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LUKOAA MEPPOMAHCY 2019 - TEXHOAOTIS, MANCTEPHICTb,
NEPPOMAHC

Ha goectmBani AHI MucTeuTsa MNepgboMaHC y AbBOBI OKLLEHT
3MICTUBCS HQ OCBITHIO CKAOA0BY, | came LLIKOAA NEPPOMAHCY
CTOAQ MOTO KAIOYOBMM MYHKTOM LLbOTO POKY. IcTopis AHIB, nepLuoro
B YKPQiHI dpeCTUBAAID APT-NEPIDOMAHCY, TPUBAE BXXE ABAHOALATH
POKIB i LLLOPA3Y MPOSBAAE YHIKAAbHI MEPAOOMATUBHI MPAKTUKM,
CMPUIE KOMYHIKALLT MUTLLIB-NEPAOOMEPIB PI3HUX KYALTYP, MOKOAIHb
TA LLKIA i, LLLO BOXKAMBO — HOAMXAE MOAOAE MOKOAIHHA MUTLLIB.
LLIKOAA cTae micem KOHAOPOHTALLT MOAOAMX OCOBUCTOCTEMN
YKPQIHCBKOrO MUCTELLTBA NEPAOMAHC i3 AOCBIAYEHUM
MDKHOPOAHUM CEPEAOBULLLEM MUCTELLTBA Alll.

CTpyKTypQ HOBYOHHS MOBYAOBOHA 3 TPbOX IHTETPOBAHMX MOTOKIB:
TEXHOAOT I (HOBYAHHS) — MAMCTEPHICTb (BiAKPUTA MYOAIMHO
MPEE3EeHTALLS YYOCHUKAMMU LLIKOAM BAOCHMX NEPTdOOMAHC-IAEM

MICAS HOBYOHHS) — MMCTEULTBO NePIPOMAHC (O3HOMOMAEHHS 3
OKTYQABHUMMU TEHAEHLLIAMMU Y CYHOCHOMY MMUCTELLTBI OKLLIOHI3MY,
BUCTYNM nepdoomepis). Llboro poky LLIKOAA NEPPOMAHCY
MPOBOAMACQCH 30 TPbOMA HABYAABHUMMK Nporpamamum: NMPOCTIP —
YAC — KYABTYPHUIM KOHTEKCT — 3HOHOTO MOABCHKOrO MEpdomepa,
npodoecopa YHIBEPCUTETY MUCTELLTB Y [NO3HAHI dHYLLO Baaamin,

4 -, € =, TYT — BUKAQAQHYKM MMCTELLLKOT LLKOAM MUSRARA B
Epycaamnmi Kinepet Makc ta BIA AKLIT AO IHCTAAGLLT I HA3AA -
nepdoomepkn AHi 16w, Mporpama mamctep-kaacie LUKOAM Takox
OXOMMAQ AEKLLto-NepdboMaHC Boroammmpa Tonis «MEPEBYBAHHA. ..
MPX TYT I «TAM» TO AGBOPATOPHE AIMCTBO BoAOAMMIMPa KaydomaHa
«AHATOMIA MEPPOMAHCY».

LLUKOAA NMEPPOMAHCY MAE€ TArAIiCTb i AOTIHHICTb, TA 3 HOCOM il MiCis
TA LA 3MIHIOIOTBCS. € BEAMYE3HA PI3HMLL MK HOLLMAMM 3AMUTAMM
M OHIKYBOHHAMM AO LLIKOAM y 2009 poui i HUHI. Tenep HALLUMm
30BAQHHSM MOCTAE BUXOBYBATM HE NEPTOOMEPIB (9K MEPBICHO),

O PO3BMBATM XYAOXHWMKIB, AKi MPALLIOIOTE Y OPMAT CYy4ACHOro
MMUCTELTBA. |AETbCS NPO BUXOBAHHS HOBOI rEHEPALLIT MUTLLB, A€
NepPdOMAHC PAALLIE € AOMOMIPKHUM dOAKTOPOM TBOPEHHS HOBOI
CBIAOMOCTI.

SCHOOL OF PERFORMANCE 2019 - TECHNOLOGY, MASTERY,
PERFORMANCE

The accent of the Days of Performance Art in Lviv has been
shiffed towards the educational component, and the SCHOOL OF
PERFORMANCE has become the key point this year. The Days of
Performance Art is the first Ukrainian performance art festival with
the twenty-year history: every year it reveals unique performative
practices, fosters communication between performance artists from
different cultures, generations and schools and, most importantly,
inspires the young generation of artists. The SCHOOL has become
a place for collision of the young faces representing Ukrainian
performance art with the experienced international actionism
scene.

The structure of the educational program consists of three
infegrated currents: Technology (training) — Mastery (open public
presentation of the School participants’ performance ideas after
the training) — Performance art (infroduction to the relevant
fendencies in contemporary actionism, guests’ performances).

This year the SCHOOL OF PERFORMANCE had three educational
programs: SPACE — TIME — CULTURAL CONTEXT by Janusz Baldyga, a
renowned Polish performer and professor of University of Fine Arts in
Poznan; | =, AM -, HERE- by the lecturer of MUSRARA School of Art
in Jerusalem Kineret Max; and FROM ACTION TO INSTALLATION AND
BACK by performer Anja Ibsch. The master class program of the
SCHOOL also included lecture-performance BEING BETWEEN «HERE»
AND «THERE» by Volodymyr Topiy and laboratory action ANATOMY
OF PERFORMANCE by Volodymyr Kaufman.

The SCHOOL OF PERFORMANCE develops gradually and logically,
so its mission and goal may change. There is a huge difference
between our needs and expectations of the School back in

2009 and today. Now our fask lies not to cultivate performers (as

it was earlier), but to develop artists who work in the sphere of
contemporary art. It is about raising a new generation of artists for
whom performance is just an auxiliary factor of new consciousness
creation.



LLKOAA NEPPOMAHCY -
MUCTELLTBO CTBOPEHHSA OCBITHIX cTpaATerin

OAHMM 3 OCHOBHMX 30BAOHb CY4ACHOTO MUCTELLTBA € iHILLIOBAHHS
OCBITHIX TO KYABTYPOTBOPHYMX MPOLLECIB. MUCTELTBO, fKe MOopyLUyeE
ANCKYPC LLLOAO CBOIX QOYHKLLM TA POAI B XUTTI AKOAMHU, CTAE
>KMBOIO CKAGAOBOIO, HEOBXIAHOIO AA HOAEXHOTO GOYHKLLIOHYBAHHS
CYCMIAbCTBA. MUCTELTBO NEPAOOMAHC, KE MOB'43aHE 3 MyDAIMHUM
NPOLLECOM TA 3 MUTTEBOIO BE3N0CEPEAHBOIO KOHADPOHTALLEIO 3
TASAQHYAMM, PO3KPUBAE CBi OCBITHIM MOTEHLLIAA | MOrO 3HAYEHHS AAS
PO3BUTKY LLIET AMCLMAAIHM MUCTELLTBA. PECTUBAAI, 9Ki € EPEKTUBHOIO
NAQTAPOPMOIO NPE3EHTALLT AKLLIOHICTCBKOTO MMUCTELLTBA | CYHACHMX
NepdOOMATUBHUX NPAKTUK, BCE YACTILLE BBOASTb OCBITHI EAEMEHTH
y CBOI NPOrpamHi ctparerii. AHi MUCTELLTBA MEPAOMAHC Y AbBOBI
CTBOPIOIOTb OCODAMBI YMOBM PIBHO3HAYHOTO CTABAEHHS AO MOKQ3iB
NepdOOMAHCIB TA NPE3EHTALLl OCBITHIX MPOLLECIB 9K AKTIB TBOPYOCTI.

TBOPLLi AbBIBCBKOTO CPECTUBAAID MUCTELLTBA NEPTFOOMAHC NOPYLLMAM
MPEUHUMMNOBE MUTAHHS MPO €JOEKTUBHICTb TPAAMLLIMHOT GOOPMYAM
dOECTUBAAIO Y CYHACHOMY AMCKYPCI PO KOMYHIKATUBHI QOYHKLLIT
MMUCTELTBA. TDAKTYIOHM MUCTELLTBO K MAQTADOPMY AAS OOMIHY
IHODOPMALLIEIO TO AIOACBKMMM EMOLLIIMMU, 3'IBUAACH HEOBXIAHICTb
CTBOPUTM PECTUBAAD K XKMBY MATEPIIO, LLLO HOPOAXYETHCS i3
MPArHeEHb MOAOAMX MUTLLIB, HOCTO CTYAEHTIB YKPOIHCBKMX XYAOXHIX
HOBYAABHUX 3AKACQAIB (MULLIY «yKPOTHCbKMX», 60 reorpadois
dOECTUBAAIO BXXE AOBHO BMMLLIAG 30 MEXi AbBOBA). PO3p0BASI0YM
CTPATETIIO AiM, KYPATOPM MPOEKTY BUPILLIMAM, LLLO MPOLLEC
AOCSATHEHHS PE3YABTATY € BAXKAMBOIO YOCTMHOK B3AEMOBIAHOCHH
MUTLA TA TAJAQHA. Y HALL YHOC KOMYHIKALLIIO MiXK AKOABMM BUTICHMB
LLIBUAKMIM OBMIH iIHGOOpMALLIEIO, 303BMYAM MOBEPXHEBOIO, YEPE3
EAEKTPOHHI MeAIQ. MUCTELTBO NepdOMAHC ByAy€E NPOCTIP
OBTEHTUYHOT KOMYHIKALLi: PO3KOAYBAHHS MOrO CEHCY i 3HOYEHHS
BMMArAe NOrAMBAEHOI PEJOAEKCIT TA HACY Y MOTO MPUPOAHOMY,
AOACBKOMY PO3YMIHHI.

PeCTUBAAb MUCTELLTBA NEPAIOMAHC, JKMIM BIADYBAETLCS LLLOPOKY
Yy AbBOBI, € MPUKACAOM TAMBOKOTO | MYAPOTO PO3YMIHHS 30BACHD
CY4QCHOIO MUCTELLTBA. BiH NPUCBIYEHMI MUCTELLTBY All, OAE,
NOKA3YIOYM MOTO KOHTEKCTU, TOPKAETHCH KAIOHOBMX 3ACAA
MMCTELLTBA | KYABTYPM , 30KpeMA, (YHAOMEHTOABHOI MPOBAEMU
MMUCTELLBKOI OCBITU. LLe cToCcy€eTbCs BYyAb-IKOTO MUCTELLLKOTO TBOPY,
Y AKOMY KOMYHIKALL ©A3yETbCA HA Bi3yOABHOMY 3HAKY. Y BUMAAKY
MMUCTELLTBA MEPTOIOMAHC, MOTO EBOAIOLLIA | MUTTEBE MPOYUTAHHS
AO3BOASIOTb CMOCTEPIrA4EBi MOPUHYTHU Y 3AXOMAMBUI, BIAKDUTUIM
npoLec CniBy4acrTi.

BiAMOBIAAIO HO MUTAHHS NPO XAPAKTEP CY4ACHOro OECTUBAAID
OKLLIOHICTCbKOrO MMUCTELITBA € OPUTIHAABHO DOPMYAC AHiB
MMUCTELTBA NEPAOMAHC. OCHOBHUM OPIEHTUPOM € BIAKPUTICTb
NMPOLLECY OCATHEHHS IAET MUCTELLTBA NEPTIOMAHC Y MOro ABOX
©a30BMX ACMEKTAX: MPE3EHTALL TO HOBYOHHI, LLLO TPOKTYETbCS

K TBOPYMM NpoLec. Lle He KAQCHUYHMM GOECTUBAAL MUCTELLTBA
nepdoOMaHC, 9Kmi BYB AOMOBHEHUI MANCTEP-KAQCOM BiA OAHOTO 3
MOro Y4aCHWUKIB. Lle doecTrBaAb, CTpaTeris 9KOro NOAIrae y B3AEMOAIT
ABOX Cdpep MUCTELLLKOT OKTKUBHOCTI, LLLO YOCTKOBO HOKAGAQIOTHCS
OAHQO HO OAHY, — MAHIdOEeCTaLi T OCBITKU. MM CTOEMO CBIAKAMMU

SCHOOL OF PERFORMANCE -
the art of creating educational strategies

One of the main purposes of contemporary art is initialization

of educational and cultural processes. The art that violates the
discourse of its functions and its role in human life becomes a
vivacious element necessary for the proper functioning of the
society. The art of performance, which is connected with the
public process and momentary, immediate confrontation with the
audience, reveals its educational potential and its meaning for the
development of this art discipline. Festivals as an effective platform
of presentation of actionism art and contemporary performative
practices more and more often infroduce educational elements

in their programming strategies. Days of Performance Art in

Lviv creates special conditions for the equal treatment of both
performances and presentations of educational processes as a
form of creative act.

The creators of performance art festival in Lviv have raised

a fundamental question of the fraditional festival formula
effectiveness in the contemporary discourse of the communicative
functions of art. Interpreting the art as a platform for exchange

of information and human emotions has generated the need

to create a festival as a living matter that is born through the
aspirations of young artists who often are the students of Ukrainian
art schools (and | say ‘Ukrainian’ as the geography of the festival
has long expanded beyond the borders of Lviv). While developing
the action strategy, the project curators decided that the process
of achieving the result is an important part of the relations between
the artist and the audience. Nowadays, human communication is
replaced by the quick information exchange through electronic
media. The art of performance builds up a space for an authentic
communication: decoding its sense and meaning required a deep
reflection and time in its natural human understanding.

Performance art festival that takes place every year in Lviv is an
example of a deep and wise understanding of contemporary art
and its tasks. It is dedicated to the art of action, but demonstrating
its contfexts, it touches upon the key principles of art and culture, for
instance, the fundamental problem of art education. It concerns
every art work that communicated through the visual channel.

In the case of performance art, its evolution and instant perusal
allow the observer to dive into fascinating and open process of
involvement.

The answer to the question about the nature of contemporary
actionism art festival is an original formula of the Days of
Performance Art in Lviv. The main focus is an openness of
comprehension of the performance art idea in its two basic
aspects: presentation and education which is interpreted as
creative process. It is not a classic festival of performance art
expanded with the master class from one of the participants. It is
a festival that strategically interconnects two spheres of creative
activity that partially overlap — manifestation and education. We
become witnesses and partners in the creation of active space for
interplay between these two components. Differences promote

M Y4OCHUKOMM TBOPEHHS AKTMBHOIO MPOCTOPY B3AEMOBMAMBY LIMX
CKAQAOBMX. BiaMiHHOCTI 306e3ne4ytoTb NOTIK eHeprii | TBOPEHHS HOBMX
LLIHHOCTEMN. BiAKPUTMIM MPOLLEC NPOBOKYE AO MOCTAHOBKM MUTOHHS
MPO PU3IMK HEMOXAMBOCTI NepeADaUnTH pe3yAbTaT. Bianosiab Ha Le
MUTOHHS MIATBEPAXYE MOTO iICHYBAHHS, TOK 9K dpopmyAaa LLIKOAM
MNEPPOMAHCY CcTaBUTL HOC NepeA NEPCNEKTUBOKD HEBIAOMOTO
PE3YALTATY, AAE CAME Y LLbOMY MOAATAE DEHOMEH LLbOTO MPOEKTY.
OcHoeHoto doyHKUieto LUIKOAM MEPPOPMAHCY € TBOpPEHHS HOBMX
LLIHHOCTEM, TOX MOCTAE MUTAHHSA MPO CTBOPEHHS HOBUX MPOCTOPIB
KOMYHIKQALLT HO OCHOBI HOBMX CTPQATETIM AMOBM Bi3yAAbBHOT KOMYHIKALLT,
AKQ CTBOPIOE HOBI €MOLLI, LLLO 3DAMXKYIOTb AlOAEN. BianoBICTM HO LLe
MUTAHHA MOXYTb Y4aCHMKM LLIKOAW MEPPOPMAHCY y AbBOBI TG
cnocTepiradi il pe3yAbTaTis. Mos BIAMOBIAb, SK YHOCHUWKA NPOEKTY,
MIATBEPAXYE TAMOOKMIM CEHC Y MPOAOBXEHHI i MOCTIMHOMY PO3BUTKY
APMHLMAIB LLKOAM. [i CYTTIO € NOLLYK MOXAMBOCTEM AAS KOMYHIKALLT
30 AOMOMOTOIO Bi3yAAbHOT MOBM, LLLO DOPMYETLCI Came 3apas. Lle
BCE CYMPOBOAXYETECA OCOBAMBUMM EMOLLIIMM, BIACYTHICTb SKMX MU
BIAYYBAEMO MICAS 30KIHYEHHS TMXXHEBOI POBOTH LLIKOAM.

Frosopsa4m Npo ycnix LboropivHoi LUKOAM MEPPOMAHCY y AbBOBI,
9 XOTiB OGU 3BEPHYTU YBATY HO OCOBAMBY MIAFOTOBKY OPraHI3ATOpPIB
MPOEKTY AO KOHIPPOHTALLl YY4OCHMKIB (DECTUBAAID OAHMX 3
OAHMMMU. TlepLue MIPKYBAHHA CTOCYETbCS MPOBUABHOI MPOMOPLLI
MPE3EeHTOBAHMX NEPIPOMAHCIB TA HOBYAAbHMX 30X0AIB LLUKOAM. Lo
CTPATETIIO CKAOAHO CAOOPMYBATH, 6O BOHA HOCTO BA3yETHCA HA
HTYiLLl, GA€ BOHO MOEAHAAQ LLi ABQ CETMEHTU B OAMH 30XOMAMBUM
OPraHi3m. FaAQto, LLO AHAAI3 MUHYAOPIMHMX AHIB MUCTELLTBA
nepdOPMAHC | MPUPOAHA NOTPEDA B EBOAIOLLII MPUBEAM AO
pe3yAbTaTy, akui y 2019 poui NoAapYBOB HOA3BMYAMHO BAraTmi 1
Pi3HOMOHITHUI MUCTELLBKMM HAPATHB.

MpPOorpama LLKOAM CKAQAOAQCS LLbOTO POKY 3 TPbOX OAOKIB
MANCTEP-KAOCIB, 9Ki MPOBOAMAM AHA 6L 3 BepaiHa, KiHepeT Makc

3 Teab-ABiBa | AHYLL Baaaura 3 BapLuasu. BOHM MpeACTABASIOTh TP
MAXOAM AO TEOPETUHHMX OCHOB, MPAKTUKM MUCTELLTBA MEPIPOMAHC
TA MOrO OCBITHIX ACMEKTIB. M MOAM HArOAY 3iCTABMTU TPM KOHLLEMLLT
rPYNOBMX AiM | 3HOYEHHS IHAMBIAYOABHMX MECEAXIB Y KOHTEKCTI

rPYNoOBOro HAPATUBY. HOA3BMYAMHO BAXKAMBA AAS KOXHOI MMCTELLBKOI

ANCLMMNAIHM NPOBAEMA KOHADPOHTALLI CAIABHOTO TA OCOBUCTOrO
MPOCTOPY Y LMX AifIX 303BYHOAAQ 3 BEAMKOIO CHMAOIKD. HO MUTAHHS
MPO rPymny 9K OPraHi3m, SKMM BUSHOYAE iIHAMBIAYOABHUM XXECT, MU
OTPUMOAM PSA PI3HUX LLIKOBKMX BIAMOBIAEN.

CuAY rpynoBoi All, LLLO BA3YETbCA HA eHEpPTIi, PUTMI | IPAMIK, BAOCHE,
dDi3nYHIM KOHQOPOHTALLT 3 MYBAIKOIO, MIATBEPAMAC MEPLLA YACTUHA
npe3eHTaLIl MancTep-kKAacis KiHepeT. Apyra YHacTMHa, KaXy4um 3
BEAMKMM CMPOLLLEHHAM, MPUBOAMAC AO PO3MAAY FPYMM, CBOEPIAHOT
EHTPOMII, IKA AGAQ YHACHUKAM HEBAHAABHY, KPDEATUBHY EHEPTIIO.
HeBeAMykmi 3aA, A€ BIADYBAAQCH LLLOAEHHA poBOOTa i Npe3eHTaL,s
HAMNPALLIOBOHb MOMCTEP-KAQCIB, AOBAB MOXAMBICTb CTBOPIOBATH
TICHWM | 3QNOBHEHMI NPOCTIP. Y NEBHMM MOMEHT OBTOPM i
CrMocCTepirayi 3yCTpiAMCS Y CNIABHOMY 3MOAEABOBAHOMY MPOCTOPI,

Y 30Hi iCHYBAHHS, MO30ABAEHIM KOMADOPTY. AKLLLO XX MW TOBOPUMO
MpPO NPOCTIP AIMCTBA, TO MYCUMO 3BEPHYTU YBATY HA 3HAYEHHS i
BEAMKMM MOTEHLLIAA AOKALLiM Y TeaTpi AecCi YKPAIHKK, 9Ki OyAM HOAQHI
AAS POBOTU YHACHUKAM CPECTUBAALD. LLe CKAQAHI MpocTopy, i3

the energy flow and the formation of new values. The open process
provokes into raising the question about the risk of inability to
foresee the result. The answer to this question acknowledges its
existence, as the formula of SCHOOL OF PERFORMANCE makes

us face the perspective of the unknown result, and that is the
phenomenon of this project. The main function of SCHOOL OF
PERFORMANCE is formation of new values, therefore, it raises the
question about the creation of new spaces for communication
based on the new strategies of the visual communication
language that evokes new emotions drawing people together.
The question may be answered by the participants of SCHOOL

OF PERFORMANCE in Lviv and the observers of its results. As a
participant of the project, | can only confirm the deep need to
continue persistently developing the principles of the school. Its
essence lies in the search for possibilities of communication with
the help of visual language that is formed right away. And all of it is
accompanied by the very special emotions, the lack of which was
felt when the week at School came to an end.

Taking about the success of this year's SCHOOL OF PERFORMANCE
in Lviv, | would like to mention exclusive preparation of the project
organizers to the confrontation of festival participants with one
another. The first thought concerns the sound proportion of
presented performances and educational events of the School. This
strategy is difficult to form, because it is often based on intuition, but
it has merged these two segments into one fascinating organism. |
believe that the analysis of the last year's Days of Performance Art
and a natural need to evolve have led to the result that gave us an
extremely rich and diverse artistic narrative in 2019.

This year the program of the school consisted of three master
class blocks led by Anja Ibsch from Berlin, Kineret Max from Tel-
Aviv and Janusz Baldyga from Warsaw. They represented three
approaches to theoretical frameworks, performance art practices
and its educational aspects. We had a chance to compare three
concepts of group actions and meaning of individual messages

in the context of group narrative. The issue of confrontation
between public and personal space in these actions which is highly
important for every art discipline has resonated greatly. We've
received a lot of inferesting answers to the question about the
group as an organism that determines individual gesture.

The power of a group action based on energy, rhythm and, in
particular, physical confrontation with the audience was confirmed
by the first part of Kineret's master classes presentation. The
second part, put extremely simple, led to the disintegration of the
group, to particular kind of entropy that gave the participants
unconventional creative energy. A small hall where all the work
was done and where the master classes’ results were presented
was giving an opportunity to create crammed and packed
space. At some moment, the authors and the observers met in

a joined modelled space, in the area of existence deprived of
comfort. Talking about the space of action, we should point out
the meaning and the great potential of the locations provided for
the festival participants in Lesia Ukrainka Theatre. Understanding
and exploration of these complex spaces with various restrictions
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PI3HOMAOHITHUMM OOMEXEHHIMM, IX PO3IYMIHHS | BUBYEHHS — LLE
nepLUMA NPUHLMMOBUM KPOK Y CTBOPEHHI MUCTELLLKOTO MECEAXY.
Pi3HMIM pO3MIp i XapaKTep 3aAiB, iX AHADIAGAHE PO3TALLYBAHHS,
CXOAM TA 3AMOBHEHE MPEAMETAMM FOPULLLE CTBOPIOBAAM NOTPEDY
MPOBECTU FPYHTOBHY AIGFHOCTUKY OBMEXKEHb LMX KOHKPETHMX
NPOCTOPIB, LLLO TPOKTYBAAMCH 9K IHCTPYMEHTU | OCOBAMBUI
NOTEHLLIOA MAMOYTHIX AiM. Y LLUX MPUMILLLEHHSX BIADYBAAOCH
HOBYQOHHS TA MPEACTABAEHHS MOrO PE3yAbTATIB — MOKA3M MAMCTEP-
KAQCIB AHi IO Ta AHYLLG BaAamri.

MPUHHATTS CTPATEN NAPAAEABHUX A AO3BOAMAO TPCKTYBATU HAC

i NPOCTIP 9K OCHOBHI eAeMeHTH Moail. Came BOHM CNPSIMOBYBOAAM
rpyny, BIAMBAIOYM HO TROPEHHS CEPEAOBULLLA AAS IHAMBIAYQABHMX
A, HO MUTAHHA NPO BNAMB KOHTEKCTY MPYMM HA iIHAMBIAYQABHMIA
MECEAXK MM OTPUMYEMO PI3HI BIAMOBIAIL X CEHC MOB’A3aHMIA i3
BMIHHAM iICHYBATK y rpynMi, CTABUTUCH AO HET 9K AO LLIHHOCTI, 60
HOCMPOBAI AMLLIE YCBIAOMAEHHS rPYMNM K MPUPOAHOTO KOHTEKCTY
AO3BOASE BIAKPUTU MEXI BAOCHOI HE3AAEXHOCTI TA BNAMBY. LLiET
NPOBAEMMU, BAXKAMBOI HE AULLIE Y MUCTELLTBI, CTOCYBCOBCS KOXEH i3
MOMCTEP-KAQCIB, MPOBEAEHUX Y PpAMKAX LLIKOAW MEPPOMAHCY.

AECATUPIHHA TPAAMLLE AQE MPABO MPOBECTU PETEABHUM,
AOCTOBIPHUIM QHOAI3 PE3YABTATIB, MOB' A30HMX i3 TBOPEHHIM
CEPEAOBULLLA MUCTELTBA MEPTOOMAHC Y AbBOBI. PO3MOYMHAIKOHM
CBOIO AISABbHICTb, LLIKOAQO MOAQ CUABHY MIATPUMKY Y TPQAMLLT
MMCTELTBA AKLLIOHI3MY, 3AMOYATKOBAHOTO Y CIMAECATUX POKAX
TAKUMM MUTLLIMMU, 9K COKOAOB, KOYJOMAH i TDOXM 3roaA0OM FOHYaP.
BIACMAQHHS AO TPAAMLIT TO NOTPEOA Yy CTBOPEHHI HOBOI MEePCNeKTMBU
€ OCHOBOIO IAEMHOI CTABIABHOCTI NPOEKTY. TYT HEMAE MICLA AAS
OMUCY AOAI YHOCHMKIB LLIKOAM yIPOAOBX i AECATUPINHOI ICTOPII,
OAHOK Y4QCTb y 6AraTbOX BAXKAMBMX GOECTUBAAIX MO BCbOMY CBITI
AKHAMKPALLLE MIATBEPAXKYE IXHIO AKTUBHICTb Y MDKHAPOAHOMY PYCi
MMUCTELLTBA OKLLIOHI3MY.

LLIKOAA MEPPOPMAHCY y AbBOBI — LLE XXMBUI MATEPIAA, KM
NIAAQETLCSA BMAMBOBI HOCY, PEATYE HA 3MIiHHI PEAAIl XUTT4. BoaHOYaC,
BOHO CTBOPMAQ CTABIAbHI MIABAAMHW IAEMHOI €K3UCTEHLLI, CTaAQ
BAXKAMBOIO, OPUIMNHAABHOKO TOYKOIO HO MAMi CY4HOCHOrO MMUCTELLTBA.
Y4aCTb HOMBAXKAMBILLIMX MUTLLIB MEPADOMAHCY MIATBEPAXYE BXE
AOCATHYTUM HEIO MIDKHAPOAHUI PIBEHD.

AryLu baaamra 2019

was the first fundamental step for creation of the artistic message.
Different sizes and characters of the halls, their enfilade layout, the
stairs and the attic filled with different objects created the need to
run substantial diagnostics of these particular spaces’ restrictions
that were treated as instruments and a special potential for future
actions. Here the fraining was conducted and its results were shown
in the course of the presentations of master class by Anja lbsch and
Janusz Baldyga.

The acceptance of parallel actions strategy allowed us to treat
time and space as the main elements of the event. They were
directing the group by influencing the formation of the environment
for individual actions. We've received different answers to the
question on the influence of group context on individual message.
Their sense is connected with the ability to exist in a group and
treat is as a value, because only awareness of a group as a natural
context allows up to widen the limits of personal independence
and influence. This issue, which significance is not limited to art,

falls within each of the master classes held during SCHOOL OF
PERFORMANCE in Lviv.

Ten-year fradition gives an opportunity o assess the results of the
formation of performance art environment in Lviv meticulously and
reliably. When the School was created, it had a strong support in
the tradition of actionism initiated in 1970s by such artists as Sokolov,
Kaufman and later Honchar. Referencing the tradition and the
need fo create a new perspective is a foundation of ideological
stability of the project. Here there is no space for the descriptions
of the participants’ destinies during the decade of the School's
existence, but the engagement in various important festivals
around the world is the best acknowledgment of their active work
in the international actionism movement.

SCHOOL OF PERFORMANCE in Lviv is a vivacious material that is a
subject to the impact of time and reacts to the changing reality

of life. At the same time, it has created a stable foundation of
ideological existence and became an important and original
point on the map of contemporary art. Participation of the most
important performance artists only acknowledges the international
level it has reached.

Janusz Baldyga 2019




TEXHOAOTIS

AHYLL BAAAUTA

3ABAAEHUI TOPU3OHT

MPOCTIP —YAC - KYABTYPHMIM KOHTEKCT

— L& HO3BA MPOrPAMM MANCTEP-

KAQCY, 9KMM 9 MPOBIB Y AbBOBI B MEXAX
LLIKOAN MEPPOMAHCY 2019. KAIo4OBMAM
EAEMEHTOM HABYOHHS BYB (KYAbTYPHMM
KOHTEKCT) — MEHi BAXKAMBO BYAO 3HAMNTH
BUXIAHY TOYKY, 3OKPINAEHY Y AITEPATYPHOMY
MIQDI, CIMENHIN ICTOPIT YY1 TOAAMLLIMHOMY
HAPATKBI. 9 30MPOMNOHYBOB PO3MOBY,
30BAQHHAM 9KOi ByAQ CrpoBa HAMOBHUTH
CMMUCAQMMU NPOBAEMATUKY, MOB'I3QHY 3
ABCTPAKTHUM TPAKTYBAHHAM MPOCTOPY i
4acy. MaOAOCH HA yBA3i CTBOPEHHS CTUCAOTO
MECEAXY, 3PEAYKOBAHOIO 3HAKY, IKMIM
CTAHE EAEMEHTOM BI3yAAbHOT MOBM, | TYT
AOLLIABHUM OyAe NOPIBHAHHS i3 AOKOHIYHICTIO,
KA BUKOPWCTOBYBAAACS ABTOPAMM
MNAQKQTIB. [OBOPSAYM MPO KYABTYPHMM
OPIEHTUP, 7 3AMNPOMOHYBAB BEAMKMIM MIdD
CYHYQCHOCTI, KM MOXOAMTb i3 POMAHY

AaHieas Aedoo «Mpuroam PobiHzoHa Kpy3on.

MOCUAQIOYMCE HO POMQAH, § 3BEPHYB YBATY
HO 30KOAOBAHY B HBOMY MPOBAEMATUKY
NPOCTOPY, MICLLI TA HACY, OAE TAKOX
COMOTHOCTI M OYiKYBAHHS.

Y4aCTb Y MAMCTEP-KAQCI B3IAM AIOAM, KOTPI,
HE3BAXKAOYM HO CBill MAOAOAMM BIK, MOAM
PI3HUM AOCBIA T HOBMKM. I3 MOET TOYKM 30pY
OYAO AYXKE BOXKAMBO, LLLO CEPEA YHACHMLLb
TA YYOCHMKIB 4 MOOAYMB CTYAEHTIB AbBIBCbKOI
OKOAEMII, MOAOAMX MOETIB, O TAKOX AAEMTIB
>KYPHOAICTUKU. PO3KPUTTS LLMX OCOBAMBMX
CXMABHOCTEM TA BMiHb BUACBOAOCS LLIHHMUM
AAS BCIX, XTO MOTPAMMB Y rpyny y4ACHMKIB
MAMCTEP-KAQCY.

Pe3yAbTATOM HOTMPUAEHHOTO MAMCTEP-
KAQCY CTOB BIAKPUTMIM MOKA3 MiA HO3BOKO
«3ABAAEHUM TOPM3OHTY. Hassa,

LLLO 3'9BMACICS B PE3YAbTATI AUCKYCIM i
neperosopis, BYAQ OOPAHA LLIAIXOM
KepebKyBAHHS 3-MOMIX KIABKAHOALATH
AY>Xe LLKaBKMX NpOono3umLLn. MicLem nokasy
CTAAM TPU 06’ EAHAHI MK COBOI0 NPOCTOPM
Teatpy Aeci YKpaiHku. MNepLumm BAXKAMBUM
XKECTOM BYB BUOID MICLLA 3 YCBIAOMAEHHSM
MOrO BMAMBY HO GOOPMY i XaPAKTEP All. 4
3BEPHYB YBAry HO AUCLIMMAIHY M TEHAEHLLIIO
AO CKOPOYEHHS KIAbKOCTI 3AMBUX EAEMEHTIB.
TAKMM CNOCI® MUCAEHHS AO3BOAMB CTBOPUTU
CUABHUM, OBTOHOMHMIU MECEAX, FKMM

CTOB OCHOBHUM EAEMEHTOM HAPATUBY
rpynu. MpoTtdrom nyBGAIMHOro Nokasy
3'9BMBCS OYHAOMEHTAABHUIM MOTUB, FKMM
iHTErpPYyBOB rPYMy B OAHE LiAe, — LLe OyB
PUTM, K1 30AQBOB OAMH 3 YHOCHMUKIB
YMPOAOBX BCbOrO MOKA3Y. BiH ByB 4aCTUHOO
iHAMBIAYCABHOT MPEe3eHTALLi, AAE LLIAKOM
NMPUPOAHUM YUHOM HMOTO MEPENHAAC YCH
rpyna NPOTArOM BIAKPUTOTO, XXMBOTO AIQAOTY
3 NyBAIKOIO. BBOXKAIO, LLLO L& HOA3BMHAMHO
LLIHHWM AOCBIA.

MicAs nokasy, K1k 3aBEPLLYBAB MAMCTEP-
KAQC, MU MOCTABUAM COBI 3AMUTAHHS,

YU MOXHA BYAO © MOro TPAHCAKOBATU

Yy CTAOAOMY NPOCTOPI, B €KCMO3MLII,
rno30ABAEHIM HALLIOT MPUCYTHOCTI. [TUTAHHS
3BYYOAO TAK: Y4 MOXKAMBO MPEACTABUTH
PEAAI3OBAHY IAEIO MiA HOC NEPPOMAHCY
©e3 ydacTi ocobu nepdomepa? Y MoxXHA
BMKOHYBQHI Al MepeHecT Ha OCOBAMBY
dopmy 06'eKTA, CKYABMTYPU, IHCTAAALLIT
YU KAPTUHK. Ay>Xe LLIKOBA AMCKYCid BEAQCH
LLLOAO NEPEHECEHHS MPOBAEMATUKM
nepdoOMAHCY HA edoeMepHi 06’ ekTH,

Ki OAHOYACHO PO3LLMPIOIOTh BU3HOYEHHS

i NTePdOMAHCY, | CKYABMTYPM, | PUCYHKY.
AAS MEHE BAXKAMBUM OYAO TE, LLLO MM
MPOLLLAEMOCS OAHI 3 OAHUMM 3 MOYYTTIM
BIAKPUTT HOBOI MPOBAEMATUKM TA HOBOT
NepCneKkTMBU AISABHOCTI.

TEXHOAOTIS
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TILTED HORIZON

SPACE - TIME — CULTURAL CONTEXT is

the name of the master class program

| conducted in Lviv within the frames of
SCHOOL OF PERFORMANCE 2019. The

key element of the training was «cultural
contexty as it was important for me to

find a starting point embedded in literary
myth, family history or traditional narrative.
| offered a conversation intended to

give meaning to the range of problems
revolving around the interpretation of
space and time. It was meant to create
a laconic message, a contracted sign
that would become an element of visual
language that can be compared with
the shortenings used by the authors of the

posters. Talking about the cultural compass,

| offered a great contemporary myth that
stems from Daniel Defoe’s novel Robinson
Crusoe. Alluding to the novel, | noticed the
encoded issues of space, place and time,
as well as the problems of loneliness and
anficipation.

People who participated in the master
class were young, but nevertheless, they
had different experience and skills. | think
that it was important that | saw the students
of Lviv Academy of Art, young poets and
journalism adepts among the participants.
Uncovering these special inclinations and
abilities became a valuable experience for
all people who got to the group of master
class attendees.

tfechnology 13

JANUSZ BALDYGA

The result of the four-day master class was
an open showcase under the ftitle TILTED
HORIZON. This title was a result of discussions
and negotiations, and it was chosen out of
more than ten interesting suggestions by
the drawing of lofs. Three interconnected
spaces of Lesia Ukrainka Theatre were
chosen as a location for the showcase. The
first important gesture was the selection

of the location with the awareness of its
influence on the form and character of the
action. | put an emphasis on the discipline
and the tendency to reduce the number
of unnecessary elements. This way of
thinking enabled the creation of a strong,
autonomous message that became the
key element of the group narrative. During
the public showcase, the fundamental
motif emerged and integrated the group
intfo a whole with the help of the rhythm set
by one of the participants in the course of
the showcase. It was a part of an individual
presentation, but the group adopted it
naturally while supporting an open and
lively dialogue with the audience. | consider
it o be an extremely valuable experience.

After the showcase that was the final stage
of the master class, we asked ourselves if

it was possible to communicate the same
idea in a stable environment, an exposition
devoid of our presence. The question

was if it is possible to present the realized
idea during the performance without the
performer’s presence and if the performed
actions can be transferred fo a special
form of an object, sculpture, installation or
painting. We had an extremely interesting
discussion regarding the fransfer of

the issues discussed in performance to
ephemeral objects that expand the
definition of performance, sculpture and
painting. | valued the fact that we said
goodbye fo each other feeling that we'd
managed to discover new ranges of
problems and new perspectives for further
work.



TEXHOAOTIS

KIHEPET XAMSA MAKC

ICHY€E ABQ BAPIAHTM HAMPSIMKY Al Y rpyni —
KOAEKTUBHUI M IHAMBIAYQABHMIA.

MM AOCAIAMAM TE, 9Ki MOXAMBI CLLEHAPIT
PO3BUTKY MPUHOCUTbL HOM KOXEH i3 LIMX
BAPIAHTIB. [MPAKTUKA MOAIraAd B MPOCTIM
6aratoroAMHHIN xoAbBi M BUKOPUCTAHHI
BAQCHOTO roaocy. CyTb TAKOI QKTOPCHKOI rpu
rAMOOKO MOB'930HA 3 MOBIABHUM MPOLLECOM
Mi3HAHHS BCIX €EAEMEHTIB, SKi BKAOAEHI B «5,
«E» i «TYTH KOXXHOTO 3 YYOCHMKIB.

Mia YaC Npe3eHTaLLi MM BUKOPUCTAAM
HOMEAEMEHTAPHILLI LLASXM OyTTS Y
NPOCTOPI 1 BYTTA 3 TASACHAMM, BOAHOHAC
YCBIAOMAIOIOYM MATHIT, Lo iCHYE MixX
IHAMBIAYCQABHUM | KOAEKTUBHUM.

TEXHOAOTIS
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KINERET HAYA MAX

£ There are two optional directions to act in a
f ’ group - collective and individual.

3 We examined to what possible scenarios
each of these options can bring us. We
practiced that only by walking and using
our voice for many hours. The core of this
way of acting is deeply connected to
the slow process of understanding all the
elements that exist in «l», «xAM» and «HERE»

for each one of the participants.

In the presentation, we used the most basic
ways of being in the space and being with
audience while keeping the awareness of
the MAGNET forces between the individual
and the collective.




TEXHOAOTIS

AHA IBLU

MoB4a3HE, MPUXOBAHE 3HAHHSA (HESBHE)

— LLe MEPEAYMOBA EMMPAKTUYHOT Al
(AOPALLIOHAABHOI, AOTEOPETUYHOI,
HTYITWUBHOI). 3HQIOYM, MM 3AQTHI AISTH, O
AllOYU, MU 3HOEMO. Y NEPIPOMATUBHOMY
MMCTELLTBI HEMEBHICTb — LLe BAXKAHMM

CTOH. LLLOG AOCHITH BIAKDUTOTO PE3YALTATY,
NOTPIGHO MPOMTU MAAO HE KPU3OMOAIOHMI
npoLec, BUTEPNITH MOro. Ha cBoemy
MOMCTEP-KAQCI 1 HOMAraAacs no36aBmTH
YYQCHMKIB CTPAXY LLbOrO CTAHY. Pe3yAbTaT
OYB BiAYYTHMIM HOBITb €3 MPAMOTO NpoLLecy
PO3BUTKY. Cneumddika matepiay
AOCAIAKEHHS, CEPMO3HA rPA M BUMOAKOBI
AOTUKM AQKOTb MOXXAMBICTb BUMTU 30 MEXI
BIAOMOIO HOM AOCBIAY.

FTOPU3OHT NoAI#H

AK 1 CIPUHMMAIO BIKHO, KOAM MMIO MOTO, 9K 4
CMPUMMALO MOTO, KOAM AMBAKOCS KPi3b HbOTO
YU KOAM MOro 06AM3yto? LLLo BiaABYyBaETHCS

Y MPOTAAMHAOX, LLLO LLLE PYXAETLCA, KOAM

1 MepPEBEPTAID KPICAOS A€ MEHI CTATU Y
MOBHOMY QBTOBYCI: iHLLI NACOXMPU, PYX
aBTOOYCA M NOBITPS, IKMM MU AUXAEMO,
OBYMOBAIOIOTb MOI PILLIEHHS.

BiAbLLIICTb A1 HECBIAOMI, O MPOCTIP

TAK COMO HEMNEPEPBHMM, SK i HaC.

Yce nepebyBae B pPyCi, HILLLO HE MaE
QOIKCOBAHMX MO3MLLIK. CYHACHUM AIOAIM
BCKKO LLE MPUMHATU. HaLlue po3yMiHHS
NMPOCTOPY CTAAO HETHYYKMM, NPOTE

30 OCTOHHI POKKM BOHO 3MIHUMAOCS
(MpocTOPOBMI MOBOPOT). BUAO3IMIHMAOCS
MOHATTS MPABAM, A TOMY M MOHATTA
NPOCTOPY M Hacy. laes MaTepiaAbHOro
AOKOPIHHO TPAHCAPOPMYETLCSH, TAK CAMO
9K eKCNepUMEHT 3 MOABOKO CrocTepiraya
3MIHIOETbCS Y KBAHTOBOMY BUMIPI. 9

BBODKAIIO MEPIOOMATUBHE MUCTELLTBO
AOYHACMEHTAABHOIO MOXKAMBICTIO 3DO3YMITU
HALLIi CTOCYHKM 3i CBITOM HABKOAO.

Y HbOMY HALLI AOCAIAXKEHHS CTAKOTb
ABHUMM, MEPETBOPIOIOTLCA HA YUHHMKM

M HOCAIAKM BOAHOYAC. MNepeXXMBAHHS
HEBM3HAYEHOCTI — KAKOYOBA CKACAOBO MOET
NepdOOMATUBHOI MPAKTUKK. YCe MiI3HAETLCS,
O MOBOPOTU PO3KPUBAKOTLCA Y MPOLLEC,
KM HEMOXKAMBO OCSArHYTU. HeMae npasam,
OBMEXEHD YU Y3rOAXKEHOCTI. Y LIbOMY
HECTIMKOMY CBITi €r'0 BAXKMTb TAK MOAO, LLLO
HEBMUHHO HOMATAETHCS LLLOMY 3APAAUTH.
MNepdOMATUBHE MUCTELLTBO — OAMH 3i LLIASIXIB
LLe 3p00buUTH.

MK CAPUMMAEMO CBIT HE AMLLIE KPIi3b
NPU3MY BAOCHOTO AOCBIAY, QAXKE MU 3AQTHI
NEPEHOCUTU Al IHLLIMX HO cebe (A3EPKAAbHI
HEMPOHM). MOCTIMHO BIABGYBAKOTHCS
B3AEMOAII, 9Ki HE OOYMOBAIOIOTLCS
MMUCAEHHIM: MU TAHLLIOEMO, CMIBAEMO
3AMMOEMOCSH CEKCOM. BUHMKAE CMiAbHMIA
MPOCTIP, BUA KOMYHIKALLT, IKUM MK BUKAIOYHO
NEPEXMBAEMO, OAE HE PO3YMIEMO
CBIAOMO. 9 HO3MBAIO MOTO {MMUCAEHHIM
KAITUHOMMY.

TEXHOAOTIS
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A silent, implicit knowledge (tacit
knowledge) is a prerequisite for empractic
action (prerational, pre-theoretical,
infuitive). As we have knowledge, we can
act and as we act, we have knowledge.

In performance art, uncertainty is a wanted
condition. In order to achieve an open
result, an almost crisis-like process has to be
passed through, which must be endured.
In my workshop | fried to take away the
fear of this state from the participants. The
result is inconceivable without an open
development process. The peculiarity of
the material is explored, serious play and
unintentional fouching open the possibility
fo gain experiences beyond the known.

tfechnology 21

ANJA IBSCH

Event horizon

How do | understand a window when |
clean it, how do | understand it when | look
through it and how when | lick it What
happens in the interspaces and what else
moves when | knock over a chair? Where
do | position myself in a full bus: the others,
the movement of the bus and the air we
breathe together determine my decisions.

Most actions are unconscious, space is as
continuous as time. All is moving, there are
no fixed positions. This is difficult for modern
people to accept. Our understanding

of space has developed info a rigid
perspective that has changed in recent
decades (spatial turn). As the concept of
truth has changed, so has the concept of
space and time. Just as the experiment
with the emergence of the observer

shifts in the quantum domain, so also our
idea of materiality shifts fundamentally.

| understand performance art as a
fundamental possibility for understanding
our relationship to the world around

us. Here these investigations become
visible, they become factor and product
at the same time. This enduring of the
indeterminate is an elementary component
of my performance art practice. Nothing
is given, turns unfold in the process that
cannot possibly be imagined. There are no
truths, no limits and no consistency. In this
unsettled world, the ego is so insignificant
that it has made endless attempts to deal
with it. Performance art is one of them.

We understand situations not only through
our own experience, we are able fo
fransfer actions of others to ourselves

(mirror neurons). Constantly interactions
happen, which are not shaped by thinking:
we dance, we sing and have sex with

each other. A common field emerges, a
form of communication that we can only
experience but not consciously understand.
| call this «thinking with the cellsy.



MANCTEHPHICTb

MeHi noAoBaeTbCs MUCTELTBO MEPTOOMAHC 3A MPUCYTHICTb
QAYAMTOPII, 30 TE€ 9K BOHQO CMPUSIE TBOPY — TOAI, KOAM YOCTO CTAE
MPOTATOHICTOM MOTO NEPAOOMAHCY, 44 B AiSX, fKi 3AMNPOLLYIOTb
AO OAM3BKOTO CMIAKYBAHHS. 9 AOOAIO IPY, BUKAMKM, BE3rAY3AICTb
TQ HICEHITHULLIO, MPOBOKYIOYM CUTYALLIT Y1 MEPEXMBAHHS, LLLO
NIALLTOBXYIOTb MEHE AO PO3LLMPEHHT MEX.

[306eAb AeoH

| like performance art because the presence of the audience

and how it contributes for the work to exist, often being the
protagonist of my work, sometimes in actions that invite fo intimate
communication. | love to play, challenges, absurdity and nonsense,
causing situations or experiences that push me to dilate borders.

Isabel Ledn

A cnpuMmatlo NEPAOOMAHC 9K OAHOPA30BMIM OKT BUHMKHEHHS
NMPOCTOPOBO-NMAACTUYHOT CUTYaALLil. BBOXKAIO, LLLO LLe AIMCTBO
BIAHOCUTHCA 9K A0 DAKTY BUHUKHEHHS ADI3MYHOro ob6'ekTa, TaK

i AO QKL TMMYQCOBOTO XAPAKTEPY. 4 HE 3APAXOBYIO MOro AO
HOPAOTUBHUX KATETOPIN Y4 PO3MNOBIAEH. HIKOAM HE BUKOPUCTOBYIO
HOATO BAraTo IAEMHUX MOTHBIB, HOMArQKOYUCb OTPUMATH
MOKCUMAABHO YiTKY T CUHTETMYHY KAPTUHY. HanyacTiwe ue o6'exT
3 NEPFOMATUBHUMM, EPEMEPHUMM PUCAMM, KU HYEPE3 CBOIO
CEMAHTUYHY 0B’ EMHICTb | OOPMY BUPAXKEHHS AOMOBHIOE CYTb
CAMOI All.

Apocaas lNepLuko

mastery

| perceive performance as a one-time act of spatial and plastic
sifuation emergence. | think that it is both a physical fact of

object emergence and an action of temporary character. | do

not consider it a narrative category or a story. | never use too

many ideological motifs frying to end up with the overly clear

and synthetic image, frequently in the form of an object with
performative and ephemeral characteristics. An object that
completes the essence of the action through its semantical volume
and form of expression.

Jaroslaw Perszko



AHaTomis nepcdomaHcy

ABTOP KOMEHTYE BAQCHMM TBIP, BiH € KOHTAKTEPOM MK
nepdOOMAHCOM i ragaa4em. TaKMIM POPMAT BUMATAE BIiA HBOTO
BMIHHS MEPEXOANTU 3 OAHOTO CTAHY B iHLLMI: BYTHU OAHOYACHO KTAMY
(y cBoEMY NEPIPOMAHCI, Y CTAHI MOTrO TBOPEHHS, MPOXUBAOYM
MOro0), i «Ty™ (3 AyAUTOPIEID, CMIAKYIOYMCB i3 HEKO, KOMEHTYIOHM TE,
LLLO BiAYYBAE MiA 4OC OKTY TBOPEHHS).

TOKMIM NiAXiA CXOXMI HA Bi3UT Y KOBIHET MATOAOrOOHATOMA.

TOK CAMO, 9K BiH AOCAIAXKYE AIOACBKMIA OPTAHI3M, TOK i Mia 4OC
AHOTOMII NTEPAOOMAHCY OBTOP HE TeopeTnsye, a BesnocepeaHbO
AEMOHCTPYE XMBY TKAHWHY CBOTO TBOPY, MOrO BHYTPILLIHIO BYAOBY
TA AOTIKY. MMOPIBHAHO i3 TPAAMLLIMHOKO AEKLLIEIO (PO3MOBIAAID) TAKMIA
MiAXiA AO3BOASE TA9AQYEBI (Y4HEBI LLIKOAM MNepdpomaHcy) LsmaLLie
i TAMBLLE 3PpO3YMITH MATEPIAA — OCATHYTK CyTb MEPIOOMAHCY 9K
>KAHPY B LIAOMY i 9K KOHKPETHOI Alll.

Taka AeKLjis — NpO NEPAPOMAHC — CAMA CTAE NEPFOMAHCOM.
BoHa LLopa3y Byae iHLLIOK — 30AEXHO BiA CEPEAOBMULLLA, YACY M
npocTopy. Lle 3aBXaAn HOBMIM NEPIOMAHC NPO NEPAPOMAHC.

BAaoako KaydomaH
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Anatomy of perffomance

The author comments on his or her own work, as he or she is a
contractor between the performance and its audience. This format
requires an ability to switch between two states: being «theren (in
the performance, in the process of its creation, living it through) and
«heren (with the audience, interacting with them, commenting on
the feelings that arise in the process of creation).

This approach reminds of a visit fo a forensic pathologist’s office.
During Anatomy of Performance, in a way a pathologist examines
the human body, the author does not theorize, but immediately
demonstrates the living tissue of his or her work, its internal structure
and logic. In comparison with the traditional lecture (narration),
this approach allows the observer (School of Performance student)
to comprehend the material quicker and deeper, understand the
essence of performance as a genre in general and as a part of
specific action.

Such lecture — about performance - becomes a performance itself.
It will be different every fime - depending on the environment, fime
and space. It is always a new performance about performance.

Vlodko Kaufman
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OB’ eKT NPUXOBYE Y CBOIM BUAMMIM BE33MICTOBHOCTI 3AATHICTb AO
NepeTBOPEHHS BIAOMOTO CBITY.

9 3BEPTAOCH AO TUX, XTO AOTPUMYETLCS 3BUYHOTO BUKOPUCTAHHS
OyAEHHOro 06'eKTA | OMUPAETLCH BAXKAMBOCTI MPOMO3MLLIM,
PI3HOMQOHITTIO CMMUCAIB, TOHKOLLLOM, QBCYPAHOCTI TO HEBM3HAYEHOCTI
K €OEKTUBHUM 30CODAM BUPAKEHHS.

Mapio MoHToMs

The object conceals, in its apparent insignificance, the capacity to
transform the known world.

I am referring to those that hold a normative use of the quotidian
object and oppose to the value of suggestions, the flights of
meaning, the subtle, the absurd and the insignificant as expressive
mediums.

Mario Montoya

MM XXMBEMO i TYT i TAM...MOCTIMHO, MMCAMMO, TA M HABITb CPI3UYHO... We live both here and there... we think constantly and even
physically...

B ouikyBQHHI 3yCTpidi, BEAMKOI 3yCTpii, HE3MIHHO HOBAMXKAKOYMCh

AO Hel Waiting for a meeting, a Great meeting, and invariably
approaching it

Hac...TPMBAHHS...O4iKYBAHHS...BOHM | € LEHTPOM NEPTOOMAHCY TA

M LLEHTPOM XMTTA, BOHM € LLEM HE MUHAIOYMI BiAb, IKMIM TOUBAE i Time... continuation... expectation... they are the center of
MPOBOKYE B HAC TPUBOTY, A€ 9 3HAIO, LLLO BiAb MpOMAE, 3AroiTbCH, performance and the center of life, they are this perpetual pain
3AQCMNOKOITHCH | BUAIKYETHCS... that continues and provokes anxiety in us, but | know that the pain

will be over, it will heal, soothe and get cured...
BoAaoarmmp Tonin
Volodymyr Topiy
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AHYLL BAAAUTA

[4 i KopoAi 30 EpHCcTOM LLIHOBeAem 2]

Hapoamsca 1954 poky B AIODAIHI.

ABTOP PUCYHKIB, OB’ €EKTIB, IHCTAAALLIM, BYAMHHMUX
QAKLLIM, TO OCHOBHMAM HAMPIMKOM AIIABHOCTI €
MMCTELLTBO MEPTIOOMAHC.

Y4ACHMK TA CMiB3ACHOBHMK MMUCTELLLKOT
rpynv PRACOWNIA (1976-1981), cniskepiBHMK
mamcTtepHi DZIEKANKA B CTyAEHTCbKOMY
apT-LeHTpi (1976-1979) y BapLuasi. 3 1979
POKY Y4OCHMK TeaTpy AKaaemis Pyxy. 3apas
npodbecop baAAMIa HOBYOE MUCTELLTBA

nepdoOMaHC B YHiBEpCUTETI MUCTELTB Y MO3HAHI.

KypaTtop Abgicbkoi LLUKOAW MEPPOMAHCY 3
2009 poky.

[ and the kings as per Ernst Schnabel 2]

Was born in 1954 in Lublin.

The author of drawings, objects, installations,
street actions, and Batdyga's main line of artistic
activity is performance art.

Co-founder of the Pracownia artist collective
(1976-1981), co-manager of the Pracownia
Gallery at the Dziekanka Student Art Centre
(1976-1979) in Warsaw. Member of the Akademia
Ruchu theatre group since 1979. Now a

professor of Performance Art at the University

of Arts in Poznan. Curator of Lviv SCHOOL OF
PERFORMANCE since 2009.
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MUXAMAO BAPABALL

Hapoawscs B TepHomnoai 1980.

MDKAMCUMAAIHAPHUIM XYAOXHUK, SKUM NPALLIOE
HO MEXI PI3HUX XXAHPIB: HOBUX MEAIQ, IHCTAAALLI,
NePdOMAHCY, XXMBOMUCY, AEHA-QPTY, rPAdDIYHMX
TEXHIK.

[Canar]

CniBOPraxi3aTop M y4acHUK MUCTELLbKOTO
06'eaHaHHS HYPT.

OpraHizatop 1a KypaTop PEeCTUBAAIO
QAYAIOBi3yaAbHOro mmcteutsa TETPAMATUKA
(AbBiB, 2013, 2015, 2017), MHUCTeLLbKOrO NPOeKTy
CAKPAABHWM MPOCTIP (Absis, 2012-2018,
TepHoniab, 2017), MEHTAABHA TPA (Mo3HaHB,
MoabLa, 2016), MACKA. LEM (AbBig, 2016).

Was born in Ternopil in 1980.

Interdisciplinary artist who works with various

genres: new media, installation, performance,

painting, land art and graphic fechniques.

[Salad]

Co-organizer and member of artistic formation
NURT.

Organizer and curator of Audiovisual art festival
TETRAMATYKA (Lviv, 2013, 2015, 2017), artistic
project SACRAL SPACE (Lviv, 2012-2018, Ternopil,
2017), MENTAL GAME (Poznan, Poland, 2016),
MASK. LEM (Lviv, 2016).
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MYKHAYLO BARABASH
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BIAABAH BIAHITOHT

Hapoauaacs y 1990 poui.

30 AOMOMOTOIO CUHTE3Y MUCTELLTBA
NePAOOMAHCY TA CKYAbMTYPU BOHA TBOPUTb (ySBHY
IAEHTUHHICTBY, LLLO MA€E OAHTACTUYHI T 3Ar0AKOBI
O3HAKM, AKi Y MEBHIM CUTYyALLi TO NPOCTOPI
BUAQIOTbCH PEAAICTMHHMMM. Ha LibOMy eTani
BIAGBOH LLIKOBUTECS O3HAYEHHIM IAEHTUYHOCTI,
CEeKCYQABHOrO CTATYCY TIAQ TA MPOCTOPY K MOAS
AAS ekcnepumeHTy. Cnocobu MUCAEHHS, aKi
BMAMHYAM HQ il TBOPHICTb, MOB'430HI 3 CIPUMHATTAM
i3 BOKy AyAUTOPII ADI3MYHOTO TIAQ 9K MeAiymy/
IHCTPYMEHTY AYMOK; CIOAM 30KPEMA HOAEXMTb
LLIMPOKMM CMEKTP TBOPIB, B KMX TIAO MOB’43yETHCS

3 PI3HWUMM HOYKOBO OKPECAEHUMM TUMCAMM
YYTTEBOTO CMPUMHATTS AIOAMHM, SK DOPMQA,

CMUOK, 300X i 3BYK, LLLO PO3BMBAE PO3YMIHHA TA
BIDOTAHICTb TBOPEHHS Pi3HMX POOIT.

Mpaujoe B XAHPi NnepdoomaHcy, dooTorpadpii, y
POPMI PYXOMMX 300PAXKEHD TA IHCTAASILII.

[BAQKMTHI irpu]

Was born 1990.

She applies the performance art to present
«imaginative identityn, arising out of synthesis
between performance and sculpture. The
created identity has been characterized

by fantastic and weird character as
recognized realistically in situation and space.
At present, Wilawan is interested in applying
identity, sex status physical body and space

as an experiment. The ways of thinking that
have influenced her creativities in arts, linking
the audience’s perception through physical
body as a medium reflecting thoughts,
including expanded scope of creating artworks
which the body is used with the integration

of science related to the different types of
human perception, such as shape, taste, smell,
and sound to continue the development of
knowledge and the likeliness fo create a variety
of works.

His activities include art performance,
photography, moving images, and Installation.
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WILAWAN WIANGTHONG

[The blue wars]
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AHS IbLL

Hapoauaacs 1968 poky B micTi ParnHe,
Himeu4mnHa, NpoXXMBAE B BepAiHi

XyAOXHULA TQ KypaTOpKA, 3 1993 pOKy AKTMBHO
MPALIOE Y XXAHPAX MEPAOMAHC TA IHCTAAALLIS.
30pa3 BOHA CTBOPIOE POBOTH, AKi AOCAIAXKYIOTb
OCOBMCTICHI, KYAbTYHI TA COLLIAAbHI aCnekTH
NPUCYTHOCTI AIOAMHM, BUBYAIOYM MPU LLLOMY
PiBEHb ii BUTPUBAAOCTI TA TEPMNASHOCTI. HOTXHEHHI
MICDAMM CBATOCTI, XXEPTOBHOCTI TA BIAMYLLLEHHS,
il POBOTH 4YOCTO MIAKPECAIOIOTh TA PO3LLMPIOIOTh
3B'13KM MK ii TIAOM TQ 3AraAbHOIO KYALTYPHOIO
MPUHAAEXHICTIO AO CBITY.

|6 cTBOPIOE CBOKO POBGOTY Y BiAMOBIAb HO
OBCTABUHM, 5IKi BUHMKAIIOTb, JAQMTYIOYMCh AO
OTOYEHHS TA CUTYaALLiM.

[still_8]

[still_8]
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ANJA IBSCH

Born 1968 in Rheine, Germany, lives in Berlin.

Anja lbsch has been actively working as an artist
and curator in the areas of performance and
installation since 1993. Currently based in Berlin,
she creates intense works that explore personal,
cultural and social aspects of human presence
while researching the endurance and tolerance
levels of her body. Frequently inspired by myths
of sainthood, sacrifice and release, her work
emphasizes and extends connections between
her body and the general cultural belonging to
the world.

lbsch creates her work in response to the
circumstances that present themselves, adapting
to local environments and situations.
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ISABEAb AEOH

ICNAHCBKA Bi3yAABHA XYAOXHMLL, HE3AAEXHA
KYABTYPHO MEHEAXEPKA TA BUKAOAQHKA.

Ti TBOpPHICTb €BOAIOLLIOHYBAAG Bia dboTOrpadhii Ta
BIAEO AO MUCTELTBA NEPTPOMAHC.

(9 NPALLIOKO 3 HEBIAKAQAHICTIO, 3 «TYT i 30pa3, 3
TEeNepILLHIMKM OOCTABMHAMM, OCKIABKM § AYMAIO,
10 ©YAb 9KMM KOHTEKCT | CUTYALLIS MOXYTb CTATH
MOYATKOM TBOPEHHS PODBIT, SKi 3aMPOLLIYIOTH

AO pedbAEKCIH. A AIOBAIO 30HYPIOBATUCS B
TBOPYMM NMPOLLEC 3 HYAs, BE3 iAEN YK 3A3ACAETIAL
BM3HAYEHOI LA, i LLe AO3BOASE TBOPUTH 3 OyAb
AKOTrO MPOCTOPY Y4 CUTYALLT, SK FDOPMAABHO,
TOK | KOHLLENTYAAbHO. Tenep meHe 3aX0MNAI0I0Th
NPOLLECH TBOPEHHS, SKi MOYMHAOTLCS 3
BIAKPUTOCTI, AOBIPU AO IHTYILLI TO CMOHTAHHOCTI, A€
1 MOEAHYIO HOMIP TA IMMNPOBI3ALLIIO.»

[HepBoHi NTOMNOHM]

[Red Pom Poms]

Spanish visual artist, independent cultural
organizer and teacher.

Her work has evolved from photography and
video fto performance art.
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ISABEL LEON

«l work with immediacy, with the «here and now»
with the present circumstances, as | think any
context and situation can be the starting point
fo create works that invite to reflection. | like

fo immerse myself in the creative process from
scratch, without ideas or predetermined aims,
allowing work arises from any space or situation,
both formally and conceptually. Currently, |

am deeply interested in creative processes

that start from openness and frust in intuition
and spontaneity, where | mix intention and
improvisation.y
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PULLAPA AYTOBCKI

[PUTYOA MOXOBAHHS MEPTBOTO METEAMKA]

Hapoauscs y BapLuasi 1955 poky.

ABTOP MPOCTOPOBUX GOOPM, OB'EKTIB TA
nepdoOMAHCIB, XXMBOMUCELLL, TPAIK.

Y 1977-1982 pokax HOBYABCS B AKAAEMII MUCTELLTB
y BapLuasi Ha doakyAbTeTi XXmBonmcy. CbOroaHi —
npodoecop, KEPIBHUK MANCTEPHI POPMYBAHHS
HaBKOAMLLIHBbOTO MpOCTOPY B IHCTUTYTI MUCTELLTB
YHiBepcutety 9Ha KOXaHOBCHKOTo y KEAbLLOX

TA MAWCTEPHI PUCYHKY HA dOAKYALTETI rpadDikm
AKOAEMIT MUCTELLTB Y BapLLaBI.

3 1990 poky kepyBaB BAPLLIABCHKOIO [aAepeeio
«KyxHsn. CbOroaHi BOHA € YyacTnHoto Faaepei XX1
(KoAMLLIHG TaAepes CKYAbMTYPH), KEPIBHULLTBO HOA
Koo Pruapa Ayroscbkii oBinHas 2001 poky.

[Burial ritual of a dead butterfly]
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RYSZARD tUGOWSKI

He was born in 1955 in Warsaw.

Author of space forms, objects and
performances, painter and graphic artist.

In 1977 - 1982, he studied in the Academy of
Fine Arts in Warsaw on the faculty of Painting.
Currently he is the professor, the head of
Environment Development Studio in the Institute
of Artin Jan Kochanowski University in Kielce and
Painting Studio on the Faculty of Graphics in the
Academy of Fine Arts in Warsaw.

Since 1990, he was the head of Warsaw Gallery
“Kuchnia”. Today it is a part of Gallery XX1
(former Sculpture Gallery), with Ryszard Lugowski
as a head since 2001.
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KIHEPET XAMSA MAKC KINERET HAYA MAX

Nepdhopmepka. HOpOAMAQCS, XMBE TA NPALLOE
B I3paiai (1981).

Ti TBOPM NPEACTABAEHI HA LLIMPOKOMY CREKTPI
MOMACHYMKIB, BiA CLLEH MOCTMOAEPHOIO TeaTpy
AO My3€eiB 06pAa30TBOPHOrO MUCTELLTBA, BOHM
HOMOBHEHI ADI3MYHOK MPUCYTHICTIO TQ 4ACTO
EeHeprinHi, LLe cnpoba BUMTK 30 MeXi MPUCYTHOCTI
TIAQ Y4 CAOMOBMPAXKEHHS. HOTOMICTb BOHM
BMPOBAAXYIOTb MEPAOMAHC 9K MPOLLEC, 9K

CTUK Al TO B3OEMOAIM Y MYyOAIMHIM cuTyaLi.
ABTOPKQA YOCTO BUKOPUCTOBYE TIAO, MPUCYTHICTb
TA NOSTUHHICTb 3YCTPIMI MK XYAOKHMKOM T [3a6araTto peabHocTi] [Too much reality]
TASACHAMM FK XYAOXHIM TBIPD, KM MOAE NOTEHLLIAA

BYyT1 COMOAOCTATHIM. Max is a Performance-art artist. Born lives and

work in Israel, 1981

Her works are being shown on a wide range of
platforms between postmodern theatre stages
and Museums of fine art.

Her works, although very physically engaging
and often feisty, attempts to go beyond the
presence of the body or the expression of the
self. Instead, they introduce performance as a
process, as a junction of actions and interactions
within a public situation. She often uses the body,
presence and the poetics of the encounter
between the artist and the audience as an
artwork that has the potential to stands for itself.
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MAPIO MOHTOMS

[Mpo npocTip mix]

Hapoauscs 1989 poky — Kaaic, AHAQAYCIs,
IcnaHis.

AFKYI04M MANCTEPHOMY bapTOAOME PEPPAHAO Y
2014 pouj Mapio po3no4aB MMUCTELbKY MPAKTUKY,
30CepeaXeHy HO OCODUCTOMY AOCBIAI.

3akiH4YMB MOAITEXHIHHKMM YHiBEpCUTETI BaAEHCIT
(cneujaaizauis IHTepmeairHe mucTeLlTso). Mposis
KiAbKQ BOPKLLIOMIB, CMiBMPALLIOBAB 3 MOHIKOIO
loHtep, Cenaxi LLimoaoto Ta AAiCTEPOM
MOKAEHAHOM.

«3 2014 poKy MOE AOCAIAKEHHS PO3BMBAAOCH
HOBKOAO MOHSATTS TIAO/0B'€KT, 3 5KOro s Npobyio:
MIHIMI3YBATU HOMIPW, 3BIABHUTU MATEPIAA BiA
MOro dOYHKLIOHAABHOCTI, PO3MMTU MEXY HALLIMX
CTOCYHKIB TO MPUMHSATK CYNPOTUBHY MO3MLLIO
LLLOAO HAB'A3YBAHHS

[About the space between]

1989, Cdadiz, Andalusia, Spain

In 2014, thanks to the masterful Bartolomé
Ferrando, he started an art practice focused

on direct experience. University Degree in

Fine Arts by the «Universidad Politécnica de
Valencion (University of Valencia), specialization
in Intermedia Art. It has several workshops and
collaborations with Monika Gunther, Seiji Shimoda
or Alastair MacLennan among others.
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MARIO MONTOYA

«My research since 2014 has developed around
the body/object notion, from which | pretend:
minimizing the intention, liberating the material
from its functionality, blurring the limit of our
relationships and adopting a dissident position
concerning impositionsy
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APOCAAB INMEPLLKO

ApocAas MNepLUKO BUKOHAB AIMCTBO, MiA 4AC KOTO
HO MOHYMEHTAABHOMY, PO3ICACHOMY HA 3EMAI
MOAOTHI BiH MOBIABHO PO3CMMAB CUHIM NMIrMEHT

y dOpPMI MOPOLLIKY, HACNIBYIO4YM COBI NiA HIC
MeAoAIo «OAn A0 PAAOCTN A. BQH beToseHa.
PiHOAOM MpoLecy OYAO MiAHECEHHS TKAHWHM,
LLLO HOraAyBOAO LLEPEMOHIOAbHE MIAHATTS
NMPANOPA HA LLLOTAY KOPABOAS. 3AAULLIKOBMIA
LLIOP CUHBOTO MIrMEHTY HQ MOAOTHI MOCTYMOBO
MIAACBOBCS BMAMBY IPABITALLT, BIAKPMBAOYM
HOHOBO OPraHi4HY BiAM3HY MaTepil. AKLIf, 9K i

[BAGKUTHUI € TOKMM, IKMM €.
KOBTUM MPUXOAMTE COM.]

[The Blue is what it is. Yellow came itself.]
2009

MPUCBAYYETLCS MAPKIFHY [BALLLMLLIMHY

il HO3BA, BIACMAQE AO NEPAPOMAHCY «CUHIM €
TOKUM, SKMM €, XXOBTUM NpumLLIoB camy (2009),
AKMM MUTELLD BUKOHAB MiA 4aC Mi>KHOPOAHOTO
dECTUBAAID CYHACHOTO MUCTELLTBA (THXKAEHDB)
HQ CTAPIM AABPUL MOBMAAC Y AbBOBI. TOAI Y
NPMUMILLLEHHI, SKe BXe OYAO MOKPUTE CUHBOIO
dapb0oIo, BiH PO3MUAIOBAB Y MOBITPI XKOBTUI
NIFMEHT, LLLO NMOBIAbHO OCIACQB HQ BUCTYMAX CTiH i
3ArAMBAEHHSX Y MIAAO3i ICTOPUYHOTO NPOCTOPY
doabpuKu.

XOBTUWM BXE TYT BYB noeaHye y cobi
TEMMOPAABHICTb MEPIDOMAHCY Ta eDEMEPHICTD
06'eKTa, AKMM BUHKMK Yy MOro npoLeci. BoaHovac
L AKLLA, 9KY BOXKKO OLLHWTM OAHO3HAYHO,
BMMCYETLCH Y OArATOPIYHMUM MOAITUYHUIA AMCKYPC
NPO HALLIOHAABHY | KYABTYPHY IAEHTMYHICTb
YkpaiHu.

[PKostuit Bxe ByB TyT]

Jaroslaw Perszko did a performance during which
he slowly scattered blue pigment in a form of

a powder on a monumental, unfolded canvas
meanwhile humming Beethoven's Ode to Joy.
The final stage of the process was lifting the
canvas that reminded of ceremonial flag raising
on a ship mast. The residual layer of blue pigment
on the canvas gradually gave in to the gravity
force revealing the original organic whiteness of
the fabric. The action and its title send us back

to the performance The Blue is what it is. Yellow

[Yellow has already been there]

came itself. (2009) that the artist did during
International Contemporary Art Festival Week
on the old jam factory in Lviv. Back then, in the
room that was already covered in blue paint,
he was spaying the yellow pigment that slowly
precipitated on the wall ledges and holes in the
floor of historical space of the factory.
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JAROSLAW PERSZKO

YELLOW HAS ALREADY BEEN THERE combines

the temporality of performance and ephemeral
nature of the object that emerged in the process.
At the same time, this action that cannot be
judged unambiguously fits in the long-standing
political discourse about national and cultural
identity of Ukraine.

dedicated to Markiian Ivashchynyn
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3ABIT

KOAEKTUB XYAOXKHMKIB MUCTELLTBA All, O TAKOX
MMUCTELBKA NAQTAOOPMA 3i AbBOBA, LLLO
ytBopuAaca y 2017.

MocCTiMHKUMM ydaCcHUKAMM € Tapac MNacTyLLyk,
Onbra Ckagpcbka, boraaH An4yk-3yxep, OAbra
Yurpmk, POKCOAQHA YTpumHIOK, POMAH XpyLLL TO
AHADPIM FeAMTOBMM.

laes 3IBpaTMCy Y rpymny BUHUKAQ MICAS y4ACTI
XYAOXHUKIB Yy mamncTep Kaaci CaHAPK AXKOHCTOH
Ta AAicTepa MakaeHaHa (dpeCTMBAAb AHi
MMUCTELTBA NEPAOMAHC Y AbBOBI, 2017). KoxeH
3 y4ACHWMKIiB 3a6iry 30AMLLIAETHCY COMOAOCTATHIM
XYAOXHUKOM, LLLO MPALIIOE 9K COAO CBTOP.

lpynoBa poBOoTA € MICLLeM 3yCTpidi, AiQAOry Ta
AOBIPU MiA HOC CAMOTO MEPTOOMAHCY.
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LABIH

Performance art collective as well as an artistic
platform from Lviv, which was formed in 2017.

Regular participants are Taras Pastushchuk, Olha
Sklyarska, Bohdan Yanchuk-Zukher, Olha Chyhryk,
Roksolana Uhryniuk, Roman Khrushch and Andriy
Helytovych.

The idea to get together in the collective

arose after the participation of the artists in

the workshop of Sandra Johnston and Alastair
Maclennan (Festival Days of Performance Art in
Lviv, 2017). Each of Zabih participants remains a
self-sufficient working as a solo artist.

Group work becomes an area of meeting,
dialogue and trust during the performance itself.
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IOPIM LLUTAMAA

MNepdoomep, xumBe i NpaLoe B XAPKOBI.

3 2004 poky - akTop TEATRY-CTYAIl «[TyOAILMCT).
LLITanAaa HaBYABCS B XOPKIBCbKOMY
HOLLIOHOABHOMY YHIBEPCUTETI MUCTELLTB iM.
KOTASPEBCHKOTrO 3a CMELLIAALHICTIO «pexmcep
TEATPY AFABOK TA aHimaLin (2009-2012).

Mo4aB NPALLIOBATU 3 MUCTELITBOM NEPAOOMAHCY
Ha Cumnosiymi AeHA apTy «MidooreHesy (2013).
«LLer niaxia BUAQBCS MEHI EAMHUM MOXAMBUM
CNocoBOoM HE MOPYLUMTU FTAPMOHIIO 3MAOBOTO
Nem3axy, i 1 3 TMX Nip Bce BiAbLLE | BiAbLLIE BXOXY
B MEPAPOMAHC, MPALLIOIOYM HOA MPOEKTAMM,
MOB’A3AHMMM 3 AEHA APTOM, MY3MKOIO TA
TEATPOM)

[MepdoomaHc 3 TicTom]

Performance art artist. Lives and works in Kharkiv,
Ukraine.

He is an actor in the theater-studio «Publicist
since 2004. Shtaida studied at the Kharkiv
National University of Arts by Kotlyarevsky
specialty director of the Puppet and Animation
Theater (2009 to 2012).

He started to work with performance art in the
Land Art Symposium «Mythogenesis» (2013).

«This approach seemed to be the only possible
way not to disrupt the harmony of the winter
landscape, and | have been involved into the
performance more and more since then, working
on projects related to land art, music, and
theatem

[Performance with dough]
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YURIY SHTAIDA
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