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Bnapa Panko

Ceite acHun! CeiTe Tuxuii!
CBiTe BO/IbHWI, HECMOBUTMIA!
3a wo x tebe, ceiTe-bparte,
B cBoivi fobpivi, Tennii xaTi
OkoBaHo, oMypaHo
(Mpemyaporo onypeHo)

Tapac LeB4yeHko. 3 Bipwa «CBiTe AcHuMin! CeiTe Tuxuily, 1860 p.

TpaanUiHi LiHHOCTI BOPOHATLCA AK KPULITANEBUA MOCYA, WO 3a PAASHCbKUX YaciB
36epiraBca HeAOTOPKaHMM CKapboM y cepBaHTax, JOKW MOro BAACHUKK inn 3i Liep-
HaTnx Tapinok. ABTOMaTUYHE A0AEPXKAHHA HU3KM MEeBHUX NMPaBW BBAaXAETbCs be3-
3aMepeyHol0 YeCHOTO, 3BMYAEM, LLO OCBAYEHUIM YacoM. Pa3oM 3 UMM iHiliioOBaHa
PO3BUTKOM MepexXeBNX TEXHOSOTi baraToBapiaHTHICTb YyAeCHMX BUXOLIB i3 Xanenwu
Haraaye none ail bora 3 MawWmHKW. HaToMiCTb aBTOMaTM30BaHe BTPYYaHHS B HEAONYTY
N'eCy 3 MeTOH BUMPILLEHHS CIOXETY 3a [0MOMOrol panToBoi 3'sBu 6ora (aHTUYHWR
TeaTp BMKOPUCTOBYBAB CLIEHIYHI MEXaHI3MK) MPUXOBYE 3a NO3ipHOK CBOHOAOI AKeChb
ocobnmBe HoBe HacKNbCTBO. «KOSIM BCe MOXIIMBO, HIYOro He LikaBo», — Ka3aB [ep-
6epT Yenc npo 3acTocyBaHHsA NpuinoMy Deus ex machina y xyaoxHboMy TBopi. CBo-
bofa B onepyBaHHi AOCTYMHOW iHGOPMaUied NapafokcasbHUM YMHOM MOpPOAMAa
WOCb Ha KWTanT A0OPOBINBHOI CNinoTW. Akechb BigYalaylHe MoOpasibHE 3pedeHHs
BiAOYBa€ETLCS AK BiAMOBa O1yKaTh TEMHUMI TepeHaMu 3MICTIB.

Y poni noporoekasis Haroagnamcst 6 UiHHOCTI, ane 3ragyBaHHs NMpo HUX yXe AaBHO
CKUAAETbCSA Ha pUTyasibHe 3aknnHaHHA. bibixiH 3ayBaxunB noaibHiCTb odilinHOT Ta
lWaMaHCbkol MOB — 06MABI YHWKaOTb Ha3MBaHHA peyeit i mepeTBoptooTbLCA Ha ab-
CTPakTHY C/IOBeCHY KOMOiHauito, Ae 3MiCT NOCTYNaEeTbCst NeBHIN yMoOBHOCTI. OTxe,
Yyepes NpmMBaTM3aLilo FYMaHICTUYHMX UiHHOCTEN OdILiMHUM OUCKYPCOM FOBOPUTU
NPO HWX CTasNo Maixe HEMNPUCTONHMM, DO MOBa OMUHSAETBHCSA B Hebe3newi 3ickoB3-
HyTW y naToc odiuio3y. OKpiM TOro, LiHHOCTI YTPUMYIOTbCS B Takilh cobi cakpasb-
Hil HEAOTOPKAHOCTI, CMPUYNHEHI HaMaraHHAM BUBULLMTY iX HaA JKOAMHOK. YTBO-
PIOETLCS 3aMKHEHE KOJ10, AYPHA HECKIHYEHHICTb, e 3aMiCTb 3MiH Y CycninbHii abo
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Vlada Ralko

Kindly light! Light clear and glorious!
Light untrammeled, free, victorious!
Say, why did they, light my Brother,
In Thy good warm house so cover
You with fetters, set walls round you
(The All-wise is thus confounded)

Taras Shevchenko. From the poem “O bright light! O gentle light!,” 1860"

Traditional values are protected like crystal silverware that stood untouched in So-
viet cupboards while the owners ate off chipped plates. Thoughtless adherence to
a set of rules is unquestionably believed to be a virtue, a time-hallowed custom. At
the same time, the multitude of miraculous ways out of trouble, produced by the
development of digital technologies, resembles the domain of deus ex machina.
The unexpected mechanical appearance of a deity in a trite play, intended to solve
plot conflicts (classical theatre resorted to stage machinery), is hiding a new and
singular kind of violence behind the semblance of freedom. “If anything is possi-
ble, then nothing is interesting,” H.G. Wells wrote about the deus ex machina trope.
Paradoxically, the freedom to access available information has born something like
willing blindness. The refusal to wander the dark spaces of meaning enacts desper-
ate moral repudiation.

Values could show us the way, but they have long since become something akin
to a ritualistic incantation. Bibikhin has noted that official and shamanic languages
are similar in that both avoid naming things and transform into an abstract verbal
combination where meaning gives way to conventions. Therefore, once the official
discourse has appropriated humanist values, discussing them has become almost
indecent, because language risks slipping into pathos-laden clichés. Additionally,
values are sacralized and kept out of reach to ensure that they would remain pri-
oritized over human beings. This produces a vicious circle, the dumb infinity where
changes in social or political life are replaced by alternating impositions of a mere
semblance of a new order introduced “from above” (by deus ex machina?) over the
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* transl. by Vera Rich



NoNiTUYHIN chepax BiAOYBAETbCA YepryBaHHA XMMEPHUX HaknafaHb BUAMMOCTI
HOBOTrO MOPAAKY, 3aBeAEeHOro KMMOCh «3Bepxy» (Deus ex machina?) Ha ycTaneHui
nepebir peyel, KN Ha4ebTO HE MOXHA 3MIHUTW Yepes MOro iCHYBaHHSA «CMOKOH-
Biky». 3 06iry HeHaye BMIYyYEeHO BOJIIO OKPEMOI itoAmHU, 60 «le He il po3yMy cnpa-
Ba». BnacHe, 3raayBaHHA NpO LiHHOCTI 3a3BM4Yail Ma€ BUIMSA 3aMOBJISIHHS 33 Hane-
pel BM3HaYeHUM CLeHapieM, MPOTArOM PO3ropTaHHA AKOro rocTpo BiAYyBaETLCA
Hbpak MoBW.

Tabnuykm 3 HanMcoM «30Ha TULWi» Ha YepHeuil ropi B KaHeBi Ak NpuMyLLEeHHA A0
MOBYaHHA Ha TepuTopii, 06nalWToBaHIN Ana odilUinHOro NokNoHiHHA Tapacosi LLes-
YeHKy, HeHaye OKPEeCSIIOI0Tb 30HY 3AsHHS Ha Micui, e Mano bu AiaTh CnoBo noeTa.
Llen noBoni CMMBONIYHUIA NPUMNMC KPACHOMOBHO CBIAYMTbL MPO Te, WO Bif TOTanitap-
HWX YacCiB PO3YMIHHA PONi XYAOXHMKE MPUHLMNOBO HE 3MIHWMIOCSH, ULWEHb TPOXM
MOMIHSI0 BITpMHY. Ha BiAMIHY Big Benukux MicT, KaHiB yepes cBOE€ AOBONI Cneuu-
¢diyHe cTaHOBMLE BiAAaIEHOMO CXOBMLLA A1s AepXaBHOro Midy M HauioHaNbHOMO
nyxy, yocobneHux y kyneTi LLleBYeHka, Nponosxye nepebyBaTu y cTaHi KoHcepBaulii,
sIka, CBOEID Yeproto, nodibHa Ao npouecy CyuUilbHOro pUTyanbHOrO 3aMOBYYBaHHS.
CMMBONIYHOIO € HaBITb CTPYKTYpPa MiCTa 1 OKONNUb, AKa CKpi3b 0byMoBeHa nycTka-
MU: MOPOXHS ByaoBa nanauy Ans ypoUnCTUX NOAIM y LEeHTPI MiCTa, MOPOXHI HOBUIA
npu4an, LWo He BUKOPUCTOBYETHCA 3a NPU3HAYeHHSAM, MOPOXHS 30Ha HaBKOJ10 HYep-
He4ol ropu, NOPoOXHIN My3en LLleBueHka, Ae Malxe NOBHA BIACYTHICTb aBTEHTUY-
HWX eKCroHaTiB KOMMNeHCoBaHa NpW3HaYeHHsM i€l byaisni Ans BuwaHyBaHb Hauio-
Ha/JIbHOro MOeTa HaNeXHUM YMHOM, i, 3PeLTOr, MOPOXHIN [HINpO, CNOTBOPEHUIA
rpebnamu.

Mocepen «rapayoi dasm» poboTn Han CBOIMU NPOEKTAMM «30Ha TULI» Ta «Hanumc»
Mn 3 Bonogmmumpom ByaHiKOBMM pO3MipKOBYBaAM MPO FYMaHICTUYHWI CKIAAHWUK PO-
00TN XyOoXHMKa i AINWAK 3roan WoA0 YCBIAOMIEHHS NPOLECY XyA0XHbOI npaui Ak
MEeBHOrO KJKYa A0 PO3YMIHHSA UMPKYASUIT LIHHOCTEN y NMIOACHKIN CRibHOTI. Piydio
(LiHHICTIO0) BONOAIE TOM, XTO B 3MO3i 1T 3AIMCHUTU, ab0 X Kpallle BXUTU BiflbLl BAYYHNIA
BMPa3 - 4oBecTu 4o aina. [ino sogHopas cnpamMosye go «PaycTa» leTe, a caMe A0
dparmeHTa, Ae Payct HeMoBOUM «nepedinaeTbcs» y cnpobi nepeknaay 6ibAinHoOro
psgka npo novatok CBiTy, Baratoumcb Mix Tpirkow [ymkn, Cnosa Ta [Hina - 3peww-
Toto, came NoHaTTs [lina Hanbinble npunagae repoesi Ao Ayui. Takox Yy Yecbkiln
MoBi aino (dilo) o3Havae TBip XyOOXHMUKa, | Le HaA3BUYAMHO NMpeKpacHo Yepes ABO-
THY PO3YMiHHS Aina Ak pedi i 9K 3ycunns, Ail. 30a€TbCs, caMe Yepes Le NOLBOEH-
Hs (6a, HaBiTb MOTPOEHHS!) B PO3yMiHHI TOTO, AKMM YMHOM YynMi3HaTW AilcHe, aieBe,
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established order of things. The latter apparently cannot be changed because it
has existed “since forever.” The will of individuals seems to be pushed out of the
picture, because this is “none of their business.” In essence, discussions of values
usually take the form of a predefined incantation that starkly highlights the dearth
of speech as it unfolds.

“Quiet Zone” signs on Chernecha Mountain in Kaniv, enforcing silence on the territo-
ry established for official veneration of Taras Shevchenko, seem to map the gaping
hole in the place where the poet’s word should have acted. This fairly symbolic com-
mand eloquently attests that the understanding of the artist’s role hasn’t changed
much since totalitarian days, despite some changes in external trappings. Due to
its singular status as a territorially remote repository of the state mythology and
national spirit enshrined in Shevchenko’s cult, Kaniv, unlike big cities, remains moth-
balled in all-encompassing ritualistic silence. The very structure of the town and its
outskirts is deeply symbolic in that it is defined by empty spaces: the empty Palace
for Celebrations in the city center, the empty new pier not used for its intended
purpose, the empty zone surrounding Chernecha Mountain, the empty Shevchenko
Museum, where the codified veneration of the national poet must make up for the
virtual absence of authentic artifacts, and, last not least, the empty Dnieper disfig-
ured by dams.

During the “hot phase” of work on our projects The Quiet Zone and Inscription, Vo-
lodymyr Budnikov and | reflected on the humanist component of artist’s work, and
came to the conclusion that mindful art practice is a key to understanding the cir-
culation of values in human communities. Things or values are owned by those who
can realize them, or, to put it more idiomatically, to do the deed. The deed sends
us back to Goethe’s Faust, or, more precisely, to the fragment where Faust fumbles
when translating a Biblical line about the origins of the world, wavering between the
triad of Thought, Word and Deed; eventually it's the notion of Deed that he chooses.
Additionally, the Czech homophone for the Ukrainian word for deed, dilo, denotes
an artwork, and the dual understanding of dilo/deed as both an object and an action
or an effort is awesome beyond belief. It is this very doubling (or tripling even!) in
our understanding of how to recognize what is real, actual, or indeed existent, that
produces a lurking danger of a specific mistake: the moment we begin to act with
confidence in the name of any given value, we risk to slide right past the deed and
hit emptiness, as if deceit always skulked behind the predetermined value we have
mistaken for the goal.
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CNpaBXHE, NOpsAL 3aBXAM YaTye Hebesneka sKoiCb cneundiyHol XnMbu: LWONHO MU
PO3MOYMHAEMO BMEBHEHO AiATM B iM'st MEBHOI LiHHOCTI, pU3MKYEMO KOB3HYTW MOB3
Lino, BTPanuTu A0 NOPOXHWMHN — HeHaye y GiKCoBaHil LiHHOCTI, Lo MU il NpUAHANK
3a UiNb, yxXe npuyainacb oMaHa.

Y TOTaniTapHOMY CyCMifbCTBI MOBMEHHS XYLOXHMKA Oy0 olykaHe HacTiNbku pa-
AVIKaNbHO, WO BTPaTWIO CBOK 3aCafHWNYy PUCY — YHiBepCanbHy OMNTUKY, 3aBASKM
AKi BOHO MAE MOXJIMBICTb anesitoBaT 40 JACLKOro B JOAMHI. [TeBHMIM cnocib
MUCIEHHS OYB YXXUBIEHWUI PafAHChKIA MOAWHI, Tak OU MOBUTH, «Mif LWKipy», y pe-
3yNbTaTi YOro nMepcoHasibHe MOBJIEHHA MOYMHAN0 TPAHCAOBATK LiHHICHI 3acaan
YMHHOI cucTeMu sk ¢BOi. JltoaMHa HeHave JOOPOBINBHO 3anycTuna «Hyxoro» Bce-
pefyVHY, 3roI0CMBLUNCE Ha KepyBaHHS cODO0 3BIATU Ta AO3BOIMBLLM OMiKyBaTKCSA
BNACHMMMW LiHHOCTAMW CUCTEMI, AKi Ta MepeTBOPUIa Ha KOHCTPYKT A5 BUKOHAHHS
BNagHMX GYHKUIM. Y TOM caMnii Yac UiHHICHI OpieHTUPKW B MUCTeUTBI 6ynn BU3Ha-
YeHi KaHOHOM COoUIaniCTUYHOrO peaniaMy, e WTYHHO CKOHCTPYMOBaHa peasbHICTb
NviWana Noaceke nosa 3akoHOM. BnacHe, «itofcbke» CTano BBaXaTUCs «aereHe-
PaTUBHWMY», @ MOPasbHWI 3aKOH BIANETIB [0 3ipok. Yce niwno wkepebepTb, a LiH-

HOCTI 3 HaraflbHOI NtOACLKOI MOTPebu NepeTBOPUIMCA Ha OcepedoK 3acTapifol

HyAbMN.

3a 4YaciB HezanexHoCTi KoMepUiiHa Ta NoAiTUYHA pekfaMa NPOLOBXUAW TPaaMLito
npuBaTU3aLil LIHHOCTEM, BXUBAOYM LiHHICHI BU3HAYEHHS Ha KLUTaNAT «CMPaBXHiny»,
«4eCHU», «cnpasennmBuiny. OTxe, MONpW BUANMICTb CYCMiIbHUX 3MiH, MPUPOAY LiH-
HOCTEW TaK CaMO CMOTBOPEHO iIrHOPYBAHHAM IXHbOIO MPUHLMMY HAIEXHOCTI KOXHO-
My 0COBWCTO, 3riAHO 3 SIKMM LiHHICTb CTA€E 3arajibHOO He B CEHCi CMPOLEHHs, a B
CEHCI peui, Yepe3 BOMOAIHHS AKOK NOAMHA BiUYBAE CBOK MPUYETHICTL A0 HOACTBA.
3 onHoro 6oKy, MacoBa Ky/nbTypa penpecye MoAcbke Yepes nigMiHy crpasmi LiHHMX
peyei MOPOXHIMN KAile, 3 IHWOro — Nepenik «CMOKOHBIYHMX» EBPOMNENCbKUX, CiMel-
HUX, HauioHanbHUX abo boxux 3anoBifei He nmepenbadvae MOXIMBOCTI aHi nepe-
rnagy, aHi nepesipku. 3 060x OOKIB BiAYYBAETLCA HEBMUHHUIA 30BHIWHINA TUCK, i Le
CTa€ HACTIIbKM HECTEPMHMUM, WO JII0AMHA BiAMOBASETHCS 0OMPATU M 3aHYPIOETHCS
y CTaH 6ally)xoro MOBYa3HOro HaniscHy, TeprnHe, HiMie. Cxoxe, npobneMa nonarae
Y PO34BOEHHI MOBM, KOMM BIAMIHHICTb MiX BiAMOBIA3NBHICTIO 338 CKa3aHe, 3yMOB/IeHa
JIOLCHKMM 3CepeanHu, Ta BIANOBIAANBbHICTIO, iKYy cucTeMa abo NtoamnHa po3yMitoTb AK
BWLWKif, MOYMHAE PO3MMBATUCS. TOX HIOM MAEMO KJIOMIT i3 PO3PI3HAHHAM BHYTpILL-
HbOT HEODBXIAHOCTI BUMHUTU Tak, a He iHaKlle Ta HeoOXiAHOCTI, HAaKMHYTOI 330BHi, WO
[laNeKo He 3aBXAW PO3Mi3HAETLCS K Taka.
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Artist’s speech in totalitarian society has been falsified so radically that it has lost its
basic trait: the universal optics that allow it to appeal to the human in humankind.
Soviet citizens have been inculcated with certain thought patterns “hypodermically,”
so to speak, learning to broadcast the values of the current system as their own
in their personal speech. It’s as if they have voluntarily let the Alien in, allowing it
to command them from within and letting the system to take care of their values,
transforming them into a construct for exercising its power. The values in art mean-
while were defined by the socialist realist canon, where artificially constructed reality
outlawed what was human. In essence, “human” came to be associated with “de-
generate,” while moral laws flew off to the stars. Everything has gone topsy-turvy,
and, instead of a pressing human need, values have become a locus of outdated
boredom.

After Ukraine gained independence, the tradition of appropriating values has been
taken over by commercial and political advertising, trading in value judgments like
“authentic,” “honest” and “just.” Therefore, despite a semblance of social change,
the nature of values kept being defaced. The notion that each individual has personal
values, which made them universal not in the simplifying sense, but as a phenome-
non that let individuals feel their belonging to humankind, was consistently ignored.
On the one hand, mass culture represses the human by substituting truly valuable
notions with empty clichés; on the other, the canon of “ancestral” European, family,
national or divine commandments does not presuppose revisions or verifications.
Both sides exert unceasing external pressure so intolerable that people refuse to
choose and plunge into the state of indifferent silent torpor, going numb and mute.
The problem seems to lie in the splitting of language, which blurs the line between
responsibility for one’s words dictated by our inner humanity, and the responsibility
that the system or individuals understand as discipline. Therefore, we have trouble
distinguishing the internal need to act in a certain way from the necessity imposed
from without, not necessarily recognized as such.

It might seem at first glance that this muddle, where inner commandments are
displaced by external scriptures, produces an obvious opposition of the internal
and the external. But the situation with the seeming primacy of internal inten-
tions over the readiness to obey external values is not that simple. In my new
works, the image of a kitchen inverts this internal process. In Ukrainian, the word
“kitchen” can serve as a metaphor for the non-public stage of work on a project
that will subsequently be made public. | was interested primarily in comparing the
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PosropHyTa cepBeTKa B pecTopaHi
An unfolded napkin in the restaurant

Y NAyTaHWHI i3 3aMilleHHAM BHYTPILWHBOMO 3aKOHY 30BHILWHIM NPUNNCOM, Ha NepLUNiA
nornsa4, CKNafaETbCsa OYeBMAHA OMO3WLIS BHYTPIWHBLOrO Ta 30BHIWHBLOrO. OgHak i3
nepeBarol BHyTPIWHBOT iHTEHLT HaJ FOTOBHICTIO KOPUTNCA 30BHILLUHBOMY LIHHICHOMY
CTaTyTy He BCe Tak NpocTo. Y MoiX HOBMX poboTax iHBepCielo BHYTPILHBOro npoLecy
CTana KyxHs — camMe TaK Ha3uBalTb HernybnivHWin eTan npouecy npaui Hag YMMoch,
o Mae byTu onpunogHeHo. MeHe Hacamnepes LiKaBWAo NMOPIBHAHHSA akTUBHMX i Na-
CUBHUMX €NeMEHTIB K BUSABY XUTKOI MEXi MiX CaMOCTIMHUM | KepoBaHUM. A BapitoBana
3iCTaBneHHA AitoYoi 0cobu Ta miaBnagHoro i MaTepiany, 30cepeamnBLUNCh, BacHe, Ha
Ki Ta pyKax, Lo 1i roTytoTb. YKOTPE pO3AMBAAIYMCH iNtOCTpaLii 3 BuaaHoi y 50-Ti poku

18

active and passive elements as a manifestation of the blurred line between what
is independent, and what is controlled. | offered various juxtapositions of active
persons and the material they control by focusing on food and the hands cooking
it. Scrutinizing yet again the illustrations from the book Polish Cuisine from the
1950s, which | have often used as my work material, and watching the cook of a
Kaniv restaurant at work, | felt the air of quotidian violence, which hasn’t been rec-
ognized as such for a long time, in routine kitchen tasks. At the cooking stage, the
bodies that will soon become food often keep their appearance, and the choice
to preserve this insensate shell enacts an awkward demonstration of suffering, its
enforced repetition; the eye seems to
watch the suffering of that which can no
longer suffer as time stretches out the
way it does in dreams. Musil’s Man With-
out Qualities seems to constantly de-
vour Artaud’s body without organs. The
first undefined body seems to imitate
society, and is juxtaposed to the second
body, which, to the contrary, haunts so-
ciety in all its incarnations, marking its
boundary. The kitchen quotidian carries
literal violence inherent in its recipes.
“Cut off the head,” “extract the brain,”

”ou

“disembowel the carcass,” “pull out the

[T

inner organs,” “skin the carcass,” etc.:
the violence of these advice is so famil-

) ] ) ) MOAIBHICTb. Mig yac po6oTu Haa cepieto 30HA TULLI. MaiictepHi YepeoHeYopHe,
iar that it no longer inspires horror. Kamis, cepnens 2019 p.

AFFINITY. Working on the series THE QUIET ZONE. ChervoneChorne studios,

Another reason for my interest in cook-  Kaniv, August 2019

ing scenes lies in the fact that this ac-

tivity is seen in our culture as a predominantly female daily duty, subconsciously
linked to women’s nature. Women, traditionally associated with bodies and blood,
seem better suited to deal with other bodies and blood, and due to being suited
to the task, they automatically fall under the repressive effect of purity, which they
are obligated by their very nature to lose. Therefore, guilt is lain on women from
the very beginning as their fate. It is interesting that women’s work and “natura
obligations are not usually seen as unbearable or unjust: both are treated as a
conventional norm. And yet, instead of the codified feminine self-sacrifice, | want-
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KHUXKKN «[Tonbcbka KyxHsi», sKi 8 He pa3 BMKOPMCTOBYBana sik pobounin MaTepian,
i cnocTepiratoyum 3a AiMK KyxXaps KaHiBCbKOro pecToOpaHy, A BiavyBana B PYTUHI KyXOH-
HOT CNpaBwu Ayx AKOrocb NO6YTOBOro HaCUIbCTBA, WO AABHO BXE He CMPUMMAETLCS AK
Take. Ha cueHi npuroTyBaHHsa Tifo, Wo He3abapoM CTaHe keto, YacTo JoAepXY€E CBOro
BUMNAAY, i Yepes 30epexeHHs Uil HewyTIMBOT 000NOHKM BifOYBaETLCS AKACh Hefosy-
ra AeMOHCTpaUia CTpax4aHHs, AKecb MOro NPUMyCcoBE MOBTOPEHHSA — OKO HEMOB Ha-
FNA0AE 338 CTPAXAAHHAM TaKoro, WO CTPaxXAaTh BXe He MOXe, MOKM Yac 3aTAryeThbes,
Hade yBi cHi. /lloonHa 6e3 BnacTMBOCTEN
My3ins HemMoBOW Ge3nepepBHO MOMNMHAE
Tino 6e3 opraHiB ApTo. Mepue HeneBHe
TiNo Ha4ebTO Hacniaye couiyM Ha NPOTUBA-
ry APYroMy, WO, HaBMaku, 4aTye Ha COLiyM
y ByAb-sIKOMY BTifIEHHI, CTAa€E MOro Mexeto.
Y KyXOHHI ByaeHHOCTi HasiBHa 0cobnmBo
OyKBaNbHa XOPCTOKICTb, WO MPOYUTYETH-
Csy caMux peuenTax. «Bigpizatn ronosy»,
«4iCTaTV MO30K», «<BUMATPATM TYLLKY», «BU-
JanuUTN HYTPOLWLi», «3HATK WKipy» TOWO -
MPVMYC LUMX NPUMUCIB HACTINbKN 3BUYHUN,
WO He NsKaE.

lLle ogHa 3 NMpUYMH MOET yBarn A0 CUeH
FOTYBaHHSA Ki — Te, WO UA AiSNbHICTb Y
HalloMy 3BMYal € 34e6inblLoro XiHo4Y0t0
WOAEHHOK MOBUHHICTIO, Yepes3 Wwo i He-
CBIAOMO MOEOHYIOTH i3 MPUPOAOID XIHKM.

Tabnunuka 3 HanucoM «3oHa TUi» 6ins My3eto LleBueHka Ha YepHeuiii ropi XiHka, ska Tpaan LiMHO noB'A3aHa 3 Ti-

B KaHesi

A Quiet Zone sign outside the Shevchenko Museum on Chernecha Mountain

in Kaniv

/IOM i KpOB't0, MOBOAUTHLCA 3 IHWWUM TiNIOM
i KpOB't0 Ha4yebTO BiNblW NMPU3BUYAEHO Ta
Yyepes L0 NPUCTOCOBaAHICTb aBTOMATUYHO
nignagae nig penpecuBHy Ait0 YNCTOTU, SKY, CBOEKD Yeproto, 0O0B'A3KOBO Mae BTpa-
TUTW 3riAHO 3 BNacHo 6yaoBoo. TakMM YMHOM MPOBUHY XiHKM MOKAaAeHO Ha Hel
BXe Bi4 no4aTky Ak fosmo. LlikaBo, Wo TPyaoBy i «MPUPOAHY» MOBUHHOCTI XiHKK He
3aBefleHO CNPUMMaTK 5K LWOCh HecTeprnHe abo HecnpaBeannee — 0buaBa NpPosiBu €
MEeBHOK KOHBEHLiOHabHOK HOpMOt. OaHak 3aMiCTb YCTaNeHOol XiHOYOT XepTOBHO-
CTi A xoTina 6 3ayBaxuTn came byaeHHICTb 000NINBHOT 3roan, KOn KynsT 4o0bpobyTy
i 3aTULLKY peTesibHO Mackye MPOsiBY, L0 MOXYTb OYTH 3anopyKot XMBOTO.
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ed to draw attention to the quotidian mutual consent when the cult of prosperity
and home comfort rigorously mask the manifestations that may be a prerequisite
of life.

At our house, daily,

a puddle of blood drips onto the kitchen tiles
from under a kitchen knife

stuck into the doorframe of the kitchen door;
the puddle isn’t big, no larger than a saucer.
My wife, who wakes up first in the morning,
notices the mess

and wipes up the puddle with a rag,

so that when we get up for breakfast,

we never notice a thing,

everything has been cleaned up with a loving and caring hand.

(Vasyl Holoborodko, from the poem “Viburnum at Christmas,” 1986)

Creating the part of the project constituted of 40 images of the cooking process
was something akin to fulfilling my own feminine duties; | appended the star of “the
eternal flame” and the twining dancing bodies to a number of these paintings. |
have made the flames look like flesh and introduced a sort of “dehumanization” to
another composition, transforming human figures into a generalized abstract orna-
ment that looks like a mysterious ready-to-cook meal. This attempt to forget that
I'm looking at human beings was both a metaphor and a trick from the classical
realist school. Something similar, | think, is occurring in the society where the hu-
man is placed outside the game of endless propositions by indifference to human
needs, and the possibility of simple choices is off the table forever. Human beings
are forced out of circulation, alienated from themselves, and becoming unrecog-
nizable. So, instead of clinging to this apparition that looks like a human being, we
should peer carefully into the new unknown, and find within ourselves the courage
to wonder that directs one straight towards ignorance as a way to refine one’s vi-
sion. The only strategy we have left is to start sorting through valuable things anew
in the despair of the encompassing dark, checking in solitude whether they could
become the foundation for our own rickety existence.

August - September 2019

21



Baoma B KoXHOro y Hac woaHs

3-1if KyXOHHOIo HOXa,

3aCTPOM/IEHOrO y 0ABIPOK ABEpew 40 KyXHi,

3@ HiY Ha Kax/IgHy Nigaory HacTikae Kamaoxa KpoBi
- HebaraTo, 3aBbinbluky i3 6oaLe, -

Ta APYXWUHa, BPaHLI MPOKMHYBLLIMCh NepLUIOHO,
3ayBaxye Lew Hernopsaox,

BUTUPAE Ty Ka/IKOXy raHyipKoro,

TOX KO/IM BCTAEMO A0 CHIAaHKY,

TO HIYOro BXe ¥ He MoMiYyaeMo,

yce Bxe npnbpaHo nobasqyoro vi 46akMBOK PyKoLo.

(Bacunb Mfonobopoabko, 3 Bipwa «KanuHa o6 Pizasi», 1986 p.)

OfHa 3 YaCTWH MPOEKTY CTana YMMOCb Ha KLWTANT BUKOHAHHA MOEI BACHOT XiHOYOI
NOBWHHOCTI Y BUMAAI CTBOPEHHS COpoka 30bpaxeHb npouecy roTyBaHHs ixi, [0
HM3KN KOTPUX A AOMYYMAA 3ipKY «BIYHOrO BOMHKO» Ta CMUIETIHHA TiN TaHLIOHYMX Jt0-
neit. MonyM’a s 3pobuna cxoXmM Ha NAoTh, a iHLWY KOMMO3U1Lio nigfana cBOEPIAHIN
«eryMaHisauii», nepeTBopmBLM JIIOACHKI Girypu Ha y3arasibHeHy abcTpakTHy dop-
My, WO nofibHa Ao He3po3yMinoro HanisdabpukaTy Ans npuroTyBaHHs ixi. Cnpoba
3abyTu, Wo nepepdi MHoto noau, byna BogHopas MeTadopoto Ta NPUIAOMOM i3 Kna-
CMYHOT peanicTuyHol Wwkonu. LLock noaibHe, Ak Ha MeHe, BIiOYBaETbCA y CyCMiNbCTBI,
[le NIIOACbKe OMMHUIOCA No3a rpoto Bbe3MexHOCTI Npono3uuii 3 banayxicTio noTpebun,
a MOX/MBICTb NPOCTOro BUBOpPY 3HMKNA Ha3aBxAaW. JllognHa NpUMyCoBO BUKIIKOYA-
€TbCA 3 006iry, BiYYXyETbCA CaMa Big cebe, cTae HeBMi3HaBaHO. ToX, 3aMiCTb Yinns-
TUCS 33 Mapy Y BUMNALI KOAUHW, BAapTO NUIBHO BAMBUTUCH Y LIKO HOBY HEBIAOMICTb Ta
3HaNTW B COBI MM ANA MOAMBY, LLLO CKEPOBYE MPSAMICIHBKO A0 HE3HAHHS AK WAAXY 00
YTOUHEHHs BnacHoro 6adeHHs. bo xiba Wo y po3navi BiA CyuinbHOr0 MOPOKY NuMLLa-
€TbCA BpaTUCA [0 PO3BUpPaHHS LIHHWX pedyeit HAHOBO, Ha CaMOTi MepeBipstoYM iX Ha
NPUAATHICTb OYTN OCHOBOIK BNACHOMO XUTKOro By TTS.

CepneHb - BepeceHb 2019 p.
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Mia yac po6otn Hap cepieto 30HA TULLI. MaiictepHi YepBoHeYopHe, KaHiB, cepnenb 2019 p.
Working on the series THE QUIET ZONE. ChervoneChorne studios, Kaniv, August 2019







JIncryBaHHsa Moninu JlimiHoi 3 Bonogumupom BygHikoBum
i Bnapoto Panko npo HoBi npoekTu (pparmeHT)

Monina JliMiHa: Y cepii «30Ha TMwi» Bu pospisaete noacbke Tino
3cepeAuHN, KpaeTe Moro Ha 6araTo WMaTKiB — Haye NOKa3yeTe aH-
TUFYMaHHUA BNAUB HU3KU LIHHOCTEN Ha NOACbKEe iCHyBaHHS, K
iHAMBIAyanbHe, Tak i cninbHe. Tino cTae M’sscoM, MaTepianoMm, AKUIA
MO)XHa AedopMyBaTM HACTI/IbKW, HACKIIbKM Le NoTpibHe neBHii
ipeonorii. YMOBHa «LiHHa piu» NOCTA€E CTOPOHHIM 06’€KTOM, L0 Npo-
HUKaE i pyrHYE Le Tino (ToyHiwe HaBiTb — loro ¢pparmeHT). A y cepii
Bonoaumupa «Hanuc» LiHHOCTI HabyBalOTb 30BHILIHBOI, OBOI MiH-
nusoi popmum.

Bnapa Panko: Bu Hanpouyd TOYHO BXOMWAM CYTHICHY KONI3it0 30BHILIHLOIO Ta BHY-
TPilWHBbOrO, Ha sKiM MK 3 BonoanmMmpom 3ocepeamancb y CBOIX MpoekTax. Ane mig
4ac TOro, fIKk MV MpauloBann KOXEH HaZ CBOEK MiHi€l0, NO3ipHa MPOCTOTa BULLOCTI
BHYTPILIHBbOI BOII HaJ 30BHIWHIM NPUMYCOM LWBMAKO NoYana po3vmMHATUCS Nig Ha-
CTYMNOM HOBMX yCKNafHeHb. MpobnemMa B TOMy, WO Ml BU3HAYEHHSA Aih XyAOXHMKA
He MiaxodaTb aHi poboTa, aHi AianbHicTb. CaMe Yepes cKNaHICTb BUSIBIEHHSA Takoro
C/I0Ba, sike DinblU-MeHLW TOYHO OKPecstoBano 6 CeHC iCHYBaHHSA XYAOXHbOT CnpaBw,
MU 30Cepenmnnncs Ha BfacHoMy pobo4yoMy npoLeci. 3a3Bnyali Lie BHyTpillHA chpaBa,
NPUXOBaHa Bif Yy>XMX OYel, Ky e HAa3MBAKTb «KyXHEO».

[lo peyi, A He ayMana Haf L€ Ha3BO0, KOMM FrOTyBanacs BUKOHATK CBOEPIAHY TPY-
[IOBY MOBWHHICTb Y BUMSAI COpoKa 3006paxeHb, NOB’A3aHUX i3 NMPUrOTYBaHHAM TXi.
HaToMicTb MM 060€ BeCb Yac MipKyBasn Haf TWUM, WO CaMe BKA3YE Ha aHTUIyMaHHy
NpVpOAYy 3aMOBHOIO MUCTELTBA PAAAHCLKOrO Nepioay, AKe Ha3nBaloTb COLianiCTnY-
HUM peanisMoM. MPUKMETHUKM «COoLianiCTUYHMIA» abo «padaHCbKWi», AodaHi [0 3a-
CaAHNYMX MOHSATb, AKMMOCh PaMKaJbHUM YMHOM MepeBepTanu iX AOropn APMroM.
Yepes e Bxe 3apas, Ha NOCTPAASHCHKIM TepeHi, Lneind CnoTBOPEHHS CYTi, AKUIA TAr-
HeTbCHA 33 PAASHCHKMM TAYMAYeHHSM LiHHWX peyert, MPOBOKYE BIAMEXYBATUCS Bif HAX
ipoHieto. Mpono3uuia 3rafgaTv Npo 3arasbHOMACHKI LIHHOCTI CTaE HEMPUCTOMHO Ta
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Correspondence with Volodymyr Budnikov
and Vlada Ralko about their new projects (a fragment)

Polina Limina: In your series “The Quiet Zone,” you slice up human
bodies from the inside, butcher and dismember them, as if highlight-
ing the anti-humanistic effect of certain values on human existence,
both individual and collective. Bodies turn into meat, a material that
can be deformed to fit the needs of a given ideology. The hypotheti-
cal “valuables” appear as alien objects that enter the body (or, to be
more precise, its fragments) and destroy it. All this follows from the
shared theme Volodymyr Budnikov and yourself have jointly defined
as “Valuable Objects.” Granted, values acquire a fairly pliable exter-
nal form in Volodymyr’s series “Inscription.”

Vlada Ralko: You have beautifully summarized the essential collision of the external
and the internal that Volodymyr and | have explored in our projects. As each of us
developed one’s own line, new complications soon began to undermine the seem-
ingly straightforward primacy of inner will over external coercion. The problem is,
what an artist does is not defined either by an artwork or by his or her actions. The
complicated search for a word that would sum up, with more or less precision, the
meaning of existence of an artistic activity became our framework during our own
working process. These inner workings are usually hidden from outsiders, and met-
aphorically described as “a kitchen” in Ukrainian.

By the way, | never thought twice about the title while preparing to perform my
working duties, so to speak, and produce 40 images addressing cooking. Instead of
that, both of us were reflecting on signs that highlight the anti-humanistic nature of
state-commissioned art of the Soviet era known as socialist realism. Adjectives like
“Socialist” and “Soviet” had a way of radically transforming basic notions that they
modified into their opposites. Soviet interpretations of valuable objects have given
rise to a procession of disfigured essences that provoke residents of post-Soviet
territories to dissociate from them with irony. A suggestion that we shouldn’t forget
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HaPaXa€eTbCA Ha CTINKWA CNPOTUB Y BUMNAAI 3aMOBYYBaHHS Yv GOPMabHUX BiAMO-
BoK. LliHHOCTi mo4mHaloTb BYTU YMMOCh abCTpakTHUM abo TakmM, WO nepebyBac y
napanenbHOMy MPOCTOPI Ta He MAE MPSIMOrO CTOCYHKY [0 PeasibHOro X1TTa. 3i CBOro
boky, byTTa 6e3 UiHHiCHMX NoTpeb 3ickoB3ye B ByaeHHE HaCUAbCTBO, L0 He po3ni3-
HAETbCA K Take Yepes CBOK baHasbHICTb. Yce, AK Ha KyXHIi - LLoAeHHa AisNbHICTb Ma€E
BUMMSIA CTPaXAaHH:A TOro, WO CTPaX4aTu BXe He MOXe, ane BCe X Taku Le 3b6epirae
06pucy Tina abo Haragye NPo HbOro. 3arasioM CTPaXAaHHS TeX yXe He BEHTEXUTD,
60 CNPUNMAETBCS K HyAHA HEODXIAHICTb.

M. J1.: LLle 3a Hawoi nonepefHboOI 6ecigu
MeHe 3auikaBuna Bawa Tesa npo He-
NPUCTOMHICTb CEpMO3HUX PO3MOB LOAO0
3arasibHONACLKUX LiHHOCTEN. 3a Moi-
MU CoCTepeXXeHHAMMU, ipoHito (abo X y
HU3Ui BMNagKiB — LMHI3M) YacTo BUKO-
pUCTOBYIOTb 3aANs Toro, Wob He Bupa-
TUCA HAlBHUM Y NeBHOMY MUTaHHI, AoAa-
TV CKNAfHOCTI NepBUHHIN npocToTi. fK
Bu ocobucto npauloeTe 3 LUM BigYYTTAM
HenpuCTONHOCTI BiABEpTOi pO3MOBM NpO
uiHHoCTI?

B. P.: Ha mouaTky 8 [OCTEMEHHO He 3Halo,
AKUM YMHOM Byay Mpo HWX BUCIOBIOBA-

TUCb, Y TOW 4ac, K UMHI3M Ta ipOHis AKpas

Mpouec npurotyBaHHsa kponuka. KyxHsa pectopaHy «KHsxa ropa»
Cooking a rabbit. At the kitchen of Kniazha Hora Restaurant

NPW3HaYeHi Aass NPOrHO30BaHMX BiAMOBI-
fen. Bn cami moyanu posmMoBy 3 TOro, Wo
BXMAM MOHATTS LiHHOT peyi y CeHCi i1e0N0oriYHOro MaHinyasTUBHOIO iHCTPYMEHTA,
AKWIA, AK B CNyWHO 3ayBaxunu, pyrHye mtofaceke. Ane ansa Toro, wob omnoHyBaTw
Bam, poBoasaum, wo csobopna, piBHiCTb, BpaTepcTBO, CNpaBeanBICTb, NHOOOB € Yn-
MOCb MPOTUIEXHMM, a CaMe TaknM, 6e3 YOro HEMOXJ/IMBE XUTTS, a € Xiba WO TOCKHa
XUTTEBA MOBUHHICTb, A Mato BiAHaNTV bopMy, Lo Oyae €ANHO NPaBUIBHOK Ta 3MOXe
BTPMMaTK cka3aHe. Llel npouec He Ma€e HIYOro cninbHOro 3 BigBepTicTio, 60 Mili BNac-
HWIA 0OCBIA HIKOAW He Byae AOCTaTHIM NPUBOAOM As TOro, Wob Bu MeHi nosipuau.
Hacnpasai Bu 1 He NOBWHHI BipUTW MeHi; paalle Te, Wo A Kaxy, MaE CNpsiMOBYBaTH
Bac no cebe. ToMy s Hikonw He Byay roBOPUTU NPSIMO — NEPBUHHA NPOCTOTa He MaE
HIYOrO CMiIbHOTO 3 MPSMOTOLO, | AOPOra A0 HeT iA4e KPi3b TEMHUI fiC.
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universal human values gets stigmatized and faces stiff resistance, suppression or
formal excuses. Values have come to be seen as abstractions or phenomena existing
in a parallel dimension that has no direct bearing on real lives. On the other hand,
life without values devolves into quotidian violence that doesn’t get recognized as
such precisely because of its banality. The same happens in the kitchen, where day-
to-day work takes the shape of suffering of that which can no longer suffer while still
retaining the shape of a body, or at least something reminiscent of it. To sum up,
suffering doesn’t bother us anymore: we see it as a tedious necessity.

PL: During our earlier ex-
change, you said that a seri-
ous conversation about uni-
versal human values is now
seen as indecent. | found
your comment intriguing.
According to my observa-
tions, people often resort
to irony (or, in a number of
cases, outright cynicism) to
avoid being seen as naive,
to add sophistication to in-
itial simplicity. How do you
personally deal with this
feeling that an honest con-

versation about values is 3anapectopaHy «KHsxa ropa», npukpalieHa A0 CBATKYBaHHSA XpeCTUH
The hall of Kniazha Hora Restaurant, decorated for a celebration of a christening

somehow indecent?

VR: To begin with, | never know beforehand how | will address values, while cynicism
and irony are meant for predictable answers. At the beginning of this conversation,
you yourself have used the notion of “valuable objects” to signify an instrument of
ideological manipulation that, as you have rightly put it, destroys all that is human.
To argue with you and prove that freedom, equality, brotherhood, justice and love
are, to the contrary, the preconditions without which life is impossible, for it would
devolve into a dreary chore, | have to find the one correct form to hold that mean-
ing. This process has nothing to do with honesty, for my own private experience will
never be sufficient reason for you to trust me. In all honesty, you don’t need to trust
me; what I’'m saying will have to direct you towards yourself. Therefore, | will never
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M. J1.: NpoTsarom wiei goporu, wWoHaiMeHwe y BawoMy npoekxTi, nocrii-
HO TpannsTbCA ABIMHMKY, BifA3epKaNeHHs CXOXUX ABMUL: «XpecT i
monoT», «Cepn i pot», «Bipa i npaus», npogybnboBaHi ABonepcTa Ta
nopacbki ronosu. A B po6orti 3 nignucom «OcHoBa» Bu geMoHcTpyeTe
KapKac yluaHyBaHHSl 0co6UCTOCTi AK «LiHHOT peyi». Yn ctaBunm Bu cobi
33 MeTy 3aBASAKU LUM MOPIBHAHHAM i 3iTKHEHHAIM BOCAITU PO3YMiHHSA
rNMBUHHOT CYyTHOCTI ifeonoriii, AKi XoBaloTbcA Nif 30BHiWHbOIO ¢dop-
Moto? Ko TaK, A0 AKUX BUCHOBKIB Bu giiiwnm nig yac pobotu?

B. P.: Piu y TiM, 1O 3anNpOBafXeHHs LiHHOCTI [0 WOAEHHOIO XUTTA y BUrNsaai npa-
BMJIa HEMOXJ/IMBE: LiHHICTb MEPEeTBOPIOETLCSA Ha LOCh CXOXE Ha Te, YMM BOHa byna,
Ta 0Apasy CTa€ YacTMHOK MexaHi3My i4eonoriyHoro npuMycy. BoHa BTpavae LWoch
3acafHV40 NIOAChKE, sike He BUXMBAE cepefn obMexeHb igeonorii. 3Biacu cepia no-
[IBOEHb ab0 NOEAHAHB iAE0NOTIYHUX CMMBONIB Y MOTX poboTax. Mix iHWNM, feski pedi
1 KOMBiHYBana, rPYHTYIYNCh Ha BIACHUX CNOCTepexeHHsx. Hanpuknag, Ha ogHoMy
3 rpadiTi i3 cepnoM Ta MOMOTOM B iTanincekoMy Bapi MONOT BUMLLOB CXOXMM Ha XpecT
yepes Te, WO aHOHIMHWIA aBTOp AisB MocnixoM. MeHi oyxe cnogobanocs ue noea-
HaHHSA, NPUHLMN AKOro s PO3BMHYA B iHWINX poHOoTax Ha nanepi, 60 BOHO ax 3aHan-
TO KPacCHOMOBHO CBiAYMTb MNP0 ribpuaHe CNpUHATTS CBITY, A 3HaKM PO3incs 3i
3HAYEHHAMK, 3arybunncs Ta KpyxnaTb Y MeTacToCyHKax. Ane AKLO NOBepHYTUCS
[0 ABIHUKIB, TO 0Y4eBWAHO, WO MOPSA 3i CKNaAHUM i Hebe3neyHM 3aBOBAHHSAM
MUTTEBO NPUNALLITOBYETLCA MOr0 BEPCiA, aAanToBaHa [0 CNPOLLeHOro CloxueaHHs. fi
He MOXHa MOPIBHATN 3 TIHHIO, SKa BCE X TaKun € MPUPOAHUM CKNAAHWKOM Lit04Ol 0CO-
6u. Pagwe us nogibHIcTb — By/ibrapHa CMMynsLia XUTTA, Mallkapa abo BULLKIP, AKKNA
6araTo XT0 BOMiE BBAXaTW MOCMILLKOH.

N. J1.: Okpim uboro, y poboti «KBagpaTHuit MmeTp» Bu gopaere nuk,
3BepTaETeca A0 iKOHIYHOro KaHOHy. 3rifiHoO 3 TeopiAMU 3BOPOTHOI
nepcneKkTUBM NOCTaThb Ha iKOHI ANBUTBLCA Ha rNsAaYa, a He HaBnNaku —
Lie MOXKHA NPOCTeXyBaTH i1 y KomMnosuuii Bawoi po6oTtu. Hackinbku,
Ha Bawy ayMmKy, iaeonoriaMm ocTaHHbOro CTONITTA HacNpaBAi BAanocs
(abo >« Hi?) BTinMTU TaKy ¢inocodilo y cBOiX BizyanbHUX nposiBax?
Yu MaB rnspay MoXXIMBICTb HabyTu nosuuito cy6’ekTa, a He 06’ekTa,
Cnornsiaalyy TBOPUICTb TOrO XX Taku coupeaniamy?

B. P.: Hacnpasai A He ayMana npo vk, ane MeHi o Bnofobw Bawwa Bepcisa. TeMHU cu-
nyeT 061M44s, 3rigHo 3 BawuM NpoYnTaHHAM, CBIgYMTE NPO iICTOPUYHY 3acTapinicTb
BeHbamiHOBOT aypu, abo, Kpallie ckasaTw, ii Mirpauito 40 iHWOT NAOWMHU CPUAHATTS.
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speak straight: the initial simplicity has nothing to do with being straightforward,
and the road to it leads through dark woods.

PL: And on this road, in your project at least, one constantly encoun-
ters doubles or mirror reflections of similar phenomena: “A Cross
and a Hammer,” “A Sickle and a Mouth,” “Faith and Toil,” doubling
human heads and signs of the cross made with two fingers. In a work
entitled “The Foundation,” you demonstrate the scaffolding of re-
spect for an individual as a “valuable object.” Did you plan to use
these juxtapositions and clashes to reach the inner essence of ideol-
ogies, hidden underneath their external forms, and if so, what con-
clusions have you reached while working on the project?

VR: The thing s, you cannot adopt values as rules dictating your daily life: in this case
a value transforms into something reminiscent of what it has been, but instantly
becomes a part of the mechanism of ideological coercion. It loses something funda-
mentally human, a phenomenon that cannot survive among ideological limitations.
Hence doublings and combinations of ideological symbols in my works. Some of
these combinations, by the way, are based on my personal observations. For exam-
ple, in a hammer and sickle graffitiin the Italian town of Bari, a hammer did look like a
crass, possibly because the anonymous artist was in a hurry. | liked this combination
a lot and developed this principle in other works on paper, because it was an exces-
sively telling demonstration of the hybrid worldview where signs have departed from
meanings, getting lost and meandering in meta-relations. And yet, to go back to
the theme of doubles, it turns out that any sophisticated and dangerous conquest
is instantly supplemented with its version fit for simplified consumption. It cannot
even be likened to a shadow, which, no matter how you look at it, is a natural part of
the acting person. This similarity vulgarly imitates life instead, and many would like
to believe that this mask or scowl is a smile.

PL: Additionally, you engage with the iconographic canon in your
work “Square Meter” by adding a saintly face to it. According to the
theory of reverse perspective, it is a figure in an icon that watches
the viewer rather than vice versa; this work’s composition functions
in a similar manner. In your opinion, to what extent, if any, have last
century’s ideologies managed to implement this philosophy in their
visual manifestations? Could a viewer assume a subject rather than
object position when viewing, say, a work of socialist realism?
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HEBIPA CBATOIO TOMU (pparment), 1600-1602.

Mikenanpxxeno aa KapaBapxo

THE INCREDULITY OF SAINT THOMAS (a fragment), 1600-1602.
Michelangelo da Caravaggio

IlntocTpauis 3 kyniHapHoi kHuru MOJIbCbKA KYXHS, 1959 p.
lllustration from the cookbook POLISH CUISINE, 1959

LWono mantoHka «OcHOBay, y AKOMy, K Bu KkaxeTe, MOXHa yrieaiTh nigHeceHHs 0co-
BUCTOCTI — LiHHICTb NepcoHanbHOro 6a3yeTbCsi He Ha MOCTaMeHTi, a paale nepe-
OyBa€ y CBOEPIAHIN cynepno3umuii, AOKW IOAMHA BiALIYKYE BiANOBIAHOCTI Takoro, Lo
6a4nTb 330BHI, TOMY, Y L0 BAMBASETLCA BCepeanHi cebe.

Ha Moto fymKy, coupeaniam, Npo skuii Bu 3anuTyeTe, € HaA3BMYAMHO BMPA3HNM 3a-
nepeyeHHsM rymMaHiamy, 60 B HbOMy Cy0’eKTHOrO CTaTycy He HabyBa€ HaBiTb aBTOP.
MexaHi3M couianiCTUYHOro peasniaMy BUIYYaE NpaBay XyLOXHMKa, 60 BOHa Moxe He
36iraTMCA 3 €4MHOIO AO3BOJIEHON BepCielo odililiHOT NpaBan. HaToMicTb XyaoxXHU-
KOBi 3a/IMWIAOTb WMPICTb, NiCA Yoro BiAOYBaETHCA LikaBa MNigMiHa: aBTOP MOYMHAE
CNPUAMATU HAKWMHYTYy MOMY 330BHi BepCilo fK
CBOO Ta WMPO T peTpaHCIKoE.

M. J1.: Paniwe y cBoix iHTepB'to Bu kasanu,
WO He BapTo po3rnspaT¥ po6otu 3 nosuuii,
O caMe NMpPO HUX rOBOPUTb AaBTOP — Lie MOXe
3aTynATM 3MicT. Yn He 3paeTbea Bam, wo ue
TakoXX No36aB/IeHHA XyAO0XXHUKA Cy6’€KTHOrO
ctatycy? ®PakTuyHo Take nosbaBneHHs BiAg-
6yBaeTbcA 3aANnA ABOX MPOTUIEXHUX Linei:
HaB’A3aTM oaHy npaeay (coupeaniaMm) abo x
BU3HATU HECKIHYEHHICTb MOXJ/IMBMX NpaBa,.
O6uaBa nigxoau 3anepeuyloTb iHAUBIAYaNb-
HiCTb, TOX Y YOMYy MiDXK HUMM BiAMiHHiCTb ANns
caMoro aBTopa sk cy6’ekTa?

B. P.: Y MeHe BcepeavHi MOCTIMHO BU3piBae
BHYTPILWHI npoTecT NpoTi 060B’A3KOBOro Mo-
ACHIOBAJIbHOrO CynpoBoAy poboTu XyOOXHMKA.
Pe3ynkTaT npaui XyLoXHMKa HeEMOBOU po3nasa-
ETbCH, HE TPUMAETLCS Kynu 6e3 WTy4YHOro Kap-
Kaca ekcnaikauii. § roBopuna npo 3aTyNsHHS
3MiCTy aBTOPCbKUM MOSCHEHHSM, MOHOIYNCH
TOro, WO BOHO OyAe CnpUiHATE K IHCTPYKLUIs
ANA HanawTyBaHHA MeBHOI Touku 3opy. Of-
Hak rNs4ay He MOXe CTOATM Ha MOEMY Micli,
60 TaM BXxe € 5. ToMy BapTo He MiAMiHATK ba-
YeHHsA TOYKOK 30pYy, 60 BM3BOSEHHSA DaYeHHs
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VR: In reality, | wasn’t thinking about icons, but | do like your interpretation. The
darkened silhouette of a face that you've mentioned attests to the historic obso-
lescence of aura, to resort to Walter Benjamin’s term, or, to put it more precisely, its
migration to another plane of perception. As to the drawing that you have read as an
exaltation of individuals, an individual is not placed on a pedestal. He or she lingers in
a superposition, so to speak, as long as a person searches for correlations between
what he or she sees outside and what they see when peering inside themselves.

In my opinion, socialist realism, which you have addressed in your question, is a
strikingly eloquent rejection of humanism: not even the artist can adopt the subject
position in it. The mechanism of socialist realism excises the artist’s truth because
it may deviate from the one sanctioned version of the official truth. Sincerity is all
that is left to the artist, so a curious switch occurs: the artist begins to interpret the
version imposed on him or her from without as his or her own, and sincerely broad-
casts it further.

PL: In your earlier interviews, you have said that artworks should
not be read through the framework of the artist’s words, because
that may obscure their meaning. Don’t you think that that, too, could
strip the artist of agency? In essence, this loss occurs in the name of
two opposite goals: to impose one truth (socialist realism), or to ac-
knowledge the endless plurality of possible truths. Both approaches
reject individuality, so what’s the difference between them for the
artist as a subject?

VR: An inner protest against the obligation to provide explanations to accompany
artworks is always brewing in me. The products of artist’s work seem to fall apart,
as if they couldnt hold without artificial scaffolding of explications. Meanings may
get obscured by artists’ explanations, which some see as an instruction for which
point of view to adopt. But a viewer cannot occupy my position, because I'm al-
ready occupying it myself. Therefore, a vision should not be replaced with a point of
view, because freeing one’s vision from the dictate of habits, ideological or cultural
clichés, and other biases is the job that viewers can only do themselves. If viewers
reach what can be described as understanding, their subjectivity is further affirmed.

PL: One work is signed “Cover Your Ears with Your Hair.” According to
the order in which I have received these works, it inaugurates a se-
ries of paintings with fragmented human bodies. Therefore, physical
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3-Mi4 ANKTaTy 3BUYKM, iA€0N0rYHOro abo KynbTypPHOro Kiille Ta iHWMX ynepenxeHb
€ CNPaBoIO M14a4a, 3 AKOK BiH 34aTeH ynopaTucsa BAAaCHUMU cunamun. Y pasi, Koau
rNsAaY LOCAraE Toro, WO MOXHA Ha3BaTW PO3YMIHHSAM, 10ro Cyb’eKTHICTb Have [0-
[aTKOBO CTBEPIXKYETLCA.

M. N.: «3aTynu Byxa BonoccsiM» — nignuc go ogHiei 3 pobir, nic-
Nna AKOi 32 HAAAHUM MeHi NOpPAAKOM PO3MOYMHAKTLCA KApPTUHM
3i WwMaTKkaMun noacokoro Tina. To6To nicna cnoBecHoro 3akauKy
KOHTPOJIIOBATU TiNI@CHICTb NOYUHAETLCA PpisnyHe BTOPrHeHHsA. Yu
nnaHyBanacs caMme us pobora fK sioriYHa NPOMiXKHA JlaHKa MiX
po6oramu opgHoro ¢opmMmaTty Ta BisyasbHux 3acobiB po iHworo
(6inbw gucTaHuiioBaHi, NPOMOBUCTi po60TH, AKi NOKa3yTb 6e3-
nocepepHiili nposB igeonorii — i 6inbw 3aMKHEHi, CKOHLEHTpo-
BaHi, i3 MHOXeHHAM ¢parMmeHTiB «M’Aca» nwAUHK)? Hackinbku
BaXK/IMBUIA y «30Hi TUWi» NOPAAOK nepernsay KapTuH, HapaTUB
onosigi? flkow nocnigoBHicTIO KOpUcTyBanucsa came Bu y npoueci
CTBOPEHHSA LuKay?

B. P.: Bu HamonAraeTe Ha HanexHOCTi YaCTWH Tina JH0AMHI, WO, BNacHe, 1 He MOXY 3a-
nepeunTu. 3BICHO X, 3apa3 A Mato Ha yBa3i MeTadopy! Ta MeHi xoTinocs 6 36epertny
¢dokyci He Tina, a padLe ixHio B3aemoaito. Konu nifg yac poboTu A yTouHoBana aetani
OKpPEeMUX KOMMO3uLii, To panToM 36arHyna, Wo fAiese Ta niapnagHe 3pobneti 3 oa-
HOro 11 Toro camoro mMatepiany. Pyka, Wo TUCHe, NecTuTb abo pixe HoxeM, | dopmu,
Haf AKVMMW BOHA BNafaptoe, HibK CTaloTb CMiflbHUKAMKN. TakMM YMHOM ONPUSBHUIACA
AKaCb MOTAEMHA CMOPIAHEHICTb YTUCKY 3i 3rOA0K0 Ha HbOTO.

AKLO Ka3aTu NpPO XPOHOOri0, MaIloHKM st 3pobuia B OCTaHHIO Yepry, Wo Haveb-
TO YHEMOXJIMBSIIOE 3anponoHoBaHy Bamu HacTynHicTe. OaHak Oyne HenpaBWbHUM
CAVPAaTUCS NILLe Ha YacoBUIA MOPSALOK. 3a3BMYalt y MOIi ysBi Mpaus Had yciMa pobo-
TaMW NPOEKTY NPOCYBAETHCA AKOCb OCOOMMBO CKOHLEHTPOBAHO i CKNaJa€eTbCs Bpa-
XEHHS, WO poboTn BUHMKAIOTb NapanesnbHo. Lle BigdyTTs noe’a3aHe 3 TUM, wo bara-
TO 3i 3pobneHoro 3apas y pe3unaeHLii 4 AaBHO TpuMana y cebe B rososi. Buxoantb
Tak, Wo npouec npaui 6esnocepefHbo B KaHIBCbKMX MANCTEPHSIX Hadye CTUCKAE vac,
60 MeHi 30a€eTbCs, WO Npaua TpMBana yxe AOBro, a el nepiof, AKWUn TpUBaB TPOXU
Binblue MicsUs, pO3TArHYBCSA Ha pPokW. Yepes Le MeHi BUAAETbCS HEMOXANBUM by-
OyBaTU NPOEKT 3rigHO 3 MEBHOK NOC/IAOBHICTIO, AKa 3MIHIOBAaTUMETbLCA 3a1€XHO Bif
cnocoby nokasy pobiT: y KHMXLi BOHa byae ofHI€l0, Y Pi3HNX BUCTABKOBUX MPOCTOPAX
BOHa Tex byae pi3Hoto.
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incursion begins after a verbal command to control one’s physical-
ity. Did you envision this work as a logical link between two differ-
ent formats and visual tropes (the works that highlight direct man-
ifestations of ideologies are more distanced and eloquent, whereas
the works with multiplying fragments of human “meat” are more
self-contained and inwardly focused)? Just how important is the or-
der of viewing or the narrative order in “The Quiet Zone”? In what
order did you create the series?

VR: You insist that these fragments of bodies are human, and | cannot disagree.
What | mean, of course, is a metaphor. | would like to focus on their interactions rath-
er than the bodies as such. Fine-tuning the details of some compositions, | suddenly
realized that the acting force and the object being acted upon are made of the same
material. The hand pressing, caressing or cutting is complicit with the forms in its
power. This has made manifest the secret affinity of oppression and consent to it.
Speaking of chronology, | completed the drawings last, which seems to render the
sequence you are suggesting impossible. But it would be wrong to rely exclusively on
chronology. In my imagination, | focus on all works in a given project at once, which
may leave the impression that they all appear simultaneously. The impression is due
to the fact that | have been carrying many of the works in my head for a long while
before creating them at the residence. Working in Kaniv studios seems to condense
time. | felt like I've been working there for a very long time, that the period that in
reality has lasted a little over a month took years. Therefore, | find it impossible to
define the project through any sequential order, which is liable to change depending
on the exposition in any case: the sequence could take one form in the book, and
change with every new exhibition space.

PL: And a brief question to conclude: why did you choose the title
“The Quiet Zone”? Is it a reference to “the quiet zone” on Chernecha
Mountain in Kaniv as a metaphor of constant limitations imposed on
a person in a (cult) space?

VR: The signs bearing the words “The Quiet Zone” are ubiquitous on Chernecha
Mountain. This commandment enforcing silence has long made me uneasy, but it
wasn’t until this residence that | realized that the sign was in perfect correspondence
with the day-to-day silent omission of all that is at odds with official or traditional
views on the rules dictating how we should behave with objects of value: in this case,
with the national symbol that is Shevchenko. This prescriptive silent omission turns
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M. J1.: | nakoHiYyHe 3anUTaHHA HAOCTAHOK: YOMYy Ha3Ba — caMe «30Ha into violence when it is the language, and the language of art embodied in poetry in

TMWi»? Yn € ue BigcMnaHHAM Ao «30HU Tuwi» B KaHesi (TapacoBa particular, that is silenced. The complicated and contradictory figure of the poet is
ropa) Ak Ao MeTadpopu NOCTilHUX OBMeXxeHb NIOAUHWU B MEBHOMY being silenced by the dull prohibition encompassed in two short words.

i?
(kynsToBOMY) NpocTOpi? September 2019

B. P.: Tabnnykuy 3 HaNMCOM «30Ha TULWi» PO3TallOBaHI CKpi3b Ha YepHeuiit ropi. MeHi
[laBHO He [aBaB CMOKOK Liei NpUNKC i3 NpMMycOM A0 MOBYaHHS, ane came 3apas f
3p03yMina Moro TOYHy BiAMNOBIAHICTL MOOYTOBOMY 3aMOBYYBAHHIO YCbOrO TOrO, L0
He BionoBsigae odiuinHoMy abo TpaAuUIHOMY MOMALaM Ha NpaBuia MOBOAXKEHHS
i3 LIHHMMW peYamu, a Y LbOMY KOHKPETHOMY BUMNAAKY — 3 HaLiOHaIbHUM CYMBOJIOM,
AkUM € LlleByeHko. Take pernaMeHTOBaHe 3aMOBYYBaHHA 0OEPTaETHCA HACUIIAM,
KO/M MOBAQ, a CaMe MOBa MUCTELITBA, yOCObIeHa B MOETUYHOMY CNOBI, NiANSArae HiMO-
Ti. CknagHa, cynepeydsivBea noctaTh NoeTa 3aMOBYYETLCSA LLUIAXOM HEeLoyroi 3abopo-
HM, WO BMILLYETbCA Yy IBOX KOPOTKMX CI0OBAX.

BepeceHb 2019 p.

Mip yac po6otu Hap cepieto 30HA TULLIL. MaiictepHi YepBoHeYopHe, KaHiB, cepneHb 2019 p.
Working on the series THE QUIET ZONE. ChervoneChorne studios, Kaniv, August 2019
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Jlapuca BeHepikToBa

Konu st amBntocsa Ha poboTu Bnaam Pasnko i3 cepii «30Ha TUWi», MeHi BeCb Yac cnafaE Ha
LYMKY C/TOBOCMONYKA «IHCTUTYT XapdyBaHHs». Bnama, 30a€TbCs, MMcana e umka npo
LIHHOCTI | MPO KYXHIO, MPO KYyXHIO SK MiCLLe KPOBI 1 XIHKK, MPO KYXHIO ik OCepAs MaTe-
pianbHOCTI Ta NAOTi. HaniMOBIpHille, NPO XOAEH «IHCTUTYT XapYyBaHHA» HE MLLIN0CA
(a BTiM, XTO3Ha) ax [OTKU, AOKM 51 MOro Tam He nobaunna. | s BXe He MOXY TOW «iHCTU-
TyT» He 6aunTu. Konu s AUTUHOIO BRepLUe NoYyna Lo C/I0BOCMONYKY, Y MeHe He Byno
HLWX BapiaHTiB, KPIM OAHOIO — TaM MakoTb Y4MTH, SK TCTK nogen. MeHe B ANTUHCTBI
CNpaBmai XBUOBAO Lie MUTaHHA — YoMy Jlofien He iaaTb? Xoda MeTapopmnyHo Taki cio-
Ba YacC Bif Yacy BUKOPUCTOBYIOTb. «H Tebe 3apa3 3'ina 6, Mill conoaeHbknii», — Moxe,
HaNpWKNag, Ka3aT MaTV HEMOBASTI. TakMM CaMUM BOKabysipoM iHoAI MOCyroByOTb-
Cs1 KOXaHLj. ICHY€e HaBiTb Taka cekcyasibHa nepsepcist — daHTa3is 6yt 3'ineHuMm.

Sl ynTana KONNCh y KHUXKAX, K 04N 1N IHWKX I0AEN Y TPMBANNX eKCneanLisx, Koaum
3aKiHYyBanMCsa xapui, a iIHCTUHKT BUXKMBAHHS BUABSBCA CUMbHILLMM 3a Taby. 3Ha4YHO
ni3Hiwe s AisHanacsa npo [onogomop i Npo NOoIAaHHA NAen NOAbMU B YMOBAX, WO
Oynu opraHizoBaHi NtoabMu. He CTUXIMHUM NMXOM, He MOTPaNAAHHAM Y CUTYaLLilo, KOS
HEeMaE XOOHWX IHWMX WAHCIB Ha BUXMBAHHS, @ LUTYYHWUM rONI0A0M, AKUIA MaB, 3 OAHOr0
D0oKy, 310MUTK BOJIO [0 CNPOTUBY, 3 iHLLOTO — 3a6e3neunT paasHCbKy iHayCTpianisa-
Lito 3apaan ManbyTHBbOMO WACTA NPUALEWHIX NOKOSiHb. (BW, AK NpUiAaeLIHE NOKONIH-
Hs, BiA4yBaeTe e wacTs, npasna x? LLacTs, wo 3apaan Bac korock 3'inu.)

Konn OnekcaHapa MeHs 3anuTanu, WO BiH He pekoMeHayBaB bu icTu nig Yac nocTy,
BiH BIAMOBIB: Ta KTe YOro Aylia 3abaxae, TiNbku e He xTe!

MabyTb, MeHb MaB Ha yBasi He aHTponodarito sk CNOXMBaHHSA JIIOACLKOro M'Aca,
a pajle CTaBMeHHS [0 JOANHM K A0 06'eKTa, WO NiANAraE KepyBaHHIO, KOHTPOJIHO-
BAHH!I0, HOPMYBaHHIO, @ 1K HACNiAoK — cCxeMaTmu3alil, IHCTpyMeHTani3aLil, BikTUMi3auii.

MoBepHEMOCs A0 «IHCTUTYTY Xxap4dyBaHHaA». Lle peanbHWi iIHCTUTYT, sskuii Byno chop-
MoBaHo B 1930 poui nig 3aBAaHHA — PO3PaxoBYBaTW HOPMU XapyyBaHHA A5 «BOPO-
riB Hapomdy» — KOHTUHIEHTY KOHUTabopiB, skl HeBAOB3i CTaHe MacoBuM. Lli HopMn
BM3HAYa/IN 3 MPVIHLUMMY «He AaTW NMOMepTW, afle 3HUWNMTY OyAb-siKy MOX/IMBICTb Bif-
HOBfIeHHs eHeprii». OcobnmBy ponb BigirpaBaB po3paxyHok binka B pauioHi. TobTo
NpakTWYHa BiACYTHICTb Oinka HByna 3anopykoto HEMOXIMBOCTI CMPOTUBY.
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Larysa Venediktova

When | look at Ralko’s works from The Quiet Zone series, what comes to mind is the
words “the Institute of Nutrition.” In this series, Vlada seems to address values and
the kitchen as the site of blood and a women’s site, a kitchen as a locus of materi-
ality and flesh. It is more than likely that it had nothing to do with “the Institute of
Nutrition” until | saw it (although who knows). And now | cannot unsee the “insti-
tute.” When | first heard this term as a child, | saw no other possible explanation for
it than that it’s an institution where they teach how to eat people. As a child, | was
really preoccupied with the question of why we don’t eat people. Cannibalism may
occasionally appear as a metaphor: for example, a mother may coo to her baby, “you
are so sweet, | could eat you up.” Lovers may use the same lexicon. There's even a
sexual paraphilia: a fantasy of being cannibalized.

| have read in books of how man ate man on long expeditions, when the explorers
ran out of food, and survival instinct trumped taboos. Much later, | found out about
Holodomor, when man ate man under man-made conditions: not because of a natu-
ral disaster, not in a situation where that happened to be the only chance to survive,
but during an artificial hunger organized to break the will to resist and enable Soviet
industrialization in the name of happiness for future generations. (You, the future
generation, feel this happiness, don't you? The happiness that someone got eaten
in your name?)

When the theologian Alexander Men was asked what would he recommend eating
during Lent, he said, eat whatever your heart desires, just don’t eat people!

| don’t think Men meant cannibalism as consumption of human flesh, but rather as
a way of seeing people as objects that can be governed, controlled, and regulated,
and hence as subjects to schematization, instrumentalization and victimization.

But let’s go back to the “Institute of Nutrition.” It was a real institute established in
1930 to calculate the nutrition norms for “enemies of the people,” inmates at con-
centration camps that would soon become ubiquitous. These norms were calculated
to ensure that the inmate wouldn’t die, but would have no hope of replenishing his
or her energy either. The amount of proteins in the diet played a crucial role. The
virtual absence of proteins ensured that resistance was impossible.

39



[cTopnyHa foBiAKa COPOMAMBO MOBIAOMAAE: «B nepBble roabl CBOEro CylecTBoBa-
HUA OCHOBHOW 3aaadei VIHCTUTYTa ABASIOCH M3yYeHne BONPOCOB, KacatoLlmxcsa ou-
3M0JIOTMYECKNX HOPM MUTaHWS ANA Pa3MYHbIX NPodeCccroHanbHbIX 1 BO3PACTHbIX
rpynn HaceneHus, 6obloe BHUMaHWe yaensanocs BoNpocaM obLiecTBeHHOro nnTa-
Husay (http://www.ion.ru/index.php/2008-12-16-10-17-21).

[HCTUTYT «B HaCcTOsILLee BpeMsi MMeeT HauMeHoBaHWe PefepanbHOro rocyaapcTBeH-
Horo BroaXeTHOro yupexaeHus Haykn ®enepanbHOro NCCNefoBaTENLCKOMO LeHTpa
nUTaHWs, BUOTEXHONOrMM 1N HE30MacHOCTU MWKy, Yce Tak NMpPoCTo: MU po3pobis-
NV NIOAOXEPCbKI HOPMIM Xap4uyBaHHS NtOAeN, a Tenep 3aMaeMocst «6e3nekoto i»,
a LOXO4AMN, SIKMX MW CTBOPIOBASN | AKi BTpaYanm MoACbki 06anyYs, — nnLie CTopiHka
Hawwoi icTopii. (I Npo BcAk BMNagok, [0 BaloOro BigoMa — B YkpaiHcbki PagsHcbkin
Coujanictnynin Pecnybniui Tex 6ynmn nogibHi iHcTuTyTN.)

CycninbHe xap4yBaHHs, «40 NMUTaHb SKOro byna npukyTa Besnka yBara» (sK 3a-
3HAYeHOo B iCTOPWUYHIM JOBiALU IHCTUTYTY xap4yBaHHSA), BlacHe, OyN10 OCHOBHUM
cnocoboMm xapuyBaHHA. XuTno, Wo naaHysanv byaysBaTy B nepuli pokn paasH-
CbKOI Bflaau, He nepenbadano HassBHOCTI KyXHi (KyXHi B KOMyHalbHMUX KBapTUpax
Yy ANPUHUMAI TakOX BUSBUANCS HE MPUCTOCOBAHI 4O NPUrOTYBaHHA Xi, Ha OAHIN
ManeHbKiln KyxHi ax HissKk He MOrM PoO3MICTUTUCS 3 AecsAToK CiMelt). Yci Mycunn
Xap4yyBaTUCS Y TPOMAACbKUX TAAABHSAX i, TAKMM YMHOM, HE MaTW MOXJTIMBOCTI YHU-
KaTu ifeonoriyHol KOMyHikauil Ta YNHWUTK CNPOTUB BNAMBY 1T Hacniakis (iHdop-
MaUis, WO NoTpanife Ao JIOANHN 3 Xeto, 3aCBOIETLCS, Tak b1 MOBUTU, B 0bXig
CBiJOMOCTI).

KyxHs, ika 3rogoM cTasnia CMMBOJIOM MPOTECTHOMO CNiNKYBAHHSA, PO3MOB NPO NMOITUKY
Ta B3a€EMHOI [OBIpK Y BY3bKOMY KOJIi ApY3iB, 3'SBMIACSA NPAKTUYHO TiTbKW Y XPYLLOB-
Kax. KOCb Y ANTUHCTBI 5 Yyna XapT Bif Xa3alky 04HOro A4OMY: 0Cb K MU TyT BNpaBs-
NIIEMOCSA 3i LUIMATKOM M’sica, Tak BOHW 06p0obA0Tb Halli Ayui.

Came ueit HacTpii 6aunTbcst MeHi B poboTax Bnaam. XynoxHuus HelaaHo npenapye
CNPUNHATTA, HIBK Nonepemxalyum rMsaada Npo HeobxiaHICTL BYTY yBaXHUM (a MOXe,
HaBiTb MapaHoifanbHNM) WOAO BAACHO! Ayui, Wo i AOCi € NPeAMETOM BMPaBsfHb 3
HoKy ineonoris, xo4 61 AKOro KoNbopy Oy IXHI Npanopu i xo4 61 AKi CUMBOAN BOHM
BMKOPMWCTOBYBaNW.

Tenne 3aKoMCYe, CUPICTb BINAETLCA Y TBOW MJIOTb, YCe CTAaE CMPOBMHOK IS BU-
pPO6HMLTBA HOBOI (KOMYHICTUYHOI) ntoanHW. Ls nogmHa 3aBxamn «HoBa», B Hel HeMa
MUHYJIOr0, BOHA He 3[aTHa Ha NaM’aTb, a OTXe, | ManbYTHE HIKOMM He HacTae.
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A historical note bashfully explains, “In the early years, the main tasks set for the
Institute included the study of physiological norms of nutrition for various profes-
sional and age groups; a lot of attention was paid to the issues of public nutrition.”
http://www.ion.ru/index.php/2008-12-16-10-17-21

“At present, the institute is known as the Federal State Budget Research Institute
of the Federal Research Center for Nutrition, Biotechnology, and Food Safety.” It’s
that simple: having developed cannibalistic nutrition norms, we now work in “food
safety,” whereas the famished husks of persons that we created lost their human
dignity, and are now but a footnote in our history. (An FYI just in case: the Ukrainian
SSR had similar institutes too.)

Public nutrition, to which, per the historical note, the Institute
paid “a lot of attention,” was in essence the main mode of
nutrition. Housing built in the early years of the Soviet regime
did not include kitchens (kitchens in communal apartments
were not meant for cooking either: one tiny kitchen could not
fit a dozen families). Everybody was supposed to eat in pub-
lic diners to make sure that nobody could escape ideological
communication or resist its products (the information one
receives during meals is absorbed bypassing consciousness,
so to speak).

A kitchen, which was later to become a symbol of dissent,
conversations about politics, and of trust in narrow circles

of friends, did not appear until Khrushchev-era standardized

construction. As a child, | heard one lady of the house joke:
they process our souls the way we handle this slice of meat.

3 BUCTaBU '[anzLaboratorium
MNOCTYKPAIHCbKE TIN10

TanzLaboratorium'’s performance
A POSTUKRAINIAN BODY

And this is precisely the view | see in Vlada's works. The artist

ruthlessly dissects our perceptions, as if warning the viewers

that they should be watchful (or even paranoid) when it comes to their souls, which
continue to be objects of efforts of ideologues of all stripes, no matter what sym-
bols they might use.

Warm food lulls you, moisture seeps into your flesh, everything is raw material for
the production of a new (communist) human. This human being is always “new,”
he or she doesn’t have a past and is incapable of memory; hence, its future never
comes either.
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MPUrOTYBAHHS. 2017. 150x100, onis Ha I3 cepir KMIBCbKWU LWOAEHHUK. 2013-2016,
NonoTHI 29,7x21, akBapenb i KynbKoBa py4ka Ha nanepi
PREPARATION. 2017. 150x100, oil on canvas From the KYIV DIARY series. 2013-2016,

29,7x21, watercolor and ballpoint pen on paper

Cuvipi ntoam, Npo AKUX XYLOXHULA HamaraeTbcst He ayMaTth («Cnpoba 3abyTu npo to-
nei»), - 3 BuctaBu TanzLaboratorium «MocTYkpaiHcbke Tino». Knybok cnneteHmnx
TiN pyxaeTbcs | TOMy HibKW nepebyBae y Yaci, ane Yac BTPaAYaEe CBOK CYTHICTb i CTae
nmxonitTaMm. el yac, sk cTpiyka Mebiyca - 3aBxam BXe BMBOPIT. HeopieHTOBHa Ya-
COBa CTPYKTypa — abcTpakuis, B SKi M1 XUBEMO, ane 340ralyeEMOCS, WO XUTTS B Hill
HacnpaBAi HEMOXNBE. XyAOXHWLA PO3MOBJISIE 3 HAMM CaMOI0 LiEK0 HEMOX/IMBICTIO.

M’aco no M’sica, A0 MOBHOI HEPO3PIi3HIOBAHOCTI, Ae 3aKiHYYETLCA XMBa pyKa i moYnHa-
€TbCS MepTBa NoTb. MepTBe Haye BCOTYE B cebe Te, o A0 HbOro TOPKAETLCA. Ane
[OVBOBMXHUM YMHOM Lie HaragyBaHHA MpoO CMepTb MPaUtoe AK akT 3BiSIbHEHHSA, ek-
3UCTEHUIMHOrO 3BiNIbHEHHA Bif 6aarnx HaMipiB 36eperTu XUTTH, WO Ha HalMX o4ax
BCE OYEBUAHILLE CAPUSIOTE MOTO, XUTTS, SHULEHHIO.

MopnHe BereTapiaHCTBO/BEraHCTBO sik cnpoba Bbepertuncs Bifl AyMKM Npo cMepTh (sika,
BJACHe, € EAVHUM, WO POOUTb NIOAWHY NIOAMHOW), 3abyTh Npo Hel - ayxe npuea-
6nvBa ines. JlioanHa xo4ye MPOAOBXYBATU CBOE KOMMOPTHE iCHYBAHHS, HACOIOMXY-
OUNCb BEIMYHOI KPACOHD CBOIX 4OOPUX HaMipiB, BOAHOYAC HAaMaralounch BUiKyBaTH
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The raw people that the artist is trying not to think about (“An Attempt to Forget
about People”) come from TanzLaboratorium’s performance A PostUkrainian Body.
A mass of twining bodies moves and, therefore, seems to exist in time, but times
loses its essence and turns into timelessness. This kind of time, much like a M&bius
strip, is always inside out. A temporal structure without orientation is an abstraction
we live in while suspecting that its life is in reality impossible. The artist speaks to us
through this very impossibility.

Meat to meat, until we can no longer tell where a live hand ends, and dead flesh
begins. Dead matter seems to suck everything it touches into itself. And yet, mirac-
ulously, this reminder about death functions as an act of liberation, namely, existen-
tial liberation from the do-goodery that proclaims its dedication to saving lives while
ever more obviously contributing to their destruction.

The presently fashionable vegetarianism/veganism as an attempt to forget and
avoid thinking about death (which, in essence, is the only thing that makes humans
human) is a very attractive idea. People want to extend their comfortable existence
and beatifically enjoy their do-good-

ery, while simultaneously attempting | ocrpauin 3 kyninaphoi kiuru MOIBCHKA KYXHSI, 1959 p.
to cure depression from the mismatch  lllustration from the cookbook POLISH CUISINE, 1959

between their intentions and the re-
sults of their actions. This very depres-
sion has become the value framework
of the existence of contemporary hu-
mankind. Depression is existence’s
answer to humankind’s attempts to
avoid thinking about death and its val-
ue as the phenomenon that gives life
meaning. In her wisdom as a painter,
Vlada Ralko puts an emphasis on the
interaction between life and death
without separating them as a tempo-
ral sequence or spatial contiguity: in
her works, they exist simultaneously as
connecting vessels.

The internal and the external are sim-

ilarly connected in Ralko’s watercolors
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[Oenpecito, CNPUYMHEHY CynepeYyHiCTIO MiX BIaCHUMKW HaMipaMun Ta HacnigkaMmn CBOIX
nin. Lia nenpecis nepeTBopunacs Ha UiHHICHY 3acafly iCHyBaHHS Cy4aCcHOro NACTBa.
[enpecisa ctana Bignosigato 6yTTa Ha cnpoby MtoAnHW No30YTUCS yMKW NPO CMEPTb
Ta Npo Il WiHHICTb — HaJaBaTW CeHC XUTTIo. Bnaaa Panko y CBOIN XMBONWCHI MyaApOCTI
PoOUTb aKLEHT Ha B3aEMOAIT XMTTS | CMepTi, He po3ainse ix sk NeBHy NOCNiIfOBHICTb
y Yaci abo cycifAcTBO Y NpoCTopi, a BMilllye iX B OAHOYACHICTb iCHYBaHHS CMOTyYeHMX
NOCYANH.

Tak camo crnosydeHi Mixk cob0t0 BHYTPILLIHE i 30BHILLHE B akBapessix (3a y4acTio Map-
Kepa) xyooxHuui. EhekT cnonyyeHocTi A0CAraeTbCs 3aBAAKM NMOABOEHHIO PO3PUBY —
MK BHYTPILUHIM | BHYTPILIHIM, MiX 30BHILUHIM i 30BHILLHIM.

BuBepTaHHA msgaubkoro CNpUnHATTS, WO He3MiHHO BAAETbCS Bnadi, cnyrye ped-
nekcii Lopocnol NoanHW, TUM YacoM sk odilifiHa KynbTypa NPOAOBXYE BUXOBYBATH
CNYXHAHY NigAerny icToTy 3 NOACHKOT CUPOBUHMN.

«IHCTUTYT Xap4yBaHHs» 3aIMWAETLCS TUM, AKWIA PO3Pax0BYE HOPMU OINKOBOMO ros10-
LyBaHHA Nif NPUKPUTTAM NikAyBaHHSA NPO 340p0oB’s Ta Girypy. 3oHa odiliiHOT THLL
3aMUKAE Yac i 3yNUHAE OyMKN.

«PernamMmeHTOBaHe 3aMOBYYBaHHA 06ePTAETHCA HACUINAM». 3aBXaMN.

BepeceHb 2019 p.

(with a felt-tip pen). The effect of them being connected is achieved through
doubling the breach between the internal and the internal, the external and the
external.

The subversion of the viewers’ perception, which Vlada is unfailingly good at, will
help adult persons to reflect on these issues. The official culture, meanwhile, con-
tinues to form raw human materials into obedient subjects.

The Institute of Nutrition still calculates the nutritional norms for diets based on
protein deficiency under the false pretenses of caring for health and fitness. The
zone of official silence closes down time and stops thought.

“Prescriptive silence turns into violence.” Always.

September, 2019

MOAIBHICTb (pparmenT), cepis 30HA TULLI, 2019 p.
AFFINITY (a fragment), THE QUIET ZONE series, 2019

IlntocTpauina 3 kyniHapHoi kHuru MOJIbCbKA KYXHS, 1959 p.
lllustration from the cookbook POLISH CUISINE, 1959
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Bipainpaua / Faith and Work
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Bnapa Panko

Mpaus i uepkBa CTBOPKOKOTL ANA Tila MEBHUI PErnaMeHT, CTPYKTYPYOTb MOro — opraHu Tina OTpUMYHOTb
npu3HadeHHsa. Y pasi, koam 3BM4Yail 36epirae CBOK BMIMBOBICTb, NMPOCTa Gi3nYHa Mpausa TakoXx MPakTUYHO
cakpanisyetbca. BinbyBaeTbcs HauebTO «NpMPOAHUIA» PO3MOAIN POSein — YONOBIK aBTOMAaTUYHO FOMOBYE Haj
XIHKO0 NuLLe Yepes Te, WO BiH CUMbHIWLNA Gi3nYHO, 340pOBa I0AMHA BUXKMBAE, a Clabka ruHe.

Y poboTax cepii s 3ibpana gokynu pobouyi 3HapsaAs, SKi Ppa3oM 3 OKPEMUMM OpraHaMu Tifla YTBOPHOTb
HM3KY «BOTMBHWX AdapiB». Jlloacbke OOKN3AAE A0 Mpali yclo CBOK CYTHICTb, a 3Hapannad npaui HeHade
aBTOMATMYHO 3aC/IyrOBYIOTb Ha OCBsiYeHHS. YacoM BOHW y MeHe CTaloTb MoAibHMMKM A0 NpUCTOCYBaHb A
TOPTYp abo rpynytoTbCs B KOMMO3MLi, CXOXi Ha repasibAnyHi, YaCcoM — [OSyYatloTbCsa A0 OYAOBM Tifa UM HaBiTb
3aCTynatTb OKPeMi OpraHu, NepeTBOPIOYM TiIO Ha POBOYMIA IHCTPYMeHT. Tpaus NOrMMHaE CeKCyasbHICTb,
PYXM MEXaHi3yloTbCa I yNnopsakoByoTecs. Bona Ta fgocnig 3aTynstoTbca AoCBiAoM. [puMiTuBHUA NobyT bepe
TIOAVHY B 3apyYHVKHM, YB'A3HIOE 1Ty npaLi.

3a yvaciB adiHcbkol AeMokpaTii pabcTBO Ta pabcbka Mpaus B SKOMYCb CEHCI MiABaXyBanu BiNbHUA Oyx — 3a
ApucToTeneM, pab byB xmBo (0AyXOTBOPEHOI0) BNACHICTIO | HAMAOCKOHANILLNM 3HapAAAAM. Baxnnso, wo pab
Ha CyZni AaBaB nokasw «TiloM», TOOTO [0 HbOro 3acTocoByBanv TopTypw. LLle ognH nornag Ha npauto cTapaHHo
KyJ5TVBYBaNM 33 PaAsHCbKOI Aobu. BiH mondras y TOMy, WO npaus 3ac/yroBye Ha moBary cama no cobi.
®i3nyHy Npaulo BBaXanu NOYECHOK CMPaBolo, a NpauiBHMKA i3 nNpauiBHMUelo repoisysanu. Jocsia disnyHol
npaui NnpeBastoBaB Hag 3yCUNISMU OyMKW Tak CaMo, K M’'A31cTe pobiTHMYe TiNo Hag TakuM, WO BiAPi3HSAI0CA
BiJ «340POBOI» HOPMU.

MpoTe, MatouM AOCBIA XUTTA B CiIbCbKOMY OYAMHKY, AKWUIA CYTye HaM 3aMiCbKMM CXOBKOM i MaliCTepHelo,
A He MOXYy JIMIMTX M03a YBarow iHWWIA acnekT HeobxigHoi B Takmx yMoBax ¢i3nyHOI npaui, ska HabyBae
B/1TACTMBOCTEN YOrOoCh CXOXOro Ha rpaBiTauito, AoAaE Tiny BiauyTTsa Barun. Cinbcbka npaus HeHave A0yYaEeTbCA
[0 MPUPOAHMX LUMKAIB, 1T npouecu, NoaibHo A0 NpUPoAM, BIAHOBIOIOTLCA Ta He MatoTb KiHUA. He3Baxatoun Ha
nepeMoxHy Xo4y NPorpecy, NMPocTa Npausa He 3HMKAE | Haraaye NPo NPUCYTHICTb CMepTi BcepeanHi xunTTs. Lle
3ajifHHS CMepTi y nepebiry peyeit nepemMarae cTpax nepen Het Ta Haraaye JMoAnHI Npo il BoxncTy npupoay,
KOJIN AyLIEBHI PYXW 34INCHIOIOTLCS Y MEBHUX TINECHUX 3yCUNAX, 6a Binblie — 3BiNbHSIOTLCA B HUX.

Mpaua xyooXHvKka CTOITb OCTOPOHb YCiX iHWWX BUAIB npaui, Aki 3abe3nedyoTb yHKUIOHaAbHI nNoTpebu
noanHn. BoHa HesicHa M HEBM3HAYeHa | CBOEKD HAsIBHICTIO 3aK/IMKAE 3PEKTUCS MAHIXeMCbKOro Norasay Ha CBiT
Ta 3a/IMINTK HApeLUTi 3aMKHEeHe KO0 AyaniCTMYHOro AOKTPUHEPCTBA.

Jinnens 2019 p.
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Vlada Ralko

Both work and the church regulate and structure bodies, lending physical organs purpose. Wherever the Cus-
tom retains its influence, simple physical toil functionally acquires a sacred dimension. It is instated through
a seemingly “natural” assignment of roles: the man automatically has power over the woman simply because
he’s physically stronger, the healthy survive while the weak perish, etc.

In the series, | have collected work instruments that, together with various organs, serve as “votive offerings.”
The human essence fully invests itself in work; therefore, tools of trade automatically deserve sacralization.
Sometimes they begin to resemble implements of torture or get grouped into quasi-heraldic compositions,
sometimes they get incorporated into bodily structures or even replace organs, transforming the body into
work equipment. Work consumes sexuality, movements become mechanized and orderly. Will and experi-
ment are obstructed by experience. Primitive quotidian life takes human beings hostage, and imprisons them
in work.

In the times of the Athenian democracy, slavery and slave labor had undermined the spirit of democracy:
according to Aristotle, a slave, the most perfect work instrument, was living chattel property endowed with a
soul. Importantly, when slaves had to provide testimony in court, they spoke with their “bodies;” that is, they
could be subjected to torture. The Soviet regime meticulously cultivated another interpretation of work. This
interpretation consisted of the belief that any work is worth respect. Manual labor was respected, and workers
of both sexes became heroic figures. Experience of physical labor dwarfed intellectual efforts, much like mus-
cular workers’ bodies dwarfed those that fell below the “healthy” norm.

Nevertheless, having experience of living in a country house that serves as our studio and shelter out of the
city, | cannot leave out another important aspect of manual labor that is necessary under these conditions:
namely, that it gains something similar to gravity, lending bodies a sense of weight. Agricultural work is inte-
grated into natural cycles; much like natural processes, its cycles are constantly renewed, and have no end. De-
spite the triumphant march of progress, simple work doesn’t disappear and reminds us about the presence of
death in life. Involving death in the course of things helps to overcome fear of death and reminds humankind
of its divine nature when spiritual efforts are produced through physical exertion, or even liberated through it.

Artist’s work stands apart from other kinds of work that satisfy humankind’s functional needs. Unclear and
undefined, it asks us to relinquish the Manichean view of the world with its very presence, leaving behind the
vicious circle of dualist dogmatism.

July 2019

79



81

80



Mos po6oTta MeHe pobutb / My Work Works Me

82 83
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Bnapa Panko

KUTTS NOAMHW HaCTO MOPIBHIOKOTD 3i WASXOM, JOBXMHY AKOFO pO3M04iNsatoTh Ha eTann. CBOEKD Yeprow, XUTTEBI
CUTYyaLil BXe 3BMYHO YHOPMOBaHI TaK 3BaHNUMW dopMaTaMu, 3 AKMMU Y3roaXyoTbCsl CMOAIBaHHA M NoBeaiHka.
Take «popmaTyBaHHsA» BiAOYyBaEeTbCA 3a 0OOMINBHOK 3/1aroAod — BAaAa, PUHOK abo 3BMYal MpU3HAYaOThb
NOAVHI CTUb XUTTS, OAHAK | CaMa BOHa MOAY/IOE BAACHI MPUHLMAM 3aEXHO Bif TOr0, YOro Bif HEl YekatoTb.
Y Oyab-sKkid cuTyauii nlogvHa HeHadye 3a BRacHUMM HaXaHHAM BUKOHYE HWM3KY 3aBhaHb i pobuTb Le «y ropi i
pafocCTi», Ha poboTi 11y BiNbHMI Yac.

Hasea «lacna» BiaCMNae 4O BNAAHWMX HACTAaHOB PaAsHCLKOT 106K Ta deHoMeHy dopMyBaHHs cneundidyHoro
CYMAIHHA «PALAAHCBHKOT NOAMHWY. HaTOMICTb MeHe He MOMLWAE BiAYYTTA, WO MUHYIa peanbHiCTb MPOAOBXYE
BIATBOPIOBATUCSA 3i CTA/I00 BMNEPTICTIO BIYHOrO ABWIyHa. Hapasi 5 3ocepeamiacs Ha KOMaH4ax, AKMMK CydacHa
JIOLMHA MOXe KepyBaTUCS, KON MAETbCA NPO pafdoLli XuTTs, 60 BiANOYMHOK i HACONOAA Y CbOrOAEHHI Takox
nignaraTb pefakuii. JlioonHa MycuUTb pafiTy Haye 3a 3rofoto 3 iHWWMK, WO, OHAK, HE MAE HIYOro CMiNbHOro
3 paficTio, po3aineHot 3 6/M3bknuMn. MoBa paglle npo Taky cobi KOHBEHLUiHY Haconoay, Wo BiAbyBaeTbCA
Nwe Tofi, KOnu i CxBasneHo 330BHI OKOM cendi-kamepu.

B EpHecTa lenHepa € TepMiH «MOAYbHI MOAM», AKUIA JyXe TOYHO OKPEeC/IoE MOMmaa Ha OyayBaHHS BAACHOMO
XUTTS 3 OFISIAY Ha PONi, 3aNpOMNOHOBaHI CyCMifIbCTBOM, a TaKOX Ha Hamy4YyBaHHS BMMBOBUX MEHTOPIB. YTIM Ans
CYYaCHOT JIOAMHM BXe HeJOCTaTHBO NPOCTO 3roNI0CUTUCS Ha MPUNHATTA HafIeXHOT NO3K - BOHa NepebyaoBye cebe
TaKMM YMHOM, L0 Tanu XUTTA i OpraHu Tina 3aMilllytoTbCs BXEe He iHWVMMU XUTTEBUMU | TinecHUMIM bparMeHTamu,
a peyamu. TobTo LiHHOCTI HabyBatoTb OYKBabHOCTI Ta 3aMiCTb BHYTPILLHbOI OMOPW CTat0Tb NPOTE3aMu.

TeMaTn4HO «lacna» BOAHOYAC € aHTUTE3010 Ta JOMOBHEHHAM cepil «Mosa poboTa MeHe pobuTb», 6O NPUCBAYEHI
BiAMOYMHKY. MeHe [aBHO AMBYBaNa CXWbHICTb 3BOAUTU XMTTEBI MoTpebu no BOHOroro nepeniky BapiaHTiB
OTPUMAHHSA XUTTEBMX pagowis. Akwo lenHep nopisHioe ByTTeBI Moaeni 3 MomylbHUMKU Mebnamu, Bapiauil
CKNaAaHHsA AKMX 3anexaTb Bif MOX/IMBOCTEN BMAACHMKA, 1 XOTiNa OW 3ayBaXuTW caMe CTany «31MAEHHICTb»
noTpeb, sika ax 3aHaATO YacTo He 3aNeXMTb Bif MaTepialbHOro CTaTky iHAMBIAA | MOB’'A3aHMX i3 UMM CMPOMOT.
Y [03BiNAi Ta 3aXOMAEHHSX MoAMHA 3 BUCOKMMUM CTaTKaMW 4acTo peanlisye HeBuragamsi Mpii BigHaka npo
>y, BUMUBKY, XOPOLLY aBTiBKY, BNacHU AiM i 3po3yMini ineanu. Y «lacnax» GaxaHi aTpnbyTu Wacnmeoro
6e3TypboTHOro NobyTy Ta 3aTULLKY, AK-OT BYAMHOK, MaHran, aBTo, NapkaH Yy iAe0N0riYHNA CUMBOJI, MOCTAOTh
300YEHMM YpeyeBNeHHsM LiIHHOCTEl Ta HeHaye rBanTyoTb abo NOTUXY MOMIMHAIOTL BOXMCTE TiNo NOAVHN.

BepeceHb 2019 p.
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Vlada Ralko

Human life is often compared to a road subdivided into stages. Various situations in life, meanwhile, are usually
regulated by so-called formats that dictate expectations and behaviors. This “formatting” occurs with mutual
consent: authorities, the market or customs may define humankind’s lifestyle, and yet each person modulates
his or her principles depending on what’s expected of him or her. In any case, people willingly perform a range
of tasks, “for better, for worse,” at work and during their free time.

The title, Slogans, alludes to prescriptive regulations of the Soviet era, and the formation of the specific
conscience of “the Soviet person.” | have a feeling that past conditions keep reproducing themselves with
unerring stubbornness of a perpetuum mobile. | have presently focused on commands that our contempo-
raries could adopt when it comes to joys of life, because leisure and pleasure, too, are now regulated. We have
to rejoice in agreement with others, and this, nevertheless, has nothing in common with the joy shared with
the near and dear. I'm dealing instead with conventional pleasures, so to speak, that only become pleasurable
once they get the external approval of the eye of the selfie camera.

Ernest Gellner had introduced the term “modular persons,” which perfectly encapsulates the principles of
constructing one’s own life within the framework of roles suggested by society, and instructions from influen-
tial mentors. For contemporary persons, it no longer suffices to adopt the required position: they transform
themselves so that the stages of their lives or the organs of their bodies could be replaced not by other frag-
ments from life and bodies, but by objects. Values, therefore, are made literal, and become prosthetics rather
than inner buttresses.

Thematically, Slogans are both an antithesis and a supplement to my series My Work Works Me, in that they
deal with leisure. The tendency to limit one’s needs in life to a miserly list of ways to attain joy has long per-
plexed me. Whereas Gellner compared modes of existence with modular furniture that can be assembled in
various ways, depending on the owner’s capabilities, | would like to emphasize the stable meagerness of these
needs, regardless of each individual’'s material status and possibilities connected to that. High-income per-
sons often realize in their passions and leisure the simple beggar’s dreams of food, drink, a good car, a house
of one’s own, and understandable ideals. In Slogans, the coveted attributes of this happy, carefree leisure and
comfort, such as a house, a barbecue, a car, a fence or an ideological symbol, become a perverse embodiment
of values that assault or quietly assimilate the divine body of the humankind.

September 2019

87



88

89




90 91



Facna / Slogans

92 93



MawuctepHsa / Studio






— -':1':""'5'!"_'_‘ =Ty
r L, .- r':':d-‘-”—--.*—_,.ﬂ-L : 'Pj !"]I




;.;'_il!'.:-!llfhu.. M







MopibHicTb / Xona /
BuokpemneHHs /
[1BOIHA

Affinity / Procession
/ Separation / Dual




Mopi6Hicte / Affinity

106 107









BuokpemneHHa / Separation

112 113



OBoiHa / Dual

114 115






Xopa / Procession

118 119



e s




Mon
pobora
MEHE
pobuTh

KYXHA&MaUCTepHsa

My
Work
Works
Me

Kitchen&Studio







126 127






«KyxXHsa»
Inner Workings




Bes HazBun / Untitled

132 133



MoeepxHa / Surface 3yctpiune / Counter

134 135



PoswupenHa / Expansion 3anexHictb / Dependence

136 137



HanepepopHi / On the Eve of Hanpsimok / Direction

138 139



3mict / Content €nHaHHa / Union

140 141



OTtBip / Opening OcHoBa / Basis

142 143



3'szaty / Bound ®opma / Form

144 145



Matepia / Matter Kpae / Cutting

146 147



Po3pis / Cut MunbHye / Keeping an Eye Peeled

148 149



NoesHe / Filled Monoeuna / Half

150 151



Mexa / Boundary Bcepepaudi / Inside

152 153



Cknactm / Fold Fonosa / Head

154 155



Byson / Knot Cnpob6a 3abyTtu npo niopeir / An Attempt to Forget about Humankind

156 157



Dicratuca po / Reaching For OeoiHa / Dual

158 159



Dewo / Something BiuHuii Boronb / Eternal Flame

160 161



Bigkputra / Breach Tpetuna / One Third

162 163



Posnopin / Division Bkasye / Pointing

164 165



Buautu / Pouring Out Hix / Knife

166 167



Mis ponoHi / Half a Palm PosropHyte / Unwrapped

168 169



Tuck / Pressure Bigkputn / Open Up

170 171



3ycunna / Effort

172 173



LLiHHI peui
Things of Value

BucraBka
ranepes
YepBoHeYopHe
KaHiB
BepeceHb
2019

Exhibition
ChervoneChorne
gallery

Kaniv
September

2019


















Bnapa Panko Hapoaunacsa 1969 poky B Kuesi. Y 1987 poui 3akiHunna Pecny6nikaHCbKy XyA0XXHIO CepefHIo
wkony iM. T. T. LeBuyeHka, B 1994-My — HauioHanbHy akaaeMilo 06pa3oTBOpYOro MUCTELTBA Ta apXiTEKTypU
(MaiicTepHs npod. B. WaTaniHa). YneH HauioHanbHOT cninku xyaoXxHukiB Ykpainu 3 1994 poky. XXuse Ta
npautoe B Kuesi.

BubpaHi BuctaBku

2019 — LinHi peui, ranepesn YepsorneYopHe, KaHis; OcobucTi peui, Galeria Labirynt, Jliobni4; CBob6opa Ta il npu-
Bua. Bepcin, Galeria Arsenat, binoctok; Exodus. Biruchiy 019. Montenegro, HauioHansHuin My3eit Hop-
Horopii, LietiHe; Mysei ictopii Kuesa, Kuis; KuiBcbkui wopeHHuk, Mysein ckynbntypu |. I MiHzens, Jibsis;
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DAAD gallery, BepniH; The drop in the ocean, Kunstlerhous, BigeHb; The show within the show, Muc-
Teubkuin apceHan, Kuis; binii nuctu, Karas Gallery, Kuis

2013 — MoBepxHs, Karas Gallery, Kvis; BcepepuHi, Karas Gallery, Kvis

2012 — Cneka (pasom i3 Bonoaumumpom ByaHikosum), Benukuii ckynbnTypHWIA canoH, Mucteubkuin apce-
Han, Kvis; 3ayapoBanuin nornaa, MNepuwa Kuiscbka bieHane Arsenale (napanensHa nporpama), Karas
Gallery, Kuie; XyRoXXHMKMN MantoloTb. A4, Karas Gallery, Kuis
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2011 — Cneka (pa3om i3 Bonognumupom byaHikosum), ranepes Iyla, Nyp3yd; Xnonumku i gisdatka (pasom i3
Bonoanmmpom byaHikosum), ApT-ueHTp A lanepes, Kuis

2010 — ApT-KkuiB, MucTtelbkunin apceHan, Kuis

2009 — BiiicbkoBuin caHaTopiit, Karas Gallery, Kuvis; MpocTi peui, ApT-Kuig, YkpaiHcbkuin giM, Knis; 3asapictb
Ao peanbHocri, Karas Gallery, Kuis; 3Hakum, Bereznitsky gallery, bepniH; Foronb-¢ect, ranepes /laBpa,
Knis

2007 — Apt-MockBa, LIBX, MockBa; Mae 6yTtu, ApT-ueHTp A lanepes, Kuig; WkinbHa uMreika, ranepes
Paperworks, MockBa; WkinbHa uureiika, MockoBcbka bieHane, LIBX, Mockea; Ctunenaia CCN Graz,
[pay

2006 — KossaHHs, ApT-ueHTp A dnsariH, Kuis; BnnsHiokn, ranepes Atense Kapacsh, Knis
2005 — PoxxeBe MiyHe, ranepes Atenbe Kapaco, Knis

2004 — MpocTa noauHa, ranepes Atenbe Kapacb, Kuis; Kutaicbkuit epoTUYHUIA LWOAGHHUK, ranepes [enb-
MaHa, Mockea; NpowaBeaii, 36poe, MucTeubknii apceHan, Knis

2003 — Mepwa konekuis, LI6X, Kvis; Donumenta, PereHcoypr; Enoxa pomanTtuamy, MNanay mucteuts, J1bBiB

2002 — KuTalcbkuit epOTUYMHUIA WOAEHHUK, ranepes lenbMaHa, Kuie; 3a cknoM, ranepes Atenbe Kapaceo,
Kuvig; liBUMHKaA, HiMdeTKa, AiIBUMHKA, HiMdeTKa, ranepes Rebellminds, BepniH

2001 — Pob6otu Ha nanepi, ranepes Aniniit, Knis; XXuBonuc, odbopT, ranepes-atense In den Gerbgruben, byp-
reHneHn; NpeMia BceykpaiHcbKoi TpieHane xxusonucy, Kuis

2000 — Pai, ranepes Pa, Kvis; HoBi cnpsaiMyBaHHs, LIBX, KiiB; 3aMok Yumeniue, MixHapoaHa pesmaeHuis,
LICI, Mpara

1997 — Kpauwi yacu, ranepes Tagsio, Kvie; Kpawi yacu, My3seit ictopii Knuesa, Kuis

1995 — Ckap6wu 3abyToi KpaiHu, JTiHKONLH-LEeHTP, Hblo-Nopk
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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

2019 — Things of value, ChervoneChorne gallery, Kaniv; Personal effects, Galeria Labirynt, Lublin; The
phantom of liberty. Version, Galeria Arsenat, Biatystok; Exodus. Biruchiy 019. Montenegro, National
museum of Montenegro, Cetinje; Kyiv History Museum, Kyiv; Kyiv diary, |. G. Pinzel Sculpture Museum,
Lviv; War in museum, Kmytiv Museum of Soviet Art, Kmytiv; Wedding, Voloshyn Gallery, Kyiv

2018 — 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

2017 — 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

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 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

2014 — 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

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
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2011 — Heat (with Volodymyr Budnikov), GuGa Gallery, Gurzuf; Boys and girls (with Volodymyr Budnikov),
Ya-Gallery Art Centre, Kyiv

2010 — Art-kyiv, Art Arsenal, Kyiv

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, 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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