i e ..
" » ._l- al
L"'-;..L.',tf'f‘: '
. e
. L ]

BOJNO
6

L

YEPBOHEYOPHE
rANEPEH

ANMUP
HIKOB










Bonognmup 6yaHikos

2013-2016

volodymyr budnikov

#BY WAY OF A DOCUMENT
drawings

2013-2016

HHHHHHHHHHHH
ﬂﬂﬂﬂﬂﬂﬂ



9-13
Bonoanmup byaHikoE

BHyTpiwna

Volodymyr Bud
History

17-21

BikTopina B

Moni¢ pasu Bono, pa By i At
Victoria Burlaka g ‘_"" ‘.‘__- “Th
Volodymyr Budnikov's P nic Images

23-2b Y l* g
Bnapa Panko . ‘_
Bcepean

V" ELEREN ()
Within Ti

1-37
Kpum. £
Crimea.

39-387
ManioH
Drawi

388-38
Mepen




Bonopummp ByaHikos
BHyTpilHA icTopin

MantoBaHHA Ha Nanepi OCTaHHIM YacoM CTano ANA MEHE Y/ He HaBaX/MBILLOIO
MOBOI0. [HTEHCMBHICTb MOET NpaLi Ha nanepi gocArna oco6amBoi Hanpyru

came nig yac Kpwrsu, 60 MoBa MasntoHKa Toai 6yna um He €ANHO CMPOMOXHO
CKa3aTu Npo Take, Lo BifbyBaEeTbCA BCepeAHi, Mo3a Noaiamu, AKi Bigpasy,
NpOoCTO Bif NoYaTKy peBosoLii Ta MoYaTKy BiliHW, Hac 6yKBanbHO 3acninuu.
Byno 3po3yminum, Wwo ymm GinbL 3HauvyLwm ByB BMICT iCTUHW BCepeauHi

nogii, Tm 6inbL HENOMITHM | TAaEMHUM 6YB HaOUYHMIA 3B'A30K LibOro ocepas i3
noBepxHeto nogii y il HaNACKpaBilLOMy NPOABI. 3aMiCTb Bifob6paxyBaTm LONHO
nob6ayeHe, MeHi 6yno BaXKNMBUM PO3LMBUTACA 3@ HUM NOTO FNGUHHI NMPUYNHN.
PearyBaTu Ha KOHKpPeTHi Nogii BUAABaNOCA MeHi YMOCh, LLIO MEPELLIKOLXKAE
OCMUCIIEHHIO HOBUX YMOB, Y AIKMX M ONMHUAMCA, 60 peakuin 3aBXau

NOCNILLAE i3 3aMi3HEHHAM Ha 3yCTpiuy i3 NOAi€l0, KONW BXe Ta JaBHO novanacs, i
HaMaraeTbCcA NigcymyBaTy Mogilo Le [0 TOro, AK BOHA 3aKiHUNTbCA.

Brxoguno Tak, Lo, pearytoumn Ha nogii, 3aBXAn KOB3a€LL NOB3 rofIoBHe,

He 3auinatoum noro. Wock BigbyBanocs Ha rMmnbuHi, ane Te, WO BANLINO Ha
NOBEPXHI0, MOYao CTUCKATK Yac, AKAN NPULLBUALINBCA Ta 3aMiCTb POKIB i
Ce30HiB CTaB paxyBaTNCA Ha rOAVHM, XBUTMHW, MUTTEBOCTI. Yacy He BMUCTavano,
AK AnXaHHSA. 1 poOVB ToAi CBOT MaNioHKM NOCTiHO, Maiixe 6e3 nepeps.
MantoBaHHsA cTano 6yKBanbHO JOPIBHIOBATY BUKMBAHHIO. 3BICHO, TaKuid 3B'A30K
icHyBaB 3aBxau, ane 3apas BiH 6yB 6e3nepeyHo NiATBepAXKEHWIA, fOBEAEHUIA.
Mpautotoun Hag MantoHKamMK y Lieid nepiog, A Hib HajaBaB fOKa3iB TOMY, WO
paHilwe 3Has, Big4yBas.

Take nocTiliHe MasloBaHHA Byno CXOXUM Ha 6e3nepepBHe HAHECEHHA HA HOBI

1 HOBI apKyLLi Nanepy KOPAOHIB AiNCHOCTI, y AKY My noTpanunu. Lii kopaoHu
NOCTIVHO 3MiHIOBaNnCA, HawaposyBanuca. [Mpo ManioHKKW, Hag AKUMN A
npautoBaB y 2014 pouj, A NKcaB, Wo «Taka poboTa YMMOCh BHYTPILIHBO CXOXa
Ha npoLec NnepekpeceHb Ta BUNpPaBeHb y pykonuci. To6To KoXeH ManioHOK
MiCTUTb YCi CBOT BapiaHTX ofpasy — Bif NepLIOro o OCTaHHbOrO. Lle Hibn
po3mipKoByBaHHsA 6e3nocepeaHbOo Ha nanepi, pe3ynbTaT AKoro Hibu 3arnubioe
OKO BCepeanHy». Came MOXMBICTb NOTPAMIAHHA BCEPeUHY, Y CYTHICTb TOrO,
Lo BiIGYBAETbCA, Babnia MeHe HalbinbLue, BOHa €4UHa CMOBHIOBaNa Togi
ManioBaHHA CEHCOM.

Volodymyr Budnikov
History Within

Of late, drawing on paper has become one of the most important languages
for me. Working on paper has reached a feverish pitch during the crisis: the
language of drawing was one of the very few ways of expressing what was
happening within, beyond events that had blindsided us since the first days
of the revolution and the war. Apparently, the more truth any given event
contained, the better concealed was the connection between this kernel and
the flashiest manifestation of the phenomenon. Instead of depicting what

| had just seen, | wanted to examine its deeper reasons. | felt that reactions

to any given event would obscure the new conditions we found ourselves
in, because each reaction is belated: it doesn't kick in until the event is well
underway, and provokes the temptation to sum the event up before it has run
its course.

In effect, reacting to events makes you slip past their essence without
touching it. Something was moving in the deep, but what surfaced started
to compress time until hours, minutes and moments replaced years or
seasons as the basic units of measurement. We were out of time and out

of breath. I drew continuously, with few breaks. Drawing became survival.
The connection, of course, was always there, but it was confirmed and
conclusively proven in those days. At the time, drawing was a way to confirm
what | already knew or suspected.

Continuous drawing was not unlike the fretful redrawing of boundaries

of this new reality that we found ourselves, sheet after sheet of paper. The
boundaries constantly shifted, forming new strata. Describing the drawings

| worked on in 2014, | wrote, “Deep down, work of the sort is evocative of
editing a manuscript, excising and correcting mistakes. Each drawing, that is,
contains all versions at once, first to last. In a way, it's a meditation unfolding
directly on paper. Its result draws in the eye.” It was this possibility to sink in
into the very essence of events that | found the most appealing. Nothing else
could imbue drawing with meaning.

For me, drawing was always a way to express the most private thoughts
and feelings. The fast technique lends the works heightened precision: first,



Y mancrepHi, Knis, 2014
In a studio, Kyiv, 2014

MantoHoK 3aBxau 6yB AnA MeHe 3ac060M HaNiHTUMHILLOTO BUC/IOB/IOBaHHS.
LLIBnAKka TexHiKa MantoBaHHA 3abe3neyye BUCOKY TOUHICTb CKa3aHOro
3aBAAKM ABOM peyam: Nno-rneplue, MasntoHOK NoTpebye 30BCiM iHLLOro
PO3YMiHHA AOBEPLUEHOCTI, OTXKe, TOYHICTb BUC/IOB/IOBAHHA He KanaMyTUTbCA
[OBEepLUEHICTIO, AKOI BUMaraloTb iHLWi Mefia; No-gpyre, TOYHICTb 4OCArAETbCA
came 3aBAAKM YCYHEeHHI0 HeobXiAHOCTI KiHLeBoro Bnbopy — Konm
nepeKpecsio ofjHe 306paXeHHs iHLWWM, TO He MPUXOBYIO, He 0bMpato
XKOAHOTO Ta 06VABa 3anuLLato BiAKPUTAMU. MantoHOK He noTpebye
OCTaTOYHOrO BM3HAUYEHHA — 3aMiCTb 3aBepLUYBaTN OKPEMUI MaNIOHOK
(BM3HauaTnCA), 1 MOUYMHA HOBUIA. N5l KOXKHOIO MasloHKa € HaA3BMYalHO
BaX<NMBUM nepLunii pyx. Mepiua niHis nepepbauye Bci HacTynHi. MNig vac
npouecy 3aBeplueHHA poboTy Ta Pyxy A0 LiNi 3aBXAu iCHye Hebe3neka
«MPOCKOYUTH» NOTPIGHY Ppa3y Ta NepeTBOpUTM POBOTY Ha BNACHY K MOPOXKHIO
penpogaykKLuito. PO6nsumn BeNMKY KinbKiCTb MaJIlOHKIB, i CKOPOUYO iIMOBIPHICTb
BCKOUMTU B TaKy Xasieny Marke 4o Hyns.

Mpouec npaui Hag BENMKOIO Cepield MaoHKIB CXOXMIA Ha Hapi3aHHA TOHKMMMN
cKnbKamm ToBLLi Yacy (apKyLuem nanepy MoxHa nopaHutuncs). ManoBaHHs,
HeMOB MUTTEBUIA BiOWUTOK, 3abmpac B nanip, BCOTYE B apKyLL Nanepy Bce, Yoro
A Lie He 3Halo NPO Liel WMAaToK Yacy: A Maniolo Ta BiflkpuBato BOgHoUac, Hibu
ropTato yac, AK HOBi apKyLUi nanepy.

Moe mantoBaHHsA B3arani He obymoBneHe Linamu. Konu meHe 3anutyoTb, WO
came A WyKalo, MoA BiANOBiAb 3aBXAW OfHAKOBa: i He 3Hato, 60 BAaya Moro
ManioBaHHA NPUXOANTb Y Npoueci. MoxHa ckasaTu, Wwo uinnto 6ynu i € cami
MUTTEBOCTI Yacy, AKNIN PO3XKaPEHMI Ta FOPUTb, aX NOKM iX HE NOUYNHAIOTb
BUKOPWCTOBYBATW Ta NepeTBOPIOBATM Ha 3acobu. EHepriiHuiA pyx Ao 3HaHoI
Lini nuwwe pyiiHye, 60 CNpaBXHA peanbHiCTb BMOTUBOBaHA YMMOCh iHLLNM,
cKnagHiwmm. Hiywe Kasas, Wo «Tpeba BMiTV BYaCHO 3abyTNCA, AKLLO MU XO4EMO
YOMYCb HaBUUTUCA Y peyen, AKi He € CyTb M1 CaMmi».

Ane AK po3pi3HUTK peui, AKi 3anantoloTb Hac? KOHKPeTHI peui Yepes cBOIO
edeKTHICTb YacoM CMOTBOPIOIOTL CYTHICTb abcTpakTHoro. CloXeT BifiBONiKaE,
0co6n1Bo Mif yac bypemHux nogii. f BinuyBaB BeNMUYEe3HWI PU3KK BTPATUTU
CYTHICTb TOTO, WO BifGYBanocs, yepes 3axsat 30BHiLUHIM, Bugummm. Konu s
3BepTaBCA A0 peuyell, Lo MOXHa Yi3HaTH, Ay CBOIX poboTax Haye nepemillas ix
y NnoLwymHy abCTpakTHOro WiAxoM 6aratopa3oBol iHTepnpeTauii oaHiei obpaHoi
dopmu y cepisix ManioHKiB. MogibH1M UMHOM YacoMm A 06MpPaB KUTANCbKY Basy,
L0 CTOITb YAOMA, YaCcOM — MapaconbKy ALEPHOro BUOYXyY, YaCOM — Neli3ax.
MeHi HeobXxiIHO fieKonu Haue «3anuBaTn» abcTpakTHe Ao GopMu AK A0 NEBHUX
KOPAOHiB, abun 3p0o3ymiTv KOPAOHU peyeit No3a ix NoBepXHEBUM 3MICTOM, AK
HeAcHe, abcTpakTHe. Hanpuknag, y cepii pucyHKiB i3 NpoeKkTy «YKpuUTTA», Ha
AKX MOXKHa Yri3HaTV aTOMHUIA BUGYX, MOBOIO LiX 306paxeHb A roBOpYB
30BCiM MPO iHLLe.

Mig yac 306paxeHHs KOHKPETHMX peyeit A Hib HaHOBO BiAGYROBYIO CTPYKTYPY
300paxyBaHoOro, pobnaum came 306paxkyBaHe BKpaii ApyropagHum. Konu A
MastoBaB BUOYxU, MeHi Hacnpasai 6yno maiike baiay»e — um Le AepeBa, un
Lie BMOYXK, YU Lie NPOCTO AUBHI MiHAMBI Gopmu. MeHi BUAAETbCA BaXKIMBIM
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MaiictepHsa B. BygHikoBa y pe3uaeHuii ranepei YepsoHeuopHe, KaHis, 2014
Volodymyr Budnikov’s studio in Chervonechorne Gallery, Kaniv, 2014

drawing has singular standards of completeness, so its precision does not
fall prey to perfection that other media might demand; second, drawing
eliminates the need for the final choice, which enforces its precision. When

| cross out one drawing with the next, I'm not denying or choosing either of
them, leaving both open-ended. Drawings require no final disambiguation:
instead of finishing any given (unambiguous) drawing, | start a new one. The
first movement of a drawing is critical. The first line prefigures everything that
is to come. When finishing a work and progressing towards the goal, there’s
always the danger of “speeding past” the right stage and turning the work
into a fatuous copy of itself. By producing multiple drawings, | lower this risk
almost to the point of impossibility.

Working on a large series of drawings is like cutting the thick of time into thin
slices (you can cut yourself on a sheet of paper). Drawing, a fleeting reflection
on paper, absorbs and gulps down everything | don't yet know about this
slice of time: | draw and discover at once, leafing through time as if it were a
sheaf of paper.

My drawings are not goal-oriented anyway. When asked about my goals, |
always give the same answer: | don't know, because my drawings acquire
character only in the act. One could say that those slices of scorching time
are the goal, until they, too, become means to an end. A driven progression
towards the known goal is destructive, because authentic reality is
underpinned by something else, something much more complicated. As
Nietzsche wrote, “we must be able to lose ourselves at times, if we want to
learn something of what we have not in ourselves.”!

But how do we recognize which things galvanize us? The flamboyancy

of concrete things may conceal the abstract essence. Plot is a distraction,
especially during turmoil. | felt that we risked misunderstanding the events
completely by paying too much heed to the external, to the visible. When |
turned to recognizable things, | grounded them in the plain of the abstract
by offering multiple interpretations of a chosen form — now a Chinese vase
from my place, now a nuclear mushroom cloud, now a landscape — in a series
of drawings. To grasp the ambiguous abstract boundaries of things beyond
their superficial meanings, | sometimes need to “pour” abstraction into a form.
For example, drawings from the Shelter series feature a form that may be
recognized as a mushroom cloud, but | said other things through the medium
of these images.

By representing concrete things, | recreate their structure, making the signified
a secondary matter. When | drew mushroom clouds, | didn't much care
whether they were trees, explosions or strange forms in flux. | think stripping
works of a plot is of utmost importance. | may use plots as a hook to fish out
the essence, or as scaffolding to prop it up: either way, the plot is rendered
invisible, it no longer plays the leading role. I insist on setting it aside.

The series on an ostensibly concrete theme entitled “My Crimea. Our Crimea”
offers an important prefiguration of the coming changes that had not yet
broken the surface. These drawings were created a little over six months

! Nietzsche, Friedrich. The Gay Science. Transl. by Thomas Common. Mineola, New York:
Dover Publications, 2006. P. 134.

ounLLEeHHA PobOTK Bif CIOXKETY. 1 MOXY 3aCTOCYBATW CIOXKET JIULLE Y POSIi raka, 3a
AKUIA BUTAralo rofloBHe, abo AK KapKac, Ha AKOMY A PO3MiLLytO FONIOBHe — B 060X
BUMafKax CIOXKET CTa€ HibW HEBMAUMMUM, 1OTO YCYHYTO Bifj rONIOBYBaHHA — A
HanonAra Ha Noro ycyBaHHi.

MpoTe BaXNMBOIO 3BICTKOK NMPO MaNByTHi 3MiHK, O Ha TON Yac ile He BUALLAN
Ha MOBEPXHI0, BUABUBCA LIMKIT MaNIOHKIB HIOWTO 3 iyKe KOHKPETHVM CIOXKETOM
«Min Kpum. Haww Kpumy», aknin 6yno 3pobneHo Tpoxu binblue Hixk 3a NiBPOKy Ao
noyatky nogin Ha MaaaHi Ta 3a pik o aHekcii Kpumy. 3Harnomi nensaxi Antu ta
lyp3yda A HecnogiBaHo Ana cebe 3pobMB CXOXKMMK Ha COraaw, Hiby Bxe Topi
pOo3aMBNABCA iX Kpi3b Wap vacy, Hiby BoHW 6ynu Bxe faneko Bif MeHe, 6ynu
HefoCHKHUMU. PaHile A n1caB CTOCOBHO LbOrO, WO «MPUMAPHICTb ONiBLUA Ha
nanepi nepeTBopusa peanbHi nensaxi Ha paHTomu. MapagokcanbHUM YNHOM
yeprose HabNVMXKEHHA Ta MUIbHE CNOMMAAAHHA Neli3axy He 3po6bUNo ManoHKK
6inblu MaTepianbHMMK, ane HaTOMICTb Liei Nen3ax BUCHaXNo, NepeTBopuno
Ha Mapy, TyMaH. YacTuHoio 306paxkeHoro, Kpim CyTo nein3axy, BUaBmiaca
AMCTaHUiA, WO NnepeTBOpUNa peasnbHiCTb Ha HEACHWIA CIOMUH.

Bigbynoca Hibu BigHIMaHHA peanbHOCTI. JINWNANCL MantoHKI.

Lle 6yno goceigom aye LWinbHOro HabNMXeHHA MasiloBaHHA JO CYTHOCTI yacy —
MasioBaHHSA AK PO3YMiHHSA TOBLLi yacy (Lo He Ja€ JicTaTuCh A0 06'€KTa), AKY
BUCBITNIOE NoAiA. TO6TO 3aMicTb 306pakeHb rofIOBHUM CTaB Yac, AKWI CTaB
BMAVMUM, HEMOB TOBCTa KajlaMyTHa MniiBKa.

Y cepii «<baprkagm» KOHKPETHi efleMeHTN 3 HAOYHOI peasibHOCTi A
nepeTBOpPIOBaB Ha rpadiuHi puTmu: Toai HangpamaTuuHiwi nogii y Knesi 6ynu
YOPHO-6iNMMY, KOHTPACTHUMM — ObnaneHuii LeHTp Knesa, YopHui fum,
YOpPHI cunyeTy 6apuKaf Ta KpvKaHi yTBOPEHHS Bif BOAW, AKOKO NONMBanm y
MOPO3 NPOTECTYBaNIbHIKIB, Ha [pyLLeBcbKoro. Buarma peanbHicTb Hibu cama
KapbyBana yac, po3pisana ioro Ha «ao» i «micns».

Y umnkni BeNMKMX MasntoHKie «be3 Ha3Bw» (2013-2014), Hag AKMM s NpaLoBas

i3 aymkoto npo odpopTy Tapaca LLleBueHKa, A Bxe cnpriimaB camy fiHito AK
03HaKy FMMOMHHOI peanbHOCTI, AK aKT 3arnnbneHHsn, Ak kapbosaHy abo BuigeHy
Kucnototo. KoxkHa Taka niHia mana 6yt TouHoto, 6yTn Kapbom, y AKuid nogis
narae, HemoB dapba. AGCTpaKTHi NiHii Ta opmu cTanm HiIbK ymictunmwamm gna
yacy, AKMIN NPOAOBXKYBaB NOBILOMAATY Tofi Npo cebe LoMNTi.

Konu s mantoto Ha HOBOMY apKyLUi, fi HIGK PO3KPUBaLD Yac, YHUKAO 3aBePLUEHHS,
Kpanku. Yacto A npauioo Hag BeUKAMY MatoHKaMu1 NPOCTo napanenbHo
npaui Hag x1Bonuncom. byBae, Wo Bxe NicnA 3aBepLUeHHA XNBOMNNCHOrO
LKAy A 3HOBY 6epycb 1O PUCYHKIB, L0 B AeAKOMY CEHCi 3HOBY Lieid LKA Hibu
po3nounHaioTb. [1o peyi, A He BNeBHeHWiA, Wo Oyab-AKi MantoHKK, HanprKnag
cepii 3 <YKpUTTA», MOXKHa BU3HAUUTU AK ecKi3u. [Nonpu Te, WO HeBenwuKi apKyLi
A BCE X TaKM 3a3HaYMB fAK eCKi3y B KaTanosi, Ta HaBiTb HE3BaXkaloun Ha Te,

LLO Ui apKyLWi nepeayBany XXMBOMUCY, BOHU € aBCONIOTHO CaMOCTIHMU.

Taki HanNpoCTiLWi ManoHKK, HEMOB NepLUi MipKyBaHHSA, padLue cBig4aTb Npo
peanbHicTb 0COBMBUM YMHOM, i3 OCOONNBOIO IHTUMHICTIO, 60 3aNMLWaTb
BiAKPUTUMM NepLUi HaMipK, nepLui igei, NoYaTokK.
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MoHTax BuctaBku JliHia po3mexKyBaHHA B ranepei YepsoHeyopHe, KaHis, 2016
Installation of exhibition Contact line in gallery Chervonochorne, Kaniv, 2016

before the start of the Maidan protests and a full year before the annexation
of Crimea. Surprising even myself, | made the familiar landscapes of Yalta and
Gurzuf look like memories seen through the thick of time, as if the growing
distance separating us could no longer be crossed. Earlier | wrote, “’Ghostly”
pencil tracings on paper turn real landscapes into phantoms. Paradoxically,
the closer you lean in to examine a landscape, the more it is shelled of
physicality: it frays until all that's left is a ghost, a whiff of mist. Distance vies for
space with the landscape, turning real scenery into a fading memory.

What happened was a deduction of reality. Only drawings remain.”

Drawing was experienced as a way to approach the essence of time, to
comprehend its thickness (separating us from objects), highlighted by an
event. Time, that is, displaced objects as the leading motif, becoming visible
like a thick roily film.

I turned concrete elements of the observable reality into graphic rhythms

in the Barricades series. The most dramatic events in Kyiv were seen in high-
contrast black-and-white: the charred downtown, black smoke, looming
black barricades and ice growths on Hrushevskoho Street after the police had
doused the protesters with water in subfreezing temperatures. Observable
reality, it seemed, minted time, cutting it into a before and an after.

In an Untitled series of large drawings (2013-2014) that | worked on while
thinking about Taras Shevchenko's etchings, | already saw lines as signs of

a more profound reality, as an act of reaching deeper through acid-etched
cracks. Each line had to be precise, a mould to be filled with events like paint.
Abstract lines and shapes became vessels for time that made itself manifest
with each passing moment.

When | start drawing on a new sheet, | open time up, in a way, by eschewing
completion and full stops. Sometimes | alternate work on large drawings with
painting. Sometimes | turn to drawing after | complete a series of paintings,
to start the cycle anew, in a manner of speaking. Take the Shelter series, for
example: I'm not that sure, by the by, if any drawing could be described as a
sketch. | did describe smaller sheets as sketches in the catalogue, but, even
though they preceded paintings, they stand alone perfectly well. The simplest
drawings, like preliminary reflections, are a singular, markedly honest act

of witnessing reality, leaving as they do their very inception, all the original
intentions and ideas, unmasked.

Every time | did airy paintings, creating lines on canvasses with charcoal or
paint, these canvasses just imitated paper, as if painting preceded drawing, its
origins or its depths.

In my Painter’s Joy series (2004), | drew renowned motifs from classical art
on sheets of paper. In doing so, | redirected the flow of time. Completed
paintings, it seemed, reverted to their original state, to sketches and
preliminary drawings. | was always mesmerized by the subtle perfection of
preliminary sketches by the old masters in which they documented their
initial ideas for future paintings. | “laid bare,” that is, the obscured motifs



Y ceni YyguH, 2015 Y KuiBCbKi manicTepHi, 2014
In the village of Chudyn, 2015 In the Kyiv studio, 2014

Mig vac npaui Hag cepieto HaTiopmopTu Baoma, Knis, 2014 Y KWiBCbKi MaicTepHi, 2014
Working on the Still Lives series at home, Kyiv, 2014 In the Kyiv studio, 2014

Y KuiBCbKi ManicTepHi, 2014 Y ceni YyguH, 2015
In the Kyiv studio, 2014 In the village of Chudyn, 2015

MaricrtepHs y KaHesi, 2016 Bonogmmup byaHikoB y maiictepHi 3 OnekcaHgpom babakom, Kuis, 2014
Studio in Kaniv, 2016 Volodymyr Budnikov in a studio with Oleksandr Babak, Kyiv, 2014
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3aBxAaw, Konu s pobuB Ay»Ke Nerki XMBOMUCHI Ppo60TH, BUKOPUCTOBYIOUN
BYrinnsa abo ¢apby Ana MmantoBaHHaA NiHil Ha MONOTHI, Lie MONOTHO Byno nulwe
NOCNiAOBHUKOM Nanepy — BUrNAAANO0 TaK, HibU XUBOMKC NOCYBaBCA Nepeq
MasloBaHHAM fAK nepef CBOIM NoYaTKoM abo CBOED MMUOMHOL.

¥ 2004 poui A 3po6uB LKA pUCyHKiB «Haconoaa xusonucusy, ie Hamanosas
Ha apKyLlax nanepy BifoMi CIOXKeTM 3 KNaCUYHOro Xnsonucy. BukoHasLum

Lie, A HiI6K CpPAMYBaB Yac y 3BOPOTHMI BiK. BUALWINO TaK, WO 3aKiHYeHi
BUTBOPV KMBOMUCY HiGU NOBEPHYNNCA O CBOFO MOYATKOBOTO CTaHy — ecKi3is,
NigroToBuMx ManioHKiB. MeHe 3aBXXaun Bpa)kana TaEMHMLA OBEPLUEHOCTI
nogibHNX NOYaTKOBUX MaNIOHKIB Y CTapyX MAaNCTPIB, Y AKUX BOHU dikCyBanu
HannepLi AyMKr Npo MainbyTHiN xusonuc. OTxe, BUXOAUTb, A HIGW «PO3KPUB»
3aKpUTi TeMM 3aKiHYEHUX KapTUH, MOBEPHYB IX 40 iX BNACHOI X NpeKpacHoi
NOTEHLNHOCTI.

MantoHOK Ha nanepi 3aBxau Hibw BigKpWTUIA B yci 60OKM BogHOYAC, BiH
TPaHCNI0E HaltHebe3neYHilly, BU3HaYanbHy peanbHiCTb HaBiTb KPi3b NMOPOXHi
MicuA, Kpi3b YACTUI Nanip, HEMOB Kpi3b CoKil. 3rigHo 3 [epakniTom, My BXe
BIMOVHI CBOET CYTHOCTI, Bifi MOYaTKYy, HiGW BUOpaHi BiliHO. ToAi MantoBaHHA Ha
nanepi — 3aBam uncte 6e3nepepBHe NOUMHAHHSA, YACTa FOTOBHICTb [0 60t0.

Benukuit nensax, ceno Yyaumn, 2001

Great Landscape, the village of Chudyn, 2001

of completed paintings, returning them to their exquisite multiplicity of
potentialities.

Drawings on paper always appear to be open in all directions at once,
projecting the most dangerous and the most definitive version of reality even
through the empty expanses of blank sheets, through the calm and quiet.
Heraclitus believed that in our heart of hearts we are marred with wars from
the very beginning. Drawing on paper, that is, is always the pure continuous
point of origin, the naked readiness for battle.




MeHe BaOUTHb 3gaTHICTD Nanepy
36epiraTn inpopmauiro. Bapto nuwe
NPOBECTN NPOCTY NiHII0 — i BOHa
MUTTEBO BOepe Bce 3HAHHA NpPoO
HaBKOJINLLHIO BINCHICTD | «<BNAACTDbY
yCio NOoTPiOHY iHpopmauilo, TiNnbKn-
HO TV 3HOB NOANBULLCA Ha Hel.
Ha nanepi a ¢pikcyro Hamipmn, He
oOGKpapgeHi KiHLUeBUM pe3ynbTaToM.
ManioHOK Hece B c006i eHeprilo igel,
NPOEeKTY, AKa Lie He BUCHAa)XeHa B
npoueci 0oCTaToOuHOro BTi/IeHHA.
Konu a npauiolo 3 nanepom, A
HemMmoBOUN HallapoBYIO BIaCHI
Hamipu, He O6MeXxXeHun
HeoOXxigHicTIO OOUpaTN -
pO3u4/ieHOBYBaTM BiNICHICTD - 3agnna
NPUMapPHOro rosIOBHOro.
Bonoanmup bygHikoB

| find paper’s capacity to preserve
information appealing. Draw a
simple line, and it will instantly
absorb all knowledge about the
world around it and “offer up”
all the information you need the
moment you glance at it. | turn
to paper to document intentions
not yet robbed by the final result.
Drawings carry the energy of
ideas and projects that are not
yet worn down by their final
execution. When working with
paper, | accumulate layers of
intentions, not burdened with
the necessity to choose or to
dismember reality in order to seek
the illusionary main point.
Volodymyr Budnikov



BikTopia bypnaka
MonipoHiuHi 06pasznm
Bonoanmmpa bByaHikoBa

Po3rnagatoun ManioHKW, TOUHiLLe — Ay»Ke Pi3Hi 1 3a TeXHIKOIO, 11 3a MaHepOoIo,
1 3a BiguyTTAMM rpadiuHi 06pasn Bonoanmupa byaHikoa, posymieL, wwo,
HaneBHO, TakNI BUrNAL MAa€ MATTIHHA TIHEN Ha CTiHaX NIAaTOHIBCbKOI neyepu.
Jlerki, HeBaromi, NpMmapHi 06pasu NepeHOCATb Hac i3 AiNCHOCTI B COH

HaABy. BOHM ogHOYacHO peanbHi 11 He peanbHi. [lo3HaveHi napagoKcanbHow
iHTeHUi€elo, po3pumBoM. 3 ofHOro 6OKY, Lie YMcTiCiHbKa into3is, ane X inw3is i €
dyHAaMeHTanbHOW peanbHicTio cborogeHHs. «DiKTUBHI Moaeni HeicHyoUoT
peanbHOCTi», — Take Kpefo TBOPLiB Cy4yacHoi obpasHocTi chopmynioBas
lepxapg Pixtep. binbLe Toro, cTatn «iKTMBHOK MOAENSIO» — Lie fonA obpasis
CborofHi. BoHu Bigo6paxatoTb abo Te, Horo foci Hemag, abo Te, HOro BXe
HeMag, TOBTO iX CyUacHICTb TeX € MapafoKCcaibHOW, PO36iXKHOIO 3 TUM, LLO
BinOyBa€eTbCA.

K 3i3Ha€ETbCA CaM XYLOXKHUK, He3Ba)atoun Ha KatacTpodiuHi nogii, wo
«nepedopmaToByBanu» KpaiHy fiBa poKu NOCnib, BiH NpUMyLlye cebe He
pearyBati Ha 3n06oaeHHe. Becb fopo6ok byaHikoBa MOXHa 3BeCTU 1O
3HaMeHHUKa padiHOBAHOro ecTeTr3My LLe i TOMY, Lo BiH He AO3BOJAE

co6i 3BepTaTnCA [0 aKTyaNbHKX Tem i MOTMBIB 6e3nocepenHbo. CBigoMmicTb
06p0o6NIAE X Ha aPXETUMIYHOMY PiBHIi. KOHBEHUHI CIOXeTI Ta »aHpu —
HaTIPMOPTK, Ne3axi — 3gaBanocs 6, 3BYXKyl0Tb NPOCTIP MAaHEBPY XYAOXKHMKa
[0 BapitoBaHHA GOpManbHMX TOHKOLWIB. Afle Li CTPYKTYpW 3aranbHOMIOACHKOro
CMUWCIY MOXHa 3aMOBHIOBATMW 1 CMUCIIOM OCOOUCTUM. 3BEPHEHHSA A0 BiUHMX TEM
i MibonoriyHMx MaTpULLb HEMMHYYe TArHE 3a co6010 Wheind BiUuHKX 3HaueHb. |
rOfIOBHE 3 HUX — Lie Big4yTTA LiNiCHOCTI, yHiBepCanbHOCTI KyNbTYPHOrO apXiBy
1 PenikToBOi LiNiCHOCTi CBITOCMPUIHATTA. BoHO Mae 6yTu cTparTerieto onopy
BiUYTTIO €HTPONIl, L0 MOCUIOETLCA B HaLLi YaCK TEXHOreHHMX | NONITUYHUX
3MiH. KoHCTaTauif NpuCcKOpeHHA NpoLecis po3nagy, Ha XaJslb, CynpoBOLXKYE
Hac WwopaHs. | WoaHA M1 HaHOBO 36MpaeMo cebe No YacTuHax. AKTyanbHi

nogii XyLoXHWUK BOYAOBYE B MaTPULIKO KACUYHOTO CIOXKETY — MPUMIPOM, IOro
umkn «bapukaga», HaBiaHUIA peBoMOLiNHMMYN 60AMK Ha XpeLaTuky. B unx y
NMOBHOMY PO3YMiHHi 6aTanbHKX CLEeHax NPOTUCTOAHHA fo6pa i 3na 3ByUnTh Y
BMCOKOMY pericTpi. IpMHUMNOBa He3aBepLLEHICTb MatoHKa, AKMI nepebyBae
B MOCTiliHOMY CTaHOB/EHHi, HiBentoe 3alBuil nadoc. Mpu Lbomy 36epiraeTbcs
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Victoria Burlaka

Volodymyr Budnikov's
Polyphonic Images

As | peruse Volodymyr Budnikov's drawings, or, to be more precise, his graphic
images in various techniques, styles and moods, | realize that this is what the
dance of shadows on the wall of Plato’s cave must have looked like. Light airy
spectral swaying images draw us away from reality into a lucid dream. They are
both real and not, marked by a paradoxical intention or a schism. On the one
hand, this is an illusion, pure and simple, but illusions represent the fundamental
reality of the present day. Gerhard Richter had summarized the creed of
contemporary imagery as “fictive models of a non-existent reality.” Moreover,
images are doomed to become “fictive models.” They reflect the things that
either don't exist yet or don't exist anymore, that is, their present stage is
paradoxical in its disconnect from the unfolding events.

The artist himself admits that, despite the cataclysms that rocked the

country over the last couple of years, he forced himself to avoid themes of
topical interest. The common denominator of Budnikov's entire oeuvre is its
sophisticated aestheticism, partly because the artist doesn't allow himself to
invoke topically relevant themes and motifs directly: consciousness processes
them on the level of archetypes. Still lives, landscapes and other conventional
plots could ostensibly limit the room for formal experimentation. But, in point
of fact, they are universal structures of meaning-production that can be imbued
with personal connotations. Timeless motifs and mythological matrixes are
imminently bound to timeless meanings. The integrity, universality, relevance
to the cultural archive and the anachronistic rectitude of the artist’s worldview
are of paramount importance. They might produce a strategy for resisting

the growing feeling of entropy bolstered by contemporary technological

and political shifts. Unfortunately, the awareness of the accelerating tempo

of disintegration is our constant companion. We have to pull ourselves back
together bit by bit with every passing day. Budnikov reworks events of topical
relevance by integrating them into the matrix of classical themes. Take the
Barricade series, inspired by the revolutionary battles on Khreshchatyk. The
showdown between good and evil reaches a high pitch in these battle pieces.
The marked incompleteness of drawings, caught forever in the act of becoming,
lowers the pathos of the scene. What remains is the gravitas of a statement



MantoHku 3 npoekTy Mpuxmncrok noeta, 2014
21 x 29,7, KynbKoBa py4ka Ha nanepi

Drawings from the Poet's Shelter project, 2014
21x 29,7, ballpoint pen on paper

AToMHMIA BUBYX, eckisu, 2015

60 x 84, akpun Ha nanepi

Nuclear Explosion, sketches, 2015
60 x 84, acrylic on paper
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MNip vac npaui y KaHesi, 2016
Working in Kaniv, 2016

BCA 3HaUYLWiCTb BUCIOBOBAHHA B AYCi TPaANLiOHaNICTCbKOT XyA0XHbOT
CBiJOMOCTi — CBiOMOCTI iEpapXiYHOI, paHXOBaHOI, LliHHiICHOI. HaneBHO, came
Lji€l WiHHICHOCTi 3apa3 Ham 6paKye HanbinbLue.

ByZHIKOB CTBEPAKYE, L0 KOHTEKCT 0ro rpadiyHMx onyciB NoB'A3aHnn i3
CTUXi€10 Yacy i HapomOXKyeTbCA 3 Hel. Lle — cBoepigHMi noTik. MantoHOK —
4acoBwI BIA MUCTELITBA, B AKOMY AOCTYMHOIO € QyHKLiA BiOUTKa MOMeHTY. BiH
CMOHTAHHWI i TAXIE JO WBMAKOI peanizauii 3agymy. Mpue'asaHnni fo dikcauii
NEeBHOro CTaHy i BHYTPILUHbOrO 3MICTY.

Y 3B'A3KY 3 MM 3ragytoTbCa AeKnapauii aBBTOMaTUYHOT TBOPYOCTI CIOppeanicTis:
06pa3 cnnvBae 3 NifCBIAOMOrO i 3'ABNAETHCA HA «BHYTPILUIHbOMY eKpaHi»
CBIJOMOCTi Y CUHXPOHHOMY PUTMI 3 NOFO BUHNKHEHHAM. TOX, nonpu LificHiCTb
CBOET ONTUKM, BOHW TAXiOTb 10 BifOO6PaxXeHHA KapTUHW CBIiTY AK TaKoi, a He

il okpemoro ¢parmeHTa — MantoHKM ByHikoBa HaA3BUYaHO AUHAMIUHI i
NPOANKTOBaHI BHYTPILLIHIM iMNYNbCOM.

KoxeH rpadiuHmin apKyLy, 3a CIoBaMmn aBTOPa, — Lie TOHKMIA MNacT, 3pi3 vacy.

AK iCTOT KiHeYHMX, NOro LWBUAKOMIMHHICTb 3a4ina€e Hac HanbinbLie, i B XXNUTTI,

i B MmcTeuTBi. Yac — Halbinblua LiHHICTb | B eTUYHOMY, | B eCTETUYHOMY

nnaHi, HaiBuMLLa Kpaca I AoLiNbHICTb. loro 6e3noBopoTHICTL BiguyBa€eTbCA
XxBOpo6n1Bo. AK He AMBHO, ane Habinbl abCTpakTHI 3 ManioHKiB byaHikoBa,

B KOXKHOMY 3 AKUX € CBill punctum (TpaBMa peanbHOro), AKUIN HEMOXNBO
nepepat BepbanbHO i AKUIA NPUMYLLYE NAAMU, NAOLWMNHW, LUTPUXU
30praHi3yBaTncA NeBHNM YMHOM, TaK, a He iHaKLUe, 3pOAXKYI0Tb Y MeHe acoujiauii
3 paTanicTnyHumu pospgymamu PonaHa bapta. Banenatoumnch y antaumin 3HiMoK
MaTepi, Aka NoMepna, BiH AiLLOB BUCHOBKY, L0 abCONOTHO KOXHe GOoTo
roBopuvTb NPO CMePTb — Lie CBIAOLTBO HaBiKM BTPAYeHOI MUTi, KPOK Ha LUNAXY B
6e3BicTb. MofibHVMMY BiguyTTAMM Anxae BcA rpadika bygHikoBa — nepeaycim ue
CBiAOLTBO BTPATW, Tyra 3a BTpaueHUM paem. IHoai irypanbHuiA BUCNiB NOYNHAE
3BYYaTV LIiINKOM KOHKPETHO — AIK Y KPUMCbKOMY LMK, AKWUiA 6yno 3pobneHo

3a pik 0 aHekcii. Mpo3opa cepia napkoBux Kpaesugis Antu i Nyp3yda
HaLLTOBXYE Ha LU OfHY KNIoYoBY ANA po3yMiHHA rpadikn bynHikosa aymKy —
CBITNO, AK i Yac, 3 AKOro «NiNAATLCA» 06pa3un, € Tak camo CybCTaHLioHanbHUM,

19

informed by a traditionalist artistic sensibility, hierarchical, orderly and value-
oriented. This value-oriented aspect is likely what we miss the most these days.

Budnikov insists that the context of his graphic works is connected to the
element of time and is borne of it: in a way, it is a stream. Drawing is a temporal
art that offers a cast of a moment. It is spontaneous. An idea is realized so swiftly
that it documents a state or internal meaning. One is reminded of programmatic
descriptions of automatic drawing by surrealists: images surfacing from the
subconscious are recorded the moment they appear on the “inner screen” of
consciousness. Budnikov's “hurried” drawings, that is, remain dynamic and tied
to their internal impulse despite the integrity of their perspective (they seek to
record a worldview as such rather than its fragments).

As Budnikov had put it, each sheet is a thin slice of time. As finite beings, we

are moved by it both in life and in art. Art is the highest value both ethically

and aesthetically, the most elevated beauty and expediency. Its irreversibility
pains us. Somewhat surprisingly, Budnikov's most abstract drawings, each with

a non-verbalized punctum (a prick of the real that makes splashes, planes and
brushes fall into a particular arrangement), reminded me of fatalistic meditations
by Roland Barthes. Scrutinizing a photograph of his late mother as a young girl,
Barthes came to the conclusion that each photograph is about death: it is a
testimony of a lost moment, a step forward on our course towards nonexistence.
Budnikov's graphic works elicit a similar feeling: they deal, first and foremost,
with loss, with a yearning for the lost paradise. Sometimes this figurative
dimension gains concrete forms, like, for example, in the Crimean cycle created
a year before the annexation. This translucent series of pencil-drawn landscapes
of Yalta and Gurzuf parks prompts us towards another realization that is crucial
to understanding Budnikov's graphic works: light is every bit as substantive,
dense and corporeal as time that the images are “woven” of. A white sheet of
paper is an apparition of pure light: such is its magic, its metaphysical dimension.
This is what captivates us in the evasive incompleteness of graphic works, in
their air of non finito. The expanse of paper not filled up with drawings beckons
us like a bottomless white abyss. The idiom “to depart into the light,” that is,

to fade away or to die, gains significance here. The wrenchingly recognizable



ywinbHeHuM, yTineHnm. binun apkyw — cyTb ABNeHe uncTe CBIiTNO, y LboMy

BCA NOro Maris, Ha Uil NNoLWmHi BiAKpMBa€eTbCA BUXIA y MeTadiznyHuin BUMIp.
3BiACK BYHUKAE Hallla 3aBOPOXKEHICTb HEJOMOBAEHICTIO rpadiku, MaHepoto
non finito. He 3anoBHeHWii 306paxeHHAM Nanip Babutb, AK 6e3kiHeuHa Gina
6e304Hs. Bucnis «nitn y cBiTNO», TO6TO BigneTiTk, nomMmepTu, TyT HabyBae
0Co6n1BOT 3HAUYLLOCTI. [10 LeMy 3HaiOMi KOHTYpW BXe eK30TUYHOT peanbHOCTi
CTOHLUYIOTbCA, 3HMKAOUM B ACKPABOMY CBiTAi — CTPIIM KNMAPWCIB, BiAna KPOH
Kegpis, po3naTnaHi Nanbmu, NPUHaAHI B'OHKI JOPIXKKMW, WO BeAyTb Nornag Ao
ropusoHTy... K y napkoBux yuknax Onekcangpa beHya, TyT yce — cyuinbHuimn
naceism, HaCMYeHU N'AHKNM aPOMaTOM MUHYNOro. TaTapCbKi cena ripcbkoro
KpuMy — cTURICTUYHO iHWa icTopiA. Lien TemnepameHTHUI eKCNPecioHi3m,
6€e3yMOBHO, € 6inbLu 6araTocniBHVM. MeH3enb Ta YOpHWIA | 6innii akpun, Tennnin
MOBTYBATUIN TOH AKOTO KOHTPACTYE 3 XONOAHUM CBITNOM nanepy. XygoKHNK
3HaxoA4MTb Y rpafaLifx Ciporo MakCUMyMm KONOPUCTUYHNX MOXK/IMBOCTEN —
BPaXa€, HaCKiNbKM ManbOBHUYMM € LIeW «CBITNIONUC.

Y cBOemy BiAuyTTi KONbOPY byAHIKOB 4OTPUMYETLCA ackesn. Y WwnaxeTHe
YopHOo-6ine NNeTMBO Linoro BiH JOAAE OAVH-ABA aKLeHTW Konbopy. MpaHb Mix
XKMBOMNNCOM i rpadikoto He € HENPOHMKHOL, BiH Fpae 3 «<MegiacneyndiyHicTio»
1 TOro, 1 iHLWOro, MiKLLYIOUM Xy[OXHi 3aCO6U — BUPa3HY NiHilo Ta 3anMBKY,
WITPMX i XK1BoNuCHY dakTypy. Taka X yCBiJOMIeHa eKneKTrKa — 'y dopmanbHiii
MOBI. XyAOXHUK NiLLe, Wo oMy 6/M3bKa eCTeTHKa HallapyBaHb: MPOCTip
MOXJIMBUX BapiaHTiB 06pa3y BiAKPUBAETbCA NPOCTO Ha Nanepi. [lo cTpyKTypu
aBTOPCbKOrO BUC/IOB/OBaHHA M'AKO iHTErpytoTbCa cxigHa Kanirpadis Ta
abCTpaKTHUIA eKCMPeCioHi3M B YCix CBOIX pi3HOBMAAX, MeTadisnka Mipo i
cuHTeTn3M Ce3aHHa, eceHuianiam MopaHai n TemnepameHTHICTb KaHgMHCbKOro
Ta lMikacco, apabeckosicTb MaTicca i npocBiTneHicTb faBpuneHka... KoHuenwia
YHiBepcanbHOro obpasHoro apxisy, fie MifCYMOBYIOTbCA BCi BULLi AOCATHEHHS,
BCi HaCNifKW [OTOPKIB, «yTiNleHb» AyXy B MaTepii (BnacHe, Tak y KNacuyHin
MeTadi3uLi i ONMCyeTbCA eCTETUYHWI JOCBIL), AK MeHi 3Aa€TbCA, € IMMOOKO
CYronocHOI0 XyAOXHUKOBI. ICHye ABi mogeni, ABi cTpaTerii LMTyBaHHA —
NoCcTMOAEPHICTCbKa anponpiaLis, TO6TO BUCMUKYBaHHSA 3 KOHTEKCTY,
HaCWNbHMLbKE 3ano3nyeHHs Yneicb 06pa3HOCTi, BiAHIMaHHSA y Korocb abo

Bif YOroCb. [HWMI WNAX — NiacyMoOBYBaHHS, BUOYAOBYBaHHA NiHii TBOpYOT
CMafKoBOCTI Yepes NusibHe AOCNIAXKEHHA MOLEPHICTCHKOro «apxiBy 06pasis».
ByAHIKOB — eceHUiNHO | TPaANLIIHO MUCAAYNIA XYAOXKHUK, AKNIN HAMAraeTbCA
ficTaTmca fo CyTHOCTI eCTeTUYHOTO A0CBIAY — AK 0COBUCTOro, NepexmBaHHA
AKOr0 3MIHIOETbCA YNPOJOBX XKUTTA, TaK i KONEKTUBHOTO. YTiM, 3 nornagy
HaLLOi NOCTMOLEPHICTCbKOI a0 NOCT-NOCTMOAEPHICTCHKOI CBIAOMOCTI, 6yAb-
AKNI €CTeTUYHMI AOCBIA anpiopi € KONEKTUBHUM. XyAOXKHUK BOCHIAXKYE

1oro, 3arnnbaiUMNCb MaKCManbHO, MOMHOXYOUN «LOTOPKN ByXY» [O
maTepii. BaxnvuBuMu TyT BUABNAIOTbCA HaBiTb APIGHUL, YCE, @X [0 WKINbHUX
aKageMiyHnx BpaxkeHb. [am’aTalo, AK MeHe 341BYyBana MOAEPHICTCbKa
iHTepnpeTaLin Xy[L0XHNKOM CTaHAAPTHOIO HaboPY riNCOBMX «TOPTYpP» ANA
MOYaTKOBOI LKOAW — KOHYCIB, Ky/b, NipaMmig... Tak, BnacHe, i3 HalwapysaHb
HaKonunueHoro 6aratbMa NMOKONIHHAMM JOCBIAY reOMeTpUYHOI abcTpakLii Ta
HaB'A3/IMBO-PYTUHHOIO WUTPUXYBAHHA HAPOIXKYETbCA CyyacHUIA «MONiGOHIYHMIA
o6pas3s», 3ano3nymmo el KoHuenT y B. PygHeBa, — o6pas3, iHcnipoBaHuii
KOHTPaNyHKTOM «4Y>KNX FOI0CiB» Y BAACHI FONOBi...

binka Ha n’AaTauky, Knacnunui
moTuB, Mopaia y ManeHbKomy
MicTeuKy, CTOPiHKM 3 KaTanory
nepCcoHanbHOI BUCTaBKN

B. bygHikosa, Kuis, 1990

A Battle on a Scrap of Land,

A Classical Motif and An Event
in a Small Town, pages from
the catalogue of Budnikov’s solo
~  exhibition, Kyiv, 1990

—_—

silhouettes of a reality made exotic by loss grow thinner, disappearing into the
bright light: the arrows of cypress trees, fanning cedars, disheveled palm trees
and seductively winding paths that drag our gaze towards the horizon... Much
like the park series of the World of Art artist Alexandre Benois, everything here is
inspired by passeism, marked by a heady tang of the past... Tatar villages up in
the Crimean mountains offer a different picture. Without a doubt, this passionate
expressionism is wordier. Brushstrokes, black and white acrylic paint, its warm
yellowish shade offer a marked contrast to the chilly light of paper. Budnikov
exploits the expressive possibilities of the shades of gray to their fullest: it's
striking how colorific this “light painting” is.

Budnikov's chromatic sensibility is ascetic. A coloured accent or two stand out
against the exalted black-and-white groundwork. The line between painting
and drawing remains porous: Budnikov explores the media specificity of both
by mixing their artistic devices: expressive lines with background shading, hatch
with the texture of brushwork. His formal language is equally and deliberately
eclectic. Budnikov wrote that he valued the aesthetics of layering: a multitude
of possible variations evolving on a sheet simultaneously. East Asian calligraphy
and abstract expressionism in all its permutations, Mir¢’s metaphysics and
Cézanne’s synthesism, Morandi's essentialism and Kandinsky's or Picasso’s
temperament, Matisse’s arabesque air and Havrylenko's enlightened spirituality
inform the structure of his personal language. The notion of an archive of
imagery that collects all accomplishments, all reverberations of touches, all
“embodiments” of spirit in matter (the definition of aesthetic experience in
classical metaphysics) is in tune, | think, with Budnikov’ sensibility as an artist.
There are two models or strategies of intertextuality: on the one hand, there’s
postmodern appropriation that takes images out of their original context and
forcefully coopts another artist's imagery; on the other, there's an accumulation
of traditions predicated on meticulous scholarship of the modernist “image
archive.” Budnikov is an essentialist and traditionalist who seeks to reach the
essence of aesthetic experience, both personal (varying over the course of a
lifetime) and collective. Admittedly, from the perspective of our postmodern

or post-postmodern sensibility, any aesthetic experience is collective by its
very definition. Artists probe it from all possible angles, accumulating layers

of “spiritual touches.” Turns out everything counts, including school-time
academic exercises. | remember how stunned | was by Budnikov's modernist
take on standard-issue plaster shapes (cones, balls and pyramids) that all art
students are fed up with. Layers of experiments with geometrical abstraction
and compulsively trivial shading accumulated by generations produce, to resort
to a term coined by V. Rudnev, a modern “polyphonic image” inspired by a
counterpoint to “alien voices” in one’s mind.

Volodymyr Budnikov describes his works as “documents,” but what is it that
they document? It's hardly the outside reality. His “documents” record a highly
personal inner aesthetic life that was, is, and will forever remain a sensory
experience of reality. In its key epiphanies, this aesthetic experience transcends
into the realm of the mystical. This occasionally produces a sense of aesthetic
déja vu: it has all been experienced by someone else, more than once. Budnikov
continues a statement started by someone else with consummate ease. Still
lives and landscapes become a perfect vessel for this experience. In the sense,

Bonogumup BygHikoB Ha3vBa€e CBOT pobOTH «LOKYMEHTaMU», afie AOKYMEHTamu
yoro? TouHO He TOro, Lo BiAGYBAETbCA Y 30BHiLLHIN peanbHocTi. Moro
«[OKYMeHT» — Lie dikcauia fy>Ke 0cOBUCTOro eCTETUYHOIO AOCBIAY, AKMUIA

6yB, € i 3aNVINTLCA YYTTEBUM NEPEXUBAHHAM AINCHOCTI. Y TOUKax MiKoBUX
NPO3piHb eCTETUYHWIA JOCBIf NePETBOPIETLCA HAa MiICTUYHUIA. Came Ha

LibOMY I'PYHTI iHOAI BUHVKAE BiQUYTTA eCTETUUYHOrO AeXaBio: yce Lie OAHOro
pasy XTOCb KONCb Y»Ke nepexmnsas. XYAOXKHUK MPUPOAHO MPOLOBXKYE Ta
3aBepLUye po3noyaTe nonepeaHMKamm BUCIOBOBaHHA. DopmaT nersaxis

i HaTIOPMOPTIB CTa€ ifeanbHUM KOHTEHEPOM AN1A LUboro gocsigy. Tomy
3BEPHEHHSA 0 «aHaXPOHIUHNX» XKaHPIB He 3Ja€TbCA AMBHUM. BOHM No3HavaloTb
TOV BaXKKMI BY3bKUIA WAAX [0 AOCATHEHHA MaKCMManbHOI peanizoBaHoCTi,
«BTINIEHOCTi BNlAaCHOro 6ayeHHs» — 403BOJ0 cobi NnpoumnTyBaT Ce3aHHa, AKUIA
6yB OAHUM 3 NepLUKX XyJOXKHMKIB-aBaTapiB, KOTPi MPOTUCTOANM Po3nagy
6aueHHs, LWo BXe B Apyriln nonosuHi XIX ctonitta 6yno ¢pparmeHToBaHO,
po36uTo 06'ekTMBOM poTOKamepu. Came BiH aKLLeHTYBaB TsXKIHHA MUCTELITBA
1o Abcontoty, BifobpaxeHHs ifeanbHoi peanbHOCTI B 1i MaTepianbHOMy
BTiNneHHi. | nponarysas BY3bKiCTb $OPManbHOro 1 TeMaTUUHOrO MaHeBpIB K
3acib gocArHeHHA MakcMmarnbHoi camogucumniiHu. Hatiopmoptu ByagHikosa,
Lo BMOYAOBYIOTb TSXKilOUY 4O BepTUKali, 3aMKHYTY nipamiganbHy CTPYKTypy, —
NPVKNag Bifo6paxeHHs BENIMKOro B ManoMy, ifieanibHOro — B MaTepianbHomy.
TYT XYAOXHMK 3HOBY BiLUTOBXYETbCA Bif TPaauLil. TeKTOHiKa, AKa CMBONI3ye
HenopyLUHICTb YCecBiTy, NigKpecneHicTb KOMNO3ULUINHNX OCEl, «NepexpecTa»
3eMHOrO0 i HE6ECHOTO PIBHIB, € XapaKTEPHOIO ANs HeoMidponoriYHoro
MUCneHHs — Big Xarperrepa go Manesunya. BnacHe, «pumerik» MOTMBY XpecTa AK
CBiTOBOrO NepexpecTta B KOPNycCi ManioHKiB bygHikoBa Tex cnnusae. | 30BCiMm He
BMNALKOBO AeAKi 3 NOro HaTIPMOPTIB KOMMO3ULIHO HaragyloTb HaTIPMOPTK
MopaHai — HainocNigoBHILWOro eceHuianicTa, WykKaya MeTadisnyHoi cyTi
obpasy, AnA AKoro MUCTeLTBO Byno cnocobom mMmeanTaLii, JOCArHEHHsA
rMMBOKOro MiCTUYHOTO CEHCY CBITY. Y TaK CaMO OAHOTUMHYKX HaTIOPMOPTaxX
BynHikoBa BocKpeca€e xapakTepHa ans MopaHai ecteTuka BigobpaxeHb,
Bigbnunckis gyxoBHOro cBity y ¢isnuHomy. Mogenb Bcecsity ByaHikos byaye 3
KiflbKOX aHTponoMopdHYX, 3a3BM1Uall BEPTUKaNbHMX Ba3. OUeBUAHO, XYJOKHUK
3aKOXaHWA B YCi Li BUTOHYEHI aTpMOyTN MUCTELTBA, AIKi, Y CBOIO Uepry, TeX €
HOCIAAIMY «CTaPOMOLHOr0» €CTETUYHOrO CMaKYy.

MpegmeTHOMY CBITY, AKUIA MW 3BUKNK 6aUnTH «3aMUNEHM» MOrNAA0oM, byaHikos
noBepTaE NePBUHHUIA, METaGpOPUUYHUNIA CEHC: 3ibraHi CKnafiku akagemiuHol
Jpanepii HaraaylTb TEKTOHIYHI CKNagKM 3eMHOI Kopu... HacamKiHeub

xoTinoca 6 NigKpecnuTm Te, 3 YOro PO3NOYMHaNa, — CNiB3BYYYs, CYronocca
300paxeHb i CMUCNIB, WO HALLAPOBYIOTbCA, Ta IX NapafoKCcanbHy iHTEHLO.
Mornag Xy#oXHUKa € TaKUM IMMOOKMM Yepes CBOIO CKNaAHICTb i HIbUTO
cynepeynusicTb. Afe 3 Xxaocy — HaBiTb Ha PiBHI KOMMNOHYBaHHA €KCNO3NLIHOIO
pAagy - BubynoByeTbca cuctema. Lii 06pasm - 36ir into3opHoro i cyTHicHoro
piBHiB Oy TTA. BHYTPILLHil KaMePHOCTi LLOLEHHNKOBOTO» GOpMaTy — KOXEH
[eHb 0AAE HOBOTO eCTETMYHOIO AOCBIAY | MOXMBICTb 3P0O3yMiTH AOCBIA,
ronepefHyiKiB — NPOTUCTOITb MacLITabHICTb ambiLii camoni3HaHHA aBTopa.
CBixoCTi 6e3nocepeHbOro CNPUNHATTA — NOTO PETPOCNEKTVBHA NPOEKLiA.
BigKpuTTA BCE HOBMX i HOBYIX MOMIOCIB CEHCY 06pa3y pyXae XyAoXHVKa Brepes,.
|, OCKiNIbKI BOHO € MOTEHLiIIHO HEBMYEPIHUM, PyX, 6€3yMOBHO, TPVBaTME

n pani...
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areturn to “outdated” genres is not that strange. They mark the long hard path
towards the maximum “accomplishment of personal vision,” to quote Cézanne,
one of the first avatar artists who sought to counteract the dissolution of vision,
fragmented and shattered by lens frames since the 2nd half of the 19th century.
He emphasized that art gravitates towards the Absolute, towards reflecting

the ideal reality in its material embodiment. He stressed that maximum self-
discipline can only be reached through narrowing down one’s formal and
thematic range. Budnikov's still lives aligning into a vertical closed pyramidal
structure are an example of the big reflected in the small, the ideal in the
material. The artist departs from the tradition yet again. Tectonics symbolizing
the inviolability of the universe and the axes of composition laid bare to outline
the crossing of earthly and celestial planes are typical of the neomythological
sensibility, from Heidegger to Malevich. As a matter of fact, Budnikov's drawings
do feature a take on the motif of just such a crossing. It is no coincidence that
the composition of some of his still lives is evocative of still lives by Morandi, the
most prominent essentialist who used art as a meditation technique to discover
the subliminal mystical meaning of the world. Budnikov's still lives explore, time
and time again, the same type of an image, reviving Morandi's aesthetics of
reflections or flashes of the spiritual world in the physical. Budnikov creates his
model of the universe around several anthropomorphic, usually vertical vessels:
it's patently clear that the artist cherishes these elegant artifacts of fine art that
represent the “old-fashioned” aesthetic tastes. Budnikov restores the original
metaphorical meaning of the substantive world that we are too used to to
perceive clearly: the rolling folds of academic drapes are evocative of tectonic
plates.

I'would like to return to my initial statement dealing with the polyphony of
layered images or meanings and their paradoxical intention. It is so captivating
precisely because it is intricate and ostensibly contradictory. This chaos,
however, has a structure, even in the order of the exhibited series. In Budnikov's
drawings, the illusory and essential planes of being happen to coincide. The
intimate, scaled-down “diary” format, documenting the unfolding new aesthetic
experiences and explorations of the predecessors’ experience, coincides with
ambitious projects of self-knowledge. New unmediated perception coincides
with its retrospective projection. The artist proceeds by discovering ever new
poles of meaning in his imagery. Without a doubt, this movement has much
potential.

From the Hunt series, 2007
62 x 101, TyL, ryaw, akpwn Ha nanepi 62 x 101, Indian ink, gouache, acrylic on paper

13 cepii MontoBaHHA, 2007



Bnapa Panko
BcepepuHi yacy

MpoTarom 6aratbox pokis Bonogmumunp byaHikoB 3BepTaeTbca o poboTU Ha
nanepi perynspHo i HaNnonern1Bo, 3 Yacom Aefani YacTiwe obupatroum nanip
y poni HaniHTMMHILWOro nocepefHuKa, 3gaTHoro ¢ikcysatu Ta 36epirati
KOXHY ifieto, AYMKY, HaliMeHLLNIM pyX MakCMManbHO TOYHO, Maiixe 6e3 3MiH,
AKi rapaHTOBaHO BUHWKAIOTb Mif Yac 3aCTOCYBaHHA iHWKMX Megia. BapTto
3a3HaunTW, Wo poboTa Ha Nanepi Noyana 03HayaT B PO3YMiHHI XyAOXKHUKA
0cobnMBY NPaKTUKY, 3aBAAKU AKil apXiByloTbcA Ta 36epiraoTbea LiHHI peui,
AKi BTpayaloTbCA, AKLLO iX He «3anmcaT» B ManioHKY, Konu 6arato pokis Tomy
6aTbko Bonogmmupa O. . ByaHikos npuBi3 3 ITanii dakcuminbHi apkywwi 3
«JlecTepcbkoro Kogekcy» JleoHapao fa Binui. Y uux apkyLax Baxnvei 3anucu
Ta KpecsieHHA 6ynv BogHoYac fosepLueHnMm rpadiuyHMmn poboTamu; Takum
YrHOM nopfibHe ManioBaHHA, OKpiM ByTn 06’€EKTOM ecTeTUYHOT Haconoaw,
MicTno B cobi GpyHKLi0 3anncyBaHHA BaXknnBoro, GyHKLito HaouHoi poboTn
OYMKM, AKa Befje CBOIO BifKPWTY iCTOPIil0 NPOCTO Ha Nanepi nifg 4ac KOXHOro
pyxy onisuem abo cenieto Towo. PaHiwe byaHikos 3BepTaBca JO NPaKTUKK
po60TK Haf BENMKMU LMKNaMM MaoHKIB NepiofnyHO — TaK1MMKM CTanu noro
«PucyHkun», «<Benunknii neiisax», «Haconopa »usonucusa» abo «MontoBaHHA».
Ane came Bif NOYaTKy HOBITHbOI iCTOPIT YKPaiHCbKOro CNPOTUBY, BillHU Ta
Kpu3u TeMn ManioBaHHA HabyB BENUKOI LLiNbHOCTI, BENIMKi YaCoBi MPOMIXKKH,
L0 PO3AiNANN paHile oKpeMi cepii, NPaKTUYHO 3HNKN — TAKUM YNHOM Came
MaJlloBaHHA CTaso YUMOCh Ha KIUTaNT WOAEHHNKOBKX 3anunciB i Habyno puc
JOKyMeHTa.

Mo3asAk perynapHe ManioBaHHA Malke 6e3 nepeps noyano y bykBanbHOMY
PO3yMiHHi BCOTYBaTV HaA3BUYaNHWIA Yac, BUHUKNA HEOOXIAHICTb 3ibpaTw,
pO3TallyBaTV Y XPOHOJIOrYHOMY NOPAAKY Ta PO3AMBUTUCA BiAMNOBIJanbHO
NMOBHUIA KOPMYC LMX MantoHKiB. B anbbomi 3ibpaHo MantoHKu, Aki 6yno
3po6NeHO 3a OCTaHHI TPU 3 NONOBMHOIO POKW, Ta BCTYMHUI PAJ ManoHKiB, WO
ix 6yno cTBopeHo B Kpnmy Ha nouyatky 2013 poky.

YBecb pAg MantoHKiB Big3Haua€ 0cobnvBa prca — Tam MaiiXke HeMae NPAMOro
BiloO6pakeHHsA nogin. ABTOp CBiAOMO BAMBAETHCA B pPedi Mo3a nogisamu,
HeMOoB 601TbCs CXMOWTY, MOAVBMBLLMCH Ha Te, O 3HAXOAUTHCA Ha NMOBEPXHI,
Ha BuauMe. AGO paglue HaBiTb He CXMOWTH, 6a 3ani3HUTUCS, He BTPATUTK
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Viada Ralko
Within Time

Volodymyr Budnikov has been working with paper regularly and consistently
over the course of many years. Increasingly often, paper would become the
most intimate medium that conveyed each idea, thought, the finest movement
with utmost precision, almost without the distortions unavoidable in other
media. It came to denote a special practice for archiving and preserving the
valuable things that would get lost unless “recorded” in a drawing. The change
occurred many years ago, after Volodymyr's father, O.H. Budnikov, brought a
facsimile of Leonardo da Vinci's Codex Leicester from his trip to Italy. In Codex
Leicester, notations and blueprints double as sophisticated drawings, that is,
drawings not only elicited aesthetic joy but was also recorded important things,
laying bare the trajectory of thought that is chronicled with each pencil or
sepia trace on paper. Previously, Budnikov occasionally created large series of
drawings, e.g., Drawings, Large Landscape, Artist’s Joy or Hunt. Ever since the
beginning of the contemporary Ukrainian resistance movement, war and the
crisis, drawing intensified, its tempo grew denser, and the stretches of time that
used to separate the series almost disappeared. Drawing, that is, turned into
something like diary-keeping, acquiring documentary traits.

Regular, almost continuous drawing started to literally soak up the extraordinary
time, hence the need to collect, chronologically compile and accordingly
examine the entire corpus of these drawings. The present album includes
drawings of the last 3,5 years and the introductory series created in Crimea in
the early 2013.

These drawings are striking in their unwillingness to evoke the recent events
directly. The artist deliberately examines the things beyond the events, as if
afraid to make a wrong move and focus on the superficial visible attributes.
Maybe it's not the fear of a wrong move so much as a fear of missing the
essential by focusing on the visible. Instead of documenting or halting the
important moments in the surfacing time, Budnikov sinks deeper and, so to
speak, moves and “draws his lines” right through the depths of time, discovering
the pulse of time's steps and of the general history through highly personal
things. The artist channels the tensions of the last few years through his

private world, where the personal becomes the most significant or, if you will,



13 manioHkiB i3 cepii Kpum, 2013
60 x 84, akpun Ha nanepi

13 drawings from the Crimea series, 2013

60 x 84, acrylic on paper

MantoHok i3 cepii Ceno, 2015

60 x 84, akpun Ha nanepi

Drawing from the Village series, 2015
60 x 84, acrylic on paper
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Bucraska Min Kpum. Haw Kpum. lanepesn Bottega, Kuis, 2014
My Crimea. Our Crimea exhibition. Bottega Gallery, Kyiv, 2014

3a BUAUMMM rofoBHe. 3amMicTb dikcyBaTy abo 3ynUHATU BaXKNNBI MOMEHTHU
yacy, AKi noyanum BUXOAUTN Ha NOBepXHIo, ByaHikoB 3aHyploeTbea BrnG i,
AKLLO MOXHa TaK CKa3aTu, pyxa€eTbca N «Befe CBOI NiHil» Nig Yyac MantoBaHHA
NPOCTO BCepeANHi Yacy Ta BUABAAE NyNbCaLlito XOAM Yacy 1 3aranbHoi icTopil
Kpi3b Ay»Ke 0cobuCTi peyi. YCro Hanpyry 0CTaHHiX POKiB XyAOXHMWK TPaHCIIIOE
Kpi3b BAaCHUI iHTUMHWI CBIT, ie KOXKHEe 0CobMCTe Mif Yac Hag3BMYANHKX
nofil CTa€ HibN PeYoBMM AOKA30M Ta YUMOCH 3HAYHO GiNbLUMM 260, MOXKHa
CKasaTu, 6inbLll KPaCHOMOBHUM, HiX 6yab-AKe iHLWe cBigouTBO. ByHIKOB,
3aMicTb BigobpaKyBaTy KOHKPETHI MOAil, 3aHYpIOE NOrnAa BcepeauHy
BNACHOrO CBITY, AKWI, 6e3rnepeyHo, 3MIHIOETLCA NapasieNbHo i3 CBITOM
30BHILUHIM. Ane Taki 3MiHW CTaloTb UM He Gifbl BU3HAYHUMU, HiXK 3MiHN
Ha30BHi, 60 cToCyloTbCA HanbNMKYOro. 3HaloMi peui, WO BM3HAYaloTb BlacHe
6yTTA aBTOPA, 3a3HalOTb 3MiH i MPO Ui 3MiHX NOBIAOMAAITL HalinepLUUMK,
Yepes Lo 3arafibHa KapTuUHa icTopii Haue HabyBae fna aBTopa 0co6nMBOT
ACHOCTI. Yepe3 HOBUIM [OCBIA OCTaHHIX POKiB CaMe 3BMYHI pedi pa3 3a pa3om
CTaloTb HibW He3HaoMMMM i, HabyBatOUM HOBMX 3MICTIB, CTalOTb HOCIAMU
HalBaXnuBiwoTi iHpopmaLiji.

Y mantoHkax Bonogumupa bygHikoBa 6e3nepepBHUiA NANH Yacy
BMBEPTAETLCA, HibM cTpiuka Mbobiyca. MpocyBatouncb Yacom, 6e3nepepBHO
MaJlioouY BCepeAvHi HOBOrO, HE3HAMOMOTO Yacy, TEMHOTO Yacy B CEHCi
NOCTINHOT NOABU peyeil, WO HifK He BU3HaueHi, 60 6ynu Joci Haye 3HaHUMUY,
ane nepebysanu no3a focBiaoM, byiHIKOB ONMHAETbCA NePiOgUYHO HeMOBGU
no pi3Hi 60KM BnacHoi KapTuHYK cBiTy. OAHi 11 Ti cami peyi curHanisyoTb npo
da3u 3aranbHOT KpU3KM, NOBEPTAOUUCH [0 aBTopa pisHMMK 6okamu, abo
[eMOHCTPYI0Tb cebe HaBMBOPIT, BUABNAIOUN BACHY TEMHY cepefinHy. [eBHi
YaCTVHM 0COBUCTOrO CBITY OMMHAIOTHCA HIOM 38 KOPAOHOM, BigAaNEHUMY,
HeJoCAXHMMY ab0, HaBMaKK, HAbNMXKalTbCA HAa HebGe3neyHo mani BiAcTaHi,
36inbLyloTbCA — 651M3bKe Ta JOOPe 3HaHe HibU 3arpoXKye PO34aBUTH.

BynHikoB Mantoe BnacHy icTopito, abo, K BiH KaXke, BHYTPILLHIO iCTOpIlO, AK
NiHilo, AKa Hafi3BUYaNHO TOYHO MapKYE KOXHY 3MiHY B iCTOpIl 3aranbHil, Lo
npvnwna go pyxy Ta notpebye, wob ii HeranHo NPUNHANKW | BU3HaNM 3amicTb
3BUYHOI peanbHOCTI.

MpAMNM 3BepHEHHAM [0 MOAIN MOXHa BU3HATU nuLle unkn «bapukagay,
npauA Hag AKMM Beflaca NPOCTO Nif vac npotecTis y Kuesi. byayun
6e3nocepefHimM cBigkom nogiii, bygHikos HibM NobaurB Ha BNacHi oui Te,

L0 HanpuKiHLUi 80-x 306pax<yBaB TaKuM, LLO BiH BU3HauMB A cebe Ak
«KNacuyHuin MoTmB». ToAi, y cBOIX poboTax KiHua 80-X, Taknx AK «bilika

Ha «n'ATauKy», «[ogaia y ManeHbKoMy MicTeuKy» Ta «<KnacMyHnn motus», y
He3HauyHVX APiBHMX MiCbKMX cLieHax ByaHIKOB po3anBMBCA pUCKU BENKOI
BM3HavanbHoi 6uteun. Kpusasi npoTecTn y LieHTpi Knesa yepes 6arato pokis
CTann came Takoto 61TBOIO abo TOUKOIO BifiNiKy B Uaci, Aka noyana Br3HayaTu
No-iHWOMY He TiNbK/ MabyTHE, a i MUHyne.

LLlopa3y, konu byaHikoB 3BepTaETbCA [0 NEBHOI TEMMU, KON Y NOrO MasloHKax
MO>Ha yni3HaTK 3HaOMi peyi, XyAOXKHMK Hi6U HaNoNernnBo 3aKNUKae
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eloquent testimony at the times of crisis. Instead of depicting concrete events,
Budnikov turns his gaze inward, towards his private world that, without a doubt,
changes in synch with the world at large. These changes within might be more
staggering than external changes, dealing as they do with that which is near
and dear to us. Familiar things that define the artist’s life undergo and signal

the changes, bringing the panorama of history into high relief. New experience
of the last few years makes familiar objects appear unfamiliar time and time
again: acquiring new meanings, they become vessels for the most important
information.

The flow of time twists into a Mobius strip in Volodymyr Budnikov's drawings.
Moving through time, ceaselessly painting in the new, unfamiliar, dark matter
time that disgorges undefined, ostensibly known things that previously
remained outside lived experience, Budnikov occasionally lands on opposite
sides of his own worldview. Showing its unfamiliar sides or turning inside out
to flash its dark innards, the same object may signal different stages of the
crisis. Certain expanses of the private world may appear fenced off, distant,
inaccessible or, to the contrary, perilously close, looming: the close and the
familiar threaten to crush us.

Budnikov draws his private history, or, as he puts it, history within, as a line that
meticulously traces each shift in the changing public history that demands to be
recognized and accepted as a substitute for the familiar reality.

The Barricade series, created right during the protests in Kyiv, is possibly
Budnikov's only turn to real events. An eyewitness, Budnikov finally saw that
which he defined as a “classical motif” in his drawings of the late 1980s. In his
works of the late 1980s, such as “A Battle on a Scrap of Land,” “An Eventin a
Small Town” and “A Classical Motif,” Budnikov discerned the great decisive battle
in trivial urban scenes. Decades later, the bloodshed during the protests in Kyiv
demonstrated this battle or a point of origin in time, redefining not only the
future but also the past.

Every time Budnikov turns to a realistic topic or depicts recognizable familiar
objects, he beckons us to look past or through them. Budnikov usually coopts
a limited range of personally important things for his drawings, using them as
markers of certain conditions or as a backdrop for real action. He sees other,
more essential phenomena beyond real events that can tell more than meets
the eye.

Budnikov's works on paper revolve around a number of key motifs, that is, a
relatively cohesive visual complex may be subdivided into integral parts that
appear to change at certain points in time, foreshadowing changes in the world
at large. Drawings of Crimean and village landscapes and multiple still lives
featuring a limited number things that the artist has been drawing at home

for years are interspersed with the cataclysmic imagery of the Barricade series,
“umbrellas” of nuclear explosions, mystic series where space is distorted as in a
magic mirror, showcasing the shifts in the familiar world, and with branching
baroque lines of rumpled cloth. As a matter of fact, the artist inevitably returns



Buctaeka MontoBaHHA. ApT-LeHTp Al lanepes, Knis, 2007
Hunt exhibition. Ya Gallery Art Center, Kyiv, 2007

OVBUTMCA NoB3 abo Kpi3b HuX. BygHikoB 6epe [0 CBOIX MantoHKiB 06MexeHui
pAap 6nn3bKMx NOMy peyer NnLle B Posli CKNafoByX AN1A BU3HAUYEHHSA NEBHUX
YMOB, «fjeKopaLin», y AKUX NOYMHAE PO3ropTaTnCA CNpaBXHA Aia. HasiTb
Kpi3b KOHKpeTHi peasibHi nodii byaHiKoB 3aBX M po3AMNBAAETLCA WOCH iHLe,
BM3HauasibHe, TaKe, L0 NPOMOBIISE NP0 AeLLo Binblie, HiXK BUAMME OKOM.

Cepeg ycboro pagy pobiT Ha nanepi y byaHikoBa MoXHa BUZINUTU OCHOBHI
Temu abo pajLle NOAINUTA YMOBHO Liifie Bi3yanbHOro psagy Ha OCHOBHI
YaCTMHWU, AKI Ha Pi3HMX eTanax Yacy NoCTaloTb y 3MiHEHOMY BUrNAR i
TaKMM YNHOM MPOBILLaTb NPO 3MiHEeHUN CBIT. MantoHKn Kpumy Ta cena, a
TAKOX BeMKa KiNbKiCTb HaTIOPMOPTIB 3 OAHUMU 1 TUMW CAMUMW peYamu,
LLO TX XyAOXHMK TPUBANUI Yac NOCTIMHO ManioBaB YAOMA, YepryTbca 3
KaTacTpodiuHNMK 306pakeHHAMY 3 cepil «<baprKaga» Ta «napaconamm»
AfepHUX BMOYXiB, i3 MICTUMHMU LMKNaMu, e BUTUHK MPOCTOpPY Hibn y
MariyHux A3epKanax Bifo6paxyoTb 3MiHEHI CKNafoBi 3BUYHOTO CBITY, Ta
6araToBapiaHTHOIO NiHi€l0 306paXkeHb OAPOKOBUX CKAAOK 3iM'STOT TKAHWNHMW.
BnacHe, ocTaHHe MicLe, Kyau aBTop 060B'A3KOBO NOBEPTAETLCA MiC/A
KOXKHOTO 3BEPHEHHSA 10 KOHKPETHUX peueil, — Lie abCTpakTHUIN BUMIp, ae
abCcTpaKkTHE MantoBaHHA BUABNAETbCA 6e3nepeyHo HanbiNbLw NPUPOLHO
ana byaHikoBa, HaNBNYYHILWOK Ta HANTOYHILIOK MOBOIO.

Po3ansnaAouncb ManoHKU Y XpOHOJOMYHOMY MOPAAKY Ta cnocTepiraroym
TaKM YNHOM YepryBaHHsA TeM, AKi BUSHaUEeHO BuLLe, MabyTb, HaKpaLLm
6yno 61 He Po3rNAAaTY Li TeMM OKPEMO, a 3BePHYTM yBary Ha ix
CMiBiCHYBaHHA — MPOTU/IEXHi peyi HeCnoAiBaHO YacoM CBigUYaTb MPO ofHe
Te came abo, HaBMaKW, yTBOPIOKTb KPAaCHOMOBHI 0no3mui.

[1Bi TeMu, B0 AKNX Xy[OMKHWK MOBEPTAETHCA NOCTINHO, — Lie HEMOB AABa
TpaHCLEeHAEHTHYX YTiNIeHHA JOMiBKM abo, K 3a3HauVB caM aBTOpP y CBOEMY
TEeKCTi NPO Cepito KPUMCbKUX PUCYHKIB, «pato» — Kpum i ceno. O6pa3 060x
Micub NobyfoBaHWI Ha NEBHIN iael BiafaneHoCTi, ANCTaHLii Big 6yaeHHOro
XKUTTA — Takmnx cobi MicLb AnA NepioanYHOIT BTeui 40 KpaLloro cBiTy, fe,
OfiHaK, 3 Pi3HUX MPUYMH HEMOXNTMBO By TN NOCTIliHO. OTXe, 06MABI MiCLIMHN
nepebyBatoTb Y CBITi aBTOpa Hi6W N03a peanbHUM YacoM, feCh, Ha YMOBHI
BifICTaHi, ane y CTaHi NeBHOI 3aCTUINOCTi, HeAOTOPKAHOCTI. ManioHKM i3
306paxeHHAMYN Kprimy Ta cena — Lie ax Hifik He MatoHKM 3 HaTypu, HaTOMICTb
KOXEH 3 HUX 306parkye NeBHWI Kpaeaua, 0cobnmBo 6n13bkrin aBToposi. Ha
Pi3HUX eTanax Yacy KpUMCbKIi 1 CinbCbKi Men3axi BUNPOMiHIooTb y byaHikosa
a60 3acTUrMI NO3a4acoBuiA CNOKIl, a0 eHeprito KaTacTpodu, Hebesnekn
Ta pyvHauii. YacTrHa MantoHKiB NOKasye KPUMCbKI Nen3aski CXoXnmm

Ha paHTOMM UM HeACHi cnoragun. BukoHaHi cBitnvMm onisuem, BoHV 6ynu
3pobneHi nig yac nepebysaHHa ByaHikosa y Kpumy piBHO 3a pik 10 aHeKcii
Kpumy - BygHikos Hibn Hanepes 306pa3mB yxke cnorag Npo BTpayeHuin

Bucraeka T.I.. HauioHanbHuiA my3en Tapaca LUesueHka, Knig, 2007
T.H. exhibition. Taras Shevchenko National Museum, Kyiv, 2007

to abstractions after each ostensible turn towards the concrete: for Budnikov,
abstract drawing appears to be the most natural, the most concise and the most
precise language.

Perusing the drawings in chronological order and thus following the alternating
themes outlined above, the best strategy would be to approach these motifs
not one at a time, but in their interrelations: the opposites might suddenly bear
witness to the same phenomena or, vice versa, offer poignant antithesis.

Crimea and the village — the two motifs that the artist often returns to —
represent two transcendental images of home, or, as the artist himself had put
it in his essay on the Crimean drawings, of “paradise.” The imagery of both these
places is underpinned by the notion of their isolation and distance from the
quotidian life: they might offer a temporary retreat in a better world, but, for a
number of reasons, they do not offer permanent shelter. Both, then, occupy a
space outside real time in the artist's world: distant, frozen, inviolable. Neither
Crimean nor village scenery was drawn from life, but they represent certain
landscapes that were especially important for the artist. At different stages in
time, Budnikov's Crimean and village landscapes can emanate either frozen
timeless serenity or cataclysmic, threatening, destructive energy. Some drawings
show Crimean landscapes as dim ghostly memories. Done in light pencil, they
were created when Budnikov visited Crimea a year before the annexation: still
staying on the peninsula, he presaged memories of the lost Crimea. These
landscapes seem to brim with a curious impervious calm: now that these places
are physically lost to us because Russia annexed Crimea, this serenity seems

to be preserved on paper. In about a year and a half, the artist transposed this
trope (imbuing real spaces with a sense of distance) onto his village landscapes.
Deliberately sapped of materiality, the depicted spaces appear to be removed
from the flow of time. Volodymyr Budnikov later drew these very same village
landscapes or scenes from village life in a style reminiscent of the Barricade
series: houses, trees, horses and clouds become harbingers of a coming
cataclysm. Much like in Shevchenko's poem, the village is “as if scorched.”
Coincidentally, earlier drawings from Crimea also feature grim omens of the
Barricade series: danger lurks on familiar streets of Budnikov's favourite Crimean
towns. Even the most serene reality is not immune to changes in time and the
world, no matter how unaffected and safe from calamities it might appear.

The changes also affected a series of still lives that the artist has been
continuously arranging on tables and shelves in his home. Budnikov seems to
examine the events outside through the lens of familiar objects surrounding him
at home: a Chinese vase, a three-way mirror, a jar and other household objects.
The same still life may be presented as a vague phantom, a temporary flash of
material concreteness, something almost abstract or as a completely unfamiliar

Kpum. Lli neii3axi cnoBHeHi AKOroCb ANBHOTO repMeTUUYHOIO CMOKOH,
AKNIA yepes di3nuHy BTpaTy MicLb, WO 306paxeHi Ha pUcyHKax (yHacnigok
3axonneHHs Kpumy Poci€to), onnHmBCA HEMOBOY 3aKOHCEPBOBAHMM Ha
nanepi. MpnbnunsHo yepes NiBTOpPa POKY XyAOXKHMK NEPEHOCUTL NMPUIAOM,
KON y 306pakeHHs NeBHOrO KOHKPETHOIO MicLisi HibU BXe Bif novaTky
3aKNnageHo AUCTaHLI, Ha PUCYHKM i3 CITbCbKUMMW Nen3akaMu, e Take
HaBMUCHE YCYHEeHHA MaTepianbHOCTI MOBOM Braanumno 306paxeHi micusa

3 peanbHoro yacy. lNisHiwwe Ti cami cinbcbki nelizaxi abo NobyToBi CinbCbKi
cueHu Bonoaummp ByHIKOB yxe 306paxkye CXOXKMMUN Ha MasIOHKM 3 LUKy
«bapukaga» — xaTu, AepeBa, KOHi Ta XMapu CNPUIAMAOTLCA AK NPOBICHMKN

Katactpodu. Ceno, AK y LLleBueHKa, <HeHaue noropino». [lo peui, y MantoHKax,
3pobreHrx paHile y Kprmy, TakoX 3yCTpiYaeTbCs WOCh Ha 3Pa3oK NMOXMYypUX

3BiCTOK-MoMNepeaHKiB «<bapukagn» — Ha 3HaMOMUX BYMLAX YN06NeHrX
KPUMCbKMX MiCTEUYOK Hibr KOTTbCS WOCh TPMBOXKHE. TOX 3MiHM Yy Yaci Ta CBiTi
NPOCOUYIOTbCA KPi3b HaBiTb HaNBINbLLI CYMUPHY peanbHicTb, AKa 330BHi
30a€TbCA 6aNAYKOIo | 3aXMLLEHOI0 Bifi Oyab-AKNX NOTPACIHb.

MepeTBOpPEHHSA BifOYBalOTLCA TaKOX i3 CEPIEI0 HAaTIOPMOPTIB Ha CTOMax
Ta NonNUAX YAOMa, LLO X XyAOXKHMK 306parkye OAUH 3a OAHMM NPOTAroM
TpuBasnoro yacy. byAHiKOB HEMOB PO3AUBNAETLCA Te, WO BiAOYyBaETbCA
Ha30BHiI, KPi3b 3BUYHI NpeAMeTH, AKi OTOUYIOTb NOro BAOMA — KUTANCbKY
Ba3y, TPENbAX, MeK Ta iHWi JomalHi npegmeTn. OguH i T camun
HaTIPMOPT i3 HENEBHOT MaHV TPaHCHOPMYETLCA MiCNA TUMYACOBOIO
HabyTTA MaTepiaNbHOCTI Ta KOHKPETHOCTI y Malike abCTpakuito, NoTim —
Yy He3HaMoMy KOHCTpYKLUito. [i3Hiwe cepia HaTIOPMOPTIB i 30BCiM
nepeTikae y UMK sAepHUX BUOYXIB i3 ManoOHKIB 3 NPOEKTY «YKPUTTA», AKi
CXOXi YaCOM Ha 3HalloMy KMTaNCbKy Ba3y abo flamny, YacoM — Ha KPOHY
[lepeBa 3 CiibCbKMX Nen3axis. byaHikos, Hi6W BiguyBaloumn 3cyBn y CBITi
330BHI, CnocTepirae NPUCKINANBO, AK Ui 3MiHN «BUMYSbKYIOTb» CKPi3b

Ta NPOCOYYIOTbCA KPi3b CTIHM BNACHOTO IOMY, KPi3b 30BHILLHIi CNOKiN
[o6pe 3HaloMUX NacTopasibHKX Nein3axiB i Kpi3b BNacHi cnoragu. Haeith
3aHYPIOKYNCH Y CNOKINHE, MalXke meanTaTUBHe MantoBaHHA, byaHikos
yBECb Yac 3HaxoAWTb y NOro rMnbmHax Hebe3nekKy i, Manoumn HaBiTb
LLOCb 3BUYHE Ta 3HaNoMe, NePioANYHO CBIAUUTb NPO Te, WO 3BUYHOIO
6e3neyHoro cBiTy binblue He iCHYE.

Onosuuii Ta MeTamopdo3u, AKi BUHUKaIoTb y ByaHikoBa BcepeauHi KOXHOT
3 TeM, BUABNAIOTb LWOpPa3y KOHONIKT Takol cunu, Wo Yepes 60poTboy
NPOTUNEXHNX NPOABIB yCepeAnHi TEMU CIOXKET NePeKpPecioeTbCA AK
JeLo, Lo 3aBarKae. MNeii3ax-oasa i Toi cammin neinsax-katactpoda Hibm
BMK/IOYAOTb OAHE OJHOFO, YCyBaloumn TUM camum 6yab-Aki 3Haiomi opmu.

Konu Bce, Wwo 6yno 3HaioMum i nepeBipeHnm Joci, NPUNKHAE NpauoBaTh

Ta XOAHa 3 MOB He roanTbca, byaHiIKOB NoBepTae pewTkn peyen o
noyatkosux popm. XpecTu, Kona i oBanv Ha OKpeMUX MaoHKax NocTalTb
UYMMOCH Ha KLUTaNT MariyHyX fiH3 Yn anxiMivHUX peTopT, Ae 3HaroMi popmun
nepennaenATbCA Ha HOBI. Konv MapHoO cnogiBaTtuca BigHanT 6yab-akKi
3HaKwM abo 3BiCTKM cepef BUAUMOro, Ha MasloHKax 3iTKHeHH:A Ta KaTacTpoda
nepexoaATb A0 iHLWOI AKOCTI, PO3pPiAXy0TbCA, NepennaBnaAloTbCA Ha HEACHI
3apoAKM, Ha TaKe, L0 HEMOXK/TMBO BMi3HaTW A0 KiHUA. [lekonu B oBani MOXKHa
po3rneniti pucK AKNXOChb Nensaxy, cnunyety abo cueHu, AKi BXe Y HaCTYNHKX
MasntoHKax NpUpeYeHi po3KnacTnCA Ha iHWi HaniB3HaMoMi, HaniBabCTPAKTHI
efleMeHTU, MOTiM 3HOBY NOEAHATNCA N NepepoanTNCA Ha LWOCb HoBe. LLlonHo
yni3HaHi GopMM NOUNHAIOTb PO3KIAAATUCA UM BTIKaTVW Bif PO3Ni3HaHHS.
306parkeHHA Ha apKyLlax nanepy Hiby PoO3noB3a€eTbCA Ha OKPeMi NAAMM, AKi
HiYOro He 306paXKytoTb KOHKPETHO, 6a TiNbKM HaTAKaOTb.

MognibHe po3kNafaHHA KOHKPETHMX GOPM Ha CK/IAA0Bi YaCTUHU Ta 30MpPaHHS
X y npocTiwi popmu Bifgbynocs i i3 manoHkamu 3 «<bapukagm», Konu putmm
6apuKag i YOpHi XMapy UMY NOCTYNOBO NEPETBOPUIUCA Ha LLOCh CXOXe

Ha abCTPaKTHI CMyru Ta KOCMiYHi TiNna, WO ONUHWNCA PanToM ycepeauHi
3Haomoro cBiTy. CknagHi opmum 3 KOMNO3ULi KOHKPETHMX CLIEH
no36upannca B KoJsa Ta NPoCTi NiHii, yTBOPUBLLK BpeLTi-peluT abcTpakTHi
3HaKM 3aMiCTb JJOKYMEHTasNIbH/X 3aMaflbOBOK.

Konwu BygHikoB manioe Kpum, ceno abo HaTiopMopTy, Nerki pucyHKM onisuem
NeBHOT MUTi TAKOX MOYMHAIOTb TAXITW A0 abCTpaKLii, prcu peyenn Hibu
PO3UMHAIOTLCA Ccepeq MOWMHW Nanepy, PO3CMNaloTbCA Ha OKpeMi NliHil,
cepep AKMX dopma rybutbca Ta maiixe 3HMKaE. ByaHikoB HemoBOW «BUTArae»

BuctaBka Haconopa xuBonucuys, abo PuMcbKi KaHikynu.
lanepes Atenbe Kapaco, Knis, 2004

Artist's Joy, or The Roman Holiday exhibition.
Atelier Karas Gallery, Kyiv, 2004

structure. Eventually the still lives series bled over into nuclear explosions of the
Shelter project, evoking now a familiar Chinese vase or a lamp, now a tree from
village landscapes. Having sensed the changes in the outside world, Budnikov
scrupulously watches them crop up or seep through the walls of his own home,
through the ostensible calm of the familiar pastoral landscapes or even through
memories. Even immersed in the tranquil, almost meditative act of drawing,
Budnikov discovers the danger lurking in its depths; drawings of familiar things
occasionally show that our familiar safe world no longer exists.

Antitheses and metamorphoses of each of Budnikov's motifs document conflicts
so staggering that the fight between the opposites within a single motif
destroys plots as an extraneous element. A landscape seen as a safe oasis and
this very landscape seen as a catastrophe cancel each other out, removing all
familiar forms.

When all true and tried forms fail and none of the known languages apply,
Budnikov restores the remains of things to their archetypal forms. Crosses, circles
or ovals on certain drawings are presented as magical lenses or alchemist's
crucibles that smelt familiar forms into something new. Once no sign or symbol
can be discerned among the visible objects on a drawing, collisions and
cataclysms reach a new stage, melting and smelting forms into vague nuclei
that cannot be fully recognized. An oval may give up a glimpse of a landscape,
silhouette or scene that devolve into other, half-familiar and half-abstract
elements in the very next drawing, to reconfigure and reinvent themselves

as something new. The forms that were familiar not a moment ago start to
dissolve, escaping recognition. Images on sheets of paper seem to unravel into
blots that hint without representing anything in particular.

This disintegration of concrete forms into their constitutive parts that are then
rearranged into simpler forms occurred in the Barricade series: the rhythm of the
barricades and black wreaths of smoke eventually became abstract strips and
cosmic bodies beached suddenly in our familiar world. Complicated forms from
concrete episodes merged into circles and simple lines, eventually producing
abstract signs in lieu of documentary sketches.

When Budnikov draws Crimea, a village or still lives, quick pencil sketches start to
gravitate towards abstraction: the outlines of things seem to dissolve on paper,
scattering into discrete lines that obscure and almost destroy forms. Budnikov
helps lines and spots to break free of the prison of familiar concrete forms, and
this act allows him to speak most freely and with utmost precision.

Immediately after the Barricade series, Volodymyr Budnikov turned to large
abstract drawings in which he continued to document the passage of time as
informed by Taras Shevchenko (some of the drawings featured in the 2014 T.H.
project), and to record his reflections on the phenomenon of drawing as free
speech and freedom, or even, as he put it, of “survival.” Abstract drawings with
dramatic rhythms evocative of the Barricade series gave way to drawings that



Mig yac npaui Hap cepieto Cknaakny, KaHis, 2016
Working on the Folds series, Kaniv, 2016

Cepina Cknapku B ekcno3udii JIiHii po3mexxyBaHHA, ranepes YepsoHeuopHe, KaHis, 2016
The Folds series at the Line of Contact exhibition, Chervonechorne Gallery, Kaniv, 2016
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Mig yac npaui Hag NnpoekTom YKpuTTA. Kanis, 2015
Working on the Shelter project, Kaniv, 2015

NiHIT Ta NNSMK 3 B'A3HULI KOHKPETHUX 3HaHMX GOPM | MOBUTb TaKUM YMHOM
HanbinbLL BiNIbHO 11 TOYHO.

Bigpasy nicna «bapukagn» Bonogummnp byaHikoB npautoe Hag Bennkumm
abCTPaKTHMMM MaloHKaMW, Y SKMX BiH NPOAOBXKYE dikcyBaTu yac

yxKe 3 AyMKamm npo noctatb LLleBueHKa (YacTMHa ManioHKiB yBillunia

Zo npoekty «T.l.» 2014 poKy) Ta 6e3nocepeiHbO NPO cam GeHOMeEH
MaJltoBaHHS AK BiNlbHOrO MOBJIEHHA | cBo6oaw B3arani, 6a 6inblue — Ak
Ka3aB BiH CaM — «BVKMBaHHA». ABCTPaKTHi ManioHKW, fie ApaMaTU3m pUTMIB
Harafye npo «bapukagy», 3MiHIOIOTbCA ManioOHKaMW, Lo BifibLLe CXOXi

Ha npucKinnmei 6araTolwaposi 3anncu abo 3HOBY X Taku 6araTolaposi
NPOoCTOpPOBi KpecneHHA. MNicna 3ocepeXeHHA Ha KOHKPETHUX dopmax un
TemMax XyJoXHVK Lopa3y pillyye ycyBa€ Oyab-AKi HaTAKM Ha KOHKPETHe.
Be3snepepBHe MasnioBaHHs, O NepexoanTb Bifi peanbHOro Ao abCTPakTHOro
i HaBNaKW, BUABNAETLCA YMMOCH Ha KLUTANT HaguyTIMBOro 3acoby dikcauii
HaMMEHLLMX Ta, aBXKeX, BU3SHAUHUX KOMBaHb Yacy.

XPOHONOriYHO BUNLLIIO TaK, L0 JOBra Yepra MaslitoHKiB 3aBepLUY€ETbCA
cepieto «CKNagoK», Hag AKOK XYAOXKHMK NpaLioBas y paMmKax npoekTy «JliHia
po3mexyBaHHsA» B KaHeBi. ByaHikoB Hi6u 3HOBY «3aBOANTb» abCTPaKTHI
enemeHTN BcepeauHy neBHOT GopMu, KoM CKNagKKM NiagcTynHo HabyBatoTb
3Haromux obpucis. Ane 3ibraHa TKaHVHa TyT CTana HeMMOBIPHO TOUYHOIO
MeTadopoto HeGe3MeyYHOro CBITY, WO 3MIHIOETbCA | HE MA€ XOAHOMO
NPUXMCTKY, AKWIA MA€E LAHC NNLWINTICA Y CNOKoi Ta 6e3neui. BogHouac
30yaxeHa 1 MiHNMBa CTPYKTypa 6apoKoBUX CKNAaAoK 36epirae abcTpakTHY
npripoay norepegHix MantoHKiB, 60 He HaCNiAYE *KOAHMX 3HANOMUX

dopm. PeanbHi cknagku, Wwo ix pparmeHTn BygHIKOB ManoBaB YaCTKOBO 3
HaTypWu, KiHeLlb KiHLeM yTBOPIOKTb LWopa3y HOBMIN abCTPaKTHUI ManioHOK,
roToBUiA Byab-AKOI MUTI NEPETBOPUTUCA Ha IHLUNIA | TAKUM YAHOM 3HULLNTK
cebe nonepefHbOro. Jluiie y YoTMPbOX MasloHKax MOXHa YABWTY nonif
CcKnafkaMm AKyCb NOCTaTb, AKY HEMOXMBO NO6aUNTL Ta HaBiTb ByTV NEBHUM,
UM € TaM BOHa.

AKLLO NPOCTEXNTN YBECb PALA MaNIOHKIB, AKI HABMUCHE NofaHi y KHXLi 6e3
»KOAHOro NepepuBaHHA Ta Nodiny Ha cepii, 6e3 »kogHoi emdasn nocepen
6e3nepepBHOCTI NepeniKy, Taka MOHOTOHHICTb Ja€ 3MOry NPoCsifKyBaTn
€[1IHY MOBY, AKOI byAHIKOB MOBWTb NPO Te, YOTO LUe He 3HaE, NPo Te,

WO 3'ABMIAETLCA MiXK peyamu i BUSHaYEHHAMM Y camiln cepeanHi MOBMW.

Came ManioBaHHA NPUMYLLYE Yac MPOCOYYBaTUCA Kpi3b NiHiil. ManioBaHHA
BynHikoBa — HEMOB NPOMOBAHHA, e CamMa MOBa CKEPOBYE C/I0Ba j0
BNacHOro 3BYKY. BOHO Take BinbHe i TouHe, WO HibU BigKpmBae came cebe. Ak
Ka3zaB [angerrep, «<MOBa MOBUTbY.

29

looked like meticulous multilayer transcriptions or multilayer spatial blueprints.
After focusing on concrete forms or topics, the artist decisively removes, time
and time again, all hints at anything concrete. Continuous drawing oscillating
between the real and the abstract (and back again) becomes an ultra-sensitive
tool for recording the finest or, indeed, the most dramatic shifts.

Chronologically speaking, a long procession of drawings is concluded with the
Folds series, created during the Line of Contact project in Kaniv. Budnikov seems
to “reintroduce” abstract elements to a defined form as folds treacherously flex
into recognizable shapes. Rumpled material, however, becomes a strikingly
pertinent metaphor for the dangerous shifting world that affords no safe shelter.
The roiling and shifting texture of baroque folds retains the abstract air of earlier
drawings in its refusal to imitate recognizable forms. The creases of real folds,
partly drawn from life, create a new abstract work each time, ever ready to
transform and thus to destroy their earlier incarnations. Only four drawings hint
at an unseen figure under the folds, yet even then a viewer cannot be certain
whether it's really there.

Following the monotonous trajectory of these drawings, deliberately published
without breaks, groupings into series or emphases that would interrupt the
open-ended list, a viewer is invited to explore the only language that Budnikov
uses to speak about the things that he doesn't yet know, about that which
appears within language between objects and their definitions. Drawing

forces time to seep through the lines. Drawing for Budnikov is like speech, with
language itself directing words towards their sound. It is so free and precise that
it discovers itself. As Heidegger had put it, “language speaks.”
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Ypa3 moi B3aeMUHM 3 KprMoMm i3 LapuHmu ¢isvkm nepenwnm ao
30HM ONTUKN. Takunin BOGHOYAC JOCTYMHUI | IPUPOAHUI Y CBOIN
JOCAXHOCTI NpoCTip panTom Bigganueca. HecnogisaHo Kpum ctas
JaneKkum, Ak y nepesepHyTomy 6iHokni. Haue 3a6opoHeHa 30Ha,
Haue Pai1, y AKoMy Tu LLOHO NepebyBaB, ane YOMyCb He MOXeLll
TYAW NOBEPHYTUCA.

330BHi OfMH | TON CamMuin NPOCTIpP 3i CKNagHO BNALUTOBAHOI,
BPa3nuBoi, KpMXKoi nogobu Pato pantoBo abcontoTHO
nepebyayBaBcs, nepectas 6yTH yni3HaBaHNM i CBOIM.

I3 TpupiyHOro BiKy A Npuni3ane go Kprumy perynapHo. He
BignounsaTtu, a came NMPOXMBATU ui WwopiyHi micaub-aBa-
Tpu. Kprm 6yB Mmoim Paem, MO€to MalicTepHeto, MOEIO CTanicTio,
YaCTMHOIO MeHe camoro.

MarnioHKM 6yno cTBopeHO y AnTi B3MKY Ta paHHbO BECHOI0
2013 poKy, piBHO 3a pik Nepep aHeKCi€lo. 3 TenepillHbOoT ANCTaHLi
A 3 6onem cnocrepirato, AK Lii MalOHKN HaNoBHUANCA HOBMU
3micTamu. «[lprMapHicTb» onisLA Ha Nanepi nepeTsopuna
peanbHi nen3axi Ha dpaHTomu. MapagoKcanbHYM YMHOM Yeprose
HabnVKeHHA | BOVBNAHHA B Neii3aXx, 3amMicTb AOAATU MalOHKaM
MaTepianbHOCTI, HaBNaKK, Liei Nen3ak BUCHaXMII0, NepeTBopuno
Ha Mapy, TymaH. YacTuHoo 306paKeHHs, KpiM Camoro nensaxy,
CTana AWCTaHLiA, AKa MepeTBOpMIa peanbHUiA NPOCTip Ha
HaniBCcTepTUI CMOMMH.

Binbynoca Hibw BigHIMaHHA peanbHOCTI. JIMWNANCA ManOHKW.

"3pobneHo B Kprmy"
Bonoaumup byaHikos. Kuis, 2014
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My relationship with Crimea had suddenly shifted from the
sphere of physics to the sphere of optics. The space that

was open and ordinary in its openness shrunk back. All of a
sudden, Crimea became distant, a landscape seen through
inverted binoculars. It is distant like all forbidden spaces, like a
paradise where you were but recently, yet can never revisit.

Outwardly unchanged, this ordered, vulnerable, brittle
paradise has molded into something unrecognizable and
alien.

| have visited Crimea regularly ever since | was three. Those
were not merely vacations: | LIVED there for a month, or two,
or three out of a year. Crimea was my paradise, my workshop,
my constancy, a part of me.

These drawings were made in Yalta in the winter and early
spring of 2013, a year sharp before the annexation. Much as
it pains me, | watch these drawings acquire new meanings
from the vantage point of the present. “Ghostly” pencil
tracings on paper turn real landscapes into phantoms.
Paradoxically, the closer you lean in to examine a landscape,
the more it is shelled of physicality: it frays until all that's left
is a ghost, a whiff of mist. Distance vies for space with the
landscape, turning real scenery into a fading memory.

What happened was a deduction of reality. Only drawings
remain.

"Made in Crimea"
Volodymyr Budnikov. Kyiv, 2016
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Y cepii «<baprkagn» KOHKpeTHi eneMeHTV 3 HA0UYHOI peanbHOCTI
A NepeTBOPIOBaB Ha rpadiuHi pUTMU: ToAi HaapaMaTUYHiLi
nogii y Kuesi 6ynm 4yopHo-6inmu, KOHTPaCTHUMU — obnaneHuii
LieHTp KneBa, YOPHWI UM, YOPHI cunyeTn Gaprikag Ta

KpUW>KaHi yTBOPEHHA Bifl BOAW, AKOIO NOAUBAIN Y MOPO3
NpOTeCTYBaNbHUKIB, Ha [PyLIeBCbKOro. Buguma peanbHicTb HiGn
cama KapbyBana yac, po3pisana foro Ha «Ao» i «micns».

Bonogumup bygHikos
"BHyTpiwHa ictopia’, Kuis — KaHis - Kuis, 2015-2016

I turned concrete elements of the observable reality into graphic
rhythms in the Barricades series. The most dramatic events in

Kyiv were seen in high-contrast blackand-white: the charred
downtown, black smoke, looming black barricades and ice
growths on Hrushevskoho Street after the police had doused the
protesters with water in subfreezing temperatures. Observable
reality, it seemed, minted time, cutting it into a before and an after.

Volodymyr Budnikov
"History within", Kyiv — Kaniv - Kyiv, 2015-2016
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Moi abCTpaKTHI ManioHKK — CBOEPIAHMI aHaNor NPUCKINANBOro,
6e3mnocepesHbOro Ta Jiy»e TOYHOrO MajlloBaHHA 3 HaTypu.

fl 3aHOTOBYIO 6€311iu peyeit, AKi MOXyTb 6yTY BifaaneHmy abo
NPUMAPHVIMK, afe piu y ToMy, Lo B MaJIOHKY A He NoTpebyto
ZleTaJibHO po3AnBUTUCA 306paxyBaHe. Manip — Ha3BUYaNHO
TOHKWI Ta iIHTUMHWIA NOCepefjHNK — fo3BONAE GikCyBaTH BCe

B TOYHOCTI, IKa He NoTpebye 3anBuUX iHTepnpeTauii. i npocTo
pOo3MiLLyto Ha nanepi BifbuTKn 6aueHoro, iHoAi LbOro JOCTaTHbLO,
iHOZi fOBOAMTLCA HEMOBOU HaKNaaaTy 6aueHe Wap 3a LWapom.
ManepoBsa NAOLWMHA CTa€ YNMOCH Ha KLUTaNT PEHTreHiBCbKOT
nniBKy, fie Pi3HOT rMMOMHK Ta BilJaneHoCTi peyi HaknagaloTbCs
Of1Ha Ha OAHY, YTBOPIOOUM NNACKNIA MaIlOHOK.

IHKONM Taka po60Ta YMMOCh BHYTPILLHBO CXOXa Ha npoLiec
nepeKkpecsieHb Ta BUMpPaBieHb Yy pyKonuci. To6To KoXKeH MaslloHOK
MiCTWTb YCi CBOT BapiaHT\ ofpa3y — Bifj NepLIOro 40 OCTaHHLOrO.
Lle Hi6bu po3mipkoByBaHHA 6e3nocepeHbO Ha Nanepi, pesynbrat
AKOro HauebTo 3arnMbnioe OKo BcepeamnHy.

Bonoanmup byaHikos
Kuis, 2015

My abstract drawings are, in a way, analogous to fastidious,
unmediated, meticulously precise drawings from nature.

I jot down many objects that might be distant or illusory,
but the thing is, | don't need to scrupulously examine
them. Paper, a subtle and astute intermediary, allows for
precision that brooks no excessive interpretations. | just
place reflections of what I've seen on paper: sometimes
that suffices, and sometimes | have to lay them on layer
by careful layer. The plain of paper becomes something
not altogether dissimilar from an X-ray film, where objects
existing at varying distances and depths are overlaid to fit
a flat image.

Deep down, work of the sort is evocative of editing

a manuscript, excising and correcting mistakes. Each
drawing, that is, contains all versions at once, first to last.
In a way, it's a meditation unfolding directly on paper. Its
result draws in the eye.

Volodymyr Budnikov
Kyiv, 2015
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Baratbom noTpibHa fonomora y BUrNAAi BMi3HaBaHHA 3a
NPUHLMMIOM 30BHILWWHbOI MOAi6HOCTI. T MOXeLl onepyBaTu
30BHILLHbOIO NOAIGHICTIO OAHIET pevi Ao iHWOT xiba wWwo 3agnA
PO3MOBU NPO LWOCh TPETE, 30BCiM iHLWe. CNpAMYBaHHA A0 TaKMX
CXOXOCTEN MOXe BYTN IHCTPYMEHTOM UM, KpaLle, XOA0M, Yepes
AKWI peyi NOUMHAIOTb PyXaTUCA, BUXOAUTU A0 HAC, CTaBaTh Ha
AKUNCb Yac BUANMUMN. B «YKpuUTTi» A 3BepHYB yBary, Lo aTOMHUI
BNOYX NOAiIGHNI 1O PO3NIOroi KPOHW AepeBa abo A0 NapacosbKy,
AKa PATYE Bif HEroAw, ane MO€EL MeTolo Byo 30BCiM iHLWwe. [lexto
3ayBaMB, LLO TOA| Y CBOIX MipKyBaHHSX A Bii3HaunB YopHOOWIb,
i, Xoua A 30BCiM He MaB HiYOro Takoro Ha yBasi, y NoAibHMX fyMKax
6yna pewmua npasau.

Be3nepeyHo, icToprnuHO came YOpHObUIbCbKA KaTacTpoda
BU3HaUM/IA «NOYATOK KiHLA» into3ii 6e3neyHoro icHyBaHHs. Y

CBOIl MUHYOPIYHIN cepii A HacnpaBAi Po3rnafas Taki pevi, AK
6e3neyHnin CBIT, i Take MicLie, AKEe MOXKHa PO3Mi3HaTK AK NPUXUCTOK
Ta yKpuTTA. MeHe UikaBunu HaBiTb He peuyi cami no cobi, a
MOXNUBICTb iX iCHyBaHHA. BuxoguTb, WO TON rnaaay, AKAN BXONWB
nocnixom fuile 3Haome Ta nobir i3 LM 3HaomMnm Ao cebe,
BTPaTMB BOAHOYAC | 3HANOME, 1 FONIOBHe.

Bonoaumup byaHikos, “Ykputta”
i3 po3moswu 3 Bnagoto Panko, KaHis - Kuis, 2014-2015

Many need the comfort of recognition based on visual
similarities. You may evoke visual similarities between

two objects exclusively in order to discuss something else
entirely. Manipulating such similarities may become a tool,
or, better yet, a course that sets things in motion, leads
them out to us and makes them visible, if only for a short
while. In Shelter, I put a nuclear mushroom’s similarity to
a tree crown or an umbrella on centre stage, but that was
beside the point. Some pointed out that I've touched on
Chernobyl in my meditations, but, even if | meant nothing
of the sort, there was something to that rationale. There's
little doubt that, historically,

it's the Chernobyl catastrophe that marks “the beginning
of an end” of the illusion of safety. In the last year's series,
| focused on the safe world and spaces that may be
recognized as shelters. | was interested not so much in
things as such but rather in the preconditions of their
existence. This implies that a viewer who rushed past the
paintings, with his glance grasping only the familiar, lost
both the familiar and the essential.

Volodymyr Budnikov, “Shelter”
from conversation with Vlada Ralko, Kaniv - Kyiv, 2014-2015
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Mig Yac 306pakeHHs KOHKPETHYX peyeit A Hib HaHOBO
BiAOYAOBYIO CTPYKTYpPY 306paxyBaHOro, pobnsum came
300payBaHe BKpaii ApyropagHuM. Konv 8 mantoBaB BUOYXM, MeHi
Hacnpasgi 6yno Maiixe baipyxe — um Le AepeBa, um Le Bubyxu,
yu Lie NPOCTO AVBHI MiHNUBI popmu. MeHi BUAAETbCA BaXKNBIM
ouMLLEeHHA PobOTK Bif CIOXKETY. Al MOXY 3aCTOCYBaT/ CIOXKET

niLe y poni raKka, 3a AKUIA BUTAralo rofloBHe, abo AK Kapkac, Ha
AKOMY Al PO3MilLlyt0 FOfIOBHE — B 060X BUMaAKaXx CIOXKeT CTa€ Hibn
HeBMAMMUM, NOTO YCYHYTO Bifi FO/IOBYBaHHS — A HANONAralo Ha
10ro yCyBaHHi.

Bonoanmup byaHikos
“BHyTpilHA icTopia’, Kuis — Karis - Kuis, 2015-2016

By representing concrete things, | recreate their
structure, making the signified a secondary
matter. When | drew mushroom clouds, | didn't
much care whether they were trees, explosions
or strange forms in flux. | think stripping works
of a plot is of utmost importance. I may use
plots as a hook to fish out the essence, or as
scaffolding to prop it up: either way, the plot is
rendered invisible, it no longer plays the leading
role. l insist on setting it aside.

Volodymyr Budnikov
“History within”, Kyiv - Kaniv - Kyiv, 2015-2016
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Ane AK po3pi3HNTK peui, AKi 3ananiotoTb Hac? KOHKpeTHI peui yepes
CBO edeKTHICTb YaCOM CMOTBOPIOKOTL CYTHICTb abCTpaKTHOrO.
CioxeT BifiBOniKae, 0cobnuBo nig yac 6ypemHuix nogiin. fl siguysas
BENIMYE3HWI PU3UK BTPATUTU CYTHICTb TOTO, LLO BiAbyBanocs,
yepes 3axBaT 30BHILLHIM, BUAMMUM. Konu A 3BepTaBCa Jo peyel,
LLI0 MOXHa Yni3HaTw, Al y CBOiX poboTax Haue nepemias ix y
nnowWyrHy abCTpakTHOro WAXOM 6araTopa3oBoi iHTeprpeTauii
ofHi€el 06paHoi popmMu y cepifix MantoHKiB. MofibHUM YNHOM YacoM
A 06MpaB KUTaNCbKy Basy, WO CTOITb YA0Ma, YaCOM — MapacosibKy
AAepHOro BMOYXy, Yacom — nen3sax. MeHi HeobxigHO aekonu

Haue «3anuBaTu» abcTpakTHE A0 POPMU AK 0 NEBHUX KOPAOHIB,
abv 3po3yMiTI KOPAOHM peyeli NMo3a ix NoBepPXHEBUM 3MICTOM,

AK HeACHe, abcTpakTHe. Hanpuknag, y cepii pUCYHKIB i3 NpoeKkTy
«YKPUTTA», Ha AKUX MOXHa YNi3HaTV aTOMHUIA BUGYX, MOBOIO LIX
306pakeHb s rOBOPUB 30BCiM NPO iHLLe.

Bonoaumup byaHikos
“ BHyTpiwHs icTopia’, Knis — KaHis - Kuis, 2015-2016

But how do we recognize which things galvanize us? The
flamboyancy of concrete things may conceal the abstract
essence. Plot is a distraction, especially during turmoil. | felt
that we risked misunderstanding the events completely by
paying too much heed to the external, to the visible. When

| turned to recognizable things, | grounded them in the

plain of the abstract by offering multiple interpretations of

a chosen form — now a Chinese vase from my place, now a
nuclear mushroom cloud, now a landscape — in a series of
drawings. To grasp the ambiguous abstract boundaries of
things beyond their superficial meanings, | sometimes need
to “pour” abstraction into a form. For example, drawings from
the Shelter series feature a form that may be recognized as a
mushroom cloud, but I said other things through the medium
of these images.

Volodymyr Budnikov
“History within”, Kyiv — Kaniv - Kyiv, 2015-2016
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Konw Bce, Wwo 6yno 3HailoMUM i nepeBipeHrM JOCi, MPUMNUHAE
npawloBaTi Ta XX0fjHa 3 MOB He roanTbcs, byaHiKoB nosepTae
pewTKy peyelt Ao NOYaTKOBUX popM. XpecTu, Kona i oBanu Ha
OKPEMUX MalOHKaX MOCTaloTb YNMOCh Ha KIUTaNT MariyHuX fiH3
Y anxiMiyHUX peTopT, Ae 3HaroMi popmMu NepennaBnATbCA

Ha HoBi. Konn mapHo cnofisatuca BigHanTv 6yab-Aki 3HaKkn abo
3BICTKU cepep BUAUMOro, Ha MaJlloHKaXx 3iTKHEHHS Ta KaTacTpoda
nepexoaaTb A0 iHLWOT AKOCTI, PO3PIAXYIOTbCA, NepennaBAloTbCA
Ha HeACHi 3apOKK, Ha TaKe, Lo HEMOXIIMBO BNi3HATK O KiHUA.
[lekonu B 0Bani MOXHa pPo3rneaiTm pucu AKNXOChb nensaxy,
cunyeTy abo CLEHW, AKi BXe Y HaCTYMHMX MaslloHKax nprpeyeHi
PO3KNACTUCA Ha iHLWIi HaniB3HalOMi, HaniBabCTPAKTHI enemeHTH,
NOTiM 3HOBY MOEAHATUCA 1 NEPEPOJUTUCA HA LWOCb HOBeE.
LLlovHO yni3HaHi popMM NOYMHAIOTb PO3KNaAaTUCA UM BTIKaTH
Bifl pO3ni3HaHHA. 306pa)KeHHA Ha apKyLLax nanepy Hibu
PO3MOB3a€ETbCA Ha OKPEMi MAAMM, AKI HIYOTO He 306paXxytoTb
KOHKpPETHO, 6a TiNbKM HaTAKaloTb.

Bnapa Panko
“BcepepnuHi vacy’, Knis, 2016

When all true and tried forms fail and none of the known
languages apply, Budnikov restores the remains of

things to their archetypal forms. Crosses, circles or ovals
on certain drawings are presented as magical lenses

or alchemist’s crucibles that smelt familiar forms into
something new. Once no sign or symbol can be discerned
among the visible objects on a drawing, collisions and
cataclysms reach a new stage, melting and smelting
forms into vague nuclei that cannot be fully recognized.
An oval may give up a glimpse of a landscape, silhouette
or scene that devolve into other, halffamiliar and half-
abstract elements in the very next drawing, to reconfigure
and reinvent themselves as something new. The forms
that were familiar not a moment ago start to dissolve,
escaping recognition. Images on sheets of paper seem to
unravel into blots that hint without representing anything
in particular.

Vlada Ralko
“Within Time”, Kyiv, 2016
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[1Bi Temu, 4O AKNX XYAOXKHUK NMOBEPTAETHCA NOCTIMHO, — Lie HEMOB
[iBa TPaHCLIEHEHTHUX YTiNeHHA AOMIBKM ab0, K 3a3HauMB Cam
ABTOP Y CBOEMY TEKCTi MPO Cepito KPUMCbKIX PUCYHKIB, «pato» —
Kpum i ceno. O6pa3 060x micLib No6yf0BaHMIn Ha NeBHIN iael
BigfaneHocTi, AucTaHLii Big 6yeHHOro XUTTA — Taknx cobi MicLb
ANA NepioAnYHOI BTeui f0 KPaLLoro CBiTY, Aie, OAHAK, 3 Pi3HUX
NPUYKH HEMOXNMBO ByTy NocTinHO. OTxe, 061ABI MicLUMHN
nepebyBatoTb Yy CBIiTi aBTOpa HibU No3a peanbHUM YacoMm, AieCb, Ha

YMOBHIl BifiCTaHi, ane y cTaHi NeBHOI 3aCTUINOCTi, HEAOTOPKAHOCTI.

MarnioHKM i3 306paxeHHAMN KpuMy Ta cena — Lie ax Hifik He
Ma’toHKM 3 HaTypW, HATOMICTb KOXKEH 3 HIX 306pakye neBHUI
Kpaeauga, 0cobnnBo 6nm3bKmin aBTopoBi. Ha pisHWx eTanax yacy
KPWUMCbKI i CinbCbKi nei3axi BunpomiHiooTb y byaHikoBa abo
3aCTUIMNIA NO3a4acoBUiA CNOKIN, abo eHeprilo KaTacTpodu,
Hebe3neku Ta pyiHauii.

Bnapa Panko
“BcepepuHi yacy’, Knis, 2016
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Crimea and the village — the two motifs that the artist often
returns to — represent two transcendental images of home,
or, as the artist himself had put it in his essay on the Crimean
drawings, of "paradise.” The imagery of both these places is
underpinned by the notion of their isolation and distance
from the quotidian life: they might offer a temporary

retreat in a better world, but, for a number of reasons,

they do not offer permanent shelter. Both, then, occupy a
space outside real time in the artist's world: distant, frozen,
inviolable. Neither Crimean nor village scenery was drawn
from life, but they represent certain landscapes that were
especially important for the artist. At different stages in time,
Budnikov's Crimean and village landscapes can emanate
either frozen timeless serenity or cataclysmic, threatening,
destructive energy.

Vlada Ralko
"Within Time", Kyiv, 2016
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Bonoavmup ByaHiIKOB Ha3MBaE CBOi po6OTU «[OKYMEHTaMW», ane
LOOKyMeHTamy 4oro? TOYHO He TOro, WO BifbyBa€ETbCA Y 30BHiLLHil
peanbHocTi. Mloro «gokymeHTU» — Lie dpikcalia fyxe 0cobuctoro
eCTEeTNYHOTrO JOCBiAY, AKWI BYB, € | 3aNULLINTLCA Yy TTEBUM
nepexnBaHHAM AiNCHOCTI. Y TOUKax NikoBMX NPO3PiHb eCTETUYHUN
[OCBi NepeTBOPIOETHCA HAa MICTUYHMNA.

BikTopisa bypnaka
"MonidoHiuHi 06pa3n Bonogumupa byaHikosa', Kuis, 2016

Volodymyr Budnikov describes his works as “documents,”
but what is it that they document? It's hardly the outside
reality. His “"documents” record a highly personal inner
aesthetic life that was, is, and will forever remain a sensory
experience of reality. In its key epiphanies, this aesthetic
experience transcends into the realm of the mystical.

Viktoria Burlaka
"Volodymyr Budnikov's Polyphonic Images", Kyiv, 2016
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Po3srnapatouy ManioHKu, TOuHille — fyXKe pi3Hi i1 3a TeXHiKolo,

11 3a MaHepol, i 3a BiguyTTAMM rpadiuHi o6pasm Bonogumupa
BynHikoBa, po3ymieLL, o, HaneBHO, TaKNiA BUMMAL Ma€ MUTTIHHA
TiHEl Ha CTiHaxX NNaTOHIBCbKOI Neyepw. Jlerki, HeBaromi,
npuMapHi 06pasu NepeHoCATb Hac i3 AiINCHOCTI B COH HaABy. BoHu
OHOYACHO peanbHi 1 He peanbHi. Mo3HayeHi NapagoKcanbHO
iHTeHLji€to, po3prBOM. 3 0AHOrO BOKY, Lie YMCTiCiHbKa into3is,

ane X into3is i € pyHaaMeHTanbHOI0 PeasnbHICTIO CbOrOfEHHS.
«DiKTBHI MOAeni HeicHylOUOT peanbHOCTI», — Take KpeAo TBOpLiB
cyyacHoi obpasHocTi cpopmyntoBaB lepxapp Pixtep. binbLe Toro,
CTaTh «PIKTMBHOI MOAENTIO» — Lie LoNs 06pa3iB CbOrofHi. BoHu
BifobpaxatoTb abo Te, YOro AocCi HemMag, abo Te, YOro BXKe HEMAE,
TO6TO iX CyyacHiCTb TeX € MapafoKcanbHO, PO36iXKHOL 3 TUM, L0
BiOyBaETbCA.

BikTopia bypnaka
“TMonipoHiuHi obpasn Bonogumupa byaHikosa’, Kuis, 2016

As | peruse VolodymyrBudnikov's drawings, or, to be more
precise, his graphic images in various techniques, styles and
moods, | realize that this is what the dance of shadows on the
wall of Plato’s cave must have looked like. Light airy spectral
swaying images draw us away from reality into a lucid dream.
They are both real and not, marked by a paradoxical intention or
a schism. On the one hand, this is an illusion, pure and simple,
but illusions represent the fundamental reality of the present
day. Gerhard Richter had summarized the creed of contemporary
imagery as “fictive models of a nonexistent reality.” Moreover,
images are doomed to become “fictive models.” They reflect
the things that either don't exist yet or don't exist anymore, that
is, their present stage is paradoxical in its disconnect from the
unfolding events.

Viktoria Burlaka
“VolodymyrBudnikov's Polyphonic Images”, Kyiv, 2016
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[ins pob6iT i3 parmeHTamu cknafok 6yno B3ATO 3a B3ipeLb
6apOKOBI CKNaAKK, ie NNOLLMHA TKAaHVHW He € NOCNIAOBHUKOM
aHi Tina, aHi apxiTeKTypHUX popm. Ha BigmiHy Bif 3aTpUMaHHA
yacy abo «CTOAHHA Yacy» Y «CKNnagKax 4yacy», npo ki roBopms
Mepab Mamappalusini y cBoix «becigax npo MUCHEHHS»,
6apoKOBa TKaHVHa Hibu cama no cobi, 6e3 BNANBY CTOPOHHBOTO
BOMIHHA, CTa€ flybana i BUKNAAE, BUTPYLLYE 3i CBOIX CKNAZOK vac,
110 3acTosBCA Tam. OKpiM Toro, 6apoKOBa TKaHMHa NOCTINHO B
pyci Ta BECb Yac 3MiHI0E CBOO KOHOIrypaLiito, opmytoum wocb
Ha 3pa3oK eK3anbToBaHOro naHawadTy i3 6esnivuio KombiHaLin
po3mexyBanbHWX NiHiii. Liei naHawadT nepebyBac y cTaHi
6e3nepepBHOro GopMyBaHHH, LLO HE JINLLIAE XOQHOTO LWAHCY
60pal KyTKY TKaHUHW 3aNMLINTUCA Y CMOKOT.

Jlnwe y 4oTUPLOX BENIMKNX MaOHKaXx, Ha BiAMIHY Big pewutn,
CKNagKu rotuuHi, 3acturii. O6bpaHuil NopaRoK NiHil y HX YiTKO
3adikcoBaHO, HEMOB CaMa TKaHMHa parnToM CKam’'saHina.

Bonoaunmup byaHikos, Bnaga Panko
"liHia po3mexyBaHHsA'", KaHis, 2016
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These works were inspired by baroque folds, the
expanse of cloth that follows neither a body nor
architectural forms. Unlike suspended or “stoppered”
time in “temporal folds” described by Merab
Mamardashvili in his Talks on Thinking, baroque cloth
appears to exist in isolation, uninfluenced by the will of
others. It rises up and casts or shakes out time that got
caught in its folds. Besides, baroque cloth is always in
movement, changing configuration and folding into
something akin to an exulted landscape with endless
combinations of contact lines. This is a landscape in
continuous creation; cloth is not given a chance to linger
in peace.

Four large drawings stand out against: the folds in them
are petrified, gothic. The selected order of lines is frozen
in its proper place, as if the cloth has turned to stone.

Volodymyr Budnikov, Vlada Ralko
"Contact line", Kaniv, 2016
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XPOHONOFYHO BUILLNO TaK, L0 AOBra Yepra MantoHKiB
3aBepuyeTbcA cepieto «Cknagok», Hap AKOI XYAOXKHUK NpaLioBaB
y pamkax npoekTy «JliHia po3amexxyBaHHA» B KaHeBi. byaHikos

HibW 3HOBY «3aBOANTb» aBCTPAKTHI eNeMeHTH BCepearHY NeBHOT
bopmm, Konu cknagKku NigCcTynHo HabyBaloTb 3HAOMIX 06PUCIB.
Ane 3i6raHa TKaHVHa TyT CTajla HEIMOBIPHO TOYHO MeTadOPOLO
Hebe3MeyHOoro CBITY, L0 3MIHIOETHCA | HE MAE KOLHOTO NMPUXMCTKY,
AKUIA MAE LWaHC IMWKUTICA Y CMOKOi Ta 6e3neui. BogHouac
36ypKeHa 1 MiHIMBa CTPYKTypa 6apoKoBUX CKNapok 36epirae
abCcTpaKkTHY NprpoAy nonepepHix ManioHKiB, 60 He Hacnifye
MOOHUX 3HanoMUx popm. PeanbHi cknakm, Lo ix dparmeHTU
byaHiKoB ManioBaB YaCTKOBO 3 HaTYpW, KiHeLlb KiHLieM yTBOPIOIOTb
LLlopasy HOBUIA abCTPAKTHWI MalOHOK, FOTOBUIA Byab-AKOT

MUTi NePeTBOPUTUCSA Ha iHLWIWIA | TaKUM YMHOM 3HULLUTK cebe
nonepefHbOro. Jlnie y YoTMpbox MantoHKax MOXHa yABUTY NOMig
CKNnagKamu AKYCb NOCTaTh, AKY HEMOXIMBO NobaunTm Ta HaBiTb
6YyTV NMEBHUM, UM € TaM BOHa.

Bnapa Panko
“BcepepuHi yacy’, Knis, 2016

Chronologically speaking, a long procession

of drawings is concluded with the Folds series,
created during the Line of Contact project in Kaniv.
Budnikov seems to reintroduce” abstract elements
to a defined form as folds treacherously flex into
recognizable shapes. Rumpled material, however,
becomes a strikingly pertinent metaphor for the
dangerous shifting world that affords no safe
shelter. The roiling and shifting texture of baroque
folds retains the abstract air of earlier drawings in its
refusal to imitate recognizable forms. The creases
of real folds, partly drawn from life, create a new
abstract work each time, ever ready to transform
and thus to destroy their earlier incarnations. Only
four drawings hint at an unseen figure under the
folds, yet even then a viewer cannot be certain
whether it's really there.

Vlada Ralko
“Within Time”, Kyiv, 2016
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32-35
37

41-57

59
60
61
62
63
65

66-81

82-83
84
85
87
89
20
91
92
93
9
95
9
97
98
99

100
101
102
103
104
105
106
107
108
109
110
m
112
113
115

116-121

122-123

124
125
126

Mepenik manoHKiB

Kpum. ApxiB
32 manioHKuK, 2013, 60x84, Tywl, akpwn Ha nanepi
2013, 60x84, akpun Ha nanepi

ManioHkn 2013-2016

3po6neHo B Kpumy, 17 mantoHkis, 2013, 60x84,
oniselpb Ha nanepi

2013, 200x120, KynbkoBa py4ka Ha nanepi
2013, 200x120, oniseub Ha nanepi

2013, 200x120, KynbKkoBa pyuka Ha nanepi
2014, 200x120, oniseLb Ha nanepi

2014, 200x120, oniseub Ha nanepi

2014, 60x84, Tyw Ha nanepi

bapukaga
15 manioHkis, 2014, 84x60, 60x84, Tyl Ha nanepi

T.I.

2014, 120x150, oniseLb Ha nanepi

2014, 200x150, Ty, oniseLb Ha nanepi

2014, 200x150, Ty, oniseLb Ha nanepi

2014, 220x150, Tyw, oniBeLb Ha nanepi

2014, 200x150, akpun Ha nanepi

2014, 200x150, akpun Ha nanepi

2014, 200x150, akpun Ha nanepi

2014, 200x150, akpun Ha nanepi

2014, 220x150, Ty, oniseLb Ha nanepi

2014, 250x120, TyL, oniseLb, akpwn Ha nanepi
2014, 250x120, Ty, oniBeLb, akpwn Ha nanepi
2014, 200x150, Ty, oniseLb Ha nanepi

2014, 280x150, TyL, oniseLb Ha nanepi

2014, 250x120, Ty, oniBeLb, akpwn Ha nanepi
2014, 250x120, Ty, onieeLb, akpwn Ha nanepi
2014, 200x120, coyc Ha nanepi

2014, 200x120, coyc Ha nanepi

2014, 200x150, oniseLb, coyc Ha nanepi

2014, 200x150, oniseLb, COyc, TyW Ha nanepi
2014, 200x150, oniseLb, cOyc Ha nanepi

2014, 200x150, oniseLb, coOyc Ha nanepi

2014, 200x150, oniseLb, Tyw Ha nanepi

2014, 200x150, oniseLb, Tyw Ha nanepi

2014, 250%120, oniseLb, Ty Ha nanepi

2014, 250x120, oniseLb, Tyw Ha nanepi

2014, 250x150, oniseLb, Tyw Ha nanepi

2014, 250x120, Ty, coyc Ha nanepi

2014, 200x150, oniseLb, TyLl, COyC Ha nanepi
2014, 200x120, Ty, coyc Ha nanepi

2014, 145x120, Tyw, Ha nanepi

Mpuxuncrok noera

6 manioHkis, 2014, 200x120, Ty, akpun, oniseLb
Ha nanepi

2 mantoHkK, 2014, 42x29,7, KynbKoBa pyyka Ha
nanepi

YKkputTa

2015, 200x120, oniseLb, Tyw Ha nanepi
2015, 200x120, oniseLb, Tyw Ha nanepi
2015, 21x29,7, KynbKoBa pyyKa Ha nanepi

127
130-131
132
133
134
135
136
137
138
139
140
141
142
143-151

152
153
156-163
165-171

172
173
174
175
176-181
182
183
184
185
186
187
188
189

191
193
195
196

197
198
199
200
201
202-205
206-210

211
213
215-228

229
231
232-241
243
244
245
246-247

2015, 30x120, KynbKoBa pyyKa Ha nanepi
2015, 29,7x42, KynbKoBa pyyKka Ha nanepi
2015, 42x29,7, KynbKoBa pyyKa Ha nanepi
2015, 42x29,7, KynbKoBa pyyKa Ha nanepi
2015, 29,7x21, KynbKoBa pyyKka Ha nanepi
2015, 29,7x21, oniseLp Ha nanepi

2015, 29,7x21, mapkep Ha nanepi

2015, 29,7x21, mapkep Ha nanepi

2015, 29,7x21, oniseLp Ha nanepi

2015, 29,7x21, oniseLp Ha nanepi

2015, 29,7x21, mapkep Ha nanepi

2015, 29,7x21, Tyw, mapKep Ha nanepi
2015, 29,7x21, Tyw, mapKep Ha nanepi

9 mantoHkiB, 2015, 29,7x21, KynbKoBa pyuKa,
oniselb, MapKkep Ha nanepi

2015, 200x120, oniBeub Ha nanepi
2015, 200x120, oniseLb Ha nanepi
8 mantoHkiB, 2015, 60x84, akpwn Ha nanepi

6 MantoHkiB, 2015, 200x120, akpwun, oniBeLb Ha
nanepi

HaTtiopmopt

2015, 84x60, Tyww, akpun Ha nanepi

2015, 84x60, Tyww, akpui Ha nanepi

2015, 84x60, Tyww, oniBeLb, akpun Ha nanepi
2015, 84x60, Tyww, akpui Ha nanepi

6 mantoHkiB, 2015, 60x84, Ty, akpu Ha nanepi
2015, 84x60, Tyww, oniseLb Ha nanepi

2015, 84x60, Tyww, oniseLb Ha nanepi

2015, 84x60, Tyw Ha nanepi

2015, 84x60, Ty, coyc Ha nanepi

2015, 84x60, Tyw Ha nanepi

2015, 84x60, Ty, coyc, oniBeub Ha nanepi
2015, 84x60, Tyww, oniseLb Ha nanepi

2015, 84x60, TyL, KONbOPOBWI ONiBeLb Ha
nanepi

2015, 84x60, Tyww, akpun Ha nanepi
2015, 84x60, Tyww, oniseub Ha nanepi
2015, 84x60, Tyww, oniBeub Ha nanepi

2015, 84x60, Ty, KONLOPOBWUIA ONliBELb Ha
nanepi

2015, 84x60, Tyww, oniseLb Ha nanepi

2015, 84x60, KynbkoBa py4yka Ha nanepi

2015, 84x60, oniseLib Ha nanepi

2015, 60x84, oniseub Ha nanepi

2015, 60x84, oniseLb Ha nanepi

4 manioHKuK, 2015, 60x84, Tyw, oniseLb Ha nanepi

5 ManioHkis, 2015, 60x84, TyLu, KONbOPOBUI
oniselb Ha nanepi

2015, 60x84, Tyww, akpun Ha nanepi
2015, 84x60, Tyww, oniBeLb, akpun Ha nanepi

11 mantoHkis, 2015, 60x84, Tyw, oniseLb Ha
nanepi

2015, 60x84, oniseLb Ha nanepi

2015, 60x84, oniseLb Ha nanepi

9 manioHKis, 2015, 60x84, TyLw, oniseLb Ha nanepi
2015, 84x60, Tyww, akBapenb, ofliBeLb Ha nanepi
2015, 60x84, coyc Ha nanepi

2015, 60x84, Ty, oniseub Ha nanepi

2015, 60x84, Tyww, oniBeLb Ha nanepi
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248
249
250
251
252-257
258-267

268-281
283
284-285
286-287
288-311
313

314
315
316
317
318
319
321
323
325
326
327
328
329
330
331
332
333
334
335
336-339

340
341
342-345
347
349

350

351
352
353
354
355
356
357

358-369

370-383

384-387

Ceno

2015, 60x84, oniseLb Ha nanepi

2015, 60x84, oniseub Ha nanepi

2015, 60x84, Ty, oniseLb Ha nanepi

2015, 60x84, Tyww, oniBeub Ha nanepi

6 MantoHKiB, 2013, 60x84, oniseub Ha nanepi

10 mantoHkiB, 2013, 60x84, Konboposuii oniseLb
Ha nanepi

14 manioHkis, 2013, 60x84, oniBeLb Ha nanepi
2015, 60x84, TyL, oniseLb Ha nanepi

2015, 60x84, Tyw, Ha nanepi

2015, 60x84, Tyww, akpun Ha nanepi

22 mantoHKK, 2015, 60x84, TyLu, akpun Ha nanepi

2015, 60x84, oniseub, TyLL, akpun Ha nanepi

A6cTpaKkTHe

2015, 200x150, oniBewb, akpwn Ha nanepi
2015, 200x150, oniseLb, akpui Ha nanepi
2015, 70x100, Tyw Ha nanepi

2015, 70x100, Tyw, akpun Ha nanepi
2015, 70x100, Tyw, akpwn Ha nanepi
2015, 70x100, TyL, akpui, COyc Ha nanepi
2015, 70x100, Tyw Ha nanepi

2016, 125x120, akpwn, coyc Ha nanepi
2016, 120x142, akpwun, coyc Ha nanepi
2016, 120x142, akpwn, coyc Ha nanepi
2016, 120x120, akpwn Ha nanepi

2016, 120x120, akpwn Ha nanepi

2016, 125x120, akpwn Ha nanepi

2016, 175x120, akpun Ha nanepi

2016, 175x120, akpwn Ha nanepi

2016, 200x120, Tyw, oniseLb Ha nanepi
2016, 200x120, Tyw, oniseLib, COyC Ha nanepi
2016, 200x120, akpwun, coyc Ha nanepi
2016, 110x73, akpun, coyc Ha nanepi

4 manioHku, 2016, 200x120, akpun, COoyc Ha
nanepi

2016, 160x84, akpwn Ha nanepi
2016, 160x84, akpwn Ha nanepi
4 manioHkw, 2016, 250x120, coyc Ha nanepi
2016, 160x120, coyc Ha nanepi

2016, 200x150, oniBeLpb, KONbOPOBUIA ONiBELb
Ha nanepi

2016, 200x150, oniBeLb, KONbOPOBUIA ONiBELb
Ha nanepi

2016, 200x150, oniBeub Ha nanepi
2016, 190x120, coyc Ha nanepi
2016, 190x120, coyc Ha nanepi
2016, 160x120, akpwn Ha nanepi
2016, 160x120, akpwn Ha nanepi
2016, 125x120, akpwn Ha nanepi
2016, 160x120, akpwn Ha nanepi

Cknagku

10 mantoHKis, 2016, 60x84, akpwn, oniseLib, COyc
Ha nanepi

10 mantoHKiB, 2016,120x120, oniseLb, COyC Ha
nanepi

4 manioHkw, 2016,200x120, oniseLib, COyc, akpun
Ha nanepi

32-35
37

41-57

59
60
61
62
63
65

66-81

82-83
84
85
87
89
20
91
92
93
94
95
96
97
98
99

100
101
102
103
104
105
106
107
108
109
110
1m
112
13
115

116-121

122-123

124
125
126

List of Drawings

Crimea. Records
32 drawings, 2013, 60x84, ink, acrylic on paper
2013, 60x84, acrylic on paper

Drawings 2013-2016

Made in Crimea, 17 drawings, 2013, 60x84,
pencil on paper

2013, 200x120, ballpoint pen on paper
2013, 200x120, pencil on paper

2013, 60x84, ballpoint pen on paper
2014, 200x120, pencil on paper

2014, 200x120, pencil on paper

2014, 60x84, ink on paper

Barricade
15 drawings, 2014, 84x60, 60x84, ink on paper

T.H.

2014, 120x150, pencil on paper

2014, 200x150, ink, pencil on paper

2014, 200x150, ink, pencil on paper

2014, 220x150, ink, pencil on paper

2014, 200x150, acrylic on paper

2014, 200x150, acrylic on paper

2014, 200x150, acrylic on paper

2014, 200x150, acrylic on paper

2014, 220x150, ink, pencil on paper

2014, 250x120, ink, pencil, acrylic on paper
2014, 250x120, ink, pencil, acrylic on paper
2014, 200x120, ink, pencil on paper

2014, 280x150, ink, pencil on paper

2014, 250x120, ink, pencil, acrylic on paper
2014, 250x120, ink, pencil, acrylic on paper
2014, 200x120, sause on paper

2014, 200x120, sause on paper

2014, 200x150, pencil, sause on paper
2014, 200x150, pencil, sause, ink on paper
2014, 200x150, pencil, sause on paper
2014, 200x150, pencil, sause on paper
2014, 200x150, pencil, ink on paper

2014, 200x150, pencil, ink on paper

2014, 250x120, pencil, ink on paper

2014, 250x120, pencil, ink on paper

2014, 250x150, pencil, ink on paper

2014, 250x120, ink, sause on paper

2014, 200x150, pencil, ink, sause on paper
2014, 200x120, ink, sause on paper

2014, 145x120, ink, on paper

Poet's Refuge

6 drawings, 2014, 200x120, ink, acrylic, pencil
on paper

2 drawings, 2014, 42x29,7, ballpoint pen on
paper

Shelter

2015, 200x120, pencil, ink on paper
2015, 200x120, pencil, ink on paper
2015, 21x29,7, ballpoint pen on paper

127
130-131
132
133
134
135
136
137
138
139
140
141
142
143-151

152
153
156-163
165-171

172
173
174
175
176-181
182
183
184
185
186
187
188
189
191
193
195
196
197
198
199
200
201
202-205
206-210
211
213
215-228
229
231
232-241
243
244
245
246-247

2015, 30x120, ballpoint pen on paper
2015, 29,7x42, ballpoint pen on paper
2015, 42x29,7, ballpoint pen on paper
2015, 42x29,7, ballpoint pen on paper
2015, 29,7x21, ballpoint pen on paper
2015, 29,7x21, pencil on paper

2015, 29,7x21, marker on paper

2015, 29,7x21, marker on paper

2015, 29,7x21, pencil on paper

2015, 29,7x21, pencil on paper

2015, 29,7x21, marker on paper

2015, 29,7x21, ink, marker on paper
2015, 29,7x21, ink, marker on paper

9 drawings, 2015, 29,7x21, ink, ballpoint pen,
pencil, marker on paper

2015, 200x120, pencil on paper
2015, 200x120, pencil on paper
8 drawings, 2015, 60x84, acrylic on paper

6 drawings, 2015, 200x120, acrylic, pencil on
paper

Still life

2015, 84x60, inc, acrylic on paper

2015, 84x60, inc, acrylic on paper

2015, 84x60, inc, pencil, acrylic on paper
2015, 84x60, inc, acrylic on paper

6 drawings, 2015, 60x84, inc, acrylic on paper
2015, 84x60, inc, pencil on paper

2015, 84x60, inc, pencil on paper

2015, 84x60, inc on paper

2015, 84x60, inc, sause on paper

2015, 84x60, inc on paper

2015, 84x60, inc, sause, pencil on paper
2015, 84x60, inc, pencil on paper

2015, 84x60, inc, colour pencil on paper
2015, 84x60, inc, acrylic on paper

2015, 84x60, inc, pencil on paper

2015, 84x60, inc, pencil on paper

2015, 84x60, inc, colour pencil on paper
2015, 84x60, inc, pencil on paper

2015, 84x60, ballpoint pen on paper

2015, 84x60, pencil on paper

2015, 60x84, pencil on paper

2015, 60x84, pencil on paper

4 drawings, 2015, 60x84, ink, pencil on paper
5 drawings, 2015, 60x84, ink, pencil on paper
2015, 60x84, ink, acrylic on paper

2015, 84x60, ink, acrylic on paper

11 drawings, 2015, 60x84, ink, pencil on paper
2015, 60x84, pencil on paper

2015, 60x84, pencil on paper

9 drawings, 2015, 60x84, ink, pencil on paper
2015, 84x60, ink, watercolour, pencil on paper
2015, 60x84, sause on paper

2015, 60x84, ink, pencil on paper

2015, 60x84, ink, pencil on paper
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248
249
250
251
252-257
258-267

268-281
283
284-285
286-287
288-311
313

314
315
316
317
318
319
321
323
325
326
327
328
329
330
331
332
333
334
335
336-339

340
341
342-345
347
349
350
351
352
353
354
355
356
357

358-369

370-383

384-387

Village

2015, 60x84, pencil on paper

2015, 60x84, pencil on paper

2015, 60x84, ink, pencil on paper

2015, 60x84, ink, pencil on paper

6 drawings, 2013, 60x84, pencil on paper
10 drawings, 2013, 60x84, colour pencil on
paper

14 drawings, 2013, 60x84, pencil on paper
2015, 60x84, ink, pencil on paper

2015, 60x84, ink, on paper

2015, 60x84, ink, acrylic on paper

22 drawings, 2015, 60x84, ink, acrylic on paper
2015, 60x84, pencil, ink, acrylic on paper

Abstract

2015, 200x150, pencil, acrylic on paper
2015, 200x150, pencil, acrylic on paper
2015, 70x100, ink on paper

2015, 70x100, ink, acrylic on paper

2015, 70x100, ink, acrylic on paper

2015, 70x100, ink, acrylic, sause on paper
2015, 70x100, ink on paper

2016, 125x120, acrylic, sause on paper
2016, 120x142, acrylic, sause on paper
2016, 120x142, acrylic, sause on paper
2016, 120x120, acrylic on paper

2016, 120x120, acrylic on paper

2016, 125x120, acrylic on paper

2016, 175x120, acrylic on paper

2016, 175x120, acrylic on paper

2016, 200x120, ink, pencil on paper

2016, 200x120, ink, pencil, sause on paper
2016, 200x120, acrylic, sause on paper
2016, 110x73, acrylic, sause on paper

4 drawings, 2016, 200x120, acrylic, sause on
paper

2016, 160x84, acrylic on paper

2016, 160x84, acrylic on paper

4 drawings, 2016, 250x120, acrylic on paper
2016, 160x120, acrylic on paper

2016, 200x150, pencil, colour pencil on paper
2016, 200x150, pencil, colour pencil on paper
2016, 200x150, pencil on paper

2016, 190x120, sause on paper

2016, 190x120, sause on paper

2016, 160x120, acrylic on paper

2016, 160x120, acrylic on paper

2016, 125x120, acrylic on paper

2016, 160x120, acrylic on paper

Folds

10 drawings, 2016, 60x84, acrylic, pencil, sause
on paper

10 drawings, 2016, 120x120, pencil, sause on
paper

4 drawings, 2016, 200x120, pencil, sause, acrylic
on paper



Bonogumwup byaHikos

Hapopgusca 1947 poky. Y 1965 poui 3akiHumB Pecny6nikaHCbKy XyaoxHio cepefiHio wkony im. T. . LleBueHKa. Ynpogosx 1965-1971 pokiB HaBYaBCA B
KniBcbKOMyY fiep>KaBHOMY XyAOXKHbOMY iHCTUTYTi (MacTepHsA akagemika TeTaHu A6noHCbKOI). 3 1975 poKy — uneH HauioHanbHOI CNiNKy Xy4oXHUKIB
YKpaiHu. 3acnyxeHuni gisy mucteuTs YkpaiHu. [podecop HauioHanbHOT akagemii 06pa3oTBOpUOro MrcTeLTBa Ta apXiTekTypu. XKuse i npautoe B Kuesi.

Bu6paHi BUCTaBKMN

2016

JIIHIA PO3MEXKYBAHHA (pa3om i3 Bnagoto
Panko), ranepes YepsoHeuopHe, KaHis
XYOLWKONA, HauioHanbHuin my3en
pocifcbKkoro mucteuTsa, Knis

2015
YKPUTTA (pa3om i3 Bnagoto Panko), ApT-Kuis,
MwucTeubkun apceHan, Kuis

2014
T.I., HauioHanbHumi my3en Tapaca LLeBueHKa,
Knis

MNMPUXNCTOK MOETA (pa3om i3 Bnagoto Panko),

ranepesa YepsoHeuopHe, KaHis

MIV KPUM. HALL KPUM, ranepesn Bottega, Kuis

YKPAIHCbKMW NAHALWA®T. MO TOW BIK
BIOYAIO..., Mucteubkuin apceHan, Kuis

2013

APT-KUIB, MucTteubkui apceHan, Knis
BIOA3EPKAJIEHHS, KniscbKa bieHane
Arsenale 2012, LLALL, Kuis

CIEKA (pa3om i3 Bnapoto Panko), Benukun
CKYNbNTYPHWI canoH, Mucteubknii apceHan,
Knis

OB’EKTU, ApT-ueHTp A lanepes, Kuis

2011

CIEKA (pa3om i3 Bnapoto Panko), Apt-Kuis,
MwucTeubkun apceHan, Kuis

2010

MEW3AX. PETPOCIEKTUBA, Myseii
pocincbKkoro mncteuTsa, Knis
XMAPWU, ranepesn Bottega, Kuis

2009
PAIA, ranepes Bottega, Kuis

2008
FOroJ1b-®OECT, MucTteupbKkuin apceHan, Kuis

Konekuii

2007

PUCYHKW, CCN, pay,

IpaHT CCN, pay

MOJTIOBAHHA, ApT-ueHTp A Fanepes, Knis
BUTBA, ranepes JlaBpa, Kvis

2006
HOBI POBOTW, ranepena Atenbe Kapacb, Kuis

2005
METAO®I3VIKA KOLY, ranepes JlaBpa, Kuis

2004

MPOLLABAW, 36POE, MucteubKui apceHan,
Knis

2003

MEPLWA KONEKUIA, UBX, Knuis
HECKIHYEHHA NOJOPOXK, ranepes Atenbe
Kapacb, Kuis

2001

PUCYHKW, ranepes JlaBpa, Knis
BUCTABKA MWBOTWCY, ranepes In der
Gerbgruben, bypreHnenp

2000
HOBI CMTPAMYBAHHSA, LIBX, Knis
PETPOCIEKTWUBA, ranepes J1-apT, Knis

1999

OB’€EKTW, LeHTp cyyacHoro mucteLTea
CosiaprT, Kunis

XX XYOOMHUKIB YKPAIHW. KIHELIb CTONITTA,
ranepen Atenbe Kapacb, Kuis

TPIEHANE CKYNIbMNTYPWY, LIBX, Kunis

1998

OA3UC, LUBX, Kunis

3BaHHA XYOOXHWK POKY, npemis 30710TUN
MEPETWH, Ill MixxHapopHuin apT-dectusans,
YKpaiHcbKumm gim, Knis

1997

KUNST MELLE, bepnin

WIA REGIA-97, EpdypT

KMBOTMMWUC, Buctaskosa 3ana EEG, bepniH

1996
YKPAIHCbKMIA ABAHTAPL 1910-1996, OpeHce
BISIE B BITOMY, LIBX, Kvis

1995

MKMBOMMWUC, ranepes Palette, Knese
’KMBOIUC, ranepes Kunst-Brucke, bepniH
CEKPET KWUTTHA, ranepea Aninin, Knis
MEPCOHAJIbHA BUCTABKA, nanau ErepmaHH,
BypreHnneng

1994

MNMEPCOHAJIbHA BUCTABKA, ranepes
IHTepKOHTMHEeHTanb, bepnin
MNMEPCOHAJIbHA BUCTABKA, ranepen Ceprin
Monos, bepniH

1993

MEPCOHAJIbHA BUCTABKA, ranepes Jlogxis,
XinToH, BineHb

MEPCOHAJIbHA BUCTABKA, ranepes Paicca,
Epdypt

MEPCOHAJIbHA BUCTABKA, ranepes Kec
a'EnapHb, Tynysa

1992
MEPCOHAJIbHA BUCTABKA, ranepen
IHcenbwTpacce, 13, bepniH

1991
MEPCOHAJIbHA BUCTABKA, ranepes
XaHpecBepbeHy, BigeHb

HauioHanbHUIM XygoxHin mysen YkpaiHu, Kuis; HauioHanbHMiA My3ein pociicbkoro mucteuTsa, Kuis; HINpONeTpoBCbKNIA Xy[OXKHi My3elt; YepHiriBCbKuin
XYLQOXKHIN My3eli; BepaaHCbKMI XyaoXKHi My3el; [3mainbcbknii my3sein; MnkonaiBcbKui XygoHin my3eit; Myseii ictopii Knesa; 3anopisbKum XygoxHin
my3eii; Mysen JTioggira, KenbH; Museum Haus am Checkpoint Charlie, Bepnin; Zimmerly Art Museum, Pytrepc, CLLA; Berliner Bank, bepniH; Deutcher
Bank, bepniH; AWT, BigeHb; Kunst Gallery Gleser, bepniH; Maiya Polsky Gallery, Ynkaro; PaiHep lNnbaebpaHat; AHgpeac 3eemionnep; Irop juueHko;

Angpin CynpyHeHko; Opin CraLukis.
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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

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

REFLECTION, ARSENALE 2012, Scherbenko
Art Centre, Kyiv

HEAT, Grand Sculpture Salon, Art Arsenal,
Kyiv

OBJECTS, Ya-Gallery Art Centre, Kyiv

2011
HEAT, ART-KY1V, 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

Collections

2007

DRAWINGS, CCN, Graz

HUNTING, Ya-Gallery Art Centre, Kyiv
BATTLE, Lavra Gallery, Kyiv

Grant CCN, Graz

2006
NEW WORKS, Karas Gallery, Kyiv

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
PAINTING, In der Gerbgruben Gallery,
Burgenland

2000
NEW TRENDS, Central House of Artists, Kyiv
RETROSPECTIVE, L-Art Gallery, Kyiv

1999
OBJECTS, CCA Soviart, Kyiv

1999

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
PAINTING, EEG, Berlin

1996

UKRAINIAN AVANTGARDE 1910-1996,
Odence

WHITE IN WHITE, Central House of Artists,
Kyiv

1995

SECRET OF LIFE, Alipy Gallery, Kyiv
PAINTING, Egermann Palace, Burgenland

1994
PAINTING, Intercontinental Gallery, Berlin
PAINTING, Sergey Popov Gallery, Berlin

1993
PAINTING, Loggia Gallery, Hilton, Vienna
PAINTING, K.D, Eparne Gallery, Toulouse

1992
PAINTING, Inselshtrasse,13 Gallery, Berlin

1991
PAINTING, Handerswerband, Vienna

National Art Museum of Ukraine, Kyiv; National Museum of russian Art, Kyiv; Dnipropetrovsk Art Museum; Chernihiv Art Museum; Berdyansk Art
Museum; Ismail Art Museum; Mykolaiv Art Museum; Museum of History of Kyiv; Zaporizzya Art Museum; Ludvig Museum, Colon; Museum Haus
am Checkpoint Charlie, Berlin; Zimmerly Art Museum, Ruthgers, USA; Berliner Bank, Berlin; Deutcher Bank, Berlin; AWT, Vienna; Kunst Gallery
Gleser, Berlin; Maiya Polsky Gallery, Chicago; Rainer Gildebrandt; Andreas Seemuller; Ihor Dychenko; Andriy Suprunenko; Yury Stashkiv.
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