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Abstract. The paper examines the works of the GAZ art group, a Ukrainian creative duo of Vasyl Grublyak and Oleksii Zolotar".
In the context of modern art in Ukraine, their pieces exemplify the relationship between two genres of art: performance and sculp-
ture. The main conceptual principles of the art actions RuTyna (2014), Ritual of Approval (2014, 2015), Armory Room (2014),
and their practical implementation were considered; interpretation options were suggested. It was hypothesized that despite

the obvious socially-critical orientation of the GAZ group’s art actions, the ideas of experimenting with space and analysis of its

transformations are at the essence of their creativity. The connection between the artistic activity of the GAZ group and the cur-

rent sociopolitical context was established, with a perspective for interdisciplinary study within the academic programs of spatial

art, aimed at exploring a wide range of options of three-dimensional form, including installation art, sculpture, performance art,

multimedia, and digital production.
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Introduction

In the practice of contemporary art, the meaning
of sculpture now includes not only static objects but also
movement, sound, video, and in some cases even perfor-
mance art. The artists, contemplating on form, on the hu-
man body, on space, and on the interplay between them,
go beyond the established limitations of one of the earliest
forms of art. Among the telling results of this process is,
for instance, that the artists turn to “three-dimensional art”
increasingly often, with the latter concept incorporating
various expressive means and being a much wider notion
than the traditional understanding of the object in space.

During the twentieth century, many variants
of the interplay between performance art and sculpture
emerged, each producing art pieces that changed the no-
tion of art and its role in society. Combinations of the ele-
ments of artistic language stimulated many artistic discus-
sions, which focused on specific points of social tension.
Oskar Schlemmer’s Bauhaus legacy, the practice of Joseph
Beuys and the concept of social sculpture coined by him,

! In 2022, Oleksii Zolotar changed his surname, abandoning
the Russified version of Zolotariov, which was formed by adding
the Russian suffix -iov to the Ukrainian suffixless surname Zolotar

(literally, a goldsmith).
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the phenomenon of a “living sculpture” (e.g., the art prac-
tice of Gilbert & George, who are self-professed “living
sculptures”), and other examples of combining various me-
dia and expressive means broadened the horizon of view-
ers’ perception and transformed entrenched ideas about
the essence of art, modified the reaction on the current art
events and on the sociocultural transformation, includ-
ing overcoming the national-scale trauma (as was the case
of the German society after the Second World War).

The new period of Ukrainian history that started after
2014, also marked a radical turn to acknowledging the need
for decolonization and for reorienting the general develop-
ment of the Ukrainian state in the European direction. These
tectonic processes gave impetus to entire cultural sphere
of Ukraine. This is the wider context for the art practice
of the GAZ art group, which mostly is three-dimensional
art incorporating the elements of other expressive means.

Literature Review
RoseLee Goldberg was one of the first scholars who
studied artists’ different attitudes to space. In her publica-
tion “Space as praxis,” she analyzes the point of interaction
between performance art, sculpture, and conceptual art from
the standpoint of the various conceptions of space. In the pa-
per, the tendency for diffusion of different arts is specifically
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stressed (Goldberg, 1975). Art researcher Hannah Abdullah
focuses on Anselm Kiefer’s and Joseph Beuys’ performanc-
es in the context of addressing its traumatic national his-
tory by the post-war German society. In her study “Kiefer
and Beuys: Cathexis and Catharsis,” the common ethical
and historical background is highlighted, which is similar
in the works of both artists (Abdullah, 2016). Abdullah con-
cludes that they had a common aim, namely acknowledging
and accepting the Nazi-era past, and describes the role of per-
formance art in creating certain social, psychological, and po-
litical effects. A collection of 13 essays Articulate Objects:
Voice, Sculpture and Performance edited by Aura Satz and Jon
Wood, focuses on understanding spatial art in its intercon-
nections with the other art forms, using multidisciplinary
approaches from the domains of art history, cultural history,
comparative literature studies, and art, theatre, and curato-
rial practices (Satz & Wood, 2009). The monographic re-
search New Ukrainian Sculpture by Galyna Sklyarenko pres-
ents a unique assessment of the development of this plastic
artin Ukraine. Sklyarenko provides the analysis of the works
by eight Ukrainian sculptors: Nazar Bilyk, Dmytro Grek,
Petro Gronsky, Egor Zigura, OleksiZolotar, Illya Novgorodov,
Vitalii Protosenia, and Daniil Shumikhin (Sklyarenko, 2021).
Ukrainian curator and art researcher Kateryna Ray collab-
orated with the GAZ art group during the various stag-
es of the realization of their projects; also, she participated
in the management of the Radius art space by contribut-
ing significantly to its communication with the audience
and conveying the articulated messages to the profession-
al community and the viewers. In many of her accompany-
ing texts (Art city, 2014, October 30) and videos (Art city,
2014, October 30; Art city, 2014, October 29) for the GAZ
art group actions, Ray captured the standpoints of Grublyak
and Zolotar, in which their artworks were rooted in, thus
prompting further, more through studies of their art practice.
In addition, this paper cites several personally conducted in-
terviews with Vasyl Grublyak (V. Grublyak, personal com-
munication, May 15, 2016). and Oleksii Zolotar (O. Zolotar,
personal communication, May 17, 2016).

Aim of the paper
The present paper outlines and discusses the manifes-
tations of performance art and their interplay with three-di-
mensional art, as exemplified in the practice of the GAZ
art group.

Results and Discussion

This paper is the first academic study of the art prac-
tice of the GAZ art group. This Ukrainian art group was
founded in 2013 by the artists Oleksii Zolotar and Vasyl
Grublyak during their shared residency at the Biriuchyi
Island in Southern Ukraine. They aimed at fulfilling a wide
range of art ideas that emerged during their personal com-
munication. RoseLee Goldberg in her seminal monograph
Performance Art: From Futurism to the Present mentions
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the ethical motive as one of the stimuli for the develop-
ment of performance art in post-war Europe. According
to Goldberg, “Only ten years after a debilitating major
war, many artists felt that they could not accept the essen-
tially apolitical content of the then overwhelmingly pop-
ular Abstract Expressionism” (Goldberg, 1988, p. 140).
Accordingly, even before the Revolution of Dignity
(2013-2014) in Ukraine, Zolotar’s and Grublyak’s desire
for a more articulate expression of their civic convictions
resulted in the creation of the GAZ art group.

In contemporary scholarly studies, the concept of “cre-
ativity” is being replaced by the concept of “practice” in-
creasingly often. The latter notion enables incorporating
into the wider idea of artistic creativity the factors influ-
encing the artist or an art group that previously were omit-
ted and considered irrelevant by scholars. Hence, the aug-
mented context for the artwork emerges that may include
its various manifestations, interpretations, social reactions
to it, and its aftermath, the nature of which goes far beyond
the purely artistic context.

Thus, it can be suggested that the practice of the GAZ
art group in an unexpected manner combines working with
space, form creation, and different variants of organization
of space; with the most precise definition for their corpus
of their work being spatial art.

Art history provides a large number of examples of art-
works, in which the established boundaries between tradi-
tional arts, for instance, sculpture and performance, were
blurred. It can be hypothesized that the art experiments
with space and its dynamics were the key element of this in-
teraction. Oskar Schlemmer’s art practice exemplifies these
experiments, all the more so with regard to his consider-
able contribution to the development of what would later
be labeled performance art. Schlemmer complexly explored
space in its different dimensions: from the two-dimen-
sional space in fine art, three-dimensional space in sculp-
ture and objects, and up to space-time, which in physics
is a component of the general theory of relativity and de-
scribes our physical reality. These experiments were man-
ifested in theatre productions, which subsequently were
marked as setting the groundwork for the performance art
form of the future. Analyzing Schlemmer’s legacy, Goldberg

“c

mentions that, “Space: as the unifying element in archi-
tecture’ was what Schlemmer considered to be the com-
mon denominator of the mixed interests of the Bauhaus
staff. Indeed what characterized the 1920s discussion
on space was the notion of Raumempfindung, or ‘felt vol-
ume, and it was to this ‘sensation of space’ that Schlemmer
attributed the origins of each of his dance productions”
(Goldberg, 1977, p. 34).

Over the years of active work, the GAZ art group cre-
ated various art objects and realized a number of art ac-
tions. This study focuses on their artworks where the main
expressive means were turning to actionism, happening,
and to the elements of contemporary performance art forms.
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In his art practice, Oleksii Zolotar mostly uses the ar-
tistic language of clear forms. This, on the formal level, remi-
nisces with the traditions of the Ukrainian avant-garde, which
Zolotar himselflisted as his inspiration (O. Zolotar, personal
communication, May 17,2016). Such ambition to continue
this art dialog is characteristic of Zolotar, who strives, among
other objectives, to establish art communication with his pre-
decessors in the history of sculpture in Ukraine, namely with
the historical avant-garde and with the Soviet monumental
sculpture. The art forms of these dialogs vary greatly.

The complex trajectory of the development of sculpture
in Ukraine during the twentieth century, on the one hand,
was full of ideologically grounded monumental projects,
and on the other hand, had a lot of space beyond these proj-
ects. The latter includes the legacy of the Soviet Ukrainian
sculpture, both realized pieces (preserved or destroyed)
and existing only in sketches, which remains a little-known
page of Ukrainian art. Simultaneously, without sufficient pro-
cessing of the legacy of the previous era, the new Ukrainian
sculpture develops (Sklyarenko, 2021). Viewed through this
asynchronous perspective, the 2020 project of the GAZ
art group—Wind Rose. A Document—is aimed at initiat-
ing a dialog concerning the phenomenon of “Twentieth-
century Ukrainian sculpture.” It may be suggested that in his
art practice, Zolotar strives to claim the space, while he is
yet to realize the monumental form there (at least, this was
the impression from his works created before the large-
scale Russian invasion to Ukraine). The search for a focal
point, for alocus of concentration by the means of creating
a certain dominating volume is central in Zolotar’s experi-
ments. His fulfilled projects (at the time of this publication),
namely Movement of Suprematism (2011), Horizon of Events
(2021), and Geometrical Archaic (2022) prove his progress
in this direction.

Between 2018 and 2022, Vasyl Grublyak active-
ly engaged the idea of light in his works, making it a main
formative element in creating his imagery. Minimalism
and a function are the characteristic ideas of his works.
Grublyak asserts, “I am interested in light as a media, as if
a potter works with clay. Equally interesting is its ‘vocabu-
lary’ potential—as a universal non-semiotic way of com-
munication between the living beings” (V. Grublyak, per-
sonal communication, May 15, 2016). It may be assumed
that the artist creates a “text” with the lights, which in his
pieces are not the means of illumination but a subject mat-
ter and an object, similarly to the works by the members
of California’s Light and Space Movement. For instance,
in 2019, Grublyak was included in the M17 Sculpture Prize
nominees list with his Egregore project, in which he contem-
plates the problem of interaction at the level of community,
as well as the ethical issues of development of artificial in-
telligence. The solution, which Grublyak found for all these
ideas, is shaped as a voluminous structure with an open
contour that rather represents infinity than a complete
form. For creating an image that is vivid, Grublyak turns
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to a concept of “egregore,” popular in the nineteenth-cen-
tury occult belief systems (marginal from the contempo-
rary scientific standpoint). In the dimension of art, turn-
ing to such analogies allows broadening the association
chain that opens the door to understanding the art con-
cept as a hypothetical interconnection of society and na-
ture, which is close to the ideas of Volodymyr Vernadsky.

In their major works, the GAZ art group focuses
on multi-level experiments with space, cultural landscape,
social interplay, and transformation of society. Among their
milestone projects, which are to a large extent a practice
of actionism with the elements of performance, the follow-
ing ones should be noted:

— RuTyna, in the framework of the “Biriuchyi” sym-
posium (2014);

— Armory Room, in collaboration with “University,”
with participation by Andriy Zelinskyi (2014);

— Ritual of Approval, in collaboration with Oleksiy
Sai, exhibited in Kyiv and Mariupol (2014, 2015).

Yet, despite the close links of these artworks with their
socio-political context, this does not define the GAZ art
practice as merely a socially critical one. An in-depth analy-
sis of space may be a primary foundation for the idea of each
project; hence, taking this into account, the art practice
of the GAZ group may be considered a valuable contribu-
tion to the development of spatial art in Ukraine.

Their first action with the elements of performance
was RuTyna (a pun for “Russian” and “routine”). The proj-
ect was realized during the symposium of contemporary art
at the Biriuchiy Island during the fall of 2014, the first year
of the hybrid phase of the Russian invasion to Ukraine. The se-
ries of shocking aggressive acts by the Russian Federation, in-
cluding the annexation of the Crimean Peninsula on March
18, and active warfare in the Donbas region since April 12,
started a long-term process of restructuring the collective
consciousness of society and ultimate acknowledgment
of this neighboring state as a hostile one. In this context,
the art symposium was to be held, with regard to the new
reality of existing on the potential new border/frontline sta-
tus of the Kherson region, where Biriuchyi Island is situated.

In a week, Grublyak and Zolotar constructed a 6-me-
ter structure, the outline of which resembled the Lenin’s
Mausoleum in the Red Square. This structure was a direct
reference to the first temporary wooden tomb that was hast-
ily built after one of the initiators and organizers of the Red
Terror, a central figure for the personality cult in the Soviet
system of hierarchies passed away.

This multi-stage project (that included performance)
focused on the problematization of the idea of power in gen-
eral and the ideological symbols in particular, as well as on
the realization of this desire for power through the “puri-
fication by fire” ritual. The wooden structure was erect-
ed in the midst of the steppe on the Biriuchyi Island split.
Grublyak’s and Zolotar’s positioning of the letter combina-
tion “RyTyna” corresponded to the placement of the letter
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combination “Lenin” in the original wooden tomb. I inten-
tionally refer to the word “Lenin” as a letter combination,
as during the Soviet rule, this word became sacred in many
dimensions of life of several generations, signifying occu-
pation and being a central symbol for the personality cult
and ideology. RuTyna was solemnly burned on the clos-
ing day of the symposium. This act of burning was titled
“Confusion’,' with Zolotar recalling, “We had many ideas
about how to destroy the artifact. In the end, we decided
to symbolically purify it by fire” (O. Zolotar, personal com-
munication, May 17, 2016).

The artists’ ambition “to raise the level of consciousness
in society”, declared in a number of their texts, may be viewed
in the framework of opposition of the social and the private.
For example, Zolotar, whose works demonstrate a search
fora point of concentration (sculptures Wind Rose, Encounter,
Event Horizon), engages into ongoing work with a structure
and contour. In its art practice, the GAZ group experiments
with a structure and contour of social interaction. Wikipedia,
which may be viewed as a set of reflections of various national
collective consciousnesses, in its Russian version states that
“Vladimir Ilyich Lenin’s Mausoleum (during 1953-1961—
Lenin’s & Stalin’s Mausoleum) is a as mausoleum, a resting
place within the Kremlin wall on the Red Square in Moscow,
where the body of Vladimir Lenin is preserved since 1924
in a transparent sarcophagus” (Mavzolei Lenina, n. d.). This
sentence contains an abundance of symbolic meanings, with
the nouns “resting place—sarcophagus-body” fitting into
a certain semantic structure. The aim of RuTyna was to es-
tablish an interplay with this highly ideologically and emo-
tionally loaded symbol, symbolically annihilating this matry-
oshka-structured matrix as an embodiment of the hierarchy
of violence.

In the conceptual description of RuTyna, this was de-
clared as a “liberation,” which automatically implies the pre-
vious “oppression” of the Ukrainian society by the Soviet
reality (as those who are already free do not need any liber-
ation). Therefore, this project may be viewed from the per-
spective of the post-colonial discourse. This performance,
realized a year before the Law of Ukraine No. 317-VIII
“About condemning Communist and National-Socialist
(Nazi) totalitarian regimes in Ukraine and banning pro-
paganda of their symbols” was officially adopted (Law
of Ukraine No. 317-VIII, 2015), outlined in the dimension
ofart the themes which later became dominant on the pub-
lic discourse. The stages of realization of this art action were
the following: the process of creating the object with a cer-
tain symbolic load and the act of its annihilation, during
which the energy of destruction was released. The latter
is symbolically perceived as a concentrated release that pro-
vides relief and liberation.

! The title is a reference to the well-known quote of Vitaly

Churkin, Russia’s ambassador to the United Nations, who infamously

referred to the MH17 crash as to a “confusion,” not an act of terrorism.
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Andriy Zelinskyi with his piece “Fighter” partici-
pated in the Armory Room project of the GAZ art group.
The core themes of the project were defense and weap-
ons viewed from the standpoint of interplay of the indi-
vidual and the collective, from the standpoint of a search
for the “demarcation line,” which delineates the borders,
and in the artistic sense—defines the structure of the so-
cial discourse that shapes this contour. The format of this
event was a touring exhibition. In a van, the key objects
of the action were presented—the plaster casts of the auto-
matic weapon. They became the starting point for inspiring
interaction with the audience (a communicative aspect).
“Turning to the well-known forms of artistic expression, us-
ing the charm of ‘visual aids, being as laconic and readily ac-
cessible as a textbook through the absolute form of a military
artifact, the participants of the action ‘assign’ the homework
both for those ‘who acknowledges’ and for those ‘who are yet
to grasp’ the transformation that our state is going through”
(Art city, 2014, October 30). The format of “Armory Room”
is closer to happening that implies events or situations with
the participation of the artists, yet not totally under their
control. Happenings often include improvisation and, un-
like performances, do not have a scenario.

The choice of plaster from the Donetsk Basin,
and more specifically, in then-Artemivsk? as a medi-
um for the automatic rifles was coincidental. “We as art-
ists view the automatic rifles not as a weapon to kill but,
probably, as a sculptural form. Maybe, rather as a form that
has specific connotations (O. Zolotar, personal commu-
nication, May 17, 2016). The concept of a ‘negative’ form
is significant in the artists’ practice. In Ukrainian art, Nazar
Bilyk previously turned to realizing a negative form with
the means of art; however, for Grublyak and Zolotar a neg-
ative form is a concept to be explored as a metaphor of de-
nial. In the ‘Armory Room), the plaster casts, which are its
central objects, are the result of a technological process
that included molding as one of its stages. This was, in fact,
a process of creating a ‘negative’ volume, when the shape
of the automatic rifle practically ceased to exist. After this
symbolic ‘annihilation’ back as in the studio, this form
was filled, in a symbolic dimension, with the other sens-
es; in the physical dimension, it was filled with Ukrainian
plaster from what would later become Bakhmut, known
worldwide for its fierce battles and heroic defense oper-
ation. According to the latest scientific data, the depos-
its of gypsum in Ukraine are ‘practically inexhaustible’
and are comparable to the deposits in the United States
and Canada”(Lyalko & Popov, 2017, p. 197). This connec-
tion opens another possibility for the Armory Room inter-
pretation, namely the ecological discourse.

The Ritual of Approval was realized twice in 20185.
The first time was in Kyiv, at the building of former tram

> As of 2014, the city was still Artemivsk. The historical name
of Bakhmut was reinstated in 2016.
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depot; the second time—in Mariupol, under the aus-
pices of the IZOLYATSIA foundation, in the framework
of the interdisciplinary ZMINA platform. The range of prob-
lems raised in the project encompasses several aspects
of the interplay between society and an individual, including
individual choice and decision-making. “We filled the main
hall with the spot lighting, smoke, and placed a vacant presid-
ium table. As the soundtrack, the artist used the recordings
of applauses back from the 1930s and 1960s that were a must
at all the meetings of the Central Committee of the CPSU
and signaled greetings and ‘approval’ to all the speeches
of the General Secretaries during the Soviet era. In the artists’
opinion, ‘the applause was playing an important socio-po-
litical function for a long time—it is a symptomatic link be-
tween the ‘victim’ and the leader. This way, the ‘power hierar-
chy’ of sorts is produced, lacking which that state, supposedly,
would collapse. On the one hand, the aim of the applause is to
express oneself as an expert authority and to claim certain
social status. On the other hand, by joining the ‘applauding’
audience,” an individual loses the possibility to preserve per-
sonal secrets” (Art city, 2014, October 29). The accompa-
nying text for the video mentioned a “hierarchy of power”
as one of the elements. This symbol, in the artists’ opinion,
is an axis of two-way influence in a totalitarian society. In this
art project, the notion of a “vertical” is reinvented, signifying
a hierarchy in the broad sense, which is built with a certain
collective action. Dwelling on the practice, common in Soviet
society, the artists actualize the problem of personal choice
and responsibility in modern Ukraine.

The central form for most of their art actions is a rit-
ual, with the artists actively participating, taking on a posi-
tion comparable to the position of a pagan priest, respon-
sible for the course of the ritual. These art actions, despite
them being deeply rooted in a play, demonstrate the search
for a structure for the cultural space of Ukraine in the future.
In particular, the agency of the Ukrainian society in shaping
its own history and culture is underlined. For the analysis
of such artistic vision, the theory of Victor Witter Turner
is applicable, who stated that in any society a “social drama”
permanently happens; thus, a ritual is an instrument for reg-
ulation, when the social drama reaches its peak. By turn-
ing to a method of art action, at times with the elements
of performance, the artists problematize the totalitarian
past and the phase that Ukrainian society is undergoing
now—a post-totalitarian phase. In this context, their prac-
tice may be considered an art of post-totalitarian reflection
(Sydorenko, 2008, p. 134) that developed in Ukraine during
the 2000s. Still, a tendency for a “delayed” reflection has be-
come more pronounced only after 2014, with the new gen-
eration of artists, and to a certain extent retrospectively.

In her book New Ukrainian Sculpture, Galyna
Sklyarenko explores Zolotar’s works in detail, drawing in-
teresting analogies and comparisons, i. e. with the trends
of the 1960s Western plastic art and their contemporary in-
terpretation in regard to the form. In addition, she provides
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a description of several fulfilled projects by the GAZ art
group. Sklyarenko observes that, “in parallel to the purely
sculptural pieces, since 2013 another trend developed in his
[Zolotar’s] work, when the motifs of social criticism are real-
ized in the forms of installations, art actions, and assemblag-
es” (Sklyarenko, 2021, p. 168). This statement seems rather
controversial, as the collaboration within the GAZ art group
is not parallel to the artists’ solo creativity. Their pieces con-
ceived and realized collectively result from processing cer-
tain ideas. Despite the outwardly play-based nature of their
creativity and extensive use of provocations (that may
be perceived as a counterpoint to a “serious activity”), a care-
fully crafted balance of a social gesture in its many manifesta-
tions and of an art action with the elements of performance
are inherent to the works of the duo. Performative practic-
es broaden the understanding of the core idea of a piece
both in the individual and in collective work by Zolotar
and Grublyak, which is a search for a form to express the full
potential of space. Interpretation of their collective work
should not be limited to mere analogies to irony because
irony, as a satirical means counterpoising the true sense
to the one expressed, is uncharacteristic of their practice.

The art actions by the GAZ art group are rather inver-
sive in relation to their separate artistic activities. As a creative
duo, the GAZ art group undertakes a search for the perfect
structure at the level of society, achieving this with certain
artistic acts, radical in their expressive form: annihilation
(burning, as in RuTyna), disorientation (Ritual of Approval),
and coercion (Armory Room). “Working in a group differs
from solo work significantly. The concept, its realization,
the sense and form are envisioned in the dialog and discus-
sions. It is a living process. For that reason, we leave some
room for the last corrections to be made directly at the ven-
ue of the performance. The viewers are not only present
at the performance but participate in it. Their reactions
to the events is always different and hardly foreseeable. This
produces an energy boost originating from the events during
the art action. Also, in our opinion, one of the features of per-
formance art is its flux, its ‘ephemerality, when only photos
and videos prolong its existence in the future” (V. Grublyak,
personal communication, May 15, 2016).

As for the latter statement, the previous literature al-
readyraised the issue of documenting performance art; thus,
existing academic approaches to this process and the con-
cepts for further study of performance art through its pho-
tographs, videos, and other sources of information were
analyzed. In view of the consistent focus on post-colonial
issues, the art actions of the GAZ art group of this period
are worth to be “reactivated”. Philip Auslander, a renowned
researcher of performance art, suggests recreating this type
of works (Auslander, 2018). For the spatiotemporal pieces
of the GAZ art group, this approach, in the new socio-po-
litical context of the full-scale Russian invasion against
Ukraine, could be a new impetus to activate their collabo-
ration, to appeal to a larger, global audience.
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In the context of studying the crossover points be-
tween the art forms of sculpture and performance,
the Radius art space significantly contributed to merg-
ing these two arts. This art residency, founded by Oleksii
Zlotar in 2019, was aimed at intensifying internation-
al cross-cultural interaction and establishing strong links
throughout the art community. The residency was specif-
ically focused on experimenting with three-dimension-
al art and on working with volume in its many represen-
tations. In the context of interplay between performance
art and sculpture in Ukraine, the joint project by Oleksii
Zlotar and Alexander Holm should be mentioned. It was
titled Gennem et specielt Glas (“Through the special glass”).
The combination of performance art and sculpture creates
an environment for the interplay of sound, form, and per-
formance art. As a result of interaction of these elements,
arich artistic image of the contemporary art communi-
ty emerges, which can be experienced on several sensory
levels. In the project, the chronotope of the Ukrainian ear-
ly Middle Ages suddenly crashes into the contemporary
challenges produced by globalization and the rising im-
pact of the Internet. The project addressed the categories
of time and space, their transformations, metamorpho-
ses, and performed artistic reflections on the most topi-
cal contemporary understanding of the time-space con-
tinuum. According to Zolotar, at the beginning of their
collaboration, he and Grublyak have not fully appre-
hended the common ground of their separate art prac-
tices (namely, sculpture and performance art), which
is a telling sign of the potential for interplay between
these arts (O. Zolotar, personal communication, May 17,
2016). Eventually, this project reveals the very essence
of the transformational processes reflecting the current
understanding of the world.

It should be noted that the contribution of the Radius
art space in the Ukrainian art process during the years
2019-2021 suggests opportunities for future research.
The present study only captures and documents the ongo-
ing dynamics of the artists’ collaboration in the cross-cul-
tural dimension, not only resulting from a co-existence
of different art forms in the same space but also at the lev-
el of senses.

Conclusions
In sum, the GAZ art group was formed for meeting
anumber of plastic objectives and for creating the composi-
tions rich in imagery. In the studied projects, in the context
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IleppopMaTHBHA PaKTHKA Ta cCKyAbITYpa. TBOpuicTs Mucrenpkoi rpymu GAZ (Ykpaina)

Amnoranis. ITpoanaaisoBaHo AisiabHICT MucTenpKoi rpyru GAZ, siky yTBOPHAM ABa YKPAIHCBKi XyAOXKHHKH — Bacuab Ipy6asik

Ta Oaexciit 30A0Tap. AOCAIAXKEHO 3B'I30K ABOX BUAB MUCTeLyTBa (TlepdOpMAHCy Ta CKyABITYpPH) Ha IPUKAAAI TBOPYOCTI LIbOTO KO-

AEKTHUBY B KOHTEKCTi Cy4aCHOI0O MUCTELITBA pralHl/[ POSI‘ASIHYTO OCHOBHI KOHL[el'ITyaAbHi 3aCaAU MUCTEIbKUX aKITii «RuTuna»

(2014), « Puryaa cxasenHs> (2014,2015), «36poiiHa KiMHaTa» (2014) raixne MpaKTUYHE BTIA€HHs, 3alIPOIIOHOBAHO BapiaHTH

inTepnperarnii. BucyHyTo npumymenHs, mo nompu o4eBUAHY COLIiaAbHO-KPUTHYHY CHPSMOBaHICTD akui# rpymu GAZ, B 0cHOBI

IXHBOI TBOPYOCTI 3aKAAAEHO A€ AOCAIAXKEHHSI TIPOCTOPY Ta aHAAI3y Foro TpaHcopMmariiil. BusiBAeHO 3B'30K MHUCTEILIBKOI ALSIAB-

HOCTi rpynu GAZ Ta AKTYaAbHOI'O COLIIOMOAITHYHOTO KOHTEKCTY 3 IIEPCIIEKTHBOIO AASL Mi)KAI/[CLII/IHAiHapHOI‘O BHUBYECHHS B ME€XKaXxX

aKaAEeMiYHUX IPOTpaM MPOCTOPOBOrO MUCTEITBA, SKi CIIPAMOBAHI Ha AOCAIAXKEHHS IIMPOKOTO CMIeKTPY BapiaHTiB TPUBUMIPHOI

$opMH, BKAIOUHO 3 MHCTEIITBOM iHCTaASAIil, CKYABIITY OO, MUCTELITBOM Nep$OPMAHCY, MyAbTHMEA A Ta IIUGPOBUM MUCTELITBOM.

Karwuosi crosa: neppopMaTHBHI IPAKTHKY, BidyaAbHe MUCTELITBO, CKYABIITYPA, YKPAiHChKi XYAOXKHHKH, TBOPYICTh MUCTEIIbKOT

rpymu GAZ.
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