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Bnaga Panko B gianosi
3 KaTtepuHoto Hocko

Kwis, 2017

Bnago, B oCTaHHi A€CATUAITTA NoYacTillaam po3smoBU

Npo WBMAKOMIMHHICTb HALIOro Yacy, a TOMY «CKOpOYeHe
nepebyBaHHsA» B peasbHOCTi. 34a€TbCS, L WBUAKICTb
nocTiiHo 36inbwyeTbcs. OgHaK B 04HOMY 3i CBOIX TeKCTiB Bu
nuweTe, WO «peasbHUiM Yac HibU NocTiliHoO ranbmye». Lo
NPOBOKYE TaKuUi1 3BOPOTHMI NpoL,ec 3MeHLeHHs o6epTiB?
Lie ranbMyBaHHS € 03HaKOIO HaLIOI peanbHOCTi, AKY MW BCi
PO34iNAEMO YyNPOAOBX OCTaHHIX YOTUPLOX POKiB, UM pajLue
Bawoto ocobuctolo nosuuieio, chopMoBaHoIO 3a40Bro 40
TpaBMaTUYHMX NOZil B YKpaiHi?

MeHi e NpuLIBUALLEHHSA Yacy, AKe Tak 3aB3ATO BCi
06roBOpIOIOTh, 34AETLCS OMaHANBUM. CUTYaList 3i LUBUAKUM
4aCoM CNPUNMAETLCS TaK, MOBBU NEBHI NOBEPXHEBI pyXxu

4u imiTauil pyxiB y3aaucs B kisbLe. TobTo HacnpasAi Mano

WO pyXa€TbCs. Lie Haragye 3aHATTSA y TpeHaXepHOMY 3ai:

6ir, nepekaazaHHs BaXKUX peyen 3 MicLA Ha MicLe 1 iHLWi
BUCHAX/MBI Al aX HifIK He CTOCYIOTbCSA CMPaBXHbOI0 XUTTS.
OuyeBWAHO, L0 3aTPUMKA PeasIbHOro Yacy, AKMUM NOCTIMHO
HaTpan/ifi€ Ha NepeLKoAM, CNpUYMHeHa 0cobAnBOCTAMMU
PaASHCBKOrO MUHYJ/I0TO M HALIOrO YKOPIHEHHS TaM, X0O4 ik 61
HaMm KOpTi/IO Le 3anepeynTn. IMiTyBaHHA NeBHOI y3roXeHoi

Ta per/saMeHTOBaHOI B YCiX MPOsBax peasibHOCTi YBiMLWI0

nid, WKipy, BOHO BKOPEHWI0CA TaM i MyCTWUIIO CBiXi MAaroHM.
YHacnigok noTpanasHHA B HOBi YyMOBM BUHMKAE BE/MKa CNOKYca
cKopUCTaTUCs CTapMMK NpaBuaamu abo NpocTo cTapumu
HaBUYKaMW, aZke Hac f06pe «HaBUNINY», SIKY Ait0 BBAXATK
NpaBUIbHOIO, @ SIKY — XMBHOLO B pamKkax cuctemu. HatomicTb,
xoua byAb-sika cnpoba cnpoTUBY Ha BCiX piBHAX Byna i
JIVLLAETLCA TPABMATUYHOI, NPOCTO BiginTu BOIK Y NponTH nosa
OKPEMMM HaCOM HEYLIKOZAXEHUM, TakUM K 6yB, HE BUXOAUTb.

MocTpaasiHCbKa AiMCHICTb HAacNpaBAi Masio B YOMY Bifpi3Haiacs
M BiZpi3HAETLCSA Big Toro nepebyBaHHsA BCcepeAnHi paAsHCbKOro
yacy. LLle y 9o-x pokax MeHi crnaio Ha AyMKY MOPIiBHATU

HaLlly TepUTOPItO i3 3aM0BiIAHNMKOM, KOV 3a4/191 BUXKMBaAHHSA

i 36epexeHHs B1aYy ocobu npupeyeHi nepebyBaTi y WITYYHO
npUcToCcoBaHOMY abo Npun3HaYeHOMY KMMOCh CepesoBuLLi.

Y Takomy Ha4yebTo 3axuLLeHOMY NPOCTOPI 04 MHA BTPaYae
LL,OCb i3 3aCaZAHNYO-/IIOA,CbKOrO Ta CTAE Ay>Ke BPA3/MBOIO i
HeuYyT/IMBOI BOZHOYAC. Xiba y 3anoBigHUKY, A6 MeLIKaHLi
po3cnabaeHi nosipHoto 6e3nekoto, He CNOKYCMBO Po3royaTu
Ce30H NoJItOBaHHA?

MonepBax cnoBiNbHeHHs Yacy yn0 AN MeEHe 03HaKOI0
nepioAy, WO pO3MnoYaBCst HaNpPUKIHLi NepLIoro poKy BilHW —
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He3akiHuYeHa 4if ToAi Haye 3aBmepaa y nosiTpi. Konn Bxe KH
MOTOMY, 3aMiCTb NPOAOBXYBaTUCh, Yac MOBGMU MiLLIOB MO KOAY,

SIK Ha MeHe, Lie IKOCb aX 3aHa/To ICKPaBO BUSBUJIO MOMO

HeNiHiIMHY KoHbIrypaLito. Y TakoMy 4aci yHaOUHUAKUCSA BNNBY

MWHYI0rO, AIKi KOB3HY/IM KO/IUCb HEMOMIYEHUMK Yepes IXHI0

HiIBUTO HeBax/IMBICTb ab0 HeakTyasIbHICTb. Pi3Hi Bigpi3ku yacy

cTanu Ha4yebTo HaHOBO NepeBipsATUCS BiliHOLO. Ba bisiblue, BiliHa,

SIKY MaeMO TyT, y cebe, noyana 36MpaTu 4OKYNU Li Bigpi3Kku i

BCTaB/ATM IX 4,0 3aranbHoi kKapTuHu. Koau g BubygoByBana

pag pobiT ANA L€l KHUXKMN, TO, IHTYITUBHO Z0bupatoun ix BP
cepej Ay>Xe pi3HMX cepill Ta nepioAis, BigHaWlLAa WoOCb Ha

KWTaNT KpuTepito wozao ceoro Bubopy. Mpatotoun Hag

KHWIOLo, A1 YCBiA0MMAA, WO BCi poBOTH B Hill CTOCYIOTCA MOTO

nepebyBaHHs nopaAg 3 BiliHoto. Lle MoXHa cka3aTtu i Npo gaBHi

poboTu. MeBHi peui, W o ix 6yno 3adikcoBaHoO y pi3Hi poku, BiliHa

0c061MBMM YMHOM aKTyanizyBasa. BuxoauTb, 3apas BoHa,

MabyTb, BUSIBMAA BAACHI BUTOKM y TUX YacaX, Lo, 34aBaocs,

AABHO MUHYAN.

HuHi B gesikmx cBOIX «cTapux» poboTax s 6auy pucu um getani,
IKi MOXHa 6y/10 6 BU3HAUUTU sIK MeBHi apXxeTunu came Asl
MeHe. Lle, Hanpuknag, nsnbka abo noctaTs, NogibHa go
NANBKY, TYWKa KypyaTy, dparmeHTOBaHe Tino MtoguHun. Mig vac
nobyA0BM KHUIM (IKa BCE X TakW iHiLiMOBaHa 3aBepLUeHHAM
HOBOT cepii pobiT 2017 poky) 1 BUSIBUAA CNOPISHEHICTb MiX
oKkpeMMMK poboTamMm 3 pisHMX YaciB — CMOPiJHEHICTb, fKa He
3aBxau nepegbayae noaibHicTb. Jesiki 38’'A3kn abo koHoTaLiT
A MoMiTMAa e 3apas. CKaxiMo, paHille Kopnyc AfNbKu A
noB’si3yBaJsia 3a3BMYa 3 TOPCAMU aHTUYHUX CKYNbMATYP, A€
pewTkn MapMypoBux oiryp 6e3 kiHLiBOK i roniB HabyBaan Hibu
6inbwoi noTyru, pobuam Buc/iB aBTopa Hinbl pagukanbHUM i
KOHLeHTpoBaHMM. HelwoaaBHoO s 3pobuia HU3KY MasoHKIB, Ae
YTBOPIOBa/1acs Yepra nocuiaHb Bifl 306paxxeHHs bpoHexuaeTiB
Ta iHLWWX e/1IeMEHTIB BiNCbKOBOI O 3aXUCTY JIACHKOMO TiNa

4,0 IMLapCbKmxX 061aayHKiB. 3apa3 y «EkcTasi BigcyTHOCTI»

1 HaMastoBas1a TOPC JIANHY, MOAIGHMI A0 KOpRyca poXeBoi
NaCTUKOBOI N/IbKU 1 4,0 IMLLAaPCbKMX 061a4YHKIB BogHOYaC.
Jewo nogibHe Bpa3nio MeHe HaraTo pokiB TOMy Yy Karnei KH
Meauui y ®nopeHuii, ge MikenaHgxes10 TpakTyBaB MeTaNeBUM
naHump Ha Tini JlopeHuo Megunui K FroIMM XUBIT 3 yciMa
CKN1aZKaMu Ta pesibedamm XMBOTO Tisla 3aMiCTb MeTaneBol
KOHCTPYKL,T.

BiliHa 30cepegnna yBary HaBKOJI0 XWUTTS | CMepTi Ta HaBKOJIO
LiNICHOCTI MOBEPXHI Tifla K 3aNOPYKM XUTTA.

MpoAoBXYyoUM pO3MOBY NMPO Yac: a UM He € BiAYYTTA
peanbHOCTI, WO raabMye, Balumm pilieHHsaM BigMoBUTUCA

AOBIpATU BAaCHOMY CNPUMAHATTIO Yacy? BP

Y AUTUHCTBI 51 3aiManacs GirypHUM KaTaHHAM 1 OAHUM i3
HaMCcKNaAHIlWWX 3aBAaHb 418 MeHe By1a Tak 3BaHa LWKOa,
KON MU Mann roAMHAMM KPYXSATU KOXKEH CBOIM HEBEIMKMM
KOJIOM ZliameTpoM 6113bKo ABOX MeTpIB. Big 6e3Buxogi 1
6e3rny3zocTi BnpaBy NepexonsitoBano AUXaHHA. Y NPoeKTi
«XyaLKona» i B 04HOMY 3 Ma/toHKiB «KMIBCbKOrO WOAEeHHNKa»
A1 Ma/Il0Bas1a KOHL,EHTPMYHI 3aMKHEHi KO/1a MilleHi Ak MOMEHTU
6e3Buxogi Ta Bpa3/IMBOCTi BoAHoYac. besnepeyHo, XogiHHSA No
KONy CMPUYMHSAE 3a4YXY, a/ie YCBiJOM/IeHHS MeBHMX O3HaK Yacy,
a caMe vacy, y SKOMy BXe TPUBaINI Nepios KPUTUYHO Maio
MOBITPS, HE 03HAYAE NOTO HECTIPUNHSTTS.

MO /IMBO, CTBOPHOETHLCA BPAXEHHS, L0 Y CBOIM poboTi A
BiZLUTOBXYtOCS Bifl NoAibHOro HapaTuBy, oHaK yce BifbyBaEeTbCs
HaBnaku 1 kapTUHKM abo MeTapopm NPUXOAATL paHille CAiB.

1 6ayy LW0Ch, BaX/IMBICTb HOTO /151 MEHE BU3HAYAETLCS TUM,
HaCKIi/IbKM TOYHO Lje «LOCb» CBIAYNTbL MPO «3apasy».

Konun ¢pparmeHTH peanbHOCTi 3aMOBYYIOTb, He
NpPOroBOPIOIOTb, YN HE CTAa€ BOHa BUragaHoto? Bu pobute
NoCUNaHHA Ha Nonepeg KeHHs 3 TeseBi3iHOro BUMycKy
HOBUH: «Bigeo MicTUTL enemeHTM xxopcTokocTi. Mepeg Tm
AIK MOKa3aTu, M1 MOBUHHI oro 06pobutu». Ocb usa 06pobka,
peAakuis 6e3xanicHo, a Hepigko i 6e3gymHo aedopmye,
CTBOPIOE paKTUYHO iHWY peanbHicTb. UM He cTae Toai
XY/AOXHS NPaKTUKa Niefb He EAMHUM crnocobom 6opoTbbu

npoTtu $ikuii? KH

PeasibHMI Yac NOCTINHO HaMaraTbCs MPUAALITYBATH 40 AKOIChb
3HaMOMOI MOoZeni, onMcaTh B 3BUYHUX TEPMiHAX, MpunacyBaTu
A0 YXXUTKOBUX HOpM. Te, Lo BigbyBaeTbCA 3apas, 3BiCHO,
HaraZye NeBHi MOMEHTM Yacy, Lo BXe ByB, ane X yac, AKui
Ma€EMO 3apas, yce OAHO iHaKLWWN. YTiM peAakuisiMu, Npo sKi s
ka3ana, abo LeH3ypyBaHHSM, 3 Yacy HamaraloTbCcs Npubpaty,
BULIKPeOTH BCi 03HaKM L€l iHakWwocTi. Yepes HamaraHHs
HOpMasli3yBaTW AiNCHICTb AeLLo BaX/IMBE HEMOMITHO MZe MOB3.
By 3anunTyeTe 3apa3 Npo CTOPOHHIO LieH3ypy, OAHaK 6e3iy
peyei 3a3HalOTb LieH3ypu, NnepebyBatoun B apxiBax nam’sTi,
abo nignagatoTb Nij LeH3ypy 3BUYOK, TPaAULLiM, MOPaibHUX
obmexxeHb ToLo.
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Be3nepeyHo, XyA0XHS NPaKTUKa — YN He EAMHE 3 TOrO, L0
3/laTHe PO3iMKHYTU MePTBi KOJ1a, BUBECTU AiNCHICTb Ha CBixe
noBiTps. € TaM el o TaKe, WO Y CKPYTHUIN MOMeHT npobusae
AIPKY. Xy 0XHMK TakoX PU3MKYE NOTPANUTU B MACTKY, KON
BTpayae YyT/amnBiCTb abo 3icTb, MOXHa i Tak ckasaTi. LLoiiHo
HaCTa€ y3roAXeHiCTb, KO/IN CKPi3b TPAHC/MIOETHLCA OYikyBaHe,
yac BUXOAUTU Ha30BHi. B ocTaHHil cepii «Pe3epB» MeHe BkoTpe
npusabuna ¢irypa 0AMHY, fiKa KepoBaHa 330BHi M1 NoAi6HO A0
NS7IbKM 61yKa€ BUSHAUYEHNMUN TPAEKTOPISMU.

3aHyptotoumnch y poboTy, s LWopasy 3aMMatocs YCKAag4HEHHSAM
MUTaHb, K BXXe cTaBuaa. Yepes Te, W0 Len npouec
Bi4OyBa€eTbCs BCepeAnHi Yacy, TO6TO B pyci, yCKNAAAHEHHS He
CMPUYMHSAE HArPOMaZIKeHHS, a/le HaTOMICTb 3a/IULIAE NUTAHHSA
XUBUMM, aKTyaNbHUMM.

CnpaBai, yck/lagHeHHs MMTaHb NPOBOKYE CBOEPiAHE

«OHOBJIEHHSA» ONTUKM, Tl NepeHaNnalTyBaHHSA Ta, 3peLTolo,

A€ MOLITOBX YCBiOM/IOBATH, O BCe HABKOJIO CK/aAHilue,

HiXK MO>Ke 34aT1CA Ha nepLlunii norasa. | Koam mu roeopumo

npo Bauue pilleHHs «BMBECTU AiCHICTb Ha CBiXKe NOBITPA»

Ta loro KpucTasisauilo y poboTax pi3HMX pokiB, ifeTbcs KH
npo nocnifoBHe i NepMaHeHTHe yCKIaAHEHHs, a TOMY 1

36inbWeHHA pu3uKKiB. Yu BiguyBaeTe By, Ak Li pusunku
3pocTaloTb?

Pu3nkm 3pocTatoTb xiba Lo CTOCOBHO MOET BNaCHOT
BiZANOBiAaNbHOCTI Ta 34i6HOCTI 4,0 3anNuUTyBaHHS. | Le Mano
CTOCYETbCS TOFO UM iHWOro Yacy. Ocb y MeHe € CBil1 vac,

To6TO yac, y skomy A nepebysato — BiH yBecb Mill. 1 He MOXYy
BiAMOBMTUNCA Bij HbOro abo cKasaTw, W0 BiH HEBIAMNOBIAHNN
MeHi. YBecb Yac Hece BcepeanHi cebe iHaKLWiCTb K BAACHUN
CKNaAHVMK YK BAAcHY 03HaKy. OTXe, KOXHe HOBe 3annTyBaHHSA
Hibu noTpebye ycknagHeHHs came no cobi, 60 wopasy
BiAbyBaETbCs B HOBUX 0b6cTaBuHax. BaraHHs 3 npusoAy
ZAopeyHocTi abo MOX/IMBOT pU3NKOBAHOCTI ONPUIOAHUTH
3anuTyBaHHA y GopMaTi MUCTeLbKOT MPAKTUKK y NMEBHI Nepioan
3arpoXyoTb NEPETBOPUTUCA Ha Pi3HOBUA LieH3ypu. [poTe
YHiKa/IbHICTb Came XyZ,0XXHbOT MPaKTUKM MNONAraE B TiM, WO
HaBiTb B yMOBax HalcyBopilmx obmexeHb abo naHyBaHHS
LLeH3ypU Xy 0XHE BUC/I0BIIOBAHHA TPAHC/IIOE NEBHi NOC/NaHHSA
4aCoM Kpi3b HaMbiNbLL HEBUHHI Ta «Z03BOJIEHI» pedi. Ane

TaKe «MOBJ/IEHHSA KPi3b LWLOCh iHLWe» He BapTO NayTaTu 3
mMeTadopuuHnM, 60 MeTadopa gie cepeg nogidbHocTen,

a Mapkepu Yacy abo neBHOI OKpeMoT enoxm MoxyTb nepebyBaTu
byab-Ae i nepekpec/toBaTH BAACHUM pO3TallyBaHHAM byAb-
K IpUHLMNKN. ToBTO AN MEHe Haj3BMYaNHO BaX/IMBO
nuAbHYBaTU cebe, abu He NnonpsimyBaTH B poboTi 04eBUAHUM
LWAAXOM. f Hamaratcs CKpisb po3Mi3HaTK CBOE, IKe YacTO MOoXe
3/1aBaTUCS HE3HAMOMUM YU HaBiTb BOPOXMM NPOCTO Yepes
MIHAMBICTb Yacy, CMPOTUB BACHMX 3B1YOK abo foCBiAY.

Y cBoemy TekcTi «Pe3epB» Bu nopywyere temy
«pO3Mi3HaBaHHA» Y KOHTEKCTi BTPATU 3BUYHOIO MiCLA XXUTTA
ANs 6araTbox noge, Wwo BumylueHi 6yau ctatm 6ixxeHuamu,
Ta CTaBUTE NUTaHHA: «K MU BNi3HAaEMO MalibyTHi NnpuTynoK
AIK CBil?» A UM BUAAETLCA MOX/IMBUM cnpasdi «BnisHaTU»
npuTynok-ak-cBii? LLlo6 «byauHok» (house), ik ckasae 6u
Nackanb FineH, noyaB MUCAUTUCD AK «ZiM» (home)?

MeHi cnogobanocs, Wwo An8 Ha3BK APYroi YaCTUHM HALLOr O 3
Bonogvmnpom ByaHIKOBMM CMiNbHOrO NPoeKTy «YKPUTTA» MU
ANS nepeknajy Ha aHrninceky obpanm cnoso «shelter», ogHum
3i 3HaYeHb AKOro € «OyAMHOYOK JIMYMHKKN KOMaxm». TobTo
BMXOAWTb, L0 AeL0 CMoYaTKy BU3PIBaE y «byanHOUKY» abo
«f,0Mi», Ik B1 KaxeTe, KM NOTIM yTpayaeTbCs Yepes 3abyTTs,
NPUXUABHICTb 40 TPaAMWLii Y1 NEBHWNX 3ara/ibHOBU3HAYeHNX
npaeu. Y byab-aKomy pasi Tol, XTo 3abyBag, CTae
6e3xaTyeHKOM. TyT y>Ke He CTOITb MUTaHHSA NPO MOXJIMBICTb
BiAHANTU «gim», 60 3HaNZEeHWI fiM — Lie 3arnopyKa J0AAHOCTI
B3arasi. MeHe 3axon/iloI0Tbh MUTAHHA «MICL,@3HAX0KEHHS».

f1 Mato Ha yBasi NMTaHHA BMi3HaHHSA MiCLb, A& YaC BUKPUBAE
cam cebe, a came 3aMWAE cian. Jlloacbke Takox abo
BMKPUBAE cebe, abo XOBAETLCSA AeCh | CMUTb TaM NPOTAroM
HeBM3HaveHoro vacy. OTxe, 3a 3MiHeHNX 06CTaBMH
HaZ3BMYaNHO NPOCTO PO3iNTUCA 3i CBOIM i MPUMHATYH 3a CBOE
BXE MepTBY NO3uLito, sika HIbUTO LW oWHO by/1a akTyaNbHOO.

Mig vac npaui Hag «Pe3epBom» MeHe Babuaa Hacamnepeg,

ous «1abkoBa» $asa, B AKY 3aX0A4UTb SO CbKE 33

neBHMX 06CTaBUH. «Jlaneukm», aKi A MaaoBang, — Lie Taki
JOANHONOAIOHI NpUXMCTKK, fKi BYIM KOUCb MAaTEPUHCBKUM
Tinom, 6aTbKiBLLMHOLO, A 3apa3 He € A4INCHUMU. 3@ 3MiHEHUX
06CTaBMH XUBOMO Yacy «AimM» Yepes npu3sHayveHy MoMy CTanicTb
nepeTBOPIOETLCS HA «OYAMHOK» — CBOE PYMHYETHCS NPOCTO
yepes 0CTPax 3MiH, AUCTAHL,IIOBaHHS BiJ 3MiHEHOIO CBOrO, LLLO
PO3Mi3HAETHLCA AK YyXe.

Ycynepeu xpoHoJiorii, noriui cepiit Bu Bubygosyerte cBoi
poboTu y BisyasbHUI psg, Wo noyaB MucauTuca Bamu
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fIK BJlaCHe psj uiue BigHegaBHa. ik Bu BXe ckasanu,

Bu B6auaeTe neBHy cnopigHeHicTb Y poboTax. fl Takox

ii BiguyBato. | TMM, 3a W0 ogpasy YinAAETLCA NOrAsA4,

€ pparmeHTapHicTb 306paXxkeHHs, AKa MPOXOAUTb Yepes
po6oTu. Yu MoxkHa npocaiaKyBaTK reHeanorilo ¢pparmeHTa B

. ; .. . .. KH
KOHTeKCTI Bawoi XYZA0XHbOI MPAKTUKU | WO 3a HUM CTOITb?

MeHi 34a€TbCS, LLO CaMe XPOHO/IOTif i 3anepeyye JIoriky cepiw,
3aBaXae il 3po3yMiTu. 3apas a goTpumytocs abcontoTHOT
«be3npuHLMnHocTI» y fobopi pobiT i, A0 pedi, TakoxX y npoueci
npaui Hag OCTaHHbOO cepieto. f HaBiTb BAa1aCA A0 NEBHOI
cloppeasnicTUYHOCTI B HOBKX poboTax, Wob He noTpanuTh 40

NacCTKM 3aHaATO NpAMOro «3MiCTOBHOIO» MOBJ/IEHHS. BP

Y a06uvpaHHi 40 0CTaHHbOI cepil BidyasibHOro psgy 3 6inbLu
paHHix pobiT s KepyBasaca HacaMmnepes BUAUMUM, i TyT Bu
MaeTe paLito: pparMeHTapHICTb 306paXeHHs N0 CbKOro

Tizla NOEAHYE BEIMKY YACTUHY TOrO, WO A Bigibpana ans wiel
KHWrK, Ta 6araTo 3 Moix pobiT y3arani. bpak neBHOI YacTUHM
TifNa 3a3BMYal Hagae 306paxeHHI0 0CObIMBOI HaNpyrK, xo4a
B MeXaX akaZeMiYHUX XY0XKHIX CTYAil MOro po3rnsiatoTb sk
LL,OCb 3BMYHE, a iHOZi 1 HeobXigHe.

J10 KHUXKM yBiNLLIAG MOSi «<@HAaTOMIYHa» cepisi pobiT i3 npoekTy
«XygaLwkona», 60 npouec 3500yTTA KNACUUHOT XY A 0XHbOT

OCBITM 4,0Ci NOB'A3aHNI Y MeHe 3 AKUMUCb 0COBANBUMU

i BX/IMBUMM 3aCaAHNYMMM BNANBAMM, AKUX A 3a3HaNa

B3arasi, Ta BO4HOYAC i3 TUM TPaBMaTUYHUM [0CBIf0M, LWO KH
MW HabyBaeMO 3apas, y Hall yac. Y «XyALKoi» f 3anyunsa
aHAaTOMIYHO NpenapoBaHNX MePCOHaXIB A0 Y4YacTi B peasibHNX
nogisix, 60 ixHa BykBanbHa «BiAKPUTICTb» (iHOAI aX A0 KiCcTaKa),
fIK Ha MeHe, MOKas3Yye€ CniBBiAHOLWEHHA JBOX KOHTEKCTIB:

B O4HOMY TaKi NOCTaTi CNIPUNMAIOTHLCS AK Ha/IeXHE, B iHLIOMY
BOHM CBOIM BUI154,0M HaraAytoTb NPO XUTTA i CMepTb. 3BiacH
M Ha3Ba KHWUIW, LWLO BiACUNAE A0 OAHIET 3 FONIOBHUX AUCLUNIH
aKaZeMi4yHOI Xy 0XHbOI OCBITH.

BP

A1 HaBMWCHe 3apas He BUOY0BYIO NOCAIA0BHICTb 3MiH

Y BJIaCHUX MOr/If4ax Ha po3civyeHHs uinoro (Tina), 6o,
Hanpuknag, 306paxeHHs GparMeHTiB IOANHN B poboTax
OCTaHHIiX POKiB, LLLO 3yMOBJ/IEHe PO3MUCAAMM NPO BiliHY,

i pparmeHTOBaHE TiNIO B apKylax «KMTalCbKkoro epoTUYHOrO
LWOAEHHMKa», 3aBepLIEHOro binbLl HiX AecATb POKiB TOMY, 3a
CyTTIO AyXe 6113bki. BesnepeyHo, TemaTrKa OKpeMmUX cepin
i pobiT BMOKpeM/Itoe abo aKkLLeHTYE peui, L0 3yMOBUAW Ti UK
Ti parmeHTOBaHi 306paxkeHHs. YTiM € ZeLo cnisbHe, Npo
L0 A Ka3a1a KOIMCb AK NPO «TiN0, TpPaBMOBaHe CUCTEMOIO,
abo Tino, TpaBmMoBaHe Ky/bTypotox». Te, L0 5 BU3HaYalo K
BN1ACHi TpaBMK, HabyTi 3a paAsHCbKOro ANTUHCTBA Mig Yac
nepebyBaHHs BCepeaAnHi TiEl cMcTemu, Tenep, Mig vac BinHK,
Haye BUCBITMI0CA 0c06MBUM YnHOM. Ba binblie, TpaBmm
abo bpak NeBHWUX YaCTWH AOANHY, K Byn paHilwe paglue
MeTadopamu, 3a 4aciB BiIHW NepeMiCTUANCS B PEasIbHICTb.

Ta 51 He xoTina 6 3ByXyBaT pO3yMiHHA MOTX pobiT 40 Takmx
MPOCTMX NOSICHEHb. 306PaXeHHs Ay>Ke KOHKPETHUX peyei
nepemilaHi B Moix poboTax i3 306paxeHHAMU-MeTadopamy,

i BOAHOYaC X0z He i3 306paxeHb He € bykBaNbHUM
Bif0bpaxxeHHsM peanbHOCTi a60 MeTadopoto y MOBHIM Mipi.

1 cama He xo4y 3BOAUTH Te, L0 pobto, A0 MPOCTUX NOACHEHD,
60 3aTy/t0 UMM CaMUM YaCTUHY BaXK/IMBOro B poboTax, 3ByXy KH
KyT 30py. Xo4a 3apa3 MeHi Cnasio Ha AyMKY, L0 B OCTaHHiX
poboTax s, HaBnaku, «3anakosyBana» ¢irypy, BOHM TaMm
3aMiCTb OTBOPIB, AK Y «XyALUKOi», MatoTb 3abaraTo 3aiBoro
3axmucTy. Ta ue Hibu 3axmLLeHiCTb XepTBK, K, CKaxXimMo, BaTAHe
BOpaHHSs A/ TpeHyBaHHs cyxb60BuUx cobak abo M'AKMI 3axmCT

. . : BP
cneulaZibHUX 191b0OK A19 NpoBeAeHHA CNIAYNX eKCMEPUMEHTIB.

TyT, B OCTaHHix poboTax, HEMA€E HaBiTb HAaTsAKYy Ha oTBOpY abo
paHW; HaBiTb AKLWO Yy $irypu bpakye SKOICb YaCTUHM Tina, TO
BCe BXe Haye 3arolfoch, YKpMAOCA TOBCTOIO LKiPOO, MOPOCA0
3abyTTAM.

Tak, TpaHcopmalLii po3TuHIB i pospisiB («Kutalicbkuit
epPOTUYHUI WO AEHHUK», «XYALIKOIa») 3aMileHo
«MpUXOBAHUMMU» TiNamu. Ta, 34a€TbCs, | caMe Tino AK 06'ekT
coLiaIbHOro KOHTPOJIIO, AUCLUMAIHM CTAI0 MUCAINTUCD
iHakwe? PaHille BOHO Big4ailAyLIHO MU0 Ha CYNpOTUB,

a Hapasi — cMupeHHe. HeB)e yepes Te, WO HEMAE YOMY
onupartuca?

O, Tak! Buiwno, wo oApasy nicis «po3TUHIBY» Y «XyALIKOA»

1 N03aTyAs1a BCi AipKu M paHu i HauebTo NoBepHya Tisly Oro
rnaZeHbKy LinicHicTb. A HaBiTb HABMUCHE NWAbHYBana, Wo6
yce 1 yci B poboTax 3aMWannCs HeYLIKOAXEHNMUN — Mato Ha
yBasi kosip abo byaoBy ¢iryp i npeAmeTiB, Aki NOBUHHI MaTK
BUrAsA 6anayXux, HEBNOBUMUIX, LUTYYHMX. [1poTe, K Ha MeHe,
Yy TakOMY XOBaHHIi BiAKPMUTOro (1,0 B YMOBaX MUPHOIO XUTTA
MiZ Yac BilHM aKTMBI3yBa0Cs) caMme Yepes SKUMCb FANBUHHUIN,
MacMBHMIN CNPOTMB BiAYYyBAETbCSA 3HAYHO Bifblua 3arpo3a 1
Hebe3neKa, HiX Y rOTOBHOCTI 4,0 BiKPUTOrO MPOTUCTOSHHS.
Take MOBEMTO MUpHe ByTTS, 3aMiCTb MPOCTO NPUXOBYBATU Y
cobi cMepTb, 5IK 3aBXAM, Ha4e HaBMUCHE APaxXHUTb i NIPOYMHSIE
NpUXOBaHe, 3BiJKN CMePTb KPUBAAETLCA Ta CMIETLCA 3 XKMBOTO.

He nuwe Tino sk Take, cama TKaHWHa TpaHCPOpMYETbCA:
po>xeBuit epomuyHull Konip HabyBae HOBUX KOHOTAL,M,
3MiHIOETbCA Ha HedopeyHull. MoxnBoO, HaBiTb binblue, cama
TKaHWHa, MaTepisi 3MiHIOE BNAcTUBOCTi. TOXX BOHa 3aXMULLAE YM
npurHiuye?

MaTepis npocTo €. O60XHIOK0 POXEBUIA, HaNeBHe, came Yepes
Te, WO epoTMYHE MapKyBaHHS NPUMHIYYE YCi iHLWi MOro CyTHOCTI.
Hacnpasai s Mato cnpaBy 3 koabopamu, abo maTepieto, sk Bu
KaXkeTe, L0 3a BU3HAYEHHSAM He Moxe 6yTV NPUXNABHOIO YK
BOPOXOI0 A0 NOACbKOro. JIlognHa NPoCTO HaMaraeTbes (40 peui,
Y Ay>Xe penpecyBHUI CNoCib) HaB'A3aTN peasbHOCTI, IKy BOHa
X04e MaTK 3a CyTb Ta OCHOBY, BAACHI pucn. Oua «1oaAHICTbY i
BUHWLLYE IIOACbKE, BULLTOBXYE MOro 3 06iry XuTTs.

Mpautoroum Hag «Pe3epBom» y KaHIBCbKi MancTepHi,

1 Hanbinblue NepenManacs TUM «MUPHUMY» CKAAAHUKOM, LLO
OCTaHHIM YaCOM BM3HAYaAE TAMTELLHE XUTTS NapanesbHoO

3 BiliHO0. Y KaHeBi peanbHicTb Ma€ BUr/a4 ax 3aHaATo
CMOKIMHOI — He TiNIbkW BiltHa nopsig, a 1 6yab-aKi 3MiHK
BUAAOTHCSA TaM PiKLi€to.

Kosance meHe ranboko Bpasusio Te, o KapasbHi akyil

MPOTM NOBCTAJION0 HAaceeHHS Y Yacu Jlpyroi cBiTOBOI BiiHU
Ha3uBau naumeikauieto. 3aMMpeHHs 03Ha4YaN0 HaCUAA,
BOMBCTBa Ta penpecii, Hebe3neuHU «3axUCHUN» NPUMYC
03Hay4aB BUHWLLEHHA II0ACbKOr0. 3apa3 MeHi TakoX XOTiNocs
6 30cepeaunTUCS Ha PeHOMEHi BTPaTH 04 CbKOrO, ane
A,06poBi/sIbHOI 3aMicTb NpUMyCcoBOT, Takoi cobi naumdikayii
BCepeAuHi cebe. TOOTO oLe 3aXMCT, NPO AKUIA 1 PO3MiPKOBY!HO,
oLt TKAHWMHA, L0 YLLiNIbHIOE LKipY, YTBOPIOIOYM J,04aTKOBY
3aXMUCHY 060/10HKY, | BUSIBASIETLCS, HA MOIO AYMKY, HabinbLLIO
Hebe3nekoto, NacTkoto.

Tak, mabyTb, MM BCi MQaEMO BUHAXOAUTU MEXaHi3Mu, AKi
Aornomaranu 6 3ameHwWYyBaTU AUCTaHLilo0 MiX HamMu, To6To
HaBiTb He MiX CNiJIBHOTOIO i CNi/ILHOTOIO, a came MiX
iHAMBIAOM Ta iHAMBIgOM. OAHaK Hapasi Ha Lill AucTaHLii,
3Aa€TbcA, me «JliBunHKa i cmepTb»?

1 HaBiTb CKa3asa 6 NPo ANCTaHLLiILO MiX JIOAMHOLO | IOAMHOIO,
60 nicns TBepAxeHHs Mo3seda bowca npo Te, W0 KOXHa
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JIOAMHA — XY 0XXHUK, BAPTO NOCTAaBUTU 3aNUTaHHS: «Hu
KOXHa tOAMNHA — OAMHA?» Y KOHTEKCTi TaKOro 3anmnTyBaHHS,
MOX/IMBO, BaX/IMBillle 30CepeAnTUCA Ha FOTOBHOCTI

iHAMBIAA XUTW BCepeAMHIi Hacy Ta CTaBaTh TakMM YNHOM
ntoaunHoto. TyT s Mato Ha YBa3i iCTOPUYHICTb AK pUCy, Wo
BUPI3HAE NIOAMNHY AK TaKy cepes, iHWNX XUBKX icTOT. To6To
NOZMHa He MOXKe NepCoHaNi3yBaTUCh iHaKLLUe, HiX YBINTK

B Yac, AKWM y Hel 3apas €. Takui Yac 03HAYAE iHaKLLNA
Hebe3neyHUn NpocTip, Ae A0CBiA, 3406yTKN KyAbTYpHU,
TPaauLis BTPa4aloTb HeZ0TOPKaHICTb, NepecTatoTb byTH
6e3nepeyHMMU BeMUMHAMU. JTIOAMHA MAE BiHOLLIEHHS 40
CBOrO Yacy, a 4ac — 40 Heil. HeMae XoAHUX iHINX MeXaHi3MmiB,
HiX, K Y KJaCUYHOMY, /10 peuyi, CIOXEeTI 3 AiBYMHKOIO Ta
CMepTIO, ONMUHUTUCS B EAMHOMY NPOCTOPI, Ha6M3UTUCS OAHe
4,0 o4HOro. Ak o B3sTU Girypy pobiTHuKa 3 «Pe3epBy», TO

i MOXHA po3rnaaaTh i Ak daTasbHY, CXOXY Ha CMepTb Yepes
JernepcoHanizoBaHy per/saMeHTOBaHICTb, y3ara/ibHeHiCTb KH
30BHILIHOCTI Ta LMK/i4HY NOBTOPIOBAHICTb OJHOMAHITHMX
pYyXiB, i BOAHOYAC fIK TaKy, L0 BTI/IIOE BiTa/NbHY eHeprito,

ajKe BiATBOPEHHS OAHUX i TUX CAMUX il O3HAYAE TAKOX

6e3nepepBHiCTb BiATBOPEHHS HEOOXIAHUX XUTTEBUX LLUKIB. BP

Y Bauuiit cepii «<basa» iseTbcs nNpo Te, W0 3aBXAM iCHYE
«3aliBe» — AKiCb 06'€KTU, Ha AIKi NOBCAKYAC HAaTUKAELICSH, ane
AIKi OZHI€IO CBOEIO NPUCYTHICTIO BKa3yOTb Ha NEBHi 3B'A3KM
3 MMHY/IUM | 3pOAXKYIOTb ikeCb 0CObUCTe 3YenieHHs. A Lo
JIMLIAETLCA, KON LUX 3B'A3KIB HEMA€E, HATOMICTb € 3HULLEHI
HUTI AoBipn? Yn Moxe icTopisi nosiBu TempsBM y Bawmx
po6oTax NpoAUTU CBITNIO Ha Lie MUTaHHA? Agxke y poboTax
BMHWKAIOTb YOPHi N/IOWMHY, KBaAPaTH, NPAMOKYTHUKM
(ckaximo, B «EKCTasi 3HUKHEHHA»), «<MiCAYHUI POBITHUK»
3aMillye TeMPABY YK NPOCTO iiAe NOB3 Hel, o ACbKa rosoBa
CTa€ YOpPHMUM KOJIOM ab0 NOUMHAE NAUBTU Y TEMPSBI...

Piuy Tim, w0 06’ekTH, SIKi NOCTIMHO «NepenasaTby»

3 PaAAHCHKOTrO MUHYJIOTO Y TenepiluHE 6yTTS, ¥ AKUNCb AUBHUN
crnoci6 aganTyloTbCs Ta MPUMUHSAIOTL Oy TW po3nisHaBaHUMMU.
3aMiCTb CBIZUYNTM 1 HarazyBaTW, BOHM NEPETBOPIOIOTHCS

Ha eK30TUYHI 0O3HAKM eK30TUYHOT enoxu. Taki 06'ekTu
napaAoKcaibHUM YUHOM 3a4apOBYIOTb, 3aKOIUCYIOTb,
NpoBoKytoTb 3abyTTa. MeHe npmBabuaa HM3Ka HESICHUX,
HeBM3HaYeHWX NpeaMeTiB abo YaCcTUH Tifg, Wo, HIbU «4OopHI
CKPUHBKMW», NMpU3HaYeHi A0 36epiraHHsa BaxmBoil iHGopmaLii
a/ie BOHUW He NOTPibHi, 40KM He HaCTaHe KPUTUUHUI MOMEHT.
s MeHe HaA3BUYAMHO BifYyTHUIN 3apa3 Takui CNPOTUB, KU
Hibu 3arnmMbmBcs, BTpaTue cuiy. HeMoB6U pyiiHiBHa Ais He
npunuHuaacs, ane 4obpe 3a4ainacs, a Ha NOBEPXHi He BUAHO
reTb HiYyoro.

[10 peui, B OCTaHHI cepii NpOCTeXYETHCA NeBHe NOBEPHEHHS
4,0 MOTO KOJIMLIHBOIO 3aX0MNJ/IeHHS MeTadi3nuHUMKU poboTamu
Kapno Kappu Ta [xopaxo MopaHgi. YcyHeHHst 0CObUCTICHNUX
03HaK (To6To Mawkapu!) 3aMiCTb Oro/IeHHSI NOBEPTAE /II0ACbKE
J0 CTaHY LWi/IbHO 3aKPUTOI, HEYYTANBOI IF/IbKM Ha KLITaAT
MaHeKkeHa. B 06ox cTaHax /togcbke Ha4e6TO NOCTaE NEBHNUM
iHKOTHiTO. JlloACbKe BTIKaE i TaM, i TaM.

Y cepii «lpocTa ntoguHa», Ky 5 3pobuna ogpasy nicas
«KWTanNcbKoro epoTUYHOrO WOAEeHHMKa», 1 OCTaTOYHO
BiZAMOBMAAcA BiZ MeTadi3MUHOI LiNnicHOCTI — MeHi cTana
HaZ,3BMYAMHO L|iKaBOIO JIIOANHA, L0 MOXe BUMTU HA30BHI,
Moxe BYTH YLLIKOZKEHO, HE3aXULLLEHO, MOCTPAXAATU Y
pi3HMI crnocib came yepes 6pak ocobuctoro. Tenep Takui
nornsj BUAAETLCA MeHi AeL0o pOMaHTM30BaHUM. 3apas s
BBaXalo, L0 /I0ACbKE MNePEMILLYETbCS 3 O4HOMO CTaHy A0
iHLIOrO NPAKTUYHO HEMOMITHO — BCTUIAELL YXOMUTU NOFASA0M
nie 060/I0HKY, CXOXY Ha OAUHY, cripoleHy GopMy fbKU.

Y cepii «lepeobnik» 5 npocTexunna y3araabHeHHs NpocTol
dbopMM ax A0 NPOCTUX FreOMeTPUYHUX 06'EKTIB, L0 HauebTo
He BapTi yBaru Yepes CBOE HM3bKe YXXMTKOBE, a iHOZi Malixe
6e33MicTOBHE NpU3HaYeHHs — TUMYacoBa TabiMuka, CMITHUK,
CTOBM, KOIMLIHA 6a3a A5 BUBICKN.

Jlioacbke Tino abo moro yacTuHM y «Pe3sepsi» Ta «Mepeobniky»
TaKOX CrpoLleHi, yHipikoBaHi. ¥ «Mepeobniky», Hanpuknag,

1 3a/MWMAa NOAEKYAN TiIbKM cnnyeTu roAis. Bu npasi: xiba wwo
YOPHI AipK Ha MiCLi NeBHMX YaCTWH TiNa, MOXJ/IMBO, HAaTAKAaOTb
Ha NoTeHLiMHI MoxanBocTi. Koan s mantoBana Ui girypu, 1o
XOTiNa MiHiMi3yBaTV OTOM MariyHU BMIVB 3aKOHOMipHOCTeN
Liforo Tina Ta Moro 3Bn4HMX GyHKLiN. Hacnpasgai, ycyBatoun
HanbiNbLL BMpa3Hi YacTMHK Tina abo Taki, Wo cBigYaThb

npo iHAMBIAYa/IbHICTb, i HAYe YCyBasa 3anporpaMoBaHe,
BOYyZOBaHe B cMCTeMy, Y3roZkeHe Ta obuncieHe.

A TakoXX IMWaAM NyCTKY, ane TaKy, y AKil BiAbyBaloTbcs
NaTeHTHI Npouecy, Taki, Wo MaloTb paHO YM Ni3HO
KpucTtanisyBaTuca. TOX NMUTAHHSA, Y4 NEPEBAXUTb IIOAAHICTD,
€ NUTaHHAM Yacy?

MabyTb, HegapeMHo M1 3 Bamu 3HOBY MOBEPTAEMOCS 0 TEMU
«AOMy» Ta «byanHKy»! Bo nycTka, Ha BigMiHy Big nycToTy,
03HaYaE MOPOXXHIN NPOCTIp ycepeAnHi YOrocb, HaNpUKAAA,
MOPOXHIN ByMHOK, LLLO MOXe NepeTBOPUTUCS Ha YMIACH AiM.
f1 He roTOBa OCTATOYHO BM3HAYATM NS/IbKOBI NOCTATI, AKi
HaMa/ltoBana, Jmile ik As1bok abo, HaBnaku, K A9N1e4oK i3
3apoAKOM ycepeaunHi, 60 He 3HaIO LLbOro NPO HWX HaMeBHe.

Be3nepeuHo, sik Bu 3apas Hag3BMYaHO BAYYHO 3ayBaxuau,
MUTaHHA JOAAHOCTI | € NMTAHHAM Yacy. YTiM, 3BiCHO, He B
PO3YMiHHI «pO3TAryBaHHA» YacCy Ta OYiKyBaHHA NIOASAHOCTI,

sIka HauebTo NOBMHHa Byze OTAMUTUCS 1 3a NeBHUX 06CTaBWH
NMOBEPHYTUCSH 3HOB A0 IIOANHN. Pajlue Le o3Hayvae Te,
HACKINbKW NOAAHICTb 34aTHa NPOTPUMATUCh Y KOXHOMY 3 YaciB
i HaCKiNIbKM Yac 34aTeH bye yTpuMyBaTU NIOASHICTD.

3apas, HanpuKiHL,i HaLWOoi pO3MOBM, A YCBiJOMMWAA ONTUMI3M
CBOET HOBOI Cepil, IKUIM NPOUYNTYETLCS Y caMili Ha3Bi. Hacnpasgai
Ha3By «Pe3epB» Maiixe NOBHICTIO NPOAMKTOBaHO 61M3bKiCTIO
MalncTepHi, Ae 5 npauoBana Haj cepieto, Ao KaHiBcbkoro
3aM0BiAHMKA, @ TAKOX TUM, W0 KaHiB cam CXOXWU Ha
3anoBifgHUK, 60 3 pagsHCbKMX YaciB NPOZOBXYE BiATBOPIOBATU
0cobanBy puTyanbHy GyHKL o, NepebyBatoun B oKpecaeHoMy
MeBHUM YMHOM MipiUHOMY CUMBOIIYHOMY cTaTyci. HaTomicTb
Bi3ya/IbHUI CKNAAHUK, WO 5 MOro obpasia CBOE OCHOBHO
MOBOIO, B MPOLLeCi MpaLli 3aBXAM pO3POCTAETLCA Y NOJie, fAKe

€ HabaraTo WMpLWKUM, HiX NnovaTkoBa iges. YacTo 3pobrieHe,
IKLL,0 He po3MUBAE abo HaBiTb HE NEpPEKPEC/IOE iZeto, HaZINsE T
06’eMoM i #a€ 3Mory po3amBUTUCS i 3 pisHMX BOKIB.

JlloamHa, BUTICHeHa (IHOAI 3@ BAACHOT 3roAmn) 3a MeXi ycTaseHnx
CMiZILHOT i CUCTeM, NPO AKY 5 3apa3 PO3MipKOBYLO, Hece
BCepeAuHi cebe pyLwiHy NOTyry «3aiBoro», saka, 6esnepeyro,
Mae obuaBa nostocy, Ak y «ZiBunHui Ta cMepTi». MNepebyBaHHA
Y HEBM3HAYEHOMY CTaHi, MOBOUTO Mo3a XUTTAM i Hacom,

Haue NPOBOKYE BiTa/IbHy aHapXiuHy HacHary, Lo CpoOMOXHa
pyWnHyBaTh un 6ozan gedopMyBaTU 3aMKHEHI MapLLpPYTH,
SKMMM iHKOJIM MOUYMHAE KPYXKNATU Yac.
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Vlada Ralko in a dialogue

with Kateryna Nosko
Kyiv, 2017

The last couple of decades saw the proliferation of discourse
on the frenetic pace of time, and hence on our “shrinking
presence” in the real. This pace seems ever increasing.
Meanwhile you wrote in one of your texts that “real time
seems to always lag.” What causes deceleration? Does this
lag stem from our shared reality of the last four years, or
from your personal stance formed long before the traumatic
events in Ukraine?

| think that the acceleration of time everybody’s been
discussing with abandon is illusory. Speaking of accelerated
time, it seems that superficial movement, or rather imitation
of movement, had run full circle. Precious few things do move.
Think of training at the gym: jogging, weightlifting and other
exhausting exercises have no relevance to real life. Much as
we would like to deny it, there is little doubt that the real time
lags and stumbles because of the specificity of the Soviet
legacy and our rootedness in it. The tradition of imitating a
cohesive and comprehensively regulated reality has put down
roots under our skin and is producing fresh offshoots. When
facing new circumstances, there is always a strong temptation
to resort to old rules or old skills: we were “taught” well what
course of action would be deemed correct by the system.
Attempts to resist at any level were, and still remain, traumatic,
but you cannot just step aside and pass by this temporality
unscathed.

The post-Soviet reality did not and does not differ much from
lingering within the Soviet time. As early as in the 1990s, |
came up with a metaphor of a reserve to describe our territory:
in order for a species to survive, its specimens are doomed

to exist in an artificially conditioned or assigned space. Putin
this ostensibly sheltered space, humankind loses some of its
essential humanity, becoming both critically vulnerable and
insensitive. Isn't it tempting to start hunting in a reserve, where
all the residents are lulled by their apparent safety?

Initially, I saw the decelerating time as a symptom of the
period that began towards the end of the first year of the

war: unfinished actions seemed frozen in the air. Instead of
developing further, time seemed to have acquired circularity.

I think it was an all too clear manifestation of its non-linear
configuration. Time seemed to reveal the influences of the past
which once slid by, invisible in their apparent lack of relevance.
War became a test for various stretches of time. Moreover, this
war of ours started to pull these temporal stretches together
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and weave them into a cohesive picture. When preparing this
edition, | found an intuitive criterion for selecting works from
very diverse series and periods. | realized that all works in it
are informed by my proximity to the war. This is also true of
works created a while back. Some things documented earlier
were made startlingly relevant by the war. The war apparently
highlights its origins in the ostensibly long past days.

| see traits or details that could be described as archetypal

for me personally in my “old” works: dolls or doll-like figures,
chicken carcasses, fragmented human bodies, etc. When
developing the book’s structure (it was indeed inspired by the
newly completed 2017 series), | started to see affinities between
certain works from different periods, affinities that do not
necessarily presuppose resemblance. | did not notice certain
connections or connotations until recently. | used to associate
doll bodies with torsos of sculptures from Antiquity, limbless
or decapitated marble figures all the more powerful in their
breakdown, making the artist’s statement more radical and
concentrated. Recently, however, | created a series of drawings
that engaged with images of Kevlar vests and other protective
outfits, up to and including knightly armour. In my recent
Ecstasy of Absence, | drew a human torso that resembled both
the torso of a pink plastic doll and knightly armour. Something
similar struck me many years ago at the Medici Chapel in
Florence, where Michelangelo painted Lorenzo Medici's steel
armour as a naked belly, substituting the steel structure with
creases and reliefs of a live body.

War draws our attention to matters of life and death, and to
bodily wholeness as a guarantee of life.

Let us talk some more about time: could this feeling of
reality slowing down be a symptom of your decision to
distrust your own sense of time?

As a child, | used to do figure skating. The hardest task for

me was the so-called “school,” when we had to spend hours
skating in small circles, about 2 meters in diameter. The
frustration and absurdity of the task were breath-taking. In the
Art School project and in a drawing of the Kyiv Diary series, |
drew concentric circles as targets, as moments of despair and
vulnerability. Obviously, the skill of walking around in circles
makes you lose breathe, but full awareness of time’s specificity,
namely, of the fact that we have had critically low levels of air,
does not mean that we do not accept it.
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One might think that my works are steeped in a sort of KN
narrative, but, vice versa, pictures and metaphors precede

words. To me, the value of things | see depends on how clearly

this “thing” testifies about the “now.”

Doesn’t reality turn into fiction when its fragments are

suppressed or left unspoken? You quote a warning from

a news segment stating, «The following video contains

violence. We need to process it prior to broadcast.» Editing VR
and processing cruelly and often thoughtlessly deform

reality, creating a new version of it. Doesn’t that make art

one of the few weapons in the struggle against fakes?

There are continuous attempts to fit real time to recognizable
models, to describe it in familiar terms, to make it cohere to
current norms. What is happening now might resemble certain
moments in the past, but the present is still different. The
editing or censorship I've mentioned boil down to attempts

to excise and rip out all signs of difference. Certain important
phenomena slip by unnoticed as we try to normalize reality.
You are asking about imposed censorship, yet many things are
subjected to censorship of our memory archives, our customs,
traditions, moral limitations, etc. Absolutely, art might be the
only practice capable of breaking this deadly vicious circle and
giving reality a breath of fresh air. Art can break through in case
of emergency. You could also add that artists risk walking into a
trap when they lose sensitivity or anger. The moment cohesion
sets in and you start to broadcast what's expected of you, it's
time to walk out. In my last series, The Reserve, | was fascinated
yet again by the image of a person commanded from the outside
and wandering along predetermined trajectories, like a toy.

Setting down to work, | always problematize the issues that
| have ostensibly already raised. This process happens inside
time, in movement, which means that problematization will
not cause clutter, remaining efficient and vibrant.

Indeed, problematization of certain issues helps one to KN
refresh or recalibrate one’s perspective. Eventually, it gives

one impetus to realize that everything is more complicated

than it might seem at first glance. Speaking of your choice

to “give reality a breath of fresh air,” crystallized in the

works of various years, we are dealing with continuous
problematization, which also entails higher risks. Do you

feel these risks rise?

The risks are defined by my responsibility and ability to VR
question reality. They have little to do with this time or

that. | have my time, the time I live in, and it's all mine. |

cannot refuse it or say that it doesn't fit me. Any temporality
carries difference as its constituent component or integral

trait. Therefore, each new line of questioning requires
problematization, since it happens in new circumstances.
Doubts about the appropriateness or possible risks of publically
voicing challenges in art can turn into censorship at given
points in history. The uniqueness of art, however, lies in the
fact that it can broadcast certain meanings even under strict
censorship through the most innocuous and “sanctioned”
things. This sort of “speaking through something else” should
not be confused with metaphorical speech: metaphors function
through similarities whereas markers of time can reside
anywhere, undermining any and all principles by virtue of their
placement. | find it critically important to make sure that | do
not cleave to the most obvious routes in my works. | always try
to recognize phenomena | feel affinity for, even when temporal
changes or the resistance of my own habits and experience
make them appear foreign or hostile.

In your text The Reserve, you've raised the question of
“recognition” within the context of people losing their
homes and being forced into exile. You ask how we would
recognize the future shelter as ours. But can we really
recognize the future shelter as our own? Can we start
considering this house a home, as Pascal Gielen would have
putit?

| like that we chose the word “Shelter” for the English
translation of the second part of my joint project with
Volodymyr Budnikov. It can also describe casing larvae built;
something matures in this shelter or, as you've put it, a

home, even if eventually it will get lost through forgetfulness,
adherence to traditions or certain generally accepted rules.
Be that as it may, the one who forgets becomes homeless. It's
not an issue of whether we should look for a home, because a
found home is a guarantee of our humanity. I'm captivated by
the issue of placement, the recognition of places where time
makes itself manifest and leaves traces. Humanity might also
either make itself manifest or go into hiding or hibernation for
unspecified periods of time. Therefore, once circumstances
change, it might be very easy to pass what's yours without
recognizing it or to adopt an obsolete position that was
relevant until recently.

When working on The Reserve, | was drawn primarily to

this “pupa” stage that humankind reverts to under certain
circumstances. The dolls | painted were human-shaped
shelters that had once represented maternal bodies or the
motherland, but are no longer real. As circumstances change
with the flow of time, a “home” turns into a “house” because
of its prescriptive fixity: what's ours falls into ruin because of
our fear of changes. We step aside from our changed property,
recognizing it as alien.

Your works form a visual trajectory across chronology

and series that you did not start conceptualizing as a
cohesive unity until recently. As you've said, you see certain
resemblances between your works. | feel it too. You cannot
help but notice fragmentary images that run throughout
your oeuvre. Could you trace the genealogy of fragments
within the context of your works, and what stands behind
them?

[ think that chronology undermines the logic of the series and
obscures its meaning. | refused all preconceived principles
when selecting works, and, coincidentally, when working on
my latest series. | even introduced a degree of surrealism in
my latest works to avoid the trap of overly direct “semantic”
speech.

In selecting the visuals from earlier works for the latest

series, | was driven primarily by what's visible. You are right,
fragmentary images of human bodies feature in a significant
portion of works selected for the book, and in many of

my works in general. A missing body part tends to create
heightened tension in the image, although it is treated as

a familiar and often necessary exercise. I've included the
“anatomic” series of the Art School project because | still
associate classical academic art schooling both with important
formative influences and with the traumatic experience we are
undergoing these days. In the Art School, | invited dissected
protagonists to participate in real events because, in my
opinion, their literal “openness” (sometimes to the bone)
uncovers the ratio of two contexts: one takes such figures for
granted, whereas in the other, they serve as a reminder of
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life and death. Hence the book’s title, which refers to one of
the key disciplines in academic art schooling. | chose not to
highlight the chronology of my changing views on dissecting
the whole (body), partly because images of human fragments
in the recent works, informed by reflections on the war, and
fragmented bodies from The Chinese Erotic Diary, completed
more than 10 years ago, are essentially very similar. Obviously,
the theme of any given series or work singles out and highlights
the reasoning behind this or that fragmented image. But
there are also similarities, what | have once described as “a
body traumatized by the system or the body traumatized by
culture.” The traumas of my Soviet-era childhood caused by
the existence within that system became newly highlighted
during the present war. Moreover, traumas or missing limbs,
formerly quite metaphorical, became a part of reality with

the beginning of the war. I wouldn’t want to promote such
reductive readings of my works however. Depictions of very
concrete things coexist with metaphorical images, and nothing
is ever either absolutely literal or fully metaphorical. | wouldn’t
want to reduce what I'm doing to simplified explanations:

that would obscure some important things in my works and
narrow down the perspective. Now that we are talking about
it though, it dawned on me that I've “swaddled” my characters
in the Art School: they have too many unnecessary defences.
These are defences of victimhood, like a padded bite suit for
training guard dogs or soft dolls for crime re-enactments. The
protagonists of the latest works have no openings or wounds;
even stumps have healed, growing thick skin and layers of
oblivion.

Indeed, dissections and cuts (The Chinese Erotic Diary,

Art School) have morphed into “hidden” bodies. But then,
bodies as objects of social control and discipline have
acquired new interpretations too, didn’t they? They used to
manifest desperate resistance, whereas currently they are
subdued. Don’t we have other things to resist?

Quite! It so happened that after all the “dissections” of the Art
School project | plugged up all wounds and cuts, ostensibly
bringing back the bodies’ smooth wholeness. | made sure that
all figures or objects in my works would remain unscathed,
colour- and structure-wise. They are supposed to look
indifferent, evasive, artificial. In my opinion, this concealment
of blatant facts (made all the more poignant in our peaceful life
during wartime) looks even more threatening and dangerous
than open confrontation in its deep passive resistance. This
ostensibly peaceful existence no longer conceals death the way
it used to, taunting and flashing the concealed, making death
mock and ridicule the living.

Not only bodies as such but their very texture undergoes
transformations: the erotic pinks get new connotations,
becoming inappropriate. It could be that the very matter
or substance changes its properties. Is it protective or
repressive?

Matter just is. It could be that | love pink so much precisely
because its erotic connotations supersede its other properties.
In point of fact, | deal with colours, or matter, as you've put it,
and they can be neither hostile nor sympathetic to humanity
by their very nature. Humans just strive—coincidentally, in a
highly repressive manner—to ascribe their own traits to reality,
which they see as foundational. This “humanization” destroys
humankind, pushing it out of life’s course.

When working on The Reserve at the Kaniv studio, | was
preoccupied primarily with its “peaceful” component, no less

KN

VR

KN

VR

10

prominent there than the war. In Kaniv, reality seems all too
peaceful: not only the nearby war but also any changes look
illusory.

I was stunned to discover that reprisals against insurgents
during World War Il were described as “pacification.”

Peace meant violence, murder and repression; dangerous
“protective” violence destroyed humans. | wanted to focus on
the phenomenon of losing humanity: voluntary rather than
enforced, it could be described as pacification of the self. The
defences I'm reflecting on toughen our skin and create another
protective shield, but, | believe, they are becoming the most
pressing danger, a trap.

Indeed. We should all come up with mechanisms that would
allow us to decrease the distances between us, not even as
communities but rather as individuals. But the only work
that does away with distances is The Girl and Death, right?

| focus on distances between human beings: after Joseph
Beuys said that each human being is an artist, we should

also ask whether each human being is indeed human. Within
the context, we might do well to focus on each individual’s
readiness to exist in time, and thus to become human.

I'm talking about historicity, the trait that singles humans

out among other living beings. Human beings cannot gain
personhood in any way other than to enter the present
temporality. This temporality implies that there’s a dangerous
space where the formerly inviolable experiences, cultural
legacy and traditions cease to be constancies. Human beings
are informed by their time, and vice versa. There are no other
mechanisms beyond mutual rapprochement in the shared
space, as described in the classical motif of a girl and death.
The worker from The Reserve series can be read both as a
figure similar to death in its depersonalized rule-bound nature,
generalized appearance and cyclical repetitions of monotonous
movements, but it also embodies vital energy: after all,
repetitions of monotonous movements imply continuous
performance of all necessary life cycles.

Your series The Base deals with the fact that there are
always superfluous objects one bumps into, but their
presence defines our relations with the past and establishes
personal links. What remains when these links disappear,
and bonds of trust are broken? Could the history of
darkness in your works shed light on this notion? There are
black plains, squares, rectangles (I Remember the Place,
The Ecstasy of Disappearance), “the moon worker” stirs
darkness or passes it by, a human head turns into a black
circle or floats through darkness...

The thing is, the objects that keep slinking into our present
existence from the Soviet past adapt and stop being
recognizable. Instead of serving as witnesses or reminders,
they become exotic signs of an exotic era. Instead of serving as
ties, these things paradoxically entrance, lull and plunge us into
oblivion. | was drawn to a range of obscure, undefined objects
or body parts that preserve critical information like black
boxes, but they are of no use until the critical moment arrives. |
feel that the resistance of the present is dragging its heels and
losing impetus. Its destructive potential is not gone altogether,
but it lurks below, unseen from the surface.

By the way, the latest series marks a return to my former
fascination with metaphysical works by Carlo Carra and Giorgio
Morandi. The tenets of this style dictate that bodies should

be stripped of personal traits (like masks) rather than bared,
returning humankind to the state of an alienated, insensate
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doll, like a mannequin. In both states, humankind remains
incognito, in a way. In both states, humankind escapes.

The series A Simple Man, completed right after The Chinese
Erotic Diary, marked my final departure from metaphysical
wholeness: | was fascinated by humans that can go outside,
that can be wounded, vulnerable and hurt precisely because

of their absence of the personal. Now | find my perspective
somewhat romanticized. These days | think that humankind
moves from one state to the next seamlessly: all you manage
to see is an empty human-like shell, a simplified doll. In my
Inventory series, | explored simple shapes, down to the most
basic geometric objects, ostensibly not worthy of attention
because of their low utilitarian and sometimes semi-absurd
purpose (a temporary sign, a trash can, a column, a discarded
board for a poster). In The Reserve and Inventory, human
bodies and their constituent parts, too, are simplified and
unified. For example, in Inventory | would occasionally leave
only a silhouette of a head. You are correct, black holes
replacing body parts might hint at potentialities. When painting
these figures, | wanted to minimize the magical influence of the
rules and familiar functions of the whole body. The point being,
by removing the most expressive body parts, as well as those
that mark individuality, | was removing the pre-programmed
constituent elements of the system, the cohesive and the pre-
determined.

You left gaps as spaces of latent processes that would
sooner or later become evident. Will we discover whether
humanity shall prevail in the course of time?

It's probably no coincidence that we are returning yet again to
the theme of a house and a home! A gap, unlike a void, denotes
an empty space within something else, like an empty house
that can become someone’s home. | cannot conclusively define
the doll figures | drew either as dolls or pupae that will develop
further: | don’t know for sure either.

Obviously, as you've so fittingly put it, the question of
humanity is a question of time. Not in the sense that we should
let time drag, expecting humankind to come to its senses

and revert to its humanity as circumstances change. It means
that humanity cannot survive in just any time to the same
degree, and not any time can support humanity. Now, as our
conversation is coming to a close, | realized just how optimistic
my new series is. Its optimism is hinted at by the title. | came up
with the title The Reserve primarily because the studio | worked
at was right next to the Kaniv Natural Reserve, and because
Kaniv as suchis like a reserve in that it was ascribed a specific
ritualistic function during the Soviet times, and it still clings

to its well-defined mythological symbolic status. The visual
system that | chose as my primary language always develops
into a much broader field in the course of work. The eventual
final product often lends the initial idea volume and allows it

to be seen from various perspectives, occasionally blurring or
even subverting it completely.

I'm presently addressing human beings forced (often with their
permission) beyond defined communities or systems. They
carry the impetus of the “superfluous,” which, much like in The
Girl and Death, obviously contains both poles. This existence
in undefined states, apparently beyond life and death, seems
to produce a vital anarchic charge that can destroy or at least
deform the vicious circle time might be entrapped in.
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Preliminary materials for Art School
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Imminent amongst forgotten*

Vlada Ralko. January, 2017

(Written for the Imminent Amongst Forgotten exhibition
held at Voloshyn Gallery in Kyiv in 2017)

* ",..under certain stimulating circumstances
the forgotten becomes imminent..."
(Paul Ricceur, "Around Politics")
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MantoHok, 2009
29,7X21, MillaHa TexHika Ha nanepi |

Drawing, 2009 \
29.7x21, mixed technique on paper '
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3aKOXaHUM X1I0MYUK, 2003
150X100, OJ1ifi HA NOJIOTHI

Boy in Love, 2003
150%100, oil on canvas
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Bes Ha3Bu, 2003
150X100, OJ1isi HA NOJIOTHi

Untitled, 2003
150x100, oil on canvas
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Mensaxi. I3 cepii MoBepxHs, 2012 lopa. I3 cepii MNoBepxHsa, 2012
20X25, O/1it Ha NONOTHI 160345, O/1ist HA NOIOTHI

Landscapes. From the Surface series, 2012 Mountain. From the Surface series, 2012
20x25, oil on canvas 160x345, oil on canvas
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I3 cepii KNTancbkmim epoTUYHUN WOAEHHNK, 2002
29,7X21, akBape/ib i Ky/IbkOBa pyyka Ha nanepi
From the Chinese Erotic Diary series, 2002
29.7x21, watercolor and ballpoint pen on paper
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I3 cepii KuTancbkunii epoTUYHMM WOAEHHUK, 2002
29,7X21, akBape/ib i Ky/IbKOBa pyyka Ha nanepi

From the Chinese Erotic Diary series, 2002
29.7x21, watercolor and ballpoint pen on paper

20

13 cepii KUTalcbKuiA EpOTUYHMI WOAEHHUK, 2002
29,7X21, akBape/ib i Ky/IbkoBa pyyKa Ha nanepi

From the Chinese Erotic Diary series, 2002
29.7x21, watercolor and ballpoint pen on paper

21



I3 cepii KUTancbkmim epoTULHUM WO EeHHUK, 2002
29,7X21, akBape/ib i Ky/1bkOBa pyyka Ha nanepi

From the Chinese Erotic Diary series, 2002
29.7x21, watercolor and ballpoint pen on paper

22
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I3 cepii KNTancbkmim epoTUYHUN WOAEHHNK, 2002
29,7X21, akBape/ib i Ky/IbkOBa pyyka Ha nanepi

From the Chinese Erotic Diary series, 2002
29.7x21, watercolor and ballpoint pen on paper
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I3 cepii LLkinbHa yurenka, 2004—2007
29,7X21, akBape/ib i Ky/1bkOBa pyyka Ha nanepi

From the School Wool series, 2002—2007
29.7x21, watercolor and ballpoint pen on paper

24

I3 cepii LLkinbHa yureinka, 2002—2007
29,7X21, akBape/ib i Ky/IbkOBa pyyka Ha nanepi

From the School Wool series, 2002—2007
29.7x21, watercolor and ballpoint pen on paper

25
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Morosopw 3i MHOI0. I3 cepii Ban3HIOKK, 2006—-2007
200X100, OJ1ifl Ha MOJIOTHI

Talk to Me. From the Twins series, 2006—2007
200x100, 0il on canvas
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13 cepii 3Haku, 2008
70X50, O1ifl HA MO/IOTHI

From the Signs series, 2008
70x50, oil on canvas
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I3 cepii 3a3apicTb 40 peanbHOCTi, 2008, 200X150, O/1if Ha MOJOTHI

From the Envy to Reality series, 2008, 200x150, 0il on canvas

I3 cepii 3Hakun, 2008, 200X150, 0AiA Ha NONOTHI

From the Signs series, 2008, 200x150, oil on canvas
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I3 cepii KNIBCbKWI WOAEHHUK, 2013—2016
29,7X21, akBape/ib i Ky/IbkOBa pyyka Ha nanepi

From the Kyiv Diary series, 2013—2016
29.7x21, watercolor and ballpoint pen on paper

33



I3 cepii KNiBCbKMI LW OAEHHMK, 20132016
29,7X21, akBape/ib i Ky/IbkOBa pyyka Ha nanepi

From the Kyiv Diary series, 2013—2016
29.7x21, watercolor and ballpoint pen on paper

34

MaHuwup. I3 cepii JliHia po3mexyBaHH#, 2016
200X150, aKpWJ/1 i MapKep Ha nanepi
The Armor of the Contact Line series, 2016
200x150, acrylic and marker on paper
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AHaToMIfA

Bnapa Panko. Kwis, 2015
(HanucaHo a9 BUCTaBkM «XyALLKOay», Wo BigbyBanacs
B KWiBCbKOMY My3€el poCiicbkoro MUCTEL TBA B 2016 POLLi)

«Hema Ha c8imi 86paHHs 2apHiwoz20,
Hi% m’s3i8 6poH3a ma wkipu csixcicmby.
(B. Maskoscbkull)

AHamouwmis (8i0 2peybk020 GVaTEUVwW — pO3CiYeHHs])

Anatomy

Vlada Ralko, Kyiv, 2015
(Written for the Art School exhibition held
at Kyiv museum of russian art in 2017)

«There is no better clothes on earth than
bronze of muscles and freshness of the skin».
(V. Mayakovsky)

Anatomy (from the Greek avatéuvw — to dissect)

MileHs. I3 cepii XyaLukona, 2015
200X100, OJ1isi HA NOJIOTHI

Target. From the Art School series, 2015
200x100, 0il on canvas
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AiBunHa, WwWo cnantb Ta HoBUHM. I3 cepii XyaLwkona, 2015 Agigaci3axucT. I3 cepii Xyalukona, 2015

200X100, aKpW/ Ha NONOTHI 200X100, aKpW/ Ha MOAOTHI
Girl Sitting and News. From the Art School series, 2015 Adidas and Protection. From the Art School series, 2015
200x100, acrylic on canvas 200x100, acrylic on canvas
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Crpineub. I3 cepii Xygwkona, 2015
200X100, aKpW Ha NONOTHI

Sharpshooter. From the Art School series, 2015
200x100, acrylic on canvas

40

Xnoneub. I3 cepii Xyawkona, 2015
200X100, aKpWJ1 Ha NOJIOTHI

Young Man. From the Art School series, 2015
200x100, acrylic on canvas

41



Tyra 3a 6aTbKiBLYMHOLO, 2015
180x600, aKpWJ1 Ha NO/IOTHi
Yearning for Motherland, 2015
180x600, acrylic on canvas
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JliBunHKa Ta cMepTb. I3 cepii JliHia po3mexyBaHHs, 2016
200X150, aKpW/ Ha MONOTHI

Girl and Death. From the Contact Line series, 2016
200X150, acrylic on canvas

A

Mapa. I3 cepii JliHia po3mexyBaHHs, 2016
200X150, aKpw/ i Mapkep Ha nanepi

Couple. From the Contact Line series, 2016
200x150, acrylic and marker on paper
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MpoexT. I3 cepii /liHia po3amexyBaHHSA, 2016
200X150, akpwu/ i Mapkep Ha nanepi

Project. From the Contact Line series, 2016
200x150, acrylic and marker on paper
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C. 50-59

P- 50-59

MantoHku, 2016—-2017

29,7X21, Tyll, MapKep i Ky/JIbkOBa pyyka Ha nanepi
Drawings, 2016—2017

29.7x21, ink, marker and ball point pen on paper

48

LLlocb. I3 cepii JliHis po3amexyBaHHS, 2016
100X100, aKpW/1 Ha MONOTHI

It. From the Contact Line series, 2016
100x100, acrylic on canvas
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Hebo. Hiy, 2013
200X150, OISl HA NONOTHI
Sky. Night, 2013
200x150, oil on canvas
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CeiT/AMHM 3 NigroToBUMX MaTepianis 40 cepii Peseps
Preliminary materials photos for the Reserve series

Cepist basa, YepoHeYopHe, KaHis, 2016
Base series, ChervoneChorne, Kaniv, 2016

®opma, basa Ta 3ynuHka. I3 cepii Basa, 2016
100X100, akpW/ Ha MNONOTHI

Shape, Base and Stop. From the Base series, 2016
100x100, acrylic on canvas
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PesepB (izen)

Bnaaa Panko. Kuis, TpaBeHb — ivneHb 2017

«Bideo micmums enemeHmu xopcmokocmi. [leped mum
fik nokasamu, Mu NosuHHi tio2o o6pobumu.
(3 menesi3iliHo2o sBunycky HosuH)

OcTaHHIM YacoM BUHMKAE BiA4yTTH, WO 3arajbHa KapTUHKa
TenepilwHbLoro byTTs po3nasacTbCst Yepes NocTiiHe NPUXOBYBaHHS
neBHWX il ¢parmeHTiB. 3i WogeHHOro byTTa MOBOU BUNyYaETbCA
BCe He3py4He abo 3a1Be, Yepes Lo BTPAYaETbCA BiAUyTTS
peanbHOCTi CbOrOAeHHs, AKe MOYMHAE 3iCKOB3yBaTH y TaKe, L0
BXe 6yn0. PeanbHuit Yac Hibu noctiriHo ranbmye. Ocob6amBoCTi
6yA0BW Nam’ATi, Koan HauyebTo 36epexkeHe B apxiBax MOTPaNJsE
£,0 30HW BNAMBY NMEBHUX OCOBAMBUX 3aKOHIB i MOYMHAE iCHYBaTM
AKMMOCb OKPEMUM, Mapasie/lbHAM YYHOM, JOCUTb OYiKyBaHO
nepeabayatoTb Nepepo3nogin, nogpibHeHHSs, HEBIABOPOTHY
Aedopmalliito nij yac nepeTBOPeHHs peanbHOro Ha crnorag. Koau
apxiBoBaHe NaM'sTTIO BUBOAUTLCA 3 NINHY aKTUBHOIO Yacy,
BOHO 3a3Ha€ KOpO3ii, pyMHYETbCS; ase Wwo pobuTun, koav byTTs
NiAAa€ETbCa pejaryBaHHIO NPOCTO B PEXUMi peaibHOro Yacy?

Mig Yac BiMHK, L0 TPUBAE BXeE YeTBEPTUN pik, ribpuaHa
peanbHiCTb YTBOPIOE NeBHI pe3epBallii, Bi0Kpem/Ioym

ntogen, pevi, TepuTopii, NoAii. BUHMKaOTb 3aMoBigHI 30HK, Ae
BeAETbCS, Haye YBi CHi, KOM CyLiJIbHUIA CMPOTUB HABKOAMLLIHBOIO
cepe/o0BMLLa MOr/IMHAE KOXEH PyX ille Ha MoYaTKy,
YHEMOX/IMBJIIOKOUN aKTUBHY Ait0 («A L0 MW MOXEMO BAIATU?»).

3apyuHuk, abo bixeHeL b, ab0 B3arasi KOXeH, XTO 3 Or/s4y Ha
06CTaBMHM ONUMHUBCS OCTOPOHb aKTUBHWUX NPOLLECiB, yTpayae
MOX/IMBICTb BMJIMBATU i Ha BAACHY A0/110. [eBHi HEBM3HAYeHi
TepUTOPIT Y MOMEHTH iCTOPIT 3aMOBYEHO, HEMOB BUKPAZAEHO

3 peasibHOCTI. [eBHi peyi NOCTIMHO NepeTBOPIOTHCS Ha
3arpo3/IMBUI PYWHIBHUM e/1eMeHT, Ha Hebe3neyHoro 3anMBoro Mix
y>e opraHi3oBaHWMMU, 3aTBEPAXKEHMMM CMiZIbHOTAMM Ta BOAHOYAC
Ha BUNPO60OBYBaHHS i CMOKYCY A/151 KOXHOI 3i CMisIbHOT. MeBHi
e/leMeHTU, NMoMnpu BUAYYeHHS iX i3 rpu, HabyBatoTb BUpILla/IbHOI
poni. be3aianbHi, BOHKW, came 3aBAAKN BUMYLLIEHOMY BUYHYEHHIO 3
6araTboX OCHOBHMX MPOLECIB, CTAlOTb HAA3BUYANHO BMIMBOBUMM.
LLi enemeHTH HibK cTaBAATb OyAb-LL0 NOCTiViHe abo 3BMYHE Ta
HenigcyAHe (4epes CBOI 3BUYHICTb) Nif MUTaHHS.

MeHi 3raganacs ctapa rpa, Ko/ rpaBLi Yac Big, Yacy MOBUHHI 6irTu
Mo KOJIy HAaBKPYT CTi/IbLiiB Ta 3aMMaTH HapeLTi CTi/bLi, AKMX Ha
OAMH MEeHLLEe, HiX rPaBLiB — XTOCb OAWH 3 Y4aCHUKIB HEO4MIHHO
NIVIIAETLCA 3aMBUM. Y XaHHM APEHAT € BignoBiZAHe MipKyBaHHS
LLOZ0 OKpeMUX togen abo Livx cnifibHOT, AKi BUMYLLEHI
MOJNLINTL MiCLLe CBOFO NMPOXMBAHHS, TO6TO BUTICHEHI 3 B1IaCHOT
AOMIBKM 11 Yepes Lie NpupeYeHi WyKaTu HOBY: 3acaZHu4e NpaBo
NOAVHM BiflbHO 06MpaTH MicLie A5 XUTTA He 3abe3neuyeTbes,

60 reTb yci TepuTOpIi BXXe pO3MoZi/eHi Ta 3alHATI, OTXE 04K,
ANS AKX HE BUCTAYN/10 OAHOMO pasy MicCLs, K TOro CTiNbLS Y

rpi, ONMUHAIOTLCA BUKIOYEHUMMU He TiNIbKM i3 3ara/ibHOl CUCTEMM
CoLiasIbHUX BIAHOCKH, @ y NeBHOMY CEHCI 3i CKNaAy JtoACTBa
B3araJi. «<3anBui» BUCAM3AE 3-NONiJ 3aKOHY came 3aBAAKN CBOEMY
CTaTYCOBI, BiH AKUMOCb 0COBAMBUM YMHOM BUBIJIbHSETLCS, CTAE
HenigKOHTPOJbHUM.

YTBOPIOETHCA geLo nogibHe 40 3a60pOHEHMX 30H A1 BCbOTO
TOrO, L0 BBAXKAETbCS HEMPUCTONHUM LLOA0 «KHOPMUY. 3apYUHUKM
Ta 6iXeHL,i HEMPUCTOMHI Yepes CBOD HE3PYUHICTb: BOHU YCiM
3aBaxaloTb. BiliHa HenpucToliHa, 60 Ncye HacTpil. BixeHL,i
HenpucToWHi, 60 uyxi. Tino HenpucTonHe, 60 3a3BKYalt He

BiZMOBifa€ cTaHZapTaM. HeHopMasibHe TakoX HeMpUCTONHE,

60 NantoXnTb TPaAMLID, KA, CBOELD Yeproto, 06CcToe
cTanictb. )KnBe HenpuctoliHe, 60 HenepeabayyBaHe. MoniTnyHe
HempucToliHe, 60 3a3ixa€ Ha MpuBaTHe.

Po3mipkoBytoum npo 3anoBigHe, abo 3abopoHeHe 0 B3aemogil

3i 3BMYHMM CBITOM (LL,0 HAaCMpPaBAi 03HAYa€E OAHE i Te Came),

He MOXHa YHUKHYTW MOBM NPO BTaEMHUYeHe. «/le mu byaemo
HOYYBAaTU?» — Lie 3anMUTaHHA 3i CTApOBUHHOI YKPaTHCbKOT
KOJIMCKOBOI CMPsIMOBaHe B MalbyTHE, IKOTO HiXTO He MOXe
nepeAbaunTi. MoXxHa po3rasHyTH Lie 3anMTaHHSA NPO HOYiBIO,

a came Mnpo NPUTYOK, K 3aNUTYBaHHA NPO Te, L0 € CBOIM, i Npo Te,
AKUM Lie «CBOE» Byae y ManbyTHboMy. K MU BNi3HAEMO MabyTHil
MPUTYI0K SIK CBIN?

3HOBY X TaKu, NPUragytoun XaHHy ApeHAT, 40PEYHO CIIUHUTUCS
Ha 1T Te3i-03Ha4YeHHi iCTUHHOrO, 360 «CBOro», Ik TAaKOrO, LLLO 3a
6y Ab-KMX 06CTaBUH JIMWIAETLCSA 3 TO6O0 3aBXAU. Bo X icTUHHe-
CBOE YACTO 3anepeyye Tak 3BaHy HopMy. Hopma sik 3anopyka
BMNOPSAKOBAHOCTI Ta CTA/IOCTi BXE 33 BUSHAYEHHAM BigKNA A€
yce, o € iHaKLWmM. Xiba uy>ke He BUAAETLCS YyXMM JIMLLE Yepes
HEeBIZNOBIAHICTb «HOPMIi»? Xiba ToM LiKaBMUIM HaZMiPHUN YNHHWK
(3amBuin abo ToM, «KOMY HE BUCTAUUIIO CTi/IbLiA») MUTTEBO HE
3anepeyye byab-aKy noxanwem nobys0BaHy cMCTEMY NMPOCTO
¢baKTOM BIAaCHOrO iCHYBaHHSA?

MabyTb, BapTO CNpobyBaTh BUSBUTY Lii MapKepu iHAKLLOCTI, 1,06
OTPUMATU KIOY AN1A MPOYNTAHHSA 3araibHOI KAPTUHM TOFO, LLLO
Bif 6yBa€ETbCA 3apas. 3HOBY X Taku 3rafancs KAPTUHKU-TECTU 3
AVUTUHCTBA, Ae NoTpibHOo By10 3HANTU 3aMBU NPeAMET, E/IEMEHT,
AKUIM HIBUTO WKOAUTb LiNiCHOCTI MaitoHKa. MeHe 3aBXAau
LiKaBWAW peui, L0 3arpoXy0Tb MepPTBii TPACOBMHI; NPaBWAa,

AKi «MCYI0Tb KAPTUHY» 1 Yepes Lie NiANAraoTb LLeH3Ypi; OKpeMi
aHapXxiYHi eN1eMEHTMH, L0 3aBaXatoTb 3an1aHOBaHOMY nepebiry
noaivi, 6a binbLie — € ymoBoto byab-Koi nogil B3arai.

Y cepii pobiT 2016 poky «ba3a» s BXe BUMOKpeMuaa ans cebe
neBHi 06'ekTy, AKi, Ha MO0 AYMKY, CBIAYNAN NPO 0CcO6MBUIA
CTaH NOCTPaAAHCbKOro ypbaHiCTUUHOro MpoCTopy, KoM

neBHi 3aHe6aHi 06'ekTU-PparMeHTN pagsaHCbKOro MiCbKOro
cepe/0ByLLa HEMOMITHO «MepenoB3atloTb» Ta 061aLITOBYIOTLCS
MOMiX cy4acHMx peyer. Taki 06’ekTn yacTo HaBITb CBifOMO abo
HeCBiZ0MO BiZ TBOPIOKOTHCSA (YaCOM BiTBOPIOIOTLCSA B YCilA CBOIN
HenoTPibHOCTI 1 LLe pUTYyabHIM NOTY3i) Ta BNANBAOTb HA
MPOCTip HAaBKO/10 BXe CaMMUM PpaKTOM CBOrO iCHYBaHHS «M03a
30HOM». 3aHeAbaHa MicLeBicTb 6inf MaricTepHi y KaHesi, kyau g
noBepTaloCs NpaLloBaTH YETBEPTUM PiK NMOCMi/b, CIOBHEHA TaKMX
06'exTiB-3HaKiB: 0cobaM1BOT GopMM aBTOBYCHI 3yNMMHKM, MOPOXHI
MOCTaMEHTH, 3a/IMLLeHi byaiBAai TowLo.

Liboro pa3y meHi xoTinocs 6 3ibpatu gokynu Te, Wo Hibu
«BUMAZaE» Yepes HeJopeUHicTb abo Mignsarae CTopoHHLOMY
peZaryBaHHIO CaMe Yepes Lo CBOK HEBIAMOBIAHICTb 06paHin
cucTeMmi. PyMHIBHWIA NOTEHLLia1 TaKUX «3aiBUX» peYeit 3arpoxye
BXe CaMOMy 340POBOMY r/1y34y, 60 34,0pOBUIA F1y34 HAaBMUCHE
HOPMYE, BUCHAXYE peasibHiCTb, abu BOHa Yepes BJacHy
HaAMIpHICTb He NMosnaacs Yepes Kpan.

Reserve (idea)
Vlada Ralko, May-July 2017, Kyiv

«The following video contains violence.
We need to process it prior to broadcast.»
(from a TV news segment)

Lately, I've been plagued by the feeling that the overall panorama
of contemporary life crumbles because some fragments of it are
always being concealed from us. Inconvenient or superfluous
elements are excised from our quotidian existence, making the
present-day reality split and slip into repetitions. Real time seems
to run late. The specificity of memory structures predictably
presupposes that the real will be reevaluated, pulverized and
inevitably deformed in the course of its transformation into
memories as phenomena ostensibly preserved in the archives fall
under the clout of specific laws and are pushed into a separate,
parallel course. Once the things archived by memory are
expunged from the active flow of time, they get corroded and fall
into ruin; but what are we to do when existence is being edited in
real time?

With the war in its fourth year, our hybrid reality seems to

create reservations in order to contain certain people, things,
territories and events. There are somnolent preserves where the
environment’s total resistance consumes each movement before
it happens, rendering active actions impossible. (*What can we
do?")

A hostage, a refugee or any person barred from participation

in active processes cannot decide his or her own fate. Some
undefined territories or moments in history are suppressed, as if
purloined from reality. Some things are continuously transformed
into menacing destructive elements, the dangerous Odd Ones
Out between the organized, well-defined communities, a test
and a temptation for each community. Despite being eliminated
from the game, some elements acquire crucial roles. Inactive
and forcibly removed from many foundational processes,

they become staggeringly important. These elements seem

to question all that was constant, familiar or faultless (in its
familiarity).

This reminds me of the game of musical chairs, where the number
of chairs is one fewer than the number of players, meaning that
once the music stops and everyone takes their seats, one player
is left out. Hannah Arendt had similar reflections on persons or
entire communities that were forced to leave their residencies,
displaced from their homes and doomed to search for a new
one: the basic human right to choose a place of residence freely
is not guaranteed because all territories are already claimed and
occupied. Therefore, those left without a place, like a player left
without a chair, are expunged not only from the general system
of social relations, but, in a sense, from humankind as such. “The
Odd Ones Out” slip beyond the boundaries of laws due to their
special status, which, in a way, sets them free and ungoverned.

This creates a sort of prohibited zone for everything that is
deemed indecent as regards the “norm.” Hostages and refugees
are indecent because they are inconvenient, a complication
everyone could do without. War is indecent because it is
upsetting. Refugees are indecent because they are alien.

Bodies are indecent because they tend to not fit the standards.
Departures from the norm are also indecent because they spit at
the tradition that enshrines continuity. The living are indecent

because they are unpredictable. The political is indecent because
it lays claim to the private, etc.

In reflecting on these reserves or lands prohibited from
interacting with the familiar world (in reality, these are one and
the same), you cannot avoid the hermetic. The question from
the ancient Ukrainian lullaby, Where will we stay the night?, is
oriented towards the future nobody can predict. It can be read as
a question about lodgings for the time and about shelter, as well
as a question about what is ours, and about the future shape this
“ours” might take. How would we recognize our future shelter?

Returning to Hannah Arendt yet again, let us pause at her
definition of authenticity or what's “yours” as the thing that

stays with you, no matter the circumstances. After all, authentic
selfhood often subverts the so-called “norm.” Norms as a
guarantee of ordered and stable existence reject difference by
their very definition. Doesn’t alien seem alien only insofar as it
does not match the “norm"”? Doesn't the curious superfluous
element (the Odd One Out, the one “left without a chair”)
instantly undermine any hasty generalization with the very fact of
its existence?

We should probably try to establish the criteria of otherness in
order to obtain the key to interpretation of the general picture of
the present goings-on. Again, | am reminded of children’s tests
asking to find an odd element that seemingly undermines the
cohesiveness of the picture. | was always fascinated by things that
threatened the deathly quagmire of rules, things that “spoiled

the picture” and got censored out. I've been interested in discrete
anarchic elements that obstructed the predefined course of
events and, moreover, became a precondition for any event as
such.

In my 2016 series The Base, | started to single out objects that, in
my opinion, were symptomatic of the post-Soviet urban space:
neglected fragments of Soviet urban spaces, unnoticed, “slunk
back” and found space among more modern sites. These objects
are even recreated, wittingly or unwittingly, often in all their
needless and purely ritualistic might, influencing surrounding
spaces by the very fact of their existence “beyond the zone.”
Desolate areas around the Kaniv studio where I've been working,
on and off, for four years now are filled with these objects/signs:
recognizable bus stops, empty pedestals, abandoned buildings,
etc.

This time, | would like to collect things that seem to “stick out”
or be expunged because of their incongruity or unfitness to the
chosen system. The destructive potential of these “oddities”
threatens common sense, because common sense intentionally
normalizes and depletes reality so that it won't overflow in its
superfluity.



Mawma. I3 cepii Pe3seps, 2017
200X100, OJ1ifl Ha MOJIOTHI

Mom. From the Reserve series, 2017
200x100, 0il on canvas
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®irypa. I3 cepii Pe3eps, 2017
200X100, OJ1ifl Ha MOJIOTHI

Figure. From the Reserve series, 2017
200x100, 0il on canvas
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®irypa 3 YopHoto ronioBoto. I3 cepii Peseps, 2017
200X100, OJlifl HA NO/IOTHi

Figure with a Black Head. From the Reserve series, 2017
200x100, 0il on canvas

c.72 73

p-72 p-73

JBa cBiTna Ta wnapwHa. I3 cepii Peseps, 2017 Tino. I3 cepii Peseps, 2017

200X100, OJ1if Ha MOJIOTHI 200X100, OJ1ifl Ha MOJIOTHI

Two Lights and a Crack. From the Reserve series, 2017 Body. From the Reserve series, 2017
200X100, 0il on canvas 200X100, 0il on canvas
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Kopnyc. I3 cepii Pe3eps, 2017
200X100, OJ1ifl Ha MOJIOTHI

Corpus. From the Reserve series, 2017
200x100, 0il on canvas
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[ABi dirypu. I3 cepii Peseps, 2017
200X150, O/lisi HA NONOTHI

Two Figures. From the Reserve series, 2017
200x150, oil on canvas
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Y Bogi. I3 cepii Pe3eps, 2017 MpuroTtyBaHHs. I3 cepii Pe3seps, 2017

160X100, OANisi HA NONOTHI 150X100, O1ifl HA NOOTHi
In the Water. From the Reserve series, 2017 Preparation. From the Reserve series, 2017
160x100, 0il on canvas 150x100, oil on canvas
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PesepB (nicas Toro, Ak poboty

HaA cepi€lo 3aBepLUeHO)
Bnapa Panko, cepneHb —BepeceHb 2017, KaHis — Kuis

MapanenbHa byAeHHICTb Ha T/i BiiHW BUCYHY/1a B repol
Takoro cobi KoeKTUBHOr o 3apy4YHuKa abo A AnHY, AKY
34iMCHIOTb 06CTaBMHYM 330BHi. Lielt repoii — Haue Nabka,
Haye cloppeanicTuyHe Tiso 6e3 opraHis, sike 3a bykBanbHOro
NMPOYNTAHHSA MOBUHHO MaTW BUFASA, MabyTb, Kopnyca
nanbkn. JlenepcoHanisoBaHe, aHOHIMHE Tif10 IIO4NHMN-
NAnbkK, 6e3 BaacHoro BnisHaBaHoro 06/1M4ys, BigKnaae cBol
opraHu (CMPOMOXHOCTI 4,0 Ail), HaBiTb He CKOPUCTABLUUCH
HVMMW, Ta NEPETBOPIOETLCA Ha 3aBOro, Ha 3apyyHMKa 3
Z06poi Boi. BigbyBaeTbca MoBOU BUIyYEHHS 3 cMcTeMuU
XWTTS, ae YUHUTbCA BOHO HeHaye 6e3 nonepeAHbOro XnUTTs,
we «A40» XuTTe. | Akwo y Ctyca dpasa «...aK 40Bro 405 Hac
He BPOAMTbY CXOXa Ha KPUK, TO Y LibOMY pasi Tizio abcontoTHO
ZL06POBIZIbHO NNLIAETLCA Ha CTaAIl 3apoAKa, 3 BAACHOT BOJI
nepebyBa€ (1 foxunBaE!) y TakoMy cobi «pe3epBi», 3BigKu
HIKO/IM He BUXOAWTb Y BiAKPUTY rpy. BoHO He cy6’eKT i HaBiTb
He 3Bab/1MBMIM 604 pispiBCbKUIM 06’'EKT; BOHO — Lie A Lo, Lo
nepebyBa€ y CTaHi NTepMaHEHTHOr O NMPOEKTY.

MuTaHHA «A Lo BiA HAC 3a1€XNTb?» BUBOAUTb NS/1bKY-
JIOANHY, CTOM/IEHY e A0 CMPaBXHbOI BTOMM Ta Ha/fiKaHy
e A0 CNPaBXHbOrO CTPaxy, No3a Mexi 6yab-sKux
BiZAHOCWMH. 3aMiCTb CMOKYC/IMBOTO «Z>KEPEsia MOXJIMBOCTEN»
Ma€EMO pe3epB MOXJ/IMBOCTEN, 3aMOBiAHY 3aCTUI/Y 30HY

3 HE3MIHHUMW NpaBUaaMu, Ae T MeLLKaHLi, PyXaouncb
obepexxHo, MOB y MW/IbHIY By ibbaLuLi, BUKOHYOTb BAACHI
060B's13kM, X0A4ATb Ha poboTy, iaaTh, CNAATH.

A1 obupana dirypu Ta peui, Wo 34aBaancs HeBUAUMUMM
came yepes cBoto BygeHHicTb. HiXxTo Ha HUX He 3BepTae
yBaru, 3BMYHUMN BUF/IS4 Haye BUAYYMB iX 3 06iry XutTa.
Hameaxausiwwoto y cepii BuiLwna dirypa pobiTHWKa, aKkun
PYyXa€TbCA y NEBHOMY HaMiBCOHHOMY PUTMI, He 3BaXatoun Hi
Ha noroAy, Hi Ha 4ac. CBO€EO HEBIABOPOTHOO MOHOTOHHOO
AiSIbHICTIO BiH YMMOCh cXOXMM Ha CMepTb. LLie meHi
npunann 4o AyLi NOCTaTi 3aMOTaHMX Y XYCTKM XIiHOK, AKi
MWW NOPOXHiMK By ML AMM Ha Craca 4,0 LepKBU — 30BHi
BOHMW HaraZAyBaJiv NI5/1bOK, CKEPOBaHWX BiAMNOBIAHO A0
MeBHMX IHCTPYKLiN. MpaLtoloum y KaHIBCbKil MalCTepHI,

A crocTepirasa 3a TUM, Lo BiAbyBaeTbCs HABKOO.
3/4aBanocs, KoXHa togrHa abo 06’exT icHyt0Tb cami no cobi.
XogHux 38'A3kiB. HaBiTb ixHi TiHi cnpuiiManncs sk Wwocb
okpeme. EpekT i30/1b0BaHOCTi KOXHOrO 3 e/IEMEHTIB Bif,
YCbOroO iHLIOrO NMOCU/IIOBABCS CU/IbHOIO CMEKOLO, L0 CTOAMA
Toai y KaHeBi. Yce 6aunnocs MeHi HaCTiNbKM MOPOXKHIM,

LLLO /IOAM Ta NPeAMETH pu3nKyBaau 6yTv BnoNboBaHUMM
Lii€to nopoxHeyeto. HaBiTb MO BAIaCHa MPUCYTHICTb TaM
CKMAAMACA Ha AUBHY i/103il0.

Reserve (after work on the

series was complete)
Vlada Ralko. August-September 2017, Kaniv-Kyiv

The parallel wartime quotidian life has made a collective
hostage or a person controlled by external circumstances
the hero of the time. This hero resembles a doll, a surreal
body without organs; interpreted literally, it must indeed
look like one. This depersonalized, anonymous body of a
human doll without a recognizable face rejects its organs
(power to act) without using them, and becomes the Odd
One Out, the Goodwill Hostage. It is excluded from life
systems as if it had no earlier life, “before” life has a chance
to occur. In the poem of Vasyl Stus, the phrase “destiny is in
no haste to beget us” sounds like a cry, but in this case the
body voluntarily lingers at the fetal stage, choosing to stay
(and live out its life!) “in reserve,” without joining the open
game. It is neither a subject nor a seductive Baudrillardean
object; it is a thing that remains a permanent potentiality.

The question “What can we do?” places this human doll,
tired before real exertion and scared before real fear,
beyond any relationships. Instead of the seductive “source
of opportunities,” all we get is a reserve of opportunities, a
frozen preserve with ossified rules. Its inhabitants move, do
their part, go to work, eat and sleep carefully, as if treading
on eggshells.

| chose figures and things made invisible by their familiarity.
Nobody notices them, their familiar visage has exempted
them from the flow of life. The series’ key figure is a worker
moving in a somnolent rhythm with no regard for weather
or time. His inexorable monotonous progression reminded
me of Death. | was also struck by shawl-swaddled women
shambling through empty streets to a church on Savior of
the Apple Feast Day: they looked like puppets guided by

a set of instructions. While working at the Kaniv studio,

| observed what was happening around me. All persons

and objects seemed to exist on their own, with no external
ties. Even the shadows they cast seemed separated from
them. This effect of fully isolated elements was further
underscored by scorching heat that did not relent as we
worked on our canvases in Kaniv. Everything was so empty
that persons and objects ran the risk of being hunted down
by the emptiness. Even my own presence seemed strangely
illusory.




$pazmeHm

fragment

ExcTasa 3HMKHeHHS. |3 cepii Peseps, 2017
200X450, O1ifl HA NMO/IOTHI

Ecstasy of Disappearance. From the Reserve series, 2017
200x450, oil on canvas
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EkcTasa 3HMKHeHHS. I3 cepii Peseps, 2017
200X450, O1ifl HA MOIOTHI

Ecstasy of Disappearance. From the Reserve series, 2017
200x450, oil on canvas
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A nam’aTato ue Mmicue. I3 cepii Pe3seps, 201
1
200X450, OJ1ifl Ha MONIOTHI

I Remember the Place. From the Reserve series, 2017
200x450, oil on canvas
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EkcTasa BigcyTHOCTI. I3 cepii Pe3eps, 2017
200X400, O/1it HA NONOTHI

Ecstasy of Absence. From the Reserve series, 2017
200x400, oil on canvas
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fragment

ExcTasa BigcyTHoOCTI. I3 cepii Pe3eps, 2017
200X400, ONist HA NONOTHI

Ecstasy of Absence. From the Reserve series, 2017
200x400, oil on canvas
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EkcTaza 6e3gianbHocTi, abo XTock TaMm €. I3 cepii Peseps, 2017
200X300, OJ1ifl Ha MOJIOTHI

Ecstasy of Lethargy, or Who's There. From the Reserve series, 2017
200x300, 0il on canvas
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ABTOMOPTPET i3 MiCAYHUM pobiTHUKOM. I3 cepii Pe3eps, 2017
200X150, O/lisi HA NONOTHI

Self-Portrait with a Moon Worker. From the Reserve series, 2017
200x150, oil on canvas

96

97



$pazmerm

fragment

ABTOMOPTPET i3 MiCAYHUM pobiTHUKOM. I3 cepii Pe3eps, 2017
200X150, O/lisi HA NONOTHI

Self-Portrait with a Moon Worker. From the Reserve series, 2017
200x150, oil on canvas
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Cnac. I3 cepii Pe3seps, 2017
200X150, OAisi HA NONOTHI

Savior. From the Reserve series, 2017
200x150, oil on canvas
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3oHa komdopTy. I3 cepii Peseps, 2017
200X100, OJ1ifl Ha MOJIOTHI

Comfort Zone. From the Reserve series, 2017
200x100, 0il on canvas
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30Ha KOMGOPTY, MaiicTepHs, KaHis, 2017

Comfort Zone, studio, Kaniv, 2017




JNlaneka. I3 cepii Peseps, 2017
200X100, OJlifl HA NO/IOTHi

Doll. From the Reserve series, 2017
200x100, 0il on canvas

c. 108 c. 109

p. 108 p. 109

HiyHnit pobiTHWMK Kpokye NoBs. I3 cepii Pe3eps, 2017 Hegsigomuii. I3 cepii Peseps, 2017

200X100, OJ1ifl Ha MOJIOTHI 200X100, OJ1ifl Ha MOJIOTHI

Night Worker Walking Past. From the Reserve series, 2017 Anonymous. From the Reserve series, 2017
200X100, 0il on canvas 200Xx100, 0il on canvas
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Hesigomuit pobiTHuK. 13 cepii Peseps, 2017
200X100, OJ1ifl Ha MOJIOTHI

Anonymous Worker. From the Reserve series, 2017
200x100, 0il on canvas
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LLlock HenoTpibHe. I3 cepii Pe3eps, 2017

200X100, OJ1ifl Ha MOJIOTHI !
Something Superfluous. From the Reserve series, 2017 /
SR D

200x100, 0il on canvas
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YpouucTicTb. I3 cepii Pe3eps, 2017
200X100, OJ1ifl Ha MOJIOTHI

Gravity. From the Reserve series, 2017
200x100, 0il on canvas
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Kyaunce Hece. I3 cepii Pe3eps, 2017
200X100, OJ1ifl Ha MOJIOTHI

Carrying Somewhere. From the Reserve series, 2017
200x100, oil on canvas
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Tpoe. I3 cepii Pe3eps, 2017
200X100, OJ1ifl Ha MOJIOTHI

Three. From the Reserve series, 2017
200x100, 0il on canvas
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13 cepii Mepeobnik, 2017
29,7X42, aKBape b, ONif, MapKep i osiBeL,b Ha nanepi

From the Inventory series, 2017
29,7x42, watercolor, oil, marker and pencil on paper
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I3 cepii Mepeobnik, 2017
29,7X42, aKBape/ib, 0/, MapKep i Ky/lbkoBa py4ka Ha nanepi

From the Inventory series, 2017
29,7x42, watercolor, oil, marker and ballpoint pen on paper
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I3 cepii Mepeobnik, 2017 13 cepii Mepeobnik, 2017

29,7X42, akBapesib, 0/lis, MapKep i Ky/lbkoBa py4ka Ha nanepi 29,7X42, akBapesib, Olif, MapKep i Ky/lbkoBa py4ka Ha nanepi
From the Inventory series, 2017 From the Inventory series, 2017
29,7x42, watercolor, oil, marker and ballpoint pen on paper 29,7x42, watercolor, oil, marker and ballpoint pen on paper
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I3 cepii Mepeobnik, 2017
29,7X42, aKkBape/ib Ha nanepi

From the Inventory series, 2017
29,7%42, watercolor on paper
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13 cepii Mepeobnik, 2017
29,7X42, aKkBape/ib, MapKep i Ky/IbKkoBa py4ka Ha nanepi

From the Inventory series, 2017
29,7x42, watercolor, marker and ballpoint pen on paper
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I3 cepii Mepeobnik, 2017
29,7X42, aKkBape/ib, MapKep i Ky/IbkoBa py4ka Ha nanepi

From the Inventory series, 2017
29,7x42, watercolor, marker and ballpoint pen on paper
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13 cepii Mepeobnik, 2017
29,7X42, aKkBape/ib, MapKep i Ky/IbKkoBa py4ka Ha nanepi

From the Inventory series, 2017
29,7x42, watercolor, marker and ballpoint pen on paper

133



13 cepii Mepeobnik, 2017
29,7X42, aKBape/ib, 0/1if, MapKep i Ky/bkoBa py4ka Ha nanepi

From the Inventory series, 2017
29,7x42, watercolor, oil, marker and ballpoint pen on paper
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BMOpaHi BUCTAaBKMU

selected exhibitions

Bnapa Panko Hapoaunacs 2017 — «CBATO ckacoBaHo!» — BucTaBka KuiBcbkoro IHTepHauioHany — KuiBcbkoi 6ieHane 2017; Tpu Vlada Ralko was born in 2017 — "Holiday Canceled!" — Exhibition of the Kyiv International — Kyiv Biennale 2017,
1969 poky B Kuesi. B 1987 poui KpOKM (pa3oMm i3 Bosogummupom ByaHikosum), LIBEX, Kuis; Bansbke cepeg 3abyToro, Voloshyn 1969 (Kyiv, Ukraine). In 1987 Kyiv; Three steps (with Volodymyr Budnikov), Central House of Artists, Kyiv; Imminent
3akiHumna Pecny6nikaHcbKy Gallery, Kui graduated from Kyiv Art amongst forgotten, Voloshyn Gallery, Kyiv
. . . . . . hool. 1988- - Kyi . . . .
XYAOXHIQ cepeatiio Hikolly 2016 — Hawe HaujioHanbHe Tino, HauioHanbHWi My3elt Tapaca LLeBueHka, Kuis; XyAawkona, School. 1988-1994 yw 2016 Our national body, National Taras Shevchenko museum, Kyiv; Art school, National
im. T. I". LleByeHKa, B 1994-My — . . . o L ) State Academy of Arts (Fine ; . . . .
. . HauioHanbHUiA My3ei pociicbkoro MmucTew TBa, Kuis; JliHis po3meXxyBaHHSA (pa3oM i3 . museum of russian art, Kyiv; Contact line (with Volodymyr Budnikov), Chervonechorne
HauionasbHy akaaemito Bonognmmpom ByaHikosum), ranepes HYepsoHeYopHe, KaHis Arts Department, coordinator allery, Kaniv
obpasoTBOpYOro MMcCTeLTBA AvMAP A ! P P PHE - professor V. Shatalin). 9 Vi
Ta apxiTeKTypu (MalcTepHs 2015 — KwuiBcbka wkona — Kuiecbka bieHane 2015; Ha mexi, PinchukArtCentre, Kuis; Our national Member of the National 2015 The school of Kyiv - Kyiv Biennial 2015, Kyiv; On the board, Pinchuk Art Center, Kyiv;
npo¢. B. LWaTaniHa). YneH body, Galeria Arsenat, Binoctok; YkputTs, ranepes YepsoHeYopHe, KaHis; YaBa. PeanbHicTb, Artists’ Union of Ukraine from Our national body, Galeria Arsenat, Biatystok; Shelter, Chervonechorne gallery (Art
HauioHanbHoI cninku HauioHanbHWI ykpaiHcbknii My3seld, Kuis; Lest the two seas meet, Museum of Modern Art, 1994. Lives and works in Kyiv Kyiv, Art arsenal); Fantasies. Reality, National Art museum of Ukraine, Kyiv; Lest the
XYAOXHUKIB YKpaiHu 3 BapLuaBa; IV Ogecbka 6ieHane cyyacHOro MUCTeLTBa, OCHOBHUI NpoekT "Manifesto", Mysel two seas meet, Museum of Modern Art, Warsaw; IV Odessa biennale of contemporary
1994 poKy. J)KuBe Ta npautoe cy4dacHoro mucteytea Ogecn art, main project "Manifesto", Museum of Odessa modern Art
B Kuesi
2014 — Mpuxucrok noeta (pasom i3 Bonoanmupom byaHikosum), ranepes YepsoHeYopHe, KaHis; 2014 T. H., National Taras Shevchenko museum, Kyiv; Poet's refuge (with Volodymyr
T.T., HauioHanbHui my3elt Tapaca LLeByerka, Kuis; PedepeHaym npo Buxia 3i cknagy Budnikov), Chervonechorne gallery, Kaniv; Referendum on withdrawal from the
noacTBa, Teatr Powszechny, Bapwasa; Premonition: Ukrainian art now, Saatchi Gallery, human race, Teatr Powszechny, Warsaw; Premonition: Ukrainian art now, Saatchi
JloHgoH; The Ukrainians, DAAD gallery, BepiH; The drop in the ocean, Kunstlerhous, BigeHs; Gallery, London; The Ukrainians, DAAD gallery, Berlin; The drop in the ocean,
The show within the show, MucTeubknii apcenan, Kuis; Binii amctu, Karas Gallery, Kuis Kunstlerhouse, Wienna; The show within the show, Art Arsenal, Kyiv; White pages,
. . K Gall Kyi
2013 — MMoBepxHs, Karas Gallery, Kuis; BcepeauHi, Karas Gallery, Kuis aras batlery, By
2012 — Cneka (pa3om i3 Bonogumupom ByaHikosrm), Benukuit ckynbnTypHMii canoH, Mucrtewbkuii 2013 — Surface, Karas Gallery, Kylv; Inside, Karas Gallery, Kyiv
apceHan, Kvi; 3ayapoBaHuii norasg, Mepa Kuiscbka 6ieHane Arsenale (napanensbHa 2012 Heat (with Volodymyr Budnikov), Grand Sculpture Salon, Art Arsenal, Kyiv; Captivated
nporpama), Karas Gallery, Kuis; XyaoxHuku maniooTb. A4, Karas Gallery, Kuis gaze, Arsenale 2012, Karas Gallery, Kyiv; Artists draw A4, Karas Gallery, Kyiv
2011 — Cneka (pa3owm i3 Bonogumupom ByaHikosum), ranepes Nyla, Mypayd; Xnonuuku i gisuatka 2011 Heat (with Volodymyr Budnikov), GuGa Gallery, Gurzuf; Boys and girls (with Volodymyr
(pasom i3 Bonognmmpom ByaHikosum), ApT-ueHTp A MNanepes, Kuis Budnikov), Ya-Gallery Art Centre, Kyiv
2010 — ApT-KuiB, MucTteubkuii apceHan, Kuis 2010 Art-kyiv, Art Arsenal, Kyiv
2009 — BilicbkoBuii canaTopiit, Karas Gallery, Kuis; MpocTi peyi, ApT-KuiB, YKpaiHcbkuit gim, Kunis; 2009 Military sanatorium, Karas Gallery, Kyiv; Simple things, art kyiv, Karas Gallery,
3asgpicTb A0 peanbHocTi, Karas Gallery, Kuis; 3Haku, Bereznitsky gallery, Bepnin; Foronb- Ukrainian House, Kyiv; Envy to reality, Karas Gallery, Kyiv; Signs, Bereznitsky gallery,
decr, ranepes /Nlaspa, Kuis Berlin; Gogol fest, Lavra Gallery, Kyiv
2007 — ApT-MockBa, L|BX, MockBa; Mae 6ytu, ApT-ueHTp A Manepes, Kuis; LUkinbHa yureika, 2007 Twins, art moscow, Karas Gallery, Central House of Artists, Moscow; must have,
ranepes Paperworks, Mockga; LLkinbHa uureiika, Mockoscbka bieHane, LLEX, MockBa; Ya-Gallery Art Centre, Kyiv; Shool wool, Paperworks Gallery, Moscow; Shool wool,
CtuneHgia CCN GRAZ, Mpay, Moscow Biennale, Central House of Artists, Moscow; Scholarship of CCN GRAZ, Graz
2006 — KoB3aHHs, ApT-ueHTp A Au3anH, Kuis; BaunsHioku, ranepes Atesnbe Kapace, Kuis 2006 Sliding, Ya-Gallery Art Centre, Kyiv; Twins, Atelier Karas Gallery, Kyiv
2005 — PoxeBe MilHe, ranepes Atenbe Kapacb, Kui 2005 Pink fortifited, Atelier Karas Gallery, Kyiv
2004 — MpocTta noaunHa, ranepes Atenbe Kapacb, Kuis; Kutaicbkuii @pOTUYHMIA WOAEHHUK, ranepes 2004 Simple man, Atelier Karas Gallery, Kyiv; Chinese Erotic Diary, Guelman Gallery,
lenbmaHa, Mocksa; Mpouiasait, 36poe, MucTeubkuii apceHan, Kuis Moscow; Farewell to arms, Art Arsenal, Kyiv
2003 — [Mepuwa konekuis, L|BX, Kuis; Donumenta, PereHcbypr; Enoxa pomaHtusmy, Manay, 2003 First collection, Central House of Artists, Kyiv; Donumenta, Regensburg; Age of
mMucteyTs, /1bBiB romanticism, Palace of Fine Arts, Lviv
2002 — KuTtailicbkuit epoTUUHUN WOAEHHUK, ranepes [esbMaHa, KuiB; 3a cknom, ranepes Atenbe 2002 Chinese erotic diary, Guelman Gallery, Kyiv; Behind the screen, Atelier Karas Gallery,
Kapacb, Kuis; [liBumHka, HimbeTka, giBunHKa, HiMpeTka, ranepes Rebellminds, Bepnin Kyiv; Girls, nymphettes, girls, nymphettes, Rebell Minds Gallery, Berlin
2001 — Po6oTu Ha nanepi, ranepes Aniniii, Kuis; dKusonuc, opopt, ranepesi-atenve In den 2001 Works on paper, Alipy Gallery, Kyiv; Painting, etching, In den Gerbgruben Gallery,
Gerbgruben, ByprenneHg; Mpemis BceykpaiHcbkoi TpieHane xxuBonucy, Kuis Burgenland; Prize of ukrainian triennale of painting, Kyiv
2000 — Paii, ranepes Pa, Kvis; HoBi cnpsamyBaHHs, LIBX, Kuis; 3amok unmeniue, MixHapoaHa 2000 Paradize, Ra Gallery, Kyiv; New trends, Central House of Artists, Kyiv; Chimelice custle
pe3unaeHuis, LLCl, Mpara residence, CCA, Prague
1997 — Kpauwiyacu, ranepes Tagsio, Kuis; Kpawi yacu, Mysen ictopii Kuesa, Kvis 1997 — Better times, Tadzio Gallery, Kyiv; Better times, Museum of Kyiv History, Kyiv
1995 — Ckap6u 3a6yToi KpaiHu, JliHKobH-LeHTp, Hblo-Mopk 1995 — Treasures of forgotten country, Lincoln Center, NY
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