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 THEPHANTOM
OF LIBERTY




NPHBHA (BOGOAM
(CBOE, MOE, UYE, CNIALHE, BINbHE)

A Kaudy maeMHUY020 moeo,

LLlo nputide noHao piukoto 00 MeHE;
BiH 6y0e eemb 5K 5, 0BiliIHUK Bdocmomy,
I 30Bcim, ysiBU c0bi, He cxoxculi
(Binbsim bamnep €lmc)

HasBy 3ano3uueHo B Jlyica ByHtoens, siKuiA, CBOEID Yeproto, nepedpasyBaB MapKca 3 M0ro npuBuaoM,
LLLO BeLTaETLCA EBponoto. OAHAK 4S9 MEHE Liel BUCAIB HaA3BUYAaNHO TOYHO XapaKTepusye m
NiAMiHW: BUSHaHHSA NEBHUX peYyer CBOIMM 3aMilLLYETbCS barKaHHAM iX NpuBAaCHUTVREREIYYIGIEEIV I foluoH
KOMY HanexuTb cBoboaa, A06pa BONS, A0NA 1 HABITb BAACHE TiNO Ta Y/ MOMHa B3arasi HUMU BOJIOAITH,
BifOYBaAETLCA CTpALLEHHA NJyTaHWUHA.

3 0AHOro 6OKY, MEHI KOPTUTb 30CEPEANTM YBary Ha MyCcTKax, L0 YTBOPUANCS Y MiCUSX, AKi paHiwe 6ynu
y AEepXaBHili BNACHOCTI Ta NpMU3Havaancsa gns CycninbHOro KOpUCTyBaHHSA. Lii NOPOMKHUHU MaKOTb HUHI
BUIMNSA HIYMIX BiNbHUX TEPUTOPIN-OyAiBENb-NPOCTOPIB, aNe HacnpaBAi KOMYCb HanexaTb. Hepobyaosu
6e3 BiKOH, NycTupi, nopocni byasikoM nons, 3aHea6aHi 6yAnHKM abo ATKK, 3a4mMHEHi BYAMHKN KyNbTypu
TOLLO — Te, WO KoAUCb HyNno 30HOK 3aranbHOro AOCTyny, NEPETBOPUAOCA Ha CyLisIbHE BiAHIMaHHS, Ha
SAKUMINCb HEeraTUBHUIN Hebe3neyHUn NPOCTip, A€ Ha BUNAAKOBOro 3aliAy YaTyloTb HEBUAUMI Xa3sii.

CRGIe] e )sle\Al7 NPOAOBKYIO CNOCTEPiraTh 3a TUM, AK TileCHe 3a3HA€E YTUCKIB Nepepo3noainy cuMctemMu
BCepeanHi cebe X caMoi Ta K y NposiBax TiNECHOro 3aMiCTb JIIOACBLKOrO BiAHOBAIOIOTLCSA Ti caMi
paAsHCbKi CTaHAAPTK, SK TiNIo 3HOB 0O6ropoAXKYETLCA TUM CaMUM NpaBuaome

MacKkanb MneH 3acTocyBaB TEPMiH «OBrOPOAMKEHHS» A0 CUTYaLil i3 LinecnpsMoBaHOIo Ta
CMCTEMATUUYHOIO NpMBATU3ALLIED 3aranbHOr0 NPoCcTopy. OCTaHHIM YaCOM Ha 30HM 3araabHOro AOCTyny

" |BecinbHa aBTiBKa. KaHis, 2018 p. HeHauye HaHeceHa po3noaisbya CiTka CTiH abo MapKaHiB, L0 NePeTBOPIOE LiNICHNIA NPOCTip Ha OKpeMi
®oto: Katepuka Jlosraiino «nai» 3rigHo 3 KiNIbKIiCTIO BNACHMKIB, KA 3pocTaE. Ane xiba AocTyn A0 3arajbHUX NPOCTOPIB 3a

fVedding Car. Kaniv, 2018. pafsHCbKMX YaciB cTocyBascs cBoboan? Toai AepaBa NpUMYyCOBO 0bnalITOBYBana Ta mo3Havana Micus

\Photograpn: Katervna Dovhailo
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BulumnBaHka. IHTep’ep
KaHiBCbKOT Typ6asu, 1982 p.
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IBulunBaHKa. O3400N1EHHSA CTiHW
HoBobynoBuW. KaHig, 2018 p.
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3arafbHOro KOPUCTYBAHHS NMEBHUM YHiiKOBAHWM YMHOM, MOCAYrOBYUYNCH Y MPOEKTYBAHHI i 03406/1€HHI BiANOBIAHOI HOPMU, MM MOKNAAAEMOCS Ha MPUHLLAN NOAIGHOCTI, L0 361MBAE 3 MAHTENURY.
U] ololey o] ol =R o] oIa /I IZME o] sINEINVIBiMNEPiS MHOX WA Mali}Ke iAeHTUYHI NpOCTOpUW. 3arajbHe BUiAano NianopsAKOBaHICTb MEBHIN HOPMI HACTI/IbKM 3BeJIa HaHiBeLb PO3YMiHHS HOPMaNbHOCTI, WO HOpMaJibHe
npuBaTHE BLLEHT Yepes3 3aNpoBaAKEHHS EANHOIO CTaHAAPTY. TOX BiAKPUTI 3araabHOAOCTYMHI 30HM Bynn NI0ACbKE NOYMHAE BUAABATMCS 6araTtbOM MOTBOPHUM, LWIKIAANBUM, BOXEBINBHUM abo repoiyHuM.
NPOCTOPaMN BUTOHYEHOI 0 YB'A3HEHHS MNif HEBCUMYLLMM HarNsA0M 3 60Ky cucteMul

B 060x BvNaaKax CNOTBOPEHHS iAel CMiIbHOMO MPOCTOPY MEHI BBMKAETLCS HANpouya €EANHWIA NpoLec T ———

KOJIOHi3au,ii iHAnBIAyanbHOro (BapTo 3a3HaYnUTK, L0 y pasi «06ropoaKeHHs» NprMBaTHE 30BCIM He

LOPIBHIOE iHAMBIAYaNnbHOMY). HenoginbHe iHAMBIAYanbHOro HapaMaeTbCa Ha HebesneKy posnoainy Ta Mpawiooumn Haj Cepieto, A BUOKpeMUa Ansa cebe AEeLLo Ha KLITanT CBOEPIAHOIO Nopora JII0ACLKOro,
npubopkaHHs, 60 caMe iHaKLWICTb, KON Y Hili IHAMBIAYYM BU3HAE CBOE, BM3HAYAE MO0 NPUYETHICTb T06TO 0COB/IMBUX YMOB, 3@ AKMX MU MOXKEMO 10ro 6aunTu. Haue aewo BinbyBaeTbCs Nifd vac

[10 IOACBKOr0 K MHOXMWHW NOACTBA Y €EAHOCTI. TOX 06MABI TEHAEHLLIT — «CTapa» | «KHOBa» — BUKOHAHHS JIIOAVHOI0 NEBHUX YPOUNCTUX abo HaBnaKku — HeObXiAHUX i NOBTOPIOBaHMX ByAEeHHNX
nepenbavaloTb NPUMYCOBUIA HAMIAL 33 BiJIbHUM MPOCTOPOM. Baiiayske, uu Lie 3arasbHOA0CTYMHi AN i3 HANOBHEHHAM LMX BUAIB AiANbHOCTI OKPEMMUM CEHCOM. Take 3aKiafaHHs CEHCY BCepeaunHy Ail
MalAaHUYMKN 3 HACUNBbHULBKMMUX NpaBuaamMm, 3anpoBagKeHUMN CUCTEMOLID, YN FeTTO KENITHOro MOXe ByTu MalmHanbHUM abo CBiAOMUM, KON NI0AMHA abo NnLle BBAMXAE, LLO A0NAE IMAHEHTHICTb
¥uTna» — B 060X BUNagKax cycnifbHe 6yTTa pernaMeHTyeTbCs 330BHi, @ Maca OKPEMUX CTAaTUCTUYHUX yTunitTapHoi byaeHHOCTI, abo  Hacnpasai Aonae ii. K Ha MeHe, NIOACbKe Y LUMX BUNaAKkax abo

«OAVHUWLb HaceneHHs», Wwo 6a3yeTbCs Ha NPUHLMMI YHOPMOBAHOI OAHAKOBOCTI, 3aNepeyye XUBUN
«aroHi3M» CnifibHOTY 3 YCI€EI0 Ti CKNAAHO, CYyNepeYaMBOI0 Ta KOHONIKTHOW CTPYKTYPOIO. (=Tl lolilAELL]
HamaratTbCs 3aTUCHYTW Y Taki cobi «newaTta, 3adikcyBaTtu i ineonoriuHo abo NnpueaTMsyBaTu.

BUIAETHCA Ti/IbKM CXOMMM Ha TaKe, abo K, HaBMaKku, BUCBITIIIOETbCA CKPABO, ONPUABHIOOUMNCh.

loai 3anepeuvyBaty, WO A po3rnisgana TeMy Kpisb 0CO6IMBOCTI Ta CTaTyC *KiHOYOr0, iKe 51, OAHaK, He
BWOKPEMJIHOBAJA, @ pajillie 3ayBaKyBaa ik BaXKJIMBUA MapKep CTaHy NIOACLKOro B3araJii. hlisleEl:H
a came Moro ocobamnBa TiNECHICTb, HAKMHYTI CyCNiNbCTBOM 06’EKTUBOBAHICTb, MiANOPSAAKOBAHICTb Ta
iIMaHEHTHICTb BUAAKOTLCA MEHI YaCOM TOYHUMUK MeTadopaMm MapriHaibHOro CTaHOBULLLA NHOACHKONO,
KOJIN Te HAaBaXYETbCA KNPUNHATU NPONO3ULLIT» CUCTEMWN.

Yepes 3aHaaTo 06TSKANBMIA Ta 60NICHO-3HANOMUI AOCBIA BiAMOBM 11 32a60pOHM MU NPU3BUYAINNCS
BIAHAXOAUTM B OOMENKEHHAX NEBHY KUTTEAANHY PYLUIAHY CUAY | HACHArY, TOX, KOAN panToM CTUKAEMOCS
3i cB060A0I0, NOYYBAEMOCS BKpai po3rybneHuMun. CnoHTaHHI NPOSiBU IIOACLKOCTI 3BUYHO NpUpeYeHi

cinatucs Mix ABOMa BapiaHTaMu 3aMicTb 06paTu TpeTiin, AecATuin abo e SKuick. Nybnsunce y nowykax Cepisi CKIAAAETbCS 3 ABOX YACTUH, Y IKNX TEMY PO3KPUTO HEHaue 3 PisHUX BOKIB. Y NepLIOMY 3 LMKNIB
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po6IT 5 306pasunna KOHKPETHI iHTep’epU 3aKOHCEPBOBAHOT MOPOMKHbLOT BYAIBNI MOKMHYTOT KaHIBCbKOT BuMipu. IHTED’EpY 3aKOHCEPBOBAHOT by AiBAI 1l

. . . Typbasu, nobynosaHoi y 1982 p. KaHis, 2018 p,
Typ6a3V| (Ha OAHOMY 3 NOBEPXIB AKOI, A0 pedl, 4 CTBOpPtOBaJia I'IpOEKT), a NoToMYy, BXe 3 orndany Ha YMOBU

Ta 06MEeKeHHs HasBHMX 306paKeHb KiMHaT, CXO4iB i KOpMAOPIB, AoAABaNa TyAM Take, Lo abo Moxe
ByTV NOACBKMM, abo Konch Byno HMUM, abo X iMLIe CXOMe Ha Hboro. NSt APYroro UMKy 3 YHOTMPbOX
PO6IT 5 BUKOpKCTana BAaCHI KinbKapiuHi CNOCTEPEKEHHS 3@ KaHIBCbKMMW BECINNAMU, SIKi nepeTBopuna
Ha 3006paKeHHs y3arafbHEHUX PUTYaNbHUX YPOUMCTOCTER. ATPUBYTH Cy4aCHMX BECINbHUX CBATKYBaHb
NMOPOANNM Y MEHE acoLiaLii 3 KNIaCUYHMMK 306paXKEHHAMU LIePEMOHIaIbHUX PUMCbKUX NPOLECiin abo
(ICER:EIVCIEENIM TaKMM UMHOM NIIOACHKE BUMPOOOBYETHCS B yMOBax 0bMexeHb Ta 3abopoH Cuctemu abo
3BMUalo. B 060X YacTMHaAX NPOEKTY BKA3aHO Ha aKT CBOEPIAHOT NOMKEPTBU — pO3TPATy BECINBHOI0 NoTiauy

A 3iCTaBJIAO 3 6y[l,eHHI/IM HaCuUnnaMm CUCTeMun, Konny pOJ'Ii KePTBU B¥KE ONMNUHAETLCA, BlaCHe, N0ACbKE.

3’ABM NIOACBKOI0 Ha NOBEPXHI, L0 A HAa HUX NUIbHYI0 B poboTax, y penpecrMBHMUX YyMOBaX HOPMMK
MOXYTb HabyBaTh pisHMx GopM. Tak, HanpuKaaa, ONUCK NPOSIBIB CEKCyaNbHOCTI CBATOI Tepesn abo
cBsTOl KaTpiH 3 ii yaBHOI 06pyuKoto 3 06pisaHOi KpariHbOT NA0Ti XpUCTa, HaBeAeHi y «[pyril cTaTti»
CuMOHM pe boByap, NPOABASAOTLCA KPi3b KPaMHIO pPenirinHy ek3anbTOBaHICTb, KA, CBOEID Yeproto, He
Ma€ OAHOro CTOCYHKY A0 cybnimauii. ToX A Bonina 6 YHUKHYTU EAMHOIO TpaKTyBaHHA NEBHUX Qiryp y
poboTax cepii — OKpeMi 06’eKT MOKYTb NMOCTABATU K AELLO0 NOAIbHe A0 TiNEeCHOro, K TilecHe (Te caMe
JIIOACHKE, AKLLO MU KaXeMO MpOo NposiBY), L0 Habyno neBHOT popMu, abo K SK MeTadopa JIloACLKOro

T i hOPMY Ha NpOTMBAry CyBopil BUSHAYEHOCTi OTOYEHHS. 3rifAHO 3 UM hnERVIERTE
HaA3BUYAHO Ba*KNMBE NPUCKINAMBE CTaBNEHHS A0 PO3Pi3HAHHA NOAIOHOCTI 1 OAHAKOBOCTI, KOAK
nepLia Mae Ha yBasi iHaKLWiCTb, a Apyra NPUCNYroBYETbCA HOPMIH
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Malixe B yCix poboTax 8 BUKOPUCTOBYBaa eNeMeHTN 034061eHHA TUMOBMX PaAsHCbKUX iHTep’epiB

i3 XapaKTepHMM NOAINOM CTiH Ha BEPXHI0 6iNly YaCTUHY Ta HUXKHIO, 3a3BMYal nodapboBaHy ONilHOM
bapboto y «raMiBHUIA» BpYyAHWUIA KONip NaHenewn, i3 AeKOpYBaHHAM TiICHMX NPUMILLLeHb «Mig nanauy,
KOJIN, HanpuKkaaz, poJib KUIMMa Ha CX0Aax BUKOHYBaJsa iMiTalinHe dapbyBaHHA caMmux cxXoAiB. [IICELs
pob0TK A 3ayBarKMIa CXOXKiCTb BEPXHbOIO Kpato TUMOBUX CTIHHUX NaHeNewn 3 NiHielo ropn3oHTy. Llel

nodapboBaHUiA FOPM30OHT CTaB AJI MEHE BOAHOYAC i 3arpO3/IMBOO 03HAKOHD, | METaPOPOIO CUCTEMMN.
PO3yMiHHS HOPMK Yy paAsitHCbKOMY ByAiBHUUTBI A NOpPiBHANA 3 TENEPILUHIM CUMBOJIIYHUM BTIIEHHAM
HOPMW y NapaMeTpax aBToMobinsa (y Moix BeCinnax BiH 3aMiHIOE PUMCbKY CBATKOBY KONICHULLIO).
[Ku1n, NpyKpalweHuii ANs BECINNS, HECNOAIBaHO BUSBMBCA NOAIGHUM A0 KaTadasika — TaKoX NEBHOT
OAMHULL HOPMU, CMiBPO3MipHOT NapaMeTpam AtoACbKOro Tina. LERISZI o] Myl s 1as T bR s (el os]VAY -1
ntoaceKe (TiNo, BUMHKKU, B3AEMUHM) YAHUTD NPOTUNEKHE: Y PAAAHCBKMX MPUMILLLEHHSAX, A€ NPOCTOpPKU
NpopaxoBaHo Nif MiHiManbHi NOTPebW NOAMHK, NIOACBKE NOTEPNAE, @ CBATKOBA aBTiBKa, MPMCTOCOBaHa
10 PO3MIpiB JIIOANHW, HAaraaye npo cMepThb.

B ycix poboTtax cepii Ma€ BiauyBaTUCs aTMOCchepa 3aayxu Bif BiACYTHOCTI BUXoAy TaM, Ae Noro
3a3BMYUail LLYKAOTb — HEMAE aHi ABEpPEli, aHi cnpaBXHbOro HE6OKpatlo. BUIATM Ha BOJIIO MOMINBO TiIbKM
Kpi3b NOACbHKE, TaM, e BOHO €, | TaM, Ae MW 34aTHi MOro BnisHaTu.

Bnapa Panko
KuiB — KaHiB, yepBeHb — BepeceHb 2018 p.

IHTEep’ep 3aKOHCepBOBaHOI byaisni Typbasu,
nobynoBaHoiy 1982 p. KaHis, 2018 p.

Interior of a shut-down tourist lodge
constructed in 1982, Kaniv, 2018



THE PHANTOM OF LIBERTY
(ONE’S DWN, MINE, ALIEN, SHARED, FREE)

I call to the mysterious one who yet

Shall walk the wet sands by the edge of the stream
And look most like me, being indeed my double,
And prove of all imaginable things

The most unlike, being my anti-self

(William Butler Yeats)

Irep ep 33KOHCEPBOBaHOI ymBﬂiTypaw - U R I'm borrowing the title from Luis Bufiuel’s movie, which, in its turn, is a paraphrase of Marx’s adage
nobyaosaHoi y 1982 p. Kahis, 2018 p. 1 J ] . . . . .
about the specter of communism haunting Europe. For me, this expression is a very good description
JllsEIprocess of substitution: instead of acknowledging certain things as belonging to us, we yearn
oX]oJolge)oJdEXRUlne. The issue of who owns freedom, goodwill, fate or even one’s own body — and
whether anybody can claim ownership of these things at all — has become a horrible muddle.

Interior of a shut-down tourist lodge
H Q 3 . Q

On the one hand, I'm tempted to focus on deserted spaces that emerged on previously state-owned
sites that were once intended for public use. These voids might seem to be free territories, buildings or
spaces, but in reality they do have owners. Formerly open to the public, these abandoned, windowless
construction sites, wastelands, unkempt houses or booths, locked up centers for culture and other
locales of this sort have become dangerous negative spaces of perpetual reduction where invisible
Masters lurk in wait for those who might accidentally stumble onto their land.

(Ol R CReI[IMETICMT keep seeing bodies repressed by the system that undergoes internal redefinitions,
or expressions of the physical (instead of the human) bring old Soviet standards back to life; bodies

Pascal Gielen has described the purposeful and systematic privatization of common spaces as
“enclosure.” Continuous common land has lately been transformed into discrete “enclosures” of
the growing number of owners, marked up with a grid of walls or fences. But did Soviet-era access
to common spaces have anything to do with freedom? At the time, the state forcibly assigned
certain spaces as public and imposed a unified design on them, applying rigid norms to the planning




1 byKeT i3
koBbac. KaHis, 2018 p.

A wedding bouquet of B8
sausages. Kaniv, 2018

[leHb HesaneXHoCTi YKpaiHu. NMoKnafaHHS KBITiB
Ha moruny T. I. LWeByeHKa B KaHesi, 2018 p.

ence Day of U ne. Laying flowers
jve of Targ K i 0

ClaleRe el ile e s SRl Virtually identical spaces proliferated across the empire, and the
introduction of a unified standard led to the common corroding the private. Besides, common spaces
turned into glorified incarceration areas under the system’s watchful eye.

I see the same process of colonization of the individual in both scenarios for the distortion of the

idea of common spaces (it is worth noting that in the case of enclosures, the private does not equal
the individual at all). The indivisible individual is at risk of being divided and tamed because it is

the otherness, once each individual recognizes it as his or her own, that defines their belonging

to humankind as a plurality in unity. Both trends, the old and the new alike, presuppose enforced
surveillance of free spaces. It does not matter whether we are dealing with common land on which
the authorities have imposed prescriptive rules, or with the ghettoized gated communities of “elite
residential complexes”: either way, public existence comes to be defined from without. The mass of
discrete statistical “population units” steeped in the principle of standardized uniformity supports the
roiling “agonism” of a community, with its complicated, contradictory and conflict-laden structure.

Freedom, it seems, is being squeezed by the “vice” of ideology, or else privatized.

Weighed down by the painfully familiar experience of rejection and prohibitions, we have learned to
find certain bracing impetus and inspiration in limitations; suddenly confronted with freedom, we
feel at a loss. Spontaneous expressions of humanity are usually doomed to oscillate between the

two options instead of choosing the third, tenth, or umpteenth way. Lost in search of an appropriate
norm, we rely on the misleading principle of similarity. [NgdiildEU\Ala]sle:Ts Welelga R s E\=N 0 ale [cIg0eT[a[-Ts Mol
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BuMipwu. IHTep’epu 3akoHCepBOBaHOT byaiBi b i -tml
Typbasu, nobynosaHoi y 1982 p. KaHis, 2018 p. Y Rl |
Dimensions. Interiors of a shut-down tourist Wy !
lodge constructed in 1982, Kaniv, 2018 bl
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M’acHWUIN pyneT. CTOpPiHKa 3 KyJliHapHOI
KHUMM «[oNbCbKa KyxHA», 1959 p.

Meat Roll. A page from the cookbook
I. i ‘ H o Q Q

understanding of normalcy to such a degree that normal human phenomena have come to be viewed
by many as ugly, pernicious, heroic or insane.

While working on this series, I have singled out something like the threshold of humanity, or the
conditions, that is, under which it becomes visible. Something seems to happen when people perform
certain solemn or, to the contrary, necessary repetitive quotidian actions: something that fills these
activities with separate meanings. The act of ascribing meaning to actions, when an individual believes
to have overcome the immanence of the utilitarian quotidian, or has indeed overcome it, can be either
instinctive or conscious. In my opinion, in these cases humanity appears as either its lookalike, or, to
the contrary, comes forcefully to the surface.

There’s no denying that I approached this topic within the framework of the peculiarities of the

feminine status; granted, I did not single it out, noting its importance as a signifier of the human state
CER I M CESMT sometimes think that femininity, with its attendant special physicality, objectified
status, subalterity and immanence imposed by society, is a good metaphor for marginality of the
human condition as such once it dares to “accept the offer” of the system.

The series is subdivided into two parts that approach the theme from different perspectives. In
the first series, I depicted the interiors of an abandoned sanatorium in Kaniv (coincidentally, the

Pn6Huii pynet. CTopiHKa 3 KyaiHapHoT

KHUMM «onbCbKa KyxHA», 1959 p.

Fish Roll. A page from the cookbook
bolich Cuicing 1959

project was created on one of its floors) and then added, based on conditions and limitations of its
rooms, stairs and corridors, the things that may seem human, have been human, or only resemble
humans. The second series, comprised of four works, is based on several years’ observations of

Kaniv weddings, which I have transformed into a representation of ritualized celebrations as such.
The attributes of contemporary wedding celebrations are evocative of the classical imagery of
ceremonial Roman processions or bacchanals. JEEOICRITGERIVAEFR GRS Clils R R R Kol T[T 1 le]g 1S
or prohibitions imposed by the System or the Customs. Both parts of the project point to an act of
sacrifice, so to speak: I draw parallels between wasteful wedding potlatchs and the system’s quotidian
violence, where humanity as such becomes victim.

The superficial expressions of humanity I'm tracking in my works can take on different forms under the
repressive conditions of the norm. For example, descriptions of sexuality in the works of St Theresa, or
St Catherine with her imaginary wedding ring of Christ’s foreskin, as described in The Second Sex by
Simone de Beauvoir, stem from extreme religious exaltation, which, in its turn, has nothing to do with
sublimation. Therefore, I would like to eschew a definitive interpretation of certain figures in the series:
some objects may appear to resemble flesh, to be fleshly (another expression of humanity), or to
serve as a metaphor of human nature made manifest in its unconstrained form in juxtaposition to the
codified surroundings. Accordingly, IREIBERENS 1< leRe ISl s[ailo sl o ANl s Rd o LR Ia el ETR=Tg Lol
the identical (the former presupposes differences, whereas the latter serves the norm)f

Most of these works adopt elements typical of Soviet interiors: recognizable walls with their upper part
painted white, and the lower part traditionally painted into a dirty “restrictive” shade with oil paint;

el
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palatial decorations of cramped quarters, with carpets on the stairs
replaced with imitative paint on the stairs themselves. \Vsl=ldRWelg (s Neld!
the project, I noticed that the upper part of typical wall panels reminds
me of the horizon, and this painted horizon became both an ominous
Sl ERUEEl IR R U R CluR{IdulEl I'm drawing parallels
between the notion of the standard in Soviet construction and cars
as the contemporary symbolical embodiment of the standard (in my
weddings, they are always a stand-in for Roman ceremonial chariots).
An SUV decorated for a wedding is startlingly similar to a hearse,
another standard unit commensurate with the dimensions of a human
oJels)ATherefore, all attempts to standardize human bodies, actions
or relations accomplish the opposite: Soviet buildings calculated to
satisfy minimal human needs rankle humankind, and a celebratory car
designed to fit human dimensions reminds viewers of death.

The realization that the exit is not where most would go looking for it in-
stills the suffocating atmosphere in all works of the series. There is not a
door, nor a real skyline in sight. We can only break free through humani-
ty, wherever it is present and wherever we are capable of recognizing it.

Vlada Ralko
Kyiv — Kaniv, June — September 2018

BuMipu. IHTep’epu Typbasu,
nobynosaHoiy 1971 p. OctpiB Bupiounii,
2018 p. (poTo: AHAapin JloboB)

Dimensions. Interiors of a tourist lodge
971. Byriuchyi Island,
g
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MpumieHHs CNOB'AHCbKOI MiCbKOT paau,

SKi NPOpPOCiiCbKi 036pOo€eHi opMyBaHHS "z
BUKOPVCTOBYBaW AK HE3aKOHHI Micus no3baBneHHA SR
BoJii (doTO 3i 3BiTY KOaniuii «CnpaBeanuBicTb #‘L ]
3apaan Mupy Ha [loHb6aci», 2015 p.) .

The premises of the Slovyansk City Council, which | * ]

were used as illegal places of deprivation of liberty ks &

by pro-Russian armed groups (photo from the
"Jyctice for Peace at the D " 20




«nig nanau». Kawis, 2018 p.

A wall of an abandoned tourist lodge,
decorated “palace-style.” Kaniv, 2018
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Bumipu. IHTep’epu Typbasu,
nobynosaHoiy 1971 p. OcTpis Buptounis,
2018 p. (poTo: AHApii JloboB)

Dimensions. Interiors of a tourist lodge

constructed in 1971. Byriuchyi Island,
018 (photo: Andrii Lobg
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200x300, onif Ha NONOTHI
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Untitled, 2002
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Motor, 2011
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BikoHHI rpaTu, paasHCbKa Typbasa
81971 p. Octpis Buptounii, 2018 p.
¥

Window Grating, a Soviet tourist
lodge 1971, Byriuchyi Island, 2018




BecinbHui noisa. Ekcnosuuis «Ceoboaa Ta i
npueuna» y 3anax YepsoHe4opHe B KaHesi, 2018 p.

Wedding Procession. Freedom and Its Phantom
exhibition at ChervoneChorne Gallery in Kaniv, 2018
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200X300
0J114, MAPKEP HA NOJIOTHI

200X300
OIL AND FELT-TIP PEN ON CANVAS
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200X300
0J114, MAPKEP, OJIIBELLb HA NOJIOTHI

= PROCESSION

200X300
OIL, FELT-TIP PEN AND PENCIL ON CANVAS
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200X300
OJ1I4 HA NOJIOTHI
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OIL ON CANVAS
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Ekcnosuuisa «CBobopa Ta ii npuBma» y ..1'1 !
3anax YepsoHeYopHe B KaHesi, 2018 p.

Freedom and Its Phantom exposition at

ChervoneChorne Gallery in Kaniv, 2018




ECI'I03VILliﬂ «CBobopa Ta il npuBua» y
3anax YepsoHeYopHe B KaHesi, 2018 p.

Freedom and Its Phantom exposition at
ChervoneChorne Gallery in Kaniv, 2018




Ekcnosuuis «CBoboaa Ta ii npusua» y
3anax YepsoHeYopHe B KaHesi, 2018 p.

Freedom and Its Phantom exposition at
ChervoneChorne Gallery in Kaniv, 2018



Ekcnosuuis «CBoboga Ta it npuBua» y
3anax YepsoHeYopHe B KaHesi, 2018 p.

Freedom and Its Phantom exposition at
ChervoneChorne Gallery in Kaniv, 2018




L E
Ekcnosuuis «CBoboza Ta 1f NpuBMa» y
3anax YepsoHeYopHe B KaHesi, 2018 p.

Freedom and Its Phantom exposition at
ChervoneChorne Gallery in Kaniv, 2018
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Bauyy uwocb, 2018 p., 150x150, onist Ha nonoTHi / I See Something, 2018, 150x150, oil on canvas

ABi ronosu, 2018 p., 150x150, onis Ha nonoTHi / Two Heads, 2018, 150x150, oil on canvas



Bepx-Hu3, 2018 p., 150x150, onia Ha nonoTHi / Up-Down, 2018, 150x150, oil on canvas 3aMKHeHo, 2018 p., 150x150, onis Ha nonoTHi / Closed, 2018, 150x150, oil on canvas







CaHu4ipKa, 2018 p., 150x150, onist Ha nonoTHi / Rug, 2018, 150x150, oil on canvas
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LOo6pe BnopsiakoBaHe, 2018 p., 150x150, onisi Ha nonoTHi / Well Ordered, 2018, 150x150, oil on canvas






Horopwu, 2018 p., 150x150, onis Ha nonoTHi / Upwards, 2018, 150x150, oil on canvas
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KimHaTa, 2018 p., 150x150, onist Ha nonoTHi / Room, 2018, 150x150, oil on canvas He 9, 2018 p., 150x150, onisi Ha nonoTHi / Not Me, 2018, 150x150, oil on canvas
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Cxoawu, 2018 p., 150x150, onist Ha nonoTHi / Stairs, 2018, 150x150, oil on canvas NoBepxHs, 2018 p., 150x150, onis Ha nonoTHi / Surface, 2018, 150x150, oil on canvas
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KoBapa Ta cokupa, 2018 p., 150x150, onist Ha nonoTHi / A Blanket and an Axe, 2018, 150x150, oil on canvas
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IHTep’ep BUCTaBKOBOrO NpOCTOPY l-lepBOHe“I0[5I:|e,
nepebynoBaHoro 3 paasHCcbKoi inanbHi 1982 p. Kawis, 2018 p.

Interiors of ChervoneChorne exhibition hall, converted from
a 1982 Soviet diner. Kaniv, 2018 p.



Ekcrnosuuia «Csoboga Ta i npusua» y
3anax YepsoHeYopHe B KaHesi, 2018 p.

" |Freedom and Its Phantom exposition at
ChervoneChorne Gallery in Kaniv, 2018




PoboTu 3 cepii «[pnBua cBoboan» Ha BUCTaBLL
Cgiin npocTip. PinchukArtCentre, Kuis, 2018 p.
(doTo HamaHo PinchukArtCentre)

Works from Phantom of Liberty series at
A Space of One’s Own. PinchukArtCentre, Kyiv,

018 (photo by PinchukA entre

NEKCnosuuis «CBoboga Ta il npuBua» (pasom i3
B. byaHikoBuM) y 3anax YepBoHeYopHe B KaHesi, 2018 p.

Freedom and Its Phantom exposition (with V. Budnikov)
1' at ChervoneChorne Gallery in Kaniv, 2018



Lipka, 2018 p., 40x50, onis Ha nonoTHi / Hole, 2018, 40x50, oil on canvas KyT, 2018 p., 40x50, onis Ha nonoTHi / Corner, 2018, 40x50, oil on canvas
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Mexa, 2018 p., 40x50, onist Ha nonoTHi / Margin, 2018, 40x50, oil on canvas Koeapa, 2018 p., 40x50, onis Ha nonoTHi / Blanket, 2018, 40x50, oil on canvas
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CknajgKa, 2018 p., 40x50, onist Ha nonoTHi / Crease, 2018, 40x50, oil on canvas Kopuzaop, 2018 p., 40x50, onist Ha nonoTHi / Corridor, 2018, 40x50, oil on canvas
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NepenoHa, 2018 p., 40x50, onis Ha nonoTHi / Barrier, 2018, 40x50, oil on canvas CriHa, 2018 p., 40x50, oniss Ha nonoTHi / Wall, 2018, 40x50, oil on canvas




KiMHaTa, 2018 p., 40x50, onift Ha nonoTHi / Room, 2018, 40x50, oil on canvas He TyT, 2018 p., 40x50, onis Ha nonoTHi / Not Here, 2018, 40x50, oil on canvas
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Ctop. 128-133 - I3 cepii NepcoHanbHi Aii, 2018 p., 70x100, akBapenb Ha nanepi / Pages 128-133 - From the Personal
Actions series, 2018, 70x100, watercolors on paper
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13 cepii NepcoHanbHi aii, 2018 p., 70x100, akBapenb Ha nanepi / From the Personal Actions series, 2018, 70x100,
watercolors on paper



I3 cepii NepcoHanbHi aii, 2018 p., 70x100, akBapenb Ha nanepi / From the Personal Actions series, 2018, 70x100,
watercolors on paper

 INTAYUNIA MadAaHuKK,
ocTpiB buptounii, 2018 p,|

Playground, Byriuchyi
Island, 2018
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Mg yac npaui Haa,
npoektom «Mpusng
cBO6OAN». XyLOMKHI
MalncTepHi pesunaeHLil
YepBoHeYopHe B byaisni
NOKWHYTOT paAsiHCbKOT
Typ6asum 1982 p. doto:
BaneHTuH KysaH, 2018 p.

While working on the
Phantom of Liberty
project. A studio of
ChervoneChrone in an
abandoned 1982 Soviet
tourist lodge. Photograph:




Mig yac npaui Haa npoekToM «Mpueuna cBoboan». XyLOMHi
MaliCTepHi pesnaeHLii YepsoHeYopHe B byAiBni NOKMHYTOI
paasHCcbKoi Typb6asun 1982 p. doTo: Maeno Masaii, 2018 p.

While working on the Phantom of Liberty project. A studio
of ChervoneChrone in an abandoned 1982 Soviet tourist
lodge. Photograph: Pavlo Mazai, 2018
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fcB060AN». XyA0KHI MaiCTepHI
pesunaeHLii YHepsoHeYopHe B byaisni

of Liberty project. A studio of
EChervoneChrone in an abandoned
1982 Soviet tourist Iodge.
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MMig yac npaui Hag NPOeKToM «[1pnBuUA CBODOAM.
XynoxHi MailcTepHi pesungeHuii YepeoHeYopHe B
6yAiBNi NOKMHYTOI paasHCbKoT Typbasu 1982 p.
doT10: BaneHTnH KysaH, 2018 p.

While working on the Phantom of Liberty project.
A studio of ChervoneChrone in an abandoned
1982 Soviet tourist lodge. Photograph: Valentyn
Kuzan, 2018



Bnaaa PanKko Hapopunacsa 1969 poKy B Kuesi. B 1987 poui 3akiHuMna PecnybnikKaHCbKY Xy[,0MKHIO
cepepHio wkony im. T. I LLleBYeHKa, B 1994-My — HauioHanbHY aKaaeMilo o06pasoTBopyoro
MUCTeLTBa Ta apXiTeKTypu (MalictepHs npo¢. B. WaTaniHa). YneH HauioHaNbHOT CNiJIKN XY BOXXHUKIB
YKpainu 3 1994 poky. }uBe Ta npautoe B Kuesi.

BunbpaHi BUCTaBKU

IPLRE] PEBONOLIOHYIMO!, MucTeuskuii apceHan, Kuis; CBIN MPOCTIP, PinchukArtCentre, Kuis;
CBOBOJA TA II NPUBWA, ranepes YepsoHeYopHe, Kanis; MTEPMAHEHTHA PEBOJIFOLIA, Mys3ei
Nwopsura, byaanewT; PE3EPB, HauioHanbHWniA My3ein KuiBCbKka KapTuHHa ranepes, Knis; AHATOMIA,
Opecbkuin XyooxHin mysein, Opgeca

IO KIBCbHKA LLIKOJIA — KMIBCbKA BIEHAJIE 2017; TP KPOKW (pa3om i3 BonoauMmnpom
ByaHikoBuM), LUBX, Kuie; BJIN3bKE CEPEL 3ABYTOIO, Voloshyn Gallery, Kuie

PARIS HALLE HAUIOHANBHE TIN10, HauioHanbHMi My3ein Tapaca LleBueHka, Kuis; XYALLUKONA,
HauioHanbHWIA My3ei pocilicbkoro mucteuTsa, Kuis; JIIHIA PO3MEMYBAHHSA (pa3oM i3 BosiogMmnpom
ByaHikoBuM), ranepes YepsoHeYopHe, KaHiB

PR < 11BCHKA LLKOJIA — KMIBCbKA BIEHAJE 2015, Kuie; HA MEXKI, PinchukArtCentre, Kuis;
OUR NATIONAL BODY, Galeria Arsenat, binoctok; YKPUTTS, ranepest YepsoHeYopHe, KaHiB; YABA.
PEANIbHICTb, HauioHanbHUIM yKpaiHCbKMiA My3eit, Knie; LEST THE TWO SEAS MEET, Museum of
Modern Art, Bapiuaga; IV OaecbKa 6leHane cydacHOro MMCTeLTBA, OCHOBHMIA NPOoeKT “Manifesto”,
Mysei cyyacHoro mucteursa Ogecu

PR 11PVIXVICTOK NOETA (pasoM i3 BonoaummpoM ByaHikosum), ranepes YepsoHeuopHe, Kawis; T. T,
HauioHanbHMin My3ei Tapaca LUesueHka, Knis; PEQEPEHAYM MPO BUXILA 31 CKNIALY NKOACTBA, Teatr
Powszechny, Bapwasa; PREMONITION: UKRAINIAN ART NOW, Saatchi Gallery, loHaoH; THE UKRAINI-
ANS, DAAD gallery, bepnin; THE DROP IN THE OCEAN, Kunstlerhous, BiaeHb; THE SHOW WITHIN THE
SHOW, MucTeubKnii apceHan, Kuis; BINII INCTW, Karas Gallery, KuiB

pAoR ] NOBEPXHSA, Karas Gallery, Kvis; BCEPEAWHI, Karas Gallery, Kuis

P {0 P4 CIEKA (pa3soM i3 Bonogmmumpom byaHikoBuM), BennKuii CKyNbNTYPHUI CanoH, MUCTeLbKNi
apceHan, Knis; 3AYAPOBAHWI NMOMNAA, Nepwa Kuiscbka bienane Arsenale (napanesibHa nporpama),
Karas Gallery, Kni; XYAOXKHUKWN MANOKOTb. A4, Karas Gallery, Kuis

ISRl CNEKA (pasom i3 Bonoanmumpom ByaHikoBuM), ranepes yla, fyp3yd; XJ0NYMKN N AIBYATKA
(pasoM i3 BonoaumunpoM ByaHikoBum), ApT-UeHTp 9 Manepes, Kuie

IR0 APT-KNIB, MucTteubkuii apceHan, Kuis

PIOE] BIICLKOBWIA CAHATOPIN, Karas Gallery, Kuis; MPOCTI PEYI, ApT-KuiB, YKpaiHCbKuii AiM, Kuis;
3A34PICTb 40 PEANIbHOCTI, Karas Gallery, Knie; 3HAKW, Bereznitsky gallery, bBepniH; FOI0J1b-®ECT,
ranepes Jlaspa, Knis

p{oJod APT-MOCKBA, UBX, Mocksa; MAE BYTW, ApT-ueHTp A lNanepes, Kuis; LUKIJIbHA LUUTENKA,
ranepest Paperworks, Mockea; LUKIJIbHA LMIENKA, MocKoBCbKa bicHane, LIEX, Mockea; CTUMEHAIA
CCN GRAZ, pay,

PP KOB3AHHA, ApT-ueHTp A AunszainH, Knie; BJIN3HKOKW, ranepes Atenbe Kapacb, Kuis
P80l POXKEBE MILHE, ranepes Atenbe Kapacb, KuiB

YOO NPOCTA NIOAVHA, ranepes Atenbe Kapacs, Kuis; KUTANCbKWA EPOTUYHWIA LLOJEHHWK,
rasepes lenbMaHa, MOCKBa; NMPOLLABAW, 36POE, MUcTeLLbKMiA apceHan, Kuis

ple]o)] MEPLLA KONMEKUIA, UBEX, Knis; DONUMENTA, PereHcbypr; ENMOXA POMAHTW3MY, Manau,
MUCTeUTB, JIbBiB

PP KN TAICbKWIA EPOTUYHWNI LWOAEHHWK, ranepes lenbmana, Kuis; 3A CKJIOM, ranepesi ATenbe
Kapacsb, Kuis; AIBYNHKA, HIMOETKA, AIBUNHKA, HIMOETKA, ranepes Rebellminds, bepniH

IPLIE] POB0TY HA NAMEPL, ranepes Aniniit, Kuis; YXMBOMWNC, ODOPT, ranepes-atesbe In den Gerbgru-
ben, Byprennena; MPEMIA BCEYKPAIHCbKOI TPIEHAJE KNUBOMWCY, Kuis

2000 YR ranepes Pa, Kuis; HOBI CMMPAMYBAHHA4, LBX, Knis; 3AMOK YWAMEILE, MiXHapoaHa
pesngeHuis, LCI, MNpara

IEENA KPALLL YACH, ranepes Taasio, Kuie; KPALLI YACW, Myseii icTopii Kuesa, Knis
IEEE CKAPBEW 3ABYTOI KPAIHW, NiHKoMbH-LEHTP, Hblo-Vopk



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

Selected exhibitions

IR Revolutionize!, Art Arsenal, Kyiv; A Space of One’s Own, Pinchuk Art Centre, Kyiv; Liberty and its
Phantom (with Volodymyr Budnikov), Chervonechorne gallery, Kaniv; Permanent revolution, Ludvig
museum, Budapest; Reserv, Kyiv National Picture Gallery, Kyiv; Anatomy, Odessa Art Museum, Odesa;
Fashion Show, Voloshyn Gallery, Kyiv

pJojW4 Holiday Canceled! - Exhibition of the Kyiv International — Kyiv Biennale 2017, Kyiv; Three steps
(with Volodymyr Budnikov), Central House of Artists, Kiev; Imminent amongst forgotten, Voloshyn
Gallery, Kiev

P{OI] Our national body, National Taras Shevchenko museum, Kyiv; Art school, National museum of
russian art, Kyiv; Contact line (with Volodymyr Budnikov), Chervonechorne gallery, Kaniv

The school of Kyiv - Kyiv Biennial 2015, Kyiv; On the board, Pinchuk Art Centre, 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

PR T.H., 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

p{oRe] Surface, Karas Gallery, Kyiv; Inside, Karas Gallery, Kyiv

plojP] Heat (with Volodymyr Budnikov), Grand Sculpture Salon, Art Arsenal, Kyiv; Captivated gaze,
Arsenale 2012, Karas Gallery, Kyiv; Artists draw A4, Karas Gallery, Kyiv

p{oj ] Heat (with Volodymyr Budnikov), GuGa Gallery, Gurzuf; Boys and girls (with Volodymyr
Budnikov), Ya-Gallery Art Centre, Kyiv

PAORI8] Art-kyiv, Art Arsenal, Kyiv

pLoJole] 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

pfoley4 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, Graz

pIoJ0ls] Sliding, Ya-Gallery Art Centre, Kyiv; Twins, Atelier Karas Gallery, Kyiv
pIo0) Pink fortifited, Atelier Karas Gallery, Kyiv

PO} Simple man, Atelier Karas Gallery, Kyiv; Chinese Erotic Diary, Guelman Gallery, Moscow; Farewell
to arms, Art Arsenal, Kyiv

pIo]ok] First collection, Central House of Artists, Kyiv; Donumenta, Regensburg; Age of romanticism,
Palace of Fine Arts, Lviv

pfelop] Chinese erotic diary, Guelman Gallery, Kyiv; Behind the screen, Atelier Karas Gallery, Kyiv; Girls,
nymphettes,girls, nymphettes, Rebell Minds Gallery, Berlin

pIoJoRll Works on paper, Alipy Gallery, Kyiv; Painting, etching, In den Gerbgruben Gallery, Burgenland;
Prize of ukrainian triennale of painting, Kyiv

ploJofo] Paradize, Ra Gallery, Kyiv; New trends, Central House of Artists, Kyiv; Chimelice custle residence,
CCA, Prague

Il Better times, Tadzio Gallery, Kyiv; Better times, Museum of Kyiv History, Kyiv
IEEE] Treasures of forgotten country, Lincoln Center, NY
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