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CyTTio MucTeuTBa nepdomaHcy € 3yctpiy. Lisa 6eanocepegHs 3ycTpiy Mutus i rmsgada
CTBOpPIOE cneundivyHy Hanpyry, He NpUTamMmaHHy iHWKM Bugam mucteutsa. CnpaBxHICTb Uiel
3ycTpiyi € ogHie 3 060B’A3k0BUX YMOB nepdomaHcy. 3ycTpiy BigbyBaeTbCA B KOHKPETHOMY Yaci,

B KOHKPETHOMY MicUi 1 3@ NeBHNX 06CTaBWH, SIKi CTBOPIOIOTb HEMOBTOPHUN, YHIKaNbHUA KOHTEKCT
nepcgomaHcy Ller KOHTEKCT HEMOXIIMBO aHi NOBTOPUTM, aHi BIGTBOPUTU — BiH YHiKanbHUN
abcontoTHo. LLle oaHieto imaHeHTHOO pucoto nepdoMaHcy € noro edpemepHicTb. NMepdpomanHc —
€OMHUIM BUA MUCTELTBa, 30aTHUIN BMPa3uTKU YacoBicTb. Muteub-nepgomep He CTBOPIOE 06’EKTIB, He
3anuwae no cobi xoaHMX MmaTepianbHuUx apTedakTis. [lepdomaHc — ue AINCTBO, 4is B peanbHOMY,
TenepiwHbOMY Yaci, AKMIA Y NPUCYTHOCTI Msagada nepeTBOPETbCA Ha MUHYne. He 3anuwaeTbes
Hivoro, kpim nam’aTi. MepdomaHc 3anepeyvye ManbyTHE, KOO HacnpaBAi He iICHYE: BOHO iCHye
nuwie sk goMucen, 3goragka, BiptyanbHicTe. ManibyTHIN Yac — e nuiie rpaMmaTtuyHa KOHCTPYKLIS.
PeanbHuii yac 3akiHuyeTbCs TYT i Tenep.

fAke 3HayeHHs ue mae onst mucteuTBa? BenuvyesHe. Npuyomy sik Ana mutus, Tak i ons
rmsagada. bo ogHa cnpaBa — BUTBIp MUCTEUTBa, OAMH i3 6aratboX, i 30BCiM iHLIA — OCTaHHin
BUTBIp MncTeuTBa. Ha nepekoHaHHs 36irHeBa BapnexoBCbKOro KoXXHa aBTEHTUYHA MUCTELbKa
noJisi NOBMHHA NO-HOBOMY AediHitoBaTy nepdomaHc, a KoxXeH nepdomaHc, CBOE Yeprot, — byTu
HOBOIO AediHiuieto MucTeuTBa. BapnexoBcbkun 3gae cobi cnpaBy B TOMY, LLO Takui noctynar
NPaKTUYHO HEe3AiINCHEHHWI, NPOTE BBaXae, WO NiaHKy crig CTaBUTK SKHanBuLe.

[MoBepTalumchb 40 TeMU 3yCTpidi, BApTO BiA3HAYNTW, LLIO 3yCTPidi MUTLiB-Nnepdomepis
OyXe BaxnNuBei Ans po3BUTKY LbOro BUAY MucteuTea. BoHu BigkpuBaTb MOXIMBOCTI ANs gianory,
KOHppOHTAaUiT igen, pisHNx cnocobiB kKOMyHiKaLii, pi3HMX CMOCO6IB MOBNEHHS.

OHi MucteutBa lNepdomaHc BigbyBanucs 3 iHidiatnem gupektopa NonbCbKoro IHCTUTYTY
B Knesi FOpis OHyxa cnoyvaTtky B Kuesi (2006-2007), a 3 2008 poky — Ha NOCTIiiHO ocenunucs
y JIbBOBI. 3aBASKM LbOMY NOXBABUANCS KOHTaAKTN MancTpiB nepdomMaHcy 3 MNonbLi, YkpaiHuy,
Binopyci, Nutew, I13painio, LLBernuapii. OaHieto 3 icTOTHMX NepeBar ecTmBarnto € NPUCYTHICTb
Ha HLOMY MUTLIiB Pi3HMX NOKOMiHL. Moro yuacHukamu 6ynu sk Knacuku MucTelTea nepgomaHcy
3 Monbuwi (36irHeB Bapnexoscbkui, AH CBig3iHckuin, AHyw bangura, 3urmyHT MNboTPOBCHKNI)

Ta Ykpainu (Bacunb baxan, Bnogko KaydmaH, FOpii CokonoB), Tak i XyQOXHUKN cepeaHboro
nokoniHHs Ta gebioTaHTn. Cepea O0CTaHHIX BaXXnMBY rpyny cTaHOBUINM yyacHuku Wkonu
MepdomaHcy, KoTpi pobnsATb NepLli KPOKM Ha CBOI apTUCTUYHIN AOPO3i.

HacamkiHeub gopeyHMMU BUAaTbCAa cnoea AHa CeigsiHcKoro:

«[...] Ha dectuBanax nepdomaHcy He BUHUKAE KOHMIIKTIB Yepes iHaKLe TpakTyBaHHS
cB0b0OAN — MU He 3aBXAn po3yMieEMO ogHe OAHOro, NpoTe My NtobMMO ogHe OAHOrO, | My LikaBi
oAHe oaHoMmy. [...] B nepdomaHci He ii1eTbCs Npo ecTeTuky. MaeTbes Npo YMcToTy Nepekasy
curHany — 6e3 wymis [...]»

11 x0BTHA 2011 poky
Banbgemap Tatapuyk
kypaTtop [HiB mucteytea nepdomarc y JlbBogi (2006 - 2010)



NbBiB
OHi nepcdomaHcy — AHi nepdoM manse — KaHiKynu

Mos aHrnincbka — He HaATO AOCKOHanNa, NpoTe MyLly NUcaTu Lel TEKCT caMe Heto
Ons noganblioro nepeknagy ykpaiHcbkot. Yacamu ByBae Tak, Lo BUTIyMaYeHHs1 MOiX AyMOK
aHIMINCbKOK MOBOIO € AYXe CXOXWM A0 NpoLecy TBOPEHHS MOIX e nepdomMaHciB. B KoxHomy 3
HUX S BAKOPUCTOBYIO HE3HaNOMi MeHi KOMMOHEHTN Ta HamaralrcCb 3afiaTu ix skomora kpauye. Lle
notpebye 3Ha4yHMX JoAAaTKOBUX 3ycunb. Ta, 6yBae, panToBO BiAKPMBAETbCS SIKMIACH HECMOAIBAHWUIA
rMUBUHHUIA 3MICT, | pe3ynbTaTi LUboro NnpoLecy iHOAi 1 CTalTb OCHOBHO CYTTHO MOro nepdomaHcy,
CBOro poay nigTBepOXXEeHHSIM NpUKa3ku «He ByBaTb 61 WACTI0O — Ta HelwacTs NOMOrno».

Hanucana uen nponor, Wo6 NposiCHNTM Ha3By MOro ece, Sika MiCTUTb aHIMiACbKUA TEPMIH,
Lo f BUSIBAMA BUMNAAKOBO, HAMaralouucb BUAyMaT SKKYCb «XUTpoOMyapy» pasy iHO3EMHO
MoBoto. CnoBo « MANSE» (0co6HsIk, Benukuii ByanHOK, AiM CBSILLEHKKA), SIKe S HIKONW paHiwe He
3ycTpivana, i ike BAano puMyeTbCs i3 CrIOBOM «nepdoMaHcy» Aano NOoLTOBX Ta CTano CyTHICTIo
SIK i MOro BrnacHoro nepdgomaHcy, npegcrasneHomy Ha [Hsx (iHcnipauis Big noisgku B Kosenb,
00 6yanHKY, e KONUCh Xuna Mosi POAMHa — BENWKOro OCOBHSIKY nopsif 3 NpaBOCMaBHO
LIePKBOIO), TaK 1 igel, LWo paMku MucTeLTBa nepdoMaHc MOXYTb CTaTU ANst XYAOXHMKa CBOro
poay MeTadpopuU4HUM NPUTYNKOM / XxpaMoM / foMoM. | came Tak st cnpuimato Ti Tpy gHi y J1bBoBi:
OHi nepcdpomaHcy — aHi nepcdpommanse, e s nepebyBana nig ogHUM AaxoM 3 MOEK POAUHOW/
CMiNbHOTOLO.

JlbBiB BigAaBHa € KOMMCKOK YOTUPbLOX KYMNbTYpP: NOMNbCbKOI, YKPAiHCbKOI, POCINCBKOT
Ta eBpencbkoi. Llen dpectmBanb cTaB 3ycTpivyio OAHIET CNiNbHOI rpoMaau, Lo iCHY€E B MeTa-
KynbTypHOMY cepefoBuwi. laHa cninbHoTa 3ibpana AoKynu MUTLIB-00CMIOHWNKIB CYTHOCTI
nACbKOro Tina, ayxy, etk 3 MNonbLwi, Ykpainun, Pocii Ta I3painto.

MucTteuTBo nepdomaHcy mae 6e3niv BapiaHTiB, nepdomMepu-XyaoXKHUKN MOCMYrOBYOTHCS
pi3HOMaHITHMMM BNacHMMM Nigxogamu Ta cBiTo6avyeHHsiM. TOMy NpakTUYHO HiKOMY He BAaBanochb
natv gediHiudito LboMy (OEHOMEHY; MOro CyTHICTb — Lie NocTiliHa noTpe6a 3miH. Ockinbku
nepcomMaHC € MUCTELIbKOIO aKLi€eto, WO BiAOyBaETbCA «HAXNBO», B AAHUN KOHKPETHUI MOMEHT,

TO Bif HbOro BUMaraeTbcsi 6yTu HACTiNbKWM peneBaHTHUM Ta NpaBAMBUM, HACKINbKM LIe MOXIUBO;
KOXEH nepdomaHc nogae Le B cBili ocobnmBumiA cnocio, a sBuLe 3aranom — Kngaw4yu BUKNUK Ta
TNOBMAYM B TEHETA CYCMINbCTBO, XyAOXHUKA I rnsigadva CBOiM MarHeTusaMoM Ta TOTanbHOK BNagoto.
ToTanbHO, NPOTE — He ToTaniTapHo. IHOAI A1 Yyl AOrMaTUYHI Aeknapauii Npo Te, AKMM NOBUHHO
6yTW, 4M He NOBMHHO BYTK MUCTeLTBO NepdomaHcy. B Takux BUnagkax MeHi xouyeTbCs BianoBicTh
— S HIKOMW He CTaHy ConAaToM XOAHOI apMii nepdomaHCy Ta HiKoNn He NiAKOPATUMYCb KXOGHOMY ii
npasuny, ane s wacnusea 6yTn YaCTUHOI LibOro HE3amNEeXHOoro, WO 3HaXoAUTLCS B MOCTIMHOMY PYCi,
pi3HOMaHITHOrO, i BCE XX aBTEHTUYHOIO MUCTELbKOro ABULLA. [1ns MeHe Le o3Havae by Tu XuBoto Ta
fisinbHo. B uboMy ceHe xuTTHA. B ubomy ceHc cBoboaun. lNMepdomaHc TpaHchopMye Yac, 3MyLlye
BigYY TV XXUTTS B Moro GinbLwii amnniTyai/6inblw iHTeHcnBHO/6inbL NoBHO. Ane 0AHOYacHO BiH MOXe
HagaBaTW MpPOCTIp Ta Yac ANs BTINEHHSA NPOCTUX, HE-MOHYMEHTarnbHUX igewn.

BignycTka, kaHikynu, cBaTO.

B ocTaHHil Beyip Haworo nepebyBaHHs y JIbBOBI, MO 3akiHYeHHi BCix nepdomaHcis,

MM 3 MOiMK Koneramu 3 I3painto Bigyynu ronog. Bupiwnnu nosevepatn B kaB'sipHi «KabiHeT»,
O[HOYACHO Hamaral4u1cb «nepeTpaBUTU» OCTaHHI NnepdomaHcu Ta 1 yCto nodito 3aranom. B Tton
Xe yac B npumiweHHi My3seto |gen BinbyBanacsa guckycis wopao «npobnem» nepdomaHcy. Hawa
BeYyeps TPOXM 3aTArHynach, a no ii 3akiH4eHHi My nocniwunu Ao Myseto, HafiloYncb BCTUTHY TN
X04 Ha 3anuwwiku aebarie. Ha Hawe 3anByBaHHSA BinbLUiCTb Xy4OXHUKIB BCe Wwe byna Tam, My
nobaymnu, Wo 1N CTyaeHTM BCe e Tam, M1 nobadnnu, Lo 1 opraHisaTtopu Bce e TaMm, K i nybnika,
i MV OiAWIM BUCHOBKY, LLO ronoj 3a MUCTeLbKOl Nogieto, 3a i 06roBopeHHAM BUSIBUBCS 3HAYHO
CUNBbHILWKMM Big gisionorivyHoro.

«[3ura» 4yactyBana Hac cTpaBamu HalBULLIOI KOCTI, ane 3anuwuna Hac e 6inbL
cnparnMMn >XMBUIbHOI CUNK, WO AapyBana HaM Usi MucTelbka nogis. To oCcTaHHi Bevip B
My3ei nocTaBuMB BCix Hac y CTaHOBMULLE, CKaXiMO Tak, CONig4apHOCTI, Xo4a Luen BUA ConiaapHoCTi
0a3yBaBCcsa Ha AianekTU4HMX TOYKax 30py Ta HaranbHin HeobxigHOCTI iX BUCNOBUTU. Ha MnTb BCce
nepeTBOPUIIOCh Ha apeHy 6opoTLbK igen, aprymeHToBaHMX KOHMPOHTALiN, Hanpy>XeHOoCTi, Wo
Oyna 3HATa ropinko 1 MegoM — Takun cobi KOHMIKT 3 MaHepaMu NobpaTuMCcTBa Yy BUKOHAHHI
HaA3BUYaMHO BigAaHNX igei MUCTUIB 3 CUITbHO PO3BUHYTOIO COBICTIO Ta CBigOMICTIO. Xiba He
OOCTOMHUN Matepian Ans gobporo nepdomaHcy?

Xoua, siKLwo 6yTn npaBanBOLO, Ta MUThL NepeTBoOpUnach Ha roguHuy, i XoTinocs Lwe.

Oyxe Baxnueum enemeHT nepgomaHcy, abo, ckaximo Tak, OANH 3 KOro BUMIpIB, €
yac. Y 6baraTbox 3axiaHunx, «MOAEPHUX» KpaiHaX, CYMHIBHO, Y/ XTOCb MOXe 3HaNTu yac, Wwob
Noro «MapHyBaTtuy». HaBiTb Xy4oOXHWK, 0COBMMBO B yMOBax apT-puHKY. Y JIbBOBI A1 3ycTpina Tak
6araTo niogen Wo «rarHyTby CBill Yac, i He TiNbKM YaCOBO-HEpPErnamMmeHTOBaHi XyO0XHUKN,
Lo opieHTOBaHi Ha 4ac (po3yM. «nepdomepuny), ane n rmagadi, ki cnepLuy 4OBro YekawTb,
wo6 nepdomaHc po3noyaBcs, MOoTiM — W06 3akKiHYMBCS, a TOAi iM Wwe n noTpibeH yac ansa
06ayMyBaHHS.

A He mato 3BUYKM BpaTh BigNyCTKKU; BignoYMBaTWU Bif PYTUHM MOBCSAKOAEHHOIO XUTTS Ta
po60oTU — Lel BapiaHT He ANsi MeHe, OCKiNbKN Yy MeHe Hema pyTuHU. OgHak g BBaxato CBOK
JisnbHICTb B AKOCTi nepdomepa cnpoboto nowyky «off/6e3-TypboTHOro Yacy» B cepenoBuLLi
«off/6e3-kynbTypu» Ta «off/6e3-xntTa». TakMm YMHOM, akuist MOro TpMAEeHHOro nepebyBaHHSA
B SIKOCTi rOCTi y manse/ Npuxuctky nepdgomaHcy 3 npeseHTauieto moro «off/6e3-typboTHoro
yacy» B pamkax «off-off-off mucteurBa» (3raganmo teuito Off-Off-Broadway, T.3B. «HekomepuiiHe
MUCTELTBO» ) mocepen pagukanbHoi nogii Ta B cepeAoBuLLi NOTYXHOMo iCTOPMYHOro MicTa (nntoc
nepmaHeHTHa «pagicTb LWNYHKY») OiICHO NepeTBOpMNach Ha igearnbHe CBATO.

Tak, ue 6ynu cnpaBxHi KaHikynu!

17 xoBTHA 2011 poky
Tamap PabaH
KypaTtop [HiB mucteytBa nepgomaHc y Jlbosi (2011)



[Mpo nepcdomaHc i CbOrogHi HacTo roBOPATh NULLIE SK NPO NapanenbHUN XaHp.

Barato xygoXHUKiB BUKOPUCTOBYIOTb MOTO K LLOCh AonomixHe. Tob6To 3aebinblioro nepdomaHcu
MOXHa 6a4nTy Ha BiAKPUTTI BENUKNX NPOEKTIB, abo Ha BiAKPUTTI MEPCOHaNbHMUX BUCTABOK,
e BOHU iCHYIOTb CKOpiLle siK Bi3UTiBKa XyQOXKHUKA, SK iNtocTpadis, a He Kk CaMOCTINHUI XaHp.

| TyT MeHi xoTinocsi 6 noroBopuTn Npo NnepdoMaHC SK NPO CaMOAOCTAaTHIN XaHp, AKUA
TiNbKM NOYMHAE y Hac hopmyBaTUCS.

To X Yum € onNs XyaoXHWKa Ta rnsgada nepdomMmaHc?

A gymato, Wo BigHOLWEHHS A0 nepdOoMaHCcy HaaTo AoBro 6yno, sik 40 YOrocb APYropsaHoro.
OapemHo.

OavH min gobpui NpuaTenb NONbCbKUIN XYAOXHUK AKOCb CKa3aB, LU0 SKLO MU Bi3bMEMO
Bani3y i noctaBMMo ii B Noni Ha 3eneHin Tpasi ue Mmoxe OyTu Wweaespom, a Moxe 6yt HenoTpebom.
lMepdomaHc gyxxe BUTOHUYYE | 6€3 TOro By3bKy rpaHb, L0 pPO34insie MUCTELbKUIA TBIp i Te, WO Noro
nigminsie.

[MepdomMaHC € akyMynAaATUBHMM XaHPOM. | Liei xxaHp € NakMyCcoBMM nanipuemM y Tomy,
HaCKIiNbKM XyA0XHUK € rMMBoKMM Ta UikaBuM, Y TOMY, LLIO CTOCYETLCSA MOro KpeaTnBHOI eHeprii. o
TOMY, 5K BiH pobuTb NepdomaHc, sik BiH NOro BUKOHYE, SIK BiH Y HbOMY nepebyBae, Bigpasy BUAHO,
0ocob6numBo Ans nogewn, siki po3yMitoTbCA Ha NepdOoMaHci, Ae € noyaTKiBeLb, A& € MOBEPXHEeBUN
XYOOXHVK, @ Ae 3pinui 3 rmnbokum BigdyTTam i dopmu i 3micTy. MNepdomaHc yacto € Hebe3nevyHum
Ons noyaTKiBLiB YM ANSA TUX, XTO BUKOPUCTOBYE MOrO fMLLIE SIK CBOIO Bi3UTIBKY.

Cnupaloyncb Ha BNacHMI AOCBIA, XO4y 3a3HavyuUTu: QyXKe BaXMBMM, | Takox npmBabnuemnm
Ta uikaBuM € Te, WO nepdomaHc €, 3aebinbLue, Ayxxe KOPOTKUM.

£ yacTo npautoto B Teatpi, TOX Nerko MoxXy NOpiBHATM NnepdoMaHc Ta BUCTaBy. AKLLO ixX
nepeBecTU B KaTteropii acCTpPOHOMIi, TO MOXHa roBOPUTH NPO «YOPHY Aipy» i 3BU4aliHy 3ipky. HYopHa
aipa € 6e3MexHO Manux po3MmipiB i Mae cynep NOTYXXHY eHeprito, came B Manivi hopmi nepgomaHcy
MW MOXEMO nepefaTu KorocarnbHy MUOMHY | NOTYXHICTb — Lie € CYTTEBUM AM151 PO3YMiHHS XXaHpy,

i Ay>xe TSHKKMM BogHo4Yac. Afke HeobXigHO HaBUYNTKCS Tak AOCKOHANOo BOMOAITU HUM, W06 BMiTU B
KOPOTKMI TEPMIiH NepeaaTu KonocanbHy eHepreTuky TBOpY, Ik T BUKOHYELLL.

[ns meHe BaXNMBUM € pO3yMiHHS TOTO, L0 NepdOMaHC € XXaHPOM eKCMPOMTHUM, aaxe
nonpw cueHapin, ik T po3pobrseLL, 3anexHo Big TOro, Ae, Konu i 4nsi KOro T npaueLl, MOXyTb
BiAOyBaTMCA HACTINbKM paguKkanbHi 3MiHW, KOTPi HEMOXNMBO nepeabaynTtu. Ane Tn 3060B’s1I3aHUN
[OTpUMyBaTUCA LMX 3MiH | NTK 3a TUM HOBO3OyadoBaHMM cueHapieMm, wo Beae Tebe. Lie € oaHum i3
noctynaTis gobporo nepcgomepa.

MepdomaHC MOXHa Ha3BaTy KOHTAKTHUM MUCTELITBOM.

3HOBY X Taku, SKLO NOPIBHIOBATU 3 TeaTpoM, TO i y TeaTpanbHiil BUCTaBi MOXe 3 ABUTUCSH
HenepenbavyBaHa cMTyalis y BUrMsAi, Hanpuknag, penniku 3 3any i akTop Moxe Ha Hel
BigpearyBaTu, ane BCe 0OQHO NMPMBECTM Ait0 4O NPOrHO30BaHOIO KiHLSA, HE MIHSAOUYM 3aranom
KOHCTpYKLUii BUCTaBun. B nepdomaHci moxnuBe, HaBiTb, Qi3nyHe BTPyYaHHS rnagada, kKotpe Moxe
NPUBECTUN A0 3MiH, SIKi HEMOXNNBO NepeadavnNTK i Ki MOXYTb NOBHICTIO 3MIHUTK 3annaHoBaHy
cuTyauito, i TUM He MeHLLe T1 MaeLwl B Hi 4oByTu | OBECTW AINCTBO A0 KiHLS yXXe 3a 3aKoHamu,
wo To6i HaB'A3anu, 3 KOHCTPYKLUi€to, Wo Tob6i nonamanu, ane TBip Mae 6y TW HEMOLIKOAXEHWUN i
3aBepLueHuit. | Lue € gyxxe Baxnmeum BunpobyBaHHAM ansa 6yab-sakoro nepgomepa.

LLle oanH MomeHT, 6€e3 sikoro nepcpomaHc He MOXXHa BBaxartw, Lo BiH BigbyBcs, i ue
CTOCYETbCSH BUKITIOYHO aBTOpa (MOXe, HaBiTb, Ha PiBHI MiACBIJOMOCTI) — e MOMEHT, KONn 3 aBTOPOM
BiAOYBa€ETbCSH «LIOCbY, L0 MOXHa Ha3BaTu NO-Pi3HOMY: «OCb BOHO Bigbynocsi», «apanBomy,
«MOMEHTOM iCTUHW», «KpeaTUBHMM opradmomMy. Lle nik kpeaTBHOT akyMynsuii, micns sKoro aBTop
BXe NOBHICTIO BONoAie NpoLecoM: K NpOAOBXUTY NepdomMaHc, KoMK i SIK 3akiH4nTu 1oro TBip abo
K MPUMMHUTU Oro, abo siKk BUATU 3 HBOTO.

[lo BCbOro uboro xo4y 4ogaTu Wwe ofHe NOpPiBHAHHSA i3 TeaTpoM: aBToOp NepdOMaHCy € i
MNOro CueHapuCTOM, i peXncepomM, i BAKOHaBLEM, i, HAaBiTb, pUTyarnom, iHcTansuieto Ta, HaBiTb,
npegmeToM. BiH rpae cebe, 3 coboto i ansa cebe. | 3a BCim UMM 3 oyKe Manoi BiACTaHi cnocTepirae
rnagad. Tomy TyT Ayxe nerko nobauntu dansi, HeBgany abo HernMboky rpy, HanoBHEHICTb abo
NOpOXHeYy Toro, Wo BiabyBaeTbCs. TOOTO AyXe TSXKKO BBECTM B OMaHy rnagada.

Yomy nepdopmMaHc He € NonynsipHUM?

MoxnumBo Tomy, wo 6pakye Wwkonu Ta Tpaauuii. Ta n 3Bigkn i 6yno B3STUCS, SKLWO HaBITb Ti
XYAOXHUWKM, KOTPi «BTiXxapsay 3a pagsiHCbKUX YaciB 3aManumcs Cy4acHUM MUCTELTBOM, nepdoMaHC
He JocnigXxysanu.

MetHi, a a1 3arimatocsa nepdomMaHCOM POKiB MATHAAUSATb, 3Hagobunocsa gyxe 6arato vacy,
wo6 1Moro BUBYNTHY, BiAYYTH i 3pOOMTM CBOIM OCHOBHMM XaHpOoM. baraTto xTo He xo4e BUTpayaTu Tux
M’ATHAAUATb POKiB, He Xo4e TuM 6aBNUTbCS, a Borie NpauoBaTh y AaBHO BiAKPUTUX xaHpax. [o Toro
X Le — HemaTtepianbHWM XaHp, M'IKO Kaxydn. MNpuHarimMHi, y Hac oro ik TBip MPakTUYHO HEMOXIUBO
npogaTu. B ninwomy Bunagky BiH Moxe 0yTu 3adikcoBaHMM Ha OTO- YK BigeO HOCIAX | HAaBpSa
MU 3Hangemo ngen, KoTpi 61 3axoTinM MaTu NOro y CBOIN BNAcHOCTI. 3HOBY X Taku B CUNy CBOET
Heobi3HaHOCTI.

MpoTe cuTyauisa 3amiHoeTbeA. MopiBHAHO i3 MpubanTukoto i HaBiTb 3 binopyccio, B Hac
decTmBanb nepgomaHcy npoBoauTbesa nuwwe i3 2006 poky. | To, decTnBans, WO NPOBOANBCS B
Kuesi, 6y 3acHoBaHuM Monbcbkum iHCTUTYTOM. MoTim (2008 pik) 6yna Baana cnpoba nepesecTtun
noro y dopmMart «TuXXHS akTyanbHOro MMCTELTBA» i BiH TaMm MPUXMBCS. |, MOXNMBO, Yepes Te, Lo B
pamkax «[HiB mucTeuTBa nepdomaHc y JlbBoBi» 3'aBunacs LLkona nepdgomancy (2009 pik), 6arato
XTO 3pO3YyMiB, LLIO XXaHp nepdomaHcy Lie HabaraTo cepro3Hille, HiXX NPOCTO ynakoBKa 4Yu Bi3UTIBKa,
Lo nepdgomaHc ayxe ferko oroftoe HepB TBOPYOCTI, KpeaTUBY XYAOXHMKA, @ Take PO3YMiHHS €
AyXe BaXnNMBMM NS BU3HAYEHHS (BU3HAHHA) NnepdOMaHCy Ik CaMOCTINHOIMO XaHpy.

£ BBaxato, Wo NnpoBeAeHHs «TUXHSA akTyanbHOro MucteuTBa» i «[HiB MmucteuTsa
nepdomanc y JIbBOBi», a BogHo4ac i «LLkonn nepgomaHcy» gatoTb CBOI nnogun. AKwo nepLi ABa
pokun Byno paHo roBOpUTM NPO SKiCb BUCAIAM, TO LbOro poky LLikona 3akiH4unacsi pe3oHaHCHO i
MOXHa Ha3BaTu AeKinbka aBTopiB, TBOPU sIKMX MOXHa Oyno 6u nokasyBaTu rnsgayesi. A gymato,
BCe TaKu BiAHOLIEHHS 40 NnepdOMaHCy Ta 3alikaBneHHs HUM MIHSETbLCA Ta 3pocTae, i Tenep Bxe
MOXHa roBOpPUTM NPO NepdoMaHC SK NpOo XaHp, WO NOYMHAE PO3BMBATUCH B YKpaiHi.

4 0BTHA 2011 poky
BnogkaydmaH
apT-AMpeKTop MucTelbkoro o6’egHaHHa «d3urax» (2011)



BcTyn no po3aymiB npo mucteuTBo nepcgomaHc

B nowykax aediHiuii nepdpomaHcy cnig nam’aTaT Npo Taki BU3HavanbHi horo ocobnmBocTi,
— a 3apasoMm i oYeBUAHI CBIAYEHHS PaKTy NOro BUKOHAHHA, — SIK BUAUMICTb | iBHA NPUCYTHICTb.
Hapatoum ocobnuBoi Baru SBHi NPUCYTHOCTi, MM TUM CaMUM NEPEHOCMMO rpaHuLli nepoMaTUBHUX
aKkTiB Aaneko nosa cpepy MoBu nepdomMaHcy.

Yn MOXNMBO aHanisyBaTu Cy4acHU xxmBonuc, abectparyoynce Big BnacHe MantoBaHHS,
CKyNbNTypy — irHOpYHO4M Yac i npouec ii cTBopeHHA? Yn MoxHa aHanidyBatu MapadoHCcbkuii Bir,
30CcepeauBLLMCE NULLIE Ha NOCTaTi BUCHaXeHoro giHanicta?

lMepdomaTnBHa Ais Hagae HaMBULLOT Baru NPUYKMHI, ynocnigxyuun Hacnigok. Posrnagatoun
KNacu4Hy CKynbnTypy, M1 3BEPTaEMO yBary Ha crniau iHCTpyMeHTY, 60 B HUX — CYTHIiCTb npoLecy,

B pe3ynbTaTi AKOro MaeMo came Takuii, a He iHWuiA 06’eKT, B HUX — CBIQOLTBO BiANOBIgHOrO
CKynbnTYypi 4acy.

Cnigu iHCTpPYMeHTY, dikcytoum npoLec, 3acBigyyoTb KOro TPYAOMICTKICTb Tak camo, K
cTonTaHi kpociBku edioncbkoro biryHa-mapadoHLusa € HankpalluMM CBiAYEHHSAM BUCHAXNTMBOCTI
MapadoHCbKoro Biry. Ak «peyoBi Aokasn» AiNCHOCTI, BOHW CBigYaTh i NPO iCHyBaHHS NOTAaEMHUX
cchep OyTTS. Sanuwatuy cnigu iHCTpyMeHTY abo X cniav npouecy — o3Havae ysBHOBaTH Aito, Wo
nNpu3BOANTL OO pe3ynbraTty, O4eBMALSMN, CBIAKAMM SKOrO MU € B KOXHIN MOTOYHIN XBUII.

ToMmy yacTo BXuBaHe B Lii CTaTTi NOHATTS nepdoMaHc-06’ekTiB BUNpaBaaHe TyT sk
iHCTPYMEHT SIBHOCTIi 4u, cka3aTu 6, iHCTPYMEHT YHAOUYHEHHS.

[ii B norpaHnyHmx cTaHax JO3BONATb AOCAIANTM NoTeHuUian PyHKUiOHYBaHHSA B
NnorpaHUYHNX NPoCTOpax Nonpu 3arposy, a, HaBiTb, HEYHUKHICTb KPUTUYHUX CTaHiB, BUKIMKAHMX
Kpu3oto. Kpnsa BuHUKaE Yyepes Te, Wo OAHUM i3 3acagHMyYunxX napameTpiB Aii € i1 nokanisauia B
cpepax norpaHmyys, WO AUHaAMIYHO eBOSIOLIOHYIOTL: came B Ui nokanisauii 1 3ocepefXeHo
HanbinbWwwnin NoTeHuian Aaii.

Kinbka pokie TOMy B O4HOMY 3 aMepUKaHCbKNX YHIBEpPCUTETIB KOH(epeHLito 3
npobnemaTunkm nepgomaHcy 6yno Ha3BaHO CroBoOM-ribpuaoM — «rrnokanisauis». B Takuin cnoci6
6yno noeaHaHo ABa NPOTUNEXHI NOHATTS — «Nokanisauis» Ta «rnobanisauis». Mwnocs npo Te, Wo
B nepdoMaHCi MU LLyKaeMO BnacHoi, NpuBaTHOI, a, HaBiTb, iIHTUMHOI NoKkani3auii B HeobmexeHoMy
rno6aneHOMy NpocTopi.

Take maiixe puTyanbHe pyiiHyBaHHsi KOPOOHIB, BTiM, HE CKacoBye 060B’A3Ky nam’siTaTu Npo
HUX KOXHOro pasy, Konv mun obupaemo Micue. B nowykax npMBaTHOCTi MU HEYHUKHO NOTPannsieMo B
KOHTEKCT rnobGanisaduii.

Tomy nonpw BiACYTHICTb KOPAOHIB (4K, pagLe, TEHAEHLIT A0 iX YCYHEHHS) MM Hamaraemocs
BifLLyKaTN 0COBMCTI TOYKM NnorpaHuyys. MorpaHnyys, noTpakToBaHe Sk MPOCTip Nokanizauii Halmx
XecTiB, ekcripecii un 6e3pyxy, BiAKpUBaE CBOK HAWCYTTEBILLY LliHHICTb — NOTEHLUian «HIYMET 3eMni».

He cnig oMyvHaTK yBarow Takox yHKLUil0 3HaKy, IHTErpoBaHOro B Npouec nepdomMaHcy:
Hamaraluncb YHUKHYTU CTUPAHHS Pi3HMLI MiXX NepdOoMaHCOM SK TakKUM i MOHATTAM nepdgomaHcy, s
CXUNbHWUI TPaKTyBaTW 3HAK SIK CYTHICTb NEPBUHHY, aTOMapHy, Heginvumy.

Becb npouec, nepebir Mmoei npaui — ue cnpobu BigHaNTK y 30BHILLHBOMY 3HAKOBY
cy6CTaHUio BHYTPILLHBOrO.

HesanexHo Big nokanisauii i TeputopianbHMx 06CTaBuH, A TPAKTYO 3HAK B MUCTELTBI
nepdomaHcy sik CUrHan i3 cepefivHu, sik enemMeHT KOMyHikauii 3i cdpepoto BHYTpiwHboro. OTox
NPUKMETHUK «BHYTPILLHINY» BUAAETLCA MEHI HaWBaXNMBILLMM €fIEMEHTOM ONucy MoBU nepgomaHcy,
[OPEYHMM AN XapaKTepUCTUKK fBuULLa NepdOMaHcCy Sk Takoro. IMnepaTuB BHYTPILLHLOTO, SIK
Ha MeHe, YBMPa3HIOE Pi3HULII0 MK MUCTELTBOM nepdoMaHcy i T.3B. «nepdomaTukoto». Lien
pi3HOBMA MUCTELTBa BBOAMTD | BUBOAWTb 3HAK i3 MpocTopy ocobuctoro putyany. bnuckaska
nepeTBOPHETLCH Ha enemeHT 6e3neyHoro nobyTy nonpu Hebeaneky yaapy cTpymom. bnuckaBka
CTae 3HaKOM He34onaHHOoI Mexi, noaibHo, Ak He3aonaHHMM POBUTLCA KOPAOH i3 3ananeHux CBivok,
nigkpinneHui Bipoto Ta iHTeHUie cnocTepiravis.

BapTo 3BepHyTM yBary Ha OCBIiTHi/ acnekT MucteyTBa nepdomMaHcy — camMe BiH YOMYCb

3anuwaeTbCa HeJOOLUIHEHNM, a TO 1 y3arani irHopyeTbcs. [pouec ocBiTU 1 CamMOOCBiTU, oNepTui
Ha JocCBiA nepdomaHcy, s TPaKTYIo SK iHTepMeAinHniA akT, NokanisoBaHUM B aBTOHOMHOMY
MiXAUCLMNIiHapHOMY NPOCTOPI, Ae BiACYTHI roToBi AediHiuii.

MwucTteuTBO NnepdomaHcy sk nybniyHe AiNCTBO, WO YSABHIOE, BUKPUBAE, YHAOUHIOE NpoLec
TBOPEHHS, HE NULLIEe MaEe BUpa3Hui 3B’A30K i3 OCBITHIM NpoLecomMm, ane 1 YiTKi OCBITHI 3aBAaHHS.
3BinbHeHi Big 060B’A3KOBMX KAHOHIB, MW LLyKAaEMO HOBUX AUCLMNIIIH | KOAIB HOBOI, aBTOHOMHOI
MoBWU, 6a3oBaHoOi Ha ocobucTomy MeaitHOMy BUGODI.

Po3gymu 1 dakTn, HaBedeHi B LbOMY TEKCTi OKpPECMOTb NpobnemMy, Hamivaoum macwtab
i Yac moro nepcdomaHcy. A cBigoMuIN TOro, WO BCe BiadyAeTbCsA MiXX HAMIYEHMMM B LMX pO3ayMax
nyHKTamu, BYEProBe BM3Ha4yaw4m Min akTyanbHui ctatyc. Lle nos’sszaHo 3 notpeboto 36inbwntu
CBill MPOCTIip 3a paxyHOK MO3UTUBHOIO Mecuaxy. ToX 3aKiH4y aBTOLUTATOLO:

«AHani3youn CBOI XeCTu i 4ii, a1 po3ymito, Wo xo4y 6yTn Ha Boui Tnx, XTo goaae
OOBKONULIHbOMY BapTOCTi Yn 6oaan e — SKLLO HECNPOMOXHMUI Ha Binblue — BUABMSAE Taki
nparHeHHs».

Momunku 1 kpr3a B aHanisi MmucteyTea nepdomaHc

3’aBnseTbCA HOBe, PyHAAMEHTanbHe NOHATTA-IHCTPYMEHT, | NAETLCS NPO IHCTPYMEHT, AKUM
Bonogie nepgomep.

«TyT BapTO 3BEPHYTY yBary Ha NpoCTi NOHATTS, BUNYYEHi 3 MOHATb «CBIT» i «Ml0AMHaY, a
came — «Tifo» i «npocTip», NOTPIGHO Nam’aTaT, WO TiNO He nuLe 3arMae NpocTip, a 1 y Mipy CBOIX
notpeb onepye HUM. Tino — xuBe, a NPoCTip — Micue, CKOHCTpyoBaHe NoanHow.(...) JilognHa
BiIKpMBAE NPOCTIp i Bigpasy CTPYKTYpYye NOro BiCClO ropa-HW3, HanpsiMkaMu NpaBopyy-niBopyv,
Bnepea-Ha3aa. [opusoHTanb-BepTuKanb, NpaBe-nise, Bepx-Hu3, Tun-gacag — e nosuuii n
KOOpAWHaTK TiNna, Wo eKCTPanonoTbLCA Ha NPOCTip».

MepdomaHc, NOTpakTOBaHMI K NAUHHUIA Npouec, AN SKOro HexapaKkTepHi MOBTOPU, MOXe
HapasunTucs Ha nomunky, 6a 6inbwe — Ha Kpuay.

3aknagaryu NoTeHUiiHy NOMUIKY SIK XapaKkTepHy pucy nepdOoMaHcy, MOXHa BUPILLUTMH,
LLIO OCHOBHA LiHHICTb MUCTeLUTBa NnepdomMaHcy, sika BiAKpMBaAE MOXIIMBOCTI NPOHUKHEHHS B HOBI
npocTopu, — Lie Kpu3a, Lo BMHMKAE Yepes3 NpupoaHy notpeby BUNTN No3a 03Ha4YeHi neppomaHcom
Mexi.

3BMYHO MOBUTbLCS NPO NOTPEeDY UM NparHeHHs BUNTU 3 KPU3K: axe Kpu3a — Le cuTyadis
HenpueMHa, Ky BaXKKko NPUAHATK i nepexntn. 3gatoum cobi cnpasy B NOTeHUiani Kpusn, My
MOXEMO 3aMUCNUTKN Taky Mogdenb nepdomaHcy, B skoMy AOBeAeHHS 40 KPU30BOi cUTyallii €
YacTuHow nepenbadyBaHoi cTpaTerii. B Tol xe yac nybnivHa, Buanma cnpoba Buxoay 3 Kpusmn
€ imaHeHTHOol MaTepieto nepdomaHcy. [Mpobrnemoto € HEBIAOMICTb | NOB’A3aHUIA 3 HEH PU3KK
rnopasku — HeBUpa3HicTb YK Gpak byab-skoi apTukynauii, wo aesopieHTyBano 6 rmsgava. Kpusa,
SIK HACNiAOK NOMWIKW, BUAAETBLCS O4EBUAHOI0, MPOTE S HAMAratcs YHUKaTv MOMUIKKU NyCTOl,
no36aBneHol NoTeHLiany, TpakTyouu i sik sBuLLe HebaxaHe, Take, Lo He Mae Micus B cTpaTeril
MOro nepomaHcy.

OpHak cuTyauis, Konv 3HapsiaasaM cTae Moe Tino 3 Moro nepegycim NpocTopoBUMMN
XapaKkTepucTuKamMm, Moxe 4ONPOBaAUTU A0 eKCTpeMarbHOl, BUMYLLEHOT MOMUIKN, BHACMIAOK,
Hanpuknag, HeobaymMaHoro Bigpyxy, Yu He4OCTaTHLOrO BiAYYTTS MaTepii.

Konu s 3amucniolocs Hag BUKOPUCTaHHAM NpoTMBarK, sika ineansHo nacysana 6 moemy
Tiny, To BUbMpato ii Bary Ha mexi 6anaHcy — Tak, Lo, 3aaeTbes, 3amsi 100 rpamis nepeBuwaTb
6ap’ep Moei koHauuii. Ans rnagada g BUCTYNako KOHTPONIEpPOM i onepaTopoM Takux KaTeropin
Sk Bara, BiCTaHb, pPO3Mip 41, CKaXiMo, MiHIMYM i Makcumym. B ubomy BUNaaKy Kpuay MOXHa
noe’si3aTu i 3 NIMHOM Yacy, NPOMUHAHHSIM, YIPOAOBX SKOro MOE TifNlo CTapi€, NoripwyeTbes



nam’aTb, 3HWXKYETbCHA TOUHICTb pyXiB. A BXe 3ragyBaB NOHATTA 6e3ne4YHoi HepyXxoMocCTi, Tenep,
noBepTalynCb 40 NPOCTOPY KPU3N, 3ragato Lie 1 NoHATTs 6e3neku, wob 3anutaTn: Yn nepdomaHc
€ ABMLLEM De3neyHnm?

Lle, Ha nosip, abcypaHe 3anuTaHHA Habupae CeHey, Konun NoHATTSA 6e3nekn noegHaTu 3
NOHATTAM 3axXuUCTy. TpakTyoum nepoMaHc sik akT peayKTUBHUN, 3BiNbHEHMI Big HagMipy bopm Ta
eKCnpecii, MU MOBUHHI TAKOX PO3rNSAHYTU iIHCTPYMEHTU 3aXUCTY.

Mapay icHye

[Mspgavi, No3nuioHOBaHI CUTyauli€eto sK iHLWI, KOHTPONIKThL cLeHy, cebTo none gii. MocTiiHa
BUOUMICTb, BidyanbHa BiAKPUTICTb akLii 3myLlye nepcpomepa waHyBaTu npasuna uiei cepu. Buss
noLaHu Mmoxe 6yTU BUKNUKaHWUIA GaxaHHSAM 3pobuUTY rapHe BpaxKeHHs!, abo X YHUKHYTU giacko.

Mspay, oAHO3HA4YHO NOKani3oBaHMn N03a, CNIPOMOXHUIN YHAOYHUTU 1 yCTanuTu BapTiCTb
Ta 3Ha4YeHHs rpaHuui. Mmagay npubupae NPURHATHY M CYCNiNbHO OYiKyBaHy porib KOHTponepa. Ta
6yno 6 NoMUNKOI ycyBaTu NOCTaThb rMsijava 3 KOHTEKCTY «BHYTPILLHIX AediHiliiy, SKi BUHUKaTb
B npoueci nepdoMaHcCy, 03Ha4youm 4eprosi noro etanu. Magady € cnisTBopueM gediHitoBaHHSA
nepdomaHcy. Moro cTocyHki 3 nepchoMepoM CTPYKTYPYIOTb pearnbHUi, LinicHuin npocTip
nepgomaHcy.

[MpocTopoBi CNiBBIAHOLWEHHS HA KWTANT «Aaneko-6nm3bkoy, KHN3bKO-BMCOKO»
CTPYKTYPYIOTb CEMaHTUKY NPOCTOpY nepdomaHcy, Hepiako 6a3oBaHy Ha O4EBUAHOMY
€eHepreTU4YHOMy NPOTUCTaBMEHHI MPOTUNEXHOCTEN.

«[Jo oceln BepTMKanb-ropnu3oHTanb Ta BEpX-HWM3, caMma reoMeTpis NM0ACbKOro Tina gogae
30BHILLHBbOMY MPOCTOPY XapakTepUCTUK cnepeay-33aay i npaBopyy-nisopyd. MNpocTip cnepeay
€ nepeaycim BUAMMUM, oMeBUAHUM i HabaraTo Ginbwum Big NpocTopy No3aay, NPo sSiKUn Mu
3goragyemocs 3aBAsiku He BidyanbHUM 3HakaM. [pocTip nonepeay 3aBXaun «OCBITNEHUNY,
nosasik 3aBxau nepej o4mma, NpocTip No3agy «TEMHUNY, HaBiTb, Y COHAYHUI AeHb, 60 LiNKOBUTO
HEBUAUMUN.

LloHarmeHLe 3 YaciB [MnaTtoHa TpuMaeTbes Bipa B Te, WO MOACLKUIA nornsg nogibHun
[0 NOTOKY NPOMIHHS, Bipa Usi nepexunna cepeHbOBIYYS, XXMBa ! A0 HUHI. IHWe po3noBCcloaxeHe
nepekoHaHHs TBepAWTb, HibU TiHb 3aBXan Nagae no3aay NOANHM, Xo4a 3 MPaKTUKM 3HAEMO, LUO Lie
He 3aBxau Tak. B yacoBux kaTeropisi npocTip N03aAy acouitoeTbCA 3 MUHYNUM, NPOCTIp nonepeay
— 3 ManbyTHiM. Pacag AeMOHCTPYE NeBHi NpeTeH3ii, TN — 3aBXAn HENPETEeH3INHNI.»

Mwu roBopumMo npo noTpeby 6aumTu KOXHY AeTarnb Halol ek3UCTEHLIT, agxe came geTanb
— BMOKpPEMIIeHa i BKMoYeHa B NpoLec KOMYHiKauil — CNpOMOXHa roBOpUTU NPO pevi 3aranbHi Big
iMeHi ogHi€i KOHKPETHOI NMIANHM.

Takun piBeHb KOMYHikaLii My BBaXXaeMo 3acagHu4MmM Ans MucteuTsa nepgomaHcy.

B 1989 poui B KowaniHi Biabyscsa cumnosiym nig Ha3sow «MucTeuTBo SK NpyBaTHUN
XKEeCT» — Len TUTyN BUAAeTbCA MEeHi BAanum npuknagoM onucy npakTuku nepcgpomepa. Ha
cumnosiymi 6yno 3pobneHo cnpoby AediHitoBaTh 4Ym 6oaal 3acBigunTU 3HaYEHHS NpuBaTHOro, 6a
HaBiTb IHTUMHOIO MUcTeubkoro akty. NMepdomaHc € MUCTELTBOM CyCniNbHOI KOMYHiKaLii, npoTe
BUXIOHUM MYHKTOM 3aBXAW 3aNuULLaETbCs 3BEPTaHHSA KOHKPETHOI NIOANHM OO0 KOHKPETHOI MI0ANHN.

[MoBepTatouMchb 4O HA3BM KOLIANiIHCLKOro CMMMNO3iyMy, Aogam, Wo nepdomaHc — ue
MUCTELTBO NPMBATHOIO XeCTY, KW y Ny6niyHOMY NpoCcTOpi 3BepTaeTbCsi 40 Npobnem noacbKoro
CaMOYCBIJOMIIEHHS!, NparHeHb Ta eMOLiN.

4 xoBTHA 2011 poky
Axyw bangura
KkypaTtop LWkonu nepcdomancy y JibBosi (2009-2011)



AHI MUCTEUTBA NMEPOOMAHC Y JIbBOBI
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Bacunb BAXAN (UA)

Anyw BANOUFA (PL)
36irHeB BAPMEXOBCKI (PL)
Pegac OIPXMC (LT)
BJIOAKAYOMAH (UA)
[miTpiit MABOPOJA (BY)
AnekcaHgp CAPHA (BY)

AH CBIOXIHCKI (PL)

lopis COKOMOB (UA)

KypaTop: Banbgemap TATAPYYK (PL)




OH1 mucTeuTBa nepdomaHc y NbBOBi 2008

36IMHEB BAPMEXOBCKI ..

oanH i3 nepumux y cBiti muTuis,
KOTpUIA Mo4YaB 3aiMaTMCA MUCTeLTBOM nepdpomaHc
BiH € nioHepom uboro Buay mucTeutBa y Monbui

Hapoausca 1938 poky B ceni Mnocku Ha BonuHi

HaB4YaBcA: 1956-1962 - KpakiBcbka nonitexHika (Monbwa),
apxiTekTypHuii dakynbTeT

1964-1965 - KpakiBcbka Akagemisa MucTteurs (Monbwa),
¢daKkynbTeT MPOMUCNOBOro AW3aiiHy

3 1962 poky 3alMaETbCA XMBOMUCOM

Bin 1964 poky nuwe Bipwi, nybnikyeTbca B 4Yaconucax

3 1967 poky 3aliMaEeTbCA NepPoOMaHCOM, Ha CbOroAHiwHiih AeHb
BUKOHaB 6/113bko 250 neppomaHciB

B 6araTbox KpaiHax €Bponu, A3ii Ta MiBHi4yHOI Amepuku

3 1973 poky - aBTOp 4uCAeHHMX nybnikauiin, npuceBAveHUx
nepdomMaHcy Ta Cy4aCHOMY MUCTeLTBY

MUTEeUb TBEPAUTb, WO MUCTEUTBO nepdoMaHCy TicHo noB’A3aHe
3 noesiew i wo rpaHb cBoel TBOpYOCTi
BiH Ha3uMBae «noeTU4HOW peanbHicTio»




OH1 mucTeuTBa nepdomaHc y NbBOBi 2008

PEOAC AIPXWUC .,

npaue B XaHpax: couianbHi akuyii, nepgpomaHc,
ckynbnTypa, rpadika, iHcTanauia/ kypaTtop, Buknagad

Hapogueca y 1967 poui y /muTtei

1986-1991 - TaniHcbka Akagemis MucTteutB (EcToHin)

3 2003 poky - y4dacHuk IAPAO (MixHapogHoi acouiauii
opraHisaTopiB mucTeutTBa neppomaHc)

npoBOAUB AECATKU MepCcoHaNbHUX BUCTaBOK y JiuTei Ta €sponi,
6paB y4acTb y CNifNbHUX MiXHapoAHUX BUCTaBKax Ta MpoOeKTaXx,
Bigomuii cBoimu couianbHumu iHTepBeHuismu, neppomaHcammu
Ta couianbHO aHr'axXOBaHWMM XYLOXHiMM npakTukamu

OTpUMaB HWU3KY Haropopg, cepep Akux I MpemiAa MixHapoaHol
6ienane pusaitny (Pocia)/ Haropopa Bip «Alytus City Culture
and Arts» (/lutBa)/ Haropopa Yropcbkoi acouiauii ckynbnTtopis
Ha IV bieHane cKyNnbNTYpHUX MajWHKiB

3apa3 € AUpeKTOpOM XYAOXHbOI wkonu B Anityci (Jiutea)
xuBe i npauwe B Anityci (Jiutea)
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AH1 mucTeuTBa neppomaHc y nbBoBi 2008

OPIN COKONOB ..

HapoauBcA 1946 poky
apxitekTop 3a daxom
OAMH 3 nepwonpoxoauiB nepdomaHcy B YkpaiHi

npesmaeHT 7-1 /NlbBiBCbKOI akapemii

mucTeuts i nitepaTypu im. Maiika MoraHceHa
3aBipyw4nii Kapeapu HaTAKy Ta NOTAry

yYacHMK cumno3iymiB cy4acHoOro mucrteuTsa

y Monbwi, CnoBayvyuHi Ta lBeeiuapii

TBOPU 3HAXOAATbCA y My3eAX Ta NpUBATHUX Konekuisx
Ykpainu, Pocii, CWA, I3painw Towo

apenT nand-apTy

neppomMaHC BBAXAE BYUMHKOM




AH1 mucTeuTBa neppomaHc y nbBoBi 2008

ANEKCAHAP CAPHA .,

HapoauBca y 1971 poui y MiHcbky (Binopycb)

KaHampaT ¢pinocodpcbkux Hayk, neppomep, XypHanicTt

Ta Megia-aHaniTuk

BUK/IQJa€ B EBpoONeicbKoMy rymaHiTapHoMmy yHiBepcuTeTi

2001-2011 - y4acHuk MixHapogHoro decTuBanio
neppomarcy «HaBiHki» (MiHcbk, Binopycb)

neppomaHcu AnekcaHgpa CapHM HaragywTb
«maTepianisauii» ¢inocodcbkux ipen

Ta NOriyHMX KOHCTPYKUii

6yayyn npodeciitHum aHanitukom

y ranysi BisyanbHux cTyaid muTteub noB’A3ye
cyvacHi ¢inocodcbki BisHHA i3 mMacoBow KynbTypoiw

xuBe i npauwe B MiHCbKy
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AH1 mucTeuTBa nepdomaHc y nbBOBL 2008

OMITPIW MAWMBOPOAA ..

HapoauBca 1973 poky B MiHcbky (Binopycb)
KaHaMaaT pinocodpcbkux Hayk,

BUKNafae y binopycbkomy pepxaBHoMy
ninreicTuyHomy yHiBepcuTeTi

AK nepdpomep 6paB y4acTb:

2001-2007 - MixHapopHuii decTuBanb
neppomaHcy «HaBiHki» (MiHcbk, Binopycb)
2006 - ¢ecTtuBanb IHTepakuii

(NboTpkyB TpubyHanbcbki, Monbua)

MUTeUb BMAO3MiHWE rnsgadis, 3miwye akueHT cBOIx
neppomaHcie i3 cebe Ha TumyacoBi KOHCTpykuii
BigHOCUH Mix noabmu goBKosna, TUMYacoBi AMHAMiuyHi
CKYNbNTYypU B3AEMHUX BigHOCHH

«MUCTEUTBO AWKTYE OpUriHanbHicTb. TM rapgaeuw,

WO TW KJ/YOBMWIA MYHKT Y NaHUWry MNpU3HaYyeHb.

y UbOMy MaBYTUHHI HeMmae nmaByka — nuwe naByTUHA.
TW rajacw, wo TW MaHinynaTop, ane Tu MapioHeTka»
(OmiTpiih Maitbopopa «[MKTaAT MuCTeuTBa»)
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AH CBIAXIHCKI

iHTepmeaiHUA MUTELb, 3aCHOBHUK KOHTEKCTYalbHOro
MUcTeuTBa, neppomep, TeopeTuk mucTeutsa Ta ¢inocod

Hapogueca B 1923 B MNonbwi B Buarowi

y 1944-1952 pokax BMBYaB xuBonuc, rpapiky

i apxiTekTypy, 3axucTuB Aunaom Ha dakynbTeTi xuBonucy
Akagemii MucteutB y Bapwasi (Mosnbwa)

y 1965-1970 pokax 3almaBca ¢$opmanbHOW norikoto,
NMUTaHHAMU CTPYKTYpU MOBU, CeMioTukow, 3acHyBaB

Bipain pocnipkeHb mucTteutBa npu MonbCbKomy

ToBapucTBi kibepHeTukm

y 70-Tux pokax no4as BiaxoauTu Bip xusonucy

i cxunaTnca po mixaumcumnniHapHol MUCTeubKOI MpakTUKK
i 3 1974 poky 3aiiMa€TbCA MUCTELTBOM neppomMaHc

1976 poky cBiT no6auuB ioro maHidecTt «MucTeuTBo

AIK KOHTEKCTYyaJlbHe MUCTeLTBO»

opraHisaTtop Ta kypaTop 6araTbox 3ycTpiuvei

i ¢ectuBanis nepdomaHcy (B T.4. «IHTepakuii»

B MitoTpkoBi TpubyHanbcbkomy )

6paB y4acTb y pi3HOMaHiTHUX ¢ecTuMBanax mucTeuTsa
neppomaHc y uinomy cBiti, € aBTOopom nyb6nikauin
Ta KHuUXOK B cdepi Teopii mucTeurtBa




AHI MUCTEUTBA NMEPOOMAHC Y JIbBOBI

2009

Mixan BANAUTA (PL)

Anyw BANOUFA (PL)

MapTa BOCOBCbKA (PL)
Mupocnas BAWIA (UA)
Onecb A3VHAPA (UA)
FamneT 3IHbKOBCbHKWA (UA)
BJIOAKAYOMAH (UA)
Poctucnas KOTEPJIIH (UA)
[lennc POMAHOBCbKWIA (BY)
Banbaemap TATAPYYK (PL)
Bonoaumnp TOMNIN (UA)
[ominik ANOBIHCbKMA (PL)
Apocnae AHOBCbKUK (UA)
lopii APEMYYK (UA)

KypaTop: Banbgemap TATAPYYK (PL)
mMaicTepknacu: AHyw BANOUIA (PL)
nekuii: Cm6in OMAIH (CH)




OH1 mucTeuTBa nepdomaHc y NbBOBi 2009

MIXAN BANAUTA ..

npauwe B XaHpax: CKy/abnTypa, neppomaHC, XWUBOMUC
Ta rpadivHuin ausaiH

HapoauscA 1980 poky y Bapuwasi (Monbuwa)

oTpumaB aunaom 3i cneuianbHocTi MucTeubka ocBiTa
y MNo3HaHcbkin Akagemii mucteuts (Monbwa),

Ae N 3apa3 MpoAOBXYE HaB4YaHHA

Ha BipainenHi rpadikwu

aKTyanbHuii nepiop y TBOp4ocTi Mixana banauru
npuceaYeHuit npobnemi KynbTypu Ta KynbTypHOCT1
y cBiTi. BiH wykae rpaHuuw Mix cakpanbHum

Ta npodaHHUM. 30CepeaxeHHA Ha CUMBONAX,

Aii # 3HaveHH1 konbopiB Ta dopM AO3BONAE MUTLO
npauwBaTW Haj HOBUM pUTYyasioM XUTTA — pUTyasom
ynuctoi ¢dopmu, wo He Hyne noB’A3aHuUi

i3 xopHow peniriew 4m Bipow

(Ha ocHoBi aBTopcbkoro TekcTy Mixana Banguru)
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OH1 mucTeuTBa nepdomaHc y NbBOBi 2009

MAPTA BOCOBCbKA ..

npaue B XaHpax: iHcTanauia, 06’ekTu, neppomaHc

Hapogunaca 1984 poky B Monbwi B micTi KocbusAH
HaB4Yanacb B IHCTUTYTi MucTteuts

B 3efieHoropcbkoMy YHiBepcuteTi (Monbwa), xusBonuc

Ta B Akagemii Mucteuts y Mo3HaHi (Monbwa), BipaineHHs
MUCTeubkol ocBiTu

BOHa BMbGMpae npocTi xecTu, cuTyauii, npeameTtu

Ta MaTepianu, WO OTOYYWTb NHWAMHY Y WOAEHHOMY XWTTI,
330BH1 BOHM 3BMYaWH1, ane npoaHanisyBaBWwM MOXHA
3po3yMiTH, AKe BOHM HecyTb emouilHe HaBaHTaXeHHA,
b6araTo3HayHicTb Ta cumBoniky

HabinbwMM HaTXHEHHAM AnA MapTu bocoBCbKOI

€ Nam ATb Ta CNip, OCTATOYHOW MeTOWw € — MaM ATb 3acCBOEHa
Ta BipHaigeHa, wo nNpu3BOAMTbL O NMepeTBOpeHHA cBigomocTi
Ta CTBOPEHHA HOBOrO «fA»

(Ha ocHoBi aBTOpcCbKOro TekcTy MapTu BocoBcbkoi)

xuBe i npauwe B Mo3HaHi (Monbwa)

35



ONECb A3WUHAPA

npaue 3 06 EKTaMM y CTATUYHOMY, KiHETUYHOMY, KaMepHOMY
Ta MOHYMeHTanbHOMy npocTopi

HapoauBca 1955 poky y JlbBoBi (YKkpaiHa)
1972-1982 HaB4ascA Yy JlbBiBCbkii nonitexHiui
Ha apxiTekTypi Ta y /lbBiBCbKiin Akapemii MucTteuts

1992 3acHyBaB YKpaiHcbkuil Myseit MopgepHoro Mucreurtsa,
3rogom Myseit Igeit y /ibBoBi (YkpaiHa)

2006 3acHyBaB kiHodecTuBanb «KiHollee» (JlbBiB, YkpaiHa)
i3 2007 - cniB3acHOBHUK IHCTUTYTY

AkTyanbHoro Mucteutsa (/bBiB, YkpaiHa)

2009 3acHyBaB WOPiyHWMIA cuMno3iym

3 aBTOpcbkoro ckna «CknoKoko» (JlbBiB, YkpaiHa)

TBOpYi poboOTU 3HaAXOAATLCA B MPUBATHUX Konekuiax
Ta ranepesx KpaiH €sponu, MNiBHiYHOI Amepuku Ta AnoHiil

xuBe i npauwe y JlbBoBi




OH1 mucTeuTBa nepdomaHc y NbBOBi 2009

npaule B XaHpax:
rpapika, cTpit-apT, iHcTanauia, xwusonuc, neppomaHc

HapoauBcA 1986 poky B XapkoBi (YkpaiHa)

3aKkiH4MB XapkiBCbKe XyAOXHE y4yunuuwe Ta XapkiBcbky
akajemin ausaiHy Ta mucTeuts (YkpaiHa)

HomiHoBaHui Ha Mpemikw PinchukArtCentre B 2009 poui

XMBe Ta npauwe B Xapkosi
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OH1 mucTeuTBa nepdomaHc y NbBOBi 2009

POCTUCNAB KOTEPNIH

TBOPUTb B XaHpax xuBonucy, iHcTanauii Ta nepdomaHcy

HapoauBca 1966 poky B IBaHO-OpaHkiBcbk (YkpaiHa)
3akiHuuB KuiBcbkuii HauioHanbHuii YHiBepcuteT

im. Tapaca lleByeHka (YkpaiHa)

3 1999 poky peparye i BMAAE CUCTEMaTUYHUIA anbMaHax
3 MUTaHb cy4acHoro mucteurBa «KiHeub KiHuem»

2005 - cTuneHgiaT Gaude Polonia (Mosnbuwa)

opraHisaTtop i yvacHuk 6araTbox nporpam Ta NpoekTis
cyvacHoro mucteursa B IBaHO-OpaHkiBCbky Ta B YkpaiHi
nybnikyBaBcA B MONbCbKUX Ta YKPAaIHCbKMX Yaconucax,
NPUCBAYEHUX CyYaCHOMY MUCTEUTBY

YYaCHUK YUCENbHUX CNiNbHWUX Ta BAACHUX BUCTaBOK

AK B YKpaiHi, Tak i nosa ii mexamu

XuMBe Ta npaue B IBaHO-OpaHkiBcbky (YkpaiHa)
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AH1 mucTeuTBa nepdomaHc y nbBoBi 2009

NEHUC POMAHOBCbKUMA ..

HapoauBca 1970 poky B MiHcbky (Binopycb)

oTpumaB gunnom y [lepxasHomy 6inopycbkoMmy yHiBepcuTeTi
(dismuka) Ta 6inopycbkii [lepxaBHii akapemii mucTeuts
HaB4YaBcA y KoponiBcbkoMmy yHiBepcuTeTcbkoMy Kkonepxi
obpasoTBopUnx mMucTeuts y CTokronbmi (WiBeuin)

3 1996 poky 3allMaETbCA MUCTeLTBOM nepdpomaHcy
noyuHawym iz 1999 poky akTuBHO 6Hepe y4yacTb y akuiax
Ta BUCTaBKax y BCbOMy CBiTi, oaHo4YacHo BUCTynae
KypaTopoM Ta cniBopraHisaTopom mucTeubkuX akuin

y WBeuii, Binopyci Ta HimewuuHi

[0 2008 poky pa3om i3 BikTopom [leTpoBum opraHisoByBas
MixHapopHuii pecTmMBanb mucTeuTBa neppomaHcy «HaBiHki»

(MiHcbk, Binopycb)

Bip 2007 poky xuBe Ta npauwe y CTtokronbmi (liBeuis)
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OH1 mucTeuTBa nepdomaHc y NbBOBi 2009

NOMIHIK ANOBIHCbKUWU ..

Mpaule B XaHpax: XMBOMUC Ta nepdpoMaHc

Hapoaueca 1983 poky B Monbwi B JibniHi
2008 poky 3akiHumB Axkagemiw MucTeurts y Bapwasi
(Nonbwa), BipaineHHs xwuBonucy

y CBOiIX BMCTynax MOYMHAE MNepeBepHYTY rpy
3 KOHBeHUi€ew mucTeuTBa neppomMaHcy, fAKe BBAXAETbCA
enitapHum, repMeTUYHUM Ta He3po3yminum

BiH po3npaBnsaeTbca i3 midamu, Aki pospocnucb
HaBKOMO LbOro XaHpy, HacmixaeTbca 3 nadocy

Ta NepeKkoHYE, WO MUCTELTBO MOXe 6yTU FapHOw
nopuiew possaru; nokasye, AK MUCTELTBO

CTBOpHE MEeBHWUI «MNpoayKT» i came X Moro nepepobnse
(3a TekcToM MapTu PUYKOBCbKOI)

xuBe i npauwe B Bapwasi
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OH1 mucTeuTBa nepdomaHc y NbBOBi 2009

APOCNAB SHOBCbKWUWA ..

npaue B XaHpax: nepdomaHc, reneHiHr, iHcTanAuisa

HapoauBca 1965 poky B IBaHO-OpaHkiBcbKy (YkpaiHa)
3aKkiH4yuB JlbBiBCbKe y4unuwe AeKOpaTUBHOIO

Ta npuknagHoro mucteutBa im. IBaHa Tpywa (YkpaiHa)
noYmHaw4m iz 1990 poky akTuBHO bepe yyacTb

y BUCTaBKax Ta npoekTax, WO Mpoxoauau

B YkpaiHi, HimeyuuHi, Pocii, IcnaHii, MNonbuwi

aBTOp Ta y4acHuK b6araTbox
neppomaHciB, akui Ta reneHinris
3aMMaBCA MOCTaHOBKaMW pi3HOMaHiTHMX
BUCTaB Ta decTuBanis

XuMBe Ta npaue B IBaHO-OpaHkiBcbky (YkpaiHa)
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PIN APEMYYK

KOMMNO3UTOp, MY/AbTUiHCTPYMeHTanicT, XyHBOXHMK,
noet, nepdomep, € ogHum i3 nepwonpoxipuis
imnpoBizsayiitHoi my3uku B YkpaiHi

HapoauBca 1951 poky B Pocii B MicTi HOBOKY3HELbK
AK KOMMNO3UTOp CTBOPWE My3UKY B HanpsamkKax
akajemivHoro aBaHrapgy Ta BinbHoi imnpoiszauiil
BNpojoBx 6araTbox pokiB cniBnpauwBas i3 Bigomumu
pociiicbkumn neppomepamm Cepreem JIETOBUM,
Omitpiem MNpirosum, AHApeem biToBum

Ta JleBom Py6iHwTeiHOM

cepepn ykpaiHcbkux neppomepiB fApemyyk HaivacTiwe
npauiwe i3 OkcaHow Yenenuk, Bacunem baxaem,

YTow KinbTep, Wpiem Conomkow, MeTpom CTapyxom,
Iropem fAHoBM4eM Ta PomaHoM Xykom

xuBe i npauwe y JibBoBi (YkpaiHa)



AHI MUCTEUTBA NMEPOOMAHC Y JIbBOBI

2010

Anyw BANOUFA (PL)

Mupocnas BAWIA (UA)
HaTanis BIWHEBCbHKA (PL)
Tapac «Kamw» KAMIHHWA (UA)
B/IOAKAYOMAH (UA)

MapTta KOTBILUA (PL)

€Exu OHYX (PL)

AHHa TNOTHIUKA (PL)

Tamap PABAH (IL)

I3a TAPACEBIY (PL)
Bonoaumnp TONIN (UA)

Nykaw TPYCEBIY (PL)
Bapbapa WTYPM (CH)
JwbniHcbkui TeaTp TaHuw (PL)

Acouiauis akTyanbHoro TaHuw TanzlLaboratorium (UA)
TeaTp «Akagemia Pyxy» (PL)
Fpyna cy4YacHoro TaHuw JlwbniHcbkol nonitexHikm (PL)

KypaTopu: fAHyw BANAUTA (PL)
Banbaemap TATAPYYK (PL)
nekuii: Bapbapa WTYPM (CH)




AH1 mucTeuTBa nepdomaHc y nbBoBi 2010

HATANIA BIIWHEBCbKA ..

npaue B XaHpax:
iHcTanAuia, o6  exkT, nepdpomaHc, nitorpadia, xmuBonuc

Hapogunacb 1985 poky B Monbwi B mMicTi Jlb6niH
3akiHuyuna HaB4YaHHA B Akagemii mucTeuts y Mo3HaHi (Monbwa)

«paianor panAa MeHe € nnacTUYHUM maTepianom, Akui

A onpauboBykW Ta peiHTepnpuTyw, ue rpa 3 dopmow

Ta 3HayeHHAM KoaiB. chepa MOBM € ANnA MeHe HaWbinbwum
NocTiinHMM noTeHuianom i B ToW Xe 4ac HaWbaux4ow
KpeaTUBHOKW CTPYKTypow Moix Bucnipis

Boniw abw mos TBOpYa ekcnpecia 6yna
pi3HonnaHoBOW, MNOCTiMHO wykakw, iHTepnpuTyk, Mikcyw

BMBYaYM 1 3aHypHHOYUCb B WOAEHHI XMTTEBL noHATTA,
nepebyBawyn B NOCTiNHOMY MOWYKY HOBUX MUCTELbKUX
4u HayKoBux ¢opm, npobyw CTBOPUTW YHiBepcanbHuii gianor»
(Ha ocHoBi aBTOpcbKkoro TekcTy HaTanii BiwHeBckoi)
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AH1 mucTeuTBa nepdomaHc y nbBoBi 2010

TAPAC «KAMW» KAMIHHUNA ..

npaule B XaHpax:
ManfapcTBo, rpadika, iHcTanauin, nepdomaHc

HapoauBcA 1985 poky B XapkoBi (YkpaiHa)
3aKkiH4MB XapkiBcCbke AepxaBHe XYAOXHE y4uauue
Ta XapkiBCbKy fepxaBHY akagemikw au3saiiHy i mucTteuts

XuBe B C. Bucokwuit, Ha XapkiBwuuHi
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AH1 mucTeuTBa nepdomaHc y nbBoBi 2010

KOT B I uA (PL)

npaue B XaHpax: XuBonuc, iHcTanauiAa, neppomaHc

2009 3akiH4yuna HaB4YaHHA B Akagemii MucTeuTB y Mo3HaHi (Monbuwa)
Ha BipaineHHi xuBonwuc

bepe y4acTb y BucTaBkax i ¢ectuBanax y Monbuwi

Ta 3a KOpAOHOM




OPIN OHYX

AK XYLOXHWK Mpaue B XaHpax iHcTanauii Tta nepdomaHcy

Hapoaueca 1954 poky B Monbwi y JiwbniHi

1979 3akiHuuB BapwaBcbky Akagemiw mucTeuTB, cneuianisauia: xuBonuc, rpadika
Ta MUCTeubka ocBiTa

y BicimpgecAaTux pokax BiB aKTUBHY MUCTeUbKY AiAnbHicTb:

nepcoHanbHi BMCTaBKkM Ta neppomMaHcu, € OAHWM i3 3aCHOBHUKIiB

(pasom i3 fAHywem bangurow, Jlykawem llaitHow Ta Tomawem CikopcbKum)
ekcnepumeHTanbHol ranepei «Dziekanka» npu BapwaBcbkii akagemii mucTeurs

AK KypaTop 3 1980 po 1986 opraHisysaB 6inbwe 70 BMCTaBOK Ta MUCTEUbKUX aKuii

1993 - kypaTop BucTaBku «CTenu €Bponu» — OAHi€I 3 nepumx BUCTaBOK,
WO WMPOKO MpeAcTaBAAna yKpalHCbke cy4acHe MUCTeUuTBO Ha 3axopi —
B LeHTpi cyyacHoro mucteutTBa YA3goBcbkuil 3amok (BapwaBa, Monbuwa)

1997-2005 — aupekTop LeHTpy CyyacHoro MucteutrBa (KuiB, YkpaiHa)

1997-2010 — kypaTop 6araTbox MNpoeKkTiB, BMCTABOK Ta MUCTeLbKWX akuiin,
33 yyacTi npoBipHMX XyAOXHWKiB YkpaiHuu Ta Monbwi B pi3Hux kKpaiHax

2005-2010 — aupekTop Monbcbkoro IHCTUTYTY y KueBi

B pamkax AianbHocTi IHCTUTYTYy iHiuiwBaB 6araTo uikaBux apT-npoekTiB, cepep Hux:
y 2006 poui — decTtuBanb «[Hi mucTeuTBa nepdpomaHc y Kuepi»

Ta B 2008 — MucTteubkol npemii im. Kasumupa ManeBuya

3 BepecHs 2011 poky — ampekTop Monbcbkoro IHCTUTYTY KynbTypu y Hblo-Mopky (CUIA)



AH1 mucTeuTBa nepdomaHc y nbBoBi 2010

AHHA TNOTHILUKA .,

npauwe 3 ¢otorpadiew, nepdpomaHcom, BigeoapTom
Hapoaunaca y 1956 poui y Bpounasi (Monbuwa)

1980 3akiHumna BpounascbKy akafemiw mucTeurs, BiaaineHHA
xuBonucy, rpadiku Ta cKynbnTypu

BigoMa Takumu TBOpamu, AK UMKA «[lepdoMaHc Ha BUMOTY»

y 2001 1 2004 pokax BOHa HaaMxHyna

i 6yna KypaTopom BUCTaBOK

«Mopawynceb (Krzatanina) I Ta II»,

aki 6ynu nokasaHi y BpounaBi Ta 3eneHa-Typa (Monbwa),
ONA uMxX ekcnosuuii, BOHa 3Morna 3any4uTu Ao cnisnpaui
6aratbox HamBigomiwmx muTuis Monbui

OCTaHHiM 4YacoMm BOHa 6araTo eKCrnepuMeHTYE

3 TpaHCrpecuBHUMU, couianbHO-1HTEpaKTUBHMMM akuiamu,
3aNyyawyn Ao yyacTi B HMX iHWMX XiHOK, MPOMOHYyKYM im
B3ATM y4acTb y CBOIX npoekTax

B pamkax 1I po6oTu noTpibHo He Tinbku posnisHasaTu
BUAMME ane i HeBMAMME — eNleMeHTU «noMix» € «3amicTb
i HacnpaBai», a He «ana ornagy abo nepernagy»




I3A TAPACEBINM

npaue B XaHpax:
cKynbnTypa, iHcTanauia, 06 ekTu, rpadpika, neppomaHc

Hapogunacb 1981 poky B Monbwi y binocToky

2008 3akiHuymna Akagemii Mucteuts y Mo3HaHi (Monbwa)
BipaineHHa ckynbnTypa Ta iHcTanauisa

cniBnpauwe 3 lanepeew Stereo B Mo3HaHi (Monbwa)
YYaCHUK MOJIOAOTrO MUCTELbKOro YrpynyBaHHA
«Penerstwo» (lMo3HaHb)

y cnocib Haa3BMYANHO NPOHWUKAUBUIA, 4Yepe3 npusmy
BnacHoro gocBipgy i obcepBauii cBiTy nokasye
npobnemu, noB A3aHi i3 cy4vacHow nwAUHOKW

Ta 11 ek3ucTeHuiew

ii yikaBnATb ekcTpemanbHi cuTyauii, y AKuX nwavHa
6anaHcye nomix HopmanbHicTw i ekcTpemanbHicTh,
nwpaHicTio i perymanisauiewn




AH1 mucTeuTBa nepdomaHc y nbBoBi 2010

NYKAUWLl TPYCEBIY .,

npauwe B XaHpax: CKynbnTypa, rpapika i nepdomaHc

Hapoausca 1984 poky B Monbwi B leuinky

2005 poky 3akiHuuB [epxaBHui

MucTeubkuit niuent B Kowanini (Monbuwa)

2005 - 2010 HaB4YaHHA B Akagemii MucTteuts
y MosHaHi (Monbwa) Ha BipaineHHi ckynbnTypa
Ta iHcTansuisa

NPUXUNbHUK MiHimanismy y Bubopi 3acob6iB, nparxe
YCYHYTW HenoTpibHe nepeBaHTaxeHHA cmucnis i 3micTy
BBaXa€, WO NpoCcTi XecTu mMawTb Hanbinbwuii BNAUB
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AH1 mucTeuTBa nepdomaHc y nbBoBi 2010

BAPBAPA UITYPM .,

Hapoaunaca B 1972 poui B baseni (liBeiiuapin)

1998-1999 HaByanacs B XyAoxHii lkoni B /ouepHi (lBeiinapisn)
1999-2003 HaB4aHHA B llkoni mucTteutrs i AusaiHy
B Uwpixy (lWiBediuapia), npoTArom uboro yacy
BOHa MNOBHicTW 30cepeannacA Ha mucTeuTBi nmeppomaHcy,
3akiH4yuMna HaB4aHHA B 2003 poui 3 nepdomaHcom nip HasBow
«XOA1HHA B o4YikyBaHHi», B AKOMy BOHa BUXOAuna

ol Ha MpOrynfHKY 3 Yepenaxoiw

3 2003 poky 1Ii nepdpomaHCU AEMOHCTPYWTbCA B pi3HMX KpaiHax

nokasye ¢isuyHi nepdomaHcu, Aki cxopeorpadosBaHi

3 Haa3BUYaiiHOW cTporicTi i peaykuiew; abcTpakTHi, noaibHi
[0 306paXeHHA, BOHW HarafywTb ManlHKW Tywww 3 Jlanekoro
Cxopy - MoBa ife npo OCBOEHHA Tina, noBinbHicTb, Tuwy, npo
npocTi ¢ismyHi dakTM. BOHa nomiwae cBow BNEBHEHiCTb

y peaykuiin

xuBe 1 npauwe B baseni (liBeiiuapin)




TEATP «AKAAEMIA PYXY»

TeaTp AaiicTtBa i BisyanbHoi posnoBipi

3acHoBaHuit y BapwaBi B 1973 poui Boiiuexom KpyKOBCbKUM,
KOTpUii Takox € i xyAoxHim kepiBHUKOM TeaTpy

TBOpYMi npouec Akagemii Pyxy 6a3yeTbCs Ha OCHOBi
pyxy, npocTtopy i couianbHoro nigrekcTy

Bin 1974 poky poboTa TeaTpy Ma€E xapakTep 6e3nepepBHOl
pianbHocTi, i € nepuum y Monbwi nNpuknNagoM cUCTEMaTUYHOI
TBOpYoi npaui B npocTopi: Ha ByAMUAX, Yy XUTNOBUX byaiBnAax
i npomucnoBmux 30HaxX

Akagemia Pyxy npepcTtaBuna csoi poboTtwu,

a ue noHap 600 BUCTaB, 3axoAiB i BynAuYHUX akuid,
Malxe B ycix eBponeicbkux KpaiHax, a Takox

y NiBHiyHin i NiBpeHHiih Amepuui Ta fAnoHii




r’PYNA CYHACHOIo TAHLUHK

NOBNIHCbKOIO MONITEXHIYHOIO

3 1993 poKy npauwe AK TeaTp TaHuUW
3acHyBana rpyny laHHa CTxemeubka

xopeorpadiyHi komnosuuyii Fpynu cnupawTbcA
Ha iHguBipyanbHWii pyx, A[03BONAKNYM BUABUTHU
ekcnpeciw Ta po3BuMBaTWM iHAMBiAyanbHe TBOPEHHSA

ui komnosuuii 3pobysanu npemii Ta AeMOHCTpyBanucAa Ha
YUCNEHHNUX eCcTMBANAX CYHacHOro TaHUW W Ha TeaTpasbHUX
decTuBanax, Ak B Monbwi, Tak i 3a kopAoHOM

rpyna nocTtiiiHo po3BuBaEeTbcA i bepe y4vacTb

B Pi3HOMaHiTHMX MUCTEUbKUX MpOeKTaXx WWMPOKO
BiAKpMBaWYMCb Ha YyCTaHOBAEHY apTUCTUYHY cnisnpauw

BUNpaLboBaHuii xopeorpapom i TaHuwpucTamu pynu
iHaMBipyanbHUA CTWNL TaHuUw i1 TBOpeHHA npuBiB

[O Toro, wo 6yno cTtBopeHo Jllb6niHCbKWI TeaTp TaHuw,
AKWIA He NpunNuHAE cnisnpaui 3 konAuwHimu yYneHamu [pynu

IHCTUTYTY




NOBNIHCbKUA TEATP TAHLH

OAMH 3 MPOBiAHMX TaHUWBaNbHWUX KonekTuBiB Monbuwi

TeaTp 3acHOBaHO 2001 poky 3 iHiuiaTuswu

FaHHn CTxemeukoi, AHHM Xak, Puwapaa KaniHoBcbkoro
(HUH1 3pilcHIE XYAOXHE KepiBHWUTBO)

Ta Bo#uexa KanpoHa

3 pokamu TeaTp BUpPOOGUB BAACHUIA HENOBTOPHWUM
CTUNb TaHuw, ynisHaBaHuui Ak y Monbuwi,
Tak i 3a kopaoHOM

XyAoXHA dopmMa BUCTaBM - pe3ynbTaT TBop4yol cnisnpaui
ycix y4YacHukiB aHcambnw, cnupawyucb Ha ¢pisionorivny
npupogy Tina, pa3om 3 TuM BOHa Bipobpaxae
iHamMBipyanbHy ekcnpeciiw akTopa




TANZLABORATORIUM

ACOUIALIA AKTYANIbHOIO TAHLUH

He3anexHa neppomaHc rpyna

3acHoBaHa B KueBi (YkpaiHa) B 2000 poui Jlapucow BeHepikToBOW,
KOTpa € MUCTELbKUM KepiBHUKOM
BUCTYNa€e AK cueHiyHo, Tak i cneuianbHo cTBOpPWE neppomaHcu

TaHu/labopaTopiym He BUKOpPUCTOBYE Tino TaHuiBHMKa

AK npodeciiHuit iHCTpyMeHT, HaTOMicTb 3BepTaEeTbCA A0 TOro,
Wo HauWrnubwe cxoBaHo y Tini - npa-nwacbke, Te WO € Yy BCbOMY
xuBomy i B3arani cywomy - po «Tina-nam’AaTi»

rpyna opraHisoBye maiicTep knacu, cemiHapu i ¢ectuBani
cyvacHoro TaHuw i neppomaHcy
aKTUBHO bepe y4acTb y ¢ecTuBanax B YkpaiHi Ta 3akopAoHoOM

y 2007 poui BOHM 6ynu 3anpouweHow
rpynow y Schloss Broellin y Himew4yuHi




AHI MUCTEUTBA NMEPOOMAHC Y JIbBOBI

2011

Bacunb BAXAN (UA)

Anyw BANOUFA (PL)
Muxaitno BAPABALl (UA)
Mupocnas BAWIA (UA)
Mixan OMAKOBCKI (PL)
BJIOAKAYOMAH (UA)

BeHi KOPI (IL)

KiHepeT MAKC (IL)
MoaHHa Or'POAHIK (PL)
CunbBecTp MACELULKI (PL)
Tamap PABAH (IL)
Banbaemap TATAPYYK (PL)
Bosnoaumup TOMIN (UA)
flakis XEMOEL (IL)

B'ayecnas MI3IH, AnekcaHgp WABYPOB (RU)
apT-rpyna «CiHi€e Hocu»

KypaTopu: AHyw BANAUTA (PL)
Tamap PABAH (IL)

mMancTepknacu: AHyw BANAUTA (PL)
nekuii: Tamap PABAH (IL)
Banbaemap TATAPYYK (PL)




OH1 mucTeuTBa nepdomaHc y nbBoBi 2011

BACUNb BAXAU ..

npauwe y XaHpax xuBonucy, iHcTanauil, nepdomaHcy

HapoauBcA 1950 poky

1973 - 1979 - J/lbBiBcbka akagemia mucteuts (YkpaiHa)
ronoBa cekuii KoHUenTyasbHOro MUCTeuTBa
NbBiBCbKOro BipaineHHs

HauioHanbHOI Cninku XyAoXHUKiB YKpainu

i3 2007 - cniB3acHOBHUK IHCTUTYTY

AkTyanbHoro Mucteurtsa (/lbBiB, YkpaiHa)

aBTOp Ta YYaCHMK HU3KW MEepCOHaNbHUX BUCTABOK

Ta npoekTiB B YKkpaiHi Ta 3a KOpAOHOM

xuBe i npauwe y JibBoBi




OH1 mucTeuTBa nepdomaHc y nbBoBi 2011

AHYWl BANAUTA ..

npauwe B xaHpax: nepdomaHc, iHcTanAuiAa, o6” ekTu, rpadika

Hapoausca 1954 poky B Monbwi B Jl6niHi

1974-1979 HaBYaHHA B Akagemii MucTteurtB y Bapwasi

Ha ¢akynbTeTi xuBonucy

1976-1981 - y4acHMK Ta CMiB3aCHOBHUK

MUcTeubkoi rpynu «Pracownia»

1977-1979 - cniBkepiBHuK MaiicTepHi «Dziekanka» (BapwaBa, Monbuwa)
3 1979 poky - y4acHuK HanWBigomiwoi nonbcbkol rpynu neppomepis
«Akagemia Pyxy» (BapwaBa, Monbuwa)

3 1982 - nNpoBOAUTb ABTOPCbKWUI AWAAKTUYHUA LUKA

y ¢opmi maiicTep-knaciB, TeopeTWYHUX 3aHATb i nekuin

3 2007 - KypaTop wopiyHoi lkonu nepdomaHcy

B pamkax «[lHiB mucTeuTBa nepdomaHc y JibBoBi» (YkpaiHa)

b6epe yyacTb y 6araTbox BUCTaBKax, CUMMNO3iymax
Ta mMucTeubkux MaHidecTauiax y Monbui
Ta nosa Ii mexamu




OH1 mucTeuTBa nepdomaHc y nbBoBi 2011

MUXAUNO BAPABALl ..

npaue B XaHpax: XuBonuc, iHcTanauyiAa, kiHeTik-apT,
neppomaHc, neHp-apT, ¢oTorpadisa

HapoauBca 1980 poky B micTi TepHoninb (YkpaiHa)
1999-2005 HaB4aBca Yy JibBiBCbkii HauioHanbHiin

akagemii mucTteutB (YKpaiHa), MOHYMEHTasIbHWIA XuUBOMMUC

3 1998 - y4YacCHMK BCeyKpaIHCbKWUX, MiXHapOAHMX BUCTaBOK
Ta MixHapogHux nneHepiB (YkpaiHa, Monbuwa, CnoBayyunHa)
2011 - cTuneHaiaTt nporpamu Gaude Polonia (Mosbwa)
CNiB3aCHOBHMK Ta Y4aCHUK

mucTeulbkoi dopmauii «Koma» (JlbBiB)

xuBe i npauwe y JibBoBi (YKpaiHa)




OH1 mucTeuTBa nepdomaHc y nbBoBi 2011

MWUPOC/NIAB BAUAA ..

TBOpUTb B XaHpax nepdomaHc, iHcTanAuiAa, neHpapT

HapoauBcA 1977 poky Ha 3akapnaTTi (YkpaiHa)
HaB4YaBCA B YXropoacbKomy

Koneaxi mucteursa im. Apanbbepta Eppeni

Ta y /lbBiBcbkiit akapemii mucteuts (YkpaiHa)

aBTOp MepCOHaNbHUX Ta YYacHMK

CNinbHUX BUCTaBOK, NpPOeKTiB, yKpaIHCbKMX

Ta MiXHapogHUX MUCTeubKMX akuin

2009 - cTuneHpiaTt nporpamu Gaude Polonia (Mosbwa)
3 2007 - cniB3aCHOBHUMK Ta Yy4acCHUK

mucTeulbkoi dopmauii «Koma» (JlbBiB)

xuBe i npauwe y JibBoBi (YKpaiHa)
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MIXAN AUWAKOBCKI

Hapoaueca 1988 poky B Monbwi, B micTi Buarow

3akiHuuB YHiBepcuTeT mucTeutB B MMo3HaHi (Monbwa),
BigainenHa rpadikm Ta BippineHHs BisyanbHoOI KomyHikauii

BubpaHi nepdomaHcu:

2011 - «HaBiHki» 13-Tui MixHaponHuii pecTuBanb
mucTeuTBa nepdomaHc (MiHcbk, Binopycb) /

«Mpowy MWMNOCTi Ha po3kiwHe xMTTA», akuiAa nepes 6aHKoOM
PKO SA (Mo3HaHb, Monbwa) /

«YmMoBHi yrogu», lanepesa Akagemii mucTteuts (Bpounas,
Monbua)

2010 - «MowupeHHA», ¢ecTuBanb MUCTeuTB B nybniyHomy
npoctopi (Kenbue, Monbuwa)




OH1 mucTeuTBa nepdomaHc y nbBoBi 2011

BJIOAKAYOMAH .,

npaue B XaHpax: nepdomaHc, iHcTanAuia, rpadika, newp-apT,
reneHiHr, cueHorpadis, «BuamMBo» (aBTOPCbKMA XaHp)

HapoauBca B 1957 poui y Kaparanai (KasaxcTaH)

1974-1978 - JlbBiBCbKe y4unuwe NpUKAAZHOro

Ta AeKkopaTuBHOro mucteutBa (YKpaiHa)

1978-1980 - JlbBiBCcbka noniTexHika (YkpaiHa) apxiTekTypa
1989-1993 - y4acCHWK MUCTeubkKoro ToBapucTsa «llnax»

1993 - cniB3acHOBHMK Ta apT-AUpeKTop «MucTeubKoro

06’ efgHaHHA «[l3ura» (JlbBiB, YkpaiHa)

2007 - cniB3aCHOBHMK Ta Y4aCHUK

«IHCTUTYTY aKTyasbHoro mucteursa» (J/lbBiB, YkpaiHa)
2007-2011 - koopauHaTop decTuBanw

«[lHi mucTeutBa neppomaHc y JlbBOBi»,

KypaTop «TWXHA aKTyasbHoro mucTteursa» (JlbBiB, YkpaiHa)
aBTOpP YUCNIEHHUX MEPCOHANbHMX BUCTABOK Ta YyYaCHUK CNisbHMX
npoekTiB B YKpalHi Ta 3a KOpAOHOM

XuBe Ta npauwe y JibBoBi
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OH1 mucTeuTBa nepdomaHc y nbBoBi 2011

BEHI KOPI .,

3alMMa€eTbCA Bi3yanbHuMM MUCTeLUTBOM Ta nepdomMaHCOM

HapoauBcAa 1963 poky B Type4yuuHi
1971 poky nepeixaB o I3paint

1991 - 3akiH4MB Akagemiw MuCTeuTB Ta Au3anHy

Beuanenb B €Epycanumi (Ispainb)

2000 - cTyAiwBaB WOpiYHMMA MallcTep-Knac mMucTeuTBa nepPoMaHc
nip kepisHuuuTBom Tamap PabaH

Y4YaCHUK loKanbHMX Ta MixHapogHux ¢ecTuBaniB Ta 6ieHane
y OpaHuii, Monbwi, HimeyuumHi, TypeywuuHi, Yuni Ta BenukobputaHii

BMKNaja€ BisyanbHy KOMyHikauiw Ta mMucTeuTBO neppomMaHcy

xuBe B Tenb-ABiBi (I3painb)
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KIHEPET MAKC

npaue B pi3HMxX XaHpax i HanpAmkax

Hapoaunacs 1981 poky, xuBe B €pycanumi (I3painb)

2004-2007 - BunyckHuus llkonu BisyanbHoro TeaTpy B €Epycanumi
2006-2008 - cTuneHaiaT

AmepukaHo-I3painbCbkoi KynbTypHOI ¢yHAauil

2007 - oTpuMana 3a0xo4yBasbHy npemikn

Big HazZira Performance Art Arena

Ta Wikonu BisyanbHoro TeaTpy (Epycanum)

2008 - 3akiH4una nporpamy CTyail mucTeutBa neppomaHc

(Tamap PabaH, Performance Art Platform) (Tenb-ABiB, I3painb)

2008 - 6akanaBp ocBitu i mucTeutBa, David Yalin College (Epycanum)

3 2008 poky akTuBHa y4acHuusa Performance

Art Platform Ta nepdomaHc-rpynu «Ensemble 209»

nip kepiBHuuTBOoM Tamap Paban i laa lyTmaHa

Takox apT rpynu HaZira Performance Art Arena (Epycanum)



OH1 mucTeuTBa nepdomaHc y nbBoBi 2011

MOAHHA OI'POOHIK ..

npauwe B XaHpax: ¢otorpadis, Bipmeo-apT, Bipgeo-TaHeub,
Bipgeo-iHcTanAuina, neppomaHc, BiAeo-neppomaHc

Hapoaunacb 1980 poky B Monbwi B MicTi Mo3HaHb

2007-2008 HaB4YaHHA B BapwaBcbkiii wkoni ¢oTorpadii (Monbuwa)
2008-2011 - HaB4Yanacb B YHiBepcuTeTi mucTeuts

B Mo3HaHi (Monbwa), BipaineHHs

MynbTUMeailHa KomyHikauisa, doTorpadia

2007 poky npauwBana 3 rpynow TeaTpy TaHuw 3 Maapuay
«aboccavolta» y BuctaBi «Cuando nada duele»

B 2007-2008 pokax cTana CniB3aCHOBHWUKOM

«pynn FoTtenb», a Ao 2005 poky —

cnisTBopuna rpyny imeni OpeHka 3annu

«[..] B MOIX MMUCTeubkMX mowykax s Jocnipxyw npocTip -

i1 ¢ismyHunii 1 yABHMIA, Ta mexi npocTopy,

WO BU3HAYaWTbCA 4Yepe3 MeAiyM B AKOMY A BUCIOBIWWCH. [..]
MeHe uUikaBuTb nMpocTip Mix Tinom i po3ymom, Mix BMKOHaBLEM
i rnapadvem, Mix 30BHiwHim Ta BHYTpiwHim»

xuBe 1 npauwe B Mo3HaHi (Monbuwa)




AH1 mucTeuyTBa neppomaHc y nbBoBi 2011

CUNIbBECTP M ACEUbKI ..

Hapoaueca 1986 poky B Monbwi B MicTi Butom
2007-2011 3akiH4yuB YHiBepcuTeT mucTeutB B Mo3HaHi (Monbwa)
BigaineHnHa rpadikm Ta xuBonucy

BubpaHai neppomaHcu:

2011 - «Bloody English!» ranepes Post Office (Mo3HaHb, Monbwa)
«HaBiHki» 13-Tuin MixHapopgHwui

decTuBanb mucTeutBa neppomaHc (MiHcbk, Binopychb)

2010 - «KOtO CZASU» decTuBanb mucteurTBa nepdomaHc,

LUeHTp cyyacHoro mucteutBa «Znaki Czasu» (TopyHb, Monbua)
«SMOG» ¢ecTuBanb mMucTeuTBa neppomaHc,

ranepes Sektor I (KaTtoBiue, Monbwa)
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TAMAP PABAH

npaue B XaHpax: nepdomaHc, cKynbnTypa, iHcTanauia, Bipeo apt
KypaTop 6araTbox NpoekTis

Hapogunacb 1955 poky B I3paini

3akiHuyuna YHiBepcuteT Xaidu (I3painb) mMMCTEUTBO3HABCTBO
ii poboTn HeopgHopasoBo b6ynu npepcTaBneHi

Ha ¢ecTuBanax, Mysesx, B ranepesx

B I3paini Ta 6araTbox kpaiHax cBiTy

opHa i3 3acHoBHMKiB 1 akTyanbHuil kepiBHMK «Shelter 209»
(BombocxoBuwe 209), wWo € HekomepuiiHow opraHisauiemw

Ta CTBOpeHa ANA pO3BUTKY MixxaHpoBoro mucrteutrsa B I3paini
3aCHOBHMK LUEHTpY MucTeutBa nepdomaHc y Tenb-ABiBi
«Performance Art Platform», a Takox € apT-AMPEKTOPKOW
nepdomaHc-rpynun «Ensemble 209» Ta mixHapogHoro

decTuBanw mucteutBa neppomaHc B I3paini «ZAZ»

BUKNAJAE MUCTELTBO neppoMaHc
B MUCTELbKMX HaBYasJbHUX 3aKnafax, MNpoBOAUTb CeMiHapu
Ta maicTep-knacu B «Performance Art Platform»

XuBe i npauwe B Tenb-ABiBi i Aldpi (I3painb)




BAJIbAEMAP TATAPYYK

3aiiMaeTbCcA MUCTeuTBOM neppomaHcy 3 1989 poky

Hapoaueca 1964 poky y CemaTMYax B Monbuwi
1985-1991 HaBYaHHA B YHiBepcuTeTi
Mapii-CknopgoBcbkoi-Kwopi y Nwbnini (Monbwa)
1999 - 3acHyBaB LeHTp MucTteutsa lMeppomaHcy
cniB3acHOBHUK JlbniHcbkoro ToBapucTBa
3aoxo4eHHA 06bpasoTBopYoro Mucteursa

2006-2010 - kypaTop decTuBanw «[Hi mucTeuTBa nepdomaHcy
y JlbBoBi» (YkpaiHa)

nocTiHo 6epe y4vacTb y HaakTyanbHiwmx decTuBanax
neppomaHcy B ycboMmy cBiTi

3HaKOBUM Yy #oro nepdomaHcax € MUTAHHA 4Yacy
i npocTopy, OTUX ¢yHAAMEHTaNbHUX

NUTaHb, WO CTaBnATbCA y Bumipi i
HAMBiAyanbHOMYy, ocobucTicHomy

Ta BMW3HA4aKwTbCA icTopu4HOW pednekciew

y ¢inocodpcbkomy, icTopuyHomy, reorpadpivHomy,
KynbTypHomy i uuBinisauiiHomy acnekTax




OH1 mucTeuTBa nepdomaHc y nbBoBi 2011

BOJIOAUMUP TONMIWU ..

nNpaue B XaHpax: XuBonuc, nepdomaHc, iHcTanAuia

HapoauBcAa 1979 poky y micTi CypoBa BuwHa Ha JlbBiBuwmHi (YKkpaiHa)
2003 3akiHyuB JlbBiBCbKY HauioHanbHy akagemii mucTteutrs (YKpaiHa)

ABTOp MEepPCOHaNbHUX Ta yYacCHUK BHaraTbox CNinbHUX
MUCTEUbKMX MpOeKkTiB, 30Kpema, NoKasyBaBs

cBol nepdpoMaHCM Ha Takux MixHapoAHMX apT-pecTuBaNAX AK:
«TuxaeHb akTyasbHoro mucTteurBa» (JlbBiB, YkpaiHa)

«L2» (MobniH, Monbuwa)

«Hiy kynbTypu» (bniH, Monbua)

xuBe i npauwe B Cyaosiit BuwHi
Ta y JlbBoBi (YKpaiHa)
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AH1 mucTeuyTBa neppomaHc y nbBoBi 2011

AAKIB XEWOEL ..

npaule B XaHpax:
CcKynbnTypa, xuBonuc, rpadika, iHcTanauia, neppomaHc
KypaTop AeKinbkox npoekTis

1946 Hapoausca B I3paini

BUKNAga€e B TexHioHi - I3painbCbkomy TexHonMoriyHomy iHcTuTyTi
(Xanda, I3painb) Ha dakynbTeTi apxiTekTypu

Ta y lleHkap - Buwii wkoni iHxeHepii

Ta npoekTyBaHHA (PamaT-TaH, I3painb)

3 1975 poky 6epe y4YacTb Yy BUCTaBKaxX, MUCTeLbKUX
akuiax i npoektax B I3paini i 3a kopaoHom,
BUCTYnae Ak nepdomep B I3paini

Ta €sponi - IcnaHii, Monbwi, ®paHuii, HimeyyuHi

Bin 1982 6yno BCTaHOBNEHO
noHap 24 ckynbnTypu Ha TepuTopil I3painw:

B Epycanumi, y Tenb-ABiBi, y XaWdpi, y lepunii

xuBe i npauwe y Xaindi (Ispainb)
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AH1 mucTeuyTBa neppomaHc y nbBoBi 2011

B AYEC/IAB MI3IH
ANEKCAHAP WABYPOB .,

APT-TPYNA «CIHIE HOCWU»

i

TBOPATb Y XaHpax BipgeoapTy, nepdomaHcy Ta iH.

pociiicbka apT-rpyna, fka po3pobuna npoekT

«HapOAHMULBKOro Cy4YacHOro MuUCTeuTBa», AeMOKPaTU4HOrO
3a ¢opmow 1 3MicTOM. AK KaxyTb CaMi XYyAOXHWUKM, IXHE

MUCTEUTBO ajpecoBaHe «nioHepam i neHcioHepam»
i 3pobneHe «Ha KONiHi»

rpyna yTBopeHa B 1999 poui
3apas A0 cKkJagy rpynu BxoAAaTb B’AvecnaB MisiH
i Anekcangp lWabypos

«CiHie Hocu» BBaxawTb cebe cnagKoOEMUAMU

«CiHen 6nysun», peBonwUiNHO-akpobaTUYHUX
aritbpurap 1920-x pokax

HeofHOpa30BO 6panu y4acTb y BeHeuiiicbkiii 6ieHane
MockoBCbKkii 6i€eHane cy4acHoro mucrteuytsBa, 6e3nivyi
iHwmMx decTuBanis Ta BUCTaBOK

Ta

po6oTn «CUMHiX HOCiB» HEOAHOPA30BO BUKAMKANM CKaHAANM,

3aTpUMyBannCAa MUTHUUEW 1 6ynu 06’ eKkTOM CynoBux
po3rnaais. Tomy Mi3iH i Wabypos xapToma TUTYNYyWTb
cebe «HanWbinbw 3a6OpPOHEHUMU XYyAOXHMKaAMM Pocii»
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WKOJIA NMEPO®OMAHCY Y JibBOBI

2009-2011




LLkona nepcdomancy y JlbBoBi 2009 - 2011

Muwyun npo nbeiBCbKY KONy nepdomaHcy, xoTinoca 6 Hacamnepes 3BepHyTH yBary
Ha OOWH acnekT MucTeLTBa NepdOoMaHCy, Lo NOro YacTo iIrHOPYTh, X04a, K Ha MeHe, BiH
Mae pyHaamMeHTanbHe 3Ha4eHHs, a came — OCBITHIN acnekT. [NepdomaHc sk BigKpUTe AiHHA
YHasABHIOE, YHAOUHIOE NpoLec KpeaLii, a ue Mae Bennye3He 3Ha4YeHHs AN CaMOOCBITY MUTLS.

[Mo36aBneHi 000B’A3KOBUX KAHOHIB, MU LLYKAEMO HOBi ANCLMNITIHW, HOBI KOAN aBTOHOMHOT
MOBMW, LOpa3y ocobucTo Bubnparoym Ans Lboro MeginHi 3acobm.

LLikona — ue He 3akpuTa nabopaTopis, Le — OCBITHI NpoLec, BiAKPUTUIA 4NN BCiX KaTeropin
nepdgomaHcy i Ans 0yab-akMx 06CTaBNH CaMOro MUCTELbKOIO aKTy.

B neBHOMY ceHci MOXXHa TBepAUTY, WO 3apaan notpeb LWkonu 6yno moaundikosaHo
CTPYKTYpy nepdomancy. lNepcdopmep nepeTBOPIOETLCA Ha BUKNaaaya, rnagadi x, yepes poni
YYHiB, HabnunxalTbcs Ao poni nepdomepa. 3aBLue akTyanbHa Ans MucteuTsa npobnema
KOMYHiKaLii TyT € BU3Ha4YanbHO: M1 HaMaraemocsi onepyBaTu MOBOIO, ONEPTO Ha AOCBIA Ta
nparHeHHsi yuHsi-nepdomepa. Lle i € HanBaxnumeiwe 3aBaaHHs Lkonw.

Buknagay-nepdgomep, CynpoBOAXKYOUYM YYHS, TAKOX BUCTYMAE YH4aCHNKOM BNOPSAKYBaHHSA
3acaj i npaBun HOBOHaPOAXEHO| MOBM.

HannpocTiwoto dyHKUieo BUKNaaaya € iHiLitoBaHHS Aii, BigHaWAeHHS XecTy, WO 3anyckae
mMexaHi3m LLkonu. MNpocTip Mix y4Hem i Buknagavyem — Lie NpocTip CNiNbHOro A0CBiAY, CiNbHUX
3auikaBrneHb Ta pilleHb.

Y Wkoni nepdomaHCy He BUBYAKOTb XOAHOIO KAHOHY — Liel BUA MUCTELTBA XUBUNA,
BiAKPUTUWI, BiH ONMPAETLCS 0OMEXEHHSAM, cXxeMaM i 3acTUrnum gediHiviam.

Bce novnHaeTbCs B NpOCTOPI MiX YYHEM Ta BUKNagayem, NpsiMyoum Ao iHTerpadii 3
rnagayvem y KOHKPETHOMY MiCLii, B KOHKPETHWI Yac.

Baxxnuesum enemeHToMm LLkonu €, Tak 61 MoBUTK, Bepudikauis giictea, cebTo noro
ny6niyHa gemoHcTpauis. Lle aae MoxnuBiCTb NepeouiHKkM Halmx cTpaTeriv i Bigkpnsae
nepcrnekTUBM NOAANbLIOro po3BUTKY. B ubomMy 11 nonsarae eHomeH LLkonu: 3akiHYeHHs BigkpuBae
WNAX AN8 HACTYMHUX iHiLiaTuB.

AHani3ytoun reHesy Takoi KOHUenuii 0CBiTW, BapTO NoBepHyTMCS A0 70-x pokiB Ta Ao
OCBITHbOrO ¥ NPaKkTUYHOrO JOCBIAIB, SIKi HAbyBanucsa B NpocTopax, okanisoBaHUX B aBTOPCbKNX
ranepesx Ta B eKCnepumeHTanbHux Teatpax MNonbui. NpoekTn, 3peanisoBaHi B Lnx pobiTHAX,
nosuuioHysanu cebe nosa odilinHMMN MUCTELIbKMMM LLUKOMaMM i CKnaganu noBaxHy ansTepHaTuBy
CaMOoOCBITH.

Xotinocsa 6 TyT 3BepHyTUCA A0 Aocigy ranepei «Dziekanka» 1977-79 pokis. Linkn ocBiTHIX
nporpam, opraHi3oBaHux BUAATHUMU NONbCbKUMU MUTUAMK Y hopmaTi TBopyoi nabopartopii,

OyB cnpobo NTK 32 NOKIIMKOM, @ BoAHOYac — cnpoboto aHanidy anbTepHaTUBHOIO OCBITHLOIO
npouecy. lHidiatopu ranepei ,Dziekanka» BBaxanw, L0 OCBITHi# NpoLec NOBUHEH ByTn
iHTEerpoBaHuin y NpoLecu HanHOBILLOro MUCTELTBa, MyCUTb PO3BUBATUCH NapanernbHO 3 HUMH,
NOCnyroByr4YNCb MaTepielo MUCTeLTBa Ta BiANOBIAAOYM HA NOro akTyarbHi BUKITUKMN.

3a Takux o6CcTaBUH HaBaKMMBILLIO Npobnemoto BUABNSETLCA npobnema Buknagava.

BuLwkin uen npusHayeHnn Ansg MonoaAnx MUTLIB i Sk NapTHepCbKa NporpaMa CTaBuTb BUCOKI
BUMOTM [0 BipOrigHOCTI BUKNagaya, BiporigHOCTi XyAOXKHMKA. BaXXNMBMM € YHaOUYHEHHS pearnbHNX
3B’A3KiB A4OCMiAXYBaHOI Npobnemu i3 BnacHow nosuuieto, BnacHoto TeopyicTio. OTxe, Buknagay
y HaWoMmy BMNaaKy — Lie XyA0XHMK, L0 BUKOPUCTOBYE aHari3 BlaCHOro TBOPYOro npoLecy sk
HaOYHWI MaTepian ANa NpoLUecy OCBITHLOrO.

[osBonto cobi 3aunTyBaT BnacHMii TekcT 3 1997 poky, Ae roBOPUTLCS MPO OCBITY B TaKNX
LIKONax-pobiTHAX:

«PobiTHA He € [O4aTKOBMM HaB4YanbHUM NpegMeToM. BoHa noknukaHa 4onomorTu
XYOO0XHMKOBI ONaHyBaT METOAMKY, HEPO3PUBHO MOB’A3aHY 3 pearnibHUM MPOCTOPOM, peanbHUM
YyacoMm, MeTOAMKY, B SIKill HAA3BNYANHO BaXIIMBUMU € CNIBNPUCYTHICTb Ta CMiBBiANOBIAANbHICTb.
Pob6iTHA nopoaxye rpynoBun AoCBiA, NpoTe OCHOBHOK BApTICTIO 3anunLIaeTbCs KOHKPETHUIA nNpoLec

Ta iHAMBiAyanbHWI pe3ynbTaT — 3anuTaHHA 1 BigNoBidi, KOTPi POPMYMIOTLCA Big BNACHOMo iMeHi
1 Ha BnacHy BignoBiganbHicTb. MepeabavatoTbes cniBnpaus i KOHPPOHTAaLis BUKNagava Ta YUYHsi Ha
piBHi 0ocobucTOro Agianory, HesanexHo Bif YncenbHoOCTi rpynu. CTUPaHHS MeXi MiX «y4aCcHUKOM» Ta
«BeAyYMM» BifKPMBAE MOXIIMBOCTI AN aBTOAMAAKTUKM B pamMmkax HaB4anbHoro npouecy. LaHcn Ha
Takui pesynbTaT Aae akTMBHA, yCBiAOMIIeHa NPUCYTHICTb. [IpUCYTHICTb, SIKOT BUMarae MMCTeuTBo,
— Lie NpUCYTHICTb KpeaTnBHa, BiATBOPIOBaHa, HEBIABOPOTHO CMPsSIMOBaHa Ha MoLUYK HOBOTO,
aKTyanbHOro cTaTycy.

CyyacHe MUCTELTBO B JOBOJi HE3BUYHWMIA cnocib TpakTye NpobrnemMy akTUBHOI NPUCYTHOCTI
TBOPUSA Ta aKTUBHOI NPUCYTHOCTI rmagada. Haknagayuucb ogHa Ha ogHy, Ui akTUBHI NPUCYTHOCTI
CTMpatoTb Mixk o600 KOPAOHM, MOAENOITL NPOCTIP AN HOBOI pednekcii, HOBOT Bpa3nunBoCTi.
O6OB’A3KOBICTb aKTUBHOI NPUCYTHOCTI FNsijava He 0B6roBopETLCS — BiH NOBUMHEH chig 'y cnig
NTU 32 XyO4OXHUKOM, BUTBOPIOKOYM CBOE BnacHe none Ansa pednekcii Ta kpeauii. Hepigko n
XYAOXHUWK NPSIMY€E 3a rmsgadyem, BigkpuBaymch A5 MOro TBOPYOI NPUCYTHOCTI, BMUKAKOUYM BNACHY
Bpa3nueicTb. LLopady 4acTile cnifibHi NpOCTOpKU TBOPYOi NPUCYTHOCTI NOPOOXYIOTb CRiNbHUM
[OCBIf, SIKUiA | € MeTOoto AisiNbHOCTI POBITHI.

Cdpepa gisnbHocTi po6iTHI 06iiMae HeobMexxeHe, BiakpuTe none, BinbHe Bif 6yab-sKkux
HOpMaTUBIB, TEXHIK, AOKTPUH YmM cneuianisauii. Mu nparHeMo B3aeMHOI iHcnipauii, KOHKPEeTHUM
pe3ynbTaToM sikoi 6yna 6 camopeanisauisi, BianoBiganbHO BUCIOBREHa AyMKa, CITOBOY.

Mepwmin cesoH Wkonu nepdomaHcy Bigdysascs y JIbeosi B 2009 poui. o Hboro 6yno
BMAAHO KaTarnor i3 npobnemaTtuku nepdomaHcy sik iHTepmeaiiHoi gucumnnidn. [1Ba nepui ce3oHmn
LLikonu He 6ynu 03Ha4YeHi KOHKPETHO TEMOLO Yu Npobrnemoto, MoXHa ckasaTy, Wo CToCyBanucs
BOHW hyHAaMeHTanbHUX 3acaj MucteyTsa nepdomaHcy Ta ix iHAMBIAyanbHOro NepeoCMUCTIEHHS.

Ockinbku, He 3Baxaruu Ha Micue i Yac, akTyanbHo Npo6rnemMor MMcTelTBa 3anmLaeTbes
xapaktep Ta epeKTUBHICTb KOMYHiKaLii, 1 BUpiWIMB Ha3BaTu Luen uukn «fNpocTtopu BidyanbHOi
KOMYHikaUii». MapanenbHO MHOIO onpauboBaHi 3acagn MancTepHi MMcTeuTBa nepdomaHcy, onepTi
Ha ABOCTYNeHeBYy MoAerb akageMiyHOi OCBITH.

LLikona nepdpomaHcy (3aHATTSA |-ro cTyneHto)
MpocTip —4ac — NpUCyTHICTb

MeTa HaBYaHHS B WwKoni nepdomaHcy — 3406y TTs HaBMKIB KOHCTPYIOBAHHS akLii Ta AincTe
Ha niacTaBi po3nisHaBaHHsA CTPYKTYPHUX Ta CycninbHUX ocobnuBocTei npocTopy. Maetscs npo
npakTU4YHEe OMaHyBaHHSA MOHATTAMM Ha KWITaNT NPoCTip, Micue, gucTaHuis. BBoanTbcsa Takox
MOHATTS MPOKCEMIKU, Lo obilmae npobnemaTtuky rnsifaLlbkoi ayauTopii Ta BUKOPUCTaHHS NPoCTopy
NOAVHOIO.

HaBuyanbHuWIN NpoLec HaronoLlye Ha 3Ha4YeHHi NOCTiNHMX popM (06’eKT, eENnemMeHTM
apxiTekTypu, NpMpoaa), TPaKTYKUM iX IK YMHHUKIB, L0 MOAENIOTb NOBEAIHKY MIOANHN. TakoX LKona
nepcgomaHcy BYMTb BU3HAYaTU MicLe SIK KIIOYOBUIN MyHKT NPOCTOPOBOro AiNCTBa. YCBIAOMIIEHUN
BMbGip Micus sik pe3ynbTaT aHanisy okpemux doparMeHTiB 0OMexXeHOoro npocTopy (LEeHTp, kpawn,
nepudpepis) 4O3BONSAE PO3rOpHYTH AUCKYCitO MPO CYCNifbHI Ta €CTETUYHI Hacnigkn Takoro Bubopy.

HacTynHum 3aBOaHHAM € 3HAaOMCTBO 3 MeXaHi3aMmamu TBOPEeHHS 0cobnMBOi MOBM
nepcomaHcy Ta 3 pakTopoMm, Lo BUpa3Ho AeTepMiHye nepcdomepa, a caMme — MPUCYTHICTIO B
npocTopi akuii. MacwTab, nponopuii nognHwu, it aHaTomiyHa 6ygoBa BigirpaioTe BU3HaYarnbHy posb
y nporpamyBaHHi MoBY nepdgomaHcy. Busogutbcsa 3Hak goBkona ocobu nepgomepa (Tino, cunyer,
noctaTb, CNig, nam’saTb).

OaHMM i3 eneMeHTapHUX NOHATh, AKi aHani3ylTbCsa B LWKOSI, € Yyac. [NepdomaHc
TPaKTYETLCS 5K NPOLEC, PO3ropHYTUIA y Yaci. Baxnueoto npobnemoto BUAAETLCA BUKOPUCTAHHS



Yyacy Ta yCBiJOMIIEHHS KOro NPOMUHANbHOCTI IK MeXaHi3My Bu4epnaHHs nepomaHcy.
AHanizyetbCca NOHATTA KiHUSA SIK NOMiYHOro Hacnigky He nuwe cTparerii, a n disionorii Ta
BUKOPUCTaHHS MaTepii.

TpakTytoun nepdoMaHc K NoAilo iHTepmeaiiHy, MU po3rnsigaeMo Noro 3B’'A3ku (Mexi,
B3aEMOBNNMB, B3AEMOMNPOHNKHEHHS) 3 TaKMMU TPaAULiMHUMM gucunniiHamMu, K CKynbnTypa,
MaroHOK, BidyanbHUN TEKCT TOLLO.

LLikona nepcdomaHcy (3aHATTS ll-ro cTyneHio)
Crtpareris

3aBaaHHAM WKonu € nobygosa cTparterii, B siKi KNOYOBY pofb Bigirpae Mecunax
(nocnaHHs), Wo BUHMKAE 3 NPUCYTHOCTI MUTLSI B NEBHOMY, OKPECMEHOMY NMPOCTOPi.

YcBigomniow4n xapaktep Mmogudikadii MOBM nepdOMaHCy B CTOCYHKY 40 NPMBaATHOIO
npocTopy Ta NpocTopy Ny6niYHOro, MM MyCUMO TaKOX YCBIQOMUTY PYiHYBaHHSI KOPAOHY NMOMIX
XKECTOM BHYTPILLHIM i )X€CTOM 30BHiLlWLHIM. ENnemMeHTOM cTparTerii € TakoX 34aTHICTb CTBOpIOBaTH
Hanpyry, NOB’A3aHy 3 TBOPEHHSAM KPUTUYHUX CTaHiB. AHani3 CEHCIB i 3Ha4YeHb NepeTuHy Mex
(3BuuaiB, gisionorii, Taby, xxaHpiB) NOB’A3aHWI i3 YCBIAOMMNEHHSIM iICHYBaHHS KPUTUYHOI TOYKM, a
TaKoX — i3 NPOrHo3yBaHHSIM HacniakiB ii nepexony.

Y npocTopoBOMY AiACTBI HaronoLwyeTbCs ponb 06’ekTa Ak napTHepa NanHU. Baxnusmum
€ yCBiAOMINEeHHs nepdomepom NoTeHLiany 1 BidyanbHOro 3Ha4eHHs BNacHoro Tina, nocrari etc.
IcToTHUM enemeHTOM hbopmMyBaHHS Mecuaxy (MOCMaHHs) € CBiAOME OnepyBaHHSA NpocTopamMu
BiAKPUTMMU N NPUXOBAHMMU — TOX MOXHa BUOyaoByBaTu cTpaTerii, Wwo 6epyTb 3a OCHOBY
Taki NOHATTSA, K TAEMHULSA, pparMeHT, cenekuis, mapridanii Towo. HacniakoM BUKOPUCTaHHS
cepy noTaeMHOro Moxe ByTn gediuunT i — AK HacNiZOK — MOLWYKN ekBiBaneHTy. Mowyk
anbTepHaTMBHMX pilleHb — Lie TaKoX OOUH i3 enemeHTiB NobyaoBu cTpaTerii nepgomaHcy.
My6niyHnA npocTip, NOTpakToBaHUI sik anbTepHaTUBa NabopaTopHOMY xapakTepy NpuMBaTHOrO
npocTopy, BUmMarae HoBux ctpaTerii. Muteub-nepdomMep cTae iHiuiatopom cycninsHoi nogii. Lie
BMMarae nepeoCcMMUCIIeHHs Takux NoHATb, Kk 06wup, macwTab, MoBa, rsaad. MNoctate rsagava
CTaHOBUTb BaXXIIMBUI KOHTEKCT NepdomMaHcy, 0cobnuBo iCTOTHWIA B Ny6niYHOMyY npocTopi. IHWot
npobnemMoto BUAAETbLCA OCBITHA PYHKLIA NnepdomMaHCy K AUCUUNNIHM BiAKPUTOI, O CTAHOBUTb
CBOEpPiAHWIA BOHYC Ans rMsifada, SKUN LyKae HOBUMX hOpM KOMYHiKaLii, OpiEHTOBaHMX Ha LiHHICTb
6e3nocepeHbOro KOHTaKTY 3 iHLLIOK NIOANHOL.

Mporpama JbBiBCbKOT LLIKONM — Lie XMBUI OopraHiam, wo nepebyBae Ha NeBHin ctagii
PO3BUTKY, 3HAXOAUTbLCS B NOCTINHOMY NpoLeci eBonouii. YMOBM ANsi NOro po3BUTKY POPMYIOTb AK
MOi BNacHi MUCTEeLbKWI Ta BUKNagaubkuin 4OCBiAN, Tak i igel 3anpoeHnx MuTuiB Ta TeopeTukiB
MUCTEUTBA, i BpeLwTi — HanBaxnuBille — KpeaTMBHa eHeprisa yyacHukis LLkonu.

locTeto neplioro ce3oHy Gyna kypaTopka i TeopeTuk MucTelTBa 3i Lsenyapii Cubinna
OwmniH. Toai BoHa penpe3eHTyBana apTucTudHe cepefoBulle basens, a HuHi obiimae nocaagy
aupekTopa LWkonn Mucteuts y kaHToHi C’eppe. A npocuB ii, abv BoHa npeacTaBunia AeLo iHWun
acnekT MucTeuTBa nepdoMaHcy — 3 NepCcrnekTUBU KypaTopa, KU Nnpauioe Ha opraHizauinHo
[OCKOHaNoMy LUBENLAPCbKOMY PUHKY MUCTELTB.

Mwnocs npo Te, abu yyacHuku LLkonu noaHaioMunncs 3 mexaHiamamu npomoLii MucTeLTsa
nepdgomaHcy, Ta cnocobamu iHiLitoBaHHA KypaTOPCbKMX MPOEKTIB K akLii CycninbHUX Ta OCBITHIX.

MoaibHy ponb y ApyroMy cesoHi Bigirpanu nekuii Pkeroxa BopkoBCcLKOro, KypaTopa i
penakTtopa yaconucy «Obieg» (LUeHTp CyyacHoro Mucrteurtsa «Zamek Ujazdowski», Bapwaga) Ta
Banbgemapa Tatapuyka, Xy4oXxHuWKa, KypaTtopa, gupekTtopa ranepei «Labirynty (JTio6niH).

Y 2010 poui nporpamy HaB4YaHHsi 4ONOBHWUAW ABa NpoekTu Tamap PabaH (I3painb) Ta
Bap6apu Ltypwm (LWBeliuapis). Ham xoTinocs 6, abu Hawi cTygeHTU Manu MOXnMBICTb OAHOYaCHO
3HaNOMUTUCS 3 PiI3HUMU OCBITHIMM MeTOoAMKaMU, YCBIAOMITIOIOYN Pi3HMLIIO HE NULLIE Ha PiBHI MOBU
MUCTEUTBAa, ane v’ Ha piBHi MeTogonorii.

OcTaHHin ce3oH 2011 poky oTpumaB Ha3By «Mexi npocTopy». [ponoHytoun Lo Temy,
MEHi XOTiNOCS 3HANTM 3 y4aCHMKaMU LLUKONWN TOYKN AOTMKY B BaraTtopiBHEBOMY MacuBi 3Ha4Y€Hb,
TeHAeHUin Ta ocobucToro gocsigy. MeHe 3aBXAM LiKaBUB KOHTEKCT, Y IKOMY PO3rnsaalTb NOHATTA
«MeXi» noaun, Ymi 4ocBiA, eMoLii Ta NparHeHHs MeHi HeBigoMi.

B KOHTeKCTi MixxAep>KaBHUX KOPOOHIB YM KOPAOHIB NOMITUYHUX CUCTEM, A€ NepeBaxatTb
kaTeropii 3a6OpOH Ta HACUNNS, NOHATTSI «MeXa» B CYCMiNbHil CBiAOMOCTI HAATO OAHO3HAYHO
NoB’sI3aHO 3 NOAINoM.

B ueHTpi 3auikaBneHb onnHMNacsa NocTaTh YYHS K Taka, a Y4YHIiBCbKi peanisauii yBiH4anu
HaB4YanbHWUi UKkn. MeHi gyxe 3anexano, Wwobu nepebir HaBYaHHSI [O3BOSIUB KOXXHOMY YYHEBI
6opain ABivi Npe3eHTyBaTU BnacHy poboTy, Wob BoHa cTana npeaMeToM B3aeMHUX AUCKYCI Ta
KPUTUYHOIO aHanisy. YHUKaHHs NOMUMOK, YCYHEHHS HaAMipy, LWnidyBaHHst MOBM — yce Le byno
HalIMM 3aBOAaHHSAM B OCTaHHbOMY CE30Hi, Lo nepeayBaB nyonivHin npe3eHTauii.

4 0BTHA 2011 poky
Anyw bangura
kypatop Lkonu nepdpomancy y JibBoBi (2009-2011)
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The essence of performance art is meeting. That direct meeting between an artist and spec-
tators creates a particular tension hardly to be found in other genres of art. The authenticity of the
mentioned meeting is one of the mandatory conditions of any performance. The meeting takes place
at a particular time in a particular place and under certain circumstances creating a unique, excep-
tional context of a performance. This context can be neither rehearsed nor reproduced — it's a unique
one absolutely. Another immanent characteristic of performance is its ephemeral character. Perfor-
mance is the only /sole one/ art genre capable to express temporality. An artist-performer does not
create objects, he does not leave any tangible artifacts. The performance is an action in real, present
tense to become the past in the face of the audience. Nothing is left but a memory. The performance
challenges future. And actually the last one does not exist - it's a default entity, a virtual one. Future
time — it’s only some grammatical construction. Real time ends here and now.

What is the importance of that statement for performance art? Utmost. Equally for both the
artist and the audience. As it’s quite a different pair of shoes — a piece of art to be one of many and
to be the last art work. According to Zbigniew Warpechowski every authentic performance-art event
has to propose a new definition of the art of performance, and in its turn, every performance should
put forward a new definition of that kind of art. Warpechowski realises that his postulate is almost
impracticable, but he believes that the bar should be set as higher as possible.

Let’s return to the theme of a ‘meeting’. The meeting between artists-performers is very
important for the development of that art field. It offers opportunities for a dialogue and confrontation
of ideas, for different ways of communication and different creative directions.

The Days of Performance Art Festival was initiated by Yuriy Onuch, Director of the Polish
Institute in Kyiv and in 2006-2007 it was held in Kyiv, but since 2008 - permanently settled in Lviv.
That fact has resulted in the development of more active contacts between performance artists from
Poland, Ukraine, Belarus, Lithuania, Israel, Switzerland. One of the major values of the Festival is its
succession of generations. The Days were participated both by the Polish performance art classics
(Zbigniew Warpechowski, Jan Swidzifski, Janusz Batdyga, Zygmunt Piotrowski), the Ukrainian ones
(Vasyl Bazhay, Vlodko Kaufman, Yuriy Sokolov) and middle generation artists, as well as debutants.
Among the latter ones an extremely important group was represented by the participants of the
School of Performance making the first steps in their artistic journey.

It is worth quoting the words by Jan Swidzinski: [...] There are no conflicts caused by different
interpretations of freedom at the festivals of performance art - not always we could understand each
other, but we love each other and we encourage, stimulate each other [...] We are talking not about
the aesthetics of performance. We are talking about the clean «count» signal of expression, the one
free from noises [...]»

october 11, 2011
Waldemar Tatarczuk
curator Days of Performance Art in Lviv (2006 — 2010)



Lviv
Days of performance — days of perform manse — holidays

My English is quite poor but | have to write my text in English to be translated into Ukrainian.
Writing in English happens to be similar for me as to do a performance. In each performance of mine
I’'m using elements which are not familiar to me and try to perform them in the best way that | can. It
requires extra efforts, reveals unexpected insight sand the results are sometimes the main point of
the performance, some kind of a fortunate failure.

This prologue is coming to enlighten the title of my essay which contains an English term that
| discovered by chance while trying to compose a ‘sophisticate’ phrase in a foreign language. The
term MANSE (mansion, big house, church house) that happened to be rhymed with performance
and which | first met, turned out to be the essence of both: of my own performance in the festival that
was based on my visit in my lost family house in Kovel (a big house by the Russian church) and of the
idea that the framework of performance art can be for the artist a kind of a metaphorical shelter/
temple/home. That was the way | experienced these 3 days in Lviv — days of performance — days of
perform manse, | was under the same roof with my family/community.

Lviv used to be the center for four cultures: Polish, Ukrainian, Russian and Jewish. This fes-
tival was a meeting of one community existing in the meta-culture zone. In this community gathered
artists from Poland, Ukraine, Russia and Israel exploring the essence of the human body, spirit and
ethics.

Performance art has variant phases, performance artists have diverse attitudes. It has been
always almost impossible to define this phenomenon; its nature is its changeability. As a live and im-
mediate art action the performance is expected to be as relevant and true as possible, each perfor-
mance in its specific way and the whole phenomenon in the way it challenging the society, artists and
spectators by its total power .Total but not totalitarian. Sometimes | hear dogmatic declarations of how
performance art should or shouldn’t be. In this case | would answer that | will never be a soldier of any
performance army and will never obey any of its rules, but | am happy to be part of this independ-
ent, diverse and constantly updated and yet authentic art appearance. For me this is the meaning of
being live and awake. This is the meaning of life. This is the meaning of freedom. Performance art
events are creating a time of life in amplification/intensification/magnification. But in the same time
allow the simple and the non-monumental cases to take place and time. Holidays.

In the last evening of our stay in Lviv, after the performances finished, my Israelis colleagues
and | were hungry. We went to eat in the «Cabinet coffee, trying to digest the last performances and
the whole event. At the same time in the Museum of Ideas took place a discourse about performance
art. Our dinner took a while and after finishing we rushed up to the museum, hoping to still hear some
of the discussion. Surprisingly we found most of the artists still there, we found students still there,
we found the organizers still there and audience there and we found out that the hunger for the art
action was rather stronger and the way of digesting it was thorough. «Dzyga» offered to us a top
quality choice of food but left us even hungrier for that nourishing act of art. This last evening in the
Museum put all of us in a position of; let’s say, solidarity, even though this sort of solidarity was based
on dialectical points of view and the strong need to express them. It was for a moment an arena of
ideas and arguments confrontation, tension which was resolved out by vodka and honey, a point of
conflict with the manner of brotherhood, all this was performed by very committed artists with a strong
conscience and consciousness. Aren'’t all these the components of a good performance?

This moment actually took hours, without satiation. A very important element of the perfor-
mance, or let say one of its dimensions, is the time. In many of the western, «<modern» countries, one
hardly can find time to «waste». Even not an artist, especially in the art market. In Lviv | met so many
people «wasting» their time, not only the «time based artists» but also the audience, waiting some
time hours for the performance to begin and then for the performance to finish and then they took
more time to reflect over it.

| have not the habit to go out for vacations, taking time off from the routine of daily life and
work is not an option for me as | have no routine. Nevertheless, | consider my function as a perfor-
mance artist as the search for the «off time» within the «off culture» of the «off life». So the act of
being hosted 3 days in the manse of performance, performing a time off of an ‘offoffoff art’ (referring
to off off Broadway) as a radical action in a powerful historical city, and being wellfed makes it actually
as the perfect holiday.

Yes, holidays, indeed.

october 17, 2011
Tamar Raban
curator Days of Performance Art in Lviv (2011)



Even nowadays performance art is often considered to be only a parallel/accessory genre.
Many artists apply it as an accompaniment. Mean, mostly performances are presented at the opening
ceremonies of major projects or solo exhibitions where they are perceived more likely to be a busi-
ness card of an artist, a sort of illustration but not an independent genre.

But | would like to talk about performance art as a self-contained genre, the one that in
Ukraine is at an early stage of development.

So, what does performance art mean for an artist and for a spectator?

| think performance art was regarded as something secondary for a disagreeably long time.
Wrongfully.

Once, a certain Polish artist, a friend of mine, said that if we put a suitcase on a green grass
in a field it could be both a masterpiece and rubbish. Performance art is strongly leveling already
fragile borders between an art work and its substitutions.

Performance art is an accumulating genre. And it is a sort of the litmus test to reveal the
deepness, thoughtfulness, meaningfulness of an artist in regard to his/her creative energy. The way
an artist is presenting his performance, the way he is performing it, the way he is present in/within it
make it immediately evident, obvious (especially for performance art experts) whether the performer
is just a beginner or a superficial artist or he is a mature with deep feeling of the form and the content
master. Often performance art is a ‘dangerous hoarse’ to be harnessed by a novice or by those who
use it only as a visiting card

Based on my personal experience I'd like to note: the shortness/impermanence of a perfor-
mance action (in most cases) is its major importance as well as its attractiveness and zest.

I’'m often invited as a theatre stage designer, so | can easily compare a performance and a
spectacle. From the point of view of astronomy, we can talk about a «black hole» and an ordinary
star. A black hole is infinitely small and possesses a super powerful energy. It is precisely the ‘small’
form of performance art that can convey a tremendous depth and power — that postulate is essential
to understand the genre, and it’s very difficult for comprehension at the same time. So as, you have
to master your skills perfectly, to such an extent that to be able to convey in a short time enormous
power of the creative act performed by you.

To my mind it’s very important to understand that performance art is an impromptu genre,
because despite an elaborated script but depending on where, when and for whom your performance
is held, the changes may be radical and thus — totally unpredictable. But you must follow these
changes, you have to follow the newly-built scenario that is leading you. This is one of the tenets of a
good performer.

Performance art can be considered as contact-art.

Returning to the ‘performance-spectacle’ comparison - unpredictable situations may happen
while a theatre spectacle as well (ex. an audience’s replica) and an actor may react to it, but still
he’ll bring an action to the predictable end and he’ll never violate the general frame of a spectacle.
Performance art does not exclude even physical ‘intervention’ of the audience that may cause ab-
solutely unexpected changes and accordingly it may transform beyond recognition a well- conceived
situation; yet you have to bring your action to an end but under the laws that are imposed by others,
with the construction that is destroyed by others; but your art work must be unscathed and complet-
ed. And that is a very serious test for any performer.

Another component indispensable for a performance action to be considered as the complet-
ed one (it concerns solely the person of an artist; perhaps even at the subconscious level) — the mo-
ment when «something» is happening with a performer. That can be described as: «Yes, it's done»
or «drive», or the «moment of Truth», "creative orgasmy. It is the peak of creative accumulation, after
that an author is able to manage the process wholly: he knows how to proceed his performance,
when and how to finish his work or how to stop it or how to leave it.

And one more comparison with the theater: the creator of a performance action is as it's
screenwriter as a director and actor and even a ritual, an installation or even an object/thing. He plays
the role of himself, with himself and for himself. And that action is observed by spectators located
very closely. Therefore it is really easy to notice falseness, a bad or shallow actor playing, fullness or
emptiness of what is happening. | mean, the audience is very difficult to be cheated.

Why isn’'t performance art popular?

Maybe it can be explained by the absence/lack of the national performance art school and
traditions. But on the other hand, which way might they have occurred? As even those artists who
in the Soviet times were occupied with contemporary art ‘by stealth’, haven’t investigated the art of
performance.

As for me (and I'm involved in performance art for about fifteen years) it has taken me a
lot of time to explore it, to feel it and to choose it as my major genre. Many artists do not want to
«waste» those fifteen years, they do not want to stuff their heads with it but prefer to work in «famil-
iar», already tested by time genres. Besides it’s an intangible genre, to put it mildly. At least, in our
country it’s quite impossible to sell it as an art work. At best, performances can be ‘caught’ by photo
or video but it is unlikely we could find people ready to acquire them as intellectual property. The
reason is - ignorance.

However, there is the tendency of encouraging changes. In Ukraine the festival of perfor-
mance art was launched only in 2006 (not to be compared to Baltic countries or even to Belarus).
Besides, the festival held in Kyiv was established by the Polish Institute. Then in 2008 there was a
successful attempt to transform it into the TYZHDEN/Week of Contemporary Art format held in Lviv
. That was an effective decision — the festival «feels to be at home» in our city. And maybe due to the
School of Performance (2009) conducted within the Days of Performance Art in Lviv, many people
have realised that the genre of performance art is something much more serious than just a wrapping
or a visiting card, that performance art easily bares the nerve of creativity, and the given understand-
ing is very important to determine (to recognise) performance art as the independent genre.

| think that conduction of the TYZHDEN/Week of Contemporary Art and the Days of Per-
formance Art in Lviv, as well as the School of Performance may bear successful fruits. The first two
years could be regarded as an ‘early stage’ and there’s no reason to speak about serious results, but
in 2011 the School has evoked the resonance and it has ‘graduated’ several artists whose works are
worthy of their public presentation. To my mind, the attitude to performance art, the interest in it are
gradually changing and increasing, so now we can talk about performance art as the genre that has
started its creative evolution in Ukraine.

october 15, 2011
vlodkaufman
art-director of Art Association «Dzyga»



Introduction to reflections of the Performance Art

Trying to find the definition of performance art | would like to admit its visibility and overt
presence as the primary determinants of the fact of its execution. Enhancing the value and
importance of overt presence we push the boundaries of performative acts far beyond the area of
performance language.

Is it possible to analyze a contemporary drawing ignoring the process of drawing, or a
sculpture by omitting the time and the process of carving? Is it possible to analyze the marathon
focusing only on the exhausted figure of the finalist?

Performance actions highlight the causes, provide them with the highest significance and
ignore their effects. Looking at a classical sculpture we pay attention to the traces of tools because
they allow us access to the process of investigation, to such or other conclusions, we obtain a
‘certificate’ (or even a signum) of the time the sculpture was created at.

The traces of a tool draw our attention to the process, like the worn-out sneakers of an
Ethiopian marathoner is the best evidence of the exhaustion caused by a marathon race. They are
«material evidence» of reality but at the same time they testify to the existence of secret, mysterious
spheres present our life. The traces of a tool as well as the traces of a process reveal, disclose the
process/course of the action and lead to the results which we are witnessing at the moment.

That’s why often used by me the notion of ‘performance-object’ means here ‘the instrument
for expression’ (to illustrate reality) or ‘the instrument for disclosure’ (to reveal it).

A few years ago the conference on performance art problems held at one American university
was entitled by a hybrid-word - «glocalization.» Thus, two antagonistic concepts: localization and
globalization were combined in one.

So, we are in search of our own, private and even intimate localization within the unlimited
global space.

That almost ritual abolishing of borders makes us remember about their un-existence in
connection with each our choice /selection of a place. While looking for privacy we unintentionally
invoke the context of globalization. Therefore, despite of the non-existence of borders (or rather
the tendency for their elimination) we are trying to find our strong personal boundary points. The
borderland area, treated as the space for localization of our gestures, expressions or our immobility,
reveals its most important value - the potential of the «no man’s land”

In my work | pay attention to the function of a sign/symbol/signal included in the processes of
performance art; within the practice of performance | interpret it to be a primary, elementary, and an
indivisible one.

The whole course of my work affirms my desire to find within the external substance the ‘sign’
substance of what is regarded as internal substance.

Regardless of localization and territorial demarcations | treat the sign within the frames of
performance art to be an internal signal, an internal communication So, | do think that adjective
‘internal’ is the basic element to describe the performance language, and it is relevant to
performance art as a whole. To my mind, the imperative of ‘interior’ distinguishes performance art
and so called ‘performatics’. This kind of art carries in and carries out the ‘sign’ from the sphere of a
private ritual.

A lit ritual candle (a sort of ‘to protect from thunder’) becomes a platform of safety despite
the danger to provoke fire-damages. Those candles are regarded to be a secure protection/boarder;
the fire of lit candles create an impassable line assisted by faith and intentions of those who are
present.

I'd like to draw attention to the often underestimated or even overlooked educational aspect
of performance art. | regard educational and self-educational processes based on the experience of
performance art as an ‘intermedia fact’ located in autonomous space, in between defined disciplines
and problems.

Performance art (as public phenomena) reveals/disclose the process of creation and it is of

very strong connotation with educational processes, or to be more precise — it pursues educational
tasks and goals. To be free of existing canons we are trying to find codes of a new autonomous
language based on our own choice of communication.

Reflections and facts presented in the given text are those that usually clarify problems/
themes and determine space/a place, scale and duration of my performances.

| do realise that (as accustomed) everything that is going to happen between the delineated
reflections will define my ‘current’ status. It is connected with my need to extend/increase my space
with a help of positive messages. So, let me conclude with the auto-quote:

«By analyzing my own gestures and actions, | realise that I'd like to be on the side of those
who make surroundings more valuable or at least - if unable to do more - express such aspirations.”

Performance art analysis — errors and crisis

There is a new fundamental notion-instrument mean, the one possessed by a performer.

According to Yi-Fu Tuan / Space and Place: The Perspective of Experience./ a human body
not only occupies space but also it is able to operate space if there is a needed. The body is a « living
body» and space is a space constructed by man.

Performance interpreted as a rooted fact, the one that doesn’t need to be repeated is strongly
exposed to an error which may result in a crisis.

Considering a potential error as the feature of performance art, we can assume that the value
of performance art that opens the possibility for the penetration of new spaces, is the crisis and the
natural necessity to leave its sphere of influence.

Usually we speak of the need or desire to emerge from the crisis as an oppressive situation
which is difficult to bear and accept. Realizing the potential of the crisis, we could construct such a
model of a performance action where the plan «to bring to the crisis» could be a part of the conceived
strategy. At the same time an attempt to ‘exit’ crisis as a public, visual act is the immanent matter
of performance. The problem is the unknown/obscure and connected with it risk of injury, failure or
absence of any articulation disorganizing and confusing observers. The crisis as the consequence of
errors seems to be obvious, but | try to avoid errors that are shallow, devoid of potential, | treat them
as an undesirable phenomenon, as something that has no place in the strategy of my performance, |
try do my best to avoid it.

But the situation where the instrument is my body, its condition, but primarily - its
measurement parameters, can bring to the extreme situation, to the generated by nature error as a
consequence of hasty decisions or insufficient knowledge of the matter.

When | think about using the weight/ burden perfectly synchronized with my body and its
abilities, then it approaches the limits of my abilities and it seems that even another 100 grams will be
too much and can overflow the barriers of my condition.

For a spectator/viewer I'm a confrontation-provoker of such categories as weight, distance,
height or minimum and maximum. Then the crisis can be attributed to the passage of time and it
may be resulted in this or that state of my health, memory, accuracy... I've mentioned already the
concept of safe stillness/ immovability and I'd like to return to the space of crisis applying the concept
of security and ask the question: is performance art a safe phenomenon? This seemingly absurd
question makes sense when the notion of security is combined with the concept of assurance.
Considering performance to be a reductive action, freed from the excess of forms and expression, we
should also cover the issue of assurance instruments.



The audience do exists

Spectators positioned outside the zone of scene control are considered to be a part of an
action. Permanent visibility enforces compliance with the rules of the zone. The demonstration of
respect may be motivated by the desire to make a good impression or to avoid the punishment.

The observer inviolately located outside the zone enhances and reinforces the importance
and value of the boarders. The observer adopts socially acceptable and desired role of the controller.

The error of such polarization — the spectator is removed out of the context of «internal
definitions» provoked by performance action. The viewer is a co-creator of the definition of
performance. His/her relationship with a performer shapes a real, I'd say, a complete space of
performance.

The spatial relations like: near - far, low - high construct the semantic structure of the
performance space to be often based on clear and ,so to sa , energetic combination of contrasts.

According to Yi— Fu Tuan, at least since Plato times there is the belief that the human eyes
are like a stream of rays, this belief has survived the Middle Ages, it’s still alive. Another widespread
belief reiterates that shadow always falls behind a man, although in practice we know that this is not
always just like that. In the category of space behind the time associated with the past, the space in
front - with the future. The facade shows certain claims, the rear is always unpretentious.

We've talked about the need to discern the details of our human existence, the ones that are
selected, and included in the communication process, we'll talk about general issues from the point of
view of one particular man.

That level of communication is considered to be of the fundamental importance for
performance art. In 1989 the Art as a Private Gesture symposium took place in the city of Koszalin. In
my opinion this title seems to be an interesting item to describe the practice of a performer.

The symposium has attempted to define or at least to indicate the importance of a personal
or even an intimate artistic act. Performance is the art of social communication within the multilevel
dimension, but the starting point is always a particular person addressing to another one.

Referring to the title of the Koszalin meetings I'd say that this is the art of a private gesture
and within the public space it refers to the problems of human status, restrictions, desires and
emotions.

october 4, 2011
Janusz Batdyga
curator of School of Performance in Lviv (2009-2011)



The School of Performance in Lviv 2009 — 2011

Writing about the Lviv School of Performance, at the outset | would like to draw attention to the
often overlooked but, to my mind, fundamentally important in the art of performance aspect — mean,
educational aspect. Performance as an open action, the one that reveals all lowdown of the creative
process, strongly encourages self-education.

To be free of existing canons we are looking for the regulations and codes of some new
autonomous language based on our own, personal media / means of informational transfer/ choices.

The School — is an open educational process but not a sealed laboratory, it’s a free open
process so to speak, ‘ to suit every performance taste’

In a sense, we can say that for the sake of the School the structure of performance was
modified. A performer becomes a teacher and spectators (in this case — in the role of the School
students) aspire to the role of a performer. The problem of communication /always relevant for art/ on
this occasion is a paramount one: we try to use language based on experience and aspirations of a
student-performer. And that is the most important, priceless value of the School.

A teacher-performer while the process of patronizing his student also participates in the
process of organising and regulating the rules and principles of that new emerging language. The
simplest function of a teacher is to initiate an action, to find a gesture capable to activate a living
organism of the School. The distance between a student and a teacher is a space of common
experience, curiosity and decisions.

We do not teach any of the canons — this kind of art is alive, open, it resists restrictions,
entrenched patterns and static definitions.

It all starts within the space between a student and a teacher to be integrated with a spectator
in a particular place at a particular time.

An important, essential element of the school is its present-time verification and therefore its
public demonstration, which may re-evaluate our strategies opening up prospects for next actions. The
phenomenon of the School consists in the following: every finish paves the way for future initiatives.

To analyze the genesis of that concept of education, we should go back to the 70s and to the
educational and practical experience acquired within the space of author’s galleries and experimental
theaters in Poland. Those ‘workshop projects’ realised outside official art institutions were attractive
and wise alternatives of self-education. Here Iwould like to refer to the experiences of the Dziekanka
Workshop (1977 — 1979). A series of educational workshops conducted by the eminent Polish artists
were an attempt to establish and to analyse the alternative educational process. As the initiators of the
Dziekanka Workshop we realized that the educational process had to be integrated to the processes
of contemporary art, it must evolve in parallel, involving the matter of art and responding to its current
challenges. In such circumstances the most important problem is the problem of a teacher. A workshop
is addressed to young artists, and to be a ‘partner affair’, at the starting point it puts a serious problem
of the credibility of a teacher — credibility of an artist.

At the workshop it’s important to realise real relationships and problems in terms of your own
vision, your own creativity. So, a teacher-artist reveals his own creative process as the basis for the
proposed educational process. Let me refer to my text written in 1997 and describing the occurrence of
workshop education.

“The workshop does not duplicate known identified educational processes. It creates methods
to be strongly empowered in real space, real time, it raises the status of co-presence and co-
responsibility.

The workshop generates the group experience but individual processes and results, answers
and questions on your own behalf and at your own risk, are of very important and fundamental value.

| assume cooperation and confrontation of a teacher and a student on the level of the personal
dialogue regardless the number of participants in the group. The deleting of boundaries between a
participant and a tutor opens the possibility for auto didactics in the educational process

The chance to achieve such a result is provided by an active, conscious presence. The
presence required by art is to be a creative presence, permanently renewed and constantly seeking
for a new and actual status.

Contemporary art quite unusually treats the influence of the active presence of an artist and
the active presence of a recipient/spectator. Those two ‘active presences’ usually overlap each
other blurring mutual borders and create the possibility for a new space for reflections, for a new
sensibility. An active presence of recipients/the audience is an indisputable factor; they have to
follow an artist, so to say — to «hunt» art occurrences and thus creating for themselves their own
autonomous fields for reflections and creation. Surprisingly often they /spectators find an artist to
be closely nearby and to be open, sensitive to their creative ‘presence’. Increasingly, the common
presence of creative spaces generates common experience (the goal of the workshop). The range
of workshop activities relates to an unlimited, open field free of any standards, techniques, doctrines
or specialisations. We strive for mutual inspiration, which may result in a concrete form of self-
realization, responsibly expressed opinions, words.»

In 2009 there was the first graduation from the School of Performance in Lviv. For this
purpose we have elaborated the catalogue (a sort of a «guide for dummies”) considering the art of
performance to be an intermedia discipline. The first two School’s seasons were not restricted to
any specific theme or problem, so to say they were related to fundamental principles of the art of
performance and individual rethinking processes.

Taking into account the fact that despite the time and place, the urgent problem of art is
the nature and effectiveness of communication, | decided to title that stage — The Spaces of Visual
Communication. At the same time | worked out the principles of the performance-art workshop built
on a two-stage model of academic education.

Workshop of performance (Stage 1)
Space — Time — Presence

The aim of educational process at a performance workshop is to gain the skills of constructing
actions based on the identification of structural and social determinations of space.

We can talk here about practical mastery of the concepts such as space, place, distance. The
notion of proxemics relating to the theory of observation/ audience’s area and the use of the space
by a person is introduced as well.

The educational process stresses the importance of permanent, stable forms (object,
elements of architecture, nature) treating them as a factor that stimulates and models human
behavior. The workshop teaches the skills of organising the place as a key point within spatial
activities.

Conscious choice of the place (the consequence of the analysis of specific fragments of the
limited space) like a center, edge, peripherals gives you a chance to discuss the social and aesthetic
consequences of that choice.

The next goal is to understand the mechanisms of creating a special performance language,
to understand the factor that clearly determines a performer mean, the presence in the space of
action. Scale, a person’s proportions, his/her anatomy play a paramount role in the programming
performance language. The body/person of a performer is circled by a sign (body silhouette, figure,
trace, memory).

Performance is treated as a process displayed in time. One more major problem — while
‘exploiting’ time we are conscious of its transiency that is considered to be a mechanism of the
performance’s depletion. We analyze the notion of the end not only from the point of view of the logic,
but also from the point of view of physiology (or ‘consumption of matter’).



Interpreting performance as an intermedia fact, we consider its relations (limits, interaction,
interpenetration) with traditional disciplines such as sculpture, photography, visual text, etc..

Workshop of performance (Stage Il)
Strategy

The aim of the workshop is to build a strategy where the message based on the presence of a
performer in a given concrete space, plays a key role

We regard the character of the performance-language’s modification in the presence of both
the private and public space.

We must be aware of the border’s obliteration, a sort of decussation between an internal
gesture and an external one.

One more element of the strategy is the ability to create the tension associated with
the creation of critical situations. We analyse the meanings and significance of intersections/
decussations (customs, physiology, taboo, genres).

A spatial actions emphasize the role of the object as a partner of a man. We should be aware
of the potential and the visual importance of our own body, own figure, etc... An important element
of the construction of our message is our conscious operating of spaces: an open and an ulterior
(hidden, secret) one. So, we can build strategies based on concepts such as mystery, fragment,
selection, marginalia. The consequences of the ‘secret’ sphere’s applying may result in the deficit and
thus — urging searches for equivalents.

Search for alternative solutions is one of the elements to build the strategy of performance.

Public space as an alternative to the ‘laboratory-character’ of a private one — requires new
strategies.

An artist — performer becomes the initiator of a public act. That requires a rethinking of such
concepts as scope, scale, language, audience.

The audience is an important (obligatory regarded) context of the performance, the one
particularly valid in public space.

Another problem seems to be the educational function of performance as an open discipline,
a kind of bonus for a spectator who's looking for new forms of communication based on the value of
direct contact with another person.

The Lviv School programme is a living organism existing in a permanent process of development.

That process is ensured and stimulated by my own artistic and educational experience, by the
ideas of invited artists and art theorists, and by the third perhaps, the most important element of the
triad — the creative energy of the School participants.

The guest of the first season was Sibylle Omlin, a Swiss curator and art theorist representing
the Basel art community, currently she’s the director of the Cantonal School of Art in Sierre. | asked
her to present somewhat different aspect of performance art — from the point of view of the curator
operating within the optimal organizational conditions of the Swiss art market.

The idea was to provide participants with the mechanisms of the performance art’s
promotion, as well as initiating of curatorial projects (within social and educational ideas).

In the second season the similar role was played by Grzegorz Borkowski, a curator and editor
of the Obieg journal (the Centre for Contemporary Art Zamek Ujazdowski in Warsaw) and Waldemar
Tatarchuk, an artist and curator, the director of the Labirynt gallery in Lublin.

In 2010, the School programme has been enhanced with two projects: by Tamar Raban
from Israel and Barbara Sturm from Switzerland. We wanted our students had the opportunity to get
acquainted with several educational methods, we wanted they felt the diversity not only at the level of
the language of art but also at the level of different educational methods.

The last School season in 2011 was entitled The Boundaries/Limits of Space. Proposing that
theme | wanted to try to establish contacts with the participants of the School in the area of multi-level
meanings, trends and personal experiences. | was always interested in the context where the notion
of boundaries/limits is regarded by people whose experiences, emotions and aspirations are not
familiar for me.

The context of borders between countries and political systems was always attractive for an
artist and his reflections; it generates the notions like ‘limitation’, ‘violence’, ‘division’ that seemed to
be correctly perceived and firmly settled in pubic consciousness.

Students were placed in a central, pivotal position and their creative realisation (own
performances) have «dotted the i’'s and crossed the t's» of our educational cycle. It was urgently
important for me to organise the training process in a way each student had a chance to present
his/her own performances at least twice, so their works could become a matter for mutual, critical
analysis. Eliminating of mistakes, reducing of overabundance and superfluous refinement of the
language — that was our goal in the last season of the School that was followed by the public
presentation of performances.

october 4, 2011
Janusz Batdyga
curator of School of Performance in Lviv (2009-2011)



Zbigniew WARPECHOWSKI (PL)

one of first in the world artists, who began practicing
the art of performance, he is the pioneer of this kind of
art in Poland

born in 1938 in the village of Plosky in the Volyn region

he studied: 1956-1962 - Cracow Polytechnic (Poland),
department of architecture /

1964-1965 — Academy of Fine Arts in Krakow (Poland),

faculty of Industrial design

since 1962 engaged in painting

since 1964 writes poems, often published in journals
since 1967 engaged in performance, to date
completed about 250 performances in many European
countries, also in Asia and North America

since 1973 — the author of numerous publications
devoted to the contemporary art and performance

artist says that performance art is closely associated
with poetry and this facet of his work he calls «poetic
reality»

Redas DIRZYS (LT)

works in the genres: social action, performance,
sculpture, drawing, installation / curator, teacher
born in 1967 in Lithuania

1986-1991 — studies at the Tallinn Academy of Arts
(Estonia)

since 2003 — member of |IAPAO (International
Association of Performance Art Organizers)

have held dozens of solo exhibitions in Lithuania and
Europe, participated in joint international exhibitions
and projects, is known for his social interventions,
performances and socially engaged artistic practices

have received several awards, including the prize of
the International Design Biennale (Russia) / award of
«Alytus City Culture and Arts» (Lithuania) / award of
the Hungarian Sculptors Society at IV international
Biennial of Sculptors Drawings

presently he is the director of the Art School of Alytus
lives and works in Alytus (Lithuania)

Yuri SOKOLOV (UA)

born in 1946

architect on a specialty

one of the pioneers of Performance Art in Ukraine
7th president of the Lviv Academy of Arts and
Literature of Mike Johansen

head of the department of a hint and attraction
participant of symposiums of contemporary art in
Poland, Slovakia and Switzerland

works found in museums and private collections in
Ukraine, Russia, USA, Israel etc.
adept of a life-art

performance considers deed

Alexander SARNA (BY)

born in 1971 in Minsk (Belarus)
Ph.D, performer, journalist, media analyst
teaches at the European Humanities University

as a performer took part:

2001-2011 — International Festival of Performance
«Navinki» (Minsk, Belarus)

performances of Alexander Sarna reminds
«materialization» of philosophical ideas

and logical structures

being a professional analyst in the field

of visual arts he connects modern philosophical trends
with mass culture

lives and works in Minsk



Dmitry MAIBORODA (BY)

born in 1973 in Minsk (Belarus)
PhD, teaches at the Belarusian State Linguistic
University

as a performer took part at:

2001-2007 — International Festival of Performance
«Navinki» (Minsk, Belarus)

2006 — Festival of interaction (Piotrkéw Trybunalski,
Poland)

artist modificate the audience, shifts emphasis on his
performances from himself to a temporary structures
of relations between people around, temporary
dynamic sculptures of relationship

«art dictates originality. you think that you are a key
point in the chain of appointments. there is no spider in
this net — web only. you think that you are manipulator,
but you stooge»

(Dmitry Maiboroda «Dictate of art»)

Jan SWIDZINSKI (PL)

intermedia artist, founder of contextual art, performer,
art theorist and philosopher

born in 1923 in Poland in Bydgoszcz

in the years 1944-1952 he studied painting, graphics
and architecture, received diploma

at the faculty of painting at the Academy of Fine Arts in
Warsaw (Poland)

in 1965-1970 years was engaged in formal logic, the
questions of language structure, semiotics, established
the Department of Art Studies at the Polish

society of cybernetics

in 70th began to move away from painting

and gravitate toward interdisciplinary artistic practices
since 1974 and is engaged in performance art

1976 was published his manifesto

«Art as Contextual Art»

organizer and curator of many meetings and festivals
of Performance (including «interaction» in Pyotrkow
Trybunalski), participated in various festivals of art
performance in the world, is the author of publications
and books in the area of the theory of art

Michal BALDYGA (PL)

works in the genres: sculpture, performance, painting,
graphic design

born 1980 in Warsaw (Poland)

received a diploma in Art Education in Poznan
Academy of Art (Poland), where he now continues his
studies in the department of graphics

relevant period in the works of Michal Baldyga
dedicated to problems of culture and culturness in the
world. the artist is looking for the borders between the
sacred and profane. focusing on the symbols, action
and meaning of colors and shapes allows artist to work
on a new life ritual — a ritual of pure form that is not
associated with any religion or belief (based on the
author’s text Michal Baldyga)

Marta BOSOWSKA (PL)

works in the genres: installation, objects, performance

born 1984 in Poland in Ko$cian

studied at the Institute of Arts in Zielenohura University
(Poland), department of painting

and the Academy of Arts in Poznan (Poland), the
department of art education

she chooses simple gestures, situations, objects and
materials that surround a person in everyday life, they
are normal from the outside but can be analyzed to
understand that they carry an emotional meaning,
polysemy and symbolism

the greatest inspiration for of Marta Bosowska are
memory and notes,

ultimate goal is — memory implemented and
discovered that leads to the transformation of
consciousness and a new self (based on the author’s
text of Marta Bosowska)

lives and works in Poznan (Poland)

Oles DZYNDRA (UA)

working with the objects in a static, kinetic, chamber
and the monumental space

born in 1955 in Lviv (Ukraine)
1972-1982 — Lviv Polytechnical Institute (Ukraine),
architecture and Lviv Academy of Arts (Ukraine)

1992 founded the Ukrainian Museum of Modern Art,
later Museum of Ideas in Lviv

2006 founded

the film festival «KinoLev» (Lviv, Ukraine)

of 2007 — co-founder of the Institute

of Contemporary Art (Lviv, Ukraine)

2009 established the annual Symposium for authors
glass «SkloKoko» (Lviv, Ukraine)

artworks found in private collections and galleries in
Europe, North America and Japan

lives and works in Lviv (Ukraine)

Hamlet ZINKOVSKYI (UA)

works in the genres:
graphics, street art, installation, painting, performance

born 1986 in Kharkiv (Ukraine)

graduated from Kharkiv Art College, Kharkiv Academy
of Design and Arts

nominated for the PinchukArtCentre Prize in 2009

lives and works in Kharkiv (Ukraine)

Rostyslav KOTERLIN (UA)

works in the genres of painting, installation and
performance

born 1966 in Ivano-Frankivsk (Ukraine)
graduated from Kyiv National University of Taras
Shevchenko (Ukraine)

since 1999 edits and publishes systematic anthology
of contemporary art «Kinets Kintsem» («After all End»)
2005 — scholar of the Gaude Polonia (Poland)
organizer and participant of many programs and
projects of contemporary art

in Ivano-Frankivsk in Ukraine

was published in Polish and Ukrainian journals
devoted to contemporary art

participant of numerous public and private exhibitions
in Ukraine and abroad

lives and works in lvano-Frankivsk (Ukraine)

Denis ROMANOVSKI (BY)
born 1970 in Minsk (Belarus)

diploma in Belarusian state University (physics) and
the Belarusian state Academy of arts

studied at the Royal University College of Fine Arts
(KKH) in Stockholm (Sweden)

since 1996 engaged in performance art

since 1999 have been actively involved in promotions
and exhibitions around the world, simultaneously
acting as curator and co-organizer of artistic events in
Sweden, Belarus and Germany

by 2008, along with Viktor Petrov organized the
International festival of performance art «Navinki»
(Minsk, Belarus)

since 2007 lives and works in Stockholm (Sweden)



Dominik JALOWINSKI (PL)
works in the genres: painting and performance

born 1983 in Poland in Lublin

2008 graduated from the Academy of Arts in Warsaw
(Poland), department of painting

in his speeches begins an inverted game with
convention of performance art, which considered to be
elitist, hermetic and incomprehensible

he reprise of myths that grew around this genre, mock
of pathos and suggests that art can be a good helping
of entertainment, shows how art creates a «product»
and recycles it the same time (in the text of Marta
Ryczkowska)

lives and works in Warsaw (Poland)

Yaroslav YANOVSKY (UA)

works in the genres: performance, happening,
installation

born 1965 in lvano-Frankivsk (Ukraine)

graduated from Lviv collage of applied and decorative
art named after lvan Trush (Ukraine)

since 1990 has actively participated in exhibitions and
projects that took place in Ukraine, Germany, Russia,
Spain, Poland

author and participant of many performances, actions
and happening

was involved in productions of various plays and
festivals

lives and works in lvano-Frankivsk (Ukraine)

Yuriy YAREMCHUK (UA)

composer, multi-instrumentalist, artist, poet,
performer, one of the pioneers of improvisational
music in Ukraine

born 1951 in Russia in Novokuznyetsk

as a composer creates music in the directions of
academic avant-garde and free improvisation

for many years worked with the famous Russian
performers Sergey Letov, Dmitri Prigov, Andrey Bitov
and Lev Rubinstein

among Ukrainian performers Yaremchuk often works
with Oksana Chepelyk, Vasyl Bazay, Uta Kilter, Yuriy
Solomka, Petro Starukh, Igor Yanovych and Roman Zhuk

lives and works in Lviv (Ukraine)

Natalia WISNIEWSKA (PL)

works in the genres:
installation, object, performance, lithography, painting

born 1985 in Lublin in Poland
graduated from the Academy of Arts in Poznan
(Poland)

«dialogue for me is a plastic material that | have been
exploring and reinterpreting, it is a game with the form
and meaning codes. sphere of language is for me the
biggest constant potential and at the same time the
closest creative structure of results for mine

prefer that my creative expression was diverse,
constantly seeking, interpreting, mixing

studying and immersing my self in everyday life
concepts, being in constant searching for new artistic
or scientific forms, i try to create a universal dialogue»
(based on author text by Natalia Wisniewska)

Taras KAMENNOY (UA)

works in the genres:
painting, drawing, installation, performance

born 1985 in Kharkiv (Ukraine)
graduated from Kharkiv state Art School and the
Kharkiv state Academy of Design and Arts

lives in the village Vysokyj
in the Kharkiv region (Ukraine)

Marta KOTWICA (PL)

works in the genres:
painting, installation, performance

2009 graduated from the Academy of Fine Arts in
Poznan (Poland) , the department of painting

participates in exhibitions and festivals in Poland and
abroad

Jerzy ONUCH (PL)

as an artist works in the genres of installation and
performance

born 1954 in Lublin (Poland)
1979 graduated from the Warsaw Academy of Arts,
major: painting, drawing and art education

in the eighties led an active artistic activity:

solo exhibitions and performances, was one of

the founders (along with Janusz Baldyga, Lukash
Sajna and Tomasz Sikorski) of experimental gallery
«Dziekanka» at the Warsaw Arts Academy

as a curator in the period from 1980 to 1986 has
organized over 70 exhibitions and artistic events

1993 worked as curator of the exhibition «Steppes

of Europe» - one of the first exhibitions that was widely
represent ukrainian contemporary art in the west - at
the Center for Contemporary Art Ujazdowski Castle
(Warsaw, Poland)

1997-2005 - director of Center
for Contemporary Art (Kyiv, Ukraine)

1997-2010 - curator of many projects, exhibitions and
artistic events, with participation of artists from Ukraine
and Poland in different countries

2005-2010 - director of the Polish Institute in Kyiv
within activities of the Institute has initiated numbers
of interesting art projects, among them: in 2006 - the
festival «Days of Performance Art in Kiev» and

in 2008 — Kazimierz Malevicz Arts Prize

from september 2011 - director of the Polish Institute
of Culture in New York (USA)



Anna PLOTNICKA (PL)
works with photography, performance, video art
born 1956 in Wroclaw (Poland)

1980 graduated from Wroclaw Academy of Art,
department of painting, graphics and sculpture

she is known for such works as the cycle “Performance
on Demand»

in 2001 and 2004, she inspired and was curator of the
exhibitions «Krzatanina (Puttering) | and Il» which
were shown in Wroclaw and Zielona Gora (Poland)
respectively, for these expositions, she was able
secure the cooperation of many of Poland’s most
prominent artists

she has been lately experimenting with (transgressive,
social-interactive) activities involving a participation of
other women invited to join in the artist’s project

in the scope of her work, one should not only
distinguish the visible but also the invisible — the
elements of the «in between» are «for being and to
be» rather than «to watch or for watching»

Iza TARASEWICZ (PL)

works in the genres:
sculpture, installation, objects, graphics, performance

born 1981 in Poland in Bialystok

2008 graduated from the Academy of Fine Arts in
Poznan (Poland), the department of sculpture and
installation

collaborates with Gallery Stereo in Poznan (Poland)
member of the young art group «Penerstwo» (Poznan)

in a manner very astute, through the prism of personal
experience and observation of the world shows

the problems associated with modern man and its
existence

she is interested in extreme situations in which a
person balances between normality and extremeness,
humanity and dehumanization

tukasz TRUSEWICZ (PL)

works in the genres:
sculpture, drawing and performance

born 1984 in Schetsinek (Poland)

in 2005 graduated from the State Art Lyceum in
Koszalin (Poland)

2005 - 2010 studies at the Academy of Fine Arts in
Poznan (Poland) , the department of sculpture and
installation

proponent of minimalism in the choice of means, seeks
to eliminate unnecessary overload of meaning and
substance

believes that the simple gestures have the greatest
impact

Barbara STURM (CH)

born in 1972 in Basel (Switzerland)
1998-1999 she studied at the Art School
in Luzern (Switzerland),

from 1999 to 2003 she studied of the School for Art
and Design in Zurich (Switzerland), during this time
she concentrated completely on performance art

and finished her studies in 2003 with a performance
entitled «walking while waiting», in which she went for
a walk with a turtle

since 2003 - she showing performances
in different countries

shows physical performances which are
choreographed with extreme strictness and reduction;
abstract, image-like, recalling an ink drawing from the
far east - it is about mastering the body, slowness,
silence, about simple physical facts. she places her
confidence in reduction

lives and works in Basel (Switzerland)

«The Academy of Movement» (PL)
theater of performance and visual narration

founded in Warsaw in 1973 by Wojciech Krukovskyi ,
who also is the artistic director of Theater

the Academy of Movement creative process is based
on the movement, space and social implications

since 1974 theater work has the character of
continuous activity, and is the first in Poland example
of the systematic creative action in space: on the
streets, in inhabited buildings and industrial areas

Academy of Movement presented its works, and it

is more than 600 performances, events and street
actions, in almost all European countries as well as in
North and South America and Japan

Contemporary Dance Group
of Lublin Polytechnic Institute (PL)

since 1993 works as a dance theater

group was established by Hanna Strzemiecka

group choreographic composition rely on the individual
movement, allowing to identify the expression and
develop personal creation

these compositions gained awards and were
demonstrated at numerous festivals of contemporary
dance and theater festivals in Poland and abroad
group is constantly evolving and is involved in various
artistic projects opening widely on the established
artistic collaboration

ceated by a choreographer and dancers group an the
individual style of dance has led to making of Lublin
Dance Theatre, which does not sever to cooperate
with former members of the group

Lublin Dance Theatre (PL)

one of the leading dance group in Poland

theater was founded in 2001 at the initiative of Hanna
Strzemiecka, Anny Zak, Ryszard Kalinowskiy (now
provides artistic leadership) and Wojciech Kapron

over the years the theater has produced its own unique
dance style, recognizable both in Poland and abroad

play art form - the result of creative cooperation of all
members of the ensemble, based on the physiological
nature of the body, however it reflects the individual
expression of the actor

TANZLABORATORIUM (UA)

is an independent performance group
based in Kyiv (Ukraine)

which performs both onstage
and in site specific performances

the group was founded in 2000 by Larysa Venediktova,
who is its artistic director

TanzLaboratorium does not use the body of a dancer
as a professional

tool, instead refers to what is the deepest hidden in
our body to pra-human, what is in all life and generally
existed to «body-memory».

the group organizes master classes, workshops and
festivals of contemporary dance and performance. It
actively participates in festivals in Ukraine and abroad

in 2007, they were artists-in-residence at Schloss
Broellin, Germany



Vasyl BAZHAJ (UA)

works in the genres
of painting, installations, performance

born in 1950
1973-1979 — studied at the Lviv Academy of Arts

head of the Section of conceptual art department of
the Lviv the National Union of Artists of Ukraine

of 2007 — co-founder of the Institute of Contemporary
Art (Lviv, Ukraine)

author and participant of several solo exhibitions and
projects in Ukraine and abroad

lives and works in Lviv (Ukraina)

Janusz BALDYGA (PL)

works in the genres:
performance, installation, objects, graphics

born 1954 in Poland in Lublin
1974-1979 studies in Academy of Fine Arts
in Warsaw (Poland) at the faculty of painting

1976-1981 - member and co-founder
of arts group «Pracownia»

1977-1979 - co-director
of the workshop «Dziekanka» (Warsaw, Poland)

since 1979 - member of the most famous Polish

performers group «Academy of Movement» (Warsaw,

Poland)

since 1982 - conducting authorial didactic cycle in
the form of master classes, lectures and theoretical
exercises

since 2007 - the curator of the annual School of
Performance within the framework of «Days of
Performance Art in Lviv» (Ukraine)

participates in many exhibitions, symposiums and
artistic manifestation in Poland and abroad

Mykhaylo BARABASH (UA)

works in the genres: painting, installation, kinetic art,
performance, land art, photography

born in 1980 in Ternopil (Ukraine)

1999-2005 studied in Lviv National Academy

of Arts (Ukraine), monumental painting

since 1998 participant of all-Ukrainian and
international exhibitions and international plain-airs
(Ukraine, Poland, Slovakia)

2011 — scholar of the program Gaude Polonia (Poland)
co-founder and participant of the art formation
«Coma» (Lviv, Ukraine)

lives and works in Lviv (Ukraine)

Myroslav VAJDA (UA)

works in the genres
of performance, installation, land art

born 1977 in Zacarpattya (Transcarpathia)
studied in Uzhorod College of Art n. Adalbert Erdelyi
and the Lviv Academy of Arts (Ukraine)

author of personal and joint exhibitions, projects,
ukrainian and international artistic events

2009 - fellow of the program Gaude Polonia (Poland)

since 2007 — co-founder and member of artistic
formation «Coman (Lviv, Ukraine)

lives and works in Lviv (Ukraine)

Michat DYAKOWSKI (PL)
born 1988 in Poland, in Bydgoszcz

graduated from the University of Arts in Poznan
(Poland), graphics department and department of
visual communication

selected solo exhibitions and performances:

2011 — «Navinki» 13th international Festival of
Performance Art (Minsk, Belarus) /

«i ask mercy for luxurious life», an action before the
bank PKO SA (Poznan, Poland) /

«conditional agreement», gallery of the Academy of
Fine Arts (Wroclaw, Poland)

2010 — «spreadingy, art festival in public places
(Kielce, Poland)

VLODKAUFMAN (UA)

works in the genres:

performance, installation, graphics, land-art,
happening, theatre set design, in author’s genre
named «vydyvo» (something like «visiony»)

born in 1957 in Karaganda (Kazakhstan)

1974 -1978 Lviv collage of applied and decorative art
named after lvan Trush (Ukraine)

1978 -1980 Lviv Polytechnical Institute (Ukraine),
architecture

1989-1993 — member of Art Association

«Shljakh (Way)» (Lviv, Ukraine)

1993 — co-founder of Art Association “Dzyga” (Lviv,
Ukraine)

2007 — co-founder and member of Institute of
Contemporary Art (Lviv, Ukraine)

2007 - 2011 — coordinator of the festival «Days of
Performance Art in Lviv», curator of «Contemporary
Art Week» (Lviv, Ukraine)

author of numerous solo exhibitions and participant in
joint projects in Ukraine and abroad

lives and works in Lviv

Beni KORI (IL)
visual and performance artists

born in1963 in Turkey 1971 - relocation to Israel
education:

1991 - Bezalel Academy of Art and Design,
Jerusalem (Israel)

2000 - annual Performance Art Workshop guided by
Tamar Raban (Tel Aviv, Israel)

exhibited in local and international festivals and
biennials in France, Poland, Germany, Turkey, Chile
and England

teacher of Visual Communication
and of Performance Art

lives in Tel Aviv

Kineret Haya MAX (IL)

born 1981, lives in Jerusalem (Israel), an
interdisciplinary artist

2004-2007 graduate of the School of Visual Theater
Jerusalem

2006-2008 the America-Israel Cultural Foundation
Scholarship

2007 encouraging Young Artists’ prize from HaZira
Performance Art Arena and The School of Visual
Theater (Jerusalem, Israel)

2008 graduate of the Performance Art Studies
Program, conducted by Tamar Raban at the
Performance Art Platform (Tel-Aviv, Israel)

2008 B.Ed. in Education and Art, David Yalin College
(Jerusalem, Israel)

since 2008 works and performs in the Performance
Art Platform as part of Ensemble 209, conducted by
Tamar Raban and Guy Gutman part of the artist group
in HaZira Performance Art Arena (Jerusalem, Israel)



Joanna OGRODNIK (PL)
works in the genres:
photography, video-art, video-dance, video-
installations, performance art, video-performance

born 1980 in Poland in Poznan

2007-2008 studied at the Warsaw

School of Photography

2008-2011 — studied at the University

of Arts in Poznan, department

of multimedia communication, photography

2007 worked with a group of theater dance
«aboccavolta» from Madrid
in the play «Cuando nada duele»

in 2007-2008 was co-founder of «Hotel Group», and by
2005 — co-founded group named Frank Zappa

«[...] in my artistic search | explore the space — both
physical and imaginary, and the boundaries of space,
defined through the medium in which | express. [...] i
am interested in the space between body and mind,
between performer and spectator, between external
and internal»

lives and works in Poznan (Poland)

Sylwester PIASECKI (PL)
born 1986 in Bytom, Poland

2007-2011 graduated from the University of Arts in
Poznan (Poland), department of graphics and painting

selected performances:

2011 — «Bloody English!» Gallery Post Office (Poznan,
Poland) / «Navinki» 13th International Festival of
Performance Art (Minsk, Belarus)

2010 — Festival of Performance Art «KOLO SZASU»,
Contemporary Art Center «Znaki Czasu» (Torun,
Poland) / «<SMOG» Performance Art Festival, Gallery
Sektor | (Katowice, Poland)

Tamar RABAN (IL)

works in the genres:
performance, sculpture, installation, video art / curator
of many projects

born in Israel

1955 graduate of Haifa University (Israel), art studies
as a performance artist, performed at festivals,
museums, galleries and theaters, in many countries,

exhibited sculpture, installations and video art at
exhibitions in Israel and abroad

one of the founders and current director of Shelter 209,

a non-profit organization for the promotion of inter-
disciplinary art in Israel, founder of «Performance Art
Platform» — center for performance art in Tel Aviv and
artistic director of «Ensemble 209» and ZAZ festival,
international festival of performance art in Israel

teaching performance art in art academies, seminars
and in Performance Art Platform

live and work in Tel Aviv and Jaffa (Israel)

Waldemar TATARCZUK (PL)
since 1989 engaged in performance art

born 1964 in Siemiatycze in Poland

1985-1991 studies at the University of Maria
Sktodowska-Curie in Lublin (Poland)

1999 - established the Center for Performance Art
co-founder of Lublin Society for the Fine Art
Encouragement

2006-2010 - curator of the festival «Days of
Performance Art in Lviv» (Ukraine)

constantly involved in the most actual festivals
of performance all over the world

significant in his performances is a matter of time and
space, those fundamental issues that are treated in
dimension of individual, personal and are determined
by historical reflection in the philosophical, historical,
geographical, cultural and civilizational aspects

Volodymyr Topij (UA)

works in the genres:
painting, performance, installation

born in 1979 in Sudova Vyshnya, Lviv Region (Ukraine)
2003 graduated from the Lviv National Academy
of Arts (Ukraine)

author of the personal and participant of many joint
art projects in particular, his performances were
presented at such international art festivals as:
«Week of Contemporary Art» (Lviv, Ukraine)

«L2» (Lublin, Poland)

«Night of Culture» (Lublin, Poland)

lives and works in Sudova Vyshnya and Lviv (Ukraine)

Yaacov CHEFETZ (IL)

works in the genres: sculpture, painting, drawing,
installation and performance

curator of several exhibitions
1946 born in Israel

teaches at the Technion - institute of technology,
architecture faculty (Haifa, Israel)

and Shenkar, high school for engineering and
designing (Ramat Gan, Israel)

since 1975
participant in exhibitions, art events and art project in
Israel and abroad

and serving as a performer in Israel and Europe -
Spain, Poland, France and Germany

since 1982 placed more then 24 sculptures in all
over Israel: in Jerusalem, in Tel Aviv and in Haifa, in
Herzeliya

lives and works in Haifa

«Sinije Nosy» («Blue Noses»)
work in the genres of video art, performances etc.

russian art group that developed the project «populist
contemporary art» democratic by it's form and content

as artists say themselves that their art is addressed to
«pioneers and pensioners» and made «on knee»
group was formed in 1999

now, the group includes Vyacheslav Mizin and
Alexander Shaburov

«Blue noses» consider themselves heirs of «Sinyaja
blousay, revolutionary acrobatic soviet propaganda
team of the 1920s

they were participated in the 50th and 51st Venice
Biennale, 1st, 2nd and 3rd Moscow Biennale of
contemporary art, many other festivals and exhibitions
works of the «Blue Noses» repeatedly called scandals,
were stopped by custom authorities and were the
subject of court proceedings

therefore, Mizin and Shaburov jokingly entitle himself
«the most banned artists in Russia»
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