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Luigi Gatti gets inspired by Commedia dell'arte and  

Piero della Francesca, but his interiors feel completely

modern: focused, meditative, and quietly unsettling. For

him, memory is close to these stories: a family cat from

childhood, a handful of toys, and the habit of turning any

past event into a story that he wants to retell again.

The issue also raises a more difficult question: can art

convey experience or must it itself become experience?

Milosh Luczynski’s glowing heart, strung with metal

strings, does not illustrate fear; it dramatizes it. His

project Memory of the City invited strangers in Krakow to

stand in front of the camera and share any memory that

came to mind, without preparation, next to an exhibition

that extends across three generations of his own family.

Here, the family history becomes a shared experience to

exactly the extent that outsiders are willing to share it.

Constance Ann distorts the human figure to celebrate

the “unordinary” in each of us and asks: is beauty really

the exact opposite of strangeness? Uliana Sal reminds

us from the gallery side that recognition is gradual: you

first need to notice the work, then remember it, and only

then come to love it.

What unites these artists is not a common style, but a

belief that the noise of society does not have to dictate

the conditions of creativity. They offer many subtle ways

to pay attention to tradition, to the body, to the special

significance of ordinary moments. We invite you to slow

down, to perceive rather than to skim through, and to let

these works stay with you long after the page has been

turned.

How do we do in the moments when nothing happens?

We fill them with plans, news, and everyday routine. In

the pause between events, a person engages

themselves. The artists in this issue discover that

emptiness is not an absence, but a space open to

allowing something new to enter.

Dina Bukva captures the spontaneous afternoons of

childhood friendship, a time when closeness grows

naturally, simply because no one was in a hurry. Jan
Dudek leaves the canvas unfinished so that the past

retains the same uncertainty as memory. Kseniya
Lokteva allows facial features to dissolve into

brushstrokes, preferring the quiet detachment of a

half‑empty space. In each case, the canvas becomes a

sanctuary for what everyday life tends to miss. 

Before the artist says anything, the artwork already

speaks for itself. A crack in the porcelain, a stain of paint

that defies the intended design: the physical nature of

the material is not a shell for the idea, but the idea itself.

For NASKA, materiality is combined with the philosophy

of kintsugi: the golden cracks on porcelain apples are not

a flaw in the form, but its most honest state. Jane
Birchall works literally with the hands of several

generations, weaving Gozitan lace into ceramics, so that

the texture of the clay meets the texture of memory.

Vladimir Semenskiy describes a process in which the

artist’s personal “self” must disappear before pure

creation begins. Wisdom, according to him, is the right to

emptiness. He also formulates a paradox the classical

academic school, from which he eventually left, turned

out to be precisely the foundation that today ensures his

autonomy; mastery, in his words, exists only to be

forgotten in the end. Whereas Kseniya Lokteva believes

the knowledge she gained at the Academy, which she

calls freedom from ignorance, allows her not to think

about technique at all and to move directly towards the

atmosphere and essence.

There are artists whose craft begins with hands instead of

canvas, hands that held a brush or a needle long before

them. What seems like a personal choice of style, upon

closer examination, turns out to be a family legacy

adopted, reinterpreted, or rediscovered for the first time.

NASKA grew up in a family of artists, but emigration and

motherhood made her speak in her own voice for the first

time; her series ‘Fragile World’ is evidence of rebuilding

herself anew. She deliberately works in series because,

as she admits, the mind works more actively precisely

when there are boundaries that cannot be crossed.

SBadalova
SABINA BADALOVA,  Art Market Journalist

Tradition Reimagined - Craft, Legacy,
and Contemporary Vision
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JANE BIRCHALL

MALTA | LONDON

What is one fundamental goal you
truly hope to achieve with your work?

Having visited [Gozo] many times over, initially
viewing the island as a tourist and then living
there as a permanent resident, I have seen
many changes, not just in the landscape,
buildings and infrastructure but also in the
attitudes of locals and foreigners alike. I feel it is
very important to remind everyone that the
beauty of the island, especially its coastline,
which is sometimes taken for granted, is a rarity,
a fragile gift, and needs to be protected at all
costs. Ultimately, I hope that by illustrating the
essence of Gozo in sculptural form, some of its
beauty will be enjoyed and admired now and
also captured for generations to come.

At the moment my work seems to be attracting
the attention of locals and foreigners alike, but
in very different ways. For example, many of my
Maltese clients love the fusion of
contemporary and traditional that is
achieved when I use handmade,
traditional, slightly old-fashioned-looking
Gozitan cotton crochet work to add
interest and texture to a vessel. It brings with
it that feeling of keeping village traditions alive
without sacrificing a contemporary, modern
vibe. Grandmothers' doilies, not under an object
of art but actually part of the art.

On the other hand, a lot of visitors and overseas
collectors love to collect my works inspired by
the sea and the rugged coastline. I suppose it's
like taking a little bit of the island with them after
their visit, in a non-invasive and sustainable way.
Something to remind them of swimming in the
warm turquoise waters, climbing the gigantic
rugged rocks and walking on the soft sands: a
little piece of the island's special beauty for
when they return home.

What would be your ideal exhibition
space, what type of building is it,
which colour? Have you ever
considered locations that do not
correspond to any current
exhibition spaces?

A small altar in a chapel
 A large space in the Cittadella
 A modern purpose-built exhibition space
 A listed UK building, etc.

I would most like to have a Mediterranean
exhibition, possibly on a Greek island, in a
semi-open cave on a sandy beach, with the
sound of the sea in the background, the
cliffs as a backdrop and torches lighting a
trail of works sitting on natural rocks.



I would say that my practice is much closer to depicting nature on
the grand scheme, and I always hope to capture the essence of the
islands rather than reflecting on how specific organic forms become
tangible objects. The driving force behind my inspiration is, as
always, the very special and beautiful small Mediterranean island of
Gozo, which gives me constant inspiration. I first visited Gozo in 1984
and was immediately struck by the beauty of the sea, the rugged
coastline, the unique eroded rocks, the traditional fields and the very
particular relationship between the natural landscape and the people
who have lived and worked on it for generations. Where else do you
have farmers who work the village fields alongside, and are usually
related to, the farmers who work the coastal salt pans? It is a unique
place and certainly has an inspirational quality.

Is your practice linked closer to depicting nature on the
grand scheme (encapsulating its essence) or is it more
of a reflection on how certain organic forms can
become tangible?

 Two exhibitions, one in Paris, France –
1000 Vases and the other in Mani,
Malta – The Language of Petals. How
does your preparation differ?

I applied to this extremely prestigious exhibition
one Sunday morning while I was sitting in
Birkirkara, Malta, doing a little admin, and had
no expectation of receiving a reply, let alone of
being accepted! I initially sent them my bio and
a few images of my original Delft vase, with a
brief description of its inspiration. It is a piece I
created for my solo exhibition in Gozo last May,
and at the time it was the only actual "vase" I
had at a completed stage.

Imagine my surprise when, five minutes later,
they asked for more images and ultimately
asked me to participate with a similar vessel,
one made in the same spirit, using similar
colours, glossiness and form, but smaller and
created to specific size parameters. Apparently
there are close to 140 artists taking part, some
with more than one vase, so it's quite size-
specific.

I had known of, and admired, Melanie's work for
some time, but I only met her recently at a
formal creators' gathering organised as a meet-
and-greet with the Prime Minister of Malta. We
immediately clicked and had many artistic
connections in common, so I was very excited
when she invited me to participate in this
wonderful exhibition, to be held in the lovely
new Mani exhibition space in Malta.

I love to work with the rural inspirations of
Gozo's rough farmlands, the rugged textures
and deep earthy hues, but I had never worked
on flora before, so I found the whole preparation
both daunting and exciting. I chose the calla lily
because, while it is not originally native to Malta,
it is certainly a very popular flower there, and it
held significant meaning both for me and, as I
later discovered, for Melanie as well. Even
though it is one of the most fluid and sculptural
blooms you can think of, it was still something
of a challenge to achieve the balance I wanted
between fragile beauty and the ruggedness of
the soil for the root system, as seen in "Beauty
Uprooted". But I have found it so rewarding that
I may extend the calla lily form into a further,
even larger collection.
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What is something that you have
learned or perhaps captured when
you started dedicating more time to
creating art, moving from your
background in interior design and
fashion?

I think it is very true to say that life moves in a
circle, and that creativity is something that
cannot be learnt: it's either there or it's not, and
it will always express itself in some way or other.
For me it was initially fashion and then interiors;
only later did I have the time and resources to
rediscover ceramics and experiment with
acrylics, first as a way of enjoying my time and
relaxing, then as a form of release, which has
since become a passion.

To explain… I went to a huge all-girls state
school in south London. Creativity was not
exactly on the agenda, and the only lessons I
enjoyed were geography and art. In 1974, when I
was 14 years old, I won the year's creative
award for a large, rather dully glazed, vegetable-
inspired ceramic slab pot. In fact, it only survived
over the years because my mother found a use
for it: umbrellas, and later walking sticks. When
she passed away, I rescued it from the shed
and brought it home. I kept looking at it, and it
really made me consider that perhaps there
would be a time when I could return to doing
something I really enjoyed.
Fast forward 52 years and here we are! I look at
it with different eyes now, and I can't help
thinking how difficult it is to believe that at the
age of 14 I had not only managed to be creative
in such uninspiring surroundings but actually
had the technical ability to create something
that has lasted half a century… as ever, inspired
by nature, even if it was a tomato (or maybe a
bell pepper, I can't quite remember). Anyway…
it's not quite so dull to me any more.
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DINA BUKVA, ‘STANDING GIRL’ 
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	“MY HEART IS BIGGER THAN MY FEAR”
	THE PIECE WAS FIRST EXHIBITED IN JUNE 2025 AT THE "BLAYE EN ÉTAT D'ART" FESTIVAL, FRANCE

	“I SEE THE BOTTOMLESS ARROGANCE OF
	MY PRESUPPOSITIONS –
	I AM JUST A HUMAN BEING.”
	SOLO EXHIBITION

	CONTEMPORARY
	ART CENTER LA TRAVERSE,
	PARIS,
	2024
	MEMORY OF THE CITY. Utopia Home at the International Empathy Centre in Nowa Huta, Kraków, Poland, is a compelling example of where decoding an essence becomes a literal engagement with individual experience; to put it simply, it is an invitation to listen to the private dimension of life. This two-month-long multidisciplinary intervention was structured around a participatory concept. Milosh stopped residents of Kraków - a city where he spent several years as a student - and invited them to stand in front of a green screen. There, completely unexpectedly, he would switch on the camera and ask them to share whatever memory of the city spontaneously came to mind. The result was not a rehearsal of manufactured reflections, but a collection of spontaneous memories that created an instant unity among participants. Bringing life back to the long-forgotten former restaurant Jubilatka, the intervention also included a traditional exhibition within the building, featuring works spanning three generations of the artist’s family. The concept entangles a conversation between a site, a landmark, and its immediate inhabitants, not only reinventing a connection but actively putting it to work through community engagement.
	Early in his career, Milosh encountered this tension directly when a gallerist discovered his work within Berlin's techno club scene and proposed relocating it into a formal gallery. The move raises a fundamental question about the relationship between an artwork and the context in which it is experienced: what happens to a work when it is removed from the social and spatial conditions that originally gave it meaning?
	This question points toward a broader paradox of representation. Galleries, museums, and foundations provide spaces in which artworks can be preserved, presented, and interpreted, but the institutional setting can also transform the experience of the work itself. A practice emerging from a living subculture may acquire an entirely different meaning when transferred into a controlled exhibition environment.
	Luczynski's work makes this tension particularly visible because it repeatedly draws attention to the conditions of display. His practice asks not only what an artwork represents, but also how its surroundings, audience, and mode of presentation participate in producing its meaning. The space surrounding the work is therefore not simply a neutral container. It becomes part of the experience itself.
	To study Milosh’s work is to engage directly with this dilemma. We encounter a creator who remains hyper-aware of the viewer, parsing the structural capacity of a display to challenge our perception. He continuously seeks modes of representation inspired by science - drawing structural cues from quantum physics or biology. Yet, this is not a shallow search for novelty. In Milosh’s universe, creative inspiration never hits a threshold or meets a limit; it is a raw, infinite byproduct derived from the daily experience of simply living within the reality of modern media and noise. Perhaps, then, the visual code of the post-media era is no longer located in a particular medium or aesthetic language, but in the relationships an artwork establishes between technology, space, perception, and human experience.

	MILOS LUCZYNSKI BEGAN HIS STUDIES IN CULTURAL ANTHROPOLOGY (1992–1994), LATER TRAINING IN SPACE & COLOUR AT THE ACADEMY OF FINE ARTS IN KRAKOW, POLAND (1994–1998) AND ART & COMMUNICATION AT L’ÉCOLE NATIONALE SUPÉRIEURE DES BEAUX-ARTS DE TOULOUSE (1998–1999). HE GRADUATED WITH A DIPLOMA FROM THE ACADEMY OF FINE ARTS IN KRAKOW IN 1999.
	USA
	@BRITTNEYWEILAND
	VERTICALITY IN PERPETUITY
	GERMANY
	@NURZADA_ART

	By Sabina Badalova
	CONSTANCE ANNE
	our figures have a very recognisable visual language such as elongated forms, unusual proportions, expressive marks and symbolic blush
	around the cheekbones. How did this visual vocabulary develop, and at what point did you realise it had become your own signature?
	Although your figures share certain distinctive features, each one seems to have a personality of its own. How do you create a sense of individuality within a visual language that is so recognisable?
	CONSTANCE ANNE
	I believe everyone is somewhat ‘unordinary’ and this is to be celebrated.
	ransitioning from a professional Design Engineer to a full-time artist is an inspiring journey.
	What was the turning point that led you to commit fully to your art?
	As an artist currently exhibiting across the UK, what are some of the core feelings you hope to inspire in the art world in the future?

	Your paintings often play with facial proportions and elongated forms, creating figures that feel both familiar and unusual. What draws you to the space between ‘recognisable’ and ‘strange’, and what can distortion reveal about a person that realism cannot?
	Constance’s art challenges societal stereotypes while celebrating inclusivity and self-acceptance. Each face has a distinct character; her distorted, whimsical forms observe the imperfection and individuality of every person.
	These distinctive, whimsical portraits set the mood that balances melancholy and joy, inviting viewers to imagine each subject's story. Her figures are intentionally distorted yet radiate emotion and elegance, prompting the question: Is beauty truly the opposite of strangeness?
	@asya.gladkova

	The inner child is a very personal theme for me.
	By Sabina Badalova
	Your paintings often present the inner child as a figure within the composition rather than as a purely psychological concept. What changes when you make something so intimate, visible, and literally present in a painted space?

	The painter and their art are a single organism. An artist is the voice of their time. I have always admired contemporary artists, true artists, and the means they use to address pressing issues and make us think about certain subjects. I wanted to do the same.
	Your work has created a unique visual language, where certain recurring elements and motifs start to feel like they belong to the same symbolic universe. How do you know when an image has become part of your artistic language, rather than just an idea that works for a single painting?
	Kintsugi, a structural philosophy in your practice, emphasises that repair is not a cover-up but exposure. How does this philosophy influence your painting decisions, especially when a work doesn't meet your expectations?
	Your background in branding and art direction gave you a strong understanding of visual communication. Has working professionally with images changed the way you build a painting, or do you deliberately try to work against those design instincts when you create?
	Для меня художник — это тот, кто не боится высказаться.
	For me, an artist is someone who isn't afraid to speak out.
	After exhibiting at Affordable Art Fair and «Feminine Energy: Resistance & Revival» at ArtSeeker Gallery in Brooklyn, and Red Dot Miami. In addition to publishing your work internationally, how has your understanding of what it means to be a professional artist changed? What matters to you now that goes beyond simply getting the work seen?
	Your works often develop as series rather than isolated paintings. What makes you feel that an idea has more to reveal, and how do you know when a series has reached its natural end?
	@NUDESANDCROISSANTS

	I search for feelings that are not there every day. A sense of being, that we often forget about or  that we’ve learned to ignore. Whatever that might be. I think every person is different, but  everyone has certain emotions that have become so dominant, that they silence the rest. I hope  that my work somehow makes space for them.
	EVERYTHING
	IS TEMPORARY
	PLACES
	RELATIONSHIPS
	FRIENDSHIPS
	CHAPTERS OF LIFE
	I think the moments when we truly connect with ourselves are the quiet ones. When nothing is happening, no plans have been made, there are no routines to follow, and we're simply left alone with our own minds. Those are the moments I have always struggled with the most. They're the moments when I question myself the most.
	I also think those moments can be the loneliest. Especially as an adult, I've often felt alone in them. At some point I realised that we rarely call a friend just to spend time together without a purpose or a plan. We meet for dinner, coffee, or different activities, but sharing “empty” time has become super rare, especially as an adulthood.
	When I think back to the last time friendship truly filled those in-between moments, I always return to childhood. I would spend entire afternoons hanging around with my friends, doing nothing. We were simply present, waiting for something to happen. Looking back, those moments never felt empty. They were the moments where closeness existed naturally, and the last time I remember feeling comfortable sharing that quiet emotional space with friends.
	In my paintings I try to return to those moments. It's something I've always done when I felt alone with my own mind. Through my work, I imagine adult friendships carrying that same sense of ease and quiet presence. More than telling a story, I hope my paintings remind people that some of our deepest connections are formed not through extraordinary moments, but through simply being together.

	Your paintings celebrate female friendship with remarkable warmth and intimacy. What is it about friendship, rather than individuality, that continues to inspire your practice?
	I ALWAYS TRIED TO MOVE AS FAR AWAY AS POSSIBLE FROM THE NARRATIVE THE PREVIOUS DESIGNERS HAVE CREATED, AND STARTED TO THINK ABOUT CONCEPTS THAT CAN STAND BY THEMSELVES. IT WAS SO IMPORTANT FOR ME TO BUILD MY OWN WORLD, EVEN IF IT WAS FOR SOMEONE ELSE. I NEEDED TO FEEL LIKE THERE WAS A PART OF ME INSIDE OF EVERY PROJECT.
	EVENTUALLY, I REALISED THAT I WANTED MY CREATIVITY TO EXIST WITHOUT COMPROMISE.
	DINA BUKVA
	@NIKI.KDEAL

	KSENIYA
	LOKTEVA
	SAINT PETERSBURG
	@LOKTEVA_KSENIYA
	By Sabina Badalova

	Knowledge is
	the freedom
	to move
	forward
	A developing artist today can simultaneously study within an academic system, build an independent practice, and cultivate an audience on social media. How do you balance those three directions?
	It's true that most art students these days are constantly torn between studying and laying the groundwork for the future! Developing a creative career takes a long time, and it's important to start as soon as possible if you plan to make creativity your job and your primary focus. Otherwise, after leaving art university, you'll find yourself surrounded by emptiness and having to start from scratch. Meanwhile, your group mates, after years of building their brands, already have established names in the art world, successfully sell their artworks, and have generally managed to organize their lives so that creativity is their primary source of income.
	And as we all know, if you do what you love, you'll never work a day in your life. But to be fair, finding balance isn't easy, as studying at the Academy of Arts, like at any other art university, always takes up a large portion of your time. However, your creativity and social media are a guarantee of your future — it's your career, which must be taken seriously and not neglected. As much as artists complain about the time it takes to maintain social media, these days it's a very valuable tool for connecting artists with their audiences and enabling anyone to gain recognition.
	I chose YouTube as my main platform because international development is important to me, but it's one of the most time-consuming platforms for creators. Ultimately, I was able to find a balance within the year: I devote the summer entirely to my creativity and editing my videos, and during my studies, my own work has to be partially put on hold. I use this time to film content and brainstorm ideas for future paintings. As a result, within a year, I successfully complete the next semesters at the Academy of Arts, pursue creative exploration, create several of my own paintings, and produce numerous videos for my channel, which gradually develops my media side. Sometimes it's easier to organize your activities within a year than to try to fit everything into one day!
	Your paintings combine academic rigor with a very personal, almost intimate quality. How does your training at the Academy shape what you paint and how you paint it? Does it give you freedom, or create a framework you find yourself working against?
	I currently see myself as a creator of contemporary art rather than a keeper of academic traditions, but I've never considered my academic education a barrier to overcome. I've come a long path within the academic system, which has shaped me in many ways, giving me a deep foundation. As strange as it may sound, I believe I wouldn’t have developed my current open views and my own creative language without it. The skills and knowledge I've acquired constitute a freedom, a freedom from inability and, consequently, ignorance, and allow me to address entirely different challenges in my work. They allow me to avoid getting stuck in the realm of accurately depicting objects, but to move further into the visual component of a painting, delving into the creation of atmosphere, image, and essence. Knowledge is the freedom to move forward. After all, higher education provides a comprehensive system of knowledge in various fields, from art history to the history of religion, philosophy, and much more.
	It's also the environment you find yourself in, a community of students and teachers, where you immerse yourself in a fusion of opinions and ideas, mutually inspire one another, and influence the development of each other's creative language. My academic training gave me a sense of form, the ability to work with volume, and, most importantly, an understanding of color.
	I think for a long time, my main constraint was the perception of myself as a student of a specific educational institution, blindly following the ideals of that institution. It's crucial to overcome this barrier early on, so as not to become stuck in it forever. Don't get me wrong, I believe that education is not something you can finish - you're a lifelong student. I'm referring to the mindset of a student, dependent on the opinions of teachers and lacking internal support. It's not uncommon for people to continue creating academic work after graduation simply because they still see themselves as students. When you feel that your inner voice is more important, a wonderful path to pure creativity opens up.
	Your palette is muted and warm, moving through pinks, ochres, and greys, creating a very specific sense of time of day and emotional tone. Is your approach to color intuitive, or does it follow a more considered system?
	My first-year professor at the Academy gave me a wealth of new information, and it was from her that I learned the term "complex color." This really captivated me and inspired me to begin my own search for complex colors, mixtures, and combinations. It turned out that very often, because of this complexity, mixtures of complementary colors of different temperatures tend to gravitate toward something that could be called gray or grayish, but has nothing in common with a mixture of black and white. I called it "colored gray."
	When you see such a color, it's hard to put a single name to it. What was always jokingly called "gray-brown-crimson" in my country is the DNA of complex color.
	Later, in a book by one of my favorite artists, I found the words "color misrecognition" — this is when the viewer can't find a verbal description of the shades. This sparked my even greater interest in working with color, and today, these creative pursuits have led me into the realm of "white on white" painting.
	Pink has somehow become my favorite color. I perceive it as a calm, cozy, and beautiful color, and I'm often drawn to it intuitively in painting.
	And the non-flashy color scheme comes from my desire to harmonize the image. At this point in my creative process, I feel the need to create a unified space on the canvas, painting not the objects but the atmosphere that surrounds them. Using bold colors would disrupt this space.
	@_ JANEKDUDEK

	JAN
	DUDEK
	YOU WORK ON LIGHTLY PRIMED LINEN, ALLOWING THE NATURAL TEXTURE OF THE CANVAS TO REMAIN VISIBLE THROUGH THE OIL PAINT. HOW DOES THIS MATERIAL CHOICE INFLUENCE THE ATMOSPHERE AND EMOTIONAL QUALITY OF YOUR WORKS?
	Your work has been compared to the visual language of turn-of-the-century Post-Impressionism, particularly Edvard Munch and the early work of Henri Matisse, although you have described this resemblance as unintentional. What artists or visual influences have consciously shaped the way you paint?
	Your paintings often depict seemingly ordinary scenes and figures, yet they carry a distinctly dreamlike and nostalgic quality. How do you transform everyday imagery into something more emotionally charged?
	@MARRYJAFFARY

	I believe that after thousands of years of painting, there's very little that can be invented.
	Many of your paintings convey a quiet, almost suspended atmosphere, often situated between everyday life and something more enigmatic. How significant is ambiguity to the narratives you create?
	The atmosphere in Piero della Francesca's "Dream of Constantine" is the same as that which can be found in my paintings. Constantine sleeps in a tent the night before the battle with Maxentius: the depiction is realistic, but the atmosphere says something else. It goes beyond reality. It is most likely the first metaphysical painting in history.
	And my painting fits into the new metaphysical painting, and metaphysical painting revolves around the word "enigma" like a satellite does around its star. The ambiguity of my painting lies in this: the story of everyday life confronting the (unsolvable) enigmas of being.
	The costumes your children wear, such as harlequin patterns and theatrical dress, are frequently used across many works. These garments are typically associated with performance and costume. What draws you to placing children within this visual language?


	By Sabina Badalova

	Your figures are almost always depicted alone or in the company of animals rather than other people. Is solitude a subject in itself, or simply the condition under which you find the human figure most honest?
	Children recur throughout your work, depicted alone indoors with pets or absorbed in their games. The atmosphere is consistently meditative and even sombre. What draws you to childhood as a subject, and what does it allow you to examine that an adult figure in the same setting could not?
	BASED IN RUSSIA
	@SEMENSKIY.PAINTING

	Vladimir
	You received a classical art education, yet your current visual language significantly transcends the academic figurative tradition. How did your studies at the Repin Academy of Arts impact the freedom you now experience in your painting?
	The paradox is that this quality of classical training is exactly what ensures my autonomy today.
	By Sabina Badalova


	Semenskiy
	"AGE OF WISDOM"
	IS A STATE OF
	ULTIMATE
	FREEDOM
	You have mentioned that the audience's reaction is important to you, but you do not "absolutize" it. Is there a difference in how your artistic language is decoded by a well-versed European viewer, for instance, following your recognition at the Brygger J.C. Jacobsen's Portrait Award in Denmark, and how professional analysis correlates with pure perception in this context?

	The titles of your series, Ensemble of Spontaneous States, Practices of Contemplation, and Only Dancing Will Save Us sound like conceptual manifestos. How is a title born: does it anticipate the artwork, emerge during the process, or is it formulated after the fact?
	In 2023, you had a solo exhibition titled AGE OF WISDOM at In-Gate Gallery in Brussels. What does this title mean to you? Is it about the artist's age, about time, or something else entirely?
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	JANE BIRCHALL
	What is one fundamental goal you truly hope to achieve with your work?
	What would be your ideal exhibition space, what type of building is it, which colour? Have you ever considered locations that do not correspond to any current exhibition spaces?

	Is your practice linked closer to depicting nature on the grand scheme (encapsulating its essence) or is it more of a reflection on how certain organic forms can become tangible?
	Two exhibitions, one in Paris, France – 1000 Vases and the other in Mani, Malta – The Language of Petals. How does your preparation differ?
	What is something that you have learned or perhaps captured when you started dedicating more time to creating art, moving from your background in interior design and fashion?
	UKRAINIAN ARTIST BASED IN POLAND
	NEW YORK
	@AEONKIM.ART

	KIM EXPLORES THE INTERPLAY OF LIGHT, GEOMETRY, AND PERCEPTUAL EXPERIENCE. THE ARTWORKS LAYER PLANAR AND UNDULATING SURFACES INTO PLATEAUS WHERE VISUAL AND SPATIAL CUES CONVERGE, INVITING THE VIEWER TO NAVIGATE A TERRAIN THAT OSCILLATES BETWEEN SOLIDITY AND EVANESCENCE. BY SCULPTING AN OPTICAL SUSPENSION OF THE VAPOROUS EXPANSE, THE TRACES OF LUMIÈRE RASANTE RESONATE THROUGH THE CADENCES OF LIMINALITY. THE COMPOSITION MAPS HOW TENEBRISM AND PHANTASMAGORIC MATERIALITY DEFINE OUR AWARENESS, CREATING IMMERSIVE FIELDS IN WHICH PERCEPTION BECOMES BOTH ONEIRIC AND TANGIBLE. AT THIS INTERSECTION, THE OEUVRE SHAPES THE SUBSTANCE OF DIMENSIONALITY, OPENING A SPACE WHERE COGNITION AND SENSORIALITY INTERTWINE.
	ULIANA
	SAL
	You’ve had the chance to collaborate with artists at some of the world’s biggest art events, like the Affordable Art Fair in New York. What are some key things an artist should know about showcasing their work at a fair that might not pop into their heads when they’re just painting away in their studio?
	I think one of the biggest things artists underestimate is how much work happens around an art fair that has nothing to do with the few days when the fair is actually open.
	From an artist’s perspective, it can look quite simple: you create the work, send it to the gallery, the gallery hangs it, people come, and hopefully someone buys it. In reality, those three or four days are only the visible part of a much longer process.
	Preparation can begin months in advance. The gallery collects and organizes information about every artist and artwork, develops the concept for the presentation, selects the works, plans the booth, prepares catalogs, postcards and other printed materials, coordinates logistics, and thinks very carefully about how everything will exist together in a limited space.
	And the work begins long before anyone enters the booth. We prepare and publish the artworks on online platforms, websites, and social media, introduce the artists and the fair to our audience, contact collectors, and send targeted previews to people who may already be interested in a particular artist. Sometimes a work is reserved or even sold before the fair officially opens.
	Looking ahead, what do you think will become more important for artists and galleries in the next few years? Will it be building strong connections with collectors, showing up at fairs, getting noticed by institutions, being visible online, or perhaps something else?

	I think the artists who stand out will be those who can sustain that chain over time: to be seen, to become recognizable, to be remembered, to create attachment, and eventually to become collected.
	You work both as a practising artist and as Art Manager, from your position on both sides of that relationship, what do you think artists most consistently misunderstand about how galleries and curators make decisions?
	Two things that artists often confuse: Understanding the market and creating for the market. I think an artist should understand how the art world functions — how collectors respond, how galleries position work, how pricing develops, how fairs operate — but that doesn’t mean allowing those things to dictate what happens in the studio.
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