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KONSTANTINE SOROKIN

VLADIMIR SMIRNOV AN
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Haw ®oHp 6yB cTBOpPEHUI AN14 TOro, Wob niagTpuMyBaTtm
MOJIOLAMX XYLOXKHUKIB: 4ONOMAraTu iM y peanisauii iXHiX npoexTiB
Ta CNpUSTY NOLWMPEHHEO IHPOPMALLiT NPO HOBE NMOKONIHHS B
Cy4acHOMy MUCTeLTBI K y Pocil, Tak i 3a 1T Mexamu. | mun paai
NpeAcTaBUTU 3apas KaTanor YyA0BOI XyA0XKHML,, 32 TBOPYICTIO
AKOI MU 3 3aXOMNEHHSIM CTEXMMO OCTaHHI KiNbKa poKiB - XKaHHM
Kaamposoi.

YKaHHa 3asBuna npo cebe 4OCKTbL paHO, Marxe oapasy nicns
3aKiHYeHHS WKoW. 1T NpoeKT «/oLKa NoLWaHW», 34INCHEHNI Ha
naeHepi y pamkax niAMoCKOBHOro pectnsanto, bys, 3BaXKarum Ha
FOHWI BiK XYA,OXHWL, HEOYiKYBaHO AOTEMHUM i QPTUCTUYHUM Ta
[AVBYBAB rMNHOKOI0 1 3BOPYLLTMBOLO NO3ULLIEL0 CTOCOBHO HALLIOMO
iCTOPUYHOrO MUHYNOrO, TOrO PEHOMEHY, SKUI AOCAIAHUKN
PaASHCbKOT Ky/IbTYPU HA3MBAKOTb «KONEKTUBHUM TiNOM» Ta
«COBOPHICTION POCINCLKOrO MEHTANITETY.

3aKiHYMBLUW XYA0XKHHO LWKOJY MO KAacy CKyAbNTypw, Kaamposa
[y>Ke WBWAKO 3HANLLNA «CBiM» MaTepian, MpUYoMy, SIK Lie 4acTo
TPanAfETLCA 3 reHiaIbHUMM 3HaXiakamu, BiH 6yB Ha BUAHOTI, Ha
NOBepXHi MOBCSKAEHHOMO XMUTTS, 3HANOMWUI BCIM 3 ANTUHCTBA.
Kaxns. ToYHile — paasiHCbKi Kax/i, BUpobneHi B YKpaiHi i Tam e
NOBCIOAHO BUKOPUCTOBYBAHI HE TiNbKW BCEpPeAnHi, a 1 Ha dpacapax
byaisenb. Kaxna gk matepian, Lo Hece B CO6i yCHo MOTYyTHICTb
HapOAHOI HN30BOI KYNLTYPU, ICKPABWIA, BANCKYYUIA | HENPUCTOMHO
«HepednekCBHUNY. | came B LLbOMY MaTepiani XXaHHa CTBOPIOE
BiNbLWICTbL CBOIX TAMAHUX | aMBiBaNIeHTHNX 06'EKTIB Ta CKYNbNTYP,
LU0 iIHOAI 343K0TLCS TAKMMU KPUXKUMW | MUHYLLMMU. HaBiTb Kiv y
nofaHHi KagnpoBoi No36aBneHN 3BUYHOI CAMOBTIXM | HAZINEHWI
CKNAAHUMMW NepeXXMBAHHSMMN: HOCTANbFIT, TYrM 32 BTpa4eHoo
LUMPICTIO, TNIHHOCTI MUPCbKOI C1aBKM Ta 61aronony4yys.

[VBHO 11 Te, WO Npu BCi TOYHOCTI 3HANAEHUX MaTepiany i
NpUMoMmiB, KaamMpoBa LM He 33,0BO/IbHSAETLCS | BeCb 4ac
BUXOAMTL 3@ paMKKM 06paHOi i ayxe ycniHoi ctparerii. 17

Our Foundation was started to support young artists: we
help them producing their projects and facilitate information
about the new generation of contemporary artists in Russia
and abroad. And now we are delighted to present the cata-
logue of a remarkable artist whose work we have been fol-
lowing enthusiastically over the past several years — Zhanna
Kadyrova.

Zhanna made her presence known quite early, practically
right after finishing school. The project Honor Board, which
she realized at a plein air during a festival outside Moscow,
was full of wit and artistry and astonishing in its deep and
heartfelt position in relation to our historical past, to that
phenomenon that scholars of Soviet culture call the “collec-
tive body” and “collegiality” of the Russian mind-set.

After completing her art school studies in the sculpture
department, Kadyrova very quickly found “her” material,
what is more, as is often the case with ingenious discoveries,
it was in plain sight, on the surface of everyday life, familiar
to everyone since childhood. Tile. More precisely - Soviet
ceramic tile, produced in Ukraine and commonly used there
both indoors and on the facades of buildings. Conveying

the full power of popular local culture, bright, shiny and
indecently “unreflective.” This is precisely the material from
which Kadyrova makes most of her fractured and ambigu-
ous objects and sculptures, which sometimes seem so fragile
and transient. Even kitsch in Kadyrova’s hands loses its usual
complacency and is imbued with complex feelings: nostalgia,
longing for lost sincerity, the impermanence of worldly glory
and prosperity.

It is also amazing that for all the precision in the materials
and methods she finds, Kadyrova is never satisfied and con-
stantly surpasses the limits of any chosen and very success-

MOCTIVHWI XYA0XHIV NOLLYK 3aXOM/THE | JApY€E YaCcTO abCOMOTHO
BpaXkatoyi 3Haxiaku. Hanpuknag, ines npeacTaBUTM 3anLLKK
BiNCbKOBMX 06'€KTIB, KMHYTUX HA 6epesi Mops, y BUrNaAi
KONOCaNbHMX BAHOK PUBHUX KOHCEPBIB (Y CBIAOMOCTI HAaLLMX
CNIBBITYM3HUKIB TYT BPUHUTDL, 3BUHAMHO, acoLiaLlisi 3 BiNCbKOBUMM
cKknafamum nNpoeisii, Npo AKi B roN0AHUN PAASHCbKMIA Yac XO4NAN
nereHan). Abo BUrafatu HOBUM BioIOTIYHNI BUA — NepLi-rpmbu,
LLLO 3 BOAI XYA0XKHMKA BUPOCIM Nif, KyLLAMM B paMKax HeproBoro
nneHepy. A6o HaManBaTK «CNOPTUBHUIA» TATyaX Ha Tinax

XMBUX MOJeNen — ane Tak, Lo HaManboBaHUM BUAAETLCS HABITb
CNPaBXHIN 04Ar, i N1aBKM NepeTBOPIOIOTLCSA HA «MOPCbKY rNab», 3
AKOI BU3MpatoTb Girypku BeCnspis.

Came ue, 3BMYaMHO — HEBMWHHI MOLIYKM, BiYHA HE33JOBONEHICTb,
HebaXXaHHSA 3yNMUHATUCS HA JOCATHYTOMY, BiAKPUTICTb CBITOBI

B HAMbiNbLL NOBCSKAEHHOMY MO0 NPOSBI — | BU3HAYAE Ty
HEMMOBIPHY YapiBHICTb, TY MPUHAAHICTb, SIKY BiAYyBa€ELl

nepes po6otamu XXaHHu Kagmposoi. Ii weapa, nosHa 61mcky,
nepesnvByacTa XyL0XHS eHeprisi MPOCTAraeTbCs 3 KOKHUM

[HEeM BCe Aani, OXon/oYm BCe HOBI | HOBI 061acTi AN CBOro
3acTocyBaHHA. MiaAaTMCS Ui eHeprii, cnigyBaT TUM NpuUrogam,
AKi 34INCHIOOTLCS ABTOPKOIO Y TBOPYOMY NpoLeci, 6a4nTu Ti
YyAoBi apTedakTy, SKi Npu LbOMY HAPOAXKYIOTLCS — Lie CBATO.
BOHO fapye HOBI Big4yTTS MaTepii, HoBe 6a4eHHS HAaBKONLLHLOT
LiVCHOCTI, HOBE PO3yMiHHS NobaveHoro. Mu xoTinu 6u noginntmcs
LM 3 iHLIUMU.

€sreHis Kikogze
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ful strategy. Her continual artistic pursuit is fascinating and
often presents quite striking discoveries. For example, the
idea to present the remains of military objects abandoned on
the seashore as gigantic tins of preserved fish (immediately
evoking in the minds of our countrymen associations with
stores of military provisions, which were the stuff of legends
spread during hungry Soviet times). Or to come up with a
new biological species - the pepper-mushroom that sprouted
through the artist’s will beneath the bushes at another plein
air. Or to draw a“sporty” tattoo on the bodies of live mod-
els in such a way that even their clothes seem painted, and
swimming trunks become a“sea surface” from which figures
of rowers peer out.

These endless searches, perpetual dissatisfaction, unwilling-
ness to rest on her achievements, openness to the world in
its most everyday forms are precisely what determine that
stronger allure, that pull that one experiences before Zhanna
Kadyrova's works. Her generous, bright, rippling artistic
energy extends further each day, embracing ever new areas
for its employment. To succumb to this energy, to follow the
adventures that the artist brings about during the creative
process, to see the delightful artifacts it engenders - this is

a celebration. It presents new sensations of material, a new
vision of surrounding reality, new understanding of what we
see. We hope to share this with others.

Eugenia Kikodze

The Foundation of Vladimir Smirnov
and Konstantine Sorokin



MoHorpadis — e 3aBxaun NigdbneaHHA NigcymMKiB. Take

TBOpYe pe3tomMe nepeabdayvae HeobxiAHICTbL BUOKPEMIEHHS
HaMBAKIMBILLMX POBIT XYA0XKHULL, KpUCTaNi3aLito i MUCTELbKOTO
MeTozy, BUOYAOBYBAHHS TEMAaTUYHOrO HapaTuBy. Hessaxaoun
Ha AOCKTb IOHWI BiK, XXaHHA KaanpoBsa yke AaBHO rotoBa 4o
noAibHoOro NiaCcyMoOBYBaHHS, ke nepeabayae, B nepLly Yepry,
NeBHWUIN piBEHb CAMOOLLIHKW Ta YCBIAOMIEHHS BHYTPILLHLOI
HeobXigHOCTI TaKoro Kpoky. BU3HAHHS 330BHI HA340rHaNo
XYLOXHMLLO LBUAKO | LOCUTb AABHO: BNPOAOBXK NepLUMX AecATU
POKiB TBOPYOI pO60TH Heto 3806y Ti MPaKTUYHO YCi MOX/NBI NpeMil
Ta Haropoaum Ha ykpaiHCbKin apT-cLeHi, iM's KaanpoBsoi Bigome

Yy BCiX BUCTABKOBWUX MPOCTOPAX KPaiHW, YACeNbHI I NpoekTn
ekcrnoHysanucs y Pocii, Monbi, ITanii, HimeyuuHi, ®paHuii,

CLUA Ta iHWKX kpaiHax. MpoTe, 6axkaHHA NigBeCTN CBOEPIAHY
NiACYMKOBY PUCKY BUHUKNO TiNIbKM 3apas — i Lie He3anepeyHa
03HaKa NeBHOI MUCTELbKOI 3piNIOCTi, BiAYYTTS 3aBEpLUEHOrO eTany,
MparHeHHs 03MPHYTUCS Ha3ag, POBASYM HACTYNMHUIA KPOK.

Cama KapgmpoBa He 6e3 ipoHii po3noBigae, Lo nig Yac HaB4aHHS
Ha CKyIbNTYPHOMY BifAiNEHHI B KMIBCbKiN PecnybnikaHCbKin
XYOOXHIWN CepefHin WKONi BOHA He Ay>ke 3aM1C/ItoBanacs npo
Kap'eEpy XyQOXHMKA, a CKopille xoTina bytn dotorpadom,

i Te TiNbKM TOMY, WO B TOMY 11 BBMXANACs MOX/MBICTb BiIbHO
NPOXOANTM HA MY3MYHI KOHLLepTK. MiANITKOBI NOLWYKM CBOTO
XXWUTTEBOMO HANPSAMKY, LLO, OAHAK, He BiAXOAMAW faneko Bif
MY3MYHO-XYA,0XKHLOI chepu (Y HOMY MOXHA NpoC/iaKyBaTH
He3anepeyHu BNAMB BaTbKa-XyA0XKHWKA Ta CTAPLLOT CecTpu-
ckynbnTopa), cGopmMyBanmCa B yCBIAOMIEHUIA TBOPUMM LLASX
nig 4yac MomapaH4yeBOoi peBOIOLLIT 2004 pOKy, KONW rpyna
OBAAUSATUPIYHMX, HE BIAOMUNX HIKOMY XYAOXHUKIB NpUiALLNa A0
LleHTpy cy4acHoro mucTeuTsa npu (konuwwHin LileHTp Copoca)
y Kunei 3a apabrHoto — Wwobu BUBICUTH HA SKOMYCb BUAHOMY
MicLi BNacHOPYY HaMaiboBaHMM 6aHep. XTOCh iM CKa3as, Lo

y LLeHTpi, Ha TOM Yac 3HaKOBOMY BMCTABKOBOMY MPOCTOPI,

AKWIA BNACHE i N03HAaNOMMB YKpaiHy 3 peHOMEeHOM Cy4acHoro
MUWCTELTBa, HEOAMIHHO Ma€e byTW ApabuHa — usg ApabuHa ctana
MeTapOPUYHNUMM CXOAAMUN-CXOLXKEHHSAM A0 CYCMiNbHO-3HAYMMOTO
ny6niYHOro NpocTopy AN LiNoi reHepaLii MUTLIB.

LleHTp nycTyBaB, OCKiNbKM BCS KpaiHA 3aiManacs BUpPILLEHHAM
MacCLITabHUX NONITUYHMX NpobneM. AnpekTop LleHTpy HOpin OHyx
3 MPUTAMaHHO MOMY KypaTOPCbKO NPO30P/MBICTIO COHTAHHO
3aMponoHyBaB il rpyni MONOAMX XYA0XKHUKIB pe3neHL,ito:
NPUMILLLEHHS A8 poBOTH | HEBEIMKY CYyMY, HA SIKY BYB KynaeHnn
PY/IOH NONOTHA i akpmnoBi Gapbu. 3a Ton pik, Lo icCHyBana
pe3neHLis, Kpi3b Hel MpoONLLAM AeCaTKM YHaCHUKIB, cepes KX
BMKpUCTaNiayBanacs WicTka, HWUHi Bigoma gk rpyna P.E.M. -
PeBontoLiHUI EkcnepyMeHTanbHUM MpocTip. CborogHi, Manxke
[leCSITb POKiB MOTOMY, MOXEMO CMiIMBO FOBOPUTM NPO MOKONIHHS
P.E.M. B yKpaiHCbKOMY MUCTELTBI, aa)Ke came Lii LecTepo
XYOOXHWKIB, cepes akux i XXaHHa Kaguposa, cdopmysanm
OCHOBOMOJIOXHI TeMMW, METOA0/I0F 0 iX Npe3eHTaLil Ta 3arafbHnmn
KPUTUYHUI ANCKYPC HAMBINbLL BUAMMOrO NiacTa Cy4acHoro
YKPAiHCbKOro MUCTELITBA OCTAHHLOIO AeCATUPIYYS.

OpfHak couianbHO-KPUTUHHUMM NephopMaHcamm i My3eMHUMU
iHTEepBEeHLiSMUW, HaWbiNbL xapakTepHUMK ana rpynu P.E.M., He
BMYEPNYETLCS TBOPYMIA AOPOBOK 11 y4acHMKIB: XXKaHHM KagnpoBor,
Naaun HakoHeyHoT, Oneci XomeHKo, KceHii THuanLbKol, HikiTn
KagaHa Ta Bonopai Ky3HewoBa. binbLly TOro, KOXeH 3 HMX BUpobus
CBOIO iIHAWBIAYANIbHY Bi3yasbHy MOBY, IKa He 3BOAUTLCS A0
KONEKTUBHUX AOCATHEHb.

Introduction

A monograph is always a kind of synopsis. Such an artistic
resume involves singling out the artist’s key works, crystal-
lizing her artistic method, constructing a thematic narrative.
Despite her relatively young age, Zhanna Kadyrova has long
been ready for such a summing-up, which presumes, in the first
place, a certain degree of self-regard and an internal aware-
ness of the need for such a step. The artist attained external
recognition relatively quickly and quite some time ago: in her
first ten years of artistic work, she received practically every
possible award and prize on the Ukrainian art scene; the name
Kadyrova is well-known to all the country’s exhibition spaces;
many of her projects have been shown in Russia, Poland, Italy,
Germany, France, the USA and other countries. Yet the desire
to take stock arose only now, and this is an indisputable sign
of a certain artistic maturity, a sense of the end of a phase, the
desire to look back, and come out on the next artistic plane.

Kadyrova herself recalls without irony that when she was
studying sculpture in the Ukrainian Republic’s Art High School
in Kyiv, she wasn’t really thinking of a career as an artist;
rather, she wanted to become a photographer, and only be-
cause it offered an opportunity to get into music shows. These
teenage searches for direction in life, still never straying far
from the music-art sphere (here we see the undeniable influ-
ence of her artist father and older sister - sculptor), crystallized
into a conscious artistic path during the Orange Revolution of
2004, when a group of 20-something unknown artists came to
the Center for Contemporary Art at NaUKMA (formerly Soros
Center) in Kyiv to ask for a ladder to hang a hand-made banner
in some visible spot. Someone had told them that there must
be a ladder in the CCA - at that time a landmark exhibition
space that essentially introduced Ukraine to the phenomenon
of contemporary art — and that ladder became a metaphor for
the ascent of an entire generation of artists into the socially
significant public sphere.

The Center was empty since the entire country was busy
resolving its large-scale political problems. CCA director Yuri
Onuch, with characteristic curatorial perspicacity, spontane-
ously offered that group of young artists a residency: work
space and a small sum of money, which they used to buy a roll
of canvas and acrylic paints. Over the course of the year-long
residency dozens of artists passed through, and out of them

a group of six coalesced; now they are known as the R.E.P.
(Revolutionary Experimental Space) group. Today, nearly ten
years later, one can confidently speak of the R.E.P. generation
in Ukrainian art, as those particular six artists, one of whom is
Zhanna Kadyrova, formed the basic themes, methods of pre-
senting them and general critical discourse of the most visible
stratum of contemporary Ukrainian art of the last decade.

Still, the social-critical performances and museum interven-
tions most characteristic of R.E.P. do not dominate the artistic
careers of its members: Zhanna Kadyrova, Lada Nakonechna,
Olesia Khomenko, Kseniya Gnylytska, Nikita Kadan and Volody-
myr Kuznetsov. Moreover, each of them has developed his/her
own individual visual language, which is irreducible to their
collective achievements.

Kadyrova's works are easy to recognize in any exhibition proj-
ect: such household, industrial and utilitarian materials as tile,
cement, siding, shingles and Data

Po60oTn KagmpoBoi nerko BnisHaTn y byab-1KOMy BUCTABKOBOMY
NpOoeKTi: Taki NobyToBI, iIHAYCTpianbHi Ta yTUAITapHI MaTepianu
AK Kaxni, LeMeHT, BaroHka, yepenuus, achanbt CTanm 3HaKoBUMM
anaiiTeopyocTi. Came Lg TpaHchopmMaLia byaeHHUX maTepianis
Y XYOOXHI CBIA4YMTbL Npo MacwTabu i TanaHTy. BoHa 3 nerkictio
[eMiypra CTBOPHOE HOBi MUCTELLbKI MOBM, HOBI Bi3yasbHi
napasamrmu, 3a JOnoMoroo sikux MoxHa GopmMynoBaTu
Pi3HOMAHITHI MOBIAOMJIEHHS, Bif, eCTeTUKO-bINoCoPCbKMX A0
CoUianbHO-KPUTUYHUX.

MepeTBOPIOOYM Kax/i Ha PiANHY, LeMEHT Ha NPOMeHi CBiTNa,
ra3eTHi BUPI3KM Ha CKYNbNTYPHUI MaTepian, a achanst Ha
KMBOMUCHI NONOTHA, KaampoBa 3aMa€eThCs BidyasbHOK
anxiMmielo, CTBOPIOE BCe HOBILWi TPMBMMIpHI MeTadopu. I po6oTK
BiAKPMBAIOTb CAMY CYTHICTb MUCTELITBA IK NPOLLECY TBOPEHHS
CeMiOTMYHWX 3HAKIB, O AOMOMAratTb MOANHI CTPYKTYpyBaTH
HeobpobneHnn, 6e3mMexxHMI CBIT HABKOIO HAC, 1O SKOTO MW
MOXEeMO NiACTYNUTUCA TiNbKK Yepes NnaH KynsTypun, TO6To
6e3nepepBHUIN CEMIOTUYHUI MPOLEC BUPOBIEHHS HOBMX 3HAKOBMX
cmcTeM. Pyka KagmpoBoi Hanbinbw NOBHO BUSBASIETLCS HE CTiNbKM
B paMKax pob0oTK 3 KOHKPETHMM MaTepianoM (L0 XxapakTepHo ANS
6iNbLWOCTI XyAOXKHUKIB, SKi MPOTArOM AOBrOro 4acy po3pobnsoTb
OAMH BAANO0 3HANAEHNN METOA 4M MPUINOM), CKiNbKK came y
CTBOPEHHI HOBMX Bi3ya/IbHUX CUCTEM KOMYHiKaLii.

Po3WwpeHHa MeX XyA0XHbLOrO NOAs, eKCnaHcia marepianis
XapaKTepHi ans 6aratbox HANPSMKIB Cy4acHOro MMUCTELTBA.
BuHaTKOBa 0c06MBICTL KaAMpOBOI NoNSrae B TOMY, LLO

BOHA He 3yNMNHAETLCSA TN HAa GOPMAbHMX MOLLYKAX HOBUX
Bi3yanbHUX Npuitomis. Il M1CTeLbKA Mporpama HabaraTo wuplia
3a popmasibHe AOCNIIKEHHS MOXJ/IMBUX MaTepianis i TEXHIK.
KoxxHa poboTa B NifCyMKy CTaE MeTadOopPUYHUM TPAMMIIHOM, WO
KaTanynbTye rns4aya y nosae couianbHux pepnekcin.

XyAOXHMLS 3MYLLYE HAC 3AMUCUTUCA HAS Pi3HUMYK Temamu,
cepef AKMX: TPYAOBI BiAHOLLIEHHS Ta ekcrnayatawis poboynx cmn
(«CaHTexHiK Tona» (2004-2005), cepist «PO3paxyHOK» (2008-2009),
«3HaKK» (2010), «Tonen (2010); LiHHICHA NONITUKA Cy4ACHOTO
cycninbcTea («[diamaHTu» (2006); eKOHOMIYHA Kpu3a (cepis
«Po3paxyHok» (2008-2009), «J1aBkn-rpadikm» (2008); ekonoris
Xap4yBaHHS Ta €KO-CBIJOMICTb SIK Taka (Cepist «3anoBHEHH»
(2007-2012), cepis «Ep3au» (2008-2009); MUTAHHSA ICTOPUYHOT
nam'ati («Mam'aTHMK HOBOMY NaM'STHUKY» (2007-2009), «<HaToBM»
(2012) Ta NAKH, KOHCepBaLis Yacy («KoHcepsu» (2012).

MabyTb, HanbinbL 3Ha4YMMa Tema ansg KagmpoBoi — Le iCHYBaHHS
MiCbKOro MpOCTOPY, AMXOTOMisl CyCMiNIbHOTO i NPUBATHOTO,

TiCHO NOB'sI3aHe 3 YCBIAOM/IEHHSIM CBOEI TPOMAASAHCHKOT
Bi4NOBIAANBLHOCTI 32 MiCLLe CBOrO MPOXMBAHHS. L0 TeMy y pisHUX
TiacnekTax BoHa nifHimae B poboTax Ta cepisx «Manun(2010),
«3anoBHEHHS» (2007-2012), «3HaKW» (2010), «PaKkyLKM» (2008—
2012), «Data Extraction» (2011-2012), «[1aM’S THUK HOBOMY
nam'ssTHUKy» (2007-2009), «OpbiTar (2007), «16/1yKo» (2010),
«dopma csitnan (2011), «Knymban (2011).

MpoekTn KaampoBoi TaKoX BUOYLOBYHOTb KOHLENTYaIbHUI
fianor 3 pis3HOMaHITHUMU TedisaMu B iCTOpiT MMCTeuTBa. Tak,

B «[iamaHTax» (2006) Ta «kMOHYMeHTax CMiTTIo» (2006-2010)
MOXKHA BigLLyKaTX napaneni 40 non-apTy, KU JOCNIAXKYE
CMOXMBALTBO Ta MaTepianbHe NepeBUPO6HULTBO Y Cy4acHOMY
CyCninbCTBI. «/1aBkn-rpadikmn» (2008) GpopmanbHO CNiBBIAHOCATLCS
3 peflyKoBaHOK MiHIManiCTCbKOK eCTETUKOK 1960-X POKIB.
ApaHXyto4m pi3Hi KOHIrypauii «3anoBHeHb» (2007-2012) B
3a/1@XKHOCTI Bifj apXiTEKTYPHOIr0 KOHTEKCTY KOXXHOI OKpemol
BMCTaBKM, XYAOXKHULS HABMUCHO Byaye abCcTpakTHI KOMNO3nLii,
AKi HarafytoTb CyNpeMaTUYHi pilleHHS aBaHrapay noyarky

Extraction have become emblematic of her work. Precisely
this transformation of commonplace materials into artistic
ones testifies to the scale of the artist’s talent. With a demiur-
gical lightness she creates new artistic languages and visual
paradigms for articulating various messages, from aesthetic-
philosophical to social-critical.

Transforming tile into liquid, cement into rays of light, newspa-
per cutouts into sculptural material, and Data

Extraction into “canvases,” Kadyrova engages in visual alche-
my, creating new three-dimensional metaphors. The artist’s
works expose the very essence of art as a process of creating
semiotic signs that help a person structure the raw, bound-
less world: though it exists outside of us, we can approach it
only through the system of culture, that is to say, through the
continuous semiotic process of creating new sign systems.
Kadyrova's signature appears less within the confines of one
material (which is characteristic of most artists, who devise
one method and develop it over a long period of time), than in
creating new visual communication systems.

Expanding the boundaries of the artistic field and adding ma-
terials is characteristic of many currents in contemporary art.
Kadyrova's exceptional quality lies in the fact that she does not
stop at the formal quest for new visual approaches. Her artistic
agenda is much broader than the formal exploration of possible
materials and techniques. Every work ultimately becomes a
metaphorical trampoline, catapulting the viewer into the zone
of social reflection.

The artist makes us think about various themes, like labor rela-
tions and the exploitation of workers (Plumber (2004-2005),
the series Calculation (2008-2009), Signs (2010), On the Field
(2010)); contemporary society’s politics of value (Diamonds
(2006)); the economic crisis (the series Calculation (2008-
20009), Bench-graphs (2008)); the ecology of nutrition and
eco-consciousness in general (the series Filling (2007-2012),
the series Ersatz (2008-2009)); questions of historical memory
(Monument to a New Monument (2007-2009), Crowd (2012));

and the flow and conservation of time (Preserves (2012)).

Perhaps the most important subject for Kadyrova is the
existence of urban space; the dichotomy between the public
and private is closely tied to the awareness of one’s civic re-
sponsibility for the place where one lives. The artist addresses
this theme in its various aspects in the works and series Maps
(2010), Filling (2007-2012), Signs (2010), Shells (2008-2012), Data
Extraction (2011-2012), Monument to a New Monument (2007-
20009), Orbit (2007), Apple (2010), Form of Light (2011), Flowerbed
(20m).

Kadyrova's projects also build a conceptual dialogue with
various currents in art history. One can find references to pop
art, which examined consumerism and material production in
contemporary society, in Diamonds (2006) and Trash Monuments
(2006-2010). Her Bench-graphs (2008) formally correspond

to the reduced minimalist aesthetic of the 1960s. Arranging
the composition Filling (2007-2012) in various configurations
depending on the architectural context of each particular exhi-
bition, the artist consciously constructs abstract compositions
that recall the Suprematist gestures of the early-2oth-century
avant-garde. The heavy slabs of Data

Extraction (2011-2012) can be read in terms of 1960s process art,
when artists strove to literally disrupt the exhibition space



ABaAUSTOro cTopiyys. Baxxki nantn acdansty «Data Extrac-
tion» (2011-2012) NPOYUTYIOTLCA B TEPMiHAX NpoLecyanbHOro
MUCTELTBA 1960-X, KON XYLOXKHUKM BUCTaBASANM poboTH, siKi
MOTIn B ByKBanbHOMY CEHCi 3pyMHYBaTW BUCTABKOBMIA NPOCTip
CBOEIO BAroto Ta po3Mipamu, TaKMM HNHOM 34iACHIOKOYM aKT
IHCTUTYLIOHANbHOT KPUTUKN BIAHOCHO My3et0 YK ranepel.

MofibHi napaneni 6aratouncenbHi Ta pis3HOMaHITHI — iX MOXHa
BiflLLYKaTW ByKBaNIbHO B KOXHIK 3 pobiT XKaHHw. MpoTe Le He fae
NPUBOAY CTBEPAXKYBATH, LLLO XYAOXKHMWLS CBIJOMO NPOLOBXKYE
napagurmy non-apTy, MiHiManiamy, cynpematnsmy abo
npolecyanbHoro mucteutsa. Ckopille Kagnposa CTaBuThCS

[0 iCTopil MMCTeuTBa K 0 NEBHOMO HAbopy GOopManbHMX
3aroTOBOK, 3 IKMX MOXHA CKOHCTPYHOBaTW HOBMUI 06pas.
3aByanboBaHa LMTATHICTb 3aXOMNJIKOE OCBIYEHOrO MNsAa4a CBOEKD
NOCTMO/EPHICTCbKOO FPOI0 y pO3ralyBaHHs Ta CMiBBiHECEHHS.
TemaTU4HO pobOTU XYAOXKHML 3a4inatoTb 310604HHI coLianbHO-
noniTnyHi coepu, dopmanbHo — 3abe3nedyoTb eCTETUYHY
HaconoAy 3aBAsSKM CBOIM CKNAAHMM B32aEMO3B'13KaM 3 BikOBUMMU
MUCTELbKMMYM NpoLecamu.

P03M0Bifb NPO KOXeH NpoeKT KaanpoBOi MOYMHAETLCS
HeBeNMKMMM 3aManboBKamuy GaomMacTepoMm, Wo X aBTopka
Ha3ueae «dnomopeaniamomy. LLi HapncK NoB'a3yoThb yCi poboTK
B O4He Lifne, ane 06’€eAHaHHS BifbyBAETLCA HE HA PiBHI TEM,

inen abo GopmManbHO-eCTETUHHUX pilleHb — CKOpiLle, BOHW
BUSBNSIOTb NPOLLEC 3apOAXKYBAHHS TBOPIB, LEMOHCTPYIOTbL CNOCIH
XYLOXKHbOTO MUC/IEHHS, LLO € XapaKTepHUM A1 KagmpoBsoi.
XyLOXKHMLS HAMALLYE Bi3yaNbHUM 3B'130K 3 HABKONNLLHIM

CBITOM 32 LONOMOrot dpaomacTepa Ta 6in1oro apkyLuy nanepy.
Haue cteHorpadytoum, BoHa WNPYE YpUBKM PeasbHOCTI,

KOTPIi NOTIM PO3rOPHYTLCS Y TPUBUMIPHI 0B'€KTI y TT NpoeKTax.
«®nomMopeaniam» He Ma€ Hi4Oro CNiNbHOIOo 3 akaAeMiYHUM
peanisMoM Ta MOro TpaaMLIiIMU MantoOHKy KNaCUYHUX NponopLin
Ta KONipHMX pileHb. Lle, wemaLwe, apxiB nogin, nobixkHi cnoragm
npo II0AeN i Micus, Wo HACeNATb NAM'ATb XYA0XKHULL.

baratouncenbHi 3anMcHNKM KaampoBoi MOBHI TAKMX CKOPOMUCHUX
Bi3yanbHMX 06pasiB — a Lie 3Ha4UTb, L0 NPOLLEC CTBOPEHHS HOBUX
XYAOXHIX MOB MPOAOBXYETLCS.

OneHa YepBOHUK

through the weight and
dimensions of their exhibited
works, thus committing an
act of institutional critique
directed toward the gallery or
museum.

Such parallels are many and

f various - they can be found

| in every one of Kadyrova’s
works. However, this is no
reason to claim that the art-
ist consciously follows the
paradigm of pop art, minimalism, Suprematism or process art.
Rather Kadyrova treats the history of art as a kind of set of
formal ingredients from which one can construct a new image.
Her veiled citations entertain the educated viewer with their
postmodern game of guessing and referencing. Thematically,
the artist’s works engage urgent social-political issues, for-
mally they provide aesthetic pleasure through their complexly
tailored integration into centuries-long artistic processes.

The story of each of Kadyrova's projects opens with a small
marker drawing, called by the artist Flomorealism (Markereal-
ism). These sketches unite all the works into one whole, but
this happens not on the level of themes, ideas or formal-aes-
thetic choices - rather, they reveal the process of the works’
origination, demonstrating Kadyrova'’s characteristic mode of
artistic thinking. Using a marker and white sheet of paper, the
artist feels out a visual connection with the surrounding world.
Like shorthand, she encodes fragments of reality that later de-
velop into the three-dimensional objects of her projects. Flomo-
realism (Markerealism) has nothing in common with academic
realism and its traditions of painting with classical proportions
and color choices. This is closer to an archive of events, fleeting
recollections of people and places that have settled in the art-
ist's memory.

Kadyrova's countless sketchbooks are filled with quickly drawn
visual images — and this means that the process of creating
new artistic languages continues.

Olena Chervonik

Manna Kaguposa. Micus
332aNbH020 KOPUCTYBAHKY —
3GoBmamu, a He aMiwysamu

Y TBOpYOCTi )KaHHU KaanpoBoi — 6ifibLU HiXk MOJIOBUHY NPOEKTIB
6e3 npobsem MOX/IMBO BCTAHOBUTM Yy Ny6AIHHOMY NPOCTOPI.
MO>KHa BUCIOBUTUCS LLLe paMKasbHille: Npy NeBHOMY Nornagi
BCi NpoeKTV KaanpoBoi — MOHYMeHTasbHa CKyAbATypa,

CTBOpeHa A5 Ny6i4HOro CNPUMHATTS, CBOFO poay Nam'aTHUKM
ans «dopymisy. LiboMy cnpusie CBOEpiAHA NON-apTiBCbKa
npeaMEeTHICTb, MaTepiasibHICTb i 3arafbHOBXMBAHICTbL 06pasis,

AIKi CTBOPHOE XYAOXKHWNLS, IXHA BIAKPUTA, PO3iMKHYTA, pO3ropHyTa
anga3aranbHoro ornsay ¢opma. Llen xapakTep — CaMOA0CTaTHICTb,
BiAKPUTICTb, yMi3HABAHICTb i AiaNOriYHICTb — AyXKe BUTiAHO
BUPI3HSE po60TN KaanpoBOI B KOHTEKCTI BCbOTO HUHILLHLOIO
NOCTPaASHCLKOro MMUCTeLTBa | 6epe CBiv MO4aTOK B TOMY
[eMOoKpaTUYHOMY MiANOMI, IKOrO 3a3Hana B 1990-Ti BITYM3HSIHA
(B Ti pOKM — pOCiNCbKa pa3oM i3 yKpPaiHCbKOK) XYA0XKHS CLeHa.
Hacnpasai HanbinbWw NpsMmMM Ta HaMbiNbLL SCKPaBUM 3406y TKOM
«nepebynoBm» BB BUXIiA XYAOXHUKIB Y CYCMiIbHUIN NPOCTIP, SIKNIA
BTIZIMBCS B AKX TaK 3BAHOMO «PaANKALHOrO MUCTELTBAY, B
«be3nocepenHin poTorpadiin i HaBITbL B «NanNepoBil apxiTekTypin.
Masno NennepLuTerH, repMeHEBTUYHUI Typy | XpoHorpad 1990-X,
NncaB NPo XyA0XKHMKIB-«KBA3irN1aAiaTopiB», YNE «BYNbKOTIHHSA
ny61ivyHy peanbHiCTby'.

My6niyHa peanbHiCTb — Lie 3BOPOT YyA0BO KOMEHTYE i O4HY

3 nepLumnx pobiT, NoOKasaHMX HeLLLOAABHLOK BUMYCKHULLEKD
KWTBCbKOT XyA,0XKHbLOT KON Ha pecTmBani ApTKnssbma — «/Jowika
nowaHu» . HeHaye nepexonuBLUK ecTadeTHyY NannyKy Big,
npuMipom, Cepris JIEOHTBLEBA, LLLO CTBOPMB Ha MO4aTKY 1990~

X MOPTPETHY CtoiTy «[pobu >xopcTioil doTorpadiiy, Kagnposa
peaHiMye apXxeTunu CBOro AUTUHCTBA, NepeBAsAralynch B

ofAr TiEl enoXu, BUKOPUCTOBYHOUM NepyKuM, BixkyTepito, Byca i
danbLumei 6poBum. TpasecTia y KagnpoBoi ax HisIk He € OMO3ULED
ny6ni4YHOCTI, afyke aBTOPKA peTe/lbHO BUOYLOBYE B MAPOAINOBAHNX
obpaszax Ty 06'eAHyBaNbHY A9 HUX KONEKTUBHICTb, Ty
KONErianbHiCTb «MOLUAHWY, LLLO B NepLuoaXepenax nposieasna cebe
CaMOBJAOBO/IEHHAM i BYHAIOYHICTIO B INLAX NEPCOHAXIB. «OoLwKa
NoLLIaHW»— NapagHui NOpTPeT paasHCbLKMX PopcanTiss, paminbHa
ranepes — TUM-TO M NOAIBHICTb BCiX LiMx 067114 Taka CMiLLIHA | pa3oMm
i3 TMM Taka opraHivyHa. PagsHCcbKi ntoam nofibHi ogHe [0 OAHOrO,
AK NOAIGHI | MW, TenepiLlHi, Ha HaLWX NonepeaHNKiB — Kaanposa
BTI/IIOE ifeto [lenbo3a Npo CUHIYASPHICTb, IKa BXe Binblue He €
iHAMBIAYANLHICTIO, ane € OAMHUYHICTIO, YACTOO IMAHEHTHICTIO,
HENTPaNbHUM XXMTTSM MO Ty CTOPOHY Aobpa i 31a, 6e3 imeHi...3

Ihanna Kadyrova:
Public Spaces -
Shake but Don’t Mix

The Heritage of the 1990s:
Conquest of Public Space

Among Zhanna Kadyrova's art works, more than half of her
projects could definitely be installed in public space. More
radically speaking, from a certain point of view all of Kady-
rova’s projects are monumental sculptures, designed for public
perception, something like memorials for the “forums.” This

is made possible by a certain pop-art object-ness, materiality
and wide circulation of images created by the artist, as well as
their open forms, unfolding for all to see. These characteris-
tics - self-sufficiency, openness, recognizability, and a dialogic
quality - very favorably distinguish Kadyrova's works in the
context of all of today’s post-Soviet art; and they originate

in the democratic upsurge experienced in the 1990s by the
domestic (at that time Russian and Ukrainian) art scene. In
fact, the most direct and striking achievement of perestroika
was the movement of artists into public space, as embodied in
the actions of so-called “radical art,” in “immediate photogra-
phy,” and even in“paper architecture.” Pavel Pepperstein, the
hermeneutic guru and chronographer of the 1990s wrote about
artists-“quasigladiators,” whose “bubbling in the arena is aimed
at demonstrating to the surrounding public its own public
reality.”

Public reality - this turn also remarkably reflects one of the
first works exhibited by the recent graduate of the Kyiv Art
School at the festival ArtKlyazma - Honor Board.? As if inter-
cepting the baton from, say, Sergey Leontiev, who created

his portrait suite Experiments in Brutal Photography in the early
1990s, Kadyrova reanimates the archetypes of her childhood,
dressing up in the clothes of that period, using wigs, jew-

elry, moustaches and fake eyebrows. Kadyrova's travesty is
certainly not an opposition to publicness, since in her parodic
images the artist meticulously constructs that collectivity that
binds them, that collegiality of “honor,” which was revealed in
the original sources by the self-satisfaction and pomposity in
the characters’ faces. Honor Board is a formal portrait of Soviet
Forsytes3, a family gallery — therefore the similarity of all the
faces is so funny and also, so natural. Soviet people resembled
one another, just as we, today, resemble our predecessors -
Kadyrova embodies Deleuze's idea of singularity, which is no
longer individuality but oneness, pure immanence, a neutral
life on that side of good and evil, without a name...3

A rather distant parallel to this idea can be found in the small
and exquisite project Harvest (20m1). It consists of beings cre-

T Nasen Nennepwreit. HoBoroaHMi YepHBIi wap // AHydpues C., MennepwTeii M. leBAHOCTbIE FOAbI. [OCYAAPCTBEHHAS KONNEKUMS
COBPEMEHHOTO MCKyCcTa. M., 1999. C. 91-98, uwT. C. 93

2 Ha cBOeMy caiiTi aBTOPKa Tak KOMEHTYE po6oTy: «Lieil MPOEKT — BIATYK Ha TPAANLII0 PAASHCLKIX HaciB, 3rAHO 3 AKOK B 3aKNaAaX
i Ha NiANpUEMCTBAX MOPTPETH NEPEAOBUKIB | 3aCYXKEHUX AiS4iB KPACYBANUCS HA BUAHWUX MICLSIX | CAYryBany NPUKNAA0M ANS KONer.
ABTOMOPTPETY BUKOHAHI B PI3HOMAHITHUX HaMGIbLU NOWMPEHUX aMNAya MUHYNOI eNoxy: cekpeTap, GyxranTep, GiGnioTekapn

3 (38a€TbCA HABIT, LLIO OAMHUUHE XUTTA MOXE B3arani 0GXOAMTUCS 6e3 GyAb-5KOi CYG'EKTUBHOCTI ¥t 6e3 Byab-SIKOro CynpoBOAY, SKiMit
61 ioro iHavsiayanisysae. Tak, NpyUMipoM, BCi Ayxe ManeHbKi AiTi CXOXi oHe Ha ofiHe i 30BCiM He iHAWBIayanbHi; ane im BnacTuei
OAVNHWUYHOCTI, YCMILUKA, XeCT, rpumaca, noaji, ki He € Cy6'eKTUBHUMM XapakTepUCTUKaMK. 30BCIM ManeHbKi AiTh BykBanbHO NPOHM3aHi
IMaHEHTHIM XUTTAM, AKa € CNPABXHbOI0 MILLLIO, MOXHA HaBITh CKa3aTV BABKEHCTBOM B MOpI CTPaXAaHH | CnabrocTely (Kub
[1enb03. IMaHeHTHICTb: XUTTA / ITepHeT-xypHan "Klinamen": http://wwh.nsvs.bv/klinamen/fila1s.html).

7 pavel Pepperstein. Novogodnii chernyi shar // Anufriev S., Pepperstein P. Devianostye gody. Gosudarstvennaia kollektsiia sovremen-
nogo iskusstva. M., 1999. pp. 91-98, cit. p. 93

20n her website, the artist provides the following commentary on her work: “This project is a response to the tradition from Soviet
times, when the portraits of leaders and honored personnel were visibly displayed in institutions and companies to serve as an example
for their peers. The self-portraits are performed in the most common social roles of the past era: secretary, accountant, librarian.”

3 it seems that a singular life might do without any individuality, without any other concomitant that individualizes it. For example,
very small children all resemble one another and have hardly any individuality, but they have singularities: a smile, a gesture, a funny
face - not subjective qualities. Small children, through all their sufferings and weaknesses, are infused with an immanent life that is pure
power and even bliss” (Gilles Deleuze, ‘lmmanence: a Life" in Pure Immance: Essays on a Life. Zone Books, 2005
http://www2.southeastern.edu/Academics/Faculty/jbell/deleuze-immanence. pdf)



30BCiM BigaaneHa napanenb 40 Ti€l X ifel — HeBeIMKUN i
[ONafHNN NpoekT «Ypoxkam» (2011). Lle —icToTu, CTBOpeHi 3
IHLWWX OpraHiYHMx MaTepianis (bonrapcbkni nepewb, kabavok,
anenbCcuH), No3baseHi iMeHi napafoKcanbHi PO3POCTAHHS B
CiNbCbKOMY Ner3axi, ki AMBOBUXKHI TUM, WO, 3 OAHOr0 6OKY,

€ cyTo apTedaKkTamu, a 3 iHLIOro — MOBHOHO BiACYTHICTIO iIMEHi,
HOMiHanbHOCTI. KagmpoBa Haye napadpasye BNacHUM MeToq — i
[N HAOYHOCTi BUKOPUCTOBYE CBIXKI LUBUAKOMCYBHI MPOAYKTU.
IMaHEHTHICTb CAaMOr0 XXMTTS B YMOBAX BiIKPUTOrO CyCMi/IbHOrO
NpOCTOPY, Ta X cama NybivHa peasbHiCTb — Lie No4aTKoBa yMOBa
BCiX MPOEKTIB XYA0KHWNL.

Hemae cymMHiBy, LU0 LSt yMOBA BU3Ha4MAa iHTepec 0 Takoro
martepiany aK kaxnas. 3110baeHa MOAEPHOM MANTKA 3aCBOKETLCA
MOZEPHI3MOM K MPOCTUI | AOCTYNHWUA MPUHLMN CaHiTapil

Ta yHidikaLil MTOBepXHi 4151 MiCLib CMiIbHOrO KOPUCTYBAHHS.

Ane B YkpaiHi (i oyxe pigko B Pocii), 0c0bAMBO B MPOBIHLiMHMX
MiCTeyKax, Kaxns i CbOroAHi LUMPOKO BXMBAHA ANS NNYKYBAHHS
6yaiBenb, 10 TOr0 XX HANBINbLL SICKPABUX BiATIHKIB. TAKMM YMHOM
xapakTepHa, A0 NpuKaaay, ANns PoCii «KyXOHHO-NiKapHAHO-
TyaneTHa» 30Ha NOBYTyBaAHHS KaxenbHOI MANTKN Y HANBAMXKYOro
CycCifa CTae NpMBaTHOMO | 30BCIM He MOKa30Bo cdepoto
3aCTOCYBaHHS LbOro maTepiany. Kaanposa e aani po3Lwmpioe
MOX/IBICTb 3aCTOCYBAHHS Kax/li, BUKOPMCTOBYHOYUM 1T AN KONaxis
| TPMBUMIPHOT CKY/IbNTYPU K Ay>KE KPYMHY MO3aiKy.

ToBOpSAYM NPO iHCTaNALIi Ta 06'EKTU 3 NIUTKOBMM KEPaAMIYHUM
NOKPUTTAM B Cy4aCHOMY MUCTELITBI, HEMOX/TMBO He 3rafaTw,
3BiCHO, MPO TBOPU PpaHLLy3bKOro XyAoXKHMKaA XKaHa-MN'epa PenHo,
AKNIA CNPOMIrCS NPOAOBXUTM ifet0 reOMeTpUYHOI abCTpakLil

B CTEPUbHUX | NPaBUAbHUX KyBiYHNX 06'€EMax, BUKNAAEHUX i3
6inoi kaxni. Lle nprsemMneHHa MOAEPHICTCHKOI yTOMii 32 paxyHoK
«CTUCKYBAHHSAY ifel ByAyBaHHS XUTTS WASXOM Pi3KOro 36/1MKEHHS
reoMeTPMYHOr0 XXMBOMMUCY Ta iHTEP'EPHOMO AM3anHy. Ane MeToj,
KaampoBoi — AeLo B3arasi npoTUIexHe.

Kaxna — martepian QiHilWHMA, MOTo HIKOW He CNPUAMAtOTb

K CAMOCTIVHWUIN — 40 BNACTMBICTb «apXiTeKTYPHOI LUKipW» i
BMKOPUCTOBYE XKaHHa. MepenoBCiMm, 11 KaxenbHi IIUTKU Manxe
HiIKO/IM HE NOCTaOTb B po60TaX Y HEMOPOYHIN NPaBUAbHOCTI i
YiTKOCTI GOPMU: HUMU 06NMLbOBAHI GOPMM M'ATI Ta NONAMAHI,

i Kaxng KpOITbCS aBTOPKOK B 30BCiM HenepeabavyBaHMX
KOH®Irypauisx.

MoxkHa No6a4mT B LLbOMY HEO6APOKOBOMY, XMBOMMUCHOMY
KOHTYpi napadpas ni3HbopaAaHCbKOI MOHYMEHTa/IbHOI
CKYNbNTYPU, KOMIW, NiCNS BCeBNAAAS AKaAEMI3MY TOTaniTapHoi
nopw, XyA0XKHUKM HAMaraamcs «MogepHisyeatu» odilios, i xonowwi
NEHIHCKMX LUTAHIB NLLAM XBUASAIMW 1K «MYCKYIN B LUBUAKOMY
pycCi» YM6epTO BOYOHi.

BpyTanbHiCTbL WBIB i MOKPO Kax/i pa3oM i3 pBYYKiCTIO MOBOPOTIB
KOMMO3MLT, 3HIBEYEHICTIO POPM CTBOPIOIOTL CYMEPEYHICTb i3
XapakTepom Kiile. fopbati anenbCuHK, 3iM'ATUN LOPOXKHIN
3HaK, NpoAaBneHa nayka umrapok «LM», Bci poboTu 3 cepin
«MoCTpiNN-NponoMm» i «MOHYMEHTU CMITTIO» MOAAIOTb KaX/THo
HemMOoB CMo4YaTKy po3buTy/nigipeaHy, a NOTiM 3ibpaHy Ta CKeeHy.
Mon-apTiBCbKka anponpiaLis nNis3HaBaHOI NOBCAKAEHHOI peyi
MOELHYETLCA 3 «MiAPUBHOKON TAKTUKOIO, | AKLLO B MOM-apTi
OCHOBHMM NPUHLMNOM 6y/10 36inbLIEeHHS CTEPEOTUMHOMO
obpasy, To KaanpoBa HaMara€eTbCs HAMOBHUTM MOrO 3CePeanHY,
iHOZI CTBOPIOIOYM edeKT HAAMIPHOO 3yCUIINS, KON LIEMEHT, K
BWAAETbCS, MOYMHAE BMBAIOBATMCS 3i LLBIB.

Cepep, pobiT KagnpoBoi y BiAKPUTOMY MPOCTOPI TiNbKK

OHOr0 pasy HATpan/ISEMO Ha 06pa3, MOpdONOriYHO Mamxe
He3MiHeHWN. Lle npoekT «KoHCepBW», CTBOPEHWIA B pe3naeHLil
Biptoumii y 2012 poLii. 306paXkeHHs yCimM BiAOMMX KOHCEPBHUX

ated from various organic materials (bell peppers, zucchini,
oranges), nameless paradoxical growths in a village landscape;
they are remarkable in that on the one hand, they are pure ar-
tifacts, and on the other, they represent the complete absence
of name, the nominal. Kadyrova seems to be paraphrasing

her own method - and to illustrate, she employs fresh, quick-
spoiling products. The immanence of life itself in the conditions
of open public space - that very public reality - is the initial
condition for all the artist’s projects.

Crumpled Tile as Corporeality

Undoubtedly, Kadyrova's interest in a material like tile was pre-
determined by this initial condition. Beloved by Art Nouveau,
ceramic tile was assimilated by modernism as a simple and ac-
cessible sanitary principle and for producing uniform surfaces
in public places. But in Ukraine (and very seldom in Russia),
especially in provincial towns, even today tile is widely used for
facing buildings, and in the brightest hues. And so, for example,
the characteristic for Russia “kitchen-hospital-bathroom”
domain of ceramic tile becomes in Ukraine a private and not at
all representative sphere for the application of this material.
Kadyrova further expands the possibilities for applying tile,
using it for collages and three-dimensional sculptures as very
rough mosaic.

When discussing installations and objects made of ceramic tile
in contemporary art, it is impossible to not recall the works of
French artist Jean-Pierre Raynaud, who found a way to further
the idea of geometric abstraction in sterile cubic volumes lined
with white tile. This is a grounding of modernist utopia by
“collapsing” the idea of life-construction through the abrupt
convergence of geometric painting and interior design. But
Kadyrova's method is something quite contrary.

Tile is a finish, it is never considered independently, and Zhanna
plays on this quality of “architectural skin.” Above all, in her
works ceramic tiles almost never appear in theirimmaculate
regularity and precision of form: the sculptural forms faced
with them are crumpled and broken, and the artist fashions
the tile into completely unpredictable configurations.

One can see in this neobaroque, painterly contour a para-
phrase of late-Soviet monumental sculpture, when follow-

ing the omnipotence of academicism during the totalitarian
period, artists tried to “modernize” officialdom, and the pant-
legs of Lenin’s trousers became wavy like Umberto Boccioni's
Speeding Muscles.

The brutality of the seams and cut of the tile, along with the
impetuosity of the composition’s twists and turns, and sharp
bends of the form all contradict the nature of cliché. Hunch-
backed oranges, a creased road sign, a crushed pack of LM
cigarettes, and the works in the series Shots, Fractures and Trash
Monuments all present tile as if it were first broken/blown up
and then collected and cemented. Pop-art’s appropriation of
familiar everyday items is combined with a “subversive” tactic;
and if in pop art the main principle was exaggerating the ste-
reotypical image, then Kadyrova attempts to fill it from inside,
sometimes producing the effect of excessive force, when the
cement seemingly begins to seep out from between the cracks.
Among Kadyrova's outdoor works only once do we encounter
an image that morphologically remains almost unchanged.
This is the project Preserves, created during a residency on the
Ukrainian island Biryuchi in 2012. A picture of popular canned
preserves was superimposed on a massive, cylindrical, SS20-
military-rocket transport capsule, made of fiber and epoxy
resin, which somehow was left on the sea shore. Yet here we
also encounter the requisite shift that disrupts the solidity of

6aHOK Byno HaknageHe Ha BeIYesHi LMAiHApu4Hi dopmum
TPaHCMOPTYBabHOI KANCYAM BiNCbKOBOI pakeTu SS20, 3pobeHi 3
BO/IOKHA Ta eNOKCUAHOI CMON, WO SIKMMOCh YAHOM 3a/IULLNANCS
Ha MOpCbKoMy Hepesi. [poTe i TYT NPUCYTHIN HeOBXigHWI 3CYB,
LLLO NMOPYLUYE 3aCTUMICTb KAPTUHKM | HAMOBHIOE i1 eHeprieto

Ta KNTTAM. Lle — cnpaBXXHE MOpe, 41K LWyM i 3anax po3busae
CTepeoTun peksaMHoro wuTa: 6aHkm 3 puboto Ha GoHi Mops.

Haiikpauiuii y ceimi npusug i3 MomopoMm

OTxe, nnacke B poboTax KagnMpoBoi cTae 06'EMHUM, i Lie
NpaLoe He TiNbKK B 30Hi dOpManbHOro npunomy. Mnacke —
3atepTe, byAeHHe — pO3pOCTAETLCA A0 Mogaii, i BiabyBaeTbCs Le
TOMY, LLLO eHepris, Ka 3By4YnTb B MaTepiani, 3MyLUyE rnsnaya
nepeocMUCINTK Te, L0 34aBanocs Lo6pe BiJOMUM. Y MepMCbKOMyY
«A6yLi», HAAKYLWEHOMY K TOrOTUM «Applex, B pO3KOAWHI
Kaxni NpoCTynae cTapa Lwerna, KyMeLHO NepekMKarymch i3
KOMIbOPOM ipXKaBol (31exaHol) M'IKOTi. [ng4avam Ha noLLi B
repmi LOBOAUTLCS AUBUTUCS HA LO6Pe 3HANOMI LLernsHi pyiHK
(y ubOMy MicTi 6araTo iCTOpMYHUX HanNiB3pyMHOBAHWX byaiBenb,
YTaEHWX B MPOBY/IKAX Ta HA OKPAIHaX) — afie B IEriTUMHOMY,
y3aKOHEeHOMY BUINAAI. | SCKpaBo-3e/1eHa 961y4Ha LWKYPUHKA
NOYNHAE CMPUIMMATUCS K aHANOTisi Cy4aCHOro MNAacTUKOBOro
MOKPUTTS, LLLO HUM YaCTO HAMAralTbCA «anrperanTny cTapy
aApXiTeKTYPY, BOHA 3'ABNSAETLCS K HENMPOXaHWI 6iAHUI poamy
Ha toBiNel, K 3aHexasHNN NpMBKUA. A B YOPHOMY KyNbKy AN18
CMITTS, AKM KagnpoBa nokasana MilHO 3aB'i3aHuM, Big4yTHe
AKeCb HernpneMHe GaHTOMHE HAaMOBHEHHS — HEMPUEMHICTb
TYT, nepeaycim, B TOMYy, LLLO Ky/1bOK HabyBa€ HE3BUYHMX AN
>KaHPY MOHYMEHTaJIbHOCTIi, BArOMOCTI i TIIECHOCTI. Y TOM Yac ik
«MPUCTOWMHI» BiAXOAM, NPO AKi AyMaTK KOMPOPTHO, MatoTb ByTH
iHTeNIreHTHUMU: NerkMMn, NanepoBMMM, MPU3HAYEHUMM A9
CiITYaAHUX CMITHUKOBUX KOLLMKIB IKEA.

Ane Hankpalle 3 yCboro GaHTOMHICTb i B TOM Xe Yac

napagokcanbHa «TyT-NMPUCYTHICTb» 3MiCTy 06irpaHa B
«MamM'aTHUKOBI HOBOMY NMaM'ATHUKY», AKU XKaHHa KagnpoBa
CTBOpMAA B MaNeHbKOMY YKpaiHCbKOMY MicTi LLiapropog.
Mo3baBneHnn 06anY4S, BiH, TUM He MeHLLe, He BUMBaHeLlb,

a LiNKOBWTO 3aBepLUeHa pid, MPOCTO He NOBHICTIO LOCTYMHA.

HakpuTui 6inM NpoCcTMPaANIoM, NaM' aTHUK CXontoe ¢asy, Wo
6e3nocepeaHbO Nepeaye odiLinHOMY BIAKPUTTIO — BU-KPUTTIO
Tak 61 MOBUTU. TN aaYeBi 3aNponoHOBaHO MeANTYBATN NOBAN3Y,
HaMOBHIOKOYM GOPMY CBOIMU BaKAHHSAMM, Hacenso4m Gopmy
CBOIMMW reposiMu, i —yekatu. O4ikyBaHHS B TenepiHbOMY Yaci
IHLLOrO «TenepiwHbLOro», SKe KPUETLCS 3a 6iIMM NOKPUBAIOM,
KyMeZHO NeperykyeTbCsi 3 peniriitHMMmn NnpakTmkamm, ane
B ,AHOMY pasi MOro NepemMicTuAN B Ay>Ke KOHKPETHUM i
No6YTOBMI KOHTEKCT. BaXIMBO, LLLO BCTAHOB/IEHHSA NaM'aTHMKA
CyMpOBOAXKYBANOCH, 32 MPOXaHHAM XYAOXKHULI, NaHAWAGTHUMU
Av3anHepcbkuMm poboTamm — a BTiM, AM3alH TyT TPaKTyBaBCS Tak
CaMO KOHKPETHO, NO-LIapropoAcbki — 3 LUIMPOKMMM NApKOBUMU
NaBOYKAMM, HA SKMX 3pYYHO BiANOYMBATK | po3BaXKaTH cebe
BMPOAOBX TOrO X TAKN YEKAHHSA. | TyT 6ine NOKpUTTS NaM'aTHMKA
MOYMHAE NEBHOI MipOI0 CNPUIMMATUCS 9K nocnabneHHs, GopTyHa
CUTyauii — Ha KWTanT «BumTenb BigBEpHYBCAY.

Po3cnabneHa no3uuis rsagaya nepefbadeHa i B HACTYMHIN
po60oTi KagmpoBol, CTBOPeHi Ang nybaivHOro npocTopy, B cepii
NaBoYoK — «rpadikiB». LIi poboTn rnsigayeBi 3anponoHOBaHo
«HAMOBHMTM» MACOI0 BXE He YMOTNAAHO, @ TAaKTUAbHO. 3 KAille
rpadiky Xy4OXKHUK 34iMCHIOE CBOEPIAHNI TpaHCdep y cMTyaLito
noAibHy, a BTiM He 30BCiM iA€HTUYHY OPUTiHaNOoBI: rpadikK, AK i
NAaBOYKM, NpefMeT CMisIbHOro NobyTyBaHHS, pO3paxoBaHWUM inLLe
Ha rnsaaLbke CNPUMHATTS. BUKOPUCTAHHS MO0, 3aNponoHoBaHe

the image and fills it with energy and life. This is the actual sea,
whose murmur and smell splits the stereotypical billboard im-
age: a can of fish against the background of the sea.

The Best Apparition in the World
with a Motor

Thus, in Kadyrova's works, the flat becomes voluminous, and
this happens not only in the realm of formal approach. The
flat — worn out and ordinary - grows into an Event, and this
occurs because the energy vibrating in the material compels
the viewer to reconsider what s/he seemingly knew quite well.
In the Perm Apple, bitten like the Apple logo, old brick emerges
from the cleft in the tile, comically echoing the rusty color of
the fruit’s oxidized inside. In Perm’s square, viewers have to
look at very familiar brick ruins (there are many historic par-
tially ruined buildings in this city, hidden in the side streets and
on the outskirts) - but in a legitimate, legalized form. And the
bright green apple peel begins to resemble the contemporary
plastic veneer that is often used in an attempt to “upgrade”
old architecture, but the latter shows up like an uninvited
poor relative to the celebration, like a neglected specter. One
also senses some kind of unpleasant phantom filling in the
black trash bag, which Kadyrova depicted tightly tied — here
the unpleasantness stems from, above all, the bag acquiring
an indecent monumentality: ponderousness and corporeality.
Meanwhile, “decent” waste - the kind that is comfortable to
think about - should be intelligent: light, paper, intended for
IKEA mesh wastebaskets.

But the paradoxically simultaneous phantom-ness and “pres-
entness” of the subject is played out best of all in the Monu-
ment to a New Monument, which Zhanna Kadyrova created for
the small Ukrainian town of Sharhorod. Lacking a face, it is,
nonetheless, not a dummy but a fully complete object, simply
one that is not entirely accessible. Covered with a white sheet,
the monument captures the phase directly preceding the of-
ficial unveiling - dis-closure, so to speak. The viewer is invited
to meditate nearby, filling the form with personal desires,
populating it with his/her own heroes, and to wait. This wait-
ing in the present for another
“present,” hidden beneath the
white covering, humorously
mimics religious practices,
but in this case transferred to
a very concrete and mundane
context. It is significant that
per the artist’s request the
monument'’s erection was
accompanied by landscape
design - treated just as con-
cretely, in Sharhorod-style -
with wide park benches that
are comfortable for relaxing
and amusement while waiting. And here the monument'’s
white covering begins to imply a kind of indulgence, a fortu-
nate situation - along the lines of “teacher isn't looking.”

The viewer's relaxed position is also anticipated in Kadyrova's
subsequent work in public space - a series of “bench-graphs.”
The viewer is invited to “fill” these works with mass — no
longer theoretically, but tangibly. The artist performs a kind of
transfer of the clichéd graph into a similar, but not completely
identical, situation: like benches, graphs are objects of public

4 Bpoxait, 20m.0ectusans ApT-Tone, Baxducapa, Kpu, Yipaina

4Har\/est 201. Art-Pole Festival. Bakhchisaray, Crimea, Ukraine
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XYLOXKHMLELD, SIK TABOYKM A€ MOXUBICTb Ns4a4€eBi 30BCiM
HecnoAiBaHNUM YMHOM BiAYYTW «HA COBI» BUTMHU | BEPeASIUBICTb
pi3HOro poay npouecis. O4eBMAHO, 3BiCHO, WO NOANHA, SiKa
CUAVUTDb, B ByAb-IKOMY pasi BUSIBUTbCS KOHOOPMICTOM: BOHA
BiflAA€ NepeBary N1aBHOCTI PO3BUTKY i BiNbLWIOCTI (SKLLO He
NAETLCS MPO LEeHTPUYHI CXEMM) — MPOCTO TOMY, LLLO CUAITU Ha
rOCTPUX KyTax Y TOHKMX CEKTOPAX HE3PY4HO.

Take «HM30Be» NepeoCMMNC/IEHHS HAOYHNX CXEM BiAMNOBIAAE
3a3HayYeHOMY BULLLE MPUHLMMY CKYNbATYPHOro MeToay
KazampoBoI, KoM MIOCKUI | TO36aBAEHUI XXUTTSI CTEPEOTUN CTAE
TPMBUMIPHOIO KPYMHOO GOPMOIO, IKY HaYe pO3MMpaE 3cepemHm
HeBMAMMA CMNA. 3 IHLWOro 60Ky, HEeMOXJ/TMBO He N0BaYnTH, WO
came B Ui poboTi HANBINbLI OYEBMAHOK € aTaka Ha CEMAaHTUKY
piadparmu. «CigHUYHa» TpaHCKpUNUis rpadiky, 6e3yMoBHO,
3HULLLYE MOTO NEPBUHHWNI 3MICT | NepeTBOPIOE abCTpakTHe MOHATTS
B PiY, O MAE NLLE YTUIITAPHE 3HAYEeHHS.

Heposipa i KpUTUKA CXONACTUYHOCTI rpadikiB caratoTb
PaAsHCbKOr0 4acy, KOV ANCUAEHTCbKA KyNLTYypa, 30Kpema
HeodilinHe MIUCTEUTBO, MPOBAAVAN ETUYHY KPUTUKY PAASIHCLKOI
CUCTEMM i 3BMHYBaYyBaIM OCTAHHIO B 3aX0OMNJIEHHI abCTpakTHUMU
KaTeropisMm Ha NPOTUBAry KOHKPETHUM JIOACHKUM i
rpoMaasHCbKMM noTpebam. TyT MOXHA 3rafaTtu BapTy yBaru
po60TY, CTBOPEHY B KiHL,i 1970-X MOCKOBCbLKO FPYyMoto «Hi3g0»
—«Ipadik ictopii KNMCC B 373a4ax», W0 HABMUCHE abcypam3ysana
NPUHLMNM paasiHCbKOI ariTayii. XXaHHa KagmupoBa HanexuTb yxe
iHLOMY MOKONIHHIO — enoci 3aip)aBifivX JIO3YHTIB | BUTOPINnX
fiarpam, Konu paasiHcbka iaeonoris Habyna apxeonorivyHol
LiHHOCTI. B 06'exTax KagnpoBoi Hema abcypay — HaBnaku,
KOHKPETHaA i fisIbHa NO3WLLiS 3 BUSAB/IEHHS XOY IKOrOCb, Xal HaBiTb
NivLie NpUKNagHoOro, CMUCAY.

ApXiTeKTYpoto Manux GopM, OKpiM N1aBOYOK, MOXHA BBaXaTK

i npoeKT «Knym6un, sknin Kagnmposa peanizyBana noaBiviHO: K
PEKOHCTPYKLLitO CTaNiHCLKOrO BY/IMYHOO Ba30HY i IK CyYacHi
KNYyM6UM — 6eTOHHI niBchepus. XyAoXKHULS 361pae kKnymby sk
MO3aiKky, i fa3namu ansa Hei CyryoTb 306paXkeHHs KBITiB, KBITH,
BMPi3aHi 3i CTPOKATOI «KBITHACTOI» KaxAi. [4Bi BapiaLii npoekTy
BKA3ytOTb Ha ABa NiAX0AM A0 KONAXY: Y BUNAAKY 3i CTaNiHCLKOO
«iMMNepCbKOO» BA30t0 Lie — BiATBOPEHHS 32 aHAJOTIED, ke YacTo
BMKOPUCTOBYIOTb B ICTOPUYHMX PEKOHCTPYKLISX: KBITW — [0 Ba3u,
Kepamika — 10 rincy, HApoAHe — 40 ToTaniTapHoro. B apyromy
BMNAZAKY Lie — BiAoOMa LUe 3i LUKINbHOT NaBu annikauis, pykoaginns,
CaMOCTiMHa (HaiBHA) TBOPYICTb, CMPSIMOBAHA Ha NPUKPALLAHHS
byaeHHOCTI. Cama XyAOXHMLS Tak KOMEHTYE Lien TBip: «Knymba,
AKa 3aBXAM LUBITe 6ins nam'aTHMKA KouobnHCbKoMY. Lle aK BiYHUI
BOMOHb, IKMI 3aBXAMN FOPUTb HA BICbKOBUX MEMOPIianaxy.

Ane Konax y TBopYoCTi KainpoBoi Aa€ Wwe oaHy Bapiayito,
a6CcoNtOTHO HecnoAiBaHy i 30BCiM He AeKopaTUBHY. B iHcTansuil
«HaToBM», pob0Ta HaA SKOHO LLLe MPOAOBXKYETLCS, XYAOXKHMLS
3aMiCTb KBITiB MOYMHAE BMPI3aTW | KOMMINOBATU MOACHKI
306paXkeHHs.

Nangwagm: Homo Homini lapis est

AKuo 6yTr NpUCKINANBKUM, TO pO60TH 3 BUPi3KaMMU 3 Faser, 3
AKNX CKNAAAETHCA NPOEKT «HaTOBM», NOKAa3aHWIM B KNTBCbKOMY
PinchukArtCentre BNiTKy 2012 pOKy, Ha3MBaTW KONAXKaAMWN He
30BCiM NPaBU/IbHO — MepLL 3a BCe TOMY, LLLO TYT Hemae GpoHy, 10
AKOoro 6yno 6 Wocb NpukneeHe. BUpizaHi 3 razet 306paXkeHHs
NOfEen po3TalloBaHi MOpAL O4HE 3 OAHUM, 3aTUCHYTI MiX
[IBOMa LIMAaTKaMK CkNa, a 0615IMOBYE iX paMKa ra3eTHoro
nons 3i 36epexxeHo0 Ha3BOK CaMOro BUAAHHS. MpaBu/ibHiWe
6yn0 6 Ha3BaTU IO TEXHIKY aKyMYNALIEI Y/ KOMMNPECIED, Tak
AIK BUPI3a0TbCs BOHM TiZIbKM 3 KOHKPETHOTO HOMEpY raseTw,

5 Morituro, Wwo cTBOpIoBaNYCA Li ABa BAPIaHTY B3 LAKOBUTO MPOTUAXHIM iXHiM XapakTepam YHOM: Ba3a B CTaAIHCLKOMY CTUA
6Gyna nobyaoBaka TUMHacoBo Ans decTuBanio «oronbdecT» i AeMOHTOBaHa onicns. A «cyvacHan Basa-niscdepa icHye & Lapropoai xe
[NBaAUATb POKIB | BUKOPUCTOBYETLCA XYAOKHULIEO SK PEAiMen.

life, but the latter are only meant for viewing. To use them

as benches, as proposed by the artist, gives the viewer an
opportunity to experience “firsthand” (in a rather unexpected
way) the curves and caprices of all kinds of processes. Clearly,
of course, anyone who sits will become a conformist: s/he will
prefer even development and the majority (in the case of a pie
chart) simply because it is uncomfortable to sit on sharp angles
and thin slices.

This “bottom-up” reconsideration of visual diagrams corre-
sponds to the above-mentioned principle of Kadyrova’s sculp-
tural method, when the flat and lifeless stereotype becomes

a large three-dimensional form that seems to be bursting

from inside due to an invisible force. On the other hand, it is
impossible to overlook that precisely this work most obviously
attacks the semantics of the diagram. This transcription of
graphs into “seats” certainly eliminates their original mean-
ing and transforms an abstract notion into a thing with only
utilitarian significance.

Mistrust and criticism of graphs’ scholasticism extends back to
Soviet times, when dissident culture, especially unofficial art,
engaged in ethical criticism of the Soviet system and accused
the latter of enthusiasm for abstract categories as opposed to
concrete human and civic needs. Here we can recall the out-
standing work created in the late 1970s by the Moscow-based
group “Gnezdo [Nest]” — Chart of the History of the CPSU
Congresses, which intentionally made an absurdity of the
principles of Soviet agitation. Zhanna Kadyrova belongs to a
different generation and to the epoch of “rusty” slogans and
burnt-out diagrams, when Soviet ideology has acquired ar-
chaeological value. There is no absurdity in Kadyrova's objects;
on the contrary, they present a concrete and active position of
identifying at least some, even if only practical, sense.

The project Flower Beds, like the benches, can also be considered
small-scale architecture; Kadyrova realized it twice — once as

a reconstruction of a Stalinist outdoor flowerpot and once as
contemporary flower beds in concrete hemispheres.s The artist
arranges the flower bed as a mosaic constructed of images of
flowers cut out of colorful “flowery” tile. The two variations of
the project present two approaches to collage: in the case of
the Stalinist “imperial” vase this is reproduction according to
the analogy often employed in historical reconstructions: flow-
ers — vase, ceramic - plaster, folk — totalitarian. In the other
case this is the familiar school activity of appliqué, handiwork,
amateur (naive) artwork, aimed at decorating everyday life.
The artist comments this work thus: “A flower bed that always
blooms near the monument to Kotsiubynskyi. It's like the eter-
nal flame that is always burning at war memorials.”

But there is one more variation on collage in Kadyrova's
oeuvre — absolutely unexpected and totally not decorative. In
the installation Crowd, a work that is still in process, instead

of flowers, the artist begins cutting out and putting together
images of people.

Landscape: Homo Homini lapis est

Strictly speaking, it's not quite accurate to call the works made
of newspaper cutouts that comprise the project Crowd, shown
at the PinchukArtCentre in summer 2012, collages, first of

all because there is no background upon which something is
glued. Images of people cut out from newspapers are arranged
side by side, pressed between two plates of glass and framed by
the edge of the newspaper page still bearing the publication’s

5 Amusingly, each of these two flower bed variants was created in a manner completely opposite to its character: the Stalinist style
flowerpot was built temporarily for the festival“Gogolfest” and afterward dismantled, while the"contemporary” hemisphere-flowerpot
had been standing in Sharhorod for twenty years and was used by the artist as a readymade.
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a BeCb TEKCT 6e3>KanicCHO eNliMiHYETbCS aBTOPKOKO — TaK, LLLO

MIDK 06M44aMU | Pirypamm 3aIMLLIAETLCS MOPOXKHIN NPOCTIp.

3i 3BOPOTHOI CTOPOHM raseTa BUAAETHLCS NMOrPU3EHO0 SKUMCh
WKIAHWKOM, @ TiHb, L0 NaJAE Bif HEl Ha CTiHY, CTBOPIOE BPAXKEHHS
nern3axy ripCbkoi MicLLeBoCTi.

Asle HaBiTb SIKLW,0 CKOHLEHTPYBATMCS TiNIbKM HA INLLOBIN

CTOPOHI TBOPY, TO BCE PiBHO HE BAAETLCS BBAXKATM 306pasKeHHS
nopTpeTamu. Ha nepwmi NorsA — Le Ti XK K1yM6u, BasoHamu
AIKMX CTAKOTb Pi3HOMAHITHI HALiOHaNbHI BUAAHHS, Big 4Oro

i BUHMKAE cneundivuHum eTHO-Di3ioNoriyHum Gopmar Lmx
«KBITOYOK». JIOpEYHMMM AaHANOTiIAMU TAKOXK MO/ 61 By TH
repbapil Ta eHTOMONOriYHa KonekLis: «To He nCT, Aap bopes, To
cnanTb arborean®.

TiHb, y AKi BragyemMo naHawadpTHy nobyaosy, AA€ HANGINbL
CTiNKy acouiaLito, Lo A0 NEBHOI Mipy BU3HA4YeHa CaMoto
aBTOPKOIO. 3ibpaHi i 3BegeHi Ha 0OA4HOMY apKyLUi BCi TIOACHKI
06pasn AaHOi ra3eTy po3TalloBaHi 3a NPUHLMMOM Men3axHo!
nepcnekTMBM, KO HA HUKHLOMY, BANKHLOMY Kpal, 3ibpaHi
HanbinbL KpyMHi 306pakeHHs, Ki 3MEHLLYKOTLCS Bropi.

Faseta i BUpi3Ka 3 Hel — O4MH i3 HanyNtoBNeHILLMX MOMEHTIB
anponpiauii i LMTyBaHHS B 06pa3oTBOPYOMY MUCTELTBI,

10ro no3uuii gobpe ykpinaeHi we kybictamn. Lle maTtepian
[OKYMEHTANbHWI, TpyBUM i CNOKOHBIYHWIA, TUPAXKHWI | HIYUAHWUA.
CborofiHi NowmpeHa AyMKa, Lo MU CTAEMO CBIAKAMMW TOTO, K
raserva nae B MUHy/e , 3HWKAE — Yepes iHTepPHET. 3aXMCHUKN
ras3eTu raflatoThb, L0 BOHA MAE 3MIHUTUCS Nif BNIMBOM IHTEPHETY
— CTaTV KpaLoto, 6inbL iHAMBIAYANLHOIO, SIKICHILLO, BiNbLL
©KYPHabHOOY.

KaamnpoBa Takox NeBHOK MipOLO CTBOPHOE MOKPALLEHHS AN1S
raseTu — 3 nornsay ob6pasoTBopyoCTi. B 1T poboTax 3 cepii «<HaTtosn»
BCS iHpOpMaLLis 30cepedkeHa TiNbky Ha 06/1mu4ax Ta irypax
NIofen — Take CyTO CyreCTMBHE 3ryLleHHs 6e3 cniB. Magayesi
3anponoHOBaHi CBOEPIAHI MAacKM, yNakoBKM Ans iHbopmawii —
CMOKINHI, HEPBOBI, YCMiXHEHI, cepanTi, 3 A4iTbMMU i 3 cobakamu.
Pi3HOro BiKy, CTaTi, KONLOPY LUKipW i pO3pi3y oyen.

Ane byab-gKa raseTa, HaBiTb AKLLO Lie EAMHNIN HOMEP,
Ha[3BMYaMHO HEOAHOPIAHA, aAXKe MOKa3ye HOBMHW i MOAIT 3 yCbOoro
CBITY. TOMY CTBOPIOBAHWNI Y Hill KOHTTOMEPAT, IKU BUTSTYE

Ha noBepxHto KaHHa KaanpoBa, — KOHrIoMepaT WTYYHUA, i
ABTOPKA HaMoNsAra€e Ha 3yMOBJIEHOCTi pobiT i3 cepil «HaTosn»,
BBOASYMN 060B'A3KOBE 0OPAMJIEHHS, TOYHO BKA3yO4M Ha3By Ta
HOMep raseTu. Aile CkasaTw, WO TakUM YUHOM — Yepes BKa3iBKy
Ha KpaiHy MOXOAXEHHS — XyLOXKHWL BAAETLCS CTBOPUTU IKMNCh
ANrOPUTM MPOYUTYBAHHS YN CTPYKTYPYyBaHHS HaTOBMY, 6y/10 61
HenpasWAbHO. B TOMy TO 1 cnpaBga, Wo 06/1M44s MHOXATbCS,
iHKONM Ay6I0YMCh, IHKO/IM BAPItOKOYMCh, ane BMOPSAKYBaTU Lien
npoLeC HEMOX/INBO, CKIAAHO HABITb CKA3aTK, HACKIIbKIM MOKA30BI
i 0611444 WOoA0 TUX HALLiM | eTHOCIB, MOBY SIKMX TPAHC/IKOKOTD Lii
rasetu.

KaanpoBa BMCTaBASIE CBOI «HAPi3KW» B MPSMOKYTHUX pamKax
raseTHUX NoNiB — Takmm GopmMaT HeCaMOoXiTb 3HUTYEMO AK
KapPTUHHWUI, | NaM’'aTb JIErKO NiJKa3ye yCigaKi aHanorii B LapuHi
SKMBOMWUCY: 3aMOBHUWI FPYNOBUIA NOPTPET, iCTOPUYHA KAPTUHA.
Migkaskm Wi — BCi HeNpaBAWBI, 30BHILLHS NOAIGHICTL LLE BKaXe
Ha MMBMHHY PO36iXKHICTb LUX pobiT i3 XMBOMMCOM: 06711448

TYT 30BCiM He MOPTpeTH, a 36iroBUCbKO NtOAEN — BUNAAKOBE,

Lie He CNifbHOTa | HaBITb He Mepexoxi, 3akapboBaHi B HATOBMi,
CKXKIMO, Ky «bosipnHi Mopo3oBin»e. «<Hatosn» Kagnposor —
denk, BinbWicTb NOEAHAHUX TYT B OLHIN NNOLWMHI NtOAEN HiIKONK
B peafibHOMY XMTTi He 3yCTpidatoThCs. IXHE 3aranbHe «nose
NPOXMBAHHSA» CTBOPIOETLCS MelianoTOKOM, SKUM XyLOXKHULS
Haye ckaHye abo pobuTb i3 HbOTo CToN-Kaap. | Bce X obpasu

name. It would be more precise to call this technique accumu-
lation or compression, since they are cut out of a specific issue
of the newspaper, and all the text has been unsparingly elimi-
nated by the artist so that empty space remains between the
faces and figures. From the other side the newspaper looks like
it has been eaten away by some pest, and the shadow that falls
on the wall creates the impression of a mountain landscape.
But even if we concentrate solely on the front side of the
artwork, we still cannot consider these images portraits. At
first glance, these are the same flower beds, only now the pots
have been replaced by various national publications giving rise
to the specific ethno-physiological format of these “flowers.”
Another appropriate analogy could be to an herbarium or en-
tomological collection: “This is no leaf, a gift from Boreas, here
sits arborea."®

The shadow, in which we read the form of a landscape, provides
the most sustainable association, which is predetermined to
some extent by the artist herself. All the images of people from
a given newspaper gathered together on a single sheet are
arranged according to the principle of landscape perspective,
where the largest images are clustered along the lower, near
edge and grow smaller as they approach the top.

Newspapers and clippings are among the most favored ele-
ments for appropriation and citation in visual art, their posi-
tion was already secured by the Cubists. This is documentary
material, rough and primary, circulating and nobody’s. Today
it is widely believed that the newspaper is becoming a thing

of the past before our very eyes, disappearing in relation to
the Internet. Advocates of the newspaper think that it should
change in response to the Internet - it should become better,
more individual, higher quality, “journal-like.”

Kadyrova also makes a kind of improvement of the newspaper
- from the visual point of view. In her works in the series Crowd
all the information is concentrated solely in the faces and
figures of people - a kind of purely suggestive condensation
without words. The viewer is offered certain masks, packages
for information - calm, nervous, smiling, angry, with children
and dogs; of various ages, genders, skin colors and eye shapes.
But any newspaper, even a single issue, is extraordinarily het-
erogeneous, since it shows news and events from all over the
world. Therefore the conglomeration of human beings inside
it, which Zhanna Kadyrova pulls to the surface, is an artificial
aggregation, and the artist insists on the conditionality of the
works from the series Crowd, introducing the necessary frame

6 3HameHuTI XapTiBnuei ABOBIpLUI, AkMMK HaBOKoB HaAinsE cnoraau repost pomaHy «[lap» (Bnaaumnp Ha6okos. CobpaHue
CO4MHEHUIA B 4-X TOMax. T. 3. M., 1990. C. 55).

7 Anenbcuku, 2008, ILIVK, MOHTaXH MiHa, KepamitHa NANTKa, LEMeHT

8 B. cypukos dbospurs (1887) - opra is KapTVH 316paHHS! [lepXaBHOI TPETBAKOBCHKOI ranepei, 306paxXye

CuieHy 3 iCTOpii LiepkoBHOro po3kony & Pocii & XVII cToniTTi

6 Famous humorous couplet recalled by the hero of Nabokov’s novel The Gift (Vladimir Nabokov. Sobraniie sochinenii v 4-kh tomakh.
T.ZM.,1990, p. 55)

7 Oranges. 2008. Crate, polyurethane foam, ceramic tile, cement



«HaToBny», CNapoBaHi i N0AaHi 332 4ONOMOTOH0 «raser, Lo
NPSMYIOTb Y MUHYIE», HAA3BMYAMHO aKTyanbHi, aaxe 3a TUM
CaMUM NpPUHLUNOM NobyA0BaHI BCi HOBOSIBNEHI KONEKTUBHI Tina
coumepex, dencbyky. CninbHOTH, 3aCHOBaHI Ha KOPUCTYBaHHI
EANHUM Mefiia — 3 CaMOro No4aTky HEMOBHOLLIHHI Ta Bpas3nuBi,
NOACbKE CMiNIKYBAHHS TYT He IO0CATA€ CBOEI FO/IOBHOI Uil —
MOPO3YMIiHHS: B3aEMO3aNIeXXHOCTEN, 3B'A3KiB, MICTKIB CyCMi/IbCTBa.
3 UbOro i HAPOAXKYETLCSA BiAYYTTS, WO 06pa3n Kagnmposoi — He
NopTpeTK, @ NPOCTO Pi3Hi NaHALWAdTK, axKe Hi KAMIHHS, Hi

XBWAI, | HABITb AlepeBa He CMiNIKYITbLCS O4HE 3 OAHMM. | Xan He
06MaH10€ Hac eTHorpadivyHa LONMUTANBICTL TYPUCTA LLLOAO Pi3HUX
TMNaXiB NOKa3aHux 06/nYb. BCi BOHM TyT — po3'€AHaHI Ta CAMOTHI
«t03eprikuy.

«KpuK AKOICb TPOMIYHOI NTALIKM BUAAETLCS €K30TUYHUM TiflbKI
TOMY, XTO He 3BMK [10 HbOro. Mpuc/iyxanTecs 40 LbOoro Kpuky,
€BPOMENLI, i BU MOYYETE B HHOMY Ty XK CAMY HYAbIY, KA 3BY4NUTb
Y 3BU4HOMY AJ19 HAC roN0Ci CipeHbKOro >KaMBOPOHKA YW B ronoci
60/10THOI Yani. Y BCiX HAPOAIB Pi3Hi ICTOPUYHI f0Ni, aney BCix
HapoAiB ofHa i Ta X xara o N1toboBi Ta CnpaBefNnNBOCTI, iy
BCiX eKCMJIlyaToOBAHWX HAPOAiB NOAIGHI MepeLlkoan Ha WAsSXY A0
3[iMICHEHHS MPili: HEPO3BUHEHICTb CBIAOMOCTI, PO3'€4HAHICTD,
po34p0o6/eHiCTb HA MibMOHW CAMOTHOCTEN | MOXifHa Big,
YyCbOTO L|bOr0 HEMIYHICTb Nepes 6e31MKUM 061MYYAM MaLLUMHN
HeNASHOCTI, WO NepeMesttoe IoAen».

€BreHis Kikoaze

indicating the newspaper’s exact name and issue number. But
to say that this way - by indicating the country of origin - the
artist manages to create some kind of algorithm for reading

or structuring the crowd would be erroneous. The point is that
the faces multiply, sometimes in duplicate, sometimes with
variation, but it's impossible to order this process; one can’t
even tell how representative these faces are relative to those
nations and ethnicities in whose languages these newspapers
are written.

Kadyrova presents her “cutouts” in frames formed by the
rectangular border of the newspaper page — we unwittingly
read this format like a painting and memory easily suggests
all sorts of analogies from the commissioned group portrait to
historical painting. These suggestions are all misleading, this
superficial resemblance only points to profound differences
between these works and paintings: the faces here are defi-
nitely not portraits, and the gathering of people is arbitrary,
this is not a community and not even passersby caught up in
the crowd as in, say, Boyarina Morozova.® Kadyrova's Crowd is a
fake, most of the people here united on one plane never cross
paths in real life. Their common “field of existence” is created
by the media stream, which the artist is scanning or capturing
in freeze-frame. And still the images of the Crowd, separated
and presented via newspapers “destined for the past,” could not
be more current, for all the new collective bodies of social net-
works, like Facebook, are built on the same principle. Commu-
nities based on the use of a single medium are from the outset
insufficient and vulnerable; here human communication does
not reach its main goal - con-sensus: interdependence, ties, so-
cial bridges. This is what gives rise to the feeling that Kadyro-
va's images are not portraits but simply various landscapes, for
neither rocks nor waves nor even trees communicate with one
another. And let us not be fooled by the ethnographic curiosity
of a tourist in regard to the different types of faces represented.
Here they are all detached and solitary “user pics.”

The cry of any tropical bird seems exotic only to one who is unaccus-
tomed to it. Listen to that cry, Europeans, and you will hear in it that
same wistfulness that sounds in the familiar voice of the gray lark or
the voice of the swamp bittern. All peoples have different historical
fates, but all peoples have the same desire for love and fairness, and
all exploited peoples face similar obstacles on the road to realizing
their dreams: underdeveloped consciousness, disunity, fragmentation
into millions of solitudes, and arising from all this - helplessness be-
fore the faceless face of the people-grinding machine of inhumanity.°

Eugenia Kikodze

O Esrenmin ETyweHKo. TOMHUTS O TOM, 4TO MepTBbie Gbinu... // Mapkec I. T. CTo et oanHosecTea. M.: ACT, AcTpenb, Onumn (Mocksa),
2000. http://www.marquez-lib.ru/library/pomnit-o-tom-chto-mertvie-bili.html

8. surikov, Boyarina Morozova (1887) - one of the most famous paintings in the collection of the State Tretyakov Gallery depicts a scene
from the history of the church schism in Russia in the 17th century.

O vevgeny Yevtushenko. Pomnit' o tom, chto mertvye byli...//Marquez G.G. Sto let odinochestva. M.: AST, Astrel, Olimp (Moskva),
2000. http://www.marquez-lib.ru/library/pomnit-o-tom-chto-mertvie-bili.html
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Y cBoeMy cynpoBogHomy TekcTi o AOCUMENTA (13) KaponiH
XpucToB-bakapaxkie aHanisye BNANB iHTEPHETY HA BUPOGHNLTBO
Ta PO3MNOBCIOAXKEHHS 3HaHb Yy Cy4aCHOMY CyCninbCTBI. BoHa
332ETLCS MUTAHHAM: SKUM YMHOM LmdpoBa KynbTypa BNIMBaEe
Ha NOJIITUKY, eKOHOMIKY Ta CyCMisIbHe XXNTTS? BNpoLoBx
OCTaHHIX MATHAALATW pOKiB NOPTaTMBHI KOMM'lOTepH, iPad,
iPhone, Blackberry Ta iHWi NpUCTPOI 3MIHWAN HE TiNIbKN NOACHKI
B3aEMUHMN, ane 1 Te, AK CMiBBIAHOCATLCS MidK COBOIO 306paskeHHs
Ta iHdopmauis. CMapTPoHM NoeaHaNM ntofen y abcontoTHO
HOBMI CNOCI6: yTBOPUANCH MepexXi, MOAiIOHI 40 MONeKyNSPHUX
CTPYKTYP, BCEPEAMHI AKNX JTOAN B3AEMOAIIOTL BCE TiCHiLLE, B TOM
YK€ Yac cTatoum Bce 6inbLl i301b0BaHMMM. LLLO XK 3aNNLLIAETLCA Bif,
peasibHOCTi y LLbOMY HEMAaTepiaflbHOMY CBITi?

XaHHa KaanpoBa, sika 3'sBunacs Ha MUCTeLbKIM CLeHi Ha
3/1aMi CTONITb, Ay>Ke paHO BU3HAa4YMIa CBiN CTU/b, MOBY Ta
ynobneHnin (ane He EAMHUIA) 3aCi6 BUPAXKEHHS — CKYIbNTYPY.
BoHa Hapoamnacs y 1981 poui B yKpaiHCbkoMy MicTi BpoBapu Ta
HaNeXuTb A0 TOro MOKOIHHS, ANS SIKOr0 HeOBXiAHICTL 3HOBY

1 3HOBY BUHAXOAMTW € NPUPOAHUM HACNIAKOM PO3BUTKY CBITY.
MoCTiMHO MiHAMBA TBOPYICTb XKaHHW KagnMpoBoi Hece B CObi
CNif couianbHO-NOMNITUYHMX 3MiH, SKMUX 3a3HA0 YKpaiHCbke
CyCniNbCTBO Ha NOYATKy 2000-X POKiB Ta o4pasy nicns
MomapaHyeBoi peBONOLIT 2004-2005 pOKiB. [IBUFYHOM YCiX
NpoeKTiB XXaHHW € eKCrepuMEHT — TOMY BOHa 6€3 KONMBaHb
3MiHI0€E cheput aianbHoOcTi. Il iHAMBIAYabHA TBOPYICTD, CNiBNpaLA
3rpynoto P.E.MN. (nicns 2004 p.), y4acTb y My3M4HOMY NpOeKTI
Penoplast, npaus y BUCTaBKOBOMY npocTopi LabGarage

y KneBi — Bce Lie NignopsaaKoByeTbCS 6aXkaHHIO MOpyLLYBATY
npaswnaa Ta 3BepTaTmca 4o WMpLIOi ayamTopii. byayym ogHOYacHO
XMBOMUCLLEM, CKYbNTOPOM, NepdopmMepomM, KypaTopoM
NnepcoHanbHMUX i FPyNnoBUX BUCTABOK, XKaHHa Kagmposa
HEeBMUHHO A0CNIAKYE HOBI dopMU. MpoTe, LLLO X XBUJTIOE Lie
HOBE NOCTPAAAHCbLKE Ta «MOCT-NOMapaH4yeBe» NOKONIHHSA?
OKpiM BaKaHHSA NepeMiH i «perioHaIbHOro» ANCKYPCY, CyHacHe
YKpaiHCbKke MUCTeLTBO NparHe BNncatucs y rmobanbHum
KOHTEKCT.

LabGarage — npocTip ansTepHaTMBHOIO MUCTELTBA, BIAKPUTUI
2009 POKy B iCTOPUYHOMY
LeHTpi Knesa. Lie
eKcnepmmeHTanbHUN NPoeKT,
afike BUCTABKW, KOHLLEPTMH,
nepdopmaHcK, Bigeonokasm
BiOYBAOTLCA Y HEBEIMKOMY
NpOCTOPi rapaxHoro
KoonepaTmay. Y 2009 poLli,
Ha caMOMy noYaTKy NpoeKTy,
>KaHHa Kagwnposa Buctasmnia
TyT pob0oTy «Ha CTiHi», gKka
BiATBOPIOBANA BY/INYHI
rpadiTiy kepamiui. Lis poboTa

Ihanna Kadyrova:
After the Studio -
in Real Life

In her text accompanying dOCUMENTA (13) Carolyn Christov-
Bakargiev analyzes the influence of the Internet on the produc-
tion and distribution of knowledge in society today. She poses
the question: how does digital culture affect politics, econom-
ics and social life? Over the past 15 years, laptop computers,
the iPad, iPhone, Blackberry and other devices have changed
human relationships, and also how images and information
relate to each other. Smartphones have connected people in
new ways: networks resembling molecular structures have
arisen, where people interact ever more closely, while at the
same time growing ever more isolated. What remains of reality
in this immaterial world?

Zhanna Kadyrova appeared on the art scene at the turn of

the millennium and very
quickly determined her style,
language and favorite (but
not only) mode of expression
- sculpture. She was born in
the Ukrainian city of Brovary
in 1981, and belongs to the
generation for whom the
need to constantly reinvent
is a natural consequence of
the world’s development.
Zhanna Kadyrova's ever-
changing art work bears
traces of the socio-political
changes that Ukrainian society underwent in the early 2000s,
and then right after the Orange Revolution of 2004-2005. All
of Zhanna's projects are driven by experimentation: she shifts
from one area of activity to another without hesitation. Her in-
dividual work, collaboration with the R.E.P. group (since 2004),
participation in the music group “Penoplast [Styrofoam],”

and work in the exhibition space“Lab Garage” in Kyiv are all
compelled by the desire to break rules and address the widest
possible audience. At once a painter, sculptor, performance
artist, curator of personal and group exhibitions, Zhanna Kady-
rova relentlessly explores newer and newer forms. But what
concerns and excites this
new post-Soviet and “post-
Orange” generation? Aside
from the desire for change
and “regional” discourse,
Ukrainian contemporary art
is striving for inclusion in the
global context.

“Lab Garage” is an alternative
art space opened in 2009 in
the historic center of Kyiv.

In the spirit of experimenta-

7 Axuis rpynu P.E.N. 2005. Kviis, Ykpaita

2 KoHuepT rpynu Penoplast. 2006. Kuis, YkpaiHa

T wewill REP You. R.E.P. group action. 2005. Kyiv, Ukraine

2 "Penoplast” concert . 2006. Kyiv, Ukraine



NpUHeCa B raJiepero eHeprito BynLb i B TOM Xe Yac 3adikcyBana B
MiLLHOMY MaTepiai BCtO rOCTPOTY 3HAKOBUX MOBIAOMEHD.

Ipy6i 1 po3kyTi, ckynbNTypu XKaHHM KagnMpoBOi CKNaaaTbhes

B EAMHUIN aHCaMbb, 419 SKOTO aBTOpKa A06MPaE Ta 3MiLLYE
mMatepianu 6e3 byab-sKol iepapxii. Mpauorodm ogHO4aCHO 3
KepaMiKoo, KaxenbHO MINTKOK, LLleMeHTOM i acdanbToM, BOHa
cnigye TpaanLii paasHCLKOro KepamMiyHoro MMCTeLTBa, siKe B TOM
4ac Habyn10 MacoBOro xapakTepy, ane TpaHchopmMye i aaanTye
TpaAnLinHy TEXHIiKY. 3 2003 poky YXaHHA CTBOPHOE 06'€KTN 3
MO03aikK, ika HiIBUTO HEBMINO 3MoAeNnboBaHa B 3D B pi3HMX
MaclwTabax. CnoyaTky GirypaTuBHi Ta KONbOPOBI, OCTAHHIM
4acom 1T CKyNbNTYPM CTatOTb aBCTPAKTHUMU 1 MOHOXPOMHUMM.
Y KOXXHOMY CBOEMY NpoeKTi dKaHHa KaampoBa 3BepTae ysary

Ha KOHTEKCT, NparHe nepeaaTty Big4yTTs NPOCTOPY i BXONMUTH
peanbHiCTb. BTpyyatouncs nepiognyHo y chepy apxitektypu

“U;LhGarage

(«3anoBHeHHS», 2007-2000), BOHA 3ab6apB/toe Ta BUAO3MIHIOE
1T, 260 X eKCNepUMEHTYE 3 BYIMHHUMU Mebnsimu, SKi nerko
BMXOAATb 32 MeXi ranepen («3Haku», 2010-2011). banaHcyo4um
MiXK eCTETMKOK MiHiManiaMmy 1 epekTamu non-apTy, i1 TBOPYICTb
Bi/IbHO iHTeprpeTye pi3Hi HANPSIMKM B CKYNbNTYpi XX CTONITTS

i MOYaCTY OXXMBASIE CBIT XKMTN0BOrO BYAiBHMLTBA B KPAiHi, WO
AKTMBHO PO3BUBAETLCS. XYLOXKHMLS MEPETBOPOE KepaMiky

Ha AOPOroLiHHE KaMiHHS («[iamaHTuy», 2006), giarpamu,
reorpadivyHi Manu abo AWMKKM 3 anenbCMHaAMK, 9Ki BiacnnarTb
HacC 0 TeMU PiAKICHUX Ta eK30TUYHUX peyent. BuknageHri psagamm
GpYKTN Ta 0BOYi HAraaytoTb NPO NPOCTIP BYJIMHHOIO PUHKY —
NpoCTip NOBCAKAEHHOCTI par excellence. Sk 3ayBaxye Hikons
Byppio B «oCTNpoAayKLiin4, «pUHOK, TUMOBWUIA AN1S BEJIMKOTO
MiCTa, € KONEeKTUBHOI GOPMOIO, XaOTUYHOLO arsioMepaLi€to,

LLLO PO3MHOXYETbLCS i NOCTIMHO OHOBIOETLCS... MOBa nae npo
Micue, fie TUM YW iHLUMM YNHOM TPaHCPOPMYIOTLCS NPOAYKTH
MUWHYNOrO... PUHOK BTINKOE | MaTepianiaye NOTOKM i NOACHKiI
B3aEMWHW, AKi B yMOBaxX iHAyCTpiani3awii Ta iHTepHeT-Toprisni
nparHyTb 10 AemMarepianizauiin. 3aBXan yBaXkHa Ao matepiasny,

3 ranepes LabGarage. 2009. Kulis, Ykpaika

4 Nicolas Bourriaud. Postproduction, La culture comme scénario, comment Iart reprogramme le monde contemporain. Les Presses
duRéel, Dijon, 2004,

tion, exhibitions, concerts, performances and video screenings
take place in a small cooperative garage space. In 2009, at the
project’s inception, Zhanna Kadyrova exhibited her project

On the Wall, which reproduced urban graffiti in ceramics.

On the Wall brought the energy of the street into the gallery,
while at the same time fixing the sharpness of the symbolic
messages in a solid material.

Rough and uninhibited, Zhanna Kadyrova’s sculptures appear
as a unified ensemble for which the artist selects and combines
materials without any hierarchy. Working simultaneously with
ceramics, tile, cement and asphalt, she follows the traditions
of Soviet ceramic art that became popular at that time, but
transforms and adapts them. Since 2003, Kadyrova has been
making objects from mosaic that seems to be awkwardly
modeled in 3D at various scales. Initially they were figurative
and colorful, but recently her sculptures have become abstract
and monochromatic. In each of her projects, Zhanna Kadyrova
calls attention to its context, striving to transmit a feeling of
the space and to capture reality. Periodically directly entering
the realm of architecture (Filling, 2007-2009) she improves
and alters it, or experiments with street furniture, which easily
exceeds the limits of the gallery (Signs, 2010-2011). Balancing
between a minimalist aesthetic and the effects of pop art,

her art work freely interprets various trends in 2oth-century
sculpture and enlivens to some extent the world of residential
construction in her actively developing country. The artist
transforms ceramic tile into precious gems (Diamonds, 2006),
diagrams, geographical maps or boxes of oranges - expressive
and evoking the theme of the rare and exotic. Fruits and veg-
etables laid out in rows remind us of the open-air market — an
everyday space par excellence. As Nicolas Bourriaud remarks in
“Postproduction,”“[the market, typical of a large city] repre-
sents a collective form, a disordered, proliferating and endlessly
renewed conglomeration...this form (in the case of the flea
market) is the locus of a reorganization of past production. ...it
embodies and makes material the flows and relationships that
have tended toward disembodiment with the appearance of
online shopping.” Always attentive toward her material, Kady-
rova transforms it to give a new look to the everyday, and she
is inspired by the visual world of the past and present. In his
introduction to the book Progressive Nostalgia: Contemporary Art
from the Former USSR (2008), critic and curator Viktor Misiano
recalls the Soviet era as a perpetual yet ambiguous source of
creativity and influence. According to Misiano, nostalgia is not
the denial of the present, but a form of reflection on the pres-
ent day, an expression of a certain position.

Zhanna Kadyrova's artwork is tied to specific economic and
political realities; this is achieved, as a rule, by applying simple
working methods to plain materials to create imperfect forms.
Seductive and appealing, her works change the function of
the material for the sake of the artistic concept and create
interesting visual and formal collisions. At the same time, her
sculptures often give the impression of being crumpled and
battered by life. They fold and unfold, evolving in space, calling
to mind the idea of the fold, which for Deleuzes signified the
structure of the mind and thought in all their complexity. First
the fold emerges in the mind, and then in the material. Like
drapery that consists of innumerable folds, the mind is like a
labyrinth with such an immense amount of nooks and crannies

3 LabGarage Gallery. 2009. Kyiv, Ukraine

4 Nicolas Bourriaud. Postproduction, La culture comme scénario, comment lart reprogramme le monde contemporain. Les Presses
du Réel, Dijon, 2004,

5 Gilles Deleuze, Le Pli, Leibniz et le Baroque,. Les Editions de Minuit, Paris, 1988.
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KaampoBa 3MiHIOE 10ro, Wwobu HafaTy NOBCAKAEHHOCTI HOBOIO
BUINSAY, 3HAXOAAYN HATXHEHHS Y Bi3ya/IbHOMY CBiTi MUHYNOrO i
CbOrofieHHS. Y CBOEMY BCTYMHOMY TEKCTi A0 KHUIMM «[1porpecnBHa
HocTanbrisg. Cyd4acHe MUCTELTBO KpaiH KonnwwHbLoro CPCP» (2008)
KPUTWK i KypaTop BikTop Mi3iaHo 3ragye pagsHCbKi Yacu sk
HECKiHYeHHe, X04a N HeOAHO3HAYHE, AKEePEeNio TBOPYOCTI i BM/IMBY.
3rigHo 3 MisiaHo, HOCTasbris — e He 3anepeyeHHs TenepilHbLOoro,
ane ¢opma pednexcii Npo CbOroAHILWHIV AeHb, BUC/IOBNEHHS
NeBHOI NO3MLii.

TBOPHICTb XXaHHM KaampoBoi NoB'a3aHa 3 KOHKPETHUMU
E€KOHOMIYHMMMW Ta NONITUYHUMW peanisMu; Le BifbyBa€eTbCA, SIK
NpaBuno, Yepes 3aCTOCYBaHHS MPOCTUX MaTepianis n MeTOAIB,

LLL0 A03BOAISIE CTBOPIOBATK HeA0CKOHaNi Gopmun. CNOKyCAMBI
MUCTELLbKOrO MPOEKTY | CTBOPIOKOTD LiiKaBi BidyasibHi Ta pOpManbHi
3ITKHEHHS. B TOM e Yac i1 CkyNbNTypy HepiAKo CNpaBnsioTb
BPaXKEHHS MOM'TUX Ta NOTPINaHUX XUTTAM. BOHW CKNaaakoThes
Ta po3K1aAaThCs, PO3KPMBAKOTLCS Y MPOCTOPI, BUTAralo4m 3
nam'aTiigero cknagkum, aka ans [lenbosas ozHavana CTpykTypy
OyWi 1 oyMKM Y BCIA 1T cknagHOCTi. CnoYaTky CKNaaka BUHUKAE

B AlyLUi, a BXe 3roaom — y Matepil. MoaibHo Ao ApanipoBKy, WO
CKNABAETHCA 3 6e3Nivi cknafok, aywa asnse coboto NabipuHT 3
TAKOK BEIMYE3HOH KiNbKICTHO KYTOYKIB, WO Mi3HATW NOro CYyTHICTb
NPaKTUYHO HEMOXUTMBO. CKNaAKa 3aBXAM iCHyBana B MUCTELTBI —
Hanpuknag, ctuab 6apoKo NiAHIC T A0 KPaNHLOro CTeNeHs.

BUTOKM TBOPYOCTI MONOAOT XYAOXKHML MOXHA 3HANTU B
YKPAIHCLKIY Ta pOCINCbKIN CNAALWMHI, ane pa3oM 3 TUM poboTK
KaanpoBoi oacnnatoTb A0 CKYALATYP Ta eKCLLEHTPUYHUX
MOHYMEHTa/IbHUX iIHTEPBEHLLIN aMeprKaHCLKOro non-apTucra
Knaca OnbaeHbypra, 3 akiMm dKaHHa NoAiNnse 3axonjeHHs
TpUBiaNbHUM, HAAMIPHOCTSIMW Ta ICKPABMMMW KONbOPaMMU.
PeaniamoBi TBOpiB OnbAeHbypra npoTmpivarth, 3 04HOr0 6oKy, iXHi
riraHTCbKi MpONOPLi, @ 3 IHWOro — iX NAMHHI, cTpokaTi GakTypu.
OnbaeHbypr 6epe nobpe 3HANMOMi NPeAMeTH 3 KyXHi YM BaHHOT
Ta 36inbLuye, fedopMye Ix, HAAAE IM IHLLOT KOHCUCTEHLIT — SIK B
pob6oTi «BeneTeHCbKMI M'aKUIN BEHTUASTOP. MNprmapHa Bepcisn
(1967), abo BCTAHOB/OE AMBHI CMIiBBIAHOLIEHHS MiX 06'EKTaMMm
(«ABTONOPTpPETY, 1970). 31965 poky Knac OnbaeH6ypr npaLoe
Haj, cepieto NpoekTiB GAHTACTUYHMX NAM'ATHUKIB, Y IKUX
NMOHATTS OTOYEHHS He 0BMEeXYETLCS CTiIHAMKM ranepel, a BigKpnTo
NPOTUCTOITb MiCbKOMY MPOCTOPY.

Y reorpadivHin 30Hi, LLLO NO3HAYeHa NPUCYTHICTIO (X04a iHKOAN

1 BIACYTHICTIO) MaM'ATHUKIB y Ny6iYHMX MpOoCTOpax, XXaHHa
Kazamposa LifIkoM MpUpoAHO NepeBoanTL poboTy CKybnTopa

Y MOHYMeHTanbHi dopmu, abu Lie binbLue ix gecakpanisyBaTtu.
baraTo NpoeKTiB XyA0XKHWL, LLO BiAHOCATLCS A0 XaHPY

«MiCbKOI CKYNbNTYPU», NPOTUCTOSATL MACLWTaby nybniyHOro
npocTopy. «Mam'aTHUK HOBOMY Nam'aTHUKY» (2009) SB/SIE CO60L0
3aJpanipoBaHy CTaTyto HanepeaoAHi BIAKPUTTS —

3 Ti€I0 NIMILLE Pi3HULELD, L0 LS APanipoBKa He 3HIMA€ETbCs. L
nprumMapHa poboTa 36epirae TAaEMHULLIO IOAMHM, KA NPUCBAYEHO
Nam'sTHUK, | AMBHUM YMHOM MEPErykyeTbCsa 3 hpasoto MoxeHa
lepua: «CycninbCTBO CXOXE Ha CBOI NAM'STHUKNY.

IHTepec fo nybAiyHOro aK chepum rpu Ta ekcnepruMeHTy XKaHHa
noginse 3 rpynoto P.E.M., 3 4KO BOHA CMiBMpPaLLOE BXE ManxKe

5 Gille Deleuze. Le Pli, Leibniz et le Barogue. Les Editions de Minuit, Paris, 1988.

© ncransuia rpynu P.E.N. "Eapopetont. 3pis, 2012, BUcTasKa 21 HoMiHaHTa npewil Future Generation Art Prize 2012, MiHayK ApT
LeHTp, Kuis, YkpaiHa

7 IHcTanauis rpynv P.E.MN. "MaTpioTUsm". MUCTEUTBO Sk NOAAPYHOK, 2008, MikuyK ApT LIeHTp, Kuiie, YkpaiHa
8 Axuis rpynu PE.1"Bes Hasu'® 2005

9 Buctyn rpynu "Penoplast”, "MpoekT cninbHoT", LieHTp CyyacHoro MucTteutsa npu, Kuis

that it is practically impossible to apprehend its essence. The
fold has always existed in art — for example, the Baroque style
elevated it to the highest levels.

One can locate the sources of the young artist’s oeuvre in her
Ukrainian and Russian heritage, but Kadyrova's works also ref-
erence the sculptures and eccentric monumental interventions
of American pop artist Claes Oldenburg; Zhanna Kadyrova
shares his love for the trivial, for excesses, and for loud colors.
The realism of Oldenburg’s works is contradicted by, on the one
hand, their gigantic proportions, and on the other - their mal-
leable, variegated textures. Oldenburg takes the most simple,
everyday objects from the kitchen or bathroom and enlarges
and deforms them, giving them a different consistency, as

in the work Giant Soft Fan, Ghost Version (1967), or establishes
strange relationships between objects (Self-portrait, 1970).

In 1965 Claes Oldenburg began working on a series of plans for
fantastic monuments, where the notion of milieu is not limited
by the walls of the gallery but openly confronts the urban
environment.

Working in a geographical zone marked by the presence — and
sometimes absence - of monuments in public space, Zhanna
Kadyrova quite naturally translates the sculptor’s work into
monumental forms in order to further desacralize them.
Many of the artist’s projects pertaining to the genre of “urban
sculpture” challenge the scale of public space. Monument to a
New Monument (2009) is a draped statue awaiting its unveil-
ing - the only difference is that this covering is never removed.
This ghostly work keeps secret to whom the monument is
dedicated, strangely echoing Jochen Gerz's phrase: “A society
resembles its monuments.”

6 Eurorenovation. Cut. R E.P. group installation. Exhibition of 21 Arists Shortlisted for the Future Generation At Prize 2012
PinchukArtCentre, Kyiv, Ukraine

7 Patriotism. Art as Present. R.E.P. group installation. 2008. PinchukArtCentre, Kyiv, Ukraine
8 Untitled. R.E.P. group action. 2005

O Concert of "Penoplast” group. "Communities Project.” Center for Contemporary Art at NaUKMA, Kyiv, Ukraine
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[ecsiTb poKiB. BiA/lyHHS TXHIX Pi3HOMaHITHUX IHTepBeHLIN Ta
nepdOpMaHCiB MOCTINHO 3By4nTL Yy 1T po6oTax. Il iHaMBiayanbHa
TBOPYICTb Ta KONEKTWBHA NpaLs 060ninbHO BNAMBAKOTbL Ta
NiZXXUBIOKOTb OHE OAHOrO0. Y FpyAHi 2004 POKY, KoM YkpaiHa
nepebysana Ha niky MomMapaHyeBoi peBoNtoLil, 61M3bKO ABAALATH
XYAOXHWKIB 3Millanncs 3 MaHidbecTaHTaMm, MeLKaHLUsMn
HaMeToBOro Tabopy Ta MifliLiSHTAMM, pafitoun yHIKanbHIN
MOM/TMBOCTI SOCNIIXKYBATN HOBY Chepy NONITUYHOI Tpu.

Ipyna P.E.M. (PeBontouinHuin EkcneprmMeHTanbHum MpocTip)
[ONy4Ynnacs 40 HapOAXKeHHS abCOMOTHO HOBOT XYAOXHbLOI CLLEHM
Ykpainu. Migxonuslum ectadeTy y CBOIX CTAPLUMX CyHaCHUKIB,

AIKi B pafisSHCbKMIA 4ac BBAXKANMCS MapriHanamu, oaepXvMmnumMmm
inesmu ytonii Ta abcypay, HoOBe MOKONIHHS TEX HAMOBHIOE
CyCNiNbHWI NPOCTip KapHaBanbHUMK NepdopMaHcamMm Ta
napoAiaMu Ha MNONITUYHI racna. Mpyna BnawTysanacs B LleHTpi
Cy4acHOro MucTeuTBa npu HauioHanbHOMYy yHiBepcuTeTi «Kneso-
MoOrmnsHcbKa akagemis», NepeTBOPUBLLM NOr0 HA MaNAAHYNK
XYA0XHbOrO OMOpY i ekcnepuMeHTanbHy n1abopartopito AN
BMCTABOK, aKLiK, 3ycTpiyen Ta ceMiHapiB.

Yepes N'ATHAAUATL POKiB NiCNS NAAIHHS paAsHCbKOT iMnepil,
KwniB 3HOBY CTaB TBOP400 NNATPOPMOLO A/151 MOKOJTIHHSA
OBaAUSTUNITHIX, 415 aKUX 3axig yxe He € Midom, a Cxig —
[OMiHyto4oto cunoto. CMinvBa 1 HenepeabadysaHa, 3axonieHa
NMTaHHSMW MOBW i NepeAadi 3HaHb, rpyna P.E.M. cboroaHi
CKNAJAETLCS 3 LIECTM YHACHUKIB™ . 3BaXKaK4M Ha NPaAKTUYHO
MOBHY BiACYTHICTb iIHPPACTPYKTYpK, KONeKTUBHA poboTa
BMAAETHLCS XOPOLLOK CTpaTerieto onopy 418 BUPO6HMLTBA
BMCTABOK, BOPKLWIONIB Ta nybnikauin. Lien foCBig Haraaye iHWwi
NPOeKTW NOAIGHOro poay — HanpuKnaga, «Fpyny LWBMAKOro
pearyBaHHs» y cknagi bopuca Muxannosa, Cepria bpatkosa,
Cepris CONOHCbLKOTO i BiTv MnUXannoBoi, WO BUHWK/A B 1994 poui
B XapKOBi, 4/ CTBOPEHMWI TaM Camo NpoeKT «Cockar - 0fHOHACHO
i KONEKTWMB, i BUCTABKOBWUI MPOCTIp, LLLO NPaLLIOE 3 MiCLLEEBUM Ta
Mi>XHapOAHNM KOHTEKCTOM.

Y 2000-i poku B POCii TakoX BUHWUKAE HWU3KA XYA,0XKHIX KONEKTU-
BiB — Hanpuknag, «C1Hi Hocu» abo cninbHOTa «Pajek», Xo4a KOXeH
3 y4aCHWUKIB NapanesibHo 3aMMaETbCS BNACHOK TBOPYICTHO. 3riAHO
KOHUenNuii rpynu «470 Aenatb?», CTBOpeHo! B CaHKT-MNeTepbypsi

y 2003 poUli, KONIEKTMB € reHepaTOPOM KPeaTMBHOCTI Ta HOBMX
$OpM, LAE MOXIUBICTb PO3CYHYTU MEXi My3eMHOro NpocTopy.

32005 poky, bepy4m [0 yBarn 4OCUTbL XaOTUYHe | HecTabinbHe
NoniTUYHE XUTTS YKpaiHK, rpyna P.E.M. oxo4e 3BepTaEThbCA

[0 MOBM MONITUYHUX NAPTin, NpeacTaBnstoym nephopmaHcm

Ta akuii B ny6niyHMX npocTtopax i opmyroym CBi BNACHUI
AWNCKYpC NepefBnbopUmnx KaMnaHin. Mpanopwu, MeradoHu,
nponaraHAMCTCbKi HAMeTK, 6poLLypu i racia CTakoTb FOIOBHOK
36poeto P.E.1. B pamkax NpoekTy «AKLis 6e3 Ha3Bu» WiCTb
XYLOXHMKIB 3HIMAIOTLCS HA LLINWHI, HA T 3aX04y COHUS, SIK
CaMOTHIW NiKeT, L0 BUTYKYE racia 3 Npecu, Hisik He NoB'A3aHi oanH
3 0aHUM. Y npoekTi «We Will P.E.TM. You» My 6a4nmo iX y HaToBnNi
KWSH i3 NCeBAO-NONITUYHUMM aKLISMW, MPUYOMY NEPexoXi,
3[1A€TbCS, HE YCBIAOMIIOIOTD, WO Nepes HAMMU XYA0XKHIN TBip.
MoeaHyto4M B COBI XYAOXKHE 3a/y4eHHS | HETPUBIA/IbHUIN T'YMOP,
aAMaTOpCLKUI TeaTp i peTenbHO BMOYAYBaHY Mi3aHCLeHy, Li
aKLUiT He TiNbKM BUKPUBAKOTb BECh HABKOMLLUHIN Mackapag, ane i
nparHyTb NpULLENNTY NyHAILi PO3YMiHHS Cy4acHOro MMCTeLTBa
Yyepes fobpe 3Hanomi popmu.

MoTwmB HaToBMy | MaHidpecTaLin 3'aBNSETLCSA B MUCTELTBI XIX
CTONITTS 3 HACTAHHSIM HOBOTO Yacy Ta 3pOCTaHHAM Meranonicis.
Mo4mrHaoum 3 bognepa Ta noro NipUYHOro repos, AKUIM TUHSETLCA

Zhanna shares her interest in the public sphere as a zone for
play and experimentation with the R.E.P. group, with whom
she has been collaborating for almost ten years. Echoes of their
various interventions and performances continually reverber-
ate through Kadyrova's works. Her individual art work and
participation in the collective mutually influence and fuel each
other. In December 2004, when Ukraine was at the height of
its Orange Revolution, around 20 artists mingled with the
protesters, inhabitants of the tent city and police, enjoying
the rare opportunity to explore the new arena of political
games. The appearance of the R.E.P. (Revolutionary Experi-
mental Space) group marked the beginning of the emergence
of a completely new Ukrainian art scene. Taking the stage
from their older contemporaries, who in Soviet times were
considered marginal, obsessed with utopian and absurd ideas,
the new generation filled the public space with carnivalesque
performances and parodies on political slogans. The group
based itself in the Center for Contemporary Art at the National
University “Kyiv-Mohyla Academy,” turning it into a site of
artistic resistance and an experimental laboratory for exhibi-
tions, actions, meetings and seminars. Fifteen years after the
fall of the Soviet empire, Kyiv again became a creative platform
for a generation of twenty-somethings for whom the West
was no longer a myth and the East no longer the dominant
power. Daring and unpredictable, captivated by questions of
language and the transmission of knowledge, the R.E.P. group
today consists of six members®. In light of the nearly complete
absence of infrastructure, collective work is a good resistance
strategy for organizing exhibitions, workshops and publica-
tions. This experiment brings to mind other similar projects,
like the “Rapid Response Team” formed in Kharkiv in 1994

by Boris Mikhailov, Sergey Bratkov, Sergei Solonski and Vita
Mikhailova, or“SOSka” — another Kharkiv-based project that is
both an art group and exhibition space working with the local
and international contexts.

In the 2000s, Russia also witnessed the appearance of a num-
ber of artistic collectives like the “Blue Noses” or “Radek” group,
where each of its members also maintains their own parallel in-
dividual artistic practice. According to their concept, the collec-
tive“Chto delat (What is to be done)?”, formed in St. Petersburg
in 2003, generates creativity and new forms, making it possible
to widen the boundaries of museum space.

In 2005, considering Ukraine’s relatively chaotic and unstable
political life, the R.E.P. group eagerly begins drawing on the

1O Mukwra Kapan, XKarHa Kaanposa, Bonoaumup KysHeLos, /laga HakoHeuHa, KCeHis THUnmLLbka, /1ecsi XOMEHKO

11 Burmsia excroswuii suctasku «pakTikan. 2012. Fanepesi Jlaspa, Kuiis, Ykpaia

10O nikita Kadan, zhanna Kadyrova, Volodymyr Kuznetsov, Lada Nakonechna, Kseniya Gnylytska, Lesia Khomenko.

17 “Practice” exhibition view 2012, Lavra Gallery, Kyiv, Ukraine
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y Napu3bKOMY HaTOBMI, XyAOXHWKM 3HOBY i 3HOBY 3BepTaloTbCS
[0 Lboro ctoxeTty. OCTaHHIM 4acoM pobiT noaibHoro poay ctano
HaCTiNbKK 6arato, Wo ny6aivHin chepi, 3LAETLCS, 3arpoXyE
3arafibHa NpuBaTmr3auis, 3a SKOi eKCnpecuBHe BUC/IOBNIEHHS i
NPOTUCTOSIHHSA He 320X0YYHOTLCS | 3BOAATLCSA A0 MiHIMYMY.

TemMun HATOBMY TOPKAKOTLCS 6araTto poCinCbkux Ta yKpaiHCbKMX
XYAOXHWUKIB. Fpyna «4T0 aenatb?» CTBEPAXKYE, LU0 IXHS TBOPYICTb
— cnpoba npeacTaBUTM MaHidecTauito Sk TeaTpanbHy NoAio

B Ny6nivHOMyY npocTopi. KonekTuns «PageKk» BUKOPUCTOBYE

NOAEN, WO 3yNUHUINCS Ha YepBOHUIM CUrHan ceitnodopa, Ans
npoBeAeHHs CNOHTaHHOI MaHidecTauil. A Jasig Tep-OraHbsiH

y npoekTi «CTapi racna» 6epe Ha 036pPOEHHS NoLIMPeHi racna
NnoNiTUYHOI 6OPOTLOEM Ta pOBUTL MaOHKM GJIOMACTEPOM Ha TEMY
MaHidecTauin.

[lnga cBOEI NepLioi nepcoHanbHoi BUCTaBku B PinchukArtCen-

tre y 2012 poui >KaHHa KagmpoBa CTBOPHOE MpOeKT «HaToBM»

— HOBMM A0CBIA A1 MONOAOT YKPATHCLKOI XyA0XKHWL,. MpoeKT
«Hartosn» po3noyascs B IHAiT — KpaiHi, e HANBINbL AOCTYNHUM

i NpOCTUM MaTepianom Ans XyAoXKHWLi ByB ra3eTHUIA nanip.
KaawnpoBa BMPpi3aE 3 ra3eT 061144 Ntogen i CTBOPHOE 3 HUX
KOMAXi, KOMMNINALT, B AKX CTUCKAKOTLCS Pi3HI MOMEHTM Yacy i
pi3Hi icTopii. «HaToOBM» CTBOPIOE iNt03it0 «BPEry/1bOBAHOMO XaoCy»,
KaXKy4m cnoBamu beptonbaa bpexTa. 3BiAKN NOXOANTL «HATOBM»?
Ak YKaHHa nepexofmTb Bif, CKYbNTYPU A0 KONAXKY 3 rOTOBUX
306paxkeHb?

OCTaHHIM YacoM iHLLi TBOPWU CYy4ACHUX MUTLLIB JOKYMEHTYIOTb,
AemartepianisytoTb i GiKCyrOTb Ler CTaH cycninbcTea. LepoH Xen3
CTBEPAXKYE, LLLO BBAXKAE cebe MaHipeCcTaHTKO, B MOAITUHHOMY,
TEOpPeTUYHOMY Ta METOA0MOrIYHOMY CeHcax - Tak, ik bepTonba,
BpexT ONMcaB Lie y CBOEMY ece «By/InyHa CLieHan's, ie akTopiB
3aMiHWAM MaHipecTaHTW. Y TeaTpi bpexTa Te, pn YoMy M1
NPUCYTHI, € peneTuLiero MaHipecTaLil.

[lokyMeHTanbHoro xapaktepy cepis ApTypa >KMieBCbKOro
«[JemokpaTii» (2007-2012) CKNAAAETLCS 3 30 KOPOTKMX Bieo 3
Pi3HUMK MaHipecTali MM Ta NONITUYHUMM aKLISMW B NYOAIYHUX
npocTopax. XyA0XHMK 3a 4ONOMOroto kaMepu dikcye obpasm
MaHidpecTauii. Lii KopoTKi 4OKyMeHTanbHi GiibMy BiATBOPIOOTb
pi3HOro poay akuii B €sponi Ta I3paini — Bif pekoHCTpyKL,ii
iCTOPUYHMX NOAIM Lo NOXOPOHY Mopra Xanaepa, BKIIOYHO i3
3aBOpYLUEHHAMMW Ha By1uLaxX bepniHa nig vac YemnioHaty €sponu
3 dyT60Y 2008 poKy Ta HATOBMOM Nepefs, LLepkBoto KocTkn y

language of political parties, presenting performances and
actions in public space and forming its own election campaign
discourse. Banners, megaphones, propaganda posters, leaflets,
flags and slogans become R.E.P.s main artillery. In the action
Untitled (2005), six artists are filmed in an empty field against
the background of the setting sun, representing a lonely
demonstration, shouting completely unrelated slogans from
the media. In We Will R.E.P. You, we see them making pseudo-
political actions in a crowd of Kyivans, yet it seems that the
passersby are not aware that they are witnessing a work of
art. Combining artistic engagement and non-trivial humor,
amateur theater and meticulously constructed mise-en-scene,
these actions not only expose the surrounding charade, but
also endeavor to instill an understanding of contemporary art
in the public through very familiar forms.

The subject of the crowd and demonstrations enters the art

of the 19th century with the arrival of the modern age and
growth of megalopolises. Starting with Baudelaire and his lyri-
cal hero who meanders through the Paris crowd, aritsts have
been turning to this subject again and again. Recently such
works have become so ubiquitous that it seems that the public
sphere is being threatened by widespread privatization where
expression and opposition are not encouraged and kept to a
minimum.

The theme of the crowd concerns many Russian and Ukrainian
artists. The group “Chto delat (What is to be done)?” claims that
their work is an attempt to present protest as theatrical event
in public space. The collective “Radek” uses people stopped at
ared light to hold a spontaneous rally. And David Ter-Oganyan
in his project Old Slogans arms himself with common slogans

of political struggle and makes drawings with markers on the
theme of demonstrations.

For her first solo exhibition at the PinchukArtCentre in 2012,
Zhanna Kadyrova created the project Crowd - quite a new expe-
rience for the young Ukrainian artist. Crowd began in India - a
country where the most accessible and basic artistic material
was newspaper. Kadyrova cut people’s faces out of the news-
paper, using them to create collages — compilations, in which
different moments in time and various stories are compressed.
Crowd creates the illusion of “chaos, according to plan” to use
the words of Bertolt Brecht. Where does Crowd come from?
How did Zhanna shift from sculpture to making collages of
ready-made images?

12 Erion. 2012. CrineHo 3 lleHucom Py6arom
13 Burnsn excnoswii sucrasku «MyTisHuio. 2010. Fanepes «laspa, Kis, Ykpaita

15 Bertolt Brecht, “The Street Scene: A Basic Model for Epic Theater; in Brecht on Theater: The Development of an Aesthetic, ed. and
trans. John Willet (New York: Hill and Wang, 1964)

12 Etude. 2012. Collaboration with Denis Ruban

13 The Guide, exhibition view. 2010. Lavra Gallery, Kyiv, Ukraine
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Bapuiasi. Lis cepis roBopuTb
npo CTaH AeMoKparTii Ta

npo NpocTip nyéaiyHoro
CaMOBMPAXXEHHS B Cy4acHOMY
CyCniNbCTBI. 3 iHWOro 60Ky,
pocincbka XxyaoxHnua Onbra
KncennoBa, MeLlKkaHKa
Mapwky, 3ibpana pisHi
306paXkeHHa MaHidecTaLin,

3 AKX BOHA BMAANMANA BCi
BiIMITHi 03HaKN. AHOHIMHWI
HaToBM, CNPSIMOBAHNI B
€anHoMy nopusi («(He)
BUAMME®, 2009), BKA3YE HA CTUPAHHSA BIAMIHHOCTEN MidK aKLisiMK
NpOTEeCTY B Pi3HWX MiCTax.

Yomy XKaHHa KagmpoBa BupilLnaa BUCTABUTU LIKO NIOACHKY Macy B
KWIBCbKOMY apT-LleHTPi TOAI, KON BCe MICTO, Ik 34aBanocs, byno
oXornaeHe HaToBMOM? Y1 NOTpibeH yKpaiHCbKOMY CyCMiNbCTBY
HoBWI Nigep? A6O HoBe NparHeHHs Lo cBo60AN? YN AiCHO
CbOrOAHI HATOBM CXOXWI Ha «HaToBM» KaAMPOBOI — aHOHIMHUNA,
CaMOTHIW | pO3pi3HeHnI?

Konw xyaoxHwukn rpynum P.E.M. He 6epyTb y4acTb B nepdopmaHcax
CaMmi, BOHM 3anpoLUyoTh 10 YHaCTi B HMX aKTOPIB. Y MpoeKTi
«MegiaTopu» (2006) y4aCHUKM Ipynu NOCTyNarTbCs CBOIM MicLLEM
y nepPopMaHCi YNCNEHHMM CMiBakaM HApOAHOI LLIKOAN, SAKi
nepekasytoTb nepdopMaHCcK BigOMUX MUTLLIB BUNAAKOBIM Ny6.iLi
nif, 3BYKW CBOIX IHCTPYMEHTIB.

XKaHHa KagmpoBa TakoX akTMBHO 3aMMa€ETbCs NepPOpPMaHCOM;
CBOE MOYYTTS Mi3aHCLEeHN BOHA BTiAnAa B PO6OTi 3 My3UUYHOO
rpynoto Penoplast. Ha KOXXHOMY KOHLLEpPTi y4acHUKM rpynu
nepeBAsAratoThCsA B Pi3HI KOCTIOMMU, LLO 36/IMKYE IX LUBUALLE

3 TeaTpoM, HiXK nepPpopMaHCcoM. Mpyna HABMUCHO CTBOPIOE
aTMocdepy aMaTopcbKoro CnekTak/t, OCKiNbKU MAE y CKnagi

aK NpodecinHMX My3MKaHTIB, TaK i MOBHUX AUAeTaHTIB. atoun
KOHLLEPTH B Pi3HMX Micusx, Penoplast Moxe B 6yab-sKMN MOMEHT
3MIHUTU CKNag,.

Micns nepioay akui i Bigeo, 32006 poky rpyna P.E.M. npautoe Hag
NpOeKTOM «aTpioTV3My». [Patoym 3 KONEKTUBHOK NaM'ATTIO, Lien
MPOEKT in situ, W0 3MIiHKETLCS B 3a/1€XKHOCTI Bif, €KCMO3ULiIMHOMO
KOHTEKCTY, Bi/IbHO IHTEPMNPETYE TEXHIKN PaAsiHCbKOI NponaraHau.
Op[HOYACHO iPOHIYHA, CMILLHA | MpOBOKATUBHA KOMbiHaLLis

3 6e3niyi 1OroTMNiB AO3BOMSE XYAOXKHNKAM BUPAXaTW Pi3Hi
ySIBNIeHHS Npo €Bpony Ta YKpaiHy, a TaKOX MiAHIMaTW NUTAHHS
Mirpawii Ta kopynuii. binka CMMBONI3y€e HABKOMMLLHE CepefloBuLLe,
MOJIOT - MPOrpec, COBA - HayKy, a MeradoH - KOMyHiKaLito.
«MaTpioTM3M» MOXHA ONMCATK SK 1iTepaTypHUIA TBIp; BiH
6e3nocepeAHbO MNOB'A3AHMM i3 CY4aCHMM MUCTELTBOM YKpaiHu, a
TaKOX 3 MONTUKO, KYNLTYPOIO Ta eKOHOMIKOK. BaratorpaHHum
«MaTpioTM3M» - Lie MaHAPIBHUI NPOEKT, LLLO NepenkaXae

To B MonbLuy, To B Pocito, To B ECTOHIO, TO B HigepnaHau.
MOHYMEeHTaNbHWI | B TOW Xe YaC FHYYKWIA, PyXJIMBUMA | MOB'A3aHNN
3 KOHTEKCTOM, «[1aTpioTM3M» PyMHYE MOBHWI 6ap'ep.

Oxpim nybniyHoro npoctopy rpyna P.E.MM. TakoX LiKaBUTbCS
chepoto NPUBATHOIO XMTTSA. OCTAHHIN NPOEKT KONeKTUBY,
«EBPOPEMOHT» (2012), BiATBOPIOE Pi3Hi MOMEHTM 3 9O-X POKiB,
KO 3axifHa MoAa MPOHMKIA B KPAiHW MOCTPaASHCbKOrO 610Ky,

Other recent artworks docu-
ment, dematerialize and cap-
ture this condition of society.
Sharon Hayes maintains
that she considers herself

a protestor in the political,
theoretical and methodologi-
cal senses —

as Bertolt Brecht described
in his essay “The Street
Scene,”s where actors

were replaced by demonstra-
tors. In Brecht'’s theater,
what we experience turns out to be a rehearsal of the
demonstration.

More documentary in character, Artur Zmijewski’s series
Democracies (2007-2010) comprises thirty short videos present-
ing various political actions in public spaces. Aided by the cam-
era, the artist captures images of rallies. These short documen-
tary films depict all kinds of actions in Europe and Israel, from
the reconstruction of historical events to the funeral of Jorg
Haider, including the unrest on the streets of Berlin during the
European football championship in 2008 or the crowd before
the Kostka Church in Warsaw. This series addresses the state of
democracy and the space of public self-expression in contem-
porary society. On the other hand, the Paris-based Russian
artist Olga Kisseleva collected various images of rallies from
which she obliterated all the distinguishing features ((in)visible,
2009). The anonymous crowd, striving in unison, suggests the
bridging of differences between actions of protest in various
cities.

Why did Zhanna Kadyrova decide to exhibit this human mass
in a Kyiv art center at a time when it seemed that the entire
city was flooded with crowds? Does Ukrainian society need

a new leader? Or new aspirations toward freedom? Does the
crowd today actually resemble Kadyrova’'s Crowd — anonymous,
lonely and fragmented?

When the artists of the R.E.P. group don’t take part in their
own performances, they invite actors to participate. In the
project Mediators (2006) the group’s members offer their role

in the performance to various singers schooled in different folk
traditions who recite stories of artists’ performances, accom-
panied by traditional instruments, to a random audience.

Zhanna Kadyrova is also an active performer; her sense of
staging is manifested in her work with the musical group “Pe-
noplast.” During every concert, the group’s members change
into various costumes, which brings them closer to theater
than performance art. The group deliberately produces an
atmosphere of amateur theater, involving both professional
musicians and dilettantes. While playing concerts in various
cities, “Penoplast” can change its composition at any moment.

After a period of actions and video, the R.E.P. group has been
working on the project Patriotism since 2006. Playing with
collective memory, this site-specific project, which changes
in relation to the exhibition context, freely interprets Soviet
propaganda techniques. The ironic, funny and at once

14 3anosHenns. 2009. Bereznitsky gallery, Kuis, Yipaitia.

16 Brsnasca. 2012. CriinbHo 3 Jasigom Tep-OrarsiHom. Bucraska wAngry Birds». Myseit Cywacoro Mucreutsa y Bapuasi

14 Filling. 2009. Bereznitsky Gallery, Kyiv, Ukraine

15 Bertolt Brecht, "The Street Scene: A Basic Model for Epic Theater in Brecht on Theater: The Development of an Aesthetic, ed. and
trans. John Willet (New York: Hill and Wang, 1964)

16 stuck. 2012. Collaboration with David Ter-Oganyan. Exhibition“Angry Birds"
Collection of the Museum of Modern Art in Warsaw, Poland
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HanbinbL ACKPABO BUABMBLLMCL B OPOPMIIEHHI iHTEp'epIB.
IMiTaLiT MapMypy, rpeLbKnin CTUAb, WTYYHI POC/IMHK, akcecyapu 3
nnacTuKa 34aBanncs Ayxe npueabanBuMm Ans cycninbCcTea, LWo
LLIYKa10 HOBM3HM Ta CY4aCHOCTI... «EBPOPEMOHT» BUKOPUCTOBYE Ti
K cami maTepianu i BiATBOpIOE aTMocdepy enoxu. Buctasnsawoum
L0 pOo60TY Ha pi3HUX EBPOMNENCLKUX ManaaHymkax, rpyna P.E.IM.
TUM CAMUM NOBEPTAE 3axifgHi BMNBU Ha IXHIO HATbKIBLLUHY.

IHCTansUis «EBpOpeMOHT. 3pi3» (2012) B PinchukArtCentre HabyBae
dopMy TyHeNo, WO CKNAAAETLCS 3 6araTbox Neperopofok 3 rpy6o
BMPi3aHVMM OTBOPAMMU, B SKMX BiAKPUBAKOTLCS LLAPW apXiTeKTypw
1 icTopii. «<EBpOPEeMOHT» iPOHI3y€e Ha TeMy ManbyTHLOrO BCTYMNY
YKkpaiHu B €BpOCOH03. XyAOXKHUKN LEMOHCTPYIOTb 3BOPOTHUN Bik
[leKOpY - 0 TAKOT MipW, LLLO HaBiTb BUCTABNSAOTb BUPI3aHi LUMATKM
Ha 6anKoH LLeHTPY, Aie iX MOXYTb M06a4NTU BCi Nepexoxi.

Mpucayxar4mch 40 XUTTA MicTa, rpyna P.E.M. He 3abyBae

i MPO CBiMl BNACHWW CBIT, AKU XYA0XKHUKN PO3KPUBAIOTD 3
Ha3BMYAMHOO SICHICTIO | TyMOPOM. [TOHATTS Aapy 3anMMae
LeHTpanbHe Micue y BucTynax P.E.MM., Yni BIGHOCKMHM 3 Ny6AiKOO
nobyaoBaHi 3a NPUHLMNOM B3aEMOOBMIHY: «MUCTEeUTBO - Halle
cborogeHHs». MoaibHMM YnHOM i XKaHHa Kaguposa y cBoin
iHAMBIAYaNbHIN TBOPYOCTI MNIATPUMYE HANPYTY MiDK CNeLUPiHHUM
KOHTEKCTOM | r06aNbHOK KOMYHIKALiE. 3axonaeHa TeMamm
iLeHTUYHOCTI Ta KONEKTUBHOIO, CXM/bHA L0 eKCNepUMEHTIB,
BOHa nparHe 3HanTn GopmMy Ans CBOIX 3annTaHb. MPoaoBXKY YU
npauioBaTN Hag, CepisiMu, po3noyaTUMM Kilbka poKiB TOMY,
BOHa 6e3 BaraHb paAnKasibHO 3MIHIOE CTWU/Ib | dOpMy 3apaamn
ekcnepumenTy. ns XXaHHKW KagmpoBsoi, siki ang rpynu P.E.M.,
MWCTELITBO BiLKPMBAE Liisie NoJsie MOXANBOCTeN. MigKkpecnioroym
nepdopMaTMBHY NPUpPOAY XYAOXHbLOIrO NpoLecy, Bifeo, 06'ekTy,
KONaxi Ta ckyNbNTypw XKaHHW KaanpoBoi 403BONSOTL HAM
BiAYYTM €Heprito Ta Yac, BUTPaYeHi Ha iIX CTBOPEHHS.

Knep Ctebnep

provocative combination of
signs allows the artists to
express various notions of
Europe and Ukraine, as well
as questions concerning
migration and corruption.
A squirrel symbolizes the
environment, a hammer -
progress, an owl - science,
r a T a megaphone - commu-

- . nication. Patriotism can be
[ = described as a literary work;

itis directly related to Ukrai-

nian contemporary art, as well as the nation’s politics, culture
and economy. The multifaceted Patriotism is a nomadic project,
having traveled to Poland, Russia, Estonia, the Netherlands.
At once monumental and flexible, mobile and tied to its con-
text, Patriotism destroys language barriers.

In addition to public space, the R.E.P. group is interested in the
sphere of private life. The collective’s latest project Eurorenova-
tion (2012) reproduces various moments from the 199os when
Western fashion arrived in the countries of the post-Soviet
bloc, most vividly manifesting itself in interior design. Fake
marble, the Greek style, artificial plants and plastic accessories
looked very attractive to a society in search of novelty and
modernity... Eurorenovation uses those same materials and rec-
reates the atmosphere of that period. By exhibiting this work
in various European art spaces, the R.E.P. group thus restores
the Western influence to its homeland.

The installation Eurorenovation. Cut (2012) in the PinchukArt-
Centre takes the form of a tunnel constructed of openings
roughly cut out of numerous partitions through which layers
of architecture and layers of history become visible. Euroreno-
vation. Cut ironizes on the theme of Ukraine’s potential future
membership in the European Union. The artists reveal the oth-
er side of decor - to such an extent that they even display the
cutout pieces on the Centre’s balcony, visible to all passersby.

Listening to the life of the city, the R.E.P. group does not lose
sight of its own world, which the artists reveal with extraordi-
nary clarity and humor. The idea of gift occupies a central posi-
tion in R.E.P.s gestures; the group’s relation to their audience
is based on the principle of reciprocity: “Art is our present.” In a
similar manner, Zhanna Kadyrova in her individual art sustains
the tension between the specific context and global communi-
cation. Captivated by questions of identity and the collective,
inclined toward experimentation, she strives to find a form for
her questions. Continuing to work on series that she began
several years ago, without hesitation she radically alters

style and form for the sake of experimentation. For Zhanna
Kadyrova, as for the R.E.P. group, art opens an entire field

of possibilities. Emphasizing the performative nature of the
artistic process, Zhanna Kadyrova's videos, objects, collages
and sculptures let us feel the energy and time spent on their
creation.

Claire Staebler

17 BvckoBon Ha Boawiit Ta3i. 201. Gectusans ApT-Tone. YHix, Yipaita

17 water-powered Disco Ball. 20m. Art-Pole Festival. Unizh, Ukraine
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Jlowka nowanu
2003

3'ABNSAOYNCH Nepes rsaademM B YOTUPHAAUATLOX 0bpasax itofen
obox cTaten, KagmpoBa anponpitoe 30BHILWHI XapaKTePUCTUKM
HaMbiNbLL NOWMPEHNX aMMya MUHYOI 06U: cekpeTap,
byxrantep, 6ibnioTekap, TOLLO. XyA0XKHMLS HA3MBAE CBOKO
pob60oTY «coLianbHUM iKOHOCTAaCOM» | fofae: «Llen npoekT —
BiAFYK Ha TPAAMLLit0 PaASHCbKMX YaciB, KON B yCTAHOBAX Ta Ha
niANpUEMCTBAX NOPTPETU MepeOBUKIB Ta 3aC/TY)KEHUX AiAYiB
PO3MiLLyBaNINCb Y HAMMOMITHILLMX MiCLSX K MPUKIAL 415 peLuTn
Kosier». MpoTe «JoLKa NOWaHU» € YAMOCh BINbLIMM, HiXK CYyTO
NapoaiVHNIM XeCT LWOoA0 paAsHCbKOT coLianbHOT iEpapxii, sika

LLe 1 J,OCi, NPUXOBaHA, XXMBE Y MEHTANIbHOCTI MOCTPAAAHCLKOMO
HaceneHHs.

He3Baxato4u Ha MOBEPXOBY aBTOMOPTPETHICTL poTorpadin,

Ha «/loWwLi nowaHm» HeMAE «CNpaBXHbLOI» KagnpoBor,

3aMiCTb LibOrO € BTi/TIOBAHHS XIHOYMX Ta YOMOBIYMX TUMIB, sIKE
6a3yeTbCs Ha reHAepHin NnepdopMaTUBHOCTI — MOHATTI, LLLO MOr0
3anponoHyBsana xxyanT batnep, NOSACHIOYN reHaep K ponb, Ky
oL 06MPatoTh Ta rPakoTb BIMPOAOBXK CBOMO XMUTTS. TaKMM YMHOM,
«[loLLKA NOLIAHM» NepepoCTa€E paMKM NAPOAIMHO-HOCTANbIINHOrO
3BEPHEHHS 0 PAASIHCLKOTO MUHY/IOTMO | CTa€E KOMEHTapeM reHaepy
SIK KOHCTPYMOBAHOI peasibHOCTi. NepeKkoHANBI NepeBTINIEHHS
KaanpoBoi HaragyoTb Npo Te, L0 NOHATTS «40/I0BIHOroy i
@KIHOYOro» MOXHA CMiNIMBO BpPaTH B NaNKK, OCKiNIbKM BOHW HacTo
€ MnLe HAbopoM NEeBHMX 30BHILLHIX aTPUBYTIB. Y Ui reHaepHIn
YMOBHOCTI, L0 Habnmxye poboTy Kagnpooi fo poTorpadivHmx
nepdopmaHcie CiHai LlepmaH Ta nepeknMaae MiCTOK 40 iHLIMX
XYLOXKHWMKIB, IKi NPaLOOTb 3 FeHAEPHOK KPUTUKOO, 3aKNageHo
NeBHWI piBeHb CBO6OAM, AfIKe POJIb HE € BPOIIKEHOK CYTHICTIO — i1
MO>Ha 4aCcTKOBO ab0 MOBHICTIO MOANPIKYBATH.

TekcTn go NpoekTiB OneHn YepBOHNUK

Honor Board
2003

The choice of material for Kadyrova'’s first tile sculpture was
partially motivated by the name of the exhibition for which

it was originally created. Despite the fact that the show “Tile.
Plumbing,” planned for the Guelman Gallery in Kyiv in 2004,
never occurred, Kadyrova discovered an artistic material that
would later become iconic for her oeuvre. Domestic tile, with
its ready-made color, acts as a kind of prototype of color in
painting and allows the artist paradoxically to combine the
media of sculpture and painting.

In her first figurative sculpture, Kadyrova metaphorically turns
the material inside out, transforming the subject of the sculp-
ture into its form: the plumber is made of the same material
from which he would make his living. Thus, this first tile work
surpasses a merely formal artistic quest, becoming a meaning-
ful commentary on labor relations in contemporary society.
We are our work. Work as a necessary measure for maintaining
financial stability and not a process of internal self-realization
consumes our life with the speed of proliferating cancer cells.
We think through our work, we are made of our work and are
completely transformed into what should be only a means, but
not the point of our existence.

Tile also introduces a historical narrative into the current
discussion of the labor problem. Kadyrova's Tolya, the Plumber
looks like a three-dimensional reincarnation of the numerous
Soviet-era tile mosaics depicting joyful workers and peasants
optimistically stretching out their hands and tools toward the
bright future. The flat, two-dimensional utopian ideology of
the USSR is transformed into three-dimensional post-Soviet
reality: the tile Tolya, the Plumber unassumingly huddles in a
corner of the gallery, with his hand in his pocket, dejectedly
staring at his tool case on the floor.

Texts to projects by Olena Chervonik

[Fi L

JoLlka nowaHm
2003

11 4opHO-6innx poTorpadin, ACM
naHenb, akpin

19 x 28 (po3mip $oTO)

180 X 130 (pO3Mip AowKm)*
Konexuis “I3onsuii. Mnatgopmun

KyNbTYPHWX iHiLiaTnB"
®oTo: AliMa Ceprees
“BCi PO3MipK BKA3aHi B (M

Honor Board

2003

1 black-and-white photographs,
particleboard, acrylic

19 x 28 (photo dimensions)

180 x 130 (board)*

“Izolyatsia. Platform for Cultural

Initiatives” Collection
Photo: Dmitry Sergeev
“all dimensions given in cm 24
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Canmexnix Tons
2004-2005

Bubip maTepiany 418 nepLuoi KaxasHoi ckynbnTypy KagmpoBsoi
6YB 4aCTKOBO MOTMBOBAHMI HA3BOIO BUCTABKM, A5 AKOI came
cTBOptoBanacsa pobota. Hessaxkaroum Ha Te, L0 BUCTaBKa «Kaxi.
CaHTexHika», 3annaHoBaHa KMIBCbKOO ranepeeto MesibMaHa B
2004 poui, TaK i He Binbynacs, Kagnposa 3Harwna ans cebe
XYOOXHIN MaTepian, Wo 3roLoM CTaB 3HaKOBUM A1 11 TBOPYOCTI.
MobyToBi Kax/i, AK CBOEPIAHMI NPOTOTUM KOMbOPY B XXMBOMMUCI,
ABASIE COBOIO rOTOBI KONIPHI PiLLIEHHS, [LO3BONSOYMN XYLOKHMNL
napagokcanbHUM YUHOM 3'€AHYBATUN CKYNLATYPHUI | XKMBOMUCHUIA
Meziymu.

Y cBOIv nepwwin ¢irypaTunsHin ckynbnTypi Kagnposa metadpopryHO
BMBEPTAE MaTepian HaBMBOPIT, TPAHCHOPMYHOUN 3MICT CKYAbNTYPU
B 1T dopmMy: ByAiBeNbHUK-CAHTEXHIK 3p06IEHMIA 3 TOTO XK
maTepiany, SsKMM BiH 3apo6naB 61 cobi Ha xNib B peanbHOMY XUTTI.
TaknuM YMHOM, 11 NepLua KaxasiHa pob0Ta BUXOANUTb 338 paMKM

CyTO GOPMANbHUX XYAO0XKHIX MOLLYKIB, CTaloyM 6araTo3HauYHUM
KOMEeHTapeM LLoA0 TPYAOBUX BILAHOCUH B CYy4ACHOMY COLLiyMi.

Mwu € Te, KM MM NpauoeEMO. PoboTa Ak 3axia, HeobxigHun ons
NiATPUMKM PiHAHCOBOI CTabiNbHOCTI, @ He K CNOCi6 BHYTPILLHbLOT
camopeanisadil, NOrMHAE HaLle KTTS 3i LWBUAKICTIO MOLUMPEHHS
pakoBMX MeTacTasiB. M1 MUC/IMMO CBOEI pOBOTOLO, MU 3pobieHi
3 CBOEI poH0OTK, MOBHICTIO NEPETBOPIOIOYMCH Ha Te, WO MOBUHHO
6yTV NnLLe 3aco60M, ane He CyTTHO HALLOrO ICHYBAHHS.

Kaxna Takox 3anyyaE M icCTOpUYHMIA HApaTKB L0 06rOBOPEHHS
npobnem cyqacHol npaui. «CaHTexHik» KaampoBoi BUrnsiaae

K TPUBUMIPHA peiHKapHaLis YNCTEHHWX KaXITHMX MO3aik
pPaAsHCbKOro Nepiofy, Lo 306pakytoTb pafiCHUX POBITHUKIB i
CensH, AKi ONTUMICTUYHO NPOCTAralTb PYKK i3 3HapAAASMU NpaLi
B CBiT/1e ManbyTHE. MNnacka ABOBUMIpHA yToniyHa igeonoris CPCP
nepeTBOpWIACS HA TPUBMMIPHY MOCTPAASHCLKY PeasibHICTb:
KaxnsiHWUM «CAaHTEXHIK» CKPOMHO TYINTbCS B KYTKY ranepel,
CYHYBLUM PYyKY B KWLLEHIO | MOHYPO ANBASUMCH HA CBOKO BanisKy 3
iHCTPYMeHTaMMK, Lo CTOITb Ha MiANo3i.

Tolya, the Plumber
2004-2005

The choice of material for Kadyrova'’s first tile sculpture was
partially motivated by the name of the exhibition for which

it was originally created. Despite the fact that the show “Tile.
Plumbing,” planned for the Guelman Gallery in Kyiv in 2004,
never occurred, Kadyrova discovered an artistic material that
would later become iconic for her oeuvre. Domestic tile, with
its ready-made color, acts as a kind of prototype of color in
painting and allows the artist paradoxically to combine the
media of sculpture and painting.

In her first figurative sculpture, Kadyrova metaphorically turns
the material inside out, transforming the subject of the sculp-
ture into its form: the plumber is made of the same material
from which he would make his living. Thus, this first tile work
surpasses a merely formal artistic quest, becoming a meaning-
ful commentary on labor relations in contemporary society.
We are our work. Work as a necessary measure for maintaining
financial stability and not a process of internal self-realization
consumes our life with the speed of proliferating cancer cells.
We think through our work, we are made of our work and are
completely transformed into what should be only a means, but
not the point of our existence.

Tile also introduces a historical narrative into the current
discussion of the labor problem. Kadyrova's Tolya, the Plumber
looks like a three-dimensional reincarnation of the numerous
Soviet-era tile mosaics depicting joyful workers and peasants
optimistically stretching out their hands and tools toward the
bright future. The flat, two-dimensional utopian ideology of
the USSR is transformed into three-dimensional post-Soviet
reality: the tile Tolya, the Plumber unassumingly huddles in a
corner of the gallery, with his hand in his pocket, dejectedly
staring at his tool case on the floor.
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CaHTexHik Tons

2004-2005

APMOBaHUI KapKac, kepamiyHa NanTKa, LemeHT
MOHTaXHa niHa

60 x172 %30

Konekuis Bonogmmmpa OB4yapeHka

®oTo: AHAPIN Ary6cbkuit, Onekcin flepep

Tolya, the Plumber

2004-2005

Reinforced frame, ceramic tile, cement, polyurethane
foam

60 x172 x 30

Collection of Vladimir Ovcharenko

Photo: Andrew Yagubsky, Alexei Lerer
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Jliamanmu
2006-2011

BisnTHa KapTka KagmpoBoi - NpoekT «[iaMaHTu» - BNS€

Co60t0 LLeMeHTHi GOopMH, WO HaraayoTb HAMTUMNOBILLI

BapiaHTW OrpaHioBaHHS LOPOrOLiHHMX KAMEHIB, TMYKOBaHI
Pi3HOKONLOPOBUMU MNSAHLEBUMM KaxAsiMU. EKCKO3MBHA,
cTatycHa ¢opma AiaMaHTiB BTisleHa B 04HOMY 3 HanbinbLw
nobyToBMX MaTepianis. Kaxns WBMALLE aCOLIOETLCA i3 CaHiTapieo
ny6AiYHMX MPOCTOPIB: 3 TyaneTamu, JlikapHAHMMK nanatamu abo
CTaHUiIMM MeTPO, HiXX 3i chepoto MUCTELTBA.

MwucTeubkunin TanaHT KagmMpoBoi IOKanNi3yeTbCs B 34aTHOCTI
MeTadopUYHUX TPaHCHOPMALLIN Pi3HMX yTUNITAPHUX MaTepia-

NiB — Kax/i, LeMeHTY, 0611LIOBANBbHOI BArOHKM — B JOPOrOLiHHI
06'eKTM, B NPSIMOMY | MEPEHOCHOMY CEHCi. [lepeTBOopIoUM

Kax/to 3 No6yTOBOro MaTepiany Ha XyAoXHil, KagnpoBa CTBOpPHOE
HeoAHO3HaYHI B CBOIM ABOICTOCTi pO60TW, AKi CTaBAATL Mig,
NMUTAHHS IEpPAPXito LLIHHOCTEN Cy4aCHOr0 CyCMiNbCTBa. AKMM YAHOM
«fliaMaHTM» HabyBatOTb CBOKO OLLIHOYHY BapPTICThb: YM 3MIHIOE Kaxsl
CBOIO eKOHOMIYHY BANEHTHICTb, CTal4YM BiNlbLL NPECTMXXHUM
Marepiasom, abo X «AiaMaHTU» BTpayatoTb YaCTUHY CBOET
couianbHOI NpMBabAMBOCTI, MaOUM SMLLIE MOPOXHIO 0600HKY,

Diamonds
2006-2011

Diamonds - Kadyrova's trademark project — consists of cement
forms resembling the standard cuts of precious gems, faced
with shiny, colored ceramic tiles. The exclusive, status-lending
form of diamonds is manifested in one of the most common-
place materials. Tile is more often associated with the sterility
of public spaces — with bathrooms, hospital wards or metro
stations — than with the sphere of art.

Kadyrova's artistic talent is localized in her ability to bring
about a metaphorical transformation of various utilitarian
materials - be it tile, cement, veneer paneling - into valuable
objects, both literally and figuratively. Transforming tile from
an everyday material into an artistic one, Kadyrova creates
works, ambiguous in their duality, that question the hierarchy
of values in contemporary society. How do these “diamonds”
acquire their appraised value: does tile’s economic valence
change as it becomes a more prestigious material, or do the
“diamonds” lose some of their social appeal, having only an
empty shell, the deceptive form of gems without any real ma-
terial content?

oMaHAnBy GOpMy AOPOrOLiHHOMO KaMiHHS 6e3 peasbHOro
MaTepianbHOro 3micTy?

IpOHI3y0UM HaZL CTAHOM peyen B Cy4aCcHOMY CyCMinbCTBI
CNOXMBAHHS, KaampoBa 3aBUiA pas NigKpecsIoe YMOBHICTb
HaZaBaHHS LiHHOCTI 06'eKTaM i peanisiM 30BHILLHbOrO CBITY, AKi
cami no cobi, No3a NACLKOI CUCTEMU KOOPAMHAT, HE MaoTb
OLHOYHOT BapTOCTi, He Byay4n aHi NpeCcTUKHUMM, aHi 4LOPOTrMMHA
Yn felweBrMU, a BCbOro nLLe BiL06paXkaoym BeKTOPU NOACbKNX
H6a>kaHb Ta HEBPO3iB.

Ironizing on the state of things in contemporary consumer
society, Kadyrova once again emphasizes the conditionality
of attaching value to the objects and realities of the external
world, which in and of themselves, outside the human system
of coordinates, have no appraised value, appearing as neither
prestigious nor expensive nor cheap, but simply reflecting the
vectors of human desires and neuroses.



















JdiamMaHTun

201

KaxnsHa nauTka, LemeHT,

MOHTaXHa fniHa

Diamonds
20m

Ceramic tile, cement,
polyurethane foam

CTopiHKa 35 Page 35

19%x19 %12 19 X 19 X 12

CropiHKa 35 Page 35

65 % 65 % 50 65 x 65 X 50

CropiHka 37 Page 37

69 x 28 x 23 69 x 28 x 23

CTOpiHKa 39 Page 39

56 x 32 21 56 x 32 x 21
ﬁ'ﬁ‘ﬁ CTopiHKka 41 Page 51

65 % 65 % 50 65 x 65 x 50
%»x%

BnacHicTb aBTopa Property of the artist

®oTo: Cepriit Inbit

Photo: Sergey lllin
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OiamaHTun

2006

KaxnsHa nanTika, LUeMeHT,
MOHTaXHa niHa

Diamonds
2006

Ceramic tile, cement,
polyurethane foam

CTOpiHKa 42 Page 42
20X 20X 10 20 X 20X10
CTOpiHKa 42 Page 42

16 %16 % 14 16 x 16 x 14
CTOpiHKa 42 Page 42

67 % 28 x 23 67 x 28 x 23
CTOpiHKa 43 Page 43
42%42%31 42x42%31
CTopiHKa 43 Page 43
30%30% 25 30x30%25
BnacHicTb aBTopa Property of the artist

3a niATpUMKM LIeHTpy CyyacHoro
MwucTeuTsa npu HauioHabHOMy
YHiBepcnTeTi "Kneso-MornnsHcoka
akaaemis’, Kuis, Ykpaina

DOTO: AHAPIF SIry6BCHKMA,
Onexciit flepep

Made with support from the
Center for Contemporary Art at the
National University of "Kyiv-Mohyla
Academy,’ Kyiv, Ukraine

Photo: Andrew Yagubsky,
Alexei Lerer
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MoHYMEHMU CMimmio
20053-2010

barato KaxnsHWUx NpoeKTiB KaanpoBoi BCTyNaoTb

B OMNOCEepeiKOBAHMM Aianor 3 paAsHCbKOK TpaauLIED
06/1aropoayKeHHsI FPOMaZCbKMX NMPOCTOPIB, B AIKilA KaxAi Cyryeanu
4acoM i MOHYMEHTA/IbHWUM MaTepiasioM, K 3aMiHHUK MO3ai4YHOT
CMansTU. KaxasgsHUMU Mo3aikaMmn NpyUKpaLlani YACAEHHI
rpoMaachki MicLs, BigTak BOHU Mann He Ti/IbKN LEKOPATUBHY,
anei—noaibHo f0 LepKOBHOI iIKOHHOI TPAAMLIT — iLeonoriyHy
bYHKLII0, NpeacTasnsoym Miponorito paasHCLKOT Aepxasn y
Bi3ya/lbHOMY BUTSAI.

Y €BOIW cepii ckynbnTyp «MOHYMeHTM CMiTTIO» Kagmposa
nepeoCcMUC/TIIOE MOHYMEHTA/IbHICTb KaxJi, yBiYHIOUM
npeameTy, Ha SiKi B MOBCAKAEHHOMY XWTTi Mano XTO 3BepTae
yBary. Maykum curapert, LykepkoBi GaHTMKM, YalHi NakeTUKu

M IHLLi He3HaYHIi BIAXOAM, AKMX MOBHO Y HALLIOMY WOAEHHOMY
XXWTTI, BXOAATb A0 NPOEKTY, CTBOPIOBAHOIO XYA0XKHULIED
NPOTArOM KifIbKOX POKiB. BinbLWiCTb i3 306paXkyBaHNX NpeaMeTiB
L€l cepil He € CAMOLIHHMMM 06'eKTamMm, a BCbOro nLle
obroptkamu, GaHTMKaMU, KOHTEMHEPAMU - BCIM TUM NOBIYHUM
CMITTSIM, SIKe MPOAYKYE CyHacHe CyCninbCTBO, HAMArakymnch
3anakyBaTu peasibHiCTb B KpacuBy Tapy. XyLOXKHULS AUBUTLCS
Ha Lie CMiTTS Yepes 36iMbLuyBasibHE CKI0 XYA0XKHLOIO XKEeCTY,
TpaHCPOPMYHOUM BiAXOAN B MOHYMEHTA/IbHI CKY/IbNTYPY PO3MipOM
B MOMIOBWHY POCTY MOANHMW. K B 3aa3epkanni Jibtoica Keppona,
CKOHCTPYMOBAHMI CBIT KaanpoBoi HabyBae rinepTpodoBaHmx
¢dopM, Ae HaBiTb Orpu3ok sbayka abo ogHopaszosa nannyka Ans
nepeMilllyBaHHS KaBW CMOBHEHI 0COBMMBOI 3HAYYLLOCTI.

OpaHaK «MOHYMEHTM CMITTHO» MAIOTb LLLe OAMH BaXKINBUIA
XYAOXHIN GAKTOP, AKUIA NPUBHOCUTbL NCUXOEMOLIMHMIA acnekT

B PO3MOBIAb MPO XUTTA NOBCAKAEHHUX NpeAMeTiB. Kagnposa
306paXxkye KOXeEH 3 LMX 06'eKTiB 3iM'ATUM, NonamMaHmm,
BMYABNEHWUM - NePETBOPIOOYM TaKMM YMHOM BCE Lie CMITTS

Ha MaM'aTHUK TACLKOMY XeCTY, MUTTEBOMY 1 4acTo
HeyCBiAOMIEHOMY PYXY PYKM, KA XKMAKAE NavKy CUrapeT, BUKWAAE
LyKepKoBUI GaHTUK, 3aB'A3Y€ CMITTEBUIN MiLLOK. Llen iHaeKCHUI
3HaK TiNa, BiabUTOK eMOoLii BUTNSAAE [OCUTb AeCTPYKTUBHO. AKi
XUTTEBI ipaMM NPUXOBYE 3iM'ATa Nayka curapet abo po3buTnn
[OPOXHIN 3HAK? «MOHYMEHTM CMITTIO» HE CTiNIbKN KOHCTaTYOTb
LOKOHAHWIN GaKT YLIKOAXKEHb, CKiNbKM 3aNpoLUyOTh rs4aya 4o
pO34yMiB NMPO HaNPYXeHi XUTTEBI CMTyaLii, SKi BiaobpaxkatoTbes
Ha HaBKO/IULLHIX NpeaMeTax MaTepiasbHOro CBiTY.
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Trash Monuments
2005-2010

Many of Kadyrova's tile projects enter into indirect dialogue
with the Soviet tradition of beautifying public spaces where
ceramic tile, replacing mosaic smalti, sometimes served as a
monumental material. Tile mosaics decorated countless public
places, and they performed not only a decorative, but also an
ideological function (similar to the tradition of religious icons),
representing the mythology of the Soviet nation in a visual
form.

In her series of sculptures Trash Monuments Kadyrova rethinks
the monumentality of ceramic tile by immortalizing objects
that receive little attention in everyday life. Cigarette packs,
candy wrappers, tea bags and other insignificant waste that
fills our everyday lives are all included in the artist’s project,
which was created over several years. Most of the items
represented in the series are not valuable in and of themselves
but are merely packages, wrappers, containers - all those
waste by-products that contemporary society produces in the
attempt to package reality in a nice container. The artist looks
at that garbage through the magnifying glass of the artistic
gesture, transforming litter into monumental sculptures half
as tall as a person. Like the world beyond Lewis Carroll’s look-
ing glass, the world constructed by Kadyrova is one of hyper-
trophied forms, where even an apple core or disposable coffee
stirrer is full of particular significance.

But Trash Monuments have yet another important artistic fac-
tor, one that introduces a psycho-emotional aspect to the nar-
rative of the existence of everyday objects. Kadyrova portrays
each of these objects as crumpled, broken, squashed - thus
transforming all this trash into a memorial to the human ges-
ture, the momentary and often unconscious movement of the
hand crumpling a cigarette pack, discarding a candy wrapper,
tying up a garbage bag. This indexical sign of the

body - the imprint of emotion - looks rather destructive.
What vital dramas are concealed in a crumpled cigarette pack
or battered road sign? Trash Monuments are less a testimony

to the fact of damage, as an invitation to viewers to ponder
the stressful situations that are imprinted in the surrounding
objects of the material world.




Mavka LM

2006

KepamiyHa nautka,

MOHTaXHa NiHa, LeMeHT

60 % 85 % 40

MpuBaTHa konekuis, Mockea, Pocis

LM Pack

2006

Ceramic tile, polyurethane foam,
cement

60 x 85 x 40

Private collection, Moscow, Russia
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Mannyka gna Kaeu
2006

KepamiuHa nautka,

MOHTaXHa niHa, LleMeHT

320 X 90 X 100

Konekuisi MOCKOBCbKOro My3eto
Cy4acHOro MucTeLTea

Coffee Stirrer

2006

Ceramic tile, polyurethane foam,
cement

320 X 90 X 100

Moscow Museum of Modern Art
Collection
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YanHuM nakeTnk
2008 - 2010

KepamiyHa niutka,

MOHTaXHa NiHa, LIEMeHT, MOTy3Ka
130 X 60 X 110

BnacHictb a BTOpa
®oT0: Ceprii InbiH

Tea Bag

2008 - 2010

Ceramic tile, polyurethane foam, cement,

rope

130 x 60 X 110

Property of the artist

Photo: Sergey lllin 54




B'13g 3abopoHeHO

2005

OuMHKOBaHe 3a/1i30, Kax/1sHa NAnTKa,
LieMEeHT, MOHTaXHa MiHa

140 X140 % 20

Konekuis Bonogmmumpa OB4apeHka
DOTO: AHAPIN Ary6CbKUiA

Do Not Enter

2005

Galvanized iron, ceramic tile, cement,
polyurethane foam

140 X 140 X 20

Collection of Vladimir Ovcharenko
Photo: Andrew Yagubsky
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Orpwusok

2009 -2010

DparMeHT LerNSHOI CTiHW, KaxnsHa
NAUTKa, LeMeHT, MeTanesa Tpyba
190 X 40 X 75

MpwuBaTHa Konekuis, Kuis, YkpaiHa

Core

2009 - 2010

Brick wall fragment, ceramic tile, ce-
ment, metal pipe

190 X 40 X 75

Private collection, Kyiv, Ukraine
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MiLwok

2008

KepaMiyHa nanTKa, MOHTaXKHa niHa, LemeHT
55 % 85 X 50

Konekuis Bonognmupa O4apeHka,

Mocksa
®oTo: AHapiit Ary6cbkuii, Onekciit Slepep

Bag

2008

Ceramic tile, polyurethane foam, cement
55 x 85 x 50

Collection of Vladimir Ovcharenko,

Moscow
Photo: Andrew Yagubsky, Alexei Lerer

PaHTUK

2007

KepamiyHa nanTka, MeTanesui kapkac,
MOHTaXHa MiHa, LeMeHT

350 x170 X 80

BnacHicTb aBTOpPa

PinchukArtCentre, Kuis, YkpaiHa

Wrapper

2007

Ceramic tile, metal frame, polyurethane
foam, cement

350 x 170 x 80

Property of the artist
PinchukArtCentre, Kyiv, Ukraine

»
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Po3paxyHoK
2003-2009

MNepenbaunBLIN HABAMXKEHHS F0HANLHOr0 eKOHOMIYHOTO CNaay,
HanepefoAHi 2008-ro Kagmnposa novana CTBOPIOBATH CEPIto
CKYyNbNTYP, SKi CTaNM CBOEPIAHNUM NOPTPETOM EKOHOMIYHOT KpK3N,
LLLO BMBYXHY/A Ha MNOBHY CMUy BOCEHM TOFO X POKY.

MpoeKT «PpyKT», AKNI CKNAAAETHCS 3 HOTUPLOX OKPEMO

NIeXKauunx eNeMeHTIB, TOBOPUTL NPO HECKIHYEHHWUI Nepepo3noain

€KOHOMIYHWX pecypciB, O BiAOYyBAETLCS B Cy4aCHOMY CyCMiNbCTBI.

Hambinbwmin GparmMeHT KOMMNO3ULi SBNSIE COBOO MOIOBUHKY
dpyKTa; HaCTMHA MOMEHLLE - YBEPTb NN0AA, HAMMEHLLT - NOPOXKHI,
BUIAEHI O/IbKW. 3MOAENLOBAHWI 33 TUMOM LUTPYCOBOrO,
«DpyKT» KaAnMpoBOI NOCTAE Nepes raaaqyemM y HeCrnoaiBaHin
YOPHO-6iniv rami. 3a C1IOBAMM XYA0XKHWULi, Taka MOHOXPOMHA
6iHapHicTb byna obpaHa ik cMMBON Apec-koay bi3HeCMeHiB.
TakMM YNHOM KaanmpoBa KOHKPETU3YE PO3MOBY NPO EKOHOMIYHi
npob6aemMu, KOHLEHTPYHYMCh Ha IX FyMaHITapHin CKNafoBin.
CUMBOAIYHUI M'IKYLL MONOBUHKW 06/IMLLbOBAHNI A3€PKaNbHOK
NIUTKO, B AKIN rN84a4 MOXe N06a4nTIN CBOE BifobpaXxeHHs,
BM3HaBLUM cebe YaCTUHOK eKCMNTyaTOBaHWUX /TIOACLKMX pecypCiB.
Mpw LbOMyY NONOBMHKA GpPYKTa BCe e L03BOISE N0BAUNTH

CBOE Bif06paXkeHHS, He3BaXKatoum Ha po3apo6eHiCTb rpaHen
CKyNbNTYpK. Y 4UBepTi N104a BiAOMBAETLCS LLe MEHLLE OACLKOI
NPUCYTHOCTI, @ BUIAEHA A0/1bKA HE MICTUTb A3epKasbHOro
«M'IKyLLA» - BOHA 06/1MLbOBaHA MAaTOBMMM BIIMK KaxNsaMU.
MepexxoBaHa B 6e3nepepBHili FOHNTBI 32 EKOHOMIYHUM
NPUPOCTOM, MOANHA B3arasi 3HUKAE 3 MOAS 30py, CTAYM nLLe
JIerko JOCTYMHWUM i 1Ierko 3aMiHHUM pPecypcoMm.

[lpyra 4yacTuHa cepil «Po3paxyHOK» CKNAAAETHCA 3 KAXNSHUX
CKYyNbNTYP, LLLO HAraayoTb pisHoro poay rpadiku, giarpamum Ta
Bi3yasibHi CxeMK, ki 3 MOMITHOIO A0NEL0 iPOHIT AEMOHCTPYIOTb
rnsfaYeBi NOKa3HWUKN HEMOMIPHOr0 eKOHOMIYHOrO MPUPOCTY.
Y 4OpHO-6iOMY TPUNTUXY KPUBA MPUPOCTY PO3ByXa€e A0 TAKMX
pO3MipiB, LLLO B MiACYMKY 30BCiM 06BaIOETLCSA 3 NOBEPXHI.
BinbLw TOro, «ponb» NoBasieHoro rpadika Kagnposa fopyyae
LUMATKY FpaHiTy Ha Nign03i nig KaxnsHUM TPUNTUXOM. Lien
rpaHiTHWUM WMATOK, ByAy4M 3aHAATO BKKUM, Pi3NYHO He Mir
61 3HAXOANTUCS HA BEPTUKA/bHIV MOBEPXHI CKYNbNTYpU. Taka

HeBiAMOBIAHICTbL MaTepiany i Baru nigkpecntoe abcypaHiCTb MOroHi

3a NPUBYTKOM, IKMI He MOXe 3pocTaTu 6eskiHevHo. LLe oanH
rpadik - kBagpaTHa MacMBHAa NANTA IKOTO CYXXMUTb CUMBOJIOM
PO3XMTaHOT EKOHOMIKM - CTOITb HA pebpi OAHIN 3i CBOIX rpaHen,
rOTOBWWN OT-OT HAKPEHUTWNCA | BNACTW. ACKpaBO-4epBOHA KpMBa
uboro rpadika cynepeyunnea: SKLLO NANTA BNaAe B OANH BiK,
To4i KpMBa byae CBIAYNTM NPO 3pOCTAHHS, AKLLO B iHWWI — NpO
3aHenag. Tin e norivi abcypAaHOro NpUpOCTY CAIAYIOTb i iHLUI
CKYNbNTYPW Cepil: KPYrAi Aiarpamu, Yni cermeHTr po3byxatoThb i
BMXOAATb 32 PAMKM OKPY>XXHOCTEW.

[LleMOHCTPYIO4M HesanepeyHni colianbHUM NIATEKCT, CKYNLNTYPU
KaanpoBoi BUrnaaatoTb 9K TPUBUMIPHI MOAeNi CynpeMaTUudHnX
KOMMO3MLIN POCINCbKMX aBAHMApAMCTIB NOYaTKy ABAALATOro
CTONITTS, | TAKUM YNHOM BOHM He TiNIbKM1 BCTYNAKOTb B NOAEMIKY
npo Npo6sieMn Cy4acHOro CyCninbCTBa, a M HaraaytoTb Npo
CNAAKOEMHICTb XYA0XKHIX Te4in B icTopii MucTeuTBa.
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Galculation
2008-2009

On the cusp of 2008, anticipating the impending global eco-
nomic downturn, Kadyrova began creating a series of sculp-
tures that became a sort of portrait of the economic crisis that
erupted in full force in the autumn of that year.

The project Fruit, which consists of four freestanding elements,
addresses the endless redistribution of economic resources oc-
curring in contemporary society. The largest piece of the com-
position is half a fruit, followed by a quarter of the fruit, and
the smallest pieces are empty rinds. Modeled on a citrus fruit,
Kadyrova’s Fruit is presented to the viewer in unexpected black
and white tones. According to the artist, this monochromatic
binary was chosen as a symbol of businessmen’s dress code.
Thus Kadyrova concretizes the conversation about economic
problems, focusing on their humanitarian aspect. The symbolic
“pulp” of the half-fruit is faced in mirrored tile, which allows the
viewer to see his/her reflection and recognize that he/she is
among the exploited human resources. And it is still possible to
see one's reflection in the half-fruit, despite the fragmentation
of the sculpture’s facets. The quarter-fruit reflects even less
human presence, and the empty rinds contain no mirrored pulp
- they are lined with white tile. Chewed up in the continuous
pursuit of economic growth, the person entirely vanishes from
sight, becoming merely an easily accessible and easily replace-
able resource.

The second part of the series Calculation consists of tile sculp-
tures that resemble various kinds of graphs, diagrams and
visual schemes displaying - with a noticeable degree of irony

- indicators of exorbitant economic growth. In a black-and-
white triptych the growth rate rises to such proportions that it
completely falls off the charts. Furthermore, Kadyrova assigns
the“role” of the collapsed graph line to a piece of granite on
the floor beneath the tile triptych. This piece of granite, which
is far too heavy, could not be placed physically on the vertical
surface of the sculpture. This incongruity of the material and
weight emphasizes the absurdity of the pursuit of profit, which
cannot increase infinitely. Another graph is a massive square
tile that serves as a symbol of the unstable economy - it stands
on one of its corners, ready to tip over and fall at any moment.
The graph’s bright red line is disputable: if the tile falls to one
side, then the line will point to growth, if to the other side - to
decline. The other sculptures in the series also follow this logic
of absurd growth: pie charts with segments that enlarge and
exceed the circumference of the graph.

While demonstrating an undeniable social commentary, Kady-
rova’s sculptures look like three-dimensional models of the
Suprematist compositions of the early-2oth-century Russian
avant-garde; so they not only enter into debate on the prob-
lems of contemporary society, but they also recall the succes-
sion of artistic movements in art history.
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Aiarpammn

2008 -2009

KepamorpaHiT, LEeMeHT, MOHTaXHa niHa
103X 90 X 44, 53 X126 X 53,27 X 27X 6

BnacHicTb aBTopa
DoT0: AHAPIN Ary6Cbkuia, Onekcin flepep

Diagrams

2008 - 2009

Porcelain tile, cement, polyurethane foam
103 X 90 X 44, 53 X 126 x 53,27 X 27 % 6

Property of the artist
Photo: Andrew Yagubsky, Alexei Lerer

Kpyrosa giarpama o1
2008 -2009

KaxnsiHa nAnTKa, LLleMeHT, MOHTaXHa niHa
61%x41x%22

BnacHicTb aBTopa
®oTo: AHApIn Ary6Ccbkuia, Onekcin Nlepep

Pie Chart o1

2008 - 2009

Ceramic tile, cement, polyurethane foam
61x41x22

Property of the artist
Photo: Andrew Yagubsky, Alexei Lerer
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Kpyrosa giarpama o2
2008-2009

KaxnsiHa nainTka, LeMeHT, MOHTaXHa niHa
40 % 40 % 25

BnacHicTb aBTopa

®oT0: AHAPl Ary6cskuit, Onexcift Slepep

Pie Chart o2

2008 - 2009

Ceramic tile, cement, polyurethane foam
40 x40x25

Property of the artist

Photo: Andrew Yagubsky, Alexei Lerer
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banaHc

2008 -2009
KepamorpaHiT,

KaxnaHa NanTKa,
LieMEeHT, MOHTaXHa MiHa
102 X 33 X102

BnacHicTb aBTopa
@OTo: AHapif SIry6CLkYA, OneKciih Nlepep

Balance

2008 - 2009

Porcelain tile, ceramic tile,
cement, polyurethane foam
102 x 33 X 102

Property of the artist

Photo: Andrew Yagubsky, Alexei Lerer

padikm
2008-2009
KepamorpaHir,
rpaHiT, UeMeHT,
MOHTaXHa niHa
Po3Mmip BapitoeTbcs
BnacHicTb aBTopa

Graphs

2008 - 2009
Porcelain tile,
granite, cement,
polyurethane foam
Dimensions variable
Property of the artist

»
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OpyKT

2008

KepamiyHa nanTka, MOHTaxHa niHa
Bucota 140 cm

Konexuis ®oHay Bonoanmupa CmipHoBa
i KoctaHTMHa CopokiHa

Fruit

2008

Ceramic tile, polyurethane foam

Height 140 cm

Collection of the Foundation of Vladimir
Smirnov and Konstantine Sorokin
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llocmpinu, nponoMu
2009-2010

Cepisi «lNocTpinn, nponomu» 6yna 3afyMmaHa no4actu aK
opManbHUM eKCNepUMEHT, Lo AOCIAXKYE XYA0XKHIA NoTeHLian
KaxXNAHOI NANTKM. Kagnposa 06anykyBana o4HOKONIpHOO
NANTKOO P KPYIINX IBOBUMIPHUX MOBEPXOHb, & TAKOXK KiNlbKa
TPUBMMIPHMX Ky6iB. MOTIM XyA0XKHMLSA 61UNA MO NOBEPXHSIX
BXXKMMM iIHCTpYyMeHTamu, abo x cTpinana 3 gpobosuka. Cnna
yaapy HenepeabadyBaHO laMana rmagky Kax/to, CTBOPHOYY
CMOHTAHHI, He 3aN1aHOBaHI 3a3aanerigb, KOMMNO3ULi, AKi €
cKopille onocepefKoBaHUM BiABUTKOM Tina. TakMm YMHOM,
NepBMHHO MiHIManiCTUYHI reoMeTpuYHi dirypy nepeTBopmamncs Ha
npocTip NepdOpPMaTUBHOI MPAKTUKM.

Cnocib cTBOpeHHs «[oCTpiniB, MPONOMIB» NaPaA0KCANbHUN:
XYLOXHULA BAANACS [0 BEbMUN PYMHIBHOMO XECTY, SKNN BCE XK
Npv3BiB A0 KpeaTMBHOIo pe3y/bTaTy. CTBOPEHHS B pe3ynbrarti
LecTpyKLii CBIAYMTbL Npo Te, WO cuaa cama no cobi He Mae
BaJIEHTHOCTI, TO6TO TOr0 MOPaNbHOIO i ETUHHOTO iMMepaTUBY,
AKNI NOAM NPUNNCYIOTb HABKOULLIHBLOMY CBITY. Came N0ACLKNN
PO3yM i BOJIS CNPSIMOBYOTb MOTEHLiMHICTb CUAM B MEBHE pyC/1o0,
3apspKaoym i abo 3HakoM NC, abo 3HAKOM MiHYC.

Shots, Fractures
2009-2010

The series Shots, Fractures was conceived partially as a formal
experiment that investigates the artistic potential of ceramic
tile. Kadyrova covered a series of two-dimensional surfaces, as
well as several three-dimensional cubes, with monochromatic
tile. Then the artist struck the surfaces with heavy instruments
or shot them with a shotgun. The force of the impact broke

the smooth tile in unexpected ways, creating spontaneous,
unpremeditated compositions, more like a mediated imprint of
the body. Thus the initially minimalistic geometric figures were
transformed into a space of performative practice.

The method used to create Shots, Fractures is paradoxical: the
artist resorted to a rather destructive gesture that still led to

a creative result. Creation as a result of destruction attests to
the fact that force in and of itself does not have valence, i.e.,
the moral and ethical imperative that people ascribe to the
surrounding world. It is precisely the human mind and will that
direct the potential of force in a certain way, charging it with
either positive or negative energy.
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Mponom WS1

2010

KepamorpaHiT, wnakniska,

KNew, rincokapToH
30 %30

BnacHicTb aBTOpPa
®oTo: Cepriii Inbit

MocTpin BM1
2010

KaxnsHa nanTka, ring,
ABn, Knen

64 % 64

BnacHicTb aBTopa

®oTo: Ceprii InbiH

Fracture WS1
2010

Porcelain tile, Spackle, glue,
drywall

30x30

Property of the artist

Photo: Sergey lllin

Shot BM1

2010
Ceramic tile, plaster of Paris,
hardboard, glue

64 x 64

Property of the artist

Photo: Sergey Illin
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Moctpin GM1

2010

KepamorpanHiT, wnaknieka, Agn, knei
64 % 64

BnacHicTb aBTopa

®oto: Ceprii InbiH

Shot GM1

2010
Ceramic tile, Spackle, hardboard, glue
64 x 64

Property of the artist
Photo: Sergey Illin
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MMocTpin WL

2010

KepamorpaHiT, wnakniska, ABM, Knen
102 X102

BnacHicTb aBTopa
®ot0: Cepriit InbiH

Shot WL1

2010

Ceramic tile, Spackle, hardboard,
glue

102 x 102

Property of the artist
Photo: Sergey Illin 86




Ky6

20!9

KaxnsiHa nanTKa, LeMeHT, MOHTaXKHa niHa
60 x 60 x 60

Konekuis Onera KpacHocenscbkoro

Cube

2009

Ceramic tile, cement, polyurethane foam
60 x 60 x 60

Collection of Oleg Krasnoselsky
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[Mponom WB1
2009

KepaMorpaHiT, LleMeHT,
MOHTaXHa niHa

100 X103 X 31

BnacHicTb aBTopa
DoTO: AHAPIN Ary6cbkuit, Onekcin flepep

Fracture WB1
2009

Porcelain tile, cement,
polyurethane foam
100 X103 x 31

Property of the artist
Photo: Andrew Yagubsky, Alexei Lerer
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Manu
2009-2011

CTBOpEHI B pe3ynbTaTi yaapiB KaxasiHi KOMMNO3MLT 3HaX0AATh
ABHWI COLLiaNibHUM NiATEKCT Yy NPOeKTi «Manm», AKNI € CBOEPIAHNUM
NpOAOBXeHHAM GOPManbHOro AOCNIAKEHHS XapaKTePUCTUK
Kaxnis, po3noyartoro Kagnposoto y «[1ocTpifax, mposioMax».
XyLOXHMLSA 3aNOBHIOE GapHOI0 Pi3HNX KONOPIB TPILLMHN Y Kaxi,
3ano3nYyoYm Lie Npuinom 3 byaiBenbHOI NPakTUKX 3aMa3yBaHHS
LUBIB MK KaxXIIHUMW NAnTKamu. MobyToBa, peMOHTHAa onepadis
NepeTBOPIOETLCS HA XYAOXKHIN XKECT, 3aBASAKM AKOMY Kax/eBi
NOBEpXHi, NPOpi3aHi YNCIEHHUMW Pi3HOKONbOPOBUMM NiHISMU,
NOYMHAKOTb HAaraZyBaTu BCIAKI Manu yIBHUX MICT, A4e NiHiT MeTpo,
TPaHCMNOPTHi PO3B'A3KKW, BOAOMPOBIAHI Mepexi i CNAeTiHHS ByNLb
YTBOPIOKOTb CKaHe ypbaHicTUYHe NaByTUHHS. MPOAOBXKYOUM
MeTadopy AeCTPyKLil, L0 BUTIKAE i3 CNOCOBY CTBOPEHHSI poboTu,
MiCTO Ha KaxIIHUX Manax BUMSAAE K yAAP LMBINi3aLii o Konch
OfHOPIAHIV TepuTOPIl.

B ofHin 3 Bizyanizauiv TonorpadivyHoro npoexkTy

KaanpoBa BAAETHCSA A0 IPOHIYHOrO NepennaHyBaHHA
NiBHIYHOAMEPUKAHCKMX MICT 3 IX IOFiYHOI KBaAPATHOO
CTPYKTYPOIO HA EBPOMNENChKi Meranonicu, Lo pagianbHo
HaLLApPOBYHOTbCSA HABKOO iCTOPUYHOTO LeHTpy. Cepisi
«lepennaHyBaHHs», BUKOHAHA A/151 OOHIEI 3 ranepen Marnawmi,
HasyeTbCA Ha peasbHMX Manax Lboro G10puACLKOro MicTa.
XyLO0XHMLA TOYHO NOBTOPIOE abpuc dparmeHTiB 6eperosol
30HK Manami, HaNOBHIOKYM YACTUHY CyLLT BINUMK KaxnaMU.
Y pe3ynbTati yaapis No Kax/i YiTki KBAApaTX aBeHto Ta ByMLb
Mavami BTpayatoTb CBOK reOMeTPUYHY PerynsapHIcTb i
NMOYMHAKOTb HAaragyBaTM MMOBIPHI EBpOMencbki Npoobpasm
NiBHIYHOAMEPUKAHCBKMX MOCENEHb.

Maps
2009-2011

The tile compositions generated through impact, which in a
way continue the formal investigation of the qualities of tile
begun by Kadyrova in Shots, Fractures, acquire an obvious social
subtext in the project Maps. The artist fills the cracks in the tile
with paint of various colors, borrowing this method from the
builders’ practice of grouting ceramic tiles. This domestic reno-
vation procedure becomes an artistic gesture through which
the tile surfaces covered with countless colored lines begin to
remind one of various maps of imaginary cities, where subway
lines, intersections, water supply systems and interweaving
streets form a complex urban web. To continue the metaphor
of destruction arising from the process of creating the works,
the city on the tile maps looks like the impact of civilization on
a once homogeneous territory.

In one of the visual iterations of this topographical project,
Kadyrova engages in ironically replanning North American
cities, with their logical grid structure, into European mega-
lopolises, radially superimposed around a historic center. The
series Replanning, made for a gallery in Miami, is based on
actual maps of this Florida city. The artist closely follows the
contour of fragments of Miami's waterfront zone, filling part of
the land with white tile. After blows to the tile, the precise grid
of Miami’s avenues and streets loses its geometric regularity
and begins to resemble possible European prototypes of North
American settlements.
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Mana

2009

KepamorpaHiT, konboposa Wnaknieka,
MOHTaXHa niHa

100 X100 x 12

BnacHicTb aBTopa

City Map

2009

Porcelain tile, colored Spackle, polyure-
thane foam

100 X 100 X 12

Property of the artist
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Mana meTpo

2010

KepamorpaHit, LieMeHT, MOHTaxHa
niHa, ciTnoAioAN, NpoBOAN

100 X100 % 12

MpuBaTHa konekuis, Mocksa, Pocis

Metro Map

2010

Porcelain tile, cement, polyure-
thane foam, LEDs, wires

100 X100 % 12

Private collection, Moscow, Russia




Obnactb

2010

KepamorpaHiT, ABM, KO/bOpOBa LWNaK/iBKa
110 % 95

BnacHicTb aBTopa
®oTo: Ceprift INbiK

Oblast

2010
Porcelain tile, hardboard, colored Spackle
10 x95

Property of the artist

Photo: Sergey Illin
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MepennaHyBaHHA

20m

KepamorpaHiT, WTy4He KamiHHA,

LieMeHT, AN
100 X100

BnacHicTb aBTOpa
®oro: Sergi Alexander

Replanning

20m

Porcelain tile, artificial stone,
cement, hardboard

100 X 100

Property of the artist

Photo: Sergi Alexander
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CiTinant

2010

ApMaTypHUit Kapkac, 6eToH,
KepamorpaHit

110 X 210 X 70

BnacHicTb aBTopa

. .
Citylight

2010

Reinforced frame, concrete, porcelain
tile

110 X 210 X 70

Property of the artist
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JAN0BHEHHS
2006-2012

Y Ui cepii KagnpoBa 3HOBY BUKOPUCTOBYE CBil 3HAKOBUM
maTtepian, Kax/i, 3anoBHIOKYM HAMM CYANHM, B SIKi 3a3BMYaN
HaNMBAETLCS PianHA. XyAOXKHMLS BUPI3a€E WapK Pi3HOKONLOPOBOI
Kax/i, WO 3a po3MipoM BignoBiAaloTb AiaMeTpy BCINSIKOro
eManbOBAHOMO KYXOHHOIO HAYMHHS. 360Ky MMSHLEBUTICTb
Kaxni, edeKT AKOi BABIYI NOCUNEHUI TISHLEM eMaNbOBAHMX
EMHOCTEN, BUINSAAE K A3epKanbHa NiBKa, LLLO YTBOPKETLCS HA
NOBepxHi AKOI-HeBYAb MACNSHUCTOI PIAVUHN, BBOASYM INsSAAYIB

B OMaHYy Bi3yasIbHOLO i/1103i€10. TAKMM YMHOM, XYAO0XKHNLS
BMBEPTAE HABMBOPIT TUMOBUM Xif, NOAIN, KOHCTPYIOOYM MariyHe
nepeTBOPEHHS 30BHILUHLOrO KOHTEMHepa (Kax/i) Ha Moro
BHYTPILLHIO HANOBHEHICTb (PiAVHY).

OpfHaK LS XyAoXHS TpaHCHOPMALLiS He BCEOXOMHA: «3aMOBHEHHS»
MiCTATb AeTani, aki He LO3BONSIOTb A0 KiHLS 3aHYPUTUCS B
CKOHCTPYMOBaHY i1t03it0. KoJlip CTaE TUM YNHHUKOM, IKUI
CTBOPHOE XYA,0XKHE HAMPYXKEHHS MidK GOPMOIO Ta T 03HAYHNKOM.
Mpr NOBiXKHOMY Nepernsai pianHa B KyXOHHUX KaCTpynsX i
6iLOHax acoL,i0ETLCS 3 DKet0. Pi3Hi BiATIHKN YEPBOHOMO MOXYTb
ByTW, HANpPUKNAA, BAPEHHSM, FyCTO-6iNi — MONOKOM. Ajle 4un
MOXe By TN HMMOCh ICTIBHUM SICKpaBO-CMHSA abo 3enieHa pianHa?

| HOMy MaCIIHO-YOPHa OLLKA, LLLO Haragye MasyT, TyT HaMTa

B KOBLLUI i KyXAi, Ha4e ANg NUTTS? MNSAAY WBUAKO BTAMYETLCS

B NMOAIBGHY rpy BragyBaHHS GOpPMM i 3MICTY, WO B NiACYMKY
NPU3BOAMUTb 10 PO3AYMIB HA TEMY eKOOTiT Xap4yBaHHS 1 3MYLLIYE
HaC 3aMUCANTUCS HAA TUM, LLLO MW M'EMO | YXIM MU 3aMOBHIOEMO
CYAMHMW HALWNX TiN.

OKpiM TOro, EMaNbOBAHWUMN NOCYL | EMHOCTI JOMALLHLOIO BXUTKY
CTaOTb TAKOX TUM CUMBOAIYHUM SSIKOPEM, SSIKUI MPUB'A3YE Pi3Hi
BapiaHTM «3aMOBHEHbY, L0 TX By/10 MOKA3aHO XyAOXHULEK B
[eKinbKox KpaiHax, 10 iCTOPUYHOTO i COLLiaNbHOrO KOHTEKCTY
neBHOT KyNbTypu. Tak, A8 IHCTaNALIT «3anoBHeHbL» y ranepei
Continua B Jle MyneH nig MNapwXemM BOCEHU 2012 POKY KyXOHHE

HAYMHHS 1 iHLWi emanboBaHi EMHOCTI Bynn KynieHi B aHTUKBaPHMX

KpPaMHUYKax, pO3KMAAHWX MO Napn3bKoMy nepeaMicTio. Taka
NpuB'sA3Ka 0 N0KA/IbHOrO KOHTEKCTY NepeBena iHCTansLito 3i
chepu XyaoXHbLOI rpy 3 GOPMOIO B KY/ILTYPHO-ICTOPUYHMIA BUMIP.

[lo iHTepnpeTauii «3anoBHEeHb» LO/IYHAETLCS TAKOX | MUCTELLbKO-
iCTOpMYHMI NiATEKCT. 3 NeBHOro KyTa abo BUCOTY nepernaay
CYAMHM 31X KAXNSHUMMW BCTABKaAMM CM/IOLLYIOTLCS | HAaraayoTh
abCTpaKTHI KOMMO3ULIT, CXOXKi HA CynpeMaTUyHI pilLIeHHS
POCiIMCbKOro aBaHrapay NoYaTky ABaALUSTOro CTONITTS.
«3anoBHeHHs» KagnpoBsol, K i 6arato iHLWWX KaxasaHWUX CKYyAbATYp
Ta iHCTaNALUiIN XyAOXKHNULI, 6aNaHCYyOTb HA MeXi eCTETUYHOTO i
couianbHOro, BiAKpMBaOYMCh 414 6e3nidi iHTepnpeTauin.

YacTuHa NpOeKTY BUXOAMTb 33 PAMKW rasiepernHoro npocTopy,
KOHLeNTyasbHO NeperykyYmch i3 cepismm «MocTpinm, nponoMm»
i «Manuy, aKi NpaLoloTb 3 MOHATTAM MiCTa AK yaapy umsinisauii
no npupoai. Kaamposa BiALyKye B MiCbKOMY NPOCTOPI TPILLWHY,
NornMBAeHHS, HeCNOoAiBaHi OTBOPMU, LLO BUHMKAM ab0 B pe3ynbraTi
IHTEHCUBHOI | YHaCTO HACMNBLHWULLKOI NOACLKOT AiSAbHOCTI, 260

B pe3ynbTati ypbaHiCTUYHOI eHTponil, WO BUISAAE 03HAKOK
JHOACLKOrO HEBTPYYaHHS, TOBTO NacMBHO-arpecMBHOro
CTaB/IeHHSA A0 MiCTa. XyAOXKHMLA HANOBHIOE Lii PO3/10MW i
3anafmHu Pi3HOKO/IbOPOBUMM KaXNSHUMUN NAACTUHAMM,

NPUMYLLYIOYN FNS4349a 33MUCIUTUCS NPO NPUPOAY IX BUHUKHEHHS
B ypOAHICTUYHOMY Ner3axi Ta NpPo CBOE CTAB/IEHHS A0 MiCbKOMO
6naroycTpoto.

LLle ofHMM BiArany>keHHaM ifei «3anoBHEHb» € «BeHKeT»,
HeBenmnKa caTeniTHa iHcTanauis (Kagmposa iHOAI mokasye i Ha
BEPHiCaXkax CBOIX MPOEKTIB), KA CKNAAAETLCSA 3 KyMW NanepoBux
260 NNACTUKOBMX CTAKAHYMKIB 3 KPYIINMM LUMATOYKAMM Kaxi
BCEpeAVHI, L0 BUINAAAI0Tb SK PO3AMTE NO CTakaH4MKax BUHO.
Tak MeTadOpPUYHO XYA0XKHULSA 3aMNpPOLLYE MS4a4iB NPUrOCTUTUCS
MUCTELTBOM.
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Filling
2006-2012

In this series Kadyrova yet again employs her signature mate-
rial - tile, using it to fill receptacles that are usually meant for
liquid. The artist cuts out layers of colored tile that correspond
to the diameter of various kinds of enamel kitchenware. From
the side, the gloss of the tile, which appears doubly strong due
to the glossiness of the enamel containers, looks like a mir-
rored film that forms on the surface of any oily liquid, mislead-
ing viewers through a visual illusion. And so the artist turns

a typical chain of events inside out, constructing a magical
transformation of the external container (tile) into its internal
contents (liquid).

However, this artistic transformation is not total: Filling in-
cludes details that do not allow one to completely plunge into
the constructed illusion. Color becomes the factor that creates
artistic tension between the form and its signifier. At a glance
the liquid in the cooking pots and jugs elicits associations with
food. Various shades of red could be jam, for example, while
the thick white could signify milk. But could the bright blue

or green liquid be something edible? And why is the oily black
film, resembling fuel oil, poured into mugs and cups for drink-
ing? The viewer is quickly drawn into this game of guessing
form and content, which ultimately leads to reflections on the
theme of the ecology of food and forces us to think about what
we drink and with what we fill the containers of our bodies.

In addition, the enamel dishes and household containers also
become the symbolic anchor tying the various iterations of
Filling that have been exhibited by the artist in several coun-
tries to the historical and social context of a given culture.
Thus, for the installation Filling in the Galleria Continua /

Le Moulin in Paris in autumn 2012, the kitchenware and other
enamel containers were bought at antique stands scattered
about the Paris suburbs. This connection to the local context
shifted the installation from the sphere of artistic play of forms
into a cultural-historical dimension.

An art-historical subtext can be added to the interpretations
of Filling. When viewed from a certain angle or height, the con-
tainers with their tile insertions flatten and resemble abstract
compositions, similar to the Suprematist gestures of the early-
20oth-century Russian avant-garde. Kadyrova's Filling, like the
artist's many other tile sculptures and installations, balances
on the edge of aesthetic and social, thus remaining open to
multiple interpretations.

Part of the project extends beyond the space of the gallery,
conceptually echoing the series Shots, Fractures and Maps,
which work with the idea of the city as the impact of civiliza-
tion on nature. Kadyrova seeks out cracks, grooves, unex-
pected openings in the city space that appeared either through
intensive and often violent human activity or as a result of
urban entropy, which looks like a sign of human non-interven-
tion, in other words, a passive-aggressive relationship with the
city. The artist fills these fractures and recesses with colored
tile layers, making the viewer think about how they appeared
in the urban landscape and about his/her own attitude toward
urban development.

Yet another offshoot of the idea of Filling is Banquet — a modest
satellite installation (Kadyrova sometimes shows it at her
openings), composed of a set of paper or plastic cups with
round pieces of tile inside that look like cups filled with wine.
Thus the artist metaphorically invites viewers to “have a taste”
of art.
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3anoBHEHHSA

2009

EManbosaHui Nocya, Metanesa Aixka,

KepamMiyHa nanTka
Po3Mmip BapitoeTbCa

BnacHicTb aBTopa
®oTo0: Cepritt InbiH

PR,
Filling

2009

Enamel dishware, metal canister,
ceramic tile

Dimensions variable

Property of the artist
Photo: Sergey lllin

10




-

==

=




3anoBHEHHSA 3anoBHEHHSA

2012 2007
EManboBaHWii nocya, kepamiyHa namtka KepamiyHa nanTka
Po3Mmip BapitoeTbcs KorTpakTosa nnowa,

J106'93HO HaAaHO aBTOPOM Ta GALLERIA CONTINUA, San Gimignano / Beijing / Le Moulin | KViB. Ykpaikia
BUPOGHMLITBO 130715 [NATGOPMIM KySTYpHUX HILIATUE', JloHelLK, YipaiHa
®oto: Oak Taylor-Smith

Filling Filling

2012 2007

Enamel dishware and household containers, ceramic tile Ceramic tile
Dimensions variable Kontraktova Square,
Courtesy of the artist and GALLERIA CONTINUA, San Gimignano / Beijing / Le Moulin Kyiv, Ukraine

Production of Izolyatsia. Platform for Cultural Initiatives, Donetsk, Ukraine
Photo: Oak Taylor-Smith
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3anoBHEHHSA
2007

KepamiyHa nantka
BynMus Benuka Xutomupcska, Kie, Yipaia

Filling
2007

Ceramic tile
Velyka Zhytomyrska Street, Kyiv, Ukraine
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3anoBHEHHSA
2007

KepamiyHa nantka
Nbsiscbka nousa, Kis, Ykpaika

Filling
2007

Ceramic tile
Lvivska Square, Kyiv, Ukraine

dypuiet

2006

rMnacTukoBun nocyn, KepaMqua nAnTKa, UEMEHT, HAMUCTUHN
Po3Mip BapitoeTbCs

BnacHicTb rspavis

Banquet

2006

Plastic plates and cups, ceramic tile, cement, glass beads
Dimensions variable

Property of the viewers
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JHaKU
2010-2011

JLOpO>XKHI 3HaKM — TN Bi3yanbHOT KOMYHIKaLLiT, L0 NPOMOHYE
NneBHY CUCTEMY B3AEMOZiN, IKOI NtOAM NOBUHHI 4OTPUMYBATUCS
Ha goporax. Llem Tvn KoOMyHiKaL,ii B YOMYCb CXOXXWMI Ha BizyasibHe
MUCTELTBO, LLLO Nepeaace NoBigOM/IEHHS 33 40MNOMOro

30poBKMx 06pasiB. MUCTELTBO, OAHAK, aMbiBaNEHTHe i CK1agHO
iHTepnpeTyeTbCsA. [JOPOXHIi 3HAKM 32 BU3HAYEHHSIM N036aBneHi
HeoAHO3HaYHOI baraToBMMIpHOCTI iIHTeprpeTauin. BoHn nnwe
3ab60pOHSIOTb, [03BONAIOTL | MPUMUCYIOTL: Bif AICHOCTI IX nocuny
3anexnTb ¢isnyHa besneka.

3AiMCHIOYM MiHIMaIbHIIA XKECT NO BiAHOLWEHHIO A0 NAOWNHU
peanbHOro LOPOXHbLOI0 3HAKY, POHASYN MaNeHbKNIA HAAPI3 Y
NAACTUHI, MO CYTi HIYOrO He A0AAkYM, a TiIbKK Npubuparoyun,
KaanpoBa AOKOPIHHO 3MiHIOE 3HAKOBE NOBIAOMNEHHS,
TpaHCHOPMYHOHM TUM CAMUM CEMIOTUKY LOPOXHbLOIO 3HAKY B
CeMioTMKy MUCTeLTBA. Tak IIOAMHA, Ky HIBUTO 36MBa€E MaLlnHa,
HecnoaiBaHO OTPMMYE NOTEHLIMHY MOX/IMBICTL BUBpaTUCS

3 Hebe3neyHoI cMTyaLii Yepes pATiBHI ABepi. MNiwoxoamn Ta
BE/I0OCMMNEeANCTIN 3HAX0AATb HOBUI HAMPSIMOK PyXY | BUXIf 3
KnaycTpodobi4HOro NpoCTopy 3aMKHYTOI 3HAKOBOT MAACTUHM, @
pobounn, SKMn KoNae amy, — 4oAaTkoBe MicLe Ans GopMyBaHHA
BiAgBasy, BXe 6e3 pu3mky 6yTn NOXOBaHUM Mif BigXoaamu CBOEI
XK NpaLi Ta 3 MOXIMBICTIO MOBHICTIO YHUKHY T HEKOMGOPTHUX
TPYLAOBMX BIAHOCWH Yepe3 Npopi3 y 3aMKHYTIN NAOLWMHI.

«3HaKM» TAKOX CTa/IM YACTUHOIO iIHTEPAKTUBHOMO MNPOEKTY,
peanizoBaHoro KagnmpoBoto i, 4ac yKpaiHCbKO-MOAbCLKOro
NpOeKTY «APT TPEHIHT. YpbaHiCTUYHI irpu» y Bpounasi BAITKY

2011 pOKyY. 3 MeTO0 NepeniaHyBaHHSA MEHTaNbHOro NaHawadTy
MiCTa XyAO0XHMLS PO3CTaBMAA MO BU3HAYEHOMY MapLUpyTy
BOJIOHTEPIB, SIKi TPMManu nepeiHaklleHi 4OPOXHI 3HAKW, TaKUM
YMHOM CTBOPIOKOYM aNIbTEPHATUBHUM LLASX NEPECYBAHHS NO
MmicTy. NMopaibHa rpa-KBecT B MiCbKOMY NPOCTOPi byna cTBOpeHa
L1851 TOTO, LWO6W BUBECTU IOAEN 3 TYPUCTUYHOTO LIEHTPY
Bpou/siaBa, nepenoBHEHOro AeLleBMMU CyBEHIpaMu Ta 4OPOrUMN
pecTtopaHamu, i TOKas3aTu iM iCHYBAHHS IHLWINX KYNLTYPHO
3HAYUMUIX MiCLLb LIbOrO MicTa. MNpopi3n Ha NAOLWMHI SOPOXHIX
3HaKiB CUMBOJTI3yBaNN BMXifL B iHLLI NCMXO]Ii3NYHI BUMIpU, SKUMMK
6aratum byab-SKMin ypbaHICTUYHMIA NPOCTIp, LLLO He 3BOANTLCA
e A0 nepeniky TYPUCTUHHUX MiCLib Ta BU3HAYHWX NaM'ATOK.

Signs
2010-2011

Road signs are a form of communication prescribing a particu-
lar system of interaction that people should observe on the
roads. This kind of communication has something in common
with visual art, which conveys messages through visual
images. However, art is ambivalent and complex to interpret.
Road signs by definition lack the ambiguous multi-dimension-
ality of interpretations. They just forbid, allow and dictate:
one’s physical safety depends on the clarity of their messages.

Through a minimal gesture (in relation to the surface of the
actual road sign) of making a small incision - essentially adding
nothing, only taking away - Kadyrova fundamentally changes
the sign’s message, thus transforming the semiotics of road
signs into the semiotics of art. Thus, a person seemingly hit

by a car unexpectedly receives an escape hatch, offering the
potential opportunity to get out of the dangerous situation.
Pedestrians and bicyclists acquire new lanes and an exit from
the claustrophobic space of the closed sign field; and a worker
digging a hole finds an additional place for piling up dirt, now
without the risk of being buried under the debris from his labor
and with the possibility of completely avoiding uncomfortable
labor relations through a door cut in the closed plane.

Signs also played a part in Kadyrova's interactive project pre-
sented in Wroclaw in summer 201, for the Ukrainian-Polish
project “Art Training: Urban Games.” Aiming to reconfigure the
mental landscape of the city, the artist positioned volunteers
holding transformed road signs along a specified route, thus
creating an alternative way to move through the city. A similar
quest-game in the city space was created to lead people away
from Wroclaw’s tourist center, filled with cheap souvenirs and
expensive restaurants, and show them the city’s other cultur-
ally significant spots. The cutouts in the road signs symbolized
an exit into other psycho-physical dimensions that enrich all
urban spaces and cannot merely be reduced to the standard list
of tourist attractions.
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PaKywKy
2008-2012

IPOHIYHO 3icTaBAstOUN 3MICT | PopMy, Kaanmposa NpoaoBXKYE
BMKOPWCTOBYBATW NOBCSAKAEHHI ByAiBeNbHi MaTepiann — BaroHky
i yepenuuto — ana cepii «PakyLwok». Te, 3 4Oro CNopyaXKYETLCA
B6YANHOK, MOro Aax i CTiHW, CTA€E XyA0XKHIM MaTepiasioM ans
CTBOPEHHS MeTadOPUHYHOr0 BYAMHKY, MYyLUAI, B IKIR MiCTUTbCS
XXNBUI OPraHi3Mm.

Y KOHTEKCTi HEBMMHHOIO Nepeainy 1 npuBaTn3aLii nybaivHoro
npocTopy B YKpaiHi, byaAnHOYKMN-pakyLikm Kaanposoi HabyBaoTb
rMMBOKNI coliaNbHUIM NiATEKCT. MeLwKaHLi YKPAIHCbKMX MiCT
BTPAYatoTh CyCMifIbHWUI MPOCTiP, 3aX0MNIEHUI MPUBATHUM
KaniTanoM, i TaKMM YMHOM BCe BinbLue 3aHYpHOOTLCS Y Chepy
NPUBATHUX iHTep'epiB. BiACYTHICTb Ny6AIYHUX MiCLb ANS LO3BINNS
Ta BUsBY cebe sk Cyb'exTa CyCniNbHUX BiAHOCUH KOMMEHCYETLCS
rinepTpodoBaHNM iHTEpecoM A0 061aropoXKyBaHHS MPUBATHOrO,
IKE BUJIMBAETLCSA Y BIYHUN EBPOPEMOHT. YKpaiHL,i 3aM0oB3aoTh B
CBOI BYAMHOYKMN-PAKYLLKM, BiArOPOAXKYIOHNCh Bif 30BHILLUHLOMO
CBITY MiLLLAHCbKMM MOBYTOM 3 MOro CMOXMBYMM 3aTULLKOM, LLLO
NPUTYNIHOE FPOMAASHCLKY CBIOMICTb.

shells
2008-2012

Ironically juxtaposing content and form, Kadyrova continues
to use everyday building materials - siding and shingles - for
her series Shells. What is usually used to construct a build-
ing's walls and roof becomes an artistic material for creating a
metaphorical home, a shell, inhabited by a living organism.

In the context of continuous repartition and privatization of
public space in Ukraine, Kadyrova's shell-homes acquire under-
tones of social commentary. The residents of Ukrainian cities
are losing public space to private capital and consequently
being pushed into the sphere of private interiors. The absence
of public spaces for recreation and making oneself visible as

a subject of social relations is counterbalanced by a hyper-
trophied interest in embellishing the private, which results in
perpetual euro-renovation. Ukrainians are crawling into their
shell-homes, away from the outside world, and enclosing them-
selves in a middle-class lifestyle and its consumer comforts
that numb civic consciousness.
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PakyLuka

2008

MnacTuKoBa BaroHka, MOHTaXxHa
niHa, Wnakaieka, akpin

130 X165 x 116

BnacHicTb aBTopa

®oT0: AHAPIN Ary6CukIiA, Onekcin Jlepep

Shell

2008

Plastic siding, polyurethane
foam, Spackle, acrylic

130 x 165 x 116

Property of the artist
Photo: Andrew Yagubsky, Alexei Lerer 136




PakyLika

20m

MoHTaxHa niHa, wudep, Wnakniska, akpin
137 X125 X 60

Konekuis ®oHay Bonognmmpa CmipHoBa

i KoctaHTMHa CopokiHa
©OTO: AHApil AryECbKMI, Onexciit flepep

Shell

20m

Polyurethane foam, slate, Spackle, acrylic
137 X125 X 60

Collection of the Foundation of Vladimir

Smirnov and Konstantine Sorokin
Photo: Andrew Yagubsky, Alexei Lerer

PakyLka

2012

MoHTaxHa niHa, MeTanesa apMarypa,
KepamiyHa Yepenuus

250 X 250 X 150

paH-npi Kyiv Sculpture Project
Konekuisi Iropst BopoHosa

UeHTpanbHnin BoTaHiunmia cag im. H.H. Tpuwko, Kuis, Ykpaika

Shell

2012

Polyurethane foam, metal armature,
ceramic roof tile

250 X 250 X 150

Winner of Grand Prix, Kyiv Sculpture Project

Collection of Igor Voronov
Grishko Central Botanical Garden, Kyiv, Ukraine

»
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Hesshi dopmu
2010-2012

«HesaBHi dopMum» 6asyoTbcsa Ha TpaHcdopMaLii Toro, Lo YacTo

€ HEBUAMMUM i edeMepHUM, Y CBOKO MPOTUNIEXKHICTb - LOCh
Barome i rpomisake. Kagnposa Hagae GisnyHol GopMu NpOMeHsSM
CBITNA i TIHSIM, BUAIMJIIOKOYUN 1X 3 LLeMeHTy. Jlamnu, Bigeokamepu,
dapv aBTOMObINIB, Kamepwu 6e3nekn, eNeKTpUYHi PO3eTKM i
BMMMKAYi — BCi Li NpMAaAN BUNPOMIHIOKOTb CBITN0BI XBUi a0
BiAKMAAIOTH TiHi, LU0 PiAKO PEECTPYIOTLCS HALLIOK CBIAOMICTHO.
OpfHaK LS HEBUAUMICTb yAaBaHa, TOMY WO HacnpaBai Ui npunaan
BTPYYatOTbCS B HALLE XXMTTA 3i 3HAYHMMM HacniAKamK, LLO
KONMBAKOTLCS Bifl MO3UTUBHOMO BUCBITNIEHHS TEMHUX MPOCTOPIB A0
3arpo3/IMBOro BTPy4aHHS B MpUBaTHY cHepy NOANHN.

Oxkpemi 06'ekTn «<HesaBHMX GopM» GOPMYOTLCS BCEpeanHI
BMCTABKOBOrO MPOCTOPY 3 ypaxyBaHHSAM MOr0 apXiTeKTYPHUX
0c06MBOCTEN, MOKAMKAHUX NIAKPECIUTA YSIBHY HEBUANMICTb
CBiTNA i TiHi. Tak, HANPUKNAZA, CTBOPHOKOYM L0 poboTy Y

ranepei Continua B /le MyneH nig Mapuxem, Kaguposa

6pana B po3paxyHoOK By3bKi KOpUAOPU CTAPOBUHHOI Gabpmku,
NpOCTOPW, sIKi € 0CO6ANBO YYTANBMMU A0 NOAIGHUX MaCLLITaBHMX
iHCTaNAUIN, WO HArpoOMaZXKYTLCS 1 3aBaXAIOTb PYXY, TUM CAMUM
NiAKPEC/IO0YN HEBIACTYMHY MPUCYTHICTb «<HESBHUX GOPM».

Invisihle Forms
2010-2012

Invisible Forms is based on the transformation of something
usually invisible and ephemeral into its opposite - something
heavy and massive. Kadyrova gives physical form to rays of
light and shadows, fashioning them from cement. Lamps,
video-cameras, headlights, security cameras, electric sockets
and light switches - all these devices emit light waves or cast
shadows that are rarely registered by our consciousness. Yet
this invisibility is quite illusory because these devices actually
invade our lives with significant consequences ranging from
the positive lighting of dark spaces to threatening interference
in a person’s private sphere.

The individual objects of Invisible Forms are formed inside the
exhibition space, taking into consideration its architectural
features designed to emphasize the imaginary invisibility of
light and shadow. So, for example, when making the work for
the Galleria Continua / Le Moulin outside Paris, Kadyrova took
into account the narrow corridors of the former old factory,
especially suited for such large-scale cement installations that
clutter the passages and obstruct movement, thus highlight-
ing the relentless presence of “invisible forms.”
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®opwma cBitna pap

2012

ABTOMOGiNb, AePeB'AHNI KapKac, LieMeHT

625 %172 X148

Nio6'a3HO HapaHo aBTOpoM Ta GALLERIA CONTINUA, San Gimignano / Beijing / Le
Moulin. “I30n5wii. N, YNLTYPHUX iHiUiaTHB", AloHeubk, YkpaiHa
®oro: Oak Taylor-Smith

.
Form of Headlights

2012

Automobile, wooden frame, cement

625 x 172 x 148

Courtesy of the artist and GALLERIA CONTINUA, San Gimignano / Beijing / Le Moulin

Production of Izolyatsia. Platform for Cultural Initiatives, Donetsk, Ukraine
Photo: Oak Taylor-Smith

Kamepa Harnagy

2012

Kamepa cnocTepexxeHHsl, AepeB'siHni Kapkac, rincokapToH, LeMeHT

250 % 380 % 260

Ji06'A3H0 HaaaHo aBTopom Ta GALLERIA CONTINUA, San Gimignano / Beijing / Le Moulin
BUPOBHULITBO “130N1ALT. NNATHOPMM KYNLTYPHUX iHILIATUB', lOHeLbK, YKpaiHa

®oro: Oak Taylor-Smith

Security Camera
2012
Surveillance camera, wooden frame, drywally, cement

250 x 380 x 260

Courtesy of the artist and GALLERIA CONTINUA, San Gimignano / Beijing / Le Moulin
Production of Izolyatsia. Platform for Cultural Initiatives, Donetsk, Ukraine

Photo: Oak Taylor-Smith
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Bineokamepa

2012

Bifeokamepa, AepeB'sHWI KapKkac, rincokapToH, LeMeHT

260 x 220 X 320

Nio6'a3H0 HapaHo asTopoM Ta GALLERIA CONTINUA, San Gimignano / Beijing / Le Moulin
“I30nauii. N YNLTYP iHiuiaTue", loHeubK, YkpaiHa

®oro: Oak Taylor-Smith

Video Camera
2012
Video camera, wooden frame, drywall, cement

260 x 220 x 320

Courtesy of the artist and GALLERIA CONTINUA, San Gimignano / Beijing / Le Moulin
Production of Izolyatsia. Platform for Cultural Initiatives, Donetsk, Ukraine

Photo: Oak Taylor-Smith

Jlamna HacTiNIbHAa
20m

Jlamna, uemeHT

56 x 20 x 28

BnacHicTb aBTopa
@oro: Ceprii Inbin

Table Lamp
20m

Lamp, cement

56 x 20 x 28

Property of the artist
Photo: Sergey Illin

[Mpec-penis
201

Nlamna, uemeHT,
[epeB'sHn 6pycok
60x30%30
BnacHicTb aBTopa

Press Release
20m

Lamp, cement,

block of wood

60 x 30 x 30

Property of the artist

»
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BumMmukaui
201

Bumukayi, uemeHT
12x12%4
BnacHicTb aBTopa

Light Switches
20m

Light switches, cement
12x12x4

Property of the artist
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EnexktpoLumnTok
201

MeTaneswit 6oKkc, LieMeHT
52%30%13

BnacHicTb aBTopa

‘®oro: Ceprint InbiH

Fuse Box

20m

Metal box, cement
52x30%13

Property of the artist
Photo: Sergey Illin
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Data extraction
2011-2013

AcdanbsroBa cepia KagmpoBoi — 6aratorpaHHui NpoexT,

AKNIM 06'€AHYE AeKiNbKA, HA NepLIMA NOrNA4, PO3Pi3HEHUX
XYOOXHIX NPaKTMK. Ha 0fAHOMY 3 piBHIB iHTepnpeTaLii BiH Moxe
pO3rNsaaTNCs K KOMeHTap A0 NepeTBOpeHb MiCbKOro MpoCcTopy,
AKMX 3a3HaBaB KWiB nig vac niarotoBku Ao ¢yTH60NLHOrO
YyemnioHaTy €Bp0-2012. MiCTO akTUBHO po3byA0BYyBanu i Yenypuam
B OYiKyBaHHi IHO3eMHMX rOCTeN. PEMOHT AOpIr CTaB OAHUM 3
rONOBHMX MYHKTIB Takoro 61aroycTpoto. 3a Kinbka MicsiLis 40
4YemnioHaTy peKOHCTPYKL,iS Ta 3aMiHa JOPOXHbOIO MON0THA
Habyna Takmx MaclwTabis, Lo BCe MiCTO By/10 3aN0N0HEHO
HarpoMagXeHHAMM BignpaLboBaHNX achansTOBUX WMATKIB. Y
LbOMY Big)KMNOMY achansTi XyAoXKHMLS nobavmna nopTpeT MicTa,
IKE U0 Y HebyTTS.

Hacnigytoum xyLoXKHIO CTpaTerito peaimenaa, TO6To NpakTmKy
BHECEHHS rOTOBOro 06'€KTa B XyA0XHIM npocTip, Kaguposa
BMPILLMNA CTBOPUTM KONEKLiIHO KUIBCbKMX BYINLb 3 y1IaMKiB
[OPOXHBLOro acansty. Tom PakT, Lo 06'eKTH L€l cepii He Byn
cnewianbHO CTBOPEHI A1 XyA0XHbOI0 MPOCTOPY, a 3ibpaHi Ha
BY/IMLAX MiCTQ, NPUBHOCUTL NEBHWI COLliaNbHUA KOMMOHEHT
B iHTepnpeTauito NpoekTy. Lli 06'eKTM CAyrytoTb NigKasKkoto,
CBOEPIAHNM MeTadOpUYHUM TPaAMMIIHOM, IKUIA KATany/bTye
rnsfaya B none couianbHMX pednekcin, aMyLyoUm 3aayMaTucs
Hapg npobnemamu iHGpPaCTPyKTYpU MiCTa, & TAKOX HaA MOro
iCTOPUYHMM PO3BUTKOM.

MoTpanuBLIM y BUCTABKOBWIW NPOCTIp, acdanst MUTTEBO 06pOCTAE
He TiNbKK couianbHUMK, ane i GopManbHO-eCTETUYHUMMN
CMUCNAMK, NOYUHAKYM BanaHCyBaTU HA MeXXi IHCTaNsALINHOro
06'exTa, CKyNbNTYpU Ta Xmaonumcy. Kaamposa niacuoe

TaKy >XaHPOBY HEBU3HAYEHICTb, CKPYMy/IbO3HO BiLbUpatoym
LIMaTKKM achanbTy, BiALWYKYOUYM BXKe FOTOBI KOMMO3MLT B
TpilMHaxX i BUBOTHAX KOMMLLIHBOIO AOPOXHLOIO MOKPUTTA

i HaJa4M IM MeBHUIM BUCTABKOBUI GOpMaT, TUMOBUN 4151
cepeHbOMACLUTABHNX XyA0XHIX MONOTeH. barato achansToBux
pOBIT NPOYNTYIOTLCA SIK Mer3axi, Ha AKMX MOXHA Brafatu NiHito
rOpM30HTY, 260 X K NeBHi abCTPaKTHI XXMBOMUCHI KOMMNO3MLLT.
BinbL TOro, Ui achansToBi 06'eKTN — YMOBHO naacki (ix BucoTa i
LUMPUHA BinbLue, HiX TOBLUMHA); BOHW BUCSATb Ha CTiHi, OopManbHO
yCnazKyBaBLW NapaMeTpu XXMBOMUCHOT KAPTUHW.

MaTepian i po3mipun pobiT foAat0Tb Lie OAHY iHTepripeTauinHy
rpaHb LboOMy NpoeKTy. AChansTOBI LUIMATKM, HE3BAXKaK4M Ha

CBil cepegHboMaclUTabHMIM dopmar, Ayxe BaxkKi. s 6aratbox
3 HUX LOBOAUTBLCS 3MiLLHIOBATM rasiepemHi CTiHK, a iHoAi

B3ara/li BigMOBNSTUCS Bif PO3BilLYBaHHS 0COBANBO BaXKKMX
«MONOTEH», OCKINbKM TEXHIYHI NapameTpu byaiBNi He BUTPUMYIOTb
HaBaHTaXEHHS. MoAibHI IHCTANALINHI TPYAHOLL 361MXKYI0Tb
NpOoEeKT i3 NpaKTMKamMu NpoLecyanbHOro MMCTeLTBa 1960-X pOKiB,
SIKE YACTO BNPABAANOCS B IHCTUTYLLIVHI KPUTULi, MPUBHOCSYN B
ranepeto 06'ekTu, AKi e NpoCTip He MaB MOX/IMBOCTi BMICTUTH.
MprBepTatoym yBary A0 NOAIGHOT «TEXHIYHOT LIeH3ypu», MUTL
nigHiMany NMTaHHS Npo NPUPOAY MUCTELTBA: SKLLO

MWUCTELTBO — Lie Te, LLL0 BUCTAB/SETLCSA B XYAOXKHbLOMY NPOCTOPI,
TOAI YM € POBOTU, Ki B HbOIO He BMILLIOTbCSI?

AcdanbToBi 06'ekTV KagmpoBOi NPOAOBXKYOTHL PO3MOBY NMPO
npupoay MUCTELTBA, MapaAoKCasbHUM YNHOM 06'€fHYI0UM
[OIOLLAHIBCbKY TPAAMLItO peaimenia, MOAEPHICTCLKMIA dopManiam,
npowecyasbHe MAUCTELTBO Ta IHCTUTYLIMHY KPUTKKY, byayyn
Of4HOYACHO TaKMM MPOCTUM i TaKUM CKNAAHUM XYLOXKHIM XKECTOM.
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Data Extraction
2011-2013

Kadyrova's asphalt series is a multifaceted project, uniting
several, at first glance, disparate artistic practices. On one
level of interpretation it can be considered a commentary on
the transformations that Kyiv's urban space underwent dur-
ing preparations for the Euro 2012 football championship. The
city was actively renovated and beautified in anticipation of
foreign visitors. The renovation of roads became one of the
main objects of this process. In the months leading up to the
tournament the reconstruction and replacement of the roads
reached such proportions that the entire city was full of piles
of discarded pieces of asphalt. In this expired asphalt the artist
saw a portrait of the city now passing into history.

Following the artistic strategy of the readymade, Kadyrova
decided to create a collection of Kyiv's streets out of fragments
of asphalt roads. The fact that the objects in this series were
not created specially for an art space but collected on the city
streets adds an unmistakable social aspect to the interpreta-
tion of this project. These objects serve as a clue, a certain
metaphorical trampoline that catapults the viewer into the
field of social reflections, forcing him/her to think about the
problems of the city’s infrastructure as well as its historical
development.

Upon entering the exhibition space, the asphalt is instantly
endowed with not only social but also formal-aesthetic ideas,
balancing on the verge of installation object, sculpture and

painting. Kadyrova intensifies this indeterminacy of genre by

scrupulously selecting pieces of asphalt, looking for already
existing compositions in the cracks and ruts of the former road
surface and shaping them into a particular exhibition format of
typical mid-sized artistic canvases. Many of the asphalt works
can be read as landscapes where one can infer the horizon

line, or as abstract painting compositions. Furthermore, these
asphalt objects are relatively flat (their height and width are
greater than their thickness); they hang on the wall, formally
assuming the parameters of paintings.

The works' material and dimensions add yet another angle for
interpreting this project. The pieces of asphalt, despite their
mid-sized format, are extremely heavy. In order to display

i

them, it is necessary to change the gallery walls or avoid hang-
ing the especially heavy “canvases,” since the technical param-
eters of the building cannot take their weight. Such installation
challenges ally this project with the practices of process art

in the 1960s, which was often used in institutional critique
when objects that did not fit into the space were brought to
the gallery. By drawing attention to this “technical censorship”
the artists questioned the nature of art: if art is that, which is
exhibited in art spaces, then what are the works that don't fit
inside?

Kadyrova's asphalt objects continue the discussion about the
nature of art, uniting Duchamp’s tradition of the readymade
with modernist formalism, process art and institutional cri-
tique in a paradoxical way, through an artistic gesture that is
both so simple and so complex.
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Data Extraction —
Kyiv EURO 2012

201
MeTanesa apmatypa, enokcuaHa
cmona, acpanst

95 % 97,282 %155

BnacHicTb aBTopa

PinchukArtCentre, Kuis, Ykpaina
®oro: Ceprift Inbik

Data Extraction -
Kyiv EURO 2012

20m
Metal armature, epoxy resin,
asphalt

95 x 97,282 x 155

Property of the artist

PinchukaArtCentre, Kyiv, Ukraine
Photo: Sergey lin

Data Extraction —
Kyiv EURO 2012

20m
MeTanesa apmatypa, enokcmaHa
cmona, achanst

130 X189

BnacHicTb aBTopa
PinchukArtCentre, Kuig, YkpaiHa
®oTo0: Cepriit InbiH

Data Extraction —
Kyiv EURO 2012

201
Metal armature, epoxy resin,
asphalt

130 X189

Property of the artist
PinchukArtCentre, Kyiv, Ukraine
Photo: Sergey lllin
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Data Extraction —
Autostrada SA-RC

2013

Metanesa apmMartypa, enokcmagHa
cmona, achanst

210 X130

BnacHicTb aBTopa

®oro: Ela Bialkowska, OKNO STUDIO

Data Extraction —
Kyiv EURO 2012

201

MeTanesa apmatypa, enokcuaHa
cmona, acpanst

95 %97

BnacHicTb aBTopa

Data Extraction —
Autostrada SA-RC

2013
Metal armature, epoxy resin,
asphalt

210 X130

Property of the artist
Photo: Ela Bialkowska, OKNO STUDIO

Data Extraction —
Kyiv EURO 2012

20m
Metal armature, epoxy resin,
asphalt

95 %97

Property of the artist

Data Extraction -
Knis ARSENALE

2012
MeTanesa apmatypa, enokcmaHa
cmona, acanst

21%30

BnacHicTb aBTopa
®oro: Ela Bialkowska, OKNO STUDIO

Data Extraction -
Kyiv ARSENALE

2012
Metal armature, epoxy resin, asphalt
21x30

Property of the artist
Photo: Ela Bialkowska, OKNO STUDIO
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liap
2011

MeTanesa apmatypa,

LieMeHT, cMona, acpanst

150 X150 X 150

Konekuist My3eto Cy4acHoro MucteuTsa y Bapluasi
PinchukArtCentre, Kui, YkpaiHa

©oT0: Ceprii InbiH

Sphere
2011

Metal armature, cement, tar, asphalt
150 X 150 X 150
Collection of the Museum of Modern Art in Warsaw,

Poland
PinchukArtCentre, Kyiv, Ukraine
Photo: Sergey lllin
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HatoBsn

2012

laseTu, rapToBaHe CKNO
Bucota 300 cm
BnacHicTb aBTopa

3a niaTpmumkoto ®oHay
Bonoanmunpa CMupHoBsa

i KoctaHTHa CopokiHa
PinchukArtCentre, Kuis

Crowd

2012

Newspaper, tempered glass
Height 300 cm

Property of the artist

With the support of the
Foundation

of Vladimir Smirnov

and Konstantine Sorokin
PinchukArtCentre, Kyiv

Hamogn
2012

BUXiZIHOK TOYKOO A5 CTBOPEHHSA «HATOBMy» NOCNYryBasv raseTu
Pi3HMX KpaiH CBiTy, SKi Kagnposa 361pana npoTarom 2012 poky.
XyLOXHMLA BUpi3ana CUayeTn NoAen i3 KOXKHOI CTOPIHKIN KOXHOT
raseTu, paHXMpyBana ix 3a po3mMipoM Bif HiNbLLMX 4O MEHLUUX,
TakMM YMHOM BUOYLOBYIOHYM KOMMO3MLLiKO 33 MPUHLMNAMM
NiHIMHOT NepcneKkTBK. TakoX BOHA 36epernia opuriHanbHi paMKkum
raseT, Ha AKMX BKa3aHi AaTta BUXo4y, KpaiHa, LiiHa HOMepy, iHKOK
HaBiTb Morofa Ta Kypcy BantoT — TO6TO Ta apxiBHa iHpopmaLis,
IKa OPraHi3oBYE piBHI peanbHOCTI Y MEBHY CUCTEMY KOOPAMHAT, 3a
SIKOHO BUMIPIOETLCS MAMH Yacy.

Ko>XHa Taka BMpi3Kka BUCTABNSETLCS BEPTUKANBLHO, 3aTUCHYTOLO
MiX BOMA OKPEMO CTOSHUMM CKASIHUMU MOBEPXHAMM,

AIKi yTBOPIOKOTbL CBOEPIAHMI NaBipMHT y NpOCTOpI ranepel.
CKynbATYPHA iHTYILiA KaaMpOBOI NepeTBOPIOE «KAPTUHKM Mif,
CKAOM» Y MPOCTIp IHCTaNALUIT, B SKOMY 19434 MOXe panTom
YCBIAOMMTM, LLO BiH HE NPOCTO 3BUYHO PO3ra4a€ CUyeTu
BMPIi3aHWX i3 raseTt Ntofen, ane € 0TOYEHUM HUMW. BinbL TOro,
BMCTABJIEHI 1 OCBIT/IEHI 3@ CKYIbNTYPHUMMW NPUHLMMNAMUA
[BOBUMIiPHi CUNyeTW ra3eTHOI penpeseHTaLii HecnogiBaHo
«OXMBAKOTb» T MOYNHAKOTL BiAKMAATU TiHi, LLLO € NpeporaTMaoo
XXMBUX TiN, @ HE NAACKMX 306paskeHb.

Tnapadi, TiHi SKMX 311MBAOTLCS 3 TIHSIMM Fa3eTHUX CUYETIB, B
6yKBaNIbHOMY CEHCIi IMMIKOBaHI SIK YaCT1HA TOro CYCMiNbCTBA,
AIKe NOTPAnse Ha CTOPIHKK raseT. KoxeH BiABiAyBaYy iHCTanauii
CTa€ YaCTKOK Mefia peanbHOCTI. Y LLbOMY XyAO0XKHLOMY

XKeCTi MOXHa No6a4nTH i NPOLOBXKEHHS CAKPAMEHTa/IbHOro
BMCNOBNIOBaHHA EHAI Bopxona npo Te, Lo y ManbyTHbOMY KOXeH
CTaHe 3HAMEHUTICTIO xo4a 6 Ha N'ATHaAUATbL XBUAMH. OaHaK
iHCTansuinHMA NpocTip KagnpoBol, 3aMNOBHEH W TIOAbMUA-
npvMapamu Ta CKnagHUM nepensieTeHHsAM iIXHiX TiHer, MOXHa
iHTepnpeTyBaTK i ik MeTadopy CyCNinbLCTBA NOCTIMHOIO HArNaay,
[le KOXXEH PU3NKYE BTPATUTU NPUBATHICTb | ONUHUTUCS Ha apeHi.
MpUCMepKOoBI TiHi «HaTOBMy», SIK Bi3yasibHA YHA, K BiAAYHHS
NPUCYTHOCTI TWX, KOO BXe HACMPaBAi HEMAE NopyY, 3MyLLYOTb
HaC 3aMUCSIUTUCA NPO A0 CYyCNiIbCTBA Y MOT0 AiaXPOHIYHOMY
aCneKTi, ie He TiNIbKM FOPU30HTaNbHi CTOCYHKM MiX HUHI XXMBUMM,
ane v BepTUKabHI 3B'S3KM, WO NOEAHYIOTb HAC i3 MUHYAUMUN
MOKONIHHAMW, CTBOPHOKOTDL COLLiaIbHY TKAHWUHY TOTO, LLLO MU
Ha3MBaAEMO CYCMiNLCTBOM.

Crowd
2012

The idea for Crowd emerged from newspapers from countries all
over the world that Kadyrova collected in 2012. The artist cut
out silhouettes of people from each page of every newspaper
and arrayed these figures from large to small, thus construct-
ing a composition according to the principles of linear perspec-
tive. Kadyrova also kept the original frames of the newspapers’
pages, showing the issue date, country, price, sometimes even
the weather and exchange rate for that day - in other words,
that archival information that organizes levels of reality into
some kind of coordinate system that measures the passing of
time.

Each of these compositions is displayed vertically, pressed
between two freestanding glass surfaces, which form a kind
of labyrinth in the space of the gallery. Kadyrova’s sculptural
intuition transforms these “pictures under glass” into an
installation space where the viewer finds him/herself not so
much looking at the figures of people cut out of newspapers as
surrounded by these people. More so, the silhouettes - two-
dimensional newspaper representations - displayed and lit
according to sculptural principles, unexpectedly “come to life”
and begin to cast shadows, which is usually the prerogative of
a living body and not its flat likeness.

The viewers, whose shadows mingle with the shadows of the
newspaper cutouts, are literally implicated in the society that
ends up on the newspaper pages. Each viewer of the installa-
tion becomes a part of media reality. In this artistic gesture we
can see the continuation of Andy Warhol's sacred utterance
that in the future everyone will have their 15 minutes of fame.
Still, Kadyrova's installation space, filled with people-appari-
tions and their complex intertwining of shadows, can also be
interpreted as a metaphor of society under constant surveil-
lance, where everyone is at risk of losing privacy and ending up
in the media arena. The dusky shadows of Crowd, like a visual
echo, like the traces of the presence of those who are not actu-
ally here, also make us think about the diachronic aspect of
society, with its complex social fabric constituted not only by
horizontal relationships between those living today but also by
the vertical ties connecting us with previous generations.
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laM’SmHUK HOBOMY NaM’SMHUKY
2007-2009

LLlapropog, BiHHMLbKa 061acTb, YkpaiHa

BinblU HiXk Yepe3 ABAALUATb POKiB NiCNS 3400y TTS HE3aNeXHOCTI
yKpaiHCbKe CyCninbLCTBO Aani nepebyBae y rocTpomMy KOHPAIKTi
iHTeprpeTauin (He)CMPUNHATTS Pi3HMX acNeKTiB CBOTrO
icTopmyHoro cnagky. OAHWUM i3 SCKpaBUX MOKA3ZHUKIB TakMX
PO36iXKHOCTEN y CYCNINbHIM AYML € CTABNEHHS A0 iCTOPUYHUX
MOHYMEHTIB. Y1 Tpeba AeMOHTYBaTW NaM'SITHUKM reposim
MWHY/IMX €NOX, YW KOPUCHWUI BMIMB HA PO3BMTOK YKpaiHK
CbOrOLHi 3anepeyYyeTbcs? Y CTaBUTU NAM'STHUKU TUM, Yus
LiSINbHICTb paHille LeH3ypyBanacs Ta 3r1afyKyBasacs B iCTOPUYHIN
nam'sTi?

13 BnacTMBOO 111 ipoHieto KagmpoBa CTBOPHOE «IaM’ S THUK HOBOMY
nam'sTHUKY», CKyIbNTYPY Y NOBHUI 3PiCT i3 6iNnx Kaxni., ska
BUIMNAAAE SSIK MOHYMEHT, NOKPUTMIA BiNMM NpOCTMPaAIoM
HanepefoAHi CBOEI iHaBrypadii. Y kaxasHin 6inin maci 6e3cymMmHiBHO
34NTYIOTLCS O6PUCHK Tina NIOAWHM, LLO CTOITb, ane iAeHTUYHICTb
«HOBOTO reposi» HeMOX/TIMBO BCTAHOBUTU, afxke 3a MeTadOopUYHUM
6iMM NPOCTMPAASIOM MOXKE CXOBATMCS XTO 3aBrOAHO. TOMY
CcKynbNTypa KagMpoBoi He Tak KOMEHTYE iICTOPUKO-NONITUYHI

irpy cyqacHoTl YKpaiHW, ik aKTUBI3YE MCUXONOTHHO-MEHTasbHY
HamMOBHEHICTb KOXHOrO cnocTepiraya. 3a C10BaMu XyA0XHML,

aKa 36Mpana KOMeHTapi NPUCYTHIX Nifg Yac BiAKPUTTS NaMm’'aTHMKA
y LLapropogi BniTky 2009 poky, rsAadi NO4MHATbL 6a4nTny
nam’'aTHUKOBI Te, LLLO BOHM XO4YTh i 34aTHI M06aYNTLN: XTOCh —
HecnpaBea/MBO 3abyTUX AisHiB YKPATHCLKOI KyNbTYPU, XTOCh —
CBOIX BNACHWX AiTen, a XTOCb — HOBOTO 6ora.

MeLwwkaHui LLlapropoaa, siki cnocTepiranu 3a npoLecom
CNOPYAXKEHHS «MaM'aTHMKA HOBOMY MAM'STHUKY», HE 3MOMN AiNTU
3roAm LWoAo 0cobu «kHoBOro reposn. MpoTe ckynbnTypa Kaanposoi
3rypTyBasna MicLieBe HaceNeHHS HaBKO/I0 CPaByW NPUBEAEHHS 10
nagy ManeHbKoro 3aHeg6aHoro ckBepy, Ae CTOITb NaM' aTHUK. TyT
BMKNANN BpyLLATi CTEXKM, BCTAHOBM/IN HOBI 1aBOYKM Ta NiIXTapi

i HaBiTb Npnbpanm rasosi Tpyowm, Lo nepeTnHanu ckeep. Lien
npotec 06'eAHAB KOMyHaJIbHi FOCNOAAPCTBA, ra30By KOHTOPY

Ta MiCLLeBMX aKTMBICTIB, 3a/ly4YMB A0 EANHOI KOHCTPYKTUBHOI
KOMaHAM NOAEN i3 Pi3HUMU NOAITUHHUMM NEePEKOHAHHSMM

Ta KYNLTYPHUMM OYiKYBaHHSAIMM, AKi LUBUAKO NPOMHANUCS
€HTY3ia3MOM CTOCOBHO 06/1aropofKeHHS TepUTOPii BAACHOI
rpoMagu. 3peLToto, MellKkaHLi LLlapropoaa Haropoamnm

YKaHHy rpamoToto 3a 6naroycTpiv MicTa, MabyTb 10 KiHUS He
YCBILOMIOKOU MW, LLLO CKYNbNTYpa CTana AnLle KatanisaaTopom
XHbOrO B/IACHOTO MiK/YBAHHS NPO CBOE AOBKINNS.

Y uboMy 06'€AHAHHI nonsrae ronosHum pakTop poboTn
KaampoBoi. Y1 MOXNMBO eKCTPanoatoBaTh MOro Ha YKPaTHCbKe
CyCniNbCTBO B LiIOMY, Ky/ITYPHO | MOBHO po3'egHaHe? SKLLO

He BUXOAMWTb AiMTU 3r0AM LLOA0 MOBHOT Mpobaemm 4Ym B
iHTepnpeTauisx 6araTbox TpaBMATUYHUX MOAIA MUHYNOTO, TOAI,
MOX/INBO, COLiaNbHO-KYLTYPHI €1EMEHTH, L0 06'€AHYIOTb
CyCNiNbCTBO, MAKOTb IOKANI3yBaTUCS Y HOMYCb IHLIOMY,
Hanpuknag, y TypboTi npo nokanbHe — CBin byanHoK, noagip's,
BY/IMLLLO, MICTO — TypBOTIi, sIKY HEMOX/IMBO 3AiMCHIOBATK, HE
pO3M0OYMHAIOYM Aianory i3 cyciaamu. A L0 XX Take rpOMagsHCbke
CyCNiNbCTBO, K He AobponopsiAiHe CyCiacTBo?
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Monument to a New Monument

2007-2009

Sharhorod, Vinnytsia oblast, Ukraine

More than twenty years after gaining independence, Ukrainian
society is still experiencing a deep conflict of interpretation

in relation to the (non)acceptance of various aspects of its
historical heritage. One striking indication of this controversy
is manifested in relation to historical monuments. Should the
monuments to heroes of previous eras, whose positive influ-
ence on Ukraine's development is disputed today, be disman-
tled? Should monuments be erected to those whose activities
were previously censored and effaced from historical memory?

With her characteristic sense of irony, Kadyrova created the
Monument to a New Monument, a sculpture the size of a person,
made from white tile, which looks like a monument covered
with a white sheet just before its unveiling. The shape of a
standing human body can certainly be inferred from the mass
of white tile, but the identity of the “new hero” is unrecogniz-
able. Anyone could be hidden beneath the metaphorical white
covering. In this way Kadyrova's sculpture, rather than com-
menting on the historical-political games of contemporary
Ukraine, activates the psychological-mental matter of every
viewer. The viewers begin to see whatever they want and are
capable of seeing in the monument: one sees an undeserv-
ingly forgotten Ukrainian cultural figure, one sees their own
children, and one sees a new god, according to the artist, who
collected comments from those present at the opening of the
monument in Sharhorod in summer 2009.

Observing the process of creating the Monument to a New
Monument, the residents of Sharhorod could not agree on one
interpretation of the identity of the “new hero.” Still, Kady-
rova'’s sculpture drew local residents closer together through
their active work fixing up the small, abandoned square where
the monument now stands. They laid out paths paved with
stones, installed new benches and lamps and even removed
the network of gas pipes that had crossed the square. This pro-
cess united the municipal utilities, the gas company and local
activists, drawing them into one constructive team of people
with diverse political views and cultural expectations who
were quickly imbued with enthusiasm for beautifying their
local community’s terrain. In the end, Sharhorod's residents
awarded Kadyrova a diploma for town improvement without
fully realizing that the artist’s sculpture merely catalyzed their
own concern for their surroundings.

This cooperation is the main effect of Kadyrova's work. Is it
possible to extrapolate to the entire, linguistically and cultur-
ally varied Ukrainian society? If Ukraine can't manage to reach
consensus on the language issue or the interpretations of
many traumatic past events, then perhaps Ukrainian society’s
unifying social-cultural elements should be localized in some-
thing else - for example, in taking care of the local - one’s own
home, yard, street or city, which is impossible to do without
entering into dialogue with one’s neighbors. And what is civil
society but good neighborliness?
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1 1
MamM'aTHUK HOBOMY NaM ATHUKY
2009
BEeTOH, apMaTypHWIA Kapkac, MOHTAXHa NiHa, KaxsiHa NANTKa,
KaMiHHA, 6pycyaTka, NaBku, NixTapi
70 x 200 % 60 (irypa), 256 x 150 x 256 (NOCTAMEHT)

CTBOpEHO B pamKax pesuaeHLii «LLiapropoapadisaar A.1. Moropensckoro
Bynuus /lenina, LWapropoa, YkpaiHa

Monument to a New Monument
2009

Concrete, reinforced frame, polyurethane foam, ceramic tile,
stone, paving stones, benches, streetlamps

70 x 200 x 60 (figure), 256 x 150 x 256 (pedestal)

Project made for Alexander Pogorelsky's “Shargororafinad" art residency
Lenin Street, Sharhorod, Ukraine
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®opma CBiTha
20m

OCBITNOBaNbHUI NpUNaa,
MeTaneBumit kapkac, 6eToH

Bucora 8oo
Neii3axHa anes, Kuis, YkpaiHa

Form of Light
20m

Floodlight, metal frame,
concrete

Height 800

Peizazhna Lane, Kyiv, Ukraine

Mopma ceimna
2011

MensaxHa anes, Kuis, YkpaiHa

|CTOpis CTBOPEHHS MiCbKOT CKynbATypu «Popma CBiTan, SKa
KOHLeNTyasbHO € YaCTUHOIO MPOeKTY «HesBHI GopMum», TICHO
nepenseTeHa 3 HeLloAaBHIMM MOAISMM CipHOI 3abya0BK
Mer3axkHoi anei'y KMesi — 3HaKOBOMO iCTOPUYHOO MiCLSI, Ha SKOMY
B CEpefHbOBIYYi PO3TALLOBYBANNCA NanaTh KHA3iB KMIBCLKOT Pyci.
MensaxcHa anes Ta npuaerna go Hei Teputopis pyiH ecaTUHHOT
LepKBM K CUMBOAiYHI MiCLSt BNaAM NOCTIMHO NPUBabAoTbL
Pi3HOMAHITHI CMAW, Bif peniriiHUX iIHCTUTYLIN A0 ByAiBenbHUX
KOMMaHiK, L0 3MararoTbCs 3a CBOK Qi3nYHY MPUCYTHICTb Ha anel,
TaKMM YYHOM Hamarat4mcb 0brpyHTYBaTH BNAACHI NpeTeHsii Ha
Bray.

MpOTUCTONATL IM HU3KA FPOMAASHCbKNX Ta MUCTELLbKMX iHiLiaTuB,
LLIO CTaBNATL 32 MeTy 36epexkeHHs Men3axHOoi anei sk napkoBol
30HM, 3 IKOI CYCNiNbCTBO HE MOXe BYTW BUTICHEHe NPMBAaTHUM
Kanitanom. OfHak, Aaneko He BCi MUCTEeLbKi MOYNHAHHS, HaBITb
AKLLO BOHW CYIyHOTbL 61aropofHin cnpasi 36epexxeHHs NapKoBOi
30HW, OTPUMYIOTb CXBAJIEHHS | CAMOTO XyA0XKHbOIO CepefoBULLA,

i rpomaacbkocTi. bopoTbba 3a Men3axHy aneto i 4O CbOroAHI €
TMM N1aKMYCOBMM Nanipuem, SKMN SEMOHCTPYE BiACYTHICTb Ji€BUX
MexaHi3MiB GYHKLIOHYBAHHS TPOMaASHCLKOMO CyCMiNbCTBa B
YKpaiHi, fie NtoAM YaCTo He 34aTHi BeCTU CyCniibHUIA Aianor.

Tomy BefleTeHCbKNN BOCbMUTOHHUI 6ETOHHWI KOHYC, KU
Bi3yaslizye HeMOMITHe CBIT/10, L0 HA4ebTO NNIETLCS 3 NiXTaps,
OTPMMYE [OLATKOBI KOHOTALLIT B KOHTEKCTI NpoekTy Kaanposoi
«HesaBHi GopMm», pobOTK AKOTO He TiNIbKM NPOSBASIOTL HEBUANME,
ane 1 3BepTaroTb yBary rsa4aya Ha Te, HacKifbKu Lie «<HeBuanmMe»
3arpoMaKye Hall XXMTTEBUIA NPOCTip. JliXTap, K1 3a3Bryan
BMKOPWUCTOBYIOTb A1 3HIMAHHA KiHO, «NpovBae» 6eTOHHE CBITNO,
OrO/OKYM TOUKM CYCMiNIbHOMO HAMNPYXKEHHS, SIKi CTOCYHOTLCA
npobsemM yKpaiHCbKOro ny6aiyHoOro npocTopy.

»

Form of Light
2011

Peizazhna Lane, Kyiv, Ukraine

The history of the creation of the public sculpture Form of Light,
which is conceptually part of the project Invisible Forms, is
intertwined with the recent controversy surrounding construc-
tion on Peizazhna Lane in Kyiv - an important historical place
where in the Middle Ages the ruling elite of Kyivan Rus’ built
their noble stone palaces. As symbolic sites of power,
Peizazhna Lane and the adjacent ruins of the Desiatynna
Church constantly attract various forces, from religious institu-
tions to construction companies, who contend for physical
presence in the area in an attempt to substantiate their own
claims to power.

They are meeting resistance from a number of civic and artistic
initiatives who are striving to preserve Peizazhna Lane primar-
ily as a park zone from which the community should not be
pushed out by private capital. Still, few artistic endeavors,
even if they serve the noble purpose of preserving a park, meet
with the approval of both the artistic community and the
public at large. To this day the struggle for Peizazhna Lane is a
litmus test that demonstrates the lack of effective mechanisms
for a functioning civil society in Ukraine, where people often
are not capable of engaging in public dialogue.

And so the massive, eight-ton concrete cone, visualizing the
impalpable light seeming to effuse from a film production lamp,
acquires additional connotations in the context of Kadyrova'’s
project Invisible Forms, whose works not only reveal the invis-
ible, but also draw the viewer’s attention to how much that
“invisible” encumbers our living space. The lamp “pours out”
concrete light, thus exposing points of social tension related to
questions of Ukrainian public space.
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fiGnyKo
2010

Mepm, Pocis

IcTopis pocincokoro micta MepM, Kyan Kagmuposy 3anpocunm

NS CTBOPEHHS MiCbKOT CKyNbNTYpW, ByKBaNbHO iHKOPNOPOBaHA
B TiNO «16/1yKa», BeNMKOro 06'ekTa AiaMeTpoM Tpy METPU, LLLO
BCTAHOBJIEHMI Mepes, NepMCbKOK KParnoBoto 6ibnioTekoto iMeHi
lopbkoro. OCHOBHA YaCTMHA CKYNLNTYPY 3pobieHa 3 pparmMeHTiB
LLerNsIHUX CTiH CTAPOBMHHUX HaMiB3pYMHOBAHMX NEPMCbKMX
BYAMHKIB, OAMH 3 AKNX, 120-PiYHOrO BiKy, EMOHTYBaIN NPOCTO
nepes o4MMa XyLOXKHWLL. IpXKaBO-KOPUYHEBA «M'AKYLLKA» —
cTapa uerna, sika BTI/IO€ iCTOpito MiCTa, — MOKPUTA 3e/1eHO0
FNSHLUEBO Kax/1ek, € CUMBOIOM 6/1MCKYHOro, IaMyPHOrO i 4acTo
NOBEepPXHEeBOro NepeTBOPEHHS MiCbKOrO MPOCTOPY.

Y MicTi-a6ayui, Bif AKOro BiArpn3atoTb XaoTUYHO, HAaCTUHAMMK,
YNCSIEHHI IHBECTOPW, AeBesionepu Ta iHWi Bi3HeCMeH U, MoOYMHAE
NpOCTYNaTK iCTOPUYHWIA Wap, MOro pyiHW. Cy4acHi peKOHCTpYKLii
MiCbKOrO MPOCTOPY, LLLO He BPaXOBYOTL iCTOPIi MicTa, BCynepey
CBOIN GYHKLiT 61aroycTpoto, CNpUnMaroTbes K rpybi ykycu B Tino
MiCTa, sIKe BTpa4a€e CBOO LiliCHICTb.

Y NepMcbKOoro «s161yKa» € CKybNTypa-nonepeaHuK, BiiHOCHO
HeBeNNKNI Heaorpn3ok GpykTa, KOTPUM BXOAUTL 0 cepil
«MOHYMEHTW CMiTTIO». Bneple y KaanpoBoi BUHMKAA acoLiaLis
3 iCTOPUYHMMM apXITEKTYPHUMM 06'€EKTaMU 1K 3 06KyCaHUMM

N BUKMHYTUMUW NA0AAMM Nig Yac pesnaeHuily LWapropogai,
BiHHMLbKOT 06/1aCTi, LLO pO3TalloOBaHa Ha TEPUTOPIT KOANLLHBLOMO
COCHOBCLKOrO LyKpoBOro 3aBoay. LLimatok a6:yka, 3ninaeHnn i3
dparmMeHTIB BiKOBOI LIEMNISIHOI CTiHW, CTaB pedeKCieto Ha icTopito
LbOro NiANPUEMCTBA, SKe 3'ABMN0CS HANPUKIHLLi 19-r0 CTONITTS i
yCMiLHO NpaLoBano ax 40 1990-X POKIB.

Micns nepebynoBswu, Nig 4ac eKOHOMIYHOT KPU3K, KON 3aBOA,
CYTTEBO CKOPOTMB CBOI BUPOBHMYI MOTY>KHOCTI, MOro npoaanu
NpyBaTHWUM NIANPUEMLSAM, CMOAIBAOYNCH HA Te, L0 BUPOBHULTBO
6yae BigHOBNEHO. He3BaXatum Ha KOHTPAKTHi 3060B'3aHHS,

HOBI rocnogapi BMpi3anu Ta yTuisyBaam BeCb MeTas, BKHOYHO

3 HECHUMMW KOHCTPYKLiIMW, MO-BapBaPCbKM 3pyNHYBanun

BeCb apXiTEKTYPHWI Ta IHAYCTPiaNbHUN CNAL0K LLbOTO MiCLiS.

B pe3ynbrati KynsbTypHOI KOHBEpCil KONNLWHIM COCHOBCLKUMN
LIYKPOBWW 3aBOA, LU0 BXE He NiASra€ BiAHOBEHHIO 5K
NPOMUCIOBUI OB'EKT, NEPETBOPUBCS HA YCMiLLHY MUCTELbKY
iHiLiaTMBY, 3aBAAKM AKiN BiOYBAETHCA OCMUCIEHHS ICTOPUYHUX Ta
KYNLTYPHWUX NPOLLECiB HA MOCTPAASIHCbKUX TEPUTOPINX.

Tak KagnpoBa MeTadOpUYHO OXMBASIE 3aHeA0aHY

aApXiTEKTYPHY CNAALLMHY Ta CMIOHYKAE MNsSAa4iB 40 PO3MOBM MpO
rpoMaasHCbKY BiANOBIAANbHICTb 32 MiCLS CBOMO MPOXMBAHHS Ta
KUTTERIANLHOCTI.

Apple
2010

Perm, Russia

The history of the Russian city Perm, where Kadyrova was
invited to make a public sculpture, is literally incorporated into
the essence of Apple, a large object (with a 3-meter diameter)
that stands in front of the Gorky Perm Regional Library. The
main part of the sculpture is made of fragments of brick walls
from old, partially ruined Perm buildings, one of which (a
120-year-old building) was dismantled right before the artist’s
eyes. This rusty-brown “inside” - the history of the city embod-
ied in old brick - is covered with glossy green tile, a symbol of
the shiny-glamorous and often overly superficial transforma-
tion of urban space.

As the apple-city is bitten away chaotically, piece by piece, by
numerous investors, developers and other heedless business-
men, its historical layer, eaten away by time, and its ruins
emerge. Contemporary reconstructions of urban space that

do not take the history of the place into account, despite their
objective of improvement, are perceived as crude bites into the
body of the city, which is losing its integrity.

The Perm Apple has a sculpture-predecessor - a relatively small
apple core that is part of the series Trash Monuments. Kady-
rova first began to associate historical architectural objects
with gnawed and discarded fruits as an artist-in-residence on
the territory of the former Sosnovskyi sugar refinery in Shar-
horod, Vinnytsia oblast. A piece of apple made of fragments

of centuries-old brick factory walls became a reflection on the
history of that enterprise, which operated successfully from
the end of the 19th century until the 1990s.

After the economic crisis following perestroika, when the
refinery significantly cut back its production capacity, it was
sold to private entrepreneurs in hopes that production would
be reinstated. In spite of their contractual obligations, the
new owners removed and disposed of all the metal, down to
the load-bearing structures, barbarically destroying the entire
architectural and industrial heritage of the place. Following a
cultural conversion the former Sosnovskyi sugar refinery, no
longer suitable for reinstatement as an industrial object, has
turned into a successful artistic initiative for reflection on his-
torical and cultural processes related to post-Soviet territories.

In this way Kadyrova metaphorically resurrects abandoned

architectural heritage and prompts viewers to discuss civic
responsibility for the place where one lives.
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A6nyko

2010

BETOH, UeMeHT, dparmeHTu
LernsHuX CTiH, KepamorpaHiT
300 X 300 X 300

ByN. /leHina, Mepm, Pocis

®oT0: ONneKcaHAp XoOMyToB

Apple

2010

Concrete, cement, brick wall
fragments, porcelain tile

300 X 300 X 300
Lenin Street, Perm, Russia
Photo: Alexander Khomutov
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Knymia
2011

LLlapropog, BiHHMUbKa 061acTb, YKpaiHa

MpucyTHicTL Kagnposoiy LLapropoai AaBHO nepepocna
MacLITabu MUCTeLbKOI pe3naeHLii, LWo NpoBOAMIACS Y LibOMY
MICTi BIpPOA0BX KilbKOX pokKiB. TicHa cniBnpaws 3 MicLLleBUMMH
MeLLKaHLUSIMW Ta PiIBHUMM iIHCTUTYLisMK LLiapropoaa 3pobuna
XYLOXKHMLLIO 6aXKaHOK rocTero, KOTpa YacTo NPUIDKAXKAE HA
TepuTOPIto KONULWHLOro COCHOBCHLKOTO LLlyKPOBOrO 3aBoAy (MicLie
LLIAPropoACbKOl MUCTELbKOT pe3nAeHLIT) y MOLLYyKaX TBOPYOTo
MaTepiany Ta MOX/IMBOCTEN AN eKcnepuMeHTyBaHHS. DopmManbHi
nowykm KagmMpoBoi 4acTo TaKOX BUXOAATL 32 MeXi MUCTELbKOT
pe3naeHLii M BUAMBAKOTLCA Y MiCbKi iHTEepBeHL,i Y Ny6aidHi
CKYNbNTYPW, LLO 061aropoaxKyoTh BUNAA MicTa. «Knymbar €
OOHWM i3 TaKMX XYLOXKHIX XKECTIB, IKMMA ipPOHIYHO NEepPeTBOPHOE KaxJii
3 KBITKOBMM MasItOHKOM Ha FpsAKy CUMBOJIYHUX KBITIB, TaKUM
YUHOM «OXKMBASOYM» KAPTUHKY Ha KaxAi, TPaHCHOPMYOUN 11 B Te,
LLL0 BOHA HAMaraeTbCs penpeseHTyBaTy.

FHower Bed
2011

Sharhorod, Vinnytsia oblast, Ukraine

Kadyrova's presence in Sharhorod has long outgrown the
scope of the artist residency held there for several years. Close
cooperation with the town's residents and various Sharhorod
institutions has made the artist a desired guest who often
comes to the territory of the former Sosnovskyi sugar refinery
(the location of the Sharhorod artist residency) in search of
creative material and the opportunity to experiment. Kady-
rova’'s formal explorations also often exceed the boundaries of
the artist residency and overflow into urban interventions or
public sculptures, ennobling the image of Sharhorod. Flower Bed
is one such artistic gesture, which ironically transforms flower-
patterned tile into a bed of symbolic flowers, thus “enlivening”
the picture on the tile, transforming it into what it aims to
represent.
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NasKu-2pathixu
2008

KuiB, YkpaiHa

MepLni Buxig KagnpoBoiy MiCbKWIA NPOCTip BifAOYBCS BNITKY
2008 poky nig erigoto GpoHay «ENA0C, KM po3pobus nporpamy
«MiCTO — TEPUTOPIA MUCTELTBA» ANS 3a/lYHEHHS XYA0XKHIX pobiT
y ny6nivHy cdepy. Kaamposin 6yno 3anponoHoBaHe Miclie nepes,
OLHWM i3 KMIBCbKMX BAHKIB, SIKM MOrOAMBCS CMOHCOPYBATH
NeBHWUIN CKYNbNTYPHUIA MPOEKT, Lo 061aropoaxysas 61
npuaerny TepuTopito. LIM NpoeKToM XyAOXKHWULS BigKpuia
cepito «PO3paxyHOK», L0 ipOHI4YHO 306paXkye HacNiAKM
6e34yMHOI FOHUTBW 32 EKOHOMIYHUM MPUPOCTOM. Y MiCbKOMY
NpOCTOPi PO3TPOLLeHi Aiarpamu Ta rpadikm-BTikadi HAbynm
rineprpodoBaHMx MacTabis, MeTapopUYHO BifL3epKaNO4YM
peasnbHi po3Mipy eKOHOMIYHOI KpU3N.

dopmanbHO CKyNbTYpK «J1aBOK-rpadikis» HaragytoTb
MiHIManicTMyHi kKomno3uuii Pobepta Moppica Ta iHLWKX NpakTuKis
peflyKOBaHOI eCTeTUKM 1960-X POKiB. beanpeTeHsilHi 6pycu
«rpadikie», MMYKOBAHI KaX/ISHOK NANTKOIO OCHOBHUX KOMIbOPIB,
MatoTb GOPMY NATUHCLKOI NiTepn L — GopMy CKybATYpU, aKa
cTana 3HakoBot ANs Moppica. MpoTe, 3a Takol GopManbHOK
NOAIBHICTIO KPUETLCSH KAPAMHANBHO iHLIA MUCTELbKA MporpamMa.
KazampoBa 3MilLye akLeHT rmMaaaLbkoi y4acTi 3 YCBiAOMIIEHHS
napameTpiB CBOro BJIACHOIO Tina — a came LSt GyHKLiS CKyNbNTypun
AK «<MiPHOI NTIHIMKW», 32 4LONOMOTOH0 AIKOI N0AMHA HamaLlyBana

i BUSIBNANA CBOI BNACHi Gi3n4Hi napamMmeTpu, nexana B OCHOBI
MiHiManiamy 1960-x. XXaHHa BUSIBNSIE He di3nyHe, a colianbHe,
TPaHCPOPMYIOUM MiHIMANICTUYHY CKYALATYPY Y MeTadOpUYHUI
NopTpeT eKOHOMIYHOI KpU3N.

Y «JlaBkax-rpadikax» MicLie po3TallyBaHHS Ta CeMaHTUYHA
HaMOBHEHICTb CKYNbLMNTYPU € NPUKNALOM BAAOMO MUCTELLKOIO
Ccumbio3y, Ae piHaHCOBA IHCTUTYLIS, BAHK K OAMH i3 FONOBHMX
rpaBLiiB EKOHOMIYHOT CUCTEMUN CMOHCOPYE iPOHIYHO-KPUTUYHE
306paXkeHHS HACNiAKIB CBOEI BIACHOI AiiNIbHOCTI.

Bench-graphs
2008

Kyiv, Ukraine

Kadyrova's debut in public space was in summer 2008, under
the aegis of the EIDOS Foundation'’s “City - Territory of Art” - a
program for bringing artwork into the public sphere. Kady-
rova was invited to use a site in front of a Kyiv bank that had
agreed to sponsor a sculptural project aimed at beautifying the
adjacent territory. This project became the first in the series
Calculation, which ironically illustrates the consequences of the
thoughtless pursuit of economic growth. In the urban environ-
ment, the crumbling diagrams and runaway graphs acquired
hypertrophied proportions, metaphorically reflecting the real
magnitude of the economic crisis.

Formally, as sculptures, the Bench-graphs recall the minimal-
ist compositions of Robert Morris and other practitioners of
minimalism from the 1960s. The simple beams of the “graphs,”
faced with ceramic tile in primary colors, take the form of the
letter “L" - the sculptural form that became iconic for Morris.
However, behind this formal similarity lies an entirely different
artistic program. Kadyrova shifts the emphasis in the viewer’s
participation away from the awareness of the parameters of
one’s own body; precisely this function of the sculpture as a
“measuring rule,” allowing a person to probe and identify his/
her own physical parameters, was fundamental for 1960s mini-
malism. Kadyrova reveals the social rather than the physical,
thus transforming minimalist sculpture into a metaphorical
portrait of the economic crisis.

In the Bench-graphs, the site and the sculpture’s semantic
content are an example of successful artistic symbiosis, with
the bank - one of the key institutional players of the economic
system - sponsoring an ironic-critical representation of its own
activities.
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NlaBkn-rpadikm
2008

beToH, MeTanesa apmartypa,
KaxngHa nanTka

840 x 69 x 415

MpocnexT Mepemori, Kiis, Ykpaika

Bench-graphs
2008

Concrete, metal armature,
ceramic tile

840 x 69 x 415

Peremohy Avenue, Kyiv, Ukraine

208




NaBKn-rpadikm

2008

beToH, MeTanesa apmarypa, Kax/isiHa
NanTKa

970 X 594 X 210

Anes Manesuya, Knis

Bench-graphs

2008

Concrete, metal armature, ceramic tile
970 X 594 X 210

MalevichLane, Kyiv
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OTpuMaBLLM OCBITY CKyNbNTOpa B PecnybikaHCbKiA KUIBCbKil
XYOOXHIN WKoNi, KagmpoBa MUCANTL TPUBMMIPHO Marxe y BCiX
CBOIX NpoeKTax. Mox)Ha ckasaTtu, Lo CKyNbNTypa € OCHOBHUM
medium poboTu XyAoXHULi. HaBiTb Ti NpoeKTu, [Ki, Ha NepLIni
nornag, He BUXOASATb 33 MeXi ABOBUMIPHOI MIOLWMHK, Npr
HanbMXKYOMY PO3rNaAaHHI BCe X AOAEPXKYIOTbCS MEBHOI
CKyNbNTYPHOI Norikn. Tak, NpuMipoM, B npoekTax «Data Extrac-
tion» i kHaToBMN» ABOBUMIpPHI 306pakeHHS 6aNaHCYOTb HA MeXi
XXMBOMUCY i 3HANAEHOro 06'eKTY, IHCTaNbOBAHOO B MPOCTOPI
TaKMM YMHOM, LLO6 BUSIBUTWN O6'EM | apXiTeKTYpHI 0CO6/IMBOCTI
Camoro NpocTopy, & TAKOX 3MYCUTU MSAAYA 3aAyMaTUCS HAA,
®i3MYHMMKM NapameTpamMm BNACHOrO Tina.

He3Baxatoum Ha Te, WO Tpy pob0oTH, 3ibpaHi B po3aini «Ha CTiHi»,
6inbLU 33 BCe BUOMBAIOTBLCSA 3i CKYNbNTYPHOIO paAyY, BOHU BCe X
BOJIOAIIOTb He3anepeyHnMu CKybNTYPHUMU PUCAMUA.

«FpadiTin NiLPUBAE NOTiKY OPUTIHANBHOIO XAHPY, Ha KNI

BKa3ye Ha3Ba poboTu. B LboMy KaxiHOMyY 06'ekTi Kagmposoi
Hema Hivoro edemMepHOro i HeOBroBIYHOrO, IK B cCaMmx rpaditi —
Hanuncax Ha CTiHi, 3pobneHunx Bif pyKkun. Kaxns Haga€e HemoBopoTKOl
MOHYMeHTanbHOCTi GOPMi, aHYKOE MUTTEBICTb po34epky. MeBHY
KanirpadivHicTb BCe LLe MOXHa NpornsiHyTh B GopMi 06'ekTa,

ane martepian HiBe/t0€ 30BHILLHIO CKOPOMMHYLLY CXOXICTb.
HawapyBaHHS TPbOX KONbOPIB «IpadiTin He NepexoaaTh 3 04HOMO
BIATIHKY B iHLINM, IO XapaKTepHO A4/151 ABOBUMIPHOMO MasltoHKa, a
HaLLAPOBYHOTLCS CXiA4YACTUMM PSAAMM i BIAKMAAKOTL TiHb, TAKUM
YMHOM TpaHCHOPMYHOUM Liko POBOTY B CKYNLATYPHMUIA OB'EKT.
MapafoKcanbHO XaHp BYIMYHOrO MUCTELTBA, XapaKTepHUI A5
Cy6BEePCUBHUX XYLOXKHIX MPAKTUK, MOYMHAE HAaraayBaTy MO3aiuHi
CNOraHu pasiHCLKOro nepioAy, Weapo 3akapboBaHi B nybniyHOMyY
NpPOCTOPi KOMMLWHBLOTO PafAsHCLKOro Coto3y.

«OpbiTa» NpofoBXYyE GOpManbHe HACNIAYBAHHA TPAAULIN
PaASHCLKOI MO3aikKKM, MepeTBOPKOKYN YTOMIYHI CHOXXETU pafiCHOro
PaAsHCbKOro YCTPOIO B @aHTU-YTOMit0 CbOrofeHHs. Po3mipu i Bara
BMXOASATb 32 PAMKM TUMOBOI CTAHKOBOI KAPTUHW: TPUBUMIpHE
KaxeflbHe MOIOTHO BUMNAAAE SK LWIMATOK CTiHW, TOBTO SIK YacTMHA
NeBHOrO apXiTeKTYPHOro aHCaMb1to, TOpLO BYANHKY Y GPOHTOHY
MarasuHy, ki B paasiHCbKi Yacy 4acTo NPUKPALLANNCS MO3aiKoH0.
Kpim Toro 306paxkeHHs Ha «OpbiTin penbedHe, noro getani
BiIKMAAIOTb TiHb, 6aNAHCYOUN TAKMM YNHOM MiXK CKY/IbNTYPOIO i
[BOBMMIiPHOIO KapTMHOI0. He3Baxkatoum Ha GopmManbHy NoAibHICTb
i3 pagsHcbKo TpaguLieto, «OpbiTar KaampoBoi paaLue nigpuBae
i[leoNoriyHo NpPaBUALHUIN NOCUA MO3aiK PAASIHCLKOrO Nepioay.
CaMOTHs baraTtonosepxiska «Op6iTU» BaXKKO rpy3HE B XXOBTIM
KaxeNbHin Maci. CUHbO-XXOBTUIM POH 34UTYETLCS IK aTpMbyTMKa
HaLioOHa/IbHOrO YKPAIHCLKOro Mpanopy, Ae XXOBTE BXE He

nocTae CMMBOJ/IOM MLWEHWYHOO NoAs i arpapHoro 6aratcTea
KpaiHW, a pagLle BUrNaAa€ NiCOYHUMM AOHAMM, LLO NOBINbHO
3aCMOKTYHOTb 3aNULLKK PAASHCLKOro ypbaHismy. CioxkeT «OpbiTun
6yB HaBISIHMI NOI3AKAMW XYAOXHUL KPAIHO, A€ B O4HOMY 3
NiBAEHHO-YKPATHCbKMX MICT (BTIM TUMOBOMY 4151 KPATHM SIK TaKOI)
iCHYE CNanbHWI parioH 3 aHaNOri4YHO Ha3BOoo. MicueBikuTeni
6e3 KiHLS ipPOHI3yOTb Haj MPO30PMBOIO HA3BOK PAASHCLKIMX
MiCTOBYAIBHMKIB. PAMOH pO3TallOBaHWI AaNeKO Bif, LEHTPY i

He Ma€ ePeKTMBHOro TPAHCMOPTHOMO CMOAYYEHHS 3 iHLIMMK
YacTUHamMU MicTa. Moi3aKa B Ler panoH NepeTBOPHETLCS Ha
NOAOPOX Y KOCMOC. | TOMY MOro MeLKaHLi piako BUbMpaTbes
Ha30BHi, B 6e3BMXx0i 06epTarymMch NO CBOIM BNACHIM IOKANbHIN
opbiTi. PaasiHCbKI yTOMiYHI CNOAIBAHHS Ha 3abe3neYeHHs BCix
POBITHMKIB KPATHW XXM TSIOM BUSIBASIOTLCS aHTUYTONIYHUMU
yPOaHICTUYHNUMU KOHFIOMEpaLiIMU, Bipi3aHUMK Bif,
30BHILUHbLOrO CBITY.

«ronen, KaxnsHa poboTa-xapT, 3aMUKAE HACTIHHWUI pag. COKOBUTI
KONbOPY MO3aTKM BiACMNAKOTb A0 BCE TUX XKe PafiCHUX PAASHCbKMX
obpasiB yaapHoi npaui. OfgHaK KaxasHUM TPAKTop i3 KOICh
He3po3yMinoi NpMYNHK 30ptoe GyTHONbHE None. HesammncnysaTumm
CIOXET MEepeTBOPHETLCS B a6CYypAHWNI XKecT. MOXINBO, 33 HUM
XOBAETLCSA AKMNCb AHEKAOTUYHUIN BUNALOK — KAPTUHKA CTaE
no4YaTKOM MEeBHOT iCTOPIT, AIKY MOXe A0PO3MOBIAaATY CaM rNsaAaY.
Ane B LboMy 06pasi MOXXHA NPOYUTATY i aBCYpPAHICTb paAsiHCLKOT
ifel B LifIoMy, Sika 4acTo 3BOAWIACS [0 30BCiM HeePeKTUMBHOI

i TadOCHOT rOHNTBM 3a KiTbKICHUMM NOKA3HWUKAMMW B KPaiHi,

[e NtofcbKa npaus byna Hambinblu felweBnM i Nerko 3aMiHHUM
pecypcom.

-
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On the Wall

Educated as a sculptor in the Ukrainian Republic’s Art High
School in Kyiv, Kadyrova thinks three-dimensionally in practi-
cally all of her projects. One could say that sculpture is the
principal medium in the artist’s oeuvre. Even those projects
that at first glance do not exceed the two-dimensional plane,
upon closer examination all follow a particular sculptural
logic. So, for example, in the projects Asphalt and Crowd, two-
dimensional images balance on the edge of painting and found
object, installed in the space in such a way as to reveal the
volume and architectural features of the space itself and also
to make the viewer think about the physical parameters of his/
her own body.

Despite the fact that the three works gathered in the section
“On the Wall” make the biggest break from the ranks of sculp-
ture, they still possess indisputable sculptural qualities. Graffiti
undermines the logic of the original genre indicated in its title.
Unlike actual graffiti - writing on the wall done by hand, Kady-
rova'’s tile object has nothing ephemeral and short-lived about
it. The tile bestows the form with an unwieldy monumentality,
obliterating the immediacy of the stroke. A certain feeling of
calligraphy is still visible in the form of the object, but the ma-
terial subverts the external fleeting similarity. The three colors
layered in Graffiti do not shift from one shade into another, as
characteristic in two-dimensional pictures, but accumulate in
staggered strata that cast shadows, thus transforming this
work into a sculptural object. Paradoxically, here the genre of
street art, characteristic of subversive artistic practices, begins
to recall the mosaic slogans of the Soviet period that are pro-
fusely branded in the public space of the former Soviet Union.

Orbita [Orbit] continues the formal inheritance of the Soviet
mosaic tradition, although transforming the utopian subjects
of the joyful Soviet order into the anti-utopia of the present
day. The dimensions and weight of Orbita exceed those of the
typical canvas: the three-meter tile picture rather resembles a
piece of wall or part of an architectural ensemble, the side of a
building or storefront, which in Soviet times was often deco-
rated by a mosaic. More so, Orbita’s image is in relief, its details
cast shadows, thus balancing between a sculpture and two-
dimensional picture. Despite its formal similarity with the
Soviet tradition, Kadyrova’s Orbita subverts the ideologically
correct message of Soviet-period mosaics. Orbita's lonely
high-rise sinks heavily into a mass of yellow tile. The blue-
yellow background reads like the attributes of the Ukrainian

OpbiTa Orbita rpaddiTi

2009 2009 2009

KaxasHa nauTka, LeMeHT, Ceramic tile, cement, KaxnsHa nauTka, UeMeHT,
rincokapToH drywall rincoKapToH, MOHTaXHa niHa
300x120x 8 300 %120 % 8 255 X124 % 22

®oro: Ceprid Inbik Photo: Sergey lllin BnacHicTb aBTopa

flag; however, here yellow no longer symbolizes a wheat field
and the country’s agricultural richness, but rather looks like a
sand dune slowly engulfing the remnants of Soviet urbanism.
Orbita's subject was inspired by the artist’s travels around the
country, where in one city in southern Ukraine (yet typical

for the country as a whole) there is an eponymous residential
district. The local residents constantly ironize on the visionary
name given by Soviet city-planners. The district is far from the
city center and lacks efficient transport connections to other
parts of the city. A trip to this district becomes a journey into
outer space. And its residents, accordingly, seldom venture out-
side, hopelessly revolving in their own local orbit. The Soviet
utopian aspirations of securing all the country’s workers with
housing have turned into anti-utopian urban conglomerations
cut off from the outside world.

The humorous work On the Field concludes the wall series. All
the saturated colors of the mosaic refer to the joyful Soviet im-
ages of shock labor. But the tile tractor for some incomprehen-
sible reason is plowing a football field. This simple subject turns
into an absurd gesture. Perhaps it stems from some comic
incident - the picture becomes the beginning of a story that
the viewer could finish telling. But one could also read in this
image the absurdity of the general Soviet idea of work, which
was often reduced to the completely ineffective and ostenta-
tious pursuit of quantitative targets in a country where human
labor was the cheapest and most easily replaceable resource.

Grafitti

2009

Ceramic tile, cement, drywall, >
polyurethane foam

255 X124 % 22

Property of the artist 215









Mone

2006

KaxnsiHa nauTka, LemenT, I'iI'ICOKaDTOH
104 X 90

Konekuis Bonognmmpa Os4yapeHka
DoTO: AHAPIN Ary6cbkuit, Onekcin flepep

Field

2006

Ceramic tile, cement, drywall

104 x 90

Collection of Vladimir Ovcharenko
Photo: Andrew Yagubsky, Alexei Lerer
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Koncepsu
2012

OcTpiB biptouunit, 3anopisbka 06nacTb, YkpaiHa

MpunbyBLIM Ha MicLLe po3TaLlyBaHHS XYA0XHbLOI pe3naeHLil,

L0 NpoBoAniacs Ha Typbasi «30n10Tui 6eper» B A30BCbKOMY
Mopi, KaanpoBa BMABWAA KiJibKa BEIMKMX 06'EKTIB, PO3KMAAHNX
Ha nobepexoki. OB'eKTM HaraayBany XecTaHi baHku ons
PUBHMX KOHCepBIB i HACMpaBAi BUABMANCS dparMeHTamm
TpaHCMOpPTYBa/IbHOI KAMNCyu Bif, BiNCbKOBOI pakeTn SS20.
MepBicHWM Bi3yanbHWIM 06pa3 KOHCepBHOI 6aHKM A06pe nacye
[0 i€l 3ropTaHHA | KocepBaLii MiNiTapUCTCbKMX NOTYXXHOCTEN
KONMLLIHBLOro PaasHCbKoro Coto3y. binbLie Toro, HasBa caMoi
pesnaeHLii «4ac, 4eTBepTUI BUMip», OCy4aCHeHa TepuTopis
KOMMLLIHBOI paASHCLKOT 6a3un BiAMOYMHKY, Ha AKi NOBCIOAM
NPUCYTHI 03HAKN PAASHCLKOrO MUHYOTO, | HANEXHICTb
TPaHCMNOPTYBaNbHMUX Kancya PaAsiHCbKIA eNocCi HALLITOBXHYN
XYOOXKHUMLLIO Ha MoAanblue AOCAIAKEHHS NANHY | KOHCepBaLil Yacy
CaMOro OCTPOBY i yKpaiHCbKOro CyCMiNbCTBA B LiIOMY.

Y MicLieBOMY MPOAYKTOBOMY MarasnmH4mnky 6yam KynneHi asi
H6aHOYKUN HAMBINbLL NOMYNSPHUX KOHCEPBIB — «KiNbKW» | «CApAV-
HW», — €CKi3 eTUKETOK SKMX MPAKTUYHO He 3MiHIOBABCS 3
paasHCbKKx Yacis. LLi ABi 6aHKK nocnyrysaam npoToTMnamMmm
XYAOXHIX 06'€KTIB: ABA PparMeHTV TPAHCMOPTYBaIbHOI Kancyam
po3MasntoBany akpuaoMm nig KoHcepBHi 6aHKKW. MapanensbHo
NpOBEeNN COLLOMUTYBAHHS-FON0CYBAHHS YHaCHNKIB pe3naeHLil,
AKUM ByN10 3aNpONOHOBAHO BMBpaTH Kpalle/yntobneHe 3 4BOX
BULLE3ralaHNX BapiaHTIB KOHCEPBIB. BUrpanu capanHu. IMeHa
TWX, XTO NPOroa0cyBas, 3akapboBaHi Ha TOpLL camux «KoHcepBiB»
niz 3aronoBkom «Cknamy.

Preserves
2012

Biryuchi Island, Zaporiz'ka oblast, Ukraine

Arriving at the site of an artist residency at the tourist camp
"Golden Shore" in the Azov Sea, Kadyrova discovered several
large objects scattered on the shore. The objects resembled tin
cans for conserved fish and actually turned out to be frag-
ments of capsules used to transport the SS20 military rocket.
The original visual image of cans of preserves fit well with the
idea of the curtailment and conservation of the military might
of the former Soviet Union. In addition, the name of the resi-
dency “Time, the Fourth Dimension,” the modernized territory
of the former Soviet recreation facility with its ubiquitous signs
of the past, and the Soviet-era transport capsules prompted
the artist to further exploration of the passage and conserva-
tion of the time of the island itself and Ukrainian society as a
whole.

Two cans of the most popular preserves, “sprats” and “sar-
dines,” whose label designs were practically unchanged from
Soviet times, were purchased at the local grocery store. These
two cans served as the prototypes for the artistic objects: two
fragments of the transport capsule were painted with acrylic
to resemble cans of preserves. Meanwhile a survey-vote was
conducted amongst the other residency participants, who
were asked to choose which of the two kinds of preserves they
preferred. Sardines won. The names of those who voted for
each kind were inscribed on the labels of the Preserves, listed as
“Ingredients.”

|

KoHcepBu

2012

CninbHo 3 leHncom PybaHom
DparmMeHTU TpaHCMNOPTYBaNbHOI
Kancynu paketn CC20, akpin
330 %330 %243

CTBOPEHO B pamMKax MiXXHapOAHOrO cuMno3iyma
Cy4aCcHOro MUCTeUTBa "Bipio4uii 012"

Preserves

2012

Collaboration with Denis Ruban
Fragments of CC20 rocket transport
capsules, acrylic

330 X330 X243

Created during the international contemporary art
symposium "Biryuchio2” 222
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Epaau

Y CBOEMY NparHeHHi OLWISXeTHUTU OBKOMMLLHIN CBIT CyvacHa
NIOANHA BUragye Beinye3Hy KiNbKicTb 3aMiHHMKIB HAaTypanbHUX
MaTepianis i NPOAYKTIB, OCHOBHE 3aBAAHHS AKX — MAKCUMaNnbHO
HaraZyBaTu iMiTOBaHi 06'ekTK, Byay4m Npu LbOMY LITYYHO
CTBOPEHWUMMN. MoAibHI NPaKTUKKN AOBrI Yac NOSICHIOBANNCS
niKkayBaHHSAM NPO NPUPOAY i NparHeHHsAM 36eperTu il enemeHTn
LiTICHUMM, CMOXMBAKOYM MPU LLbOMY He npupoay, a i1 ep3ad,.

Y CbOrOAHILLHIN CUTYaLIT eKONoriYHOT HecTabiNbHOCTI CTano
3pO3yMifIM, LLO BUPOBHMLTBO LITYYHWX NPOAYKTIB, iIKe HEMYHYy4e
3aCHOBaHe Ha XiMiYHMX Nepepobkax, a TAKOX Ha MOTY>XKHOMY
CNOXMBAHHI HA(TK, YaCTO NPU3BOANTbL A0 MPSIMO MPOTUIEXHOTO
pe3ynLTaTy: MU He 36epiraemo npupoay, a AnLie 3abpyaHIEMO 1.
CyYacHM eko-pyx NONyAspU3ye NPakTUKKN CTIMKOrO NOMOBHEHHS
NPUPOLHMX PeCcypCiB i BYNTb NtOLEN YCBIAOMNIOBATM cebe
CMMBIOTUHHOIO HACTUHOIO F106aNbHOI eKO-CUCTEMMU.

Kaxns skHamKpalle nigxoamTb AN PO3AYMIB NPO Halle CTaB/eHHS
[0 npupoaun. Lien o6nnuboByBanbHUM MaTepian, NoKANKAHWUIA
npukpallat i obnaroponxysaTtu nybaidHi i npuBaTHI NpocTopw,
4acTo iMITYE iHWi MaTepianu, 6araTto 3 AKMX 3aHaATO PiAKICHI,
[OpOri YX NPOCTO HEeNPUAATHI ANs AM3aNHY iHTep'epiB. Ane

TOYHO MOBTOPIOIOYM | 3a6apBeHHS, | TeKCTYPY, Taki imiTawii Bce
PiBHO YaCTO BUMSAAAI0Th AeLUeBUMU penikamMmu. B KilbKox CBOTX
poboTax KagmpoBa BUOKPEMIOE MOAIOHI CUMYNSAKPU | CUNOKD
XYAOXKHbLOT TPaHCPOpMaLLii noBepTaE ix B cdepy «TenepiiHbOron:
pobuTb «LlernHy» 3 KaxenbHOI MJNTKM, pO3ManboBaHOI Mif,
LernnHy, «poBa» — 3 MaTepiany, Wo Harafaye Aepes’sHy NOBEPXHIO,
«/lig» — 3 6inol Kaxni, HANOBHEHOI MiHOMNACTOM, L0 HaAa€

MOMy NNaBHOCTI 260 «Knymby», HEBENNKY MiCbKY CKYALATYPY Y
LLlapropogi, BiHHMLbKoT 061acTi YKpaiHW, BUPi3atoUm KBITH 3 Kaxni
3 GIOPUCTUYHMM Bi3EPYHKOM | BCTRHOB/IOKOYM IX B 6ETOHHY Basy,
LL,O KONINCb C/TyTyBana KBITKOBOK KIyMBOH0.

I3 MOMITHOIO 4aCTO4YKO IPOHIYHOI KPUTUKM Lii pPO6OTH 3MYLLYIOTb
HacC 3a4yMaTmncs Hag HeobxigHICTIO CTBOPHOBATM NOAIGHI
CUMYNSKPU TaM, A€ MOXHA 3BEPHYTUCS A0 HaTypasbHNX
martepianis. [1poTe OHTONOTIHHNI CTATYC LMX POBIT SK XYAOXKHIX
06'exTiB 6aratopasoBo YCKIAAHIOE HA MepLUMI MO NPOCTY
HiHapHY ONO3MLI0 NPUPOAHOTO i LUTYYHOrO, Aie nepLue

4aCTO CMPUNMAETLCS MO3UTUBHO, @ APYre — HeraTuBHO. TyT
HaTypasbHe, TO6TO Te, WO He NoTpannse B chepy BNANBY IOANHMN,
NPOTUCTABASETLCS KYLTYPHOMY, TO6TO MaHiMybOBaHOMY
OACLKMM PO3YMOM i BOAEIO. «MCKYCCTBO» («MUCTELITBOY)

Ta KMCKYCCTBEHHbLINY (CLLITYYHUI®, KHEMPUPOAHNIN) — C10BA
OLHOKOPIHHI B pOCIMCbKiN MOBI, SIKi BKa3ytoTb Ha Te, LLLO NOAIOHiI
MaHinynsuii Hag NpUpoaoto, iIHTeNeKTyaNbHi BNpaBu NOACbKOT
TBOPYOCTi CTBOPIOKOTh M/1AH KyALTYPW, LLO BiAPI3HSIE HAC B,
TBAPUHHOTO piBHS. TOPKAOYUCb MUTAHHS MPUPOAHOTO i LUTYYHOTO
(«MCKYCCTBEHHOrO®) 3 LIbOro 60Ky, 6e3ornsgHe nparHeHHs

[LeSIKMX eKO-NPAKTUK NOBEPHYTUCSA A0 HaTypasbHUX BUTOKIB,
He3annsIMOBaHWX LMBiNi3aLi€to, HAabyBae 3arpo3NMBMX KOHOTALLIN,
OCKiNIbKM HEMOXX/TMBO MOBHICTIO «O4UCTUTUCSN BifL TOACHKMX
[LLOCATHEHb, He OMyCTUBLUNCH NPY LLbOMY 0 PiBHS TBAPUHMN — TaK
AK CAMe MUCTELTBO, TOBTO «MCKYCCTBEHHOEN («LITY4YHE»), pOBUTL
Hac NoAbMN.

Ersatz

In an effort to improve the surrounding world, contemporary
people make countless substitutes for natural materials and
products; though artificially produced, these substitutes aim
to maximally resemble the imitated objects. For a long time
these practices were justified by a concern for nature and the
endeavor to preserve the integrity of its elements by con-
suming not nature but its imitation. In today’s situation of
ecological instability it has become clear that the production
of artificial products, inevitably through chemical processing
and high consumption of oil, often leads to the direct opposite:
rather than preserving nature, we pollute it. Contemporary
eco-movements are popularizing practices of sustainable
replenishment of natural resources and teaching people to be-
come conscious of themselves as a symbiotic part of the global
ecosystem.

Tile is a perfect example for discussing our attitude toward
nature. This surface material, which is designed for decorating
and dignifying public and private spaces, often imitates other
materials, many of which are rather rare, expensive or simply
unsuited for interior design. Even when exactly duplicating
the coloration and texture, these imitations still often look like
cheap replicas. In several of her works Kadyrova isolates these
simulacra and through the power of artistic transformation
returns them to the realm of the “real.” She makes a Brick out
of brick-colored tile, Wood from material resembling a wooden
surface, and Ice out of white tile filled with Styrofoam to make
it float. Flower Bed, a modest public sculpture in Sharhorod,
Vinnytsia oblast, Ukraine, was made by cutting flowers out of
flower-patterned tile and arranging them in a concrete flower-
pot once used for live flowers.

With a noticeable glimmer of ironic critique, these works make
us reconsider the necessity of creating such simulacra when it
is possible to turn to natural materials. However, the ontologi-
cal status of these works as art objects greatly complicates the
simple (at first glance) binary opposition of natural and artifi-
cial, where the former is often seen as positive and the latter -
negative. Here the natural - i.e., what falls outside the sphere
of human influence - is opposed to the cultural —i.e., manipu-
lated by the human mind and will. The words art and artificial
share the same root, indicating that these manipulations of
nature and intellectual exercises of human creativity produce
the cultural plane, which distinguishes us from animals. Ap-
proaching the question of natural and artificial from this point
of view, the reckless desire of certain eco-practitioners

to return to our natural origins, untainted by civilization,
acquires threatening connotations, as it is impossible to
completely “cleanse ourselves” from human achievements
without descending to the level of animals, for it is precisely
art - that is, the artificial - that makes us people.
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ApoBa

2009

KepamiyHa nanTka, LemeHT,
MOHTaHa niHa

Po3Mip BapitoeTbCs

MpuBaTtHa konekuis, Kuis, YkpaiHa

Wood

2009
Ceramic tile, cement, polyure-
thane foam

Dimensions variable

Private collection, Kyiv, Ukraine

Llerna

2007

KepamiyHa nauTtka, uemeHT
27%x13% 8,5

Konexuisi Bonogmmupa OB4apeHka
OTO: AHgpilA Ary6CbKMiA, Onexciii epep

.
Brick

2007

Ceramic tile, cement

27x13%8,5

Collection of Vladimir Ovcharenko
Photo: Andrew Yagubsky, Alexei Lerer

230




[10 0OCTaHHLOrO pO34iNy KHUMM BKAOYEHI YCneHHI dnomacTepHi
3aMaNiboBKM, AKi Kagmposa pobuTb BMpoA0BX 6araTbox poKiB.
«dnomMopeaniam» Ck1afHO HA3BaTW XYAOXHIM NpoekToM abo
cepi€to, Tak K NofibHa TepMiHONOrisa nepeabayaE neBHe
TemaTuyHe NOCUMAAHHS | NPOAYMAaHy CTPaTerito MOro BUKOHAHHS.
dnomacTepHi 3amManbOBKK € pajille Cnocob0M XyA0XKHbOro
MWUCNEeHHS, pO60YNM METOA0M TPAHC/IOBAHHS TPUBUMIPHOTO
[LOBKO/IMLWHBLOTO CBITY B MOr0 IBOBUMIipHY penpe3eHTaLito Ha
apKyLwi nanepy.

KagmpoBa mantoe 6esnepectaHky i BCLOAN — HEBEUKMIA BNOKHOT
i napa dnomacTepis 3aBxan Hanorotosi. CKOPOMUHYLLi dopmu,
LIBUAKOMJIMHHI BPAXKEHHS, NepebidkHi AYMKM 0CiAatoTb Ha

nanepi 4acTo /iLe XyA0XKHULI 3pO3yMinnuMmM 3Hakamu. Lis
TpaHcdopMaLlis € Marieto, MEHTaNbLHOK anxiMmi€eto, B K
HEOXOMHWM CBIT 3 YCi€0 MOro NOTEHLiaNbHICTIO GOPM, Bi3epyHKIB,
3anaxis i 3ByKiB pefyKyeTbCs A0 3HAKY Ha 6iloMy apKyLUi.
KaanpoBa cteHorpadye CBivi BNACHWI BisyanbHUN BOKabynsp,
36mnpae baHk 06pasis, i3 SKMX NOTIM CTBOPHOE NMPOAYMAHI BidyasnbHi
TeKCTW. HeBMNAAKOBO KOXEH i3 MPOEKTIB i€l KHUMM MNOYNHAETLCS
came 3 Takux 3aManboBOK, aAXe eBOJIIOLiI0 BCiX pOBIT MOXHA
NpOCNiAKYBaTK 10 MOYATKOBOI TOYKM IXHbOTO HAPOAKEHHS —
HeBEeIMKOro eckisy B O4HOMY 3 YNCTEHHUX B/IOKHOTIB XYAO0XHMLL.

HasunBatoum CBoi 3amManboBKK «dioMopeaniamom», Kaanposa
OfHaK He anestoe J0 peaniaMmy K XyA0XKHbOro METOAY B MOro
KNACUYHOMY PO3YMiHHi, LLLO 3aCHOBAHMI HA BM3HAYEHWNX 3aKOHaX
NiHINHOT MepCneKkTUBM i KOIbOPOBMX iNtO3isIX MPaBAOMNOAIBHOCTI.

3aManboBKM HaCTO 306paXxkytoTh peanii XMUTTS, ki NOCTYNOBO
NAYTb Y HEBYTTS: MiCbKi Kade, L0 BXe KaHynu B J1eTy, CiNbCbKi
nersaxi, BUXOMeHi 3 BikHa Mig‘izay, ki HABPSA Y1 MOXHA
BiALUYKaTW 3HOBY, MOPTPETU APY3iB, HACTMHA 3 AIKWX BXXE HE 3 HAMMU.
«Pnomopeaniam» K BiABUTOK 3HUKOMOTO XUTTEBOTO MOMEHTY

€ apXiBOM HeiCHYH40T peanbHOCTi 3 11 BUC/IM3YLLOK KPacoto —

BOHA BXe He A0CTyMHa y CBOIW MOBHOTI, a/e 1 NpO Hei e MOXHa
3ragatu, AMBASYUCh HA KaNema0CKOMiYHI CKaNKM AiINCHOCTI,
BUXOMEHI XyAO0XHULEL.

Flomorealism*

The last section of the book contains numerous marker sketch-
es that Kadyrova has been doing for many years. It's hard to
call Flomorealism an artistic project or series, as such termi-
nology implies a certain thematic message and preconceived
implementation strategy. Rather, the marker sketches show

a process of artistic thinking, a working method of translating
the surrounding three-dimensional world into its two-dimen-
sional representation on a sheet of paper.

Kadyrova draws constantly and everywhere - she always has
a small sketchbook and a couple of markers on hand. Transient
forms, fleeting impressions, transitory thoughts settle on the
paper in signs often understood only by the artist. This trans-
formation of information is magic, mental alchemy, where the
boundless world with all its potentiality of forms, patterns,
smells and sounds is reduced to signs on a white page. Kady-
rova practices stenography, using her own personal visual
vocabulary, collecting a bank of images from which she later
creates studied visual texts. Each of the projects in this book
begins with these sketches, since the evolution of all the works
can be traced back to the starting point of their conception - a
small sketch in one of the artist’s innumerable notebooks.

Yet by calling her drawings “flomorealism,” Kadyrova is not
drawing on realism as an artistic method in its classical under-
standing, based on certain rules of linear perspective and veri-
similitude through color illusions. The sketches often depict the
realities of life, gradually disappearing into nonexistence: local
cafes already passed into oblivion; village landscapes caught
from a train window, unlikely to be found again; portraits of
friends, some of whom are no longer with us. Flomorealism -

as the imprint of life’s passing moments - is an archive of
already nonexistent reality with its elusive beauty; it is no
longer available in its entirety, but it can still be remembered by
looking at the kaleidoscopic fragments of actuality captured by
the artist.

*Flomo- is from the Russian/Ukrainian word flomaster — marker.
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C.V.

Hapopunacs 1981 poky B bposapax, YkpaiHa. )Xnse Ta npautoe y
Kwesi, YkpaiHa.

3akiH4nna epxxaBHy XyA0XHIO cepeHto wkony im. T. . LLieB4eHKa
y KveBi (BiogineHHs CkynbnTypu).

Mpemis Kazemipa Manesuya (2012)

Mpemis Cepria KypboxiHa (public art) (2012)

I'paH npi decTnBanto cydacHoi ckynbnTypu Kiev Sculpture Project
(2012)

CneuianbHa npemisa PinchukArtCentre (2011)

2013 "Data extraction" ranepes Continua/San Gimignano (ITanis)

2012 "Hatosn" PinchukArtCentre, Kuis (YkpaiHa)
"Acdanst' LCM 3aMok Ya340BCbkuin, Bapliasa (MonbLia)

2011 "City Project” Black Square Gallery, Masimi (CLLA)
"HessHi dopmun" Mana ranepes Mucteubkoro ApceHany, Kuis
(YkpaiHa)

Y Knei Ha Men3axkHin anel BCTaHOB/eHa CKybnTypa "®opma
csitna"

2010 "nyTisHKK", ranepes Nlaspa, Kutis (YkpaiHa)
BCTaHOBJIEHA CKyNbNTYpa"A6ayko", Byn. SleHiHa, Mepm, Pocis

2009 BcTarHoBsneHo "MaM'ATHUK HOBOMY Nam'sTHUKY", LLIapropog,
(Ykpaina)

"Po3paxyHok", ranepes "PigxnHa", Mocksa (Pocis)
"3anoBHeHHs", Bereznitsky Gallery, Kuis (YkpaiHa)

2008 B pamkax npoekTy "MicTo - TepuTOpisA MUCTELTBA",
BCTaHOB/eHiI "/laBkn-rpadikm”, Knuis (Ykpaina)

2007 "Prace", ranepes Nod, Mpara (Yexis) (cninbHo 3 Anicoto
HikiTiHOBOO)

"PoboTa", Mana ranepes Mucteubkoro apceHany, Kuis (YkpaiHa)
(cninbHO 3 Anicoto HikiTiHOBOO)

2006 "Opar>xeBoe neTo '06" ranepes "PimkuHa", Mocksa (Pocis)
"MiaMmaHTN" LLeHTp cyqacHoro mmucteutea npu HaYKMA, Kuis
(YkpaiHa) (cninbHo 3 AHApiem CaranaakoBCbKUM)

2003 OPAHXXEBOE JIETO 11" (cninbHO 3 Sleceto XoMeHKo), ranepes
"PigpxmHa", Mockaa (Pocis)

Tpynosi BUCmaBKu [BuGpani)

2013 "MoHyMEeHT MOHYMEHTY", YKPaTHCbKMWIA NaBiNbMOH 55-01
BeHeuwjincbkoi bieHHane, BeHeuis (ITanis)

"Conpomar", ArtPlay, Mockga (Pocis)

"In the Heart of the Country" My3el cy4acHOro MUCTeLUTBa,
Bapuwaga (MosnbLa)

"YKkpaiHCbKi HOBUHM" LUICM 3aMoK YS1340BCbKM, BapLluaBa
(Monbwa)

"CuctemMa KoopamHaTt" EpMiNoB LeHTp, XapkiB (YkpaiHa)

2012 "NpakTuka" ranepes Naspa, Knis (YkpaiHa)
"Spheress" ranepes Continua/Le Moulin (PpaHuis)

C.V.

Lhanna Kadyrova

Born in 1981in Brovary, Ukraine

Lives and works in Kyiv, Ukraine

Education T. Shevchenko National Art High School (sculpture
department), Kyiv, Ukraine

represented by GALLERIA CONTINUA, San Gimignano / Beijing
/ Le Moulin

Awards

Kazimir Malevich Artist Award (2012)

Sergey Kuryokhin Modern Art Award (Public Art) (2012)
Grand Prix - Kyiv Sculpture Project (2012)
PinchukArtCentre Special Prize (2011)

Solo Exhibitions

2013 "Crowd", Moscow Biennale, Moscow, Russia
"Data Extraction” Galleria Continua/San Gimignano, Italy

2012 "Crowd", PinchukArtCenter, Kyiv, Ukraine
"Asphalt”, Centre for Contemporary Art Ujazdowski Castle,
Warsaw, Poland

2011 "City Project”, Black Square Gallery, Miami, USA
"Invisible Forms", Mala Galereya of Mystetskyi Arsenal, Kyiv,
Ukraine

Form of Light, public art, Kyiv, Ukraine

2010 "The Guide", Lavra Gallery, Kyiv, Ukraine
Apple, public art, Lenin St., Perm, Russia

2009 Monument to a New Monument, public art, Sharhorod,
Ukraine

"Calculation”, Regina Gallery, Moscow, Russia
"Calculation"”, Pop-up project, Kyiv, Ukraine

"Filling", Bereznitsky Gallery, Kyiv, Ukraine

2008 Bench-Graphs, public art, under the auspices of “City -
Territory of Art” project, Kyiv, Ukraine

2007 "prace [Work]" (together with Alice Nikitinova), Nod Gal-
lery, Prague, Czech Republic and Mala Galereya of Mystetskyi
Arsenal, Kyiv, Ukraine

2006 “ORANGE SUMMER ‘06", Regina Gallery, Moscow, Russia
"Diamonds" (together with Andriy Sagaidakovsky), Center for
Contemporary Art, National University of “Kyiv-Mohyla Acad-
emy,” Kyiv, Ukraine

2005 “ORANGE SUMMER II” (together with Lesia Khomenko),
Regina Gallery, Moscow, Russia

Group Exhibitions [selected)

2013 (upcoming):

"Nouvelles Vagues". Palais de Tokyo. Paris, France
“Monument to the Monument”, Ukrainian Pavilion,

55th Venice Biennale, Venice, Italy

"Sopromat [strength of materials]", ArtPlay, Moscow, Russia
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"Biptounino12" biproumn ocTpis (YkpaiHa)

Kyiv Sculpture Project, LleHTpanbHWiA 60TaHIYHWUIA cag iMm.
H.H.Ipuwko (YkpaiHa)

"Cknag cyyacHoro mucTeuTa” ABip ranepeiJlaBpa, Kuis (YkpaiHa)
“MopginHa rpa”, cneuianbHmii npoekT ARSENALE 2012,
MwucTeubknit apceHan, Knis (YkpaiHa)

"KpwmBi a3epkana" ranepes J1aBpa, Kuis (YkpaiHa)

"Mid: YkpaiHCcbke 6apokKo" HauioHanbHUI XyA0XKHIN My3ei
YkpaiHu, Kuis (YkpaiHa)

«MeHgep B 1301411 npaBo Ha CAMOKOHCTPYIOBAHHSA B YMOBaXx
natpiapxaty» I3014LIA. NMnatdopma KynsTYpHUX iHiLiaTKB,
[JoHeubK (YkpaiHa)

[IHi KBApTUPHUX BUCTABOK «HynboBMI BroKeT 2012», XapkiB
(YxpaiHa)

"Angry birds" My3en cy4acHoro muctenTsa, Bapwasa (MonbLya)
“KiHoumm uex” LleHTp BidyanbHOI KynbTypu, KuiB (YkpaiHa)

2011 “Bucraska 20-T HomiHaHTiB Mpemii PinchukArtCentre 201"
PinchukArtCentre, Kuis (YkpaiHa)

"Bkn/Bbikn" ApT-Xayc, MockBsa (Pocis)

"ApT-TpeHiHr: ypbaHicTuyHi irpun" Bynuui Bpounasa (MonbLia),
Kwnesa (YkpaiHa)

"HeB03MOXHOe co06LLecTBO" MOCKOBCLKMIA My3el Cy4aCcHOro
mMucTeuTBa, Mocksa (Pocis) (PEM)

"3+6" KBapTUpHa BUCTaBka, Mockaa (Pocis)

"HezanexHi" MucTeubkunin ApceHan, Kuis (YkpaiHa)
"®aAHTOMHbIE MOHYMeHTbI" LieHTp CyyacHoi KynsTypum Fapax,
Mockga (Pocis)

2010 Npatdopma ykpaiHcbkoro muctelTsa Ha ART Paris, Mapux
(dpaHuisn)

Art-Kyiv Contemporary 2010, cneunpoekT, M1cTeLbkuii apceHan,
Kunis (YkpaiHa)

"Benunka HecnogiaHka", HaLioHaNbHUI XyA0XHIN My3er YKpaiHu,
Kwis (Ykpaina) (PEM)

"€BpOpeMOoHT y €Bponi", KyHcTpaym MioHxeH, (HimeuvunHa) (PEM)
"3 micTa go micta", My3nyHum Teatp, Kunis (Ykpaina)

"AKLWO / ECZIN / IF", My3en cy4acHoro mucteutsa PERMM, Mepm
(Pocis)

"Tape it" ranepes Oui, l(peHo6/b, (PpaHLis)

"Abstract Vision Test", 4-fanepes, Kuis (YkpaiHa)

"Ti, Wo npunwam B 2000-x", LICM M17, Kuis (YkpaiHa)

2009 "3asoesaHHbI ropoa”, ranepes "PigxuHa", Mocksa (Pocis)
“HoBa icTopis”, XapKiBCbKM XyA0XHIN My3en, XapkiB (YkpaiHa)
“Mornagn”, LleHTp cydacHoro mucteuTsa npu HaYKMA, Kuis
(YxpaiHa)

"Ha cTini", ranepes LabGarage, KuiB (YkpaiHa)

"MockBanonuc", My3en cydacHoro mucteutea PERMM, Mepm
(Pocis)

"No More Reality, Crowd and Performance”, Depo Gallery, Crambyn
(TypeuunHa) (PEM)

2008 "MucTeuTso sk nogapyHok”, PinchukArtCentre, Kuis
(Yxpaina) (PEMM)

"TpaH3nT", A-Tanepes, Knis (YkpaiHa)

"Another city. Another life", Zacheta Gallery, Bapwaa ([MonbLuia)
(PEM)

«No more reality», De Appel Arts Centre, AMcTepaam (Higepnanam)
(PEM)

"Satellite Tunes", National University of Fine Arts, byaanewT
(YropwmHa) (PEIM)

"Alphabetical Order", Index Gallery, Crokronbm (LLUBeuis) (PET)
"HeBugumoe pasnundne”, ranepes APT CTpenka projects, Mocksa
(Pocis)

"In the Heart of the Country", Museum of Modern Art

in Warsaw, Poland

“Ukrainian News", Centre for Contemporary Art Ujazdowski
Castle, Warsaw, Poland

“Coordinate System”, Yermilov Centre, Kharkiv, Ukraine

2012 “Practice”, Lavra gallery, Kyiv, Ukraine

"Spheres 5", Galleria Continua/Le Moulin, France
“Biryuchio12”, Biryuchi Island, Ukraine

Kyiv Sculpture Project, Grishko Central Botanical Garden, Kyiv,
Ukraine

“Contemporary Art Storage”, courtyard of Lavra Gallery, Kyiv,
Ukraine

"Double Game", Special Project, First Kyiv International
Biennale of Contemporary Art ARSENALE 2012, Kyiv, Ukraine
"False Mirrors", Lavra Gallery, Kyiv, Ukraine

"Myth: Ukrainian Baroque”, National Art Museum of Ukraine,
Kyiv, Ukraine

"GENDER - the Right to Self-construction in Patriarchy",
I1zolyatsia. Platform for Cultural Initiatives, Donetsk, Ukraine
Apartment Exhibition Days “Zero Budget”, Kharkiv, Ukraine
"Angry birds", Museum of Modern Art, Warsaw, Poland
"Women's Guild", Visual Culture Research Center, Kyiv, Ukraine

2011 "Exhibition of the 20 shortlisted artists for the
PinchukArtCentre Prize 201", PinchukArtCentre, Kyiv, Ukraine
"On/Off", Art House, Moscow, Russia

“Art Training: join the urban game!” Wroclaw, Poland and Kyiv,
Ukraine

“Impossible Community”, Moscow Museum of Modern Art,
Moscow, Russia (REP)

“3+6"” apartment exhibition, Moscow, Russia

"Independent”, Mystetskyi Arsenal, Kyiv, Ukraine

"Phantom Monuments", Garage Center for Contemporary
Culture, Moscow, Russia

2010 Ukrainian Art Platform, ART Paris, Paris, France
"Great Surprise”, National Art Museum of Ukraine, Kyiv,
Ukraine (REP)

"Eurorenovation in Europe", Kunstraum, Munich, Germany
(REP)

"From City to City", Musical Theatre, Kyiv, Ukraine

“AKLWO / ECIN / IF”, Museum of Contemporary Art PERMM,
Perm, Russia

"Tape it", Oui Gallery, Grenoble, France

"Abstract Vision Test", Ya Gallery, Kyiv, Ukraine

"Those who arrived in the 2000s", CCA M17, Kyiv, Ukraine

2009 "The Conquered City", Regina Gallery, Moscow, Russia
“New History”, Kharkiv Art Museum, Kharkiv, Ukraine
"Views", Center for Contemporary Art, National University of
“Kyiv-Mohyla Academy”, Kyiv, Ukraine

"On the Wall", LABgarage Gallery, Kyiv, Ukraine
"MoskwApolice", Museum of Contemporary Art PERMM,
Perm, Russia

"No More Reality: Crowd and Performance”, Depo Gallery,
Istanbul (REP)

2008

"Art as a Gift", PinchukArtCentre, Kyiv, Ukraine (REP)
"Transit", Ya Gallery, Kyiv, Ukraine

"Another city. Another life", Zacheta Gallery, Warsaw, Poland
(REP)

"No more reality", De Appel Art Centre, Amsterdam,

the Netherlands (REP)
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2007 dectusans ApxLapropoga, LLapropog (YkpaiHa)

"XV net", BuH3aBog, Mockga (Pocist)

"CBMAETENbCTBO HEBO3MOXHOI0" B paMKkax 2-0i MOCKOBCbHKOI
bieHHane cyyacHoro mucteutsa, ML, Mocksa (Pocist) (PEIM)
"MpoekT cninbHOT", LIeHTp cy4acHoro muctenTsa npu HAYKMA,
Kunis (YkpaiHa)

“Generation UsA”, PinchukArtCentre, Knis (YkpaiHa)

2006 “38iTHWIM npoexT”, LleHTp cy4acHoro MuctewTsa npu HayYKMA,
Kuis (YkpaiHa)

«Modus R. Pocincokunin ®opmaniam CborogHi», The Newton
Building, Miami Design District, Masmi (CLLIA)

"Testing space" Skulpture Hus, Ctokronbm (LLBeLis)

"Postorange", Kunsthalle, BiaeHb (ABcTpis) (PEM)

2", ranepes LLEX, Kuis (YkpaiHa) (PEIM)

“MpuBaTtHe 3 ny6aiyHnM”, LleHTp cyvacHoro mucteursa npu , Kuis
(YkpaiHa)

"8=8", L-ranepes, Mockaa (Pocis)

"IHTepBeHLis", B pamKkax npoekTy "24 Hours. Ukraine", LLCM 3amok
Ya300BCbkui, Bapaga (MonbLia)

"Contested Spaces in Post-Soviet Art", Sidney Mishkin Gallery,
Hblo-Mopk (CLLA)

"hot ukraine cool ukraine", MW, MockBsa (Pocis)

2003 "Ukrainian Art and the Orange Revolution" Ukrainian Insti-
tute of Modern Art, Yikaro (CLUA)

"IHTepBeHLif" LleHTp cy4acHoro mucteuTsa npu, Kuis (YkpaiHa)
"KoHTposnb', LleHTp cy4acHoro mucteutsa npu , Kuis (YkpaiHa)
"3pobu cam”, ApTCcTpesnka, BiTpuHKa Aasina Tep-OraHsHa, Mockea
(Pocis)

“3pobu cam”, BiTpuHKa Tomalla BaHeka, Mpara (Yexis)
"YKkpaiHCbKknI EpMiTax”, LleHTp cydacHoro mucteutsa npu , Kuis
(YkpaiHa)

"Po3rybneni", LleHTp cy4acHoro mucteutsa npu, Kuis (YkpaiHa)

2004 "P.E.M. (PeBONOLINHNI €KCMIEPUMEHTANBHUI NPOCTIp)”,
LleHTp cyyacHoro mucteuTsa npu , Knis (Ykpaina)

"Enoxa poMaHTM3MY", NONbLCKO-YKPATHCbKMIA MPOeKT, ranepes
HCXY, KuiB (YkpaiHa)

"Tpa 3 apxeTunom” ETHorpadiuHuim mysen iM. |. ToH4apa, Kuis
(YkpaiHa) (I npemis 3a dpoTonpoekT "[oLwka nowaHun")

2003 "21 nornapn", ranepes "Cosiapt", Kuis (YkpaiHa)

"ApT — Knasbma", MixxHapoaHun Apt Pectnans, Mocksa (Pocis)
2002 "rony6a rnuHa", ranepes M. TesibMaHa, Kuis (YkpaiHa)
"bibikoB bynbBap”, ranepes "Cosiapt", Kuis (YkpaiHa)

"Satellite Tunes", National University of Fine Arts,

Budapest, Hungary (REP)

"Alphabetical Order", Index Gallery, Stockholm, Sweden (REP)
"The Invisible Difference”, Art Strelka Projects Gallery, Moscow,
Russia

2007 ArchShargorod Festival, Shargorod, Ukraine

"XV years", Vinzavod, Moscow, Russia

“Witnesses to the Impossible”, 2nd Moscow Biennale of Con-
temporary Art, Moscow Center of Art, Moscow, Russia (REP)
“Communities Project”, Center for Contemporary Art, National
University of “Kyiv-Mohyla Academy”, Kyiv, Ukraine
“Generation UsA”, PinchukArtCentre, Kyiv, Ukraine

2006 “Report Project”, Center for Contemporary Art, National
University of “Kyiv-Mohyla Academy”, Kyiv, Ukraine

“Modus R: Russian Formalism Today”, The Newton Building,
Miami Design District, Miami, USA

"Testing station", Skulpture Hus, Stockholm, Sweden
"Postorange”, Kunsthalle, Vienna, Austria (REP)

“You?!”" TSEKH Gallery, Kyiv, Ukraine (REP)

"8=8", L-Gallery, Moscow, Russia

“Intervention”, part of the project “24 Hours. Ukraine”, Centre
for Contemporary Art Ujazdowski Castle, Warsaw, Poland (REP)
“Contested Spaces in Post-Soviet Art”, Sidney Mishkin Gallery,
New York, USA

"hot ukraine cool ukraine", Moscow Center of Art, Moscow,
Russia

2005 "Ukrainian Art and the Orange Revolution", Ukrainian
Institute of Modern Art, Chicago, USA

“Intervention”, Center for Contemporary Art, National Univer-
sity of “Kyiv-Mohyla Academy”, Kyiv, Ukraine (REP)

"Control", Center for Contemporary Art, National University
of “Kyiv-Mohyla Academy”, Kyiv, Ukraine

"Do It Yourself", Art Strelka, David Ter-Oganyan’s showcase,
Moscow, Russia

"Do It Yourself", Tomacz Vanek showcase, Prague,

Czech Republic

“Ukrainian Hermitage”, Center for Contemporary Art, National
University of “Kyiv-Mohyla Academy”, Kyiv, Ukraine

“Lost”, Center for Contemporary Art, National University of
“Kyiv-Mohyla Academy”, Kyiv, Ukraine

2004 "R.E.P. (Revolutionary Experimental Space)”, Center for
Contemporary Art, National University of “Kyiv-Mohyla
Academy”, Kyiv, Ukraine

"Romanticism", Ukrainian-Polish project, exhibition hall of
Ukrainian Artists Union, Kyiv, Ukraine

“Playing with archetypes”, National Center of Folk Culture
“Ivan Honchar Museum”, Kyiv, Ukraine (1st prize)

2003 "1 Views", Soviart Gallery, Kyiv, Ukraine
"Art-Klyazma", International Art Festival, Moscow, Russia

2002 "Blue Mud", Guelman Gallery, Kyiv, Ukraine
"BiBikov Boulevard", Soviart Gallery, Kyiv, Ukraine
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32005 [0 2010 BYMIACA HA LOKTOPCbKIiM NpOrpami B YHiBepCUTeTi
KaH3acy (CLLUA) 3a cneuianbHOCTAMM CNOB'AHCLKI CTyAjl Ta icTopis
MUCTeLTB. B 2009—-2010 pokax MPOXOAMAa PivHY KypaTopCbKy
npaxkTuky B My3ei CneHcep (JlopeHc, CLLUA). B 2010—-2011 pokax
npautoBana aCUCTEeHTOM Ha hecTMBai Cy4acHOro BifeoMumcTeLTea
«BineoHane» (boHH, Himey4yurHa). 3 2012 poky NpaLloe KypaTtopom B
«I30/14LI1. Mnatdopmi KyNbTYpHUX iHiLiaTMB» (JOHeLbK, YKpaiHa).

KypaTop i KpUTUK 3 Mapudky, NpautoBana KypaTopoMm y napmsbkomy
Palais de Tokyo (2002-2007), ni3Hiwe obivimana nocaay apT-
anpexTopa PinchukArtCentre, Kuis, YkpaiHa (2007-2009). BoHa
6yna cniskypatopom B1cTaBkK “Radiodays”y LeHTpi MmucteuTs De
Appel, AMcTepaam, Higepnanam (2005) Ta lNycaHcbkol bieHHane,
MycaH, MNisaeHHa Kopes (2006). Pa3om 3 EneHoto Beciy cTBopuaa
npoekT“No More Reality, Crowd and Performance” — BUCTaBKy,
wo Biabysanacs y benrpagi, AMctepaami ta Crambyni Mixk 2007
Ta 2009 pokamu. Ctebnep KypyBana 0cobmcTo Kiflbka BUCTABOK,
cepep sknx“La Fabrique sonore”, Experience Pommery#9, Penmc
(20m),“Transaction Abstraite — Charles Atlas, Mika Tajima”, New
Galerie, Mapwx (2011) Ta“Retrait” y Fondation d'entreprise Ricard,
Mapux (2007). CniBkypaTop, nig kepiBHmuTBOM OKYi EHBE30pa,
npoekTy La Triennale“Intense Proximity"y Palais de Tokyo, Mapux
(2012). OcTaHHIM Yacom Npautoe Hag nporpamoto OyHaauii

Louis Vuitton pour la création, Mapwx. CniBNpawLtoe 3 pisHUMHK
XypHanamu, cepep sikmx Flashart, Idea, I'Officiel Art Ta Zérodeux.

KpuTuk i KypaTop, sika kmBe Ta npautoe y Mocksi. Y ii
npodecinHomy 0pobKy € AOCBIA po6OTM HAYKOBUM
CniBpobIiTHMKOM y [lepXXaBHiv TPeTbAKOBCLKIW [anepel, YnTaHHS
neKwir no ictopii cy4acHoro mmucreuTsa y MoCKoBCbKOMY
[epxaBHoMy YHiBepcuTeTi. €BreHis Kikoase oyontoBana
yNpaBniHHA MancTepHamn epxasHoro LleHTpa CyqacHoro
MwucTeursa (FLUCK), obinmana nocasy apT-ampektopa GoHay
«CoBpeMeHHbI fopoa», apT-aupekTopa ranepei lfenbmaHa,
KypaTopa MucTeubkoi PeangeHuii «LLlapropogPacdiHaa» B YKpaiHi.
OcCTaHHIM YacoM npaLoe apT-aupektopom ®oHay Bonoanmmpa
CmipHoBa i KoctaHTMHa CopokiHa. BoHa € LUIMpOKO BiAOMUM
ABTOPOM CTaTewn Ta ece Npo Cy4acHe MUCTELTBO.

3a 0CTaHHI 15 pokiB €BreHisa Kikoase KypyBana 6inbLue 30 BUCTABOK
y Pocii Ta 3a KOpAOHOM, cepef aKkuX: «be3yMHbIV [IBOVHUK.
NanoTra Kak cTpaTternsi B COBpeMeHHOM MCKyCcTBe», MOCKBA i
3amok YapoH, ®paHuis (1999—2000); «Montoc Xonoaa. Poccmmckoe
MNCKYCCTBO 1990x», ENSBA, Mapwx (2000); «MepBbin ecTmBanb
CoBpemeHHoro VMckycctsa ApT-Knssbman, MockBa (2002); «HoBbIN
Otcyet. Undposas Poccus», Mocksa (2003); «Modus R. Russian
Formalism Today», The Newton Building, Miami Design District
(2006); «YpbaHucTryeckmn dopmanmam», MOCKOBCbLKUIN My3en
Ccy4yacHoro mucreuTsa (2007); «AneHa Kupuosa: Belectson,
MOCKOBCbKMI My3€en cy4acHOro MucTenTsa (2010); «Paboume 1
dunocodbin (cninbHo 3 A. o), MOCKOBCbKA LLKONA YNPaB/iHHS
CKonkoBo (2010); «MpefenbHo/KOHKpeTHO. HOBbI KAHOH»
(cninbHoO 3 M. lfenbMmaHoMm), PERMM (2010); «Kocmoc tOpus
310THMKOBa», MOCKOBCLKMI My3er Cy4aCcHOro MucTeLTsa (2011);
«CatypHanum», IHCTUTYT BigkpuTte CycninbCTBo, Thinici i batymi,
Ipy3is (2012).

Olena Chervonik

In 2005-2010 Chervonik attended a doctoral program at the
University of Kansas, specializing in Slavic studies and the his-
tory of art. In 2009-2010 she held a yearlong curatorial intern-
ship at the Spencer Museum of Art in Lawrence, Kansas. The
following year she worked as a curatorial assistant at
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