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Y «KniBCbKOMy LLLOAEHHUKY>», AIKUU A1, 30A€ETbCA,
HapewTi 3aKiHumna, 6yno 6arato HaBMMUCHOTO
B)XMBaHHA BigBepTOo abcypaHoro abo HepeanbHOro
came 3aa/11 MaKCMMaJIbHO TOUHOI diKcauii peanbHUX
noain. Tak, napagoKcaJlbHUM YUNHOM, A HeMOB6U
BUCTaB/fA/1a TEHETa ANA pedi. TakoXX ANA MeHe
6yB BaXx1IMBMM HabyTui fOCBig MasntoBaHHA, Ae
A 3BepTanacsa A0 AYy>Ke KOHKPEeTHUX NoAin, manke
YHUKaKoUM y3arasibHeHb. bo y KOHKpPeTHUX noaifax
Bif06pa)ky€eTbCA 30BCiM He Ljisie, AKOro BOHM Hibuto
€ YaCTKOHO, a iHLWe — TaKe, YOro M1 He MOXKEeMO 3HaTU
Hanepea,. Y KOHKPeTHMX noaifax, 6e3 cymHiBy, TakoX
BUCBIT/IDEMOCA MU, a caMe LW,0Cb TaKe ycepeaunHi
Hac, NPo AKe MU U ragKu He manu abo 3abyau. Mipg,
yac npaui ana meHe 6yB ay>ke BaXkaimBun Bubip:

A MasloBaJa /iulle Take KOHKpPeTHe, Ae noaia Hibu
3a3Mpasia B MeHe Ta OCBiT/Il0OBaJla BCepeanHi MeHe

Take, 4Yoro A goci y cobi He 3Hana.

Bnapa Panko



BJIAOA PAJKO

KMIBCbKMUM
LWOAEHHUK

Iaes po3noyaty cepito MantoHKIB, fika CTPYKTYPHO HaraAye LWoAEHHNKOBI
3anuncu, BUHWKAA NiCAA TOro, K cepes, BEYipHbOro HaTOBMY B
HecrnokiHomy KueBi s mobaunna BeseTEHCbKE OKO, a CaMe NIHOAUHY B
kocTtoMi «Oka». MabyTb, To Byna Aikacb peknamHa akuis... Ane nepuui
KiJlbka MaftoHKIB 6y/10 3p06/IEHO LWONHO f NoBepHyack gogomy. L
MaJIFOHKMN CTaan NOYaTKOM PeryasapHOi «LoAeHHNKOBO» dikcaLii Toro,
o BigbyBanocs B YkpaiHi.

OueBnfHa HEMOXMBICTb MOBYAYBaTN 3aBePLUEHY CUCTEMY,
HeBM3HauyeHiCcTb GaKTiB, MiHAMUBICTb, MANHHICTb | CTPIMKICTb MOAIN,
HeobXiAHICTb 6paTh yyacTb y TOMY, LLLO BigOyBa€eTbCs, CTanm
BMpILLabHUMWN YMHHUKaMK B 0BpaHHi came Takoi dopmMu Malixe
MWUTTEBOTO pearyBaHHA AK €4MHO MOXJMBOI. 3arajbHa KapTWHa NOAiN
CnpoTuBY, pesoatoLii, aHekcii Kpumy Ta BiHM dopmMyBanacs npocTto
Ha ouax i 6yna HacTiNbky 6113bKO, LLLO MEeHi J0BeoCs NoApPiGHIOBATK
il Ha PparmMeHTy, AKi HaTOMICTb Bigpa3y NepeTBOPHOBAANCA Ha

OKpeMi 3aBepLUeHi BUCNOBAIOBaHHS. Byno BKpai BaxX/JIMBUM TakoX
JLOKYMEHTYBaTW Nogii HeramHo, «xanatu» ix Bigpasy, MoKy 4yac i nam’'saTb
He BCTUIIM CNOTBOPUTK iX A0 HEBNI3HaHHSA. TyT BapTO 6yae Bigpasy
BM3HAUUTUCH i3 PO3YMIHHAM AOKYMEHTaNbHOCTI MaitoHKiB, 60 KOXEH 3
HUX aX HifK He € JOKYMEHTOM Y 3BUYHOMY CeHci. ba binbLue, s B3arani
BXXE 3a3Hayaa, Lo Yac He fyxe f0bpe TPUMAETbCA Y JOKYMEHTI.
Lllocb BTpayaeTbcst abo HEBIABOPOTHO MCYETHCS 3a BiACTOPOHEHOH
06'EKTVBHOK KOHCTATALLIERD LOKYMEHTaNbHOI dopMu. MantoHku 3
«KUWTBCbKOTO LLOAEHHMKa» HAaTOMICTb NepebyBatoTb HaBIThb Y MEBHIN
0ono3uLii 4O AOKYMeHTa, 60 MIiCTATb BOAHOYAC Ay>Ke CyH'eKTUBHUN,
0COBUCTUIA NOTNAA Ha YKPATHCbKI PEBOIIOLIMHI Ta BOEHHI NoAii,
KOHCTaTaLito camMmnx MOAIM, @ TaKoX CYMilll CBOTX | UyXXuUxX pedpaekcin,
yyTOoK, MidiB, CTpaxiB, Hajii, NepeaYyTTiB, i3 UMMM NOAIAMUN MOB'A3aHUX.

MipKyBaHHS WOAO NPUPOAMN MOAIN, AKi BiHANLIAN NOYATOK Y IOKaAbHIM
npotecti B Knesi (3BiAT Ha3Ba — «KWUIBCbKMIA LLOAEHHWK»), Mif Yac MOET

pob0TW Hag, cepieto BUPOCAW y PO3AYMM MPO Te, LLLO BU3HAYAE NpUpoay

NHOACHKOTO B3arafi, Ik He3HauHi y BAacHi ByAeHHOCTI norasaw, 4ii Ta

VLADA RALKO

KYIV
DIARY

| first envisioned a series of drawings structurally similar to a diary after | saw
a giant eye in the evening crowd in the turbulent Kyiv, that is, a man dressed
as an Eye. It must have been an advert... Be that as it may, | did the first
couple of drawings the moment | came home. They became the first in a
regularly kept “diary” that covered the unfolding events in Ukraine.

This form of an almost instant response became the only valid choice for me
because of the evident impossibility of establishing a coherent system and
the ambiguity of facts; the events were rapidly unfolding and changing, and
we needed to participate in them. Resistance, revolution, the annexation of
Crimea and the war unfolded right in front of our very eyes, so close that

| had to grind events into fragments, which, in their turn, instantly became
discrete complete utterances. It was critically important to document the
events promptly, to ‘grab” them before time and memory twisted them

into unrecognizable shapes. | should define in what way these drawings are
documentary: in the conventional sense, none of them are. Moreover, | have
long maintained that time is not retained all that well in documentaries. The
detached objectivity of documentary genres conceals or irrevocably destroys
certain things. In a way, drawings from the Kyiv Diary are the opposite of

a documentary, containing as they do a highly subjective and personal
perspective on the Ukrainian revolution and war, a description of the events
and a mishmash of thoughts (by me and others), rumours, tall tales, fears,
hopes and feelings elicited by these developments.

The longer | worked on the series, the more obvious it became that
reflections on the events sparked by a local protest in Kyiv (hence the title
Kyiv Diary) transformed into reflections on the defining traits of human
nature as such. I examined how actions and choices, however negligible in
their trivial familiarity, are transformed in liminal situations, turning either into
heroism bordering on sainthood, or into a crime.

| often combined human and animal attributes on a single sheet. It was not
a forced simile: | found most of the “animal” elements in the events that |
witnessed myself. For example, | drew a man in a bear or animal costume
several times: all these types were indeed at Maidan, not leaving it even
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CpAMYBaHHsA TPaHCHOPMYHOTLCA Mif, Yac KPUTUYHMX 0BCTaBWH abo y
repoi3m, WO MeXYE 3i CBATICTHO, abo Yy 3/I0UMH.

fl YacTo NoeAHYBana B OAHOMY apKyLUi eNeMeHTH, AKi HanexaTb JIANHI,
3 efleMeHTaMW, Lo HanexaTb TBapuHi. Lle ax Hifk He Byn0 WTyYHUM
MOPIBHAHHAM — «TBaPUHHI» €/1eMeHTU s Mali>ke 3aBX/AMN 3Haxoauna B
peanbHOCTI, 3a AKOK CnocTepirana Ha BaacHi odi. Hanpuknag, A Kinbka
pasiB noBepTanaca J0 306paXKeHHs NOANHN B KOCTIOMi Beamean abo y
KOCTIOMaAX iHLUNX TBapPWH: YCi Lii MepcoHaxi Hacnpasgai nepebysann Ha
MaWgaHi, He MLatoum Oro HaBiTb Y HaMBINbLL HaNPY>KEHi Nepioaw.
Jlrogn y KocTiomax TBapuH Ana doTorpadysBaHHaA i poTorpadu 3 XXnBnmmn
6invmMu ronybamu (MMpy?) MPONOHYBaAu CBOT MOCAYTY 1 TOAj, KON
BeCb LieHTp KneBa 6yB OXOMAEHWI BOFHEM, Ta BAACHOK MPUCYTHICTIO
JLioAaBanu Tomy, Wo BigbyBanocs, metadbopuyHocTi abo croppeaniamy.

BupasHicTb peanbHMx NOAIN Nig yac akTMBHOI dasm Byna HaCTiIbKK
NPVIroNIOMLLIMBOLO, LLLO 3/,aBanocs, HibW peasbHiCTb NepeBepLIye cama
cebe. Yac HibW cTaB rycTmm, CKOHLLEHTPYBaBCA Y NMEBHWX TOUYKaX — AOMY
He BUCTayano MicLs B 06MeXXeHOMY MPOCTOpPi IOKaAbHWUX NPOTECTIB.

Y MeHe 6yn10 Take BiguyTTs, WO S NPOCTO Ay>Xe WBUAKO 3aMabOBYHO
KapTUHKW, 5iKi 3'ABASIOTLCA NEpes MOIMU OYVMMa rOTOBMMU OZHa 3a
OZHOHO i3 LWaNeHo WBUAKICTIO Y KOHTEKCTI HaLLOi HOBITHBOI icTOpIT. Y
LMX NogiAx A Maixe Bigpa3y noyana Bbauvatu Take, Wwo 6yno npmxosaHe
paHille y mnMbuHax cnokiHoro 6yTTs, Wo 6yn0 TAaEMHUM abo HEABHUM
NPOTECTOM Y KOHGIKTOM, ane 3apa3 BUILLIO HA30BHI.

3paBanocs, Hibn mMeTadopa, 3a AOMOMOroko IKOT 51 paHille po3nosigana
npo KOH®AIKTW, NPUXOBaHI BCepeAnHi, mepeTBOpUNaca Ha peasbHiCTb.
Banayxe, ik Lie cTanocs, NPocTo A NPUMNWHWAA Ha AesKWIi Yac
PO3pPi3HATU peanbHi NposBu Ta MeTadopy. BnacHe, HaBiTb AKLLO Y
6araTbox apkyLax i3 «KuiBCbKOro WogeHHUKa» 1 3yCTPivaroTbCs 3HANOMI
€/IEMEHTW, WO BiACUAaOTb A0 PeasbHUX MOAIN, A 3BepTanacs f40 HUX
TiIbKW TOMY, LLO BOHW NiZHOCUAN 306paXkeHHs J0 YHIBEPCANbHOTO,
Hanpwvknag, A0 3MICTiB, O MatoTb BifiHOLEHHS A0 XUTTA abo cmepTi
B3arai. JlokanbHi nogii HabyBanu Barv roMepiBCbKOI Tparesii, HaTOMICTb
415 MeHe Byno BKpali BaXK/IMBUM MOKa3aTy Lie, ale He 3iCKOB3HYTH
BOZAHOYAC i3 JIe3a Yacy, He BTPaTUTV O3HaK TOTO, WO Mogis BiAbyBa€eTbCs
MpOCTO TyT, 3apas.

MeHe 3ayapyBana LiNiCHICTb, HEMOAINbHICTb peasbHOCTI, WO
po3ropTanacs nepes Hamu. He MoXHa 6y/10, 3aCTOCOBYHOUM 3BUYHI
HanalTyBaHHA, BiJOKPEMUTN BUCOKE Bif, HU3bKOIO, repoiyHe Bif,
HWLOro, NpekpacHe Big notBopHoro. OfHe CNOBO, peanbHicTb
BUSIBMIACSA HENiACYAHO, 60 3BUYHI CyAXEHHA MUTTEBO OBKpaganu i,
BUKPUB/OBaNAW, pobuau i HegilicHoto, cHoM. ba BinbLue, yce Lie TicHO
nepenaitTanocs, MiHANOCA PONAMK, BTIKano Bif 6yab-AKNX 3BUUYHUX
OLiHOK. ByTTs HIBM 3MiIHMAO ONTUKY, BUCBITANMNOCS ACKPABUM CBITIOM,
cTano crnpasxHim. CTaav BUAVMUMM BCi pedi ogpasy, yce Te, Lo MU
6osnmnca abo BiAMOBASANCA BU3HABATU paHille. BUcBiTanAncs He
NPOCTO MOMEHTU peafbHOro Yacy, ane 3B'A3KM MidK HUMU, 3B'A3KM MiX
3BOPOXOHAEHUM YACOM | MUPOM: KON OAHAKOBO KOMaaM KapTonaro
M xoBanu 3armbavx, BOEHHI Ta MUPHI Aii BiaOyBasnca Ha TAi OAHaKOBMX
KpaeBuaiB. 1 MantoBana Te, WO 6aumna Ha BAACHi OYi, pa3oMm i3
KapTUHKaMW, AKi «BUXOM/OBaNa» 3 HOBMH. YacTo nouyTe, NnpountaHe
abo nobayeHe B HOBMHaxX sl MOEAHYBaa 3 MUPHOIO KapTUHOK Mops,
TOAi OCTaHHSA HibuW BariTHINA BiHO. 3rifAHO i3 «LW0AEHHUKOBUM»
bopmaTom, napanenbHo 3 BifoBpaXkKeHHsIM «FrONOBHUX» NOAi s pobuia
MaJIlOHKM NPO BAacHe nepebyBaHHs B ceni, NPOryasHKy MicToM abo
Npo CBATO KOCMOHAaBTUKW. baraTo 3BMUaiHWX, Ay>Ke Pi3HWX | Haue He
MoB'A3aHKX MidXX cOboto peyelt HibK NoYanu BUNPOMIHIOBATM LWLOCh
€VIHE, LWOCh Ay>Xe BaxknmBe. BoHn HeMoB6M NPOMOBAANM A0 MeHe.

Mepwwi MantoHKw i3 cepii 6yno nokasaHo y atotomy 2014 poky

nig, Ha3Boto «binii nancTun», siky B3sTO 3 Biplwa Tapaca LLeBueHka,
3aBepLuasibHi PAAKNA AKOrO BU3HAUNAWN AN MEHE HalBaXk/uBiLLe y
nozanbluin npaui Hag «KniBCbKMM LLLOAEHHUKOM>:

during the most dangerous moments. Men in animal costumes or owners of
live white doves (of peace?), offering to pose for a photograph for a modest
fee, did not leave even after downtown Kyiv was engulfed in flames. Their
presence added a surreal air of symbolism to the unfolding events.

The milestones of the active stage of the confrontation were so staggering
in their significance that, it seemed, reality was trying to outdo itself. Time
thickened, pooling in certain spaces: there was not enough room for it

in the cramped quarters of a local protest. It felt like | was swiftly jotting
down the images that came to me ready-made at the breakneck speed of
our contemporary history. | instantly recognized the elements that were
previously concealed in the dark recesses of our calm life: all the implicit
lurking protests and conflicts suddenly came to the fore.

The metaphor that | used to describe conflicts, it seemed, came true.
Nevermind how: for a while, | suspended my ability to tell apart real events
and metaphors. Which is to say, some sheets of the Kyiv Diary might contain
familiar elements or references to real events, but | used them only because
they elevated an image to the universal level, to the issue of life and death
as such. It was crucial to show how local events gained the gravitas of a
Homeric tragedy without sliding off the blade of time or losing track of the
fact that they were unfolding in the here and now.

| was mesmerized by the ultimate integrity of the reality unfolding in front of
us. One could no longer turn to the familiar criteria and separate the high
from the low, the heroic from the cowardly, the beautiful from the ugly. In a
word, reality gained immunity from our judgment because trivial judgment
robbed it of its essence, distorted it, rendered it invalid, turned it into a
dream. Moreover, everything was densely intertwined in a coil of changing
roles, eager to escape trivial values. Existence changed its optics, and, placed
in the bright light, became true. Everything, all the things that we were too
scared or unwilling to acknowledge, became visible. Not only moments

of real time, but also parallels between them were made manifest, all the
ties between the times of turmoil and peace: people planted potatoes and
buried their dead with equal diligence, the same landscapes could become
a backdrop for hostilities and peaceful life. In my drawings, the things | saw
were interspersed with images | “gleaned” from the news. The peaceful

life around me often got overlaid with what | heard, read or saw in the
news: reality grew pregnant with war. As befits a “diary," | recorded the "key”
events alongside accounts of my sojourn in the village, a walk in the city

or a celebration of the Astronautics Day. Many trivial, disparate, ostensibly
unrelated events, it seemed, started to emanate something universal,
something of staggering importance. It felt like they spoke to me.

The first drawings of the series were exhibited in February 2014 under the
title “These Pages White," loaned from a poem by Taras Shevchenko. The
closing stanza of the poem summed up the subsequent work on the Kyiv
Diary for me:

Well let it be as it must be.

To swim or trudge! Whate'er my plight,
Even though | be crucified,

Yet I'll embroider quietly,

Quietly, these pages white’.

Overall, the “diary” contains many allusions to Shevchenkos protagonists,
who, along with the characters from the national mythology or folklore
(Cossack Mamay, a cloth doll, etc.), seemed to have become active
participants of the recent events, or, rather, were made newly relevant by
them. Extraordinary Ukrainian reality seemed to offer, again and again, proof
of its identity, or even proof of its existence, through resistance, pain, trauma
and death. | set that time aside for drawing “the diary," because that time
literally reinstated the order of things. | constantly had to pinpoint where
this renewal was happening: some real and heroic events were promptly
outpaced, used up and defused by their copies, whereas some trivial objects
(like, for example, the stele at Maidan or even the state flag) gained gravitas
and weight, becoming symbols of the revolution.

1 Shevchenko, Taras. Kobzar. Kyiv: Mystetstvo Publishers, 2013. Trans. by Vera Rich. P 277.

MantoHok, 2014
Drawing, 2014

Hexali six 6yde, mak i 6yde.

Hu mo naucmu, yu mo bpecmu.
Xou dosedemebca po3n'acmuce!
A a4 maku mepexame 6ydy
TuxeHoko 6LAil IUCMU.

B3arani y «wopneHHuky» H6arato antosin Ha LLleBueHkoBUX repois,

AKi pa3oMm i3 nepcoHaxamu 3 HapoAHOT Miponorii abo Gonbkaopy
(ko3ak MamaW, nsnbka-MoTaHKa TOLLO) HibW CTanun yyacHMKamu noain
abo paglue 6ynm HaHOBO LIMMM NOAISMM aKTyani3oBaHi. YkpaiHcbka
HaZ3BMYaliHa peasibHICTb Haue WASXOM CNpOoTMBY, 600, TpaBMHU

Ta CMepTi HAHOBO HaBOAWAA AOKa3W BAACHOT i&eHTUYHOCTI; HaBITb
6inblue — JOKa3M BAACHOTO iCHYBaHHSA. fl BUANuAa Lein nepioa ans
MaJltoBaHHs «LWOAEeHHMKa», 60 Togi OyKBasbHO BiZiHOB/IHOBABCA MOPAJ0K
peuyel. MeHi #0BOAMNOCA NOCTIMHO BU3HAYaTW, Je caMe BigbyBaeTbCs
e BiZiHOB/IEHHS, 60 AesKi peanbHi Ta repoiuHi nogii 6yan sosoni
LWBMAKO HA3J0rHaHi, BUKOPUCTaHI i 3HELLKOAXEHI BAACHUMM X KOMisiMK,
nosask Aeski 3BMYHi peyi (Hanpwknag, ctena Ha MangaHi Ta HaBiTb

cam Zep>kaBHW npanop) HabyBanw Baru, peaabHOCTI, BTiJIOBaANCh Y
CUMBOJIN PeBOAOLLT.

Konn 5 nounHana MantoBaTu «LWOAEHHWK», 3BiCHO X, A He 3Hana, Kon
3akiHuy. Cnouatky apkywi gatyBanvca 2013-2014 pokamu, nisHiwe
AaTyBaHHA 6yn0 3MiHeHe Ha 2013-2015 poku. fl 3po3ymina, Wwo
MasltoBaHHs cepii BUUuepnye cebe Ta MoYMHae AobiraTh KiHLS, KOAU nogii
niwan no kony. OAMH i TON camuii MantoOHOK CTaBaB akTyalbHUM Mo
Kislbka pa3iB, peafbHicTb Moyana ictn cama cebe. byno Take BpaxkeHHs,
HIBWU NFOAN NPOLUTPUKHYN AIPKM AO CBITAA | KPi3b HUX Ha AeAKMIA Yac
OCBITVMAM peui. Hapasi ui lWwnapw 3arototoTbCsl, HEMOB paHy, abu My 3HOB
MOPVIHYAN B TEMPSABY «CKOPOOTHOT HEUYTAMBOCTI».

il
Kanis, 2015
Kaniv, 2015

Of course, when | started to draw the “diary," | didn't know when | might
finish it. Initially | signed the sheets 2013-2014, which soon turned to
2013-2015. | realized that the series has run its course and was sputtering
out when the events made a full circle. A drawing would gain immediate
relevance time and time again, reality started to devour itself. People had
stabbed holes through the fabric of reality, it seemed, and light shone
through on various objects, for a while. These holes are now healing like
wounds, letting us sink back into the murk of “mournful inertia.”

n



I3 cepii Po6oTn Ha nanepi, 2001
29,7 x 21, kynbkoBa pyuka, ONif, akBapeab Ha nanepi

From the Works on Paper series, 2001
29,7 x 21, ballpoint pen, oil, watercolour on paper
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I3 cepii Kutalicbkuii epotnuHuii wopeHHuK, 2002
29,7 x 21, kynbKoBa py4Ka, akBapenb Ha nanepi

From the Chinese Erotic Diary series, 2002
29,7 x 21, ballpoint pen, watercolour on paper

I3 cepii Po6oTu Ha nanepi, 2001

29,7 x 21, kynbkoBa pyuka, ONlif, akBapesib Ha nanepi

From the Works on Paper series, 2001
29,7 x 21, ballpoint pen, oil, watercolour on paper

I3 cepii Kutaicbkunii epotuuHnii woaeHHuk, 2002
29,7 x 21, kynbkoBa pyyka, akBapesb Ha nanepi

From the Chinese Erotic Diary series, 2002
29,7 x 21, ballpoint pen, watercolour on paper

I3 cepii lkinbHa yureiika, 2004-2007
29,7 x 21, kynbkoBa pyuka, akBapesb Ha nanepi

From the School Wool series, 2004-2007
29,7 x 21, ballpoint pen, watercolour on paper

I3 cepii CnopTnBHa, 2004
29,7 x 21, kynbkoBa pyuka, akBapesb Ha nanepi

From the Sport series, 2004
29,7 x 21, ballpoint pen, watercolour on paper

MUXAWNO PAULIKOBELUbKUA

AYMA
nPo
BJALRY

BoceHn 2015-ro s ixaB 4o Bnragun Panko BrniepLue HaXxKMBO 3HaNOMUTUCS
3 «KuiBCbKMM WoAeHHNKOM». Lle cTanocs skpas nicas nepernsgy
OHOBJIEHOT ekcno3uLii HalioHanbHOro XyA0XHbOro My3eto YkpaiHu.

TaeMHMUa neyepa eTHOCY 3aBXAM NpuBabatoBana i nskana MeHe. Yu
MOXe eTHiYHe NPOABAATUCA B HOBITHBOMY MUCTELITBI, 30KpeMa came
3apas, y po3nan npoTmbopcTBa 3 obasbHUM, Ae naTpiapxanbHy
NMPUPOAHICTb HAMararoTbCs BUMPABUTM CYUYaCHOH LUTYYHICTHO
NOAITUYHOro? A AKLLLO MOXe — AiK Lie BigbyBaeTbCA? K BUMipOETbCA?

Bo dopMysly eTHIYHOrO HEMOXMBO CKAACTM, AK HEMOXJIMBO CTBOPUTU
YHiBepcanbHy GopMysy KOXaHHS.

A1 aymaB npo poxese. 3 ycima BiATiHKaMW — HAPOAHOI «KPOBi 3
MOJIOKOM>, XiHOUYO-B0XEeCTBEHHOTO BULLHEBOIO Madopis, LLapcTBEHOro
61i80-nypnypHoro. Liei Konip 35aBCs MeHi ZOMIHAHTHUM Y Ll My3eRHin
ekcnosuuii. He HacTMpavBo, a Akock MiAcTynHO. BiH BiguyBaBcs B
YCbOMY 4aCoMpOCTOPi: Bif iIKOHW, HAPOAHOI KapTUHW A0 HEOMPUMITUBY
1960-1970-x i Heobapoko «HoBoi xBuAi». [pocTopoyac i3 rHyuKor
POCANHHOK CUOHD YKPATHCBKOTO MOZEPHY Y CBOEMY CepLi.

Poxese 3 3eneHnm.

Y uncneHHux inteps’to 4na 3MI Bnaga Panko nocrae sk yTineHHs
3pa3koBOro EBPOMENCbKOro apuCcTOKpPaTU3My. PO3yMHICTb, €N1eraHTHICTb,
NPUPOAHICTb MOBEAIHKM | MaHep, Lo MOEAHYETLCA 3 MUCTELTBOM
CTPUMaHOCTI 1 AenikaTHOro BiiCTOPOHEHHS. Jlerkuii mpucmMak BUTOHUEHOro
AekagaHcy. LlmsinisoBaHa «itoanHa CBITy» | CBITCbKa NHOAMHA.

Ane He Tinbky B Npi3BuLLi Panko Big4yBa€eTbCA MiLlHE KOPIHHA NpaLlypis,
AKi B MOTi YoJ/1a CBOFO Opasv Lito 3eM0. HaliuopHiy 3emato 3emi,

LLLO HalKpallie poauTb i HaWrMbLLe XoBae. I, MOXe, CNpaBAi yKpaiHCbKi
YopHO3eMu Taki NAigHi, 60 Hige y CBIiTi Tak LWeApO He 3506proBanncs
KpOB'to NpoTaromM b6aratbox ctopiy. Ocob6AnMBO — OCTaHHBLOTO BiKY.

MYKHAILO RASHKOVETSKYI

BALLAD
ABOUT
VLADA

| first saw Vlada Ralko's Kyiv Diary live in the autumn of 2015, right after |
visited the revamped exposition of the National Art Museum of Ukraine.

The enigmatic cave of an ethnos has always attracted and alarmed me. Is
there room for an ethnic dimension in contemporary art, especially now,
during the tense standoff with globalism, amid attempts to remedy the
natural patriarchal order with the present-day political artificiality? And if so,
what does that room imply? How do we measure it?

One cannot define the formula of ethnicity, much like one cannot create a
universal formula for love.

| was thinking about the colour pink in all its shades, from the folksy milk-
and-roses to the divine feminine cherry-red of an omophorion or the royal
pale purple. | think pink is the dominant colour in the exposition, not quite
unrelenting but somehow treacherous. It is present throughout the entire
space-time continuum, from icons and folk paintings to the Neo-primitivism
of the 1960s-70s and the Neo-Baroque New Wave. This space-time
continuum carries the pliant vegetative force of Ukrainian modernism in its
heart.

Pink and green.

In her numerous interviews, Vlada Ralko appears as the very picture of
European gentility: intelligent, elegant, unpretentious in manners and
comportment, studied in the art of restraint and genteel reserve. A cultivated
"person of the world” and a worldly person, she carries a faint whiff of
sophisticated decadence.

And yet, Ralka’s last name, evocative of a Ukrainian word for a plough, is

not the only thing that marks her deep rootedness and connection to the
ancestors who ploughed this soil, the blackest soil on Earth that bears a lot
and buries deeply, in the sweat of their brow. Maybe black Ukrainian soil is
so fertile precisely because no other land was fattened with blood so lavishly

13



14

A'im'a Bnaaw Haragye CTapoBUHHe, e 3 A3MYHULITBA, NParHeHHs
BOJIOAITU. He MMPOM um cnaBoto, K y YonoBikiB. Lle abcontoTHa i
MiHAVBa Biaaa nto6oBi.

Moaii B YKpaiHi, Wwo po3ropHyauncs 3 KiHus 2013-ro, MUTTEBO
npVBepHy/n J0 cebe Hampy>KeHy yBary BCbOro CBITy 1 OTpUManu
Ha3BY «PEeBO/IIOLiA MiAHOCTI», MOXHa PO3rnsAaTh i Mpe3eHTyBaTu
No-pi3HOMy. AHaNITUUYHO, KPUTUYHO YK, HaBMNakK, NiAHECEHO, HaBiTb
aritauinHo.

Be3yMOBHO ofiHe — Ll CTOPiHKa YKpaiHCbKOT iCTOpIl AiiCHO eniyHa.

Tak Tpanas€eTbea 3aBXAMW, KOAN 3-MNi4 MiHW NOAITUYHWMX, Kap'EPHUX,
iMiZ>KeBMX UK Bi3HECOBUX IHTPUT NOCTAE rpi3Ha XBUAA HAPOAHOI BOAI.
Lis cTuxiiHa cuna Moxke ounLlyBaTy, 3abpyAHIOBaTY, 3HULLYBaTK,
BiJHOBAATY, ane B ycAKOMY pasi cnpoba MUTLA pearyBaTh Ha Hei 3
MeTanosuLii 4v B3araii He pearyBaTi npmpedeHa Ha nposas. bo To Bxe
6yse He MUTeLb. Y MUTLA € TiIbKM fBi MOXAMBOCTI — MPUEAHATUCA 40
XBUAI UM NPOTUCTOATM i1 — i B 060X BMNagKax CTaTvt y4acHUKOM, TOBTO
HeBiZ'€MHOI YaCTMHOK CTUXINHOTO ABULLA.

[Jymatoum npo cBii cnocib cnpuinHATTA, Panko HaBoauTb MeTadopy
«JIIOANHN-0Ka». Afle X MU NaM'ATAEMO, LLIO BCEBUAAYE OKO € aTpnbyTOM
e eguHoi CyTHocTi. OKo cMepTHOro ob6TAXeHe i 3baraveHe TiioMm.

«CBObOAA NPVXOAUT Haras...» Tak, OroJieHiCTb € aTpNbyTOM

HOXXECTBEHHOTO, ajle B aHTPOMOMOPPHOMY A3MUYHULITBI TIIECHOT aHTUKM.

«LloaeHHMK» Pasko Harasye Npo HeobXiAHICTb HaZAYYTANBOrO
OKa, OrONIEHOrO 0Ka, fKe PObUTL HAAUYTANBUM Yyce Tino. TinecHe
CNPUNHATTA 3aAULLAETLCS, BiibLLIE TOTO, A0 Xaxy 3aroCTPHETLCS,
HaBiTb KON OKO BUAAB/FOOTb UM BUOMBAIOTb, IK B OAHOMY 3
nnctiB «LLoaeHHMKa».

I3 cepii 3auapoBaHnuii nornag, 2012
21 x 29,7, kynbkoBa pyyka, akBapesib Ha nanepi

From the Captivated Gaze series, 2012
21 x 29,7, ballpoint pen, watercolour on paper

over the course of centuries, and over the course of the past century in
particular.

Vlada's name, which can be translated as “power," evokes the ancient, almost
pagan yearning for dominance, and not in the name of peace or glory, as
preferred by men. This is the absolute and unstable power of love.

There are different ways to approach the events in Ukraine that started in
the late 2013, instantly riveted the attention of the entire world and came to
be known as the Revolution of Dignity. One can approach them analytically,
critically, or, to the contrary, spiritually or even propagandistically. One thing
though is beyond doubt: this page in the history of Ukraine is truly epic.
This is always the case when an awesome wave of people’s will crashes
over the scum of political, career-driven, public image-oriented or business
machinations. This elemental force can cleanse, muddy, destroy or restore.
In any case, an artist’s attempt to react to it from a meta perspective or to
ignore it altogether is doomed from the very start as synonymous with a
choice to renounces one’s claim to the title of an artist. An artist is faced
with a choice: either to join the wave or to oppose it; in either case, the artist
becomes a participant or an integral part of the elemental happening.

When reflecting on her mode of perception, Ralko uses the metaphor of an
“eye man. However, we do remember that only one entity has an all-seeing
eye as its attribute. The eyes of mortals are bogged down and enriched by
their embodied experience.

“The naked freedom is coming..” Indeed, nakedness is a divine attribute, but
only in the anthropomorphic paganism of sensual antiquity.

Ralkos Diary reminds us of the importance of the ultra-sensitive eye, a naked
eye that makes the whole body ultra-sensitive. Sensual perception remains;
moreover, it becomes terrifyingly precise, even when an eye is gouged or
knocked out, as it happens in one of the sheets of the Diary.

I3 cepii Mae 6yTn, 2004
42 x 29,7, kynbkoBa pyuyka, akBapesb Ha nanepi

From the Must Have series, 2004
42 x 29,7, ballpoint pen, watercolour on paper

HaluacTiwe orosneHe Tifo Ha ManrOHKax cepii — poxese.

TinecHe reHepye NUTaHHA reHAepPHOro. TaEMHULA eTHIYHOT
iAEHTUUYHOCTI MPUMXIMBO (4N XMMEPHO?) MOEAHYETLCA 3 TAEMHULIEID
XIHOYOCTI, OAHI€0 3 NPOBiAHWVX y TBOpYOCTi Panko. Ii cepis HacuueHa
OKCHOMOPOHaMW, 1 aHAPOreHHi 0bpasn HeBNNaZKOBO 3'ABAAOTLCA Ha
noyatky «KniBCbKOro LWOAEeHHMKa».

Lle nuTaHHA Ao ragava i 4o cebe: Wo 3HaUNTb «CUbHA XKiHKa» UK
«MY>KHA XiHKa»?

He MoxHa BBaXaTu reposimu Jto4en, ski He BiguyBatoTb cTpaxy. lepoi
3a3BUYail 60ATLCA, IK HOPMabHI AW, HEPIAKO — HaBITb GinbLue. Panko
HaZ3BMYaNHO XiHOYHa, Nepes XaxoM BOHa BCs — CTpax | TpeneT. Ane
Mae HasycTpiy XaxiTTo pa3oMm 3i CBOIM CTpaxoM i TpeneTtom. ToMy BOHa
— CNpaBXHill repom, XiHKa, AKa € CUAbHOM | MY>XHbOHD, 3aMLLAKYNCH
XiHKoto. Lle mapasokc — BOHa BiBepTa y CBOI c1abKOCTi, HaBiTb
6e3mnopaHOCTi, M BOgHOUAC CU/bHILLAE CaMe BiBEPTICTHO.

Y 3HakoBil cuctemi «KuiBCbKOro WoAeHHWKa» YKpaiHa — came Taka
XiHKa. Y KOMItOUOMY BiHLi 3 pOXeBUX TpoaHA. [lekonn i y npoturasi.

Bnaga Panko 6e3xanbHO baunTb HaxaHHs He 6auntin. CxoBaTuCA.
3aHyputucs y 6yab-Lu10. Y 3eMt0, y CKPUHIO A1 TOJIOCYBaHHS, Y JIOHO,
wo nopoamno. Abo nigctaBuTK odi «ronybam Mupy».

[o peui, BU nam’'sTaeTe, Wo came ronyb moxe 3aA3b006aTtu iHLLOTO
ronyba fo cmepTi? BOBKM Ha Take He 3aaTHi.

Takox 6e3>anbHO XYAOXKHUK Pikcye BaxkaHHA 3aKpPUTH CBOE 061MYYA
MacKOH0, PO3MOPOLUUTIA CBOK OCOBUCTICTb Y rpyni. [loBeCTu iAeHTUYHICTb
5,0 abcontoTy, A0 HeBMi3HaHHA 0COBUCTOCTI.

[Jeski nepcoHaxi «LLlogeHHWKa» — YONOBIKM, IKUM He NOTPIBHO
3akpuBaTh 0b6anuus, 60 BOHWU 6e3/uki, a iM's iM — nerioH. 3amicTb

Naked bodies in this series are most often pink.

Bodies raise the question of gender. The conundrum of ethnic identity is
whimsically (or freakishly?) intertwined with the conundrum of the feminine,
one of the leading motifs in the artist's oeuvre. Her series is rife with
contradictions. It is little wonder that androgynous characters appear early
on in the Kyiv Diary.

It is a challenge both to viewers and to the artist herself: who is “a strong
woman” or “a courageous woman"?

Those who feel no fear cannot be properly described as heroes. Heroes
are every bit, if not more, capable of feeling fear as normal people. Ralko
is feminine to the extreme; faced with horror, she succumbs to fear and
trepidation. But she confronts horrors head-on, fear and trepidation or not.
This makes her, a strong and courageous woman who remains feminine,

a true hero. Paradoxically, she is honest in her weakness, even in her
helplessness, and her honesty makes her stronger.

In the imagery of the Kyiv Diary, Ukraine is like that too, a woman in a spiky
wreath of pink roses, or sometimes even in a gas mask.

Vlada Ralko is ruthless in documenting the desire to avoid seeing, to flee, to
sink into anything at all, into the earth, into a ballot box, into the womb that
gave us life; in documenting the desire to offer one’s eyes to “the doves of
peace!

By the by, you do remember that doves kill doves, right? Wolves don't do that.

Ralko is equally ruthless in documenting the desire to cover up one’s face
with a mask, to lose one’s individuality in a group, to elevate one’s identity to
the absolute, to unrecognizability.

The Diary also features men who don't need to cover their faces because
they are faceless, and their name is legion. Instead of faces, they can
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I3 cepii MepepguyTTa, 2013

150 x 100, akBapenb, akpun Ha nanepi
From the Premonition series, 2013
150 x 100, watercolour, acrylic on paper

06,114 BOHM MatoTb MUTTEBO Bri3HaBaHi YOPHi KOCTOMU 3 rapaepoby
«MOJITUYHOTO iCTEBNILLMEHTY».

XyAOXHUWK HE LypPaETbCs «LWOPCTKOi» MOBM MJlakaTa, cepisi BCe X Taku
npo MaigaH, ane nigBaxye niakaTHiCTb O3HaKaMu NPUTYI.

HaiBaxauBile — ue rmboke BiguyTT XyAOXKHUKOM TaKMX HEMOAHMX
MOHATb, AK «PeabHICTb» i «CNPaBXHICTb>.

Hikonn He 3abyay ANCKYCitO WOAO TBOPYOCTI Panko 3 o4HUM BesibMur
LWaHoBaHUM KypaTopoM. OBCTOOUM Baay MUTLA, Sl rapsye BMUK/IaB
OCHOBHWI aprymeHT: «Asie X To npaegal». «What is truth?» — no-
NiNaTOBCbKN MOCMIXHYBCS Mill ONMOHEHT.

3BicHO, rpadiuHy cepivHicTb «LLlogeHHWKa» aBTOp O6r'PYyHTOBYE
notpeboto MUTTEBOT peakTUBHOCTI. Afie TexHika, Ae maTepian «6inmx
JINCTIB» CTA€ YaCTMHOM 306PaXKeHHS, 3a CBOEHD MPVPOAOHD JOAAE
YMOBHICTb HaBiTb «JOKYMEHTa/IbHUM» MastoHKaM. Y Panko X igetbcs,
3a BU3HaHHAM aBTOpPa, NPO «@dikcaLito 3HaKiB | HACTPOIB» 3 XUMEPHUM
HalapyBaHHAM MeTadop. flka TyT MOXe ByTV peasibHiCTb, AKLLO Lie
«OMNO3ULiA AOKYMEHTY», «fy>Ke CyO'eEKTUBHMI OCOBUCTUIA NOMNAA»,
«CYMiLLl CBOIX Ta Yy>KnXx pedaekcin, UyTok, AyMOK...»?

MangaH cnpaBgi 3pyLiMB YacoBy Bicb. [locepes 30BHi €BPOMENCbKOT
CTONNLL XMMEPHO BUBYXHYNIO CepesHbOBIYYS 3 NOFO IMLLAPCTBOM

i HalBHOLO BipOtO, 6€3rNy340H0 XOPCTOKICTHO ! ralaHTHUMM
nepeMOBMHaMU, CMPaBXHbOI KPOB'IO Ta MOAITUYHUM MackapagoM.

[ TakvMK panToBMMU BMBYxaMu 3apa3 BariTHIE BCECBIT, a He TiNbKuK
YkpaiHa.

3ragyroumr MPUMXAVBI Xaxun MIYXOro icnaHLs, LWe pas NepekoHyrCs, Wo Y
CcUTyaLii rpoMagcbkoi HagHanpyru npaega mMae byt came Takoto. Bkpai
Cy6'eKTMBHOIO Ta YHiBEpCa/ibHOK BOZAHOYaC.

TpuTtoH (3a MmoTnBamn KuiBcbkoro wogernHuka), 2015
24 x 16 x 16, nopuensHa

Triton (after The Kyiv Diary), 2015
24 x 16 x 16, china

be recognized by their black suits from the catalogue of the “political
establishment”

Ralko doesn't shy away from the “tough” language of a poster (this is a series
about the Maidan protests, after all), but the poster style is undermined by
elements of a parable.

Of paramount importance is Ralkas deep investment in such unfashionable
terms as “reality” or "authenticity”

I will never forget a discussion about Ralko's works that | had with one well-
respected curator. Speaking up in defense of the artist, | offered up my key
argument, “But this is the truth!” My opponent grinned the grin of Pilate.
“What is truth?”

Obviously, Ralko justifies the graphic series format of the Diary with the
need to react to the moment. However, by its very definition, the style that
incorporates the texture of “white sheets” as a part of the image makes
even the most “"documentary” drawings somewhat stylized. In her own
words, Ralko "documented signs and moods” through whimsical layers of
metaphors. What does reality have to do with “the opposite to a document,’
“a highly subjective personal perspective,” “a mishmash of thoughts (by me
and others), rumours, tall tales"?

Indeed, Maidan has pushed time out of joint. A seemingly European capital
exploded into a medieval scene with its knighthood and its naive faith, with
its senseless cruelty and noble negotiations, with real blood and political
carnivals.

The entire universe, not just Ukraine, is now pregnant with such explosions.

Looking back at the capricious horrors of the deaf Spaniard, | am yet again
reinforced in my belief that, in situations of utmost civic tension, truth can
find no other form. It is always both highly subjective and universal.

I3 cepii Tino, 2013
84 x 60, ryaw, akBapesb Ha nanepi

From the Body series, 2013
84 x 60, gueache, watercolour on paper

Ocb Tinbku 3apas 3aMicTb A4pPyKapCbKOro BepcTata MepexKmBo AyMOK-
KapTUHOK TUPAXXYETbCS APY3MU Y COLLiaIbHUX MepexKax.

binni doH — ue npocrip. B apkywwax Pasko npocTip He Te Wwo

ApobuTbCS, a cTae baraToBUMipHWM. PakypcHi gedopmalii, KOHTPaCTHI
NO€EAHAHHA AeTani3auii 3 y3aranbHeHHsM, iefb NOMITHI «MPOCTOPOBI
BMMPOMIHIOBaHHSA» — yCe Lie BiATBOPHOE HE NPOCTO OB'EMHICTb, a CKaagHe
CMiBiCHYBaHHs Pi3HOMaHITHOTO B €4MHOMY. Take 3aBUXPEHHS NPOCTOpY
MO>Ha BiguyTV B AeAKUX CTUAAX AanekocxigHoi kanirpadii. Bsarani, He
Bigkungaroum 6a3y «eBpONenCbKOCTI», HaBiTb Y YOMYCb akageMi4HOCTi,
Panko BigkpuTta Cxoay ik cnocoby NoeaHaHHA coBoGOpMHU 3
306pakeHHsM, XIHOYOro 3 YONOBIUMM, KO3aka 3 byagoro. Lie Takmin

TUM CMIBBIAHOLWEHb, KOAW LLICHICTb AOCATAETLCS HE TOMOMOPGHUM
NOTNHAHHAM OJHEe OHOTO, a AOBEAEHHAM «OMO3MLii» A0 najy, i3
36epexXeHHAM «iZeHTUYHOCTI» NPOTUNEXHUX eNleMeHTiB. bo cnpaBxHs
BJlaja — caMe Takuii nad. binb i HeHaBUCTL Bnaan 3aiimatoTbes ToAj, Konun
OYeBUAHVUMU CTatOThb IHLWI 3aCagm — He YBINTU 40 Nagy, a MOXEPTU.

MantoHku «KUiBCbKOTO LOAEHHWKa» KaMepHi, Ay>e iHTUMHI, aie BOHU
BMTPUMatOTb Bysb-AKke 36iNblUEHHA, X04a | He JOAEPXYIOTbCA KAaCUYHMNX
NPVHLMMNIB MOHYMEHTaNbHOCTI. MeHi 38a€TbCs, WO CiTi-nantn, 6in6opam
abo HaBiTb Mypanu 3a uumMn anctamm 6ynm 6 Bpaxatroummu. Liboro He
6auaTb Jep>KaBHi 1 HeflepykaBHI MEHeAXepU Big KyAbTypu. Yn, Moxe, TO
OroJieHe OKO — r1ac BOIAKOYOro B nycTeni?

foBOpSUM NPO TUPaXKyBaHHA YN MOXAUBICTb 36i/bLLIEHHN AUCTIB
«logeHHwKa», NOTPIBHO 3ayBaXnTH, LLO NPU LibOMY, Ha Xasb abo

Ha LWacT#, 3racHe LWoCb HEMMOBIPHO BaxMBe. A Mato Ha yBasi epoc
Panko. IeTbcs He NPO cekc y MPAMOMY CEHCi, a MPO BigYyTTA po3paay
611MCKaBKY, MUTTEBOFO OBOJIOAIHHA OKOM i TIIOM Fsigava, SKuia

OpinoH PepoH
Ky6, 6a13bko 1880

Odilon Redon
The Cube, circa 1880

The only difference is, the fine weave of thoughts and images is now spread
not by printing presses but rather shared by friends in social networks.

White background is a space. In Ralkos works, space not so much crumbles
as becomes multidimensional. Deformed perspective, dramatic juxtapositions
of meticulously recorded details and generalizations, barely noticeable
“spatial emanations” create not just volume but a sophisticated symbiosis of
disparate elements in unity. These whirls of space can be found in certain
styles of East Asian calligraphy. In general, without departing from her
“European” and even somewhat academic roots, Ralko is open to the Eastern
tradition as a way of combining words with images, male with female,
Cossacks with Buddha. In this type of coexistence, integrity is predicated

not on the homomorphic absorption of all elements but on bringing
“oppositions” to harmony while preserving the “identities” of the opposites.
Such, after all, is the true power. Vlada's pain and rage come to the fore
when other principles emerge: gormandizing instead of harmonizing.

Drawings of the Kyiv Diary presuppose a small and close-knit audience, but
they would stand on their own in a bigger format too, despite eschewing
the classical principles of monumental art. I'm certain that billboards or even
murals based on these sheets would be truly impressive. Culture managers,
either affiliated with the state or independent, don't see it. Could it be that
the naked eye is a voice in the wilderness?

Speaking of reproducing or possibly blowing up sheets of the Diary, one
should note that, luckily or sadly, that would extinguish something crucially
important, namely, Ralkos Eros. I'm not speaking about sex as such. It's
something akin to a lightning strike: these works instantly subjugate eyes
and bodies of viewers who can become Vlada's coauthors or confederates.
This cannot happen without the corporality of originals, the supple energy of
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CMPOMOXHWIA CTaTU CMiBaBTOPOM, «CMiBy4YacHNKOM» Bnaau. Take
MOX/IMBO JILLE Y EAHAHHI 3 TiIECHICTIO OpuriHany. 3 MPYy>XHOK eHeprieto
KOHTYPHOI NiHii. HepBOBOO LITPMXOBKOIO. [TynbCyOUOLO BiMUBKOHO.
Tob6T10 6e3nocepesHLO — 3 AUHAMIYHMM BIABUTKOM pyXy Tina i Ay
XYAOXHWKaA. TUM, L0 NOBEPTaE MUCTELTBO A0 MOro MariyHoOro AUTUHCTBA.

B iHTepB'to Aci ba3zanpesiin Panko He BUNaAKOBO 3rafy€e AOCNIAXKEHHA
HapoAHWX KoanckoBux fapcis Jlopkn. XpectomarTinHe He 3aBXAu

XnbHe. fIK i paHille, KaTakai3mMKM | NOTPSACIHHA NPUBEPTatOTb Hac A0
byHAaMEHTaNbHOrO JOCBIAY MUHYIOIO, NepLl 3a BCe — HaMMILLHILWOT
KONeKTUBHOI Nam'aTi HapoAHOT TBopyoCTi. Y «LLogeHHMKy» cnavBatoTb
He TiNIbKW AaBHi Bi3yasbHi 06pa3n — Mamai, MOTaHKM, BIHOYKM TOLWO, a i
npvTamMaHHWI HAaPOAHIW IKOHI, KAPTUHI UK AybKy cMmbio3 BepbanbHOro 3
Bi3yasibHUM.

MeHi 3aBX AW AKOCb HE3PYYHO, KOJIN TEKCT YKPAIHCHKOTO XyAOXHUKa
B poboTi, AKa NpucBsAUeHa yKpaiHCbKil NpobaemaTuLi, BTpyYaeTbCs B
3006paXkeHHs aHMiNCbKO.

Panko Mantoe ykpaiHCbKOHO.

Tomy knto4OBUM Ans cepii cTae cnoBo LLeBueHka, sk cnpomircs
MOEAHATN HAPOAHY MOBY 3 MepeaYyTTAM aBaHrapAHO! PUTMIKW.

A pAJOK i3 KONMCKOBOT MO/IMLLAE MMCbMOBY apTVKYNbOBAHICTb i CTaE
HeBiZ'€EMHOM YaCTMHOK 306PaXKEHHS, K KUTANCbKi UM AMOHCLKI AonncK
M neyaTku: «TaMxaTUHKaHOBEHbKas»...

[itv Ha MantoHkax Panko Bxe He naayyTb. MOBYa3Hi 3ropTku Ak 03HaKa
no3amMexoBoro Biguaro. Lie xaxnuBille, HixX 3ropTaHHsA Heba nig yac
6i6A1iiHOrO KiHLA CBITY.

ABTOpP BM3HAYaE CBOO CEPIt0 AK «pPenopTax BigKpPUTOT paHu». Lie
npasga. Ane iMnAiLMTHICTb Binblw Hebe3neuHa, HiX «BiAKPUTICTb», Un
TO paHa TiNIecHa, YM NCcuxiyHa, um coujianbHa. Tak, A 3rogHURA 3i croBaMu
XYL,OXHVKa NPO Te, WO «peanbHiCTb MOYMHAE iCTW cama cebex. [ He
3rOfiHUI 3 TVM, LLLO «PaHM 3aroloroThCax. IX HamararoTbca NOCMiXOM
3akneiTn, 3aMackyBaTy ariTalinHum nnactmpem. Moxauneo, cepis
«KWIBCbKOTO LLOAEHHMKa» 1 BUYeprnaHa, ane AKeCb NPOAOBXEHHS byae.
[ilicHo, 6inb Bij 3arHMBatOYOT paHW iHWWIA, ane MUTELb He NOJIMHE A0
HeuyTMBOCTI, HaBiTb CKOPHOTHOI.

Bnaga Panko — AVBHWI GeHOMEH y HEeUMCNEHHI | BKpai po3mnopoLUeHii
XYAOXHIN «CRiNbHOTI» YKpaiHW. AKTOPU BITUM3HAHOI apT-CLIEHWN FpatoTh
Y Pi3HMX TeaTpax, Pi3HUX CMeKTakAsAX, Pi3HUMN MOBaMM, y KpaLLloMy

pasi Hamaratoumcb He CMisKyBaTUCS MidXX COBOt0. A Y ripLoMy — BeAyun
Mali>Ke CrpaBXHi BOEHHI Aii 04He NpoT! OAHOro. Ta BCi, XTO € XUBUIA i3
npeAcTaBHUKIB NPOTUBOPUMX «apT-TabopiB», 3aXOM/IOKOTLCA TBOPUICTIO
Panko.

HWHI 5 He MOXyY Ha3BaTW XyAOXHMWKa, AKWIA BinbLL OpraHiyHoO, NBOKO i
TaNaHOBUTO NOEAHYE MOHATTA «Cy4acHe» Ta «yKpaiHCbKe».

Came 3aBaakn «KMIBCbKOMY WOAEHHWUKY> Lii MOHATTS OCTaTOYHO
nepecrtanm 3By4YaTi ik OKCFOMOPOH.

contour lines, nervous shading, pulsing tinting, that is, without the dynamic
image of movements of the artist’s body and soul. All this restores art to its
magical childhood.

It's no coincidence that Ralko mentioned Garcia Lorca’s interest in folk
lullabies in her interview with Asia Bazdyrieva. Canonical is not necessarily
wrong. As ever, cataclysms and shocks return us to the fundamental
experience of the past, and the strongest collective memory of folk art first
of all. The Diary features not only ancient visual images (Cossack Mamay,
folk rag dolls, wreaths, etc.), but also a symbiosis of the verbal and the
visual that is recognizable from folk icons and naive paintings.

[t vexes me when the text of a Ukrainian artist in a work about Ukrainian
issues is interrupted by an image in English.

Ralko draws in Ukrainian.

Shevchenko, who harnessed folk language while presaging avant-garde
rhythms, offered crucial texts for the series.

Aline from a lullaby departs from its verbal articulation and becomes an
integral part of an image, much like Chinese or Japanese inscriptions or
stamps. "TamxaTmHkamaneHbkas..”

Children in Ralko's drawings no longer cry. These silent rolls become a sign
of despair beyond bearing, more terrible than the heavens being rolled up
during the Biblical End Times.

Ralko defines her series as “documenting an open wound” It is true. Whether
the wound is physical, psychic or social, implicit wounds are more dangerous
than their “open” counterparts. | agree with the artist: "reality started to
devour itself” | don't agree that the wounds have started to heal. They are
hastily patched up, papered over with propaganda Band-Aids. The Kyiv
Diary series might be exhausted, but it will be continued in some other form.
Granted, the pain of a festering wound is different, but the artist will not give
in to desensitization, even in mourning.

Vlada Ralko stands out against the sparse and highly atomized Ukrainian

art ‘community”” Actors of the local art scene perform in different theatres,

in different plays, in different languages, at best trying to avoid one another,
and at worst, engaging in hostilities that are little short of military operations.
However, all living representatives of the opposing “art camps” admire Ralkd's
works.

At present, | cannot find another artist who offers a more organic, deep and
talented synthesis of the notions of “the contemporary” and “Ukrainian”

Thanks to the Kyiv Diary, these terms had stopped sounding like a
contradiction in terms once and for all.
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MantoHkmn go npoekty JliHia po3merxyBaHHA, 2016, 29,7 x 21, kynbkoBa py4ka Ha nanepi

Drawings from the Line of Contact project, 2016, 29,7 x 21, ballpoint pen on paper

19



20

- - -
il = -||_"'l.-," o
r -
w o - 7
c [ »3 - o
i S e T
b = £ e J
Py & J
=,
e 2
a ‘+ -}
o aal g,
I .,'. i i
(s ‘
P Bt | &,
Ly e
o =
"{,____ il !,
i

k .
- Foirg e
g.. T N e

g
il Ll

i

MantoHkm go npoekty T.I., 2013, 29,7 x 21, kynbkoBa pyyka Ha nanepi
Drawings from the T.H. project, 2013, 29,7 x 21, ballpoint pen on paper
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OKCAHA BAPULIMHOBA

«KUIBCbKMUM
LHOAEHHMUK» :
BI3VAJNbHUM
A0CBI
«YKPAIHCbBKOIro
ANOKANINCUCY»

«KuWiBCbKWI WoaeHHNK» Baagn Panko cknascs Bnpogosx 2013-2015
pOKiB, pO3MOYaBLUNCh i3 FPYAHEBMX NOAiM Ha MaiaaHi i oxonmBeLUK
HalirapavilLniA nepios BOEHHWX Aiil Ha cxoai Ykpainu. Lie malixe yoTtupwm
COTHI 3BMYaiHUX apKyLLiB dopmaTy A4, 3aNOBHEHNX MaatOHKaMM
KY/IbKOBOI PYUKOHO 1 aKBapesto, Ha Akux y metadopuuHin bopmi
npeAcTaBeHi NOAil, BifUyTTs, CTpaxu Ta Haii, o TpuMann BCixX Nij
CBOEHO BNAAOHO, MOBHICTHO NiANOPAAKOBYHOUMN COBi MOBCAKAEHHE
iCHyBaHHs. [MepexrBaHHA 3MiHEHOT BiiHOK peasibHOCTi — MPOBiAHa Tema
«KuiBcbkoro wogeHHnka» (gani — «KLL»).

®opmar WoaeHHMKa BrepLue 3'1BUBCA y TBOpYoCTi Bragn Panko 2002
poky, nicns nogopoxi Ao Kutaro. Togi BOHa BUK/Iana CBOT BPaXKeHHs
Bi nepebyBaHHs B CXiZHil KpaiHi y CNOHTaHHI GOpMi NPUHLMNOBO
He3aBepLueHMx 0bpasiB, y AKUX NOCTaBaso nepenneTiHHa Epocy
TaHaTocy. Toli umkn gictaB Ha3By «KUTaCbKn epOTUUHUIA WOAEHHWK>,
BiZICMN1Ar0UN [0 YCBIJOMIEHHS XUTTA AK Takoro, e iCHYBaHHA OfHWX
MOXJIMBE 3@ PaxyHOK CMepTi iHLIUX. 3aKNaZeHe TOAI rocTpe BiguyTTs
CYTHOCTi XXWTTS, MParHeHHs i 34aTHICTb «NpenapyBaTn» NOBEPXHHO,
BUANME, JOLLYKYHOUNCh CTPALLHOI 1 )XOPCTOKOT ICTUHW, BUBYXHYNO Ha
noBHy cnay y «KLL».

be3npeLeseHTHa rocTpoTa CUNOBOTO MPOTUCTOAHHSA, CUTYaLii, Koan
«Came MNoBiTps naxHe cmepTio» (b. MacTepHak), Nokankana Ao XnUTTA
HM3Ky 06pa3iB, L0 YOCOBAIOOTb Liel Xax peasbHOCTI, ika panTom
nepectana 6yt 3BMUYHOLO | NPOrHO30BaHO. HesaBepLUeHiCTb,
6e3nocepeHicTb, HenpurnagXeHictb GOpMM MakCMMaabHO
BiNOBIAAtOTb XKaHPY WOAEHHMKA, Tak camMo, AIK i BiCYTHICTb AncTaHLii
BiZ, Nogii, BiAMOBa BiJ aHani3y, Ayxe ocobucTicHa iHTepnpeTauis dakTis,
NOEAHAHHA CYCMiNIbHOTO M BAACHOTO BYAEHHOTO XUTTA.

IHTUMHICTb XaHpYy LWOAEHHVKa, 6e3nocepesHe 3BepHEHHs A0 rsgada
[laNl0 MOX/IMBICTb BiAMOBUTUCSA Bif, LLKOAN, TEXHIKM, W06, 33 cloBaMu
XYAOXKHWLL, <OKPECAUTU NOPOXKHEUY», TOBTO 3MYCUTU FOBOPUTU Te, LLO
3a/IMLLAETBCS 32 MeXaMu CyTo 306paxeHHs. Y «KLL» 6arato YopHoro,
AKMIA OJHOYACHO MOMMHAE | HAPOAXKYE, BULLTOBXYE Y CBIT XMBE,

OKSANA BARSHYNOVA

THE KYIV DIARY:
VISUAL
EXPERIENCE

OF THE
“UKRAINIAN
APOCALYPSE"

Vlada Ralkds Kyiv Diary, which begun with the December protests on Maidan
and covered the active phase of hostilities in Eastern Ukraine, was compiled
in 2013-2015. It is comprised of almost 400 regular A4 sheets of paper filled
with drawings in ballpoint pen or watercolours, metaphorically representing
the events, feelings, fears and hopes that held sway over us all, completely
subjugating our daily life. The experience of reality changed by war is the key
motif of the Kyiv Diary.

Vlada Ralko had first turned to the diary format after her trip to China in
2002. She documented her impressions of the sojourn in the Eastern country
in spontaneous, programmatically incomplete images exploring the tangle
of sexual instincts and the death drive. The series was entitled “The Chinese
Erotic Diary," honouring the realization that life of some is only made possible
by the deaths of others. The series marks the emergence of an acute sense
of life's meaning and the desire or readiness to “cut past” the observable
surface in search of the cruel and horrible truth. These traits found new and
stunning expression in the Kyiv Diary.

The unparalleled dramatic standoff when, as Boris Pasternak had put it, “the
very air smells of death,” has inspired a series of images conveying the horror
of reality that lost its familiar and predictable shape in the blink of an eye.
Incomplete, unmediated, unaffected forms are a perfect match to the diary
genre, as is the lack of distance to the documented event, the suspension of
analysis, a highly personal interpretation of facts, a union of the public and
personal day-to-day life.

The intimacy of the genre that eschews all intermediaries when appealing to
viewers allowed the artist to set aside academic and technical conventions

in order to “define the abyss," that is, to make the objects left beyond the
boundaries of an image speak. The colour black occupies a prominent
position in the Kyiv Diary, devouring and giving life, pushing living, if ungainly
and imperfect shapes into the world. The colour black comes in an entire
range: lucid like night air (many crucial events happened after dark), dense
like impermeable surfaces or clumpy, viscous, almost swampy.
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CaHgpo botTivenni
Mana Mekna, 1480-Ti

Sandro Botticelli
Chart of Hell, 1480s

Apkyw i3 KniBCbKOro WwogeHHmKa
Byw, 2013-2015

Sheet from The Kyiv Diary
Bush, 2013-2015

XOUY i He3rpabHe N HefoCKOoHase. YopHWI AyxKe Pi3HUIA — NPO30pWUiA,
Haue HiYHe NoBiTps (baraTo ApaMaTUUHNX NOAIN BifOYBanoCs BHOMI),
LWiNbHWUIA, K HEMPOHWKHA MOLWMHA, IHOAI HEOAHOPIAHWIA, B'A3KUNA,
Malke 6ONOTAHMINA.

«KLL» no36aBneHWn XKOPCTKOT XPOHOOTIi, BiH HE € CyxOto diKkcaLlieto

umn onucom nogin. Lle BilbHa onoBigb 3 BAACHOM NOTIKOK | BJAaCHUM
CTaBJeHHAM A0 AOKYMEHTaNbHOCTI. BiH CMOBHEHWI He antle rnBbUHHMX
nepexvBaHb PeabHOCTI, @ 1 NepeaYyTTiB, CMOrais, 340rafokK i HaBiTb
3aMOBASHb. 3 LM MOB'A3aHe iHOAi HaB'A3/IMBE NMOBTOPEHHS OAHUX i TUX
CaMUX CLieH, HeperynsipHe BKIOYEHHS HanuCiB Yn LmTaT Ta 0cobanso —
«ANTAYOro» Mapkepa (CNoBMTE HEMOBJISA, KOJNCKOBA, 3aNUnKK,
NPUMOBAAHHA TOLWO).

®izionoriam 06pasis, HECTPYKTYPOBaHICTb 300paXKeHHs TakoX He Ja€E
3abyTu Npo Te, WO BCe BiAOYBAETLCA Ha HALLWX OYaX, MEPEXNBAETLCS
TinecHo. BnacHe, wogeHHMKOBICTb 306paxeHb Bnaam Panko sikpas y Libomy
7 BUABASETBCA: HAM MPOTOHYIOTb HE CTEXMWTH feHb Y A€Hb 3@ aBTOPCbKUM
HapaT1BOM, a MpuragyBaT CBOI MePEeXUBaHHA, NMepexmBaTh cnanaxm
€MOLLii, NOB'A3aHMX i3 LiIKOM KOHKPETHUMM nogisMu. BiliHa He Tinbku
PYMHYE 3BUYHWI MINH XWTTA, HE TiIbKW Napanisye, a v 3MyLIYE NOANBUTUCA
Ha 6yseHHe HOBVMW 0UMMa, BUABUTU, LLIO MUP «BariTHWA» KOHAIKTaMK.

«KLL» BUKAMKAE Yy Nam’aTi HAWBANXKYY 3a eKCPECIEr0 aHaNoTito —
cepito «XKaxu BiliHN» ®paHcicko loii. Po3gineHi gBoMa CTONITTAMMY,
aBTOPW 3 Pi3HUX KyTOUKIB EBPOMM NOKa3ytOTb BillHY AK He3barHeHHe,
HeMnpUHATHe NOACBKUM PO3yMoM sBULLe, Ak AbcontoTHe 3n10. Ta,

Ha BiMiHy Bif iCNaHCbKOTro XyA0XHMKa, Bnaga Panko Hacuuye i
YLLiNbHIOE CBOT Ha NepLUMi NOTAAA NaKOHIUHI 1 ypUBYacTi 306paxeHHs
6araToLlapoBMMU KYyABTYPHUMU CMUCAAMU.

Baratowaposictb «KLL» BUABNAETLCA Y BUHATKOBIM 3ryLLLEHOCTI 06pasiB.
Moaii MOXHa OCMUCANTK AK Taki, WO BiAOYBatOTbCA OAHOYACHO Ha TPbOX
piBHsAX. HalloueBUAHIWIWI — peanbHWUIA, iHCNipoBaHMI Be3nocepesHbo
nobayeHUM HacrpaBsgi Ta CIPUAHATAM 3 KapTUHKW TenebadeHHs un

The Kyiv Diary is stripped of a strict chronology: it is not a dry chronicle or
record of the unfolding events. It is a free narrative propelled by its own
logic and notion of documentary art. It brims not only with the profound
understanding of reality but also with premonitions, memories, conjectures
or even incantations. It triggers somewhat obsessive repetitions of certain
scenes, intermittent inscriptions or quotes and especially the “children’s”
marker (a swaddled baby, a lullaby, bunnies, chants, etc.)

Markedly physiological and unstructured imagery doesn't allow a viewer
forget that the events were unfolding right in front of our very eyes and
offered embodied experience. This, in point of fact, is the nature of Vlada
Ralko’s diary method: instead of following the artist's narrative through a
procession of days, viewers are invited to remember their own feelings
and flashes of emotions caused by concrete events. War not only destroys
familiar life and paralyzes its witnesses, but also forces them to confront
the quotidian from a new perspective and to acknowledge that peace is
pregnant with conflicts.

The Kyiv Diary evokes The Disasters of War series by Francisco Goya as
its closest expressive equivalent. The artists separated by two centuries
and representing different corners of Europe depicted war as an ineffable,
rationally unacceptable phenomenon, as evil incarnate. Unlike the
Spanish artist, however, Vlada Ralko condenses her ostensibly laconic and
fragmentary images with multilayer cultural associations.

The multilayer nature of the Kyiv Diary is made manifest in the unique
denseness if its imagery. Events can be interpreted on three levels. The
first and most apparent level deals with the real: it is inspired by the things
witnessed or seen on the Internet or on TV. The riot police, the protesters,
men in helmets and masks, women in wreaths, khaki, Molotov cocktails,
refugees... Certain scenes look like quotes from media reports: dynamic,
tense and fairly realistic.

The second level deals with the artist’s personal imagery. Ralko uses the
visible world as a springboard, reliving and rethinking the events she

Tyra 3a 6arbkiBwmHolO, 2016
21 x 59,4, akBapesnb, KynbkoBa py4ka Ha nanepi

Nostalgia for Motherland, 2016
21 x 59,4, ballpoint pen on paper

iHTepHeTy. BepkyT, MpoTecTyBaNbHMKKM, YONOBIKM B Kackax i Mackax,
XIHKW Y BiHKax, kKaMydnisx, Koktenab MoaoToBa, bixkeHu,... eski cueHu
6yKBaNbHO MPOUNTYHOTBCS AK LUTaTV NobayeHoro y Mac-Megia, BOHU
HacW4eHi AVHaMIKO, Hampyroto, JOBOAI peanicCTUYHI.

Jpyrui piBeHb — aBTOpcbka 06pa3HiCTb. XyAOXKHULSA BifLLUTOBXYETbCA
Bif, BUAMMOTO CBITY, NEpPeXmBatoun 11 NepeocMmCIooumn nobadeHe
BIZAMNOBIAHO 0 BAAcHMX acouiauivi. O6amuus, 3aKpUTi Mackamu, CTaroTb
MeTadopOoro aHOHIMHOCTI, HEBM3HaY€HOCTI, MaCcoOBOCTI. 3anakoBaHi B
cnewjianbHi MK Tpynu HabyBatoTb PUC KOKOHIB abo INYMHOK, L0
3gaTHI fo TpaHcpopmalin. fone Tino, NoHiBeyeHe, GpparmeHTOBaHe,
BKa3y€e Ha He3aXWLLeHiCTb, BPa3aMBICTb. XXiHOUa OroseHicTb, Kpim
Bi;CMNIaHHA A0 OCOBMCTOI TiNECHOCTI Ta Gi3NYHOrO NepexmnBaHHA Nogin
AK yTpaT, YacTo NoB'a3aHa 3 06pa3om YkpaiHw, Bij AKOI BigpvBatoTb
LwMaTKn. Xuxi 3Bipi, NTaxu, 0cobaMBO BeAMIAb | BOrONOBUI Open fK
cmBoan Pocii, 0XKMBatOTb Ta BUABAAIOTb CBOKO arpeCcuBHY CyTHICTb |,
L0 BaXK/IMBO, HaMararoTbCsA 3HULLMTU Ntoacbke. OCOBIMBOro 3HaUEHHS
HabyBae TeMa 3emi. BoHa ogHOYaCHO 11 TOM 3BUYHWNIA NaHAWadT, AKMI
PYVHYETbCA BIMHOLO, | MPUXMCTOK, | YyMOBHa MeTadiznyHa cybcTaHuis, Wo
BTpaya€e MaTepiasbHiCTb, OXOMJKOE BECb MPOCTIpP.

TpeTili piBeHb — KyNbTYPHUIA KOHTEKCT. TyT nepennitatoTbcs obpasu

3i cBiTOBOT KyNbTYpYK (CMeEpTb i3 KOCoto, BUKpadeHHs aHimeaa,
ManeHbkunin MpuHL, BeHepa Ta Mapc, FOand, AHren i lemoH Towo) Ta
CyTO yKpaiHCbKi, aKkTyanizoBaHi MainaHOM i BiIHOIO (N/IbKa-MOTaHKa,
Mawmaii, repoi HapoaHuX niceHb). OcobanBe MicLie B LibOMY KO
nocigae noesis 1 miponoris Tapaca LLesyeHka. MpucyTHicTb Noeta
iHOAI fOBOJI BigYyTHa — y LmMTaTax, obpasi KatepuHw, Wwo yac Big yacy
3'ABnseTbCs Ha apkywax «KL», i HaBiTb 3arasnbHOBiZOMUI 06pa3 CmepTi
3 KOCOH0 y BiHKY € NepecniBom 3HaMeHUTol «Kasku» Tapaca LLleBueHka,
ae CmepTb, WO PO3MOBAAE 3 CONAATOM, MPeACTaBieHa B TUMOBOMY
YKpaiHCbKOMY KOCTHOMI. 3aHypeHHA XyA0XHWMLi Y cBiT LLleBUeHKoBMX
06paziB, 36ir gpaMaTMUHNX yKpaiHCbKMX NOAin 3 200-aiTTAM noeTa
3yMOBWIN HaA3BUYaNHY cyrecTMBHICTb «KLL» 111040 HOBOro NpoYnTaHHA

witnessed according to her private associations. Faces covered by masks
become a metaphor for anonymity, indeterminacy, the collective. Dead
bodies in body bags look like cocoons or nymphs with the potential for
transformation. Naked, tortured, fragmented bodies denote unguarded
vulnerability. Naked female bodies evoke not only the private embodied
experience of reliving the events as a personal physical loss but also often
symbolically represent Ukraine that is being torn to pieces. Beasts and
birds of pray, and especially a bear or a double-headed eagle as symbols
of Russia, come to life and reveal their violent nature; importantly, they
try to destroy all that is human. The earth motif is particularly prominent,
representing both a familiar landscape ravished by war, a shelter and an
uncertain metaphysical substance that loses materiality and encompasses all
space.

The third level deals with cultural contexts. In it, the imagery from world
culture (death with a scythe, the abduction of Ganymede, the Little Prince,
Venus and Mars, Judith, an angel and a demon, etc.) merges with essentially
Ukrainian motifs made more relevant by the Maidan protests and the war (a
folk rag doll, Cossack Mamay, characters from folk songs). Taras Shevchenkao's
poetry and mythology occupy a special place in this series. The poet is

a noticeable presence: the sheets often feature lines from his poems or

the protagonist of his eponymous long poem “Kateryna;” even the iconic
image of death with a scythe in a wreath is in dialogue with the renowned
Shevchenkos “Fairytale,” where Death talking to a soldier wears a tradition
Ukrainian folk costume. Ralkd’s immersion in Shevchenkos imagery and the
fact that the dramatic events in Ukraine coincided with the poet’s bicentenary
underpin the Kyiv Diary's new take on Shevchenkos personal myth; it is a
subplot that is well worth a separate serious study. The catalogue of symbols
that explore the meaning of the Ukrainian apocalypse includes, though is not
limited to blood (“of enemies,” that is, tainted by sin), treasonous thoughts
depicted as swine, Ukraine as a pregnant unmarried woman whose “freedom
sleeps in a grave” and will be "awakened robbed," a sleeping innocent babe,
and symbols of the “ill-conceiving” Russian Empire. Shevchenkd’s poems

also offered the stunning image of an axe stolen from God out on a bloody
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Ecki3n BapiaHTiB eKCNOHyBaHHA
KviBcbkoro wopaeHHuka, 2015

Sketches of different options
for The Kyiv Diary exhibition, 2015

—— --|.|r-.|;-nl-- T

LLleB4eHKOBOro aBTOPCLKOroO Midy, LLO CTAHOBUTb OKPeMy HapaLiito,
TAYMayeHHs AKOT BUCTaunTb Ha OKpeme cepiosHe AOCNiAXEHHS.

KpoB («Bpaxa», TOBTO OTpy€EHa rPIXOM), HULLi MOMWUCAN Y BUTAAAI
CBUHeN, YKpaiHa fK XiHKa-MoKpUTKa, YNd «BOS CMIUTb B MOTUII» i

AKa «po3byaKeHa OKpajeHoo», CnasyYe HEBUHHE HEMOBIS, CUMBOAU
«3N0Ha4YMHatoLLo1» Pocilicbkoi iMnepii Ta iH. — Le Aaneko He NOBHUNA
nepesiik CUMBOJIIB, KOTPI PO3KPMBarOTb CEHC YKPaiHCbKOro anokanincucy.
I3 noesii LLeBueHKka NOXoAUTb i Bpaxatoumnii 0bpas cokMpw, BKpageHoi y
bora, WO cNpUYMHNAO KPVBaBY «KOCOBMLIHO», — HAaTAK Ha 3aMKHeHe KO0
Hacunns, AKOMy HeMae KiHus, 60 NpoanTa KPOB NO36aBASE HEBUHHOCTI,
BMMarae Bce binbLue 11 HinbLie xepTs... Ha ocTaHHbOMY MantoHKy B «KLL»
306paXkeHO COKMPY, BCTPOMJIEHY B M'€AecTan Bif CKMHYTOI cTaTyi JIeHiHa
B KueBi. 3i cTapum NOKiHUEHO, aie UK € KiHeLb Hacuank?

CBoepigHum katodem go «KLL» moxe 6yt obpas ltognHmn-Oka,
OMNMCaHWI y KOMEHTapi J0 OAHOTO 3 Ma/ItOHKIB CaAMOO XyAOXKHULIEH.
JltognHa B peknamHOMyY KOCTIOMi MepcoHaxa 3 OAHWM BeNeTeHCbKUM
OKOM 3aMiCTb ro0BM NepecTae HyTn peanbHOO, BOHA € 3HaKOM, LLO
BKa3ye Ha cTpax byTu oueBUALEM Ta Ha HEBIABOPOTHICTb LibOro. Jns
Bnagu Panko ue obpas NpoMOBASE LLe 1 NPO NO3ULLIF0 XyAOXKHUKa B
NnXi Yacu, Npo (He)MOXKMBICTb TBOPYOCTI, MPO Te, AKOK LA TBOPUICTb
Mae 6yTn. PeppeHom «KLL» € 3HOBY X Taku cnoBa LLleBueHka, Lo
cepeg katacTpodu xygoxKHUK (noeT) byae pobutn eanHe, LWO BiH

YMIE — «MEPEXMTU TUXEHBKO BiNii NNCTU», He BiABOAAYM NOTAAAY Bif
CTPaxiTIMBOro cborogeHHs. OTxe, XyAOXKHNULA CTAaE JOKYMEHTaNiCTKO
0cobAnBOro WTMBY — Bi3ioOHEPKOtO, fika Npo3piBae N dikcye ocobansy
peasibHiCTb «yKpaiHCbKOro nekna», TMx BUNpobyBaHb, CEHC KOTPUX
MoXKe BYTW PO3KPUTUM TiIbKM Yepes akTyasisaLlito Ta YCBiAOMAEHHS
HaLioOHaNbHOT ICTOPUYHOT JOI.

“reaping,” this hint at the vicious circle of violence without end: blood, once
spilled, robs us of our innocence and demands new victims. The last drawing
of the Kyiv Diary depicts an axe stuck in the pedestal of the downed statue
of Lenin in Kyiv. The old era has come to an end, but is there an end to
violence?

The Eye Man, described in a commentary to one of the drawings by the
artist herself, may offer a key to understanding the Kyiv Diary. Stripped of
his reality, a man advertising some product while dressed as a creature with
a giant eye for a head becomes a symbol of the fear of witnessing and the
inevitability of it. For Vlada Ralko, this image bespeaks the quandary of an
artist during evil times, the (im)possibility of the artist’s task and the nature
of works that might appear during such times. Shevchenko offered yet
another refrain of the Kyiv Diary: in times of disaster, an artist (a poet) will do
the only thing he or she knows how to do: "embroider quietly these pages
white” without taking his or her eyes off the terrifying present. The artist,
therefore, creates a special kind of documentary: she becomes a visionary
who perceives and documents the peculiar dimension of this “Ukrainian hell,
the ordeal that can only be understood through exploring and fathoming
the historical destiny of the nation.

Konunckosa (3a motnBamu KuiBcbkoro
wopaeHHuka), 2015, 71x42x27, kepamika

Lullaby (after The Kyiv Diary), 2015,
71x42x27, ceramic
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HAMUCU HA MAJZTIOHKAX
INSCRIPTIONS ON DRAWINGS

17 ciuna 2014. YBeuepi s nobaunna cepeg HaToBMY, LLO
MLWOB Ha METPO, JIIOANHY 3 OKOM 3aMicTb rofnosu. baliayxe,
wo ue 6yna peknamHa akuis. Baxameo, wo ue 6ys 3HAK

January 17, 2014.1saw a man with an eye for a head in the
crowd marching to the subway tonight. It doesn’t matter
that it was an advert. What matters is that it was a sign.

30-Te, X0N0AHO
January 30, freezing

Miniuelicbka nanbka «Mapycs» Vs nsibka-MoTaHKa

Marusia, a police doll for crime re-enactment vs traditional
folk ragdolls

[Ba Bnbyxu. MakyHok. YopHa ronosa. Tow, Lo 3HVK.
Miniyencbka nsnbka

Two blasts. A packet. A black head. The one who went
missing. Marusia the police doll «Mapyca»

[o 6oto
Action

[o 6oto
Action

He xouy 6yt KOCMOHaBTOM
I don't want to be an astronaut

Hexalr sik 6yge, / Tak i 6yae. / Yn 1o nanctw, / um 1o Bpectw.
/ Xou pgoBegneTbca po3n’actuck! / A 5 Takn Mepexatb 6yay /
TUXEHBKO / Binil ancTu.

Well let it be / as it must be. / To swim or trudge! / Whate'er
my plight, / Even though I be crucified, / Yet I'll embroider
quietly, / Quietly, these pages white

[o 6oto
Action

[o 6oto
Action

Mamaiw
Mamay

TepeH
Blackthorn

Hexan sk 6yae, / Tak i 6yge. / Yv 1o nancty, / um 1o bpectu.
/ Xou pgoBegneTbca po3n’actuck! / A s Takn Mepexatb 6yay /
TUXEHbKO / 6inil ancTn.

Well let it be / as it must be. / To swim or trudge! / Whate'er
my plight, / Even though I be crucified, / Yet I'll embroider
quietly, / Quietly, these pages white

[JiBumHo, BY ropuTte
Girl you are on fire

76

78

79

81

108

1

13

14

116

118

120

123

124

126

KaTtepuHa
Kateryna

MyHKT nponycky
Checkpoint

lopina cocHa
A pine burned

Koza
Goat

lpywescbkoro. 18 ntotoro. CoHAYHO
Hrushevskoho Street. February 18. Sunny

Mapiitka
Mariinsky Park

MavBe kaua
Duckling swims

BeHepa-moTaHka
Rag doll Venus

Ocobuctuii npanop
Private flag

KBiTKa KoxaHil
Flowers for best beloved

Nanbka KatepuHa
Kateryna doll

Breua
Escape

Ceatun
Saint

YopHuii kBagpat
Black Square

KaTtepuHa
Kateryna

Hexan sk 6yae, / Tak i 6yge. / Yv TO nanctw, / um To bpectu.
/ Xou poBegfeTbca po3n'actmce! / A s Takn Mmepexatb 6yay /
TUXeHbKO / 6inii ancTu.

Well let it be / as it must be. / To swim or trudge! / Whate'er
my plight, / Even though I be crucified, / Yet I'll embroider
quietly, / Quietly, these pages white

128

131

132

133

135

140

143

144

145

149

150

151

152

154

161

164

Maman!
Mamay!

[wnTta Ta rapmata
A child and a cannon

YopHe Hebo HiuHe
Black night sky

[MnnBe kava
Duckling swims

KypopTHunin ce3oH
Holiday season

YopHe mope
Black Sea

by
Bush

o MOp# YOPHOTO MILLAW, MOPE YOPHE 3ananunam
To the Black Sea they went, and the Black Sea they set on fire

YopHe mope
Black Sea

baTbKiBLIMHA-MaATH
Motherland mother

CkpuHbka
Box

KopoHa
Crown

3ipka «bepkyTa»
A star for “Berkut”

A B Tiei boHaapiBHM / YepBOHa MepexKa, / KyAn Hecan
BoHaapiBHy / YepBOHasa cTexka. / A B Tiei boHaapiBHK /
YepBOHas CTpiyKa, / Kyan Hecan boHaapiBHy / KpuBaBas
piyka.

The cooper’s daughter / had a red headband / where did
the red path / carry the cooper’s daughter / the cooper’s
daughter / had a red ribbon / where did the bloody river /
carry the cooper’s daughter

«bepkyT» npoTtn «bepkyTta»
Berkut against Berkut

BinHa
War

166

167

168

169

170

171

173

175

176

177

178

179

180

181

183

189

190

laHimes,
Ganymede

MTawymH NoxopoH
Bird's funeral

HoBswi repoi
New hero

Hazaa
Back

Anta
Child

Ama
Pit

lapmata
Cannon

ManeHbK1n NpuHL,
The Little Prince

Pocie! YkpaiHa 3axontoetbes Toboto! * 389

Russia! Ukraine is enthralled by you!

Pocie! YkpaiHa 3axontoetbca Toboto!
Russia! Ukraine is enthralled by you!

Pocie! YkpaiHa 3axontoetbca To6oto!
Russia! Ukraine is enthralled by you!

Pocie! YkpaiHa 3axonntoetbcs To6oto!
Russia! Ukraine is enthralled by you!

Pocie! YkpaiHa 3axonntoetbcs Tob60oto!
Russia! Ukraine is enthralled by you!

CaHra fltouis
Santa Lucia

MavBe kava
Duckling swims

HadTta
Oil

HadTta

Oil

* AsTOp BUCAOBY: MeTpo MapkmaH
Author of the phrase: Petro Markman



192

194

195

214

226

227

235

241

242

260

262

266

268

269

270

271

272

Pocie! YkpaiHa 3axonntoetbcs To60t0!
Russia! Ukraine is enthralled by you!

Cauwko
Sashko

lpyna Ha kwranTt «CHigaHKy Ha TpaBi». MNacTtopanb
A group like “The Luncheon on the grass." A pastoral

AHronan cnam
Angels of force

KapHaBan
Carnival

Crapwwii 6pat
Older brother

lpobku Ha nasxi 25 kBiTHA 2014 p.
Remembrance Day on the beach, April 25, 2014

[eHb kocmoHaBTukn — 2014
Cosmonautics Day 2014

HemoBnsi-kocMOHaBT
Baby cosmonaut

HesHaioma
Stranger

Mpobku!
Remembrance Day!

JiBunHka Ta cmMepTb
Girl and death

YopHe. YopHozem. Byrinna
Black. Black soil. Coal

36uTi AHroNn
Angels shot down

Mpobku
Remembrance Day

Kpum Haw!!!
Crimea is ours!!!

MiweHb
Target

273

274

275

276

277

282

288

289

292

294

299

303

304

Kpum — 30Ha irop!
Crimea is a gaming zone!

Ta BCe X Taku NtOANHA He € aX TaKOH LLIJIKOBUTOHO
TBapUHOLO, o6 BYTUN Balrigyor A0 BCbOTO, WO MOBUTH
po3ym CAM /1719 CEBE, i w06 KopucTyBaTUCA HUM TiNlbKK
AK 3HaPASAAM ANA 330BONEHHA CBOIX NOTPed AK YyTTEBOI
ictotn. YATAKO KAHTA. ...Npo Lo MOXe CYAUTN auLle
UUCTUI, BIZIbHUI Bif YCAKOTO YyTTEBOFO iHTEPECY, PO3YM...

But still, a man is not altogether an animal, so one cannot
be indifferent to everything that reason says FOR ITSELF, or
only use reason as means to sate one’s desires as a sensory
being. I'M READING KANT. ... about which only pure reason,
uninfluenced by any sensible interest, can judge...

Kamydnsax
Camouflage

«...€ OCHOBHWI 3aKOH NeBHOI HaAUyTTEBOI NPUPOAU
M NeBHOro YWCTOro iHTeNiribesbHOro CBITY, WO Noro
BIAMOBIAHWK MOBWHEH icHyBaTh B 4yTTEBOMY CBITi, NpoTe
BOZHOPA3 He faMatoun horo 3akoHis». KaHT. HATAKO KAHTA

“...is the fundamental law of a supersensible nature, and of a
pure world of understanding, whose counterpart must exist
in the world of sense, but without interfering with its laws."
Kant. I'M READING KANT

2-re TpaBHA
May 2nd

Cs. Muxanno
St. Michael

CoHue kpi3b gepeBa. 3axig coHuA. [lepeBa TeMHI, YOPHi

Sunshine through the treetops. Sunset. The trees are dark,
black

MavHe Kaua
Duckling swims

lpobkn
Remembrance day

bixxeHLUi
Refugees

JliTo Ak 3aBXAM
Summer as usual

JliTo Ak 3aBXAM
Summer as usual

JliTo Ak 3aBXAM
Summer as usual

305

306

307

308

310

31

313

314

317

318

323

324

325

326

331

332

334

LLlo6 Hiyoro He 60nin0: Hi roN0Ba, Hi BCe TiNIO
May nothing ail you either the head or the body

[JeHb HezanexHocTi
Independence Day

JliTo 5K 3aBX AN
Summer as usual

fl ManeHbKMIM XIONYUK, BUAI3Y Ha CTOBNUMK. KonnckoBa
I'm a little boy, I'll climb up a peg. A lullaby

XoAnTb 3a4mMK NO KanycTi, HOCUTb NAAbKY B Binild xycTui

A bunny roams a cabbage patch carrying a doll in a white
shawl

Moknagy Ti Nig naBuLto, cama Nidy Ha BYAULLO
I will put 'em under a bench and go out into the street

JliTo 5K 3aBXAMN
Summer as usual

Cnw, Icyce, cnn. PyyeHbku cknaam
Sleep Jesus sleep. Fold your arms

Llykepouka
Candy

Llykepouka
Candy

Mokposa
Intercession

JTiTo fK 3aBXAM
Summer as usual

JTiTO fAK 3aBXAM
Summer as usual

Llykepouka
Candy

MigkntoueHHs
Connection

MoBiLy KONMCKY Ha ANMHY, CaMa NOMaHApYHo Ha BkpaiHy
I will hang the crib up on a fir tree and go wander in Ukraine

Tam xaTWHKa HOBEHbKasn
There's a pretty new house

336

338

345

346

356

361

362

363

366

376

381

TaM xaTuHKa HOBEeHbKas, / TaM AUTUHKA MaJleHbKas
There's a pretty new house / there's a tiny babe

JiTo Ak 3aBX AN
Summer as usual

XoAWTb 3aiumnK MO KanycTi, HOCUTb NsbKY B BN xycTui

A bunny roams a cabbage patch carrying a doll in a white
shawl

Benepa ta Mapc
Venus and Mars

MiHcbk
Minsk

He nonoxai gitok. Hexaw gitn rynsitotb
Don't scare the children. Let the children play

Lle He BiViHa
It's not a war

He nonoxai gitok. Hexali gitn rynatotb

Don't scare the children. Let the children play

Hosa xata 391
New house

TaM xaTuHKa HOBeHbKaf, /TaM ANTUHKA MaJieHbKasA
There's a pretty new house / there’s a tiny babe

Aunta
Child
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1, 2 Binii aucrn, Karas Gallery, Kuis
White Pages, Karas Gallery, Kyiv

3 The Drop in the Ocean, Kunstlerhous, BigeHb
The Drop in the Ocean, Kunstlerhouse, Wienna

4 Long Path to Freedom, YkpaiHCbkunit iHCTUTYT,
Yukaro
Long Path to Freedom, Ukrainian Insitute, Chicago

5,6 The Ukrainians, DAAD gallery, bepnin
The Ukrainians, DAAD gallery, Berlin

e LT L

7, 8,10 Hawe HauyioHanbHe TiNo, Galeria Arsenat,
binoctok
Our National Body, Galeria Arsenat, Biatystok

9 Hawe HauioHanbHe TiNo, HalioHanbHWI My3eli
Tapaca LUeBueHka, Kuis

Our National Body, National Taras Shevchenko
museum, Kyiv

11 T.I., HauioHanbHuii My3eii Tapaca LLeBueHka, Knis
T.H., National Taras Shevchenko museum, Kyiv

12 IV Opecbka bieHane cyyacHOro MucreLTea,
ocHoBHWI NpoekT "Manifesto”, Myzelt cyuacHoro
mucTelTBa Ogecn

IV Odessa biennale of contemporary art, main
project "Manifesto”, Museum of Odessa modern Art

14 Art Kyiv, Mucteubkuii apceran, Kvis
Art Kyiv, Art Arsenal, Kyiv

13,15 YsaBa. PeanbHicTb, HauioHanbHMIA
yKpaiHCcbkui my3ei, Kuis

Fantasies. Reality, National Art museum of Ukraine,
Kyiv

ABTOPM

OkcaHa bapwmHoBa

Hapogunacs B 3anopi3bkii obaacti, Ykpaia. ¥ 1993 poui 3akiHumna
YKpaiHcbky akageMito MuctelTBa (HUHI — HauioHanbHa akagemis
06pa3oTBOPUOro MUCTELTBa Ta apxiTekTypu, Kuis) 3a daxom
«MwucTeLTBO3HABCTBO>. KypaTop, icTOpUK MUCTELTBa, 3aBifyBay HayKoBO-
pocnigHoro Bigainy mucteutsa XX — noyatky XXI ct. B HaujioHanbHoMy
XyAOXHbOMY My3el YkpaiHu. Buknagay HauioHanbHOT akagemii
06pa3oTBOpPYOro MUCTeLTBa Ta apxitekTypw. XXvee i npautoe B Kuesi.

Mwuxaiino PawkoBeubKkuii

Hapogauscsa 1954 poky B Ogeci. MucteLTBo3HaBeLLb, apT-KPUTKK, KypaTop.
¥ 1996-2000 pokax — gupekTtop LleHTpy cyyacHoro mucteursa Copoca
(Opeca). 3 2012 poky — cniBkypaTtop i kypatop 3-i, 4-i Ta 5-i Opecbkoi
bieHane cyyacHoro mucteutsa. ABTop nybaikaLin y GaxoBux yaconmcax
«Terra incognita», «Mapta», «<Fine Art», «<O6pa3oTBopYe MUCTELTBO», «Art
Ukraine», «Korydor» (KuiB); «[lekopaTtneHoe nckycctso CCCP ("Pakypc”)»,
«XypB0XKecTBeHHbIV >XXypHan» (Mocksa) Ta iH. XXvBe i npaytoe B Ogeci.
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KUMIBCbKMA WOAEHHUK. NYBJAIKAUIXI

« The Bulletin of the School of Engaged Art # 2, June 2014

« Chto Delat newspaper, issue # 38, November 2014

« Through Maidan and Beyond, katanor Buctasku B Architekturzentrum
Wien, Museumsquartier, 17-30 November, Vienna Art Week 2014

« T.I., katanor, pe3ngeHuis Benunkunii Nepesis, Kuis, 2014

« TpuxuncTok noeTa, KaTanor, pe3ungeHuis ranepei YepsoHeuopHe,
Kanis-Kuis, 2014

«  YKpwuTT#, KaTanor, peangeHuis ranepei YepsoHeuopHe, KaHis-Kuis, 2014

« lonitnka 6e3nekw. MonbLua. YkpaiHa, KHukka PyHaauii im. CtedaHa
batopis, Bapwasa, 2015

« JlutepatypHblii AsepbaiigxaH, N27, 2015

+ Shifing Landscapes. Ukraine. 2014 from Revolution to War, ans6om, 2015

« Hawe HauioHanbHe Tifo, katanor BucTaBkn y HauioHanbHoMy my3el
Tapaca WeBueHka 1-22.06, 2016, Kunis. Buganuii: Galeria Arsenat,
Biatystok

« Tanunna CknapeHko, CoBpeMeHHOe UCKycCTBO YkpaunHbl. [TopTpeTsl
XypoxxHukos, Knes, 2015

» TannHa CknapeHko, CyyacHe MucTelTBO Ykpainu. [MopTpeTn
XyAoOXHMKiB, Knis, 2016

«  YkpaiHcbkunia 3pis, kaTanor Buctaeky, IIl pieHane ykpaiHcbKkoro
Cy4acHoro mucTeuTBa, Bpousas, 2016

AUTHORS

Oksana Barshynova

Born in the Zaporizhzhia Region, Ukraine, Barshynova graduated from

the Ukrainian Academy of Art (now the National Academy of Fine Art and
Architecture, Kyiv) in 1993 with a degree in art history. A curator and art
historian, Barshynova is the head of the research department specializing in
the 20th — early 21st century art at the National Art Museum of Ukraine. She
teaches at the National Academy of Fine Art and Architecture. Barshynova
lives and works in Kyiv.

Mykhailo Rashkovetskyi

Born in 1954 in Odessa. An art historian, art critic and curator, Rashkovetskyi
was a director of the Soros Centre for Contemporary Art (Odessa) in 1996-
2000. Starting in 2012, he curated and co-curated the 3rd, 4th and 5th Odessa
Biennale of Contemporary Art. His articles were published in art journals Terra
Incognita, Parta, Fine Art, Obrazotvorche mystetstvo, Art Ukraine, Korydor
(Kyiv); Dekorativnoe iskusstvo SSSR (Rakurs) and Khudozhestvennyi zhurnal
(Moscow), among others. Lives and works in Odessa.

B e T R

la3eTn, ae onybnikoBaHoO
apkyLi 3 KuiBcbkoro
LWOAEHHMKA, BUAaHi rpyrnoto
Yto Aenatb, 2014, 2015
Newspaper clippings with
sheets of The Kyiv Diary,
published by Chto Delat
group, 2014, 2015

KYIV DIARY. PUBLICATIONS

» The Bulletin of the School of Engaged Art # 2, June 2014

+ Chto Delat newspaper, issue # 38, November 2014

» Through Maidan and Beyond, catalogue of the exhibition,
Architekturzentrum Wien, Museumsquartier, 17-30 November, Vienna
Art Week 2014

« T, catalogue, residence Velykiy Pereviz, Kyiv, 2014

» Poet,s Refuge, catalogue, Chervonechorne gallery, Kaniv-Kyiv, 2014

» Shelter, catalogue, Chervonechorne gallery, Kaniv-Kyiv, 2014

» [onitmka 6e3neku. Monblya. YkpaiHa, book, Stephan Batoriy
Fundation, Warsaw, 2015

»  JlutepatypHbli Azepbaiiaxan, NO7, 2015

« Shifing Landscapes. Ukraine. 2014 from Revolution to War, anbbom,
2015

» Our National Body, catalogue of the exhibition in Taras Shevchenko
National museum 1-22.06, 2016, Kyiv. Edited: Galeria Arsenat, Biatystok

*  TanvHa CknsapeHko, CoBpeMeHHOe MCKYCCTBO YKpanHbl. IopTpeTsl
XyAOXHMKOB, Kyiv, 2015

*  TannHa CknsapeHko, CyvacHe MUCTeUTBO YkpaiHu. MopTpeTn
XyAOXHWKiB, Kyiv, 2016

« Ukrainian Cross-section, catalogue of the exhibition, the 3rd Ukrainian
Cross-section triennial, Wroclaw, 2016
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BJIAOA PANKO

Hapoaunnacsa 1969 poky B Kuesi. B 1987 poui 3akinumna PecnybaikaHcbky
XyAOXHI0 cepegHto wkony iM. T. I. LeBueHka, B 1994-my — HauioHanbHy
akazeMito 06pa3oTBOPUOro MUCTELITBA Ta apXiTEKTYpw (MalicTepHs npod.

VLADA RALKO

Vlada Ralko was born in 1969 (Kyiv, Ukraine). In 1987 graduated from
Kyiv Art School. 1988-1994 — Kyiv State Academy of Arts (Fine Arts
Department, coordinator — professor V. Shatalin). Member of the

B. WataniHa). YneH HaujioHanbHOI cninkm XygoxHuUKiB Ykpainu 3 1994 poky.
Xuse Ta npautoe B Kuesi.

National Artists’ Union of Ukraine from 1994. Lives and works in Kyiv.

Bu6paHi BUCTaBKM Selected exhibitions
2016 — HALLUE HALIOHAJIbHE TINO, HauioHanbHuiA My3eit Tapaca LeBueHka,
Kwis; XYALLIKOJIA, HauioHanbHui My3eit pociricbkoro mucteutsa, Kuis; JIHIA
PO3MEXYBAHHA (pasom i3 Bonogumupom byaHikosum), ranepes YepsoHeuopHe,
Kanis

2015 — KMIBCHKA LLKOJIA - KNIBCbKE BIEHAE 2015, Kuis; HA MEXI,
PinchukArtCentre, Kuis; OUR NATIONAL BODY, Galeria Arsenat, binoctok; YKPUTTA,
ranepes YepsoHeuopHe, KaHis; YABA. PEAJIBHICTb, HauioHanbHuiA ykpaiHCbkuii
my3el, Kuis; LEST THE TWO SEAS MEET, Museum of Modern Art, Bapwasa; IV
OJECbKA BIEHANE CYYACHOIO MUCTELTBA, ocHOBHWI npoekT "Manifesto”,
Myseit cyyacHoro mucteutsa Ogecu

2016 — OUR NATIONAL BODY, National Taras Shevchenko museum, Kyiv; ART
SCHOOL, National museum of russian art, Kyiv; CONTACT LINE (with Volodymyr
Budnikov), Chervonechorne gallery, Kaniv

2015 — THE SCHOOL OF KYIV — KYIV BIENNIAL 2015, Kyiv; ON THE BOARD,
Pinchuk Art Center, Kyiv; OUR NATIONAL BODY, Galeria Arsenat, Biatystok;
SHELTER, Chervonechorne gallery (Art Kyiv, Art arsenal); FANTASIES. REALITY,
National Art museum of Ukraine, Kyiv; LEST THE TWO SEAS MEET, Museum of
Modern Art, Warsaw; IV ODESSA BIENNALE OF CONTEMPORARY ART, main
project "Manifesto", Museum of Odessa modern Art

2014 — TH., National Taras Shevchenko museum, Kyiv; POET'S REFUGE

(with Volodymyr Budnikov), Chervonechorne gallery, Kaniv; REFERENDUM

ON WITHDRAWAL FROM THE HUMAN RACE, Teatr Powszechny, Warsaw;
PREMONITION: UKRAINIAN ART NOW, Saatchi Gallery, London; THE
UKRAINIANS, DAAD gallery, Berlin; THE DROP IN THE OCEAN, Kunstlerhouse,
Wienna; THE SHOW WITHIN THE SHOW, Art Arsenal, Kyiv; WHITE PAGES, Karas
Gallery, Kyiv

2013 — SURFACE, Karas Gallery, Kyiv; INSIDE, Karas Gallery, Kyiv

2012 — HEAT (with Volodymyr Budnikov), Grand Sculpture Salon, Art Arsenal,
Kyiv; CAPTIVATED GAZE, ARSENALE 2012, Karas Gallery, Kyiv; ARTISTS DRAW
A4, Karas Gallery, Kyiv

2014 — NPUXWNCTOK MOETA (pa3om i3 Bonogumupom byaHikoBum), ranepes
YepBoHeuopHe, KaHis; T.I., HauioHanbHuiA My3ei Tapaca LLleBueHka, Kuis;
PE®EPEHAYM MPO BUXIA 31 CKIALY NHOACTBA, Teatr Powszechny, Bapluasa;
PREMONITION: UKRAINIAN ART NOW, Saatchi Gallery, longoH; THE UKRAINIANS,
DAAD gallery, bepnin; THE DROP IN THE OCEAN, Kunstlerhous, BigeHb; THE SHOW
WITHIN THE SHOW, Mucteubkuin apceHan, Kuis; BN NNCTW, Karas Gallery, Kuis

2013 — NOBEPXHS, Karas Gallery, Kuis; BCEPEZIVHI, Karas Gallery, Kuis

2012 — CMEKA (pa3om i3 Bonogvmupom byaHikoBum), Bennkuia ckynbnTypHui

396 canoH, Mucteubkunii apceHan, Kuis; 3AYAPOBAHUN Nornaa, Nepwa Kviscbka
6ieHane Arsenale (napanenbHa nporpama), Karas Gallery, Kuis; XYAOXHUKN
MAJOKOTb. A4, Karas Gallery, Kuis

2011 — HEAT (with Volodymyr Budnikov), GuGa Gallery, Gurzuf; BOYS AND e —
2011 — CMEKA (pa3som i3 Bonogumnpom byaHikosum), ranepes 'yfa, Nypsyd; GIRLS (with Volodymyr Budnikov), Ya-Gallery Art Centre, Kyiv e
XNOMYNKN N AIBYATKA (pa3om i3 Bonogumupom bygHikosnm), ApT-LieHTp A 2010 — ART-KYIV, Art Arsenal, Kyiv e

lanepes, Knis
2010 — APT-KWIB, MucTeLbkuit apceHan, Kvis

2009 — BIAICbKOBWIN CAHATOPIW, Karas Gallery, Kuis; MPOCTI PEYI, ApT-Kuis,
YkpaiHcbkuii gim, Kuis; 3A34PICTb 10 PEAJIbHOCTI, Karas Gallery, Kuis; 3HAKW,
Bereznitsky gallery, bepnin; TOFOJIb-®ECT, ranepes Jlaspa, Kuis

2007 — APT-MOCKBA, LIBX, Mocksa; MAE BYTW, ApT-LeHTp A lanepes, Kuis;
LKIIbHA LIUTEVIKA, ranepes Paperworks, Mocksa; LUKITbHA LINTENKA,
MockoBcbka bieHane, LIBX, Mocksa; CTUMEHAIA CCN GRAZ, Tpay,

2006 — KOB3AHHS, Apt-uenTtp A Aunzaiin, Kvis; BIM3HKOKW, ranepes Atenbe
Kapacs, Knis

2005 — POXEBE MILIHE, ranepes Atenbe Kapacb, Kuis

2004 — MPOCTA JIONHA, ranepes Atense Kapack, Kuis; KUTANCbKIA

EPOTUYHUI LLIOAEHHWIK, ranepes fenbMmana, Mocksa; MPOLLABAW, 36POE,
MucTeLbkuii apceHan, Kuis

2003 — MEPLUA KOMEKLIA, LIBX, Knnis; DONUMENTA, PereHc6ypr; ENTIOXA
POMAHTWN3MY, Manaw, mucteuTs, J/Ibis

2002 — KUTAVICbKUIN EPOTUYHUIA LIOAEHHWIK, ranepes lenbMmana, Kuis;
3A CKJIOM, ranepes Atenbe Kapacsb, Kuis; AIBYUMHKA, HIMOETKA, AIBYUMHKA,
HIMO®ETKA, ranepes Rebellminds, Bepnin

2001 — POBOTW HA MATIEPI, ranepes Aninii, Kuis; XXBOTINC, O®OPT, ranepes-
atense In den Gerbgruben, Byprennena; MPEMIA BCEYKPATHCHKOT TPIEHAJIE
XKMBOMUCY, Knis

2000 — PAW, ranepes Pa, Kuis; HOBI CMIPAMYBAHHS, LIBX, Kuis; 3AMOK
YNMENILE, mixxHapoaHa pesungeHuis, LCIL Mpara

1997 — KPALLI YACW, ranepes Tagzio, Kuis; KPALLI YACW, Myszen ictopii Kvesa, Kuis
1995 — CKAPBW 3ABYTOI KPATHW, NliHkonbH-LeHTp, Hbto-Mopk

2009 — MILITARY SANATORIUM, Karas Gallery, Kyiv; SIMPLE THINGS, ART
KYIV, Karas Gallery, Ukrainian House, Kyiv; ENVY TO REALITY, Karas Gallery, Kyiv;
SIGNS, Bereznitsky gallery, Berlin; GOGOL FEST, Lavra Gallery, Kyiv

2007 — TWINS, ART MOSCOW, Karas Gallery, Central House of Artists,
Moscow; MUST HAVE, Ya-Gallery Art Centre, Kyiv; SHOOL WOOL, Paperworks
Gallery, Moscow; SHOOL WOOL, Moscow Biennale, Central House of Artists,
Moscow; SCHOLARSHIP OF CCN GRAZ

2006 — SLIDING, Ya-Gallery Art Centre, Kyiv; TWINS, Atelier Karas Gallery, Kyiv
2005 — PINK FORTIFITED, Atelier Karas Gallery, Kyiv

2004 — SIMPLE MAN, Atelier Karas Gallery, Kyiv; CHINESE EROTIC DIARY,
Guelman Gallery, Moscow; FAREWELL TO ARMS, Art Arsenal, Kyiv

2003 — FIRST COLLECTION, Central House of Artists, Kyiv; DONUMENTA,
Regensburg; AGE OF ROMANTICISM, Palace of Fine Arts, Lviv

2002 — CHINESE EROTIC DIARY, Guelman Gallery, Kyiv; BEHIND THE SCREEN,
Atelier Karas Gallery, Kyiv; GIRLS, NYMPHETTES,GIRLS, NYMPHETTES, Rebell
Minds Gallery, Berlin

2001 — WORKS ON PAPER, Alipy Gallery, Kyiv; PAINTING, ETCHING, In den
Gerbgruben Gallery, Burgenland; PRIZE OF UKRAINIAN TRIENNALE OF
PAINTING, Kyiv

2000 — PARADIZE, Ra Gallery, Kyiv; NEW TRENDS, Central House of Artists,
Kyiv; CHIMELICE CUSTLE RESIDENCE, CCA, Prague

1997 — BETTER TIMES, Tadzio Gallery, Kyiv; BETTER TIMES, Museum of Kyiv
History, Kyiv

1995 — TREASURES OF FORGOTTEN COUNTRY, Lincoln Center, NY
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