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NOE3IA TA NEP®OPMAHC

POETRY AND PERFORMANCE

CXIAHOEBPOMENCHLKA NEPCIMNEKTUBA

THE EASTERN EUROPEAN PERSPECTIVE

Y Opyrin nonoBuHi XX cTonitTTA Noetu
Ta muTui CxigHoi €Bponu NpUNHANK
BUK/INK OCMUCIIEHHA N OOCNIAXEHHA
iHCTpyMeHTanisauii MoBM onA Komy-
HiIKaTUBHUX i MONITUKO-i[e0NorivYHNX
uinen. BoHn 3pobunu ue, npuBepHyBLLN
yBary Ao WTY4YHOCTi MOBW, ii maTepi-
anbHOCTI Ta MefjianibHOCTi, CTBOPKOOYN
nepdopmaTtunsHi cuTyauii ana cebe

Ta CBOEi ayanTOopii, Y AKX MOX/IMBOCTI
CMOBECHOTr0 BUPaXKEHHA Mornv 6yTu
BUNpobyBaHi Ta posirpaHi. [lloeTnyHumn
nepdopmaHc f03BONAE BiAYyTN 06Me-
YX€HHA MOBW Ta BUC/OBJIIOBaHHA.

Y couianicTnyHmx kpaiHax CxigHoi
€Bponu, 3 ycima iXHiMM BigAMIHHOCTAMW,
noesiA Ta nepopmMaHC xapakTepunsy-
I0TbCA NOABIVHOIO CYOKYNbTYPHICTIO:

3 0HOro 60Ky, BOHW MiApUBaloTb 3BUNY-
He CMPUNHATTA NCbMa Ta CNiB AK Hel-
TpanbHMX 3acobiB, L0, CBOEIO 4Eproto,
6yN10 HENPUINHATHO Y MeXax TOLjLUHbO-
ro coujianbHO-KyNbTyPHOro NpocTopy.

In the second half of the twentieth
century, poets and artists in Eastern
Europe in particular took up the chal-
lenge of reflecting on and investigating
the instrumentalization of language for
communicative and political-ideological
purposes. They did so by drawing at-
tention to the made-ness of language,
its materiality and mediality, and by cre-
ating performative situations for them-
selves and their audiences within which
possibilities of verbal expression could
be tested and acted out. Poetic per-
formance makes the limits of language
and speakability tangible.

In the socialist states of Eastern Eu-
rope, with all of their differences, poetry
and performance are characterized by
a double subculturality: on the one
hand, they undermine the conven-
tional perception of script and words
as neutral means, which, on the other
hand, was unacceptable against the



Lle BuTicHANO ix y HeodiuiliHe abo
4acTKOBO Teprme KynbTypHe none.

lMucbMoBa NpakTuka cameunaasy,

AK i MucTeubka camonybnikauia Ta
iXHi 3B’A30K i3 3acobamu rpachivHoi
Ta BidyanbHoi noeaii 6ynun po3rnAHyTi
Ta Npe3eHToBaHi y monepeHix Npoekx-
Tax. Brim, potenep meHwe ysaru 6yno
npvaineHo ob6ctaBMHam nepcopmaHcy.
Ha popayy oo apykoBaHoi nitepaTypu
COLLOKYNbTYpHE CEepefoByLLE HaAaBasno
0CO6MMBOro 3Ha4YeHHA YCHin aexknamawyji
BipLUIiB, MOETUYHMM iHCTaNALIAM y camo-
OpraHi3oBaHnX BUCTaBKax, MOETUYHMM
aKUuiAM i Xy40XKHIM iHTepBeHLUIAM

y ny6nivyHuin npocTip. B3aemo3B’A30k
Mi>K TEKCTOM i CUTYyaLli€to Y NOETUYHUX
aKTax CroHykas noABYy akLin, nep-
hopMaHciB Ta XeneHiHriB — BesbMu
crneuundivyHa Ta BUHATKOBO CXiZHOEBPO-
nericbka pyca nepgopmaHcy.

OpHak hoKyC Ha XyA0XHIX MO3ULLAX
CxigHoi €Bponu y Hawin BUCTaBLi He
nepepbavae TepuTopianisauio TeMu.
BrKOpMCTOBYIOYM TEPMIH «MEepCreK-
TuBa», MM MaeMO Ha MeTi 3MIHUTK
pakypc, Wob BiAKPUTU HOBi FOPN3OHTU
OCMWCIIEHHA TOrO, WO MU pob1mo

Ta WO M1 MOXEMO 3pobuTn 3 MOBOIO
B Uinomy. Y CxigHin €Bponi M1 MOXEMO
cnocTepiraty BogHo4ac ocobnmBy
YYTNUBICTb 4O BNaAuM Ta KPUXKICTb

i Bpa3nuBicTb PO3BUTKY MOBM MPOTA-
rom 6araTbOx OeCATUMITb.

MoesiA Ta nepdopmaHc cTBOpUU cre-
LumnchivHe CouioKybTypHE cepenoBuLLe
y MeXax pi3HOMaHiTH1X KynbTyp Cxia-
Hoi €Bponu. Po3smBanuca napaneni
Mi>X pyxamu Ta nigxoaamu, BioMe>koBaHi
He nywe 3anisHoto 3aBicoto Bif, Npo-

cultural-political backdrop, forcing them
into the unofficial or partially tolerated
cultural scene.

The writing practice of samizdat as

well as artists’ self-publishing and their
relation to the devices of concrete and
visual poetry have been treated and
presented in previous projects. Until
now, however, less consideration has
been given to the circumstances of
performance. In addition to typewritten
literature, subcultural milieus attached
particular importance to the oral recita-
tion of poems, poetic installations

in self-organized exhibitions, poetry
actions and artistic interventions in pub-
lic space. The interrelation between text
and situation in poetic acts functioned
as a trigger for actions, performances
and happenings — a very specific and
notably Eastern European characteristic
of performance art.

The focus on artistic positions from
Eastern Europe in our exhibition

does not imply a territorialization

of the topic, however. With the term
‘perspective’ we aim to change the
viewpoint in order to open up new hori-
zons of reflection on what we do and
on what we are able to do with lan-
guage in general. In Eastern Europe,
we can observe a specific sensibility
for the power and at the same time
the fragility and vulnerability of lan-
guage developing over many decades.

Poetry and performance have produced
specific milieus within the diverse cul-
tures of Eastern Europe. There were
parallels developing between move-
ments and approaches separated not

3



LeciB Ha 3axogi, a i, NnapagoKcasbHoO,
6ap’epamMum M cammmMu CxigHoeBpone-
CbKUMM KynbTypamu. [poTe TyT icHye
XapaKTepHa puca: NopyLleHHA 3BM4aiB
MiCLeBOI KyNbTypW Ta NoABa Mi>kHa-
poaHuX Mepex. Hawa BucTaBka mae

Ha MeTi 3p0BUTN BHECOK Y NOBTOPHE
BiOKPUTTA UMX 3B’A3KIB, 06i3HaHICTb Npo
AKi goHedaBHa 6yna oy>xe 06MeXXeHo.

OpHUM i3 Halwmnx ocobnuBKMX iHTEpeCIB
€ Hanpyra miX iHamBigyanbHUMK
XYAO0XHIMM No3unuiAMM Ta PEeHOMEHOM
XYLOO>XHiX rpyn, BU3Ha4eHa ocobm-
BOCTAMM MiCLIEBUX COLLIOKYIbTYPHNX
0cobnMBOCTEN Ta CYOKYNbTYPHUX
CNiNbHOT. VY Uil BUCTaBLj MM XO4eMO
BiATBOPUTM Taki ocobnmeocTi abo
3pobUTK iX [OCTYMHNMM LLAAXOM MOpiB-
HAHHA, NPaLIOI0YN 3 TEMATUYHUMW rPy-
namu, Lo OOKYCYIOTbCA Ha XyA0XHiX
npakTuKax.

BuctaBka cknapaeTbcA 3 pisHOMaHIT-
HMX TUNIB CNIBICHYIOYMX EKCMOHATIB:
OKpPEMMX TEKCTIB, iHTEPaAKTUBHNX 06’eK-
TiB, aydio- Ta Bigeo3anucis, NNiBOK Ta
iHCTanAuin gokymeHTauii nepdopman-
ciB. Pa3om BOHM Npe3eHTyloTb aBTopiB
i3 CyOKynbTYyp couianicCTUYHMX Aep>KaB
pas3oM i3 cyvacHUMM No3nuiAMn, AKi
NpPOAOBXYIOTb TPAAMULI0 NOEQHAHHA
noesii 3 nepchopmMaHcoM, LEMOHCTPYIO-
4 3ycunnA noeTiB Ta XyAOXHUKIB A0
3BiNlbHEHHA Bif, KOHTPOSILOBAHOI MOBM
Ta HOPMATUBHOI KOMYHiKaLii TyT

i 3apas. Takum 4nHowm, lloesia

Ta nepgopmaHrc. CxigHoeBpPoOnencobKa
rnepcrnexkTnBa CTUKAETbCA i3 Cy4acHNMMN
BVK/IKAMU y NOCTCOLianicCTUYHMX Kpa-
iHax Yepes npu3amy MOBW Ta i4eonori,
03MpaeTbCA Ha iXHi BiANpaBHi TOYKK.

only by the Iron Curtain from the devel-
opments in the West, but also, paradox-
ically, by barriers between those Eastern
European cultures themselves. Never-
theless, what we can see as a charac-
teristic feature here is a transgression of
the conventions of local culture and the
emergence of international networks.
Our exhibition wants to contribute to the
current rediscovery of these connections
of which, until recently, there was very
limited awareness.

One of our special concerns is the ten-
sion between singular artistic positions
and the phenomenon of artistic collec-
tives defined by the specificities of local
milieus and subcultural communities.

In this exhibition we want to recreate
such milieus or to make them accessible
by way of comparison, working with
thematic groups focused on artistic
practices.

The show is composed of various
types of coexisting exhibits: text scores,
interactive objects, sound and video
recordings, films and installations of
performance documentation. Together,
they present authors from subcultures
in socialist states along with contempo-
rary positions that continue the legacy
of combining poetry and performance,
showing the efforts of poets and artists
to break free from controlled language
and normative communicative here

and now. Poetry and Performance.

The Eastern European Perspective thus
confronts the current social challenges
in the post-socialist countries through
the prism of language and ideology and
looks back at their points of departure.



BucTtagka [loesis Ta nepgopmaHc.
CxigHoeBpornevicbKa nepcrnekTnaa
npobyayKye NifPVBHI XyO0XHi HACTPOI,
HanpasneHi NPOTY aBTOPUTaPHMX
peXXUMiB MUHYOrO, ane BoHa TakoX
CTOCYETbLCA Cy4acCHOi NONITUYHOI PUTO-
PUKW: MaHiNynALiA MOBOIO, 3 MOBOIO

Ta yepes mos.y. [NoesiA Ta nepdopmaHc
HabyBaloTb BUHATKOBOIO 3HAYEHHA

y nepioan couiononiTMYHMUX Kpus, 60

Ui edpeMepHi Ta rHy4ki MucTeupbki op-
MU pO6IATE MOX/IMBOKO pedneKkcito
CTOCYHKIB Ta KOHTEKCTIB, AKi 3anumwa-
I0TbCA HEe 06roBopeHMU. 3apas Takox
Ba>KJIMBO MWUITbHYBATW 3MiHU Y MOBI

1 XapakTepi BiGHOCUH MiX TEKCTOM

i cnoBaMu Ta HOBUMM TEXHONOTIAMM,

AK i NoMivaTn 3pyLEeHHA B BiK eMOLN.

The exhibition Poetry and Performance.
The Eastern European Perspective
evokes subversive artistic attitudes di-
rected against authoritarian regimes of
the past yet it also applies to contem-
porary political rhetoric: the manipula-
tion of, with and through language. Now
and then, poetry and performance take
on an exceptional significance in peri-
ods of socio-political crises, as these
ephemeral and flexible art forms enable
the reflection on relations and contexts
that remain otherwise undiscussed.
Currently, it is also essential to pay atten-
tion to the changes of the language and
the character of relations with text and
words up against new technology, as well
as notice a shift towards emotions.



NEP®OPMATUBHE NMNCbMO-YUTAHHA

WRITING-READING PERFORMANCE

TAMALL
CEHTWOEI,
YIOPCbKA
MOEMA,
1972

TAMAS
SZENTJOBY,
HUNGARIAN
POEM,

1972

MOHOIPAMICTAT.D/ »
OESIOEP TOT,
CHII HA [IEPEBI,
1970

MONOGRAMISTA
T.D/DEZIDER TOTH,
SCHNEE AM BAUM/
SNOW ON THE TREE,
1970



MepchopmaHc nomiwae NoeTnYHN
TEKCT y CUTYaTUBHUIN KOHTEKCT Mpo-
OYKYBaHHA Ta CnpunHATTA. Binbysa-
I04MCb N03a Mexxamu ApyKOBaHOro
cnosa, TunorpadiyHi eKcnepumMeHTn
Noxop[ATb Bif, hi3MyYHOro npouecy nNuchb-
Ma Bif, PyKu Ta CTBOPEHHA TEKCTY Ha
OPYyKapcbKili MalvHUi — fii, AKi 1 cami
YacTo HabyBalTb CTATYCy ECTETUYHUX
06’ekTiB. Npe3eHTauiA noesii WnAxom
JeknamaLii noeToMm o3Ha4ae noganblue
3pYLUEHHA Bif, CNPUAHATTA caMofo-
CTaTHIX pobiT A0 CNPUAHATTA noesii

y nepcopmMaTMBHUX CUTyaLLIAX.

MoeT Jle Py6iHWTENH nuLe cBOi Tek-
CTW, PeYeHHA 3a pevyeHHAM, Ha 6ibnio-
TEeYHMX KapTKax, AKi 06’€AHyIOTbCA

y cepii. YnTaHHA unx cepin TEeKCTiB
CTaloTb MiHIManNiCTUYHUMKN akuiAMM,

y AKMX aBTOP CMPOLLEHO TeaTpasnb-
HWM XXEeCTOM ropTae KapTku nif, vac
YnTaHHA. Y cBOEMyY nepdopmMaHci AnA
Bigeokamepu «Po3mMoBy 3 1amroro »
AHOpeli MoHacTUPCbKNIA PO3MIPKOBYE
npo Te, AK ifeA nepdopMaTMBHOCTI PO3-
BUHynacA 3 noesii. BiH peTpocnekTneHO
npeseHTye noetiB XIX-XX cTonite

y cuTyauii nepdopMaTUBHOIO YMTaH-
HA. CNpMMaEeTbCA He TeKCT, Noro
3HA4YeHHA, CTPYKTYpu Ta pedepeHLii,
a cuTyauinHi 06CTaBMHN AOrO YNTaH-
HA. CBOIMM Xy[0XXHIMU NpakTUKamm
AHppent MOHacTUPCbKUIA, OAVH i3
YNIeHiB-3aCHOBHWUKIB rpynu «Konek-
TWBHI Aii», BTINOE nepexig Big noeasii
00 nepchopmaHca y MOCKOBCbKOMY
KOHUenTyaniami. Y 1977-my, B CinbCbKil
MicLeBOCTi No6a13y MicTa, rpyna nosi-
cuna racno 3 NoeTUYHUM TEKCTOM, L0
HaragysaB achOpUCTUYHY 3aranky abo
KOaH. Takum YYHOM BOHW BUKPVBAIOTb
NopoXKHevy NoniTYHMX popmyn i nicnA

Performance places the poetic text in

a situational context of production and
reception. Beyond the printed word,
typographic experiments evolve from

a physical process of writing by hand
and producing texts by typewriter, which
themselves often gain the status of
aesthetic objects. The presentation of
poetry by way of poets’ readings implies
a further shift from the reception of
self-contained works to the perception
of poetry in performance situations.

The poet Lev Rubinstein writes his texts
sentence by sentence on index cards
which are combined into series. Readings
of these text series become minimal ac-
tions where the author, in a rudimentarily
theatrical gesture, flipps through the cards
during the reading. In his performance for
a video camera Conversation with a Lamp,
Andrei Monastyrski reflects on how the
concept of performativity developed from
poetry, retrospectively presenting poets
of the nineteenth and twentieth centuries
in the situation of a reading performance.
Not the text, its meanings, its structures
and references are perceived, but the sit-
uational circumstances of its reading. With
his artistic practices, Andrei Monastyrski,
one of the founding members of the
Collective Actions group, embodies the
transition from poetry to performance in
Moscow Conceptualism. In 1977, in the
countryside near the city, the group hung
a slogan with his poetic text, reminiscent
of an aphoristic riddle or koan. In this way,
the emptiness of political formulas

is exposed and then transcended in a
Zen-inspired aesthetics of emptiness.

Another prominent approach by many
artists and poets is the focus on freeing

7



LibOro NepeHocATsb ii B HATXHEHHy A3e-
HOM eCTeTUKY NOPOXHEeNi.

IHWMM BU3HAYHMM nigxonoM 6araTbox
XY[OOXHVKIB i noeTiB 6yB hOKyC Ha 3Binb-
HEeHHi MOBWU Bif iaeonorivyHoi y3ypnadii.
BoHu Hamaranuca 3po3ymiTu, AKO
MipOIO camMi HECBIAOMO iHTepHanisysanu
ineonorito. Ak, Hanpuknag, konu OmiTpin
[Mpiros 3irpaB ponb pagAHCLKOro Misiuj-
OHepa nif, yac cBoix UntaHb. Came uen
»ecT Pussy Riot uMtyBanu B cBoin akuii
«MiniuioHep BCcTynae B rpy» Ha 53- xau-
JWHI doiHanbHoro matyy Kybky cBiTy

25 nnnHA 2018 poky, TakMM YNHOM
paavkanisytoum nepenneTiHHA noe-
TWUYHOTO Ta NONITUYHOTO i 3AACHIOIYN
BTPYYaHHA y MefianpocTip.

Ha npoTtusary meTta-niHrBiCTU4HUM
npakTukam MoCKOBCbKOro KOHLenTy-
aniamy, CnoBaubKunin KoHUenTyanicTt
Jobomip [ropyek cuctemaTnyHo npa-
LIO€ 3 KOHTEKCTYaNTlbHUMN 3Ha4YEHHAMMN
OKPEeMOro CnoBsa, Hanpuknapg, crnosa
«npasaa». ABTOp 3HOBY i 3HOBY nuLe
CNoBO «Mnpaspa», BCTaBAAIOYN MOOEKY-
OV NOMUIIKKM, YUM BKasye Ha MeguTa-
TVBHY BapiaTUBHICTb NPOLECy N1cbMa.
BiH BMKOpMCTOBYE chopmaT CTOPIHKM AK
06MeXXeHy 30HY OJ1A eKCNepUMEHTIB,
nepdopMaTMBHWI NPOCTIP Y MiHiaTIop.
HacTynHMM KpoKoM «caMoeKCnepumMeH-
Ty» aBTopa 6yB nepexif Big nMcbma ao
nii y noro nepdopmaHci «lictb» (1980).
MoknaBLwu Ao poTa CTopiHKy «[pasan»
(ronoBHoi odiLinHoi razeTn Crnosay-
UYWMHK), XYAOXKHUK BXOAUTb Y (PisNYHNIA
couianbHUA NPOCTIp: BiH A3BOHUTb

y ABepi CBOIX APY3iB, BOHW BiOAYMHAIOTb.
Ane BiH He B 3MO3i PO3MOBNATY 3 HAMW,
60 110ro poT NMOBHUIA NPaBAW, WO POBUTL
1oro HimmMm. NcbmoBe cnoBo, MaTepi-

language from ideological usurpation.
They tried to understand to which degree
they themselves had unconsciously in-
ternalized ideology, for instance, as when
Dmitri Prigov took on the character of

a Soviet militia-man in his readings.

It is precisely this gesture that Pussy Riot
cited in their action The Policeman en-
ters the Game in the 53rd minute of the
World Cup final match on July 25, 2018,
thus radicalizing the intertwinement of
poetics and politics and intervening into
media space.

In contrast to the meta-linguistic prac-
tices of Moscow Conceptualism, Slovak
conceptualist Lubomir Dur&ek deals
systematically with the contextual mean-
ings of a single word, such as the word
truth. Writing repeatedly the word “prav-
da” (truth), the author is occasionally
infixing errors, pointing out the medita-
tive variability of the writing process.

He uses the page format as a limited
model space, a performance area in
miniature. The next step of the author’s
“self-experiment” was the shift from writ-
ing to action in his performance Visitor
(1980). After putting Pravda/Truth (the
main official Slovak newspaper) into his
mouth, Duréek enters a physical social
space by ringing his friends’ doorbell and
meeting them at the door. He is, how-
ever, unable to communicate with them,
since his mouth is full of truth — which
makes him speechless. The written
word, the material media of the news-
paper and the act of communication

are flamboyantly devalued in this silent
performance.

Monogramist T.D’s works rather em-
phasize intimate processes of writing,



anbHe Mepfja ra3eTn Ta akT KOMyHikadlii
NnoKasoBO 3HELHIOITLCA Y LiIbOMY MOB-
YasHoMy nepdOpPMaHCi.

Po6otn MoHorpamicTa T.D. ckopiwe
NiAKPECIOITb IHTUMHWIA NPOLIEC MUCH-
ma. Moro mawinynauii 3 chirypaTusHoto
MOBOIO NepeTBOPIOIOTL CNOBO Ha
MaTepiasibHe 306pa)keHHA abo Ha npo-
CTOpOBUIA 06’€KT. Y Moro poboTi «CHir
Ha Aepesi» NiTepun 3aragkoBoro eipia
«HarnucaHi» Ha cToBOypi Ta rinkax
[epeBa, WO pocTe, NOEAHYIOHN TaKUM
YMHOM NpUpOAY Ta KynbTypy 3i cnorna-
JasibHOK y4acTio caMoro asTopa, Lo
CVaOWTb Ha AepeBi.

Y nepLuomy yropcbKoMy XeneHiHry
l'abopa AnTopsi i Tamawa CeHTI06i
«O6ig» (NnpuceA4veHo baTy XaHy, 1966)
CeHTIN06i NnepeTBOPUBCA Ha «noeTa
3a APYKapCbKOK MALLVHKO». IXHA
KOJIeKTMBHa NMCbMOBA NpakTuka byna
nepeTBOpPEHa Ha KONEKTMBHUN eKe-
NEPUMEHT-XENEHIHT AK paanKanbHUn
XKECT NPOTN HOPM MOLEPHICTCbKOro
MUCTELTBA Ta BU3HAYHUX YMHHUKIB
XONOAHOI BiHW.

Y po6oTax mucTeubkoro gyety [lopoTtu
FaBenan Ta Erne Kyn6okaite Young
Girl Reading Group KONeKTUBHe Yn-
TaHHA TEKCTY 3 MoBiNbHMX ancnneis

CTBOPIOE YHiKanbHUIN [OCBIg CNiNbHOTY.

MpoTe TyT TEKCT He MPOCTO nepeHe-
CeHul y nepdopmaTmBHY CUTYaLiio;
3aBOAKN iHCTanAUIl TeKCT BUXOAUTb
3a MeXi BipTyasnibHOro BUMIipy y dopmi
marepianbHNX 06’eKTiB, AKi MMH60KO
3apiloloTb BigvyTTA.

whose manipulation of figurative lan-
guage changes the word into a material
image or spatial object. In his Snow on
the Tree, letters of an enigmatic poem
are “written” on the trunk

and branches of a growing plant, com-
bining in this way nature and culture
with the observing participation of the
author himself, sitting in the tree.

In Gabor Altorjay's and Tamas Szent-
joby’s first Hungarian happening The
Lunch (In Memoriam Batu Khan, 1966),
Szentj6by styled himself a ‘poet at

the typewriter.” Their collective writing
practice has been transformed into the
collective experiment of a happening as
a radical gesture against the conven-
tions of modernist art and the cold war
determinations.

In the works of the artistic duo Dorota
Gaweda and Eglé Kulbokaité (Young
Girl Reading Group), collective reading
from mobile displays creates a unique
experience of community. Yet here
reading the text is not simply transferred
to the performative situation; thanks to
the installation, its virtual dimension is
exceeded in the form of material objects
strongly engaging the senses.



COLLECTIVE ACTIONS GROUP,
LOSUNG/SLOGAN,

1977

TPYMNA «KONEKTUBHI Ali»,

JNIOBVYHT,
1977
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So, what is it actually about?

o=

Here we are, I a little faBBiERIRG Und dafi"die _Sireifereien starker sind
we are i

L It's e Is_‘uns s L
in the picture, gl .n, unsere gegenseitige Zuneigung

And, in the situation of the reading itself e o
Es zwingt dich niemand.

JIEB PYBIHLUTEH,

MEPOOPMATUBHE YNTAHHA,

1985
LEV RUBINSTEIN,
READING PERFORMANCE,
1985

AHLPEN .

MOHACTVIPCBKMI,

PO3MOBA 3 TAMIIOIO,

1985

ANDREI MONASTYRSKI,
CONVERSATION WITH
THE LAMP,

1985
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PUSSY RIOT,
MINILIOHEP BCTYNAE V ITPY,
2018

PUSSY RIOT,

THE POLICEMAN ENTERS
THE GAME,

2018

OMITPIA MPIFOB,

MINILIOHEP, N
1985 Und alle Menschen werden Briider
DMITRI PRIGOV, Und jeder wird_ ein “Milizionar
TSSESPOL'CEMAN' A Policeman eachiandieVenyoiex
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AYOIOXECTU

NALIC/IAB HOBAK,
MNIBKV TA KOPOBKW,
19651969
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LADISLAV NOVAK,
TAPES AND BOXES,
1965-1969
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AypjatusHy, abo hoHeTUYHy noesito
MO>XXHa po3rnAfaTh AK NoaanbLnii pos-
BUTOK 3BYKOBOI NOE3ii B TOMY CEHCI, WO
BOHa Mpavutoe He TiNbKKY 3i 3ByKOM MOBM
Ta TPaHCTPECUBHUM NOTEHLiasIoM ro-
nocy, a 1 3 TEXHIYHUMI MOX/TUBOCTAMM
aypiozanucy. OoHWM i3 BUBHAYHKX TexX-
HonorivyHMx npopwmeiB 1960-x 6yB nepco-
HaJTbHWI KaceTHWI MarHiTodoH. Tenep
3BYK MOXHa 6yno He Tiflbku 3anucysaTy,
a " MOHTYBaTW, HapisaTu, MopynoBaTU
Ta mikcyBatu. Hanpuknag, lapicnas
HoBak noyas ekcnepvmeHTyBaTh 3 Ka-
CeTHUM MarHiTocpoHom ypoma. A nisHie
BiH Ta iHLWi noeTn, AK-oT Mosed lipwan,
Borywina 'pboreposa Ta Baunas Masen,
cnisnpauoBanv 3 pagiocTyaieto y MicTi
JNi6epeub Ha niBHoui Borewmii Hap «Ceme-
CTPOM eKCMepUMEHTasIbHOI TBOPHOCTi»,
y MeXKax AKOro iHHOBaLUiliHi ayOioKom-
nosuii BUXoaunu B eip NpoTArom
6aratbox micAuis. Lia yacTvHa BucTasku
TakoX NigKpPectoe MiLHi MDKHapOaHi
3B’A3KW, L0 YTBOPUIIMCA MiXK noeTammn

B ycboMy CBiTi. Mapaneni mix po6oTamm
Minana Apamyaka Ta KartaniH Jlapik
MOXHa NobaynT y HE3BMYHMX rpadpiy-
HVX MapTUTypax i BidyasbHili My3uLi, AKa
3a 40MOMOT OO0 JIIOACHKOro Tina abo Ha-
BKOJIMLLHBLOrO cepeaoBuLLa peanisoBy-
BasniacA y 3ByKOBUX iBEHTaX.

V 1980-x QiAnbHICTb NaTBINCbKOI Xyo0XK-
Hboi rpynn NRSD («MaiictepHa pecTtas-
pauii HeBiOUYTUX NOYYTTIB»), 3aCHOBaHOI
lapgivicom JlepiHbwom Ta FOpicom
Borkowm, xapakTepuayBanacA npoarocy-
BaHHAM anbboMiB eKCrnepUMEHTasTbHOI
My3UMKW Ta NPOBEAEHHAM MiXXAuCUMNi-
HapHux akuiin. CeorogHi rpyna «Op6ita»,
wo 6a3yeTbeA y Pusi, BUKopuctoBye

y CBOiX nepdopmaHcax BeMKY KinbKiCTb
pagionpuimadis, Wo6 NepeTBOPUTHU ro-

Auditory or phonic poetry can be un-
derstood as a further development of
sound-poetry in that it not only involves
the sound of language and the trans-
gressive potential of the voice, but also
clearly works with the technical possi-
bilities of audio recording. One of the
great technological breakthroughs of the
1960s was the personal tape recorder,
which meant that sounds could not just
be recorded, but edited, cut, modulated,
or mixed. Ladislav Novak experimented
with a tape recorder at home before he
and other poets such as Josef Hirsal,
Bohumila Grégerové and Véclav Havel
collaborated with a radio studio in the
north Bohemian town of Liberec in the
late 1960s on a Semester of Experimen-
tal Creation, during which innovative
audio compositions were published over
the course of many months. This sec-
tion also draws on strong international
connections made among experimental
poets worldwide. Parallels between the
works of Milan Adam¢iak and Katalin
Ladik can be seen in unconventional
graphic scores and visual music realised
as sound events originated either from
the human body or the surrounding en-
vironment.

In the 1980s, the activity of the Latvian
artist collective NSRD (Workshop for the
Restoration of Unfelt Feelings), found-
ed by Hardijs Ledin$ and Juris Boiko,
was characterized by the production

of experimental music albums and the
performance of interdisciplinary actions.
Nowadays, stage performances by the
Riga-based group Orbita use many
radio receivers in order to turn author-
itative broadcasts into acoustic static
as background for the poet’s live voice.
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JI0CY aBTOPUTAPHOIO PAAiOMOBIIEHHA HA
aKYCTWUHYHWI LUYM, Ha TAi AKOrO 3BY4UTb
YXUBWIA ronoc noeta. Y CBOil 3ByKOBIl
Komnosuii, Wwo ob’egHaHa 3 gpoTorpacdpi-
AMU B iHCTaNALi «[MOBHWUIA LMK NiCeHb.
Crepra nicHA / CTepTuin nensax», €neHa
I'nasosa, MOIoAa MUCTKUHA 3 Puru, Bu-
KOPWCTOBYE apXiBHi 3anmcuy naTBincbKux
HapoaHWX niceHb 1927 poky, Lo 36epi-
ratoTbCA Ha BOCKOBMX LiyniHapax. €neHa
MiKcye Lj nicHi 3 06pobneHuMn y umdppo-
BOMY BUITIALI 3anv1camm BIacHOro ronocy.

Ha Tni nisHbocouianictTuyHmx 6yaisens
nutoscbka rpyna Coro Collective (Erne
ByasiTite, l'ona ByasiTite, Esa Micesi-
yiyTe) NepeTBOPIOE TaHLOOUI Tina Ha
niTepun andasiTy y CBOEMY My3UYHOMY
Bigeo «Ypoku nekcnkun» (2009). TinecHa
abeTka BeSlbM/ CTUI30BAHMX XECTIB

i N03 Haragye mogHy doTorpadito Ta
pyXu cy4acHoro TaHuo. Lie mae Ha meTi
[EKOHCTPYIOBATN MOHYMEHTasbHE apxi-
TEKTypHe CepefoBuLLE MUHYIIONO.

[lyx nepexopy TakoX € BU3HAYaSTbHOO
PYCOLO CMHTE3Y MMCTeUTB «Kparcnep
IMnepian» — NoeTM4HOI onepu, HanMcaHoi
onAa dectBanio «BrBnx-92» (NbBIBCbKMIA
MONOAKHUIA (hecTUBab albTEPHATYB-
HOi KyNbTYpW Ta HETPaaMLINHMX XaHpiB
MUCTELTBA) i BUKOHAHOI YKPaiHCbKVM
niTepaTypHum yrpynosaHHAm by-ba-by
(FOpiti AHopyxoBuY, BikTop Hebopak Ta
OnekcaHpp IpBaHeLp) Mifg, Yac axioTaxy
Mepebynoeun. Hanpyra mixx rny3nmeo-cep-
MNO3HUMW BUCOKOKYNbTYPHUMU BUCTYNamm
3 eniemMeHTamMu onepu, 6anety, cMGOHIY-
HOi My3U1KW 3 0iHOro 60Ky Ta eni3oamy-
HMMKW NOABAMM NOMYAPHUX MiCLEEBUX
POK-MY3WUKaHTIB i iXHiX rypTiB 3 iHWWOro
BM3HAYUIM XapaKTEepHUA apavis Uiei
NoeTUYHOI onepu.
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In her sound composition, combined
with photographs in the installation Full
Cycle of Songs. Erased Song/ Erased
Landscape (2018) Jelena Glazova,

a younger artist from Riga, uses ar-
chival recordings of Latvian folk songs
from 1927, preserved on wax cylinders,
which she mixes with her own digitally
processed voice recordings.

Against the backdrop of late socialist
buildings, the Lithuanian group Coro Col-
lective (Eglé Budvytyté, Goda Budvytyte,
bodies into letters of an alphabet in their
music video Vocabulary Lesson (2009).
The body alphabet of highly stylized
gestures and poses is reminiscent of
fashion photography and modern dance
movements which aim to deconstruct
the monumental architectural environ-
ment of the past.

The spirit of transition is also sympto-
matic of the “Gesamtkunstwerk” Chrys-
ler Imperial composed for Vyvykh-92
festival in 1992 (youth festival of alterna-
tive culture and non-traditional genres of
art in Lviv) — a poetry opera performed
during the Perestroika excitement by
the Ukrainian Bu-Ba-Bu group (Yuri
Andrukhovych, Viktor Neborak, and OI-
eksandr Irvanets). The tension between
mock-serious high culture performances
with elements of opera, ballet, sym-
phonic music on the one hand and epi-
sodic appearances by popular local rock
musicians and their bands on the other
hand defined the characteristic drive of
this poetry opera.



VIZUALNL TEXT - portrét

BOMYMIJIA FPLOIEPOBA/  BOHUMILA GROGEROV/

MOSE® rPLIAN, JOSEF HIRSAL,
BTAOVIMIP, VLADIMIR,
1969 1969
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MINAH ADAMYAK,
3 LUMKNY «KONAXHI MAPTUTYPU»,
1966

MILAN ADAMCIAK,
FROM THE CYCLE COLLAGE SCORES,
1966

18




e - <

L % b Z Y=
NIBEPELIbKA PAOIOCTYIA, AE BYB SAMUCAHWA  LIBEREC RADIO STUDIO, WHERE SEMESTER
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NRSD — MAICTEPHA
PECTABPAL|Ii HEBIAYYTUX
MoYyTTIB

(FAPLINC NEAIHbLU,

IOPI/ BOVIKO),
MPOrYIAHKN

[0 BONAEPAI,

1980

NSRD-WORKSHOP
FOR THE RESTORATION
OF UNFELT FEELINGS,
WALKS TO BOLDERAJA,
1980

KATANIH NALIK,

®OHOMOETUYHA IHTEPMPETAL|IA
BI3YANbHOI MOESIi,

1976

KATALIN LADIK,

PHONOPOETIC INTERPRETATION
OF VISUAL POETRY,

1976
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IHTEPBEHL|I Y NYBJIIMHUM NPOCTIP
INTERVENTIONS IN PUBLIC SPACE

MOMAPAHYEBA ANIbTEPHATUBA, ORANGE ALTERNATIVE,
FETb CMEKY (FTETb KUVKW), AWAY WITH HEAT (AWAY WITH TRUNCHEONS),
1987 1987
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BrvmoBneHe abo HanucaHe y ny6niy-
HOMY MPOCTOPI CAOBO 3iLUTOBXYE NOE3ito
3 NONITUKOIO Ta crnpuAe 6e3nocepeHbo-
My OOMiHyY iZeAMM y Mexax CrifibHOTU
abo B3aemofii 3 BUNaaKOBUMUN NEpexo-
>XMu. Bunpobosytoun mexxi ceoboam,
MUTLi BUKOPUCTOBYBaNM ByNMLIO AK Bia-
KPUTWIA iIHTEpaKTUBHWIA NPOCTIP, AKNIA
3aMiHAE CTOPIHKY KHUM ab0 3BUYHWI
BUCTaBKOBUI npocTip. MNepdopmaHcn
Towmicnasa 'oToBaua YacTo MicTUIN
KOMYHiKaLito 3 ny6niyHo AyMKOIO0
Yyepes OrofieHHA Ta KOHTPOBEPCINHICTb
OroneHoro Tina XyAoXHuKa y ny6niy-
HOMy MpOCTOPi. Y CBOEMY Ni3HLOMY
nepdgopmaHci «derpaitnHr» (1990)
r'oToBau, 6innTb CTiHY, ToAi AK AK na-
niMncecT cTaporo rpadiTi (MoMiTUYHNX
CNOraHiB i HENPUCTONHOI navikwn) i pani
npornagaeTbeA nig, wapom apbu.

LIMM MOeTMYHUM XKECTOM XyO0XHUNK
OEMOHCTPYE NnpobnemaTu4Huin npouec
BW3HA4YeHHA HOBOI iAEHTUYHOCTI nicnA
po3naay Orocnasii.

Monbcbka xypoxHuuA Esa MapTym BU-
KOPUCTOBYE NiTepn 3 6inoro KapToHy,
AKi 3a3BMYan 36mpaloTb y C1oBa, LWob
npuKpacuTn iHTep’ep yaoma 4um B oQoici.
BoHa y BMnagkoBoMy NopAaKy po3ku-
Aye Ui niTepu AK y NpocTopi MicTa, Tak
i Ha Npupogi. | Taknm YNHOM 3BiNbHAE
iX Bifi iX NEPBMHHOrO 3Ha4eHHA. BoHa
HasBana Lo cepito akuin «AKTUBHOIO
noesieto» (1971/1973).

MMig yac Bynu4yHoOI akuii nicna npuay-
LUEHHA pobiTHUYMX NpoTecTiB y 1976,
rpyna «Akagewmia Pyxy» npeseHTyBana
HaToBMy pAAKKU Noesii, Hanvcaxi Ha 6a-
Hepax. Lle 6yB Bipw AHaTtona CTepHa
«EBpona» (1930), AKMIN y piK >XOPCTOKO
pO3irHaHoro PoBiTHNYOro NPoTeCTy

Spoken or written word in public space
confronts poetry with politics and involves
direct sharing of ideas within a community
or interaction with accidental passers-
by. Testing the limits of freedom, artists
used the street as an open interactive
space to replace the page of a book

or conventional exhibition space. The
performances of Tomislav Gotovac of-
ten involved communication with public
opinion through self-exposure and con-
troversy of his naked body in the public
space. In his late performance Degraffi-
ting (1990), Gotovac whitewashes a wall
thus demonstrating in a poetic gesture
the problematic process of defining

a new identity after the end of Yugosla-
via, as the palimpsest of old graffiti
(political slogans and obscene curses)

is continuing to show under the paint.

The Polish artist Ewa Partum used
letters made of white cardboard sold

in shops to assemble slogans for the
decoration of living and working spaces.
She randomly scattered these letters

in both urban and natural spaces, and
in this way liberated them from their
original meaning. She called this series
of actions Active Poetry (1971/1973).
During a street action after the defeated
labour protests of 1976, the group Aka-
demia Ruchu presented the assembled
crowd with lines of poetry written on
banners: Anatol Stern’s 1930 poem
Europe, which in the year of the brutally
crushed worker protest in Ursus and
Radom became suddenly relevant, was
copied to banners.

The Orange Alternative collective,
played with the political setting by
changing one singular letter in a slogan
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B Ypcyci Ta Pagomi 3HeHaubka HabyB
aKTyasibHOCTI.

I'pyna «[lomapaHyeBa anbTepHaTMBa»
obirpaBana noniTU4Hy cuTyawito, 3mi-
HIOKOYUM OOHY-EANHY NiTepy B racni,
Wo6 nornysysaTu 3 3ab60POHN aHTUpe-
XXMMHMX H6aHepiB. Y 1987-My BOHU npo-
BeNN AemMoHcTpadiio y Bpounasi

3 racnom «Precz z (u)patami», abo
«[eTb cneky». YKpaiHCbKOIO LifIKOM
abcypoHa Bumora. Ane Ko 3abpatu
OfHY 3 NniTep, «upaty» (cneka) nepe-
TBOPIOETHCA Ha «paty» (Kuiku). | Tenep
akuiA Ha3nBaeTbCA «[eTb KNAKN».

Y cyyacHin Pocii NMaBen ApceHbeB

Ta Poman OcMiHKiH i3 neTepbyp3bKoi
«JlabopaTopii MoeTnyHoro AKUioHI3MY»,
AK i Kipin MepBeneB, MOCKOBCBKMI
noeT, aKTUBICT | PPOHTMEH NONITUYHO
aHra>koBaHoro pok-rypty «Apkagin
Kou», ekcnepnMeHTytoTb Bce GinbLue
Yyepes coujiasibHi Mepexi, 3 meTogamu
Ta 3acobamu, HauineHMn Ha BUXiA,

3a Mexi 6e3neyHoro NPocTopy MUCTe-
uTBa Ta 6e3nocepeHE BTOPrHEHHA

y cycninbcTBo. damip ABgid, 60CHIR-
CbKWIN My3WNKaHT, MUCbMEHHWK | KpUTUK
NOCT’KOroCcNaBCbKOi CoujianbHOI peasnb-
HOCTIi, MpaLtoe y CXOXin MaHepi.

Ller cnoci6 noegHaHHA noesii Ta nep-
hopMaHcy, HaTXHEHHWI pernom Ta
rPOMaACbKVMM NPOTEeCTamm, HacTo 3Minc-
HIOBaHWIA 3a AONOMOroI0 MPOCTUX 3acobiB
Bifeo3anucy Ta BUKOPUCTaHHA coLiasib-
HMX MepeXX ANA CMOHTaHHOro PO3MOBCHO-
[)KEHHA, pa3oM 3i CBOIM couianibHUM
3HAYEHHAM i NOAITUYHUM BNINBOM

€ iHHOBaLINHMM NEPEOCMUCTIEHHAM
CnapLLuMHK, WO PO3BMHYACh Y Heodi-
LiiHIn KynbTypi 60—80-X.

to mock the prohibition of anti-regime
banners. In 1987, they demonstrated

in Wroctaw with the slogan “Precz z (u)
patami,” or “Away with the heat” in Eng-
lish — a totally absurd demand. But if
you remove a letter, then “upaty” (heat)
becomes the word “paty” (truncheons),
and the action is now called “Away with
the truncheons.”

In contemporary Russia Pavel Arsenev
and Roman Osminkin of the Laboratory
of Poetic Actionism from St. Petersburg
or Kirill Medvedev, the Moscow-based
poet, activist, and frontman of the poli-
tically engaged rock band Arkady Kots,
experiment, increasingly via social me-
dia, with methods and devices aimed
breaking out of the safe space of art

to intervene directly in society. Damir
Avdi¢, the Bosnian musician, writer,
and critic of post-Yugoslav social reality,
works in a similar fashion.

This way of combining poetry and per-
formance, inspired by rap and public
protests, often mediated by the simple
means of video recording and using so-
cial network channels as a way of spon-
taneous distribution, is, with its social
significance and political advocacy, an
innovative reconsidering of the heritage
developed in the unofficial culture bet-
ween the 1960s and the 1980s.
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EBA NAPTYM,
AKTVBHA MOE3IA,
1971, 1973

EWA PARTUM, L
ACTIVE POETRY,
1971, 1973

TPYMNA LWLECTN
XYOOXHUKIB,
BUCTABKU-AKLIIT,
BOPIC AEMVYP,
ETO, 1975

GROUP OF SIX
ARTISTS,
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ACTIONS,
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TOMICIAB FOTOBALL, AETPA®ITUHT, 1990 TOMISLAV GOTOVAC, DEGRAFFITING, 1990
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KIHEMATOIPA®I4YHA MOE3IA

CINEMATOGRAPHIC POETRY

A

HALLKO KPDKHAP (TPYMA «OHO»),  NASKO KRIZNAR (OHO GROUP),
BULLSHIT, BULLSHIT,
1968 1968
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Y cybkynbTypHOMY cepepoBuLi CxigHoi

€Bponu noesia NOCTiHO BCTYNae B iH-
TepmefiasibHi CTOCYHKM 3 KiHO. Y dhinbmax
Hawko KpixxHapa Ta Hywi i Cpeyo Opa-
raHis i3 rpynu OHO 3 60-x noeTu4He
AocnigXXeHHA maTtepianibHOCTi MOBU
NoeaHYETLCA 3 Bi3yaslbHUMK KiHeMaTo-
rpacdiyHuMm ekcnepumeHTamu. Cysip’a
niTep, peyeHb, unTaT, 06’eKTiB i Tin
cknapgatoTb KiHemaTorpadidHi cutyadlii.
MoesiA TakoX Bifirpae LEeHTpasibHy posb
y camMopo3yMiHHi cybkynbTypr HAOP y 80-x.
| TYT TakoX 3’ABNAETLCA HOBUI 3B’A30K
Mi> noesieto Ta KiHo. Ha npocTty kame-
py hopmaty «8 Cynep» 6yno HEMOX-
NMBO 3adinbmMyBaTV NOETUYHI YNTAHHA.
CWHXPOHHWI 3anuc 3ByKY Lie He 6yB
MOXNMBMM. HeobxigHicTb 3mycuna b6a-
raTboX NoeTiB i KIHOpeXucepis LWyKaTn
opurriHanbHe po3B’A3aHHA Ljei npobne-
Mu. BoHu BrkopucTOBYyBanm 3akagpo-
BWIA rofioc, MOBTOPIOBaHY Aeknamawiio
i nocnipoBHOCTI CcTOM-KaapiB 3i croBamun
Ta bykBamu.

V «BepeceHb BepeceHb» [kiHo [aHe-
maHa (1986) pokymeHTauiA nepdopmaH-
cy B Epnecepkipxe y CxigHomMy BepniHi
cknagae martepiarn, 3 AKOro No4YMHAETb-
cA inbM. 3a Kagpom akTop Aeknamye
BipLL, HaNMCaHWn peXXxMcepom, NOBTOPIO-
104U OrO 3HOBY i 3HOBY B Pi3HMX IHTOHA-
LiAx. Y uboMy BipLLi aBTOp PO3MipKOBYE
Hag, cneumndikoro nniBKOBMX HOCIIB.

VY 2000-x pokax Xy[oXKHUK i noet tOpin
INenpepmaH Ta pexxucep AHapeii Cunbse-
CTpOB pO3pobunm ocobnmey hopmy KiHe-
mMartorpagidHoi KiHonoeTnku. BoHu npa-
LoBanu 3 nitepaTypHUMmN CTepeoTunamm,
npeacTasneHnMn y nepopmaTuBHUX
YUTAHHAX HA TNi PI3HOMAHITHUX KyNbTyp-
HVX naHawadTiB y BCbOMY CBITi.

In the subcultural milieus of Eastern
Europe, poetry constantly steps into an
intermedial relation to the moving image.
In the films by Nasko Kriznar and Nusa
& Sre¢o Dragan from the OHO group
from the 1960s, the poetic exploration of
the materiality of language is combined
with visual cinematographic experiments.
Constellations of letters, sentences, quo-
tes, objects, and bodies evolve into cine-
matographic situations. Poetry also plays
a central role in the self-understanding of
1980s subculture in the GDR, and here
too there is a new connection between
poetry and film. It was not possible to
simply document poetry readings with
basic Super 8 camera equipment. Lip-
synched audio recordings were not yet
an option. Necessity was the mother of
invention for many poets and filmma-
kers who found original solutions to this
problem, working with voice-over texts,
repetitive recitations or word-letter stop-
motion sequences.

In Gino Hahnemann's September
September (1986) the documentation
of a performance from the Erléserkirche in
East Berlin forms the material from which
the film takes its starting point. In the voice-
over a poem by the fimmaker is read by
an actor, repeated over and over again —
in various intonations. It is a poem reflec-
ting on the specifics of the filmic medium.

In the 2000s, the artist and poet Yuri
Leiderman and the film director Andrey
Silvestrov developed a specific form of
cinematographic geopoetics, playing
with literary stereotypes presented

in performative readings against the
backdrop of various cultural landscapes
worldwide.
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AVF
KANINSHEN
SCHISSSEN
WIR NI,

Variety. Chaos. Decoration

WE NEVER SHOOT RABBITS

“
Visuals divide the time?

Fit clues together

I, We, Film.
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IOPIA NEMOEPMAH, YURI LEIDERMAN,
AHIIPEN CUNLBECTPOB, ANDREY SILVESTROV,
BEPMIHFEMCbKUI BIBEPYHOK, BIRMINGHAM ORNAMENT,
2011 2011




TIJIECHA NOE3IA
BODY POETRY

iPXI BAJIOX,

MOET,

1970
KATANIH

JIRi VALOCH, NALIK,

POET, BEYIPKA HJTO,

1970 1970
KATALIN LADIK,
UFO PARTY,
1970

KATANIH
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MOEMIM,
1980

KATALIN
LADIK,
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1980




Lla yacTvHa BUCTaBKM 30cepep>xeHa
Ha Tini AK isn4YHOMY MicLi MOBEH-
HEBOro akTy. 3 0gHOro 60Ky, TinecHe
BMPaXKEHHA noBepTae MOBY A0 ii Ma-
TepianbHOro NOXoAXKeHHA. 3 iHLWoro,
HeobXiaHICTb MegiaTu3auii NoaibHMX
TiNECHMX aKTiB y Npoueci JOKYMEHTY-
BaHHA CTBOPIOE y (poTo- Ta Bigeonep-
copmaHcax ANCTaHLIO MK aieto Ta
CAPUAHATTAM. DOKYCYOUNCh Ha TOMY,
AK BTINIOIOTLCA MOBJIEHHEBI aKTu, LA
rpyna pobiT 3adinae oCcHOBHi Nnpobnemun
paavKanbHOro Hapuucuamy, TinecHoi
PUTOPVIKW, NOMITUKW iBEHTUYHOCTI,
reHpgepa Ta nornAagy. Y nopyLweHHi guc-
LMNAIHAPHUX HOPM, LLO NPUMYLLYIOTb
Ta KOHTPOJIOKOTh TiNO, NpUBaTHe cTae
ny6niyHmm. MNoBToproBaHa chopmyna
Was ist Kunst? / Lljo Take mucteytso ?
y BigeonepdopmaHci Pawi Togocie-
Biya BiOKpMBA€E CKNaaHUM Habip nu-
TaHb, LLO CTOCYIOTbCA MUCTELTBA AK
iHCTUTYLji. ABTOMaTN3M AECNOTUYHOI
POHOLIEHTPUYHOI MaLUMHN BUCTYNae
reHepanbHo MeTadopolo 31UTTA TO-
TaniTapHoro AUCKYpPCY 3 iHCTUTYLIAMU
mucteuTsa. Ipxi Banox pocnigxye
TinecHy 6nm3bKicTb, 0CO6IMBO 30cepe-
IDKYIOUNCb Ha 3B’A3Kax 306paXKeHHA

3 TEeKCTOM Ta 306paXKeHHA 3i 3BYKOM.
YV cBoemy nepdpopmaHci ana gotoka-
Mepu BiH MPOMOBIIAE CIOBO «T10ET »,
AKe rnAfadi MOXyTb MLLE NpoYMTaTH
no vioro ry6ax (Ipxi Banox, «Moet»,
1970). baniHT LombaTtu Takox fo-
CRipyKye 3B'A30K MidK 306pa>keHHAM

i TekcTom, ane noro po6oTu binbLue
BOYAOBaHi Y TEPUTOPIIO TaKTUILHOIO
TinecHoro gocsigy: BiH NPOTUCTaBNAE
6lopoKpaTUYHy onepauito WTamnyBaH-
HA | BPa3NmBICTb NOACHKOI WKipK.

V nepgopmaHnci Katanid Nlagik UFO
Party / «Beyipka H/10» po3amnBaloTbcA

This section focuses on the body as

a physical site for speech acts. On

the one hand, embodiment returns
language to its material origins. The ne-
cessity of mediating such corporeal acts
in the process of documentation also
tends to introduce a distance between
action and perception in photo and vid-
eo performances. By its focus on how
speech acts are embodied, this group
of works touches the core issues of rad-
ical narcissism, body-rhetorics, identity
politics, gender and gaze. In the tran-
gression of the disciplinary norms that
coerce and control the body, the private
becomes public. The repetitive formula
Was ist Kunst? in the video performance
by Rasa Todosijevi¢ opens up a com-
plex set of questions related to art as
an institution. The automatism of a des-
potic phonocentric machine serves as a
general metaphor for the connection of
totalitarian discourse with the institution
of art. Jifi Valoch explores the intimacy
of the body with a specific focus on
image-text and image-sound relations.
In a performance for the photo camera,
he articulates the word poet, which the
viewers can only read from his lips (Jifi
Valoch, Poet, 1970). Balint Szombathy
also explores image-text relations, but
his works are more embedded in the
tactile terrain of bodily experiences, as
he confronts the bureaucratic operation
of stamping with the fragility of the hu-
man skin. In the performance UFO Par-
ty by Katalin Ladik, the lines between
poetic performance, music and body art
are blurred. Ladik’s poetry develops into
a pure form of sound poetry, including
elements of archaic ritual, shamanistic
mythology and an affinity with folkloric
and new music with the use of both tra-
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I'ABPIEJE WUTOTLIEP,
JUTEPATYPHI MEP®OPMAHCHK
XYAOXKHbOI TPYIMU EXTERRA XX,
1988-1990

GABRIELE STOTZER,

LITERARY PERFORMANCES OF THE ARTIST
GROUP EXTERRA XX,

1988-1990
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KOPAOHM MK MOETUYHUM nepdpopmaH-
COM, My3uKolto Ta Tinom. MoesiAa Jlagik
PO3BUBAETLCA Y YACTY hopMy (DOHE-
TUYHOI MOesii, WO MICTUTb ef1eMeHTN
apxaiYHnx puTyanis, WamMaHCbKOoi Migo-
norii Ta cnopigHEHOCTi 3 PObKIIOPHOIO

i Cy4acHOI0 My3MKOIO, e BUKOPUCTOBY-
I0TbCA TPaOWLINHI Ta HOBI iHCTPYMEHM,
AK-0T 6apabaHu Ta BONMHKW. Y BUNaaKy
XYOOXHVIKIB «ayTonepdopadii»

Y CXiAHOHIMELbKOMY aHAaeprpayHaHOMY
cepepoBuLi TiNo cTasano micuem fii
akuin, AKi LWoKyBanM MOMeHTamu
camoyLKomkeHHA. Y konabouiax

Bia JlesaHnoscbkoro Ta fdypca I'proH6air-
Ha LA TinecHa ecTeTuka BXoanTb

y NPOTUAIIO 3i CTPYKTYpaniaytoumm noTeH-
Liia;loM MOeTUYHMX TeKcTiB. Y 1984 poui

3 iHiuiaTvem ['abpiene LLUToTuep B Epdyp-
Ti 3¥ABMnacA Exterra XX — opHa 3 Heba-
raTboX XXIHOUMX XyAO0XHIX rpyn y CxigHin
HimeuuuHi. Lja konekTmBHa aia cTBo-
pvna npocTip AnA nepcopMaTUBHOIO
[0CBiAy MiX NniTepaTtypoto, KiHO

Ta nokasom Mog.

ditional and newly-made instruments like
drums and bagpipes. In the case

of ‘autoperforation’ artists in the East
German underground scene, the body
became a site of actions which unsettled
through moments of self-injury. In the
collaborations of Via Lewandowsky and
Durs Grinbein, this bodily aesthetic en-
ters into tension with the structuralising
potential of the poem text. In 1984, at
the initiative of Gabriele Stbtzer, Exterra
XX emerged in Erfurt, one of the few
groups of working female artists in East
Germany. This collective action created
a space of performative experience be-
tween literature, film, and fashion show.
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MOBHI ITPU

LANGUAGE GAMES

MNALNEH CTIIHOBKY,
MNPALIA - LIE CNTIOBO,
1982

MLADEN STILINOVIC,
WORK IS AWORD,
1982

MIALIEH
CTIIIHOBWY,
MI YHEPBOHWIA,
1976

MLADEN
STILINOVIC,
MY RED,
1976
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3 MOMEHTY BUHUKHEHHA XYO0XHiX
NpaKTyK, Wo 6a3yoTbCA Ha MOBI,

y 1960-x noesia cTtae 6ykBanbHO NOTEH-
UiiHMM nonem anA AoCnNio)KeHHA MOBU
AK Takoi. MNMoesiA BigKpMBae HOBi MOX-
NMBOCTI AN1A aHanidy noBefiHKu cnis

Y Pi3HMX KOHTEKCTax i pi3HWX Megia.
MoBa 4acTo CnpMNMAaETLCA He TiNbKK
AK cnoci6 i maTepian KoMyHikaii,

a i AK penaTusBHe Ta AMHaMiYHe none.

IHTepakTMBHa KybiyHa noema Prmmmn

Ta Banepia ['epnosiHnx (“Paii-4mcTunm-
LLe-NeK0”) NPOMOHYE «KynieTun»

i «cTpochn» 3 iIMEHamV 3HaMEHUTOCTEN,
AKi rNAgadi MoXyTb pyxaTu i nepecTas-
nAaTn. KoxxeH rnAagay moxxe Bubvpatu
po3TallyBaHHA Ky6iB, CTBOPIOOYN Bnac-
Hy Noemy Cy>keHHA Ta 6escmepTA.

BucnoentoanHA MnapeHa CriniHoBiva
4acTo IMITYIOTb (POPMU MOAITUHHNX

i peknamHmx crioraHis. oro ronosHuii
iHTepec nonfArae He B MOBi fK JTiHrBiC-
TUYHOMY O6’eKTi, ane AK AVHaMiYHOMY
noni 3iTKHeHHA igeonorin. Y ioro pobo-
Tax opasu 3 MOBCAKAEHHOIO BXUTKY
BMUCYIOTLCA Y CKNaAHy MaTpULIEO COLLi-
anbHMX B3aeMuH. Hanpviknag, odiuini-
HWI COLianiCTUYHWIA CNOraH Ha Temy
npaui, LWo npocnasnAe ycnixm Ta npo-
rpec, CTiniHOBIY NepeTBOpPIOE Ha cro-
raH, AKUN cTocyeTbcA 6e3nocepenHbo
moBu: «[paua — ue cnoso» (1976).
Mepennoesia Bnapo MapTeka 3a gono-
MOrOKO TaBTONOrii NOBEpTaeTLCA

[0 CUHeprii enemMeHTapH1X NpakTuK

i KOHKpPETHMX MaTepianis, WO BUKO-
PUCTOBYIOTLCA AJ1A HAaNMCaHHA KOHBEH-
LinHoi noesii. 3 meTanoauuii Maptek
PO3MiIpKOBYE MPO HanNMcaHHA noesii

y cuTyauinHoMmy KoHTekcTi. babi bapa-
NOB — XYAOXXHUK, L0 NPaKTUKYE MyJb-

Since the emergence of language-based
art practices in the 1960s, poetry has
been taken literally as a potential field
for the examination of language as such.
Poetry opens up a horizon for analyzing
how words act in various contexts and
various media. Language is often under-
stood not only as a means of communi-
cation and its materiality, but also as a
relational and dynamic field.

The interactive cubic poem by Rimma
Gerlovina and Valeriy Gerlovin (Para-
dise-Purgatory-Hell) offers ,verses" and
LStanzas” with names of celebrities which
spectators may move and rearrange.
Each visitor has his or her own choice in
the arrangements of the cubes, writing
his/her own ,poem*“ of judgement and
immortality.

Mladen Stilinovi¢’s statements often im-
itate the form of slogans used in politics
and marketing. His chief interest is in
language not as a linguistic object, but as
dynamic field for confronting ideologies.
In his work, phrases taken from everyday
speech are inscribed into a complex
matrix of social relations. The official
socialist slogans on the topic of work, for
example, praised production successes
and progress — Stilinovic turns this into
a slogan related to language itself: ,Work
is a word“ (1976).Vlado Martek’s pre-po-
etry goes back to synergy of elementary
practices and concrete materials used for
writing conventional poetry by means of
tautology. From a meta-position, Martek
reflects on writing poetry in a situational
context. Babi Badalov is an artist practic-
ing multilingual poetry intervention. His
visual poetry often takes the form of a
diary, and explores the way language is
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BNALOO MAPTEK, VLADO MARTEK,
rOPOICTb, PRIDE,
1976 1976
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TUNiHrBaNbHY NOETUYHY iHTepBeHuito.  able to isolate individuals when it is not

Voro BisyanbHa noesia yacTo Habysaee shared, thereby reflecting the current

hopmMM LLOAEHHMKA Ta AOCTIAXYE, geopolitical crisis through the echoes

AK MOBa 3paTHa isontosaTu iHamBiAyy-  of his own personal experience of being

MiB, KON HElO HEMOXX/IMBO NOAINUTUCA.  a prisoner of language.

TakvM YMHOM BiH PO3MIpKOBYE MpO

Cy4acHy reononiTUyHy Kpuay yepes

BiJ1IyHHA A0ro 0cobucToro [oceiay Tomas Glanc, Sabine Hansgen

AK B A3HA MOBMY.
In cooperation with AgataCiastor,
Dubravka Buric, Daniel Grari,

Tomaiu naHy, CabiH XeHcreH Emese Kiirti, Claus Loser, Pavel Novotny,
Branka Stipancié, Darko Simiéic,

Y cniBnpayi 3 Aratoto HactoH, ly6pas- Mara Traumane.

Koto [xypid, AaHienem proHom, Emece

Kyprti, Knaycom Jloszepom, NaBriom

HoBotHum, bpaHkoro CTinaHumnd,

Hapkom LLnmiundem, Maporo TpaymaHe.
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YKPAIHCbKUN ®OKYC

UKRAINIAN FOCUS

Y yacu HeBN3HAYEHOCTi BAPTO MOMNsIHY-
TV Ha MUHY”e, nogymatu i cnpobysaTu
nepenbaynT, Horo MoXkKHa yekaTu

B ManbyTHboMy. Xyoo>KHNKaM nepdop-
MaHcCy B KpaiHax KonuwHbeoro PagsH-
cbkoro Cotody Ta CxigHoro 650Ky
[0oBenocs po3snBaTy iHHOBaLiVHI
NpakTyKN nepgopmaHcy, npaworym

3 LileH3ypoto, nepecigyBaHHAM, obme-
>KEHHSIM NepecyBaHHs Ta XyA0XHbOro
BUPaXXeHHS, IHCTPyMeHTanisaujieto
moBu. Lle MoxxHa cnocTepiraTtn y pisHo-
MaHITHUX NOETUYHUX NepdopMaHcax:
iHTEepBeHLISX, reneHiHrax, ekcnepu-
MeHTasIbHNX inbMax, TinecHin noesii,
aypgiosanucax Ta iHcTansauisx.

IcHye Kinbka npuymH, YoMy YkpaiHa
0cobnMBO 3HaYyLLa Ans Liei BUCTaBKW.
Mo-nepLue, cyyacHa YkpaiHa nparHe
BigHaMTN CBOE MiCLie Y LUMPLIOMY CXif-
HOEBPOMNENCLKOMY KOHTEKCTI: SIK y Nno-
NITUYHOMY, TaK i B KYSIbTYPHOMY CEHCI.
BucTaBka Bn6ynoBye AeLieHTpani3oBaHy
iCTOpUYHY NaHopamy CxigHoeBponen-
CbKOro MucTeLTBa nepopmaHcy, ska
He 30cepepkeHa HaBkono PagsHcbko-
ro Cotosy, a BUCBIT/IIOE HOBATOPCbKi
3006YyTKM | B TaK 3BaHNX «nepudepisx»
CxigHoro 6noky. MNo-gpyre, NoniTU4HO-
i0eoNorivyHNA BUMIP BUKOPUCTaHHS MOBY
acnekTamu Li€i BUCTaBku. [leMoHCTpy-
1oun nepcopmaTuBHy anponpiadito
MOBW, Ll BUCTaBka 0cobnnBO CBO-
€yacHa B yKpaiHCbKOMY KOHTEKCTi.
HaBopgsuu icTopnyHi npuknagun noesii

During times of uncertainty, it is worth
taking a look at the past, thinking, and
predicting possible futures. Performance
artists in the former Soviet Union coun-
tries and Eastern Bloc had to develop
innovative performance practices that
dealt with censorship, persecution,

the restriction of mobility and artistic
expression, and the instrumentalisation
of language. This can be found in various
poetic performances: interventions, hap-
penings, experimental films, body poetry,
sound recordings, and installations.

There are several reasons why Ukraine
is a particularly apt destination for the
exhibition. Firstly, contemporary Ukraine
strives to find its place in a wider East-
ern European context, both politically
and culturally. The exhibition draws

a decentralized historical panorama

of Eastern European performance art
which does not evolve around the
Soviet Union but highlights ground-
breaking developments also in the
assumed “peripheries” of the Eastern
Bloc. Secondly, the political-ideological
dimension of language usage and its in-
strumentalisation is a prominent aspect
of the exhibition. With its showcase

of performative appropriations of lan-
guage, the exhibition appears particu-
larly timely for the Ukrainian context.
By bringing the historical examples of
poetry and performance in one context
with contemporary Ukrainian poets/
performers, the exhibition offers an op-
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Ta nepopmaHcy B OOHOMY KOHTEKCTI

3 Cy4YaCHNMU YKpaiHCbKUMK NoeT(K)
amu / nepdopmep(k)amu, BUCTaBka
0ae MOX/UBICTb peakTyanisysaTtu
3B’5130K MiXK noesieto, nephopMaHCoM
i nonitukoto CxigHoi €Bponn. XyaoxkHi
OOCNIAXKEHHS Ta NePe0CMUCTIEHHS
NoeTN4HO-NepchopPMaTBHIX eKcrepu-
MeHTiB B YKpaiHi 3 1980-x 10 CborogHi,
y NOCTpagsHCbKOMY Ta CXigHOEBpONen-
CbKOMY KOHTEKCTax, PO3rfisifaloTb TeMy
noesii Ta nepdopmaHcy i3 cyyacHoi
nepcnekTusu, kotpa 6epe Ao yBaru
HOBI Xy[,0>Hi FON0CK Ta Mi>XKHapOAHY
cnisnpauo.

MigroTtoeka oo uiei BUCTaBKN po3no-
yanacs y 2019 pouj, Ha Hei BnanHyB
noyaTok naHgeMii KopoHasipycy.
HesBaxkatoun Ha YICNEHHI BUKIIMKI, MU
CMPOMOTINCS MPUBE3TU YNHHY BUCTaBKY
«lNoesig Ta nepcdopmaHc. CxigHoeBpO-
nericbka nepcrnexktusa» go AHinpa

Ta y TicHii cniBnpaui 3 fipocnasom
®yTUMCbKMM CTBOPUTY AOBIPKY Cyyac-
HUX YKpaiHCbKMX pobiT. My mann Ha meTi
3a/ly4nTy 0O Hel no3uii Monogux i pis-
HOMAaHITHMX XyAO0XHWKIB. BifnbLl BU3HaHI
npUKNagn NoeTUYHNX NepdopmMaHcis

i3 HELo4aBHBOrO MUHYOIO € HEBIL'EM-
HUMW ONst YKPaAiHCbKOro Bigrasy>XeHHsi
CcXigHoeBponencbKoi TpaguLii nepdop-
MaHcy: ue Brnogko KaydmaH, rpyna
NylroCap, (IsaH Jlyuyk, Hasap MNoHyap,
Poman CagnoBscbkuin), nitepatypHe
yrpynosanHs by-ba-By, ®epjp Teta-
Huy, KOpin Cokonos, Jllo6ommp Tumkis,
MeTpo Psicka, a Takox pob6oTu Hpis
Nenpepmara Ta JleoHiga Bonuexosa.
[MpoTe My xOTiNn gony4nTn GinbLue
Pi3HOMaHITHUX ronocis i NobynysaTtu
njanor, 3BepHyBLUN yBary Ha Te, K
CyYacHi NoeTu i XyAO>KHUKM NPaLooTb

portunity to re-actualise the relation be-
tween poetry, performance and politics
in Eastern Europe The artistic research
and rethinking of poetic-performative
experiments in Ukraine from the 1980s
to the present day in post-soviet and
Eastern European contexts look at the
theme of poetry and performance from
a contemporary perspective that takes
into account new and emerging artistic
voices and international collaboration.

The preparation for this exhibition
started in 2019 and was affected by
the onset of Corona. Despite continuing
challenges, we managed to take the
existing “Poetry & Performance: The
Eastern European Perspective” exhibi-
tion to Dnipro and, in close cooperation
with Yaroslav Futymskyi, chose a se-
lection of contemporary Ukrainian con-
tributions. It was in our aim to include
young and diverse positions. The more
established examples of poetic perfor-
mances from the recent past, like Vlod-
ko (Volodymyr) Kaufmann, LuHoSad
group (lvan Luchuk, Nazar Honchar,
Roman Sadlowsky), Fedir Tetyanuch,
Yuriy Sokolov, Lubomyr Tymkiv, Petro
Ryaska and the, as well as the work of
Yuri Leiderman and Leonid Voytsehov,
are crucial exponents of the Ukrainian
branch of Eastern European performa-
tive tradition, but we wanted to include
more diverse voices and thus looked
at how contemporary poets and artists
work in this tradition so that there is

a dialogue between past and present.
Such emerging names as Stanislav
Turina, Anita Nemet, performative group
Abstraktnyi Palets (Abstract finger),
Dana Kavelina, Yaroslav Futymskyi,
and Nikolay Karabinovych.
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i3 uieto Tpaguuieto. Hosi imeHa npea-
craBnsitoTb Ctanicnas TypiHa, KceHis
Munnuubka, AHita HemeT, nepdopma-
TyBHa rpyna A6cTpakTHun Maneupb,
Dana KaseniHa, fipocnas ®yTuMCbKUiA
Ta Hikonan KapabiHoBuy.

OcobnuBicTto NiAroToBYOro npowecy
Ljiei BucCTaBku 6yna gucTaHuiniHa pobo-
Ta, SIKOi BMMarany yMoBu NaHaemii.

Mwu 06MiHIOBanmMcs 306padkeHHsIMI,
Bijeo, YepHeTKaMun TEKCTIB Ta igesMun
M [Hinpom, KenbHom, Kuesom, Lijo-
puxoM, Boxymom Ta iHW1MK MicTamu,
CTBOPHOHOUM TPaHCHALOHaNBHUIA NOTIK
iaen, aKMn NnepeTrMHaB 3aKpUTi KOPOOHU
Ta 3a60pOHN UMX CKNaAHMX Yacis.
OTOX, MV BCi pafj Npe3eHTyBaT Bam
BMUCTaBKy y [Hinpi 1 nocTtaButy HOBY
TOYKy Ha KapTi icTopii Ta gilicHoCTi
CXiHOEBPOMNENCbKOro nepopmMaHcy.

KarepuHa Pyceljbka
Ta FOpi bipTe AHAepcoH

IOPI1 COKOJIOB,
ONTUYHW

KOHLUEMNTYANI3M, l

1990

YURIY SOKOLOV,
OPTICAL

CONCEPTUALISM,

1990

A particular feature of the preparation
process for this exhibition was the work
over long distances due to the global
effects of the pandemic. We exchanged
still and moving images, text drafts,
and ideas between Dnipro, Cologne,
Kyiv, Zurich, Bochum, and other places,
creating a transnational flow of ideas
that crossed the closed borders and
restrictions of these challenging times.
Thus, we are all the more delighted to
present the exhibition in Dnipro and put
yet another place on the map of Eastern
European performance history and
present.

Kateryna Rusetska
and Yuri Birte Anderson
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OEAIP TETAHWNY, FEDIR TETIANYCH,
KALP 3 IHTEPB'IO 3 ®EIOPOM ®PINYNLEIO,  STILL FROM THE INTERVIEW WITH FEDIR FREPULIYA,
1991 1991
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HIKOJ'IﬁI7I KAPABIHOBWY, NIKOLAY KARABINOVYCH,
AKHAVOANI, EVEN FURTHER,

2020 2020

CTAHICNAB TYPIHA,
IDEATNBHUI YAC ANA LbOro
BIAEO 23:00. YACTKOBA
3BAPOBAHICTb BIA, NITEPK
K A XOPY,

2017

STANISLAV TURINA,

THE IDEAL TIME FOR THIS VIDEO
IS 11:00 P.M. PARTIAL OBSESSION
WITH THE LETTER K FOR THE
CHOIR,

2017




JIOBOMWP TUMKIB,  LUBOMYR TYMKIV,
POBOTO MOE3IA, ROBOTO POETRY,
2019 2019

KCEHIA KSENIA

THUNNLIBKA, HNYLYTSKA,

BUKNNK HA ABOBIN  CHALLENGE

BITANIA KNNYKA! TO THE FIGHT

2018 VITALIY KLICHKO!,
2018




XXOOHOro TEKCTY MPO

BUCTABKY, JIULIE 3ANMUTAHHA*

NO TEXT ABOUT THE EXHIBITION,

JUST QUESTIONS*

[e 3yNUHSETLCS Nornsg,
SIK 3YMNUHSETLCA NOrNag,
Ha cnoBi 11 Ha nepdop-
MaTUBHOCTI, SIKLLIO Lie
Bin6yBa€eTbCsi No3a nonem
30py? nosa ranepesimn

i My3esiMu, nosa Bu-
OUMICTIO | KPUTUYHM
nornsigom?

Le HeBuammmin nepdop-
MaHc abo HiMa noesis?
XTO BU, XyOOXHUL

i XyDOXHUKN? SIK BN,
noeTu i noeTkn?
npakTyKa 4nst IpakTuKm

1 icTopuyHa BigipBaHiCTb?
BOJIOYUTVCb Y BCiX

3a CnvHamu, NpUXoByBa-
TNCS 3@ XXUBOMUCOM?
npakTVKK nepudepii
penpeseHTauii?
nepdopMaTUBHICTb
nitepatypw i nitepartypa
nepdopMaT1BHOCTI?

i rpa, i BeKOHCTPYKLUIS,

i nepesepTaHHs, i po3Lwm-
PEHHS, | 3abyBaHHA MOBU
i ii BigHampoeHHs?
naHgwadT HeBUAVMUNX
NMOETOK i HEBUOUMUI
noeTuyHUIA naHawadgT?
(He)BigOMO siK Npo BCi

Lj gocsigy nucatu i Wwo
nicatn?

MO>XHa OVBWTUCS Ha [OCBI-
Ov i npobysaTu BnizHasaTw,
OVIBUTUCh i He BragyBaTun?

ocb AnBUTLCA J1eoHin,
BoliLexoB i BUKprKye?
ocb ayBnTLCS HOpin
Cokonos i He Bni3Hae?

po60TY NPO 3B’5I30K

Mi>XK HEMOXXJIMBMMI CiB-
PO3MOBHMKaAMMN?

pPo6OTU AOBXKUHOIO

B XUTTHA?

poboTu 3 Nay3amu, Ha4ye
BiiCTaHi M nitep?
po60TK 3 BiGMOBOIO FOBO-
PpUTK TEKCT?

po60TY MOBU NPO POBOTY
Tina?

pO60TY OCini Ha MarHiTHiN
nnisui?

poboTw, Lo cTanu 306pa-
SKEHHAMMN?

pPOBOTU-3HAKN Y MICTi

i Ha nepudepii micTa?
poboTu-pyku i pobo-
TW-3BYKW, poboTU-gji

i poboTn-3anucn?
poboTu-crosa, Lo noTpa-
nunm y poboTu-my3ei?
POBOTY IyNMHSAOUN
npouec.

SK BiHaNTU Lien 3B’A30K
Mi>K NokanbHMK gocBiga-
MW Ta iCTOpIEI0 BUCTaBKN?
SIK OVBUTUCS HA PO3PVBMI
1N HECBIQOMI NPOLOBXKEH-
Hs1, BOy#oBaHOCTI?

41 NpaLtoe noesis

44

y andepeHLiioBaHNX
KOHTeKcTax?

UM EQUHUIA NOETUYHWIA
KOHTEKCT?

K CMiBBIAHOCATLCA Nep-
hopmMaTuBHI MHOXXWUHHOCTI
Mi>k coboto?

CKiNbKM NoBiTps icTopii
MIiX YCiX nliTep, Lo BKIa-
OatoTb noesito B neptop-
MaHc?

K OVBUTUCS HA MOXKJTUBO-
CTi Uj€i BUCTaBKkM He Yepe3
KOJIOHIi3ytoudy OMnTUKy?
4Y/M € LSl BUCTaBKa a5
micta OHinpo?

Lo BNi3HAOTb YCi rnsgaY-
KW i rnsigadi y noBepxHsAX
OOKyMeHTauii, Ain, cnis,
3BYyKiB, OTO?

sIK roBopuTb Jllo6ommp
TvMmKiB Yepes cBoto
noesito, Yn € 3pO3yMinMu
noro cnosa?

AKUMU ByyTb 3HEPYXOM-
neHi / 3a00KyMeHTOBaHi
3BYKM i Aiji, >xectu

i cnosa?

LLIO NPUB’A3YI0TH i WO
YHEMOXK/TUBJIIOIOTb KOH-
TEKCTHi OKpEeCNEHHS

i reorpadiyHi noginn?

Us BUCTaBKa B/aHa
3i cxopy?

LS BUCTaBKa BuaHa
i3 3axony?



where does the gaze stop
as it stops on word and
performativity when it is
happening out of sight?
Outside of galleries and
museums, outside of visi-
bility and critical view?

is it invisible performance
or invisible poetry?

who are you, artists?

how are you, poets?
practice for the sake

of practice or historical
detachment?

dragging behind every-
one’s back, hiding behind
painting?

practices of peripheral
representation?
performativity of literature
or literature of performa-
tivity?

a game, a deconstruc-
tion, an overturning, an
expansion, obliteration
and rediscovery of the
language?

a landscape of invisible
poets or an invisible poet-
ic landscape?

(un)known how and what
to write about all these
experiences?

can we look at the experi-
ences and try to recognize
or look and not recognize?
here is Leonid Voitsehov
looking and shouting out?
here is Yuri Sokolov look-
ing and not recognizing?

works about the connec-
tion between impossible
interlocutors?

works that last a lifetime?
works with pauses like
spaces between letters?
works with refusal to read
the text?

works of language about
works of the body?
works frozen on tape?
works that became
images?

works-signs in cities and
suburbs?

works-motions, works-
sounds, works-actions and
works recordings?
works-words that ended
up in works-musems?
works that stop the
process.

how to recover this
connection between local
experiences and the histo-
ry of the exhibition?

how to look at the breaks
and unconscious resump-
tions, built-ins?

does poetry work in differ-
entiated contexts?

is poetry context unified?
How do performative
pluralities correlate with
each other?

how much (history matter)
is between all these letters
that install poetry into
performance?

how to not look at the pos-
sibilities of this exhibition
through the colonizing
optics?

what is this exhibition for
the city of Dnipro?

what does the audience
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recognize in the surface of
documentation, actions,
words, sounds, pictures?
what will the frozen/docu-
mented sounds, actions,
gestures and words be
like?

what do contextual
outlines and geographical
divisions imply and make
impossible?

Is this exhibition visible
from the East?

is this exhibition visible
from the West?

is this exhibition visible
from the North?

is this exhibition visible
from the South?

isn’t this exhibition con-
cealed?

poetry and language dys-
function, performance and
developed body activity?
Muscle tension and push-
ing words through teeth?
is it a performative possi-
bility of conversation or a
long-forgotten performing
manner of communica-
tion?

an effort to say the same
thing through discovering
new means?

artistic autonomy for the
sake of artistic autonomy
and its historical possibil-
ities?

is there a possibility for
swallowing letters and
falling of gestures?

is it a decline of multiple



LS BUCTaBKa BUgHa
3 niBHOYI?

LS BUCTaBKa BuaHa

3 niBgHA?

LS BUCTaBKa He NMpuxoBy-
€TbcsA?

rnoesis i MoBHa auc-
dyHKUjs, nepdopmaHc

i posbynoBaHa TinecHa
aKTUBHICTL?

M’si30Ba Hanpyra

i MPOTUCKaHHS CNiB KPidb
3ybun?

Le nepdopmaTvBHa
MO>XJIUBICTb PO3MOBU

un oaBHo 3abyTa
nepcopmMyroda MmaHepa
KOMYHiKaLi?

cnpoba ckasatu ogHe

1 Te came Yepes BigHaw-
[OEHHs pi3HNX cnocobiB?
XYLOOXHS aBTOHOMIst
01151 XyOO0XHBOI aBTOHOMIii
i il icTopyyHi MOXXIMBOCTI?
U € MOXK/IMBOCTI NSt
KOBTaHHS NiTep i NapiHHS
0n1s1 XecTiB?

e TNIHHA MHOXXVHHMX
MOLEPHI3MIB UM iHepLis
icTopynyHOro nocTtyny?
npakTyKn nepudepir
yBarun?

(He)BimOMO K MPUMIHATI
BCi Ui gocsian i um B3a-
rani BapTo HamaraTucs'?
BTeYa Bif nitepatypu

i po3puB i3 NAOWMHO?
noJsie MoOBYa3HUX MNOETIB
i HeBUOUME NOETUYHE
none?

Kyou ameutbest KataniHa
Napik i MoBUNTL?

ocb ameuTbes KOoniyc Ko-
Nep i He 3ynMHAETbCA?

Lie KpoKn?

Le WwuniHHA?

Lie 3BoJliKaHHA?
ue rpa?

Le nonituka?

Le 06’ekT?

Le 6e3aisnbHIcTL?
ue npauda?

ue ronoc?

Le yBara?

Lie MOBTOPEHHS?

TYT 3YyNMUHSETLCS NOMNAa,
TaK 3yNMUHSAETLCS NOrNag,
Ha cnosi i Ha nepdop-
MaTUBHOCTI, SKLLO Le
BigOyBaeTbCs y noni
30py? y ranepesx i myse-
X, Y NMOBHI BUOUMOCTI

i 3 yB&KHVIM KPUTUYHUM
nornsoom?

KOMY BUCTa4uTb MicLsi

B icTOpIi, IKUM Nep-
dhopmepkam i SKm came
noetam?

(He)niHiMHICTb | (oe)ueH-
Tpanizauis ictopii

€ NepenyMOBOLO MOSIBU
MOBHWX cKiaajB i cknag-
HVIX TiNIECHUX XXeCTiB?

LIl NOBEPXHS BUCTaB-

K1 — BiOCTOpPOHEHe
Bpa’keHHs1, NofjibHo sk
NPOAYKT — Hacnifok
Biguy>keHoi npavi?

XTO 3a/IMLIAETLCA No3a
KypaTopcbKoto BUBIp-
KO0, N03a BUAMMICTIO
apxiBy, No3a MOXJIMBICTIO
BKJIOUYEHHSI?
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TEKCT i3 NepepBoto i TiNo
Ha BigcTaHi?

CNOBO 3 BUAVXaHHSIM

i 3HaK i3 3ynnMHKo?

LLIO 3anuTae rnsgayka

i Npo Koro nogymae
rnsgay?

un 3aKiHYYETLCS Nep-
hopmaHc i3 nepeprBaH-
HSIM MCaHHA noesii i 3a-
BEPLUEHHSAM OOKYMEHTYLLi
cnewjanbHO OKpecneHoi
nogii?

yomy 3ynuHuBcs Bnapgo
MapTek?

npo Lwo 3abyna Akagemis
Pyxy?

*CMNCOK 3annTaHb

i MaHepy nucbmMa
BapTO PO3LUMpIOBAT
i 3miHIOBaTW.



modernisms or historical
progress inertion?
peripheral attention
practices?

(un)clear how to apply all
these experiences and if
it is worth trying?

an escape from literature
and breaking from dimen-
sions?

a field of silent poets and
an invisible poetic field?
what is Katalin Ladik
quietly looking at?

here Julius Koller looking
and not stopping?

is it steps?

is it static?

is it hesitance?
is it a game?
is it politics?

is it an object?
is it inaction?
is it work?

is it voice?

is it attention?
is it repetition?

does the gaze stop on
word and performativity
when it is happening in
sight? in galleries, muse-
ums, in full visibility and
careful critical view?

who is going to have their
place in history, which
performers and which
poets?

are (non)linearity and (de)
centralization of history
prerequisites for language
compounds and com-

pound body movements?
is this exhibition’s surface
a detached reflection as
a result of detached
work?

who is left out of the
curatorial selection, out of
the archive visibility, out
of possibility of inclusion?
a text with interruptions
and a body from a dis-
tance?

a word with an exhalation
and a sign with a stop?
what is a viewer going to
ask? whom is a viewer
going to think about?
does a performance stop
with an interruption in
writing of the poetry and
with completing of doc-
umentation of a specially
outlined event?

why did Vlado Martek
stop?

what did Akademia
Ruchu forget about?

*the list of questions and
the manner of writing

is encouraged to be
extended and changed.
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MinaH Agamuak
Axapgemisa Pyxy
HikiTa Anekcees
MaBen ApceHbeB
['abop AnTopsi
Tamaww CeHTiobi
Lamip Asaiy
Bosch+Bosch
(ATTina YepHik,
CnaBeko Matkosiu,
Nacno Wanma)
KonekTusHi gji
Coro Collective
Jo6omip Oropuek
Enb3e ['abpiens/
Bia JleBangoBcki
Pvmma 'epnosiHa
€neHa 'nasosa
Tomicnas ['oToBal,
pyna wectn
apTtucTiB/ Grupa
Sestorice autora
(Bopic demyp,
XKenbko €EpmaH,
Bnapo Maprtexk,
MnapeH CTiniHoBiY,
CseH CrTiniHosiy,
®epop Byyeminosiv)
Borymina 'pboreposa/
Vosed lipwan
[>xiHO MaHemaHH
Tibop lMasic
Baunas MaBen
Nopr Meponsn
Exterra XX
CeMbOH XaHiH
(Op6iTa)

Bnagimip Koniun
Dasig, KopoHrui
Katanin Jlagik
HOpiin Nengepman
AHppen CnnbBecTpoB
Bia JleBaHpoBcki/
Iypc 'proH6aiiH
Bnapo Maptek
Kipin MenBenes
An Mepxxnyka
AHppen
MoHacTrpcbkui

JNapicnas HoBak
Maeen HoBoTHM
NSRD - Workshop
for the Restoration
of Unfelt Feelings/
Nebijusu Sajutu
RestauréSanas
Darbnica

(Fapginc NepiHbLu,
tOpic Boriko,
ImaHTC XKopkukc)
OHO Group

(Hywa & Cpeuvo Opa-
r'aH Hawko KpixHap)
MomapaHyeBa
AnbTepHaTuBa
PomaH OcMiHKiH
EBa MNaptym
BornaHka MNo3HaHoBiY
LOmiTpin Mpiros
NeB Py6iHWTenH
MnageH CTiniHoBsiy
'abpiene LLToTuep
BaniHT LLlom6aTun
Cno6opgaH Tiwma
Dezider Téth
(Monogramista T.D)
Lesigep ToT

Pawa Topgocieiy
Apomip Tunnt

Ip>xi Banox
NiGepeubka
pagiocTygis

[eHpi LoneH
I'epxappn Piom

Tp>xi Konap

BaniHT LLomb6aTn
Tesla Sonet Duo
Nawno LWanwa
Young Girl Reading
Group

(OopoTa aBeHpa

i Erne Kyn6okaviTe)
CraHicnas TypiHa
KceHia MMunuubka
JNio6omMup Tumkis
MeTtpo Psacka
[aHa KaeeniHa
AniTa Hemet

Spocnas PyTUMCbKUI
tOpin Cokonos
Hikonaw Kapa6iHoBuy
JleoHig Bonuexos
Bnopko Kaydman
®depip TeTsaHWY
Nyrocapn

By-ba-by

rpyna A6CTpakTHWUIA
Maneub

Bacunb J1o3nHCcbKMin
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Milan Adamciak
Akademia Ruchu
Nikita Alekseev
Gabor Altorjay
Pavel Arsenev
Damir Avdi¢
Bosch+ Bosch (Attila
Csernik Slavko
Matkovi¢ Laszlo
Szalma)

Collective Actions
Group

Coro Collective
Lubomir Duréek
Exterra XX

Else Gabriel/ Via
Lewandowsky
Rimma Gerlovina
Jelena Glazova
Tomislav Gotovac
Group of Six Artists/
Grupa Sestorice
autora

(Boris Demur, Zeljko
Jerman, Vlado
Martek, Mladen
Stilinovi¢, Sven
Stilinovi¢, Fedor
Vucemilovic)

Bohumila Grégerova /

Josef Hirsal

Gino Hahnemann
Tibor Hajas

Véclav Havel

Jérg Herold
Semyon Khanin
(Orbita)

Vladimir Kopicl
David Koronczi
Katalin Ladik

Yuri Leiderman/
Andrey Silvestrov
Via Lewandowsky/
Durs Griinbein
Vlado Martek

Kirill Medvedev
Jan Méficka
Andrei Monastyrski

Ladislav Novak
Pavel Novotny
NSRD - Workshop
for the Restoration
of Unfelt Feelings/
Nebijusu Sajutu
Restaurésanas
Darbnica (Hardijs
Ledins, Juris Boiko,
Imants Zodziks)
OHO Group

(Nusa & Srec¢o
Dragan Nasko
Kriznar)

Orange Alternative
Roman Osminkin
Ewa Partum
Bogdanka
Poznanovi¢

Dmitri Prigov
Pussy Riot

Lev Rubinstein
Mladen Stilinovi¢
Gabriele Stotzer
Tamas Szentjoby
Balint Szombathy
Slobodan TiSma
Dezider Toth
(Monogramista T.D)
Rasa Todosijevi¢
Jaromir Typlt

Jifi Valoch

Liberec Radio Studio
Henri Chopin
Gerhard Rihm

Jifi Kolar

Balint Szombathy
Tesla Sonet Duo
Laszlo Szalma
Young Girl Reading
Group (Dorota
Gaweda i Eglé
Kulbokaité)
Stanislav Turina
Ksenia Hnylytska
Lubomyr Tymkiv
Petro Ryaska
Dana Kavelina
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Yaroslav Futymskyi
Nikolay Karabinovych

Leonid Voytsehov
Vlodko Kaufman

group Abstract Finger
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Images and copyrights

acb Gallery, Archive of
Bohumila Grégerova and
Josef Hirsal, Archive of Hardijs
Ledin$ Latvian Centre for
Contemporary Art (LCCA),
Collection of Darko Simici¢,
Collection Sarah Gotovac/
Tomislav Gotovac Institute,
Collective Actions Group,
Lubomir Duréek, The Art
Collection of Erste Group
and ERSTE Foundation,
Rasa Todosijevi¢, Verena
Kyselka, Gabriele Stétzer,
Archiv “ex.oriente.lux” -
Glashaus e.V., Fundacja
Pomararnczowa Alternatywa,
Gunter Hirt/Sascha Wonders,
PA Images, Yuri Leiderman/
Andrey Silvestrov, Marinko
Sudac Collection, Orange
Alternative/Piotr Lewinski,
Ewa Partum, Pavel Novotny
Collection, Branka Stipancic,
Tamas Szentjéby, Bélint
Szombathy, Monogramista
T.D/ Dezider Téth, Fedir
Tetianych, Yuriy Sokolov,
Stanislav Turina, Nikolay
Karabinovych, Petro Ryaska,
Ksenia Hnylytska.



Buctaska

Moesia Ta NepcopmaHc.
CxioHoeBponencbka nepecrnexkTuaa.
25 nuctonapga, 2021-12 nwoTtoro, 2022

LleHTp cy4acHoi kynbTypu y [Hinpi
dniproccc.com

Kypatopu

Cabin XeHcreH, Tomaw 'naHu, KatepuHa
Pyceubka, lOpi bipTe AHOEpCOoH.

B cniBnpaui 3 Apocnas ®yTumMcbKuia

MNapanenbHa nporpama
KatepuHa Pyceubka Ta Apocnas OyTyMcbKuiA

OpraHizaTopu BUCTaBKM
KynbTypa MegianbHa, ranepeA ApTCBIT,
LleHTp cy4acHoi kynbTypu y OHinpi

KomaHnpa BucTaBku

Anppin Manaw, Mapia Apuyyk, IpuHa Moni-
kapuyk, Anina CtameHoBa, [liHapa Xaninosa,
KaTepuHa Ckinoyka

KoHuenT Ta pepakuis katanory
CabiH XeHcreH, Tomaw 'naHu, KatepuHa
Pyceupbka, Mapia Apuyk, tOpi bipTe AHaepcoH

[padpiyHnii gnsaiti

AnboHa ConomapiHa

[epeknan
Kapina be3pebpa

PeparysaHnHA
[OapuHa BaxunHcbka

Buctaska ctBopeHa y cnisnpaui 3 LieHTpom
cy4acHoi KynbTypu y [IHINpi, rpomMaacbkoro
opranisauieto Kynstypa MepjansHa, ranepeeto
ApTcBiT, YHiBepcuTeToMm Litopurxa, €8po-
nencbKoo gocnigHuubkoto papoto (ERC),
[enapTameHTOM ryMaHiTapHoi NoniTMkn
[HINPOBCbLKOI MICbKOI paamn Ta Nporpamoto
KynbTypHa ctonuuA.

LieHTp cyy4acHoi kynbTypy y OHinpi, Kynbtypa
MegianbHa, ranepeA ApTCBIT Ta KypaTopu XOTi-
n 61 NoAAKYBATW BCIM MUTLIAM Ta MUCTKUHAM
3a X y4acTb Ta HaAaHHA PobiT AnA BUCTaBKM.
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Exhibition

Poetry and Performance.The Eastern European
Perspective
November 25, 2021— February 12, 2022
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Curators
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Exhibition team
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Translation
Karyna Bezrebra

Text editing
Daryna Vazhynska

The exhibition was created in collaboration with
the Dnipro Center for Contemporary Culture,
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