview activities of the
Biennale which we this year attended,
usually bring together the people who
directly deal with contemporary art.
World's major newspapers and 
TV channels provide extensive coverage
of the event. A lot of prominent
artists have established their 
worldwide reputation through 
participating in the Biennale. Take
the story of Robert Rauschenberg who
exhibited his provocative pop art
works at the 1964 Biennale. He was
awarded with a Binnale prize and the
pop art has been fashionable since
that.

The Ukrainian pavilion looked
absolutely foolish and utterly 
outmoded in the artistic sense. 
The curator located the tent with 
a diorama painted in an ordinary
socialist realism manner and decorated
with sunflowers and several pairs of
tarpaulin boots outside the Giardini —
such a Kabakovian style installation
would be interesting 20 years ago.
Moreover, the Ukrainian exhibition
organizational group did not publicize
the location through a visitor's guide
or tourist booklets.

These organizational and artistic
blunders became evident in comparison
with other newcomers' pavilions. The
Taiwan pavilion, for example, was
located near a central square of
Venice and attracted visitor's 
attention to itself with an enormous
picture which was visible from any
point of the tourist routes. 
The pavilion was regularly attended by
a large number of visitors and the
presentation of the exhibition was
arranged as a party catered with
Chinese food.

What should be done? — that is our
eternal question. As far as I know,
there was no open competition between
curators to develop the Ukrainian
national exhibition concept. At first
Yevhen Karas developed his own 
project. After that ambitious curator
Valentyn Rayevsky and several other
artists including Viktor Sydorenko and
Oleh Pinchuk submitted their own 
projects. Mr Rayevsky used impudent
and aggressive
strategies to
convince
Ukrainian
authorities 
to choose his
project among
other ones. He
promised to
demonstrate 
the entire 
20th century art
and a role which
Ukrainian art
played in the
world's art
processes. 
You know what 
he really 
demonstrated
instead — 
I described that
piece of art
above. Though
the catalog of
the Ukrainian
exhibition at
the Biennale
includes works
of some famous
Ukrainian

Îëåêñ³é Òèòàðåíêî, Öåíòð ñó÷àñíîãî
ìèñòåöòâà «Ñîâ³àðò»

Oleksiy Tytarenko, Center for
Contemporary Art «Soviart»

Ìè âèãëÿäàëè äóæå «ïî-äóðíîìó», 
â õóäîæíüîìó ñåíñ³ — âòîðèííî àáî
íàâ³òü òðåòèííî. Ïîñòàâèòè íàìåò 
çà îãîðîæåþ Á³ºííàëå, áåç îçíà÷åííÿ
êîîðäèíàò íà ïóò³âíèêàõ 
³ áåçïîñåðåäíüî — íà ì³ñö³, ðîçì³ñòèòè
òàì ä³îðàìó, íàïèñàíó ãðóáèì
«êîìá³íàò³âñüêèì øòèëåì», à á³ëÿ íå¿
âñòðîìèòè ñîíÿøíèêè ç ê³ðçÿêàìè — òàêà
«êàáàêîâùèíà» áóëà ö³êàâîþ ðîê³â 
20 òîìó, ñüîãîäí³ æ âèãëÿäàº íàäòî
íåçãðàáíî. Ïîâíå íåñï³âïàä³ííÿ 
ç õóäîæí³ì êîíòåêñòîì, à çà
îðãàí³çàö³ºþ ïðåçåíòàö³¿ — íèù³âíî

ãèäêî. Îñîáëèâî íà ôîí³ ³íøèõ íåîô³ò³â
Á³ºííàëå. Íàïðèêëàä, ïàâ³ëüéîí Òàéâàíþ
áóâ ðîçì³ùåíèé á³ëÿ ãîëîâíî¿ ïëîù³
ì³ñòà ç ñîáîðîì Ñàí-Ìàðêî, ³ ïðèâåðòàâ
óâàãó ãëÿäà÷³â âåëè÷åçíèì ïàííî,
âèñîòîþ ìåòð³â ó äâàäöÿòü, ³ éîãî áóëî
âèäíî ç óñ³õ òî÷îê òóðèñòè÷íèõ
ìàðøðóò³â. Ëþäåé òàì áóëî ïîâñÿê÷àñ
äóæå áàãàòî, à ïðåçåíòàö³þ áóëî
îðãàí³çîâàíî ÿê øèêàðíå ïðèéíÿòòÿ 
ç íàö³îíàëüíîþ êóõíåþ.

Ùî æ òåïåð? 
Âæå ç îñåí³ ïîòð³áíî ³í³ö³þâàòè
ïðîâåäåííÿ íîâîãî â³äêðèòîãî êîíêóðñó
ïðîåêò³â íà íàñòóïíó Á³ºííàëå. Æóð³
òàêîãî êîíêóðñó ïîâèííî áóòè äîñòàòíüî
àâòîðèòåòíèì ³ ìàêñèìàëüíî øèðîêèì, 
ó íüîãî ïîâèíí³ óâ³éòè ñïåö³àë³ñòè,
ÿê³ áåçïîñåðåäíüî çàéìàþòüñÿ ñó÷àñíèì
ìèñòåöòâîì, à íå ñèâî÷îë³ àêàäåì³êè 
ç³ ñòåðåîòèïàìè ìèñòåöòâà 50-ð³÷íî¿
äàâíèíè. Òåìè Á³ºííàëå çàäàþòüñÿ äóæå
çàãàëüí³, ï³ä íèõ ìîæå ï³ä³éòè
ïðàêòè÷íî óñå. ² ÿêùî êîíêóðñ ïðîâåñòè
çàçäàëåã³äü, ùîá ìàòè â çàïàñ³ õî÷à á
ð³ê íà îðãàí³çàö³éí³ êëîïîòè, òî çà
öåé ÷àñ ìîæëèâî çíàéòè íå ëèøå
äåðæàâí³ êîøòè, àëå é ñîë³äíèõ
ñïîíñîð³â. Äëÿ íèõ ³ì³äæåâà ðåêëàìà íà
òàêèõ ïðåäñòàâíèöüêèõ ôîðóìàõ äîñèòü
âèã³äíà é åôåêòèâíà, àäæå ÿêùî âîíè
ïîòðàïëÿþòü íà Á³ºííàëå ç óêðà¿íñüêîþ
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from Ukrainian universities. The
Venice Biennale continues several
months, and it would be useful to
negotiate with Ukrainian tourist 
agencies to organize tours to Venice
for Ukrainians who want to see the
Biennale and Ukrainian pavilion. 
A team of artists, curators and 
critics also can rent inexpensive
housing on Lido island to live near
the pavilion. It would be interesting
to conduct a national competition 
of opening ceremony projects. This
year several newcomers offered 
impressive shows to celebrate their
entries into the Biennale and to draw
visitors' attention to their pavilion.
Those events got a good press. So we
could do many interesting things 
at a relatively small cost if there 
is a strong desire to do that 
skilfully and frankly. 

äåëåãàö³ºþ, — îòðèìóþòü óí³êàëüíó
ìîæëèâ³ñòü íàëàãîäèòè íîâ³ êîíòàêòè 
íà íàéâèùîìó ð³âí³. ßêùî ìè ïî÷íåìî
ãîòóâàòèñÿ çàâ÷àñíî ³ ñòâîðèìî
îðãàí³çàö³éíèé êîì³òåò, ìîæíà áóäå
íàéíÿòè êîìàíäó äîñâ³ä÷åíèõ ìåíåäæåð³â,
êîòð³ ïðîäóìàþòü óñ³ äåòàë³ 
òà äð³áíèö³ ³ åêñïîçèö³¿, 
³ ïðåçåíòàö³¿. ßê íà ìåíå — ìè ïîêè ùî
ìóñèìî îðåíäóâàòè ïàëàööî 
(ùî, äî ðå÷³, íå íàñò³ëüêè é çàòðàòíî
÷è ñêëàäíî ó ì³ñò³, äå ïîðîæí³õ
ïðèì³ùåíü äóæå áàãàòî), ðîçì³ùåíå 
íà â³äîìîìó òóðèñòè÷íîìó
ìàðøðóò³, ³ õóäîæíüî
«îáæèòè» éîãî. Òîáòî,
ïðèäóìàòè «ïðîõ³ä», 
ïî ÿêîìó áóäóòü ðóõàòèñÿ
â³äâ³äóâà÷³, îôîðìèòè
ì³ñöå ïðèéíÿòòÿ, ðåöåïö³¿
äëÿ ïðåñè ³ ò.ä. Òðåáà
òàêîæ ðîçðîáèòè ñõåìó
îáñëóãîâóâàííÿ ãëÿäà÷³â
öüîãî ïàâ³ëüéîíó, ùîá ¿õ
çóñòð³÷àëè óêðà¿íö³, 
ÿê³ âîëîä³þòü ïðèíàéìí³
³òàë³éñüêîþ òà
àíãë³éñüêîþ. Äëÿ öüîãî
ìîæíà äîìîâèòèñÿ ç íàøèìè
âóçàìè, êîòð³ ìîãëè á íà
ë³òî, ÿê íà ïðàêòèêó,
íàïðàâëÿòè âîëîíòåð³â,
îõî÷èõ äî òàêî¿ ñïðàâè. Âèñòàâêà
ïðîäîâæóºòüñÿ äóæå äîâãî, ìîæíà
îðãàí³çóâàòè êîîïåðàö³þ ç ñåðéîçíèì
òóðèñòè÷íèìè àãåíö³ÿìè, ÿê³ äàäóòü
ïîñò³éíèé «ïîò³ê» òóðèñò³â 
ç Óêðà¿íè, êîòðèì áóäå ö³êàâî
ïîäèâèòèñÿ íà «ñâ³é» ïàâ³ëüéîí. 
Ìîæíà îðåíäóâàòè é â³äíîñíî íåäîðîãå
æèòëî íà îñòðîâ³ Ë³äî, æèâó÷è 
òàì «êîìàíäîþ» â áåçïîñåðåäí³é
áëèçüêîñò³ â³ä åêñïîçèö³¿. 
Ìîæíà ïðîâåñòè ³ êîíêóðñ ïðîåêò³â
íàö³îíàëüíî¿ ïðåçåíòàö³¿, 
ÿêà á ñòàëà ïîì³òíèì êóëüòóðíèì
ÿâèùåì, ïðî ÿêó ïèñàëà á ïðåñà, 
ÿê öå ìè áà÷èëè, áóëî öüîãî ðîêó 
ó áàãàòüîõ íåîô³ò³â Á³ºííàëå. 
Ìîæíà áàãàòî ÷îãî ïðèäóìàòè 
³ çä³éñíèòè çà â³äíîñíî ñêðîìí³ êîøòè, 
àáè ïðàãíóòè ðîáèòè öå òàëàíîâèòî 
é ïðàâäèâî.

artists who allegedly developed the
installation, the diorama was painted
by other artists whose names are not
mentioned here at all.

Therefore, we must launch a new open
competition of projects for the next
Venice Biennale. The jury of the 
competition must be quite 
authoritative and representative; it
must consist of the experts directly
engaged in contemporary art making. 
As a rule, a curatorial theme of the
Biennale is broad and general, and
practically anything can meets it. 
And if we conduct the competition in
advance to have at least a year for
organizational activities, we can
raise not only 
governmental funds but
sponsors' money as well.
Advertising at the
Biennale is an effective
tool to establish new 
contacts at the highest
level. If we begin the
preparatory work in
advance and create an
organizational committee,
the committee can hire 
a team of experienced 
managers to develop the
exhibition and opening
ceremony in detail. 
As for me, Ukraine must
rent a palazzo located on
one of the traditional
tourist routes — it's not
so difficult and costly to
do that in the city with a lot of
unoccupied spaces — and make it
«inhabited» in the artistic sense. 
I mean, designers must think of a sort
of «passage» through which visitors
will move, spaces for reception, etc.
At the same time it is necessary 
to develop a system of providing
tourist services for visitors.
Ukrainian volunteers who speak Italian
or English may be helpful in providing
those services. They can be recruited
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Ê
îæíà êðà¿íà
ùîðîêó ñòàâèòü
ñîá³ ³íø³ çàäà÷³

ó÷àñò³ ó Âåíåö³éñüê³é
Á³ºíàëëå. Êîëè ïðåçåíòóºøñÿ âïåðøå,
ìîæíà ïîãðàòèñÿ ç íàö³îíàëüíèì
ñèìâîëàìè, ÿê, íàïðèêëàä, çðîáèëè
öüîãî ðàçó äåÿê³ ñõ³äí³ êðà¿íè. Õî÷à
ïðè öüîìó âîíè òàêîæ íàìàãàëèñÿ
äåìîíñòðóâàòè, ùî àêòèâíî îñâîþþòü
òåõíîãåííó ìîâó ñó÷àñíîãî ìèñòåöòâà.
ßêáè Óêðà¿íà ï³øëà ïî öüîìó øëÿõó —
÷îìó á ³ íå ïðåäñòàâèòè òðàäèö³éí³
â³çåðóíêè íàøèõ âèøèâàíîê ó
íîâîìó ìàñøòàá³ òà íåçâè÷í³é
òåõí³ö³, äåêîðàòèâíî
âêîìïîíîâóþ÷è ¿õ ó ïðîñò³ð, íà
êøòàëò ïàâ³ëüéîíó Òàéâàíþ? Òèì
á³ëüøå, ùî ó öèõ ïðàäàâí³õ ñòðîÿõ
çàêîäîâàíî íåìàëî ³íôîðìàö³¿, ÿêó
ìè âæå ìàéæå íå âì³ºìî ÷èòàòè.

Åñòîí³ÿ, ùî òåæ âïåðøå
ïðåçåíòóâàëà ñâîº ìèñòåöòâî,
ï³øëà ³íøèì øëÿõîì — ïðåçåíòóâàëà
òâîðè äâîõ ìîëîäèõ â³äåî-
õóäîæíèê³â, ÿê³ ìàëè âåëèêèé
óñï³õ ³ ðàçîì ñïðèéìàëèñÿ äóæå
ëîã³÷íî. Ïðèì³ùåííÿ — òðàäèö³éíèé
«á³ëèé êóá», î÷åâèäíî ùî ïðîäóêö³ÿ
òâîð³â íå çàíàäòî êîøòîâíà, àëå
âèñòàâêà áóëî æèâîþ ³ ïðîôåñ³éíîþ,
ÿñêðàâîþ é ³ðîí³÷íîþ. Íà äðóãîìó
ïîâåðñ³ áóëî ðîçì³ùåíî àôðèêàíñüêó
ãðóïîâó âèñòàâêó ó «ñòàðîìó»

³íòåð'ºð³. Äóæå ãðàìîòíî, ñòèëüíî,
ö³êàâî âïèñàí³ ðîáîòè õóäîæíèê³â 
â ³íòåð'ºð âåíåö³éñüêîãî ïàëàööî,
êîæíà ê³ìíàòà — îêðåìå åñòåòè÷íå
ð³øåííÿ. Òóò ñàìå ðîáîòà êóðàòîðà
íàäçâè÷àéíî ïîñèëèëà åôåêò
ïðåçåíòîâàíèõ òâîð³â, ÿê³ á ìîæå 
³ íå ìàëè òàêîãî åôåêòó ó íåéòðàëüíîìó
ïðîñòîð³. Ïðîôåñ³éí³ñòü ïðåçåíòàö³¿ 
íå ìåíø âàæëèâà çà ð³âåíü õóäîæí³õ
òâîð³â, òàê, âì³ëà êóðàòîðñüêà
«ïîäà÷à» ìîæå ïîñèëèòè åôåêò â³ä
ñï³â³ñíóâàííÿ ïîðÿä ð³çíèõ õóäîæí³õ
îñîáèñòîñòåé, à íåâì³ëà — çâåñòè éîãî
íàí³âåöü. Âèñòàâêà — òî ñêëàäíà
ñèñòåìà, äå õóäîæí³ âèñëîâëþâàííÿ
ìîæóòü âçàºìîä³ÿòè, çáàãà÷óþ÷è îäèí
îäíîãî, à ìîæóòü ³ âçàºìîçíèùóâàòèñü.
Îöå ³ º ùå îäíà êîìïîíåíòà âäàëî¿

ïðåçåíòàö³¿ — íà÷åáòî íåïåðåäáà÷åíà
ãðà òâîð³â ó àíñàìáë³, ÿêó îðãàí³çóº
êóðàòîð.

Âàð³àíò³â íàö³îíàëüíèõ ïðåçåíòàö³é
áóëî áåçë³÷, ò³ëüêè â÷èñÿ ³ âèáèðàé,
ùî á³ëüøå ï³äõîäèòü. Ìåíå äóæå
çäèâóâàâ ôðàíöóçüêèé ïàâ³ëüéîí.
Ìèñòåöòâî íà ð³âí³ äóæå äîðîãîãî
äèçàéíó, âèñòàâêà ôàêòè÷íî ñêëàäàëàñÿ
ç òðüîõ îêðåìèõ òåõí³÷íî âèòîí÷åíèõ
ñêëàäîâèõ — ì³í³ìàë³ñòè÷íèé äèçàéí,
ìóçè÷íèé êë³ï òà ìóëüòô³ëüì. ² âñå
ïîâ'ÿçàíî â ºäèíó ñòðóêòóðó ÷åðåç
ôåºð³þ â³áðóþ÷îãî ñâ³òëà. Íà ôîí³
òàêîãî òåõí³çîâàíîãî åñòåòèçìó âðàæàº
ïîâíà â³äñóòí³ñòü òÿæêèõ ïèòàíü æèòòÿ
³ ñìåðò³, ïîâíà â³äñóòí³ñòü ÿêî¿ñü
äðàìè ÷è ñóìí³âó. Ìîæëèâî, ôðàíöóçüêà
êóëüòóðíà ïîë³òèêà ÿêðàç ó òîìó 
é áóëà, ùîá ïðîäåìîíñòðóâàòè óí³êàëüí³
òåõí³÷í³ ìîæëèâîñò³ ³ áåçïðîáëåìí³ñòü
³ñíóâàííÿ ëþäèíè. Ùî äóæå ð³çíèòüñÿ
â³ä íàøîãî ìèñòåöòâà: îñòàíí³ì ÷àñîì
í³áèòî ³ñíóº çàìîâëåííÿ äëÿ ìèòöÿ —
óâåñü ÷àñ ïîêàçóâàòè âëàñíó äðàìó. 
² öåé êâàç³-íàêàç áàãàòî õóäîæíèê³â
ïðîäîâæóþòü âèêîíóâàòè.

Â ÷îìó áóëè ðåàëüí³ ïðè÷èíè ñàìå
òàêî¿ ïðåçåíòàö³¿ ó êîæíî¿ êðà¿íè — 
íà Á³ºííàëå ìîæíà áóëî ðîçãàäóâàòè, 
ÿê ðåáóñ. Çðîçóì³ëî, ùî çà óñ³ìà
ïðîåêòàìè ñòî¿òü êóëüòóðíà ïîë³òèêà,

T
ypically each country sets itself
new goals every time it 
participates in the Venice

Biennale. A country that first 
participates in the Biennale may play
with its national symbols as some
Eastern countries did this year. 
At the same time they, however, tried
to demostrate how they mastered 
the contemporary art language. Ukraine
also could use the strategy and 
present its traditional embroidery
ornaments in the unusual manner 
to decorate exhibition spaces
as Taiwan did in its 
pavilion. It would be an
interesting thing because
those ancient ornaments 
contain coded information we
are hardly able to read.

Estonia that also first
presented its art at the
Biennale went another way: 
it presented works of two
young video artists which won
recognition from public and
seemed relevant within the
context. The exhibition space
was designed in the 
traditional «white cube» way;
though it was obvious that
production of the works was
not too expensive, the 
exhibition looked lively,
professional and ironical. 
On the second floor of the
building there was an African group
show arranged in the «old» interior.
The works were «inscribed» very 
skilfully and stylishly within the
Italian palazzo interior. In this case
it was the curator's contribution that
made the works more spectacular. 
In a neutral exhibition space they
could look more ordinarily. So the
quality of presentation is as 
important as the quality of art itself
because a skilful curator can made the
coexistence of different artists more
visually effective. The exhibition 
is a complex system where artistic
ideas can interact enriching each
other or can destroy each other.

There were national presentations 
of various types at the Biennale. 
All them gave a lot of useful facts
and information to examine. I was
amazed with the French pavilion that
presented art somewhat similar to the

very expensive design. In fact the
exhibition consisted of three separate
technically sophisticated components:
the minimalist design, musical piece
and cartoon. All them were united into
the whole through vibrating light
effects.

What struck me about that 
manifestation of technologized 
aestheticism was the total absence of
reflection on such painful issues as
life and death, the total absence of
drama and doubts. Perhaps in this case
the French cultural strategy was to
demonstrate the unique technological
possibilities and problemless concept
of human life. On the contrary, in
Ukraine, there is a sort of order for

an artist to
demonstrate
her/his inner
drama. And many
artists 
continue 
to carry out 
the order.

It was like
an easily
solved rebus to
identify the
real reasons
behind each
national 
exhibition at
the Biennale.
No doubt that
each project
represented not
merely best
artists but the
cultural 

policy, image of the country. Take the
US pavilion: I suppose it was quite
difficult to select one artist among
the great number of prominent artists.
This year USA presented a very 
interesting artist but the choice, 
I think, was largely caused by the
desire to demonstrate the pluralism 

Íàòàë³ÿ Ô³ëîíåíêî, êóðàòîð ïðîåêò³â
ñó÷àñíîãî ìèñòåöòâà

Natalia Filonenko, contemporary art
exhibitions curator
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Òðåáà íå çàáóâàòè, 
ùî íàö³îíàëüíà ïðîãðàìà
Âåíåö³éñüêî¿ Á³ºííàëå 
íå çàäàº íîâèõ íàïðÿìê³â
ó ñó÷àñíîìó ìèñòåöòâ³:
íàö³îíàëüí³ ïàâ³ëüéîíè, 
³ íàâ³òü çàãàëüíà
êóðàòîðñüêà âèñòàâêà, 
íå ñòàâëÿòü ñîá³ çà ìåòó
âèä³ëèòè íîâ³ ïðîâ³äí³
õóäîæí³ òåíäåíö³¿. 
Öå íå îçíà÷àº, 
ùî ó âèñòàâêó Ãàðàëüäà
Çååìàííà ä³éñíî ïîòðàïèëè
íàéêðàù³. Ñüîãîäí³ 
â ñâ³ò³ ³ñíóº òàêà
ê³ëüê³ñòü ÿê³ñíîãî

õóäîæíüîãî ïðîäóêòó, ùî âèä³ëèòè
ä³éñíî íàéêðàù³ ³ìåíà ïðîñòî
íåìîæëèâî. Öå ïîòðåáóâàëî á òàêîãî
äîñë³äæåííÿ, íà ÿêå îðãàí³çàòîð íå ìàº
íàâ³òü ô³çè÷íèõ ìîæëèâîñòåé. Òîìó äëÿ
Óêðà¿íè, êóäè çíàí³ êóðàòîðè âåëèêèõ
ïðîåêò³â ïðîñòî íå äî¿æäæàþòü, âîë³þ÷è
â³äáèðàòè íàøèõ íà òàìòåøí³õ
âèñòàâêàõ, Âåíåö³ÿ äàº îñîáëèâèé øàíñ
ïîêàçàòè òâîð÷³ñòü äåê³ëüêîõ
õóäîæíèê³â. Â ïðèíöèï³, ï³ñëÿ
ïåðåãëÿäó òàêî¿ âåëè÷åçíî¿ ê³ëüêîñò³
àðòåôàêò³â çãàäóºø ëèøå òå, ùî
«çà÷åïèëî çà æèâå», â ÷îìó º ðåàëüíà
åíåðã³ÿ õóäîæíèêà. Çãàäóþ÷è ¿¿, ëþäè
ðîç'¿äóòüñÿ ïî ñâ³òó — à öå íåìàëî,
êîëè òâîþ ðîáîòó ïàì'ÿòàþòü äåñü òàì,
ó äàëåêîìó êóòêó ³íøî¿ ï³âêóë³.

A tourist does not make the in-depth
analysis of trends. For him/her both
the French pavilion and the Ukrainian
tent would be equally amusing.

We should not forget that the Venice
Biennale does not provide new 
directions for contemporary art.
Neither national pavilions, nor the
main curatorial exhibition set the
goal to identify new art trends.

But for Ukraine — which is rarely
visited by curators of major 
international exhibitions who prefer
to recruit Ukrainian artists for their
projects at other prestigious fora —
the Biennale gives a unique 
opportunity to show its artists 
to the world.

In principle, after viewing such 
a great number of artefacts you recall
only those of them which touched you
deeply with their real artistic 
energy. And it is not a trifle when
someone remember your work elsewhere
in distant lands.

³ì³äæ êðà¿íè ó ñâ³ò³, à íå ò³ëüêè
âèá³ð íàéäîñòîéí³øèõ. Â³çüìåìî
ïàâ³ëüéîí ÑØÀ — ïðîöåñ â³äáîðó,
ìàáóòü, íàäçâè÷àéíî óñêëàäíåíèé çà
òàêî¿ ê³ëüêîñò³ õóäîæíèê³â íàéâèùîãî
ð³âíÿ. Ó öüîìó ðîö³ âîíè ïîêàçóâàëè
òâîð÷³ñòü îäíîãî,
ä³éñíî äóæå
ö³êàâîãî, õóäîæíèêà.
Àëå âèá³ð ñàìå éîãî,
ìîæëèâî, ïîâ'ÿçàíèé 
ç áàæàííÿì
ïðîäåìîíñòðóâàòè
äåìîêðàòè÷í³ñòü
àìåðèêàíñüêîãî
ñóñï³ëüñòâà — ³ òîìó
öüîãî ðîêó áóëî
îáðàíî ïðåäñòàâíèêà
ãåé-êóëüòóðè. Ö³ëêîì
â³ðîã³äíî, ùî íà
íàñòóïíó Á³ºííàëå
àìåðèêàíö³
çàïðîïîíóþòü
õóäîæíèêà ç åòí³÷íèõ
ìåíøèí. ²ñíóº ïîë³òêîðåêòí³ñòü, 
ÿêó ï³äêðåñëþþòü íå ëèøå íà îäí³é
³ìïðåç³.

Ïîêè ùî Óêðà¿íà «íå ïîòÿãíå» ÿê³ñü
ñóïåð-òåõíîëîã³÷í³ ïðîåêòè íà êøòàëò
í³ìåöüêîãî ÷è êàíàäñüêîãî ïàâ³ëüéîí³â,
äå óñ³ â³äçíà÷èëè íàäçâè÷àéíî
ðîçâèíóòå, ñêëàäíå ³ äîðîãå
âèðîáíèöòâî. Æèâîïèñ? Áóäå íå òàê
åôåêòíî äëÿ ïî÷àòêó. Òàê³ òîíê³ 
òà äåë³êàòí³ ïðåçåíòàö³¿ ìîæíà ñîá³
äîçâîëèòè (òàê, íàïðèêëàä, çðîáèëà
Áåëüã³ÿ), êîëè âèñòàâëÿºøñÿ âæå áàãàòî
ðîê³â ï³äðÿä. Ïåðøèé áàë â³äð³çíÿºòüñÿ
â³ä ïîâñÿêäåííîãî ñâ³òñüêîãî æèòòÿ.
Óêðà¿íà ïîâèííà, ÿê öå áóâàº â íå äóæå
áàãàò³é ñ³ì'¿, íàéðåòåëüí³øèì ÷èíîì
ïðîðàõóâàòè, ùî ïîêàçàòè, àáè
âèãëÿäàòè äîñòîéíî òà ö³êàâî. 
ßê íà ìåíå, òàêèì âèäîì ñó÷àñíîãî
ìèñòåöòâà íàéêðàùå ìîãëà áóòè
ôîòîãðàô³ÿ, áî ê³ëüêà ôîòî-ñåð³é,
íàïðèêëàä, äâîõ õóäîæíèê³â, ìîãëè 
á âèêëèêàòè íåìàëèé ³íòåðåñ ó ïóáë³êè.
Ùîá «äîäàòè ðóõó», ìîæíà áóëî 
á âëþ÷èòè òàêîæ ê³ëüêà â³äåî-òâîð³â.
Íàì ïîòð³áíî çàðàç ïîïðàöþâàòè 
«íà àóäèòîð³þ», îð³ºíòóþ÷èñü ïåðåä
óñ³ì íà ïðîô³. Ðîçðîáëÿòè íå îñâ³òí³
ïðîãðàìè äëÿ òóðèñò³â, à çàö³êàâèòè
ñïåö³àë³ñò³â, ÿê³ äèâëÿòüñÿ âèñòàâêó
ïåðø³ òðè äí³ ïåðåä îô³ö³éíèì
â³äêðèòòÿì, êîëè äî Âåíåö³¿ ¿äóòü 
óñ³ çíàâö³ é ãðàâö³ ñâ³òó 
ñó÷àñíîãî ìèñòåöòâà. 
Ãëèáîêîãî àíàë³çó òåíäåíö³é òóðèñò 
íå ðîáèòü — â³í ìîæå çàéòè 
äî ôðàíöóç³â, à ïîò³ì ³ ó íàø íàìåò, 
³ éîìó é òå, é ³íøå çäàâàòèìåòüñÿ
îäíàêîâîþ çàáàâêîþ.

of the American society. So they
selected the gay culture representa-
tive. It is quite possible that for
the next Biennale USA will choose an
ethnic minority artist. There is the
political correctness to be stressed
not only at the Biennale.

Now Ukraine is not able to present 
a highly technological project like
those ones exhibited in German and
Canadian pavilions which were regarded
as extremely advanced, complicated and
costly productions. Painting? 
I suppose as for a debut it will have
little effect. One can afford such 
a delicate exhibition, as Belgium did
this year, only after decades of 
participation in the Biennale. There
is the essential difference between
the first ball and routine high life.
Ukraine must carefully analyze what
could be exhibited to look suitable
and interesting. As for me it could 
be photography; several sets 
of photographs by, for expample, two
artists would be able to draw public's
attention. Some video works would «add
motion» to the exhibition. Now we
first of all should work to attract
not tourists but the art professional
community to Ukrainian
art. During the three
preview days before
the official opening
the Biennale brings
together all experts
and players of the
contemporary art
world. 
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ß
ìàâ ùàñòÿ áà÷èòè
ðåñïåêòàáåëüíó 
é âèòîí÷åíî-

êîíöåïòóàëüíó
«Äîêóìåíòó» â Êàññåë³, Á³ºííàëå 
â Ë³îí³, ùî ñòð³ìêî íàáèðàº îáåðòè 
òà ïðåñòèæ, ÿ âèõîäèâ âçäîâæ òà
âïîïåðåê Ñîõî, ×åëñ³, Ãð³íâ³÷-â³ëëåäæ
òà ³íø³ çíàêîâ³ ãàëåðåéí³ ì³ñöÿ 
Íüþ-Éîðêó, ÿêèé óñå ùå çàëèøàºòüñÿ 
íå ëèøå çàêîíîäàâöåì ìîä â ñó÷àñíîìó
ìèñòåöòâ³, àëå ³ éîãî ãðàíä³îçíîþ
åêñïåðèìåíòàëüíîþ ëàáîðàòîð³ºþ…
Òà íåîáõ³äí³ñòü ïîáà÷èòè Á³ºííàëå 
ó Âåíåö³¿ äëÿ ëþáèòåëÿ/ïðîô³ ìèñòåöòâà
ÿ á ïîð³âíÿâ ç íåîáõ³äí³ñòþ õàäæà äëÿ
ïðàâîâ³ðíîãî ìóñóëüìàíèíà. Íåâàæëèâî,
ùî, ÿê âñåñâ³òíÿ õóäîæíÿ àêòóàëüí³ñòü
â çíà÷åíí³, ÿê ïîëþáëÿþòü ñüîãîäí³
ãîâîðèòè, «áðåíäà» àâàíãàðäó, âîíà,
ìîæëèâî, âæå çíàõîäèòüñÿ â «òîíó÷îìó
ñòàí³». Öÿ íàéáàíàëüí³øà ç ìåòàôîð 
íå ñõîäèòü ç âóñò òàê çâàíèõ
«ïðîñóíóòèõ» êðèòèê³â. Âàæëèâî, ùî
Á³ºííàëå äîíèí³ àêòóàëüíà ÿê Ðèòóàë.

Ùî ñòîñóºòüñÿ ïèòàííÿ ïðî ë³äåð³â 
òà àóòñàéäåð³â Á³ºííàëå, éîãî
ëàóðåàò³â òà âèãíàíö³â… Âçàãàë³-òî 
â ìèñòåöòâ³ óñå âêðàé â³äíîñíå òà
ñóá'ºêòèâíå, íàâ³òü ÿêùî ìîâà éäå ïðî
ïðåäñòàâíèöüêå ì³æíàðîäíå æþð³. 
Â ìèñòåöòâ³ íåð³äêî ïðîñòóïàº 
é á³áë³éíå, ó òîìó ñåíñ³, ùî «³
îñòàíí³ ñòàþòü ïåðøèìè». Äî òîãî æ, 
ó ð³øåííÿõ æþð³ íå îñòàííþ ðîëü ãðàº
ôàêòîð ïîë³òêîðåêòíîñò³, ùî íå çàâæäè
ñï³âïàäàº ç âëàñíå åñòåòè÷íèìè
êðèòåð³ÿìè.

Íà öüîãîð³÷í³é Âåíåö³éñüê³é Á³ºííàëå
áåçñóìí³âíèì ë³äåðîì ïåðø çà âñå
âèñòóïèëî ñàìå ñó÷àñíå ìèñòåöòâî, 
ÿêå ïðåçåíòóâàëî ñåáå â ÿêîñò³
ñóïåðïîòð³áíîãî óí³âåðñóìó — âðàæàº,
íàñê³ëüêè âèñîêèé éîãî ñóñï³ëüíèé
ñòàòóñ. ² ç ã³ðêîòîþ ïîì³÷àºø, 
ÿê äàëåêî íàì äî òàêîãî...

Ãîâîðèòè ïðî ÿê³ñü ïðèíöèïîâî íîâ³
òåíäåíö³¿ ó çâ'ÿçêó ç 49-þ Á³ºííàëå 
ÿ á íå âçÿâñÿ. Ìîâà ìîæå éòè ðàäøå ïðî
ï³äíîâëåííÿ òèïîëîã³é, ÿê³ çíàõîäÿòüñÿ
á³ëüøå â ïëîùèí³ ïåðåòðàâëþâàííÿ âæå
â³äîìèõ åêñïîçèö³éíèõ ñòðàòåã³é 
³ òàêòèê, ïåðåêîìá³íóâàííÿ âèäîâèõ,
æàíðîâèõ óïîäîáàíü òà ïðîïîðö³é,
êîðåêòóâàííÿ íþàíñ³â ìîâè, àí³æ ïðî
ãåíåðóâàííÿ ä³éñíî íîâî¿ ô³ëîñîô³¿
ìèñòåöòâà.

Ç êëþ÷îâèìè ð³øåííÿìè ñóää³â 
49-¿ Âåíåö³éñüêî¿ Á³ºííàëå, ÿê³
âèä³ëèëè í³ìåöüêèé òà êàíàäñüêèé
ïàâ³ëüéîíè, à ïåðñîí³ô³êîâàíî: Ãðåãîðà
Øíàéäåðà, ó ïåðøîìó âèïàäêó, Äæàíåò
Êàðä³ôô é Äæîðäæà Ìþëëåðà — ó äðóãîìó,
ñïåðå÷àòèñÿ âàæêî. Àëå ð³øåííÿ 
ö³ ðàäøå ç ðîçðÿäó ñèìïòîìàòè÷íèõ
ïåðåä÷óòò³â òà ïðîòèñòàâëåíü, àí³æ
ñòîâ³äñîòêîâî àêñ³îëîã³÷íèõ. Ïðîñòî 
öèì õóäîæíèêàì âäàëîñÿ â³ä³éòè â³ä òèõ
åêñïîçèö³éíèõ ñòàíäàðò³â, ÿêèìè
ïîñëóãîâóâàëèñÿ á³ëüø³ñòü ³íøèõ
ïàâ³ëüéîí³â. ² ãëÿäà÷åâ³ äî äóø³
ïðèïàëà ñàìå ô³çè÷íà, ðåàëüíà (âîíà 
æ — ô³êòèâíà, à ³íîä³ é ãàëþöèíîçíà)
÷óòòºâ³ñòü ó ïîäîðîæàõ ïî ëàá³ðèíòàõ
òà çàäçåðêàëëÿõ. Àëå çàñîáè ³íòåðàêö³¿
òà ñóãåñò³¿ ïðè öüîìó õóäîæíèêàìè
âèêîðèñòîâóâàëèñÿ íàñò³ëüêè æ ïðîñò³,
ôóíäàìåíòàëüí³ (íàïðèêëàä, çâóê, ð³çí³
â³ä÷óòí³ ò³ëåñíî ïåðåøêîäè, îïòè÷í³
³ëþç³¿), íàñê³ëüêè é âèòîí÷åí³,
òåõí³÷íî çàõìàðí³ — öå áóâ 
ïî-ñïðàâæíüîìó ìóëüòèìåä³éíèé ï³äõ³ä 
äî ³íñòàëüîâàíîãî ïðîñòîðó. Òàêà
óñêëàäíåíà êîìá³íàòîðèêà íàñïðàâä³
çäàâàëàñÿ «òóò ³ çàðàç» ÷èìîñü
íåçâè÷àéíèì ³ âèêëèêàëà êóäè á³ëüøó
ö³êàâ³ñòü, í³æ «ãîëà ³íñòàëÿö³ÿ»
ïîñåðåä ÷è â êóòêó çàëè, í³æ «ãîëà
â³äåîïðîåêö³ÿ» â ÷åðç³ îäíàêîâèõ
black-boxes, àáî é ïðîñòî êàðòèíà,
ïðîñòî ôîòîãðàô³ÿ íà ãîë³ñ³íüê³é
ñò³íö³.

Ìåíå á³ëüøå çàö³êàâèëè íå
íàö³îíàëüí³ ïàâ³ëüéîíè ÿê ïðîåêòè, 
à òâîðè õóäîæíèê³â, â íèõ
ïðåäñòàâëåí³. Ñåðåä íèõ: â³äåî 
Àííè-Ë³ç Ñåìïåð â åñòîíñüê³é
ïðåçåíòàö³¿ òà Ìàðêà Âîë³íãåðà 
ó áðèòàíñüê³é, ãîëîãðàìó Øó-Ì³í Ë³íà 
ó òàéâàíüñüê³é, ôîòîãðàô³¿ Ë³çè Ìåé
Ïîñò ó ãîëëàíäñüê³é… Íåìàëî àâòîð³â,
ùî çàïàì'ÿòîâóþòüñÿ 
³ ó ³íòåðíàö³îíàëüíîìó ïðîåêò³ «Ïëàòî

In
last years I had a opportunity
to see the respectable and
carefully conceptual Kassel's

Documenta, increasingly influential and
prestigious Lyons Biennale, numerous
galleries in Soho, Chelsea, Greenwich
and other parts of New York which has
remained not only the art trendsetter
but the immense art research 
laboratory… Nevertheless, a visit to
the Venice Biennale for an art 
fancier/professional, I guess, can be
compared to the haj for a Muslim. 
No matter that the Biennale as the
world's art actuality is, probably,
sinking, particularly after the
abolition of Aperto.
(Interestingly, many
critics have overused this
trivial metaphor for last
years.) It is important
that the Biennale is still
actual as the Ritual.

As for the leaders and
outsiders of the Biennale,
these positions in art are
extremely relative and 
subjective, even though they
are established by the 
international jury. The last
often becomes the first in art.
Besides, jury's decisions are
caused to a large extent by the 
notorious political correctness factor
which sometimes is at variance with
aesthetic criteria.

The unquestionable leader of the
Biennale was contemporary art itself
which appeared as a highly demanded
universe. I was amazed how high is the
social status of contemporary art.
Unfortunately, the situation around
contemporary art in Ukraine is a long
way from the international one.

I would not dare to say about some
radically new trends revealed at the
49th Biennale. It is possible to speak
of slightly renovated classifications,
of reformulation of previously 
developed exhibition strategies and
tactics, of some changes in curatorial
preferences, and of correction of some
art language details, rather than 
of generating a really new philosophy
of art.

I generally agree with the key 
decisions of the 49the Biennale Jury
which awarded prizes to German and

Canadian pavilions and their artists
Gregor Schneider and Janet Cardiff and
George Miller respectively. But those
decisions were rather grounded on
symptomatic anticipation and contrasts
than totally axiological judgements.
The winners managed to depart from the
exhibition standards most pavilions
adhered to. Visitors appreciated the
physical, real sensuousness of travels
through labyrinths and looking-glass.
Yet to produce the effect, the artists
use both ordinary and fundamental
tools of interaction and suggestion
(particularly sound, bodily perceived
obstacles, optical 
illusions) and
sophisticated
and 

technologically
unimaginable ones. That

was a really multimedia approach
to the installation space. And such 
a complicated combinatorial activity
indeed seemed to many at the Biennale
something unusual and aroused much
more interest than a naked 
installation in the middle of a room
or a naked video projection 
in a typical black-box or a painting/
photograph on a naked wall.

In fact, I pay more attention not to
national pavilions as such but art
works exhibited there. Among them I
would like to note video projections
by Ene-Liis Semper and Mark Wallinger
at the Estonian and British pavilions
respectively, a hologram by Shu Ming
Lin at the Taiwanese and photographs
by Lisa May Post at the Dutch one.
There were many noteworthy artists
presented in Harald Szeemann's 
international project «Plateau of
Humankind». But the conception of his
project did not make strong impression

Îëåêñàíäð Ñîëîâéîâ, àðò-êðèòèê,
êóðàòîð ñó÷àñíîãî ìèñòåöòâà Oleksandr Solovyov, art critic
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ëþäñòâà» Ãàðàëüäà Çååìàíà: Êð³ñò³íà
Ãàðñ³ÿ Ðîäåðî, ²íãåáîðã Ëþøåð, Ëþ÷èíäà
Äåâë³í, Äî-Õî Ñàõ, Õåë³ Ðåêóëà, 
Êð³ñ Êóí³íãåì. Òà íå ìîæó ñêàçàòè, ùî
ñïðàâèëà ãàðíå âðàæåííÿ ñàìà êîíöåïö³ÿ
ïðîåêòó. Ó íüîìó á³ëüøå âãàäóâàëîñÿ
âèâ³ðåíî-ãåîãðàô³÷íå (÷èòàé:
ïîë³òêîðåêòíå) íà÷àëî, í³æ çàäóìàíå
ñöåí³÷íå, øåêñï³ð³âñüêå — ñâ³ò ÿê
Ìàòðèöÿ, Ïëàòî ëþäñüêèõ ïðèñòðàñòåé.
Çàõ³äíîöåíòðèñòñüê³ êóðàòîðñüê³
ñòåðåîòèïè (÷îãî
âàðòà ôðàçà
Çååìàííà ó ñòàòò³
êàòàëîãó Á³ºííàëå:
«Óêðà¿íà — á³äíà
çåìëÿ, ³ æèòòÿ 
â í³é ïàðøèâå»),
íåáàæàííÿ
ðåâ³çóâàòè
³ºðàðõ³¿ êëàñè÷íèõ
³ìåí, àìîðôí³ñòü
òðàêòîâêè
êîíôë³êòó
«ëþäñüêå-
ïîñòëþäñüêå» íàâðÿä
÷è ìîãëè ïîñïðèÿòè
çàãëèáëåíîìó,
ïðîáëåìíîìó,
ðàäèêàëüíîìó, 
à íå ïåðåâàæíî
ð³âíîìó,
ñïëîùåíîìó, ÿê âèéøëî, â³äîáðàæåííþ
Ñöåíè ñó÷àñíîñò³. Íå âèïðàâäàëà ñåáå ³
ïðàêòèêà ïðèçíà÷åííÿ âäðóãå îäíîãî é
òîãî æ êóðàòîðà, íåõàé ³ òàêîãî
àâòîðèòåòíîãî, ÿê Çååìàíí.

ßê öå íå âàæêî êîíñòàòóâàòè, àëå
ÿâíèì àóòñàéäåðîì Á³ºííàëå âèãëÿäàâ
óêðà¿íñüêèé «ïàâ³ëüéîí» — äåáþò âèéøîâ
ïðîâàëüíèì. Ñê³ëüêè áóëî ñêàíäàëüíî¿
âåðåì³¿, ï³îíåðñüêîãî ïàôîñó, ìóñêóë³â,
ïå÷àòíèõ ñë³â òà íåïå÷àòíèõ âèðàç³â,
êðåìó, àäðåíàë³íó, íåçãðàáíèõ
îðãð³øåíü! À â ðåçóëüòàò³? Óêðà¿íà
çàëèøèëàñÿ íàâ³òü íå «á³ëÿ êðàþ», 
à âçàãàë³ «ïîçà êðàºì», çà îãîðîæåþ, 
â ïðÿìîìó òà ïåðåíîñíîìó ñåíñàõ,
ñó÷àñíîãî ìèñòåöòâà.

²íòåðíàö³îíàëüíîìó ãëÿäà÷åâ³
ïîòàºìíèé ñåíñ ïðîåêòà çàëèøèâñÿ
íåäîñòóïíèì, ïîïðè ñïåêóëÿòèâíî
âèðàõóâàíèé êóðàòîðàìè ÷îðíîáèëüñüêèé
ï³äòåêñò, ðóêîòâîðíèé â³ç³îíåðñüêèé
³ëþç³îí³çì í³áèòî â ÿêîñò³ îïîçèö³¿
çàñèëëþ åêðàííîãî, òåõíîãåííîãî
ìèñòåöòâà, ëèöåì³ðíå ðîç³ãðóâàííÿ
ñâ³æîñïå÷åíîãî ì³ôó ïðî çàêðèòó êðà¿íó
Óêðà¿íó, äå â òîìó ÷èñë³ îô³ö³îç
í³áèòî âèò³ñíèâ ñïðàâæíº ñó÷àñíå
ìèñòåöòâî — àâàíãàðä òà àíäåãðàóíä.
Àëå, òèì íå ìåíø, öèì æå ñàìèì
îô³ö³îçîì… òàêèé «àíäåãðàóíä» ³ áóâ
äåëåãîâàíèé äî Âåíåö³¿. Íó ÿê òóò
³íòåðãëÿäà÷åâ³-íåðîçóìíèêó ðîç³áðàòèñÿ
ó âñ³õ íàøèõ ³ðîí³÷íèõ õèòðîñïëåò³ííÿõ!?
Çàòå íà «ð³âí³ ñ³òê³âêè» îêà, òîáòî

on me. Szeeemann suggested rather 
a geographically accurate 
(or politically correct) picture of
the world than scenic, Shakespearean
one — the world as the Matrix, Plate
of human passions — as it had been
intended. There were West-centered
curatorial stereotypes, reluctance 
to review existing art hierarchies, 
an inert interpretation of a conflict
between human and post-human which
hardly contributed to a profound and
radical representation of the Scene 
of contemporary life. The practice 
to appoint Szeemann the curator of two
Biennale running also proved to be
ineffective.

Unpleasantly enough, the Ukrainian
«pavilion» at the Biennale seemed 
a doubtless outsider. There were so
many scandalous intrigues, pioneer
ambitions, strong efforts and awkward
governmental decisions before that!
Why? As a result Ukraine has remained
not on the margin, but beyond the 
margin, the fence, in the literal and
figurative sense of the word, 
of contemporary art.

Ukrainian curators speculatively
relied on Chornobyl disaster 
implications, on the handmade 
visionary illusionism as opposed 
to domination of screen and 
technologically generated one, on the
newly shaped myth of Ukraine 
as a closed country where, by the way,
official art oppressed true 
contemporary art — avant-garde and
underground …

(Notably, it was the official art
establishment which delegated the
oppressed Ukrainian contemporary art
to the Biennale.) I suppose it was
quite difficult for a typical
Biennale-viewer to realize all those
ironical hints.

ôîðìè, â³í ç÷èòóâàâ óñå, ðîáëÿ÷è
î÷åâèäí³ äëÿ ñåáå âèñíîâêè ùîäî
àðõà¿÷íîñò³ é ïðîâ³íö³éíîñò³ ìèñòåöòâà
Óêðà¿íè.

Íå ìîãëà íå çäèâóâàòè é ïðèì³òèâí³ñòü
ðÿäó ïîëîæåíü êîíöåïö³¿ ïðîåêòó,
íàïðèêëàä, òèðàæîâàíå ïîïñîâî-ì³ñòè÷íå
òëóìà÷åííÿ ºâðàç³éñòâà, ùî íå
âèõîäèòü, ô³ãóðàëüíî âèðàæàþ÷èñü, 
çà ïå÷åí³æñüêî-ïîëîâåöüê³ ìåæ³. ßê

çðèìî ïðîäåìîíñòðóâàëà
Âåíåö³ÿ, ³ñòèííî ïàññ³îíàðå
ºâðàç³éñòâî ñüîãîäí³
çíàõîäèòüñÿ â ³íøîìó ì³ñò³ —
ó ïàâ³ëüéîíàõ Òàéâàíþ,
Ñ³íãàïóðó, Ãîíêîíãó, Êîðå¿,
ÿê³ çìîãëè, íå çð³êàþ÷èñü
ñâî¿õ òðàäèö³éíèõ îñíîâ,
ì³ôîëîãåì, àðõåòèï³â, íàäàòè
¿ì óëüòðàñó÷àñíî¿ äèíàì³êè.
Íå âèòðèìóº æîäíî¿ êðèòèêè 
é ãðóá³ñòü ïðè âèçíà÷åíí³
áàçèñíèõ õóäîæíüî-³ñòîðè÷íèõ
êîíñòðóêö³é êîíöåïö³¿,
ñïàäêîâîñò³ çâ'ÿçê³â. Äî ÷îãî
öåé «ðîçïèñ íà âîºííî-
ïîëüîâîìó ñòàí³» äî àâàíãàðäó
Ìàëåâè÷à, Åêñòåð, Áîãîìàçîâà
òà ³íøèõ, äî ÿêèõ äîñèòü
áåçïàðäîííî é ìàëî ÷èì
âìîòèâîâàíî (ïî áàãàòüîì

ïðè÷èíàì) õî÷óòü ïðèëàøòóâàòèñÿ
«êóðàòîðè â³ä íàìåòó»?

Äî ðå÷³, é ñàì íàìåò â ÿêîñò³
³íñòàëÿö³éíî¿ òà åêñïîçèö³éíî¿ ôîðìè
äàëåêî íå îðèã³íàëüíèé, à íàâïàêè,
÷àñòåíüêî âèêîðèñòàíèé ó ñó÷àñíîìó
ìèñòåöòâ³ «õ³ä» — íàçâó ëèøå òàêèõ
â³äîìèõ õóäîæíèê³â, ÿê Ð³ðêð³ò
Ò³ðàâàíüÿ àáî Òðåíñ³ Åì³í. Àëå
âî³ñòèíó — íàìåò â³ä íàìåòó ð³çíèòüñÿ.

ßê³ æ ìàºìî óðîêè?
Ïî-ïåðøå, îðãàí³çàö³éí³. Çðîçóì³ëî,

ùî êîëè Óêðà¿íà é äàë³ çáèðàºòüñÿ
ïðèéìàòè ó÷àñòü ó íàéñòàð³øîìó ôîðóì³
ñâ³òîâîãî ìèñòåöòâà, íåîáõ³äíî ñòâîðèòè
ìåõàí³çìè ïî-ñïðàâæíüîìó êîìïåòåíòíîãî
â³äáîðó — áåç áóäü ÿêîãî ñàìîçâàíñòâà
³ óñÿêèõ òàì ïñåâäîêîíêóðñ³â òà
âîëÿ÷îãî ëîáá³þâàííÿ.

Ïî-äðóãå, íàñò³ëüêè æ î÷åâèäíî, 
ùî ñó÷àñíîìó ìèñòåöòâó ïîòð³áíî â÷èòè
ïðîôåñ³éíî, ó òîìó ÷èñë³ — 
³ â äåðæàâíèõ õóäîæí³õ âóçàõ. 
Íà ñüîãîäí³øí³é äåíü «òóñîâêà» (äî
öüîãî ìîìåíòó — îñíîâíèé òà ñïîíòàííèé
ïîñòà÷àëüíèê ñó÷àñíèõ àðò-êàäð³â)
âè÷åðïàëà ñåáå: íà êîæíèõ òðüîõ, 
ùî ââàæàþòü ñåáå çà êóðàòîð³â,
ïðèõîäèòüñÿ îäèí ä³þ÷èé ö³êàâèé
õóäîæíèê. Îäèí ëèøå Öåíòð Ñó÷àñíîãî
Ìèñòåöòâà íå â çìîç³ çàïîâíèòè âàêóóì.
À áåç íîâèõ ³ìåí ó íàñ íåìàº
ìàéáóòíüîãî. Ìîæíà çíîâó… ðîçáèâàòè
íàìåòà.

But on the visual/formal level
he/she grasped everything and reached
an conclusion that Ukrainian art was
archaic and provincial one.
Unfortunately, that conclusion does
not agree with the real situation.

Experts could not help wondering
about some primitive formulations,
especially those relating to the
Eurasianism geopolitical philosophy,
put in the preface note to the 
exhibition. The truly creative
Eurasian component was presented not
at the Ukrainian but Taiwanese,
Singaporean, Hongkong and Korean
pavilions. The interpretation of basic
moments of 20th century art history
also does not stand up under scrutiny.
The «army- camp-mural» has nothing 
to do with Malevich's, Ekster's and
Bohomazov's art with which these «tent
curators» try to associate themselves.

So what are lessons learnt from the
participation?

First, organizational ones. It is
necessary to establish a competent
selection procedure preventing i
mposture tactics and aggressive 
lobbying.

Second, it is self-evident that 
contemporary art has to be studied 
in art higher educational institutions
including state ones. Today the
Ukrainian contemporary art community
has exhausted its own resources of
creative individuals: for each active
artist there are three persons who
regard themselves as curators. The
Center for Contemporary Art is not
able to fill that
void. And without
new names there
are no prospects 
for us at the
Biennale. 
We will have to …
install the tent
again.



14Â ³ ä ê ð è ò è é  Ñ â ³ ò  O p e n  W o r l d

�� Ö³íí³ñòü öüîãî,
ÿê ó íàñ ëþáèëè

ãîâîðèòè, ïåðåîö³íèòè íåìîæëèâî. Íàðåøò³ Óêðà¿íà ä³éñíî
ó÷àñíèöÿ öüîãî Á³ºííàëå ï³ñëÿ áàãàòüîõ-áàãàòüîõ ðîê³â.
Çàðàç êàæóòü — âïåðøå, ÿ íå çîâñ³ì ç öèì çãîäåí. Òîìó,
ùî êîëèñü-òî Àíàòîëü Ïåòðèöüêèé îòðèìàâ ó Âåíåö³¿ îäíó
ç íàéâèùèõ íàãîðîä çà ñâîþ êàðòèíó «²íâàë³äè», ÿêà
çàðàç çíàõîäèòüñÿ ó íàøîìó Íàö³îíàëüíîìó õóäîæíüîìó
ìóçå¿. Àëå, âñå æ òàêè, âïåðøå, áî íà ñò³ëüêè ðîê³â íàñ
áóëî ³çîëüîâàíî, ³ ÿêùî óêðà¿íñüê³ ìèòö³ é áðàëè ó÷àñòü 
ó öüîìó, òî ëèøå ó ñêëàä³ ñï³ëüíî¿ âñåñîþçíî¿
«äðóæèíû». Ùî òàêîæ íåïîãàíî: ¿õ çàïðîøóâàëè, ïîâàæàëè,
áóëî áàãàòî ìàéñòð³â óêðà¿íñüêèõ, ÿêèõ íàâ³òü íå

íàçèâàëè óêðà¿íöÿìè, íà æàëü, àëå âîíè áðàëè ó÷àñòü ó öüîìó.
ß íå õîò³â áè âèïåðåäæàòè ïîä³¿, îö³íêó ïîâèíåí äàâàòè ãëÿäà÷,

ïðåäñòàâíèêè ³íøèõ êðà¿í, ôàõ³âö³, ùî âæå íå îäèí ð³ê áóâàëè òóò. ßêùî
ãîâîðèòè ïðî Á³ºííàëå, òóò º ñâîÿ ñïåöèô³êà, äî ÿêî¿ ÿ íàâ³òü íå
ãîòîâèé, áî ÿ òàêîæ íå ò³ëüêè âïåðøå íà Âåíåö³éñüêîìó Á³ºííàëå, àëå é
âïåðøå â ²òàë³¿. Òàê ïðîñòî ñòàëîñÿ. Õî÷à ïðî öå ìè ÷óëè, êîëè ÿ áóâ
ñòóäåíòîì, êîëè âæå áóâ ìîëîäèì õóäîæíèêîì. ß ïðàöþþ ó ö³é ñôåð³ áàãàòî
ðîê³â ³ ó ìåíå, ÿê ó êîæíî¿ ³íäèâ³äóàëüíîñò³, º ñâî¿ «çà», ñâî¿ «ïðîòè».
Îäíîçíà÷íîþ îö³íêè áóòè íå ìîæå. Àëå âàæëèâî, ùî öå â³äáóëîñÿ, é íàø
ïðîåêò âñå æ òàêè ÿêèéñü ³íäèâ³äóàëüíèé, äî ìîçêó ê³ñòîê ñâ³é — ÿ á òàê
ñêàçàâ — çà ãëèáèíîþ ÿêèõîñü íàøèõ òðàäèö³é. Â óñÿêîìó ðàç³, ìè íå
ïîâòîðþºìî í³êîãî, º äóæå ñàìîáóòí³ìè ³ ïðèòîìó íà äóæå ìîãóòíüîìó
êîíòðàñò³. Â ãðîìàäÿíñüê³é, â ïîë³òè÷í³é òðàäèö³¿, ó â³ä÷óòò³ ÷àñó öå
òàêîæ äóæå ñêëàäíî, íåîäíîçíà÷íî. Áàãàòüîì öå ìîæå çäàòèñÿ ³ òàê, ³ òàê,
ÿ æ íå õî÷ó äàâàòè îö³íêè äî ê³íöÿ. Íåõàé öå çðîáëÿòü ò³, äëÿ êîãî öå
ïðèçíà÷åíî. ß, â óñÿêîìó ðàç³, ââàæàþ, ùî öå âäàëà ïðåçåíòàö³ÿ, âäàëèé
òà íàâ³òü, ìîæëèâî, äóæå âäàëèé ïî÷àòîê. Ïðî íàñ ïî÷óþòü, íà íàñ áóäóòü
÷åêàòè. Ëþäÿì äóæå ö³êàâî. Íåîäíîçíà÷í³ñòü ïðîåêòó, éîãî ïåðñïåêòèâí³ñòü
ãîâîðÿòü ïðî òå, ùî çà íàìè ìàéáóòíº. Õîò³ëîñÿ á, ùîá âîíî áóëî äóæå
ìîãóòí³ì ³ äëÿ öüîãî íåîáõ³äíî, àáè ³ óðÿä, ÿêèé äàº ãðîø³ íà òàê³
ïðîåêòè, ÿê ³ â ³íøèõ êðà¿íàõ, ³, çðîçóì³ëî, ñïîíñîðè — íàø³ áàãàò³
ëþäè, ÿê³ ìàþòü ãðîø³, ùîá âîíè ïîâåðíóëèñÿ ñþäè îáëè÷÷ÿì. Íåõàé áè âîíè
ïðè¿õàëè ñþäè é ïîáà÷èëè, ùî öå îçíà÷àº. Íå ìàðíî Òåðåùåíêî ó 1914 ðîö³
çáóäóâàâ ïàâ³ëüéîí, ÿêèé çàðàç, íà æàëü, íàëåæèòü Ðîñ³¿, õî÷à öå íàø
êðàÿíèí, íàø óêðà¿íåöü. Äàé Áîæå, ùîá ç'ÿâèâñÿ òàêèé Òåðåùåíêî çàðàç,
ùîá ìè íàðåøò³ ìàëè ïîñò³éíå ì³ñöå. Íàìåò — öå ìîãóòí³é íàòÿê ³ öå äóæå
äîáðå. Ìîæíà ô³ëîñîôñòâóâàòè íàâêîëî öüîãî äóæå áàãàòî ³, íà æàëü, ìè
ñàì³ íàáàãàòî ãëèáøå ðîçóì³ºìî, í³æ ò³ ³íîçåìö³, êîòð³ éäóòü ïðîñòî
øîêîâàí³ öèì êîíòðàñòîì. Íó, ¿ì ïðîñòî ïîäîáàºòüñÿ, õòîñü ï³äñì³þºòüñÿ,
êîìóñü öå íåçðîçóì³ëå, òà îäíàêîâî çðîçóì³ëî, ùî òóò ùîñü çàêëàäåíî.

Ñüîãîäí³ ìè ä³éñíî ³íòåãðóâàëèñÿ, çðîáèëè äóæå ñåðéîçíèé êðîê. ² ïîñîë
íàø ïàí Ãóäèìà çàââàæèâ, ùî Óêðà¿íó ï³ñëÿ ñüîãîäí³øí³õ äí³â, ï³ñëÿ
Á³ºííàëå, ùå á³ëüøå áóäóòü çíàòè ó ñâ³ò³.

Àíäð³é ×åáèê³í, õóäîæíèê, 
ðåêòîð Óêðà¿íñüêî¿ àêàäåì³¿ ìèñòåöòâ

Ç
ì³ñöÿ
ïîä³¿

Áë³ö-³íòåðâ'þ ç ³äåîëîãàìè «ïåðøîãî óêðà¿íñüêîãî
ïðîåêòó» ó Äæàðä³í³ Íàïîëåîí³÷³, âçÿò³ ñïåö³àëüíèì
êîðåñïîíäåíòîì ÷àñîïèñó «ÊîììåðñàíòÚ Óêðàèíà» Êîñòÿíòèíîì

�� The importance of the event is difficult
to overestimate, as people liked to say in
Soviet era. At last, Ukraine has taken part in

the Biennale. Some people say it is for the first time in Ukrainian history. I
do not agree with them because long ago Ukrainian artist Anatol Petrytsky won
one of the Biennale prizes for his painting «Invalids» which is now in the
National Art Museum of Ukraine. But in a certain sense Ukraine really has par-
ticipated for the first time because
during many years it was isolated from
the outer world, and Ukrainian artists,
if they took part, represented the
Soviet Union.

I don't want to draw some hasty con-
clusions. Viewers and experts from other
countries are the only impartial judges.
As for the Biennale, it has its own
specifics which I hasn't understood yet.
It is my first visit not only to the
Biennale but Italy. I'm engaged in pro-
ducing art for many years and, of
course, have my own preferences and dis-
likes. There can't be an absolute judge-
ment. However, it's important that it
[exhibition] takes place and our pavil-
ion proved to be somewhat individual and
deeply national. Anyway, we don't imi-
tate anyone, we are very original. The
Ukrainian pavilion presents the sharp
contrast with the rest at the Biennale
which resulted from our civic and polit-
ical traditions, our conception of time.
It is also difficult and ambiguous to
comprehend. It can be interpreted in different ways, and I don't want to make a
final judgement. Let experts and viewers do that. Anyway, I believe this is the
good exhibition and, perhaps, the very good start. People will learn of and
wait for us next time. The exhibition arouses lively interest. We see the
ambiguty of our project as a promising factor. I would like we will have the
great future at the Biennale. For this to happen, Ukrainian government, which
provides funding for such a project, as governments do in many other countries,
and sponsors must pay more attention to the event. Let them go here and see
what it is. Our compatriot Tereshchenko well understood the significance of the
Biennale when he built the Russian pavilion here in Venice. Let's hope that new
Ukrainian patrons of art will build a new pavilion for Ukraine. This tent is
the strong hint and it's very well. It is possible to speculate on the project
very much for a long time. Unfortunately, we realize all the implications more
deeply than foreign viewers who leave the pavilion being shocked by the con-
trast. They just like this, one laughs about that, another does not grasp any-
thing, but anyway all visitors feel there is something meaningful here.

Today we have really integrated with [the world's art community], made the
historic step. As the Ukrainian Ambassador to Italy Mr. Hudyma said, after the
Biennale Ukraine will be better known in the world.

Andriy Chebykin, Ukrainian Academy
of Fine Arts President, artist

O n - s i t e
D e b r i e f i n g

The members of the Ukrainian delegation to the Biennale were interviewed by

�� I regarded the very fact that Ukraine
entered the Biennale as positive. The pavil-

ion has interested a great number of people. As soon as we installed the tent
there was a lot of curators around us.

This is the metaphor of the real absence of the pavilion and of the closed
country. In addition, we will install TV sets behind the tent on June 9. It
will form the final image: the real avant-garde and underground is thrown out by
the official culture in Ukraine.

This metaphor is utterly ordinary. The conception was developed by Rayevsky
and Savadov, but other guys modified the project and installed objects here in
Venice.

Today is the opening for press. In this
stage, some deficiencies are usual things.
There are some problems. For example, there
are no TV sets and VCRs in Venice, they were
sold. We are forced to buy them in other
city. That is, there are some ordinary things
… Influential people, curators and something
like them* will come here on June 9. I sup-
pose when the pavilion will be completed,
there will be lines of people.

* There is a sort of pun in the original Ukrainian
text. Mr. Savadov says «curators and murators». In
Ukrainian «mura» means «mess». That is, Mr. Savadov
wants to say something like «curators and other
mess-makers».

Arsen Savadov, artist, participant of the
Ukrainian exhibition at the 49th Biennale

�� ß îö³íþþ ïîçèòèâíî ñàìå ç'ÿâëåííÿ Óêðà¿íè. Ïàâ³ëüéîí çàö³êàâèâ
ïðîñòî ã³ãàíòñüêó ê³ëüê³ñòü ëþäåé. Ìè ò³ëüêè-íî âñòàíîâèëè íàìåò —
òóò óæå áóëà êóïà êóðàòîð³â.

Öå ìåòàôîðà ðåàëüíî¿ â³äñóòíîñò³ ïàâ³ëüéîíó òà ìåòàôîðà çàêðèòî¿
êðà¿íè. Òèì á³ëüøå, 9 ëèïíÿ áóäóòü òåëåâ³çîðè íà çâîðîòí³é ñòîðîí³
íàìåòó. Ñêëàäåòüñÿ ê³íöåâèé îáðàç: ðåàëüíèé àâàíãàðä, àíäåãðàóíä
Óêðà¿íè, ÿêèé âèøòîâõíóòî îô³ö³éíîþ
êóëüòóðîþ. Ìåòàôîðà äèêî ïðîñòà. Àâòîðè ³äå¿
— Ðàºâñüêèé òà Ñàâàäîâ, àëå õëîïö³ áðàëè
ïîâíîö³ííó ó÷àñòü ó â³äïðàöþâàíí³ òà ðóñ³
îá'ºêò³â íà Á³ºííàëå.

Òîìó ùî ñüîãîäí³ ìè ïðèñóòí³ ò³ëüêè ëèøå
íà ïðåñ-â³äêðèòò³, à ïðåñ-â³äêðèòòÿ çàâæäè
â³äáóâàºòüñÿ ç ÿêèìèñü íåäîðîáêàìè, ñüîãîäí³
íå îáîâ'ÿçêîâî áóòè àáñîëþòíî ãîòîâèìè. ª
òðóäíîù³, ó Âåíåö³¿ ðîçêóïëåíî óñ³
òåëåâ³çîðè é â³äåî-ìàãí³òîôîíè, ìè âèìóøåí³
êóïóâàòè öå âñå ó çîâñ³ì ³íøîìó ì³ñö³. Òîáòî
º ÿê³ñü áàíàëüí³ ðå÷³... 9-ãî ïðè¿äå ãîëîâíà
ïóáë³êà, êóðàòîðè-ìóðàòîðè, ³ êîëè áóäå
ãîòîâèé ïàâ³ëüéîí, ÿ äóìàþ ââå÷åð³ òóò áóäå
íàòîâï íàðîäó.

Àðñåí Ñàâàäîâ, õóäîæíèê, ó÷àñíèê óêðà¿íñüêî¿ 
íàö³îíàëüíî¿ ïðåçåíòàö³¿ íà 49-é Á³ºííàëå ó Âåíåö³¿
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�� The conception of the exhibition was composed just before the opening.
This is the first Ukrainian project at the Biennale. That's all. Further
everyone may interprets that in his/her own way. Two Italian artists from
Munich were in ecstasy over the pavilion and cried for joy. They laughed much because they liked it. Laugh is a sound
emotion. You must be a quite intelligent person to laugh at the picture of Chornobyl's disaster. I think only we and
Italians can do it. And nobody else.

My contribution? In the morning I hammered in several tent-pegs. Arsen [Savadov] made some strokes in the center of
the canvas, Panych — on the left side. I don't remember what else. 
It does not matter. Almost all this was done in Kyiv. We just added some details to make this beautiful.

As for the situation around the Ukrainian exhibition, it was just a struggle between artists and bureaucrats. And
that's all. The struggle with bureaucrats in the widest sense. Who is Onuch? A careerist, a loser in art who wanted to
be a curator. As ambitious guys, we don't like all this. This curatorial idea is our commom product. We laughed, joked,
then invented [the project], then brought it here and installed. You know, the artists created all this. This team con-
sists of only artists. Nobody should insult artists at all. They should not be curated after all. We can be curators
ourselves. I curated two exhibitions and can say that is a boring 
business. I don't like this. The curators are quite narrow-minded people in a certain sense: they can't draw.

Our goal was not to make the presentation unexpected. On the contrary, it was our deliberate choice to make something
expected. The tent, Chornobyl, sunflowers are too expected things. 
It is just this unexpectedness which we wanted. Besides, the installation is currently not 
completed. Today we make a first step, further — next steps. A surprise will be presented on the Biennale formal open-
ing day.

Oleh Tistol, artist, participant of the
Ukrainian exhibition at the 49th Biennale

�� Êîíöåïö³þ ïðåçåíòàö³¿ íàïèñàíî íà
ïðåçåíòàö³¿ — öå ïåðøèé óêðà¿íñüêèé ïðîåêò
íà Á³ºííàëå. À îò äàë³ êîæíèé ïðî÷èòóº
òàê, ÿê â³í áàæàº ïðî÷èòàòè. Ò³ëüêè ùî äâà
³òàë³éñüêèõ õóäîæíèêà ç Ìþíõåíó áóëè
ïðîñòî ó ñêàæåíîìó çàõâàò³, ïëàêàëè â³ä
ùàñòÿ ç òîãî, ùî âîíè öå ïîáà÷èëè. Äóæå
ñì³ÿëèñÿ — öå ñïîäîáàëîñÿ. Ñì³õ — çäîðîâà
åìîö³ÿ. Ñì³ÿòèñÿ, äèâëÿ÷èñü íà ×îðíîáèëü,
òðåáà âì³òè. ß äóìàþ, ùî öå âì³ºìî ìè é
³òàë³éö³. Á³ëüøå í³õòî.

Ìîÿ ó÷àñòü? Çðàíêó ÿ çàáèâ ê³ëüêà ê³ëê³â
öüîãî íàìåòó, Àðñåí çðîáèâ ê³ëüêà ìàçê³â
ïî öåíòðó, Ïàíè÷ — çë³âà, íå ïàì'ÿòàþ, ùî
ùå. Öå íå ìàº çíà÷åííÿ. Öå áóëî ó Êèºâ³
ï³äãîòîâàíî, ëåäü íå âñå ñòâîðåíî, à òóò
äîïèñàíî — ùîá êðàñèâî áóëî.

À ñòîñîâíî ñèòóàö³¿ íàâêîëî óêðà¿íñüêî¿
ïðåçåíòàö³¿ — òàê öå ïðîñòî áóëà áîðîòüáà
õóäîæíèê³â ç áþðîêðàòàìè, òà é óñå. Ç
áþðîêðàòàìè ó íàéøèðøîìó ñåíñ³. Îíóõ — öå
æ õòî? Êàð'ºðèñò, íåâäàõà-õóäîæíèê, ùî
õîò³â ñòàòè êóðàòîðîì. À íàì öå íå
ïîäîáàºòüñÿ — ìè æ ãîíîðîâ³. Íàøà
êóðàòîðñüêà ³äåÿ — ñï³ëüíà. Ïîñì³ÿëèñÿ,
ïîøóòêóâàëè, ïðèäóìàëè, ïðèâåçëè,
çáóäóâàëè. Ðîçóì³ºø, öå õóäîæíèêè
ñòâîðèëè. Ó ö³é êîìàíä³ óñ³ õóäîæíèêè. À
õóäîæíèê³â îáðàæàòè âçàãàë³ íå ìîæíà.
Íàâ³òü «êóðóâàòè» ¿õ îñîáëèâî íå òðåáà. Ìè
æ ñàì³ ìîæåìî áóòè êóðàòîðàìè. ß áóâ äâ³÷³
êóðàòîðîì ³ ìîæó ñêàçàòè, ùî ìåí³ íå
ñïîäîáàëîñÿ — íóäíà öÿ ñïðàâà. Êóðàòîðè —
âîíè äîâîë³ îáìåæåí³ ëþäè â ÿêîìóñü ñåíñ³:
ðèñîâàòè íå âì³þòü.

Íàøîþ ö³ëëþ íå áóëî, ùîá ïðåçåíòàö³ÿ
áóëà íåñïîä³âàíîþ. Íàâïàêè, áóëà ïîçèö³ÿ,
àáè öå áóëî î÷³êóâàíèì. Íàìåò, ×îðíîáèëü,
ñîíÿøíèêè — öå íàäòî î÷³êóâàíå. Îñü ó
öüîìó òî é º íåñïîä³âàíêà. Òèì á³ëüøå, ùî
³íñòàëÿö³ÿ ùå íå çàê³í÷åíà íàñïðàâä³.
Ñüîãîäí³ — ïåðøèé êðîê, à äàë³ áóäå
á³ëüøå. Öå ïðîñòî ïåðøèé áåñêèä. Áóäå
ñþðïðèç ÷åðåç òðè äí³, ó äåíü îô³ö³éíîãî
â³äêðèòòÿ Á³ºííàëå.

Îëåã Ò³ñòîë, õóäîæíèê, ó÷àñíèê óêðà¿íñüêî¿ 
íàö³îíàëüíî¿ ïðåçåíòàö³¿ íà 49-é Á³ºííàëå ó Âåíåö³¿
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Âåíåö³¿ ÷óäîâî
ñï³â³ñíóþòü
ïîâàæí³ òðàäèö³¿

òà íåïðè÷åñàíà ñó÷àñí³ñòü, ÷åìí³ñòü òà
âèêëèê, òóðèçì ³ åêñïåðèìåíò, ãîíäîëè òà
³íñòàëÿö³¿, öåðåìîí³¿ é ïåðâåðç³¿. Òàì
ñõîäÿòüñÿ ðå÷³, ÿê³ ïðèíöèïîâî íå ìîæóòü
ç³éòèñÿ: õ³ì³÷íèé ïðåïàðàò, äå ñêëàäîâ³
õèìåðíî¿ ð³äèíè øèêóþòüñÿ ñâ³òëî-òåìíèìè
øàðàìè, ìîâáè äåìîíñòðóþ÷è ðåë³ã³éíó ³äåþ
«íåçëèòòÿ â îäíîìó».

ß íå âåëèêèé ïîøàíîâóâà÷ ìèñòåöòâà òà
êóëüòóðè Ñõîäó, ÿêèìè ÿ ðàäèêàëüíî
ïåðåõâîð³â íà 2-ìó êóðñ³ ³íñòèòóòó, àëå íà
Á³ºíàëå ìåí³ çàñìàêóâàëè ñàìå ñõ³äí³
ïàâ³ëüéîíè. Íàïðèêëàä, Êîðå¿ ³ Òàéâàíþ.
Òàì ñïðàâä³ áóâ ïðèñóòí³é íåï³äðîáíèé
ìîìåíò ïñèõîäåë³êè, ÿêà çäàòíà äî êîíòàêòó
ç ãëÿäà÷åì áåç íàäòî î÷åâèäíî¿
íàâ’ÿçëèâîñò³, òî¿ «ñìóãè ïåðåøêîä», ÿêó
íàì çàïðîïîíóâàëè âåëèê³ «ãëîáàë³ñòñüê³»
êðà¿íè — Êàíàäà, Àâñòð³ÿ, Í³ìå÷÷èíà. Ñõ³ä
âðàæàº íåéìîâ³ðíîþ ö³ë³ñí³ñòþ òà ìàã³ºþ
«áåç ïðàâà ïåðåäà÷³»: ñåíñ íå â àðòåôàêò³
ÿê òàêîìó, à â òîìó, ùî õîò³ëîñÿ ïðîñòî
ñêðèêíóòè â³ä çàõâàòó, ñõîïèâøèñü çà
ñåðöå. Ìåí³ ïðèãàäàëîñÿ òàì, ÿê ãåðîé
Êàìþ, ÿêèé ìð³ÿâ íàïèñàòè òàêèé ðîìàí,
ï³ñëÿ ÷èòàííÿ êîòðîãî çàõîïëåíî âèãóêíóëè
á: «Äàâàéòå ïðèâ³òàºìî íàøîãî êîëåãó,
ïàíîâå!». Íàâðÿä ÷è öüîãî ìîæëèâî äîñÿãòè
â ðåàëüíîñò³, àëå, ÿê íà ìåíå, ñó÷àñíå
ìèñòåöòâî ïîòð³áíî ìàòè ñâîºþ ìåòîþ
äîñÿãíåííÿ â³ä÷óòòÿ ìàã³÷íî¿ çà÷àðîâàíîñò³
îá'ºêòîì. Àäæå ìèñòåöòâî ³ñíóº íå çàðàäè
ïðåñ-ðåë³ç³â, êàòàëîã³â, áóêëåò³â ÷è
íàâ³òü àðì³¿ ³íòåðïðåòàòîð³â (äî ÿêèõ,
îäíàê, ñàì ìàþ ÷åñòü íàëåæàòè). Ó
ïàâ³ëüéîíàõ êðà¿í Ñõîäó ÿ ñïîñòåð³ãàâ, ÿê
äîñêîíàë³ñòü ìîæå áóòè àêòóàëüíîþ. Àëå é
òóò íå òàê ïðîñòî. Çàõ³ä ñòð³ìêî âòðà÷àº
ìèñòåöüêó ³í³ö³àòèâó, â³í òóïöþº íà ì³ñö³,
ìàâïóþ÷è ñàì ñåáå, à Ñõ³ä îçèðàºòüñÿ íà
íüîãî ... ³ éîìó ï³äìîðãóº (Ñ³íãàïóð). Òà
é ÷è ìîæíà ñüîãîäí³ âèä³ëÿòè ¿õ â
êîíêðåòíó ãåîãðàô³÷íó êàòåãîð³þ? ßïîí³ÿ ÷è
Ñ³íãàïóð — öå âæå Çàõ³ä, ñâîºþ äèíàì³êîþ
âîíè òÿæ³þòü äî ÑØÀ.
Ìîæëèâî, òîìó â ÿïîíñüêîìó
ïàâ³ëüéîí³ áóëà ñèëüíà
åêñïîçèö³ÿ, ïîáóäîâàíà íà
³ðîí³÷íîìó îáðàç³
«Ìàêäîíàëüäñà». Àëå ó
Ñõîäó º â çàïàñ³
íåéìîâ³ðíà ô³ëîñîô³÷í³ñòü
äåêîðàòèâíîñò³, êîòðà º
á³ëüøà, àí³æ ïðîñòî
ôàêòóðà, ïîâåðõíÿ,

V
enice is the city which greatly
combines the respectable traditions
and eccentric today's life, the

politeness and provocation, the tourism
and experiment, the gondolas and installa-
tions, the ceremonies and perversions.
This is the place where things unconver-
gent in principle converge; it like 
a chemical compound which components range
in light and dark layers as if demonstrat-
ing the religious idea of unmerging
essences into one.

Although I am not a zealot of the
Eastern culture and arts (I recovered from
this fever long ago), at the Biennale I
liked the «Eastern» pavilions, for exam-
ple, Korean and Taiwanese ones, much more
than others. They had the real psychedelic
air which interacted with a viewer without
evident importunity. Surely, they had no
«hurdle-races» like those created for us
by great globalist countries such as
Canada, Austria, Germany. The «Eastern»
pavilions impress you with the incredible
wholeness and magic. You just want to yell
with enthusiasm. It has nothing to do with
an artifact as such. I remembered there a
hero of Camus' novel who wanted to write a
novel after reading which gray-haired aca-
demics would jump from their seats to
shout enthusiastically: «Messieurs, let us
congratulate our colleague!» In reality,
that hardly could be achievable, however
it seems to me that contemporary art
should seek to arouse the feeling-of-
being-spelled-by-the-object. Art means not
only for press releases, catalogs or even
the army of interpreters to which I have
the honor to belong to. At the pavilions
of the Eastern countries I have seen how
the perfection can be contemporary. Still

Îëåã Ñèä³ð-Ã³áåë³íäà, àðò-êðèòèê
Oleh Sydor-Hibelinda,
art journalist

åï³òåë³é. ² äëÿ ¿¿ ñïðèéíÿòòÿ íå ïîòð³áíå
çàãëèáëåíå ñòóä³þâàííÿ êîàí³â.

Óêðà¿íñüêîìó «ïàâ³ëüéîíó» (òîáòî —
â³éñüêîâîìó íàìåòîâ³ ç ìàëÿðñüêîþ ä³àðàìîþ
ñóìí³âíî¿ ÿêîñò³) áðàêóâàëî ãåòü óñüîãî. ²
ùå ÷îãîñü. Íåïîãàí³ õóäîæíèêè çàÿâèëè ïðî
ñåáå, âèñòóïèëè íà ïðåñòèæíîìó Á³ýííàëå. Î
êåé, ÷åñòü ³ õâàëà ¿ì. Àëå òå, ùî âîíè
òàì ïîêàçàëè, íå ìàº í³÷îãî ñï³ëüíîãî 
ç ¿õ òâîð÷³ñòþ. Íå áóäó ãîâîðèòè ïðî
àâòîðñòâî ö³º¿ åêñïîçèö³¿ , öåé ìîìåíò
âåëüìè óðàçëèâèé, òà «ðóêà» õóäîæíèê³â,
çàÿâëåíèõ ÿê ó÷àñíèêè ïðîåêòó, òóò
íå º â³ä÷óòíà, à öå æ íå «áðèãàäà
áîé÷óê³ñò³â». Ñõîæå íà òå, ùî
õóäîæíèêàì õîò³ëîñÿ îäíîãî —
âòðàïèòè äî ²ñòîð³¿. Öå ¿ì — ç³
ñêðèïîì, ç ðèïîì ³ ñêðåãîò³ííÿì
çóáîâíèì — óäàëîñÿ. Ó ÿêîñò³ êîãî:
ïàí³â ÷è ïîêî¿âîê? À, ìîæå,
«íåâëîâèìîãî Äæî», ÿêèé ³ òàê
í³êîìó íå ïîòð³áåí? ß äèâèâñÿ íà
ëþäåé, ÿê³ ïðåäñòàâëÿëè Óêðà¿íó â
Âåíåö³¿, ³ ö³ ëþäè âèäàâàëèñÿ
ñêóéîâäæåíèìè, ñõàðàïóäæåíèìè,
ìåòóøëèâèìè, âîíè í³ÿê íå ìîãëè
ðîçñëàáèòèñÿ, ùîá îòðèìàòè ñâîþ
ïîðö³þ êàéôó. Îñü âîíè ñâîãî
äîáèëèñÿ, à ðàäîñò³ íåìàº. Òàêå
âðàæåííÿ, ùî âîíè ïðîãðàëè. Âò³ì,
æàëü íå ¿õ, à òèõ, õòî ïðèéäå íà
çì³íó äâà ðîêè ïîòîìó — íà ÷îë³
îñòàíí³õ ãîð³òèìå êàðá «íåâäàõà».

Âæå ¿äó÷è äî ì³ñòà ñâ.Ìàðêà, ÿ
âèïàäêîâî ä³çíàâñÿ, ùî, âèÿâëÿºòüñÿ, áóâ
«ó íàñ» ÿêèéñü êâàç³-êîíêóðñ ïðîåêò³â äî
49-ãî Á³ºííàëå. Êîëè, êîãî, äå? Õòî
âèçíà÷àº ó íàñ êðèòåð³¿, õòî âèãîëîøóº
âåðäèêò? — Òåìíà âîäà â îáëàöåõ. Àäæå ³
ðåéòèíãè ìîæóòü áóòè ñôàëüñèô³êîâàí³. 
Äëÿ òîãî, ùîáè òàê³ êîíêóðñè
«çàïðàöþâàëè», ïîòð³áí³ ÿê³ñü
çàãàëüíîäåìîêðàòè÷í³ óìîâè êóëüòóðíîãî
æèòòÿ. Íå ñêàæó, ùî çàðîäê³â öüîãî ó íàñ
íåìàº — âñå æ çàðàç êðàùå, í³æ â
ðàäÿíñüêèé ïåð³îä, â ïîð³âíÿíí³ ç íèì — ó
íàñ ìàéæå «êàï³òàë³çì». 
ß õî÷ó áóòè îïòèì³ñòîì, òîæ ³ çàê³í÷óþ íà
òàê³é îáíàä³éëèâ³é íîò³.

I should note the West is rapidly losing
its leadership in art; it makes no
progress, mocking itself. The East looks
at the West … winking at it (here I mean
the Singapore pavilion). Besides, should
we put them [the Eastern countries] in the
specific geographic category? Japan and
Singapore, they are Western countries
which are gravitating towards USA by their
dynamics. Probably, because of that the
Japanese exhibition ironically plays with
MacDonald's' image.

But the East has incredible resources
of philosophical decorativeness which is
more than only a texture, a surface,
epithelium and could be apprehended even
without studying koans.

The Ukrainian «pavilion» (I mean that
military tent with a painted diorama of
questionable artistic quality) lacked for
everything and something else. Well, quite
interesting artists promoted themselves
through the participation at the presti-
gious Biennale. My congratulations! What
they exhibited, however, had nothing to do
with their own art. Although I don't want
to discuss such a vulnerable moment as
authorship of the exhibition, «hands» of
artists named as it's creators are not
seen here. And they are not «boychukists»
after all. It seems to me the artists
wanted the only thing, being recorded in
History. Finally they managed to do that,
by hook or by crook. And God knows what
roles the History will assign them, the
masters or servants. When I was looking at
the people who represented Ukraine at the
Biennale, they seemed to me hesitating,
scared, fidgety; they could not relax to
get their portion of joy. Though they
achieved what they set out to do, they
were not happy. They looked like losers.
Yet I have real compassion on those who
will participate at the next Biennale —
they will be stigmatized as losers anyway.

On the trip to Venice I learned by
chance that there was a kind of competi-
tion of projects for the 49th Venice
Biennale in Ukraine. Where, when? Who did
develop the criteria for selection? Who
did announce the verdict? Nobody knows.
Even ratings can be falsified. 
To make such competitions effective,
Ukraine needs real democratization of its
cultural life. Though there are only some
democratic elements in this sector, they
have transformed it into almost «capital-
ist» comparing with that one in Soviet
time. 
I would like to be an optimist, so I con-
clude my notes in this optimistic tone.
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Ò
óðèñò ó Âåíåö³¿ —
öå ëþäèíà ç êàðòîþ
òà äîâ³äíèêîì 

â ðóêàõ, æóðíàë³ñò 
ó Âåíåö³¿ — öå ëþäèíà 
ç òÿæêèìè ïàêóíêàìè
³íôîðìàö³éíèõ
ìàòåð³àë³â. Âæå íà

âõîä³ äî Äæàðä³í³ ïî÷èíàºòüñÿ
òåàòðàë³çîâàíå âðó÷åííÿ ïëàí³â Á³ºíàëëå
³ ïîÿñíåíü äî ìàðøðóò³â, ùî ¿õ, ìèëî
âñì³õàþ÷èñü, ðîçäàþòü ã³ãàíòè íà
õîäóëÿõ. Ó ïðåñ-öåíòð³ çàõåêàí³ â³ä
ñï³ëêóâàííÿ ç áàãàòîìîâíèì íàòîâïîì
àêðåäèòîâàíèõ æóðíàë³ñò³â îðãàí³çàòîðè
ïåðåäáà÷ëèâî äàðóþòü óñ³ì ïëàñòèêîâó
òîðáèíó ÿêà âèòðèìóº âàíòàæ äî 50(!)
ê³ëîãðàì³â ç îô³ö³éíîþ åìáëåìîþ
âèñòàâêè, äëÿ êóïè ïðåñ-ðåë³ç³â,
÷àñîïèñ³â, áóêëåò³â, íàâ³òü CD.
Äâîòîìíèé, ó äâ³ «öåãëèíè», êàòàëîã
âèñòàâêè ïðîäàâö³ ñïåö³àëüíîãî ìàãàçèíó
Á³ºííàëå òåæ çàïàêîâóþòü ó öóïêèé
ïàêåò. Íà íàö³îíàëüíèõ ïðåçåíòàö³ÿõ
ëèñò³âêè, áóêëåòè, êàòàëîãè ³ íàâ³òü
âåëè÷åçí³ àô³ø³ (âèäðóêóâàí³ äëÿ
çðó÷íîñò³ êë³ºíòà äåê³ëüêîìà ìîâàìè)
ëþá'ÿçíî âêëàäàþòüñÿ îáñëóãîþ
ïàâ³ëüéîí³â ó ì³öí³ òîðáèíè ç
ñèìâîë³êîþ êðà¿íè â îáì³í íà â³çèò³âêè.
Ìàñîâàíèé çá³ð ³íôîðìàö³¿, ÿêà
ðîçë³òàºòüñÿ ÷åðåç êîðäîíè ïî ñâ³òîâ³,
ùîá ïåðåòâîðèòèñÿ íà íîâ³ àíàë³òè÷í³
äîñë³äæåííÿ, ñòàòò³, êîíòàêòè. Çà á³ëüø
í³æ ñòîë³òòÿ ³ñíóâàííÿ Á³ºííàëå
â³äïðàöüîâàíî ³ ïðîðàõîâàíî òðàäèö³éí³
³ íîâàòîðñüê³ ìåòîäè ïðîäîâæåííÿ
ïàì'ÿò³ ïðî öþ ïîä³þ, ùîá ìàêñèìàëüíî
ïîâíî çàäîêóìåíòóâàòè, íàïîâíèòè
êîíòàêòíîþ ³íôîðìàö³ºþ,
íàéð³çíîìàí³òí³øèìè â³äîìîñòÿìè ïðîñò³ð
ñâ³òîâèõ ìåä³à. À äîäàéòå äî öüîãî âåá-
ñàéòè — ÿê ñàìî¿ Á³ºííàëå ç àðõ³âîì çà
îñòàííº äåñÿòèë³òòÿ, òàê ³ íàö³îíàëüíèõ
ïðîåêò³â, ÿê³ íàïîâíþþòüñÿ ñâ³æèìè
â³äîìîñòÿìè, íîâèìè ïîñèëàííÿìè íà
ïîÿâó â ïðåñ³ â³äãóê³â, ç ÷àòàìè 
òà ãîñòüîâèìè êíèãàìè, ç äèñêóñ³ÿìè 
òà çàïèòàííÿìè äî òèõ æå æóðíàë³ñò³â,
ÿê³ ó ïðåñ-öåíòð³ Á³ºííàëå çàéìàþòü
÷åðãó á³ëÿ ñòîë³â ç êîìï'þòåðàìè. Îñü
â³í — ³íôîðìàö³éíèé ïîò³ê ëèøå îäí³º¿
õóäîæíüî¿ ïîä³¿ ãëîáàëüíîãî ìàñøòàáó,
ÿêèé íåìîæëèâèé áåç âèêîðèñòàííÿ ÿê
òðàäèö³éíèõ, òàê ³ íàéñó÷àñí³øèõ
òåõíîëîã³é. Õ³áà ùî ïðÿìî¿ òðàíñëÿö³¿ 
â ìåðåæ³ ²íòåðíåò ïîêè ùî íåìàº, áî
òåëåáà÷åííÿ òóò ïðàöþº íåâïèííî.
²íòåðâ'þ áåðóòüñÿ ó âñ³õ ³ ñêð³çü,
íàâ³òü êîëè éäóòü â³ä Äæàðä³í³ ÷è
Àðñåíàëó — ô³ëüìóþòüñÿ, ïðîõîäÿ÷è 
ïî íàáåðåæí³é, ñèäÿ÷è â êàâ'ÿðíÿõ, á³ëÿ
äåðåâ'ÿíèõ øòèð³â ç ïðèâ'ÿçàíèìè
ãîíäîëàìè. Êðîêóþ÷è íàäâóçüêèìè
âóëèöÿìè, î÷³êóþ÷è íà ñòàíö³ÿõ-ôåðìàòàõ

T
he tourist in Venice is 
a man/woman with a map and 
a guidebook. The journalist 

in Venice is a man/woman with bags
tightly packed with various 
information materials. The provision
of information begins at the very
entry to the Giardini where giants on
stilts smilingly distribute Biennale
maps. In the press-center, organizers,
tired of communication with the
polylingual crowd of accredited 
journalists, foresightedly give 
everyone a plastic bag with 
the official Biennale emblem that is
able to carry 50 kg (!) weight for 
a pile of press releases, booklets,
magazines and CDs. In the Biennale
shop salespeople pack massive two 
volumes catalogs of the Biennale 
in thick material bags. At national

pavilions, 
workers helpfully
pack leaflets,
booklets, 
catalogs and even
huge posters (for
the convenience
of clients all
them published 
in several 
languages) in

bags with national symbols in exchange
for your business card.

This is the intensive collection 
of information which then will be 
disseminated all over the world and
transformed in new studies, articles,
contacts. For more than a century of
Biennale's operation experts have
developed both traditional and 
innovative methods to report on and
cover the event in world's media as
complete as possible. In addition to
that some years ago the Biennale web
site was created. Now it stores
Biennale archive for the last decade,
provides guest book and on-line 
discussion facilities, and is 
regularly updated with news reports,
links to publications, etc. Through
the web site everyone can communicate
with the journalists who by the way
stand in lines around computers in the
Biennale press center. So this is 
a general outline of the information
base of an international art event
which includes both traditional and
advanced technologies. There is no
Internet simulcast at the Biennale,
but TV guys provide extensive coverage
of all events here. They interview
everyone everywhere, on quays, in
cafes, beside gondola berths. Walking

Ä³àíà Êëî÷êî, ìèñòåöòâîçíàâåöü,
æóðíàë³ñò

Diana Klochko, art critic,
journalist

along narrow Venetian streets 
or waiting for a «vaparetto» boat, the
only public transportation vehicle
here, you all the time face the pavilion
posters, invitation slogans, special
objects to attract visitor attention to
Biennale exhibitions. The information
is being transformed into the 
advertising. The advertising is being
transformed into the information. Enjoy
it! — All that at your service! Go,
look and then tell people in your 
country about that!

An when you come in your «native»
Ukrainian pavilion — after hunting out
its location in those numerous 
booklets and guidebooks and with the
strong desire to see the home, 
national art — you see only a small
heap of wretched booklets on the
floor. Is that all the First Ukrainian
Project offered the international art
community? Where are the catalogs and
press releases in several languages?
Where are the leaflets to popularize
works of the seven (!) artists 
presented here? Where are the bags
with national symbols and contact
information? Where are the original
souvenir items, badges, bottles with
«sponsor» water, pens, stamps and
other things which is almost necessary
for a newcomer's exhibition? Where 
is the informal and at the same time
pragmatic communication with 
journalists and experts?

The «project without national 
identity» received all visitors coldly
and suspiciously, as if demonstrating
the «virtues» of the totalitarian 
consciousness. As far as I know the
total budget for the project was about
USD 130,000. I suppose that money,
given Ukrainian prices, had to be 
sufficient to prepare an interesting
and spectacular presentation. 
But the problem is not about money but
about a desire to create something
positive while using available 
information campaign methods and 
technologies. It seems to me that
Ukraine should not hire a first-rate
PR professional to develop the First
Ukrainian National Presentation at the
next Biennale. An experienced manager
who is able to work efficiently and
cooperatively with other professionals
would be enough. 
Of course, on condition that we want
not activity for the sake 
of appearances which is usual for
Ukrainians but the frank talk with 
the world on equal terms.

ïîòð³áíèé ìàðøðóò ð³÷êîâîãî òðàìâàþ
«âàïàðåòòî» (êàòåð — ºäèíèé âèä
ãðîìàäñüêîãî òðàíñïîðòó) óâåñü ÷àñ
ïîãëÿäîì íàøòîâõóºøñÿ íà ñòåíäè 
ç àô³øàìè ïàâ³ëüéîí³â, íà âåëè÷åçí³
áàíåðè ç çàêëèêàìè äî ïàâ³ëüéîí³â, 
íà ñïåö³àëüí³ îá'ºêòè, ÿê³ ïðèâåðòàþòü
óâàãó äî ïàâ³ëüéîí³â. ²íôîðìàö³ÿ, 
ùî ñòàº ðåêëàìîþ, ðåêëàìà, ùî ñòàº
³íôîðìàö³ºþ. Êîðèñòóéñÿ — âñå äëÿ òâî¿õ
ïîñëóã, àáè çàáàæàâ â³äâ³äàòè,
ïîáà÷èòè, à ïîò³ì íàïèñàòè, ðîçïîâ³ñòè
äåñü òàì, ó òîìó çàêóòêó ñâ³òó íà ÿê³é
çàâãîäíî ìîâ³!

² êîëè çàõîäèø ó «ð³äíèé» ïàâ³ëüéîí,
ÿêèé äîâãî âèøóêóºø ó òèõ ÷èñëåííèõ
äîâ³äíèêàõ ç óñå ùå ïàëêèì (ï³ñëÿ
óñüîãî ïåðåæèòîãî) áàæàííÿì ïîáà÷èòè
ñâîº, íàö³îíàëüíî-ïèòîìå — á³ëÿ äâîõ
ñò³ëü÷èê³â ó íàìåò³ íàòðàïëÿº íà
ìàëåñåíüêó êóïêó æàëþã³äíèõ áóêëåòèê³â
ôîðìàòó À3, ùî ðîçêèäàí³ ïî äîë³âö³. 
² öå âñå, ç ÷èì «Ïåðøèé óêðà¿íñüêèé
ïðîåêò» çâåðíóâñÿ äî ñâ³òîâî¿ õóäîæíüî¿
òóñîâêè? Äå êàòàëîãè òà ïðåñ-ðåë³çè
áîäàé äåê³ëüêîìà ìîâàìè ñâ³òó? Äå
ëèñò³âêè, ÿê³ ïðîïàãóþòü òâîð÷³ñòü ñåìè
(!) õóäîæíèê³â? Äå òîðáè, òîðáèíî÷êè 
÷è õî÷à á ìàíþñ³íüê³ ïàêåòèêè 
ç îðèã³íàëüíîþ ñèìâîë³êîþ, êîíòàêòíîþ
³íôîðìàö³ºþ òà ïîñèëàííÿìè íà âåá-ñàéò?
Äå, âðåøò³, îò³ ñàì³ âèãàäëèâ³
ñóâåí³ð÷èêè (ïëÿøå÷êè ç «ñïîíñîðñüêîþ»
âîäîþ, êåðàì³êà ç ëîãî, çíà÷êè, ìàðêè,
îë³âö³ ³ ò.ä.), ìàéæå îáîâ'ÿçêîâ³ 
äëÿ «ïåðøî¿ íàö³îíàëüíî¿», ùî íèìè
çáóäæóþòü ö³êàâ³ñòü äî òðàäèö³é êðà¿íè?
Äå ñó÷àñíà, ðîçêóòà ³ ïðàãìàòè÷íà
îäíî÷àñíî, êóëüòóðà ñï³ëêóâàííÿ?

Âîðîæ³ñòþ, íåäîâ³ðîþ, ï³äîçð³ë³ñòþ,
çàêðèò³ñòþ — «÷åñíîòàìè» òîòàë³òàðíî¿
ñâ³äîìîñò³ çóñòð³÷àâ óñ³õ «ïðîåêò áåç
îçíàê êðà¿íè». Çà âèä³ëåíèõ 800 òèñÿ÷
ãðèâåíü, ïðè òîìó ñòàíîâ³ ïîë³ãðàô³¿ ³
ö³íàõ íà ðîáî÷ó ñèëó â Óêðà¿í³, ÿê³
³ñíóþòü ñüîãîäí³, áóëî íàâðÿä ÷è íå
ìîæëèâî äëÿ ãðóïè ïîòóæíèõ «êðåàòîð³â»,
ÿê³ ïðè¿õàëè äî Âåíåö³¿, ï³äãîòóâàòè
ïðåçåíòàö³þ øâèäêî, ÿê³ñíî, ö³êàâî.
Ñïðàâà íå â ê³ëüêîñò³ ãðîøåé, à â
áàæàíí³ ïðèäóìàòè ùîñü ïîçèòèâíå,
âèáèðàþ÷è çì³ñòîâíî íåîáõ³äíå 
ç òðàäèö³é, ìåòîä³â, òåõíîëîã³é, ÿê³
í³õòî íå ïðèõîâóº. Íàâðÿä ÷è ïîòð³áíî
çàïðîøóâàòè äëÿ íîðìàëüíî¿ «Ïåðøî¿
íàö³îíàëüíî¿ ïðåçåíòàö³¿» ÿêîãîñü
ñóïåðñïåö³àë³ñòà, ÿêèé «êðóòî
ïðîï³àðèòü» óêðà¿íñüêó åêñïîçèö³þ. 
Àëå áåç äîñâ³ä÷åíîãî ìåíåäæåðà, ÿêèé
ïðàöþº îïåðàòèâíî ³ íå áî¿òüñÿ çàëó÷àòè
ôàõ³âö³â äî ñï³âïðàö³, íå îá³éòèñÿ.
Çâè÷àéíî, ÿêùî ìè õî÷åìî íå çâè÷íî¿ äëÿ
óêðà¿íö³â «â³äìàçêè äëÿ çâ³òó», 
à ÷åñíî¿, ïîâíîö³ííî¿ ðîçìîâè ç³ ñâ³òîì
ó ïðèéíÿòí³é äëÿ âñ³õ «óïàêîâö³».
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Ñ
ïðàâæí³ì
â³äêðèòòÿì 
äëÿ ìåíå 

íà 49-³é Âåíåö³éñüê³é
Á³ºííàëå ñòàëî òå, ùî ñâ³ò ãîâîðèòü 
íà îäí³é õóäîæí³é ìîâ³, ðîçðîáëÿþ÷è
çàãàëüíó ñòðàòåã³þ, àëå é çáåð³ãàþ÷è
ãîëîñ íàðîäó é òðàäèö³¿. Îñîáëèâî öå
â³ä÷óòíî â íàö³îíàëüíèõ ïàâ³ëüéîíàõ,
³, íàâ³òü íå ï³äõîäÿ÷è äî òàáëè÷îê, 
íå çíàþ÷è îêðåìèõ ãîëîñ³â, óâåñü ÷àñ
â³ä÷óâàºø ñïåöèô³êó. Íå ïðîáóâàòè
âèâ÷èòè öå «õóäîæíº åñïåðàíòî» îçíà÷àº
ñòàòè í³êîìó íå çðîçóì³ëèì òà
íåö³êàâèì, áî í³õòî íå áóäå ñïåö³àëüíî
âèâ÷àòè òâîþ òàðàáàðùèíó, ùîá äèâèòèñÿ
íà òàê³ íåñìà÷í³ ïëîäè.

Òå, ÷îãî íå áóëî â íàøîìó
ïàâ³ëüéîí³, ÷îãî äóæå áðàêóâàëî ñàìå
äëÿ ïåðøîãî çíàéîìñòâà, ÿ ïîáà÷èëà,
íàïðèêëàä, â ïàâ³ëüéîí³ Âåëèêî¿
Áðèòàí³¿, êîòðà âèñòàâëÿºòüñÿ ÷è íå ç
äíÿ çàñíóâàííÿ Á³ºííàëå. 
Íå ëèøå àíãë³éö³, àëå é ÿïîíö³ òà
àìåðèêàíö³ íàéìàëè òàêîãî ã³äà-
ìåíåäæåðà, êîòðèé ïîñò³éíî ïîÿñíþâàâ
ñòðàòåã³þ ïàâ³ëüéîíó óñ³ì áàæàþ÷èì.
²íòåðïðåòàòîð ãîâîðèâ ç ïóáë³êîþ

At
the 49th Venice Biennale 
I found out — and it was 
a real surprise for me — that

the world spoke a common art language
developing the general strategy and at
the same time maintaining national
traditions. That became particularly
evident to me as I was walking through
the national pavilions where one 
perceived certain national originality
even without reading explanations. 
To ignore the Art Esperanto means 
to become uninteresting and 
incomprehensible because nobody will
study your gibberish.

What our pavilion lacked and what it
really needed for the introduction 
I saw, for example, at the British
pavilion. Not only Great Britain, but
also Japan and USA hired guides to
explain the strategy of their 
exhibitions to visitors. Of course,
British art, culture and history were
not a terra incognita for most of the
visitors, but the explanation to
organize visitor's comprehension was
supposed to be obligatory. It seemed
to me that at the Biennale each 
country sought to demonstrate the
sharp sense of contemporaneity and its
own mission in the rapidly changing
world. What we can give the world,
what strategy of cultural development
we choose, what communicative model we
suggest — that was the conceptual
basis of each national pavilion.
Moreover, each of the art works was
not only produced but also experienced
within the country it reprsented.

A wonderful video installation at
the British pavilion showed a scene of
travelers coming through a gate marked
«International Arrivals». The artist
represents a symbolic, existential
situation: departs and arrivals have
become the determinative moment in
modern life which separates a human
being from the crowd. It is examined
not Eros, so popular in the post-
modern art and philosophy, but the
open relations and mutual trust among
people within small groups.

Another strong impression was 
connected with the Eastern Asian
pavilions which contrasted sharply
with the tired reflection demonstrated
by old Europe or sterile United
States. The Japanese pavilion struck

Ëþäìèëà Ëèñåíêî, ìèñòåöòâîçíàâåöü,
Óêðà¿íñüêà àêàäåì³ÿ ìèñòåöòâ

Liudmyla Lysenko, art history lecturer,
Ukrainian Academy of Fine Arts

õâèëèí äâàäöÿòü ï³äðÿä, íîí-ñòîïîì,
ðîáëÿ÷è íåâåëèê³ àíòðàêòè,
ïîïåðåäæóþ÷è: ìè çíîâó çóñòð³íåìîñÿ
÷åðåç ï³âãîäèíè. Äëÿ óñ³õ, õòî òàì
çáèðàâñÿ, ìèñòåöòâî, êóëüòóðà, ³ñòîð³ÿ
Áðèòàí³¿ íå áóëè ÷èìîñü íåâ³äîìèìè,
àëå òåêñò, îðãàí³çóþ÷èé ñïðèéíÿòòÿ,
îáîâ'ÿçêîâî áóâ. Ìåí³ çäàºòüñÿ, êîæíà
êðà¿íà íàìàãàëàñÿ ïðåäñòàâèòè ãîñòðå
÷óòòÿ ñó÷àñíîñò³ é ñâîº¿ ì³ñ³¿ â
ñòð³ìêî çì³ííîìó ñâ³ò³. Ùî ìè ìîæåìî
äàòè, ÿêó ñòðàòåã³þ êóëüòóðíîãî
ðîçâèòêó îáèðàºìî, ÿêó ìîäåëü
ñï³ëêóâàííÿ ïðîïîíóºìî — â³äïîâ³äü íà
ö³ ïèòàííÿ áóëà îñíîâîþ åêñïîçèö³¿
êîæíîãî ïàâ³ëüéîíó, ³ êîæíà ç
äåìîíñòðîâàíèõ ðîá³ò íå áóëà ò³ëüêè-íî
çðîáëåíîþ, âîíà áóëà «ïåðåæèòîþ»
âñåðåäèí³ êîæíî¿ êðà¿íè.

Ó ïàâ³ëüéîí³ Âåëèêî¿ Áðèòàí³¿ áóëî
ïðåêðàñíå â³äåî, êîòðå ðîçïîâ³äàëî ïðî
çóñòð³÷³ òà ïðîâîäè á³ëÿ äâåðåé
àåðîïîðòó. Îáðàíà äóæå «çíàêîâà»,
åêçèñòåíö³éíà ñèòóàö³ÿ: ïðè¿çäè-
â³ä"¿çäè ñòàþòü âèð³øàëüíèì ìîìåíòîì
ñó÷àñíîãî æèòòÿ, äå ëþäèíà
ïðîÿâëÿºòüñÿ é âèä³ëÿºòüñÿ ç íàòîâïó.
Ô³ãóðóº íå Åðîñ, òàêèé ïîïóëÿðíèé äëÿ
ñòèë³ñòèêè òà ô³ëîñîô³¿ «ïîñò», 
à â³äêðèò³ñòü ñòîñóíê³â òà äîâ³ðà
âñåðåäèí³ íåâåëèêîãî êîëåêòèâó. Äðóãå
ãîñòðå â³ä÷óòòÿ — öå äàëåêîñõ³äí³
ïàâ³ëüéîíè, ð³çêî êîíòðàñòóþ÷³ 
ç³ ñòîìëåíîþ ðåôëåêñ³ºþ ñòàðåíüêî¿
ªâðîïè àáî ñòåðèëüíîãî ñâ³òó Àìåðèêè. 
Â ÿïîíñüêîìó ïàâ³ëüéîí³ âðàæàº
òåõíîêðàòèçì, øâèäê³ñòü ñòâîðåííÿ,
ïðîãðàìà ïåðåðîáêè, çàñåëåííÿ ïðîñòîðó
ëþäèíîþ, éîãî ìîá³ëüíîñò³,
îðãàí³çîâàíîñò³, ãíó÷êîñò³. Ïðîáóþ÷è
éòè ïîïåðåäó ïðîãðåñó, öÿ êðà¿íà
îáèðàº äåìîíñòðàö³þ òàêî¿ ïðîãðàìè,
òàêîãî ì³ñöÿ ó ñâ³ò³.

Çðîçóì³ëî, ùîá òàê ïðåäñòàâèòè
êðà¿íó, íàö³þ, ïîòð³áíî ãîòóâàòè
åêñïîçèö³þ äóæå ðåòåëüíî, ïî÷èíàþ÷è
çàäîâãî äî ìîìåíòó ïðåçåíòàö³¿. ²
ïðàöþâàòè íàä öèì ïîâèíí³ êîìïåòåíòí³
ëþäè, ÿê³ âì³þòü ñï³ëêóâàòèñÿ òà
ïðàöþâàòè ðàçîì ç çàðóá³æíèìè
êîëåãàìè. ßêùî òàêèõ íåìàº ó
Ì³í³ñòåðñòâ³ êóëüòóðè — òðåáà òàêó
ñïðàâó äîðó÷èòè òèì, õòî ìàº äîñâ³ä
ó÷àñò³ ó ïîä³áíèõ ì³æíàðîäíèõ çàõîäàõ.
Ïðàãíó÷è óâ³éòè äî ºâðîïåéñüêîãî äîìó,
ìè ïîâèíí³ ïåðø çà âñå íàâ÷èòèñÿ
ïîâàæàòè ñåáå. Íå çàêðèâàòè ïðîáëåìè
ïèøíèìè ñòîëàìè, ïîâòîðþþ÷è ôàëüø
ïàðò³éíèõ îô³ö³îçíèõ çàõîä³â, à
ïðàöþâàòè íàä ³äåÿìè íàéáëèæ÷îãî
ìàéáóòíüîãî. 
² çàëó÷àòè äî â³äêðèòîãî êîíêóðñó, 
äî æóð³, äî îáãîâîðåííÿ òèõ ëþäåé, ÿê³
óñ³ ö³ ðîêè ï³äòðèìóâàëè ïàðîñòêè
ñó÷àñíîãî ìèñòåöòâà. Áî ï³ñëÿ öüîãî

me with its technocracy and rapidness,
with the program of transforming the
human world into a mobile, organized
and flexible one. Since the country
seeks to go ahead of progress it has
chosen this program for its pavilion
at the Biennale.

Surely, to represent a country in
such an impressive way one should 
prepare the exhibition carefully
starting the process long before the
opening. The organizational work
should be assigned to competent 
professionals who will be able to 
communicate and collaborate with their
foreign counterparts. If the Ministry
of Culture of Ukraine has not such
experts, it must hire them. Trying to
enter the common European house, we
first of all must learn to respect
themselves. We must work on ideas for
the nearest future. 
We must select a project for the
Biennale through an open competition
involving people who have made the
contemporary art in Ukraine all these
years in the process both as curators
and jury members.

This trip to Biennale has inspired
many Ukrainian art experts to work
properly, without the hypocritical
nationalist pathos typical for 
projects such as the Ukrainian
Independence Memorial.
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Á³ºííàëå, çàâäÿêè ö³é ïî¿çäö³, 
ó áàãàòüîõ óêðà¿íö³â ç'ÿâèëàñü íå
àïàò³ÿ íà êøòàëò «êóäè íàì», 
à íàâïàêè — àçàðò, áàæàííÿ ïî÷àòè
íàðåøò³ ïðàöþâàòè ïî-ñïðàâæíüîìó, 
äóæå ðàö³îíàëüíî, áåç äåðæàâíî-
íàö³îíàëüíîãî ëèöåì³ðñòâà íà ð³âí³
ôàëüøèâèõ ïàì'ÿòíèê³â 
Íåçàëåæíîñò³.

ß ñêð³çü áà÷èëà (à â ïàâ³ëüéîíàõ
ïåðåìîæö³â, ìîæëèâî, öå é íàäèõíóëî
÷ëåí³â æóð³), ùî º íàìàãàííÿ ïðèìóñèòè
ëþäèíó âçàºìîä³ÿòè ç ìèñòåöòâîì,
ïðîÿâèòè ñåáå â ä³¿, âèéòè íà êîíòàêò,
â³ä³éòè â³ä ô³ëîñîô³¿ ïàñèâíîãî
ñïîãëÿäàííÿ, ïðàöþâàòè 
ç ³íäèâ³äóàë³çìîì. Àäæå îñòàíí³é òàêîæ
íå ìîæå çàëèøàòèñÿ çàâæäè àêòóàëüíèì.
Â îäíîìó ç ïàâ³ëüéîí³â ìåí³
çàïðîïîíóâàëè âçÿòè ìîëîòî÷êà, ùîá
ïîñòóêàòè ïî øìàòî÷êîâ³ çîëîòà, òîáòî
çíîâ, êîëè óæå âñå íàïîâíåíî ïëîäàìè
ïðàö³, òðåáà òðóäèòèñÿ. Ùîá í³õòî 
íå ìàâ ñíîá³çìó, çâåðõíîñò³, ÿê
äåðæàâíî¿, òàê é ³íäèâ³äóàëüíî¿.

Íå áóäó ïîâòîðþâàòè, ùî íàø
ïàâ³ëüéîí — öå ñîðîì, ñèòóàö³ÿ
íàáàãàòî ñåðéîçí³øà. Òîìó ùî ïðî
Óêðà¿íó ñóäèëè, çàõîäÿ÷è ó öåé 
áðèäêèé òà æàëþã³äíèé íàìåò, 
³ â ìåíå ñêëàëîñÿ âðàæåííÿ, ùî
ñüîãîäí³ ìè â õóäîæíüîìó ñåíñ³
ÿâëÿºìîñÿ ñàìå òèì, ùî ³ ÿê òóò
ïðîäåìîíñòðîâàíî. Ïîêè ùî ìè íà
ìàðã³íàë³ÿõ, çáîêó ïðîöåñó, ò³ëüêè 
é ìîæåìî, ùî ïèñàòè îë³ºþ êàðòèíè, 
à öèâ³ë³çàö³ÿ íàâ³òü çàâàæàº íàø³é
÷óäîâ³é ïðèðîä³. Ãîðèòü ×îðíîáèëü,
ë³í³¿ åëåêòðîïåðåäà÷ ïåðåòèíàþòü
ñ³ëüñüêîãîñïîäàðñüêèé ïåéçàæ 
ñ ñîíÿøíèêàìè. ² íåìàº àí³ ñëîâà 
ïðî òå, ÿê ìè çáèðàºìîñÿ âñòàíîâëþâàòè

çâ'ÿçêè ³ ñï³ëêóâàòèñÿ ç ñâ³òîì. Êîëè
çà íàìåòîì ç'ÿâèëèñÿ òåëåâ³çîðè —
ñòàëî ùå ã³ðøå. Îöÿ ñîö-àðò³âñüêà òóïà
ñèòóàö³ÿ â ñï³ââ³äíîøåíí³ ç òèì, ùî
âñåðåäèí³ íàìåòó, âèãëÿäàº ï³äîçð³ëèì

äèñîíàíñîì. ×è òî —
ïðåçåíòàö³ÿ îêðåìèõ
âèñêî÷í³â, õàé íàâ³òü ³
ñòîêðàòíî «â³äêàòàâøèõ»
âëàñíå ìèñòåöòâî íà çàõîä³,
÷è òî äåìîíñòðàö³ÿ òîãî, ÿê
¿ì ñîðîìíî íà ëþäÿõ áóòè
ðàçîì? ² óñå öå ï³äòðèìóºòüñÿ
áþðîêðàòè÷íîþ ñèòóàö³ºþ,
ëþäüìè, ùî íå äîïóñêàþòü ñþäè
ïðîåêòó, ï³äãîòîâàíîãî
Öåíòðîì Ñó÷àñíîãî Ìèñòåöòâà.
Àëå ÷èíîâíèêè íå êàéô ëîâèòè
ñþäè ¿çäÿòü, à âèâ÷àòè 
³ ïðîðàõîâóâàòè, ùî 
ïîòð³áíî çðîáèòè íàñòóïíîãî
ðàçó, àáè âèãëÿäàòè äîáðå.
Âîíè ïîâèíí³ çàäàòè ïèòàííÿ: 

ÿê íàì çíàéòè ñåáå â ñâ³ò³, ÿêùî íàøå
âõîäæåííÿ ïî÷àëîñÿ ç åêîíîì³÷íî¿
êðèçè, ç äåâàëüâàö³¿ óñ³õ ö³ííîñòåé, ç
åêîëîã³÷íîãî ëèõà? Ïîêè ùî íåìàº ÷îãî
ðåêëàìóâàòè ó ö³é êðà¿í³ — í³
òðàä³éíîãî îáðàçó æèòòÿ 
òà éîãî ö³ííîñòåé, àí³ ãàñòðîíîì³÷íèõ
ðàäîù³â, ÿê³ á ïîÿñíèëè õóäîæíüîìó
ñâ³òîâ³, ùî æ öå çà ùå îäíà êóëüòóðà,
ÿêà ³ñíóº â ñâ³ò³. 
² äàé Áîã, ùîá ò³, õòî íå÷åñòíî
âòðàïèâ ÷åðåç öþ ïàëàòêó íà Á³ºííàëå,
çðîáèâøè óêðà¿íñüêó åêñïîçèö³þ
àíòèêóëüòóðíîþ, çðîçóì³ëè: òàêå
ñòàâëåííÿ âæå íå ìîæå áóòè çàñîáîì
âòðàïëåííÿ íà òàêå ïðåñòèæíå ³ äóæå
â³äïîâ³äàëüíå âèäîâèùå.

Everywhere at the Biennale
I saw efforts to generate
the interaction between a
viewer and art directed
towards overcoming the phi-
losophy of passive contempla-
tion and human individualism.
At one of the pavilions I
was invited to hammer on a
golden plate. That means that
you must work again adding
something to a finished art
piece and putting aside your
snobbery and arrogance.

Needless to say that the
Ukrainian pavilion at the
Biennale was real disgrace
both to Ukraine and Ukrainian art in
general since visitors formed their
opinions about Ukraine viewing that
nasty and 
miserable tent. And it seems to me
that today Ukrainian art is really
what was exhibited at the 49th Venice
Biennale. We still are on the margins
of the international art world. The
only thing we are able to do is oil
painting. And the civilization has
damaged our beautiful nature. The
Chornobyl plant is burning, the rural
landscape is crossed with power lines.
(This is the subject of the diorama
installed inside the tent.) And not a
word about how we going to establish
contacts and communicate with the
world. That installation became worse
when TV sets were put near the tent.
This banal Sots Art styled situation
looked suspiciously dissonant if com-
pared with that stuff in the tent. I
wonder whether it was a presentation
of several parvenus, no matter how
internationally recognized, or demon-
stration of how they were ashamed of
being on view together? And that was
done under protection of Ukrainian
bureaucracy which prevented Kyiv's
Center for Contemporary Art from par-
ticipating at the Biennale.

The bureaucrats must analyze thor-
oughly what they saw at the 49th
Venice Biennale and what should be
done to make Ukrainian art exhibition
at the next Biennale better. They must
ask themselves: how we should further
form our identity in the world if we
started to enter the international
community with the economic crisis and
the ecological disaster neglecting all
the human values? Today Ukraine has

nothing to popularize: neither
a traditional way of life and
its 
values, nor gastronomic pleas-
ures which can tell the
international art community
about its culture. And let us
hope that those who got the 
opportunity to participate in

the Biennale through intrigues and
created that anti-cultural exhibition
will understand: such behaviour is 
unacceptable method to join the 
prestigious and important forum.
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Ä
ëÿ ó÷àñò³ 
â òàêèõ
ìàñøòàáíèõ

ì³æíàðîäíèõ ïðîåêòàõ, ÿê Âåíåö³éñüêà
Á³ºííàëå, ïîòð³áíà äóæå äîâãà êîï³òêà
ï³äãîòîâêà, ÿê îðãàí³çàö³éíà, òàê 
³ õóäîæíÿ. ² òå, ùî ïðåçåíòóâàëè íà
49-é Á³ºííàëå ³íø³ êðà¿íè, àæ í³ÿê íå
áóëî âèïëîäîì äâîì³ñÿ÷íî¿ «òèòàí³÷íî¿»
ïðàö³. Â îñíîâ³ óñ³õ åêñïîçèö³é áóëè
«îáêàòàí³» ïðîåêòè, ³ íàâ³òü ÿêùî
ïåâíà êðà¿íà ç òèõ ÷è ³íøèõ ïðè÷èí íå
çìîãëà çíàéòè ñâîãî òàêîãî ïðîåêòó,
âîíà çàïðîøóâàëà õóäîæíèêà ç ³íøî¿
êðà¿íè. Òàê çðîáèëà Þãîñëàâ³ÿ,
çàïðîñèâøè Îëåãà Êóëèêà, ì³æ ³íøèì —
óêðà¿íöÿ çà ïîõîäæåííÿì. ßê íà ìåíå,
Óêðà¿íà, ùî äåñÿòèë³òòÿìè ³ñíóâàëà
ïîçà ìåæàìè ñâ³òîâîãî ïðîöåñó, ìîæíà
ñêàçàòè «âàðèëàñÿ ó âëàñíîìó ñîêó» 
³, äî ðå÷³, äóæå áàãàòî íàïðàöþâàëà
ä³éñíî óí³êàëüíîãî, íå ïîâèííà áóëà
«íàøâèäêîðó÷» ãîòóâàòè íîâèé ïðîåêò,
à, ñåðéîçíî ïðîàíàë³çóâàâøè, ïîäàòè
ñåðéîçíèé, ìîæå ò³ëüêè â Óêðà¿í³
çíàéîìèé, óñï³øíèé ïðîåêò. Áî ôàõ³âö³â
ì³æíàðîäíîãî ð³âíÿ íå ââåäåø â îìàíó.
Ä³îðàìà ó íàìåò³, ÿêó ìè ïîáà÷èëè 
ó Âåíåö³¿, íà æàëü, äóæå çðîçóì³ëà
áóëà ò³ëüêè íàì, óêðà¿íöÿì, áî
â³äïîâ³äàº íàø³é ä³éñíîñò³, íàøîìó
ñüîãî÷àñíîìó æèòòþ, â ÿêîìó óñå êèìîñü
ïåðåðîáëÿºòüñÿ áåç
çãîäè åêñïåðò³â,
³ñòîðèê³â,

êóëüòóðîëîã³â, âçàãàë³ ôàõ³âö³â.
Íàïðèêëàä, ÿê ç ìîíóìåíòîì 10-ë³òòþ
Íåçàëåæíîñò³ â Êèºâ³, ïðîòè
áóä³âíèöòâà ÿêîãî âèñóâàëèñÿ âàãîì³
àðãóìåíòè áàãàòüìà ôàõ³âöÿìè.

Ç óêðà¿íñüêîþ åêñïîçèö³ºþ íà
Á³ºííàëå ñòàëîñÿ òå æ ñàìå, äî ÷îãî ìè
çâèêëè â ïîâñÿêäåííîìó æèòò³ Óêðà¿íè:
íàñêîðî ïðîäóìàâøè, çë³ïèëè ùîñü òàêå,
ó ÷îìó íå áóëî ÷³òêî ñôîðìóëüîâàíî¿
êîíöåïö³¿. Áàãàòî â³äâ³äóâà÷³â íàâ³òü
íå çíàëî, ùî äåñü òàì, çà ïàðêàíîì
Äæàðä³í³ Íàïîëåîíè÷³, ³ñíóº óêðà¿íñüêèé
ïðîåêò, îñê³ëüêè íå áóëî æîäíî¿
«âêàç³âíî¿ òàáëè÷êè», íå êàæó÷è âæå
ïðî íàïèñ ç íàçâîþ äåðæàâè, ÿê öå áóëî
íà ïàâ³ëüéîíàõ ³íøèõ êðà¿í-ó÷àñíèöü. 
À òå, ùî íàìåò áóâ ðîçì³ùåíèé çà
ìåæàìè òåðèòîð³¿ ãîëîâíèõ ïàâ³ëüéîí³â,
íå ìàëî òàêîãî âæå é îñîáëèâî
âàæëèâîãî çíà÷åííÿ — áî ïðåçåíòàö³¿
áàãàòüîõ íàö³îíàëüíèõ åêñïîçèö³é
ïðîõîäèëè â ð³çíèõ ì³ñöÿõ Âåíåö³¿, ³
áóëè ïëàíè ¿õ ðîçòàøóâàííÿ ¿õ, àô³ø³,
á³ã-áîðäè, íà ÿê³ ëþäè ðåàãóâàëè ÿê íà
àêòóàëüíó ³íôîðìàö³þ, à òîìó íà öèõ
ïðåçåíòàö³ÿõ áóëî áàãàòî â³äâ³äóâà÷³â.
À ìè — ÿê ñèðîòèíêè, ùî íå ìàþòü
ùîíàéìåíøî¿ êðàïëèíêè íàö³îíàëüíî¿
ñàìîïîâàãè. Êîëè ãëÿäà÷³ ï³ä'¿æäæàëè
àáî ï³äõîäèëè äî ì³ñöÿ ïðîâåäåííÿ
Á³ºííàëå â Äæàðä³í³, íà àëå¿ ïåðåä
ãîëîâíèì âõîäîì ïðîâîäèëèñÿ ÿê³ñü
ì³í³-çàõîäè, ç³áðàëîñÿ ÷èìàëî ëþäåé,
ùî íå ìàëè çàïðîøåíü äî ïàâ³ëüéîí³â,
àëå õîò³ëè ùîñü ïîáà÷èòè. Ñàìå ¿õ ³
òðåáà áóëî «çàìàíþâàòè» íà óêðà¿íñüêó
ïðåçåíòàö³þ, ðîçäàþ÷è áóêëåòèêè,

çàïðîøåííÿ, êàòàëîãè. Ìåí³
çäàºòüñÿ, çàíàäòî áàãàòî 
â îðãàí³çàö³¿ òà ïðîâåäåíí³
óêðà¿íñüêîãî ïðîåêòó âàæèëè
àìá³ö³¿, áî ó ìåíå ñêëàëîñÿ
âðàæåííÿ, ùî é õóäîæíèêè,
çàÿâëåí³ ÿê ó÷àñíèêè
óêðà¿íñüêî¿ åêñïîçèö³¿,
çàëèøàëèñÿ íå çàäîâîëåíèìè
òèì, ùî âèéøëî. Íà ìîþ äóìêó,
âîíè ÷óäîâî çíàëè, ÿê òàêîãî
ðîäó ì³æíàðîäí³ õóäîæí³
ôîðóìè âëàøòîâóþòüñÿ, ÿêèìè 
º âèìîãè, ÿêà êîíêóðåíö³ÿ
³äåé. ßê äîñâ³ä÷åí³ ìèòö³
ì³æíàðîäíîãî ð³âíÿ, âîíè ìàëè
á â³ä÷óòè ùå íà ï³äãîòîâ÷³é
ñòàä³¿ ê³íöåâèé ðåçóëüòàò 
³, ìåí³ çäàºòüñÿ, â³äìîâèòèñÿ
â³ä ó÷àñò³. Ç ÷èì ¿ì ¿õàòè 
äî Âåíåö³¿? 

An
exhibition for such an
enormous international
project as the Venice

Biennale needs careful 
preparatory 
work, both 
organizational
and creative.
What other 
countries 
presented at the
49th Venice
Biennale were not
a fruit of
«titanic» two
months efforts
(as in the
Ukrainian case).
All the 
exhibitions were
based on well
tested projects.
And when some
countries could
not find a proper
own project for
certain reasons,
they invited artists from other coun-
tries. Yugoslavia, for example, invit-
ed Oleg Kulik who by the way is
Ukrainian by birth. As for me, Ukraine
which has been isolated from the
international art world for decades
(nevertheless during the 
period Ukrainian artists managed to
create many really unique works)
should not have prepared in haste 
a new project for the Biennale. It
should have presented, after serious
consideration, a significant project,
maybe earlier presented only within
Ukraine. It is hard to deceive 
international experts with the diorama
in the tent. That diorama, 
unfortunately, was understandable only
to us, Ukrainians, because it 
corresponded to our reality, our today
life where everything is being remade
without consulting with experts and
professionals. Take, for example, the
case of the Ukrainian Independence
Memorial. Though many experts raised
reasonable objections to the project,

it is now under construction.
I'm afraid that this 
incompetency would have not
only evident but evidently
tragic consequences in the
future.

The Ukraine's pavilion at
the Venice Biennale was 
organized in the same way
Ukrainians often faced in
their everyday life. The 
concept of the exhibition was
badly formulated and the show
itself was awkwardly arranged.
Many visitors of the Biennale
even did not know that there
was Ukrainian national 
pavilion somewhere outside the
Giardini Napoleonici since
there was no arrow pointed to
it not to mention of a country

sign as it was at other national
pavilions. And it was not so important
that the tent was located outside 
of the area of key pavilions — many
national exhibitions also were located
in various parts of the city but their
organizers managed to inform visitors
on the presentations through leaflets,
posters, billboards to attract them at
their pavilions. And we looked like
orphans who had not the national 
self-respect at all. There usually was
a lot of people who crowded in front
of the Giardini. They had not 
invitations to the pavilions but 
wanted to see anything interesting. It
was necessary to attract them to the
Ukrainian exhibition through 
dis-

²ðèíà Îñàä÷à,
ãàëåðåÿ ìèñòåöòâ «²ðåíà»

Iryna Osadcha,
«Irena» Art Gallery
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³ìåí, ÷è¿ ðîáîòè ñòàëè êëàñèêîþ ³
çíàõîäÿòüñÿ 
ó â³äîìèõ ìóçåÿõ ñâ³òó. Êóëüòóðà ìîæå
äóæå áàãàòî çðîáèòè äëÿ ñòâîðåííÿ
ïîçèòèâíîãî ³ì³äæó êðà¿íè, àëå çàðàç
óâàãà íàøèõ äåðæ÷èíîâíèê³â äî êóëüòóðè
ì³í³ìàëüíà. 
Ïî ñóò³, ó÷àñòü ó Âåíåö³éñüê³é
Á³ºííàëå — öå ïîòóæíà ðåêëàìíà
êàìïàí³ÿ, ùî ÷óäîâî ðîçóì³þòü,
íàïðèêëàä, êðà¿íè Ëàòèíñüêî¿ Àìåðèêè

àáî Àç³¿, äî ðå÷³, íå íàñò³ëüêè âæå
åêîíîì³÷íî ðîçâèíóò³, ÿê Âåëèêà
Áðèòàí³ÿ àáî ÑØÀ. ² çàòðà÷åí³ ñóìè
çäàäóòüñÿ ïðîñòî íåñï³âñòàâíèìè 
ç òèì, ùî ìîæóòü äàòè â ìàéáóòíüîìó
óñï³øíà ó÷àñòü êðà¿íè â ïîä³áíîìó
ôîðóì³, íîðìàëüíà ïðåçåíòàö³ÿ ñâîº¿
õóäîæíüî¿ ïðîãðàìè.

² íà çàê³í÷åííÿ. Äóæå ïîòð³áíà áóëà
öÿ ïî¿çäêà äëÿ ôàõ³âö³â ç Óêðà¿íè,
çîêðåìà Êèºâà (çà ùî ìè âñ³ äóæå
âäÿ÷í³ îðãàí³çàòîðàì — Öåíòðó
Ñó÷àñíîãî Ìèñòåöòâà òà Ì³æíàðîäíîìó
ôîíäó «Â³äðîäæåííÿ»). Çà äåñÿòü

îñòàíí³õ ðîê³â ñâîº¿ ä³ÿëüíîñò³
æîäíèé ç íàñ íå ïîáà÷èâ òàêî¿

ê³ëüêîñò³ íîâèõ ³äåé,
òàêîãî ð³âíÿ ìèòö³â òà

êóðàòîð³â, òàêî¿
âèñîêîõóäîæíüî¿
ë³òåðàòóðè ïî
ñó÷àñíîìó
ìèñòåöòâó. 
ßê íà ìåíå, òî
ò³ ÷îòèðè äí³ 
ó Âåíåö³¿,
ä³éñíî ñòàëè
ï'ÿòèð³÷íèì
äîñâ³äîì, ÿêèé
ÿ á äóæå
õîò³ëà âò³ëèòè
ó ðåàëüíå
æèòòÿ.

Ç êàòàëîãîì ìèíóëèõ
ðîá³ò? Ç íàìåòîì, 
â ÿêîìó íåìàº 
é êðèõò³ ¿õíüî¿
âëàñíå òâîð÷îñò³?

Ó êè¿âñüêèõ
ãàëåðåÿõ, 
â Óêðà¿íñüêîìó äîì³,
â çàëàõ Ñï³ëêè
õóäîæíèê³â Óêðà¿íè
ïðîõîäèòü

íåìàëî ö³êàâèõ âèñòàâîê,
äåìîíñòðóþòüñÿ ïðîåêòè, êîòð³
ìîæíà åêñïîíóâàòè äå çàâãîäíî. Íå
çàáóâàéìî, ùî é çà ìåæàìè Êèºâà
æèâóòü õóäîæíèêè, ÿêèõ òðåáà
«ïåðåäèâëÿòèñÿ». 
Óæå çàðàç íåîáõ³äíî ïî÷èíàòè
â³äá³ð íàéêðàùèõ õóäîæí³õ
ïðîåêò³â, âæå ñüîãîäí³ òðåáà
äèñêóòóâàòè, ùî ìîæå «ïðîçâó÷àòè»
íà ì³æíàðîäíîìó ð³âí³ ÿêùî 
íå ÷åðåç äâà, òî ÷åðåç ÷îòèðè
ðîêè. Ùî æ ñòîñóºòüñÿ äîðîãîâèçíè
ó÷àñò³ â Á³åííàëå... ßêáè Óêðà¿íà
ïîáóäóâàëà ó Âåíåö³¿ âëàñíèé
ïàâ³ëüéîí, òî, íàâ³òü 
íå âèñòàâëÿþ÷èñü äåÿêèé ÷àñ, âîíà
ìîãëà á çäàâàòè éîãî â îðåíäó, ùîá 
íà çàðîáëåí³ ãðîø³ ñòâîðèòè íàðåøò³
ïðèñòîéíó åêñïîçèö³þ. Êàæó÷è ïðî
ãðîø³, ³íâåñòîâàí³ â êóëüòóðó,
íåìîæëèâî ìèñëèòè êàòåãîð³ÿìè ìèòòºâîãî
çèñêó. 
Ìåí³ çàïàì’ÿòàâñÿ áóêëåò «Ïîëÿêè 
íà Âåíåö³éñüê³é Á³ºííàëå»: íå ìàþ÷è
âëàñíîãî ïàâ³ëüéîíó äîâã³ ðîêè, ïîëÿêè
âèñòàâëÿþòüñÿ òàì ìàéæå ç ïî÷àòêó
çàñíóâàííÿ Á³ºííàëå! ² ñåðåä 

ó÷àñíèê³â — áàãàòî
â³äîìèõ

tributing booklets, invitations, cata-
logs. It seems to me that 
ambitions played too large role in
preparing the Ukrainian project for
the 49th Venice Biennale. The artists
who created that project have looked
unsatisfied with their work. I think
they had a clear idea of how an 
exhibition for such a prestigious
international forum had to be 
organized, of the highest level 
competition among artisitic concepts.
As experienced, internationally reputed
artists, they should have foreseen the
final results at a preliminary stage
and, I think, had to refuse to 
participate in the Biennale. Had they
anything to bring to Venice except
catalogs of old exhibitions or the
tent which has nothing to do with
their own art?

There have beeen many interesting
art projects presented by Kyiv's 
galleries and deserved to be 
demonstrated at any international
forum. Also there are many artists
outside Kyiv to be examined. 
It is necessary to start the selection
of best projects right now, discussing
what will be able to succeed at the
Biennale in two or even four years.
And what about the costs of participa-
tion? If Ukraine had constructed its
own pavilion in Venice, it would have
rented out the pavilion to make money
for a respectable exhibition. One
should not calculate profitability of
cultural investments only in terms of
short-term returns. 
In Venice I looked through a booklet
on Polish artists at the Venice
Biennales. It turned out that
Poles have staged exhibitions
in the Venice Biennale
almost since it started
without having their
own pavilion for
many years. Among
them are famous
artists whose
works have
been pur-
chased by
prominent
world's
museums.
Culture can 
contribute
significantly
to the 
positive image

of a country, but now Ukrainian
bureaucracy pays minimal attention to
the culture. In fact, participation in
the Venice Biennale is a sort of
advertising campaign. And Latin
American and Asian countries — which
by the way are not as 
economically developed as Great
Britain or United States — clearly
understand the importance of the 
participation. The expenditures then
will appear to be nothing comparing
with advantages which the successful
presentation of national art 
production provide.

And finally I express my gratitude
for the support which the
International Renaissance Foundation
and Kyiv-based Center for Contemporary
Art (founded by George Soros) provided
in organizing the trip to Venice. For
the last ten years, none of us have
seen such amount of new ideas, 
prominent artists and curators, and
brilliant books on contemporary art.
As for me, those four days in Venice
can be really equivalent to five years
experience which I would like to use
in my work.
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Unfortunately, the Ukrainian 
exhibition became an annoying 
exception from the rule. I have the
impression that we should be provided
with a sort of humanitarian aid for
the helplessness and beggar's 
mentality we demonstrated. The
Ukrainian exposition was stuffed with
the most hideous and vulgar 
stereotypes: the Chornobyl disaster,
beautiful Ukrainian sceneries, 
political and social transition.

Other nations demonstrated their
national identities in a more 
aestheticized, intelligent, elegant
and, finally, interesting manner.
Take, for example, Japan's pavilion.
The «sugar-grinder», a small thing, 
of course, in itself as Japanese used
to make, is a sample of the 
contemporary Japanese 

philosophy. It offers the
intelligent slowness 
contemplation of which give
us fantastic results and
stimuli to rapid actions.
Japanese pavilion's 
organizers rejected the
outwardly spectacular
attributes of its 
traditional culture. It is
important to understand
that though the 
traditional culture contin-

ues to exist, contemporary art further
goes its way. Unfortunately, organiz-
ers of the Ukrainian exhibition have
ignored that fact.

Olga Klingenberg, «1+1» TV Network
journalist

Ó
Âåíåö³¿ ÿ âïåðøå
ïîáà÷èëà âåëèêó
õóäîæíþ

«òóñîâêó», ³ âïåðøå öå
ïîíÿòòÿ íàáóëî äëÿ ìåíå ö³ííîñò³:
âîäíî÷àñ âñå ãàðìîí³÷íî, íåâèìóøåíî 
³ ç ïåâíîþ äîëåþ òåàòðàë³çàö³¿. Äî
òîãî æ Âåíåö³ÿ íàäîâãî «çàðÿäæàº»
îñîáëèâèì áà÷åííÿì ñó÷àñíîñò³. Äèñîíàíñ
³ñòîðèêî-êóëüòóðíîãî íàäáàííÿ, òîãî
äðåâíüîãî ìèñòåöòâà, ÿêèì º ñàìå öå
ì³ñòî, ³ ïðîöåñó øàëåíîãî ãåíåðóâàííÿ
³äåé íà ôåñòèâàë³ contemporary art 
º íàäòî á³ëüøèì í³æ åêëåêòè÷íå
ïîºäíàííÿ, êîëàæíå ìèñëåííÿ àáî
êë³ïîâèé áóì, ó ÿêîìó çàðàç ïåðåáóâàº
íå ëèøå ìèòåöü ñó÷àñíîñò³, à é éîãî
ðåö³ï³ºíò. Ó öüîìó êîíòðàïóíêò³
âèíèêàþòü óí³êàëüí³ ðå÷³. Ï³ñëÿ
Âåíåö³¿ ³ Á³ºííàëå çîêðåìà, òè çîâñ³ì
ïî-³íøîìó ñïîñòåð³ãàºø ì³ñòà,
àðõ³òåêòóðí³ àíñàìáë³, óðáàí³ñòè÷í³
êîíñòðóêö³¿, íàâ³òü ïîâåä³íêó ëþäåé.

Çáèðàþ÷èñü äî Âåíåö³¿, ÿ ¿õàëà ïåðø
çà âñå äî âåëèêî¿ êëàñè÷íî¿
ºâðîïåéñüêî¿ êóëüòóðè, ââàæàþ÷è
íàéãîëîâí³øèì — âñîòóâàòè ¿¿. Òà
ö³íí³ñòü ³ñòîð³¿ öèâ³ë³çàö³¿ íå
â³äì³íÿº òîãî, ùî òâîðèòü ñó÷àñíå
ìèñòåöòâî. Ëþäèíà ñóòòºâî çì³íèëàñÿ,
ìàþ íà óâàç³ êîíòàêò ³ç ¿¿
ïîçàâíóòð³øí³ì ñâ³òîì.
Çì³íèëàñÿ ¿¿ ôîðìà
ðåïðåçåíòàö³¿ â ñâ³ò³.
Â³äòîä³ ìîæíà êàçàòè ³ ïðî
ïåâíó çì³íó ìèñòåöòâà, 
â ÿêîìó âîíà ðåàë³çóº ñâîº
ìèñëåíå, ìàÿ÷³ííÿ. Ìè
ï³äêîðåí³ ïåâíîìó
ðåêëàìîçàñíîâíèöòâó.
×îãîñü âàæèòü çîâñ³ì íå
êðîï³òêå ïîñòóïîâå
âäîñêîíàëåííÿ, à âèõ³ä
ñâ³äîìîñò³ íà ð³âåíü
ãëîáàëüíèõ ³äåé. Ìîæëèâî,
ñàìå òîìó ³ òåìà, ùî ¿¿
ðîçðîáëþâàëî öüîãîð³÷íå
Á³ºííàëå, ìàëà íàçâó
«Ïëàòî ëþäñòâà».

Ìè ñïîñòåð³ãàºìî ³íøèé
ñïîñ³á ìèñëåííÿ ³
àäåêâàòíó ðåàêö³þ
õóäîæíèêà íà íîâó
çàãàëüíîëþäñüêó, à íå ëèøå íàö³îíàëüíó
ìåíòàëüí³ñòü. Òîìó ïðîâåäåííÿ, ó÷àñòü
òà é ïðîñòî ïðèñóòí³ñòü íà Á³ºííàëå —
öå çàâæäè äîñâ³ä ñàìîï³çíàííÿ, áåç
êîòðîãî íåìîæëèâî îá³éòèñÿ, ÿêùî õî÷åø 
ùîñü ðîáèòè. Âàæëèâî, ùî ñó÷àñíå

Îëüãà Êë³íãåíáåðã, 
æóðíàë³ñòêà êàíàëó «1+1» ìèñòåöòâî — öå íå ïîë³òèêà, 

íå åêîíîì³êà, òóò í³÷îãî 
íå íàâ'ÿçóºòüñÿ, òóò ãëÿäà÷
çàëèøàºòüñÿ â³äêðèòèì âëàñí³é, 
à íå íàïåðåä çàäàí³é ðåôëåêñ³¿. 
Àëå òðàïëÿþòüñÿ ³ òàê³ ïðèêð³ âèïàäêè
ÿê ³ç óêðà¿íñüêî¿ ïðåçåíòàö³ºþ.
Âðàæåííÿ òàêå, ùî ìè ïîâèíí³ áóëè
îòðèìàòè ïåâíó ãóìàí³òàðíó äîïîìîãó 
çà âëàñíó áåçïîì³÷í³ñòü ³ æåáðàêóâàòå
àóòñàéäåðñòâî. Òîæ íàïèõàëè 
äî óêðà¿íñüêîãî
ïàâ³ëüéîíó âñ³
íàéæàõëèâ³ø³,
íàéâóëüãàðí³ø³
ñòåðåîòèïè —
×îðíîáèëü, êðàñà
óêðà¿íñüêî¿
ïðèðîäè, ïåðåõ³äíèé
ñòàí ïîë³òè÷íîãî 
³ ñóñï³ëüíîãî
³ñíóâàííÿ.

Àäæå ïåðåä î÷èìà
áóëè ïðåäñòàâíèêè ³íøèõ êðà¿í,
³äåíòèô³êàö³ÿ íàö³îíàëüíîãî ìåíòàë³òåòó
ÿêèõ ïðîõîäèëà á³ëüø åñòåòèçîâàíî,
åëåãàíòíî, ðîçóìíî ³, ïðîñòî êàæó÷è,
ö³êàâ³øå. ßê, íàïðèêëàä, ÿïîíñüêèé
ïðîåêò. Òà «ìàøèíêà äëÿ öóêðó», êîòðà
íå çàãóáèëàñÿ ó ñïðèéíÿòò³ ïîðÿä
Ìàêäîíàëüäñ³âñüêèìè ìàñøòàáíèìè
êîìïîçèö³ÿìè. Òåæ äîâîë³ ìóäðèìè.
Ìàëåíüêà ð³÷ (áåçóìîâíî — «â ñîá³», 
ÿê öå áóâàº ó ÿïîíö³â) ïðåäñòàâëÿëà
ñó÷àñíó ÿïîíñüêó ô³ëîñîô³þ: í³áè âàëèê
â ñòàðîâèííèõ ìóçè÷íèõ øêàòóëêàõ,
ò³ëüêè òàì ãâ³çäî÷êè, ÿê³ ïîðîäæóþòü
çâóê çâåðõó, à òóò — âñåðåäèí³,

îäíî÷àñíî âèòâîðþþ÷è øóì
òà ïåðåìåëþþ÷è ðàô³íàä íà
ï³ñîê. ßïîíö³ — öå òàêà
ðîçóìíà ñïîâ³ëüíåí³ñòü, 
â êîòð³é ïðîöåñ
ñïîãëÿäàííÿ ïðèíîñèòü
ôàíòàñòè÷í³ ðåçóëüòàòè 
³ ñòèìóë äëÿ øâèäêî¿ ä³¿.
ßïîíö³ â³äìîâèëèñÿ â³ä
çîâí³øíüî åôåêòíèõ ïðèêìåò
ñâîº¿ êóëüòóðè — õàðàê³ð³,
ê³ìîíî, ñàìóðàéñüê³ ìå÷³,
â³äìîâèëèñÿ â³ä ôîëüêëîðó
òà ëóáêà, â³ä ãðè 
â «ìàòðüîøå÷í³ñòü».
Âàæëèâî ðîçóì³òè, ùî
ôîëüêëîð çàëèøàºòüñÿ
íàäáàííÿì êóëüòóðè, àëå
ñó÷àñíå ìèñòåöòâî ³äå
äàë³. Öüîãî ïðîñòîãî
ðîçóì³ííÿ 
âêðàé áðàêóâàëî àâòîðàì
óêðà¿íñüêîãî ïðîåêòó.

Åìîö³éíî ìîÿ ðåàêö³ÿ íà óêðà¿íñüêó
åêñïîçèö³þ áóëà íàñòóïíà: «Îîî, æàõ!
Àëå í³÷íîãî äèâíîãî. Öå ñàìå òàê, ÿê
çàâæäè ðîáèòüñÿ â íàø³é äåðæàâ³».

In
Venice, I first saw the
world's art community and for
the first time this term took

on value for me: everything was going
on harmonically, easy and with some
elements of theatricalization.
Moreover, Venice impregnate its guests
with a special vision of the 
contemporary world. The discord
between cultural and historical 
heritage of the city and furios stream
of ideas generated by the contemporary
art festival is something more than
eclecticism, collage manner of 
thinking or video
clip boom which
affect both 
producers and
recipients of 
contemporary art.
This counterpoint
engenders unique
things.

When I set out
for Venice, 
I first of all
dreamt of meeting with the great 
classic European culture. But the
brilliant history can not cancel what
is created by contemporary artists.
The human being has changed 
essentially: I mean her/his relations
with the outer world. Forms of human
being self-representation in the world
have changed as well. We are partly
advertising-minded people. For us,
mastering of global ideas is a much
more important thing than careful and
gradual self-development. Perhaps,
because of that the theme of this year
Biennale was «Plateau of Humankind».

It is interesting and useful to
examine other way of thinking and
artist's response to the emerging new
human mentality, not only national but
universal one. So the participation
and merely attendance at the Biennale
are the invaluable experience of self-
knowledge necessary for those who want
to do something. It is important that
unlike politics and economy the con-
temporary art does not impose anything
on the viewer who remains open to
his/her own reflection.



23Â ³ ä ê ð è ò è é  Ñ â ³ ò  O p e n  W o r l d

Åñòåòè÷íî æ öå íå ìîãëî íå
ïåðåãóêíóòèñÿ ³ç âðàæåííÿìè äèòèíñòâà
â³ä ä³îðàìè «Ñåâàñòîïîëüñüêà áèòâà».
Ò³ëüêè â ðàç³ îñòàííüî¿ áóëî 
ö³êàâ³øå — åêñïîíàò³â âèñòà÷àëî íà
ãîäèíó ðîçäèâëÿííÿ. Òóò ïàðà äåðåâèí 
³ ìàëüîâíè÷å (ó íàéã³ðøîìó ñåíñ³)
ïîëîòíî áóëè íàñò³ëüêè óáîãèìè 
³ íóäîòíî-ðåàë³ñòè÷íèìè, ùî çàõîò³ëîñÿ
îäðàçó æ âèéòè íà ñâ³æå ïîâ³òðÿ 
³ âòîïèòèñÿ ó ëàãóí³. Ñìåðòü ó Âåíåö³¿
âñå ùå àêòóàëüíà. Àëå ó âèïàäêó ³ç
óêðà¿íñüêèì «ïàâ³ëüéîíîì» âîíà ñòàëàñÿ
á íå â³ä åñòåòè÷íîãî êàòàðñ³ñó, à â³ä
ñîðîìó çà ïðèíàëåæí³ñòü äî òàêîãî...

Íåãàòèâíå ñïðèéíÿòòÿ ïîñèëèëîñü 
³ â³ä òîãî, ùî ïåðåä òèì ÿ ïðîãëÿíóëà
äåê³ëüêà çàðóá³æíèõ ïàâ³ëüéîí³â. 

Ç ïîä³áíèìè ðå÷àìè
í³õòî íå ìîæå ñåáå
³äåíòèô³êóâàòè,
àí³ â Óêðà¿í³, àí³
çà ¿¿ ìåæàìè,
íàâ³òü ââàæàþ÷è
ñåáå óêðà¿íöåì-
ïàòð³îòîì. Ëàíè,
ñîíÿøíèêè… 
Àëå æ ñîíÿøíèê öå
òàêèé ñêëàäíèé
êóëüòóðíèé ñèìâîë,
ç ÿêèì ìîæíà
«ãðàòèñÿ», ïîäàþ÷è
ïóáë³ö³, ïðîïîíóþ÷è
êîíòàêò! À òàê
îáìåæèëèñÿ íàâ³òü 
íå òðàãåä³ºþ
×îðíîáèëÿ — íàòÿêîì
íà òåìó. Õî÷à
ëþäè, êîòð³ öå
ñòâîðþâàëè, íàâðÿä
÷è àêöåíòóþòü
îñîáëèâî ñâîþ
òâîð÷ó óâàãó íà
öüîìó.

Ñó÷àñíå ìèñòåöòâî çíàõîäèòüñÿ 
ó òàêîìó ïðîöåñ³, êîòðèé íåìîæëèâèé 
áåç ðåàêö³¿ íà òåõí³êó, áåç ¿¿
âèêîðèñòàííÿ, ÷è ïðèíàéìí³ ðîçóì³ííÿ. 
À îò³ òåëåâ³çîðè, êîòð³ áóëè çà íàìåòîì

â ãîäèíó ïðåçåíòàö³¿, âèãëÿäàëè òàêèìè
æ íåö³êàâèìè, ÿê ³ âì³ñò íàìåòó. Äî
òîãî æ ìàëî õòî çäîãàäóâàâñÿ ïðî ¿õíº
³ñíóâàííÿ: â³äåîðîáîòè áóëî ðåòåëüíî
ïðèõîâàíî. Õî÷ áè ï³ñî÷êîì ïðîñèïàëè
ñòð³ëî÷êè äî òåëåâ³çîð³â… Äèâíî, áî
õóäîæíèêè — öå íàéá³ëüø êðåàòèâíûé
êîíãëîìåðàò îñîáèñòîñòåé, à òóò
ìëÿâ³ñòü ³ ïîâòîðåííÿ òîãî, ùî ìè êîæåí
äåíü áà÷èìî ïî òåëåâ³çîðó, ùî çíàéîìå
ÿê â³äîáðàæåííÿ ñîö³àëüíî-ïîë³òè÷íîãî
æèòòÿ Óêðà¿íè. Àëå æ íå êóëüòóðíîãî!

Õóäîæíèêè õèòðèé íàðîä, ãîòîâèé
åïàòàæåì çàâîéîâóº ñîá³ ïðèîðèòåò. Àëå
«íàø» åïàòàæ áóâ íàäçâè÷àéíî äåøåâèì 
³ íåãàòèâíèì. Íàâ³òü òå, ùî óêðà¿íñüêà
åêñïîçèö³ÿ áóëà ðîçì³ùåíà çà «òèíîì»
îñíîâíèõ ïàâ³ëüéîí³â ìîæíà áóëî 
á âèêîðèñòàòè ÿê ïîçó, ÿê
åêçèñòåíö³éíèé ìîìåíò. ßêùî ìåòîþ òàêî¿
ïîäà÷³ áóâ àíòèñìàê ÷è àíòèñòèëü, êîòð³
âðàæàþòü ïðîòåñòîì ïðîòè â³çóàëüíèõ
ðîçêîø³â, «çðîáëåíîñò³», ìàéñòåðíîñò³ —
òî é äî âèñîêîãî ð³âíþ àáñîëþòíî¿
äåñòðóêö³¿ íå äîòÿãíóëè. Àëå æ öå áóëà
ïåðøà ïðåçåíòàö³ÿ, íà ÿê³é Óêðà¿íó ìàëè
ïåðø çà âñå çàïàì'ÿòàòè. Ã³ðêî, ùî â
òàêèé ñïîñ³á!

Ïîêè ùî óêðà¿íñüêà åêñïîçèö³ÿ áóëà
ì³ñöåì «ëþäèíè í³çâ³äêè», çîâñ³ì íå ç
ñó÷àñíî¿ Óêðà¿íè. Ïðèíàéìí³, ÿ áà÷ó 
¿¿ ³íøîþ. ßêùî é äàë³ ìè áóäåìî
àñîö³þâàòèñÿ ç òàêîþ âáîã³ñòþ!? Ïðåñòèæ
ó÷àñò³ â òàêîìó ä³éñòâ³ ùå òðåáà
çàâîþâàòè, àëå âèÿâëÿºòüñÿ, ùî íàâ³òü
ãðóïà õóäîæíèê³â íà Á³ºííàëå «íå âî¿í».

My emotional reaction to the
Ukrainian exhibition was something
like this: «Oh! What a terrible show!
It is this way of doing any work that
is typical in Ukraine.» The several
logs and nauseating realistic painting
of which it consisted were so dreadful
that I wanted to go and drown myself
in the lagoon. Death in Venice is
still possible, but in the case of the
Ukrainian «pavilion» it could result
from not aesthetic catharsis but the
feeling of shame.

My reaction was so negative because
I had viewed several other pavilions
before. None of normal Ukrainians can
identify her-/himself with those
things. Fields, sunflowers … But the
sunflower is a complex cultural symbol
which can be used to involve visitors
in interaction. As for the Chornobyl
tragedy, the artists only hinted at
that, though I guess this problem did
not matter to them at all.

The contemporary art reflects on and 
manipulates with advanced technologies.
But the TV sets installed, or rather
hidden, behind the tent on the opening
day seemed as boring as that stuff put
inside of the tent. It is strange that
artists, the most creative segment of
society, present what we every day see
on TV and what is reflection of
Ukrainian political and social reali-
ty. And what about the cultural one?

Artists are sly people willing to
gain prestige even through a scandal.
But «our» scandal proved to be utterly
cheap and negative. The fact that the
tent was located outside the Giardini
could be used to claim a deliberate
existential attitude. If they had
wanted to protest against the visual
and technological magnificence at the
Biennale, they would have manifested
that more distinctly. It's a great
pity that the first Ukrainian partici-
pation in the Biennale which had to

establish international reputation of
Ukrainian art was so ineffective.

The Ukrainian exhibiton looked like
the nowhere man's territory which had
nothing to do with the modern Ukraine.
As for me, I see it in another way.
Why we have to be associated with the
poverty of artistic ideas? It turned
out that it was difficult even for 
a group of artists to win prestige 
at the convention.

Êîíñòàíòèí Äîðîøåíêî. «Äèîðàìà Óêðàèíû â Âåíåöèè», «Êîìåðñàíòú», 06.06.2001
Íàòàëèÿ Ñìèðíîâà. «Óêðàèíñêèå ñîñòàâëÿþùèå ïëàòî ÷åëîâå÷åñòâà» — «Êîìåðñàíòú» 09.06.01
Ìàð³ÿ Ëåáîâêà. «Ðåàêöèÿ íà óêðàèíñêèé ïàâèëüîí...» — www.Part.org.ua, 09.06.01
«Íà Âåíåö³éñüêîìó Á³ºííàëå» — «Óðÿäîâèé êóð`ºð» 12.06.01
Ãàííà Øåðåìåò. Äîñâ³ä ñâîáîäè. — «Äåíü», ¹ 105, 15.06.01
Îëåã Ñèäîð-Ãèáåëèíäà. Ïðèêîñíîâåíèå Áè. — «Ñòîëè÷íûå íîâîñòè», ¹ 23, 19-26 èþíÿ 2001
Êîíñòàíòèí Äîðîøåíêî. «Ïàëàòêà óêðàèíñêîãî èñêóññòâà â Âåíåöèè», «Êîìåðñàíòú»,¹ 171, 18.06.01
Ãàííà Øåðåìåò. Âèä ³ç Âåíåö³¿. — «Äåíü», ¹ 109, 21.06.01
Îëåã Ñèäîð-Ã³áåë³íäà. «Âåíåö³éñüêà ðàïñîä³ÿ» — «Âëàäà ³ ïîë³òèêà» ¹ 110, 21.06.01
Ââàæàºìî çà êðàùå áóòè ìàðã³íàëàìè? — «Äåíü», ¹ 110, 22.06.01
Íàòàë³ÿ Ñì³ðíîâà. «Óêðàèíöû íà Áèåííàëå â Âåíåöèè» — «Àô³øà» 20-26.06.01
Êîíñòàíòèí Äîðîøåíêî. «Êàðòèíà èç-çà òèíà» — «Êè¿âñüêèé òåëåãðàô» 25.06.01
Êîíñòàíòèí Äîðîøåíêî. «²ìïðåçà ...ó íàìåò³» — «Ï²Ê» 26.06.01
Â³êòîð³ÿ Áóðëàêà. «Á³äíà çåìëÿ» íà Âåíåö³àíñüê³é Á³ºííàëå. «Äçåðêàëî òèæíÿ», ¹ 24 (348) 23-29.06.01
Îëåã Ñèäîð-Ã³áåë³íäà. «Æèòòÿ ³ ñìåðòü (ó) Âåíåö³¿» — «Ïðåçèäåíòñüêèé â³ñíèê», ¹ 27-28

Êñåíèÿ Ìåëåøêî. «Âåíåöèàíñêîå Áèåííàëå — ýëèòàðíàÿ èãðà» — «Àðãóìåíòû è ôàêòû», ¹ 26
Îëüãà Âàóë³íà. «Ïåðøà óêðà¿íñüêà ïðåçåíòàö³ÿ íà Âåíåö³éñüê³é Á³ºííàëå»- «Ãîëîñ Óêðà¿íè», 03.07.01
Îëåñÿ Îñòðîâñüêà. «Âåíåöèàíñêèé Áèåííàëå ãëàçàìè î÷åâèäöà» - www.Part.îrg.ua, 06.07.01
Îëüãà Êë³íãåíáåðã. «Äîñâ³ä âðàçëèâî¿ äèëåòàíòêè» — www.ukrop.com/culture, 12.07.01
Îëåã Ñèäîð-Ã³áåë³íäà. «Áèåííàëå 2001: ãèãàíòû è ïèãìåè» — «Âñåóêðàèíñêèå âåäîìîñòè», ¹ 102, 13.07.01
Ä³àíà Êëî÷êî. «Äîêóìåíòè ìèñòåöòâà. ² ïðîäàæó» — Êíèæíèê-rewiev», ¹ 12, 14.07.01
Êîíñòàíòèí Äîðîøåíêî. «Ó íàñ íå âñ³ ãîòîâ³ çðîçóì³òè, ùî ìîæíà æèòè â íå³äåîëîã³çîâàíîìó

ñóñï³ëüñòâ³», ââàæàº Îëåêñàíäð Ðîéòáóðä — ìèòåöü, ùî ã³äíî ðåïðåçåíòóâàâ Óêðà¿íó íà 49 Á³ºííàëå ó
Âåíåö³¿» — «Äåíü», ¹ 127, 20.07.01

Êîíñòàíòèí Äîðîøåíêî. «Ìîíñòðû èç ïðîâèíöèè» — «Ê³åâñê³é òåëåãðàô», 23.07—29.07.01

Òàêîæ ó÷àñíèêàìè ïðîåêòó æóðíàë³ñòêîþ Ìàð³ºþ Ëåáîâêà òà îïåðàòîðîì Â³êòîðîì ×åðêàñîâèì áóëè
ï³äãîòîâàí³ ñþæåòè ïðî «Ïåðøèé óêðà¿íñüêèé ïðîåêò»: êàíàë ICTV, ïåðåäà÷³ «Íàñïðàâä³», «Ïèòàííÿ äíÿ».

Ãîòóºòüñÿ äîêóìåíòàëüíèé ô³ëüì,ÿêèé âèéäå íà TV-åêðàíè íà ïî÷àòêó âåðåñíÿ.

Ìàòåð³àëè ó÷àñíèê³â ïðîåêòó, ÿê³ äðóêóâàëèñÿ â³ò÷èçíÿíèìè ÇÌ² (çà äàòàìè âèõîäó â ñâ³ò).
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To channel the interest in the project which the international art commu-

nity demonstrates into establishing contacts between Ukrainian and inter-

national experts, and given the precedent of development of the large-

scale art project in spite of the pressure from governmental bureaucracy,

the Center for Contemporary Art (Kyiv) with the financial support of the

International Renaissance Foundation will present the «Ukrainian Pavilion»

project in Ukraine in December 2001.

Prominent contemporary art experts will be invited to take part in the

«Ukrainian Pavilion» opening ceremony. They will be given the opportuni-

ty to make the acquaintance of and establish contacts with Ukrainian art

community that will promote further involving Ukrainian artists in interna-

tional art events. Thus, the main goal of the Ukrainian presentation at the

Venice Biennale, which was to popularize Ukrainian contemporary art at

the international level, will be achieved. 

Two contrary but complementary tendencies characterize the 20th century
art processes. The first of them is to purify art from all elements not

inherent to it. Because of that any religion, politics and ideology except
art itself were rejected. This tendency reached its climax with emergence of
conceptual art. Basing on analytical philosophy findings, conceptual artists

declared that the idea, concept is an self-sufficient
value, negating the necessity of its realization in the

physical object. As for the contextual art, artist's claim
that art exists only in a historical, cultural or political

context is of ideological nature.
Another predominant tendency in 20th century art is one

to escape from art to the life itself. Recognizing that the
conventional art constrains human creativeness, artists

tried to break bounds between art and life to declare, at
last, that the bounds were totally eliminated and reality

became art.
So 20th century art moved, roughly speaking, towards the

two opposite directions: from reality towards art and from
art towards reality.

In this searching for their identities, artists either
flirted with the ideology, science, politics or locked

themselves in ivory towers.
Those processes which we were witnesses and sometimes

participants recall vicious circles revolving in the oppo-
site directions so that we notice only the movement itself.

For authors of the project, 20th-century art is the
reservoir of knowledge from which they take proved tech-

niques, technologies and methodologies.
The exhibition «Ukrainian Pavilion. The Best 20th Century

Artists» will consist of a variety of works in a variety of
media produced by the authors. Scholars, artists, 

designers, journalists, digital technology engineers will
work on the project along with the authors. This multimedia

and interdisciplinary art project well conforms 
to the 49th Biennale theme «Ðlato humanita» 

(Plateau of Humankind).
Total project budget, along with funding provided by Pro

Helvetia Foundation, Austrian Airlines, Oranta, Masoch
Foundation and foreign cultural centers and embassies in

Ukraine, is $ 95640.
IRF provided $13780 funding for the project.

Còâîðþþ÷è ïðåöåäåíò ðåàë³çàö³¿ ìàñøòàáíîãî ìèñòåöüêîãî ïðî-

åêòó, íåçâàæàþ÷è íà òèñê ç áîêó äåðæàâíî¿ íîìåíêëàòóðè,

Öåíòð Ñó÷àñíîãî Ìèñòåöòâà, çà ô³íàíñîâî¿ ï³äòðèìêè Ì³æíàðîä-

íîãî ôîíäó «Â³äðîäæåííÿ», ó ãðóäí³ 2001 ðîêó â Êèºâ³ ïðîâåäå

ïðåçåíòàö³þ ïðîåêòó «Óêðà¿íñüêèé ïàâ³ëüéîí».

Íà â³äêðèòòÿ «Óêðà¿íñüêîãî ïàâ³ëüéîíó» áóäå çàïðîøåíî ïðî-

â³äíèõ ì³æíàðîäíèõ ôàõ³âö³â ñó÷àñíîãî ìèñòåöòâà: êóðàòîð³â,

êðèòèê³â, æóðíàë³ñò³â. Ïðîôåñ³îíàëè ìàòèìóòü çìîãó îçíàéîìè-

òèñÿ ç óêðà¿íñüêèì ìèñòåöüêèì ñåðåäîâèùåì, íàëàãîäèòè òâîð÷³

êîíòàêòè, ùîá íàäàë³ ìàòè ìîæëèâ³ñòü çàëó÷àòè óêðà¿íñüêèõ

ìèòö³â äî ó÷àñò³ ó ì³æíàðîäíèõ ïîä³ÿõ. Ó òàêèé ñïîñ³á áóäå äî-

ñÿãíóòî ïåðøîðÿäíî¿ ìåòè óêðà¿íñüêî¿ ïðåçåíòàö³¿ íà Á³ºííàëå ó

Âåíåö³¿ — îçíàéîìëåííÿ ì³æíàðîäíî¿ ãðîìàäñüêîñò³ ç óêðà¿íñü-

êèì ñó÷àñíèì ìèñòåöòâîì. 

Ó ïðîöåñàõ, ÿê³ â³äáóâàëèñÿ ó ìèñòåöòâ³ ìèíóëîãî ñòîë³òòÿ, ìîæíà çàóâàæèòè
äâ³ ïðîòèëåæí³, àëå êîìïëåìåíòàðí³ òåíäåíö³¿. Îäíà — öå î÷èùåííÿ ìèñòåöòâà
â³ä óñ³õ åëåìåíò³â, ùî íå ñòàíîâëÿòü éîãî àâòîíîìíèõ ñêëàäîâèõ. À òîìó
â³äêèíóòî ñëóæ³ííÿ ðåë³ã³¿, ïîë³òèö³ ÷è áóäü-ÿêèì ³íøèì ³äåîëîã³ÿì, îêð³ì
ñàìîãî ìèñòåöòâà. Öÿ òå÷³ÿ äîñÿãíóëà ñâîãî ï³êó â êîíöåïòóàëüí³é ðåôëåêñ³¿,
êîëè áóëî â³äêèíóòî ïîòðåáó ñòâîðþâàòè îá'ºêò äëÿ ³ñíóâàííÿ
ìèñòåöüêîãî ôàêòó. Ñïèðàþ÷èñü íà ðîçðîáêè àíàë³òè÷íî¿
ô³ëîñîô³¿, õóäîæíèêè âèçíàëè ³äåþ, êîíöåïò çà ö³íí³ñòü,
êîòðà ñàìà ïî ñîá³ íå âèìàãàº âò³ëåííÿ ó ô³çè÷íîìó
ìàòåð³àë³. Ó âèïàäêó æ êîíòåêñòóàëüíîãî ìèñòåöòâà
âèñëîâëþâàííÿ õóäîæíèêà ìàº ³äåîëîã³÷íèé õàðàêòåð, 
êîëè ñòâåðäæóºòüñÿ, ùî ìèñòåöòâî ³ñíóº ëèøå ³ âèêëþ÷íî 
â êîíòåêñò³: ³ñòîðè÷íîìó, êóëüòóðíîìó ÷è ïîë³òè÷íîìó, 
é ïîçà íèì ïîçáàâëåíå ñåíñó.
Â öüîìó òâåðäæåíí³ ðàäèêàëüíèé ìîäåðí³çì ñòèêàºòüñÿ ³ç ùå
îäí³ºþ äîì³íóþ÷îþ â ìèñòåöòâ³ XX ñò. òåíäåíö³ºþ: âò³êàòè
â³ä ìèñòåöòâà â íàïðÿìêó ñàìîãî æèòòÿ. Âèçíàþ÷è ïîëå
êîíâåíö³éíîãî ìèñòåöòâà ñàìîîáìåæåííÿì ëþäñüêî¿
êðåàòèâíîñò³, õóäîæíèêè ðîçìèâàëè ìåæ³ ì³æ ìèñòåöòâîì ³
æèòòÿì, àáè çðåøòîþ îãîëîñèòè, ùî ìåæó ë³êâ³äîâàíî ïîâí³ñòþ
³ ä³éñí³ñòü ñòàëà ìèñòåöòâîì (íàïðèêëàä, õåïåí³íã).
Ïåâíîþ ì³ðîþ ñïðîùóþ÷è, ìîæíà á ñêàçàòè, ùî ìèñòåöòâî 
XX ñò. ðóõàëîñÿ â äâîõ ïðîòèëåæíèõ íàïðÿìêàõ: âòå÷³ â³ä
ä³éñíîñò³ â á³ê àáñîëþòèçàö³¿ ìèñòåöòâà ³ âòå÷³ ç ïîëÿ
ìèñòåöòâà â ñòîðîíó ä³éñíîñò³.
Â öüîìó ïðîöåñ³ ïîøóêó ñâîº¿ ³äåíòè÷íîñò³ õóäîæíèêè 
òî çàãðàâàëè ç ³äåîëîã³ºþ, íàóêîþ, ïîë³òèêîþ, òî çàìèêàëèñÿ
ó «âåæ³ ç³ ñëîíîâî¿ ê³ñòêè», â³äìîâëÿþ÷èñü â³ä ëåã³òèì³çàö³¿
ñâî¿õ ä³é ñüîãîäåííèì ³ñòîðè÷íèì ÷è ïîë³òè÷íèì êîíòåêñòîì.
Ïðîöåñè, ñâ³äêàìè, à ÷àñòî é ó÷àñíèêàìè êîòðèõ ìè áóëè,
íàãàäóþòü àëåãîð³þ «çàêëÿòèõ ê³ë» áåç ïî÷àòêó é ê³íöÿ, 
ùî îáåðòàþòüñÿ â ïðîòèëåæíèõ íàïðÿìêàõ, òàê, 
ùî çðåøòîþ ìè ïîì³÷àºìî ëèøå ðóõ, éîãî äèíàì³êó.
XX ñòîë³òòÿ äëÿ àâòîð³â ïðîåêòó — öå ðåçåðâóàð çíàííÿ, 
ç ÿêîãî áóäóòü âèêîðèñòàí³ ïåðåâ³ðåí³ òåõí³êè, òåõíîëîã³¿ ³
ìåòîäîëîã³¿. Äî ðîáîòè íàä öèì êîëåêòèâíèì ïðîåêòîì, ïîðó÷
³ç òâîðöÿìè êîíöåïö³¿, áóäå çàëó÷åíî íàóêîâö³â, àðõ³â³ñò³â,
õóäîæíèê³â, äèçàéíåð³â, æóðíàë³ñò³â, ñïåö³àë³ñò³â ³ç
ñó÷àñíèõ öèôðîâèõ òåõíîëîã³é òîùî. Ä³¿ àâòîð³â ïðîåêòó, ¿õ
áàãàòîð³âíåâ³ñòü, áàãàòîìåä³éí³ñòü òà ³íòåðäèñöèïë³íàðí³ñòü
÷óäîâî âïèñóþòüñÿ â ãàñëî 49-¿ Á³ºííàëå ó Âåíåö³¿ 
«Ðlato humanita» — «Ñöåíà ëþäñòâà».
Áþäæåò ïðîåêòó, ïðîô³íàíñîâàíèé ÌÔÂ: $13780.

Êîíöåïö³ÿ âèñòàâêè Conception of the Exhibition


