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KYJIbTYPHO-OCBITHA
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BITAJIbHE CJ1IOBO AUPEKTOPKW
GOETHE-INSTITUTE UKRAINE
BEATU KbOJIEP

3 Camoro no4aTky BoceHn 2014 poky KynbTyPHO-0CBITHA aKaaeMis
FeTe-IHCTUTYTY B YKPaiHi CTana BayKNMBO MNaThOpMOH) B3AEMHOIO
0OMIHY MK YKPAIHCbKMMM [it4aMun KYNbTYPK Ta Koneramu 3
HiMey4rHK. BNpoooBX 060X OCTaHHIX POKIB BUHMKIO YMMaNQo HOBMX
3B'A3KiB, BiIOYNOCH akTUBHE i KOHCTPYKTMBHE 0BrOBOPEHHS KOHLIEMLIl,
30iCHEHO PO3p0BKY BaraTbOX NPOEKTHMX iAeM Ta B3aEMHWI 0BMIH
HUMK. Jeski 3 umx igev sTinuamnca y 2016 poui y CamoCTivHi NpoeKTK

11 ©yNK peani3oBaHi, 3aBAAKM HaAaHHHO i3 MiKPOIOHAIB CreLianbHMX
KowTiB ®eaepanbHOro MiHICTEPCTBA 3aKOPAOHHMX CNpaB HiMeY4YmMHM Ha
3[iINCHEHHS NPOrpamMi "PO3LUMPEHHS CNiBPOBITHULTBA 3 rPOMAASHCHKUM
CYCMINbCTBOM KpaiH CxigHoro MapTHepcTBa". LI MpoeKTV M1 MPOMNOHYEMO
Bawiv yBazi y dopmi Uiei nybnikadii.

AKMMM 6 PI3HUMM He BYNIU BUCTABKM, NITePATYPHI pe3naeHLIi, 3aX0am
KYNIbTYPHUX MEHeXKepiB, Pafio-NMoAKacTH, Y BCiX LMX NPOEKTIB €
0/IHa CNiflbHA PKCa: BCi BOHM CMPSAMOBAHI Ha 36araqyeHHs KynbTYPHOro
mpocTopy YKpaiHW, NepeaoBCiM Y perioHax, no3a Mexamm KynbTYPHUX
METPOMNONiW, BCi BOHW CTaBNATh Nepe/] COB0H MeTy akTUBHOIO
3aNyYeHHs [0 i€l AisNbHOCTI CyCninbCTBa.

Bci BinibpaHi NpoeKTHi KOMaHAW OTPUMYBANM KOHCYNbTYBAHHA 3 6OKY
VKPATHCbKMX Ta HIMELbKUX KYNIbTYPHUX eKCNepTiB i Manu MOXIINBICTb
NOCTIMHOrO 0BMIHY 3 HUMM IYMKaMU LWOAO 3MiCTOBHOMO HaNOBHEHHS!
Ta BUKNVKIB. 3a Le 4 XoTina 6 noaskyeatvt Oneci OCTPOBCHKIN-TTHTIN,
KaTepuHi CTelleBny, KaTepuHi boTaHoBIN, A-py MaTtpiky C. ®bONto Ta
npod. A-py I'epHOTY Bonbpamy. BOHM TaKoX € aBTOPAMM BCTYMHUX
CTaTen, B AKMX JiNATbCA CBOIMM MIDKYBAHHAMM LLOAO HUHILLHIX
TEHAEHLIN | HANPAMKIB PO3BUTKY KyNbTYPHOTO NPOCTOPY YKPaiHK.

MW IK NPEACTAaBHUKM ['€Te-IHCTUTYTY Padi TOMY, WO Y4aCTb Y LibOMY
MPOEKTI B34AN10 Tak 6arato HalMX YKPaiHCbKUX MapTHEPIB 3 TBOPHMMM
1 PO3YMHMMM igesMW. M1 CNOALIBAEMOCSA, LLO 03H3NOMNEHHS 3 LD
ny6nikauiero 4acTb BaM NMOBHE YABNEHHA NPO PO3MAITTA KYNbTYPHOTO
YXWUTTA B YKpaiHi | CNOHYKae Bac [o peanialii 6araTboX NoAanbLimnx
NPOEKTHUX iaewn!
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Npocb. A-p l'epHoT Bonbdhpam (GW): Monpu Heabusikui nonepeaHin
JIOCBIA Y CCPepi KybTYPHO-OCBITHLOI POBOTK LUBMAKO 3'ACYBaAN0Cs,
LLIO NPUKMETHOH 03HAKOK HOBOTO MOKOMIHHA YKPAIHCbKMX aKTUBICTIB
KyNbTYpY CTana notpeba B Cy4aCHOMY PO3YMiHHI (DEHOMEHY KyIlb-
TYPW Ta HOBUMX iaesx. Mpu LbOMY HaM IHKOMV XOTinocs, Wwobu npu
po3pobLi HOBKX iae 0cobn1Ba yBara 3BepTanaca Ha AesiKi KyNbTypHi
Tevii, 30KkpeMa baraTi eBpeichbKi TPAAMLIT B YKPaiHi.

AKMMU HA BALL norngaa synu
HAUBAXXNUBILWI TEMU, 3 AKUMU
A0B0OAUNOCA NPALLKOBATU B PAMKAX
KYNbTYPHO-OCBITHbOI AKAAEMII?

PSF: Cno4aTtky noTpibHO 6YN0 3 NPUHLUMIOBMX MipKYBaHb J0OUTUCS
CNiNbHOTO PO3YMIHHA PO3BUTKY KYNBTYPW, KYNbTYPHOTO MEHeIX-
MEHTY | KYNIbTYPHOI MONITUKK, W06 Y CKNadi KOMaHA Ha 3acafax
cniBnpaLi no4aTvt poboTy Had CriNbHUMYK NPOeKTaMu. Pe3ynbTa-
TOM LMX PO3AYMIB CTaB rnocapin, onybnikoBaHWn HaMK Y 3raaaHin
BULLLE JJOPOXKHIN KapTi, KWW Le pa3 byae HaapyKoBaHWUI v Ui 6po-
LWypi. B TOM e 4ac CTOANO0 3aBAaHHA NPUCTYNUTK 0 BUPILLEHHS
Ha3BaHWX HaMW BMKMKIB. JJOCUTb LIBMAKO 3'ACYBANOCh, WO TYT
noTPibHI NepesoBCiM BIANOBIAHI MiAX0AM 40 OCMUCIEHHS Ta PO3-
pOBKKM MPOeKTIB Y cchepax KoonepaLii, napTuumnaLlii, CnisyyacTi,
3PUMOCTI 11 33CTOCYBAHHS LMDPOBMX TEXHONOTiA. OCOBAMBO LiKaBO
6yno 6a4MTV HaA3BMYANHY BiAKPUTICTb Y TPAKTYBAHHI LMX TeM 3
HOKY YH4aCHMKIB LbOro npouecy. Tak, NPoeKT «MfaH Z» NPOAEMOH-
CTPYBaB Te, K YCe YKPAIHCbKe MICTeYKO i3 3aX0MNNeHHIM B3510Cs
33 BTINIEHHS CMINMBOI | BIAKPUTOI CTPATerii KYNbTYPHOTO PO3BUTKY,
L0 YBibpana B cebe BCi 3a3Ha4eHi paHille acnekTu. Lie ctano Mox-
NVBUM NWLLIE B Pe3YNbTaTi 00'€AHAHHA Y XKMEPUHLIT [yXKe Pi3HMX,
ane HaA3BMYaMHO BiAJAHNX MUCTELTBY M KYNbTYpPi rPaBLiB, CUMb-
Hil NONITUYHIM BONi MiCbKOi BNaam Ta 6araTbOM eKCNePUMEHTATOP-
CbKMM MarAaH4vkaM. Lie CTano niaTBepaXKeHHsM TOro, WO MUCTeL-
TBO 1 KYNbTYPa MOXYTb BUKOHYBATV (DYHKLiKO PYLWIAHOI C1uiu
TpaHcdopmaLlii, CNpsAMOBAHOT B MOy THE.

GW: PO3MaiTT MACTELIbKMX i1ei Ta MAPTHEPCbKMX 3B'A3KiB. A TaKOX
3HAMOMCTBO 3 HEBEANYKMMM MiCTaMK1 YKPaAiHW, HOBUMM iHiLliaTMBamK,
63XaHHAM MO-HOBOMY OCMUCIIUTM KYNBTYPHY CNaaLlnHy. LieHTpans-
HUMM TeMaMM NSt MeHe CTanu BiAKPUTICTb, TOTOBHICTb 40 CNiBMpaLi
Ta iHTepeC A0 camopeddnekcii BCiX YHaCHUKIB. A LLie - CTBOPEHHS
JI0p0XKHBOT KapTKh. MiCLIeBi rpOMaZN HacTo € TONOBHUM YUHHMKOM
KYNbTYPHMX 3MiH. A TOMY 3 ypaxyBaHHAM Lii€i 06CTaBWHM 6yN0 Npuii-
HATO A0BOMI PO3YMHE PillieHHs 30CEPEAMTUCS HE Ha BENMKMX MiCTaX.
BifHAaX0MKEHHS HOBUX KYNbTYPHMX LIEHTPIB Ta YHUKAHHS AUCKYCIl
PO TaK 3BaHy Nepucepito CTanu Ang MeHe 04HUM i3 KNKYOBUX efe-
MEHTIB NOAaNbLIOr0 PO3BUTKY B YKPaiHi.

PO3KAXITb, bYAb-JIACKA, NMPO ®1J1I0CO®IH0
naxony HA OCHOBI A0OPOXXHbOI

KAPTU B 2015 POLLI | NPO TE, LLO

CTANOCA 3 HEHO Y 2016 POLLI

PSF i GW: Iopo>kHs KapTa 6yna i 3anMLIaETbCs CNpoboto 3HANTY Ti
HANPAMKY, B AKMX JIKOAK, LLO 3aMMarThCH MUCTELITBOM i KYNbTYPOH,
BOA4arITb CBOE ManbYTHE. KyNbTypa MOXKe CTaTK KNHYeM A0 0OMIHY,
[lianory, TBOPEHHS MepeXX i akTUBHMX Jil. Lie - NPOrHO3 MOXINBO-
CTen ManbyTHLOI CMiBNPaLi B CepeaoBuLLI KOHCTPYKTUBHYX | TBOPUMX
NHOAEN, IXHIX iael | JyMOK.

CTBOPEHHs JI0POXKHBOT KapTW KYNbTYPHOMO PO3BUTKY B YKPaiHi CTano
0COBMMBUM BUKNMKOM. KpaiHa 6arata PisHOMaHITHUMM KYNbTYPHUMM
TPAAMLIAMM, MAE LIiKaBUIA MUCTELIbKWIA | KyAIbTYPHUI NMPOCTIP Y Pi3-
HUX HaNPsAMKAaX i CeKTOopax i, 3 OrNady Ha CBOE MONITUYHE CTaHOBMLLIE,
€ NPeJMeTOM YBark MixHapoAHOI CNiNbHOTW. baraTo YKPaiHLIB Y eMi-
rpauii 6epyTb AIEBY Y4aCTb Y PO3BUTKY KPAIHK, YKPATHCbKI MUATL
NPeACTaBAEHi Ha MDKHAPOAHWX DeCcTMBANAX, 30KpeMa 1y HiMeyymHi.
BypXAMBUMIA PO3BUTOK LIMCOPOBIMX TEXHONOTIN CTAB LLE OAHUM YMHHK-
KOM, SIKII CMPKSE TBOPEHHIO MEPEX MiXX JifHaMuM KyNbTypK BCEPeaNHI
KpaiHu Ta 3a ii Mexxamun. A ToMmy 'y HiMevumHi 3pocTae iHTepec Ao Li€i
3aXONMHOHYOI KPaiHK, gKa HAMAraeTbCs BiALLYKATV CBIl LUNSX NOCEPEen
63araTCcTBa ¥ PO3MAITTS TPAAWMLIY Ta PI3HOMAHITHMX O4iKyBaHb.

KynbTypHO-0CBITHA akazemid 2016: 3a0X04eHHA Ta NiaoTPUMKa
IHTepB'to 3 MaTpikoM C. ®bonemM Ta FepHoTOM Bonbdpamom

JIOPOXHA KapTa Mana CTaTut Biaa3epkaneHHAM LUbOro KOMMIEeKCHOro
XapaKTepy BMXiAHOTO CTAHOBWLLA, HAATO XK 3 YPaxyBaHHAM TOrO, LLO
MOZAEpaTopK LbOro NPOLECY POAOM He 3 YKPaiHK, a 3 HiMeYunHu.
Iornsa 330BHi, MOXXNMBO, CTaB HABITb Ly>Ke MO3UTBHOK CTAPTOBOKD
NO3MLIEKD. AIDKe MLWNOCSH He NP0 BMKNAJ 30BHILLHIMM eKcrnepTamu
pe3yNbTaTiB CBOM0 aHani3y Ta CBOIX AYMOK, a Npo Te, Wob pa3oMm i3
MapTHEPAMM Ha MiCLSAX Ha PIBHMX i CNiNIbHO <HAaMankoBaTV KYNbTYPHY
KapTy>, fiKa 6 yBibpana B cebe, 3adikcyBana i CUCTEMHO BMOPSAKY-
Bana LWUASXM PO3BUTKY, MOXXIMBOCTI, LIIHHOCTI ¥ Wi, @ TaKOXK po3-
Kpuna ccoepu AinbHOCTI. JInLe Ha OCHOBI Takoi (DYHAAMEHTANbHOI
NOo3MLiT MOXHA BYN0 3AINCHKOBATY PALIOHANBHUIA MiXKKYNbTYPHUIA
06MIH Y NPOCTOPI LET JOPOXKHBLOI KapTW.

lMpoLecy CTBOPeHHs JIOPOXHbBOI KapTu 10 TOr0 X Heabusak Aono-
MOrfa CTana cTpaTeris poboTh. BoHa po3no4anacs KOHMepPeHLiewD

y 2014 poui Ta TPUCTYNEeHeBUMM TpeHiHramu B 2015 poLi B KMEBI,
YKPAIHCbKO-HIMELIbKMMY 3YCTPIYaMK, @ TaKOXK KPUTUYHUMM IMNYITb-
CaMU 1 CNOCTEPEXKEHHAMM YKPAIHCbKMX AifHiB KYNbTYPU. KOHKPETHO
YK 30BHIiLLHIMW MOZepaTopamu Ta 65113bKo 40 y4acHMKamuM B NpoLeci
[IBOX- ab0 TPUAEHHWUX TPEHIHTiB 6y PO3pobNeHi MoeNbHI Npo-
eKTW 3 aKTYalbHUX TeM KYbTYPHO-OCBITHBOI POBOTK | KYNBTYPHOIO
PO3BUTKY B YKPaiHi. TaKMM YMHOM BLANOCH BUSBUTY OCHOBHI Nons
NiANbHOCTI Ta HaNPaLBaTVM METOAMYHI MiAX0AM A0 3AINCHEHHS CTa-
NOT KYNbTYPHO-0CBITHBOT POBOTY | KYNbTYPHOIO PO3BUTKY B YKPaiHi.
BosHovac y dhopmi rnocapis 6yno cucTemMaT3oBaHO rONOBHI MOHATTS
y cdbepi KynbTypPHO-0CBITHBOI POBOTH 11 KYNbTYPHOTO PO3BUTKY, Ha
OCHOBI SIKOr0 B NOAANbBLLOMY MOXe 3[iNCHIOBATCS NAIAHWIA 0OMIH.
OKPIM KOHKPETHMX NyOnikaLii, 9Ki MidXK iHWMUM BXXE BUKOPUCTOBY-
tOTbCS B 6araTh0x MiCLAX, LiEN NPOLEC, K Y>Ke 3a3Ha4Yanocs, CTaB
OCHOBOH) 1 TOYKOHO BiANiKy Ans 6aratb0x HACTYMHMX 3axodiB y 2016
pOLLi. 3 04HOr0 HOKY, Lie ynu KOHKPETHI MPOeKTK, PO3POONEHI B pam-
Kax J0poXKHbOT KapTw, AKi 30e6inbLioro nepebyBatoTh Y CTajii pea-
ni3auii, 3 IHWOro - Niaxia Ha 6a3i «MiKPOMOHAIB>, 33aBAAKN FKOMY
BiKPMBAETLCA MOXMMBICTb Y DOPMI YUCTIEHHMUX ManuX NPOeKTiB B3s-
TWCS 3a PO3POOKY TAKMX LIEHTPaNbHMUX TEM SK KYNbTYPHUIA PO3BUTOK,
napTMUMnaLif, nonynapu3aLisa KynbTypHOTO CNadKy Ta acnekTh po3-
BUTKY MICT 33C06aMM MUCTELTBA 1 KYNbTYpK. 3a TaKOro Niaxoay Uin-
KOM MOXXHA FOBOPUTK MPO CTany CTPATErito, 3AiMCHEHHS SKOi, OyaemMo
CNoAiBaTMCA, NPOAOBXMTLCA | BNIPOAOBX HACTYMHMX POKIB.

AKOH BAM BAYUTbCA CUTYALLIA HUHI,
HAMPUKIHLLI 2016 POKY?

GW: Mi>k 6araTbMa MUTUAMM 1 KYNbTYPHUMM iHILLIQTUBAMM, SKi
J10Ci B3arani abo mMaimke He 6ynu NoB's3aHi MiXk co60t0, Hanaro-
[Mnace criBnpaud. Kpim Toro, JopoXHS KapTa BUABKIACH AYXKe
[106p1M 33CO60M MOPO3YMIHHSA 3 MiXXHAPOAHMMM NMAPTHEpPamm
00 TePMIHOMOriT Ta AeiHILIiN KyNbTYPHO-0CBITHLOI POOOTH,
a TaKOXX YHMKHEHHSA HEMNOPO3YMiHb. Lle LWnsax, mo4YaToK npoLecy,
AKWUIA, CNOAIBAOCH, Oyae NPOAOBXKEHO.

PSF: KynbTypHO-0CBITHA aKaAeMist Ha04YHO NMPOAEMOHCTPYBana 0co-
6nmBe 3Ha4eHHs NoAIBHNX NPOEKTIB 3 NiABULLEHHS KOMMNETeHTHOCTI

n

y cchepi MUCTEeLTBA 1 KyNbTYPY 3aANs CNPUSHHS ¥ NIATPUMKM DO3-
BUTKY CYCNINbCTBA, NepeoBCiM Y TaK 3BaHMX KpaiHax nepexigHoro
nepioay, A0 AKMX HanexxuThb i YKPaiHa. BUHMKNN HOBI MepeXxi, AKmnx
J10Ci He 6yno, 3aMn04aTKOBAHO HaBITb MIXXHAPOAHI NapTHEPCbKI 3B'A3KuM
3 MiCTaMW, Aifvamm KyNbTypy I KYNbTYPHUMM YCTAHOBamKM Y HoM-
pynniHi, bepniti Ta MrOHXeHi. J10 TOro X 3'9BMNocs YCBIAOMIEHHS
TOrO, LLO TPaHCOopMaLis 11 KyNbTYPHUIA PO3BMTOK - LIE He NNLLE Tema
BEMMKMX MICT. HaBnakK, Marni MiCTa MOXYTb B LIbOMY BUM3AKY CTaTy
PYLLIMHOK CVNOKD 1 HAlaBaTK 3BOPOTHI IMMYNbCK ANt PO3BUTKY BEMK-
KMX MICT. «[1naH Z> y YXMepuHLi € J0BONI NEePEKOHNMBUM CBia4eH-
HAM TaKOi eHeprii. 3BiCHO X, 6arato Yoro NoTpebye NoKpaLleHHs, ane
YMMano BAANOCH 3pYLUMTK 3 Micus. Came HOBOCTBOPEHI perioHanbHi,
HaLOHaMNbHI Ta MDXKHAPOAHI Mepexki € MYHAAMEHTOM NOAANbLUMX KOH-
CTPYKTMBHMX KPOKIB Nt NEPETBOPEHb Y CAhepi KyMbTypM.

AKUMU € BALLI NOBAXKAHHSA U NPOMO3ULLII
040 NOAAJBLIOIO KYJibTYPHOIO
PO3BUTKY B YKPAIHI?

PSF: 3BMYaiHO XK, € Pi3Hi NiAX0AM, ane BUKAMKM 1 MOXAMBOCTI Y
3B'A3KY i3 Mpouecamm KyNbTYPHUX NEpeTBOPeHb B PI3HMX KpaiHax
6araTo B HOMY CX0Xi MiX COB0H0. TOMY eneMeHTapHMM BUCHOBKOM
LN MeHe € HeoOXigHICTb | B ManbyTHLOMY 30CEPEaXKYBaTH CBOO
YBary Ha npoLecax B3aEMHOr0 06MiHY /4 HaBYaHHSA. [ON0BHA iaes
NpoeKTiB KyNbTYPHO-0CBITHBOI akaJemii Monarae y Tomy, LWob Bif
MepLLOro eTany KoonepaTvBHOI 1 akTWBYHOYOI poboTi Haa Npoek-
Tamu (iaes, NOYaTKOBI KPOKM) JOCATHYTM ApYroro eTany (mo4aTok
iMNNemMeHTaUiT, nepLi 3axoau, po3dyaoBa Mepexx). Liboro npuH-
umny Cnig A0TPMMYBATUCS ¥ HaAani Npy po3pobLi HOBUX NMPOEKTIB.
MOE€ HanbinbLLe 6aKaHHSA, BTiM, CNPSIMOBaHe B OiK CTanoCTi, OCMUC-
NEHHS PO3M0YaTOro B HiNbLL A0BrOCTPOKOBI NEPCNEKTMBI, NOAANb-
LLIOTO BMKOPUCTAHHSA BUBINIbHEHOI eHeprii, KONeKTUBHMX 3HaHb.
SKLLO rOBOPMUTK 30BCIM KOHKPETHO, TO MAETbCA HA YBa3i MPe3eHTa-
List Ta HaJaHHS Y PO3nopsaIyKeHHs JJOpOXKHbOT KapTu B iHLWMX MiC-
LsAx YKpaiHu, abo CTBOPEHHS MOXMBOCTEN ANs JOBrOCTPOKOBOO
PO3BUTKY 3aM04aTKOBaHMX MPOEKTIB, OCKINbKX ANs pobaTH 3 METOHD
NepeTBOPeHb NOTPIOHI Yac i NPOCTip - B TOMY YMCNi 1 And nepeaavi
LIbOro JOCBIAY HWWM MiCTaM i perioHam.

GW: 'a1at0, Wo f06pe 06rpyHTOBAHI KYNbTYPHI NPOEKTX 3aBXAM €
YaCTUHOK 3YCUNb 334N AOCATHEHHS MUPY, 0COBIMBO B YacK Moni-
TUYHWUX KPW3. TTPUYOMY, 3 MaKCMManbHUM TaKTOM i M03a NOTIKOK
APAMMUX MONITUYHUX PE3YyNbTaTiB, L0 NiAAATLCA BUMIPY. Takmni
miaxig y MUCTeUTBI, 33 AKOro CTaBKa POOUTLCA Ha KOHLIEMLLIH0 HOBMX
MEPEX | AMCKYPCIB, ANS MEHE € LUAAXOM Y MalbyTHE. ToMy 51 6axKaB
6w, W06 | MXKHAPOAHI MapTHepW Ta A0HOPK L€l akaaeMii Bbavanu
B Hill HE NINLLIE MPOEKT, @ HOBUIA CNOCI6 MUCNEHHS 1 POBOTH, SKUI

Ha LUbOMY BiATMHKY YKPaiHCbKOI iCTOPIi MOXXe 3p0buTK CBIill BKNALA
y PO3BMUTOK KPaiHM N03a MeXamu Byb-aKnx NoNiTMYHMX aebaris. A
HaXKaB bu, 06 pe3ynbTaT poboTH KynbTypPHO-OCBITHLOI akadeMii
NArnn B OCHOBY NOAANbLUIOMO NMOCTYMANbHOr0 PO3BUTKY, @ HaNpaLbo-
BaHi NapTHEPCbKI 3B'A3KM By NPOAOBXKEHI.



KYJIbTYPA

| MUCTELITBO
Y CYCNIIbCTBAX
TPAHCOOPMALJI

KATEPUHA BOTAHOBA

KynbTypHO-0CBITHSA akaeMis 2016: 330X04eHHs Ta NiATPMMKA
KynbTypa i MUCTELTBO Y CyCNiNbCTBax TpaHchopmallii

Bia cepeanHm 2000-x pokiB, 04pa3y nicng NomMapaH4eBoi
peBontouii 2004 poky, B YKPAIHCbKOMY MUCTELTBI Aefani
rapsadiliiM CTaBano NUTaHHA NONITUYHOTO MUCTELTBA.
MUTaHHA Le 6YNI0 JOCTaTHbO HOBe | He ByNo A0 KiHUS ACHO,
L0 3 HUM pPoBUTK. Came NOHATTH "MONITUYHOr0" B YKPaAiH-
CbKOMY KOHTEKCTi TOro 4yacy 6yno 3Ha4How Mipor Tabyio-
BaHMM: NMONITNKA Masia BYy3bKe 3Ha4YeHHs AeprKaBHOI noni-
TUKK, YPALYBAHHSA, | BiANOBIAHO 6yna MiLHO NOB'A3aHa 3
KOPYMUIEHD, 3 HACUNNIAM, @ TaKoX i3 6e3cunnam. Monituka
AK CNpaBa NONITUKIB — NtOAEN, aKi MatOTb BNaAy i He 36u-
PAtOTbCA HEt aHi AiINUTUCL, aHi BigAaBaTH ii, NHOAEN MaKe
BCEMOTYTHIX | MPaKTUYHO 6e3KapHUX — MUCTELIbKEe Cepeo-
BUMLLE He LiKaBMNa, K He LiKaBUaW MOro, NpUMipoM, Npo-
6nemu BYrinbHOBMAOOYBHOI NPOMMCIIOBOCTI ab0 YOPHMUX
Lip: MUTAHHSA Tak BiadaneHi BiJ peanbHOCTI, WO BOHM Npo-
CTO BTPavanu 6yAb-aKuit ceHc. "Ni3Th B NONITUKY" — 03Ha-
4ano 6yTn abo NPOAAKHUM LIMHIKOM, abo BOXKeBiNIbHUM.

Monpu Te, wo NMomapaHyesa peBontoLia byna nepmm
BMMNAZKOM 33 BCH iICTOPIHO He3anexxHoi Ykpainu Big 1991
POKY MacOBOro 3any4eHHs Ay»e Pi3HUX CYCMifNbHMX Npo-
LIapKiB A0 6e3rmocepeHbOro CTBOPEHHSA MOPSAAKY AEHHOrO,
a BiAMOBIAHO M NMONITUKM, AIMCHOI CyCNiNbHOI peBontouii —
€MaHCMNATMBHOMO NPOPMBY [0 NONITMKM hands-on — Tak i
He Bigbynocd. Ak He Biadbynocs i po3pi3HeHHS ABOX PI3HUX
MOJYCIiB, SKi B YKPAiHCbKil1 MOBI MO3HA4YatOTbCA OAHUM CNO-
BOM "nonitmka" — politics i policies.

TM LiKaBiWMM € OEHOMEH TOr0, L0 Came Y MUCTeLbKil
cdpepi — HaBiTb BY)X4e, y cdhepi BizyanbHOro MucTeuTBa —
MOHATTA NONITUKKX BNepLue 3p0buno cnpoby po3WnpUTUCL
J10 PO3MIpIB LiNnoi cycninbHoi cchepu. "MpuBaTHe — Le noni-
TUYHe!" — deMiHicTUYHe racno 1960-X, aKe i3 3aTPUMKOI0 Y
Mawiyke 40 POKIB OMUHMNOCh Y LEEHTPI YUCTIEHHUX MUCTELb-
KMX | AOBKONAMUCTELIbKMX AUCKYCiV B YKPaiHi, 03Ha4ano He
NuLLIe NOBINbHE YCBIAOMIEHHS TOrO, L0 NONITUKOK NPOCAK-
HYTi BCi cdhepu NOACHKOrO XUTTH aXK [0 HAUMPUBATHILLMX
Oro NPOSBIB i L0 Came 3 UMX NPUBATHUX MOMITUK i CKNa-
JIAETbCS 3aranbHOCYCNINbHUIA NOPSAAOK AEHHMIA. Lie Takox
03HaMEHYBano NpMXia MACTELTBa, CBIAOMO 33aHra)0BaHOro
y Lier NopsoK, MUCTELTBA, SKe He NLe He COPOMMIOCh
"MapaTtu pyku 06 NoniTMKY", @ No4acTy BBaXano Le CBOiM
060B'A3KOM.

Cnia BM3HATK, LLO Len npouec, 9K i byab-aKa eMaHcunaLis,
6yB Ay>Ke 60NICHUM. [HTenekTyanu i XyOoXKHUKM namanu
CnucK B AebaTtax npo Te, Yu MOXKe MUCTeLTBO BYTK Nofi-
TUYHUM Y NPUHLMNIL, | YY INLLAETHCA BOHO MUCTELTBOM Y
TOM MOMEHT, KONW CTAE NONITUYHUM; e MeXa MidXK MUCTell-

TBOM Ta aKTMBI3MOM | 1Ka POJib €CTETUKM B CyHaCHOMY CBITI.

XYAOXKHWKW CTapLIOro NOKOMiIHHA BiIBEPTO 3HEBaXKaNu

XYIOXHMKIB MONOALINX, HA3MBAKUM iX "TpaHTOIAAMN" |
3BUHYBAYYH4YM Y KOHHOHKTYPHOCTI. Kofern 3 Mncrelb-

KOT0 Lexy — NpUMIpoM, MUCbMEHHUKK — Y TUX MNOOAMHOKMX
BMMafKax, KONu iM Taki A0BOAMNOCH MePeTUHATL MEeXY, SKa
BiAAiNANa ceiT BepbanbHWI Bif Bi3yanbHOro, bynu Bay4-
HUMM | PaAMKANbHUMU, 9K TO | HAaNeXuTb NMUCbMEHHUKAaM, i
Ha3MBanu NoNiTMYHE MUCTELTBO NPOCTO "HEMUCTeLTBOM". 3
HUMK PaA0 NOroaXKyBanack GiNbLla YacT1Ha NybnikK, KOTpa
X04 KOCb 6yNna A0TUYHA A0 MUCTELbKOro XUTTA. HalBULLIOH
TOYKOK MPOTUCTOAHHA MOMNITUYHOTO MUCTELTBA | CYCMiNbCTBa
CTaB CKaHAanN i3 3aKPUTTAM BUCTABKM "YKPaiHCbKe TiNno" pek-
TOPOM HalioHanbHOro yHiBepcnTeTy "KMEBO-MOrnngHCbKa
akafemia" ni NpYBOAOM TOrO, O Lie 6yno "HemMmucTeuTBo".
Ta nofanbLlie BUTHAHHS i3 CTiH YHiBepcuTeTy LIeHTpy Bi3y-
anbHOT KYJIbTYPU — IHTENeKTYyanbHO-MUCTELLLKOTO OCepeaKy,
AKUI LIKO BUCTABKY OpraHi3yBaB.

AKTMBHO HaMarato4mcb 3aLUTOBXAaTW MUCTELTBO Y Hilly "npe-
KPacHOro", 3anuWnTi 3a HAM MIMETUYHY | MPONeaeBTUYHY
dyHKLI0, CYCNiNbCTBO HibK 6oponocs came i3 coboto, 3i CBO-
iMM DOBIMM JOPOCNIWAHHS | BKNHOYEHHS Y CTBOPEHHS noni-
TVIK LWOAEHHOIO XXMUTTHA. HaMarar4mcb NoKa3aT MUCTELTBY
"HanexxHe" oMy Micle, CyCniNnbCTBO BiATBOPHOBAN0O HAsBHI
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NONITUYHI NPAKTUKK, SKi HEBMMHHO CTaBWUIM "Ha MicLe" came
CyCninbCTBO. MONITU3YHYNCh, MACTELTBO BiKPMBANO HOBI
MOXXIIMBOCTI A9 CAMOOCMMUCNEHHSA | CAMOYCBIAOMINEHHA —

i AN PI3HNUX MUCTELbKMX AUCUUMNIH, | ANS MUCTEeLbKUX
MPAKTUK MUHYNOTO, i NS CYCNiNbCTBA 3aranom.

Came y pi3HOMaHITHUX MUCTeLbKUX NMPaKTMKax abo 3a
aKTMBHOI Y4aCTi MUTLIB BnepLue y NyOniyHii NaoLWmnHi
AKTMBHO MPO3BYYann NMUTAHHA AMCKPUMIHALIT (FeHAEPHOI,
BIKOBOI Y1 Di3NYHOI), NONITUYHOI LIEH3YPW Ta CaMOLLEH3YpK,
PO3BUTKY MICT (MOYMHaKO4M 3 NpobneM i3 HeneranbHoOH
3a0y/0BO | 3HULLEHHSAM iICTOPUYHOT CNAALLUMHN | A0 CaMo-
OpraHisauii MicLeBmMx rpoMaa), HeOAHO3HAYHOCTI iICTOPUYHOI
nam’'aTi, An3banaHcy LeHTpy i nepudepii, iAeHTUYHOCTI Ta
HWI. 3'9BNSKOYMCb CNOYATKY K MUCTELbKI MPOEKTU, KHUMN,
ny6nivHi ANCKYCIT Y1 aKLUii NpoTecTy, Ui NMMTaHHA NOBOI
BMAITANMCh Y CYCNiNbHY TKaHMHY, 3r0A0M NEPeTBOPHYMCH
Ha BOMOHTEPChKI YTBOPEHHS, TPYMN aKTUBICTIB, TPOMAAChHKI
opraHisauii Ta Hi3HeC-nNpoeKTHn.

MoBONI 1 Malxe HEMOMITHO Te, Wwo 10 PoKiB TOMY Ha3MBaNoCh
"NONITUYHNUM MUCTELTBOM", MPAKTUYHO NPUMUHUIO iICHYBAHHS,
3P0OMBLLM KOXKEH MUCTELLKNI YXeCT NONITUYHUM anpiopi.
Mipy aKTMBHOIO MOMITUYHOrO 3aNy4eHHs Ternep BUMIPHOHTh
MNOHATTAMM "aHIAKOBAHMI", "y4aCHULbKMIA", "coLianbHU" Ta
iHLWI. 3MiHa CIOBHMKA 03Ha4ala 3MiHY ONTUKU, AKa CrpUyn-
HMNA NOABY MAaCK PI3HOMAHITHMX YHYaCHULIbKMX, CONiJapu3y-
FOUMX CYCMINbHMX MPAKTMK. 3MIHUNOCh MUCTELTBO | 3MIHUNOCh
came CyCninbCTBO. MNoNiTMKa nepectana byTn CNpaBoro Noi-
TUKIB | NEPETBOPMUNACh Ha CYCMiNbHY CnpaBy. KyNbMiHaLIEW
LMX 3MiH, 3BiCHO, cTaB ManaaH 2013-2014 pokiB, Nicns sKoro
KINbKICTb | PI3HOMAHITHICTb NOKANbHUX NPOEKTIB, AKi B3ANNCb
B TOW YK TOW CNOCIO BAAMBATY Ha NOKANbHI NONITUKK, 3pOCTAE
3 TeOMETPUYHOK MPOrpecieto.

AKTUBHICTb FPOMaAAHCbKOro CYCMiNbCTBa CTana YacTUHOK
KYNbTYPHOrO NaHALAMTY KPaiHW 1 nepenwna i3 cyTo Kpu-
TMYHOI T MPOTECTHOI NMNOLLNHM Y KOHCTPYKTUBHUI, Kpea-
TUBHWUW | [ianorosui BUMIp. CbOroAHI KYNbTYPHI iHiLiaTMBMK
BMHMKAIOTb Y ManeHbKMX MicTax NpUIPOHTOBOI 30HM, CTa-
FOYM LIeHTPaMK NOPO3yMiHHSA, peabiniTalii, 0CBiTM Ta BUMNPA-
LFOBAHHA CNINbHUX LWNAXIB | CTPATErii PO3BUTKY. KyNbTYPHI
Xabu CTatoTb MaJaH4YMKaMK Ans 06roBOPeHb aKTyanbHMX
MUTaHb CYCMNiNIbHOrO PO3BUTKY i LLIEHTPaMK BUPOBNIEHHS Noni-
TUK. KYNbTYPHI aKTUBICTWM MAHAPYHOTb PiI3HUMM DErioHamMM
KpaiHW, CTBOPHOHOYM CMiNbHI MPOEKTW, CNPAMOBAHI Ha Mif-
TPUMKY MiCLLeBOr0 PO3BUTKY | HA KYNIbTYPHMIA 0OMIH.

MepebinblueHHAM 6YNo 61 BUBOAMTM TPaHCMOPMaLlT yKpa-
[HCbKOIO rPOMAASHCHKOrO CYCNiNbCTBa CbOrOAHI NNLLE 3i
3MiH MUCTELbKOT MOBM | NOPAAKY AeHHOro cepeamHm 2000-X.

OOHAK BaYKNMBO MOBAYMTH MOMIK HUMM Be3nocepeHil 3B'-
30K. TpaAauLiiHa ponb EBPOMNENCHKOr0 MOBOEHHOMO MUCTELTBA
AK A3epKala CyCnifnbCTBa i hopMKM CYCNiNbHOI NaM'aTi 3a3HaE
CYTTEBMX 3MiH, LLIOHAMMEHLLE, Y CYCNiNbCTBAX TpaHcdopma-
LiT. MUCTELTBO CTAE CYTTEBMM MOAPA3HUKOM, He nuLlie nif-
HIMatO4M Ha MOBEPXHK TPAaBMATWYHE 1 3aMOBYaHe, a 1 Npo-
BOKYO4YM aKTMBHI (DOpMM CYCNiNbHUX BiANOBIAEW, NOAEKYAN
B3aEMOBUKITHOYHNX, OJHAK Y AOBri NEPCNEKTUBI — BAXKMUBUX
[N CTBOPEHHSA HOBMX NONITUK CYCMiNbHOI B3aeMOAii. CTakoum
Jenani 6inbl AianoroBMMKM 1M YHaCHULbKUMM, BifbLL aHrao-
BaHMMW Yy CYCMiNbHY NPOBNeMaTrky (AKy B Cy4acHOMY CBITI
CTa€E Aeaani BaXkye irHopyBaTK), MUCTELbKI NMPaKTUKN CTBO-
PHOKOTb AOBKONA cebe Nons Hanpyri, NpUTAryHYM NoTeHLin-
HWX areHTiB 3MiH. BOHM € nabopaTopigMu, Ae TeCTYHTbCA |
BMNPOHOBYHITLCSA HOBI OOPMM B33EMOAIN, Ae 3'ABNAOTLCA
LUITaMM HOBMX KYNIbTYP, 63 AKMX HEMOXXMNBUIA DO3BUTOK
BiNbLU BiNbHWX, BIAKPUTMX | CONiAAPHUX CYCMINbCTB.
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4 nuwy uen ornag BoceHn 2016 poky, Yepes ABa 3 NONOBU-
HOK POKM Micna €BpoManaaHy, nNofii, Aka BM3Ha4YMNa CTaH
CNpaB Yy BCiX cchepax CyCnifibHOro XXUTTH YKPaiHW, BKIHOYHO 3
KYJIbTYPHOR CLIEHO. BiATak, NPOMNOHYH 30CepeanTmCA He Ha
3aranbHOMY MUTaHHI "SKi NepcneKTUBN PO3BUTKY YKPATHCHKOI
KYNbTYPM", @ Ha BY>XXYOMY - "K PO3BMBATUMETHCA KYJIbTYPa
B YKpaiHi 3 orngay Ha TpaHchopMaLlinHi npouecu, ki came
TPMBAOTb B YKPATHCBbKOMY CYCMINbCTBI". HanBaXkNunBilMMm
TaKMMM NPOLIECaMM MeHI BMAaHThCS B3AEMHE 3aLliKaBeHHS
PI3HUX YKPAiHCbKMX nepudepin ofHa OAHO, 3@ HE NuLe LeH-
TpoMm, KMEBOM, K Le 4acTo 6yBano AocCi, i po3naa ctapmx
PAAAHCBbKMX THCTUTYTIB Y Cdbepi KYNbTypW pa3oMm 3i Cnpo-
H6aMn, HacoM KOHMNIKTHUMK, BONICHUMK | HEBAANUMN, 36yAayY-
BaTW HOBI IHCTUTYTW | BNPOBAAMTM HOBI NPaKTWKKU. BoaHOYAC,
LliKaBO MOAMBUTUCH, IK PO3BMBANAcs BNacHe XYA0XHA CLeHa y
BY3bKOMY CEHCi 3 KiHUA 2013 i A0Ci - Mat0 Ha YBa3i CaMi MUC-
TeubKi ABMLLA | apTemaKTK, a He WKPLWi pyXu i TeHAEHLIT, WO
CTOATb 33 HUMM.

MOYHY i3 KiHUS. EBPOMAAAH YaCTO NOPiBHIOOTL i3 NoMa-
PaHYeBOK PEBOMIOLIEK - Ta CaMa KapHaBani3auis, ToM cam
OYX PaAiCHOI CONiAapHOCTI, MPUHANMHI, Ha MOYaTKaX, Taka X
MPUCYTHICTb YCiX COUianbHMX rPYN Ha NOLWI LWWMPOKOK nani-
TPOK BiJ NiBUX MUTLIB A0 NPaBOPaAnKabHUX NapaMinitap-
HWX YTBOPEHb. 3apaan CNpaBeAnvBOCTI BAPTO CKa3aTw, LLO

B KiNbKiCHOMY BMMIpi 1 nepLwui, i Apyri CTAHOBUAW HE3HAYHY
MEHLWICTb. O4HAK, Ha XYAOXHil cueHi NomapaH4yeBa peBo-
THOUISA 3aNMLWKnNG ACKPaBe XYA0XKHE ABULLE, iKe BM3HaYano
00PUCK XYL0XHBOTO XXUTTS YKPATHKX B HACTYMHE AeCATU-
NTTS, - YMOBHE NOKOMIHHA XYA0XKHbOI rpynu P.E.M. (3BMYalHO,
i camy rpyny). ins Uboro nocT-noMapaH4eBoro cepeoBmLLa
KITKOYOBOH) TEMOH Ha POKM CTaB CYMHIB B YKPAiHCbKIl coLi-
anbHiN Ta eKOHOMIYHI peanbHOCTi, MeEPeoCMUCIEHHSA PaasH-
CbKOI CNAALWMHYM, @ 3aCOO0M - KPUTUYHMIA YKECT, MUCTIEHHS,

a He IHTYITUBHe ab0o eKCTaTUYHe nepexxnBaHHA. Ha MOMEHT
€BpoManaaHy cepeaoBuLle rpynu P.E.MN. cTano BXe MenHcTpu-
MOM, NPOTK AKOr0 BYHTYBaNM i gKe HaMmaranmca CMMBOMIYHO
CKMHYTW 3 M'egecTany. Bia €EBpoManiany, BiaTaK, 04ikyBanu
nosiBM AKOICb "HOBOT KPOBI" Y Bi3yanbHOMY MUCTeUTBI. Liboro,
AK BMABMNOCH, He BiAbynocs.

0fHaK, EBPOMaNAaH BULWTOBXHYB HAropy iHule asuLLle -
ManobrXKETHE YKPAiHCbKe KiHO, 34e6iNblOoro, A0KYMEH-
TanbHe, 9K-0T Y BUMNaLKY MepexkeBoro ABumilLa BaBmnoH13,
cepefoBMLLa KiHeMaTorpadicTiB, AKi npautoBany Ha ManaaHi
nif 4ac NpoTecTiB, WBMAKO NPOAYKYHHYN KOPOTKI MiNnbMu npu
MiHIMYMi 3aC06iB i CNMMPatOYNCb HA NOCTIMHY B33aEMOAOMO-
Mory. TpoxXu CNeKynrrYmn, MOXHa 6 CKa3aTw, WO LEeHTP Baru
B YKPAIHCbKIiM CyYacHi KynbTypi NepemMiCTMBCA i3 cydac-
HOro MMUCTeUTBA A0 KiHO. IHCTUTYLIMHO Le NigKpinunocs
AKTMBI3ALIEL | 3aKPINNEHHAM Ha KYNbTYPHIM Mani Knesa

HauioHanbHOro ueHTpy JoBxeHka, dinbMoTeKu, gka oTpu-
Mana HOBe [IMXaHHSA 3aBAAKM POBOTI TYT HOBOI YNPaBMiHCHKOI
KOMaHM Ha 4oni 3 IBaHOM K03/1eHKOM. TTPOrHo3yr4n, 1 6
ySBUNA, L0 YKPATHCbKEe HOBE KiHO 3alMMaTUMe B HaNBAMyKYi
POKM BCe OiNblUe MiCLA HAa YKPAIHCBKIM KYNbTYPHIN CLEHI,
CTaHe ii HoBMM "3HOBY BiAHANAEHUM" LLEHTPOM YBaru.

Ale He EANHMM LeHTPOM. |HLWNM TakMM LIEHTPOM CTat0Tb
«3HOBY BigHaWMAeHi» AePXKaBHi IHCTUTYLIT KynbTypu. Came
TYT O4EBWAHWM CTA€E MPUCKOPEHWUIA PO3Naj 3aNMLLKIB pafsH-
CbKMX IHCTUTYTIB | MPArHeHHs ix TPAHCOOPMYBATH TakK, abu
BOHM HapewTi noYanu BiANoBiAaTK Ha BUKINKM CYCMiNbHOT
peanbHOCTI. MPaKTUYHO YCi ABaALATb N'ATh POKIB YKPaiH-
CbKOi HEe3aNeXKHOCTi BCe HaMBAXXNMBILLE B KYyNbTYpi Biady-
BaNnoCa B HelepXKaBHOMY CeKTOPI - TYT 6YN MUCbMEHHUKMN |
BMAABHULUTBA, TYT QYHKLIOHYBANM XYLOXHUKM, MY3UKAHTH,
a BilHeAaBHA M KyNbTypPO3HaB4a OCBITa. Afle HACNIAKOM
€BpoManAaHy CTanu Big4anayLwHi cnpobu pedopMyBaTH
3aNULWKK CYCMINbHMX THCTUTYTIB 3pa3ka CPCP - Big Ypsaay 40
3aranbHOi NOYaTKOBOI WKoNw. Lie, MabyTb, OCHOBHMI NpoLec
(oKpim po3noyaToi Pocieto BiHM Ha JoHbaci), AK1MN TPUBAE B
YKpaiHi BNPOAOBYX OCTAaHHIX KiNIlbKOX POKiB. Te came Biaby-
BAETbCA M Y LLAPUHI KyNbTypW. lep)KaBHi iHCTUTYLIT noYanu
BM3HABATMCS BNACHe TBOPYMMK CepeaoBMLLAMM 3a CBOI, TakKi,
AKI He0bXiAHO "MOBEPHYTM KYNbTYPI". A ANS LbOro 3MiHUTK
LLIOHAMMeHLLe NporpamHi abo ynpaBRiHCbKi NiaXoau.

0cobnmBo cepefoBULLE CKOMMXHYB HOBUI 3aKOH MPO NMpu-
3HAYeHHA KepPiBHMKIB [eP>KaBHMX 3aKNaAiB KynbTypn
BMKIMHOYHO Yepe3 KOHKYPCHY npoueaypy. MNo-nepuie, Tomy,
LLLO J1ep>KaBHI OpraHu yrnpaBniHHA - MiHICTEPCTBO, MiCbKi i
006nacHi ynpasniHHA - NPaKTUYHO HE MAaKOTb MO3UTMBHOMO
JIOCBIAY KOHKYPCY, @ CaMa ifea cynepeynTb YNpaBiiHCbKUM
IHCTMHKTaM PaAsAHCbKOrO Y1 NOCTPAAAHCHKOrO YPAA0BLUS.
TYT NaHYE 3BMYKA KYYAPHOTO BMPILLEHHSA NMUTaHb NMPU3Ha-
YeHHS KepiBHWUKIB, TOAI AK KOHKYPC BMMArae npamo npoTu-
NEeXXHOTro NiAX04y - BiAKPUTOrO, 3 MiHIManbHMUM 3any4eHHAM
| BNMMBOM OPraHy ynpasniHHA. Mo-apyre, CUTyaLia Bus-
BMNACA CKNaJHOK Yepe3 HeroToBHICTb PaxiBLIiB 3 Heaep-
YKaBHOr0 CEKTOPa KOHKYPYBAaTK 3a HabaraTo oopManbHilLLi,
WUTMBHILWI i dDIHAHCOBO BMHATKOBO AMCKOMMOPTHI YMpaB-
NIHCbKI Nocaaun. Bce vacTile YYeEMO 3AMBYBAHHS, YOMY TaK
Maio KaHAMAATYP MNOAAETLCSA HA KOXKEH OKPEMMI KOHKYPC -
€ HaBiTb KOHKYPCY 3 OHIE KaHOMAATYPOK, | MOeTbCsa npu
LbOMY MPO KIHOYOBI HaLLiOHANbHI THCTUTYUIT KYNbTYpK. Y
NiACYMKY, € KOHKYPCHa npoueaypa, 3 K0 Hapasi He BMi-
HOTb [aBaTu CObi pady ypPALOBLI, ane 6pakye J0BipK i A0
npoueaypu, i 40 TUX, XTO il NPOBOANUTD, | A0 NoAanbLUMX
YMOB MNpaLi, BiaTak, OPaKye i caMMX KOHKYPCaHTIB. Lle cnTy-
auia nTaxa 3 OAHMM KPUIIOM - OAIHe NPALIKOE NOraHo, ane €, a
NPYTOMY NMLLIE HaNeXuTb BUPOCTMN.
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AKMM Ke MOXKHA YABUTU MaNBYTHE YKPATHCbKMX JepyKaB-
HUX KYNIbTYPHUX IHCTUTYLIM | KyNbTYPHOI CRINbHOTK, AKa
pO3M04ana Wnax NOBEPHEHHS LUMX iHCTUTYLIN BNacHe
noTpebam KynbTypu? Jlymato, 60potbba TPMBATUME:
60NiCHO, 0BrO, Yepe3 Henmopo3yMIHHA | CKaHAANM, ane aep-
YKABHI IHCTUTY LT NOCTYNOBO 3MIHHOBATUMYThCA | CTABATU-
MYTb 3HA4YHO BIAKPUTILLMMK A0 NOTPed KynbTYPHOI CNinb-
HOTW. Lleyr pyx No4aBcsa y MOMi HALiOHANbHMX IHCTUTYLIN

i MOCTYMOBO PO3MOBCHAXKYBATUMETLCA AaNi. FepMeTUYHI
PAAAHCBKI IHCTUTYLIT, SKi OPIEHTYBANUCA Ha "BKa3iBKM 3
LEeHTPY" NOCTYNOBO NMOYMHAKOTb OPIEHTYBATUCS HA CBOI
CMNiNbHOTK 1 CTaBATW CAMOCTINHILLMMM B PiLLUEHHSAX.

MofibHo, KWiB NpOAOBXKYE BYTN FONOBHUM LIEHTPOM KYb-
TYPW, afe BXKe aXK HiK He EAMHUM. YKPAIHCbKI PErioHn - Ync-
NEeHHI Nepudepii - panToM NOYUHAKOTb BiAYYBATKU iHTEpeC
0Ha A0 OAHOI, TYT BMHMKAKOTb IHILiaTMBN CKOOPANHOBAHO!
LT, 10eTbCsa 9K NPOo Mani NpoeKTH, AKKX Lina HM3Ka cepea nia-
TPUMAHUX ['eTe-IHCTUTYTOM B paMKax AKaaeMii KynbTypu Ta
OCBITK, 10 aMOITHILLMX NPOEKTIB MiXXperioHanbHOI CRiBnpaLli.
HanbinbLl NOMITHUM Cepea HUX €, MabyTb, MPOeKT JOHKYNbLT,
hecT1Banb perioHanbHoi KynbTypu. B NepLionoYaTKoBil Bep-
CiT - kynbTypur JloH6acy B KMEBI, Mi3Hille - Toro »x JoHbacy

y N1bBOBI, @ BoceHn 2016 Fann4mHm - y XapKosi. Lle oaHa 3

KKneBa (x04a Tak, NPOEKT NOYMHABCA B KMEBI, ane WBMAKO
NepemiCTMBCA B iHLLI MiCTa). LLBMALLE 3a BCe, e NuLe nova-
TOK 3POCTAHHA TaKOi PerioHanbHOI Cy6'EKTHOCTI KPi3b NPpU3My
KYNIbTYPU. [HWMM "A3BIHOYKOM" TYT MOXKHa BBaXKaTu CriB-
npaL ecTMBaniB - KMiBCbKOrO MOronbaecTy v iBaHO-dhpaH-
KiBCbkOro Porto Franko, Ae ForonbecTt BUABUBCSA B poni
3aMpOLLUEeHOro, ane He EAMHOr0 Befy40ro napTHepa. Hanbnmx-
YUMW POKaMM BapTo, MabyTb, O4iKyBaTV BiNbLIOro PO3MaiTTs
LliKaBW1X, BMPA3HMX NMPOEKTIB Y PI3HNX YKPATHCbKMX nepude-
pisiX, L0 TaKMM YMHOM HabyBatOTbCA AesKOi NapafoKCanb-
HOCTI - NepebyBakyM He B LEHTPI, MPOAYKYHTb - MOXXNNBO -
HaWMLIKaBiLLi KYNbTYPHI ABMLLA.

Bce Le nmile HaneXxuTb nobadnTu. | He 060B'A3K0BO BCI Ui
O4iKYBaHHA CNPaBaATLCA. HAaTOMICTb, Y YOMY MOXHa OyTH
BMEBHEHWM, TO Lie B MOAANbLUIN TpaHCcopMaLii KynbTypHOro
nong - Bia 34eH6iNbLOro NapanenbHoro Aep»kasi, HeIHCTUTYLI-
ani3oBaHOr0 A0 TaKOro, L0 B33aEMO/IE i BNNMBAE Ha AePXKaBHI
IHCTUTYUIT. | Le, MabyTb, 03HAYaE, L0 B YKPaiHi 3aBepLUnBCA
LMKN "NepeTpaBntoBaHHA" PaASHCbKOT CNAALLMHN, M HAC YeKae
Jlelllo HOBe, iHaKLLe. IKMM BOHO Byae - 3aeXxunTb, BOOHOYAC,
BiJ HAWMX Ail | BiJ HALLOrO TePMiHHS.



i

HIMELLbKO-
YKPAIHCbKI
KYNbTYPHI
BIAHOCUHW.
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Jig4aMu Ta aKTUBICTaMM KYNbTYPY | MUCTELTBA B PerioHax,
AKMUI BiabyBCs y 3anopixoki, YepHirosi, Oaeci, BiHHMLI Ta
PiBHOMY. Ha Apyrin cTafii F'eTe-IHCTUTYT HaJaBaB iHaH-
COBE CMPUSAHHA MiKPONPOEKTaM, L0 34IMCHHOBANNCA B TaKMX
HEeBENMMKMX YKPAIHCbKMX MiCTax Ak KpemeH4yK, KpaMaTopChk,
YXMepuHKa, bepadHcbk, bpoan ta CNOB'AHCHK.

| B HiIMEYYMHI MOXXHa CnocTepiraTy NoAibHMI Npouec po3-
LLIAPYBAHHS Cepef rpaBLiB Y LI@pUHI KYNbTYpuW. Tak, V LbOMY
poui B MicueBocTi Bopnceeae y HMkHin CakCoHii npoxoanTb
HieHane KiHo 1 MUCTeUTBa, Ha AKOMY YKpaiHa byae npeacTas-
NIeHa 9K KpaiHa, L0 NPUIMMAE rocTen.s

MDKIFANY3EBE ®IHAHCOBE CINMPUAHHA
JIBOCTOPOHHI KYNbTYPHI NPOEKTK Peani3yrTbCa Y BCiX
rany3sx. flicns Toro, SK Ha TPUBANMIA Yac TeaTp, TaHellb,
KiHO, i HOBA MY3MKa Mal>Xe 3HMKNN 3 Mo 30py, Taka
CUTyaLis 3MiHnnacs y 2013-2014 pp. B3ipuem 3aranbHux
NMO3UTMBHUX NPOLIECIB B OKPEMMX Tany3sax KyJbTypu CTaB
PO3BMTOK TeaTpy. 3a OCTaHHI 5 pokiB, 0cO6NMBO Micnd
ManaaHy 2013-2014 pp. Ta BUOYXY BiCbKOBMX il Ha
JloH6aci, B yKpaiHCbKOMY TeaTpalibHOMY NMpocTopi cchop-
MYBanacsd HoBa AMHAMIKat. HOBI TeaTpalbHi MPOeKTH, iHi-
LiaTMBM, 3aCHYBAHHA HOBMX TeaTpiB, L0 NOBEPTaOThCA
06MMYYAM L0 NONTUYHMX | CYCNINIbHUX NUTaHb | TBOPATh
"CNiNKyBaHHA 3 CyvacHicTo" (Oner Beprenic, TeaTpanbHui
KPUTKK), € HApa3i XapakTepPHUMK 03HaKaMu cdhepum TeaTpy.
Ha BiAMIHY Bif OiNbLIOCTI AEPXKABHUX TeaTpiB, SKi Nporno-
HYIOTb KOMepLiani3oBaHi po3BarkalbHi MporpamMu, MONoAi
aKTOPK 3BEPTAOTHCA A0 aKTyanbHUX TeM, AK OT BHYTPILLHI
nepeceneHui, BiHa, YKPAiHCbKa IAEHTUYHICTb, NponaraHaa
4M aHekcig Kpumy. Ane 11 B HebaraTbOX AepyKaBHMX Tea-
Tpax, 30KpemMa J1bBiBCbKOMY akaAeMi4YHOMY MONOAIKHOMY
TeaTpi iMeHi lecs Kypbaca 4n KniBCbKOMY akaeMi4HOMY
MonoAoMy TeaTpi 3pOCTaE iHTepec 40 YKPAiHCbKOT cyYac-
HOCTI. OKPiM LbOro, 33 OCTaHHI POKN 3'ABUNNCA YUCTIEHHI
hecTnBani, Wo NoB'A3yHTb YKPAIHCbKI TeaTpu 3 MiXKHa-
POAHMMM KONeramm no uexy. Tak, Maraebyp3bkuin TeaTp y
TpaBHi 2016 poKy OpraHi3yBaB NPUCBAYEHN YKPaiHi dbec-
TvBanb "Ankuin Cxig/deHoMeH YKpaiHa" 3 NOCTaHOBKAaMM
MOnoamnx pexkmcepis CTaca XXnpKoBa, Makcnma FoneHka 1
Onexcanapn CeH4yk’.

5 TMop.http://www.biennale-worpswede.de
6 [op. https://www.goethe.de/ins/ua/de/kul/mag/20750403.html

TEMATUYHI NEPENNETIHHA

Y CniBpObITHMUTBI BaraTbox rpaBLiB NPOsSBUIIACA TEHAEH-
List 4O B33aEMOAIT M KOHLENTYanbHOro nigxoay Ao poboTn
Ha/Z TeMaMu, WO € aKTyanbHUMK AN 060X KPaiH i npu-
KMETHMMUW NS CYCNiNbHOro ANCKYPCY. Y rpyaHi 2014
POKY THOBIHFeHCbKWIM YHIBEPCUTET NPOBIB Y BepniHCbKiN
aKageMii MUCTeLTB KOHrpec Ha Temy "LLiHHOCTI 1 3py-
LUeHHS. MPOoeKTV MabyTHLOrO ANA KYNbTYPU 1 rpOMa-
OSIHCbKOrO CyCninbCTBa B YKPaiHi, binopyci, Monaosi v
Ipy3ii", Ha AKOMY MOBa WLLINA NP0 BM3HAYaNbHY Pofb
TPOMAASHCbKMX PYXiB MPOTECTY B CYCNiNIbHUX NEpPeTBO-
PEeHHAX | MPO CNOCO6M CNPUAHHSA YK pPearyBaHHA Ha HUX
PI3HUX BWAIB MUCTELTBA.8 BoceHn 2015 poky B bepniH-
CbKOMY TeaTpi iM. MakcMa [opbKoro 6yo peanizoBaHo
HiMELIbKO-YKPATHCbKMIA NPOEKT JOKYMEHTANbHOIO TeaTpy
"Nle Cxia?", nif 4ac 9Koro 3acobamm KiHO 1 TeaTpanbHUX
NOCTAHOBOK BWCBITNHOBANACsA TeMa BillHWM Ha CXOAi YKpa-
HW.2 CNOCTePIraeTbCs TaKOXX TeHAeHLid 40 iHTerpaLii
"YKpPaiHCbKMX Tem" Yy HiMeLbKi, EBpONencobKi abo 1 rno-
6anbHi KNKOYOBI NPoeKTW. B BYANHKY NiTEPaTOPiB MiCTa
LUTyTTrapT B 2015 poui nposenu dectmBanb "3MIHAL
Mpo niTepaTypy ¥ MUCTEUTBO B KyNbTypax NpoTecTy
LleHTpanbHOI i CxigHoi €BpOnK Ta MiBHIYHOT ACDPUKM", Ha
AKOMY YKPaAiHCbKMIM MaaaH 6yno BMilLeHO B rnobanb-
HW KOHTEKCT Pa30oM i3 BiMHOK B KONWLLHIK HOrocnasii,
"ApabCbKO BECHOK" Ta TPOMaAsHCbKMMM MPOTECTaMM
HaBKono "Stuttgart 21" (NpoeKkTy peopraHizauii LUTyTT-
rapTCbKOro 3ani3HNUYHOro By3na)."”

OKpiM TEMATUYHUX MEPETUHIB, WO OKYCYHTb YBary Ha
CYCMINbHUX 3MiHAX, 3MIHIOETLCA 1 TeMATMYHa nNanitpa. Jo
KNaCMYHOT KYNbTYPW O04A0TbCA HOBI BaXXNMBI HANPAMKM,
30KpeMa, ypbaHicTnka abo Mefia-MUCTeLTBO Ha Ha3i
LUMOPOBUX TEXHONOTIN.

MNOTEHLWIAN NOCEPEAHULITBA/
MDKAUCUUNMNIHAPHOIO niaxoay

3 NiABMLLEHHAM KiNbKOCTi NPOEKTiB 3pocna 1 noTpeba B
NPOMECIMHNX KYNbTYPHUX MEHEKePax Y1 KypaTopax, Wwo
BOJIOAItOTb JOCTATHIM MIXKKYIIbTYPHUM A0CBIAOM. [103M-
TUBHMM MOMEHTOM € aKTMBI3aUid, 9K Y HiMeY4nHi, TaK i

B YKpalHi, nocepeaHnKiB Ta daxiBLiB, L0 NpaLTb Ha

7 TNop. http://www.theater-magdeburg.de/spielplan-tickets/schauspiel/201516/wilder-osten/. Die Bilanz des Festivals hier: http://www.theater-magdeburg.de/
presse-kontakt/pressemeldungen/anzeige/?tx_ttnews%5Btt_news%5D=52&cHash=52c4adac72d01058213eTe1fc6424e23

8 Mop. http://valuesandchange.de

9 Mop. http://www.szenenwechsel.org/deutschlandpremiere-von-wo-ist-osten-film-und-theaterprojekt-ueber-den-krieg-im-osten-der-ukraine/

10 Mop. http://www literaturhaus-stuttgart.de/event/3208-1-change-ueber-literatur-und-kunst-in-protestkulturen-mittelosteuropas-und-nordafrikas/. Vgl. dazu
auch kollaborative Projekte des Goethe-Instituts https://www.goethe.de/ins/ua/de/kul/sup/gre/20832622.html

KynbTypHO-0CBITHA akazemid 2016: 3a0X04eHHA Ta NiaoTPUMKA
HiMeLbKO-YKPAIHCbKI KYNbTYPHI BIAHOCUHW. TeHAEHLIT PO3BUTKY

NnepeTuHi PI3HUX ANCUUNIIH, 0O6i3HAHI 3 KOHTEKCTOM 060X
KpaiH, MatoTb A0OCBiA POBOTU B MiXKKYNbTYPHOMY KOHTEKCTI,
3JiMCHIOIOTb NOCEPEeaHULITBO MiXK Pi3HMMM TPaBUSAMY, i, HE
B OCTAHHIO Yepry, BOJIOAIFOTb AeKilbKOMa MOBaMMW. 3aB-
OSKM nocepeaHnLbKoMy niaxony abo 1 poboTi KypaTopis
T3 OPraHi3aTtopiB y TaHAEMI, 3MEHLLYETLCSA PU3NK NOTPa-
NNAHHA B NOMIOH NAaTepPHaNiCTCbKMX CTepeoTunis. MpoTe,
TaKy pofb 6epyTb Ha cebe He nuule KyNbTYPHI MeHeIXepu:
aBTOPW, MUTLLI, MY3UKAHTK 11 Nepeknaaadi HaBoadTb MOCTM
Mi>X Pi3HUMK KYNbTypaMmu (Hanpuknag, Ceprin >XaaaH,
KaTs MeTpoBCbKa, Map'dHa CafoBCbKa, KaTepnHa MilLeHKo,
KaTapiHe Paabe abo Knayaia aTte).

OKpiM 33a3Ha4YeHMX TeHAeHLIin, CNij KOHCTAaTyBaTu LLe 1
NiABALLEHHA MOBINBHOCTI AIAYIB KYNbTYPK, AKe 3HaX0AUTb
CBIil BMSB Y YNCNIEHHMX MOi3AKaX, FOCTbOBIN pobOTi, pe3un-
OeHLUifX, NITHIX WKonax, ronoBHKUX NporpaMHMX 3axodax y
HiMeYydunHi 1 YKpaiHi.
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PE3KHOME W NEPCNEKTUBU HA MAWUBYTHE

MO3UTUBHI Pe3ynbTaTi CNiBPOOITHULTBA MK HiMeY4nHo 1 YKpa-

iHOW Y cdbepi KynbTypy MatoTb OyTH NIATBEPAXKEHI 1 YTOUHEHI B
BinbLL rMMOOKMX AOCNIAXKEHHAX. AKTUBHA NIATPUMKA Deaepanb-

HOrO MIHICTEPCTBA 33aKOPAOHHMX CNPaB HiMeY4mHM Ta y4acTb 6ara-

TbOX rPaBLIiB B Aiano3i, N03a CYMHIBOM, CMPUAIOTL Aianory 1 3aro-
CTPEeHHO YBarv [0 Liei TeMaTuku. Ans ManbyTHIX ABOCTOPOHHIX

BIJIHOCVH Ba)XNMBY POJb BIIrpatoTh Taki NMUTAHHS: WO BiAOYBAETHCA
i3 MapPTHEPCbKMMM 3B'S3KaMK, KOTPI YCTANUAMCA BMPOLOBXK OCTaHHIX

POKIB Y cdpepi KyNbTypW, MicNs TOro, K 3aKiHYYETLCSA (DiHAHCOBe
CNPUAHHA? HACKINbKX CTanUMK € Li NapTHepPCbKi 3B'93KN? AK1M
YMHOM MOXXHa OpraHi3yBaTh B MabyTHOMY CTPYKTYPHE CMiBpo-

BITHMLUTBO Y cAdbepi KyNbTypK | aKi MexaHi3mu NoTpibHI AN Lboro?
HacKinbku odilinHa KyNbTypHa NONITMKA B YKPaiHi MOXe CKOpUC-

TaTMCA JOCBIAOM Ta AISNbHICTIO HE3aNEXHOr0 CeKTOPY KyNbTypu?
3BIACK BUMNNMBAE TAKOXX | MUTAHHA NP0 "MOBINI3YIOHY KYNbTYPHY
nonitmuky" (M. ®bonb) B 060X KPaiHaX, AKa BIAKPUBAE MOXIIMBICTb
PIBHOLLIHHOrO CMiBPOBITHMLTBA Ha 3acafax B3aEMOAI.



KynbTypHO-0CBITHSA akaeMis 2016: 330X04eHHs Ta NiATPMMKA
BipTyanbHuit rig no babuHomy Apy: po3pobka YOPHOBOTO BapiaHTy MOOINbHOMO A0AATKY.
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HanpukiHui BepecHa 2016 poKy BiA3HA4anucs 75-Ti poko-
BMHM PO3CTPINIB Yy JTyK'SHIBCbKOMY YPBMLLI. Biabynaca
6aratoakToBa Apama Nam’'aTi 3 NPUI3L0oM TOMOBOIO YKPaiH-
CbKOr0 MOMTUKYMY, MIXXHAPOAHUMW KOMEHTapAMK, KiHOMO-
Ka3amu i Tak Aaani. A Bxke 1 >KOBTHA NPO Ap HIXTO He 3raay-
BaB - [10 HACTYMHOrO BEPEeCHH, BOYEBUAb.

Monpw Te, Wo 3apa3 babuH fAp He No36aBeHo MaTepianb-
HMX KOMEMOPaALN, @ TaKOX NeBHOrO COLiaNnbHOro Kona
nam’'sTi, MOro icTopisa 1 A0Ci € MapriHanbHOK AN OiNbLIOCTI
KNIBCbKOro HaceneHHs. Lle o4eBnaHo 6oman 3 Tpaauuii npo-
BELeHHA BIANOYMHKY Ha TepuTopii Apy, BUTYY Tam Cobak,
HasBHOCTI peKkNaMHMX BUBICOK i NanT-b6opaiB. BogHo4ac
KYNbTYPHA CNiNbHOTA M iHTENIFeHLia HeYacTo 3BEPTa0ThCA
[0 L€l TeMW - BUKNHOYEHHAM € KHMra KaTi MeTpoBCbKOi
"MabyTb EcTep” (2013 p.), CUMONTOMATUYHO BMAAHA HiMELb-
KO Yy bepniHi i 0apa3y »K No3Ha4YeHa NpecTUXHOK npe-
MI€0 IHrebopr baxmaH; KHUry 6yno nepeknagaeHo 18-ma
MOBaMK, cepes FKUX YKPaiHCbKOK - nuile B 2015 poui.
ronpu cTaTyC HaLioHanbHOro iCTOPMKO-MEMOPianbHOro
3anoBiaHMKa 3 2006 poky Ta 060B'A3K0BE BHECEHHS MOr0
iCTOPIT A0 WKiNbHMX Nporpam, babuH Ap nuwaeTscs obme-
YKEHUM Y CBOEMY COLIiaNibHOMY KOMi nam'aTi.

MeTOH LbOro NPOekTy € H0AaN SKe BUHECEHHS iCTOPIi
LbOro micus B ny6niYHMM NpoCTip, 3HAaMOMCTBO 3 HUM -

FANg BACUNEHKO i3 UMM NPU3aBYTUM KMIBCbKMM LIPAMOM.




KOPOTKOTEPMIHOBA
JIITEPATYPHA
PESUAEHLIA

B PAMKAX NMPOEKTY

MAP'AHA MAKCUM'AK

KynbTypHO-OCBITHSA akafeMis 2016: 330X04eHHs Ta NiATPMMKA
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KOpOoTKOTEPMIHOBA NiTEPaTyPHa Pe3MAEHLIA B paMKax NMPOeKTy «ArHoH: 50 KPOoKiB, 106 3p03yMiTn»

BNpoaoBy)K CepnHy, BEPECHA Ta XOBTHA Yy by4dadi giana
KOPOTKOTEPMIHOBA NiTepaTypHa pe3naeHuis, Lo € YaCTUHO
6iNbLIOr0 NPOEKTY Nif Ha3BOK «ArHOH: 50 KpoKiB, W06 3po-
3yMiTK>. [Iporpama € CBOEPIAHMM XKeCTOM NamM’'aTi Npo 0Tpu-
MaHHS HobeniBcbKOoi npemii AFHOHOM 50 pokiB TOMY, Y 1966
pOLLi, KO BiH 6YB HAaropoaXXeHum 3a paa TeKcTiB, cepen
AKMX YMMano npo by4ay. HaMronoBHiLMM TEKCTOM ATHOH3,
L0 CTOCYETHLCA By4vaya, € «HivHMI nocTodneub> (@60 «licTb
Ha OOHY HiY»), HANWCaHW ArHOHOM MiCNA Bi3WTY A0 PiAHOro
MiCTa Y M>XBOEHHWI MEPIOA.

FoCTAMM pe3naeHuil CTanu NUCbMeHHUKN EBreHisa CeHik,
AHapin Ntobka Ta Codigd AHAPYXOBKY. TONOBHOK i€€HD
NPoeKTy 6YN0 43TV MOXXNMBICTb Pe3MAeHTaM BiAYYTH

cebe rocTamMu, NoCcToAnbUAMM Y Byyayi, 9K Le 3pobus

CBOMO 4acy ArHOH, i ONMCATKX BNACHI CMOCTEPEXKEHHS Y Tek-
cTax. Lliero pesmaeHuieto koMaHaa JliTepaTypHOro UeHTpy
iMeHI ArHOHa XOTina NPUBEPHYTKX yBary A0 by4vada aK pia-
HOro MicTa Hob6eniBCbKOro naypeara, a TakoX A0 nocTaTi
LMyens Mocedha ArHoHa i 3aranom Ao TeMu Manmx MicT

i IX NiTepaTypHOI CnaawmHn. 3 orngay Ha ue, pe3unieH-

Tam 6yN0 3aMNponNOHOBAHO 03HANOMMUTUCH i3 TEKCTOM Mepe-
KNnafly POMaHy «Hi4YHMI nocTosneub>, i 3@ Yac nepebyBaHHS
B by4adi BiATBOPUTM Y CBOI yABI TOW by4ay, aKuin 6a4ns
ArHOH Ta TUCAYI IHLLIMX MELIKAHLIB MiCTa Y Mi>XBOEHHWN
nepioa MMHYNOro CTONITTS. Y TEKCTax Pe3naeHTIB Halro-
NOBHILUMM aKLIEHTOM € BiTBOPEHHS aTMOCepn CyHacHOro
MiCTa Ta NOPIBHAHHA 3 MOT0 MUHYNNM. YHACHUKIN pe3naeHL i
CaMOCTIMHO 3HANOMUNNCD i3 101aTKOBMMM PECYpPCaMm LWOA0
Giorpachii Ta goni LUmyens Mocecba ArHoHa, NpoTe none-
peflHbo Manu 63a30BY IHPOPMALLit, WO CTOCYETLCA APHOHA 1
[HLIMX MUTLLIB, KOTPI MOX0AATb 3 by4ada: BiJ KOPUCHUX NiH-
KiB 1O TEMAaTUYHNX EKCKYPCilt MiCTOM.

TekcTn pe3naeHTiB nif 4ac Ta onicng nepebyBaHHA B by4ayvi
onyb1ikoBaHi Ha pecypcax Mefia-napTHepiB: «36pyy»,
«4YnToMo> Ta The Ukrainians, a Tako)X HaNpUKiHLI YBINAYTb
y 3arafibHy APYKOBaHY Nyo6MiKauito, Wo cTaHe niacyMKoMm
MPOEKTY.

KOXeH i3 y4acHMKIB pe3maeHLii MeLlKkaB v by4adi npoTa-
TOM TUXKHS | 3@ 4ac CBOro nepebyBaHHA MaB IHAMBIAYANbHY

nporpamy, B 9Ky BXOAMNO AeKiNbKa Npe3eHTalin Ta 3ycTpi-
4yen i3 MewWwkKaHUAMN MicTa, BiABiAMHM bibnioTeku, peaak-

LT MicLeBOI ra3eTu, eKCKypCii MiCTOM Ta iHTepB't0. 3aranom
napTHepamMyM NPOeKTY 3a Len 4ac CTanm hoHA «YKpaiHo-€B-
pencbKa 3yCTpid» Ta pecypcn «36pyy», «4uTomo>, The
Ukrainians, Ukrainian Literary Center, «Pagio CkoBopoaa»,
JbBiBCbKe 06nacHe pafio, Takoyk byna cnisnpaugd i3 «Yx-Pa-
[io» Ta «[pOMaACkbKe padio».

I3 60KY KOMaHAK J1iTepaTypHOro LeHTpyY iMeHi ArHOHa3,
OKPIM OpraHisadii nobyTy pe3naeHTiB, 3aBAaHHAM 6yNo
TaKOXX MaKCUManbHO IHTErpyBaTh y NPoeKT ny6niyHi npo-
CTOPW MICTa | rPOMAACHKICTb. i 4Yac NPoeKTY npe3eHTa-
Lii Ta 3yCTpivi i3 NMCbMEHHNKAMK BiAOYBaN1Cb y MiCLIEBIN
KaB'apHi, npocTopi ApT-ABOpPY, PaNOHHIN BibnioTewi, peaak-
LiT MicLeBOI razeTu. 3aBAAKM TaKOMY NMiAXOAY BAANOCH 3afi-
ATU MaKCMManbHY KinbKiCTb BiABIAYBaYiB | A0BONI Pi3HI
BiKOBI rpynu. LlikaBnm 6yB TakoXX A0CBiA NpsMoro edipy

i3 ApT-ZlBOpY BiA «Paaio CkoBopoAa», WO npauoBany K
MeZlia-NnapTHepK Ta 3a4idnu pe3naeHLUito Y MeXax NpoekTy
<Micus yCnilHUX Nroaens.

OUiHKOBATK NepLi YCniXm KOPOTKOTEPMIHOBOT NiTepaTypHOI
pe3naeHLiT MOXHa BnacHe i3 CTPIMKOro 3pOCTaHHA KiflbKOCTI
NiAMNUCHAUKIB CTOPIHKK JTiTepaTypHOro LEeHTPY iMeHi ArHOHa
Y CoUiallbHUX Mepexxax. 3 iHWOoro HoKy, WoMicausd 3po-
CTana 3alikaBNeHiCTb CTOCOBHO MPOEKTY B MELUKAHLIB MiCTa,
LLIO TeX MO3MTMBHO BMAMHYMNO HA KiNbKiCTb BiABIAYBaYiB

niZl 4ac Npe3eHTauin. Pa3oM 3 TUM, KOMaHAO JliTepaTyp-
HOro LieHTpy 6yB pO3p0obneHuin NMTansHNK AN Pe3NOEHTIB,
KOTPWI 1aB 3MOTY 3p03YMiTK PiBEHb OpraHi3alii MpoexTy,
MOro CUNbHI Ta cabki Micus.

MPOEeKT KOPOTKOTEPMIHOBOI NiTEPaTYPHOI pe3naeHLii nas
[106pi pe3ynbTaTh Ang MicTa 3aranom. Lie 6yB rapHui cno-
Ci6 cnpobyBaTH CBOI CUNK Y SKOCTI JOBrOTPUBANOro (binbLue,
aHIXX MiCsLb) KYNbTYPHOro NPOeKTY B ManoMy MicTi. KoMaH-
[10t0 JiTepaTypHOro LeHTpy iMeHi ArHoHa 6yB po3pobneHni
JleTaNbHWUI 3BIT CTOCOBHO Nepebiry NpoekTy, Lo byae 3acTo-
COBaHWM y MabyTHIN poboTi LieHTpy, a Takox yBinae (9K
[06ipKa NiACYMKOBWX MaTepianis Npo NpoeKT pe3uaeHLii) vy
Meaia.



BIAKPUTI YPOKW
3 MYBNINHOI ICTOPII

AHHA NOrPIEHA

KynbTypHO-0CBITHA akazemid 2016: 3a0X04eHHA Ta NiaoTPUMKa
BifKpUTI YPOKKM 3 Ny6niYHOI icTOpIi

"BiaKpWTI YPOKK 3 NyOniyHOI icTopii", iHiLinoBaHi CSM/®yHaaLiew0

LleHTp Cy4acHoro MucteuTBa, mponwnm 13-15 )K0BTHS B KueBi. Lis
noAid NPOAOBXMNA ABa BaXKNMBI Ang CSM cTpaTerivHi HanpsamKkuy -
CTBOPEHHS MPOCTOPIB Ang HedOpManbHOI OCBITH | 0BMIHY A0CBIAOM
Ta PO3BUTOK YHACHULIbKMX KYNBTYPHUX NPAKTUK. A TaKOX NIACYMY-
Bana nNpoekT "Bia nepLoi ocobu: Mam'aTb. Fonoc. Jianor”, po3no4aTuii
Y TPaBHi LibOro POKY B XapKOBi.

Y thoKyCi "BiAKPUTIX YPOKIB 3 MybRivHOI icTopii" 6ynu NpakTUKM 1
NepcneKkTBM poboTK 3 ICTOPIEKD | NAM'ATTHO B KYNIbTYPHUX NPOEKTaX,
a NyonivyHa icTopia K MidXXAUCLMMANIHAPHMI HANPSMOK CTana LUMPLLOH
KOHLIeNTYabHOK PAMKOH, LU0 A03BONMNA MOPYLWUTIA YAMANO BaXknu-
BUX MUTaHb | 06'€AHATM NPeACTABHMLb | NPEACTABHUKIB KYNbTYPHMUX

i TDOMAACHKMX IHILLIATVB, AEPXKABHMX IHCTUTYLLIM, akaeMi4HOro icTo-
PUYHOTO CepeoBuMLLa. YNPOA0BX 13-15 »KOBTHS BifOYNNCS ABI BEYIpHI
amckycii ("My6niyHa icTopig CboroaHi B YKpaiHi Ta binopyci” i "Muc-
TEUTBO i MaM'ATb; KypaTOPCbKUIA MOMAAA") | YHOTUPW AEHHI TEMATUYHI
6noku ("YKUTTS 3BUYANHUX NHOAEN | peYeit: NepcoHanbHa MaM'aTh |

NOBCAKAEHHSA B KYNbTYPHUX NMPOeKTax", "bin3bKa iCTopid: Nam'aTb
PO TPAaBMATWYHI JOCBIAM | MOAIT OCTaHHIX POKIB", "ApTedaKTy, 3BYKM
11 06pa3n: poboTa 3 Meaia Ta apxiByBaHHs", "LLI0 naM'aTatoTb MiCTa:
KYNbTYPHI NPAKTUKM | aKTUBICTCbKI TaKTUKM") | HETBOPKIHIOBI Cecii

LN NPAKTUKIB. KNHYOBMM CNOBOM NS NOAIT CTana B3aEMOogi.

33 OCTaHHI KinbKa POKIB BUHMKIIN AECATKM LIiKaBMX HM30BUX iHillia-
TVB, WO NPALIKOKOTh i3 MaM'ATTHO, YCHOR) ICTOPIERD, NOKANbHO iCTO-
DIEH0, NEPeOCMUCTHOTL apXiBW, PO3BMBAKITH CMIMIbHOTY | MOCUNIOKTh
COLianbHe BKMHOYEHHS. KyNbTYPHI akTUBICTM 1 aKTUBICTKM BTIMKOKOTb
MPOEKTK B PI3HUX MICTaxX YKPaiHuW, Ha "BiAKPUTMX YPOKaX 3 NybnivyHoi
icTopii" NpeacTaBMAK A0CBIA XapKoBa, J1bBOBa, Oneck, Knesa, bep-
JSHCbKA, 33an0pixOKs, YepHiBLiB, JTyraHCbKa 1 |BaHO-PpaHKiBCbKa.
JleUeHTpanizauis KynbTypu € hoKyCoM i BnacHe nporpamu Kynb-
TYPHO-0CBITHLOI aKazeMii F'eTe-IHCTUTYTY, B paMKax aKoi 6yno nig-
TPMMAHO YMMAnO iHiLiaTUB. IHILIFOHYM OCBITHI MPOEKTU, MU LLIOPa3y
634K, WO HAWMM YYACHULSAM | Y4aCHMKaM BPaKyE MOXIMBOCTEN
LS CMINKYBAHHA He MEHLLIE, HiXX eKCMePTHMX 3HaHb. | LU0 CTEXUTH

33 HOBMHAMM Koner y dencoyLi He JOCTaTHLO, L0 3p03yMIT iXHil
JIOCBIA Yv BMOYAYBATV NAPTHEPCTBA Ha MAOYTHE.

[HWWIA acneKT B3aEMOAIT - Lie MOCUAEHHS MiXCEKTOPanbHOI CNiBApaLli.
KoXXeH TeMaTU4HMIA BNOK BKITHOYAB MPe3eHTaLii KynbTYPHMUX Npoek-
TiB | 06roBOPeHHs 3a y4acTi JOCNIAHMUb | JOCNIAHWKIB, SKi JONOBHIO-
Banu NpeACTaBNeHW NPAKTUYHWI JOCBIA TEOPETUYHUMI CNoCTepe-
YKEHHAMM. Ha AMCKyCii npo nybnivHy icTopiro B YKpaiHi | binopyci 3a
yyacTi Katepuhn Jmcy, Bonoammmpa CKNokiHa i Onekcis bpaTtoykiHa
MLLNOCS NPO Te, WO A0CI He Tak 6araTo iCTOPWKIB rOTOBI BUXOAUTK Y
ny6nivHy capepy i by MediaTopamm MiXk akafleMivyHOH ICTOPIELD |
CYCNINbCTBOM, 9K i CMiBMPALIOBATH 3 LLIKMPOKOH NYOMIKOK | He-icTopw-
Kamu, SKi 6epyTbcs 3a ICTOPUYHI TeMW. "BIAKPUTI YPOKK 3 NYHNIYHOI
iCTOPII" NOKa3anu, Wo ekcrnepTaMm 0JHe ANs OAHOTO MOXKYTb BYTH i
NPAKTUKK, | TEOPETVKM, i LLO iHTepeC A0 CNiBNpaLi € i BiH B3aEMHWN.

OAHWM i3 KNKOYOBKX MUTaHb B 06rOBOPEHHSAX BYNO, BNacHe, Te, K
MP3aLIKBATL 3 LLIMPOKOKD aYANTOPIED, 0COBIMBO AKLLO BUPILLIYEMO
BKITHOUUTY 11 10 CNIBTBOPEHHS NMPOEKTY? K NpawutoBaTh 3 TUMK, B
KOro NpOEeKT 3HaX0AMTb EMOLLIMHUIA BiATYK (0COBAMBO AKLLO MAETLCS
MpO NepcoHanbHi JOCBIAM Y¥ iICTOPIKO NOBCAKAEHHS), | TUMK XTO He
MOMIYat0Th, He pearytoTb abo K He PO3YMitOTb? XTO MA€E NPaBo BUPI-
LUYBATK, YoMy Tpeba LLIOCh 36eperTi Ha TOMY MiCLLi, e BOHO €, i gKe
CaMe 3 MUHYNKX LbOro Micus Tpeba 36epertn? Haaig YyLwak, roso-
PSAYM NMPO HOCTANbrit0 9K NONITUYHWA MApKep, WO BUKOPUCTOBYETHCS
Ha NO3HAYEHHA 3aUMKNEHNX BUKIIFOYHO Ha MUHYIOMY i BIAMNOBIAHO

"HenporpecvBHUX" NPAKTVK CTABNEHHA 40 MUHYOrO, Haronowysana

Ha YyBa3i A0 Cy6'eKTa. BaXKNMBKMM € Pi3Hi CNOCOBM CTaBNEHHA A0
MUHYIOrO, MHOXMHHICTb NaM'aTi, TOMY | B JOCMIIKEHHAX, | B KY/b-
TYPHMX NPOEKTax NOTPIGHO 3 YBArow Ta eMMATIEr CTAaBUTUCA A0
CYO'EKTIB LMX NMPAKTUK.

KOMEHTYHUM NpeacTaBneHi npoekTy, OneHa CTsyKKiHa 3rafjana ABa
NOHATTS Anenamn AccMaH - "KaHoH" | "apxiB". AKLO akTMBHA NaM'aTb
KaHOHY YBIKOBIYHHOE | BIATBOPHOE B My6NiYHOMY Mosi Te, LWo 06panm
CYCMiNbHI IHCTUTYTY 1 odbiLiHa icTopiorpadis, TO apXxiB 36epirae BCe,
LLO B MEBHMIA 4aC He YBINLWNO A0 KaHOHY. KAHOH Y LIbOMY KOHTEKCTI
HE € 3aCTUMMUM, XXMBY NaM'aTb NIATPUMYHOTb | BUHOCATb Ha MOPSAOK
JEeHHWI 30KPeMa KYNbTYPHI iHCTUTYTY i 3MI, TOMY 30KPema # Bia Hac
| TAKMX NPOEKTIB, AKi 06'€AHaNN "BiAKPUTI YPOKM 3 NyONivHOI icTOpIi",
3aNEXNTb, IKUM CTaHE KaHOH i CYCnifbHEe CTaBNEHHS 40 MUHYIONO.
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MICT B MAUBYTHE:
BUL, 3BEPXY

0J1I1 MAHYKSH

KynbTypHO-0CBITHSA akaeMis 2016: 330X04eHHs Ta NiATPMMKA
MiCT B MabyTHE: BUI 3BEPXY

Y TpaBHi 2016 p. Ha ApabaTCbKy CTPINKY 3'IXanunca bnorepw 3 yCiel
YKpaiHW, SKUM AEMOHCTPYBANM TYPUCTUYHMA PECYPC PETiOHY.
Cepen iHLIMX KPACOT HaC 3a4enyB CTapuid 3ani3HUIA MICT, BpaXKa-
t04a IHXXeHepHa CNopyAa HaZ NPOTOKOH TOHKOR Bing MIAHIXOKA
FeHi4ecbKa, KYPopPTHOrO MiCcTeuka Ha bepe3i A30BCbKOro Mops. Mic-
LieBui bnorep eHnc CTeleHKo NoBifOMMB, WO MiCT X04YTb JEMOH-
TYBAaTW i 33TV B METAN0OPYXT i MICLIEBI aKTVBICTM NMOYanu OUTK Ha
cnonox. Hac, KynbTypTperepiB, 3aB3AT1X YPO3HICTIB Ta anonoreTiB
obnaluTyBaHHs public spaces 3acobamu public art B Manux MicTax,
Lie 3a4enumno. Mepea Hamm 00'EKT, AKMIA NOTPIBHO BPATYBATK i

AKMIA MOXKE 00'€AHATY Pi3Hi CUAW, CTABLUM CMMBOMOM PeBiTani3aLii
[eHiYeCcbka - 33 J0NOMOTrOK) PE30HAHCHOI KYNbTYPHOI aKUil.

| 0Cb MU B [eHiYecbKy - LL06 peani3yBatv NigTpUMaHNi FeTe-IH-
CTUTYTOM NPOEKT «MicT y ManbyTHE>. OAMH 3 NEPLUMX NPOEKTIB,
AKMIA HAPOAMBCA Y BiAHOLLEHH LIbOrO MOCTY, - MOro My3eeddika-
List. (HacnpaBsai, Ha PanoHHI My3ei «HaBilleHe» e | KypyBaHHS
HEepPYXOMMX Mam'ATOK iCTOpIi Ta KynbTypW.) 3aNpomnoHYBaB oMo
XEPCOHCbKMIA XYA0XHNK-KOHLENTYanicT B'a4ecnaB MallHULbKUIA,
Bennye3nuin 6aHep 3 Hanmcom «MicT. Waagner-Biro. Projekt 1915.
FeHiYeCbKMA KPaE3HaBYMIA My3€eil> y BUrNAAI TUMOBOI My3eMHOI
MiATeKCTOBKM MPUKPACKB MICT B AeHb Mpe3eHTaLlii.

Y MOCTa BUSBMNACA IHTPUTYHOYA iCTOPIS. HIYOro, KpiM TOro, LLIO
MICT HIMELIbKWI | 10ro AeTani npuee3nu 3 Micta Opuia (binopyce)

B 1951 p., He Byno BiAOMO. PO3CNiayBaHHSA NPOBENM NPAMO Mif 4ac
BOPKLLONY. 3i 3BITY 0OCTEXEHHA MOCTY 1956 p., KOMis 4Koro 36epi-
T3ETbCA B MY3€l, BAANOCH [i3HATUCS, LLIO KOHCTPYKLIA Ha3MBAETLCSH
PB-1 (Roth-Waagner System). Jlani iHTepHET NiAKa3as, Lo dipma,
AKa PO3p06MNa KOHCTPYKLIKO MOCTY, Ha3MBaETLCA «Waagner-Biro»,
a iM'a imxeHepa - Friedrich Roth (1878-1940). Mu 3pobunu odiLi-
HWV 33aMUT B ronoBHKI ocbic «Waagner-Biro», ae Ham NoBIAOMUNN,
LLI0 KOHKPETHOI iHDOPMaLLii CaMe Mo LibOMY MOCTY HEMAE, ane
KOHCTPYKTMBHO BiH iAEHTUYHWUI iXHIM MOCTaM, i JOAANN AOKNAAHI
TEXOMNUCK 3 INKCTPaLIiSMU. IHHOBALIMHICTL CUCTEMM N1 TOrO

4acy - B MOXXNIMBOCTI WBWAKOMO CKNaJaHHA OKPEMMX eNeMeHTIB
TUNY <nero». MicLeBi KPae3HaBLIi CTBEPIXKYHTb, LLIO Ha reHiYech-
KOMY MOCTY Byna Tabnmnyka 3 «HiMeLbKUM> KNenmoM, KMMOCh
«EKCMPONpioBaHa».

MicLeBi akTMBICTKM-NepcbopMepy Bipa XoBpwHa i BikTopid Kaaa-
NAEBA NpMAYMany 6AMCKyYYyY NPOMO-aKLit: KOHKYPC «Cenddi 3 Moc-
Tom: 100 pokis - 100 cencbi» A0 100-pivys PO3POOKM KOHCTPYKLT
MOCTY. BiH NpOBOAMBCA B COLMEPEXaX i MiCLIEBMX IHTEPHET-pecyp-
cax. 1o KOHKYPCY A0NYUMNNCA | XepCOoHLI. MpeacTaBHUKM OpraHisa-
Lii «BenoXepcoH» 0AHMMM 3 NepLumx BiABiaany MeHivecbK i BUCTa-
BUNM CBOI cenddi y dencbyLi. KepiBHMK BPEeHAIHIOBOro areHTCTBa
«[penac> Onekci MipOLWHMKOB TakoX MPMiXaB B MeHIYeCchK i Ha
MOCTY 3p06vB 3-D naHopamu i CBOI cendi. HaropomxeHHs nepe-
MOXLIIB Y Pi3HMX KaTeropiax («HarpomaHT1uHiLe cenddi», «Han-

6inbl pu3nKoBaHe cendi» i T. n.) Biabynocs Ha BiAKPUTTI BUCTABKM.

OAHaK «MdillKa» npe3eHTauii umx cendi - ABa BENMMKMX Ky6a 3 po3-
JPYKOBaHUMM cenddi, NiABiLLEHi B 0TBOPaX MOCTY. BCi y4aCHWUKM KOH-
Kypcy MOrM TaM cebe 3HanTW. Ycnix 6yB HeMMOBIPHMIA.

|, HAPEeLLTI, FONOBHMI COPNPU3 - apT-NPoeKT «F for fake: MicT gk
€AMHA PeANbHICTb> 3 MacLUTabHMMK BaHepamm (110 x 160 Cm), 3aKpi-
MNEHVMM Ha BEPXHIX NEPEKPUTTAX MOCTY. HE3BUYHICTb M0r0 B TOMY,
LLIO rpa ABOX NbBiBCbKMX dyoTorpaddiB Onern Cybad i B'a4ecnasa
MonsKoBa (Y4aCHMKIB MPECTUXKHMX MiXKHapPOAHMX KOHKYPCIB) Ta
XEPCOHCbKOro DOTOXYA0XHMKa CTaca OcTpoyca (yyacHmka Odesa//
Batumi Photo Days Festival 2016) y cbelikoBi cenddi Ha Tni KOMM'to-
TEepPHOro 306paXKeHH MOCTY CTBOPWUNA CNPaBXKHil apT-NpoAYKT. BOHK
i IX HeCTaHAAPTHE eKCMOHYBAHHSA CKONMMXHYNM apT-KOM'tOHITI Mo BCil
VKpaiHi i 6arato XyA0KHMKIB 33aX0TiNN B3ATM y4aCTb B MOXNBI
pe3uAEHLIT B IeHiYecbKy i NonpawtoBaTi 3 MOCTOM.

Y pe3ynbTaTi HaBPAA YM XTOCb PU3MKHE MPOCYBATK iAet0 JeMOHTaXY
MOCTY B HaMOMVMKYOMY ManbyTHBOMY. Micuiei 3MI Ta HOBI Megia,
AKTMBICTM, NPEACTaBHUKM BNAAM 3aPa3 € NPUXMIBbHMKAMM 3aXUCTY
MOCTY i PO3BMTKY HABKOJO HbOTO HOBMX aKTUBHOCTEN. Mep MicTa
OnekcaHap TynynoB HaBiTb BCTUT [0 BIAKPUTTS BUCTaBKM BUTOTOBUTK
YaLLKM 3 300pKEHHAM MOCTY. Y PaNOHHIM aAMiHICTPaLIT 3anponoHy-
BanM HaHECTX 300PaXKeHHS! MOCTY Ha FOMIOBHIN NNOLLI MiCTa - nepeq,
OyAiBNer aAMIHICTPaLii Ha MagaHYMKy, Ae CTOSB MaM'STHUK JIeHiHY.




LLUOPOBA
MNJIATOOPMA
<«EKCNEPTU

KOHIPECY>»

OJIEHA NPABUNO

KynbTypHO-0CBITHA akazemid 2016: 3a0X04eHHA Ta NiagTPUMKa
LincbpoBa nnatdopma «EkcnepTut KoHrpecy>

MpoeKT «EkcnepTy KoHrpecy> BiANOBIAAE Ha baraToum-
CenbHi 3an1TK BiJ NPoMecinHoro cepeaoBuLla 3 NpMBOAY

TOrO, 10 AKMX eKCNepTiB BAPTO 3BEPTATUCH | 33 AKOK TEMOHO.

FPYHTYHOUYMCH HA 0COBUCTOMY AOCBifi Ta ONMUTYBAHHI KOner,
6yno 06paHo 50 ekcnepTiB B KYNbTYPI Ta KDEATUBHUX iHAY-
CTPIAX, AKMX PEKOMEHAYE Halla OpraHisauia ans cnisnpaui.
B uinomMy ekcrnepTHa 6a3a € Ay)Ke BaXXMBUM €NeMeHTOM
ang 6araTb0X HaLWMX KOMer, OCKiNbKKX JOMOMArae He TinbKu
3 AKiCHUMMW OCBITHIMM NPOrpamMamu, ane i 3 BNPOBAAXKEH-
HAM eDeKTUBHUX MOLENEeN B3aEMOAIN MidXK PI3HUMMW areH-
TaMM KYNbTYPHOrO Nong. Ta Wo HanbinbL akTyansHO Ans
YKpaiHW - Lie B3aEMOAIA eKCnepTiB 3 Pi3HUX PerioHiB. 3Ha-
FOYM Ha JOCBIAI, HACKINBbKK CKNAAHO iAe Y3roIyKeHHs Pi3HUX
NOrNaaiB Ha OAHY i Ty camy npobremy, TUM Nnaye Ha OAHY

i TY CaMy NepcoHy, 6yno 06paHo LWNSAX BY3bKOrO, Ha nep-
LW NOrasa, OUiHKOBAHHA 3 60OKY OAHIEI opraHisauii. Ane
TaKa BY3bKa OLIHKA 1Ia€ MOXXNMBICTb CMMPATUCh HA YMHOCh
KOHPETHY AYMKY, TOX AKLIO [0 HALOro A0CBIAY i CMaKy
XTOCb JOCNYXAETbCA - TO UA 6a3a Ans Takoi NroanHK. Mpn-
MYCKAEMO BapiaHT, WO 3BiCHO iCHYHOTb anbTEPHATUBN, MU
OyaeMo TibK1 padi NOsiBi HOBMX peKOMeHAaLi ekcnepTiB
BiJ iHLUIMX OpraHi3auiit. NpoeKT TiNbKK NOYMHAETLCS | MU
6ynemMo OHOBMHOBATK Nepenik ekcnepTiB, NNAaHYEMO NPe3eH-
TYBaTV OiflbLL PO3rOPHYTY BEPCitO MPOEKTY Ha noaii KoH-
rpec AKTUBICTIB KynbTypu 2017.

TpOXKM NPO PO3BUTOK CAMOro NpoekTy «Ekcneptn KoH-
rpecy>. N1POeKT HapOAMBCA B YMCENbHUX 0OrOBOPEHHAX, B
TOMY YMCNi B TPYNi LndpoBmx nnaTdopm, Wwo dyna caop-
MOBAaHa MiJ 4aC HaBYaHHA MeHeIKepiB KynbTypu ['eTe
[HCTUTYTY. | 3a3B1Yalt 06roBOPEHHS BMMPANoCh B Ay»Ke
LUMPOKNIM OKYC, He A0 KiHLUSA 3p03YMiNo, Y1 MatTb ByTU

eKCnepTaMu TiNbKKU eKCnepTU-npakTUKK, Y1 Le MakoTb ByTK
i Ti, XTO pobnTh Binbl KOHLENTYanbHy poboTy, po3rndma-
FOUM KYNIbTYPY B LIINOMY. 3PELUTO, CaM NPoekT 6yno cdop-
MOBAHO i NMOAAHO Ha NIATPUMKY Y DIHAHCYBAHHI, 9K MObIifb-
HWI A0AATOK Ha BENWKY, HEBU3HAYEHY KiNbKiCTb YHYaCHWKIB.
MpoTe, B NPOLECi CMiNKyBaHHA 3 MEHTOPOM MPOEKTY CTano
3p03YMINo, WO HEMAE CEHCY POBUTK Mepenik BIAKPUTUM,
KYAM MOXKe A0[aBaThChb OYAb-XTO - Le No36aBise npo-

eKT YHIKanbHOCTI y4acTi | He A€ PO3YMIHHS, YOMY Came Ld
NHAVHA € eKCNepToM i XTO Came Tak BBaXa€. LLle 11 B npo-
LieCi pO3BUTKY MPOEKTY 3 TEXHIYHOK KOMaHAOK BUILLNAG Ha
MOBEPXHHK HasBHa NpobnemMa KopmucTysada: Ans Yoro MeHi
3aKa4yyBaTK AOAATOK Ha TenedoH, AKLLO BiH TifNbKW 3alMMa-
TUMe MicLe, | 9 HaBpaad 6yay KOPUCTYBATUCh HUM LLIOAHS.
TOX [0BENIOCh NepPernaHy T KOHLUENLUIi i 06paTh CTBOPEHHS
Be6-CanTy, alanTOBAHOro NiA pi3Hi BUAW MOBINbHUX NnaT-
hopM, L0 MO CYTi BUPILUKMNIO NpobriemMy 3 BENMKOK Barok
[0AaTKa i NOKPALLIEHHAM M0ro KOPUCTYBALbKMX AKOCTEN.

MW NaHYEMO PO3BMBATM MPOEKT i Hadani, A0AaTK A0 HbOro
peKoMeHAaLii Bifl eKCnepTiB i iX yNtobneHi iHCTPYMEHTH, SKi
BapTO BMKOPWUCTOBYBATW. LLIO 103€ NPOEKTY HOBUIA BUMID -
3aNly4eHHS ayanTopii B poboTy, OCKINbKK MPOEKT € MNaT-
HOPMOHD, AKOH BYAYTh KOPUCTYBATUCSA CaMi XK eKCrnepTu,
360 ManbyTHI ekcnepTn. CTBOPEHHS HOBMX iHCTPYMEHTIB €
BaX/IMBOK) CKNAZ0BOK AN MEHEKePiB KYNbTYPK, OCKINTbKN
Le Ja€ IM MOXITMBICTb WBKUOKO 3HAXOAUTM NOTPIOHY iHAOP-
MaLLit0 Ta BAOCKOHANOBATW BNACHI el | NpoeKTK, Kpalle
NNaHyBaTV Ta LWBWAKO BMPILLYBATHU BaXXNMBI NMUTaHHA. CMo-
[IBAaEMOCh, NiaTdopmMa «EkcnepTy KoHrpecy» CTaHe BaXkIn-
BOH CKN3aA0BOK HaraTbOX ManbyTHIX NPOEKTIB YKPAiHCbKMX
MEeHeIKepiB KyNbTypu.
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NMEPLLUA PIBHEHCbKA
YPBAHICTUYHA
TA KPEATUBHA

JIABOPATOPIA

AHTOH LUMHKAPYK, OJIEHA LUYJIbrA

KynbTYpHO-0CBITHSA akaaemia 2016: 3a0X04eHHS Ta MioTPUMKA
epLua pPiBHEHCbKa YPOaHICTUYHA Ta KpeaTnBHa NabopaTopis

J1abopaTopia - ue Micue, Ae pobndTh ekcrnepumeHTH! Jing Hac Takowo
nabopaTopiEto € Line MicTo PiBHe - MICTO CTYAEHTIB, BOAHOYAC iCTO-
PVUYHO CTape | MONOJE, aiKe KOXEH AeCATUIA B MICTI - CTYAEHT, abo
HaBYa€TbCA. BTiM, HALWIOMY MICTy Bpakye CUCTEMHOCTI | Linecnpsamo-
BaHOCTI, 3rypTOBAHOCTI. | came TOMy, MK 3anyCTvnm npoekT "Urban
Creativity Lab", gKuin BKNHOYAE TPU OCHOBHUX YaCTUHM - YPOAHICTUKY
Ta MICbKi A0CNIIKEHHS, HOBI LMDPOBI TEXHONOTIT ANs 36epeXXeHHs
KYNbTYPHOI CNAALLIMHM MiCTa Ta PO3BUTOK KDEATUBHMX iHAYCTPIN 9K
€KOHOMIYHMWI NPIOPUTET HaLLoMo MiCTa.

OTKe, CNOYATKY M AOCNIAXKYBANM MiCTO, NULLIE OAHY 10r0 BYNLIKO -
C1MoHa MeTnropy - B CTapoMy MicTi. Lie 6yno neplue Take rpomMaa-
CbKe JOCTIAYKEHHA 33 YYaCTi aKTUBHUX PIBHSH, apXiTeKTOPIB, A13al-
HepiB, CTYAEHTIB, MONOAMX CiMel Ta CTapLUMX Ntofel. 3a OCHOBY
JOCNiAXKeHHs Byno B34T0 12 KpuTepiiB fHa 'eiina npo po3BMUTOK
ny6niYHMX NPOCTOPIB MiCTa. Halla AOCHIAHMLBbKE rpyna CKnana
6n13bKo 15 0Ci6, SKi PO3AINMANCH Ha TP KOMaHAW, Lo dikcyBanu
3axMCT, KOMCDOPT Ta 33A0BONIEHHS BYNMLEHD. CNOCTEPEXeHHs dikcy-
BanMCb Ha (DOTOKAMEPY, B OMUTYBANbHMX NMCTaxX Ta Nif Yac Cinky-
BaHHS 3 NEPEXOXKMMM Ta MELLIKaHLAMM BY L.

3aBepLIEHHAM MICbKOI MPOrYNAHKM CTana ypbaH-KaB dpHs - 06ro-
BOPEHHS No6a4eHOro 3 MeTOK BM3HAYeHHS, LLIO MOXHa 3p0bUTH Ha
BYNWLI 3 OPIEHTALIIEH Ha MELUKaHLA.

[TPUHLMNAMM TPOMAChKOI KaB'ApHi €:

o BiZKpWTICTb - CNYXaTW | NOBAXATW IHLLI TOYKM 30DY;

o CNPUAHATTS - YTPUMAHHS Bifl CyB'eKTUBHOI OLLIHKM;

 LliKaBIiCTb - CNp0oba 3p0o3yMiTh NO3WLID IHLLIMX, @ He NepeKOHYBaTK
y CBOIM NpaBoTi;

o BiakpuTTA - MOLLYK HOBOI IHChOPMALLT | JOAATKOBI 3anWUTaHHS;

o LLMpICTb - roBOpWTM MPO Te, L0 Came Tebe LiKaBuTb;

o CTUCNICTb - rOBOPUTK LLMPO | Bif cepud, ane 6e3 3arnnbneHHs y
fetani.

Pe3ynbTaTi 06roBOPEHHS A0MNOBHUNM TaKOX PE3YNbTaTy OH-NalH
AHKETYBAHHA Mif 4ac peecTpaLlii Ha noAito. MeTa aHkeTu 6yna He
NLLIE NO3HANOMUTUCh i3 YHACHUKAMM, ane ¥ Y3HATU iX JYMKY 1po
BYJIMLIFO | §IKi Mpo6niemMmn BOHM 6a4aThb TYT.

M Yac anckycii cchopmyBanm1ch Ba NPOEKTM peBiTaniadii myoniy-
HMX NPOCTOPIB Ha BynuLi CMOoHa lNeTntopu - ckeep 6ins JipaMatiy-
HOrO TeaTpy Ta ManaaH4mk 6ing N1nbKoBoro Teatpy. Takox 6yno
BM3HAYEHO peKOMeHAaLiT No ByNLL - OCHOBHI NPOGIemMu1 Ta MOXIINBI
DiLLEHHS.

33 TWKAeHb KOMaHAa MONoAMX YPOaHICTIB | MOCTIMHMX YHACHUKIB

npoekTy "Urban Creativity Lab" 3i6panacb Anst 06roBOpeHHs iHWOi
BaXKMMBOI TeMW ANS MICTa - 41 NOTPIOHO B3arai BYMTUCL YpOaHic-
TUI? [0 Hac 3aBiTaB apxiTekTop 3 KneBa, POMaH Moma3aH, SKun
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TakKoXX NpeacTaBnse NpoekT "UrbanLabKyiv" i € npoarcepomM Aoky-
MEHTaNbHOro MinbMy «YpbaH pecbnekcii> Npo po3BMTOK Krega. Mig
Yac nekuii 6yno npe3eHToBaHO OCHOBHI BUKIMKMX Ta NepcrneKkTUBm
HaBYaHHSA YPOAHICTULI | YOMY Lie BaXKNIMBO ANSA CYy4aCcHMX YKPaiH-
CbKMX MICT. FOMI0BHA i1e4 - HABYaTUCh LIbOMY HEOOXIAHO ANs Po3-
BWTKY MiCbKMX CMiNbHOT, NPU LIbOMY HEe BApTO KOMIKOBATM Yy>KMIA AOC-
BiA, Tpeba BMPOONATM BNACHI NPAKTUKK | PiLLIeHH ANns MiCTa.

TOX AN 3aKPinNeHHs NapTULMNATUBHUX NMPAKTUK M NPOBENN
MONbOBE AOCMIAXKEHHS | 3anUTanun PIBHAH, Y4 BOHW MaOTb LLACTMBI
MICLS B HALLOMY MICTI.

OmKe, Mi CNPoBYBaNM 3an04aTKyBaTU HAHECEHHS LIMX 30H ab0 TOHOK
LLIACTS Ha KapTy MiCTa Ans NOLIYKY TeHAEHL N Ta 3aKOHOMiPHOCTEN,
Jle B MICTi F0AM NOYYBAKOThCA LWACNMBO - B NapKaX, BAOMA, B CBOEMY
PaVoHi, cepesl NHOAeN, B TPAHCMOPTI i T.A. JI0AV Ha BYNWLI ABYBAN1Ch
Ta Heoxo4e BiAMOBIAaNM Ha HaLli NUTaHHS, apKe Lie HaneBHO BrepLue,
KON iX NUTAKOTh NPO LLACTS B MICTI. Bianosiai 6ynu pi3HOMaHITHI -
BiZl DXKaHHS CTBOPUTK Binblie 3eNleHnX 30H, [0 BAOCKOHANEHHA
TPAHCMOPTHOI IHDPACTPYKTYPY i CUCTEMM NPUOMPAHHS MicTa. Hai-
6iNbLL NPOBNEMHUMM | HELLACTIMBMMM NIFOAM HA3MBaNM CNanbHi MiKpo-
PANOHW, X04a TaM MPOXKMBAE 3Ha4HA YACTMHA MELLKAHLIB MiCTa, ane
TaM He BiA6YBalOTLCA NOAIT | HEMAE 3aNyYeHHs | COLLIaNbHOIO XXUTTA.

He MeHLL BaXMBOK) YaCTMHOK MICTa € KYbTYPHA AifNbHICTb MeLl-
KaHLIB MiCTa. ICTOPUYHO TaK CKNAnoCh, LU0 PiBHE He MA€E 3HAYHMX iCTO-
PUYHKX Ta KYNbTYPHUX NaM'aTOK. BTiM, My CITIAKYEMO 33 OCTaHHIMK
TEXHOMOTYHUMM HOBMHKAMM Y Tany3i 30epeXxeHHs i BIATBOPEHHS Ky/lb-
TYPHOI CN3ALLMHM | XQ4EMO PO3BMBATY Lii TEXHONOTIT Ha 633i TEXHOMO-
FiYHOro yHiBepcuTeTy. OTKe, M1 3anpOCKAM A0 HaC B FOCTI HanbinbLL
MPOCYHYTUX CMELianicTiB, ki pO3BMBAOTb LIMOPOBE CKaHYBAHHS
06'EKTIB KYMbTYPHOI Ta apXiTeKTYPHOI CNaALLIMHM - TDOM3ACHKY 0pra-
Hi3aLito «Pixelated realities», aKi MatOTb Bxe 6araTui 1OCBIA CKaHy-
BaHHS KyNbTYPHMX 00'€KTIB Y KMEBI Ta OAeci i 3aiMaoThCs NOLUMPEH-
HAM iei BipTYanbHOI PeanbHOCTI ANS KYNbTYPHOI CNAALLMHYM B YKPaiHi.

Moaia BKKoYana Asi 4acTuHW. Mo-nepLue, npe3eHTalis poboTv opra-
Hi3aLii | TEHAEHLiT TEXHONOTIN BipTYyanbHOI PeanbHOCTI ANS Pi3HMX
cdhep »unTTA. Takox y napky LLles4eHka 6yno nposeaeHo npobHe
CKAHYBAHHA CKYNbNTYPK, W06 NOAMBUTICH Ha NpoLEecK hoTorpam-
METPIi BXMBY. [10-Apyre, 3HaOMCTBO 3 NPOLEecamn 06pobkK Ta CTBO-
PEeHHS BiPTYaNnbHUX MOAeNel. byno 06roBopeHo NoAanbLLi MiaHu
CNiBAPaLI Ta CTBOPEHHS MICLIEBOr0 OCepeaKy LMMpOBOro CKaHyBaHHA
iCTOPUYHOI CNAALLMHM PIBHEHLLIMHMW.

LL|o CTOCYETLCS KPeATUBHMX iHAYCTPIN, Ha HaLly AYMKY, MEHEeAXKepam
KyNbTYpW MiCTa, KOMaHaaM decTVBaniB, TeaTpaM, NitepaTypHMM Npo-
eKTaM Ta NPeACTaBHMKAM KPeaTMBHOTO Bi3HEeCY He BUCTaYvae AKiCHMX
NPUKNAAHMX 3HaHb Ta KOMMNETEHLI, TOMY 3akNoYHa noAis "Urban
Creativity Lab" Mana Ha3By "IBEHT-MapKETUHT. PO3BUTOK KYNbTYPHMX
MPOEeKTIB".
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®OPYM
NAPTULUUINATUBHUX
NMPOEKTIB

Y 3ANOPIXOKI:

BIA CNIBYYACTI

A0 CNIBTBOPYOCTI

IHHA CTALUYK

KynbTypHO-0CBITHA akazemid 2016: 3a0X04eHHA Ta NiaoTPUMKa

®OopyM NapTULMNATUBHUX NPOEKTIB Y 3aM0piXOKi: BiJ CNiBYYaCTi 40 CNIBTBOPYOCTI

|aes dopyMy NapTULMNATUBHMX NPOEKTIB Y 3anopixKi 3'aBunach y
BIAMOBIJb Ha HaranbHi NPOBNeMK B33EMOLIT MiX AEPXKABHUM i TPO-
MAJCbKMM CEKTOPaMK KyNbTYPW B PerioHi. IHiLinoBaHu IO «LieHTp
MUCTELTB «ApT-TpoCTip> i NiATPUMaHW HOBOCTBOPEHMM JlenapTa-
MEHTOM KYTNbTYPW | TYPU3MY 3amnopi3bKoi MiCbKOi paan, PopyM MaB
CTaTVi NepLWMM KPOKOM A0 NOSICHEHHS iAel | BUroA KyNbTYPHOI AeLieH-
Tpani3aLii TMM, XTO NPOMECiHO 3any4eHnin 40 KyNbTypPOTBOPHOro
CepefoBULLA B 3aMOpiXoKi. 3axia BindyBcsa 21-22 YKOBTHS, 1 y4acTb y
HbOMY B3sNW NoHaA 80 NPeACTaBHUKIB MiCbKOMO AenapTaMeHTy Ky/b-
TYPW | TYPU3MY, AenapTaMeHTy OCBITU | HAYKM, @ TAKOX OYiNIbHUKIB |
MPALiBHMKIB MYHILMNANbHMX 3aKNafiB KyNbTypW 1 OCBITH.

Y poni cnikepiB BUCTYNUAN MEHEXKEPW KYNbTYPU 1 aKTUBICTH 3 Pi3-
HUX MICT YKpaiHu - IprHa Kaub (FO «KynbTypHWIA Aianor>, KpemeH-
4yK), boraaHa Ctenbmax (BOrO «BonuHCbKMA npec-kny6>), TeTaHa
Monosuny (TO «Knactep» i HapoaHUi Aim «360illa», J1bBiB), TeTaHa
MnAMNYyK (XapKiBCbKui NiTepaTypHuiA My3elt), OkcaHa beua (Menito-
NONbCbKMIA MiCbKMIA Kpae3HaBumMin My3elt), IMuTpo Cncoes (HIO Urban
Forms Center, XapkiB), HaTans /10634 i MeTpo bonKo (MpoeKT «IcTo-
PUYHI NoKaui> 3a nigTpumkm UCBI/USAID, 3anopixKs).

dOopMaT 3axofy nepesdbaqaB Npe3eHTalii YCNiWHWX NapTULMNATUBHIX
MPOEKTIB B KYNbTYPI, MiCbkOMY PO3BUTKY, HEhOpManbHi OCBITI Ans
JIOPOCNNX i AiTen, cepel HUX Bynu NpeAcTaBAeHi K Taki, Lo po3pobns-
NWCb FPOM3ACHKMMM OPraHi3aLisgMu, TaK i Ti iHILaTMBW, WO BNPOBa-
[DKYBANWCb 3 146l Ta C1namm NPaLLiBHUKIB AEPXKaBHMX 3aKNaAIB.

Micns Npe3eHTaLiNHOT YaCTUHKU YYaCHMKM DOPYMY J0NYYMANCh 40
TEeMATUYHMX BOPKLLONIB «TpaHCAOpMaLLis MYHILMNANbHUX YCTaHOB
KYNbTYPW: BTINMUTK HEMOXIIMBE> (DacvniTaTop - IpuHa Kaub), <5k
3HATK, YOr0 X04e TPOMaAA: IHCTPYMEHTYM BUBYEHHS NOTpeb v cdhepi
KYNbTYPHOrO PO3BUTKY 3anopixeksd> (TeTsaHa Monosuy), «Bnaga-ak-
TUBICTU-TPOM3JA: K AOCATHYTIX NOPO3YMiHHSA Ta CniBnpawi?> (bor-
NaHa CTenbmax). He3BaXKakouM Ha NO4aTKOBMIA MOKA30BMI CNPOTYB
LiNbOBMX ayAMUTOPIN Y BCIX TPbOX rPyNax, IXHil HACTPiv 3MIHMBCA Y
X0Ji CMinbHOI pObOTH: AMHAMIKA BOPKLLOMIB | BKIHOYEHICTb KOXXHOO
JIONOMOTTI NOAONATM NCUXONOTIYHI Bap'epK | PAASHCKI CUCTEMHI

LUABMOHN, WO iX YHACHUKM HaMaranucb Bif NO4aTKy ronocHO AeKna-
PYBaTK 9K CNOCI6 ONOpyY HeBIAOMOMY, CKNAAHOMY CBITY Cy4YaCHMX
BUKNWKIB. [iACYMKOM NepLUoro AHg hopyMy CTaB 3anuT CriBpoOITHM-
KiB AE€PXKaBHMX KYNbTYPHMX Ta OCBITHIX 3aKNajiB Ha Nnofasnblle HaB-
YaHHS HAMMCAHHIO NPOEKTIB | NOWYK LWNAXiB CNiBNPaLi 3 aKTUBICTAMM.

BayKnmBo, WO DOpyM NAPTULMNATUBHIUX NPOEKTIB BiAOYBaBCA B Ti
CaMi JaTh, LLO 1 2-1 MiXKHAPOAHWI DecTVBanb «3anopi3bKa KHXK-
KOBA TONOKa», CTBOPEHWMI BUKMKOYHO 3 iHILIiaTMBM Ta HaXKaHHS aKTUB-
HWX 3aMOpiXKaH i MATPUMAHWIA MiXXHAPOAHUMM (DOHAAMK. | came 33B-
JSKM CDOPYMY BUMLLIIO HE TifbKK JONYYUTM rOCTeN 3 YCiei YKpaitu
J10 L€l HaNbINbLUOI NiTepaTyPHO-MUCTELIbKOI NOZIT B 3aM0pi3bKoMY
Kpal. A LLie - 3MOTMBYBATM BIABIAATY 11 3aX01 3aM0Pi3bKMX MpaLliB-
HUKIB Y Chepi KyNbTYPK, afyKe eKCKYPCis Ha KHUXKKOBY TOMOKY 6yra
060B'13K0BMM KOMMOHEHTOM MpOrpamu hopymy.

=t TR (|
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ANIbTEPHATUBHI
KYNbTYPHI NPOCTOPY
B YKPAIHI:

IPUHA KALb, OJIEHA MPABUIO, EJIIA LUTUKA

KynbTypHO-0CBITHS akafeMis 2016: 330X04eHHs Ta NiATPMMKA
ANbTEPHATMBHI KY/bTYPHI NPOCTOPK B YKPAIHI: BUKIVKM Ta NEPCNeKTUBM

|1es OCBITHBOI MpOrpamMmn Ans MeHeKepiB anbTepHATUBHUX
KYNbTYPHMX MPOCTOPIB HAapPOAMNACh Y KONi NapTHepiB. BoHa
HapoaMnacs 3 6aXKaHHA HaNaroAMTLX CTaNy B3aEMOZIKO Ta OOMIH
JOCBIAOM MIXK NIOKaNbHUMW aKTUBICTAMW, SKi € <HOBUMMU>
MeHeKepamu KynbTypu, Ta NepcrekTUBHUMK areHTamm 3MiH
Ha Micuax. B3aTu y4acTb Y HaBYaNbHi NporpamMi BUSBMAM LiiKa-
BiCTb Marxe 60 aKTMBICTIB 3 YCIi€i YKPaiHW. bifblue NONOBMHM
YYACHMKIB MPOEKTY 3aABMUNN, L0 BOHM CTBOPWUAN NPOCTIP Y
TpaBHi 2016 poKy, WO HA04YHO AEMOHCTPYE TPEHI0BICTb BUHMK-
HEeHHS anbTEPHATMBHMX KYNIbTYPHUX MPOCTOPIB B YKPAiHi.

Ha HaB4aHHA BynK 3anpoLleHi 12 MeHeaXXepiB 3 Pi3HMX MICT,
AKI BXXe OMnepyrTb BNAaCHMMKM NpocTopamn. Bnpoaosx 10-13
BepecHda 2016 poky, B M. KpeMeH4yLi, Ha 6a3i anbTepHaT1B-
HOro KynbTYPHOrO LeHTPY #Adapter akTMBICTM AOCNIAXKY-
BaNM TEMU MEHeIXXMEHTY KYNbTYPHMX NPOCTOPIB Ta X
HamnoBHEHHSA; 0O6MIHKOBaNMCA AOCBIAOM LLOAO 3aNy4eHHs
MICTAH Ta KYNIbTYPHOrO aKTKBI3MYy; aHanisysanu Moaeni, 3a
AKMMM NMPALKOKOTh anbTepPHATUBHI NPOCTOPY B YKPaiHi, Ta
CTepPeoTUNM BIAHOCHO «HOBUX> KYNbTYPHMX MeHeKepiB.

LlikaBMM € haKT, Lo B NPOLLECi rpynoBoi poboTw Haa CoLi-
anbHUMKM NpobnemMamu, SKi NOKNMKaHI BUPILLYBATW anbTep-
HATMBHI NPOCTOPK, YHACHMKM BU3HAYUNIM A0OCKTb rnobasbHi
i CepMo3Hi TeMU: pO34POBNEHHSA KPEATMBHOI CNiNbHOTH,
BTPaTa iAeHTUYHOCTI MONOAAKD, 6e3p0biTTH, 3YD0XKIHHSA
HaceneHHs ToLlo.

AHani3 npobnem, Lo iX BU3HAYMUNM MeHeIYKepn NpocTopiB,
3B MOXNMBICTb 3PO3YMITK CUCTEMHI NepeayMOoBU, AKi ranb-
MYHOTb PO3BMTOK, IK MPOCTOPIB, TaK i KpeaTMBHOMO KMacy Ta
IHOYCTPIT B LWinomy. Lle, 30kpemMa, npobnema LeHTpani3adii
pecypciB Ta oRilifHa cMcTeMa YNpPaBNiHHA i3 3acTapinvmMm
NiAX0AaAMN MEHeIKMEHTY. Jly>Ke BUCOKMI piBeHb KOPYMLi,
HM3bKa aBTOHOMHICTb Y CTPATerivHmMx Aisx 3 60Ky nNpeacTas-
HMKIB MiCLIEBMX OpraHiB Bnaam Ta NocTpaadHcbka nobyaosa
B33EMOAIN, NPM3BOANTb 0 3HAYHOTO PO3PUBY MiXK aKTUB-
HUMW YH3ACHMKAMM 3MIiH, KDEaTUBHO MONOAAK Ta OpraHamu
BNaau Ha Micusax. Lie po3puB Npm3BOANTbL 0 YKOPiIHEHHS
couianbHMX CTepeaTuniB, 0OMEXEeHHS B3aEMOLIT MiXK pi3-
HUMW NiJepaMn OYyMOK i aKTUBHUMUK FPOMaZAHAMMN.
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MiATPUMYO4YM IAet0 AeueHTpani3auii KynsTypu, MeHeaxepu
anbTePHATMBHMX KYNbTYPHMX NPOCTOPIB 6epyThb Ha cebe posb
MeJiaToPIB COLiaNbHNX, KYIIbTYPHMX NMUTAaHb, CTBOPHOKITbL M'AKY
6a3y Ansa 06roBOPeHHs CKNaAHMX EKOHOMIYHMX Ta COLialb-
HK1X npobnem. MpoCcTopy B AaHOMY BUMAaAKY CTakOTh 30HOH
PO3BUTKY AN NOAEN, CIPUAIOTL IHTEerpaLii MiXkK MOKONIHHAMM,
KpeaTMBHOMY BMPILLEHHIO NpobneM, BinbLLin aAanTMBHOCTI
rPOMaAM A0 CYHACHMX BUKIMKIB XXUTTS. NeBHa iHKYHaLinHa,
3axuleHa atMocdepa Ta CnifnbHOTa, WO 3POCTaE PasoM, - Le
VHiKanbHe cepefoBuLLEe NOLLYKY HOBMX pilleHb Ta ifen Ang
YKUTENIB KOHKPETHMX PAMOHIB, MICT, MiCTEYOK.

0cobnmMBO UiHHMM pe3yNbTaTOM HaBYanbHOI MPOrpamu CTanu
BMCHOBKM YYaCHMKIB, SKi € MPaKTUYHMUMM Nopadamm ana Tunx,
XTO MMaHYe, abo BXe ONepye anbTePHATUBHMM MPOCTOPOM.

KOMYHIKALIA 3 AYAUTOPIELD,

npPoOMoOLIA NoAIN

Jly>Ke BaXKNIMBWUM € 3BOPOTHIM 3B'30K, TOMY BCi MeHe-
JDXepu nNpocTopiB paasaTb ONUTYBATK CBOI ayAMTOPIT Npo Te,
[le BOHM [i3HanMCb Npo NpocCTip i NoAik0. BapTo NpoBoANTH
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Pi3HI 3aMipV | MOPIBHAHHA HAMBAANIWMX OHIB, TEM, iHTEpe-
CiB caMe Ang ayamMTopii UbOro NpocTopy. HaaBaxknmnBow Ang
hOPMYBAHHA CMINbHOTK € PErYNSPHICTb NOAIN | KOMYHIiKa-

uii, 3 napanenbHMM OOPMYBaHHAM 6331 KOHTAKTIB MPOCTOPY.
Mpu pobOTi 3 BONOHTEPAMM BAPTO BPaxXyBaTWN BONIOHTEPChKI
MepeXXi, Hanpuknag, 4aT BOMOHTEPIB MiCTa. AKTUBHO BMKO-
PUCTOBYBATK COLianbHi Mepexxi. Ha AYMKY MeHexepiB Aobpe
NPaLE Niaxia, Konu nigepu 4yMoK pobndaTe penoctu nogii y
CBOIX COUianbHUX MEPEXaAX.

cniBnPAUA 3 NAPTHEPAMU

Lle noTy»KHa KOMYHiKaLiiHa MOXXAMBICTb ANS NPOCTOPIB.
MO>KHa OPraHi3oByBaTW akLii pa3oM 3 IHWKUMKW NapTHEPaMu
4519 0OMIHY LiNbOBUMM TPYMaMK, a TaKOX pobuTK nepe-

NOCT NOAiN OOMH OAHOrO, 06 NOCMNBATN edeKT NPUCYTHO-
CTi B iHCDOPMALLiIMHOMY NpocTopi. LLie MOXXNTMBMM BapiaHTOM
€ 0OMiH KYNIbTYPHUMW Ta KpeaTUBHUMM NPOEKTaMm NPOCTo-
PiB Mi>XX COB0HD. BMKIMKOM i 30HOK 3POCTaHHA ANd NPOCTOPY
MOYKE BUSBUTUCb BUXiA 3@ MEXi BNACHOrO MaJaH4MKa Ta
opraHi3zauis noain y nybnivHnMx npocrtopax.

KynbTypHO-0CBITHA akazemid 2016: 3a0X04eHHA Ta NiagTPUMKa

MEHEA)KMEHT

TA POBOTA 3 KOMAHA 0O

BaXkKNnMBMMMN HaBMYKaMU MeHe)KepiB NpoCTOPIB € BMiHHS
JeneryBatn, MOTUBYBATU MPW HAABHOCTI BiAKPUTOCTI, Bif-
NOBIAANbHOCTI Ta A06POI NOIH(OPMOBAHOCTI MPO NPOLEecK
B KOMaHZi. IonomarakoThb Nertie BrnopaTuch i3 3aBAaH-
HAMW PerynsapHi 3ycTpivi KOMaHaKW, B3aEMOAOMNOMOra, Mij-
TPMMKQ iHILIaTUB B KOMaHAI, WO CNpUse 406POBINbHOMY
pO3M0Ainy 060B'sA3KiB MO IHTEpPecaM Ta MOXKITMBOCTSM.

Ba>kKNMBO BUKOPUCTOBYBATU MIDKAUCLMMNIHAPHWUIA MiAXia
[0 (DOPMYBAHHA BMACHUX NPOEKTIB i Mporpam. XopoLmmMm
MOTMBATOPaMM ANS KOMaHAM € MOXBana Ta CRifNbHUM
aKTVMBHMI BIANOYMHOK | MaHAPK, a TaKOX Pi3HOMa-

HITHI MOXXNMBOCTI AN NiABULEHHS KBanidDikaLii 4ieHiB
KOMaHAN. OKpeEMUM PecypcoM And OHOBMIEHHS | NOCK-
NEeHHSA KOMaHZ € poboTa 3 BONIOHTepamu, nobynosa nosu-
TUBHMX CTOCYHKIB 3 HMMM Ta iXHi pO3BUTOK. NpSMOI0
noTpeboto Yacy € 3HAHHSA aHMNINCbKOI MOBU AN PO3BUTKY
MPOEKTY, 60 LbOro BUMArae aHani3 Ta MOHITOPUHT MOXIIN-
BOCTEN, AKMMW MOXe CKOPUCTATMUCh NPOCTIp.
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®IHAHCOBE 3ABE3NEYEHHA NPOCTOPIB
BinblWicTb 6i3HEC-Mo4eNel NpoCTOPiB BUKOPUCTOBYE CUCTEMY
FPAHTIB Ta [IOHOPIB i, 4aCOM, AY>KE 3aNeXXHa Bia HUX. Y
3B'A3KY 3 UMM, MEHe>Kepu NponoHYHTb 36anaHcoByBaTH
BNACHMI NOpPTdeNb 3any4eHHsIM MicLeBoro 6i3Hecy, 060B'a3-
KOBO Y MEBHil KiNbKOCTI, @ He MOOAMHOKNX NPeACcTaBHM-

KiB, 60 iCHYE BMCOKWUI PU3MK MaHINynsAUik, B TOMY YKCNI i
NONITUYHMX.

TaKoX Y4aCHMKM 3BEPTAKOTh YBary Ha BMKOPUCTAHHA CMifb-
HOTO COLianbHOro iHaHCYBaHHSA MPOCTOPY CMiNbHOTOH. €
BMNAAKM, KOW MNEHCIOHePU NMPUHOCATL KiNbKaTUCAYHI BHECKM
Ha AiANbHICTb NPOEKTIB KOMaHAN.

KBMTKM - Lie OKpeMa Befiika TeMa, A0 AKoi Tpeba nmiaxo-

OUTU AY>Ke 3BaXKEHO, OCKINbKM CaMa BapTiCTb Yu 6e3KOLITOB-
HICTb KBUTKIB ByKe BYAYE NEBHUI iMiAXK NPOEKTY, A0 TOMO X
He 3aB>XXAM 6e3KOLTOBHICTb NOAIT 03HaYaE BiNbLy KinbKiCTb
VYACHUKIB - CKOpiLle HaBMaKW. be3KOLTOBHI X MOAIT € CeHC
POBUTY TiNbKM AN NAPTHEPIB. AK MOXNMBICTb BUATM Ha CTa-
nniA NpUBYTOK AN NPOCTOPY € YNEeHCbKi KBUTKM, KOW yyac-
HWK MNaTUTb BHECOK i XOAMTb HA BCi NOAIi MpOCTOPY Y NEBHUN
nepiod Yacy. [lesaki npocTopy HaMmaraktTbCsd pO3pobUTK Moaeni
couianbHoro 6i3Hecy And BNACHOrO BUXKMBAHHSA, MPOTE MOKM He
3HalaeHo BAANWX NPUKNaAiB. MOXNMBMIA PO3BMTOK CyMNpOBIf-
HMX Bi3HeCIB, TakuX K XOCTen, abo HaflaHHA B CYOOpeHay He
BMKOPWCTOBYBAHMX MPUMILLEHb. BCi CXOOATHCA HA AyMU, LLO
NoTpibHO hopMyBaTK Ha3y CBOIX MAPTHEPIB Ta AOHOPIB.

MiaBoASAYM MIACYMKM, XO4EMO 33a3HAYUTK, L0 BiNbLWICTb Y4ac-
HWKIB BiAMIYatOTb NMO3UTUBHI 3MiHM B CBOIX CMINbHOTAX, afXxe 3
MOSIBOK MPOCTOPY 3'ABMNACA MOXKIIMBICTb MPOBOAMTM Yac anb-
TEPHATMBHO BiA 0MiLiNHMX MPONO3WULlA, CAMOCTIMHO BRaLL-
TOBYBATM Pi3HOMAHITHI NOAIT, peani3oByBaTK CBi MOTeHL,ian.
Barato KynbTYPHUX NOAIN, MUCTELbKMX NPOEKTIB Ta CyCMiflb-
HUX ANCKYCIN HAPOIKYHOTHCA NPSAMO Y MPOCTOPI 3@ KABOHO.

MeHe>Kepn NpoCTOPiB HAroNOLWYTh Ha CMiNlbHOTOYTBO-
PHOHOYI DYHKLIT MpOCTOPIB SK Ha FONOBHIM, Ta MPitOTb NMPO
pPO3p06KY Creuiani3oBaHmx Nporpam ANna Aianory Monogi

Ta NEHCIOHEePIB, NMITHI KiIHOTeaTpW, MIXANCUMNNIHAPHI Npo-
eKTW Ta NepdopMaHcK. BOHM YCBIAOMAKOHOTD, L0 MOKIMKAHI
He TiNbKW CTBOPUTW MPABUNbHWIA KYNbTYPHUIA MPOAYKT, a 1
MOMUT Ha HbOTO.

MW WACIMBI 3 TOrO, LLO iHiLiNOBaHa HAMK OCBITHA NPOrpama,
NOCNPUANA HaNaroAXXeHH CriBnpaLi MiXX anbTepHaTMB-
HUMW KYTIbTYPHUMM NPOCTOPAMM, MPO WO MOXKHA CYANTU 3
PErynspHOro NUCTYBaHHA MEHeAXKePiB MaNAAHUYMKIB, Bi3UTK
OOMH [10 OAHOTO Ta MN@HYBaHHSA CMiNlbHMX MPOEKTIB BXe M03a
Me>KaMu HaBYanbHOro npowecy.
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«LLIKOJIA YPBAHICTUKW
«URBAN FUTURE>»

OJIEKCAHAP HIKITIOK

KynbTypHO-OCBITHSA akafeMis 2016: 330X04eHHs Ta NiATPMMKA
«lIkona ypbaHicTukn «Urban future»

B 2015 p. B MeXXax nporpamu KynbTyPHO-0CBITHA AKademis
FeTe-IHCTUTYTY Mana Miclie YacTuHa 3ycTpideit Ta nekuin, npu-
CBSAYEHMX OPraHi3auii KpeaTMBHOTO PO3BUTKY YPOAHICTUYHMX
cepesioBuLL.

0OcobnvBo Bpasuna fonosiab ypbaHicTa dnopiaHa Lmiara
(Florian Schmidt) B M. bepniH, aKuit Noka3asB NPUKNaAN cyvac-
HMX EBPONENCbKMX MIAXOAIB A0 BMPILLEHHS yYpOaHiCTUYHOI opra-
Hi3auii TepuTopIN, WO CTaNo iMNYNbCOM A0 NOAANbLUMX MOAIN.

Mi3Hille, Ha OOHOMY 3 TPEHIHriB KyNbTYPHO-0CBITHLOI akaje-
Mii HapOAMNaCh iAes opraHi3aLii B YKpaiHi WKoNv ypbaHicTuKM
i3 3aly4eHHAM eKcnepTiB i3 EBPONK ANg MOXKIMBOCTI JOHe-
CEeHHs iHopMaLLii Npo NPOLeCK i MPAKTUKK, AKi € B Lit LLapuHi
33 KOPAOHOM. MiCTOM OpraHi3auii WKonu BUPILLIKIK 0O6paTH M.
BiHHMLLIO.

MicTo BiHHMUS MaE ypbaHICTUYHI CepeaoBumLLa, L0 € Nepcrek-
TUBHI ANF PO3BMUTKY, afne He Ma€E YiTKO BU3HAYEHMX NaHIB
OO iX TPaHCdOopMaLii. 3 THLIOro HOKY, € KpeaTMBHa MONOAb
(apXiTeKTopu, An3anNHepK, XYL0XKHUKK), AKi HE MatOTb MOXKITW-
BOCTI ANA MPaKTU4HOT camopeanisauii. MatoTb UikaBsi iaei, ane
He MakoTb JOCBIAY Ta CTanoi NpakTUKK. MOEAHAHHS 3rafiaHnx
aCMNeKTiB B OHOMY MPOEKTI CTBOPMIO YMOBW AN BUPILLEHHS
NpobAeMM Ta HAZAE NOTYXKHMM iIMNYNLC ANS TpaHcdopmalii
YPOAHICTUYHMX CepefoBWLL MiCTa B CyH4aCHMIM HANOBHEHMI Kpe-
aTMBHMM NPOCTIp.

B 2016 p. NpOeKT 3apy4mBCs NIATPUMKOK JlenapTamMeHTy KyJib-
TYPU BiHHMLBKOI MiCbKOi Pagn, 6yB NoAaHWIA Ha KOHKYPC B
MEXaxX Nporpamm «AKaaemii KynbTypw i OCBITWU> 1 OTPUMAB Mia-
TPUMKY [eTe-IHCTUTYTY B M. KWiB Y BUTIISAI MiHi-TPaHTY.

Ha eTani chopMyBaHHS Nporpamu NPOeKTY [0 HbOro A0NYYM-
nnCb NapTHepw KT «[HCTUTYT PO3BUTKY MICT> (BiHHMUS),
APXIKNYB / BiHHMUSA, BiHHMLbKA 06nacHa opraHisalis Hauio-
HanbHOI CMIiNKK apXiTeKTOPIB YKPaiHW.

TBOPYMM KYPATOPOM MPOEKTY B1bpanu OnekcaHapa KOpoTKuMX,
apXiTeKTopa, ronoBy BiHHMLILKOT 0611aCHOI opraHi3auii Hauio-
HanbHOI CMINKM apXiTEKTOPIB YKPaiHW.

MpoekT «LKkona ypbaHicTku <Urban future» € npakTUYHUM
LNOCNIDKEHHAM TEPUTOPIN MiCTa BIHHMUSA YHaCHUKAMUK MPOEKTY
Ha OCHOBI OTPMMAHOIO TEOPETUYHOrO MaTepiany, BUKNAAeHOro
MI>KHApPOAHVMM Ta YKPATHCbKMMM eKCnepTaMu. Pe3ynbTaTom
CTaHe ekcnoswuuia B 6yaiBni BiHHMLBbKOT 06nacHoi opraHizauii
HalioHanbHOI CiNKK apXiTeKTOPIB, CKNafeHa 3 YTYPUCTUYHIX
Ta ypbaHiCTUYHMX MPOEKTIB, MPONO3WLIN, CTBOPEHUX Y4aCHK-
KaMu Mif 4ac NPOBEAEHHA «<LLIKONN> And BidibpaHUX OKpeMMx
TEpUTOPIN MiCTa.
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«CNOraau

NPO MAUBYTHE>

BITA BA3AH

KynbTypHO-0CBITHA akazemid 2016: 3a0X04eHHA Ta NiaoTPUMKA
«Cnoraav Npo ManbyTHE» AK XYA0XHS Tepanis MicT-yTonin

Cnoraav nNpo ManbyTHE - OAMH i3 MPOEKTIB Y KOMMNEeKCHin ypba-
HICTWYHIM Nporpami "Koa micTa". Y 2016 poui M CAhoKyCyBanu
po6OTY Ha HEBENMKMX MICTaX, OO AeLeHTpani3yBaTu KynbTyp-
HUIA aKTMBI3M Ta BUIATM Ha XXMBWI 3B'A30K 3 HEBEVIKMMM MiCTaMM.
MM Ha3Banu Lei unkn "MeTamicTo", NoCTaBMBLM CODI 33 Linb
JIOCNIANTM NOTEHLIaN MiXXMiCbKOI CNiBMpaL Ta Kpi3b HaJ-MiCbKY,
ab0 MeTa-nNpu3my, NOrNAHYTU Ha CMiNbHI BUKMMKA MICT.

Cepea MICT, 3 AKUMK MW BUPILLMIX NOMNPaLoBaTH, bynn Cnasy-
TWY Ta HeTiwwmH. Lie MicTa-aToMOorpaam, aki 3a PaasiHCbKMX YaciB
MNaHYBaNMUCh AK ifeanbHi MiCTa. |aeanbHi B MnaHi apXiTekTyp-
HOrO MOCENEeHHS, OPraHi3aLlii CoLianbHOro XXUTTA Ta NMOEAHAHHS 3
HABKOMMLHIM NaHALadTOM. MicTa, ae «byaiBHUYMIA colianiamy>
MaB OTPUMATK KOMMAKTHE CePeAO0BWLLE 3 aKLIEHTOM Ha KOMA0opT,

OYHKLIOHANbHICTb, EKONOTYHICTb, 6e3MeYHICTb Ta AKiCHEe A03BINNS.

Jns pedbnexcin Haa YTONiYHICTHO aTOMOrPaiB BUPILLMAW 334iATH
mucTeLbKmi ayeT Krolikowski Art, gKi y»Ke ABa POKM MPOYKMBAKOTb
y CNaByTWYi Ta LIIKaBNATHCA TEMOKD YTOMI3MY. 3aBAaHHS CTOSAMNO
TOHKO - NOTPIBHO BYNO HearpecMBHO CAHOKYCYBATM NOrNAL MicC-
TSAH Y MaOYTHE. | TYT BaXNBO OYN0 3BEPHYTUCA A0 KONEKTUB-
HOro CBiJOMOrO, He HAaB'A3YH4M NEPCOHANbHY Bi3it0 MaNbYTHLOTO,

a HaBMakW BKMKOYUTHU MICTAHMHA B NMPOLEC MPIAHHSA, MOAENHOBaHHS.

Came TOMY XYLOXKHMKM 3aNpOMnoHYyBany 3BepHYTUCA 40 KOHLENTY-
aJlbHOTO POMAHTU3MY.

@ I"-'.-Ma‘:in;r £ 7L E,t/.lfr;-’)r ot -;‘.u::f:(.-m'::
Fj P #
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3a 3anymom Krolikowski Art, "cnoraam npo ManbyTHE" NOEAHYOTb
HOCTaNbri3M i YTYPM3M. HOCTANbris B XYAOXKHIN dhopMi BTiNtO-
ETbCA Yepes TexHIKY BeAeHHS LLOAEHHNKE i3 3amManboBKamu noba-
YyeHoro. A doyTypr3M NPOSBASRETLCS Y (DAHTA3iIMHOCTI TOrO, LLO
300paXKeHO Ha CaMMX MantoHKax. TOOTO BUKOPUCTAHHSA KNACKYHOI
TeXHIKM aKBapPeNbHOrO MantoHKY i MOEAHAHHS MOro 3 KOHLENTY-
anbHUMM (OOPMaMK, BYIMYHUMM apT-IHTEPBEHLIAMM Ta Cy4aCHUMMU
OHNANH-TEXHONOTIAMM.

J10 NPOeKTY MOrnv A0NYYUTUCS YCi OXOHi, HE3aNeXHO Bif BIKY |
npodecii. Y4acHMKam 3anponoHyBanu yaBuTK cobi MicTo y 2066
POLLI 04MMa MaHAPIBHMKA Ta 3adikCyBaTH NobayeHi (HaaHTa-
30BaHi) 06pa3n MiCTa VY LWOAEHHMKY NOAOPOXKAHMHA. B pe3yib-
TaTi BUALLNG CePist aKBapenbHUX MANKOHKIB Y BUTMISAI 3aManbo-
BOK-CKETHiB 3 TEKCTOBMM OMUCOM.

FOTYH4MCb A0 NPOEKTY, My 0bpanu BinbLue 15 NoKaLin, ceped HMx
i Ti, LLO BUKMMKAKOTb AMCKOMAOPT abo NoTpebyroTh peBiTania-
Lii. 4K npuKnaan, HegobyaoBaHWM roTenb «BikTopis> B CnaByTudi
Y1 3aKMHYTa BYAIBNA CTAPOrO MIMHA B HeTiLwwmHiI. Tlicns CnifbHoro
06roBOpPeHHs y HeTilWHI B iCTOPIt0 MaHAPIBHMKA YBINLWAW 6 MiCb-
KX 06'ekTiB, B CnaByTh4i - 8.

Ham 6yno BaxnunBo, 106 BeCh npoLec 6yB KONEKTUBHUM - Bij,
reHepaLii iZen Ao MantoBaHHs. LlikaBo, WO AesKMX MiCLeBMX
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KynbTypHO-0CBITHA akazemid 2016: 3a0X04eHHA Ta NiagTPUMKa
«Cnoraav Npo ManbyTHE> AK XYA0XHS Tepanis MiCT-yTonin

47

XYAOXKHUKIB BIANAKaNa NapTMLUMNaTUBHICTb. BOHM XOTinn pobuTwu
LLIOCb CBOE ab0 NPUHECTYM Yy>Ke roToBI POBOTH. Afle Came 3aBASAKM
YYaCHMLLKOMY NiAX0AY MalbyTHE CTano KONEKTUBHUM, He Npw-
BMIACHEHUM OAHIEH0 NIOAMHOK. CNPaBXHE MaNbYTHE - Lie Cyma
JYMOK i Al Pi3HMX Ntogen. A ang Toro, LWo6 BNPaBHO PO34M-
HWUTM CBOE BAYEHHS Y CMINIbHOMY, NMOTPIOHO BYUMTUCA CYXATH |
KOOonepyBaTucs.

LLlo Hampisnu nobauntin y 20667 MpoCTip MiXK MiCTaMK LLe BinbLue
CKOPOTMBCS 33aBAAKM CTAHLIAM rinepayn, BUHAMAEHUMM INOHOM
MackoMm. Y ManbyTHbOMY B HeTiluHi cTano 6inblue obnaropo-
IDKEHWUX BiAKPUTUX Ta CMeLiani3oBaHMX NPOCTOPIB — MUCTELIbKUI
LIeHTP AN MUTLIB Ta BUHAXIAHWUKIB HAa TepUTOPIi HaniBpo3Bane-
HOI BYAiBNI CTAPOro MIIMHA YW eKCrepuMeHTanbHa TeNMUA Ha 6a3i
3aKMHYTOrO MPUMILLEHHA LLIKOMK, A6 LIKONAPI BUBOAATL EK30TUYHI
POCIVHK, OYTYPUCTUHHIUIA DOHTAH YW, HAMPUKNaZ, NNaBakoya
CLieHa Ans KOHLEPTIB, [1e 3apa3 3apociunii Micbkuia mns. A Cna-
BYTMY Y 2066 NepeTBOPMBCA Ha MICTO peabiniTadii Ta NiaroToBKM
[0 BiANbOTY NtoAen Ha Mapc. B LUKONI MUCTELTB BUKOPUCTOBYHOTb
VR-TexHonorii, HeaobynoBaHe Kade "MiHrBiH" CTano Xpamom Cunu,
[le HaBYat0Tb IPKeAai3My Ta 36epeXxeHHI0 piBHOBarK, a YopHo-
6unbcbka AEC CTana KOCMOAPOMOM, 3BiJKM BiANPABNAKTLCA B Cre-
LianbHMX Kancynax Ha Mapc.

OKpiM MaMHoHKIB, fKi 3aNULLKANCA B MiCbKMX MY3esX, NPOeKT OyB
iHTErpOBaHM B MiCbKMIA NPOCTIP Ta Bif0OPaXKEHNN OHNANH. XyaA0XK-
HUKW CTBOPUNK MITKM-TPaddapeTH, 3a I0NOMOrOH AKMX BiaMi-

TUNM KOXHY JTOKALIH0, HaZl AKOK NMPaLLkoBanyt YHacHUKN. i KO-
HOK MITKOK MOXHa nobaunti xelwuTer #netishyntomorrow

yu #slavutychtomorrow, sxkui Befie Ha CTOPIHKY NMPOEKTY B

Tumblr. Yci BiACKaHOBaHI POOOTV MOYKHA 3HANTK HA CTOPIHKAX
netishyntomorrow.tumblr.com Ta slavutychtomorrow.tumblir.com.




OJIblrA KYTUHIHA

KynbTypHO-OCBITHSA akafeMis 2016: 330X04eHHs Ta NiATPMMKA
Culture Quest

Culture Quest - Lie iHTEPAKTMBHMIA DOPMAT BUBYEHHS MiCbKOI
iCTOpii Ta KyNbTYpK, @ TAKOX MandaH4YMK ANg AMCKYCii Woa0
JIEMOKPATUYHMX LiIHHOCTEeN y cdbepi KyNbTypu.

YYaCHWKaMM NPOEKTY € MONOAb Ta CTENKXONAepn y

cchepi KynbTypy. Monofib 6epe y4acTb, OPraHi30BYH0-

YMCb Y KOMaHAM (N0 5-6 YHaCHMKIB Yy KOMaHAi). CTeikxon-
Jepn XX Ta IHCTUTYUIT KyNbTypKn 6epyTh Y4acTb Yepes CBOiX
npeaCcTaBHMKIB.

CULTURE QUEST MAE CBOIMU

CKNALOBUMU ABI HACTUHMU
o [lepLua - TPEeHIHT Ta 3yCTPiYi MONOAI Ta CTeMKXONAepiB —
3yCTPIYi, NPOTArOM SKMX MONOAb MiCTa 3HaNOMUTbLCA, bepe
YHaCTb Y 3aHATTAX i3 KOMAHAHOT poboTK, Beae Aianoru 3i
CTeMKXxonAepaMm Ta MelwKaHUAMM MiCTa, BiABIAYE IHCTUTYLIT
KyNbTYPK, BUBYAE NPobNneMu cchepu KynbTypu MicTa Ta
MPOMOHYE BACHI KPEATMBHI PilieHHS. 3a3Ha4YeHMA TPEHIHT €

MaAaHYMKOM ANS Aianory Ta B3aEMOAii MONOAI, CTEMKXONAEPIB,

a Takox nepenba4eHo Yac Ha nnaHyBaHHA MONOAAI Ta
CTeKxonaepaMmn 0CHOBHOI Nofii NpoekTy, KBecTy.

« Jlpyra - BnacHe KBeCT: MiCbKa rpa-3maraHHs, npoTaroM fKoi
KOMaHAW, L0 6epyTb y4acTb Y NPOEKTI, NepemMillarnymchb
MyHKTaMn KBeCTy, BUBYHAKITb KYJbTYPY MiCTa, BUKOHYHOTb
{HTepakTVBHI 3aBAaHHA. TPMBANICTb TaKOI TPU - 3-4 rOAMHN.
KinbKiCTb NMYHKTIB KBECTY - Bia 10 #0 25.

MpoTAroM CepnHA-»KoBTHS 2016 poKy BifAOYBaBCA MINOTHUN
Culture Quest y M. YepHiBui. MinoTHMi Culture Quest y Yep-
HIBLAX OTPMMAB 6arato NO3UTUBHMUX BIArYKiB Y4aCHMKIB Ta

cTenkxonaepis. Ha 3anuTtanHa "LLlo Bam cnoaobanoch Han-
MeHLLe" MONo/b BiAMNOBIAaNa - "BCe WBMAKO 3aKiHYMIOCh".
CTeMKXONAepw X Bii3HAYMAM MPOEKT 3@ MOXKNMBICTb CMINKY-
BaHH$ i3 CBOIMM KONeramu. 3a3Bmyan NpeAcTaBHUKM IHCTUTY-
LV 3yCTpivatoThCs Ay>Ke PiKo abo NPakTUYHO He 3yCTpiva-
toTbCA. LLlogo Monoai - To iM 6yno LikaBo BeCTw Aianoru Ta
MaTh NPAMUIA KOHTAKT i3 NpefCcTaBHUKAMM iHCTUTYLIN. Tak,
HaNpWKNag, nif Yac 3ycTpivi y XyA0XHbOMY My3ei Ta chinap-
MOHIT YYaCHUKM KBECTY HadaBanv Npono3unLii yCTaHoBaM, sk
33UiKaBUTK Ta NPUBABOUTM CYyHaCHY MONOIb.

3A0BYTKUM MIJIOTHOIO CULTURE QUEST

Y YEPHIBUSAX:

o [1poeKT 06'elHaB MONOAb YePHIBLIB He NuLle Y BUBYEHHI
KyNbTYPW MiCTa, CTBOPVB MOXJTUBICTb 3HANOMMUTUCH Ta
CMiNKyBaTUCh 3 OAHONITKAMM.

Culture Quest TakoXX CTaB MaAAHYMKOM AN KOMYHiKaLlii
CTeKXONAEepPiB MiCTa. K 3a3HAYNAM BNACHE NPeACTaBHUKM
IHCTUTYUIN-NAPTHEPIB NPOEKTY, NPOEKT BYB ANS HUX KOPUCHUM
He N1Le MOXXNMBICTHO MPALLKOBaTK 3 MOMOAAKD, @ TakoX i 3
Koneramu 3i cchepm KynbTypw MicTa.

MpOTAroM MPOEKTY IMNNEMEHTOBAHO TPW aKLii coLianbHOI Aii 33
Y4acTi MOMOAI Ta MiCLIEBUX aKTMBICTIB.

3alikaBneHHs B opraxisauii nogibHoro Culture Quest opra-
Hi33TOPaM HaAXOAMNM 3 PI3HUX KYTOYKIB YKpPaAiHW. BpaxoBy-
FOYM TaKY 3aLiKaBNEHICTb, @ TAKOX NO3UTWMBHMUIA AOCBIA MifA Yac
iMnnemeHTaLii ninoTHoro Culture Quest, opraHi3aTopw NNaHy-
HOTb BMPOBAMAXKEHHA MpakTukK Culture Quest y 2017 y Mukona-
€Bi, XapKOBI, 3anopixki Ta PiBHOMY.
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[NIOCAPIN -
NMOHATTA CTAJIOIO
KYJIbTYPHOIO

PO3BUTKY

MATPIK ®b0J1b - TEPHOT BOJIb®PAM - MAPK rEFTEH®YPTHEP

KynbTypHO-0CBITHS akafeMis 2016: 330X04eHHs Ta NiATPMMKA
[nocapin - MoHATTA CTanoro KynbTYPHOrO PO3BUTKY

3B'A30K Mi>XK TEOPIEND | MPAKTMKOK CaMe B KYJIbTYPHO-
NPOCBITHMLbKI POBOTI HEPIAKO HEMPOCTUIA. AreHTU
KYJIbTYPHOI AiNIbHOCTI YacTO YCMiLLHO NPaLKOHTh Haja
npoekTamm 6e3 3HaHHA aKTyanbHOro CTaHy axoBOro
JNCKYPCY Y cdepax CBOEI AiANbHOCTI. TOMY TeOpeTUYHMNI
OMUC | OLIHKA KYNbTYPHO-MPOCBITHULbKOI POBOTK 4acTo
BiZAiNeHa BiZ CBOr0 HM30BOMO PiBHA. IHKOMWM Lie MPU3BOANTL
J10 NNYTaHWHKW Y AOax0Bi TepMiHONOrii. TOMY NpW CRiNbHIN
PO3p06LI CTpaTerii, 0cobnnBo y cdhepi PO3BUTKY KYNbTYpY,
JIOLINbHO JOCAraTH MOPO3YMIHHA LLOAO MAaKCUMalbHO
€MHOr0 MOBHOIO BXXMTKY Ta CMiNbHUX AeiHiLil NOHATb.
Lle rnocapin nepeayciM NOKNMKaHWIA CTaTK ANS YMTaqa
CBOEPIAHMM NOCIOHMKOM, KM A03BOAWTHL KOPUCTYBATUCS
OCHOBHMMM aKTYanbHUMK NOHATTAMN KYNbTYPHOMO
MEeHeIKMEHTY 1 KYNbTYPHOI MONITUKM, B paMKax poboTH Haa
NpoeKTaMu Ta [IOBrOCTPOKOBOrO CTPATErivyHOro nnaHyBaHHS.
3'ACYBaHHA MOHATb MOYKE YaCTO CNPUATH A0CATHEHHHO
CMINbHOrO PO3YMiHHSA Ta CMiNbHUX NO3MLIN MiXX NapTHEPaMM
Ta YCBIAOMNEHHI TOrO, Ha SKii cchepi KyNbTypHO-
MPOCBITHWLBKOI AiANbHOCTI 6aXkaHo 30CepeanTH CBOK YBary.

MpefcTaBneHi TyT NOHATTHA BMOPaAHi He J0BIiNbHO, a Bynu
BMSABNEHi B MPOLECi ANCKYCii 3 YKPAIHCbKUMU 1 HiMELbKUMU
Hig4aMn KyJIbTYPU Ta KYNIbTYPHUMM MEHeKepamu nif vac
KiNbKOX MPakKTUYHUX ceMiHa-piB v Knei B 2015 poui aK
0COBNMMBO BaXXNMBI AN KYNbTYPHO-NPOCBITHMLBLKOI pob0oTH
B YKpaiHi. Mpu ubOMY Mif 4ac KPUTUYHOIO OCMUCIEHHS

LMX MOHATL BPAax0BYBABCA HiMELbKNIA, YKPAIHCbKIMN

JOCBIA Ta JOCBIJ iHWWX KpaiH. BOHW He NpeTeHayHTb

Ha CTaTyC TOYHMX HAYKOBMX AediHilili, a npeacTaBneHi
TYT 9K BaXKNMBI NOHATTS B PAMKaX Pi3HUX NPAKTUYHUX
cdhep KynbTYPHO-NPOCBITHULIBbKOI AiNbHOCTI. 3p06neHo
CNpoby Ha3BaTW FONOBHI €NEMEHTM 3 TeOPIi ¥ NPaKTUKK,
ane 1opasy 3 YiTKOK KOHLEHTPALIED Ha MOXKIMBOCTI
IXHBbOr0O 3aCTOCYBAHHS B KOHTEKCTI CTanoro KynbTypPHOro
PO3BUTKY B YKpaiHi Ta IXHbOro NoTeHLiany LWo40 PO3BUTKY
napTULMNATMBHOIO AMCKYPCY..

[nocapin 3agayMaHo K BiaKpUTY A06IpKY NMOHATH,
TOOTO BiH MOXKe JOMNOBHKOBATUCS, PO3LLMPHOBATUCS Y1
BMA03MIHIOBATMCHA CAMUMK YMTadammM. OTo>Ke, MOHATTS
He € 0CTaTO4HO BM3HAYEeHMMM, @ CNYTYHTb OCHOBOH),
AKa YMOXIIMBIHOE | HaBiTb Nepeabayac iHAMBIAYaNbHi
MOAMMIKALIT Ta aKLUEHTYBAHHS Ha NMEBHUX MOMEHTAX.
HanpuKkiHLi KOXHOro BU3HA4YeHHSA IHKONIM AakThCA
nopaan WoAo NOrNMBAeHOro 03HANOMNEHHS Ha 6a3i
aHTNIOMOBHOI NiTepaTypu, Aky 6e3 npobnem MoXxHa
33aBaHTAXXWUTU 3 [HTEPHETY.

3 MOMEHTY i nepLoro ony6nikyBaHHA JOPOXKHS

KapTa Ta rnocapin [0 Hei BUKOPMCTOBYBANMCA Mia 4ac
NPaKTUYHUX CEMiHAPIB, NeKLi Ta TPEHIHTIB i 33 MeXXamu
YKpaiHu. Lie € niaTBepAyKeHHAM HeobXiaAHOCTi NOCTiNHOI
pobOTK Had MNOHATIMHUM anapaToM Ta rMHOoKoro
iHTepecy [0 TeMU PO3BUTKY KYNIbTYPKU B YKPAiHi Ha
MiXXHapOAHOMY PiBHI.

51
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rPABLI

paBLUi B KYJIbTYPHOMY MEHEIXMEHTI - Li BCi Noau, AKi
6epyTb y4acTb Y KYbTYPHUX, MUCTELbKUX ab0 COLianbHO-
KYJIbTYPHUX iHILIATUBAX YM 3aAyMaX, i SKi IEMOHCTPYHTh
aKTMBHY FOTOBHICTb 3aMMaTUCA LINAMK, CTPaTeriaMm

Y1 3MICTOBHOK POOBOTOK KOHKPETHOrO NPOEeKTY Yu
IHCTUTYLIT, @ TAKOX HaAATK ANS LbOro d)iHAHCOBUIA YK
0COBUCTICHMI pecypc. BupianbHKM TyT € aeaani 6inblue

AUTITANI3ALIA

JuriTanizauis B CyHacHUX CYCNinbCTBaxX NULLE NOYMHAE
CTaBaTV NPeaMeToM ANCKYCIT B KYNbTYPHOMY MeHeXMEeHTI.
B HayKOBMX AOCNIIKEHHSAX BCE LUe NepeBakae OPieHTALis Ha
33ax04u, WO BiAOYBaThCA «HAXMBO>: BUCTABKM, KOHLLEPTH,
YUTaHHA, checTnBani Yv nepopMaHcn. Ha NpakTuLi Bxe
JIaBHO Bigbynocsa 3MilleHHS LeHTPY Baru. MNpu LboMy
3'9CYBaNOCs, WO HaNKpaLLi NPakTUKK B 6araTbOX 3akiafaax
KYNbTYPU Ha MI>XHAPOAHOMY PiBHI peanizoBYOTbCA CaMe B

AO0BIPA

MOHATTA A0BIPKU B KYNbTYPHOMY MEHeIXXMEHTI CTOCYEThCA
Hacamnepej KynbTypu NpoeKTiB abo iHCTUTYLINHOI
KYJIbTYPK, B PAMKaxX AKX PO3TOPTAOThCSA XYA0XHI/
MUCTeLbKi 1 KybTypHI npouecn. CHoan cnif BigHeCT hopMm
CNiBPOBITHMUTBA, 3aCHOBAHI Ha TONEPAHTHOCTI, BM3HAHHI
JOCATHEHb iHLWOrO Ta B3aEMHI noBa3i. 0CObNMBO BaXKNMBO B
PaMKax NPOeKTiB, AKi BiAOYBaOTbCA Ha 3acCadax Koonepauii
Ta Konabopadii, Wwob oKpiM JOroBipHMX 3B'A3KiB Ta YCHUX
JIOMOBJIEHOCTEN iCHYBana abo »K B1MOyA0BYBanacs KynbTypa

3ASBA NMPO MICIKO (MISSION STATEMENT)
Mission Statement Aa€ BM3HAYeHHSA METU iCHYBAHHSA
KYNbTYPHOTO 3aknagy abo npoekTy («the reason why we
exist>). Y Hiit hopMyNETLCA DYHAAMEHTANbHA NO3MLIS 3
Nornaay KynbTYPHOTO/MUCTELLKOTO MPOAYKTY Ta CTaBEHHS
J10 BHYTPILWHBOTO OTOYEHHS, HANPWKIAA, CNiBPOOITHUKIB,

Ta HAaBKOMULLHBOTO CepeioBMLLA, 30KPema, rpyn 3a
notpebamu/Bumoramun. Mission Statement mae 6yT# CTUCIUM
(oekinbka peveHb). Mission Statement dopmye H6a3y angd
OiNnbl AeTanbHMX BU3HAYEHb LiNEN Ta BUKOHYE OYHKLIO
OPIEHTALIT (IAEHTMYHOCTI / (hOpMYBaHHSA NO3KLiT), MOTKBALLI,
iAeHTMdIKaLiT cniBpobITHUKIB 3 YCTAHOBOK/MPOEKTOM) Ta

IHOAUBIAYANI3ALISA

Y oKYyCi KyNbTYPHO-MPOCBITHNLLKOT POBOTH 3 MOMEHTY
HoBoi 106K Ta MPOCBITHMLTBA NepebyBae iHAMBIAYYM 3i
CBOIMW NoTpedamn, 6axKaHHAMM, CoLianbHUMK, NONITUYHUMN,

3MNAAKYBAHHA KNACUYHUX IEPAPXIYHMX BIAHOCKMH MiX
MUTLAMM 1 OpraHizaTopamn (KyIbTYPHUMU MEHeIXKepaMm)
Ta YTBEPAXKEHHHA HOBUX CTPYKTYP | CNOCOBiB B33aEMOAII.
3'9BAAETLCA AeAani 6inblle HOBUX TOYOK MepeTuHy

30H AOTUYHOCTI B YABMEHHSAX NP0 PONb KYNbTYPHUX
MEHeIXXepIiB i Jif4iB KYJbTYPK, L0 MOXXHA Ha3BaTW TAKOX |
MOCTMOLEPHICTCbKMM PO3YMIHHAM KYIIbTYPU.

I[HTepHeTi. YacTo Lue NPUHOCKTL NepeBaru Ans TUX IHCTUTYLIN
| NMPOEKTIB, AKi HaJat0Tb CBOI METOAM, NIAX0AM, iael y dopMi
aHTNIOMOBHMX NPAKTUYHUX NMPUKNAAIB, Tak 3BaHMX «Case Stu-
dies», | 9Ki MOXXHa nerko 3HanTu. Tomy auritTanizauia y cdepi
KYJIbTYPHOIO MEHeIXXKMEHTY € BarOMMM YMHHMKOM 0OMiHY
iHdOopMaLLier, 06'€EAHAHHSA TPaBLIB Y MepeXXi, MoAanbLIOoro
PO3BUTKY €N, 3aNy4YeHHs iHCTUTYLIN No3a cdepoto
KYNbTYPY, @ TAKOX hiHaHCYyBaHHA. (nop. KPAYADAHINH)

JI0BipK, 33 AKOI 6 BUTPUMYBANNCA BCi AOCATHYTI JJIOMOBIEHOCTI
LLOA0 rpadpikis, ccpep BiANOBIAANbHOCTI Ta BUKOPUCTAHHA
pecypciB. J0Bipa CTOCYETHCA TAaKOXX CMifIbHOT BUCOKOI OLLIHKM
V3rOMKEeHWX Linew i cTpaTerin. Jenani YacTiwe y oKyci
yBaru, Konn naeTbCa Npo AOBIPY, ONVHAKTLCSA W MUTAHHS
aBTOPCbKMX MpaB. TYT, 0COBNNBO B MiXKKYJIbTYPHUX MPOEKTaX,
B HAroA4i MOX<e CTaTW CMiNbHa NPOEKTHA XapTid, B AKil
333/aneriib opMyNOKTLCA O4iKYBaHHA Ta NpPaBuia rpu, Wo
YMOXXIIMBHOKOTL KOMYHIKALLiIH0 Ha 3acajax NOBHOI AOBIPK.

neritmMadii (MPUHLUMNK, WO € KepiBHMLTBOM [0 Ai1 CTOCOBHO
BCiX rpyn iHTepecis). Mission Statement 3aB)xau nepeaye
npoLecaM NPOeKTHOI AiNbHOCTI | NepeTBOPeHb, i 3a3BM4Yai
HEeOAHOPA30BO 3a3HAE MEPEBIPKM 1 KOHKPeTMU3aLii Yepe3
npouenypu aHanizy # 0CMUCIEHHS.

L nonprofithub (0.J): A Step-by-Step Exercise for Creating
a Mission Statement. Download: http://nonprofithub.org/
wp-content/themes/nonprofithub/img/landing-pages/mission/
nonprofithub-missionstatement.pdf

eCTeTUYHUMM Ta 0COBUCTUMMU YsaBIEeHHAMK. Came B nepioamn
NONITUYHMX KPWU3 HEOOXiAHO, 30KpeMa 1y cdpepi KynbTypu,
NOCTiIMHO HaraayBaTV NPO 0COONMBY LIIHHICTb KOXHOI

KynbTypHO-0CBITHA akazemid 2016: 3a0X04eHHA Ta NigTpUMKa
[nocapin - MoHATTA CTanoro KynbTYPHOrO PO3BUTKY

NMHOACbKOT Biorpadii Ta CTaBUTK B LIEHTP YBaru Taki CMinbHi
NS BCiX NONPW Pi3HI eTHIYHI, penirinHi 4n dinocodcbki
nepeKoHaHHA LIHHOCTI, IK MUP, TONEPaHTHICTb, noBara. Came

KOJNABOPALLIAl (COLLABORATION)
MoHATTA Konabopauii nicna Apyroi CBiTOBOI BiNHM B
6araTbox KpaiHax Habyno HeraTMBHOro 3abapBlieHHs, 60
€ HaragyBaHHAM MPO CNiBPOOITHNLUTBO 6araTbox 0ocib y
DI3HUX cApepax CyCninbHOT AigNbHOCTI 3 PAWNCTCbKUMN
OKYMaHTaMM 3 METOK OTPUMAHHS BUTOAM. 30BCIM IHLLOMO
336apBneHHa Ler TepMiH HabyB Yy cdepi KynbTyPHOro
MEHEeKMEHTY B aHIMOCAKCOHCbKMX KPaiHax, ae

CnoBoM «collaboration» No3Ha4atdTb 0COBMMBO TiCHe
CNiBPOBITHMUTBO MiXX MAPTHEPAMMN, NPU SKOMY MAETbCA
He nuLe npo WabnoHHI opmK Koonepauii, a Npo Taky
hopMy CMiBpOBITHNLUTBA, KOMK BCi Y4aCHMKK TOTOBI [0
NPMHUMMOBOr0 OCMMCNEHHS POHOY0ro npouecy, abo 1 [o
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y cdhepi KynbTYPHOr0 MEHEIKMEHTY, AKUI Bia4yBaE cebe
BiANOBiAaNbHMM 3a Ui LiHHOCTI, NOHATTS IHAMBIAYani3auii Mae
LeHTpanbHe 3HaveHHd. (mop. KYNIbTYPHA IAEHTUYHICTb)

MOro paamKanbHMX 3MiH. Taka dopMyna cniBnpaLli CTaBUTb
MWUTAHHA NPO BKPaW rocTpy HeobXiAHiCTb 3aCBOEHHS/
3ay4yBaHHSA CNiBPOOITHMLTBA Ha 3acadax NOBHOI J0OBiIpK
(nop. JOBIPA), npn 9KOMY Ha nepefHbOMY MaHi ONMUHAETHCH
He NMUTAHHSA NPO Te, YX BCi YHACHMKM OTPUMAKOTb PIBHY
BMIOAY, a NepefyCiM NMUTAHHS NPO IXHKO TOTOBHICTb
3MIiLHHOBATV B33aEMHY AOBIPY MNig 4ac A0BroCTPOKOBOro
CniBpobiTHMUTBA. Konabopalid MoXe 03Ha4aTu He nunLie
06MiH pecypcamu: NepcoHanoM, NPUMILLEHHAMM, iLesmu,

a M CNiNbHY CTPATErit0 KOMYHIKaLiT Y1 AOrOBIPHI 3B'A3KMN,
O FPYHTYOTBCS He (MuLe) Ha 0BMIiHI TPoLWKMMa, a 1 0BMiHi
BMiHHAMM Ta HaBk4Kamu. (nop. KOOMEPALLIA)

KOHLLENLLIT KYNbTYPHOI NONITUKKU / AOPOXXHA KAPTA

KoHUenuii KynbTYPHOI MONITUKK - Lie Hacamnepes CTBOPEHi
Ha MiCLIeBOMY, PerioHanbHOMY, a NOAEKYAN M HaLiOHANbHOMY
DIBHI NIAX0AM 0 NNAHYBAHHSA KYNbTYPHOrO PO3BUTKY,

AKi CTaBNATb Y LEHTP yBarn KOOPAMHALIK NPaKTUYHUX
niaxXoniB y cchepi MUCTELTBA, KYIbTYPHOTO MeHeaXKMEHTY

i KYNbTYPHOI NONITUKM 3 METOK HAPOLLYBAHHS pecypci.,
PO3LUMPEHHSA MEPEXK | MOXKNTMBOCTEN BiNlbHOr0 PO3rOPTaHHS
KYJIbTYPHUX iHiLiaTuB. MpK LbOMY CMNOYATKY 3MINCHETHCS
iHBEHTapW3aLid Ta aHani3 HasBHOrO CTaHY PeYen 3 MeTOo
3aMno4aTKyBaHHA Aianory gKomMora 6iNbLlol KiNbKOCTi rpaBLiB
Ta IHCTUTYLIN Y dDOPMI CNiNbHOTO NPOLECY OCMUCIEHHS 1
PO60TU. Pe3ynbTaTOM B KPaLLOMY BMNAAKY CTakTh BinbLU
LUMPOKI MepeXXi, NapTHepPCbKi BiAHOCUHM, @ TAKOX CMifibHi
LiiNbOBi HACTAHOBW 1 HOBI OCHOBHI HANPAMKM AiANbLHOCTI Ta
NPIOPUTETU KYNbTYPHOIO PO3BUTKY. Jleaani BaroMillnmm
CTatOTb TAKOXX acneKTW TpaHcdopMaLlii, CNpsaMOoBaHi Ha

Te, 06 3abe3neyYnTn CNPOMOXKHICTb (DYHKLIIOHYBAHHA B

KOONEPALLIA

ManbyTHbOMY HasfBHOI KYNbTYPHOI iHADPACTPYKTYPK 3 Ornaay
Ha YUCNEHHI CYCNiNbHI BUKINKM Ta MOXMBOCTI 3aBAAKMN
BMKOHAHHK HOBMX (YHKLIN Ta 3MiHI (DYHKLIOHANBbHUX

cdpep, Wo icHyBanu Aoci. BaxknnMeo HafatTv UMM MOAENAM
JeMOKPATMYHOr0 XapakTepy, 3abe3nevmTh iXH0 NeriTMMHICTb
LUNISAXOM CMiNIbHOTO OCMUCIIEHHS TXHIX nepeayMoB. MOHATTH
«<[IOPOXKHA KapTa», NepefoBCiM Ha NpUKNadi YKpaiHu -

Le YiTke 6a4eHHs CNinbHOro WAAXY [0 CTanoi, BiAKPUTOI
Ha3yCTpiY CBITY i 06'€AHaHOI B 106pe OpraHizoBaHy Mepexy
KYJIbTYPHO-MPOCBITHMLBKOI pOBOTK. [IOPOXKHA KapTa
nepefbavae y4acTb i NapTMUMNAaLIito SKOMOora 6inbLoi
KINbKOCTI Pi3HMX rpaBLiB.

L, 2010 Legacies now / Creative City Network Canada (0.J.):
Cultural Planning Toolkit. Download: http://www.creativecity.
ca/database/files/library/cultural_planning_toolkit.pdf

(HA MICLLEBOMY, PEFIOHAJIbHOMY, HALIIOHAJIbHOMY, MDKHAPO4HOMY PIBHI)

BaraTo HayKOBLiB i NPAKTUKIB BXe nporonocunim XXl
CTONITTS <epOH anNbAHCIB>. BOHM NepekoHaHi B TOMY, L0
PiBEeHb 3[1aTHOCTI A0 KoonepaLii Aep»XaBHOro YM NpMBATHOIO
HenprobyTKOBOro 3aknagy abo NpoekTy B ManbyTHbLOMY byae

BMPILLANbHUM YUHHUKOM IXHbOI0O JJOBFOCTPOKOBOMO iCHYBAHHS.

ToAi 9K, 3 OAHOro BOKY, MEXi MIXK 3aKNaJaMu Y1 CeKTOPaMM
KYNbTYPW CTar0Tb Aeaani 6inbll NPOHUKHKUMK, 3 APYToro 60Ky,
MOCUITHOETBCA TUCK CYCMNINIbHUX Ta EKOHOMIYHMX BiJJHOCKH.
LLlobn BNOPaTmUCS 3 UMM BUKNMKAMK, rpaBLi y cadepi

KYIIbTYPW BCe YacTile pobnsaTh CTaBKY Ha YMCNEHHI BapiaHTH
CNiBPOBITHMUTBA. 3 OrNaAyY Ha KOMMNEKCHICTb | CerMeHTaL,ito
NpoLeciB CyCninbHOro PO3BUTKY, NOAM Aeaani binblie
3anexaTb BiAl 3HaHb iHLLIMX NOOEN.

OT>Ke, opraHi3aLisa KoonepaLii 1 Mepexx CTae CYTTEBOH,
FONIOBHOK BMMOIOK 10 KOMMETEHLiN KYNbTYPHUX
MeHe>KepiB Ta KYNbTYPHMX NONITKKIB, O 0AHAKOBO
nepeabadae crniBnepexKmMBaHHs, X1MCT 40 ModepaLii Ta
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neperoBopiB, 34aTHICTb A0 CTPATEriYHOr0 PO3BUTKY M OLIIHKM
KoonepawuinHux 3B'A3KiB. BoAHOYAC He CMlig BMMYCKATK 3 Nona
30pY W OpraHi3aLito po3yMHOI KOHKYPEHLi.

Koonepauis € 06'€JHABYOO NAHKOH Mi>XXK MOAYNISMMU,
NpefCcTaBNeHVMM B IHLLMX Ta NOAANbLIMX TeEMATUYHMX BI0KaX.
MpoTe Nobya0Ba BIAMNOBIAHUX MepeXx | ynpaBniHHA («Gover-
nance») HUMK HEPIAKO € HAMBINbWWM BUKNIMKOM. HeobxiaHO
Jocaratv 6anaHcy iHTepecis, po36by/0BYyBaTK A0BIpPY Ta
hOPMYNIHOBATY CMiNbHI 1 B3aEMHO CYMICHI Lini. B pa3i
Mi>KKYNbTYPHUX KOHCIrypaLii us KOMMNEKCHICTb 3POCTaE,
X04a ¥ TYT MOXKHA O4iKyBaTV 0COONMBUX MOXIIMBOCTEM

NS PO3BUTKY MUCTELTBA M KYNbTYPKU 3aBASKM MOXKIMBOCTI
MNOrNAHYTN Ha BCe 3 MepcrneKkTnBM 6araTboX KynbTyp. KpiM

KPAYA®AHAUHI' (CROWDFUNDING)
KpayAdaHAMHT - Lie NOPiBHAHO HOBA, 333BMYall CTBOPEHa Ha
33CaJax LMMPOBMX TEXHOMON N KOHLENLis diHaHCYBaHHS, B
PaMKax AKOI HaMaratoTbCa OpraHi3yBaTu «HaToBM> (Crowd)
ANA NIATPUMKM CBOIX (KYNbTYPHWX) NPOEKTIB LLUAAXOM BHe-
CeHHs A06POBINbHMX MOXXEPTB Y PEXMMI OHNAMH 3 METOH

a) MOXJIMBOCTI aKTMBHOT Y4aCTi B NPOEKTi, 6) A0CATHEHHS
edeKTy A04aTKOBOI BAPTOCTI, 30KpeMa y (OOpMi NOAAPYHKIB,
NOBIAOMIIEHb, €KCKNH3MBHOI iHDOPMaALT | T.A4. B) 3AIMCHEHHSA
CBOEPIAHOT IHBECTUMLII, Yepe3 aKY Ha TPMBANMiM HYac MOXKHA
CTaTM 4aCTUHOK MOXKIMBOT iCTOPIT yCnixy. KpayadaHanHr

i3 Yacy CBOEI NOSABM 3a3HAB Heabuakoi AndepeHLuiaLii, i
NOTPiOHI cneuianbHi 3HAHHSA 1 HAaBUYKK Yy cdepi Lmndpo-

BMX TEXHONOTIN ANS TOro, WOo6 MaTh MOXKIMBICTb CEPUO3HO
Ta NpodecinHo NpaLtoBaTK y Uik cdhepi  3abe3nevyBaTt

KPU3A

YacTo B KOHTEKCTI paAMKanbHUX 3MiH BXXMBAKITb MOHATTA
Kpu3n. Kpu3sa 3 rpeubkoi - e «1. BUpillalibHa CUTyaLid,
MOBOPOTHMI MYHKT, HANBMLLA TOYKA Y NpoLeci Hebe3ne4yHoro
PO3BUTKY. 2. Hebe3neyHa cuTyauid> (Der Duden, Duden
Fremdwaorterbuch, Bd. 5, 5. Aufl.; Mannheim; Leipzig; Wien;
Z0rich 1990: 437f.). Lle 03Ha4ae, WO HaBiTb KONMWU MAETLCS NMPo
KpW3Y, HEMOXXNMBO CKa3aTy, Y1 JOCATHYTO BXe «MOBOPOTHUM
NYHKT y Npoueci Hebe3neyHoro po3BUTKY>, @ YM BiH B3arani
LLle nonepeay. BUCHOBOK HAMPOLWYETLCA CaM — OCKINbKM MaE

TOro, KoonepaLlis, 0COb6MBO Ha NMOYaTKY, BUMArae Heabnsakmnx
4aCOBMX/0COBUCTMUX 3aTPaT i 3yCUITb ANd BUKOHAHHSA HaABHUX
JIOAATKOBUX 3aBAaHb. OTyKe, HeObXiAHWA CTpaTeriYHuim niaxia
J10 CNiBPOBITHULBKMNX 3B'A3KIB, BU3HAYEHHS X 9K CBOrO
NOCTINHOrO 3aBAAHHS, AKE MOXKE NMPUATK HA 3MiHY iHLWKUM
cdhepam AianbHOCTI abo 1 HABITb 3pOBUTHM X 3aMBUMMN.

3 norngay po3BUTKY MIXXHAPOAHMX CNiBPOOITHULIbKMX

3B'A3KiB 3a3BMYall HANPOLLYETbCA <METOA LMOYIUHN>,
BMKOPUCTAHHA AKOr0 NOYMHAETLCA NpK NobyA0BI MiCLEBUX
MepeX, a 3 HaKOMMYeHHAM [OCBIAY, YCMiXiB Ta 3pMMOCTI MOXe
BMPOCTATK A0 PErioHanbHOro, HaLioHaNbHOrO, a 3PELITO 1 10
MiXHapoAHOoro pieHA. (nop. KOMABOPALLIS)

(DiHAHCYBaHHA. Y BMMNAAKY 3 YKPAIHOM Ta YKPATHCbKUMN
KYNIbTYPHUMM MPOEKTaMM TYT iCHYHOTb OCOBNMBI LIAHCK Ha
YCNiX, ajyke 6arato yYKpaiHLUiB B emirpaLii Ha Pi3HUX PIBHSAX
CTeXkaTb 33 nepebiromM Noain Ha CBOiM 6aTbKiBLUMHI B IHTEp-
HeTi. ToMy came LiKaBi igel NpoeKTiB 3 YKpaiHN MOXYTb
YCNILWHO IHAHCYBATMCA 3@ PAXYHOK KpayaAdaHAMHTY - 33
YMOBM HasfABHOCTI BIAMOBIAHMX CY4aCHMX 3HaHb MPO CTaH i
0COBMMBOCTI NPOLECiB KpayAMdaHANHTY.

L, Scott Steinberg (2012): The Crowdfunding Bible: How to raise
money for any Startup, Video Game, or Project.
Download: http://crowdfundingguides.com/The%20
Crowdfunding%20Bible.pdf

NTWCSA «NOBOPOTHUI MYHKT> - TO NNLLIE NiCNS 3aBEPLUEHHS YM
BiJIBEPHEHHS <Hebe3NeYvHOol CMTyaLii» - Y PeTPOCNEeKTUBI -
MOXKHa FrOBOPUTM MPO CMPABXHI KpK3y. [0 TOro X, 3aBAaHHS
KYNIbTYPHUX MEHEXKEPIB YV KPU30BUX CMTYaLIFX, LIO
3a33BMYal CNPUIMMAOTLCSA HEraTUMBHO, MONArae B TOMY, L0OM
CKOPMCTATUCSH HUMK B MO3UTUBHOMY CEHCI. B TakMx BMMaaKax
roBOPSAThb NP0 «KPK3Y K LWAHC> ANS NPOPMBY KpPi3b HAsABHI
CTePeoTUNM Y1 ANS 3aNPOBaAXKEHHS MO3UTUBHUX 3MiH, KOTPI
6 He 6panucs A0 yBarv nepej iMOBIPHOK KPU30H).

KYJNIbTYPHA AIANbHICTb / CEKTOPU KYJNIbTYPU

Cnigom 3a BepHepoM ManHPIiXCoM, MOYKHA pPO3rNsaaaTh
KYNbTYPHY AiANbHICTb 9K CYKYMHICTb 3aKNaaiB Ta
IHCTUTYLUIN, L0 3aMMatoTbC BMPOOHMLUTBOM i MOLUIMPEHHSAM
KYJbTYpU. OKpemi KynbTYPHI YCTaHOBK, HaNpuKnaa,
OMEepHUI TeaTp YK ranepes MUCTELTB, MOXYTb TeX

OXOMNJIBATUCA TEPMIHOM <KYNbTYPHA AiANbHICTb>. 10 HMX
Cnig A04aTW KYNIbTYPHI NMPOEKTW Ta iHILiaTUBK, GKi Tex
30ara4vytoTb KYNbTYPHY LiANbHICTb.

KynbTypHO-0CBITHA akazemid 2016: 3a0X04eHHA Ta NigTpUMKa
[nocapin - MoHATTA CTanoro KynbTYPHOrO PO3BUTKY

YcTaneHa avdepenLiaLis 4a€ MOXNNBICTb PO34INUTH
KYNbTYPHE XUTTS 4K CApepy KyNbTypu B 3aNEXHOCTI Bil
npaBoBOoi (hOpPMK YM POPMU NIANPUEMCTBA Ha TaKi TpK
KNaCUYHI CEKTOPU KYNbTYPW:

« NybBNIYHO-NPaBOBa KYNbTYPHA AifNbHICTb (public-nonpro-
fit): 3aknaau, Wo iHAHCYHOTbCS 3 BHOXKeTIB. L ycTaHoBM
(Hanpuknaa, My3ei, KOMyHalbHI MY3MYHI KON YK MiCbKi
TeaTpu) peani3yroTb Nepeaycim Lini KynbTYPHOI NOMITUKN.

+ HenpubyTKOBa KYJIbTYPHA AiANbHICTb Ha 3acafax
npmMBaTHOroO npaga (private-nonprofit): OpraxizauinHo-
NpaBoOBi (DOPMM 3aKNaAiB, L0 Ait0Tb Ha 3aCadax
NPMBATHOrO NPaBa, 30KPEMA, 3aPEECTPOBAHMX OpraHi3adin,
NPMBATHUX DYHAALIM, TOBAPUCTB 3 0OMEXEHOH
BiZANOBIAANbHICTH Y1 TPOMAACLKMX CMiNOK. CHiNbHO
0119 HUX € NPUBATHA NPaBOBa PoOpMa Opraxi3aLii, a
TAKOXX HEeKOMEePLUiVHI Lini 4ianbHOCTi. MpuKNaaom TyT
MOXYTb CNYTYBATK KYNIbTYPHI Ta MUCTELbKI CMiNKK. BOHM
peani3yTb METY CBOEI CMINKM | 3MYLLEHI MOKPMBATK
CBOI BUTPATK 33 NPUHLMMNOM 3MiLLAHOr0 d)iHaHCYBaHHS,

KYNbTYPHA | KPEATUBHA IHAYCTPIA
MalKke y BCiX 3aXiAHMX KpaiHax OCTaHHIMW POKaMMu
CNOCTePITAETLCA NEPEMOXKHA XOAa NOHATTA «KpeaTMBHA
iHOyCTpia> (aHrn. «Creative Industries>). MoniTn4Ha
MOTMBALIA BUHMKHEHHA Nonsarana y Bidyanizauii we

M eKOHOMIYHOI LIIHHOCTI MUCTELTBA Ta KYNbTypuU B
CYCMINbHOMY YXWUTTI. Ha BIAMIHY Bill KOUTUKK, AKY HaCTO
MOXHa YYTU, KpeaTUBHa IHAYCTPIS (B T.4. | B paMKax
HWHILLIHBOT NPOrpamMm 3i CNPUSHHA PO3BUTKY KYNbTYpPU
€sponencbkoro Coto3y «Creative Europe») 3aroCTproe

yBary He Ha «eKOHOMI3aLii KynbTypu>, @ Ha EKOHOMIYHIN
CaMOCTIMHOCTI Li4iB KYNbTYPKM Ta iXHiX NpoeKTiB. TO6TO
Y1Mano NiANPUEMCTB-NOYATKIBUIB (Start-Up) vy cadbepi
KYNbTYPHOI Ta UMMPOBOI iHAYCTPIi po3pobNatoTh MOAENI, WO
He 3aNexXkaTb BiJ iHAHCOBOMO CNPUSHHA AepyKaBu. 3BiCHO
XK, Lie mpoLec 3aBxam NnotTpedbye KPUTUHYHOTO OCMUCIIEHHS B
KOHTEKCTI MUTaHb, MNOB'A3aHMX i3 HE3ANEXKHICTH MUCTELbKOI
NISNbHOCTI. 3 TOYKM 30pY KYNbTYPHOI NOMITUKK, OJHAK,

KYNbTYPHA IAEHTUYHICTb

TepMiH <KYNbTYPHA IAEHTUYHICTE>, 9K | Y BUNAAKY 3
NOHATTAM <KYNIbTypa>» (nop. MOHATTA KYNIbTYPA) BaXKKo
NiAA3ETHCA BM3HAYEHHK. YacTo B paMKax Monemiku npo
HaliOHANbHY IAEHTUYHICTb MOCNYTYHOTLCA IA€0N0MIYHNUMMN
LWabioHaMK, WOH NOACHUTM KYNbTYPHY IAEHTUYHICTb. Mpun
LUbOMY Tpeba, 0AHaK, 36epiraTi MUAbHICTb, OCKINBKN ONNCK
IIEHTUYHOCTI 4acTo CNPUYMHAKOTL eeKT BiAYY)KEHHS.
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OCKINbKN OTPUMYHTb (DIHAHCOBE CMPUSAHHA NnLle Y dopMi
OHAXKETHUX FPaHTIB/A0TaLil.

« NpMBYTKOBA KYJIbTYPHA AiANbHICTb HAa 3aCaZlaX NPUBATHOTO
npa.a (private-profit): ctoan HanexaTb NiANPUEMCTBA 3i
cchepn NPUBATHOT EKOHOMIKM BCiX dDOPM KOMEPLiMHOro
npaea. Ui nianpruemMcTsa BUroToBNSAHTh | 30yBatOTh
KYNbTYPHI NPOAYKTM 1 NOCNyrK,60 3MyLUeHi DiHaHCYBaTH
CBOO AIANBHICTb NiMLe 3 OTPUMAHUX HAMM AOXOLIB.

BTiM, TYT CNiZl HAroNOCKUTK, O Li TPX CEKTOPU NOTPIBHO
PO3rNAAaTV He BIAOKPEMIIeHNUMWN OAMH Bifl OAHOI0, OCKINbKM
BOHM NepebyBatoTb Y 6aratorpaHHOMY B33aEMO3B'A3KY, a
MEXi Mi>XX HUMW CTakOThb NMPOHUKHUMM ab0 X BUHUKAKOTb
30HM B33EMOLII, WO NOEAHYHOTL B CO6I NOTIKY Ail YCixX
TPbOX CekTOpiB. Cy4aCHMIM PO3BUTOK KYNbTYpK Nepenbadae
TPUCEKTOPANbHY NepcrnekTnBy BadeHHs cadbepu KynbTypu,
PO3YMIHHSA HEOBXIAHOCTI HanaroAXXyBaHHSA NNIAHUX
B33EMO3B'A3KIB MiXK Pi3HMMM CNOCoBamMm AisNbHOCTI |
BMPOOHMLITBA, @ TAKOX iXHbOrO OCMUCIEHHS | PO3YMIHHS.

3'ABMSETHCSA MOXKIUBICTb NMPOANTK CBITNIO Ha NOTEHLian
KYNbTYPHOI IHAYCTPIT, 3any4nTh NOAEN 3 PI3HUM DiBHEM
OCBITW A0 Y4aCTi B TPOMAACbKOMY XUTTi 3aBAAKM IXHIM
TBOPYUM i4eaM Ta peanilyBatu cebe. CNiBpOOITHULbKI
3B'A3KM MK Jii4aMu KYNIbTYPUY Ta NpeAcTaBHMKAMM
€KOHOMIKM B HaraTb0ox MpoOeKTax BXe NpuUHecnu CcTani
yCNiXxu. YMmano Kpaid nependaumnm y 6araTbox NPoeKkTax
crneuianeHi TPAHTOBI NPOrpaMu, B AKMUX BMCYBAETLCA BMMOra
HAsABHOCTI TaKMX 3B'A3KIB. Bennky pofib Y KYNbTYPHIN Ta
KpeaTuBHIN IHAYCTPIT BiAirpaE 06'€AHAHHS B MiXXHAPOAHI
Mepexi. TyT HeobXigHu 36ip iHdOPMaLIT Ta 30HAYBAHHSA
MOXXNMBOCTEN 00'€IHAHHA B MepeXKi. 3aly4eHHS TakmMX
rany3em, 9K iHAYCTPIA KOMM'HOTEPHUX irop, apXiTEKTYPa,
ON3aMH, IHAYCTPIS MOAM Ta IHADOPMaALiMHI TeEXHONOrIT,
HAAaN0 BAXNMBMX IMMNYIIbCIB CY4AaCHOMY PO3BUTKY
KYNbTYPK, 3 TAKOXX MiCbKOMY 1 PerioHanbHOMY PO3BUTKY.
(nop. MICbKWW | PEFIOHANBHUIN PO3BUTOK)

|[IEHTUYHICTb He € YMMOCh CTanuM, Lie - npoLec i3 baratbMa
YUHHMKAMW. |JEHTMYHICTb 3aBXKAM € NPEAMETOM BiflbHOro
BMOOPY iHAMBIAYYMaA. Y cdhepi KynbTypu A0UINbHO
CTBOPHOBATW KYNbTYPHI Ta MUCTELbKI NPOno3unLii 3
MaKCMManbHO iHTerpauinHum ynamnBoM. Lie 03Havae, wo
KYNbTYypa NOBMHHA BYTK BIAKPUTOR WOAO Pi3HOMAHITHMX
KOHCTPYKLIM iAEHTUYHOCTI. 3any4eHHS eTHIYHMUX MEeHLLMH Ta
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nepudepinHnx coLianbHUX TPYN € BaXKNMBUM OPIEHTUPOM
A0S TaKOT NPOMN03uLii LWOA0 KYNIbTYPHOI iAEHTUYHOCTI, fKa
0b6'egHYBaTUMeE NtOAEN, 3 He PO3'eAHYBATMME iX. B YKpaiHi
B LIbOMY Bi[IHOLLEHHI ICHYHOTb BENIMKI MOXXNMBOCTI AN

KYNbTYPHA OCBITA

TepMiH «KYNbTYPHA OCBITa» € CYMILULLIIO MUCTELBKKX i
OMOAKTUKO-NeAaroriYHmMx niaAxodiB y pamkax KynbTYPHOrO
nocepeHMUTBA. LIeHTpanbHUM TYT € NepeKoHaHH4, Lo
Pi3HI BIKOBI rpynu (i Lie MOYMHAETHCS BXKe B AOLLKIIbHOMY
BiLLi) NOTpebyrOTb 0COBNMBOrO MiAXo4Y 10 POPMYBAHHSA
KPUTUYHOIO CIPUNHATTS MUCTELTBA | KyNbTypu Ans

TOrO, W06 AOCATHYTM A0BrOCTPOKOBOI YBArn, PO3YMiHHA
Ta CTanoro 3B'A3Ky. JOCBIA iIHTEePaKTMBHOIO BMBYEHHS
IHCTPYMEHTIB, MiCeHb, TEKCTIB, 306paXKeHb, a TAKOX
TAKMX HCTUTYLIN, 9K My3€ei, TeaTpu, KiHoTeaTpu, Mae
33CBOKBATUCA Y (DOPMI KYNbTYPHUX NMPAKTUK, MO ToM BiK
WKINbHMX MOAENew, e MAETLCS NWLLIE NP0 <MNepeBipKy>
33CBOEHMX 3HaHb. [OB'A3aHICTb, IHTEPAKTUBHICTD,
OCMUCIIEHHS Ta YCBIAOMNEHHSA UMBINI3aLiNHOI LiHHOCTI

KYNbTYPHA NOJIITUKA

KynbTypHa NONITMKA CNPAMOBAHa Ha OpraHi3aLito
KYJIbTYPHOMO Mpouecy Ta 3abe3neyeHHs MOXIMBOCTI
BiNIbHOr0 PO3ropTaHHA KYNbTYPHMUX | MUCTELIbKMX NPOLLECIB.
Mpy UbOMY KYNbTYPHA NOMITMUKA - 0COBMMBO Y KpaiHax

3 chefepanbHUM YCTPOEM K HiMeY4nHa - 3AiMCHIOETLCA
HaMPiI3ZHOMAHITHILLMMM TPABLUSMM HA Pi3HUX PIBHSAX.

(nop. FPABLLI). Okpim TOro, 333B14ait iCHYHOTb Pi3Hi
cmcTemu Linen. BupilanbHUMK ANs PO3YMiHHSA MicLIEBO,
perioHanbHOI, HaLiOHANbHOT Ta HABITb MiXXHAPOAHOIT/
3apybiKHOT KYNbTYPHOI MNONITUKM €, 3 OAHOMO BOKY,
MNOHATTA KYNbTYPKW, NOKN3JeHe B ii OCHOBY, 3 APYroro 60Ky,
PO3YMIHHS MONITUKM B3arani.

HaBiTb Y CaMiit EBPONI B Pi3HMX ii KpaiHaX, @ TaKoX
BCEPEAMHI UMX KpPaiH, ccpepa KYNbTYPU OLLIHIOETHCH i
PO3rNAAAETLCA MNO-Pi3HOMY, IHOAI 3 MPOTUNEXHUX MO3NLLIN.
OCTaHHIMM POKaMM MOXHa CNOCTepiraTh CBOEPIAHY
MapriHanisauito Liei cdbepu NONITUKK Y CYCNiNlbHOMY
CNPUNHATTI. TOMY BYeHi, 30kpeMa couionor Aipk bekep abo
OpraHisauii Ha KWTanT TOBAapMCTBA 3 MUTaHb KYNbTYPHOI
nonituku (Kulturpolitische Gesellschaft), NponoHYOTb 3HOBY
aKLEeHTYBaTK yBary Ha CyCcninbHO-NONITUYHOMY acnekTi
KYJIbTYPHOT NONITUKK. MepeayMOBO LbOro € PO3LWMPEHHS
MNOHATTA KYNbTYPW, iKe 6 YMOXXNMUBMNO PO3YMIHHA
3HaYeHHA KyNbTYpKY A4 Binbl WMPOKOro CNekTpy
FPOMAZAHCHKOro CyCcninbCTBa. B HiMev4mHi 3 70-X POKiB B
pamKax defepanbHUX CTPYKTYP BaXKNMBUM NMPUHLNMOM

OPIEHTALII HA LiHHOCTI PO3MAITTA 1 MUPY, 33 AKMX Y LEeHTPI
yBarn ONMHAKTLCSA IHAMBIAYANbHI NOACHKI iICTOPIT T3 IXHI
6iorpadii. (mop. IHAMBIAYANIZALIA)

KYNbTYPU, KPUTUYHE ONPALIKOBAHHS ICTOPIT KYNbTYpK Ta
3B'A3KIB MI>XK KY/IbTYPaMM NMOBUHHI BMBYATUCA B OCODNUBUX
OVMAAKTUYHMX PAMKOBMX YMOBaX. KynbTypHa 0CBiTa MOXe

MPOMOHYBATMCA HA IHCTUTYLIMHOMY PiBHI B TeaTpax, My3esx,

OnepHMX TeaTpax, abo » Yy pamKax NPOeKTiB, Lo BOA4Ya0Thb
CBOO MICIHO Y NeaaroriyHoMy nocepeaHunLTBI.

L Access to the Culture Plattform (2013): Rethinking Education.
Empowering Individuals with the Appropriate Educational

Tools, Skills and Competencies, for their Active Cultural, Political

and Economic Participation in Society in Europe and Beyond.

Download: http://www.houseforculture.eu/upload/Docs%20ACP/

ACP2013WebVersionFull. pdf

LIiSNBHOCTI Y Uin cchepi cTana <KynbTypHa NONITUKA Ha
KOHLIeNTYalbHin OCHOBI>. PN LbOMY BMU3HAYaNbHUMK Y
POBOTI € KOHLENUIT «KyNbTypa ANA BCIX> Ta «KYNbTYPHA
NONITUKA, WO aKTMBI3YE>, @ B LIEHTPI yBaru nepebyBatoTb
nepeaoBCiM MUTAHHA NNaHYBAHHS, KOOPAMHALIT,
336e3neYveHHa MOXXIIMBOCTI Ta CTPYKTYPYBAHHSA NiAXOMIB
[0 PO3BUTKY KYNbTYPK. 0 LIbOro MOXHa A04aTH
KOHUENUiro «Issue-Management», po3pobnery B CLUA,
AKa BMCYBAE Ha NepeaHin nnaH 06’eiHaBYyY CUny iaen.
OCHOBHMMM TEMAMM HUHILLHBOT KYJIbTYPHOT NOMITUKM Y
€BPONENCLKOMY MPOCTOPI €, OKpiM iHWworo, Cultural Gover-

nance (3o0cepemyKeHHs Ha DOPMYOBAHHI Linen KynbTypHOI

NONITMKKX Ta Ha CNiBPOBITHULbKMX CTPATeriax yCix
CYCMiNbHWX rPaBLiB B OPraHisaLii MUCTEeLTBa U KyNbTypW),
KYNbTYPHa OCBiTa, KYNIbTYPHA CNAALWMHA, HEIHCTUTYLIMHI
hopMM dOiHAHCOBOrO CNPUSAHHSA MUCTELbKIN AiANbHOCTI

YM NPOEKTaM, MOBHA MONITUKA, KyNbTypPHA 1 KPeaTMBHA
IHAYCTPIA, NNaHYBaHHA PO3BUTKY KYNIbTYPU, @ TaKOX
cTpaTerii akTMBI3aL,ii cniBy4acTi rpoMaasaH, ocobnmBo
NPeACTaBHUKIB IHWMUX KYNbTYP, BiaHeJaBHa - BiXKeHLiB.

L Blumenreich, Ulrike (2013): Compendium of Cultural Policies and
Trends in Europe. Country Profile Germany (update), Straburg /

Bonn: Council of Europe / ERICarts.
Download: http://www.culturalpolicies.net/down/
germany_072013.pdf

KynbTypHO-0CBITHA akazemid 2016: 3a0X04eHHA Ta NigTpUMKa
[nocapin - MoHATTA CTanoro KynbTYPHOrO PO3BUTKY

KYNbTYPHA CNAALLUUHA

KynbTYPHI LiHHOCTI MOXHa NOAINUTX Ha MaTepianbHUi

KYNbTYPHWI CNAAOK, HAaNpuKnaa, 6yAaiBni, NaM'aTHUKK, apXiBK,
Ta HeMaTepialbHY KYNbTYPHY CNaAWMHY, HaNPUKNag, TPaAMLIi

1 3BMYai, 34iBHOCTI 360 3HaHHA. OXOPOHa KyNbTYPHOI
CNajWwmnHM y 6araTbox KpaiHax € CNpaBot LLeHTPanbHOI Baru
B KYNbTYPHiN noniTuui. (nop. KYJNIbTYPHA MOMITUKA) Mpu

UbOMY BaXXNMMBUMMK efleMeHTaMU MOBOAXKEHHS i3 KYNbTYPHOK

CNaLLLIMHO € 36epexxeHHd, pecTaBpalid, nepefada ta

KYNbTYPHUU MEHEODXMEHT

KynbTyPHMI MEHEIXKMEHT - Lie NpodeciinHa opraHi3auis
npoLeciB BUPOOHMLTBA, PO3MNOBCHIXKEHHSA Ta CIPUNHATTS
MUCTELIbKOTO | KyNbTYPHOrO NPOAYKTY. KyNbTYpHA
MeHeDKMEHT € MiXKAMCLMUMNIHAPHMM 33 CBOIM XapakTepoM, BiH
YKMBUTBCA JaHUMM 6AraTb0X MOB'A3aHNX i3 HUM AUCLMMNIH -
KYNbTYPONOTii, COLIONOrii KyNbTYpKU Ta TEOPIi MeHeIXKMEHTY
EKOHOMIKM NiANPUEMCTB i 3aBASKM LibOMY 3iCHHOE iXHil
CMHTE3 Ta NOPOAXKYE HOBI BMACHI nigxoan. Jeaani yactille -
OKPIM KNAaCUYHMX Cdep Ha KWTaNT KYJIbTYPHOMO MapKeTUHTY,
NPOEKTHOr0 MEHeIXKMEHTY Y1 CTPaTerii iHaHCYBaHHS

KYNbTYPW - B LEHTPI YBArn ONUHAKOTLCS A aCNeKTh NepeTBOpeHb
KYNbTYPHOTO NPOCTOPY, AKi CTaBNATb KYNbTYPHUIN MEHEIXKMEHT

Ta KYNbTYPHY NOMITUKY Nepea UiNkoM HOBUMU BUMOTamu.

KyNbTYDPHUM MEHEeLXXMEHT HE € TBepA0 BM3HA4YEHVUM HAabopoM
HCTPYMEHTIB, @ KY/IbTYPHA NOMITUKA - HEe CTaTUYHUM
NONITUYHMM MONEM AifNbHOCTI, YOPCTKO BUMMCAHMM Ha

TpuBanuit nepiod Yacy. Lii 06masi cchepm nepebyBatoTb Hapa3i

B 6araTb0X KpaiHax, gK i B HiMEY4nHi, B pyCi. B KOHTEKCTI
CYCNINbHUX 3MiH (Hanp. rnobanisauii, iHAnBIAyaniauii,
nnpanizauii, auritanizadii, AeMorpadivHnX 3pyLUEHb)
NiAXOAN L0 KYNIbTYPHOTO MEHEIXKMEHTY, LLIO NMPaKTUKYBanucs
J0CI, CTaBNATLCA Nif MUTAHHSA | PO3BMBAOTHCA Aani. Mpu
LUbOMY Aeaani 6inbLlIoro 3Ha4yeHHs HabyBatOTb Koonepalid,
KOOPAMHALIA, NapTMUMNaLLis Ta HOBI CTpaTerii A0CATHEHHA
3PMMOCTI K MPOBIAHI NPUHLMAKM POBOTH, B3 AKNX PO3BUTOK
KYNbTYPK, CMiB3BYYHMI BUMOraM Hacy, BUAAETLCA Maike
HEMOXKNMBKMM. Te XK CTOCYETbCA KYNbTYPHOI NONITUKN Ta

AAMIHICTPYBAHHA KYNbTYPW, AKI 3MYLLIEeHI paxyBaT1ca 3 aeaani

LMPLINMK OYiKYBAHHAMM LLOAO NOCKMAEHOI KOHLENLUiMHoi

KYNbTYPHUU TYPU3IM

Mif KYNbTYPHUM TYPM3MOM PO3YMItOThb CCDepy nepeTuHy

i B3aEMOZIT KYNIbTYPHOrO MeHeaXXMeHTY. 3i CBITOM
TYPUCTUYHNX BPAXKEHb MOB'A3YHOTHCA CnelianbHi KYNbTYPHI
MPOMNO3ULIT: OrNan BaXXNMBMX Y KYIIbTYPHO-ICTOPUYHOMY
nnaHi 6yaiBesb, TBOPIB MUCTELTBA i MICT, y4aCTb Y
KOHLepTax, TeaTpanbHMUX NOCTAaHOBKAX, YATAHHSAX YK
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OCMUCNEHHS ICTOPUYHMX BUMIpPIB. YaCTO TPaNNsETLCA
i[1eonorivyHa y3ypnauia icTOpu4HMX apTedakTiB, Cnopya

Y1 MiCLb i3 METOH YXBaNeHHSA BiANOBIAHUX NONITUYHMX
DilleHb Y1 BUMKOPUCTAHHA Y NMPOLecax TNyMadeHHs. Baxxnuao,
06 KyNbTYPHI rpaBLi NOCTIMHO TPMMANUCSA HA KPUTUYHO
[ONYCTUMIN Bigaani Ta AMBUANCA Ha KYNbTYPHY CNAALLMHY,
OLiHIOBANM 1 OCMWUCNIOBANM BCi ii MONITUYHI iHTepnpeTaL,ii B
KOHTEKCTI peaNibHOro Yacy il BUHUMKHEHHS.

OPIEHTALT, BIOKPUTMX CTPYKTYP Aianory Ta 311aMy B MUCTIEHHI,
LLIO HepiaKo 0bMexkeHe rany3eBMMM Y CeKTOPanbHUMM
DAMKAMM.

LIi TeHAEHLIT PO3BUTKY MPU3BOAATL 0 MNOCUIIEHHS
MDKANCLMNNIHAPHUX Cdbep AiANbHOCTI, K 0Cb KYNbTYPHWUIA
TYPM3M, KyNIbTYPHA OCBITa Y1 KYNbTYPHA 1 KpeaTuBHA iHAYCTPIS,
AKi (3HOBY) TiCHiLLE MOB'A3YHOTh MUCTELTBO 1 KYNIbTYPY 3 iHLLXMN
cdpepamu CyCcnifnbHOI AisNbHOCTI ab0 YK BUKOPUCTOBYHITb YK
MParHyTb [0 BUKOPWUCTAHHA BiAMOBIAHNX CYMIXHUX 30H. TyT
3HOBY MOCTAtOTh PI3HOMAHITHI NMUTAHHA: HACKINbKM LMPOKO
MOXHa BiZICTOKOBATMK TaKe «MOCNYroBYBaHHA> Di3HNUMM BUAAMM
MUCTELTBA | K 36eperty 6anaHc MiX rofloBHMM CMUCIIOM Ta
NoBIYHUMYM BUTOAaMM Pi3HMX (DOPM MUCTELTBA Ta (DiHAHCOBOTO
CMPUAHHS PO3BUTKY KYNbTYPU? AKY POnb BIAIrPaTh KYNbTYPHI
MeHe[yKepw B 0OpraHizaLlii Aefani 6ifblW akTMBHOMO OCBOEHHS
30H MEePeTUHY MiXK MUCTELITBOM/KYIbTYPOK) Ta iHLLNMM
cdhepamu, Hanpuknad, TYPU3MOM, NONITUKOK W40 BiXKeHL B
ab0 MiCbKMM po3BUTKOM? (Nop. 30HM MEPETUHY MEHEAXKEPK
30H MEPETUHY) | 4 AoCTaTHI TYT NIAXOAN 40 KYJIbTYPHOTO
MeHeDKMEHTY, WO iCHYBanu A0Ci? ACHO 0AHe, BUMOTW A0
KYJIbTYPHOIO MEHEIXKMEHTY AK NPOEeCinHOT ANCUMMNIHW,

LLI0 33 AOMOMOTOK PI3HMX MIAXOLIB Y MEHEIXKMEHTI (nop.,
Hanp.: MPOEKTHMIA MEHEADKMEHT) 3a6e3ne4ye MOXMBICTb
npodecinHol peanisalii MpoLecis po3BUTKY MUCTELITBA 1
KYNbTYpW, 1 HaZani 3anuiaroTbCa YMHHUMM,

L Byrnes, William J. (2009): Management and the Arts.
Download: http://www.managementandthearts.com/pdf/
MagtandArts-Preliminary.pdf

iHTEPAKTMBHI 0OrOBOPEHHS TPaAMLIA Yy MUCTELTBI. Lie NoHATTS
BigoKpeMmnocs Big 6inbll PAHHLOr0 PO3YMiHHA «03HANOMYMX
noi3n0K>. KynbTYPHUI TYPW3M 30CEPEIXKYETHCS He NIMLLIE Ha
aKageMiyHi ayanTopii, a YCBIAOMIIOE cebe K NOKOMOTHMB
MiCbKOrO ¥ perioHanbHoro po3BUTKY. Jeaani 4acTille MoXHa
CNOCTepiraTh iHTerpauito KOMANEKCHUX | BUCOKMX 33 PiBHEM
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MUCTELIbKMX MPOEKTIB Y LUK cdhepy. 10 KYNbTYPHOTO TYpr3My
Hane)xaTb TaKOXX NOLOPOXKI Ha checTnBani, BiAKPUTTS
BMCTABOK, CYMNPOBIAHI KYNbTYPHI NPOrpamMu, 30Kpema nij

4aC MacoBMX CMOPTMBHMX 3ax0AiB. CNOCTEPITaETbCA TaKOX
3POCTaHHA iHTEepecy BiAMYCKHUKIB, AKi Nid 4aC KaHiKyJl 0Xo4e
BiABIAYIOTb KYNbTYPHI 3aKNaan 1M NpoekTn / decTuBani
TOLO. Ans 6aratbox NOAOPOXKYBANbHUKIB NOAIOHI KYNIbTYPHI
33X0[M Hapa3i CTanu - OKpiM BiANOYMHKY 1 40BPOro

JIAEPCTBO

KynbTYpHI 3aKNaau, YNpaBniHHA KYNbTYPU T3 NPOEKTHI
06'€lHaHHSA CbOroAHI B6a4atTh B COOI B KPALLOMY BUNAAKY
HaBYalbHI OpraHi3adii abo CTPYKTYpW. BUpillanbHe 3HaYeHHs
BIZIirpa€ 3MaroXKeHa B3aEMOZAIA Ta iHAMBIAYaANbHI KOMNeTeHL |
CNiBPODITHNUKIB KYNbTYPHMX 3aKNaAIB YM KYIIbTYPHMX MPOEKTIB.
BianoBsiaHe KepiBHULUTBO CNiBPOOITHMKAMM 33 NMPUHLXMIOM
NifepcTBa PObUTL CTaBKY Ha PO3YMHY KOMYHIKALLitO,
KOOPAMHALIF0 Ta KoonepaLito 3i cniBpobiTHMKaMu. MeTa nonsrae
B TOMY, LLOOM A3TU MOXIIMBICTb YCIM YNeHaM KOMaHaM abo
YCTAHOBK CNiNbHUMK 3YCUINAMM OOCATHYTU MAaKCMMANbHOMO
pe3ynbTaTy. Bcynepey KNacMyHUM TeopismM KepiBHMLTBA TyT
HaMBINbLLU 3HAYUMUMM BUMOTaMM [0 «iAepa» CTarTb Xapu3Mma,

Xap4YyBaHHA - HEOAMIHHMM MYHKTOM nporpamu. OTxe,
iCHYHOTb MeBHI BIANOBIAHI 04iKYBaHHA, 0COBNMBO CTOCOBHO
NaKeTHUX NPON03nLin, aKki 3abe3nevyrTb MOXIMBICTb
OTPUMATK 3aranbHi KYNbTYPHO-TYPUCTUYHI BPAXKEHHS.

B VKpaiHi TYT € YUManUn NoTeHLian ANsS PO3BUTKY,
OCKIiNbKW KpaiHa, NepeaoBCiM ii MiCTa Ta CiNbCbKi TepUTOPIi,
BiAKPMBAIOTb 6AraTo MOXIMBOCTEM B MMAAHI iXHBOrO
KYJIbTYPHO-TYPUCTUYHOTO OCBOEHHS.

emMnaTigd Ta MOAepaTOPChbKi KOMMETeHLIT, X04a HeobXiaHUMM
TPAANULIMHMM BUMOTaMM MPU LbOMY 3aNMULLIAKTLCA YMIHHSA
HANONATTV Ha CBOEMY 1 NEPEKOHAMBICTb. MAETbCA Npo
3M1aroYKeHe BUKOPUCTAHHA BCiX LMX 34i6HOCTEN. BaykaHUM
Pe3yNbTaToOM € MaKCMMallbHa FapMOHIHA B3aEMOZIS KOXXHOr0

B PaMKax CMCTEMM, PO3KPUTTA Ta NIATPUMKA KOMMETEHLiN
KOXXHOrO iHAMBIAYYMA. OCHOBOR TakKoro Nigxonay € yCBIAOMNEeHHS
HeobXiAHOCTI CNiBMPaLi Ta YiTKe ySaBNeHHS 3pa3ka (B3ipus).

L Kay, Sue: Venner, Katie (Ed) (0.J.): A cultural leadership reader.
Download: http://choices-downloads.s3.amazonaws.
com/1300788700-A_cultural_leadership_reader.pdf

MEHEZXKEP 30H NEPEXOAY / MASTER OF INTERSPACES

KynbTypHI MeHemxepu Jefani YacTille AitoTb y
PI3HOMAHITHMX Ccdbepax CYCMinbHOro XUTTH. BOHM
NOCTIMHO NepebyBatoTb Y 30HAX NEPETUHY MiXK MOMITUKO,
€KOHOMIKOH), TPOMAAAHCbKMM CYCMIiNbCTBOM | MUCTELTBOM.

MEHTAJIbHA KAPTA (MINDMAPPING)
Ba)kKnMBOK CHEPOHD KYNbTYPHOIO MEHEIXKMEHTY B
OpraHi3aliMHOMY KOHTEKCTI € MpoLec NoWyKy igen. TyT
33BXAN A0 KYNbTYPHUX MEHeaXXepiB BUCYBAETLCA BUMOra
NpaLoBaTV TBOPYO W iHHOBATMBHO. ANe K BUABUTU, Ui

M HAaCMpaBAi BNACHWUI 3a4YM € KPEATMBHMUM i BIAMIHHUM

BiA iHLWIMX HASBHMX NMPOMO3MLIiN? KPOKOM [0 LibOro, OKPim
MO3KOBOrO LUTYPMY Ta HLIMX NiAX0AIB, MOXe CTaTu MeToA
MeHTaNbHOI KapT (Mindmapping), 3a A0NOMOrol 9KOro pisHi

MEPEXXI

Mepexi - Lie CMCTeMM 3 HaMPi3HOMaHITHILWUMN
KOHMIrypaLisMm Ta Linb0BMMM HAaCTaHOBAMM, LLIO N0O3a
pPaMKaMu CyTO PUHKOBMX BiIAHOCUH 06'€AHYHOTb rPaBLiB,
AKi NepecnifyroTb CNiNbHI Ta CYMICHI MiX C0B0t0 Uini i
3a33BMYal HE € YKOPCTKO NPUB'A3aHUMN 10 HUX. K 0fHa 3
OopM KooMnepaLii BOHM MOXYTb TaKOX TNYMAYNTUCH 5K
nocepeaHnKN MiXX PUHKOM (KyniBNg NOCMYr) Ta IEPAPXIErO

TyYT BOHM CTatOTb eKCnepTaMm-nocepeaHnKamm, Lo Ait0Tb

Y «30Hax nepexoay/nepeTnHy> (Interspaces) i 3MyLUeHi
BMOOPHOBATM MO3MLLI0 HE3aneXKHOro Moaepartopa. (nop. POMb
KVYNbTYPHOIO MEHEDKEPA)

i4el, MOXNMBOCTI, LWiNi Ta Mepexxi NoB'a3yrTbCa MiXX CO60H0
CBOEPIJHON fiarpamoto y hopMi epesa. MeTa - 0TpuUMaTH
3arafnbHy KapTUHY Pi3HWX igew i npono3uLin Ta BiAHANTH
MOXIMBOCTI IXHbOI peani3aLii.

L Mohidin, Faizel (2010): Mind Map Tutor Handbook,
Download: http://www.usingmindmaps.com/support-files/mind-
map-tutor-handbook.pdf

(camoCTinHe HafdaHHa nocnyr). (nop. KOOMEPALIA) «CyTHiCTb>
MepeXXi BU3HAYaEThCS, 30KpemMa, NoBefiHKOK, B3aEMHOKO
MOB'A3aHICTIO Ta IHTEHCMBHICTIO CMiBMPaLL rpaBLUiB. Mepexi
MOXXYTb 3[iMCHIOBATN KOPUCHY AOYHKLIKO (HAanpuKnad, 0OMiH
iHC(DOPMaUIED) | HaBITb BTINOBATU KOMMNEKCHY ¥ TpUBany
CNiBPOBITHULBKY OisNbHICTb.
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MICbKWUU | PETIOHAJTbHUU PO3BUTOK
B YKpaiHi, 9K i B IHWWX KpaiHax EBPOMK, MOXKHA
CNoCTepiraT BeNuKi CTPYKTYPHI BIAMIHHOCTI MiX
(BENMMKMMM) MICTaMM Ta HEBENIMKUMM rpoMadamn. baraTto
NPOEKTIB Yy cdepi MUCTeUTBA W KyNbTYpW B CilbCbKii
MICLIEBOCTI He MaKTb TaKoi X [0 cebe yBaru, 9K NpoeKkTu
T3 IHCTUTYUIT Y BENUKMX MiCTaX. TUM BaXKNMBILLE HadaTK
3PMMOCTI CaMe ManuMMm MicTaM i rpoMaaam. Libomy moxxe
CNPUATKU CTBOPEHHSA KYNbTYPHUX Man abo iHiLitoBaHHS
MPOLECIB MNaHYBAHHA KYNbTYPHOTO PO3BUTKY.

OKpiM LbOTrO, BUPILWANbHUMKU YAHHNUKAMK € OXOPOHA,
PEKOHCTPYKLUISA, TPaHCDOpMaLLid, a YacoMm i po3byaoBa
KYNbTYPHOI IHPPACTPYKTYPK, LLO 3 PIHAHCOBUX MPUYMH
MOXYTb BiAOYBATMCA NILLE 3@ aKTUBHOI Y4aCTi MiCLeBUX
rPaBLIB Ta iHCTUTYLIN. MiABULLEHHIO 3PMMOCTI MOXYTb
CAPUATK N KYNIbTYPHO-ICTOPUYHI 3aX0aM, MPUCYTHICTb B
IHTEepHETI Ta OpuriHanbHI Micuesi HapaTnemK. Ocobnuey
yBary B YKpaiHi MOXHa 6yno 61 NpuainnuT Kpnusosum
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perioHam Ha CxXoAi KpaiHK, a TaKoXX 3aXiJHWM perioHam
3 IXHbOK EBPOMENCHKOMD TPAAMLIEID Ta EBPONENCHKMMM
KopeHsaMM. OXOPOHa M MIATPUMAHHS B HANIEXXHOMY

CTaHi TPAAMLIMHMX | CYHaCHUX KYNbTYPHUX LIIHHOCTEN,
IHAHCOBE CNPUSHHA KYNbTYPHIN OCBITI Ta KYJIbTYPHO-
MPOCBITHULbKIA POBOTI ANs CYCMiNBHOrO MUPY MOXYTb
OYTU BAXKIIMBUMM HANPAMKAMK PErioHaNbHOT0 PO3BUTKY.

L Markusen, Ann/Gadwa, Anne (2010): Creative
Placemaking. Download: http://arts.gov/sites/default/files/
CreativePlacemaking-Paper.pdf

L Creative City Network of Canada (0.J.): Revitalizing Rural
Communities Through Arts and Culture.
Download: http://www.creativecity.ca/database/files/library/
SE_News_6_ENGLISH.pdf

HAAAHHA NOBHOBAXXEHb / EMPOWERMENT

HaaHHSA NOBHOBAXXEHb MOB'A3aHE 3 aHIMINCbKUM
TepMiHOM «Empowerment> i 3a3BM4ait 03HAYaE NOCUNEHHS
MiCLIEBMX Ta PErioHanbHMX MOXIIMBOCTEN Yepe3

HaJaHHA NOBHOBAXeHb HEBUANMMMUM ab0 HEAKTUBHUM

J0CI rpaBLUSAM i3 METOK NepeTBOPEHHS iX Y AIE3AATHUX
CNiBTBOPLIB Ta CNiBOPraHi3aTopiB NpoLeciB KYNbTYPHOrO

HAPATUBMU

HapaTuBK - Lie He pekNlaMHi CNoraHu, a KOpoTKi ACKPaBi
PO3MOBIAI Ta iCTOPII, B AKUX NepeaaeThCsd CTPMXKHEBA iged
KYNbTYPHOIO NPOEKTY, i SKi CNPUSATH i NOAaNbLOMY
NOLUMPEHHH. AKLO BAAETbCA CTBOPUTM JOCTATHLO LIiKaBUN

NAPTULLMNALIA

MOHATTA M KOHUeNuUis napTuumnauii nepenbayvatoTb
CMNiBYYaCTb, aHTAXKOBAHICTb, 3aNY4€HiCTb, a NOAEKYAN

M Y4aCTb B YXBaNeHHi pileHb. Mpu UboMy B HinbL
BY3bKOMY PO3YMiHHI BOHO MOXe CTOCYBaTMUCA
CNiBTBOPYOCTI B PaMKax KyNbTYPHOI NpOno3unLii
(Hanpwknaj, NPoeKT KyJbTYPHOT OCBITU CMIiNbHO 3
MY3€€EM, KM HAJAE AiTAM MOXNMBICTb CTBOPHOBATH CBOI
BNACHI XYA0XHI abo MUCTeLbKi BUTBOPW), @ B LUMPLIOMY
PO3YMiHHI - NepeabaYae NpPaBo Ha ronoc, KOnM MaeTbcs
Mpo NpoLecy TpaHcaopmalLlii, HanpuKna, B paMKax
rPOMALCbKMX DOPYMIB MijJ Yac NPoLeciB niaHyBaHHA
KYNbTYPHOr0 PO3BUTKY MicTa. (Mop. KOHLEMLIT
KYNbTYPHOIO PO3BUTKY) Mo cyTi CBOIN napTuumMnauis
yOCOBNOE nepexia Bil HAAMIPHOT OPIEHTALIT HA KYNbTYPHi

PO3BUTKY. CTPUXKHEM CYH4aCHOro Miaxoay Ha OCHOBI
MPUHLMNY HaAiNeHHS NOBHOBAXXEHHAMM € AeferyBaHHA
BiZMOBIAANBHOCTI Ta BM3HAYeHHS YITKUX DYHKLIOHANbHNX
cdhep Ana noaen, aKi 4acTto B KyNbTYPHO-NPOCBITHULbKIN
pob0oTi He nepebyBanu B LEHTPI yBaru, abo SKnM BOHa He
6yna agpecosaHa. (nop. MAPTULUMMALLIS)

HapaTWB, TO BiH MOYMHAE NepeaaBaTUCs 3 BYCT B YCTa
i PO3MOBCIOAXKYBATUCA IHLWMMK. HapaTuB MOXXe Aobpe
BMMCATUCA B Y)Ke HadABHY 3asBY Mpo Micito (Mission State-
ment) abo » AonoBHOBATK ii. (Mop.: MISSION STATEMENT)

3aKNaan " NpoeKTW A0 OPiEHTALIi Ha ayAUTOPItO, KOnK A0
yBaru 6epyTbCs i MOXNMBI PeumnieHTH (6e3 BTPYYaHHS
PeAAKTOPChbKMX HOXKMLb Y 3MICT TBOPYOro MpoLecy), abo x
HaBiTb NEPeTBOPHIE MOro y CNiBOPraHi3aTopa/CcniBTBOPLSA.
(Mop. HAZAHHSA MOBHOBAXEHD).

L Matthews, Julian & Smith Maguire, Jennifer (2014): The
Cultural Intermediaries Reader. Thousand Oaks, CA; London
et al.: Sage. See sample: https://uk.sagepub.com/sites/default/
files/upm-binaries/63872_Maguire_CH1.pdf
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MOHATTA «KYJIbTYPA»

KynbTyponoris 3a 0CTaHHI PoKuM 3ibpana COTHI BU3HAYeHb
KYNbTYPU B LLINKOM Pi3HUX HAYKOBWUX | TBOPYMX YK
MUCTELIbKMX KOHTEKCTaX. TOMY BaXNIMBO YACHUTKM CObi, WO
He ICHYE EANHOrO NOHATTS «KYNbTYpa», a CaMe Le CJI0BO

€ NPeAMEeTOM MOCTINHOI HOPOTLOW Pi3HUX iHTEPNPEeTaLil.
MPUHLMNOBO BAXX/IMBO PO3PI3HATU MOHATTA KYNbTYPU

V BY3bKOMY I LUIMPOKOMY 3HA4eHHi. By3bKe NOHATTS
KYJIbTYPM OXOMNJIHE NepefoBCiM »XaHPK TaHLK, TeaTpy, KiHO,
niTepatypu, 06pa30TBOPHOro MUCTELTBA TOLWO. LLIMPOKOMY
MOHATTH KYNIbTYPU NPUTaMaHHa NOCUNIEHa COLianbHO-
KYNbTYPHA OPI€HTALIA, BOHO MO3HA4a€ BCi CTBOPEHI NHOAMHOK

MPOEKTHUN MEHEO)XMEHT

MPOEKTHUN MEHEIXKMEHT - Lie iHiLitoBaHHS, MNaHyBaHHS,
NPOBEAEHHS, YNPABNiHHA, KOHTPOJb, 06'€AHAHHA B MepeXxi,
KOMYHIKaLig Ta YKaAaHHA NPOeKTiB Ha 6a3i CTaHaapTiB
AKOCTI, SIKi MOXXHa MepeBipuTW. F0NOBHE 3HAYEHHA B
KYJIbTYPHOMY MeHe>KMEHTI HaNeXXnTb nepeaoBCim
OpraHisalii NpoeKTiB 3 BiAKPUTO CUCTEMO OPraHi3aLii
KOMYHIKaLii, OCKINbKM, Ha BIAMIHY BiA iHLWMX cdoep
MPOEKTHOr0 MEHEIKMEHTY, TYT Habarato 6inbly pofb

apTeakTy, 06'eKTK, CNOCOOM MOBEAIHKM, PUTYaNN Ta

CUMBONIYHI KOAW. PO3MEXYBAHHSA LMX NOHATH A€ MOXMBICTD
OTPUMATK ACHY KAapTUHY TOrO, B AKil cdhepi NOCNyroByHThLCS
NOHATTAM KynbTypu. OCOBIMBO 3 OrNAAY Ha MOXIMBICTb M0r0

NONITUYHOT Y1 IAE0N0riYHOI Y3ypnauii, 3 UMM TePMIHOM CNif
MOBOAMTUCS 06epedXkHO. XXOAHA KYNbTyPa He € <LiHHILLOH>,
HIXX [HLWA. |EPapXivHi YSBNEHHSA NPO KyNbTypy 34e6inbloro
€ YaCTUHOK MONITUYHUX AebaTiB aXk 40 NOMITUYHMX
3/10BXMBaHb. TOMY aHaNiTU4YHE Ta OCMUCIEHE BUKOPUCTAHHS
MOHATTA KYbTYPU B KOXHOMY MPOEKTI YM NpoLeci NoBUHHE
6yTK 6e33anepeyHnM NpiopUTETOM.

BiAirpae ecTeTUYHMIM BUMIP cchepn AianbHOCTI. Lien acnekT
MOBMHEH MOCTIMHO JOHOCKUTMCA [0 CBiJOMOCTI YYaCHMKIB

i BYTN YaCTMHOK OCMUCIEHHS NPOLLeCy opraHisauii. B
KYJIbTYPHOMY MEHe>KMEHTI BaXKNMBe Tak0X MOPO3YMiHHSA
LL|OJI0 OPraHi3auiH1X CTaHAAPTIB - 30KPEMa JOTPUMAHHS
rpadpikiB poboTH Y DOPMYIHOBAHHA HiITKO BM3HAYEHMUX
eTaniB NPoeKTYy.

PO3BUTOK AYAUTOPII (AUDIENCE DEVELOPMENT)

i PO3BMTKOM ayaMTOPIi PO3YMIit0Tb 3aX0AM KYIbTYPHUX
YCTaHOB Ta OPraHi3aTopiB KYJbTYPHUX NPOrpam, Lo
CNPAMOBAHI Ha 3aMy4YeHHs HOBMX rpyn Yy CKNaai CBOEI
ayanTopii 40 BNACHUX (34eD6iNbloro HoBMX) KYNbTYPHUX
Ta eCcTeTUYHMX NPorpam, abo »X Ha Te, Wobu CNOHYKATK
PI3HI TPYNN Y CKNaAi CBOEI ayAMTOPIi 0 B3aEMHOTO Aianory
4yepe3 HoBI hopMu cniByYacTi. CHOAN HaNeXKUTb | Tak 3BaHa
«<MOBYa3Ha ayanTopis> (Silent Audiences), Hanpuknaa,
CNEeLNIYHI TPYNK MIrpaHTIB, BIXKeHLi, @ TaKoX Ntoam 3
PO3YMOBUMM YK DI3UYHMMM BadamMuM. FONOBHa MeTa -
PIBHOLIHHA dhopMa napTuumnauii pi3HUX rpyn HaceneHHs
B KYNbTYPIi. 3aBAAKM YCMILUHOMY 33CTOCYBAHHIO Pi3HMX
MeTOZLIB PO3BUTKY ayaAMTOPIT, A0CTYN A0 KYJIbTYPU Mat0Tb
OTPUMATK NepeayciM AN 3 HEBENIMKUMM A0X04AMN,
HU3bKMMM OCBITHIMW CTaHAaPTaMK Y 0BMEXEHMMM
MOXXNTMBOCTSAMM. OCOBNMBO BaXkKNMBO HpaTH A0 yBarn Temy
PIBHUX MOXXMBOCTEN LWOAO AOCTYNY, OCKiNbKW A0CI HIXTO

LLle MPAMO i UiNecnpamMoBaHO He 03BYYYyBaB TEMY MpaBa Ha

CNiBYYaCTb Y KYJIbTYPHOMY XWUTTi Pi3HMX BEPCTB CYCMiNbCTBa.

Ba>knmBo, W06 3ax0Au KyNbTYPHOr0 MapKETUHTY Ha OCHOBI
<PO3BUTKY ayAUTOPIi» OCMUCIOBANUCS Y 3B'A3KY i3 TUM,
LLIO MPOMOHYETLCA Y cAhepi KYNbTYPHOro NocepeaHnLTBa
ab0 KyNbTYPHOI OCBITK, abX 3BepTaTUCA A0 NHOAeN Ha
MaKCMManbHO 6araTbOX PIBHAX i3 LiNICHOK NPOMO3MLIEND 3

KOMYHiKaLii Ta cnisy4acTi. (nop. PO3LWMPEHHA AYAUTOPIT Ta

Maptmunnallls)

L Bob Harlow (2014): The Road To Results. Effective
practices for building arts audiences.
Download: http://www.wallacefoundation.org/kRnowledge-
center/audience-development-for-the-arts/strategies-for-
expanding-audiences/Documents/The-Road-to-Results-
Effective-Practices-for-Building-Arts-Audiences.pdf

PO3LUMPEHHSA AYAUTOPII (AUDIENCE BUILDING) / CNIBYYACTb

B aHrMOCAKCOHCbKOMY MPOCTOPI NOHATTA «PO3LUMPEHHS
ayamTopii» ycTaneHe 9K LinicHa koHuenuis (nop. AUDIENCE
DEVELOPMENT), WO NOB'A3VE NiAXOAM HA OCHOBI MPAMOTO
3BEPHEHHS A0 ayAUTOPIi (KYNbTYPHUI MAPKETUHT) 3
niaAxo4amu Ha 6a3i KyNbTYPHOrO NocepeaHNUTBa Ta

3 NapTUUMNATUBHUMYK chopMaTaMu. OAHAK HWUHI BOHO
IHKONM 3HOBY CTaBMTbLCA MiA CYMHIB. Tak Jyr bopBiK v
CBOIi KHM3i NP0 ManbyTHE MUCTELITBA 1 KYNbTYPU B
CLUA (Borwick, Doug (2012): Building communities, not
audiences. The future of the arts in the United States,
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Winston-Salem) 3asBASE, O B MaNbyTHbOMY MOTPIOHO
FOBOPUTM HE CTINbKM NPO KNAaCU4YHE MNOHATTHA «PO3BUTKY
ayauTopii> (Audience Development), cKinbKu nNpo Te, Wo
MUCTELTBO W KyNbTypa MakTb 3HOBY HApPOXKYBATMCA 1
BMPOCTATW B cepeaoBuLLi rpoMas abo perioHis. OTXke, B
NPUHLMAI, Le cTapa 1 A0Ci YKMBa AMCKYCia NPo BiAHOLIEHHS
MI>X OPIEHTALLIERD Ha NOMWUT Y¥ NPOMO3ULLIKD | BOAHOYAC
TBepe3a KOHCTaTauiq Toro, Wo came Npono3uLii ycTaneHmx
(Oep>xaBHMX) 3aKNafiB KyNbTYPW YacTO AOXOAATb NMLLIe

[0 Ay>Ke 0OMeXKeHOro CerMeHTy CyCcninbCTea. Lnm
NOACHIOETLCS 1 T€, YOMY HOBI 1 Mani MPOeKTU Yy cAepi
KYNbTYpW, BifganeHi Bif BeNIMKMX LIEeHTPIB abo 3aKNafis,
4aCcTO A0CArakOTb TAaKOro yCnixXy: Ha 3acagax naprtuumnadii
BOHM MPALIOTh 3 YPaxyBaHHAM MiCLIEBUX IAEHTUYHOCTEN,
BiAHAXOAATb MPABMIbHI HAPATMBM Ta 3ay4arThb
HaCeNleHHs B PONi CNiBTBOPLS.

B LIbOMY KOHTEKCTi BiApa3y > BUHMKAE MUTAHHA, KM
YUHOM CYHACHUM KYNbTYPHUA MAPKETUHT MOXKe TBOPUTH
NPaBWUIIbHI HapaTWBK 1M 06pa3K, LWOO JOCATHYTHU 3PUMOCTI
MUCTELTBA M KynbTypu. (Mop. HAPATUBW) TyT BUPIiLLANbHY
POMb Bifirpae 9K BUKOPUCTAHHA METOAIB, OPIEHTOBAHMX

Ha cneundiky LinboBMX rpyn, TaK i <icTopii», gKi
PO3MOBIAAKTLCA. OTXKE, AKUM HYMHOM (4epe3 APYK,
[HTepHeT, couianbHi Media, peknamy <3 BYCT Y ByCTa»)
MOXXHA AICTaTUCA A0 NOTEHLIMHOI NYBNiKK | 9K 3BePHYTUCH
[10 Hel, Llo6bm 3aBOKOBATK ii yBary, a T0 ¥ BCTAHOBUTH
TpUBaNMit 3B'30K i3 HEHO? - HE MepeBaHTAXKY YK

npv UbOMY MUCTELTBO M KYNIbTYPY BiANOBIAHUMM
<MeCcuMapkKaMm>. 13 UMM 3aBAaHHAM MOXHA BMOPATUCS,
MaKUM HEBENIMKNIM BIOMXKET, @ TOMY TYT BUMAra€ThCs
HeabusKa TBOPYICTb.

POJNI KYNIbTYPHUX MEHED)KEPIB

He iCHYE OAHO3HAYHO BCTAHOBIIEHMX POMIbOBMX NPOMdinis
MeHeKepiB KYNbTYPKW. B 3aNeXXHOCTI Bif XaHpy 4mM
LapUHA M AOBOAMTHLCA WOPA3Y MATK CMPaBY 3 iHLLOH
NMOCTAaHOBKOK 3aBAaHb. 3arafioM MOXXHa roBOPUTK NPO
VYHKLUIT «06CNYroBYBaHHA» Ta «0praHisauii». B poni
«06CNYroBYBaHHA> KYNbTYPHUI MEHEAXKED HiE FK

0C003, WO 3abe3nevyye MOXKNMBICTb 3AiIMCHEHHS YOroCh,
nepebyBaro4n Npu LIbOMY <«B TiHi»>. BiH 6epe Ha cebe
TypbOoTY NPO NPOEKTHUIN MEHEIXKMEHT, OPraHi30BYE
@iHAHCKW, AKTUBHO CAPUSE AIEBIM KOMYHIKALIT MidXK
CTOPOHAMM-YHACHULUAMUW. B «0praHi3aTopcbKi> poni BiH
6epe y4acTb Y NPOLECaxX BiHAXOAXKEHHS iIe, YXBaNeHHs
CTPATEeriYHMX pilleHb Ta eCTeTUYHUX ANCKYCiAX. KpiM Toro,
6arato KynbTYPHUX MEHeKepiB Hapa3i BUKOHYHTh Lie

M pofb «MOJEPATOPa» YM <«MeAiaTopa», L0 OPraHi3oBYE
pob0YMI MPOLLEC B YMOBAX Pi3HUX TPYN iHTEPECiB abo

KyNbTYPHUIA MAapPKETUHT, 3a4YyMaHU 9K KOMMOHEHT
PO3BUTKY M PO3LWMPEHHSA aYAMTOPIT, UM, OJHAK, He
0OMEXXYETHCA. BiH € YaCTMHOW Na3ny LinicHOT cTpaTerii,
OPIEHTOBAHOI HE Ha MPUMHOXEHHSA NY6IiKK, 3 Ha
KYNbTYPY 9K 3arafibHii heHOMEH MACbKOro A0CBIAY.
MiaBULLEHI BUMOrK [0 Nepefadi iHdbopmMaLii Ta AKOCTI
CepBiCY AOMOBHKKTLCA NAPTULNNATUBHUMM €NEMEHTAMMN
KYNbTYPHO-MPOCBITHULLKOI pOBOTU Ta ii JOHECEHHS

[10 CBIAOMOCTI ajpecaTa (BiABiAYBay fK NOPafHUK,
LUMPLLT MOXNMBOCTI ANs CNiBTBOPYOCTI i T.4.). Tak Camo
fleflani vacTile NyHae NUTaHHA Npo Te, 1M He Chif
3MIHUTKM 1 CaMi CTPYKTYPY Y1 dDOPMATK NOCTAHOBKK/
nepenadvi, 106 3abe3nevnTi MOXAMBICTb Y4aCTi Ny6Iiku
Ta i1 CNiBTBOPYOCTI. HanKpallmnm BiaobparKeHHAM

L€l NpOBNEeMATUKM € TaKi KNHOYOBI CNOBA, 9K
MIDKOUCUMNNTHAPHUI/MIDKIany3eBui Niaxia, napTuumnasis,
BIAKPUTICTb KYNbTYPHMX NMPONO3ULLIA 3aBAAKA HOBUM
Micugm i chopMaTaM Ta NOAONAHHA NOAINY Ha TaK 3BaHy
BMCOKY M PO3BaXKanbHY KyNbTypw.

PO3LWINPEHHA ayANTODPIT B PO3YMIHHI MapTMUMNaTUBHOMO
NiAXOA4Y BiIKPUBAE LLUMPOKI FOPM30HTK | HaJae barato
ManaaH4ynkiB ansg anmckypcy. (Mop. NapTtuumnallld) BoHo
[IA€ LWAHC Ha 3BiNbHEHHS KYNbTYPHOrO MapKeTUHIY Bif
MOro CyTO rocnoaapcbKo-NiAnPUEMHMLUBKOI NOTIKK 1 Pa3oM
i3 eneMeHTamu NocepeiHNLbKOI AiFNbHOCTI HaAaE MoMY
eOEeKTUBHOCTI Ha OCHOBI IHTErPaTMBHOrO NiAX0AY. BTiM,
Le nepeabadac 0OCMUCNEHE I Y3rOAXKEHE BUKOPUCTAHHS
BIAMOBIAHMX IHCTPYMEHTIB.

CMOHYKAE X A0 KOHCTPYKTUBHMX NEPeMOBMH 33 OAHUM
CTONOM. B 6ifblU LUIMPOKOMY PO3YMIHHI MOXHA rOBOPUTH
npo «Cnewianicrta 3 AiANbHOCTI B 30Hax Nepexoay>,

TOOTO PO3YMIHHSA PONi KYNIbTYPHOIO MeHeaXXepa, ke
BIZLUTOBXYETbCA BiA MOr0 AiANbHOCTI Ha NIHIAX NEepeTuHy
IHTEpeCiB Pi3HMX rpaBLiB Ta NApPTHEPIB Y CycninbCTBI. (Mop.
Takoxk KYNbTYPHWUA MEHEAXXMEHT/MEHEIDKEP 30H
MEPEXOAY).

L Fonl, Patrick S.; Wolfram, Gernot (2014): "Masters of Inter
spaces". Remarks on a form of cultural management in the
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space of politico-cultural measures at both a national and an

international level that is in keeping with the times, inter

nal paper Goethe-Institute (Vorlage: Fohl, Patrick S./Wolfram,

Gernot (2014): Meister der Zwischenrdume, in: swissfuture.
Magazin fur Zukunftsmonitoring, 03/14: 26-32)
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COLLIATNIbHI MEAIA (SOCIAL MEDIA) / LM®POBI CTPATETII

LindbpoBi KomneTeHLii B KyNIbTYPHOMY MEHEIXKMEHTI He
0OMEXYHITHCA NNLIE MAPKETUHIOM YW KOMYHIKALLIEH abo
nocepeaHnLUTBOM Yy cdbepi LMPOoBMX Yu COLiaNbHUX Meaia.
PeanbHi YMOBWM HaLIOHANbHWX ab0 MiXXHAPOAHUX MPOEKTIB
fleaani binblle 3anexatb BiJ MUTaHb CTanoi L1dpoBoi
OpraHi3alii, 06'eIHaHHSA B IHTEPAKTMBHI MEPEXXi rPaBLLiB Ta
MUTaHb aHAMTUYHOI OLiHKK. OCOBAMBMIA NOMKUT Ha LMAPOBI

CTANICTb

Mpo CTanicTb roBOPATL HWHI BCi. Ane WO CTOITb 3a LMM? HarKpalle
Lie MOHATTA MOXHA ONMCATK TaK 3BaHUM <TPUKYTHWUKOM CTanocTi»
ab0 X «MOJENN0 3 TPbOX KONOH>. LLI06 0TpUMaTV MOXKNMBICTb
CTanoro PO3BMUTKY, MPU SKOMY BMINIO BUKOPUCTOBYHOTHCA 11
3aXMLLAKTHCA BCi TPM BAXKNMBI 10r0 cdepu, HeobxiaHe uinicHe 1
MapUTETHE BPaXyBaHHSA TaKMX TPbOX BUMIPIB CTANOCTI, K «EKOMOris>,
«EKOHOMIiKa» 1 «COoLianbHa ccpepa». 3BiCHO X, CNOYaTKY MAETbCA
Npo MOAeNb NiAX0AY B ieani, OCKiNbKX Ha NPaKTWLLI BCI TPK BUMIpHK
30e6iMbLLIOr0 NOB'A3aT! MiX COB0H BaYKKO, Mano TOro, BOHW 4acTo
KOHMNIKTYHOTb MiXk coboto. OmKe, Ler nigxia cnia po3ymith ax
LiNICHY KOHUEMLI, CNPAMOBAHY Ha AOCATHEHHS CTanocTi V BCiX
TPbOX Chepax, AKa Nomnpu Le A3E MOXKIIMBICTb MPIOPUTETHOMO
30CepeKEHHS Ha OAHIV i3 TPbOX KONOH. CTanuit po3BMTOK B
PO3YMIHHI «MeTa-Bi3ii» Ma€ 34aTHICTb CNYryBaTH CBOEPIAHNM
«CyBTEKCTOM> Y BCiX PiLUEHHSX, fKi | B LLiNOMY, i B JeTansx, TArHYTb
3@ 060K 3MiHW CYCNiNLHOI Barv. M1oro cnig BpeLuTi po3yMitv ax
iHTerpauifHy 3aranbHy KOHLEMNL, 9Ka NOEAHYE B CODI HASIBHI

Ta HOBI (DOPMATK 3MiH | PetHOPMYBaHHS, (DYHAAMEHTANbHA
CNPSAMOBAHICTb AKMX Hanepe BU3HAYaeThCH NMPUHLMAAMM CTanoCTi.

HapelwuTi, Bi3it0 CTANoro po3BUTKY CMiA PO3YMITK K 3aKNNK
TBOPYO i 3 MO3UTMBHUM HANALLTYBAHHAM AMBUTUCS B MANOYTHE,

KOMMNeTeHL|i ICHYE Y cdbepi KpayadaHaMHTY, 60 TaM i1eTbCs He
AvLe Npo LUMPOBY NPe3eHTaLliko MPOEeKTY, a 1 NP0 CTBOPEHHS
BiINOBIAHMX HAPATVBIB (MOP.HAPATVBMW), iHTEPAKTMUBHMI 3B'A30K
i3 MOTEHUIMHUMM peLmnieHTaMM Ta NPOMNO3uLIi0 CTUMYNIB

ANA HaJAHHA NIATPUMKM. TYT TaKOX MOXHA DEKOMEHIYBATU
nobyaoBY MepeX i3 MicLEBUM |T-CepeaoBULLEM.

11106 HacnpaBAi B3ATWCA 33 BUPILLEHHS HUHILWHIX Npobnem Ta
3a6e3ne4nT MOXKNMBICTb BiflbHOTO 1 MaKCMManbHO N036aBNEHOro
06TKEHb XUTTA ANg ManbyTHIX NMOKOMiHb. [ins Toro, o6
3aIMaTNCA HOBUMM MIAX0AAMM, KDUTUHHO NEPEBIPATK Te, L0
BBAYAETHCHA BMNPOOYBAHMM 43COM, a B Pa3i HeobXiAHOCTI
3anMLLIATK MOT0 B MMHYNIOMY , BBa4aTV B KOMMNEKCHOMY XapakTepi
TPUKYTHMKA CTanoCTi NO3UTUBHUIM BUKITUK | PO3p0BAATM KOHLeNL,i,
3[aTHI MPUHECTH LLOCh BinbLUe, aHIXK KOPOTKOCTPOKOBE BUPILLEHHS

JIns UbOro noTpibHa Heabuska MY>KHICTb.

MWCTeLTBO 1 KyNbTYpPa, 3 0AHOr0 HOKY, MOXKYTb NOCMPUATY
33CBOEHHIO 1 YCBIAOMAEHHIO LLIHHOCTEM CTANnoCTi 3aBAAKM

CBOIM OYHKLIT «monepeyHoi KonoHW> Ta iXHbOMY KPUTUYHOMY
03BYYeHH0. Ane BOHM CaMi MOXYTb 3BEPTATUCA A0 KYNbTYPHUX
3aKNadiB i3 3aKNMKOM NPaLKBATK Ha 3acafaXx CTanocTi M MUCIUTH
B [IOBrOCTPOKOBI NEPCNeKTMBI.

L Creative City Network of Canada (2007): Exploring the
Cultural Dimensions of Sustainability.
Download: http://www.creativecity.ca/database/files/library/
Creative_City_News_E.pdf

CTATUCTUKA Y COEPI KYJIbTYPU / ONUTYBAHHSA Y COEPI KYNIbTYPU / BUBYEHHS AYAUTOPII

30INCHEHHS CTAaTUCTUYHKX AOCNIAXKEHb, ONWUTYBaHb B ranys3i
KYNbTYPY Ta BUBYEHHSA ayAUTOPIT € TEHAEHLIEH, WO NMOCUHOETHCS,
OCKifIbKM NOTPIOHO BiNbLUe eMiPUYHMX 3HaHb, L6 Kpalle
OLIHWMTW BIaCHY PoBOTY Ta ii eeKTUBHICTb B YMOBaX
cepefoBuLLa, ke HabyBae Jeaani 6iNbLll KOMMIEKCHOTO XapakTepy,
3 TAKOXX BUSABUTM HEOOXIAHICTb 3MiH | MPUXOBAHWIA NOTEHLIanN.

B pamKax BMBYEHHS ayaMTOPIi 333BMYal JOCNIAKYHOTHCA
MWUTaHHA, NMOB'A3aHI 3 MO3ULIEKD, MOTUBAMM, BMMBOM Ta
NMOBEAIHKOK ayAMTOPII, @ TAKOXX NMUTAHHA COLianbHO-
JeMorpadivHoro i CoLianbHO-eKOHOMIYHOMO XapakTepy. Kpim
TOro, B Nofie iHTepecy Aeaani YacTille NoTPannatoTh | Tak 3BaHi
<HeBiABiAYyBaYi>, WO J03BONSE BUSABUTM MMOBIPHI HasdBHI 6ap'epn
B JONYYEHHI 10 MUCTELTBA M KYNbTYPK, @ TaKOXX MOXAMBOCTI
BMKOPUCTAHHSA iHLWIMX (DOPMATIB OpraHizadii 403Binng.

Benuke 3Ha4eHHs AN KyNbTYPHUX MEHEIDKePiB MakTb 3HAHHS
Npo METOAN eMMNIPUYHMX COLianbHMX A0CNIAXEHb, 30KpemMa
BMBYEHHSA ayAMTOPIi. BOHW NOTPIOHI AN NPOBeAEHHS NOLIOHNX
JOCNIIKeHb Ta ONUTYBaHb. CrewianbHi 3HaHHA HeobXiaHI Ang
CAMOCTINHOT OLLIHKM PEe3YNbTaTiB Y>Ke HAfBHUX CTaTUCTUYHMUX
JIaHWX Ta CTYAIN | IXHbOro BiANOBIAANbLHOIO 3any4YeHHs A0
NOLLYKY BNaCHUX pitwers. (Mop. CTPATEMYHUIA (KYNbTYPHWUI)
MEHEIXXMEHT)

L, Eurostat. European Commission (2011): Cultural
statistics. Download: http://ec.europa.eu/eurostat/
documents/3930297/5967138/KS-32-10-374-EN.
PDF/07591da7-d016-4065-9676-27386f900857?version=1.0

KynbTypHO-0CBITHA akazemid 2016: 3a0X04eHHA Ta NigTpUMKa
[nocapin - MoHATTA CTanoro KynbTYPHOrO PO3BUTKY
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CTBOPEHHSA KYJIbTYPHUX MAI (CULTURAL MAPPING)

Mifl CTBOPEHHAM KYNIbTYPHUX Man MOXXHA PO3YMITK

Pi3HI METOAMYHI MiAXoau, aKi No-pi3HOMY 3abe3neYvyrTb
MOXXMBICTb OTPUMAHHS MPO30P0i 3aralibHOI KAPTUHM NPO
KYNbTYPHMX FPaBLIB, CTPYKTYPW, MEPEXi, Ta MOXIIMBOCTI
(noTeHLian) MicTa, perioHy abo BCIEl KpaiHK. 4acTo B TakMX
npoLecax CTBOPEHHS Mamn BUKOPUCTOBYHOTHCS NPUIAOMM
Bi3yani3auii, KapTorpayBaHHA Ta OrNAA0BMX NPe3eHTaLlin,
IO AAKOTb MOXNMBICTb NOMIAHYTM HAa KOMMNEKCHI CTPYKTYPU
«3 MepCrnekTMBMN NTALLMHOMO NOMbOTY>. J10 HUX MOXYTb
J[0Ny4aTmCa 1 aHani3 mepexx abo noTeHuiany. MNpu CTBOPEHHI
KYNbTYPHMX Man BaXXNMBO 3a34alerifb BU3HaYMTMCA 3

LiNnbOBUMK HacTaHoBamMu. Lo came noTpibHO oxonnTn?
YX0[Ha KapTa 1 »K0JHe CTBOPEHHS Man He 3[aTHi OXONUTK BCi
MaKTOPK, WO BMNAMBAKITh HA XUTTHA PerioHy. TOMY BaXKn1Meo
3aKN1acTV B OCHOBY YiTKI NapaMeTpu AOCNiAXeHHs, TO6TO Te,
33 AKUMW KPUTEPISMI 3[INCHIOBATUMETLCA PO3P0OKa KapTu
MICTa, PerioHy Yu KpaiHw.

L 2010 Legacies now / Creative City Network Canada (0.J.):
Cultural Mapping Toolkit. Download: http://www.creativecity.
ca/database/files/library/cultural_mapping_toolkit.pdf

CTPATEFYHUN (KYNIbTYPHUIN) MEHEOXKMEHT

CTpaTeriyHmi (KynbTYPHUIM) MEHEIKMEHT Y KYNbTYPHIN cdepi
FDYHTYETHCA NepefoBCiM Ha YHUKHEHHI (DopMani3oBaHMX
NiAX0MIB Ha KOPUCTb MPOLECY MOLYKY TBOPYMX PilleHb
iHHOBALiIMHOrO XapakTepy. KNacMyHi MOAEeni opraHisaLii 4acto
333HaK0Tb HEBAAYI CaMe B YMOBAX KPeaTUBHMX | MUCTELbKMX
BMKINMKIB. BOAHOYAC CaMe B TaKMX KpeaTMBHMX MpoLecax

CTAE O4EBUOHMM BENMKE 3HAYEHHA TaKMUX YMHHUKIB, AK
[aneKkornaaHiCTb, MNaHyBaHHA, CTPYKTYPA, (DOPMYITHOBAHHSA
uinen (nop. L), KoopanHauis i ouiHKa, 9Ki, O4HAK,
noTpebytoTb CNewianbHOro BUTIYMaYeHHsa Angd rpasuiB y
cdhepi KynbTypu. CTpaTeriyHmim (KynbTYPHUN) MEHEIXKMEHT
notpebye Hacamnepea KpeaTuBHMX DOPM aHaniTMYHOro

TOYKW NEPETUHY / 30HU NEPEXO4Y

KyNbTYPHUIN MEHEIXKMEHT OCb Y>Ke KiflbKa POKiB aKTUBHO
30INCHIOETLCA HE NULLE B TaKMX XKaHPax, fK Teatp, KiHo,
niTepaTtypa, TaHeub, My3MKa 41 06pa30TBOPYE MUCTELITBO.
barato rpaHTOAaBLUIB Ha HALLIOHANbHOMY Ta MiXXHapOAHOMY
PiBHi (B T.4. €EBponencbkii Coto3) Aenani binblue HaJaroTb
iHAHCOBE CMPUSHHA NPOEKTaM, PO3TaLIOBAHUM Y TaK
3BaHMX 30HaxX Nepexoay, To6TO B TOYKAX MePeTUHY MidK
MUCTELTBOM i HAYKOO, KYNIbTYPOD | TYPU3MOM, KYJIbTYPOH
1 eKONOrier, MUCTeLTBOM i COLianbHOK CCDePOHD TOLLLO.

Lle @)k HiFK He Cnif po3yMiTh K MOCTMOAEPHICTChKY

TPAHC®OPMALIA

TpaHchopMaLia - Le Onuc CTanoro niaxoay, NoB'A3aHoro
i3 DYHAAMEHTANbHUMK MePeTBOPEHHSAMM Ta HOBMM
OCMUCNEHHAM HAsBHMX KOHLENUIN, 3aKNaaiB KynbTypw,
CTpaTerin KynbTYPHOI MOMNITUKM 3 METOK AOCATHEHHS

MUCIEHHS. T1pKX LbOMY B HEAbUAKI HAroAi, B T.4. 1 Ans
chepn KynbTypu, MOXKYTb CTATK TaKi iIHCTPYMEHTU, 9K aHani3
HaBKOMMLIHbLOrO cepeoBuLLLa (30BHILLHIM aHani3) 41 aHani3
NiANPMEMCTBA/KOMAHAM NPOeKTY (BHYTPILLHINM aHani3), 60
BOHM MOXXYTb BUABUTK CNabKi 1 CUNbHI MiCLS BCEPEAUHI
CaMOoro NpoekKTy Ta 33 Moro MeXkxamu. 1o Toro X, aHanis
CUNbHUX | CNABKMX CTOPIH MOXXe CNPUATKY BiJIHAXOLXKEHHO
nepenoH y nepebiry Ta po3ropTaHHi NPoeKTy. 3BiCHO X, i TYT
noTpibHa NeBHa 06EPEXXHICTb B OLLIHKAX, a[yKe B KYNbTYPHIl
cdhepi iICHYE cneundika AisnbHOCTI, AKa He 3aBXAM CNiBMipHa
3 KaTeropisiMi eKOHOMIKM | MeHepXKMeHTY MiANPUEMCTBA.

JOBINBHICTb, 9K CTBEPAXKYE YMMANIO KPUTKKIB, a AK
TeHZEeHLI PO3BUTKY, AKa 3YMOBIEHa 3DOCTaHHAM

MepeXx BcepeaunHi rnobanbHMX CyCcrninbCTs, BHACNIA0K

4Oro HabyBaKTb HOBOI PONi ¥ KyNbTypa Ta MUCTELTBO.

AN KyNbTYPHOrO MEHEeIXKMEHTY Lie 03HA4Ya€E NMOCUIIEHHS
iHTepecy [0 NOriku Ta A0CBIAY OpraHisauii B iHWMX cdhepax
i rany3sax AisnbHOCTI. 3BiACK BUMNMBAIOThL HOBI LLIGHCK

ONg Ai9NbHOCTI B rany3i KYJbTYPHOT NOMNITUKM, OCKINbKM
BOHA HabyBaE B LIbOMY KOHTEKCTI OiflbLIOro CyCnifbHO-
MOMNTUYHOMO 3HAYEHHS.

aKTYanbHOCTI 1 eCDEKTUBHOIO pearyBaHHA Ha 3MiHN B
CYCNinbCTBI. Lie CTOCYEThCA nepeayCiM NepeTBOPeHb, AKMX
333Hak0Tb 3aKNaAM M YCTAHOBM KYNIbTYPW B KOHTEKCTI MiCUs Ta
rPOMAZCbKOI cdbepu, WO X OTOYYHOTb.
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®IHAHCYBAHHA KYJIbTYPU

DiHAHCYBaHHSA MUCTELTBA 1 KYNbTYPU - Lie LUMPOKe none Ans
LiANbHOCTI, WO 34INCHIOETLCA BiJ KPAiHW 40 KPaiHu Ay»Ke
no-pisHoMy. Toai aK y CLUA cTaBka pobuTbcsd Hacamnepes

Ha aKTMBHICTb MPMBATHOrO CEKTOPA Ta BMACHI A0X04M, Y
HiMeY4YMHI KyNIbTYPHA IHDPACTPYKTYPa MaE JOBONI LWMPOKY
JiepyKaBHY iHaHCOBY NIATPUMKY. MpoTe B 6araTbox

KpaiHax iCHYHOTb ribpuaHi dopmu (Hanp. y ErmnTi), abo

K 3arafibHOK) aKTMBHICTHO TYT 3aBOAYYHOTb B OCHOBHOMY
3YCUANAM OKPEMUX NMPUBATHUX AiMOBUX OCi6. TOMY BiANOBIAHI
MOPIBHAHHSA Y1 <B3ipLEBI PELENTU> MOLWYKY M 3aNy4eHHS
MOHETAPHMX PecypCiB MOXXYTb MPaKTUKYBATUCA NiMLLE B
obMeXkeHoMYy 06c43i. OCobMMBO Lie 3aCTepeXeHHsa CTOCYETbCA
KpaiH Ta PerioHi., SKi nepebyBakdTb Y CUTYaLii NONITUYHOI,
FYMaHiTapHOI ab0 eKOHOMIYHOI KPU3K. Ta BCE XK | TaM 4acTo
3HaxX0AATb HOBI (DOPMU, HanNpuknag, 06'eAHaHHA Ha 3acadax
CONiAapHOCTI YM DiHAHCOBE CNPUAHHS 3 BOKY 3apyDIXKHMX
(hOHAIB/TPaBL,IB, WO Aar0Th MOXXMBICTL PO3BMBATUCSH
MWUCTEUTBY W KYNbTYPI.

BTiM, y BaraTbox KpaiHax MOXXHa CNOCTepiratu

TeHAeHLIl, Wo AatoTb NPUBIA ANA NEBHOMO NOPIBHAHHS.
HaMNPUKMETHILLOK 3MIHOK - B T.H. 'Y HIMEYYNHI - €
3POCTaHHA «MANHHOCTI>, TOOTO 3MiLLYBaHHSA [EePXKaBHOTO,
PUHKOBOIO 1 HenpubyTKoBOro (HYO) cekTopiB. KyNbTypHi
Aig4] CTaTb NHOAbMM, WO NOCTINHO PYXarTbCA NOMIXK
LMK CBITaMK, @ DiHAHCOBE CMPUAHHA PO3BUTKY KYNbTYPK
YKMBUTBCA 3a3BMYait i3 6araTbox mkepen. OCHOBHe Kto4oBe
CJI0BO 3BYYMTb TaK: «HaratoBMmMipHe OiHaHCYBaHHSA
KYNbTypu>. HaBiTb BENWKI AEPXKABHI KYNbTYPHI YCTAHOBM,
30KpeMa y BUNaaKy diHaHCYyBaHHA NPoeKTiB, Aeaani binblie
3aNnexaTb Bif A0AATKOBMX NPUBATHUX KOLITIB i3 (OOHAIB,
Bl CNOHCOPIB ab0 X «aKLUil i3 3aranbHoOro 360py KoLWTiB»
(Crowds) i HamMaratTbCs 30iNbWNTKA IXHE HAAXOAXKEHHS
LUNIAXOM OCBOEHHSA HOBMX AxKepen. MpMBaTHI iHiLiaT1BK
BXKe [aBHO NOTPebYHOTb CBOEPIAHOIO MIKCTY KYNIbTYPHUX

Ll

[ONOBHO NepeiyMOBOR YCMILHOIO KYNbTYPHOIO
MeHeKMEHTY € (DOPMYIHOBAHHSA Linen aK BCepeanHi
IHCTUTYLUIN, TaK i B paMKax OKpemmux npoekTiB. Llini MoXyTb
OYTM KOHKPETHUMM 33 CBOIM XapakTepoM (Horo came s xo4y
JOCATHYTUM 3aBOSAKM NPOEKTY? AKOro eeKTy 9 O4iKyH Bij
NpoeKTy? 9Ky dopMy MOro CIPUNHATTA MU COBI YABASEMO i
T.A.?; AMB. TaKOXX NpaBmno SMART) abo » 30cepeayxyBaTmcs
Ha TaK 3BaHMX MeTa-TeMax, gKi HalineHi Ha A0CATHEeHHS

JI0rOBOPIB, KM BKNHOYAE B cebe, OKPIM MaTepianbHKUX, Lie
N HeEMaTepianbHi Ta KaApoBi (NHOACHKI) pecypcn. TyT nepea
yCiMa rpaBUAMM MOCTAOTh Ti X MUTAHHA: K NePeKoHaTK
NOTEHLIMHOrO CNOHCOPA/A0HOPA, AKI apryMeHTH i Nigxoam
BeAYTb A0 METU | AKi PopMK DiHAHCYBAHHS € 0COBMBO
nepcnekTUBHUMMK?

Came Ans Manux NpoeKTiB Ta YCTAaHOB LiJIKOM HOBI
MOXMBOCTI BIAKPMBAE IHTEPHET Ta CoLianbHi Meaia, LWo
[at0Tb MOXKNMBICTE NPOBYANTH IHTEpPeC [0 CBOIX iaen 3
HEBENUKNMM BUTPATaMK. TyT KNHOYOBOrO 3Ha4eHHS HabyBae
MNOHATTA <KPaYAMAHANHI>, fKe, 3BICHO XK, TICHO MOB'A3aHe

3 NIAX0AAMM 1 BUMOTaMu pPO3LLUMPEHHSA ayanUTOopPIi. Ta BCe XK
TeMa (DiHAHCOBOro CNPUSHHS PO3BUTKY KYNbTYPK 3aBXAu

i CKPi3b MOPOAXKYE MNOCTAHOBKY KPUTUYHUX MUTaHb. J10 HUX
HaNeXXMTb NUTAHHA NPO HE3aNeXHICTb MUCTELTBA | KYNbTypK
33 YMOBW CNOHCOPCTBA NPOEKTIB NiANPUEMCTBAMM, (DOHAAMM
31 CneumMdivYHUM UiNbOBMM MPU3HAYEHHSAM abo NiIATPUMKN
NpMBaTHUMK MeLleHaTaMu, abo 9K 4aTi cobi paay 3 UMM
NOCTIMHUM «XOAIHHAM MO Ne3y HOoXa». Te X, 3BM4alHO,
CTOCYETHCA | MOXKNIMBOIO BMNAWBY AEPXKABHUX OPraHiB Ha
npoLec BUpOBHNUTBA KYJIbTYPHOTO NPOAYKTY. BUHMKAIOTh
MUTAHHA CTaNoCTIi, KONW AOBOAUTLCHA NepebuBaTnCA Bid OAHIET
[10 IHWWOI TPaHTOBOT MPOrpamMm, a TakoxX i Micns Uboro, AK i
MUTaHHA NPO Te, YM TpMBane B Yaci hiHAHCOBE CNPUAHHS
CNpaBnse NO3UTUBHKUI ab0 XX ranbMiBHUM BMNAMB HA MUCTELIbKI
iHHOBALLiT. |, HApPeLTi, NOCTAE MUTAHHA NP0 BMXMBAHHSA
BNIACHMMMK CMNaMm Ta MO6INi3aLito BNaCcHOro pecypey, SKun
HePIAKO MOXHa BIAHAMTKM, Ana 3abe3neYeHHs MOXKIMBOCTI
PO3BUTKY KYNbTYPU 1 MUCTELTBA.

L Furopean Parliament (2006): Financing the Arts and Culture
in the European Union.
Download: http://www.culturalpolicies.net/web/files/134/en/
Financing_the_Arts_and_Culture_in_the_EU.pdf

CTanoro eekTy (AKMM YMHOM CBOIM MPOEKTOM MW MOXKEMO
NOKPALLUMTL CIPUAHATTS BiIEOMMUCTELTBA? AK LieM NPOeKT
MOXE MOCMPUATM MNOCUNEHHIO NapTuMUmMnaLii Ta ChiBy4acTi
rPOMaAaH? i T.4.). Mpn NNaHyBaHHI y caAbepi KynbTYPHOro
MEHEeIXMEHTY NOTPIOHO 3aBXAM BPaxoByBaTW 06MABA PIiBHI.
Llini € TaKOXX BaXXNUBMM [HCTPYMEHTOM MPOLeCcy KOMYHiKaLii
y cdbepi CTpaTerivyHoro niaHyBaHHSA PO3BUTKY KYNbTYPK Ta
OCHOBOK N5 PO3P0O6KM KPUTEPIIB, AKI MOXHA OLLIHUTY.

KynbTypHO-0CBITHA akazemid 2016: 3a0X04eHHA Ta NigTpUMKa
[nocapin - MoHATTA CTanoro KynbTYPHOrO PO3BUTKY

SWOT-AHANI3

Lis MoZesnb aHanisy, fka CTaBMTb MUTAHHA NPO
CNiBBIAHOLWEHHSA MiXK CUNbHUMM (strengths), cnabkmmm
(weaknesses) CTOPOHAMK 9K BHYTPILLIHIMW YUHHUKAMN,

Ha SKi MOXXHa BNMBATK, 1 LiaHCamu (opportunities) Ta
pu3nKamm (threats) 9K YUHHWUKAMM 30BHILLHBOIO OTOYEHHS,
AKi HEMOXXIMBO 3MIHWUTU, 3aBAAKM HiTKMM KPOKaM 3 aHani3y
BiIKPDMBAE HEabUAKI MOXKNMBOCTI Nepej NpoeKTamn/
YCTAaHOBaMM ANA 30CePePKeHHs Ha HasBHMX NpobiemMax npu
YXBaNeHHi CTpaTeriYHux pilleHb. B 0CO6MMBO KOMMAEKCHOMY
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IHCTUTYLIMHOMY KOHTEeKCTi SWOT-aHani3 Moxke cnpuaTn
BUABMEHHIO HasdBHUX npobnem. TyT CNig HaronocuTw, Lo
SWOT-aHani3 He OnN1Ccye 3axoau, a ONUCYE CTaH. Nnlle Ha
OCHOBI FPYHTOBHOrO aHani3y npobnemM MoXHa 3pobuTtin
BMCHOBKM LLOAO HEOOXIAHUX 3aX0MiB.

L Team FME (2013): SWOT Analysis. Strategy Skills.
Download: http://www.free-management-ebooks.com/dldebk-
pdf/fme-swot-analysis.pdf
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EDUCATION
ACADEMY 2016:

Since its inception in the autumn of 2014, the Culture and Education
Academy of the Goethe-Institut in Ukraine has become an important
platform for exchange between Ukrainian cultural agents and their
colleagues in Germany. The last couple years have seen the estab-
lishment of many new ties, active and constructive discussions of
concepts, and the development of numerous project ideas through
reciprocal exchange. In 2016 some of these ideas materialized as
independent projects, which were realized with micro-grants from the
German Federal Foreign Office through the program "Building Coop-
eration with Civil Society in Eastern Partnership Countries." We have
gathered these projects for your perusal in this publication.

No matter how varied the projects - exhibitions, writers’ residen-
cies, events for cultural managers, radio podcasts - they all have
one thing in common. They are aimed at enriching Ukraine’s cultural
landscape, above all, in the regions, beyond the bounds of cultural
metropolises. They all have the goal of actively engaging society in
this activity.

All the selected project teams were consulted by Ukrainian and Ger-
man culture experts and had the opportunity to share their thoughts
on project content and challenges with them on a regular basis. For
this I would like to thank Olesya Ostrovska-Lyuta, Kateryna Stet-
sevych, Kateryna Botanova, Dr. Patrick S. Fohl and Prof. Dr. Gernot
Wolfram. They are also the authors of the introductory texts, where
they share their thoughts on current trends and directions of devel-
opment in Ukraine’s cultural sphere.

We, representatives of the Goethe-Institut, are glad that so many of
our Ukrainian partners took part in this project with their creative
and bright ideas. We hope that this publication will give you a com-
prehensive idea of the diverse cultural life in Ukraine and will encour-
age you to realize many more project ideas!
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Prof. Dr. Gernot Wolfram (GW): Despite considerable previous
experience in the sphere of culture education work, we quickly

found out that the characteristic symptom of the new generation

of Ukrainian cultural activists was the need for a contemporary
understanding of the phenomenon of culture and new ideas. And

50 we sometimes wished that while developing new ideas, special
attention would be paid to certain cultural trends, like the rich Jewish
traditions of Ukraine.

WHAT IN YOUR VIEW WERE THE MOST IMPOR-
TANT THEMES YOU ENDED UP WORKING WITH
IN THE CULTURE AND EDUCATION ACADEMY?
PSF: First, as a matter of principle, we had to come to a common
understanding of cultural development, cultural management and
cultural policy, so that we could begin working together in teams
on common projects. These thoughts and reflections resulted in a
glossary, which was published in the above-mentioned Road Map
and again in this publication. At the same time, the task was to
proceed toward addressing the challenges we had listed. It quickly
became clear that what is needed here, above all, are appropriate
approaches to thinking through and developing projects in the
areas of cooperation, participation, collaboration, visibility and the
use of digital technologies. It was especially interesting to see the
extraordinary openness with which the participants of this process
treated these themes. Thus, the project "Plan Z" demonstrated how
an entire Ukrainian town enthusiastically took to implementing a
daring and open cultural development strategy, which included all
the aspects just mentioned. This became possible only through the
alliance in Zhmerynka of very different players, each extraordinarily
devoted to art and culture, the strong political will of the city
administration, and many experimental venues. This confirmed that
art and culture can function as a driving force of transformation,
aimed at the future.

GW: The variety of artistic ideas and partnership connections. And
also: getting to know small Ukrainian cities through new initiatives
and the desire to re-think cultural heritage. For me, the central
themes became the openness, readiness for teamwork, and interest
in self-reflection of all the participants. And - creating the Road
Map. Local communities are often the main force behind cultural
changes. So, taking this factor into account, we made a relatively
smart decision not to focus on large cities. Rediscovering new cultural
centers and avoiding discussion about the so-called "periphery”
have become, in my opinion, one of the key elements for the further
development of Ukraine.

PLEASE TELL ME ABOUT THE PHILOSOPHY
BEHIND THE APPROACH BASED ON

THE ROAD MAP IN 2015, AND ABOUT

WHAT HAPPENED TO IT IN 2016.

PSF and GW: The road map was and remains an attempt to find
those directions in which people involved in art and culture
envision their future. Culture can become the key to exchange,
dialogue, forming networks, and action. This is a prediction of what
could be possible through future cooperation among constructive
and creative people, their ideas and thoughts. Creating the

"Road Map for Cultural Development in Ukraine" was a unique
challenge. The country is rich in a variety of cultural traditions;

it has an interesting artistic and cultural space in the most varied
directions and sectors; and in view of its political situation, it

is the object of the international community’s attention. Many
Ukrainians living abroad actively participate in the country’s
development; Ukrainian artists are represented in international
festivals, and particularly in Germany. The rapid development of
digital technologies has become another factor facilitating the
formation of networks between cultural agents inside the country
and beyond its borders. That's why interest is growing in Germany
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toward this captivating country that is trying to find its way
amongst rich and diverse traditions and various expectations.

The Road Map was meant to reflect the complex character of this
initial situation, and also to account for the fact that the moderators
of this process were not from Ukraine, but from Germany. Perhaps
this view from outside was even a very positive starting point. For

it was not about some outside experts presenting the results of

their analysis and their thoughts, but about "drawing a cultural map"
together with local partners as equals, which would incorporate,

fix, and systematically arrange paths for development, possibilities,
values and goals, and would also reveal spheres of activity. Only on
the basis of this fundamental position could we realize a rational
intercultural exchange in the space of this road map.

Yet the process of creating the Road Map was greatly facilitated

by a stable working strategy. It began with a conference in 2014

and three-stage training sessions in Kyiv in 2015, Ukrainian-

German meetings, and also critical impulses and observations of
Ukrainian cultural agents. Specifically, over the course of two- or
three-day training sessions, the outside moderators and nearly 40
participants developed model projects on critical themes in culture
education work and cultural development in Ukraine. In this way we
managed to bring to light the main areas of activity and work out
methodological approaches to realizing sustainable culture education
work and cultural development in Ukraine. At the same time, we
systematized the main concepts in culture education work and
cultural development in the form of a glossary, which can serve as
the basis for further productive exchange.

In addition to resulting in specific publications, which, by the way, are
already being used in many places, this process, as mentioned earlier,
became the basis and starting point for many subsequent initiatives
in 2016. On the one hand, these are specific projects developed in
the framework of the Road Map, most of which are in the process of
realization; on the other hand, an approach based on "micro-funding"
has opened possibilities - in the form of numerous small projects -
to undertake developing key themes like cultural development,
participation, popularization of cultural heritage, and aspects of
urban development through art and culture. With this approach it's
completely possible to talk about a sustainable strategy, and we hope
its realization will continue over the next years.

HOW DO YOU VIEW THE SITUATION TODAY,

AT THE END OF 2016?

GW: Many artists and cultural initiatives that up till now had hardly
been connected are now cooperating. In addition, the Road Map has
proven to be a very good means of coming to an understanding
with international partners about terminology and the definitions
of culture education work, and also for avoiding misunderstandings.
| hope this path, these beginnings of a process, will continue.

PSF: The Culture and Education Academy visibly demonstrated the
particular importance of such projects aimed at capacity-building
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in the sphere of art and culture for the facilitation and support of
society’s development, above all, in so-called "transition period"
countries, which include Ukraine. New networks have appeared,
which didn't exist before; even international partnership ties have
been initiated with cities, cultural agents and cultural institutions
in Neuruppin, Berlin and Munich. And the realization that
transformation and cultural development are not only big city issues
has occurred. On the contrary, in this case, small cities can become
a driving force and send impulses back to developing large cities.
"Plan Z" in Zhmerynka provides pretty convincing evidence of this
energy. Of caurse, a lot needs to be improved, but we managed to
set plenty into motion. The newly created regional, national and
international networks are the foundation for further constructive
steps toward transformations in the sphere of culture.

WHAT ARE YOUR WISHES AND SUGGESTIONS
FOR FURTHER CULTURAL DEVELOPMENT

IN UKRAINE?

PSF: Of course there are various approaches, but the challenges and
possibilities associated with processes of cultural transformation

in different countries have a lot in common with each other. So

my basic conclusion is the necessity to focus attention, in the
future as well, on processes of reciprocal exchange and learning.
The main idea behind the Culture and Education Academy projects
is: beginning from the first stage of cooperative and activation
work on the projects (idea, first steps) to get to the second stage
(begin implementation, first events, forming networks). It is

worth continuing to adhere to this principle in the development

of new projects. That said, my greatest wish is directed toward
sustainability, thinking through what has begun with a more
long-term outlook, and continuing to use the liberated energy

and collective knowledge. To be more concrete, I'm talking about
presenting and conferring the Road Map to other places in Ukraine,
or about creating the possibilities for long-term development of the
projects underway, since work aimed at transformation needs time
and space, including for the transfer of this experience to other
cities and regions.

GW: | think that well-founded cultural projects are always part of
the efforts to achieve peace, especially in times of political crisis.
Moreover, with the utmost tact and beyond the logic of direct and
measurable political results. This approach to art, where the stakes
are on the concepts of new networks and discourses, is to my
mind the way to the future. Therefore | wish that the international
partners and donors of this academy would see it not only as

a project, but as a new way of thinking and working, which at

this moment in Ukrainian history can make a contribution to the
country’s development beyond the limits of any political debate.

| wish that the results of the work of the Culture and Education
Academy become the basis of further progressive development, and
that the partnership ties that have been established continue.
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Starting in the mid-2000s, right after the 2004 Orange
Revolution, the question of political art began gaining
currency in the Ukrainian art scene. It was a relatively
new question, and it wasn't entirely clear what to do

with it. The very notion of "political” was almost taboo

in the Ukrainian art context of that time: politics was
narrowly defined as national politics, government and,
correspondingly, it was tightly bound up with corruption,
violence and also impotence. The art community was not
interested in politics as the dealings of politicians - people
with power who had no intention of sharing or giving it up,
who were nearly omnipotent and with practical impunity -
just as it was not interested in, say, the problems of the
coal mining industry or black holes. These issues were so
far removed from reality as to have no meaning. "Going
into politics" meant being a buyable cynic or crazy.

Even though the Orange Revolution was the first case in the
entire history of independent Ukraine since 1991, of the mass
participation of very different social groups in the direct
formation of the political agenda, a true social revolution -
like an emancipatory breakthrough into hands-on politics -

did not occur. Nor did a differentiation of politics and policies,

two different modalities that in Ukrainian are both signified
by the same word polityka, occur.

So it is all the more interesting that it was in the sphere
of art - more precisely, in visual art - that attempts were
first made to broaden the idea of politics to encompass the
entire social sphere. "The private is political" - the 1960s
feminist cry, which with an almost 40-year delay became
the focus of numerous artistic and art-related discussions
in Ukraine - signified the gradual understanding that all
spheres of human life, including the most private, are
saturated with politics and that the general social agenda
is comprised of these private politics. It also signaled the
emergence of art that consciously engaged in this agenda,
an art that was not ashamed to "get its hands dirty in
politics," but even considered it a duty.

It's worth noting that this process, like any emancipation,
was very painful. Intellectuals and artists sharply debated
whether art can be political in principal, and whether it
is still art when it becomes political. They argued about
the line between art and activism and about the role of
esthetics in today’'s world. Artists of the older generation
openly scorned the younger artists, calling them "grant-
eaters" and accusing them of posturing to advance their
careers. Other creative colleagues, like writers (on those
rare occasions when they crossed the threshold dividing
the verbal and visual worlds), were radical and on tartget

(as behooves writers), calling political art simply "not-art."
Most of the public associated with the art scene gladly
agreed with them. The pinnacle of the conflict between
political art and society was the scandal around the
closing of the exhibition "Ukrainian Body" by the rector
of the National University of "Kyiv-Mohyla Academy"

on the pretext that it was "not art." This was followed

by the eviction of the Visual Culture Research Center,

the intellectual-artistic organization that organized the
exhibition, from the university campus.

By actively trying to pigeonhole art as "beautiful" and
preserve its mimetic and propaedeutic functions, society
seemed to be fighting itself, with its phobias of maturing
and participating in the creation of the politics of everyday
life. By trying to "put art in its place," society was
reproducing existing political practices, which continually

"put society in its place." Becoming politicized, art was

uncovering new possibilities for self-reflection and self-
awareness - for various artistic discplines, for past artistic
practices, and for society at large.

For the first time, whether in various artistic practices
or through the active efforts of artists, issues like
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discrimination (according to gender, age, physical
abilities), political censorship and self-censorship, urban
development (from illegal construction and the destruction
of historical landmarks to the self-organization of local
communities), the ambiguity of historical memory, the
imbalance between of center and periphery, identity, etc.,
were sounded in public. Appearing first in artistic projects,
books, public discussions or protests, these issues gradually
were woven into the social fabric, eventually transforming
into volunteer initiatives, activist groups, community
organizations and business ventures.

Little by little, almost imperceptibly, what ten years ago
was called "political art" practically ceased to exist, having
made each artistic gesture a priori political. The degree

of active political involvement is now measured in terms
like "engaged," "participatory," "social," etc. This shift in
terminology signifies a shift in viewpoint, which has led to
the emergence of numerous and varied participatory and
solidarity-aimed social practices. Art changed and society
itself changed. Politics stopped being the business of
politicians and became society’s business. The culmination
of these changes, of course, was Maidan 2013-2014; since

"o

then, the quantity and diversity of local projects aiming
to influence local politics in some way or other has been
growing exponentially.

The activities of civil society have become part of the
country’s cultural landscape and have shifted from the
confines of criticism and protest to the constructive
dimension of creativity and dialogue. Today cultural
initiatives are springing up in small cities near the front,
becoming centers for understanding, rehabilitation,
education and for working out common paths and
strategies for development. Cultural hubs are becoming
spaces for discussing issues relevant to social development
and centers for producing politics/policies [centers for
policy production]. Cultural activists travel the country’s
various regions, creating cooperative projects aimed at
supporting local development and at cultural exchange.

It would be an exaggeration to derive the transformations
in Ukrainian civil society today solely from changes in
artistic language and agenda in the mid-2000s. However,
it is important to see the direct connection between
them. The traditional role of European postwar art as a
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mirror of society and form of social memory undergoes
significant changes in transforming societies. Art becomes
a major irritant, not only by brining up the traumatic and
unspoken, but also by provoking active forms of social
response, sometimes mutually exclusive, yet in the long

run important for creating new politics of social interaction.

As they become more dialogic and participatory, more
engaged in society’s problematics (which in today’s world
are becoming harder to ignore), artistic practices create
fields of tension around themselves, attracting potential
agents of change. They are laboratories where new forms
of interaction are tested and tried out, where new strains
of culture appear, without which the development of more
free, open and united societies could not be possible.
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I'm writing this in autumn 2016, two and a half years after
Euromaidan, the event that defined the state of affairs in all
spheres of Ukraine’s public life, including the cultural scene.
Therefore, rather than addressing the broad question "What
are the prospects for Ukrainian cultural development?" |
want to focus on the narrower "How will culture in Ukraine
develop with respect to the transformational processes
taking place now in Ukrainian society?" The most important
of these processes, | believe, are various Ukrainian
peripheries taking interest in one another, as opposed to
only the center, Kyiv, as has been customary up till now; the
breakdown of old Soviet institutions in the cultural sphere
accompanied by attempts (at times conflictful, painful and
unsuccessful) to build new institutions and introduce new
practices. At the same time, it is interesting to look at how
the art scene (in the narrow sense) has been developing
since the end of 2013 - in particular, the artistic phenomena
and artifacts themselves, rather than the wider movements
and tendencies behind them.

I'll start from the end. Euromaidan is often compared to
the Orange Revolution, citing the same carnivalesque
atmosphere, the same spirit of joyful solidarity, at least

at the outset, and the presence on the square of all social
groups along the spectrum from leftist artists to radical
right-wing paramilitary organizations. To be fair, it's worth
noting that both the former and the latter comprised an
insignificant minority, as far as numbers go. However,

the Orange Revolution left a radiant phenomenon on the
artistic scene, which determined the contours of artistic life
in Ukraine for the next ten years - the "R.E.P. generation"
(and of course, the R.E.P. group itself). For this post-Orange
milieu, questioning Ukrainian social and economic reality
as well as the reconsideration of Soviet heritage were key
themes for years; and their means of reflection were critical
gestures and thinking, rather than intuitive or ecstatic
experience. By the time of Euromaidan, the community
around the R.E.P. group had become mainstream; others
were beginning to protest against it, trying to symbolically
knock it off its pedestal. So with Euromaidan came the
expectation of "new blood" appearing in visual art. As it
turned out, this did not happen.

However, another phenomenon surfaced during Euromaidan:

low-budget Ukrainian film, primarily documentary, like the
Babylon'13 network, a community of cinematographers

who were working on Maidan during the protests, quickly
producing short films with minimal resources, relying on
constant community support. Speculating a bit, one could
say that the center of gravity in Ukrainian culture today has
shifted from contemporary art to film. Institutionally, this

is grounded in the activization of the National Dovzhenko
Center and its firm footprint on Kyiv's cultural map. This

film archive has been rejuvenated by the work of its new
management team, headed by Ivan Kozlenko. | would predict
that in the coming years new Ukrainian film will occupy
more space in the Ukrainian cultural scene, becoming its new

"rediscovered" center of attention. Or, rather, one center.

Another center is occupied by "rediscovered" state cultural
institutions. Here we can see most clearly the accelerated
breakdown of what remains of Soviet institutions, along
with the desire to transform them so that they finally begin
to correspond to the challenges of social realities. For the
last 25 years since Ukrainian independence, everything
that was most important in culture - the work of writers
and publishers, artists, musicians, and recently also cultural
education - was taking place in the non-governmental sector.
But one result of Euromaidan was the desperate attempt to
reform what remains of Soviet-era social institutes, from
the government to primary schools. This perhaps is the
main process (aside from the war started by Russia in the
Donbas) that has been ongoing in Ukraine over the past
few years. The same thing is happening in culture. Creative
communities began claiming state institutions as their

own, demanding that they be "returned to culture." For

this it is necessary to change at least their approaches to
programming and management.

The community was especially stirred up by the new law on
appointing directors of state cultural institutions through a
competitive procedure. First, because government organs -
ministries, city and regional governments - have no practical
positive experience with such competitions; the very idea
contradicts the governing instincts of a Soviet or post-
Soviet official. Their experience is dominated by the habit
of making appointment decisions behind closed doors, while
a competition demands the opposite approach - one that

is transparent, with minimal participation and influence of
government bodies. Second, the situation is complicated by
the fact that specialists from the non-governmental sector
are not ready to compete for markedly more formal, rigid
and financially unrewarding government positions. We

often encounter surprise that so few candidates apply for
each position - there are even competitions with only one
candidate, even for key national cultural institutions. In
sum, a competitive procedure exists, one that government
officials don't know how to administrate, and there is a lack
of faith in both the procedure and those executing it, as well
as to further working conditions; therefore even competitors
are lacking. It's like a bird with one wing - one works badly,
but exists, and the other is yet to grow.
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How can we imagine the future of Ukrainian state cultural
institutions and the cultural community that embarked on
the road to returning these institutions to serving the needs
of culture? | think the struggle will continue - painfully, for a
long time, through misunderstandings and scandal; but state
institutions will gradually change and become more open to
the needs of the cultural community. This movement began
in the sphere of national institutions and will gradually
spread further. Hermetic Soviet institutions that waited

for "cues from the center" are gradually beginning to orient
themselves toward their own local communities and to make
decisions independently.

In a similar vein, Kyiv remains the main cultural center, but
certainly not the only one. Ukraine's regions - countless
peripheries - are suddenly expressing interest in one another,
and initiatives to coordinate actions are appearing. This
includes small projects, like many of those supported by the
Goethe Institute’s program "Culture and Education Academy,”
as well as ambitious projects involving interregional
cooperation. Perhaps the largest of these is Doncult, a
festival of regional culture. In its first iteration it shared the
culture of the Donbas in Kyiv, later Donbas in Lviv, and in

autumn 2016 - Galicia in Kharkiv. This is one of the most
visible attempts in Ukraine to talk about the diversity of the
country without mediation from its center, Kyiv (although the
project did begin in Kyiv, it quickly moved to other cities).
Most likely, this is only the beginning of an increase in such
regional subjectivity reflected through culture. Another
example is the collaboration of festivals, like Kyiv's Gogolfest
and Ivano-Frankivsk's Porto Franko - where Gogolfest was
invited but not the sole leading partner. In upcoming years
we can likely anticipate a greater diversity of interesting,
distinctive projects in various Ukrainian peripheries, which,
paradoxically, by not being in the center might produce the
most interesting cultural events.

It only remains to be seen. And perhaps not all these
expectations will be met. Yet we can be sure of the further
transformations of the cultural field - from something
largely parallel to the state and uninstitutionalized

to something that interacts with and influences state
institutions. And perhaps this means that in Ukraine

the cycle of "digesting" Soviet heritage is complete and
something new and different awaits us. What it will be like
depends on our actions and our patience.
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INITIATING THE PROCESS IN THE 1990s

Official bilateral cultural relations between Ukraine and Germany
were established at the outset of 1993 with the signing of the
Agreement on Cultural Cooperation between Germany and
Ukraine and the opening of the Goethe-Institut in Kyiv. Afterward
a network of cultural establishments appeared in Ukraine,
housing German-Ukrainian national-cultural societies (in Kharkiv,
Chernivtsi, Odesa), libraries and language-learning centers. The
Embassy of the Federal Republic of Germany in Ukraine also
joined the activity in the cultural sphere: it runs "German Weeks"
in Kyiv. However, to this day Ukraine has no cultural institution in
Germany that would function as a cultural agent abroad.

But even Germany's cultural policy over the first ten years of
transformations in Ukraine was mostly the matter of individual
organizations or people. And after the Orange Revolution, which
was accompanied by Germany's increased presence in Ukraine's
mass media, one could observe only a little progress in the
countries’ bilateral cultural relations. In 2008, the Institute

of Foriegn Affairs (ifa) published a study of cultural relations
between Germany and Ukraine. It declared the necessity of
increased German facilitation of the development of Ukraine’s
cultural sphere, aimed at supporting institutions and individual
representatives of civil society and professionalizing cultural
agents and managers. According to this study, there was a
substantial need for forming partnerships in the cultural

sphere, especially in the areas of theater, art and music. It

noted a shortcoming of German cultural policy in Ukraine - its
predominant concentration on large cities and lack of attention
to the regions or to the fields of tension in the relations between
the center and periphery. The centralization of cultural mediation
was also seen in Germany, where Eastern-Europe-related cultural
actions primarily took place in Berlin and a few other cities,
notably Munich and Leipzig. Gaps were also found in cooperation
on certain topics and discourses that are important to both
countries. The study's author put forth a demand for increased
financial support and intensification of exchange between the
agents and institutions of both cultural systems.

DEVELOPMENTS AFTER MAIDAN

The 2013-2014 Maidan protests and the subsequent election of
a new, pro-European Ukrainian government marked a milestone
in long-term cooperation. These events also changed and
activated cooperation with the Eastern Partnership countries,
one of which is Ukraine. In October 2016, the German Federal

Foreign Office announced the fourth open call for participation
in the program "Building cooperation with civil society in
Eastern Partnership countries and in the Russian Federation."
According to Office data, the total amount of financial assistance
for over 1700 projects administered through this program

since 2014 is 32 million euros. Thanks to this program, "an
opportunity was granted to numerous civil society organizations
to realize their roles as the main characters and important
partners in the state’s activities." These main characters that

the Federal Foreign Office associates with civil society also
include numerous cultural establishments and cultural agents.
German foreign policy considers culture "diplomacy’s third line
of resistance," and its "soft power" has been well understood by
the government of Frank-Walter Steinmeier.

CURRENT TRENDS IN THE DEVELOPMENT
OF CULTURAL RELATIONS BETWEEN
GERMANY AND UKRAINE

Active forces: Decentralization and Regionalization

In Ukraine, as in Germany, the range of actors in the cultural
realm is diverse in many aspects. Partnerships do not only
happen in already existing and established connections, like
the well-developed partnership between the cities of Kharkiv
and Nuremberg?*, but also between new partners in all areas

of culture. German-Ukrainian cultural relations are well-

suited to the concept of decentralization, which has led the
topography of cultural projects in both countries to expand to
the regions. Meanwhile the projects themselves are to a growing
extent independently initiated and realized cooperatively

by regional partners or directly on site. For example, from
2014-2016 the Goethe-Institut in Kyiv organized the "Culture
and Education Academy," a capacity-building project. In its
first stage, it aimed at professionalizing cultural agents and
initiating dialogue between cultural administrations and non-
government organizations and cultural / art activists in the
regions. It took place in Zaporizhia, Chernihiv, Odesa, Vinnytsia
and Rivne. In its second stage, the Goethe-Institut provided
financial support for micro-projects that were realized in small
Ukrainian cities like Kremenchuk, Kramatorsk, Zhmerynka,
Berdiansk, Brody and Sloviansk. And one can observe a similar
process of differentiation among the players in the cultural
realm in Germany. Thus this year, the town of Waorpswede in
Lower Saxony hosted an art and film biennial where Ukraine was
represented as a welcoming and hospitable country.

1 Kathrin Hartmann, Dialog mit Potential. Die deutsch-ukrainischen Kulturbeziehungen, ifa/Dokumente 1 (2008), Stuttgart, c. 7-11.
2 See http://www.auswaertiges-amt.de/DE/Aussenpolitik/Laender/Aktuelle_Artikel/Ukraine/Projekte/161013_Aufruf_Projekte.ntml

3 https://www.goethe.de/de/kul/ges/20723017.html
4 See http://www.charkiw-nuernberg.de/index.php/de

5 See http://www.biennale-worpswede.de




INTERSECTORAL FINANCIAL SUPPORT
Bilateral cultural projects are realized in all disciplines. After
a long period where theater, dance, cinema and new music
had almost disappeared from view, the situation changed

in 2013-2014. The development of theater serves as an
illustration of generally positive processes in different areas
of culture. In the last five years, especially after the 2013-
2014 Maidan protests and the eruption of military conflict in
the Donbas, a new dynamic has taken over Ukrainian theater.
At present, characteristic signs of the theatrical sphere are
new theater projects, initiatives, the establishment of new
theaters that look boldly at political and social questions and
create "communication with contemporaneity"” (in the words of

6 See also https://www.goethe.de/ins/ua/de/kul/mag/20750403.html

theater critic Oleg Vergelis). In contrast to most state theaters,
which offer commercialized entertainment, young actors are
addressing critical topics like internally displaced persons,
war, Ukrainian identity, propaganda, the annexation of Crimea.
But in a few state theaters, like Lviv's Les Kurbas Academic
Theater and Kyiv's Academic Young Theater, there is a growing
interest in Ukrainian contemporaneity. In addition, a number
of festivals connecting Ukrainian theaters with internatinoal
artistic colleagues have appeared over the last several years.
For example, in May 2016, the Magdeburg Theater organized

a festival dedicated to Ukraine called "Wild East/The Ukraine
Phenomenon," which showcased stagings by young directors
Stas Zhyrkov, Maksym Holenko and Oleksandra Senchuk.”

7 See http://www.theater-magdeburg.de/spielplan-tickets/schauspiel/201516/wilder-osten/. Die Bilanz des Festivals hier: http://www.theater-magdeburg.de/
presse-kontakt/pressemeldungen/anzeige/?tx_ttnews%5Btt_news%5D=52&cHash=52c4adac72d01058213eTle1fc6424e23

Culture and Education Academy 2016: Encouragement and Guidance
German-Ukrainian Cultural Relations: Trends in Development

THEMATIC INTERSECTIONS

Many collaborations involving various players exhibited a
tendency toward interaction and a conceptual approach to
working on themes that are critical in both countries and
significant in social discourse. In December 2014, the TUbingen
University organized a conference at the Berlin Academy of

Art on "Values and Change. Future Plans for the Cultural Realm
and Civil Society in Ukraine, Belarus, Moldova and Georgia."

It addressed the decisive role of civil protest movements in
social transformations and the ways that various kinds of art

can support or respond to them. In the autumn of 2015, the
Maxim Gorki Theater in Berlin hosted the German-Ukrainian
documentary theater project "Where is the East?", which used
films and theater performances to shed light on the theme of
war in Eastern Ukraine. A tendency toward integrating "Ukrainian
themes" into major German, European or even global projects
has also been observed. In 2015, at the Literaturhaus in Stuttgart,
the "CHANGE! On literature and art in the protest cultures of
Central Europe and North Africa" festival presented the Ukrainian
Maidan protests within a global context together with the war

in the former Yugoslavia, the "Arab Spring," and the protests
surrounding "Stuttgart 21" (a project for the reorganization of
Stuttgart’s rail hub).”® Aside from thematic intersections that focus
attention on social changes, the thematic "palette” is changing. In
addition to classical culture, it now includes new important fields
like urbanism and media-art based on digital technologies.

THE POTENTIAL OF MEDIATION /

AN INTERDISCIPLINARY APPROACH

With increasing numbers of projects, the need for
professional cultural managers and curators with adequate
intercultural experience is on the rise. A positive note is the
activization of mediators and specialists, in both Germany
and Ukraine, who work at the intersection of various
disciplines, who are familiar with the contexts of both
countries and have experience working in an intercultural
context, who mediate between different players and, not
least of all, know several languages. This mediational
approach or collaboration between curators and organizers
decreases the risk of falling into paternalistic stereotypes.
Cultural managers are not the only ones who fulfill this role:
authors, artists, musicians and translators build bridges
between different cultures (for example Serhiy Zhadan,
Katya Petrovska, Mariana Sadovska, Kateryna Mishchenko,
Katharina Raabe, Claudia Dathe).

8 See http://valuesandchange.de

In addition to the tendencies described above, it is also
worth mentioning the increased mobility of cultural
agents, as demonstrated by numerous trips, guest work,
residencies, summer schools, and main program events in
Germany and Ukraine.

SUMMARY AND OUTLOOK FOR THE FUTURE
The positive results of cooperation between Germany and
Ukraine in the cultural sphere should be corroborated and
detailed through more in-depth research. There is no question
that the active support of Germany's Federal Foreign Office
and the participation of many players in the dialogue further
the discussion and raise awareness of this theme. The
following questions will play an important role in future
bilateral relations: What will happen to the partnerships in
the cutural sphere established over the last several years
after financial support stops? How enduring are these ties?

In the future, how can we organize collaborative structures in
the cultural sphere and what mechanisms does this require?
To what extent can official cultural policy in Ukraine utilize
the experience and activities of the independent cultural
sector? This also leads to the question of "a mobilizing
cultural policy" (P.Fohl) in both countries that opens the
possibility for equal cooperation based on interaction.

9 See http://www.szenenwechsel.org/deutschlandpremiere-von-wo-ist-osten-film-und-theaterprojekt-ueber-den-krieg-im-osten-der-ukraine/
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10 See http://www.literaturhaus-stuttgart.de/event/3208-1-change-ueber-literatur-und-kunst-in-protestkulturen-mittelosteuropas-und-nordafrikas/. Vgl. dazu auch
kollaborative Projekte des Goethe-Instituts https://www.goethe.de/ins/ua/de/kul/sup/gre/20832622.html
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Virtual Tour of Babi Yar: Developing a Beta Version of a Mobile App

Late September 2016 marked the commemoration of 75
years since the massacre in Babi Yar. It was a memorial
drama in many acts, including visits from leading Ukrainian
politicians, international commentary, film screenings, etc.
And by the 1st of October, there was no more mention of
the historic event, at least until the following September.

Although Babi Yar lacks neither monuments nor a

certain community dedicated to its memory, its history

is still relatively marginal for the majority of Kyiv's
residents. This is evident from the regular practice of
leisure activities, walking dogs, posting advertisements

in Babi Yar. At the same time, the cultural and intellectual
community rarely address this theme. An exception

is Katya Petrovska's book Maybe Esther, published in
2013, symptomatically, in German in Berlin, where it
immediately won the prestigious Ingeborg-Bachmann-Prize.
It was translated into 18 languages, but only appeared in
Ukrainian in 2015. Despite its status as a National Historic
Memorial Park since 2006, and the compulsory inclusion
of its history in the school curriculum, Babi Yar and its
memary remain within the limits of a certain community.

This project’s goal is to bring the history of this place out
into public space and to familiarize people with this nearly
forgotten scar of Kyiv.
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Culture and Education Academy 2016: Encouragement and Guidance

87

Short-term Writer's Residency within the project "Agnon: 50 Steps to Understanding”

A short-term writer’s residency took place in August,
September and October in Buchach, as part of the larger
project "Agnon: 50 Steps to Understanding." The program
was a gesture to commemorate Agnon’s winning the Nobel
Prize 50 years ago, in 1966. He received the award for a
series of texts, a number of which were about Buchach.
The most important of these texts is A Guest for the Night,
which Agnon wrote after visiting his hometown in the
interwar period.

The residency’s guests were writers Yevheniya Senik,
Andriy Lyubka and Sofia Andrukhovych. The project’s

main idea was to give the residents a chance to feel like
guests in Buchach, as Agnon once did, and to put their own
observations into writing. The team of the Agnon Literary
Center wanted to use the residency to draw attention to
Buchach as the hometown of the Nobel laureate, and also to
Shmuel Yosef Agnon himself, as well as to the general theme
of small towns and their literary heritage. With this in mind,
the residents were invited to familiarize themselves with
the translation of the novel A Guest for the Night and during
their stay to recreate in their imaginations the Buchach

seen by Agnon and the town’s other residents during the
interwar period. The texts of the residents place emphasis
on recreating the atmosphere of the contemporary city

in comparison to its past. The residents were given basic
information about Shmuel Yosef Agnon and other artists
from Buchach, including links to websites and thematic

city tours, though they engaged in additional independent
research of Agnon'’s life.

The residents’ texts from their stay in Buchach were
published on the sites of the project’'s media partners:
Zbruch, Chytomo, and The Ukrainians. They will also appear
in a final publication that will sum up the project.

Each of the residents stayed in Buchach for a week and

had a personalized program of activities, including several
presentations and meetings with town residents, visits to the
library and local newspaper offices, city tours, and interviews.
The project was supported by partner organizations:
Ukrainian-Jewish Encounter, Zbruch, Chytomo, The Ukrainians,
Ukrainian Literary Center, Radio "Skovoroda," Lviv Oblast
Radio; and also "Ukh-Radio" and "Hromadske Radio."

In addition to organizing the individual residencies, the
Agnon Literary Center team was responsible for engaging
the town’s public space and inhabitants in the project.
Presentations and meetings with the writers were organized
in the local cafe, in the Art-Yard, the regional library, and
editorial offices of the local newspaper. This approach
engaged the maximum number of people across a wide

age range. Media partner Radio "Skovoroda" also did a live
broadcast from the Art-Yard and included the residency in
their project "Places of Successful People.”

One of the first signs of the short-term writer’s residency’s
success was the sharp increase in followers of the Agnon
Literary Center’'s pages on social media. On the other

hand, interest in the project grew amongst local residents
with each month, increasing the numbers of visitors to
presentations. The Literary Center team also developed a
questionnaire for the residents, which helped to evaluate the
project’'s organization, its strengths and weaknesses.

In general, the short-term writer’s residency was a nice way
to test one’s capacities in a long-term (more than one-month)
cultural project in a small city. The Agnon Literary Center’s
team produced a detailed report, which will be used in the
Center’s future work and will also be published with other
project materials in the media.
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Open Lessons in Public History

"Open Lessons in Public History," initiated by CSM / Foundation

Center for Contemporary Art, took place between October 13-15

in Kyiv. This event reinforced two of CSM's important strategic
vectors: the creation of spaces for informal education and sharing
experiences and the development of participatory cultural practices.
It also concluded the project "From the First Person: Memory. Voice.
Dialogue" that began the previous May in Kharkiv.

"Open Lessons in Public History" focused on practices and prospects

related to working with history and memory in cultural projects.
Public history as an interdisciplinary field was the conceptual frame
that brought up important questions in the company of academic
historians and representatives of cultural and community initiatives
and state institutions. From October 13-15, two evening discussions
("Public History Today in Ukraine and Belarus" and "Art and Memory:
A Curatorial Perspective") took place, in addition to four daily thematic
blocks ("The Life of Ordinary People and Things: Personal Memory
and Everyday Life in Cultural Projects," "Close History: Remembering
the Traumatic Experiences and Events of Recent Years," "Artifacts,
Sounds and Images: Working with Media and Archiving," "What Cities
Remember: Cultural Practices and Activist Tactics") and networking
sessions for practitioners. The event's key word was interaction.

Over the past several years, tens of interesting grass-roots initiatives
have sprung up, which work with memory, oral history, local history,
rethinking archives, developing communities and strengthening social
involvement. Cultural activists produce projects in various Ukrainian
cities; projects from Kharkiv, Lviv, Odesa, Kyiv, Berdiansk, Zaporizhia,
Chernivtsi, Luhansk and Ivano-Frankivsk were presented during the

"Open Lessons in Public History." Decentralization of culture is the

focus and programmatic basis of the Goethe-Institut’s Culture and
Education Academy, which has supported many initiatives. Each time
we initiated an educational project we noticed that our participants
need opportunities for conversation no less than expert knowledge.
And that following their colleagues on Facebook is not enough to
understand their experience or develop future partnerships.

Another aspect of interaction is strengthening intersectoral
cooperation. Each thematic block included presentations of cultural

projects and discussions with researchers who added theoretical
observations to the practical experience that was presented.

During the discussion on public history in Ukraine and Belarus with
Kateryna Dysa, Volodymyr Sklokin and Oleksiy Bratochkin, it was
noted that there are still few historians ready to enter the public
sphere and mediate between academic history and society, or work
together with the general public and non-historians who address
historical topics. "Open Lessons in Public History" revealed that
practitioners and theoreticians can act as experts for one another,
and that mutual interest in cooperation exists.

One key question in the discussions was: how to work with

a general audience, especially if we decide to involve them

in collaborative development of the project? How to work
with those with whom the project resonates emotionally
(especially when it's about personal experience or the history
of everday life) and those who don't notice, don't react, or don't
understand? Who has the right to decide why something must
be preserved exactly where it is, and which of the pasts of a
place should be preserved? Nadia Chushak, while talking about
nostalgia as a political marker used to designate practices of
relating to the past that are fixated exclusively on the past

and therefore "not progressive," insisted on paying attention

to the subject. What is important is various ways of relating

to the past, a multiplicity of memories; therefore, in research
and in cultural projects one needs to treat the subjects of these
practices with attention and empathy.

In her comments to the presented projects, Olena Stiazhkina
brought up two concepts used by Aleida Assmann - canon and
archive. If the active memory of the canon eternalizes and
reproduces in the public realm what has been selected by social
institutions and official historiography, then the archive collects
everything that at a certain time did not make it into the canon.
In this sense, the canon is not fixed; cultural institutions and

the media, especially, support and bring to light living memory.
Therefore, what the canon will become and society's relationship
to the past mostly depends on us and projects like those brought
together in "Open Lessons in Public History."
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Bridge to the Future: The View from Above

In May 2016, bloggers from all over Ukraine gathered at the Arabat
Spit (commonly known in Ukraine as the "Arabat Arrow") to learn
about the region’s tourism potential. Amidst other wonders, we were
captivated by an iron bridge, an impressive feat of engineering over
the Tonkyi Strait at the foot of Henichesk, a vacation spot on the Azov
Sea. Local blogger Denis Stetsenko told us that the bridge is set to be
dismantled and sold as scrap metal, so local activists began raising

a fuss. We - Kulturtragers, impassioned urbanists, and proponents
of organizing public spaces through public art in small towns - were
hooked. Before us stood an object in need of salvation, which could
unite various forces, becoming the symbol of the revitalization of
Henichesk - with the help of a resonant cultural action.

And here we are in Henichesk - to realize the project "Bridge to

the Future" with support from the Goethe-Institut. One of the first
ideas born in relation to this bridge was its museification. Actually,
regional museums are also responsible for taking care of stationary
historical and cultural monuments. Kherson-based conceptual artist
Vyacheslav Mashnytskyi made the proposal: a giant banner with

the words "Bridge. Waagner-Biro. Projekt 1915. Henichesk Regional
Museum" in the style of a typical museum label decorated the bridge
on presentation day.

The bridge had an intriguing history. Nothing was known, excpet that
the bridge was German and its details came from the city of Orsha,
Belarus in 1951. We did the research during the workshop. From the
bridge’s 1956 inspection report, a copy of which we found in the
museum, we learned that the structure is called PB-1 (Roth-Waagner
System). Then the Internet revealed the name of the company that
designed the structure - "Waagner-Biro", and the engineer - Friedrich
Roth (1878-1940). We sent an official inquiry to the main offices

of "Waagner-Biro", and they replied that they had no information
about this particular bridge, but that its structure was identical to
their bridges, and sent us detailed technical specifications with
illustrations. The system, which allowed for quick construction of
separate elements like Legos, was innovative for its time. Locals claim
that there was a plaque on the Henichesk Bridge with a "German"
trademark on it, though it's been "expropriated.”

Local activists and performers Vira Khovryna and Viktoria
Kadalayeva thought of a brilliant promo-action: "Selfie on the Bridge:
100 Years - 100 Selfies," a contest commemorating 100 years since
the design of the bridge’s structure. It took place on social media and
through local Internet sites. Even residents of Kherson participated.
Representatives of the "VeloKherson" organization were among the
first to visit Henichesk and post their selfies on Facebook. Oleksiy
Miroshnykov, director of the branding agency Grades, also came to
Henichesk and took 3-D panorama shots and selfies on the bridge.
Prizes were awarded in various categories (Most Romantic Selfie,
Riskiest Selfie, etc.) at the exhibition opening. The highlight of the
presentation - two large cubes imprinted with all the selfies hanging

at either end of the bridge. All the contest participants could find
themselves. It was an unbelievable success.

Finally, the main surprise: the art project "F for Fake: The Bridge as
the Only Reality" was a large banner (110 x 160 cm) attached to the
bridge’s upper trusses. Two photographers from Lviv, Olena Subach
and Vyacheslav Poliakov, and photo-artist Stas Ostrous from Kherson,
made a genuine work of art, playing with fake selfies in front of a
computer image of the bridge. Their work and its unusual exhibition
shook the art community all over Ukraine, sparking interest in many
artists to participate in a possible residency in Henichesk and work
with the bridge.

As a result, it's unlikely that anyone will risk suggesting that the
bridge be dismantled in the near future. The local media, activists,
and authorities now all support the bridge’s preservation and the
development of new activities around it. Mayor Oleksandr Tulupov
even managed to produce mugs with an image of the bridge before
the exhibition opening. And the regional administration proposed
painting an image of the bridge onto the city's main square - in front
of the administration building, where the Lenin monument once stood.
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Digital Platform "Congress Experts"

The project "Congress Experts" is a response to numerous
requests from the professional community about which
experts to turn to and in regard to which topics. Fifty
experts in culture and the creative industries were
chosen, judging from my personal experience and
surveying colleagues, as those recommended by our
organization for cooperation. In general, an expert
database is a very important element for many of our
colleagues since it helps implement effective models of
interaction between various agents in the cultural field.
In Ukraine, the most crucial kind of interaction is that
between experts from various regions. As it is hard to
agree on one solution to a problem from many different
points of view, we decided to take the seemingly
narrow path of basing our judgments on the viewpoint
of one organization. But such a narrow position reflects
a specific idea, so if somebody wants to listen to our
experience and shares our taste, then this database is
for them. Presuming that there are other alternatives,
we will only be happy to receive new recommendations
for experts from other organizations. The project is just
beginning, and we will be updating the list of experts.
We plan to present a more developed version of the
project at the 2017 Congress of Cultural Activists.

The "Congress Experts" project emerged through
discussions, particularly in a group devoted to digital
platforms that formed during the Goethe-Institut's courses
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for cultural managers. At first it wasn't clear whether the
experts should all be practitioners or also include those
engaged in more theoretical work, looking at culture as

a whole. The project was ultimately formulated in an
application for funding as a mobile app that would be
available to a large, indeterminate number of participants.
However, in discussion with a mentor, it became clear that
an open list to which anyone can add themselves as an
"expert" would leave unanswered the questions of what
makes a person an expert, and who considers so-and-so
an expert. In the process of development, the technical
team brought up a potential problem for users: why should
one download the app to their phone, where it takes up
space, if they don't plan to use it every day? Therefore
we decided to create a website adapted to various mobile
platforms, which is more user-friendly.

We plan to develop the project further, adding
recommendations from the experts, as well as their
favorite tools. The unique aspect of this project is its
involvement of users - as the project is a platform for
experts or future experts. Inventing new instruments is an
important part of being a cultural manager, as this helps
to quickly find necessary information and perfect our
own ideas and projects, to plan better and quickly resolve
important questions. We hope that the platform "Congress
Experts" will become an important factor in many future
projects by Ukrainian cultural managers.
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First urban creativity lab in Rivne

A laboratory is a place for experiments! Here the laboratory was
the entire city of Rivne - a city at once historically old and also
young, since one out of every 10 residents is a student. However
the city lacks systematicness and goal-orientedness, unity. That's
why we launched the Urban Creativity Lab, which has three
main parts: urbanism and researching the city, using new digital
technologies for the preservation of the city’s cultural heritage,
and making the development of creative industries the city’s
economic priority.

So we began to investigate the city, focusing on one street -
Symon Petliura Street in the old town. This was the first such
community research project involving active residents of Rivne,
architects, designers, students, young families and older people.
Our research was based on the 12 quality critera for evaluating
public space developed by Jan Gehl. The 15 researchers split

up into three groups, who looked at the street’s capacity for
protection, comfort and enjoyment. Observations were gathered
through photos, surveys and by talking to passersby and
residents of the street.

The culmination of the city exploration was an "urban
community cafe" - a discussion of what was seen with the
aim of determining what can be done with the street with its
inhabitants in mind.

The principles of the community cafe are:

« Openness - listening and respecting other points of view;

« Perception - refraining from making personal judgments;

« Interest - trying to understand the positions of others rather
than convincing them that you are right;
Discovery - searching for new information and additional
questions;
Sincerity - talking about what you are actually intrested in;
Conciseness - speaking sincerely, from the heart, but without
getting mired in details.

The results of the discussion were augmented by the results of
an online survey conducted during registration for the event. The
survey was designed not only to get to know the participants,
but also to find out what they think about the street and what
problems they see there. The discussion resulted in two projects
for the revitalization of public spaces on Symon Petliura Street -
the square near the Dramatic Theater and the square near the
Puppet Theater. Recommendations for the street - main problems
and possible solutions - were also drafted.

A week later the team of young urbanists and participants of
the Urban Creativity Lab gathered to discuss another important
theme for the city - is it necessary to study urbanism?

Kyiv architect Roman Pomazan, who represents the project
"UrbanLabKyiv" and produced the documentary film Urban
Reflections about the development of Kyiv, gave a lecture,
where he presented the main challenges and outlooks related to
studying urbanism and why this is important for contemporary
Ukrainian cities. The main idea was that studying urbanism is
imperative for the development of local communities; but it's not
worth copying others' experiences, one has to work out one's
own practices and solutions for the city.

Continuing our participatory practices, we went out into the
field and asked the residents of Rivne about places in the city
where they felt happy. We began to mark these happy spots or
zones on a map of the city to look for tendencies or patterns in
where people feel good in the city - in parks, at home, in one’s
neighborhood, among peaple, in public transport, etc. People on
the street were surprised and reluctant to answer our questions,
for this is probably the first time anyone has asked them about
feeling happy in the city. The answers varied from wishing for
more green areas to improving transportation infrastructure
and the city maintenance system. According to respondents, the
unhappiest places with the most problems were the residential
"sleeping" neighborhoods where most of the city’s residents live:
they lack events, attractions and social life.

No less important to the city is the cultural activity of its
residents. Historically, Rivne has never had any significant
historical or cultural monuments. However, we've been following
the latest technological innovations for the preservation and
reconstruction of cultural heritage and want to develop these
technologies at the local technological university. We invited

the organization "Pixelated realities" - experts in the digital
scanning of cultural and architectural heritage objects with
experience scanning cultural objects in Kyiv and Odesa - to Rivne
to propogate the idea of applying virtual reality to Ukraine’s
cultural heritage.

The event had two parts. First the organization presented its
work, along with trends in using virtual reality technologies in
various spheres of life. Also they performed a live demonstration
of photogrammetrical processes by scanning a sculpture

in Shevchenko Park. Second they introduced the stages of
processing and creating virtual models. We discussed further
plans for cooperation and creating a local branch to digitally scan
the historical heritage around Rivne.

As for creative industries, we think that the city’s cultural
managers, festival organizers, theaters, literary projects and
representatives of creative business need more and better
practical knowledge, so the final event of the Urban Creativity Lab
was called "Event-Marketing: the Development of Cultural Projects.”
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Participatory Projects Forum in Zaporizhia: From Cooperation to Co-creation

The idea of the Participatory Projects Forum in Zaporizhia
was a response to urgent problems with cooperation
between the state and public culture sectors in the region.
It was initiated by the NGO "Art Center ‘Art-Space™ and
supported by the Zaporizhia City Council's new Department
of Culture and Tourism. The Forum was supposed to be the
first step toward explaining the idea and benefits of cultural
decentralization to professional members of the cultural
scene in Zaporizhia. The event took place on October 21-22,
and its over 80 participants included representatives of

the city Department of Culture and Tourism, Department of
Education, and managers and employees of city cultural and
educational institutions.

Speakers included the following cultural managers and
activists from various Ukrainian cities: Iryna Kats (Cultural
Dialogue, Kremenchuk), Bohdana Stelmakh (Volyn Press
Club), Tetiana Popovych (Cluster and Zboyishcha Community
House, Lviv), Tetyana Pylypchuk (Kharkiv Literary Museum),
Oksana Betsa (Melitopol City Museum), Dmytro Sysoiev

(Urban Forms Center, Kharkiv), Natalia Lobach and Petro
Boyko ("Historical Locations" project, supported by UCBI/
USAID, Zaporizhia).

The event was structured around presentations of successful
participatory projects in culture, city development, informal
education for adults and children, and included projects
developed by community organizations and initiatives
envisioned and implemented through the efforts of state
institution employees.

After the presentations, forum participants attended
thematic workshops: "The Transformation of Municipal
Cultural Establishments: Realizing the Impossible” (facilitated
by Iryna Kats), "How to Know what the Community Wants:
Instruments for Studying Needs in the Sphere of Cultural
Development in Zaporizhia" (Tetiana Popovych), "Authority-
Activists-Community: How to Achieve Understanding

and Cooperation?" (Bohdana Stelmakh). Despite initial
demonstrations of resistance by the attendees of all
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three workshops, attitudes changed over the course of
working together: the dynamics of the workshops and their
inclusivity helped participants overcome psychological
barriers and Soviet systemic cliches that they initially loudly
declared as a way to resist the unknown, complex world

of contemporary challenges. The first day of the forum
concluded with requests from employees of state cultural
and educational establishments for further instruction in
writing project proposals and calls to look for ways to work
together with activists.

Significantly, the Participatory Projects Forum took place
on the same days as the Second International Fesitval
"Zaporizhia Book Toloka [Pasture]," created strictly
through the initiative and desire of active Zaporizhians
and supported by international funding. The forum not
only succeeded in bringing guests from all over Ukraine
to the largest literary-art fest in the Zaporizhia area, but
also in motivating Zaporizhian cultural workers to visit,
as a tour of the book festival was a compulsory part of
the Forum program.
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Alternative Cultural Spaces in Ukraine: Challenges and Prospects

The idea for an educational program for managers of alternative
cultural spaces came up in a circle of partners. It was born

from a desire to establish enduring interaction and sharing

of experiences between local activists who are "new" cultural
managers and prospective local agents of change. Nearly 60
activists from all over Ukraine expressed interest in taking part in
the educational program. Over half of the participants said that
they had created a space in May 2016, which clearly demonstrates

the trend in newly emerging alternative cultural spaces in Ukraine.

Twelve managers from various cities, who already run their own
spaces, were invited to the program. From September 10-13, 2016,
at the alternative cultural center #Adapter in Kremenchuk, the
activists studied the management of cultural spaces and their
programming; shared experiences related to involving local
residents and cultural activism; analyzed models of functioning
alternative spaces in Ukraine, as well as stereotypes associated
with "new" cultural managers. In the process of working together
to identify social problems that alternative spaces address,

the participants named rather global and serious themes: the
atomization of the creative community, young people’s loss of
identity, joblessness, poverty, etc.

Analyzing the problems that the managers identified led to
understanding systemic conditions that hinder the development
of alternative spaces, and the creative class and industries in
general. A particular problem is the centralization of resources
and the official system of administration using outdated
approaches to management. The very high degree of corruption,
lack of autonomy for strategic action among local authorities,
and post-Soviet construction of interaction create a significant
gulf between active participants of change, creative youth and
local authorities, which perpetuates social stereotypes and limits
interaction between different opinion leaders and active citizens.

Supporting the idea of the decentralization of culture, managers of
alternative cultural spaces take on the role of social and cultural
mediators, creating a soft base for discussing complex economic
and social problems. In this case, alternative spaces become a

zone for people's development, facilitating interaction between
generations, creative problem-solving, and increasing residents’
abilities to adapt to the challenges of contemporary life. The
atmosphere of security and incubation and a community that grows
together create a unique environment for residents of specific
neighborhoods, cities and towns to explore new solutions and ideas.
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An especially valuable result of the educational program is a
series practical recommendations from participants to those who
plan to or already run alternative spaces.

COMMUNICATION WITH THE PUBLIC,
EVENT PROMOTION

Feedback is very important. All the managers of alternative
spaces recommend asking visitors how they found out about
the space and/or events. It's worth measuring and comparing
which days, themes, interests are most pertient to the

space’s particular audience. To form a community, it is vitally
important to have regular events and maintain communication,
meanwhile building a database of contacts. When working
with volunteers, take note of their networks, like the local
volunteer chatroom. Be active on social media. According to
the managers, it's useful to have opinion leaders share events
with their own social networks.

COOPERATION WITH PARTNERS

provides alternative spaces with a powerful opportunity

for communication. You can organize events together with
partners to share target audiences, and also share information

on social media about each other’s events to increase your
presence in the information sphere. Another possibility is
trading cultural and creative projects between spaces. Leaving
one's own space and organizing events in public space can be
a challenge and a means of growth for an alternative space.

MANAGEMENT AND WORKING

WITH A TEAM

Knowing how to delegate and motivate by demonstrating
openness, responsibility and being well-informed about the
processes in the team are important skills for managers of
alternative spaces. Regular team meetings, helping one another,
supporting the initiatives of team members (which promotes
voluntary sharing of responsibilities according to interests and
capacity) make it easier to accomplish tasks.

It is important to use an interdisciplinary approach to
developing projects and programs. Praise, playing sports,
games or taking a trip together, as well as providing
various capacity-building opportunities for team members
are all good ways to motivate a team. Another resource
for rejuvenating and fortifying the team is working with
volunteers, building positive relations with them and their
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development. Knowledge of English is imperative today for
project development, monitoring and analzying opportunities
available to the space.

FINANCIALLY SUPPORTING

ALTERNATIVE SPACES

Most of the spaces’ business models rely on grants and donors,
sometimes heavily. Therefore the managers suggest balancing
one’s portfolio by engaging local businesses, better many than

a few, otherwise there is a high risk for manipulation, including
political pressure. Participants also point out the option of the
community collectively funding the space. There have been cases
where pensioners contribute several thousand hryvnias toward
the space’s activities.

Tickets are a big topic that should be approached with care.
The cost of tickets, or whether an event is free, affects the
project’s image; and free admission does not necessarily
mean a bigger audience - often it's the other way around.

It only makes sense to hold free events for partners. One
way to maintain a steady income is through membership
passes, where the member makes a contribution and then can
attend all the space’s events for free for a certain period of
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time. Some spaces are trying to develop models using social
business to survive, but so far have not succeeded. Other
options include opening a side business, like a hostel, or
renting out unused parts of the space. Everyone agrees that
it's necessary to maintain a database of partners and donors.

In conclusion, we'd like to note that most of the participants
have noticed positive changes in their communities, since the
appearance of an alternative space provides the opportunity to
spend time in ways other than official proposals, to organize
various events independently, to realize one's own potential.
Many cultural events, artistic projects and social discussions
arise in the space over coffee. The managers emphasize that the
primary function of the spaces is building community, and they
dream of developing special programs for dialogue between the
young and the elderly, summer movie theaters, interdisciplinary
projects, and performances. They understand that their job is not
only to create the right cultural product, but also a demand for it.

We are happy that the educational program we initiated helped
establish cooperation between alternative cultural spaces, as
evidenced by regular correspondence between the managers,
their visits to one another, and their plans for collaborative
projects beyond the bounds of the educational process.
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"URBAN FUTURE"
URBANISM SCHOOL

OLEKSANDR NIKITYUK
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"Urban Future" Urbanism School

In 2015, during the Goethe-Institut's "Culture and
Education Academy," several meetings and lectures
addressed organizing the creative development of
urban environments. Urbanist Florian Schmidt's
lecture in Berlin demonstrated examples of
contemporary European approaches to urbanist
territorial organization, which provided an impulse
for further events. Later, at a Culture and Education
Academy training session, the idea to organize an
urbanism school in Ukraine with experts from Europe
was born. It would help provide information about
processes and practices in this field from abroad.
Vinnytsia was the city chosen to organize the school.

Vinnytsia has urban environments with potential

for development, but it has no clear plans for their
transformation. However, it does have creative
young people (architects, designers, artists) with no
opportunities to realize their professional aspirations.
They have intresting ideas, but no experience or
regular practice. Uniting these factors into one project
created conditions for resolving these problems. It
also provides a powerful impulse for transforming

the city's urban environment into a contemporary,
bustling creative space.

In 2016 the project, submitted by the Vinnytsia City
Council Department of Culture, received a mini-grant
from the Goethe-Institut in Kyiv through the "Culture

and Education Academy" program. Project partners
include the Institute for Urban Development (Vinnytsia),
ARCHICLUB / Vinnytsia, and the Vinnytsia Regional
Organization of the National Architects’ Union of Ukraine.
The project’s creative director is architect Oleksandr
Korotykh, head of the Vinnytsia Regional Organization of
the National Architects’ Union of Ukraine.

The "Urban Future" Urbanism School involves practical
research of the territory of Vinnytsia by project
participants, based on theoretical material obtained
from international and Ukrainian experts. It will
conclude with an exhibition in the Vinnytsia Regional
Organization of the National Architects’ Union of
Ukraine building, featuring futuristic and urbanistic
projects and proposals created by the School’s
participants for selected areas of the city.
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"MEMORIES OF
THE FUTURE"

AS ART THERAPY
FOR UTOPIAN
CITIES

VITA BAZAN
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"Memories of the Future" as Art Therapy for Utopian Cities

"Memories of the Future" is a project within the urbanist program
"City Code." In 2016 we focused our attention on small cities, as a

way to decentralize cultural activism and build living connections
with these places. We called this cycle "Metacity" and aimed to
explore the potential of inter-city cooperation and through a
meta-prism to look at common challenges that cities face.

Among the cities we chose to work with were Slavutcyh and
Netishyn. These are "atomic" cities (the latter was built around a
nuclear power plant, the former was built for those displaced by
the Chernobyl nuclear disaster) that in Soviet times were designed
as ideal cities in terms of architectural settlement, organization

of social life, and integration with the surrounding landscape. In
these cities the "builders of socialism" were supposed to receive a
compact environment with an emphasis on comfort, functionality,
ecology, security, and leisure activities.

We invited the artist-pair Krolikowski Art, who have been living in
Slavutych for two years, to reflect on the utopian aspect of atomic
Cities. Their task was to find a non-aggressive way to focus the
gaze of local residents into the future. Here it was important to
address the collective consciousness not by imposing a personal
vision of the future, but by involving each resident in a process of

dreaming and visualizing. Therefore the artists suggested turning
to conceptual romanticism.

As conceived by Krolikowski Art, "Memories of the Future"
combines nostalgism with futurism. Nostalgia takes form
artistically as a diary with sketches of what was observed.
Futurism comes into play in the fantastical images that are
drawn. In other words, the classical technique of watercolor
meets conceptual forms, art-interventions in the streets, and
contemporary online technologies.

Everyone, regardless of age or profession, was invited to participate
in the project. Participants were asked to imagine the city in 2066
through the eyes of a wanderer and to record their observed
(fantasized) images of the city in their traveler's diary. The result
was a series of watercolor sketches accompanied by text.

In preparation for the project, we chose over 15 locations,
including those that elicit feelings of discomfort or need
revitalization, like the unfininshed Victoria Hotel in Slavutych
and the abandoned old mill building in Netishyn. After a group
discussion in Netishyn, six city sites made it into the traveler's
story, in Slavutych - eight.
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#netishyntomorrow

Aside from the watercolors, which remain in the cities' museums,
the project was integrated into public space and presented online.
Artists created stencils they used to designate each location

It was important to us that the entire process, from generating @ Cmapeys ﬁfh’?ﬂ r’?}m v“-f%af}ff“fﬂ
ideas to drawing, be collective. Interestingly, several local artists
were put off by this participatory aspect. They wanted to do

something of their own or contribute works they'd already made. Dicmales oo Cualgmer that participants worked with, and each spot has the hashtag
But it was precisely through this participatory approach that the 0 é’ #netishyntomorrow or #slavutychtomorrow, which directs
future became collective and not appropriated by any one person. ’%,ﬂ .?'f'fxcf r(yr:. Mo epel, people to a Tumblr blog. All the scanned images can be viewed at

The future is really the sum of thoughts and actions of various netishyntomorrow.tumblr.com and slavutychtomorrow.tumblr.com.
people. And to skillfully dissolve your vision into the common, it's

necessary to learn how to listen and cooperate.

Lktrcs f[};lﬂ}lﬁ'n‘-f-‘!‘ £ ;_;.(J;a?e;bﬂé
# ot r.-r.ff/?:k?

What did people dream of seeing in 20667 The distances between
Cities became smaller thanks to the Hyperloop system, invented by
Elon Musk. The future Netishyn would have more dignified open
and specialized spaces: an art center for artists and innovators

on the premises of the half-ruined old mill, an experimental
greenhouse where schoolchildren cultivate exotic plants located

in a currently abandoned school, a futuristic fountain or floating
stage for concerts on the site of an overgrown city beach. And by
2066, Slavutych had been transformed into a city for rehabilitation oty
and preparation for launching people to Mars. The art school % '
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uses VR technologies, the unfinished Penguin Cafe has become h_l?'.':-
the Temple of Power for training jedi-ism and balance, and

the Chornoby! Atomic Electric Plant is now a cosmodrome for

launching people in special capsules to Mars.
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Culture Quest

Culture Quest is an interactive way to learn about a city’s
history and culture, as well as an arena for discussing
democratic values in the sphere of culture.

The project’s participants include youth and stakeholders in
the cultural sphere. Young people take part by organizing
teams of 5-6 people. Stakeholders and cultural institutions
take part through their representatives.

CULTURE QUEST CONSISTS OF

TWO PARTS:

« The first part is a training session where young people meet the
stakeholders. The city’s youth meet one another, learn about
teamwork, talk to the stakeholders and city residents, visit
cultural institutions, study the city's problems in the sphere
of culture and offer their own creative solutions. This training
session is a space for dialogue and interaction between the
youth and stakeholders; there is also time for them to plan the
project’s main event - the Quest.

» The second part is the Quest - a city-wide competitive
game, where by traveling from point to point the teams
of project participants learn about the city’s culture and
complete interactive tasks. The game lasts 3-4 hours. The
Quest has 10-25 points.

From August-October 2016, the pilot edition of the Culture
Quest took place in Chernivtsi and received positive
feedback from the participants and stakeholders. In response

to the question "What did you like least?" the youth

replied, "Everything was over so quickly." The stakeholders
appreciated the opportunity to talk to their colleagues.
Representatives of institutions rarely see one another, if at all.
The youth enjoyed having direct contact and conversations
with institutional representatives. For example, at meetings

in the art museum and philharmonic hall, the participants of
the Quest made suggestions as to how those institutions can
interest and attract today's young people.

RESULTS OF THE PILOT CULTURE QUEST

IN CHERNIVTSI:

« The project brought together the youth of Chernivtsi to study
the city's culture, and also created an opportunity for them to
meet and talk to their peers.

Culture Quest became a place for communication amongst
the city’'s stakeholders. As the representatives of the
project’s partner institutions noted, in addition to working
with young people, collaborating with their colleagues in
the cultural sphere was useful.

During the project three socially oriented actions involving
youth and local activists were implemented.

People from various corners of Ukraine contacted the organizers
to express interest in organizing a similar Culture Quest. Based
on this interest and the positive experience of the pilot version
of the Culture Quest, the organizers plan to repeat this practice
in 2017 in Mykolaiv, Kharkiv, Zaporizhia, and Rivne.
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GLOSSARY -
NOTIONS OF
SUSTAINABLE CULTURE

DEVELOPMENT

PATRICK S. FOHL - GERNOT WOLFRAM - MARC GEGENFURTNER

Culture and Education Academy 2016: Encouragement and Guidance
Glossary — Notions of Sustainable Culture Development

The relation between theory and practice in the cultural field
can often be quite tense. Very often, cultural operators are
successfully implementing projects without any knowledge
about the current status of the professional discourse con-
cerning the specific fields of work. Therefore, the theoreti-
cal description und evaluation of cultural activities is often

decoupled from its basis. This leads sometimes to lack of cla-

rity concerning specific terminology. Conseguently, it would
be reasonable to find a common language basis and specify
exact terminology when co-working on strategies, especially
those for cultural development. The given glossary prima-
rily intends to help the reader in order to use central valid
notions of cultural management and culture policy properly
while putting projects into practice and preparing long-term
strategic plans. The explanation of terminology can often be
of great assistance for developing common understanding
and positions. It helps to get aware of one’s own focal points
and where to put them in the sphere of cultural activities.

The presented notions have not been selected randomly
but turned out to be crucial for the cultural work in
Ukraine during the discussions between Ukrainian and
German cultural operators and managers at numerous
workshops held in Kiev in 2015. Experiences from Ger-
many, Ukraine and other countries have been included

in the debate. The presented terminology does not claim
to offer scientifically precise definitions but it presents
important notions within the scope of different cultu-
ral fields of practice. The attempt was to name the main
elements of research and practice, though always with a
clear focus on their feasibility in the context of sustai-
nable cultural development in Ukraine, and their poten-
tial to facilitate an active discourse regarding further
development.

The glossary sees itself as an open collection of terms,
in other words it can and should be supplemented,
expanded and modified by the readers. Consequently,
the notions are not set in stone but provide a basis for
future concretizations and adjustments. At the end of
some definitions, there are suggestions for further rea-
ding in English, these sources can be downloaded from
the Internet without any problems.

Since it was first published the Road Map and accompany-
ing glossary have been used in practical seminars, lectures,
and training sessions, including outside Ukraine. This con-
firms both the need to continue working on this conceptual
framework and the deep interest in the development of
culture in Ukraine at the international level.
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ACTOR/PLAYER

In cultural management, actors (or players) are those people
who take part in cultural, artistic or socio-cultural projects.
They are actively engaged with the objectives, strategies
and contents of a project or institution and provide resour-
ces, either financial or personnel. It is essential that the
traditional hierarchies (of perceptions) between artists and

AUDIENCE BUILDING / PARTICIPATION
Audience development has just established itself as an inte-
gral concept (cf. AUDIENCE DEVELOPMENT), which combines
approaches both concerning audience address (culture marke-
ting), cultural mediation and participative formats, at a time
when, especially in Anglo-Saxon countries, where the term
was coined, it is already being questioned again. Doug Bor-
wick proclaims in his book on the future of art and culture in
the USA (Borwick, Doug, (2012): Building communities, not
audiences. The future of the arts in the United States, Win-
ston-Salem) that in the future, it should be less about traditi-
onal audience building but more about the ways in which art
and culture can once again increasingly evolve beyond com-
munities and regions. In principle, it is still the old but viru-
lent discussion about the relation between supply and the
sober realization that especially the established (public) cul-
tural institutions and their offers are often just able to reach
only a very limited part of the society. This can also explain
why currently new and small cultural projects far from large
centers and institutions are so successful: being participatory,
they work with local identities, find the right narrative and
involve the general public as co-creators.

In this context, the question arises how modern market-

ing can develop the right narrative and pictures in order to
provide visibility for art and culture (cf. NARRATIVE). For
this purpose, the use of the specific target group related
methodological approach is as significant as the "story" that
is told. In other words, by what means (print, web, social
media, word-of-mouth advertising) can we reach our poten-
tial audience and how should we address them in order to

AUDIENCE DEVELOPMENT

Audience development means measures conducted by
cultural institutions and providers of cultural programs
intended to introduce new audiences to their own, mostly
new, cultural and aesthetic offers or to involve various
groups of audience in dialogue through new forms of par-
ticipation. This also includes the so-called "silent audi-
ences" such as specific migration groups, refugees or
people with mental or physical disabilities. The central

organizers (cultural managers) that still prevail in society
increasingly flatten out and new structures and conditions
emerge. The various role models determined by cultural
managers and artists find new and further points of contact
and interfaces, which can also be defined as post-modern
cultural understanding.

generate attention or even long-term commitment without
"overstraining" art and culture and their messages? Quite
often these tasks have to be solved with only small budgets
and, therefore, demand a lot of creativity.

Culture marketing, intended as a component of audience
development or even of audience building, does not end at
this point. It is one puzzle piece of a general strategy that is
directed not only towards the audience but towards cultural
experience in total. Increasing demands on information dis-
tribution and service quality are increasingly complemented
by participatory elements of cultural activities and their
mediation (visitors as advisers, more opportunities for active
contribution, etc.). Similarly, questions are increasingly posed
whether structures and formats of presentation/mediation
need not be changed as well to enable audience participation
or active involvement. Keywords such as acting across divi-
sions, participation, providing new performance venues and
formats for cultural activities or dissolving the segmentation
between the so-called high culture and entertainment culture
stand as examples thereof.

Consequently, audience building as a participatory approach
opens a wide horizon and provides various areas of dis-
course (cf. PARTICIPATION). It offers a chance to liberate
culture marketing from its merely productive and economic
logic and make it integrative and efficient together with ele-
ments of mediation work. But it all depends on a reflective
and coordinated use of the relevant instruments.

objective is an equal form of cultural participation for
various population groups. Particularly people with low
income, low education or access limitations should also
gain access to culture with the help of successful audi-
ence development. It is extremely important to take into
account issues of equal opportunity regarding access
because so far lots of social strata have not yet been
directly and purposefully informed about their rights to
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participate in culture. It is essential that within the scope
of audience development, culture marketing activities
consider offers of cultural mediation and culture educa-
tion to address people from as many strata as possible
with an invitation to communication and participation(cf.
AUDIENCE BUILDING and PARTICIPATION).

COLLABORATION

Since the Second World War, the notion of collaboration

has been negatively perceived in many European coun-
tries because it brings to mind the cooperation of many
participants in different spheres of society with the fascist
occupiers. However, the notion is understood in an absolu-
tely different way in the sphere of cultural management in
Anglo-Saxon countries, where it describes especially close
cooperation among partners. It does not simply mean a joint
pattern but a certain form of cooperation when all partici-
pants are ready to reflect on themselves during the working

CONCEPT OF CULTURE

During the last years, the cultural studies have gathered
hundreds of definitions of culture from various scientific
and artistic contexts. Therefore, it is important to bear in
mind that there are no unequivocal concepts of culture
but a continuing struggle for the right interpretation of
the word "culture”. In principle, it is possible to distinguish
between a narrow and a wider notion of culture. The nar-
row definition comprises in particular divisions and genres,
such as dance, theatre, cinema, literature, visual arts, etc.
The wider definition is socio-culturally oriented towards
man-made artefacts, objects, behaviour patterns, rituals
and symbolic coding. This differentiation helps, first of all,
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L Bob Harlow (2014): The Road To Results. Effective prac
tices for building arts audiences.
Download: http://www.wallacefoundation.org/knowledge-cen-
ter/audience-development-for-the-arts/strategies-for-expand-
ing-audiences/Documents/The-Road-to-Results-Effective-Prac-
tices-for-Building-Arts-Audiences.pdf

process and potentially to change fundamentally. This form
of collaboration also refers to the essential need for practi-
cing reliable cooperation (cf. TRUST), when the objective is
not that all participants will benefit equally but that all par-
ticipants are willing to strengthen the mutual trust in a long-
term cooperation. Collaboration can mean the exchange of
resources such as staff, premises, ideas, but also a common
communication strategy or contractual associations that are
based not (only) on exchange of money but also of compe-
tences (cf. COOPERATION).

to figure out, in which field the notion of culture is used.
Due to a possible political and ideological usurpation of

the notion, one has to be wary about it. In the case of this
notion it is especially important to be careful when refer-
ring to its political or ideological aspects. There is no cul-
ture that is "more valuable" than another one. Hierarchical
perceptions of cultural values are mostly part of ideologi-
cal debates culminating in political misuse. Therefore, at the
start of each project or process, an analytical and reflected
use of the notion culture should be pivotal.

COOPERATION (LOCAL, REGIONAL, NATIONAL, INTERNATIONAL)

Plenty of researchers and cultural operators have already
called the 21th century the "age of alliances". They are con-
vinced that the degree of cooperation ability of a public or
private non-profit organization or a project will determine
in future their long-term existence. Whereas, on the one
hand, the boundaries of institutions or cultural sectors are
becoming more permeable, on the other hand, the pressure
of social and economic conditions is increasing. In order

to cope with these challenges, cultural operators more and
more often rely on manifold options of cooperation. Due
to the complexity and segmentation of social development
processes there is also a need to refer to the knowledge
and skills of others.

Cooperation and network development turns consequently

into a substantial and essential prerequisite for competences
of cultural managers and politicians, which require empathy,
moderation skills and negotiation ability as well as the ability
to develop and evaluate cooperation strategically. At the same
time, it is important not to lose sight of the creation of a mean-
ingful competition.

Cooperation is the link between the topics presented in the
other modules and furthermore. However, the greatest chal-
lenge is often the build-up and governance of the correspond-
ing networks. Different interests must be balanced, mutual
trust must be established and common or mutually compati-
ble goals have to be formulated. In transcultural constellations,



116

complexity increases though special potentials in the devel-
opment of art and culture are to be expected due to a multi-
cultural perspective. Furthermore, especially at the beginning,
cooperation requires a significant commitment in terms of
time and personnel in order to perform the additional existing
tasks. Therefore it is important to approach cooperation strate-
gically and define it as a permanent task that, if necessary, can
replace other areas of activity or, indeed, make them obsolete.

CRISIS

The notion of crisis is often used within the scope of radical
changes. A crisis (from Greek) is "1. A decisive situation, a
turning point, climax of a dangerous development. 2. A dan-
gerous situation" (Duden Fremdwérterbuch (1990). vol.

5. 5th edition. Mannheim Leipzig, Wien, Zurich: Duden). In
other words, when speaking already about a crisis, it is not
yet clear whether "a turning point of a dangerous develop-
ment" has already been reached or, if at all, is imminent. It

CROSS-CUTTING FIELDS / INTERSPACES
In recent years, cultural management has been active not
only in such genres as theatere, cinema, dance, music or
visual arts. Many national and international funding bod-
ies (e.g. the European Union) support an increasing num-
ber of projects, which are located in so-called interspaces,
for example at the interfaces between art and science, cul-
ture and tourism, culture and environmental protection

or art and social work. This is not meant as a postmodern

CROWD-FUNDING

Crowd-funding is a relatively young, mostly digitally orga-
nized financing concept according to which people try to
organize a "crowd" that donates money online for (cultural)
projects because they can a) either actively participate in
the project, b) receive some added value, for example in
the form of gifts, news, exclusive information, etc. or ¢)
invest in order to become part of a potentially long-last-
ing success story. Meanwhile, crowd-funding has become
strongly differentiated and requires special digital compe-
tencies in order to be able to work in this sphere seriously
and professionally, especially with concerning the financ-
ing. There are very good opportunities for Ukraine and

CULTURAL AND CREATIVE INDUSTRIES

In almost all Western countries, creative industries have
experienced a triumph lately. The initial political motive of
using this notion consisted in making the economic value

Regarding the development of international cooperation,
it may be appropriate to use the so-called "layer method."
It starts with the construction of local networks and can
grow with increasing experience, success and visibility to
the regional, national and then, finally, to the international
level (cf. COLLABORATION).

seems obvious that - as there has to be a "turning point" -
only after the averting of a "dangerous situation" we can
speak in retrospect about an actual crisis. Moreover, it is a
culture manager’s task during a crisis, which is usually per-
ceived as negative, to use it to a positive effect. It is called
"a crisis as an opportunity,” for example in order to break
existing patterns or initiate some positive changes, which
would not be accepted before the supposed crisis.

arbitrariness, as many critics argue, but rather as a devel-
opment that takes the increasing networking within global
societies into consideration, in which the role of the arts
transforms. Therefore, cultural management has to develop
more interest towards organizational logic and experience
in other areas and work fields. This development creates
new areas of activities for cultural policy because it can
thus be understood as socially more relevant.

Ukrainian cultural projects as plenty of Ukrainian emigrants
follow the events in their homeland very closely via Inter-
net. Therefore, exciting project ideas from Ukraine can be
successfully financed, especially via crowd-funding, if the
relevant knowledge to the current state of crowd-funding
processes exists.

L Scott Steinberg (2012): The Crowdfunding Bible: How to raise

money for any Startup, Video Game, or Project. Download:
http://crowdfundingguides.com/The%20Crowdfunding%20
Bible.pdf

of art and culture visible to society. In contrast to what is
often criticized, cultural and creative industries (also in the
current cultural program of the European Union "Creative
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Europe") do not focus primarily on the "economization of
culture" but on the economic independence of creative art-
ists and their projects. In other words, a ot of start-up
enterprises develop models in the sphere of cultural indus-
tries and digital economy that are independent from state
support. Of course, this process has to be reflected on criti-
cally concerning the question of artistic independence. From
the cultural policy point of view, it is relevant to examine
those potentials of creative industries that allow people
with various education backgrounds to participate in pub-
lic life with their creative ideas and to develop themselves.
Cooperation between cultural workers and actors from

CULTURE EDUCATION

The notion of culture education is a mixed form of artis-

tic and pedagogical-didactical approaches to cultural medi-
ation. Its central concept is that people of different age
groups (which can already start at pre-school age) should
experience a specific introduction towards engagement with
art and culture in order to develop a long-lasting under-
standing and sustainable commitment. Interactive learn-
ing experiences with instruments, songs, texts, pictures,
and also with institutions like museums, theaters and cine-
mas, should be used as an artistic practice instead of school
models that just "test" theoretical knowledge. Commitment,
interaction and reflection, awareness of the fundamental
civil value of culture, familiarization with cultural history

CULTURAL IDENTITY

Like the concept of culture (Cf. CONCEPT OF CULTURE),
cultural identity is a term that is difficult to comprehend.
Plenty of ideological patterns within debates concerning
national identities are proposed in order to explain cultural
identity. But we should be careful because descriptions

of identity can often be experienced as exclusive. Iden-
tity is nothing static but a process of different influences.
Identity can always be chosen freely by the individual. In
the field of culture, it is reasonable to create cultural and

CULTURAL LEGACY

Cultural assets can be divided into material cultural heri-
tage, for example buildings, monuments or archives, and
non-material cultural heritage, such as traditions, skills or
knowledge. The protection of cultural legacy is in many
countries the key element of cultural policy efforts (cf.
CULTURAL POLICY). Thereby, preservation, restoration,
exchange and reflection on the historical dimensions are
important components in dealing with cultural legacy.
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different businesses has already resulted in sustainable suc-
cess within numerous projects. Many countries have devel-
oped special support programs, which should be taken into
account. Within the cultural and creative industries, interna-
tional interconnectedness plays an important role. There-
fore, it is sensible to gather information and explore vari-
ous networking opportunities. The involvement of sectors
like the computer games industry, architecture, the fashion
industry or IT industry have provided important impulses
for the modern and relevant development of culture, as
well as for urban and regional development (cf. URBAN AND
REGIONAL DEVELOPMENT).

and intercultural relations are to be learned within a spe-
cial didactic frame. Culture education can be offered by dif-
ferent institutions, including theaters, museums or opera
houses, or within projects that conceive themselves as
mediating authorities.

L Access to the Culture Platform (2013): Rethinking Education.
Empowering Individuals with the Appropriate Educational
Tools, Skills and Competencies, for their Active Cultural,
Political and Economic Participation in Society in Europe and
Beyond. Download: http://www.houseforculture.eu/upload/
Docs%20ACP/ACP2013WebVersionFull pdf

artistic offers that appear integrative. In other words, cul-
ture should be open for diverse identity constructions. The
involvement of ethnic minorities and marginalized groups
is, consequently, an important orientation towards an offer
of cultural identity that is not excluding. In Ukraine, there
is a great opportunity to follow those values of peace and
diversity that focus on the individual stories of people and
their biographies (cf. INDIVIDUALIZATION).

Historic artifacts,, buildings or places are often misused
ideologically in order to promote current political deci-
sions and processes of interpretation. Therefore, it is crucial
for cultural operators to always keep a critical distance, to
see and evaluate the cultural legacy in the context of the
time of its creation as well as to reflect on their political
interpretations.
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CULTURAL MANAGEMENT

Cultural management is the professional design of production, promo-
tion and reception processes in the artistic and cultural field. Cultural
management is an interdisciplinary subject that is based on differ-
ent related subjects, such as cultural sciences, cultural sociology and
business administration, and develops new syntheses and its own
approaches. Along with traditional fields, such as culture marketing,
project management or cultural funding strategies, new aspects of
transforming cultural fields increasingly come to the fore and require
new demands on cultural management and cultural policy.

Consequently, cultural management is not just a fixed toolbox
and cultural policy is not a static or based-on-just-one-concept
field of political action. Both areas are now changing in many
countries, including Germany. In the context of social changes
(e.g. globalization, individualization, pluralization, digitalization
and demographic changes), former cultural management meth-
ods are being questioned and revised. In doing so, cooperation,
coordination, participation and new visibility concepts dominate
as action-guided principles, which are crucial for a modern and
sustainable cultural development. The same applies to cultural
policy and administration, which both have currently to meet
greater expectations with regard to a more open conceptual ori-
entation, open dialogue structures and the breaking up of a not

CULTURAL MAPPING

The term cultural mapping describes various methodolog-
ical approaches that provide in different ways a transpar-
ent overview of cultural operators, structures, networks and
potentials of a city, region or entire country. Such mapping
processes frequently work with visualization, cartography
or overviews that provide a certain "bird’s eye view" of the
complex structures. Network analyses and potential analy-
ses can also be used. It is important to agree on objectives
in the run-up of the cultural mapping process. What exactly

CULTURAL POLICY

Cultural policy intends to create cultural processes and
promote the free execution of artistic and cultural pro-
cesses. Cultural policy — especially in federal countries
such as Germany — is shaped by different levels and
actors (cf. ACTORS). Furthermore, various target sys-
tems usually exist. Both the basic concept of culture and
the general comprehension of politics are crucial for the
understanding of a local, regional, national or even inter-
national/ foreign cultural policy.

The area of cultural policy is understood and valuated
differently or sometimes even contrarily by different

unusual sector-oriented thinking.

These developments lead to the strengthening of such interdis-
ciplinary fields as cultural tourism, cultural education or cultural
and creative industries that want to bring art and culture (once
again) into closer connection with other social areas or rather
want to use respective interfaces. However, numerous ques-
tions arise: To what extent can the “employment” of the arts be
accepted and how can we keep the balance between the main
intention and the side benefits of the arts and cultural promo-
tion? What is the role of cultural managers in creating increas-
ing interfaces between art/culture and other fields, such as tour-
ism, refugee policy or urban development? (cf. CROSS-SECTIONAL
FIELDS and MASTER OF INTERSPACES). Are the previous methods
of cultural management sufficient enough? It is obvious that the
requirements for cultural management as a professional disci-
pline, which enables artistic and cultural development processes
through the use of various management methods (cf. PROJECT
MANAGEMENT) will remain unchanged.

L Byrnes, William J. (2009): Management and the Arts.
Download: http://www.managementandthearts.com/pdf/
MgtandArts-Preliminary.pdf

do we want to acquire? No map and no mapping process
can analyze all factors of the activities in a region. There-
fore, it is significant to create clear examination parame-
ters according to which categories a city, region or country
should mapped.

L, 2010 Legacies now / Creative City Network Canada (0.J.):
Cultural Mapping Toolkit. Download: http://www.creativecity.
ca/database/files/library/cultural_mapping_toolkit.pdf

European countries and even within these countries. In
recent years, one can observe a kind of marginalization of
this policy area in the public perception. Therefore, some
researchers, such as the sociologist Dirk Baecker, or asso-
ciations, such as the Kulturpolitische Gesellschaft, suggest
that cultural policy should be understood more as social
policy. This is based on the prerequisite that the mean-
ing of the notion has to be expanded in order to make it
more relevant for a wider scope of civil society. Since the
1970s, a "concept-based cultural policy" within the federal
structures has evolved in Germany into a significant prin-
ciple. Here, the concepts of "culture for all" and "activating
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cultural policy" are relevant, which focus on issues such as
planning, coordination, facilitation and cultural development
approaches. In addition, the concept of “issue management,"
which originated in the USA, can be used; it focuses more
strongly on the binding forces of ideas. The main topics

of current cultural policy in Europe are moreover cultural
governance (focusing on the formulation of cultural policy
objectives and cooperative solution strategies for all social
actors creating art and culture), culture education, cultural
legacy, independent artists’ or project support, language

CULTURAL POLICY CONCEPTS / ROAD MAP
Cultural policy concepts are particular approaches to local
and regional (but also national and international) cultural
development planning that focus on the coordination of
artistic, cultural managerial and cultural policy approaches
in terms of strengthening resources, networks and cultural
development opportunities. In this context, the actual state
is first described and analyzed to later gather as many
actors and institutions as possible for a common think-and-
work process and discussion. Hence extended networks, col-
laboration and joint objectives can be best developed, as
well as new focal points and priorities for cultural develop-
ment. Various aspects of transformation are also becoming
increasingly important, which can make the existing cultural
infrastructures fit for the future in the face of numerous

CULTURAL SECTOR

According to Werner Heinrich, the cultural sector can be
defined as the entirety of institutions and establishments
that are concerned with culture production and promotion.
Likewise, individual cultural institutions, for instance, an
opera house or an art gallery can also be defined as a (part
of the) cultural sector. In addition, cultural projects and ini-
tiatives also enrich the cultural sector.

A common differentiation allows the division of the overall
cultural sector into three classic cultural sectors according
to the legal and company form:

« The public non-profit sector: these are institutions
financed and run by the public. Such institutions (e.g.
museums, municipal music schools and municipal the-
aters) pursue cultural and cultural policy goals.

- The private non-profit sector: It includes institutions
under private law, such as registered associations or
foundations under private law. A common feature is their
organization under private law but their non-profit aims.
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policy, cultural and creative industries, cultural develop-
ment planning and strategies for motivating and involving
citizens, especially those with a different cultural back-
ground and, most recently, also refugees.

L Blumenreich, Ulrike (2013): Compendium of Cultural Policies
and Trends in Europe. Country Profile Germany (update),
Stragburg/Bonn: Council of Europe / ERICarts. Download:
http://www.culturalpolicies.net/down/germany_072013.pdf

social demands and potentials by carrying out new duties
and improving the previous work fields. The democratic
character of these models is crucial, as they are legitimized
by the joint development of their premises. The notion of
a "road map," as exemplified by Ukraine, is chosen as an
image of a common path towards sustainable, liberal-
minded and well-networked cultural activities in the coun-
try. As many and as diverse participants as possible should
take part in this road map.

L, 2010 Legacies now / Creative City Network Canada (0.J.):
Cultural Planning Toolkit. Download: http://www.creativecity.
ca/database/files/library/cultural_planning_toolkit.pdf

Culture and art associations can be named as typical
examples. They fulfill their purposes and have to cover
their expenses using mixed financing because they are
only partially supported by the public.

+ The private profit sector: It includes private businesses
of all company and legal forms. These enterprises pro-
duce and distribute cultural products and services
(e.g. publishing houses and musical theaters) with prof-
it-orientated goals as they have to cover their costs
by revenues.

Nevertheless, it should be emphasized that these three sec-
tors cannot be seen as principally separated from each other;
they are interrelated and they increasingly fuse and influence
each other greatly, so that so-called intermediaries appear.
They unite the logics of two or even all three sectors. Mod-
ern cultural development consequently casts a three-sectoral
glance at the cultural sector that is constantly trying to create
fruitful interrelations between different procedures, produc-
tion methods and concepts.
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CULTURAL STATISTICS / CULTURAL SURVEYS / AUDIENCE RESEARCH

The collection of cultural statistics, cultural surveys and
audience research has been increasing recently because
it is necessary to get more empirical knowledge in order
to assess our own work and its effects and to learn about
necessary changes or hidden potentials.

Within the framework of public research, socio-demo-
graphic and socio-economic, attitudinal, motive- and
effect-based issues are studied. Furthermore, the so-called
"non-visitors" increasingly elicit much interest because it
is essential to learn what possible barriers exist in relation
to art and culture and which other leisure offers are used.

Knowledge of the methods of empirical social research,
especially those of audience research, is of great

CULTURAL TOURISM

Cultural tourism is an interface in the area of cultural man-
agement. Specific cultural offers, like viewing culturally or
historically important works of art and places, participa-
tion in concerts, theater performances, readings or interac-
tive discussions of artistic traditions, are connected with
tourist venues. The notion has dissolved the traditional
understanding of "study trips." Cultural tourism does not
focus on an academic audience but considers itself to be
an engine for urban or regional development. The integra-
tion of sophistic and more complex artistic projects can be
observed in this field. Trips to festivals, exhibition open-
ings, and cultural programs accompanying large sport-

ing events are also part of cultural tourism. Furthermore,

DIGITALIZATION

So far, the digitalization of modern societies is only dis-
cussed to some extent in cultural management. Research

is still dominated by an orientation towards live events,
regardless of whether they are exhibitions, concerts, lec-
tures, festivals or performances. In practice, the focus has
shifted long ago. It is evident that many cultural institutions
use the Internet in order to search for best-practice exam-
ples internationally. In this case, institutions and projects

EMPOWERMENT

In its essence empowerment means the strengthening of
local and regional potentials by empowering currently
non-visible or inactive participants to become active play-
ers and co-decision makers in processes of cultural devel-
opment. The focus of a modern empowerment approach

importance for cultural managers. Firstly, these methods
are necessary to conduct research and polls themselves.
But specific knowledge is also crucial in order to evaluate
the results of already existing statistics or studies and to
use them responsibly for one’s own decision-making pro-
cesses. (cf. STRATEGIC (CULTURAL) MANAGEMENT).

L Furostat. European Commission (2011): Cultural
statistics. Download: http://ec.europa.eu/eurostat/
documents/3930297/5967138/KS-32-10-374-EN.
PDF/07591da7-d016-4065-9676-27386f900857?version=1.0

it includes the increasing interest of holidaymakers to
visit some cultural institutions and projects/festivals and
the like during their vacations. For many tourists, cul-
tural activities are a must together with recreation and
good food. As a result, corresponding expectations exist,
e.g. in reference to package offers that promote an overall
(cultural) tourist experience. For Ukraine, there is a great
development potential because the country offers, both in
its cities and rural areas, huge development possibilities
regarding cultural tourism events.

that present an English version of their methods, inten-
tions and ideas in the form of so-called "case studies" ben-
efit from it because they can be found easily. In cultural
management, digitalization is relevant in order to exchange
information, furthermore to connect cultural operators,
develop new ideas, involve non-cultural institutions and for
financing (cf. CROWD-FUNDING).

is mainly on the placing of responsibility and the designa-
tion of specific task fields on people, who usually cannot
be seen or reached in the cultural field, e.g. adolescents (cf.
PARTICIPATION).
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FUNDING OF CULTURE

The funding of art and culture is a broad field that is dealt
with in different ways depending on the country. Whereas
in the USA, culture usually banks on private commitment
and own revenues, in Germany it is characterized by an
extensive public cultural infrastructure. In many countries
hybrid forms exist (e.g. in Egypt) or commitment is more or
less a matter of individual actors. Therefore, it is possible
only to a limited extent to compare or to offer "model reci-
pes" for acquiring monetary resources. This applies in par-
ticular to those countries and regions that find themselves
in a political, humanitarian and economic crisis. However,
new forms of funding, e.g. via solidary allies or support
from foreign foundations/ cultural operators, have often
been found there in order to support art and culture.

However, in many countries we can observe developments,
which allow a degree of comparability. One crucial alter-
ation — also in Germany— is an increasing "dilution”, i.e.
blending of governmental, market and NGO sectors. Cultural
operators become border crossers between these worlds
and the funding of culture mostly evolves now from more
than one source. The central keyword here is multidimen-
sional funding of culture. Even large public cultural insti-
tutions depend more and more on additional funding from
foundations, sponsors or "crowds," e.g. in project financ-
ing, and they are eager to increase their own revenues by
means of discovering new sources of revenue. Private ini-
tiatives have always depended on a mix of different funds,
which includes of course both material and non-material

GOALS

The central prerequisite for successful work in cultural man-
agement is the formulation of goals both within the institu-
tions and in the specific projects. These goals can be practi-
cal (What exactly do we want to achieve with this project?
What impact shall the project achieve? Which forms of
reception do we anticipate? etc.; see SMART rule) or they
can focus on the so-called meta-topics that also have a
sustainable effect (How can we improve the perception of
video art with the help of this project? How can this project

INDIVIDUALIZATION

From the start of the Modern Era and the Enlightenment,
the individual human being with his/her needs, desires,
social, political, aesthetic and personal perceptions has been
in the focus of cultural activities. Just in times of crisis, it

is important, especially in the sphere of culture, to consis-
tently evoke the special value of each individual personal
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and staff resources. The question is raised by all partici-
pants: How do | persuade potential supporters, which argu-
ments and approaches can be successful and which forms of
financing are especially promising?

The Internet and social media provide a great deal of new
opportunities, especially for small projects and initiatives,
to draw attention to their own ideas, even with small a
budget. Crowd-funding is just one keyword that is closely
related to the goals and requirements of audience building.
However, always and everywhere the issue of cultural pro-
motion raises critical questions, too. This includes the inde-
pendence of art and culture, when projects are sponsored
by companies, foundations with a specific purpose or by
private patrons of the arts, and how to master this difficult
balancing act. The same applies to a potential interference
by public authorities on culture productions. Questions of
sustainability emerge, e.g. when one has to keep afloat from
one project funding to the next one, or whether sustaining
support promotes or inhibits artistic innovations. Finally,
there is also the question of one‘s own subsistence and the
issue of repeated self-exploitation with a view to promoting
art and culture.

L European Parliament (2006): Financing the Arts
and Culture in the European Union. Download:
http://www.culturalpolicies.net/web/files/134/en/
Financing_the_Arts_and_Culture_in_the_EU.pdf

strengthen the participation and involvement of the public?
etc.). During cultural managerial planning both levels should
always be taken into consideration. Goals are also import-
ant instruments within the communication of strategic cul-
tural planning and the foundation for the development of
evaluable criteria.

biography and focus on common values such as peace, tol-
erance, respect despite all ideological differences and var-
ious ethnic, religious or philosophical beliefs. In the case
of cultural management, which feels committed to such
cultural values, the notion of individualization is crucial
(cf. CULTURAL IDENTITY).
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LEADERSHIP

Cultural institutions, cultural administrations and project
networks nowadays consider themselves to be learning
organizations or units. Both the interaction and the individ-
val competence of the employees in the cultural institutions
or cultural projects are important. A relevant employee
management, based on the leadership principle, focuses on
meaningful and staff-oriented communication, coordination
and cooperation. The goal is to put all members of a team
or institution in a position to deliver jointly an outstand-
ing performance. Contrary to classical leadership theories,
charisma, empathy and mediation skills are now at the very

MASTER OF INTERSPACES

Cultural managers are getting increasingly involved in var-
jous social fields. They work again and again at the inter-
faces between politics, economy, civil society and art.

MIND MAPPING

The process of brainstorming in a formative context is an
important field of cultural management. There is always
the demand that cultural managers have to be creative and
innovative. But how does one find out whether one’s own
projects are really innovative and differ from already exist-
ing offers? Besides brainstorming and other approaches,
mind mapping is a useful method, which links various
ideas, potentials, objectives and networks in a kind of tree

MISSION STATEMENT

A mission statement defines the purpose for the existence
of a cultural institution or a cultural project ("the reason
why we exist"). It expresses a basic attitude with regard
to the cultural/ artistic product and social interaction with
the "world within," e.g. staff, the environment, particularly
stakeholder groups. A mission statement should be short
(only a few sentences). It creates a framework for detailed
goal definitions and provides a guideline function (iden-
tity / position), a motivation function (identification of the
staff with the activities/ project) and a legitimizing function

NARRATIVE

Narratives are not advertising slogans but short and con-
cise stories and narrations that reflect the core idea of

a cultural project and stimulate its further expansion. At
best, a narrative has been created in such an interesting

top of the lists of requirements on leaders though assertive-
ness and persuasiveness still remain essential. It is about an
orchestrated interaction of all these abilities. Desired results
are the best possible cooperation within one system and the
acknowledgment and promotion of each individual's com-
petences. The basis for this is a cooperative self-perception
and a clear model.

http://choices-downloads.s3.amazonaws.
com/1300788700-A_cultural_leadership_reader.pdf

Meanwhile, they turn into intermediary experts of "inter-
spaces" and have to achieve and keep an independent posi-
tion as moderators (cf. ROLES OF CULTURAL MANAGERS).

diagram. The aim is to provide an overview of various ideas
and suggestions in order to find out realistic chances of
realization.

http://www.usingmindmaps.com/support-files/mind-map-
tutor-handbook.pdf

(action-oriented principles towards all stakeholders). The
mission statement is the starting point of each project and
transformation process and, as a rule, is tested many times
by means of analytical and reflection methods.

http://nonprofithub.org/
wp-content/themes/nonprofithub/img/landing-pages/mission/
nonprofithub-missionstatement.pdf

form that it becomes "viral" and is voluntarily distributed
by others. A narrative can be based on an already existing
mission statement or can usefully complement it (cf. MIS-
SION STATEMENT).
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NETWORKS

Networks are systems of different characteristics and objec-
tive targets, comprising participants, who maintain rela-
tions, which are not only determined by the market, and
who pursue some common or compatible aims and are usu-
ally somehow loosely connected. As a form of cooperation,
they can be regarded as intermediaries between the mar-
ket (purchase of services) and hierarchy (self-production

of services) (cf. COOPERATION). The "essence" of a network

PARTICIPATION

The notion and concept of participation describe the claim
to participation, involvement, inclusion and occasionally
co-determination. In particular, this claim can also refer, for
example, to the contribution to a specific cultural activity
(e.g. a culture education project together with a museum
that provides children with an opportunity to create their
own artistic products) or in a broader sense to a say in
transformation processes, e.g. within the scope of public
forums on urban city developments (cf. CULTURAL POLICY
CONCEPTS). At its core, participation describes a change of

PROJECT MANAGEMENT

Project management describes the initiating, planning, real-
ization, implementation, monitoring, networking, commu-
nicating and concluding of projects based on verifiable
quality standards. In cultural management, an openly com-
municative managed project organization plays a central
role as, unlike in other fields of project management, the

ROLES OF CULTURAL MANAGERS

The roles of cultural managers cannot be clearly defined.
They are confronted with different tasks depending on
the specific fields and genres they are dealing with. In
principle, a "serving" and a "shaping" function can be
described. In the serving role, the cultural manager acts
primarily as a facilitator, who takes care of the project
management, organizing the finances, and is commit-

ted to a successful communication between the involved
partners. In the shaping role, the cultural manager is

also involved in brainstorming processes, strategic deci-
sion-making and aesthetic reflections. In the meantime,
many cultural managers also act as moderators and medi-
ators, who ensure a constructive dialogue between differ-
ent interested groups and bring them together. Therefore,
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is notably determined by the attitude, mutual connected-
ness and intensity of a cooperation among all players. Net-
works can pursue a certain benefit (e.g. exchange of infor-
mation) or embody complex and lasting cooperative work
structures.

perception from a strictly offer-oriented attitude of cultural
institutions and projects towards an audience-oriented atti-
tude, which focuses on the potential recipients (without lim-
iting the artistic contents), who can be even authorized to
become a co-creator (cf. EMPOWERMENT).

https://uk.sagepub.com/sites/default/
files/upm-binaries/63872_Maguire_CH1.pdf

aesthetic dimensions of the work field are more important.
These dimensions have to be imparted and reflected as part
of the organizational process. In cultural management it is
also essential to agree on certain organizational standards,
e.g. keeping the agreed time schedules or formulation of
milestones (clearly defined project steps).

it is possible to speak of a "master of interspaces" or, in
other words, describe the role of a cultural manager as

someone, who acts at the interfaces between different

players and partners in society (cf. CULTURAL MANAGE-
MENT/MASTER OF INTERSPACES).
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SOCIAL MEDIA / DIGITAL STRATEGIES
Cultural management does not just restrict its digital com-
petences to marketing and communications or mediation
processes in the sphere of digital or social media. Issues
concerning sustainable digital organization, interactive
networking of players and evaluation increasingly define
the reality of national as well as international projects.
Digital competences are especially required in terms of

STRATEGIC (CULTURAL) MANAGEMENT
Strategic (cultural) management in the cultural field is
based, first of all, on avoiding formalistic action approaches
in favor of creative decision-making processes that are
innovation-oriented. It is in the space of creative and
artistic challenges that traditional organizational models
often fail. At the same time it is evident within these cre-
ative processes that factors such as farsightedness, plan-
ning, structure, formulation of goals (cf. GOALS), coordina-
tion and evaluation are of great importance, though specific
translations for cultural operators are necessary. Strate-

gic (cultural) management demands, first of all, a creative
form of analytical thinking. Tools like environment analysis

SUSTAINABILITY

The term "sustainability" is currently on everyone's lips. But
what does it actually mean? It is best described as a "tri-
angle of sustainability" or a "three-pillar model." The three
dimensions of sustainability, "ecology," "economy" and
"social issues," have to be integratively combined or rather
equally taken into account in order to ensure sustainable
development that uses and protects all three. Of course,
this is primarily an ideal typical approach as in practice, it
is hardly possible to combine these three dimensions that
sometimes come into conflict. Therefore, this approach has
to be interpreted as an integrating concept that insists on
sustainability in all three fields as its main goal but also
enables prioritizations in each pillar. The understanding of
sustainable development as a "meta-vision" has the funda-
mental potential of functioning as a kind of a "subtext" in
all decisions that imply changes of social relevance both in
general and in particular. It eventually has to be seen as an
integrated overall concept, in which already existing and
new approaches to reform and change are further inte-
grated whereas the basic direction is clearly formulated by
sustainability principles.

crowd-funding. It is not just important to present a proj-
ect digitally, but also to develop corresponding narratives
(cf. NARRATIVE), establish interaction between potential
recipients and to offer incentives for support. Here too,
the development of close networks with local IT scenes is
recommended.

(external analysis) or corporate analysis/ project team anal-
ysis (internal analysis) can also help in the cultural field
because they can locate strengths and weaknesses inside
or outside the project activities. Moreover, strengths/weak-
nesses analysis can contribute to locating obstacles and
disruptive factors within a project. However, it is always
important to keep in mind that in the cultural field, we deal
with peculiarities of action that cannot be confronted with
purely business or managerial categories.

Ultimately, the vision of sustainable development has to be
understood as a call to look ahead in a creative and positive
way. This is important in order to tackle current problems, as
far as can be seen, and to ensure an independent and care-
free life for future generations, if possible. It requires courage
to deal with new approaches, to test and, if necessary, leave
behind the supposedly well-tried ways, to understand the com-
plexity of the sustainability triangle as a positive challenge and
to develop concepts that can cause more than short-term solu-
tions - disease control instead of combating symptoms.

On the one hand, art and culture as transversal pillars can
help to convey sustainability values and examine them crit-
ically. On the other hand, cultural institutions are meant to
work sustainably and to think for the long term.

http://www.creativecity.ca/database/files/library/Creative_
City_News_E.pdf
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SWOT ANALYSIS

In the analysis model that examines the relations between
strengths and weaknesses as internal factors susceptible to
influences, on the one hand, and opportunities and threats
as external environmental factors immune to influence, on
the other hand, plenty of opportunities are presented for
solving existing problems within strategic decisions with
the help of clear analytical steps. In highly complex institu-
tional contexts, a SWOT analysis can help in order to form

TRANSFORMATION

Transformation describes the sustainable approach of a fun-
damental reshaping and re-thinking of previously estab-
lished cultural concepts, institutions and cultural policy
strategies in order to realize a contemporary and effective

TRUST

In cultural management, the notion of trust mainly refers to
project culture or institutional culture in which artistic and
cultural processes take place. This includes a form of coop-
eration based on tolerance, acknowledgement and mutual
respect. It is especially important within cooperative or col-
laborative projects that a culture of trust exists or is being
developed aside from contractual commitments and agree-
ments, in which agreements concerning schedules, organi-
sational responsibilities and use of resources are kept. Fur-
thermore, trust also refers to a shared understanding of

URBAN AND RURAL AREA DEVELOPMENT
Like in other European countries, a significant structural
difference between (large) cities and smaller municipalities
can be observed in Ukraine, too. Many active artistic and
cultural projects from rural areas cannot attract as much
attention as projects and institutions in cities. Therefore, it
is even more important to make smaller towns and munic-
ipalities more visible. Local cultural mapping as well as the
initiation of cultural development planning can contribute
to it. Furthermore, the protection, restructuring and trans-
formation along with expansion of the cultural infrastruc-
ture are also essential. Due to financial reasons, this is often
only possible by activation of the local players and institu-
tions. Moreover, cultural tourism measures, digital presence
and an extraordinary local narrative can help to increase
visibility. In Ukraine, special attention can be paid to the
crisis areas in the East, but also to the regions in the West
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a better overall view of the existing problems. It has to be
stressed that SWOT analyses don't describe measures but
actual states. Only after the conduct of a sound problem
analysis any exact measures can be derived.

http://www.free-management-ebooks.com/dldebk-pdf/fme-
swot-analysis.pdf

reaction to social change. This applies in particular to the
transformation of cultural institutions in the specific context
of the surrounding space and public sphere.

agreed objectives and strategies. The issue of copyright also
comes increasingly into the focus of questions of trust. In
this regard, a joint project charter can be helpful, primarily
in intercultural projects, because it defines expectations and
trustworthy communication rules in advance.

with their European traditions and rooting. Protection and
cultivation of traditional and current cultural assets, support
for cultural education and cultural peace work can be cru-
cial measures for regional development.

http://arts.gov/sites/default/files/
CreativePlacemaking-Paper.pdf

http://www.creativecity.ca/database/files/library/SE_News_6
ENGLISH.pdf
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