Fromthe artist:

Works on theBones Mixed Together exhibition began with a story told and a storyrbea
here we have a location of mass burial for repoessictims. Archaeological excavation
works are underway, special committees arrivingnfidifferent countries to find “their own
people”. Even material evidence is discovered enditch: documents found, some victims of
terror actually identified. Yet the bones have be®xed, there is no way anyone can identify
“their own people”. Here we have contaminated Imsio conflict with national form.

The Chronicle series (2016)

The material | used when working dime Chronicle included photographs showing torture
victims of the NKVD (People’s Commissariat for Imtal Affairs) in Lvov, victims of local
pogroms of the Jewish community, Polish and Ukeainvictims of the Volhynia massacre,
and civilians and prisoners of war murdered und&zi dccupation.

The series is a reference to a multiannual phenomest photographic manipulation:
photographs are distributed with captions altethreyorder of executioners and their victims.
The history of manipulation is nothing but contiiyuin the history of crime, on a variety of
levels and differently motivated. Later, manipwatiis detected and all sides proceed with
revealing mutual truths. The struggle for memoryrphs into competition to generate an
ideologised imitation of memory.

The way these photographs may be perceived feedsraé uncertainty. The most simple of
all statements appear: “peasants prostrate onrthund with a soldier above them”, “hanged
in an urban street”, “prisoners executed”. Occaalignthe statement content is complex and
peppered with doubt: “pogrom participant, resemlal@svolutionist”, or “persons identified
as guerrillas”.

| created all photograph-based drawings followihg taforementioned rule: documentary
images should be viewed directly, in awareness @fsgnal incomprehension, in full
awareness of how easy it might be to distort peicep

Perception is the point of reference. Henceforthe @an walk the path of research, of
comprehension, of working with culpability, of assng responsibility — in order for
“ideologically advantageous” pseudo-memory to beegiged as a continuation of genocide:
it should simply lose its capacity for existence.

Other works shown:

Dark Air (2016)

Photographs comprisin@ark Air show military monuments from the Soviet era: tffecial
canon of memory, in glaring contrast to memory s@th and to personal memory as a
backdrop for the monument. The monument may beepaxd in reverse to “unrecognised”
memory, a thing continued and extended over tirteeillusionary “dark clots” become a
separate component of the image, distorting peimept



Gazelka (2015)

The Gazella (Gazelle) shows a metal piece of GAZ-3302 bodywork, rippecdrapy a
shrapnel shell under fire. | found the vehicle ievirodonetsk in the spring of 2015. “I raise
the flag” of the experience itself, the experiemafe an everyday world shattered, an
experience deprived of subjectivity and a voiceitefown. Can one imagine the flag of
victims whose speech carries no impetus? Can #gedhly stand for buildings demolished,
for objects broken, for animals and plants damaigedvar? The blanket fled, the sheet
escaped' — the flag brings the phantasm of a mutiny of gkino mind, subjects appearing
where nobody expected them. Maybe the rebel wileh@&venge, maybe he will try saving
us, maybe he will utter words nobody can say bun?hi

Transferred Object with a Plant Bed (2016)

The work is a replica of the concrete flag formpegt of a war memorial in Kerch, Crimea. It
comprises a double rejection: annexed Crimea aedSthviet war myth. Having tarred the
flag replica, | blended it with a bunk bed (typidat underground facilities in war theatres,
and for refugee centres), which becomes a vegetmbiging implement. A fragment of
“memory as a hostage of ideology” and space ofahswrvival blend are thus merged.

Nikita Kadan

translated form Polish by Aleksandra Sobczak

' | thank Anka Lazar for the story.
" Quote from a fable by Korney Chukovshk#eydodyr (Wash’em’Clean) (translation into English: Aleksgaa
Sobczak).



