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HauioHabHUN KYNbTYPHO-MUCTELUBKNN Ta MY3eNHUN KOMNNeKe «MUcteubkKnum ap-
ceHasn» pas3om I3 HayloHanbHUM My3eeM [onogomopy-reHounay 6e3 CyMHIBY
Hase)XaTb A0 Hanbinbll 3HAKOBUX | BAXX/TUMBUX CNpaB Yy r'yMaHITapHIN LapuHi
Bil Yacy NpoOroslolleHHa He3aNleXXHOoCTI YKpalHn. KoXXHa IHCTUTyUId, a TUM
binblle Taka MacwTabHa 3a 3ayMOM ICYyCMNi/ibHUM 3HaYEeHHAM, 9K MuUcrteub-
KWA apceHasi, Ma€ MmaTu CBOK MUcaHy M 3alOKYMEeHTOBaHY ICTOPIO y hopMi He
nnmwe oIiLiMHMX LOKYMeHTIB [X] 13BITIB, a N pI3HOMAHITHUX 3a XXaHpaMmu ony-
6nikoBaHUX MaTepianiB — AOCAIAXEeHb ICTOPIiiT CTBOPEHHA B KOHTEKCTI Iy-
MaHITapHOT MONITUKN AepPXXaBU, KPUTUYHUX CTATEN W OA0 OKPEMUX HAMNPSAMIB
OIANTbHOCTI Ta NPOEKTIB, NYOAIULUCTUUYHUX PedeKCin Ha PI3BHOMAaHITHI TBOpPUI
iHILiaTUBW, NPOCNEKTIB i KATaNoriB BUCTABOK i BNACHUX KOMEeKLWi Towo. A yum
nani MM KpOKyeMoO Bifl Yacy nocTaHHA MuUcTeubKOro apceHany, TUM Harab-
HILLOK € NnoTpeba 3adikcyBatu noail, PakTn, LOCATHEHHSA Ta NpopaxyHKH,
KOHTPOBEPCINHI nornaan, wob6 Ha UubOMY AOCBIAI BUNTUCH Ta UTU BNEBHEHIWeE
Bnepea. ToMy IHILUIATUBY CTBOPEHHA KaTasiory Kosnekuyli MMcteubKoro apce-
Ha/sy BapTo BITaTu.

IHILinoBaHUK y 2005 poui npe3naeHToM YKpaiHn Biktopom HOuUleHKOM K 6araTto-
PYHKUIOHANbHNW KYNbTYPHO-MUCTELbKNN LUEHTP NpeacTaB/eHHA YKpaiH-
CbKOT ICTOpIT Ta KYNbTYypyU I NPOTEroBaHNMM HUM BNPOAOBX YCIET MPe3NaAeHT-
CbKOi KaieHUIi, MucTeubKNN apceHan, 3po3ymisio, nepedbyBaB y NOCTIMHOMY
noni 30py NONITUKIB, TPOMaACbKOCTI Ta Meala. AKWO 3HAUYHY YaCTUHY PI3HOrIO
poay NONITUKIB, YAHOBHUKIB, 6I3HECMEHIB BIH NpuBabnBas Yy NAOLWMNHI
BUPIWEHHA TXHIX 0OCOOUCTUX IHTEepeciB, TO FOJIOBHI NMUTaAHHSA, AKI LUIKaBUIN
MY3eMHWUKIB, MUTLIB i3arasiom HebanayXux aiadiB KynbTypu, cTocyBasincs
KOHUenTya/ibHOro 6ayeHHa Ta 3MICTOBHOIO HanoBHEHHA CTBOPHOBAHOTO
Ha MicUl KOMTMWHbLOTO BINCbLKOBOIo 06'ekTa nnouieto 6n1m3bko 10 ra HOBO-

o My3eMHO-MUCTELbKOIO 3aKfiagy HauioHalbHOro 3Ha4YeHHA [2]. Benuke
3aHEMNOKOEHHSA Hacamnepea y KNIBCbKUX MY3eMHUKIB BUKNUKAB TOW hakT,
o po3pobneHa y 2006 poui cneuianbHOK pobo4yOl rpynok Ha 4voni 3 Bile-
npemM'epoM 3 rymMaHITapHUX NUTaHb KoHUenuia MMcTteubKoro apceHany He
byna npeacrtaB/sieHa Ta NpoAMCKyTOBaHa B LULMPOKOMY paxOBOMY cepeoBU-
wi. /1o Toro > nyo6/7i4HO BUCNOB/MEHI AYMKW YNHOBHUKIB 3 MPEe3nAEeHTCbKOro
OTOYEHHA WOA0 NepefaBaHHA YaCTUHU KONEKUIN MYy3eMHUMWU | HAYKOBUMN
ycTaHOBaMM ANA CTBOPEHHSA ekKcno3uuil MUcTeubKOro apceHany akTu4yHo
cpopmyBanm A0 WOWHO NnLIe 3aAyMaHOro NPOEKTY ONo3uLito cepen O6iNbLIO-
CTI NpeACTaBHWUKIB TOro cepegoBulla, Ake masao 6u gonomMmaratu ICNpUAaTH
NOCTaHHO HOBOINo My3eMHOro ocepeaky.

3Ha4yHa 4YyacTuHa My3eMHUKIB, Hacamnepen KNiBCbKUX, Oyna nepekoHaHa BTOMY, WO
MuncteubkKnn apceHas Mae ctatu CyTO BUCTAaBKOBUM LEHTPOM, Ae 6 opraHi3o-
ByBa/inCA TUM4YacoBI BUCTABKN 3 POHAIB BITUNIHAHNUX Ta 3aPYODKHUX MYy3eiB.

[U MpaBoBi niaBannHn ana peanisdauii NPOeEKTY 6y/10 3aK/1ageHO U PO3BUHY-
TO, 30KpemMa, BTakKux OPiLinHNX AOKYMeHTaXx, AK Po3nopamxeHHs KabiHeTy
MIHICTPIB YKpalHu Ne49-p Big 03.03.2005 p. «[1p0 CTBOPEHHSA KY/NIbTYPHO-
MUCTELLKOIro Ta My3eMHOro Komnsekcy "Muncteubknim apceHan"», Ykas
Mpe3nageHTa YKpaiHn Ne415/2006 Big 22.05.2006 p. «[MnTaHHA CTBOPEHHSA
KYNbTYPHO-MUCTELbKOIO Ta My3eMHOro Komnsiekcy "Mucrteubknm apce-
Han"», Yka3 lNpe3sngeHTta YKpalHn «l1po HagaHHSA KYNIbTYPHO-MUCTELUbLKOMY
Ta My3eMHOMY Komnnekcy "MucTteubkni apceHan"» crtatycy HauiOHa/lbHO-
ro» Ne 94/2010 Big 3 ntotoro 2010 p.

[2] OmB.: TpuyeHko O. A. lNpe3ngeHTn i nam'aTb. MoniTuka nam'aTi Npe3naeH-
TIB YKpalHn (1994-2014): niarpyHT4a, nocnaHHA, peani3auyiga, pesynbtatu. —
Kuis, 2017.-C . 469-488.



LIt0 KO/TeKTUBHY MO3ULIH0 BUCNOBUB Y BCTYNHOMY C/1I0BI 0 YeProBoro BUMNycky
baxoBoro BnaaHHa «JlaBpcbknn anbmaHax» Ceprin Kponeseub, reHepasnb-
HUA anpekKTop HauioHanbHOro KneBo-fMeuyepcbKOro iCTOPUKO-KY/IbTYPHOTO
3anoBigHNKa, Ha TepUTOopIii AKOro nepedyBana v nepedbyBae 40 CbOTOAHI
HNU3Ka My3enHux 3aknaaie. 3okpema, aBTop Haronouwysas, O B OCHOBI KOH-
uenuii MucTeubKOro apceHany mMmae 0ytTm «He npumycoBe 00'eAHaAHHSA, 3/IUTTA,
NOrMMHAHHSA IHWNX MYy3eiB, BUNYUYEHHS IXHIX eKCnoHaTIB 40 HOBOYTBOPEHOTO
Meramyseto, a cBigoma BigMoBa Bifl NMPeTeH3in Ha NOCTINHE BOMOAIHHA MYy3eW-
HUMWN npeameTamun, 3 NPONO3ULIEK IXHBOT0O A0OPOBIILHOINO0 NO3NYaHHA Ha

eKCNoHYyBaHHA»[3].

Taka CTPUBOXXEHICTb MYy3eMHUKIB Mana CBOE ICTOPUYHE NIATPYHTA. AAXKe BOHU 3HaNu

Marmuu

| nam'aTanu 6e3ni4 pilleHb pagsdHCbKOT Blagn, aKka pynHyBana my3ei, BUnyda-
Nla Ta nepemiwyBasa He nMuwe NOOAMHOKI NpPpeamMeTn, 14acTo HaWuLUiHHIWI, a K
L1l KONekuli, BoAHOYaC HEPIAKO 3HNLWYKYN ICTOPUYHO CPOpMOBAHI TeMaTUNU-
Hi Un nepcoHanbHi 36ipkK. [10 TOro X My3eMHUKKU 6ynn cBiAKaMKN, a YaCcTUHa
[XHIX KOoNner yyacHnkamm HenaBHbOI 60poTboM BRpoaoBX 2003-2004 pokiB 3a
36epexxeHHsa My3eto icTtopii micta Knesa B 6yaiBni KnoBcbKOro nanauy, SkKumn
3a Po3nopagxeHHam KabiHeTy MIHICTPIB YKpaiHm 3a Ne 506 Big 11.08.2003 p.
6yB nepefgaHunm BepxoBHomy Cyay YKpaiHu. B pe3ynbTtaTi oaHY 3 HauuikaBi-
LWINX HAa TOW 4Yac eKcno3unuin 6yno 3HNLWIEHO, MY3EeWHI NpeaMeTn NepeBe3eHo
10 YKPaiIHCbKOro AOMY, a KO/MIEKTUB, AKNN ob6cTOOBaB My3el, byB aemoparsni3o-
BaHUW. Haragaemo, Uen CTOANYHUW MYy3en A0 CbOroaHi He Mae NPUMILLEHHA,
AKe 6 BiAnoBigano MOro ctaTycy Ta 3HAUYEHHIO.

TpuBanuU AOCBIA HAYKOBO-AOCNIAHNLUBKOT poboTn, cepea iHWOro B ABCTpIi,
Yexii, Hime4uuuHi, I3paini, AnoHii, Ta npauooyn 4ecaTb POKIB Ha PISHUX AINAH-
Kax Yy J/IbBIBCbKOMY MYy3el ICTOPIT penirii, 4 HaBaXujaca 3actocyBaTl CBOI 3HaH-
HA Ta HaBUYKWN B po3byaoBi MucrteubKoro apceHany soceHun 2006 poky. Lle
O6yB 4ac, KON MY3eUHUKN Ta XYPHanictu, AKi, He OTPUMYHUYN YITKNX BIAMNOBI-
e Ha CBOi 3annTaHHA, HACTOPOXXEeHO, AKLIO He 3 Nigo3poto, cnocTepirann 3a
byniBenbHoO-pecTaBpauinHumm pobotamu Ha TepuTopili Ctaporo apceHany.
Mpauto B lep>XaBHOMY NiaNPUEMCTBI «KyNbTYPHO-MUCTELbKUN Ta MY3EUHUN
KoMmnaekc "Munucrteubkunm apceHan'», CTBoOpeHoMY MIHICTEPCTBOM KY/bTypWu,
po3novyana 3 opraHi3auii B MOro CTPYKTypi HayKoBO-A0C/IIAHOIO BiaAiny po3s-
BUTKY My3eWHOI cnpaBn. Yepe3 niB PokKy Biaain 6yno peopraHi3osaHo B My3eMu
npn MnucteubKoMy apceHani 9Kk 6aratonpomiibHUM HAYKOBO-AOCMIAHULUbKUN
Ta NPOCBITHULUbLKUN CTPYKTYPHUW niapo3anin [4].

OcHoBHa mMeTa My3eto nonarana y opmyBaHHI BlaCHUX MYy3eMHUX POoHAIB Mwuc-

TeUbKOro apceHasly Ta CTBOPEHHI MangaHuYnka MDKMy3eWnHOT cniBnpaul ang
PO3POOKK Ta peanilauil My3eosioriyHoi KoHUenuii Ta ManbyTHIX BUCTaBKOBO-
MUCTELUbKUX NMPOEKTIB Y Mucrteubkomy apceHarni. Y cknaal My3seto 6yno ne-
penbayvyeHo BigaiM KOMNNEKTYBaHHA Ta 0061iKYy My3eMHUX POHAIB, PO3BUTKY
MYy3enHOi cnpaBu Ta 6i6nioTedyHnn Biaain. byno 3ano4yaTtkoBaHO HEOOXIAHY
My3enHy Ta (DOHAOO0BY AOKYMEHTALIO: NOJIOXKEHHSA Npo My3en, akTu NnpunmMaH-
HA NpeaMeTIiB Ha nocTinHe/TumyacoBe 36epiraHHs, NPOTOKOMAN 3acifaHb
PoHAOBO-3aKyniBeNnbHOI KOMICII, KHUra Haaxoa)eHb Towo. Toal > 6yno
3aK/lafleHO noYyaToK BNnacHOT My3enHOT KoNnekuii, AKy cniBpoo6iTHUKN My3elto
KOMN/ieKTyBasin, BUB4Yanu ta onpauboByBanu BiANOBIAHO A0 BCIX YNHHUX
HOpPpMaTMBHUX AOKYMEHTIB. BoHa hbopmyBanaca Hacamnepea i3 4eMOHTOBA-
HUX OyAiBeNIbHNUX KOHCTPYKUIN nig 4Yac 3A4iIMCHEeHHA pecTaBpauinHo-6yaiBenb-



HUX POGIT apceHan bCbKOro Kopnycy ta npunernoi teputopii. Tak, cniBpooIT-
HUKN My3el cuctemaTtuyHo BUABMAMN, AOCNIAXYBanun Ta My3eemikyBanu
oyaiBenbHI eneMeHTun, Hanpuknag, parMeHTn ABepen i3 BUPI3bO/IEHOL0
1aTOW, AepPeB'AHI AeKOpaTUBHI eNeMeHTN BIKOH, Lerny 3 Knemmamum BUpPoo-
HNKIB, KOBaHI MeTa/sieBl npeamMeTn, WO AaTyBannuca no4yatkom 6yaiBHULTBA
CTaporo apceHany. Kpim Toro, rpomagaHu YKpaiHu no4dyanu nepepasaTtu Ao
My3elo gapyHku: npegMeTn HapoOAHOro oAAry, opuriHasabHI aBTOPCbKI TBOPW.

Oco6nuBO yCcniWWHUMWN B NONOBHEHHI poHAOBOT 30iIpkn My3set 6ynm 2008-2010 poku.
Tak, My3en NPUMNHAB Ha NOCTINHe 36epiraHHA 12 pobiT yKpaiHCbKO-aMepu-
KaHCbKOro xyaoxHuka HOpia Conosia (1924-2007) B papyHOK Big NMUCbMEH-
HUKa, nitepaTtypHoro Kkpuntnka borgaHa bonuyka (1927-2017). Baxxnmnsoto
noaieo y popmMmyBaHHI (ooHAIB My3eto cTaB AapyHOK BIAOMOIo KNUIBCbKOTO
Kpae3HaBUA, MUCTeLTBO3HaBLUA, ICTOpMKa apXiTeKTtypu AMmntpa ManakoBa
(1937-2019), akmin nepepa 39 rpadiyHuUX pobIT cBOro 6para, 3HaHOro ykpa-
[HCbKOTO rpadika Neopria Manakoa (1928-1979), TBOpPK AKOro Ha ToW 4yac
yXXe 36epiranuca y 6aratbox mMyseax YKpaiHun Ta 3a KOpAOHOM.

Y popmyBaHHI poHAIB My3en cniBnpaurBan i3 [lep>XaBHO C/Y>XO600 KOHTPOO 3a
nepeMilleHHAM KYJAbTYPHUX LIHHOCTEN Yyepes3 aep>XXaBHUWN KOPAOH YKpaiHu,
[lep>xaBHOK MUTHOI CNYXX00K YKpaiHn, CnyX60t0 6e3nekn YKpaiHu, AKi
HeoQHOPa30BO NepengaBan KOHMICKOBaHI Nig yac He3aKOHHOTO NepeBe3eH-
HA Yyepe3 fep>XaBHUN KOPAOH KOJSIEKUINHI npeaMeTn Ta apTteakTn. 30Kpema,
My3en oTpnmaB KOMEKLUI0 aBHbOPUMCbKUX MOHEeT I1-1\/ cT. B Ki1lbKOCTI 678
OANHNUbL, a 3rogoMm — 200 MoHeT, 30Kpema 23 moHeTn X1l CT. KUTAaNCbKOTO
NOXOAXXeHHSA, 146 moHeT pocincobkoi imnepii X\/11-XIX cT., 14 HiMeUubKNX
MOHeT 1920-1940-x pokiB, Ta 17 moHeT CCCP 1920-x pokiB. LlIHHa nig KyToM
30py nepioay Ta reorpaii noxoaXeHHs, 3 OAAHOITo0 OOKY, Ta cCKflagHa ANA Ha-
YKOBOIO onpauBaHHA, 3 IHWOro 60Ky, Aobipka 3 87 apXeonoriyHnx npeame-
TiB I\/-1X cT. 3 Kpumy Ta liBHIYHOTO MpuyopHoOMOpP'a Haginwna snitky 2010
POKY, Bia [lep>XaBHOT MUTHOT cny>X6un YkpaiHn (Kpnmcbka MutHunyna). Tpeba
3a3HavynTun, wo Mysen He nuule NpunmMmaB Ha MOCTIMHe 36epiraHHA nNpeameTu;
CNiBPOBITHMKN MOT0 HAYyKOBO-A0CNIAHOIO BIiAAINY PO3BUTKY MYy3eWHOIT cnpaBu
N CEKTOPY KOMMNEKTYBaHHSA Ta 061IKY My3eMHUX (POHAIB NPOBOANAN BCIO
HeobXIAHY POO6OTY 31XHbOT My3eedikaL il — BUBUYEHHA, aTpuoyuito, 06niK, go-
TOoPiKcaulo, CTBOPEHHA HayKOBO-YHIPIKOBaHMX NacnopTIiB TOLLO.

Kpim Toro, My3en po3noyaB pectaBpaLivHi poboTn WoaA0 TUX NPEAMETIB, AKI NOCTY-
Nnuan 0o PoHAO0BOT 30IPKU B HE3aA0BINbHOMY CTaHI. 3 Ornaay Ha BUCOKY KBasll-
cbikauito cneuianicTtiB HauioHabHOro HayKoBO-A0C/NiIAHOIo0 pecrtaBpauinHOro
LEHTPY YKpaiHu, My3en 3BepHYBCA came A0 UbOoro LIeHTpy 3 npoXaHHAM
NMPUUHATWN Ha pecTaBpaLito 179 pUMCbKUX MOHET, a TAKOX 3AIMCHUTUN PEHTre-
HorpadgiyHe gocnig>eHHa IKOH XIX CcT. 4nd IXHbOro rPYHTOBHOTO0 BUBYEHHSA

Ta KOPEKTHOI aTpubyLli.

[3] KponeBeubC. IN. BctynHe cnoBo///TaBpCbKU afibMaHax.
CneuBunyck 8. NMNeuepcbka gopTteusd tTa KniBCbKnn ApceHan: HOBI
anocnigxeHHda. — Kuie.: HauioHanbHU Kneeso-lfeyepcbKnUm icTOPUKO-
KyNnbTypHUN 3anosigHunk, 2008. — C. 7.

[4] My3ein 6yno ctBopeHO Haka3om AN «KynbTypHO-MUCTEUbKUIN Ta
MY3ENMHNN KoMNNekc "Mucrteubknnm apceHan"» «lpo CTBOPEHHS
CTPYKTYpHOTO nigpo3ainy "Mysen'» 3a Ne 20 Big 26 ntotoro 2007 p.



KpiM 3ragaHnx apxiTeKTYPHUX qoparMeHTIB apceHalbCbKOro Kopnycy, TBOPIB XXUBO-
nucy Ta rpaikn, HymismMaTUUyHUX 361POK, PoHAM My3elo NONOBHUINCA TAaKOX
npeagmetTaMy HapoOAHOro Ta AeKOPaTUBHOIO YXXUTKOBOIo MmucrteuTsa, 36po-
€0, npeametTaMu nobyty XIX — nepwoi TpeTuHm XX cT. bibnioteuyHa 30ipKa
My3elo nonoBHUNAcad MUCTeUbKMMWU anbbomMamMmn Ta Katasnoramm 3axiiHO€EB-
POMEeNCbKNUX MYy3eiB | KONeKuin, 6inblWicTb 3 AKUX OYNU BIACYTHI B YKpPaiHCbKUX
b6i6nioTekax. ¥ Takum cnocib Big camoro noyaTtky 6ysio 3aknageHo 6aratonpo-
iNbHUN XapaKTep My3enHUX POoHAIB, ANA AKNUX My3eln iHiuitoBaB ob6nawTy-
BaAHHA (POHAOBOIO NPUMILLEHHSA 3 ypaXyBaHHAM BUMOT A0 TaKUX NPUMILLEHb |
30epeXXeHHd pI3HUX rpyn npeamMmeTiB. PYHKUIOHYBaHHA My3elo Ta 3a/lyd4eHHH
10 NOTO AIANBHOCTI paxiBLiB My3eWHOT cnpaBn 3 40CBIAOM CTBOPEHHA MYy3eW-
HUX eKCNOo3nLiN i BACTABOK Ta pob0TK 3 MYy3eNMHUMU pOHOaMMN 3aKnagano
OCHOBM noaanbuwoi MDKMY3enHOT cniBnpali, 3o0KkpemMa B HaCTUHI MDDXKMY3ENHO-
ro obmMiHy ekcnoHaTamMmuy BopraHi3auii TMM4YacoBUX BUCTaBOK.

2006 poky MuncTteubKnunm apceHasn 3anpocusB A0 cniBnpaui BigOMOro aBCTPINCbKOIO
My3e€e3HaBUSA, AOKTOPa HayK [litepa borHepa (Dieter Bogner), SKun He nuile
BUKnagas y BineHCbKOMY YHIBEPCUTETI, a U CTBOPUB Ha TOW Yyac My3eO0/10TiYHi
KOHUenuii Ta naHyBaHHA HU3KKU My3eiB, My3eMHO-MUCTELUbKUX KOMMJIEKCIB |
MUCTEeUbKUX ranepen (cepen HUX I BICTOPUUYHNX ByaiBnax) B ABCTplii, Himeu-
4yuHi, WBenuapii, CLUA. BinibWicTb NPOEKTIB 3a MOro yyacTi 6ys0 ycniwHO pe-
anizopaHo, 30kpema, Bigkpntnunm y 2006 poui My3eMHO-MUCTELUBKUN KOMIMMEKC
«MuseumsQuartier» y BigHI 13 BKNHOYEHHAM ICTOPUYHOT naM'aTKn XV III cT.
[licna KiNbKOX BI3UTIB A0 YKpaiHu, BUMBUYEeHHA oyaiBni Ctaporo apceHany rta
npunernoi TepuTopii BKAKYHO 3 KueBo-lleyepcbKo NaBpPol, a TAK0OX 03-
HaoOM/IEHHA 3 eKcno3nuiamu 6inbwocTi my3eiB Kuesa, [litep borHep noyas
npauyrBaTn Hag My3eo/IOTIYHOK KOoHUenulieto MucteubKoro apceHany. 3po-
3yMINI0, WO MK My3ee3HaBUEM ICNIBPOOITHMKaM My3eto 6yno HanaroaXXeHo
cucTemMaTtuyHy KOMYHIKauito A1 o6roBopeHHA Ta 3'dcyBaHHSA WMPOKOro Kona
NMUTaHb My3e€e3HaBYOro, ICTOPUYHOIO, MUCTELTBO3HABYOIO Ta KyNbTYypPO0-
rNYHOro xapakTepy, a TakoXX npuknagie pesitanidayii icCTOpUYHUX byaiBenib B
IHWMX KpaiHax Ta BUKOPUCTaHHA CyYaCHUX MeTOoAIB I TEXHOMOTIN Y NPUCTO-
cyBaHHI CTaporo apceHany Ao BUKOHAHHSA PYHKLIN MY3eMHO-MUCTELbKOTO
npocTtopy. NMpoTe HanBaXNUBIWNM 6yn0 Te, WO MK cniBpoOIiTHUKaMn My3ero
Ta [litTepom borHepom BigobyBaBCcA MOCTIMHUWN OOMIH AYMKaMW LLOAO BCIX
netanen MysenHoro nnaHyBaHHA B 6yaiBni Ctaporo apceHany — Bif BXIAHOI
30HU ANd NPpUNMaHHA MY3eNHUX 00'EKTIB A0 NOTIKM PO3MILLEHHA CaAMOCTIMHUX
MY3EeMHUX eKCNOo3NLLIN Ta BCIEi HEOOXIAHOT IHPPACTYKTYPU CyyaCHOro my3en-
HOro KOMMJ/EKcCy.

Bnpoaosx 2007-2008 pokiB My3en HeolHOPa30BO opraHi3oByBaB 3ycTpidi litepa
borHepa 3 odinbHUKaMu Ta npeacTaBHUKaMM My3eiB Knesa 1a IHWKUX MICT,
HayKoBUAMMN — yneHamMn HaykoBoOil paan npu Mysei. Ha umx 3yctpidyax Bigoy-
Bajiacd npe3eHTaLlia Ta 06roBopeHHa po3po6/1eHOT HUM MY3€e0/10TI4YHOT KOH-
uenuii igogaBaHHA 00 HEl NMPONO3nNLLIN MYy3eMHUKIB | HayKOBLIB. MOCTYNnOBO
Ll 3yCTpIYl NPpUBENIN 00 KOHCTPYKTMBHOTIO Alanory Ta cnisnpaul Mk Muc-
TeubKnUM apceHanom Ta [litTepom borHepom, 3 0AHOro 60Ky, Ta YKpalHCbKNMWU
My3eMHUKaMW, 3 IHWOro 60Ky. Y pe3ynbTtaTi po3pobsieHi Aitepom borHepom
y cnienpaui 3 Myseem «My3enHa KoHuenuid KynbTypPHO-MUCTELLKOTIO Ta MYy-
3eMHOTro Komnaekcy "MucteubkKnin apceHan"» ta «l[pocTopoBO-PYHKLUIOHASb-
Ha nporpama BUKOpUCTaHHA 6yaienl Ctaporo apceHany»[5] 3 ypaxyBaHHAM
Npono3unuin | peKoMeHgaluin yKpaiHCbKOT MYy3eWMHOT CNiNIbHOTU BYy/N CXBaneHi
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Ha CMNiNIbHIW 3yCTPIYI NpeacTaBHUKIB HU3KN MY3€eiB, UY/ieHIB Paaun 31 CTBOPEHHSA
HKMMK «Mucteubknm apceHan» npu MIHICTEPCTBI KYy/bTYpWU Ta CNIBPOGITHU-
KIB MIHICTEepCcTBa Ky/NnbTypu.

3rigHo 3 Uie0 KOoHLUenuito, B byaisni Ctaporo apceHany naowet noHan 50 Tucay m. Ks.
NPOMNOHYyBasiocAa: no-nepuwe, KNIBCbKUM My3edaM, AKI Manu npob6siemu 3 Npu-
MilLEHHAMW Ta BUABUAN Ba)kaHHA, nobyayBaTn CBOT NOCTINHI eKCcno3uuii 3
noganbWwWmm ynpaBniHHAM 1006C1YyroByBaHHAM 1X, No-Apyre, CTBOPUTU KislbKa
BUCTABKOBWUX NMPOCTOPIB A/19 opraHi3dauii TMuMyacoBuUx MDKMYy3eWHUX yKpa-
[HCbKNX 13apyoiKHUX BUCTaBOK. KpiMm TOoro, y cnienpaui 3 HayloHalbHUM
HayKOBO-AOCMAIAHUM pecTaBpauiMHUM LEeHTPOM YKpaiHu, KU notepnas Bif
bpaky pecTtaBpaLuinHO-1abopaToOpHMX NNOL, 6YN0 PO3pP06/1eHO PYHKLIOHANb-
HY nporpamy po3miweHHA LleHTpy TakoX y 6yaieni Ctaporo apceHany. Take
CYCIACTBO Mig OAHUM AaxXOM MY3eWHWUX 3aknafiB i TONTIOBHOrTo pecrtaBpaLlinHo-
o UEHTPY KpaiHM 3 NPpoAyMaHO NIOTICTUYHOK CUCTEMOK BCiMa CTOpOHaMu

cnpunumanocs NO3UTUBHO.

OTXe, cTBOpeHa [litTepom borHepom y cniBnpauil 3 My3eem mMy3eosioriyHa KoHuUenuis
MncTeyubKOro apceHany nponoHyBasia He BUNYYEHHSA OKpPeMNX NpeaMeTIB 4K
KOMeKuUin 3 poHAaiB My3eiB I HAYKOBUX IHCTUTYLIN, a PO3MILLEHHSA MYy3€eiB Ta
CNopigHEHUX IHCTUTYLIN B 6yaiBni ApceHany 6e3 BTpaTu IXHbLOTO IOPUANYHO-
ro ctatycy Ta Kosekuin, i3 WUPOKUM npeactaBeHHAM IXHIX POHAIB Y HAMMW
X CTBOPEHUX eKCNOo3nLUifaX, a TaKOX i3 MOX/NUBICTIO NoKa3ly My3eMHUX POHAO0-
BUX 30IPOK Ny BIiAKPpNUTOMY oopmaTi, TOOTO «BIAKPUTUX POHAIB». KpimM TOro,
6yno nepenbavyeHo cneuianbHO obawToBaHI NaoWi NS opraHilauii nekuin,
OANCKYCIN, MY3eWHUX TPEHIHTIB, KOHUepPTHO-TeaTpasizoBaHUxX noain aons cninb-
HOro BUKOpPUCTaHHA. Mi>DKMYy3eWHI BUCTaBKOBI NPOEKTU, 30KpemMa 3 METOH
nokKasy B CTO/MINLI CcKapbIiB I3 perioHasibHNX yKpalHCbKUX My3eiB, NnaHyBa/0cH

3AINCHIOBATK Ha Ki/IbKOX MangaHuynKax.

[Ona noganblioro po3BUTKY cnisnpaui 3 myseamm y 2009 poui My3en iHiyitoBaB
nignucaHHAa yrog Mk Mucteubknm apceHasiom Ta HayloHanbHUM MY3€eEM
YKpaiHCbKOro HapoAHOro oekopaTtTuBHOIro mucrteytsa | My3eem TeaTpasibHO-
ro, My3anMyHoOro Ta KiHomucTeuTBa YKpaiHM Npo CTBOPEHHSA HUMU KOHLIENLIN
| TEMATUYHOT CTPYKTYPU IXHIX €eKCNo3unuyin Ha cniJibHO BU3HAYeHUX nsouiax
oyaiBni Ctaporo apceHany, 3 AKMX Nepwmnn 3ragaHum My3en Taky KOHUEnLUito
CTBOpPUB. AHanoriyHa nponos3uyia ao Anpekull XyaoXHIX BUCTAaBOK YKpaiHu,
fka 36epirae y cBoix poHAgax oAHY 3 HAWLIHHIWNX KOMEKUIN YKPATHCbKOTO
006pa3oTBOPUOro MMUCTeUTBa APYrol NooBUHKU XX CT. B YKpaiHi n BogHO4Yac He
ONOCTYNMHY ANA ornaay yepes BIACYTHICTb BUCTAaBKOBUX NpUMIlLEeHb, He Byna
NPUUHATA UMM 3aK1aaoM.

OckKinbkn npotarom 2005-2008 pokiB ApXITEKTYPHO-apxeosioriyHa ekcneguuis
IHCTUTYTY apxeonorii HauloHanbHOI akagemii Hayk YKpaiHn npoBoaunna B
Kopnyci CTaporo apceHany, Moro BHyTpIiWHbOMY NoABIp'i Ta HA NPUNETrNNX Ai-
NAHKaxX nepuwi B ICTOPIi LIel TEPUTOPIT apXxeonoriyHi po3KONKW, BapTo 3ragaTtu
Npo cniBnpawuo MK cniBpoObIiTHUKamMmM My3elo Ta apxeosioramun. Big noyaTky
apXeonoriYHMX po3KONOK ekcneaunuii 6yno HagaHo NPUMILLEHHA B CYCIAHIX I3
Kopnycom ApceHany rocnogapcbkux oyaisnax, ge sdoepirannca ta onpaubo-

[5] TekcTn «My3enHOi KOHUenuii KynbTYypHO-MUCTELUbKOIO Ta MYy3eMNHOTO
Komnnekcy "Mucteubknn apceHan"» ta «l[1pocTopoBO-PYHKLIOHATbHOI
nporpamMmm BUMKopuctaHHsa o6yaisni Ctaporo apceHany» HiMeLUbKOK MOBOI Ta
y nepeknaji Ha ykpalHCbKYy MOBY aBTOPKOI cTaTTi 36epiratoTbca BIii apXiBi.



ByBa/inca apXxeosiorivyHi maTtepianu.
3Haluun «aoapceHasibHy» ICTOPItO LIET TEPUTOPIT, HA AKIM YyNPOAOBX NOHaA CTOMITTH
(OYHKUIOHYBaB OAWH 3 HAWBIAOMILWNX AIBOYNX MOHACTUPIB YKpalHN, MU OUi-
KyBajin, WO nonpu noganblly minitapHy 3abyaoBy 3emna 36epersa Xo4 AKicb
CBIAYEHHA 3HULEeHOro AyXoBHOro ueHTpy. CboroaHi, nicna 16 pokiB MOTO
NepLWOro 03HaMOM/IEHHA 3 MIAHATUMMN 3 TPYHTY apXeosnoriYHUMMKU maTtepiana-
MU, A YITKO Npuragyro NnpuronomMmuinBe BpaKeHHsa, AKe crnpaBuIn Ha MeHe
NecAaATKW cTenaxiB, CTONIB, AWWUKIB, 3aNOBHEHUX PIBHOMAHITHUMU apXxeono-
rMYHMUMMN 3HaxXigKaMmun, 3Ha4YHa YacTuUHa AKUX Lle Oo4diKyBasia CBOro NepBUHHOTIO
onpaurBaHHA. 3akapbyBaBcsa y nam'aTi ctTapun cend, akum, mabyTtb, ynepue
3a CBIN NMoHaa CTOJITHIN BIK 06epiraB He BINCbKOBI AOKYMEHTU, a CNpaBXXHI
ckapou, cepepn AKkux ocob6nmBo Bpasuaum waxosi pirypu X\/-X\4A cT.
[Mpo uikaBi 3HaxiakKu cniBpobITHUKKM My3etl Ai3HaBanuca He nuue 3 nyb6ikauin ydac-
HUKIB ApXITEKTYPHO-apXeo/sioridyHoi ekcneaunuii[6], B AKNX onpunaHOBa-
NnNca pe3ynbTaT apXxeonoriYHMX AOCMiaXXeHb, a 1 nig yac 6e3nocepeaHbLOro
CNiNIKyBaHHA 3 apxeosioraMmu, Kl 3axonjiloBann CBOIM eHTy3la3MOM | BiaaaHI-
CTIO oO6paHin npodecii.
Ocob6nuBo Tpeba 3ragatn 3acTynHMkKa ampektopa IHCTUTYTY apxeonorii ni6a IBaki-
Ha (1947-2018), 9K KepyBaB | BCINAKO OMikyBaBCcA po3Konkamum B Mucrteub-
KOMY apceHasi i HeoAHOPa30BO 6paB yyacTb Y pOoO0OUUX 3ycTpivax i3 My3emn-
HUKaMn Ta B OOFOBOPEHHAX NMUTaHb 3MICTOBOI HAaNMOBHEHOCTI MUCTeUbKOTO
apceHany i Hacamnepea npobnem my3eedikalli apxeonoriYyHNMX martepianis.
KpiMm TOro, BYeHUN NigTpumyBaB pakKT CTBOPEHHSA MY3eWHOro niagpo3ainy npwu
MuncteubKoMYy apceHasi Ta npono3unuii Noro cniBpoo6ITHUKIB LWO0A0 MaKCu-
Ma/ilbHO LUMPOKOIro eKCNoOHYBaHHA BUABJ/IEHUX apXeonoridYHnux maTtepianis
Yy ManbyTHIN NOCTINHIN eKcno3uuil B MncteubkKomy apceHani, NpucBa4YeHIn
ICTOpIi BO3HecCeHCbKOro moHactup4d, oyaiBHuuTBy KniBcbKoi popTeli Ta
CNOPYAXXEHHI | PYHKUIOHYBaHHIO CTaporo apceHany camMe B MOro aBTEHTUY-
HUX NigBanbHUX NpuMilleHHAX. ba 6inbuwe, MNi6 IBakKiH BBa)XaB, WO, OCKITbKW
aHanoriB Takol YHIKa/nbHOT 3a KIJIbKICHUMU | AKICHUMW napamMeTpamMu Ta Uinic-
HOT apXeOoNnoriyHoi Konekuii HeMae BXXOAHOMY MYy3eMHOMY 4/ aKageMiYyHOMY
3aknapgi YKpaiHu, To A0UIIbHO CTBOPUTN B MUCTEeUbKOMY apceHasni OKpemMunmn
My3eun ana it gaocnigXXeHHa N eKCnoHyBaHHA [7].
Bnepwe noHag 100 apxeonoriyHMx npeamMeTiB, BUABMTIEHUX Y pe3ynbTaTl PO3KOMOK
Ctaporo apceHany, 3oKkpema pPi3HOMaHITHUW KepaMidYHUN | CKNSAHUW nocya,
NIYHI Kax/l, ABOOIYHI IKOHKW, HaTI/IbHI XPEeCTUKKU, BXXe 3ragyBaHi 4yoTupu
laxoBI KICTAHI qpIirypu, fpparMeHTM 30/10TOTKAHOTO WNTBA Ta 30/10TUX HUTOK,
IHOAUBIAYanbHI NPUKpacu, NnobyToBl meTaneBi BUPOOWU, IHCTPYMEHTU TOLLO,
6yno npeacTtaB/eHO ANdA Orndny B OKPeMOMY pPOo34iaii HAa BENTUKIN MIDKMY-
3eMHIN BucTaBUl Yy MUCTeUubKOMY apceHani y cepnHi-sepecHi 2009 poky nia
Ha3BO «Me Pro”™ ncii6. Bixu yKpaiHCbKOT nnactukm». Toro x 2009 poky Mysen
IHILIlOBaB 3BePHEHHA Mucteubkoro apceHany oo IHcTuTtyTty apxeonorili HAH
YKpaiHu 3 NpoxXaHHAM MoeTarnHoro nepegaBaHHAa Ha NOCTiINHE 30epiraHHA
mMmaTepiasiiB apXeonoriYyHmMx po3KOnok, 3AiINCHEHUX HAa NOro TepuUTopii. 3roaom
Len npouec po3noyaBcs, I CbOroAHI Ui MmaTtepiann He nnwe 36epirartdTbCcsa B
MuncteubKomMy apceHani, a n gasai BUBYalOTbCSH, peCcTaBpyTbCA Ta BBOAATLCSH
10 HAYKOBOTO 006Iry.
BuctaBka «Pe Proriincii6. BiXM YyKpailHCbKOT NaacTUukKuU» 6yna nepLio BUCTaBKOK B
MuncteubkKomMy apceHani, y ki B3a1u ydyactb 15 My3eMHUX i HAYKOBUX IHCTU-
TYUIN I3 PI3BHUX MICT YKpaiHM Ta TPOE NMPUBaTHUX KONEKLUIOHepPIB. BiaKpUTTA



BUCTaBKM A0 [AHA He3aneXHoCTI YKpaiHu y 2009 poui BogHOMY 3 Kpua 6yaiBl
Ctaporo apceHany mano pagilie noaiTUYHUA XapaKTep AN1d NokKa3ly macwTa-
6iB I3HAYEHH4 IHILINOBAHOIo NPe3naeHTOM YKpaiHu NPOEKTY. Ha BiAKPUTTI
Oy NPUCYTHI OYiSIbHUKW BCIX TIJIOK AepXXaBHOT Bnaan, noniTuku, my3sen-

HUWA Ta akageMIYHUN ICTeBNIWMEHT, MUTUI Ta AiSYi KYAbTYPWU, XXYPHaICTH.
BucTtaBka BUK/ANKaNa BE/IMKUN IHTepecy rpomMaaicbKOCTI 1Ti yNpoaoBX MicAUA
BiaBigann 6n1m3bko 200 000 BigBiayBayiB. Ta HanBa)Xknueiwe, WO CNIBPOOGITHU-
Kn My3eto BUKoHanm 6e3 nepebinblleHHa 6e3npeueneHTHY pob0Ty 3 KOOP-
aAnHauii, npunmaHHsa, NnobyaoBu, eKCKYpPCIMHOIo o6¢cnyroByBaHHs, 30epeXXeH-
HA Ta WOAEHHOIro KOHTPOMI 3a cTaHOM 339 HapaHUX eKcnoHaTIB (3Ha4yHa
yacTuHa AKUX € yHiKanbHot0!8]) B 6byaisni Ctaporo apceHany, y a4Koi none-
peay we oOBrMn WNAxX pecrtaBpauii Ta NpucTtocyBaHHSA A0 noTpebd cyyacHOro
MY3€WHOIro NPUMILLEHHSA.

CbOroZiHi MPUEMHO yCBIAOMOBATU, WO NpUHaAWMHI ABI ioei, AKi 4iITKO apTUKy/Bana
KoMmaHaa Mucteubkoro apceHany B 2006-2010 pokax woa0 PO3BUTKY MY3eW-
HOro niapo3aniny, SKUMN PopmMye POHAOBY KOMEKLID, Ta CTBOPEHHSA B MuUcrteub-
KOMY apceHasii MangaHuymka MbKMy3eWHOT cniBnpaLi Ta KOMyHikKauii, oynn n
3anuwarnTbca (pasoMm I3 UiKkaBUMN Ta CMIIMUBUMU MPOeKTamMu) NPiopUTEeTHUMMU
B PO36yA0BI IHCTUTYLLIT.

BinTBOpOOUM B NnaM'aTi BCHO CyB'A3b NofAin, ocid, BUKANKIB Nepiony HapoaXKeHHH
MncTteubKoro apceHany, BeaXxar CBOIM NMPUEMHUM 060B'A3KOM NOoAAKYBaTU
Koneram, 13 AKMMKU mMana 4vyecTb | pagicTe npautoBaTt B 2008-2010 pokax, a
came, 3HaAHUM KUIBCbKUM MYy3enHuusam BikTopil Bennuko, Onb3i Apyr, Napu-
ci lnbsacoBin, Onb3i MenbHUK Ta Bipi MaBfoBin, 3aBAAKN 3HAHHAM, O0OCBIAY,
BiAMOBIiAa/IbHOCTI Ta HE6aMAYXOCTI AKUX My3en y HENPOCTUX YMOBax cTa-
HOB/MIEHHA BUSABUBCS XXUTTECTIMKMM 13a6e3neunB epeKTUBHY KOOpAUHALLI
MIDKMY3EeMHNX BUCTABKOBUX MPOEKTIB B HACTYNHOMY nepioai po36yaoBu
MuncteyubKoro apceHany.

[6] Pe3ynbTaTtn apxeonoriyHux gocnigXeHb yd4aCcHUKIB ApXITEKTYPHO-
apxeonoriyHol ekcnegunuii Ha TepuUTopii «kMuUCTeUubKOro apceHany» ony61iko-
BaHO y 2007-2010 pp. y HM3UI cTaTen aBTopcTBa B. banakiHa, B. bapaHoBa,

. IBakiHa, O. Kos3ak, . Ko3syboscbkoro, O. OHoran, E. lMMo4ynHok, A. Yeka-
HOBCbKOTO, JI. YMinb, 30KpemMa, B TakKMX paxoBuUX BUaaHHAX, K JlaBpCbKUN
anbMaHax, Bunyck 17 ta cneuBunyckK 8, «ApXeo/iorivyHI BIAKPUTTA B YKpaiHI
2006-2007 pokax.», «ApXeonioriyHi gocnigXXeHHAa B YKpaiHi 2008 p.» Ta IH.
Oune., 3o0kpema: IBakiH I. HO., banakiH B.L Po3konku Ha TepuTopil Ctaporo
KUiBCbKOro ApceHany 2005-2007 pokiB//1aBpCbKUW afibMaHax, cCneuBuUnyck
8. Meyvepcbka popTeusa Ta Kniscbknumm ApceHan: HOBI AOCIAXEHHA. —

K.: HauioHanbHUN KneBo-leuepCbKUN ICTOPUKO-KYNbTYPHNN 3aN0BiAHUK,
2008. — C. 9-23; I. 1O. IBakiH, C. A. banakiH, B. I. bapaHoB, O. B. OHorga. Apxi-
TEeKTYPHO-apxeonoriyHi gocnigeHHa y niasani kopnycy Ctaporo ApceHany
Ta HaBKO/10 HbOro // ApxeonorivyHi BigkpuTTa B YKpaiHi 2006-2007 pp. —
K:lHcTUTyT apxeonorii HAH YkpaiHu, 2007. — C. 115-118; I'. KO. IBaKiH,

B. l. bapaHoB, O. B. OHorga. ApXiTeKTYPHO-apXeoNnoriyHi AoCNigXXeHHA Ha
TepuTopii Ctaporo Kniscbkoro ApceHany // ApxeoiorivyHi 4OCNIiAXeHHSA B
YKkpaiHi 2008 p. — K:: IHcTuTyT apxeonorii HAH Ykpainn, 2009. — C. 84-87.

[7] IBakiH I. 1., banakiH C. A. Po3konun Ha Teputopii Ctaporo Kniecbkoro
ApceHany 2005-2007 pokiB // laBpcbkun anbmaHax. Cneusunyck 8. lNMeuvep-
cbkKa popTeus Ta KniBcbknm ApceHan: HOBiI aocnigXeHHda. — K.: HauioHanb-
HUM KneBo-lMNeuepCcbKUN ICTOPUKO-KYNbTYPHUIN 3anoBigHunk, 2008. — C. 22.

[8] AmB.: De Profundis. Bixu ykpaiHcbKOI nnactuku. Katanor. — Kuis, 2009.
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01,05,06
PeKOHCTpYKUIA OyAaiBlI
Ctaporo apceHany. 2008

02,03,04
Ekcno3nuyia «De Profundis»
Mucteubknm apceHan. 2009
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[lpe3ngeHT YKpalHn BIKTOP
HOweHko B MwucTteubkKoMmy
apceHani. 2008

01,05,06
Building renovation of
the Old Arsenal. 2008

02,03,04
Exhibition "De profundis
Mystetskyil Arsenal. 2009

07

President of Ukraine
Viktor Yushchenko In the
Mystetskyi Arsenal. 2008



The Mystetskyl Arsenal National Cultural, Art and Museum Complex is among the
most significant and substantial developments in Ukraine's cultural sector
since the declaration of the country's independence Iin 1991, rivalled by only
a handful of other initiatives like the National Museum of the Holodomor
Genocide. Institutions, especially of such scale and social significance as
Mystetskyi Arsenal, should compile their own written and documented history
not only in the form of official documents [x] and reports, but also publications
In various other genres: accounts of their creation analyzed in the context of
the cultural policies of the state, critical reflections on specific areas of their
activities and projects, journalistic coverage of their creative initiatives, as well
as booklets and catalogues of their exhibitions and holdings. With the passing
of time since the creation of Mystetskyi Arsenal, the need to provide a record
of past events, keep tally of facts, achievements, to reflect on its challenges,
and controversies has become ever more urgent. Doing so may help us draw
lessons and move forward with more confidence. It would be a much welcome
Initiative to create a catalog of the holdings of Mystetskyi Arsenal.

The Initiative to establish a multi-functional cultural and artistic center to present
where Ukrainian history and culture could be showcased came from
then-President Viktor Yushchenko in 2005, and as it enjoyed his support
throughout the presidential term.This meant that Mystetskyi Arsenal was
carefully scrutinized by professionals, the media and the public alike. If
most of the politicians, state officials, and businessmen approached their
Involvement in cultural sphere through their respective agendas, for museum
workers, artists, and engaged cultural figures it was the conceptual vision of
the institution that remained decisive. How would we best approach the task
of designing a new museum and art institution of national significance on a
10 hectare territory of a former military facility? [2] The concept of Mystetskyi
Arsenal was developed in 2006 by a dedicated working group headed by the
Deputy Prime Minister for Humanitarian Affairs. It was not presented to and
discussed with professional stakeholders publicly, which caused great con-
cern, especially among museum professionals in Kyiv.To make things worse,
officials from the presidential administration publicly stated that materia
from the collections of existing museums and academic institutions coulc
become the foundation of Mystetskyil Arsenal's collection.These proposals
prompted hostility towards the recently announced project among the majori-
ty In the sector, who could have otherwise facilitated the establishment of the
new museum centre.

Many museum workers, primarily from Kyiv, were convinced that Mystetskyi Ar-
senal should become a venue centre for temporary exhibitions, featuring
items loaned by Ukrainian and foreign museums.This collective position was

[1] The legal foundations for the implementation of the project were laid
and developed, in particular, in official documents like the Decree of the
Cabinet of Ministers of Ukraine No. 49-p dated March 3, 2005 "On Founding
the Art and Culture Museum Complex "Mystetskyi Arsenal”, the Decree of
the President of Ukraine No. 415/2006 dated May 22, 2006 "The Question of
the Founding the Art and Culture Museum Complex "Mystetskyi Arsenal”,
and the Decree of the President of Ukraine No. 94/2010 dated February 3,
2010 "On Granting National Status to the Cultural, Art and Museum Complex
Mystetskyi Arsenal”.

[2] See: Hrytsenko O. A. Prezydenty | pamiat. Polityka pamiati prezydentiv

Ukraiiny (1994-2014): pidgruntia, poslannia, realizatsiia, rezultaty.—Kyiv,
2017.—S. 469-488.
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expressed by Serhii Krolevets, general director of the Kyiv-Pechersk National
Historical and Cultural Reserve, home to several museums to this day. In his
Introduction to the latest issue of the specialist publication Lavrskyl Almanac,
Krolevets emphasised that the conceptual basis of Mystetskyi Arsenal should
be "not the forced unification, merger, or absorption of other museums and
the transfer of their collections, to create a newly formed mega-museum.
Rather, they should consciously refuse any claim of permanent ownership of
cultural property, instead using items loaned voluntarily in their exhibitions." [3]

The anxiety expressed by museum professionals was rooted in historical precedents.

After all, they remembered or at least were well aware of the numerous
decisions of the Soviet government that had destroyed museums or removed
and relocated not only certain, often uniquely valuable objects, but also entire
collections, compromising the historic integrity of thematic or personal collec-
tions In the process. In addition, museum workers had witnessed the recent
struggle for the preservation of the Kyiv City History Museum in 2003-2004,
some had even participated in it Klovskyi Palace, the former premises of the
Museum, was transferred to the Supreme Court of Ukraine by the Cabinet of
Ministers (Decree No. 506,11.08.2003). As a result, one of the most interesting
exhibitions of the time was destroyed, the museum collection was transport-
ed to the premises of the Ukrainian House, and the staff that had hoped to
defend the museum grew demoralised. It is worth noting that this municipal
museum still has no home that would correspond to its status and signifi-
cance.

With substantial experience of scientific research work, among others in Austria,

the Czech Republic, Germany, Israel, and Japan, and having worked for ten
years in various areas in the Lviv Museum of the History of Religion, | felt
well equipped to apply my knowledge and skills in the development of Mys-
tetskyi Arsenal in autumn 2006. This was a time when museum workers and
journalists, who, not receiving clear answers to their questions, watched the
construction and restoration works on the territory of the Old Arsenal warlly,
If not with suspicion. When | started this new job, the organisation employ-
Ing me was a public enterprise under the name Mystetskyil Arsenal Art and
Culture Museum Complex. It was established by the Ministry of Culture. First
| organised a research department for the strategic development of museum
work. After six months, this was reorganised into the Museum. This carries a

complex mandate with separate sub-units for research and education work
within the Arsenal. [4]

The main goal of the museum was to develop Mystetskyi Arsenal's museum collec-

tion. Besides, we created a platform for inter-museum cooperation, to facili-
tate the development and implementation of the institutional strategy and
work on future exhibitions and art projects in Mystetskyi Arsenal.The Museum
has separate departments for the collection and management of museum
funds, the development of museum affairs, as well as a library. At the start,
we set up the appropriate protocols for acquisition and management: general
regulations, protocols for the temporary or permanent acquisition of objects,
standards for documenting the meetings of the acquisition committee, book-
keeping, etc. This was when the foundations of our own collection were laid,
and the museum staff assembled, researched, and processed these materials
In accordance with the newly established regulatory standards. These first
materials were mostly acquired in the process of the building and reconstruc-




tion work underway on the territory of the Arsenal and the surrounding area.
Thus, the museum staff systematically discovered, researched, and museified
the building elements. For example, door fragments with carved dates, wood-
en decorative elements of windows, bricks with manufacturers' marks, and
wrought metal objects dating from the beginning of the construction of the
Old Arsenal were among these objects. In addition, locals began to send gifts
to the museum: folk clothing items and other original works of art.

The years 2008-2010 were particularly successful in replenishing the Museum's col-
lection. For instance, the Museum was gifted 12 works of the Ukrainian-Ameri-
can artist Yurii Solovii (1924-2007) by writer and literary critic Bohdan Boichuk
(1927-2017). An important milestone in the formation of the Museum's collec-
tion was the gift of the well-known Kyiv local historian, art critic, and architec-
tural historian Dmytro Malakov (1937-2019), who gave us 39 graphic works of
his brother, the renowned graphic artist F(eorhiy Malakov (1928-1979), whose
works had been already purchased by many museums in Ukraine and inter-
nationally.

In the formation of the funds, the Museum cooperated with the state body regulat-
Ing the cross-border transfer of cultural property, with the Customs Service,
and the Security Service of Ukraine (SBU).These organisations handed over
confiscated objects intercepted during attempts of cross-border smuggling.
In particular, the museum received a collection of 678 ancient Roman coins of
the 2nd to 4th centuries AD, and later an additional 200 coins, Iincluding 23 of
12th century Chinese origin, 146 coins from the Russian Empire, dated from
the 17th-19th centuries, 14 German coins from the 1920-1940s, and 17 coins
of the 1920s USSR. The collection of 87 archaeological objects are valuable
In terms of their age and origin, but difficult for scientific analysis. These are
from the 4-9th centuries AD from the Crimean Peninsula and the Northern
Black Sea region, confiscated by the State Customs Service of Ukraine (Crime-
an Customs) in the summer of 2010. It should be noted that the Museum did
more than accepting these objects for permanent storage: staff in the depart-
ments for research and the development of museum affairs, and their col-
leagues involved in collection management roles carried out comprehensive
museification work, including research, attribution, valuation, digital catalogu-
ing, producing unified object entry forms, etc.

In addition, the museum has started restoration work on objects that entered the
collection damaged or badly maintained.The museum relied on the expertise
of colleagues in the National Centre for Restoration and Research, requesting
restoration work on 179 Roman coins, as well as X-ray analysis of 19th century
icons to support research and more accurate attribution.

In addition to the aforementioned architectural fragments of the Arsenal complex,
paintings, graphics, and numismatic collections, the museum's collection was
also replenished with objects of folk and decorative applied art, weapons, and
household items of the 19th and early 20th centuries. The library collection

[3] Krolevets S. P. Vstupne slovo // Lavrskyi almanakh. Spetsvypusk 8.
Pecherska fortetsia ta Kyivskyi Arsenal: novi doslidzhennia. — Kyiv:
Natsionalnyi Kyievo-Pecherskyi istoryko-kulturnyi zapovidnyk, 2008. — S. 7.

[4] The museum was founded by the Order of the Public Enterprise
"Art and Culture Museum Complex "Mystetskyi Arsenal™ No. 20 of February
26, 2007 "On founding the structural unit "The Museum™.
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was expanded by art alboums and catalogues of Western European museums
and collections, most of which were not available Iin other Ukrainian libraries.
Hence, the collection was built with a multidisciplinary mindset from the start,
and the Museum set out to arrange the premises accordingly, developing a
collection space appropriate for the preservation of various types of objects.
The Museum works with professionals who have substantial experience Iin the
sector, creating exhibitions and working with collections, supporting inter-
museum cooperation. In particular, we have often lended and borrowed
exhibits for temporary exhibitions.

In 2006, Mystetskyi Arsenal invited Dieter Bogner, an accomplished Austrian muse-
um professional, besides teaching at the University of Vienna, also wrote insti-
tutional strategy and plans for a number of museums, atristic complexes, and
art galleries (among them In historical buildings) Iin Austria, Germany, Switzer-
land, and the USA. Most of his projects were success stories, in particular, the
museum and art complex MuseumsQuartier in Vienna, opened in 2006, where
an 18th century historical monument was incorporated in the contemporary
premises. After several visits to Ukraine, studying the building of the Old Ar-
senal and the surrounding area, including the Kyiv-Pechersk Lavra, as well as
getting acquainted with the exhibits of most museums in Kyiv, Bogner began
working on the concept of Mystetskyi Arsenal. He maintained close communi-
cation with the Museum staff at Mystetskyi Arsenal, discussing and clarifing a
wide range of questions concerning museology, historyl, art history, and cul-
ture. Another area of exploration was the revitalization of historical buildings,
discussed through international case studies, to establish the appropriate
use of contemporary methods and technologies in the adaptation of the Old
Arsenal into a functional museum and art space. However, the most import-
ant aspect of this close collaboration was the constant exchange of ideas
between the museum staff and Dieter Bogner regarding every detail relevant
for the Museum Iin the Old Arsenal building. Everything was discussed from
the entrance area where objects would be received, to the logic of placing In-
dependent museum exhibits and all the necessary infrastructure of a modern
museum complex.

During 2007-2008, the Museum repeatedly organised meetings between Bogner and
museum staff, including directors in Kyiv and other cities, and members of
the museum's Scientific Council. At the meetings, the concept Bogner and
the museum workers developed jointly was presented and fine-tuned.The
result was a deepening cooperation between Bogner and Mystetskyi Arsenal
staff on the one hand, and Ukrainian museum workers on the other. The final
results were the jointly authored publication, The Museum Concept of the Art
and Culture Museum Complex "Mystetskyi Arsenal” and the Functional Pro-
gram for the Use of the Old Arsenal Building. [5] These took into account the
proposals and recommendations formulated by the Ukrainian museum com-
munity. Both were approved at ajoint meeting of representatives of various
museums, members of the Council for the Creation of the NACMC "Mystetskyi
Arsenal”, and Ministry staff.

Following the drawn up plans, a territory of more than 50 000 m2was designated for
diverse purposes. Firstly, Kyiv-based museums that had experienced prob-
lems with the lack of premises and had expressed a desire to establish per-
manent exhibitions, where the management and maintenance would still be
retained by them, were offered this space. Secondly, several exhibition spaces




were created for temporary exhibitions, where Ukrainian and international
organisations could cooperate. In addition, a functional program was devel-
oped In the Old Arsenal building In cooperation with the National Restoration
Research Centre, which had suffered from a lack of space for restoration work
and laboratories. This proximity of museum institutions and the main resto-
ration centre of the country, being housed under the same roof, working with
a well-thought-out logistics system has been welcomed by all parties.

As such, the strategic concept of Mystetskyi Arsenal that Dieter Bogner created In
cooperation with the Museum rather than removing individual objects or par-
ticular collections from the funds of other museums and research institutions,
placed museums and connected institutions in the same location in the Ar-
senal building. This was done in a way that their legal status and the integrity
of their collections was preserved, allowing for the wide presentation of their
holdings In dedicated exhibitions, with the possibility of exhibiting materials
In an open format. In addition, dedicated areas have been created for talks,
discussions, museum training seminars, concerts or theatre events. There are
also areas where joint projects could be realised, such as exhibiting treasures
from regional Ukrainian museums in the capital.

In order to further develop cooperation with peer organisations, the Museum initi-
ated agreements between Mystetskyi Arsenal and the National Museum of
Ukrainian Folk Art and Decorative Art, and with the Museum of Theatre, Music
and Cinema of Ukraine in 2009.This led to the creation of plans for exhibitions
on jointly decided themes in the Old Arsenal complex. The National Museum
of Ukrainian Folk Art and Decorative Art has already produced such an exhi-
bition plan. A similar proposal was made to the Directorate of Art Exhibitions
of Ukraine, an institution that owns one of the most valuable collections of
Ukrainian fine art of the second half of the 20th century, but which Is closed
from viewers due to the lack of exhibition premises, was sadly rejected.

It Is Important to mention the cooperation between the Museum and archaeologists.
Between 2005 and 2008, the Division for Architectural and Archaeological
Expeditions of the Institute of Archeology of the National Academy of Sci-
ence conducted the first ever excavations in the territory of the Old Arsenal
complex, including its inner courtyard and the adjacent areas. Premises were
provided for the storage and initial processing of archaeological materials
from the start.This mostly meant outbuildings adjacent to the Arsenal.

Before the Old Arsenal, one of the most famous monasteries of Ukraine functioned
In this territory for over a century. As such, we expected that, despite subse-
guent military construction, at least some evidence of the destroyed spiritual
centre would be preserved. Today, 16 years after my first encounter with the
archaeological finds here, | still remember clearly how overjoyed | felt seeing
the dozens of racks, tables, and boxes filled with various archaeological finds,
a large part of which was still waiting for their initial processing. An old safe
IS etched In my memory, which, probably for the first time In its more than
a hundred years of age, protected treal treasures rather than military doc-
uments, among them especially impressive chess pieces of the 15th-16th

[5] The texts of the Museum Concept of the Art and Culture Museum Com-
plex "Mystetskyi Arsenal™ and the Spatial and Functional Program for the Use
of the Building of the Old Arsenal in German and translated into Ukrainian by
the author of the article are kept in her archive.
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centuries. Museum staff did not just encounter information about these finds
In the publications of the the division of Architectural and Archaeological EXx-
peditions [6], whereresults, but also during direct contact with archaeologists,
who amazed us with their enthusiasm and devotion.

The work of the deputy director of the Institute of Archeology Hlib Ivakin (1947-2018)
Is worth acknowledging here. Ivakin led and oversaw the excavations in Mys-
tetskyl Arsenal in every way, participated in meetings with museum staff and
contributed to discussions about the meaningful development of the collec-
tion of Mystetskyi Arsenal and, above all, the challenges of exhibiting archae-
ological materials in the Museum. In addition, he supported the creation of
a museum within Mystetskyi Arsenal, and the proposal of the staff to display
the broadest array of the excavated archaeological materials in the planned
permanent exhibition. This was to be dedicated to the history of the Vozne-
senskyl Monastery, the construction of the Kyiv Fortress and the building
and functioning of the Old Arsenal, especially in its authentically preserved
basements. Moreover, Hlib lvakin believed that since there are no analogs of
this material in any museum or academic institution of Ukraine, both In terms
of quantity and quality, as well as completeness, creating a separate museum
at Mystetskyi Arsenal for its research and exhibition would be beneficial.[7]

First a selection of over 100 newly excavated archaeological objects were exhibited
within a large collaborative exhibition at Mystetskyi Arsenal, "De Profundis.
Milestones of Ukrainian Plastics,” in August-September 2009.These included
ceramics and glassware, stove tiles, double-sided icons, body crosses, the
chess bone figures mentioned above, fragments of gold-woven sewing and
gold threads, jewellery, household metal items, tools, etc. In the same year,
2009, the Museum requested the gradual transfer of materials from these
excavations from the Museum and the Institute of Archaeology. This was
granted, and today these materials are not only stored in Mystetskyi Arsenal
but are studied, maintained, and placed into scientific circulation.

"De Profundis. Milestones of Ukrainian Plastics” was the first exhibition at Mystetskyi
Arsenal—15 museums and research institutions, and three private collectors
contributed from across Ukraine.The exhibition launched on Independence
Day In 2009 Iin one of the wings of the Old Arsenal building, with politically
charged vernissage that highlighted the scale and significance of the Presi-
dent's Initiative in supporting the creation of the complex. The opening was
attended by the heads of all branches of state power, politicians, museum
and academic institutions, artists and cultural figures, and journalists.The
exhibition was met with great interest from the public and was visited by
ca. 200,000 visitors within a month. But the most important milestone was
the contribution of the Museum's staff, which, without exaggeration, was an
unprecedented undertaking of the coordination, reception, display, excur-
sion service, preservation, and daily management of the condition of the 339
exhibits on show (a large part of which is unique [8]) in the building of the Old
Arsenal, which still had a long way to go before it was restored and adapted to
the needs of a modern museum space.

Today, It is nice to realise that at least two ideas that were clearly articulated by
Mystetskyi Arsenal team in 2006-2010 regarding the development of the
museum division that forms the foundation collection and the creation of a
platform for inter-museum cooperation and communication at Mystetskyi
Arsenal were and have constantly been prioritised In the development of the




Institution, with interesting and daring projects

Reproducing the entire course of events, actors, and the challenges of this initial
period of the building of Mystetskyi Arsenal, | am honoured to thank my col-
leagues with whom | had the pleasure and joy of collaborating in 2008-2010,
all of whom are well-known to the professional community in Kyiv: Viktoriia
Velychko, Olha Druh, Larysa lliasova, Olha Melnyk and Vira Pavlova.Thanks to
their knowledge, experience, responsibility and care the Mystetskyil Arsenal
National Cultural, Art and Museum Complex proved to be a success from the
challenging beginnings, and whose effective coordination of joint exhibition
projects shaped the subsequent development of Mystetskyi Arsenal.

[6] The results of archaeological research by the participants of the Archi-
tectural and Archaeological Expedition on the territory of Mystetskyi Arsenal
were published in 2007-2010 in a number of articles authored by V. Balakin,
V. Baranov, H. Ivakin, O. Kozak, H. Kozubovskyi, O. Onohda, E. Pochynok,

A. Chekanovskyi, and L. Chmil, in particular, in such specialist publications
as Lavrskyi Almanac. Issue 17 and Special Issue 8, Archaeological Discov-
eries in Ukraine 2006-2007, Archaeological Research in Ukraine 2008 etc.
See, In particular: Ivakin H. Yu., Balakin V. I. Rozkopky na terytorii Staroho
kyivskoho Arsenalu 2005-2007 rokiv// Lavrskyi almanakh, spetsvypusk 8.
Pecherska fortetsia ta Kyivskyi Arsenal: novi doslidzhennia. — K.: Natsio-
nalnyi Kyievo-Pecherskyi istoryko-kulturnyi zapovidnyk, 2008. — S. 9-23; H.
Yu. lvakin, S. A. Balakin, V. I. Baranov, O. V. Onohda. Arkhitekturno-arkheolo-
hichni doslidzhennia u pidvali korpusu Staroho Arsenalu ta navkolo noho //
Arkheolohichni vidkryttia v Ukraini 2006-2007 rr. — K.: Instytut arkheolohii
NAN Ukrainy, 2007. — S. 115-118; H. Yu. lvakin, V. I. Baranov, O. V. Onohda.
Arkhitektumo-arkheolohichni doslidzhennia na terytorii Staroho Kyivskoho
Arsenalu // Arkheolohichni doslidzhennia v Ukraini 2008 r. — K.: Instytut
arkheolohii NAN Ukrainy, 2009. — S. 84-87.

[7] Ivakin H. I., Balakin S. A. Rozkopy na terytorii Staroho Kyivskoho Arsenalu
2005-2007 rokiv // Lavrskyi almanakh. Spetsvypusk 8. Pecherska fortetsia ta
Kyivskyi Arsenal: novi doslidzhennia. — K.: Natsionalnyi Kyievo-Pecherskyi
Istoryko-kulturnyi zapovidnyk, 2008. — S. 22.

[8] See: De Profundis. Vikhy ukrainskoi plastyky. Kataloh. — Kyiv, 2009.
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BugatHum kypatop AnekcaHap AopHep y cBOEMY TeKCTi 1947 poky «LUnax 3a mexi
MmucteutBa»[UcdopmyntoBaB 6a30BUA MPUHLKM, WO BMJINHYB Ha BCH KHEW-
POCUCTEMY>» (PYHKLIOHYBaAHHA CcydYaCcHUX My3eiB: «HOBUN TUN XYOOXHbLOTO
My3€el0 Ma€e OYyTU He TI/IbKU He "MUCTEeUbKNUM" MY3€eEM Yy TpaaULIMHOMY CTa-
TUYHOMY CEHCI, afne, CTPOro Kaxyyum, He "my3eem" B3arani. Hosun tun byae
OiNiblle CXOXXWUN Ha eNeKTpocTaHUi, BUPOOHMKA HOBOT eHeprii». [TpPUKMETHO,
WO uen PyTypucTUUYHNMM oNuc Ta AUCKYPCUBHUKN 3CYB BIiAOYBCHA camMe y nepuui
NOBOEHHI POKU, nicngd Apyroi cBITOBOI — Lle A0 TOro, AK BMpa3Ho 3MiHUNAacAH
camMma Xy[A0>XHS MOBa, 10 TOro, K BUHUK/IN HOBI MOBOEHHI MUCTEeUbKI Tedll Ta
cyyacHe MUCTeuTBO. JloOpHEP NMcaB NPO «EHEPrito» aX HIAK He TeEOPEeTUYHO,
He AK NPO BiaanaseHy MOETUYHY BI3il0, a OYyKBa/IbHO — SK NPO HarasjbHUN
3anuT, NOTpeby CNyCcTOWEHOro, BUCHAXEHOro BINHOK CycninbCcTBa BigHaW -
TM CUMKN Ha XWUTTA nNicnsa BUXWUBaAHHA, nepesiopartucd n BigHOBUTHK
BIAUYTTA NepCcrneKTuBN.

CyyacHUM my3en y noctkatacTpoiyHoOMy BUMIPI — Lle cepeaoBulle, WO Hacamne-
pen Aae MOXJ/IMBICTb BigbyBaTuca HOBOMY, Mi3HaBaTW HOBe Ta KaTaniyBaTtu
CycninbHy CHOPOMOXHICTb MUCANTU MaWOYTHE, NBOAHOYAC Le
cepeaoBuiLe TATMOCTI, WO B PI3HI HENIHINHI cNOCO6U Pe30HYE 3 MHOXWHOLO
ICTOPUYHUX CyHYaCHOCTeWN, TOOTO 3 NEBHOK YaCcTKO MaTepianbHOI Ta IHTe-
NeKTyanbHOT ICTOPIl, WO CBOro yacy byna cnpsamoBaHa y manbyTtHe. Tomy, I3
nocTTpaBMaTUYHUM YCBIAOMAEHHAM MaMbYTHLOIO K TaKOro, o MOoXe U
He HacTaTy, WEeMKOK «TYyrow 3a MambyTHIM» | BMMCYBaHHAM MNOro B ICTOPItO
3'ABMISAETLCA M OiNblW CUCTEMHA NoTPeba HaBUUTUCA 36epiratm NOro Npekyp-
COp — HOBITHE, AAKe Ue ManbyTHE (3a BIiAUYTTAMU — BTPAUYEHEe) HaMaraeTbcs
NMOMWUCNUTU N 3PpOOBUTU MOTEHUINHUM.

[TocTaHHA B YKpaiHi TaKoro ny6si4HOro my3sew, Wo BUTPUMyBaB Ou 6asniaHC MIXK npo-
Lecya/ibHICTIO aKTya/lbHOIToO MUCTEUbKOIO XXUTTHA Ta AOCNIAXEeHHAM, 36epe-
XEHHAM | KONTeKUIOHYBaHHAM, CbOroaHi, nig yac BIMHW, € BEIMYE3HUM BUKIIU-
KOM, Haa3aBAaHHAM. A npoTe, Xa 6n AKOK HeJOPEeYHOK UM HepeasliCTUYHOLO
3faBanacd, Ha nepwun norndn, igea novyatky o0yab-AKoi HOBOT po36yaoBu
H3 TNi PYWHyBaHb | BTPAT, KPUXKOCTI IHCTUTYLIN, Nt0oAEeN, CAINIbHOT Ta IXHIX
NOMIBOK, Xall 61 AK BaXXK0O O6y/10 yABNATU ManbyTHE, Ginbll BiaoaneHe, HiX
eHb, TXKAEHb YN MICAUb, CaMe LS rocTpoTa YyCBIAOM/MIEHHSA «AeiunTy Man-
OYTHLOIMO» NPUMYLLIYE HAc AymaTn NpPo HeOoOXIAHICTbL NOro NnepeBNUHaAMAEHHS,
3aK/ageHHa MIUHIWOro inenmHoro pyHaaMmeHTy ansa Mmy3er — UinicHoi Ta no-
CNIAOBHOI KOHUenuli, UIHHICHOI pamMKu, MeToAo010TIi AOCNIAXEeHHA, NPUHLUWMIB
KONeKUIOHYBaHHA Ta BUCTABKOBUX NPaKTUK. | Un He € ue 6axaHHA CTBOPUTHU
NPOCTIP ANA MaMbyTHLOTO, TAXIHHA A0 MAaMBYTHLOTO Ta YYyT/INBE OPIEHTY-
BaHHSA B 4yaci TIEW UIHHICTIO, AKY MU Ba)XK0 3000ynun 4yepes BIMHY — caMe TIElO,
AKO MOXXeMO NoAINnnuTnUCa 3 peLllTor CBITY?

UNTAKOUYN CYYACHUKIB: AYMKWN MPO 3BUXHYTUW YAC

Y nyénikauii™] Buyaconuci «Dwutygodnik» MUCTKWUHI, KIHOpeXuncepkun IlpnHa Uinuk ta
MapunHa CTenaHcbKa MIPKYHOTb MPO no3avaccs, MNMOTOYHUWN CTaH XXUTTSA Y BINHI,

[1] Dorner A. The way Beyond ‘Art’ New York: Wittenborn, Schultz, Inc., 1947.

[2] IpnHa Uinnk, MapuHa CtenaHcbka. Mn ausmumoca Ha 6a)xony. // Dwutygodnik,
2023. [xxepeno: https://www.dwutygodnik.com/artykul/10934-artystki-patrzymy-

na-pszczole.html
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XxapakKTepHun ana 6aratboX B YKpaiHi, 3ragytoumn paakn 3 Bipwa AnonniHepa:
«Mn puBnmoca Ha 640Ny | He AyMaeMO NPo ManbyTHE...». 30Kpema, MapunHa
OINMNTbCA CNOoCTepeXeHHAM I3 apXIiTeKTYpHOI 6ieHane y BeHeuli, 0co61MBO
EBPOMENCBKNX MaBINIbUOHIB: «A HIKONMW He POo3yMmina Uewn yac B aHTNINCbKIN
moBi — future in the past. Ulo 3HaunTb "ManbyTHE B MUHYyNnomMy"?
Llem napafgoKCc MeHe Ha3AoraHA€ NMoCTiMHO. < > TeMOolo Uiel apXiTEKTYPHOI
bieHane 6yna "/labopaTopid ManbyTHbOro" — apXxiTeKTopun PI3HUX KpaiH
YABNAKTbL CO6I MaMbyTHE iTe, AK HAM yCIM 10 HbOTO UTU. < > 1| OT 4 yuTalo:
< > MM BBa)Xaemo, WO KynbTypa Halwol enoxu — ue partying culture,
TOOTO Ky/NbTypa BeuipoK. | B Ui KYyNbTYypi MU HacCTINbKN 3BUK/AN BCe nepe-
TBOPHOBATWN Ha po3Bary, HaBiTb OYAb-AKY KpU3y, WO BBAXXAEMO Lle OCHOB-
HOK O3HaKOK Haloro cycninbcrtBa 3apas. TakoXX Mmyu 6a4ymMmo, WO B LUbOMY
CYCMNINbCTBI € ABa HaNpsaMun pPoO3BUTKY, AKI cynepeydyaTtb OANH OAQHOMY, — L€
cnopiBaHHA (hope) Ta HocTanbrida. | ocb BUXOAUTL, WO MaMbyTHE € HACTI/IbKMW
BKOPIHEHUM Y MUHY/OMY, LLO BCe Lle HeCKIHYeHHa nepepobka HocTanbrii. |
e MeHi ayXe BiArykHynocs, 60 3gaeTbCcd, W0 MakCUMMyM ManMbyTHbOro, Ke
MW MOXEMO CObi YABUTU, — Le pecauKIHr HocTanbrii. | nan 6oxe, W06 MW
He MOTOHY/IN B HECKIHYEHHIN NepepobLi CBOro MUHynoro. HaneesHe, UNUM

MW | BIOPIBHAEMOCS BIA TUX, XTO 3a MeXaMn YKpaiHu: MU He YABNAEMO 3apas
CBOr0 MalbyTHbLOro. Ioro Noku Ans Hac He iCHYe K KOHLENTY. € TiNbKN TYT i
Tenep».

NEMOHCTPYE — BJiacHe yepe3 pakKT roBOpiHHA MpPo BIACYTHICTb MaMbOYTHbLO-
0 i HEMOX/UBICTb NOT0 MOMUCANTN — MEBHY TYry N noTpeby. BoHa, BTIM,
BUAAETHCA LIKABOK pajlle TOMY, WO BKA3ye Ha PI3HI BUXIAHI TOYKW LLOAO
NPOEKTYBaHHA MaMbyTHbLOTO, TOTa/ibHY aCUHXPOHHICTb Ta PO3OIKHICTb
NO0CBIIIB — TeNnepilHbOro yKpaiHCbKOro i 3aXiIHOEBPOMNENCLKOro. 3 04HOro
60Ky, EBpOMNMencCbKe cycninbCTBO, chopMoBaHe TpuUBasiMM MUPOM | BIoYYyT-
TAM NPOBWHW NiCNA BeNUKOT BIMHU, CYCNINbCTBO, WO MUCNINTb MaNOYTHE SK
penpoayKyBaHHSA Ta peBI3il0 MUHYNOro, 6a3yr4yncb Ha HapaTuBl BUTICHEHHSA:
«HIKO/IN 3HOBY». 3 IHWIOINo — yKpalHCbKe cycniibCTBO, WO ICHyBasio Haye y
CTaHi TpMBaAoi N HeENOAONAHOT KOMOHIa/IbHOT TPaBMK, 3aBXAn Tpumatrouu y
nepcnekTuBl MOXNUBY KaTacTpody Ta NnoTpedy BUXXUBAHHSA, CYCMINbCTBO, LIO
NoB'A3yBasio MaAMOYTHE 3 MO3UTUBHMMMN 3MIHAMWM, CYCMiNbLCTBO, 3arapToBaHe
60p0oThL0O0OI0 3a BMIACHY IAEHTUYHICTb, PEBOMKOLIAMM Ta CNPOTUBOM, a HUHI MO-
[MMAHYTE BIMHOIO Ta 3acTpsArje y BiauyTTi «TyT i 3apa3», W0 Hapa3i BUOAETbCH
EAVHUM MOX/NUBUM I'PYHTOM O/ NOCTyny.

Y IHWOMY 3HAKOBOMY A1 MEHe KPUTUYHOMY TeKCTIi [3], I3 Tux, wo 6ynn cTBOpeHi nia
yac noBHomMacwTabHOro BTOPrHeHHs pocii, NAeTbCHa camMme NPOo LU Hanpyry
Ta NPoBannsg HeEPO3YMIHHA MDK (QYTYPUCTUYHOK CNPAMOBAHICTHO YKpaiHu
Ta KOHCEpPBATUBHUM €BPOMNENCLKUM peTpo-mMalibyTHiM. loro asTtop, Bacunb
YepenaHiH, 3a3Havae: «€EC qpeTUIMN3yBaB 10 MUPY HACTI/IbKWN, WO LINKO-
BUTO 3aTylloBYyBaB peanil’ BINHW — nuwe ansa toro, wo6 6yt abCcotoTHO
HEroToBMM, Konu 3atywioBaHe noBepHynocsa. Came ToM MOMEHT HEFTOTOBHOCTI
KaHusnep HimeydynHun Onad Wonbu BNy4yHo Ha3BaB Zeitenwende — eno-
XaNbHUM 3pyLIeHHAM, 6yKBaNbHO NOBOPOTOM 4aciB. Hacnpasal, Hacamne-
ped woano HiMedyymHU, NPOrosiIoWeHHA NepesIoOMHOIro MOMEHTY MPUXOBYE
NPOTUNEXHNN HamIp — WO Kpauwe 0yno 6, sKOM BCe 3anuwanocs Takum, sk
paHiwe. loro cnpaBXHHA NoNiTMYHa Ha3Ba — pajwe Zeit verschwendung,
MapHyBaHH4A 4dacy, OCKI/IbKM caMe YKpalHa 3apas3 Burpae yac ana 3axoay, LO-




IHA cnjaydyruun 3a ue BennyesHy uiHy. Te, WO XapaKTepu3ye NocTinHe 3anis-
HEHHA 3ax0o4y Ta MOro HECMPOMOXHICTb AiATU, — Ue "3BUXHYTUN 4Yac" (time
out of joint), untytoum "Mamnerta"” Binbama LWekcnipa. Lle Haa3Bu4yanHO
ormaHa forika, ska Bumarae uie oaHiei MacoBOl MOTMAN, WOO CMPUUYNHUTU Ha-
CTYNMHUWN HabIp caHKUIN NpOTW arpecopa abo AonNpaBUTU MIHIMaNIbHY MOPLIIO
30Pp0T KpaiHi, aKa i rocTpo noTtpebye. NMPOTAromM OCTaHHIX CEMU NECATUNITH
BEC Tak 6araTo roesopuan npo Te, 4K €Bpona cTaBUTbLCA A0 CBOEI ICTOpIi Ta

AK BOHa 3acBoOifla YPOKU 3 MUHYIOro. Ane 1o Take ICTopida, AK He 3HaHHSA nNpo
yac, | Lo 03Hayae 4yac, 3HaHHSA Npo Te, 9K AIATKU B Yaci? AKWoOo BN TaK baraTo
roBOpuTeE NPO ICTOPIND, asie BoagHOYac 3aBXAM 3ani3HIDETECd Yy CBOIX AIAX,
MOXJ/INBO, LLOCb He TaK y BalWin ICTOPIi Npo cebe. Zeitenwende HacnpasAi

€ popmMOIO MOMITUHHOIO caMOObOMaHy, AKNN NOKa3ye, AK BaXXKO 3axoay 6yTu
cnpaBAi cydyacHuUM, UTU B HOTY 3 BUMOTraMn cyyacHOCTI. NpaBu/ibHe PO3yMIHHS
yacy Ta Micusa € To/IOBHUMMN BUMOramm ana 6yab-AKoi BianoBiganbHOT NOJi-
TUYHOI aii. XKopcToKi noAaii, AK-0T peBoItoUii Yu BiNHW, 0COBIMBO 3asexaThb Bif
yacy — AKUWO He AiaTn, Koan ue HeobXxiagHO, cuTyauisa nuwe noripwyeTbes Ta
cTae e 6iNibl HACUNbHULIbKOK».

CamMe y UbOMY KOHTEKCTI 3ano4vyaTKyBaHHSA cTpaTeridyHoro nyoniyHoro npoekTy, Lo
3abe3neynB OM He HOMIHanNbHe 3aCHYBaHHSA OKPEeMOT HOBOT IHCTUTYLIT, a
peasibHUN pecypc AN PO3BUTKY LWINPLIOT HaUioHa/IbHOT nporpamMmmn Ta Ko-
NeKUii cydyacHOro mmcrteuTBsa y HauioHanbHOMY My3eMHOMY QOHAI, HabyBae
NONITUYHOTO CeHcy. BXXe cbOoroaHi 3po3ymifio, Wo ue 3aBAaHHA € HabararTo
IWNPLWKWUM | BAXAUBIWKWM 38 CTBOPEHHS OAHOIo My3el cyyacHOro MnucTeuTBa,
BOHO BUXOAWUTb AaneKo 3a MeXIi OAHIET IHCTUTYLIT, a HATOMICTb NOTPebYE
3a/ly4eHHA 6aratbox, NIATPUMKN Ta NOMAITUYHOT BOJII, WO NMOXOANTb He Ninlie 3
KYNbTYPHOIro nons. Biatak, I3 HOBUMU BUKNUKaAMW CYTTEBO TpaHCcoOpPMyBana-
cAa 1 BI3ia My3eto Ansa MucteubkKoro apceHany, woy 2021 poui, 3a KiJibKa Mics-
UiB 0 NOBHOMACLUTAOHOro BTOPrHeHHsa pocii B YKpalHy, 3rigHo 3 nporpamoto
PO3BUTKY IHCTUTYLUIT, AKY 3anponoHyBana reHepasibHa gnpektopka Onec4
OcTpoBCbKa-JlloTa, 3anoyatkyBaB nporpamy «Mysenm cyyacHOro mucreuyrsa»
ON4a NiagroToBYOl, AOCNIAHULUBKOT Ta KOMYHIKaLiIMHOT poboTn, AKa Ma€ nepeny-
BaTW BIAKPUTTHO HOBOIro My3eMHOr0O NPOCTOPY Ta 3abe3nevynTtn noro
ManbyTHe edpeKTUBHE PYHKLUIOHYBaHHA. A 61 chopmyatoBasa L 3MiHY Tak:

[3] Vasyl Cherepanyn, "Why the West Is Afraid of Ukraine's Victory," Foreign
Policy, 2023, https://foreignpolicy.com/2023/02/21/west-united-states-

europe-ukraine-war-afraid-revolution/


https://foreignpolicy.com/2023/02/21/west-united-states-

Y NMOWYKAX BTPAHEHOI'O HACY

PoboTa Ta PO3BUTOK IHCTUTYLIN, WO CbOroAHI MPUEAHYOTbLCA A0 LbOro pyxy, Ta CTBO-
PEHHA IHTeNnekKTyanbHOI nnatpopmun, WO npobaemaTnsye cyyacHICTb, 3roaom,
Y MOBOEHHUIN 4Yac, Mmornu 6u 3abe3neynmTn ANd cycnisibCTBa OAIHY 3 Hanemek-
TUBHILWKUX, ICTOPUYHO BUNPOOYBAHNX Y CBITI KYbTYPHUX NONITUK BiAOyaA0OBMU
MUPY, peabinitauinHMX nporpam, NOKJANKaAHUX AONOMOTITM CNiIbHOTI, WO MNO-
cTpa)kgana yepes BiIMHY, BIAHOBUTU BIiAYYTTHA CBOro ManbyTHbLOro, a 0T)Xe —
6e3nekn. Mmn nparHemo, WoO6K NOMITUYHI LEHTPWN YXBaNeHHS pPilleHb CbOroaHi
B34/ Ha cebe BianoBigasnbHICTb 3a e 6e3NeKOBUN KYNIbTYPHUN acnekrT |
3HaAWLW /M pecypc AN UNoro NiaTPUMKWN.

PN3NKHY TAaKOX BUC/IOBUTU NMPUNYLWEHHSA, WO LUe Mae 3Ha4YeHHA M nig KyTom 30py
lWMPLWOT peiHTerpauinHoi, KynbTypHO-AUN/JIOMATUYHOT NOTPEeOU: aaxke ICTOPItO
NpPo L BIMHY, AKa KpucrtanisyBasa yKpalHCbKY NOMITUYHY CYO'EKTHICTb Ta
|I0EHTUYHICTb, ajie BogHo4Yac eK3NCTEeHUINHO We Oinblwe Bigaannna Hac Bij
TUX CYCNINbCTB | KYNbTYP, AKI aBHO NepexXxunum 6esnocepeaHin A4OCBIA BINHY
abo v B3arasni MOro He Masin, BaXX/INBO TPaHCNOBAaTW AN HUX Tak, W06 BOHa
byna He nule noyyTa, ajsie U po3ni3HaHa AK peepeHTHa LIHHICHA TOoYKa |
BK/IlOUEeHa Yy IXHiKn aocBia. To6TO usd icTOpid Mae anestoBaTu A0 Cy4YaCHOCTI,
10 BIAYYTTSA yacy, HaObyTu TaKol XyA0XXHbOT hbopMu, TPYHTOBAHOT Ha IHAUBIAY-
aJlbHOMY nornaai, y akim éyae noagosiaHo AUCTaHUIO Ta i130/1bOBaHICTb Ta AKa

MICTUTUME HE NNIle KOMeEMOPATUBHY, a U Bi3iIOHEPCbKY CK/1ag0BYy, WO MaTUMe
YHIBEepcanbHY LIHHICTb.

CyyacHe MUCTeUTBO Ma€ BNacTUBICTb CBigKa — (pikcyBaTM HaWHOBIWY iCTOpPItO Ta

3HAXOANUTWU HOBY XYAOXHI MOBY, 3flaTHY peneBaHTHO onucaTun Ta TpaHcpop-
MyBaTW HOBWUW AOCBIA OO TOro, K 3'ABNAETbCA MOXJ/IUBICTb AOCAIAXEHHSA W
aHanITU4HOro ocMmucsieHHa (0cob6/IMBO 3a YaciB BaXXKUX BUNpobyeaHb, Mnia
yac BiNHW Ta nicng Hei). AgXe Npo nepeodir iCTOPUYHMX NoAin Mm 3a3Bmnyamn
Ni3HAaeMoOCs 3 NIAPYYHUKIB ICTOPII, a AKLWLO XOYEMO 3PO3YyMITWN iIXHIN aHTPOMNO-
NOTIYHUW | aKCIONOTIYHUWN KOHTEKCT, Ai3HATUCA, WO BiadyBanu i SK XXUNKW iXHI

CYYaCHUKN, MK 3BepTaemocsa A0 mucteuTBa (B LULMPOKOMY CeEHCI) Ta NMepcoHa-
Ni30BaHNX BUCMOB/IIOBAHD.

3abe3neyeHHA PYHKUIOHYBAHHA TaKOi IHCTUTYLIT Y/ nporpamm € TakoxXX cnocobom,
Yy AKUN fep)aBa AeKapye CBITOBI BiTaNbHICTb BNACHOT KYNbTypUu. MiNnbUOHMN
noaen po3noyYnHaKTb 3HANOMCTBO 3 HOBOK KpaiHOK He 311 rnnbokKoi icTopil,
a 3 Cy4acHOCTI, AKOl WyKanTb KOHUEeHTPoOBaHO caMe B My3edX. BIACYTHICTb

TaKoro Aep>XXaBHOT0 NMNPOEKTY CTBOPIE BPaXXeHHA KOHCEPBATUBHOI AepXaBu,
6anay»oi 00 B/1aCHOro ManbyTHbOro, IHHOBaLUIN Ta EKCMEPUMEHTY.

CbOrogHi, 3a 6pakom NOCNIAOBHOT KY/IbTYPHOT NONITUKN Ta cTpaTerii wWwoao qoopmy-

BaHHSA HaUloHaNnbHOI Konekuil, ctabinbHOT Aep>XaBHOT PIHAHCOBOT NIATPUMKWN
AN NMOMOBHEHHA MYy3eWHUX POHAIB,



OG'eKTUBHO, NMOKN Aep>XaBHI My3el NnoTepnalTb BiA HecTayl pecypciB | 30cepea)XkeHi
Ha 6e3nNeKoBUX NUTAHHAX — NEePBUHHUX 3aBAaHHAX eBakKyauili, 36epeXXeHH4
KOMTeKUIN | KoMaHa, AKi Mpo HUX NIKNYKTbCS, BOHW HE MaTb MOXJ/IMBOCTEN
ONS NMOMOBHEHHSA KONEeKLUIN I CBOro PO3BUTKY — | We BiAgUYYTHIWE, HIXK Y MUP-
HUW 4Yac. Lle BKOTpe BIATBOPIOE CUCTEMHY, 3alaBHEHY NMPO6G/eMy, HaciaKu
AKOT cTaloTb BIAYYTHI ANA CyCcniNbCTBa, KOSIM BXe 3aHaATO NI3HO 1T gonaTtu.
MWUCTeuTBO, WO Mano 6u ctatu HauloHanbHUM HagbaHHAM, HaneXxaTn Ha-
poay YKpaiHu Ta penpe3eHTyBaTu MOro KynbTYPHY IAEHTUYHICTb CBITOBI Ha
IHCTUTYLINHOMY PIBHI, CTAE BNACHICTIO BUK/IIOYHO NpUBaATHUX OCIO UM rpomang-
CbKNX 00'eaHaHb, AKI Ae-haKTo € Tpyno NpuBaTHUX 0CIO, TOOTO NepeBa)HO
ICHYE TnIe K YacTMHa NpMBaATHUX KONEKUIN, 4YaCcTO — 3aKOopAoHHUX. Lle
NPM3BOANTbL, 3 OAAHOITO0 OOKY, A0 BIACYTHOCTI B YKPaiHCbKNX My3edaX LIIoro ic-
TOPMUYHOTO NnacTy, We oAHOro MUCTELUbKOro NOKONMIHHA. 3 IHWOro 60Ky — A0
3a/1eXXHOCTI Aep>XaBHUX My3eiB Y JopMyBaHHI eKCno3unuin Big NnpuBaTHUX KO-
nekuioHepis, MeLeHaTIB Ta Kanitany, pUHKOBOro Tucky. Mysei, o 6ibLIO0
MIpOIO POPMYIOTh CBOIT KOJTeKU Il 3 AapyHKIB, BOAHOYAC BTPa4yalTb 3HAYHY
4acTKy CY0B'eKTHOCTI, noTpanndiumn y nactky, aky Onbra MenbHUK, KEPIBHU-
U My3enHoro Bianiny MucteubKOro apceHany, SKoCb y po3MOBI 3 KOJIeramu
IDOHIYHO M TOYHO OXapaKTepuiyBasna: «My3en 9K BUNagKoBICTb».

YCBIAOMUTH, WO ICTOPIA cCy4YacHOro yKpaiHCbKOro mucrteuytsa 00N He3aleXXHOCTI
aNna YKpaiHu € IcTopieto maTtepianbHnx BTpaTt — Big 1980-90-x, konn 6inbWa
yacTUHA YKpPaiHCbKOI «HOBOI XBUJII» BUABUMACA PO3MNOPOLIEHO Y MPUBATHUX
30ipKax nosa MmeXamu YKpalHu (Besinka yacTuHa — B pocii), 140 noAi6HOI
cuTyauii CboOrofHi, KONu y BiHi MM BTpavyaemMo He finue My3eeikoBaHy Ky/b-
TYPHY cnafjlWwmnHy, a n,y NneBHOMY CEeHCI, cyyacHe, XXuBe MUCTELTBO — MalTh
He Nnwe ekcnepTn Ta Mutul. Lle mae 3po3ymiT Hacamnepen cycnisibCTBO, WO
€ OCHOBHMM 6eHediuiapom nNyo6Nni4YHOro My3emHOro qgOHAYy Ta TOro CUMBOJIIY-
HOro, Ky/IbTYPHOTIO Ta penyTauinHOro Kanitany, SKMm NOKJANKaAHUN TEHEPY-
BaTW Nyo6ai4yHI My3ei 3aana Bni3HaBaHOCTI Ta NOCUJIEHHA rosiocy yYKpalHCbKOI
KYyNnbTypWu y CBIiTI. BianoBigHoO, i npuBaTHUN BiI3HEC Ta BNnaja MalTb IHBeCcTyBa-
T B PO3LWINPEHHA UbOro (poHAY Ta 3aCHyYBaHHA nporpamMmn NiATPUMKK HaLlO-
Ha/lbHOI KONeKuli cydacHOoro MmucrteuTsa, 3aCHOBaHOI Ha eKCNMepTHOMY Aianosi
Ta cBigoMoMYy BU6GOpPI. CaMe TaKy IHTeneKTyasibHYy nanatpopmy, MDKANCLN-
nniHapHunm «think tank» gng cnifibHOro o6roBOPeHHSA Ta KPUTUYHOTO
BUNPOOYyBaHHA KOHUENUWin Ta MeToao/10rin, poboymx iIHCTPYMEHTIB, nparHe
CTBOPUTK nporpama «My3en cyyacHOro mmcrteursa» MmUcTeubKOro apceHany.
Llen mbbxagncumnniHapHMn «1abopaTtopHUM» NpoLec € HeOOBXIAHNM SK OCHOBA
NNA CTBOPEHHA UINICHOT HalloOHaNbHOT KOMeKLUIl, He 3a1eXHOol1 Bil TUCKY BY3b-
KX, NpnBaTHUX 6i3HEC Ta NONITUYHUX IHTepeciB, NOCMAIAOBHILWOT 3a CTUXIMHUN

«36UpanbHULUbKNN» PYX.
My3eiTa MUCTeUTBO 3aBXAW Manu BupillanbHe 3Ha4YeHHA AN PopMyBaHHSA Ta

npencTtaBneHHA KyNnbTYPHOIT CNINIbHOCTI, AKa 06'eAHYE Ntoaen y KpaiHi Ta po3-
noBifgae NpPo IXHIN KONEKTUBHUW O0CBIA, ICTOPIO Ta LIHHOCTI, NOB'A3YO4M iX i3




pewToto cBIiTY. [poTe Hapasl came cydacHe MUCTeLTBO, AKe MU Lle He BCTU-
MM BTPaTuUTU, — Te, WO CTBOPKETLCA camMe 3apa3, NnoTpedbye NPIOPUTETHOTO
30epeXeHHda, aaxe, OKpiM BflacHe MUCTeUbKOT LLIHHOCTI, BOHO Ma€ ICTOPUYHY
Bary Ta € NneBHUM nopTanom And 6aratboX AK YKpalHCbKUX, TaK I MDKHa-
POAHNX ayauUTOPIN A0 MiI3HAHHA cy4dacHOT YKpalHu Ta i1 KynbTypu. Lle muc-
TEUTBO, Ke XYyAO0XHIMN 3acobamun Bifobpa)Kae BaX/IMBUN ANA YKpaiHCbKOI
IJEHTUYHOCTI AEKOMOHI3alUiMHNM NOCBIA, MEPCOHa/IbHY PeasibHICTb BIMHU Ta
60pPOTbOK 3a He3aneXHICTb | Wwupwe — rnodanbHli BUKAUKWU, LIHHICHI 3/1aMU
Ta HOBI MONTUYHI TPAEKTOPIT, 32 AKUMN PYyXaeTbCA Cy4YacCHICTb.

KOHTEKCTI MEPCMNEKTUBW MPOTPAMHOI B3AEMOAII

BioCYTHICTb B YKpaiHI ny6/IIHHOIo My3ek cy4dyacHOro MucrteuTBa K oKpemol npo-
QiNbHOT IHCTUTYUIT NnpobnemaTtu3yBanacsa ue 3 1990-x pokiB. Lla nopoXkHeua
KOMMNeHcyBanacs PISHOPIAHUMU KOHUenuiaMmun, Akl HIKONW He 6ynn UiIKOM
anpoboBaHi YM BTI/IEHI, OCKIJIbKN HaAMIPHO 3anexanun Bia cnopagnyHux, He-
CUCTEMHUX PECYPCHUX MOX/IMBOCTEN Ta aMbilUin OKpeMNUX MNOJSITUKIB.

Muncteubknm apceHan 2021 poky 3anoyaTtkyBaB nporpamy mMy3el cyyacHOro MucTre-
LUTBa AK TPMBaJIMN NPOLEC NePeTBOPEHHA MOro NPOeKTHOI Ta nabopaTopHOI
OIANBHOCTI B cpepi cyyacHOro mucteyTBa Ha MOCTIMHUN, PISUYHUN MY3EUNHUN
NPOCTIP, AKNN, NPOTe, NMOCTYNOBO Habupae POPM MDKIHCTUTYLINHOTO AoOCAIA-
HULUbKOIO MPOEKTY, MOK/IMKAHOTO OCMUC/IUTMN ICTOPIIO UUX iden | BU3HAUYUTN
CMEeKTP aKTyaZibHUX MUTaHb, WO YMOX/UBMAATbL BUXIA LIEl npobaeMaTnKn 3a
BY3bKOLIEXOBI, eKCMNEePTHI paMKN Ta CNPUATUMYTb i Ny6NTIIHHOMY 3aKPIN/JIEeHHIO
AK cpepu cycninbHOro iHTepecy. NoBHoMacwTabHa BiHaA, po3B'A3aHa POCIED
NPoOTK YKpaiHu, BigkKnana Hamipn nNPocTopoBux TpaHcdhopmauyin MUCTeuUbKO-
ro apceHany (aki nnaHyBanuca Ha 2022-2024 pik), npoTe nopan I3 TUNOBMU-
MW MY3€O0JIOTIYHUMUN NMUTAHHAMW CNPUYMHMNAA HOBI — He nulie npo craTyc
Ta 36epexeHHA My3eiB | 6e3neKy iXHIX POHAIB, a U MPO IXHI IHCTUTYUINHY
CTPYKTYpPY, cycninibHy Ta 6e3neKoBY POJib, LUIHHICHY €BOJIOL IO Ta BIANOBIA-
HICTb Cy4YaCcHUM couianbHUM I MOAITUYHUM npouecam. TakKMmM YMHOM KOMaHAa
MuncrteubkKoro apceHany cpopmysitoBasia OCHOBHUW NpuHUMN POBGOTU NPO-
rpamun, 3aCHOBaHWN Ha 3a/ly4eHHI A0 npouecy KoHuenTyanisauii My3er He
NNLe eKCcnepTHOT MUCTEeUbKOT CNiJIbHOTU, a U LWWNPLIOTO Kojla IHTeleKTyarnis
Ta MUTLIB.

[MlepwnmMm KpokKkaMn TaKoi B3aeMoaii 6yB, 30KpemMa, nianncaHmm HanpukiHui 2021
POKY MemMopaHAaym npo cnisnpauto 3 MO «My3en cyyacHOro MucteuTBa», Ka,
31 CBOro 60Ky, BXXe A0OCUTb IaBHO AOCMIAXYE Ta npobiemMaTnu3ye pi3HOMAHIT-
HI acnekTu, MmoAdesili Aep>XaBHO-NPUBATHOINO NapTHepcTBa Ta NMNepPCneKTUBM
CTBOPEHHSA TaKOro myset B YKpaiHi. [O «My3eln cydyacHOro MmcTeuTBa», OKpPIMm
TOro, CTBOPOE BnacHy 36IpKy cyyacHoro mmcrteursa. Hamipun cninbHOI po60-
TW BTEOpPEeTUYHin uapuHi (noyatkoBuUin 3aaym nosidraB B opraHisaduil cepii
KPUTUYHNX CEMIHApPIB NPo My3eun Ta nyo6aikauii NiaACyMKOBOro BuaaHHA) y
2022 poui 6ynn nopyweHi noBHomacwTabHMM BTOPrHEHHAM pPoOcCIii B YKpaiHy
Ta HEeOOXIAHICTIO pO3B'A3yBaTWM HarasbHI 6e3nekoBl NUTaHHA. Tak camo, yepes
BIMHY, HA MOX/IMBICTb BTINNIEHHA Po60YOro naaHy MucTteubKOro apceHany
o0 3ano4vyaTKyBaHHA nporpamMmyu mMyserw cy4yacHoOro MmucrteuTBa BMJIMHY/O
N cKacyBaHHA gepXXaBHOro piHaHCyBaHHA Ha NMPOCTOPOBY peHoBaL il ANA
PIBNYHOTO BTINNEHHA MYy3el0o, a TaKoXX (PIHAHCOBOT NIATPUMKN YKPATHCbKOTO
KYNbTYPHOTO qQOHAY ANA BUCTABKOBUX MPOEKTIB, Y MeXax AKnx mana Biaby-




TUCA HU3KA AOCMIAHNLUBbKUX 3aX0AiB, ANCKYCIN | HETBOPKIHTIB. [1/1aHM napT-
HepcTBa 6ynn BUMMYLLEHO cCKoperosaHi oboma CTopoHamMmu BIAMNOBIAHO A0
rOCTPOI NOTPedbn yoe3neyeHHA XXUTTA MUTLIB Ta KY/JIbTYPHUX NpaLiBHUKIB,
BIQHOB/IEHHA MUCTeUbKOI NPaKTUKK Ta 1i AOKYyMeHTauli. Y nepuwi MicAUl POKY
Muncteubknnm apceHan goeaHaBcs AK napTHep A0 cTtBopeHHA UKrainian
Emergency Art Fund, 3anyymBlin oo oHAY AOMOMOTM MUTUAM Ta npa-
LIBHUKAM KYNbTYypU neplli BHECKN MDKHaApOAHWUX AOHOPIB Ta poHAIB (BigTOoAl
[O «My3en cyyacHOro MucteyTBa» Onepye AiA/bHICTIO Ta PO3BUTKOM (DOHAY
CaMoOCTINHO). Y 2023 poui MucTteubKnnm apceHan BUPIWLNB NOBEPHYTUCA A0
NOYaTKOBOrO NjiaHy PO3BUTKY MYy3€l0 cy4yacHOro MmucrteuTsa, NOro KoHUer-
Tyani3auil, 3Ba>XUBLW W BCI CBITOrNAAHI, ANCKYPCUBHI 3MIHM B CYCNINbCTBI Ta
B/1aCHUI AocBig po60TH I3 cyYyaCHUM MUCTELTBOM, BUCTAaBKOBOK MPaKTUKOIO
Ta MY3eMHOI KOJIeKLIE Nig Yyac nepworo poky BinHW. Hagani npoTtarom nie
POKY KOMaHAW BIAAINY cydyacHOro mucrteutsa Mucteubkoro apceHany ta o
«My3en cydyacHOro MucteuTBa» pPeryagapHo opraHizosyBasm poboui 3yCcTpiui
Ta ANCKYCIT 3 MEeTO 06MIHY HOBUMW apXiBHUMU NpaKTukamu, aHanidy HoBuUX
MUCTELUbKNX TBOPIB | BUC/NNOB/IKOBaHb, a TAKOX NepcnekKTuBu popmMyBaHHS
BUCTaBKW, LLO NokKa3asa 60U akTyanbHUW 3Pi3 MUCTeLITBA, CTBOPEHOIO y nep-
WK pIK BIMHK. LUa Haa3BMYyamHO KOPUCHa MiXKapXxiBHa cniBnpaus 3peLwToto
BMOKpeMunaa agsa BIiAMIHHI NIAXOAN Y KypaTOPCbKIN ONTULI Ta NPaKTUYHIN
eKCMO3ULINHIN POOOTI IHCTUTYLIN, TOX pe3ynbTaTtoM cTasa nigrotoska ABOX
He3a/1IeXXHUX NPOEKTIB, BTIIeHUX 2023 poKy — BUCTaBKN «POpPMU NPUCYTHO-
CTi» Ta nyonikauii apxisy Ukraine Ablaze[4y Mucrteyubkomy apceHarl
Ta MacwTabHOT BUCTAaBKN «TU AK?» B YKpaiHCbKOMY A0Mi, AKo O «My3en
cyyacHOro mmcrteutBa» pakTU4YHO Npe3eHTyBana 3acHyBaHHA HOBOIoO Mepe-
XeBoro npoekty Ukrainian Museum of Contemporary Art/UMCA, Wo mae Ha
MeTI 06'eAHaTV PISHOMAHITHI My3eicydyacHOro mucrteuTBa B KuMeBi Ta perio-
HaX y CnifibHY UKUpoBY NaaTt@opmMmy 3 6a30l0 TBOPIB YKPAIHCbLKOIo MnucteuTBa
APYroi NoNoBUHKU XX-XXI CT. i3 Aep>XaBHUX Ta NPUBATHUX KOJTEKUIW.

Hapani MucteubKnUin apceHas njaHye NpoaoOBXEHHS crniBnpali 3 rpoMmaacbKoto
opraHi3auieto Ta 3asydyeHHa 00 CNiIbHOT ANCKYCIi Ta AOCNIAXEHHA HU3KW
IHW WX IHCTUTYUIN. Llen npouec, wo BTisitoBaTumeTbea y 2024 poui, NPONOHYE
BUKOPUCTATU TOYKY OichypKaLil, yepe3 AKY HUHI NPOX0OAATb aKTOPU MUCTELb-
KOi CUCTEMMN He Nulle B YKpaiHi, a ny €sponi, 3a19 OCMUC/IEHHS Cy4YaCHOCTI
AK cNiNbHOT cnaAalWMHW Ta NOCUTIEHHA Poal My3eiB cy4YacHOro Mmucrteuyrtsa
y niaTpumMmul gemokpaTin. Mmn cnofliBaemMoca peani3yBaTtu NpPoeKkT y popmi
KPUTUYHOTO BUAAHHA Ta MDKHapOAHOIo cCMMNO3iymMy, WO ob6'eAHAE aKTy-
anbHI AOCNIAXXEHHSA, Teoplii Ta NpaKTUYHI Kencu pi3HOMaHITHUX MUCTELbKNX
IHCTUTYUIN — 1 Aep>XaBHUX, | NPUBATHNX, a TAKOXX He3aNeXHUX ekcnepTiB. Y
LbOMY KOHTEKCTI NnparHeMmo AOCArTW NeBHOIo TEOPETUYHOIO KOHCEHCYCY MIX
IHCTUTYLUIMHNUMW yyacHUKaMK 3a019 ManbyTHbLOT MIDKMY3eMHOoITa MiXKap-
XIBHOI cniBnpatl Ta 3MmoaenitoBaT HOBI TOPU3OHTAa/IbHI popMaTu B3aemMoall
ANA aaBoKaull HauloHanbHOT Nporpamm NiATPUMKN 136epeXXeHHA cyyacHOro
MUCTeLTBa.

[4] Axepeno: https://ukraineablaze.art/
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Bl MY3EK CYYACHOIO MUCTELTBA 10 «MY3EH CYYACHOCTI»

Ona MucteubKoro apceHany K nyo6aI4HOT IHCTUTYLIT Ba)>X/IMBO 3anponoOHyBaTu
CMiNbHOTI O6GroBOPEHHA (hyHAAMEHTaNbHOI A1 MaOYyTHbOI0O NOro My3enHOol
Konekuyli npobiemaTtukn: Wo My3eicyyacHoro mucrteytsa (Ta wumplie — IiH-
CTUTYUII, AOTUYHI 10 KONEKLUIOHYBaHHSA, apXiByBaHHA Ta npes3eHTalli cyyac-
HOro MUCTeUTBa) CbOroAHI MOXXYTb 3POOUTMN He Nnwe ANa MUCTeuTBa, a n aAnd
CYCMINIbCTBA, AKOI € iXHA BiANOBIiAaNbHICTb, B3AEMOBMN/NUB | 3B'A30K I3 cyyac-
HICTIO? 3BIACU BUNNIMBAE N HN3KA KOHUENTYyaNbHUX | NPpaKTUYHUX 3aBAaHb,
30Kpema, Ha UboMy eTani mu nepepbavyaemMo Taki KOHCTenauyll 3anuTaHb:

Llo Take cyyacHIiCTb? Y KOpesnte BOHa, | B AKNUK cnocid, i3 cyyaCHUM MUCTELUTBOM? AK
ICTOPUYHI MUCTeLUbKI HapaTuBu, Tedii Ta asuula, Wo 6yanm cBOro 4yacy Mmapko-
BaHI AK «Cy4acHI», nepeksagarTbCA Ha CbOroAHIWHI peanii? Ak my3el BNU-
CYIOTb CbOTOAHIWHE cy4yacHe MUCTEUTBO Y KOJ/10 KYNbTypHOI cnaaWuHn? Ak
hopmMyBaHHA MYy3eMHUX KOJIEKLIN Cy4HacHOro MucteuTBa noB's3aHe 3 popmMy-
BaHHAM KaHOHY, 9K ANCKYPCUBHO BMOYANOBYHTbLCA ICTOPIi TA KOHTEKCTyani3y-
I0OTbCHA MUCTEUbKI TBOPU, OTPUMYOUYN TPAH3UT Y MANOYTHE?

Un MOXHa BK/1aCTW B OKPeMY MY3eWHY KONeKL i CKMaaHICTb ICTOPUYHUX NpoLeciB,
biorpadin, mepex i MbKHapoaHuUX 3B'A3KIB? UM foae enicTeMONOrivyHI Ta
penpes3eHTaUiVHI nporasimHn MbKMy3enHa, MiXKapxiBHa, MbKHapoaHa cniBn-
paus, | AKO MOXYTb OYyTU T1i hbopMn?

AK CbOToAIHI 3MIHIOKTbHCA NPaKTUKN KOMTeKLIOHYBaHHA Ta AK PO3BUBAlOTbCA HEKO-
NeKUinHI, anbTepHaTUBHI NONAITUKN penpe3eHTauily Mmy3eax? AK Ui npouecwu
NoB'A3aHIl I3 UMPPOBOI KY/NbTYPOK Ta CcTpaTeriaMmun aAeKosioHI3auli? dki Hapa-
TUBWN BUABMAOTLCA BUKJAKYEHUMWU 3 NaM'aTi Ta ManbyTHbLOro?

HackifibkKn my3ei36epiratoTb B/1laCTUBUN CydaCcHOMY MUCTELUTBY HOHKOHMOPMICT-
CbKUN eToC, PYHKLUIO AeMOKPaATUUYHUX IHCTUTYTIB/POpyMiB, LLLO PENPE3eHTYy-
I0Tb PI3HI nornaan ta opmMyrTb TPOMaAAHCbKUN KOHCEHCYC?

LIl NMTaHHA He € BUYEPNHUMUN, asnie BUAaKTbCA HaM Ba>/IMBUMUN ANA PO3BUTKY MY3E€El0
cydyacHoOro mucrteuTsa, Wo 6yB 6u cnpaBal Cyro/ioCHMM cydacHOCTI Ta MaB
CNPAMOBAHICTb Y MaMbyTHE, a He cnnpaBCcd Ha 3acTapiinn NIHIMHUWA | XPOHO-
AOTIYHUM nigxia. Y 3aXigAHUX 1 3aXIAHOUEHTPUYHNX eKCNEePTHUX MUCTELbKUX
Konax, nepeayciMm My3eMHUX Ta apTPUHKOBUX, LLO NOTPebYyrTb XPOHOMOTIY-
HUX paMOK AN OUiHIOBaHHSA TBOPIB MUCTeLTBa, CKMaBCAd YMOBHNUN KOHCEHCYC
oao BiANIKY Ta nepiogmn3auii eHOMeHY cydyacHOro MmucteuTBa — 3 KIHUA
1950-x — no4vaTky 1960-x, To6TO nicna Apyroi cBiToBO! BiMHWU. BiH 06IpyH-
TOBYETbLCA Hacamnepepn nig KyTomMm 30py BiAYYTHOI TpaHcdopmMaull MOBU Ta
MeTo/[IB, a TAKOX eToCy camMoro MmmcteuTBa Ta MUCTELbLKOIo cepeaoBuLa.
[lpoTe, UM Bigbynaca CUHXPOHHO I3 3axXiAgHUM CBITOM cX0Xa TpaHcdopmalis
B YKpalHI Ta YM Ma€ ceHC ANA YKPalHCbKOro My3erw cy4yacHOro mmcreuTBa
caMe Us XpPOHOJIoriYHa paMKa — uUe NUTaHHA 3alULWaeTbCa ANCKYCIMHUM | We
HeloCTaTHbLO MPOroBOPEHUM B eKCNePTHUX KoJax.

HacTUHOIO UIET IHTeNneKTyallbHOT pOB60OTN € OKPEC/IEHHSA Ta peBI3id «N0NA aHTaroHI3-
My» (Y CEHCI TepMiHa, Wo 3anponoHyBaB Yy CBOI Teopil nocTMOoAepPHY AHTO-
HIO Herpl), yepes3 AKe caMOCTBEPAXXYETbCA Cy4YacHICTb | cyyacHe MUCTeUTBO
30Kpema. Lle Haa3BnyanmHoO UikaBe 3aBaaHHA O/19 KY/IbTYPOJIOriB Ta iCTOPUKIB
MUcTeuTBa — AOCNIANTW, WO camMe cknagano ul pedpepeHTHI aHTaroHICTUYHI
TOUKWN ANSA YKPalHCbKOro cyyacHoro mmucrteutrsa — MOAEpH, aBaHrapa, coupe-
ani3am 4YuM WoOoCh IHLWe, 14X € Ul TOYKN peneBaHTHMMU LWOAO 3axXiAHOrNo AOCBIAY.
CyyacHe MUCTeLTBO, OKPIM TOro, BUHUK/I0 HA MOBOEHHOMY 3axoal AK BUK/TUK



cnocoby BM3HAUYEHHA, NPOAYKYBaAHHA Ta KOHTPOMK MUCTeLTBa icTebAIlLMEH-
TOM. BOHO po6uTb Le BXe noHapn 70 pokKiB, 3MIHOKUYM ANCKYPCUBHI pamMKu,
npob6nemaTtuky, media Ta BUHaxo4Aa4m HOBI, U NOCTIMHO YNHUTbL CNPOTUB
byab-aKuM cnpobam aaTtu MOMY BU3HAUYEHHSA, OOMEXUTKU, KOHTPO/IOBATU Ta,
NMMOBIPHO, POGUTUME LIe B HEOCAXKHOMY ManbyTHbOMY. UyTnnee Ao BNAUBIB,
KOHTPOJIIO Ta BAaan, BOHO, BTIM, 3aBXXAW rpa€e Ha NONIITUYHOMY MO/ Ta penpe-
3eHTY€E MEeBHY ICTOPIO Ta pedPNeKCIto COUIOKYNbTYPHUX 3MIH.

OT)Xe, cydacHe MUCTELTBO CKNagHile OKPECANTN, HDK OYyAb-AKUN IHWNWN MUCTEUbKNN
HanpsaMOK, OCKilbKWM MOT0o BiApPI3HAE NPpUHUMNOBA BiACYTHICTb MaHIidpecTy,
opraHi3auinHoOi OCHOBW uun igeonorii. NMonpu nokasibHi 0CO6NMBOCTI, BOHO €
rnobasibHUM i3 HECKIHYEHHUM po3MaiTTAM MaTepianiB, MeToAiB, KOHLUEeNUWin |
TeM, aAXXepen 1 BnnueiB. Came ToOMy KOHUenTyanidayla My3ew cydyacHOro Muc-
TeuTBa CYTHICHO € OKCKOMOPOHOM, TOYHILWeE,

Mn, 3BICHO, MOXXeMO NOroANTUCSA 3 HAUNOLWUPEHIWNM, COPOWEHNM BU3HAUYEHHAM
cydacHOro mucrteuytBa 9K MUCTeUTBOM cbOorogeHHsa. OAHaK cyyacHe MuUcTe-
LUTBO ICHYE BXe noHaa CciMaecAT PoOKIB, MUTTEBO 3acTapiBae€, CTa€ ICTOPIEIO,
My3ee(IKYETbCA, a

A 0T)XXe — B/flacHe, dKke came MUCTEUTBO Ta Cy4yaCHICTb BOHU penpe3eHTYyTb, WO
POOUTL INEHTUYHICTb KOXXHOI0 My3elo YHIKa/IbHOK Ta CTaAHOBUTb OCHOBY,
«JlIereHay» Moro Konekuii.

Y nigcyMKy mMy3ei cydacHOro MmcrteLTBa CbOroaHi He MOXXYTb OyayBaTu BiacHI KO-
NeKuii Ta BUCTaBKOBI, MporpamMHi niaxoau, 6a3yro4ymncb nmiie Ha oopmManbHUX
TUNOMOTIYHNX, MeAINHUX Ta XPOHOOTIYHUX O03HakKax. Llopa3y, maouun cnpasy
3 NeBHUM MUTLEM Ta TBOPOM, BOHM NOBEPTAKTLCA A0 NMUTAHHA: NPO AKe CbO-
rogeHHs NaeTbcs, WO Take cydyacHICTb, NPO WO uUd poboTa, AKi i pedpepeHTHI
AHTATOHICTUYHI Ta KOMN/IIMEHTAPHI ICTOPUYHI TOYKN? BIANOBIAHO, )XOPCTKE
YABNEHHA MNMPO XPOHOMOTI Ta HaluloHaNnbHI, EBPONO- Ta aMepPUKaHOLUEHTPUYHI
paMKM cyyacHOro MmucteuTBa y 6aratbox mMysedx geaarsni 0ifiblie noctynarmwThb-
CA Ha KOpUCTb (KOH)TeMnopasibHOT HEeNIHINHOCTI, nocfiab/ieHHa ICTOPUYHOI
«XBaTKWU» Ta KPOCKYNbTYPHOCTI Y POPMYyBaHHI KOMEKLUIN Ta No6yan0BI eKCno-
3uuin. Came ToMy 1 MM HamMmaraemocsd nepeo3HavYnTn My3enm cyyacHOro Mmucre-
UTBa AK 6i/bW IHKNH3NBHUW MY3€eWN CyyacCcHOCTI, abo XX — MYy3€el, W0 BpPpaxoBYE
BECb CMEKTP MOXJ/IMBUX Cy4YaCHOCTEN, WO AaldTb HAM MOXJ/IMBICTb BiauyBaTu

B/laCHY MPUYETHICTb A0 ManbyTHbLOTO.

po3nin 1 BI3l!



dparmMeHTN MPOEeKTIB
Mucteubkoro apceHany

01
LLiBMAKOPO3YMHHUM 4Yac. 2018

[lapacka lnuTtka-fopunuyBIT
[logonaHHA rpasiTayil.
2019

03,06

AHapin CaranmagakoBCbKUM
Nekopauli. JlackaBo
npocumo! 2020-2021

05
PeBOMOLIOHYNMO
2018-2019

04

[TfpemMm'epa onepwu
«YopHoGunbaopt» PomaHa
[puropisa Ta lnni
Pasymenka. 2020

07
Plaboback. 2018

08
Muncteubka npauysa. 2017



Fragments of the
projects at the
Mystetskyil Arsenal:

01
Instant Time. 2018

02
Paraska Plytka-Horytsvit.

Overcoming Gravity.
2019

03,06
Andrii Sahaidakovsky.

Scenery. Welcome!
2020-2021

05
Revolutionize.
2018-2019

Premiere of the opera
"Chornobyldorf" by Roman
Hryhoriv and lllia
Razumeiko. 2020

07
Flashback. 2018



In his 1947 text 'The Way Beyond Art, [™"outstanding curator Alexander Dorner for-
mulated a basic principle that affected the entire functioning of contemporary
museums: 'The new type of art museum must not only be not an 'art' muse-
um In the traditional static sense but, strictly speaking, not a 'museum' at all.
The new type would be a kind of powerhouse, a producer of new energies." It
IS noteworthy that this futuristic description and discursive shift took place iIn
the first years after World War | | —before the language of art went through
a decisive shift and before new post-war artistic currents and contemporary
art emerged. Dorner's understanding of 'energy' was far from theoretical, it
was not a distant poetic vision, but an urgent, literal request, a devastated,
war-weary society's need to summon the strength for life after survival, to
regroup and restore a sense of perspective.

Contemporary museum In the post-catastrophic dimension is the milieu that, first of
all, allows for something new to happen, to learn new things, and to catalyse
the capacity of the public to think about the future. At the same time the
contemporary museum Is an environment of permanence that resonates In
various non-linear ways with a multitude of bygone moments of contempo-
raneity, that is, with a certain part of material and intellectual history, which
once had been directed towards the future. Therefore, the post-traumatic un-
derstanding of the future as something that may not come, a‘'longing for the
future' and the act of inscribing it into history, also entail a more systematic
need to learn to preserve its precursor, the recent past, which this future (that
we perceive as lost) tries to think through and thus potentiate.

Establishing a public museum in Ukraine that could maintain a balance between the
processuality of ongoing artistic life as well as research, preservation, and
collecting today, In wartime, Is a huge challenge, a super-task. And yet, no
matter how untimely or unrealistic it may seem at first glance, to start any
(re)construction against the background of ruination and loss, the fragility of
Institutions, people, communities, and their homes, no matter how hard It is
to imagine a future more distant than a day, a week or a month, it is precisely

the acute awareness of the 'deficit of the future' that forces us to think about
the need to reinvent the future, and to lay a stronger conceptual foundation
for the museum. It urges us to find a coherent and consistent vision, values,
research methodology, collection principles, and exhibition practices. And isn't
this desire to create a space for the future, an aspiration towards the future,
and a sensitive orientation in time a value that we have won through the war?
Is this not precisely what we could share with the rest of the world?

READING CONTEMPORARIES:THOUGHTS ABOUT
"TIME OUT OF JOINT"™

In an article published in the magazine "Dwutygodnik, [Z]"artist-filmmakers Iryna
Tsilyk and Maryna Stepanska reflect on the timelessness of life in wartime,
the imprisonment in the present, an experience familiar for many in Ukraine.
They recall lines from Apollinaire: "We look at the bee. And don't think of the
future " In particular, Maryna, observing the Architecture Biennale In Venice,

tl]Dorner A. The way Beyond 'Art.' New York: Wittenborn, Schultz, Inc., 1947.

[2]Iryna Tsilyk, Maryna Stepanska. My dyvymosia na bdzholu // Dwutygodnik, 2023.
Reference: dwutygodnik.com/artykul/10934-artystki-patrzymy-na-pszczole.html
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especially the European pavilions remarks: "I never understood this phenom-
enon In English called 'future in the past'.

What does this 'future in the past', this future perfect mean?This paradox constant-

ly catches up with me. < >The theme of this year's Architecture Biennale
was The Laboratory of the Future, and architects from different countries
Imagine the future and think about how we can arrive there < > And here

| read: < > We believe that the culture of our era Is a partying culture, that
IS, the culture of parties. In this culture, we are so used to turning everything
INto entertainment, even any crisis, that by now we consider it a constituent
feature of our society. We also see that two contradictory orientations are
present in this society: hope and nostalgia. And so it turns out that the future
IS so deeply rooted in the past that it becomes an endless recycling of nostal-
gia. This really resonated with me, because it seems to me that what we can
Imagine of the future Is recycled nostalgia. And, God forbid, we might drown In
the endless recycling of our past. Probably, this is what distinguishes us from
those outside Ukraine: we do not imagine our future now. It does not yet exist
as a concept for us. It is only the here and now we have."

Despite the perceptible pessimism of this reflection, its conclusion paradoxically

demonstrates a certain longing and need—due to the very fact of discussing
the absence of the future and the impossibility of thinking it through. Howev-
er, it iIs interesting rather because It points to the dissimilar vantage points
from where the future iIs projected, to the total asynchrony and divergence of
the current Ukrainian and Western European experiences. On the one hand,
European society is shaped by the long peace and the guilt felt after the great
war, It is a society that conceives of the future as the reproduction and revi-
sion of the past, based on the narrative of displacement: 'never again'. On the
other hand, Ukrainian society, which existed in a state of long and unresolved
colonial trauma, perpetually keeping an eye on a possible catastrophe and the
need for survival, I1s a society which associates the future with positive chang-
es, a society hardened by the struggle for its own identity, revolutions and
resistance, that is now engulfed in war and stuck in the feeling of'here and
now', which currently seems to be the only possible ground for progress.

Another landmark critical textp] for me from the many written during Russia's full-

scale invasion of Ukraine, deals with precisely this tension and chasm of
misunderstanding between the futuristic orientation of Ukraine and the con-
servative European retro-futurism.The author, Vasyl Cherepanin, notes: 'The
EU has fetishised the idea of peace to the extent that it completely repressed
the realities of war—only to be totally unprepared when the repressed came
back. It was exactly that moment of unreadiness that German Chancellor Olaf
Scholz famously called a 'Zeitenwende'—an epochal shift, literally a turn of
times. In truth, especially in the German case, the proclamation of a turning
point hides an intention toward its opposite—that things would be better

If they remained as they were. Its real political name iIs rather a 'Zeitver-
schwendung,' a waste of time, as it is Ukraine that is now buying time for the
West, paying an immense price every day to do so. What characterises the
West's constant belatedness and inability to act is a time out of joint, to quote
William Shakespeare's Hamlet. It's a profoundly wicked logic that requires
another mass grave to trigger the next set of sanctions against an aggressor
or deliver a minimal portion of arms to a country in dire need.There has been
so much talk in the EU over the last seven decades of how Europe relates




to its history and learned its lessons from the past. But what is history if not
the knowledge of time and what time means, the knowledge of how to act

In time? If you talk so much about history but at the same time are always
too late Iin your actions, perhaps there is something wrong with the story you
present about yourself. Zeitenwende Is actually a form of political self-decep-
tion that shows how hard it is for the West to really be contemporary, to keep
pace with the demands of the present. A proper understanding of time and
place are the basic requirements for any appropriate political action. Violent
events like revolutions or wars especially depend on time—if one doesn't act

when needed, then the situation only deteriorates and becomes more violent.
This I1s the context where the initiation of a strategic public project that, rather than
nominally establishing a separate new institution, could provide a real re-
source for the development of a broad national program, and support the ac-
qguisition of contemporary art for the national museum fund, acquires political
meaning. Today It is already clear that this task is broader and more significant
than the creation of one museum of contemporary art. It goes far beyond
a single institution and instead requires the involvement of many, relies on
support and political will that comes not only from the cultural field.There-
fore, with new challenges in mind, we significantly transformed the vision of
Mystetskyl Arsenal's museum, which in 2021, a few months before Russia's
full-scale invasion of Ukraine, in accordance with the institution's development
plan proposed by the general director Olesia Ostrovska-Liuta, launched the
Contemporary Art Museum program for the preparation, research and com-
munication work, that precedes the opening of a new museum space and en-
sures its future effective functioning. | would articulate the change as follows:

[3]Vasyl Cherepanyn, "Why the West Is Afraid of Ukraine's Victory," Foreign
Policy, 2023. Reference: https://foreignpolicy.com/2023/02/21/west-united-

states-europe-ukraine-war-afraid-revolution/
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IN SEARCH OF LOSTTIME

Today, the ongoing work and the development of institutions joining this movement,
together with the creation of an intellectual platform that problematizes
contemporaneity, could provide society with one of the most effective, histor-
ically tested cultural policies for peace-rebuilding later in the post-war period,
Including rehabilitation programs designed to help the war-affected commu-
nity regain a sense of its future, and thereby its security. We want political
decision-making centers today to take responsibility for cultural security and
find the resources to support this line of work.

| would go as far as to suggest that this is also important for a wider reintegration of
the country in terms of cultural diplomacy. After all, this war, although it has
crystallised Ukrainian political subjectivity and identity, has at the same time
further distanced us from societies and cultures that had lived through direct
war experience a long time ago, or have had no such experience. It Is import-
ant to channel this experience for them in such a way that it is not only heard,
but also recognised as a point of reference, and Iincluded In their experience.
That is, the history of this war should appeal to contemporaneity, to our sense
of time, it should be articulated through an artistic form grounded in individu-
al experience, where distance and isolation could be overcome, and where a
certain vision of universal significance could complement commemoration.

Contemporary art works like a witness: it records the most recent history and finds a
new artistic language capable of describing and transforming a new experi-
ence In a relevant way, before research and analytical reflections can emerge
(especially during times of serious ordeals, during and right after the war).
We are usually acquainted with historical events through textbooks, but if we
want to understand their anthropological and axiological context, to find out
how contemporaries felt and lived, we often turn to art (in the broadest sense)
and personal forms of expression.

Ensuring the functioning of such an institution or program is also a way a country
showcases the vibrancy of its culture to the wider world. Millions of people
learn about a new country not through their remote history, but from
contemporaneity, manifestations of which are concentrated in museums.

The absence of such a public national museum project creates the impression
of a conservative state, indifferent to its future, to innovation, and experimen-
tation.

Today, due to the lack of a consistent cultural policy and a strategy for building a

national collection of contemporary art, without stable public resources for the
replenishment of museum funds,

Until public museums suffer from a lack of resources and are focused on basic securi-
ty Issues—urgent evacuation and the preservation of collections and the staff
that cares for them—they lack the opportunity to replenish collections and fo-
cus on their development to an even more starking extent than in peacetime.
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This again reproduces a systemic, long-standing problem, the consequences
of which are felt by society when it is already too late. Art that should have be-
come a national treasure, belonging to the people of Ukraine, and that should
have represented Ukraine's cultural identity through local institutions to the
world, becomes exclusive property of private individuals or associations,
which are de facto formed by groups of private individuals. As such, these
works exist only as part of private collections, often abroad.This on the one
hand, leads to the absence of a whole period, another artistic generation, from
Ukrainian museums. On the other hand, public museums become dependent
on exhibits from private collectors, on patrons and capital, as well as market
pressure. At the same time, the identity of museums that largely build their
collections from gifts is severely compromised. They fall into a trap, becoming
what Olha Melnyk, the head of the museum department of Mystetskyil Arse-
nal, once ironically and accurately described in a conversation with colleagues
as "museum as fortuity."

It should be understood beyond the confinement of the professional and artistic com-
munity that the history of contemporary art since Ukraine's independence Is
a history of material losses. This loss ranges from the 1980s and 1990s, when
most of the Ukrainian 'new wave' was scattered in private collections outside
Ukraine (much of it in Russia), to the contemporary wartime situation, when
we are not only losing cultural heritage from museums, but also, In a certain
sense, contemporary, living art. First and foremost this should be understood
by the society that benefits most from public museums and the symbolic,
cultural and reputational capital that they generate, working towards the
recognition and strengthening of the voice Ukrainian culture has in the world.
Accordingly, both the private and the public sector should invest in the expan-
sion of this fund and the establishment of a program to support the national
collection of contemporary art, based on expert dialogue and conscious
decisions.The Museum of Contemporary Art program that Mystetskyi Arsenal
Initiated creates precisely this kind of an intellectual platform, an interdisci-
plinary and international think tank for joint discussion for testing concepts,
methodologies, tools.This interdisciplinary 'laboratory' process iIs necessary
as a basis for consolidating a coherent national contemporary art collection,
iIndependent of the pressure of private capital and politics, a more consistent
collection than what would arise through spontaneous 'collecting.’

Museums and the arts have always been crucial in the formation and representation
of a cultural commonality that unites people across the country and speaks
of their collective experiences, history and values, connecting them to the
rest of the world. However, at the moment, it is the preservation of contempo-
rary art we have not yet lost, art that is being created right now, that should
be prioritised and preserved, because In addition to its artistic value, It has
historical weight too, and it is a certain portal for Ukrainian and international
audiences to learn about Ukraine and its contemporary art and culture.This
IS the art that, through its own means, reflects the decolonization experience
so Important for Ukrainian identity, the personal reality of the war and the
struggle for independence, and more broadly, it speaks to global challenges,
value fractures, and new political trajectories along which our contemporary
life moves.
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THE PROSPECTS AND CONTEXT FOR STRUCTURED INTERACTION

Not having a dedicated public museum of contemporary art in Ukraine has been a
problem since the 1990s.Various ideas have emerged to fill this void, but none
were fully realised or put to the test, because all were overly dependent on the
sporadic, occasional resources and ambitions of individual politicians.

Mystetskyi Arsenal launched its Contemporary Art Museum program in 2021, as part
of a long process aimed at transforming its project- and laboratory-based
activities in the field of contemporary art into a permanent, physical museum
space.The Initiative has gradually taken the form of a collaborative research
project that involves various institutions, designed to understand the history
of these ideas and determine the key issues that could allow the challeng-
es discussed to gain traction beyond the narrow, expert community, so that
It could become recognised as a domain of significant public interest.The
full-scale war unleashed by Russia against Ukraine forced us to postpone the
planned work of redeveloping the premises of Mystetskyi Arsenal (the works
were planned for 2022-2024). However, it brought about new discussions in
addition to the specific museological questions.These not only concern the
status and preservation of museums and the safety of their funds, but also
their institutional structure, social and security significance, the evolution of
our values, and compliance with contemporary social and political processes.
Thus, the team of Mystetskyi Arsenal formulated the main principle of the
iInitiative, based on the involvement of not only the professional community,
but also a wider circle of intellectuals and artists.

We started working towards this goal by first signing a memorandum of cooperation
at the end of 2021 with the NGO Museum of Contemporary Art, which has
conducted research and problematised various issues around contempo-
rary art for a long time, evaluating models of public-private partnership and
assessing the prospects of creating such a museum in Ukraine. In addition,
the NGO Museum of Contemporary Art has been consolidating its own collec-
tion of contemporary art. Our initial planned cooperation (a series of critical
seminars about museum work, and a resulting publication) was disrupted In
2022 by Russia's full-scale invasion of Ukraine and the arising need to address
urgent security issues. Likewise, Mystetskyi Arsenal had to stop its program-
ming around the museum of contemporary art due to the war, as the neces-
sary state funding for the physical renovation work was cancelled, together
with the financial support of the Ukrainian Cultural Foundation for exhibition
projects, which would have provided the framework for a number of research
events, discussions, and networking programs. Partnership plans had to be
adjusted by both parties in response to the urgent need to secure the lives
of artists and cultural workers, restore artistic production and embark on its
documentation. In the first months of 2022, Mystetskyil Arsenal took part Iin
the creation of Ukrainian Emergency Art Fund, soliciting the first internation-
al donors and funds to contribute, to help artists and cultural workers (since
then, the NGO Museum of Contemporary Art manages the fund's activities
and development independently). In 2023, Mystetskyi Arsenal resumed the
Initial plan to develop the concept and strategy for a contemporary art muse-
um, taking into account all perspectives, the discursive changes taking place
In Ukrainian society, building on our own institutional background in working
with contemporary art, exhibition practice and collecting activity during the



first year of the full-scale war. Later on, a team of staff members from the
contemporary art department of Mystetskyi Arsenal and the NGO Museum
of Contemporary Art regularly organised working meetings and discussions
for a period of six months. These were occasions to exchange new archival
practices, analyse new artistic works and forms of expression, and discuss the
prospects of creating an exhibition that would showcase a cross-section of
the art created during the first year of the full-scale war. This extremely useful
Inter-archival cooperation eventually led to following two distinct approaches
In terms of curatorial vision and the practical exhibition work done by the two
Institutions.Two independent projects emerged as a result, both realised In
2023: the exhibition "Forms of Presence" and the publication of the "Ukraine
Ablaze"[4] archive in Mystetskyi Arsenal and the large-scale exhibition "How
are you?" at the Ukrainian House, with which the NGO Museum of Contem-
porary Art presented the foundation of a new network project, the Ukrainian
Museum of Contemporary Art/UMCA, which aims to unite various museums
of contemporary art in Kyiv and the regions into a common digital platform
with a database of works of Ukrainian art of the second half of the 20th-21st
centuries from state and private collections.

Mystetskyl Arsenal plans to continue the cooperation with the NGO Museum of Con-
temporary Art in the future, also involving a number of other (public and pri-
vate) institutions into further discussion and research.This process, planned
for 2024-2026, proposes to use the point of bifurcation experienced by stake-
holders In the art system not only Iin Ukraine, but elsewhere In Europe too, for
understanding contemporaneity as a shared heritage and for strengthening
the role of contemporary art museums in supporting democracy. We hope to
iImplement the project in the form of a critical publication and an international
symposium that will bring together current research, theories and practical
case studies from various art institutions, both public and private, as well as
iIndependent experts. In this context, we aim to achieve a certain theoretical
consensus among institutional participants for future inter-museum and in-
ter-archival cooperation, and to pilot new horizontal forms of interaction that
could advocate for the launch of a public program of support and preservation
of contemporary art.

FROM THE MUSEUM OF CONTEMPORARY ART
TO THE 'MUSEUM OF CONTEMPORANEITY'

Being a public institution, it is important for Mystetskyl Arsenal to offer opportuni-
ties for the public to discuss issues that are fundamental for the future of its
museum collection. What can contemporary art museums (and more broadly,
Institutions related to the collection, archiving and presentation of contempo-
rary art) do today not only for art, but also for society? What is their responsi-
bility towards contemporaneity, their mutual influence and connection with
one another?

A number of theoretical and practical tasks follow from this, in particular, at this stage
we envisage the following constellations of questions:

What is contemporaneity? Does it correlate, and if so, in what way, with contemporary
art? How are historical art narratives, currents and phenomena that were

[4] Reference: https://ukraineablaze.art/en
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once labelled as '‘contemporary' translate into today's realities? How do mu-
seums fit today's contemporary art into the domain of cultural heritage? How
IS the formation of museum collections of contemporary art related to the
formation of the canon? How are stories discursively constructed and works of
art contextualised, as they are being passed on into the future?

Is It possible to include the complexity of historical processes, biographies and
networks, international connections In a separate museum collection? Does
Inter-museum, inter-archive cooperation, as well as international cooperation
overcome epistemological and representational gaps, and what forms could
this take?

How are collecting practices changing today and how are non-collecting and alterna-
tive representation policies developed in museums? How do these processes
relate to digital culture and to decolonisation strategies?

Which narratives are excluded from memory and the future?

To what extent do museums preserve the nonconformist ethos characteristic of
contemporary art, and the mandate of democratic institutions or forums to

represent different views and shape civic consensus?

These guestions are not complete, but to us they seem important for the develop-
ment of a museum of contemporary art that would be truly in accord with
contemporaneity, oriented towards the future, rather something that relies
on an outdated linear, chronological approach. In professional Western and
West-centric art circles, especially in museum and art market circles that
require a chronological framework for evaluating works of art, a conditional
consensus has emerged regarding referencing and periodisation of con-
temporary art. These start from the end of the 1950s to the early 1960s, I.e.
years after World War Il. This is justified primarily through the significant
transformation of artistic language and methods, as well as the ethos of art
itself and of its environment. Whether a similar transformation took place In
Ukraine synchronously with the Western world and whether this chronological
framework makes sense for a Ukrainian museum of contemporary art, remains
guestionable, and it is not yet sufficiently discussed In professional circles.

Part of this intellectual work is about the delineation and revision of the 'field of an-
tagonism' (in the sense of the term proposed by Antonio Negri in his theory
of the postmodern), through which contemporaneity and contemporary art
In particular assert themselves. It is an extremely interesting task for cultural
researchers and art historians to investigate what constituted these antago-
nistic reference points for Ukrainian contemporary art: whether modernism,
avant-garde, socialist realism or something else, and whether these points are
relevant to the Western experience.

Moreover, contemporary art emerged Iin the postwar West as a challenge to the way
art had been defined, produced, and controlled by the establishment.This
challenge has been continuous for over 70 years, changing discursive frame-
works, problematics, media, inventing new ones. It has consistently resisted
any attempt of being defined, limited, or controlled, and will likely continue to
do so for the foreseeable future. Sensitive to influences, control and power,
contemporary art, however, always works within a political field and rep-
resents a certain history and reflection of socio-cultural changes.

Thus, contemporary art iIs more difficult to define than any other artistic movement.
It Is distinguished by the fundamental absence of a manifesto, organisational

48 |49



framework or ideology. Despite its local features, it is a global phenomenon
with an infinite variety of materials, methods, concepts, themes, sources, and

Influences.This Is why conceptualising a contemporary art museum Is essen-
tially an oxymoron, or rather,

We can, of course, all agree on the most common, simplistic definition of contemporary
art as today's art. However, contemporary art has existed for more than seven-
ty years, and it quicky looses its novelty, becomes history, is museified.

And so, exactly what kind of art and contemporaneity they represent, what makes
the identity of each museum unique and forms the basis, the 'legend’ of its
collection.

As a result, museums of contemporary art today cannot build their own collections
and exhibitions, strategy, based on formal typological, media, and chronologi-
cal features only. Every time, when dealing with a certain artist and their work,
they return to the question: which present is this about, what is contempora-
neity, what is this work about, what are its antagonistic and complimentary
historical points of reference? This being so, the rigid notion of chronology
and national Euro-centric or North American-centric frameworks of contem-
porary art in many museums are increasingly giving way to (con)temporal
non-linearity, a loosening of the historical 'grip’' and cross-culturalism in the
formation of collections and the construction of exhibitions.This is why we are
attempting to redefine the contemporary art museum as a more inclusive
museum of contemporaneity, or a museum that takes into account the entire

range of possible contemporaneities, which gives us the opportunity to sense
our own involvement in the future.
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