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OOPMA NOPOMHENI
-0RM Ot EMPTINESS

LLlo Take cyHacHa CRyNbNTypa? Y 4oMy KprTtepli 1 cy4acHoCTI? OOHO3Ha4YHOI BIAMOBIAI,
MabyTb, OYTV He MOre — Mpasuna 1i Iy CTaloTb Bee BibLiue 1 BinbLUe PO3MATUMML
BoHa He 060B'A3KOBO aCOLIIDETLCA 3 HOPMOTBOPHICTIO AK TaKOoIO. Y HaMLLIMPLLIOMY
CEHCI, L|e CTBOPEHHA TPUMIPHMX 0B6'eKTIB abo cnelmdiHHoro cepefopviLLa. HepiaKo
CKYMBMTOPK He NINNATL | He PI3LOATH, ane BUKOPKICTOBYIOTL MPUMoM «ready-made
KOMaryloum Mareplan/ abo pedl, BIAKPYBAIOHM 3 HE3BUYHOI CTOPOHM 3BUYa-
HI BMIPW MPEAMETHOCTI Ta CMUCNY. 3BVKHYBLLIM [0 LIbOro, TM AMBHILLIE 3yCTPITU
BUHATOK 13 MpaBWna: Konv CKyNbNTypa — Lie came crynbntypa. Gopma y npocTopl. |
npOCTIp Yy GopMi. OCMUCNEHHA BeHOMEHY IXHBOIO ICHYBaHHA Ta B3aeMHOI 0OyMoB/e-
HOCTI. BBarKaeTLCA, LU0 Cy4acHe MUCTELTBO — 6e3mepepBH/i MpoLiec BUAO3MIH Ta
BMXO[Y 3a paMKm cebe camoro. BoHo 3mylLieHe niaraHATY cebe IMNepaTvBoM pyxy
BHOPALLHI PaMKM CaMOPO3YMIHHA CbOrOAHI, MOBIAB, 3aCTapiBaI0Th, ane Y Tak Le?
OKpIM aKTVWBHOIO, ICHYE LLie M CROrnANanbHA LLINAX MI3HaHHA: LL0O NpocyBaTUCA
Brepen, cia 3yMYHATUCA 1 MPUCyXatncA Ao cebe. JTorika KynsTypHOro PO3BUTKY
BIOPI3HAETLCA BIA MPOrPECKCTCHHOI NOTIKM PO3BUTHY MaTeplanbHoro (xada | BoHa
TaKOMK [aBHO MIAAAETHCA CYMHIBY) — LiE MOBEPHEHHA OHOMO M TOr0 M

What is contemporary sculpture? What are criteria of its modernity? Probably, there
cannot be any definite answer — rules of its game are becoming rmore and more vague.
Itis not necessarily associated with form creation itself. In the broadest sense it is the
creation of three-dimensional objects or a specific environment. Often sculptors do
not model and sculpture, but use the'ready-made” technique: by collaging materials
or things they open usual dimensions of subjects and sense from unusual side.
Having got used to this, it is even more amazing to come across exceptions from the
rule —when a sculpture Is just a sculpture. A form in space. And the space in form. It
Is comprehension of the phenomenon of their coexistence and mutual conditionality.
It is commonly supposed that modern art is & continuous process of variations and
it always breaks its own boundaries. It has to whip itself up by motion imperative
today yesterday's scopes of self-understanding are supposedly becoming obsolete,
but Is It true? Besides of active one, there Is a contemplative way of cognition: in
order to move forward one should stop and listen to themselves. The logic of cultural
development is different from progressive logic of material development (though it
has been called in question) — it is return of one and the same.
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Be3 KIHLA po34MLLETV MPOCTIP BIA CTapyix GopM — 3aHATTA BTOMAMBE. []anero npocTi-
LLIe MepeoCMACIIUTA IX Y HOBOMY HITIOMI: HAMPUKNAaA, NIAAaTV CYMHIBY IX ICHYBaHHA AK
Tare. € XyOoHHVKM-TDAAVILIOHANICTY, € «paduKanbHl» HOBATOPK, AKI CBATO BIPATH
Y MOMIMBICTb HOBU3HIA, | € Ti, XTO LLIYKaE 6anaHc, MpaLioioq Ha Meri aKTyanbHOro
npoLiecy | ToaaviLii, CipyMaloH i He MoBepXHeBO. T M BINbLLIE, LLIO MEXaHI3M IHHO-
BaLil MPOACHeHY | AeMICTUQIKOBaHY: HOBE HabyBaEe CTaTyCy TaKOro uLLe Ha GoHI
KyNbTypHOrO apxisy (b. I'poc). MorHa NPOAOBHIATLA: HOBE MOHHAE BUTATA 3 LibOr0
MK @pXIBY, BOHO CTa€ TaKM Ha GoHI aKTyansHoro npotecy. LLnAx 6anaHcy Brbrpae
Hazap binvk: BIH He MparHe [0 30BHILLHIX ePerTHX GopMansHKX BULLIYKYBaHb, 3a-
JMILLGI0YCE Y PaMKax akafeMIHHOr0 PO3yMIHHA GOpMUL. | CTBOPIOE CHyNbMTYPY 6e3-
TYPOOTHO-CMOKIVHY 3@ MAACTUYHOIO MOBOIO | KOHLIEMTYabHO HanoBHeHy. He3sarkalio-
YW Ha CBOIO IHTENEKTYarbHY EMHICTb, Lie CamMe CHYNbMTYPa, @ He Taruii cobl 00 EXTHAM
répua. MNocniaosHa, BMOYAyBaHa Ha HioaHcax, poboTta 3 Gopmoio. TpaauuiiHa MoBa
CKYNBNTYPW Y BEPCI 100 TBOPHOCTI MK HIAK He BUYepraHa: BIAKPTY B HEOMY HOBI pe-
3epBY/ Habarato CKNaAHILLIE, HIMK BIOMOBUTUCA B, LIOMO «CTapOMOAHO-HEMOCTYIm-
BOr0 MeflyMy» B3arafl. IcHye CTepeaTin il «HerHyHKOCTI» — BOHa, MOBAB, 3aHaATO Ma-
TeplansHa, LLod BCTUraTK 3a BCiMa BIAHHAMM HALLIOMO IHPOPMALIMHO NepeHac4eHoro
4acy. Hacy, Lo HapOLLIYE BIPTYanbHI BAMIDW, Yacy HaapeansHol 11103, L0 NepexoauTs
13 3D-azu B HaCTynHy... BYpasHi MOMIMBOCTI CRyNLMTYPU | CrIpaBal 0bMereH. Tomy
TOW, XTO 3p06OVB CBIM BVOID Ha KOPUCTH TOMO, LLIOO 3aNMLLATVCA CKYNbMTOPOM, 3MyLLIe-
HM He BIraT B MOLLYKaX, He THATVCA 33 IMI030PHMM, ane 3yrHATUCA Ha CyTHICHOMY. .
TBopW Hazapa binvka 3aHypIoioTb Hac y CTaH BHYTPILLIHLO! TULLIL Lleit cTaH nocTy-
MOBOIO CMYCTOLLEHHA MOCYAWHI BHYTPILLIHBOIO 3MICTY, 3apaam OTPVMaHHA ACHOCTI
ICTUHHOMO 6adeHHsA, OyHe CXOM Ha MeauTauiin. CTBOPIoIOYM | MOTIM PYHYIOHMA
«KaCKaaW BCECBITIB, TOM, XTO MEeUTYE, MPUXOAUTE [0 HEBUAVMOrO BUTORY BIAOVIMO-
O CBITY, [0 M0ro TBOPHOro Havana. I'lo4aTkoBICTs Mpo30pa | ek NOMITHa, HarnoBHe-
Ha I nycTa. Lle AckpaBuii 06pas BULLIOI LIINICHOCTI CBITY, BOHa MOTEHLIMHO MICTUTL Yy CObI
BCIO PI3HOMAHITHICT MOro GopM. CrycTOLLEHHA, AK MaTPULA CBITOCMPUMHATTA, He €,
Hacnpael, AOBILHOIO MPOEKLIED Ha MUCTELTBO Byaam3My abo Aaockamy. CHopi-
LLe, Lie anodatuka XpUCTVAHCHROT TpaavLT lioHiciA ApeonariTa | Moro HeraTMBHOMo
LLINAXY NI3HaHHA. BIOCIKaHHA BY3HaYeHb BIAKPYBAE HAABHICTE BNACTVBOCTEM.
BIAYyTTA IMI030PHOCTI CBITY BYHVKAE Came Mo CobI | Hade HI3BIAKML | Liert nornAan
MPOHU3MIVIBO PEANbHAM: B YKPAIHCBKOMY KOHTEKCTI, HaMpUKAaa, \y Mi3HIM TBOPHYOCTI
OnekcaHapa MHANMLBKOMO, AKMIA Ha CBOIX MOIOTHAX 3p0OKB BUAMMUM «DO3PVBY.
[NepeTiKaHHA MyCTOro | HANOBHEHOI O, 00'eEMY | CepeIoBKLLIA, aTOMIB | MPOCTOPY, HOY-
MEHaMbHOro | PeHOMEHaNBHOMo, BAAMMOIO | HEBUAVMOTO, GOPM | aHTUGOPM — Lie Ta
I0eA, Ha AKIM NOCIA0BHO, KPOK 33 KPOKOM, QIKCYETLCA TBOPHICTL binvKa.
Crynermypa «[JoLLy — e 3ynrHKa Yacy, Girypa HomnoBIKa 3acTVrae B HepyXOMOCTI,
NOBNAY MIAHATYM [0 Heba 0ONMHHAM HParmio AOLLY. V10ro CTaH CXOMAA Ha MeperHii-
BaHHA Cranaxy 0CAAHHA, KONV CRIMMaHO BIOHYTTA BCIEI MOBHOTU ICHYBAaHHA B «HEICHY-
I04OMy» ChoroAeHHI. LLe bnarkeHH ABryCTH 03BYy-IB 3axiaHy NIHIMHY KOHLENLIo
4acy, AKa B NMoAaNkLLIOMY BTINNACA B METAMOPI «CTPINM»: ChOrOAEHHA HEMAE, € MMLLIe
MUHYNE 33 HaMW | MarByTHE nonepey Hac. Y CxXIaHIN, He pedneKc BHIK, ane ByTTeERIN
TPAAVILi, HABNAKW, He ICHYE HIYOrO, OKPIM TeNepPILLIHEOr0 MoMeHTy. Came B Hilt 3aKna-

Clearing the space of old forms is a tiresome pursuit. It is much easier to reconsider
them in a new way, for example, to doubt their existence itself. There are artists-
traditionalists, there are ‘radical” innovators, who strongly believe in an opportunity
of novelty, there are those who look for a balance working on the edge of actual
process and tradition, apprehending it not superficially. Furthermore, a mechanism
of Innovation Is cleared up and demystified: the new acquires such status only on the
background of cultural archive (B. Groys). It can be continued: the new can be retrieved
from that archive, it Is becoming the same on the background of the actual process.
Nazar Bilyk chooses the balanced way: he does not seek for external spectacular
formal fancies, staying within the scopes of academic understanding of forms. And
he creates sculpture that is serenely tranquil by plastic style and conceptually rich.
Despite its intellectual content, it is actually sculpture, but not its objective hybrid. It
Is consistent, nuance-built work with the form. In his version of creativity traditional
language of sculpture is by no means exhausted: 1t is much more complicated to
open new reserves In it than to reject this “old-fashioned and tenacious medium’
at all. There Is a stereatype of its “inflexibility” — it Is supposedly too material to keep
up with all trends of our time of oversaturation of information. It is the time that is
building up virtual dmensions, time of super-real illusion proceeding from 3D-phase
to the next one... Indeed, expressive possibilities of sculpture are limited. Therefore,
those who made their choice in favour of being a sculptor have to stop rushing in
pursuit of something ephemeral, as they should concentrate on the essence.

Works of Nazar Bilyk immerse us into a state of inner silence. This state of gradual
emptying of a vessel of inner content, In order to find clanity of genuine visions, is
close to meditation. By creating and then destroying of ‘cascades of universes’ the
meditative artist comes to an invisible source of the visible world, to its creative source.
Primordiality Is transparent and hardly perceptible, filled and empty. It is a bright
Image of world integrity, it potentially contains all variety of its forms. Devastation as
a matrix of world perception Is not indeed a conventional projection onto the art of
Buddhism or Taoism. It Is rather apophatic theology of Christian tradition of Dionysius
the Areopagite and his negative way of cognition. Severance of definitions opens
avallability of properties.

Sensation of world illusiveness emerges by itself and from nowhere. And this view
Is shrilly real: in Ukrainian context it can be seen in late works of Aleksandr Gnilitsky,
who made the “severance” visible on his canvases... Flow of empty and filled volume
and environment, atoms and space, noumenal and phenormenal, visible and invisible,
forms and antiforms — it is the idea on which works of Bilyk are successively focused.

The sculpture "Rain” Is a stop of time, a male figure stiffens in immobility trying to
catch a drop of rain by his face raised to the sky. His state Is similar to experiencing
a flash of insight, when in the non-existing” present the feeling of the fullness of
existence Is caught St Augustine defined the Western linear concept of time that
was later realized in an “arrow’ metaphor: there Is no present time, there is only the
past behind us, and the future before us. On the contrary, In the Eastern tradition,
which Is not reflexive but prevailing one, there is nothing except for the present
moment It is the tradition which is based on the notions of conscious existence and
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[eHO MOHATTA YCBIAOMNEHOr O ICHYBaHHSA, YCBIAOMIEHOr0 MPOHMBAHHA OOHOMOMEHT-
HOMO: HI MUHYOIO, HI MalbyTHHOMO HEMAE, 3HAYEHHA MaE LLIE «TYT | 33pa3y... YMOBHO
MponpaLikoBaHa BpOH30Ba YOMOBIHa GIrypa CBOEIO MIAKPECEHOI0 BEPTUKANIIO CMO-
NYHAE 3eMHAM | HebeCHMI pIBHI. Ti3HILLE CKyNbMTYPa BAAN0 BIVCANacA B NaHALLIAPT:
BOHa byna BCTaHoBNeHa Ha [ ler3arHii anel, nepeTHaIo- NIHI0 FOPU30HTY. [ IraHTChb-
Ka KpannA AOLLY Ha 064l NIoAVHM BUINAAAE AK bnarocnoBeHHA. LA KpannA Hara-
JIVE Tary CODI MUCAYY CYBCTAHLIII, «MO30K», LLIO NepebyBae Yy CBITI, a He BcepeauHI « .

Cepia CRyNbATYP, YMOBHO «3aMaAHMX» Y KyOu 3 MOIeQIpHYX CMOP, — LLIe OAVH KPOK,
LLIO HABMMHAE HAC A0 CyTI BATAMHYTI HIHOYE Ta HOMoBIHa GIrypu it TO 3aMHHEHI, YK
TO 3aHypeH B MepexT/BI aKBapiymu: bopMa ABNeHa He be3nocepeHeo, ane Kpisb
CHNAHY BYKPUBAEHY 0B0M0HKY. KOHTYpY 06 €MIB PO3HMHAIOTLCA, MOMMHAIOTHCA XAT-
KM CEPEAOBALLIEM — BOHO B LIbOMY BI3yansHOMY CMEKTarsl, MabyTs, BIAIMPAE ro-
NOBHY POSib. 3raflyeTbCa «CHMNAHA YTOMIA», L0 BOMOAIE YMaMU B KIHL XIX-nepLuir
MonoBVHI XX CTOMITTA — 0COOMBO ACKPaBO BOHA BINOOPa3/nacA B apxITeKTypl Ta
(GaHTaCTVHHIN NiTepaTypl. 3aBAAKM 11 MOAEeNs B3HEHHA «KPI3b CKNO» OTPVIMarna CBOIO
BKOPIHEHY CUMBOMIKY. CKMO aHIrnioe rpyby MareplansHICTs GopMIA, MIAHOCAYA 1T B
IneansHU pericTp. Lie mepexia B IHLLIAA CTaH Ta IHLLMA BUMIP, e 30BHILLHIM 3B'A30K
33 [0MOMOroI0 peYert 3aMIHIOETLCA BHYTPILLIHIM — Yepe3 cepefoBuLLIe, MOpOorHKHe-
4y, AKa 30MPAE BOEAVHO MHOMMHHICTL ABULLL KpYCTan Aae MOMMBICTE MOOBAHNTY
BIOPa3y AeKiNbHa ParypciB 3 ofHiel Toukm 30py. GopMa OpobuTscA — Lie He hopma,
ane 11 NyHa, BIAMOMIH, Kona Ha Bofl. MartepiansHui cBIT oHoro pasy Baano bys Ha-
3BaHM «CBITOM fTyHOBYTTA» (C. Topy).

Y CBOEMY HIBUTO «MPOrPECUBHOMY» DO3BUTRY 3 APYrol MonoBuHKM XIX cTonitTA
CRYMBMTYPa NeperHna 6e3niH 30BHILLHIX MeTamMopho3 — IMMPECIOHI3M, KyBI3M, KOH-
CTPYKTVBI3M, MIHIManiaM — dopma Apobunaca, namanaca, peayKysanaca, abcrpa-
ryBanaca. [epBUHHM IMNYIECOM LIKX 3MIH BYB HOBUIM, AeMaTepianizyioumi hopmy
OMTUHHAM KaHOH: 3MILLIEHHA TO4KM 30pY 3 camol OpMKM Ha cepefoBVLLIE, MPOCTIP —
Tenep BOHV rpaBLl Ha piBHKX. OHa 3 pobIT cepil Ha3MBAETHCA «Tyau» — YOMIOBIMA
birypa BxoauTh, BIBIAHHYETHCA B KyD, AK B IHLLMA BAMID: Y LI5OMY HACUTbHIILIBKOMY
BMPOBaAHKEHHI CaM CRYIBMTOP NMOOAHMB «ICTOPUHHIAY KOHDAIKT» MPEAMETHOrO M-
CTelTBa Ta abCTPaKTHOMO, AKE MEeHETUYHO 3HAYHO BKHYe J0 MycToTU. Kybu ToHi
CMmiITa — e 1mcTa abcTpaKLis, cnycTolleHa Gopma, MOBYa3Ha MPUCYTHICTL, BOHA He
Hece B COBI HIAKKX «CTOPOHHIX CMUCTIBY, AK, YTIM, | cM/cIB B3arani. LLle paHiue, Ma-
NeBV4 CTBOPVB MPoobpa3s LIEl MPUCYTHOCTI, YHIBepcansHy GopMy KBaapata — Gopmy,
AKa BMILLIyE B cebe BCe, MyCTy | HAMOBHEHY 0AHOHACHO.

|, HapeLUT, HabINbLLI NOCAIA0BHO OIaneKTUKa «ICHYBaHHA-HEICHYBaHHA» GOpM Y
Binvka BTinnnaca B cepil «AHTGOPMU» — 00'EM | MOPOHKHEYA B HI MIHAIOTHCA MIC-
LAMA. MU 3BVIKAK [0 TOTO, LLIO BCE, LLIO Ma€E MPePIKC «aHTU-», HafINeHe HeratBHUM
3MICTOM. AHTUOPMA — Lie He hopma. He 30BCIM TaK — Lie dopma | MoporkHeYa 0fHo-
YacHO. 3HOBY K, CNOCIO MUCIEHHA, LLIO 3anepedye ICHYBaHHA Y0roch HaneBHo: CBIT
ICHYE | He ICHYE OHOYACcHO.

Dopma € NoporkHeYa, MoporkHeya € hopma. Hemae GopmMu, OKpIM MOPOHHEYI, He-
MaE MOPOHKHEHI, OKPIM GOPMI. Tak camo | MOHyTTA, AyMKIA, eHePrl | CBIOOMICTb B Ma-
ral0Thb HAMOBHEHHA,
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conscious experience of the present moment: there is no past and no future, only
the present moment matters.. By its underlined vertical line conditionally worked out
bronze male figure combines ground and heavenly levels. As a result, the sculpture
has perfectly blended with the landscape: it was installed at Peyzazhna Alley in Kylv,
crossing the skyline. The enormous drop of rain on the man's face looks like blessing,
This drop resembles a thinking substance, ‘brain” existing in the world, but not inside
of the ego

A series of sculptures that are conventionally sealed in cubes of polyester resin
Is one more step that brings us closer to the essence. Elongated male and female
figures are either cloistered or immersed Into shimmering aguariums: the form is
expressed not directly, but through a glass distorting cover. Contours of volurmes are
dissolved, absarbed by a loose environment — probably in this visual performance it
plays the main role. It resembles the “glass utopia” that reigned over minds at the
end of XIX-the first half of XX century — it especially affected architecture and fantastic
literature. Due to the literature of this genre, a maodel of vision ‘through glass” obtained
Its Ingrained symbolism. Glass annihilates rough materiality of the form putting it
into an ideal register. This transition into another state and another dmension where
external connection by means of things is replaced by the internal one — through
the environment, emptiness aggregating plurality of phenomena. A crystal makes it
possible to see simultaneously several foreshortenings from one point. The form is
subdivided — it is not the form, but its echo, repercussion, like rings in the water. Once
the material world was aptly called ‘the world of echo-being” (S. Toru).

From the second half of XIX century in its supposedly “progressive” development
sculpture experienced a number of external metamorphoses — impressionism,
cubism, constructivism, minimalism — the form was subdivided, broken, reduced,
abstracted The primary impulse of these changes was a new optical canon
dematerialising the form: shift of focus from the form to the environment and space —
now they are equal players. One of works of the series is called “Thither” — a male
flgure enters, screws Into a cube, as into another dimension: In this forcible intrusion
the sculptor himself saw a ‘historic conflict” of subjective and abstract art that is
genetically closer to emptiness. Cubes of Tony Smith are the examples of absolute
abstraction, where the emptied form and silent presence carry no ‘extraneous
meanings” and no meaning at all Earlier Malevich created a prototype of this
presence, the universal form of square — the form that contains In itself everything,
which is empty and filled at the same time.

And finally, Bilyk most consistently embodied the dialectic of ‘existence — non-
existence” of forms in a series called "Antiforms’, where volume and emptiness have
exchanged places. We've got used to a fact that everything that has the prefix “anti-"
has a negative sense. The antiform is not a form. It is not exactly the truth, it is the
form and emptiness at the same time. Again it is a way of thinking which denies the
existence of something for sure: the world exists and does not exist at the same time.

“The form Is emptiness, the emptiness is the form. There is no form except for
the emptiness, and there Is no emptiness except for the form. The same refers to
feelings, thoughts, energy and understanding, they require filling.
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CAHTNDOPMU» — «0BPATHA» 3BUHAMHOMO 300paHEHHA. [PIMOM, LLIO BUROPVICTOBYETH-
CA ANA 3HATTA OpMU Mifd Yac 1I BIAWBaHHA, OTPUMYE CaMOoLliHHICTL. [NincoBa 6ina
aHTMhOPMa, 060MOHKA, BCepeauHi AKOI «BIAOVBAIOTLCAY YaCTVHA 0OMMYYA, Haraaye
LUKapanyry ARUA | € MeTahopoIo MeUHa — PO30MBAIOHMCH, BiH OMONIOE BIACYTHICTL
BMicTy. DopMa BUKPMBAETLCA — Y MPAMOMY | MepeHOCHOMY 3HaYeHHAX Biopasy..
Yonosiva Girypa YTBOPIOE PO3KAAPOBHY O3EPHaNbHX BOABNEHMX BIAOUTHIB. TyT
Ta cama igeA: dopMa — nuLe nyHa. yrke rapHi MiHIManCTUYHI aHTPENBEDK, LLIO
BIA3HAYaI0TL MPVICYTHICTL MOPOHKHEYT CRPI3b — Y AETanAx CTapol apxiTexTypu abo B
NACTO3HI MOBEPXHI HMBOMMCHONO NonoTHa. Li poboTi HaBoAATL Ha AyMKY Mpo Te,
HACKINBHM GaraToNMKa MoPOrHEeYa, AKLLIO MOHKHA TaK BICNIOBUTMCA. PO3pI3HAETLCA
NOPOHKHEeYa BHYTRILUHBOrO (CBIAOMOCTI) | MOPOH{HEYa 30BHILLIHBOrO (00'EKTIB), Mo-
POMHHEYa BHYTPILLHB0-30BHILLHBOMO (Mi3HAHHA | CAMONI3HaHHSA) |, HAPELLTI, MOPOH-
HeYa MOBHOTW, AKa MaE TPaHCLIEHAEHTHY MPVPOAY..

CepiA «EMHOCTI» LLie BinbLUe «3annyTye Cigu» B HECKIHYeHHIM mpi nepesepTaH-
HA XMCTHKOMO 3Ha4eHHs — aHTMGopMa HabyBae repanbAnYHOl BeHaBoCTi. «AH-
TNOCTATi», TOOTO, «MYCTi MICLIA», 3HAKM BIACYTHOCT, LLO «CMAATb» HIBUTO Ha TPOHI,
CMETPUYHO BIAOVBAIOTLCA OQWH B OAHOMY, MOCUNIOIOTL OAVH OAHOMO, YTBOPIOIOUM
MaridH/ NPOCTIP. 3aMKHYTe KOO aHirAALT 30BHILUHBOM0. Kono noporHedi. LliH-
HICTb BIACYTHOCTI He MPOCTO MiAKPECTIOETHCA, BOHa MOHYMeHTaNI3yeTbeA. Crianaxye
ICKpa IpOHIl: 30aBanocA 6, EMHICTS MaE Ha yBasi 060B'A3KOBY HaABHICTL 3MICTY — BOHa
anpiopi Npvi3HadeHa 4nA Horock, «CBATe MicLe» GopMU MyCTVM He BYBaE, ane H BOHO
MycTe | He MICTUTL HIYOro, OKPIM camoro cebe. ToUHILLIe, BOHO HaMOBHeHe MopoHHe-
Yelo — | LA MeTadi3iuHa, abconioTHa [oporHeYa PO3KPMBAETLCA, HEMOB KBITHA. .

OcTaHHi poboTi BinuKa, AKi 3podneHi Usoro Nita Ha cMNO3iyMi CyYacHOro MiC-
TeLTBa Ha OCTPOBI Biplodnii, yrre abconioTHO 3 iHLLOT onepu. Lie HoBa TouKa BIgniky,
AKa NPOTUNEMHHA «a@RadeMIYHOMY Nepiody» 38 MOBOIO | CTUAICTVKOI. FIK He AVBHO, Lii
pedi Ter BRNaaaioTeCA B MOPOMHHEHHY MaTPVLIIO: MOro BiAYYTTA MPOCTOPOBOI OpieH-
Talil cNpaLboBye Nid 4ac NOCTaHOBKM 3adad 6yOb-AKOrO PIBHA CHNaOHOCTI. AHyp-
HU «HeBog» — iHCTanALIA 3 ByaiBebHX KaPKaCiB, Mae CRyryBaTV HaradyBaHHAM
MNP0 BPAKOHLEPCHRIM BUNOB PUbW. [ 1AAa4EBI AOCUTL CHNAAHO 3 PIBHA TOHHMX Ma-
Tepil CnycTUTICA Ha PiBEHL NOOYTOBKX Ta COLYaNbHMX Peaniv, Ta LUboro i He MOoTRIBHO.
«HeBoa» HACKINBHM GOPMANLHO CYBOPIM | ACKETUYHA, LLIO AK | PaHiLLe NOBUTL Mo-
POrHHeYy. BoHa «CBUCTUTL Y HbOMY: CBIT YNOQIOHEHWI MraHTCbKOMY KOMY Ha BCeneH-
CbKOMY MPOTA3I, MOPOHKHEYa AVXAE 3 YCIX MO0 LLiMMH... CTRYKTYPHICTb L€l IHCTanALil
BIANPaBNAE A0 CyrnpemMaTUqHol FeoMeTRIN — FeoMeTRIN BULLIMX CYTHOCTEN. Mir IHLLVM,
KOM{Ha MOHOPIAHIBCbKA PeLLTKa Byna Moaennio yHIBepCyMy, NepeT HaHHAM Heba i
3eMi. AK He AVBHO, L YaCTUHM «Ky/IETYPHOrO 6arary» BarHO BIOKUHYTU | B LIbOMY
pa3i — BOHV HAMNoONernvBo 3aABNAI0TL MPO Ce6e, OCKINbHM CRYBMTOP BUCIOBMIOETHCA
BICORMM CTUNEM>. TOMY, AKKM O LLIAAXOM BIH He MILLIOB 43N — GOPManbHUX TOHKO-
LLIIB ab0 paaVKansHOro eXCNepUMEHTY — MOXKHa BNIeBHEHO CTBEpAHYBATY, LLIO Nia-
CTUYHA KYNBTYPA, BIAYYTTA TaKTY | 30aTHICTL 6a4MTU HEBMOVMME M0ro He 30a0ATb..

Bikmopia bypnaxa
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The "Antiforms” Is a reverse side of the usual iImage. A mould, which is used for
creating the form, gets its own value. The white gypsum antiform, shell, inside of
which parts of the face are “printed’, resembles an egg shell and 1t is also a jug
metaphor — when it is broken, it reveals the absence of content The form s
exposed — in direct and indirect meaning at the same time... The male figure creates
a shooting sheet of reflecting pressed prints. Here is the same idea: the form Is just
an echo. Minimalistic anti-reliefs noting presence of the emptiness everywhere (in
detalls of old architecture or in pastous surface of a canvas) are very beautiful. These
works make one think of the void and how many faces it can have. There can be
differentiated the emptiness of the inner (consciousness) and the outer (objects),
emptiness of the Inner and the outer (understanding and self-knowledge) and finally,
the emptiness of fullness that has transcendent nature..

A series “Vessels” gives even more confusing and controversial signs in the
endless game of reversing the unstable meaning — antiform gains heraldic
grandeur. “Antifigures’, 1.e empty spaces, the signs of absence, which are seermed
“to be sitting on the throne’, symmetrically reflect each other, reinforce each other,
creating a magical space. The vicious circle of annihilation of the outer. The circle of
emptiness. The value of absence is not just highlighted, it gets monumentalized.
The spark of irony flashes: it seems that the notion of a vessel should imply the
obligatory presence of the content, as 1t is a priori designed for something to fill it
Nature abhors vacuum, the form cannot be empty, but in reality it is empty and
does not contain anything except for itself. If to be more precise, it is filled with
emptiness — and this metaphysical absolute emptiness unfolds like a flower.

Latest works of Bilyk, which were created in summer 2013 during a symposium
of modern art on Biruchiy Island, are absolutely different. It is a new reference point
that Is opposite to the ‘academic period” by the language and style. Oddly to say,
these things also fit into the emptiness matrix: his feeling of spacious orientation
warks while setting tasks of any level Open-work “Seine” is an installation made
of building frames which should serve a reminder of fish poaching. It is quite
difficult for a viewer to go down from a level of subtle matters to a level of day-
to-day realities, however, it 1s not actually required. The "Seine” is so formally
severe and ascetic that 1t still catches the emptiness. The void ‘whistles” in it: the
waorld Is likened to a giant clod in a universal draught, the breath of emptiness
Is felt from all its cracks.. Structural properties of this installation refer to
suprematic geometry — geometry of higher essences. By the way, Mondrian's
grid was a madel of the universe, intersection of the earth and the sky. Oddly to
say, these parts of ‘cultural baggage” are difficult to cast away and in this case
they emphatically assert themselves, as the sculptor uses the “elevated style”
Therefore, whatever way he takes further — the one of formal cobwebs or a radical
experiment — we can be sure that plastic culture, the sense of delicacy, and ability
to see the invisible will not fail him..

Viktoriya Burlaka

®opma lMoporHeui / Form of Emptiness 13



KOHTPOOPMU
COUNTERFURMS

AK BIQOMO, Y CRYNBATYPY AK BUOY MUCTELTBA 3aBH AN O0CUTL He MPOCTO CHaaa-
NIACA BIAHOCKHM 3 CyYacHicTIO. TIAKOPAIOYNCEH 3aKOHaM BUAVMMOrO MPOCTOPY, BOHA
NPAKTUYHO He 3aNMLIAE MOHAMBOCTI MPALIOBATU 3 YAMOCH TVMYACOBIAM, MIHHIM,
MUTTEBMM | MyNbCYI0UMM. YLLINbHEHa MaTepianbHICTb GOPMIA AVKTYE XYAOHHMKY
CBOI YMOBW, MPaKTVYHO 3aBHOV CTABAAYM MOro Mo3a YacoM. Ane UM crnaaHiLe
3aBAAHHA, TVM LIIKaBILLa HOMHAa Po3MoYaTa Ccrpoba Moro BURILLIMTLAL
OCTaHHI KiNbKa POKIB cKynbMTOp Hazap binvik, BCyneped MAorili CBoro pe-
MeC/a, HaMaraeTbCA YHUKHYTW, nonepeauT HapoarHeHHA GopMi 3 MaTepiany.
3YMMHAIYMCE Ha HOHTPOOPMI, AKA TEXHOMOMYHO 33BHAM Nepedye Hapoad-
HEHHI0 00'eMy, BIH CMPUTHO BUCAM3AE 3 MILHMX 0DIMMIB NPpeaMeTHOro CBITY.
BanaHcyioum Ha Merki 3p1MOro | YABHOMO, aBTOP CTBOPIOE 00Pas, AKUM OTPUMYE
CBOIO OCTATOYHY 33BePLUEHICTL TiNbKM B MPWCYTHOCTI FNAaaqa
ToMy, Ha BIAMIHY BIA Tpa-

«KoHmpgopma — e ,miHL0BUU CUHMES" POp-  AHPHOT Kpyol CryerTy-

. . _ PV, HOHTPGOPMa He camo-
MU, 3 AKO20, BIONOBIOHO, HAPOOXCYEMBCA ,IMIHb=  noctatka Bavaraown A

CBOIro BMHNKHEHHA B AKOCT]

08UU" GHAMIMUYHU p’qd H@ﬂﬁOHBNQHUU C8Im TBOPY 3BEpHEHMI Ha cebe
nepuonpuU4UH» MOrAAQ TOro, XTO CMOrA-

Ja€, 1110pa3 BOHa 3MIHIOE B
3aMerKHOCTI B HbOMO CBIM 3MICT. He y mpocTopi, a B 4aci. Y LiboMy CeHCI BoHa BAAB-
NAETHCA HabaraTo 6nKH40I0 40 GOTOrpadil, Hirk 40 CHYALNTYPW. TOUHO TaK Camo AK
aHaNoroBU GOTO3HIMOK HAPOOHYETLCA 3 HEraTVBY MAIBKM — KOHTPGOPMA LiiHHA
TIAM, LLIO MPOBORYE BUHMKHEHHA 00pa3y, ane Br+e He Bi3yanbHoro, a yMOrnaaHoro

«HoHTphopMa — Lie , TiHbOBMI CLHTE3" HOPMU, 3 AKOIO, BIANOBIAHO, HAPOAHYETH-
A, TIHBOBUIA® 3HANITUYHIA DAL, HEMPOABAEHM CBIT MePLLIONPULMH».

KoHtpdopmu / Counterforms 15




As is well known, sculpture as an art form has always had difficult relations with
modernity. Obeying the laws of visible and tangible space, it leaves little opportunity
to work with something temporary, fluid, instantaneous and pulsating. Dense
materiality of form dictates the artist its own conditions, almost always putting
him into timeless space. But the more difficult task is, the more interesting all the
attempts to resolve It are.

For the last few years the sculptor Nazar Bilyk, despite the logic of sculpting,
has been trying to avoid the birth of form out of material, to be in advance of it
By choosing a counterform, which always technically precedes the volume
creation, the artist deftly slips away from tenacious embrace of the objective world
Balancing between the visible and the imaginary, the author creates an image
which gets its final perfection only in the presence of the viewer.

Therefore, In  contrast

‘Counterform is a ‘shadow synthesis of form, —t© the tradiional round

sculpture, counterform Is

which creates ‘shadow’ analytical chain and ot self-sufficient In order

to appear as an artwork, it

/PV@OZS Zh@ WOf[OI Ofﬂ/’St causes. ' demands the attentive look

of the viewer. And each time
the viewer watches the counterform, itchanges its content depending on himor her.
Not in space, but in time. In this sense it appears to be much closer to photography
than to sculpture. An analogous photographic image is being produced from a film
negative — and the counterform is valuable, because it provokes the emergence of
the image, not visual, but speculative one.
‘Counterform is a ‘'shadow synthesis’ of form, which creates ‘shadow’ analytical
chain and reveals the world of first causes.”

Kontpgopmu / Counterforms 16




EMHoCTI
OPOH33, 65x 65 CM, 2013

Vessels
bronze, 65x 65 cm, 2013
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EMHicTb 1
6poH3a, H-110 M, 2013

Vessel 1
bronze, H-110 cm, 2013
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Cepina penbedis «KoHTpdopMu»
NoniMepHi Matepiani, 40x 30 CM, 2012

Series of reliefs “Counterforms”
polymeric materials, 40x30 cm, 2012
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KoHTpdopmu
noniMepHi Matepiann YacTuH), n
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Ky6
nosiMepHi Matepianu, H-350 cM, Muc




TiHb
noniMepHi Matepiani, 120 x 80 CM, 2012

Shadow
polymeric materials, 120x80 cm, 2012
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KoHTpdopmu
CepiA penbedis, NoniMepHi Matepiani, 120 x 80 cM, 2012

Counterforms
Series of reliefs, polymeric materials, 120x80 cm, 2012
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Contemporary Ukrainian Artists
Saatchi Gallery, JloHaoH, 2013

Contemporary Ukrainian Artists
Saatchi Gallery, L.ondon, 2013




OOPMA TA NIPGCTIP
FURM AND SPACE

Y MOHJTBOCTH=
M CRYIBITY( Hawwi YABNEHHA MPO MPOCTIP 3a OCTaHHI ABa TANITTA 3Ha4YHO
3MIHMIMCA. 3 OHTOSNOT IMHO-BU3HAYEHOr O MOHATTA BOHO e C A Ha b

“0BI. Y MPaKTWL|I Cy4acHOl CKYNbMTYPY MAETHCA LUBMALLE MPO AoHac-
A MPOCTIP 0 PO3IPBaHICTL 13 YaCoM.
HacKINbK MOHIMBO AOCAIANTU Cy4acHe PO3YMIHHA Mp
Ol KpYrNol CRyNbNTYPW? AR BIAOIUTA 30BHILLIHIY TIp BIO BHYTPILL-
HBOr0? YW MOMIMBO 3HAMTIA Ta 3adIKCyBaTM MOro Meri? Hazap binvk gocnigmrye
MerI BOMMOrO, AKI LLIOPa3 BMCV3aI0Th BIA HBOMO, TaK | 3an/LUMBLL A
YeHuMKL [TpOeKT po3ropTaEThCA NOAIBHO A0 BE3KIHEYHOrO aKTy MYICEHHA, Kou
KOMHa Crpoba BIAMOBICTM Ha MOCTaBAeH! 3anMTaHHA HEMVHYYe MPY3BOAUTL [0
MOCTAHOBKM HACTYMHOMO.

®opma Ta npocTip / Form and




In his works Nazar Bilyk explores the boundaries of the visible space by the
potential of sculpture. Our perception of space has significantly changed for
the last two hundred years. From the ontologically determined category 'space’
transformed Into a relative and ambiguous notion, which always needs to be
reconsidered. Traditionally, sculpture works with timeless space. Contermporary
sculpture rather speaks about pre-time space and its dissociation with time.

It Is possible to explore the current understanding of space by using methods
of traditional round sculpture? How can the outer/inner space be separated?
Is it possible to find and fix its borders?

Nazar Bilyk explores the boundaries of the visible, which always slip away from
him and remain undefined. The project unfolds like an eternal act of reflection,
when one question becomes a departure point for the other one.

®opma Ta npocTip / Form and Space 40
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Mexi
MonMepHr Mateplanu, H-80 cm, 2010

Borders
polymeric materials, H-80 cm, 2010
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3aMKHYTUI npocTip
nonimMepHi Matepianu, H-80 cM, 2010

Confined Space
polymeric materials, H-8o cm, 2010
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MpoeKT nam’ATHUKa Monofomopy B YKpaiHi
noniMepHi Matepiani, H-40 cM, 2010

Project of the monument to the victims of the Holodomor (man-made famine) in Ukraine
[ ric materials, H-40 cm, 2




TpaHcdopMauin
6poH3a, noniMepHI Matepianu, H-40 cM, 2010

Transformation
bronze, polymeric materials, H-40 cm, 2010

Tyau
6poH3a, noniMepHi Matepiany, H-40 cM, 2010

Thither
bronze, polymeric materials, H-80 cm, 2010
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CoH
cTankb, H-170 cM, 2009

Sleeping
steel, H-170 cm, 2009
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Knioy
6poH3a, H-50 cm, 2009

Key
bronze, H-50 cm, 2009
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DopMOTBOpPEHHA
noniMepHi Matepianu, H-110 cm, 2010

Formation of Shape
polymeric materials, H-110 cm, 2010
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Mexi
nonMepHr mateplanu, H-180 cM, 2010

Borders
polymeric materials, H-180 cm, 2010
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MIXXHAPOJHUH CUMNO3IYM
CYYACHOT0 MUCTELTBA «BIPHYNI»
BIRUCHIY CONTEMPORARY ART PROJECT

CuMnosiym cydacHoro Mucteuytsa «biplounii» / Biruchiy contemporary art project 61
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<<HeBO,D,»
nepeso, MeTan, Cumi 103IyM CyH4aCHOro MmcreLTea «E)\{J}O‘MV» \/%[JH\HH‘ H-800 cMm, 2013

Seine
wood, metal, Biruchiy contemporary art project, Ukraine, H-8oo cm, 2013
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Benuka Begmeauua
MeTan, CUMNo3iyM Cy4acHoro MUCTeLTBa, «bipiouniny, Ykpaita, H-300 cM, 2013

Big Dipper
metal, Biruchiy contemporary art project, Ukraine, H-300 cm, 2013
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KUIBCHRMIA IHCTUTYT AEKOPaTVBHO-MPUKIEAHONO MCTELTBA Ta Av3aliHy
iMeHI M. bordyka

HaLjioHaneHa aKanemia 06pazoTBOPHOro MUCTELITBA | apXITeKTYpK, HKiB

ACMIpaHT TBOP4/X MakcTepeHb HalioHansHoT akaaemil 06pa3oTBOpHOro MCTELTBa
| apXITERTYPA
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HvBe Ta NpaLioe B Hies
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«[nowya Ceobogny, Yermilov Centre, Xapris
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['paHT [Npe3nneHTa Ykpali B rany3i 06pazoTBOpHOr0 MYICTELITBA, MPOEKT «HOHTPAOpMIY
«XYOOMHVKA MaIoITh. A, KyNIbKOBa PyYHa» Hapack [anepen, RuiB
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Miami International Art Fair, cnineHo 3 Black Square Gallery, Maami, CLLIA
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«SCOPE» cninbHo 3 Black Square Gallery, Heio-Mopk, CLLIA
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«MYXI» Mononi YKpaHCbKI XynorHV KA HCTUTYT Mpobnem Cy-acHoro MACTELTBa, KB
«LlocTyrHe mMncTelTBoy, ranepen Bottega, HiiB

[NepeaayHKLIoHHa BUCTaBKa «YKPaIHCbKe MOMOAE aKTyarnbHe MUCTELITBO», My3el
CY4aCHOr0 06PA30TBOPHOr0 MUCTELITBA YKpalHM, KuiB
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Was born in Lviv, Ukraine
Boychuk Institute of Applied and Decorative Art and Design, Kyiv

National Academy of Fine Arts and Architecture, Kyiv, Ukraine
Postgraduate student of the studios of National Academy of Fine Arts and
Architecture, Kyiv, Ukraine
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