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JIHIA PO3MEXYBAHHA (MIX CBOIM I TUM CAMUM)

Yxe rtperi# pix mHama yBara mpuryTra XO Tax 3BaHOLl xinil po3MexyBaHHA NMONEeHHO. Mexa, mo Bix
noyaTky BoeHHMX Xi¥ mHa Cxoxi 3jxaBaracs COOBHEHOY NeBHOL JNOriXM PO3pPi3HAHHA KCBOTO» Bijx
KYYXOTO», 3apa3, 3JaAEThCH, PO3NOB3JNACH BMUPMKM, HDepeTBopuracg 3 xiuil Ha noBepxHW. Yepes
cTpax Has3uBaTy peul Ix copaBxHimMM imeHamu MM 6yr0 HaMaraznucg Joxaxnisysaru Hele3meuxi
nponmecu Ta HaBiTh, XyMrM, mOo 3arpoxyBaxu xoMmpopry Hamoro 3BuYHOro cBiry, i BTpuMmarM IX

Yy OeBHMX XKOpXoHaxXx. Bo, HaBaxywuuch Bu3HaTM xiHivw po3vexyBaHHa xiuiew ¢PpoHTY, HOUMHAEMO
6ayury xniuiv PpoHTy cxpias. 3avicThs BijgmexOoBYBaTHM OKpeMyY TepuTOopivw, BOHA NOUYMHAE HAHOBO
Bu3Hayary rpaxuni xoxwol peul # TaxuM UYMHOM pPaJMRAXBHO 3M1IHOBATM ONTUKRY GadYeHHS 3araXoM.
3amicTs nexaru MepTBuMMM JiHigMu Ha Mani, 3BMYHLI XODPXOHM HepeTBOPYYTHCH HA JiHil BucOXROIL
Hanpyru 4y ximil HoBOI mopcToxocTi, 60 pixyTs Temep mo XuBOMY a0 IO TAKOMY, MO MM BBaAXANH
EOoCl XUBMM.

Orxe, BMXOXMTH, HiOu peuil cami, 6e3 Hac, moBepTawrtdb col6i cumpaBxuil 3MicTy Ha Micme mMTYYHMX,
TMX, MO 1M 6yXM OPUMYCOBO Hpu3HayeHi. IHaxme xaxyumMm, MM OOUMHAEMO OGauuTy peuyl HiO6u BHmepme,
60 momepexHl1 3HAHHA OPO HMX uYepe3d JocBix, Axu¥ Ha6yBaemo 3apal3, BMABIAVNTbcA Hexi¥cHuMHU,
BUKPUBIEeHUMU, XMOHUMU. JiHig Go¥oBux xi# crae moxidéxow xo ximil y maxvwBaHHil a6o Hamucauui,
Ie IOpexMeTH 4Y¥ CJOBa POOAATHCHA BMIMMMMM JNMme 3aABEXAKM Xiuil.

Yce, mo moci MM BBaxanyu HaAJEeXHUM HaM, BBaXalM CBOlM, TaKUM, 3aBIAKM UYOMY COpPOMOXHI 6yan
Tpumary cebe ninrumMu, yTpuMyBaTH® JAOIXICHbKe BcepenuHi cefe, XZOBOXZMTHCH HAHOBO BixpisHgary Bix
TOro, MO BBAXAaEMO CBOIM 32 3BHUKOND.

[Ipanvoyy HAX OPOEKTOM, MM CBiXoMO He po6uMIM OPAMMX INOCHMIAHD JXO KOHKPEeTHMX Doxi#, aldu
roBoputy npo ni moxii xpiss immi peul a6o HamangyBarTyu 3MicTM masxom 3acTtocyBaHHf MeTadopu,
IoBexeHol malixe Jo moBHOro abcypry. CBoe 3aBxxu noBimomrse cefe xpisp BigmimzOCTi,
YHMKAOUYM OOTPANNAHHA Yy ODoxi6He a6o Taxe came AKX IOOPa3XKH.

3damicTs poaranryxyBaHHA CBOrO Ta YYXOro MaeMmMoO NuabHYBaTy xniniv, AXa OXpPecaIVE CBOE cepex
TaXoro, mMo JXMme 3XaeThcHg HAM y 3MiHeHOMY c¢Bitri c¢BOIM uYepe3 cxoxicTh.

Bonogumup Bymuixos, Braxa Panxo, Kauis, 20I6

LINE OF CONTACT (BETWEEN THE SELF AND THE SELFSANME)

For the %ast three years, our attention has been riveted to the so=called “line of
contact. In the early days of the hoEtilities in ghe Easﬁ, the line was ostensibly
justified by the logic of separating what is ours from what is alien . It has since
spread, turning from a line into a surface. Afraid to tell it 1like it is, we sought to
localize and fence in the dangerous processes or even ideas that could undermine the
confort of our familiar world. Once we acknowledge that the line of contact is the line
of battle, we start to see battles everywhere. No longer a way to fence off a territory,
the line started to redefine all boundaries, radically affecting our perspective. Familiar
borders are no longer inanimate lines on a map: they become high-tension lines or lines
of violence, cutting through animate beings or beings that we had previously considered
animate.

Hence, irrespective of our will, things themselves cast off artificial meanings that
were forcefully ascribed to them and restore their true meanings. To put it another way,
it’s as if we confronted things for the first time: earlier knowledge is proven false,
falsified, distorted by the current experience. The line of fire is like a line in a
drawing or writing where objects or words are only made visible by lines.

The objects that, we believed, belonged to us, were ours, held us whole, kept our human
nature inside, have to be parsed anew and separated from that which we only call ours out
of habit.

When working on this project, we made a choice not to mention any events directly: we
discussed them through other things and pursued meanings through metaphors driven to
absurdity. Belonging always manifests itself through difference; a collapse into the
similar or into the selfsame would mark a defeat.

Instead of splitting hairs over what's ours and what isn’t, we have to respect the line
that defines what s ours against that which only appears ours in the changed world.

Volodymyr Budnikov, Vlada Ralko, Kaniv, 20I6
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cT. 11-15
p.11-15

13 cepii 3HaKu, 2016, akpwn Ha NONOTHI, 200 X 150
From the Signs series, 2016, acrylic on canvas, 200 x 150
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13 cepii 3Hakm, 2016, akpwn Ha NONOTHI, 200 X 150
From the Signs series, 2016, acrylic on canvas, 200 x 150
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13 cepii 3Hakm, 2016, akpwa Ha NONOTHI, 200 X 150
From the Signs series, 2016, acrylic on canvas, 200 x 150
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CT. 28,29, 31
p. 28,29, 31

13 cepii 3Hakm, 2016, akpwn Ha NONOTHI, 200 X 150
From the Signs series, 2016, acrylic on canvas, 200 x 150
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13 cepii KoMnosuuii, 2016, akpnn Ha NONOTHI, 150 X 100
From the Compositions series, 2016, acrylic on canvas, 150 x 100
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13 cepii KoMmnosuuii, 2016, akpun Ha NONOTHI, 150 X 100
From the Compositions series, 2016, acrylic on canvas, 150 x 100
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13 cepii Cknapakm, 2016, akp1n Ha NONOTHI, 100 X 100
From the Folds series, 2016, acrylic on canvas, 100 X 100
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13 cepii Cknapakm, 2016, akp1n Ha NONOTHI, 100 X 100
From the Folds series, 2016, acrylic on canvas, 100 X 100
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13 cepii Cknapakm, 2016, akp1n Ha NONOTHI, 100 X 100
From the Folds series, 2016, acrylic on canvas, 100 X 100
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13 cepii Cknapakm, 2016, akp1n Ha NONOTHI, 100 X 100
From the Folds series, 2016, acrylic on canvas, 100 X 100
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CT. 54-57
p. 54-57

ManioHku i3 cepii Cknaakm, 2016, oniBeLb, COyC Ha nanepi, 120 X 120
Drawings from the Folds series, 2016, pencil, sauce on paper, 120 x 120

an'q

o

Uk
i N

A

55



57

56



ManioHku i3 cepii Cknapkm, 2016, akpun, oniBeLp, COyC Ha nanepi, 60 x 9O
Drawings from the Folds series, 2016, acrylic, pencil, sauce on paper, 60 x 90



ManioHku i3 cepii Cknaakm, 2016, akpun Ha nanepi, 200 X 120
Drawings from the Folds series, 2016, acrylic on paper, 200 x 120
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Beper [Hinpa. Kanis. 2016

Bank of the Dnieper. Kaniv. 2016

JIHIA PO3MEXYBAHHHA

«..M/IMBKE C/I0BO 3arnafac B CyTIHKN>»
Maynb LensiH, «CBiTnoTUck>

«..[ KOXXHOrO paHKy

nonpasnso nepes A3epKaaom

oue 06/1m4ys,

MNIbHY0YM,

abu ge He nNpobuBCs INCTOK,

Yn KIHYUK Kpuna,

4u LLOCh Take,

YoMy Ha 3em/ii

Hemae HasBu»

BikTop KopayH, «Tuxuit Manctep AMTAYUX irpalloK>

Mu 30cepemnu B NPOEKTi BCIO yBary Ha CMokycCi BUKOPUCTOBYBATWU Ha3BW PeYert MapHO, 3a 3BUYKOIO,

a OTXKe He 33 NPU3HAYEHHAM.

Baxknmei peui, ki OCBITUIM HaM HaC caMux Mif Yac MargaHy Ta Ha novaTky BiiHW, AeCb 3aryounmcs.
3'dBa NepLUnx 3armbanx aMycuna Hac AaTm ObIiTHULO, WO ByAeEMO 4O OCTAHHLOIO ONUPATUCS 3BUYL

[0 BiMHW | CMepPTi, ane CborofHi CyXaeMo HOBUHM 3 NiHii GPOHTY (pO3MEXKYBaHHSA?), HEMOB MPOrHO3
noroam.

[e nopinacs Halla HacHara?

[le 3HanTn cnoBa AN Toro, Wo6 roBopuUTH NPO 4ac, SKMi MaeMO?

AK OYUCTUTK [pKepeno MOBU, SKOK 3HOBY 3MOXEMO Kas3aTu Npo rofIoBHE?

Mu B6a4aeMO Hebe3mneky B TOMY, LLLO Y MOB/IEHHI NPO BaX/IMBI Peudi C/I0Ba YaCTO BXMBAKOTb XMOHO. Take
BMKOPUCTAHHS MOXKe 34aBaTnCs 6€3BUHHOI0 HeA6aNiCTIo, ane MaeEMO HATOMICTb 3BUYKY O BTOPrHEHHS,
BiMIHW, BOBUTUX, 6€3NPUTYNbHMX, HEBU3HAYEHOCTI, BTOMU, PO3ry6aeHoCTi Ta 3HeBipy. HeHasBaHi pevi
nepecTanu NoAasBaTh HaM 3HaKK, NepecTasiv NPOCBITAIOBATA LASX.

Po3MipKoBYO4M NPO CIOBO, MM MAEMO Ha yBa3i caMe CIOBO XYLOXHMKA, 60 Me XyLOXHS MOBa
BMBOAMTb PeYi Ha CBIT/NIO Ta 3MYLLYE iX AiFTu.

BMKOPMCTaHH’I a60 B)XXMBAHHSA

M Ha3MBaEMO pedi iMeHaMu, ane 3Bigkn 6epemo Li iMeHa? He 3aMUCIoYMCh, MU KIIMYEMO Pevi 3a
iMEHaMW, SKi BYXMBAEMO 3a 3BUYKOIO. 3AAETLCS, C/IOBO «BXMBAEMO» TPOXM BiAKPUE HaM oui, 60 came TyT
BiA6YBAETLCS MNPOLLEC NEPEXOAY CMOBA «Y XUTTs». AKIWLO MU HE MPOCTO HA3MBAEMO, a CaMe KIMYEMO
peui, Lo HeobXiaHI HaM 3apa3, MaeEMO 6y TN HaA3BMYANHO YBAXHUMMK Ta CYMAIHHUMM Mif Yac LO6MpPaHHS
NPaBWIbHOTO iMeHi. OTXXe, BUCNOBMIOIOYNCH 3BUMHNUM YMHOM, <K 3aBXAN>, MU BXXE PU3NKYEMO
BCKOUYMUTK y Xaneny xmbHoro nornsgy Ha peui. Mig yac po3mMoBu M1 panToM Big4yBaEMO, LLO 33415
Ha3MBaHHSs BAX/MBUX PeYEl HaM He BUCTaYaEe CNiB abo Aeski CNoBa Hibu NnepecTany npawuioBaTh Ta He
BiANOBIgaOTh Oinblie TOMY, NPO WO MOBUMO. CyTHOCTI peYer Y HaBiTb CaMi pedi Ay Tb Bif HAC NPOCTO
nif Yac MOBNEHHs. TyT BapTO 3ragaTu cTapuin GoKyc, ikmin 6odan yci Ans po3saru NpakTuKyBanm y
OWNTUHCTBI: SKLWO 6araTo pasis NOBTOPUTH Byab-sKe CNOBO BroNOC, BOHO CTAHE YYXXMM, HE3HANOMUM,
3MICT i3 HbOTO 6yAe HIbU BUCUNATUCH 3 KOXHUM HOBUM MOBTOPEHHAM.

CborofiHi MaeMO cuTyaLilo, NoAibHY A0 TiEl ANTAYOI po3Baru: AUCKYPC Ny6AIYHOI PO3MOBM 3aBXAM
nepenbayae CUNy-CUNEHHY «BUCOKNX> CIB, fKi CMYCTOLLYIOTHCS 3 KOXHUM NMPOMOBASHHSAM. [TOPOXHE
BMKOPWUCTAHHSA HibK 3aTynse cOH0t0 pedi Ta, 3aMiCTb BUCBITNIIOBATY, INLLIE 3aBaXkae 6aunTu ix. Hefosipa
[0 CNoBa BUK/MKAE HEAOBIPY A0 caMux cebe, 60 KNM4YeMo cBoboay, ane He BMi3HAEMO ii; KTMYEMO BOJIO
abo CMepPTb, ane He 3HAEMO, AKUI BUMNISL BOHW MatoTb. MU NparHeMo po3yMiHHS peyelt, NpoTe 1 peui
WwyKatoTb cobi piBHUX. HaMm caMmM Tpeba BigHaNUTX y cObi FOTOBHICTb 40 3yCTpidi 3 piy4io. Maemo cami
3HaNTW BCepeanHi cebe xoya 6 ApibKy BOMI, CNPaBEAIMBOCTI YM XOPOOPOCTI, abyn NPOMOBASTY NPO BOJIO,
CNpaBe4NMBICTb, XOPOBPICTb TOLLO. MU CaMi CTaEMO HEGE3MNEYHMMU, KOMM NEPETBOPIOEMOCS Ha MOPOXKHEYY
Ta KOBTAEMO BUCOKi C/IOBA, SiKi, Y CBOIO Yepry, BTPaYatoTh 3MICTW, HEMOB Mif Yac AiNEHHs Ha Hyb.

MycTtoTa a6o nycTka

Mg yac akTMBHOI dha3n, ska novanacs cnpoTMBoM y KMEBI Ta BUYepnanacs y neplmii pik BinHW, MEBHI
CNoBa Hibu Habynu BaroMoro, 6a binblue, CNPaBXHbOIO 3MICTY 3aBASKM TOMY, WO iX 6YN10 MPOMOBNEHO
33 OCOBMBMX OBCTABMH. IX HE «BXKMBaNM», afe «3aCTOCOBYBANU» SIK 3HAPAAAS UM 36P0I0. MOXKHa
npuragatv Bupas «Hebo nagae», WO MOro 3anponoHyBaB YCTUM ['0N0OAHIOK, 3arnbnunmn repon HebecHoi
COTHi, IK 3aK/IMK O O6OPOHM CBOIX MO3ML,I Bif HECMOAIBAHOIrO HaMagy. AKLLO nig Yac HOPManbHOro
UTTS Take CNOBOCMONYYEHHS MOXKHA 6Y10 61 CIPUHATK K abcypa abo NOPOXKHIV MOETUYHMN
WTaMn, B yMOBAX KPW3KM Ta KPMBABOrO CNPOTMBY BOHO, 6e3nepeyHo, Habyno Haa3B1YanHoi Baru.
OgfHak Woao HabyTTs caMe HOBOro 3MICTY OAPa3sy BUHWKAE NUTAHHS: Yu Taki CNoBa cnpasfi Hadynm
HOBOrO 3MicTy? Xiba BOHM He Manu ByTW CIOBHEHI CBOroO 3MICTy paHile, of no4aTky?

Moxke, He CnoBa Ta MOHATTS 3HOLWYIOTHCS Bif, HEBYACHOIO | HAAMIPHOIO BUKOPUCTOBYBaHHS? Moxe,
3HOLWYETbCS CYTHICTb KOXXHOIO 3 HaC, BUCBiT/IeHa y MOBI? BnacHe 6yTTs, npoMoBieHe MOBOK? My
rOTOBiI HECTW CBOIO MOBY Ta MPOMOB/ATU HEIO, @)K MOKM MNEBHI C/IOBA He CTaHyTb A4/ Hac 6anacToMm,

LINE OF CONTACT

“..a word in flux sinks into dusk”
Paul Celan, Lightduress

“..and every morning

I touch up this face

in front of a mirror,

making sure that

no leaf peeks through

nor a tip of a wing,

or anything

the Earth

has no word for"

Viktor Kordun, Quiet Master of Children’s Toys

In this project, we focused on the temptation to take the names of things in vain, out of habit,
that is, not for their explicit purpose.

The important things that shone light on us during the Maidan protests and in the early days
of the war disappeared. After the first deaths, we swore that we will stop at nothing to resist
getting habituated to war and death, but nowadays reports from the front line (from the line of
contact?) merit little more attention than a weather forecast.

What happened to our passion?

How do we find words to speak about this time of ours?

How do we clean the spring of language until it yields words for the most important things?
There's a danger inherent in using wrong words to speak about important things. What may
look like an innocuous slip of the tongue makes us acquiesce to the invasion, war, casualties,
homelessness, ambiguity, exhaustion, confusion and despair. Unnamed, things stopped leaving
us signs and lighting the road for us.

When talking about words, we mean artists' words: only artistic language can shine light on
things and prompt them into action.

To call or to use

We have names for things, but where do they come from? We use the familiar names without
giving it a second thought. The verb “to call" might make us snap to attention, because this

is how words are "summoned into existence." Insofar as we summon rather than just call the
things that we need at the moment, we have to be extra careful when choosing their true
names. Therefore, by speaking in the traditional manner, “like we always do," we are flirting
with the danger of distorting our perspective. Sometimes we realize that we no longer have
the words for the most important things, or that some words stopped working and no longer
describe what we are talking about. The essence of things, and sometimes even the things
themselves slip our grasp right as we speak. Remember that old trick most of us did when

we were kids? If you repeat a word many times over, it grows alien, unfamiliar; each repetition
drains it of meaning.

The present situation is not dissimilar from that trick: the public discourse always features
scores of "high-style" words that are emptied of meaning with each repetition. Thoughtless
usage obscures things and hides them instead of shining light on them. Distrust of words
makes us distrust ourselves: we call for liberty but don't recognize it; we call for freedom or
death, but we know not what they might look like. We want to grasp things, but the things, too,
are searching for their equals. \We have to be ready to meet with an object. We cannot speak
of freedom, justice or courage unless we possess at least a modicum of each. We become
dangerous when we grow empty and gulp down the big words that lose meanings, as if divided
by zero.

Emptiness or void

During the active faze that started with the protests in Kyiv and fizzled out after the first year of
the war certain words, spoken under special circumstances, seemed to have acquired a lofty
meaning or authenticity. They were not so much “used” as “wielded" like a tool or a weapon.
Suffice to mention the saying “The sky is falling:" Ustym Holodniuk, a fallen hero of the Heavenly
Hundred, suggested it as a call to defend the positions from a sudden attack. In normal life, this
saying would sound like an absurd or trite poetic cliché, but it gained gravitas during the crisis
and the bloody standoff.

Since we are talking about new meanings, the issue begs the question: do words really acquire
new meanings? Didn't they carry these meanings from the very beginning?

Maybe it's not the words or sayings that are worn by immoderate usage? Maybe our very
essence as enshrined in language is worn down? Maybe it's existence as such, as spoken
through language? We are ready to carry our language and speak through it until certain words

Beper [Hinpa. KaHis. 2016

Bank of the Dnieper. Kaniv. 2016
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Exkcnosuuis YKpUTTS B MUcTeLbKOMY apceHani.
KuiB. 2015

Exhibition Shelter in the Art Arsenal.
Kyiv. 2015

HenoTpeboM, NyCTKOK. MOXHa Ha3BaTu Lie BTOMOIO, KOM MU KMOAEMO Te, WO KOMMCH BYNO A5 HAC
LiHHE,

MutaHHAa a6o Bignosiai

ABXEX, MOBNEHHS NOTPebyE BiANOBIAaNbHOCTI. BignosifanbHICTb — rapHe CNOBO, BOHO BXe
KpPaCHOMOBHO CroBilllae cebe. Ane HaBiTb Taki CNoBa YMyAPAIOTbCS BXMBATH, HE 3aMUCTTIIOIYNCE MPO
iX 3MiCT, 60 XX BOHM 3HANOMI 3 AUTMHCTBA. Xiba He 3abaraTo NAen, Ski MaloTb WBWAKY BiANOBIAb Ha
6y Ab-sKe NMUTaHHA? BOHW MatoTb BUIs PO3YMHUX Y TOI Yac, SK IIOANHA, IKa LOBro AyMae, nepliu
HiX BiAMOBICTK, @60 AOBro Ta BaXKKO JO6MpPAE CNoBa, BUAAETLHCS AyPHEM. OCOBINBO KOMM XTOCh HE
NPWXOBYE BIACHMX CYMHIBIB Y/ HEBMEBHEHOCTI, 3@ IKMMM 3 BE/IMKOO MMOBIPHICTIO CTOITb CYMITIHHS.

Kopaoxu

Y NpoeKTi «YKPUTTS» MUHYNIOTO POKY MU B3N Nay3y, 3aMLUan 4O YMOBHOIO CXOBKY, CNpobyBanu
nepeyeKkaT «nopoxHIo» dasy KOHONIKTY, WO 3arpysna B HEBU3HAYEHOCTI. Ale HEMOX/MBO
nepebyBaTt B YKPUTTI 3aBXAW, 60 X BOHO — /IMLIE TUMYACOBUIM MPUTYOK. [HAKLLE KaxKyyu,

HEMOXX/IMBO XOBATV MOBY B MOBYaHHI 3aHaATO AOBro. [eBHi peyi, Wo HaKONMYMANCS, HEPO3ibpaHi Ta
HeynopsaaKoBaHi, Tpeba posibpaTth, BiGOKPEMUTY BaXKIMBE Bif BMNAAKOBOrO, PO3MSHYTU PETENBHO,
BMBECTM Ha CBIT/O.

OTKe, HEOBXIAHO HApPeLUTI 3HaNTU B COBI MYX>HICTb BUATU 3 YKPUTTS Y HeHe3neky Ta obpaTn HanpsMoK
4na pyxy.

Pi4 y TOMy, O, NEPEXOBYIOYNCh, M1 BTRATWUIN KOHTPO/b HaJ KOPAOHAaMM, BTRATUAN BiAYYTTS
MiCLLEBOCTI Ta MOraHo PO3yMIEMO, 1€ M1 BAOME, a i€ — Hi. M1 HaBiTb NOYanmn CyMHIBaTUCS B TOMY, XTO
MU €. YCe HaBKpYru BiAOyBa€eTbCcs HibM BnepLue.

[e B3ATW NyTIBHWK ONS BUSHAYEHHS LWNAXY?

Yu BapTO HosSTUCS, O6MpPALOYK 3aMiCTb NPABUBHOIO LWAAXY MYTiBELL?

Lo 6yae, 9KLLO CBIAOMO BUMTU Ha MaHIBLL?

LLlo B3arani BigbyBa€eTbCH, KOMM MU OBUPAEMO MapriHaii abo LeHTP?

[e came 3HaxoanTbcs LEHTP?

Xiba oMpisiHa Lifib HE OMMHUNACS 3aMKHEHOIO B YSIBHOMY LIEHTPI, KM AABHO BXE B iHWWOMY MICLLi, JaBHO
nepeMiCT1BCS, AaBHO PyXaETbCs 6e3nepepBHO?

Xi6a B13HAYEHHSI CEHCIB He BifOYBAETbCSA Ha KOPAOHAX?

Xiba B13HAYEHHS LEHTPY He BifbyBaETbCA HA KOPAOHAX?

Fopa

3a Ui ABa 3 MOIOBMHOIO POKM HaM AOBEN0CS CTaTW CBiAKaMUM MOSBU BEIMKOI KiTbKOCTI pever, ki novanm
BM3HAYaTK Hale ByTTa HaMpPaAMKabHILWMM YMHOM. MarKe BOLHOYAC WaneHa KiNbKiCTb BENYHUX

CniB, HIBW 3rpas XMKOoi capaHu, nNepeina Ui peyi Ha Hiwo. TinbKn-HO My 3006ynu pedi, Ki 30aUcs HaMm
UTTEBO LLIHHMMMU, ane MamxKe 3a MUTb, MOB6W 06ypeHi, PO3AMBASEMOCS CBOI MOPOXKHI AOMNOHI. CnoBa,
AKi MM BBaXKa/IM BXK/IMBMMM Ta 3@ JOMOMOIOI0 AKX HaMaraeMocs 3apa3 MPOMOB/ATU MPO BaX/IMBI
peui, 328 KOPOTKMIM Yac CTanm Mamxe HEMPUCTONHUMK, HaM HisIKOBO iX BXXMBaTW, 60 BOHM 06CMNalOTbCs
3 peyen, HeMOoB cTapa 6pyaHa nycka. YiMm Binblue M1 roBOpYMO NPO BaXK/MBI Pedi, AKi NepeBepHyn
HaLLE XXUTTS, TUM ACHILLE PO3YMIEMO, LLLO MAEMO LWYKATU CYTHOCTI PeYer He y BUPI NOAIN, He Y LLEHTPI.
Y KaHeBi CTOITb ropa, Ha ropi CTOiTb NOET, yCepeauHi ropu NEXUTb BiH »e. lNepel TUM, K BCTAHOBUTU
BMCOKMM MaM'ATHUK NOETOBI, JOBENOCSH NEPEBIPATH, UM He ByAe BiH 3aBaXKMUM 15 TOpW Ta ANs

CXOBKY NoeTa BCepeayrHi ropy. MapHOTPaTHE YCNaBNEHHS BXKVMMKN, MOMMIE3HVMMMU, ane MOPOXKHIMU
crnopyAamMu Hibu NparHe Po34aBUTK CMIPABXHIO NaM'sTb. HAaTOMICTb, nepebyBatoyn HaBepxy, Ha ropi,
BAPTO CNPAMYBaTU MOMNAL HE A0 LIeHTPA/IbHOrO MOHYMEHTA, @ HaBKPYIW, [0 JliHii He6OoKpalto, Kyau noeT
BAMBABCS 32 XXUTTS.

3Haku

3HaKu, Wo noyana nogaBaTh HAM HOBA PeasbHICTb, MepecTani 36iraTucs 3 03Ha4YEHUM HUMM. Taki peui,
9K BiliHa, NACTKa, BTPAT], 3pajga, CBOOOAA, XKara 40 XUTTH | CMepTb, ONMPAOTbCS CUCTEMI 3BUYHINX
O3HaveHb. MaeMo onaHyBaTu cebe cepef, HEBU3HAYEHOCTI. M rOBOPMMO NPO BiVHY, ane BifcaxyeMocs
caMmi Big cebe, 60 po3yMiEMO, WO He CNPOMOXHI 6ifblue BigYyBaTK aHi 6inb, aHi cnisyyTTa. Tpeba
HaMaraTMcs TN SO BU3HAYEHHS KOXKHOI pedi, Lo, 34aBanocs 6, TiNbK1-HO Bpaxana Hac y came ceple,
HAHOBO, YHMKaYM NPSMUX LWASXIB, YKpan 06epexHo, HEMOB Ha MiHHOMY Mo, Bo 3BK1YKa 3aMicTb
OYiKyBaHOIO 3aXMCTy HEMUHYYE NMPU3BOANTL 4O BUOYXY.

Bucoke ta rpy6e

MpryapoBaHi BNaCHOIO UMBINI3OBAHICTIO, BCi HACTINBbKA 3BUK/IU A0 CIOXMBAHHSA BUCOKOTO, LLLO CaMa
[yMKa nNpo rpybe cTana HENPUNHATHO. HaBiTb AINCHICTb MPUMYAP[IOTHCS PO3LAINMNTM Ha XOPOLLY i
noraxy, NPasAy — Ha NPUCTOMHY | HENPUCTOWNHY.

Y «[MpuxncTky noeta, y 2014 poLui, M1 obpanu 3a nporpamHui Bipw T. . LLeByeHka «CBiTe ACHUIA..»
came yepes 0bepTaHHs BUCOKMX, CakpasbHUX peyer A0 iX BAacHOI H130BoI, MpodaHHoi cyTi: LLeByeHko

turn into a burden, rubble, void. You might call it fatigue: we are ditching the things that we once
valued.

Questions or answers

Of course, speech implies responsibility. Responsibility's a nice word that heralds its lofty
meaning. But even words like that have become so familiar that they are often used
thoughtlessly. Too many people have ready-made answers to all questions. They might seem
smart, whereas those who take their time before answering or laboriously select their words
seem dumb, especially if they don't hide their doubts, even if those are likely underpinned by
conscience.

Borders

With last year's Shelter project we took a timeout, trying to wait out in a symbolic shelter the
‘empty" faze of the conflict frozen in suspense. But you cannot stay in a shelter, temporary by its
very nature, forever. In other words, you cannot hide speech in silence indefinitely. Unchecked
and disorderly accumulations of certain things need to be set to rights: someone has to
separate the important from the accidental, and to meticulously review them before bringing
them to light.

That is, we have to finally find the courage to leave the safety of our shelter and to choose a
course.

The thing is, while hiding, we have lost control of the borders: we no longer understand the lay
of the land nor know where we are welcome and where we are not. We even started to doubt
who we are. Everything around us seems brand new.

Where do we find a roadmap for our new course?

Should we risk taking a detour, a trail off the beaten path?

What if we consciously choose a detour?

What happens when we choose either the margins or the centre?

Where exactly is the centre?

Isn't our coveted goal locked away in the imaginary centre that has long moved on? It has never
stopped moving, and it is now located someplace else.

Aren't meanings defined by the margins?

Isn't the centre defined by the margins?

Mountain

These last two and a half years saw the emergence of many things that came to radically
redefine our existence. All the while, a staggering swarm of lofty words, like so many rapacious
locusts, had been devouring these things. We have at long last grasped the things that we
considered to be of vital importance, only to stare at our empty palms not a moment later,
duped. The words that we held dear and that we used to describe important things had become
almost obscene overnight. We don't feel comfortable using them: they are sloughed off like dirty old
skin. The more we talk about the essential truths that turned our lives upside down, the sharper we
understand that we have to seek the essence of things not in the eye of the storm, not in the centre.
In Kaniv there is a mountain, and on the mountain there stands a poet, and inside the mountain
the same poet lies. Before erecting the high monument, engineers had to check if it wouldn't
be too heavy for the mountain and for the poet's shelter underneath. Profligate celebration with
massive and pompous yet empty rituals can crush authentic memory. Once you are up there,
on the mountain, you should look not at the central monument but all around you, towards the
horizon that the poet had strained his eyes towards in his lifetime.

Signs

The signs that the new reality is sending us fail to coincide with their signified. War, snares,
losses, treason, freedom, lust for life and death resist the familiar system of signification. We
have to steel ourselves amidst all this ambiguity. We talk about war, recoiling from ourselves
as we realize that we are no longer capable of pain or compassion. We have to work out a
definition of each thing that stunned us not that long ago from anew, avoiding worn paths,
cautiously, as if treading a minefield. Familiarity no longer offers us expected protection: it
inevitably leads to an explosion.

The lofty and the profane

Charmed with how civilized we were, we grew so used to consuming only the high and lofty
that the mere thought of the profane became unacceptable. Some even go so far as to separate
reality into the good and bad, and truth into the decorous and the indecorous.

In the 2014 Poet's Shelter series, we chose the iconic poem “Kindly light" by Taras Shevchenko
precisely because it reverts the lofty sacred objects to their low profane essence: Shevchenko
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From the Kyiv Diary series, 2013-2015
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Bonogumup bByaHikos
ManioHok, 2014
60 x 84, Tyw Ha nanepi

Volodymyr Budnikov
Drawing, 2014
60 x 84, ink on paper

Bonoaumup ByaHikos
MacTopanbHUit Neisax i3 aAaepHUM BUGYXOM, 2015
200 X 300, akpua Ha NONOTHI

Volodymyr Budnikov
Pastoral landscape with a nuclear explosion, 2015
200 X 300, acrylic on canvas

Haragye, Wo KpOonuio € BIHUKOM, KaIMNO — BOTHUKOM A1 /IOJIbKM, IKOHA — AOLLKOK TOWO. Taka

rpy6a yMKa HacnpaBgi HibW HACHAXXYE 3MICTU peyeit, BUCHAXKEHI Yepes LOBIM psaf BUTOHYEHWX
BMKOPWCTaHb. BUAAETbCS, HEMOB pevi yaapstoTb 06 iXHI0 BlacHy cepeauHy, abu BOHW Npuragan
CBOIO iCTOpIO abo YMM BOHM € Bifl NOYaTKY. BUTOHYEHICTb HE Mae AOCTATHbLOI MiLLHOCTI 33415 TOro, Wob6
YTPUMATU JOCTATHLO 3MICTY.

CrepeoTunu

HaM wwe 3 AUTUHCTBA HaAAraloTb KONOAKM CTEPEOTUMIB 33419 OBMEXEHHS HALWOI PYX/IMBOCTI K
MOX/IMBOI 3arpo3n B ManbyTHboMy. CTepeoTnnu — Le Taka cobi «raMiBHa COpoYKa» A/1g TOro, XTo
6yAb-LLo Xo4ue ByTU »MBUM. CTepeOoTUNM 3aBOASATD 3MICTU O 3aMKHEHOI O KO/a, ie BOHW He MaloTb
BMXOQY i HE MalOTb iCTOPII, 6O MOBTOPIIOTL Cebe ax A0 be3kKiHeYHOCTI. Taki MapWpPyTH CXOXKi Ha
6e3BuMXiab KOMa Ha MilleHi. Baxnnei 3MiCTX TakMM YMHOM CaMi CTalOTb MIlLEHHIO, IKY 3 PO3YMIHHAM Ta
iPOHIEID PO3CTPINIOIOTL 3341 FPU | BUKUAAIOTb BUKOPUCTAHY Y CMITHUK.

LliHHicTb

Y nolyKax BUXO4yY 3 KPM3KM MparHeMo roTOBMX BiAMOBIAEN | FOTOBUX LiHHOCTEN. YTiM Yyepes Hepbane
BMKOPUCTAHHA CMPaBXHI LHHOCTI NOCTYNUANCS MIiCLIEM MPOLWOBUM BapTOCTAM. BaraTo xTo Yepes
HebarkaHHS abo HECMPOMOXXHICTb MUCIMTK MOTOAXKYETHCS 3aMICTb CMPABXHbOI pedi oTpruMaTn
CUMYbOBaHY. BAOBOMbHUBLUMCH NiAPOOKOIO Ta 3p03YMIBLUK, WO BOHA HE MPAaLOE, M1 po3rybeHi, 60
noTpanuan y NacTKy, Ky caMi cobi BawTyBaau.

Hansckpasilli CMMBONM PeBONIOLLIT BAANO 3HELIKOMKYIOTLCS iX MpoAaxkeM: racno «leposm cnasal» Ta
psaku 3 «KaBkasy» Tapaca LLleByeHka, Wo ix YnTaB Ha ManaaHi nig yac cnpoTusy 3arnbnnin Ceprin
HirosH, 3rogunncs gns BxigHMX NaponiB 4O PeCTOpaHiB; 6apukaau, SKi 30BCIiM HELLLOJABHO NOBCTaNi
3axuLLany y nanatyomy LeHTpi Knesa nig nocTpinamum, BUPOAMAUCS Y Ha3BKM Ans kade, gekopadii 4ns
OypPXKyasHNX Ky6iB a0 MarHiTM Ha XONOA4UbHVIK.

fAka uiHa LiHHOCTI? MU NTlyTaEMOCH Y CXOXUX CMOBAX i WAHYEMO LLIHHMK 3aMiCTb LiHHOCTI.

Cucrema Ta ny6nivHicTb

Yce, Wwo BiAbYyBaAETLCA, @ OTIKE XMBE Ta BIANAKYE MIHIVBICTIO, PU3MKYE BYTU 3HELWKOLKEHUM i
3aMPOTOPEHNM 3a IFPaTK 3BMYHOT CUCTEMU. Afle XK Yac 36arHyTw, WO CTani CUCTEMU He NpaLoTb, a
6yab-sKe CnofiBaHHs Ha CUCTEMY B HaA3BMYalHI Yack POBUTL HAC BPA3MBUMM.

Yce He3po3yMine HamaralTbCs OCBITUTY Ta BU3HAUYUTK, 3p06MBLLN MyH6MIYHUM HagbaHHAM. Ta xiba
NoAibHI NOACHEHHS (MPOSCHEHHSA) «4Ns BCiX» BeAyTb A0 PO3YMiHHA? MOPOK, WO HAaCYBaETLCA NPOCTO
Ha Hac, NPOCTO 3apas, NepPeTBOPIE By ab-aKy CNPoby MAacOBOI MPOCBITH xiba WO Ha CMPOLLEHY AeLeBy
aritky 1 pobuTb HaAio HA OCMUCIEHHS FONOBHOIO 604al HinbLll MPUMaPHOIO.

BrnyyHun BucniB XaHHW ApeHAT NPo «CBITI0 NyHiYHOCTI, iIke BCe 3aTEMHIOE» BTPaNMB y came cepue
HaLwoi cuTyaLii. Cxoxe, CbOrofiHi 3BUYHE MHKEPENO CBIT/A, WO YacTile HUM KOPUCTYETLCS BiNblWiCTb,
BMCHXXYETbCA | MOYMHAE HACTINbKM BUKPUBIIIOBATU PEAbHICTD, WO BUHMKAE NOTpeba WyKaTW iHLWi
mrepena. KokeH Mae CnpoMOrT1cs 3ananmnti BAaCHUI NixTapumK, 60 LeHTpanbHe OCBITAEHHS He NMPaLYoE.
Jinwe ocobucTo 3006yTi, 0COBUCTO BIGHOB/IEHI 3MICTU MOXYTb MPOCBITUTY AELLO, NACBITUTY LWASX.

Xiba cnoBa xyA0oXKHMKa, KOTPUIN CaMOTHBO BAMBASETLCS Y CBIll Yac, He MPOPI3aloTb WNapu ANs CBiTha y
TEMPSBI, MOB HOXI?

3MiHKu

Mm 3BMKAEMO [0 NEBHOIO CNOCOBY KUTTS, O CBOrO KOMCh HIBU BU3HAYEHOrO MiCLs, fie OOKMANCS,
ane rybnMocs, Konm NOYMHAEMO PO3YMITH, WO Te caMe 3BMYHE MicLe Tpeba LyKaTh Wopa3sy HaHOBO.
3MiHM HABKOJIO Ta KpKM3a HABKOMO O3HAYatoThb, LLLO MU TEXK 3MiHEHI. M1 AMBMMOCS 3 MOAMBOM Ha Halui
MWHY /i BNOAOBGAHHS, AYMKM | NOYYBAEMOCS PO3ryOAEHUMMU, KON HAYMMO IXHIO HECMIPOMOXHICTb Nepes
UTTAM, WO € NPOCTO TYT, 3apas.

Yn MOXKe HaBKOMLLHIN CBIT 3MIHUTUCS CaM, MOKM MU POBUMO BUMSL, LLO HIYOro He Bigbynocsa?

AKLLO HABKOMO BCE 3aCTUITIO, HEMOB YBi CHi, MOXe, 3MiHW BCEePeaMHi HaC BM/IMHYTb Ha CBIT?

Xi6a He MOXyYTb TU-MUHY NI | TU-HOBUIM NocnepedaTncs abo NOTUCHYTU PYKM OOHE OAHOMY?

AKLWO BUpi3aTK 4ipKy 3a GOpMOto cunyeTy Tebe-MUHYNoro, Xiba TU-TenepiwHin-iHW1in nig Yyac cnpobu
CKOPUCTAaTUCH TakKMMKN «ABEPUMA>» HEe OOOB'A3KOBO 3PaHMLL LLOCH Yy COBI FOCTPUM KPAEM LLET «QipKM>»
6e3niy pasis?

3a6opoHa

Yce cknafiHe Ta HeBM3HaYeHe, WO HELLOAABHO CNano i He faBano Npo cebe 3HaTh, MOBCTaE nepes
HaMK 3apas3s MaXke WOoAEHHO 1 NOTPeBYE BU3HAYEHHSs. Bpak Boni abo fyxy Ans PO3PIi3HAHHSA fob6pa

i 312 4K B3arani BiAMOBa BUHOCUTU ByAb-gKe CYLKEHHS Yepes po3nay i BTOMY NPU3BOAATb MLE A0
3aroCTPEHHSA KOHPMIKTY Ta 3pOCTatouoi 6e3BUXOL).

Benuvka cnokyca noginnTu BCix Ha CBOIX | BOPOTIB Bee L0 YaciB, KOMM KPUTUYHA AYMKa, WO
YHEMOX/IUBIIOE 3a3BM1Yalt MaHiMyaLilo @60 NOCMiHE CNPOLLEHHS, Ma€ BENMKI WaHCU ONUMHUTKCS No3a
3aKOHOM. BigMoBa CTaBUTK COBI NMTaHHA Ta faBaTu BiAMOBIAI YW MPUHAMMHI LWYKATKW iX 3aBOAWTb BAacHe

reminds us that an aspergillum is a broom, a censer is a light for a pipe, an icon is a wood plank,
etc. In point of fact, this profane interpretation recharges the essence of things, worn down by a
long line of lofty applications. Objects seem to crash against their very essence, grasping their
own history or remembering what they initially were. Sophisticated usage is not sturdy enough
to contain so many meanings.

Stereotypes

Even as children, we are fitted with the fetters of stereotypes that limit our mobility as a possible
threat to the future. Stereotypes are a straightjacket for those who want to stay alive at all costs.
Stereotypes lock meanings in a vicious circle: without a chance to break free, they are stripped
of history through endless repetitions. Their trajectory mimics the despair of a target circle. The
crucial meanings themselves become a target: they are shot for laughs, deliberately and with
irony, and then thrown in a dumpster.

Value

Seeking to escape the crisis, we look for ready-made answers and ready-made values.
Negligent usage made true values withdraw under the onslaught of monetary value. Unwilling
to think or incapable of it, many make do with shams that replace the authentic rights and
freedoms we had once received. Happy with the counterfeit or stuck in a trap we had set for
ourselves, we are disconcerted by the realization that it doesn't really work.

The most iconic symbols of the revolution were effectively defused by commodification: the
slogan “Glory to the heroes" or the lines from “The Caucasus" by Taras Shevchenko, recited
during the Maidan protests by the late Serhii Nihoian, became passwords for restaurants; the
barricades protecting the protesters from bullets in the blazing downtown Kyiv degenerated
into café names, decorations in bourgeois night clubs or fridge magnets.

What's the value of values? Confused by phonetic similarity, we celebrate price tags instead of values.

The system and publicity

Everything that is in flux, alive and alarming in its fluidity, runs the risk of being defused and
placed behind bars of the familiar system. It's time we realized that familiar systems don't work.
Placing our hopes with the system in tumultuous times makes us vulnerable.

All that is strange has to be illuminated and defined, placed in the public domain. But did

these explanations (illuminations) “for all and sundry" ever produce real understanding? The
impending darkness turns all projects of enlightenment for the masses into simplified tacky
propaganda pieces and renders the hope of making sense of the essential ever more remote.
Hannah Arendt's neat adage that “the light of publicity darkens everything" hits the nail right on
the head. Familiar light sources are depleted by profligate usage; eventually they distort reality
to the degree that merits a search for a new source of light. Each of us has to switch on one's
own flashlight: central lighting no longer works. Only the meanings that we personally acquired
or reconstituted might eliminate some risks or light our path.

The words of an artist who gazes into the era in solitude might cut skylights through the dark
like knives.

Changes

Grown used to a certain lifestyle and to our familiar living arrangements, we are
disconcerted by the realization that we have to start looking for familiar spaces from scratch.
The crisis and the changes around us imply that we, too, have changed. Perplexed, we
scrutinize our former interests and views, confounded by the fact that they no longer match
our life as it is now.

Can the world around us change while we pretend that nothing's amiss?

If everything around us is at a standstill, like a dream, could the changes inside us affect the
world?

Can't You-Past and You-Present argue or shake hands?

If you cut a hole shaped as the silhouette of You-Past, the Other-You-Present might be cut by
sharp angles should you try to use this “door.”

Taboo

Not a day passes without us being challenged by complicated and ambiguous phenomena
that wake from their long slumber and demand a new definition. The lack of willingness or
courage to tell apart the good and evil, or an outright rejection of all value judgments out of
despondency or fatigue, only exacerbate the conflict and drive us deeper into despair.
Separating people into friends and enemies might be tempting, but it increases the likelihood
that critical thought, a mechanism that usually prevents manipulations or hasty generalizations,
might be outlawed. Once you refuse to question yourself and formulate or at least seek

Cknafikun B MaicTepHi Bonognmupa BygHikosa
KaHi. 2016

Folds in the Volodymyr Budnikov studio
Kaniv. 2016
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From the Kyiv Diary series, 2013-2015
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npaBo Ha cBoboay nif 3a60poHy. CNokyca LWBMAKOrO y3araabHEHHS CKNaAHOro PO6bUTb MEBHI MUTAHHS
HEeCBOEYACHNMM abo 3amBMMU. Ba binblue, Taki MMTaHHA HIBUTO WKOAATL HaLiM 6e3newj Ta 3aBaXkatoTb
[OCArTWM HapeLWTi NnepeMoru, 4O6pPobYTY, CAOKOI | MUPY.

OTe, Halle 3aBAaHHSA CNpPOoCTMUAOCS, 60 HE MAaEMO 3aMBOro KIOMOTY BignoBigaTn?

Ta xiba MM NO-AUTAHOMY LOMHO He 06aypun cami cebe?

Bpak BignoBifaNbHOCTI Pa3oM i3 6pakoM Nam'aTi NPU3BOAATb 4O TOro, WO pevi, aKi 6yn10 OTpUMaHo
3aypPHO, MOYMHAIOTb NEKTU PykM. CBOHOA Ta HE3ANEKHICTb MOTPOXY NOYMHAIOTb ApaTyBaTH. Peui, ski
LLLOMHO BBaa/NCH 3a HENPUMHATHE, NepecTaloTb BUKIUKATK Bigpa3sy. 38415 BUPILLEHHS KPU3K MOTPOXY
NOro[YKYEMOCH Ha 3aCTOCYBaHH$ AePXaBoto AEKOTPUX TOTANITAPHUX MEXAHI3MIB, 3a SKUMU TUXO
NpoNasnTb yCs ToTasiTapHa CUCTEMA, SKa, 1O PeYi, MOYMHAE BUAABATUCS HE TAKOI BXKE 1 3/T04MHHOIO.
YoMy MK BTpa4aEMO HacHary Ta nam'arb?

Bo xo4eMo HapewTi NPOCTUX PilleHb?

Bo BTOMMAKCS Big AyMOK, iKi PYMHYIOTb HE Fiplue 3a BUOYXM, i FOTOBI CNPobyBaTh HAHOBO «40bpe
3abyTe cTape»?

lepoi peBonioLii Ta 3arnbni Ha BiMHI HALIMHO NPUAYLWEHI HeJOMYTMM OPILIMHUM AepPXKaBHUM
ylwaHyBaHHAM. By ib-ike Ha3MBaHHSA peyven, aKi CTOCYIoTbCs PeBOoLi abo BilHK, AepiaBa
npuBRacHWNa n pernamMeHTyBana. byap-aKe po3MipkoByBaHHS NPO L pedi HAHOBO i MO3a BCTaHOBNEHUM
npaBuIOM 6yae BUAABaTMCA 3a3iXaHHAM Ha cBaTe. by ab-gke GOopMyoBaHHS HOBMX MUTaHb byae
3a3iXaHHsAM Ha cBaTe.

IMOBIPHO, MOBa Xy LOXHWKA 334/15 BIAHOBMEHHS CYTHOCTI pPeYer 3aBXAM NpUpeyYeHa 3asixaTth Ha ceaTe?

AHOHIM? NceBpOHIM?

AK Ha3MBaTW pevi, WO NPUXOBYIOTb BAACHI HA3BM YK XOBAOTLCS MNif, YYy>XXMMNU? IMEHa i pedi Hibn 6nykatoTb
iCTOpI€t0, NEPEMILLYIOTBCS Y MOCTIMHOMY PYCi. Peui 3anMwaloTb CTapi iMeHa Ta 0bmparoTb HOBI, MNif
3BUMYHMMW BU3HAYEHHSMUN MOXKYTb XOBATUCS 30BCIM iHLUI 3MICTU. KOPUCTYIOUMCh 3HANOMUM MapKyBaHHSM
peyen, pusanKyeEMo 0bpaTh XMBHUI WAsX, 3arybuTn (3rybutin?) cebe abo HapasnTn Ha Hebe3neky iHWKX.
AK PO3PISHUTM XMOHI 1 ICTUHHI 3B'A3KM MiXK PivYto i CTOBOM?

LLlo nigfaBaTh CyMHiBaM, a LLO MOXHA NpUMMaTK Ha BipYy?

MoBa 3annyTye Hac, ane HiKOMM He XOBAE KAIoYIB — Tpeba NnLLe BYTH AyXKE YBAKHUM.

MoniTnyHi napTii 6epyTb cobi iMeHa, 3006y Ti iIHWWMK y 60POTLOI, IHTEPHET CMIOBHEHUIN 6E3TINECHNX
AHOHIMIB Ta XMMEPHMX NCEBAOHIMIB, Meflia YXOHI MO Tb iIMEHAMU, CIPABXKHIMU | XMOHUMN. YCi
3aHYPUNUCS Y TPY HACTINbKY, WO caMi r'y6nsTbCs cepes BNaCHUX MaHINynaLin, 3a4Mxaloumnch KOXEH 3a
BNACHO HaraToWwapoBO MALWKaPOI0. YCi BOpaHi B KaMyd/IsK — aXK CMILLIHO CTaE: HE MOYKEMO BIiAPI3HUTK
repos BiHM Bif, OXOPOHHKUKA abo pubankun. Cam dakT MacKyBaHHS 3a LOMOMOrolo 6anaknaBm Yu
KaMydAsSKHOro oasary Ha noyaTky NOBCTaHHS Ta BOEHHWX Al MapKyBaB repos, ane Koan y Takui camui
O4sr BOpanmcs 3pafHuKK, 3arapOHMKK i NONITMKK, NOCTana HeOOXiAHICTb WYKATK iHLWMX MApPKyBaHb.

Ak po3rneniTv cnpaBxHi pedi 3a KaMyPasHKemM?

AK yni3HaTK CnpaBxHi PaHK 3a KaMypaskem?

AK YHUKHYTU YparKeHHs 6e3 kaMybnsky?

Fiépupg,

Ma€eMO HUMHI 3aMiCTb CMPaBXKHIX CEHCIB MEBHMM YMHOM IHTEPMNPETOBAHI, NEPEKPYYUEHI, 3N0YNHHO
3MiHeHi. [eTb yce: BilHa, KPOB i paHu, BTpaTa 6aTbKIiBLUMHK, 3NUAHI — CTAE MaTepianom ans
BUMKOPWUCTaHHS. [bpuaHa BiHa »XMBUTb ribpuaHe OyTTs. Ha3Bu CTpaLHKX pever NepeTBOPUINCS Hibu
Ha 3abaBKW Yy AKiNCb 6€3rny3ain Ta 6e3kiHevHiI MoBHIM MaHinynduii. LinsinizoBaHmi ribpuaHum cBiT
nepeTpaB/oe caM cebe y NPOoNacHMULi CNOXMBAHHSA | BUPOLXKYETbCA Yepes BnacHe 6e3nnigas.

Cumynsuis

BigkpuTe BUKOPUCTaHHSA XUOHWX, BPEXTMBUX HA3B Bif NOYATKY KPU3M 3aBEN0 KOHONIKT 40 6e3KiIHEYHOro
CUMY/IIOBaHHS. YCe CTalo CXOXKMM Ha KOMM'IOTEPHY MPY 3i CMPaBXHIMK XXepTBaMu i3 GaHTaCTUYHMX
ronniByACbkmnx QinbMiB Npo ManbyTHE. [iNCHICTb HiIbKW cTana 3apyyYHULLEIO BiPTYanbHUX KOHCTPYKLN.
Mo yac BiLOKPEMIEHHS MOBW Bif, peyen, TO6TO Nif Y4ac XMOHOro Ta 3/T04MHHOTO BUKOPUCTAHHS Ha3B
peyen, BUHMKaE Yepeaa NOPOXKHIX KOMiK, iKi 3aTbMapIoloTb OpUriHan, 3HECUIOITb, FyLWaTh KOro,
CTBOPIOIOYM HABKO/O HbOTO LLOCh Ha 3Ppa3ok edipHOro WyMy. M BTpayaeMo MOBY, LLO BUCBIT/IIOE HaLLy
CYTHICTb, | 3aHYPIOEMOCH Y BiYHE MUTOTIHHA MOHITOPIB, SIK y IeTaprito. BinHa, aky HazeaHo ATO, abo
npaBsa Ha cuTe, 6e3neyHe iCHyBaHHS, SKi MPOAOBXKYIOTb HA3MBaTU LIHHOCTSMMU, BIAHIMAIOTb Y HAC NpPaBo
Ha cBobogy, 6ilb, CMPOTMB, XUTTS | CMEPTD, 3a/IULLAKYN Ti/TbKK, K KICTKY, LLLOCb Ha KWTaNT Tynoro
YXMBOTIHHS SIK HIKYEMHOTO 3aMiHHWNKA KNTTS.

Edip abo Tino

M NoBiAOMASEMO cebe y BipTyabHUN NPOCTIP, BBIPIEMO cebe BENNYHUM HEOECHNUM YMICTUANLWAM
BipTYyanbHMX CYyTHOCTEW, ie MPOCTIP ANS HALUMX MNOBIJOMEHb HIYMM HE OBMEXEHO. EANHe, WO
NIVLAETHCS Hi MPK YoMy, — Le Hawe Tino. Kyau noro nogitn? Xiéa wo fo cnopt3any? Mosa Ta
BiAMOBIAHA 1V AINCHICTb HIBW BUNMBAIOTLCA Y MOPOXHEYY: MOBa — 10 ayAUTOPIi, Ky HaBMaHHS 06paHo
MEepPTBOIO €1IEKTPOHHOIO CUCTEMOIO, TiNO — A0 MOPOXKHIX PYXIB, PyxiB 6€3 ceHCy Ha NpoTuBary 60poTbbi,

answers, our very freedom becomes taboo. The tempting option of hasty generalizations about
complicated phenomena makes certain questions untimely or unnecessary. Some even go so
far as to claim that these questions pose a threat to our security and ultimately forestall our
victory, prosperity, peace and reconciliation.

Once we've done away with the bother of answering, doesn't that make our task easier?

Didn't we just dupe ourselves with childish naivete?

The failure of responsibility, coupled with the failure of memory, make the objects that had cost
us nothing burn in our hands. Freedom and independence start to gall. The things that we found
unacceptable fail to repulse. To get through the crisis, we let the state introduce, step-by-step,
certain totalitarian mechanisms that invite the entire totalitarian system in. By the way, it no
longer appears all that unlawful.

Why do we lose courage and memory?

Is it because we yearn for easy solutions?

Are we tempted by “a blast from the past” because we are so tired of thoughts that are no less
destructive than explosions?

The heroes of the revolution and war casualties are safely buried under unwieldy official

state commemorations. The state has co-opted and institutionalized the names of all things
pertaining to the revolution or the war. Any attempt to look at these things from a new and
unsanctioned perspective will appear as sacrilege. Any new questions would be sacrilege.

Is the artistic language that tries to restore the essence of things ever not sacrilegious?

Anonymous? Pseudonymous?

How do we name the things that conceal their names or hide under assumed names? Names
and things roam history in perpetual flux. Things cast off old names and choose new, whereas
familiar definitions might harbour completely new meanings. By using familiar names, we risk
choosing the wrong path, getting lost, perishing or imperilling others.

How do we tell apart authentic and false connections between objects and words?

What should be questioned, and what can be taken for granted?

Language might trip us up, but it never hides its codes: you just have to pay attention.

Political parties appropriate the names that others had paid for in blood, the internet is filled

to choking point with ethereal anonymous speakers and esoteric pseudonyms, media juggle
hundreds of real and assumed names. Everyone is so engrossed in the game that they fall for
their own manipulations, suffocating under levels of masks. Everyone wears camouflage, which
is risible: we can no longer tell war heroes apart from guards or fishermen. In the early days of
the resistance movement and war, a balaclava and military fatigues were a mark of a hero. Now
that traitors, invaders and politicians donned the same garb, we need new marks.

How do we find authenticity under camouflage?

How do we recognize real wounds under camouflage?

How do we avoid being hit without camouflage?

Hybrid

These days, authentic meanings are replaced by meticulously reinterpreted, distorted or
criminally manipulated messages. Nothing is off-limits: war and blood, wounds and the loss of
motherland, destitution. Hybrid war begets hybrid existence. Words for horrors turn into a game
of senseless and endless linguistic manipulation. The civilized hybrid world is gorging on itself in
feverish consumption and degenerates because of its own sterility.

Simulation

Misleading false names have been used openly since the beginning of the crisis, pushing the
conflict into an endless spiral of simulation. It's like a Hollywood sci-fi movie: a shooter game
with real casualties. Virtual structures have taken reality hostage.

A language divorced from objects, that is, falsely and criminally wielded names of things
produce a procession of empty copies that blot out the original, exhaust it, defuse it, drown

it out with meaningless chatter. We lose the language that could shine light on our essence
and sink into the lethargy of steadlily flickering screens. The war called “the counterterrorist
operation,” or this right to a safe and comfortable life that we keep calling values, strip us of our
right to freedom, grief, resistance, life and death, throwing us the bone of dull subsistence, a
poor substitute for life.

Ether or a body

We project ourselves into virtual spaces, entrusting ourselves to the celestial vessels of virtual
beings that offer unlimited storage for our messages. The only thing left out of the process is
our body. What do we do about it? Should we drag it to a gym, or something? Language and the
corresponding reality seem to stream into a void: speech is directed at an audience randomly
selected by inanimate software, whereas a body is forced to perform hollow purposeless

Bonognmup ByaHikos
ManioHok, 2015
60 X 84, Tyw Ha nanepi

Volodymyr Budnikov
Drawing, 2015
60 X 84, ink on paper
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MoHTax BUCTaBkM JliHia po3MeXXyBaHHS
B ranepei YepBoHevopHe. KaHiB. 2016

Installation of exhibition Contact line
in gallery Chervonochorne. Kaniv. 2016

npaLj abo TaHLo; PyXiB, SKi CNPAMOBYIOTb PE3y/bTaT Ha3az, Ha TiNo, Ik 6yMepaHr.

Ak npauoloTb edipHi NOBIJOMNEHHS?

Yn npaLooTb BOHM B3arani?

Xi6a 3aMicTb KaHTOBOro edipHOro nepLlomrepena Hawa MoBa He NoTpanase A0 NaBYTUHHS, K [0
nacTKmn?

Lo pobuTi 3 paHoto, gka yTBOpMIACs Ha MiCLii pO3pMBY C/IOBa Ta peui?

Yn € MicLLe MOBYaHHIO Yy BCECBITHIN Mepexi?

Pagle y TakoMy XMMEPHOMY MPOCTOPI MallMHEPIi MOBYaHHS BiAKMAAIOTb K HEMNOTRIOGHE, 60 TOW, XTO
MOBUUTb, HE Ma€E Bifblle 3MOrM MOBIAOMAATN cebe B MOBYAHHI — BiH NPOCTO BiACYTHIl, MOro HEMaE.
Big noyaTky KOHOAIKTY HaM i cNpaBAi HaMaralTbea JOBECTH, HIBK Hac HeMae. Hac Hibu 3aCMOKTye
[10 XMBHOro NPOCTOPY, Aie peYi He Ha3BaHo, e HeMa MPO WO MOBYAaTK, A€ AOMIBKY PO3ipBaHO 3
6aTbKIBLLMHOIO, e HOBI IMEHa Ta peui 3aMiHEHO Ha MOPOXHI Koil.

3aMOB‘-IyBaHHS| a60 MOBYaHHA

Konu rybutbes piy, BinbyBaeTbCs po3'eHAHHS MOBM Ta MOBYaHHS. Ko My mpauoBanm Hag
<YKPUTTAM>», MW 4aCTO 3ragyBan Npo MOBYAHHS, 6€3 SIKOro HeMae MoBW. OTXKe, Pa3oM i3 BTPATO pevi
BTPAYaEMO C/I0BO. HaM He BUCTavaE CniB, KOMM M1 PO3ry6IeHi Ta He MAaeEMO peyelt, 3a iKi MOXXEMO
Tpumatucs. Taki pedi cnyryoTbs HaM JOMIBKOK, MU MaEMO 0bepiraTh ix SK OMIBKY.

3apa3 M1 ONMMHUANCS HIBW B HE3HAMOMOMY MicLii. MK, HEMOB Ti, XTO BTPAaTVB BNACHWI [iM YEPE3 BillHY,
PU3MKYEMO 3MUPUTKCA 3 NiABaNOM. «[le M1 ByeM HOYyBaTU?>» — CNIBAETHCS Y CTAPOBUHHIN YKPAIHCbKI
KO/IMCKOBIN. Yepes cTpax i BTOMY MU PU3NKYEMO 3arybutucsa B TEMPSBI 11 yNi3HaTK Y4y>Ky (HOBY)
MiCLLEBICTb AIK CBOIO.

Mu cnocTepiraeMo 3apa3 3aMOBYEHHS KaTaCTPOPH, LLLO HACYBaETbCA. Take 3aMOBYYBaHHS HE Mae
HI4YOro CnifIbHOrO 3 MOBYAHHSAM, CYTHICTb IKOrO 36iraeTbCs i3 CYTHICTIO MOBU. BoHO 6/113bke Ao
3/I0YMHHOIO NPUCUNAaHHA, NPO ke NucaB LleByeHKo: «HeHade moam nogypinu..», 6a Ginblue, ONoHye
MOBYaHHIO SIK OHIMIHHS. HaM Haka3yioTb MPUHULLKHYTU, @by «He 6yanTU NNMXO». Ta YK HaBKPYrn He
TUXO!

J,0 Koro Ka)keMo abo K npauloe cnoBo

MoBa XyAOXHMKa MOXKE Ka3aTu InLWe A0 TOro, XTO FOTOBWUM Ti BUCYXaTW. ANe WO TOLI POBUTHU, KoK
XTOCb He Xo4e 4yTu abo 3HaTh?

Y1 MOXKIMBO NepenaTh NOBIAOMIEHHS TOMY, XTO MPOCTO KOB3a€ MOB3, HE 3YMUHSIOYNCH?

FAK PO3PI3HUTM Xo4a 6 LWOCH i3 CMPAaBXKHbOI KAPTUHM BYTTS, ika KOB3a€ MOB3?

AKLLO MM BCi KOB3aEMO OfMH MOB3 OAHOrO Ta MOB3 KAPTMHW BYTTS Y HaA3BUYAMHI Yacu, MOXK/IMBO,
BaXK/IMBE C/IOBO BAPTE BUMOBW HaBIiTb TOAi, KON MOXKHA NEPefaTh MOro iniie KOMYCb OAHOMY, MPOCTO
B PYKU?

Xiba CnpoLLEeHHs MOBEHHS 3a/1 KPALLOro PO3YyMiHHS GiNbWOIO KifbKICTIO rNsAaviB HE HUWMTb CYTHICTb
TaKoro cnosa?

Hose

AKMM YMHOM MM BMi3HAEMO HOBE? Y HoBarslica € BaXK/MBe CMOCTEPEKEHHS WOAO MO, iKa 4acTo
BMOQAETHCA BXE 34iIMCHEHO, KOIM BOHA Ti/IbKM-HO MOYNMHAETHLCS.

Yn fonomMoxKe HaM y BrisHaBaHHI HOBOrO Big4yyTTs BTpaTa abo BiAMOBA Bif AOCBIAY Ta 3BMYHOI NOTiKN?
LLlo gonomarae BnisHaTV HOBE K CBOE?

CBOE §K HOBE?

OnaHyBaHHS cebe y HOBOMY CBITi MOX/IMBE TifIbKM Yepe3 PO3yMiHHS TOrO, WO BiH BiAKPUTUI HE KM
iHLWKM, 9K TOBOI0; 60 HOBE - LIE LWOCh Take, WO BXe MAaEMO BCepeuHi cebe.

OpHak MaeMO po3ni3HaTW MAaCTKY, KOMW 3aHAATO WBMAKO NParHEMO OTPMMATK PO3yMiHHS. Hebesneka
KPUETHCS Y MepeayacHOMY BMi3HaBaHHI pevi K 3HaHOI abO «TOro X CaMOro, ake 3Hanu paniwe. MNowyk
TOTOXHOCTEW Mif, Yac 3yCTPidi 3 HE3HAMOMMM O3HAYaE Xiba WO MNPETEH3II0 Ha BOMOAIHHS PivYio, @ OTXKE
Ha TOTaniTapHUIM XKECT WOAO pevi: 5 Tebe 3Halo, 1 Tebe Mato, 1 TOHOK BOMOAI0. Ane CNPaBXHS Piy
3aBXAM iHWa. BoHa iHWwa HaBiTb TOAi, KOV 3HanoMa. MaeMOo BU3HATK, WO HEOHXIAHO BUHBOPIOBATH PiY i3
KOXHWM Ha3MBaHHAM, ynagaTu 3a HEK, HEMOB KOXaHLL, abu He BTpaTuUTK ii.

Ta X 9K 61MCKaBUYHO BCe BiAOYBAETHCS: TiNIbKM-HO CNOBO Maso 3MICT, afie He BCTUraEMO HaBiTb Oro
36arHyTH, 9K BOHO BXXe MOPOXHE! Barato pasiB MOBTOPEHE Y MNOMYM'SHMX MPOMOBaX, Take C/TIOBO
HEMOB BMOpPAaHE i rofie — BXe 3HOB YeKa€e Ha Hac. Yekag, Wwo MM CMOBHUMO MOro CBOEKD HACHArolk Ta
BMPOCTVMO HOBWM 3MICT, 6a 6ifiblue; CNOBO, ike HAHOBO BPOAM/IO, MOBIZOMASE HAC Npo pid. Lo Togi
03HAYAE «HOBUM»? Xiba WO «XKUBU>,

Bonoanmup byaHikos, Bnaga Panko, Kuis, 2015-2016

movements (as opposed to fighting, toiling or dancing), directed back at the body like a boomerang.
How do messages in ether work?

Do they work at all?

Instead of Kant's ethereal source, our speech is trapped in a spider web.

\¥hat do we do with the wound that marks the chasm between words and objects?

Is there a place for silence in the World Wide Web?

This idiosyncratic artificial space has no use for silence and discards it: those who stay silent can
no longer make themselves manifested in this silence. They are just absent, they don't exist.
Ever since the conflict broke out, many tried to persuade us that we don't exist. We are sucked
into a distorted space where things linger unnamed, where there's nothing to be silent about,
where a home has little to do with motherland, and new names and things are substituted with
hollow copies.

Hushing up or staying silent

The loss of an object sunders speech and silence. When working on the Shelter project, we
were often reminded about the silence that makes speech possible. Once we lose a thing, we
lose a word for it too. Lost, we are at a loss for words, but we are also at a loss for things to cling
to. These things give us shelter, and we should protect them as such.

We no longer recognize the city around us. Like those who lost their homes during the war,

we run the risk of making do with an underground bunker. An ancient Ukrainian lullaby goes,
“Where should we lay to rest?" Scared and fatigued, we might get lost in the dark and recognize
alien (new) spaces as our own.

We watch the looming catastrophe get hushed up. These attempts to hush up the catastrophe
have nothing to do with the silence that, essentially, happens to coincide with the essence of
speech. They are akin to malevolent lullaby chants that Shevchenko described in “As if men
had gone mad". This numbness is the very opposite of silence. We are told to hush and let the
sleeping dogs lie. But it isn't quiet around us!

Whom do we speak to, or how do words work

Artistic language can only speak to those who are ready to hear it. What should we do, then,
when someone refuses to listen or to know?

Can we transmit a message to those who slip past us without a pause?

How do we retain at least some details of the authentic panorama of existence as it slips past?
Since we all slide past one another and past the panorama of existence in tumultuous times,
maybe an important word is worth pronouncing even if you can only give it to one person, hand
to hand?

Once you simplify your speech so that a bigger audience would have an easier time
understanding it, don't you subvert its very essence?

New

How do we recognize the new? Novalis had an important observation about events that appear
completed even as they are just starting.

Would the loss or rejection of experience and familiar logic help us recognize new feelings?
What prompts us to recognize the new as belonging to us?

Or, come to think of it, to recognize that which belongs to us as new?

You cannot apprehend yourself in the new world unless you recognize that you are the one
doing the discovering; we already contain all the new things within us.

But we should also recognize the trap of wanting to reach full understanding too fast. There's a
danger inherent in the premature recognition of a phenomenon as known, as “the selfsame,” as
already familiar. To search for commonalities when encountering the unfamiliar is nothing but

a claim to ownership, that is, a totalitarian gesture towards the object: | know you, I've got you, |
own you. An authentic object is always alien. It's alien even in its familiarity. We have to recognize

that we've got to vie for each object with each act of naming, to court it like a lover lest we lose it.

It happens in the blink of an eye: a word might have had meaning not a moment ago, but it's
hollowed out before we have a chance to grasp it. Repeated time and time again in passionate
speeches, a word, harrowed and bare, awaits. It waits for us to imbue it with our courage and
nurture new meanings; moreover, a word yielding a new crop informs us about an object. But
what, then, is ‘new"? It means little more than “alive.

Volodymyr Budnikov, Vlada Ralko, Kyiv, 2015-2016

Bnaga Panko
13 cepii KUiBCbKMM WOAEHHUK, 2013-2015
29,7 X 21, aKBape/lb, Ky/IbKOBa pyyka Ha nanepi

Vlada Ralko
From the Kyiv Diary series, 2013-2015
29.7 X 21, watercolor, ballpoint pen on paper
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AIAJOT

LLlo o3Havae HasmBaTu pevi? Y Mapkeca B 11oro «Crta pokax caMOTHOCTI» ByB eni3os, Ko/ BCi
BTPATUAM NaM'aTb | MyCunn nignncaTti pedi, abu He 3abyTu, ANns 4oro BOHW. | cnpasa 6yna 30BCiM He B
peuyax, a 'y BTpaTi reposMu poMaHy nam'sti. M1 roBopmam Npo CAoBa, WO HibW NCy0TbCS Ta BTPAYA0Th
3MICTW Yepes xMbHe abo MapHe BUKOPUCTAHHS, ane, TakMM YMHOM, M1 CNpobyBanu BiABEPHYTH yBary
Bif, HEA6ANOCTI TOro, XTO MNPOMOB/SE MAPHO.

Mg vac npaui Hag «YKPUTTAM>» MUHYIOTO POKY MW 30CEPEANINCS HAa CNOCTEPEKEHHI 3BMYANHNX peden
y CTaHi MUPY, AKi NOBILOM/IANN AKMMOCH YUHOM MPO BifAaNneHy BinHY. TOLI MeHe 3a1MMano Ha3nBaHHA
NEBHUX peyen Yyepes Te, WO S BKa3yBaB Ha iHLLI, y)Ke KOHKPETHI peyi. Tenep s BONito YHUKHYTH
Ha3MBaHHS peyeln, HACKINbKK LLe MOXKIMBO. BnacHe, ue i € HanbinbL NPUPOAHUM A1 MEHE: HE HA3MBaTW.
LLLOMHO T1 BU3HAELL piy K 3HAHY — rybuLw Wwnsx fo Hei. LLlonHo BM3Havaew MicLe pediy cucteMi —
MOYMHAELL HIBWU XOANTW HABKPYIM FONOBHOMO, HE HABAMXKAIOUMCH, MO KOY. f 3aBXAM AYXKE WibHO Malo
CMpaBy 3 YacoM, 60, KON POB0 PyX NEH3NEM ab0 OniBLEM, POBIO MOro BCepeamHi Yacy, i TaknM
4YMHOM POBOTa Mae CBOIO iCTOpIl0. OCb f MOYMHAI0 BECTU MiHIlO, ane BXe 3a MUTb BOHA CTA€E reThb iHLOt.
PoboTa y NpoLEeCi Cxoxa Ha Marny, Lo BECh YaC PYXAETbCS: KOPAOHM 3MIHIOIOTHCS, PO3MNOB3aI0ThCS,
BTPavatoTb CEHC abo, HaBMaku, HabyBalOTb HANPYTK, BUOYXaloTb. YTIM MOBEPXHS POGOTU Have pocTe
BrNG, 1 yClo i iCTOPI0 MOXXHA 6a4YUTN OJHOYACHO. TOBTO peui, 10 AKUX 5 3BePTAIOCS, HE KOHKPETHI,
Taki, HibW 5 HIKOIM He AMBIOCS Ha HUX MPAMO. 1 HE XO4vy 6aunTK peYi 3aBepLIEHUMU.

Mwu novanu Lo PO3MOBY 3 MiPKyBaHb NPO Te, LLO SBASIOTbL COBOI0 Ha3BM PeYer i Ae, Ha sKomy eTarni, 3a
Ha3BaMu BTpavaloTbecs BnacHe pedi. Lo », Toai 6yae CNyWwHUM YHUKHYTU Ha3B y3arani, afne He yepes
BTPATy NaM'aTi, a Yyepes 6axaHHs cepes MOTI0XY OAHAKOBKMX Ha3B 3HanTW camy piv. bBo, Hanpuknaa,
CNOBO «CBOBOMa», BXXMTE MAaPHO, Ta C/TIOBO «CBOOOAa», 3a ike BapTO 6OPOTUCH M YMUPATH, 330BHI
3ByYaTb i MULWYTbCS OAHAKOBO.

LLlopasy, konun novmHato NpaLoBaTH, 1 BOJIIO HE 3HaTW HAaNEeBHO, A0 YOro Npuay HanpukiHui. bina
NMOBEePXHA A/19 MEHE HEMOB KIMHATa y CYTIHKaXx, fje 1 He MOy 6a4uUTV NPeAMETIB YiTKO. A 6/1yKato TaMm,
4OroCb TOPKALOCH, YIMOCh MOXKY MOPAHUTUCA. Ane TaM A/19 MEHe BCE BM3HAYEeHO HaZ3BMYaNHO YiTKO,
6ifiblL AICHO, HiXK Y ACKPaBOMY CBIT/I. [leHHa AINCHICTb MPONOHYE 3aHaATO 6araTo ONTUYHUX NACTOK, WO
iX BNawTOBYE rpa CBIT/NA 1 TiHi. Alle KoM y CYTiHKax HaMaLyeLw 06'ekT abo nepeyenucs 06 Hboro, Togi
PO3yMiELL, LLLO BiH HE BBMXAETHCS, @ HACNpPaBLi €.

DIALOGUE

VB:

What does naming things mean? There's this episode in Marquez's One Hundred Years of
Solitude where everyone loses memory and is forced to sign all things lest they forget their
purpose. The issue was not with the things as such but with the protagonists losing memory.
We've been talking about things ostensibly going bad or losing meaning because of wrong or
vain usage, but this only distracts us from the negligence of those who speak in vain.

In last year's Shelter project, we focused on mundane objects that still somehow signalled

the distant war. | was fascinated by naming things because they helped me to point out other,
very concrete things. Now | prefer, insofar as it is possible, to avoid naming things altogether.
Actually, not naming them is the most organic strategy for me. Once you acknowledge a

thing as known you lose the path to it. Once you assign an object a position in the system, you
only circle the essence without getting any closer to it. | always worked closely with time: a
paintbrush or pencil movement happens in time; hence, each work has its own history. | start
tracing a line, but it might change completely in the blink of an eye. A work in progress is like

a map in flux: borders shift, blur and lose all meaning, or, vice versa, gain tension and implode.
A work appears to grow inward, allowing a viewer to see its history at a glance. The objects

that | question, that is, are not in sharp focus; | look at them sidewise. I'd rather not see things
completed.

We started the conversation with trying to establish what the names of things represent, and

at what stage they might replace the things altogether. Well then, we might do well to avoid
names, and not just because of the risk of memory loss: a desire to find things among the rubble
of identical names also plays a part. After all, “freedom” invoked in vain and “freedom” that is
worth fighting and dying for have identical pronunciation and spelling.

With every drawing | create, | prefer not to know the endpoint. A white surface is like a room

in the dusk, where the outlines of objects are blurred. | wander around, touching some things,
getting hurt by others. But it offers me clear definitions, much finer than bright light affords.
Daylight reality sets too many optical traps masked by the play of light and shadow. Meanwhile,
once you discover an object by touch or stumble across it in the dusk, you realize that it's not an
illusion, that it really exists.

75



76

Bonoanmup byarikos
MantoHok i3 cepii T. I, 2014
200 X 150, TyLU, aKpWA Ha nanepi

Volodymyr Budnikov
Drawing from the T. H. series, 2014
200 X 120, ink, acrylic on paper

BP:

MeHe HacaMnepes LiKaB1Tb He TaK NPOLEC BUSBNEHHS peui, K OTPUMAaHHS CBIfYEHHS TOrO, LLO BOHA iCHYE.
IMOBIPHO, e 1 03HaYaE, K TU KaXeLL, «NepeyennTnca» 3a pid: 1 He bavy, ane MeHi bonaye yepes Hel.

Y «KMIBCbKOMY LLOAEHHWKY>», KW 51, 30AETbCS, HAPELWTI 3aKiHuMNa, 6yNo 6araTo HABMUCHOIO BXXMBAHHS
BiABepTO abCypAHOro abo HepeasibHOro caMe 33415 MaKCMMAbHO TOYHOI diKcaLii peanbHNX

noAin. Tak, napagoKCanbHMM YUHOM, 5 HEMOB6M BUCTaBNANA TEHETA 15 pedi. TakoXK A8 MeHe

6YB BaX/MBUM HabYyTUIA JOCBIA MaoBaHHS, e S 3BepTanacs 40 AyXe KOHKPETHUX NOJiN, Maxe
YHMKaIOYM y3aranbHeHb. Bo y KOHKpPeTHUX NoAigx BifobparKyeTbCa 30BCIM He Liine, SKOro BOHW HibUTO

€ 4aCTKOIO, a iHLIE — TaKe, YOro MM HE MOXEMO 3HATW Hanepes. Y KOHKPETHUX NoAisx, 6€3 CyMHIBY,
TaKOX BUCBIT/IIOEMOCS MU, @ CaMe LLOCh Take yCepeaunHi Hac, NPo siKke MU 1 rafikm He Mann abo 3abynu.
Mig vyac npaui gna MeHe 6yB Ay»XKe BaXKIMBUIM BUOIP: 8 MantoBana NuLie Take KOHKPETHe, Ae Nogis Hibu
3a3npana B MEHe Ta OCBIT/IIOBaNa BCEPEAMHI MEHE TaKe, Yoro 4 AocCi Y cobi He 3Hana.

Y3arani, 1 He4yacTo AMBIOCS Ha pedi NPsMOo, BNpuTy. Konu g obupato peui 33415 306paxeHHs, TO
HamMaratocs Hibu 3abyTh BCe, WO 3HAK0 MNPO HKX, 60fan Ha AesKUI Yac.

Hanpwknag, ons «YKpuTTsa» 9 HAaBMUCHE obupana cuTyalii, aki MoB6W caMi No cobi He MOXKYTb
MPOBILLATN HIYOrO BaXK/IMBOMO Yepes iXHIO 3BUYAMHICTb, 6YAEHHICTb. ANe BAXINBUM 15 MEHE

6yno 3abyTH 9K NPO MUPHY BYAEHHICTb, Tak i NPO BiMHY. PaHille g 3aBXAM 3 NOANBOM i TPUBOT OO
po3amBnanacs ctapi doTorpadii i3 306parkeHHIM MUPHUX CLEH, WO BiabyBanmncs nig 4ac BOeH. A
BiJYyBana HiiKOBICTb, KON He 3HaXOAMNa Ha Umx GOTO HIYOro, KpiM ByaeHHOCTI. Jltoau inu, rynanu

3 AiTbMU, HOCWUM HOPMasbHWIA OfAT, TOBTO iXHSA TPMBOTa i B3arani TOMBOXHA Hanpyra ix yacy 6yna
HEMoOMITHOIO. Y CBOIX po60Tax 3 «YKPUTTS» A HIbU «PO3KapmUIa» KOXKHE 306parkeHHs, HibM nokasana
MUPHE XUTTA Nifl Yac BilHU 3CePEeMHI, KOMM 3BUYHE ICHYBaHHS CMOBHEHE BiauyTTs Hebe3neku Ta
He3saxuleHe, MoB obreyeHa LuKipa.

3BMYaNHO, BAPTO FOBOPUTU TE, HOTO TU HE 3HAELW NPO peui. Lle X Tak NpoCTo: Kou roBopuLl Npo Te,
LLO 3HAELL, HE 3MOXEL YHUKHYTU MOBTOPEHHS, @ OTXKe 1 BTPAaTK CYTi 3a NOBTOPEHHSAM. BapTo MOBYaTH
npo Te, WO 3HaELW, 60 TW NOro BXe CKasaB PaHile, @ OTKe BUKOHAB, YTiNMB. HEMOXINBO BTINNTH LWOCH
Kinibka pasiB, MPUHANMHI LLe HEMOX/IMBO A/19 MOBM XYAOXHWKA. 33415 BTINNEHHS peyi HeOOXiAHO NPONTK
Yyepes He3HaHHSA. Hemae iHWoro wnsxy.

MpaLotoym, S 3aBXAM KaXKy CyTO NPO Te, YOro He 3Hato, 60 MO POBOTY BU3HAYaE BUKOHAHHS 1 X

HISIK He 3MICT. 1 OTPUMYIO Pe3ybTaTh, SKMX LYKAIo, a/1€ BOHU MOXYTb 3'IBUTUCS Y 30BCIM iHLOMY
BUINSAI, 30BCIM HE TakKUMMU, SKMMU 9 YSBASB iX HA MovaTKy po60oTU. BUKOHAHHS — HibW BiAKPUTUIM NpoLec
MUC/IEHHS: Y MOiX pOBOTax MamyKe 3aBXAN BIGKPUTI BCI LUASXU, SKUMW § NLWOB, MPaLOI0YM.

BesnepeyHo, 384015 TOro, abum NPUATK y Micue, A€ TV BXE €, e TW NPOCTO 3apa3 CToil Nepes pivyio, Ky
36MpPaELLCH BUMOBUTU Ha NOBEPXHI, Tpeba ByTH HaA3BMYaNHO YBaXKHUM Ta 06EPEXHUM LOAO KOPAOHIB,
BiIHOCHO fKMX TV BUMPOOOBYELL 3aCObM, LLO iX OBUPAELW AN BUSBEHHS NEBHOI PeYi Ha CMPaBXHICTb.
BnacHe, 4 Malo Ha yBasi KOPAOHW, 3aBASKM AKMM Pid BU3HAYAETbCA Mif 4ac poboTH; 6O K BOHA OCb
NPOoSBASETLCS, 6O K BOHA MOBUMHHA AeCb HapeLwTi 6yTn. Came TuM, WO 5 Ha3mBalo i M Yac poboTw, S
BCTaHOBJ/IIOK il KOOPAMHATU, AKMX HE MOXY 3HaTK Hanepes.

FAKLWLO TOPKHYTUCS HALLOI HUHILIHBOI AIMCHOCTI, MM 3apas3 yCi BTpanuau 4O CUTYyalLi, SKoi He 3HaEMO.
Hanpwknag, M1 4yau Npo BiViHY, ane He 3HaeMO ii. Mn oTpmuManu 3abarato HOBUX pevel, ane iHKou
[oBONi 6e3MopaHi Y iX BU3HAHHI.

LLlo HaM 3aBarka€ BU3HAUNTUCA, e MU 3apa3?

Xi6a M1 MaeMO NpaBoO He BM3HABAaTK Take, WO He PO3yMIiEMO?

MoK MK 3BOMIKANW BIANOBICTN NEpes MUHYIUM, YXKe MaEMO ManbyTHE 30BCIM nopsd. Mn HaMaraemocs
BM3HAYUTW NiHII0 PO3MEXKYBaHHS, HAMaraeMoCh BU3HAUUTUCS, fie CaMe MU 3MIHWUCS, a e ULWNANCS
6e3 3MiH. BoHa MOCTIMHO pyxa€eTbCs, s Mexa. Mu CTOIMO MPOCTO Ha Hil. TifbKM-HO MK 3aX04EMO ii
3adikcyBaTK 33415 CMoKo abo 6iblIoi BNEBHEHOCTI, BNaAeMO ogpasy.

Y Moin poboTi Bce BiAOYBaETLCA AyXKE CXOXE: AOBOAUTLCA MOCTIMHO AOMATU HAMPYTY, WO BUHUKAE
MiXX MOPOXKHBOIO MIOWMHOIO | TakKUM, WO BUHWKAE BHACNIAOK PO6OTHU SiK BUAMME abo [K Take, LLO iICHYE.
OpHak Hanpy»XeHicTb Cnocoby MOEi NpaLi He 3aNeXXUTb NNWE Bif HAA3BMYANMHOIO CTaHy peasnbHUX
nogain, SKM MaeMo 3apas. Npouec MoEei NpaLli 3aBXAN Ma€ NeBHI CTagil «HaA3BMYAMHOrO CTaHy>, iHaKwWwe
po6oTa B3arani He BigbyaeTbcs.

Xiba 'y CMoKirHi YacK M1 He MaeEMO 6€e37i4 peyvel, rOTOBUX BUOYXHYTHU, Xo4a Le 4acTO He MOMITHO
330BHI?

BP:

Konn AoBOAUTLCS FOBOPUTK MPO pevi Nif Yac Kpm3Kn Ta BiiHW, OCOB/IMBO BaXK/IMBUM A1 MEHE €
3aBLAHHSA BU3HAYaTW IXHE MiCLLe SKHaMOGIMbL CYMAIHHO. Y NMepioan 30BHILLHBOrO CMOKOK Hebesneka
3aTpuMaTmcsa abo WOoCh PanToM yTpaTUTU Nif Yac poboTH 34aBanaca MeHi He HaaTo daTanbHOIO.
3apas, KoM Yac PaxyeTbCs MOACBKUMU XUTTAMU, PYMHYBAHHAMU, LLOAEHHUMI 3BiTaMM 3 NiHii PPOHTY,
MEHi 30a€TbCS 3TOYNHHUM BYTU HEYBAXKHOIO YK BTPATUTU LLOCh i3 BAXIMBOIO 3a 6pakoM MUIbHOCTI,
6paKkoM MOCTINHOI FOTOBHOCTI AMBUTUCS, 6a4NTH, PO3PI3HATU. 1 MoYasa NOMiYaTH Le He CTiNbKK Yepes
BiAMOBIAANbHICTb, CKi/TbKK Yepes Te, WO HbaraTo peven, aKi g BifWwyKyBaia paHille y HaUnoTaEMHILINX

VR:

I'm interested not so much in discovering an object as in obtaining evidence of its existence.
That's what you might mean by "stumbling” across a thing: | don't necessarily see it, but it hurt
me.

The Kyiv Diary, which, | think, | have finally completed, often used deliberately absurd or
unreal imagery to document real events with utmost precision. Paradoxically, that was my
way of setting the snare for things. | also appreciated the experience of drawing very concrete
events, steering clear of generalizations. Concrete events, after all, reflect not the whole that
they ostensibly belong to but something alien, that which we cannot discover in advance.
Without a doubt, concrete events also reflect us, that is, something within that we have not
grasped or had forgotten. My work on the series pivoted on the crucial choice: | drew only
those concrete events that appeared to look inside me and shine light on things | didn't know
about myself.

Generally speaking, | seldom scrutinize things directly, from up close. Once | choose an object
to paint, I try to forget everything | know about it, at least for the time being.

For example, in the Shelter project | intentionally chose the situations that are so familiar and
mundane that, ostensibly, they can tell us nothing of value. My goal was to forget both the
peaceful everyday life and the war. Old photographs depicting peaceful life during wartime had
always caused me anxiety and discomfort. | felt embarrassed when | saw nothing in them but
everyday life. People ate, went out with their children and dressed well, that is, their fears and
the anxious tension of their era remained invisible. In my works for the Shelter project, | “lit up”
each image, as if showing the peaceful life during wartime from within: familiar routines grew
heavy with a sense of danger, vulnerable like burnt skin.

VB:

Of course, it's well worth stating what is it that you don't know about things. It's easy, really:
when talking about the things that you do know, you cannot avoid repetitions, and then,
meanings get lost in them. It's well worth staying silent about the things that you do know:

if you've said it before, you must have already completed and materialized it. You can only
materialize a thing once, at least when using artistic language. To materialize a thing, you have
to pass through ignorance. There's no other way.

My works speak only about things | don't know, because they are defined by performance
rather than content. | might get the result | expected, but it doesn't necessarily come in the form
that | envisioned when | was starting out. Performance is akin to open-ended thinking: the paths
| took when working remain accessible in my works.

Obviously, to reach the place you already inhabit, the place where you are poised in front of an
object that you ostensibly intend to name, you have to mind the boundaries against which you
might test the methods with which you will establish the authenticity of the object.

In point of fact, | mean the boundaries that defined the object as you worked, when it was
coming into being, because it has to come into being somewhere eventually. | defined its
coordinates, which | couldn't learn beforehand, precisely by naming it as | worked.

Speaking of the present, we all found ourselves in an unfamiliar situation. For instance, we might
have heard of war, but we are not familiar with it. We encountered so many new objects that we
don't always cope well with acknowledging them.

What prevents us from defining our present location?

What about our right not to acknowledge that which we do not understand?

While we dragged our feet before confronting the past, the future crept ever closer. We try to
define lines of contact in order to establish what have changed in us, and what didn't. This line
never stays still. We are balancing on it. We'll fall the moment we try to commit it to paper, be it
for the common good or to set us at ease.

My works document similar processes: | keep wrestling with the tension between blank space
and things that become visible or existent as the result of my work. But the intensity of my

work is contingent not only on the extraordinary situation we are facing. My works always pass
through stages of “states of emergency,” otherwise nothing would ever happen.

Even during the times of peace, many things are poised on the brink of explosion, even if it's not
immediately apparent.

VR:

When talking in the times of crisis and war, | find it of utmost importance to conscientiously allot
each thing its rightful place. The risk of halting or losing something in seemingly peaceful times did
not seem all that fatal. But now, when human lives, devastation and daily reports from the frontline
have become time's currency, it would be a malfeasance to lose something important through
negligence or a lapse in readiness to watch, see, discern. | started to note it not so much out of a
sense of responsibility as out of wonder at seeing the things that | previously wouldn't find outside
of the most hidden shelters come to the surface, gain visibility. The things that used to be confined

Bnapa Panko
13 cepii KWIBCbKMI LWLOAEGHHUK, 2013-2015
29,7 X 21, aKBape/ib, Ky/IbKOBa pyyka Ha nanepi

Vlada Ralko
From the Kyiv Diary series, 2013-2015
29.7 x 21, watercolor, ballpoint pen on paper
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Bnapa Panko
13 cepii KWIBCbKMH WOAEGHHUK, 2013-2015
29,7 X 21, aKBapenb, Ky/bkoBa pyyka Ha nanepi

Vlada Ralko
From the Kyiv Diary series, 2013-2015
29.7 x 21, watercolor, ballpoint pen on paper

CXOBKax, BUMLLAN 3apa3 Ha30BHI, CTanu BUANMUMU. Te, WO paHille MOXKHa 6Y10 BXMBATU 9K MeTadopy,
nepenLLno y peanbHiCTb. MeHe 3aBau Haf3BNYaMHO LiKaBWUIO, WO BiAOYBAETLCA Y PI3HMX YMOBAX

3 MIOAMHOI0, 3 ii TiNOM. 3apa3s TiNo y BUNPOBYBaHHSIX, SKi BOHO OTPUMaso, HibW 3aroBOpPMIO Bronoc.
AKLLO 6YTH TOYHOIO, PeasnbHICTb HIBW 3aroBopmAa Brosoc Yepes Te, WO BigbyBaeTbHCS 3 TiNOM. [puiom
dparMeHTapHOCTI, LLO 5 BXXMBaa MOro y 306payeHHI Tina paHiwe, MOB6M BUMLIOB Y Hally peasbHICTb
nif, 4ac BiMHW — HaNPUKNaL, 3'IBUIUCS BOTHM Ta 3BUYaNHI IIOAM i3 BTPAYEHMMU Yepes BiHY KiHLIBKaMU.
PeanbHicTb Haye caMa 3akpuyana 4o Hac Yepes Take, Lo CTano MOXANBUM NOHBAYNTM Ha BAACHI oY, @
He NPOoCTO 3p0oragatmcs. Y XaHHW ApeHAT 3HaXOAMMO C/oBa NPO BNEBHEHICTb Fete <y GaKkTUYHOMY
iCHYBaHHi NepBiCHOro GeHOMeHY B MOro KOHKPETUL,, SKUW CNif, BifHAUTY 3a CBITOM SIBULL i B IKOMY
,3HaYeHHs" | ABMLLE, CNOBO i PiY, ies Ta 4OCBI4 OyAyTb HEPO3PUBHUMM», Afle, Ha MPOTUBArY, KOu
KapTMHa peanbHoro novana 6yTy HACTINbKKM ACKPABOIO, WO 3arpoXKye 3aTyIMTK BCE, LLO CTOITb 3a

Heto, abo Take, NPOo WO L KAPTUHA BilLly€E, BAPTO 3ragaTth Npo CriBBiAHOWEHHS ICTUHKW Yy TBOPI Ta MOro
peanbHoro 3MIcTy, NPO sike Nucae BanbTep BeHbaMiH Ta 3rigHO 3 SKMM «4MM BinbLl 3HAYYLWMM € BMICT
iICTUHW Y TBOPI, TUM HEMOMITHILIE W IHTUMHILLIE BiH NOB'3aHUI 3 MOTO PEasbHUM 3MICTOM>,

Big noyaTky Xy[oXHboi NPodecinHOi OCBITM HAC HaBYaIM HE AMBUTUCS Ha PeYi, SKi 306paXyeMO,
npsamo. Llen npodecinHmi Npunom y MantoBaHHI, SKMIM 3aCTOCOBYIOTb, bW HE BTPATUTH LiNICHICTb
6aYeHH$, LiKOM CNYLWHWI Yy BUMAAKY, KOMW § BU3HAYAIO 3B'A3KM MK TUM, LLO XO4Y CKas3aTw, i TUM,

gK came 1 36mpatocs e 3pobUTH. Bo X ronoBHE — He YBIMTU NepeavYacHo (3aB4acHO) 10 CTaHy
BMNEBHEHOCTI Y 3HaHHI MPO Piy, AKy NparHeL Ha3BaTn y CBOIN PO6OTI. HEMOXAMBO BU3HAUUTU CYTHICTD,
AVBNAYMCH 6e3nocepeiHbo Ha Piy, gka NoOYMHAE Bigpasy HibK XxoBaTUCS, BTIKATU.

A BXKe 3a3Havana, Wo 36upato Mif Yac MipKyBaHHSA NPO ManbyTHIO CBOKO POBOTY UM He3nocepenHbo nig,
yac pobOTU LLOCH Ha 3PAa30K AOKA3iB iCHYBaHHS pevi, ika MeHe LjikaBuTb, Kpalle HaBiTb, AKLLO Le 6yayTb
HenpsMi 4oKasu, Taki, WO MOXHA LLLe AoAATKOBO PO3ra4aTh Ta CTaBUTU Mif CYMHIB. TyT € BXK/IMBUM
BM3HAYUTWN HAMPSMOK, KyT 30py abo BNacHe HanalwTyBaTh CBOE Ba4YEeHHS NEBHUM YMHOM, abU He
BTPATUTW FOIOBHOMO MNPOCTO B NpoLeci nepefyacHoro ynisHaHHs 1oro.

[Nns MeHe KOHYe BaXKIMBMM € He MiAnacTu nif CroKyCy TOTOXHOCTI BUAMMOTO i pedi, Ky po3rnsgato.
TOTOXHICTb a0 CXOXKICTb HIBM CTaBUTb KParKy, 3akpUBAE ABEPI Mepes TUM, XTO XO4e 3anTK
BCepeauHy. Yepes ue s obupato 3a MaTepian 418 MOBNEHHS Ay)Ke KOHKPETHI pedi, ane 3a ix 4onoMorow
3aBXKAM HaMararcs BUMTK A0 iHWOro — caMe TOoro, WO Y 306paykeHHi BiACyTHE. BiacyTHICTb ronoBHOro
4m 36epiraHHN roNOBHOMO Yy TEMPSABI, TaM, A€ MOro He BUAHO, MOXEe ByTK NOSICHEHa NNLWE TUM, WO NOro
HEMOXK/IMBO 306Pa3nTN, HEMOX/MBO Ha3BaTK MPAMO, Tak CaMO SIK HEMOXK/IMBO 6yN10 Yy BiLOMOMY Midi
NnoAMBUTUCS NPAMO Ha Mefy3y 6€3 pU3MKy CKaM'aHITU (OHIMITU? BTPATUTKN MOBY? piv? cebe?).

BaraTboM NoTpibHa fonoMora y BUrAsai BnisHaBaHHS 3@ MPUHLMMNOM 30BHILLIHbOI NOAIGHOCTI. Ty MOXelLw
onepyBaTW 30BHILLHBOIO NOAIBHICTIO OAHIE peyi Ao IHWOI xiba Wo 33415 PO3MOBM NPO WOCh TPETE,
30BCiM iHWe. CnpsMyBaHHS 40 TaKUX CXOXOCTEN MOXe ByTH IHCTPYMEHTOM YU, KpaLle, XO40M, Yepes
AKNIW PeYi MOYMHAIOTb PYXaTUCS, BUXOAMUTU IO HAC, CTaBaTK Ha SKUCh Yac BUANMUMU. B «YKpUTTi»

1 3BEPHYB YyBary, Wo aTOMHWI BUBYX NOAIOHNI 4O PO3N0rol KPOHM AepeBa abo A0 Napacosbku, gka
pATYE Bil HEroAuW, ane Moek MeTOL 6y10 30BCIM iHLWe. [1eXTo 3ayBaXkmB, WO TOA Y CBOIX MipKYyBaHHSX S
BiA3Ha4MB YOpHOHBUD, i, XO4a 1 30BCIM HE MaB HI4YOro TaKoro Ha yBasi, y NofibHMxX gyMkax 6yna gewmus
npaeau. besnepeyHo, iCTOPUYHO CaMe YOPHOOUbCbKa KaTacTpoda BU3HAUMIA «MOYATOK KiHLA>» i3l
6e3MeyHoro iCHyBaHHS. Y CBOIN MUHYIOPIYHIN Cepii 9 HacnpaBai PO3rNgaaB Taki pevi, Ik 6e3nevHnin
CBIT, | TaKe Micue, ke MOYKHa PO3Mi3HATU K MPUXMCTOK Ta YKPUTTS. MeHe LLiKaBUAM HaBiTb He pedi caMi
no cobi, @ MOX/MBICTb iX iICHYBaHHS. BUXOAUTb, WO TOW rAsigad, KMt BXOMUB NMOCMIXOM NMLWE 3HanoMe
Ta No6ir i3 UMM 3HaMoMMM Ao cebe, BTpaTMB BOAHOYAC i 3HAMOME, 1 TONTOBHE.

MoBa MUCTeLTBa Ma€ ByTu 3BICTKOK. BOHa He No3Havae pevi Ta, 3BICHO X, He BiaA3epKantoe ix. I3 3BicTKo0
HATOMICTb OTPUMYEMO He KOoMito abo BifA3epKaNEHHS pedi, a caMy piy, sika BUXOAMTb 4O HaC Yepes CNoBO
XyLOXHWUKA, BO pevamu, LWo nexxaTb AK 3HaOMI Ha 3BauLLax NaMm'aTi, HE MOXKHa KOPUCTYBaTHCS, HE MOXHA
NigHECTW iX Ha NPaNop K LLHHICTb. 38 HUX HEMOXK/IMBO aHi 6OPOTUCS, aHi TPMMATUCS.

Bonoanmup byaHikos, Bnaga Panko, Kuis. 2016

to metaphors seeped into reality. | always wondered what happened to humans, to human bodies
under different circumstances. The present ordeals made bodies speak, that is, reality seems to
speak through bodily changes. The trope of fragmentation that | used when depicting bodies had
entered reality during wartime, with the appearance of soldiers and civilians who lost their limbs
in hostilities. Reality is howling at us through things that can be seen rather than just guessed at.
Hannah Arendt describes "Goethe's conviction of the factual existence of an Urphaenomen, an
archetypal phenomenon, a concrete thing to be discovered in the world of appearances in which
'significance’ .. and appearance, word and thing, idea and experience, would coincide.” But, to
counter the incursion of a reality so bright that it might outshine everything beyond it or everything
it could portend, we should remember the interplay of truth content and subject matter in a work,
described by Walther Benjamin thus: “the work's truth content is the more relevant the more
inconspicuously and intimately it is bound up with its subject matter."

From the very first days of art school, we've been taught not to look at things we depict directly.
This professional trick that helps to maintain the integrity of vision is equally relevant when
examining the interplay between what | want to say and how | intend to do it. Ultimately, what
matters is that you don't prematurely grow complacent in your knowledge about the thing that
you intend to name in a work. You cannot pin down the essence of a thing while staring at it
head on: it slinks back, fleeing the gaze.

As | said, when conceptualizing a work or during work, in a way, | collect something like
proof that a thing that I'm interested in exists. It is best when said proof is circumstantial and
can be prodded or challenged further. It's essential that | choose a course, perspective or

a way of looking that allows me not to lose track of the primary objective by prematurely
recognizing it.

I'd put the emphasis on resisting the temptation of equating the thing that | am scrutinizing
with its visible aspect. Equations or similarities draw the line, slamming the door shut in the
face of those who seek entrance. For this very reason | choose to speak about very concrete
things, approaching something else, something that is absent in the image, through them.
The only reason to leave out the key thing or to leave it in the dark, where it cannot be
seen, is the fact that it cannot be represented, it cannot be named directly, much like you
could not look straight at Medusa without the risk of turning to stone (turning mum? losing
speech? a thing? yourself?).

VB:

Many need the comfort of recognition based on visual similarities. You may evoke visual
similarities between two objects exclusively in order to discuss something else entirely.
Manipulating such similarities may become a tool, or, better yet, a course that sets things in
motion, leads them out to us and makes them visible, if only for a short while. In Shelter, | put

a nuclear mushroom's similarity to a tree crown or an umbrella on centre stage, but that was
beside the point. Some pointed out that I've touched on Chernobyl in my meditations, but, even
if | meant nothing of the sort, there was something to that rationale. There's little doubt that,
historically, it's the Chernobyl catastrophe that marks “the beginning of an end" of the illusion of
safety. In the last year's series, | focused on the safe world and spaces that may be recognized
as shelters. | was interested not so much in things as such but rather in the preconditions of their
existence. This implies that a viewer who rushed past the paintings, with his glance grasping
only the familiar, lost both the familiar and the essential.

The language of art has to be a revelation. It neither defines things nor, obviously, imitates them.
A revelation grants us not a copy or a mirror reflection of a thing but the thing itself, reaching

for us through artist's word. The things that clutter the graveyards of memory in their familiarity
cannot be used, they cannot become a meaningful rallying cry. You can neither fight for them
nor retain them.

Volodymyr Budnikov, Vlada Ralko, Kyiv. 2016

Bonognmup ByaHikos
ManioHKuM, 2015-2016
60 x 84, Tyw, oniBelp Ha nanepi

Volodymyr Budnikov
Drawings, 2015-2016
60 x 84, inc, pencil on paper

1 Arendt, Hannah. «Introduction. Walther
Benjamin: 1892-1940.» Benjamin,
Walther. Illuminations. Transl. Harry Zohn
New York: Schocken Books, 2007. P.12.

2 Arendt, Hannah. «Introduction. Walther
Benjamin: 1892-1940.» Benjamin,
Walther. Illuminations. Transl. Harry Zohn.
New York: Schocken Books, 2007. P.4
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ManioHok, 2016, Ky/bkOBa pyyka Ha nanepi, 29,7 x 21
Drawing, 2016, ballpoint pen on paper, 29,7 x 21

Naneuka, 2016, akpwn Ha NONOTHI, 200 X 150
Baby Doll, 2016, acrylic on canvas, 200 x 150
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cT. 88-01

p. 88-01

Po3ABOEHHSA, 2016, aKpW/ Ha NOMOTHI, 200 X 300
Splitting, 2016, acrylic on canvas, 200 x 300

3siacK Ta 3BiATH, 2016, aKpWa Ha NONOTHI, 200 X 300
From Here and From There, 2016, acrylic on canvas, 200 x 300

CT.93

p.93

[AMBO 3 pUGHUM pPyNeToM, 2016, aKpu Ha NONOTHI, 200 X 150
Miracle with a Fish Roll, 2016, acrylic on canvas, 200 x 150
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Topc, 2016, akpun Ha NONOTHI, 200 X 150
Torso, 2016, acrylic on canvas, 200 x 150
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AiBYMHKaA Ta CMePTb, 2016, aKpU Ha NOMOTHI, 200 X 150
Girl and Death, 2016, acrylic on canvas, 200 x 150
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YopHa Boga, 2016, akpwa Ha NONOTHI, 200 X 150
Black Water, 2016, acrylic on canvas, 200 x 150

Lafpfohn
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BeHepa Ta Mapc, 2016, akpwn Ha NOOTHI, 200 X 450
Venus and Mars, 2016, acrylic on canvas, 200 x 450
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ManioHoK, 2016, KyNnbkoBa pyyka Ha nanepi, 29,7 x 21
Drawing, 2016, ballpoint pen on paper, 29,7 x 21

AiBunHKa Ta cMepTb, 2016, akpun, Mapkep Ha nanepi, 200 X 150
Girl and Death, 2016, acrylic, marker on paper, 200 x 150
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Mapa, 2016, akpwn, Mapkep Ha nanepi, 200 X 150 MpoekT, 2016, akpun, Mapkep Ha nanepi, 200 X 150
Couple, 2016, acrylic, marker on paper, 200 x 150 Project, 2016, acrylic, marker on paper, 200 x 150
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Mi>x cBoiM i TMM camumMm, 2016, akpu/, Mapkep Ha nanepi, 200 X 150 Yepra, 2016, akpun, Mapkep Ha nanepi, 200 X 150
Between the Self and the Selfsame, 2016, acrylic, marker on paper, 200 x 150 Line, 2016, acrylic, marker on paper, 200 x 150
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MaHump, 2016, akpun, Mapkep Ha nanepi, 200 X 120 «Cokunpa BabUTb BUrOCTPEHUM JIE30M...>»>, 2016, aKpW/, Mapkep Ha nanepi, 200 X 120
Armour, 2016, acrylic, marker on paper, 200 x 120 «An axe beckons with its sharpened blade...»>, 2016, acrylic, marker on paper, 200 x 120
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Exckypcis, 2016, akpun, Mapkep Ha nanepi, 200 X 120
Tour, 2016, acrylic, marker on paper, 200 x 120

Byanb, 2016, akpun, Mapkep Ha nanepi, 75 X 32
Veil, 2016, acrylic, marker on paper, 75 x 32

Byasnb Ta poluka, 2016, akpun, Mapkep Ha nanepi, 75 X 44
Veil and cutting board, 2016, acrylic, marker on paper, 75 x 44

MaHump, 2016, akpwn, MapKkep Ha nanepi, 75 x 32
Armour, 2016, acrylic, marker on paper, 75 x 32
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ManioHKM, 2016, akBapenb, KynbkoBa pyyka Ha nanepi, 29,7 x 21, 29,7 x 63
Drawings, 2016, watercolour, ballpoint pen on paper, 29,7 x 21, 29,7 x 63
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Basa, 2016, akpu/ Ha NOMOTHI, 100 X 100
Base, 2016, acrylic on canvas, 100 x 100
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Tapac / Basa Ha cxopax / 3ynuHKa / Jluca ropa, 2016, akpua Ha MONOTHI, 100 X 100 LLlock /7 ®opma / OcTpis / LUnsx, 2016, akpua Ha NONOTHI, 100 X 100
Taras / Vase on the Stairs / Stop / Lysa Mountain, 2016, acrylic on canvas, 100 x 100 It /7 Shape / Island / Road, 2016, acrylic on canvas, 100 x 100
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Cxoam, 2016, akpui, MapKep Ha MOAoTHI, 20 X 25 CxopM, 2016, akpwa Ha NONOTHI, 100 X 100
Stairs, 2016, acrylic and felt-tip pen on canvas, 20 x 25 Stairs, 2016, acrylic on canvas, 100 x 100
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BOJIOIUMIP BYIHIKOB

HapoawmBscs 1947 poky. Y 1965 poui 3akiHunB PecnybikaHCbKy XyAoXHI0 cepefHio wkony iM. T. . LLeByeHka. YnpoaoBx 1965-1971 pokiB HaB4aBCs B KMIBCbkOMyY
[epXKaBHOMY XyOXHbOMY iHCTUTYTI (MaCTEpPHS akageMika TeTaHn A610HCHKOI). 3 1975 poKy — YneH HauioHanbHOI Crinkm XyLOXHUKIB YKPaiHW. 3acnyeHun aigy
MucTeuTB YKpaiHu. MNpodecop HauioHanbHOI akageMii 06pasoTBOPHOro MUCTeLTBa Ta apxiTekTypu. XXuse i npauioe B KueBi.

Bu6paHi BUcTaBkun

2016 — JIIHIA PO3MEXXYBAHHS (pazom i3 Bnapoto Panko), ranepes
YepsoHeyopHe, Kanis; XY ALWKOJA, HauioHanbHMn My3eit poCincbkoro
MUCTelTBa, Kmis

2015 — YKPUTTS (paszom i3 Bnagoto Panko), ApT-Kuis, MucTeubkmt apceHan, Kuis

2014 — T.T., HauioHanbHum My3sen Tapaca LesyeHka, Kuis; MPVIXINCTOK
MOETA (pa3oM i3 Bnagoto Panko), ranepes YepeoHeuopHe, Karis; MI KPUM,
HALL KPUM, ranepes Bottega, Kutis; YKPAIHCbKIA NAHALLA®T. MO TOM BIK
BIOYALO.., MucTteupkmit apceHan, Kuis

2013 — APT-KWIB, MucTelpkuin apceran, Kuis; BIOA3EPKAIEHHS, Kuiscbka
bieHane Arsenale 2012, LLUALL, Kuie; CIMEKA (pa3om i3 Bnagoto Panko), Benvikunia
CKyNIbNTYPHWI canoH, MucTteupbkuit apcenan, Knis; OB'EKTU, ApT-LeHTp A
[anepes, Kuis

2011 — CIEKA (pa3som i3 Bnagoto Panko), ApT-Kuie, Mucteubkmt apceran, Kuis

2010 — MEVI3AXK. PETPOCIEKTUBA, My3eit pociiichkoro MucTeLTsa, Kuis;
XMAPW, ranepes Bottega, Knis

2009 — PAV, ranepes Bottega, Kuis
2008 — OM'OJIb-OECT, MucTteupkuit apceHan, Kuis

2007 — PUCYHKW, CCN, Ipay, MpaHT CCN, Ipav, MOMOBAHHSA, ApT-ueHTp A
Fanepes, Kvis; BUTBA, ranepes /laspa, Kvis

2006 — HOBI POBOTW, ranepes Atenbe Kapacs, Knis
2005 — METADI3VMKA KOLY, ranepes Naspa, Kuis
2004 — MPOLUABAW, 36POE, MucTelbkuii apceHan, Kuis

BIALA PAIKO

2003 — MEPWA KOJEKUIA, LUBX, Knis; HECKIHHEHHA MOOOPOXK, ranepes
ATenbe Kapacsb, Kvis

2001 — PUCYHKW, ranepes Jlaspa, Knis; BUCTABKA XXMBOTIUCY, ranepes

In der Gerbgruben, ByprenneHg

2000 — HOBI CMPAMYBAHHS, LIBX, Knis; PETPOCIEKTUBA, ranepes /1-apT, Kuis
1999 — OB'EKTW, LleHTp cyvacHoro mucteuTtBa CosiapT, Kuig;

XX XY JOMXHWKIB YKPAIHW. KIHELIb CTONITTH, ranepes Atense Kapacs, Kuis;
TPIEHANE CKYNIBATYPU, LBEX, Knis

1998 — OA3NC, UBX, Knig; 3saHHs XY OOXXHWK POKY, npemis 30107
MEPETWH, lll MixkHapoaH1in apT-decTmBanb, YKpaiHcbkuia giM, Kuis

1997 — KUNST MELLE, Bepnin; WIA REGIA-97, EpdypT; YKNBOIMC,
BMCTaBkoBa 3ana EEG, Bepnin

1996 — YKPAIHCBKMW ABAHIAP/] 1010-1996, OaeHce; BI/IE B BINIOMY, LEX, Kuis

1995 — MNEPCOHA/IbHA BUCTABKA, ranepes Palette, Knese; YXNBOTNC,
ranepes Kunst-Brucke, Bepnin; CEKPET XXINTTH, ranepesa Aninin, Kuis;
MEPCOHAJIbHA BVICTABKA, nanay ErepmanH, Byprennena

1094 — NEPCOHAJIbHA BUCTABKA, ranepes IHTepKOHTHEHTanb, bepniH;
BNCTABKA XXIMBOMINCY, ranepes Cepriv Nonos, Bepnin

1993 — MNEPCOHAJIbHA BUCTABKA, ranepes llogxis, XinToH, BiaeHs;
BNCTABKA XIMBOINCY, ranepes Paicca, EpdypT, MEPCOHANIBHA
BWNCTABKA, ranepes Kec o'EnapHb, Tynysa

1992 — MNEPCOHAJIbHA BUCTABKA, ranepes IHcenbwtpacce, 13, bepniH
1991 — MNEPCOHAJIbHA BUCTABKA, ranepes XaHaecsepbeHg, BigeHb

Hapopaunnacs 1969 poky B Kuesi. B 1987 poui 3akiH4mna Pecny6nikaHCbKy XyAOXHIO cepefHio Wwkony iM. T. I LLleByeHka, B 1994-My — HaLjioHanbHy akagemito
06pa3oTBOPYOro MUCTELTBA Ta apxiTekTypu (MancTepHs npod. B. LLaTtaniHa). YneH HaujoHanbHOI Cinkm xyA0XHWKIB YKpaiHu 3 1994 poky. XXuse Ta npauoe B Kuesi.

Bu6paHi BUcTaBku

2016 — HALWE HAUJIOHAJIBHE TINIO, HaujioHanbHuit My3en Tapaca LesyeHka,
Knis; XYALWKOA, HauioHanbHWit My3en pocCincbkoro Mncteutsa, Kuis;

NHIA PO3MBEXXYBAHHSA (pasom i3 Bonoanmmnpom ByaHikoBuM), ranepes
YepBoHeyopHe, KaHi

2015 — KMIBCBKA LUKOSA - KMIBCBKE BIEHAJE 2015, Kuis; HA MEX,

PinchukArtCentre, Kviis; OUR NATIONAL BODY, galeria Arsenat, Binoctok; YKPUTTS,

ranepes YepsoHeyopHe, Kanig; YABA. PEA/IbHICTb, HauioHanbHWiA yKpaiHCbKmM
my3sen, Kuis; LEST THE TWO SEAS MEET, Museum of Modern Art, Bapwasa

2014 — MPUXNCTOK MOETA (pa3om i3 Bonoanmmnpom by aHikoBmM), ranepes
YepsoHeyopHe, KaHig; T. ., HauioHanbHMi My3eit Tapaca LLUesyeHka, Kuis;
PEOEPEHOYM MPO BUXIA 31 CKNALY MOLACTBA, Teatr Powszechny,
Bapwaga; PREMONITION: UKRAINIAN ART NOW, Saatchi Gallery, longoH; THE
UKRAINIANS, DAAD gallery, Bepnin; THE DROP IN THE OCEAN, Kunstlerhous,
BineHb, THE SHOW WITHIN THE SHOW, MucTeubkuit apceHan, Kuis; Bl
JINCTW, Karas Gallery, Kuis

2013 — MNOBEPXHS, Karas Gallery, Kvis; BCEPEAWHI, Karas Gallery, Kuis

2012 — ClNEKA (pa3om i3 Bonoanmurpom By arikoBuMm), Benmkmin ckynbnTypHMN
canoH, MucTelpkuin apceHan, Kuis; SAHAPOBAHI NOIMNAL, MNepuwa Kuiscbka
bieHane Arsenale (napanenbHa nporpama), Karas Gallery, Kuis; XY AOXHVIKA
MAMOKOTb. A4, Karas Gallery, Kni

2011 — CT1EKA (pasom i3 Bonoanmmnpom byarikosum), ranepes 'yra, MNypsyo;
XNOMYMKIN N OIBYATKA (pasom i3 BonoanmMmnpom ByaHikoBrM), ApT-LeHTP A
[anepesq, Knis

2010 — APT-KMIB, MucTeupkuin apceran, Kuis
2009 — BIMICbKOBWW CAHATOPIN, Karas Gallery, Kuig: TPOCTI PEYI, ApT-Kuis,

YkpaiHcbkmy aim, Knis; 3A34PICTb O PEA/IBHOCTI, Karas Gallery, Kuis;
3HAKW, Bereznitsky gallery, Bepnin; FOrO/b-®ECT, ranepes /laspa, Kuis
2007 — APT-MOCKBA, LIBX, Mocksa; MAE BYTU, ApT-ueHTp A Manepes, Kvis;
LWKINBHA LINTEMKA, ranepes Paperworks, Mocksa; LUKIJTbBHA LTEVKA,
MockoBcbka bieHane, LBX, Mocksa; CTUMEHAIA CCN GRAZ, Npauy

2006 — KOB3AHHYA, ApT-ueHTp A AuzanH, Kuig; BJINM3HIOKW, ranepes Atenbe
Kapacsb, Kuis

2005 — POXXEBE MIUHE, ranepes Atenbe Kapacs, Knis

2004 — MPOCTA NIOANHA, ranepes ATenbe Kapacs, Kuis; KUTANCHKIA

EPOTUYHWMN LLOAEHHWIK, ranepes 'enbmaHa, Mocksa; MPOLLABAW, 3BPOE,
MucTeubkmt apceHan, Knis

2003 — IMEPLIA KONEKLIA, UBEX, Knis; DONUMENTA, PereHcoypr; EMOXA
POMAHTWM3MY, Manau, MUCcTeLTB, J1bBiB

2002 — KUTANCBKN EPOTUYHIN LLOJEHHVIK, ranepes MenbMaHa, Kiuis;
3A CKJTOM, ranepes Atenbe Kapacs, Kuig; [IIBYMHKA, HIMOETKA, JIBYNHKA,
HIM®DETKA, ranepes Rebellminds, Bepnin

2001 — POBOTW HA MATIEPI, ranepes Aninin, Kuis, YXBOMAC, OPOPT, )
ranepes-atense In den Gerbgruben, Byprennerg; NMPEMIA BCEYKPAIHCbBKOI
TPIEHANE XXNBOMWCY, Kuis

2000 — PAI, ranepes Pa, Kuis; HOBI CMPAMYBAHHSA, LIBX, Kuis; 3AMOK
YUMEJILUE, MkHapoaHa pesnaeHuis, UCH Mpara

1997 — KPALI YACW, ranepes Taasio, Kuis; KPALLI HACK, Mysen icTopii Kuesa, Knis
1995 — CKAPEM 3ABYTOI KPAIHW, NliHKonbH-LeHTp, Hblo-Mopk

VOLODYMYR BUDNIKOV

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

of Arts. Lives and works in Kyiv.

Selected exhibitions

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

2015 — SHELTER, Chervonechorne gallery, Art Kyiv, Art arsenal

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

2013 — ART-KYIV, Art Arsenal, Kyiv; REFLECTION, ARSENALE 2012,
Scherbenko Art Centre, Kyiv; HEAT, Grand Sculpture Salon, Art Arsenal,
Kyiv; OBJECTS, Ya-Gallery Art Centre, Kyiv

2011 — HEAT, ART-KYIV, Art Arsenal, Kyiv

2010 — LANDSCAPE. RETROSPECTIVE, Kyiv Museum of Russian art;
CLOUDS, Bottega Gallery, Kyiv

2009 — PARADISE, Bottega Gallery, Kyiv
2008 — GOGOL-FEST, Art Arsenal, Kyiv

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

2006 — NEW WORKS, Karas Gallery, Kyiv

2005 — METAPHISIK OF CODE, Lavra Gallery, Kyiv

2004 — FAREWELL TO ARMS, Art Arsenal, Kyiv

2003 — FIRST COLLECTION, Central House of Artists, Kyiv; INFINITE

VLADA RATKO

JOURNEY, Atelier Karas Gallery, Kyiv

2001 — DRAWINGS, Lavra Gallery, Kyiv; PERSONAL EXHIBITION, In der
Gerbgruben Gallery, Burgenland

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

1009 — OBJECTS, CCA Soviart, Kyiv

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

1998 — OASIS, Central House of Artists, Kyiv

1997 — PERSONAL EXHIBITION, EEG, Berlin

1996 — UKRAINIAN AVANTGARDE 1910-1996, Odence; WHITE IN WHITE,
Central House of Artists, Kyiv

1995 — SECRET OF LIFE, Alipy Gallery, Kyiv; PERSONAL EXHIBITION,
Egermann Palace, Burgenland

1094 — PERSONAL EXHIBITION, Intercontinental Gallery, Berlin;
PERSONAL EXHIBITION, Sergey Popov Gallery, Berlin

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

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

Vlada Ralko was born in 1969 (Kyiv, Ukraine). In 1987 graduated from Kyiv Art School. 1988-1994 — Kyiv State Academy of Arts (Fine Arts Department, coordinator
— professor V. Shatalin). Member of the National Artists’ Union of Ukraine from 1994. Lives and works in Kyiv.

Selected exhibitions

2016 — OUR NATIONAL BODY, National Taras Shevchenko museum, Kyiv;
ART SCHOOL, National museum of russian art, Kyiv; CONTACT LINE (with
Volodymyr Budnikov), Chervonechorne gallery, Kaniv

2015 — THE SCHOOL OF KYIV - KYIV BIENNIAL 2015, Kyiv; ON THE
BOARD, Pinchuk Art Center, Kyiv; OUR NATIONAL BODY, Galeria Arsenat,
Biatystok; SHELTER, Chervonechorne gallery (Art Kyiv, Art arsenal);
FANTASIES. REALITY, National Art museum of Ukraine, Kyiv; LEST THE
TWO SEAS MEET, Museum of Modern Art, Warsaw

2014 — T.H, National Taras Shevchenko museum, Kyiv, POET'S REFUGE
(with Volodymyr Budnikov), Chervonechorne gallery, Kaniv; REFERENDUM
ON WITHDRAWAL FROM THE HUMAN RACE, Teatr Powszechny,
Warsaw; PREMONITION: UKRAINIAN ART NOW, Saatchi Gallery, London;
THE UKRAINIANS, DAAD gallery, Berlin; THE DROP IN THE OCEAN,
Kunstlerhouse, Wienna; THE SHOW WITHIN THE SHOW, Art Arsenal, Kyiv;
\WHITE PAGES, Karas Gallery, Kyiv

2013 — SURFACE, Karas Gallery, Kyiv; INSIDE, Karas Gallery, Kyiv

2012 — HEAT (with Volodymyr Budnikov), Grand Sculpture Salon, Art
Arsenal, Kyiv; FASCINATED LOOK, ARSENALE 2012, Karas Gallery, Kyiv;
ARTISTS DRAW A4, Karas Gallery, Kyiv

2011 — HEAT (with Volodymyr Budnikov), GuGa Gallery, Gurzuf, BOYS AND
GIRLS (with Volodymyr Budnikov), Ya-Gallery Art Centre, Kyiv

2010 — ART-KYIV, Art Arsenal, Kyiv
2009 — MILITARY SANATORIUM, Karas Gallery, Kyiv; SIMPLE THINGS, ART

KYIV, Karas Gallery, Ukrainian House, Kyiv; ENVY TO REALITY, Karas Gallery,

Kyiv; SIGNS, Bereznitsky gallery, Berlin; GOGOL FEST, Lavra Gallery, Kyiv

2007 — TWINS, ART MOSCOW, Karas Gallery, Central House of Artists,
Moscow; MUST HAVE, Ya-Gallery Art Centre, Kyiv; SHOOL WOOL,
Paperworks Gallery, Moscow; SHOOL WOOL, Moscow Biennale, Central
House of Artists, Moscow; SCHOLARSHIP OF CCN GRAZ

2006 — SLIDING, Ya-Gallery Art Centre, Kyiv; TWINS, Atelier Karas Gallery,
Kyiv
2005 — PINK FORTIFITED, Atelier Karas Gallery, Kyiv

2004 — SIMPLE MAN, Atelier Karas Gallery, Kyiv; CHINA EROTIC DIARY,
Guelman Gallery, Moscow; FAREWELL TO ARMS, Art Arsenal, Kyiv

2003 — FIRST COLLECTION, Central House of Artists, Kyiv; DONUMENTA,
Regensburg; AGE OF ROMANTICISM, Palace of Fine Arts, Lviv

2002 — CHINA EROTIC DIARY, Guelman Gallery, Kyiv; BEHIND THE
SCREEN, Atelier Karas Gallery, Kyiv; GIRLS, NYMPHETTES, Rebell Minds
Gallery, Berlin

2001 — WORKS ON PAPER, Alipy Gallery, Kyiv; PAINTING, ETCHING, In
den Gerbgruben Gallery, Burgenland; PRIZE OF UKRAINIAN TRIENNALE
OF PAINTING, Kyiv

2000 — PARADIZE, Ra Gallery, Kyiv; NEW TRENDS, Central House of
Artists, Kyiv; CHIMELICE CUSTLE RESIDENCE, CCA, Prague

1997 — BETTER TIMES, Tadzio Gallery, Kyiv; BETTER TIMES, Museum of
Kyiv History, Kyiv

1995 — TREASURES OF FORGOTTEN COUNTRY, Lincoln Center, NY
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