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MnacTuuyHuin Mone6eHb 3a WAaxXTapiB

€ 06pa3K, 9Ki 3 YOCOM CTAIOTb CBIAKAMM ICTopIl. LUaxTap y TBopUYOoCTi POMaHO
MiHIHO — OfMH 3 HKX. HapogxeHun y OuMNToOoBI HO LOHEYUMHI, XYyOOXHUK 3BEP -
TAETbCH OO HBOrO HE 9K OO OKPEMOI MOCTATI, A 9K 4O 06PA3Y, B AKOMY NepeTnHA -
IOTbCs NaM'aTe NPO LoH6AC, iIHOYCTPIANEHA MIGOIOrid, POAMHHO CMOAKOEMHICTb
| MOBCSKAEHHE CMIBICHYBAHHSA 3i CMEPTIO.

Y CBOIX CTYOEHTCbKMX po6oTax nodaTky 2000-x MiHiH He NparHe BiaTBOPU-
TU LUAXTOPCHKUI CBIT KPi3b JOKYMEHTASIbHY OMTUKY, HOTOMICTb MEPEBOANTL MOrO
3 KOHKPETHOIO COLLIAMBHOrO KOHTEKCTY B MIOLUMHY Y3ArasibHEHHS. Moro repoi
30MIMLLCHIOTLCS BMIZBHOBAHUMM JHOOBMU OOHELLKMX LLUAXT, Afle BOOHOYAC ICHYIOTb
No3a YaAcoM. «MOT LLAXTAPI CNOKIMHI. BOHW CTCAW BIYHICTIO», — OMUCYE iX XYAOXHMK.

Came ToMy BXe B PAHHIX TBOPAX MIHIHO GOPMYETLCS BNACHA LLUAXTAPCHKO
IKOHOrPA®IA: NPEAMETHWUIM CBIT HOBYBOE eMBNeMaTUYHOCTI. Kacka i namMna no-
3HaAYaKOTb NPodECito, TO PA3OM 3 TMM CTAKOTb OBPA30M CBITNA B TempsBi. LLlaxTa
€ NPOCTOPOM BUMNPOBYBAHHA HO BUTPWBOICTL, O CMYCK Y HET HOra4ye ApXaidHUM
CIOXET BXOOXEHHS A0 MNiA3EMHOro CBIiTY. baTbko | CMH A60 LWAXTARI-KONEr piaHo-
ro BiKy — He nvLe €OHICTb, O 1 MOOENb HEMUHYYOT Nepenadi 0oni. Bubyx metany;,
06BANM € O6PA30OM PAMNTOBOIO PYMHYBAHHS, MAMXe 6i6MiMHOMO 30 CBOIM CUMBO-
niamomMm. Te, Wo 300BANOCH CTIMKUM | KOHTPOMBOBAHUM, 3a OAHY MUTb MOXE ByTK
3HMLLEHE CTUXIED. Ller MOTMB XyQoXHUK NPOOOBXYE | B «YAAPI», MOKA3YKOUM CAMY
MUTb 3ITKHEHHH. KOBTUIM TYT HAra4ye Mo CBIT/IO | BOAHOUAC CTBORIOE BIOYYTTH
TPUBOMM, HOBAMXAKOUNCE O 0O6PA3Y CNANAXY.

PomaH MiHiH HOBYGBCS HO KAdeapi MOHYMEHTAIBHOIO XMBOMUCY XAPKIBCLKOT

aKageMil AM3anHy i MUCTEUTB Y MAMCTEPHI BikTopa [OHTOPROBA, 9KMM NMPOOOBXY -
BAB MPOUHLUMMKM 6OMYYKIBCEKOI TRAOMLUIT. | U O6CTABMHA MPUHUWMNOBA 4N PO3Y-
MIHHS PAHHIX POOBIT MiHIHA. ITOCTATI LUAXTARIB BiH 6yaye Yepes NAOLMHHICTb, YiT-
KW KOHTY, TOKASbHI KOTbOPOBI MO | PUTMIYHE CMIBBIAHOLUEHHS BEMUKMX GOPM.
MOHYMEHTABHICTb 3AKIAOEHO BXE B COMIM OPraHi3aLil Girypm: Moro waxTapi
BOXKI, MAXe CKYSbATYPHI. IXHI pyKK, Niedi, KAacku, 06imuds i po6oumin Oasar 380-
OATbCS 0O BEMMKUX MAACTUYHMX ONOKIB — 30 OEKINbKA POKIB XYOOXHMK NepeHe-
ce ix Ha 6apenbedn. Cam MiHIH HOronouwlye Ha CBiAOMOMY BMOOPI XyAOXHbOrO
nigxomy: «A N6 NPUHLMMIM MOHYMEHTANTBHO-AEKOPATMBHOIO XAHPY, PO3YMItO
i BIQUYBAKO MOrO MAIACTUYHY MOBY, TOMY MOXY HEKO KPUYATK, CRIBATK QOO LLENOTITH
MOI MOHYMEHTCTbHI MOEMM B MOPOXHEYY, OBIMHABLLM KONIHAY.

OpHak MiHIH He BIATBORIOE BI3AHTIMCHKOI HEPYXOMOCTI, 30M03NYEeHOl 604y -
KicTaMu, GykBanbHO. Moro ¢irypu 3anmLaoTbC HOA3BUUAMHO TIIECHUMM, O IXHS
EMOLIMHG HaNPYra NepPenaeTbCa Yepes XECT. TyT BOXIMBOK ICTOPUYHOKO NApPa-
nenmto cTtae [IXOTTOo, 9kmii TOKOX HOOAB Girypi BArM, MCUXONOriYHO! MPUCYTHOCTI
i ppamatyprii pyxy. Came ¢idndHa aig ctae B MiHIHG O4HKWM i3 FONOBHWIX HOCIIB 3MICTY.
Y po60Ti «CUH | 6ATBKO» LIe B3AEMHE 3ONMXEHHS ABOX Tif; Yy «[ToUiyHKY» — OOTUK;
y «[IyMKOX LLAXTAPS» — NO3d, B 9Ki TiNO HIGW 3ropTAETLCS Yepes3 NepexXmnBaHHS.
Lle ocoénmeo BiguyTHO | B «MonunTBi». HO3BA TyT HE MPOCTO BU3HAYAE CIOXET, O AJE
KoY 0O MOro NpOUnTaHHS. LUGXTap WonHa npauoe B HEMIOKOHTOOMbHUX MOMY
YMOBQX, fie HOBITb AOCBIA | QI3MYHO CUNA HE TAPAHTYIOTE 6e3rnekn. ToMy MOIMTBA
MNOCTAE CNOCOOOM MPUMHATU BAACHY BRO3MNMBICTb.

in

O6pa3s waxtaps B MiHIHO MOXHG MPOYMUTATM M Yeped OABHKO Gi6NinMHy Ono-
snuito Mapown | Mapii, nepeocmucneHy Pepgpdpaoom KinniHrom y noemi «CuHm
Mapdu». ¥ eBaHrenbCokin icTopii Mapda 30IMWAETHCS Y CBITI LLOAEHHOT PO~
60TK — NPAUkoE, roTye, AO6AE NPO OiM, Todl 9Kk Mapia oéupae cnyxaTtm XpucTa.
Y KinniHra us BigMiHHICTb NEPETBORIOETECS HA LUMPLLMIA Mid MPO NOKOMIHHS NMO—
aen, NprpeYeHmnX HeCTM Tarap GisMUHOT NPAL. Y LbOMY MPOYUTAHHI LWAXTAR Mi-
HIHO MOCTAOE CBOEPIAHUM «CUMHOM Mapdu» — MIOOMHOK, YN MPAUS HEOOXIOHA
015 ICHYBAHHS IHLIWX, Gfle 3CMWLAETBCS BAXKOK, HEMOMITHOKO | AANEKOKO Bif,
BMHArOPOOM UM NPOCBITNEHHSA. BOOHOUOC XYOOXHMK HE CNPUAMOE LIO NPALLO
9K MOKOPAHHA. HOBNAKW, y MOro 06pa3ax TArap NOCTyNnoOBO HOBYBAE AYXOBHO-
ro BMMIRY: MOUMHATTS BNACHOT OOS CTAE HE MOPA3KOD, A GOPMOKD BHYTPRILLUHBOT
ceotoan. Came Le O03BOSSE TOUHILLE 3pO3yMiTK CNoBA MIHIHA: «A He BBAXAIO,
IO XEPTOBHICTb | CMUPEHHS, BNACTUBI MOTM MEPCOHOXAM, MOUHOCHATb HELLIACTS,
poaLe — 3BINbHEHHS Bif MPUCTPACTEN». XyOOXHWK HOAIISE WAXTAPSA BHYTRILL~
HBOKO ABTOHOMIEIO. Ller NpuHLMN CTAE OCOBAMBO BUPA3HUM Y POGOTI «HO CBITOH-
Ky». CBITOHOK CMMBOSMI3yE CTAH Nepexoay: 3 MiA3eMHOro CBIiTy OO MOBEPXHI, Bif
Hebe3nekn 0o XmnTTa. CBITNO NPOTUCTOITE TEMPSBI, OAHAK He 3HMLLYE Ti. Xonoa-
Hi CVHI TA 6IPO30BI MNMOLLMHKM BCTYNAKOTb Y B3AEMOLIIO 3 XOBTUMU, YELBOHMMM
N TEMMMMN AKLUEHTAMMN.

CamMe B po6OTi 3 KOSTbOPOM | KOHTYPOM eKCMPEeCHBHMM NoTeHuian MiHiHa CcTae
HAMGINbLE NOMITHUM. JTiHIG B HBOrO PIAKO € HENTPAIbHMM 3ACOB0OM OKPECTEHHS.
BoHa MOxe MigkpecnoBATY MACY, CTBORIOBATU BHYTRILLHIO HAMPYrY A60 OyKBAIBHO
nebopMyBaTH Girypy. KOHTYR YQCTO CUMBHILLUIA 30 QHATOMIYHY NPABOOMNOOIGHICTS,
afxe BM3HAYAE NCUXONONIYHMM CTAH NePCOHAXA. Lis BAACTUBICTb 36nmxye MOoro
NNACTUYHY MOBY 3 OCBIAOM EKCNPECIOHI3MY. HanpaamkaneHiwe Le BiadyBAETLCH
y «Broyxy METAHY». TyT XyAOXHMK HE HOMArQETHCS PEKOHCTPYIOBATM ABAPItO. Ha-
TOMICTb COMA KOMMO3MLLISH MOYMHAE MOBOAMUTUCH TAK, HIGW B Hil1 yXe CTANACS KATA -
CTPOGA. TEMHI KOPUYHEBI T 3eNEHYBATI MACK KOHOAIKTYKOTb i3 YUEPBOHKM, XOBTUM
i TOMQPAHYEBUM; TiHIS CTAE PI3KILIOKD, O MPOCTIP, 30AETLCH, BTRAYAE CTAOITBHICTb.
BiouyTTa pynHYBOHHS BUHMKOE Yepesd NMOPYLUEHHS PIBHOBAMM, TOMY COLICbHNM
CIOXET NepexoanTb y MeTadopy HeGe3MeKM.

TyT, CBIOOMO UM Hi, CTAE NPUPOOHUM Oianor MiHIHO 3 MEKCUKOHCBKMM MOHYMEH-
TaniamMoM. lNpoTe cnopigHeHricTs MiniHa 3 PiBepoto, Opocko Ta Cikernpocom Mae
pisHun xapakTep. Big Hiero Pisepw Hanénuxdoto € cama iges MoHyMeHTami3au, i
noovHK npadi. Y Pisepu pobIiTHYK HE € CTATUCTOM ICTOPII, HOTOMICTb Yepe3 HbO-
rO YUNTAETBCS CTAH CyCniNbCTBA. Y MIHIHG BiOOYBAETLCSH CXOXE 3MILLEHHS: LUOXTAP
nepecTae 6yt NOPTPETOM KOHKPETHOI JIIOOMHM | CTAE COLANBHUM TUMOM, Yepe3d
AKNIM XYOOXHMK FOBOPUTL MPO LS4 PETIOH.

MNpoTte Tam, ge PiBepa 6aunTb y NpaLli iICTOPUYHO NPOAYKTUBHY cuny, MiHiH
TPAKTYE 1i 9K AXXepeno rigHOCTI, OCHOBY IAEHTUYHOCTI, ane BOAHOYAC i GopMy Mig-
NOPSAKYBAHHA. LLIGxTAp HONEXMTb 0O CUCTEMMU, FKA 3A6E3MEUYE NOrO ICHYBAHHS
| PA3OM 3 TVM BM3HAYAE MeXi Moro ceotoan. Came usg NoABIMHICTb CTAE OCOBMBO
NOMITHO B POGOTI «CUH | 6ATLKO.

[Ba NEPCOHOXI TYT NOEAHAHI HE NMLIE POAMHHIM 3B'33KOM. IXHi dirypu Hakna-
OCKOTbCSH OAHA HO OfHY, YTBOPKOKOUM EANHY MIACTUYHY KOHCTOYKLUIKO: CUH € NPO-
JOBXEeHHAM 6aTbKA, ane BOQHOYAC MOro moBTopeHHsM. Y 2000-x, nicng saHena-
4y YKPQIHCBHKOI ByrneBmao6yBHO! rasy3i Ta 30KPUTTS YACTUHK WAXT HO LoH6AC,



MNOLWMPUNNCHA HENErASbHI KOMOHKM 3 KYCTAPHUM BUOOBYTKOM BYrinng. LLlaxTapcbka
NPAUS HECNA CTPALUHI PU3NKK OBAPIN, TOOBM i 3arnéeni.

Y MiHiHg, gk iy daenaa Anbdapo Cikernpoca, Tino CTAe BAroMyM HOCIEM ekcrpe-
cii. Cikenpoc B1koprcToBye AedopMAaL,ito, MACLUTAS | HAMPYXEHHS NOACHKOI Girypu,
Wo6 nepenatv Qi3NUHy Cuny i APAMATU3M MNPALLL. MiHIH TOKOX BIOMOBASETbCA Bif
OHOTOMIYHOT TOYHOCTI HO KOPUCTb HAMPYXeHOT GopMKU. MOCKBHA PYKA, HOOMIPHO
BOKKI Mneui, 3MILLEHA rOI0BA OGO HOBMUCHO MY KOHTYP POBASTL EMOLLIKD BUON -
MOLO. Ane € NPUHLUMNOBA BIAMIHHICTb: ekcnpecis MiHIHO He Bede 00 PEBOMOLIMHOIO
XeCTy. VIoro LAXTAp He MPOTeCTye — BiH MPUCYTHIN. Came ToMy «[lyMKM LUIAXTAPS»
€ OOHWM i3 MPUHLUMMNOBUX TBOPIB, AOXE B HBOMY MPOUMUHAETLCH Aig. JIIoaMHA npayy,
KA B POOSAHCBKIM OBPA3HOCTI MAMXe 3ABXAM BU3HAYCETHCS Yepes Aiko — KOMae,
BMOOGYBAE, OyAYE, PYXAETbCH, — Y MiHIHG MPOCTO CMANTL | AyMAE. Lle 3MilleHHs Bif
30BHILLHBOI Ai A0 BHYTPILIHBOrO CTOHY NPOAOBXYETLCS B POOOTI «[lyLua». 3-no3a
MOCUBHOT Girypu LOXTAPS BU3MPAE OPYrd, 3 MAxXe MOCKOMNOAIGHOK QI3IOHOMIEID,
BMKOHOHQA B iHLLIM KoNbopoBin rami. Cipi, YopHI Ta 6ini TOHM NepLUol NPOTUCTOATb
YEPBOHMM, XOBTUM, ONAKUTHUM | 6IDKO30BMM aKLEHTAM Apyrol. Konip cTae 30co60om
PO3MEXYBAHHS He MPEAMETIB, A CTOHIB: MATERIANBHOMO | OYXOBHOIO.

Y tBOpPI «TepmiHoBO!!» Lel BHYTPILLIHI NPOCTIP MNOB'93AHU yXe 3 MPO6IeMOoro
KOMYHIKaLT. TenedoH, CnyxaBka i Ka6enb BBOOATL Y KOMMO3MLLIKO TEXHIYHY CUCTE=
My, WO 3'€OHYE i30M1bOBAHI NpocTopU. O6MUUS LIAXTAPS YACTKOBO MPUXOBAHE
CITYXABKOIO, MOrO YBAra CMPAMOBAHA O FOMIOCY, 9KUIM ICHYE 30 MEXAMU KAPTUHU.
CnoBo «TePMIHOBO», MIACUIEHE OKJIMKOM, NEPETBOPIOE 3BUUANHNA TenedOoHHUM
O3BIHOK HO CUTYALLIKO OUiKYBAHHSA. Y LUAXTAPCHKOMY KOHTEKCTI 3B'930K MAE OCO-
6MBY BArY: L@ CMoci6 NogonaTy GisuyHy i30NgLUito Nig3eMHOro NpocTopy. ToMy
TYT BUHMKAE HECMOAIBOHA Napanens 3 «MonMTBOK»: B OOHOMY BUNAOKY SIHOAMHA
3BEPTAETLCS OO HEBMOMMOrO Yepead CAKPASbHWM XECT, B IHLIOMY — JYepes Tex-
HiYHMIA KaHON. B 060x MOeTbCs Moo BCTAHOBAEHHS 3B'93KY 3 TMM, XTO NepebyBae
Mo IHWWIM 6iK HEGEe3NEeYHOro NPOCTOPY.

I3 Lieto NOMiKOK MOB'A3AHG M OAHA 3 HAWMBAXIIMBILLMX OCOONMBOCTEN PAHHBOT
cepil — NOCTYNOBE NOBEPHEHHS LLUAXTAPEBI MPUBATHOTO XUTTS. Y «[loLinyHKy»
NPOGECIMHO POMb MAMXE MOBHICTIO BIACTYNAE. TyT KOMMO3MLiF KOHLEHTPYETECS HO
KOHTOKTI Tifl. MiHIH BIOMOBNSETLCH BiA MOAENI, A& LUOXTAP ICHYE BUKITKOUYHO 9K NPen-
CTABHWK KNACY, A MOKA3YE JIOOMHY, KA KOXAE, CyMye, Yekae. Y po6oTi «LLaxTap
i0e OOAOMY» COM CIOXET MOBEPHEHHST HOOYBAE MAMXE PUTYONBHOMO 3HAYEHHS.
PPOHTANBHG MOCTATb 3AMMAE GiflbLLY YACTUHY GOPMATY, O XONOLHI CUHI 1 3ENEHI
TOHW OATY KOHTPACTYIOTh I3 YHEPBOHWM | BITOKUTHUM TAOM. «[JOAOMY» TYyT O3HAYCE
Ginble, HiX 3aBEPLIEHHS POOOYOrO OHS: L& MOBEPHEHHS 3 MOTONGIYYS OO XUTTS.

BooHo4aC XygoOXHMK HE 3aNMWAE NO30 YBATOO BI3YATbHY MAM'ATb PAOAHCHKOT
Kynetypu. «LLlaxTap i3 4epBOHWM Wapdom». LLapd npoxoanTs Yepes KOMMO3MLLIKD
LIAroHAnNsIo, YOCTKOBO 30KPMBAKOUM OBMYYS. BIH OBHOUACHO € NPEAMETOM Ofary,
KOSIbOPOBWMM AKLEHTOM | CBOEPIOHOIO MACKOI. 3HOK KOMEKTUBHOT IDEHTUYHOCTI CTAE
30CO60M MPUXOBATK OCOBY. POOSHCEKUIA MNAKAT 6yB CAPIMOBAHUIA Y MANOYTHE:
BiH 3AKIMKAB NPALIOBATH, OYOYBATH, MEPEBUKOHYBATM HOPMY. MiHIH NepeBoamTb
Len 06pas y pexmnm Nam'aTi. Mloro repoi yxe He IEeMOHCTPYE NepemMory BUPOGHM -
LUTBQ, A CBIAYMTb NPO AOCBIMA, TOMY HE € NPSMOO KPUTUKOK PAOAHCEKOT MIGOAOTil.

MNopyy i3 TEMOKO HEBE3MEKNM | COMOTHOCTI B LUAXTAPCBHKOMY CBITI MiHiH nochni-
JOBHO BBOOUTb TEMY JIHOACHKOI COMaapHOCTI. Y «Jobpomy nornaani» Ta «dpyxoi»
BIH 30CepenXyeTbCs HO CTOCYHKOX MiX ABOMA NtOAbMU. Y NepLlin po6oTi ABOE
LLIOXTAPIB MAMXE CTUKAKOTLCA OONMYUGMM, | KOMAOIMLIMHUM LIEHTPOM CTAE He IXHS
npaus, O MOMEHT B3OEMHOIO 6a4YeHHS. [pUrnyLLIeHa Cipo-3eneHa rama poduTb
CLEHY KOMEPHOI, TOAI 9K YEPBOHI M XOBTI AKLEHTU OXMBASIOTH OONMYYA. Y OpYrin
PYKQ, WO TOPKAETbCH IHLLIOIO, CTAE FOMOBHUM 3HAKOM B3CEMHOT MiATPUMKM. [10-
KA30BWM € 1 HOMWC BHU3Y: «DOHAPEN N KOHArOHOK — HUYEro He HyXHO! MaBHOE,
4YTOOG TPYA LLOXTEPC OCBELLANG OPYX6a!». TaK XYAOXHWK NepeBOONTb MPUBATHY
CcLeHy B MNAOLLMHY KONEeKTUMBHOIro OOCBIAY: OPYX6A CTAE YMOBOK BMXMBAHHS TAM,
ae noayHa WoaHa Mae NokAagaTnCs Ha iHWoro. Y TpeTin po6oTi «[dpyai» MiHIH
yepes eCTeTUKY eKCMPECIOHI3MY OOBOANTL OOPA3 LLUAXTAPSA OO MAMXE NOPTOETHOI
BEUUYMHM, ANEe BOOHOYAC MNO3BABASE MO0 KOHKPETHOCTI. KOMNO3MUIMHG 6M3bKICTb
9BNSE CO60I0 0OPA3 BIAEMO3AIEXHOCTI. Bnagae B oui PIsHMLA MiX MEPCOHOXAMM:
OOUH 3CMNJIOLLMBCS, IHLLIWKA OMBUTLCS NPSIMO HA rmisaada. Konip oCcTaToYHO Bigpu-
BOE CLEHY Bif, HOTYPANIi3My: 6y3KOBI, GIPKO30BI, XOBTI, YePBOHI 1 3e1eHi NNOLLMHK
He BIOGMBAIOTb PEASIbHOIO OCBITNEHHS, A CTBOPIOKOTE EMOLLIMHY, MAMXE MYHKIBCBKY,
HAMPYTY, O YOPHUM KOHTYP MPALKOE 9K XOPCTKMIM KAPKAC, 36MPAKOYM L KOTbOPOBI
dpPArMeHTH B EAMHE Line.

Baxnmeoto cknagoBoto 06pa3Hoi cuctemMmn PomaHa MiHIHO € 1 caMa MaTte-
PIONbHICTb PAHHIX POBIT. [oeaHAHHS KAPTOHY A60 Nanepy 3 AKPUAOM | eManso
BiOOQNSE L TBOPM Bif, YIBNEHHS MPO XMBOMMUC K BUHATKOBO «BUCOKE» MUCTELITBO
M HECMOAIBAHO 36MMXYE X 3 MOTEPIQSIbHNM CEPEOOBULLIEM, SIKE BOHM OMUCYIOTb.
Emane, 31 rmagkoro, Mamxe TEXHIYHOK MOBEPXHEKD, HECE BIArOMIH MeTaly IHay-
CTRIANbHOrO CBITY, O KAPTOH, HABMAKK, 36epirae BigdyTTd MPOCTOTN POOBOYOro
MaTepiany. MiHIH HIBW He NPOCTO 306PAXYE IHOYCTPIAbHWI [JOH6AC, O BBOAMTb
MOro ecteTmky B CAMY TKAHUHY POOIT.

He mMeHLw BaxvemuM ang MiHiHa € yac. Moro WaxTapi HecyTs NaM'aTb PaasH-
CbKOT IHOYCTRICIbHOI KYyNbTyPW, BiOOPAXaoTs peail YkpaiHn cepeamHm 2000-x
i BOOHOPA3 30BOAKM IKOHHIM HEPYXOMOCTI BUXOOATb 30 MEXI KOHKPETHOT ICTOPUYHOT
MUTI. TOMY «MAACTUYHUI MOIEBEHDBY, K HO3MBAE XYOOXHUK CBOIO POBOTY i3 LLIOX-
TAPSAMU, € HE METADOPUYHOKD MPUKPACOD, A TOYHMM OMMCOM MOro XyOOXHBOrO
MeTofy. MonebeHb 3AIMCHIOETLCH Yepe3 CaM AKT HOAAHHS O6PA3Y BIYHOCTI. MiHiH
He o6iLse CBOIM reposM CNACIHHS, HE MEPETBOPIOE IX HO POMOHTUYHUX MyUYEHWKIB
| HE HOMAraETbLCHA BUMPABOATU CUCTEMY, B AKil1 BOHW XMnuK. BiH 3ynyHAE X y YaCi.

IXHS BIUHICTb HE O3HAYAE NEPEMOrv Ha CMepTIo. BOHO HONEXUTb MUCTELITBY.

LLaxTa MOXe 3MIHUTUCH, BUPOBHULTBO — 3YMUHUTUCS, MOAITUYHI CUCTEMU — 3HUK=
HYTW, O COUIQmbHI POMI — BTPATUTY KOJIULLHE 3HAYEHHS. Ta 06pa3, OQHOro PA3y
nepeBeneHui i3 KOHKPETHO! ICTOPUYHOI CUTYALLT B MOBY XMBOMUCY, BXE HE Hi B
4YOro He 3aNeXnTb.

PokcaHa Py6neBcbka



A plastic prayer for the miners

There are images that, over time, become witnesses to history. The miner
in Roman Minin's work is one of them. Born in Dymytrov in the Donetsk region, the
artist approaches the miner not as an individual figure, but as an image in which
the memory of Donbas, industrial mythology, family continuity, and everyday co-
existence with death converge.

In his student works of the early 2000s, Minin does not seek to portray the min-
ers' world through a documentary lens. Instead, he takes it out of a specific so-
cial context and into the plane of generalization. His figures remain recognizably
the people of the Donetsk mines, yet at the same time they exist outside time.
"My miners are calm. They have become eternity," the artist says of them.

This is precisely why Minin's distinctive iconography of the miner already be-
gins to take shape in his early works, with the material world acquiring an em-
blematic quality. The helmet and lamp signify the profession, while also becom-
ing an image of light in the darkness. The mine is a space that tests endurance,
and the descent into it recalls the archaic narrative of entering the underworld.
Father and son, or fellow miners of different generations, embody not only unity
but also the inevitable passing down of a fate. Methane explosions and cave-
ins are images of sudden destruction, almost biblical in their symbolism. What
seemed stable and controlled can be destroyed by elemental force in a single
instant. The artist continues this motif in “Impact,” capturing the very moment
of collision. Here, yellow evokes light while also creating a sense of unease, ap-
proaching the image of a flash.

Roman Minin studied in the Department of Monumental Painting at the Kharkiv
Academy of Design and Arts, in the studio of Viktor Hontarov, who carried forward
the principles of the Boychukist tradition. This is fundamental to understanding
Minin's early works. He constructs the miners' figures through flatness, clearly de-
fined contours, areas of unmodulated color, and the rhythmic relationship be-
tween large forms. Monumentality is already embedded in the very organization
of the figure: his miners are heavy, almost sculptural. Their hands, shoulders, hel-
mets, faces, and work clothes are reduced to large plastic blocks; within a few
years, the artist would transfer these forms into bas-relief. Minin himself empha-
sizes that this artistic approach was a conscious choice: 'l love the principles
of the monumental-decorative genre, | understand and feel its plastic language,
and so | can use it to cry out, sing, or whisper my monumental poems into the void,
my arms wrapped around my knees."

Yet Minin does not literally reproduce the Byzantine immobility adopted
by the Boychukists. His figures remain intensely corporeal, and their emotional
tension is conveyed through gesture. Giotto provides an important historical paral-
lel here, as he too gave the figure weight, psychological presence, and the drama
of movement. In Minin's work, physical action itself becomes one of the principal
carriers of meaning. In "Son and Father," it is the mutual drawing together of two
bodies; in "The Kiss," touch; in "Miner's Thoughts,” a posture in which the body
seems to curl inward with emotion. This is especially palpable in "Prayer." The title

does more than identify the subject: it offers a key to its interpretation. Every day,
the miner works in conditions beyond his control, where neither experience nor
physical strength can guarantee safety. Prayer therefore becomes a way of ac-
cepting one's own vulnerability.

The image of the miner in Minin's work can also be read through the ancient
biblical opposition between Martha and Mary, reimagined by Rudyard Kipling in his
poem "The Sons of Martha." In the Gospel story, Martha remains within the world
of everyday labor, working, preparing food, and caring for the household, while
Mary chooses to listen to Christ. In Kipling, this distinction develops into a broad-
er myth about generations of people condemned to bear the burden of physical
labor. Read in this light, Minin's miner becomes a kind of "son of Martha": a person
whose labor is necessary for the existence of others, yet remains arduous, unseen,
and far removed from reward or enlightenment. At the same time, the artist does
not regard this labor as punishment. On the contrary, in his images the burden
gradually acquires a spiritual dimension: acceptance of one's fate becomes not
defeat, but a form of inner freedom. This allows a more precise understanding
of Minin's words: "I do not believe that the self-sacrifice and humility inherent in my
characters bring misfortune; rather, they bring liberation from passions." The artist
grants the miner an inner autonomy. This principle becomes especially expressive
in "At Dawn." Dawn symbolizes a state of transition: from the underworld to the sur-
face, from danger to life. Light stands against darkness without destroying it. Cool
blue and turquoise planes interact with yellow, red, and warm accents.

It is in his handling of color and contour that Minin's expressive potential be-
comes most apparent. Line is rarely a neutral means of delineation in his work. It can
emphasize mass, generate inner tension, or literally deform the figure. The contour
is often stronger than anatomical plausibility, since it defines the character's psy-
chological state. Such handling brings his plastic language close to the experi-
ence of Expressionism. It reaches its most radical form in "Methane Explosion.” Here,
the artist makes no attempt to reconstruct the accident. Instead, the composition
itself begins to behave as though the catastrophe has already taken place within
it. Dark brown and greenish masses clash with red, yellow, and orange; the line be-
comes harsher, and the space seems to lose its stability. The sense of destruction
arises from a disruption of equilibrium, and so a social subject turns into a meta-
phor for danger.

Here, consciously or not, a dialogue between Minin and Mexican muralism
becomes a natural one. Yet his affinities with Rivera, Orozco, and Siqueiros differ
in character. What brings him closest to Diego Rivera is the very idea of monu-
mentalizing the working person. In Rivera's work, the worker is not an extra in his-
tory; rather, the condition of society can be read through him. A similar shift oc-
curs in Minin's work: the miner ceases to be a portrait of a particular person and
becomes a social type through whom the artist speaks about an entire region.

Yet where Rivera sees labor as a historically productive force, Minin treats
it as a source of dignity and a foundation of identity, but also as a form of sub-
ordination. The miner belongs to a system that sustains his existence while also
defining the limits of his freedom. This duality becomes particularly evident in "Son
and Father."



The two characters here are connected by more than kinship. Their forms over-
lap, creating a single plastic construction: the son is a continuation of the father,
but at the same time his repetition. In the 2000s, following the decline of Ukraine's
coal mining industry and the closure of some mines in Donbas, illegal makeshift
mines known as kopanky, where coal was extracted by hand, became wide-
spread. Mining carried terrible risks of accidents, injury, and death.

As in the work of David Alfaro Siqueiros, the body in Minin's work becomes
a powerful vehicle of expression. Sigueiros uses deformation, scale, and the ten-
sion of the human figure to convey the physical force and drama of labor. Minin
likewise abandons anatomical accuracy in favor of tense, expressive form. A mas-
sive hand, excessively heavy shoulders, a displaced head, or a deliberately rough
contour makes emotion visible. There is, however, a fundamental difference: Minin's
expression does not lead to a revolutionary gesture. His miner does not protest.
He is present. This is precisely why "Miner's Thoughts" is one of the key works, since
action itself comes to a halt. In Soviet imagery, the working man is almost in-
variably defined through action: he digs, extracts, builds, moves. In Minin's work,
he simply sits and thinks. This shift from external action to an inner state con-
tinues in "Soul." From behind the miner's massive figure emerges a second figure
with an almost mask-like face, rendered in a different palette. The gray, black,
and white tones of the first are set against the red, yellow, blue, and turquoise
accents of the second. Color becomes a means of separating not objects, but
states: the material and the spiritual.

In "Urgent!!!" this inner space is already connected to the problem of commu-
nication. The telephone, receiver, and cable introduce a technical system into
the composition, linking isolated spaces. The miner's face is partly concealed
by the receiver, his attention directed toward a voice that exists beyond the paint-
ing. The word "urgent,” intensified by repeated exclamation points, transforms
an ordinary telephone call into a state of anticipation. In the mining context,
communication assumes particular weight: it is a way of overcoming the physi-
cal isolation of the underground space. An unexpected parallel with "Prayer” ap-
pears here: in one case, a person addresses the unseen through a sacred gesture;
in the other, through a technical channel. Both are concerned with establishing
contact with someone on the other side of a dangerous space.

This same logic underlies one of the most important features of the early series:
the gradual restoration of a private life to the miner. In "The Kiss," the professional
role almost completely recedes. Here, the composition concentrates on the con-
tact between bodies. Minin rejects the model in which the miner exists solely
as a representative of a class, showing instead a person who loves, grieves, and
waits. In "Miner Going Home," the very act of returning acquires an almost ritual
significance. The frontal figure occupies most of the composition, while the cool
blues and greens of his clothing contrast with the red and pale blue background.
Here, "home" means more than the end of the working day: it is a return from
the otherworld to life.

At the same time, the artist does not overlook the visual memory of Soviet cul-
ture. In "Miner with a Red Scarf," the scarf passes diagonally across the compo-
sition, partly covering the face. It is simultaneously an article of clothing, a color
accent, and a kind of mask. A sign of collective identity becomes a means

e

{

of concealing the individual. The Soviet poster looked toward the future: it called
on people to work, to build, to exceed production quotas. Minin shifts this image
into a register of memory. His figure no longer proclaims the triumph of production,
but bears witness to an experience; for this reason, the work does not constitute
a direct critique of Soviet mythology.

Alongside danger and solitude in the miners' world, Minin consistently introduces
the theme of human solidarity. In "Kind Gaze" and "Friendship," he focuses on the re-
lationship between two people. In the first work, two miners' faces almost touch,
and the compositional center becomes not their labor but the moment of mutual
seeing. The muted gray-green palette gives the scene an intimate quality, while
red and yellow accents animate the faces. In the second, a hand touching another
becomes the central sign of mutual support. The inscription at the bottom is equal-
ly revealing: "Flashlights and headlamps, none of that is needed! The main thing
is that friendship lights a miner's labor!" In this way, the artist takes a private scene
into the plane of collective experience: friendship becomes a condition of surviv-
al in a place where one person must rely on another every day. In the third work,
"Friends,” Minin uses the aesthetics of Expressionism to bring the image of the miner
to an almost portrait-like scale, while at the same time stripping it of specificity. This
compositional closeness becomes an image of interdependence. The difference
between the figures is striking: one has his eyes closed, while the other looks directly
at the viewer. Color finally breaks the scene away from naturalism: lilac, turquoise,
yellow, red, and green planes do not reflect actual light but create an emotional
tension that is almost Munch-like, while the black contour acts as a rigid frame-
work, gathering these fragments of color into a single whole.

The very materiality of Roman Minin's early works is another important element
of his imagery. The combination of cardiboard or paper with acrylic and enamel
distances these works from the notion of painting as exclusively "high" art, and
unexpectedly brings them closer to the material environment they depict. Enamel,
with its smooth, almost technical surface, carries an echo of the metal of the in-
dustrial world, while cardboard, by contrast, retains the simplicity of an ordinary
working material. Minin seems not merely to depict industrial Donbas, but to in-
troduce its aesthetics into the very fabric of his works.

Time is no less important to Minin. His miners carry the memory of Soviet indus-
trial culture, reflect the redlities of Ukraine in the mid-2000s, and at the same time,
through their icon-like stillness, move beyond a particular historical moment. This
is why the "plastic prayer," as the artist calls his work with miners, is not a meta-
phorical embellishment, but a precise description of his artistic method. The prayer
is enacted through the very act of granting the image eternity. Minin promises his
figures no salvation, does not turn them into romantic martyrs, and makes no at-
tempt to justify the system in which they lived. He stops them in time. Their eter-
nity does not mean victory over death. It belongs to art. The mine may change,
production may cease, political systems may disappear, and social roles may lose
the meaning they once held. But once an image has been taken out of a specific
historical situation and translated into the language of painting, it no longer de-
pends on anything else.

Roksana Rublevska



1 «TepmiHoBol!!l», 2006 "Urgent!!l”, 2006 2 «Oymku waxtaps», 2006 "Thoughts of a Miner”, 2006

KOPTOH, AKpWI, eManb cardboard, acrylic, enamel nanip, akpw, eMans paper, acrylic, enamel
88 x 88 cm 88 x 88 cm 89 x 89 cm 89 x 89 cm
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enamel
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"Portrait of a Miner

«MopTpeT waxtaps», 2006

4

“Son and Father”, 2006
hardboard, acrylic, enamel

80 x80cm

«CuH Ta 6aTbko», 2006

'

paper, charcoal
59 x 39 cm

nanip, Byrinng, emMans

59 x 39 cm

[OBIM, akpwun, emans
80 x 80 cm
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5 «Ha cBiTaHky», 2006 “At Dawn", 2006

nanip, akpwn, eManb paper, acrylic, enamel
59 x 69 cm 59 x 692 cm




6 «Bnéyx metany», 2006 "Methane Explosion”, 2006 7 «Opysi», 2006 “Friends", 2006

KAPTOH, AKpWS, eManb cardboard, acrylic, enamel MNONOTHO, AKPWN canvas, acrylic
59 x 89 cm 59 x 89 cm 75x925cm 75x925¢cm



8 «[o6pwin nornsg», 2006 "Good Look", 2006 9 «Oywa», 2006 "Soul”, 2006

nanip, akpws, eMans paper, acrylic, enamel KQPTOH, AKpWI, eManb cardboard, acrylic, enamel
69 x 68 cm 69 x 68 cm 74 x 74 cM 74 x 74 cm
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10 «Opyx6a», 2006 "Friendship”, 2006 n «LlaxTap 3 yepBOHUM Wappom», 2006 “Miner with a Red Scarf”, 2006
nanip, akpwn, eManb paper, acrylic, enamel KAPTOH, AKpwMA, onig, eEMAnb cardboard, acrylic, oil, enamel
59 x 69 cm 59 x 69 cm 69 x 69 cm 69 x 69 cm



12 «MouinyHok», 2006 “"The Kiss", 2006

KOPTOH, AKpWI, eMarb cardboard, acrylic, enamel
T4 x 74 cm 74 x 74 cm
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13 «CgiTaHok», 2006 “Dawn”, 2006 14 «[.P.0.3.», 2006 "G.R.O.Z.", 2006

nanip, akpus, eMmans paper, acrylic, enamel nanip, akpus, eMans paper, acrylic, enamel
52 x 96 cm 52 x 96 cm 74 x 74 cm 74 x 74 cm
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«WaxTap ige pogomy», 2006

nanip, akpwun, eMans
59 x 39 cm

“Miner Going Home", 2006

paper, acrylic, enamel
59 x 39 cm

16

«B ouikyBaHHI cBiTaHKy», 2006

nanip, akpwn, onisa
58 x 78 cm

"Waiting for Dawn”, 2006

paper, acrylic, oil
58 x78 cm



17

30

«Monutea», 2006

nanip, akpwun, eMans
89 x 58 cm

"Prayer”, 2006

paper, acrylic, enamel
89 x 58 cm

18

«Ypap», 2006

nanip, akpwn, eMans
77 x77 cm

"Strike", 2006

paper, acrylic, enamel
77 x77 cm
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MiHiH PoMaH (Hap. 1981) — yKpQiHCbKWiA XyOOX-
HKK, doTOorpPAd, ABTOP CKYbATYP TA IHCTANSLINA,
CTPIT-apTUCT. Hapoavecs B M. dnmnTpos, [oHe-
LIbKC 061, 30KIHUYMB XAPKIBCHKE XYOOXHE YUMmLLE
(2002); XapkisCbky akaOeMmito An3anHy i MUCTELTB,
kadedpa MOHYMEHTAIbHOMO XMBOMKWCY, MACTEPR -
He npodecopa B. loHTaposa (2008). Haropopxe-
HWM Meganto «TANAHT TA NOKMKAHHS» BcecsiT-
HbOIO anbaHcy «MupoTeopeLp» (2009). Yuac-
HUK MIXHOPOOHMX QPT-MPOEKTIB TA €KCNo3unL,in,
OPraHI3ATOP CTRIT-APT decTrBaniB. 30CHYBOB
HanpsgMm SMS art Ta TRANSMONUMENTALISM.
BigomMuin xmBonmcHUMM | rpadidH1MMN POBOTAMM
HQA LLIAXTAPCBKY TEMY, 9Ki HEOOHOPO30BO EKCMNO-
HYBOUIUCS Y PIBHUX XYAOXHIX IHCTUTYLIAX YK~
HW Ta CBITY. CTBORIKOE AHTONONIO LUAXTAPCHKOro
xuTTa. XKrBe | npauioe B M. XAPKIB.
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Roman Minin (b. 1981) is a Ukrainian artist, pho-
tographer, and creator of sculptures and installa-
tions, as well as a street artist. Born in Dymytroy,
Donetsk Region. Graduated from the Kharkiv Art
College (2002) and the Kharkiv State Acade-
my of Design and Arts, Department of Monu-
mental Painting, Professor V. Hontarov's studio
(2008). Awarded the "Talent and Vocation” Medal
by the World Alliance “Peacemaker” (2009). Par-
ticipant in international art projects and exhibi-
tions, and organizer of street art festivals. Founder
of the SMS Art and Transmonumentalism move-
ments. Known for his paintings and graphic works
devoted to the theme of miners, which have been
repeatedly exhibited at various art institutions
in Ukraine and abroad. He is creating an anthol-
ogy of miners' lives. Lives and works in Kharkiv.
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