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Bonoanmunp byaHikos

T HAMNC

NnctysaHHa Moniny JlimiHoi 3 Bonoanmmpom
BbyaHikosum i Bhapoto Panko npo HOBi NPOEKTH

1 XYNOXHUK HIKOAM HE BYAE
FOBOPUTM NMPAMO
(OPATMEHT)

33 BUXIA

Bonoanmup byaHikos

34 BAPIAHTM BVXOAY
(BEPCIS)

KocTAHTWH JopoLleHKo

LLIO XOTIB CKA3ATU
XY N OXHUNK?

122 HAMIP

38 TEOMETPIS

178 HANWC

192 MICLE | ChOBO

200 BKAB

214 |3 CEPII HANWC

230 OK/WK

234 BWCTABKA «LlIHHI PEYI»
258 BIOMPADIA

58




HAMUC
Mia yac poboTN Haa cepieto. MaicTepHi
YepsoHeYopHe, KaHis, nMneHb 2019

INSCRIPTION
Working on the series. ChervoneChorne
studios, Kaniv, July 2019
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Bonoaumup byaHikos
CepneHb - BepeceHb 2019 p.

Hanuc

Konm mu Xxo4emo noBiAOMNTIA LLIOCh BaX/MBE He
B poni IHPOPMaLl, 3 B CeHCi LIHHOCTI, Hacamnepea
NOCTAE NUT3HHA, AK came Le 3pobunTy, LWob He
BTPATUTW FONOBHOM0. MK CKa3aHMM | TVM, AKVM
YHOM BOHO CKa3aHe, BeAeTbCsa Oe3nepepsHa
AVIBHA Pa. Pe3ynbTaT umx cynepeynnsmx
B33aEMUH BM3HAY3E Te, HACKINbKWN H3AINHO

Oyae 36epexeHo ineto, AKa Mae 4ac Big Yacy
PO3B’A3YBATUCL Y MOBI. MiX TMM, HanVcaHe
CNOBO CTPIMKO BTP3Y3€ Bary Yepes HeBnvHHe
3POCT3HHA NONA MOBAEHHA. Mepexesi nyonikaLlii
YTBOPKKTL 33MN/YTaHE MepPexTIiHHA CeHCY,

AKNIA, CBOEHD YEProk, ONUHAETLCA Mif CTINKOK
nino3pot. CeHe CNAMBAE, CN0Ba3 Moro GinbLue

He CTOCYTbCA. [oYMHaEe BUABATUCA, LLO BIH

He 000B’A3K0BMIA 300 1|0 N0ro B3arani HeMae.
YTBOPHOETHCA AKECh TOMOTEHHe TPACOBUHHA,

B SIKOMY rpy3He OY/b-AKa CLMCTeMa KOOPAVHAT,
A€ YHEMOXNMBAKETLCA KONIZIA. AKLIO paHille
HaMMCaHHA CTaBANO CBOEPIAHOK NeriTUMALIERD
YCHOTO, Ternep BOHO Pajlle CxoxXe Ha NpocTe
MHOXEHHA PIBHOM3HITHIMX cniB. CtoxkeT nepeinae
AKICTb, AK3 NOTepnae Ha NPasax CTUNICTUYHOT
OKPA3CK, NMOBEpXHEeBOI eCcTeT3alil. Y pe3ynsTaTi
i€l nepebyA0BM 3HNKAE 3MICT, AKMNI BNACHE |

€ MOBOH. [1OHATTA AKOCTI YaCTO NIAMIHAETHCA
NpodeCioHaNi3MOM i3 MO0 NPOrHO30BAHICTHO T3
KepOBaHICTH. HATOMICTb Ha WAAXY A0 PO3YMIHHA
AKOCTi 6araTo TAEMHUL, 60 BU3HAYINBHUM ANA
TBOPY MUCTELTB3 ANA MeHe € CaMe HepO3YyMiHHA
TOr0, «SK Lje 3p0O6AeHO». AKIM YMHOM
(DOPMYETLCS T3 YHIBEPCANbH3 ONTUK3 MUCTELTBa
O YTPUMYE Y (DOKYCI MOACHKE B NOANHI?

’

Volodymyr Budnikov
August - September 2019

Inscription

If we want to convey what is important, in

the sense of values rather than data, the first
question that arises is usually how to do that
without losing what's essential. An obscure game
is continuously unfolding between what was
said, and how it was said. These contradictions
define whether the ideas that have to be solved
periodically in language would be preserved.
Written word, meanwhile, is rapidly losing weight
due to the ceaseless expansion of the field of
speech. Internet publications form labyrinthine
shimmering of meanings, placing them under
serious suspicion. Meanings escape, and words no
longer relate to them. Meanings begin to appear
altogether optional, or even outright nonexistent.
Some sort of homogenous morass is formed, and
any system of coordinates sinks into it, rendering
collisions impossible. Writing used to legitimize
the spoken word, in a way; now it’s more of 3
promulgation of a multitude of words. Plot trumps
quality, which languishes as a stylistic garnish,
superficial aesthetization. This metamorphosis
does away with meaning, which, in essence, is
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33CaAHNYa X103 HOBOT KPUTMKIA KPUETHCSA B
VKN3ABHHI YroAn 3 TOTANITAPHAM NPUHLMNOM
LLIOAO PO3MNOAINY TBOPY MUCTELTBA HA 3MICT |
dopmy. MnCTeyTBO 333BM4aM OLIHIOOTL 3 OrAAAY
H3 10ro 3MiCTOBHMI 360 GOPMBNbHUIA CKNBAHVIK,
X043 € OYEBUAHNM, LL|O B3PTICTb A0OPOro HaMipy
B XMOHIN GOPMI 3BOANTBCA HAHIBELb, 3 3aMiCTb

CeHCY NMILLAETLCA AeLLO, TIAbKM NoAibHe A0 HbOro.

3 LbOro BUMAMBAE, LLIO 3MICTOBHWM CHOXET He
Moxxe OyTV OKPemMO YeCcHOTOH0, LLIO BMNP3BAOBYE
BNCNIOBNEHHA XYA0XHMKS. CN0Ba HeHave

XOAATb HABKONO CEHCY, He Marouy MOXNMBOCTI
OCTATOYHO H3OAM3UTUCS 10 HbOTO. HAaTOMICTb
BOHM BIAYYBAIOTb MOCTINHE TAXIHHA CEHCY, IO
Y3COM H3A3E CNOBAM PI3HMX DOPM, Y AKMX BOHU

OTPUMYIOTb MOXNMBICTb BO33'€AHATUICA 31 3MICTOM.

MpaLtotouy, s 30cepeAnBcs H3 00CTaBIHAX,

33 AKMX MOXe BIAOYTUCS MOB3, 3 TAKOX Ha
TOMY, LLO 111 33rpoxye abo nepeLikoxae. ba
Oinblue, 4 B3ABCA A0 KHAMUCIHHA», YM Haue
NoBepHYB XMBOMWC A0 MOro OYKBaNbHOI CyTi -
NPUHLMMY, 3TIAHO 3 AKMM MOBA CT3E XMBOI,
OKMBUM MUCbMOM». HaMMC MOCTaE MEXE MiXK
300paXKeHHsIM | HapaTnBOM, NepebyBatoyuy Ha
000X TepeHax BOAHOPA3, ONPUABHIOKY Y CBOIV
nepcnekTuBi Te, AKUM YMHOM 30CTPAKTHUN
M3/WFOHOK TPUMAEE 3MICT.

Bia po60TH Xy NOXHMKE OUIKYIOTb 4OrOCh Ha
KLUTANT 3aBeplleHoi cnctemit. KOkio Micima
N1CaB PO CBOIO YNIOONEHY KHIKKY «Xarakype
HIOMOH», AKa MICTUTb AeTaNbHI pekoMeHAaL il
LLIOA0 Pi3HNX OOKIB XMTTA Camypas, LLIO BOH3
CNOBHEHa CynepeyHocTeln. IMOBIPHO, Came B
LI 0COONMBOCTI, AK3 MOXe BUAATNCA 3HIUYHMM
HeNONIKOM Y TaKoMy crelndidHOMY PO3N0OrOMY
NoBYaHHI, Micima B6a4as 0cobnMBY 3A3THICTb
VTPYMYBATW T3 CMNOBILLATI BaXNUBI pedi, Lo
He BMCHaXXY0TbCA Yepe3 OyKBaNbHICTh. CNOBO
300 nepexoBye LiHHICTb, 300 NeMOHCTPYE

1T NIPUCYTHICTb Y NOBIAOMNEHHAX, AKi YaCTo
NOMMNKOBO MPUMMAIOTL 38 BUMAAKOBI HATAKM
Y1 NposBK cym’atTa. CayLHe TBepXKeHHA MAE
BUrNAA pO3ryOGneHocTi 360 HaBITb pO3Mauy

LLe 1 TOMY, LWLO BHYTPILLIHE NOBIAOMNEHHA

language. Ever more often, the notion of quality
gets replaced with professionalism, predictable
and manageable. Meanwhile the road towards
understanding quality contains many mysteries,
since it’s the very lack of understanding “how it's
made” is what defines an artwork for me. How
does one create the universal optics of art that
focuses on the human in humankind?

The fundamental mistake of the new criticism

lies in striking a deal with the totalitarian principle
of subdividing an artwork into form and content.
Artis usually judged from the perspective of its
contents or formal components, although it is
obvious that the wrong form may negate all good
intentions, leaving behind a mere semblance of
meaning. It follows that a meaningful plot cannot
be judged as a separate merit that justifies the
artist’s utterance. Words seem to circle around
meaning, incapable of taking the last step towards
it. Instead they feel the constant pressure of
meaning that sometimes lends them forms that
allow them to get reunited with the content.

While working, | focused on conditions that

make language possible, as well as the factors
that imperil or hinder it. By mixing writing with
painting, | brought painting back to its literal
essence, the principle that breathes life into
language and turns it into “live writing.” An
inscription serves as a boundary between an
image and a narrative, existing in both fields at
once. This perspective makes visible how abstract
paintings carry meanings.

Artworks are expected to contain something like
a complete system. Yukio Mishima wrote that
his favorite book, a detailed guide to various
aspects of a samurai’s life, entitled Hagakure,
was full of contradictions. It is likely that it was
this very feature, which might be seen as a
drawback in this unique and extensive treatise,
that Mishima saw as a factor that enabled it

to carry and convey important values without
exhausting them through literal interpretations.
Words conserve meanings or demonstrate their

CKa3aHOro YTpUMYETLCA | NepefaeThCa 3
00CT3BMH HaABHOCTI B MOBI MEBHOro 3anepeyeHHs
FONOBHOIO OKYCa, NO3IPHOI HEMP3BNALHOCTI
MOBNEHHS, AKOICb 0COONMBOI FTOTOBHOCTI
3pYHYBATM 30YA0B3HY CTPYKTYPY, LLIOMHO BOH3
H3OWMXKATMETLCA A0 33BeplleHoCTi. Came y
LUbOMY CKNAAHOMY, PYX/WIBOMY, 3aNNAYTaHOMY
FOBODIHHI, e NPOCBIYYE HEBMMOBHICTb, AKa Ha
NOYaTKY BUAIETHCA OPAKOM MOBW, BUHVIKIE
BMHATKOBA TOYHICTb, 3BIAKM UIHHICTb CTPYMEHUTL
OAHNM=-EAVHIM YHOM. Cynepeyka BUAVMMX
3MICTIB NepeTBOPHOETHCA HA KAHOH Y PO3YMIHHI
KOHTP3NyHKTHOT hopmu (Npo Lie n1cas EasapA
Cain y «[YM3HI3MI T3 AeMOKPATNYHIV KpUTHULLI»),
KO NONIQOHIYHE 3BYY3HHS YTBOPIOE CEHC, LLIO
poONTH Ait0 TBOPOM.

P0o60Ta XYAOXKHINKE 33BXAMN HAPAKAETHCH HA
MOBY, MYCUTb M3TK CNPasy 3 MOBOK. 3BICHO,
BOHA3 CaMa | € MOBO, TOXK HaPaXa€ETbCA CaM3 Ha
cebe. HanmcaHe, 33 bocom, Y NeBHOMY CeHCi
NepeTBOPHETLCA H3 MANKOHOK. Hachiayoun Le
CNYLLIHE TBePAKEHHA, A HAM3NKBAB C/10Ba
TaKVIM YVMHOM TMOBUTPYLLYB3B i3 HUX 3BMYHW
3MICT, 0O H3MWC LLIOPa3y HAHOBO OMUHABCH
H30AMHLI 3 BAACHOK dopMoto. [ello noaibHe
BIAOYBAETHCA NiA YaC 3BYUBHHS FONOCY VY Cigi,
KO/W CNOB3 BAXKO po3ibpaTn He nwlle Yepes
0Co6/WMBOCTI BUMOBW, 3 1 TOMY, LL|O NPUB’A33HWIN
O HVIX OYAGHHWI CeHC CTAE HEBAXKAUBUM.

Y MY3MYHI MOBI Ppa33 HemoBOU BMBEPTAETHCA
H3BMBOPIT, CAM3 BUTArae cebe Ha CBITANO.

Y MY3MYHOMY 3BYYU3HHI TPMBIE 0OEPHEHHSA CNiB
y CeHC Yepes BIAAINAHHA iX BiA BepOANbHOT
00010HKY, 36CTParyBaHHs ix Bif CrOXXeTy, A
AKOro ix Haue6To 6yN0 MiLHO BOYA0BAHO.

Ha moe ranboke nepekoHaHHs, abCTpakTHe
MOB/EHHS, AK KoAHe iHLe, 3arnmbnere Ao
NNOTIKM CeHCy Ta 34aTHe nepeaaTh Lien CeHc
HEeYLLKOAXEHNM. Y MeXax BMCNOBY MAE
BIAOYTUCA 3ITKHEHHS, AKe | poOWTb MOBNEHHS
NEeriTUMHUM Yy CeHCI 38'A3KY OyTTA Ta CyL|Oro.

| UMM 3B'A3KOM € NMOAMHA. Tapac BO3HAK Nucas
Npo T€, WO «CyLle Y NANHI 3arpoXKyE MOANHI
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presence in messages that are sometimes treated
as accidental hints or signs of confusion. Another
reason why a correct statement may take the
form of confusion or even despair lies in the

fact that the inner message of what is said is
retained and conveyed under the conditions when
the language’s main focus carries an internal
contradiction, speech seems incorrect, and there’s
a singular resolve to destroy the constructed
structure the moment it approaches completion.
The unspeakable shines through precisely this
ambiguous, shifting and muddled speech; and the
unspeakable, which may initially seem like the
absence of language, engenders extraordinary
precision whence stream values. Conflicts
between visible meanings are transformed into

a canon as a contrapuntal form (as described

by Edward Said in Humanism and Democratic
Criticism), where polyphonic sound produces
meanings that transform an act into a work.

Artist’s work is always exposed to language
and has to engage with it. Obviously, it, too,

is a language, exposed to itself. According to
Beuys, in a way, what is written transforms into
a drawing. In keeping with this accurate remark,
| drew words, thus shaking their conventional
meanings loose, so that inscriptions would be
left to face their form time and time again.
Something similar happens to the sound of 3
voice in song, when words become hard decipher
not only because of specific pronunciation, but
also because their quotidian meaning becomes
irrelevant. In musical language, a phrase is
turned inside out, pulling itself towards the light.
In musical sounds, words are converted into
meanings through divorcing them from their
verbal shell and abstracting them from the plot
they seem to be firmly enmeshed in.

It is my firm belief that abstract speech is
entrenched in the logic of meaning and capable
of conveying meanings without losses like no
other type of speech. A collision that legitimizes
speech as a connection between being and
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y uinomy», To6TO NpO Te, L0 «AHAMHS 3arpoXyeE
camiv cobi». OTxe, 33 Takoi Hebesnekn Tema,
OKPeCNeHa Yy HaMIpi XYL 0XHIKS, 3338143l
CNPUIAMBETLCS TAKUM COOI PATIBHUM 33CO00M,

33 AKNIA MOXE BXOMUTUCA NOTONENbHYIK, abK
JWMLLIATUCA HA MOBEPXHI TOTO 3MICTY, AKNIA MOXH3
nepenosicTH, 33MiCTb 33HYPUTUCA B TAMOMHY
HEeBMMOBHOTO.

MeHi 6yN0 BIXNMBO 30CEPeANTUCA Came

Ha TPUBANOCTI HAMWCAHHA, Ha Npoueci

y CeHci progress, Ak 3pOCTaHHA 300 BMXOAY

H3 NOBEPXHI0, KOAW HAaMMC BUKPMBAE cebe

\ MAWMHHOCTI. A CKOHLEeHTPYBAB YBary Ha Hanuci

AK He33BepLUeHilt Ail 33408 TOro, Wob 3p03yMmiTH,
AK BeAeTbCA CNOBY MiA 4acC TOro, KOAK Moro
KaXyTb. BNacHe, y CNpasi CnocTepexeHHn

33 PO3BMTKOM BNACHOI NpaLli H3A NPOEKTOM

A OKPeC/t0BaB MapLUpPyT M ABOM3 NOTAEMHVIMU
TOYKaMM 334YMY T3 BTINEHHA. MiX LMK ABOME
NyHKTaM1 NepeOyBaE Te, L0 HA3MBA0Tb NPOLIECOM
XYA0XKHBbOT NpaUi. TOX A B3ABCA NWNbHYBATK
BPa3/NMBe NPOCYBAHHA AYMKM HANOINbLL
Hebe3neyYHo AINAHKOI0, e BOHA Ae BIAKPUTO
T3 He33xuLeHoto, 0hopPMNOIYNCE. AKLLO
NOY3TKOBA Tema pobOoTI Xy AOXKHVIK3 € TAEMHULIEID
Yyepes CBOW 3OCTPAKTHICTb, HEPE3NbHICTb, PileHH:
33KIHYMTIM NPaLI 3'ABNASETHCA BiA PO3YMIHHS, LLO
poOOT3 3HOB 33HYPHOETLCA 0 TAEMHUL.

existence has to occur within an utterance, and
human beings are this connection. Taras Vozniak
wrote that “existence in @ human being imperils
the human being as such,” that is, “a human being
imperils itself.” Given this risk, the theme behind
the artist’s intention is usually seen as a lifeline
the drowning will cling to in order to stay afloat
rephraseable meanings, instead of sinking into the
depths of the unspeakable.

It was important for me to focus on the very
duration of writing, on the processuality of
in-progress as growth or surfacing, when an
inscription reveals itself in its fluidity. | focused

on an inscription as an incomplete action to
understand how a word feels when it’s being
spoken. In essence, observing the development
of my own work on the project, | charted a route
between the two hidden points: the conception
and the realization. What lies between the two
points is known as the process of the artist’s
work. Therefore, | began to follow the vulnerable
progression of thought along the most dangerous
stretch, where it's left defenseless out in the open
as it is formed. If the initial theme of the artist’s
work is mysterious because of its abstract and
unreal nature, the decision to complete it stems
from the understanding that a work is plunging
back into mystery.

NMOAIT. ®PATMEHT
Bucraska. A lanepes, Kuig, 2019

FLIGHT. FRAGMENT
Exhibition. Ya Gallery, Kyiv, 2019

EXODUS
Buncraska. buptounia, 2019

EXODUS
Exhibition. Biruchiy, 2019
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MoniHa Nimina, Bonoanmup byaHikos,

Bnaa Panko. Bepeceis 2015 . Xy A0XHUK HIKONN
He 6yae roBopuTtK NpAMO.
N\nctysaHHA MoniHum JlimiHoi 3
Bonoagumunpom byaHikoBum

| Bhapotro Panko npo HoBI
npoekTu (pparmeHT)

NMonina Nimina: MepLue, Lo BNAAAE B 0Yi Y cepil pobiT «Hannc», - Lie MIHAMBICTb LiHHOCTEN.

BOHM XaoTMYHO iKCYOTbCA HA AOLLLI Kpelaoto, 1wob 3roaqom 6yTn CTepTUMK, @ MoBepX NonepesHix
npasun i popmyn 0608'A3K0BO 3'ABNATLCA HOBI — «CBATE MicLle MOPOXHE He Oyae». Hanucn BuAaaoThea
PO3Pi3HEHMMMU, | B EAMHY CUCTEMY BOHW MOXYTb YKNACTUCA NNLLE 33 OAHIEI YMOBU — HAKNAAAHHA BNACHOIO
A0CBiAY rNAAaYa WOAO OCBITHLOMO Npouecy, AKWn noaekonn 6ysae 6MKUMM A0 BAAZAHO-KAPHOIO NposiBY,
3HiIX A0 IHAMBIAYANbHOIO PO3BUTKY Ta »aru 3HaHb.

BOIIOAI/IMVIP BVAHiKOB: CNOBO «OCBITHIMY», 1110 BM 10ro BXWAKM 3apas, BiACUNAE
[0 OCBITN\eHHA peyei, A0 NPOCBITHUULKOMO NiAXOAY B PO3YMIHHI LIHHOCTEN, a8 came - A0
IXHbOT HENOAiNbHOT MPUPOAUN. HacTo MM CTUKAEMOCA 3 MPAKTUKOK PO3MOAINY BUCNOBAKOBAHHA
Ha 3MICT i AKICTb, Ae AKICTb 3a3BMYaM PO3YMIIOTb AK OKpeMy AeKOPaTUBHY pucy. Yepes Le
MOBA MPUMUHSAE iCHYBATMK AK Taka, NepeTBOPIOKYNCL HA iHdopmalito. Mpautoroun, 8 3aimaBsca
nepexkNafom Crony4veHb NiTep, CNiB i peyeHb Ha MaNKHKKM, OTXe, Mo CYTi, uer npouec cTas
ypeueB/ieHHAM MOBNEHOro, @ came NeBHUM 30MPAHHAM AOKYNU «LLIO» Ta «AK», NOrNAAAOM Ha
peyeHHA AK Ha piy.

By abCONOTHO TOYHO 3aYBaAXXM/K, LLIO NOHATTA OCBITU AK HAABHOCTI CBITNA A/1A BUABNEHHS
peyelt NiAMIHAETLCA Y3COM OCBITHIM NPOLIECOM Y BUTNAAT HAB'A3YBaAHHA CYKYMHOCTI CTaNX
npasun. TaKMM YMHOM HaNWc, WO MAE Ha MeTi BTiNIeHHA iAel T3 YTOYHeHHA AYMKW, PU3KKYE
nepeTBOPUTUCA HA NPUMNNC, HAKMHYTU 330BHI MPUMYC A0 MUCNEHHSA NEBHUM, BU3H3aYEHUM
KMMOCb YMHOM. TOTaniTapHe po3yMiHHS MUCTeLTBa Nepe0aYvyae BUKOHAHHS XYAOXKHMKOM
33aBAAHHA 33 Hamnepe/ BM3HaYeHUM NNaHOM. ToO6TO ACHICTb MOYATKOBOI Ta KiHLIEBOT TOUOK
npouecy Haye BCTAHOBNIOE ANA Moro nepebiry )XopcTki obmexeHHs, BIAKMAAKUN MOXNNBICTb
CYMHiBY, HeneBHOro 61yKaHHsA, 6AMCKIBUYHOI 3MiHM HaMipy. 3peLUToto, XyA0XHiN npouec
HabyBa€E p1C KEPOB3HOI0 MexXaHi3My, CMCTeMU, Ae ippaLioHaNbHICTb NHOACLKOMO CTAE 3aBOIO,

NMOAIT. ®PATMEHT. CTIHA
Buctaska. A lanepeq, Kvig, 2019

FLIGHT. FRAGMENT. WALL
Exhibition. Ya Gallery, Kyiv, 2019




NMONIT. ®PATMEHT. CTIHA
Bucraska. A [anepeq, Kuig, 2019

FLIGHT. FRAGMENT. WALL
Exhibition. Ya Gallery, Kyiv, 2019
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XBOPO6/1MBOK Ta HEHAAINHOW NPUMXOL0. Ha NpoTMBary UboMy A BiAKPMBAIO YCIO Cynepeynmsy
Tevito npouecy sK HanbiNbLL BPa3AMBY NAHKY MiXX BOMA TAEMHMLAMM NOYATKOBOI iaei T3
3aKiHYeHoi poboTL.

M. J\.2 Aki came Hanvcn By 6pannt 3a ocHosy? 1 6auy 40BONI 6araTo LWTAT, siKi BaKKO MPOUNTATU. NS
Bac Ma€ 3HaueHHs, L0 CaMe TaM HAMMCAHO, UM AOCTAaTHLO AKTy NPUCYTHOCTI HanNMcy?

B. B.: v csoix po60Tax A NepeTBOPMB HAMMCK Ha Bi3yanbHi iHTeprnpeTaLii iXHboro
MPOYUTAHHA. HanncaHe TakMm YMHOM CTaN0 MANKHKOM, MPUHLMUMNOBO BUNYYEHMM i3 30HU
HapaTtuay. LUntatn 1 okpemi cnoBa He MaroTb NPOYMUTYBATUCA. ANe e B )KOAHOMY pasi He €
WndpyBaHHAM — 1 634y B TAKOMY HAMWCaHHI LLOCb 3aCaZAHNYO NpOTUAEXKHe BepOaibHOMY
MoBiAOMEHHI0. PaaLe TyT BaXAMBUIA GAKT HAABHOCTI MOBW AIK MOYEPKY, XKecTy, AKi BUXOAATb
Ha NepLLUMI NN3H i CBOE IHTUMHOLO, IHAMBIAYANbHO NPUPOAOHD 3amnepedytoTb by ab-aKe
yCTaneHe NpaBmNAO0 HanMcaHHA. HanncaHe moBOW LLOpa3y BUHAX0ANTLCA HAHOBO. KOXHa
po60Ta HOPMYNIOETLCA BIAKPUTO — CKPi3b BUAHO PO3PAXYHKM, YPUBKN KPeCNeHWKIB, Yoroch,
CX0XO0ro Ha popmynm abo «aBTOMATUUYHE MANKOBAHHAY», KOAM PYKa HECBIAOMO BIATBOPHOE
PYXM NiZ 43C MipKYB3HHSA Y po3moBM. MoBa Haue 6e3nepepBHO NepeBipAETLCA HAMUCAHHAM,
KON CyMHiB 360 BMNAAKOBICTb He Aa0Tb 3AIMCHUTCA CMN3HOB3HIN Bepcii. BoaHoYaC Taki
PYXW CRiBBIAHOCATLCA 3 MY3NYHUMUN KONMBAHHAMM 3BYKY Ta, MOXAMBO, CNiBOM, KOAW FrON0C
MOrNVNHAE 3HAYEHHA CNiIB.

M. N.: A3z skim NPUHUMNOM yBeleHO KONbOPY A0 L€l NOPIBHAHO MOHOXPOMHOT cepii?

B.b.: s BUKOPUCTOBYBAB CMHIO, 30N0TY i CPibHY hapbu AK enemeHT MaTtepianbHOro TNa.
BoHu B UMx poboTax € YUMMOCh Ha 3pa3ok Heba i TBepAi 3riAHO 3 KAHOHIYHOK YMOBHICTHO 1X
300paXkeHHs B iKOHi. BoAHOYAC HanBHICTb LMX KONbopiB Oyna ANA meHe HeobxiaHoto, o6
YBMPA3HUTM FAMOMHY, NepcnekTMBy. Hanncm HalapoByTbCA OAMH NOBEPX iHLLOrOo, aie MOMIXK
HUMM € He TiINbKM Y4ac, a 1 NoBITPpA, NPOCTIp.

M. N.: 3-nomix BapiaLlin CUMBONIB MO0 YBary npuBepHyM Hacamnepes o6pucK XpecTa i MOCTaMeHTIB,
AKi 3'ABNATLCA Ha KiNbKoX poboTax. Y KoHuenuii «LliHHMX peyei» npocTexkyBanaca TemaTmka KaHesa Ta
noctarti Tapaca LLleByeHKa — UM € 38'A30K?

B. b.: 306pakeHHs, CXOXi Ha CMMBOAM, MPO AKi Bu KaxeTe, BiACMNa0TL pasLie A0
(DOpMYBAHHA CMCTEMUN KOOPAMHAT, KA MepeTBOPIOE YOPHE TNO 3i LWKINbHOI rpudenbHoi
ZOLLKW H3 TAMBOKMIA NpOCTip TemMpsBy. [TOHATTA CUCTEMMN KOOPAMHAT BUKOPUCTOBYHOTH L@
My BUMAAKaX, KON MAeTbCA Npo MeXi umBinisauinHoro smbopy. Yce 6yno 6 aobpe, sakbum

He CNOBO «CUCTEMA», HAABHICTb AKOrO 03HAYAE, Lo 0APa3y NicNA BUABNEHHSA, BUBYEHHA Ta
Knacndikauii LiHHOCTen KOOpAMHATHA CiTKa CTA€E FPaTaMM i MOYMHIE NPMMYCOBO YTPMMYBATH
3HaYeHHA UiHHNX peYer ycepeAnHi CBOET KNITKW. KaHiB TaKOXX NMPUMYCOBO NepeTBOpeHnin Ha
CBOEPIAHI «rpaT» Ans dirypm LeBueHka, Ae 3aTBepAXKeHE CUCTEMOID PO3yMiHHA 00pa3y
noeta 60POHNTLCA 3 0CO6NMBOID 33B3ATICTHO. fl HABMMCHE He B13H3Uato, AKOK CaMe CMCTeMOlO,
60 Ha YepHeuiln ropi BiAdynoca 3aMmMpeHHs NocTaTi NoeTa, aAanToBaHOi A0 KONOHIaNbHNX
peaniin paaaHcbKoi YKpaiHw, 3 10ro >k o6pa3om, BOyA0BaHUM A0 0diliiHOro NaHTeoHy repois
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nobu HesanexxHocTi. B 060x Bunaakax 6yHTIBHWI cynepedynmsmin Ayx LLleByeHKa »KOpCToKO
naumdikoBaHo, i came uA naundikalia i€ Sk cysopa LeH3ypa.

OAHaK MU XnBemo B A00Y, KOAM TEPMIHK, LLIO BM3HAYaOTb LiiHHICHI MOHATTS, AABHO BXe
3pyLIMAK 3i CBOIX N'eAecTanis, nepemillannca, nomiHaAnca micuammn. Y pobotax i3 «Hanucy»
A TAKOX MNYTAK Ta HAKNAAAK OAHI KpeCNeHMKN HA iHLLI, @ CUCTeMU KOOPAWHAT NepeTBOpIot0
Ha abCTPaKTHI MaNIOHKM, AKi CAMMM CBOIM BUrNSA0M 3anepeuyioTb Te, WO YABNAETLCA AK
«npaBuibHe». To6To MeHi 6yn0 LiKaBO CNOCTepirati 3a TUM, AK KOXKeH A0TopK abo nopyx
NeH3NA CTAE HAMUCOM, LLI0O MOXKe He BUCBITNHBATM LOCb iHLLIE, ane CaM CTaBaTu CBITNOM.

Y UbOMYy pa3si MOT HaMUCK € CAMOCTIMHUMM Ta LIINICHUMMK, HA BIAMIHY Bi4 OMNUCIB, LLO 3yMOBNEHI
CBOIMUM NMpeamMmeTamu.

MOANIT. ®PATMEHT. CTIHA
Ecki3n. 2019

FLIGHT. FRAGMENT. WALL
Sketches. 2019

NMOAIT. ®PATMEHT. CTIHA
Buctaska. A lanepeq, Kvig, 2019

FLIGHT. FRAGMENT. WALL
Exhibition. Ya Gallery, Kyiv, 2019

". II.: A1 86a4ato B LbOMY NOLLYK BiAMOBIAI HA MUTAHHA: @ YN MOXKYTb HAMWCK CTABATW CBITNOM [3HaHHSA],
AKLLO B HUX He 3aKN3aZeHO CEMAHTMYHOro CKN3aAHWMKA? TPaAnUINHO «NPOCBITHULTBO» TAXKIE paalue A0
PaLioOH3NbHOr 0, HaBITb AeLL|0 MeXaHi30BaHOro Mi3HAHHA CBIiTY: HALWAPYyBaHHA QaKTiB, NoAin, inen. Ak s
3apa3 po3yMmito, BalLli HanMcK 38 CMUCAOM HabAMKeHi A0 chepur YYTTEBOrO 1 AYXOBHOrO. TOOTO € CBITIOM
MO>KMBOCTI Ni3HAHHS, MOXAMBOCTI MoBW. JoBONI HAbNMXKeHO A0 ranaerrepiBcbkoi dinocodii. Hapasi a
HapaxyBana TPy OCHOBHMX KOMMOHEHTU, AKi B BUAINAETE B MOBNEHHEBOMY KOHCTPYKTI: HANWC, NpUnNnc
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i onuc. MNepLumnin NOCTaE NePBUHHMUM i YHIBEPCANbHUM, AABA HACTYMHI — NOXIAHUMW Ta MIHANBUMW. YK € y
Balwlomy po3yMiHHI CTPYKTYPU «ifileaNbHOT» MOBU LLe AKICb 3aCaAHWNYI NOHATTA, AKMMN BU KopucTyBanncs,
NpaLYM HaA cepiero «Hanne»?

B. B.: 5 hanonsraio Ha PO3YMiHHI MOBW KPi3b MOBNEHHA XYA0XHWKA, ie C/NOBO «XYAOXKHNK
VXKMBAIO Y Aiy>Ke LUMPOKOMY CEeHC, L0 B LibOMY MPOEKTI CAra€ ax A0 CNaBeTHOro 60MCiBCbKOro
BW3H3YeHHA. Balle MipKyBaHHA LLIOAO MOXNMBOCTI MOBM 3a6CONIOTHO CNyLLIHe, 60 CTOCYETLCA
r'YMaHIi3My, AKOro CrnoBHeHWM BUCANiB BoIca, WO, HA XKanb, MEpeTBOPMBCA HA MeM i3
BMKPUBNEHVM 3MICTOM. Ha moto AYyMKY, BOC MaB Ha yBasi came MOXNUBICTb MPUYETHOCTI
6yAb-AKOI NOAMHM A0 XYA0XKHbOI CNpasK, NPO YHiBepCanbHy 3ara/fibHONKACLKY ONTUKY

AKOT MU BXXe 6araTto rosopman. Ane Lo BiporiaHiCTb NPUYETHOCTI BY/ibrapM30BaHo Yepes ii
PO3MOBCIOAXEHEe TAYMAUeHHs K 3aBepLUeHoro dakTy.

1 BBaXKAK HANMUC TUM MEPLLMM >KECTOM, LLI0 € OAHOYACHO HAMIpOM, Ai€t0 Ta MOBOK. OAHAK
MoBa 6e3nepepBHO YaTye cama Ha cebe. Enbdpuraa EniHek Ka3ana, Lo xo4e CniimaTtn
MOBY Ha cNoBi. MOXNMBO, OZLHA 3 MOTX FONNOBHMX CMPAB — NOCTIHE YTOYHEHHA TOr0, YMM
y3arani € MoBa. TOMy A HAaTAKAK Ha MOXXAMBI NACTKM, AK-OT: MPUMNNC — penpeclBHe, Onnc -
nopHorpadiyHe. MoBa He Moxe OyTM ifieaibHO, aAXKe XKMBA Ta CKNaAHa N AMHE, WO
MoCTiMHO 3arpo>kye cama cobi, i € moBoto, 60 onpuaBHIOE cebe y moBi. MoBa - Lie pU3NK, Ha
BiAMIHY Bif paLiOHaNbHOrO Ni3HaHHA, BOHA He PO3BMBAETLCA NOCTYNOBO. HacnpasAi Mosu
MOXe I He 6YTu — BOHa MOXe 11 He 3AINCHUTICA.

M. N.: oakmmuno eci enementu «Hanwucy» - e BiACMNAHHA A0 BNi3HaBaHMX 06pa3iB NOBCAKAEHHOIO
KUTTA. MeHi 343€TbCs, BOHN MAlOTb 3pOAXKYBATK Y FNAA3YA NAHLUKOT acouialin, AKUM ypeLuTi-peLuT i
npueeae A0 hOPMYBAHHA HOBMX CEHCIB. fKLLO FOBOPUTM NP0 OCTaHHI Balli NPOEKTW, CXOXi HanWcK Ta
KpecneHuKn Bxe 3'aBNsanmca B «MonboTi» — Tam BOHM LIMTYBANAN AOKYMEHTALit0 NiTanbHOI TexHikn. 3apas,
HaTOMICTb, CMBOAM 3MYLLIYIOTb MeHe 3raflyBaTy He TiNbK1 MaTemaTuyHi hopmynn abo ypuskm 3 TBOPIB
LLKiINbHOT NiTEpaTypu, a i HanucK B Ny6NiYHNX Micusax (BOMpanbHi, CTiHK 6yaiBenb, Nam’ATHUKA TOLLIO).

B. B.: vV vactumi pobiT, 6e3nepeyHo, € AeLlo CrinbHe 3i CTUXIMHMMK rpadiTi, a came
HeBepbanbHa MaHichecTauis, AKY HEMOXAMBO NPOYNTATH, CNIMPAOYNCH HA MOCNIA0BHe
CKN3AaHHA Nitep y cnoBa. HeunTabenbHiCTb CTAE BUKNMKOM i BOAHOPA3 BUKPWBAE IPaHMyYHy
BPAa3/MBICTb, Y AKiN NPOTECT NMepepoCTaE y KPUK, L0 NMLIAETLCA CAM-OAWH Ta NIYHAE HIi3BIAKW.
Ane Ha ubomy NoAiIOHICTb 3aKiHYYETbCA, 60 33MICTb MAOLLMHN CTIHM S CTBOPIOKO 3 HAMMCIB
TPVBUMIPHWI NpOCTip. HAKNaAaHHA HANWUCIB YTBOPHOE OMTUKY, KON HEHaYe € MOXMBICTb
YBIMTW [0 HAMMCAHOTO Ta NepeMiLLIAaTCA MOMIK NiTepamMu, NiHisMmK, hopmynamm i NycToTamu.

M. N.: Ane konu s AVIBMNACA HA aBTOPCbKi HA3BM A0 Cepii, y MeHe BUHUKANO 6aXKaHHS CTPYKTYpyBaTH
po60oTu 3a npuHuMnom «CnoyaTky 6yno ChoBo»: Bia eTany 6a)kaHHs i nparHeHHA («HamMipy») A pyxanacs
Ao 6e3nocepeiHbOro BTiIEHHA CNOBA (KHANMCIBY»), MOro onpuAAHeHHs («BMABIB») Ta HAOYTTA NHOACLKOIO
XapakTepy (KNpoMoBa», KMeTa», KMoBIAOMNEHHN», KOKANK» TOL0). Taknin cobi XUTTEBUIA LINKA
CNNOBECHOCTI, Ae OCTaHHIM eTan - CNOXKMBAHHA — BiAAJHO FNAAAYEBI, @ XYAO0XKHUK BUKOHYE POab AeMiypra.
Cxoxi npouecy MoxHa 6aunTn 1y hopmyBaHHi ineonorii. Ak By y npoueci ceoei poboTn B6avann/
AOCNIAXKYBANM Ui UIMKAW PO3BUTKY LIHHOCTEN: Bif 33pOA>KEHHA Ha PiBHI LIHHOCTEN A0 BTINEHHA Y XNUTTA
Noaein Ha NobyToBOMY piBHI?
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BnaAa Panko: uie 1a NoYaTKy pO3MoBM BonoanMUMp ypiBHAB CN0BO T3 piy. Mo3ask ua
04YeBMAHA EAHICTL NepebyBa€E NPOCTO H3 MOBEPXHI MOBU (KPEKTU» € CUHOHIMOM «MOBUTUY

i MA€ CNiNbHMI KOPiHb i3 «piyyio»), MOBNEHHS HEMOXX/IMBO PO3MOAINNTMI H3 CTAAIT LNKAY.
Pajlle BOHO XMBe Ta CNOBHEHE CeHCY, KONWN € YCiM BOAHOPA3, OAHAK Y npoLeci Yacom MOYMHAE
nosepTaTmMCA Ta NokalyeaTtu cebe 3 O0kiB, Lo 6yAm A0 TOro HEBUAVMMMY Yepes NepCrneKkTuay.
MeHi 303€TbCA, L0 Ha3BK, BIaCHe, 1 OKPeC/oTb NeBHY NPOCTOPOBICTb YCi€i cepii, 60 €

He da3amu, a cTopoHamu. Y poboTax MPOEKTY HANMCaHe HEMOXX/IMBO 3HOB MOBEPHYTU A0
OKpeMmx cAig, NOAINNTY - Lie AKeCb 0COOIMBO TOUYHE BM3HAYEHHA MOBW Yy CeHci ii abcontoTHOI
BiANOBIAHOCTI NtOACLKOMY. |A€0N0rifa X, HABNAKK, NPEnapye MOBY AK TiNO, Lo BXe He byae
XMBUM, aaxke By cami 3a3H3UMNN, LLIO BOHA 33MiCTb CYTHOCTI 6@3y€ETHCA HA CXOXKOCTI.

Y CBOEMY OCTaHHbOMY TeKCTi A 3raZyto nNpo BaraHHa dMaycTa nig Yac nepeknaay 6idninHoro
PAAKA, YPUBOK 3 AIKOro By UMTYETe, Ae BiH He MoKe 3pobuTK 0CcTaTouHMI B1Oip Midk ChoBom

i JYMKOK Ta HapeLUTi CNMHAETLCA Ha NepBMHHOCTI CnpaBu. Po60Ta Xy A0XKHMKA TAaKOX He €
pobOTO0 Y 3BUYHOMY CEHCi, @ pajLLe CNpaBoto, AKOK BiH 3aXONNOETLCA. Take 3aX0MNeHHs,
AK 060NiNbHUIA NpoLIeC B3AEMHUX BMN/IMBIB, BUAYYAE Nt0ACbKe 3 6y AeHHOCTI. TakoX came

y CTaHi 33X0NNeHOCTi MOXAMBO 3406y TY UiHHI pevi Ansa cebe Ha NpoTMBary cMTyadii, Konm
iAeonoria HakKMAZE UIHHOCTI 330BHI. Piv y Tim, WO Aelo NHAMHAE 343THA 34INCHUTY BUKNHYHO
CaMOCTIHO, agxe i HEMOXNMBO NPUMYCUTU NOUTK, OYTU BIIHOK YK NOBIPUTYK Y PIBHICTD.

«Hanuc» y Bonoanmmpa € gieto, abo Kpalle - aiecnosom. MoaibHo Ao daycTta, byaHikos
3anepeuyye CNOBO, AKE BiAOKPeMeHe BiA cnpasu. Y UbOMY CeHCi iaed BTiINeHHSA LiHHOCTeN
Y XKUTTA AK NPaBUA BUAAETLCA abCYpAHOK Yepes Te, Lo LiHHOCTI He BUXKMBAKTb Y PeXMMI
no6yTOBUX NPUMNICIB — BOHW AiI€BI TiIbKM TOAI, KON 3aXONNH00Th, CTaloTb [liNoMm, a He
TPYAOBOI NOBUHHICTHO.

BUXIA
I3 cepii. 2019, 70X100, aKpWUA | ONiMH3 NACTeNb Ha nanepi

(cTop. 23-25)

EXODUS
From the series. 2019, 70x100, acrylic and oil pastel on paper
(pages 23-25)
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Polina Limina, Volodymyr Budnikov,

sl An Artist Never
Speaks Straight. Polina Limina
correspondence with Volodymyr
Budnikov and Vlada Ralko about
their new projects (a fragment)

Polina Limina: The first thing that strikes the eye in “Inscriptions” is the fact that values change.
They are chaotically jotted down on the blackboard in chalk only to be erased later. They are inevitably
replaced by new formula and new rules: nature abhors a vacuum. The inscriptions might seem disjointed.
The only way to fit them into a unified system is to put them within the framework of the viewer’s personal
experience in education, which might have more in common with penitentiary service and power relations
than with individual development and the desire for enlightenment.

Volodymyr Budnikov: the word “enlightenment,” which you have used just now,
refers to shining the light on a thing, and to the Enlightenment-era understanding of values as
essentially indivisible. The practice of subdividing an utterance into content and form, often
understood as merely decorative, is common and ubiquitous. Because of this, language as
such ceases to exist and transforms into a mere conduit for information. When working on the
project, | translated combinations of letters, words and sentences into drawings; in essence,
this process allowed me to embody speech, to bring together the “what” and the “how,” and
to see a sentence as an object.

You were absolutely right when you noticed that the notion of enlightenment as the presence of
light, this precondition for discovering things, has lately been displaced by the education process
as forceful inculcation with a corpus of predetermined rules. Therefore, an inscription, which seeks
to embody ideas and qualify thoughts, runs the risk of being transformed into a prescription,

the obligation to think in a certain predetermined way imposed from without. In totalitarian
understanding of art, an artist has to work according to a predetermined plan. Therefore, both
the initial point and the endpoint of the process are clear from the start, which imposes strict
limitations on how it unfolds, and precludes the possibility of doubt, aimless wandering, and
instant changes of intentions. Art process eventually becomes a controlled mechanism, a system
where human irrationality is treated as optional, unhealthy, and unreliable whims. To counteract
that, | reveal the entire contradictory flow of the process as the most vulnerable link between the
two mysteries: that of the initial idea, and that of the completed work.

PL: which inscriptions did you base the work on? I've seen a lot of barely legible quotes. Did it matter to
you what exactly was written, or did the inscription’s very presence suffice?

VB: in these works, | have transformed inscriptions into visual interpretations of their
readings. Therefore, an inscription becomes a drawing programmatically excised from the
zone of a narrative. Quotes and words don’t have to be legible, but in no way should they be
seen as a code: | see these inscriptions as programmatically juxtaposed to a verbal message.
What matters to me is the presence of language as handwriting, a gesture that takes center
stage and undermines any predetermined rules of writing with its intimately individual nature.
What's written seems to be reinvented anew every time. The schemes behind each work are
left out in the open: you can see calculations, snippets of drafts, something like formulas or
“automatic drawing,” when a hand moves unconsciously while the person is deep in thought
or conversation. Writing seems to constantly challenge language: doubt or chance render the
preplanned version impossible. Simultaneously, these movements correlate with musical sound
waves, or possibly with singing, when the voice absorbs the meaning of the words.

PL: what was your guiding principle for introducing colors into this largely monochrome series?

VB: | have used blue, gold and silver paint to denote the presence of the material
background. They serve as something like the iconic sky and land from the classical canon.
Simultaneously the presence of these colors was important to me to underscore depth and
perspective. Inscriptions were added in layers one over the other, but they were separated not
only by time, but also by air and space.

PL: Speaking of variations on symbols, | found the silhouette of a cross and pedestals across several works
particularly striking. The idea of “Valuable Objects” included the theme of Kaniv and the figure of Taras
Shevchenko: is there a connection?

VB: The primary goal of the symbol-like images which you have just mentioned was to
delineate the system of coordinates that would transform the dark background of a school
blackboard into the deep darkness. The notion of the system of coordinates arises when we
address the boundaries of our civilizational choices. There wouldn’t be a problem with that, if
not for the word “system”: the moment values are discovered, explored and classified, the grid
of coordinates turns into bars that keep the meaning of valuable objects inside its cage. Kaniv,
too, has been transformed into a “barred cage” for the figure of Taras Shevchenko, where the
poet’s image predetermined by the system is defended with force and abandon. Please note that
I do not specify which system, for Chernecha Mountain reconciles the figure of the poet adapted
to colonial realities of the Soviet Ukraine with his image integrated into the official pantheon of
heroes of Independence-era Ukraine. In both cases, Shevchenko’s rebellious and contradictory
spirit has been cruelly pacified, and this pacification is no different from strict censorship.

And yet, we live in the era when terms defining value categories, long displaced from their
pedestals, have mixed around and swapped places. In the works from the Inscription series,
| mix up drafts and layer them one over the other, transforming systems of coordinates into



abstract drawings that undermine that which is seen as “correct” with their very appearance. It
was interesting to watch how each touch or movement of my brush became an inscription that
did not necessarily shine the light on something else, but did turn into light itself. In this case,
my inscriptions are independent and cohesive, unlike descriptions defined by the objects they
refer to.

PL: 14 interpret the series as a search for an answer to the question, can an inscription become light
[enlightenment] if it doesn’t have a semantic component? Enlightenment traditionally leans towards the
rational, even somewhat technical understanding of the world as a layering of facts, events and ideas. As
| see it, the meanings of your inscriptions are closer to the sphere of the sensory and the spiritual. They
are the light of the possibility of cognition, the possibility of language. This is quite close to Heideggerian
philosophy.

| have noticed that you single out the three main components in speech constructs: inscription, prescription,
and description. The former is primary and universal, whereas the latter two are derivative and changeable.
Does your understanding of the structure of an “ideal” language contain any other foundational notions that
you have relied on when working on Inscriptions?

VB: i insist on understanding language through the framework of artist’s speech, and in

this project | use the word “artist” in the broadest meaning that reaches back to Beuys’
famous definition. Your reflection on the potential of language is absolutely correct, because
it touches on the humanism that Beuys’ quote is brimming with; unfortunately, it has become
a misunderstood meme. In my opinion, Beuys meant that every person could get involved in
art, and we have talked a lot about its universal framework spanning the entire humankind.
The common interpretation has bowdlerized this possibility of getting involved by treating it
as fait accompli. | believe that inscriptions are that primal gesture that unites intention, action
and language. Language, however, is always on the lookout for itself. Elfriede Jelinek wrote
that she wanted to hold language to its word. Maybe constantly clarifying what language as
such is is one of my main goals. Therefore, | hint at many possible traps, such as the repressive
potential of prescriptions, or the pornographic potential of descriptions. There’s no such thing
as an ideal language because living complicated human beings constantly put themselves at
risk and are language, make themselves manifest in language. Language is a risk, and, unlike
rational cognition, it doesn’t develop gradually. In essence, it’s possible for language not to
exist, for it not to get realized.

PL: 10 put it bluntly, all elements in Inscriptions allude to recognizable images from quotidian life. As |

see it, they are intended to provoke a chain of associations that will eventually lead the viewer out to the
formation of new meanings. Speaking of your most recent projects, similar inscriptions and drafts have
already appeared in Flight, where you quoted documents describing flight apparatuses. Now, meanwhile,
these symbols remind me not only of mathematical formula or quotes from classical literary works taught in
school, but also of graffiti in public spaces (restrooms, walls, monuments, etc.).

VB: some works, without a doubt, do have something in common with ad hoc graffiti:
namely, the nonverbal illegible manifestations that cannot be decoded by putting consecutive

letters together into words. lllegibility becomes a challenge and simultaneously manifests

the utmost vulnerability of a situation when protest transforms into a shout that flows in its
solitude from nowhere. But that’s where similarities end, because my inscriptions create a
three-dimensional space instead of unfolding on a flat wall. The layering of inscriptions creates
the optics that seemingly allow us to enter writing and move between letters, lines, spaces,
and blanks.

PL: And yet, when | reviewed your titles for the series, | was tempted to order the works according to the
principle of “In the beginning was the Word”: | proceeded from the stage of will and wish (“intention”) to
the direct embodiment of the word (“inscriptions”), its proclamation (“manifestations”), and its acquiring
of human character (“speech,” “goal,” “message,” “invocation,” etc.). In a way, this describes a life cycle of
language art, where the artist appears as a demiurge, and the last stage (consumption) is relegated to the

viewer. Similar processes can be tracked in the formation of ideologies.

Vlada Ralko: At the very beginning of the conversation, Volodymyr has equated a word
with an object. Since this apparent unity lies on the very surface of language (to object is a
speech act, and it shares etymology with the noun “an object”), speech cannot be subdivided
into stages. It is a living and meaningful phenomenon as long as it can be everything at once,
but as the process unfolds, it begins to turn and manifest itself from all sides, some of which
have been invisible previously because of the perspective. | think that the titles outline the
spatial dimension of the entire series, serving as sides rather than stages. Inscriptions in

the project’s works cannot be reconstituted as or divided into distinct words, and that is a
particularly fitting definition of language, in that it’s absolutely in accordance with what is
human. And, to the contrary, ideology dissects language as a body that will never be alive
again: after all, you have noted yourself that it is based on similarities rather than essences.

In my latest text, | have mentioned Faust hesitating over a translation of the Biblical line:
unable to choose between Word and Thought, he eventually settles on the primacy of the
Deed. Artist’s job is not a job in the conventional sense: it should rather be described as the
work he or she is passionate about. This passion as the process of mutual influences extracts
that which is human from mundanity. Additionally, this passionate state allows one to acquire
objects of value for oneself, unlike the situation when ideology imposes values from without.
Some things one can only do for oneself, since you cannot make one fall in love, be free, or
believe in equality.

! "

Volodymyr’s “Inscription” is a deed, or, more precisely, a verb. Like Faust, Budnikov rejects
a word detached from work. In this sense, the idea of implementing values in lives as a set
of rules seems absurd. After all, values cannot survive as quotidian prescriptions: they are
effective only as long as they inspire passion and become a Deed rather than a conscription
of labor.



DaKTNYHO, 306paxKeHHN CKNAAIETHLCA 3
nepLUOro BNeBHEHOro pyxy, Akuii Binobparkae
Te, WO NepBiCHO CNafano Ha AYMKY, Ta
MOXAMBUX HaNPAMKIB, Y AKX Mmorna 6
pO3BMBATUCA MOA AiA.

BAPIAHTU BUXO0AY. BONOAUMWUP BY AHIKOB
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Bonoaumup byaHikos

N\vneHb 2019 p.

BapiaHTK
BUXOAY
(Bepcin)

Buxig - npama metadopa npaui XyA0XKHUKA 33
00CTaBVH, AKi € NEBHUM [HLUMM LLIOAO 3BUYHOTO
NpOCTOPY MaNcTepHi. BnacHe, MOHATTA BUXOAY
MiCTUTb Y co6i NOYATKOBY BMEBHEHICTb Y
HeoOXiaHOCTI Ail, NnepeBipKY NpoBaAXeHHAM AiNna
T3 3aTBEPAXKEHHSA NepLIOro 3HaHHA H3 HOBOMY
rpyHTi. KiHueBa a3a pyxy o6rpyHTOBYE N0OYaTOK,
BMMIpY Hamipy i Lini, aKi noeaHyOTLCS B Nepebiry
cnpasu. HabyTTs HOBOro A0CBIAY ONPUSABHIOE B
yCil iHAKWOCTi po3yMiHHA Te, Wo HayebTo 6yno
3HaHWM paHilLe.

Mpautotoum Haa cepieto pobiT, A 334iAB NPaKTUKY
6araToBapiaHTHMX NNaHyBaHb | BOAHOYAC, TaK

6v moBuTK, 306pa3ms ii. BULLANO Tak, WO A HibK
CNOCTepiraBs 3a TUM, AKUM YNHOM Ait0. KoXKeH
e/1leMeHT MaNKBAHHA CTaB YMMOCb Ha 3pa3oK
BepCil BMPIiLLEHHA TOro, AK cCame A NMpoCyBaTUMYCA
y BNACHIM Npaui A0 CBOrO OCTaTOYHOrO PilLeHHA.
A1 BA3BCA A0 NPAKTUKM Ge3rnepepBHOT 3MiHK
acnekTy -y >KOAHin poboTi A He Hafak nepeBaru
NeBHOMY PiLLleHHI0, NNLLIAYM Ha BUAHOTI yCe,
LU0 CMNAA3N0 MeHi Ha AYMKY. MeHe HaA3BMYalHO
npveabmna cMTyauis 3 YyABHMMM NNGHAMM, LLIO
Haye 3aCTUMNM Yy CTaAIT CTAHOBNAEHHSA. Malxe
KOXKHa po60Ta cepii CKNIAAETLCA 3 HAMIpY Ta
CymHiBy. OOpManbLHO Len po3noain Ma€e BUrNAA
NOEAHAHHA KOMMO3MLIMHOTO pillleHHs, aKe
3AIMCHMAOCA B 334YMi, 3 MO0 X MOXKNMBUMMN
BapiaHTamu abo pajlle naaHammn HW3KKW Bepcii,

BUXIA
I3 cepii. 2019, 70x100,
AKPWAN | ONIHE NacTenb Ha nanepi

EXODUS
From the series. 2019, 70x100,
acrylic and oil pastel on paper

LLIO HALLAPOBYIOTLCA HA BXe BUANMY BepCito.
DaKTNYHO, 306paXKeHHA CKNAAIETHCA 3 MEepLLOro
BMEBHEHOro pyxy, AKMI BinoOpaxae Te, L0
nepBiCHO CNAaAaN0 Ha AYMKY, Ta MOXK/INBUX
HaNPAMKIB, Yy AKX Morna 6 po3BMBaTUCA MOSA Ais.
KoXXeH apKyLl € BOAHOYAC reHepanbHUM NNAQHOM i
Mepexet MOXNAMBOCTEN NOro BTiNEHHA. Y AeAKnX
BMNaAKaxX NOAANbLUI CYMHIBM T3 NNAHYBAHHA
PaAVKANBHO 3MIHIOKTb MOYATKOBUM HaMIp,

ane B 6inbLUOCTI pobiT BMXiAHA KOMMNO3KMLiA Ta
BapiaHTV AYyMOK Yy dopmi WwBnAKMx 3anucis abo
KpecneHb 36epiratoTb piBHOMPAB’A, 33/IMLLIAOTHCA
BUAVMUMWN OAHOYACHO.

MepLua abcTpakTHa hOpMa, LLO CTAE TIOM Ta
OCHOBO, PA30M i3 NOAANBLUMMU NiHINHUMN
HALIapYyBaHHAMMN YTBOPIOOTbL 6araToBMMIpHMN
npocTip, Ae cniBicHYt0Tb 0ApPa3y Kifbka (a3
PO3BUTKY MOAIN, BKAKYHO 3 TNOTETUYHUMMU
MONOXEHHAMM | TaKUMK Hamipamu, wo ynm
BIAKMHYTI K HeHaAinHi abo XMOHi. 3aranbHy
Komno3uuito 6inbwocTi pobiT NobyA0BaHO TaKMM
YMHOM, LLIO CKNAAHE NNeTUBO 340r3aAiB, HATAKIB,
PO3MMCANIB, CNOAIBAHb, YABHMX KapTorpadiyHmx
HaYepkiB, 3annciB ypuBKiB i3 6ibNINHNX TekcTiB
Mpo BUXiA i3 nycTeni po3TalloBaHO Ha TAi
«roNoBHOI» yABHOI hopmu. NNiHIHI MaNOHKK
HeHaye LWMPAKTL HAZ HEeto B NapaneNbHOMY
NpoCTOPi, MPONOHYYM BEPCil YNCNEHHNX
BMXOAIB, AKi AONYY3OTLCA A0 33ara/AbHOI CKNAAHOT
B3aemoAii. Mexi Nnacknx Gopm NOKaNbHUX
KONbOPIiB HibW OKpecNtoThb AKeCb NPaBnIo B
33pOAKY, BCEPeAMHI AKOrO MOXHA pyXxaTuncs,
PaMKM AKOI0 MO>KHA 3anepeyyBaTu, pO3MMBaTH,
3MIHIOBATW, BUXOAMNTW 3 HbOrO HA30BHI.

f nepeTBOPMB yCe, B HOMY MOXK/IMBO BMi3HATH
dirypu, popmynn abo HanncK, Ha abCTPaKTHI pyxu
came 33a19 Toro, Wwob HaaaTy Barn abCTPAKTHIN
opMmi 3HAHHS.

Konm no4aTKoBWin Hamip nepesipAETbLCA BUMIpamm
Ta NOCUNAHHAMM, MpOLeC Nepesipky i MifA03pK
Haye A0AATKOBO NiACUNIOE NOT0, YCYBAE HEAOBIPY
[0 BNACHOr0 NepLUOro pyxy, AKUM HacnpasAi i €
MPaBUNbHUM.
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Volodymyr Budnikov

July 2019

Variations
on an Exodus
(a version)

An Exodus is a straightforward metaphor for

an artist working under conditions that serve

as an Other to the familiar space of a studio. In
essence, the notion of the exodus carries the initial
certainty that this action is necessary to test the
deed in action and to affirm the initial knowledge
on new soil. The final phase of the movement
validates the beginning, and as the project unfolds,
the intention and the goal merge. The new
experience we acquire highlights that which we
believed we knew previously in all its otherness.

While working on this series, | adopted and, so
to say, depicted the practice of multi-variant
planning. It so happened that | apparently
watched the way | acted. Every element of a
drawing became one variant of how | could
proceed towards my final choice in the work. |
adopted the practice of continuously changing
the aspect: in no work did | show preference for

BUXIA
I3 cepii. 2019, 70x100,
AKPWAN | ONIHE NacTeNb Ha nanepi

EXODUS
From the series. 2019, 70x100,
acrylic and oil pastel on paper
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any one choice, leaving everything that came to
my head visible. | was very drawn to imaginary
plans fixed at the stage of development. Almost
every work in the series consists of the intention
and doubts. Formally this division consists

of combining the initial idea with its possible
variants, or rather plans for a range of versions,
layered over the visible version. In essence, each
image consists of the first confident movement
that reflects the initial idea, and a number of
possible directions my action could take. Each
sheet of paper is both the general blueprint and a
range of options for its implementation. In some
cases subsequent doubts and plans radically
changed the initial idea, but in most works the
initial composition and alternative thoughts
(realized as quick drafts or notations) remain
equal and are visible simultaneously.

Combined with subsequent linear layers, the

first abstract form that serves as the basis and
background creates a multidimensional space
where several stages of the unfolding events,
including hypotheses and intentions rejected

as unreliable or wrong, happen to coexist. The
general composition of most works is structured to
ensure that the sophisticated lacework of guesses,
hints, thoughts, hopes, imaginary cartographic
sketches and snippets of Biblical quotes about the
Exodus would overlay the “main” imaginary form.
Linear drawings seem to hover over it in a parallel
dimension, offering versions of multiple exits that
are weaved into the general intricate interaction.
The borders of flat shapes of local colors seem

to delineate inchoate rules: one can move within
them, deny, blur or change their boundaries,

or exit them altogether. | have transformed all
recognizable shapes, formulas and inscriptions into
abstract movements to lend weight to abstract
forms of knowledge.

The initial intention is tested by measurements
and links, but the process of testing and doubt
seem to further strengthen it, removing distrust
for one’s initial movement that is essentially true.



BUXIA
I3 cepii. 2019, 70x100,
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EXODUS
From the series. 2019, 70x100,
acrylic and oil pastel on paper
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AKPWA | ONiMHa NacTenb Ha nanepi

EXODUS
From the series. 2019, 70x100,
acrylic and oil pastel on paper
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acrylic and oil pastel on paper
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EXODUS
From the series. 2019, 70x100,
acrylic and oil pastel on paper
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BUXIA
I3 cepil. 2019, 70X100, aKPWA | ONIMHA N3CTeNb Ha nanepi
(cTop. 49-55)

EXODUS
From the series. 2019, 70x100, acrylic and oil pastel on paper
(pages 49-55)
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BUXIA
I3 cepii. 2019, 70x100,
AKPWA | ONiMHa NacTenb Ha nanepi

EXODUS
From the series. 2019, 70x100,
acrylic and oil pastel on paper
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KoctaHTH JopoLueHKo

BepeceHb 2019 p.

Kostiantyn Doroshenko
September 2019

lllo xoTiB
CKa3atun
XYAOXKHUK?

Lle nnTaHHA ApaTy€E MUTLIB, KPUTUKIB i
KypaTopis, 60 3anepeuvye XUTTA MAUCTELbKOro
TBOPY, LU0 BiAOYBAETHCA He came Mo cobi,

He 33 (paKTOM CTBOPEHHS, a CYTO niAa Yac
B33EMOAIT 3 rnafavem. [cTopia MrucTeuTsa,
O/1HAK, MOBCSAKYAC MOBEPTAE HAC A0 LUbOro
NUTaHHA. Ha nepLimnim nornag, i Hanyacriwe 3a
CYTTHO, BOHO BMKPVBAE NiHb 06M1BaTeNA, AKUN
He xo4e TypOyBaTW aHi BAACHOTO PO3yMYy, aHi
emMoUin, 3aMiCTb Aianory BMMaratoum KMMoCb
iHLUMM MPUTrOTOBAHOI0 MOACHIOBANLHOIO NHOpe.
BoaHouvac TpaamUinHa icTopia mmncteyTsa
O6YAYETLCA Ha MOLLYKY, Bepciax, 340raakax um
CneKkynaLiax HaBKONO came LbOoro nuTaHHa. Lo
03HA4alThb i HaBiWwo 6ynn 3pobaeHi MaNoHKN
B MANEONITUYHNX Neyepax? AK TpakTyBaTuh
LIYMepPCbKi, aKKaACbKi, AABHbOErMNeTChbKi
306pakeHHA? LLlo cmBoOAi3YE KBiTKa, KONIp,
Tor abo To NpeAMeT Ha cepeiHbOBIYHOMY
noptpeTi? Yce ue cnpasai moxe OyTu LiKasBum,
ane Taki BiANOBIAi MiA Yac 3yCTpiyi 3 MUCTELTBOM
HIKONM He 3aMiHATb A0CBIAY IHAMBIAYANLHOIO
CNPUNHATTA. EpYANT TYT ONNHAETLCA, AK | BCHOAN

What Did the
Artist Want to
Say?

This question annoys artists, critics and curators
alike, because it denies the very life of an
artwork, unfolding as it does not in a vacuum
and not just by virtue of it having been created,
but only in its interactions with the viewer. And
yet, art history constantly drives us back to this
question. At first glance (and in most cases in
essence t00), it reveals the philistine laziness of
a viewer who doesn’t want to tax his or her own
mind or emotions, demanding the mashed food
of explanations in lieu of a dialogue. On the other
hand, traditional art history is based on searching
for answers to this very question, providing
versions, informed guesses or speculations. What
do Paleolithic cave paintings mean, and why
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B XKWTTi, MOBEPXOBMM /Iy3e€pOM, TUM, XTO CaM

y cebe Kpase 6e3nocepeHiCTb BPaXKeHHS,
MPOKMBAHHA 3YCTPiYi, NIAMIHAKYM TX TACYyBaHHAM
33aCMabLibOBaHOI KoNoAN hakTiB.

KpUTUK i KypaTop - NeBHi nepeknaaadi
MUCTEeLTBA ANS CMOXKMBAYA: rNAAAYa,
KOoNekLioHepa, 3aMOBHWKa, iHCTUTYUIT. [IpoTe
BOHW, AIK | KOXKHMI, 634aTb He AnLLe | He came Te,
L0 XOTiB CKa3aTh XYAOXKHWK, a Te, L0 CKa3aBs —
3 NornaAay KoHKpeTHoi 406w, colianbHoro,
MONITUYHOrO, eCTeTUYHOro KyTa 30py. Te, Lo
BOHM YYOTb, X0UYTb NMOYYTU, XOUYTb, abn came
ue noyynm iHWwi, Towo. MucTelbKnm BUCNIB — TaK
CbOrO/AiHI HA3MBaKTb XYAOXKHIN TBip 360 LUMKA,
XYAOXKHA TBOPYICTb YCiM 3pO3ymina came Ak
rOBOPIHHA, AK TEKCT.

Lnknom «Hanuc» Bonoammmp byaHikos
npobnematnsye noaibHe CNpUNHATTA
MWUCTeLTBa, NOBEPTaKUM NOrNA4 Ha HbOro
AK H3 NepBiCHO NYMaHICTUYHY AiANLHICTb 1
03HaKy. bo came munCTeUTBO, HaAYKMTKOBA
npaus, BiAPI3HAE NOAMHY BiA iHLWINX TBApUH.
Tak camo 11 HeoAMIHHA peaKUif Ha MUCTeLTBO,
HEMO>KNMBICTb OO MOBHOMO IrTHOPYBAHHA ~
3 HeMuHyuYmx pecnekcis homo sapiens.
BiakmMAaoum, 3HEUiHIOHYN, 3HULLYIOYN,
BMCMIitOKOYM MeBHI TBOPY 360 HANPAMKM
MWCTeUTBa, NI0AMHA 3MYLLEHA 3i3HaBaTUCA B
Niano3i 3 HAM.

Hanuc y nonotHax byAHiKoBa peanisyeTtbca

AK abCTPaKLif, Namaroum 38MYKy 6auUnTh B
HbOMY HapaTuB, iIHHOPMaALito, KOHKPETHICTb.
MwTeub NiAHIMAE came MOHATTA MOBM Ta
MOB/NEHHSA Ha piBeHb dinocodcbKoi KaTeropii,
6araToBMMIpHOrO IBMLL, >KMBOTO OPraHi3my, Lo
3MIHIOETBCA, AMLIAE no cobi cnigm, NpoxXoAnTb
MmeTamopdo3u, CKUAAE CTapy LKipy. BuBoanTb
Hanmc, CNoBO 3 YXKUTKOBOCTI. KoNibopamuy, Lo
CMMBOAI3YIOTb He60o, 60XKecTBEeHHe CBITN0 Ta
6narofath, CTBOPHOE IKOHOMUC MOBU, BXOMJIHOE
1l 3BYYAHHA 1 CEHC | NONOHUTL B aBTOPCbKOMY
BO/NOHTAPUCTCLKOMY KaHOHI.

were they created? How do we interpret this

or that Sumerian, Acadian or Ancient Egyptian
painting? What does this flower, that color or
this object symbolize in a medieval portrait?
While all this may be interesting, these answers
will never replace the experience of individual
perception of an artwork. Here as elsewhere in
life, erudite viewers are superficial losers who
rob themselves of an unmediated experience
and impressions of a meeting, and replace it with
shuffling a greased deck of facts.

In @ way, critics and curators translate art for
consumers: viewers, collectors, patrons or
institutions. And yet they, much like every
viewer, see not only and not exactly what the
artist wanted to say, but rather what he or she
said within the framework of the given era,
social, political or aesthetic perspective. They
want to hear what they hear, and want others
to hear that too, etc. Artworks or series are now
described as an artistic utterance. Creating art is
understood as a speech act or a text.

In his Inscription series, Volodymyr Budnikov
problematizes this understanding of art,
drawing attention to its function as the primal
human activity and property. Art as an activity
that transcends the boundaries of pragmatic
usefulness singles humans out among other
animals. Similarly, our inevitable reaction to
art, which we just cannot ignore completely, is
one of the ingrained reflexes of Homo Sapiens.
By rejecting, devaluing, destroying or ridiculing
certain art works or trends, people are forced to
admit to being in dialogue with them.

Inscriptions in Budnikov’s works are realized

as abstractions, breaking through our habit

of scouring texts for narratives, data and
concrete details. The artist elevates the very
notion of language and speech to the level

of a philosophical category, a multifaceted
phenomenon, a living organism that changes,
leaves traces, goes through metamorphoses and
sloughs old skin. He leads inscriptions and words

MwucTeuTBO 33BXAMN, NONPU KOHKPETHUIM 334YM
XYAO0XKHWKA, NepebyBac B Aianosi i3 cammm
co6010, 3i CBOEI ICTOPIi€ID, NPOCYBAYM NHOACBKE
CBITOCMPUNHATTA Ta yABY BCe WIMpLUe i AaAi.
«Hannc» byAHIKOBA — Haye pBaHUM MYy3UYHNM
paA nisHboro CTpasiHcbKoro abo ceiTnoBe

LLIOY, LLIO BMXOMAKE 3 TEMPABKN FOCTPOTY
06pas3is, 6/11MCKaBKa, 33 KOTPOO NMLLIE NMOCMiNb
3'ABNAETLCA PIM PO3YMIHHA.

Hanpuknaa: wo € rpaditi? AapeHaniHosui
aBTorpad BaHAANG, L0 MApKYE CBIT CBOELD
NPUCYTHICTIO? HeckiHYeHHe, AK KONO BiYHOIo
nosepHeHHA Hiulle, camoBiATBOPEHHA

N ACbKOT 6aHaNbHOCTI? Ane AaBHi rpaditi Ha
po3nucax cobopy Cs. Codii y Knesi — HeoUiHeHHi
NiAKa3KKY, YTOYHEHHA WOoAO0 HaLlol icTopii Ta
KYNbTypW.

HawwapoBsyroum HaMMC Ha Hanwuci, 3amanboBYYUN
CXeMW 11 po3paxyHKK arpecieto abo
MeANTATUBHICTIO BiNlbHUX NiHIi, ByAHIKOB
CTBOPHOE 6AraToOBMMIpHMI NPOCTIP, AKUM i €
NIACBKA KYyNbTypa. Lle HeeBKnifoBa reomeTpisa
nanimncecty, BHYTPiLWHI NabipyHTKN apXiTekTypw,
cTiHonmcy, iHKyHabyn, Ae nia HOBITHIM LLApOM
MalxXe 33aBXAN MOXKHA 3HAaNTW CNiAM YOroCb
MWHYNOro, nonepeaHboro. «HaknagaHHA Hanucis
YTBOPKOE OMTUKY, KONU HEHAYE € MOXNBICTb
YBIATM A0 HANWCAHOMO Ta NepeMillaTUCA NOMIK
nitepamum, NiHiamu, GopMmynamm i nycToTamm», -
roOBOPUTbL XYAOXKHUK.

KPUTWUYHWI NMOTNAA HA CBIT - 03HAKa XYA0XHMKa-
MYMHICTa. [HWWiA, 3peLuToto, | He € XYA0XKHUKOM,
a pajlle AeKopaTopoM, AM3aliHepom nobyTy Ta
n03Binnga. NpoTe XyA0XKHMK | He KOHDepaHCbe
couianbHoro abo NONITMYHOro MOPAAKY AEHHOrO.
Vloro BUCAiB 33BXAN 3pO3yMIiNnui, Ai€BUR,
BN/MBOBUI NKiLLe NOMPY OAHO3HAYHICTD,
NPAMOANIHINHICTb. KpnTKa By AHIKOBA €
aHaNi30M CTaHy C/10Ba, BUC/I0BY, MOB/IEHHA Y
CbOTrOAHILLUHbOMY CBIiTi MepMaHeHTHOT 3MiHW. Ha
LLIO NepeTBOPHOE MOBY MOMYNi3M AK MaHIBH3,
3aTpebyBaHa Macamm MONITUYHA peanbHiCTb?
KapTtuHa «llpomoBa» - nepeKoHAMBUI NnopTpeT
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out of bondage of their applied functions. Colors
that symbolize heaven, divine light and grace
create the iconography of language, grasp its
sound and meaning, and trap them in the artist’s
arbitrary canon.

No matter what the artist may have wanted to
say, art always remains in dialogue with itself
and with its history when expanding human
worldviews and imagination ever further.
Budnikov’s Inscription is like a broken musical
phrase in late Stravinsky, or a light show that
casts images in the darkness into sharp relief,
or a lightning followed by the distant thunder of
understanding.

For example, what is graffiti? Is it an autograph
of a vandalizing adrenaline junkie who marks
the world with his presence? Self-replication of
humankind’s banality, eternal like Nietzsche’s
cycle of eternal return? And yet, ancient graffiti
on frescos in St. Sophia’s Cathedral in Kyiv are
invaluable clues and clarifications regarding our
history and culture.

Layering inscription over inscription, covering
up designs and calculations with aggression

or free meditative lines, Budnikov creates a
multidimensional space that is human culture.
This is the non-Euclidean geometry of a
palimpsest, the inner labyrinths of architecture,
murals and incunabulas where newer layers
usually hide traces of something older that
preceded it. “The layering of inscriptions creates
the optics that seemingly allow us to enter
writing and move between letters, lines, spaces,
and blanks,” the artist said.

A critical view of the world is a property of a
humanist artist. Artists of all other kinds are not
artists as such but rather decorators or designers
of the quotidian life and leisure. Simultaneously
artists aren’t masters of ceremony for social or
political agendas whose statements are always
clear, efficient and influential, despite their
straightforwardness and one-dimensionality.
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L€l peanbHOCTI. AcKpasi cnanaxu, npusabAMBi
KaBa/iKM 3NiTal0Tb, BUCTPENIOKOTb, HaYe KOPOK
i3 NNALKKW irpUCTOro BMHA, 3aMLLIAKYN
3aNNYTaHUMK ANA CNPUMHATTA CNPAaBXHI Lini
M NPUYNHK, 33BUCIMIMI Y MOBITPi 3arpo3u

Ta HaCNIAKW TOTO, L0 BUKPUKYIOTb i MPO L0
MOBYATb.

Y poboTax cepii «Busas» muTelb 3ilLUTOBXYE
Hac i3 6apoKoBMM BiAYYTTAM KaTacTPODIYHOCTI
icHyBaHHA. Y yacm 6apoKo - AK pe3ynbTaTy
XiMiYHOT peaKkuUil Bifi 3yCTpivi penirinHoro
MiCTUUM3MY, peBOAtOLIT MOPOX0BOT 36poi,
NMapoCTKiB HOBITHbOI HAYKM Ta NPOCBITHNLTBA.
HuHi ue - edbekT pesontoUii iHDopMaUinHoi,

10 BMILLIYE TEXHONOrIYHY pa3om 3 1T
icTepyHMM pUTMOM. Y KaTacTpodi 6apoko
[eBi3, Te33, Hanuc, C10raH 3aX0NTb

MacK, 3aMiHIOTb MyAPICTb. CTalOTb

BMABOM CaMOAOCTATHLOI MOTYrU. ABKLLEM,
no3apaLlioHaNbHO NPOBOKaLi€t A0 Aii, BUbopy,
BON\eBUABNEHHA, PyXY.

Bonoanmmump byaHIKOB 3342€TbCA NUTAHHAM
TOro, KyAu X PYXa€eTbCA MOBA AK MPMPOAHA
BNACTUBICTb | BNACHICTb ntoAcTBa. CnoBa, aki
MU YATAEMO Y NPODeCiNHMX Ta COUiaNbHNX
MeAiax — ue crnpasAi NOBIAOMNEHHA UM BXe
Wwym? A CKinbKM MOBIAOMNEHb HUHI € HACMpaBAi
cneuianbHO CNPOAYKOBAHUM LLYMOM, LLIO
3abueae npocTip pednekcii, NpocTip AYMaHHS,
NpoCTip NACLKOro B NMOANHI? LLlo B3arani

HAMUC
Mia 4ac poboTU Haa cepieto. MaicTepHi
YepsoHeYopHe, KaHis, nnneHs 2019

INSCRIPTION
Working on the series. ChervoneChorne
studios, Kaniv, July 2019




64

Budnikov analyzes the state of a word, utterance and speech in

the present world of permanent changes. What has populism, the
dominant political reality demanded by the masses, transformed
language into? The painting “Speech” is a convincing portrait of this
reality. Bright flashes and attractive snippets fly off and shoot into
the air like champagne corks, obscuring the real goals and reasons,
leaving threats hanging in the air, and hiding the consequences of
what people yell or avoid saying.

In his works from the Manifestation series, the artist makes us
confront the baroque understanding of existence as a catastrophe.
For the baroque, this worldview was a product of a chemical
reaction between religious mysticism, the revolution in gun
powder weaponry, and the emergence of modern science and
Enlightenment. Now it’s the product of the information revolution
that encompasses the hysteric pace of technological development.
In the baroque catastrophe, a motto, a supposition, an inscription
and a slogan swept the masses, replacing wisdom. They became
manifestations of self-sufficient might, an extrarational provocation
against acts, choices, will, and movement.

Volodymyr Budnikov questions the direction in which language, as
a natural property of humankind, is headed. Are the words we read
in professional media and social networks still a message, or is it
just noise? How many of the messages we face now are custom-
produced noise that occupies the space for reflection, the space for
thought, the space for what’s human in human beings? What fate
awaits our writing? The degradation of classical education and its
inevitable metamorphosis in the world of digital technologies and
data networks makes people lose the basic grasp of grammar. This
does not stop them from expatiating on any given topic in their
posts or comments constantly and meaninglessly multiplying in
social networks: they itch to prove their existence to themselves by
documenting it in inscriptions.

Budnikov’s paintings, images and pictures showcase the reality
where pictures and visual imagery have come to replace the word.
He has fun personal experience of that kind of communication: he

HAMUC
Mia yac poboTU Haa cepieto. MaicTepHi
YepsoHeYopHe, KaHis, nnneHs 2019

INSCRIPTION
Working on the series. ChervoneChorne
studios, Kaniv, July 2019
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6yAae 3 Halvm NucbMom? bo aAerpaaadis
KNACMYHOT OCBITK, iT HeMUHYYa meTamopdo3a y
CBITI UMPPOBUX TEXHONOTI Ta iHDOPMALIHNX
Mepex Npu3BoANTbL A0 TOTO, WO 04K
BTPAYalOTb eleMeHTapHi 3HaHHA rpamaTuku. Lle
He 3aBa)ka€ M BUCNOBAOBATUCA 3 OYAb-AKOr0O
NpMBOAY B AOMNMCAX T3 KOMeHTapAX, 6e3ynmnHHO
i 6€3CeHCOBHO NNAOANUTK iX Y COLiaNbHUX
Mmepexax - 60 MmatTb cBepbix AosoanUTH cobi
B/lacHe iCHYBaHHSA, hiKCytoun 10oro yepes Hanuc.

Yepes xuneonuc, 06pas, KapTUHKY byaHikoB
AEMOHCTPYE HAaM TaKOX PeanbHiCTb, Y AKin
KapTMHK3, Bi3ya/ibHe TOTa/IbHO 3aMIHIOE
cnoBo. BiH cam mae Becenni Aocsia noAaibHoro
CNiINKYBAHHA — NUCTYHOYMCH 3i CBOEK OHYKOK

B MecCeHAKepi 38 A0NOMOroK eMoA3i, Lo
[a€ IM 3MOry po3ymiTi oaHe oaHoro 6e3
YKOAHOrOo CNOB3, HaBiTb 6yKBW. MpoTe Taka
TpaHchopmaLia moxe NpU3BecTn A0 CTaHY,
KOMM Hawwi Hawaakm 6yAyTb HECMPOMOXHI
nNpoyunTaTh i 36arHyTX HANUCK Ha MOrMNAx
BNACHUX NpaLlypis. Tak CTAN0OCA 3 THOPKCbKNMU
Ta KaBKa3bKMMW HAPOAAMU, AKUM PaZAHCbKa
BNa/\a Nepenncana HauioHaNbHi MOBU
KNpUAnLero, BUKOPIHIOKYM 3BUYHY B TXHIX
KyNbTypax apabcbKy B'A3b.

«Hanwnc» byaHikosa - BiakpuTa cucTema. BoHa
MPOMOHYE CNeKTp PO3yMiHHS, nepegbayeHHs,
CNPUNHATTA. ABTOPCbKA KOHCTATaUiA no3uuii
MMUCTEeUTBa, CoUiymy, MOBU, MMCbMA — He BUPOK,
He pebyc i He aiarHos.

AGCTpaKTHI MantoHKM by AHIKOB3, 3a 110ro
3i3HaHHAM, KCaAMKMM CBOIM BUTNSAA0M
3anepeyytoTb Te, WO YABNAETLCA AK
“npasmnbHe”. To6To meHi 6yno Likaso
CnocTepiraTv 3a TUM, K Ko>keH A0TopK abo
NMOpyX NeH3NA CTAE HAMUCOM, LLI0 MOXe

He BUCBITNHOBATM LLIOCh iHLIE, ane cam
CTaBaTtu CBITAOM. Y LUbOMY pasi MOi HanuUcn €
CAMOCTIMHUMM Ta LINICHAMW, Ha BIAMIHY Bif
ONnuCciB, WO 3yMOB/EeHi CBOIMUY NpeAMeTaMn».
[MOKa30BoO 1 Te, L0 ManeHbKi KBaAPaTHI
po60TK, KOTPi YTBOPHOKTL «Hannc» pasom

talks to his granddaughter in the messenger in
emaoji, which allows them to understand one
another without a word, without so much as a
letter. And yet, this transformation may lead

to our descendants being unable to read and
understand the words on the tombstones of their
ancestors. This has already happened to Turkic
and Caucasian peoples after the Soviet regime has
converted their national languages to Cyrillic script
and extirpated their traditional Arabic writing.

Budnikov’s Inscription is an open system. It offers
a spectrum of understanding, prediction, and
perception. The artist’s description of the state

of art, society, language and writing is not a
sentence, not a riddle, and not a diagnosis.

According to Budnikov himself, his abstract
drawings “undermine that which is seen

as ‘correct’ with their very appearance. It
was interesting to watch how each touch or
movement of my brush became an inscription
that did not necessarily shine the light on
something else, but did turn into light itself. In

i3 MacITabHMM MONOTHAMM, BOAHOYAC €
OKPeMVMM TBOPaMM Ta MOXYTb 6yTV 06’ €AHaHI
y CNiNIbHY KOMMO3KLito, A€ MNOCTaTb YNMOCh
Ha 3pa30K YNaMKiB pO36UTOro OCTPA, KOXKHUI
3 AKMX BiAOMBAE BNACHY LiNICHICTb, BNAACHY
KapTWHY HAaBKONMLLHLOTO.

ByAHikoB Haronowye Ha ceoboAi iHTepnpeTauii,
NMoBepTatyM MUCTELTBY MPABO Ha XUTTA Yepes
CNiBTBOPYICTb 3 TUM, XTO CMPUAMAE, iITHOPYHUN
NMTaHHA «LLlo XOTiB CKa3aTn XYAOXKHUK?». bo
po60oTa XyAOXHMNKA — He CKa3aTu, 3 NPOMOBAATL.
CnoHyKaTK iHWOro A0 npaui NoYyTH, NPOXMTHY,
3aMUCANTUCA |, MOXKNMBO, LLLIOCb CKA3aTn CaMOMY
cobi. Abo caity.

HANKUC
Mia Yac poboTn HaA cepieto. MalicTepHi
YepsoHeYopHe, KaHig, nneHb 2019

INSCRIPTION
Working on the series. ChervoneChorne
studios, Kaniv, July 2019
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this case, my inscriptions are independent and
cohesive, unlike descriptions defined by the
objects they refer to.” It is quite telling that a
series of small square works that constitute
Inscription along with larger canvases are both
independent works and can be united into a
cohesive composition where they appear as
something akin to shards of a broken mirror,
where each reflects its own wholeness, its own
view of its environment.

Budnikov insists on the freedom of interpretation,
reinstating art’s right to live through co-creation
with the recipient and ignoring the question
“What did the artist want to say?” The artist’s
job, after all, is not to say anything, but to speak.
To encourage others to do the work of listening,
experiencing, thinking and possibly saying
something to themselves. Or to the world.
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HANKUC
DdparmeHTV i3 cepii. JInneHb-cepnenb, 2019
(cTop. 80-112)

INSCRIPTION
Fragments from the series. July-Aug
(pages 80-112)

BUXIA
I3 cepii. 2019, 70x100,
AKPWAN | ONIHa NacTeNb Ha nanepi

EXODUS
From the series. 2019, 70x100,
acrylic and oil pastel on paper




T M=-=QA.









HANKUC
Mia yac poboTn HaA cepieto. MancTepHi
YepsoHeYopHe, KaHig, nneHb 2019

INSCRIPTION
Working on the series. ChervoneChorne
studios, Kaniv, July 2019

LIHHI PEYI
Buncraska. YepsoHeopHe,
KaHiB, BepeceHb 2019

THINGS OF VALUE
Exhibition. ChervoneChorne,
Kaniv, September2019
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V=S 0T

150X150, aKPWUA i ONiHA NacTeNb Ha NONOTHI, MNeHb-CepneHb 2019 150x150, acrylic and oil pastel on canvas, July-August 2019
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HAMIP - 5
INTENTION - 5




HAMIP -3
INTENTION - 3

HAMIP - 4

INTENTION - 4
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HAMIP - 2
INTENTION -2
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HAMIP - 6
INTENTION - 6
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HAMIP - 7
INTENTION -7
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HAMIP -1
INTENTION - 1
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50X50, aKpWUA i ONiNHA NacTeNib Ha NONOTHI, MNeHb-CepreHb 2019

50x50, acrylic and oil pastel on canvas, July-August 2019
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TEOMETPIA
MancTepHi YepsoHeYopHe,
KaHis, cepneHb 2019

GEOMETRY
Maiictepti ChervoneChorne,
Kaniv, August 2019
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150X150, aKpWUA i ONiNHA NacTeNb Ha NONOTHI, nNneHb-CepreHb 2019

=°—oﬂ—oqﬂm=—o

150x150, acrylic and oil pastel on canvas, July-August 2019
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HANKC - 5
INSCRIPTION - 5
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HANMKUC - 4
INSCRIPTION - 4
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HAMKC - 3
INSCRIPTION - 3
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HAMUC - 2
INSCRIPTION - 2
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HANMUC -1
INSCRIPTION - 1
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200x150, acrylic and oil pastel on canvas, July-August 2019
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200X150, aKpUA i ONiHA NacTeNb Ha NONOTHI, AMMNeHb-CeprneHb 2019 200x150, acrylic and oil pastel on canvas, July-August 2019
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BUAB -4
MANIFESTATION - 4
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MANIFESTATION - 2
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BUAB -1

MANIFESTATION - 1
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BUAB -3
MANIFESTATION - 3
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BUXIA
I3 cepii. 2019, 70x100,
AKPWAN | ONIIHE NacTenb Ha nanepi

EXODUS
From the series. 2019, 70x100,
acrylic and oil pastel on paper
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200X100, aKpWA i ONiNHA NacTeNb Ha NONOTHI, NAMMNeHb-CeprneHb 2019 200x100, acrylic and oil pastel on canvas, July-August 2019
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BUMIP
DIMENSION
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noBIAOMANEHHA
MESSAGE
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BucnhiB
EXPRESSION
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META
GOAL
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MPUCYTHICTD
PRESENCE
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200X150, aKpUA i ONiHA NacTeNb Ha NONOTHI, AMMNeHb-CeprneHb 2019 200x150, acrylic and oil pastel on canvas, July-August 2019
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OKNUK -1 OKNKK - 2
EXCLAMATION - 1 EXCLAMATION - 2
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HAMWC. Buctaska LIHHI PEYI. YepBoHeYopHe. KaHiB, BepeceHb 2019 INSCRIPTION. Exhibition THINGS OF VALUE. ChervoneChorne. Kaniv, September 2019
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biorpadisn

Bonoaumwup byaHikos HapoANBCA 1947 POKY. Y 1965 poui 3aKiHUMB Pecny6nikaHCbKY XY A0XKHI0
cepegHio wkony im. T. T. LleBueHKa. YnNpoaosX 1965-1971 pOKiB HaB4YaBcs B Kniscbkomy nepkasBHoMy
XYAOXKHbOMY iHCTUTYTI (MacTepHA akagemika TeTaHn A610HCbKOI). 3 1975 poKy - UneH HauioHanbHoi
CNiNKK XyAOXKHMKIB YKpaiHW. 3acnykeHni aiay mucreyts YkpaiHu. Mpodecop HadioHanbHoi akaaemii
06pa3oTBOpPYOro MMUCTELTBA Ta apxiTekTypu B Kuesi. XKuse i npautoe B Kuesi.

BMBEPAHI BUCTABKW

2019 - LUIHHI PEYI, ranepea YepsoHeYopHe, KaHis; MONIT. OPATMEHT, 2019, A lanepes, Knis; EXODUS.
BIRUCHIY 019. MONTENEGRO, HauioHanbHu my3sen YopHoropii, LieTiHe; My3en icTopii Knesa, Kuis;

2018 - CBOBOAA TA Il IPUBIA (pasom i3 Bhapoto Panko), ranepes YepsoreopHe, Kawis; MATAHHA
N0 BMAMMOTO, HauioHanbHUin Mmy3el Tapaca LLesueHka, Kyiv Art Week, Kuis; YKPAIHCbKIAI
HATHOPMOPT, [HCTUTYT Npobaem Cy4acHOro MmcTeLTsa, Kuis;

2017 - TP KPOKW (pa3om i3 Bnaaoto Panko), Bnctaskosmin 3an HCXY, Kawis; MATAHHA A0 BUAVMOTO,
HauioHanbHMM my3en Tapaca LLesdenka, Kuis; PEAN3M?, A Tanepes, Kuis;

2016 - NNIHIA PO3MEXXYBAHHSA (pa3om i3 Bnanoto Panko), ranepea YepsoHeYopHe, Kanis; XY ALUKONA,
HauioHanbHUM My3en poCinCbKoro MncTelTsa, Kuis;

2015 - YKPUTTA (pa3om i3 Bnaaoto Panko), Apt-Kuis, MucTelibkmin apceHan, Kuis;

2014 - T. ., HauioHanbHnn my3en Tapaca LLlesyeHka, Kuig; MPNXNCTOK MOETA (pa3om i3 Bnapoto Pa/jKo),
ranepes YepsoHeopHe, KaHis; MIV KPUM. HAW KPUM, ranepes Bottega, Kuig; YKPAIHCbKIA
NAHAWAOT. MO TOW BIK BIAYARD..., Mucteubknn apceHan, Kuis;

2013 - APT-KUIB, MucTeubKuit apceHan, Kuis;

2012 - BIAA3EPKANEHHS, Kuiscbka bieHane Arsenale 2012; LLIALL, Kuis; CMEKA (pa3om i3 Bnasnoto Panko),
Benmkunin ckynbNTYpHUIM CanoH, MrcTelbkuin apceHan, Kuis; OB EKTU, ApT-ueHTp A Manepes, Kuis;

2011 - CMEKA (pa3om i3 Bnaaoto Panko), ApT-Kuis, Mucteubkuii apceHan, Kuis;

2010 - MEVI3AX. PETPOCMEKTMBA, My3zen pocincekoro mmcreutsa, Knis; XMAPW, ranepea Bottega, Knis;
2009 - PAW, ranepes Bottega, Kuis;

2008 - TOFONb-OECT, MucTeubknin apceHan, Kuis;

2007 - PUCYHKN, CCN, I'pau; MpanT CCN, 'pau; MONKOBAHHA, ApT-ueHTp A lanepesq, Kuis; BUTBA, ranepes
Naspa, Kuis;

259

2006 - HOBI POBOTW, ranepea Atense Kapaco, Kuis;

2005 - METAOQI3VKA KOAY, ranepes \aspa, Knis;

2004 - MPOLLABAW, 3BPOE, MucTeLbKMiA apceHan, Kuis;

2003 - MEPLUA KONEKUIA, LIBX, Knig; HECKIHYEHHA NMOAOPOX, ranepea Atense Kapaco, Kuis;

2001 - PUCYHKW, ranepes Naspa, Kuis; BUCTABKA XINBOMCY, ranepesn In der Gerbgruben, byprenneHa;
2000 - HOBI CMPAMYBAHHA, LBX, Kuig; PETPOCTEKTVBA, ranepea N-apt, Kuis;

1999 - OB’EKTV, LleHTp cyyacHoro mucteutsa CosiapT, Knis; XX XY AOXHUKIB YKPAIHW. KIHELIb CTONITTS,
ranepes Atense Kapaco, Knis; TPIEHANNE CKYNBMTYPW, LBX, Kuis;

1998 - OA3UC, UBX, Kuis; 3B8anHa XYAOXHIK POKY, npemis 30N0TUV NEPETWH, 1l Mi>kHapoAHWA apT-
ecTmBanb, YKpaHCbKMIM AiM, KuiB;

1997 - KUNST MELLE, Bepnin; WIA REGIA-97, EpdypT; KNBOMC, BncTaskosa 3ana EEG, bepni;
1996 - YKPATHCbKI ABAHTAPA 1910-1996, OaeHce; BINE B BINOMY, LBX, Kuis;

1995 - XMBOMWC, ranepes Palette, Knese; XMBOMWC, ranepes Kunst-Brucke, bepnin; CEKPET XNTTA,
ranepea Aninin, Kvis; BVICTABKA XWMBOICY, nanau ErepmarH, bypreHneHn;

1994 - BVUCTABKA XWMBOIMWCY, ranepeq IHTepkoHTMHeHTanb, bepain; BUCTABKA XWMBOMKCY, ranepes
Ceprin Monos, bepnin;

1993 - BUCTABKA XWBOIMUCY, ranepea Noaxia, XintoH, BiaeHs; BUCTABKA XMBOTCY, ranepea Paicca,
EpdypT; BUCTABKA XNBOMICY, ranepesa Kec A’EnapHb, Tyny3a;

1992 - BVICTABKA XMBOMWCY, raneped IHcensluTpacce, 13, bephin;
1991 - BUCTABKA XWMBOMCY, ranepesa XaHaecBepbeHA, BiaeHs.

KONEKLIT

HauioHaNbHNM Xy A0XHIN My3ei YKpaiHu, Knis; HauioHanbHUM my3et «KUIBCbKa KaPTUHHA ranepea»;

AHINPONeTPOBCHKNA XYAOXKHI My3ei; YepHIriBCbKUI XY A0XKHIN My3eln; BepAAHCbKNN XYL0XKHIN My3eW;
[3MaINbCbKMM My3el imeHi O. B. CyBopoBa; KipOBOrpaACbKMIA KPAE3HABUMN My3el; MUKONBIBCHKNM Xy AOXKHIN
My3ein; My3sen icTopii Knesa; 3anopi3bknin xyA0XHIM My3en; Mysen Jiioagira, AaxeH; Museum Haus am

Checkpoint Charlie, bepnin; Limmepni ApT My3eym, PyTrepc, Hbto-/\xepci; Berliner Bank, bepniH; Deutcher
Bank, bepnin; AWT, BineHb; Mercury Globe Ukraine, Kuis; Kunst Gallery Gleser, bepniH; Maiya Polsky Gallery,
Yukaro; NnprBaTHi KonekLii: PaiHep FinbaedpaHAT, Irop AnueHko, AHApIn CynpyHeHko, FOpit CTalLkiB.



260

Biography

Volodymyr Budnikov was born in 1947. In 1965 graduated from Kyiv Art School. 1965-1971 — graduated
from Kyiv Art Institute (masterclass of the academician T. Yablonskaya). Member of the National Artists
Union of Ukraine (since 1975). Honoured Art Worker of Ukraine. Professor V. Budnikov is teaching painting
at Ukrainian Academy of Arts. Lives and works in Kyiv.

SELECTED EXHIBITIONS

2019 — THINGS OF VALUE, ChervoneChorne gallery, Kaniv; FLIGHT. FRAGMENT, 2019, Ya Gallery, Kyiv;
EXODUS. BIRUCHIY 019. MONTENEGRO, National museum of Montenegro, Cetinje; Kyiv History
Museum, Kyiv;

2018 - LIBERTY AND ITS PHANTOM, Chervonechorne gallery, Kaniv; QUESTIONING THE VISIBLE, National Taras
Shevchenko museum, Kyiv Art Week, Kyiv; UKRAINIAN STILL LIFE, Modern Art Research Institute,
Kyiv;

2017 - Three Steps (with Vlada Ralko), exhibition halls of the Central House of Artists, Kyiv; QUESTIONING THE
VISIBLE, National Taras Shevchenko museum, Kyiv; Realism?, Ya-Gallery, Kyiv;

2016 — CONTACT LINE, Chervonechorne gallery, Kaniv; ART SCHOOL, National museum of russian art, Kyiv;
2015 — SHELTER, Chervonechorne gallery, Art Kyiv, Art arsenal;

2014 — T. H., National Taras Shevchenko museum, Kyiv; POET'S REFUGE, Chervonechorne gallery, Kaniv;
MY CRIMEA - OUR CRIMEA, Bottega Gallery, Kyiv; UKRAINIAN LANDSCAPE. BEYOND DESPAIR ..., Art
Arsenal, Kyiv;

2013 — ART-KYIV, Art Arsenal, Kyiv;

2012 - REFLECTION, ARSENALE 2012, Scherbenko Art Centre, Kyiv; HEAT, Grand Sculpture Salon, Art Arsenal,
Kyiv; OBJECTS, Ya-Gallery Art Centre, Kyiv;

2011 — HEAT, ART-KYIV, Art Arsenal, Kyiv;
2010 — LANDSCAPE. RETROSPECTIVE, Kyiv Museum of Russian art; CLOUDS, Bottega Gallery, Kyiv;
2009 — PARADISE, Bottega Gallery, Kyiv; 2008 — GOGOL-FEST, Art Arsenal, Kyiv;

2007 — DRAWINGS, CCN Graz; HUNTING, Ya-Gallery Art Centre, Kyiv; BATTLE, Lavra Gallery, Kyiv; grant CCN
Graz;

2006 — NEW WORKS, Karas Gallery, Kyiv;
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2005 — METAPHISIK OF CODE, Lavra Gallery, Kyiv;

2004 — FAREWELL TO ARMS, Art Arsenal, Kyiv;

2003 — FIRST COLLECTION, Central House of Artists, Kyiv; INFINITE JOURNEY, Atelier Karas Gallery, Kyiv;
2001 — DRAWINGS, Lavra Gallery, Kyiv; PERSONAL EXHIBITION, In der Gerbgruben Gallery, Burgenland;
2000 — NEW TRENDS, Central House of Artists, Kyiv; RETROSPECTIVE, L-Art Gallery, Kyiv;

1999 — OBJECTS, CCA Soviart, Kyiv; XX ARTISTS OF UKRAINE. THE END OF THE CENTURY, Atelier Karas Gallery,
Kyiv; SKULPTURE TRIENNALE, Central House of Artists, Kyiv;

1998 — OASIS, Central House of Artists, Kyiv;

1997 — PERSONAL EXHIBITION, EEG, Berlin;

1996 — UKRAINIAN AVANTGARDE 1910-1996, Odence; WHITE IN WHITE, Central House of Artists, Kyiv;
1995 — SECRET OF LIFE, Alipy Gallery, Kyiv; PERSONAL EXHIBITION, Egermann Palace, Burgenland;

1994 — PERSONAL EXHIBITION, Intercontinental Gallery, Berlin; PERSONAL EXHIBITION, Sergey Popov Gallery,
Berlin;

1993 — PERSONAL EXHIBITION, Loggia Gallery, Hilton, Vienna; PERSONAL EXHIBITION, K. D,Eparne Gallery,
Toulouse;

1992 — PERSONAL EXHIBITION, Inselshtrasse,13 Gallery, Berlin;
1991 — PERSONAL EXHIBITION, Handerswerband, Vienna

COLLECTIONS

The National Art Museum of Ukraine, Kyiv; the National Museum "Kyiv Art Gallery", Kyiv; Dnipro Museum

of Fine Arts; Chernihiv Museum of Fine Arts; Berdiansk Museum of Fine Arts; O.V.Suvorov Izmail Museum;
Kirovohrad Local History Museum; Mykolaiv Museum of Fine Arts; Museum of Kyiv History; Zaporizhia
Museum of Fine Arts; the Ludwig Forum for International Art in Aachen; Museum Haus am Checkpoint
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