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Irop I'pevannk/ Igor Grechanyk

Bacuas Cryc B 06pasi Aanre, mo cmoraspae AeB’aTb kia pocifichko-paaancbkoro mexaa Ykpainm, 2024
Bponsa, 3aaizo

Vasyl Stus Depicted as Dante, Contemplating the Nine Circles of Ukraine’s russo-soviet Hell, 2024
Btonze, iton

5




ITOP TPEYAHMK . IGOR GRECHANYK

Irop Tpeuanunk/ Igor Grechanyk
Evananii Opma, 2025

Bporsa, Bsaniso

Emanations of the Eagle, 2025
Bronze, iron
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Irop I'pevaHuk
Kpuk TiHl
PosOyMM XYyROXHMKA

Konu poceip nmepeBepumye popmy

MuCcTeuTBO INOUMHAE WYKATV HOB1 GopMM, HOBY MOBY, KOJM JIOOCBKMUM OOCBim,
SKMY BOHO BT1JIOE, BUXOOMTHL 23a MexXl ycTaneHux CcOOpMOBAHMX YSIBJIEHBL IIPO
cBiT, 1Hmmx Jjomer Ta Hac CaMmUx.

Ina YKpalHM OCTaHHIMM poOKaMM TaKMM HOCBimoM crajia BivHa. BoHa He Jjume
3MiHMIIa icTopibo, a ¥ Bimkpmia HOB1l CTaHM JIOOACHBKOTO OyTTsa — Ti, IO HEMOX-—
JVBO BMCJIOBMTM SBUYHOK HaM MOBOW. lle 1 Tparemia, 1 HezBarHeHHa JIOICbBKA
BUTPUBAJIICTL; 1€ MOMEHTM, KOJIM JlIoOMHa I[EepeBMIlye BJIACHI1 OUliKyBaHHS Bin
cebe 1 cTae Oimpmoln 3a TOM CBiT, gkuM moci icHyBar y ii cBimomocTi.

Y ue¥ MOMEHT MNOUMHAETHLCS PYX OO 1HmMOTOo crnocofy OyTu B L1V peajibHOCTI.

CamMe Tomi MmMCTELTBO I[IOUMHAE WIYKATM HOBY MOBY, 3IOaTHY BUPA3UTU HOBUM
crioci6 6yTTra y cBiTi.

Bigxpura dopma

CKyJNIbNTYpPHa ©GopMa, OO SKOI1 S NPUMIIOB, He 3ajaumae obpa3 B yCTajeHin
3aBepmeHiy dopmi, a nependadvae MOTO MNPOMNOBXEHHS 3a MeXaMU BUIMMMX KOH-—
TypiB. e Oysno HeoOxXimHO, TOMYy WO JIOICBKMY IOCBin, HaOyTull y nepion Tpa-
TiuHMxX BUIPOOYBaHL, CTaB OijgbmmM 3a OyOb-sSKy OKpeMy bopMy.

CBiTyo, TiHp 1 umdppoma aHimauisg nimnopsankoeaHi Tiy camini meTi. Y B3a-
emMonii 31 CKyJBNTYPOK BOHM CTBOPKITL I[I0JI€ MNPUCYTHOCT1, IO BUXOIMUTHL 3a
Mexi 11 mMaTepianbHOI dopmMm. [le GaraTomapoBe CepeloBUIe CTAE E€OUHUM IIPO-—
CTOPOM IOCBiny, Ie pPi3H1 CHocod®M CHPMMHATTS PEe30HYTbH OIMH 3 OIHWUM.

[le cepenoBuIlEe CTae MNPOCTOPOM, & HEeBMIMME — TOUHime, MOoro BimobOpaxeH-—
HA, MOTO BimnmyHHA a®o HaMKOPOTIMM HPOOJIMCK MOT'O IPMCYTHOCT1 — MOXe CTaTu
noMiTHMM. IHOI1 HaBiTL He B CaMil CKyJIbOTYypPi, a B 11 TiHi, @»e BuIMME
cTae BinmoBpaxeHHSAM TOTO, WO JIEXUTH I[103a HEKOn CaMoo.

Came ToMy HOBa XyIOXHs (QopMa CTae He JiMIe CIOCOOOM BUCJIOBJIEHHS, a U
criocoBbom 30epexeHHs JIONCbKOI MNIPMCYTHOCTI.
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Kpuk TigHi

HazBy BuMCTaBLil m»ajna cKyJabnTypa «Kpuk TiHi», NOpMUcBAUeHa 3PYyMHOBAHUM
MicTaM YKpalHu.

3paHeHe MicTO mocTae 4K XMBa icToTa, MmO Hece CcBiM 61Jbp Kpi3b MNOPOXHIL
OTBOPM CBOIX B1KOH 1 OTOJIeH1 HepBM PO3OUTUX KOHCTPYKLUiNM — ©Oinp camoro
MicTa 1 6isp MorTo MemkaHIiB. dirypa € BOIHOUYAC JIOICBHKOK M apX1iTEeKTYPHOI,
Hi®y caMe MiCTO CTajio MNOpPaHEeHMM TiJIOM.

Te, WO 3ajnmMmlaeTbCcsa, — Malxe TiHb: NPUCYTHICTL, fSka IPOIOBXYyE T'OBOPUTHU
nicma Toro, gk 11 BuauMma dopma OyJjia 3pyMHOBaHa. TiHB CcTae T'OJIOCOM TUX,
KOT'O BXe HeMae.

[IpoTe o06paz’ TiHl BUXOOMTL HaJIEKO 3a Mexi njocBimy BimHM. IHOOLI MM MO-—
XeMO BlOuyTM Te, IO He naHe Oe3N0CepenHbO HalloMy I[IOITJIAIY, JMIIE Yepes
cninm, axi BoHO 3aymmae. TiHb BiIKpMBae He TiJbkM Te, MO NPMXOBaHe Bin
cBiTya, a ¥ OpPUCYTHICTBHL TOT'O, WO BUCIAM3ae Bin Hamol OesnocepelHbOl yBa-
.

MoxnrMBO, caMe TOMy TiHB CTajla TaKol BaXJIMBOW0 B LUX poborTax. Uepes Hel
MM BiliokpmBaeMo mnjsa cefe iHmmMM crnocif® COpMMHATTS — BiOUyTM Te, IO JIEXUTH
3a MexamMM BUOVMMOT'O, I[IOMI1TUTM Te, MO TMXO NPOXOOMTL I[IOB3 Hally yBary, ajJe
IPOOOBXY€E 3aJiMIlaTM CJI1I CBOEI NPUCYTHOCTI.

Y ubOMy CeHCl TiHB CTae TOHKMM HOCieM caMol HOPMCYTHOCTI.

IBi rymanicTmuni Tpamgmuii

Y uimm BmMcTaBUl 3ycTpiuvanTbcsa OBi1 1imMbOOK1I TyMaHiCcTMuYH1 Tpazmmiii.

OnHa noxoIuTh i3 TBOpiB I'oMepa, Ie JOACbKAa I'iOHICTL POBKPUBAETLCSA Ue-—
pe3 MyXHi1CTb, BUTPMBaNicTb 1 60poThOy 3 IepeBaxaluuMMM CUJIaMM.

THIma HapomOMjacd 3 BeJMKUMX Tparenim XX cTojiTTsa, KOJIM JIOOCTBO yCBiImo-
MWJIO, WO 3axXXCT KOXHOTO JIOACBKOTO XMUTTSA camM o cobi € MopaJibHUM imrie-—
paTmuBOM.

CrorTomHl 1l mBa crnoco®u OCMUCIJIEHHS JIOOCBKOIL TimgHOCTl BXe He 1CHYTbH
okpeMoO. MyXHiCTb UMHMTM OHNip 1 CTpaxIaHHS HEBUHHUX JIOOEMV CKJIANaklnTb €IM-—
HUM JIONCHKMIM OOCBim.

«Kpux TiHi» BUMpocTae camMe 3 Liei s3ycTpiui.

Obpas Takox Haramye npo TiHi, mo s3anmummiamcg nicag Xipociumm, — He 9K
icTopMYHE NOP1iBHAHHSA, a 4K OIHE 3 HaAWTPMBOXHINMX HaramgyBaHb PO Te, IO,
KOJIM JIOICBKE XUTTsS 3Tacae, MO0 INPUCYTHICTBH MOXe MNPOIOBXYyBATM TOBOPUTU
Kpisp Hamcaabmi ciaimu. ¥ ObOMy KOHTEKCT1 OTOJIEH1 KOHCTPYKU1I CKYJIBITYP
TaKOX MOXYTb CIPUMMAaTUCHS SK CJI1IM [OPUCYTHOCT1, WO NPONOBXYy€E ITOBOPUTHU
Kplisb CBOK0 BimcyTHiCTH.

laM’ ATe Ta OPMUCYTHiCTH

Y xoHTekcTi BCiel icTopil JomcTBa 1 HaAWOTO HOBOT'O IOCBiIy OCTaHHIX
POKiB lLle cTajio crnocofoM yTpuMMaTH IHaM’ aTb IPO XUTTS 1 HOOCATHEeHHs, IIpOo
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CJinm TMX, XTO TBOPMB LI 1CTOpin, — BajMmAaTKCS 3 HMMM B OIHOMY IIPOCTOPI1
JIIOOCBKOTO OyTTH.

He Do3BONIMTM BHUMKHYTM TOMYy, WO BOHM BIAOKPWJIM CBOIM XMTTSAM, CBOIM Ipa-
HUYHVM JIOOCBKMM 3YCUJIJIAM 1 CBOE€KD XepTBOW. YTpuMMaTy nam’ ATb Opo nomii —
TpariuHl ¥ TepoiuHi — 1 NPO OOCATHEHHH JIOACBKOTO Oyxy. CTBOPMUTM NPOCTip,
Yy AKOMYy I1XHS NPUCYTHI1CTB MNPOIOBXYy€E BliOmdyyBaTMCHd.

TiHb CcTajla TYyT BaxjiIMBOK. BOHA Haramye, MO JIOOCbKa IPMCYTHICTH 3aBXIU
Oimpma 3a CBOO BUIMMY GOopMYy .
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Irop Tpeuanunk/ Igor Grechanyk

Keura umcen. Emergence, 2025
Bpousa

Book of Numbers. Emergence, 2025
Bronze
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Igor Grechanyk
Shadow s Scream
Artist's Reflections

When Experience Exceeds Form

Art begins to seek new forms, a new language, when the human experience
it embodies exceeds our familiar understanding of the world, of other
people, and of ourselves.

For Ukraine in recent years, that experience has been war. It has not
only changed history but also revealed new states of human existence—
states that cannot be expressed through our familiar language. They
encompass both tragedy and the extraordinary resilience of the human
spirit; moments when a person surpasses their own expectations and
becomes greater than the world that previously existed within their
consciousness.

It is at such moments that we begin to move toward another way of
being in reality.

Only then can art discover a new language capable of expressing a new
way of being in the world.

An Open Sculptural Language

The sculptural language I have arrived at does not enclose the image
within a final, completed form. Instead, it allows the image to continue
beyond its visible contours.

This became necessary because human experience, shaped by a period of
profound trial, had grown larger than any single familiar form.

Light, shadow, and digital animation serve the same purpose. Together
with sculpture, they create a field of presence that extends beyond the
material object itself. This layered environment becomes a unified space
of experience, where different modes of perception resonate with one
another.

Within this environment, the invisible—or rather its reflection, its
echo, or the briefest glimpse of its presence-may become perceptible.
Sometimes not even within the sculpture itself, but in its shadow, where
the visible becomes a reflection of what lies beyond itself.

In this way, a new artistic language becomes not only a means of
expression but also a means of preserving human presence.
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Shadow’s Scream

The exhibition takes its title from the sculpture Shadow’s Scream,
dedicated to the destroyed cities of Ukraine.

A wounded city appears as a living being, carrying its pain through
the empty openings of its windows and the exposed nerves of its shattered
structures—the pain of the city, and the pain of its inhabitants.

The figure is at once human and architectural, as though the city
itself had become a wounded body.

What remains is almost a shadow—a presence that continues to speak
after its visible form has been destroyed.

The shadow becomes the voice of those who are no longer there.

Yet the idea of the shadow extends far beyond the experience of war.

Sometimes we become aware of what cannot be seen directly only through
the traces it leaves behind. A shadow can reveal not only the absence
of light, but also the presence of something that escapes our immediate
attention.

Perhaps this is why shadow has become so important in these works.
Through shadow, we are invited into another way of perceiving—to sense
what lies beyond the visible, to notice what quietly escapes our attention,
yet continues to leave a trace of its presence.

In this sense, shadow becomes a subtle bearer of presence itself.

Two Humanistic Traditions

This exhibition brings together two profound humanistic traditions.

One emerges from Homer’s works, where human dignity is revealed through
courage, endurance, and the struggle against overwhelming forces.

The other arose from the great tragedies of the twentieth century,
when humanity came to recognize that the protection of every individual
human life is itself a moral imperative.

Today these two ways of understanding human dignity no longer exist
separately. The courage to resist and the suffering of innocent lives
have become part of one shared human experience.

Shadow’s Scream grows out of this meeting.

The image also echoes the shadows left behind after Hiroshima-not
as a historical comparison, but as one of the most haunting reminders
that when human life disappears, 1ts presence may continue to speak
through the faintest traces. In this sense, the exposed structures of
these sculptures may also be understood as traces through which presence
continues to speak even in absence.

Memory and Presence

Within the broader context of human history, and of our own experience
in recent years, sculpture has become a way of preserving the memory of

12



ITOP TPEYAHMK . IGOR GRECHANYK

lives, achievements, and the enduring traces left by those who shaped
history itself. It allows us to remain with them within the same human
space of being.

It is a way of ensuring that what they revealed through their lives,
through the utmost limits of human endurance, and often through their
sacrifice, does not disappear. It preserves the memory of both tragic and
heroic events, while safeguarding the achievements of the human spirit.
It creates a space in which their presence continues to be felt.

Shadow has become essential here.

It reminds us that human presence is always greater than its visible
form.
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Irop Tpewanux/ Igor Grechanyk
Bes wmasBu, 2024,

Bpousa, 3Bamniso

Untitled, 2024

Bronze, iron
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Tapac BosHsk
OpuHagusaTa nicHa Irops I'pevaHuka

.G €TANG Ald60de KATEAOEUEV, EvOa T& VEKPOIL

dppadéeg valouol, Bpotdv €lowAa KaUOVIWV;»

«O¢ fpat’, aUTHO YO ULV QUELLOUEVOC MOOCEE LTIOV :

‘O AxtAeU IInAfioc Ulé, uéya oéptat’ AXALEV,

DABov Teipeoiao katd xpéog, €l Tiva BouAnv

AARBela, nwc 1o amodUVAOTNKEC va katefBelic otov Adn,
ormouUu oL vekpol dLaveUtouv dmpayol, Twv ODEOAUEVOV Ol [OKLOL;»
Eime, KL €y yupovovtag piAnooa xt omnAoyitd tou Olvw:

,, T'Lé TOU [INAécx, moUu O miLo ALOVIOKAPOOC OTOUC AXaLoUg AoyLrdoouv,
NTaV avaykn €00 mou u’' €&pepe, VA OAPW TNV OPUNV LA
glmot, onwg TOGKNV €¢ nalnaAdscoav [(Kolunv:

ol yd&p nw oxeddov AABov Axali doc, oUdé mw &uic

vii¢c éméBnv, QAN alev éxw Kakd. oelo &', AxLAAeU,

oU 1LC &vnp mpomndpolfe UAKAPTATOC OoUT’ &p’' Oomnioow.

molv uév yép oe (wov étiouev (oo BeoloLv

tou Telpeoia, OTNV KAKOTPAXOAN TO Hw¢ Ba prtdow I6AKD.
Tn xopa akoua tnv apyitiooa & (Uywoo, Tn yn UOU

eV mATNOA’ TUPAVVIA OTEAELOTH ue Oépvouv. Mo amd oéva
AANOC aANBela mLO KAAOTUXOC UNATE E€yLve, AXLAAéQ,

unte 6a yivetr’' oe doéalaue ocav toug BeoUg ol Apyitecg,
Apyelol, VOV alTe uéya KPATEELC VEKUEOOLV

Evoad’ ov: T un ti Bavev axaxileu, AXLAAeT.’

«W¢ fpdunv, O O& u’ aUTI(kK’ QuUEeLBOUEVOC MPOCEE LTIE:

‘un 6n pot Bavatdv ye moapavda, eaidiu’ 0VOuvocoeT.
BouAolunv x’' éndpoupog €V Onteufucv GAAw,

6co mou (ouceg’ T1Opa (EXwoa HEC OTOUQ VEKPOUCQ opilelc,
€00 mou Bpliokeocat’ un OAlBecat Aotmdv yia 10 Xaud COU.»
Eima, kL autdC yUupvoOvTtag UlAnce KL AUTA UOU amnAoynéon:
,, Ac to, Oduocéa Tpavé, KL O Bavatog Oev maipvel mapnyoptd!
KaAAito otn yng va fevodoUAeua Ewudxog, POYLACUEVOC
&vdpl map’ &kAfpw, ¢ un Bloroc moAvg eln,

I m&oLlVv VEKUEOOL KATAPOLUEvVOLOLY Qvaooeiv.» (1)
(Tpayoudt 11 1tng 0dUooceiag TOU OunpEouU)
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«SK TM HACMIJIMBCE B OceJjio Aima 3anTu, OE JIMI MEPTBUX
Tini 6es3xMBHI OJIyKanTH, IPUMaPM JIOIEM HENPUTOMHI ?”

Tak AxX1JIJI T'OBOPMB, S X Yy BIONOBIOE MOBMB OO HBOI'O:

“Cuwuy Ilemes, Axijie, 3 axeiB yClx HaMCHUILHINmM!

Ilo BimyBaHHS HOpuHmoB 1o Tipecis s, mob mopany

IleBHYy BI1H OaB MeH1, SK Ha CKEJIICTY BEPHYTHUCE ITary.

Ille 11 He HaAbGIM3MBCSA S 0o Axel, Ha 3eMjIlo BIl1TUM3HNU

Ille He cTynomMB — BCe HemacTsa MeHe objarawnTs. Bing Tebe x

I He O6yJy0 macaMBlIIOrO MyXxa, Axijie, 1 He 6yne!l

Ile 3a xmTTS TBOI'O BC1 MM, aprei, Tebe maHyBaJn

BpiBHi 3 6oramm, Temnep xe 1 TyT, cepen MEPTBMUX, TakK CaMo
Ty Bamapremn, — OTOX HE CyMyM, mo ymep Tu, Axijge!”

Tak T'OBOpPMB s, a BI1H y BI1ONOB1OE MOBMB IO MEHE:

“He yrimay MeHe B cMepTi MOir, Omicccen npecBiTiimi!
Kpame yxe 6aTpakoM s Ha HMBI UyX1M HOparnpoBaB Oum

Y 6igHsSka, mMo M CcaMOMy CKYIOI'O HIPOXUTKY HE IOCHUTE,

Hix BoJjiomapmB Hall MEPTBMMM TYT, OO XUTTS H030ymamucs.» (2)
(I'omep, Omicces, micHS oamHannsaTa, nepersan Bopwmca TeHa)

Y 3enirTi ;ira Ozmiccey, nicsisg pokie mmTapcTB i1 00iB, AK 1 MM nboropiy,
Ha 12-my poui BiVHM, OINMHMBCSA Iepen BopoTamu Ainy. o ¥ ocmniBar I'omep
(Ounpoc) B ommHanmusaTiy nicui cBoel Ozmicccei (0OdUoOCE LX) .

Taxk MMHAJIM POKM 1 poxkM BivHM. Bymna 3BuUTAra i1 Oynm nepemMorm. € 3BUTATA
i e nepemorm. Ane Oymm i ©6imnmp, 1 cMepThb. Yci 12 poxis.

I oT npurnmoB yac, koym Omiccey 3po3yMiB, mO, [I03a BoJiew OOTiB, SKUM Ou
BiH BimBaxHmMM He OyB, sSki O XepTBM y LbOMYy CB1iT1 He CKJjamaB, [IOBEPHYTUCSH
Yy CBOI MWJIy CKEeJIICTYy ITakKy BXe HEe 3MOXE.

Yomy? A TOMy, WmO MaJiO BUIPATHU OUTBY. [IO0TPiOHO OUMCTUTM CBOK Iyuy i
BimmaTm HajiexHe CBOIM nobpaTmMaMm, 3 SKMMM TUM HUWOB y Oi¥ 1 SKMM BOJIED
OoriB moBesJIO MeHHme — 00 BOHM ONMHMUIIMCS I103a UMM CB1TOM.

Takx caMO 1 MM BXe HE IOBEPHEMOCS B Ty YKpaliHy, SKy Majay OO BiMHM, SKIO
He ycBimommmo, umM OyJia Lg BiMHa y BCim 11 xaxjamMpocTi, 1 He Bimmamo Ha-
JIeXHe T¥M, XTO CTOSB I[OPydY 13 HaMuM, OIHAK BarMHyB 1 Temnep nepebyBae B
inmomy ceBiTi.

Tak, MM IIepeMOXeMO — 1 e € NpeIMeTOM HAalol HENOXMTHOI BipM M He3JjlaM-—
HocTi. HariTp mompm Te, WO XHMBA CMePT1l TpMBalTb WONHA. I CbOT'OAOHL, KOJIM
numy 1o CcTaTTo, JIbBiB, y UbOMy 3eHiTi JiTa, Kimepis BxoTpe obcTpinana
pakeramyu, 1 € mnopanHeHi, 1 3HMmeH1 Joncexi rTHizza.

Ajle MyCHMMO KOJIMChb Taky »nO Tiel Hamol ITakm, OO Hamol YKpalHM, BCe X
[IOBEPHYTUCHA. SK NpaTrHyB IO Hel [HOoBepHyTMcsS ¥ BTomJeHuM Oniccer, Omicc
(3) . Momy, Ak i1 GaraTboM i3 Hac, yXe CTajlo HeCTeplIHO OyTH ceped BOPOTiB
Ta UYyXMX, BCIOOM OYTU UYyXMHLIAMM — EEVOCQ aMu, YyXuMM CBI1TOB1, BiuHMMM mO-
OOPOXHIMM, BiluHMMM MMUTapsaMK.. Ak TyT He 3ranaTtu llepueHkoBe: «B YVikpalny
inirTs, mgiTm! B Hamy YKpaidy...»

Ta UM MIiT HNOBEPHYTMCS HOOIOMY TOM, XTO BCIIOM UYyXUN, SK OT TElIep MU,

YKpaiHili, — cwujomo BOJI1 OorimB Taki cami mMmuTapi, gk i Omiccew, — He mnepemn-
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moBmM 1 yYepe3s Oimm BiVHM, OO SKMX CIOPUYMHMUIIMCS BOPOIM, 1 Yepe3s T'OH1HHA
Hac, UYYyXMX, HallMMM X HeHaue 0 TO OIM3bKMMM Cycimamm? HaBpsam un..

Ayle Taxk caMO MM He I[IOBEPHEeMOCS IOIOMYy, SKIO He Ha3BeMO, He IIOXOBaeMo,
He BipmimadyeMo yCixX CBOIX MepTBUX..

Omicceml 3po3yMiB, WO NNOBEPHEHHS OO lTaKM JIEXUTbh Uepes3 BlIlaHyBaHHS Mep-—
TBMX — Taka BoJd Oorie. A ToOMy B1H 1 IpuMmoB IO BOpiT Alnmy.

Tak 1 MM MaeMo HOCTyKaTy B OBepli Ainmy, BimmaTm HajiexHe, moO MNOBEPHY-—
TUCSA «B YKpPalHy.. Hally YKpalHy», MaeMoO IIOBEPHYTM, IIOXOBaATM Ta BlAmjakaTu
KOXHe TiJo..

Ax 1 Omiccer, MaeMo MNePENTM uYepes 3yCcTpliu 13 HammMy HoMepsuMy B Aimi..

Y JIbBOB1, Ha »OBOX JokKalisax - y Myszei momepHizMy Ta B Illajaui IoToub-—
KX, — BlIKpmJlacs BMUCTaBKa KMIBCBKOTO CKyJIbIITOpa l1rops I'peuaHmka «Kpmx
Tigi». KoxeH MOXe MaTK CBOIL acouiauii, BioBigyouM BUCTABKY.

s KOTOCh MOTO CKYJIBITYPH1 KOMMIO3MI1I BIiIOKPUIMCS SK axypHl kapkacwu
OJI MaHeKeH1B UM OMIHMX OAMCBKMX CYKOHB, OPOCTO TeaTpajibHi1 mexkopalii.

IOns xOTOCb BOHM HaTragylThb MaHeKeHr [xopmxo ne Kipiko (Giorgio de
Chirico, 1888-1978).

KoMycb BOHM MOXYyTbH HaralaTM najawnuy xmupaby CanbBanopa Jani (Salvador
Felip Jacint Dali i Domenech, 1904-1989).

I BCcli mMaowTh pauin — acouiauil sajexaTb B1O YyTTEBO1l KOHCTUTYL1I TJig-—
maya Ta MO0 eCTeTMUYHOI'O JOoCBimy.

OnmHax nisa MeHe Ui oOmepri BiTpamMm BivHM, nosz6aBjeHl M’ sca, JIOIOCBKOIL
njoTi, axHTpomomMopbHl MeTayieBl KOHCTPYKLI1I ompas’sy X HaTralaly BXOIDKEH—
HS UYXMHISA, BiliuHOTO MmMTapsa Omicces B Aim. TaMm MOTO 3yCTpiyvaknTh Ccoparji
XNUTTS TiH1 MepTBMX, TiH1 nmaBHixX npenkie, TiH1 repolr — 1 nobparmmis, i
CYNPOTMBHUKIB (Tomi me OyJio B mnomadHi OJaropomncTBO), 1 TiHI Jjomert, HiKoOMYy
He BimoMmx.

OcobmucTo mJjsa MeHe BX1n Ha BMCTaBKy Irops I'peuaHmka «Kpmk TiHi» cTas
BXOIOM y CBiT mojernux. Hammx noJjierymx.

B Aipmi Omiccelr MaB 3OiMCHUTM 1 BIO1MCHMB HaJIeXHE — MPMHIC HAJIeXHEe TiHSIM
IIOMEePJIMX, I[OXMBY Hamoli nam’ aTi — «MemoM 3 MOJIOKOM, COJIOOKMM BMHOM.» -—
MeIoM Hamol BIOSYHOCT1, MOJIOKOM naMm’ aTi Ta BMHOM CJIaBM.

Omicc, sk 1 I'peuaHmk, BiB 13 HMMM HenopoCcTi, Baxki pPo3MOBM — 06O X MU
BCLOTO JIMIIEHL BiIBimyBaul MOTO BMCTABKM, YACTO HEeyBaxH1 umM JieTKOBaxHi, -
TOI1l AK aBTOP LUMX CKYJBITYP XMB 1 XmBe 31 cBOiMmM oBpasz3ammu, 3 UMMM TI1HAMU
3arubamnx. Bo X 3p03yMiJjio, WO MOEeTbCS HEe NPO TiH1 Ha CTiHax BUCTABKOBUX
3ajl, a npo TiHi1 TMx, KOMYy MM BMHH1, - npo TiHi Aimy... Sk i Omiccy -
JIOCS caMme PO HUX..

«n &' ¢é¢ meipab’ [kave Babuppdou Rreavolo..

Spp’ £¢ xBpov ApLkoued’ , Ov ppaoe Kipkn.

TO0 Opduo mnpaue ortov Qkeavod amd OlmAa,

WQ mOU OTO UépoC mia Bpebnkaue mou ‘xe apounvéyetr n Kipkn.
Kel mépa xpdtnoav o EupUAoxog ki o Ileptundng uUmpog uou
T OUO OQUXTA KL £€YyQ AVACEQLVOVTAC TO KOPTEPO omabi uou
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BoB6pov oSpué’ oSoocov Te muyoUoilov &vOa kol &vOa,

que’ autd O& xonv xedéunv méoLv VEKUEOOL,

P&t UEALKPNTW, HeTémeLTa O& NoéL olvw,

10 tpltOoVv AU’ Udati: éml & &AQLTA AEUKY HAAUVOV.

MTOAAX & youvoUuunv vekUwv Quevnva Kdpnva,

AQKKO W¢ ula mAxn nhipa kKL avoléa ToU UAKPOUQ KL TOU @ipdoucd.
Kol OpOOCQeEpa XO&EC OTO XeIAn TOU OTOUQ meBauévoug oAoug’
IpOTa HEAOYOAX TOUQ €éXUod, Kool yAUkd KAToIIL,

vepd 010 TEAOC, Kol moacmdAil{a kKplB&Aeupo amd mavew’

Kol O0&g0UOUV OTWV VEKPOV T aVEYUXA KeQaAia, T&l{OVTHC TOUQ,
EABwV el¢ TOaknv otelipav BolUv, 1 ti¢ dpiotn, P&Eeivy (1)
(Toayoudt 11 tng OdUvocoeiag TOoU OunpouU)

«BpemTi nicranmcs My Teyuly piku OKeaHy..

o Micisa Oinuuiv, Hpo sSke roBopmia Kipkes

Brox Ilepimern 3 EBpPIJIOXOM TpmMMajiM HOPU3HAYEHI B XEPTBY
BiBii, a s, 13 HiXOB CB1M BMMHSBIINM MEY IT'OCTPOJIEBMUIM,
BukomaB sSMy B JILKOTE OOMH 1 BaBIOBXKM, M 3aBIIMPIIKM,
[loTiM Hag HEKN BYMHMUB S HOMEPJIMM YyCiM Yy3JIMBAHHS

MenoMm paHim 3 MOJIOKOM, COJIOOKMM BMHOM I[I1CJIS TOIO,
IloriM BOXoOKo0 1 SYHOK BPENTI IOCHUIIAB MyKOIH.

Bmepmnx 6escuiii 6jarawnyu I'OJIOBM, OaB OOII[IHKY,

Ilo, moBepHYyBmMCE B ITaxKy, IM SJA1BKYy 3 CTana HaWKpPAaIy
B xepTBy cHnajmo sdg.» (2)

(I'omep, Omicces, micHS oamHannsTa, neperksan Bopwmca TeHa)

To uworo BuaTh BimBimmHu Oznmicceem coep iHbepHanpHMUX? JlMe HAJIEXHOTO?
Jorochk puUTyasbHOTO? TOTro, WO IOOCTOVMHMM CJI1I BlOIaTyM HaJIEXHEe?

Uy, MOXe, e YOTOCh?

sk Ha MeHe, TO BCsa icTopis MmrapcTB Omicces — HOpo Te, MO HA LBOMY
ceiTi mMm jgmme rTocTi...

A TOMYy MAaeMO TOCTUTM B HBOMY HAJI€XHVM UMHOM.

Tak, cBiT OyBae 3auM, aje ¥ TOCTMHHMM. I BCS IpaMa JIOICBKOTO T'OCTIO—
BaHHS Yy LbOMY CB1iT1 po3irpyeThbcs HOMix JoabMu. Tak, Yy HBOMY MU BaBXIU
Eévog’'m — Mm IHmi 1 »mjsg UboTro CBiTYy, 1 OIS TMX, XTO Iicjig TOTO, SK MU
MOTO MOKMHEMO, TMMUYAaCOBO Yy LBOMY CBiTi BajumaeTbCcss, — B ONOpP1 Ha CBOIL
imo3ii, sBicHO.

I Hac y UbOMy CBiTi BycTpivanTh 4K IHIMX, 1 MM 3yCTpidyaeMoO I1HIMX SK
THIMX — YUYXMHI1IB, 1HO3eML1B, HEe3HAMOML 1B, NOpMIxXmkxux, Omiccis, Onmicceis.
I ue nopomXye BCEOXOIIHe, MiCcTuuHe BinuyTTsa BiOUyXeHOCTi.

Tax, BimuyTTa cBoei BiguyxeHocTi Bim oTouyoumx i1 cCBiTy, BiguyTTa He-
TOCTMHHOCT1 cBiTy i rHaHocTti B 0o0Opasi Omicces €, 3BIiCHO, apXeTUIIiUYHUM.

OmHak BOHO Mae€ 1 CBOI BTiJIeHHS — gaK-0T B obpas3ax Irops I'peuanuka. le
me OIMH MOTO ofpas — IOJIOHS 3 LBSAXOM y HiM. 3posymijsio, nOpo mo e, — PO
HoBuM 3amoBiT, aje ¥ npo rHaHicTh Uyxoro, IHmoro - CuHa JIIOOCBKOTO.

ToMy 3HAKOBOK OJisd BUCTaBKkM «Kpumk TiHi» € 1 birypa Bacwmus Cryca (1938-
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1985), mnpencrasjeHoro B oOpa3i Hante Anir’epi (Dante Alighieri, 1265-
1321), - me OIHOTO BEJMKOTO OINpOoBamXyBaua KOJIaMM 1 parcCbkKOTO, ¥ iHbep-
HaJBLHOTO CBiTiB.

fAx 1 Onmiccer, BiH CcTaB BMITHAHIIEM, BCOOM UYXMHIEM. 3aJiMIMBIINM OPYXMHY 1
niTer, HNOKMHYBIM pinHy dmopenuin y 1302 poui - cBow ITaky, — BiH Oinbume
IO Hel He INoOBepTaBCs. BurHaHHA [JaHTe Anir’/epi 3 OJIOpeHL1l Tex NPUBEIIO
moro mo BopitT Ilexyia. Came B nepion BMIHaHHA JJaHTe HanMcaB TB1ip, MmO IpO-
CJIaBMB MOTO y Bikax, - «Komemiwo», OO HazBM SKOI uyepes Kijbka CTOJI1TH,
y 1555 p., y BeHelilaHCBKOMY BMIAHHI IOOAIyTb CJIOBO «BoXecTBEeHHa». BoOHa
CKJIAOAETLCSI 3 TPbOX YaCTUH — «Ilexkjo», «Umcruymume» 1 «Pam». Anir’epi npo-
vmoB kojiamu [lexsta. Ta mo cBoel ITaku BiH Tak 1 He NOBEPHYBCsS — IIOMEep Ha

UYyXMHI..

«Nel mezzo del cammin di nostra vita

mi ritrovail per una selva oscura,

ché la diritta via era smarrita.

Ahi quanto a dir qual era e cosa dura

esta selva selvaggia e aspra e forte

che nel pensier rinova la paura!

Tant’e amara che poco €& piu morte;

ma per trattar del ben ch’i’ vi trovai,

diro de 1l’altre cose ch’i’ v’ ho scorte. (3)

(Canto I dell’Inferno della Divina Commedia di Dante Alighieri)

«Ha niBmiIsiXy CBOI'O BEMHOI'O CBI1TY

A TpammuB y HOXMypuy Jiic rycrTwui,

Bo cTexkKy BTpPaTHB, MJIIOK OIIOBUTY .

O, me BiBBMYy CHAru PO3MIOBICTHU

Ilpo Jgiic JsgmcraTwmir 1€y, CYBOPMM, IOUKMUI,

Bo xax B1nO 3rangkKm MHOYMHA pocCTi!

Hanm cMepTs CTpamHy ITipKIimmy B1H, BEJIMKMM, —
Ajre 3a 6jaro Te, Lo TaM BHAMIORB,

IloBiM mnpo Bce, mo B naM’sATE B3SB HABIKM.» (3)

(JauTe, Ilekjo, nicHs nepma, neperksan Maxcmma Crpixi)
JaHTe moMep Ha YyXMH1, gk y Hami uvacu 1 Bacwmib CtTycC..

«fx mobpe Te, mo cMmepTi He 60ICH s

1 He nmTan, UM TSXKMM MI1M XpecT.

Ilo Bam, 6010BE, HMBBKO HE KJIOHIOCS

B HepenuyyTTi HeZOBINOMMX BEPCTB.

o xmB-j106MB 1 He HabpaBCs CKBEPHM,

HEeHaBMCT1, HOPOKJLOHY, KAasTTS.

Hapome wmir, mo Tebe S me BEpHY,

i B cmepri obepHyCcs mo xurTsa» (5)

(Bacune Cryc. HAx mobpe, mo cmMepTli HE O60KCH SF...)
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Timycs 3 TOTO, mO OYyB Ha MOTO MNEpenoxoBaHHi. I g, wMmaaui, Bimmas Ho-
CTOMHOMY HaJIexHe. Sk BimmaB MoMy HajexHe ¥ Irop I'peuvaHuk. I Taxk Mae
ByTr. I Tax HaJexXMTbCA. SK TPOXM PaHlille HanMcaB y CBOIX «CKOPOOTHMX ejie-
Tigx», abo «Ckxopborax» (Tristia), me omvH BMUITHAHELL — BUTHAHEIbL 13 Pumy
Oimim (Publius Ovidius Naso, 43 mo H. e. — 17 H. e.), Halepen HanoMCaBIU
eniTabino Ha cBiM rTpobiBelb:

«Hic ego qui jaceo tenerorum lusor amorum,

Ingenio perii, Naso poéta, meo.

At tibi, qui transis, ne sit grave, quisquis amasti,
Dicere: Nasonis molliter ossa cubent.» (7)

(Publius Ovidius Naso, Tristia, 111, 3, 73-77)

«f, mo Jjexy TyT, HasoH, ocniByBay JiobOOIm1B HIXHMUX,

Mapro 31 CBIiTy HimoOB yepes CBI1¥M XWUCT HO II1CEHB.

Tm, mo pmpoxomum (4M caM He KOXaB?) — He JIIHyMCS IenHYTH:
«llpaxy HaszorHa Hexay Oyne jierxomo s3emius!»» (8)

(OBigiv, Kumra I1I1I, Bipm 3, 73-77 mep. AHaopis ComoMopm)

OTox, mo poburk Irop I'pedyaHMK CBOIMM NOBIiTpAaHMMM MeMopilaysamm? Moxe,

TakK CHOpuMMalodM MOTOo IJlacTuMuHl obpaswu,

«wir schaufeln ein Grab in den Liiften da liegt man nicht eng»
(Paul Celan (1920-1970). Todesfuge)
«MM KOIAEM MOI'MJIYy B HNOBI1Tpl me Jjexartwm He Oyme TicHO» (9)

(Haysne LHeman (llaynes Jleo Axyesw) . Oyra cmeprTi. [lepeksan M. FBaxaHa)
ABo B nepexyani Bacuis Cryca:

«B IIOBI1TPI1 MM DUEMO SMYy

B Him 6yme He TicHO.» (10)

(Haysne Leman (llaynes Jleo Axyesw) . Oyra cmeprTi. [lepeksan B. Cryca)

Ocp Takl He HazxnTo pazmicHi, npore, 3Bmaerscs, HabmmxeHl »mo ckopdoTwy,
AKYy B MMPY 3BYTH MyIPiCcTi, IOyMKM IIOPOOWIM B MeH1 mjlacTuuHi obpaszm Iropsd
I'peuaHmka, CKyJIbBITOPA...

1. Ounpou 0OdUoCE L.

2. I'omep. Opgicces, Xapkis, dosmio, 2023.

3.Wodzinski Cezary. Odys gosc: esej o gosScinnosSci. 2015/ Gdansk. s*owo/obraz
terytoria sp. z o0.o0.

4. Canto I dell’Inferno della Divina Commedia di Dante Alighieri.

5. IanrTe Anir’epi, BoxecreBeHHa Komemis: Ieksio, K. / Acrponsabis, 2023

6. Bacwminp Cryc. TBOpM y YOTHMPEBOX ToMax. JieBim, 1995.

7. Publius Ovidius Naso. Tristia, III, 73-77
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8. OBigir. JioboBHi emerii. MwcrenTBO KOXaHHS. CkopborTHi eserii. K.: OCHOBH,
1999.

9. Haynes Leman. O®yra cMmMepTi, nepekaan Muxomam BaxaHa

10. Bacwmne Cryc. dyra cmepri / XypHamn «I», N 3, 1990

30 JsmmmHs 2026, JIBBIB
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Irop Tpewanux/ Igor Grechanyk

Kpux mini, 2022

llpuceara posbombneruM Micram Vkpaium
BEpoxsa, 3Baniso

Shadow’s Scream, 2022

Dedicated to the bombed cities of Ukraine
Bronze, iron
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Irop Tpewanux/ Igor Grechanyk
HeBuMoBHa kpuxkices xurra, 2023
3aniso

Ineffable Fragility of Life, 2023
Iron
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Irop Tpewanuk/ Igor Grechanyk
2022, 2023

Bponsa, 3Bamniso

2022, 2023

Bronze, iron
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Irop Tpewanux/ Igor Grechanyk
Terra Incognita, 2024
Bpousa, 3Bamniso

Terra Incognita, 2024
Bronze, iron
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Irop Tpewanux/ Igor Grechanyk
Ny6nit Keiwrinin Bap, 2024
Bporsa, samniso

Publius Quinctilius Varus, 2024
Bronze, iron
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Irop Tpevannx | Igot Grechanyk
HeBumomra xpmxkicre xurrs, 2023
3aniso

Ineffable Fragility of Life, 2023
Iron
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Taras Voznyak
The Eleventh Song of Igor Grechanyk

“L.IOGC ETANG ATS60de KATEABEUEY, évOa T& VEKPOI

appadéec vaiouotl, Bpotdv €ldwAa KaudVIwV;»

Yoo fpaT’, aUTHO £y ULV QUELBOUEVOC MTOOCEE LTIOV:

‘O AxLAeU IInAfjoc ulé, uéya eéptat’ AxaLdV,

BABov Telpeoiao xatd xpéog, €l Tiva BOUANV

AARBeila, nwg 1o amodUVACTNKEC va KateBei¢ otov Adn,
ormou ol vekpol diLavevouv ampayol, Twv mHeEBauévov ol [(okitol;”
Elme, KL €yd yupvovitag uUlAnoa Ki omnAoyld 10U Oivw:

,, T'Lé TOU I[InNAéx, moU O MmMLO ALOVTIOKAPOOC OTOUC AXaLoUg AoyLooouv,
ATaVv avaykn €0 mou U’ &pepe, Vo HDAPW TNV OPUNV LA
elmot, onwg TO&knV &¢ natnaAdoscoav [(Ko(unv:

ol ydp nw oxeddov NABov Axali do¢, oUdé mw &uic

vij¢ éméBnv, AAA’ alév éxw Kakd. oelo &, AxLAAeU,

oU tTi¢ &vne mpomdpolfe UaKAPTATOQ OoUT’ &p’ Onioow.

molv uév yép oe (wdv étiouev [oa BeoloLv

tou Teipeoia, OTNV KAKOTPAXAAN TO mwg Ooa @itdow IO&KN.
Tn xopoa akdéux 1tnv apyitiooa o (Uywoo, Tn yn uUoOU

o€V mATnNOoa’ TUPAVVIA ATEAcLOTH ue Oépvouv. Mo amd o&va
GAAOC aAnbBeia Mo KAAOTUXOG MNTE Eyive, AXLAAEéa,

unte o yivetr’ oe doéalaue ocav toug OgouUg oL Apyiteg,
Apyelol, VOV aUTe UEYA KPATEELC VEKUEOOLV

EvOad’ Eav: TP un 1L Oavov axoxlileu, AXLAAeT.’

“og paunv, O 6 u’ aUTIiK’' AQuelBOuUEVOC HPOCEELIIE:

‘un én pot Bavatdv ye moapauvda, eaidiu’ 0VOuocoeT.
BouAolunv K’ En&poupog v Onteufucv AAAw,

6oco mou ({oUceg’ twpa (EXwPa UECQ OTOUQ VEKpoOUg opilelc,
€00 mou Bpliokeocal’ un BAiBecat Aoitmdv yia 10 YXoaud ocou.”
Elna, ki autdg yupvovtag uilAnocs Kt autd UOU amnAoynéon:
,, Ac T, Oduoccféa tTpavé, KL o OBavatog dev maipvel napnyopld!
KaAAio otn yng va (evodoUAeua {wudxoc, POYLACUEVOC
avépl moap’ &xAHpw, é un Biotog¢ moAug €in,

I m&oLVv VEKUEOOL KATAPOLuévololv avaooeiv.” (1)
(Toayoudt 11 tng OdUocoeiag TOU OunpouU)
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“"How did you dare to come down to the house of Hades, where dwell the
senseless dead, mere phantoms of men outworn?”

So he spoke, and I answered him, saying:

“Achilles, son of Peleus, far greatest of the Achaeans,

I came to seek counsel of Teiresias, 1f somehow he might tell me the
plan whereby I might come to steep Ithaca.

For not yet have I come near to the land of Achaea, nor have I as yet
set foot on my own country, but am ever suffering woes.

Whereas than thou, Achilles, no man aforetime was more blessed, nor
shall ever be hereafter.

For of old, while thou wast alive, we Argives honoured thee even as
the gods, and now that thou art here, thou rulest mightily among the
dead.

Wherefore grieve not at all that thou art dead, Achilles.”

So I spoke, and straightway he answered me, saying:

“Nay, seek not to make light of death to me, glorious Odysseus.

Rather would I live on earth as the hireling of another,

with a landless man whose livelihood was but small,

than bear sway among all the dead that are no more.”

(Homer, Odyssey, Book XI. English translation by A. T. Murray)

At the zenith of summer, after years of wanderings and battles, Odys-
seus, like us this year, in the twelfth year of the war, found himself
before the gates of Hades. It is this that Homer (Ounpocg) sang of in the
eleventh song of his Odyssey (0dUGcoeLld) .

Thus passed year after year of war. There was valour, and there were
victories. There is valour, and there are victories. But there was also
pain, and there was death. Throughout all twelve years.

And then the time came when Odysseus understood that, beyond the will
of the gods, however brave he might be, whatever sacrifices he might of-
fer in this world, he would no longer be able to return to his beloved
rocky Ithaca.

Why? Because it is not enough to win a battle. One must cleanse one’s
soul and pay due honour to those comrades with whom one went into battle
and to whom, by the will of the gods, less fortune was granted - for
they found themselves beyond this world.

Likewise, we too shall never return to the Ukraine we had before the
war unless we understand what this war has been in all its horror, and
unless we pay due honour to those who stood beside us, yet were killed
and now dwell in another world.

Yes, we shall be victorious - and this is the object of our unwaver-
ing faith and steadfastness. Even though the harvest of death continues
every day. And today, as I write this article, Lviv, at this zenith of
summer, has once again been struck by Kimeria’s missiles, leaving behind
the wounded and destroyed human homes.

Yet someday we must nevertheless return to that Ithaca of ours, to our
Ukraine. Just as the weary Odysseus, Odys (3), longed to return there.
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For him, as for many of us, it had already become unbearable to live
among enemies and strangers, to be everywhere foreigners - ¢&évog’es,
strangers to the world, eternal wanderers, eternal exiles... How can
one not recall Shevchenko’s words: "“Go to Ukraine, children! To our
Ukraine...”

But could one who was a stranger everywhere - just as we Ukrainians
are now, by the will of the gods the same wanderers as Odysseus - return
home without passing both through the calamities of war brought about
by enemies and through the persecution of us, the strangers, by those
who seemed to be our own close neighbours? Hardly...

Likewise, we shall not return home unless we name, bury, and mourn
all our dead.

Odysseus understood that the road back to Ithaca lay through honour-
ing the dead - such was the will of the gods. And that is why he came
to the gates of Hades.

So too must we knock upon the doors of Hades and pay due honour in
order to return “to Ukraine... our Ukraine.” We must bring back, bury,
and mourn every single body...

Like Odysseus, we too must pass through the encounter with our dead
in Hades...

In Lviv, at two venues - the Museum of Modernism and the Potocki Pal-
ace - an exhibition by the Kyiv sculptor Igor Grechanyk, Shadow's
Scream, has opened. Everyone may have their own associations when vis-
iting the exhibition.

For some, his sculptural compositions reveal themselves as delicate
frameworks for mannequins or sumptuous women’s dresses, simply as the-
atrical scenery.

For others, they recall the mannequins of Giorgio de Chirico (1888-
1978) .

To some, they may evoke Salvador Dali’s (Salvador Felip Jacint Dali i
Domenech, 1904-1989) The Burning Giraffe.

And all are right - for associations depend on the viewer’s sensibil-
ity and aesthetic experience.

Yet to me these anthropomorphic metal constructions, stripped by the
winds of war of flesh, of the human body, immediately recalled the entry
of the stranger, the eternal wanderer Odysseus, into Hades. There he is
met by the shadows of the dead, thirsting for life: the shadows of an-
cient ancestors, the shadows of heroes - both comrades and adversaries
(for nobility was still held in honour then), and the shadows of people
unknown to anyone.

For me personally, entering Igor Grechanyk’s exhibition Shadow's
Scream became an entry into the world of the fallen. Our fallen.

In Hades, Odysseus had to fulfil, and did fulfil, what was due - he
brought due offerings to the shades of the dead, the nourishment of our

”

memory — “with honey mixed with milk, with sweet wine...” - the honey
of our gratitude, the milk of memory, and the wine of glory.

Odys, like Grechanyk, held difficult, heavy conversations with them -
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for we are merely visitors to his exhibition, often inattentive or friv-
olous visitors - whereas the author of these sculptures has lived and
continues to live with his images, with these shadows of the fallen. For
it is clear that this is not about the shadows upon the walls of the ex-
hibition halls, but about the shadows of those to whom we are indebted -
the shadows of Hades... Just as it was precisely they whom Odys sought.

«n &' ¢é¢ meipab’ I[kave Babuppdou RreavoTlo..

opp’ €¢ xBpov ApLrkoued’ , Ov ppaoce Kipkn.

10 Opduo mnpaue orov Qkeavod amd OlmAa,

W¢ IIOU OTO U&poC mia Bpebnkaus mou ‘xe apunvéye:r n Kipkn.
Kel mépa kpdtnoav o EupUAoxoc¢ kit o Heptundng Umpog HoU

T dUO OCQUXTA KL E£YyQ AVACEPLVOVTAC TO KOPTepd omabl uou
BoBpov Spué’ Soocov TE muyoUuolLov &évOa kol évOa,

Gue’ autd S& xonv xeounv mioLv VexUueool,

np@Ta HeALKPNTY, ueTémelTa O¢& NééL olvw,

10 tpltoVv AU’ Udati: éml &' &AQLTQ AUKY IAAUVOV.

MOAAX &€& youvoUuunv VvekUwv Quevnva Kdpnva,

AQKKO W¢ ulx mAxn nhipa KL avoléa ToUu UAKPOUQ KXL TOU @dpdoucd.
KOl OpOoQeEpa XO0&C OTOa XeI[(An TOU OTOUQ mEBauévoug oAoug’
IPOTH HEAOYOAX TOUQ €xUoa, Kpaol yAUukO Katoml,

vepd 010 TEAOC, Kol moacmdAitl{a KplB&dAsupo amd mnavw’

Kol O0&0UOUV OTOV VEKPOV T aVEYUXA KeQaAia, Tal{OoVvTiaC TOUC,
EABov €l¢ TOaknv otelipav BolUv, 1 ti¢ dpiotn, péeivy (1)
(Toayoudt 11 tng OdUocoeiag TOoU OunpEouU)

“..Thither we came and beached our ship, and took out the sheep, and
ourselves went beside the stream of Oceanus until we came to the place
of which Circe had told us.

“"Here Perimedes and Eurylochus held the victims, while I drew my sharp
sword from beside my thigh, and dug a pit of a cubit’s length this way
and that, and around it poured a libation to all the dead, first with milk
and honey, thereafter with sweet wine, and in the third place with wa-
ter, and I sprinkled thereon white barley meal. And I earnestly entreat-
ed the powerless heads of the dead, vowing that when I came to Ithaca I
would sacrifice in my halls a barren heifer, the best I had..”

(Homer, Odyssey, Book XI. English translation by A. T. Murray)

So what do Odysseus’ visits to the infernal realms teach us? Only what
is due? Something ritual? That those who are worthy must be paid due
honour?

Or perhaps something more?

To my mind, the whole story of Odysseus’ wanderings is about the fact
that in this world we are but guests...

And therefore we must be guests in it in the proper way.

Yes, the world can be cruel, but it can also be hospitable. And the
whole drama of human sojourning in this world unfolds among people. Yes,
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in it we are always ¢{évog’es - we are the Others both for this world
and for those who, after we leave it, remain here for a while longer,
sustained, of course, by their own illusions.

And in this world we are received as the Others, and we receive others
as the Others - strangers, foreigners, unknown people, newcomers, ody-
ses, odysseuses. And this gives rise to an all-embracing, almost mysti-
cal sense of alienation.

Yes, this feeling of one’s estrangement from those around us and from
the world, this feeling of the world’s inhospitality and of being driven
into exile embodied in the figure of Odysseus is, of course, archetypal.

Yet it also has its embodiments - as, for example, in the images of
Igor Grechanyk. Here is another of his images - a palm with a nail driven
through it. It is clear what this is about - the New Testament, but also
the persecution of the Stranger, the Other - the Son of Man.

Thus, the figure of Vasyl Stus (1938-1985), presented in the guise
of Dante Alighieri (1265-1321), is also emblematic of the exhibition
Shadow's Scream - another great guide through the circles of both the
celestial and the infernal worlds.

Like Odysseus, he became an exile, a stranger everywhere. Leaving be-
hind his wife and children, abandoning his native Florence in 1302 - his
Ithaca - he never returned to it. Dante Alighieri’s exile from Florence
likewise brought him to the gates of Hell. It was during his exile that
Dante wrote the work that made his name immortal through the ages - The
Comedy, to whose title, several centuries later, in the Venetian edition
of 1555, the word Divine would be added. It consists of three parts -
Inferno, Purgatorio, and Paradiso. Alighieri passed through the circles
of Hell. Yet he never returned to his Ithaca - he died in exile...

“"Nel mezzo del cammin di nostra vita

mi ritroval per una selva oscura,

ché la diritta via era smarrita.

Ahi quanto a dir qual era e cosa dura

esta selva selvaggia e aspra e forte

che nel pensier rinova la paura!

Tant’e amara che poco e piu morte;

ma per trattar del ben ch’i’ vi trovai,

diro de 1’altre cose ch’i’ v’ ho scorte.” (3)

(Canto I dell’Inferno della Divina Commedia di Dante Alighieri)

Midway upon the journey of our life

I found myself within a forest dark,

For the straightforward pathway had been lost.
Ah me! how hard a thing it is to say

What was this forest savage, rough, and stern,
Which in the very thought renews the fear.

So bitter is it, death is little more;

But of the good to treat, which there I found,
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Speak will I of the other things I saw there.
(Dante Alighieri, Inferno, Canto I, trans. Henry Wadsworth Longfel-
low)

Dante died in exile, as, in our own time, did Vasyl Stus...

How good it is that I’ve no fear of dying

Nor ask myself how ponderous my toil

Nor bow to cunning magistrates, decrying

Presentiments of unfamiliar soil,

That I have lived and loved, yet never burdening

My soul with hatred, curses or regret.

My people! It is to you I am returning.

In death I somehow find my fate.

(Vasyl Stus. How good it is that I’ve no fear of dying, trans. Marko
Carynnyk)

I rejoice that I was present at his reburial. I too, though small,
paid due honour to the Worthy One. As did Igor Grechanyk. And so it
should be. And so it is fitting. As, somewhat earlier, another exile -
an exile from Rome, Ovid (Publius Ovidius Naso, 43 BC-AD 17) - wrote in
his Tristia (“Sorrows”), having written in advance the epitaph for his
own tomb:

“"Hic ego qui jaceo tenerorum lusor amorum,

Ingenio perii, Naso poéta, meo.

At tibi, qui transis, ne sit grave, quisquis amasti,
Dicere: Nasonis molliter ossa cubent.” (7)

(Publius Ovidius Naso, Tristia, III, 3, 73-77)

Here I 1lie, I, Naso, the sportive singer of tender loves;

Undone by my own genius.

Thou who passest by, if ever thou hast loved,

Grudge me not the prayer, “May the bones of Naso rest in peace.” (8)

(Publius Ovidius Naso, Tristia, III.3, 73-76. English translation by
Henry T. Riley.)

So what is Igor Grechanyk doing with his aerial memorials? Perhaps one
may perceive his sculptural images in this way:

“wir schaufeln ein Grab in den Liiften da liegt man nicht eng”
(Paul Celan (1920-1970). Todesfuge)

“we shovel a grave in the air there you won’t lie too cramped.” (9)

(Paul Celan, “Deathfugue.” English translation by John Felstiner.)

(The author then cites the Ukrainian translations of this passage by
Mykola Bazhan and Vasyl Stus.) (10)
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These, then, are the thoughts - not overly joyful, yet, it seems, ap-
proaching that sorrow which in this world is called wisdom - that the
sculptural images of Igor Grechanyk, the sculptor, have given rise to
in me...
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Lviv, 30 July 2026
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Irop Tpewanux/ Igor Grechanyk
Tempus in Perpetuum, 2026
Bpousa
Tempus in Perpetuum, 2026
Bronze
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Irop Tpewanux/ Igor Grechanyk
TexToHika wacy, 2025
Bpousa

Tectonics of Time, 2025
Bronze
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Irop Tpewanux/ Igor Grechanyk
Oui Binum, 2023

3aniso

Eyes of War, 2023

Iron
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Irop Tpewanux/ Igor Grechanyk
Nocnawug Bcecmimy, 2021
3aniso

Message to the Universe, 2021
Iron
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Irop Tpevanux/ Igor Grechanyk

Bacune Cryc B o6pasi Jlanre, mo cnornspae geB’'arTs kin pociltcexo-pagancekoro nekna Yxpainm, 2024
Bponsa, saniso

Vasyl Stus Depicted as Dante, Contemplating the Nine Circles of Ukraine’s russo-soviet Hell,
2024

Bronze, iron
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Irop Tpewanux/ Igor Grechanyk
2022, 2023

Bpousa, 3Bamniso

2022, 2023

Bronze, iron
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Irop Tpeuanunk/ Igor Grechanyk
2022, 2023

Bporsa, Bsaniso

2022, 2023

Bronze, iron
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Irop Tpeuanunk/ Igor Grechanyk
2022, 2023

Bporsa, Bsaniso

2022, 2023

Bronze, iron
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Irop Tpeuanunk/ Igor Grechanyk
Ny6nit Ksinrinin Bap, 2024
Bporsa, Bsaniso

Publius Quinctilius Varus, 2024
Bronze, iron
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Irop Tpewanux/ Igor Grechanyk
Tenesuc, 2023

3aniso

Genesis, 2023

Iron

Irop Tpeuanunk/ Igor Grechanyk
Hoeuit samoeir , 2022
3aniso

New Testament, 2022

Iron
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Irop Tpewanux/ Igor Grechanyk

Kpux mini, 2022

Npuceara posbombneruM Micram Ykpainm BporBa, 3Baniso
Shadow’s Scream, 2022

Dedicated to the bombed cities of Ukraine Bronze, iron
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Irop I'peuanuk/ Igor Grechanyk

2022, 2023

Bponsa, 3Baniso
2022, 2023

Bronze, iron
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Irop Tpewanux/ Igor Grechanyk
Mapyc, 2025

Bpousa

Sail, 2025

Bronze
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Irop Tpeuanunk/ Igor Grechanyk

lpucBAveHHs XypranicraM, mo BucBimnwwre nogii nipg wac Binwu, 2024
3aniso

For the Journalists Reporting on the War, 2024

Iron
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Irop Tpewanux/ Igor Grechanyk
Crina, 2025

Bpousa

The Wall, 2025

Bronze



Irop T'pevanuxk / Tgor Grechanyk
Tir Nisin XXI , 2024
Bporsa, Bsaniso

Titus Livius XXI, 2024
Bronze, iron
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Irop Tpewanux/ Igor Grechanyk
VYkpainceka MapoxHa
3amiso, 2022

Ukrainian Madonna

Iron, 2022
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TAPAC BO3HAK
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TARAS VOZNYAK

The Eleventh Song of Igor Grechanyk






