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SVIATCHENKO’S TRIAD
OR THE PHENOMENOLOGY OF A RISE

Petro Markman

Veni-Vidi—Vici, Citius—Altius—Fortius, Firmitas—
Utilitas—Venustas. This procession now includes
Construction—Deconstruction—Reconstruction,
a triad authored by the Ukrainian-Danish archi-
tect and artist Sergei Sviatchenko. It reflects not just
the content of the entire creative trajectory of this
unique figure in the field of visual culture but also
the dictum guiding his every action.

When I visited Sergei in an ancient Danish town
of Viborg, one nice morning we went to get a coffee
and a slice of cake in a tiny café. Three steps. Four
tables. A fragrant cup of coffee and a sponge cake
with light turquoise icing beckoned from the table-
cloth in the familiar palette of Sviatchenko’s trade-
mark style. I tried to fraternally “deconstruct” my
slice of cake along the bisector and messed it up be-
yond repair. I felt I had committed a crime against
aesthetics by disturbing its geometry (cf. Con-
struction—Deconstruction). The disappointment
on the artist’s face was so crushing that I still re-
gret putting his concept to test in practice. Even
as a student, Sergei’s artistic nature was always
drawn to Yakov Chernikhov’s architectural fan-
tasies; in the triad of Strength—Ultility—Beauty, he
was always tempted to put Beauty first. Sviatch-
enko’s special interest as an architect and artist
rolled into one was the field of phenomenology, that
is, the study of phenomena in the consciousness

and the subconscious. Eventually he came to view
his experiments with art forms as a universal ap-
proach to organizing artistic work. Sviatchenko’s
interest in the inexhaustible fountain of arche-
types inspired his search for an appropriate art
form and informed his choice of the genre of col-
lage. Freely choosing plots, changing perspective
and scale, instantly combining and recombining
them, he creates unexpected semiotic fantasies
and combinations.

Sviatchenko doesn’t recognize art as hard toil:
he invented and came up with a theoretical jus-
tification for the LESS artistic method, based
on the principles of necessary and sufficient limita-
tions. Masterfully using no more than two or three
elements on a coloured background, he achieves
an effect of synergy that significantly transcends
the artistic effect of each element alone or their
simple sum. Sviatchenko’s goal in art is to create
an effect of spontaneous aesthetic wonder. His
main contribution to the history of collage lies
in his revelation of the reaction to the multifrag-
mentary use of elements in the classical and con-
temporary understanding of the genre as a pure-

ly decorative art.

TPIAJA CBSITYEHKA
ABO ®EHOMEHOJNOTIS 31bOTY

MeTtpo MapkmaH

Veni—Vidi-Vici, Citius—Altius—Fortius, Firmitas—
Utilitas—Venustas. Biarenep y upomy psaay —
Construction—Deconstruction—Reconstruction,
Tpiapa, aBTOPCTBO $IKOI HAA@XKUTb YKpaiH-
CbKO-AQHCBKOMY  apXiTeKTOpy i  XYAOXHUKY
Ceprito CBaTu€eHKY. B Hill Bip0OpakeHnit He Auiie
3MICT BCbOTO TBOPYOTO LIASIXY OPUTiHAABHOI MO-
CTaTi y LlapuHi Bi3yaAbHOI KYABTYpHU, aA€ BOAHO-
yac J10oro maxima, SIKOI0 AIOAMHA KepYETbCS Y
CBOIX BUMHKAX.

OAHOTIO AaripAHOTO paHKy, KOAM 51 TOCTIOBAaB Yy
Cepris y crapomy pAaHcbKoMy Micti Bibopr, mu 3a-
BiTaAM Ha KaBY 3 TOPTUKOM AO MaA€HbBKOro Kade.
Tpu cxopmuxku. Yotupu croamku. Ha ckarep-
TUHI y KOMOiHauii KOAbOpiB (ipMOBOro CTHUAIO
maectpo CpsiTueHKa BabuAa 3amaiiHa KaBa i Oic-
KBIT 3 HDKHO-Oip030BuM Kpemom. Hamarawoumch
MO-OpaTCbKM TOAIAUTK CEKTOp TOPTUKA TOYHO
B3AOBX OiceKTpucy, 51 Ge3HaAlfHO iforo 3irncyBas.
IMopyummBum reomerpuydy ¢opmy (Koncrpyk-
Lisi— AeKOHCTPYKLisl...), BIAUYB cebe ecTeTMuHUM
3anounHLeM. Ha o6anvui BisaBi s1 mpounTaB Take
poO34YapyBaHHs, 110 11 AOCi XaAKYIO NPO iHiLiaTuBy
3aCTOCYBaTU aBTOPCbKY KOHLEMLIiI0 Ha MPaKTUL. ..
e cTyaenToM xypoxHIO HaTypy Ceprist He3MiH-
HO npuBabAlOBaAu apxiTeKTypHi danrasii Ako-
Ba YepnixoBa i B Tpiapi Miub—Kopuctp—Kpaca
BIIEPTO NIPOBOKYBAAM Ha Iepllle MiClie IIOCTaBUTHU

came Kpacy. CeHcom moranbAeHOl 3aljikaBAeHO-
cti CBATYeHKa SK apXiTeKTopa i XyAOXHMKa B
0AHiNT 0c00i cTara chepa peHoMeHOAOTI], TOOTO,
Ipo sABMIIA y CBIAOMOCTI Ta MiACBIAOMOCTI.
B pemri BiH mpuitiioB A0 YCBiAOMAEHHS IIOTASI-
AY Ha CBOI €KCIIePUMEHTHU 3 XYAOKHBOIO (HOPMOIO
SIK Ha croci6 opraHisanil TBOp4oi AISIABHOCTI
3araAoM. 3BEDHEHHsI A0 HEBMYEPIIHOI CKapOHM-
Ui apxeTuIiB 0OOYMOBMAO IOIIYKU BiANOBiAHOI
XYAOXKHBOI popmu i BuOIp XaHpy — KOAaXYy.
BiapbHO 0O0uparouM CIOKeTU, 3MIHIOIOYM DPaKyp-
cu i macmTab, MUTTEBO KOMOIHYIOUM 1 IeBHUM
YIHOM 301paloyi IX 3HOBY, BiH CTBOPIOE HECIIOAi-
BaHi CeMiOTUYHI crioAy4eHHs-paHTas3ii.
CBSTYEHKO He BM3HA€ «MYKM TBOPYOCTi», 60 B
OCHOBi BMHAAE€HOTO i TEOPETUYHO OOIPYHTO-
BaHOTO TBOpYoro Metopy LESS aexxutb nmpunumm
HEOOXiAHUX i AOoCTaTHIX 0OMexxeHb. MaricTepHUM
BUKOPUCTAaHHAM AMILEe ABOX, MaKCHUMYM TpbOX
€AEMEHTIB Ha KOAbOPOBOMY QOHi BiH Aocsrae
CUHepril, sIKa CyTT€EBO IepeBaXka€ XyAOKHill BIAUB
KOXXHOTO 260 iX mpocToi cymu. MeTo1o XyAOKHIX
3BepiueHb CBIATYEHKA € AOCSTHEHHS ePeKTY CIIOH-
TaHHOT'O €CTeTUYHOIO 3AMBYBaHH:A. HaliBaKAuBi-
HIMM J10TO BHECKOM B iCTOPiI0 KOAaKa € MPOSIBAEHA
peakuiss Ha bGararodparMeHTapHe BUKOPUCTAHHS
€AEMEHTIB B KAACMYHOMY 11 Cy4aCHOMY PO3YMiHHi
JKaHPY 5K CYTO A€KOPAaTMBHOI'O MUCTELITBA.
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Sergei Sviatchenko, 1971

SVIATCHENKO THE ARTIST:
AN ARCHITECTURAL METHOD
FOR INNOVATIONS

Boris Erofalov

Sergei Sviatchenko is an avant-garde artist, and that
alone is strange. After all, in our progressive day
and age avant-garde seems to have gone out of fash-
ion irrevocably and completely. The elusive post-
modernism, twists and turns of the subconscious,
the most outlandish equivocations and tricks,
and even things that might be termed post-post-
post get all the respect. But now and again an artist
feels the pull of the primeval perception of the world,
and takes up the mantle of the avant-garde again.
That can only happen if that artist is perceptive
and true to his art, of course, because the difference
between one artist and the next can be as striking
as that between a star and a scar. They might seek
out different platforms, have different expectations,
explore different nuances of the palette, light effects
or instructive narratives depending on their chosen
métier. Against this backdrop, Sviatchenko stands
out due to his tightly controlled approach. We get

Gosprom, Kharkiv, collage

XYAOXXHUK CBATYEHKO:
APXITEKTYPHUN METO[
JAJ1s HOBOIro

Bopuc €Epodanos

Ceprint CBATYEHKO XYAOXKHMK-aBaHrapaucr. I ue
AVIBHO. AA’Ke y Halli 3aHaATO IPOCYHYTI yacu
ABaHTapAMCTU, 3AAETHCS, OCTATOYHO i1 6e3 Bo-
POTTS BUMIIAM 3 MOAM. Y TOMIaHI NMpUMapHMUi
IIOCT-MOAEPHi3M, 3BUBU IiACBipOMOCTiI, Hait-
HaBDKeHilll yXMAAHHA Ta BUTIBKU i HaBiTb Te,
II0 Ha3MBAOThb IIOCT-TIOCT-TIOCT. AAe ae-He-Ae
NOLUTOBX IEPBUHHOTO CIPUMHATTS CBITY BiABi-
AYE XYAOXKHUKA, i TOV 3HOB O4YOAIOE ABaHIapA.
Sxmo BiH OoroAeHMi1 HepB CBITOBIAYYTTS i mpo-
CTO — CIIPaBKHIll XyAOXHUK. Bo XYAOXXHUK AO
XYAOXKHMKA, SIK HUPKa AO 3ipKM, BiAMIHHOCTI pa-
3104i. XTO AKO0I0 NAAaT(HOPMOIO HUIIIIOPUTD: YU TO
po3MaiTe KOAO CIIOAiBaHb, Y KOAbOPOBE HIOAH-
CYBaHHs, YU CBiTAOBMIT edeKT abo MMOBYAABHUI
HapaTuB — XTO Ha 10 BYMBCA. Y LIbOMY OTOY€H-
Hi CBATYEHKO ONYKAO BUMPI3HSAETHCS >KOPCTKO
OyaoBaHOI MaHepolo. I Haue6TO, 1[OCH 3HAailO-
Me — ABAALISITE CTOAITTS IepeA ouMMa.

13



14

a whiff of something quite familiar as the 20* cen-
tury flashes before our eyes.

CONCEPT

After the heroic era of modernism, everything we
might see shines with the light of the seeming-
ly familiar. Nevertheless, Sviatchenko carves his
wand elegantly and consistently. Against the shim-
mering background of the surrounding chaos, he
sings a new perception of the recognizable, laying
the wolf paw of modernism over the long-familiar
contours of the present to produce something un-
expected, unknown, new.

The means that the artist uses to transform
the world yet again took the form of his personal
aesthetic concept of “Aesthetic Surprise.” Sergei be-
lieves that society at large can reach moral and aes-
thetic improvement if we introduce nuances of ar-
tistic vision and “the beauty of style” into the ma-
terial quotidian life. The production chain of his
concept includes such notions as catharsis, sym-
pathy, estrangement, charm, metaphors, construc-
tion, deconstruction, reconstruction.

The latter three notions—Construction, Decon-
struction, Reconstruction—have come to define
the artist’s current set of tools with which he ap-
proaches his creative tasks. After all, everything
has its own frame and construct; the Demiurge’s
design for any object is its Construction.

To renew the very possibility of continued crea-
tion, the artist has to see the linear components
of the original object, that is, to break it down in-
to its original principal components. That is De-
construction.

The next step can bring an act of new creation
or a new vision of the seemingly already seen things.
That is Reconstruction.

ARCHITECTURE AS CONSTRUCTION

Sergei Sviatchenko was born in the Ukrainian
Kharkiv (1952) and graduated from the Department
of Architecture in his native city (1975). As a sensi-
tive spirit, he was inevitably affected by the Soviet
constructivism of a higher level, without the Stalinist

Kharkiv, 1972

KOHLIETTLIIST

ITicAs TepoOiYHOI eoXy BCe MepeXTUTD Haue BiaoMe.
Ane CBATYEHKO BUCTPYTYE CBOIO YapiBHY MAAMYKY
CTpyHKO i nocaipoBHo. Ha x16xomy TAi HaBKoAMII-
HbOTO 0e3AapAsl BiH BUT'YKYE CBiXKe CHPUIHATTA
AQBHO BIAOMOTO, HAaKA3AAIOYM BOBYY AaIly MO-
A€PHi3My Ha AQBHO 3HaltoMi abpucu i Ha TyTell-
He — 1 3’ABASIETbCS HEOUiIKYBaHE, HEBIAOME, HOBe.
3acobu, 3aBASKM SIKMM MaiiCTep HaMaraeTbCs
3HOB-TIEDETBOPIOBATU CBIiT 3'BUAUCS Y BUTAS-
Al aBTOPCbKOI Xyp0>KHBbOI KoHuemnuii «EcTernu-
He 3AuBYyBaHHA». Ceprill BeBHeHUI, 10 yepes3
BIIPOBAAKEHHSI TOHKOIIB XYAOXXHbOIO OadyeHHs
abo «Kpacu CTHMAIO» 0e3rnocepeaHbO B Marepi-
AAbHY NOBCAKAEHHICTb AIOAMHM MOXXHa AOCATTHU
MOPAAbBHO-€CTeTUYHUX IIOKPALeHb Y CYCIiABCTBI
B LiAOMYy. AO TEeXHOAOTiYHOTO AQHIIOXKKA Iji€l
KOHLeNUii MOTpanyMAM TakKi IMOHATTs, K KaTap-
cuC, CrHiBIepeXUBaHHs, BIACTODOHEHHs, 3aXo-
MAEHHS, MeTapOpUYHIiCTb, KOHCTPYKLis, A€KOH-
CTPYKLisl, pPEKOHCTPYKLisl.

Ocranni Tpu nousarta — KoHcTpykuis, AexoH-
CTpyKLis, PekoHcTpyKList — chopMyBaAu YMHHUIA
pobounii iHCTpyMeHTapiil MAXOAY MaiiCTpa AO
TBOPYOI 3apaui. AXKAe Bce HaBKPYT'M Mae CBill Kap-
Kac, KOHCTPYKIIo, Te, 1J0 3aAyMaB IIPO NeBHY pid
Aemiypr — ue KoHcTpykuis.

IIJo6u BiAHOBUTHU CaMy MO>XKAUBICTb IIPOAOBXKYBa-
TV TBOPIHHS, XYAOKHUK Ma€ mobauuTy AiHeapHi
CKAQAOBI YaCTMHU BUXIAHOTO 00’€KTY, TOOTO po3-
KAACTH JIOTO AO TIepBiCHMX IPVHLMUIIOBUX CKAAAO-
BUX — Iie AeKOHCTPYKLis.

HacTynHuM KpoKOM MoOXKe CTaTy aKT HOBOI'O TBO-
piHHS, HOBOTO OavyeHHsI pedeit, HaUe6TO OayeHUX,
[0 B>XKe iCHyBaAM AO TOrO, KOPUCTYIOUMCH LIIMU
CKAQAOBMMM, — Lie PeKOHCTpPyKILIis.

APXITEKTYPA AK KOHCTPYKUIA

Cepriit CBSITYEHKO HAPOAMBCA B YKpaiHCbKOMY Xap-
KoBi (1952), TyT 3akiHuMB apxiTexTypy (1975). Ax
HATypa YyTAMBa BiH HeMuHy4e OyB iH¢iKoBaHuI1 pa-
ASIHCBKMM KOHCTPYKTVBi3MOM BUIIOTO IaTYHKY, TOO-
TO 6€3 CTaAIHCBKUX «IIpMKpac». Ha mouyarky Bicimae-
csITUX poboTa Hap AucepTanieo «3acoby BidyaaHOI

Collage, Watercolor Implement, 1987
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“decorative curlicues.” In the early 1980s, he worked
on a dissertation entitled “Means of Visual Infor-
mation in Architecture.” He came into his own
as an artist in Kyiv, during the tumultuous peri-
od of Gorbachev’s perestroika. He amassed quite
an experience: research in the field of visual infor-
mation, routine blueprints, artistic exercises at An-
driivsky Descent, which served as Kyiv’s Montmar-
tre. Eventually he began his attempts to explain
and showcase Ukrainian art to the international
public, and co-created the first non-state art un-
ion Soviart (1987) with Viktor Khamatov. It was be-
fore the collapse of the Soviet Union that he made
the tough decision to emigrate: “I felt I couldn’t
reach the height of my potential there.” He headed
for the free atmosphere of the West in 1990.
Almost subconsciously, that is, easily and playful-
ly, Sviatchenko adopts an architectural approach
to any subject. It is a constructivist approach to re-
ality where the entire world becomes material for his
works. In essence, the artist knows that everything
has been done, undone and redone. But a demiurge’s
job is to do whatever he wants, and that he does. He
uses snapshots of all the awkward, gaudy and ugly
things amassed in the earlier eras as his material. Ob-
viously, one can take a brush and a canvas, and pro-
duce yet another artistic utterance. That’s been seen.
And what hasn’t? An artist takes up scissors and cuts
out every unnecessary bit. The remaining leftovers
of the “grand form” give him a glimpse of the new pal-
ette. He creates discrete statements and even words
from which a new writing or a new message to the hu-
mankind can originate. And the artist does just that
with gusto. He snips off, compares, overlays, reveals,
and voila! He finds just the thing. And he discovers
it not accidentally but through methodic and con-
sistent work, through trained inner movement of his
own unique artistic approach.

The artist’s training in architecture is very evident.
No matter what field a trained architect might end
up in, he takes into account a multitude of exter-
nal demands in any “free exercise” the environment,
the budget, the boss’s whims, the available materials,
etc. That is, an architectural approach is systematic,

Architectural graduate, 1975

At work, Kharkiv, 1977

indopmauiii B apxitextypi». Bik akme 3yctpiB y Kuesi
B IIepiop KapKOAOMHOI rop6auiBcekoi IlepeOyaoBu.
AOCBiA HakoIYEeHO YMMAAMIT: HAyKOBi AOCAiA>KEH-
Hs B raaysi BisyaabaHoi iHdopMaliii, BUTOTOBAEHHS
PYTUHHOI «ITPOEKTHO-KOLITOPUCHOI AOKYMEHTaLlil»
Ta XYAOXXHi BIIpaBM Ha AHAPIiiBCbKOMY Yy3BO3i, 1LJO
MpaBMB 3a KUiBCbKUit MoHMapTp. Bperurti — cripobu
eKCIAiKalil BiTYM3HSAHOTO YKPaiHCbKOTO MMUCTELTBa
Ha MDKHapOAHMIT 3aTaA — CTBOPEHHs Y CHiBIIpalli
3 BikTopom XamaToBMM IepIIOro HeAep>KaBHOIO
xyaokHbOro o6’epnannst «Cosiapt» (1987). Ile a0
posnaay PapsHcbkoro Corosy NMpUIHSATE HelpocTe
pillleHHA Npo eMmirpaiilo — «BiAdyBalo, 110 TYT He
3MOXYy peaaisyBarucb». OOpaHO LIASIX AO BiAbHOTO
noBitpst 3axopy (1990).

Maike HeCBiAOMO, TOOTO Aerko, rpawoyuu, CBsT-
YEeHKO KOPUCTA€ 3aco0M apXiTEKTYPHOIO MAXOAY
AO Oyab-sikoi Matepil. 1le KOHCTPYKTMBICTCHKMI
MiAXiA AO PEaABHOCTI, A€ YBeChb CBIT MaTepiaA AAs
TBOPEHH:I. 32 BEAMKVIM PaXyHKOM, XYAOKHUK 3HaE,
BCe AABHO B)XXe CTBOpE€He, AOTBOPEHe i1 IlepeTBO-
peHe. AAe 3aBAaHHS AeMmiypra — pobury, 1o 3a-
MaHeTbcs — i BiH pobuts. Ilpore Marepiaaom mo-
CAYTOBYE BCe Te, OAMCKaBUYHE, HEAOAYTE, ICKpaBe
i mOoTBOpHE, 110 OYAO HAIPOMAaAXKEHO Y MOIepeAHi
yacu. ba BiooMo, MoXXHa y3sTH pAeliL], TOAOTHO Ta
3pOOUTH YePTOBe XyAO>KHE BUCAOBAIOBAHHS — TO
BXe b6ayeHo. A 1o He 6aueHe? MaricTep bepe HO-
Xuui i Biapisae 3aitBe. Y 3aaumixax, ¢irypax Bu-
KAIOYHO «BeAUKOI popmu», BOAYAETHCST HOBA Ma-
AiTpa. Lle B>xe okpemi BcAOBU 200 HaBIiTh CAOBA, 3
SIKMX MO>KHA IIMCATU HOBE NMUCbMO, HOBEe TIOBiAOM-
A€HHS AO AIOACTBA. I malicTep i3 3apA0BOAEHHAM
e pobute. Bin Bippisae, MopiBHIOE, PUKAAAQE,
BiaAKMAae — i och! 3Haxoae! Ta 3HaXOAUTH TO He
BUITIAAKOBO, a TOCAIAOBHO 11 METOAUYHO, BHYTPilll-
HiM, LIIAKOBUTO HaTPEHOBAaHNUM PYXOM CBOEI, BAacC-
HOI apTUCTUYHOI MaHEepU.

VY MATPYHTI AQ€TbCSI B3HAKM apXiTeKTYPHUI BUII-
Kia Maitctpa. B skiit 6u cdepi He mpaioBaB apxi-
TEKTOp 3a IIKOAOI, BPaXxOBYe 0e3Ai4 30BHIIIHIX
BUMOT AO OYAB-SIKOI «BIABHOI BIIPAaBU»: AOBKIAAS,
CIIPOMO>KHOCTI OI0AXKETY Ta NMPUMXM 3aMOBHUKA,
HasiBHi MaTepiaau Toujo. ToOTO apxiTeKTypHe BiA-

:'iﬁn_l

|

Personal exhibition, Kyiv, 1985

On Andriyisvski descent, Kyiv, 1985
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one way or the other. Sviatchenko embraces this ap-
proach, even if subconsciously, occasionally repeat-
ing, “but I'm an architect.” In essence, that is correct,
for his approach is architectural through and through.

THE BALTIC ANABASIS

My wife Lena and me didn’t expect to come
to Denmark until we got an invitation from Petro
Markman. He said that there was this incredible
Ukrainian (or maybe already Danish) artist Ser-
gei Sviatchenko in the town of Viborg in Jutland,
and we should definitely write an article about him.
A sculpture A Dove of Hope, based on Sviatch-
enko’s sketch and focusing on the current tragic
events in Ukraine, will soon be solemnly unveiled
in the Danish town of Silkeborg—all the more
reason to visit him. We weren’'t immediately
convinced: there was a war raging, and the logis-
tics were too convoluted. One way or the other, we
ended up going, prompted along by the uncertain-
ties of our time and by artistic curiosity.

We travelled through Poland, Lithuania and Lat-
via, circumnavigating the pro-Putin Belarus. Some-
where on the way, it suddenly dawned on me that
this, the Baltic region, was the origins of the route
“from the Varangians to the Greeks” that our
ancestors travelled a millennium ago. Thanks
to the Vikings and this route, the Scythian steppes
and the Khazarian provinces got inculcated with
a Scandinavian air, and the first state in Eastern Eu-
rope, the Kyivan Rus, arose around a millennia-old
city on the Boris thenes.

I have travelled to the Baltic states since I was
a child, going deeper with every step. In 1975, we
spent our winter break on a school trip to Len-
ingrad (now Saint Petersburg); we have ushered
in 1976 in Riga. As students of the Kharkiv Institute
in the early 1980s, we had art internships in Tal-
linn and Riga. Later, during the perestroika, I visit-
ed Kaunas, Vilnius, Klaipeda and Kaliningrad. I vis-
ited the post-Soviet Warsaw, Germany and Finland
at the turn of the millennia. With these current vis-
its to Denmark and Sweden, I have seen every state
surrounding the Baltic Sea.

Riga, Latvia

Gdansk, Poland

HOIIIEHHSI AO CIIPaBUM Ma€, TaK YU iHaKIle, O3HAKU
CUCTEMHOTO MipX0AYy. CBATUEHKO TOM MiAXiA KOpHU-
CTYE€, HaBiTb MIACBIAOMO, aAe Yac Bip 4acy IpMMOB-
ASTIOUM: S apXiTeKTOp. 32 BEAMKMM PaxyHKOM BiH
IIpaBuii, apXKe MI0To MiAXiA AO CIIpaBU, HAcKpi3b Ta
B3AOBX, € 80COAIOTHO apXiTeKTYpHUM.

BAATIVICBKUI AHABA3MC

BriM, 3 MoO€l0 APYXMHOIO A€HOI0 MU IOTPaNMuAU
A0 Aanii HecriopiBaHo — 3ampocuB Ilerpo Mapk-
maH. Kasxe, o y micti Bibopsai Ha octposi FOTAanp
€ baHTACTUYHUI XYAOXKHUK-YKpaiHelp (MOXKe BXKe
it panenp) Cepriit CBaruenko. O6GOB’SI3KOBO Tpe-
6a 3pobutu sickpaBuit MarepiaA. Tum OiAblite, 1110 B
pancpkomy Ciakebopsi Hapasi ypouncTo BipAKpuBa-
TUMETBCSI CKYABIITYpa 3a eckizom CsiTueHka «[oay0
Haaii», npucBsiueHa HUHIIIHIM TpariyHMM IOALSIM B
VYxpaini. CripaBy BOEHHI, IIASX HAATO CKAAAHMIL Aae
TaK YM HAaBCMAK — IOiXaAM, MAIITOBXYBaHi HEBU-
3HaueHVIM 4aCOM Ta apTUCTUYHVM iHTEPECOM.
Yepes oAby, AuTsy i Aarsilo, oMMHaIOYM IPO-
myTiHCbKy biaopyce. PanroBo posymilo — we
DaaTuka, 3BIACU IIASIX «i3 Bapsr y rpeku», sKUM
PYXaAMuChb NMpeAKM TUCAYY POKIB TOMY. ASAKyoun
BiKiHraMm, LM MIASIXOM AO CKi)CbKUX CTemiB Ta
Xa3apCbKMX OKOAMLb OYAO 3pOOAEHO CKaHAMHAB-
CbKe II[e[TAeHH:, i Ha TAl TUCSYOAITHBOTO MicTa Ha
BopucdeHi BUHUKAO Tiepilie Aep)KaBHE YTBOPEHHS
Cxianoi €Bponn — KuiBcbka Pyce.

DaATUKOIO 51 MaHAPYBaB 3MaAKY, 3arAMOAIOIOYNMCDH
KpoK 3a KpokoM. Ha 3umoBux KaHikyaax 1975
POKYy MU, KUIBCbKi HIKOASIpi, BiABiAaAM AeHiHTpaa,
1976-in sycrtpivaau B Pusi. Ha mowarky 1980-x
CTyAeHTaMUu XyAO>KHBOTO IHCTUTYTY HpOXOAVAM
TBOpYY NPaKkTUKY B TaaAinHi Ta Pusi. [ToTim, B yacu
ITepebypoBu, 6yan Kaynac, Biabnioc, Kaaitnepa Ta
Kaaininrpapa,. Iloctpapancbka Bapurasa, Himeuun-
Ha i QiHASIHAIA TpPanMAKCD Ha nepexoAi MiaeHiymy.
Haperi, i3 Aaniero Ta llBewiero, s nobauns yci
KpaiHy, o baarilicbke Mope OTOUYIOTb.

BpakeHHs sicKpaBi Ta KOHTpaBepciitHi. Pura, He
3BQXKAIOUM Ha HOBOOYAOBU i €EBPOCOI03, BTpATHAQ
CBill papSHCBHKMI TNpo3axipHuil Aock. DiHASHALA
IaxHe TyHAPolo, AeHiHrpap Bippae CoBkom, Kaait-

Aarhus, Denmark

Malm, Sweden
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My impressions were as vivid as they were am-
biguous. Despite all new buildings and ascen-
sion to the EU, Riga has lost its Soviet-era West-
ern chic. Finland smells of tundra, Leningrad has
a whiff of the Soviet heritage, Klaipeda is haunt-
ed by the ghost of Kurland, Kaliningrad remains
the destroyed Konigsberg. With their natural Geist,
Germans, it seems, would be happy to swallow
the entirety of Denmark into a sort of generalized
Hamburg. Speaking of lifestyles, the free Hanseat-
ic city of Danzig, now Gdansk, seems to dwarf Co-
penhagen in its mediaeval splendor. Sweden’s Mal-
mo promises a sense of Nordic spaces and stone.
Against that backdrop, Denmark seems rural
and diminutive, almost like a toy house. It is no acci-
dent that both Tivoli Gardens and Lego are its prod-
ucts. Nevertheless, it’s well worth remembering that
in the 13th and 14th century the entire circumfer-
ence of the Baltic Sea, from England and Norway
to Livland and Prussia, were Danish lands. Let us
also note that genius loci is transmitted through
very long, millennia-old stretches, and that all these
countries are united by a recognizable Nordic spir-
it that eventually reached Kyiv through the route
from the Varangians to the Greeks. Within this
context, Ukraine’s progressive post-war future ap-
pears as a Baltic Sea-Black Sea alliance.

SCANDINAVIAN STYLE

In the times of high modernism, the Finnish archi-
tect Alvar Aalto highlighted the appeal of the Scan-
dinavian style: natural materials, a limited palette,
measured movements and an incredible plastic re-
sult. In the postwar modernist era, the perfectionist
Arne Jacobsen cultivated sophisticated minimalism
and flowing Danish lines. Speaking of the present,
simple “Scandinavian” objects of the Swedish Ikea,
which became a marketing revolution in the wan-
ing years of modernism, are in wide use around
the globe. Jysk designer products don't lag far behind
with the quintessentially Danish delicate structures
and elaborate lines. They, too, embody a minimal-
ist approach: transparent solutions, natural surfac-
es, not a single unnecessary detail.

Ant Chair of Arne Jakobsen, 2024

nepa BBIDKaeTbeA KypasHaiero, Kaainirpap saau-
maeTbcs 3pyiHoBaHuM Kenircoeprom. Himui i3
CBOIM IIPMPOAHIM IraiiCTOM, 3AQ€TbCS, 3HOB i3 3a-
AOBOAEHHSIM MOTAMHYAU 6 ycio AaHiro, Takuit cobi
saraapHuil TamOypr. Illopo CTMAIO XUTTS, raH-
3eiicbKe BiAbHe MicTo AaHIir, HuHimHii [AQHCBK,
cxoxe, mnepepepurye KomeHrareH cBoe€o cepea-
HboBiyHOIO Miulto. IlIBewist okpajikom MaabMme
00i1isi€ BIAUYTTSI HOPAMYHOTO IPOCTOPY Ta KaMe-
HIO. AaHis Ha LIbOMY TAi BUTASIAQ€ TACTOPAABHOIO,
Maiike ASIABPKOBOIO KpaiHOW. AapeMHO 0 IapK
posBar TiBoAi Ta AUTSTUMIT KOHCTPYKTOp Lego — ii
BuUTBOpU. AAe Tpeba mam’staty, wo y XIII-XIV
CTOAITTI yci okoauni BaatTuxu OyAu aAarceKumu
BoAOAiHHsMU: Bip AHrAIl i HopBerii A0 AidasiHail
i TIpyccii. 3Baxxmo, mo genius loci 36epiraerbcst
Ha Ay’Ke BEAMKUX, TUCSYOAITHIX IeperoHax, i Bci
Ui KpaiHu 06’eAHye crieunDivHUIT HOPAUYHUIT AYX,
110 BpEWITi IASXOM i3 BapAr y TpeKu MOTPamnus i
A0 KueBa. ¥V 1boMy BipHOIIEHH] TporpecuBHe Mic-
ASIBOEHHe MaitOyTHe YKpaiHU BBIDIKAETHCS TAKUM
c06i BaaTo-HopHOMOPCHKUM CIIBTOBaPUCTBOM.

CKAHAVIHABCBHKUIM CTUAD

B yacu BUCOKOTO MOAEPHiI3MY NpPUHAAM CKaHAU-
HABCbKOTO CTUAI TPOAEMOHCTPYBaB (DiHCHKUI
apxiTekTop AABap AaATo: HaTypaAbHi Marepiaau,
0OMeXeHi KOAbOPY, BUBaXKeHI PyXu Ta HEMMOBIp-
HUII TAQCTUYHUI pe3yAbTaT. B MoAepHicTChbKi mic-
ASBOEHHI Yacy BUTOHYEHUIT MiHiMaAi3M Ta ITAQBHY
AQHCBKY AiHil0 TBOpUB nepdexuioHicT ApHe Sxko6-
ceH. CbOTOAHI Y IMPOKOMY BJKUTKY B YCbOMY CBiTi
MPOCTi «CKaHAMHABCHKi» peyi Bia mBeacbkoi Ikea,
sIKa 3po0yMAa MAapKETUHIOBY PEBOAIOLIIO Ha 3AeTi
MoaepHy. He mace 3apHixX i Au3aliHepcbKa IIPOAYK-
ist Jusk, BUPi3HSI0UMCH TIO-AQTCHKOMY TEHAITHUM
MaciTaboM i TOHKUM npodisloBaHHAM. AAe i1 TYT
MiHIMAaAICTUYHUI MiAXiA: TIPO30Pi pillleHHs, mpar-
HEHH: NIPUPOAHBOI TOBEPXHi, HIYOT0 3al1BOTO.
Llert mpoTeCcTaHTCbKO-aBaHIAPAUCTCHKUI CKAaHAM-
HaBCBKMIT AYX, IO 3 AABHIX 4aciB cAras 3 baatu-
KU AO YKpaiHM, YOCOOAIO€ XYAOXKHUK CBITUEHKO.
ITpoBiapHa 3an0BiAb HOPAMYHOTO CBITOCIIPUMHATTS
MIPOTOAOIIYE: MEHIIIE PYXiB, MeHIIIe 3ac00iB — i Bce

Alvar Aalto, Riola Church, Italy

Viborg
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This protestant and avant-garde Scandinavian spir-
it that had reached Ukraine from the Baltic States
back in the medieval era is exemplified by the artist
Sviatchenko. The key tenet of the Nordic worldview
declares that the fewer movements and the fewer
means you use, the better.

What logically follows is mindful limitations: don’t
use unnecessary materials, avoid organizational
complications, don’t waste time on unnecessary
compositional tricks or ornamentations. Sviatch-
enko wholeheartedly supports the Scandinavian
approach and offers an alternative to the famous
formula of Ludwig Mies van der Rohe, who pro-
claimed that “Less Is More,” paradoxically posit-
ing that LESS IS LESS.

Sviatchenko does not limit himself to decreasing
the number of objects used, as suggested by Mies
(use fewer, more utilitarian objects), additional-
ly curtailing the volume of the present-day kitsch,
information noise and superficial nonsense. He af-
firms minimalism in his approach to line-based col-
lage compositions and uses three elements at most.
He even limits the palette used in the background
and chooses the most vibrant, quintessentially Svi-
atchenkian high-fashion colors, from the measured
and subdued to pink and bright-green aniline shades.
Collage has become the artist’s trademark genre.
As we've stated before, his leading idea is enshrined
in the Construction-Deconstruction-Reconstruction
triad. At the risk of oversimplification, on the practi-
cal level it looks as follows. The artist begins by ap-
proaching the object, studying its structure and at-
tempting to grasp its architectonic essence. The next
step towards deconstruction is where it gets inter-
esting: the artist singles out patterns and large visual
blocks in the subject of his scrutiny for further re-
combination (this is where scissors come in useful).
Eventually the artist comes up with unexpected, of-
ten vertiginously new “re-constructions” as a result
of elaborate compositional work that feeds further
fantastic artistic thought.

This seemingly oversimplified technique cannot be
repeated or approximated easily. Only a rare talent
can have such a nuanced understanding of form

e

For inspiration, Dusseldorf, 2001

With children, Viborg, 2000

BUJIAE HAIKpALIVM YMHOM. 32 CUM BEABMU AOTiu-
HO CAiAy€ NMPUHLMIIOBE OOMEKEHHS BUKOPUCTAH-
Hsl HaAAMIIKOBMX MaTepiaaiB, oprasizayiiHux
HaIpy)XeHb, BUTPAT 4acy, TUM Maye 3aliBUX KOM-
MO3ULITHMX MPUITOMIB i BidepyHKiB. ITocuaroroun
CKaHAVHABCbKUI MipXip, CBSTYEHKO, Ha BIAMIHY
BiA cAaBHO3BicHOI dopmyan Ampsura Mic Ban
Aep Poe «Less Is More», mapapokcaapHO Gopmy-
aroe: LESS IS LESS.

Bin He 3MeHmIye KiAbKOCTi 3amoBipaHux Micom
peueil B Y)KUTKY — Hail MeHIIe, TUM KOPUCHi-
mi — aae oOMexye cydacHum Kitdy, ob’em iH-
¢dbopMaUiifHOTO IIyMy, TIOBEPXHEBOTO OY3rAy3AS.
CBATYEHKO 3aTBePAXY€e MiHiMaAi3M y CTBOpeHHi
AiHITHOT KOAQ)XKHOI KOMITO3ULIil: eAeMEHTIB MaK-
cumyM Tpu. BiH HaBiTh 06MeKye KiABKiCTb KOABO-
piB, 11J0 BUKOPUCTOBYIOTHCS Y MIALPYHTI — B1OU-
palTbCcAa HalsACKpaBi, MOAHI CBATYEHKIBCBKI: Bip
MPMHLIMIIOBO CIIOKiMTHOTO AO POXKEBOTO M CaAaT-
HOTO aHiAiHY.

OipMOBUM )XaHPOM XYAOXKHUKA CTa€ KoAaaX. [Ipo-
BiAHa 10T0 ipes, AK MU B)Ke Ka3aAl, IIOASITA€ y Tpi-
apl Konerpykuis—AexoHcTpykuisi—PekoHCTpyK-
Lis. MaOyTb cpolyiouy, y IpUKAQAHOMY CEHCi Lie
BUTASIAQE€ HACTYNMHMM 4MHOM. CIIOYaTKy MalycTep
HaOAMKAETbCA AO OO'EKTY, BUBYAE JIOTO CTPYK-
TYPy, HaMaram4ucb 3pO3YMITU apXiTeKTOHIYHY
CYTHICTb. Apyruil KpOK — AO AEKOHCTPYKLIl, a
Lle caMe IliKaBe: XyAOKHMK BMOKPEMAIOE IaTep-
HY, BEeAVKI BisyaAbHi OAOKM 3 IIpeAMETY pO3IAsi-
Ay — OTYT JIOMY i CTalOTb y HarOAi HOXXHULI — AAS
MOAAABIIOr0 KOMIIOHYBaHH#. BpeniTi AK aBTOp BiH
BUTAAY€E HECIOAIBaHY, 4YaCTO KapKOAOMHY, HOBY
«pe-KOHCTPYKLiio», 10 CTa€ Pe3yAbTaTOM BUTO-
HYEHOI KOMITO3UL[ITHOI po0O0TH, sIKA YXUBUTH IO-
Aaabiii haHTaCTUYHI XYAOXKHI MipKyBaHHS.
Texuika, HaUeOTO 3aHAATO TPOCTA, HE MIAAAETHCS
MIPOCTOMY ITOBTOPEHHIO Ta yroAibHeHnH!o. HioaHc-
He BiaAuyTTsI popMH i CIOXKeTy mpUTaMaHHe PiAKic-
HUM TaAaHTaM. MaiicTep piXe HaTypy He IIPOCTO
3a HAMIMaHHAM, aA€ BUBYAXKYIOUM XapaKTepHUI
rpadiunmit pparmMeHT, ab1 CKOPUCTATH JIOTO Y Maii-
OyTHIX CIIOAyYeHHsIX. | pe3yAbTar, K MpaBUAO, He-
OUiKYBaHMI1, BPA)KAIOUMIL.

Collage, Who is who? Kharkiv, 1977

z}

With Helena, Kyiv, 1983
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and plot. The artist cuts up the original not just
at a whim: he fishes out a quintessential graphic
fragment to use in future combinations. The re-
sult is usually unexpected and striking.

ABOUT THIS BOOK

The pictures you are about to see are quite won-
derful, and viewers will have an opportunity to see
that for themselves. To highlight Sviatchenko’s ba-
sic architectural approach, the book collects his
collages dedicated to the functionalist architecture
of the great Danish artist Arne Jacobsen, as well
as famous constructivist buildings in his native
Kharkiv and Kyiv. There seem to be some paral-
lels between modernist architecture in Ukraine
and Denmark in the 1920s-30s.

But that is not all. To reveal Sviatchenko’s artistic
method fully, to showcase the universality and even
the anthropomorphic nature of his works, the cor-
pus of this exposition focuses on Sviatchenko’s
works on a slightly unexpected topic: his interpre-
tations of the artistic legacy of the wondrous sun-
ny Botticelli through collages. Undaunted by Bot-
ticelli’s grandeur and half a millennium separating
them, Sviatchenko tears apart the works of the Re-
naissance artist and enriches them with fragments
from contemporary architecture. Nobody had ever
allowed themselves to do that. The effect is fresh
and unexpected: the gestures, facial expressions
and even landscapes receive a tectonic interpreta-
tion that exists outside time.

We dared to go farther and juxtapose Sviatchen-
ko’s Botticelli-themed applications with his ar-
chitectural collages. Our method for presenting
Sviatchenko’s “architectural works” lies in find-
ing similar motifs between Danish and Ukrain-
ian modernism and Botticellian energetic move-
ments, the movements of a Renaissance man. We
used both microscopes and telescopes to high-
light certain parallels in style and tension lines
that transcend time and various visual media, de-
spite their different surroundings, circumstances
and origins. After all, art is forever: ars longa, vi-
ta brevis est.

Kharkiv, 1974

TPO L[}0 KHUTY

KapruHky, mo mobaunre Aaai, mpeuyaosBi, i ras-
Aellb MOXXe B TOMYy IIepeKOHATUCs. 3aAAd BHU-
SIBA€HHSI 0a30BOTO apXiTEKTYpHOTO MMUCAEHHS
XyAOKHMKA B aAbOOMi 3i0paHO CBSITYEHKIBCBHKi
KOAQXi Ha TeMy QYHKLiOHaAICTCBKOI apXiTeKTypu
BUAAQTHOTO AaHLs ApHe SIko6ceHa, a TaKOX BipoMi
KOHCTPYKTMBICTCbKi O0'€KTU PIAHOTO AAST XYAOX-
Huka Xapkosa Ta Kuesa. Lle AiHis neperykyBaH-
HSI MOAEPHICTChKOI apXiTeKTypy YKpaiHu Ta AaHii
1920-1930-x.

Ta pporo 3amaso. AGM 0CTATOYHO [IPOSIBUTY TBOP-
yuit MeTop MaiicTpa CBsTUeHKa, I0Ka3aTu YHiBep-
CaABHICTb i HaBITh aHTPOTIOMOPQHICTH 11OT0 POOIT,
B TiAO wi€l ekcriosuiii Mmu moctaBuau pobortu Cep-
ris i3 AeKiAbKa HeCIOAIBAaHOI TEMU — KOAQXKHOL
iHTepnpeTawlil CHAAIIMHM IPEYYAOBOTO COHAY-
Horo Borriueaai. AGCOAIOTHO He IeperMaryuch
BEAUYYIO MOCTATi Ta BIATMHKOM 4acy, CBSATYEHKO
HIMaTy€e MaiKe IMiB TUCSYOAITHI iMiAXI peHecaHC-
HOTO MaiiCTpa, AOIIOBHIOIOUM iX PpparmeHTamMu cy-
yacHoi apxiTexTypu. Takoro cob6i paHilie HiXTo He
A03BoAsB. EdeKT HeowikyBaHMIL: >KecTH, MiMika i
HAaBITb Me3aKi OTPMMYIOTh IT03a9aCOBY TeKTOHIY-
Hy iHTepmpeTaljio.

Mu 3BaKMAMCS Ha e Oiablie — sicTaBuau CBAT-
YeHKIBCBbKi amaikauii Ha Temy BoTTiueaai i3 itoro
apxiTeKTypHUMM KoAakamu. Hair Metop npeseH-
Tauii «apxiTreKTypHux pobir» CBATYEHKa MTOAATaB
y BiAIIlyKaHHi CXOXUX MOTUBIB Y MOAEPHICTChKUX
BUICAOBAIOBAaHHSIX AQHLIB Ta YKpaiHLiB i3 eHep-
reTudyHMMu BoTTivearieBuMu pyxamm, 3 pyxamu
AIOAVIHM peHeCaHCHOI. AAS LIbOTO MM BUKOPUCTO-
BYBaAU TaKi iHCTPYMEHTH, SIK «MiKpOCKOII», B iH-
IIMX BUIIAAKAX — «TEAECKOIl», TIOKa3yl4y IeBHi
CTUAICTUYHI Ta CUAOBI 103a4acoBi 30iru y pisHUX
BMAAX Bi3yaAbHOrO MUCTELITBA, He3Ba)XkalouM Ha ix
AQHTYpaX, 00CTaBMHU Ta MOXOAKEHHS. AAXKe MIIC-

TelTBO BiuHe: ars longa, vita brevis est.

Riga, 2008

Silkeborg, 2024
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A CONVERSATION WITH SERGEI SVIATCHENKO

AT HIS HOME IN VIBORG, 27.06.2024

recorded by Lena Nenasheva

N: So you suggest a reconsideration of the architec-
tural space through artistic means as a potent ar-
tistic integration.

S: Indeed. That’s where my Construction-Decon-
struction-Reconstruction scheme comes in. What
does an architectural form create? A building, that
is, a construction! You enter the space with artistic
ideas of your own and try to change it, to make it
work differently. To make it affect you. I myself de-
scribed that as an architectural surprise. Others de-
scribed my approach as “architectural illustrations.”
It’s like I illustrate architecture.

M: With collages, right?

C: It can be anything. It can be a painting. For ex-
ample, Jyske Bank in Silkeborg has 180 square me-
ters of my paintings. I did it all by hand: it took two
years to paint two floors. It’s a giant mural! That’s
what brought an “aesthetic surprise.” An archi-
tectural environment affects and stimulates you.
In this context, it inspires you to work. You've seen
it yourself!

M: 1t is a universal space of an atrium with design-
er bridges, galleries and glass handrails. You hover
in the air with the open space beneath you bustling
with employees at work. And the two-floor-high
walls on both sides, with the total space of near-
ly 200 square meters, are decorated with abstract
paintings by Sergei Sviatchenko. The bank “includ-
ed” this art not just in its rich collection...

S: They integrated it into the environment!

M: Right. But wouldn't you agree that there are, say,
constructivist spaces that are expressive enough
on their own, obviating the need for illustrations?
Even from the perspective of color, painting these
constructions won’t add much.

S — SERGEI SVIATCHENKO,
architect-artist, Viborg

H — HELENA SVIATCHENKO,
artist’s wife

M — PETRO MARKMAN,
architect, Kyiv

N — LENA NENASHEVA,
art critic, Kyiv

Sh — KONSTANTIN SCHIMANOWSKI,

composer, Berlin

BECIOA Y CEPrisA CBATHEHKA BOOMA
BIBOPT, 27.06.2024

3anucaHo JleHoto HeHalweBoro

H: OTxe, Bu NPOMOHYETE NePEOCMUCAEHHS apXi-
TEKTYPHOTO IIPOCTOPY XYAOXKHIMM METOAAMU SIK
MOTY>KHY XYAO>KHIO iHTerparjiro.

C:Tak.ITyT BcTyrnae Mos cxeMa KOHCTPYKLiI—A€KOH-
cTpyKuisi—pexoHcTpykuist. lfo poburts apxitexTypHa
¢ipma? ByaiBato, To6TO KOHCTpYKLi0! T BxoAuIT y
Ll TIPOCTIp 3i CBOIMM XYAOXKHIMM ipeAMM, Hama-
TQ€IICs 0o 3MiHMTY, 100 BiH MpALOBaB I1O-HO-
BoMy. BriauBas Ha Tebe. Sl HasBaB e architectural
surprise — apxiTeKTypHWI1 croprpu3. A Miil miaxia
Ha3BaAWl «apXiTeKTypHUMM iArocTpauisiMu». 1 HiOM
iAtocTpylo apxiTeKTypy cBOiMU 3acobamu.

M: A 1ie xoaaxi, BipHO?

C: Bce wo xoueu. Moxe 0ytu >xuBomuc. Hampu-
KAap, y «lOcke Banky» B Ciake6op3i 180 k8. » >xu-
BomuCy. Sl mpauoBaB BPyYHy — ABa POKU, HA ABOX
noBepxax. [irantcekmit posmuc! Och TaM cTaBCsA
«eCTETUYHMI CIOpNpU3». ApXITEKTYpHE Cepepo-
BHIIle BIIAMBa€ Ha Tebe, CTUMYAIOE. B AoaHOMY KOH-
TEKCTi — HapMxae Ao npati. Tu >x 6yB Tam!

M: Le pocTip B YHiBepcaAbHOMY ITPOCTOPI aTpiy-
My. Au3aiiHepCbKi MiCTKY, TaAepei, CKASHI TOpyYHi.
Tu 3aBucael y NoBiTpi Ha OAHIN 3 TaAaepeli, Iepea
TO0O0I0 BHU3Y Open space, CUASITH CIiBPOOITHUKY,
mpaLoioTh. A 4epe3 ABa MoBepxu 3 000X OOKiB
IIPOXOASITb PO3MMCAaHi CTiHI TAOLUEI0 ITiA ABiCTi
KBaapariB, abctpaktHumit xuonuc Cepris Csrt-
yeHKa. baHK «BKAIOYMB» 1ll€ MUCTELITBO HE MPOCTO
AO CBO€I 6araToi KOAeKIHI. ..

C: Y cepeposuiie!

M: Tax. A BTiM TM X He 3amepeyyBaTUMell, 1o Oy-
Ba€ MpOCTip, NPUIYCTUMO, KOHCTPYKTUBICTCbKUIA,
SIKMIL caM co0O010 BMpa3HMIT HACTIABKM, 1O J10TO,
BAaCHe, HeMa 4oro iaroctpyBatu? HaBiThb 3 TOuku
30pY KOABODY, SIKI0 10¢apOyBaTyt KOHCTPYKLII.

CEPTIA CBATYEHKO,
apXxiTeKTop-Xy[0XXHUK, Bidopr
AJTbOHA CBSATYEHKO,

APY>XXMHA XyA0XKHUKA

NETPO MAPKMAH,

apxitekTop, KuiB

JIEHA HEHALLIEBA,
MUCTeLTBO3HaBeub, KuiB
KOCTAHTUH LLUMAHOBCbKUH,

komno3utop, BepniH
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Burroughs particularly touched me. The way he
cut-up the world and reassembled it. I felt more
comfortable in that environment, that kind of chaos.
That fragmentation for me felt a truer picture of the
reality.

30

David Bowie, 1993

S: I'm constantly trying to aestheticize society with
everything I've been doing as an artist through
the years. Grasping the structure of an architec-
tural environment, its spatial forms and connec-
tions, I add something that could stimulate the pro-
cess in that building. That’s when integration comes
in. That said, I'm a provocative artist. It’s not just
a painting, a mural or a paint job. I provoke! I pro-
voke people to say: “Wow, that’s incredible!” At my
collage workshop today, one woman admitted that
she’s been following my works for 35 years. She
bought my painting in 1994, and seeing it every day
fills her with joy! Imagine that! That’s what makes
my life worth living. But that was a 110 x 90 cm can-
vas. In contrast, there’s a new Business Academy
in Randers with a whole giant hall with my collages.
And they stand out differently in that environment.
M: Have you ever asked yourself whether this ac-
tive use of color might one day exhaust its poten-
tial? Will you ever grow bored with it?

Petro Markman,

Silkeborg, 2024

S: No, I was very familiar with this space. It’s a giant
hall with snow-white walls, and I broke up the uni-
formity with splashes of a rhythm. It is both very
organic and not in your face, neither the larger ele-
ments nor the smaller.

A: I want to stress that that’s all due to your talent!
N: In the Supergraphics album, an interior with your
collages goes under the heading of Transforming
Space. That’s their reading of your artistic integration.
M: We should explain what a transformation is. It’s
change. By the way, Lego bricks are cast from a sin-
gle ultimate form. It’s a fractal principle. There’s no
way it can be used to create something outlandish.
N: In this sense, to call it a transformation would
be a simplification of what Sergei does. His collag-
es know no bounds, after all.

M: Don't forget that the Russian Futurist poets
Velimir Khlebnikov and Aleksei Kruchyonykh did
similar experiments. They tried to carve new sounds
and “unknown words” out of familiar letters, pro-
ducing ostensibly nonsense phonetic poetry.

N: When you described a deconstruction of your
home during our walk, it all seemed very theoretical.
When I saw your collages on the walls of your hallway,
that made me see the whole building in a different
light. It brought a new quality to the space. The build-
ing seemed to reconfigure itself in my imagination.
S: That’s absolutely right! When I first entered this
building, there were some random posters, includ-
ing one of mine, hanging in the hallway. Your reg-
ular share of random posters.

N: How did one of yours end up there?

S: How should I know? They must have bought it
somewhere. [Laughs.] And my architectural and ar-
tistic understanding of this building screamed, this is

Beppoys mene ocobruso Bpasus. Te, sk BiH po3pi-
3a8 cBim i 3HOBY 3i6pas 1io20. Memi 6yr0 kom¢popm-
Hiule B MAaKomy cepedoBUULl, HA KULMAAM XA0CY.
s ¢ppasmenmauis cmara 0As MeHe OiAbus Npas-
OUBOI KAPMUHOK PearbHOCHIL.

Aesip boyi 1993

C: 41 nocriitHO HaMaracs eCTeTU3yBaTU CYCIiAb-
CTBO. Yci€o CBO€0 poOOTOI0 MPOTSroM OaraToro
qacy. Posymiloun CTpyKTypy apXiTeKTypHOTo ce-
peAoBMUIIa, MPOCTOPOBi HopMY, 3’€AHAHHS, 5T BHO-
Iy TYAU 1OCB, 1110 MOTAO O CTMMYAIOBATH IIPOLIEC,
KOTPiil y IbOMy OYAMHKY IPOXOAUTb. I TOAl BipO-
yBaeTbcs iHTerpauis. Ilpy LboMy s — HMpoBOKa-
LITHUI XYAOKHUK. Y MeHe He IIPOCTO >KVBOIINUC,
posnuc uu dapbysanHs. S mpoBokyro! 106 aroan
CcKazaAn: «YX-Tu, HeiiMoBipHO!» CbOrOAHiI Ha Moe-
My MaiiCTep-KAaci 3 KOAaXKy OAHA >KiHKa 3i3Haaacs,
IO CTEXXUTDb 32 MHOIO 35 pokiB. Kymnaa 1994 poxy
Mill JKUBOIIUC, AUBUTBCSI LIIOAHS Ta pajie! YaBase-
Te? To 4 X 3apapM LbOTO XMBY Ha cBirti! Aae 1e
1oAoTHO 110 x 90 cm. A €, HampuKkaap, HoBa bis-
Hec-akapeMisi B PaHHepci, BeAuKui1 3aA i3 moimu
KoAaxaMu. | Tam BoHM NpalioloTh 30BCiM iHaKIIe.
M: Tu He 3anuTyBaB cebe, 1O B SIKUIICH MOMEHT
TaKe aKTVBHe BXXMBaHHI KOAbOPY MOXe cebe BU-
4YepraTu, HAOPUAHYTY TODI?

C: Hi, s ooOpe 3HaB ueit npocrip. BiH BeanuesHui,
0iAOCHDKHI CTiHM, 1 51 TOUKOBO BKAIOUMB TYAU PUTM.
Ay>xe opraHiyHo, i HiY0rO0 He HAAOKY4Ya€e — aHi Be-
AVIKe, aHi MaAe.

A: Xouy aKLIeHTYBaTH, 3aBASIKM TAAQHTY!

H: Ocp B aabbomi Supergraphics iHtep’ep 3 Ba-

el

Lena Nenasheva, Silkeborg, 2024

UMK KOAXaMM HasBaHo Transforming Space,
TpaHchopMalis npoctopy. Take oT po3yMiHHA Xy-
AO>KHDOI iHTerpatiii.

M: TloTpibHO 3po3ymiry, 10 Take TpaHCpopma-
uis. lle Buposmina. Tpancopmepu B Lego, a0
peui — 1e Te, w0 3pobAeHO 3 0AHi€el popmuy, siKa
BpeluTi KiHueBa. ITpunuun ¢ppaxraay. He 6yBae, o
BUIIA€ IIOCh HECYCBiTHe.

H: Y ubomy ceHci transforming — neBHe CIpoleH-
Hs TOTO, 10 poouTh Cepriil. Ap>Xe Y CTBOPEHHi Ko-
AQXKY MeXIi HeMae.

M: He 3abyBaiite, XAibHikoB i Kpyuenux saiima-
AMCS TIOAIOHMMM eKcliepyMeHTaMU. BoHu Hamara-
AVICSI BUCIKTH 3 THX >Ke OYKB iHIIII 3ByKM, «HeBiAOMi
cAOBax. SIK «AUp OYA IUA».

H: Tlip 4ac NpOryAsTHKM BM PO3INOBiAaAUM IIPO Ae-
KOHCTPYKLil0 CBOTO AOMY — CIIpUMIIMAAOCS lie
YMOTASIAHO. AAe TIABKM-HO s1 mobaumaa KOAQXi Ha
cTiHax MiA13AY, 30BCIM TO-iHIIOMY ITo0aumaa OyAu-
HOK — HOBa SIKiCTb Ta mpocTip. Bin Hi6u nepebyay-
BaBCs Y MOIN YABI.

C: LliakoM npaBuabHO! KoAn 4 Briepliiie 3aifiios A0
i€l O6yAiBAL, y mipA13A1 BUCIAM BUITAAKOBI IAAKaTH,
BKAIOYAIOYM Mill. 3BUYAlTHi BUTAAKOBI ITAaKaTHU.

H: A Baur 3BiAKU TaM B3sABCA?

C: 3Bipku 51 3Ha10? Aech MabyTh Kyrman. [CmieTncsi].
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horrible. What does this poster do? People just walk
past it, and that’s it. If I'm working in architectural
theory and practice, can’t I do anything for the house
that I live in? So I gathered everybody, all the neigh-
bors, and said, “How about I take photos of our house,
the entirety of it, and then deconstruct it and give
you all wonderful artworks. We’ll print them out.
And I will gift an original to every family!” They all
agreed. That might not be the most fascinating ex-
ample. I chose black-and-white photos to make sure
that they won'’t break up the space and become too
distracting. I wanted to create a cozy atmosphere.
N: Okay, so you hang up the collages: a building
deconstructed, a new vision, a new image. Did an-
ything change in reality? In practice, as they say.
Did anyone see the collage and renovate their space?
8: 1 changed the interior and its aesthetic perception,
didn’t I? When we first moved in, the apartment stood
empty, and the hallway was cluttered with some ug-
ly furniture, an ugly mirror. That wouldn't do! I have
a keen aesthetic sense, I love modernism, that is my el-
ement. I had to make everything aesthetically coher-
ent at a certain high level. After all, I know the truly
breathtaking examples: Charles Eames, Le Corbusi-
er... I produced everything on my own, even this table.
N: And what about the other apartments? Did your
experiment affect your neighbors?

The Beatles, “Sgt Pepper’s” & Sviatchenko, Berlin, 2005, collage

S: No, not at all. But it does affect me constantly
because I enter this house every day. And it mat-
ters to me what I see. I see the white painted stairs,
I see the collages with signage in Danish and Eng-
lish. If it moved anybody in this building, if it gave
them any impetus, if they thought it was worth it,
then I'm happy.

SYSTEM — MYSTICISM — FEELING

M: You said that your paintings in Jyske Bank inspire
people to work, and I cannot stop thinking about
that. I'm as skeptical of the theory of color in archi-
tecture as of the color of sounds in music. When
someone says that B is blue, I immediately think that
that’s just because the note starts with a “b.” In ar-
chitecture, I see color as a simplification, and I look
for it intuitively. In theory, one could work out a doc-
trine and teach where to use yellow and where to use
red. But then everybody would do the same thing,
and everything would become uniform and boring.
Why white, why gray? One should allow the spaces
to be themselves. Obviously, the space changes when
you begin to introduce color accents. That’s the diffi-
culty. You don'’t just paint over one wall.

S: Of course, it’s not that simple!

M: Same as Rietveld’s red and blue chair isn’t that
simple.

S: That’s the Mondrianian colors!

M: And yet, it only exists in one variant, the one
painted by Rietveld.

S: My friend, a Kyiv-based architect Viktor Kudin, is
designing a school in Lviv, and he invited me to cre-
ate two large panels for it, one for the gym. I hap-
pily agreed. That said, I wanted to not just hang
up the two panels but to give the entire school color
coding and to inspire children to read the messag-
es. To “deconstruct” the interior and exterior spac-
es. To understand how they connect. Maybe place
some interesting sculpture on the fagcade and invite
the children to discuss it.

M: You want to say that you can design it all. How
do you do it?

S: Through color codes. Let’s say you selected five
colors...

I MO€ apxiTeKTypHO-MUCTeLIbKe OaueHHs IIPOCTOPY
LbOro OYAMHKY CKa3aAo MeHi: 1ie X >xax! Ilaaxar,
o BiH A2€? AIOAV IPOXOAATH IOB3 HBOTO i BCe.
I Axwo A BXe 3aliMaroCs apXiTeKTYpHOIO TEOPi€lo
Ta MPAKTUKOIO, HEBXKE HE MOXKY 3pOOUTY LIOCHh AAS
Aomy, Ae xuBy? £ ix Bcix 3i0pas, cyciaiB: «A paBait-
Te, 51 crelliaAbHO choTorpadymo Aim! Beco! A notim
MOBHICTIO JI0TO AEKOHCTPYIOIO i BUAAM BaM 4YAOBi
MUCTeLbKi po6oTu. My ix HappyKyeMo. A opuriHa-
AV TIOAAPYIO KOXHIiil poauHil» TToroamaucs. lle,
MO>XKe, HE Ay)Ke HAaOYHMII IPUKAaA. S creniaaAbHO
BMKOPUCTOBYBaB 4OpHO-0iai ¢ororpadii, mob
BOHU He PBaAU MPOCTIp i He HabpuaAu. AbaB mpo
3aTHUILHY TaKy atMocdepy.

H: Aob6pe, 0cb BUCSATb KOAAXIi: AEKOHCTPYKLis Oy-
AIBAi, HOBe OavyeHHs1, HOBUIT 00pa3. A umM 3MiHU-
AOCSI LIOCh Y peaAbHOCTI? Ha mpakTuii, sIK TO Ka-
XyTb. Hanpukaaa, XToch mo6aums Koaax — i Bce
nepebyAyBaB.

C: 51 x aMiHUB iHTep’ep, eCTeTUYHE CIPUIHSTTSI!
Koan mu cropm 3aixaau, kBapTupa OyAa mycra, a B
MPUXOXIil CTOSIAM CTpallHi MebAi, cTpaliHe A3ep-
Kaao. Bee 11e Hikyau He ropuaocs! S ecrtert, Al00AO
MOAEPHI3M, A0Ope B LboMy mAaBai. Tpeba OyAo
3pOOUTH BCe eCTETUYHO I'PAMOTHO, Ha piBHi. ApXKe
€ IPUroAOMIIAMBI TpuKAaay, Yapans Im3, Ae Kop-
6103be... 51 Bce 3poOMB caM, HaBITh 1€t CTiA.

H: A mo B iHmmx kBapTupax? Uu BIIAMHYB Balll eKC-
MepMMEHT Ha BallMX CYCipiB?

C: Hi, abcoaloTHO Hi. AAe TOCTIIHO BIIAMBA€ Ha
MeHe. AAXKe 51 BXOAXY B Lieil OYAVMHOK LIOAHS. I aAas
MeHe Ba)KAUBO, 1o s Oauy. I cxoau, mepedapbo-
BaHi y 6iamit, i KoAaxi, i miAIMCY Ha AQHCBKOMY i
aHTAiTICbKOMY. | SKIIIO 51 XO4Y KOTOCh Y OYAMHKY LM
3auenyB, SAKIO 1Lie AAAO SKUICHh iMITyAbC, i BOHU
3pO3YMiAH, 1110 BOHO TOTO BapTe — 5 Ay’Ke paAUilL.

CUCTEMA — MICTUKA — BIAYYTTA

M: Tu 3ayenyB MeHe TUM, LIO >KMBOIIAC Y
«lOcke-baHky» cTUMyAlO€E A0 poboTu. Ao Teopii
KOABODY B apXiTeKTYPi 51 CTaBAIOCb i3 CYMHiIBOM TaK
caMo, K Yy My3Mlii A0 KOAbOpPY 3BYKY. Koau MeHi
KaXyTb, o «da» dioreToBa, s AymMalo, lLie TOMY,
mo HoTa 3 Aitepu «@D». Koaip B apxiTexTypi past

Smoke, Kharkiv, 1973

MeHe — CIPOLIeHHs, S IIYKAK JOro iHTYITMBHO.
3aTBepAUTH Teopilo, sIKa O BUMAA, A€ 3aCTOCOBYBa-
TV YKOBTUIA, @ A€ YUepPBOHUIL, HaUeOTO i MOXKHA. AAe
TOAl BCi pOOUTUMYTb OAHAKOBO, i BCE CTaHE OAHO-
MaHiTHUM. YoMy 6iauii, cipmit? BoHu AO3BOASIIOTDH
npocropy O0ytu camum cobomw. Koanu mnoumHaenr
BBOAUTU aKL[€HTHU, IIPOCTIP, 3BiCHO, 3MIiHIOETbCA. Y
LIbOMY CKAaAHICTb. Tu X He pocTo BBOAMILI dap6-
YBaHHA SKOICb CTiHU.

C: 3BicHO, He TpocTO!

M: SIx He mpocCTO 3p0OAEHO, CKaXiMo, cTiAelpb
PitBeAbaa.

C: MonapiaHiBcbKi Koabopu!

M: Ane Bce OAHO BiH iCHY€ TiAbKYM Y TOMY BapiaHTi,
B sikomy nodap6oBaHuii PiTBeAbAOM.

C: Miin Apyr, kuiBcbkuit apxitrekTop BikTop Ky-
AlH NpOEKTYye IKOAY Y AbBOBi 11 3aIpOIIOHYBaB
3poOUTH AAST HEl ABQ BEAMKI TAHHO, OAHE 3 HUX ¥
criopr3aai. [ 3 papicTio moropuscsa. Aae xorirocs
6 He IIPOCTO MOBiCUTM LI TAHHO, & IPOKOAYBATU
BCIO IIIKOAY Yepe3 IeBHi KOAipHi 30HM, 1100 AiTH
yyutaau ui imipxi. «Posibpatu» BHyTpimHi Ta
30BHilIHI IpOCTOpU. 3pO3YMITH, SIK BOHU 3 €AHY-
BaTUMYThCs. MOXAMBO, po3MicTuTu Ha dacaai
SIKYCh LIiKaBy CKYABITYpY. 3ibpaTu Airei, moro-

BODUTHU i3 HUMMU...
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M: Let us note that you are the one doing the choos-
ing because you are an expert.

S: Collages have to be integrated into it. Moreover,
they have to be pasted to walls as large-format wall-
paper in order to affect you.

N: You are saying “I know how to do it.” Let’s as-
sume there’s a formula. Don’t you think that these
collages work in some mystical way?..

M: Independently!

N: ... Through magic, through their charm? As a text
that can change reality just because it was written?
S: When you create collages to integrate into a given
architectural space, you think consistently. It’s not
just about picking a collage at random and pasting it
wherever. You need to consider the structure, to see
the school, to consider whether you might include
some relevant objects in that space. Everything has
to cohere and be legible at the level of the architec-
tural and artistic system that we are integrating into
the building. I have spent the last twenty years work-
ing with the Danes on similar projects. Five minutes,
and we are on the same page. I have an extensive ar-
senal of possible solutions, and they agree!

N:Just hanging any random picture on the wall isn’t
Sergei Sviatchenko. There has to be a link to the ar-
chitectural idea. That’s the only way.

S: That’s right! Anything else would be a big mis-
take. A total mistake!

M: 1 don’t think you can miss the hoop in a basket-
ball gym if a ball flies past a collage.

N: No, you'll always hit the spot! In literary mod-
ernism, that’s known as the cut-up method. A text
is cut up randomly to create a new text with a dif-
ferent meaning.

Sh: I'm no expert in this, but, as Mies van der Ro-
he had said that a space cannot be measured, it
has to be felt. That’s very important for me be-
cause Mies comes from a measuring sort of cul-
ture. The Germans measure everything, whereas
he felt his buildings.

CUT-UPS IN MUSIC
M: What Sergei is describing might be similar
to composing music, to thinking up all these bridges

K. Schimanowski & Sviatchenko, Viborg, 2024

in a large form, creating a new space that in this case
is perceived through instruments. That, too, is part-
ly a collage, a combination of discrete utterances.
N: Konstantin, the composition we've just listened
to reminded me of Blixa Bargeld, the lead sing-
er of the German band Einstiirzende Neubauten,
which can be translated as Collapsing New Build-
ings, so here, too, we see deconstruction. Are there
parallels to what Sergei is doing in your works? Af-
ter all, the cut-up method did affect experimental
and electronic music too.

Sh: Obviously, Sergei uses collages as his art meth-
od, and I use music as mine.

S: This is what made us such fast friends. Look at my
giant vinyl collection. I brought it from Kharkiv. It
sometimes feels like we are even composing mu-
sic together.

Sh: There must be other people working in collage.
They might even be popular. But what do Sergei’s
collages inspire me to do when I write music? They
open up a visual space that doesn't exist in reality:
the inner space that we all share, to a degree.

M: Are you saying that, when you are writing mu-
sic, it matches the impulse of the collages?

Sh: It paints a picture, an inner picture simi-
lar to the collages. There are pictures that show
everything clearly, but they are very boring. I think
they are boring because they cannot be projected
into our inner panorama. We wouldn’t have had
this shared movement had we not, during our first

M: Tu xodem cKaszaTy, 1O MO>KEII IIPOpaxyBaTu
Bce. K Ty Le pobu?

C: Yepes xoaipHi Kopau. BubpaAu, Hampukaaa,
ITSITb KOABOPIB...

M: 3aBBaxx! Bubpas tu! bo 3Hael sk.

C: 1 Tyay matoTh OyTM iHTErpoBaHi KoAaxi. Biapu
TOrO, MalOThb OYTM INPOCTO HAKAEEHi Ha CTi-
HU — $IK LIIIaA€PU BEAUKOIO pO3Mipy, 100 BIAU-
BaAM Ha Tebe.

H: Ocp Bu KaXXeTe «s 3Hal0, IK 3poouTu». Ilpu-
nyctumo, € ¢dopmyaa. A BaM He 3AA€THCS, 1O
caMi co0010 KOAQXI NMPAL[IOI0Th AKMMOCH MiCTUY-
HUM YMHOM?..

M: HezaaexHo!

H: ...MariuiuyM, npocTto uapiBHUM? SIK TeKcT,
KOTPUI MOXK€ 3MiHUTU PEaAbHICTb — AHUILE TOMY,
1[0 B)Ke HAITMCAHUI.

C: KoAu cTBOpIO€1I KOAXKI, 1106 BOYAyBaTy B KOH-
KPEeTHUM apXiTeKTYPHUI PAA, AYMA€ENI LIiAeCIIPSIMO-
BaHO. He npocTo B35B OAMH KOA®X, IHIINI i TyAU
noBicuB. TloTpiOHO MOAMBMUTUCS CTPYKTYpY, LIO
3a IIKOAQ, MOXe, BKAIOUUTY B Liell MPOCTip fAKiCh
peAeBaHTHI peui. Bce mae 3’epHyBatucs, OyTu 3po-
3yMiAVM Ha piBHI cucTeMn. ApXiTEKTYPHO-XYAOX-
HbOI CUCTeMU, Ky MU iHTEIPYeEMO B L0 OYAIBAIO.
A 3 AoaT9aHaMM ABaALIAITH POKIB MPALIOI0 Y TAKOMY
naaHi. [T'SITb XBUAMH — i MU TOBOPUMO OAHIEIO MO-
BOIO. fl Maro BeAMYe3HUI CIIEKTp pillleHb — BOHU
MOTOAXKYIOTbCA!

H: IToBicuB Ha CTiHKY KapTUHKY — Lie He ripo Cep-
risg CBaTyeHka. Mae OyTy 3B’5130K 3 apXiTEKTypHUM
3aAyMOM. [Hak1ire He MO>XKHa.

C: Tak-rak! Inakme — big mistake. Micreiix
nosHun!

M: 5 He pymar, 1o B 0ackeTOOABHIN 3aAi, Ae
M'SI4 AeTUTDH Ha TAI KOAQXy, MOXXHA IpoMasaTu
MOB3 KiAblje.

H: Hasitp HaBnaku! Touno Bayuntn! Y Aireparypi
MOAEPHI3MYy 1lie HAa3MBA€ETbCSI «METOA HapisKu»,
cut-up method. TexcT y BUIAAKOBOMY MOPSIAKY
po3pizaeTbCcsi AASL CTBOPEHHsI HOBOTO TEKCTY, 3a
3MiCTOM iHIIOTO.

II: 51 e posymirocsa Ha Lil1 TeMi, are, K Kasas
Mic BaH pep Poe, mpocTip He MOXHa BUMIipATH,

itoro Tpeba BipuyBaTH. AAS MeHe Lie AyXKe Bax-
AuBO, 60 Mic — i3 KyABTYpH, sIKa BCe BUMIipIOE.
Bouu y HimeuunHi Bce BuMipoo0Tb. A BiH cBOi
OYAMHKU BiAuyBaB.

HAPI3KA Y MY3VLI

M: MabyrTs, Te, npo 1o Kaxxe Cepriii, CTUKY€ETbCS
i3 cTBOpeHHsAM My3uKU. Burapatu Bci i xopu y
BEAMKiil popMi, CTBOPUTM HOBUI MPOCTIp, KU ¥
LIbOMY BUIIAAKY CIIPUMIIMAETBCS Yepe3 iHCTPYMeH-
TU — IIEBHOIO MipOI0 TaKOX KOAQX, MOEAHAHHS
OKPEMMX BUCAOBAIOBAHb.

H: KocTs, xoMIo3uliis, Ky MU 3apa3 IOCAYXaAl,
Harapaaa MeHi unMmochb baikcy bapreabaa, aipepa
Himenpkoi rpynu Einstiirzende Neubauten, B nepe-
KAaaai «HoBOOYAOBH, 1[0 PYIHYIOTBCSI», TOOTO Ta-
KOXX AEKOHCTPyKUisA. UM € y Baiit TBOpYOCTi aHa-
Aorist Tomy, o poburs Cepriii? Aaxe «Hapizka»
MaAa BIIAMB Ha eKCIePYMEHTAAbHY Ta €AeKTPOHHY
MY3UKY.

III: 3BicHo, Cepriil BUKOPUCTOBYE KOAQX SK CBill
XYAO>KHIII 3aci0, a 51 BUKOPUCTOBYIO MY3UKY.

C: Tomy My Ayxe 30amusuancs. ITopusitbcs, sika B
MeHe KOAeKILisl ITAATIBOK, l1ie 3 XapkoBa. MeHi Ha-
BiTb 3AQ€TDCH, IO MY3MKY MM IIMIIEMO Pa30OM.

1II: HarieBHO, € 11 iHIlIi AIOAU, SIKi IPALIIOIOTD 3 KOAQ-
’KEM, MO>Ke BOHU ITONYASIPHi. AA€ 1[0 TPaNAsIETbCA
3aBASIKM KoAaaxaM Ceprist, KoAu s My3ukymo? Bia-
KPUBAETbCS Bi3yaAbHUIT IPOCTip, IKOTO HACIIPaBAi
He iCHye — lle BHYTPpIllHill CBiT, IKMI1 Y TIEBHOMY
CEHCi BCi MOAIASIIOTb.

M: TobTo KoAM mMILIEll MY3MKY, BOHA BiAITOBiAa€
MTOCHAY B KOA@Kax?

III: Bona cTBOplo€e KapTuHYy. BHYTpilIHIO KapTu-
HY, SIK KoAaxi. € KapTMHM, sIKi TOUHO IOKa3y-
I0Thb Te, L0 XOYYTh NOKa3aTu. BoHU AyXe HYA-
Hi. S Aymalo, HYAHI BOHU TOMY, L0 He AQIOThb
nmokasatu cebe BHYTpilHii kapTuHi. fAx6u mu
He pO3MOBAsIAU Ipo Bayxayc, KoAu Bmepiue 3y-
crpiancs, npo Hansaviertel [kBapraa Bepaina,
3pYMHOBaHMII MiA 4Yac BilHU Ta BiAOyAOBaHUIL ¥
paMkax BucrtaBku Internationale Bauausstellung
1957], npo TapKOBCHKOrO, MU He MaAU O JKOAHO-
IO CIIABHOIO PyXYy...
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Watercolor Implement, 1987, collage

Watercolor Implement, 1987, collage

meeting, talked about the Bauhaus, about Hansav-
iertel [a Berlin district destroyed during the war
and rebuilt under the aegis of the exhibition Inter-
nationale Bauausstellung 1957], about Tarkovsky...
S: Oh, absolutely. Kostiantyn was the first to have
shown me Hansa. I knew nothing of Interbau Berlin
57! And here’s a Gropius house, wow! I turn around,
and there’s a Niemeyer! Of crazy shape! Turns out
it was West Berlin’s response to the Stalinist alley
in East Berlin. West Berliners invited the leading ar-
chitects from around the globe.

LESS IS LESS

S: Lena, do you know the English design and archi-
tecture magazine Blueprint? They wrote that I was
the first one to have used large-scale collages on walls.
A:1find this observation to be very important: “Sergei
Sviatchenko brings an iconic simplicity to his work that
marks him out as sharply contemporary and starkly
timeless. In his use of architectural elements grafted
onto human forms without any obvious logic or plausi-
bility, he reveals a taste for psychological enquiry. Some
of his collages have the deranged quality of dreams;
others come in a chic cool style that would not be out
of place in the fashion or style press”

H: Isn’t iconic simplicity false simplicity?

S: Back in the day, I formulated my Less theory
and downscaled a collage to just three elements.
What is a collage in the mind of your average per-
son? It’s a multitude of minute details connected, cut
out and pasted together. But me, back in 2004, I cre-
ated a theory that’s called just that: Less. In its turn,
my Construction-Deconstruction-Reconstruction
technology was enfolded in it. That is to say, [ work
with just three massive elements. In my today’s lec-
ture, I offered the following: look at me, look at my
face, and I will change the entire narrative in just one
second. [Hides his hand behind his palms.] That’s
not Sergei Sviatchenko anymore, that’s something
else entirely. These aren’t my two palms: these are
two elements, possibly two constructs.

M: You could take two saucers...

S: Indeed! I overlay my face with them and depart
from my portrait in a moment. That is my theory.

C: AbcoatotHo. KocTs Briepiiie rokasaB meHi Hansa.
A nivoro He sHaB mpo Interbau Berlin 57! A Tyr
I'pomiyca OyauHoK, Bay! IToBepratocs, Himeep! bo-
KeBiabHOI popmu! BusBasieTbCs, Lie OyAa BiaTIOBiAb
3axiaHoro Dbepaina CraaiHcpkinn asei y DBepaini
CxiaHomy! I 3aXiAHMKM 3aIIPOCUAY HAIBUAQTHIIINX

apXiTeKTOpiB CBITY.

LESS IS LESS

C: AeHouka, 4M 3HA€Te BU AHTAINCBKUI XXYpPHaA
Blueprint, mpo moay i kpacy? BoHu Hammcaan, 1o
s1 TIepIUINIL, XTO [I0YaB BUKOPUCTOBYBATM MacLITA0O
Yy KOA@)Kax Ha CTiHax.

A: Ayxe Baxaupa pymka: «CBoiM poboram BiH
Hapae ikoniyHoi mpocrotu. Cepep iHIIMX Ji0TO
BMAiAsie piska cydacHicTb. BuxopucraHHsA apxi-
TeKTYPHUX EAEMEHTIB, 3MillaHMUX 3 AKACBKUMU
dbopmamu 6e3 OYAb-sIKOI OYEBMAHOI AOTiKM 260
B32E€MOIIPOHMKHEHHS, PO3KPMBA€ BeCb CMaK IICH-
XOAOTIYHOTO 3aBAAHH:A. AesKi 3 itoro pobir Tpuma-
IOTHCSI HA MEXI CHIB, 3aTOPHYTUX Y MOAHUI CTUAD,
SIKUI, MOXXAUBO, MiI OYTU AOpPEYHUM i B MOAI, i B
APYKYBaHHI».

H: IkoHiYHa MPOCTOTA — lie IPOCTOTa yAaBaHa?

C: CBoro uyacy s cdopmyaoBaB Less-Teopiro:
MiHiMi3yBaB KOA@X AO Tpbox eAeMeHTiB. IIo Take
KOAQX Yy CBIAOMOCTi 3BMyaitHoi AtopAnHU? Lle 6es-
Alu ApiOHMILB, 3’€AHAHUX PAa30M, BUpi3aHMX i Ha-
kaeeHux. Aae 2004 poky s CTBOpMB TeOpilo, sIKa
Tak i HasuBaeTbcst — Less. Ao Hei, y cBow uepry,
YBillllIAQ TEXHOAOTiSl «kKOHCTPYKLi — AEKOHCTPYK-
i — peKoHCTPYKUisi». ToOTO 5 mparo TIABKY 3
TpboMa MacUBHUMU eaeMeHTaMU. CbOTOAHI Y MeHe
Oyaa AeKuisi, i S IPOIOHYBAB HACTYyIIHE: BU AUBU-
TECh Ha MEHE, 0Cb MO€ 00AMYYS, i 32 OAHY CEKYHAY
s1 3MIHIOIO MMOBHICTIO BeChb HapaTuB. [3aKkpuBae 00-
Anuusi pooroHsimu). Lle Bxxe He Cepriit CBSITUYEHKO,
1ie 10Ch 30BCiM iHie. Lle He ABi AOAOHI — 1le ABa
€AEMEHTH, MOXXAMBO — ABI KOHCTPYKLI.

M: Mo>xHa B3ITU ABA OAIOALIA...

C: Tak! Hakaaparo ix Ha 0OAMYYS i 32 MUTB FIAY BiA
cBoro noptpera. Lle i € Mos Teopis. Tpu eaemeH-
TU — Ha JCKPaBMX KOAbBOpAaX i HAKA€EHi Ha CTiHM.

Bce! Ixoniuna mpocrora. I CTBOpPI0OIO abCOAIOTHO

HOBE €CTETUYHE CEPEAOBMILE, TAKOTO TU HiKOAY He
6aunB, aAe KOMGOPTHO B HPOMY IOYyBaecs. Tak
CIIpUIMaeTbCs rapHuil KoctioM. OcCb Jipe AIOAU-
Ha — MPUTOAOMIIAMBUI KOCTIOM! CUAUTD 4yAOBO!
Tak caMO — eCTETMYHO — NPOXOASYY, YUUTAEL Lii
iMiAXKi, BOHM TaKi )X IPMEMHI, AACKaBi, KOAbOPOBI.

SMIHUTW CBIT

M: Tpu eAeMeHTH... AOOPe. AAe K TU BUOpaB came
e, uen i uen?

A: TaaaHT.

C: Tlers, A0bOuUL, KOAM T MUIIEN Bipiui, YoMy
caMe 1ii cAoBa 11 y TakoMy NopsAKy? Tu ckaxerr:
He 3Hal0, TaK BUMIIAO. fI TeX He 3Halo, SIK EAHAIOTb-
Cs1 eAeMEHTU B KOAAX. Y MeHe € crapiyHa: YepHi-
xoB I paai, TapkoBcbkuit, @eaaini... Koaocaapunin
00’eM MUCTeLTBa HABULIOTO KAACY, SIKUIT SI MOXY
MMOEAHATY 3 HOBUM OQ4eHHSIM.

M: YHUKHYB BIiATIOBiAl, 3BiCHO.

C: Hi, s BipTIOBIB!

M: A mo TV IPOIOHYENI AIOASIM, SIKi HE MAIOTb Ta-
Koro 6araxy? Habepitp croyaTtky 6arax? Bounm
TOOi 3aBTpa MiAyTb, BUPDKYTB. ..

C: Tu 30BciM He 3p0o3yMiB. OCb APaKOH, 3BMYANTHUI
APaKOH, HAMAAbOBaHMII MOIM OHYKOM. Sl Bupi3aro
OAVIH €AEMEHT i HaKAaAalw. [3akpuBae 4yacTUHY Ma-
AIOHKa MOOiAbHUM TeaedonoMm]. Lle Bxxe He Apa-
KOH, a 10Ch iHIIle. SIKI0 APYTMil eAeMEHT HaKAaAY,
Oyae Kpaiie. A TperTiit — 1ije Kpatile.

M: A yomy Tu He B35IB OYAMABHIK?

3: ByAMABHUK Mir B3STH.

Father Sviatchenko, Viborg, 1993
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Three elements: bright colors pasted on walls. That’s
it! Iconic simplicity. I create a completely new aes-
thetic environment you've never seen before, but you
feel at ease in it. That’s how you perceive a beautiful
suit. You see a person passing by and think, wow,
what a stunning suit! It fits great! In the same aes-
thetic way, you read these images as you pass them
by, and they are equally pleasant, nice and colorful.

TO CHANGE THE WORLD

M: Three elements... right. How do you pick these
exact three?

A: That’s talent.

8: Petro, darling, when you write poetry, how do you
pick these exact words and put them in this exact or-
der? You might say, “I don’t know, it just happened.”
I don’t know how elements in a collage fit either. I have
my background from Chernikhov and onwards: Tark-
ovsky, Fellini... A colossal scope of art of the highest
class that I can combine with the previously unseen.
M: Obviously, you've answered without answering.
S: No, I did answer the question!

M: And what do you suggest to those who don’t have
that sort of background? Pick up the background
first? Otherwise they will go and cut up something
for a collage by tomorrow.

S: You don't get it. Here’s a dragon, a regular dragon
drawn by my grandson. I cut out one element and add
it. [He covers part of the drawing with his cell phone.]
Now it’s not a dragon anymore but something else

Sergei Sviatchenko, Kharkiv, 1958

entirely. If I add a second element, it will be even bet-
ter. And the third makes it perfect.

M: Why didn’t you pick the alarm clock?

Z: You could have picked the alarm clock.

M: But why? Your grandson drew a splendid dragon.
S: I deconstruct to create a new story, not about
the dragon but about something else.

M: Did your grandson let you use his drawing like
that? Does he understand what this dragon means
to you?

C: My today’s workshop was entitled “play face.”
Everybody came with their portraits. I told them we
would work with abstract forms and create new forms
in collages. I cut up and showcase three elements
from the architectural lineup: we work only with ar-
chitecture. I take a portrait and overlay one element,
the second, the third... And now that’s no longer

» o«

Petro! “Are you ready?” “I'm ready.” “Let’s go! For-
get everything and work only with abstract forms!”
And they begin to cut. They cut, paste, cut, paste...
They create a new story out of their faces. 20 minutes’
work, and wow! Everybody applauds. Why? Because
it'’s a maddeningly easy way to create a new world.
M: But why? What is the goal? What are you do-
ing it for?

N: To change the world!

S: Most importantly, to give people an opportunity
to think through abstract forms. For me, abstrac-
tion is the greatest history, the grandest narrative.
It’s as if we were trapped in our own music phras-
es, and I've set us all free. 'm an absolutely free per-
son soaring through the air. Abstract forms! Cut.
But make it big. You don’t need the itty bitty things—
leave them, forget it! Make it big, overlay them over
your face, change history!

M: Are these people architects?

S: That doesn’t matter. It could be anybody. I've even
taught sixth-graders.

A: Level does have an impact...

S: There’s no such thing as a level!

A: Wait, it does depend on the student’s personal-
ity. You wouldn’t have taught a thing to our neigh-
bor Kirsten.

S:1had wonderful students today, they thanked me.

M: A HaBimo? ApakoH YYAOBO HaMaAbOBAHUN
TBOIM OHYKOM.

C: 51 AeKOHCTpYIOI0, 20U CTBOPUTU HOBY icTOpito.
He nmpo ApakoHa, a mpo moch iHie.

M: A03BOAUMB TOOI OHYK KOPUCTAaTM MAaAIOHOK?
Xiba BiH po3syMmie, UMM € AAs Tebe Lielt ApaKOH?

C: Min maiicTep-KAac CbOropHi HasuBaBscs play
face — rpatu B 00AMyus. Yci nmpuiiiau 3i cBoiMu
noprperaMiu. byaemo, Kaxy, 3aiiMaTncs abCTpaxT-
HuMU PopMaMy, CTBOPIOBATH HOBY GopMYy Ha KO-
Aaxax. Bupisylo, mokasyio Tpy eAeMeHTH 3 apXiTeK-
TYPHOTO PSIAY — IPALIOEMO AMILE apXiTEKTYPOIO.
Bepy nopTpetr — HakAaAQ0 OAVH €AEMEHT, APYTUI,
TpeTiii... Lle Bxe He IleTsa! — Tu roroBuit? — Ioro-
Buit. — IToixaau! 3a0yBait mpo Bce i mmpaioi Auiie
3 abcTpakTHOIO QopMmo! — | BOHM MOYMHAIOTDH
BUpi3aTu. BupisyioTh, HAKAEIOIOTH, BUPi3yIOTh, Ha-
KA€I010Th... CTBOPIOIOTb HOBY iCTOpil0 Ha CBOEMY
06anyyi. 20 XxBuAMH po6OTH i — KAAC! — Bci amao-
AyioTb. Yomy? lllareHO MPOCTO, aAe TU CTBOPIOELI
HOBUI CBIT.

M: Ane 11iAb, iAb? HaBimo?

H: 3minuTu cBit!

C: [0AOBHE, AQTU MOXKAMBICTh MUCAUTHU aOCTPAKT-
HOW0 dopmoro. AAst MeHe abCTpakLis — HailbiAb-
ma icropis, HaibiApmuil HapaTuB. Mu Bci HibU
y MY3MYHUX KBaApaTax, a s Hac 3BiabHIOW0. S ab-
COAIOTHO BiAbHA AIOAVMHA, LIMPSIO B IOBIiTpi. A6-

cTpaxTHi popmu! Bupisaemo. Bearki. MaaeHbKi He

Sviatchenko, girl and wolf, Yalta, 1959

Tpeba — 3abepith, 3a6yabre! Beauxi popmu — Ha-
KA2AQIITe Ha CBOE 00AMYYS, 3MiHIOITE icTOpiI0!

M: i aropu — apxiTekTopu?

C: Hemae 3HaueHHs1. Byab-siki aopu. B mene 6yan
HaBiTb IIECTUKAACHUKMU.

A: Bce 0AHO 3aA€XUTbD Bip piBHAL...

C: Hemae nisikoro piBHs!

A: TTouexart, Bip xapakTepy yutsi. Tu 6 Haury cycia-
Ky KipcTeH HiuoMy He HaBYUB.

C: CboropHi B MeHe OyAM YYAOBi y4Hi, BOHM MeHi
ASIKYBaAu. ABi TOAMHM OAMH YPOK i ABi roau-
HU — APYTUIL. Briepie y )XUTTi AIOAM CTBOPUAH KO-
Aaxi! A AaB iM Teopilo, po3noBiB i Mokasas, fAK Lie
pobutu. I meBeH, sikOU MPOBIB Lieil MaiCcTEp-KAAC
3 BaMI...

H: fIK s 1KOAY10, 1IJ0 MM He TIOiXaAM CbOTOAHI 3
Bamu y Ciake6opr!

M: Tu BBa’kaell, 110 alIOAOTeTY TBOEI Teopii 3apa3
pO3ilAKCA i MOYHYTB Lie 3aCTOCOBYBaTU?

A: Hixro He nouHe. Yac nokasas.

M: I Tex Tak Aymaro.

A: Mae 6ytu cuaa, gk y Hporo. llJo6 Te, mo BiH
BMpi3aB, KOMYCb ITOKa3aTU.

M: BiH 3po6uB 0AHOPa30BY iH €KLii0.

A: AAe BoHU 1T00AYaTh CBIiT O-HOBOMY.

BMIXOBAHHA CEPEAOBMIIEM
M: A xouy-TaKu 3po3yMmiTH, Y siKili cdepi MucTelTBa

Ta apXiTeKTYpy, apXiTeKTypy sIK MUCTELTBA, IIpa-
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Two 2-hour lessons back to back. It was their first
time creating collages! I gave them the theory, ex-
plained everything and showed how to do it. I'm cer-
tain that if I had this workshop with you—

N: I'm so sorry we didn’t go to Silkeborg with you
today!

M: Do you believe that these proponents of your the-
ory will walk into their lives and start applying it?

A: Nobody will. Time had showed as much.

M: 1 think so too.

A:You need the kind of strength he has. Otherwise
whatever you cut out won’t amount to much.

M: He offered them a one-time injection.

A: But they will see the world differently.

EDUCATION THROUGH

THE ENVIRONMENT

M:Iwant to figure out in what area of art and architec-
ture, or rather architecture as art, does Sergei Sviatch-
enko work. Kostenko’s book Information Media in Ar-
chitecture was published in the mid-1980s (in fact, it
was Kostenko that introduced us). Frankly, it left the ar-
chitects cold. They worked in construction. Working
in visual information was the lowest level for an archi-
tect at the time. “We build, and all you can do is paint
walls,” that sort of thing. That was the work for de-
signers, who weren't yet called that. To design a post-
er? To develop graphic markings of pedestrian cross-
ings? It’s a whole other sphere, doubtlessly interesting,
because look at the Olympics, look at the infographics,
look at the supergraphics. It’s graphic art that minimiz-
es the means. The letter A doesn't lose its essence until
we take away the invariant that turns it into a differ-
ent letter. When you started to work on your disser-
tation, we discussed “visual communication,” “infor-
mation in architecture.” We attempted to aestheticize
the very diverse urban environment by introducing
a system. As far as I know, Sergei’s dissertation dealt
with these themes.

S: It did!

M: Then the word “design” came in, introduced
by the children of the high-and-mighty in Moscow.
They told their fathers at home about the foreign ex-
hibition “Design in the USA” that toured many cities

in the USSR in 1989. Before that, the word was bor-
derline offensive. The best architects that risked de-
parting from architecture left for the so-called “tech-
nical aesthetics”, “the aesthetization of the environ-
ment.” It was believed that workers at a weaving facto-
ry would be more productive if the walls were painted
in a certain way to counter the noise and exhaustion.
A: When was that?

M: In the mid-1960s.

A: People were concerned about it even back then!
S: Renzo Piano, who turned our understanding
of the issue upside down, played a huge role.

M: But he could only do that after the world was
ready. I was shocked with the destruction of “the Bel-
ly of Paris,” but Paris stood firm. Meanwhile our
dominant term has been the “aesthetic improvement
of the environment” because that’s what’s it been
called in the programs of the Soviet RDI for Tech-
nical Aesthetics. It dealt with everything: gadgets,
cameras, electric razors, household goods, pots, in-
dustrial spaces. But architects only moved to this
field because it left them more room to breathe.

S: Yes, that’s the way it was, Petro. I have Oleh Shvy-
dkovsky’s review of my dissertation “Means of Visual
Information in Architectural Planning of Higher Edu-
cational Institutions.” He wrote: “There’s no doubt that
the topic chosen for the dissertation is highly relevant.”
And then, importantly, “Now, when new visual media
are developing at breakneck speed, we get more op-
portunities for education through the environment.”
That’s just it! Education through the environment!
N: When did he write that? In the Soviet days?

S: Of course, in the Soviet days. In the 1980s.

N: That’s why it smacks of the Soviet doctrine, this
education through the environment.

M: [Laughs].

N:1think that’s a major simplification of what you've
been doing.

S8:Itis. And that is why I've introduced a different term:
“aesthetic education.” Education through aesthetics!
Through your own understanding of the world! You
create new ideas through everything you internal-
ized by becoming a mirror, through every Kandinsky
and Malevich you've seen. And through these ideas,

oe Cepriit CeaTuenxo. Y cepeayuni 1980-x Buiiiaa
Apykom xuura KocrteHka (uepes sikoro mu, BAacHe,
i mosHartomuaucs) «CpeacTBa nHbOpMaLUM B ap-
XUTEKTYpe». ApXiTeKTOpY, YeCHO KaXKy4u, OyAU AO
Hel 6aiiayKi. Bonn 3aitmaaucs OyAiBHULITBOM. AAs
apxiTeKTopa TUX POKiB 3aiiMaTUCs Bi3yaAbHOIO iH-
¢dbopmatiiero — piBeHb HaTHIDKUMIL. «Mu b6yayemo, a
BMU CTiHu po3dapboByeTe!» TaMm mpaioBaAu Au3ait-
Hepy, KOTPi TOal 1lle Tak He HasuBaAucs. BuBicky
3pobutn? Uu rpadixy BrisHaBaHHs epexoAy? Lliaa
cdepa, 6e3yMOBHO 1jikaBa, ToMy 1o — Oaimmiit-
cpKi irpy, iHdorpadika, cyneprpadixa. Ipadiune
MUCTELTBO, Ae MiHIMi3yIOTbCs 3acobu. Aitepa «A»
3QAMILIAETHCS AITEPOI0 «A», AOKU He 3a0MpaeThCs
iHBapiaHT, 10 NlepeTBOpIOE ii Ha iHy AiTepy. Koan
T MOYMHAB AVCEPTALIiI0, 0OTOBOPIOBAAUCS «Bi3y-
aAbHI KOMYHiKalii», «iHdpopMallisi B apXiTeKTypi».
Lle 6yaa cipoba ecTeTn3yBaTu MiCbKe CEPEAOBMUIIIE,
AYy>Xe pi3HOMaHiTHe, IPUBECTU OTO AO SIKOICh CHU-
cremu. fk s1 3po3ymis, y Cepris pucepTanis Takox
Y LbOMY KOAL.

C: Tax!

M: TlotiM 3’IBUAOCSI CAOBO «AM3aVH», IOTO BIIPO-
BAAUAU AITM MOCKOBCBKUX MO>KHOBAAALIIB — Ha-
cniBaau 6aTbkaM BAOMA IPO iHO3eMHY BMCTaBKY
«Anzarma CIIIA», mo 1989 poxy npoiiimaa B MicTax
CPCP. Paniure caoBo 0yao AaviavBuM. I kpaui apxi-
TEKTOPM, AKi pUBMKHYAU MTOPBATU 3 apXiTEKTYPOIO,
MIIIAY Y TaK 3BaHy «TEXHIUHY €CTETUKY», B «eCTe-
TU3ALiI0 cepeAoBUIIa». BBakaaocs, 1[06 AIOAYU AO-
Ope mpauioBaAu B TKAlLbKOMY LieXy, BiH Ma€ OyTu
modapbOBaHMIT TAKUM YMHOM, 1[00 1le BpiBHOBa-
XKYBaAO IIIyM Ta BTOMY.

A: Koau e 6ya0?

M: B cepeaVHi LIiCTAECATUX.

A: Bxe Toai po e AbaAu!

C: Beanvesny poab Bipirpas Pennjo Iliano, sxui
IIEPEBEPHYB HAIIly YSIBY.

M: TlepeBepHyB Yy TOI1 Yac, KOAU CBIT yxe OyB mia-
roroBaeHuit. Bip 3HumeHHs «Yepema Ilapwka»
st B3araAi 0yB y woui. [Tapmx BuTpumaB. A y Hac
NaHYBaB TEPMiH «ecTeTu3alisl cepepOBUIIIa» Yyepes
nporpamu BcecorosHoro HAI TexHiuHoI ecTeTuKm.
IMpuaaay, poroamaparu, eAeKTpOOPUTBHU, TOBAPU

Young architects, Kharkiv. 1969

HapOAHOIO BXXUTKY, KaCTPYAi, TPOMUCAOBI NMpUMi-
ieHHs1. AAe apXiTeKTopu AU A0 Li€l cdepy, 60
TO OyAa BipAyIIMHA.

C: Tak 6yao, ITers. Y MeHe € Biaryk Oaera IlIBua-
KOBCbHKOT'O Ha MO0 AucepTaliifo «3acobu Bidyaab-
Hol iHdopmauii B apXiTeKTypHO-IIAQHYBAAbHIN
opranisanii BUIIMX HAaBYaABHUX 3aKAaAiB». BiH
nuue: «Hemae >KOAHMX CYMHIBiB IJOAO BUCO-
KOI aKTyaAbHOCTi 0OpaHOI AMCEPTAHTOM TeMU».
I pAaai, BasxxauBuit MmoMeHT: «CbOTOAHI, B yMOBax
HAA3BUYAHO OYPXAMBOIrO PO3BUTKY HOBUX 3a-
co6iB BizyaabHOI iHOpMaLil MOXXANBOCTI BUXO-
BaHHA cepepoBuineM...» Ocb! BuxoBaHHA cepe-
AoBuiem!

H: 1le sxoro poky BiH HammcaB? 3a COBETIB?

C: PapsaHcbKi vacy, 3BicHO, y 1980-Ti.

H: Orje ocbh i BipAa€ COBKOM — BUXOBaHHS CEPeAO-
BMUIIIEM.

M: [CmieTbcA].

H: MeHi 3pa€Tbcs, Lie Ay’Ke CIPOLIYE Te, 10 BU PO-
oure.

C: Cnopomye. A A 3anpoBapMB HOBUM TEpPMiH:
«ecTeTUYHe BMXOBaHHsI». EcTeTukoro! Yepes cBoe
po3ymiHHA cBiTy! Yepes Te, 1[0 TV IPOMYCTUB 4Ye-
pes cebe, CTaBLIM A3epKaAoM, yepe3 KaHAUHCBKO-
ro, MaaeBuua, yepes yce Lje T TBOPMIL HOBI ipel.
I uyumu ipesimu popMmyel, CTBOPIOEIL CEPEAOBMULIIE.
Aae ecTeTMKa y LIbOMY CEpeAOBMIN — HallBaX-

AMBIllIa YaCTUHA.
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you form and create your environment, with aesthet-
ics as its integral part.

N: Indeed, we need to reframe this conversation. All
these terms mentioned by Petro are not just Soviet:
they are very architectural. Marxists refused to sep-
arate architecture as a form of communal being from
art as a form of public consciousness. I'm not fond
of this separation because, from this perspective,
architects tie everything to its function: “painting
the walls makes the space aesthetic.” That’s boring.
S: Yes, it is.

N: And what you've been doing is fun, is unexpected,
is captivating and surprising. So, going back to Pet-
ro’s question (which field—art of architecture—Ser-
gei Sviatchenko works in), I would say that Sergei
Sviatchenko is a bridge between art and architec-
ture. He bridges the gap without the architectural
overreliance on predefined functions.

S: That’s just the thing! I fully agree.

N: And that includes the educational function.
I once asked Yevgeny Ass if an architect could re-
fine the taste of those who commission any given
project. He was the most progressive of the Mos-
cow architects, in my view. He answered roughly
this: “I cannot say a thing about refining the taste
of those who commissioned the project—I don’t
like this theme. Why does an architect have to ed-
ucate anybody? That absolutely isn’t his or her pre-
rogative. Percentage-wise, architects have the same
amount of idiots as those in power. We shouldn’t
idealize ourselves.”

S: And I do think that we have to educate with
what we believe in. For example, I believed that
when guests came, my son Filip, then a young
boy, shouldn’t just stand with his eyes downcast
and timidly stretch out his hand. I told him to look
the guests straight in the eye. Similarly, I educate
with my environment, with the world I've created
around myself and now share. If you have a stun-
ning theory, people will inevitably accept it. I'm
an architect who also knows how to paint and cre-
ate collages. At the same time, I remain an archi-
tect through and through—in my thinking, in my
structures, in my education, even in terms of my

family tradition, for which I'm deeply grateful to my
dad. How many people like that are there? Not that
many. I'm deeply passionate about architecture,
the Bauhaus, Mies van der Rohe, I love Le Corbus-
ier, I believe that Villa Savoye is the be-all-end-all,
now that’s an artist at work! I have in-depth knowl-
edge of American architecture. I dream of the US,
of Johnson’s Glass House. I dream of deconstruct-
ing it!

M: Have you cut up Villa Savoye yet?

S: Not yet, but I did get to his Villa La Roche. I de-
constructed it completely.

M: Well, so people come to you and get educated.
And then they go someplace else to get educated too.
I do get that you are the one and only—why would
they want to go anywhere else? [Everybody chuck-
les.] But, for whatever reason, they do end up some-
where else, and their minds go into a “complete col-
lage.” They've just visited Sviatchenko, and now they
are at the Kiasma Museum of Contemporary Art

in Helsinki. The more you see, the more you grasp,

Markman and Sviatchenko at Jyske Bank, 2024

H: Tax, TyT AilicHO MmOTpibHa fKach iHIIA PUTO-
puka. Ycs U TepMiHOAOTIs, AKy 3rapyBas Iletpo
QepOpOBUY, He AMIIE PAASHCbKA — BOHA AYXKe
apxiTeKTypHa. MapKcucTu  BipAOKPEMAIOBAAU
apxiTekTypy sK ¢GOpMy CYyCHiABHOTO OYTTS BiA
MUCTeUTBa SIK (GOpMM CYCHiAbHOI CBiAOMOCTI.
AyXe He AI00AIO Lieil MOAIA, TOMY IO 3 LiMX IO-
311 y apXiTeKTOpiB Bce NMpuUB’s13aHO A0 YHKII,
Ha KIITAaAT «PO3MaAbOBKM CTiH» Ta «eCcTeTu3alil
npuMilieHb». Lle HyAHO.

C: HyaHo, Tak.

H: A te, m0 pobuTe By, 1i€ BECEAO, HECIIOAIBAHO, 1€
3axBar i ciopnpus. Tomy nosepTawunuch A0 MUTAH-
Hs ITerpa @epopoBuya, y sikii chepi — mucrerTBa
4y apxitTexTypu — npauioe Cepriit CBATYEHKO, 5 6
ckasaaa, mo Ceprint CBSATYEHKO Lje MiCT MiXX MU-
CTELTBOM 1 apXiTeKTypolw, IOAOAQHHSA PO3PUBY.
A 30BciM He mpuB’si3Ka A0 MMeBHOI QyHKUii B apxi-
TeKTYpi.

C: Y tomy 11 cripaBa! AGCOAIOTHO 3TOAEH.

H: 3oxpema — a0 ¢yHkuii BuxoBHoi. Koaucp s
3anmuTasa €preHa BikropoBuua Acca, M MOX-
Ha BMXOBaTM CMaK 3aMOBHMKa. lle MOCKOBCHKUI
apXiTeKTOop, HaMMPOTPeCUBHILINI, Ha Miil IIOTASIA,.
BianoBiab Oyaa mpu6ausHo Takor: «Hiuoro He
MOXY CKa3aTu IPO BMXOBAaHHS 3aMOBHMKA — 5
B3araai He Ar00Al0 i€l Temu. YoMy apxiTekTop Mae
Korocb BuxoByBatu? Lle abcoaloTHO He jioro mpe-
poraruBa. Cepep apXiTeKTOpiB y BiACOTKOBOMY
CITiBBiAHOIIIEHHI TaKa caMa KiAbKiCTb iAiOTiB, 5K i
cepep 3aMoBHUKiB. He BapTo ipeaaisyBaru. Yci mu
3aMOBHUKI».

C: I BBaxalo, 11j0 BUXOBYBaTU Taku Tpeba. Tum,
y 4omy Tu neBeH. OcCb 51 OyB yIIeBHEHU!I B TOMY,
IO KOAU MPUXOAUAU TOCTi, Mill MaA€HbKUII CUH
@iain He MaB CTOSTU — OUi B MIAAOTY i HeCMiAU-
BO NIPOCTATaTHU PyKy. / Kaszas iloMy: AUBUCD Y Bidi!
Tak caMo 51 BUXOBYIO CBOIM CepeAOBUIIeM, CBOIM
CBIiTOM, SIKUIT CTBOPUB HABKOAO ce0e i IKUM AiAT0-
cs1. SIkio B Tebe € sKach IPUTOAOMIIANBA TEODPis,
AIOAM 11 HEOAMIHHO CIIpUIIMATUMYTh. £ apxiTek-
TOD, IO 3HAE, sIK HAIMCATU KapTUHY i 3pobutu
KoAaX. BopHOuac 3aAminarcs CTOBIACOTKOBUM
apXiTeKTOpOM — 3a CBOIM MMCAEHHSIM, CBO€IO

CTPYKTYpPOIO, OCBiTOIO, HaBiTh CiMeIHOIO TPaAu-
i€, OyAyuM ranboxo BAssuHMil TaToBi. CKiAbKK
Takux atoaei? He pAyxe-To 11 6arato. ApxiTexTy-
pa 1mraAeHo MeHe 1ikaBUTb, bayxayc, Mic BaH aep
Poe, oboxHw Kop6i03be, BBaXkaro, 1o BiAAa
CaBoil — Lje «KiHellb CBiTYy», MalicTep! banckyue
3HAI0 aMepUKAHCHKY apxitekTypy. Cmato i 6auy
HITaTu, I'nacxayc AskoHcoHa. Mpiio 110ro AeKOH-
cTpyoBaTu!

M: Biaay CaBoi1 T 1je He po3pizaB?

C: Il]e He aicTaBcs. 3arte picTtaBcs Ao 1oro Aa Por.
IToBHiCTIO AEKOHCTPYIOBAB.

With Lena in Art Center Silkeborg Bad

M: Hy, poOpe, mpuilliau A0 TeOe AIOAY, BUXOBa-
AMch. IToTiM JIAYTh AO IHIIOTO MicCLid, iX TaM TeX BU-
XOBYIOTb. fI po3yMilo, 1110 T OAMH TaKuIi, HAaBill[O AO
iHmmx micupb xoputu! [CMmitoTbes]. AAe BOHU SIKO-
roCb AiAbKa IOTpanMAM B iHuIe Miclle. | B ixHix ro-
AOBaX TPAIASIETHCS «[TOBHUI KOAaXX». 1IJoitHO OyAn
y CesaTueHka, a or BXe y «Kiacmi» B TeabciHKi...
HarmeBHo, AfopAMHA YMM OiAbllle 6a4UTh, TUM OiAblle
HAKOIMYY€E, He KXy HaBiThb — 11ikaBoro, 60 € peui
He PYKOTBOPHI, @ IPOCTO PMPOAQ, pyiHu... Tu rpo-
BOAMII MEXY MDK IIPOCTOPOM OCMVCAEHUM Ta He-
ocmucaeHuM. Ocb, HATIPUKAAA, TIOBICUAU AIOAU Ha
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and I don’t just mean interesting artworks, because
there are also non-manmade objects, nature, ruins...
You draw the line between mindfully approaching
spaces and mindlessness. Let’s imagine people hang-
ing up this mass-produced Soviet “bears at the log-
ging site” or a swan tapestry. I'm not sure if you could
bring your collage into that environment.

S: I wouldn'’t even try.

M: Thank God! That said, a location for a collage
is an interesting matter. Can we expand the no-
tion of a collage? Where are its spatial boundaries?
A framed work is one thing. It hangs on the wall
or an easel. When you produce bigger works that lay
claims to changing walls and spaces, that’s another
matter altogether. And I don’t know its limits. You
can cut corners, of course. History doesn’t stand still.
S: You did see the white wall at the Municipality,
right? Lena, that’s an interesting story! A giant build-
ing of the Viborg Municipality ...

A: That’s Henning Larsen, by the way. A famous
Danish architect.

S: Kostiantyn, imagine, you enter the foyer, and you
face a giant white wall. No art on this wall, they told
me. Let’s keep it white. That was their message.

A: They were daunted by your posters.

el

Reflection of Constructivism, 2017, collage

N: Well, right, deconstruction is daunting. No sur-
prise there!

§: And so I thought, why don’t we mount an installa-
tion of my collages dedicated to Viborg on this wall
to celebrate my 70th birthday? So I did just that.
N: How did you obtain permission?

S: Well, they respect me.

N: Was it a temporary thing?

A: Yes, but it dragged on.

S: So all these clerks approach me and say, “We've
never seen a thing like it! How can we do without
your art? Let’s keep it here with us forever!” And it’s
been there for two years and a half already!

A: Some say, “Well, it can’t stay here for much
longer.” But they don’t approach you.

S: Nevertheless, there are also voices that say “You've
brought in so much color! So much joy! It’s so sun-
ny!”

N: Cool, so you did end up educating them!

TEACHING TO CREATE

M: 1 think that one of the dangers of collage lies in its
ostensible simplicity. A painter needs to prepare his
or her paints, whereas a beginner collage artist can
just take the source materials, cut them up the way
Professor Sviatchenko taught them, and take it
to their mom. “Good job!” Sergei, I probably won’t
derail you as a believer, and neither do I want to,
but let me tell you how I understand the construc-
tion-deconstruction-reconstruction triad. Our dif-
ference is in how we see the amateurs’ understand-
ing of art, which is often limited to “could I do
a thing like that?” Sure, it’s hard to paint grapes
that seem to shine from the inside. But take Matis-
se’s dancers—where’s the challenge in that? Take it
and color it like a children’s coloring book.

A: Petro, Sergei passes by those amateurs without
seeing or hearing them. He doesn’t acknowledge
their existence.

M: Sergei, what I'm talking about is not your col-
lages but architectural collages as such. When you
take Bauhaus and cut it up... That I do get, more
or less, because it’s in tune with our understanding
of architecture as not just the technical know-how.

CTiHy ro0OeAeH «BeAMEAMKM Ha AiCO3aroTiBAsIX» 4K
AebeaiB... He BrieBHEeHMIA, 1[0 TU 3MOJKEI AO LbOTO
cepeAOBHIIA IPUBHECTU CBill KOAXK.

C: 5l i He TATHYTUMY.

M: CaaBa bory! Bsaraai nmpo micue koaaxy —
LlikaBe NMUTaHHA. UM MOXKHA PO3IMIVMPUTYU HOHSATTS
KoAaXy? Ae mpocTopoBi KoppoHu? OpHa cripaBa —
odopmaeHa poboTa. Bucutph Ha CTiHi, CTaHKOBa.
Inura — KoAM 36iAbIIyeLT po3Mip, i KOAQX MpeTeH-
AY€ Ha Te, 1100 3MiHUTY TIAOLIMHY CTiHU, TPOCTIp...
Ae KxiHeup, s1 He 3Hawo. Tu nepejipenr yepes KyT,
3BicHO. IcTOpis akTMBHA.

C: Tu x 6auuB 6iay criHy B kommune? AeHa, Liika-
Ba icropis! Beamuesumit 6yauHok Biboprcekoro
MYHiLIMIIAAITeTY...

A: Ao peui, ue XeHHiHr AapcoH, BiAOMUIT AQHCBKUI
apxiTeKTop.

C: 3axopuur y ¢oite, Kocts, — BeanuyesHa criHa
6iaa! Ha 1jfo cTiny, cKkazaAM, — HisIKOTO MUCTELITBA,
Hexai1 6iaa! Ocb Takuit mocua Oys.

A: BoHM 3A5IKaAVMCS TBOIX ITAQKATIB.

H: Hy, npaBMAbHO, AEKOHCTPYKLIi 3A5IKAAUCH. A BU
SIK AyMaAU!

C: I 1 mopymaB, yomy 6 Ao Moro 70-piuus He 3po-
6uTK Ha Uil CTiHi iHCTaASIL{I0 3 MOIX KOAQXIB, IpH-
cBstueHMx Bibopry? I sapobus.

H: I ’xe BaM AO3BOAMAU?

C: Hy, noBa>karoTb.

H: TumyacoBo?

A: TuM4acoBo, aAe 3aBUCAO.

C: Bci 11i KAepKM ITIAXOASITb AO MEHe i KaXXyThb: «Mu
TAKOro lije He baunan! Sk Mu Terep 6e3 Baoro Mmu-
crenrBa? Xait BOHO Oyae 3aBxau 3 Hamu!» ABa 3
ITOAOBMHOIO POKMU BXKe!

A: Tam e peski, mo KaxyTb: «Hy, ckiAbku Mosxe
BOHO BuciTu!» [IpocTo BoHU A0 Tebe He MAXOASITE.
C: Tum He MmeH1, € BiATyku: «Takuit KoAip 3's1BuB-
cs1! Taka papicts! Take coHue!»

H: Kaac, Taku BuxoBaan!

HABYUTU TBOPUTHU
M: 51 pymaro, o oAHa 3 HebGesIeK KOADKY — YAa-
BaHa IpoCToTa. AAXKe XXMBOMMCLIO Tpeba dapby

po3BecTy, a KOAa)KI/ICT—l'IO‘-IaTKiBe]_Ib — B34B, BI/Ipi—

Helena Sviatchenko, 2024

3aB, sK HaBuuB Ipocdecop CBATUEHKO, IMOKa3aB
Mami. «Moaoaewp!» Cepriio, Tebe, SIK AIOAVHY Iie-
peKOHaHy, 51 He 31010, He X04y 30MBaTU, aA€ CKAXY,
SIK PO3YMiI0 KOHCTPYKLiI0-AEKOHCTPYKLIiI0-pPEKOH-
CTPYKLilo, NO-CBOEMYy. Hac moaiasie mepcoHasbHe
CTaBAEHHS AO MUCTELITBA AMAETAHTIB, AKi cipuiiMa-
I0Tb JIOTO TaKVM YMHOM: UM 3MOXXY 51 TaK HaMaAIO-
BaTHM, UM He 3MOXYy? BuHOrpaa, 1o cBiTuThCA 3Cepe-
AVIHM — Tak, 3BiCHO, CKAQAHO. A TaHI[I0I0Yi ITocTaTi
Maricca — mo Tyt pobutn? B3ss, posdap6bysas, K
AVTSIIY KHVDKKY.

A: Tlets, Cepriil TOB3 HUX IIPOXOAUTD, BiH IX He 4ye
i He 6aunTb. He 3Hae npo ixHe icHyBaHHSL.

M: 4, Cepriro, roBopio 3apa3 He IPO TBill KOAXK,
a Impo KoAaX apxitekTypHuit. Koan tn Gepewr
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Watercolor Implement, 1987, collage

S: And it’s very important that we are discussing
these layers.

M: So, construction-deconstruction-reconstruc-
tion. It might be more relevant than ever now, with
so many things ruined or left unfinished. Why do we
like ruins? They reveal the inner structure. Contem-
porary ruins aren’t visually appealing. It is a naked
construct, a twisted aluminum frame with cotton
wool spilling out. Ancient ruins are splendid though.
The ones you look at to admire how bricks fit to-
gether, and the whole construct seems weightless.

§: Do you mean Greece?

M: Not just Greece. What does Sergei do when
he cuts up a photo? That’s my understanding of it.
When an architect designs a building, there are var-
ious stages. The first, so to speak, is phenomenology.
Somewhere in his mind—depending on the scope
of his knowledge, on his background in litera-
ture, cinema, music, whatever—there are allusions
to the prototypes, to connections between artworks.
S: And there is a connection.

M: There are also connections between words, like
in that palindrome “Never odd or even.” They say that
the Eskimo have myriads of words for snow. The Ital-
ian artist Morandi worked with shades of white. White
on white. An architect, too, first creates his or her pro-
ject there, in their mind, phenomenologically. Then
it has to be fixed in morphology—the dimensions,
the form, the blueprints... A composer, I believe, hears

much more music when composing than he actually
writes down. The rest of it—notation, instrumenta-
tion—is morphology, the work’s afterlife.

S: What are you saying, Petro?

M: I'm saying that the process of creation has con-
secutive steps: it starts with an idea, follows to be-
come a project, and only then comes the construc-
tion. Generally speaking, a building consists of ele-
ments. The roof, the portico, the stairs, their propor-
tions... It’s all been built. And then Sviatchenko comes
along, takes loads of pictures from interesting angles.
And not just any pictures but the pictures that reflect
his interest in this space. Because what does your av-
erage person do? They look for the entrance, check
out the signage on it. What next? Sergei comes home
and begins to dissect and vivisect the space to study it.
He analyzes and slices it to pieces. He goes back, at his
own peril, to the process with which the architect had
once created this space. He created it out of something.
S: At some subconscious level, yes.

M: Another person won't even see that. As the result,
the elements are sliced up, but the collage isn't as in-
teresting. So you discover the codes instilled by the ar-
chitect to reveal his ideas. You mix them in a series
of collages, place them in a different order. The mish-
mash from Sviatchenko’s collages cannot exist in space.
The stairs would fall, the beams won’t be supported...
Because it’s all driven exclusively by artistic reasoning.
And that’s what’s most interesting about it. What I'm
saying is, all these elements were created and perfect-
ed by another person for one goal. And you take these
ready-mades, pick a set of three elements and give them
your own interpretation. You could create, say, ten var-
iants: turn it like this, connect it like that.

N: 1 see deconstruction-reconstruction different-
ly: not as a search for the original ideas and codes
but as the endless potential for development,
as a Borgesian “garden of forking paths.” As a look
not backward but forward.

Sh: When I compose, I know nothing. I might have
some ideas and notions when I compose, but when
music happens, it never coincides with those ideas.
In this process, you seem to develop some divine
frequencies for yourself.

Bayxayc, pixxeur... f ue 6iabui-meHt 3po3ymis, 60
BOHO IEPEeryKyeTbCs 3 PO3YMIHHAM apXiTeKTypu
He MPOCTO sIK BMiHH OyAyBaTu.

C: Lle Ay)Xe BaXXAMBO, 1[0 MU OOrOBOPIOEMO Li
MAACTH. ..

M: Otxe, KOHCTPYKLisl-A€KOHCTPYKLisl-PEKOH-
cTpykuis. CboropHi o6roBoprooBaru lie, HalleBHO,
0COOAMBO aKTYaAbHO, TOMY 1[0 OaraTo 4oro 3pyiu-
HOBAaHO, a IJOCh 3AAMIIMAOCH HEAOOYAOBaHMM.
Yomy Ham A0 BHopaobu pyiHu? BoHu oroamwmorsb
BHYTpilHIO cTpyKTypy. Cy4acHi pyiHM MaloTb He-
npuBabavBuit Burasip. OroaeHa KOHCTPYKLis,
MOKPYYEHUI1 AAIOMIHIEBUI KapKac, BUBAAIETHCS
3BIATM BaTa. A OCb CTapoOBUHHI pyiHM rapsi. Koan
o0aiTae, 4iMAsIIOYMCh OAHA 32 OAHY, 1lerAa, a Bpa-
JKEHHsI Macy KOHCTPYKLl He 3HUKaE.

C: Tu maew Ha yBasi [peuiro?

M: He auute Ipetito. llJo pobuts Cepriii, KoAu po-
3pi3ae ¢pororpadio? Ak 5 1e 6auy. Koau apxirekrop
MIPOEKTYE, € pisHi cTaaii. Tlepura, ckaxiMmo Tax, Le
(dbeHoMeHOAOTIs. AeCh Y 10ro CBIAOMOCTI — 3aA€X-
HO BiA IIMPOTH, YM OXOIIAEHHS CBITY AiTeparypy,
KiHO, MY3MKM, 4OTO 3aBIOAHO — IPUCYTHi Iocu-
AQHH;I Ha IPOTOTUIY, HA 3B’13KM TBOPiHb KYABTYPU
MiX co6010...

C: € neBHUI1 3B’A30K.

M: AGo 3B’I3KM CAIB, SIK TAAIHAPDOM «iCKaTh TaK-
cin... ¥ sKyTiB, KaXyTb, 6€3Aiu cAiB, 10 Mo3Ha-
4alOTh CHII. A ITaAiliCbKMIT XyAOXKHUK MopaHai
IpaLoBas i3 BiaTiHkamu 6iroro. Bianit Ha Giaomy.
Takox i apxiTeKTOp CTBOpPIOE CBill IPOEKT CIIO-

4aTKy TaMm, B ysBi, peHoMeHOAOriuHO. [ToTiM J10TO
Tpeba sikoch 3adikcyBaTu y Mopdoaorii. Posmipy,
¢dopma, kpecaenHda... Kommosurop, rapamo, Tex,
KOAM ITUILIEe MY3UKY,4y€ HabaraTo OiAble, HDK KOAK
cTBOpMB. Peiita — mapTuTypa, OpKeCTpoBKa — lie
BXe MOPGOAOTis, HACTYIIHE XXUTTSI TBOPY.

C: Tu 0 xoueur ckasaru, IleTb?

M: {1 roBopIo PO MOCAIAOBHMIT IIPOLIEC CTBOPEH-
Hs — CIOYaTKY 3aAYM, MOTiM IPOEKT, a BXKe MOTIiM
OyayBaHHA. fIKILO 3aAyM — Y 3araAbHUX pucax,
CIIOPYAQ CKAAAA€ETBCA 3 eAeMeHTiB. Ilepekpurrs,
KOAOHM, CXOAY, X cmiBBipHOIIEHHS... Bce 30yp0-
BaHo. [loTiMm mpuxoautp CBsATYeHKO, barato ¢o-
Torpadye 3 nikaBux pakypciB. Pooutbh He mpocTo
dororpadii, a Taki, 1o BiaoOpakaioTh 110ro0 iHTe-
pec A0 LIbOro IpocTopy. ApXe 10 poOUTb 3BU-
yartHa aropmHa? lllykae aABepi, Ha ABepsAX — Hamuc.
Jo aaai? Cepriit IpUXOAUTb AOAOMY i IIpUCTYIIae
AO BiBicekliil, IpernapyBaHHsA NIPOCTOPY, AO I1OTO
BUBYeHHs. AHaAi3ye, po3pisae Ha mmMartku. [ToBep-
TAETHCS, HA CBill CTpax i pu3NK, AO MPOLECY, B KO-
My apXiTeKTOp Liell IPOCTip KOAUCh CTBOPIOBAB.
BiH >xe cTBOpMB 110T0 3 UOr'OCb.

C: Ha axomycb miACBiAOMOMY, TaK.

M: THMI LBOro HaBiTh He M00AYMTh. SIK HACAi-
AOK — eAeMEeHTU HapisaHi, TIAbKM KOA2XX He TOM,
He wmikaBuit. OT)Ke, 3HAXOAMII KOAU, 3aKAAAEHL
apXiTEKTOPOM AASL BiAOOpaskeHHsI 1ioro ipeit. I mme-
peMillyeln iX y cepii KOA@XiB, BOHM B)Xe CTalOTb
He B TOMY INOPSIAKY. A y nepemillaHOMY KOAaXi
CpsiTyeHKa iCHyBaTM y HpPOCTOpi BOHM He 3MO-
KyTb. CXOAM BIaAyTh, OaAKa He Oyae mipmepra...
Ap>Ke BpaskeHHS BUKOPMCTaHi BUKAIOYHO XYAO>KHi!
Y npomy — Haibiapmmit inTepec. To6TO BCi eae-
MEeHTH 3pO0A€EHI Ta BIATOUEHI iHIIIOI0 AIOAMHOIO AAST
oAHi€l MeTu. A TH iX, y>Ke TOTOBI, BMOMpael i Aaem
iHIIy, CBOIO iHTepIpeTallil0 i3 TPbOX €AEeMEHTiB.
MoskHa 3po6UTH, CKaXiMO, AECATh BapiaHTIB — Tak
MOBEPHYB, CSIK 3'€EAHAB.

H: A s iHakume crpuiiMalo AeKOHCTPYKIIilo-pe-
KOHCTPYKLil0 — He $K IOIIYK II0YaTKOBMX 3a-
AYMIB-KOAIB, a sIK 6€3Ai4 MOXKAMBOCTEN PO3BUTKY,
TaKui co0i OOPXECOBMUIT «CaA PO3raAyAXKEHUX CTe-
>KuH». [Torasip He Hazaa, a BIIepeA.
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HOPE, Royal Danish Ballet in Silkeborg, 2024

M: So you don't exert yourself, you just wait for a rev-
elation.

Sh: 1t, this discovery, happens automatically. You either
run away or you choose to discover yourself. I think
Sergei and I might have a similar approach. Neither he
nor I know for certain what it is that we want.

M: Weren't you inspired by music?

Sh: Absolutely, yes! I listened to a lot of music.
But I never did any notations. Music affected me
and was passed on through me. At a certain stage
in this experience, you develop your own approach.
It’s not about rethinking this or that musician. It isn’t
just a cover on Radiohead or some cool great artist.
You say, fine, it did influence me at a certain stage,
but now I'm letting it go and accepting what’s hap-
pening now. You don’t think, you don’t construct
anything. Everything you are as a human being
and all the time behind you has a subconscious ef-
fect. The rest just happens, and you know it when
you approach what’s truly yours.

M: Are you a fast composer? Or do you go back, re-
work and tweak things?

Sh: I continue until I decide that that’s enough.
M: And Sergei creates a collage in three seconds,
per his words.

Sh: Some, I believe, must be writing music in three
seconds. Anything is possible! But I believe that our

processes are similar.

ZONE OF MODERNISM

N: What is the primary object of deconstruction
for the artist Sergei Sviatchenko?

S: Whatever interests me, crucially. I won't deconstruct
just any building—I don’t have all the time in the world.
I only deconstruct the ones that move me emotional-
ly. Take Bauhaus, for example: I acted like a kid in a toy
store there. I didn't know where to run, what to shoot
first. A veritable madman with a camera! I took count-
less photos. I then rendered them all in black-and-
white to reveal the structures and connections, and be-
gan to cut. To cut my own pictures to the quick! Why,
what for? I wanted to create a new vision of the Bau-
haus for you and for myself! As an artist. And that’s it.
A: Sergei, why Bauhaus?

S: First, because my father taught Bauhaus, and I grew
up with his lectures. He read the Russian avant-gar-
de, modernism, constructivism, functionalism. And,
obviously, Bauhaus.

M: So you aren’t moved to cut a gothic cathedral
or Taj Mahal?

S: Not in the slightest.

M: Interesting.

S: I'm a modernist, and I've spent my whole life
in the zone of modernism. I have no interest in An-
cient Rome, none at all.

A: You don’t know it.

S: It’s not that I don’t know it. Obviously, I stud-
ied the history of architecture. I've drawn it all.
But Rome doesn’t excite me. I have just one criteri-
on: whether something excites me or not. Sounds
banal, but the truth’s the truth.

N: That is why you create art and not just pretti-
fy the spaces for workbenches in some architec-
tural bureau.

S: Yes, Lena, you've hit the nail on the head.

M: We are talking about individuality, not even
about art. About the personality that had turned
his whole life into a manifesto, built himself into

his own manifesto.

III: Koau 51 3a1iMarocsa MY3MKOIO, 51 HIYOTO He 3HaIo.
Moxe, B MeHe € fKIiCb iAel Ta yABAEHHS, KOAU 5
NIy KOMIIO3ULII0. AAe AKIO My3MKa TPAIASETD-
Cs1, BOHA HiKOAM He 30iraeTbcs i3 UMM YSIBAE€HHS-
mu. Lle mpouec, HiOU BiAKpuBaeur cebe AAS SIKK-
XOCb 00)KeCTBEHHUX 4aCTOT.

M: ToOTo Ti B3araAi He HaIPYXKY€ELICS, YEKAELI Ha
OAKDOBEHHS.

II: 1le BiAOyBaeTbCs aBTOMATMYHO, IPOCTO BiA-
kputTs. Tu abo Tikaeur, abo xouer cebe BIAKpUTH.
S aymaro, y Hac i3 CeprieM CX0>Xuit IAXiA AO LIbOTO.
AHi BiH, aHi 1 TOYHO He 3HAEMO, YOr'0 XO4YeMO.

M: Ane X TV HAAMXABCS MY3UKOIO?

III: 3BicHo, Tax! bararo yoro cayxaB. Aae Hiko-
AV He CHUCYBaB >KOAHUX HOT, mapTUTyp. Mysuka
BIIAMBaAa i mepepaBanacs yepes MeHe. fkoicb MuTi
y AOCBiAil 8'ssBAsteTbCSL BAacHUI MmiAXiA. Lle 30Bcim
He Te, 00 MePEeOCMUCAUTHU TUX YU {HUIIMX MYy3U-
kaHTiB. He mpocTto Bepcis komanau Radiohead un
SIKOTOCh KAQCHOTO BEAMKOIO apTMCTa. Tm Kaxeur,
OKeJl, y TIeBHMI 4aC Ha MeHe 1je BIIAVHYAO, aAe s BCe
BiAITyCKalo i AOIYCKalO Te, 110 TPANASEThCA 3apas. |
He AyMaell, He KOHCTPYIOEL Hidoro. Bee, ynm 1# €,
SIK AIOAMHA, 1 Yac, AKuUM TU NPOBiB, Ale miACBiAOMO.
A peirra TpanAsIeETbCS, i TU BiAUyBa€ll, KOAM ITiAXO-
AUII AO CBOEI peui.

M: Yn miBUAKO T nuuiew? Yu nosepraeuics, nepe-
pobasier, 3miHo€m?

III: 51 mpoAOB>KYIO, TOKY HE 3AA€THCS, IO AOCUTbD.
M: A Cepriii Tpu CEKYHAY pOOUTb KOAQXK, BiH Ka3as.
III: HameBHO, XTOCh Mullle 3a TPU CEKYHAU i My-
3uKy. Moxauso! Aae, Aoymalo, B CaMOMY Ipolieci

MM CXOXi.

30HA MOAEPHI3MY

H: 1T1o HacamIiepep MiAAATa€ AeKOHCTPYKLIL y XYAOXK-
Huka Ceprist CsiTueHka?

C: Te, o XBUAIOE, i Lle Ay)Ke BaXXAVBMII MOMEHT.
51 He OYAY A€KOHCTpYIOBaTy OYAb-SIKY OYAIBAIO — ¥
MeHe HeMa CTiAbKM yacy. Sl AeKOHCTPYIOIO AMIIIE Te,
IIl0 MeHe 3BOpPYIUIyE Ha piBHi eMoliil. Hanmpukaaa,
bayxayc — 51 IOBOAMBCSA Y Liiji OYAIBAIL SIK AMTHHA
B irpamkosiit kpamuuui. He 3HaB, Kyan Oirty, mo
crioyatky 3HimaTy. CrpaBKHiCiHbKMIT Oe3ymeLpb 3

¢doroanmapatom! 3HsB Oe3aiu dororpadii. ITorim
nepesiB BcCi y 4/0, abu e GiAble OroAUTH CTPYK-
Typy Ta 3'epHaHHA. | mouaB pisatu. Pisatu cBoi
¢doTorpadii no >xuomy! Hasiwo, aas yoro? Xoris
CTBOpUTU — AAsL cebe, AASL BaC — HOBe OayeHHs
bayxayca! Ik muteup. I kpamnka.

A: Cepriro, yomy bayxayc?

C: Tlo-nepiire, TaTo YMTaB AeKuil, s1 BUpic i3 1um
yciM. BiH 4uTaB pOCIVICbKMII aBaHTapp, MOAeEp-
Hi3M — KOHCTpyKTUBi3M, ¢yHKuioHaaism. I Bay-
Xayc, 3BiCHO.

M: Tobro, Tebe He XBUAIOE pi3aTy rOTUYHUI CO-
60p, Tapx-Maxaa?

C: AGCOAIOTHO He XBUAIOE.

M: 1likaBo.

C: f1 MOAEepHICT i Bce XXUTTA IPOXUB Y 30HI MO-
AepHi3aMy. MeHe 30BciM He LikaBUTb CTapopaBHill
PuMm, aGCOAIOTHO.

A: Tu He 3Haeu 110ro.

C: He Te m006 He 3Ha10, 51 BUBYAB iCTOpit0 apXiTeK-
TypH, 3BicHO. MaamoBaB Lie Bce. Aae Pum He xBU-
AI0€. AAst MeHe iCHye AMIIIe OAVIH KPUTEePiil: XBUAIOE
41 He XBUAIOE. 3By4nTh OAHAABHO, aA€ i€ TaK.

H: Tomy y Bac MUCTELITBO, 2 He eCTeTH3allis «B apXi-
TeKTYpi» NMPUMIllleHb, A€ CTOSITb BePCTaTU.

C: Tax, AeHOUKa, Ay>Ke IPaBUABHMIA 3apa3 IOCKA OYB.
M: Mu roBopuMO PO 0COOMCTICTh, HABITh HE TIPO
TBOPYicTh. [Ipo 0COOUCTICTB, sIKa CBOE XKUTTSI 3pO-
61aa MaHipecToM, BOyayBasa cebe y CBiil BAACHUI
MaHidecrT.

C: EcreTuuHuit manidecr.

LESS STUDIO, Viborg, 2024
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MASTER CLASS SCHOOL OF LESS /
PLAY FACE BY SERGEI SVIATCHENKO
29.06.2024, LESS STUDIO, VIBORG

recorded by Lena Nenasheva

AN ARCHITECT’S GAZE

EROFALOV: So, Construction-Deconstruction-Re-
construction. The Christian Trinity, Plato’s princi-
ple, Hegelian principle.

MARKMAN: The bomb laid in the trinity is con-
struction. It cannot be described as a process.
SVIATCHENKO: That’s just a given.
MARKMAN: And we first deconstruct then re-
construct it.

SVIATCHENKO: And what we get is the new vis-
uality. Suddenly you see the Alioshyn House in Ky-
ivin a completely new tonality.

EROFALOV: Yes. But no.

SVIATCHENKO: Why?

EROFALOV: Both the Alioshyn House in Kyiv
and Derzhprom in Kharkiv are objects. It would be
interesting to trace the architectural constructivist
all-encompassing approach, to unpick the material—
let’s call it deconstruction. Then the elements would
be recombined differently, but that would still be ar-
chitectural work. It’s interesting to single out the ar-
chitectural aspect as such in Sviatchenko’s works, no
matter what medium or subject he’s working with.
SVIATCHENKO: Cool, that’d be splendid too.
EROFALOV: Collages might reveal that the most.
He’s an eccentric in architecture.

SERGEI SVIATCHENKO,
architect-artist, Viborg
BORIS EROFALOV,
architect, Kyiv

PETRO MARKMAN,
architect, Kyiv

LENA NENASHEVA,

art critic, Kyiv

MAWUCTEPKJIAC CEPIISl CBATYEHKA
LLUKOJIA LESS / T'PA 3 OBJINYYAM
29.06.2024, LESS CTYAIA, BIBOPI

3anucaHo JleHoto HeHaweBoro

ITOTAAA APXITEKTOPA

EPODAAOB: KoHCTpPyKList — AEKOHCTPYKLisI — pe-
KOHCTPYKLisA. XpucTusiHCbKa TpiilLis, MAaTOHIBCh-
KUV MPUHLIVI, T€TeAiBCbKUIA. ..

MAPKMAH: MiHa, 3aKAaA€Ha Y Liii TPiiLi — KOH-
CTPYKLiis, il He MOKHA ONMCATU K IPOLieC.
CBATYEHKO: Lle neBHa AaHICTb.

MAPKMAH: fIky M1 A€KOHCTPYIOEMO, IIOTIiM pe-
KOHCTPYIOEMO.

CBATYEHKO: I oTpumMyeMo HOBY Bi3yaAbHiCTb.
Ocb 6yaMHOK apxiTekTopa AabounHa y Kuesi 3's-
BUBCS 30BCiM B iHIIIT MEAOAII.

EPODAAOB: Tak. Aae Hi.

CBATYEHKO: Yomy?

EPODAAOB: I xuiBcbkuit 6yAMHOK AAbouinHa, i
XapKiBCcbKuit Aep>Xpom — 00’ekTHi peui. A 6yAo
6 LiKaBO PO3TASIHYTU CAIAM apXiTEKTYPHOroO, KOH-
CTPYKTUBICTCBKOTO IMAXOAY, KOTpuUil mepeabavae
Bce. Bin po3Oupae martepiaa, 1le Ha3UBAETHCA Ae-
KOHCTDYKLif, BiH JOro IMO-HOBOMY IEpPeKOMIIO-
HOBYE, aAe 1ie poborta apxitekTypHa. llikaBo Bu-
AIAMTHM apXiTEeKTypHMII acIeKT B3araai y pobori
CBsaTyeHka. He Mae 3HaueHH:, 3 UMM BiH Ipaljioe.
CBATYEHKO: Kaac, 1je Texx rapHo.
EPODAAOB: Y KoAaxi, MOXAMBO, Lie¢ IO3Ha-

4yaeTbCs HailbiAble. ApXiTEeKTYPHMIT eKCLIEHTPYIK.

CEPTI/ CBATYEHKO,

apXxiTeKTop-XyA0XHUK, BiGopr
BOPUC EPODAJIOB,
apxitekTop, Kuis

NETPO MAPKMAH,
apxitekTop, Kvis

JIEHA HEHALLIEBA,

MUCTeLTBO3HaBeLb, KuiB
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MARKMAN: The architectural approach suits
collages.

SVIATCHENKO: Even non-architectural collag-
es! For example, I've deconstructed Serov’s “Girl
with Peaches.”

EROFALOV: The architectural theme is explicat-
ed through art in other media.

MARKMAN: Classical architects might object:
are we talking architecture or the best way to hide
a face behind a fagade?

EROFALOV: This is not a textbook with Neufert’s
normative prescriptions. This is different.

What I'm picturing is this book I bought in England,
entitled Rearchitecture. They collected over a hun-
dred of these “re-” from the field of architecture. Re-
thinking architecture, rephotographing architecture,
renovation, revalorization... Ideologically, that book
is very of the moment in the sense that architec-
ture as a traditional art, with its legacy of the 1920s
and the modernism, seems to be gone. Malevich
and Tatlin had cut it up. In the 1930s, it got an op-
portunity to work with large geometrical shapes—
think Melnikov. And then Stalin, Mussolini and Hit-
ler said, no, we will bring back Rome. And they be-
gin to impose tectonic rules on geometrical mass-
es of a completely different scope. And then it all
comes back: modernism of the 1960s, Beatles, space
race, and then again—it’s not for nothing that we

had our great legacy—postmodernism. So there is
so much “re-” in what’s happening right now, but it
has the constructivist architectural background.
Had Sviatchenko not been an architect, it’s unlike-
ly he would have cut up so much paper and collag-
es. I think that’s his ideological thing.

PLAY FACE

SVIATCHENKO: I want to show you how I teach
my disciples.

EROFALOV: Film how a collage is made, Lena!
SVIATCHENKO: Dear friends, please watch close-
ly! See this cathedral? It’s whole. I've cut it out

MAPKMAH: Koaaxy AUYUTb apXiTeKTYpHUI
miAXiA.

CBATYEHKO: HaBitb KOA2Xy HeapXiTeKTypHO-
my! £, 30Kpema, AeKOHCTPYIOBaB «AIBUMHKY 3 rep-
cukom» CepoBa.

EPODAAOB: ApxitekTypHa TeMa, sIKa €KCIIAi-
KY€ETbCS Ha iHIIy TBOPYICTb.

MAPKMAH: KaacuuHi apXiTeKTopyu MOXYTb 3a-
MepeYnTH: TYT PO apXiTEKTYpy abo Impo Te, SIK 00-
AMYYs 3aKpuAK acapom?

EPODAAOB: lle He MIAPYYHUK C HOPMAASMU
Hoitdepra. TyT mpo ixiue.

Y MeHe nepep o4MMa — KHIDKKA, KyliAeHa B AHr-
Aill, Rearchitecture. I och uux «re» moA0 apxiTex-
Typu 3ibpaHo moHap coTHio. IlepeocMmucaeHHs
apxiTekTypu, nepedpororpadyBaHHs apXiTeKTypH,
peHoBallisi, peBasopusalis... Kuura ipeororigyno
Ay’Xe cydacHa. 3 MpMBOAY TOIO, L0 apXiTekTypa,
SK TpapMLiiHe MMUCTeuTBO, 3 1920-mu pokamu,
3 MOA€epHi3MOM, Haue mimaa. MaaeBuu i TaTain
i pospisaam. Y 1930-Ti 3’siBUAacs MOXAUBICTB
onepyBaTty, sIK y MeAbHUKOBA, BEAMKMMH reoMe-
TpuuHuMu popmamu. A nortim Craaid, MyccoaiHi
ta litAep ckasaau, Hi, OyAeMO BiADOAXXYBaTU
Pum. BoHM NMOYMHAIOTH NMPUCTABASITU TEKTOHIYHI
NIpaBMAQ, aA€ BXXe A0 TeOMEeTPUYHMX MaC iHIIOTo
abcoAI0THO po3Mipy. IToTiM, o HOBOMY KOAY, MO-
AepHism 1960-x, BiTas, KocMoc, a IOTiM 3HOBY 1O

I/

i1
LESS Workshop
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of a photograph. We are talking about working with

forms. With abstract forms, mind you. Here’s a ca-
thedral, that much is clear. And what do I do? I do
magic. I turn it. It’s still a cathedral, but of a differ-
ent shape. If I proceed to cut off its domes, some
other parts, make holes, it will no longer be a cathe-
dral. It will be something else. A shape. If we over-
lay this form on this absolutely banal face, it will be-
come an artwork in a second. In the blink of an eye,
we write a completely different art history. We ap-
peal to our architectural legacy. We still recognize
our cathedral, but it’s just one element! Now let’s
add the second element. And the third. That’s it.
With these three elements, we’ve changed the nar-
rative completely. That’s my LESS principle. That’s
construction-deconstruction-reconstruction. You
watch me—here’s Sergei Sviatchenko. [Covers his
face with his palm.] And now that’s not Sergei
Sviatchenko anymore. That’s a palm, or maybe it
isn't—maybe it’s a shape. It must be a shape. If you
lift up two palms, you change the form even more.
And the story condenses around that.

When you deep-dive into architecture, the whole
surrounding structure dwarfs you. You enter
and start to disassemble it. But only if it inter-
ests you! I'm interested in modernism. I work with
it. That’s the entire thing, so to speak. In a sec-
ond! That’s not me anymore. And that’s not her

either. [Points to the original portrait.] That’s what
I teach people, and suddenly they understand it
perfectly. It couldn’t be any simpler! You work with
forms. If you want to change it even more, you start
moving it. Then its fragments come into play. Bo-
ris, that’s just the thing! Once you start moving
the form, you are working from within its con-
struct. This is a perfectly scientific approach. I've
taken bits of it from my dissertation, and bits of it
from my experience working with Danish archi-
tects. Eventually I came to establishing the School
of Less. I've showed it to many people here in Den-
mark. It was well accepted in different circles. All

HOBOMY — MM X MaAU BEAVKY CIAALIVHY — IOCT-
MoaepHiaM. ToOTO B TOMY, 110 BiAOYBaeTbCsA B Cy-
YaCHOCTI, «re» Ay>Ke 6arato. AAe Imip HUMM A€XUTb
KOHCTPYKTMBICTCbKa apXiTeKTypHa MipAKAaAKa.
Sx6u CBATUEHKO He OYB apXiTEKTOPOM, HaBPSIA UM
Ou BiH CTiABKM Ianepy Ta KOAQXiB HacTpyras. f 1ie
TPUMAIO SIK iA€OAOTIUHY GilIKY.

PLAY FACE

CBATYEHKO: A xouy BaM INokasaTy, K s BUy
CBOIX aA€emTiB.

E€PODAAOB: 3nimait-sHimal, AeHa, SK KOAaX
poburbcs!

CBATYEHKO: Aopori Apys3i, AuBiTbCS yBakHO!
Yu Gaunte cobop? Bix uiamit. S itoro Bupisas i3
¢dotorpadil. Mu rosopumo mpo pobory i3 ¢op-
momo. Ilpuyomy i3 abcrpaxkTHOIO opmoro. Ocb
cobop, ycim 3posymiao. o s pobaro? A pobaro
magik. IlepeBepTalo itoro. I 1e Bxe... cobop, are
inmoi dopmu. Aaai, Axuwo s BiApiKy Bexi, Bippi-
XY SIKYCb 4aCTMHY, 3pO0AI0 HaApi3 — 1le BXe He
cobop. Ilock inume. @opma. fkio HaKAaCTK L0
¢dbopmMy Ha Lie aOCOAIOTHO OaHaAbHe 00AUYYS, 3a
CEKYHAY BOHO CTa€ BUTBOPOM MUCTELTBA. 32 MUTD
() My nuuieMo 30BCiM iHINY XyAOXKHIO icTopiro.
Anearoroun A0 apXiTeKTypHOI crmaplmyHu. Apxe
MO>KHA BCe X TaKy BIi3HaTu TyT AoM-Kipke! [Tpo-
Te, 1le TIABKM OAVH eAeMeHT. Terep HaKAapaEMO
APYIuil eaneMeHT, TpeTill. Bce, y Hac Tpu eaemeH-
T, HapaTUB 3MiHEHO INOBHICTIO. l]e HasuBaeThbCsA
Less-mpuHuum. A npu HbOMy KOHCTPYKLid — Ae-
KOHCTPYKLisl — PeKOHCTPyKLisa. Bu pAuBuTecsa Ha
meHne, e Cepriit CBsTYeHKO. [3aKpuBae 00AUYYSA
aonouero]. Lle Bxxe He Ceprinn Csituenko. Lle po-
AOHA, 2 MOJXe, He AOAOHA — MOXXe, popMa. IleBHO,
¢dbopma. SIKio ABi AOAOHI, TH 1ie OiAbllle 3MiHIOELT
¢dbopmy. HaBKoAO 1IbOTO i CKAAAQETHCS BCS iCTOPIsL.
I koAU TU 3aHYpIOELICS B apXiTEKTYpPY, BCA 1is1 KOH-
CTPYKLIis, IKa HABKOAO Tebe, IOBHICTIO IepeBaXkae.
Tu B Hel BXoaull i moynHaeur ii po3odupaTtu. Aae!
Sxuo To06i HikaBo. MeHe LiKaBUTb MOAEPHi3M. S

With Erofalov

npawo 3 HuUM. Ocp, Tak 61 MOBUTH, BCE MOSICHEH-
HA. 3a opHY ceKyHAY! Lle Bxe He . I 11e He BoHa.
[IToxasye Ha mouyaTkoBMit optpet]. Och yoro s
HaBYalo AIOAEI, i BOHYM PAliTOM YYAOBO PO3YMilOTb!
IMpocrime He Oysae! Ilparoemr i3 ¢opmoro. A
SIKIO XOYell e OiAbline 3MiHMTM ii, TOYMHAEN Ii
pyxatu. Aae TOAI BOHa Irpae cBoIMU pparmMeHTaMu.
Bops, ock y yomy piu! Tu nounHaeur pyxatu dop-
My, NpalO€ll y)Ke BCEPEeAVHI KOHCTPYKUil. A6-
COAIOTHO HAayKOBMII IiAXiA. Aelo s B3sIB 3i cBO€EQ
AucepTalil, A€o — 3 AOCBiAy poOOTHU 3 AQHCHKU-
MU apxiTeKTopamu. | ocb, 3pelTow, NpUIIIOB A0
ctBopeHHs School of Less. 1llkoaa Less. [ ii TyT,

Coffee brake
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that’s left is to register it and to start teaching,
that’s it. It’s a school for architects, but not just
for them. [Laughs.] Kids pick it up too! Sixth-grad-
ers! They saw it and went off to create something
interesting!

MARKMAN: That’s exactly what’s been bother-
ing me.

SVIATCHENKO: Boris, take a look at the second
example! See, I pick up this object and place it here.
Does that change it? You can swim in this space un-
til you end up liking yourself. I approach and advise
my students: “Paste!” And they paste. Or I see a girl
sitting and cutting up the material into tiny pieces.
Then I tell her: “No, no, we are working with form.
Cut it into bigger pieces! We work with big piec-
es, with the form. We don’t need this flower at all!”
MARKMAN: Sergei, when you take a photograph
of architecture, why do you always place it over
the face?

SVIATCHENKO: No, that’s just an example, it has
nothing to do with architecture! I'm highlighting
the principle.

MARKMAN: It can be read as people in the pho-
tograph wanting to make themselves unrecogniz-
able, and resorting to architecture for some reason.

Hop!

SVIATCHENKO: Well, an architectural building is
what I had on hand. But it could have been any ob-
ject! You can use nature, you can use another face.
Boris, you understand me, right?

EROFALOV: Sure!

MARKMAN: There’s just one thing that’s been
bothering me: every time you explain your princi-
ple, you take a portrait.

SVIATCHENKO: God, that’s easy! My workshop
is called Playface. I can use Derzhprom instead
of a portrait. That’s the fishtank I swim in, and I can
veer off neither to the left nor to the right. There’s
just the here and now. Less is Less.

EROFALOV: You can show it to children and stu-
dents as a working method...

SVIATCHENKO: As a method of thinking.
EROFALOV: I would even go so far as to say that
that’s a method for opening your mind and not slav-
ishly following the form. You are its master.
SVIATCHENKO: Master of the form! Absolutely.
EROFALOV: And that’s the main obstacle. Ser-
gei says: I move the form until I like myself. Mean-
ing, good job me. I stop at this stage, I frame it,
I get a freeze frame. And then I move on. So I have
atheme and a dozen of freeze frames on the theme.

i

y Aanii, 6ararbom nokasysas. CnpuitHaTa A0Ope
y pisHux xoaax. Temep moTpibHO 1i 3apeecTpyBa-
TU Ta BIAKPMBATU HaBYaHHS, y TAKOMY MAaHI. AAs
apxitekTopiB. AAe He TiAbKU AAsT HUX. [CMieTbes).
AiTn Tex miaxomnawioTh! 6 Kaac! [TobaumAu i mim-
AY cO0i pOOUTH 1OCh TaKe LiiKaBe!

MAPKMAH: Came 11e MeHe 11 HACTOPO>XXYE.
CBATYEHKO: Bops, AMBKCH, APYTMIT IIPUKAAA!
Paz — s Oepy 1eit 00'exT i cTaBAl coopn. 3Mi-
HIOETbCA? | TM B LIbOMYy IIPOCTOpPi IAaBaeul AO
Takol Mipy, moku cam cobi He cmopobaemics. S
MAXOAXKY, papXy yuHam: «Haxaeronre!» I BoHu
KAesITh. ADO BOHA CUAUTD i pixke APiOHI IMATOYKM.
A xaxy: «Hi-ni, My 3 popmoro nparoemo. Biablie
LIIMAaTKU pixkTe! BeAMkyMy mmaTkaMy IpaLoeMo,
dbopmoro. L5 kBiTOUYKa He TOTPiOHA 30BCiM!»
MAPKMAH: Ceprito, koau T 6epemr ¢orto-
rpadilo apxXiTeKTypu, YOMy TU 3aBXAM HaKAa-
Aaell ii Ha 00AMYYs?

CBATYEHKO: Hi, e mpocTto mpukaaa, i Koa-
HOTO BIAHOIIEHHSI A0 apxiTekTypu! S mpuHLun
MOKa3YIo.

MAPKMAH: Mo>Ha 3p03yMiTH TaK, L0 OCb AIOAU
chororpadysaaucs i Xo4yTb 3poOUTY HEBITi3HAH-
HUMU 006AMYYSL. | 1{e poOUTBCSI 32 AOTIOMOTOI0 YO-
MYCb apXiTeKTypH.

CBATYEHKO: Hy, 6yaa nia pykoio B MeHe apxi-
TeKTypHa OyAiBasi. O6’ekT OyAb-skumit! Ty Mmosxer
TYT HPUPOAY, MOXKEII OOAMYYS BUKOPUCTATH.
bBops, Bu 3posymian, Tak?

EPODAAOB: Ille 6 maxk!

MAPKMAH: MeHe G€HTEXUTD AUIIIE OAHE: II[Opa-
3y IOSICHIOIOYM CBiit IPUHLINII, TV Oepell MopTpeT.
CBATYEHKO: Lle > mpocto, [ociopu! Min mait-
crepkaac HasuBaeTbes Playface, rpa 3 00AnyusM.
51 Mo>xy TOOi 3amicTh MOpTPETY AEp>KIpoM mocra-
BUTU. Y LIbOMY aKBapiyMi s i maaBaro — aHi BIpa-
BO, Hi BAiBO. Tiabku TyT i Bee. Less is Less.
EPODAAOB: AiTsaM Ta CTyAeHTaM Lie MOXKHa I10-
Kas3yBaTH, sIK CIIOCiO poboTH. ..

CBATYEHKO: MeToA MUCAEHHS.

EPODAAOB: i 6 HaBiTh TaK cKasaB — lLie CIocio
PO3KYTHUCA 11 He ITH Ha MOBOAL y dopmu. Tu Hap
HEIO Xa3siH.

CBATYEHKO: Xassiin Hap dopmoro! AGCOAIOTHO.
E€PODAAOB: Tyt roaosna mepemxopa. Cepriit

Kaxke: 51 pyxaio popMy, MoKy cobi He criopobarocs.
Y ceHci: o! Buitao po6pe. Dikcyro o dasy, po-
6A10 paMOUKy — cTOI-KaAp. I pyxarocs aaai. Otxe,
MaIo SIKYCb TEMY i CBOIO AIOKMHY CTOII-KaApiB Ha
110 TeMy. A Teriep roBOpIo AiTsM: po0iTb Te came! |
AiTH po6AsTE. [TUTaHHS, B SIKUII MOMEHT i Ha YOMY
BOHU 3ynuHATBCA. 1llo 3MycuTp iX 3ynmMHUTUCD, i
o iM y boMy criop06aeTbcsi. ApXe iM He BUCTa-
ya€e TPEHOBAHOIO OKa, epyAMLlii, CMaKy Ta BCbOTO
TOro, o € y Mancrpa CBsTyeHKa. BoHu pixyTb
HOXMLISAAMU i HaBiTb BEAMKi IIMaTKu piKyTb — a
BUXOAUTD HiICEHITHULIA.

CBATYEHKO: HiceHiTHuiis He BUXOAUTD. S mpo-
BiB 6€3Ai4 MaICTEPKAACIB, i BUXOAUTD A0Ope. AAst
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And now I tell the children: do the same thing!
And they do. The question is, in what moment,
at what stage will they stop. What will force them
to stop, what will they like about that? After all,
they don’t have the trained eye, education, taste
and everything else that Sviatchenko the artist has.
They snip with their scissors, and even if they use
large chunks, it’s all nonsense.

SVIATCHENKO: It’s not all nonsense. I've held
countless workshops, and they went great. Great
for the first encounter. As a spy in a Soviet movie
had said, it’s the last words that are remembered
best. They begin to think through forms, first. Sec-
ond, they remember that the cut-out shape fixed
as an element changes their minds.

EROFALOV: Then why does the Danish Royal Bal-
let commissions Sviatchenko and not his 6th-grade
students to do the scenography?

SVIATCHENKO: The children that were at my work-
shop developed skills. In 15 or 20 years’ time, if they
choose to go in this direction, they will say, “We once
visited Sviatchenko’s workshop, and he gave us this
opportunity.” That’s it. What else can I do?
EROFALOV: Thank God!

SVIATCHENKO: Indeed! I can tell Lena, “Lena,
I don’t know if you will ever create collages again,
but now, when you are visiting me in Denmark
and we are talking, you can see for yourself that
this form changes minds in this way.”
NENASHEVA: I will create collages, but, in all like-
lihood, in the world of ideas, not on paper.
EROFALOQOV: Let’s imagine Michelangelo holding
a workshop and explaining how to draw from life.
All clear? Yes. Then go and draw! But Michelange-
lo’s genius still cannot be replicated.
MARKMAN: Sergei, do you really believe that your
students had learned everything from this one en-
counter?

SVIATCHENKO: Sure, that’s what interests me too!
But if I've given them two hours of me, if I've prov-
en that form changes construction, that’s enough
for me. I approach a boy later and ask, “Jens, did you
understand it?” “Yes, [ did.” “Why do you think you
understand it?” “Because it changes me.”

r

h_-._"'"

And suddenly...

NENASHEVA: That’s just the right words! Jens un-
derstood that form defines content. If he chang-
es his face, he changes himself. It doesn’t matter
if he’ll take up drawing.

SVIATCHENKO: And it doesn’t matter to me
if Jens will become an artist, a physicist or a musi-
cian. At some point in life he will remember that
a banal form of a palm covering the face can cre-
ate a different story.

EROFALOV: This principle is not as simple as all
that. Sviatchenko’s original collages are architec-
ture as such. You've got composition, you've got
dynamics!

SVIATCHENKO: Boris, I'm creating new forms
after all!

EROFALOV: All that’s left is to draw concrete struc-
tures, and one can start building. The fagade is al-
ready there.

nepuioro pasy Aobpe. I 3amam’sTOBYeTbCs, 5K
kazaB llripain, octanHa ¢pasa. Bonu nourHa-
10Tb MucAUTH opMmoto. Lle mo-mepure. I no-apy-
re, BOHM 3allaM sITOBYIOTb, 10 ¢opMa, BUpi3aHa,
3adikcoBaHa sSIK eAeMeHT, 3MiHIOE CBIAOMICTb.
EPODAAOB: Toai yomy Aancbkuit Kopoaisch-
kuit baaer 3amoBasie cueHorpadito CBATUYEHKY, a
He J10TO y4YHsM i3 6 Kaacy?

CBATYEHKO: Airy, siki 6yau Ha Moemy ypoli,
OTPMMaAM HaBUYKU. | 3a I'SITHAALATb-ABAaALATD
POKIiB, SIKIL[O 3aXOYYTh PyXaTUCs B LIbOMY HalpsIM-
KY, CKaXKyTb: Y HaC KoAUCb 0yB CBSITUYEHKO i AaB
HaM TaKy Mo>XXAuBicTb. Ocb i Bce. llJo g MOXY 3po-
Ooutu 6iabLre?

EPODAAOB: I caasa bory!

CBATYEHKO: Tiabku Tax! Ocb st MOXY AeHi cka-
3aru: A€Ha, s He 3HAa10, POOUTUMETE BU KOAAXI, He
poburnmeTe KoAaXi, aAe 3apas, KOAM BU Hpuixa-
AV AO MeHe B AaHiio i MU CIiAKyeMOCh, BU HaBiu
6aunre, mo popma OCh TAKUM YMHOM 3MIiHIOE CBi-
AOMICTb.

HEHAIIEBA: Koaaxi poburumy. Aae iiMOBipHi-
lle He MarnepoBi, a B CBITi iAei.

You think so?
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SVIATCHENKO: The solution exists in the sub-
conscious when I cut out forms. I'm immediately
constructing them.

EROFALOV: And that’s the reason why children
can’t create the same posters as Sviatchenko: they
might understand the principle, but that’s it.
SVIATCHENKO: Here’s the principle, and off
you go!

SURPRISE: FROM PLAY FACE

TO ARCHITECTURE

SVIATCHENKO: My deconstruction of the pres-
ent-day Kyiv is rock’n’roll, but I'm particularly proud
of my deconstructions of the Kharkiv constructiv-
ist tradition. Kharkiv is my native city, that’s my ar-
chitectural background. First, the Palace of Culture
for Railroad Workers, destroyed by a Russian mis-
sile. In my work, it soars! Second, the Post Office de-
signed by the architect Mordvynov: I'm in love with
that building. And, obviously, Derzhprom. Let’s put
it on stilts and light it up. Here it is, a new sculp-
ture. Let’s put it in front of Derzhprom and make
it 20 meters tall. I've cut it all out by hand.
NENASHEVA: Cooler than Rodchenko.
EROFALOV: Rodchenko was a photographer.
The daring one was Lissitzky: he’s the one who
dared to cut up anything.

SVIATCHENKO: Boris, they were my teachers.
NENASHEVA: And what is the student’s duty?
To surpass the teacher.

SVIATCHENKO: Right.

NENASHEVA: Rodchenko follows the natural an-
gles. Sviatchenko offers a new view of life.
SVIATCHENKO: I've created poetry, poetic no-
vellas out of just three elements. I cut out one ele-
ment, two, three. I paste them onto the white back-
ground. An original collage costs €3,500. Another
artist might congratulate himself and call it a day.
But what does Sviatchenko the architect do? I go
further, photograph my collage, tweak the back-
ground, come up with LESS colors. I have an entire
color code worked out! Eight colors is the final file.
Boris, check out what I do with this file. I install it

into a 8x4 volume! And it works differently than it

Look at this

E€PODAAOB: VsaBumo, MikeaaHA)XeAO TIPOBIB
MayicTepKAac. Po3NoBiB, K MaAlOBaTU HaTypy. Yci
3posymian? Tax. IaiTh, MaamoiiTe! AAae reHiaAbHMI
MikeAaHAKEAO 3aAUIIAETHCS B OAHMHI.
MAPKMAH: Ceprir, a Tu cripaBAi Bipui, 1110 TBOI
Y4Hi 3 OAHOTO pa3y BMUTb HaBUMAMCS?
CBATYEHKO: 3BicHO, MeHe lie AyXe LIiKaBUTb!
AAe gKIIO S BiAAaB IM ABi TOAVMHU MeHe, SAKIIO
AOBIB, 110 popMa 3MiHIOE KOHCTPYKLIiI0O — BCE, AAS
MeHe AOCTaTHbO. fl MOTiM MAXOAXY AO HbOTO, MN-
tato: €Hce, TH 3po3yMiB? — Tak, 3posymis. — Homy
Ty 3po3yMiB 1e? — I BiH BipioBipae: Tomy 1o e
3MiHIOE MEHE.

HEHAIIEBA: Or, BipHi caoBa! €Hc 3po3yMiB, 1110
¢dbopma BusHavae 3micT. JKIIo BiH 3MiHIOE CBOE 00-
AVYYS, BiH 3MiHIO€E cebe. A MaAIOBaTU Yl HE MAAIO-
BaTU — He Ma€ 3HAYEHHS.

CBATYEHKO: I meHe 30BCiM He LjiKaBUTb, ui1 Oyse
€HC XyAOKHMKOM, ¢isuKoM, un MysukaHToM. Ko-
AVICB Y >KUTTI BiH 3TAAQE, 10 sIKaCh baHaAbHA popma
PYKU 3aKpuBa€ 00AMYYSI i CTBOPIOE iHITY icTOpIO.
EPODAAOB: Llet mpyHLUMIT He TaKUil BXe 1 IPo-
ctuit. OpuriHaAbHUI KOAQXK CBATYEHKO — 1ie apXi-
TEKTypa cama 110 co6i. I komnosuuis, i AuHamixa!
CBATYEHKO: Bopro, 51 Bce X TaKV CTBOPIOIO HOBI
dbopmu!

EPODAAOB: Auiite AoOMaAOBaTH O€TOHHI CTIVIKU
i MoxxHa OyayBaty, dacap BXKe €.

CBATYEHKO: PimeHHs icHye MACBIAOMO, KOAM 5
BMpisaro GpopMy — 0pApasy KOHCTPYIOO.
EPODAAOB: Tomy AiTM He 3MOXYTb MaAloBa-
™ naakaty, sk CBATYEHKO: nmpunumn 3’scy-
I0Th — i Bce.

CBATYEHKO: [Mpuniun — i Ao nobayeHHst!

3AVIBYBAHHA: BIA PLAY FACE

AO APXITEKTYPU

CBATYEHKO: Mos AEKOHCTPYKIisl Cy4acHOTO
KueBa — 1€ pOK-H-poA. AAae 0COOAMBO 51 MMIIAIOCH
TUM, K AEKOHCTPYIOBaB XapKiBCbKUII KOHCTPYK-
TUBi3M. AAXe sI XapKiB'SHMH i Lle Mill apxiTek-
TypHuit background. Ilo-nepiue, ITaaar; KyabTypu
3aAI3HMYHUKIB, CbOTOAHI 3HMILIEHUI POCIiICbKOIO
pakeTomw. B MeHe BiH nmaputs! ITo-ppyre, [Tomramt

Collage making, Sviatchenko & Nenasheva

All mine

61



62

Architectural gathering in Sviatchenko’s workshop, Viborg

would in a small collage. That’s the point of archi-
tecture as I see it. And that’s not the end of it: it
can be installed on the facade of an 18-meter-tall
building, and that will be a different story altogeth-
er. Because things work differently in that scale.
MARKMAN: You work with flat images, add back-
grounds... In essence, this form is consistently
experienced as a parallelogram. It has a surface.
In reality, the form of this parallelogram has not
changed from your additions.

SVIATCHENKO: I did the same thing I just did
with my face, but I did it through architecture,
in the structure of the interior.

MARKMAN: Nevertheless, a parallelogram re-
mains a parallelogram. Would you want to destroy
it or to showcase collages on a flat surface?
SVIATCHENKO: I want to elicit aesthetic won-
der, the pleasure, the enjoyment. That’s it! A per-
son comes up, enjoys it, reads the colors—that’s all!
MARKMAN: Impressive honesty!
SVIATCHENKO: It was me who introduced
the term “aesthetic wonder.” When you came in-
to my house, you liked it, didn’t you? You were

surprised by the images you saw on the walls.
All these are small impulses of aesthetic wonder.
Boris, this is how you see me, just me.
EROFALOV: So we've crossed over from Play Face
to architecture.

SVIATCHENKO: By scaling up, we seem to expand
our consciousness, our mind.

MARKMAN: You live with all this every day and
never stop being surprised, I wonder?
SVIATCHENKO: I'm trying to surprise you!
And my audience keeps growing!

apxitekTopa MoOpABMHOBa — ILIAA€HO MeEHi IIO-
pAobaetbcsa. Hy i 3BicHo, Aepknpom. IlocraButu
Ha HiXKKM, BUCBITAUTH. | 0OCb BOHa — HOBa CKYAb-
nrypa! Hexait nmepep Aep>xnpomom cToiTh, 20 M
3aBBUILIKY 3po6uTH 1i. Lle s Bce BupisaB ypyuHy.
HEHAIIEBA: KpyrTiue, Hixx y Popuenka.
EPODAAOB: Popuenko — ¢otorpad. 3yxBaaui
6yB AMcuLbKUIL, BiH AO3BOASIB cO0i BCe pizaTu.
CBATYEHKO: Bops, 11e MOi BUMTEAIL.
HEHAIIEBA: A yueHb Mae 110 3pobutu? Bunrteas
NepeBePUINTU.

CBATYEHKO: TouHo.

HEHAIIEBA: ¥ PopueHka — HaTypaAbHi pakyp-
cu. Y CBATUeHKa — HOBA HaTypa.

CBATYEHKO: A crTBOpMB i3 TpbOX eaeMeHTIB
moesilo, IMOeTMYHY HOBeAy. Bupisylo opuH eae-
MeHT, Apyruit, Tpetiit. Hakaewrw Ha 6ianit ¢oH.
OpurinaapHuit KoAax Kowrye 3 500 espo. IHmmit
XYAOKHUK 3aA0BOABHUBCS O i 3acmokoiBcs. Aae
mo pobuthb apxirekrop CpsaruyeHko? f pyxarocs
AaAi — poTorpadyro KoAax, mAcTaBAsiio GpoH, BU-
rapyio Less-xoabopu. Llianit koAipHmit Kop! Bicim
KOABOPIB 1ie Bxe roToBuit gana. Ausucse, bopio, 1o
s1 pobato i3 nuMm dariaom! BoyaoByto 11oro B 06’'em 8
x 4! I ye BXe mpallfoe iHaKIlle, Hi’)XK HA MAaAEHbKOMY
KoA@XMKY. Ocb y YoMy Toasirae apxiTekrypa. Tak
s1 IpUMAYMaB. | Ha TOMy He Kpall — J10ro MO>KHa Io-
cTaBuTU Ha dacap O6YAMHKY 18 » 3aBBMILKY, i Oyae
30BciM iHma icropis. Tomy 1o Takmit MacTab
NpaloBaTMe 30BCiM iHaKlle.

MAPKMAH: Tu npauioer i3 mAOCKUM 300pakeH-
HsM, Aoaaeur ¢oH... Y mpuHuumi us gopma cra-
6iAbHO BIAYYBA€TBHCS SIK TapaA€AOrpaM, y HbOTO
€ naomuHa. I dopma uporo mapaseaorpama Ha-
CIIpaBAi He 3MiHMAACS Bip TOrO, IO TM Ha HbOTO
II0Ch ITOCTaBUB.

CBATYEHKO: {I 3po6uB Te came, sIK LIOINHO 3 00-
Any4siM. TiabKY 3pOOUB Lie B apXiTEKTypi, B CTPYK-
Typi iHTep'epy.

MAPKMAH: Aae Lieit mapaseAorpaM, BAACHe KaxKy-
4K, 3aAMIIUBCS TapaseAorpamoM. Tu xoTiB 6u itoro
3PYIHYBaTU YY1 BUCTAaBUTY HA IMAOLIMHI KOAQXKI?
CBATYEHKO: { nparHy cTBOPUTM eCTeTUYHe
3AMBYBAHHS, 1ie CBOTO POAY 3aAOBOAEHHs, KOAU

AIOASIM IIPMEMHO — Bce! AIoAMHa IPUXOAUTD, Kail-
¢ye, BoHa MPOCTO YUTAE KOABOPMU!

MAPKMAH: Bpaxatoua BipBepTicTb!
CBATYEHKO: TepMiH «ecTeTuuHe 3AMBYBaHH»
s CBOT'O 4acy BBiB A0 00iry. KoAu Bu moTpanuau Ao
MeHe AOAOMY, BaM Xe CItop00aaocs! Bu pAuByBau-
Cs1, PO3AUBASIAUCH iMipXi Ha cTiHax. Lle Bce ApiOHi
iMIyAbCH ecTeTMYHOro 3AMBYBaHH:A. bops, ue Te,
SIK TU CTABUIICS AO Me€He, TIAbKU AO MeHe.
EPODOAAOB: Tobro mu Bip Play face «yBinmau B
apXiTeKTypy».

CBATYEHKO: A 36iapumyroun macmrab, My Hibu
PO3CYBaEMO Hallly CBiAOMICTb, Hallle CIPUMHATTA.
MAPKMAH: 1lixaBo, TV XMBeII «B LIbOMY» IIOA-
Hs i He MepecTa€ell AMBYBaTUCA?

CBATYEHKO: f namaraiocsi 3auByBaTu Tebe!

I Mmos ayauTopis pocTe Ta pocTe!
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COLLAGES | KONAXI

Botticelli | BoTTiuenni

Kyiv | Kuis

Jacobsen | lko6ceH

Kharkiv | Xapkis
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Kyiv | KuiB
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Jacobsen | SIxo6cen
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Kharkiv | Xapkis
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Jacobsen | fIkobcen
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Botticelli | Borrideaai




B %, T

Kyiv | Kuis

82



..........l.-lclu...? .......II. liﬂ.w.i.lln

%f

Jacobsen | fIkobcen

84



i W

3% AN A
S TR A
- wm

qr

I.I1
i ) ekl T
¥ .
™ LR LR
T —
i

. e B =
.l.'. .I_.I -I.

== — —
L

| TN T [

N =

Botticelli | Borriueaai

86



88

B ’. # ek - i l :
7 o A N
'Y o T - - |

I r ‘-;.;;._:]i'.
) il oo gl ik

wamll ]

; -y W .a;:-.- ;"-ﬂl I I .
Y R e

- T N i T g w
Ak - i i s
¥ JF"T‘ e [ [ e

-
l"r ¥
IR % I;: |

; r -i
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122 Botticelli | Borrideaai
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Kharkiv | Xapkis
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SANDRO BOTTICELLI

E. SRR WEITRED, M " o VSR
Geachichis des beiligem Zonobdus, Nach [joo, Lendss, Nartesal Galiory

Pollainolo, Im 5. Schastian® von 1 474 (Tafeln 8 und o) zeigt der kaum dreilligjahrige Kiinstler
einen schinen Akt, in seinem anatomischen Ban genan durchstudiert, den Kopf sentimental
zuriickgebengt, um anzudeuten, dali es sich um einen Mirtyrer handelt. Das Helldunkel
st hier mit grolier Sorgfalt behandelt, wie man es sonst nur selten in den Werken des
Kitnstlers findet: aber ehen deshalb witl der Rhythenes der Linien weniger hervor.

In der Judith* {Tafel 7)., die bald nach 1470 entstand, ist der Rhythmus der Linien

dagegen vollkommen und klar ersichtlich; denn die Bewegu:giede Judith gestattete, ihrer

Gestalt die tinzerische Linie zu geben. Die Gestalt o 8 viel realistischer uned

rachichty dis hailigim Tamabde, Nk 100 Newr Fork, Mitrapalitas M
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