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Defiant Bodies
Emancipatory Trends in Ukrainian Society through the
Prism of Video Art (1991–2020)
Corps défiants. Les tendances émancipatrices de la société ukrainienne à
travers le prisme de l’art vidéo (1991-2020)

Oksana Karpovets

PLAN

Testing the limit: from externalization of sexuality to queer culture

TEXTE

For Ukrainian artists, the human body has long served as a surface on
which they make visible collective eman cip atory changes. By the
early 1970s, the loosening of social control and polit ical repres sion
exerted over the Soviet Union’s citizens in the 1960s, allowed local
noncon form ists to portray the naked human body and use its sexu‐ 
ality as a tool for crit ical reflec tion. The depic tion of the nude, non- 
normalized body helped artists to distance them selves from the offi‐ 
cial doctrine of Socialist Realism and acted as a tacit tactic of resist‐ 
ance to Soviet mech an isms of body control. This is partic u larly
evident in the photo graphs of the Kharkiv group Vremya (Time, 1971–
76), a prede cessor of the Kharkiv School of Photo graphy. For example,
in the photo graphic  series Violin (1972), the group’s cofounder,
Evgeniy Pavlov, depicts the inter ac tion of tender and aesthet i cized
naked bodies of young men in nature, which from the stand point of
Soviet morality was unac cept able since it was imme di ately asso ci ated
with homo sexu ality (fig. 1).
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1. Evgeniy Pavlov, No. 2, from the series Violin, 1972.

Silver print, 12 × 18 cm.

Cour tesy Evgeniy Pavlov.

Later, in the unof fi cial art of the peres troika era and the post- Soviet
art of the 1990s, the repres ent a tion of the aesthet i cized naked body
was replaced by subversive provoca tion, achieved through the depic‐ 
tion of an overly sexu al ized and/or andro gynous body. As Ukrainian
artist Nikita Kadan right fully notes, at that time, “the body became an
instru ment of trans gres sion, of over coming the discip linary order
through the shock effect of the docu mentary demon stra tion of the
corporeal or through the trans form a tion of corpor eality into a
phantom, an object of erot i cized hallucination.” 1

2

Ukrainian researchers have intens ively studied this excessive and at
times shocking use of sexu al ized bodies in painting and photo graphy,
usually leaving the video medium aside. 2 In an article from 2017, 3 for
example, Kateryna Iakovlenko analyzes this phenomenon in paint ings
and photo graphy of the Ukrainian artists asso ci ated with the Paris
Commune squat in Kyiv (1990–94). 4 And, in a joint article with Halyna
Hleba, Iakovlenko writes about the same trend in

3
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Kharkiv photography. 5 Both papers completely ignore the fact that
many Ukrainian artists at the begin ning of the 1990s, incor por ated
video into their arsenal of artistic means, including some Paris
Commune’s painters and Kharkiv School’s photo graphers. Solomia
Savchuk and Oleksandr Solo viov, the curators of the  retrospective
Flash back. Ukrainian Media Art of the 1990s (Mystet skyi Arsenal, Kyiv,
2018) even declared that the 1990s in Ukraine passed under the sign
of media  art. 6 In addi tion, provoc ative bodies and/or their sexual
beha vior were widely and perhaps most openly featured in video
works of the time.

Marina Gržinić argues that in the 1980s and 1990s, the chal len ging
over- sexualized body image was common in video art throughout
Eastern and Central Europe. 7 It allowed artists to effect ively subvert
old norms, test the limits of newfound freedoms, and inter pret
collective processes of sexual and polit ical eman cip a tion. She iden ti‐ 
fies two of the most common forms of this artistic strategy: the use
of porno graphic scenes and “gender- bending,” or confu sion between
feminine and masculine. 8 In Ukraine, revealing in this respect are the
video performance Sply acha tsarivna u skly aniy truni (Sleeping Prin‐
cess in a Glass  Coffin) (1992) by Oleksandr Hnylytsky, featuring a
masturb ating woman in a glass coffin, and the  video Voices of  Love
(1994) by Arsen Savadov and Georgy Senchenko, depicting sailors on a
warship wearing ballet tutus.

4

At the same time,  Gržinić notes that these two types of image
creation of over- sexualized bodies continue to appear in today’s
video works by Eastern European artists, although they now carry a
clear polit ical agenda. 9 The same can be said of Ukrainian video art,
where elements of porno graphy and “gender- bending” are the most
common attrib utes of the works by queer artists, who use such
images to fight for their rights in a rather tradi tional society. Yana
Bachynska, Yevhen Korshunov, Oksana Kazmina, Anatoly Belov, and
Anti Gonna are among many working in this vein.

5

The dialogue between the trans gress ively shocking body repres ent a‐ 
tion in art prac tices of the 1980s and 1990s and the queer optics of
the 2000s and 2010s in Ukraine was first reflected on by the artist
Nikita Kadan in the  exhibition Naughty  Bodies he curated at the
Kmytiv Art Museum in 2019. In his curat orial state ment, Kadan argues
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that today “queer is the new avant- garde,” alluding to the continuity
between these two groups of Ukrainian artists on the front line in the
struggle against the power mech an isms of body  control. 10 Indeed,
recent  films Non- binary (2020) by Yana Bachynska, about a three- 
legged person,  and The Main Fort ress of  Sich (2020) by Yevhen
Korshunov, about the comrade ships of queer Cossacks, have a
striking simil arity with the video works produced by Hnylytsky and
Savadov and Senchenko in the early 1990s—all four contrast masturb‐ 
a tion and/or andro gyny with certain systems of body control that
vary depending on the time the works were created. And even though
the authors of these works refer to their produc tions differ ently as
video, film, or video perform ance, all four lay in- between video art
and film and can actu ally be clas si fied as staged short films, where
each frame is care fully thought out and constructed by the artist for
the lens of the camera. Their compar ative analysis seems very
important because it can provide insight into how the Ukrainian
collective body has been eman cip ated over the past three decades.

Speaking of provoc at ively sexu al ized and/or andro gynous bodies,
here after we will use the term “defiant bodies,” which emphas izes the
resistant nature under lying such a body image. The idea of “defiant
bodies” contrasts with the concept of “docile bodies” coined by
Michel Foucault. For the philo sopher, the “docile body” is “some thing
that can be made; out of a form less clay, an inapt body [from which]
the machine required can be constructed.” 11 In contrast, the “defiant
body,” as described by anthro po lo gist Matthew Clark, is “a body,
either collective or indi vidual, which resists and refuses to be
subjected to, used by, trans formed in accord ance with… the powers
and tech no lo gies of ‘normal iz a tion,’ conformity and regu la tion
in society.” 12

7

This paper argues that the “defiant bodies” depicted in the selected
video works by the two groups of Ukrainian artists reflect the
collective tend en cies of Ukrainian society to over come and under‐ 
mine Soviet, post- Soviet, and nation- state mech an isms of “govern‐ 
ment ality” that seek to normalize, control, and trans form bodies to
make them  productive. 13 But how do these artists play with the
combin a tion of defiant body image and moving image to confront the
power systems of normal iz a tion? What are these body control mech‐ 
an isms to which they respond? How do the selected works reflect
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eman cip atory processes in Ukrainian society? And how does the
under standing of the human body as a tool of resist ance vary in the
video works of these two different gener a tions of Ukrainian artists?

Testing the limit: from extern al ‐
iz a tion of sexu ality to
queer culture
To answer these ques tions, let us return to the context of the early
1990s, when the moving image became a new territory of freedom
and exper i ment a tion for Ukrainian artists, an altern ative to the long- 
dominant picture plane with its estab lished author ities and hier‐ 
archies. As the Kharkiv photo grapher and video artist Sergey Bratkov
notes, video was then seen as an innov ative tool enabling an “instant”
or “quick as a gunshot” artistic response to the rapidly chan ging soci‐ 
opol it ical situation. 14 The sudden turn to video by many local artists
can be also attrib uted to the rapid devel op ment of media culture at
the time. Indeed, the policy of peres troika opened the door to the
gradual penet ra tion of Western cultural and media content—Holly‐ 
wood and under ground films, Western advert ising, and access ible
porno graphy not only prom ised a life free of Soviet morality, but also
influ enced the imagery and subjects of art produced in Ukraine. Not
only this, but also Ukrainian society was exper i en cing a sexual
revolu tion, which went along with the collective separ a tion from
Soviet mech an isms of body and mind regu la tion as well as the
growing aware ness of Ukrain ians as separate subjects from the larger
imperial body. It is there fore not surprising that this sharp break with
the long- standing system of beliefs, control, and depend ence was
often mani fested in art through the image of a brutally sexu al ized or
norm- breaking body.

9

This is well illus trated in Oleksandr Hnylytsky’s video  performance
Sleeping Prin cess in a Glass Coffin (1992, 22'37"), for which he filmed
his half- naked wife, Natalia Filonenko, lying in a closed trans parent
glass coffin. “The shoot was done in complete dark ness, with only
one light bulb illu min ating the  coffin,” 15 which helped to not only
construct an illu sion of a cave- like, other worldly space, adding
dramatic quality to the video, but also slightly blurred the image of
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2. Oleksandr Hnylytsky, Sply acha tsarivna u skly aniy truni [Sleeping Prin cess in a

Glass Coffin ], 1992.

Video perform ance, analog color video, 22'37".

Cour tesy Natalia Filonenko.

the heroine. We see the vague contours of her body in a coffin, which,
because of the black back ground, some times looks as if suspended in
the air. At some point, Filonenko’s fingers begin to move slowly in the
groin area, imit ating masturb a tion (fig. 2). Due to the overall dark ness
of the video footage, even when the camera zooms in on the subject,
her nudity and the sexual act are imagined by the viewer rather than
actu ally seen.

Filonenko masturb ates to the tape recording of a poem written by
Hnylytsky, which she reads herself. For filming, this tape was slowed
down, which changed her voice, as if it belonged to an under world
demon. The poem and the video both refer ence Aleksandr Pushkin’s
The Tale of the Dead Prin cess and the Seven  Knights  (1833). 16 But in
the artist’s version, as Filonenko notes, “the prin cess in a closed

11
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coffin does not sleep, but languishes and masturbates.” 17 Hnylytsky’s
text is written in the style of sexual horror: “The cold wind bends the
branches, / Your beau tiful corpse rots. [...] In that vagina are hidden
secrets, / The secrets of future dates.” 18

As Iakovlenko argues, many Ukrainian artists of the time were devel‐ 
oping their artistic iden tity in oppos i tion to the image of the
“Soviet man.” 19 In line with this, it is telling that Hnylytsky turns to
the poetry of Russian poet, play wright, and novelist of the Romantic
era, Pushkin, whose oeuvre was central to the school curriculum
throughout the Soviet Union. Pushkin’s works, written in the imperial
19th  century, extol the great ness of the Russian spirit, a senti ment
that was success fully used by the Commun ists to create an image of a
morally and phys ic ally strong and flaw less Soviet man. Hnylytsky
appro pri ates Pushkin’s rhyming style to create a twisted parody of his
famous fairy tale. But in the artist’s version, the heroine is not an
inno cent virgin calmly waiting for awakening of her prince’s kiss;
instead, her beha vior is immoral, under mining not only the Soviet
ideal of man and woman, always portrayed asexual, but also the high
morality and great ness of the Russian spirit, imposed on Ukrain ians
as a high symbolic value, which in the early 1990s felt so out of place.

12

Whereas Hnylytsky uses porno graphic images to create a defi antly
sexu al ized body, in Voices of Love (1994, 90'), Savadov and Senchenko
employ gender confu sion, mixing images of femin inity and
masculinity. Their video was made for the  exhibition Alchem‐ 
ical  Surrender, held aboard the  battleship Slavutych in Sevastopol,
Crimea (1994), and curated by Marta Kuzma during the struggle
between the Russian Feder a tion and Ukraine over the divi sion of the
Black Sea Fleet. To create this work, the artists lived on the battle ship
for a week and filmed its crew along with guest  performers. 20 The
video consists of a sequence of scenes in which the sailors perform
mean ing less looped actions—they rotate inside or are suspended
above the drum on the cargo shaft of the ship’s wind lass, or collect‐
ively pull an anchor through a narrow, enclosed corridor, or medit at‐ 
ively spin a large prop model of a warship among them selves (figs. 3
and  4). The images are accom panied by unob trusive but repet itive
music intended to lull or hypnotize the viewer.

13
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3. Arsen Savadov and Georgy Senchenko, Voices of Love, 1994.

Analog color video, 90'.

Cour tesy Arsen Savadov and Georgy Senchenko.
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4. Arsen Savadov and Georgy Senchenko, Voices of Love, 1994.

Analog color video, 90'.

Cour tesy Arsen Savadov and Georgy Senchenko.

That is to say, while Hnylytsky under mines the ideal ized stereo type of
Soviet morally stable man by portraying the “immoral” sexual act,
Savadov and Senchenko achieve the same effect through the
elements of femin iz a tion and trav esty and the depic tion of non- 
directive collective beha vior. They subvert the Soviet ideal of a
discip lined collective body at work, one that must perform productive
and socially mean ingful activ ities. The labor of sailors and baller inas
is asso ci ated with a grueling and merci less training of the body and
its ulti mate discip line. In Voices of Love, they, on the contrary, engage
in aimless actions that are often medit at ively looped, as if the
purpose ful ness and ener getic forward move ment of Soviet times and
people, as they appear in the ideas of Soviet modernity, were
suddenly stuck in some liminal space. In  addi tion, dressed in ballet
tutus, the sailors’ bodies radiate the tender ness and vulner ab ility that

14
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were for so long hidden behind the detached ideal of the Soviet cour‐ 
ageous and brave warrior.

Further more, the authors  of Voices of  Love, like Hnylytsky, address
the theme of Soviet or Russian imperial great ness, but in their work,
it is embodied in the image of a warship, in a broader sense denoting
military power, which, along with the need to resist an external
enemy, was the basis for awakening feel ings of patri otism and
national pride in the citizens of the Soviet Union. Patri otism is a love
for one’s moth er land, which can never the less be based on hatred of
an often- illusory enemy. Savadov and Senchenko under mine this
milit arist idea of hatred with the concept of love shown in the vulner‐ 
ab ility and tender ness of the sailors’ bodies and their romantic inter‐ 
ac tion with the attrib utes of the ship. The artists’ approach correl ates
with the fact that after the collapse of the Soviet Union, Ukrain ians
could no longer asso ciate them selves with Russian imperial grandeur
—their own military might greatly dimin ished and the idea of
confronting an external enemy seemed then defeated. That is, Voices
of  Love has a polit ical grounding, hinting at the surrender of the
imperial, of the military, and of the ideo lo gical in the collective
conscious ness of the Ukrainian people. By turning the ship into a
perform ance set, the artists trans formed it from a terri fying weapon
into the same toy model as the sham warplanes and warships manip‐ 
u lated by sailors and performers in various scenes. The work not only
desac ral izes military might, national pride, and stern masculinity, but
also shows how illusory the grandeur of a milit ar istic empire can be.

15

At the same time, these two videos are an obvious artistic reflec tion
of the much- repressed sexu ality under Socialism and Communism,
different types of which finally found a way to exist. 21 As Iakovlenko
and Hleba note, in Ukraine of the 1990s, “The prescribed roles for
men and women were losing their clear outlines, but it was still not
clear or described what the new roles were and to what extent
freedoms could be  followed.” 22 That is, the tran scend ence of the
corporeal norm ativity denotes a broader zone of social trans ition
from old to new, in terms of values and aesthetic systems, gender and
body representations.

16

However, it is obvious that the authors of these works did not
consciously fight for civil and sexual rights—it was simply too early

17
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for Ukrainian society. Savadov and Senchenko’s text for Voices of Love
does not include a word related to the LGBTQ+ community, and
Hnylytsky’s depic tion of a masturb ating woman hope lessly sealed in a
glass coffin through which her actions are clearly observed is rather
remin is cent of the male gaze seeking to control female desire and/or
shape the image of a desiring female body. In addi tion, the prevailing
patri archal atti tudes and unequal posi tion of women in the artistic
community asso ci ated with the Paris Commune squat have been
noted by several Ukrainian researchers, including Oksana Briuk‐ 
hovetska and Kateryna  Iakovlenko. 23 Rather, the intern al iz a tion of
Western proto types and stereo types of sexual and civil rights that
were new to Ukraine required repe ti tion and explor a tion, and the
video seems to be a fruitful instru ment that allowed artists to repro‐ 
duce, visu alize, and test them before they became more or less estab‐ 
lished in the public conscious ness between the 2000s and 2010s.

While not carrying a conscious polit ical charge, these video works of
Hnylytsky and Savadov and Senchenko nonethe less had a very
important polit ical purpose. The defiant bodies, constructed in them
by means of porno graphy, absurdity, and masquerade, allowed the
artists to assert their right to create constantly ambiguous and
unbal anced situ ations and  identities. 24 This served as a very
important precedent for the younger gener a tion of Ukrainian artists
of the 2000s and 2010s, who, standing on the ground of the achieved
right to be beyond norms, were already posi tioning the sexual, the
social and the personal as polit ical, often imple menting what is now
known as gender and queer politics.

18

In the 2010s, a queer culture emerged in Ukraine and, accord ingly, a
fairly well- established community of queer artists. Oleksiy Kuchansky
defines queer culture as a type of “crit ical prac tice that has emerged
among those discrim in ated against on the basis of sexu ality and
gender beha vior,” and that is char ac ter ized by “the ability to hijack
the means of controlling bodies in order to turn these means into
instru ments of  emancipation.” 25 In contrast to gay iden tity politics
that, according to the soci olo gist Steven Seidman, “aims to change
the status of homo sexu ality from a deviant to a normal iden tity, queer
politics struggles against normal izing any iden tity [because] a queer
perspective holds that normal izing social controls assign a moral
status of normal and abnormal to virtu ally every sexual desire

19
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5. Yana Bachynska, Non- binary, 2020.

Digital color video, 5'45".

and  act.” 26 How do Ukrainian queer artists in their video works
under mine contem porary normal izing means of body control,
including the prac tices constructing the image of gay and queer
people as defiled and “polluted,” phys ic ally and physiolo gic ally
inferior, and excluding them and their repres ent a tions from public
life, at a time when images of the hetero sexual family and the mascu‐ 
line warrior- hero are at the heart of national state policy?

In order to approach this ques tion, let us look at two video works by
Ukrainian queer artists Yevhen Korshunov and Yana Bachynska, for
whom the issue of further eman cip a tion of Ukrainian society is
closely linked to the posi tioning of the LGBTQ+ community within
it.  Bachynska’s Non- binary (2020, 5'45") depicts a three- legged
human, shown from the waist down while trying to adjust to their
clum si ness while performing everyday activ ities—shaving their three
legs, putting on panties with three holes, going to the toilet, and even
having a romantic dinner with their partner (fig. 5). The action takes
place in a private old house with a kitschy and reli gious envir on ment
that emphas izes poverty and domestic earth i ness. The story ends
dramat ic ally when the partner’s leg kicks the middle leg of the three- 
legged personage, who then slips their middle leg into a noose to
hang and kill it (fig. 6).

20
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Cour tesy Yana Bachynska.

6. Yana Bachynska, Non- binary, 2020.

Digital color video, 5'45".

Cour tesy Yana Bachynska.

That is, Bachynska constructs a radical bodily other ness, exag ger‐ 
ating the stereo type of the phys ical inferi ority of LGBTQ+ people to
the point of absurdity. By embodying this stereo type, he actu ally
reappro pri ates the right to define the queer body, thus turning it into
“an island of autonomy,” a legit im ized territory under his
own control. 27 The dramatic act of the suicide of the middle leg, at
the same time, hints at the brutal and habitual erasure of bodily
repres ent a tions and beha vior beyond norms. The poor and kitschy
setting of the scene reflects the deaf ening dark ness and blunt ness of
the normal izing instru ments of power, on whose altar a sacri fice
must neces sarily be made. It reson ates with the viewers, regard less of
their sexual and gender self- identification.

21

In turn, Yevhen Korshunov’s  film The Main Fort ress of  Sich (2020,
11'39") depicts a young man being insult ingly called “not a Cossack,
but a gay” by a passerby who witnessed the prot ag onist masturb ating
in public place to a monu ment to Bohdan Khmelnytsky (c. 1595–1656),
Ukrainian military commander and Hetman of the Zaporozhian Host,
who is one of the key national symbols of a fighter for
Ukrainian statehood. 28 The act of masturb a tion in this work is

22
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7. Yevhen Korshunov, The Main Fort ress of Sich, 2020.

Digital color video, 11'39".

Cour tesy Yevhen Korshunov.

nothing less than a direct parody of the social worship of ideal ized
male heroes, the corner stones of the patri archal social order with its
corres ponding mech an isms of bodily normalization.

After this incident, Korshunov’s prot ag onist walks into a house,
where he meets his fellow members of the queer community, led by
an older man (fig. 7). Those present react with surprise to the news of
the young man’s insult and their leader even reads aloud excerpts
from the 19th- century writ ings on the rules of Zaporozhian Cossack
comrade ship, emphas izing that their fraternal rela tion ships were
based on love and care for one another. The leader then orders
everyone to change into cere mo nial costumes resem bling Cossack
robes made of trans lu cent and bright fabrics. The camera is fixed on
each member of the camaraderie in turn, so that the beauty,
sublimity, sensu ality, and milit ancy of their bodies are conveyed in
slow motion  (fig. 8). Soon the leader announces that they are now
going to take revenge with love on those who do not know or under‐ 
stand the history of their own people. The beau tiful, sexy char ac ters,
armed with makeup and sabers, leave the house, as if consid ering it
and them selves the main fort ress of contem porary Ukrainian Sich.

23
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8. Yevhen Korshunov, The Main Fort ress of Sich, 2020.

Digital color video, 11'39".

Cour tesy Yevhen Korshunov.

As in Savadov and  Senchenko’s Voices of  Love, Korshunov’s film
correl ates love with feel ings of patri otism and national pride. The
artists of both works use bodily tender ness and andro gyny as some‐ 
thing very sincere and human that imme di ately subverts milit ancy
and male power. But where Savadov and Senchenko’s sailor- ballerinas
seem to be unarmed and without purpose, ready to surrender rather
than fight, Korshunov’s queer Cossacks are fully armed, united by
comrade ship, and determ ined to change society with their soft
power—love and sexu ality. That is to say, Korshunov desec rates the
stereo type of the national warrior- hero with “homo sexu ality,” iron ic‐ 
ally under mining and mocking both the cultur ally exalted image of
the male hero and the socially denig rated image of homosexuals.

24

What is crucial is that  unlike Sleeping Prin cess in a Glass  Coffin
(1992) and Voices of Love (1994), Korshunov and Bachynska’s prot ag‐ 
on ists do not perform aimless actions in some liminal spaces, but are
placed in a specific context and pursue a certain goal. And while,
Savadov and Senchenko, following the ideas of post mod ernism and
the tradi tion of Western exper i mental cinema, completely under mine
the narrative, making it discon tinuous, surreal, and almost un- 

25
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thinkable for the viewer, the younger artists, while still using
masquerade along with absurd images and scenes, retain a clear
storyline—in the form of direct speech or a sequence of visual images
they voice their direct artistic appeal to the viewer. Their films are
down- to-earth, person i fied, and full of subtle irony, which helps
evoke empathy and iden ti fic a tion with their char ac ters, allowing the
artists to effect ively convey to the public the idea of non- normalized
modes of exist ence, repres ent a tions, sexu ality, and queer lifestyles.

But what do the four video works analyzed in this article tell us about
the process of eman cip a tion that the Ukrainian collective body has
gone through over the past three decades? First, by the 2020s, the
focus of artists’ resist ance had largely shifted from Soviet normal izing
and colon izing body norms to similar controlling mech an isms
embedded in the nation- state ideo logy. Indeed, if Hnylytsky’s
masturb ating prin cess is contrasted with Pushkin’s imperial poetry,
then Korshunov’s masturb ating queer Cossack is opposed to the male
symbol of Ukrainian state hood. Second, there has been a revi sion in
the repres ent a tion of sexual  difference. Voices of  Love reflects on a
social shift away from the fixed female and male roles in the 1990s,
blending the stereo typ ic ally female repres ent a tion of baller inas with
the stereo typ ic ally male repres ent a tion of sailors. But almost three
decades later, Bachynska creates a char acter that defies any gender
defin i tion. Last but not least, the defiant bodies presented in the
video works of the early 1990s, although provoc ative and rebel lious,
lacked a clear polit ical state ment or posi tion. Their subversive nature
was the result of an intu itive rather than a delib erate strategy by the
artists. On the contrary, the latest gener a tion of Ukrainian video
artists uses the body as a thought- out tool to help pursue anti- 
nationalistic goals as well as gender and queer politics. Such artistic
agency corres ponds to the process of Ukrain ians gaining collective
voice and subjectivity.

26

Alto gether, this leads us to the conclu sion that both the video
medium and the human body have long served not only as means of
reflecting change, but also as full- fledged agents of eman cip atory
processes. Whether they will be relevant instru ments for under‐ 
mining the power mech an isms of body control for the next gener a‐ 
tions of Ukrainian artists is unknown, but in the last three decades,
they have clearly been at the forefront.
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RÉSUMÉS

Français
Cet article analyse quatre œuvres vidéo produites dans les années  1990
et 2020  : Slee ping Prin cess in a Glass  Coffin (1992), d’Olek sandr Hnylytsky,
Voices of Love (1994), d’Arsen Savadov et de Georgy Senchenko, Non- binary
(2020), de Yana Bachynska,  et The Main Fortress of  Sich (2020), d’Eugen
Korshunov. Ces œuvres reflètent des processus collec tifs d’éman ci pa tion en
construi sant une image du corps défiant. La stra tégie de sursexua li sa tion,
souvent obtenue par le « gender- bending » et par des éléments porno gra‐ 
phiques, est explorée en rela tion avec les processus collec tifs de libé ra tion
sexuelle et natio nale et la volonté de tester les limites des libertés post so‐ 
vié tiques. Les œuvres analy sées témoignent de la dyna mique d’éman ci pa‐ 
tion ukrai nienne au cours des trois dernières décennies.

English
The article analyzes four video works produced in the 1990s and in  2020�
Sleeping Prin cess in a Glass  Coffin (1992) by Oleksandr.  Hnylytsky, Voices
of Love (1994) by Arsen Savadov and Georgy Senchenko, Non- Binary (2020)
by Yana Bachynska,  and The Main Fort ress of  Sich (2020) by Eugen
Korshunov. These artworks reflect collective processes of eman cip a tion by
constructing an image of the defiant body. The strategy of over- 
sexualization, often achieved through “gender- bending” and elements of
porno graphy, are explored in rela tion to collective processes of sexual and
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national liber a tion and the desire to test the limits of post- Soviet freedoms.
The four artworks show the dynamics of the collective Ukrainian body’s
eman cip a tion over the past three decades.
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