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YKkpaiHa cborogHi wo nepexuna eniyHy Pesontouito MigHOCTI, N'aTMpiuHy BiHY Ha JoHbaci, kpaiHa, wo
CMepTe/bHO BTOMJ/IEHA | HapeLUTi nepenLu/ia He MeHLW enivyHni papc npesngeHTcbkmx Bubopis. Tomy nuwy Len
TeKCT He «3 ornajy», a «Bcynepeu» — Contra spem spero.

M'sTb pokiB MW BCi BOBTY3MAMCA, TaK i He MiABIBWW PUCKY MiZ TUM €NOXa/ibHUM NepiofoM, SKUIN BCi
pa3oMm nepexmusin.

Tak i He MOX0BaBLLUM F4HO CBOIX MEPTBUX.

Tak i He BLIAHYBaBLUM FiZAHO CBOIX repoiB.

Tak i He 3BiBLIM MeMoOpiany, 40BKOJa AKOro Moran 6 byayBaTu CBii MabyTHIM yKPATHCbKUIA HAPOA,.

CBOro yacy Mu Tex He 3poburan BCbOro TOro, WO HaNeXanocs, a TOMy OTPUMAIN KPO3PUTY MOTUY».

OgaHak 3ibpannca f0BKONA ManeHbKOT KHMxXeukn — «Kob3aps».

O3MpHYBLNCb Ha MUHY/E JeCATUAITTS, Malo CKasaTwu, WO He 3pobMBLUN Ha/NeXHOro Ta BTAMHYBLKCH Y
raHbby, 3HoBYy Maemo 36mMpaTu CBi Hapog No WOonTi.

BaraTo 6yn10 HanmcaHo Npo Le n'aTupivys repois. HanucaHo pisHoro.

MpoTe, HAUCUABHIWKM, WO 3HatO, i Le 6e3 CEHTUMEHTIB Ta AeleBOl NaTeTUKK, Le BUAAHUN LPYKOM
umka rpadivyHmx pobit Bnagun Panko «KniBcbknn wogeHHUK». lymato, Wo HiYoro NOTY>HIOro BXe npo
Lilo enoXy repoiB BXe Hi HanMcaHo, Hi CKOMNOHOBAHO He byse — paHu, NonNpu Bce, 3aTArytoTbes, Hinb Tynie.
A TomMy — He bByge...

3BicHO, «KMIBCbKMI WOAEHHUK» 3aHAATO CKAAZHA KHWUMA, W06 BOHA CTas1a TAaKo X NonyspHoto, Ak «Kob-
3ap», AKOro 3a ABa CTONITTA nNepeTBOpUAM y Ny6oK. i BaXKo Tak 3a/1aKkyBaTu Ta BBIGraTu y pyLHMKY, AK L0
CBAILLEHHY KHUTY YKPATHCbKOrO Hapoay.

Le kHura iHwa. «KniBCbkni WoAeHHUK» — Lie He nLe opera omnia camoi Bsiagu Panko, xygoxHuui, muc-
IUTesbKK, ove-BUAMULL, ane 1 credo CBiZKiB TOro Yacy.

Mpu yomy Panko He nuviie ove-BUANTL, UM pebnekTye, Ppikcye Te, Wwo 6yno, ane M WoOCb HAM rOBOPUTL —
TIEIO MOBOIO, KO BOJIOAIE, MOBOI 00pasiB. «KMIBCbKMI LOAEHHUKY» PO3MOYMHAETHCSA 3 1T C/1iB — NepesMOBU.
CniB nocyTHix. [poTe, KOAN NULLY «LOCb HAM FOBOPUTbL», TO pajlle Mato Ha yBa3i CTOriH, Naay, pes, BUTTH
JIIOA,CbKOT MI0Ti, IKOKO € | BOHA, | KOXEH 3 Hac. Te BUTTS LUMATOBAHOI N/10Ti, BUAEPTUX OYEN, pO3ipBaHOI Bari-
HW, NOKaBaNKOBaHMX TPYNiB NpobyBain AOHECTHN 40 HAc, a, OTXe, Bi3yanisyBaTu He pas. Pasiko He nepua. Ak
He nepua i Ta Tparezis, Npo sKky i1 naetbcs — Pesontouis MNgHocTi. Mo-pisHomy Baasanocs. MNpoTe HanbinbLw
yecHo e 3pobuan OpaHuicko ae Movs (Francisco José de Goya y Lucientes,1746-1828) y cBoix «Kaxax BiliHW»
(Los desastres de la guerra, 1810), Ma6so Mikacco (Pablo Ruiz y Picasso, 1881-1973) y «[epHiui» (Guernica,
1937), i ®peHcic bekoH (Francis Bacon, 1909-1992).

I

BaHasnbHe — Npo wo «KuiBcbkni woaeHHMK»?... Mpo nogii B YkpaiHi 2013-2014 pokis. [po Pesontouito
FigHocTi, Nnpo Benvke MpoTUCTOSIHHSA, NPO POCIMCbKY arpecito, Npo NAnMBeKaya, Npo KYPOPTHUMCE3OH, Npo
netokakscerga, Npo BixeHLiB, NPO LyKepoUKy, MPO KaTepuHy, Npo Mamas, Npo XOA4MUTb3aNYMKNOKanyCTiHO-
CUTbAANbKYBOINiNXyCTLi... [po nogii, BiAKMHbMO NaTeTUKY, asie BCe X enivHi, NpuyYoMy He aunwe Ans Ykpai-
HU... | B LbOMY CeHCi neple, Wo NogMBUAOCA HA MEHE 3 MOTOPOLIHMX CTOPIHOK «KMIBCbKOrO WOAEHHMKaY, Le
oui loMepa, o4i BUKOYNaHI 3 3iHWLb | MPOTArHYTI MEHi — AMBUCB!... MPOCTO AMBUCH!... AUBUCH... He BTiKaW Bij
TOro, WO TU OYe-BUAELb... BAPBU OMi, | AUBUCh... KAM'SHIN Nepes JIMLLEM FOProHU... YN BUTPUMAK LLen Norasz
0Yi-B-0Ui...

Becb rpadiuHMM LMKA NOYMHAETLCA 3 MiAKAOUYEHHS FOJIOBHOMO MO3KY (2-3 — TYT i Aai Y Ay>KKax NogaHo
CTOPIHKM, Ha IKMX PO3MiLLeHi itocTpaLily BugaHHi «KniBcbkoro wogeHHnkar). LLlo aktyaabHo i goci...

«KWIBCbKUI WOAEHHNK» B OCHOBI CBOIW Npenapye Tpu obumpu:

PeanbHiCTb, NpU-CYyTHE, AKe KNAAETHCA CBOIMW KiIrTAMW HaM B OYi;



CBigka, TOro-wo-npu-cyTHUTb, AKMI KaM'sIHIE 3 LUIMPOKO PO3KPUTUMM OUUMQ;

Cam aKkT bayeHHs, cam akT nepexMBaHHS peasibHOCTI, WO KMAAETbCA CBOTMW KirTAAMW HaM B OYi B SIKOCTI
CBifjKa — aKT MPU-CyTHEHHS.

Lo TyT ronosHe?

PeanbHicTb XaxiTb peBotoLii Ta BinHN? Cnpoba nokasatu Los desastres de la guerra? | Tak, i Hi. KHura
ranbua i baratorpaHHiuwa.

Ceigok? Cnpoba nocsiguntu npo Los desastres de la guerra? | Tak, i Hi. KHura ramnba i 6aratorpaHHiwa.

Yu, Moxe, naeTbcsa Npo caM akT HaveHHs, KaM'sHIHHS 3 LIMPOKO PO3KPUTUMM ounma? MNpo xax i HeBigBOpOT-
HicTb. [P0 HEMOXAMBICTb YXUANTUCS Bif NOrNAAy oui-B-o4i? Konm byab-aka cnpoba npyMKHYTM MOBiKM Npw-
CiKa€ETHLCA PyUNCbKaMK, ki He Te Lo Po34axatoTb TBOI MOBIKM, afe N BUPMBAOTb TBOI O4HI 76/1yKa, WwobTnbauns-
Bce... [1py HeMMHyYiCTb XaxanBoro. [1po HeBiABOPOTHICTb B3AEMHOT MPU-CYTHOCTI. XKax/11MBe, Xo4eL TH, Yu Hi,
MPUCYTHUTBLCS Npun Tobi — KybanTbCA nopydy, kybantbcs B Tobi camomy... CBif0K He MOXe 3aKpUTU OYi — He by Tu-
y-NpKU-CyTHOCTi CyTHbOro. CyTHE, SKMM B1 BOHO Xax/IMBMUM He Byn0, a caMe TakMM BOHO B KiHLLeBOMY pe3yibTaTi
i €, He CyTHUTbCA 6e3 Npu-cyTHbLOro — T06TO CBigKa. XXax/MBa peanbHICTb OKOPMAAETLCS CBIAKOM i CYTHUTLCS
3aBAAKM MOMy. XKax/IMBa peanbHiCTb MOXMPaE CBOro CBiaka, Ak CaTypH cBoix aiTeit y Foi (Saturno devorando a
un hijo, 1819-1823). XKaxn1Ba peasbHicTb (8 HacnpaBai HaBiTb byAeHHICTb, HaHaIbHICTb, LWe pa3 NigKPectow —
B CBOEMY BUMOBHEHHI, Y CBOI/ NMOBHi — Xax/MBa) He CyTHUTbCA-6e3-cBigka. Tak caMo, AK i CBIZOK He CyTHUTLCS
6e3 ax/MBOro Npu-cyTHLOro... ¥ Panko us ABoKpuaa CyB's3b MaTepianisyeTbcs y MmeTadopy oka.

Oko 3BepHeHe i 0 XaX/IMBOI peasibHOCTi — CBIAOK «AMBUTLCSA» | 6aunTb. Asle i XKaxnBa peasibHiCTb «4NBUTb-
Cs» Ha CBigKa i «6aunTb» Moro. Pasko AMBUTHCS B OYi FOProHi. | roproHa AnBuTbCS B ovi Pasiko.

Abo iHakLe — BUpBaHi 161yKa o4ent MOXHa po3BepHYTH i 40 Panko, i 40 roproHn. ¥ ubomy ceHci e Oko cTae
BCEBUAAYMM — BOHO BXE He 3a/1eXMUTb Hi Big Pasko, Hi Big ropronu. Oko cTae kapoto. HeposipsaHoto nynosu-
HOIO, IKa €HAE OTXJ/1aHb, 3 IKOT BUMLLAA Panko, i BCi M, i XXaxiTTAM peasibHOCTi, IKUM MU CTAEMO, B sIKe 3aHYpPLOE-
MOCHl, B fIKE BPOCTAEMO. W Y LbOMY CEHCi «BCEBUASAYICTb» BiZ,CMIAE HAC A0 TOrO, WO MakXe He BisyasnizoBaHe
y «KMIBCbKOMY LLO€HHUKY», OAHAK CTPYMUTb Yy KOXHOMY 3 apKyLUiB — HeyCyBa/lbHe NPU-CyTHEHHS, aTpubyTom
AIKOT 0 € «BCeBUAAYICTbY. He byay posropTatu Temm — qui aspicit videt.

Ocobuctmm npanopom Bragm Panko — akuii 306paxkeHnIn Ha O4HOMY 3 apKyLUiB LIUKY (113) — € NOAOTHULLE
KONbOPY po36aBieHOI MOJIOKOM KPOBI, Ha siIkoMy 306paeHo oui Ta poT — bavy i npomoBsto — Le ii MaHidecT.

OgHak, OKo — Lie nLe OAMNH 3 iIHCTPYMEHTIB «bayeHH:A», «Bif4yBaHHS» TOrO Xaxy, IKMM PO3KPUBAETLCA ne-
pea ove-suauueto. Oye-BnanLA — NOAMHA, XIHKA, IOAMHA i3 KOCTi i NA10Ti. A TOMY BiZ4yBa€e BCiM, YUM HaifeHa —
MaJio CKa3aTw, WO TizIoM, B sike B-TineHa — 60 i nepcamu, i poTom, i yTpoboto, i BariHoto, i npenapoBaHNM MO3KOM.
Came yepes HMX BOHA €-Y-NPUCYTHOCTI TI€l )Xax/IMBOI peasbHOCTI. Came 3 40NOMOroto LiMxX peLenTopis i peasbHa
Bnaaga Panko, i xyaoxHuua Panko 30HAY€E No3a-Hero-CyLly peasbHicTb. [poBigHMKaMn, SKMMK 40 oYe-BUAMLL
i Bi, HET MAYTb NOBILOM/IEHHS, € | CBIT/I0 (MOCNAHe, NPUIMHSATE, piXyye, oropTatoye...), i 3ByK (MOCNAHWUIA, NPUNA-
HATUW, NPOHU3YIOUNI, NeneHatoumn...), i Bugmx/samx (halitus, inspiratione spiritus, nocaaHui, NPURHATUR...), |
AOTOPK, i yaap, i CWHA, i KPOB... Ale 1 CN10Ba, K CNAITATbCS Y MOBJ/IEHHS, sIKe Bif ANCKYPCUMBHOCTI, 3 OrASAY Ha
6inb, NnepexoanTb A0 HeUNeHOPO3AiNbHOCTI | 3aB1BaHHSA — Big Anckypcy LLieBueHka A0 NoToKy cBiAOMOCTi «Tpu-
3HM 3a QiHHer'aHom» [xenmca [xonca (James Augustine Aloysius Joyce,1882-1941, Finnegans Wake, 1939)...
3BiACK | XOANTL3aNYMKNOKANYCTIHOCUTLAALKYBOININXYCTL...

Lle nepebyBaHHsA-y-NpUCYTHOCTi-CYyTHbOI O, peasibHOCTi B «K1IBCbKOMY LW oAeHHMKY» He ambiBaneHTHe. Lie He
nacvBHe CMOrNsiAaHHA. 3pewwToto, ANs JOAUHN-LLL0-E-Y-NPUCYTHOCTI, HacnpaBai ambiBaNeHTHICTb NPOCTO He-
MoxuimBa. Ans Hel nepebyBaHHA-y-NMPUCYTHOCTI-CYyTHbOIO € AO/IaHHAM L€l peasbHOCTI, Koo 6 BOHa He byna
— AONaHHAM NPOTU-CTABHOMO, A0NaHHAM Teuii. JIloANHA-LW0-E-Y-NPUCYTHOCTI NPOTU-CTaBUTLCSA, CTaBUTL cebe.
Tomy «KUIBCBKMI LWOAEHHUK» € CYLiIbHUM MPOTU-CTaBAEHHAM YK CTaB/IeHHSM CBiZKa CynpoTU NPOTU-CTaBHO-
ro, Xax/IMBOI peasibHOCTi y HAUTrOCTPILUMX i3 BiJlOMUX MEHi B Cy4aCHOMY YKpaiHCbKOMY MucTelTBi dopm. Ane un
6yB iHWWK BUXig y Bnagm Panko y Tomy micui i B Tov 4ac? Y Mornia BOHa yXuamnTmcs? He npo noniTUYHY OpieH-
Tauito Bedy MOBY, @ NPO YecHicTb Bnagu Pasko sk cBigka, Ak ove-BuAnLi. Ak Ha MeHe — He bByno. YsBiMm, wo byna
6 sikacb Bnaga Panko, sika 6 Mana npoTuaexHi noniTuyHi nornaan, ane 6yna 6 Tak camo NPOHM3/IMBO YECHOHO SIK
XYAOXHMUK i CBIAOK — Yy Hel Tex He Byno 6 B1Uxoay, okpim sk cTaTn oye-BuamLeto, nidieto, Yepes Ky HaBCTIX Bij-
KPUTUMM OYMMa AMBUTHCSA Ha Xax/IMBE BXe HaBiTb He BOHA, @ TOW, IKOTO 3BYTb «BCEBUASAYMMY... 3BICHO, BCi MU
CMepTHi raZlaeMo, WO Le MU «ANBUMOCSA» Ha CBiT. OZHaK, BCe X, i Lie 6isbw iMOBIPHO, HAMUW AMBUTLCSA «TOW, L0
Bce 6aunTbx... 3HOBY X He Byay 3armbatoBaTucs — qui aspicit videt.

OAHUM CNOBOM — CBiZOK He MA€E iHLIOT PYHKLiT, OKPIM SIK NPOTU-CTaBUTUCS, MPOTU-CTOATU, CTOATU Y MEBHOMY
MiCLLi i Yaci, i TpMBaTK Y LLbOMY CTOSIHHI. | Came Lie CTOSAHHS, MPOTU-CTaB/IEHHS MOCTaB/IAE HAaM, O4e-BUALAM, HacC






camux. CtosiHHs Bnagm Panko noctaBuio i camy cebe — Bnagy Pasiko, XyfoXXHULIO, XiHKY, CBigKa, o4e-Bu-
Anuto. CTOSHHS, NPOTU-CTaB/IeHHSA NOCTaBJ/IAE KOXHOIO 3 HaC cammnm cobi. Moxy ckas3aTu i He TaK yCKl1aHeHO
— YTPUMYBaHHS HaC CaMMUX y CBOI CaMOCTi TBOPUTb KOXHOTO 3 Hac, Ja€ HaC HaM CaMUM.

Apkywi «<KMIBCbKOrO WOAEHHNKE» He 3a/MWAt0Tb XOAHOr0 CYMHIBY LLOAO TOro, wo Baasga Panko ceigok i He
MPOCTO NOAMHA, @ caMe XiHKka. BoHa 30HAYe€ CBIT BCiM TUM, UMM HagineHa sik XiHKa, BCiM 6e3 BUHATKY. OgHak
A9 XyJ,0XKHMKA Takoi BiZiBEPTOCTi LibOro, 3BiCHO, 3aMaJio. [po wo BoHa, 6e3 )XOoAHWX MeHYeTiB, i TpOro/IoLyE TH-
TY/IbHUM, NPOrpamMHUM nepnm apkyLieM «KMiBCbKOro WoAeHHNKa» — TaK, BOHa XIHKa, 3 mepcamu, XiHKa 3 KpOBi
i NA0Ti, ane  ax TpboMa NeHicaMm — IHCTPYMEHTaMK, AKMMU BOHa He /INLLE 30HAYyBaTHMMe Xax/IMBe, ane i nomy
npoTucToaTUMe (29). | y LLbOMy CEHCi, 3HOBY X BiJKMHYBLUM BCi CEHTUMEHTU, MOXHA 3 NOBHMM MPaBOM CKa3aTy,
wo B LboMy Bnaga cTynae ctona B cTony 3a Jleceto — i Ha CbOrOZHI BOHA € «TPOXM YN HE OAUHOKUIA MY>KUMHA Ha
BCIO HOBOYaCcHY cobopHy YkpaiHy» (IBaH QpaHko)... 3BiCHO, B LbOMY i1 MOMi4YHUM BUABKUAOCA i iTimM'a —Baaga — 60
X CTaB/IeHHS | yTBEPAXYETbCA Y GOpMi Bajm.

A TOMY rosioBHUM MOTMBOM «KUIBCbKOrO WOAEHHMKa» € He HacTiNbku dikcaLis Tpareaii TUx gHiB Ta mics-
LiiB 2013-2014 POKIB, CKi/ZIbKM NOCTaBAeHHA-cebe, KOHCTUTYIOBaHHS-cebe — Bnaan Pasnko — nepeg nvuem r'ean-
TYIOUOT KpaiHy i KOXHOrO 3 HaC Xax/1MBOT peanbHOCTi. Becb «KMIBCbKMI WOAEHHMK» € CYLi/IBHUM NPOTU-CTaB-
NeHHsAM i cTaBaeHHsAM-cebe. | TyT Bnaga Pasiko pi3ko BigxoauTb Big TPAAULINHMX NAayiB (KOUHUOG) yKpaiHCbKOT
Tpaauuil — Tak HeHaye MU Hivoro 3 enocy [omepa He MOXeMO B3ATU. Pasko Aos1a€ POMaHTUUHY NaTeTuUKy i
NPOTU-CTOITb Y OYMLLEHIN BiJ CEHTUMEHTaIbHOT TaHANTM MeTadi3nyHin ckopboTi. CkopboTi, Aka Ma€ KopeHi y
6e304Hi xaxnmBoro. Ane pasom i3 TUM BOHa NPOTUCTOITb, ByKBa/sIbHO, MPOTU-CTaBAAYNCH WepeHram BepkyTy
y Kunesi (30-134), cenapaTnctam Ta pocincekmm okynaHtam y Kpumy (134-184) y ctenax JoHbacy (187-384) — 60
X BCAIKE XaX/IMBe € He nLe MeTadi3snuHNM, ase N KOHKPETHUM.

Il

Panko, K Xy0XKHULLS, HE MOXe OMUHYTU KOHKPeTUKW. BOHa Bi3yanisye Te NpOTU-CTOSHHA — | CBOE 0CO6U-
CTe NPOTU-CTOAHHS, | NPOTU-CTOAHHA TMX, XTO OyB MOPYY HEl'y TUX TpariyHMX 2013-2014 pokax. ¥ Hei oui, Byxa,
pOTU, BariHu, NeHicu, nepca, yTpobu, Misku, Tina kpuyaTb, BoAaOTb. |i CBiTAa, KPOBI, MOIOKA, 3BYKM K /1e3a
PiXKyTb HaM oui.

3BiCHO, WO K Nt0AMHA KyabTypy, Bnaga Panko He moxe 3BecTn Bce A0 MeTadi3MUHUX J0AMCKYPCUBHUX
MepBHIB, X04a K HIXTO F/IMBOKO CArae came A0 HUX, — MPO WO i MLWIO0CS Y MonepeaHin YaCTUHI TeKCTY.

Ane pa3oMm 3 TMM BOHa amnestoe i A0 Ky/NbTYPHUX NapaanrMm, siki po3KprBaloTb MeTapopUUHy CyTb Tpareaii.
A TOoMy Panko noBepTa€eTbCsa i NOBEPTAETLCA A0 KyAbTYPHUX apxeTuniB Ta obpasiB — Ak yKpaiHCbKMX, Wo 6e3-
CYMHIBHO pobuTb ii rinepyKpaiHCbKOIO i MaixXe HenepeksaZHO, repMeTUYHOIO AN MHOAEeN iHLWOT KyNbTypPHOT
TpaAmLii — TaK i 3araibHOCBITOBUX.

Cnpobyto Ha cBil Cy6'eKTUBHUI PO3CYA 3p0bUTH CTaTUCTUYHY BMDBipKYy 06pasiB un apxeTunis, 40 AKMUX CBifO-
MO 4M He CBiJO0MO BAAETbCA Biaga Panko y «KniBcbkomy LLOAEHHNKY». 3BICHO, L0 BaXKO Y KOXHOMY 3 apKyLUiB
TaKOro BE/IMKOrO i FrepMeTUYHOTr0 rpadiyHOro LKy BUYNEHUTM CaMe TOM UM iHLWINIA 06pas um apxeTun, AKLO BiH
He o4yeBMAHUN. MOX/IMBO | cama aBTOpKa He A0 KiHLA YCBIAOM/IIOBaA, WO X Heto NPOMOBASAA0. TUM He MeHLue
y 3ara/ibHMX p1cax HaBiTb Taka Cy6'ekTMBHA BMbipKa BCe X OKPeC/IUTb KOJI0 i HaCTOTY CBiJOMMX YU HE CBiZOMMUX
3BEpHeHb aBTOPKM A0 TOrO Y iHWOoro obpasy um apxeTvny. A, BiANOBIAHO, i OKpPeC/IUTb CeHC Toro, Wwo Braga
Panko, 3HOBY X — CBiZJOMO 4K He CBIAOMO, XOTi/la CKa3aTW i CKa3asaa CBOIM LWOAEHHNKOM. Y1 Lo NPOMOBUIO Ye-
pes XiHKy, XygoxHuuto Bnagy Panko.



J10 yKpaiHCbKMX KY/IbTYPHUX apxeTunis 6e3CyMHIBHO BijHOCATbCA:

XiHKa y BIHOUKY, YM, TOYHiLIe, XiHKayBIHOUKY — caMe TaK — He XiHKa, He BIHOYOK. 3BicHO, o Le KaTepuHa
Tapaca LLleBueHka, obpa3 YkpaiHu — rHaHol, raHbb1eHOT, XiHKMYBIHOUKY, KaTePMHU, AKa CBOIMM NepcaMu BU-
rofoBye cBuHen (283, 285, 293). Ane 1 BOMOBHML — i Lie WOCb 30BCiM HOBe /15 YKpaiHW. OTOX >XiHKayBiHOYKY
npeacraB/ieHa y uuMx apkywax umkay: (69, 74, 115, 117, 119, 128, 154, AMa 171,176, 177, 183, 192, 200, 203, 207,
210, 239, 240, 246, 249, 250, 251, 256, 260, 262, 263, 265, 267, KpbIM30oHauUrp 273, 285, 317, 321, 326, 340, 360,
364) — 36 nocunaHb;

3 HWMM TicHO noB’s3aHa i MokpoBa — TpaAMLIMHNIA yKpaiHCbKUIA apxeTurn, Boromatip ik NOKpOBUTENbHULSA
YKpaiHCbKOro Ko3alLTBa, fika BJlacHe CBOIMM LWaTaMu, MOKPOoBOto (0ModopoM, dLOPOPLOV) NPUKPUBAE, 3aXULLAE
i KO3aLTBO, i BCto YKpaiHy. Y Pasko MokpoBa — MaTip 3 po3naHaxaHoto yTpoboto, 3 sikoi NopoanAaa, B siKi Mpuxu-
A€ i B IKi XOPOHUTb CBOIX CUHIB-000pOHLiB (156, 158, 183, 239, 323, 364). ANe Tex AKy po34vaxae nepes «CMHOM
HeyeCcTMBMMY», ZOKOPSIIOUM 3a 3pady Ta MOKa3youu, 3Bi4KM BiH MOSBMBCSA Ha CBIT, KM 3paj>KyeE — Lie Bepcis, ska
NMPUXOANTb A0 FONOBU. A, MOXE Lie «CMH MpaBeAHWIA», O NOBEPTAETHLCS Y JIOHO MaTepi-YkpaiHu... (baTbkiBLm-
HamaTu 149, 0bpaTHO 169, AiMa 171, NokpoBa 183, 248, 358, 377) — 13 NOCUNAHb;

MOTaHKa — npamaTip CMepTHUX, CMePTHUX, L0 BBaXatloTb cebe yKpaiHUsMK, NoB's3aHa 3 06psa0oM NaoAt0-
YOCTi Ta NPOAOBXEHHSA POAY, KY/NbTOM npefkis (36, 62, 84, 89, BeHepaMoTaHKa 111, caHTaouif 181, 260, 243,
He3Ha- MoMKa 260, 273) — 10 NOCW/IAHb;

XiHKaMaMaw — ifeanizoBaHMM 06pa3 Ko3aka Ta CBOEPIAHUIA AYXOBHUIM cMMBOA YKpaiHu. Ane y Panko BiH ro-
NIOBHO nocTae y obpasi ko3auku — camoi Bnagu Panko — xiHkn-soiHa? (58, 64, 70, 71, 72, 86, 95, 115, 119, 120, 124,
125, 126, 127, 128) — 15 NOCUAAHb;

XKIHKa-CMepTHULS, WaXxiAKa — Le noga/iblue po3ropTaHHA TOro CaMoro apxeTuny XIiHK1-BOIHA (43, 45, 47, A0-
6010 48, 49, 69, 67, 74, 76, 110, 117, 209, 250, 263, 265, 328, 370) — 17 NOCUNAHD;

tOAMTA, XiHKA-CMePTHULLSA — BCi TPU OCTaHHI apXeTunuM CTOCYOTbCS OAHOr0 — Bignaaty, 6opoTebu cnabkoro 3
nepeBaXxatoyoto CUI0H0 — Lie 3HOBY XiHKa-BOIH (74, 75, KaTepuHa 76, 77, 119, 297) — 6 NoCnAaHb;

4yosioBik-MaMal - (125, 126, 127, 320) — ik 6aunmo y Bnaam Panko, ko3ak Mamalt y 4Yonosivin inoctaci € 4oBoi
pigKicHMM 06pa3om —oyeBuMAHO, Wo Braga Panko y «KuiBcbkoMY LOAEHHUKY» BeZe CBi 0COBUCTUNIN MOpaxyHOK
i3 CyNnpOTUBHUKOM, BEZe CBOIO OCODUCTY BillHY, @ TOMY AOMiHYBaHHS 06pa3y XiHKU-BOIHa LjiIKOM NPUPOAHUIA —
MAETbCS NPo caMy aBTopKy — Bnagy Panko — 4 nocunanHs;

WweBYeHKoBa Morunaa y KaHeBi — Ha Hill Bxxe He CTOITb Tapac i3 MOXW/IEHO BiZ AYM ros10Boto, a 3abuta cokmpa
(335, 374, 382). 3 UMM apXETUMOM TiCHO NOB'A3aHUN APYTrniA — MOPOXHIN NOCTaMEHT Nam’'ATHUKA JleHiHa Ha Xpe-
WaTKKY, B KNI TeX, Y Bi4NOBIAHOCTI 3 406poto yKpaiHCbKOIO TpaauLieto, 3abrTa cokmpa — vekae (387) Ta cxoam
y ManbyTHE, AKOro Lie HeMae (395) — 5 MOCUIaHb;

cokumpa — (konmckoBa 308, 335, 355, 370, 374, 382, 387) — 3HOBY LLleBueHKO: «A W06 36yaNTb XMPEHHY BOJIIO,
Tpeba mnpom, rpomagoto obyx cTannTb, Ta 4obpe BUrOCTPUTL COKMPY, Ta 1 3aX04UTLCA BXe byanTb»... — 7 no-
CUNaHb;

CMOBUTOK, BiH )€ X CaBaH, XepTBa, rpPobKK, OLyNOK NOAMHN — (30-T€ XONOAHO 35, 100, 101, 102, 106, 110,
122, 129, NAMBEKaYa 133, 158, 213, 220, 222, 228, 235, MJaZEHELKOCMOHABT 242, rpobkn 262, neTokakBcersa
299, WobHiyoroHeboNiNOHIrO/I0BaHIBCETINO 305, 311, LiyKepouka 318, 323, 329, NOBiLUYKOJNCKYHASIMHYCamani-
AYHaBKpaiHy 332, TaMxaTMHaHOBEHbKas 334, 336, 339, 345, 349, 369, 373, 378, 381, 384) — 34 NoCKNAHHS;

XOMaHeBIpYyIOUNA — L0 MOCTAE AK TiTKa, WO TaK i He BipUTb B Te, WO Bigbynocs Ha MangaHi i MycuTb BCTpOMU-
TW LiNy AONOHIO y paHy nopaHeHoro Ha ManaaHi — anoctony XoMi BUCTapunI0 BCTPOMUTU Naselb Y paHu Boxi
—(296) — 1 nocKNaHHs;

BeAMiAb, Ak 0bpa3 Pocii sk arpecopa, o reanTye YkpaiHy — XiHKyyBiHOUKY, KaTepuHy, NOKPOBY — (177, 192,
197, 198, 199, 200, 203, 204, 207, 208, 210, 212, 223, KapHaBa/ 226, CTapwWUMbPaT 227, 229, 240, 250, 251, 350,
356, 360) — 22 NOCUNAHHS;

ZBOr0/I0BUI open Tex sik obpas Pocii, wo Hanana Ha YkpaiHy — (raHimeg, 166, NTUYKMHbBINOXOPOHbI 167, 174,
MasieHbKUMMPUHL, 175, POCieyKpaiHa3axonmoeTbcaTobot 176, 179, 180, 182, 184, 240, 340, NTiuka 346, 356) — 13
nocmnaaHb.

| Taki HOBOYaCHI MeMK, fAK:

MiHCbKiZJOMOB/IEHOCTI, fIKi MOKa3aHi AK Ni4MMCaHHA yroan 3 cmepTio — (356);

LUMHIYHWX NOAITUKIB Y BOBYIM NoA06i — (344);

He MEeHLU LMHIYHMX XXYPHaAICTIB Ta ariTaTopis, ki 3abpixytoTe Tparegito — (162, 264, 337, 344, 354) — 5 Nocu-
NaHb;

LeHeBiNHa — (362);

KYPOPTHbINCE30H — (135);

HeMo/I0XanAiTOYOKHEeXalNoryAsoTb — 4iTV XXepTBM BilHW (363, 375);









[0 3arasibHOKY/IbTYPHMX MOXHa BiHeCTM antosii 40:

raHimega (favupridng) — BUKpaAeHOT ANTUHM, BKPAAEHOI AUTUHM, BUKpageHoro Kpumy, antosis go Bigo-
Moi poboTn PembpaHaTa «BukpageHHs MaHimega» (Rembrandt Harmenszoon van Rijn, 1606/1607-1669, De
ontvoering van Ganymede, 1635) — (136, 139, raHimez 166, 174) — 4 NOCUNAHHS;

cMepTiMapaTa—anto3is go Bigomoi poboTtu Xaka Jyi asuga «CmepTe MapaTa» (Jacques-Louis David, 1748-
1825, La Mort de Marat, 1793) (185, HedTb 189, 190, 191) — Le anto3is 40 BOMBCTBA BOXAA peBOIOLIT — 04HaK
yosioBive Tino MapaTa 3MiHeHe Ha XiHoYe — 4 NOCU/IaHHS;

noexrpiHa (Lohengrin) — 06bpasy anuaps, K1 NPUNAMBAE y YOBHI, 3anpsxeHoMy nebeseMm, AKUIN 3'ABAAETb-
CSl B TOM MOMEHT, KON AiBYMHI abo BAOBI, BCiMa NOKWMHYTIM i nepecniayBaHin (KaTtepuHi, YkpaiHi), 3arpoxye
cMepTenbHa Hebe3neka. /nuap 3BiNbHAE AiBYUMHY BiZ BOPOTiB i 04PYXY€ETbCA 3 Heto. Lle antosis i o ogHoMmeH-
HoT onepm Pixapaa BarHepa (Wilhelm Richard Wagner,1813-1883), i 4o Bosbdpama doH Ewenbax (Wolfram
von Eschenbach, 61. 1170-61.1220) — 04HOr0 3 HAMBU3HAYHILLMX EMiYHUX NOETIB HIMELbKOro CepeAHbOBIYYSA Ta
noro noemu «Mapuidanb» (Parzival) (222). Ane 3 uum obpasom JloeHrpiHa B obpasHomy psgi Panko HamepTso
ciB i 0bpas nmuaps HebecHoi coTHi, Wwo 3arnHys Ha MangaHi — (108, 133, 183, 222, namBekaya 289) — 5 MOCUNAHB;

BEHepaiMapc — Lie ato3is 40 ABO3HAYHMX A5 BaraTboXx 3 YKpaiHLiB 40 BiliHY, i, K BUSBUIOCS, HaBIiTb Mic/a
n'sTW poKiB BiliHU, CTOCYHKIB YkpaiHu Ta Pocii, wo cdopmynboBaHe y Memi Pasiko pocieykpaiHa3axontoeTbCs -
Tob6010 (346).

Ane Tex i CMMBOJIYHI Bi3yasbHi pAAN, SKi BU3HAYaKOTb CeHC Linol cepil «KMIBCbKOro WoAeHHMKax»:

XiHoui o4i — (30, 33, 34, 38, 41, 48, 49, 50, 54, 55, 56, 61, 63, 64, 65, 66, 67, 69, 85, 90, 91, 92, 107, 110, OCO-
bucTuinpanop 113, 114, 115, 116, YOPHUWKBAAPAT 123, 128, 130, 139, 154, 158, 200, 207, 210, 211, 226, 239, 243,
245, 250, YATAlOKaHTa 274, 276, 283, 293, 294, 295, 299, 305, 314, 315, 317, 326, 337, 369, 370, 375) — 59 NOCKUNaHD;

BariHa, AesbTa, A4eNbTonogibHi BUOYXM rpaHaT, Myyku cBiT/a, Mopi3n, NpocBiTU — (30, 34, 38, 41, 58, 111, 6aTb-
KiBLWMHAMATW 149, 150, 153, 154, 155, 157, 202, 208, 245, 263, 313, 328, 364, 369, 370) — 21 NOCUNAHHS;

XiHoui poT, rybu — (30, 34, 38, 41, 50, 54, 55, 61, 85, 91, 92, 107, 110, 0COBMUCTUNNPANOP 113, 116, 130, 154, 157,
185[ 191l 200[ 207/ 208[ 209/ 210[ 213[ 226[ 232l 239[ 243[ 245[ 251l 273[ 283[ 293[ 294/ 295[ 299/ 3051 3O6l 3141
315, 317, 326, 337, 369, 370, 375) — 48 NocKNaHb;

XiHOYE Ti/I0O — OrosieHe TifIo IK IHCTPYMeHT 60poTbbU 3a NPUHLMMNOM NPOTUCTaBAEHHS — (29, 30, 34, 38, 48,
50, 55, 58, 61, 62, 64, 67, 70, KaTepuHa 76, 77, 82, 84, 85, 110, 111, NAAbKaKaTepPMHa 116, 117, 119, KAaTepUHa 124,
MaMaM 128, 134, 135, 146, 6aTbKiBLWMHAMATY 149, 154, 156, 158, 164, 169, 171, 176, 177, 181, 183, 185, 186, 187,
188, HedTb 189, 191, pocieykpaiHazaxonMETLCATOOO 192, 196, 197, 198, 200, 202, 203, 204, 207, 208, 209,
214, 218, KapHaBan 226, 237, 239, 243, 244, 245, 246, 248, 249, 250, 251, 256, 259, He3Haoma 260, rpobku 262,
263, 265, agiBuMHacmepTb 266, 267, cOnTbleaHresbl 269, KpbiM3oHaUrp 273, 283, 284, 285, 286, 293, 294, 295,
296, 297, 298, 299, 304, NIeTOKaKBCerAa 307, 309, 310, IeTOKAKBCerAa 313, CNUiCycecnupyyYeHbKUCKAAAN 314,
315, 316, 317, 323, 324, 321, 325, LyKepouka 326, 328, 338, 340, 358, 360, 363, 364, 365, 370, 375, 377, 380, 384) —
117 NOCUIaHBb;

BIHOYOK, MOXOBa/IbHUIM BiHOK, KpallaHkK Ha rpobkax — (69, 80, 84, 92, 110, 117, 154, 176, 177, 179, 180, 183,
203, 239, 243, 246, 250, 251, 256, 260, 262, 265, 267, 270, 280, 289, 292, 317, 321, 326, 340, 360) — 32 NOCMNAHHS;

BMOYXM, KOKTE/i MOIOTOBA, KBITOUKM, WO pajLue € Bubyxamu — (37, 51, 52, 57, 58, 59, 60, 61, 62, 63, 64, 65,
70, 71, 73, 78, ropinacocHa 79, 82, 83, 93, 94, 95, 104, 119, 151, 198, 202, 209, 219, 230, 234, A€HbKOCMOHaBTUKMU
241, 278, 279, 281, 283, 295, 297, 1eTOKaKBCErAA 304, 313, 345, 380) — 42 NOCUMIAHHS;

cepue, sk npaBmao, BupBaHe — (48, 53, 86, 194, 224, 239, 250, 251, 267, YUATAIOKAHTA 274, YMTalOKaHTa 276,
369) — 13 nocKNaHsb;

nepca — (34, 70, 116, obpaTHo 169, 191, 283, 285, 293) — 8 nocnNaHb;

MO30K — MO30K, IKUI «He BK/IIOYEHO», KO0 HEMAE, AKUIM Tpeba «NigKAUMTU» HapeLwTi 6ifblocTi rpoma-
ASH YKpaiHK, ogHaK AKMUIM po3MasaHui, nepemeneHuni Ha daplLu, M NpoCcTo NipHaloTb y HebyTTa —4opHO3eM,
BMbOpYy ypHY, HopHe Mope, Wwob AnweHb «BigiMKHYTU» 1Oro — (NigKAOYeHHS 2-3, 155, 157, 186, 187, 188, unTa-
IOKaHTa 274, YNTatoKaHTa 276, 285, neTokakBceraa 325, NiAKAO4YeHHA 331, 338, 368, 370) — 15 nocmaaHb;

neHic — 34ebinbLioro e 06pas BTOpMHHUM (f060t0 29, 109, 131, 161, 163, 173, 190, 223, 287) — 9 NOCKNaHb;

4O/I0BiYe TiJI0 — Oro/IeHe TiNo AK IHCTPYMeHT 60poTbOM 3@ MPUHLMMOM NPOTUCTAB/IEHHS, TPANASETLCS Pia-
Ko. Ak NpaBm/I0, MalAaHiBLi 306paeHi, Wo He AMBHO, Y MOBHIN ekinipoBLi. OgHaK e eNliMiHY€ iXHI0 MacKyAiH-
HiCTb, NepeTBOpPIOE Ha abcTpakTHI dirypm — (Aoboto 39, goboto 40, 60, 63, 87, 94, 108, 126, 127, AUTAMNYLLKA 131,
138, 145, 153, 155, 157, 160, 163, rapmaTa 173, pocieykpaiHaszaxonitoeTbcsiToboto 178, HepTb 190, NacTopasb
195, 220, 223, CTapwuKMbpaT 227, 257, MULLEHb 272, CB.MUXaun 282, 300, 322, 331, 332, 342, 343, 346, 349, 372) —
36 nocunaHb;

AeHbHe3anexHocTi — (306, 342, 343, 357, 369) — 5 NOCUIAHb.
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Buxoasuu 3 umnx gocnigxenb, My npeactaBman rpadivyHni unkn Baagmn Panko «KUiBCbKWM WOAEHHUKY», MO-
C/IYyrOBYHOUMCH IHCTPYMEHTaMK CBOEPiAHOT 06pasomeTpil.

Mpwv LbOMY Le pa3s C/lig Haro0CUTN Ha TOMY, LLO MO3ipHa HayKOMOAiIBHICTb NOAa/IbLLIOro aHai3y Ma€E B CBOIM
OCHOBI Cy6'ekTMBHO pybprkoBaHMii aBTOpOM Habip 06pasiB UM apxeTunis i He MeHLW cyb'ekTUBHY dikcaLito KOx-
Horo 3 06pasis Yn apXeTuniB y KOXHOMY 3 KOHKPETHWUX apKyLwiB rpadiyHOro LKy, Ak BiH npobye aHanizyBaTu.

Y «KuiBCbKOMY L0AeHHUKY» NpeAcTaBAeHo 358 rpadiyHmx AncTie. OTOX, Lie BeANKMI XYA0XHI 06'ekT. | ue
NeBHOIO MipOIO HiBeNtoe Cy6'eKTUBHICTb BMBIpKM Ta pobuTb aHani3 6inbly 06'eKTUBHUM.

OTOX, YMOBHO «XiHOUMX» 06pasiB (a Le — XiHKayBiHO4YKY — 36, MOKPOBa — 13, MOTaHKa — 10, XiHKaMamam — 15,
XiHKa-CMepTHULS — 17, toguTa — 6, XiHOYi o4i — 59, BariHa — 21, XiHOYi rybu — 48, XiHoue TifIo — 117, BIHOYOK — 42,
nepca—8) € —392!

A YMOBHO «40/10Bi4YMx» 06pasiB (a Le 4os0BiKMaMal — 4, OEHI'PiH — 5, MEHIC — 9, Yo/I0BiYe TiIo —36) — 56...

Pi3Hnus pa3toya. 3BiCHO, MOXHa AMCKYTYBaTH WoOA0 06rpyHTOBAHOCTI Takoi AeTani3aLii caMme «KiHouMx» 06-
pasiB Ta apxetuniB. OgHaK HaBiTb NO6IXKHO KMHYBLUW OKOM Ha «KKiBCbKUM WogeHHWK» Bnaagun Panko He maTtu-
MeLl XOAHWX CYMHIBIB, WO Le ocobucTa BilHa XiHkW, Bnagm Panko, sika 1 Bi3yanisyBanacs y LLbOMY MOHYMeEH-
TanbHOMY rpadiyHomMy uumkAi. A ToMy y «KMIBCbKOMY LWOAEHHMKY» BOHA He /inLle oYe-BUANLSA, MPO WO MWA0CS
nonepezHbO, a 1 XiHKa, Lo BCTYNWAa y CBOK OCOBUCTY BilHY.

ToMmy, AVBAAYNCL Ha PO3MAHIKEHUIA MUCTeLbKUA TaHAWAdT YKpaiHUM, Ha CbOrOAHI 3 MOBHUM MPaBOM i YMa-
JIMM CYMOM MYCUMO CTBEPAUTH, Wo Bnaga Pasiko € «TpoXm UM He O4MHOKUIN MYy>KYMHA Ha BCKO HOBOYACHY cobop-
Hy YKpaiHy»...

Panko, Bnaga. KuiBcbkuni wogeHHuk. — KaHis: YepBoHeYopHe, 2016. — 400 c. — ISBN 978-617-7110-82-7




TARAS UOZNYARK
EYE-WIT-NESHS

VLADAR RALKDO



Today Ukraine has just undergone the epic Revolution of Dignity and five years of war in the Donbas; the
country is dead tired and finally got through the no less epic farce of its presidential elections. Therefore | am
writing this text not «given that» but «despite» — Contra spem spero.

For five years we were all wallowing about without coming to any conclusions about that momentous period
that we all experienced together.

Without burying our dead with dignity.

Without honoring our heroes with dignity.

Without erecting a memorial around which we could build up our future Ukrainian people.

Earlier we did not do everything we should have, either, and so received a “plundered grave.”

Still, we gathered around a little book — Kobzar?.

Looking back at the last decade, | have to say that by not doing right and drawing ourselves into disgrace, we
now must gather our people together, piece by piece.

A lot has been written about these five years of heroes. Different things.

However, the most compelling that | know — and | say this without sentimentality or cheap pathos — is the
published series of watercolors and drawings by Vlada Ralko Kyiv Diary. | think nothing more powerful will ever be
written or compiled about this epoch of heroes — wounds, despite everything, close up, and pain dulls. And so, it
won't be...

Of course Kyiv Diary is muchtoo complexto become as popularas Kobzar, which over 200 years was transformed
into lubok?2 . It’s harder to polish and drape with embroidered towels than the holy book of the Ukrainian people.

This is a different book. Kyiv Diary is not only Vlada Ralko’s own opera omnia — as an artist, thinker, eye-wit-
ness3 — but also the credo of the witnesses of that time.

Moreover Ralko does not only eye-wit-ness, or reflect and set down what was, she also tells us something in
the language she knows — the language of images. Kyiv Diary begins with her words as a preface. Essential words.

Yet when | write «tells us something» | rather have in mind the groaning, wailing, roaring, howling of the
human body, which is her, and each one of us. That howling of mangled flesh, gouged out eyes, a lacerated vagina,
quartered corpses — many have tried to transmit this to us, and so, make it visible. Ralko is not the first. Just like
the tragedy, which is being addressed — the Revolution of Dignity — is not the first. With varied results. But the
most honest attempts were made by Francisco José de Goya y Lucientes (1746-1828) in The Disasters of War (Los
desastres de la guerra, 1810), Pablo Ruiz y Picasso (1881-1973) in Guernica (1937), and Francis Bacon (1909-1992).

I

For starters: What is Kyiv Diary about?... About the events in Ukraine in 2013—2014. About the Revolution of
Dignity, about the Great Resistance, about Russian aggression, about duck lingswims* , about holidayseason,
about summerasusual, about refugees, about candy, about kateryna, about mamay, about abunnyroamsacabba
gepatchcarryingadollinawhiteshawl... About events, let’s drop the pathos, but epic nevertheless, and not only for
Ukraine... And in that sense the first thing that looked at me from the unsettling pages of Kyiv Diary was the eyes
of Homer, eyes wrenched from their sockets and extended toward me — look!... just look!... look... don‘t run away
from the fact you are an eye-wit-ness... pry out your eyes and look... turn to stone before the face of the Gorgon...
or endure this gaze eye-to-eye...

The entire graphic cycle begins with plugging in the brain (2-3 —from here onward, | will give the page numbers
of the illustrations in the published Kyiv Diary). Which is no less relevant today...

Kyiv Diary lays out three areas as its basis:

Reality — present® (at-the-essential or at-being) — which, clawing, catches our eye;

Witness, of what-is-becoming-present (what-is-at-being), who turns to stone with eyes wide open;

The act of seeing, the act of experiencing reality, which, clawing, catches our eye, as a witness — the act of
becoming present (at-becoming).



What is paramount here?

The reality of the horrors of revolution and war? An attempt to show Los desastres de la guerra? Yes and
no. This book is deeper and more multifaceted.

Witness? An attempt to testify about Los desastres de la guerra? Yes and no. This book is deeper and more
multifaceted.

Perhaps it is about the very act of seeing, turning to stone with eyes wide open? About horror and
inexorability. About the impossibility of averting this eye-to-eye gaze? When any attempt to shut your
eyes is frustrated by your hands, which don’t just pry open your eyelids, but yank out your eyeballs,
soyouseeeverything... About the inevitability of the horrific. About the ineluctability of mutual presence (at-
being or at-the-essence). The horrific, whether you want it or not, is becoming present before you — it is
burrowing nearby, and in you yourself... A witness cannot close his/her eyes or not be-in-the-presence of
the essential (what is). The essential, no matter how horrific (and ultimately that is exactly what it is), does
not exist without one who is present (at-being), i.e., the witness. Horrific reality feeds on the witness and
exists thanks to her/him. Horrific reality devours its witness like Saturn devours his children in Goya’s Saturno
devorando a un hijo (1819-1823). Horrific reality (and really even the banality of everyday life, | reiterate —
in its fulfillment, in its fullness — is horrifying) does not become-itself-without-witness. Just as the witness
does not exist without the horrific present (at-being or at-the-essence)... In Ralko’s work this two-way
interconnection materializes in the metaphor of the eye.

The eye is turned toward horrific reality: the witness «looks» and sees. But horrific reality is also «looking»
at the witness and «seeing» him/her. Ralko looks into the eyes of the Gorgon. And the Gorgon looks into the
eyes of Ralko.

Or — the plucked out eyeballs can turn toward Ralko, and toward the Gorgon. In this sense, this Eye
becomes all-seeing — it is no longer dependent on Ralko or the Gorgon. The eye becomes a punishment. An
uncut umbilical cord joining the abyss, from which Ralko, and all of us, emerged, with the horrors of reality,
which we are becoming, and into which we are plunging and taking root. And in this sense «all-seeing-ness»
calls to mind something that is hardly visualized in Kyiv Diary, yet emanates from every page — relentless
becoming present (at-becoming), an attribute of which is «all-seeing-ness». | will not elaborate on this theme
— qui aspicit videt.

Vlada Ralko’s personal flag, depicted on one page of the series (113), is a banner the color of blood mixed
with milk upon which appear eyes and a mouth: | see and | speak — this is her manifesto.

However, the Eye is just one instrument for «seeing», «feeling» the horror that unfurls before the eye-
wit-ness. The eye-wit-ness is a person, a woman, made of bones and flesh. And so she feels with everything
she has — to say her body, in which she is em-bodied, is to say little, because it's her breasts, and mouth,
and womb, and vagina, and cultivated brain. Precisely through them she is-in-the-presence-of this horrifying
reality. Aided by these receptors both the real Vlada Ralko and the artist Vlada Ralko probe the existing-
beyond-her reality. Her guides, which send messages to and from the eye-wit-ness, are light (sent, received,
cutting, surrounding...), and sound (sent, received, piercing, lulling...), and inhale/exhale (halitus, inspiratione
spiritus, sent, received...), and touch, and hit, and spit, and blood... But also words, which take flight in
speech, which move from discursiveness, considering the pain, into inarticulateness and howling — from the
discourse of Shevchenko to the stream of consciousness of James Augustine Aloysius Joyce’s (1882-1941)
Finnegans Wake (1939)... Hence abunnyroamsacabbagepatchcarryingadollinawhiteshawil...

This remaining-in-the-presence-of-the-essential, of reality, in Kyiv Diary is not ambivalent. It is not
passive contemplation. After all, for a person-who-is-in-presence, ambivalence is really just not possible.
For her/him remaining-in-the-presence-of-the-essential means prevailing over this reality, whatever it may
be — prevailing over the juxta-posed, prevailing over the current. A person-who-is-in-presence juxta-poses
herself, positions himself. Thus Kyiv Diary is a comprehensive juxta-position or positioning of the witness
apropos the juxta-posed, horrific reality in the most trenchant form that | know of in contemporary Ukrainian
art.

But did Vlada Ralko have any other way out at that place and time? Could she have evaded this? I'm not
talking about political orientation but about Vlada Ralko’s integrity as a witness, as an eye-wit-ness. | think
no. Imagine another Vlada Ralko, one with opposite political views, but who would have been just as keenly
honest as an artist and witness — she, too, would have had no choice but to become an eye-wit-ness. A
Pythia with wide open eyes, through which not she, but the one called «all-seeing» looks at the horrific...
Of course, we mortals all assume that we are the ones «looking» at the world. Yet actually, and this is more



probable, «the one who sees all» is looking through us... Again, | will not go deeper — qui aspicit videt.

In short — a witness has no other function besides juxta-position, op-position, taking a position (standing)
in a certain place and time, and remaining standing. And it is this standing, juxta-position, that positions us,
eye-wit-nesses. Vlada Ralko’s standing positioned her as such — as Vlada Ralko, artist, woman, witness, eye-
wit-ness. Standing and juxtaposition position each one of us as ourselves. To put it more simply — maintaining
one’s own aloneness creates each one of us, or gives us to ourselves.

The pages of Kyiv Diary leave no doubt that Vlada Ralko is a witness, and not just a person, but a woman
in particular. She probes the world with everything she’s got as a woman, with no exception. Yet for an artist
of such candor, this, of course, is not enough. Which she proclaims, without any frills, on the first, tone-
setting title page of Kyiv Diary: yes, she is a woman, of flesh and blood, with breasts, but also three penises
— instruments she will use to not only explore the horrific but also resist it (29). And in this sense, again
sentimentality aside, one has the full right to say that here Vlada is following in the footsteps of Lesya¢, and
today she is «perhaps the sole man in all of contemporary united Ukraine» (Ilvan Franko? )... Of course, her
name — Vlada® —is also helpful here, as one’s position is reinforced in the form of power.

Therefore the main motive in Kyiv Diary is less about setting down the tragedies of those days and months
of 2013-2014, than positioning oneself, the self-constitution of Vlada Ralko in the face of horrific reality
raping her country and each one of us. Kyiv Diary is all juxta-position and self-positioning. And here Vlada
Ralko drastically departs from traditional laments (koppdg) in the Ukrainian tradition — as if we cannot
take anything from Homer’s epic. Ralko overcomes romantic pathos and re-sists in a metaphysical sorrow
cleansed of sentimental junk. A sorrow rooted in bottomless horror. At the same time she literally resists
by juxta-posing herself with the columns of Berkut® ( 30-134), and then separatists and Russian occupiers in
Crimea (134—184) and in the Donbas steppes (187-384) — for horrific things are not just metaphysical, but
also concrete.

Il

As an artist, Ralko cannot avoid being concrete. She visualizes the re-sistance — both her own personal
re-sistance and the re-sistance of those beside her in those tragic years of 2013-2014. In her images, eyes,
ears, mouths, vaginas, penises, breasts, wombs, brains, bodies scream and howl. Her lights, bloods, milks,
sounds slice our eyes like razors.

Of course, as a person of culture, Vlada Ralko cannot reduce everything to metaphysical prediscursive
origins, although she comes closer to them than most — as discussed in the first part of this text.

Butatthe sametime she alsoinvokes cultural paradigms that reveal the metaphoric essence of the tragedy.
And thus Ralko returns again and again to cultural archetypes and images, both Ukrainian — undoubtedly
making her hyper-Ukrainian and almost untranslatable, hermetic for people of other cultural traditions —
and global.

Using my own subjective judgment | will take a statistical sample of the images or archetypes that Vlada
Ralko consciously or unconsciously invokes in Kyiv Diary. Of course it's difficult to take each page of this large
and hermetic graphic series and isolate this or that image or archetype, unless it is obvious. Perhaps the
author herself was not fully aware of what was speaking through her. Nonetheless, in general terms, even
this subjective sample will still delineate the range and frequency of conscious or unconscious references
by the artist to this or that image or archetype. And, consequently, it will delineate the sense of what Vlada
Ralko —again, consciously or unconsciously — wanted to say and did say with her diary. Or, what was uttered
through the woman and artist Vlada Ralko.



The Ukrainian cultural archetypes unquestionably include:

woman in a wreath, or more precisely, womaninawreath — just like that — neither woman nor wreath. Of
course, thisis Taras Shevchenko’s Kateryna, an image of Ukraine — persecuted and disgraced, womaninawreath,
kateryna, who nurses pigs at her breast (283, 285, 293). But also a warrior — and this is something completely new
for Ukraine. The womaninawreath appears on the following pages: (69, 74, 115, 117, 119, 128, 154, pit 171,176, 177,
183, 192, 200, 203, 207, 210, 239, 240, 246, 249, 250, 251, 256, 260, 262, 263, 265, 267, crimeaisagamingzone 273,
285, 317, 321, 326, 340, 360, 364) — 36 references;

It is closely related to Pokrova (Intercession) — a traditional Ukrainian archetype, the Mother of God as the
protectress of the Ukrainian Cossacks, who with her robes, veil (omophorion, @poeopiov) covers, protects the
Cossacks and all Ukraine. In Ralko, pokrova is a mother with a riven womb from whence she has birthed, in
which she is sheltering or burying her sons-defenders (156, 158, 183, 239, 323, 364). But also that splits before her
«wicked son», as she chastises him for betrayal and shows him whence he entered the world that he is betraying
—that'sthe story that comes to mind. Or maybe it's the «righteous son» who is returning to the womb of mother-
Ukraine... (motherlandmother 149, back 169, pit 171, pokrova 183, 248, 358, 377) — 13 references;

ragdoll —the original mother of mortals, mortals who consider themselves Ukrainians, associated with rituals
for fertility and continuing the family line, and with the ancestor cult (36, 62, 84, 89, ragdollvenus 111, santalucia
181, 260, 243, stranger 260, 273) — 10 references;

ladymamay is an idealized image of the Cossack 1 and a kind of spiritual symbol of Ukraine. But in Ralko he
most often appears in the form of a female Cossack —Vlada Ralko herself—a woman-warrior? (58, 64, 70, 71, 72,
86, 95, 115, 119, 120, 124, 125, 126, 127, 128) — 15 references;

woman-suicide bomber, shahidi — this is a further development of the archetype of woman-warrior (43, 45,
47, action 48, 49, 69, 67, 74, 76, 110, 117, 209, 250, 263, 265, 328, 370) — 17 references;

judith, woman-suicide bomber — the last three archetypes all refer to one thing — payback, the struggle
of the weak against prevailing strength — it's the woman-warrior again (74, 75, kateryna 76, 77, 119, 297) — 6
references;

man mamay (125, 126, 127, 320) — as we see in Vlada Ralko’s series, the Cossack Mamay appears as a man
rather rarely; obviously, in Kyiv Diary, Vlada Ralko is settling her personal accounts with her opponent; she is
waging a personal war, and so the predominance of the woman-warrior image is completely natural —it's about
the artist herself —Vlada Ralko — 4 references;

Shevchenko’s grave in Kaniv—no longer topped with Taras standing with head inclined, heavy with thoughts,
but with an ax wedged into it (335, 374, 382). This archetype is closely related to another — the empty pedestal of
the Lenin monument on Khreshchatyk [in Kyiv], where also, according to the good Ukrainian tradition, an ax is
wedged into it — waiting (387) and a stairway to the future that does not yet exist (385) — 5 references;

ax (lullaby 308, 335, 355, 370, 374, 382, 387) — again Shevchenko: «But if you'd wake this sickly freedom,
all the folk must in their hands sledge-hammers take and axes sharp —and then all go that sleeping freedom
to awake»... — 7 references;

swaddling clothes, it's actually a shroud, victim, remembrance day, stump (human) (january 30, freezing
35, 100, 101, 102, 106, 110, 122, 129, ducklingswims 133, 158, 213, 220, 222, 228, 235, babycosmonaut 242,
remembranceday 262, summerasusual 299, maynothingailyoueithertheheadorthebody 305, 311, candy 318, 323,
329, iwillhangthecribuponafirtreeandgowanderinukraine 332, theresaprettynewhouse 334, 336, 339, 345, 349,
369, 373, 378, 381, 384) — 34 references;

doubtingthomas — who appears as a woman, who doesn’t believe in the reality of what happened on Maidan
and has to stick her whole hand into the wound of a Maidan protester, while it was enough for the apostle Thomas
to stick his finger in the wound of Christ (296) — 1 reference;

bear as an image of Russia the aggressor, raping Ukraine — womaninawreath, kateryna, pokrova (177, 192,
197, 198, 199, 200, 203, 204, 207, 208, 210, 212, 223, carnival 226, olderbrother 227, 229, 240, 250, 251, 350, 356,
360) — 22 references;

double-headed eagle as another image of Russia that attacked Ukraine (ganymede 166, birdsfuneral
167, 174, thelittleprince 175, russiaukraineisenthralledbyyou 176, 179, 180, 182, 184, 240, 340, birdie 346,
356) — 13 references.

And present-day memes like:

minskagreements, which are shown as signing a contract with death (356);

cynical politicians in the likeness of wolves (344);

no less cynical journalists and agitators, misrepresenting the tragedy (162, 264, 337, 344, 354) — 5 references;



itsnotawar (362);

holidayseason (135);

dontscarethechildrenletthechildrenplay — child victims of the war (363, 375).

In the global category one can include allusions to:

ganymede (Tavuprdng) —the abducted child, the stolen child, abducted Crimea, an allusion to the well-known
painting by Rembrandt Harmenszoon van Rijn (1606/1607-1669) The Abduction of Ganymede (De ontvoering van
Ganymede, 1635) (136, 139, ganymede 166, 174) — 4 references;

thedeathofmarat — an allusion to the well-known painting The Death of Marat (La Mort de Marat, 1793) by
Jacques-Louis David (1748-1825). It is an allusion to the murder of the leader of the revolution, but the male body
of Marat has been changed to a female one (185, oil 189, 190, 191) — 4 references;

lohengrin — the image of a knight, floating in a boat drawn by swans, who appears at the moment when a girl
or widow, abandoned and persecuted by everyone (Kateryna, Ukraine) is in mortal danger. The knight saves the
girl from her enemies and marries her. This is also an allusion to the eponymous opera by Wilhelm Richard Wagner
(1813-1883) and to Wolfram von Eschenbach (approx. 1170-1220), one of the greatest epic poets of medieval
German, and his poem Parzival (222). But in Ralko’s array of images this image of Lohengrin is inseparable from
the image of a knight of the Heavenly Hundred killed on Maidan (108, 133, 183, 222, ducklingswims 289) — 5
references;

venusandmars —this is an allusion to the equivocal attitude of many Ukrainians — before the war and even, as it
turns out, after five years of war — toward the relations between Ukraine and Russia, which in Ralko is formulated
in the meme russiaukraineisenthralledbyyou (346).

But there are also symbolic visual lines that determine the sense of the entire series Kyiv Diary:

woman’s eyes (30, 33, 34, 38, 41, 48, 49, 50, 54, 55, 56, 61, 63, 64, 65, 66, 67, 69, 85, 90, 91, 92, 107, 110,
privateflag 113, 114, 115, 116, blacksquare 123, 128, 130, 139, 154, 158, 200, 207, 210, 211, 226, 239, 243, 245, 250,
imreadingkant 274, 276, 283, 293, 294, 295, 299, 305, 314, 315, 317, 326, 337, 369, 370, 375) — 59 references;

vagina, delta, delta-shaped grenade explosions, spots of light, cuts, gaps (30, 34, 38, 41, 58, 111,
motherlandmother 149, 150, 153, 154, 155, 157, 202, 208, 245, 263, 313, 328, 364, 369, 370) — 21 references;

woman’s mouth, lips (30, 34, 38, 41, 50, 54, 55, 61, 85, 91, 92, 107, 110, privateflag 113, 116, 130, 154, 157, 185,
191, 200, 207, 208, 209, 210, 213, 226, 232, 239, 243, 245, 251, 273, 283, 293, 294, 295, 299, 305, 306, 314, 315, 317,
326, 337, 369, 370, 375) — 48 references;

woman'’s body — the naked body as an instrument of battle according to the principle of juxtaposition (29, 30,
34, 38, 48, 50, 55, 58, 61, 62, 64, 67, 70, kateryna 76, 77, 82, 84, 85, 110, 111, katerynadoll 116, 117, 119, kateryna
124, mamay 128, 134, 135, 146, motherlandmother 149, 154, 156, 158, 164, 169, 171, 176, 177, 181, 183, 185, 186,
187, 188, oil 189, 191, russiaukraineisenthralledbyyou 192, 196, 197, 198, 200, 202, 203, 204, 207, 208, 209, 214,
218, KapHaBas 226, 237, 239, 243, 244, 245, 246, 248, 249, 250, 251, 256, 259, stranger 260, remembranceday 262,
263, 265, girlanddeath 266, 267, angelsshotdown 269, crimeaisagamingzone 273, 283, 284, 285, 286, 293, 294,
295, 296, 297, 298, 299, 304, summerasusual 307, 309, 310, summerasusual 313, sleepjesussleepfoldyourarms 314,
315, 316, 317, 323, 324, 321, 325, candy 326, 328, 338, 340, 358, 360, 363, 364, 365, 370, 375, 377, 380, 384) — 117
references;

wreath, funeral wreath, eggs on remembrance day (69, 80, 84, 92, 110, 117, 154, 176, 177, 179, 180, 183, 203, 239,
243, 246, 250, 251, 256, 260, 262, 265, 267, 270, 280, 289, 292, 317, 321, 326, 340, 360) — 32 references;

explosions, molotov cocktails, flowers that are actually explosions (37, 51, 52, 57, 58, 59, 60, 61, 62, 63, 64, 65,
70, 71, 73, 78, apineburned 79, 82, 83, 93, 94, 95, 104, 119, 151, 198, 202, 209, 219, 230, 234, coOsmonauticsday 241,
278, 279, 281, 283, 295, 297, summerasusual 304, 313, 345, 380) — 42 references;

heart, usually ripped out (48, 53, 86, 194, 224, 239, 250, 251, 267, imreadingkant 274, imreadingkant 276, 369)
— 13 references;

breast (34, 70, 116, back 169, 191, 283, 285, 293) — 8 references;

brain — the brain that is «disconnected» missing, that needs to be «connected» for most of Ukraine’s citizens,
yetit's nebulous, ground meat, people are simply diving into nothingness — black earth, a trash can, the Black Sea,
anything — to just «disconnect» (connection 2-3, 155, 157, 186, 187, 188, imreadingkant 274, imreadingkant 276,
285, summerasusual 325, connection 331, 338, 368, 370) — 15 references;

penis — for the most part this is a secondary image (action 29, 109, 131, 161, 163, 173, 190, 223, 287) — 9
references;

man’s body — the naked body as an instrument of battle according to the principle of juxtaposition is rare. As a
rule, the Maidan protesters are depicted in full gear, which is not strange. However this excludes their masculinity,






turning them into abstract figures (action 39, action 40, 60, 63, 87, 94, 108, 126, 127, achildandacannon 131,
138, 145, 153, 155, 157, 160, 163, cannon 173, russiaukraineisenthralledbyyou 178, oil 190, pastoral 195, 220, 223,
olderbrother 227, 257, target 272, st.michael 282, 300, 322, 331, 332, 342, 343, 346, 349, 372) — 36 references;

independenceday (306, 342, 343, 357, 369) — 5 references.

1

Based on this research, we have presented Vlada Ralko’s graphic series Kyiv Diary, employing the
instruments of a certain imagometry.

Though it is worth mentioning again that the following analysis, with its semblance to scientific work, is
based on the author’s selection of images or archetypes according to his subjective rubric, as well as the no
less subjective location of each of these images or archetypes on each particular page of the series he is trying
to analyze.

Kyiv Diary contains 358 graphic plates. So this is a large art object. And to a certain extent this corrects for
the subjectivity of the sample and makes the analysis more objective.

And so, among the nominally «feminine» images (which are — womaninawreath — 36, pokrova — 13,
ragdoll —10, ladymamay - 15, woman-suicide bomber - 17, judith - 6, woman’s eyes - 59, vagina - 21, woman’s
lips - 48, woman’s body — 117, wreath — 42, breast — 8) there are 392!

And the number of nominally «masculine» images (man mamay — 4, lohengrin — 5, penis — 9, man'’s body
—36)is56...

The difference is striking. Of course, one could argue about the grounds for this detailed inventory of
specifically “feminine” images and archetypes. However, even casually flipping through Vlada Ralko’s Kyiv
Diary, you would have no doubt that this is the personal war of a woman, Vlada Ralko, visualized in this
monumental series of drawings and watercolors. And therefore in Kyiv Diary she is not only an eye-wit-ness,
as mentioned above, but also a woman engaged in her own personal war.

Therefore, looking at the namby-pamby artistic landscape of Ukraine today, we must assert — with full
right and considerable sadness — that Vlada Ralko is « perhaps the sole man in all of contemporary united
Ukraine»...

1 Collection of poems by Taras Shevchenko, published in 1840 (This and following footnotes are by the Translator).

2 Colorful prints with simple pictures and text, popular with the middle- and lower-class public in the Russian empire
from the 17th—-19th century.

3 Etymologically, witness comes from Old English, formed from wit (from PIE root *weid- «to see,» which also forms
the Russian videt’ «to see,» vest’ «news,» Old Russian vedat’ «to know.») + -ness.

4The first words of a Ukrainian folk song-lament Plyve kacha, that today is associated with the deaths and funerals
of the “Heavenly Hundred” protesters killed on Kyiv's Independence Square in January—February 2014.

5 Etymologically, from the Latin present participle of praeesse «be before (someone or something), be at hand,» from
prae- «before» + esse «to be.» Here and onward Voznyak splits the Ukrainian word for “present” pry-sutnist’, which | have
translated in turn as “at-the-essential” or “at-being.”

6 esya Ukrainka (1871—1913), poet, playwright, feminist, civic activist

7 Ivan Franko (1856—1916), Ukrainian writer, ethnographer, political activist

8 Ukrainian for “power, authority”

9 Ukrainian (and previously Soviet) riot police

10 Cossack Mamay is a legendary image from the visual folk arts, representing freedom, strength and the spirit of the
Ukrainian people; he is usually depicted playing the lute-like instrument kobza.

Ralko, Vlada. Kyiv Diary. Kaniv: Red Black Gallery, 2016. 400 pp.
ISBN 978-617-7110-82-7
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npasopyu: JisumHka i CmepTb
(3 npoekTy JliHiA po3meyBaHHS), 2016,
29,7X21, Ky/IbKOBa py4YKa Ha rnanepi






BnAAAR PANKD
KUIBCBEBEKUWUUNU W OAEHHMEK



laea po3noyvaTn cepito MaslOHKIB, ika CTPYKTYPHO Harajye WOAeHHUKOBI 3anmncu, BUHUKAA
nicna Toro, K cepe Be4ipHbOro HaToBMy B HecnokinHoMy KueBi A nobaunna BeseteHcbKe 0KO, a
came noaunHy B KocTioMi «Oka». MabyTb, To byna Akack pekanaMHa akuis... Ane nepui Kinbka ma-
NOHKIB 6yN0 3p06aeHO WOMHO s NoBepHYyack AoAoMY. LIi MantoHKM cTanm noYyaTkom perynsapHoi
«uoAeHHMKoBOI» dikcalii Toro, wo BigbyBanoca B YkpaiHi.

OueBMAHA HEMOXAMBICTb MobyAyBaTW 3aBeplleHY CUCTeMY, HEeBU3HAYeHiCTb $akTiB, MiH-
JWBICTb, NIVHHICTb i CTPIMKICTb NOAIN, HeOBXigHICTE BpaTu yyacTb y TOMy, WO BiAbyBaEeTbCS,
CTanun BUPIWaNbHUMWN YNHHUKaMK B 06paHHi came Takoi popMU Marke MUTTEBOrO pearyBaHHs
K €AMHO MOXJ/MBOI. 3aranbHa KapTWMHa MOAiNM cnpoTuBy, peBotoLii, aHekcii Kpumy Ta BilHUK
dbopmyBanacs NpocTo Ha oyax i byna HacTibkn 61M3bKO, WO MeHi goBenoca noApibHoBaTK 1T Ha
dbparMeHTH, AIKi HATOMICTb BiApa3y NepeTBOPIOBAINCSA HA OKPEMi 3aBeplUeHi BUC/NOBIOBAHHS.
Byno Bkpal BaXnMBUM TakKoOX AOKYMEHTYBAaTU NOAii HEraMHO, «xanaTu» iX Bigpa3y, NOKKN Yac i
nam’aTb He BCTUT/IM CNOTBOPUTK iX 40 HeBMNi3HaHHSA. TyT BapTo byae Bigpa3y BU3HAUMUTUCH i3 po-
3YMIiHHAM JOKYMEHTa/IbHOCTi Ma/IloHKiB, 60 KOXEH 3 HUX aX Hifik He € JOKYMEHTOM Yy 3BUYHOMY
ceHci. ba binble, a B3arani BXe 3a3Havana, WO Yac He Ayxe fobpe TPUMAETLCA Yy AOKYMEHTI.
Llocb BTpayaeTbcs abo HeBIABOPOTHO NCYETHLCA 3a BiACTOPOHEHOI 06’'EKTUBHOI KOHCTaTaL i€
AOKYMeHTanbHoI dopmu. MantoHkm 3 «KMIBCbKOrO WoAeHHUKa» HaTOMICTb nepebyBatoTb HaBIiTb
y NeBHiM ono3uuii 40 40KyMeHTa, 60 MicTATb BogHOYAC AyXe Cyb'eEKTUBHUI, ocobucTui norasg,
Ha YKpaiHCbKi peBO/IIOLIMHI Ta BOEHHI MNOAiT, KOHCTaTaL o CaMUX NOAIN, @ TaKOX CyMill CBOIX i vy-
XUx pednekcin, 4yyTok, MidpiB, cTpaxis, HaAin, NnepesuyTTiB, i3 LUMKN NOAIAMN NOB'A3AHMUX.

MipkyBaHHS WOAO NPUPOAU MOAIN, SKi BiAHANLWAM NOYATOK Y J0KaNbHIM npoTecTi B KMEBI
(3BiaTM Ha3Ba — «KNTBCbKUM WOAEHHUKY), Mif Yac MOET pobOTM Haj Cepiel BUPOCAM Y PO3AYyMU
Mpo Te, WO BM3HAYAE NPUPOAY NOACLKOIO B3arasi, Sk He3HaYHi y BAACHIM ByAeHHOCTI nornsaun,
AiT Ta cNpsiMyBaHHA TpaHCPOPMYIOTbCA Nij Yac KPUTUYHUX 06CcTaBMH abo y repoism, Wo MeXye 3i
CBATICTIO, ab0 y 3104MH.

A YyacTo No€AHYBaNa B O4HOMY apKylli eneMeHTH, fKi HafexaTb N0AVHI, 3 efieMeHTaMu, LWo
HanexaTb TBapuHi. Lle ax Hisk He 6y10 WTYYHUM NOPIBHAHHAM — «TBAPUHHI» eN1eMeHTH A Manxe
3aBX/AW 3HaxoAuNa B peasbHOCTI, 3@ AKOK cnocTepirasa Ha BAACHI o4i. Hanpuknaag, s Kifbka
pa3iB nosepTasacs A0 300paxeHHs NOAMHN B KOCTIOMI Begmeas abo y KkocTioMax iHWKX TBa-
PWH: YCi LLi nepcoHaxi HacnpasAi nepebyBann Ha MangaHi, He IMWatOYM MOro HaBiTb Y HaNbisbLL
HanpyXeHi nepiogn. Jlloagn y KocTioMax TBapuH Ana poTorpadyBaHHs i poTorpadu 3 XXnusnmu
6innmu ronybamm (Mmpy?) nponoHyBaan CBOT NOCAYrM N Togi, koaun Becb LeHTp Kneea 6yB oxo-
NJIeHW BOrHeM, Ta B/IaCHOIO MPUCYTHICTIO AoAaBanun Tomy, Wwo BigbyBasocs, MeTadOpUYHOCTI
abo cioppeanizmy.

BupasHicTb peasbHMX MOAIN Nig Yac akTUBHOT $pas3m Hyna HaACTIIbKM NPUTOJOMLLANBOIO, WO
3paBasiocs, HibM peasnbHicTb nNepeBepluye cama cebe. Yac Hibu cTaB rycTuMm, CKOHLEHTpPYBaBCA
y NeBHUX TOYKAxX — MOMY He BMCTa4asio Micus B obMexeHOMY NpOCTOpi N0KaAbHUX NpOTecTiB. Y
MeHe 6yno Take BifuyTTs, WO S NPOCTO Ay>Xe WBUAKO 3aMa/ibOBYIO KapTUHKM, SIKi 3'ABAAIOTLCA
nepeJ MOIMM O4YMMa FOTOBMMM OZlHA 38 OAHOIO i3 LWaJI€HOO WBUAKICTIO Y KOHTEKCTi HaLol HOBIT-
HbOI icTOpIi. Y unx nogisx a mamxe Bigpasy novana sbayatm Take, Wwo 6yno npnxoBaHe paHiwe
y ranbuHax cnokivHoro 6yTTs, wo 6yno TaEMHUM abo HeIBHUM NPOTECTOM UM KOHIKTOM, ane
3apa3 BUMLL/IO HA30BHI.

3paBanocs, Hibn meTtadopa, 3a 4,0NOMOrok AKOI A paHiwe po3nosigana Nnpo KOHPAIKTH, Npu-
XOBaHi BCepeAWHi, nepeTBOpMAAcs Ha peanbHiCcTb. Banayxe, sik Le cTanocs, NPoCTo A NPUMNUHU-
Na Ha AesfKUIM Yac po3pi3HATU peasibHi NposaBu Ta MeTadopy. BnacHe, HaBiTb aKkwo y 6aratbox
apkywax i3 «KMiBCbKOro WoAeHHMKa» M 3ycTpiyaoTbCa 3HAWOMI e/leMeHTH, WO BifCUAA0Tb A0



peasibHUX NOAiN, A 3BepTanacsa 40 HUX Ti/IbKM TOMY, L0 BOHU MiHOCUAN 306paKeHHs A0 YHiBep-
CaNbHOro, HaMpuKAag, AO 3MICTIB, WO MalTb BigHOWEHHA A0 XUTTA abo cmepTi B3arani. Jlo-
Ka/abHi noAii HabyBaan Barn romepiBCcbkoi Tpareaii, HATOMICTb A1 MeHe Byn10 BKpan BaX/MBUM
nokasaTu Le, asie He 3iCKOB3HYTW BOZHOYAC i3 J1e3a Yyacy, He BTPAaTUTMU O3HaAK TOro, Wo nogis
BiAbyBaeTbCA NpocTO TYT, 3apas.

MeHe 3a4apyBana LiNiCHICTb, HENOAINLHICTb PEaNbHOCTI, WO po3ropTanaca nepej Hamu. He
MOXHa Byn0, 3aCTOCOBYOYMN 3BMYHI HAaNAWTYyBaHHS, BiJOKPEMUTHN BUCOKE BiJ, HU3bKOrO, repoiy-
He BiZ HMLLOro, NnpekpacHe Big noTBopHoOro. OgHe C/10BO, peanbHICTb BUABUAACA HENIACYAHOIO,
60 3BMYHI CyAXeHHs MUTTEBO obkpaganu ii, BUKpUBAOBaAKN, pobunu ii HegincHoto, cHoM. ba
Ginble, yce e TiCHO NepenaiTanocs, MiHAN0CA PONAMU, BTiKaN0 Bif OyAb-AKMUX 3BUYHUX OLLiHOK.
ByTTA HIBW 3MiHMA0 ONTUKY, BUCBITANMNOCA ACKPABUM CBITI0M, CTas0 cnpasXHiM. CTanu BUAUMHU-
MW BCi peyi ogpasy, yce Te, wo Mun 6boaaunca abo BigMoBAAAMCA BU3HABATM paHiwe. BucsitTanauncs
He MPOCTO MOMEHTU peasibHOro Yacy, asie 3B'A3KN MiXK HUMK, 3B'A3KM MiX 3BOpox0beHMM Yacom
i MUPOM: IOAN OAHAKOBO KOMa/iM KapTOMJIo M XOBaAWM 3armbamx, BOEHHI Ta MUPHI 4ii BigbyBaan-
CS Ha TN O4HAKOBUX KPAEBUAIB. A MantoBana Te, Wwo 6aynna Ha BJIaCHi 04i, pa3oM i3 KapTUHKaMK,
IKi «BUXOMJItOBafa» 3 HOBUH. HacTo noyyTe, npoynTaHe abo nobayeHe B HOBMHaxX A NOEAHYBaNa
3 MUPHOIO KapTUHO NOPAA, TOAI OCTaHHA HIbM BariTHiNA BiMHOW. 3rigHO i3 «lWO0AEHHUKOBUMY
dopmaTom, napanenbHo 3 Bif0bpaxKeHHAM «rOJIOBHMX» NOAIN A pobuna MantoHKM NpO BAacCHe
nepebyBaHHA B ceni, NporyasHkKy mictom abo npo cBATO KOCMOHaBTUKW. BaraTto 3BMYanHMX,
AYy>Xe Pi3HMX i Haye He NOoB'A3aHNX MiX coboto peyeint HIbBM NoYaan BUNPOMIHIOBATH LWOCh EAUNHE,
WOChb AyXe Bax/vBe. BOoHW HemoBOM NpomMoOBASAN A0 MeHe.

Mepuwi MantoHKM i3 cepii 6yno nokasaHo y NOTOMY 2014 POKY Nig Ha3Boto «Binii ancTu», aky
B3ATO 3 Bipwa Tapaca LLeBuyeHka, 3aBepLaibHi pagKy SKOro BUSHAUYUAN AN MEHE HAaWBaX/UBI-
we y noganbwin npayi Hag «K1iBCbKUM WOAEHHUKOMY:

Hexaw Ak byae, Tak i byge.

Yun TOo NAncTK, un TO HpecTu.

Xou goBefeTbca po3n'acTucs!

A A Takun MmepexaTb byay

TuxeHbKO 6inii AnCTN.

B3arani y «wogeHHnky» barato antosin Ha LLleB4eHKOBMX repoiB, fiki pa3oMm i3 nepcoHaxamu
3 HapoaHoi Mmidonorii abo donbkaopy (ko3ak Maman, nanbka-MOTaHKa TowWo) HIBK cTanu yyac-
HUKaMu nogiv abo pagwe 6yan HAHOBO UMK MOAISMM aKTyani30BaHi. YKpaiHCbKa Haj3BUYaNHa
peanbHiCTb Haye WASXOM CNpoTuBy, 6010, TPaBMKU Ta CMepTi HAHOBO HaBOAM/IA A0Ka3M BAACHOT
iA€HTUYHOCTI; HaBiTb 6inblle — A0KA3W BNACHOrO iCHyBaHHA. A BUAINWAA LeW nepiog ANS Ma-
JIOBaHHSA «lWoAeHHUKa», 60 Toai OykBasbHO Bi4HOBAOBABCA NOPASOK peyen. MeHi goBogunaoca
MOCTIMHO BM3HAYaTH, Ae came BiabyBaeTbCs e Bi4HOBNEeHHA, 60 fedaKi peanbHi Ta repoivHi noaii
6ynn A0BOAI WBUAKO HA3AOMHAHI, BUKOPUCTAHI i 3HE- WKOAXEHI BJACHUMU X KOMiAIMU, No3ask
AeaKi 3BUYHI peyi (Hanpuknag, ctena Ha MalAaHi Ta HaBiTb CaM Aep>XXaBHUIM npanop) HabyBaau
Baru, peasnbHOCTI, BTiZIIOBA/INCb Y CUMBOJIM PEBOJIIOLLIT.

Koau a nounHana MaatoBaTh «WOAEHHUK», 3BICHO X, A He 3Ha/a, KoM 3akiH4y. CnoyaTKy ap-
KywWi AaTyBa/inCA 2013—-2014 POKaMu, Mi3Hiwe gaTyBaHHs 6ya0 3MiHeHe Ha 2013-2015 poku.
3p03yMina, WO MaatoBaHHSA cepii Buyepnye cebe Ta noynHae gobiratu KiHLs, KOAM Nogil niwan
no kony. OAWH i TOM caMUi MaZIlOHOK CTaBaB akTya/lbHUM MO KiZibka pa3iB, peasbHiCTb Novyana
icTn cama cebe. Byno Take BpaxeHHA, HibM NtoAM NPOLWTPUKHYAN AIPKM A0 CBIiTAA | KPi3b HUX Ha
AesKUIM Yac oCcBiTUAM pedi. Hapasi Li wnapu 3arototoTbCsi, HEMOB paHuW, abu MW 3HOB NOPUHYU B
TemMpsiBY «CKOPOOTHOT HEUYTNMBOCTI».






VLADA RALKO
KYyividiARY



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

This form of an almost instant response became the only valid choice for me because of
the evident impossibility of establishing a coherent system and the ambiguity of facts; the
events were rapidly unfolding and changing, and we needed to participate in them. Resistance,
revolution, the annexation of Crimea and the war unfolded right in front of our very eyes, so
close that | had to grind events into fragments, which, in their turn, instantly became discrete
complete utterances. It was critically important to document the events promptly, to «grab»
them before time and memory twisted them into unrecognizable shapes. | should define in what
way these drawings are documentary: in the conventional sense, none of them are. Moreover,
| have long maintained that time is not retained all that well in documentaries. The detached
objectivity of documentary genres conceals or irrevocably destroys certain things. In a way,
drawings from the Kyiv Diary are the opposite of a documentary, containing as they do a highly
subjective and personal perspective on the Ukrainian revolution and war, a description of the
events and a mishmash of thoughts (by me and others), rumours, tall tales, fears, hopes and
feelings elicited by these developments.

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

| often combined human and animal attributes on a single sheet. It was not a forced simile: |
found most of the «animal» elements in the events that | witnessed myself. For example, | drew
a man in a bear or animal costume several times: all these types were indeed at Maidan, not
leaving it even during the most dangerous moments. Men in animal costumes or owners of live
white doves (of peace?), offering to pose for a photograph for a modest fee, did not leave even
after downtown Kyiv was engulfed in flames. Their presence added a surreal air of symbolism to
the unfolding events.

The milestones of the active stage of the confrontation were so staggering in their significance
that, it seemed, reality was trying to outdo itself. Time thickened, pooling in certain spaces:
there was not enough room for it in the cramped quarters of a local protest. It felt like | was
swiftly jotting down the images that came to me ready-made at the breakneck speed of our
contemporary history. | instantly recognized the elements that were previously concealed in the
dark recesses of our calm life: all the implicit lurking protests and conflicts suddenly came to the
fore.

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

| was mesmerized by the ultimate integrity of the reality unfolding in front of us. One could
no longer turn to the familiar criteria and separate the high from the low, the heroic from the



cowardly, the beautiful from the ugly. In a word, reality gained immunity from our judgment
because trivial judgment robbed it of its essence, distorted it, rendered it invalid, turned it into
a dream. Moreover, everything was densely intertwined in a coil of changing roles, eager to
escape trivial values. Existence changed its optics, and, placed in the bright light, became true.
Everything, all the things that we were too scared or unwilling to acknowledge, became visible.
Not only moments of real time, but also parallels between them were made manifest, all the ties
between the times of turmoil and peace: people planted potatoes and buried their dead with
equal diligence, the same landscapes could become a backdrop for hostilities and peaceful life.
In my drawings, the things | saw were interspersed with images | «gleaned» from the news. The
peaceful life around me often got overlaid with what | heard, read or saw in the news: reality
grew pregnant with war. As befits a «diary» | recorded the «key» events alongside accounts of
my sojourn in the village, a walk in the city or a celebration of the Astronautics Day. Many trivial,
disparate, ostensibly unrelated events, it seemed, started to emanate something universal,
something of staggering importance. It felt like they spoke to me.

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

Well let it be as it must be.

To swim or trudge! Whate'er my plight,

Even though | be crucified,

Yet I'll embroider quietly,

Quietly, these pages white .

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

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







BEnAgA PANKD
OiAnor u
HAAXBUWYAMUHOMY
CTAHI

(«<KWIBCBKUW WOAEHHUK?

4y MuzEi lMiHZENRA)



MipKyBaHHS WOAO NPUPOAM NOAIN, AKi BiAHANLWAN NMOYATOK y SIoKaAbHIM npoTecTi B KueBi (3BigTH
Ha3Ba — «KWIBCbKMI LWOAEHHUK»), Nij 4ac MO€El poboTn Haj cepielo BUPOCAM y PO3AyMU Npo Te, Lo
BM3HAYa€E NPUPOAY MHOACHKOro B3arai, ik He3HauHi y BfacHiv 6yaeHHOCTI nornsau, Aii Ta cnpsmMyBaH-
HA TpaHCHOPMYIOTBCS Mg Yac KPUTUYHUX 06CTaBMH abo y repoism, Lo MexXye 3i cBATICTo, abo y 3.10-
4MH. Llen pparmeHT BCTYNHOro TEKCTY, WO A MOro Hanmcana A5 OA4HOUMEHHOT KHUXKW y 2016 poLi, BU-
AaBCA MEHIi BJlyYHOIO BiZ|MOBIAAI0 HA MUTAHHA MPO Te, YOMY | AKMM YMHOM BMHUMK/IA i€ NOKa3y apKyLiB
«KMiBCbKOrO LWoAeHHMKa» cepes CKy/bNTyp HelMmoBipHoro [MiH3ens.

Moi nepiognyHi po3mMmncaun nNpo 3aragkoBoro Manctpa 3aBXAu NepeTBOPIOBAIUCS Ha AKYCb AUBHY
ABOIHY Big4yTTs. 3 ogHoro 6oky, poboTu MiH3ens BigbyBannca B MeHi sk 6e33anepeyHuii BiHeLb 6apo-
KOBOro MUCTeLTBa B3arasi. Taka BneBHeHICTb 6a3yBasiacs nepeBaXxHo Ha iHakwocTi CkynbnTopa, AK1i
Haye nepesepLIMB 6apoKO, NEPETHYB MeXy CTUJIIO 1 OMMHUBCA Yy CBOEPIAHIN ONO3ULLiT BCbOMY iHLIOMY
6apokoBomy 3arany. 3 iHWoro 60Ky, y MOro CKy/JbNTypax eKCTaTUYHUIM Cnasm AnLle 3aTyasiE KpUiy-
Ly OYEBUAHICTb HEeBiAMOBIAHOCTI CBOEMY Yacy. «CBil Yac» WOMHO YN0 BXUTO Y KaseHAapPHOMY CeHCi
— HaToMicTb [iH3enb irHopye NogibHi obMeXeHHs Ta NPOPUBAETLCS 3 BAACHUMU CBATUMU Y CyvacHe
MeTamogzepHe cym’'aTTs. TobTo piunie cBoro Yyacy postawoBaHe y [iH3ens nepneHANKYASPHO, Kpi3b.
3a BenbdniHoM, NOHATTS CTUKO HEBIA'EMHE Big CBITOrNAAY, Ae NOAUHY ifeani3oBaHo, a «TiNIo Hece
6e3nocepesHe BiagA3epKaNeHHA AyLIEBHOrO XUTTA AaHOI enoxm». Ane lMiH3enb «BUCTPUDOYE» 3 KOH-
KpeTHOT okpemoi gobu! Okpim 6apokoBocTi, 3i 3BopoxobaeHnx Gopm NigMOprytoTb aHiMe Ta KOMIKC,
MOro CcKy/NbNTypWu He BiOKPEeMIEHI «My3eMHMM CKJ0M», BOHW TyT, 6an3bko, 3apas. 3a vacis Bigpoa-
XeHHs TepMiH 6apoKko MaB 3HaYeHHsA HeYyeCHOro NpuMomy y Toprieai abo x bpexanBoro Big noyaTky
cunorisamy. PeanbHicTb AypuTb Hac, Nonpu Te, WO MICTUTb CYTHICTb peven, 6a binblue — BOHa Hikyau
LLkO CYTHICTb He xoBa€. lNiH3enb NPOCYBaE N€30 CyL0ro NOMIX AeKopaLin peaibHOro. HegocsxHa Man-
CTepHicTb liH3eNq 04HOYAaCHO XOBA€E M PO3KPUBAE HECAMOBUTUIA LA TOrO, WO MOXHA O3HAYUTU fAK
3apas, oCb. HaBiTb oNTM4YHO Moro ¢popmu, 3 ogHoro 6oky, HeHaye NPOTArHyTI Yepes Lnudposut GinbTp,
BUKPWMBJIEHI TEXHIYHO, @ 3 IHLIOr0 — HACTIZIbKM XWBi 1 ONUpatoTbCs ByAb-aKUM NPUMOMaM TeXHIKK, Hibn
LWOMHO WBWAKO HaMa/IbOBaHi, nejBe BCTUratoumM 3a Noaym'am Aymku. MNiH3enb BAAWTOBYE rnsAaqeBi
«TOProBUM TPIOK», MACTKY, GaTasbHy ABOIHY, e HEMOX/IMBICTb BUOOPY 03Hayvae BMbIp.

Came ue sinobaunna y pos'aTpeHin ByaeHHOCTI Bij NoYaTKy peBOtoL il 2013—2014 POKIB i BMPOAOBX
nogasnblumx NoAin. PeanbHicTb cTana 6apokoBoIO Ta BifKpMAacs, NPOABUIACS, BUBAINAA NapyoYi Hy-
TPOLLi, MoYasna NoZaBaTh 3HAKM Ta OAHOYACHO NAYTaTH LMK 3Hakamun. OTe, A 6pana BUAMMe BKyni 3i
XMYTOM anto3in, Midis, 4yTOK, KPUBMX CMNOZAiBaHb TOLLO 33419 36epexeHHs L€l NAyTaHWHW B LiNOCTI,
6e3 kyniop. TakMM YMHOM «LLLOAEHHUKOBa» GpOpPMa MO0 BUC/IOB/OBaHHSA byaa nposMKToBaHa Heobxia-
HICTIO OMMHYTK BMbipKoBe bayeHHs, 0bpaT BCe Ik BOHO €.






ULADR RALKDO
AODIALOGUEINTHE
STATEOFEMEREGENTELY
(«Kyiv OIARY»

AT PINZEL MUSELM)

Some of my thoughts on the nature of events that started at the time of local protest in Kyiv (here
comes the name — «Kyiv Diary») in the course of my work on the series grew up into reflections on how
can human nature be defined in general and on how can insignificant and mundane views, actions and
directions at a critical moment transform whether into heroism that borders with sanity or into crime.
This fragment of an introductory text, which was written for the same name book in 2016, seemed to
me an appropriate answer for the question on how and why the very idea of showing the «Kyiv Dairy»
sheets in the midst of incredible Pinzel appeared.

My recurrent considerations about mysterious Master have always turned into a very strange
duality of feelings. On the one hand, Pizel’s pieces took place inside of me as an undeniable crown
of Baroque art as such. Such a confidence usually was based on some otherness of this Sculptor, who
seemed to have surpassed the Baroque, to have crossed the border of style and found himself in a
kind of opposition to the rest of the Baroque community. On the other hand, ecstatic spasm in his
sculpture only shields the blatant evidence of inconsistency between him and his time. | have just used
expression «his time» in a calendar sense. Pinzel instead ignores such limitations and together with
his saints bursts into metamodern confusion. That is, for Pinzel, the streamway of his time is situated
transversally, across. According to Wolfflin, the concept of style is inseparable from the worldview
that idealizes a human, and «body carries a direct reflection of the spiritual life of this era». But Pizel
«jumps out» of any particular era! Apart from Baroqueness, comics and anime wink to us from beneath
belligerent forms. Pinzel's sculptures are not separated by the «museum glass», they are close, right
here, right now. In Renaissance times, the term baroque meant misleading manner of trade or from the
very beginning false syllogism. The reality deceives us, despite the fact that it contains the essence of
things; moreover, it does not even hide this essence anywhere. Pinzel pushes the blade of entity among
the decorations of reality. The unachievable mastery of Pinzel hides and reveals mad passion of what
we can call here, now. Even optically, in one respect, his shapes are as if stretched through a digital
filter. On the other way around, they are so vivid and resisting to any manners and techniques, as if just
quickly painted, hardly catching the flame of a thought. Pinzel arranges for a spectator a «trade trick»,
a trap, fatal duality where impossibility of choice means choice itself.

Thiswasexactly whatlsawinexasperated day-to-daynessfromthe beginning of 2013-2014 revolution
and during subsequent events. The reality became baroque, it opened, manifested itself, streamed out
its steamy guts, started to make signals and in the same time to confuse with those signals. Thus, |
took visible images together with a cluster of allusions, myths, rumors, crooked hopes etc. in order to
preserve this confusion in its entirety, uncensored. Therefore, the «diary» form of my statement was
motivated by the necessity to avoid selective vision, to choose everything as it was.
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«[MeBHi p1cK 1oro TBOPYOCTI MOXYTb ByTK CBigYEHHAM i TOro, Wo BiH 6aumB poboTn MikenaHaxeno, v rinep-
TpodaLito Ta FPOTECK PeHeCaHCHOrO iTaliNcbKoro TUTaHi3My. B 061Myuax cBOiX aHreiB BiH BiTBOPMB B/IOB-
NeHy MOopasibHY i cekCyanbHy ABO3HAUHICTb YCMILLKK aTaeTa-nignitka «Jasuga» JoHateno (Donate di Niccolo
di Betto Bardi, 1386—-1466) Ta x10n4nka-myx4umHu «dasuga» Mikenanaxeno. ba 6inblie — iHKOAM 3aKpajaETh-
€A NiA03pa, WO BiH AKMMOCb AMBHUM YNHOM TpaHCcHOPMYBaB He TiJIbKW KapHaBaibHY TpaAuLito mucTewuTBa del
arte cBOiX cy4acHukiB, Beankmx Kapao FonbaoHi (Carlo Goldoni, 1707-1793), Kapno Moui (Karlo Gocci, 1720
1806), 3 i rinepTpodali€to, ika Ha CBOI BepLUNHI MEepeTBOPIOETLCS Ha ipoHito kKapHaBasy. bes BeHeuilicbKol
KapHaBa/lbHOT, 04HaK MOTOPOLLHOI KOMeZii MacoK TyT ABHO He 0biliwnocs. Yoro BapTi xoua 6 06muusa aHrenis
MiH3ens — 3 ogHoro 60Ky 61aXeHHUIM YCMiX, @ 3 UHLLOrO — BULLKIpeHa nYMHa. Yu 3y6u (sic!) aHrenis!»*

«ly>e fobpe BU3HAUYEHHSA CbOrOAHILWHIM CNiB3BYYHOCTI 3 6apoKOo — UM «LL@pCTBOM XaoCy i MOraHOro CMaKy»,
Ik MOro iHKOAM Ha3uBaloTb, AaB Xoce OpTera-i-facet (José Ortega y Gasset, 1883-1955) — CbOrogHi Le Hala
«BOJIA 4,0 Hapoko». Hexan He3po3yMiNoro i KOHBY/IbCMBHOIO, NMPOTE CMiB3BYYHOI0.»*

«[iH3esb HeHaye NoTpanmB y He cBOto enoxy. A6o Ha ii 31am. CborogHi MM LibOro MaliXe He BiJUyBaEMO, O4HAK
BiH Mir 6yTu1 AMcoHaHCcOM A/1a cBoro Yacy. Onvpatounce Ha rinepTpodalito Ta ek3aibTalito, BiH HEHaye Hama-
raeTbCA NIAHATUCA Haj, pPeasibHICTIO, OAHaK AMBAAYNCH HA Ti KOHBY/ILCIT Ta CNAa3Mu, SKi CyA40MAATb Tifa i amua
MOro CKy/NbMTYp, 3aKPaAa€EThCs NiZ03pa — @ UM HE XOBAETHLCSA 3@ UM ipOHia?»*

*Tapac BosHsk, «[Mpono3uLil 40 XUTTENUCY Ta iHTenekTyaabHoI biorpadii MarcTpa MiHsensa (?—1761)».
1

BepeceHb 2006 p.



«Certain features of Pinzel's creative output appear to bear witness to the fact that he saw the works of
Michelangelo and the hypertrophy and grotesque of the titans of the Italian Renaissance. Even more, it is as
if he was able to immerse himself in the carnival traditions of the Commedia dell’Arte of his contemporaries,
the great Carlo Goldoni (1707-1793) and Carlo Gozzi (1720-1806) in whose works hypertrophy reached its peak
as an ironic carnival. The presence of the somewhat frightful Venetian mask is evident in Pinzel’s angels. Their
faces have, on the one hand, a heavenly smile and on the other, a grotesque grin. Is it possible that they have
teeth? Pinzel has captured a bipolar meaning, both moral and sexual, which is also evident in the smiles of the
youthful athlete, "David” by Donatello and the boy-man “David” by Michelangelo.»

«However, even when we first glance at Pinzel’s works, it is obvious that in addition to having seen and
reflected on the themes suggested by Michelangelo, he could have been influenced by the High Baroque
period itself and been Michelangelo’s antithesis. Jose Ortega y Gasset gave a good interpretation of what
today is considered to be the harmony of the Baroque period as “this kingdom of chaos and bad taste”. Today,
we consider this “the will of the Baroque"”. Granted, it is misunderstood and convulsive, but nevertheless in
harmony with the epoch.»

«If we observe closely the convulsions and spasms that are captured in the bodies and faces of his sculptures
we must ask: is this not hiding some type of irony (...)? If so, then we must conclude that Pinzel was a sarcastic

person.»

Taras Voznyak, « A Possible Biography of Old Master Pinzel (?—1761)».
September 2006
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TAPAC BOZHAK
FeHepanbHWUN anpekTop JIbBiBCbKOT HaLiOHaNbHOT ranepei MucTeuTs iMeHi b. . Bo3HuWLbKOrO,
FON0OBHMIN peAakTop He3anexHOoro Ky/ibTypooriyHOro XypHany «i».



Bnaaa Panko

Hapogunacs 1969 poky B Kuesi. B 1987 poui 3akiHunna Pecny6aikaHCbKy XyA0XHIO CepesHIO WKOaY
im. T. T. LleB4eHKa, B 1994-My — HaLlioHanbHy akagemito 06pa3oTBOpPYOro MMCTeLITBA Ta apXiTeKTypu
(MancTepHs npod. B. LLaTaniHa). YneH HauioHanbHOT crifiku XyA0XHMKIB YKpaiHU 3 1994 poky. XKuse
Ta npautoe B Kuesi.

Cepito  KuiBcbkui wogeHHUK 6ys10 MOKa3aHO Ha BMCTaBKaX: PEBOJ'IPOLI,IOHyI7IMO!, MucTeubkui
apceHan, Kuis (2018), MEPMAHEHTHA PEBOJIKOLUIA, my3en Jliogsira, byaanewt (2018), YABA.
PEANBHICTb, HauioHanbHWi ykpaiHcbknin mysen, Kuis (2017), HALWE HALJIOHAJIBHE TINO,
HauioHanbHun my3en Tapaca LLleBueHka (2016), OUR NATIONAL BODY, Galeria Arsenal, BinocTok
(2015), LEST THE TWO SEAS MEET, Museum of Modern Art, BapwaBa (2015); Long Path to Freedom,
YKpaiHCbkun iHCTUTYT, Yukaro (2015), IV Ogecbka bleHane cy4yacHOro MucTeLTBa, OCHOBHUIN NMPOeKT
“Manifesto”, My3en cyyacHoro mucteutsa Ogecun 2015), PEQEPEHAYM MPO BUXIA 31 CKAAAY
NMIOACTBA, Teatr Powszechny, Bapwasa (2014), THE UKRAINIANS, DAAD gallery, BepniH (2014); THE
DROP IN THE OCEAN, Kunstlerhous, BigeHb (2014); BIJIITINCTW, Karas Gallery, Kuig (2014).
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