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Po3moBa BonoauMmupa ByaHikoBa
3 AHApieM CynpyHEeHKOM

KuniB, BepeceHb - xoBTE€Hb 2017

AC: TBOE XUTTHA XYAOXKHUKA, Te, WO TK pobuLl, - ue
HenpocTum BUbIip. Haeiwo Bce Le?

BB: MeHi Ba)xnMBO BUCNOBUTM BMIACHI Big4yyTTH Big TOro,

Lo BigOyBaeTbCA HAaBKONIO MeHe. barato peuen y pi3HUn
crnoci6 gapytoTb MeHi pafdicTb, 3aBAatoTb 60110 abo
3aCMyUyIoTb, NOAiT JOBKOMA CMOHYKAOTbh MEHe AiaTU NMeBHUM
UMHOM, 3MIHIOIOTb OeLo B MeHi abo 3MIiHIOOTb NPOCTIP
HaBKOJ10 — KON A NpaLtoto, TO HiBW BUBINbHAKO BACHI
MOXXJTMBOCTI NMpoXxuBaTn Bce ue. Y 2014 poui, nig yac
peBoNoLIT Ta NOYaTKY BiHW, 1 Ka3aB, LLIO Ma/IloBaHHA Ons
MeHe OOpPIiBHIOBANO BMKMBAHHIO. Ane y Byab-aKi 4Yacu Mos
CMnpaBa 03HauaE a9 MeHe NPOXMBAHHA MOro Yyacy, MOET
peanbHOCTI; KON 9 NpaLoto, TO BigvyBato, LLO A XKUBY W
YCBIOOMIOO, 9K caMe 4 XKBY. A BiguyBato 6arato BNAMBIB,
nparHy NocTiMHO Ppo36upaTUCH, 9K MEeHI BeAeTbCHA 3 TUM, LLO
MeHe XBUIOE cepef iHWOoro MmcteuTea. Konu a npaLoto,

S AYMalo, PO3MiIPKOBYIO TAKMM UMHOM, BiUyBato TaknM
UMHOM. MOXINBO, AKOU 9 BYB MY3MKAHTOM, TO MPUCBAYYBaB
61 BeCb Yac My3uui. MNMpauooumn, 5 OTPUMYIO MOXITUBICTb
OOTOPKHYTUCA 0O cebe. PeanbHiCTb BiAOYBAETLCA OyXKe
3aragkoBo, aesaki ii pyxm abo pnucmn MOXXHa BragaTu cepeq,
BUOAMMOIO. A MMAbHYO, MO0 3@ TAaKUMK NiHIAMU. BOHU
HEeACHI, 9K NuTaHHA. 9 bopmynioto GayeHe CBOIMU NiHIAMKU Ta
OigMM HAaBKONO CBOTX POBIT — Barato WO 3 BaXXJIMBOro ans
MeHe HEMOXJ/IMBO CKa3aTu C/IOBAMMU.

lHOAI A Npautoo 3 ManepoM, iHoAI pobIo XKMBoONMUC. Yacom
MeHi NOTPiOHe AepeBO, YHaCOM - MeTa, NIOLMHU SKOro,
[0 peui, cxoxi Ha nanip. CKyNnbnTypa 30BCIiM iHaKLLe ICHYE
y npocTopi. Hanpuknaga, y ceni g npautoBaB i3 4epeBOM,
BOHO MOB’A3aHe 3 TIEK CiIbCbKOK MicueBicTio. CensaHm
PO6IATL 3 AOLLOK MalKe BCce: OYOMHKW, NapKaHW, KNaaKu.
LepeBo ANg HUX - AyXe YXXUTKOBUW MaTepian. BoHu
HaBiTb Y XXMBOMY AepeBi 6ayaTb AOLWKKM abo gpoBa. bing
Haworo 6yanHoOUYKa B ceni NNLLIUINCS 3aMBi OOLLKU, AKi A
BMPILWLMB BUKOPUCTATK ana ckynbntypu. CBOI AepeB’aHi

Volodymyr Budnikov’s Conversation
with Andrii Suprunenko

Kyiv, September-October 2017

AS: It is a tough choice to live life as an artist, to do what
you do. What'’s the point?

VB: | find it important to express my feelings about
everything that is happening around me. Things that give me
joy, that hurt or upset me, things that make me act a certain
way, things that change things in me or in the space around
me: work gives me freedom to experience it all. Like I've said,
in 2014, during the revolution and in the early days of the
war, painting equaled survival. Work makes me experience
time and my reality in time; when | work, | feel alive and am
mindful of exactly how | live. Speaking of influences, | find

it important to always analyze how I'm engaging with art
phenomena that intrigue me. | think, reflect and feel through
the medium of my work. Had | been a musician, I'd probably
spend all my time doing music. Working is an opportunity to
stay in touch with myself. Reality works in mysterious ways,
but some rules and movements can be limned out in the
visible world. | watch out for these lines. They are obscure

as riddles. | express what | saw with my lines and actions,
through my works: many of the things that are important to
me are impossible to put into words.

Sometimes | work with paper, and sometimes | paint.
Sometimes | need wood, sometimes metal (by the way,

its planes are similar to paper). Sculpture has a different
way of functioning in space. For example, | worked with
wood when | stayed in a village because it’s of a piece with
that rural area. Villagers make almost everything of wood:
houses, fences, bridges. Wood is highly utilitarian: they see
little but planks or firewood even in a living tree. There were
some leftover planks by our cottage house, and | decided
to use them for sculpture. | placed my wooden objects on

a meadow outside our yard, and hung up long paintings

on our fence, thus transforming the rural space around the
house into an open-air studio. The space | work in matters:
in a way, it conditions the works | create in it. Working on my



06’EKTM 4 NOTIM PO3TalLOBYBaB Ha J1y3i Nnepen Halloko
OINSHKOL0, @ [OBXEeNe3Hi MasloHKM BillaB Ha NapkaH. TakuMm
UMHOM CiNlbCbKMIN NPOCTIP 6ina 6yaAnHKY CTaB yBeCb Haue
BIAKPUTOIO MancTepHeto. MeHi BaXK/TIMBUIN KOXKEH MPOCTIpP,
Yy IKOMY €1 MPaLolo - BiH MEBHUM YMHOM BM3HAYae poboTH,
AKi 9y UbOMY NpocTopi cTBOptoto. MNMpaus Hag MeTaneBnMin
CKyNnbMTypaMu Ha MeTanobasi B KpuMy 3yMoBUMNa cepito
XMBOMUCHUX POBIT «Mipn yacy». Y KaHesi g npautBas
OAHOYACHO Hafd BeNMKMMK cepiaMm pobiT, 60 MaB 3Mory
PO3MICTUTK TX Yy BaraTboxX KiMHaTax-MancTepHax. Y lyp3sydi
s1 NOBEpPHYBCH Ha MeBHUIM Nepiod 0O HaNMMCaHHSA Nensaxis 3
HaTypW, 4Oro He pobune nepen TMM BGaraTo PokKie, 60 Bia4yB
MOXXJTMBICTb HaByTN 0COBAMBOro AOCBiAY, NOLITOBXY ANS
HaCTYMHUX POBIT. MeHi oy>e NpupoaHO BeOeTbCa y wepesi
nodibHMxX NepeTBOpPEHb, 6O KOXXHA OKPEeMa cepida Hibun
BUCHAXYE BiNbHI pyXu, OOTAXYE Aii, Kpaae TOYHICTb. 3aans
HabyTTa HOBOT cBOGOAM Y MO NpaL,i NOTPIOHI 3MiHW.

AC: Konu Wochb N0 He Tak, Wo TK pobull? Buknoaelu
poboTy? 3Hnwyew? Jani npautoeLll Hag Heto?

BB: Konn po6oTa He BUXOOMTb, 1 MalXe HiKonn He
HaMararca 3MiHUTU CUTYaLio0 M Ha TOMY CAaMOMY MOSOTHI
nepepobunTn HaMmanboBaHe. 3a3Bnyan NodibHi cnpPoodu TiNbKK
noripwyBanu po6oTy. MeHi 3Ha4YHO NPOCTiLle BiAKNAaCTh
npo6nemMHy poboTy Ta BUPILLNTWN 3aBOAHHS HA YNCTOMY
NoNoTHI abo nanepi. IHoAi Taka PobOTa NNLLAETLCA Ha OOBri
POKW K HEBAANa, asie OyBa€ Take, KONM Yepe3 BaraTo pokKiB
9 OMBOCSA Ha Hel i Bavy, Lo BOHA abCOOTHO roToBa, 6a
GinblUe - xopoLla, MOBHA, TOYHA. MNepepobnsaHHa, aK | 6yab-
AKUN BaXKKMM MPKYMYC Nig, 4ac npadLi, Hi 4O YOro XopoLIoro
He Befe. Po6oTa abo BMxoguTb, abo He BUXOOMTb. HaBiTb
SAKLLO 9 HaMaratocst CTBOPUTK 3 pOoBOTH, sIKa Nillsia AKOCb He
TakK, LLOCb 30BCiM iHLUe, BCe OQHO nonepeaHi HawapyBaHHS
3aBaXkatoTb | He [O3BOJIAOTbL MPaLOBaTM BiNIbHO; OOCBIA,
HeBOano 3pobaeHoro rabMye HacTyMHi pyxu. Yac npadui

3eneHe - 1, 3eneHe - 2, 2005, 180x70, onis Ha NONOTHI
Green - 1, Green - 2, 2005, 180x70, oil on canvas

metal sculptures at a Crimean steel and metal warehouse
inspired the Measures of Time series of paintings. In Kaniv, |
worked on several large series at once because | had room
to hang them all up. Gurzuf inspired me to return, at least
for a while, to painting landscapes from life, which | had
not done for years. | felt it could give me unique experience
and inspire subsequent works. Continuous transformations
are my element. Each discrete cycle seems to curtail the
freedom of movement, weigh me down, and undermine
precision. | need changes to regain creative freedom.

AS: What do you do when something goes awry? Do you
ditch the work? Do you destroy it? Do you keep at it?

VB: \When a painting doesn’t satisfy me, | usually don’t
rework it. This tends to make the matters even worse.

It’'s much easier to leave the problematic work be and
troubleshoot on a blank sheet of paper or canvas.
Sometimes, years down the line, | take another look at a
work that was labeled a failure for a long time, and realize
that it is complete, and, moreover, good and precise. Like
any other belabored effort, reworking hardly ever produces
good results. The painting either works, or it doesn’t. Even if
| try to make something very different of a work that went
wrong, earlier layers hinder me from working freely. The
experience of failure hinders subsequent movement. There’s
no hard and fast rule for how long each work may take.
Sometimes | work with speed and ease, sometimes it takes
much longer, but it’'s not about changes. It's about delving
deeper: | might add clarifications, remove some things,

add others. The works that took a lot of time and effort to
complete tend to feel overdone. The works that | managed
to finish fast are usually among my favorites.

AS: And yet: to finish or to ditch?

VB: You sometimes want to prove your point and press on,
but, as has been demonstrated time and time again, some of
these works might come to feel perfectly complete after a
while. The temptation to change things in a challenging work
is usually a trap. | try to avoid this pointless labor: it always
leads me into a cul-de-sac.

AS: Your return to figurative works: is it about nostalgia, or
something else entirely?

VB: My works are only ever figurative in a rather broad
sense. It's not that | return to figurative works but rather that
| approach concrete forms. All abstract works of mine are
inspired by concrete things from the real world. Depending
on the period, | either scatter that initial impulse or idea of
the real thing across the canvas or “gather” it into a more or
less recognizable form.

| created my first real abstract works, preceded by figurative
or provisionally figurative series, when | stayed and worked
in Toulouse. The Secret of Life and White in White, in which
all figurative elements were removed, gave me peculiar
freedom. | was fascinated by the Barogue legacy; by the
way, | would occasionally return to it much later. | often
cannot tell whether any given work is figurative or not. For
example, when working on my series of baroque folds, |
carefully studied the folds of creased cloth, the laws behind
the chaos of barogque folds, representations of folds in
Barogue-era sculptures and painting. | even went so far as
to paint folds from life, but the resulting series, | think, is
properly abstract in everything but its original impulse: these
paintings are not figurative, they are different.

You asked me about my figurative works, but even my
early landscapes or still lives, although ostensibly figurative,

Han Pob6OTO Y MeHe 3aBXAW Pi3HUK. IHoai 9 npaLtoto
HaA3BMYAMHO NIErko Ta LUBUAOKO, iHOAI LOBro, ogHak Toai ue
BXe He nepepobrissHHS, a MPOoLEeC, CXOXMIM Ha 3arnbieHHs
BCEpeanHy - 9 OeL0 YTOUHIo, AeLo npmbunpato, 4oaato.
MpoTe poboTu, AKi A 3aBepPLUMB NICNA TPMBANUX | CKNagHNX
3YCWJIb, MEHI yCe X TakW 30al0TbCA MepeBaHTaXKEHVMMU.
HambinbLue g uiHyto poboTu, SKi 3aBepLUMB LLBUOKO.

AC: | BCe X Taku: 3aBepLUyBaTK UM 3anmiatn?

BB: [HOMi BUHMKAE BaXKaHHSA JOBECTU, MPOOOBXKUTU OKPEMI
poboTKn, ane, Ak ByNo BXe He pas, AesKi 3 HUX BUABISAIOTbCSA
yepes NeBHUIM Yac abCoOIIOTHO 3akiHYeHnMK. Cnokyca
0OPOBUTU AeLlo Y TBOPI, AKUM MOPOAXKYE CYMHIBU, AK
npaBunio, 3aBOANTb A0 NACTKW. A HaMaratocs yYHMKaTh Takol
MapHOI Npaui, B pe3ybTaTi AKOI HEOAMIHHO MOTPAanNaA y
rNYXUN KYT.

AC: [MoBepHeHHs 0o dirypatuBy - Lie NeBHa HOCTaNbris umM
LLOCb iHWe?

BB: Y MeHe dirypatue 3aBxam 6yB AOBOJ YMOBHUM, Yac
Bi[l YaCy 9 He Te WOoOWU NOBepPTaCh, a paalle Habnmxarcs
[0 KOHKpeTHOT dopmu. byab-aka abcTpakTHa poboTa y
MeHe Ma€ 3a OCHOBY KOHKPETHI peyi 3 peasibHOro CBiTYy.
OTXKe, Yy pPi3Hi nepioan 9 abo po3ocepenxxyto, PO3NOPOLLYHO
OTOM MOLUTOBX 3 PeasibHOCTI UM OYMKY MPO peasbHy pid y
MJOLWMHI NONOTHA, abo «36mpato» yce e y 6inbl abo MeHL
KOHKPETHY hopMmy.

[MOBHICTIO abCTpPaKTHI POBOTK Nicna dirypatmBHUX i
YMOBHO-irypaTMBHUX cepin g 3pobue, nepedyBatoym Ta
npautotoun y Tynysi. Bxke nisHiwe 6ynu cTBOpeHi «TaeMHMUA
MUTTS» Ta «bine y 6inoMy», e NoBHe YCYHEHHS €1EMEHTIB
dirypaTtmey gano MeHi ocobnuey ceobopay. Toai s 6ys
3axOMNSIEHNIN NNACTUKOK BapPOKO, A0 AKOI, 4O pedi, Yac

Bifl YaCy MoBepTaBCH Bxe HabaraTo misHiwe. YacTo g He
MOXY HaneBHe Cka3aTu Npo gesaki poboTun, dirypaTmeHi
BOHM UM Hi. Hanpunknag, Konn g npautoBaB Hag Cepieto
6apPOKOBUX CKNAAOK, TO LOKNAAHO BMBYAB Te, K NAratoTb
CKNaAKKM Yy 3iBraHin TKaHWHI, AKi 3aKOHOMIPHOCTI BM3Ha4YaKoTb
3BOPOXOBEHNIN Naf 6ApPOKOBUNX CKIAJO0K, AKUMKN Byn
CKNIAAKWM Y CKYNbMTYpPax Ta XXUBOMUCI XYAOXKHUKIB 6apOKOBOT
no6un. CBoOi cknagkn g HaBiTb 3MaslbOBYBaB 3 HAaTypu, Ta B
pe3ynbTaTi, IK Ha MeHe, BUMLLIIa cepisa abCTpaKTHUX POBIT,
AKi Xi6a e MatoTb MastoOHOK CKNIAaAOK Y CBOEMY BUTOKY,
ane NokKasytoTb Lien MastoHOK 30BCIM He dirypaTmMBHO,
iHaKLe.

T 3anNnUTyeELL NPO dirypaTtmuBHI poBOTH, OOAHAK HABITb PaHHI,
Tak 61 MOBUTH, birypaTUBHI Nen3axki abo HaTIPMopPTU
noByaooBaHi Tak, LLO MaloTb KOHKPETHE 306paXKeHHS
nvie 3a NeBHUIM CKNAAHWK, LLO HE € OCHOBHUM. A 1

[OCi HAA3BNYAMHO LiHYIO «OiNni» ryp3ydcbki nensaxi.
OexTo cnpunMae ix 6ykBanbHO, 9K 3MMOBI. HacnpaBsgi

XK 9 CTBOPIOBAB HarpoOMaayXKeHHs CBITINX, Malxke

BiNnX, CXOXKMX Ha rincosi, GOpM, Oe 30Cepea)KeHHa Ha
BJIACTUBOCTAX NPOCTUX OB’eMIB OYNO ONA MEHEe Ba)KIMBILLMM
3a BiATBOPEHHS peanicCTUYHOro BUrNaay Kpaesuay. Lie
Oy/10 YMMOCH MPOTUNEXHUM OO0 METoAY IMMPECIOHICTIB,
60 MeHe HalMeHLLe LikaBuaK nopa PoKy, CTaH NpUpoamn
UM OCBITNEHHS. H OOCNiIAKYBaB AeLl0 Ha KLWTanT OCHOBM
rnemsaky, Moro KOHCTPYKLU,i, TOro, AKMM CaMe UMHOM BiH
NoOyaoBaHUM i3 HAMMPOCTILLNX POPM Ta AK KOXKEH NMOro
efieMeHT Ma€ Taky opMy. [1o nomibHMX OOCNIO»KEHDb A
MOBEPTABCS Yac Bif Yacy, HaNpPUKag, y cepiax nemsaxis
2010 poky Ta y HaTiopMOopTax i3 MPOEKTY «XyALUKOoNa»,
ne MeTadizanyHi «nepLodopMm» 9 HaBMUCHE 36i/bLUMB,
3p06MB Ha HMX HArosocC, 9K Ha cepii No4YaTKiB abo OCHOB.
YTiM BaXX/IMBO 3a3HAauYnTK, LLLO 3aBXAMN OOHa cepis pobiTy
MeHe Haue NepeTIiKae B iHLY, LLO MOXe BiApIi3HATNCSA Big,

treat concrete images as just one constituent element,

and not the central one at that. | still value my “white”
Gurzuf landscapes highly. Some treat them literally as
winter landscapes. In reality, | piled on light, almost white
shapes that look like plaster forms: exploring the properties
of simple voluminous forms was more important than
recreating landscapes realistically. In a way, it is the polar
opposite of the Impressionist method: | could not care less
for the season, nature or lighting. | explored the foundations
of the landscape, its structure, its constituent simple forms,
the way each element can be reduced to one such form.

| would occasionally return to such studies: for example,
the 2010 series of landscapes or still lives of the Art School
project highlighted and magnified the metaphysical “Ur-
forms.” | should note that each series gradually spills

over into the next, which, despite superficial differences,
might have the same general thrust. You can trace the
transformation of the vase from a metaphysical still life

into an atomic cloud in the next series, which in its turn
becomes a tree, which then dissolves into lines and spots
of an abstract work, which then gather into the horizon of a
provisional landscape. | cannot imagine working consistently
on identical or similar shapes: each form of mine is in flux,
figurative works morph into abstractions, and vice versa.

| finally formulated my understanding of realism when |
worked on the series Realism?, comprised of large-format
works. | would compare my work on each canvas to the
moving structures of an overgrown garden. The way wild
nature influences or submits to order is evocative of changes
in my visual tropes over time.

AS: Do you have a cohesive worldview, “the world
according to V.B.”?

VB: Movement, the mobility of everything around me is
crucial for me. | find it hard to pause and reminisce about
the past. The world is in movement, the earth moves under
my feet, | move towards what is to come. | cannot delve on
memories, transcribe them or put them down otherwise. I'm
most interested in what is ahead. First and foremost, | find
it important not to do everything calculatedly, according to
plan. Any measured, premeditated construct immediately

Basa, 2006, 110x120, onis Ha NONOTHI
Vase, 2006, 110x120, oil on canvas



Hel 30BHi, afie MaTu 3 HEeto CNiflbHY CNPAMOBAaHICTb. MOXXHa
MPOCTEXMNTU, K Ba3a 3 MeTadi3aMUHOro HaTIOPMOPTY
NepeTBOPIOETLCA Y HACTYMHIN cepii Ha CUNyeT aTOMHOIo
BMOYXY, BUOYX - Ha AepeBO, AePEBO PO3MNaAaETbCs HA
oKpeMi NiHil Ta nnamu B abcTpakuii, aki NoTiM 36nparoTbca

N YTBOPIOKOTb TOPU3OHT YMOBHOIO Nemn3axxy. 9 He yaBasato
MOCTIMHOT Npaui Hag OAHAKOBUMU ab0o 6/1M3bKMMM DOPMaMU.
KoxHa Mos dhopMa KYAUChb PyXa€eTbcs, dirypaTtneHe
306paxKeHHs MepeTBOPIOETLCSA Ha abCTPaKLUiO | HAaBMaKW.

[Mpautooum Hag cepieto BeNUKMX pobiT «Peaniam?»,

S, 30A€TbCH, HapeLTi chopMyNtoBaB CBOE PO3YMiHHSA
pPeaniCTUYHOCTI Y 306paxkKeHHi, KoM NopiBHAB POBOTY Hapg
KaApPTMHOIO Ta CMOCTEPENEHHS 3@ PYXOMUMU CTPYKTYpPaMM
30MyaBinoro cagy. Te, 9K gMkKa npupoga BnaMBaE Ha
YNopsAOKOBaHICTb abo, HaBMakKK, NiAKOPIOETLCA i, ay»xe
CXOXe Ha PUTMM 3MiH MOET XyOOXHbOT MOBU Yy Pi3HI nepioau.

AC: Y1 icHye aKacb OoKpeMa, TBOS KapTUHA CBITOYCTPOI -
CBITOYCTPIN «3a Bonogummnpom bByaHikoBUM»?

BB: [119 MeHe 6araTto Wo noB’a3aHe 3 PYyXOM, PYXOMICTIO
reTb YCbOIro HAaBKOJIO MeHe. MeHi BaXKKO 3yNUHATUCA Ta
3ragyBaT MUHye. CBIT PyXa€ETbCH, MPYHT PYXAETbCS

nigi MHOtO, A pyxXatocs 0o Toro, wo éyage. na meHe €
HEMOX/TMBUM 3arnmMbutnca y CnoMuHK, 3anmcatm abo
AKMMOCH iHLIMM YMHOM 3adikcyBaTu ix. Te, WO nonepeany,
LiKaBUTb MeHe aKHamnbinblle. HacaMmnepen MeHi Ba)X/IMBO
He POBUTU HIYOrO HABMUCHE 4K 3a NJaHOM. byab-aKka
BUBIPEHa, NpoayMaHa KOHCTPYKLIA 30a€ETbCA MEHi

XMOHOI - HaBITb CKagHi GaraTollapoBi 3aBAaHHA s N0
BUPIiLLYBaTN 6AMCcCKaBUYHO. CMOHTAHHI PilLeHHSA 3a3BuYam
019 MeHe HanKpalli, To6To, MabyTb, Aecb rMMOOKO BU3pIBaE
ines, ska BUXOOMUTb HA30BHI MUTTEBO, KON Tpeba LLUBUOKO
obupaTn.

AC: Aka [ona Toro, Wo CTBOPUB XYyOOXHUK ByaHikoB?

BB: Hikonu npo ue He ayMato. barato xopowwunx pobiT
YBIMLLUAW OO iHWKNX KoneKuin. € 6yKBasbHO TPU-4OTUPU
Konekuii, y aKnx nodbyooBaHO UiNICHI NnpoayMaHi NiHii 3
MOiX POBIT. 338 HUMN MOXHa BIAHOBUTWM aBO YABUTU NEBHI
HanpsaMM MOET TBOPYOCTI, ane g 1 ragku He Mato, LWo
6yae 3 umMm 3ibpaHHaMm gani. Hacnpaeaoi MeHe caMoro
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Be3 Ha3Bum, 1997, 90x100, onis Ha NONOTHI
Untitled, 1997, 90x100, oil on canvas

feels wrong: | like to approach even the most complicated
tasks spontaneously. | prefer spontaneous decisions: ideas
must be percolating somewhere deep down, only to come
to the surface when you need to make a choice fast.

AS: What is the fate of Budnikov’s creations?

VB: | never think about that. Many good works ended up

in collections. There are three or four collections that have
cohesive, well-thought-out selections that allow to trace

or recreate certain trajectories in my works, but | have no
idea what fate awaits them. What keeps surprising me is
the fact that my best works are still at my studio. There’s no
point in thinking about the fate of completed works when
I’'d much rather consider how it all exists at all. It’s like a
parallel dimension: some occasionally wander into it to find
meanings that they want to keep in their lives.

AS: Are there works “lost to” museums or collections that
you would like to finish now?

VB: No. Many of the works that found home in museums or
private collections around the world no longer interest me.
Moreover, | often forget about them, as if they never existed
at all. When | see a work of mine in a different space, | often
feel nothing for it. It seems to exist beyond me. It’s hard to
evaluate their quality or importance from anew.

AS: Do you like seeing your works in private collections?

VB: Yes, it's a happy occasion, especially when | see my work
where | least expected it. | wouldn’t describe my trajectory
as a series of transitions between different modes of
expression. | don’t see my works linearly and don’t disavow
what | did before. Everything | do is of a piece, and each
element or trope can come in useful. Rather than following
a straight line, | have a complicated trajectory, moving in
many directions at once. When | see a work | forgot about,
it’s not just a memento: it's an opportunity to take a look at
myself from a new perspective, to grasp, at least in part, the
circumstances | lived through and an aspect of my ongoing
personal quest.

OMBYE, LLIO HaMKpalli MOoT po60oTun Ooci 36epiratoTbcsa y
MeHe B MancTepHi. be3rny3no po3MipkoByBaTh Npo LOO
3aBepLUeHMX POoBIT, KoM 3HAYHO YacTille 9 AyMato Hapg,
TUM, 5K BOHO yCe B3arasni iCHye, sk y3arasni TPMMaeTbcs

Te, Wo 9 obpaB anga cebe ronoBHOW cnpapoto. BoHo yce
HiBGn NepebyBa€ B NapanesibHOMY CBITi, KyAn XTOCb iHKOMN
3aXOAUTb, 3aHYPIOETLCS Ta 3HAXOAUTb TaM CEHCU, 6e3 AKUX
MOTIM HE MOXE XXUTW pani.

AC: Y1 € poboTu, aki «niwnm» Big Tebe oo MyseiB abo iHLWKMX
Konekuin, ane aki T xoTiB 61 3aKiHYMUTK 3apa3?

BB: Hi, HemMae. Ynmano po6iT, Wo nepeMicTnancsa oo
Konekuin abo My3eiB Mo BCbOMY CBITOBI, MEHe aHITPOXM

He uikaBnaTb. ba 6inbLue, 9 3abyBato NPo HUX, MOBOK

iX HeMae. Konu iHoai 6a4y BnacHy poboTy B iHLLOMY
MpPOCTOPI, A HIYOro Ao Hel He BiauyBato. BoHa HauyebTo xuBe
OKPEeMO BifL MeHe. MeHi Ba)XKO HaBiTb OLLIHUTM Taki poboTy,
BU3HAYNTK ONa cebe HAHOBO TXHIO AKICTb ab0O 3HAUYLLICTb.

AC: To6i NpMeMHO 6aunT CBOI POBOTU Y UMIXOCb
3i6paHHAax?

BB: Tak, 9 pagito, ocobnmMBO KON HecnodiBaHo 6ady BNacHy
POGOTY OECb Ha CTiHi. 9 He MOXXY BM3HAYNTK BIACHUI LLUNIAX
1K HU3KY NepexofiB A0 iHWKX CTUNiB MOBNEeHHS. CBOKO
TBOPYICTb 9 6ayy HeNiHIMHO Ta He BiAMOBSAKCS Bifg TOro, WO
CTBOPMB paHilwe. [lymato, yce, Lo 9 pobIo, CXOXe paglle
Ha €EOMHY TKAHMHY, 0@ KOXKEH 3 e/leMeHTiB ab0 KOXHa 3
0COB6IMBOCTEN MO0 MOBJIEHHSI MOXKE CTaTW MEeHi Yy npurogi.
A He npsamMyto NiHiel, a MPOCYBAaKCA CKIAOHOK TPAEKTOPIELD,
rnepemMilLytoCcs Have y pi3Hi 6okn BogHouvac. OTKe, KOnun
6a4y AKyCb 3i CBOIX pOOIT, MPO AKY 3abyB, OTPUMYIO 3aMiCTb
MPOCTOro Croragy Harogy norfasHyTU Ha cebe caMoro 3
neBHOro 60Ky, yrneanitu, yCBigoMmnTn 604am YacTKy NeBHUX
06CTaBWH, Y AKUX TOMI XKUB, KPi3b cebe AK Kpi3b NOCTiNHe
3anuUTyBaHHS.

B. ByAHIKOB KpecnnTb Ha MeTani getani ManbyTHboi ckynbnTypu. Nyp3yd, 2010
V. Budnikov tracing details of the eventual sculpture on metal. Gurzuf, 2010

Be3 Ha3BK, 2006, 200x100, onia Ha NONOTHI
Untitled, 2006, 200x100, oil on canvas
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Aianor Onekcanapa ConoBnoBa
3 BonoauMmupom ByaHIKOBUM

KwniB, 2004

OC: LLInax Bonognmmpa ByaHikoBa - Ue WAAX Y TAEMHULI
XKUBOMUCY. XXNBOMUCHICTb - BU3HayaslbHa puca TBOro
06pa3Horo CBiTy. Ane TBOI XXNBOMUCHI (hOPMU Oy>Ke XKBABI,
MiHNMBI, PI3HOMMUOUHHI, K | caMa NPUPOoaa LbOro BUay
MUCTEUTBA. Y HalloOMy Aiano3i XxygoXKHUKa i KoUTHUKa MOBa
nige camMe Npo Nornagun, Aki xapakTepunsyBanm pPisHi eTann Ha
LbOMY LLUIAXY.

TBOA TBOPUICTb NoYana akTMBHO dOpMyBaTUCA 3 APYroi
nonoBuHU 60-X POKIB, KON BigOyBanocsa YCBIAOMNEHHSA N
HaMaLyBaHHS HOBUX AKOCTEN XKUBOMUCHOIO CTaHKOBI3MY, LLO
BiAPIKAETLCS | BiO 3aCWNIA MOHOXPOMHOT acke3un, rpadiyHoCTi
MKUBOMUNCY «CYBOPOCTUbLIBY, | Big HegonagHoro 6yncrea
[EeKOPATUBHUX KOMMNO3ULIN Y DONbK-AYCI, | BiO KYNbTy
orpy6inoi Ta NPAMONIHINHO TPAKTOBAHOI MOHYMEHTaNIbHOCTI.
OpHak Ha SKOMYCb BipPIi3KYy TOro Yacy BCS LS Pi3HOCTUbHICTb
i PI3HOMOBHICTb, BiAMUPAHHSA | BOOHOYAC XUBYYICTb CTApOro,
6OA3KICTb | HATUCK HOBOIrO Nepeniennca y akKMnch riépua,
ABUBLUW LY HU3KY «nepexigHux» TBopiB. Lle BiguyBa€eTbCs,
Hanpwknag, i y TBOIX HaTIOpMOpPTax i3 cepii «dapn YkpaiHu»
abo croXKeTHOMY MonoTHI «Becinna y ceni Mi6éoska» -

Y HUX LLIe BragyeTbCa iHepLis HAaBUYOK, 3aCBOEHUX Y
MOHYMeHTaNbHIN MancTtepHi (ii, 9K BigOMO, Bena y Ti pOKU
TeTaHa ABGNOHCBKA). BaxXxko He NOMITUTK B UMX poboTax
TaKOX aBTOPCHLKOro nieTeTy nepep TpagmuisMn yKpaiHCbKOro
6apoKOo, MaAPCYHKU, MPUMITMBY. X0oua Bigpasy X 6yno
OUYEBUMAHMM, LLO Le NieTeT He CTUNI3aTopa apxaiku, a Ton,

L0 BiOLUITOBXYETbCSA Bifl Cy4aCHOCTI, MieTeT npodecioHana,
SKOrO LiKaBNATb He 30BHILLHI MPUMOMU, a SKaCb aBaHrapaHa
NnoTeHLUia, 3aKnageHa B noaidbHin crnaglmHi.

BB: Crnipaegi, nig yac HaBYaHHA B KNTBCbKOMY XYAOXXHbLOMY
IHCTUTYTI, HA TPETbOMY KYPCi, Mif BPAaXKEHHAM Bif
no6ayeHoro Ha CrpaBXHbOMY CiflbCbKOMY BECiNi 9 Hanmcae
CBOIO MepLly BeNnKy KapTuHy «Becinng y ceni Mi6oBka».
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Olexander Solovyov’s Dialogue
with Volodymyr Budnikov

Kyiv, 2004

0OS: Budnikov’s trajectory follows the mystery of painting.
Your imagery is informed by your affinity for painting. The
shapes you explore in paintings are as vibrant, dynamic and
multilayered as this art form. Our dialogue of an artist and
a critic will address the views that defined various stages of
this trajectory.

You made a strong debut as an artist in the late 1960s, when
you started to formulate and explore the specificity of easel
painting, rejecting both the monochromic ascetic palette of
the “Severe Style” that was strongly informed by drawing,
the uncouth exuberance of decorative folksy compositions,
and the cult of ossified, narrowly understood monumental
art. There was a stage when all these divergent styles and
tropes, marking the fading and tenacity of the old as well as
the pressure and timidity of the new, blended into a hybrid,
producing a range of “transitional” works. This becomes
manifest in your still lives of the Gifts of Ukraine series or in
the genre painting Wedding in the Village of Hlibovka, still
marked by inertia of skills instilled at the monumental art
workshop (chaired by Tetiana lablonska at the time). These
works are also evidence of your regard for the Ukrainian
Baroque, folk and primitive art. | should say that it was

not the regard of an artist eager to imitate archaic genres
but that of a master addressing contemporary issues, the
regard of a professional who is interested not only in formal

features but also in the avant-garde potential inherent in this

heritage.

VB: Indeed, | painted my first large-format painting, The
Wedding in the Village of Hlibovka, when | saw an authentic
rural wedding as a third-year student of the Kyiv Institute of

Arts. At the time, | was enamored with naive art and with the

turn of the century Russian and Ukrainian Avant-garde. In

point of fact, | was primarily interested in the “folk” aspect of

Topai 9 3axonitoBaBCs HAIBHMM MUCTELTBOM, POCIMCbKMM

i YKPAiHCbKMM aBaHrapaoM no4vaTtky ctonitta. o cyTi,
MeHe AKHanbinbLUe LikaBuia «HapoaHa» rpaHb aBaHrapay,
i Ha Becinni 9 6yB nNepeayciM BpaxKeHUn CNopiaHEeHICTIo
peanbHUX NepPCoHaXxiB i3 repoamm pobiTt MNManbmoBa, LLarana,
JlapioHoBa. «Becinna y ceni Mi6éoBka» No3Ha4ymMa0 No4YaTok
eTany 3BEPHEHHS 0O aBTEHTUYHOI YKPATHCbKOT KYNbTYPMW,
0O TakuX il eneMeHTIB, 9K NapcyHa, NPUMITUB, HapogHa
6apOKOBa iKOHa. HaiBHe BapoKoBe Pi3bONEHHNA Y rNyXin
CiNbCbKiN UEePKBi XBUIOBANIO MEHE HE3PIBHAHHO BiNnblLue,
HI>K «BUCOKIi» 3Pa3kun EBPOMNEenNCcbKoro 6apoko. Ta Bce X,
npaLwoum Toai Haf cepieto «6apOKOBUX» HATIOPMOPTIB i
MOPTPETIB, BIPHICTb HAIBHOMY MUCTEULTBY 9 36epir nmwe
YACTKOBO, BUKOPUCTOBYIOUYN KTACUYHUIN €BPOMENCHKUIN
MUBOMUCHUW METOA MiAKNaaoK i raHCYBaHb. BiH 9K HiLo
iHLle NigXxoauB OO 3arasibHOT KOMMNO3ULLIMHOT cxeMu cepil,
KON NPEeAMET Hibn 3’aBNAETbCS 3 TEMHOTU, KON BUHNKAE
MOMEHT CBIiYEHHS, TAEMHULII.

OC: [1o peui, 6inbLuU Mi3HIM TBIM LUK, LWLO TaKOX 'PYHTYBaBCS
Ha UiNbHOMY CBITOBIQUYYTTI | N1aCTUMYHOMY 3a4yMi, a came

Ha inei 6apoKo, BXXe CaMoto Ha3BO «CeKpeT XMUTTS»
3afaBaB BEKTOP TAEMHOMY 3MiCTy. CnpoBOyeEMO Le TPOXU
MOPYLUNTN XPOHOJOrIiO Ta MPOKOMEHTYEMO Lien nepiog 3
ornagy Ha MOTUBALLIT TBOIX XXUBOMUCHUX LLUYKaHb y3arani i
MPOXOAXEHHS «HACKPI3HOT» 6apOKOBOI NiHii 30KpeMa.

BB: Ycio cepito «CeKpeT XUTTS» 9 3p0OMB Oy>Ke LWBUOKO,
MeHLLe HiXK 3a pik. o 1994 poKy MeHe BXe nodvanm
0b6TsXKYBATK AesaKi MpaBuna, 9Ki a paHile cam onga cebe
BM3HAUYMB | Y paMKax AKUX LLe HellogaBHO NOYyBaBCS
BinbHUM. Mpautooun Hag «CeKpeToM XUTTA», A 3BINIbHABCS
Bif, BTACHOT yCTaNeHOT CUCTEMIU XMBOMUCY. [JJOCATHEHHA
rapMoHii KONbOpIB BTPATUNO AJ1I3 MeHe CBOKO 6e3yMOBHY
LiHHICTb. Konip cTaB akKTUBHUM, NePEeTBOPMBCS Ha
noapasHuMK, MoYaB BMMaraTu BignoBiai, peakuii, Biaciui.

4 3iLuTOBXYBAB KOJIbOPW, Pe3y/bTaT iXHbOI B3aEMoii cTaBaB
HenepenbayyBaHUM. HasaBHICTb Hanepen NPoAyMaHOi cxeMu
BTPAaTUMa 3HAYEHHSA. A He XOTiB BiNnblue NignopsankoByBaTU
Konip 6yab-4oMmy. Mos poboTa Byna ToAi NAaHLOrom

Becinnsa y ceni Mi6oeBka, 1968, 110x110, onia Ha NONOTHI
Wedding in the Village of Glibovka, 1968, 110x110, oil on canvas

Avant-garde, and the wedding struck me with the similarities
between real people and the protagonists of Palmov’s,
Chagall’s or Larionov’s works. The Wedding in the Village

of Hlibovka marked the beginning of my exploration of
authentic Ukrainian culture, including primitive painting, folk
portraits and folk Barogue icons. Naive barogue carvings

in desolate village churches did more for me than “higher”
examples of the European Barogue. And yet, when working
on my series of “baroque” still lives and portraits, | was
faithful to naive art only to a degree, while simultaneously
using the classical European painterly tradition of bases and
highlighting. It suited the general composition scheme of the
series, where each object seems to emerge from the dark,
mysterious and glowing.

0S: Coincidentally, the very title of your later series, also
steeped in the Weltanschauung and aesthetic of the
Baroque, namely, The Secret of Life, highlights mysterious
meanings. But let’s depart from the chronological order and
explore, from the perspective of this period, what drives
your painterly exploration in general and your recurring
Barogue motif in particular.

VB: | worked fast, completing The Secret of Life series in
under a year. By 1994, the self-imposed rules that used to
give me freedom started to become a burden. Working

on The Secret of Life helped me to escape the codified
painterly system of my own making. The harmony of colors
was no longer an absolute value for me. Color became

an active stimulus that demanded answers, reaction, and
resistance. | made colors clash with unpredictable results.
Any preconceived system lost importance. | did not want
to subjugate colors to anything else. My work was a
spontaneous chain reaction to patches of color, where each
change was a direct reaction to the previous one. It’s best
compared to struggle, and struggle is not a thing for quiet
contemplation.

0S: The Barogue revival underpinned these changes.

While still steeped in the Barogue tradition, however, the
foundational principles of your Secret of Life series radically
diverged from the ones espoused in the 1960s - 1970s. The
primary difference lies in the fact that the series prioritized
nonfigurative works. It was a logical and predictable

next step in your career. Granted, “pure” abstraction
occasionally alternates with elements of or allusions to

your earlier figurative or semi-figurative periods. These

XyRoXHuUK i Mmogenb, 1970, 70x100, onia Ha NONOTHI
Artist and Model, 1970, 70x100, oil on canvas
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BepniH, 1990
Berlin, 1990
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BykneTt ona sucTtaBku B. ByaHikoa B BepniHi, 1991
Booklet for V. Bundnikov's exhibition in Berlin, 1991
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crumbs of “figurativeness” do not undermine the defining
stylistic cohesion of either discrete works or the entire
series: they, too, display the expressive style inspired by

the Baroque tradition. Your artistry produced the ecstatic
and emotionally elevated air of freedom. Among other
things, The Secret of Life also manifests a postmodernist
approach towards different styles, strata, movements and
figures in art. You weave a baroque lacework from a much
broader range of national and global traditions, exhibiting
more creative tact. For this reason, memories about Warhol
(one painting is entitled In Memoriam of Warhol) are as
authentic within the emotional horizon of the series as
memories about icons, expressive abstract works, Ukrainian
baroque churches, constructivism of the 1920s or East Asian
calligraphy. To push the analogy further, we are dealing with
the established “high” Barogque. For artists of the Baroque,
the world was a space of lost harmony, of antinomies and
paradoxes treated as an existential norm, and, at the same
time, the space of the aesthetic principles of “the other
harmony” realized through the poetics of contrasts. In

your own unique way, The Secret of Life both manifests

the general Baroque affinity for contrasts and balances
formal juxtapositions with semantic counterpoints. But let
us go back to the 1970s, when your landscapes cohered
almost exclusively with the principles of easel painting.
What gave you impetus for the new method of painting
from life, which you had used to consider “wasteful” and
uncreative, was your 1972 trip to Sedniv. By the mid-1970s,
your palette became more nuanced and sophisticated, and
your works became more lyrical, poignant and light. They
exhibit increased attention to texture and the reserved and
sophisticated beauty of colors. Shapes defined by colors
have come to dominate over the linear/tonal approach, and
sensuous painting triumphed over the logic of drawing.
How would you describe the turn that occurred at the time?
Although cultivated for centuries, this turn to nature was
definitely novel for you personally.

VB: For me, the turn to nature implied turning to the very
essence of things | painted. Previously driven by knowledge,
now | focused on seeing. While working en plein air, |
wanted to grasp the inner world of things that fit neither
their physical tridimensional structures nor bodies as such.

| came to view landscapes as pulsing rhythmic structures.

| was intrigued by its mystery, so | was looking for a key, a
system, poetic meaning. | did not want to convey just the
externals: instead | sought to develop a symbolic vision

that transcended boundaries and pointed out things that
lay beyond the visible. In subsequent “metaphysical” works,
| cared for verisimilitude even less. | would do a couple of
quick sketches from life, and work on canvases in the sealed
space of my studio. To an outside observer, that might look
like staying true to nature. In point of fact, | generalized
recognizable features, reducing them to an idea, a guiding
principle, an archetype, a sign. | made my palette lighter
and “clearer,” creating works that barely used colors other
than white. Since we follow the chronology, | should mention
the standalone White Still Life, painted immediately after
the “black” baroque paintings. Intuitively and unwittingly, |
started to depict white space.

OS: The robust saturated colors of the “Baroque series” of
the mid-1960s made you tired of openly spectral painting
(at that stage at least) and inspired a new project entitled
White in White. The White Still Life introduced reflections
on white which would produce sensual soft landscapes,
“plaster” still lives, and white metaphysical figures. Although
steeped in empirical feelings, this idea gravitated towards
static aesthetics (eventually undermining empiricism)

MepTBUI ce30H, 1980, 100x100, onia Ha NONOTHI
Dead Season, 1980, 100x100, oil on canvas

CMOHTaHHWX AiN 3 KOJIbOPOBUMU MNIAMaMU, KOXKHA HACTYMHA
3MiHa cTaBajla 6e3nocepeHbO0 PeakLUieo Ha NonepeaHto.
HanmenyuHiwe 6yno 6 NopiBHATK Le 3 60pOoTb6010,

i pe3ynbtat 60poTbOM BinblUe He ByB NPU3HaAYEeHUN anda
CMOKIMHOro crnornagaHHa.

OC: LLlo Heabuakoto Mipoto i cynpoBogmia aKkpas
akTyanisauia 6apoko y Tebe! LUnkn «CekpeT XUTTS»,
36epiratoum NPUXMUIbHICTb 6APOKOBUM TPAJMLIAM, 3BUUYANHO
X, 'PYHTYBABCSA Ha abCOMIOTHO iHLWMX NPUHLUMMNAX, HIXK Ha
py6exi 60-x i 70-x pokiB. HacaMnepepn pi3HMLUSA BXe Ta,

O TYT ABHUM NPIOPUTET HaNeXUTb abCTpaKLIii, npuxig oo
AKoi y Tebe BUAABaBCS LLIJIKOM JIOTIYHUM | NEePEKOHINBUM,
LLlonpaBaa, «4ncTa» abCTpaKLis YepryeTbCs y OeaKNX
MNOJSIOTHAX UMKIY 3 eNeMeHTaMun, a AeKONIN W LinnmMm
BY3/1aMU BiArOMOHIB TBOIrO KONLLUHBbOIO QirypaTUBHOIO
abo HaniBdirypaTtmeHoro nepiogie. OgHak Taki BKpanaeHHsa
«HAOYHOCTI» MamXe He NopYyLUYOTb BU3HAYabHOT CTUNbOBOT
LiNICHOCTI K OKpeMKx TBOPIB, Tak i BCiel cepii. Cnpuas
LbOMY NO-6apPOKOBOMY HATXHEHHWIN, EKCMPECUBHUN
XrBonumc. Bnactmeum 1o6i apTUCTU3M CTBOPUB BiguyTTs
PO3KYTOCTI, 3aXBaTy, €EAMHOIO eMOLLIMHOIro NoOpuBY.

Y «CeKpeTi XUTTa», KPIM iHLWOro, Big4yBaEeTbCSA M OOCBIA,
yXe NOCTMOAEPHICTCbKOrO CTaB/eHHS OO Pi3HUX CTUNIB,
MJacTiB, HANPAMIB | NepcoHanin MucTeuTBa. T nnetewl

TYT TKaHUHY 6apOoKOo 3 HabaraTo GiNblLU LLUMPOKOro CneKTpa
TPaaULUIN, HiX paHille, HaLioHaNbHUX | 3araJlbHOCBITOBUX,
Ta BUSBNSIELL NPU LbOMY HEOOXIOHWIN XYOOXHiN TakT. TomMy
3ragka Npo Bopxona (ogHe NOMOTHO Tak i Ha3BaHe «[aM’aTi
Bopxona») TYyT Tak cCaMo NPUPOAHA, 9K i 3rafyBaHHSA Mpo
iKOHOMWC, eKCcnpecmnBHY abCcTpakLito, 6apPOKOBI YKPATHCbKI
LePKBU, KOHCTPYKTUBI3M 20-x abo cXigHy Kanirpadito.
AKLLO NPOOOBXMNTI aHANOTIiI0, TO Lie aXK HiSIK He «HN30BEeY,
ane 3pine, «Bnucoke» 6apoko. CBIT MUTUA 6apOoOKO - Lie CBIT,
ne 3pyrHyBanacsa rapMoHis, CBIT aHTUHOMIN | MapanokKciB.,
AKi MUCNATbLCSA 9K HOpMa BYyTTA | BOOHOYAC 9K eCTeTUYHUN
MPUHLMM «iHLWOT rapMOHIi», WO peanidyeTbca y noetunui
KOHTpPACTIB. TN y «CeKpeTi UTTS» Ha CBOEMY OCOBIMBOMY
PIBHI 3Mir YNIOBUTUK Lie 3arasibHe TSXKiHHA 6apOoKo 0o
KOHTPACTIB, 3yMiB 36anaHcyBaTu 9K hOpPMasibHi KOHTPACTK,
TaK i CMUCNOBI KOHTPANYHKTU. [MpoTe noBepHeMocs Ha3an,
00 70-X, KON Y TBOTX YNCSIEHHUX Men3axkax 3arnaHyBaso
TAXKIHHA 0O CYTO XXMBOMUCHOIO CTaHKOBI3MY. [TOBOPOTHUM
MOLUTOBXOM [0 HOBOI, «HAaTYPHOI» MeToa0NOril, AKY Le
HeLLlOoOaBHO TV BBAXKaB 3a «30UTKOBY», HEKPEATUBHY,

and immoveable, purely metaphysical forms. The cardinal
difference lies in the fact that the White in White project
literally supplanted this style with the aesthetics of organic
movement. The painter’s task was equated with the original
meaning of the term zoographia, “the description of the
living” (from the Greek zoon), the art of the random and
ever-changing. Color white is treated as pure and life-
giving. These new paintings of yours no longer have the
almost “painful” surface texture. The structure of these
paintings of the White in White series is also different:
defined by serendipities and marked freedom, they still have
internal structure. Sometimes this structure is consciously
dismantled, whereas at other times it follows the ostensibly
unpredictable and chaotic brushwork and is transformed into
a fairly rhythmic, sturdy sign, a hieroglyphic that denotes the
unity of the “absolutely unconditional” whiteness with the
metaphoric space, light streams and ideal meanings.

VB: | returned to color white because | felt affinity for it.
Obviously, a lot has changed since the “white” works of the
1970s. Whereas the earlier appearances of color white were
inspired by concrete experience of sensual perception, now
I no longer think about the connection with the visible or
the identity between the two. Whiteness became “nothing,”
void, it became universal. I'm fascinated by the unrealized
pure potentiality of the color white that has not yet lost

its spontaneity. My canvases were no longer just paintings.

| worked on them as a visible part of space. Color white
became a phenomenon in space and a contemporary
embodiment of the phenomenon. In touching the canvas, |
wanted to attain freedom and concentration. Many works
of the White in White series do not have a single correction,
they were very precise to begin with.

OS: You started to create black-and-white or pure black
works almost simultaneously with this series. Why?

VB: “Black” paintings were created for the Objects project.
Black paintings showed the opposite, shadow side of
objects, highlighting the mystic nature of things. Their
affinity with white paintings, the affinity of antipodes, hinted
at the dual nature of the World.

0OS: Before long, you reanimated colors again. I'm referring
to the programmatic Oasis series, which, as you've put it
yourself, resembles a conscious spectral experiment where

BigokputTa BUcTaBku B. ByaHikoBa, 1990, BuctaBkoBa 3ana HCXY, Kuie
Opening of the V. Budnikov’s exhibition, 1990, exhibition hall NUAU, Kyiv
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BuaBMnaca 6arato B YoMy noizgka y CegHiB y 1972 poui. Ha
cepennHy 70-x TBOA NaniTpa CTa€ CKAaAHILLOK | TOHLLO,
Yy poboTax BUHUKAE NIPUYHICTb, TOEMTNMBICTb, NErKiCTb.
MocuntoeTbca yBara oo hakTypu, BasibOPHOCTI, CTPUMAHOI
Ta BULLYKAHOI KpacK KOMbopy, MOMITHa nepesara KonipHoro
(OOPMOYTBOPEHHSA HaA NiHEAPHO-TOHaNIbHNM, NaHyBaHHS
YYTTEBOCTI XXMBOMUCY HaL NIOTKOK MasltoHKa. AKMM YUMHOM
TN CXapaKTepunlyBaB 61 MOBOPOT, WO BiAOyBCA Toai, A0
HOBOI 0151 TBOET TBOPYOCTI, afleé HaTOMICTb CTONITTAMU
KYNbTUBOBAHOI METOA0OrIT - NTK Big npupoamn?

BB: 3BepHEHHA 0O NPUPOAN O3HaYaso A1 MeHe
3BEPHEHHS 00 ECTBA peyen, AKi 9 NMcaB. AKLLO paHilwe 4
KepyBaBCA 3HaAHHSAM, TO 3apas UiJIKOM OYB 30CepemyKeHnin
Ha 6ayeHHi. Npautooum Ha nneHepi, 9 NparHyB 6ayYeHHA
BHYTPILUHbOIO CBITY peyen, Lo He BKIAOAETbCSA aHi B
TiNecHyY TPUBUMIPHICTb, aHi B3arani y Tino. 94 oaMBmBCA Ha
rnemsax sk Ha KYCb NyJ/IbCYOUYY PUTMIUHY CTPYKTYPY.

A WyKaB KJto4, CUCTEMY, NOETUYHE 3HAUYEHHS, NS MeHe
Ba)XJIMBOIO Byfa TaEMHMUA. A NparHyB He 0O XXUBOMUCHOT
rnepepadi 30BHILLHbOrO, @ A0 XMBOMMUCHOIo 06pasHoro
GaueHHs, ke Befe 3a MexXi, BKa3ye Ha LLOCb, Lo nepebyBac
no3a BUANMUM. Y HACTYMNHUX «MeTadi3nUHUX» poboTax A
noepani MeHwe MaB Ha MeTi BUPAa3nUTU CXOXKICTb, MOAIOHICTb
[0 YOroCb KOHKpeTHOoro. lNoBepTaluncb 4O 3aMKHEHOTO
NPOCTOPY MaNCTEepPHI Ta Npaulym Hag NONOTHOM,

A BUKOPMUCTOBYBAB Y POJIi MigroToBUYMx Matepianis

Ve WBMAOKI eTiogn M MantoHKKM 3 HaTypu. 330BHI Le
crnpumManocsa K AOCTOBIpHe BTiIeHHA 6a4YeHOro y HaTypi.
Hacnpaeai » yni3HaBaHi pycK NpeaMeTiB g y3araJibHOBaB,
3BOAMB [0 ifel, roNOBHOMO MPUHUKMY, apXeTuny, 3HaKy.
Toai 9 BUCBITNIMB, «OYUCTUB» ManiTpy, BUHUKIW NepLui
Po60OTK, NANITPa AKX OOMexKyBaslacsa Mamxe Tifibkn 6inum
KOJIbOPOM. [10 peui, SKLLO NPOCYBAaTNCS 3a XPOHONOTIELO,
TO NOTPIGHO NpuragatTn «BiNVMM HAaTIOPMOPT», HANUCaHUN
oapa3sy nicna «4opHMxX» BaAPOKOBKMX NOMOTEH, MO3a BCiMa
UMKnamm pobiT, oKpeMo. Y HbOMY LLie HECBIAOMO, iHTYITUBHO
A 306pa3unB Binnn NPocCTip.

OC: BapTo BM3HATW, LWLO aKTUBHICTb i NiaBULLEHA
KOJTIbOPORBICTb TBOroO «GapOKOBOro» LUKy cepeamnHun

60-X CMPUYNHUNIN HEMUHYUYY eHepreTUUHy CTOMJIEHICTb

Bif BiAKPWUTOro CNeKTpasabHOro XmnBonmcy (Ha ToMy
KOHKPETHOMY eTani) Ta CNpoOBOKYBa/ BUHUKHEHHS HOBOIO
MKMBOMUCHOIO NPoeKkTy «bine y 6inoMy». BUHUKHYBLUN

e y ToMy «binomy HaTiopMopTi», Muciedopma 6inoro
BiATOAI NepiogMyHO BapitoBanacs B tebe y BUrNa4i YHacom
BINNX YYTTEBO-M’'AKMX Mem3ax<iB, YHaCcoM BiNnX «rincoBmMx»
HaTIOPMOPTIB, YaCOM 6innx MeTadiznuHmx diryp. Ane usa
Muncnedopma, xo4ya 1 BigLLTOBXYBasnacs Big eMnipu4yHoro
BiAuyTTH, BCE X TakM TAiNna oo 6inbll cTaTuyHoi (N, ypeLwTi-
peLUT, TaKol, Lo CMYCTOLLUYE caMy LI eMMNipuKy) eCTeTUKN -
Haue HepPyXoMmx, came MeTadizanyHnx dopM. Y NpoekTi
«bine y 6inoMy» - i Le NpuHUMNOBA BigMIHHICTb - LA
ecTeTnka BykBaslbHO BUTICHUIACA eCTETUKOK OPraHiyHOro
pyXy, WO 003BONSE BAUNTU MUCTELTBO XNBOMUCY Y NOTO
NMoYaTKOBOMY TJZIYyMaueHHi 9K zoographia - «MUCTeLTBO
XUBoro» (Bif rpeubkoro zoon), MUCTELITBO MIHJIMBOIO,
BMMAOKOBOrO. Y LbOMY MyiaHi T 0BrpyHTOBYELL Bine aK
«Bine, Wo ga€ UTTA». XKNBOMMUCHA NOBEPXHSA LIMX TBOIX
HOBUX POBIT yTpa4vae «BoNiCHy» QaKTYpPHICTb, Lo 6yna
NOMiTHa paHiwe. NMPUHUMMNOBO iHLLIa KOHCTPYKLiA MosoTeH
uukny «bine y 6inomMy» Takox ige Big BUNagKOBOCTI,
HabaraTo 6inbLIOi cBOGOAN, ane BCe X Taku He

no36aBnse€ ix HeOOXiAHOT BHYTPILLIHBbOT CTPYKTYPHOCTI.
[ecb Uus KOHCTPYKLUIS PYMHYETbLCSA, OeCb, NiOKOPIOYNCH
HenepenbayyBaHOMY, 34aBasnocs 6, XaOTUYHOMY PYyXY
neH3ns, y pe3ynbtaTi, HaBnaku, GOPMYETbCA Y 4OCUTb
PUTMIYHO-XOPCTKMNIM XUBOMUCHUM 3HaK, iepornid, ae
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a stretch of painting-almost-without-painting gravitates
towards the lower part of the canvas, whereas the upper
part is occupied by perfectly pure colors. What inspired it?

VB: It was high time | left behind boundaries and the
alienated meditative state of my earlier works. | added colors
in order to save color white from complacency, to stop it from
reaching harmony. The color white deformed by the explosion
of colors carried the beauty that you can find neither in
equilibrium nor in harmony. | wanted to prod the whiteness
that was close to taking shape into movement. | wound the
mechanism up with colors to document its various phases

in the Oasis series. Certain situations from the six canvases

of the Oasis series evolved into continuous movement

in subsequent works. By the time | created The Large
Landscape, | no longer wanted to stop this movement. Ideally,
this work would have neither beginning nor end; it is only 10
meters long only because that was where | stopped. | could
continue it indefinitely. The idea of a site described here as a

KnacuuHuin MmoTuB, 1989, 90x100, onis Ha NONOTHI
Classic Motif, 1989, 90x100, oil on canvas

Beciam 6ina konbopoBoro Tenesisopa, 1989, 140x150, onig Ha NONOTHI
Talks Near a Color TV, 1989, 140x150, oil on canvas

«abcontoTHa 6e3yMOBHICTb» BI1Oro 3IMBAETLCA B €AHOCTI
MeTatopPMUYHOro NPOCTOPY, CBITJIOBOrO NMOTOKY Ta
ineanbHOro 3MicTy.

BB: A noBepTaBca oo 6inoro gk 4o «CBoro». baraTto wo
3MiHMNOCS. 3BMYANHO, 9 Mato Ha yBa3i «bini» podotn 70-x.
AKLLO paHilwe nosea 6inoro 6yna iHCMiPOBaHa KOHKPETHUM
[OCBIOOM UYTTEBOrO CMPUMHATTS, TO 3apa3 g He AyMaB npo
3B’A30K i3 BaUYeHUM, NPO TOTOXKHICTb. Bine cTano «HiYnm»,
MyCcTOTOlO, CTaNo yHiBepcanbHUM. MeHe uikaBuia e He
peanizoBaHa YMcTa NOTEHLUINHICTb BISIOro KONMbOPY, WO He
BTPATWM/Ia CBOKO CMOHTAaHHICTb. MOi MONIOTHA BXXEe He 6ynn
0N MeHe KapTuHaMW. S npautoBaB Hag MosIOTHaAMM AK

Hag BUOMMOLIO YacTUHO nNpocTopy. bBinnm konip ctae Toai
019 MeHe sIBMULLEM Y NPOCTOpPi N BogHOYaC TMMYaCcoOBUM
YTINEHHAM LUbOro aBuLla. MeHi 6yno BaXX/IMBO JOCArTU
CcBOGOAM | KOHLEHTpaUIl Nig Yac AOTUKY OO NOJSIOTHA.

Y 6araTbox nonoTHax «binoro y 6inomMy» HemMae BUNpaBneHb,
BOHW 3p06BIEHI Ay>XKe TOYHO.

OC: Mamxe CUHXPOHHO 3 UMMM NONOTHaMK Y TBOIN
TBOPYOCTI CTa/lM BUHNKATU YOPHO-6iNni abo CyTo YOPHI
onycu. Homy?

BB: «HOopHUM» XXNBOMUC 9 CTBOPIOBAB O/19 NPOEKTY
«O6’ekTN». YOpHI NONOTHa No3Hayanu 3BOPOTHUN, TIHBOBUI
6ik 06’eKTa, BKA3ylUM Ha 3B’A30K i3 ECTBOM CBITY, Ha
MICTUUYHY MPUPOAY 06’eKTa. IXHA crnopigHeHICTb i3 6innM
XKVNBOMUCOM, K CMOPIgHEHICTb aHTUNOAIB, HAaTAKaNa Ha
ayanictnyny npupony CeiTy.

OC: He3abapoMm T 3HOBY peaHiMyBaB Konip. MoBa npo
nporpamMHy cepito «Oasncy, aka, 3a TBOIM B/IACHUM 3i3HAHHAM,
CXOXKa Ha YCBIAOMJIEHMIN CMEKTPaSIbHUN eKCNEePUMEHT, Ae
CMYTa XXMBOMUCY-Manxe-0e3-XXNBOMUCY NepeMillyeTbCs A0
HUMXHBOT YAaCTUHWM NOJIOTHA, @ BEPXHIO YAaCTUHY 3aMNOBHIOE
6€300raHHO YNCTUM KoNip. YMM Le 6yno 3yMOBNEHO?

BB: HacTtaB 4yac no36yTmnca Mex, HeobxigHo 6yno

AKOCb 3PYMNHYBATU BigUyXXeHNIN MeanTaTUBHNUIN CTaH
nonepenHix pobiT. 4 pooae Konip, Wobw 36eperTtn Gine Big,
3aCMOKOEHOCTI, HE JaTn MOMY OOCArTU rapMoHii. Y 6inomy,
nedopMoOBaHOMY Micna BUOYXY KOMbOPY, MOXHa 6yno
BiOHANTK Kpacy, 9Ky He 3Hanaell aHi y piBHOBa3i, aHi y
rapMoHii. Te 6ine, Wo Habnuxanoca Ao HabyTTa hopmu,

a nepeBiB A0 KaTeropii pyxamBoCTi. H «3aBiB» MeXxaHi3M
PYXY KONbOPOM i 3adhikCyBaB MOro y pPi3HUX asax y
nonotHax «Oa3uncy». 3rogoM okKpeMi cuTyauii 3 LecTu
rnonoteH «Oasuncy» NepeTBOPUIINCA Y HAaCTYMHUX poBoTax
Ha 6e3nepepBHUIN pPyX. Y «Bennkomy nemnsaxki» g dinbLue
He XOTIB 3yNMUHATK Uuen pyX. Y uin poboTi He MOBUHHO ByTKU
aHi moYaTKy, aHi KiHug, T 4oBXWHa 0OMe)KeHa AecATbMa
MeTpaMu finLie TOMY, WO 9 3yNMHUBCS. MOXXHa 6yno 6
NPOAOBXYBATU «Bennknm nemnsa)» CKinlbKn 3aBrogHo.
|nes NeBHOI MiCLEBOCTI, HA3BAHOI TYT «Nen3axkeMy», Hiak

He NoB’dA3aHa 3 KOHKPETHUM peaslbHUM KPaEBUOOM.

Y rnapgava, Wo OMBUTBCA Ha Min «Bennkum nemnsaxk», Takox
Ma€e ByTu BiaUyTTa CBOOOAM Bif XXOAHOI MPUXMUIBHOCTI.
napady NoBMHEH 3PO3YMITH, WO Y «Bennkoro nemsaxy» €
NPOOOBXEHHSA HaBITb TaM, Ae NOro He BUOHO.

OC: LLIo6 nocTaBmUTK ABa HACTYMHI MUTaHHSA, 1 3HOBY
Biginay Bif XpOHONOTrIii 1 noBepHycsa Ao «binoro y
6inoMy». XOUy HArosIOCUTK Ha OBOX OYXXE BaXK/IMBUX
MOMEHTaX, Lo NPOABUINCA Y LbOMY MNPOEKTI Ta BMNIMHYN

Buctaeka B. BygHikoBa, ranepes |HcenbiTpacce, 13, bepniH, 1982
Exhibition by V. Bundnikov, InselstraBe, 13 Gallery, Berlin, 1982

“landscape” is not connected to any concrete real place. The
viewer glancing at my Large Landscape should also feel free
of all sympathies. The viewer should be aware that The Large
Landscape continues, even if we can no longer see it.

0OS: Before | ask the next two questions, | would like to once
again depart from the chronological order and go back

to White in White. | would like to point out two important
elements introduced in this project that informed your
subsequent trajectory as an artist. The first is the appearance
of what is defined as the “void” in the Eastern tradition

(the term is applicable to many of Yves Klein’s series of the
19605s). “One has to master one’s inner life, that is, the void
signified by spiritual plenitude,” wrote Paul Wember at that
time. Your “void-oriented” perspective is close to this stance,
given that you say that “painting without painting” allows
cognition of a higher reality. The second new element of the
white painting style is the emergence of “object-oriented”
motifs. Ostensibly, you do not engage with your viewers the
way one would in actions or installations, but the presence
of color white lends your works unigue spatial or even
“installation-like” weightlessness, emancipating them from
the walls of the exhibition. They become dynamic and open,
and unfurl almost cinematographically in time and space,
inviting viewers into a completely new process where they
could become co-authors. The first element is linked to your
fascination with works on paper, which in this context are a
continuation of painting rather than a graphic tradition. The
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Ha NogasnbLUMN PO3BUTOK TBOET TBOPYOCTI. MepLunn -
BMHUKHEHHS TOrO, WO Y CXiAHiM Tpaguuii BM3Ha4atoTb
KaTeropieto «nyctotn» (UMM, 30KPEMA, XapaKTepmn3yBanocs
GaraTto uuknie IBa KnamHa y 60-x pokax). «JltoguHa
MOBWHHAa CTaTW BOAOJAPEM BHYTPILLUHBOMO XUTTH, @ TUM
caMuM i BoNogapeM TIET MYyCTOTH, 3HAKOM SKOI € AyXOBHa
NOBHOTa», — NcaB ToAi X MNaynb Bembep. [yxe 6n1n3bKa
00 LUbOro i TBOSI «MyCTOTHa» OYMKa, KOJIM T FOBOPWLL, LLO
«KMBOMUC B3 XXMBOMUCY» € 300PAXKEHHAM YCBIOOMNEHHSA
BULLIOT peanbHOCTI. Jpyrmm MOMEHT - MosaBa Y TBOEMY
B6INOMY XKMBOMUCI TakKOi BNACTUBOCTI, AK «OO’EKTHICTb».

|, Xoua T Ha4YebTO BIAMOBISAELLCS Bif aKLIOHICTCbKOrO,
iHCTaNAUIMHOro 3any4YeHHa rnsagada 4o noss BNacHmx
TBOPIB, CaMe HaABHICTb 6i10ro gogac iM BiguyTTa 9KOiCb
0COo6MBOT MPOCTOPOBOT TIErKOCTI M HaBITb «iHCTaANALLINHOI»
HEeBaroMocTi, Lo He 0O0B’A3KOBO MAa€E Ha yBa3i eKCno3nLinHy
CTiHY. BUHMKae HoBa AMHaMiYHa BigBepPTICTb, NPOAOBXKEHA
Yy AKOMYCb «(DiNIbMOBOMY» MPOCTOPI Ta Yaci, 3aBOAKN AKiN
rnagad, 6epyyun yyacTb y npoueci abCcontoTHO HOBOMO TUMY,
yCe X TaKM 3a/1y4a€ETbCs 00 CMNiBTBOPYOCTI. 3 MepLumM i3
LIMX MOMEHTIB NOB’A3aHe TBOE 3aXOnaeHHa poboTaMu Ha
rnanepi, 9Ki B TaKOMY KOHTEKCTI pafLUe CyTb NPOAOBXEHHS
MUBOMUCY, HiXX Fpadika. 3 IHWWM - TBOT EKCMEePUMEHTU
BXe 3 peanbHUMK disanyHUMKM (B OCHOBHOMY 3 AepeBa)
06’ekTaMu. XoTinocsa 6 tebe 3annuTaTh Npo Li ABi NiHii y TBOIN
TBOPYOCTI Apyroi nonosnHmM 90-x.

BB: Y po6oTax Ha nanepi HeobxioHO ByTKM BKpamn 3i6paHnM.
Y npupoaHoCTi, 36epexeHin Big BNAMBIB 30BHILLHbOIO-
LUTYYHOrO, HE MOXHA BYTU HETOYHMM. Y CTaHIi BiACYTHOCTI
Lini, Big4y»>XeHOCTi Ta €QHAHHA 3i CBITOM, CTaHi 6e3 3HaHHA
OOCAra€ETbCA NOBHA TOTOXHICTb AYMKM 3 06’€KTOM. TiNbKu
LUNAXOM 306paxkKeHHs NyCTOT cepepn 3anOBHEHMX TYLLULLIO
MiCLb i 3aNOBHEHWUX MiCLb cepen MOPOXXHUH MOXXHA
nepepaTy nepexin Big Toro, Wo €, 0O HeicHyto4oro. Min
nanip - TaknMm camMum 3aciob, gk i Mosa TyLl. 3HAYEeHHA MaE
e Mipa y cniBBigHOLWEHHI 060X. HEMOX/IMBO TakOX
cKasaTty, nepebyBae 306paxKeHHsa B CTaHi pyXy UM CMoOKOlo.
BoHo yHiBepcanbHe. HenigroToBNeHICTb i 3BiNIbHEHHS BIf,
TAraps KyJbTYPU PO3KPUBAIOTLCSA B iHTYITUBHOMY PYCi
TYLUi, NPOBOKYIOTb iIHTYITUBHICTb HEOOMEXEHY, LLO He
CTOCYETbCH AKOro-Hebyab Micus, WO BUSBSE B pedvax
iXHIO BigNOBIAHICTb NepLwonpuHUMny. YopHUM pyXx TyLli He
0(oOPMNEHUIN Ta HE MICTUTb XOOHOIro KogmndikyBaHHA. Te,
WO a4 po6to B MastoHKaX, IEXKNTb MiXK MOBOIO | MOBUAHHSAM.
Te, Wo BiobyBaeTbCA Ha nanepi, nepebyBae No3a MOPMOLO.
A npnbupato yci onosuLii, 4 Ha3BaB bU Lie «KHEPYXOMUM
PYXOM,

Tenep nNpo o6’ekTn, cCKynbnTypy. Konmny 1998 poui 4
BMHOCKB CBOJ lepeB’saHi 06’EKTU Ha BiOAKPUTUIN NPOCTIP i
BCTAQHOBJIIOBAB iX, TO BU3HAYaB A1 HUX MiCUs M KPOKaMm
MipaB BiACTaHI Mi>K HUMK. Toai NpOCTip Nyry, CiIbCbKOro
nacoBuLLa OyB ille peaslbHUM, ane 3 HUM y>Ke LLOoCh
BigoyBanoca. O6’ekTn caMi o cobi He Bynn y NPOCTopI
roI0OBHUM NpeaMeToM yBarn. BoHn B3arani abCTpaKkTHI,

He BM3Ha4aloTb CaMunx cebe Ta HIYOro KOHKPETHOro He
BigoOpaxkatoTb, OgHAaK To4i, y laHawadTi, BOHWN Hibun
YTBOPUIU CUMOBI eHepreTnyHi nons. Te, Wwo Biadynocsa He
3 HMMU, @ MOMK HUMU, NEPETBOPMUIIOCS Ha 3Pa3oK HOBOI
peanbHOCTI. A npautoBaB Hag 06’eKTaMu, MOBTOPIOKOUN
6yniBeNnbHUM npoLuec censiHnHa. PisHuua 6yna nuwe y ToMmy,
O s He MaB uini. 9 He BTiNOBAB MeBHI CTPYKTYPW, ane
30CepeamnBCs Ha iXHIX BNAaCTUBOCTAX. 3MIHIOOUM 3BUYHUMN
NPEUPOAHMI NaHAWwadT, 1 HaMaraBcs BUSBUTU NOrO
caKpasibHy CyTHICTb. [lepeBo An1a 06’eKTiB 4 3HAMLLOB OTYT,
y ceni, nopsaa. Mo cyTi, BOHO BXe Hanexano faHawadry,

A nmwe 3MiHMB OPMY LIET HANEXHOCTI.

OC: | BCe )X TakW 3a BCi€i 3HaAUYLLOCTI MOAIOHUX Biarany»>xeHb
MEMNHCTPIMOM TBOET TBOPYOCTI, HAMEBHO, AK | paHille,
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Binun aHron, 1994, 130x140, onisi Ha NOAOTHI
White Angel, 1994, 130x140, oil on canvas

latter meanwhile is most prominent in your experiments with
real physical objects (made primarily of wood). Could you
tell us more about these two lines in your works of the late
1990s?

VB: Work on paper requires utmost focus. Its authenticity

is preserved from external artificial influence and demands
precision. Aimlessness, alienation, oneness with the world
and existence outside cognition allow for absolute unity
between thoughts and objects. Only by depicting empty
spaces between those filled with India ink, or the filled
spaces among the empty ones, can you show the transition
from what is towards what does not exist. My paper is as
much of an instrument as my ink. What matters is their
ratio. You cannot tell whether an image is in movement or
in equilibrium. It is universal. Artlessness and emancipation
from the burden of culture are made manifest in the visceral
movement of ink, and this provokes intuitive rapprochement
that does not know geographical boundaries and highlights
the objects’ correlation with the Ur-principle. The ink’s black
movement is unstructured and non-codified. What | do in
drawings lies between language and silence. What happens
on paper exists beyond form. | remove all oppositions. |
would describe that as “immobile movement.”

Now let’s move on to objects and sculpture. When | first
took my wooden objects out into the open in 1998 and
installed them there, | found places for them and measured
the distances between them with my steps. The space of a
meadow, of a village pasture still had reality, but changes
have already begun. Objects as such were not the main
focus in space. Abstract, not defining themselves and not
representing anything in particular, they created energy
force fields in the landscape. What was happening between
them rather than to them created a sample of new reality.

In working on my objects, | repeated villagers’ building
procedure. The only difference was that | did not have a
goal. | created certain structures, but focusing exclusively on
their properties. In changing the natural landscape, | tried to
make its sacred essence visible. | found the timber for my
objects in the village, right next door. In a way, this wood
already belonged to the landscape, | have just changed the
structure of belonging.

3aIMLLAETLCS YNCTUN XMBOMUC. AK 61 TN chopmyntoBas
npobnemy, Lo XBUOE Tebe B XXMBOMUCI CbOrogHI abo,
MOXXJIMBO, CTaHe BM3Ha4danbHOW 3aBTpa?

BB: MeHi BaxNnMBM TOM CTYMiHb CBOOOAM Bif, 3aKOHIB, LLLO
3’ABNAETLCA NiCNA YCBIAOMIIEHHSA IXHbOI CYTHOCTI. Baxknneum
TOW piBEeHb NPOCTOTU, KOU BUOMUMICTb MAaNCTEPHOCTI
BTPA4Ya€ 3HAYEHHS, KO OOHOIro PyXy NeH3/neM gOCTaTHbLO.
Konun a NnpoBoOayKy NiHito, BOHA € HACMIAKOM OYXOBHOIO
6aveHHsa. lHoai Taki NiHiT y MeHe, MOXTMBO, HaragyoTb
nemnsai, Xo4da i He € 306pa)KeHHAMMU, WO BUHUKAKOTb Y
pe3ynbTaTi cnornagaHHa HAOYHOro CBITY. A XOTiB 61
CMUHUTUCA HA NEepPLUOMY PYCi MeH3N4, 3 AKOro NOYNMHAETLCA
»Xuponumc. BiH BogHoO4Yac MicTUTb Yy cOBi 3HaUYeHHSA

Manoro n abcontoTy. Taknin, akum €, 6e3 JONOBHEHb, BiH
YTINIOE BCIO MMMNOUHHY CYTb BUC/TOBNEHOro. TUcaui iHWnx
306paxeHb He 3MOXYTb 3aMAaCKyBaTW BiACYTHICTb LIbOro
MepLUOro Pyxy. Moro 3HaueHHs! BUXOOUTb 3a BY3bKi MeXi
TeXHIKW. BiH niginMae 6yab-aKnm XMBOMUCHUIN BMPA3

[0 3arafbHOI YXOBHOT MipKn, Xxo4a BUOAETbCA YMMOCH
NEerknM i eneMeHTapHuM. BiH, 9Kk HanbinbLl NnoBepxHeBe

Ta 6e3nocepenHe, € KJIOYEM 0 KOPEeHs peden, MicLueMm
nepebyBaHHA abcontoTy. [NpeBantoBaHHA YHIBepcanbHOro
Hag deHOMEeHaNbHUM 30aTHE BTINIUMTW HanCKNagHiLy,
HanmabCTpaKTHILLY AYXOBHICTb.

Buctaeka B. ByaHikoBa, ranepes Sergey Popov, Bepnin, 1994
Exhibition by V. Bundnikov, Sergey Popov Gallery, Berlin, 1994

0OS: And yet, despite these important byways, painting was
and still remains the main current for you as an artist. How
would you describe the issues that interest you most in
painting now, or those that could become defining in the
near future?

VB: The degree of freedom from rules that comes with
grasping their essence is important for me. So is the level of
simplicity that makes your ostentatious craftsmanship lose
meaning, showing that a single brushstroke suffices. When

I draw a line, it is the result of spiritual vision. Sometimes
these lines would resemble a landscape without being its
representation resulting from observations of the visible
world. | would like to stop at the first brushstroke with
which painting begins. It contains the properties of both
the negligible and the absolute. Being as it is, without
additions, it contains the entire depth of everything that
was said. Thousands of additional images cannot conceal
the absence of this first movement. Its definition transcends
the narrow boundaries of craftsmanship. Ostensibly light
and elementary, it elevates painterly expression to the level
of general spiritual principles. This most superficial and
unmediated of lines is the key to the essence of things, the
locus of the absolute. The universal dominates over the
phenomenal and can embody the most sophisticated and
abstract spirituality.

TaeMHULA XUTTS, ranepesa Aninin, Knie, 1995
Secret of life, Alipy Gallery, Kyiv, 1995
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MeTadi3nuHi
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ManoHku 2014-2016

XyAuwkKona

VKPUTTSH

white still life

landscapes 1977-2008

metaphysical
compositions 1989

drawings 2014-2016

art school
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Binui HaTiopMopT, 1973, 90x100, onis Ha NONOTHI
White Still Life, 1973, 90x100, oil on canvas

3umMa B KpumMy, 1977, 70x70, onia Ha NONOTHI
Winter in Crimea, 1977, 70x70, oil on canvas
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®oHTaH Hiy, 1986, 80x90, onis Ha NONOTHI
Fountain Night, 1986, 80x90, oil on canvas

ByauHok, 1984, 100x100, onis Ha NONOTHI
House, 1984, 100x100, oil on canvas
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BOpPOXiHHA Ha KaBoOBIN rywi 6ing YopHoro Mops, 1989, 140x130, onia Ha NOAOTHI
Fortune-telling on the Coffee Grounds Near the Black Sea, 1989, 140x130, oil on canvas

MeTtadisnuHuit MoTuB, 1989, 100x110, onis Ha NONOTHI
Metaphysical Motive, 1989, 100x110, oil on canvas

JintBa, 1989, 90x120, onis Ha NONOTHI
Lithuania, 1989, 90x120, oil on canvas
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XiBa, 1978, 100x110, onia Ha NONOTHI
Khiva, 1978, 100x110, oil on canvas
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Nyp3yd - 2, 2008, 50x160, onisg Ha NONOTHI
Gurzuf - 2, 2008, 50x160, oil on canvas

31



Buctaeka B. ByaHikosa
Menzax 1968-2008,
KniBCbKUIN My3el pocincbkoro MucteuTsa, 2010

Exhibition by V. Bundnikov
Landscape 1968-2008,
Kyiv Museum of Russian Art, 2010

33




Fyp3yd - 4, 2008, 50x160, onia Ha NONOTHI
Gurzuf - 4, 2008, 50x160, oil on canvas

Fyp3yd - 1, 2008, 50x160, onis Ha NONOTHI
Gurzuf - 1, 2008, 50x160, oil on canvas

Hiu Ha niBgHi, 2008, 100x160, akpwua Ha NONOTHI
Night in the South, 2008, 100x160, acrylic on canvas
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Binun Nyp3yd - 1, 2008, 50x80, akpu Ha NOSOTHI
White Gurzuf - 1, 2008, 50x80, acrylic on canvas
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Hiu - 1, 2008, 80x100, akpwn Ha MOMOTHI
Night - 1, 2008, 80x100, acrylic on canvas

Hiu - 2, 2008, 80x100, akpwuna Ha NONOTHI
Night - 2, 2008, 80x100, acrylic on canvas
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13 cepii YKpuTtTa, 2015, 90X60, akpwun Ha nanepi
From the Shelter series, 2015, 90x60, acrylic on paper
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MantoHok i3 npoekTy T. I, 2014
100x120, oniBeub Ha nanepi
Drawing from T. H. project, 2014
100x120, pencil on paper

MantoHkn, 2015-2016
60x90, oniBeup, TyLL Ha Nanepi

Drawings, 2015-2016
60x90, pencil, ink on paper
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MantoHku, 2015, 90x60, oniBeup, TyLL Ha nanepi
Drawings, 2015, 90x60, pencil, ink on paper




HaTiopMopT

BonognmMup bygHikoB, Ans npoekty Xyawkoaa, Kuis, 2015

HaTiopMopT - nepLue 3aBAaHHSA HaB4YalbHOT Nporpamm

3 MantoBaHHA. A caMe - HaTIPMOPT, CKIaAeHUN i3
HaMMPOCTIWNX NpeaMeTiB: Kyni, uMniHapa, nipamign,
MPUMITUBHOTO rneka. Taki NpeaMeTH e He € CAaMOCTIMHUMN
Ta NOBHUMK abo 3aKiHYEeHNUMK. BOHM - Lie LLOoCh Ha KwTanT
3apPOAKIB NpeaMeTiB, WO TiJIbKM HaMaralTbCsa CTaTH
OOBepLUEHMMU peyaMu, 9Ki MOXKHa BMi3HaTM abo Ha3BaTw.
Lle Taki cobi mo4aTKoBI NPOCTi PopMK, 3 AKMX NOTIM YUYEHb
MoYHe CKIaOaTU PELUTY «CBITY peyden»,

OT)Ke, NOYATKOBE MasltoBaHHA TaknMx hopM - Lie NeBHUn
BULLIKIN nornaay, akun, 3rigHo 3i ctpaTterieto LLkonu, byne
npupeYyeHnin 6aunTi Ui GopMmM CKpisb: y dirypi ntoanHu abo
TBapUHU, B 06’eMax nemsaxky, byab-ae. Take HanalTyBaHHA
6ayveHHs nepenbayace KOHCTPYOBAHHA 6auyeHOro HaHOBO,

i3 32aCTOCYBAHHAM «HOBOIO» 3HAHHA NPO B6yA0BY 3BUYHUX
peyen. YueHb HibU NPOMOBASE 00 pedi: «H Tebe NoKU He
3Hao».

MoOXKHa BM3HaA4YNTK NpoLeC MaJItoBaHHS, 3aMponoOHOBAHOIO
LLIkonoto, 9k 306paKeHHsa peyer NpocTo Mnig 4Yac

IXHbOT NosaABW. MantoBaHHA HaAaTIOPMOPTY, CKNageHoro 3
efleMeHTapHMNX 06’eMiB, abo 3 «ille He-peyen», € HABYaHHAM
MeToAy BNOpSAaKYBaHHA BUAMMOIO - CNPOBOI0 SKOCh
ynopaTucs 3 B1AaCHOK CXBWIbOBAHO PO3rybeHicTio nepeq,
HEMOXJ/INBICTIO OCATHYTU BayeHe.

30a€TbCs, nepen YYHAMN B MOYATKOBOMY 3aBAaHHI
XYAOMXHbBOT LLUKOJIM HE NOCTA€E 3aBAAHHSA 3aHYPUTUCA B
rMMOUHM NoYaTKy peden. NoyaTKy neBHOro ceiTy? Xiba
LLLO BOHUM BUKOHYIOTb Lie 3aBAAHHS, HE 3aMUCITIOOYMCD,
MeXaHiYHo.

Moxe, caMe HannpOoOCTILli peydi, abo Taki HaMNPOCTILWi Ail,

1K MOYATKOBE HaBYasibHe MaNltoBaHHS, 3a1MLLIAOTLCA Mo3a
yBarot Ta HeBM3HauYeHMK, 60 MU KONCb NepecTPUBHYIN iX
6e34yMHO Ta 3aHAATO JIErKOBaXXHO? MoXKe, BOHM 34at0TbCs
3aHAATO NPOCTUMM? HaCTiNbKM NPOCTUMU Ta 3P03YMINUMU,
LLIO MOBEPHEHHS A0 HUX CMPUMNMAETLCS K MapHYBaHHS Yacy?

9 6e3niy pa3iB NoBepTaBCA 00 HATIOPMOPTY, ane TiNbKM 3apa3
BMPILLMB 3BEPHYTUCHA caMe A0 «LIKIJIbHOro» NoYyaTKOBOro
HaTIOPMOPTY, BiAOMOro BCiM, XTO 604an TPOXM HaB4YaBCA
OCHOBaM MaroBaHHS 3 HaTypW. BUHKMKae 6araTo 3anuTaHb
Logo Toro, UMM Hacnpaegi € LLikona, akageMidHa XyooXHs
LIKOSa, ab0o «Halla» LKONa, 9K KaXKyTb Ha MOCTPaasaHCbKOMY
npoCTOopi NPOo NpodecinHe akageMiyHe MantoBaHHS.

M1 HiIBK BigMiYEeHI L€ LLKOOM0, WO pillyye OKPEeCoE
amMnniTyny 6ayeHHs, BM3Ha4Yatoum NeBHMIM 3aci6 6avyeHHs 9K
«NpPOdECINMHNM» UM NPOCTO NpaBuNbHUIN. Be3nepeuHo, LLIkona
HaK/Tada€ XOPCTKIi OBMEXEHHS, i Te, Lo ONMUHAETLCA No3a i
KOPOOHOM, MPOCTO BiAKNOAE AK XMOHE. ANe X € Le aKacb
BaXkIMBa CMNa, WO 3axoBaHa BCepeanHi caMoro MeToay Ta
NPUMYLLYE CrepevyaTncs 3 HUM | HaBiTb PyWMHYBaTWU MOroO
3CepeanHmn, akacb TAEMHMLSA, LLIO JINLLAETLCSA HEMOMIUEHO!.
3a umm Tpeba 6yno NOBEPHYTUCH 4O NoyaTKy, a came o
rnoyaTKoBOro 3aBaaHHA LLIkonn - oo HaTIopPMOopPTY.

Konuchb a1 3BepTaBcsa Ao MeTadi3ndyHUX HaTiopMopTiB. Tomi
a9 300paXKyBaB peui, AKi HIOM 3ragytoTb NPO Te, AKUMU
BOHM ByM Ha NoYaTKy. «3aBOAHHSA 3 HATIOPMOPTY»,

AKe 1 BUKOHAB 3apas, HibW TpOoXM Haragye Moi JaBHi
MeTadi3nyHi HaTIPMOPTKU, asle MA€E Ha METIi 30BCIM iHLUe,
6a HaBiTb NPOTUIEXHE. H MOYaB MasltoBaTM HaATIOPMOPTHU
3 KOHKPETHMMM pevyaMm - Monuui 3 gpibHNUYKaMK, pedi Ha
cTonax i TpenbsXKi BooMa - 3BUYHi OyJeHHi HaTiopMopTH, -
CMPOLLYIOUN Ui pedi Ta 3aBOAAYM iX Y TEMPSABY NMOUATKY,
ajie BOHU NMPOCTO rybuanch TaMm, NpoCcTo 3HUKANW,
PO3MNOPOLLYBaNMCSH, NepeTBopoBanmcsa Ha MaHy. OgHak MeHi

42

Still life
Volodymyr Budnikov. for the Art School Project, Kyiv, 2015

Art classes start with a still life composed of the most basic
shapes: a sphere, a cylinder, a pyramid, a simple jug. These
objects are not yet self-contained: they are incomplete

and unfinished. These foetal objects seek the status of a
completed, recognizable thing that can be named. They are
the basic primal shapes that a student will then appropriate
to recreate the “world of objects” in its entirety.

To start with such shapes, as the philosophy of the School
dictates, is to train the gaze, whether it wants to or not,
to recognize these shapes in animals and men, in lines of
landscape, everywhere. Such calibrations of vision imply
that the seen world would be reconstructed based on the
“new” understanding of the structure of mundane things.
The student, as it were, informs the object, “I do not know
you yet.”

The drawing style expounded by the School can be
described as the depiction of objects as they appear. A still
life comprised of elementary shapes, the “not-yet-objects,”
teaches students to order the world of the visible and to
cope with their flustered unease at their inability to grasp
the evident.

At the early stages of their schooling, students are not yet
asked to penetrate the origins of things (the origins of a
given universe?). Conversely, they might still be doing it, but
unreasoningly, mechanically.

It might be that the most basic things or actions, such as
the early steps of learning to draw, remain undefined and
unnoticed because we have once moved past them without
so much as a second thought. We might think that they are
too simple. We might consider them too plain and self-
explanatory to delve on them much longer.

| went back to the genre of still life time and again, but

| didn’t, until now, return to the “training wheels” of the
primal still life, familiar to all who studied, however briefly,
drawing from life. The discussions on what the School is
and does never cease: the academy, | mean, or “our” school,
as professional academic painting is known in post-Soviet
space. We bear the mark of the school that defines a
certain range and mode of vision as “professional” or “right.”
Obviously, schooling imposes strict limitations, and rejects
that which does not fit them as false. But there’s a power to
the method, a mystery that remains unseen, forcing us to
argue with it or to subvert it from the inside. To reveal it, |
had to go back to basics, to the very first exercise: a still life.

Back in the day, | explored the metaphysical dimension

of a still life. | would depict objects frozen on the cusp of
recalling their primeval shape. The present “exercise in still
life” is somewhat similar to my former metaphysical still
lives, yet its goal is very different, almost the opposite. |
started to draw still lives with concrete objects - shelves
piled high with baubles, a jumble of things on tables and

in cupboards - the usual arrangements of the day-to-day
life - whittling them down to the basics and driving them
towards the primeval darkness, but they just got lost there,
disappeared, dispersed, became phantoms, melted into thin
air. | needed something different. It was at that point that

| parted ways with painting objects from life and almost
recreated the still life exercises from art school, but sans
objects, without a prearranged ensemble. It might be said
that | departed from the tradition of drawing “from the
end point” (starting from the complex and progressing
towards the simplified shapes), offered by the art School
as the default, and went back to drawing “ab initio,” with

HaTiopMmopT

Xyawkona, ekcrnosuuia, KUiIBCbKNIM My3el pocicbkoro Mmcteytsa, 2015
Art School, exposition, Kyiv Museum of Russian Art, 2015
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6yno NoTpi6bHO gewo iHwe. Todi 9 BigMOBUBCS Bif HAaTypPHOro
ManoBaHHA peyen i HIGK BiATBOPWB MaslloBaHHSA HATIOPMOPTY
3 «XYALKonn» 6e3 peyen, 6€3 NOCTaBNEHOro HAaTIOPMOPTY.
To6TO Bifg MaNOBaHHA «Bif KiHUS» (Big CKNagHoro

[0 CMPOLLEHOro), aKke MexaHi4YHo nponoHye LLikona,

S1 MOBEPHYBCSH A0 MaslloBaHHS «3 MOYaTKy», BiALLUTOBXHYBCS
Bif 6paKky peyen, ix BiACyTHOCTI. MeHe naBHO 3a4apoByBaso,
SIK CBOIO YacCy NPUMNLLOB 4O TAKOI «BiACYTHOCTI» peyen
MopaHai, AKMN CNpPAMOBYBaB NOMrISA0 Ha MPOMIDKKU MiX
peyamm B HATIOPMOPTI, Ha Ti Micus, e peden Hema.

OTXe, 4 Noyas, Tak 61 MOBUTU, «BUPOLLLYBaTU» pedi ansa
CBOr0O «HaBYa/IbHOrO» HATIOPMOPTY. A AKLLO BYTU TOYHUM -
BMBOOUTM iX i3 TEMPSABU Ha CBITNO. XiBa KnacnyHmm
«LUKINbHUW» MEeTOoM He € caMe cnpoboto NPoCBITU?
OCco6MBO, AKLLO YBaXXHO OOCYXaTNUCA 00 iIHCTPYKLIN
LLIkonn He AMBUTUCH Ha pedi NpsMo, TO6TO BAABATH, LLIO He
6aunLL, He 3HAELL X, MOKM HEe HaMaJltoELL.

Be3nepeyHo, XyOOXXHUK Y>XKe MAE BlaCHe YAB/eHHS NMpo CBIT
no Wkonu. Togi, Moxxnmneo, LLIKona BUTArae ue yaBneHHsa

3 TeMpaBu? Taknm cobi «NoYaToK CBIiTY», MPOTOTUM CBITY
(npocBiTa?) abo WoCh Take, WO HagIa€ yaBNeHHAa Npo pedi
BUOVMUM TiSIOM.

3BicHO, LLIkona nepenb6ayae MNpaBunna abo Cucremy -
Ganpyxe, Wwo Cnucrtemy, B aKiv HacnpaBai iCHYOTb pedi,
OCSATHYTU HEMOXJIMBO.

Mpuxuctok gna ceitna, 2010, 3ani30, CBITIO
Refuge for the Light, 2010, iron, light
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the absence of objects as my starting point. I've long been
fascinated by Morandi, who arrived at this “absence” by
scrutinizing the gaps between the objects in a still life, the
spaces that do not contain things.

Hence, | started, so to speak, to “grow” objects for my
“assigned” still life. To be more precise, | drew them out of
the darkness towards the light. Isn’t classical schooling an
Enlightenment project? The element of enlightenment is
particularly obvious if you take the instructions literally and
don’t look at the objects directly, pretending that you cannot
see them until you draw them.

Obviously, any artist has views and opinions that predate
art School. Could it be that art School drags them into
the spotlight in a let-there-be-light moment, a practice
cosmogony, an act that visibly embodies our notion of
things?

Of course, Schooling imposes its Rules and a System, even
if the System in which the objects exist in reality cannot be
grasped.

HaTiopMOpT 3 uuMAIiHAPOM, 3 NpoekTy Xyawkona, 2015, 150x150, akpun Ha NONOTHI
Still Life with a Cylinder, from Art School project, 2015, 150x150, acrylic on canvas
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HaTiopMOPT 3 YHOPHUM KBagpaToM, 3 NpoekTy Xyawkona, 2015, 150x150, akpua Ha NONOTHI HaTtiopMopT 3 Kynelo, 3 NpoekTy Xyawkona, 2015, 150x150, akpu Ha NOMOTHi
Still Life with a Black Square, from Art School project, 2015, 150x150, acrylic on canvas Still Life with a Sphere, from Art School project, 2015, 150x150, acrylic on canvas
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HaTiopMoOpT 3 Ba3olo, 3 NpoekTy Xyawkona, 2015, 150x150, akpun Ha NONOTHI
Still Life with a Vase, from Art School project, 2015, 150x150, acrylic on canvas
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HaTIopMOPT 3 YHOPHUM FNIEUUKOM, 3 NMpoeKkTy Xyawkona, 2015, 150x150, akpun Ha NONOTHI
Still Life with a Black Jug, from Art School project, 2015, 150x150, acrylic on canvas
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Xyawkona, ekcnosuLis, KNiBCbKUn My3en pocincbkoro MucteuTea, 2015
Art School, exposition, Kyiv Museum of Russian Art, 2015
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HaTiopMoOpT 3 Ba3o i NAALWKO, 3 NpoekTy Xyawkona, 2015, 150x150, akpwus Ha NONOTHI
Still Life with a Vase and a Bottle, from Art School project, 2015, 150x150, acrylic on canvas
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MantoHoK i3 cepii YKpuTTa, 2015, 42%29,7, KyNbKOBa py4ka Ha nanepi
Drawing from the Shelter series, 2015, 42x29.7, ballpoint pen on paper
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MantoHkM i3 cepii YKputTa, 2015, 29,7%21, oniBeupb, KyNbKOBa pPy4Ka, TyLL Ha nanepi
Drawings from the Shelter series, 2015, 29.7x21, pencil, ballpoint pen, ink on paper
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Bubyxu, 2015
200x150, akpwua Ha NONOTHI

Explosions, 2015

®oHTaH, 1977, 110x75, onis Ha NONOTHI
Fountain, 1977, 110x75, oil on canvas 200x150, acrylic on canvas
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Mip3eMHi BUGYxuK, 2015, 200x150, akpun Ha NONOTHI
Underground Explosions, 2015, 200x150, acrylic on canvas
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MantoHoK i3 cepii YkputTa, 2015, 200x120, oniBeupb Ha nanepi
Drawing from the Shelter series, 2015, 200x120, pencil on paper

65



Benukum Bu6yx, 2015, 200x300, akpwu/ Ha NONOTHI
Big Bang, 2015, 200x300, acrylic on canvas

66

. ..",‘-"_' < -
= """Il'l'lﬂ

- mph

! e i

67



TYNY3bKUHA LLUKN

TAaEMHULSA XXUTTA

oasuc

XBUNA

ouTBa

KNlacu4YHM#K MoTUB 1989
i 2006

NONMIOBaHHSA

pan

peanism?

NiHiA pOo3MeXYyBaHHSA
(cknapku)

toulouse cycle

secret of life

oasis

wave

battle

classic motif 1989
and 2006

hunting

paradise

realism?

contact line
(folds)



I3 Tynysbkoro uukny, 1994, 100x80, onis Ha NONOTHI
From the Toulouse Cycle, 1994, 100x80, oil on canvas

TaEMHULSA XUTTH

OsniekcaHap ConoBuoB
DparMeHT TeKCTY AJIS KaTtasiory BUCTaBKku BosiognmMupa
byaHikoBa. KniB, 1995

«HapgxHeHHUN, ekcnpecunBHUN, BaraToMipPHUM XXUBOMUCHUN
CTWNb, MPUTAMaHHNN XYOOXHUKOBI, apPTUCTNU3M LbOTO
CTWUIO CTBOPIOKOTL BigUyTTS PO3KYTOCTI, HAaconoau,
€QMNHOIro AYyXOBHOro 3anany. Y “TaeMHULI XUTTa” nopsag,

3 iIHWMMKM O3HAKaMu BiaUyBa€eTbcq i gocsin (lBunaLle
IHTYITMBHMI, NIOCBIAOMNN, HIXK HEBMUCHO OOMIPKOBAHMIN

i KyNbTMBOBaAHMIN) MOCTMOAEPHICTCbKOro CTaBfIEHHS

00 Pi3HWX CTUAIB, M1ACTIB, HANPSAMKIB | MepCcoHaxiB
MucTeutBa. CyyacHe MepexxmnBo 6apoOKo MUTELb NeTe

3 HabaraTo 6iNbLIOro crnekTpa Tpaauuin, HauioHanbHUX

i 3aranbHOCBITOBUX, HiXX paHille, BUSBAAOUM MPU

LbOMY Habarato 6ifbll XyOOXHIO TAKTOBHICTb, BEJINKY
BUTOHYeHiICcTb. CaMe TOMYy cnoragm npo Yopxona (ogHa 3
KapTWUH Mae Ha3By “lMaM’aTi Yopxona”) TYT HaCTINbKK X
NPUPOAHI Y CBOIN POBOTI 3i CTBOPEHHA €MOLLIMHOIO Nons
LMKNY, HACKIiNbKM MPUPOAHI B LbOMY psaay crioragn npo
IKOHOMKC, eKCnpecuBHI abcTpakuii, BapoyHi yKpaiHCbKi
LLlepPKBU, KOHCTPYKTUBI3M 20-x abo cxigHy kanirpadito. Ao
NPOAOBXYBATW aHanorii, To Uue BXe ycTaneHe “Bucoke”
6apoko. CBIT XyJOXHMNKA BAPOKO - Lie CBIT, Ae “3arybneHa
rapMoHisa”, CBIT aHTUHOMIN | NapPaAOKCIB, WO CNPUNMaKTbCA
K HOpMa OyTTSa | BOOQHOYAC 9K €CTETUYHUM MPUHLKMA “iHWOT
rapMoHii”, aky peanizoBaHO NOETUKOK KOHTPACTIB.

B. BygHikoB y “TaeMHULi XKUTTA” Ha CBOEMY OCOBUNCTOMY
YHiKaNlbHOMY PiBHI MPOHUKIMBO YCBIOOMMIOE Le

cyLinbHe TsKiHHA BapPOKO A0 KOHTPacTiB. oMy
TanaHUTb 36anaHCyBaTU | KOHTPACTU, Tak B MOBUTH,
copManbHi - CBITNO i TiHb; BIAKPUTY, Mamxe AeKIapaTUBHY
OEKOPATUBHICTb | NOrNMBGNeHy XMBOMUCHY BaJIePHICTb;
NPOCTIP | MJIOWMHY; CYTO CTAHKOBY XXMBOMUCHICTb i
iepornidiyHy 3HaAKOBICTb; HECTPUMHI (baHTaCTUUHI hopMn
i DOpPMU reoMeTPUYUHI; KOMMO3ULLIMHY LLIeHTPUYHICTb

| BIOXWNEHHA Bif LUEHTPY; KONTbOPOBY MaKTYyPHY
PO3KpINavYeHiCTb BiJIbHOrO PyXy NeH3nsa i AKkyCcb ocobnmey
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Secret of Life

Oleksandr Soloviov
A fragment from the text for the catalogue of Volodymyr
Budnikov’s exhibition. Kyiv, 1995

«The artist’s recognizable inspired, dramatic, multifaceted
and poignant style evokes the feeling of abandon, pleasure
and spiritual passion. Among its other features, The Secret
of Life conveys the postmodern approach to different
styles, strata, movements and figures in art (intuitive and
subconscious rather than rational and cultivated). The artist
weaves a contemporary baroque lacework from a much
broader range of national and global traditions, exhibiting
more creative tact and increased sophistication. For this
reason, memories about Warhol (one painting is entitled In
Memoriam of Warhol) are as authentic within the emotional
horizon of the series as memories about icons, expressive
abstract works, Ukrainian barogue churches, constructivism
of the 1920s or East Asian calligraphy. To push the analogy
further, we are dealing with the established “high” Baroque.
For artists of the Baroque, the world was a space of lost
harmony, of antinomies and paradoxes treated as an
existential norm, and, at the same time, the space of the
aesthetic principles of “the other harmony” realized through
the poetics of contrasts.

In his Secrets of Life, Budnikov voices a deeply personal
reflection on the baroque’s affinity for contrasts. He
succeeds in offering a balanced panorama of, so to say,
formal contrasts too: light and shadows, almost strikingly
decorative works and profound painterly usage of tonal
play; space and planes; easel painting par excellence and
hieroglyphic usage of signs; runaway phantasmagoric
forms and geometric shapes; centrifugal and centripetal
compositions; free brushstrokes, unrestrained both in color
and in texture, and unique sense of order and structure that
not only doesn’t prevent the illusion of painterly kinetics
but also underscores its key characteristics (joy and
darkness, changing scope, and more).

BMNOPSAAKOBAHICTb, CTPYKTYPHICTb, S1Ika He TiNIbKK He
3aBaXKa€ iNo3ii XXMBOMMUCHOIO KiIHETU3MY, a W MigKpectoe
OCHOBHI MOro BAaCTUBOCTI: PafiCTb | MOPOK, PI3HY
MacLUTabHICTb Ta iHWe.

Tak BOAETLCHA 3BECTU OOKYMU | KOHTPAMYHKTU CEHCOBI -
MWTI | BIYUHICTb, BUCOKE lYXOBHE N erikypencbke 4yyTTeEBE,
KOJTOPUCTUYHY CMUCIOBY HACUYEHICTb i il Mamxe NMOBHY
BiACYTHICTb, May3y BCepennHi AMHaMI4YHO PO3ropPHYTOI
apamaTtyprii umkny».

13 Tynysbkoro uukny, 1994, 100x80, onis Ha NONOTHI
From the Toulouse Cycle, 1994, 100x80, oil on canvas

This helps to bring together semantic counterpoints too,
such as myths and eternity, the high spiritual and the
Epicurean sensuous, coloristic richness of meanings and
their almost total absence, pauses inside a dynamically
unfolding dramatic series.»

BipasepkaneHHs, 1994, 100x100, onig Ha NONOTHI
Reflection, 1994, 100x100, oil on canvas
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MporynsaHka, 1994, 100x100, onia Ha NONOTHI
Walk, 1994, 100x100, oil on canvas

Be3 Ha3Bu, 1994, 100x80, onia Ha NONOTHI TepuTopis, 1994, 100x90, onia Ha NONOTHI HagitHe ykpuTtTa, 1994, 100x80, 0onig Ha NOMNOTHI TaeMHUUA XUTTH, 1994, 100x100, onia Ha NONOTHI
Untitled, 1994, 100x80, oil on canvas Territory, 1994, 100x90, oil on canvas Reliable Shelter, 1994, 100x80, oil on canvas Secret of Life, 1994, 100x100, oil on canvas
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Mam’ati Bopxona, 1994, 90x80, onis Ha NONOTHI
In Memory of Warhol, 1994, 90x80, oil on canvas

Be3 Ha3Bu, 1994, 100x80, onia Ha NOMOTHI
Untitled, 1994, 100x80, oil on canvas

Mensax, 1994, 90x100, onisa Ha NONOTHI
Landscape, 1994, 90x100, oil on canvas

TaTtyloBaHHS, 1994, 80x100, onist Ha NONOTHI
Tattoos, 1994, 80x100, oil on canvas
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Oasuc
Bonognmup byaHikoB. Kuis, 1998

Pednekcytoum 3 npuBoay TOro, 4Horo Mm no3basreHi
Ta 4YOro AOMaraeMocs, 4acTo Malxe HeCBigOMO MU
BUKJIMKAEMO Y CBOIN ysiBi 06pa3 neBHoi MicuesocTi. Ii
PUCK MIHNMBI M NOCTINHO DOPMYIOTbCS Mig BNIMBOM
06’EKTMBHOIO OOCBIAY, @ TAKOXX MeTaMopd 03, AKi
BinOyBalOTbCS MPOTArOM 4Yacy B HaLUiM CBigOMOCTI

Ta nigceigomMocTi. O6’eKTUBHE N CyO’EKTUBHE TYT
nepennenmca HacTINIbKM MILHO, LLIO BaXXKO BigHECTU
Micue - 06’eKT Ba)kaHHSA nuLLe 0o TepuTopii ayLui.

CTPYKTYPHI ocobnmBocTi ekcno3unuii «Oasnc» NOKINKaAHI
peanizyBaTu inel PeKOHCTPYKLLT caMe Takoi MicLeBOCTi,
3p0BUTU BUOUMOK HU3KY ii MepeTBOpPEeHb, BU3HAYNTU aeaki 1i
OPIEHTNPW B 3arasibHOMY CBITOYCTPOI.

3ragytoumn guTtady rpy B «Acouiauii», MM MUTTEBO OTPUMYEMO
NTAHLIOXOK «0a3unc» - «Mipaxk». Oasunc gk peanbHe Micle,

[e € HanHeobXxigHiwe onga NiaTPUMKM MYHKLIOHYBAHHA
OpraHiaMy Ha i3nYHOMY PIBHI, Ta Mipa)k gK BUaMMa
npoekLia 6axxaHHs 3HANTU 0a3ncC (a TaKOX MipaxK 9K
ONTUYHE ABULLE, LLIO MAE MOSACHEHHS 3 TOYKK 30pY Di3nKK,
TOMY LINIKOM OB’EKTUBHE).

OTKe, MiCLEeBICTb, LLO MU PO3rNS43a€EMO, ICHYE BOAHOYAC
Yy peanbHOMYy CBIiTi, B HalLiM CBIAOMOCTI, B HE3/IYEeHHUX
INFO30PHMX NPOEKLIAX, LLO BUHMKAKOTb Y 3B’A3KY 3
0COBMMBOCTAMU DYHKLIOHYBAHHSA MeXaHi3MiB, aKi 6epyTb
y4acTb Y MPOLECi HALLOro CMIPUMHATTS, @ TAaKOX Y BUTNAAI
ONTUYHUX MOoaenen-MipaxkiB Ta 6e3kiHeUYHUX Moaenen,
CTBOPEHUX MUCTELITBOM.

OcCTaHHIi, MOXXTMBO, HANBNMXKYI 0O MPOHUKHEHHS B
TPAHCLUEHOEHTHY CYTb «0a3UCy», OCKINIbKW BiOTBOPIOKOTb MOro
BCeOBiYHO, 3a5yyaloum 3HAHHSA MPO 0a3UC XYOOXHMKA, @ TAKOX
MOro «He3HaHHA» NPOo 0a3unc. Y TaKOMY pasi B MpoLeci akTy
MWUCTELTBA He BiATBOPIOETLCSA CaM 0a3ncC (TakUM, SKUM BIH €

i IKMM MOro Mo)KHa NoBaYnTN B NPUPOAI), HE BIATBOPIOETLCA
300paXKeHHA 06’eKTa BaXKaHH$, gKe CTBOpPUIIa yaBa, ane
BNOYOOBYETHCA TPETE, 30BCIM HOBE MicLie, M MUTAHHSA NONArae
Nine B TiM, HACKINTbKM BOHO NEPEKOHIMBE M HACKINTbKMN
30aTHe ByTn BaxkxaHuM, 60 NpeTeHOYE Ha iICHYBAHHSA AK
YaCTKa peanlbHOCTI, OTXKe - 06’EKTUBHOIO.

B ekcno3uuii «Oa3mnc» € cMMNTOMaTUYHUM nepexin Bia
Xuponumcy-6es-xmneonucy (TobTo Big 6i5Ioro Ta YHopPHO-
6iNoro XmMBonucy) Ao kKonbopy. Konip 3’aBNaeTbca criodaTky
B UMCTOMY BUrnagi. NporpamHa cepia nig Ha3eoto «Oa3nc»
CXOXKa Ha CBIiQOMUM CMEKTPanbHUM eKCNepuMEHT, KOn
CMYTra XXMUBOMUCY-Malxe-6e3-XXMBONNCY 3CYyBaAETbCS

00 HMXKHBOT YAaCTMHM MONOTHA, @ BEPXHIO 3arMOBHIOE
LOOCKOHanNum ynctum konip. NopiéHo oo NoMyHKyna 3
«®aycTa» leTe, 9K 6YB 3MYLLEHWI PO3BUTU CBOIO KOSBY
0n8 TOoro, Wo6 HapoOAUTUCS MO-CNPaBXHbOMY, N YHACIAOK
LbOro NepeTBoOpmMBCA 3i LUTYYHOI Nogodu NtoanNHM Ha
NPEeKPacHyY CANNMBY CyOCTaHLit0, HACTYMHI NONOTHa
no36aBAsAITbCS XKOPCTKOT CTPYKTYPOBAHOCTI i CTaloTb
BCEMPOHMKHOIO Ta BCOOMCYTHOIO CyBCTaHUIErD.

TeMaTuKa oKpeMoi TepuTopii, 6akaHol MicLLeBOCTI
npuTaMaHHa poboTaM, Lo nepenyBanm cepii «Oasncy.
30KpeMa, y cepii «bine y 6inoMy» B Ha3Bax PoOBIT YacTo
TPANNAETbLCA CNOBO «Nem3axk». B «Oa3uci», oe MicueBicTb
Habyna 3HaYeHHS e M 06’eKTa BaXKaHHS, HasBHUI
«Bennkunm nemsax<», WO € NepexonoM Bif nornepenHboi
«Binoi» cepii. Moro LinKoM MoxHa ineHTUMIKYBaTU K PYX,
CTUMYJIbOBAHUM Ba)KaHHAM OOCATrTU neBHOT MeTn. OaHaK
0ocobnmBicTb «Bennkoro nemsaxxy» (a TakoX YCix iHLIMX
TBOPIB UMKIY) MONSAra€ B TOMY, LLLO XXMBOMKUC € METOLO i
3aco6o0M BoaHouac. «Oa3nc-peanbHiCTb» - MeTa, MiHIMBA
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Oasis
Volodymyr Budnikov. Kyiv, 1998

Reflecting on what we lack and want, we often almost
unwittingly evoke the image of a certain locus in our
imagination. It is dynamic, and its shape is informed both
by our objective experience and by the metamorphoses

in our consciousness and the subconscious over time. The
objective and the subjective intertwine so densely that it is
hard to place this locus as the object of desire exclusively in
the psyche.

The structure of the Oasis exposition sets out to reconstruct
this locus, to make its changes visible, and to pinpoint some
of its landmarks in the world at large.

Free-associating, we instantly step from an oasis to a
mirage. Oasis is a real space that has the resources to
support an organism'’s physical existence, whereas mirage
is a visible projection of our desire to find an oasis (at the
same time, mirage as an optical phenomenon has a physical
explanation, and is thus perfectly objective too).

Therefore, the locus we treat exists simultaneously in the real
world, in our consciousness, in countless illusory projections

produced by mechanisms of our perception, and as mirages,
optical models and endless schema produced by art.

The latter might come closest to revealing the
transcendental essence of an oasis, in that mirages recreate
it comprehensively, engaging both the artist’s knowledge
about the oasis and his or her lack thereof. In this case, the
creative act recreates neither an oasis as such (an oasis as
is, as it can be seen in nature) nor the image of the object of
desire proffered by imagination, but rather creates a third,
perfectly new site. The only remaining question is whether it
is cogent and desirable, insofar as it lays a claim to existing
in reality, that is, to objective existence.

The transition from painting-without-painting, that is, from
white or black-and-white paintings to chromatic pictures,
is symptomatic of the Oasis exposition. At first color
emerges in its pure form. The eponymous programmatic
series, The Oasis, looks like a conscious spectral experiment
in which a stretch of painting-almost-without-painting is
shifted towards the lower part of the canvas, whereas the
upper part is filled with rarefied pure color. Much like the
Homunculus in Faust, who had to break his vessel to be
born and to turn from an artificial semblance of a human
being into a marvelous shining substance, the subsequent
canvases lose rigid structure and reveal the omnipresent
enveloping substance. The theme of a discrete territory

as the desired locus preceded the Oasis series. The titles
from the White In White series often featured the word
“landscape.” The Oasis, where the place gained meaning
as an object of desire, featured The Large Landscape

as a transition from the earlier “white” series. It can be
described as movement prompted by the desire to reach
a goal. The Large Landscape (and all other works of the
series), however, is recognizable in that the painting is
both a goal and means to an end. While “the Oasis-reality”
is the goal, the malleable projection of “the Oasis-reality”
becomes means. Therefore, The Large Landscape should
be interpreted both as a landscape and as movement
towards one.

The QOasis retained the elements dealing with “the Ur-
images” from the earlier projects. The only difference is
that “the flesh of colors” can now be admired close up:
we can observe free movement within the substance of
painting and are offered an opportunity to understand its
hidden depths, no matter how illusory. When designing

NpoeKLis «0a3ncy-MeTn» B Hallil CBIAOMOCTI - 3aci6. OTxe,
«Benmkum nemnsaxk» BapTO PO3rNAAaTU i AK Nen3ax, i 9K pyx
[0 Nensaxy.

MopiBHAHO 3 NoNepeaHiMM NpoeKkTaMmn B poboTax cepii
«Oa3unc» Mamxe BCe, L0 CTOCYETbCHA «MNepLIoobpasiB»,
3a/IMWNNOCA HE3MIHHUM. XibBa O caMy «KOJIbOPOBY
MNJOTb» MU PO3OUBNAAEMOCS Ternep 3 6NN3bKOIT BiACTaHI

i, cmocTepiratouu BiNlbHUM PYX yCepeanHi XUBOMNUCHOT
cybBCTaHLLi, OTPMMYEMO X04a W iNO30PHY, asle BCe X Taku
MOXJTMBICTb 36arHyTW ii MOTAaEMHI rMMOUHN. 3aBOaHHA
BMOYOOBKM €KCNOo3ULLiMHOro npocTtopy «Oasnc» nonarano

Y BU3HAYEHHi TepuUTopIii 3 BIACHOIO i€EpapXi€to, BlACHOO
MeTadi3nKoto. |, AKLLO MU HOKYCYEMOCH Ha OTOTOMHEHHI
HaLWMX MOTAEMHUX BaxKaHb, BUOOOYTUX i3 MiACBIAOMOCTI
(MICTUYHNI MipaXx-0a3nC-COH), 3 BaXKaHHAM OTpUMaTK Te,
6€e3 4Ooro My He 3MOXXEMO MPOOOBXKUTU CBOE ICHYBAHHSA
(peanbHMIM 0asnc-nensaxk), To BigNoBiAHO OO ApamaTyprii
MOHATTS «0A3MUC» MU FOTOBI iAeHTUdIKYBaTN aMbiBaNeHTHUN
006’€KT HaLMX Ba)KaHb i3 MEPMaHEHTHUM PYXOM OO0 HbOTO.
OTXe, TepuTOopIa-0a3unc, BiaTBOPEHa B cepeaunHi peanbHOoro
MNPOCTOPY €KCNO3ULINHOT 3a/1M TUMYacoBO (B 06’€eKTUBHOMY
PO3YMiHHI Yacy i B pO3yMiHHI Yacy gk npeameta
3006pa)KeHHS), HEOAMIHHO MOBUHHA BYTM Ni3HAHOK N
pocarHyToto. Came B LbOMY i 3MICT.

the exposition space for the Oasis, we had to create a
territory with its own hierarchy and metaphysics. And, if we
equate our hidden desires mined from the subconscious
(the mystical mirage, the oasis, the dream) with the desire
to obtain that without which our continued existence is
impossible (the real oasis), we definitely can equate the
ambivalent object of desire with the permanent movement
towards it according to the dramaturgy of the concept
“oasis.” Therefore, we have to reach and behold the oasis
territory recreated within the real space of the exposition
hall for the time being (meaning both objective time,

and time as an object of representation). Therein lies its
meaning.

Oasuc, BUCTaBKOBA 3ana LleHTpanbHoro 6yanHKy XyaooxHuka, Kunie, 1998
Oasis, Exhibition Hall of Central House of Artist, Kyiv, 1998
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XKusonuc ons Nnaeatoyoro o6’ekra, 2007
CTOPIHKM 3 KaTanory Nyp3ydceki cesonn. Xeuna
Paintings for Floating Object, 2007

pages from the catalog Gurzuf Seasons. Wave

13 cepii Oa3uc, 1998, 90x150, oniss Ha NONOTHI
From the Oasis series, 1998, 90x150, oil on canvas
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BuTtBa, MancTepHs
Kuis, 2007

Battle, studio
Kyiv, 2007

ButBa, ekcnosuuisa B ranepei JlaBpa, Kuis, 2007
Battle, exposition in the Lavra Gallery, Kyiv, 2007

KnacuuHui MotuB, 1989, 110x130, onlia Ha NONOTHI
Classic Motive, 1989, 110x130, oil on canvas
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13 cepii BuTtBa
2007, 110x220
onisi Ha MNONOTHI

From the Battle series
2007, 10x220
oil on canvas
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MontoBaHHSA, ekcnosuuia B A ranepei, Kuis, 2007 13 cepii MonwBaHHA, 2007, 62x101, akpw, TyL, ryall Ha nanepi
Hunting, exposition in the Ya Gallery, Kyiv, 2007 From the Hunting series, 2007, 62x101, acrylic, inc, gouache on paper
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13 cepii Pan, 2009 : 13 cepii Paun, 2009
150x100, onig Ha NONOTHI 200x150, onisi Ha MONOTHI

From the Paradise series, 2009 From the Paradise series, 2009
150x100, oil on canvas 200x150, oil on canvas
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13 cepii Pan, 2009, 50x70, onia Ha NONOTHi
From the Paradise series, 2009, 50x70, oil on canvas

13 cepii Pan, 2009, 150x200, onia Ha NoNOTHI
From the Paradise series, 2009, 150x200, oil on canvas
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13 cepii Be3 Ha3Bu, 2010, 150x100, onia Ha NONOTHI
From the Untitled series, 2010, 150x100, oil on canvas
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13 cepii Capm, 2011, 150200, onia Ha NONOTHI
From the Gardens series, 2011, 150x200, oil on canvas
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13 cepii Capm, 2011, 150x200, onia Ha NONOTHI
From the Gardens series, 2011, 150x200, oil on canvas
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13 cepii Capm, 2011, 150200, onia Ha NONOTHI
From the Gardens series, 2011, 150x200, oil on canvas
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13 cepii PeaniaM?, 2017, 200x310, akpws Ha NOMOTHI
From the Realism? series, 2017, 200x310, acrylic on canvas

96

13 cepii PeaniaM?, 2017, 200x310, akpwn Ha NOMOTHI
From the Realism? series, 2017, 200x310, acrylic on canvas
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13 cepii PeaniaM?, 2017, 200x310, akpws Ha NOMOTHI
From the Realism? series, 2017, 200x310, acrylic on canvas

98

13 cepii PeaniaM?, 2017, 200x310, akpwn Ha NOMOTHI
From the Realism? series, 2017, 200x310, acrylic on canvas
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13 cepii PeaniaM?, 2017, 150x400, akpwus Ha NONOTHI
From the Realism? series, 2017, 150x400, acrylic on canvas
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CKnapgku

Bonognmup byaHikoB. Kuis-KaHiB, 2016

[Ona po6iT i3 hparMeHTamMm cknagok 6yno B34TO 3a B3ipelb 6apOKOBI CKNAgKW, Ae NAoLMHA TKAHUHMN He € MOCIAOBHNKOM

aHi TiNa, aHi apxiTeKTYpPHMX OopM. Ha BigMiHY Big 3aTPMMaHHS Yacy abo «CTOSIHHS Yacy» Y «CK/aAKax Yacy», Npo aKi rOoBOpuB
Mepab MamappgaliBini y cBoix «becigax npo M1UcneHHa», 6apoKoBa TKaHMHA HIGu camMa no cobi, 6e3 BNaMBY CTOPOHHbOIO
BOJiHHSA, cTae aybana i BUKMOAE, BUTPYLLUYE 3i CBOIX CKIaA0K Yac, Wo 3acTtoaBcsa TaM. OKpiM Toro, 6apokoBa TKaHWHa NOCTINHO B
pPYyCi Ta BECb Yac 3MiHIOE CBOIO KOHMIrypaLito, dopMyoUn LLIOCh Ha 3Pa30K eK3aNbTOBAHOro NaHawadTy i3 6e3niyyo KoMBiHaLin
po3MexxyBanbHUX MiHiN. Llen naHawadT nepedbyBac y cTaHi 6e3nepepBHOro hopMyBaHHS, LLIO He NINLLIAE XOAHOrO LWaHcy 6onan
KYTKY TKQHUHU 3a7ULLINUTUCS Y CMOKOI.

CKnapgKu, ekcnosuilis
B YepBoHeYopHe,
KaHis, 2016

Folds, exposition in
ChervoneChorne,
Kaniv, 2016

Folds
Volodymyr Budnikov. Kyiv-Kaniv, 2016

These works were inspired by barogue 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, barogue 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.

CKNapKu, BUCTaBKOBA
3ana LleHTpanbHoro
OYANHKY XYAOXKHMKA,
Kwuig, 2017

Folds, Exhibition Hall
of Central House of
Artist, Kyiv, 2017
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Cknapku 3 cepii JliHia po3MexxyBaHHA, 2016, 100x100, akpu Ha NONOTHI
Folds from the Contact Line series, 2016, 100x100, acrylic on canvas
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Cknaaku 3 cepii JIiHia po3MmexxyBaHHSA, 2016, 100x100, akpua Ha NONOTHI
Folds from the Contact Line series, 2016, 100x100, acrylic on canvas
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Cknapkwm 3 cepii JliHia po3MexxyBaHHs, 2016
100x100, akpun Ha NONOTHI

Folds from the Contact Line series, 2016
100x100, acrylic on canvas
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6ine y 6inomy

HOBI po6oTH

MeTadizmka koay

pan

NPUXMUCTOK NoeTa
(BepOomM)

white in white

hew works

metaphysics of a code

paradise

poet’s refuge
(willows)



Bine y 6inomy

OniekcaHgp CosioBiOB, A4/1S1 KaTajaory
BonognmMupa byaHikoBa, Knie, 2001

«bine y 6inoMy» - ue Hacamnepepq nuTaHHa ONTUKKN, OCKINbKU
6innn Konip, 9K BioOMO, pafLue He KoJip, a CBITNO, YN €OHICTb
€ KyNbMiHaLI€ BCbOro KOMIPHOro CnekTpa. Y3arani «onTuyHa»
npo6reMa - ofgHa 3 KJIIOYOBUX Y MaNSIPCTBI, MoYnHaoun Big
XIX cTonitTa. BXKe Tofi Le Oy/0 peakuieto Ha iICTOPUYHNMT

3N1aM y JOCNiAHOMY Mi3HAHHI OINCHOCTI, WO NongaraB y BiAMOBI
Bif YSIBJIEHb MPO PeanbHICTb K NPO NPUKIAL YM 3Pa30kK.

Lla npobnema TypbyBana we denakpya, ane Ha piBHi

MOHATb ChopMyBanacsa y TBOPYOCTI iMMPECIOHICTIB. Xoua
nepeBeneHHs «ONTUYHOIro» 3 PIBHSA «NepebynoBu» TBOPIB, 9K

i OCArHeHHs, Ni3HaHHSA, OT)Xe rHoceonorii, 6esnocepenHbLO A0
OHTONOTIYHOI chepun BiaOyNnoca y MUCTELTBI BXKe Ha nMo4vaTky
CTONITTA ABAAUATOrO - B abCTPAKLiOHICTIB. 3 LIMX MO3ULLiN,
MabyTb, BAPTO MiAXOAUTU M HUHI OO npobneMn «Binoro 'y
6inomMy» - NnpobnemMu, 4O AKOIi NPOTArOM YCbOro HaLLoro
CTONITTA 3BepPTaNnocsa ay»e 6arato XygoXXHuKIB (AOCUTb
3rapatv K. Manesuya, «binum manidecTt» Jliouio ®oHTaHN,
«Binnnm npanop» i «bini uncna» Oxacnepa O)KoHca, Oini
MOHOXPOMU rpynn «ZERO»...), KOXeH 3 aKMX IHTepnpeTyBaB

i NO-CBOEMY Y UMMPA3 BaXKIMBILLIN PO OOHOIO 3 apPXeTUniB
CYYACHOT KYNbTYypPU. AIXKe N CbOrofHi «bine y 6inomMy» - He Tak
npob6nema came hopMm MUCTEUTBA, 9K nepenyciMm ONTUKN, AKY
PO3YMItOTb He NinLLEe AK OCOBNMBUIN «KYT 30PY», a i K CUCTEMY
GayeHHs Y MUCTELTBI, OTXKe Moro dinocodito. PasoMm 3 LUuM -

i hinocodito CTOCYHKIB «KiHLSA-NMOYaTKY», TPAAULIMHOIO

i cyyacHOro, iHaKLle - MeX OiINCHOCTI N KYNbTYpPW, iXHBbOT
6e3nepepBHOT MIHNMBOCTI. Y LIbOMY aCNeKTi axpoMaTUdHa
CYB’A3b «YOPHOro» i «6inoro» (B ycin ii rpagauii) - He Lo iHLe,
SIK CMUMBOJ KiJIbLLEBOTO PYXY BCEPEOMHI «KYIbTYPU» — «He
KynbTypu». OCb, HaNpuKag, Wwo nmcas npo ue K. Manesny y
KOHTEKCTI CBOET Teopii cynpemMatnamy: «Hibu nnaeseub Kadku,
CynpeMaTuUcT NpmxoanTb “3 €gMHOI 6iNOCTi” 6e3npeaMeTHOro
LOICTOPUYHOIO CBITY, MEPETUHAE 30HY PYXIB K KYNbTYPY i
3HOBY MOBEPTAETLCS A0 BINOCTI 9K 4O CBOrO Kpatoy.

Came K. ManeBuy nicnga cBOro YopHOro KeagpaTta Ha 6inomy
TNi cTtBOPMB 1918 poky «Binum KkBagpaTt Ha 6inoMy Thi»,

NpPO AKUW FOBOPUB, LLO BiH, MOXKJTMBO, O3HAYaE KiHellb,
Matoum Ha yBa3i KYJbTYPHUW CNagoK MUHYOTO 3 MOro
[yaniaMOM 3MiCTY | DOPMU, YiITKUM PO3MEXKYBAHHAM AYXY

1 MaTepii, cyb’ekTa i 06’€KTa, MPOTUNEXHICTIO 3€MHOTO
MOTOMBIYHOrO, i BOAHOYAC O3HAYa€E NOYaTOK HOBOI KYbTYPW,
HOBOIO MUCTELTBA, 3aCHOBAHOMO Ha YUCTIN MaNbOBHNYOCTI
KOJIbOPY M CBIiTNa, MUCTELTBA, WO CTOITb Ha «TUMYACOBIN»
idenHin No3nuii, NparHy4m He BigoOpPa’KeHHs, a CTBOPEHHSA
ycBigoMneHoro Apxetuny: 3 dinocodcbkoro Hilo, y akomy,
npoTe, MicTUTbCA Bce. CbOrogHiLLHE Mi3HaHHA YepProBoro
«KIHUS BiKY» MOPOMXKYE Y MUCTELTBI MoTpeby He nue
anoKaninTUYHOT HAaMOBHEHOCTI 6a4YeHHs, a N YNCTOTHU
BiAUyTTS, aAeKBaTHOI 3Bi/IbHEHOMY, MEePBUHHO-CTUXIMHOMY
NornagoBi HA AOINCHICTb. «Ba)XNMBO BU3HATU, — BBAXAE,
cKaxxiMo, B. MizsiaHo, hopMyntotoum CBOT Te3n NPO HOBY
OMNTUKY, - WO creumdika HUHILHbOrO Nepiony - y rnodanbHin
penyKLUii onTMYHOro BMMIpy... baueHHsa nepebyBae y

CBOIN BUXiOHIN, eneMeHTapHin MOPMi YNCTOro GaueHHS».
BapTo HaBeCTM 1 iHLY NOWMPEHY OAYMKY, WO icTopia
CYUYACHOro MansapcTBa NoKasye: 3aMiHa 306paxkKyBasibHOCTI

il eneMeHTaMy, CNPOLLEHHS T CTPYKTYpPU BioOyBaETbLCA Y
3BOPOTHIN Nponopuii A0 6araTo3HaAYHOCTI M YHIBEpCanbHOCTI
TOro, WO Ma€ cnyryBaTu onsa HMxX metadopoto.

Y ciuHi 1995 poky Bonogummnp ByaHikoB, BiooMun aK
BUTOHYEHUIN | BOOHOYAC eHePTrinHUM KOJTOPUCT, O3HANOMIMB
rNagaviB 3 BEIMKUM LUUMKIOM «CeKpeT XKUTTA», B OCHOBI
SIKOro - iHTepnpeTauis Cy4aCcHUMMU ManapCbKMMM 3acobamm
(3 MakCMManbHO LLUMPOKOIO KONIPHO NManiTpoto Ta
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White in White

Oleksandr Solovioy, the text for the catalogue
of Volodymyr Budnikov, Kyiv, 2001

White in White poses the question of optics first and
foremost: white, as we know, is light rather than color,
signifying unity and culmination of the entire color
spectrum. In general, the issue of “optics” has been a
cornerstone of painting ever since the 19th century. It was
a reaction to the historic shift in empirical exploration of
the universe, rejecting the notion that reality was somehow
exemplary or representative. This notion fascinated
Delacroix, but did not become fully formulated until the
Impressionists. Granted, the optic’s ascension from the
gnoseological level (dealing with the work’s structure,
perception and cognition) to the ontological occurred
later, in the early 20th century, in the works of the
Abstractionists. We should approach the issue of “white
in white” from this position too. Over the course of the
century, many artists (Malevich, The White Manifesto by
Lucio Fontana, The White Flag and The White Numbers
by Jasper Johns, white monochromes of the ZERO group,
to name but a few) had treated the notion, each offering
a unigue interpretation of its progressively more central
role as an archetype of contemporary culture. To this day,
“white in white” is a matter not so much of art forms as
of optics, understood not only as a unique “perspective”
but also as a visual system and philosophy of art. This
philosophy covers the relations between the end and the
beginning, between the traditional and the contemporary,
between reality and culture in constant flux. From this
perspective, the achromatic tandem of black and white in
all its gradations symbolizes the circular movement from
culture to non-culture. For example, this is how Malevich

elaborated it within the context of his Supremacism theory:

“Like Kafka's swimmer, a Supremacist comes from the
‘white unity’ of the objectless prehistoric world, crosses
the movements zone of culture and returns to whiteness,
his land.”

After his black square on white background, Malevich
created The White Square on White Background (1918),
stating that it might mean both the end of the cultural
legacy of the past (with its duality of form and content,
spirit and matter, subject and object, earthly and celestial),
but it could simultaneously signal the beginning of a

new culture and new art based on pure color and light,

on “temporal” philosophical positions, seeking not
representation but consciously created archetypes: to
resort to philosophical terms, the Nothing that contains
Everything. The present-day notion of yet another “end

of the era” calls not only for apocalyptic visions in art but
also for clear feelings adequate to emancipated, primeval,
elemental perspective on reality. For example, in discussing
the new optics, V.Miziano stated that “It is important to
acknowledge that the present period’s specificity lies

in the global reduction of optics [...] Vision lingers in its
initial, elementary stage of purity.” We should also mention
another popular opinion, according to which the history of
contemporary painting saw the replacement of figurative
works with explorations of discrete elements, whereas
simplified structure is in inverse proportion to polysemy
and universality of signs that could serve as metaphors for
semantic meanings.

In January 1995, Volodymyr Budnikov, known for his
elaborate and vibrant work with colors, presented a large
series The Secret of Life, which explored the Barogque
Weltanschauung through the lens of contemporary painting
tropes (with a markedly broad palette and expressive
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B. ByaHikoB, pykonuc TekcTy Bine, 1996
V. Budnikov, handwriting of the text White, 1996

Cipe, 2003, 300x200, onis Ha NONOTHI
Gray, 2003, 300x200, oil on canvas
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KoMnosuuis, 1995, 100x100, onist Ha NONOTHI
Composition, 1995, 100x100, oil on canvas

eKCrnpecieo NMCcbMa) NpUHUMNIB 6apOKOBOro CBITOBIAYYTTS.
ToMy, KoNn Yepes NiBPOKY Ha rpynoBin BUCTaBLi «4opHo-
6ine» BiH NOKa3aB [ABi peui, OOHY 3 AKUX BUKOHAB Y YOPHIN,
a iHWYy -y 6inin rami (ane Tak camMo No-6apPoOKOBOMY
PO3rOHNCTUM NEH3/1eM), CNoYaTKY 34a510CH, WO BOHU He
BiAMNOBIOAOTb TEMATULI BUCTaBKW. [lyMKa Npo BHYTPILLHI
iHTEHUIT Ta MOTUBM AKOrOCh PiLLYYOro nepexogy caMoro
aBTOpa A0 XXMBOMMUCHOIO MOHOXPOMHOIO MiHiManiamMy
YOMYCb TOAI He BUHUMKIA. |, 9K CBigYMTb BiH CaM, yBara

00 MOHOXpOMa crnpaBai 3’aBMnacs gewo CNOHTaHHO -

3 He3aKiHYeHOT («HOH-DIHITO») KOHKPEeTHOT Mapu TBORIB,

3i CNOAIAHOT «CKTaAHOT MPOCTOTUY BIAHOLLEHb Teno-
XONNOAHOrO BiNIOro KONIbOPY N KOHTPACTHOCTI YOPHOrO.

MoTiM MUTeLb HanMMcaB MaNieHbKe NOJIOTHO, 3afyMaHe AK
LiNIKoM 6ine, ane, HIbM 3N19KaBLUNCb BIACHOT «MOHOXPOMHOT
XBaUbKOCTI», MPOBIB HA HbOMY 360KY IHTEHCUBHO-YEPBOHY
CMYTy - CBOEPIAHUN CUMBON cebe KOMMLLIHbOIO.

3roaooMm 3’aBUIOCS LLe KinlbKa NoSIOTeH 3 BapiauiaMu 6inoro

i CTano AcHo, Wwo Bonogmmmp BygHikoB nepecTynue nopir
HOBOIO Nepioay CBOET TBOPYOCTI. AKTUBHICTb i NigBuLLIEHA
KOJIPHICTb MOTro «6apOKOBOTO LMKITY» MOPOOAUIN NPUPOOHY
eHepreTnyHy BTOMY M HeobXiaHICTb No36yTUCA (Ha LbOMY
Wabni) BIAKPUTOro CnekTpanbHOro xmsonucy. besymMoBHoO,
LS NpUYMHa NepeBaXKHO 30BHILLHS, «peakTUBHa» (panToBa
3MiHA «KOJIIPHOTO KYPCY» He pa3 npocTexyBasnacsa y
TBOPYOCTI XyAOXHMKA M paHille), ane i npuymMHa BHYTPILLHS,
«HACKpi3Ha». Tak, igea Toro » Taku 6inoro BUHMUKMNA Y
BypgHikoBa Lie Ha noyaTky 70-X 9K peakLis Ha nonepeaHto
«YOPHY cepito» (A0 pedi, BoHa TakKoX Bigobpaxana Tpagunuii
6apoKO, ane «KHM30BOro», «HAPOAHOIO», «AEKOPATUBHOIO»)
i BigTOMI NepiognyHo HabyBana Burnany 1o 6inux
UYTTEBO-M’'AKNX KPAEBUIB, TO «TiMNCOBUX HATIOPMOPTIB,

TO 6iNnX MeTadizanyHMx noctaTem»... Ta Uga iges, xou i
BiALUTOBXYBANACA Bif, eMMNIPUUYHMX Big4yTTiB, yce-Taku
GinblUue TaxXina 4o ctatuuHoi (i, 3peLlTo, TaKol, Lo PYWHYE
i caMy LiIto eMNIpUKY) eCTETUKM — HIBU HEPYXOMUX, CYTO
MeTadiznuyHnx dpopmM. CborogHi X il LOCTEMEHHO BUTICHUNA
ecTeTuKa OPraHiuyHOro pyxy, Lo pO3yMi€ MUCTELTBO
ManspCcTBa B MOro nepLiono4YaTKOBOMY T/IYMaUYeHHI K
zoographia - «onuc »xmnBoro» (Big, rpeLbK. zoon), MUCTELTBO
MIiH/IMBOrO, BUNAAKOBOTO. Y LIbOMY CEHCi aBTOP TPAaKTYE
B6ine ak «XnTTegamHe». X1BOMMCHa NOBEPXHSA HOBUX

PO6IT ByaHIKOBa BTPAYa€ KOMULLHIO, YaCOM «BOJICHY»,
(DaKTYpPHICTb.

MPUHLUMNOBO iHLUA N KOHCTPYKLIA NONoTeH unkny «bine y
6iNoOMy», LLIO TAKOX ide Bif BUNAgKOBOCTI, 3HAYHO BiNnbLUOT
cBO6GOOM, Ta BCE X He No3baBnsge X NOTPIOGHOT BHYTPILLHbOT
CTPYKTYPHOCTI.
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Bine, 1996, 100x100, onisi Ha NONOTHI
White, 1996, 100x100, oil on canvas

! e

- = _5—"

= i =

| ) 1k j b i, ﬁ =g

i R ~hir
_:! | r E“'\-'- 1

& 4 ¥ .'l"" i ot

- e

I8 gk
e £ -
S e . 5
I'l;r .\_H ...- .r"
: = il

Bine - 4,1996, 100x100, onist Ha NONOTHI
White - 4, 1996, 100x100, oil on canvas

brushwork). Therefore, when the collective show Black-and-
White, not half a year later, featured two of his works, one in
black, the other in white palette (with the same recognizable
baroque expansive brushwork), it was initially interpreted as
a demand of the show’s theme. For whatever reason, we did
not yet think that it was an expression of a deeper yearning
for monochrome minimalism. The artist himself stated that
his interest in monochrome painting was somewhat ad hoc,
arising from an unfinished (non finito) pair of works, from
the “complicated simplicity” of interrelations of the warm
and cool white and contrasting black.

Later Budnikov created a small painting, initially envisioned
as fully white, but, as if scared by his “monochrome daring,”
the artist drew a vibrant red line on the side as a symbol of
his former style.

After several more canvases with variations on white,

it became clear that a new period began in Volodymyr
Budnikov’s oeuvre. The robust heightened colors of his
“Baroque series” exhausted him and prompted him to
eschew, at this stage at least, openly spectral painting.
Obviously, this change had both external/“reactive” and
internal/“consistent” reasons (Budnikov had several earlier
drastic shifts in his “palette trajectory”). Budnikov had

first started to explore color white in the early 1970s, as a
reaction to his earlier “black series” (which, coincidentally,
also engaged with the Baroque tradition, albeit with its
“lower,” “folksy,” “decorative” strata). He would occasionally
produce white, sensual, soft landscapes, “plaster still lives,
white metaphysical figures...” Although steeped in empirical
feelings, this idea gravitated towards static aesthetics
(eventually undermining empiricism) and immoveable,
purely metaphysical forms. At present it has been fully
supplanted by the aesthetics of organic movement that
equates the painter’s task with the original meaning of the
term zoographia, “the description of the living” (from the
Greek zoon), the art of the random and ever-changing. In
the sense, color white is treated as pure and life-giving.
Budnikov’s newer paintings no longer have the almost
“painful” surface texture.

» o«

The structure of the paintings of the White in White series is
also different: defined by serendipities and marked freedom,
they still have internal structure.

Sometimes this structure is consciously dismantled, whereas
at other times it follows the ostensibly unpredictable and
chaotic brushwork and is transformed into a fairly rhythmic,
sturdy sign, a hieroglyphic that denotes the unity of the
“absolutely unconditional” whiteness with the metaphoric
space, light streams and ideal meanings. This is probably

[ecb HaBiTb LA KOHCTPYKLIA HiIBW CBIAOMO PYMHYETbLCSA, OECh,
nigkopsaUnCh HenependadeHoMy, 34aBanocs 6, XaoTUUHOMY
PYXOBi NeH314, HaBMakn, GOPMYETLCA BpeLUTI Yy AOBONMI
PUTMIYHO LYMKUIN MaNapCbKUM 3HaK, iepornid, Lo o3Hayae
31NTTA «abCoOMOTHOT 6€3YMOBHOCTI» Bifloro y €QHOCTI
MeTatopPMUYHOro NPOCTOPY, CBITJIOBOrO MOTOKY M igeanbHoro
ceHcy. TyT, MabyTb, MO3HAYAETBLCH | 3aXOMNJIEHICTb aBTOpa
Kntaem.

BapTo 3ayBa)kuTu e ABa CYTTEBO HOBUX AN ByaHikoBa
MOMEHTW. MepLumin - NosiBa TOro, WO Y LiX caMin cxigHin
TPAOMLIT BU3HAYAOTb KaTEropie «nycTkn» (UMM, 30KpeMa,
XapaKTepn3yBasocsa N YMMano MansapPCbKnX LUUKIB IBa
KnanHa y 60-Ti poku). «JltognHa NOBMHHA CTAaTU BOOJAPEM
BHYTPILUHBOIO XXUTTSA, OTXKE | BOSIOJAPEM Ti€El MYCTKN, 3HAKOM
AKOI € AYXOBHA MOBHOTa», - Tofi X nucas 1. Bembep.

Ly>xe 6M1M3bKNI 0O HbOMO | HUHILLHIM «MYCTKOBUIM» MOTNaL,
Bonoonmmpa bByaHikoBa, K1 BBaXKae€, LLO «MansapCcTBO
6e3 ManapcTBa» - Ue «306paxeHHsA OCArHEHHS BULLLOT
peanbHOCTI». pyrmn MOMEHT - NosaABa Yy HOBOMY GinoMy
ManapPCTBi XyOOXHWKa (PaHille 3aB3ATOro npmbidyHmMKa
CTaHKOBOCTI MansipCcTBa), NONpun «MOHYMEHTalIbHY»

OCBITY, TAKOT AKOCTI, AK «OB’EKTHICTb». | XO4Ua BiH HIBUTO
BiAMOBNAETbCA Bifl aKLiOHICTUYHOTIO, iIHCTANALiIMHOIo
3a/ly4YeHHsa rnaaada Ao CBOIX TBOPIB, YCe XK caMe HasaABHICTb
6inoro Hapae iM AKoicb 0COBIMBOT NPOCTOPOBOI | HAaBITb
«IHCTaNAUiNHO» HeBaroMocCTi, HeMPWB’A3aHOCTI A0
€KCMNO3ULIMHOT CTiHKU. 3’ABNAETbCA HOBA AMHAMIYHA
BIOKPUTICTb, MPOCTArHEeHa y IKOMYCb Malxe «diilbMOBOMY»
NPOCTOpI i Yaci, 3aBASKN AKiv rnagad, 6epyym yyacTb

Y LiJIKOM HOBOMY MPOLIECI, BCE XK TakWM 3a/ly4aeTbCa 0O
CNiBTBOPYOT DYHKLUIT.

Ha 3aBepLUeHHs - HeBeNnunuKe, MabyTb, CUMATOMaTUUHE
cnocTepexeHHsa. Y neakux poboTax «binoro y 6inomMy» 3HOBY
HasgBHUM KOMip, LWLO Hagae 06pasHO-XXUBOMUCHOMY HACTPOO
LMKy goaaTtkoBe (UaCOM KOHTPAMyHKTOBE) HIOAHCYBAHHSA.
BTtoma Bxe Big 6inoro? LLIo no6aumMMo MU HanBImMM»X4YmMM 4acoMm
Yy TBOPYOCTI XYOOXXHMKA, HAaMeBHE, HEBAaXKO 300ragaTucs.

indicative of the artist’s fascination with China. We should
also point out two important elements that were new in
Budnikov's oeuvre.,

The first is the appearance of what is defined as the “void”
in the Eastern tradition (the term is applicable to many of
Yves Klein’s series of the 1960s). “One has to master one’s
inner life, that is, the void signified by spiritual plenitude,”
wrote Paul Wember at that time. Budnikov’s current “void-
oriented” perspective is close to this stance, believing as
he does that “painting without painting” allows cognition
of a higher reality. The second new element of the white
painting style is the emergence of “object-oriented”
motifs (despite his monumentalist schooling, Budnikov

is an ardent proponent of easel painting). Ostensibly, he
does not engage with his viewers the way one would in
actions or installations, but the presence of color white
lends his works unigque spatial or even “installation-like”
weightlessness, emancipating them from the walls of the
exhibition. They become dynamic and open, and unfurl
almost cinematographically in time and space, inviting
viewers into a completely new process where they could
become co-authors.

I would like to end on a minor symptomatic observation.
Color is returning to some works of the “white in white”
series, adding more nuances (and occasional counterpoints)
to the cycle’s imagery and atmosphere. Is the artist tired of
color white? It is easy to guess what awaits the viewers in
the artist’s subsequent works.

115



s = ST
. s - o
.,
g o
- - = = =
.lr_|' :l!' I .:"h i L s
1 rrl"\-u_! :.# 1 = "_._'f;'\_.g','-'\-
VAT o _d e e

13 cepii Be3 Ha3Bu, 2001, 40x50, onia Ha NONOTHI

Bine, 1995, 100x100, onig Ha NONOTHI
From the Untitled series, 2001, 40x50, oil on canvas

White, 1995, 100x100, oil on canvas
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KomMmnoasuuis, 1995, 90x100, onist Ha NONOTHI KomMmnosuuis, 1996, 90x100, onig Ha NONOTHI
Composition, 1995, 90x100, oil on canvas Composition, 1996, 90x100, oil on canvas
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Be3 Ha3Bum, 1996, 90x100, onig Ha NONOTHI Me#3zax - 1, 1997, 90x100, onist Ha NONOTHi
Untitled, 1996, 90x100, oil on canvas Landscape - 1, 1997, 90x100, oil on canvas
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Mensax - 1, 2000
70x180, onis Ha NONOTHI

Landscape - 1, 2000
70x180, oil on canvas

Me#sax - 2, 2000
70x180, onist Ha NONOTHI

Landscape - 2, 2000
70x180, oil on canvas

Me#sax - 3, 2000
70x180, onist Ha NONOTHI

Landscape - 3, 2000
70x180, oil on canvas
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Mopopox, 1998, 95x300, onis Ha NOAOTHI

MantoHku, 2001, 61x85, Ty Ha nanepi
Journey, 1998, 95x300, oil on canvas

Drawings, 2001, 61x85, ink on paper
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13 cepii Capm, 2011, 150x200, onia Ha NONOTHI
From the Gardens series, 2011, 150x200, oil on canvas
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Beptukani
YKpaiHCbkui aiM, Kunie, 1998

Verticals
Ukrainian House, Kyiv, 1998

13 cepii BepTukani, 1997
200x65, 200x50, onis Ha NONOTHI

From the Vertical series, 1997
200x65, 200x50, oil on canvas
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Mensax - 2, 1997, 90x100, onia Ha NONOTHI
Landscape - 2, 1997, 90x100, oil on canvas
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Bine
Bonognmnp bygHikoB. Kuis, 1996

Binnnm konip o6TH»KEHUN YNCNEHHNUMMN CUMBONTIYHUMM 3HAYEHHAMW. Y pa3i NepemMilleHHa Noro Ao ranysi aprtedakTiB BiH
3BIIbHAETLCA Bif TiyMadeHb, MPUTaMaHHMX BYNIbFapHOMY MaTepianibHOMY cepefoBumLLy. BHacnigok BMUneHyBaHHS NOTEHLiNHOI
eHeprii 6ioro 3i 3BUYHOIO CTETUYHOIO KOHTEKCTY cepia «bine y 6inomMy» 3’aBNAETLCSA AK Bi3yaNbHUM OOKYMEHT, Y SKOMY
3ahiKCOBAHO HLWWI Pag CUMBONIB. Binum Konip Hamkpalle BionoBigace akTyanisaLii NpMxoBaHOro, anoriyHoro yepes Te, Lo
nepenbayac HaaMipHY Pi3HOMaHITHICTb BigYYTTIB. MIoro MOXIMBOCTI Ge3MexHi 1 cynepeunmei. BiH AeMoKpaTUUYHWMA. Byayuu
CYKYMHICTIO BCiX KONbOPIB, N036aBneHoto iepapxXii, 6innmn abCcontoTHO BiflbHO ONMaHOBYE MOHOXPOMHI MPOCTOPW. BiH MiHAMBUNA.

Y pi3HNX CUTyaLiax, HabyBatoUmM TO XKIHOYHO-HIXXHOIO, TO PU3NKOBaAHO-HeHE3MNeYHOro CMaky, BiH He Haa€ nepeBaru XogHoMy

3 MOXXJIMBUX NONOXeHb. DOPMYIOUM, BiH HEBTOMHO CMPSMOBYE OKPEMI AMHAMIUHI NepeTBOPEHHS A0 CMifIbHOT Tedil. PynHytouu, BiH
PO3MMBAE CTaTUYHI PopMKn, 36epiratoumn, NPoTe, y CBOEMY PO3UMHI IXHIO LIHHICTb. HiMa 3aragka 6inoro o6epTtaEeTbCA FOTOBHICTIO,
3 KOO BiH Y MPOLECi PO3BUTKY OrOJIIOE BECb CBil MeXaHi3M. BypxnBa cTuxia 6ioro Hagae CTPIMKOro HabyTTa MaTepiasibHOro
o6pucy iMNynbCaM HECBIAOMOTO, PO3TPOLLYUYM HAMiIPU CBIAOMOrO Lie OO0 NepeHeceHHs X A0 30HM BUANMOro. Crnokin. AcHicTb.
Camo3ocepenxeHicTb. 3aMKHeHICcTb. CaMoTa. Tulla. bine. bine 3acnokotoe cTuxito. bine ctepunbHe, | CynyTHI eHoOMeHN
YOPHOIO Ta 3a/MLLKIB KONMbOPIB SINLLIE MOCUIOIOTL MOrO CSIIOUY UNCTOTY. Moro BcenpoHuKHa 3ai6HICTb, 3MiHIOUYM NPUPOLY
IHLWKX KONbOPIB, POBUTL BiNbll padiHOBaHMM Npouec BMOyOOBYBaAHHA idel; XMMEPHICTb Ta ippeasibHICTb YTBOPIOKOTb HeGe3neuHi
TEHeTa iNto3in Ta iPOHIi; peanbHICTb AAa€ 3MOry MiCNa PO3KAaAeHHS CBITNA, KObOPY, Yacy Ta 3BYKY Ha CKNAQHUKN POBUTK
MOMITHUMM ippeanbHi ABULLA. YHIBEPCaNbHICTb 6ifIOro Aae CNpOMOXHICTb NepenaBaTk Ha NMONOTHI BIACHUI TiNeCHUM OOCBIA 9K
3aci6 ikcaLii AYXOBHUX Ta eMOLiMHUX MeTaMopdo3. Bifle MicTUTb HECKIHUEHHY KiNbKiCTb rpaaalin. Moro mocTinHO0 MiHAMBICTIO
Ta MNOTAroM 4O CaMOAOCTATHOCTI MOACHIOETLCA NOCNIAOBHICTb POOBIT i MeTa CTBOPEHHSA Cepii, AKa NoNarae B ogep XaHHi cnpaegi
6in10ro eMnNipMYHNM LLNSXOM | MepeTBOPEHHS 6ifloro i3 3acoby Ha MeTy. BianoBigHO 00 Ha3BU cepis 3aBepPLUYETLCH aBCONOTHUM
«BinnM y BinomMy», TO6TO 306paXKeHHAM BINOro pyxy BcepegmHi 6i10ro no3ayacoBoro NnpocTopy 6inoto hapboto. JIoriky Takoro
thiHany ooBOOUTb AKICHE NPOBEAEHHS EKCMEPUMEHTY 3 YCEMPOHUKHUM BIiNIUM, AKNIN CTBEPOXKYE AKICTb 6IiN0Oro 9Kk apxetmny

1 napagurmun.

White
Volodymyr Budnikov. Kyiv, 1996

The color white is encumbered with multiple symbolic meanings. Moved to the sphere of artifacts, it is emancipated from
interpretations typical of the vulgar material environment. By freeing the color’s potential energy from its familiar aesthetic
context, the White in White series emerges as a visual document following a diverse range of symbols. The color white is
best suited for making the concealed and the illogical newly relevant because it implies a superficial diversity of feelings.

Its possibilities are as endless as they are contradictory. It is democratic. The color white is a non-hierarchical unity of all
colors, and thus easily dominates all monochrome spaces. It is dynamic. Acquiring now a tender feminine, now a daring and
dangerous overtone, it does not privilege any of the possible positions. As a part of its creative process, it ceaselessly directs
discrete dynamic transformations into a single current. Destroying, it undermines static forms while preserving their values in
its admixture. The silent mystery of the color white means that it is ready to lay its mechanism bare as it develops. The color’s
raging element promptly gives material shapes to subconscious impulses, destroying conscious intentions before they reach
the visible range. Calm. Clarity. Mindfulness. Reticence. Solitude. Silence. Whiteness. Whiteness calms the elements. The color
is sterile, and the attendant phenomena of black and leftover shades only underscore its shining purity. Its pervasive potential
to change the nature of other colors refines the process of developing ideas; its surreal and phantasmagorical quality weaves
dangerous webs of irony and illusions; once light, color, time and sound are dismantled to their constituent parts, reality allows
to make surreal phenomena visible. The universality of whiteness allows to express one’s physical experience on canvas, to
document spiritual and emotional metamorphoses. The color white contains an endless range of gradations. Its constant
changes and affinity for self-sufficiency inform the order of works and the series’ goal: to empirically develop pure whiteness,
and to transform whiteness from the means to the end goal. As implied by the title of the series, it culminates in the absolute
“white in white,” that is, in the depiction of white movement within white atemporal space with white paint. The logic of this
finale is supported by the qualitative experiment with pervasive whiteness that affirms the quality of the color as an archetype
and a paradigm.
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KomMmnoasuuisa, 2000, 80x90, onist Ha NONOTHI
Composition, 2000, 80x90, oil on canvas
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KoMnosuuii, 2000, 100x70, 100x60, onia Ha NonoTHi
Compositions, 2000, 100x70, 100x60, oil on canvas

Beptukani, 2000, 100x70, onis Ha NONOTHI
Verticals, 2000, 100x70, oil on canvas
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HeckiHueHHa noaopoXx

ranepes Atenbe Kapacb, Kuis, 2003
Endless Journey

Atelier Karas Gallery, Kyiv, 2003

3
Be3 Ha3eu (ounTumx), 2003, 200x200, onist Ha NONOTHI Be3 Ha3Bu (aunTux), 2003, 200x200, onis Ha NONOTHI
Untitled (Diptych), 2003, 200x200, oil on canvas Untitled (Diptych), 2003, 200x200, oil on canvas
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BepTtukani 3 cepii MeTadisuka koay, 2005, 180x70, onisa Ha NONOTHI
Verticals from the Metaphysics of a Code series, 2005, 180x70, oil on canvas
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KomMmnoasuuis, 2006, 125x165, onia Ha NONOTHI
Composition, 2006, 125x165, oil on canvas
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HoBi po60TH, ekcnosuuis
B ranepei Atenbe Kapach,
Kuis, 2006

New Works, exposition
in the Atelier Karas Gallery,
Kyiv, 2006
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13 cepii Be3 Ha3Bu, 2001, 40x50, onia Ha NONOTHI
From the Untitled series, 2001, 40x50, oil on canvas
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TeMHa MaTepif, 2003, 300x200, onig Ha NONOTHI
Dark Matter, 2003, 300x200, oil on canvas
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13 cepii Pan, 2009, 180x60, onisg Ha NONOTHI
From the Paradise series, 2009, 180x60, oil on canvas
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[Oow Ha AHinpi, 3 cepii
Mpuxuctok noeta, 2014
120x200, akpuna Ha NONOTHI

Rain on the Dnieper, from the
Poet’s Refuge series, 2014
120x200, acrylic on canvas

Aouw Ha AHinpi, ranepes YepBoHeYopHe, KaHis, 2014
Rain on the Dnieper, ChervoneChorne Gallery, Kaniv, 2014
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Bep6um - 4, 3 cepil MpuxmucTok noeta, 2014, 200x200, akpu/ Ha NONOTHI
Willows - 4, from the Poet’s Refuge series, 2014, 200x200, acrylic on canvas
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Bep6wu, ranepes YepsoHeYHopHe
KaHis, 2014

Willows, ChervoneChorne Gallery
Kaniv, 2014

Bep6u Ha BrCTaBLi TP KPOKMU
LBX, Kuis, 2017

Willows during the Three Steps exposition

Bep6um - 3, 3 cepii Mpuxucrtok noeta, 2014, 200x200, akpwus Ha NONOTHI
the Central House of Artists, Kyiv, 2017 Willows - 3, from the Poet’s Refuge series, 2014, 200x200, acrylic on canvas
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Bep6u - 1, 3 cepii Mpuxucrtok noeta, 2014, 200x200, akpwa Ha MONOTHI Bep6um - 2, 3 cepii MpuxucTok noeta, 2014, 200x200, akpwus Ha MNONOTHI
Willows - 1, from the Poet’s Refuge series, 2014, 200x200, acrylic on canvas Willows - 2, from the Poet’s Refuge series, 2014, 200x200, acrylic on canvas
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nen3saxi 1970-x
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2013

HeCKiHYeHHA NoaopoXK

T.T.

BiAA3epKaNeHHA

VKPUTTSH

peaniam?

oiprouMn. 6a3a

landscapes of the 1970s

landscapes 2006-2008

my crimea. our crimea

big landscape 1999-
2013

endless journey

t. h.

reflection

shelter

realism?
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Menszax. PparMeHTH
Bonognmnp bygHikoB. Kuis, 2010

MepecnigyBaHHS. A nepecninyto Min NPOCTIpP, | BiAHOCHO 3MiH
yacy uen npouec BUOAETbLCA MEHi HAaCKPi3HUM. A HaHU3YIO
«CKNBKMN» Yacy, LLopasy NoBepTalouynCh Mamxe B ofHe 1 Te
caMe Micue. MeHe 3ax0onutoe, KO, MPOCNN3aoymM 3aBXKaun

Yy TOM CaMUM OTBIP Y YacCi, MeHi BOAETbCA BXOMUTU CBIll Xe
006’eKT. [ONTOBHE - BXOMUTU MOTO «YUCTUM», Be3 yCiX TUX
YaCOBMX HallapyBaHb. Lle HeMoB6M 3HOB | 3HOB AicTaBaTUCS
CaMICiHbKOT MOro cepeanHu, aKka 3aB)Xau BTIKAE Bif 30BHILLHIX
3MiH, IKa Taka SICHa, LLO Biga3epKaltoeE MEHE CaMOro - HOBOTO
i TOro camMoro BogHouac.

AKN CEHC Yy MOBEPHEHHI 00 KOJIMCb Ba4YeHOoro, AKLLIO MOXXHa
BMOJIIOBATU MOM0 XX Y KOXHOMY MpoLUapKy 4acy? [ofloBHe -
HaMaraTucs 6yt BAYYHUM, | MOXKHa NNOBUTU CBiM ynto6neHnin
MNPOCTIP CKiNIbKK 3aBrofHo.

BigazepkasieHHs. 9 BigO3epKantor CBi NPOCTIpP, BiH
BigA3epkantoe MeHe. Te, WO NIMLWAETLCSA 3PEeLUTO0 Ha
MONOTHI - Ue, BflacHe, TOW 6e3KiHeYHUIN MOTUB, KNI
MHOXXUTbCA MOMIK ABOMaA MIIOCTPaMU. Taknin NPOCTip yepes
MOBTOPEHHS NEePETBOPIOETLCS Ha NPUMapHUIA. Moro 3aHanTo
6araTo, ane caMe yepes ue BiH YTIiKae, 3HMKae. MeHe
HambinblLUe XBUIKOE caMe Te, WO MOro HacnpaBai HeMae,
XBWUJTIOE MOrO HecTauda, XBUJIIOE Te MyCcTe MicLe B MeHi, ke
3aBXAM 3anuLeHe s MOro nemnsaxy.

He3Hariome. 3BUUYHMIN NMen3axk MUTTEBO NePEeTBOPIOETLCSA

Ha HE3HAMOMMUN, TiNIbKU-HO 1 CNPSIMOBYIO Ha HbOrO CBIl
«BUAOLWYKaY». A MMNBbHO ONBOCA Ha HbOTO, OYiKYOUM MOMEHTY,
KON BiH MOKa)Xe MeHi Min MpocTip 3-Nig BnammMoro. Moe ysaBHe
MPO KOXeH NPOCTIP 3aBXAMN MICTUTb AeLLO, Lo 3anepeydye noro
peanbHiCTb. BogHoUac y MeHe 3aBXAMN CKNaOaETbCA BPaXKeHHS,
HiIGK 9 nepebyBato No Tom Bik NonoTHA. Hibn g BXXe HaMantoBaB
CBiM Nemn3axx. Ane Te, LLO A BXXe HaMatoBaB Moro 6arato pasis,
HacnpaBeAai HiYOro He 3HaUYnTb. | AKLLO BiH HABNM3MBCA 00

MeHe abo 9 HabNNM3MBCA 40 HbOrO - Lie O3HAYaE TiNbKK Te, Lo
36/1M3bKa §1 3HOBY He Bri3Hato Moro.
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Landscape. Fragments
Volodymyr Budnikov, Kyiv, 2010

The chase. | chase my spaces, and this process seems to
follow me through the flow of time. | string up “slices” of
time, always returning to the same space, or almost. I'm
fascinated by the ability to slip through the same rift in time
to grasp my own objects. Crucially, you have to grasp them
“neatly,” without temporal sediments. I'm reaching, over and
over again, into the depths that escape superficial changes
and remain so clear that they reflect myself back at me,
renewed and unchanged at the same time. What is the point
in returning to what you have already seen if you can chase
it down in any given temporal slice? If you are good at it, the
chase for your preferred space needs never end.

Reflection. | reflect my space, and my space reflects me.
What eventually remains on canvas is the endless motif
multiplying between the two mirrors. The repetitions make
this space illusory. It might be superfluous, but it is this
excess that makes the space escape and flee. I'm haunted
by its absence, by the empty space within me awaiting my
private landscape.

The unfamiliar. Familiar landscapes turn unfamiliar the
moment | direct my “viewfinder” at them. | observe them
meticulously, awaiting the moment when they would reveal
my space hidden under the visible. My image of each space
always contains something that negates its reality. At the
same time, | always have the feeling that I'm situated on
the other side of the canvas, as if | had already painted

my landscape. But the fact that | had already painted it
many times does not mean a thing. If it approaches me, or
|it, it only means that | will not recognize it from up close
yet again.

Repetition means inscribing difference or foreignness into
almost identical motifs. In returning to or almost recreating
any given plot, we envelope the space and somehow
affirm its identity. Repeated motifs in small landscapes

[loBTOpEeHHS. A PO3YMIito MOro K BMUCYBAHHS BiAMIHHOCTI
abo0 iHLIOCTI Y Npouec 3BePHEHHS A0 MalKe iAeHTUYHUX
MOTWMBIB. [TOBTOPEHHSA CIOXETY, Mal»Xe BIATBOPEHHS, OropTace
MPOCTIP, AKMMOCb YNHOM BepyUM ydacTb Y CTBEPAKEHHI
MOro igeHTUYHOCTI. [TOBTOPIOBaHUM MOTUB Y MalleHbKNX
nensa)kax NoOKNKaHUM CTBOPUTU CBOEPIAHNN OANHAMI3M,
AKUM, Ha BiOMiHY Bif «Bennkmnx nemsaxis» (2000-2004),
YTiNIEHUIN HEe OBOMIPHUM PYXOM Y340BX, @ PYXOM yCepeanHy.
ManeHbKi nen3ax)<i pagLle HalapoBYOTbCA OOUH Ha iHLWKNA,
HiXX YTBOPIOKOTb JiHit0. KOXEH HOBUWM CIOXET MPUXOBYE
nonepeaHin i xoeae cebe y HAaCTYMHUX.

HabimxeHHs1, MakCuMasibHe HaBUMXXEHHS, caMe di3nyHe
HaBIMMKEHHS, ane 30BCiM He onTuYHe 36inblueHHs. Hiaknx
«3YMiIB».

OnepyBaHHA MOMeHTaMK peasibHOCTI Yepe3 HaGIMMKEHHS [0
peanbHOro, KOHKPETHOro, asne 6e3 TOPKAHHSA. 3aXOMnNeHHs
Bifl JOTPUMaHHSA HaA3BUYAMHO Masol, ane Bce X Takn
oncTaHuil.

CHOXKET Y KOXKHOMY HOBOMY MOJTIOTHI BOAHOYAC CXOXWUN i

He CXOXWI Ha opwuriHan. HesBa)kaloum Ha HaBVIKEeHHS ax<
[0 TaKOro CTyNeHs OropTaHHS OKOM, KOJIM YTBOPKOETLCSA
3BOPOTHA NepCneKkTMBa, AUCTaHLIA BCE OOHO JINLLAETLCS
LOBONI Big4yTHO. HEMOXXAMBICTb AiICTaTUCA MOBEPXHI
06’eKTa YTBOPKE HEOOXiAHY HecTauy, HeOOXiOHU NPOLEHT
HEBW3HAUYEHOCTI, JOCTaTHIM NS BiAMiHM OCTAaTOYHOI
BM3HAYEHOCTI ab0 X NPOCTO KIHEYHOCTiI CaMoro o6’ekTa B
MeXax PaMKM MOro BIaCHOIO «BUOOLLYKava».

[loBepHeHHST 0O 300PaXXEHHSA MamXe KOHKPETHOrO,
«yMi3HaBaAHOro» NPOCTOPY CTasIo HeOBXiAHICTIO. MeHi KOHYe
BaX/IMBO 6yN10 3HOBY HAaBNM3UTUCA OO HbOrO. A AMBUBCA Ha
CBiM NpocTip 3paneky i B «Oa3uci» (2000), n y «Bennkunx
nemnsamxax» (2000-2004) - BoHM 6ynun anga meHe GinbLue
Marnoto abo NPMBOAOM A1 Men3ax<y, asne Hikonu, BnacHe,
He ByNn NMOB’A3aHi 3 KOHKPETHUM MPOCTOPOM. Pajlile BOHMU
6ynun 6araTbMa NPOCTOPaMM 0apPa3y, KOHUEHTPOBAHUM
YacoM, HallapyBaHHAM 4YaciB. Habnn3mBLLMCE YNPUTY OO0
KOHKPETHOro nemsaxy, 1 HeMoBbM 3aHypPMBCA 0O MNOUH
BJTACHOIO XecCTy, po3KJiaB noro Ha da3un (ocobamBo

Lie CTOCYETbCSA MaNIeHbKMX Nen3a)KiB, 3p0b6eHNX
6e3nocepenHbo 3 HATYpKU). A Manmxxe BNPpUTya Habnmanecs
[0 peanbHOCTI AN TOro, Wob LUTOBXHYTU 3HOBY FrOMAAIKMN
yacy, HagaTK HOBOI eHeprii MOro BaXKKOMy MasTHUKY.

[MoBepHEHHA caMe A0 ryp3ydCbKMX NPOCTopiB 6yno

Yy NEBHOMY CEHCIi K/tloUeM, KN 3aBOAUTb FTOANHHUK.
lyp3yd ong uboro igeanbHUM, 60 HACTINIbKMU 3HANOMUW, LLIO
rnapagokKcanbHO 06ePTAETLCH KOXKHOMO pa3y Ha TAEMHULLO,
6iny nnamy.

Tenep, nicng nepedbyBaHHA Yy 6e3nocepenHin 6NM3bKOCTI Bif
NPOCTOPY PeaslbHOro, MOXHa 3i CMOKINHOK AYyLUe 3HOBY
36iNbWNTU ANCTAHLIO, MOXKHA BiJHOBUTU KAPKOJSIOMHE
BiAUyTTH, KO/IM MPOCTIP POCTe, BiaaanstoyncChb, KON BiH
NPOCTO LaneHo BinbLiae, Habpakae, PYMHYE BaCHi paMKu,
NepeTBOPIOUYMNCH Ha 3HAK, LLIO 3HOB | 3HOB NepeKpectoe
peanbHiCTb.

lyp3yeh. MpocTip lNyp3yda ctBopuB cebe caM. Konu s
obupato caMe Moro, To NPAKTUYHO HIYOro He MiHA.

Moro oroneHi NycTi CTiHW Ta cunyeTy 6YAMHKIB YHUKAOTb
BM3HAYeHOCTi UM TO YaCOBOI, UM TO CTUNICTUYHOI. BOHK
caMe NycTi M Malke ckpisb 6ii. IxHi NpocTi no3ayacosi
thopMun yTBOPIOOTL AeLo NPUMAPHUM NPOCTIP, AKUN He
[03BONSAE HABGNM3NTUCA BNPUTYN. BiH MOBOWM caM MOCTINMHO
BWCJIN3a€, CaM YHUKAE BMIACHOT iBe@HTUYHOCTI, BU3HAYEHOCTI
y yaci. CUMBOMIYHO, O MOro 3aralibHUM o6pa3 INLLAETLCA
He3MiHHMM 6araTo PokKiB. LlikaBo, O LUSA HE3MIHHICTb,
Mo3a4acoBICTb iICHYE HibW MapanenbHO peasibHOMY 4Yacy.
To6TO NOCTINHI MepebyooBM 3MIHIOIOTbL MOro 30BHI, ane

3aralfibHe BiguyTTSa MYCTKU, «MariuHoOro TeaTpy» 3aJMLLAETbLCA

created a sense of dynamism; unlike the Large Landscapes
(2000-2004), small landscapes created a sense of drama
not by two-dimensional movement along the axis, but

by the movement inside. Small landscapes seem to form
overlapping layers rather than a line. Each new plot conceals
the earlier version, and conceals itself in its successors.

Approach, approach as closely as you dare, and | mean
approach physically, not magnify the object optically. Leave
your zoom be.

You manipulate moments of reality by approaching

the concrete and the real, but without ever touching it.
Respecting the vanishingly small yet present distance is
captivating. The plot of each new canvas is both alike and
unlike the original. Even when you approach it so closely
that you fully envelop it with your eye and produce inverted
perspective, the distance remains fairly noticeable. The
impossibility of touching the object’s surface produces the
necessary deficit, the necessary percentage of ambiguity
sufficient for canceling finalized definitions or even the
finitude of objects within my own private “viewfinder.”

The return to depicting almost concrete, “recognizable”
spaces became a necessity. Approaching them yet again felt
of crucial importance. | observed my space from afar both
in the Oasis (2000) and in the Large Landscapes (2000-
2004): these series were maps or pretexts for landscapes
rather than evocations of a concrete space. They presented
many spaces at once, concentrated time, layers of time.
Approaching a concrete landscape up close, | seemed to
plunge into the depths of my own gestures and to lay them
out in phases (this is particularly true of small landscapes
painted from life). | almost rubbed up against reality to

set the swing of time in motion, to give new impetus to its
heavy pendulum.

In a way, my return to Gurzuf landscapes gave me a key that
could wind up the clock. Gurzuf was perfect for the purpose:
so familiar that, paradoxically, it became a mystery, a blank
space. Now, placed within touching distance from the real,

| can confidently increase the distance and recreate the
breathtaking feeling of the expanding and retreating space
that grows, swells, breaks its own boundaries, and turns into
a sign that insistently pierces reality.

Gurzuf. Gurzuf as a space has created itself. When choosing
its landscapes, | hardly change a thing. Its bare walls

and silhouettes of its buildings escape both temporal

and stylistic determination. They are empty and mostly

CepHiB, 1970, 30x40, onia Ha NONOTHI
Sedniv, 1970, 30x40, oil on canvas
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cTanuM. Nyp3yd ganekui Bif CTaHy «3aKOHCEPBOBAHOCTI» —
BiH 3aBXAWN YYTTEBUN, 3aBXXON XUBUN.

[Meviza)xk. KoxxeH nemnsaxk 9 pobsito Ay>Ke KOHKPETHUM.

| BOAHOUYAC KOXXEH Mil MeM3a)k € 3anepeyYeHHaM nemsaxy
peanbHOro. Moi nemsaxki HiKoNM He MOABOKKTb PEAsIbHICTD.
BoHM NpuxoByOTh i, OropTatoTb UMMOCH Ha 3Pa30K MoBITPS,
sIKe, CBOEID Yeproko, oropTae peanbHi 06’ekTn. MeHe
LiiKaBUTb CaMe Luewn HEBUOMMMIA Lap, WO He A€ 3MOru
HabNM3NTUCA OO NpenMeTiB ynpuTyn. IMCTaHuiqa, uen iHomi
HaA3BMYaAMHO Manum NpoLIAapoK, KM 3anobirae 6yapb-
AKOMY 3iTKHEHHIO, PATYE, 60 CTAa€E 3aXMCHOIO NOBITPAHOO
MOAYLLKOHO.

[Manitpa. A BUCBITAMB i - Lle MPUPOAHO, KON 300paxyeLL
MoBITPS abo CBITN0. KOHKPETHUNM Men3ax - 3aBXau e
nPwvBIg ANs 3yNMHKK CBiTNa abo paMKu ans nosiTps. BiH
BUSIBNSIE HEBMOMME, € MPUTYIKOM AN NYCTKU.

[MpocTip nos10THa. Ticna abCTpaKTHUX NONOTEH, AKi 6araTo

B YOMY BU3HAYaNIMCH BiNIbHICTIO XECTY, MOro TPAEKTOPIELO,

S 3arNMBMBCS Yy NOFiKY NMensaxy, Wo BRIMHYO Ha
KOHCTPYKLiO MOBEPXHi NonoTHa. MNensaxk notpebye iHLWOoT
OMTUKWN, BiH 3aBXOWN LUTOBXAE A0 HABIMMKEHHS, MPOBOKYE
«YBiINTU» BCcepeaunHy. MNpoTe a9 YHMKao OCTaTOYHOI
BM3HAUEHOCTI, 30CepenyXeHOCTi Ha KOHKPETHUX NpeaMeTax.
Y MOiX nemrsa)ax Mame HiKONIM HEMAE LUEHTPY, FOIOBHOMO
006’eKTa, 33 AKNIN MOXKHA BXONUTUCSA.  OeleHTpanisyto
306paxkKeHHs, No36aBNA NOro KOMMO3ULLIMHOT BU3HAYEHOCTI.
Min «BuaoLlyKay» gi€ ayxe BifibHO. CTBOPIOETLCS BPAKEHHS
MOBINbHOIO PYXY KPi3b CIOXKET, MOB3 NpeaMeTu, aKi ayxe
YMOBHO TPUMalOTbCS BKYMi KOMMO3ULIMHUMU paMKaMu.
[Men3a) NPOCOYYETLCS KPi3b HUX, AK MOBITPS, AOTUK AKOIrO
MOXHa BiguyTu WKIpOtO, afie He BTPUMATU B PYKax.
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white. These simple atemporal forms beget a somewhat
phantasmagoric space that, in its turn, denies approach. It
seems to slip away, escape its own identity and temporal
definitiveness. It is quite telling that its general aspect
remained almost unchanged over many years. Curiously, this
frozen atemporal quality seems to exist side by side with
the real time. Obviously, ongoing renovations change the
skyline, but the underlying feeling of a desolate “magical
theatre” remains constant. Gurzuf is not “bottled up,” it is
ever sensual, ever vibrant.

Landscapes. On the one hand, each of my landscapes is very
concrete. On the other, each denies the existence of real
landscapes. My landscapes never repeat reality. They conceal
it instead, enveloping it in a semblance of atmosphere that
enwraps real objects. I'm interested in this invisible layer

that prevents us from crossing into touching distance. This
distance, sometimes truly minuscule, prevents clashes and
saves us like an air bag.

The palette. | made it lighter, which is only natural when you
depict air or light. A concrete landscape is always no more
than a pretext for stopping light or creating a frame for air. It
reveals the invisible and shelters emptiness.

The space of the canvas. Many of my earlier works were
largely defined by the freedom and trajectories of gestures;
meanwhile, the surface structures of these canvases are
informed by the logic of landscapes. Landscapes require
different optics, they always push you closer, invite viewers
“in.” Despite that, | avoid final definitiveness and eschew
the focus on concrete objects. My landscapes hardly ever
have a center, the beacon of a main object. | decentralize
my images, stripping them of structural definitiveness. My
“viewfinder” is very slow; | evoke the feeling of unhurried
movement through the plot, past the objects that are
tenuously held together by the frame. The landscapes are
as intangible as air: you can feel its touch on your skin, but
you can never grasp it.

13 cepii Fyp3yd, 2007
20x25, onist Ha NONOTHI

From the Gurzuf series, 2007
20x25, oil on canvas

Bynuusa B lNyp3ydi, 1972, 60x65, onia Ha NOAOTHI
Street in Gurzuf, 1972, 60x65, oil on canvas



Binui Myp3yd, 1977, 60x120, onig Ha NONOTHI
White Gurzuf, 1977, 60x120, oil on canvas
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MonypeHb, 2008, 40x60, onia Ha NONOTHI
Afternoon, 2008, 40x60, oil on canvas

Bine Micto, 2008, 40x60, onia Ha NONOTHi
White City, 2008, 40x60, oil on canvas
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ABa kunapucu, 1986, 70x90, onisa Ha NONOTHI
Two Cypresses, 1986, 70x90, oil on canvas
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Mensax i3 kunapucamm, 2008, 80x100, onisa Ha NONOTHI
Landscape with Cypresses, 2008, 80x100, oil on canvas
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13 cepii Min KpuM. Haw Kpum, 2013, 60x90, onieeLb Ha nanepi
From the series My Crimea. Our Crimea, 2013, 60x90, a pencil on paper
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13 cepii Ceno, 2013, 60x90, oniseub Ha Nanepi
From the series Village, 2013, 60x90, a pencil on paper

165



Benukui nersaxk Ha BucTaBLi Oa3nuc, BUCTaBKOBa 3ana LleHTpanbHoro 6yanHKy XyooxHuka, Kuis, 1998
Big Landscape at the Oasis exhibition, Exhibition Hall of Central House of Artist, Kyiv, 1998

—

Benukuit nensax, 1999, 95x900, onig Ha NONOTHI
Big Landscape, 1999, 95x900, oil on canvas
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Benukuii nensax

y ceni YyauH, 2001

Big Landscape

in Chudyn village, 2001

Benuki nensaxi
Ha BUCTaBLi PUCYHKK
ranepes JlaBpa, Knis, 2001

Big Landscapes at the
Drawings exhibition
Lavra Gallery, Kyiv, 2001

Benukui nensax, 2007, 50x1000, akpwn, ryall Ha nanepi
Big Landscape, 2007, 50x1000, acrylic, gouache on paper

Benukui nensax, 2001, 84x1740, Tyw, ryall Ha nanepi
Big Landscape, 2001, 84x1740, inc, gouache on paper
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Benukui nersax y ceni YyamH, 2001
Big Landscape in Chudyn village, 2001
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Benukui nensax Ha BUCTaBLI
PUcyHKu, pau, 2007

Big Landscape at the
Drawings exhibition, Graz, 2007
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Mensaxi, 2004
70x180, oniss Ha NONOTHI

Landscapes, 2004
70x180, oil on canvas
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Mensaxk 3 ropoto - 1, i3 cepii T. I, 2012, 115320, onia Ha NOJIOTHI
Landscape with Mountain - 1, from the T. H. series, 2012, 115x320, oil on canvas

Mensaxk 3 ropolo - 2, i3 cepii T. I, 2012, 115x320, onia Ha NONOTHI
Landscape with Mountain - 2, from the T. H. series, 2012, 115x320, oil on canvas
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BippsepkaneHHs, 2011, 150x400, onisg Ha NONOTHI
Reflection, 2011, 150x400, oil on canvas
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JNuca lMopa, 2011, 150x200, onia Ha NONOTHI
Lysa Hora, 2011, 150x200, oil on canvas
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Be3 Ha3By, i3 cepii Peanism?, 2017, 100x80, akpun Ha NONOTHI
Untitled, from the Realism? series, 2017, 100x80, acrylic on canvas
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CnaneHe pepeBo

Bonoanmup byaHikos, ans npoekty T. I., Knie, 2014 ) ) ——
! o = e - R ™ m R — -

MpoTsarom ABOX POKiB 1 MantoBaB KPAEBUL Tak, HEMOBOW MLLOB MO Kosy. CnoyaTKy g MastoBaB KpPaeBU Mamxe 6e3 KONbopy,
MOTIM — «3HMKAUNIN» KPAEBUO-MaHy. BXe B puCyHKax Ha nanepi 1 HabNM3nBCA 00 KPaEBUAY HACTINIbKK, LLO BiH Bif,
6araTopasoBoro 36iMbLUEHHSA He CTaB «MPO30PUM» Ta HE MPOMNLLOB KPi3b MEHE, a A KPi3b HbOTO. |, HapeLlTi, CKIHYMBLLM NpaLo
Hag «CnaneHnM gepeBoM», 9 36arHyB, WO 3MasibOBYBaB «MYCTKY».

Mpouec 306paxkeHHs KpaeBMAY BeCb Lien Yac ByB HacnpaBai NPOLLEeCOM «BigHIMaHHSA» CaMOro Kpaesmay. ¥ oymMaB npo nycTky
NiHIM Ha UMHKOBUX AoLWKax LLleBueHKOBUX O0DOPTIB, MYCTKY 6€3 HMHILLHBbOro Yacy, 3 MUHYInMM (hapboto) Ta ManbyTHIM
(BinOUTKOM Ha nanepi).

AKLLO 3BEPHYTUCHA OO0 XPOHOMOrii MOCTYNOBUX YCYHEHb — CMOYaTKY 9 OOMeXuB NaniTpy, NMWnBLLK cObi Mamxe YOopHO-B6iny
thapby, i caMe 0OMEXEHICTb Y KONbOPi pobuia NpeKpacHUM CNeKOTHUNM NiTHIM Nensa)k BigaaneHUM, «KPpMXXaHnm»., MNoTiMm,
BMCHaXMBLUN hapby a)< 40 NPO30POCTi, Uepes NPakTUYHO NOBHE YCYHEHHS LWiIbHOT MaTepil XXKMBOMNMCY, NPOLOBXNB Malxe
PUCYHKOM Ha MOMIOTHI Ta pMCYHKaMK Ha nanepi. HabnmxeHHs abo 3a3mpaHHea «BCepeanHy» KpaEBMAY B PUCYHKaX Ha nanepi
YCYHYNO caM npeaMeT po3rnany, To6To Kpaeema, a NoMixk noaoTHaMmn «CnasneHoro gepesa» g NUWMB MOPOXKHIN NPOCTIip, WO
CTas10 BXKEe OCTAaTOYHUM BM3HAUEHHAM MYCTKM.

CnpaB)XXHE cnaseHe OepeBo TEX € MOPOXKHUHOIK, MOPOXKHLOK HOPMOKD, aBO TAKOXK BifibHOK hopMoto. (19 MandbyTHbOT
hapbun?) A6o TakmM cobi 3aCTUIMIUM CMOrafoM NPO HEeJOCAXKHUIN KpaeBUa-palt. MpeKpacHO KPUXKO BYTifIbHOK (hopMolo,
MOPOXKHIM i MiABMaAHNM HEBIABOPOTHOMY PYMHYBAHHIO €/1EMEHTOM KpaEBUAY.

[Ona meHe «CnaneHe gepeBoO» CTaslo YMMOCh Ha 3Pa30K CXOBaHKKM A1 Nen3a)ky-MaHu, KPUXKOro CBITY, O NOCTIMHO BTIKAE,
abo peanbHOro Kpaeeuay, Lo yoCcob6/t0€ BlaCHY HepeasnbHICTb — HIOW BiH YXXe 3HaXogMTbCs 3a 06pPIEM, TOBTO KPAEBUAY OyKe
3BMYHOIO i JoBpe 3HAMOMOro, AKUM MOTEHLINHO | € PaEM.

bWy -
|

CaMe BTOMa Bif, NOCTIMHOT BTeui | € Len BYrinbHUN 6i5lb, HEHAAOBro 36epexeHnin y hopMi aepera, 6iNb gK yMicTuULLe ANnsa
NMOPOMXHEUI.

I

1

Y pesknx MastoHKax, @ Takox y niolmHax «CnaneHoro gepeBa» s BUKOPUCTOBYBAB BYTi/isg 9K Matepian Ans MantoBaHHS.
KpaeBug HiGM HaMantoBae cam cebe. AGO g MantoBaB KpaeBu KpaeemooM. Koo 3aMKHeHe.

Burnt tree
Volodymyr Budnykov, for the T. H. project, Kyiv, 2014

For two years | painted the scenery as if | was walking in a circle. Firstly- almost without colour, later- 'disappearing' scenery-
delusion. In my drawings on paper | approached to the scenery in a way as owing to the frequent increase it became
'transparent’ and went through me and vice versa. At last, having finished work with 'Burned Tree' | realized that | had painted
the 'gap’. The process of depictiion scenery ,in actual fact, was the process of the 'deduction’ scenery by itself for all this time.
At that time | was thinking about the emptiness of lines on the zinc boards in Shevchenko's etchings, the emptiness without
present time, with the past(paint) and the future(imprint on paper).

If to apply to the chronology of gradual removals, firstly, | limited the pallette leaving almost black and white paints for myself,
and exactly limited nature in the colour made the beautiful, hot summer landscape remote and 'icy’. Then, exhausting the paint
to the transparency through practically full removal the dense matter of painting | almost carried on the drawing on canvas
and the drawings on paper. Approach or peeping 'inside’ the landscape in the drawings on paper removed the subject of
consideration- the landscape by itself, and betwween the canvases of 'Burnt Tree' | left the empty space that became the final
defenition of the gap.

The real burnt tree is also a cavity, the empty form or free form (for the future paint?). Or so-called hardening reminiscences
about the unattainable landscape-paradise. The beautiful fragile coal form, the empty and subject to the inevitable destruction
element of the landscape.

For me 'Burnt Tree' has become something like the hiding-place for the landscape-delusion, fragile world that escapes all the
time or the real landscape that personifies the own unreality if it is located behind the horizon, the landscape which is very usual
and well-known that potentially is the paradise.

Exactly the tiredness of the permanent escape is this coal pain which is saved in the shape of a tree, pain as an empty form that

desires the execution. -
In some drawings and in the planes of 'Burnt Tree' | have used the coal as a material for drawing. The landscape looks like Be3 Ha3Bw, i3 cepii Peaniam?, 2017, 100x80, akpun Ha NoNoTHi
painted by itself. Or | was painting the landscape by the landscape. The circle has locked in a such way. Untitled, from the Realism? series, 2017, 100x80, acrylic on canvas
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CnaneHe pepeBo Ha BucTtasui T. .
HauionanbHui mysen T. . LLleBuyeHKa, Kuis, 2014
Burnt Tree at T. H. exhibition

Shevchenko National Museum, Kyiv, 2014

CnaneHe gepeBo, i3 npoekty T. I, 2014
MPOCTOPOBAa KOMMO3MLList 3 BOCbMU YaCTUH,
150xT115 (KOXHa), akpwua Ha NONOTHI

Burnt Tree, from the T. H. project, 2014
spatial composition of eight parts,
150x115 (each), acrylic on canvas
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CnaneHe gepeBo, i3 npoekty T. I, 2014
NPOCTOPOBa KOMMO3ULLiSi 3 BOCbMUW YaCTWH,
150x115 (KOXHA), akpu Ha NOSIOTHI

Burnt Tree, from the T. H. project, 2014
spatial composition of eight parts,
150x115 (each), acrylic on canvas
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Mem3ax, 2012, T00x160, onis Ha NONOTHi
Landscape, 2012, 100x160, oil on canvas
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Mensax, i3 npoekty T. I, 2012, 115x160, onisg Ha NONOTHI
Landscape, from the T. H. project, 2012, 115x160, oil on canvas
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Benukui nensax, i3 npoekty T. I, 2013, 160x690, akpwui Ha NONOTHI
Big Landscape, from the T. H. project, 2013, 160x690, acrylic on canvas
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Y Benukomy lNepesosi, 2013
In Velyky Pereviz village, 2013

Mensax, i3 npoekty T. I, 2013, 230x320, akpun Ha NOJSIOTHI
Landscape, from the T. H. project, 2013, 230x320, acrylic on canvas
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OepeBa, 3 npoekTy T. I, 2012, 160x115, onia Ha NONOTHI
Trees from the T. H. project, 2012, 160x115, oil on canvas

Benukuit BUGYXx - 2, i3 cepii YKpuUTTa, 2015, 200x300, akpu/ Ha NOMOTHI
Big Bang - 2, from the Shelter series, 2015, 200x300, acrylic on canvas
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MacTopanbHUii Nen3ax i3 aTOMHUM BUBYXOM, i3 cepil YKpUTTA, 2015, 200x300, akpua Ha NonaoT
Pastoral Landscape with Atomic Explosion, from the Shelter series, 2015, 200x300, acrylic on canvas
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Peani3m?, ekcnosuuis B 9 ranepei, Kuis, 2017
Realism?, exhibition in the Ya Gallery, Kyiv, 2017
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Peanism?
Bonognmup byaHikos. Kuis-YyauH, 2017

Konu nobayeHe B peanbHOCTI NepexoanTb OO MAOLUMHN
abCTPaKTHOro, Kou BiaOYyBaETbLCA Lien HeobXiaHWN ans

MeHe nepekag, abCcTpakTHe SKMMOCb He36arHeHHM YMHOM
npumMMae Ta yTpuMye, Tak 61 MOBUTU, NapaMeTpn KapTUHU
6a4yeHoro. HaBiTb HANMUYMCTILLA YMOBHICTb B aOCTPAKTHIN
pPOO6OTI Mae ANs MeHe 3a OCHOBY peasibHYy pPiv. Ae KOXHa
MOXJIMBA NMOAIOHICTb 06puciB HabyBaE B aBCTPAKTHOMY
0COBNMBOIO 3MICTY, KONM NoaibHe NOYMHAE MATU BIAHOLLEHHSA
He NnuLe 4O CBOro No4YyaTKOBOrO BiANOBiIAHMKA, ane
pO3BepTaE Uine BisiSIO BEKTOPIB, 3BEPTAUMNCh 4O MOXIIMBUX
nopibHocTen 6yab-ae. MeHi Baxx/IMBO BUAINUTY LWOCh NoAiOHe
[0 «OCHOBHOTO 3BYyKa» 3 «[1oeTuKn» ApUCTOoTEenNs, roJIOBHY
MNOTEeHLIiMHICTb BayeHOoro, gKa Bigcuiae Ao gevyoro 6inbLoro,
Hi>XK NpocTe no3ipHe. LLlocb Ha 3pa3ok 6ayeHoro, ake
BMXOOMTb 3a MEXi caMoro cebe - K-0T LbOro pa3sy nemsax,
3a 9KMM 4 CMOCTepirato Ta AKUM HIbKW iHTepnpeTye caM cebe.

HaBKOJ1O CiNbCbKOTo BYANHOYKA, AKMIN BNIACHE s Han4yacTile
BUKOPUCTOBYIO K NiITHIO MAaNCTEPHIO, € CTapui can.

[nopoBi gepeBa 0AaBHO BXXe 3aMiCTb MOCTa4YaHHA QPYKTIB
CNYryloTb MLLE NPUKPACO0 Ta POCTYTb AK 3aMaHETbCS.

I3 KICTOUOK C/MB, BULLEHDb | A6/TYK MOBUPOCTaNN OUKi
HallaokM cagoBux Kynbtyp. Cag pocTe, BigMUPacE i
rnepepo3nodiNaeTbCs CaM, No3a yBaro 1 6e3 gornany
cafiBHUKA. MK BUHOMPAaA po3piccs, No3anasmB Ha gepeBa
Ta 3MiHUB iXHi hopmMu. 3amnyaBini gepeBa, obnneTeHi niaHaMm
BMHOIrpaay, YTBOPKOKTb BNACHI hOpPMU, LLLO 3MIHIOKTLCA

3a CBOIMW NpaBuIaMm 1 MatkoTb i3 hopMamMm gepesB Mano
cninbHOro. A6nyHi, rpyLi Ta CIMBW, WO YTBOPOBaNu

KOJICb CilIbCbKUI CBINCbKNIN CaAOK, MoYann BNnacHe 6yTTa
33 iHWKMK NpaBunamun. CTapuin CafoK y)Ke OaBHO iICHYE

B iHLUIM IKOCTi - BiH NPUNUHUB BYTU NIOAOBUM CaAO0M,

ane X He NepeTBOPUBCH HA Jfic. MNMpeKpacHi KOHCTPYKLT
MUBUX CTPYKTYP, SKi HAOYN LIiINKOM NPUPOAHUM LUJIAXOM
OMBHUX XUMEPHUX DOPM, 3a4apOBYHOTb MEHE B/TACHOIO
Hernepenba4vyBaHICTIO: XKNBI POC/IMHHI OPraHi3aMn yTBOPIOKTb
abo pPyMHYHOTb BfIACHi (DOPMU 3a1eXHO Big NPOCTUX
NPUPOOHUX LMKNIB, KaTaki3MiB, 3MiH Ta HalLlapyBaHb.

Ane wo BigbyBaeTbca 3 MOPMOIO, KON i BUBINIbHEHO 3-Mif,
peTenbHOro BNaMBY CagiBHUKA?

LLlo Bin®yBaETbCS 3 KY/IbTYPO, KOJIM BOHA NO30YBaETLCH
BMJIMBY Y3rOMKEHUX YSABJEHb | 3aKOHIB?

MyLUy 3a3HaYNTK, WO, HE3BAXKaOUM Ha 3arpo3y NOBHOTO
30MYABIHHSA, MiM cafl, AKUI NIKNYETbCA caM Npo cebe, HabyB
HaA3BMYaMHOI KpacK Ta Haa3BUYanMHOT Hebe3nekn BogHoOYac.
Mig HeGe3neKkoto s Mato Ha yBa3i HenepenbadyBaHe
PO3POCTaHHA, A€ KOPUCHE Ta NiAKOHTPOIbHE NOCTYNAETLCS
TaKOMYy, LLIO MOXXHA ONMCaTM OOHMM C/IOBOM SIK UyXKe.

Yyxe NaKae Ta BOAHOYAC BUKIMKAE HeabuaKy LIiKaBIiCTb.
CyB’eKTHO-06’EKTHI BIAHOCUHWN CTUPAKOTLCSH, CTAE HEACHO,
XTO 3@ KUM CMOCTEpPIra€ Ta XTO KOro KOHTPOJIIOE.

OTXKe, 9 0bunpato 0O6’EKTOM CMOCTEPEKEHHS pPeanlbHUM NMer3ax,
ane 3i CTOPOHWM BUAAETLCS, HIOW Le nensaxx obpaB 06’eKTOM
CNOCTEPEXEHHA MeHe.  Mantoto Ha 3aCKNEeHIM BepaHai 1,
nepebyBaloumM y LN HEHAAINHIN 30HI KOMMOPTY, g NEBHUNA,

LLLIO CnocTepirato 3a NensaxeM, akum 6ady Marmxe noecrogn
HaBKONO cebe Kpi3b CKO, He BUXOOSUYM 3 AOMY. PaMu BiKOH
YTBOPIOKOTb HaUe paMn KapTUHU, 6epyTb 30BHILLHIO peasibHICTb
Y paMy Ta NPUOOPKYIOTL il TUM, LLIO YNeHYoTb ii Ha YMOBHI
YaCTUHN | CUCTEMATU3YIOTb TAKNUM YNMHOM.

AKLLO NOAMBUTUCS 3 iHLLOro GOKY, 9 caM nepebyBato HIdKN y
CKNAHIM KNiTUi BepaHan, Kyay OepeBa, KyLi, NTaxm Ta Hebo
3arns4atoTh | PO3ANBSIOTECA MEHe.

Realism?
Volodymyr Budnikov. Kyiv-Chudyn, 2017

When what was observed in reality transits to the area

of abstract, when this so necessary for me translation
occurs, abstractness somehow receives and holds, so

to speak, parameters of picture seen. Even the purest
convention in abstract work has for me a real thing as

a basis. But every possible similarity of forms gains in
abstract special content, when similar starts to relate not
only to its primary equivalent, but also unfolds the specter
of vectors, appealing to possible similarities anywhere. It
is important for me to highlight something like “a Letter”
(indivisible sound) found in “The Poetics” by Aristotle -
main potentiality of seen, which refers to something bigger,
than just imaginary. Something like seen, which outsteps
itself (this time it is an observed landscape) and which
interprets itself.

There is an old garden around the cottage, which | use

as a summer studio. Fruit trees for a long time have

been serving only as a decoration and has grown wild.
From plums, cherries and apples stones have grown wild
offshots of horticultural crops. Garden grows, dies off and
redistributes by himself without attention and supervision
of the gardener. Wild grape expanded, climbed the trees
and changed its forms. Wild, laced with the grape-lianas
trees create their own forms that change according to
own rules and have few in common with trees’ forms.
Apples, peas and plums, which used to form rural
domestic garden, begun own being according to another
rules. Old garden exists in another capacity - he stopped
being a fruit garden, but has not become a forest. | am
fascinated by unpredictability of beautiful construction of
living forms, which naturally developed weird, chimerical
forms: living plant organisms create or destroy own forms
depending on natural cycles, catastrophes, changes, and
superpositions.

But what occurs to form, when it is released from rigorous
gardener’s influence?

What occurs to culture, when it gets rid of influence of
concerted conceptions and laws?

| have to admit that despite the threat of complete

savagery my garden, which takes care of himself, became
extremely beautiful and dangerous at the same time. And by
‘dangerous’, | mean unpredictable excrescence, where useful
and controlled surrenders to that what can be described

in one word as alien. Alien scares and at the same time
provokes interest. Subject-object relations vanish; becomes
unclear who observes and controls whom.

So | choose real landscape as an object for observation,
although from outside everything looks as if the landscape
has chosen me as an object for observation. | draw while
being at glazed veranda and remaining in this insecure
comfort zone, | am sure that | observe the landscape,
which | see through window almost everywhere without
going outside. Window frames are like picture frames: they
take external reality in frame and tame it by dividing into
conditional elements and thus systematizing.

If looking from outside, | myself remain in glass cage of
veranda, where trees, bushes, birds, and sky peek in and
examine me.

From my ordered glass shelter | begin surveilling a

free forms of nature - detached, aside. Fascinated by
appearance of concrete landscape, | understand, that
absence of familiar forms is the basis of this fascination.
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3 MOTro yNnopsoKOBaHOIO CKASHOIO CXOBKY S MOYMHAto
BECTWN CMNOCTEPEXEHHS 3a BiIbHUMKW hopMamMu NPUpPOan
BiCTOPOHEHO, 360KY. 3a4apoBaHNIN BUMISO0M KOHKPETHOro
rnemnsaxy, s PO3yMito, L0 OCHOBY LibOro 3a4apyBaHHS
CTaHOBWTb CaMe BiACYTHICTb 3HaMoMux dopM. byab-

AKa crnpoba peaniCTMYHOro 306paxxeHHs BUANMKX

hopM obepTaeTbca Ha 306parkeHHA PaHTACTUYHOIO Ta
HepeasnbHOro, peanicTuyHe 306parKeHHs Yy>KOro, iHaKLLOoro,
3anepedvye caM 06’eKT 306paxkKeHHs, 60 HaMaraeTbCcs
rnepeBecTM NMOro y 3HaHy MAOLMHY, Y3rOAUTM 3i 3HAMOMUM

i 3BUUHNM, CUCTEMATU3YBATW.

Yy»a, He3HamoMa hopMa CrnpUMMaETbCcsa 9K He-hopMa,

a 3aMiCTb €AMHOIO 3HAHHSA JINLLAETLCA Yepra npunyLleHb.
O6pa3 301M4aBinioro BiNIbHOro cany 3anepedye opmy cagy -
caMe Tak 06pa3 PyxXoMoi NPUPOLOU, AKa OTOUYE MeHe Yy MOIN
CKNAHIM KopobLi-MancTepHi, 3anepeuye opmy B3arasi, 6o
yce, Lo Mae BUrnag popmm, Teye Ta 3MIHIOETLCS, YHUKAE

AK BU3HAYEHOCTI, TaK i YMi3HaAaBaHOCTI. Yce nepeMillyeTbcs,
OKpeMi cToBOYpPU, NO3U, KPOHU, MOBEPXHI 0OCTYNaoTb MeHe
Ta cKapatoTbcsa Y dOPMYM 3aMiCTb (POPM - KOXKEH «BY30J1»
MOTEHLUINHO MICTUTb PAO MOXXJIMBUX BapPiaHTIB, TOMY BUAUMI
hopMmM BMOAKOTLCA pajLle npmMapamMu, Hixk obpucamm
peanbHoro.

HaBigytoun cag LWOoPOKY, 9 CrocTepirato 3MiHW 1 MANH

Ta HallapyBaHHSA Yacy, aKi 30at0TbCa MeHi HabaraTo
peanbHILLMMUN, HIX TUMYACOBI KOHTYPW, HUMU YTBOPEHI.
MeHe BeHTEeXUTb Te, 9K peasibHe BUXOoOuTb i3 hopMu,
LL06 BUCBITAUTU HEMUCIMME, HE 3aTYIATU MO0 NO3iPHUM.
[Nen3a)k NepeTBOPIOETLCA Ha OKPEeMy CyBCTaHLito, WO
MNOCTIMHO nepebyBaE y CTaHi CTaHOBNEHHA. er3axk yxxe
B/TACHMM ICHYBaHHAM NepPeKpPecsItoe HaBITb HATAK Ha
CTanicTb abo 3aKiHYEeHICTb. TOUKa 30py ryobuTtbca cepen,
PYXOMUX MOBEPXOHb. JINLLAETLCA «CYLiNIbHE BaYeHHA», aKe
POBUTb HEOINCHUMW TaKi 3aKOHW PeaniCTUYHOI LUKOMN, aK
NiHiINHa Ta NOBITPAHA NepPCNeKTUBW, PO3MNOAIN Ha NiaHu
TOLWO. A HIGM Bauy pi3Hi da3n nepedbyBaHHA cagy B yaci
BoaHopas. Cag HEMOB NEPEeTBOPIOETLCA Ha NaHawadT y
3BOPOTHIN NEepCneKTUBI, Lo MoYMHAE NiIAHIMATUCA MeHi
Ha3ycTpid, HaCyBaETbCH, 3anepedye caM cebe. XXogHoTl
3HAMOMOI NiHIT B cany, akum s gobpe 3Hato.

«S5 MaB BIAKYMUTUCS A3POM CK/IaAaTH C/10Ba,
Ane Tpeba 6yTH roToBUM 40 3eMJ1i 6€3-rPaMaTMyHOI.
3 6yaskamMu, KPOnNMBOK Ta 6e/1a40HHOIO,
Han skumu BiTpeLb, COHHa XMapKa | TULLIa».
(Yecnas Minodiw)
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Every attempt to represent these visible forms realistic

turns into representation of something fantastic and unreal.
Realistic representation of another, alien denies the object of
representation itself because it tries to transit it into known
area, to agree with familiar and ordinary, to systematize.

Alien, unfamiliar form perceives as non-form and instead
of united knowledge stays only a number of assumptions.
Image of wild, free garden contradicts the form of the
garden. Similarly image of mobile nature, which surrounds
me in my glass box-studio, contradicts the form in general
because everything which looks like form flows and
changes, avoids determination as well as recognition.
Everything mixes; separate trunks, branches, leafages,
surfaces surround me and shape formulas instead of forms.
Each ‘node’ potentially contains a number of possible
variants, therefore visible forms seem more like ghosts than
contours of real.

Visiting the garden every year, | observe changes and
flow, and layers of time, which seem to me more real

than temporal contours that they form. | am confused
how real comes out of form to highlight unthinkable,

not to shield it by imaginary. Landscape transforms into
separate substance, which constantly remains in condition
of forming. By its existence, landscape crosses out even
hint of institution and completeness. Point of view gets
lost among mobile surfaces. Remains only a ‘solid seeing’,
which invalidates such principles of realistic school as linear
perspective and air perspective, plans differentiation etc.
It seems as if | see different phases of being in the garden
simultaneously in time. Garden seems to transform into
landscape in reverse perspective, which begins to rise
towards me, impends and denies itself. There is no familiar
line in the garden, which | know so well.

“I needed to pay off combining words for nothing

But one should be prepared for the non-grammatic earth.

With weeds, nettle, and belladonna

Are there a breeze, sleepy cloud and silence above”.
(Czeslaw Milosz)

Mensax, i3 cepii Peaniam?, 2017, 200x400, akpuW/ Ha NOMOTHI
Landscape, from the Realism? series, 2017, 200x400, acrylic on canvas
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Mewnsax, i3 cepii PeaniaM?, 2017, 200x400, akpun Ha NOSMOTHi Mewnsax, i3 cepii PeaniaM?, 2017, 200x310, akpun Ha MNOSOTHI
Landscape, from the Realism? series, 2017, 200x400, acrylic on canvas Landscape, from the Realism? series, 2017, 200x310, acrylic on canvas
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Mensax, i3 cepil PeaniaM?, 2017, 150x400, akpun Ha NOSIOTHI
Landscape, from the Realism? series, 2017, 150x400, acrylic on canvas
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MeMnsax, i3 cepii Peaniam?, 2017, 200x310, akpua Ha NONOTHI
Landscape, from the Realism? series, 2017, 200x310, acrylic on canvas
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HaTiopMopr, i3 cepii PeaniaM?, 2017, 150x300, akpua Ha NONOTHI
Still Life, from the Realism? series, 2017, 150x300, acrylic on canvas
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Mensax, i3 cepii Peaniam?, 2017, 200x300, akpu Ha NOSOTHI
Landscape, from the Realism? series, 2017, 200x300, acrylic on canvas




Mensax, 2013, 160x160, akpua Ha NONOTHI
Landscape 2013, 160x160, acrylic on canvas
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Mensax, 2011, 100x160, akpwna Ha NONOTHI
Landscape 2011, 100x160, acrylic on canvas
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BiaasepkaneHHs
Bonognmup byaHikos. Kuis, 2012

BipasepkaneHHsa nocTace y NpoekTi 9K dhopMa KOMYHiKaLil. HannpocTiwa dopMa KonitoBaHHA NMepeTBOPETLCS Ha TAEMHNYNI
npouec nepedbynoBu peanbHOCTI yepes ii MTOMHOMXEHHS.

CaM NpOoeKT CTa€ BiATBOPEHHAM CUTYyaUii KOHDPOHTaUIl, Ayeni. PeanbHICTb CNPAaBXHA | peanbHiCTb BiaoA3epKaneHa HaB3aEM
no36aBAATLCSA Big BNACHUX 3MICTIB, NEPeKpPEeCctoUM O4Ha OAHY, M KiHelb KiHLEM BIOHOB/IOKOTLCS, MEepPEeTBOPEHI Ha €ANHY
UNCTY M abCcTpakTHY hopMy.

BignsepkaneHHs i peanbHICTb Pa3oM yOCOGIIOTb HOBY O06’€QHAHY, NPY>XXHY, HEMEBHY N MIHNMBY peasnbHiCTb. HOBa nogBivHa
peanbHICTb IHTEHCMBHILLA 3a CTapy, BOHA 6ifblU BMPA3Ha | ACKpaBa. BoHa - 9K KapTUHKa OJ19 NCUXOSIOTNIYHOro Tecty
Poplwiaxa, BiflbHa «MOHOTMMIA», aBCTPAKTHMIM BaraToBapiaHTHU MPOCTIP, HeENTPanbHa 30Ha AR AOCNIOXeHb, FTOTOBA HaAabyTu
HamBigYamgyLHiLLIMX 3MICTIB.

J1iHiA rOPN30OHTY MiXK ABOMa peasibHOCTAMU - MOB xpebeT. Lie niHia 36ymKeHHSs, «CTOPOXOBUM MYHKT», 30Ha NOBHOT [OBIpU Ta
€[0HaHHS OBOX penpe3eHTaTUBHUX CUCTEM. Take eOHaHHSA 30cepedykeHe Ha caMoMy cobi, a caMe Ha B3aeMofii Ta B3aEMOBMINBI
060X BNTACHUX CKNAAHUKIB - CMPABXHbOIO Ta iNt30pHOro. BignoBigHicTb 0OAHOT peanbHOCTI iHLWIM MaE ByTH NEePeKOHINBOL,
iHaKLWe, AKLLO Halli ABi cucTeMn He 36iraTMMyTbCS, Pe3ybTaT Bioa3epKaneHHsa He NpUHece XOOHOT BTiXW.

BignoBigHicTb, nobygoBaHa He 33419 NPAaBOVBOro BigoGpaXKeHHs, a 3aa/1a iNto3il, sKka NOrMHAE pPeasbHICTb, 3aTArye Lo
peanbHICTb Y BOAHY MIOLWKMHY abo y NIOCTPO, CaMa NepeTBOPOETLCA Ha i/1103it0 abo Ha igeanbHUIN HEQOCAMHUIN CBIT. AK
pe3ynbTaT, MAEMO CBIT | MAEMO COKPOBEHHY TAEMHULIKO LbOro CBIiTY B YCil i pa3todin 6yKBasIbHOCTI.

BigasepkaneHHs y MancTepHi, Kaxis, 2011
Reflection in the studio, Kaniv, 2011

.

Reflection
Volodymyr Budnikov, Kyiv, 2012

In the project, reflection functions as a mode of communication. The easiest form of copying turns into a mysterious process of
transforming reality through multiplying it.

The project as such recreates the situation of a duel or a confrontation. The authentic and reflected reality shed meanings and
cancel one another out before eventually reuniting as a unified pure abstract form.

Taken as a unity, reality and its reflections embody a new, unified, vibrant, ambiguous and dynamic reality. The new double
reality is more intense, eloquent and vivid than the old one. Much like the Rorschach test, this free “monotype” offers an
abstract multi-variant space, a neutral zone for research that can acquire the most radical meanings.

The horizon stretches between the two realities like a spine. This enervation line or watch point limns out the zone of perfect
trust and unity of the two representation systems. This unity is directed towards itself, that is, towards the interactions and
mutual influences of its two components, the illusory and the real. The two realities’ correspondence has to be cogent,
otherwise the two systems wouldn’t match up, and reflection wouldn’t bring pleasure.

Correspondence based not on authentic reflection but on an illusion that absorbs reality into its watery depths or mirror spaces
becomes an illusion, an ideal unreachable world. As the result, we get both the world and the striking literal sacrosanct mystery
of the world.

BipasepkaneHHs - 2, 2011, 120x300, akpw/ Ha NMONOTHI
Reflection - 2, 2011, 120x300, acrylic on canvas
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BipasepkaneHHs, 2011, 120x160, akpun Ha NONOTHI
Reflection, 2011, 120x160, acrylic on canvas
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BipasepkaneHHs, 2011, 120x160, akpua Ha NONOTHI
Reflection, 2011, 120x160, acrylic on canvas
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BipasepkaneHHs, 2011, 120x160, akpun Ha NONOTHI
Reflection, 2011, 120x160, acrylic on canvas
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BipasepkaneHHs, 2011, 120x160, akpun Ha NONOTHI
Reflection, 2011, 120x160, acrylic on canvas
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Biptouuit. Basa, 2017
60x60, akpun Ha NONOTHI

Biruchiy. Base, 2017
60x60, acrylic on canvas
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13 cepii Biplouun, 2017
100x100, akpun Ha NONOTHI

From the Biruchiy series, 2017
100x100, acrylic on canvas
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KoMno3uuii 1989 i 1990-x

XJIOMYUKM

Mipu vacy

NMPUXUCTOK noeTta (nocrari)

NiHiA po3MeXyBaHHA (3HAKM,
KOMMO3MULii, CKNIaAKH)

T.TI.

compositions 1989 and 1990s

boys

mesures of time

poet’s refuge (figures)

contact line (signs,
compositions, folds)

t. h.



Po3MOBa, 1989, 100x110, onis Ha NONOTHI HaTiopMoprT - 1, 1994, 50x60, onia Ha NONOTHI Hiu no6aueHb, 1989, 100x110, onia Ha NONOTHI
Talk, 1989, 100x110, oil on canvas Still Life - 1, 1994, 50x60, oil on canvas Night of Dates, 1989, 100x110, oil on canvas
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13 cepii Xnonuuku, 2011
150x100, akpwn Ha NONOTHI

From the Boys i
150x100, acrylic on canvas
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Xnonuuku, Ha BucTasui B 9 ranepei
Kuis, 2011

Boys, at the exhibition in the Ya Gallery
Kyiv, 201

I3 cepii Xnonuuku, 2011, 150100, akpun Ha NONOTHI
From the Boys series, 2011, 150x100, acrylic on canvas
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MocrTari, i3 cepii MpuxucTok noeta, 2014, 200x100, akpwn Ha MONOTHI
Figures, from the Poet’s Shelter series, 2014, 200x100, acrylic on canvas
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MocTarTi, BucTaBka TpU KPOKU
BucTaBkoBa 3ana LleHTpanbHOro 6yanHKy XygoxHuka, Kuis, 2017

Figures, at the exhibition Three Steps
Exhibition Hall of Central House of Artist, Kyiv, 2017

MocTartb, i3 cepii MpuxucTok noerta, 2014, 200x100, akpwus Ha NONOTHI
Figure, from the Poet's Shelter series , 2014, 200x100, acrylic on canvas
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13 cepii Mipm uvacy, 2010, 160x100, akpun Ha NONOTHI
From the Measures of Time series, 2010, 160x100, acrylic on canvas
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13 cepii Mipm 4vacy, 2010, 160x100, akpun Ha NONOTHI
From the Measures of Time series, 2010, 160x100, acrylic on canvas
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13 cepii Mipum uacy, 2010, 160x100, akpun Ha NONOTHI
From the Measures of Time series, 2010, 160x100, acrylic on canvas
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3Haku 3 cepii JliHia po3MeXyBaHHS, 2016, 200x150, akpun Ha NONOTHI
Signs from the Contact Line series, 2016, 200x150, acrylic on canvas

240 241



M

d | ”l ﬂ i ::

3Haku 3 cepii JliHia po3MeXyBaHHS, 2016, 200x150, akpun Ha NONOTHI
Signs from the Contact Line series, 2016, 200x150, acrylic on canvas
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3Hak 3 cepii JIiHia po3mexxyBaHHs, 2016, 200x150, akpwua Ha NONOTHI YepBoHO-4OpHe 3 cepii 3Haku, 2016, 200x450, akpus Ha NONOTHI
Sign from the Contact Line series, 2016, 200x150, acrylic on canvas Red and Black from the series Signs, 2016, 200x450, acrylic on canvas
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3Haku, KoMnosuuii, ekcnosuuis
B YepsoHeYopHe, KaHig, 2016

Signs, Compositions, exposition
in ChervoneChorne, Kaniv, 2016
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3Haku

Bonognmnp bygHikoB. Kuis-KaHiB, 2016

Ha pecsatn noNnoTHax YOpHi 3HaKM PAa30M i3 KOJIbOPOBMM MPOCTOPOM HABKOJIO YTBOPIOIOTE MEXy, LLO PO3aiNs€e BnacHe ABi
HEBU3HAYEHOCTI — 3HakiB i Tha. lNonpwu BiNbHi GOPMU 3HAKIB, IX KOPAOHW Hige He rybnaTbCsd — BOHM MPOCTO HE MOXYTb
3aryébmntmncsa abo nepeppaTmca yepes OTy YOPHY HAMOBHEHICTb HEBM3HAUEHICTIO BCepeauHi 3HakKy, sika Ma€ B YOMYCb TPMMATUCS
Ta He BTEKTU Y PO3PUB KOPLAOHY, HE NepeMilaTmncs i3 TIOM. DOPMY KOXKHOIO 3HaKy 6yn0 OCTaTOYHO PO3B’A3aHO Mig Yac Moro
MantoBaHHS, il HEMOXNMBO ByNno nependaunt abo BU3HAUMTK Haneped. Nonpu CBOK Ha3BY, 3MICTU Y «3HaKax» HIOM 3aHYPEHi Y
TEMPABY, YTAEMHUYEHI. YopHe nornmMHae 6yaob-akKy 3HanoMy iHhopMaLito Ta BUNPOMIHIOE 3aMIiCTb LbOro CyLUiNbHY Hanpyry goci
He BiAOMOro 3MicTy. KOXKEH 3i 3HaKiB CXOXMN Ha CNOBO, SIKE MOKMU LLLO HEMOXXK/IMBO BUMOBUTU, XO4Ya BOHO, Be3MNepeyHo, €.

Signs
Volodymyr Budnikov. Kyiv-Kaniv, 2016

Black signs on the coloured backgrounds of these ten canvasses define the border between two ambiguities (signs and
backgrounds). Although arbitrary in shape, the signs never lose their contours: they cannot get lost or interrupted, the

dense dark ambiguity of a sign has to remain fenced in, it cannot escape through a break in its contour and blend with the
background. The shape of each sign could be neither foreseen nor defined in advance: they were not finalized until they were
put on canvas. Despite the title, the meanings of these “Signs” remain obscure, concealed in darkness. Black colour absorbs
familiar information and emanates the dense tension of previously unknown meanings. Each sign is akin to a word that cannot
be uttered, although its existence is beyond doubt.
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3HaK 3 cepii JliHia po3MeXyBaHHS, 2016, 200x150, akpwun Ha NONOTHI
Sign from the Contact Line series, 2016, 200x150, acrylic on canvas
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13 npoekTy T. I, 2014, 200x120, akpun Ha nanepi 13 npoekTy T. I, 2014, 200x150, akpwun Ha nanepi
From the T. H. project, 2014, 200x120, acrylic on paper From the T. H. project, 2014, 200x150, acrylic on paper
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13 npoekTy T. I, 2014, 200x150, akpun Ha nanepi
From the T. H. project, 2014, 200x150, acrylic on paper
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3Haku 3 cepii JliHia po3MexxyBaHHS, 2016, 200x150, akpun Ha NOSIOTHI
Signs from the Contact Line series, 2016, 200x150, acrylic on canvas

256 257



BB

3Haku 3 cepii JiHia po3MexxyBaHHS, 2016, 200x150, akpun Ha NOSIOTHI
Signs from the Contact Line series, 2016, 200x150, acrylic on canvas
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KoMnosuuia 3 cepii JliHia po3MexyBaHHS, 2016, 150x100, akpua Ha NONOTHI
Composition from the Contact Line series, 2016, 150x100, acrylic on canvas
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KoMnosuuii 3 cepii JiHia po3MexxyBaHHA, 2016, 150x100, akpwi Ha MONOTHI
Compositions from the Contact Line series, 2016, 150x100, acrylic on canvas
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13 npoekTy T. I, 2014, 200x120, akpun, coyc, TyLl Ha nanepi
From the T. H. project, 2014, 200x120, acrylic, sauce, ink on paper
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3ycTpiy, 1994, 70x50, onia Ha NOAOTHI
Meeting, 1994, 70x50, oil on canvas

Cknapku B YepsoHeYopHe
KaHig, 2016

Folds in ChervoneChorne
Kaniv, 2016
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Cknapku, 2016, 200x120, oniBelb, COYC, akpu/ Ha nanepi

Folds, 2016, 200x120, pencil, sauce, acrylic on paper

269

268



06’cKTH

aKT BU3BOJZIEHHSA

nanatoue cepue

Bynmua

po3aaranbHa

cneka (He60, pyXx, naHawadT,
Kpuna, MepTBUM CE30H,
nnsHxK)

CXOBOK Aans ceitna 2011
i 2015

objects

act of liberation

burning heart

street

changing room

heat (sky, movement,
landscape, wings, dead
season, beach)

shelter for the light 2011
and 2015



O6’eKTH, BiOKPUTTA BUCTABKMU,
ranepes CosiapT, Kuis, 1999

Objects, opening of the exhibition,
Soviart Gallery, Kyiv, 1999
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06’ekTn, ranepes CosiapT, Kuis, 1999
Objects, Soviart Gallery, Kyiv, 1999

YopHe, 1999, 100x90, onis Ha NONOTHI
Black, 1999, 100x90, oil on canvas
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BepTuKanbHUi 06’ekT. BawiTa, 1999, 29,7x21, KyNbkOBa pyuka Ha nanepi
Vertical Object. Tower, 1999, 29.7x21, ballpoint pen on paper

06’eKTHn, ekcrnosuuia B ceni YyaumH, 1999
Objects, exposition in Chudin village, 1999
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06’eKkTH, 1999, nepeeo, hapba
Objects, 1999, wood, paint
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A
O6’eKTH, ekcrnosumuia B ceni YyamH, 1999
Objects, exposition in Chudin village, 1999

il
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AKT BU3BOJIGHHA*
BonognmMup bygHikoB

(CknagoBi YacTuHM NPoeKTy: «KapTuHa», «O6°eKTU» y 6i/IoOMy MOPOIKHBOMY NMPOCTOPI BUCTAaBKOBOI 3a/11)

«KapTuHa» - ue goBra ropusoHTasibHa CMYra, WO NPOCTAraeTbCA B3AOBXK CTiH, MOBTOPOKOUYM KOHTYPU BUCTAaBKOBOIO 3any
(CMMBO HECKIHYEeHHOCTI, | ToOMy Tpeba po3rnanaTth ii, pyxatoumnchb MoB3 Hel NOBINbHO 1 30cepeaxeHo, 60 NoYaToK i KiHelb

y>XKe He MaloTb 3HAYEHHS), a TAKOX PO3TaLLOBaHUX NocepeamnHi 3any NpoCcTux o6’eMHMX hopM (BENTMKNIN BEPTUKANTbHUN
napaneneninea, Ky6, nipamMiga Towo) i pi3HOro po3Mipy (Big 30BCIM MaleHbKMX) MOAY/IIB, WO MatkoTb BUrAa4 ddparMeHTiB
XUBONUCy B 06’eMi. KoOXXHa nnouwmHa (CMyra B340BXXK CTiH Ta CTOPOHU diryp) € XMBOMUCHUM NOIOTHOM, (dparMeHTOM 3arajibHoil
«KAPTUHW» (TEXHIKA: MOJIOTHO, ONis).

CnoBO «KapTUHa» BXXUTO HAaBMUCHeE, WOO6 NIAKPEeCINTUN HAABHICTb XXMBOMMUCY HE YMOBHOTO, HE MIANOPSAAKOBAHOIO «O6 €KTHOCTI»
eKcno3unuii, a, HaBNakKK, XXMBOMUCY NOBHOLIHHOIO, WO BMHAXo4aMTb ANns ce6e HOBIi hopMynun iCHYBaHHS.

BopoHouac U «kapTUHa» - 30BCIM HE TOM 3BUYHUM «BUTBIP MUCTELTBa», «peace of art», ne Heabusak BaXk/IMBa «paMay»,
OOMENEHHS «BEPX-HU3-MPAaBOPYY-NiBOPYY», LLIO BUYIEHOBYE 3 XKMBOMMUCHOIO MPOCTOPY CaMe Len «WMaToK MucTelTBa». Liboro
pa3y dopMaT OOBroi CMyru Ta dopMa 1 po3Mip iryp BUHATKOBO CaMOLiHHI Ta MOK/IMKaHI MaTepianiayBaTn HE BU3HAYEeHUN
OKPEMO, ane NPOoCTO LMATOK XXMBOMUCHOIO BCECRBITY, BCEMNPOHUKHOIO, HaA3BMYaNHO PeasibHOro, Ta Pa3oM 3 TUM MJIMHHOIO,
XUMEPHOrO.

| AKLLO Y MepLUOMY BUMAOKY Te, Lo NnepebyBacE No3a MEXaMUu «paMmn», BXKe He BaXKJIMBE, BiOKUHYTE 9K HenoTpibHe, a poboTa €
CaMOCTINHUM MNpPeagMeTOM MUCTELTBA 3 PYXOM JiMLLE BCepeaunHi, TO B «AKTi BU3BOJIEHHA» YBary cpokyCoBaHO He Ha XXUBOMUCHUX
MJOLWMHAX, @ HAa TOMY 6e3KiIHEYHOMY XKMBOMUCHOMY MPOCTOPI, LLO 3aNOBHIOE 3aJl, AK MOBITPSA, LLO 3HAXOOMUTbCSA CKPi3b BOAHOUAC.

ABULLE «KAPTUHM 6E3 KAPTUHU» MOCUTIOETLCS LLLE M iMIO3IE0 «XKUBOMUCY Be3 XKUBOMUCY» (TOBTO HAAMIPHUM 3BY)XKEHHAM
KOMIPHOro gianasoHy). Ller XXMBOMMCHMIN acKeTU3M NOB’A3aHnM i3 BaXKaHHAM 3p0OUTN 0O6’EKTOM YBaArum CBITNIO 9K CYKYMHICTb YCiX
KONbOPIB, AK «3MICT Aeakoi ocobnmBoOi TinecHo! Ta NpPoCcTopoBOi AKOCTi» (fepMaH lNendapT), CTBOPUTU LLLOCh Ha 3pa3ok dopMynn
MUBOMUCY B3arasi, 4sa Toro woo 3pobuTtu igeto NpoekTy MakCUManbHO 3P03YMiNoto.

OkpeMo Tpeba HAaroNoCUTM Ha 3HAUYLLLOCTI Nay3un Ta MOPOXKHLOIO MPOCTOPY B eKCrno3uuii. Came ToOMy B MPOEKTI BUKOPUCTAHO
TaK 3BaHUM MPUHLMUIM HEPYXOMOI KaMepu. MOXKHa ysBUTKU COBi eKCno3uuinHe cepeaoBuLLE YUMOCH Ha 3pa3oK dinbMy, pagLle
HaBiTb cTepeodinbMy (ONTUYHUM edheKT AOCATAETLCS HE TINIbKN PYWHALIEI XXUBOMUCHOT NMIOLWMHK, a 1 6ecrnocepeHbo TEXHIKOW
CaMOoro XXUBOMUCY, KOW OeaKi AeTani ONUHAKTLCA No3a «OOKYCOM», a iHLLI JOBOJI YiTKO M BUPA3HO BMU3HAUeHi). 3 ornany Ha

Le My pobMMO BUCHOBOK, LLIO KaMepW, aKi 3HIMaloTb «(iibM», CTOATb HEPYXOMO i DIKCYOTb YCi PYXU B XXMBOMUCHOMY MPOCTOPI
B3arasi, He 3yNUHSAUYMCh Hi Ha YOMY 1 HE BUOKPEMJIIOIOUYM HIiYOro.

OCKINbKN XXOAHUN MOMEHT XXUBOMUCHOIO PYXY He BiA3HAa4YeHWN HaBMUCHE | 3adhiKCOBaHUM NnLLe B pe3ynbTaTi NOTPanIaHHS Moro
[0 «OKa» KaMepu, MOPOXKHI Micua MiXK bparMeHTaMm «KapTUHU» NOYMHAKOTL BigirpaBaT HaA3BMUYAMHO BaXX/IMBY POJib, TOMY LLLO
MICTATb MPOJOBMXEHHSA TOrO CaMoro pyxy, o 6yB «y Kagpi», MpoTe Tak CaMO ICHYE N No3a KagpoM, TiNIbKWM HEMOMITHUM ANa OKa.
TakMM UMHOM YCi CKNAAoOBi YaCTUHM NPOEKTY NOKANKAHI AOCNIOANTWN | BUABUTU TOM EAnHUM MpOoCTip XXMBOMNKUCY, KOTPUM HiSIK He
ocopMneHnn, Hige He nepebyBae, Ton €aMHMIN MNPOCTIP, WO 3aBXAM HaMaraeTbca 6yTH, ane He €.

* [IpOeKT He 34ilCHEHO
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ManioHoK, 1999, 29,7x21, oniBeub Ha nanepi
Drawing, 1999, 29.7x21, pencil on paper



Act of liberation*
Volodymyr Budnikov

(Components of the project: a «Painting» and «Objects» in the empty white space of an exhibition hall)

“The Painting” is constituted of a long horizontal line stretching along the wall, repeating the contours of the exhibition hall (it
symbolizes infinity, and hence should be viewed in slow and focused movement; beginning and end lose all meaning), spatial
tridimensional objects placed in the center of the hall (a large vertical parallelepiped, a cube, a pyramid, etc.), and modules of
various sizes, including the smallest, that look as if fragments of a painting have acquired volume. Each plane (the line along the
walls, the sides of each figure, etc.) is a painting and constitutes a fragment of the overall “picture” (medium: oil on canvas).

| make the point of using the word “painting” to underscore the robust presence of the genre as it discovers new modes of
existence. Painting is not merely an empty gesture subjugated to the “objective existence” of the exposition.

Coincidentally, this “painting” is not a conventional “artwork” or a “piece of art” that vests great importance in the presence of
a “frame,” the restrictive top-bottom-right-left coordinates, or in singling out “a slice of art” from the pictorial space. The format
of a long line, as well as the shape and size of figures, is inherently valuable in that it makes tangible a pervasive, strikingly real,
unstable and phantasmagoric part of the pictorial universe.

Conventionally, everything beyond the frame is seen as lacking importance; it may be discarded as unneeded, whereas an
artwork is an independent, internally dynamic art object. Meanwhile, the Act of Liberation focuses not on the planes of paintings
but on the endless pictorial space filling the room, omnipresent like air.

The phenomenon of “pictures without pictures” is further buttressed by the illusion of “painting without painting” (that is, by
excessive narrowing of the palette). This painterly austerity is fostered by the desire to make light, the sum total of all colours
and, as Hermann Goepfert had put it, “the vessel for a certain singular physical and spatial quality,” the focus of attention, and to
create something like a general formula of painting that would make the project’s idea more intelligible.

| should particularly note the importance of intervals and empty spaces in the exposition, which is why the project employed
the so-called still shot principle. The exposition can be envisaged as something akin to a film, or rather a stereo film (the optical
effect is attained not only by dismantling the pictorial plane but also by the very painterly technique: some details remain out of
focus whereas others are clear and well-defined). This leads us to the conclusion that the cameras shooting this “film” are still:
they document all movements in the pictorial space without pausing on or singling out anything in particular.

Since no element of the painterly movement was consciously singled out, and was only documented because it crossed the
camera’s line of view, empty spaces between the fragments of the “painting” acquire crucial importance as extensions of
the very movement “caught on tape,” which continues outside the frame, unseen to the eye. Therefore, all constituents of
the project intend to explore and, in a way, to reveal the Unified Space of Painting, unformed, existing nowhere, seeking and
failing to exist.

*The project wasn't realized
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LNY, i

ManioHok, 1999, 29,7x21, oniseup Ha nanepi
Drawing, 1999, 29.7x21, pencil on paper
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Mig yac npaui Hag Manaouum cepueM, Nypsyd, 2010
While working on the Burning Heart, Gurzuf, 2010
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Mig yac npaui Hag ManauuMm cepueM, Nyp3yd, 2010
While working on the Burning Heart, Gurzuf, 2010
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Manaloue cepue, 2010

3ani30, aloMiHiN, MeTaneBa CiTka, eMasb
Burning Heart, 2010

iron, aluminum, metal mesh, enamel
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Bynuus, xxmBonuc Ha MeTani
ons synuui, Nyp3sydcbki cezonn, 2009

Street, painting on metal
for the street, Gurzuf Seasons, 2009

Po3asranbHS, XKMBONUC, AepeB’aHa KOHCTPYKLUiA, Nyp3ydcbki ce3oHn, 2006
Changing Room, painting, wooden construction, Gurzuf Seasons, 2006
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Mnsxk, 2010, NpoCcToOpPOBa KOMMO3ULLIA, aslloOMiHin
Beach, 2010, spatial composition, aluminum
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Pyx, 2010, ckynbnTypa, 3aniso
Movement, 2010, sculpture, iron

He60, 2010, ckynbnTypa, 3ai3o
Sky, 2010, sculpture, iron
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CxoBOK Ansa cBiTna, 2015, ecki3u
Shelter for the Light, 2015, sketches

CXOBOK Ana CBiTna, Mmucteubkunii apceHan
Kuig, 2015, kepaMika, cBiTho

Shelter for the Light, Art arsenal
Kyiv 2015, ceramics, light
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Cneka, ekcrno3uuia B ranepei Nyra, Nypsyd, 2010
Heat, exposition in the GuGa Gallery, Gurzuf, 2010




CxoBOK gns ceitna, 2010, 3ani30, cBiTno
Shelter for the Light, 2010, iron, light



MantoHok, 2001, 84x110, Ty Ha nanepi
Drawing, 2001, 84x110, ink on paper
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NanpwadT (pparmeHT), 2010, 3ani3o
Landscape (fragment), 2010, iron
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NanpwadT, Kpuna
A ranepes, Kuis, 2012
Landscape, Wings
Ya Gallery, Kyiv, 2012

NanpwadrT, 2010, 3aniso
Landscape, 2010, iron
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Kpuna, BuctaBka Cneka, ranepes yla, Nypsyd, 2010

Wings, Heat exhibition, GuGa Gallery, Gurzuf, 2010

Kpuna, BructaBka Cneka, Mucteubknit apceHan, 2011
Wings, Heat exhibition, Art Arsenal, Kyiv, 2011







BippsepkaneHHsa
LLIALL, 6ieHane ApceHane 2012, Kuis

Reflection
SHCHAC, Biennale Arsenale 2012, Kyiv




MeTadizmka Koy metaphysics of a code

MipM Yacy measures of time
ManoHku 2015-2016 drawings 2015-2016
XMapu clouds

NMUTaHHA AO questioning the

BUAUMOro visible



Buctaeka MeTtadisuka kogy
ranepes JlaBpa, Kuie, 2005
Exhibition of Metaphysics of Code
Lavra Gallery, Kyiv, 2005

BucTtaeka MNMpowaBai, 36poe!
MucTteubkni apceHan, Kuis, 2004
Exhibition Farewell, Arms!

Art arsenal, Kyiv, 2004
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YepBoHe, i3 cepii MeTadisuka kogy, 2005, 180x70, onis Ha NONOTHI
Red, from the Metaphysics of Code series, 2005, 180x70, oil on canvas
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13 cepii Mipum uacy, 2010, 100x160, akpun Ha NOSOTHI
From the Measures of Time series, 2010, 100x160, acrylic on canvas
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MantoHku, 2016, 100x100, akpun Ha nanepi
Drawings, 2016, 100x100, acrylic on paper
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13 cepii Mipu uvacy, 2010
160x100, akpwn Ha NOMOTHI

From the Measures of Time series, 2010
160x100, acrylic on canvas
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13 cepii Mipum uacy, 2010, 100x160, akpun Ha NONOTHI
From the Measures of Time series, 2010, 100x160, acrylic on canvas
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13 cepii XmMapu, 2010, T00x160, akpua Ha NONOTHI
From the Clouds series, 2010, 100x160, acrylic on canvas
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13 cepii Mipm uacy, 2010, 100x160, akpua Ha NOSOTHI
From the Measures of Time series, 2010, 100x160, acrylic on canvas
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13 cepii Mipum uacy, 2010, 160x100, akpun Ha NONOTHI
From the Measures of Time series, 2010, 160x100, acrylic on canvas
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Mipu yacy
BonoanmMup bygHikos. Kuis, 2017

Yci poboTn BUKOHaHO B KpuMmy, B Iyp3ydi, y 2010 poui. Toai 8 npautoBaB Hag CKYNbNTYPaMM 3 3ai3a, a XXMBOMUCHI poboTKn
CTBOPIOBAB NapasnenbHo. Y pe3ynbraTi BUALLNO, WO A 3adikCyBaB HU3KY «MOYaTKOBMX CTaHiB» pOGOYOro npoLlecy, e OKpeMi
eJ1IeEMEHTU TiNIbKMN-HO BULLUNKOBYIOTbCS, MEePLL HiXK BU3HAUMTUCA LWOAO 1afy HabyTTs Bni3HaBaHOI hopMu.

Y Ton nepioa a9 NnpoBoamMB GaraTto Yacy Ha MeTanobasax cepeq CKNageHMX 3a PpaHroM i GopPMoKo MeTaneBMx NIacTUH, UMIHOPIB,
OPOTIB, NPYTIB. Y TakOMy po3nogifi 3a dopMaMu ACHO NPOYNTYBaacsa CTPOriCTb My3MUYHOrO Nagy. Y KOXHIN OKpeMin KaTeropii
cdopm (UMNiHaPW, NNOLWWHN, OPOTN) cepel Ha4YeOTO OAHAKOBMX €/IEMEHTIB TeMa NouMHana Hanpy»XyBaTUCh, YCKNaaHOBaTUCS
caMe yepes HallapyBaHHSA MOTEHUIMHOCTEN, e KOXEH MO4YaToOK NPOroaoLwyBaB ManbyTHIN PO3BUTOK oKpeMo. OgHakoBi hopMu
30BCiM He Bynn HabopOM OOgHOPIAHMX 3HaYeHb. [MPOCTi NodibHI MopPMU HIBM CTAaHOBUAM HNU3KY MOBTOPIB i3 1efBe BigMiHHUMU
rpagauiamm. KoxHa bopMa NoBTOPKOBAA iHLLY, ManxXe TOTOXHY, ane 3 1eaBe NOMITHUM 3CYBOM.

CnornagaHHa MHOXUHU Manxe nogibHUX eNleMeHTIB HaragyBano MeHi My3nyHe 6adeHHsa LLIToOkxay3eHa, Moro igeto «CTaTUuYHOro»
yacy, ne KOXXHa KOMMOo3uLis BKa3yE Ha €QHICTb BOOAHOYAC KifIbKOX YUAaCOBMX MNAHIB, A& YaC PYXAETbCA Y Pi3HUX TeMMax.

3aranbHa cepia pobiT po3aineHa Ha Kinbka hopPMyI i3 BlTAaCHUMM rpadaliaMmn BcepeamnHi, SKi, CBOEID Yeproto, yTBOPIOKOTb MeBHY
LKany. Yci dopMynm crnopigHeHi Mixk coboto. CTPYKTYpPa cepii TakoxXX NoAibHa A0 YOroch Ha KLUTANT cXoBuLLA Ansa abeTku, e
KOXXHa NiTepa, nepebyBatoun Yy MHOXMUHI, MiCTUTbCSA Y cneuliafbHOMY BAacHOMY Bigaini. OaHakK MHOXUHHICTb KOXKHOT OAHaKOBOI
niTepu hopMye 0CoOBNMBY LLIKANY 3BYKIB, e PO3PIi3HAHHA TOTOXKHOIO MOBIAOMASE MPO Te, WO Hapa3i ogHakoBe B ManbyTHbOMY
P03iNaeTbCcs 3a PI3HUMK MPUIHAYEHHAMMN,

O[OHaKOBI eneMeHTU, Po3noaisieHi 3a rpynamu, LWopa3sy Po3BMBAKOTLCA Y HOBY KOMIMO3ULiI0, afe Ha KOXHY 3 KOMMO3ULLi 060B’A3KOBO
MNPOEKTYETbCA MOYATKOBUN CTaH HENTPANbHOCTI. YCi ManbyTHI 3MiHW B Yaci NigKpPeCNeHO YTaEMHUYEHI 3aa/19 30Cepea)XeHOCTi Ha Tin
asi, oe BCi noYaTKM pe3oHYyoThb. 9K Yy paaky 3 Bipwa Bacuna flonobopoabKa:

«Ha nigcrasi 36iry crisibHOI O3HaKu
“OYTU TUM, LLJO 3BYYUTb MOLI6GHO"».

KoXHa KOMMNO3MLia Ma€ 3a NPUHLWMN Manmxke abCconoTHe PIBHOMPAR’A YCix CBOIX eNneMeHTiB. KO)KHa NiHig abo nnowmHa
nepebyBa€ y TiM aHOHIMHOCTI, e AKICTb Y/ BU3HAUYEHHS L HEe 3aMY/TNN YNCTUX BUTOKIB. Mpynu, WO BUOYOOBYOTLCS 3 AYXKe
noaibHMX 306pa)KeHb, MOXKHA MOPIBHATY 3 NeBe BIOBMMUMMN YAaCOBUMM MPOMIDKKAMU, AKi MOBTOPIOIOTLCS. [TOBTOPU YTBOPIOOTb
6e3rnepepBHE MEPEXTIHHA - HEMOB YaCTOTK CBiT/1Ia ab0 3BYKY, BOHU, 3aMiCTb CKIAAATUCS Y MENOAII0 UM KAPTUHKY, TNLLAIOTLCA

Yy CTaHi NOCTINHOI Bibpauii. KoxeH NpoCcTum eneMeHT 3anepedye rotoBe 3006paxkeHHs, PO3K1aaatoym 30CepeKeHiCTb KiHLEeBOT
MeTM MOBHICTIO, aX A0 MepBICHOro CTaHy MHOXMHW PIBHOMPABHUX HAaMIPIB.
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Measures of Time
Volodymyr Budnikov, Kyiv, 2017

These works were created in Gurzuf (Crimea) in 2010. The paintings were a byline to my work on metal sculptures. In a way,
they documented the initial stages of the creative process when discrete elements are first aligned before deciding the order of
acquiring a recognizable shape.

At that point | used to spend a lot of time at scrap metal plants, among metal sheets, cylinders, wires and rods arranged by
shape and size. These shape-based arrangements had something of the austerity of the musical pitch. In each discrete category
of shapes, among apparently identical elements, be it cylinders, sheets or wires, the theme would begin to strain and grow
more complex with the layering of potentialities: every beginning announced a different subsequent trajectory of development.
Identical shapes did not herald unified meanings. These plain shapes apparently offered a score of repetitions with minimal
variations. Each form repeated another one, almost identical to it, but with a barely perceptible shift.

Observing the multitude of very similar elements was evocative of Stockhausen’s musical vision, his notion of “static” time
where each composition points out the unity of several temporal planes in which time flows at varying speeds.

The series as such is subdivided into several formulae with their own internal gradations that, in turn, constitute a scale. All
formulae are interrelated. The structure of the series is also reminiscent of something like a repository for an alphabet, where
the multitude of each letter is accorded a separate section. The multitude of each letter, however, constitutes a range of sounds
where we are invited to discern the differences in the identical, and are informed that the presently indistinguishable sounds will
scatter to different destinations.

Identical elements divided into groups develop into ever new compositions, but the initial neutral state casts its sway over each
composition in turn. All subseguent developments in time are left markedly mysterious in order to enforce concentration on the
phase where all beginnings resonate. As the poet Vasyl Holoborodko had put it,

based on the shared quality of
“being that which sounds similarly.”

Each composition is based on an almost absolute equality of all its constituent parts. Each line or plane persists in the
anonymity where the pure origins remain unsullied by qualities or definitions. Groups of very similar images may be compared
to barely perceptible recurring increments of time. Repetitions produce a ceaseless shimmer: like the frequency of light or
sound, they remain in constant vibration without forming a melody or picture. Each simple element subverts the completed
image, deconstructing the concentration of the end goal into the original state of the multitude of equal intentions.

Buctaeka Mipum yacy, ranepes BonowuHux, Kuis, 2017
Exhibition of the Measures of Time, Voloshyn Gallery, Kyiv, 2017
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13 cepii Mipum uacy, 2010, 100x160, akpun Ha NONOTHI
From the Measures of Time series, 2010, 100x160, acrylic on canvas
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13 cepii Mipum uacy, 2010, 100x160, akpun Ha NONOTHI
From the Measures of Time series, 2010, 100x160, acrylic on canvas
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MantoHku, 2015-2016, 60x90, akpw, TyLl, oniBeub Ha nanepi
Drawings, 2015-2016, 60x90, acrylic, ink, pencil on paper
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13 cepii XmMapu, 2010, T00x160, akpua Ha NONOTHI
From the Clouds series, 2010, 100x160, acrylic on canvas
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13 cepii XMapum, 2010, 100x160, akpua Ha NONOTHI
From the Clouds series, 2010, 100x160, acrylic on canvas
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NMuTaHHAa 4O BUAUMOroO

BonognmMup byaHikoB. Kuie - ceno YyauH,
yepBeHb - iuneHp 2017

[MoOBEPHEHHS Ha OfHE M Te caMe Micue pobuTb 3ip
rOCTPILUMM, TAKUM FOCTPUM, LLO BiH MOXXE MPOLUTPUKHYTU
nobavyeHe.

O6puCK 3HANOMUX NEN3aXKIB Mam»Ke HE3MIiHHI, 3aCTurni,
HEMOB 3a4apPOBaHi. 3HAHHSA HIBK NepeBaHTa)XKeHe NO3iPHUM,
anle caMe cepep No3ipHOro, cepen Moro HanapibHILWMx
OeTanemn, oko He NPUMNMHAE LYKaTK CXOBKY. Mornag
HaMaraeTbCcsa BUSABUTU 6o0aam ApPiOKY HEMOMITHUX 3MiH,

IO BigirpatoTb pofib Noain cepepn Lboro Tuxoro 6yTTH, 60
LLOCb BiAOYBAETLCA TaM, ycepeanHi 3HamoMmMxX 3aCTUrNINX
KpaeBuaiB. Yac 3ropHyTUIN Yy CYBIN. Y PEXUMI MPUCKOPEHOT
3MOMKU COHHA KapTuHa Uboro 6yTTd, MabyTb, Mana 6
HabyTWn apaMaTUUHKX, 6a HaBITb KAaTaCcTPOMIYHMNX pUC,
ofHakK Te, Lo Hacnpaeai AieTbCca BCcepeanHi 3Hanomol
KapTUHW, NepebyBa€E No3a MexxaMm YyTIMBOCTI oKa. No3asak
YCi 3MiHM 3aCMOKTYIOTbCS Y MOCTINHICTb KPaeBMAOY, KOXEH
PYX, YTAEMHUYEHWNI B/IACHOK HEMOMITHICTIO, MOBOU HEe MaE
HaMpPAMKY; BYyTTA KpaeBMay HibGM PO3NOB3aETbCH CKIAAHUMM
TPAEKTOPIAMM, WO MiABaXKYOTb OgHa OAHY WM YTPUMYIOTb
3arajibHy KapTWHY Ha MicLi.

[NocTinHe Mano 6 3acnokoBaTW, HATOMICTb HaLLAPYBaHHSA
OQHOro M TOro CaMoro Lopa3sy 306iNbLYHOTb TUCK yCcepeaunHi
HE3MIHHOT KapPTUHKWN. 3 KOXXHUM MOBTOPEHHSAM 3aMiCTb
CMOKOO 3pocTaE TpuBora. MNocTinHicTb aybntoe cebe
6e3KiHeYHO, OAHOMAHITHICTb MepeTBOpUIacs Ha Bipyc

i He6e3MeyHOo ypaxKye yac, BUIOAE NOro TenepiluHio
YacTUHY. HeBM3HayeHa AiNCHICTb HIOW BNana B KOMY. AK Y
OOBXXEHKIBCbKOMY CTOM-Kagpi, e € MOMEeHTU, KON 06nmnyus
repos 3aBMUPAE N HepyxoMe KiHO306paxKeHHs 3a MUTb
HEeMOMITHO 3YMNMHAETLCSA 30BCiM; MOTOPOLLHO CTaE came
yepes Te, WO NOMITUTU MOMEHT 3YMNUHKK He BCTUMAELL.

LL1o6 nosipHa HE3MIHHICTb BUOAMMOIO He 36Bana MeHe

3 MaHTeNunKy, 9 BAaCa 00 YOroCb Ha KLUTANT 3aTYISIHHSA
MeBHUX YaCTUH 3arasibHOro Ta HibK HaMararcs 3a3NpPHyYTU
B LUMNAPM Mi>XK HUMU, CNPSAMYBATM OKO A0 CMiBBigHOLLEHb
HanNpPsMKIB, SIKi, BMaCHe, reHepytoTb 300PaXKeHHS.
YcyBakoum OCHOBHI 06’€KTM 3 MOAS yBaru, 1 TMUM caMmmm
Haye BMMKal 6avyeHHs, Wo Aoci 6yno npucrnaHe 3BUYHOK
KapTUHO. MeHi Banay»xe oo 3MiH 06CTaBUH OCBITNIEHHS
abo BflI@CHOro KyTa 30py, AKi OMaHIMBUM PO3MAITTSIM ULLe
YBUPA3HIOTb TOTOXHICTb BUOMMOIO cepep Yacy. Buonme
HiOGW BNACHOI TOTOXKHICTIO CaMOMy CObi 3anepevye BflacHy
K pearnbHiCTb, NePEeTBOPKETbCA Ha MaHYy, LLIOCb Ha 3pa3okK
cepnaHkKy, 3a 9KMM CTOITb AELLO CNpaBXHE. BiacyTHICTb aii
(3aKoOHCepBOBaHa Aisl) NPUXOBYE MNOAI0, 33415 AKOI 9 3HOBY
HaBioyl ogHe N Te came Micle. [Jobpe 3HarmoMa MicumHa
caMa BMOAETbCA BUTYUYEHOIO 3 3arasibHOro MJMHYy 4vacy.
30a€eTbCs, ii He CTOCYETbCA XOAHA 3MiHa.

Hanpy»eHa, CnoBHeHa HEACHUX OUikyBaHb OiNCHICTb i BiMHa
OVBHUM YMHOM HiBU TiNbKWM Oy>X4Ye 3aKOJIMCYOTb 3HaNOMy
MWUPHY MICLEBICTb, BUTICHAIOTb, BULLTOBXYOTb il Ha y36iuusa
peanbHOro. BogHoyac HaknagaHHs y yaci OgHaKoBMX
o6pa3siB BUOANMOro 30BCIiM He 03HAYaE MNOCTINHOCTI, 6a
GinblLUe - 3HanoMe MicLe caMe yepes Lii MOCTiINHI NOBTOPEHHSA
caMoro cebe HabyBae XMMePHOCTI, MOTOMBIYHOCTI. Buanme
nepebyBa€ abo B OUikyBaHHI, ab0 Yy pexuMi 36eperxeHHs
eHeprii, BUHOLLYOUYM LLOCH iHLLEe BCcepeanHi cebe.

[Ona BnacHUxX CrnocTepexeHb i 4oCniaiB a4 4YacTo obupato
[ABHO 3HAMOMIi OB0’EKTU UM 300PaAMKEHHS, LLLO HIBU
3YMUHUIINCS: MEeN3aXK, KAPTUHKY 3 HOBUH (sIka BigHeOaBHa
noyana oyo6nioBaTn caMa cebe, 60 «Ha DPOHTI 6e3 3MiH»),
penpoayKuii KNacMYHOro >XMBOMMUCY TOLLLO, TOGTO yce, LWo
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Questioning the visible

Volodymyr Budnikov, Kyiv - the village of Chudyn,
June - July 2017

Returning to a familiar space, your eyesight becomes
sharper, so sharp it can pierce what you see.

The shapes of familiar landscapes are almost unchanged,
frozen, as if petrified. Knowledge is overloaded with
ostensibilities, but an eye seeks shelter among the
ostensible, among its minutest details. The eye seeks out
obscure signs of imperceptible changes that substitute
events in this quiet existence: something is afoot down
there, inside these familiar frozen landscapes. Time is rolled
up into a scroll. In fast-motion, the somnolent picture of this
existence might have acquired dramatic or even catastrophic
overtones, but our eyes are not sensitive enough to
perceive what is really happening beyond familiar views.

All changes are sucked into the landscape’s constancy, and
each movement, made mysterious by its imperceptibility,
seems to lose direction; the landscape’s existence appears
to unravel into complicated trajectories that undermine one
another and keep the general picture in place.

Constancies are supposed to be soothing, but identical
layers increase tension within the unchanging picture.
Instead of soothing, each repetition increases anxiety.
Constancies repeat themselves, monotony turned into a
dangerous virus that attacks time and consumes its present
part. Ambivalent reality seems lethargic. This is evocative of
Dovzhenko’s stills, when the character’s face freezes, and the
movie, unnoticeably at first, grinds to a halt; this is uncanny
because you fail to notice the moment when movement
stops.

To make sure that the ostensible constancy of the visible
does not lead me astray, | block out parts of the general
picture and, one could say, try to peer into cracks between
them, directing my gaze towards the correlations of
directions that, in point of fact, actually generate the image.
By removing the key objects from my line of sight, | seem to
switch on the vision that was previously lulled by familiarity.
| don’t care about changing lighting or perspective: their
illusory diversity only underscores the unity of the visible in
time. In being identical to itself, the visible undermines its
own reality and becomes a fata morgana, something like a
mirage that conceals authentic phenomena. The absence of
actions (potted actions) conceals the action that makes me
seek out the same space over and over again. The familiar
space seems excised from the general flow of time. It seems
untouched by changes.

The tense wartime reality pregnant with murky premonitions
seems to lull our familiar peaceful spaces into deeper
slumber, pushing them towards the margins of reality. On
the other hand, overlaps of identical images of the visible do
not presuppose constancy; moreover, constant repetitions
make familiar spaces phantasmagoric, surreal. Fraught

with ambiguity, the visible lingers in wait mode or energy
conservation mode.

| often choose familiar objects or images that seem to have
halted for my observations or experiments. It could be a
landscape, a picture from the newsreel (these had recently
started to repeat themselves, because “all is quiet on the
front”), reproductions of classical paintings, anything that
appears unchanged. The point is that | remove the image |
saw and discard it as | work. | paint over or remove most of
the narrative to solve the mystery of the visible. Sometimes
| combine classical paintings with familiar real landscapes:
it might look as if | were juxtaposing them or mixing

330BHi BUOAETBHCS HE3MiIHHKM. CeHC Yy TOMY, WO S yCyBato
6e3nocepenHbo KAapPTUHKY BayeHoro, Nno3taBnatocs BiA,

Hel NpocTo Mig Yyac poboTun. 4 3acdhapboByto yce, Wo

MO>XHa BBa)XaTW HapaTMBOM, 33419 TOro, Wob po3B’a3aTu
BMAVMe. YacoM g HaBMUCHe MOEAHYIO MOTUBM 3 KITAaCUYHOIO
MMBOMUCY Ta 3HAWMOMI peanbHi Nensax<i - 30a€TbCs,

A HakNlagato ofHe Ha iHwWe abo X 3Millyto reTb yce. AKLWo
y3aranbHuUTK, 9 6epy 6yab-L0 3HaMoMe Ta npnbunpato
3BiATW yni3HaBaHe. [NoCTYyNnoOBO BUKJIOUAOUYM OKPEMI
CKNagHNKM 3HAMOMOTO 306pa)KeHHs, 1 HapeLUTi 3aMasiboBYtO
MOro NMoBHICTIO YMMOCD iHLUIKM. BriacHe, OKO No4vmnHae
HaNlalWTOBYBATUCS TaKMM YMHOM, LLLO YCYBAE, «BUMUKAE»
306paXKeHHs 334,19 BUPiLLEHHS roIoBHOro. 1 nepeksagato
KapTUHKY GadyeHoro B abCTpakTHe, nepepo3noginsto ii,
pO3B’A3Yt0 K TeopeMy. 3HaNOMe € NeBHOK YMOBOID, TakKMM
Ccobi «aKLLO», MOBTOPIOBAHMM BaraTo pasiB. Tak camMo
6araTopasoBO 9 OTPMMYIO Ta OrONIOLLYHO Pi3HI PiLLEeHHS.
ABO YacoM nNponMatocsa Banay»KiCTio A0 PO3B'A3YBAHHSA |
MPOCTO CMOCTEpPIrato 3a Te4YisMN YN TPAEKTOPIAMU, 38 AKUMU
npocyBatoTbca Ail, Mae po3noBiab, OyaAyETbCA KOMMO3ULLiS,
PO3MOBCIOOXKYETLCA XBUS.

MOXTMBO, 9 NPOCTO NPOCTEXYIO NPOPOCTaHHSA igel
BCEpeanHy CIOXeTy?

MoXXNMBO, NOYATKOBA AYMKa NPO BUAMME MOCTYMNOBO
MOrMHAE BUAMME, BKPUBAE MOro »amdiObHMMM NaroHamu,
XOBa€ noro?

Xaw TaM 6K, ane 9 NoYMHato 3 TOro, Lo 3aCTOCOBYIO 3HaHe
SIK MeBHE NPaBWJ1O, asie MOTOMY KPOK 3@ KPOKOM BUKPUBAIO
Moro, Wo6 rnokasaTu CyrnepeYHiCTb yCepeanHi y3rogXXeHoro,
BMCYHYTU Mif0O3pY, BUCTIOBUTU CYMHIB, MEePEKPeCINTM.
YCcyBatoum KOHKPETHE, 51 HIOW MOCTIMHO NepeBipsto NOoro
ocepas, HIbW BUTArato AeLlo npmMxoBaHe, geLlo, Wo CBigyumTb
nMpo BaaM OyAb-IKOro KiHLLEeBOro niaaHy M 3aMiCTb LIbOro
LLIOpa3y HAHOBO OrOJIKOE BIACHUIM MOYaTOK, MMPIIo.

Yepena yTBOpeHsb - 1, 2017
120x100, akpun Ha NONOTHI

Procession of Formations - 1, 2017

120x100, acrylic on canvas

everything up. To sum up, | take a familiar object and remove
its recognizable features. | start by gradually removing its
familiar components one by one, and eventually paint it over
with something else entirely. In a way, the eye is fine-tuned
to remove or “switch off” the image in order to come to the
main solution. | translate the visible image into the language
of abstraction, reframe it and solve it like a theorem. The
familiar is a precondition, an oft-repeated “what if.” | receive
and voice different solutions over and over again. Sometimes
| grow indifferent to the conundrums and just watch the
currents or trajectories of actions, narration, composition,
and waves.

Maybe | just follow the idea as it puts down roots into a plot.

Maybe the initial idea of the visible gradually devours it,
covers it with hungry offshoots, conceals it.

Be that as it may, | start by applying the known rules before
unmasking them, step by step, revealing contradictions
inside the cogent, voicing my suspicions and doubts, or
striking them out altogether. By removing the concrete, |
seem to test its essence by making the hidden manifest.
Uncovering evidence of flaws of the final plan means that
each of us has to reveal his or her origins, his or her source.
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Mo3a peyamm

Bonognmup bypHikoB. KuiB, BepeceHb 2017

«Crio4yatky npuvragaro, SKi pedi . 40CI BBaXas
ICTUHHWMYA 3aBASIKN CIPUMHSTTIO IX Yy TTSIMU | HQ YOMY
rPYHTYBasacb MOs Bipa. 1041 3’Cyio, SKI MPUYMHN
3MYCUJIN MEHE 3aCYMHIBATUCS B HUX. |, HAPEeLUT],
PO3I/ISHY, O S MOBUHEH AYMATU PO HUX HUHI».,

(Pere [lekapT, «MeTaghizuvyHi pO3MUCIIN)

«.J1IMOIYHa CLUCTEMa BIAMOBIAAE 3@ aEKBATHE
OYHKLIOHYBaHHS JI@HLIOXKKA “rn/IbHYBaHHST — COH”.
[1ig yac nopyiueHs (..) HanbiibLIe MNOTePrnac nam'sTs.
| xo4a 51iMb6IYHa CUCTEMa HE € aPXIBOM, BUXOASTH 3
1aay rnpoLecy BiATBOPEHHS Ta BiAHOB/IEHHS] 3HaHb

i HaBmyok. Croraav 3a/1MLLIAThCS, asle CTarTh
PO3DIBHEHNMI»,

(3 onmcy niM6I4HOI CUCTEMU JIKOLACHLKOrO MO3KY,)

«5 3HaK KkpaeBuam KaHesa 61715 YepHedoi ropu
Hanam’sate. JliHIS BOAW, OKPeMI AePEBa, /1IHIS JIiCY,
TPAaca, OYANHKM, YNCSIEHHI KYLLL, MOPRONHMHN XXUTNX

| MOKWHYTUX 6yaiBesib. KaHIBCbKE BMAHOKOIO
JINLLGETHCS HE3MIHHUM, J1IHIT 3@CTUI/1I, HEMOB Yy CTOrM-
Ka/pl, yCe BKPUBAETHCS YaCOM, HEMOB LIBI/I/IO. Yce
FOPU3OHTAIBHE, MEM3aIK HIOU JIEXUTB, MAIXKe HILLjO He
3aT1y/II€ HEOO».

(Bonogumup bynHikos)

MeHi 3aBxgn 6yno BKpam Baxx/JIMBO 6aUNTU Yy KpaeBUAi
rOpPU30HT, 60Jan KOPOTEHbKMM bparMeHT LiIel NiHil; nemnsax,
[le TOPU3OHT 3aTyNalTb OYANHKK abo aepeBa, OyB O1a MeHe
HiOW 3 BaOO0, HEMOBHOLUHHUM.

Ocb i UbOro pa3sy, PO3ANBAAIOYNCH NMeN3axk Ta He
3a0BOJIbHAOUMCH OYEBUAHICTIO BUOMMOIO, S NigHiMaB
MOrNsa4 Yropy, ax Noku He rnepeTHyB NiHilo TOPU3OHTY -
BMMLLO Tak, LLO 3peLUTol BUOHOKOMO BUYepnanocs y
CBOEMY X Hebi. [Ner3a)Kk 3aTArHyA0 Y LNapuHY TOPU3OHTY.
Yac BMcMnaBCcs MiCKOM Ha 6eperoBy cMmyry. KoxxHa

BMOMMa OeTanb KpaeBMay 3HOBY Nignana nig CyMHiB. Yce
HaBKPYrM CTasno Haye nigpobneHnM y 3Hanommx popmax,
chanblloBaHMM Yy BIacHMX obpasax Ta CTpalleHHO HYOHUM
yepes ue. [IocTeEMEHHOCTI He BYy10 aHi y «TBepanx» hopmax
3eMJi, aHi cepepn «M’ aKnX» HeGeCHNX YTBOPEHb.

[ello BaxnBe 30Ccepeannocst Ha KOPAOHIi FOPU3OHTY, Ha
MeXi Mi>K JBOMa O4YeBMOHOCTSAMU 3eMJli Ta Heba, a caMe
«Hige», TaM, Kyay NoCTIMHO AOIyYaETbCSA BCE, LLO He
nignarae XoaHOMy BU3HAUeHHI0. Ane geLo 3BiATy YacoMm
BUKWOAE Ha eKpaH BUOMMOro BracHi npoekuii - J1iM6
BUMPOMIHIOE KPUMXKaHY He306arHeHHiCTb. 30HYy J1iMb6a, Wo
BeCb 4ac nepedbyBae nosa 6yab-4MM BU3HAYEHUM, 3a3BMYaN
OKpPEeC/IeHO K NpupeYeHy Ha 6e3KiHeuYHe BiATBOPEHHS.

Ta caMe Uen Kpan HEBU3HAYEHOCTI N YTPUMYE AINCHICTb

Bifl MOTPANASAHHA 4O BUPY 3arnaMopOUYIMBUX MOBTOPEHbD.
3BiATU CTPYMEHUTb NOCTiNHe Heo3HaueHe, ke 3aBXaun
BOMBAE K/IMH MiXK BM3HAYEHOCTAMU Ta 3arnobira€ 3aMKHEHHIO.
ABCTPaKTHe Haue NMPYMYyCOBO JIMLLAE AINCHICTb BIAKPUTOO

i Lopa3zy cnpsamMoBye il negb iHWKUM WNAXOM. diNCHICTb

HIBN KOXHOIrO pasy OTPUMYE LLIAHC cnornsagatn cebe 360Ky
3aMiCTb BiOTBOPIOBATUCA Y COBI X nonepedHin. NMoagibHo o
LekapTa «TiNbKM N 3aN1LLIAN0OCh MOAYMAaTU, LWLO pedi CXOXi Ha
inei, NpuYMHaMM GKNX BOHU N Bynn».
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Beyond objects
Volodymyr Budnikov, Kyiv, September 2017

«And first of all | shall recall to my memory those matters
which | hitherto held to be true, as having perceived
them through the senses, and the foundations on which
my belief has rested; in the next place | shall examine the
reasons which have since obliged me to place them in
doubt; in the last place | shall consider which of them [
must now believe.»

(René Descartes, Meditations on First Philosophy,
translated by Elizabeth S. Haldane)

«..the limbic system regulates normal functioning of

the “wakefulness - sleep” cycle. Memory suffers most
from disorders [...] Although the limbic system is not an
archive, the processes of recall of knowledge and skills
stop functioning correctly. Memories remain, but become
disjointed.»

(from a description of the limbic system of the human brain)

«! know the landscapes outside Kaniv, around Chernecha
Hill, by heart. The waterfront, some trees, the forest, the
highway, the houses, the copses, the cracks in lived-in
and abandoned buildings... The Kaniv skyline remains
unchanged, the lines look like a frozen still, everything is
covered in time like mold. Everything is horizontal, the
landscape laid flat, very few things conceal the sky.»

(Volodymyr Budnikov)

In landscapes, | always found it very important to see the
horizon, or at least its fragment; | always thought that
landscapes with horizon covered by houses or trees were
somewhat deficient, incomplete.

This time, exploring the landscape and not content with

the visible, | looked up until I crossed the line of horizon:

the landscape eventually exhausts itself in the sky. The
landscape was sucked into the crack of the horizon. Time
slipped out like sand. Each visible detail of the landscape
was cast into doubt yet again. Everything around me looked
like a counterfeit of itself, faux familiarity seemed horribly
boring. There was no authenticity in “hard” earthly shapes or
“soft” celestial forms.

Something important was happening on the borderline of
the horizon, between heaven and earth, in the “nowhere”
constantly pursued by everything that resists definition.
Some things from there occasionally cast projections

onto the screen of the visible: the Limbo emanates its icy
ineffability. The Limbo zone remains beyond definitions and
is usually described as doomed to repetitions without end.
This line of ambiguity, however, prevents reality from slipping
into the whirlpool of dizzying repetitions. It generates a
constant stream of the Undefined that drives a wedge
between defined spaces and safeguards against short
circuits. Abstraction pries reality open and subtly redirects
it. Reality gets a chance to take another look at itself from

a different perspective instead of being reincarnated in its
earlier version. Like Descartes had put it, “there were objects
outside of me from which these ideas proceeded, and to
which they were entirely similar.”

BTOprHeHHs y MancTepHi, KaHis, 2017
Invasion in the studio, Kaniv, 2017

353



~
—
o
N
1)
~
-
'
c
]
[

I g
5 >
= C
o [(0]
c 6]

C
° o
= L
S M=
ol >
X 6]
© @
S 0
Q o2
X X
o (@]
o 2O
N N

Inva

BTOprHeHHs




Yepepa yTBOpEHb - 2, 3, 4, 2017, 120x100, akpwun Ha NONOTHI
Procession of Formations - 2, 3, 4, 2017, 120x100, acrylic on canvas

3aTeMHeHHs - 1, 2, 2017, 120x100, akpwn Ha NoONOTHI
Eclipse - 1, 2, 2017, 120x100, acrylic on canvas

3onoTtuit powy, 2017, 200x150, akpun Ha MNOAOTHI
Golden Shower, 2017, 200x150, acrylic on canvas
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BunpoMiHeHHa - 1, 2017, 200x100, akpun Ha NONOTHI
Radiation - 1, 2017, 200x100, acrylic on canvas
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MpoMiHb - 1, 2017, 200x100, akpua Ha NONOTHI MpoMiHb - 2, 2017, 200x100, akpua Ha NONOTHI
Ray - 1, 2017, 200x100, acrylic on canvas Ray - 2, 2017, 200x100, acrylic on canvas
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3aTeMHeHHs, 2017, 200x100, akpu/ Ha NOMOTHI
Eclipse, 2017, 200x100, acrylic on canvas
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BunpoMiHeHHs - 2, 2017, 200x100, akpw/ Ha MONOTHI
Radiation - 2, 2017, 200x100, acrylic on canvas

BunpoMiHeHHs - 3, 2017, 200x100, akpwun Ha NOMOTHI
Radiation - 3, 2017, 200x100, acrylic on canvas

BunpoMiHeHHs - 4, 2017, 200x100, akpua Ha NOSIOTHI
Radiation - 4, 2017, 200x100, acrylic on canvas
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MouaTtok pyxy, 2017, 200x300, akpwus Ha NONOTHI
Beginning of Movement, 2017, 200x300, acrylic on canvas
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Mpo3opicTb - 1, 2017, 200x150, akpwua Ha NONOTHI
Transparency - 1, 2017, 200x150, acrylic on canvas
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Mpo3opicTb - 2, 2017, 200x150, akpwua Ha NONOTHI
Transparency - 2, 2017, 200x150, acrylic on canvas
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Y MamncTepHi, Kanis, 2017
In the studio, Kaniv, 2017







ApxaiuHi eHeprii, 2017, 200x150, akpun Ha NOSIOTHI
Archaic Energies, 2017, 200x150, acrylic on canvas
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CTaH HeBU3HauveHocTi, 2017, 200x150, akpu/ Ha NONOTHI Buxop, 2017, 200x150, akpua Ha NOAOTHI
State of Ambiguity, 2017, 200x150, acrylic on canvas Whirlwind, 2017, 200x150, acrylic on canvas
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Yapu Katactpodu, 2017, 200x150, akpun Ha NONOTHI
Spell of a Disaster, 2017, 200x150, acrylic on canvas
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XonopHa He36arHeHHicTb - 1, 2017, 200x150, akpua Ha NONOTHI XonopHa He36arHeHHIcTb - 2, 2017, 200x150, akpua Ha NOSOTHI
Cold Inscrutability - 1, 2017, 200x150, acrylic on canvas Cold Inscrutability - 2, 2017, 200x150, acrylic on canvas
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Y mamncTepHi, Kanis, 2017
In the studio, Kaniv, 2017

XonopHa He36arHeHHicTb - 3, 2017, 200x150, akpwua Ha NONOTHI
Cold Inscrutability - 3, 2017, 200x150, acrylic on canvas
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XonopHa He36arHeHHICcTb, TPU YacTuHK, 2017, 200x450, akpua Ha NONOTHI
Cold Inscrutability, tree parts, 2017, 200x450, acrylic on canvas
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B. ByaHikoB
1960-Ti pp.

V. Budnikov
1960s

Nyp3yd, 2007
Gurzuf, 2007

Y rocTax y KonekuioHepa AHapeaca 3eemionnepa, Kuie, 1997
Visiting collector Andreas Seemdliller, Kyiv, 1997
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1947

Bonogummnp ByaHikoB HapoamBca 4 4epBHS B KMEBIi y CiM’T
OnekcaHpapa bygHikoBa, XyooXXHWKa, npodecopa KNIBCbKOro
[EePXaBHOIO XYOOXHbOIO iIHCTUTYTY, Ta €BreHii Tonosb,
thinonora i ronoBHOro pegakTopa B1UaaBHULTBA «Mosioab».

1954-1965

Poku HaBuyaHHA B cepenHin wkoni Ne 57 Ta 3 1958 poky B
Pecny6nikaHCbKin XyOoOXKHin cepenHin wkoni im. T. I LLleBYeHKa
B Kunesi.

1965-1971

HaBuaHHA y KMIBCbKOMY OEpPXXaBHOMY XYOOMHbOMY IHCTUTYTI,
[e Ha TpeTboMYy KypcCi Bonognmup ByaHikoB noTpannse oo
MaNCTEePHI MOHYMEHTaJIbHOIO XXMBOMMUCY, KO KepYyeE akageMik
TeTaHa A6noHcbKa. g yac HaB4yaHHS, y 1968 poui, bepe
YUYacCTb Y FPYNOBiN BUCTABL KNIBCbKUX XYOOXHUKIB Y KpaKoBi.
BuKoHytoUM gnMnnomMHy poboTy, CTBOPKOE robeneH, 3a aKnm
oTpuMye cpibHy Mepanb BOHI CPCP.

1972

[MoynHae BMKIaAOATU XXUBOMUC i KOMMO3ULLiIKO B ManCTepHi
MOHYMEHTaNIbHOIO XXNBOMUCY KMNIBCbKOIO AepXXaBHOMo
XYOOXHBbOIO iHCTUTYTY.

1973

MpPOTAroM POKY BUKJIAAAE XMMNBONUC B AKageMii MUCTeLTB y
CankT-MNeTepbyp3i (Tomi JIeHiHrpaa) y MancTepHi nig opynoto
akageMika AHapia MunbHMKoOBa.

1969-1989

Bepe y4yacTb y rpynoBmx BUCTaBKax, WO BigOyBatoTbCS B
Kunesi, MockBi, Mnkonaesi, JIbBOBI, TalLKEHTI, 30KpeMa y TakmnXx:
Pecny6nikaHCbKa XyAOXXHA BUCTaBKa, NpucBsaYeHa 50-piuyto
JNIKCMY (1969, Kuis), Monogai xyaoXxHuku (1971, MockBa),
Monogai xyao>XXHUKn PapaHcbKoi YKpaiuu (1973, Knis),
®di3KynbTypa Ta CNOopT B 06pa3oTBOpUYOMY MUCTeuTBI (1974,
MockBa), Pecnyo6nikaHCbKa BUCTaBKa MOIOAUX XYAOXKHUKIB
YKpaiHum (1976, Knis), BUcTaBKa TBOpPiB MOIOAUX XYAOXKHUKIB
(1980, TawkeHT), MonopaicTb KpaiHu (1982, Mockea), BnakuTHi
Wnaxu Hawoi BaTbKiBWwWunHU (1982, MockBa), PecnybnikaHcbKka
BUCTaBKa A0 40-piuusa BU3BONIeHHA YKpaiHu (1984, Kuis),
3emns i niopmn (1984, Kunis), O6pasoTBopue Mucreurso YPCP
(1985, Mockga), KuiB Ta kKusaHu (1988, Kuie), CBiT, noaii,
noauHa (1988, Kuie, MockBa).

1986

Bepe yyacTb y BUcTtaBui TBOPIiB PagAHCbKUX XYAOXKHUKIB Y
baseni.

1989-1995

Bonogmmmnp ByaHikoB yNpoaoBX TPUBaNMX NepioaiB mnee

i npautoe y Bepnini 11 BigHi. Mloro nepcoHarnbHi BUCTaBKM
Big®yBalOTbCA Y BUCTABKOBMUX 3asiax Crifiok XyaoxxHukis CPCP
i YkpaiHu B Knesi, MockBi Ta B BygnHKy KynbTypu i Hayku
CPCP y BepniHi. XygOXHUK TakoX 6epe yyacTb y BucraBeui
YKPAiHCbKUX XYAOXXHUKIB y Hazeni Ta BUcTaBLi KUIBCbKUX
XYROXHMUKIB y KioTo.

Y 1991 poui NpoBOANTb HU3KY MepPCOHaNIbHMX BUCTABOK Y
ranepei «XaHpgecsepbeHa» vy BiaHi, ranepei nanauy ErepmMaHH y
BypreHneHmi, a Takox y BoHHi, Ynkaro, Ictagi Ta BepniHi.

31992 no 1994 pik nepcoHanbHi BUCTaBKN ByaHikoBa
BigOdyBatoTbCA vy ranepesax «lHcenbwTpacce, 13», «Ceprin
[MonoB» Ta «IHTEPKOHTUHEHTaNb» y bepniHi, «JlooXKia» y
BigHi, «Paicca» B EpdypTi, «Kec g’EnapHb» y Tyny3si. Po6oTtn
XYOOXHNKA OEMOHCTPYIOTb Ha BUCTaBKaXx YKPATHCbKMX
XYOOXHUKIB Y KeMHiLe Ta MIoHXeHi.

Y 1993 poui 3a TBOpUICTIO ByOHIKOBa 3aXULLEHO gMcepTalito B
BepniHcbKOMY YHiBepcuTeTi iM. T'ymbonbaTa.

1994

Mepion TpuBanoro nepedbyBaHHA BygHikoBa B Tynys3i Ta Mapuxi,
[e BiH Mpautoe Hag BeNIMKOK Cepieto pobiT. bepe yyacTb y
BMCTaBLI YKpAiHCbKUIM aBaHrappg y Mmysei ABrycTuHUIB y Tynysi.

1995

3aBepLUeHHs npaui Hag BeMKOK cepieto pobiT TaeMHUUA
MXKUTTS, NPUCBAYEHOIO YKPATHCbKOMY 6apoKo, aKy byaHikoB
nokasye y ranepei «Aninin» y Knesi. NepcoHanbHi BUCTaBKN
XyOOXXHMKa NpoxoaaTtb y Kneee Ta bepniHi. Tako)X nepcoHanbHy
BMCTaBKY bygHikoBa [p)Ka3 npoBeneHo B KY/bTYPHOMY LEHTpPI
«CnaByTnu» y Kuesi.

1996-1997

YuacTb Y MaclUTabHiM ekcno3uuii YKpaiHCbKUM aBaHrappg 1910-
1996 B OfeHce, a Takox Yy BucTaBkax Kunst Melle y BepniHi,
Wia Regia-97 B EpdypTi Ta Yy BUCTaBL XXuBonucy y 3ani EEG y
BepniHi.

3aBepLUeHHs Npaui Hag cepieto pobiT Bine y 6inoMmy, aky
MoKasaHo y BUCTaBKoOBIM 3ani LIBX y Kunesi.

1998

Mpaua Hag cepieto XMBOMUCHUX POBIT Oasmnc, SKy NOKa3aHo y
BMCTaBKoBIW 3ani LUBX y Kueei. Bonogummnp ByaHikoB oTpuUMye
3BaHHSA «XYLOXHUK POKY» Ta MPEMIto «3010TUIN NepeTUH»
TpeTboro Mi>xHapoaHoro apt-ecTtmanto B Kuesi. [NpoBeneHo
rnepcoHanbHy BUCTaBKy byaHikoBa B ranepei «Atenbe Kapacb»
y Knesi.

1999-2000

ByaoHikoB npautoe Hag 06’ekTaMu 3 AepeBa Ta eKCMOHYE

iX cro4YaTKy Ha Micli CTBOpPEeHHSs, y ceni YyauH, noTimM y

ranepel «CoBiapT» i B ekcno3uLii BceykpaiHCbKOro TpicHane
CcKynbnTypm y Kmnesi. Bepe yuyacTb y BucTaBkax XX XyAOXHUKIB
YKpaiHm (KiHeub cToniTTA) ¥ HalioHaNnbHOMY XYOOXHbOMY
My3ei B Knuesi Ta HOBi cnpsAAMyBaHHA Y BUCTABKOBIN 3ai

LUBX y Kuesi. lanepesa «J1-apt» y KMEBI NpoBOANTb BUCTABKY
XyOOXXHNKa PeTpocnekTuBa.

2001

Y ranepei «JlaBpa» B KMeEBI MOKasaHO BUCTaBKY byaHikoBa
PUcyHKM. NapanenbHO XyOOXHUK ige npauoBaTtn oo
Byprennengy Ha 3anpolieHHs ranepei «In Der Gerbgruben»,

[e BflaluTOBaHO MOro NepcoHasbHy BUCTaBKY. Takox bepe
yyacTb y NpoekTi fianor 3 yutarolo y ranepei «Atenbe Kapacb»
y Kuesi.

2002-2004

Bonogummnp ByaHikKoB ofoep)Xy€e 3BaHHA npodecopa
HauioHanbHOT akageMii 06pa3oTBOPYOro MUCTELTBA Ta
apXiTeKTypw.

BynHikoBa 3anpoLUueHO BUKNAOATU XMUBOMNUC Y XYOXOY.
XyOoOXXHUK NpoBoanTb Yy KnTal WicTb MicauiB, MPOTArOM aKkmnx
BMKAOAE, NOOOPOXYE KPaAiHOMO, MpaLtoe Ta CTBOPIOE Cepito
MKUBOMUCHUX POBIT.

Y Kuesi BigbyBatloTbCa NMepCcoHanbHi BUCTaBkM Bonoanmmpa
BynHikoBa Mensax (ranepesa «CoiapT»), HecKiHUeHHa
nopopoX, Haconopa xuBonucua (ranepes «Atenbe Kapacb»).

ByaoHikoB 6epe yyacTb Y HM3LI BUCTABOK, 30KpPEMA Y
nepwunx npoekTtax «MiHuyk ApT LeHTpy»: Meplua konekuia
y BUCTaBKoBiM 3ani UBEX y Kuesi Ta MpowaBa#, 36poe!

Yy «MUCTEeLbKOMY apCceHani».

2005-2006

Bonoanmup ByOHIKOB MoKasye BesnKY NMepCcoHasibHy BUCTABKY
MeTadhismka Koy B KMIBCbKi MiCbKin ranepei «JlaBpa» Ta
BMcTaBky HoBi po6otu B ranepei «Atenbe Kapacb» y KneBi.

Benukun nensax, ceno YyauH, 2001
The Large Landscape, the village of Chudyn, 2001

Y 60TaHiYHOMY capy. [epion Npaui Hag NPOeKTOM
Bine y 6inomMmy, Kuie, 1995

At the botanical garden. Working on the

White in White project, Kyiv, 1995

®oto O. pyraHoBa
ons kHurv Bine, 2006

Photo by O. Druhanov
for the book White, 2006
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Mig yac ekcno3uuii TP KPOKKU

LIBX, Knis, 2017

During the Three Steps exposition

the Central House of Artists, Kyiv, 2017

Mig yac npaui Hag ckynbnTypoto Heb6o, Nyp3yd, 2010
Working on the sculpture the Sky, Gurzuf, 2010

=

2007-2010

Bonogmummnp ByaHikoe pa3oM i3 Bnagoto Panko oTpuMytoTb
rpaHT CCN Graz. Mig yac nepebyBaHHA Y pe3uaeHuii B Mpadli
CTBOPEHO KiNlbka Bepcin BenukKoro nemsaxky i B/1alLITOBAHO
BMUCTaBKY PUCYHKM.

Y «4A ranepei» B Knesi nokazaHo npoekT bygHikoBa
MonoBaHHA, a y ranepei «Atenbe Kapacb» NpoBeaeHo
rnepcoHasibHy BUCTaBKY XyOOXHMKa KnacuuHuUi MOTUB;
rnepcoHasnbHi NpoekT Pan i XMapm nokasaHo B ranepel
«BoTTera». Bennknm UMK XMBOMUCHMX POobIT BUTBa
ekcnoHyeTbca y KNIBCbKiM MicbKin ranepei «J1aBpay.

Y HauioHanbHOMY My3ei pOCIMCbKOro MUCTELTBA
y 2010 poui Bigbynacsa BnucTaBka Bonognmmpa byaHikoBa
Mensax. PeTpocnekTusa.

2010-2011

Bonogumunp bByaHikoB | Bnaga Panko npautotoTb vy yp3ydi

Hag NPOCTOPOBMMU 06’EKTAMU Ta CKYNbMNTYPAMU O MPOEKTY
Cneka, Sk NokKasyoTb crnoyaTky Yy ranepei «ylfa» B lNyp3yadi,
a noTiM y «MucteubkoMy apceHani» B Kuesi. CninbHa BUCTaBKa
BynHikoBa Ta Panko Xnonuuku u giByaTtka rnpoxoanTb Y

«4 ranepei» B Kunesi.

2012-2013

MpoekT Bonogumunpa bygHikoBa Biga3epKaneHHN, e BiH
NoKa3ye MeTaNleBi CKYSIbNTYPU | XXUBOMUC, €KCMOHYETLCS
B paMkax bieHane ApceHane 2012 y «Lllep6eHko ApT
LeHTp» y Knei. Takox CKynbnTypy Ta 00’EKTU 3 NPOEKTY
CnekKa nokasaHo Ha BenIMKOMY CKy/IbNTYPHOMY CalOHi

y «MUCTeLbKOMY apceHani» n Ha BUCcTaBLUi JlaHgwadT v
«4 ranepei» B Knesi.

ByOHikoBa 3anpolUeHo 00 yYacTi y npoekTi TMXMK npoTecT 10
HauioHanbHOro xygoXHboro Myseto YKpaiHu B KMeBi.

Y pe3unpeHuii «Benukunn Mepei3» y 2012 poui pa3om i3 Bnapoto
Panko tTa OnekcaHgopoM BabakoMm 3a yyacTio Banepia Caxapyka
po3noyaTto npauto Haa npoektoM T. I, npuceayeHnM TapacoBi
LLleBUeHKy.

Mig yac Pesontouii ripHocTi Bonognmnp bByaHikoB NoymnHae
npautoBaTh Hag UMKNOM MantoHKiB Bapukaga, askumu 6yno
3aMo4YaTKOBAHO MacLUTabHY LLIOAEHHMKOBY cepito 3aMicTb
AOKYMEHTa.

2014

Y ranepei «boTTera» BiAOYyBacETbCA BUCTaBKa MastoHKIiB Min
KpuM. Haw KpuM. TBOpU XyOOXKHMKa TaKOX eKCMOHYIOTbCS
Ha BUCTaBLi YKpaiHCcbKui naHpawadT. Mo Ton Gik Bigualo...
y «MucTeubkoMy apceHani» B Kuesi.

MpoekT T. I. 3aBepLUEHO | NOKa3aHo y HauioHanbHOMY My3ei
T. T LLeBuyeHka y Kunesi.

Y KaHeBi, B pe3ungeHLii MucTeubkoro o6’egHaHHsA
«YepBoHeYopHe», pa3oM i3 Bnagoto Panko po3noyaTto
npauto Hag cepieto MPUXUCTOK NoeTa - NepLUOD YaCTUHOLO
cnifibHoro npoekTty Tpu KpokKU. MPUXUCTOK noeTa NokasaHo
y ranepei «4epBoHeYopHe» B KaHeBi Ta Ha «ApT-Knesi»

y «MUCTeLbKOMY apceHani».

2015

[Mpausa y KaHIBCbKiM MaMCTepPHi Hag, APYroo YAaCTUHOI MPOEKTY
TpU KPOKU - YKPUTTS, POOOTU 3 AKOI MOKa3aHO B paMKax «ApT-
Kneea» y «MUCTeLbKOMY apceHani».

2016

Bonogumnp bByaHikoB 3aBepLuye cepito HaTiopMopT o
npoekTy Xyawkona (y NpoeKTi Nig KypaTopcTBoM Banepiq
CaxapyKa TakoxX 6panu yyacTb Bnaga Panko n OnekcaHap
Babak). Xyawkony nokasaHo y HauioHanbHOMy My3ei
POCINCbKOro MucTeLTBa B KMeEBI.

Y pe3ngeHuii «4epBoHeYopHe» B KaHeBi bygHikoB i Panko
npauoTb Hag NPoekToM JliHis po3MeXXyBaHHSA (3aBepLUaibHO
yacTuHot TPbOX KPOKIB). BUXOANTb APYKOM BeNMKa KHUra
MantoHKiB Bonogumupa byaHikoBa 3aMicTb AOKYMEHT], e
3i6paHO MantoHKK XygoxXHMKa 3a 2013-2016 poku.

2017

Y Kuesi npoBeneHo BnUcTaBku byaHikoBa Mipm vacy («Voloshyn
Gallery») Ta Peaniam? («4 ranepes»). Y BUCTAaBKOBUX

3anax LUBX nokasaHo MacluTtabHy BUCTAaBkY TPU KPOKMU, e
EKCMOHYIOTbCS POBOTH 3 YCiX TPbOX YACTUH MPOEKTY.

Bonoonmup ByaoHIKOB 3aBepLUYE B KaHIBCbKiN pe3naeHLii

«YepBoHeYopHe» cepito HOBUX POO6IT MUTaHHA A0 BUAUMOTO.
MepebyBatouun B pesngeHuii «buprounm» Ha A30BCbKOMY MOPI,
XYOOMHUK CTBOPIOE LIMKJT XXUBOMUCHUX PO6IiT Buptounin. Basa.

Kwuis, 2017
Kyiv, 2017

Po6oTtn Bonognmupa bygHikoBa 36epiralotbCsl y Takux
Micuax: HauioHanbHUIM XYOOXHIM My3en YKpaiHn, KuiB;
HauioHanbHUM My3en POCiNCbKOro MmncTelTBa, K1iBs;
LHINpONeTPOBCbKNIN XYOOXHIN My3el; YepHIriBCbKun
XYOOXHIN My3en; BepasHCbKNIN XYOOXKHIN My3eW;
I3Mainbcbknm My3sen iMmeHi O. B. CyBopoBa; KipoBorpaacbkuni
Kpae3HaBYMM My3el; MMKONAIBCbKMIN XYOOXHIN My3eW;
My3zen icTopii Kneea; 3anopisbknn XygoxHin Mysen; Mysen
Jlropgira, AaxeH; Museum Haus am Checkpoint Charlie,
BepniH; LiMmmepni ApT My3eyM, PyTrepc, Hbto-Oxxepci;
Berliner Bank, Bepnin; Deutcher Bank, Bepnin; AWT, BineHsb;
Mercury Globe Ukraine, Kui; Kunst Gallery Gleser, Bepnin;
Maiya Polsky Gallery, Ynkaro; Bn6paHi NpuBaTHI KOMeKLiT:
PanHep lNinbpebpaHaT, lrop AuueHko, AHapin CynpyHEHKO,
Opin CTawkKis.

Pa3oM i3 K. [JopolleHKoM i B. Panko Ha gaxy XyAoXHiX
MancTepeHb, doto C. BonbHoBoi, Kuie, 2000

With K. Doroshenko and V. Ralko at the rooftop of the studio,

photo by S. Volnova, Kyiv, 2000

Pa3om i3 B. Caxapykom Ta O. BabakoM, Buctaska T. I,
HauioHanbHum mysen T. . LLleBueHka, Kuig, 2014

With V. Sakharuk and O. Babak, T. H. exhibition
T. H. Shevchenko National Museum, Kyiv, 2014

Mig yac npaui Hag ckynbnTypoto Pyx, Nyp3syd, 2010
Working on the sculpture Movement, Gurzuf, 2010
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®oTo B. MapyLueHka, 1980-Ti pp.
Photo by V. Marushchenko, the 1980s

Pa3oM 3 oHykaMn Mapieto Ta Tumodiem, Kuis, 2017
With his grandchildren Mariya and Tymofii, Kyiv, 2017
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1947

Volodymyr Budnikov was born in Kyiv, on June 4th, in the
family of Oleksandr Budnikov, an artist and professor at the
Kyiv State Institute of Arts, and Evhenia Topol, a literature
scholar and the editor-in-chief at Molod Publishing.

1954-1965

Studied first at the Comprehensive School N2 57, and
subsequently, since 1958, at the T. H. Shevchenko Republican
Art School (Kyiv).

1965-1971

Studied at the Kyiv State Institute of Arts. As a 3rd-year
student, Volodymyr Budnikov joined the monumental

art workshop chaired by the member of the Academy of
Arts Tetiana lablonska. During his student years, in 1968,

he participated in the group show of Kyiv-based artists in
Krakdw. His final project - a tapestry - won the silver medal
at the Soviet VDNKh (Exhibition of Achievements of National
Economy).

1972

He began teaching painting and composition at the
monumental art workshop of the Kyiv State Institute of Arts.

1973

He taught painting for a year at the Academy of Arts (Saint
Petersburg, then Leningrad), at the workshop chaired by the
member of the Academy of Arts, Andrei Mylnikov.

1969-1989

Participated in group shows in Kyiv, Moscow, Mykolaiv,

Lviv, and Tashkent, including: 50 Years of the Komsomol of
Ukraine Republican Art Show (1969, Kyiv), Young Artists
(1971, Moscow), Young Artists of Soviet Ukraine (1973, Kyiv),
Physical Education and Sport in Fine Arts (1974, Moscow),
Republican Exhibition of Young Ukrainian Artists (1976,
Kyiv), Republican Exhibition of Young Artists (1980, Kyiv),
Youth of the Country (1982, Moscow), Cerulean Pathways
of Our Motherland (1982, Moscow), 40th Anniversary of the
Liberation of Ukraine Republican Exhibition (1984, Kyiv),
Land and People (1984, Kyiv), Fine Arts of the Ukrainian
Soviet Socialist Republic (1985, Moscow), Kyiv and its
Residents (1988, Kyiv), World, Events, People (1988, Kyiy,
Moscow).

1986
Participated in the Exhibition of Soviet artists in Basel.
1989-1995

Volodymyr Budnikov lived and worked in Berlin and Vienna
for long stretches of time. His solo shows were hosted by
exhibition venues of the Union of Artists of the USSR and
Ukraine in Moscow and Kyiv respectively, as well as at the
House of the USSR Culture and Sciences in Berlin. The artist
also participated in the show of Ukrainian artists in Basel and
in the Exhibition of Kyiv artists in Kyoto.

In 1991, he had a number of solo shows in Handelsverband in
Vienna, at the Palace Egermann in Burgenland, as well as in
Bonn, Chicago, Ystad and Berlin.

In 1992-1994, Budnikov had solo exhibitions at Inselstrae

13 Gallery, Sergey Popov Gallery and at the Intercontinental
in Berlin, at Loggia Gallery in Vienna, at Raissa Gallery in
Erfurt, and at Caisse d'Epargne Gallery in Toulouse. His works
were featured in shows of Ukrainian artists in Chemnitz and
Munich.

In 1993, a dissertation thesis on Budnikov’s works was
defended at the Humboldt University of Berlin.

1994

1994 saw Budnikov’s lengthy stay in Toulouse and Paris,
where he worked on a large series of works. He participated
in the Ukrainian Avant-Garde exhibition at Musée des
Augustins in Toulouse.

1995

Budnikov completed the large series Secret of Life, exploring
the Ukrainian barogue, and exhibited it at Alipii Gallery in
Kyiv. He had solo exhibitions in Kleve and Berlin. He also had
a solo show Jazz at the Slavutych Culture Centre in Kyiv.

1996-1997

Budnikov participated in the large show Ukrainian Avant-
Garde, 1910-1996 in Odense, as well as in Kunst Melle in
Berlin, Wia Regia-97 in Erfurt, and in the paintings exhibition
at the EEG Exhibition Hall in Berlin.

He completed his White in White series, which was exhibited
at the Central House of Artists in Kyiwv.

1998

Worked on the series of paintings entitled Oasis, exhibited

at the Central House of Artists in Kyiv. Volodymyr Budnikov
was awarded the title of the Artist of the Year and the Golden
Section Prize at the 3rd International Art Festival (Kyiv).
Budnikov also had a solo exhibition at the Karas Gallery in Kyiv.

1999-2000

Budnikov worked on wooden objects, exhibited first in the
village of Chudyn, where they were created, and eventually
at Soviart Gallery and the Ukrainian Triennial of Sculpture
in Kyiv. Participated in the following shows: XX Ukrainian
Artists (End of the Century) at the National Art Museum
of Ukraine in Kyiv, New Directions at the Central House

of Artists in Kyiv. The L-Art Gallery in Kyiv also hosted his
exhibition Retrospective.

2001

Lavra Gallery (Kyiv) hosted Budnikov’s exhibition Drawings.
The artist departed for Burgenland on the invitation of In
der Gerbgruben Gallery, which hosted his solo exhibition. He
also participated in the Dialogue with a Quote project at the
Karas Gallery in Kyiv.

2002-2004

Volodymyr Budnikov was awarded the status of a professor
at the National Academy of Fine Arts and Architecture.

Budnikov was invited to teach painting in Huzhou, China. The
artist spent six months in China, teaching, traveling, working
and creating a series of paintings.

In Kyiv, Volodymyr Budnikov had the following solo
exhibitions: Landscape (Soviart Gallery), Endless Journey
and Painter’s Delight (Karas Atelier Gallery).

Budnikov participated in several exhibitions, including the
first PinchukArtCentre projects: The First Collection at the
Central House of Artists in Kyiv and Farewell to Arms! at
Mystetskyi Arsenal (Kyiv).

2005-2006

Volodymyr Budnikov had large solo exhibitions: Metaphysics
of a Code at Lavra Gallery, and the New Works at Karas
Atelier Gallery, both in Kyiv.

2007-2010

Volodymyr Budnikov and Vlada Ralko received a joint CCN
Graz grant. During their stay at the Graz residency, Budnikov
created several versions of the Big Landscape and had an
exhibition Drawings.

Ha BigkpuTTi BUCTaBkM XyaLwkKona
KUWiBCbKUI My3el pocincbkoro MmcrteuTsa, 2016

At the opening of the Art School exhibition
Kyiv Museum of Russian Art, 2016

Y MamncTtepHi, Knie, 2015
At the studio, Kyiv, 2015




Pa3oM i3 B. Panko Ha BucTasui Mipu yacy
doTto O. JpyraHoea, Kuis, 2017

With V. Ralko at the Measures of Time exhibition
photo by O. Druhanov, Kyiv, 2017

Mig yac npaui Hag NnpoekToMm NMUTaHHA O BUAUMOro
YepsoHeYopHe, KaHis, 2017

Working on the Questioning the Visible project
ChervoneChorne, Kaniv, 2017

Ya-Gallery (Kyiv) hosted Budnikov’s project Hunt, whereas
Karas Atelier organized his solo exhibition the Classical
Motif; his solo projects Heaven and Clouds were exhibited at
Bottega Gallery. The large series of paintings entitled Battle
was exhibited at Lavra Municipal Gallery (Kyiv).

In 2010, the National Museum of Russian Art hosted
Budnikov’s exhibition Landscape. A Retrospective.

2010-2011

Volodymyr Budnikov and Vlada Ralko worked in Gurzuf

on spatial objects and sculptures for the project Heat,
exhibited first at GuGa Gallery in Gurzuf, and subsequently at
Mystetskyi Arsenal in Kyiv. The joint exhibition of Budnikov
and Ralko, Boys and Girls, was hosted by Ya-Gallery in Kyiv.

2012-2013

Volodymyr Budnikov’s project Reflection, constituted of
metal sculptures and paintings, was exhibited under the aegis
of the Arsenale 2012 biennale at Shcherbenko Art Center

in Kyiv. Sculptures and objects of the Heat project were
exhibited at the Grand Sculpture Salon at Mystetskyi Arsenal
and at the show Landscape at Ya-Gallery in Kyiv.

Budnikov was invited to the Quiet Protest project at the
National Art Museum of Ukraine in Kyiv.

Budnikov, Vlada Ralko and Oleksandr Babak had started
working on the T. H. project, focusing on the poet Taras
Shevchenko, during the 2012 Velykyi Pereviz residency, with
input from Valerii Sakharuk.

During the Revolution of Dignity (2013-2014), Volodymyr
Budnikov started to work on the series of drawings the
Barricade, which lay the foundations for the large-scale diary
series In By way of a Document.

2014

Bottega Gallery hosted the exhibition of drawings entitled My
Crimea. Our Crimea. Budnikov’s works were also exhibited at
the exhibition Ukrainian Landscape. On the Wrong Side of
Despair... (Mystetskyi Arsenal, Kyiv).

The T. H. project was completed and exhibited at the
T. H. Shevchenko National Museum in Kyiv.

During the ChervoneChorne Art Residency in Kaniv, Budnikov
and Vlada Ralko had started work on the Poet’s Refuge
series, the first part of the collaborative project Three Steps.
Poet’s Refuge was exhibited at ChervoneChorne Gallery in
Kaniv, and at Art-Kyiv at Mystetskyi Arsenal.

2015

Budnikov worked on Shelter, the second part of the Three
Steps project, at the Kaniv studio. These works were
exhibited during Art-Kyiv at Mystetskyi Arsenal.

2016

Volodymyr Budnikov completed his series Still Life for the
Art School project (Vlada Ralko and Oleksandr Babak also
participated in this project, curated by Valerii Sakharuk). Art
School was exhibited at the National Museum of Russian Art
in Kyiv.

At the ChervoneChorne residency in Kaniv, Budnikov and
Ralko worked on the Contact Line project (the final part of
Three Steps). The year also saw the publication of a large
edition of Volodymyr Budnikov’s drawings In By way of a
Document, collecting drawings of 2013-2016.

2017

Budnikov had exhibitions Measures of Time (Voloshyn
Gallery) and Realism? (Ya-Gallery) in Kyiv. The large-scale
exhibition Three Steps, showcasing works from all three

parts of the project, was hosted at the exhibition halls of the
Central House of Artists.

Volodymyr Budnikov is completing his new works of the
Questioning the Visible series at the ChervoneChorne
residency in Kaniv. During the Biruchiy residency at the Azov
Sea coast, the artist created a series of paintings entitled the
Biruchiy. Base.

Mig yac npaui Hag npoekToM MpuUxucTok noeta, YepsoHeYopHe, KaHis, 2014
Working on the Poet’s Shelter project, ChervoneChorne, Kaniv, 2014

- e o

Volodymyr Budnikov’s works belong to: the National Art
Museum of Ukraine, Kyiv; the National Museum of Russian
Art, Kyiv; Dnipro Museum of Fine Arts; Chernihiv Museum of
Fine Arts; Berdiansk Museum of Fine Arts; OV.Suvorov Izmail
Museum; Kirovohrad Local History Museum; Mykolaiv Museum
of Fine Arts; Museum of Kyiv History; Zaporizhia Museum of
Fine Arts; the Ludwig Forum for International Art in Aachen;
Museum Haus am Checkpoint Charlie, Berlin; Zimmerli Art
Museum, Rutgers, New Jersey; Berliner Bank, Berlin; Deutcher
Bank, Berlin; AWT, Vienna; Mercury Globe Ukraine, Kyiv; Kunst
Gallery Gleser, Berlin; Maya Polsky Gallery, Chicago; selected
private collections: Rainer Hildebrandt, Ihor Dychenko, Andrii
Suprunenko, lurii Stashkiv.

el

Mig yac npaui Hap NpoekToM JliHia po3MeXXyBaHHA
YepBoHeYopHe, KaHig, 2016

Working on the Line of Contact project
ChervoneChorne, Kaniv, 2016

Y ceni YyaunH, 2015
In the village of Chudyn, 2015

Y ceni YyauH, 2012
In the village of Chudyn, 2012
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