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Jesli twoje pierwsze skojarzenie

z Krymem to Potudnie, najprawdo-
podobniej masz na mysli pottora
wieku imperialnego rosyjskiego
panowania ha potwyspie. Albo
kilkadziesiat lat istnienia w ZSRR,
kiedy po 1944 roku Krym nazwano
,0g0Inozwigzkowym uzdrowiskiem”.
Jesli twoje pierwsze skojarzenie to —
»Ziemia przodkow”, myslisz o ponad
trzech stuleciach istnienia Chanatu
Krymskiego. Jesli méwigc ,,Krym?”,
Kierujesz spojrzenie na poétnoc, to
chodzi ci o ogromny srédziemno-
morski Swiat, ktory w potowie

| tysigclecia przed naszg erg dotart
do poétnocnych wybrzezy Morza
Czarnego, spotykajac tu potezng
cywilizacje Scytéw. Jednak dla wielu
mysl o Krymie przywotuje skojarze-
nie z wojnami: o losach porzadku
Swiata po Drugiej wojnie swiatowej
zdecydowano miedzy innymi na
Konferencji jattanskiej w 1945 roku.
Dzis coraz czesciej mowi sie o Kry-
mie jako casus belli jednego z epizo-
dow trzeciej wojny swiatowej.

Dla wspotczesnych ukrainskich
artystow, szczegolnie krymsko-
tatarskich, mysli o Krymie sgw
wiekszosci refleksjg nad poczuciem
wiezi i stratg. Wraz z poczatkiem
rosyjsko-ukrainskiej wojny w 2014
roku zatamat sie swiat, o ktory
dbano przez dziesieciolecia. Kie-
dy na horyzoncie byto juz widac
bliski krach ZSRR, z radzieckiego
wygnania zaczeli wraca¢ do domu
Tatarzy Krymscy. Wiasnie wtedy
Krym odradzat wtasne sensy i stat
sie przestrzenig wolnosci, to tam or-
ganizowano najbardziej niezalezne
festiwale, tam tez ksztattowaty sie
miejsca przyciggajace ludzi, ktorzy
w wielu spoteczenstwach spotykali
sie z wykluczeniem. W 2014 roku ten
Swiat przeszyto pekniecie.

Kazda z prac na tej wystawie to
zaroéwno spojrzenie indywidualnego
cztowieka z jego wtasnym doswiad-
czeniem, jak i odbicie wspdlnych
potrzeb cechujgcych czas, w ktdorym
zyjemy.

Oksana Dovgopolova,
Alim Aliev,
Kateryna Semenyuk

WHAT WE TALK ABOUT WHEN WE TALK ABOUT CRIMEA

If “South” is your first association
with Crimea, you are most likely
recalling a century and a half of
Russian imperial rule on the penin-
sula, or the several decades Crimea
spent as part of the USSR (after
1944, the peninsula was referred

to as the “all-Soviet Union health
resort”). If “ancestral land” is the
first thing that comes to mind, you
are thinking about the more than
three-century history of the Crimean
Khanate. If, for you, the direction as-
sociated with the word “Crimea” is
north, perhaps you identify yourself
with the vast Mediterranean world,
which, upon expanding into the
Black Sea region in the middle of
the 1st millenium BCE, encountered
the powerful Scythian civilization

on the peninsula. For many people,
however, Crimea is associated with
wars: after World War 1l, the 1945
Yalta Conference played a crucial
role in deciding the fate of the world
order. Today, Crimea is increasingly
mentioned as the casus belli behind
one of the episodes of the Third
World War.

For contemporary Ukrainian artists,
particularly those of Crimean Tatar
descent, thinking about Crimea
predominantly means reflecting

on kinship and loss. The outbreak

of the Russia-Ukraine war in 2014
shattered a world that had been nur-
tured for decades. In the years lead-
ing up to the collapse of the USSR,
Crimean Tatars began to return
home from their Soviet exile. During
this period, Crimea was returning

to its essence and becoming the
space of freedom, where Ukraine’s
most free-spirited festivals were
launched, and where hubs emerged
bringing together people who did
not fit in anywhere else. In 2014, a
crack appeared in this lovingly cher-
ished world.

Each of the works in this exhibition
simultaneously presents the view of
an individual who is marked by their
own experience, and mirrors the
collective examination of the time
we find ourselves in.

Oksana Dovgopolova,
Alim Aliev,
Kateryna Semenyuk

Qirimnen bagl ilk tedaiyiniz Cenlp
olsa, siz yarimadada bir bucuq asir
siirgen Rusiye imperiyasiniii iktim-
darlhigini tisunedirsifiz. Ya da 1944
senesinden sofira “blitiinsoyuz sifa-
hanesi” dep adlandiriigani bir ga¢ on
yillig devaminda SSCB-nif terkibin-
de bulunuv devrini. Eger ilk tedaiyifiiz
ecdatlarnii topragi olsa, demek,

siz Qirm Hanh@inif tg¢ asirni asgan
bar oluvi agqinda aytasifiz. Eger
“Qirm” degende, Simalge bag-
safliz, demek so6z milattan evel 1-inci
biAyilligniA ortalarinda Simaliy Qara
defiiz bolgesine gadar uzangan ve
bu yerde kii¢lii Skit medeniyetinen
qarsilasgan buyuk Aq defiiz diinya-
sl agqgindadir. Amma ¢oqusit icln,
Qirim aqqinda fikirler cenklernen
bagl: Ekinci cian cenkinden sofira,
dinya quruhlsinii tagdiri hususan
1945 senesi Yalta konferensiyasin-
da cezilgendir. Qirim, kiiniimizde
kettikce daa siq Uciinci cian cenki-
nifA vaqgialarindan birinifi casus belli
olaraqg anillmaqgtadir.

Zemaneviy Ukrayin ressamlari,
hususan Qirimtatar ressamlari ictin,
Qirim aqgqindaki fikirler coqusi allar-
da agrabaliq ve gayip tisinceleri-
nen baglidir. 2014 senesi baglangan
Rusiye-Ukrayina cenki, onlarnen yil
devaminda saglanip kelgen bari-
signi bozdi. SSCB-nin dagiimasi
yaginlasgan vaqitta, sovet siirglinli-
ginden 6z evine Qinmtatarlar gaytip
basladilar. iste o vaqit, Qirnm 6z
manalarini yafiildan tapa ve ser-
bestlik alanina cevirile edi. Anda e
serbest festivaller kecirile ve bir coq
cemiyette gabul etilmegen insanlar
icln ¢ekiv nogtalari sekillene edi.
Mugqaythgnen yetistiriigen bu diinya
2014 senesi ¢atladi.

Bu sergideki er bir eser, em 6z tec-
ribesine saip olgan ayri bir insannifi
baqisidir, em de icinde bulunga-
nimiz zamanga dair umumiy bir
talapnin aksidir.

Oksana Dovgopolova,
Alim Aliyev,
Katerina Semenik

AKLWoO Ons Bac neplua acouiauis ia
Kpumom — ue lMiBaeHb, BU, Hani-
MOBIpHiLWle, AyMaeTe Npo niBTopa
CTONITTS POCINCbKOro iMNepCchbKo-
ro naHyBaHHS Ha NiIBOCTPOBI. Yn
DeKinbKa aecaTKiB poKiB nepeoy-
BaHHA y CPCP, konu nicnsa 1944-ro
KpnM HasmBanm «BCeCO3HOO
30paBHULEO». AKLLO nepLua aco-
Liauis — 3eMnsa Npeakis, To Le npo
OifNbLU HiXX TPW CTONITTS iCHYBaHHS
Kpunmcbkoro xaHcTBa. AKLLO, FOBO-
psun «Kprm», BU CNpSIMOBYETE MNO-
rnag Ha MiBHiYv, To ue Npo Bennyes-
HUIN cepen3eMHOMOPCbKUI CBIT,
KU Y cepeaunHi | TucadonitTa oo
Hawol epu goTarHyscs Ao MiBHiY-
Horo NMpn4yopHOMOP'S, 3yCTPIBLLN
TYT MOTYTHIO CKipCbKY LMBINi3aL,ito.
Ane gns 6aratbox Aymka rnpo Kpum
rnoB’'a3aHa i3 BinHaMu: 008 yCTPOKo
CBITY nicnsa Opyroi CBiTOBOI BiHM
BUpillyBanacs 3okpema Ha An-
TUHCbKIN KOHPEepPeHLUiT 1945 poky.
HepnanivacTiwe cborogHi Kpnm
3raglyeTbcs K casus belliogHoro 3
enizofis TpeTbOl CBITOBOI.

[ns cydacHUX YKpalHCbKMX XyO0X-
HUKIB, 30KpeMa KpMMCbKoTaTap-
CbKWX, AYMKM NMpo Kpnm BENMKOKO
Mipolto cripsiMoBaHi Ha pednekcito
cnopigHeHocTi Ta BTpaTw. [Nova-
TOK POCINCbKO-yKpalHCbKOI BiiHU
2014 poky 3namaB TOW CBIT, AKUI
naexkaBcs 0ecATUNITTAMN. Y poKu,
konun kpax CPCP y>ke 6yno BugHo
HaBiTb He 3a 0b6pieM, ,oOOMY 3 pa-
OSHCBbKOro BUrHaHHS noyasnm rno-
BepTaTucs KpumcbKi Tatapu. Came
Toai Kpum Bigpoa)<yBaB BNacHi
CEHCU Ta CTaBaB NPOCTOPOM
cBO60aMN, e 3anycKanucs HamBisb-
HiWi pecTneani Ta dopmyBanuncs
TOYKUN TXKIHHSA ONsA noaen, aKiy
6araTbOoX CycnifibCTBaX OMUHANNCS
3a MeXaMu NpUnHATTA. Y 2014-my
LMM BUNNEKAHUM CBITOM Nponwnia
TpiwmHa.

KoyxHa 3 po6iT Ha Ui BUCTaBLi —
BOAHOYAC Nornsg oOKpemoi noaAnHn
31 BnacHMM OOCBiAoOM Ta Biga3ep-
KaneHHs CrinbHOro 3anuTy 0o 4acy,
B SKOMY MU OMUHUUCS.

OkcaHa [loBrononosa,
Anim Anies,
KaTtepunHa CemeHtok



PAVLO MAKOV

) (1958)
PEJZAZ
SYMFEROPOLSKI,

1988
AKWAFORTA

Motywem powtarzajgcym sie w
artystycznej praktyce Pavla Makova
jest miejsce w politycznym, kulturo-
wym, a nawet mistycznym wymiarze
tego pojecia. Krym byt jednym z
miejsc, ktére uksztattowaty artyste,
zanim ostatecznie osiadt w forma-
tywnym dla jego dalszego zycia i
sztuki Charkowie. Makov mieszkat w
Symferopolu w latach 1970—-1979 i
1986—1988, ukonczyt tam Krymskag
Szkote Artystyczng im. M. Samoky-
sza.

Makov stworzyt Pejzaz symferopol-
ski pod koniec istnienia ZSRR, kiedy
imperium radzieckie znalazto sie na
granicy upadku. Byt to czas przeczu-
cia jeszcze niedokonanego, ale juz
nieuniknionego krachu. Centralna
czesc¢ akwaforty wywotuje skojarze-
nie z wiezg Babel jako symbolem
nieporozumienia i braku wspolnego
jezyka. Wieza, ktdra z pozoru pod-
piera czarne stonce, rzucajgc dwa
czarne cienie, jest nagromadzeniem
réznych przedmiotow, detali archi-
tektonicznych i symboli zwigzanych
z Krymem. Zamiast wywotywac
poczucie majestatu i trwatosci, wie-
Za-gora oraz powietrze wokot nigj
sprawiajg wrazenie chaosu.

Wedle wspomnien Makova na
radzieckim Krymie zyt on niczym na
wewnetrznej emigraciji, koncentrujac
sie na tworczosci i zyciu prywat-
nym tak, jakby ZSRR go w zadnym
stopniu nie dotyczyto. Pomimo 6ow-
czesnej odczuwalnej izolacji Krymu
i jego wspadlnoty artystycznej to wta-
Shie tam zaczeta sig Sciezka zawo-
dowa artysty (miedzy innymi, odbyta
sie pierwsza podrdz na Plenery Se-
deniwskie, ktore przygotowaty grunt
pod rozwoj wspotczesnych praktyk
artystycznych w Ukrainie). Pejzaz
symferopolski zdobyt grand prix na

I OgdInozwigzkowym biennale gra-
fiki warsztatowej i przyniost artyscie
rozpoznawalnosc¢.

Umieszczony na poczatku ekspozy-
cji fantasmagoryczny Pejzaz sym-
feropolski stanowi topograficzng
metafore, ktora stwarza mozliwosc¢
rozlicznych interpretacii.
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PAVLO MAKOV

SIMFEROPOL
LANDSCAPE,

1988
ETCHING

The concept of place, with its po-
litical, cultural, and even mystical
dimensions, constitutes a recurrent
motif in Pavlo Makov’s artistic prac-
tice. Crimea was one of the places
that shaped Makov as an artist be-
fore he eventually settled in Kharkiv,
the city that has had the most
decisive influence on his later life
and art. Makov lived in Simferopol in
1970—1979 and 1986—1988, and he
graduated from the M. Samokysh
Crimean Art School there.

(1958)

Makov created Simferopol Land-
scape at the time when the USSR
was coming to an end, when the
Soviet empire teetered on the brink
of collapse. Its inevitable demise,
though not yet happening, was very
much in the air. The central image
of the etching alludes to the Tower
of Babel as a symbol of incompre-
hensibility and the impossibility of
a common language. The tower
seems to support a black sun, and
casts two black shadows, while, at
the same time, it also appears as
an assemblage of various objects,
architectural details, and symbols
associated with Crimea. Rather than
evoking magnitude and immovabil-
ity, this mountain-like tower and the
very ‘air’ around it carry a sense of
confusion.

Makov recalls that his life in Soviet
Crimea passed in internal emigra-
tion: the artist focused on his crea-
tive practice and private existence
as if the USSR had nothing to do
with him. Despite the tangible isola-
tion of the peninsula and its artistic
community at the time, Makov’s
artistic career began in Crimea.
During this period, for instance, he
joined the Sedniv plein-air resi-
dency—foundational for the devel-
opment of contemporary artistic
practices in Ukraine—for the first
time. Furthermore, Makov’s Sim-
feropol Landscape won the Grand
Prix at the 1st All-Soviet Union Easel
Graphics Biennial, bringing him
wider recognition.

Placed at the beginning of the
exhibition, the phantasmagoric
Simferopol Landscape serves as a
topographical metaphor that cannot
be explained with one single inter-
pretation.

PAVLO MAKOV

) (1958)
AQMESCIT
MANZARASI,

1988
OFORT

Pavlo Makovnifi bediiy ameliyatiniii
esas mevzusl bu ailamnii siyasiy,
medeniy, atta mistik dlcevlerdeki
yeridir. Qirim, ressamnin ilerideki
ayati ve sanati iciin belgileyici olgan
Harkivge yerlesmezden evel oni se-
killendirgen yerlerden biri edi. Makov
1970—1979 ve 1986—1988 seneleri
Agmescitte yasadi, minda M.Samo-
kisa adina sanat oquv yurtuni bitirdi.

Makov “Agmescit manzarasi”ni
Sovet Birliginifi mevcidiyetinif
sofiunda, Sovet imperiyasi yiqiluvga
yaginlasqan vaqitta yaratti. Bu, daa
korinmegen, l1akin yaginlasqan ve
gaciniimaz dagiluvniii tamsanma
vaqgti edi. Ofortnii merkeziy ob-
razi, ailasiimamazlig ve umumiy
tilnif imkansizliginifi timsali olaraq
Babil qullesine imadir. Sanki gara
klinesni tiregen ve eki qara kdlgeni
tislrgen bu qullede Qirm ile bagh
cesit nesneler, mimarliq detalleri ve
timsaller toplangan. Miimlik ve ga-
viylik duygusi yerine, bu qulle-dag ve
onif etrafindaki “ava” bir sagsmalav
duygusini taglty.

Makovnii hatirlavlarina kdre, sovet
Qirminda o, i¢ icretinde yasay edi,
sanki SSCB-nifi ofia i¢ bir alagasi
yoq kibi, icadiy ve sahsiy yasayisina
digqat ete edi. O vaqit Qirim ve onifi
sanat topluhiginii duyulgan ayiriluvi-
na bagmadan, Makovniii zenaat yolu
andan baslandi (hususan, Ukrayi-
nada zemaneviy bediiy faaliyetnifi
inkisafina temel qoydan “Sedniv
plenerleri"ne ilk sefer). “Agmescit
manzarasl” ise |-inci Butlinsoyuz
tezya grafikasi bienalesinde buyiik
mukafat qazandi ve Makovga daa
kenis taniluv berdi.

Ekspozisiyaniii basinda yerlesken
fantasmagorik “Agmescit manza-
ras!” tek bir manada izaat etilmez
topografik mecaz olaraq qarsimizga

clga.

NMABNO MAKOB
(1958)
CIM®EPOMNO/b-
CbKWWA
NEN3AX,
1988
O®OPT

Hackpi3HU MOTUB XyO0XXHbOT
npakTuku Nasna MakoBa —

micye y NoNiTUYHOMY, KYNBTYPHO-
My, 6a HaBiTb MICTUMHOMY BMMipax
LbOro NoHATTHA. Kpym 6yB OAHUM i3
MicLb, WO chopMyBanun XyaoXKHMKa
rnepepn ocTtaTo4HUM OCENEHHAM Y
BM3Ha4yaribHOMY AN MOro noganb-
LLOro XXUTTHA Ta MUCTELTBa Xap-
koBi. MakoB xunBy Cimpepononi B
1970—1979 T2 1986—1988 pokax,
3aKiH4YMB TYT KpMMCbKE XYO0XXHE
yunnumuie imeni M. Camokuwia.

MakoB cTBopuB «Cimdepornosb-
CbKUW NEen3axk» HanpukiHL,i ic-
HyBaHHsa CPCP, konn pagsHcbKa
iMMNepis oNMHUIAcs Ha MeXXi CBOro
Kpaxy. Lle 6yB yac nepeayyTTs WWe
HEe NMPOoSIB/IEHOr O, ane BXe HEMUHY-
yoro Konancy. LleHTpanbHuin o6pas
odopTa — HaTSAK Ha BaBUIOHCbKY
BEXKY IK CUMBOJ1 HEMOPO3YMiHHS
Ta HEMOXXIMBOCTI CMifIbHOT MOBW.
Lla Bexxa, Wo Hibn nignupae yopHe
COHLe 1 BigKnaae ABi YOPHi TiHi,
MoCTa€e HarpoMaaXXeHHSM Pi3HUX
npenmMeTiB, apxXiTEKTYPHUX aeTa-
nemnicmmBonie, NOB'A3aHNX i3 Kpu-
MOM. 3aMiCTb BivyTTS 3HA4YLLOCTi
1 HEMOPYLLHOCTI LS BeXa-ropa

Ta came «roBiTPS» HABKOJIO Hel
HeCyTb BiguyTTa CyM'ATTA.

3acnoragamn MakoBa, y pagsH-
CbKOMY KpurMy BiH XX1B Y BHYTPILL-
Hin emirpadii, poKycyo4ncb Ha
TBOPYOCTI Ta NPUBATHOMY XKUTTI
Tak, Hibn CPCP He maB 10 HbOIro
CTOCYHKY. [lonpu ToAiLwHIo BigyyT-
Hy i3onboBaHicTb Kpnmy Ta noro
XYOOXXHbOI CMifIbHOTK, caMe 3BiATn
noyascs npodecinHmm wnax Ma-
KOBa (30KpeMa, Biobynaca nepua
noaopoXk Ha «CeHiBCbKi NneHe-
pw», SIKi 3aKnann ocHOBY A4S PO3-
BUTKY CYHYaCHUX XYOOXKHIX MpaKTUK
B YKpaiHi). A «CimpepononbcbKnm
nensax<» 3006yB rpaH-npi Ha

| BcecotosHin 6ieHane CTaHKOBOI
rpacdiku 1 npuHic Makosy LwMpLly
BMOUMICTb.

Po3amilLeHnin Ha novaTKy ekcro-
3uuii, paHTacmaropnyHmnm «Cim-
$GepononbCbKUIN Nen3a)» NocTae
TonorpadivHo MeTadpopolo, Aka He
MOXXe MaTu EOUHOIO TIIYyMaYeHHs.



SEVILA
NARIMAN-QIZI

(1993)
-LAR,

2025
MUSZLOWIEC,
PANELE PCV,
TRANSFER
SUBLIMACYJNY,
METALOWA
KONSTRUKCJA,
TAPETY
MODULOWE

Sevila Nariman-qizi to artystka i
graficzka pochodzgca z Krymu.
Wyjechata stamtad po 2014 roku,
wyksztatcenie zdobyta w Charkowie,
obecnie mieszka w Kijowie. Punk-
tem wyjsciowym jej praktyki byta
nauka w studiu EI-Cheber [kraina
mistrzow]. Jego zatozycielem byt
Rustem Skybin, ktérego prace
rowniez znajdujg sie na wystawie; to
wazna postac dla catego pokolenia
artystow z Krymu. Sevila Nariman-
-Qizi wspomina zajecia w studiu jako
pierwsze doswiadczenie pracy z
tradycyjng ceramikg, a takze pota-
czenia z wtasng kultura.

Dzis Sevila Nariman-qizi pracuje

Z jezykiem sztuki wspotczesnej i
poddaje refleksji transformacje
krymskotatarskiej tozsamosci.
Przede wszystkim jej mnogosc¢,
réoznorodnosc i zlanie z polityczng
tozsamoscig ukrainska. Ten ostatni
fenomen artystka postrzega nie tyle
jako adaptacje, ile raczej jako logicz-
ng i Swiadomg ewolucje. Uwaza, ze
hybrydowos¢ nie niszczy korzeni, ale
uzupetnia je o nowe warstwy.

Praca stworzona specjalnie na
wystawe nosi tytut -/ar. To koncowka
fleksyjna, ktéra w jezyku krymskota-
tarskim wskazuje na liczbe mnoga.
Na tle fototapet z kolazowym pej-
zazem artystka umieszcza panne-
au z delikatnym nawarstwieniem
wizerunkow na przezroczystych
panelach. Kazdy z nich ma swdj
obraz, ale razem tworzg nieczytelng
teksture. Podstawe stanowig cegty z
muszlowca — tradycyjnego materia-
tu budowlanego Tataréw Krymskich,
uzywanego szczegolnie w domach
wznoszonych od zera po powrocie z
wygnania, na poczatku lat dziewiec-
dziesiatych.

Praca nie proponuje jednego wy-
raznego obrazu, ale przedstawia
migotanie kilku. Artystka ttumaczy:
»Zadaje sobie pytania: jak znalez¢
wtasng droge, wtasny jezyk, unikngé
stereotypizaciji? | czy to, co teraz
robie, nawet jesli nie jest wprost
~Krymskotatarskie”, jest kontynu-
acjg mojej tozsamosci? To na razie
poszukiwania”.
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SEVILA
NARIMAN-QIZI

-LAR,

2025
COQUINA,
DYE SUBLIMATION
DIGITAL PRINT
ON PVC,
METAL FRAME,
WALLPAPER

(1993)

Sevila Nariman-qizi is an artist and
graphic designer. Although origi-
nally from Crimea, she has not lived
there since the start of the peninsu-
la's temporary occupation in 2014.
Having completed her education

in Kharkiv, she is now based in

Kyiv. Sevila Nariman-qizi's practice
was born out of her studies at the
El-Cheber (“the land of masters”)
studio, whose founder, Rustem
Skybin (also a participant of the
exhibition), is an important figure
for an entire generation of artists
from Crimea. Sevila Nariman-qizi
recalls that she first experienced
working with traditional ceramics
and engaging with her own culture
at EI-Cheber.

Today, Sevila Nariman-qizi works
with the language of contemporary
art and reflects on the transforma-
tion of Crimean Tatar identity, with
particular emphasis on its plurality,
diversity, and the way it merges
with Ukrainian political identity. The
artist perceives the latter not as

an adaptation, but as a natural and
intentional evolution. Hybridity does
not destroy the roots, she believes;
rather, it adds new layers.

Created specifically for the exhibi-
tion, the work bears a telling title: -/ar.
In the Crimean Tatar language, this
suffix indicates the plural form. The
artist places a decorative panneau
consisting of transparent panels with
delicately layered images against the
backdrop of photo wallpaper with a
landscape collage. On its own, each
panel contains a separate image;
together, they create a fuzzy texture.
The basis of the panneau is formed
from blocks of coquina, or shell-
based limestone, a traditional build-
ing material used by Crimean Tatars
(and also a more contemporary one,
particularly when, upon returning
from exile in the early 1990s, they
had to construct new dwellings from
scratch).

The work does not offer us a single
expressive image; instead, it reveals
the flickering of several. The artist
reflects: “My question is how to find
my own path, my own language, and
avoid stereotypes along the way.
And whether what | am doing now,
even if it is not exactly ‘Crimean Ta-
tar’, offers a kind of extension of my
identity. It is an ongoing search”.

SEVILA
NARIMAN-QIZI

(1993)
-LAR,

2025
QABURCAQ TAS,
PVH PANELLER,
SUBLIMASIYA
TRANSFERI,
MADENIY KARKAS,
~ MODUL
DIVAR KAGITI

Sevila Nariman-qizi — Qirimh
ressam ve grafik dizayncidir. 2014
senesi vaqgtinca isgal baslanganin-
dan berli yaramadada yasamay. O,
Harkivde tasil aldi, simdi ise Kiyivde
yasay. Sanat tecribesinifi baslangic
noqtasi EI-Cheber studiyasinda
oqusl oldi. Onifi tesiscisi Qirmli
ressamlarnii episi ictin muim bir
sahis olgan Rustem Skibindir, o da
bu serginin istirakcisi ola. Sevila
Nariman-qiz1 studiyadaki vaqitni,
ananeviy keramika ile calisma ve 6z
medeniyetinen bag qurma yoneli-
sindeki ilk tecribe olaraq hatirlay.

Buglin Sevila Nariman-qizi zema-
neviy sanat tilinen calisa ve Qirim-
tatar kimliginif seklinifi defistirillivi
Uzerinde tlsline. Hususan da, onii
c¢oqlugl, coq cesitligi, Ukrayin siyasiy
kimliginen birlesmesini oylay. Sonki-
sini ressam uygunlasuv olaraq degil
de, mantigli ve anli evrim olaraq ga-
bul ete. Ona kore, melezlik tamirlarni
yoq etmey, aksine yani gatlamlar
qgosa.

Sergi iclin mahsus yaratilgan
esernif -lar degen natiqali adi bar.
Bu affiks Qirimtatar tilinde coglugni
kostere. Ressam, kollaj manzarali
divar kagitinii tizerinde seffaf panel
Ustline ince sekilde qatlangan re-
simlerden panno yerlestire. Er birinii
0z sekli bar, amma beraberlikte olar
qarisiq bir tekstura yaratalar. Panno-
nii temeli, Qirmtatarlarnii ananeviy
quruclilig malzemesi olgan gaburcaq
tasindan yapilgan. Hususan, o, halq
sirgunlikten gaytgan son, 1990-incI
senelernifi basinda yani evlernifi
“sifirdan” quruluvinda qullanilgan.

Eser yekane acig-aydin sekilni teklif
etmey, aksine bir ga¢ sekilnifi peyda
ve yoq oluv tesirini yarata. “Menim
sualim su — stereotiplerden qaci-
narag, 6z yolumni, 6z tilimni nasil
tapa bilirim. Ve simdi yapganlarim,
kercekten “Qirmtatar” olmasa da,
kimligimnifi devami sayila bilirmi.

Bu simdilik gqidiruv”, — dep tlistine
ressam.

CEBIJIA
HAPIMAH-KU3U

(1993)
-LAR,

2025 §
PAKYLLHSAKOBUIA
KAMIHb,
NBX-MAHEN,
CYBNIMALIVHY
TPAHC®OEP
METAJIEBUI
KAPKAC,

MOLY/TbHI
LUMAIEPU

CeBinga HapimaH-Kn3n — Xxyoo>xHu-
LS i rpagiyHa gusanHepka poaom
i3 Kpumy, oe He »kuna nicnsg novat-
Ky TM4yacoBoi okynauii 2014 poky.
BoHa 3006yna ocBiTy B XapKoBi,

a HUHI Mewwkae y Knesi. Toukoto
BiONiKY Il NpaKTUKK 6y/10 HaBYaHHS
y cTyaii EI-Cheber («kpaiHa main-
cTpiBy). [i 3acHOBHWK — PycTem
CKWNGIH, TaKOXX Yy4aCHUK BUCTaBKU
Ta Ba)k/IBa NOCTaTb AN Li/IOro
NOKONiHHA MUTLiB i3 Kpumy. CeBing
HapimaH-kun3u npuragye nepiony
CTYAIl 9K NepLmnn goceig poboTn 3
TpaguUINHOK KepaMiKoto Ta 3any-
YEHOCTI 0 BNacHOI KyNbTypW.

CborogHi Ceinsa HapimaH-knsu
npautoe 3 MOBOIO Cy4HaCHOro
MWUCTeLTBa Ta MipKye Haf TpaH-
cdopmaLiero KpMMcbKoTaTap-
CbKOI iBeHTUYHOCTI. A HagTo Haa Il
MHOXXUHHICTIO, 6araTOMaHiTHICTIO,
3/INTTAM 3 NONITUYHOO YKpaiH-
CbKO iAeHTUYHicTo. OCTaHHE
XYOOXHULSA CIPUNMAE He K agan-
Tauito, a pajLle K 3aKOHOMIpHY Ta
ceigomy eBontouito. MNépuaHicTb He
PYMHYE KOPiHHSA, BBa)kae BOHa, ane
OOMOBHIOE HOBMMM LLApaMu.

Po6oTa, cTBOpEHa cneLjianbHO Ans
BUCTaBKU, Mae NPOMOBUCTY Ha3BY
—lar. Lle 3aKiH4YeHHS, iKe BKa3ye Ha
MHO>XWHY B KDUMCbKOTaTapCbKin
MoBi. Ha Thi doToLnanep 3 konax-
HUM NMensaxem XyaoXXHULS PO3Mi-
LLIYE MaHHO 3 AeNlikaTHMMW Hallapy-
BaHHSM 306pa)eHb Ha NPO30puUX
naHensx. Ko>xxHa mae cBin o6pas,
ane pa3oM BOHW CTBOPIOKOTb He-
YiTKy TekCcTypy. OCHOBOI NaHHO

€ UErnMHN 3 pakyLUHsAKa — Tpagu-
LinHOro B6yaiBenbHOro martepiany
KPUMCbKUX TaTap. 3oKpema, BiH
BMKOPUCTOBYBaBCS A1 3BEAEHHS
HOBWX OCEfb «3 HYNISI» Ha no4aT-

Ky 1990-x nicnsa noBepHEHHS i3
3acnaHHs.

Po60oTa He NPOMNOHYE EANHOIO
BMPa3HOro obpasy, a pagLle onpu-
SIBHIOE MepPEXTIHHA OEKiNbKOX.
XyaoxXHuus po3mipkoye: «Moe
MATaHHS — IK 3HANUTU BNACHUN
LINSX, BMACHY MOBY, YHUKaKO4M
CTepeoTUNHOCTI. lun e Te, Wo A
po6nto 3apas, HaBiTb SKLLO BOHO HE
npsIMo ,,KPMMCbKOTaTapcbke", Npo-
JOBXXEeHHAM MOE€T ineHTnYHocTi. Lle
MOKM WO NOLLUYK».
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OPERATOR:
RUSTEM
MURATOV

Bifi Bas — zapis performansu, zorga-
nizowanego specjalnie z okazji wy-
stawy, w wykonaniu Vlodka Kaufma-
na — Iwowskiego artysty i kuratora
oraz Khalila Khalilova — krymsko-
tatarskiego dziatacza kulturalnego,
wspotzatozyciela fundacji Krymski
Dom. Kamera utrwalita harmonijny
ruch performerdéw na schodach
Zamku Ujazdowskiego, ich wspdlne
dziatanie opiera sie na medytacyj-
nym rytmie i umysinych powtorze-
niach. Podobne do uroczystych
dywanoéw rolki papy rozwijajg sie i
zwijajg, sg niszczone i zndw rozwija-
ne wzdtuz schodoéw. Czyste arkusze
papieru mng sie, a potem pokrywajg
schody biatymi warstwami. Biegacz
stepowy wedruje od gory ku dotowi

i z powrotem, stopniowo gubigc
patyczki. Gtéwni aktorzy wraz z pu-
szystym psem rozptywajg sie w po-
wietrzu, zeby po chwili powrécic¢ do
kadru. Im dfuzej to trwa, tym bardziej
przypomina misterium, rytuat.

Bif Bas ttumaczy sie jako ,tysigc
gtow” — to nardd przeksztatcony w
zywy ktebek, oderwany od korzeni,
ktorego hiperbolicznym wcieleniem
zostat biegacz stepowy. Jego gatgz-
ki symbolizujg rézne losy, ztamane

i splecione z tysigcami innych we
wspolnym wirze deportacji. Rolki
papy przywotujg na mysl trudnosci

z powrotem na Krym, kiedy budyn-
ki mieszkalne czesto stawiano z
najtanszych materiatéw. Jednocze-
sSnie w tych obrazach tli sie zyciowa
sita przetrwania: wewnatrz ,tysigca
gtow” kryja sie tysigce nasion — war-
tosci kulturowych, tradycji i sensow,
ktére nawet w warunkach przemo-
cy przekazywane sg dale. Powro6t

i odbudowa sg mozliwe. Milczaca
wyrazistos¢ dziatania, lakoniczna
wymownos¢ uzytych materiatow i
nieco przejmujacy szelest zanurzajg
widzow w skupieniu i wspotprze-
zywaniu zbiorowej tragedii, ktorg
intuicyjnie, bez obszernych wyja-
sSnien odczytujg z gestow Khalilowa i
Kaufmana.

WHAT WE TALK ABOUT WHEN WE TALK ABOUT CRIMEA

VLODKO
KAUFMAN
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KHALILOV

BIN BAS,
2025
VIDEO, 16'39”
DIRECTOR
OF PHOTOGRAPHY:

RUSTEM
MURATOV

(1957)

(1977)

Bifi Bas documents the perfor-
mance created for the exhibition by
Vlodko Kaufman, artist and cura-
tor from Lviv, and Khalil Khalilov,
Crimean Tatar cultural figure and
co-founder of the Crimean House
Foundation. The camera captures
the coordinated movements of per-
formers on the Ujazdowski Castle
stairs. Their joint performance is
based on meditative rhythm and
deliberate repetition. Rolls of tar pa-
per, looking like ceremonial carpets
on the staircase, unfold, fold, are
destroyed, and then unfold again.
Blank sheets of paper are crumpled,
and later, their white layers cover the
stairs. The tumbleweed travels down
from the top and then moves back
up, gradually losing its branches.
The main characters, along with a
fluffy dog, dissolve in the air, only to
return to the frame in a moment. The
longer all of this lasts, the more it
resembles a sacrament, a ritual.

Bifi Bas translates as “a thousand
heads”: it symbolizes a people
transformed into a single living ball,
torn away from its roots, embodied
in the hyperbolic tumbleweed. Its
branches represent different des-
tinies, broken and intertwined with
thousands of others in the whirlpool
of the deportation experienced by
all. The sheets of tar paper—another
image seen in the performance—
stand in for the difficulties surround-
ing the return to Crimea after depor-
tation, when houses were often built
from the cheapest materials. And
yet the fire of vitality burns deeply
inside these symbols: the “thousand
heads” hide thousands of seeds:
cultural values, traditions, and
meanings passed on despite violent
rupture. Return and rebuilding are
possible. The silent expressiveness
of the performance, the laconic el-
oquence of the materials used, and
the somewhat disturbing rustling,
together immerse the audience in
concentrated contemplation and
empathy with the collective trage-
dy that we intuit, with no need for
lengthy explanations, from Khalilov’s
and Kaufman’s gestures.

VLODKO
KAUFMAN

HALIL
HALILOV

(1957)

(1977)

VIDEO, 16'39”

OPERATOR-
SANALASTIRICI:
RUSTEM
MURATOV

Bifi Bas bu, Lvivli ressam ve yetek-
¢i Vlodko Kaufman ve Qirmtatar
medeniy erbabi, “Qirim evi” tegkila-
tinif tesiscilerinden biri Halil Halilov
tarafindan mahsus sergi iclin yara-
tilgan performansnii video vesiqa-
lastirluvidir. Kamera, Uyazdovskiy
qalesinifi merdiveninde perfomer-
lernif areketlerini gayd ete. Olarniii
ortaq areketleri meditasiya ritmi ve
aselet yapilgan tekrarlarga esasla-
na. Merdiven yirisindeki tantanal
kilimlerge osagan ruberoid siziglari
aclla, gatlana, yoq ola ve kene acila.
Temiz kagit tabaqglari biriise, sofira
ise merdivenni beyaz gqatlamlarnen
qaplap ala. BiAbasqoray yavas-ya-
vas quru pitaciglarini coyaraq,
yugaridan asagiga ve tekrar yugari-
ga dogru areket ete. Bas garamanlar
pufsal kdpeknen beraber avada yoq
olip kete ve bir an sofira tekrar kadr-
Ja keri qaytalar. Bu vaziyet ne qadar
¢og devam etse, o gadar mugaddes
merasimge benzep baslay.

Bifi Bas bu, tamirlarindan qoparil-
gan, gabartilgan bir bifibagqorayda
sekil algan, yekane canli topga ¢evi-
rilgen bir halgtir. Onif dallari, stir-
gunliknifi umumiy cuqurinda qirilgan
ve birlesken biflernen ¢esit taqdirni
temsil ete. Ruberoid ketenleri ise,
surgtinlikten sofi Qirimga gaytuvnii
qlyinhglarini ifadeley, ¢iinki mesken-
ler sig-siq ef ucuz malzemelerden
qurula edi. Amma bu sekillerde
canlilig bar: “bifi bas”nif icinde,
binlernen tuhum saql; zorlav lizl-
IUv saraitlerde bile, birinden-birine
kecmege devam etken medeniy
degerlikler, ananeler ve manalar.
Qaytuv ve gayridan tiklev ise mim-
klin. Eylemnifi sessiz ifadelilik kiic,
qullanildan malzemelernif lakonik
korgezmeligi ve biraz raatsiz tipirdi
seyircilerni uzun afilatmalarga kerek
galmadan, Halilov ve Kaufmannin
ima-isaretlerinden sezilgen kolektiv
faciani teren bir sekilde seyir etliv ve
gaygidasliqga daldira.

B/10AKO
KAYOMAH

XANn
XANNoB

BIN BAS,
2025

(1957)

(1977)

BIOEO, 16'39”

OlNEPATOP-
NMOCTAHOBHUK:
PYCTEM
MYPATOB

Bifi Bas — BineoookymMmeHTaLis
CTBOPEHOrO creuianbHo Ans Bm-
cTaBku nepdopmaHcy Bnoaka Ka-
ybMaHa, NbBiBCbKOro XyaoXXHUKa 1
KypaTopa, Ta KPUMCbKOTaTapCbKo-
ro KynbTypHOro gisya Xanina Xa-
ninosa, cniB3acHoOBHWKa dyHAaaUil
«Kpumcbkuin gim». Kamepa gikcye
3narogykeHi pyxm nepdopmepis

Ha cxofax 3amMKy Ya300BCbKOro.
IxH$ cninbHa fist FPYHTYETbCS Ha
MeanTaTUBHOMY PUTMI M1 YMUCHUX
NnoBTOPeHHSAX. CMyru pybepownay,
MoAi6HI O YPOUUCTUX KUIUMIB Ha
CXOAOBOMY MapLui, po3ropTatoTb-
CS, 3ropTatoThCs, HALWATLCS | 3HOBY
posropTatoTbes. YnCTi apKyLwi na-
rnepy aMMHatoTbCs, a NoTiM BKpUBa-
IOTb cXxoau 6innmun wapamu. Nepe-
KOTMMNOJie MaHAPYE 3ropm AOHMZY
" Hasag, NoTPOXy rybuTb NaTUYKMU.
[o0NoBHI repol, pa3oMm i3 NyxHacTum
C06AaKOo0, PO34YMHAOTLCS B NOBITPI,
W06 32 MUTb NOBEPHYTUCS Y Kaap.
LLlo goBuWe Le TpuBae, TO Gifnblle
CXOXXe Ha TalHCTBO, puUTyarn.

Bifi Bas nepeknagaeTbcs K
«Tucs4a ronie» — Le Hapoa, SKUin
rnepeTBOpPEHO Ha EONHNI XXUBUIA
KNYy6O0K, BigipBaHWI Bif, KOPEHIB,
BTiIEHUI y rinep6onisoBaHOMY
nepekoTtunoni. Moro rinku yo-
COO6NIOIOTb Pi3Hi Joni, 3namaHi Ta
rnepenseTeHi 3 TucsYamMm iHWNX

y cninbHOMY BUpi genopTaLii. A
rnonoTHa pybeponay CMMBONI3y-
IOTb TPYAHOLL MOBEPHEHHS A0
Kpumy niicna genopTauil, Konu
YXXUT/I0 YacTo 3BOAMNN 3 Hanae-
LeBLLMX MaTepianiB. YTiM, y UMX
obpasax XeBpi€ XXUTTECTINKICTb:
ycepeauHi «Tucadi ronie» npmxo-
BaHO TUCAYI HACIHUH — KYNBTYPHUX
LiHHOCTEW, TpaauLin i ceHciB, SKi
nepenarTbCs gani, HaBiTb 3a YMOB
HaCUNbHULIbKOIO PO3pUBaHHS. A
noBepHEHHS Ta BiabynoBa MOX/N-
Bi. MoBYa3Ha BMpas3HicTb AincTBa,
NaKOHiYHa MPOMOBUCTICTb 3any4ye-
HUX MaTepianiB Ta Aewo TPUBOXK-
HWI WEPXIT 3aHYPIOOTb Magadvis

y 30cepen)keHe crnornsgaHHs

Ta crniBnepeXxmBaHHS KOJTEKTUB-
HOI Tparegail, iKa iHTYITUBHO, 6e3
PO310rnX NOSICHEHb BragyeTbCcs B
ecTtax Xaninosa ta KaypmaHa.



ROMAN
MYKHAILOV
(1989)

MORZE CZARNE,
2015—2025
AKRYL

NA PLOTNIE

Malarstwo jest zazwyczaj po-
strzegane jako medium z zasady
niepolityczne. Jednak dla Romana
Mykhailova — kijowskiego artysty
pochodzgcego z Charkowa — bar-
dzo wazne jest utrzymanie ostrosci
i aktualnosci wypowiedzi nie tylko
w instalacjach, ale tez w grafice i
malarstwie inspirowanym ruchem
post-graffiti. W wywiadzie z 2019
roku dla platformy YourArt artysta
tak komentowat kierunek swojej
pracy: ,,Staram sie wyczuwac puls
czasu. Podoba mi sie naswietlanie
kwestii spotecznych. Chce, zeby w
mojej tworczosci czu¢ byto ducha
czasow, w ktorych zyje”.

Rok 2014 byt dla artysty przetomo-
wy. Morze Czarne to tytut cyklu roz-
poczetego po probie aneksji Krymu
i poczatku wojny. Serie na réznych
etapach uzupetnity grafiki, kultowa
juz instalacja Cienie ze spalonymi
okretami oraz kilka wariacji malar-
skich, z ktorych ostatnia trafita na
wystawe.

Monochromatyczny obraz kontra-
stuje z innymi ,,gtosnymi” ptétnami
artysty. Monochromatycznosc nie
réwna sie jednak monotonii. Po-
wierzchnia ptétna jest dynamiczna

i zaleznie od tego, jak przesuwa sie
po niej wzrok widza, ujawnia rézne
tekstury. Linia horyzontu oddziela tu
czarne od jeszcze ciemniejszego. To
gorzka i trafna metafora ukochane-
go przez wielu morskiego krajobrazu
Krymu, ktérego Ukraincy nie mogag
obecnie podziwia¢. Zamiast tego
istnieje on w mroku wyobrazni.

WHAT WE TALK ABOUT WHEN WE TALK ABOUT CRIMEA

ROMAN
MYKHAILOV

BLACK SEA,
2015—-2025
ACRYLIC

ON CANVAS

(1989)

Painting is usually seen as an inher-
ently non-political artistic medium.
Yet Roman Mykhailov, a Kyiv artist
originally from Kharkiv, believes that
it is important to keep not only his
installations but also graphic works
and paintings (the latter inspired by
the post-graffiti movement) incisive
and topical. Commenting on the
direction of his practice in a 2019
interview for the publication YourArt,
he stated: “l am trying to find the
pulse of the time. | like engaging
with social topics. | want my works to
convey the feeling and the spirit of
the time | live in”.

2014 marked a turning point in
Mykhailov’s practice. The cycle of
works he started after the annex-
ation of Crimea and the outbreak

of the war bears the umbrella title
Black Sea. At various points, Black
Sea included graphic works, the now
iconic installation Shadows with its
burned ships, and several variations
of the painting whose last version is
on view in this exhibition.

The monochrome painting con-
trasts with the rest of the artist’s ex-
pressive and “loud” pictorial pieces.
Yet monochrome does not mean
monotonous. As the viewer’s gaze
glides over it and the angle of view
changes, the surface of the canvas
emerges as dynamic and reveals its
different textures. The horizon line
separates black from even blacker.
This is a bitter and pointed met-
aphor for the Crimean seascape,
beloved by so many. Ukrainians
cannot see it today; it only exists in
the imaginary darkness.

ROMAN
MIHAYLOV

QARA DENIZ,
2015—-2025 _
KETEN BEZI
UZERINDE
AKRIL

(1989)

Resim sanati, adetince, siyasiy ol-
magan bir bediiy vasta olaraqg gabul
etile. Fagat, Kiyivde yasagan Har-
kivli ressam Roman Mihaylov iciin,
ifade keskinligi ve aktualligini yalifiz
instalasiyalarda degil, ayni zamanda
post-grafiti areketinden ilham algan
grafika ve resim sanatinda da saqg-
lamaq miimdir. 2019 senesi YourArt
nesiri iclin bergen intervyiisinda
ressam 0z isinif yonelisini bdyle
izaatladr: “Men zamannif sifiirini is
etmege tirigam. Men ictimaiy mev-
zularni yayinlamagni sevem. Eserle-
rim vastasinen yasaganim zamannifi
duygusi ve ruhu s etilgenini isteyim”.

Sanatg¢inif faaliyeti iclin defislv
devri 2014 senesi oldi. “Qara deiiz”,
Qinm isgalinden ve cenk bagslan-
ganindan sof baslangan eserler
sirasinii umumiy adi. Fargh basa-
maglarda siraniii terkibinde grafik
eserler, artiqg mesur olgan “Kolgeler”
adli instalasiya (yaqilgan gemilernen)
ve resimnin bir ga¢ ¢esiti bar edi,
sofikisi sergige qosuldi.

Bir renkli resim, onif galgan eks-
pressiv ve parlag resimlerinden
farglana. Amma bir renkli yeknesaq
demek degil. Resimnifi tsti dinamik
alga saip olip, seyircilerniii baqis!
areket eter ve kdrme kosesi defiisir
eken fargli teksturalarni kdstere. Bu
yerde ufuq sizigi garani daa ziyade
garadan ayira. Bu resim kederli ve
dogru: o, coqusi taradindan pek
sevilgen, amma bugin Ukrayinler
koremegen Qirim defiizinii man-
zarasini temsil ete. Ve simdi oni tek
tasavur etilgen qaranligta kormek
mumkdin.

POMAH
MUXAMNOB
(1989)

HYOPHE MOPE,
2015—-2025
AKPUJI

HA TOJIOTHI

YXnsonuc 3assmyanm CripummaroTb
K MMTOMO He-MNOMITUYHUIA XyO0XK-
Hin megiym. MNMpoTte ana PomaHa
MuxannoBa, KUIBCbKOrO MUTLLA
poaoMm i3 XapKkoBa, BaXK/INBO
36epiraTn rocTpoTy Ta 3106040eH-
HICTb BUC/IOBJ/IIOBaAHHS He NinLle

B iHCTansuisax, ane ny rpadidi ta
YXUBOMMUCI, iIHCMipOBaHOMY PYXOM
noctrpadiTi. B iHTepB'to 2019 poky
Ons BugaHHS YourArt XyooXKHUK KO-
MEHTYBaB HarpsiIMOK CBOET pO60THU
TaK: « Hamaratocs HamauaTn HepB
nobu. MeHi nopgob6aeTbcsa TpaHe-
NOBaTU couianbHi TeMu. Xouy, LWoo6
yepes Mol poboTK NepenaBanocs
BiOYYTTS Ta AyX Yacy, B AKOMY S
XKUBYM.

MepenoMHUM ANns NpakTUKK
XyooXxHUKa ctaB 2014 pik. «4opHe
Mope» — 3arasibHa HasBa LUKy
TBOpPIB, PO3Mo4YaToro nicns cnpobm
aHekcil Kpumy Ta noyaTKy BiiHW.
[lo UMKNy Ha piBHMX eTanax BXoau-
nu rpadidyHi TBOpU, BXE KyNbTOBAa
iHcTanauia «TiHi» 3 obnaneHnmMmn
Kopabnamu Ta gekinbka Bapiauin
XXMBOMUCHOIO MOJIOTHA, OCTaHHSA 3
SIKUX YBiMLLa 0O BUCTABKU.

MoHOXpOMHa KapTuHa KOHTpacTye
3 PELUTOI NOro eKCrnpecuBHOro Ta
«ry4yHOro» xmsonucy. lNpoTte mo-
HOXPOMHE He JOPiIBHIOE MOHOTOH-
HoMYy. [loBEPXHSA MONOTHA NOCTae
OMHaMIYHOIO Ta BUSIBJISIE Pi3Hi TEK-
CTYpPU Yy Mipy TOro, IK HEO KOB3a€e
nornsag rnagadie i 3MiHIOETbLCS KYT
30py. JTiHiS rOpU30HTY TYT BigAainsae
YyopHe Bif iLe YopHiworo. Lle ripka
1 ToyHa meTadopa 3anob6/1eHOro
6aratbMa KpUMCbKOro MOPCbLKOro
Kpaesuay, SKUM yKpaiHui HUHI He
MOXYTb N06a4YUTU. | AKNI HaTO-
MiCTb iCHY€E NnLle B YSIBHIN TEMPSBI.
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L~Jestem qirmli. Jestem coérka
krymskiego stepu. Bede pamigtac
ofiary, katow i tych, ktorzy patrzyli
bezczynnie. Jestem matkg” —
skanduje z ekranu Emine Ziyatdin.
Urodzona w Uzbekistanie w rodzinie
deportowanych z Krymu w 1944
roku Tatarow Krymskich artystka
mieszka i pracuje w Londynie i
Kijowie. Jej praktyka tgczy fotogra-
fie dokumentalng, sztuke wizualna,
prace z archiwami, dziatalnos¢
narzecz obrony praw cztowieka i
pisarstwo. Projekty artystki skupione
sg na tematach pamieci zbiorowej,
tozsamosci i doswiadczeniu wygna-
nia. W pierwszych latach po probie
aneksji Krymu Emine Ziyatdin doku-
mentowata zmiany w zyciu potwy-
spu, opisywata, jak narasta strach,
jak znikajg ludzie, zbierata historie
rodzin porwanych krymskotatar-
skich aktywistow i cztonkow wtasnej
rodziny. Dzis jej gtos — dostownie i
metaforycznie — rezonuje z ukrain-
skg sztukg wspotczesna.

Jestem cdrka swojego ojca tgczy wi-
deo, dzwiek i tekstualne panneau na
podstawie szesciu fotografii wyko-
nanych w okresie od 1914 do 2020
roku, tgcznie z autorskimi zdjeciami
Emine Ziyatdin, na ktérych widnieja
jej ojciec i corka w stepie. Praca
opowiada o stuleciach represiji,
wygnaniu i przemocy systemowej,
ktorych zaznali Tatarzy Krymscy —
rdzenna muzutmanska ludnos¢ Kry-
mu — zaréwno przed jak i za czaséw
wtadzy radzieckiej i rosyjskiej. Tytut
pracy odwotuje sie do krymskota-
tarskiego zwyczaju przekazywania
nazwiska, ktory istniat przed rusy-
fikacjg Krymu. Jest takze metaforg
przekazywania tradycji i ograniczen,
ktore nieuchronnie sie z tym tgcza.

Postac ojca — jednoczesnie obec-
nego i nieobecnego — staje sie
symbolem mitosci, wtadzy, dziedzic-
twa i traumy. Wspomnienia trzech
pokolen krymskotatarskich kobiet
ukazujg ztozone wyobrazenie ojczy-
zny, kobiecosci i trwania kultury w
obliczu zniszczenia. A wtasne ciato

i gtos artystki staje sie przestrzenig
przywrocenia wtadzy nad tozsa-
moscig. Przez osobistg opowiesc
Emine Ziyatdin pokazuje tragiczne
wydarzenia w historii swojego naro-
du i trudnos¢ dostepu do niej poza
»,ekranami” milczenia i zacierania.
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“I'am Qinmli. | am a daughter of
Crimean Steppe. | will remember
the victims, the perpetrators, and
the bystanders. | am a mother”. This
is Emine Ziyatdin herself speak-

ing to us from the screen. Bornin
Uzbekistan to a family of Crimean
Tatars who had been deported from
Crimea in 1944, the artist now lives
and works in London and Kyiv. Her
practice combines documentary
photography, visual art, archival
research, human rights activism,
and writing, with projects focusing
on the themes of collective memory,
identity, and the experience of exile.
In the first years after the annexation
of Crimea, Emine recorded changes
in the life of the peninsula, docu-
menting the growth of fear and the
disappearances of people, and pre-
serving the stories told by families of
kidnapped Crimean Tatar activists
and her own relatives. Today, her
voice, literally and metaphorically, is
a resonant manifestation of contem-
porary Ukrainian art.

| Am a Daughter of My Father com-
bines video, sound, and textile pan-
els based on 6 photographs taken
between 1914 and 2020, including
photos Emine Ziyatdin herself took
of her father and daughter in the
steppe. The work tells us about
centuries of repression, exile, and
systemic violence experienced by
the Crimean Tatars, the indigenous
Muslim community of Crimea, both
before and during the rule of the
Soviet Union and then the Russian
Federation. The title refers to the
Crimean Tatar custom of passing on
surnames that predates the Russifi-
cation of Crimea, which reflects the
transmission of tradition, as well as
the limitations such transmissions
inevitably entail.

The figure of the father—simultane-
ously present and absent—appears
as a symbol of love, power, herit-
age, and trauma. The memories of
three generations of Crimean Tatar
women illuminate complex notions
of homeland, femininity, and cultural
survival in the face of destruction.
The artist’s body and voice trans-
form into a gesture of regained pow-
er over identity. Through her person-
al narrative, Emine Ziyatdin reveals
the tragic events in the history of her
people, and the difficulty of access-
ing this history through the filters of
silence and erasure.
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“Men Qirrmhm. Men Qirim ¢olinin
gizim. Qurbanlarni, cellatlarni ve
areketsiz seyir etkenlerni hatirlayca-
gim. Men anam”, — ekrandan birinci
sahis adindan dey Emine Ziyatdin.
Ozbekistanda, 1944 senesi Qirm-
dan sirglin etilgen Qirmtatarlarnii
qgorantasinda doggan Emine Ziyat-
din simdi Londra ve Klyiv arasin-
dayasay ve calisa. Onin faaliyeti
vesiqali fotoresim, korlilme sanat,
arhiv isi, aq qoruyiciliq ve yazicilig-
ni birlestire. Leyhalari ise kollektiv
hatira, kimlik ve sirglinlik tecribesi-
ne diqgat ete. Qinmnifi isgalinden
sofiraki ilk yillarda Emine Ziyatdin,
yarimadadaki yasayis defigsmelerini
vesiqalastirdi, gorquniii artmasini ve
insanlarnii gayip oluvini qayd etti,
gaciriigan Qirimtatar faallerinifi ve 6z
ailesinifi ikayelerini sagladi. Buglin
onin sesi em tam manasinen, em de
mezaciy olaraq Ukrayin zemaneviy
sanati iciin rezonanslidir.

“Men babamnii qizim” eseri 1914-
2020 seneleri arasinda yapilgan

alti fotoresim esasinda video, ses
ve tekstil pannoni birlestire. Fotore-
simler arasinda su cimleden Emine
Ziyatdin tarafindan yapilgan soylari
da bar: ¢olde babasi ve qizi. Eser,
sovet ve rus rejimlerinden evel ve
bu rejimler vagtinda Qirimnif tamir
musulman cemiyeti olgan Qirmta-
tarlar basindan kecirgen yiiz yilliq
basqlilar, stirglinlik ve sistematik zor-
balig agqinda ikaye ete. Adi, Qirm-
niA ruslastiriimasindan evel olgan
Qinmtatar soyadini berliv adetine
atif ete ve bu ananede gacinilmaz
olaraqg bulungan anane ve sifirrlav-
larnii miraslanmasini aks ettire.

Ayni zamanda bar olgan ve olmagan
baba sahisi sevgi, quvet, miras ve
travmanifi timsali olaraq garsimizga
ciga. Uc nesil Qinmtatar gadininifi
hatiralari yoq etiliv 6glinde Vatan,
gadinlig ve medeniy sag galma
aqqginda quyin fikirlerni aydinlata.
Ressamnii bedeni ve sesi ise kimlik
Uzerinde nezaretni keri alma isareti-
ne cevirile. Oz sahsiy ikayesi vastasi-
nen Emine Ziyatdin halqiniii tarihin-
daki faciali vagialarni ortaga ¢igara
ve sessizlik ve silliv “ekranlan”nifi
tisinda bularga iristivnin giyinhglarini
kOstere.
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«H — kKnpumnn. 4 — ooHbKa KpUM-
CbKoro cteny. A nam’atatumy
XEPTB, KaTiB i TUX, XTO 6€34i/1bHO
cnocTepiraB. 4 — MaTuy», — MaHi-
decTye 3 eKpaHa Bifg nepLuoi ocobm
EmiHe 3iaTaiH. Hapoa)keHa B Y36e-
KUCTaHi B pOAVHI AenopToBaHMX

i3 Kpnmy 1944 poKy KpUMCbKUX
TaTap, MUCTKUHS HUHI XXUBE 1 npa-
o€ Mix JlonaoHoM i Kuesowm. i
rnpakTMKa NoegHYe JOKYMEHTaNbHYy
doTorpadito, BidyanbHe MucTe-
LTBO, pO60OTY 3 apxiBaMmu, NpaBo-
3aXUCHY aKTUBHICTb i MMCbMEH-
HUUTBO. A NPOEKTUN 30CEPEOIKEHI
Ha TeMax KONeKTUBHOI namM’aTi,
i0EHTUYHOCTI Ta AOCBiAY BUrHaHHS.
Y nepLwi poku nicnsa aHekcii Kpumy
EmiHe 3iaToiH pokymeHTyBana 3mi-
HW B XKUTTI NiBOCTPOBA, pikcyBana
HapOCTaHHSA CTpaxy Ta 3HUKHEHHS
nogen, séepirana ictopil poanH
BMKpPaOEHUX KPUMCbKOTaATapCbKUX
aKTUBICTIB i YHaCTUHW BNACHOI po-
OnHn. CborogHiii ronoc, 6ykBanbHO
i MeTadopUYHO, — PE30HAHCHUN
019 YKPATHCbKOro Cy4acHOro Mmc-
TeuTBa.

«$ — noHbKa CBOro 6aTbKa» Noea-
HYE Bifl€0, 3BYK i TEKCTWU/IbHi NaHHO
Ha OCHOBI WecTu doTorpadin,
CTBOPEHUX Y NPOMIXKKY 31914 oo
2020 poKy, BK/IHOYHO 3 aBTOpP-
CbKNUMMU 3HiIMKamMu Emine 3iaTain,
Ha SKNX 3006pa)keHili Tato Ta
OOHbKay cTeny. Po6oTa onosigae
Mpo CTONITHI penpecil, BUrHaHHS

1 CUCTEMHE HAaCUNbCTBO, SKUX
3a3Hanm KPUMCbKi TaTapu, KOpiHHa
MycyfnbMaHCbKa rpomaga Kpumy,
K [10, TaK i 3a YaciB paasHCbKOI Ta
pocincbkol Bnagu. Hazea nocu-
NaeTbCs Ha KPUMCbKOTaTapCbKnm
3BMYal nepegaBaHHs NPi3BMLLA,
AKNIM icHyBaB o pycudikauii Kpm-
My, Ta Bigobparkae crnagkyBaHHs
TpaauLil Ta o6MexXeHb, SKi us Tpa-
AL HEMUHYYE MICTUTD.

MocTaTb 6aTbka — OQHOYACHO
MPUCYTHbOIO Ta BiACYTHLOIO —
nocTae CMMBOJIOM NO60BI, Bfaaw,
crnagwuHu i Tpasmun. Cnoragm
KPUMCbKOTaTapCbKMX XiHOK TPbOX
MOKONiHb BUCBITNIOOTb CKNag-

Hi yIBNEeHHS Npo 6aTbKiBLLMHY,
XKIHOYHICTb | KYNbTYPHE BUXKMBaAH-
HS nepeg 06nY4YsIM 3HULLLEHHS.

A BnacHi Tino n ronoc XygoXHuu,i
NepeTBOPIOTLCS Ha XXECT NoBep-
HEHHS BNagu Hapg, ifeHTUYHICTIO.
Yepes ocobucTy onosigb EmiHe
3iaTaiH po3kpuBae TparivyHi noaii B
icTopil cBOro Hapoay Ta ckiagHicTb
OOCTyny 00 HEl no3a «eKpaHamMmny»
MOBYaHHS 1 3aTUPaHHS.
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Urodzony na Krymie i tymczasowy
mieszkaniec Paryza, Yuri Yefanov

w ostatnich latach pracuje nad ideg
utrzymania kontaktu z miejsca-

mi niedostepnymi ze wzgledu na
rosyjskg inwazje na Ukraine. Tworzy
interaktywne przestrzenie na silniku
do gier wideo Unreal Engine, zeby
zrekonstruowac z pamieci wazne dla
niego lokacje — rézne czesci Kry-
mu, teren festiwalu land art we wsi
Mohrycia na Sumszczyznie. Celem
rekonstrukcji nie jest wiarygodne
odzwierciedlenie, ale oddanie obra-
zu i atmosfery miejsca — ,,odczytajg”
je ci, ktorzy kiedys je znali. Yefano-
vowi chodzi o ciepto wspodlnego
rozpoznawania i pamietania, swoistg
grupowa solidarnos¢ wokot idei
drogich sercu miejsc.

W animacji artysta nie tyle odtwarza
krajobraz potudnia Krymu, ile mode-
luje publiczng przestrzen, by wcielaé
W nig alternatywne scenariusze te-
razniejszoscii przysztosci. Wysokie
pirsy i nadmorskie skaty, dla ktérych
natchnieniem byt krajobraz rodzin-
nego Gurzufa, a doktadnie — linia
brzegowa legendarnego niegdys
pionierskiego obozu dla dzieci
»Artek”, ktory Federacja Rosyjska
wykorzystuje dzis jako miejsce ide-
ologicznej indoktrynacji. W symulaciji
cyfrowej kierowane przez Al posta-
cie biorg udziat w konkursie skokow.
Yefranov planuje zorganizowac taki
konkurs po powrocie do wyzwolo-
nego Krymu — w koncu tylko tam wi-
dziat ten specyficzny rodzaj skokow
z fontanng wodnych rozbryzgow.
Idea improwizowanej olimpiady
uosabia sprzeciw wobec hierarchii i
radykalng demokratyzacje miejsca,
w przeciwwadze do przemocy, ktorej
dopuszcza sie wobec krajobrazu
agresor. ,Krymskie skoki” stajg sie
forma komunikaciji ze wspolnota,
ktora od dawna zyje w autorytarnym
spoteczno-politycznym rezymie —
komunikaciji przez lokalng tradycje w
czasach, gdy zwykty jezyk przestat
dziatac.
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THE WORK WAS
CREATED WITH

THE PARTICIPATION
OF VITALIY KOKHAN

In recent years, Yuri Yefanov, a
native of Crimea currently residing
in Paris, has been working with the
idea of maintaining contact with
places that are inaccessible due to
the Russia-Ukraine war. He recon-
structs, from memory, locations that
are important to him (different parts
of Crimea, the space of the land art
festival in the village of Mohrytsia in
Sumy region) by creating interactive
spaces with the Unreal Engine video
game software. While not necessar-
ily fully accurate, these reconstruc-
tions convey the character and the
atmosphere of the place, recogniz-
able to those who have visited it. For
Yefanoy, this practice is about the
warmth of shared recognition and
remembering, a kind of collective
solidarity built around the idea of
places we hold dear.

In the animation part of the work,
the artist goes beyond recreating
the southern Crimean scenery; he
provides a model of public space
that could embody alternative sce-
narios of the present and the future.
The high piers and rocks by the sea
are inspired by the landscape of

his native Hurzuf, and in particular
the coastline of the once legendary
Artek children’s camp, now used by
Russia for the purposes of ideo-
logical indoctrination. In a digital
simulation, Al-controlled characters
participate in diving competitions.
Only in Crimea has Yefanov seen
these peculiar dives, which were
always accompanied by extraordi-
narily large splashes, and he plans
to organize a real-life version of this
competition upon returning to the
liberated peninsula. For Yefanov, the
idea of an improvised diving cham-
pionship symbolises radical democ-
ratization of the space and the
rejection of hierarchies, intended to
directly contrast the violence inflict-
ed on the landscape by the aggres-
sor. These “Crimean dives” emerge
as a form of communication with a
community that has lived under an
authoritarian socio-political regime
for so long that it now must rely on
local traditions, now that standard
language has stopped working.
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KOK ELEKTRON
DALGALARININ
SINUSOI_DAL
AREKETIN
OLARNIN QOQUSINI
IS ETKENCE BAQTIM,
2025
KERCEK VAQITTA
KOMPYUTER
SIMULASIYASI,
SUNIY OSUMLIKLER
TEREK, TEKSTIL

BU ESER

VITALIY KOHANNIN
ISTIRAGI ILE
YARATILGAN

Qirimda doggan ve vaqtinca Pariste
yasagan Yuriy Yefanov sofiki yillar
Rusiye-Ukrayina cenki sebebinden
irisiimez cografik nogtalarnen bag
tutuv gayesi lizerinde calisa. O,
Unreal Engine video oyunlariicin
interaktiv mekanlar yarataraq, 6zU
icin miim olgan yerlerni — Qirnmnifi
fargli bolgelerini ve Sumi vilayetin-
deki Mogritsa koytinde teskil etilgen
lendart festivalinif territoriyasini
afizasindan rekonstruksiya ete. Bu
rekonstruksiyalar vesiqall dogru
olmagqgtan ziyade, bir zamalari bu
yerlerni ziyaret etkenlernin kozlin-
den “oqulgan” yerlernifi manzarasi
ve miiitini ikaye ete. Yefanov icln
bu, ortag tanima ve hatirlamanifi
sicagligi — qiymetli mekanlar gayesi
etrafinda sekillengen kollektiv bir-
demliktir.

Esernii animasion gisminda ressam
yalifiiz cenlibiy Qirim manzarasini
yaratmay, o, simdiki ve keleceknif
alternativ senariylerini aks ettirmek
iclin cemaat meydanini modelley.
Deniz yanindaki ylksek iskeleler ve
qayalar, tuvgan Gurzufinii manzara-
sindan ilhamlanip yapilgan. Yani, Ru-
siye Federatsiyasi buglin mefkireviy
terbiye iclin qullangan efsaneviy
“Artek” bala lagerinifi yalisi. Digital
simulasiyada Suniy Aqil tarafindan
idare etilgen garamanlar sicrama
yarislarinda istirak eteler. Yefanov,
azat etilgen Qirimga gaytgan sof,
boyle tedbirni teskil etmekni plan-
lastira, ¢linki bu tlir sicramalarni o,
tek anda korgen eken. Onifi i¢lin,
improvizasiya cempionati gayesi,
tecavuzcinii landsaftga yonelgen
zorbaliq areketlerine garsi, iyerar-
hiyadan vazgeciv ve yernii radikal
demokratizasiyasini temsil ete.

Bu “Qinm sicramalar1” ¢oq vaqit
devaminda avtoritar ictimaiy-siyasiy
rejim altinda yasagan cemiyetnen
kommunikasiyanii bir sekli olaraq
ortaga ¢iga — alisilgan tilnifi islemez
alda kelgeni zamanlarda lokal anane
vastasinen qurulgan bir kommuni-
kasiya.
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POBOTA CTBOPEHA
3A YHACTHO BITAJIIA
KOXAHA

YpoaykeHeub Kprmy 1 TuimyacoBui
»wutenb MNapuxy, KOpin EdaHoB oc-
TaHHIMU pOoKaMuM NpaLtoe 3 ineeto
36€epPEeXXEHHS KOHTaKTYy 3 HEOCTYM-
HUMM Yepe3 POCINCbKO-YKPaAIHCbKY
BiMHY reorpadiyHMMm TouKkamu. BiH
CTBOPIOE iHTEPAKTUBHI NPOCTOPMU B
codTi ona sigeoirop Unreal Engine,
LWo6 peKoHCTpytoBaTH 3 Nam’s-

Ti BaXXNMBi NOMY NOKaLil — pPi3Hi
yacTuHU Kpumy, Teputopito pec-
TUBanto neHpapTy B ceni Morpuus
Ha CymuwmHi. Lli peKkoHCTpyKUiT He
TaK JOKYMEHTasIbHO AJOCTOBIPHI, 9K
paglle nepegatoTb 06pa3s M aTMoc-
depy Micub, SKi «3UUTYIOTb» Ti, XTO
caM Konuchb iX BigBiayBaB. EdpaHoBy
TYT ieTbCsa NPO TEMOTY CMNiNIbHOro
Bri3HaBaHHS Ta NamM'aTaHHs, Taky
CO6i KONEKTUBHY COJlifapHICTb
HaBKOJ0 igel A0POrmx MiCLMH.

B aHiMaUirHin YacTnHI po60TU Xy-
JOXXHUK HE NPOCTO BiATBOPIOE MiB-
OEHHOKPUMCBLKNI KpaeBng, — BiH
MoZaentoe nNy6ivyHnimm NpPocCTip Ans
BTiNEeHHS afnbTepHaTUBHUX CLIeHa-
pilB TENepIiHbOro M ManbyTHLOrO.
Bucoki nipcu Ta ckeni 6ing mop4
HaTXHeHi naHgwadToM pigHOro
ons Hboro [ypsyda. A came — be-
peroBol NiHiT nereHgapHOro Koanch
onTa4oro Tabopy «ApTek», AK1in
Pociricbka ®epnepalis cborogHi
BMKOPWUCTOBYE A5 iD€0N0ri4YHO-
ro BUXOBaHHS. Y ANAXKUTaNbHIN
cmmynsuit keposaHi LI nepcoHa-
XKXi 6epyTb y4acCTb Y 3MaraHHsX 3i
CTPWNOKiB. EPpaHOB NaaHye opraHi-
3yBaTW TakKi, KoM NOBEPHETLCS 00
3BifibHeHOro Kpmnmy — agxxe nuuwe
TaM BiH 6a4uB Ui crneundidHi BUan
CTPUOKIB i3 HaA3BNYaAMHOLO KYMNOH
6pun30K. [Ansa Hboro iges iMmnpoBi-
30BaHOro YEMMiOHATY YOCO6/10e
BiAMOBY Bif iepapxin Ta pagnkanb-
HY AEMOKpaTK13aLito Micus, Ha Npo-
TUBary HaCUIbHULBKNM LiIM, SKi
CKepoBYye Ha naHawadT arpecop.
Lli «<KpnMCBbKi CTPUBKM» NOCTal0Th
dopMoIo KOMYHIKaLT 3 rpomMaoto,
O TpmBanuim yac nepebyBae B
aBTOPUTAPHOMY COLIOMONITUYHO-
My pPeXnMi — KOMyHiKauiT Yepes
JIOKanbHY TPaauL,io B Yacu, Konu
3BMYHa MOBa nepecTana npauto-
BaTMW.
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MOJE MORZE,
2014—OBECNIE
TECHNIKA
MIESZANA
NA PLOTNIE
| PAPIERZE

Oleksii Borysov — artysta, w latach
dziewiecdziesigtych cztonek le-
gendarnej grupy ,Litera A”. Mieszka
w Charkowie, gdzie jako wolonta-
riusz wspiera Sity Zbrojne Ukrainy.
Obecnie zawodowo zwigzany jest z
teatrem, nie rezygnuje z dziatalnosci
artystycznej — zajmuje sie malar-
stwem i grafikg, pracuje z rézno-
rodnymi technikami i materiatami.
Jego metoda przypomina nieustan-
ne prowadzenie notatek na temat
codziennego zycia podczas woj-

ny — nie tyle w dostownym sensie
dokumentowania, ale obrazowania.
Artysta ttumaczy: ,,Zdarza mi sie
malowac w teatrze, w pracowni, w
domu, codziennie cos tworze. Tech-
nicznie wychodzi réznie, bo pracuje
z tym, co akurat mam pod reka. To
faktycznie jest dziennik. M&j wizual-
ny odzew na wojne. Jesli cos nie jest
O Wojnie, to jej na przekor .

W 2014 roku, po dokonanej przez
Rosje prébie aneksji Krymu — uko-
chanego miejsca wielu pokolen
artystéw, gdzie rowniez Borysov
bywat regularnym gosciem — artysta
zaczat tworzyc¢ i stale powiekszac
cykl pejzazy. Prace réznig sie pod
wzgledem maniery wykonania i
przekazu. Jedne przedstawiajg nie-
gdys idylliczne krajobrazy wybrzeza.
Inne odwotujg sie do konkretnych
miejsc (na przyktad Liska — Lisiigj
zatoki) lub niepokojgcych widokdéw
tymczasowo okupowanego potwy-
spu ze stynnymi ,,zielonymi ludzika-
mi”. Czes¢ prac zawiera wezwanie
do dziatan politycznych, powta-
rzane u Borysova niczym mantra:
Maoj Krym, i Moje morze zostang
przywrocone! Wspolny mianow-

nik wszystkich jego prac stanowi
horyzont nad ,jego morzem”. Prace,
zgodnie z zamystem autora, zostaty
wyeksponowane tak, by tworzyty
nieprzerwana linie. Lacza sie w niej
urywki wspomnien i symbolicznie
odtwarzany jest krajobraz, ktérego
nie mozna dzis zobaczy¢ na wtasne
oczy.
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OLEKSII
BORYSOV

(1965)
MY SEA,
2014—ONGOING
MIXED MEDIA
ON CANVAS
AND PAPER

Oleksii Borysov, artist and member
of the legendary 1990s Letter A gro-
up, lives in Kharkiv. In recent years,
he has been working in theatre there
and helping the Armed Forces of
Ukraine as a volunteer. At the same
time, he maintains a studio practi-
ce, creating paintings and graphic
works, and implementing various
techniques and materials. His prac-
tice resembles the incessant re-
cording (in a figurative sense, rather
than in the literal and documentary
sense) of everyday life during the
war. The artist comments: “My daily
process of drawing happens in the
theatre, in the studio, at home, whe-
re | am doing something or other

all the time. The pieces turn out dif-
ferently from the technical point of
view because | use whatever | have
at hand. It is a diary, truly. This is my
artistic reaction to the war. If what |
make does not speak about the war,
then it speaks in spite of the war”.

After the attempted annexation of
Crimea, Borysov was no longer able
to visit the peninsula—a place of
power beloved by multiple gen-
erations of artists, and where he
himself was a regular guest. Despite
this, in 2014 he began a landscape
series to which he regularly adds
new works. The artworks vastly
differ in terms of style and message.
Some depict once idyllic coastal
landscapes. Others point to spe-
cific places (for instance, Lyska, or
Lysiacha Bay) or offer a disturbing
view of the temporarily occupied
peninsula with the notorious “little
green men”. Others feature calls

for political action that, in Borysov’s
case, resemble a mantra, as if to
say “My Crimea and My Sea will

be returned”! All works share the
image of the horizon seen above His
Sea. In line with the artist’s vision,
the pieces are exhibited in such a
way as to form a continuous line. It
connects fragmented memories
and offers a symbolic recreation of
alandscape that we are prevented
from seeing in real life today.

OLEKSIY
BORISOV
(1965)

MENIM DENiziM,
2014—ALA DAA
QARISIQ
TEHNIKA:
KETEN BEZI
"VE KAGIT
(UZERINDE

1990-Inci seneleri “Litera A” efsa-
neviy birlesmesinif igtirakgisi ve
ressam Oleksiy Borisov Harkivde ya-
say, anda sofiki yillarl ZSU ihtiyaclari
iclin gondllilik yapa ve teatrde calisa.
Amma ayni zamanda resim, grafika,
cesit usul ve malzemeler lzerinde
calisgan studiyasini terk etmey. OnifA
faaliyeti cenk vaqgtinda er kiinlik
ayatniii kercekliginifi devamli gayd
etilmesine osay — kercek vesiqgall
degil de, mecaziy manada. “Er kinki
resim yapuv teatrde, ustahanede,
evde — butiin vaqgit mesgul olganim
yerlerde yapila. Usul ceetten farqli
olip ¢iga, ¢uinki elime tlisken seyge
bagli. Bu kercekten bir kiindeliktir.
Bu menim cenk agqinda tasavu-
rimdir. Cenk agqginda olmasa, bufia
garsl!”, — dep ayta ressam.

Qinmnif ilhaq etiliiv tesebbiisinden
soi Borisov yarimadani korip ola-
magdanina bagmadan, 2014 senesi
Borisov manzaralar sirasini yapma-
ga basladi. Bu manzaralar bir ¢coq
ressamnii sevgeni ve Borisovnii
0zu sig-siq bargani bir quvet yerin-
den ilhamlanip yapildandir.

Eserler em yaplluv tarzi, em de me-
sajlari taradindan pek fargli. Bazilar
bir vaqitlari cennet kibi olgan yall
manzaralarini tasvirley. Biri, muay-
yen yerlerge (mesel3, Tilki korfezi) ya
davaqtinca isgal etilgen yarimada-
niA yarmay suretli “yesil adamciqglan”
ile tolu telasl manzaraga isaret ete.
Bazilarinda siyasiy areket cagiruvlari
bar, Borisovniii eserlerinde bu, bir
mantraga befzey: “Menim Qirimim”
ve “Menim dehizim” gqaytarilacaq!
Butlin eserlerde umumiy bir obraz
“Onifi defizi” lizerindeki ufug. Muel-
lifniA planina kore, eserler togtama-
gan bir sizigni teskil etecek sekilde
sergilene. O, bu hatira parcalarini
birlestire ve timsaliy olaraq buglin
kercekte kortlemeycek manzarani
yarata.

ONEKCIN BOPUCOB

(1965)
MO€ MOPE,
2014-AO0TENEP
MILLAHA
TEXHIKA
HA [10J10THI
N MATIEPI

XyOOXXHUK M YHaCHUK nereHgapHo-
ro o6'egHaHHA 1990-x «JliTtepa A»
Onekcin bopncos xnBe y XapKoBi,
e OCTaHHIMUM poKaMu BOJIOHTE-
puTb onsa notpeb 3CY i npautoe

B TeaTpi. Ane TakoXX He Nokngae
CTYAINHOT pO60TU 3 XKMBOMUCOM,
rpadikoto, pisSHOMaHITHUMW TEXHI-
KaMmu 1 MaTepianamu. Moro npak-
TUKa CXOXXa Ha HEBMUHHE 3aHO-
TOBYBaHHS AiINCHOCTI LLOAEHHOro
XXUTTSA B Hacu BiiHM — He ByKBasb-
HO-AOKYMEHTaNbHOro, a o6pas-
HOro. XyAOXHUK KOMEHTYE: «LLlo-
JeHHe MantoBaHHSA CK1agaeTbes

y TeaTpi, B ManCTepHi, yaoma, ae s
BECb Yac WoCch pobto. Buxoautb
Mo-pi3HOMY TEXHIYHO, 60O Ha TOMY,
Wwo nig pyku nonanocs. Lle gincHo
WoAeHHKK. Lie min o6pasoTBopumi
BMONX NPO BiMHY. AKLLO WOCH HE
Mpo BilHY, TO BCynepey».

Ycynepey HEMOXXTMBOCTI nicns
Ccnpo6bu aHekcil 6a4ynTn Kpyum —
3ant6/1eHe HEe OOHUM MOKONIHHAM
XYOOXHWKIB MicLie cunu, e cam
Bbopucos 6yBaB perynsapHo, — 2014
POKY MUTELLb MOYaB CTBOPOBATHU

i perynsipHo ONOBHIOBATU Cepito
nensaxis. PO60TK oy>Ke pi3Hi 3a
MaHEepOI BUKOHAHHSA Ta Meceyka-
Mu. [eaki 306pa)katoTb KONUCh
ionNivHi Nensax)i ysbepexk>xs.
OpHa BKasye Ha KOHKPETHI Micus
(Hanpuknag, Jincky —Jincauy 6yx-
TY) YU TPUBOXKHUIM KPaEBUI, TUM-
4acoBO OKYMOBAHOIoO MiBOCTPOBA 3
CYMHO3BICHUMU «3eN1EeHNUMWN YO0-
BiYkaMm». [1esKi MiCTSATb 3aK/INKKN
00 noniTu4HoI ail, y sunagky bopwu-
coBa CXOXXi Ha MaHTpy: «Min Kpnm»
i «kMoe Mope» 6yayTb NOBEpHeEH!
CninbHWIM 06pas B ycix poboTax —
LLe ropu3oHT Hag «oro Mopemy.
Po6oTun, 3a 3agymom aBTopa,
€KCIMOHYTbCA TaKk, W06 yTBOPUTU
6e3nepepBHy MiHito. BoHa 3'egHye
Mi>XX COBO0I0 Lii ypMBKKM cnioragis Ta
CUMBO/IYHO BiOTBOPIOE KPaeBUA,
SIKUN CbOrOAHI HEMOXXIMBO Moba-
YMUTU B peanbHOCTI.



ANTON
SHEBETKO

(1990)
SIMEIZ,

2022—0OBECNIE
ZDJECIA
ARCHIWALNE,
ZNALEZIONE
NAGRANIA,
NADRUK
NA TKANINIE,
ZIN

Z DODATKOWYMI
PRACAMI
MADAME ZHU ZHU
(EDWARD
TARLETSKY)

| ZHANNY SIMEIZ
(DENYS KRATT)

Anton Shebetko (on/jego) — artysta,
kurator i pisarz z Kijowa, ktéry od
2017 roku mieszka w Amsterdamie.
W swojej pracy skupia sie na proble-
mach, z ktérymi styka sie wspdlnota
LGBTQIA+ w Ukrainie, tematach pa-
mieci, utraty tozsamosci i mnogosci
historii. Shebetko pracuje przewaz-
nie z fotografig i wideo, bada mate-
riaty archiwalne i nagrywa wywiadly,
by uwydatni¢ osobiste i historyczne
konteksty opowiesci zawartych w
jego projektach.

Simeiz to wieloczesciowa instalacja,
u podstawy ktorej lezy historia miej-
scowosci kurortowej na potudnio-
wym wybrzezu tymczasowo okupo-
wanego Krymu. Jeszcze w czasach
radzieckich wokot lokalnej plazy
nudystow zbierata sie queerowa
wspolnota, a za czasow niepodle-
gtej Ukrainy dziatat tam kultowy klub
nocny i kabaret Jezy. Historie tego
miejsca i jego wspolnoty przekazata
Shebetce dyrektorka artystyczna
klubu, drag queen Zhanna Simeiz.
Jej opowies¢ zostata wydrukowana
w formie zina, wraz z archiwalnymi
fotografiami, obrobionymi wodg,
dzieki czemu wydajg sie rozmyte,
jakby zakamuflowane. Zin i wideo, a
takze przygotowane przez Shebetke
gadzety kabaretu Jezy moga okazac
sie jedyng pamiatka, po waznym,
niemainstreamowym obliczu Krymu
sprzed tymczasowej okupaciji.

Ten projekt to oda do drag-stolicy
Ukrainy, osrodka wolnosci, wyra-
zania siebie i mitosci, ktora jest
dzis powaznie zagrozona przez
homofobiczne ustawy okupantow.
Jednoczesnie, jak obiecata Zhanna
Simeiz, Marsz Réwnosci wréci ha
Krym — nazajutrz po jego wyzwole-
niu.
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ANTON
SHEBETKO

(1990)
SIMEIZ,

2022—ONGOING
ARCHIVAL
PHOTOS,
FOUND FOOTAGE,
PRINT ON FABRIC,
ZINE

WITH ADDITIONAL
WORKS BY

MADAME ZHU ZHU
(EDWARD
TARLETSKY)

AND ZHANNA SIMEIZ
(DENYS KRATT)

Anton Shebetko (he/him) is an

artist, curator, and writer from Kyiv
who has been living in Amsterdam
since 2017. His practice focuses on
the issues faced by the LGBTQIA+
community in Ukraine, as well as the
themes of memory, loss of identity,
and the plurality of history. Shebetko
mostly works with photography and
video, researching archival materi-
als and recording interviews to shed
light on the personal and historical
context of the narratives featured in
his projects.

Simeiz is a multi-component in-
stallation based on the history of a
resort village on the southern coast
of temporarily occupied Crimea.
Even during Soviet times, the queer
community gathered at the nudist
beach in Simeiz, which, in independ-
ent Ukraine, was home to the iconic
nightclub and cabaret Yezhy. The
history of this place and its com-
munity is recounted to Shebetko by
the club’s art director, drag queen
Zhanna Simeiz. Her story is print-
ed in the zine, along with archival
photographs that have been treated
with water, both blurring the images
and, in some way, camouflaging
them. The zine and the video, as well
as the Yezhy merch created by
Shebetko, might be the only traces
of an important, underground side
of Crimea—the way Crimea was
before the temporary occupation
started.

This project is an ode of remem-
brance and gratitude to the drag
capital of Ukraine, a hub of freedom,
self-expression, and love now under
threat of extinction due to the hom-
ophobic laws of the Russian Fed-
eration. However, as promised by
Zhanna Simeiz, the Equality March
will return to Crimea on the second
day after its de-occupation.

ANTON
SEBETKO

o (1990)
SiMEiz, _
2022-ALADAA

“ARHiV
FOTORESIMLERI,
TAPILGAN VIDEO,
KETEN UZERINDE
BASILIS,

ZIN

QOSMA iSLER
MADAM JU JU
(EDVARD
TARLETSKIY)

VE JANNA SIMEIZ
(DENIS KRATT)

Anton Sebetko (o/onifil) — 2017 sene-
sinden berli Amsterdamda yasagan
Klyivli ressam, yetekei ve yazicl. Oniii
tecribesi Ukrayinada LGBTKIA+
topluhdinifi garsilagsgani meseleler,
hatira, kimlik aybi ve tarihnifi ¢esit-
liligi mevzularina bagislana. Sebetko
esasen foto ve video ile calisa, arhiv
materiallarini tedqgiq ete ve leyha-
larinifi ikayelerinif sahsiy ve tarihiy
mundericesini aydinlatmaq icln
intervyller yaza.

“Simeiz”, coq qisimli instalasiya-
dir, onifi temelinde vaqgtinca isgal
etilgen Qinmnif Cenibiy yalisindaki
kurort kdyunif tarihidir. Sovetler
devrinde Simeizdeki ciplaglar plaji-
nin etrafinda queer topluliq toplana
edi, mustaqil Ukrayina vagtinda

ise “Yeji” adl aytuvli gece kulubi ve
kabare calisa edi. Bu yernifi ve onii
topluhginifi ikayesini Sebetkonen
klubnifi bediiy idarecisi, drag-queen
Janna Simeiz paylasa. Onifi ikayesi,
suvnen iglenilgen arhiv fotoresimle-
rinen beraber zinde yayinlangan; suv
aynl zamanda resimni em yuvip ala,
em de sanki oni gizley. Zin ve video,
bundan gayri Sebetsko tarafindan
azirlangan “Yeji” merci Qirimnii
emiyetli, esas agim olmagan tarafi-
na, vaqtinca isgalden evel nasil bir
yer olganina dair yekane hatira ola-
raqg galma tellikesini tagsimaqtadir.

Bu leyha, Rusiye Federatsiyasiniii
gomofobiya ganunlari sebebinden
gavyip oluv teliikesi altinda bulungan
Ukrayinanifi drag paytahti, serbest-
lik, 6zlini ifade etme ve sevgi mer-
kezine bagislangan hatira ve min-
netdarliq kdstertividir. Amma Janna
Simeiz s6z bergeni kibi, Musaviylik
yurlsi Qinmga, onif isgalden azat
etigeninden soiira ekinci kiini qay-
tacaaq.

AHTOH
LWEBETKO

. (1990)
CIMEIS3,
2022—-NOTENEP

APXIBH]
OOTOIPADI|,
SHAVNOEHUN
BIAEOMATEPIA/I,
APYKHA TKAH V\‘L)II_IIEI’

3 0OOATKOBMMUA
POBOTAMU
MALOAM XY XY
(EOBAPOA
TAPJIELUBKOIQ)

TA XXAHHW CIMEI3
(OEHNCA KPATTA)

AHTOH LLle6eTKo (BiH/MOro) —
XYOOXHUK, KypaTop i MMCbMEHHMK
i3 Knesa, sskunim 3 2017 poky Xunee

B AMcTepaami. Moro npakTtuka
30cepeaykeHa Ha npobremax,

SIKi NOCTaloTb Nepea CcriibHOTO
JIFBTKIA+ B YKpaiHi, Temax nam'aTi,
BTPATU iAEHTUYHOCTI Ta MHOXWH-
HoOCTi icTopil. LLle6eTko npautoe
3ae6inblioro 3 potorpadieto Ta
Bifeo, LOCNIO)KYE apXiBHI MaTe-
pianu 1 3anucye iHTepB'to, LLo6
BUCBITIUTU OCOBUCTUIN Ta iCTO-
PUYHWIN KOHTEKCTU OMNOBiAen CBOIX
MPOEKTIB.

«Cimei3» — 6araToKOMMNOHEHTHa
iHCTansuis, B OCHOBI IKOI — icTOpIs
KypOpTHOro cenuwia Ha liBaeHHo-
MY y36epeXxX Ki TUMYacoBO OKYMOo-
BaHoro Kpumy. LLle 3a pagsiHCbKMX
yaciB JOBKOJ1a HYAUCTCbKOro
nnsXy Cimeisa ryptyBanacs
KBIip-CMiNbHOTA, a 3a HE3aNeXXHol
YKpalHu GyHKLiIOHYBaB KY/1bTOBUM
HiYHWUI KNY6 Ta Kabape «KEXM».
IcTOpItO LBOro MicLs Ta MOro chifb-
HOTK nepepae LLiebeTky apTaon-
peKTopKa Ky6y, oper-kBiH XXaHHa
Cimeis. [i po3nosigp HagpykoBaHa
B 3iHi pa3om i3 apxiBHUMMK GOTO-
rpaciamu, 06po6IeHNMN BOAOIO,
siIka 0gHO4YacHO po3MMBae 306pa-
YKEHHS 1 HiIbM Kamyontoe iX. 3iH Ta
Bi0€0, a TAaKOX MepH «EXXiB», AKNIN
po3pobms LLIe6eTKO, pU3BUKYIOTb
3aNULWLNTUCS YN HE EQUNHOLO Nam'aT-
THO MPO BaXX/INBY, HEMENHCTPUMHY
cTopoHy Kpumy, npo Te, SKUM BiH
6yB [0 TUMYaCOBOI OKynalLlil.

Ller NnpoeKkT — opa nam'saTi Ta BASY-
HOCTI gper-ctonunui YkpaiHu, oce-
penKy cBo6oau, CaMOBUpPaXKEHHS
1 nto60BI, WO HUHI NepebyBace nij,
3arpo30t0 3HMKHEHHS Yepes roMo-
$o6Hi 3akoHM Pocincbkoi Pepne-
pauil. YTim, ik noobiusina XXaHHa
Cimeis, MapLu piBHOCTi NOBEPHETbL-
ca 0o Kpumy — Ha gpyrumn aeHo
nicns noro geokynaw,il.



ELMIRA
SHEMSEDINOVA

(1989)
NAPIETY
HORYZONT,
2022
OLEJ
NA PLOTNIE

Malarstwo i grafike ElImiry Shemse-
dinovej wyrdznia oryginalne rozwig-
zanie — tworzenie przemyslanej i de-
likatnej imitacji akwareli za pomocag
farby olejnej. Po ukoriczeniu akade-
mii, artystka zamiast zrezygnowac z
tego klasycznego medium, ciggle na
nowo odkrywa jego potencjat.

Do 2014 roku Elmira Shemsedi-
nova kazdego lata przyjezdzata na
Krym do swojego dziadka, znane-
go architekta, Tatara Krymskiego,
ktérego dom rodzina stracita po
aneksji potwyspu. Artystka malowa-
fa tam barwne, nasycone stoncem
nadmorskie etiudy. Pézniej, wybra-
ne sposrod wielu malunki staty sie
podstawg wielkich ptocien. W latach
2022—-2023 artystka namalowata
serie krymskich etiud — tym razem
juz z gtowy. Wryty gteboko w pa-
miec¢ obraz morskiego pejzazu za
kazdym razem odtwarzata inaczej.
Barwnos¢ szkicow z natury usta-
pita miejsca czarno-szarej gamie.
Nieobecnosé naturalnych koloréw
oznacza umownos¢ wspomnien, ich
dostowng i metaforyczng blados¢ w
poréwnaniu z wrazeniami na Zywo,
ktorymi karmita sie przez wiele lat.
Niegdys realistyczne pejzaze stra-
city wyrazne ksztatty, teraz domi-
nujg plamy — schematyczne niebo

i morze sg jednakowo pochmurne,
rozdzielone ostrg linig horyzontu.

Chociaz obrazy namalowano

z charakterystyczng dla Elmiry
Shemsedinovej miekkosciag, a nawet
czutoscig, przygladanie sie horyzon-
towi stwarza raczej niespokojny, niz
zas medytacyjny nastrgj. Artystka
komentuje: ,Wczesniej morski kra-
jobraz kojarzyt sie ludziom z latem i
odpoczynkiem. Spojrzenie skiero-
wane na horyzont i Sledzenie zmian
pogody — to codzienna rutyna nad-
morskiego zycia. Obecnie miesz-
kancy Krymu i innych nadmorskich
regionow Ukrainy, wpatrujac sie w
horyzont, czujg strach. Niewidoczne
czarne niebezpieczenstwo nadcig-
ga zza widnokregu, gdzie stacjonujg
wrogie rosyjskie okrety, codzien-

nie atakujgce rakietami ukrainskie
ziemie”.
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ELMIRA
SHEMSEDINOVA

(1989)
TENSE
HORIZON LINE,
2022
OIL
ON CANVAS

Elmira Shemsedinova works with
painting and graphics, which are
distinguished by her original artistic
approach, the thoughtful and deli-
cate imitation of watercolour using
oil paints. Having received academ-
ic training, she has not abandoned
the classic medium she studied;
however, she constantly rethinks its
capabilities.

Until 2014, Elmira Shemsedinova
came to Crimea every summer

to visit her grandfather, a famous
architect and Crimean Tatar born

in Crimea. Back then, at her grand-
father’s place (her family lost the
house after the attempted annex-
ation of the peninsula), she drew
colourful, sun-drenched sketches
by the sea. Some among the mul-
titude of sketches produced were
later chosen as the basis for large
canvases. In 2022—2023, Elmira
Shemsedinova created a series of
Crimean sketches from memory.
Each time, she reproduced the sea-
scape deeply etched in her memory
differently, with the exuberance of
plein-air sketches giving way to a
black-and-grey palette. For her, the
absence of natural colours suggests
the relativity of memories: literally
and metaphorically, they pale next
to the vivid impressions that have
nourished her for many years. Once
realistic landscapes have lost their
clear outlines and are dominated by
blots: an abstract sky and an ab-
stract sea, equally gloomy and divid-
ed by the sharp line of the horizon.

In the works on view in this exhibi-
tion, Elmira Shemsedinova observes
the horizon with her characteristic
softness, even tenderness—but the
state conveyed by the paintings is
anxious rather than meditative. The
artist comments: “Previously, peo-
ple associated the seascape with
summer and relaxation. Looking at
the horizon and watching the chang-
ing weather are part of the daily rou-
tine of seaside life. Now, residents
of Crimea and other coastal regions
of Ukraine peer into the horizon and
feel anxious. A black danger ap-
proaches invisibly from beyond the
horizon, where enemy warships—
Russian warships—launch missiles
at Ukrainian land every day”.

ELMIRA
SEMSEDINOVA

] (1989)
KERGIN
UFUQ,

2022 _
.. KETEN BEZI
UZERINDE BOYA

Elmira Semsedinova resim sanati ve
grafika saasinda calisa. Onifi 6zgin
miellif yanasuvi yagh boyalarnen
suvlu boya resimlerinifi tlisinceli ve
ince taqglidi ile ayirilip tura. Akademik
tasil algan sof, ressam bu klassik
vastadan vazge¢cmedi, amma onifii
imkanlarini daima yafidan tistnip
tura.

2014 senesine gadar EImira Sem-
sedinova er yaz Qirimga, onifi belli
mimar ve tamir Qirimtatar olgan
gartbabasinifi evine kele edi. Qoran-
tasi, yarimadaniii ilhaq etiltiv teseb-
blsinden sof gartbabasinifi evini
Jayip etti. Anda Elmira defiiz yaninda
renkli, klinesnen tolu etlidler yarata
edi. Daa soiira, bir coq arasindan
saylangan resim taslaqglari biyik
resimlernif temeli oldi. 2022—2023
seneleri o, Qinm etlidlerinii sirasi-
ni yarattl, amma artiq afizasindan.
Teren bir sekilde aqgilda galgan deniz
manzarasinii sureti, ressam tarafin-
dan er sefer fargl sekilde canlandi-
rildi. Tabiattan yapilgan taslaglariniii
renkli tlsleri ise gara ve boz renkler-
ge denisti. Onifi iclin tabiiy renkler-
nif yoqlugi hatiralarnii nisbiyligini ve
olarnii ker¢cek ve mecaziy solughgini
ifadeley. Bu, ofa yillar devaminda
ilham bergen kercek teessuratlar-
nen qlyaslanganda hususan sezile.
Kecmiste kercekci olgan manzaralar
acig-aydin sekillerden marum qgaldi,
simdi minda lekeler Uikim stirmekte
— sartli kdk ve sarth defiiz, ekisi de
ayni derecede garanliq ve gayqili,
keskin bir ufuqg siziginen boliingen.

Elmiraga has bir yimsaqliq, atta na-
zikliknen yapilgan olsa da, ufugnifi

o bir tarafindaki kdzetlvler ruh

alini degil de, qasevetli bir vaziyetni
kostere. “Evelleri deniz manzarasi
insanlar iclin yaz ve raatlignen bagh
edi. Ufugga bagmaq ve ava vaziye-
tiniA defisivini kozetmek defiz yali-
sindaki ayat i¢lin alisildan istir. Simdi
Qirim ve Ukrayinanifi diger defiz yali
bdlgelerinif sakinleri ufugga baqip,
telaslanalar. Ufugnifi o bir tarafindan
er kiin Ukrayina topraqglarina raketa
Uclimlerini yapgan dusman Rusiye
arbiy gemileri turgan yerden koriin-
meden gara tellike yaginlasa”, — dep
ayta ressam.

EJIbMIPA
LWWEMCEAIHOBA
_ (1989)
HAIMPY)XKEHA
FOPU3OHT,
2022
O/
HA MOJIOTHI

Enbmipa LLemcegiHoBa npautoe

y >XuBonwuci ta rpaoiui, Ki BUpis-
HS€ il oOpUriHanbHUN aBTOPCbKUMN
niaxig — npoaymaHa n genikaTHa
iMiTaLis akBapenbHOro XXMBonucy
oninHummn papbamn. 3go6yBLUN
aKaZleMiyHy OCBITY, XyAOXHULA
3rofloM He BigMoOBUIacs Bif LbOro
Knacu4HOro megiymy, ane nocTiHO
NnepeoCcMUCIIOE NOrO MOXKJ/IMBOCTI.

[o 2014 poky Enbmipa Lemcegi-
HoBa Wonita npuisannay Kpnm
[0 CBOro giga, BigoMoro apxitek-
Topa Ta KOPIHHOMo KPUMCbKOIo
TaTapuHa, OyaAMHOK AKOro poauHa
BTpaTuna nicnsg cnpobu aHekcir
niBocTpoBa. Tam Enbmipa LLiem-
cefiiHoBa MmantoBana eToaun 6ins
Mops — 6apBUCTI, MPOCAKHYTI
coHueM. lMisHiwe obpaHi 3 6e3ni-
4Yi 3amManbOBKW Naranm B OCHOBY
BEIMKMX nonoTeH. Y 2022—-2023
pokax BoHa cTBoOpWa cepito
KPUMCBKUX eTIoAiB Tenep y>xe

no nam’aTi. Mnéoko 3akap6oBa-
HUN 06pa3 MOPCLKOIro Kpaesnay
XYOOXHMLS Wopa3sy BiaTBOpIOBana
iHaKLwe. A 6apBUCTICTb HAaTYPHUX
3aManboBOK MOCTynuacs mic-
LLeM YOopHO-cCipin rami. [lng Hel Te,
LLLO HEMAE NPMPOOHUNX KONbOPIB,
O3Ha4ae BiAHOCHICTb cnoragis,
TXHIO 6yKBanbHy Ta MeTadoOpPUYHY
6niaicTb, K NOPIBHATU 3 XXUBUMU
BPaXXeHHAMMU, Lo NigXKMBNoBa-
nn i ynpoaoBX 6araTboX PoKiB.
PeanicTn4yHi B MMHYNomy nemnsaxi
no36bynucs YiTknx obpucis, Tenep
TYT AOMIHYIOTb MNSAMU — YMOBHE
Heb60 i yMOBHe Mope, 0aHaKOBO
MOXMypi, PO3A4iNneHi pi3Koto fiHieD
FOPU3OHTY.

Xou i HanucaHi 3 xapakTepHoto Ans
Enbmipu LLlemceniHOBOI M'AKICTHO,
6a HaBiTb HXXHICTIO, Li crocTepe-
YXEHHS 3a FOPU3OHTOM nepeaa-
I0Tb pajLle CTPUBOXEHUIN, aHK
MeauTaTUBHUN CTaH. XyOOXXHULS
KOMEHTYE: «PaHille MopcbKnmn
KpaeBung acoLjitoBaBcs y ntoaen

i3 niToMm Ta Bigno4nHKoM. lNornsag
CNPSAMOBAaHMIN HA FOPU3OHT i Cro-
CTepeXXeHHs 3a 3MiHOK noroan —
Lle OeHHa pyTUHa NPUMOPCBKOro
XUTTA. HuHi XXnteni Kpumy 1 iHWwWnx
NMPUMOPCbKUX PerioHiB YKpaiHu
BOMBNSKOTBCA Y FTOPUSOHT i Big4y-
BatOTb TpuBory. HopHa Hebe3neka
HEBUAMMO HaCyBa€ETbCA 3BiATU, O
3a 06piEM CTOSATb BOPOXKi POCINCBKi
BilNCbKOBI KOpabni, WoaHs 3aBaato-
UYM paKeTHUX yaapiB No yKpaiHCbKin
3eMni».



RUSTEM
SKYBIN
(1976)

KRYMSKOTATARSKA
IDENTYFIKACJA
WOJSKOWA,

2023
AUTORSKIE
NASZYWKI

Artysta, etnograf i pedagog Rustem
Skybin od ponad dwudziestu pieciu
lat bada i praktykuje tradycyjne
krymskotatarskie rzemiosto. Uro-
dzony w Samarkandzie i obecnie
mieszkajgcy w Kijowie, w latach
1996—2014 mieszkat na ziemi
swoich przodkéw na Krymie, gdzie
odradzat tradycyjne technologie
garncarstwa, zbierat terminologie
w jezyku ojczystym i wyktadat. Jako
uczen Mamuta Czurty Skybin sam
kontynuuje przekazywanie wiedzy
nastepnym pokoleniom i jest wazng
postacig dla mtodych artystow i
artystek.

W ostatnich latach oprocz opra-
cowywania klasycznych wzoréw
ceramiki, Skybin pracuje ze wzorami
aktualnymi — znakami identyfika-
cyjnymi ukrainskiego wojska. Na
wystawie zaprezentowano serie
dwunastu naramiennych szewronow
Z autorskimi ornamentami, owoc
konsultacji z fachowcami zajmujgcy-
mi sie wojskowoscig Chanatu Krym-
skiego i poszukiwan odpowiednich
elementow obrazow wizualnych.
Artysta tgczy dobrze znany kazdemu
Ukraincowi utylitarny i symbolicz-

ny przedmiot z krymskotatarskimi
motywami, zeby odnowic i uzupetni¢
identyfikacje dla krymskotatarskich
zotnierzy Sit Zbrojnych Ukrainy i
wszystkich walczgcych, nieobojet-
nych wobec militarnej historii qirimii.

Stworzyt dwanascie naszywek — po
dwie (wariant bojowy i odswietny)

na kazdg z szesciu sfer wojskowych
specjalizacji, nawigzujacych do
historycznych dokonan zotnierzy

z Krymu. W tym projekcie Skybin po-
rusza kwestie tozsamosci, narodo-
wej samoswiadomosci, sprzeciwu

i dziedzictwa kulturowego. A tym,
ktorzy walczg o wyzwolenie Krymu
od rosyjskich okupantow, daruje
wyjatkowe szewrony, ktdre wizualnie
taczg przesztosc i wspotczesnosé
potwyspu.

WHAT WE TALK ABOUT WHEN WE TALK ABOUT CRIMEA

RUSTEM
SKYBIN

(1976)
CRIMEAN
TATAR MILITARY
IDENTITY,
2023
ARTIST-
DESIGNED
CHEVRONS

Rustem Skybin—artist, ethnogra-
pher, and teacher—has been re-
searching and practicing traditional
Crimean Tatar crafts for over 25
years. A native of Samarkand and
now a resident of Kyiv, Skybin spent
1996—2014 in Crimea, the land of
his ancestors. While living there, he
worked on bringing back traditional
pottery techniques, collected pro-
fessional terminology in his native
language, and taught. A student of
Mamut Curlu, Skybin continues to
pass on knowledge to future gener-
ations and is an important figure for
younger artists.

In recent years, in addition to his
usual medium of ceramics, Skybin
has been working with the topical
medium of Ukrainian military insig-
nia. The exhibition presents a series
of twelve shoulder patches with
original ornaments developed after
consulting experts on the warfare in
the Crimean Khanate and searching
for suitable visual images. The artist
adds Crimean Tatar motifs to a util-
itarian and symbolic item, an object
that is well-known to all Ukrainians,
in order to restore and enrich its
visual identity, both for Crimean
Tatar soldiers in the Armed Forces
of Ukraine, and for any fighters inter-
ested in Qiriml military history.

The collection of twelve patches
comprises two patches (a combat
and a parade version) for each of the
six areas of the military structure,
and explores the historical accom-
plishments of warriors from Crimea.
Skybin's project examines topics

of identity, national self-awareness,
resistance, and cultural heritage.

It also gives those fighting for
Crimea’s liberation from Russian
occupiers a chance to obtain an
original sleeve insignia connecting
the peninsula’s past and present
through visual imagery.
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RUSTEM
SKIBIN

QIRIMTATAR
ARBIlY
KORULME
KIMLIGI,
2023

(1976)

MUELLIFNIN
SEVRONLARI

Ressam, gavmiyat¢i ve muallim Rus-
tem Skibin 25 yildan ziyade ananeviy
Qirimtatar el sanatlarini tedqiq ete
ve omirge kecire. Samargandda
doggan ve simdi Kiyivde yasagan
Rustem 1996-2014 seneleri Qirnmda
ecdatlarinifi topraginda yasadi, anda
ananeviy ¢colmekgilik tehnologiyala-
rinit gayridan tikledi, 6z tilinde zenaat
terminologiyasini topladi ve ders
berdi. Mamut Curlunifi talebesi
Skibin bilgilerini kelecek nesilge
ogretmege devam ete ve genc res-
samlar iclin muim bir sahis ola.

Sofiki yillar Rustem aligilgan kerami-
ka sekillerinden gayri, bugiin mdim
olgan sekil — Ukrayina ordusinifi
isaretleri ile calisa. Sergide 6zglin
(muellifke ait) 6rneklernen yarasti-
rilgan 12 omuz isareti sirasi tagdim
etilgen. Olar, Qirim Hanli@inifi arbiy
meseleleri mevzusinda mitehassis-
larnen yapilgan muzakereler ve bu
mevzuga uygun vizual resimlernifi
qidiruvi esasinda azirlangan. Res-
sam, er bir Ukrayinaliga belli olgan
qullanuv ve temsiliy seyni Qirimtatar
motivlerinen birlestirip, ZSU saflarin-
da hizmet etken Qinmtatar askerleri
ve Qirimnif arbiy tarihina lagayt
olmagan butin arbiyler iclin arbiy
korilme kimligini ayridan tikley ve
tamamlay.

12 pat¢ — arbiy isnif alti yonelisinden
er biri iclin ekiser (arbiy ve tanta-
nali variantlar) — Qirim askerlerinifi
tarihiy mirasinifi inceliklerini kdstere.
Skibinnif bu leyhasi kimlik, milliy an,
tirenliv ve medeniy miras mesele-
lerini kotere. Ayrica, Qirimnii rus
isgalinden azat etilmesi iclin kires-
kenlerge yarimadanifi ke¢cmisini ve
bugunini korilme sekilde birlestir-
gen 6zglin omuz isaretlerini elde
etmege imkan bere.

PYCTEM
CKUBIH

KPUMCDbKO-
TATAPCbKA
BIMCbKOBA
AUOEHTUKA,

2023
ABTOPCBbBKI
LLHEBPOHWN

(1976)

XyLooXXHWUK, eTHorpad i negaror
Pyctem CKkunbiH noHapg 25 pokis
Jocniokye i NpakTUKye TpaauLinHi
KpMMCbKOTaTapcbKi pemecna. Ypo-
DxeHelb CamapKaHay v HUHI pe-
3naeHT Kuea, y 1996-2014 pokax
CKMGIH XXMB Ha 3eM/li NpeKiB, y
Kpnmy, oe BigHoBNOBaB TpaauLin-
Hi TeXHosOoriT roH4YapcTBa, 36upas
npodecinHy TEPMIHONOTIiIO PiIAHO
MOBOIO Ta BMK/1agas. Y4eHb Mamy-
Ta Yypny, CKnbiH cam NpoaoBXXye
nepenaBaTy 3HAHHSA HACTYMHUM
NMOKOMIHHSIM | € Ba)X/INBOIO NOCTaT-
THO O MONOALWNX XYOOXKHUKIB
XYOOXHULb.

OcTaHHIMU poKaMm, KpiM 3BUYHOT
dopmun kepamikum, CKnMbiH npautoe
3 $opMOI0 3/1060EHHOIO — 3HA-
KaMn PO3PiSHEHHS YKPATHCbKOro
BiiCbKa. BucTaBka npeacTaBnse
cepito 312 HanMiYHMX 3HaKIB 3 aB-
TOPCbKMMM OpHaAMEHTaMM, pO3po-
6/1EHNMM Ha OCHOBI KOHCY/bTaLin
i3 paxiBusAMM 3 BiNCbKOBOI cripaBm
KpMMCbKOro xaHCTBa Ta MoLUyKy
BiQMNOBIAHMX Ui TEMI BidyanbHUX
06pasiB. XyaoXKHWK NoegHye nobpe
BiJOMY KOXXHOMY YKpalHLIO YyTUNi-
TapHY M CUMBOJTIYHY PiY i3 KPpUM-
CbKOTaTapCbKUMM MOTUBaMMU, LLLOG
BiQHOBUTW Ta AOMNOBHUTU aOEHTU-
KY ANS KOUMCbKOTaTapCbKUX BOIHIB
3CVY nycix 6inuis, Hebanay»>Xmx ao
BiNICbKOBOI iCTOPIT KNUPUMIIN.

12 naTyiB — no gBa (6oMoBUN i
CBSATKOBUI BapiaHTK) Ha KOXKEH i3
LIecTn HanpsIMiB BiINCbKOBOI cripa-
BU — PO3KPUBaKOTb HKOAHCU iCTO-
PUYHUX Haf6aHb BOIHIB i3 Kpumy.
Llum npoekTomMm CKUMGIH nopyLuye
NMUTaHHSA iOEHTUYHOCTI, HaUioHaNb-
HOI CaMOCBIAOMOCTI, CNPOTMBY Ta
KYNbTYPHOI cnagwmHn. A TakoX —
0a€ MOXXTNBICTb TUM, XTO 60-
peTbcs 3a 3BifIbHEHHS KpuMmy Bif
POCINCBbKMX OKYMaHTIB, OTPUMaTH
0CO6nMBI HApYKaBHi 3HaKW, WO
Bi3yaslbHO NOEAHYIOTb MUHYNE Ta
Cy4YacHICTb NMiBOCTpOBa.



OLEG
TISTOL

(1960)
GURZUF.07,
Z CYKLU,,J.B.K.”,

2008 )
PLOTNO,
AKRYL,
DRUK CYFROWY

Z KOLEKCJI
DYMCHUK
GALLERY

Oleg Tistol to jedna z centralnych
postaci tak zwanej Nowej Fali w
sztuce ukrainskiej. Mieszka i pracuje
w Kijowie. W swojej praktyce bada
narodowe stereotypy i mity poprzez
opracowywanie symboli, ktore
powtarzaja sie w jego kolejnych pra-
cach, zyskujgc nowe interpretacje.
W przetomowym projekcie Ukrairi-
skie pieniadze Tistol, we wspotpracy
z Mykotg Macenka stworzyt alter-
natywny design narodowej waluty.
Prace tgczyty znaki z roznych epok
ukrainskiego panstwa, miksujgc
historie i wspdtczesnosc¢ we wta-
sciwy postmodernizmowi ironiczny
sposob. Najbardziej rozpoznawalng
praca Tistola jest wizerunek ,krym-
skiej palmy”.

Rozpoczeta w 2006 roku seria pre-
zentuje wariacje na temat sylwetki
palmy, typowej dla potudniowego
wybrzeza Krymu (dtugo nazywa-
nego pochodzgcym z rosyjskiego
skrotem J.B.K., ktérego w cyklu
uzywa artysta). Palmy, namalowane
niczym od szablonu, w wiekszosci
w lokalnych kolorach na umownym
tle, kojarzg sie raczej z egzotyczng
fantazjg niz z konkretnym pejzazem.
Drzewo to zostato przywiezione na
Krym dopiero w XIX wieku, jednak
dzieki tagodnemu klimatowi potwy-
spu dobrze sie zaaklimatyzowato

i stato sie jednym z jego symboli.
Dla Tistola palma jest emblematem
ukrainiskiego raju i wcieleniem ma-
rzenia o idyllicznym wypoczynku —
szczegolnie o jego wyobrazeniu
doby ZSRR, kiedy Krym byt zabudo-
wanym sanatoriami ,,ogolnozwigz-
kowym uzdrowiskiem”, a mity miaty
wiekszg wage niz rzeczywistosc¢.

Praca zaprezentowana na wystawie
jest szczegodlna, poniewaz zostata
namalowana na wydrukowanym
blankiecie zgtoszenia do udziatu w
festiwalu Memoriat A. I. Kuindzi, za-
tozonym w 2007 roku w Mariupolu.
To nadaje jej nowy wymiar polityczny
w kontekscie zniszczenia pomnika
stynnego potudniowoukrairiskiego
malarza i muzeum jego imienia w
okupowanym Mariupolu. Palma
przestata by¢ bezpiecznym ,kuror-
towym” obrazem.

WHAT WE TALK ABOUT WHEN WE TALK ABOUT CRIMEA

OLEG
TISTOL

HURZUF.O7,
FROM THE SERIES
YU.B.K,,
2008
CANVAS,
ACRYLIC,
DIGITAL PRINT

FROM
THE COLLECTION OF
DYMCHUK GALLERY

Oleg Tistol, one of the central fig-
ures of the so-called “New Wave”
in Ukrainian art, lives and works in
Kyiv. His practice explores national
stereotypes and myths through
symbols he developed himself;
repeated in numerous works, they
receive diverse interpretations.

In the landmark project Ukrainian
Money, Tistol, in collaboration with
Mykola Matsenko, invented an alter-
native design for Ukrainian national
currency. The pieces included in
the project combine symbols from
different eras of the Ukrainian state,
intertwining history and modernity
in an ironic way typical of the post-
modern method. The most recog-
nizable image created by Tistol,
however, is his ‘Crimean palm tree’.

Initiated in 20086, the series pre-
sents variations on the palm tree
silhouette, palms being a familiar
sight on the southern coast of
Crimea (for a long time, the area
was popularly known as “YuBK”, and
Tistol uses this abbreviation of the
Russian-language toponym “South
Coast of Crimea” as the title of the
cycle). The palms appear stencilled;
their mostly local colours and the
abstract background behind them
mark the trees as an exotic fantasy
rather than a specific landscape.
The palm, brought to Crimea as

late as the 19th century, adjusted
and thrived in the mild climate of
the peninsula, becoming one of its
emblems. For Tistol, the palm tree
symbolizes Ukrainian paradise and
embodies the dream about an idyllic
vacation. In particular, it evokes
visions of the Soviet era, when
Crimea was heavily developed with
health resorts and emerged as the
“all-Soviet Union health centre”, and
when myths carried more weight
than reality.

What makes the work on view in
this exhibition special is that it
appears painted over a printed
application form for participation in
the A. I. Kuindzhi Memorial Festi-
val founded in 2007 in Mariupol.
This, in light of the destruction of a
monument to the prominent south-
ern Ukrainian painter Kuindzhi and
the museum named in his honour,
both located in temporarily occu-
pied Mariupol, adds a new political
dimension to the work. The palm
tree no longer looks like an innocent
“resort” image.
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OLEG
TISTOL

(1960)
GURZUF.07,
“YU. B. K.” RESIMLER
SIRASINDAN,

2008 |
KETEN BEZI,

AKRIL.

RAQAMIY

BASILIS

DYMCHUK
GALLERY
TOPLAMINDAN

Oleg Tistol, Ukrayin sanatinda “Yani
dalga” dep adlandirilgan areketnifi
merkeziy simalarindan biridir, Kiyiv-
de yasay ve calisa. Oz tecribesinde,
eserden eserge bir coq kere tek-
rarlangan ve yorav algan timsallerni
islep ¢igarip, milliy stereotiplerni ve
miflerni tedqiq ete. “Ukrayin paras|”
leyhasinda Tistol Mikola Matsenko
ile beraberlikte milliy paranifi alter-
nativ dizaynini yarata. Leyhanifi igleri
Ukrayina devletinifi cesit devirlerin-
den isaretlerni birlestire, postmo-
dern usulina has istizal bir sekilde
tarih ve buglinimizni qarigtira. Fagat,
Tistol iclin e tanilgani “Qirm pal-
malan” resimidir.

2006 senesi baslatiigan resimler
sirasi QirimnifA cenlibiy yalisina
(uzun zamandir halqg arasinda YuBK
rus abbreviaturasi ile belli edi) tipik
has olgan palma siluetinif ¢esitlerini
taqdim ete. Esasen yerli renklerde
sartli fon lizerinde sanki trafaretnen
yazilgan palma terekleri muayyen
bir manzaradan daa ziyade ekzotik
fantaziyanen tedaiylene. Terek Qi-
rimga tek XIX-inci asirda ketirildi ve
yarimadanii yimsagq iklimi sayesin-
de tutti ve bolgenif timsallerinden
biri oldl. Tistol i¢clin palma Ukrayin
cennetinii bir timsalidir ve hususan
QirmniA sanatoriylernen tolgani

ve “bitlinsoyuz sifahanesi” alina
kelgeni, efsanelernifi ise kerceklik-
ten daa ziyade itibar tasigani Sovet
zamaniniii ideal bir tatil hayalini
kerceklestire.

Sergideki eser, 2007 senesi Ma-
riupolde qurulgan “A.i. Kuyinci
memoriall” festivali iclin bastirnigan
qgosuluv arizasinii Ustlinde yazil-
gan kibi olmasinen 6zglindir. Bu,
isgal etilgen Mariupoldeki Ceniibiy
Ukrayin ressami Kuyinci abidesinifi
ve onifi adina miizeynifi yoq etilmesi
vaziyetinde eserge yani siyasiy Olcev
gosa. Palma ise endi gabaatsiz bir
“kurort” sekli degil.

ONEr
TICTON

(1960)
ryP3yo.07,
3 LIMKNY «}0. B. K.»,

2008
MONOTHO,
AKPUT,
LIMdPOBUA OPYK

I3 KONMEKLUYJI
DYMCHUK
GALLERY

Oner Ticton — oaHa 3 LeHTpasb-
HUX NocTaTen Tak 3BaHol «HoBoT
XBUANi» B YKPATHCbKOMY MUCTELTBI,
»XnBe Ta npautoe B Knesi. Y cBoin
NpaKkTULi AoCniaXKye HalioHanbHi
cTepeoTunu Ta Mipun yepes po3po-
6/1eHHSI CUMBOTIB, SIKi OTPUMYIOTb
YMCNIEHHI NOBTOPEHHS 1 iHTEp-
npeTauii Big po6oTn 0o poboTu.

B eTanHOMY NpoeKTi «YKpalHCbKi
rpowi» Ticton, y cniBaBTOPCTBI 3
Mwukonoto MaueHKOM, CTBOPIOE
ansTepHaTMBHUIN AN3aNH HaLio-
HanbHOI BantoTU. PO6OTU NPOEKTY
MOEOHYIOTb 3HAKM 3 PIBHUX €MO0X
YKpalHCbKOI Aep>kaBu, MiKCyto4mn
iCTOpItO Ta Cy4acCHIiCTb Y npuUTamaH-
HUI NOCTMOAEPHICTCbKOMY MeToay
ipPOHIYHMI cnoci6. YTiM, HarBni3Ha-
BaHiwe ana Tictona — 306pa)XeHHs
KKPUMCBKOI Manbmm».

PosnouaTta 2006 poky cepis npe-
3eHTYye Bapiauil cunyeTy nasabmu,
TunoBoro ans lNiBaeHHoro 6epery
Kpumy (TprBanui 4ac BigoMoro

B Hapofi 3a POCINCbKOMOBHOIO
abpesiaTypoto HOBK, Ky XyooXHUK
BUHIC Yy Ha3By Lu1Kny). Hanucani
Hi6n Yepes TpadapeT, 34e6inbLoro
B JIOKa/IbHUX KOMIbOpax Ha YMOB-
HOMY T/, NasIbMWN aCcoL,itOOTbCS
paguwe 3 eK30TUYHO daHTasIEelo,
aHiXX 3 KOHKPETHMM MEN3aXKeM.
[depeBo 6yno 3aBe3eHo A0 Kpumy
nnuwe B XIX cTopivyi, o6pe npu-
XXUNoCcS 3aBASAKM M'AKOMY KiMaTy
niBOCTPOBa i CTano oAHIeto 3 NOro
embnem. na Tictona nanbma €
CMMBOJIOM YKPalHCbKOro pato Ta
BTINIFOE MPItO MPo ianniyHuim Bigno-
YMHOK — 30KpeMa, yABNEHHS 106U
CPCP, konu Kpum 6yB 3abynoBa-
HWUI caHaTopiISAMM Ta CTaB «BCECO-
HO3HOO 0340POBHULEIOR, a MidK
Manu 6inbLuy Bary 3a peasnbHiCcTb.

Po6oTa Ha BUCTaBLi ocobnmnBa
TUM, LLO HanncaHa Hibn noBepx
po3apykoBaHOro 6naHka 3asBu

Ha y4dacTb y pectusani «Memo-
pian A. I. KyiHOKi», 3acCHOBaHOMY
2007 poky B Mapiynoni. Lie ponae
po60Ti HOBOrO NOAITUYHOIO BUMI-
pY Y CBIiTNi 3HULLEHHS NaM'ATHUKa
BMOATHOMY MNiBAEHHOYKPAIHCbKOMY
XYOOXHUKY KyTHOKi Ta My3eto noro
imeHi B okyrnoBaHomy Mapiynoni.

A nanbma nocTae y>ke He 6e3HEBU-
HHUM «KKYPOPTHUM» 06Pa30M.



VITALIY
KOKHAN

CYPRYS,
2024

(1987)

RZEZBA
KINETYCZNA,
METAL

Vitaliy Kokhan urodzit sie w Sumach,
przez wiele lat mieszkat w Charko-
wie, by ostatecznie osigsc¢ w Kijowie.
Pracuje z réznymi mediami, wsrod
ktorych szczegolne miejsce zajmuje
rzezba. Kobiece postacie i abstrak-
cyjne formy, wyszukane odlewy i
grubo ciosane drewno, beton i mar-
mur, delikatne i brutalne — obiekty
Kokhana réznig sie skalg i materiata-
mi, ale zawsze sg niezwykle solidne i
wyraziste. W ostatnich latach artysta
pracuje, miedzy innymi, nad poszu-
kiwaniem nowego plastycznego
jezyka upamietniania. Podejmuje tez
refleksje na temat materialnosci pa-
mieci i jej wyrdznikéw. Eksponowana
praca dotyczy obu tych tematow.

We wnetrzu ciemnej baszty powoli
obraca sie lakoniczna metalowa ste-
la. To stylizowany cyprys. Formalnie
jest on zbudowany na kontrastach —
co typowe dla prac Kokhana. Wy-
brane przez artyste ciemne zelazo

i odstajgce nakretki nawigzujg do
industrialnej estetyki, podczas gdy
ptynnos¢ ruchu kotowego przywo-
dzi na mysl wirujgce, medytacyjne
tance derwiszow.

Cyprys to jeden turystycznych em-
blematow Krymu — czeka na gosci
potwyspu w gorach i nad brzegiem
morza. Symboliczne znaczenie cy-
prysu w kulturach i religiach swiata
jest zarazem réznorodne i gtebokie.
Wiecznie zielone drzewo wywotuje
skojarzenie z krolestwem umartych
Z mitologii greckiej oraz stanowi
historyczny symbol zycia wiecznego,
stawy i nadziei zaréwno w zachod-
nich, jak i wschodnich tradycjach.
W kulturze krymskotatarskiej cyprys
jest symbolem mestwa, zwigzanym
takze z praktykami Zatoby i upa-
mietniania, poniewaz wizerunek
pochylonego cyprysu umieszcza sie
na nagrobkach i pomnikach. Zapre-
zentowana jako swoista kulminacja
wystawy rzezba Kokhana uosabia
wage réznorodnosci pogladow na
ztozone, czasem bolesne, kwestie.
Przypomina o istotnej funkcji

sztuki — rozwazaniu mozliwych od-
powiedzi na takie pytania za pomo-
cg metafor i wizualnie kompletnych
obrazéw.

WHAT WE TALK ABOUT WHEN WE TALK ABOUT CRIMEA
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VITALIY
KOKHAN

CYPRESS
TREE,
2024

(1987)

KINETIC
SCULPTURE,
METAL

Born in Sumy, Vitaliy Kokhan lived
for many years in Kharkiv, and later
Kyiv. Among the many artistic medi-
ums he works with, sculpture holds
a special place. Female figures and
abstract forms, elegant casting and
rough-hewn wood, concrete and
marble, the delicate and the bru-
tal—Kokhan'’s objects vary in terms
of scale and material, but are always
surprisingly hefty and expressive.

In recent years, the artist has been
focusing on the search for a new,
plastic language of memorialization.
More broadly, he has been reflect-
ing on the materiality of memory
and its signifiers. The work featured
in this exhibition explores both of
these themes.

A concise metal stele in the shape
of a stylized cypress tree slowly
rotates in the middle of a dark tower.
As far as form is concerned, the
piece is based on contrasts, which
is typical of Kokhan's work. The
artist’s choice of dark steel with
protruding bolts evokes an industrial
aesthetic, while the smooth circular
movement is reminiscent of the
meditative whirling dances of the
Sufis.

The cypress is a popular tourist
symbol of Crimea: the tree greets
visitors to the peninsula in the
mountains and by the sea. In the
cultures and religions of the world,
the symbolic meanings of the cy-
press are inexhaustibly diverse and
profound. This evergreen tree calls
to mind the realm of the dead in
Greek mythology. Historically, it has
represented eternal life, glory, and
hope in both Western and Eastern
traditions. In Crimean Tatar culture,
the cypress is a symbol of courage.
It is also associated with practices
of mourning and remembrance:

a bent over cypress is depicted

on tombstones and monuments.
Presented as a kind of culmination
of the exhibition, Kokhan’s sculpture
speaks to the importance of having
diverse perspectives on complex
and sometimes painful questions. It
also reminds us about an essential
function of art: reflecting on possi-
ble answers to such questions by
means of metaphor and visually
sophisticated images.

VITALIY
KOHAN

SERVI,
2024

(1987)

KINETIK
EYKEL,
MADEN

Vitaliy Kohan Sumili olip, coq yil
Harkivde, sofira da Kiyivde yasagan-
dir. O, bir coq bediiy vastanen calisa,
olarnifi arasinda ayri bir yer eykelcilik
ala. Qadin ve micerret sekilleri, zarif
tokme ve gaba islengen agac, beton
ve mermer, narin ve sert — Kohan-
nin nesneleri migyas ve malzeme
ceetinden c¢esittir, amma daima pek
emiyetli ve teren manalidir. Sofiki
yillari ressam, hususan, hatiraniii
yaf plastik tilinif qidiruvnen ogra-
sa. Daa kenis manada ise, hatira

ve isaretlerinifi maddiyligini afilama
Uzerinde calisa. Sergilengen eser bu
eki mevzuni aca.

Qaranlig qullenif ortasinda yavastan
gisga madeniy tik eykel aylana. Bu,
Usllplestirilgen servidir. Kohan-

0a has olgani kibi, formal olaraq
nesne zitliglar Gzerinde qurulgandir.
Ressam tarafindan saylangan qoyu
demir ve tirtilip turgan gaykalar,
sanayl estetikasina atif ete, aylanma
areketinifi yimsaqligi ise meditasion
sufiy aylanuv tanklarini andira.

Servi, yarimada musafirlerini daglar-
da ve defizde garsilagan Qirrmnii
mesur turistik isaretlerinden biridir.
Diinya medeniyetleri ve dinlerinde
servinin timsaliy emiyeti pek cesit
turll ve teren. Daima yesil turgan
terek, Yunan mifologiyasinda dltler
alemine igaret eter ve tarihiy olaraq,
em garbiy, em de sarqiy ananelerde
ebediy ayat, san-seref ve imdutni
timsal eter. Qirimtatar medeniye-
tinde servi cesiirlik timsalidir, ayni
zamanda matem ve hatira adetleri
ile baghdir, ¢clinki egilgen servi gabir
ve abidelerde tasvir etilir. Serginif
en parlag noqtasi olaraq kosterilgen
Kohannifi eykeli glyin, bazida agri
ketirgen meselelerge cesit baqislar-
nii muimligini aks ettire. Ve sanatniii
muim bir vazifesini hatirlata: bu kibi
suallerge ola bilecek cevaplar lize-
rinde metafora ve korlilme sekiller
yardiminen tisinmek.

BITAJIIN
KOXAH

KUMNAPUC,
2024
KIHETUYHA

CKVJIbITYPA,
METAJI

(1987)

Bitanin KoxaH — ypoa>keHeupb Cym,
6araTtopivyHUn pe3naeHT XapKoBa,
a 3rogom Kuesa. BiH npautoe 3
6aratbMa XygoXXHiMmu megiymamu,
cepep aKux ocobnmee Micle rno-
cigae ckynbnTypa. XiHodi nocTari
M abCTpaKTHi dopMU, BUTOHUEHE
NUTBO Ta rpybo obTecaHe AepeBo,
6eToH i Mapmyp, AenikaTtHe Ta 6py-
TanbHe — KoxaHoBi 06'eKTU pi3-
HATbCA MacLITaboM i MaTepianamu,
ane 3aBxau Harnpo4yg Baromi v
BUpa3Hi. B ocTaHHiI poKn Xyaoxk-
HUK MpaLtoe, 30KPEMA, 3 MOLLIYKOM
HOBOI NJ1IACTUYHOT MOBU MEMODI-
anisauil. A wupuwe — 3 OCMUCNEH-
HSAM MaTepianbHOCTI nam'aTi Tali
O3HayHuKiB. EKcnoHoBaHa po6oTa
po3KpMBae 0bunABI Ui TeMN.

Mocepen TeMHOI 6aLITU NOBINILHO
o6epTaeTbCs NaKoHIYHa MeTanesa
ctena. Lle ctunizoBanum kuna-
puc. Ak i npuTamaHHO KoxaHy,
dopmanbHO 06'eKT NobyaOBaHMM
Ha KoHTpacTax. O6bpaHe XyaoX-
HUKOM TEMHE 3ani30 1 ranku, Wo
BUMMHAOTLCS, BigcunarTb 40
iHOyCTpianbHOI €CTETUKWN, TOAI SIK
MAaBHICTb KONTOBOIO pyXy CXoXa Ha
MeauTaTUBHI CydiNCbKi TaHKN-KPY-
XISAHHS.

Kunapuc — oguH i3 nonynsapHuMX Ty-
PUCTUYHKUX 3HaKiB Kpumy, aKni 3y-
CTpivae rocTten NiBOCTPOBA B ropax
i 6ing mops. CuMBONiYHE 3HAYEHHS
Kunapucay CBiTOBUX KyNbTypax i
penirisx HeBUYEPNHO PiIBHOMaHIT-
He Ta rnnéoke. BiyHo3eneHe aepe-
BO BiiCWMNae Ao LapcrTasa MepTBUX
y rpeubKin Midonoril Ta icToOpnUyHO
CUMBONI3YE BiYHE XXUTTS, Cnasy n
Hapgito AK y 3axigHuX, Tak i CXigHUX
Tpaauuisx. Y KpuMcbKoTaTapcbKir
KYNTYPi KUMapmnc — CUMBOJ MY>XHO-
CTi, TaKOXX NOB'A3aHM i3 NpaKTMKa-
MM CKOPO6OTU M NaM’aTaHHS, afdyxe
CXUNTEHUW KMMapUc 306paKyeTbcs
Ha Hagrpoo6kax i namM'aTHUKax.
MpencTaBneHa sk cBoepigHa
KynbMiHaLlis BACTaBKUW, CKybMTypa
KoxaHa yoco6/1t0€ Ba)/IMBIiCTb 6a-
raToOMaHiTTS nornsaaiB Ha cKNagHi,
yacom 6osntovi NMTaHHS. Ta Haragye
NpPo Ba)XnmBy GYHKLLIO MUCTELTBA —
MipKyBaTW HaZ MOXJIMBUMM Bigno-
BiISIMU Ha TaKi MMTaHHS 3a JOMOMO-
roto metadop i BidyanbHO goBeplLle-
HUX obpasiB..



OLEKSANDR
BURLAKA

CZAJKA,
2025

(1982)

SKLEJKA

Stylizowane mewy w locie stuzg
przede wszystkim jako podstawka
pod broszury z tekstami, jedng z
ktoérych wtasnie czytacie. Autorem
obiektu i aranzacji ekspozyciji jest
Oleksandr Burlaka, kijowski artysta,
architekt i badacz. Ksztatt stojaka
zainspirowat betonowy obiekt de-
koracyjny z terenu obozu dla dzieci
»Czajka” [,Mewa"] w kurortowym
miasteczku Atuszta. Tamtejszy ze-
spot budynkéw wybudowano w 1979
roku wedtug projektu ukrainskiej
architektki Tetiany Bielajewej. Cha-
rakterystyczna sylwetka sanatorium
i prostego betonowego ptaka jest
typowa dla architektury sanatoryjnej
i rekreacyjnej na Krymie.

Poza funkcjg praktyczng Czajka
Burlaki stawia nowe pytania — jak
mowimy o radzieckim dziedzictwie
w przypadku Krymu? Jak traktujemy
architekture, ktéra znaczgco zmieni-
ta krajobraz potwyspu w XX wieku?
Jak i czy oddzielamy wartosc¢ kul-
turowg poszczegolnych budynkow

i komplekséw od ideologicznego
obcigzenia epoki?

WHAT WE TALK ABOUT WHEN WE TALK ABOUT CRIMEA

OLEKSANDR
BURLAKA

SEAGULL,
2025

(1982)

PLYWOOD

Stylized seagulls in flight primarily
serve as a stand for the brochures
containing the text you are currently
reading. The object was created

by Oleksandr Burlaka, artist, archi-
tect, and researcher from Kyiv who
also designed this exhibition. The
shape of the stand was inspired

by a decorative concrete object
from the Chaika (Seagull) children’s
summer camp in the resort town of
Alushta, Crimea. Built in 1979, the
master plan of the camp’s buildings
was designed by Ukrainian architect
Tetiana Bieliaieva. The distinctive sil-
houette of this vacation centre and
its laconic concrete bird are typical
of the architecture of health and rec-
reational resorts in Crimea.

Beyond its functional aspect, Burla-
ka's Seagull adds new questions to
the multidimensional project: how
do we talk about the Soviet legacy
when we talk about Crimea? How do
we now view the architecture that
significantly changed the landscape
of the peninsula in the 20th century?
Can we separate the cultural value
of individual buildings and complex-
es from the ideological baggage of
the era, and if so, how?
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OLEKSANDR
BURLAKA

CAGALA,
2025

(1982)

FANERA

Ucus alindaki usliiplestirilgen ca-
galalar ilk-evela simdi oquganifiiz
metinlernifi bulungani bukletler iciin
stend olaraqg qullaniimagtadir. Eser-
nif ve serginii ekspozision dizayni-
nii muellifi Oleksandr Burlaka Kiyivli
ressam, mimar ve tedgigatcidir.
Stendnif sekli Alusta kurort see-
rindeki “Cayka” bala lageri territori-
yasinda bulungan dekorativ beton
nesneden ilhamlanaraq yapilgan.
Lagernifi yap! kompleksi 1979 senesi
Ukrayin mimari Tetana Belayevanifi
leyhasi esasinda qurulgandir. Sana-
toriy ve lakonik beton qusniii 6zgin
silueti Qinmdaki sanatoriy ve raatliq
mimarhgina hastir.

Burlakanifi “Cagala”si funksio-

nal magsadindan gayri coq dl¢ili
leyhaga yafi sualler gosa — s6z
Qirim aqqginda olganda, sovet mirasi
aqqginda nasil laf etemiz? XX-nci
asirda yarimadanifi landsaftini
defistirgen mimarligga nasil mu-
nasebette bulunamiz? Ayri bina ve
komplekslerninh medeniy qiymetini
zamannii mefkureviy yukinden
nasil ve ne dl¢clide ayiramiz?

OJNIEKCAHAOP
BYPJ1IAKA

YAWMKA,
2025

(1982)

QAHEPA

CTunnisoBaHi Yankum y nonboTi
CNyrytoTb Nepeaycim CTirKoto ans
6poLUyp 3 TEKCTaMW, SKi BU 3apas
ynTaeTe. ABTOp 06'eKTa 1 eKCrnosun-
LiMHOro An3anHy BUCTaBKU —
Onekcangp bypnaka, KUIBCbKUI
XYLOOXHWK, apxiTeKkTop i focnia-
HUK. Dopmy CTiKM iHcnipoBaHO
OeKopaTUBHUM O6'EKTOM 3 6ETOHY
Ha TepuUTOopPIl AUTA4Yoro Tabopy
«Yanka» B KYypoOpTHOMY MICTi
AnywTa. AHcam6b criopya Tabopy
36ynoBaHo 1979 poKy 3a NPOEKTOM
YKPaiHCbKOI apXiTEKTOPKN TeTSaHU
benseBol. XapakTepHui cunyet
CaHaTopIto Ta TaKOHIYHOro 6eTOH-
HOro nNTaxa — TUMNOBUN AN caHaTo-
pilB i pekpeauinHol apxiTeEKTYpu B
Kpumy.

Mo3a cBoIM PyHKLIOHANBHUM
npu3HayYeHHsM, «Harka» bypnaku
00[a€ HOBI MMTaHHSA 0O 6araToBu-
MiPHOIO MPOEKTY — SIK MM FOBOPU-
MO NPO pagstHCbKU cnagok, Komun
noetbcs npo Kpum? Ak mun ctasm-
MOCS [0 apXiTEKTYPWU, AKa CYTTEBO
3MiHMNa naHgwadT niBocTpoBay
XX cTopivui? 9K i um BigokpeMmsto-
€MO KYNbTYPHY LiHHICTb OKpeMunx
crnopyn i KoMmnnekcis Bif iaeonoriy-
HOrO HaBaHTaXXeHHs oo6un?
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