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KONSTANTINE SOROKIN

VLADIMIR SMIRNOV AN
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Haw ®oHA 6bin co3aaH ans NoanepX KU MONOAbIX XYA0XKHWNKOB:
peanu3aLmm NX NpoeKToB U pacnpocTpaHeHns MHopmaLmm o
HOBOM MOKO/IeHNM B COBPEMEHHOM NCKYCCTBE Kak B Poccuu, Tak
1 3a ee npegenamu. M Mol paabl NpeacTaBuTb cenyac Katanor
3ameyaresibHOro XyA0XHK1Ka, 3a TBOP4eCTBOM KOTOPOTO Mbl
CyB/ie4yeHveM ciefnM NociefHme HeckoNbKO NeT, — XKaHHbI
KapbipoBow.

YKaHHa 3aaBu1na o cebe 04eHb paHO, NOYTK Cpasy Xe noce
OKOHYaHW$ LWKONbI. Ee NpOeKT, OCYLLeCTBAEHHbIN Ha NJeH3pe

B paMKkax MoAMOCKOBHOrO pectmBans, — «[ocka novetan — 611
HEOXMWAAHHBLIM A/15 COBCEM IOHOW INYHOCTW: MONHBLIA OCTPOYMUS
N apTUCTM3MA, OH YAUBASA TaKXKe ry6oKOM 1 MPOYYBCTBOBAHHOM
no3nLMen No OTHOLLEHMIO K HALLeMy NCTOPUYECKOMY MPOLLIOMY,
K TOMY PpeHOMEHY, KOTOPbI NCC/IeA0BATENN COBETCKOM KYAbTYpPbI
Ha3bIBaIOT «KON/IEKTUBHbIM TE/IOM» N «COBOPHOCTBLION POCCUNCKOro
MeHTanunTeTa.

OKOHYMB XyA0XKECTBEHHYIO LLKO/Y NO KNACCY CKYNbMATYPbI,
KapablpoBa o4eHb 6bICTPO HaLLIA «CBOM» MaTepua, NpuYeMm,

KaK 3TO 4acTo HbIBAET B C/1yHae C reHNabHbIMU HAXOAKAMM,

OH Hax0AW/ICS Ha CAMOM BMAY, HA MOBEPXHOCTW MOBCEAHEBHOM
XXM3HW, 3HAKOMbIV BCeM C AeTcTBa. Kadenb. TouHee, COBETCKMM
Kadesb, NPOM3BOAMMbIA HA YKPAWHe 1 TaM XKe MOBCEMECTHO
NCNONb3yeMbIN HE TOMTbKO BHYTPU, HO 1 Ha dpacaaax 3aaHum.
Hecywimi B cebe BCtO MOLLb HAPOAHOW HNU30BOW KYNLTYPbI,
APKNI, BNecTAWNN N A0 HENpUANYNS «HepedNeKCUBHbINY.

M nmeHHOo B 3TOM MaTepumane KaHHa co3gaeT 60/bLUNHCTBO
CBOWX M3/IOMAHHbIX M aMBUBANEHTHbLIX 06EKTOB U CKYNLATYP,
KaOKYLLIMXCA UHOTAA TaKUMU XPYNKUMU U MPEXoasiLLuMu.

[laxke KMTY B noaade KagblipoBOM IMLLIAETCS NPUBLIYHOTO
CaMOL0BONLCTBA W HALENIAETCS C/IOXKHbLIMU NepeXxxnBaHUSIMN:
HOCTaNbrMm, TOCKM MO YyTEPSHHON NCKPEHHOCTH, BpeHHOCTH
MWPCKOW C1aBbl M 6naronony4ms.

YAMBUTENbLHO M TO, YTO NPY BCEM TOYHOCTU HAWAEHHbIX MaTepmnana
1 npremos KafblpoBa 3TUM He J0BOJIbCTBYETCS U BCE BpEMS

Our Foundation was started to support young artists: we
help them producing their projects and facilitate informa-
tion about the new generation of contemporary artists in
Russia and abroad. And now we are delighted to present
the catalogue of a remarkable artist whose work we have
been following 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 de-
partment, 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 materi-

als and methods she finds, Kadyrova is never satisfied and
constantly surpasses the limits of any chosen and very suc-
cessful strategy. Her continual artistic pursuit is fascinating
and often presents quite striking discoveries. For example,

BbLIXOAMT 32 paMKM U3O6PaHHOM N OYeHb YCMEeLWwHOW CTpaTermm.

Ee NOCTOSHHBIV XyA,0XXEeCTBEHHbIN NOUCK YBNEKATeNeH U apuT
3a4acTyHo0 COBEPLUEHHO NopasnTesibHble HAaXoAKW. Hanpumep,
naes npeacTaBUTb OCTATKN BOEBHHbLIX 06beKTOB, OPOLLEHHbLIX Ha
6epery Mopsl, B BUAe KONOCCaNbHbIX 6aHOK pblOHbIX KOHCEPBOB
(B CO3HAHMM HALLNX COOTEYECTBEHHWKOB TYT 3BEHUT, KOHEYHO,
accoumaums C BOBHHbIMUY CKAaAaMu MpOBU3UK, NereHabl

0 KOTOPbIX KYpCMpOBa/IM B FOSI0AHOE COBETCKOE BPEMS).

Nnn npyaymatb HOBbLIW Bronornyeckmii BUA — nepue-rpubsi,
BbIPOCLLME MO BOE XYAOXKHMKA N0 KyCTaMu B paMKax
o4YepefHOro naeHspa. v HapncoBaTtb «CMOPTUBHbIA» TATyaX
Ha Tenax XMBbIX MoAe/1er — HO TaK, YTO HAPMCOBAHHOW KaXeTcs
[adKe HACToAWAsA OAeXAA, M MIABKM NPeBPaLLAOTCS B «MOPCKYHO
rnagb», U3 KOTOPOW BbIMSALIBAOT GUTYPKN FrpebLoB.

MMEeHHO 3T0, KOHEYHO, — HeMpecTaHHbIe MOMCKM, Be4Has
HeyA0BNeTBOPEHHOCTb, HeXenaHne OCTaHaBNNBATLCS Ha
[OCTUTHYTOM, OTKPbITOCTL MUPY B CAMOM 06bILEHHOM ero
NposiIBNeHUM — 1 ONpefensieT To CunbHenLwee obasHue,

TO NPUTSHKEHME, KOTOPOE UCNbITbIBAELWb Nepe pabotamum
XaHHbl KagblpoBow. Ee Wweapas, nonHas 6necka, naewyLas
XYA0XXEeCTBEHHAN IHEprus NpoCcTUPaETCs C KaXKAbIM AHEM BCe
fanblue, 0XBaTblBas BCe HOBbIE 1 HOBbIe 061aCTW 415 CBOEro
npuMeHeHns. NoaaaTbCs 3TOM 3Heprum, CeaoBath TeM
NPUKIYEHUAM, KOTOPbIe CBEPLLIAIOTCS aBTOPOM B npoLiecce
TBOpYeCTBa, BUAETb Te BOCXUTUTENbHbIE apTedaKkTbl, KOTOPbIe Mpuy
3TOM POX/AAIOTCS, — 3TO NPa3fHNK. OH JapUT HOBbIE OLLYLLIEHNS
MaTepun, HOBOE BUAEHME OKPYXKAOLLen AeNCTBUTENLHOCTH,
HOBOE MOHMMAHWMe YBUAEHHOr0. Mbl HaAeemMcsi NOAENNTLCS STUM
C Apyrumu.

EBreHunsa Knkopase

®oHp Bnagnmupa CMmrpHoBa
v KoHcTtaHTrHa CoOpoKMHa

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 models
in such a way that even their clothes seem painted, and swim-
ming 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



MoHorpadus — 3To Bceraa noasefeHne ntoros. NMogobHoe
TBOPYeCKoe pe3tome rnpeanonaraeT Bbli4eHeHNe CTEPXXHEBbIX
paboT XyA0XKHULbI, KPUCTANN3ALMIO €€ XYA0XKECTBEHHOIO
MeTO/a, BbICTpanBaHmMe TeMaTnyeckoro HappaTuea. HecmoTpst
Ha [LOBO/bHO OHbIV BO3paCT, XKaHHa KaablpoBa AaBHO yXke roToBa
K NoA06HOMY NOAbITOXMBAHMIO, NPeAnonarakLWwemMy B NePBYHO
o4yepefnb onpefesieHHbI YpOBEHb CAMOOLIEHKW, BHYTPEHHee
0CO3HaHMe HeobxoaMMOCTY MOJOH6HOrO Wwara. BHewHee
NpU3HaHWE HACTUTNO XYA0XKHULLY JOBO/IbHO BLICTPO U AABHO:

B TeYEHVe NepBbIX AeCATH JIET TBOPYECKON PaboThbl MOYYeEHDI
NPaKTUYeCKN BCe BO3MOXHbIE MPEMUUN W NMPU3bl HA YKPAUHCKON
apT-cueHe, msa KagbipoBOW M3BECTHO BO BCEX BbICTABOYHbIX
NPOCTPAHCTBAX CTPAHbLI, MHOMOYMUC/IEHHbIE ee NPOeKTbl
3KCMOHWpOBANUCh B Poccuu, MNonblue, Tanun, frepmaHmu,
@OpaHumu, CLUA n gpyrux ctpaHax. OgHaKko xenaHue noasectu
CBOEO6Pa3Hy0 UTOrOBYIO YePTY BO3HMK/I0 TOMLKO CeMYac — 1 3To
HECOMHEHHbIV 3HAaK ONpeaeneHHOM XyA0XKeCTBEHHOW 3peioCTy,
OLLyLLleHMe 3aBepLUeHHOCTM 3Tana, KefaHme ornaHyTLCa Has3ag,
BbIXOAS HA C/lelyoLW M BUTOK TBOPYECTBA.

Cama KagblpoBa He 6e3 MpOHMK pacckasblBaeT, YTO BO BpeMsl
y4ebbl Ha CKYNbNTYPHOM OTAEeNeHMM B PecnybamKaHCKom
XYO0XeCTBEHHOW CpeaHen WwKose B Knese oHa He 0co60
NMOMbILLIANA O KAapbepe XyA0XHULLbI, & CKopee XxoTena 6biTb
¢doTorpadom, 1 To TONbLKO NOTOMY, HTO B 3TOM BMAeNach
BO3MOXHOCTb MOMAAAThb HA MY3bIKa/IbHble KOHLLePTbI.
MoApOCTKOBbIE MONCKM CBOErO XM3HEHHOrO HanpaBneHus,

He OTXOAMBLUNE, OAHAKO, AANeKO OT My3bIKaIbHO-XYA0XECTBEHHON
cdhepbl (B 4eM MPOCNEXMBAETCS HECOMHEHHOE BANSHME

oTLa — XYAOXKHMKA, 1 CTapLuen cecTpbl — CKybnTopa), 0bopMUINCH
B OCO3HAHHbIN TBOPYECKUI MYyTb BO BPEMS «OPaHXKEBOW
PEBOMIIOLMNY 2004 FOAA, KOFAA rpynna ABaALATUAETHUX HUKOMY
He N3BeCTHbIX XyA0XXHNKOB NpuLLna B LLleHTp COBpeMeHHOro
nckycctea npu HaYKMA (6biBwinm LieHTp Copoca) B Knese
MOMNpPOCKTL IECTHULLY, 4TOBbI NOBECUTb HA KAKOM-HMBYAb BUAHOM
MecTe OT pyKM HApUCOBaHHbIN 6aHHep. KTO-To pacckasan, 4To

B LLleHTpe, Ha TO BpeMsi 3HAKOBOM BbICTaBOYHOM NPOCTPAHCTBE,
KOTOPOe, CO6CTBEHHO, Y MO3HAKOMMWJIO YKpanHy ¢ GeHOMeHOM
COBPEMEHHOI0 UCKYCCTBA, 0693aTeNbHO A0/KHA Bblia 6bITh
NecTHMLA — 3Ta IeCcTHULA cTana MeTadopuyeckor CTyneHbLo-
BOCXOX/AEHWeM B 06LL,eCTBEHHO-3HaYnMoe nybanyHoe
NPOCTPAHCTBO AN LLeIOro MOKONEHUS XYAO0XKHMKOB.

LleHTp nycToBan, Tak kak BCS CTpaHa bb11a 3aHATa pelleHnem
MaCLUTabHbIX NONNTUYECKNX Npobnem. InpeKkTop LeHTpa

FOpun OHyx C NprCyLLEen emy KypaTopCKon NpO30p/INBOCTbIO
CMOHTAHHO MPeaNOXMA 3TON rpynmne MOSOAbLIX XYAOXKHUKOB
pe3naeHuUMIo: noMeLleHne ana paboTbl U HeHOoNbLLIYIO0 CYMMY,

Ha KOTOPYIO HbIIM KYMAEeHbI PYSIOH XOCTa M aKpUOBble KPACKM.
3aropj cywecTsoBaHMA pe3naeHLMn Yepes Hee NpoLnmn

[ecsTKM y4aCTHUKOB, Cpefn KOTOPbIX BbIKpUCTaN/In3oBasiach
LecTepka, HbiHe M3BeCTHas Kak rpynna P.3.1. — PeBonoLiiHm1n
eKcnepumMeHTanbHUI NPOCTip (YKp. «PeBOMOLMOHHOE
3KCNepyUMeHTaNbHOE MPOCTPaHCTBOY). CerofHs, No4YTH

[ecsiTb NeT CNyCTs, MOXXHO CMe0 rOBOPUTL O MOKONEHUN

P.3.T1. B yKpPaMHCKOM MCKYCCTBE, TaK KaK UMEHHO 3TW LeCTb
XYAOXKHUKOB, Cpeau KOTopbIx 1 XKaHHa Kagbiposa, cdoopmuposanm
OCHOBOMO/MaratLme TeMbl, METOA0JIOTUIO X Mpe3eHTaLmnm

N 06NN KPUTUHECKNI ANCKYPC Hanboiee BUAMMOrO naacta
COBPEMEHHOr0 YKPamMHCKOro MCKYCCTBa MOCAeAHEro AecaTuieTms.
OpfHaKo couManbHO-KPUTUHECKUMU nepdopmMaHcamm
MY3eMHbLIMU MHTEPBEHLNSAMU, Hanbonee xapakTepHbIMUN ANS

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

P.3.M., He nCYepnbIBAETCS TBOPYECKUI NMYThb €e y4aCTHUKOB:
XaHHbl KagblpoBow, Jlagbl HakoHeyHom, Onecn XoMeHKo, KceHnm
THuAnukon, Hnkntel KagaHa v Bonogu KysHeuoa. bonee Toro,
KaXKAbIA U3 HUX BbIpaboTan CBOV MHANBMAYANbHbIV BU3YyaJibHbIN
A3bIK, HE CBOASLLMICS K KONNEKTUBHBLIM AOCTUXKEHUSM.

Pa6oTbl KafiblpoBOM IErKo y3HaOTCA B II060M BbICTABOYHOM
npoekTe: Takue 6bITOBble, MHAYCTPUASbHbLIE U YTUINTAPHbIE
martepuasnsl, Kak Kadpesb, LLleMeHT, BaroHka, Yepenuua,
acdansT, CTanmn 3HAKOBLIMU L1151 ee TBOpYecTBa. MIMEHHO 3Ta
TpaHcdopMaLms 06bIAeHHbIX MATEPMATIOB B XYLOXKECTBEHHbIE
CBUAETENbCTBYET O MaclwTabax TanaHTa XyAoKHULbI. OHa

C lEMUYPrUYECKOM NIErKOCTbIO CO3AAET HOBbIE XYL0XKECTBEHHbIE
S13bIKW, HOBbIE BU3ya/ibHble MApaAnrMbl, TOCPEACTBOM KOTOPbIX
MOXHO GOPMYANPOBATb PasNyHble COOBLLEHMS, OT 3CTETUKO-
dUNocodCKMX 10 COLMANBHO-KPUTUYECKIX.

Mpespaluas kadesb B XMAKOCTb, LLEMEHT B Iy4M CBETA, raseTHble
BbIPe3KW B CKY/IbNTYPHLIM MaTepuan, a acdansT B XKMBOMUCHbIE
nosoTHa, KaablpoBa 3aHMMaeTCs BU3ya/ibHOW anxmmMmumen,
COTBOPSS BCE HOBblE TPEXMepHble MeTadpopbl. PaboTbl XyAOKHMULbI
06HaXKatoT camy CyTb MCKYCCTBA Kak npoLecca Co3aaHuns
CEMMUOTUYECKMX 3HAKOB, MOMOTaloLLMX Ye/I0BEKY CTPYKTYPUPOBaTh
CbIpon, becnpeaensHbIi MUP, KOTOPbIN XOTb M CYLLLECTBYET BHE
Hac, HO K KOTOPOMY Mbl MOXeM NOACTYNUTLCS TOMbKO NNLLL Yepes
NAaH KynbTypbl, TO eCTb Yepe3 6ecnpepbIBHbIN CEMUOTUYECKNI
NpoLLecc CO34aHNS HOBbIX 3HAKOBbIX CMCTEM. Movepk KaabipoBon
NpOosBASAETCA He CTO/IbKO B paMKax O4HOro matepuana (470
XapaKTepHo A/1s 60/bWMNHCTBA XYA0XKHNKOB, KOTOPbIE, NPpUAYMaB
OfIMH MEeTOA, OAMH NpuemM, pa3pabaTbiBatoT ero Ha NPOTSXEHUN
[LONIrOro BpeMeHu), CKOIbKO MMEHHO B CO34aHMUMN HOBbIX
BM3yasIbHbIX CUCTEM KOMMYHUKALMN.

PacluMpeHme rpaHunLL, XyA0XeCTBEHHOrO Moss, 3KCNaHus
MaTepurasnoB XxapakTepHbl 4151 MHOFUX TeYEHU COBPEMEHHOTO
NCKyCCTBA. MCkItounTenbHas 0cobeHHOCTb KaabipoBon
3aK/1to4aeTcs B TOM, YTO OHA He 0CTaHaB/IMBAETCS TObKO

ANLWb Ha GOPMATbHBIX MOUNCKAX HOBbIX BU3YanbHbIX MPUEMOB.

Ee XypoxecTBeHHas NporpaMmMa HaMHOTO LMPe, HeXenu

4yeM popmManbHble CCNef0BaHNS BO3MOXHBIX MaTep1asnoB 1
TexHUK. Kaxkgas paboTta B UTore CTaHOBUTCS MeTadOpUHECKUM
TPaMMNINHOM, KaTanyabTUPYIOLLMM 3pUTens B Nose CoLManbHbIX
pednekcun.

XyAOXHMLA 3aCTaBASET HAC 334yMaThCs Ha PasMyHbLIMK
TeMamu, Cpefu KOTOPbIX: TPYAOBbIE OTHOLLEHMS 1 SKCNIyaTaumsa
paboumx cnn («CaHTEXHMK», 2004—2005; cepus «Pacyet», 2008—
20009; «3HaKK», 2010; «Ha noney, 2010); LLEHHOCTHAaA NOANTUKA
COBpeMeHHOoro obuiectsa («<bpuUaMaHTbI», 2006); 3KOHOMUYECKNI
KpU3mnc (cepums «PacyeT», 2008-2009; «JlaBKu-rpadukm», 2008);
3KONOMUSA MUTAHMS U IKOCO3HAHME B LIENOM (Cepums «3anoNHeHnsy,
2007-2012; cepus «3p3aLy, 2008-2009); BONPOChbl UCTOPUYECKON
namaTu («MamaTHUK HOBOMY NaMSATHUKY», 2007—2009; «ToNNan,
2012) U Te4eHWne, KOHCepBaL s BpeMeHU («KoHCepBbI», 2012).

Moxanyn, camomr 3Ha4MMOKN Temon Ans KablpoBown

aBnseTcs ObITOBaHME rOPOACKOro NPOCTPAHCTBA, AUXOTOMMUS
06LL,eCTBEHHOr0 M NPUBATHOIO, TECHO CBSI3aHHOE C 0CO3HAHMEM
CBOEW rpaXAaHCKOM OTBETCTBEHHOCTM 38 MEeCTO CBOEro
NPOXMBAHWUSA. DTy TEMY B PA3/INYHbIX ee acnekTax XyAoXKH1LA
nogHMMaeT B paboTax «KapTbi» (2010), CepUM «3aMOHEHNS»
(2007-2012), «3HaKkW» (2010), «PakyLKm» (2008—2012), Data
Extraction (2011-2012), «[1aMATHUK HOBOMY MNaAMSITHUKY» (2007—
2009), «OpbuTar (2007), «16n0K0» (2010), «dopma cBeTar (2011),
«Knymban (2011).

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 through the weight and
dimensions of their exhibited works, thus committing



MpoekTbl KafblpOBOW TaKXKe BbICTPANBAIOT KOHLLENTYaNbHbIN
AVanor ¢ pasnNyHbIMMN TEHEHUSIMU B UCTOPUM MCKYCCTBA. Tak,

B «bpunnmaHTax» (2006) N «MOHYMeHTax Mycopy» (2006—2010)
MOXHO OTbICKaTb OTCbIZIKW K NOM-apTy, Uccneaytowemy 6bIToBaHne
KOHCIOMEepU3Ma 1 MaTeprasibHOro NepenpounsBoaCTBa B
COBpeMeHHOM 06LecTBe. «/laBku-rpadmkmny» (2008) dopmManbHO
COOTHOCSTCS C peAyLMPOBAHHON MUHUMATNCTCKOM 3CTETUKON
1960-X FOA0B. ApaHXMPyst KOMMNO3ULMM «3aMONHEHW Y (2007
2012), UMEILLMX Pa3NINYHYI0 KOHOUIYPaLMIO, B 3aBUCUMOCTU
OT APXMTEKTYPHOrO KOHTEKCTA KaXKA0W OTAeNbHOM BbICTABKM,
XYAOXHMLLA CO3HATe/IbHO BbICTpanBaeT abCcTpakTHbIe
KOMMO3MLMK, HANOMUHAOLLMe CynpemMaTuyeckme peleHms
aBaHrapfa Havana XX Beka. Taxxenble nimTbl Data Extraction
(2011-2012) NpOYNTLIBAKOTCA B TEPMUHAX NPOLLECCYasIbHOrO
NCKYCCTBA 1960-X, KOrAa XyAO0XHWKM BbICTABASM paboThl,
cTpemMsLumecs B bykBasbHOM CMbIC/1e Pa3pyLUMTb BbICTABOYHOE
NpOCTPaHCTBO CBOVM BECOM U pasmepamMu, Taknm obpasom
CoBepLUast aKT MHCTUTYLLMOHANIbHOW KPUTMKM MO OTHOLLIEHUIO K
ranepee Uan Myseto.

MofobHbIe Napannen MHOrOYUCAEHHbI M Pa3HOOBPasHbl — OHM
OTbICKMBAKOTCA BYKBANbHO B KAXKA0M 13 paboT KagbipoBon.
OfHaKo 3TO He faeT MOBOAA YTBEPXKAATb, YTO XyAOXKHMLA
CO3HaTeNbHO NPOAO/MKAET NAPAAUTMY NOMN-apTa, MUHUMAAN3MA,
cynpemartumsmMa Mamn npoLeccyanbHOro ckyccTaa. Ckopee
KazblpoBa OTHOCKTCS K MCTOPUM MCKYCCTBA Kak K Hekoemy Habopy
bOpManbHbIX 3aroTOBOK, M3 KOTOPbIX MOXHO CKOHCTPYMPOBATL
HOBbIM 06pa3. 3aByasMpOBaHHAA LMTATHOCTb yBeKaeT
06pa3oBaHHOr0 3pMTeNs CBOEN NOCTMOAEPHUCTCKOM UTPOV B
0TrafibiBaHMeE U COOTHeCeHNS. TemaTnyeckn paboTbl XYA0XKHMNLbI
3aTparvBatoT 31060 HEBHbIe COLMANbHO-NONUTUYECKME

cdepbl, popmanbHO — AOCTABAAIOT ICTETUYECKOE YA0BONLCTBUE
CBOEN CJIOKHOCKPOEHHOW BCTPOEHHOCTbIO B MHOFOBEKOBbIE
XYLOXKeCTBEHHbIE MPOLeCChI.

Pacckas o kaxxaom npoekTe KaablpoBOM Ha4YMHaloT HebonbLLne
dbnomacTepHble 3apMCOBKM, HA3BAHHbIE XYA0XKHMLEN
«doMopeannaMom». 3T HABPOCKM CBA3LIBAOT BCe paboThbl B
eAMHoe Lenoe, Ho 0bbeiHeHVe MPONCXOANT He HA YPOBHE TeMm,
naen nnm GopmanbHoO-3CTETUYECKNX PELLEHNA — OHU CKOpee
MOKa3bIBAIOT MPOLLECC 3apOXKAeHNS paboT, LEMOHCTPUPYIOT
CNoCco6 XyA0XKECTBEHHOrO MbILLUNEHWNS, XapaKTepHbIN A5
KazablpoBOM. XyAOXKHMLA HALLYMbIBAET BU3yaibHYHO CBSI3b C
OKPY>KaIoLLMM MUPOM NOCPeACTBOM piomacTepa 1 6enoro ancra
bymaru. Kak 6yato cteHorpadmpys, oHa lwnudpyet 06pbIBKK
peanbHOCTH, KOTOPble MOTOM Pa3BOPaYMBAET B TPEXMEPHbIe
06beKTbl CBOMX MPOEKTOB. «DIOMOPEaNN3M» HE UMEET HUYero
obLero c akageMmnyecknm peasinaMom 1 ero TpagnunsMm
PUCYHKa K1AaCCUYeCKMX MPOMOPLUIA 1 LLBETOBbIX PELLEeHUI.

TO CKOpee apxuB COBLITUIN, MUMONETHbLIE BOCTOMMUHAHNS

0 NIOASX N MeCTax, HACeNSAOLLMX MAMSITb XYA0KHWNLbI.

MHoro4mcneHHble 610KHOTLI KaablpOBOM NOTHbI CKOPOMMUCHbIX
BM3yaNbHbIX 06pPa30B — @ 3T0 3HAYMT, YTO NPOLLECC CO3NAAHMS
HOBbIX XYA0XXECTBEHHbIX S3bIKOB MPOAO/IXKALTCS.

OneHa YepBOHUK

an act of institutional critique
directed toward the gallery or
museum.

Such parallels are many and
various - they can be found
in every one of Kadyrova's
works. However, this is no
reason to claim that the artist
consciously follows the para-
digm 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 guess-
ing and referencing. Thematically, the artist’s works engage
urgent social-political issues, formally 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
Translated by Larissa Babij

Manna Kagbiposa: Mecma
0GuIE20 NoNb30BaAHLA —
B3Gonmamb, a He CMEWIUBAMb

Hacnegue 1990-x: 3asoesanue
00uwecmeeHH020 npocmpancmea

B TBOpYecTBe YKaHHbI KagbipoBoy 60/1bLUIe NOMOBUHbLI MTPOEKTOB,
KOTOpble BMOSHE MOryT 6biTb YCTAHOB/EHbLI B 06LLECTBEHHOM
NpocTpaHcTBe. MOXHO BbICKa3aTbCs elle paanKkaibHee:

C onpeaeneHHOM TOYKM 3peHuns BCe MpoekTbl KaasipoBon —
MOHYMeHTaIbHas CKy/IbNTypa, paccynTaHHas Ha nybanvHoe
BOCNPUATUE, CBOETO poaa NAMSATHUKMN ANs «POPYMOB».

STOMY CNOCOBCTBYIOT ONpeAeneHHas non-apTncrckas
npegMeTHOCTb, MaTepmanbHOCTb 1 06LWeynoTpebnMocTb
06pasoB, KOTOPbIe CO3AAET XYAOKHWUK, MU UX OTKpbITas,
pa3oMKHyTas, pasBepHyTas Ha Bceoblee 0603peHme popma. OTOT
XapakTtep — CaMOL40CTaTOMHOCTb, OTKPbLITOCTb, Yy3HABAEMOCTb U
[AMANOrMYHOCTb — OYeHb BbIFOAHO OT/IMYaeT paboTbl KaasipoBon
B KOHTEKCTE BCEro HbIHeLLHEero NocTCoOBETCKOro NCKYCCTBA

1 6epeT CBOE Ha4asi0 B TOM IeMOKPaTNYeCKOM Nogbeme,
KOTOPbIV MCMbiTana B 1990-e 0Te4ecTBeHHas (B Te roabl —
poccMmnckas BMecTe C yKPaUHCKOM) XyA0XKeCTBEHHAA CLeHa.

B camom gene, 6AvKanLWNM 1 CAMbIM SPKMM 3aBOEBAHMEM
nepecTponKu BN BbIXOA XYAOXKHMKOB B 06LLEeCTBEHHOE
NPOCTPAHCTBO, BOMIOTMBLUMICS B KUMKW TaK HA3bIBAEMOro
«pagnKanbHOrO MCKYCCTBAn, B «HENOCpeACTBEHHOW doTorpadpum»
1 aaxe B «byMadkHOW apxmTekType». MNaBen MNennepLluTenH,
repMeHeBTUYeCKUM Fypy U XpoHorpad 1990-x, nmcan o
XYAOXKHMKaX-«KBA3MI1aanaTopax», Ybe «ny3bipeHbe Ha apeHe
MIMeeT LieNblo A0Ka3aTb OKpyXKatoLern nybanke ee CO6CTBEHHYIO
Ny6ANYHYIO peanbHOCTbY'.

My6anyHas peanbHOCTb — 3TOT 060pOT 3ameyaTesibHO
KOMMEHTUPYET M OZHY U3 NepBbIX paboT, NOKa3aHHbLIX HelaBHeN
BbINYCKHULEN PecnybanKaHCKOM XyA0XeCTBEHHOW cpeaHen
WKoNbl Ha dectmBane «ApT-Knssbmanr, — «[ocka noveran’.
CNOBHO MepexBaTuB 3CTadeTHYI0 Nasioyky oT, ckaxem, Cepres
NleoHTbeBa, co3aaBLLEro B Hayasne 1990-X MOPTPETHYIO CIOUTY
«OnbITbl XXecTkon doTorpaduny, Kagsipoa peaHumMmpyet
apXxeTunbl CBOEro AeTCTBa, NepeofeBasiCh B 0AXAY TOW 3MOXH,
MCNOAb3ys NapUKK, BUKyTepuLo, yCbl 1 HaKNaAHbIe HpoBU.
TpaBecTus y KagblpoBOM HMKAK He BNSIeTCS ONMNo3nLnen
ny6ANYHOCTM, NOCKOJIbKY aBTOP TLLATENbLHO BbICTPAMBAET B
napoaupyembix 06pasax Ty CKpPenasoLLyo X KONNEKTUBHOCTD,
TY KOIErnasbHOCTb «MoYeTa», KOTOpas NposB/snach B
NepBOUCTOYHMKAX CAMOLOBONLCTBOM M HAMbILWEHHOCTLIO SINL,
nepcoHaxeu. «Jjocka noyeta» — napagHbIv NOPTPET COBETCKMX
®opcantos, amunbHas ranepes, NOTOMY-TO MOXOXECTb BCEX 3TUX
JIVL, TaK CMeLLIHa 1 B TO XXe BpeMs Tak opraHmnyHa. CoBeTckue ntoan
MOXOXW APYr Ha Apyra, KakK MOXOXW U Mbl, HbIHELLHWE, Ha HaLIUX
npeaLwecTBeHHNKOB — KagbipoBa BOM/IOWAeT naeto lenesa o
CUMHTYNSIPHOCTH, KOTOpas ecTb yxke 6onee He UHANMBUAYANbHOCTD,

1 nasen MennepTeitH. HoBOroAHMI YepHbIA wap // AHydpues C., MennepwTeiH M. AeBAHOCTbIE roabl. fOCYAAPCTBEHHAS KONNEKUMA
COBpeMEHHOr0 MCKyccTBa. M., 1999. C. 91-98, UWT. €. 93

2 Ha cBoew caifTe aBTOp Tak KOMMEHTUPYET paBoTy: «3TOT POEKT — OT3bIB Ha TPAAVLMIO COBETCKMX BPEMEH, COMACHO KOTOPOit
B 32BEAIGHNAX 1 Ha NPEANPUSTUAX NOPTPETH NEPEROBIUKOB U 3aCAyXeHHbIX ASSTENR KPACOBAMMCD B BUAHbIX MECTAX M CAYXMAN

s koner. BLINOAHEHDI B . CaMbIX PACTPOCTPAHEHHBIX AMTIYA MUHYBLLIEA JMOXM:
cekpeTapb, Gyxrantep, 6ubnmoTekapby.

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
Forsytes, 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 (20m). It consists of beings cre-

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

2 On 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://wwwz2.southeastern.edu/Academics/Faculty/jbell/deleuze-immanence.pdf)



HO eANHMYHOCTDb, YNCTas UMMAHEHTHOCTb, HeMTpasbHas
XKW3Hb MO Ty CTOPOHY A06pa 1 313, 6e3 nmeHms...

CoBceM fanbHAas napannenb TOM Xe naen — HebonbLLIOoN

N N3ALWHbLIN NPOeKT «Ypoxan» (2011). ITO CyLLeCTBa,

CO3AaHHbIE 13 APYrMX OPraHnyeckmx maTepmnanos (6oarapckmi
nepeL,), MLLIEHHbIE UMEHWN NapaAoKCabHble pa3pacTaHms B
CeNnbCKOM Mer3axe, yAnBUTENbHbIE TeM, YTO, C OLHOW CTOPOHbI,
OHW NPeaCTaBAsOT COO0M YNCTble apTedaKTbl, a C ApYron —
NOsIHOE OTCYTCTBME MMEHWN, HOMUHANBHOCTU.

KazblpoBa cnoBHO napadpasmpyeT COBCTBEHHbIN MeTOA, —

W NS HAMNSAHOCTM MCNOb3YeT CBEXME CKOPONOPTALLMeECS
NpoAyKTbl. IMMaHEHTHOCTb CAMOW XM3HW B YC/TOBUSAX OTKPbLITOMO
06LLLEeCTBEHHOMO NPOCTPAHCTBA, Ta camas nybamyHas peanb-
HOCTb — 3TO HaYa/IbHOe YC/TIOBUE BCEX MPOEKTOB XYAOXKHMNKA.

Msmblii Kafienb Kak MenecHoCmb

HeT coMHeHwus1, 4TO aHHOe YC/10BMe Npeaonpeaenmnao nHTepec K
TakoMy maTepuany, kak kapenb. 3n0bneHHas B MOAEPHe NANTKa
yCBaMBaeTCs MOAEPHU3MOM Kak MPOCTOM 1 LOCTYMHbLIN MPUHLMN
CaHUTapuUn 1 yHMdUKaLMM NOBEPXHOCTM AN MeCT obLuero
nonb3oBaHUs. Ho Ha YkpanHe (1 04eHb peako B Poccunn), ocobeHHO
B NMPOBMHLMANbHbIX FOPOAKaX, Kadenb 1 cerofHs WmMpoko
ncnonb3yeTcs Ans 06ANLOBKM 30aHUN, MPUYEM CaMbIX SPKUX
OTTeHKOB. TakMM 06pa3oMm, xapakTepHas, K npumepy, ans Poccum
«KYXOHHO-60/IbHUYHO-TyaNeTHas» 30Ha 6bITOBaHMA KadenbHOM
NINTKN OKa3biBAeTCS y bandkaniero cocefa YHacTHOW 1M COBCEM He
nokasaTenbHom chepor NpUMeEHeHNs 3TOro MaTepmana. Kagbiposa
eLe 6onblue paclnpseT BO3MOXHOCTb NpUMeHeHus kadens,
NCMO/b3ys ero A8 CBOMX KONNAXKEN U TPEXMEPHOWN CKYbATYPbI
KaK O4eHb KPYMHYI0 MO3aunKy.

[oBOpst 06 MHCTANNAUMAX M 06bEKTaX C MANTOYHLIM Kepamnyeckmum
NOKPbITUEM B COBPEMEHHOM NCKYCCTBE, He/1b351 He BCMOMHUTD,
KOHe4YHO, 0 Mpou3BeaeHMaX GPaHLY3CKOro XyAoXKHNKA XKaH-
Mbepa PerHO, KOTOPLIN Hallen BO3MOXHOCTb MPOAC/IKUTL A0
reomeTpu4eckor abCTpakumm B CTEPUIbHLIX U MPaBUITbHbBIX
Kybuyeckmnx obbemax, BbIIOXKeHHbIX 6enibiM kadenem. 3To
npusemnaeHe MOAEepHUCTCKOM YTOMMM 3a CHET «CXT0MbIBAHNS»
XXM3HECTPOUTENLHOW MAEN NMyTeM Pe3KOro CONMKEHNS
reoMeTpU4eCcKOn XXMBOMNCK N MHTEPLEPHOTO AM3anHa. Ho meTog,
KaablpoBOW — HEYTO COBEPLUEHHO NPOTUBOMOJIOXKHOE.

Kadens — matepman GUHULLHBIV, OH HAKOTAA He MOApa3yMeBaeTcs
CaMOCTONTENbHbIM — M 3TO CBOMCTBO «apXMTEKTYPHOMN KOXU»

1 ncnonb3yet dKaHHa. MNpexae Bcero ee KadesbHbIe MANTKK

NOYTM HUKOTAA He NpeaCcTaloT B paboTax B 4eBCTBEHHOM
NpaBWILHOCTU N 4eTKOCTU GOPMbI: UMK 06ANLOBAHBLI GOPMbI
MSATbIE U M310MaHHbIe, 1 Kadeb KpoUTCS aBTOPOM B COBEPLLEHHO
HenpeackasyemMbix KOHGUrypaumax. MOXHO yBUAETb B 3TOM
Heo6apo4YHOM, XXMBOMMCHOM KOHTYpe napadpas no3gHeCoBETCKOM
MOHYMEHTaNbHOM CKY/IbNTYPbl, KOrAa, Noc/1e BCeBNACTbS
aKagemMum3ma TOTaUTapHOM MOPbI, XyAOXKHWUKM CTapanmnch
«MOAEPHM3NPOBATLY OPULNO3, U BPIOYMHBLI NEHNUHCKMX LITAHOB
LUAW BOAHAMM, KaK «MyCKynbl B 6bICTPOM ABUXEHUM» YMOEPTO
boy4oHn.

BpyTanbHOCTbL LWBOB M packpos kadens BMecTe co
CTPEMUTENbHOCTbLIO MOBOPOTOB KOMMO3ULMN, M3TOMAHHOCTLIO
$OopM BXOAAT B NPOTMBOPEYMe C XapakTepoMm kiuLie. fopbaTble
anenbCUHbI, CMATBIA AOPOXKHBIV 3HAK, MPOAABAEHHAs Nayka
curapeT LM, Bce paboTbl U3 cepuit «BbICTpesibl, MPOIOMbI» U
«MOHYMEHTbI MyCopy» NpeAcTaBAsioT Kadesnb Kak bbl cHavana
pa3buTbIVI/B30PBAHHbIN, & 3aTEM COBPAHHbIN U CKIEEHHDbIN.

3 «KaxeTca ae, 4TO eAVHIYHAS XI3Hb MOXET BOOGLLLE OBXOANTHCA &3 BCAKOM CyGLEKTHOCTI MM 6€3 KaKoro 6bi TO HY 66110
COMPOBOX/EHSI, KOTOPOE 6bl €70 MHAMBIUAYANM3UPOBANO. TaK, HANPUMEp, BCe 04eHb MaseHbKUe AETH NOXOXM APYr Ha APyra v HU4YTb
He . HO UM MpHCYLIM TI: yNbIGK, XECT, FPUMAca, COBbITHA, KOTOPbIE HE eCTb CyGbEKTHbIE XapaKTepUCTHKM.
COBCeM ManeHbKie AeTH GYKBaHO NPOHM3AHbI MMMAHEHTHOR XV3HbH0, KOTOPAS €CTb HACTOALLAS MOLLb, MOXHO AQXKe CKA3aTh,
61aXeHCTBO B MOpe CTPaAaHMUIA 1 CNaBoCTely (Kunb flenes. MMMaHeHTHOCTb: Xu3Hb / ViHTepHeT-xypHan Klinamen: http://wwh.nsvs.
bu/klinamen/filats.html

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

ron-apTucTckas anponpuaums y3HaBaemom NoBCefHeBHON
BELLM COYEeTAeTCs C «MOAPbLIBHOM» TAKTUKOW, M €C/IN B NON-apTe
OCHOBHbIM MPUHLMMOM 6bI/10 yBENMYEHWNE CTEPEOTUMHOIO
06pasa, To KagblpoBa NbITAeTCsA HAMNOMHNUTbL €ro U3HYTPU, MHOTAA
€ 3ddeKTOM 4pe3MepHOro yCUANS, KOrAA LIeMEHT Ha4MHaeT,
KaXKeTCs, BbIBANNBATLCSA U3 LLBOB.

Cpepfv paboT KafblpoBOW B OTKPLITOM MPOCTPaHCTBE TONbKO
OAHaXAbI BCTpeyaeTcs 06pas, MopdONormyecky noYTn He
MN3MEeHEeHHbIN. 3TO NPoeKT «KOHCepBbI», CO3AAHHbLIN B pe3naeHLUn
«BMPOYMIAN B 2012 rofly. PUCYHOK BCEM M3BECTHbIX KOHCEPBHbIX
6aHOK Bbl/T HATOXKEH HA OFPOMHbIE LAMHAPUYeckue Gopmbl
TPaHCNOPTMPOBOYHOM KANCy bl BOBHHOM pakeTbl SS20,
CenaHHble 13 BONOKHA M 3MOKCUAHOM CMOJbI, KAKUM-TO 06pa3om
ocCTaBLUMecs Ha MOpckoM Bepery. OAHAKO W 34eCb MPUCYTCTBYET
HeobX0ANMbIN CABUT, HAPYLLAKOLLMIA 3aCTbINOCTbL KAPTUHKM,
HaMoMHSAIOLWNI ee 3Heprmem 1 XKN3HbH. OTO — HacTosILLLee Mope,
Yeu LWyM v 3anax pasbrBatoT CTepeoTUN PeknamMHOoro WwuTa: 6aHkm
C pbIbon Ha doHe Mops.

MTak, nnockoe B pabotax KagbipoBown CTaHOBUTCS O6BEMHbBIM,

1 370 paboTaeT He ToNbKO B 061acTu GOpMansLHOro npuema.
Mnockoe —3aTepToe, 0bbiAeHHOE — pa3pacTaeTtcs Ao CobbITns, 1
NPOVCXOANT 3TO NMOTOMY, 4YTO IHEPris, 3ByyaLLas B Matepuare,
3acTaBngeT 3puTens NepeocMbICINTbL TO, YTO Ka3anoChb XOPOLLO
M3BeCTHbIM. B nepMcKoM «516n0Ke», HAAKYLLIEHHOM, KaK JI0roTun
Apple, B pacliennHe kadens NpocTynaeT CTapbiv KUpNuy,
3ab6aBHO NepeKkINKasCh C LLBETOM pPXKaBoW (NonexasLuen) MKoTH.
3puTensm Ha naowagn B MepMu MpUXoAMTCS CMOTPeTb Ha
XOPOLLO 3HAKOMbl€ KMPMUYHbIE PYyWHbI (B 3TOM rOPOAE MHOMO
NCTOPUYECKMX NMONYPA3PYLLEHHbIX 34aHWUM, CKPbITbIX B NepeyaKkax
M Ha OKpaMHax) — HO B IerMTUMHOM, y3aKOHEHHOM BUAE.

W apKo-3eneHasn a6n04Has KOXKypa Ha4MHAET BOCNPUHUMATBLCS
aHanormem COBpeMeHHOro NAacTMKOBOMO MOKPLITUS, KOTOPbIM
4acTo NbITAKOTCS «anrpPenanTby CTAPYIO apXUTEKTYPY, @ OHA
NOSBNSETCS, KaK He3BaHbIV 6efiHbIN POACTBEHHMK HA tobunee,
HepAalwMBOe NpUBMAEHNE. I B MyCOPHOM YEpHOM MakeTe,
NOKa3aHHOM KazbipOBOW KPenKo 3aBsi3aHHbLIM, YyBCTBYETCS Kakoe-
TO HenpuaTHoe GaHTOMHOE HaNo/IHeHWe — HeNpUATHOCTb 34eCh
npexe BCero B TOM, YTO NakeT NpnobpeTaeT HEMPUCTONHYIO AN
>KaHPa MOHYMEHTaIbHOCTb: YBECUCTOCTb U TEIECHOCTb.

B TO BpeMs KaK «MpuUaNYHbIe» OTXOAbI, O KOTOPbIX KOMGOPTHO
[YyMaTb, — OHU AOMKHbI 6bITb UHTENIMITEHTHBLIMU: IerKUMU,
6YMaXKHbIMUW, NPefHA3HAYEHHbLIMW A8 CeTHYATbIX MYCOPHbIX
Kop3uH MKEA. Ho ny4ywe Bcero GaHTOMHOCTb U B TO XKe BpeMsi
napagoKkcanbHas «34eCb-NPUCYTCTBEHHOCTbY COAEPXKAHMSA
06bIrpbIBaeTCA B «T1aMATHMKE HOBOMY MAMSTHUKY», KOTOPbIN
>KaHHa KagblpoBa co3aana B MasieHbKOM YKPaMHCKOM ropoje
LLlapropog. JINleHHbIn vua, OH TeM He MeHee He 60n1BaHKa,

a COBepLUEeHHO 3aKOHYeHHas Bellb, NPOCTO AOCTYMNHAs He BMOJHE.
HakpbITbIn 6en0M NpOCTbIHEN, NAMSATHUK 3anedatneBaeT Gazsy,
NPSMO MpeaLwecTByoLLY0 0DULMANBHOMY OTKPbITUIO, —
pas3-o6a1ayeHnto, Tak ckasaTb. 3puTento NpeasaraeTcs
MeANTUPOBATL BO3/1E, HANONHSAS GOPMY CBOMMU XeNaHUAaMNU,
3acensis opmMy CBOMMM reposiMu, 1 —aatb. OxxnaaHue B
HaCTOSALLLEM BPEMEHW APYrOro «HACTOALLEro», YTO CKPbIBAETCS

3a 6ebIM NoKpbIBasIOM, 3a6aBHbLIM 06pa3oM KOppecnoHAMpyeT

C PeNIMrMO3HbIMY NPaKTUKAMM, HO B AAHHOM C/ly4ae OHO
nepeBeieHO B CaMblil KOHKPETHbIN U HbITOBOM KOHTEKCT. BaXKHO,
YTO yCTaHOBKaA «MamMsaTHMKA» CONPOBOXAANACk, MO NPOCLbe
XYOOXKHMKA, NAaHALWA(THLIMY AN3aHEPCKUMKM paboTamu —
BMpoYem, AM3anH 34eCb MOHUMACS TOXKe KOHKPETHO,

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

A} poxaiiv. 20m. Dectusans «Apr-Nones. Baxuucapaii, Kpbim, YkpanHa

4 Harvest. 2011. Art-Pole Festival. Bakhchisaray, Crimea, Ukraine
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NO-LIAPropoACKM — C LUIMPOKMUMUN NAPKOBLIMU CKAMENKAMMU,

Ha KOTOPbIX YA0OHO OTAbIXaTb Y Pa3B/iekaTbCsi B 3TOM CAMOM
oxungaHun. N Tyt 6enoe nokpbiTMe NaMaTHUKA HAYMHaeT
BOCMPUHMMATbLCSA CBOErO pofa nocnabneHvem, yaaden cutyaumm —
TMNa «YYnTENb OTBEPHY/ICSY.

PaccnabneHHas no3vuma 3puTens npeanonaraeTcs U B
cnegytouwen pabote KagbipoBon, CO3A4aHHOM A9 0OLLeCTBEHHOMO
NpOCTPAHCTBA, B CEpUM CKaMeekK — «rpadurKoB». T paboTbl
3pUTENIO NpeanaraeTcs «<HanoHNTbLY MaCCoM yxe He
YMO3pUTENbHO, a TAKTUALHO. C KunLe rpaduka XyLoKHNK
oCyLLecTBASET CBOEro pofa TpaHcdep B cuTyaLmio 6amnskyto,

HO He B TOYHOCTM COBMAAAOLLYI0 C OPUTMHANOM: rpaduKn, Kak

N CKamerKku, npeaMeT o6LLecTBEHHOMO 6bITOBAHMS, TONLKO
PaCCYUTAHHDBIV UCK/TIOUNTENBHO HA 3pUTEIbHOE BOCMPUATHE.
Mcnonb3oBaHue ero, kak npeaaaraeT XyA0XKHNUK, B BUAE CKaMernKu
[3eT BO3MOXHOCTb 3pUTe/Tt0 COBEPLUEHHO HEOXKNAAHHbLIM 06pa3om
MOYyBCTBOBATb «Ha ceben N3rnbbl N MPUXOTANBOCTL PA3HOro poaa
npoLeccoB. M 04eBMAHO, KOHEYHO, YTO CUASALLNI B NO6OM Cyyae
OKaXeTcst KOHGOPMMUCTOM: OH NPeANOYTET NIABHOCTb PA3BUTUA U
60/1bLUMHCTBO (eC/IM PeYb MAET O LLEHTPUYECKMX CXeMAX) — MPOCTO
NOTOMY, YTO CMAETb HA OCTPbIX YrAaX UM TOHKMX CEKTOPaXx Kpyra
Heyao6Ho.

TaKoe «HM130B0e» NepeoCMbIC/IeHME HAMSAHbBIX CXeM COOTBETCTBYET
0603HaYeHHOMY BbiLLE MPUHLMNY CKYbATYPHOrO MeToAa
KapblpoBou, KOraa NaoCKMn U 6e3XKM3HEHHbIN CTepeoTunn
CTaHOBUTCS TPEXMEPHOW KpYynHOW GOPMOM, KOTOPYIO C/IOBHO
pacnupaeT U3HyTpu Heeegomas cuna. C Apyrov CTOPOHbI, HeNb3s
He yBNAEeTb, 4TO IMEHHO B 3TOM paboTe o4eBMHee BCero ataka Ha
CeMaHTUKy aAnarpammbl. «CeaanuiHasy TpaHCKpUnums rpapuka,
KOHEYHO, YHUYTOXAET ero nepBoHaYvanbHbIN CMbICI M MpeBpaLLaeTt
a6CTpaKTHOE NOHATME B Bellb, HAAEIEHHYIO NNLLbL YTUANTAPHbLIM
CMbIC/IOM.

HepoBepue 1 KpUTKKA CXONACTUYHOCTM FrpaduKoB bepyT cBoe
Ha4yano B COBETCKOM BPeMeHW, KOoraa ANCCUAEHTCKAs KynbTypa,

B TOM Ymc/ie HeoduLmMaibHOE NCKYCCTBO, Besla STUHECKYIO KPUTUKY
COBETCKOM CUCTEMbI M 0BBMHSANA MOCNEAHIO B YBEYEHWN
a6CTPaKTHLIMY KaTeropMsMmn B MPOTUBOBEC KOHKPETHbIM
4yenoBeveckMM U rpaXkaaHCKUM NOTPEBbHOCTAM. TyT MOXKHO
BCMOMHMUTb 3aMeyaTenbHyo paboTy, CO34aHHYI0 B KOHLLE

1970-X MOCKOBCKOM Fpynnou «FHe3non, — «fpadumk nctopum KMCC
B Cbe3/lax», — HAMepeHHO abCypAN3MPYIOLLYIO MPUHLMUNMbI
COBETCKOW armtaumm.

JKaHHa KaablpoBa NpUHAANEXNUT yKe APYroMy MOKONEHUNIO —
3MOXe 3ap>XXaBeBLLVX JIO3YHIOB W BbIFOPEBLUMX ANArpaMm, Koraa
COBEeTCKas MAeoNorvs ctana NnpeacTaBasaTh apXeonornyeckyio
LeHHOCTb. B 06bekTax KaablpoBow HeT abcypaa — HanpoTuB,
KOHKPeTHas 1 aesTesibHas No3nLma no BbISIBIEHUIO XOTb KaKoro-
TO, NYCTb 1 Cyry60 NpMKNAAHOro, CMbICA.

K apxuTekType manbix $opm, KpoMe CKaMeek, MOXHO OTHEeCTU

1 NpoekT «Knymbbi», KOTOPbIM KagbipoBa peanv3oBana B

[BYX BUAAX: KAK PEKOHCTPYKLMIO CTR/IMHCKOrO YINYHOrO

Ba30Ha M KaK COBPEMEHHbIe KNyM6bl — 6eTOHHble nonychepbIs.
XyAOXHUK cobupaeT Kaymby, Kak MO3aunky, 1 Nasnamu en

CNY>XaT N306pakeHM s LiBETOB, LiBETbI, BbIpe3aHHbIe 13 NecTporo
«LBETOYHOro» Kadens. [lpe Bapnaumnm npoekTa NpeacTaBasior U
[1Ba N0AX0Aa K KONMAXKY — B C/Ty4ae CO CTA/IMHCKON KMMMEpCKOm»
Ba30M 3TO BOCCO3AaHME NO aHAN0r MM, KOTOPbIM YaCTO NOMb3YHTCS
NpU UCTOPUYECKNX PEKOHCTPYKLMAX: LIBETbI — K Ba3e, kKepaMmka —
K TUMCY, HAPOAHOE — K TOTA/IMTAPHOMY.

Bo BTOpOM C/ly4ae 370 M3BECTHAs eLLe CO LWKONbHOW CKaMbu
annankaums, pykoaenve, camogestenbHoe (HamBHOe) TBOPYECTBO,
HanpasJ/ieHHOE Ha yKpaLleHWne NoBceAHeBHOCTU. CaM XYA0XKHUK

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 thinslices.

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 3abaBHo, 4TO C03AaBaNVCh 3TV 1Ba BAPMaHTa Ba3 COBEPLIEHHO NPOTUBOMONOXHbIM UX XapakTepy 06pa3oM: Ba3a B CTaIMHCKOM
CTune Bbina NOCTPOEHa BpEMEHHO AN GeCTUBANs! (TOronbHECT» v NOCAE AEMOHTUPOBAHA. A (COBPEMEeHHas Basa-nonycdepa
CyuiecTayeT B LLIApropoae yxe ABaALATS NeT U 6bina UC KaK p in.

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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Tak KOMMEHTUPYET 3TO NpousseaeHme: «Knymba, KoTopas Bceraa
LiBETET BO3/1€ NAMSATHUKA KOLKOBUHCKOMY. DTO KAK BEYHbIA OFOHb,
KOTOPbIV BCErAa ropuT Ha BOEHHbIX MEMOPMAax».

O[lHaKo KOMIax B TBOpYECTBE KaibipOBOM AACT eLlle OfHY
BapMaLnio, COBEPLUEHHO HEOXKMAAHHYIO U COBCEM He
[eKopaTuBHYI0. B MHCTannsumm «Tonnar, paboTa Haj KOTOpom eLe
NMPOAO/MKAETCA, XYAOXKHMK BMECTO LIBETOB HA4MHAET Bbipe3aTh U
KOMMUIMPOBATb YeNI0BEYECKME N306PpaXKEHNS.

Nangwatym: Homo Homini lapis est

CTporo roBopsl, paboTbl C BbIpe3kamu 13 raseT, U3 KOTOPbIX COCTOUT
npoekT «Tonna», NokasaHHbIN B kKneBckoM PinchukArtCentre
NIETOM 2012 rofia, Ha3blBaTb KOMNAXKaMM He COBCEM

BEPHO — NpeXx e BCero NoToMy, YTo 3ecCh HeT GOHa, K KOTOPOMY
6b1710 6b1 HTO-TO MPUK/IEEHO. Bbipe3aHHble 13 raseT n3obpaxkeHuns
Ntofen pacnonaratoTcs psaaoM Apyr C APYroMm, 3axaTble Mexay AByX
CTeKO/, @ OKANMASET UX paMKa ra3eTHOro Nos C COXPAHEHHbLIM
Ha3BaHMeM CaMOro 13aaHus. MpaBuabHee Ha3BaThb 3Ty TEXHUKY
AKKYMYNALMEN NN KOMMPeCCMeN, Tak KAk BbIPe3atoTCst OHM
CTPOro 13 KOHKPETHOro HOMepa raseTbl, @ BeCb TEKCT aBTOPOM
6€3>Kas0CTHO SNNMUHMPYETCS — TaK, 4TO MeXAY IMLAMUI 1
durypamm octaeTcsa nyctoe npocTpaHcTBo. C 06paTHOM CTOPOHbI
rasera KaxeTcsi U3beeHHOW KaKMM-TO BpeanTeneM, a TeHb,
najatoLLas OT Hee Ha CTeHy, CO3LaeT BreyaT/ieHne nensaxa ropHom
MEeCTHOCTU.

Ho paxke ecnm CKOHLEHTPMPOBATLCS UCK/THOUNTENBHO Ha INLLEBON
CTOPOHE NPOUN3BEAEHMS, TO CHECTb M306padkeHMs MopTpeTamum

He nonyyaeTcs. Ha nepBbIv B3rNs4, 37O Te Xe KAymbbl, Ba30HaMK
KOTOPbIX CTAHOBATCS Pa3/INYHbIe HALMOHA/bHbIE U3LaHWS, OTHEero
1 BO3HMKAET cneunduyecknin sTHopusmonormyeckmi Gopmat
3TUX «LLBETOYKOBY. YMECTHLIMW aHANOrMAMU TAKXKe MO/ 6bl
CTaTb repbapuin 1 SHTOMONOTMYeCKas KONAeKUMs: «To He INCT, Aap
Bopes, To cuamT arborean®.

TeHb, B KOTOPOW NPOYUTLIBAETCS NaHAWAPTHOE CTPOeHme, faeT
Camyo yCTOMYMBYIO accoLmaLmIo, KoTopas npeaonpenensercs

B HEKOTOPOW CTeneHu 1 aBTopoM. CobpaHHbIe 1 CBeeHHbIe

Ha OLHOM INCTe BCe Yenoseyveckme 0b6pasbl LAHHON raseThbl
pacnonoXeHbl N0 NPUHLMMY Ner3aXXKHON NepcneKkTUBbI, Koraa

Y HUDKHErO, 6IMDKHEro, Kpas cobuparoTcs n3obpaxeHus camble
KpYMHble, KOTOpble Meb4atoT NOTOM BBEPXY.

raseTa v Bbipe3ka 13 Hee — OAMH U3 CaMblX U3II06NEHHbIX
3N1eMEHTOB anponpuaLmm N LMTUPOBAHWS B M306pasnTeIbHOM
WNCKYCCTBE, ero No3uLMm NMpOYHO yYKpenaeHbl elle kybucramm.

3T0 MaTepuan LOKYMEHTa/bHLIN, FPy6bi 1 MepBO3AaHHbIN,
TUPAXHbI M HUYENHbLIA. CerofHsa pacnpocTpaHeHo MHeHWe,

YTO raserta Ha HaLUWX r1asax OTXOAMT B NPOLL/IOe, cyesaeT —

B CBSI3W C UHTEPHETOM. 3aLUMTHIUKM XKe ra3eThbl N0NaratoT, 4To OHa
L0/MKHA NOJ BAVSHUEM MHTEPHETA U3MEHUTLCS — CTaTb /1yYLLe,
WNHAMBMAYANbHEE, KAYECTBEHHEee, ©KyPHabHeey.

KazblpoBa NPOU3BOAUT TOXE CBOEro poAa Y/y4LUeHne raseTbl —

C TOUKM 3peHnst n3obpasnTenbHOCTU. B ee paboTax 13 cepum
«Tonna» BCA MHGOPMaLMS COCPeAOTa4YNBAETCS UCK/TIOYUTENBHO

B IMLax 1 Gurypax ntofen — Takoe YNCTO CyrreCTUBHOE CryLleHne
6e3 CN0B. 3puTento NpeasiaratoTCs CBOEro poaa Macku, ynakoBKu
Ans MHGOopMaLMmM — CNOKOWHbIe, HEePBHbIe, yiblbatoLmecs,
cepauThble, C AeTbMU U C cobakaMu. PasHbix BO3pacToB., Nona,
LiBeTa KOXW 1 paspesa rnas.

Ho ntobas raserta, gaxe 6yayyumn eAnHLIM HOMEPOM, Ype3BbliHaNHO
HEeoAHOPOLHA, Tak Kak MOKa3biBAET HOBOCTM M COBbLITUS CO BCErO
cBeTa. [03TOMY TOT KOHIIOMepaT Yes0BeYeCKnX 0CO6en, KOTOPbIV
B HEW CO3[,AETCS 1 KOTOPbIN BbITArMBAET HA MOBEPXHOCTb XKaHHa

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 3HaMeHMTbIe WYTAMBbIE ABYCTMWIMSA, KOTOPbIMM HaboKOB HaAeNsIeT BOCNOMWHAHMNA repost pomaHa «[lap» (Braanmmp Habokos.
CobpaHue Co4MHEHUN B 4-X TomMax. T. 3. M., 1990. C. 55)

7 «Anenbcuhbin. 2008. SILUMK, MOHTXHAS NIeHa, KepaMuieckas NNTKa, LEMeHT.

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



KazblpoBa, — KOHIIOMepaT MCKYCCTBEHHbIM, M aBTOP HAaCTaMBaeT Ha
06ycnoBneHHOCTM paboT 13 cepun «Tonnar, BBOAS 0bs3aTenbHoe
pamMMPOBaHME C MOMOLLbIO TOYHOIO YKa3aHMS Ha3BaHWMsS M HOMepa
raseTbl. Ho Cka3arb, Y4TO TakvM 06pa3oM — C MOMOLLbIO YKa3aHUs
CTPaHbl MPONCXOXKAEHNS — XYAOXKHWUKY YAAEeTCS BBECTU KaKoW-

TO aNrOPUTM NPOYTEHWUS AN CTPYKTYPUPOBAHMSA TONMbI, 6bIN0

6bl HEBEPHbIM. B TOM-TO M 1810, YTO INLLA MHOXATCS, MHOTAA
Ly6Anpysack, MHOrAa C BapuaumMsaMu, HO yOpSA04NTb 3TOT NpoLecc
HEeBO3MOXHO, Helb3 aXKe CKa3aTb, HACKOIbKO MPeACcTaBUTENbHbI
3TV LA OTHOCUTE/bHO TeX HaLMM 1 HAPOAHOCTEN, A3bIK KOTOPbIX
3TV raseTbl NpeaCTaBasIoT.

KazblpoBa BbICTABNSAET CBOW «HAPE3KMN» B MPAMOYrO/IbHbIX

paMKax ra3eTHbIX Nosen — 3T0T GopMaT HEBO/IbHO YMTaeTCs

Kak KAPTUHHbBIW, 1 NAMSATb 1IErKO MOACKA3bIBAET BCEBO3MOXKHbIE
aHanormm B 061acTu XXMBOMUCHK: 3aKa3HOW rpynnoBOW NOPTPeT,
ncropmyeckas kapTmHa. MoackasKky 3TM BCe HEBEPHbIe, BHeLlHee
CXOACTBO /INLLb YKKET HA IYBUHHOE pacxoxaeHue 3Tux paboT
COKMBOMMUCHIO: LA 34,eCb HUKAKME He MOPTPeThI, a cbopuLue
Ntofen — CTy4arHo, 3TO He COOBLLLECTBO M AaXKe He MPOoXoXue,
3aneYyatneHHble B TONMe, CKaXkeM, B «bosipbiHe MOpo30BOM»®.
«Tonna» KafbipoBow — derk, 60NbLUNHCTBO COBANHEHHbIX

3[1eCb B OLHOW NIOCKOCTW NOAEN HUKOTAA B PeanbHOM KU3HM

He BCTpeyatoTcs. Mx obLee «none obMUTaHMs» co3haeTcs
MeAManoToKOM, KOTOPbIN XYA0XHUK CNOBHO CKAHUPYET 1N
[lenaet cTon-kaap.

W BCe xe 06pasbl «ToNMbIn, CeNapupOBaHHbIE Y NPENOAHOCUMbIE

C MOMOLLbIO «yXOAALLMX B NMPOLLIOE» ra3eT, Kak HeNb3s bonee
AKTyasbHbI, Tak Kak 1Mo TOMY e NPUHLMMIY CTPOSTCS BCe
HOBOSB/IEHHbIE KONNEKTMBHbIE Tea coLceTen, hencbyka.
CoobLecTBa, OCHOBaHHbIE HAa NMOML30BAHUMW eANHbLIM Meana,
M3HaYabHO yLLep6HbI M ySI3BMMbI, YeNloBeYeckoe 0bLLeH e 30echb
He OCTUraeT CBOEeM MMaBHOW Lieav — YCTaHOBIEHWNIO CO-Tacus:
B3aMMO3aBMCUMOCTEN, CBSA3EW, MOCTOB CO06LLeCTBa. M3 3Toro n
pOX/aeTCs oLLyLeHme, 4To 06pasbl y KailbipoBOWM — He MOPTPETHI,
A MpOCTO pasHble NaHAWAPTbI, BeAb HA KAMHW, HU BOMHbI, HX faxe
[epeBbs He 06LLA0TCa Apyr C ApYroM. M nycTb He obMaHbIBaeT
Hac 3THorpaduryeckoe MoBOMNbLITCTBO TYPUCTA MO OTHOLLEHWIO

K pa3HbIM TUMAXaM NpeacTaBAeHHbIX UL, Bce OHM TyT —
pa3o6bLLeHHbIe 1 OAMHOKME «HO3ePNNKIY.

«KpUK KAKON-HMBY b TPONMNYECKOM NTULbI KAXKETCS SK30TUYHbIM
TOJIbKO TOMY, KTO HE MPUBLIK K HEMY. BCywanmTech B 3TOT KPUK,
€BpOMenLbl, U Bbl YC/IbILLMTE B HEM TY XKe CaMyto TOCKY, koTopas
3BYYMT B MPMBbLIYHOM AJ/151 HAC FON1I0CE CEPEHBKOMO XAaBOPOHKA MK
B rofioce 6010THOM BbINK. Y BCEX HAPOA0B Pa3Hble NCTOpUYeCcKne
CyAbbbl, HO Y BCEX HAPOA0B OAHA U Ta Xe XaXaa Nto6BU 1
CNpaBeaNMBOCTU, MY BCEX IKCMYATUPYEMbIX HAPOLOB CXOXMNE
nperpazbl Ha NyTN K OCYLLECTBEHWIO HAAEXA,: HEPA3BUTOCTb
CO3HAHWA, pa3beANHEHHOCTb, pa3apo61eHHOCTb HA MUIMOHDI
OLIMHOYECTB N MPONCXOAALLAS OT BCEro 3TOro 6eCnoMOoLLHOCTb
nepes 6e31M4YHbIM TMLOM NepeMasibiBaOLLEN NtOLEeN MALUWNHbI
6ecyenoBe4HOCTM»?.

EBreHmnsa Knkopgse

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
Translated by Larissa Babij

8 B. Cypukos. «Bospbitis Mopo3osa» (1857) — OiHA U3 CaMBIX U3BECTHBIX KaPTHH COBPaHYS FOCYAAPCTBEHHOM TPETLAKOBCKOV ranepem,
M306paXaert CLieHy 13 UCTOPMM LIePKOBHOrO packona 8 Poccui B XVII seke.

O Esreruin EsTyweHKo. MOMHUTS 0 TOM, H4TO MepTBbie Gbinu... // Mapkec I CTo neT oavHouecTsa. M.: ACT, AcTpens, Onumn (Mocksa),

2000. http://www.marquez-lib. ru/library/pomnit-o-tom-chto-mertvie-bili.htm

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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B cBoem conpoBoauTensHom Tekcte K AOCUMENTA (13) KaponuH
XpucTtoB-baKkapayknes aHann3NpyeT BINSHNE MHTEPHETA Ha
NPOW3BOACTBO M PACMpPOCTPaHEHMEe 3HAHWI B CErOAHSLLUHEM
obuecTBe. OHa 3a4aeTCs BONPOCOM: Kakmm obpasom undposas
KyNbTypa BO34ENCTBYET HAa MONNTUKY, SKOHOMMKY M OBLLECTBEHHYIO
SKM3HbL? 3@ NocnefHue NAaTHaALATb NeT NOpTaTUBHbIE
KoMnbloTepsl, iPad, iPhone, Blackberry v gpyrue yctponcrea
VM3MEHW/IN HE TO/IbKO Ye/1I0BeYeCKMe B3aUMOOTHOLLEHWS, HO U TO,
KaK COOTHOCSTCA MeXay cobon nsobpaxeHue n nHbopmaums.
CMapTPOHbI NO-HOBOMY CBA3ANW NHOAEN APYT C APYTrOM:
06paszoBanncCh CeTn, NOA06HbIE MONEKYNSAPHBLIM CTPYKTYpPaM,
BHYTPM KOTOPbIX IIOAN B3aUMOAENCTBYIOT BCE TeCHee 1 TecHee,
CTaHOBSICb MPW 3TOM BCE 6onee 1 601ee N301MPOBAHHBLIMU. YTO XKe
0CTaeTCs OT peasibHOCTX B 3TOM HeMaTtepuasibHOM Mupe?

YKaHHa KazblpoBa, NOSBMBLLAACS HA XYA0XKECTBEHHOM CLeHe

Ha pybexe BeKOB, O4eHb paHO Onpeaenaa CBoM CTUIb, A3bIK

1 NtobrMoe (HO He eAMHCTBEHHOE) CPeLCTBO BblPXKEHNUS —
ckynbATYpy. OHa poamiack B yKpanHCKoM ropose bposapbl B
1981 rofy Y NPpUHAANEXUT K TOMY MOKONIEHUIO, AJ151 KOTOPOro
HeobXxoAMMOCTb CHOBA M CHOBA M306peTaTh ABNSETCS
ecTeCTBeHHbLIM CefiCTBMEM Pa3BUTUA MUPA. [TOCTOSHHO
MeHsoLLLeecs TBOpPYeCTBO YKaHHbI KaiblpoBoW HeceT B cebe

cnef coumanbHO-NOINTUYECKMUX NMEPEMEH, KOTOPble NpeTepreno
YKpanHCKoe 0bLecTBO B HA4ane 2000-X rof10B, a 3aTeM Cpasy
noc/1e «OpaHXXeBOK PEBOMOLNNY 2004—2005 roA0B. [iBurarenem
BCEX NPOEKTOB YKaHHbI IBNSETCS 3KCMEPUMEHT — MNO3TOMY OHa 6e3
KoiebaHnM MeHsieT 061acTu feaTeNbHOCTU. Ee nHANBMAYabHOE
TBOPYECTBO, COTPYAHMYECTBO C rpynnou P.3.11. (nocne 2004
roga), y4actuve B My3bikasbHOM npoekTe Penoplast, paboTa

B BbICTaBOYHOM MpOCTpaHcTBe LabGarage B Knese — BCE 370
NPOAMKTOBAHO XKeNaHMeM HapyLLaTb NpaBmnaa n obpatlarbes

K CAMOW LUMPOKOW ayANTOpUKn. byay4m ogHOBPEMEHHO
SKMBOMMUCLLEM, CKY/IbMTOPOM, apTUCTOM NepPopmMaHca, KypaTtopom
nepcoHasibHbLIX M FPYNMOBbLIX BbICTABOK, YKaHHA Kagbiposa
HeYCTaHHO nccneayeT HoBble N HOBble GOopMbl. OAHAKO YTO

>Ke BOJIHYET 3TO HOBOE NOCTCOBETCKOE U «MOCTOPAHXKeBOoe»
nokosieHne? NMoMnUMO >KenaHns nepemeH 1 «peroHaIbHoOro»
ANCKypca, CoBpeMeHHOoe YKpanHCKoe NCKYCCTBO CTPeMUTCA
BMMCATLCS B I06aNbHbLIN
KOHTEKCT.

LabGarage — npocTpaHcTBO
a/ibTepHaTMBHOMO UCKYCCTBA,
OTKpbITOE B 2009 rOAyY B
MCTOpUYECKOM LieHTpe Knesa.
B KayecTBe skCneprMeHTa
BbICTABKM, KOHLEPTbI,
nepdOpMaHChI ¥ BUAEONoKasbl
LLeMOHCTPUPYHOTCS B 60/LLLIOM
NPOCTPaHCTBE rapa>KHoro
Koorneparusa. B 2009 rogy,

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-

T We Will REP You. Akuys rpynnbi P.3.M1. 2005, Kvies, Ykpauha

2 KowuepT rpynnsi Penoplast. 2006. Kuies, Ykpaura.

T wewill REPYou. R.E.P. group action. 200s. Kyiv, Ukraine

2 “Penoplast” concert . 2006. Kyiv, Ukraine



B CAMOM Ha4ane npoekTa, >KaHHa KagbipoBa BbiCTaBW/a 34eCh
npoekT «CTeHan, KOTOPbI BOCMPOU3BOANA YNYHbIE rpadpduTn
B Kepamuke. «CTeHa» NpUHeCa B rasieperd 3Hepruio yanL, 1 B To
e BpeMs 3adrKCMpoBasia B MPOYHOM MaTepurasie BC OCTPOTY
3HAKOBbIX COOBLLEHWNA.

Ipybble 1 packoBaHHble CKyAbATYpPbl XKaHHbI KaabipoBown
npeacTatoT efMHbIM aHCaMbnem, 415 KOTOporo asTop noabupaer
N CMeLLnBaeT MaTepumasbl 6e3 Kakow Hbl TO HY BbINo epapxmu.
PaboTas 0fHOBPEMEHHO C KepaMMKOW, KadeslbHOV MANTKON,
LemMeHTOM 1 achansToM, OHa cneyeT TpaAnLmMm COBETCKOro
KepamMmn4ecKkoro NCKyccTBa, CTaBLUEro B Ty MOPY MAacCOBbIM, HO
TpaHcHOPMUPYET N aAANTUPYET TPAANLIMOHHYIO TEXHUKY.

C2003 roga >XaHHa co3gaeTt 06beKTbl U3 MO3anKu, KoTopas byaTto
6bl HeyMeno cMoaenvpoBaHa B 3D B pasHbix MacluTabax. MoHavany
durypatmsHbIe 1 LBETHbIE, B NOC/IeHEee Bpems ee CKyIbNTypbl

“U;LhGarage

CTAHOBATCS aBCTPAKTHLIMM M MOHOXPOMHbIMMW. B KaXKa0M CBOEM
npoekTe XXaHHa KagblpoBa o6pallaeT BHMMaHMeE Ha KOHTEKCT,
CTPeMUTCA NepeaaTh OLLyLLeHWe MPOCTPAHCTBA M YXBATUTb
peanbHOCTb. Mepuoamnyeckm BTOprasicb HenocpeacTBeHHO

B 06/1aCTb apXMTEKTYPbI (¢3aN0THEHM SN, 2007—2012), OHA
OKpaLUMBAET U BULOU3IMEHSET ee MW XKe SKCNepUMeHTUpyeT

C ropoacKkon mebenbto, KoTopas Nerko BbIXOAWT 3a Npeaenb
ranepewn («3Hakm», 2010). bBanaHcnpys Mexay 3CTeTUKOM
MUHUMann3Ma 1 apdexkTamm non-apTa, ee TBOPYECTBO CBO6OAHO
WHTepnpeTupyeT pasHble HanpasAeHWs B CKybNType XX Beka 1
0THACTW OXXMBASET MUP XMINLLHOTO CTPOUTENILCTBA B AKTUBHO
pa3BMBalOLLENCs CTpaHe. XyA0XKHMK npeBpaLLaeT kepaMumky

B paroLeHHble KaMHU («<BpUANNaHTbI», 2006), Anarpammbl,
reorpaduyeckme kapTbl, KOHYCbl CBETa U TeHN («dopMa CBeTa,
2011) N SILLMKM C anenbCMHAMM, Bbpa3nuTeNbHble U OTChinatoLme
HacC K TeMe pefilkoCTel U 3K30TUKM. BbITOXEHHbIe psiaamMun GpyKTbl
1 OBOLLM HAMOMMHAIOT O MPOCTPAHCTBE YIMHHOIO PbIHKA —
NpOCTpaHCTBe NOBCeAHEBHOCTM par excellence. Kak oTmeyaet
Hukons byppuro B «[TOCTAPOAYKLNNNA, «PLIHOK, TUMUYHBIA ANS
60onbWOoro roposia, NpeAcTaBAseT cobom KONNEKTUBHYIO GOpMY,

3 ranepes LabGarage. 2009. Kutes, Ykpauna

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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Xa0TMYECKYH0 arnoMepaLmio, pa3MHOXAIOLLYIOCS U MOCTOSIHHO
0BHOBASIOLWYIOCA... Peyb MAET O MecTe, rAe TeM WA MHbIM 06pa3om
TpaHCHOPMUPYIOTCSA NPOAYKTbI MPOLLUAOTO... PbIHOK BOMOLWAET

1 MaTepuanunsyeT NOTOKM 1 YenoBeyeckne B3aMMOOTHOLLEH WS,
KOTOPbI€ B YC/I0BUSAX UHAYCTPUANN3ALNN Y UHTEPHET-TOProBAU
CTpeMATCs K Aemartepmanmsanmmy. Bceraa BHMMarenbHas

K MaTepwmany, KagbipoBa npeobpaxaeT ero, YTobbl npuaaTh

HOBbIV 06/IMK MOBCEAHEBHOCTU, Y BOLOXHOBASIETCSA BU3YANbHbLIM
MUPOM MPOLLIOrO U HACTOSLLEro. B cBoeM BCTYN€HUM K KHUTe
«MporpeccnBHas HocTanbrns. CoBpeMeHHoe NCKYCCTBO CTPaH
6biBwero CCCP» (2008) KpUTUK 1 KypaTop BukTtop MusmaHo
BCMOMMWHAET COBETCKOE BpeMS Kak HeCKOHYaeMbll, XOTS U
HeOoAHO3HaYHbIN, NCTOYHWK TBOPYECTBA U BIMSAHWS. COrnacHo
Mm3MaHO, HOCTaNIbI S — 3TO He OTPULIAHME HACTOSLLEro, HO popma
pednekcnmn 0 CerogHsILLIHEM iHe, BbIpaXkeHWe onpeaeneHHon
nosmuun.

TBOpYecTBO XaHHbI KaablpoBOW CBS3aHO C KOHKPETHLIMMU
3KOHOMMUYECKUMU 1 MOINTUYECKMMU peannsiMn, 3To LoCTUraeTcs,
KaK npaBusio, NpUMeHeH1eM NpoCTbiX MaTepmasio N METOL0B
paboTbl, co3patoWwmMx HecoBepLUeHHble GopMbl. CobnasHmTeNbHbIE
1 NpyBneKaTtenbHble, ee paboTbl MeHSIOT QyHKLMM MaTepmana
paav XyAoXKeCcTBeHHOO 3aMblC/la U CO34al0T UHTEpeCHbIe
BU3yasibHble U pOopMasibHbIe CTOSIKHOBEHMUS. B TO e Bpems

ee CKyNbNTypbl HACTO NMPOU3BOAAT BMNeyaTieHne NoMaTbIX,
NnoTpenaHHbIX >XM3HbI. OHM CKNAAbIBAKOTCA M packnagbiBaloTcs,
pa3BMBAlOTCS B NMPOCTPAHCTBE, BbI3bIBAS B NAMATU UAEK0 CKNALAKN,
KoTopas ans [lenesas o3Hadana CTpYKTypy AyLUM U MbIC/IU BO

BCen ee CNOXHOCTU. CKnaaka BO3HMKAET Cnepea B Aylue, a

y>XXe MoTom B MaTepuu. Mogo6HO ApannpoBKe, COCTOSILLEN K3
6ecKOHeYHOro MHOXeCTBa CKNAA0K, AyLa NpeAcTaBnseT cobom
NabUPUHT C TaKUM OFPOMHbIM KOSIMYECTBOM YrOIKOB, YTO MNO3HaTb
€ro CyLLHOCTb NpaKTU4eckn HeBo3MOXXHO. Cknaaka scerga
CyL,ecTBOBana B UCKYCCTBE — HaNpumMep, CTUAb 6apoKKo BO3BeN ee
B KPaMHIOK CTeMNeHb.

McToKM TBOpYECTBA MOMOAOM XYA0XKHMNLbI MOXXHO HAUTU B
YKPaNHCKOM 1 PYCCKOM Hacneamm, Ho BMecTe C TeM paboTbl
KaablpoBOW OTCLINAKOT K CKYIbNTYPAM M 3KCLLEHTPUYHbIM
MOHYMEeHTaJIbHbIM MHTEPBEHLMAM aMepUKaHCKOro non-apTncra
Knaca OnbaeHbypra — ¢ HMM XKaHHa pasgenseT 1to60Bb K
TPUBMANIBHOMY, K U3IMLLIECTBAM M KpUYaLL MM LiBeTaMm. Peannsmy
npow3seeneHn OnbaeHbypra NnpoTMBOpeYarT, C O4HON CTOPOHbI, UX
rUraHTCKMe NPOMNopLMK,  C APYron — Teky4yume, necTpble GakTypbl.
OnbpeHbypr 6epeTt caMble NPOCTble, 06UXOAHbLIE MpeaMeTbl 13
KYXHW WIM BAHHOW W yBenYmnBaeT, AebopMupyeT mx, coobLiaet
WM ApYryto KOHCUCTEHLUMIO, KaK B paboTe «TUraHTCKNI MSTKUIA
deH. MpuspayvHas Bepcuar (1967), UM yCTaHABAMBAET CTPaHHbIE
COOTHOLLEHWNS Mexay obbekTamm (¢ABTOMOPTPET», 1970).

C1965 roga Knac OnbaeHbypr paboTaeT Ha cepyert MpOeKToB
daHTaCTMYeCKMX NAMSATHUKOB, B KOTOPbIX MOHATUE OKPYXKEHUS

He OrpaHNYMBaETCs CTEHAMM rasepeu, a OTKPbITO MPOTUBOCTOUT
rOpOACKOMY MPOCTPAHCTBY.

B reorpaduyeckom 30He, OTMEYEHHOW NPUCYTCTBMEM, a MHOTAA
M OTCYTCTBMEM MAMSATHUKOB B NyHAMYHbLIX MPOCTPAHCTBAX,
YKaHHa KazblpoBa COBepLUEHHO eCTECTBEHHO NepeBoamnT paboTy

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

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

6 vrcrannauns rpynnbi P.3.M. «EBPOPEMOHTY. Cpes3. 2012. BbiCTaBka 21 HOMUHAHTa npemun Future Generation Art Prize 2012,
PinchukArtCentre, Kues, YkpauHa.

7 Vikcrannauuns rpynnbl P3. M. «T1aTpuoTusmy. MckyccTao kak noaapok. 2008. PinchukArtCentre, Kues, Ykpauha
8 Akuus rpynnbI P3N, es Hassatish. 2005

O Buicrynnenute rpynnbi Penoplast, «poexT co06LLeCTsy. LIEHTP CoBpeMenHoro ckyccTsa npu HayKMA, Kires.

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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CKyNbNTOPA B MOHYMeHTasIbHble GOpMbl, 4TOBbI eLLe 6osblue nxX
fecakpannsoBatb. MHOMMe MPOeKTbI XyA0XKHULbI, OTHOCALLMECS

K KaHPY «FOPOACKOM CKY/IbNTYPbI», MPOTUBOCTOAT MacLLTaby
Ny6ANYHOro NPOCTPAHCTBA. «MaMATHUK HOBOMY MNaMSTHUKY»
(2009) NpeacTaBnseT cOb60M CTaTyHO, 334PANNPOBAHHYIO

B OXXMAAHUWN OTKPLITKSA, — C TOW INLLb Pa3HULIEN, YTO 3Ta
[panunpoBKa He CHMMaeTcs. 3Ta npu3payHas paboTa XpaHuT
TalrHy YenoBeKa, KOTOPOMY MOCBALLEH NAMSATHUK, U MPUYYAINBLIM
06pa3oM nepeknukaeTca ¢ bpasoit MoxeHa fepua: «O6LLECTBO
MOXO0Xe Ha CBOW NaMSTHUKMY.

WHTepec K nybnnyHom chepe kak 06nacTu nrpbl n
3KCnepuMeHTa XKaHHa pasgenseT c rpynnou P.3.11., c koTopown
OHa COTpYAHMNYAET Y>Ke NMOYTU AeCATb IeT. OTrON0CKM NX
pa3HO06pa3HbIX MHTEPBEHLMI 1 NepdHOPMaAHCOB NOCTOSHHO
3By4aT B paboTax KagbipoBou. Ee nHaMBMAYyanbHOE TBOPHECTBO
1 paboTa B KONJIEKTMBE B3aUMOBUSAIOT U NOANUTbLIBAIOT APYT
apyra. B gekabpe 2004 roga, koraa YkpanHa Haxoamnach

Ha NuKe «0paH>XeBOK PeBO/IOLMMNY, OKOJIO ABAALATH
XYAO0XHMKOB CMeLlanncb C MaHnpecTaHTamu, obutatensiMmm
nanaTtoyHOro fnareps v NOAMLENCKUMU, Paaysach peaKom
BO3MOXHOCTW NCCIeA0BaTh HOBYIO Chepy MOMUTNYECKON

nrpbl. Fpynna P.3.1M. («PeBOMOLMOHHOE 3KCMepUMEHTaNbHOe
NPpOCTPaHCTBO») MOIOXKUAA HAYaN0 POXKAEHMNIO COBEPLUEHHO
HOBOW XyAOXEeCTBEHHOW CLieHbl YKpauHbl. Noaxsatue sctaderty
Y CBOMX CTApLUNX COBPEMEHHMKOB, CYNTABLUNXCA B COBETCKOE
BpeMs MapruHanamu, o4epXXUMbIMU UAEAMU YTOMUN U
abcypaa, HoBOe MOKONEHME HAMNOMHAET 06LLeCTBEHHOe
NPOCTPAHCTBO KapHaBasibHbIMW NeppopMaHcaMm 1 NapoansmMm
Ha NoAnTMYeckne No3yHru. Npynna obocHoBanack B LieHTpe
COBPEMEHHOI0 NCKYyCCTBa HaunoHanbLHOro yH1uBepcuTeTa
«KneBo-MorumngHckas akagemmsay, NpespaTuB ero B na0OLWaaKy
XYA,0XKECTBEHHOMO CONPOTUBAEHUS U 3KCNEPUMEHTAJIbHYIO
n1abopaTtopuio A1 BbICTABOK, aKLMIA, BCTPeY 1 CEMUHAPOB.
CnycTa NSTHaALATbL 1eT NOCe NaAeHNs COBETCKON MMNepumn
Knes cHoBa cTan TBOpYeCcKkor nnathopmMor NOKONeHUS
ABaALATUNETHUX, AN19 KOTOPLIX 3anag 6onblue He Mud, a BocTok
6osbLue He OMUHMPYoLWas cnna. Cmenas u Henpeackasyemas,
yBNe4YeHHas BOMpoCaMum A3bika 1 nepeaadu 3HaHum, rpynna P.3.M.
CerofiHs COCTOUT M3 LLIECTU yYaCTHUKOB™. BBMAY NpakTUyeckm
MOJTHOrO OTCYTCTBMSA MHPPACTPYKTYPbI, KOMNEKTUBHas paboTa
npeacTaBnseTcs XOpoLlen cTpaTternen ConpoTUBNEHUS AN
OpraHun3aumm BbICTABOK, BOPKLIOMNOB W Ny6anKkaunn. ToT onbIT
HanoMwuHaeT Apyrue NpoekTbl NoA06HOro poaa — Hanpumep,
BO3HMKLLYIO B 1994 roAy B Xapbkose «[pynny 6bICTporo
pearmpoBaHusa» B coctaBe bopuca Muxannosa, Cepres bpaTkosa,
Ceprest CONOHCKOrO 1 BUTbI MXannoBoOW UAn CO3AAHHbIV TaM Xe
npoekT «Cocka» — OflHOBPEMEHHO W KOJINEKTUB, M BbICTAaBOYHOE
NpOCTPaHCTBO, paboTatoLee C MECTHLIM U MeXAYHAPOAHbIM
KOHTEKCTOM.

B 2000-€ roapl B POCCMM TaKKe BO3HWUKAET PSS XYAOKECTBEHHbIX
KONNEKTMBOB — Hanpumep, «CUHME HOChI» UM COOBLLECTBO
«PafieKn, XoTa KaXKAblM 13 yHaCTHUKOB NapanienbHO 3aHUMAEeTCa
CO6CTBEHHbIM TBOPYECTBOM. COMMIACHO KOHLEMNLUMW FPynnbl «4T0
[enatb?», co3naHHom B CaHKT-MeTepbypre B 2003 rofy, KONNeKTUB
ABNAETCSA reHepaTopoM KpeaTMBHOCTM U HOBbIX GOpM, AaeT
BO3MOXHOCTb Pa3fBMHYTb FPaHMLbl My3eMHOrO MPOCTPAHCTBA.

C2005r04a, NpUHMMAas BO BHUMaHMe JOBO/IbHO XaOTUYHYIO U
HeCcTabuabHYI0 MONTUYECKYHO XXU3Hb YKpauHbI, rpynna P.3.11.
OXOTHO 06paLLaeTcs K A3bIKy NOMTUYECKUX NAPTUI, NPeACTaBNNS
nepdopMaHChI 1 akLmm B Ny6ANYHbLIX MPOCTPAHCTBAX U GOPMUPYS

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 Hukwra Kapan, XarHa Kagsiposa, Braaumup Ky3HeLos, 1aaa HakoHeuHas, KceHus THUMLKAs, /1ecs XOMeHKo.

17 Bua skcnosuumm BbicTasky «pakTukar. 2012. Fanepes «laspan, Kues, YkpavHa.

10 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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CBOW COBCTBEHHbIN ANCKYPC NPeaBbi6OPHBIX KAMNAaHMI. 3HaMeHa,
mMeradoHbl, NponaraHAMCTCKMe NanaTku, 6powtopsl, narun

M NO3YHI U CTAHOBATCS MaBHbIM Opy>xuem P.3.T1. B pamkax
aKumMm «be3 Ha3BaHUS» (2005) LLECTb XYAOXKHUKOB CHUMAOTCS

Ha NycTbipe, Ha GOHe 3aKaTa, NpeAcTaBsAs cCO60M OAMHOKNN
MNKET, BbIKPUKMBAS NO3YHIM U3 NPEeCChl, HUKAK He CBA3aHHbIe
Apyr c apyrom. B npoexte We Will REP You Mbl BUAUM WX B TONNE
KWUEBASIH C NCeBAOMOUTUNYECKMMU AKLUSIMU, MPUYEM NPOXOXKKe,
KXKeTCS, He 0CO3HAIOT, 4TO Nepes HUMU XyA0XeCTBEeHHOe
npowusseneHmne. Covetas B cebe Xya0XeCTBEHHOE BOBNEYEHNe

W HETPUBMAbHbIN OMOP, NOBUTENLCKUIA TeATP W TLLATeNbHO
BbICTPOEHHYIO MU3aHCLIEHY, 3TW aKLMW He TONbKO pasobnadatoT
BEeCb OKPY>KAIOLWMA Mackapaga, Ho 1 CTPEMSTCS NPUBUTL Nybanke
NOHVMaHMe COBPEeMEHHOI0 NCKYCCTBA Yepes XOPOLLO 3HAKOMble
dopMbl.

MOoTKB TONMbI U MaHNbECTALLMN BO3HMKAET B UCKYCCTBe XIX Beka C
HacTynjieHnemM HoBOro BpeMeH 1 1 poCTOM Meranosinmcos. HaumHas
c boanepa v ero AMpUHECKOro repos, WaTatoLLEerocs B napuxcKomn
TONNE, XYAOXKHWKM BHOBb M BHOBb 06PALLAIOTCS K 3TOMY CHOXKETY.

B nocnegHee Bpems paboTt nogobHOro poaa ctano 1ak MHOro, 4To
nyeanyHom chepe, MOXoxe, rpO3NT NOBCEMECTHAS NpMBaTM3aLMS,
NpW KOTOPOW 3KCMNPeccusi U NPOTUBOCTOSIHME He MOOLLPSIOTCA U
CBOAATCSH K MUHUMYMY.

TeMy TONNbI 3aTparMBakT MHOrMe POCCUICKME U YKPaUHCKNe
XYOOXHMKW. Fpynna «4To fenatb?» 3asBAseT, HTO X TBOPHECTBO —
nonbITKa NpeACcTaBUTbL MaHUdeCTaLMIO KaK TeaTpasibHoe cobbITue
B Ny6ANMYHOM NpocTpaHcTBe. KonnekTns «Pagex» MCnonb3yeT
Jtofien, OCTAHOBMBLUMXCS HA KPACHbLIW CUrHan ceetodpopa,

4TOObI NPOBECTU CMOHTAHHYIO AeMOHCTpaunio. A lasua Tep-
OraHbsH B NpoekTe «CTapble I03yHr» 6epeT Ha BOOpY>XeHne
pacnpoCTpaHeHHbIe N03yHI M MOANTMYeCKor 60pbL6bI 1 AenaeT
pUCyHKM GOMACTEPOM Ha TeMy MaHubecTauunn.

[lns cBOEN NepBOM NepCoHabHOM BbicTaBkK B PinchukArtCentre
B 2012 rofy >KaHHa KafblpoBa co3aaeTt npoekT «Tonna» — BecbMa
HOBDBIW OMbIT 4718 MONOAOM YKPAUHCKOM XYAO0XKHWULbI. [poeKkT
«Tonna» Hayancs B IHAUW — B CTpaHe, rae cCaMbiM AOCTYMHBLIM U
NpOCTbIM MaTepnanoM Ans XyAoXKHMKA bbiia raseTHas bymara.
KagblpoBa Bbipe3aeT u3 raset nLa IIAen 1 Co34aeT 13 HUX
KOJINAXW, KOMMUASALMN, B KOTOPbIX CMPECCOBAHbI Pa3Hble
MOMEHTbI BDEMEHW 1 pasHble NCTOPUK. «TonMna» Co3AaeT UTIO3UI0
«yperyiMpoBaHHOro xaocar, roBops cioBamu beptonbaa bpexra.
OTKyAa Bo3HMKaeT «Tonnar? Kak )XaHHa nepexoauT OT CKYNbMTYpPbl
K KOMNA>Ky 13 rOTOBbLIX M306paskeHNin?

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 @riom. 2012. CoBMECTHO C [leHUCOM Py6aHOM.

13 Bua skcnosvumn ebicTasky «yTesoavTens. fanepes «/laspan, Kies , 2010

12 Etude. 2012. Collaboration with Denis Ruban

1 3 The Guide, exhibition view. 2010. Lavra Gallery, Kyiv
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[lpyrvie nponsseaeHmns
nocnegHero BpemeHu
LLOKYMEHTUPYIOT,
[LleMaTepuanmsyioT u
OUKCMPYIOT 3TO COCTOSIHNE
obuwecTtsa. LLlepoH Xewnc
yTBEPXAAET, YTO cumTaeTt
cebs MaHNbeCTaHTKoN,

B MOMIUTUYECKOM,
TeopeTn4yeckom

N MeTOA0/10rNYeCKOM
CMbIC/AxX — TakK, kak bepTonbp,
BpexT onuvcan 3To B CBOEM
3cce «YIMYHASA CLeHan's, rae akTepoB 3aMeHUIM MaHNPeCTaHTbI.
B TeaTpe bpexTa To, Mpu Yem Mbl IPUCYTCTBYEM, BNSETCS
peneTnumen MmaHndecTaumm.

bonee fokymeHTanbHas no xapakrepy cepms Aptypa >KMMUeBCKoro
«JeMoKpaTum» (2007-2012) COCTOUT U3 TPUALLATN KOPOTKUX BUAEOD,
NpeacTaBAatoWwmnX pas/inyHblie NONNTUYECKME aKLMK B MYBINYHbIX
NPOCTPAHCTBAX. XyAOXKHWK NPy MOMOLLM Kamepbl puKcnpyet
06pasbl MaHndecTaunmn. 3Tm KOPOTKMe AOKYMEHTasbHbIe GUIbMbI
OTpaXkatoT BCeBO3MOXHbIe akLumm B EBpone 1 M3panse — ot
PEKOHCTPYKLMM UCTOPUYECKMX COBBITUI A0 MOXOPOH Mopra
Xangepa, BK/1104as BOIHEHWUS Ha yauuax bepavHa Bo Bpems
YyemnmoHaTa Esponbl no ¢pyT60/y 2008 roga uam Tonny nepeg,
LlepKoBblo KOCTKM B BapLuaBe. 3Ta cepns roBOpUT O COCTOSAHUN
[eMOKpaTUK 1 0 MPOCTPAHCTBE NYBANYHOrO CAMOBbIPAXKEH NS B
CcoBpeMeHHOM obLuecTBe. C Apyrov CTOPOHbI, XXMBYLLAs B Mapmxke
pycckas xyaoxHuua Onbra Kucenesa cobpana pasnmyHbie
n3obparkeHnsa MmaHndecTaunn, C KOTOpbIX OHA CTepa BCe
OT/INYUTE/NbHbIE MPU3HAKM. AHOHUMHASA TONNA, YCTPeM/IeHHasn

B eAMHOM nopbiBe («(He)BuAnmoe», 2009), yKasblBaeT Ha
CrNAXXMBAHWE PA3INYNIA MeXAY aKLMAMMN NPOTeCTa B Pa3HbIX
ropopaax.

[Mo4yemy >KaHHa KagblpoBa peLunna BbICTaBUTb 3TY Ye/10BEYECKYHO
Maccy B KWEBCKOM apT-LleHTpe B TOT MOMEHT, KOrAa BeCb ropoj,
Ka3a/10Cb, N/b1 B MOTOKE TOJMbI? HYXKeH 11 YKPaUHCKOMY
obLecTBy HOBbLIV Iaep? v HOBOe CTpemsieHue K ceoboae?
[lenCTBUTENLHO /1N CErOAHS TONMA MOXOXA Ha «ToAMy»
KaablpoBOW — aHOHVUMHYI0, OAMHOKYIO U PAa3PO3HEHHYH0?

Korpa xyaoXkHuKkm rpynnbl P.3.1. He y4acTBytoT B nepdopmaHcax
CaMu, OHW NPUrNALLIAIOT K y4acTMIO B HUX aKTepoB. B npoekTe
«Megmatopbi» (2006) y4aCTHUKM Fpynnbl YCTYNAKOT CBOE MeCTO

B nepdopmaHce MHOXeCTBY NeBLOB HAPOAHOW LUKO/IbI, KOTOPble
nepeckasblBaloT NepdopMaHChl XyLOXKHWNKOB Cy4arHon nybnmke
MOA 3BYKW INPbI.

JKaHHa KafbipoBa Tak)Ke akTUBHO 3aHUMaeTcs nepdopMaHcoM;
CBOE YyBCTBO MM3aHCLIeHbl OHA BOM/10TMUAA B paboTe ¢
My3bIKa/bHOW Fpynnon Penoplast. Ha Kaxaom KoHLepTe
YYaCTHUKM Fpynnbl NepeoaeBatoTCs B pasHble KOCTIOMbI, YTO
cHAMKAET NX CKOpee C TeaTpoM, Hexxenn ¢ nephopmMaHcom. Ipynna
npegHamMepeHHo co3gaeT atMocdhepy NbUTeNLCKOro CNeKTakas,
BKJ/1tOYas B 65 Kak MpodeccMoHanbHbIX My3blIKaHTOB, Tak U BOBCE
He My3blKaHTOB. [laBasi AeCATKMN KOHLEePTOB B Pa3HbIX MeCTax,
Penoplast MOXeT B 1060 MOMEHT CMEHUTbL COCTaB.

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 demonstrators.
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

14 3anonwennsn. 2009. Bereznitsky gallery, Kutes, Yipaura

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 «Bnunn. 2012. CosmecTHo ¢ asnaom Tep-OranbsHoM. BbicTagka Angry Birds. Bbicraska Muzeum Sztuki Nowaczesne]
W Warszawie (My3e/i COBpemeHHOro MckyccTea B Bapuase).

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
JohnWillet (New York: Hill and Wang, 1964).

16 stuck. 2012, Collaboration with David Ter-Oganyan. ExhibitionAngry Birds”
Collection of the Museum of Modern Art in Warsaw, Poland
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Mocne nepmoaa akumm n BUAeo € 2006 roga rpynna P.3.11.
paboTaeT Haf MPOeKTOM «[aTpMOTU3M». Mrpas C KONNeKTUBHOM
NamsTbl, 3TOT MPOEKT iN Situ, MEHSOLWMNIACS B 3aBUCUMOCTH

OT 3KCMO3MLMOHHOIO KOHTEKCTA, BOJIbHO MHTEPNpeTUpyeT
TEXHUKW COBETCKOW NponaraHabl. UpoHMYHAs, CMeLllHas v npu
3TOM NPOBOKATUBHAS KOMBUHALMS M3 MHOXECTBA JIOrOTUMOB
NMO3BONSET XYAOXKHMKAM BblpaxkaTb pas/iMyHble NpeacTaBieHuns

0 EBpone v YkpanHe, a Takxke BOMPOChI MUMPaLMM 1 KOPPYNUUW.
benka CMMBOIM3NPYET OKPYXKatoLLLYHO Cpeay, MOIOT — Nporpecc,
COBa — HayKy, @ MeradoH — KOMMYHMKALMIO. «[1aTPUOTM3M» MOXHO
onmcaTb Kak IMTepaTypHOe Npon3BefleHMe, OH HanpsIMyHo CBsI3aH
C COBPEMEHHbIM UCKYCCTBOM YKPAWHbI, @ TAKXKE C MOSIUTUKOM,
KYN5TYPOW M 3KOHOMMKOW. MHOFOrpaHHbIN «[1aTpUOTU3M» — 3TO
KOYYIOLLMI NPOeKT, NepeesyatoLw i To B MonbLuy, To B Poccuto, TO
B DCTOHWIO, TO B HMaepnaHabl. MOHYMEHTAIbHBIN 1 B TO XKe BpeMS
TMOKNIA, NOABUXKHbBIN N CBA3AHHbIA C KOHTEKCTOM, «[1aTpUOTU3M»
paspyLuaeT A3bIkoBOW 6apbep.

MomMrmo Nyban4HOro NpocTpaHcTea rpynna P.3.M. nHTepecyetcs
1 chepon HaCTHOM XM3HW. MoCNefHNI NPOEKT KONEKTUBA,
«EBpOpPEMOHT» (2012), BOCCO34aeT Pa3Hble MOMEHTbI 13 9O-X

rofoB, KOrAa 3anafHas Moga NPOHMKAA B CTPAHbI MOCTCOBETCKOMO
610Ka, 0CO6EHHO SIPKO NPOSBMBLUNCHL B 0GOPMAEHNU MHTEPLEPOB.
NMuTaumMm Mpamopa, rpeqeckunii CTub, MCKYCCTBEHHbIE pacTeHus,
aKceccyapbl M3 NIACTUKA Ka3aincb O4eHb NPUBEKATENbHbLIMU

Ans obuectsa, MCKaBLIEero HOBU3HbI M COBPEMEHHOCTU...
«EBpOPEMOHT» MCNONb3YET Te e CaMble MaTepuasbl 1 BOCCO3AaeT
atmocdepy anoxu. BeicTaBnas 3Ty paboTy Ha pa3HbIX EBPONEenCcKmX
naowaakax, rpynna P.3.M. TeM camblM BO3BpaLLaeT 3anagHbie
B/IVSIHNS Ha UX POAVUHY.

NHcTannsaums «kEBpopeMoHT. Cpes» (2012) B PinchukArtCen-

tre npyHMMaeT GopMy TYHHENS, COCTOSALLEro U3 MHOXEeCTBa
neperopoaok € rpy6o Bbipe3aHHbIMW OTBEPCTUSMM, B KOTOPbIX
OTKPbIBAIOTCS C/TIOW APXUTEKTYPbI U COM MCTOPUN. «EBPOPEMOHTY

MNPOHU3NPYET Ha TeMy ByAyLLEero BCTynaeHus YkpauHbl B EBPOCOH03.

XYOOXKHUKM AEMOHCTPUPYIOT M3HAHKY AeKopa — A0 TaKOW CTEMEHM,
YTO AaXKe BbICTABNSIOT Bblpe3aHHble KYCKU Ha 6anKkoH LeHTpa,
OTKyAa OHW BUAHbI BCEM MPOXO>XKNM.

MpucnywmnBeasch K XXU3HW ropoaa, rpynna P.3.11. He TepsieT 13
BMAA M CBOW COBCTBEHHbIN MUP, KOTOPbIV XYAO0XKHUKM 0BHaXaoT
C HeObbIKHOBEHHOW ICHOCTBIO M FOMOPOM. MoHATWe Aapa
3aHMMAEeT LLeHTpasibHOe MeCTO B BbICTYM/IeHUAX P.3.11., 4bn
OTHOLLEHWNS C NY6AMKOW NOCTPOEHbI MO NPUHLMIMY B3aMMOObMeHa:
«McKyccTBO — Hale HacTosLeer. NofobHbIM e obpasom XKaHHa
KaabipoBa B cBOEM MHAMBUAYANLHOM TBOPYECTBE MOAAEPXKMBAET
Hanps>keHne Mmexay cneumdrnyecknm KOHTEKCTOM U FnobanbHoM
KOMMYHWMKaLen. YBneyeHHas BONpocamMu UAEHTUHHOCTU U
KOJINEKTUBHOrO, CK/IOHHASA K 3KCNepuMeHTaMm, OHa CTpPEMUTCH
HanTn GopMy ANs CBOMX BONPOCOB. MNpoaomkas pabotaTb Hag
CcepusaMK, Ha4aTbIMW HECKO/TbKO NeT Ha3ag, oHa 6e3 konebaHum
paAnKanbHO MeHSeT CTU/b U GOPMY paam 3KCNepuMeHTa.

[ins YKaHHbI KaablpoBoW, Kak v ans rpynnbl P.3.1., MCKyCCTBO
OTKPbIBAET LieN10e MoJie BO3MOXHOCTen. Moayepkunsas
nepGopmMaTUBHYIO MPUPOAY XYA0XKECTBEHHOIO NpoLiecca, BUAEO,
06BLEeKTbI, KOMNAXKM M CKYIbNTYPbl XXaHHbI KaabipoBOM AAOT HAM
NMo4YyBCTBOBATb SHEPTUIO M BPEMS, 3aTPayYeHHble Ha UX CO3AaHMe.

Knep Crebnep
MNepeBog, ¢ dpaHLy3ckoro EkatepmHbl KoueTkoBom

propaganda techniques.
The ironic, funny and at once
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,
a megaphone - commu-
nication. Patriotism can be
described as a literary work; it is directly related
to Ukrainian 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 Neth-
erlands.
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 1990s 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
Translated by Larissa Babij

17 «Bucko6on Ha BoasHoi Tare. 2011, GecTusans «ApT-Mone. YHix, Ykpanha

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

MosBnsasCh nepes 3puTensMmn B o6pasax YeTblpHaALATH

ntogen o6omx Nnono., Kagbiposa anponpumpyeT BHeLWHNe
XapaKTepUCTUKN Hanbonee pacnpoCTPaHeHHbIX amnya
MUWHYBLLEN 3MOXM: CeKpeTapb, byxrantep, bubnnotekapb U T. 4.
XyLOXHMLA Ha3bIBAET CBOO paboTy «CoLMaNbHLIM MKOHOCTACOMY,
[06aBnAN: «3TOT NPOEeKT — OTKAMK Ha TPAAMLMIO COBETCKMX
BPEMEeH, KOrAa B y4pexXAeHUsX 1 Ha NpeanpusTUSAX MOPTPeTbI
nepeAoBMKOB W 3aC/y>KEHHbIX AeaTeser KpacoBANNCh Ha BUAHbIX
MecTax v CRy>XXUAn npuMepom ans konner». OgHako «jocka
noyeTar ABASET cOboM HeuTo 6onbluee, YeM NAPOANNHBIN XEeCT

B CTOPOHY COBETCKOWM COLMANbHOM Mepapxmnn, KoTopas BCe elle
NOACMYAHO NPUCYTCTBYET B MEHTaNbHOCTM MOCTCOBETCKOrO
HaceneHus.

HecmMoTps Ha MOBEPXHOCTHYO aBTONOPTPETHOCTL GoTOorpadun,
Ha «/loCKe noyeTa» HET «HaCTosALen» KaabipoBON, a eCTb
ONNLLETBOPEHME XKEHCKMX U MYXCKMX TUNOB, basumpytoLeecs

Ha NOHATUW reHAepHON NepPOpPMaTUBHOCTH, MPeA/IOKEHHON
LkyanT batnep, KOTopas 06bACHSET renaep Kak posb,
BbIBMpaemMyio 1 UrpaeMyto II0LbMU B TEHEHWE CBOEW XXMU3HW.
TakrM 06paszom, «Zocka noyetar BbIXOAUT 3@ paMKW NapoaUIMHO-
HOCTaNbrM4yeckoro o6paLleHms K COBETCKOMY MPOLLIOMY U
CTQHOBMWTCS KOMMEHTapMeM O reHaepe Kak KOHCTPYMPOBAHHOM
peanbHOCTW. YbeamTenbHble nepeBonaoLLeHms KagbipoBom
rOBOPST O TOM, YTO MOHSATUS «MYXKCKOTO» U «KEHCKOTO» MOXHO
CMeno 6paTh B KaBbIYKM, TaK KAK OHM 3a4aCTyHO SBASIOTCS

b HAbopoM onpeaeneHHbIX BHELHWX aTpnbyTos. B 3Ton
reHAepHOM YyCI0BHOCTH, cobnmxatoLlen paboty Kagbiposom

c doTtorpadpunyecknmm nepdpopmaHcamm CuHam Lepmat m
nepebpacbliBatoLLen MOCT K ApYrM XyAOXKHUKaM, paboTatoLwmm
B chepe reHAepHON KPUTUKM, 3aN105KEH ONpeAeSieHHbIA YPOBEHb
€B060AbI, TAK KaK pO/b He eCTb BPOX/AEHHas CyLHOCTb —

ee MOXHO HYaCTUYHO VAN NONHOCTbIO MOANGDULIMPOBATD.

TekcTbl K npoekTam OsieHbl YHepBOHUK

Honor Board
2003

Presenting herself to viewers through the images of fourteen
people of both genders, Kadyrova appropriates the external
characteristics of the most common social roles of the past era:
secretary, accountant, librarian, etc. The artist calls her work
a“social iconostasis,” adding, “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.” Yet Honor
Board is more than a parodic gesture aimed at Soviet social
hierarchy, which is still implicitly present in the minds of the
post-Soviet population.

Despite the photographs’ superficial resemblance to self-por-
traits, there is no “real” Kadyrova in the Honor Board, but only
the impersonation of feminine and masculine types, based on
the concept of gender performativity put forth by Judith Butler,
which explains gender as a role chosen and played by people
over the course of their lives. Thus Honor Board goes beyond a
parodic-nostalgic treatment of the Soviet past and becomes

a commentary on gender as constructed reality. Kadyrova's
convincing transformations demonstrate that the notions of
“masculine” and “feminine” can be confidently set off by quota-
tion marks, as they are often only a set of particular external
attributes. This conditionality of gender, which brings Kady-
rova's work closer to Cindy Sherman’s photographic perfor-
mances and ties it to others who work with gender critique,
incorporates a certain degree of freedom, as the role here is not
innate - it can be partially or completely altered.

Texts to projects by Olena Chervonik
Translated by Larissa Babij
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Jocka noyeTta
2003
11 4epHo-6enbix poTorpadun, H]

ACMN-naHenb, akpun

19 x 28 ($oT0)

180 x 130 (gocka)*
Konnekuus «M3onaums.

Mnatpopma KyNbTypPHbIX MHULMATUBNY
®oto: AMuTpui Ceprees
“Bce pa3mepbl yKasaHbl B CM

»
Honor Board
2003 |
1 black-and-white photographs,
particleboard, acrylic
19 x 28 (photo)
180 x 130 (board)*
Collection of “Izolyatsia.

Platform for Cultural Initiatives” B
Photo: Dmitry Sergeev
°All dimensions given in cm







Canmexnux Tong
2004-2005

Bbibop maTepuana gas nepon KapenbHoW CKyAbATYpbI
KazablpoBOM 6bI1 0THACTV MOTMBMPOBAH Ha3BaHNEM BbICTABKM,
[N5 KOTOPOW M3Ha4anbHO co3gasanack pabota. HecMoTps Ha

TO, 4TO BbiCTaBKa «Kadenb. CaHTeXHMKa», N1aHUpyemas ans
KNEeBCKOW ranepeu leslbMaHa B 2004 roay, Tak U He CoCTosNach,
KapablpoBa Halina ans cebs XxyA0xeCTBEHHbIM MaTepuasn, CTaBLLINN
BMNOC/€ACTBMM 3HAKOBbLIM [i/151 ee TBOpYecTBa. bbIToBOM kKadenb
npeAcTaBaseT Cob0o roToBble LIBETOBbIE PeLleHus, SBSSCh
cBOE06pasHbIM MPOTOTMMNOM LiBETA B XXMBOMUCK W NMO3BONSS
XYLOXHMLLE NapafoKcaibHbIM 06pa3oM COeANHATBL CKYbMTYPHbLIN
N SKMBOMUCHBI MEANYMDbI.

B nepBom durypatneHom ckynbnType KagsipoBa Metadopumyeckm
BbIBOPA4MBAET MaTepuas Hau3HaHKy, TpaHCPopMmpys
copepkaHue CKybNTypbl B ee GOpMY: CTPOUTENb-CAHTEXHUK
CfilenaH n3 Toro xe MaTepuana, KoTopbiM OH 3apabaTbiBasn Hbl
cebe Ha NponunTaHue B peanbHOM XU3HW. Taknm 06pa3om, nepeas
KadenbHas paboTa BbIXOAMT 32 PAMKM YNCTO GOPMaNbHbIX
XYLLOXKECTBEHHbIX MOWCKOB, CTAHOBACh MHOFO3HaYNTEbHbIM
KOMMEHTapMeM, KacatoLMMCa TPYAOBbLIX OTHOLLEHWI B
COBpeMeHHOM coLmyMe. Mbl ecTb TO, KeM Mbl paboTaem. PaboTa
Kak HeobxoamMas mepa Ans nogaepXaHns GUHaAHCOBOM
CTabunbHOCTK, A He Kak CNocob BHYTPeHHen camopeanmsaLmm,
NOrNOLLAET HaLLy XXM3Hb CO CKOPOCTbLIO PaCNpOCTPAHEHNS PAKOBbIX
MeTacTtas. Mbl MbICIMM CBOEW paboTom, Mbl CAeNaHbI U3 CBOEN
paboTbl, MOMIHOCTHIO NPEBPALLASICH B TO, YTO AO/KHO BbITb UL
CPefCTBOM, HO He CyTbiO HaLLero CyLLeCTBOBAHMSI.

Kadenb Takxe MpUBHOCUT M MCTOPUYECKMIA HAPPaTUB B
obcyxaeHve npobaem Tpyaa CerogHsLHEero AHs. «CaHTeXHUK»
KaablpoBOM BbIMSANT KAaK TpEXMEpHas perHKapHauus
MHOMOYMUCNEHHbIX KadeNbHbIX MO3anK COBETCKOMO Nepuoaa,
n306parkatoLLmMx pafoCTHbIX PaboYmX M KPeCTbsIH, ONTUMUCTUYHO
NPOCTMPAIOLLMNX PYKU C UHCTPYMEHTaMK B CBeT/10e byayluee.
lMnockasa aByxmepHas ytonuyeckas ngeonoruns CCCP
npespaTtuiach B TPEXMEPHYIO NMOCTCOBETCKYIO PeasibHOCTb:
KadenbHbIM «CaHTEXHUK» CKPOMHO 0TUTCS B YNy ranepew,
CYHYB PyKY B KApPMaH 1 MOHYPO 1545 Ha CBON YeMOAAHYMK C
CaHTEXHUYECKUMU UHCTPYMEHTaMM, CTOALLMIA HA NOAy.

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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CaHTexHunkTons

2004-2005

APMUPOBaHHbIN KapKac, kepamuyeckas nanTka,
LieMEHT, MOHTaXKHas neHa

60 x172% 30

Konnekumns Bnagnmmpa OsuapeHko, Mocksa
®oto: AHapen Ary6ckuia, Anekcei Jlepep

Tolya, the Plumber

2004-2005

Reinforced frame, ceramic tile, cement, polyurethane
foam

60 %172 X 30

Collection of Vladimir Ovcharenko, Moscow

Photo: Andrew Yagubsky, Alexei Lerer
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bpunnuanmbl
2006-2011

Bu3nTHas kapTo4vka KagblpoBon — NPOeKT «bpunanaHTbi» —
npeacrasnser cobom ueMeHTHble GOpPMbI, HAMOMUHAOLW e
CaMble TUMUYHbIE OFPaHKKN AParoLeHHbIX KaMHel, 06NLOBaHHbIe
Pa3HOLBETHbLIMW MSHLEBbIMY KadenbHbIMU NIUTKAMMN.
DKCKNIO3MBHAS, cTaTycHas ¢opma 6puaInaHToB BOMNOLWEHA

B O4HOM 13 Hanbonee 6bITOBbLIX MaTepnanos. Kadenb ckopee
accoummpyeTcs € caHuTapuen NybAnYHbIX NPOCTPAHCTB: C
Tyanetamu, 60N1bLHUYHBLIMY NanaTtaMm Uav CTaHLMSMN METPO,
Hexenn co chepon NCKyCCTBa.

XyLOXEeCTBEHHbIN TanaHT KaablpoBOW 10KaNM3NpyeTcs

B CNOCOBHOCTM MeTadopuryeckmx TpaHchopmaLmim

Pa3INYHbIX YTUANTAPHbLIX MaTepMaNoB, Kak To kadens,
LemMeHTa, 061ML0BOYHON BAarOHKM B AparoLeHHbIe 06beKTbl

B MPSIMOM M MepeHOCHOM CMbics1e. Mpespallas kadenb n3
6bITOBOro MaTeprana B Xy40XKeCTBeHHbIW, KaabipoBa co3aaeT
HeoAHO3HauHble B CBOEN ABOSKOCTN paboTbl, KOTOPble CTaBST
nof BOMNpOC Mepapxmio LLEHHOCTEN COBPEMEHHOI0 06LLLeCcTBa.
Kaknm 06paszom «6puanvaHTbI» MpUObpeTatoT CBOK OLEHOYHYHO
CTOMMOCTb: U3MEHSEeT N Kadesib CBOIO SKOHOMUYECKYIO

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?

Ba/IEHTHOCTb, CTAHOBSCh 6oiee NPeCcTMXHbLIM MaTepuanom,

NGB0 e «BPUNNNAHTbI» TEPSILOT YaCTb CBOEW COLMANbHOM
NMPpUB/EKATENIbHOCTU, UMES INLLL MYCTYH 060/104KY, 06MAHUMBYIO
dopMy aparoueHHbIX KaMHel 6e3 peanbHOro MaTepransbHOro
copepxxaHusa?

MPOHM3MPYS O NMOIOXKEHNM BELLEN B COBPEMEHHOM 06LLLecTBe
noTpebneHns, KaabipoBa VLLHWIA pa3 NOAYepKMBAET YC/IOBHOCTb
NpUAAHUA LEHHOCTU 06BLEKTaM U peasvsamM BHELWHEro Munpa,
KOTOpble CaMU M0 cebe, BHE YeI0BEYECKON CUCTEMbI KOOPAMHAT,
He VMEeIOT OLLeHOYHOM CTOMMOCTHU, HE IBAISSICb HU MPECTUXKHBIMUA,
HW JOPOTMMU, HU leLLeBbIMM, @ BCEMO ILLb OTPaXkas BEKTOPbI
YesI0BeYECKNX XEeNAHWIN 1 HEBPO30B.

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.



















BpunnmnaHThbl
2011
KadenbHas nanTka,

LEeMEeHT, MOHTaXHas neHa

Diamonds
20m

Ceramic tile, cement,
polyurethane foam

CrpaHuua 35 Page 35

19%x19 %12 19 %19 X 12

CrpaHuua 35 Page 35

65 % 65 x 50 65 x 65 X 50

CrpaHuua 37 Page 37

69 x 28 x 23 69 x 28 x 23

CTpaHuua 39 Page 39

56 % 32 x 21 56 x 32 x 21
ﬁ'ﬁ‘ﬁ CrpaHuua 41 Page 51

65 % 65 % 50 65 x 65 x 50
%’A %

CobcTBEHHOCTL aBTOpa Property of the artist

®oTo: Cepreit Unbuti

Photo: Sergey lllin
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BpunnvaHTol
2006

KadenbHas nanTka,
LIeMEHT, MOHTa)KHas neHa

Diamonds
2006

Ceramic tile, cement,
polyurethane foam

CTpaHuua 42 Page 42
20X 20 %10 20%x20%10
CTpaHuua 42 Page 42

16 %16 x 14 16 x 16 x 14
CrpaHuua 42 Page 42
67x28x%23 67 x 28 x 23
CrpaHuua 43 Page 43
42%42%31 42x42%31
CrpaHuua 43 Page 43
30X 30X 25 30x30x25
CobcTBEHHOCTL aBTOpa Property of the artist

Mpu noaaepxKe LieHTpa coBpemerHoro

WMCKYCCTBA NPV HaLMOHa IbHOM
yHUBEpCUTeTe (KneBo-MormasHckas
akagemmsy, Kues, YkpanHa

®oT0: AHApen Arybckuii,
Anexceit /lepep

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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MoHyMEHmbI Mycopy
20053-2010

MHorue KadenbHble NPoeKkTbl KagblpoBOW BCTYNAOT

B OMNOCPeAOBaHHbIN AMANOr C COBETCKOM TpaamLumen
obnaropaxuvBaHns 06LL,eCTBEHHbIX MPOCTPAHCTB, B KOTOPOW
Kadenb CyXun Nog4ac U MOHYMeHTaNbHLIM MaTepruanoMm,
3aMeHss C060M MO3anyHY0 CManbTy. KadenbHble Mo3anKkim
yKpallanum MHoruve o6LLecTBeHHble MeCTa, BbINOHSAS

He TO/bKO AeKOPaTUBHYIO, HO U — MOAO0BHO LLepKOBHOW MKOHHOM
TpaauLMM — NAeoNornyeckyto GyHKLMIO, B BU3yasbHOM BUae
NpenoaHoOCcs MUPOOTr Mo COBETCKOrO roCyAapCTBa.

B cBoen cepum ckynbnTyp «MOHYMEHTLI Mycopy» KaabipoBa
nepeocMbICIMBAET MOHYMEHTaNbLHOCTL Kadens, yBekoBeynsas
npeaMeTbl, Ha KOTOPble B 0ObIAEHHON XXM3HWM Mao KTO
obpaluaeT BHMMaHMe. [avkm curapet, KOHOeTHbIe GaHTUKM,
YanHble NakeTUKN 1 Apyrmne He3HAYNTENbHbIE OTXOAb,
KOTOPbIMU eXKeJHEBHO MOJIHA HALLA XM3Hb, BXOAST B NPOEKT
XYLOXKHWLLbI, CO34aBaeMbIN €0 HA MPOTSXKEHNIN HECKONbKUX J1eT.
BONbLWIMHCTBO M3 U306paXkaeMbIx NpeaMEeTOB 3TOM CEPUN He
ABNSIOTCS CAMOLEHHbIMY 06beKTaMu, a BCero Nnilb obepTkamu,
daHTMKAMK, KOHTEHEPAMMW — BCEM TEM NOBOYHbLIM MYCOPOM,
KOTOPbIV COBpPEMEHHOE 06LLeCTBO CO34aeT NPy NOMbITKe
3anakoBaTb peasbHOCTb B KPACUBYIO Tapy. XyAOXKHMWLA CMOTPUT
Ha 3TOT MyCOp Yepes yBeInYNTeNbHOE CTEK/10 XYA0XKECTBEHHOMO
XecTa, TpaHCPOpMUMPYS OTXOAbI B MOHYMEHTasIbHbIe CKYAbATYPbI
pa3MepoM B MOSIOBMHY H4eN0Be4eCKoro pocta. Kak B 3asepkasnbe
Jibtonca Kapposina, CKOHCTPYMPOBaHHbLIN MUp KagbipoBom
npuobpeTaeT runepTpodmpoBaHHbie GOpMbI, rae AaXKe Orpbi30K
a6noka nan ogHoOpasoBas Nanoyka Ang nepemeLlnBaHmns Kope
MOHbI 0CO60M 3HAYUTENBHOCTH.

OfHaKo «MOHYMEHTbLI MyCOPY» MMEIOT ELLLE OAMH BaXKHbIN
XYLOXKeCTBEHHbIV GaKTOP, KOTOPbIA MPUBHOCUT
MCMXO3MOLMOHANbHbIN ACNeKT B pacckas 0 bbIToBaHWM
06blAeHHbIX NpeAMeToB. KaabipoBa M306paXkaeT KaXabln

M3 3TUX 061HEKTOB MOMSATbIM, MONOMAHHBLIM, BbIKATLIM —
npespaLLas TakMm 06pasom BeCb 3TOT MyCOp B NAMSATHUK
4e/10BE4YEeCKOMY XKECTY, CEKYHAHOMY 1 4YaCTO HEOCO3HAHHOMY
LBVKEHMIO PYKW, MHYLLIEN NayKy CUrapeT, BbibpacbiBatoLLemn
KOH®EeTHbI GaHTUK, 3aBA3bIBAIOLLEN MYCOPHbIN MELLOK.

STOT MHAEKCHDBIN 3HAK Tena, 0TnevaTok SMOLUN BbIMSANT
[LOBONbHO ACTPYKTUBHO. KaKme XM3HEHHbIe paMbl CKpbiBAET
n3MaTasa nayka curapet Uam pasbmnTbin AOPOXKHBLIN 3HAK?
«MOHYMEHTbI MyCOPY» HEe CTONIbKO KOHCTATUPYHOT CBEPLUMBLLMIACA
baKT NoBpexAeHUI, CKOTbKO NPUIALIAIOT 3pUTens K
Pa3MbILLNEHUSAM O HAMPSHKEHHbLIX XXM3HEHHbIX CUTYaLMAX,
KOTOPble OTNeYaTbIBAIOTCA HA OKPYXAKOLLMX NpeaMeTax
MaTepuanbHoOro mupa.
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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

Kepamunyeckas nautka,
MOHTaXHas neHa, LleMeHT
60 % 85 % 40

YacTHas konnekums, Mocksa

LM Pack

2006

Ceramic tile, polyurethane foam,

cement
60 x 85 x 40
Private collection, Moscow
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Manouka ansa kode
2006

Kepamuueckas nanTka, MoHTaxHas
neHa, LemMeHT

320 X 90 X100

Konnekums MockoBckoro myses
COBPEMEHHOrO0 MCKyCCTBa

Coffee Stirrer

2006

Ceramic tile, polyurethane foam,
cement

320 X 90 X 100

Collection of Moscow Museum
of Modern Art
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YanHbIN NaKeTnK
2008-2010

KepaMVI‘-lECKaﬂ NANTKA, MOHTaXXHas neHa,
LUeMeHT, BepeBKka

130 X 60 X 110

Co6CTBEHHOCTL aBTOpa

®oto: Cepret UnbuH

Tea Bag

2008-2010

Ceramic tile, polyurethane foam, cement,

rope

130 X 60 X 110

Property of the artist

Photo: Sergey lllin 54



Bbespn 3anpeleH

2005

OuMHKOBaHHOE Xeneso, kadgenbHas nanTka,
LieMeHT, MOHTa)Has neHa

140 X140 % 20

Konnekums Bnagnmmpa OByapeHko, Mocksa
DoT0: AHApen Ary6ckuit

Do Not Enter

2005

Galvanized iron, ceramic tile, cement,
polyurethane foam

140 X 140 % 20

Collection of Vladimir Ovcharenko, Moscow
Photo: Andrew Yagubsky 56




OrpbI3okK

2009-2010

DparMeHT KMPNUYHOW CTeHbI, KadenbHas
NAUTKa, LeMEHT, MeTanaunyeckas Tpyba
190 X 40 X 75

YacTHas konnekums, Kues

Core

2009-2010

Brick wall fragment, ceramic tile,
cement, metal pipe

190 X 40 X 75

Private collection, Kyiv
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MeLuok

2008

Kepamuyeckas NauTKa, MOHTaXHas NeHa, LeMeHT
55 x 85 % 50

Konnexkumsa Bnagmmmpa Os4apeHko, Mocksa

®oT0: AHppel Ary6ckuii, Anekceit flepep

Bag

2008

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

Collection of Vladimir Ovcharenko, Moscow
Photo: Andrew Yagubsky, Alexei Lerer

DaHTUK

2007

Kepamuyeckas NAMTKa, METaNINYeCKnii
KapKac, MOHTaXKHas NneHa, LleMeHT

350 X170 X 80

CobcTBEHHOCTbL aBTOpa

PinchukArtCentre, Knes

Wrapper

2007

Ceramic tile, metal frame,
polyurethane foam, cement
350 x 170 x 80

Property of the artist
PinchukArtCentre, Kyiv

»
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Pacyem
2008-2009

MpenBoCXMTMB NPUBIMKEHME T06ANBLHOI0 3KOHOMMUYECKOrO
cnaja, HakaHyHe 2008 roga Kagolposa Ha4ana co3faBarb Cepuio
CKYNbNTYP, KOTOPble MOC/YXMIU CBOEOOPa3HbLIM MOPTPETOM
3KOHOMMYECKOro KpU3nca, pa3pasnBLLUerocs C NoJIHOM CUI0N
OCeHbIO TOMO Xe roga.

MpoeKT «PpyKT», COCTOSLLMI U3 YeTbIpex OTAENbHO NeXaLLMX
3/1EMEHTOB, FOBOPUT O 6ECKOHEYHOM Nepeaesie IKOHOMUYECKNX
pecypcoB, MPOMCXOAsLLEM B COBPeMeHHOM obLecTse. Cambli
60n1bLwoN dparMeHT KOMMNO3MLMK NpeacTaBaseT cobom
MOMOBUHKY GPYKTA; YaCTb MOMEHbLLE — YeTBepTb M/104a, CAMble
ManeHbkue — nycTble, BblefeHHble 0bKWM. CMOAENNPOBAHHbBIN
Mo TUNY UMTPYCOBOro, «®pyKkT» KaablpoBOM NpeacTaeT nepes
3puTenieM B HEOXMAAHHOW YepHO-6en0M ramme. Mo coBam
XYOOXHWLbI, TaKas MOHOXPOMHas BMHapHOCTL Bbina BbibpaHa
KaK CMMBON Apecc-koaa 6u3HecMeHoB. TakmM 06pa3om, Kaabiposa
KOHKPEeTN3MpyeT pa3roBop 06 3KOHOMUYECKUX Npobaemax,
KOHLLEHTPUPYSCb HA MX TYMaHWTAapHOM COCTABASOLLEN.
CrMBONMYECKas MAKOTb NMOMOBUHKM 06/1ML0BaHa 3epKaibHOM
NANTKOW, B KOTOPOW 3pUTeNlb MOXET YBUAETL CBOE OTPaXKeHMe,
npr3HaB cebs 4aCTbio SKCNAYATUPYEMbIX Ye0BEYECKNX
pecypcos. MNpuy 3TOM NONOBMHKA GpyKTa BCe eLle No3BoNsSeT
YBUAETb CBOE OTPAXKEHWNE, HECMOTPS Ha Pa3apobaeHHOCTb
rpaHeun CKynbNTypbl. B 4eTBepTM Naoaa oTpaXkaeTcs ele
MeHbLLEe Ye/I0BeYEeCKOro NPUCYTCTBMS, a BblefleHHas A0/bKa He
COAEPXUT 3epKANIbLHOM «MAKOTU» — OHA 06/1ML0BaHA MATOBbIM
6enbim kadenem. MepexxeBaHHbIN B HEMNPEPbLIBHOW NOroHe 3a
3KOHOMMWYECKMM MNPUPOCTOM, YesI0BeK BOOBLLE NCHe3aeT 13 Nons
3pEHUS, CTAHOBSACh INLLbL NErKO JOCTYMHLIM W IErKO 3aMeHSeMbIM
pecypcom.

BTopas 4acTb cepum «PacHeT» COCTOUT U3 KapesbHbIX

CKYIbNTYP, HAMOMUWHAKLLMX Pa3NIMYHOro poaa rpaduikm,
[AMarpammbl v BU3yanbHble CXeMbl, C 3aMETHON [0Ner UPOHUK
[LLEMOHCTPUPYIOLLME 3pUTE0 NOKa3aTenn HeMOMepHOro
3KOHOMMYECKOro NpMpocTa. B yepHo-6enoM TpUNTMxe KprBas
npupocTa pa3byxaeT 40 TakMx pa3mMepoB, YTO B UTOre COBCEM
06BaNMBaETCS C MOBEPXHOCTU. bosiee TOro, «pO/ib» PyXHYBLUEro
rpadmka KagbipoBa nopy4aeT KycKy rpaHnTa Ha nony nog,
KadenbHbIM TPUNTUXOM. DTOT FPAHUTHBIV KYCOK, Byay4m CINLLKOM
TSOKENbIM, PU3NYECKMN He MOT bl HAXOANTLCSA HA BEPTUKANbHON
NMOBEPXHOCTW CKy/IbNTYpbl. Takoe HECOOTBETCTBME MaTepuana u
Beca nofyepkmBaeT abcypAHOCTb MOrOHM 3a NPUBLIIbLIO, KOTOpast
He MOXeT yBenn4inBaTbCst 6eckoHeyHo. ELle oanH rpadumk —
KBaZpaTHas MaccMBHas NAMTa KOTOPOro CAYXKUT CUMBOIOM
MOLLATHYBLUENCS S3KOHOMUKM — CTOUT Ha pebpe 04HOW 13 CBONX
rpaHew, rOTOBbLIV BOT-BOT HAKPEHUTLCS M yNacTb. SIpKO-KpacHas

KpWBas 3Toro rpaduka NpoTUBOPeYMBa: eCm NAnTa ynager B
OfHY CTOPOHY, TO Kp1Bas byaeT CBUAETeNbCTBOBATL O MPUPOCTE,
ec/n B Apyryto — To 06 ynaake. Tov xe normke abcypaHoro
npupocTa CeaytoT 1 Apyrue CKyNbNTypbl CEPUK: KpYrible
AMArpamMmbl, YbM CErMEHTBI Pa3byxatoT M BbIXOAAT 32 PAMKM
OKPY>XHOCTEN.

[leMOHCTPUPYst HEOCMOPUMbI COLMANbHbIV MOATEKCT, CKYbNTYpbI
KaablpoBOM BbIMAAAT KAK TPEXMEPHbIE MOAENN CynpeMaTUyecknx
KOMMO3ULMI PYCCKMX aBaHrapAMCTOB Havana XX Beka, v, Taknum
06pa3om, OHM He TO/IbKO BCTYMAIOT B NOIEMUKY 0 NpobiemMax
COBPEMEHHOr0 06LLeCTBa, HO U HANMOMMHAIOT O MPEeMCTBEHHOCTH
XYL,0XKECTBEHHbIX TEYEHU B UCTOPUM UCKYCCTBA.
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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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Anarpammbl

2008-2009

KepamorpaHuT, LleMeHT, MOHTaXHas neHa
103X 90 X 44,53 X126 X 53,27 %X 27%6
CobCTBEHHOCTbL aBTOpA

®oT0: AHApen Arybckuia, Anekceit Jlepep

Diagrams

2008-2009

Porcelain tile, cement, polyurethane foam
103 X 90 X 44,53 X126 X 53,27 X 27 %6
Property of the artist

Photo: Andrew Yagubsky, Alexei Lerer

KpyroBsas gmnarpamma o1
2008-2009

KadenbHas nauTka, LeMEeHT, MOHTaXHas neHa
61%x41x%22

Cob6CTBEHHOCTb aBTOpA

®oto: AHapei Ary6ckuin, Anekceit lepep

Pie Chart o1

2008-2009

Ceramic tile, cement, polyurethane foam
61x41%x22

Property of the artist
Photo: Andrew Yagubsky, Alexei Lerer
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Kpyrosas gnarpamma o2
2008-2009

Kad)enl:Hag NANTKA, UEMEHT, MOHTa)XKHasa neHa
40 % 40 % 25

Cob6CTBEHHOCTb aBTOpa

®oT0: AHapelt Ary6ckui, Anekceit flepep

Pie Chart o2

2008-2009

Ceramic tile, cement, polyurethane foam
40 x40 x25

Property of the artist

Photo: Andrew Yagubsky, Alexei Lerer
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banaHc

2008-2009

KepamorpaHuT,

KapenbHas NANTKa, LLEMEHT,
MOHTa)KHas neHa

102 X 33 X102

Co6CTBEHHOCTb aBTOPA
@oT0: AHapeit Ary6cKwii, Anexceit flepep

Balance

2008-2009

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

Property of the artist
Photo: Andrew Yagubsky, Alexei Lerer

Mpadumkm
2008-2009
Kepamorpawnur,
rPaHUT, LeMEHT,
MOHTaXHas neHa
Pasmep BapbupyeTcs
CobCTBEHHOCTL aBTOpa

Graphs
2008-2009

Porcelain tile, granite,
cement, polyurethane
foam

Dimensions variable
Property of the artist

»
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OpyKT

2008

Kepamuyeckas nanMTKa, MOHTaXHas neHa
BbicoTa 140 cm

Konnexuwnsa ®oHaa Bnagrmupa CMupHoBa
v KoHcTaHTMHa CopokmnHa, Mocksa

Fruit

2008

Ceramic tile, polyurethane foam

Height 140 cm

Collection of the Foundation of Vladimir Smirnov
and Konstantine Sorokin, Moscow
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BuiCmpenbl, NPoOAOMbI
2009-2010

Cepus «BbICTpenbl, NPoIOMbI» 6bi1a 3aAyMaHa 0THaCTU Kak
GOpManbHLIN IKCNEPUMEHT, UCCeAY 0NN XYA0KECTBEHHbIN
noTeHumMan kKapenbHom NAUTKU. Kagblposa o6auuesana
OAHOLBETHOM NAUTKON PSA KPYI/IbIX IBYXMEPHbIX MOBEPXHOCTEN,
a Takoke HECKO/bKO TPEXMepHbIX Ky6OB. 3aTeM XyA0XKHMLA

61N1a No NOBEPXHOCTSAM TSXKENbIMU MHCTPYMEHTAMM MO XKe
cTpensna B HUX U3 Apo6oBuka. CuUa yaapa Henpeackasyemo
loMana rnagkuin kadenb, co3LaBasi CIOHTAHHbIE KOMMO3ULKK, He
3annaHMpoBaHHble 3apaHee, Ha 3Tarne 3aMbIC1a, a ABNSAOLLMecs
CKopee onocpefoBaHHbIM OTNEYaTKOM Tena. TakvmM 06pasom,
nepBoHaYasbHO MMHUMAINCTUYECKME FreoMeTprYeckmne Gurypbl
npeBpaTUANCh B MPOCTPAHCTBO NepPOPMATUBHOM NPAKTUKM.

Cnoco6 co3naHus «BbiCTpenoBs, MPOIOMOB» NapafoKCAEH:
XyAOXKHMULA Npuberna K BecbMa paspyLwmTensHOMY KecTy,
KOTOPbI BCE Xe NpUBeN K KpeaTuBHOMY pe3ysibtaty. COTBOpeHue
B pe3ynbTaTe AeCTPYKLMUN CBUAETENLCTBYET O TOM, HTO Cuna
cama no cebe He MMeeT BaJIeHTHOCTU, TO eCTb TOrO MOPasIbHOTO
M 3TUYECKOr0 UMMEPATNBA, KOTOPbIA 04N MPUMUCLIBAIOT
OKpy>katoLemy M1py. IMeHHO YesioBeYecknin pasym v Bons
HanpaenfAoT NOTEHLMANLHOCTb CUJTbI B ONPeAeNeHHoe pyco,
3apskas ee 1M60 3HAKOM MIIHOC, TME0 3HAKOM MUHYC.

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

KepamorpaHuT, wnakieska,

KNew, rMNCcoKapToH

30 %30
Cob6CTBEHHOCTb aBTOpA
®oTo: Cepreit UnbuH

BbicTpen BM1
2010

KadenbHas nanTka, rvnc,
ABn, Knen

64 % 64

Co6CTBEHHOCTb aBTOPA
®orto: Cepreit UnbuH

Fracture WS1
2010

Porcelain tile, Spackle, glue,
drywall

30 %30

Property of the artist

Photo: Sergey Ilin

Shot BM1

2010

Ceramic tile, plaster of Paris,
hardboard, glue

64 x 64

Property of the artist

Photo: Sergey Illin
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BoicTpen GM1

2010

KepamorpaHuT, Wwnakneska, ABn, ke
64 % 64

Co6CTBEHHOCTL aBTOpa

®oto: Cepreit UnbuH

Shot GM1

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

Property of the artist
Photo: Sergey Illin
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BbicTpen WL

2010

KepamorpaHuT, lunakneska, 4gn, ke
102 X102

CobCTBEHHOCTL aBTOpa
®oto: Cepreit VnbuH

Shot WL1

2010

Ceramic tile, Spackle, hardboard,
glue

102 X102

Property of the artist
Photo: Sergey Illin
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2009

KadenbHas nanTKa, LleMeHT, MOHTaXHas neHa
60 x 60 x 60

Konnekums Onera KpacHocenbckoro

Cube

2009

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

Collection of Oleg Krasnoselsky
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[Mponom WB1
2009

KepamorpaHuT, LemeHT,
MOHTaXHas neHa

100 X103 % 31

CobCTBEHHOCTL aBTOpa
DoTo: AHApen ry6ckuii, Anekcei Jlepep

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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Kapmbl
2009-2011

KadenbHble KoMNo3mLmMKM, 06pa3oBaBLUMeCs B pe3ynsrate

VAAPOB, 06PeTatoT SABHbLIN COLMANbLHbLIN MOATEKCT B MPOEKTe
«KapTbi», KOTOPLIV ABNSETCS CBOLO6PA3HbLIM NPOAOIKEHNEM
$opmManbHOro NccnefoBaHMS XxapakTepucTuk kadens, HavaTbiM
KaznblpoBoK B «BbiCTpenax, mposomMaxy». XyAoXKHWLA 3anonHseT
Pa3HOLBETHOWM KPACKOW KadesibHble TPeLLNHbI, 3aUMCTBYS 3TOT
npuem 13 CTpOUTENbHOM NPAKTUKM 3aMa3biBaHWS LLIBOB MeXAY
KadenbHbIMN NINTKaMK. BbITOBas, pEMOHTHas onepaums
npeBpaLLaeTCs B XyAOXKEeCTBEHHbIV XeCT, 6iarofaps KOTOpoMy
KadenbHble MOBEPXHOCTU, UCMeLPeHHbIe MHOTOYNCIEHHbIMM
Pa3HOLBETHLIMU IMHUAMM, HAYMHAIOT HANOMMHATb
BCEBO3MOXHbIE KApThl BOOGPaXKaeMbIX FOPOAOB, FAE IMHUN METPO,
TPaHCNOPTHble Pa3Bs3KW, BOLONPOBOAHbIE CETU U NepernsieTeHbs
yAnL, 06pasyioT CNOXHYI0 YypOAHMCTMYeCKYIO MayTUHy. Mpoaomkas
MeTadpopy AeCTPYKLMM, BbITEKAIOLLYIO U3 cnocoba co3aaHuns
npou3BesfeHus, ropof Ha KadenbHbIX KapTax BbIrSANT Kak yaap
LMBUAM3ALMM NO HEKOTAA OAHOPOAHOM TEPPUTOPUN.

B 0aHOM 13 BM3yanusauum Tonorpaduryeckoro npoekTa
KafablpoBa 3aHMMaeTcs MpOHUYeCKMM nepeniaHpoBaHnem
ceBepoaMepmrKaHCKMX ropoAos C X TOrMHeCcKon KBaApaTHOM
CTPYKTYPOW B €BPONENCKMe Meranonmchbl, paamanbHo
HacnamBalLLMecs BOKpYr MCTOPMYECKOro LeHTpa. Cepums
«lMepennaHnMpoBaHuey, BbINOJAHEHHAS 419 O4HON U3 ranepen
Mawnamu, 6a3npyeTcs Ha peanbHblx KApTax 3Toro G1opuACKoro
ropoaa. XyAoXKHMLA TOYHO NOBTOPAeT abpuc dparmMeHToB
6eperoBom 30HbI Manamu, HANONHAS YacTb CyLIN 6enbiM
kadenem. B pesynbrarte yaapoB no kadesnto YeTkmne kBagpatbl
ABEHI0 M ynnL, Manamm TepsioT CBOIO reOMEeTPUYECKYHo
perynspHoOCTb M HAYNHAIOT HAMOMMHATbL O BO3MOXHbIX
eBponenckmx Npoobpaszax ceBepoaMepmKaHCKMUX NOCeEHNN.

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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Ka pTa

2009

KepamorpaHuT, LiBeTHas Wnakneska,
MOHTaXHas neHa

100 X 100 X 12

CO6CTBEHHOCTb aBTOPa

City Map

2009

Porcelain tile, colored Spackle,

polyurethane foam

100 X100 X 12

Property of the artist 96




KapTta meTpo

2010

KepamorpaHuT, LeMeHT, MOHTaXHas
neHa, CBeToANO/AbI, NPOBOAa

100 X100 % 12

YactHas konnekums, Mocksa

Metro Map

2010

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

100 X100 % 12

Private Collection, Moscow

98




ObnacTtb

2010

KepamorpaHuT, 4B, LBETHas Wnakaeska
10 % 95

Co6CTBEHHOCTL aBTOpa
®oro: Cepreit nbuH

Oblast

2010

Porcelain tile, hardboard, colored Spackle
1o x95

Property of the artist

Photo: Sergey Ilin
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ﬂepennaHMpOBKa
201

KepamorpaHwT, UCKYCCTBEHHbIN
KaMEeHb, LIEMEHT, ABN

100 X100

CobCTBEHHOCTbL 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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CuTunant

2010

ApMaTypHbIV Kapkac, 6eToH,
KepamorpaHuT

110 X 210 X 70
Co6CTBEHHOCTL aBTOpa

Citylight

2010

Reinforced frame, concrete,

porcelain tile
110 x 210 X 70
Property of the artist
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JanonHexus
2006-2012

B 3TOM cepun KazbipoBa BHOBb MCMOb3YeT CBOW 3HAKOBbIN
matepuan, KadenbHyro NANTKY, 3aM0HSS el COCYAbI, B

KOTOPble 06bIYHO HAIMBAETCS XMAKOCTb. XYAOXKHMLA Bbipe3aeT
NNacTbl pa3HOLBETHOrO Kadens, COOTBETCTBYIOLME AMaAMETPY
Pa3/IMYHOM 3MANMPOBAHHOM KYXOHHOW yTBapU. CO CTOPOHbI
FNSHLEBOCTb Kadens, yer 3ddeKT BABONHE YCUEH MSHLEBOCTLIO
3MaZIMPOBaHHbIX EMKOCTEW, BLIMSAMT Kak OTpaXKatoLwas niaeHKa,
06pasyoLLasncs Ha MOBEPXHOCTW KaKOW-HNBYAb MaCASHUCTON
XNAKOCTW, BBOAS 3pUTenen B 3abnyxaeHne BU3yanbHon
nnnsmen. Takmum 06pasom, XyLoXKHMULA BbIBOpaYMBaeT
TUMNYHBIV XOA COBLITUIN HAM3HAHKY, KOHCTPYMPYS Marnyeckoe
npeBpaLLeHNe BHELLHErO KOHTENHepa (Kadens) B ero BHYTPEHHHOH
HaMOMHEHHOCTb (KNAKOCTb).

OpfHaKo 3Ta XyAoXxKecTBeHHas TpaHcpopmaLms He
BCEOXBATbIBAKOLLA: «3aMONHEHMA» COAEPXAT AeTanu, KoTopble
He NO3BONSIOT [0 KOHLA NOrpy3nTLCS B CKOHCTPYMPOBAHHYIO
nnnto3nto. LiBet ctaHoBUTCS TeM GaKTOPOM, KOTOPbIN

Co34aeT XyA0XKeCTBEHHOe HanpsXkeHne mexay Gopmon 1 ee
o3Havatowmum. Mpu 6ernom NpoCMOTPeE XXMUAKOCTb B KYXOHHbIX
KaCTpoNsx 1 bUAOHAX acCoLMMpyeTCs C eloN. PasnyHble
OTTEHKM KPaCHOrO MOryT 6biTb, HANPUMEP, BapeHbeM, rycto-
6enble — MOIOKOM. HO MOXKET /I BbiTb YEM-TO CbECTHbIM SPKO-
CUMHAS WY 3eNeHast XUAKOCTL? W novemy MacISTHUCTO-4epHas
NIeHKa, HANOMMHAIOLLAN MA3YT, HA/IUTA B KOBLUM N KPYXXKW

NS NMNTbsA? 3pUTeNb 6bICTPO BOBNEKAETCS B NOA06HYIO UTpy
yrafbiBaHus GOpMbl U COLepXKaHMs, KOTOpas B UTOre NpmBoAnT
K Pa3MbILLIEHMAM HA TEMY 3KONOr MU NMMTAHUS 1 3acTaBasieT Hac
334yMaTbCs HAA TeM, YTO Mbl MbEM M YEM Mbl 3aMOJIHSEM COCYAbI
Hawwmx Ten.

Kpome Toro, amManmMpoBaHHasi mocyaa  eMKoCTV fOMaLlHero
0b6mxoa CTAHOBATCS TAKXKe TEM CUMBOIMYECKMM SIKOPEM,
KOTOPbIV NPUBA3bLIBAET PA3INYHbIE BAPUAHTDI «3aM0/THEHUIAY,
MOKa3aHHbIX XYAOXKHULER B HECKObKMX CTPaHaXx,

K NCTOPUYECKOMY M COLMANbHOMY KOHTEKCTY OnpeaeneHHon
KyNbTYpbl. TaK, AN UHCTANNSLMM «3aN0NHEHNIY B ranepee
Jle MyneH nog MNMapukem 0CeHbto 2012 roAa KYXOHHas yTBapb
W Apyrye 3sMannpoBaHHbIE eMKOCTU Bbln KyMaeHbl

B aHTMKBAPHbIX 1aBOYKAX, Pa36pOCaHHbIX MO NAPUXKCKOMY
npeaMecTbio. MogobHas NpuBs3Ka K 10KabHOMY KOHTEKCTY
nepesena UHCTANNALMIO U3 Chepbl XYA0XKECTBEHHOW UTPbl

¢ GOpMOU B KyNLTYPHO-UCTOPUYECKOE M3MEPEHME.

K nHTepnpeTaunn «3anofHeH» NOAKAYAETCS TakKe 1
XYA,0XECTBEHHO-UCTOPUYECKNI noaTeKcT. C onpefeNeHHoro yrna
W BbICOTbI MPOCMOTPA COCYAbI C NX KAPenbHbIMWU BCTAaBKAMU
YNA0LWAKOTCS U HANOMUHAKOT aBCTPaAKTHbIE KOMMNO3MLMK,
CXOXMe C cyrnpemMaTnyeckMMm peLleHmnsiMm pycckoro aBaHrapaa
Hadana XX Beka. «3anoiHeHns» KablpoBon, Kak U MHOT1e
Apyrue kadesnbHble CKYAbNTYPbl U MHCTANNSLNN XYAOXKHULbI,
H6anaHCMpyoT Ha FpaHKM 3CTETUYECKOTO U COLMANLHOTO, byayuun,
TaknMM 06pa3oM, OTKPbITLIMU A1 MHOXECTBA MHTepripeTaumnn.

YacTb NpoeKTa BbIXOAWT 32 PAMKM rasiepeiHoro npocTpaHCTBa,
KOHLLeNTYyasIbHO NMepekInKasch C CepUSIMU «BbICTPesIbl, TPOSIOMbI»
1 «KapTbl», KOTOpble paBoTatoT C MOHATMEM ropoaa Kak yaapa
UMBWAM3ALMM MO Nprpoge. KafblpoBa OTbICKMBAET

B FOPOACKOM MPOCTPAHCTBE TPeLLMHbI, yrny6aeHus, HeOKUAAHHbIe
OTBEPCTMS, BO3HUKLUIME NGO B pe3yNbTaTe MUHTEHCUBHOM

M 4aCTO HACUNbCTBEHHOW Ye/10BEYECKOW AeATeNbLHOCTH, Mo

B pe3y/ibTate ypbaHUCTUYECKON IHTPOMUMN, YTO BLITNAANT
NpM3HAKOM Ye/10Be4eCkoro HeBMeLLaTe/lbCTBa, TO eCTb MACCMBHO-
ArpeccMBHOMO OTHOLLEHUS K FOpoay. XyA0XKHNLA HAMOMHSET 3TK
pas/sioMbl Y BNaAWHbLI Pa3HOLBETHLIMM KadesbHbIMWU NAACTUHAMM,
3acTaBnss 3pUTeNs 3a4yMaThbCs 0 NPUPOAE NX BO3SHUKHOBEHMS B
yp6aHUCTMYECKOM NEN3aXe U 0 CBOEM OTHOLLIEHUW K FOPOACKOMY
6naroycTpouncTsy.

ELLle OAHMM OTBETB/IEHWEM UAEeM «3arn0IHEH Uy ABNAETCA
«BaHKeT», HeBoMbLWAsA CAaTENUTHAS UHCTANIALMSA, KOTOPYIO
KaablpoBa MHOrAA NOKa3sbiBaeT Ha BEpHMCaXKax CBOMX MPOEKTOB,
COCTOALLASA U3 pAAA BYMAKHbIX UK NNACTUKOBbIX CTAKaHYMKOB

C KpYMIbIMU KyCOYKaMM Kadesns BHyTPU, KOTOPbIE BbIFISAAT Kak
pasnnToe Mo cTakaH4YMkam BMHO. Tak MeTahoprUyecKkn XyaoxKHULA
NpUrNALWAEeT 3pUTENEen YroCTUTLCS UCKYCCTBOM.
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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-
20th-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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3anonHeHuns
2009

SMannpoBaHHas nocyaa,
MeTannnyeckas 6oyka,
Kepamuyeckas namTka
Pasmep BapbupyeTca

CobCTBEHHOCTbL aBTOpA
®oT0: Cepreit UnbuH

orre
Filling

2009

Enamel dishware, metal canister,
ceramic tile

Dimensions variable

Property of the artist
Photo: Sergey lllin 110
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3anosiHeHus
2012
3ManMp0BaHHaﬂ nocyaa, kepamuyeckas namTka

Pasmep BapbupyeTcs

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

Ph. Oak Taylor-Smith

-
Filling

2012

Enamel dishware and household containers, ceramic tile

Dimensions variable

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

3anonHeHuns
2007

Kepamuueckas nnutka
KoHTpakToBas nnowaas, Kues,
YipamHa

Filling
2007

Ceramic tile
Kontraktova Square,
Kyiv, Ukraine
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3anosiHeHus

2007

Kepamuyeckas namTka
Ynuuia Bonblas KuTomupckas, Kuies

Filling
2007

Ceramic tile
Velyka Zhytomyrska Street, Kyiv
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3anosiHeHus
2007

Kepamuyeckas namTka
NIbBOBCKAA NNOWAAb, Kues, YkpanHa

Filling
2007

Ceramic tile
Lvivska Square, Kyiv, Ukraine

dypuiet

2006

MnactukoBas nocyaa, kepamuyeckas ninTka, LeMeHT, 6VCVIHbI
Pa3mep BapuvpyeTcs

Cob6CTBEHHOCTb 3pUTenew

Banquet

2006

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

Property of the viewers
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JHaKU
2010-2011

[LOPO>KHbIe 3HAKM — TUM BM3YyasbHOM KOMMYHUKaLWK,
npeanncbIBAIOLLMN ONPefeeHHY0 CUCTEMY B3aUMOLENCTBUN,
KOTOPOW N4 AOMKHbI CIeA0BATb HA AOPOrax. 3TOT TUN
KOMMYHMKaLMKN B 4EM-TO CPOLIHM BM3yaslbHOMY UCKYCCTBY,
nepegaroLlemy coobLieHne NnocpeacTBOM 3pUTENbHbIX 06Pa3oB.
McKycCcTBO, 0gHAKo, aMbUBANEHTHO M C/IOXKHO MHTeprpeTnpyemo.
[LOPO>KHbIe 3HAKM MO ONpefeneHI0 IMLLEHbI HEOLAHO3HAYHOM
MHOTrOMEpHOCTW MHTepnpeTauni. OHW NLLb 3aMNpeLLator,
paspeLuakoT 1 NPeAnmnCbIBAKOT: OT SCHOCTM UX NOCbINA 3aBUCUT
du3myeckas 6e30nNacHoOCTb.

CoBepLuas MUHUMANbHbIN XXeCT MO OTHOLLEHWIO K NAOCKOCTH
peanbHOro AOPOXHOro 3HAKa, AeNas MasleHbKMA Haape3

B NJ1ACTMHE, NO CYTU HMYero He f06asnas, a NnLlb

ybunpas, KafblpoBa B KOpHe MeHseT 3HaKoBoe cooblueHme,
TpaHCHOpMMpys TeM CaMbIM CEMUOTUKY LOPOXHOrO 3HaKa B
CeMMOTUKY MCKYCCTBA. Tak 4enoBek, KOTOPOro sikobbl consaet
MaLLUMHA, HEOXXMAAHHO NOyYaeT CNacUTeNbHYI0 ABEPb, UMes
NOTeHLMaNbHY0 BO3MOXHOCTb BbIOPATbCS 13 ONACHOM CUTyaL K.
Melexofbl M BeIOCUMNEeANCTLI 0O6peTatoT HOBOE HanpasneHne
[ABWKEHWS W BbIXOA U3 KNaycTpoPOOHOro NMpocTpaHCcTBa
3aMKHYTOWM 3HaKOBOW MNACTUHbI, @ paboynii, Konawwmnm amy, —
[OMNONIHNTe/IbHOe MeCTO A1 GOPMUPOBAHMS OTBANA, TEM CaMbIM
6onbLue He pUcKys BbITb NOrpebeHHbLIM Mo 0TXOAAMM CBOErO Xe
TPYAa Y Mest BO3MOXHOCTb MOMHOCTbLIO M3b6exaTb HeKOM@OPTHbIX
TPYAOBbIX OTHOLLEHWNI Yepes CnacuTebHY0 NPopesb Ha
3aMKHYTOM NNOCKOCTK.

«3HaKM» TaKKe CTaIN YacTbio MHTEPAKTUBHOIO NPOeKTa,
BOMJIOLLEHHOIO KaibipoBOW BO BpeMs YKpamHCKO-NOMbCKOrO
npoekTa «ApT-TPEHWUHT. Yp6aHUCTUYECKIME UTPbi» BO Bpounase
neTtoMm 2011 roaa. C Lesbio nepeniaHMpoBK MeHTaIbHOMO
naHAwaTa ropoaa XyLoXxHULA paccTaBmia no onpeseseHHoMy
MapLUpyTy BOJIOHTEPOB, AepXaLlyX NeperHayeHHble JOPOXHbIE
3HaKW, KOTOpble TaknM 06pa3oM CO3AaBasv anbTepHATUBHBIN MYyThb
nepeaBuKeHWs No ropogy. Nofo6Has Urpa-KBecT B ropoackoM
NpoCTpaHCTBe 6bisa co3aaHa A Toro, HTo6bl BLIBECTU ll0AeN
13 TYPUCTUYECKOrO LieHTpa Bpowiasa, nepenosHeHHoro
[leLleBbIMU CYBEHUPAMU 1 AOPOTMMU PECTOpaHaMK, 1 NoKasaThb
MM CYLLEeCTBOBaHME APYrUX KYJIbTYPHO 3HAYUMbIX MECT FOpOAa.
Mpope3n Ha NIOCKOCTN LOPOXKHbIX 3HAKOB CUMBONM3MPOBAN
BLIXOA B MHble NCUXOhU3NYeckme n3MepeHus, KOTopbIMM 60raTo
no6oe yp6aHMUCTUHECKOEe MPOCTPAHCTBO, HE CBOASLLEECS NLLb K
MepeyHo TYPUCTUYHECKNX JOCTOMNPUMEYaTebHOCTEN.

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

MpOHMYHO comnocTaBnss coaepxaHue n ¢opmy, Kaasiposa
MPOAOJIKAET UCMONb30BaTh 06bIAEHHbIE CTPOUTE/bHbIE
Martepuasbl — BaroHKy v Yepenuuy — ans cepum «Pakyiuex». To,
13 Yero COOPY>XKAeTcs 34aHNe, ero Kpbllla U CTeHbI, CTAHOBUTCS
XyL,0XKECTBEHHbIM MATep1anoM AJs co3naHns MeTadbopmnyeckoro
[lOMa, PaKyLLKK, B KOTOPOM IOTUTCA XXMBO OpraHu3M.

B cBeTe HempecTaHHOro nepeaena v NnpuBaTMsauum nyeanyHoro
NpOCTPaHCTBA Ha YKpauHe, AOMUKN-paKyLLIKK KaablpoBon
npuobpeTatoT rMy6oKUI CoLManbHbLIN NOATEKCT. XKnuTenm
YKPaNHCKMX rOPOA0B TEPAIOT 06LLEeCTBEHHOE NPOCTPAHCTBO,
3axBayeHHOe YacTHbIM KanuTanoMm, 1, Taknm obpasom, Bce
60/1bLLe BbITECHSOTCSA B chepy NPMBATHbLIX MHTEPLEPOB.
OTcyTcTBME NYBAMYHBIX MECT ANs A0CYra U NposBieHns cebs
KaK Cy6beKTa 06LLeCTBEHHbIX OTHOLWEHNN KOMMEeHCUMpYeTCst
rMnepTpodUPOBaHHbLIM MHTEPECOM K 06/1aropaxxmBaHUIo
MPWBATHOIO, KOTOPOE BbIZIMBAETCS B BEYHbII EBPOPEMOHT.
YKpauHLbl 3aN013ak0T B CBOM LOMUKM-PAKYLLKM, OTFOPaXmnBasch
OT BHeLLHero M1mpa MeLaHCKMM 6bITOM C ero NoTpebUTeNbCKNM
YIOTOM, OTYMN/ISOLLMM FPAXKAAHCKOE CO3HAHMe.

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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PakyLika

2008

MnacTukoBas BaroHka,
MOHTa)Has NeHa, Wnakneska,
akpun

130 X165 x 116

CobcTBEHHOCTL aBTOpa

Doto: AHapen Siry6ckuii, Anekcei Jlepep

Shell

2008

Plastic siding, polyurethane
foam, Spackle, acrylic

130 X 165 x 116

Property of the artist

Photo: Andrew Yagubsky, Alexei Lerer
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PakyLika

20m

MoHTaxHas newa, wuoep,

wnakneBska, akpun

137 X125 X 60

Konnekums ®oHaa Bnagnmvpa CMupHoBa

v KoHcTaHTMHa CopokmnHa, Mocksa
®oTO: AHppet iry6ckuii, Anexceii Jlepep

Shell

20m
Polyurethane foam, slate, Spackle, acrylic
137 X125 X 60

Collection of the Foundation of Vladimir

Smirnov and Konstantine Sorokin, Moscow
Photo: Andrew Yagubsky, Alexei Lerer

PakyLika

2012

MoHTaxHas neHa, MeTaninyeckas
apmarypa, kepamuyeckas Yepenuua
250 X 250 X150

IpaH-npm Kyiv Sculpture Project
Konnekuwms Urops BopoHosa
LleHTpanbHbIA GoTaHU4eckuii can um H.H. Fputko, Kues

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

»
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HesiBHbIE (OpMbI
2010-2012

«HesBHbIe GopMbl» 6a3npyoTcs HA TpaHCPOpPMaLLUK TOTO,

4TO 3a4aCTyt0 HEBUANMO M 3PemMepHO, B CBOIO
NPOTMBOMOMIOXHOCTb — BO YTO-TO BECOMOE M 3arpomMoxatoLiee
NpoCTPaHCTBO. KasbipoBa obnekaeT B pusmyeckyto dopmy
CBETOBbIE /Y4 U TEHW, BbIIENIMBASA UX U3 LieMeHTa. JlaMnbl,
BMAeoKamepbl, Gapbl aBTOMObUNEN, kamepbl 6e3onacHoCcTy,
3NeKTpUYecKme pPO3eTKN 1 BbIK/THOYATENN — BCe 3T NPUGOpLI
N3/1y4a0T CBETOBbIE BO/IHbLI MM OTOPACIBAIOT TEHW, PAKO
perncTpupyowmecs Hawmm co3HaHmem. OgHaKko 3Ta
HeBMAMMOCTb BECbMa MHMMA, TaK Kak Ha CAMOM Jefie 3TK
Np1BOPLI BMELLIMBAIOTCS B HALLY XKM3Hb CO 3HAYMTENbHBIMUN
nocneacTBUAMU, KONEHNOWMMUCS OT MO3UTUBHOIO OCBELLEHUS
TeMHbIX MPOCTPAHCTB A0 YrpoXatoLLero BMeLlaTenbCTea B
npuBaTHyto cdepy Yyenoseka.

OTaenbHble 06beKTbl «kHesBHbIX GopM» GOPMUPYOTCS BHYTPU
BbICTABOYHOr0 NMPOCTPAHCTBA C Y4ETOM €ro apXMTEKTYPHbIX
0COB6EHHOCTEN, MPU3BAHHbLIX MOAYEPKHYTb MHUMYIO HEBUAMMOCTb
cBeTa W TeHW. Tak, HaNpuMep, co3fasas 3Ty paboTy B
BbICTABOYHOM LieHTpe Jle MyneH nog MNMapwuxkem, Kagoiposa

6pana B pacyeT y3Kkue KOpUAOPbI CTapuHHON habpukm, ocobo
pacnonaratouime K Nogo6HbLIM MacLITabHbLIM LLEMEHTHbLIM
NHTEPBEHLMSAM, KOTOpPble B ByKBasIbHOM CMbIC/1E 3arPOMOXAAIOT
MPOX0A N MeLaoT ABUXKEHWMIO, TEM CaMbIM NMOAYEepKMBas
HeOoTCTYNHOE NPUCYTCTBUE kHESBHBIX GOPMY.

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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®dopma ceeTa pap

2012

ABTOMO6U /b, /J,epeBFlHHbIIZ Kapkac, ueMeHT

625 %172 X148

CobCTBeHHOCTb aBTopa 1 GALLERIA CONTINUA, San Gimignano / Beijing / Le Moulin
MNpou3soACTBO .M, yABTYP! AoHeuk, YkpauHa

®oto: 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 cnexxeHus

2012

Kamepa HabntofeHNs, AepeBsHHbIA KapKac, T’MNCOKapToH, LLeMeHT

250 % 380 x 260
CobCTBEHHOCTL aBTOpa U GALLERIA CONTINUA, San Gimignano / Beijing / Le Moulin

Mpoun3soac .. yABTYPI [AoHeuk, YkpanHa
®oro: Oak Taylor-Smith
.
Security Camera
2012

Surveillance camera, wooden frame, drywally, cement
250 % 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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Buaeokamepa

2012

Bupeokamepa, ,ClepeBﬂHHbllZ Kapkac, runcoKapToH, ueMeHT
260 x 220 % 320

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

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

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

260 x 220 % 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 HacTo/bHas
20N

Jlamna, uemeHT

56 x 20 x 28

COBCTBEHHOCTL aBTOPA
@oT0: Cepreit UnbiH

Table Lamp
207

Lamp, cement

56 x 20 x 28

Property of the artist
Photo: Sergey Illin

Mpecc-penns
201

Namna, uemeHrt,
[LlepeBsiHHbIV 6pyCcok
60 %30 %30
CobCTBEHHOCTb aBTOpA

Press Release

20m

Lamp, cement, block of wood
60 x 30 X 30

Property of the artist

»
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BbiktovaTenm
201

BbleO‘-IaTel'IVI, uemeHT
12x12%x4

CobCTBEHHOCTbL aBTOpa

Light Switches
20m

Light switches, cement
12x12%4

Property of the artist
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DNeKTpOoLWMTOK
201

MeTannnyeckunin 60Kc, LemeHT
52%30 %13

CobCTBEHHOCTL aBTOpa

‘®oro: Cepreit UnbUH

Fuse Box

20m

Metal box, cement
52 %3013

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

AcdanstoBas cepus KafblpoBOW — MHOFOrPaHHbIV NMPOEKT,
06beAVHSIOWMIA HECKOIbKO, HA MEPBbIN B34, PAa3PO3HEHHbIX
XYA0XKECTBEHHbIX NPAKTUK. Ha 0AHOM W3 ypoBHei
MHTeprpeTaLumn OH MOXET pacCMaTpMBATLCS KAk KOMMEHTapui

K NTpeo6pa3oBaHNSAM rOPOACKOr0 MPOCTPAHCTBA, KOTOPble
npetepnesan Kues BO Bpems NOATOTOBKM K GyTEONLHOMY
yemnuoHaTy EBpo-2012. fopoj akTUBHO NepecTpamBani 1
MpUXopaLlInBaIU B OKMAAHUM MHOCTPAHHbIX FOCTEN. PEMOHT
[LOpOr CTan OAHMM U3 IaBHbIX MYHKTOB TAKOro 61aroycTponcTea.
3a HeCKO/IbKO MeCSLLEB 10 HeMMUOHATA PEKOHCTPYKLMS U 3aMeHa
[LOPOXXHOTIO MOJIOTHA Npuobpena Takve MacTabbl, YTO BECb FOPOZ,
6b11 3aMO/IOHEH HArPOMOXKAEHNAMM OTPABOTaHHbIX ACHANLTOBbIX
KYCKOB. B 3TOM MpOXUBLIEM XUN3Hb acdansTe XyAoXKHMLA YBUAENA
MOPTPET ropoAa, KOTOPbIA YXOAWN B HEGBITHE.

Hacnepys xyLoXeCTBEHHYIO CTpaTeruio pean-mMenaa, To

eCTb NOMeLLeHMe rOTOBOro 06beKTa B XyA0XKEeCTBEHHOe
NpOCTPaHCTBO, KaablpoBa peLumaa co3aath KoAnekLmio
KNEeBCKMX yunL, cobpas 0610MKK acdhansToBbIX LOPOT. TOT
®aKT, 4TO 06BLEKTLI 3TOM CEPUM He BbIM CneLnanbHO Co34aHbI
[N5 XYA0XECTBEHHOr0 NPOCTPAHCTBA, a CobpaHbl Ha yamuax
ropoAa, NpMBHeC HECOMHEHHbI COLMANbHbIN KOMMOHEHT B
NHTEpnpeTaLmio NpoekTa. 3TN 06beKTbI CYXKAT UHAEKCHBIM
3HaKOM, CBOe06pa3HbIM MeTapopryeCcKMM TPAMMIINHOM, KOTOPbIN
KaTanynbTUPYyeT 3pUTeNs B Moe COUMANbHbLIX pedrekcuni,
3acTaBnss 3a4yMaThbes Hag npobaemMamm HGPaCTpyKTypbl
ropoaa, a Takxe Haj ero UCTOpMYeCckKMmM pa3BUTHEM.

Monagas B BbICTABOYHOE NMPOCTPAHCTBO, acPanbT MOMEHTANIbHO
obpacTaeT He TONbKO COLMANIbHbIMU, HO U HOPManbLHO-
3CTETUYECKMMM CMbICIaMK, HaYMHAA 6anaHCMpoBaTh Ha

rPaHN MHCTANNALMOHHOIO 06beKTa, CKYIbNTYPbI Y XKMBOMUCK.
KapablpoBa ycmnmBaeT Takyto >XaHPOBY HEONPeAeNeHHOCTb,
CKpynyne3Ho oTbmpas Kyckun acdanbTa, OTbICKMBAS YHKe FOTOBbIe
KOMMO3WLMM B TPELLMHAX W BbIBOMHAX BbIBLUNX [JOPOXKHbIX
NOKPbLITUI U NPUAABAS UM ONPefeneHHbIN BbICTaBOYHbIM GopMmar,
TUMWYHBIA AN8 CpefHeMACLUTabHbIX XyA0XECTBEHHbIX MOOTEH.
MHorve achanstoBble paboThl IPOYMTLIBAKOTCA KAk Nen3ax,

Ha KOTOPbIX MOXHO YrafaTb IMHMIO TOPU30HTA, MB0 Xe Kak
Hekue abCTpaKTHbIe XXMBOMUCHbIE KOMMNO3WULMK. Bonee Toro, 3Tu
acdansToBble 06BLEKTbI — YCI0BHO NAOCKME (UX BbICOTA U LUMPUHA
6onbLUe, HeXXenn TONLWMHA); OHW BUCST Ha CTeHe, GOpMasibHO
Hacneays napameTpbl KMBOMUCHOW KAPTUHbI.

MaTtepuan 1 pasmepsl paboT NpUAALT eLle OaHY
WNHTEPNpeTaLMOHHYO FrpaHb 3TOMY NpoekTy. AchansToBble
KYCKW, HECMOTPS Ha CBOWM CpeaHeMaclTabHbI dopmarT, BeCbMa
TSXKeNbl. 1S MHOMMX U3 HUX NPUXOAUTCS YKPeniaTh raepenHble
CTeHbI, a MHOTAa BOOBLLLE 0TKA3bIBATLCS OT Pa3BECKMN 0CO60
TSOKEbIX «MOMOTEHY, TAK KaK TEXHUYECKMe NapameTpbl 34aHNS
He BbIAEPXXMBAKOT HArpy3ku. NoaobHbIe MHCTANNALNOHHbBIE
TPYAHOCTU COAMXKAIOT MPOEKT C MpakTUKaMU NPoLLEeCcyanbHOro
NCKYCCTBA 1960-X FOA0B, KOTOPOE YaCTO YNPaXXHAN0Ch B
WNHCTUTYLLMOHANbHOW KPUTUKE, MPUBHOCS B ranepeto 06beKThl,
KOTOPbI€ 3TO MPOCTPAHCTBO HE MMEeNO BO3MOXHOCTM BMECTUTD.
MpuBnekas BHUMaHMe K NoA0BHON «TEXHUYECKOW LieH3ype,
XYLOXHWKM NOAHUMANKW BONPOC O MPUPOAE UCKYCCTBA: eC/In
WCKYCCTBO — 3TO TO, YTO BbICTABASETCS B XYL0XECTBEHHOM
NPOCTPAHCTBE, TO YeM ABASIOTCS paboTbl, KOTOPbIE B HEMO He
nomMeLuaoTcs?

AcchanbroBble 06bLeKTbI KagblpoBOM NPOA0/IXKAIOT pa3roBop O
npupoae NCKyccTBa, NapafoKkcaibHbIM 06pa3oM 06beanHss
[IOLWAHOBCKYO TPAANLMIO pefin-Menaa, MOAEPHUCTCKIN
dbopmManusm, npoLeccyanbHOe NCKYCCTBO M MHCTUTYLIMOHANbHYIO
KPUTUKY, SBNSSICb OAHOBPEMEHHO TaKMM NPOCTbIM 1 TakUM
CNTOXKHBIM XY,0XKeCTBEHHbIM XXECTOM.
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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
MeTanauyeckas apmarypa,
3MOKCUAHAS cMona, achanst
95 % 97,282 X155
Co6CTBEHHOCTb aBTOPa

PinchukArtCentre, Kues
®oTo0: Cepreit Unbitk

Data Extraction -
Kyiv EURO 2012

20m
Metal armature, epoxy resin,
asphalt

95 x 97,282 x 155

Property of the artist

PinchukaArtCentre, Kyiv
Photo: Sergey lin

Data Extraction —
Kyiv EURO 2012

201
Metannuueckas apmarypa,
3noKcMaHas cmona, acanst
130 X189

Co6CTBEHHOCTb aBTOpa
PinchukArtCentre, Kues
®oTo0: Cepreii UnbiH

Data Extraction —
Kyiv EURO 2012

201
Metal armature, epoxy resin,
asphalt

130 X189

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

2013
MeTannuyeckas apmatypa,
3MOKCUAHAs cMona, achanst
210 X130

Co6CTBEHHOCTb aBTOPA

®oro: Ela Bialkowska, OKNO STUDIO

Data Extraction —
Kyiv EURO 2012

201
MeTtannnyeckas apmarypa,
3noKkcmaHas cMona, achanst
95*97

CobcTBEHHOCTL 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 -
Knes ARSENALE

2012
MeTannnyeckas apmarypa,
3MOKCUAHAA CMONA, achanst
21% 30

COBCTBEHHOCTL 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

MeTannuyeckas apmatypa,

LIeMeHT, cMona, acpanst

150 X 150 X 150

Konnekuus Muzeum Sztuki Nowoczesnej w Warszawie

(My3ei coBpeMeHHOro MCKyCCTBa B BapLuase)
PinchukArtCentre, Kvies, YkpanHa
®oto: Cepreit MnbnH

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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Tonna

2012

[a3eTbl, KaneHoe CTekno
BbicoTa 300 cM
Cob6CTBEHHOCTb aBTOpa
Mpv noaaepxke ®oHaa
Bnaavmupa CmupHoBa

v KoHcTaHTMHa CopokmnHa

PinchukArtCentre, Kues

Crowd

2012

Newspaper, tempered glass

Height 300 cm
Property of the artist

Tonna
2012

OTnNpaBHOM TOYKOW 415 CO3AaHMSA «TONMbI» MOCAYXXWAN ra3eThl
Pa3fIMYHbLIX CTPAH MMPA, KOTopble KagbipoBa cobrpana Ha
NPOTSHXKEHUN 2012 rofia. XyA0XKHMLA Bbipe3ana CUay3Tbl oAen 13
KXXA0W CTPAHMLbI KAXKAOM ra3eThbl, paHXXMpoBana 3Tu CUy3Tbl OT
60NbLLINX K MEHBLUMM, BbICTPaMBas TakMm 06pasom KOMMo3nLmIo
no NpUHLMNAM IMHENHOW NepCreKTUBbLI.

Ka>kpas Takas BbIpe3Ka BbICTaB/ISIETCS BEPTUKANBHO,

3a)KaToN Mexay ABYMS OTAENbHO CTOAWMUMM CTEKNAHHLIMU
MOBEPXHOCTSMU, KOTOPble 06pasytoT HEKNIM NABUPUHT B
npocTpaHcTBe ranepen. CkynbnTypHAs MHTYMLKS KaabipoBOW
NpeBpaLLaeT «kKAPTUHKM NMOA CTEKOM» B UHCTANINALMOHHOE
MpOCTPaHCTBO, B KOTOPOM 3pUTe/b 06HAPYXMBAET cebs He
CTO/IbKO CMOTPSLLMM Ha CUY3TbI JIOAEN, BbIPE3aHHbIX M3 raser,
CKOJIbKO OKPYXKEHHbIM 3TUMMU I0ALMM. Bonee Toro, CUY3Th
[ByXMEPHOW ra3eTHON pernpe3eHTaunm, BbICTAaBIEHHbIE 1
OCBeLLeHHble MO CKY/IbMNTYPHbIM MPUHLMNAM, HEOKNAAHHO
«OXMBAIOTH, HAYMHASA OTEPACLIBATbL TEHb, YTO ABAETCA
npeporaTuBON Tea XMBOTO, & HE ero Na0CKOro N306paXxkeHus.

3pUTeNn, YbM TEHW CTMBAKOTCA C TEHAMM ra3eTHbIX CUYITOB,
B 6yKBa/IbHOM CMbIC/1E UMMIMLMPOBAHHbI KAk HYacTb TOrO
06LLecTBa, YTO NOMNaLaEeT Ha ra3eTHble CTPaHWLbI. KaXabin

noceTuTeNb MHCTANIAUMN CTAHOBUTCA 4aCTbio MeAnapealbHOCTW.

B 3TOM Xy[,0)KECTBEHHOM XeCTe MOXHO YBUAETb U NPOAO/XKEHNE
CaKpaMeHTasIbHOro BbICKa3biBaHWs SHAM Yopxona rnpo To,

4TO B 6yAyLLEM KaXAbI CTAHET 3HAMEHUTOCTbIO XOTS Bbl HA

15 MUHYT. OAHAKO MHCTANNALMOHHOE NPOCTPAHCTBO KaabipoBoi,
HaMoHEHHOe IOAbMU-NPU3PAKAMM U CIOKHbBIM NepenieTeHneM
NX TEHERN, MOXHO MHTEPNPEeTMPOBATb U Kak MeTapopy obLiecTsa
MOCTOSHHOO HaZ30pa, rAe KaXKAblA PUCKYET NOTepSAThb
MPMBATHOCTL 1 0Ka3aTbCs Ha MearaapeHe. CyMepeyHble TeHU
«TOAMbl», KAK BU3yaNbHOE X0, KaK OTTOMI0CKN MPUCYTCTBUSA TeX,
KOTO y>Ke Ha CAMOM Jiefie HeT PSA0oM, 3aCTaBASIOT HAC Takoke
3afymatbcs 06 naee o6LecTBa B €ro 4MaxpoHUYeckoM acnexTe,
rAe He TONbKO FOPU30HTA/IbHbIE OTHOLLEHUS MEXAY HbIHE
XXMBYLLMMU, HO Y BEPTUKASIbHbIE CBA3U, COBAMHAIOLLME HAC

C NpeabIayLW MM NOKONEHUSIMM, COCTAB/SIOT CZIOKHYHO
COUMANbHYIO TKaHb TOFO, YTO Mbl HA3bIBAEM 06LLECTBOM.

With the support of the Foundation

of Vladimir Smirnov

and Konstantine Sorokin

PinchukArtCentre, Kyiv

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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NIaMAMHUK HOBOMY NAMAMHUKY
2007-2009

Llapropoa, BuHHuLKaa obnactb, YkpanHa

bosee Yem Yepes ABaALATL €T NOC/Ie 06peTeHNS HE3aBUCMMOCTH
YKpanHCKoe 06LL,ecTBO MPOAO/KAET Nepexumnsarb OCTPbIv
KOHOANKT MHTepnpeTaumn (He)NPUHATUS pasNYHbIX AaCNeKToB
CBOEro NCTopu4eckoro Hacneams. OAMH 13 SpKUX nokasaTtenen
noAo6HOro pasHornacmsa NposBASETCS B OTHOLWEHUN
NCTOPUYECKMX MOHYMEHTOB. [IeMOHTMPOBATbL /N NAaMSATHUKN
reposim npeabIayLLMX 3Mox, Ybe 61aroTBOpHOE BANSIHWE HA
pa3BuTMe YKpamHbI cerofHsa ocnapueaetcs? CTaBuTb n
NaMSATHUKM TeM, Ybsl 1eSTeIbHOCTb paHbLUe LieH3ypupoBanach 1
N3rNaxmBanacb U3 NCTOPUYECKON NAMATH?

C npucyLen en gonen npoHun Kagbiposa co3gaet «MamsaTHUK
HOBOMY MAMSATHUKY», CKYAbNTYPY B MOAHbIV YeNOBEYECKUIA POCT
13 6enoro kadens, KOTopas BbINAANT KaK MOHYMEHT, HAKPbITbIN
6enon NpoCTbIHen HakaHyHe CBOer MHayrypauum. B kadpensHon
6enor macce, HECOMHEHHO, MPOYUTLIBAKOTCS OYepTaHUS CTOALLErO
4e/0BeYeCKoro Tena, 0AHaKo MAEHTUYHOCTb kHOBOFO reposi»
Heono3HaBaemMa. 3a MmeTadopmyeckor 6enon NPoCTbIHLI MOXET
CKPbIBATLCS KTO YroAHO. TakMM 06pa3om ckybnTypa KaabipoBown
He CTO/IbKO KOMMEHTUPYET NCTOPUKO-NOANTUYECKNE UTPbI
COBPEeMeHHOW YKpauHbl, CKONIbKO aKTUBU3MPYET NCUXONOrNYeCcKo-
MEHTaNbHYIO HAMOMHEHHOCTb KKAOMO CMOTPSALLEro. 3puTen
HaYMHAOT BUAETL B NAMATHUKE TO, HTO OHW XOTAT Y CMOCOBHbI
YBUAETb: KTO-TO — HE3aC/TYXKEHHO 3a6bITbIX YKPANHCKMX flesaTenem
KYNLTYPbl, KTO-TO — CBOMX COBCTBEHHbIX AETEN, @ KTO-TO —

HoBOro 60ra, No c/10BaM CaMou XyA0XHULbI, KOTopasi cobupana
KOMMEHTapumu NPUCYTCTBYIOLLMX BO BPEMS OTKPbLITUSA NaMATHUKA
B LLlapropoge neToM 2009 roaa.

Xutenu Wapropoaa, HabnopatoLme npoLecc co3aaHms
«MaMATHMKA HOBOMY MAMSATHUKY», HE CMOMIN NPUATU K eANHOM
MHTepnpeTaLmm TMYHOCTN «kHOBOTO reposi». OfHAKO CKyNbATYpa
KapblpoBoy c6n13mna MecTHoe HaceNneHne, XMBO 3aHsBLUeeCs
OKYyNLTYPUBAHWEM MANIEHLKOMO 3abpOLLEHHOrO CKBepa,

B KOTOPOM CTOUT NaMSATHMK. Ha 3TOM MecTe BbINOXMAW bpycyaTble
LOPOXKM, MOCTABW/IM HOBbIE N1aBOYKM 1 GOHApW 1 aaxke ybpann
pa3BA3Ky ra3oBbix TPy6, NepecekaroLLmx ckBep. ITOT npouecc
06beaVHUA KOMMYHaNbHbIE X03MNCTBA, Fa30BYHO KOHTOPY U
MECTHbIX aKTUBUCTOB, MPUB/EK B €ANHYI0, KOHCTPYKTUBHYIO
KOMaHAyY /1tofen C pasHbIMU NOANTUYECKUMU B3rgaAamum v
KYNLTYPHBIMU OXXUAAHUSIMW, KOTOPbIE BbICTPO MPOHUKANCH
3HTY3Ma3MOM 061aropaXkMBaHNS TEPPUTOPUM MECTHOM OBLLMHDI.
B KOHeYyHOM nTore xxmutenu Lapropoga Harpaanamn Kagbiposy
rpamoTou 3a 61aroyCcTpomMCcTBO ropoaa, A0 KOHLLA He 0CO3HaBas,
YTO CKYNbNTYPa XYAOXKHULbI CTANIA UL KAaTasIM3aTOPOM UX
CcobCTBEHHOWM 3a60Tbl 0 Cpefe CBOEro 0bmTaHus.

B 3TOM 06beAMHEHWUN COCTOUT rNaBHbIV 3¢ deKT paboThbl
KaablpoBoy. BO3MOXHO /v €ro 3KCTPano/iMpoBaTh Ha YKpanHCKoe
06LLeCTBO B LLe/IOM, IMHIBUCTUYECKM U KYNILTYPHO Pa3po3HEeHHoe?
Ecnv YkpanHe He yaaeTcs MPUMTU K KOHCEHCYCY B S3bIKOBOM
BOMPOCE UM B UHTEPMNPETALMAX MHOMMX TPaBMaTUYECKMX
COBbITMI NPOLLAOTO, TO, MOXET BbITh, COLMANBHO-KYNLTYPHbIE
3/1eMeHTbI, 06beaMHSLWMe YKPaUHCKOe 06LWeCcTBO, JO/IXKHbI
JIOKANM3MpOBATLCA B YEM-TO A pYroM — Hanpumep, B 3aboTe

0 /I0KaNbHOM: O CBOEM A0OMe, ABOPe, YANLLE AN ropoe, KOTOPYHO
HEeBO3MOXKHO MPOSIBASATL, HE BCTYNas B ANANOT C COCEAAMMN.

A UTO ecTb rpaXkAaHckoe 0b6LLecTBO Kak He fOBponopsaoyHoe
cocencTeo?
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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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MNamMsATHUK HOBOMY NAMSATHUKY

2009

BeTOH, apMaTypHbI KApKac, MOHTAXHas NeHa, kapenbHas nanTka,

KameHb, 6pycyaTka, naBku, poHapu

70 % 200 x 60 (Purypa), 256 x 150 x 256 (NOCTAMEHT)
NpoeKT co3aaH B paMKax pesnaeHLun «LLiapropoapaduHaa» A.J1. Moropensckoro
Ynuua lenmna, LWapropog, Ykpanna

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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®dopma ceeTa
20Mm

OcBeTUTeNbHbIV Nprbop,
MeTannyeckuin kapkac,
6eToH

Bbicota 800 M
NeisaxHas annes, Kves

Form of Light
20m

Floodlight, metal frame,
concrete

Height 8oo cm

Peizazhna Lane, Kyiv

Mopma ceema
2011

MensaxHas annes, Knes, YkpanHa

M cTopust co3aHns rOPOACKOM CKyNbNTypbl «®opma CBeTan,
KOTOpas KOHLLeNTyasIbHO AB/ISETCS YaCTbio NpoekTa «HesBHble
$OopMbI», TECHO NepenaneTaeTcs C HeAABHUMU CMOPHbLIMUY
COBBLITUAMM 3aCTPOVKM Mern3axkHon annen B Knese — 3HaKOBOTO
NCTOPMYECKOro MecTa, Ha KoTopoM B CpefjHeBeKOBbe
pacnonaranncb KAMeHHbIe KHsKeCKMe Nanatbl npassiLLen
3nnTbl Knesckon Pycu. MersaxHas annes U npuneraroLas K
Hewn TeppuTOpUs pyuH lecaTUHHOM LiepKBM Kak CUMBONYECKMe
MecTa BNACTW MOCTOSIHHO NPUTATUBAIOT Pa3fINyHbIe CUbI,

OT PEINTMO3HbIX MHCTUTYLIMIA A0 CTPOUTENBHBIX KOMMAHWUW,
HopIoLLMXCA 3a CBOEe PU3NYeCcKoe MPUCYTCTBUE Ha ansee, Taknm
06pasom nbITasicb 060CHOBaTL CBOW COBCTBEHHbIE MPeTeH3MM Ha
BJACTb.

MM NpOTMBOCTOAT PAA FPaXAaHCKNX U XyLOXKECTBEHHbIX
NHULMATUB, CTAPAOLLIMXCS COXPAHMUTDL Men3axHyHo anne
npexae BCero Kak NapkoByHO 30HY, M3 KOTOPOW 06LLEeCTBO He
[LONIXKHO BbITb BLITECHEHO YaCTHLIM Kanutanom. OfHaKo faneko
He BCe XyA0XEeCTBEHHbIE HAYUHAHMS, AAXKE €C/IN OHU CITY>KAT
61aropofHON LieNn COXpaHeHMS NapKOBOW 30HbI, MOAYYaoT
0f06peHmne 1 camMor XyAoXKeCTBEHHOW Cpefibl, 1 LUMPOKOW
06LecTBEHHOCTU. bopbba 3a Mer3axKHyto aniet 1 No cen AeHb
ABNSETCS TOW NAKMYCOBOW BYMaXKKOW, KOTOpas AeMOHCTPUpyeT
OTCYTCTBME AENCTBEHHbIX MEXaHN3MOB QYHKLIMOHMPOBaHMSA
rpaXkAaHCKoro obLecTea B YKpauHe, rae toamn HacTo He CMOCOBHbI
BECTW O6LLLEeCTBEHHbIV AMANOT.

TakuM 06pa3oM, OrpOMHbIV BOCbMUTOHHbIA BETOHHbIV KOHYC,
BM3Yann3npyoLLMI HEOCSA3aeMbll CBET, AKOObI TbIOLLMIACS

13 boHaps, MCMob3yeMoro Ha KMHOCheMKax, npuobpeTaeT
[ONOMHUTENbHbIE KOHHOTALMM B KOHTEKCTe npoeKkTa KaabipoBon
«HesBHble pOpMbI», paboTbl KOTOPOrO HE TONLKO BbISBASIOT
HeBMAMMOE, HO TakKe 06paLLaloT BHUMaHMe 3puTens Ha To,
HaCKONbKO 3TO kHEBMANMOE» 3arpOMOXKAAET HaLLe )KM3HEHHOe
NpOCTPaHCTBO. KMHOLWHbBIM GOHapb «NponBaeT» 6eTOHHbLIN CBET,
obHaxXkas TakMM 06pa3oM TOHKM 0BLLECTBEHHOIO HAMpPsSXKeHNs,
KacatoLmecs BONpOCoB YKPAMHCKOIO NyBANYHOro MPOCTPaHCTBA.

»

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.

192




'I-l--A'.I‘J'I..'Mt'f'..--'-'!-L

h....uht..ab =
u..m ;eh-..n*.--l

il
e  ——
S of R e
I 1 o R

o 4 Wk (S o

s R - - -—'.--.-—"_

- LS O R T U .
T =~ = " L -h . T
e ¥ o - _

o L — F T a B
A P T i g, § . Ul T T .
S T Y T B e e o
o T pwees Py g oac] S
s e S, 5 s e SR = i W
[ T N < e LR P
T o T B T RS o
T e s ]l e e
e ——————— L
=l & =
S w - - e g

-, - -




flbnoko
2010

Mepmb, Poccuns

WMcTopust poccumnckoro ropoaa Mepmb, kyaa Kagbipoea 6bi1a
npurnaleHa Ans Co3faHmns ropoackomn CKyNbNTypbl, BYKBaNbHbLIM
06pa3oM MHKOPMOPMPOBaHa B OCHOBY «S16/10Ka», KpYMHOroO
obbekTa AuamMeTpoM TpU MeTPa, YCTaHOBNEHHOIO nepes
MepMckon kpaeBon 6UGIMOTEKON MMeHM MopbKoro. OCHOBHaA
4acTb CKYNbATYPbl CAeNaHa 13 GparMeHTOB KUPMUYHbIX CTeH
CTapVHHbBIX NONYPa3pyLUEHHbIX MEPMCKNX AOMOB, OANH U3
KOTOpbIX, 120-/1€THEeN AABHOCTW, AEMOHTMPOBANN NPSMO Ha
rnasaxy XyAoXXHWLbI. PXXaBO-KOPUYHEBAS «MAKOTb» — UCTOPUS
ropoAa, BOMJOTMBLUANCS B CTAPOM KMPMMYE, — MOKPbITA 3€/1EHbIM
rNSHLEBLIM Kadenem, CMMBONOM BaecTsLLe-rnaMypHoro u

4aCTo C/INLLIKOM NMOBEPXHOCTHOIO NpeobpaXkeHms FOpoACKOro
NpOCTPaHCTBA.

B a6n10Ke-ropofie, OT KOTOPOrO OTKYCbIBAIOT XaOTUYHO, MO
4acTsIM, MHOFOUYUC/IEHHbIE MHBECTOPbI, AeBeNonepbl 1 Npoyne
BM3HECMEHbI IErKOM PYKM, HAYMHAET NPOCTYNaTb U3beAeHHbIN
BPEMEHEM UCTOPUYECKUIA CJIOWA, ero pynHbl. COBpEMeHHbIe
PEKOHCTPYKLMU FOPOACKOrO MPOCTPAHCTBA, He y4YMTbIBAtOLLMe
MCTOPUIO MeCTa, BONpPeKM CBoen GyHKLMM 61aroycTponcTea,
BOCMPUHUMAIOTCS Kak rpy6ble YKYChbl B TENI0 rOPoAa, TEPAIOLLErO
CBOIO LIeIOCTHOCTb.

Y nepmckoro «1610Kkan CyLLecTByeT CKyNbNTYypa-NpeALlecTBeHHMK,
CPaBHUTENIbHO HEHOLLLIOW OTpbI30K GPYKTaA, KOTOPbLIN BXOAUT B
ceputo «MOHYMeHTbI Mycopy». BnepBsble y KaablpoBon BO3HMKNA
accoumaumns C ICTOPUYECKMMU apXUTEKTYPHbIMY 06beKTaMm

KaK C 06KyCaHHbLIMW 1 BbIBPOLLIEHHbLIMW MN0LAMW BO BPEMS
XYL0XeCTBEHHOW pe3naeHunn B LLlapropoae, pacnonaratoLemncs
Ha TeppuTOpUM 6bIBLIEro COCHOBCKOrO CaxapHOro 3aBoaa B
BUHHMLKOM 06nacTu. Kycok s610Ka, CnenneHHbIn 13 GparMeHToB
CTONETHEeN KMPNUYHOM 3aBOACKON CTEHbI, CTan pedaekcmen Ha
WNCTOPUIO 3TOrO NpefnpusaTUA, BeAyLLEero CBOe Hayano C KoHUa
XIX Beka 1 ycnewHo paboTasLuero BnaoTb 40 1990-X.

Mocne 3KOHOMUYECKOro Noc/IenepecTpoeYHOro KprUsnca, Bo Bpems
KOTOPOT0 3aBOJ, CYLLECTBEHHO COKPATWJT CBON MPOU3BOACTBEHHbIE
MOLLHOCTM, ero NpoLAann HEKMM YaCTHbIM NpeanpUHUMATENSM

B HAZeX/le Ha TO, YTO MPOU3BOACTBO 6yAeT BOCCTAHOB/EHO.
HecMoTpsi Ha KOHTPaKTHbIe 06513aTe/IbCTBA, HOBbIE X0351eBa
BbIpe3anv U yTUAN3NPOBA/IN BECh META, BMIOTb A0 HECYLLNX
KOHCTPYKLMI, BApBAPCKUN Pa3pyLLMB BCE aPXUTEKTYPHOE U
WHAYCTpUanbHOe Hac/eame 3TOro MecTa. B pesynibtate Ky/bTypHON
KOHBepCMm 6biBLLIMI COCHOBCKMIA CaxapHbIv 3aBog, bonee He
MOA/EXaLLMI BOCCTAHOBEHMIO KaK MPOMbILLIEHHbIN 06BLEKT,
MpeBpaTW/ICS B YCMELLHYIO XYL0XECTBEHHYIO MHULMATMBY,
6naronaps KOTOpPOM NPOUCXOAUT OCMbIC/IEHME UCTOPUYECKUX U
KY/IbTYPHbIX NMPOLLECCOB, KACAIOLLMXCSA NOCTCOBETCKUX TEPPUTOPUIA.

Tak meTadopuryeckn KaablipoBa BockpellaeT 3abpoLueHHoe
ApXMTeKTYpHOe Hacefme 1 NobyxaaeT 3puTenen K pasroBopy o
rpaXKAaHCKOW OTBETCTBEHHOCTM 32 MeCTa CBOEr0 NPOXMBAHUS 1
KU3HEOeATebHOCTU.

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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A610K0

2010

BeToH, LeMeHT, dparmMeHTbI
KVIDI']M‘-iHbIX CTeH, |<epaM0rpaHm
300 % 300 X 300

Ynuua flenuna, Nepms, Poccns

DOTO: AneKkcaHap XoMyToB

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, BUHHMLKaa obnacTb, YkpanHa

MpucyTcTBue Kagbiposon B LLiapropoae AaBHO nepepocsio
MacLUTabbl XyL0XeCTBEHHOW pe3nieHLnn, NpoBOAMBLIENCS B
3TOM ropoje B Te4eHne HeCKOJIbKMX neT. TeCHoe COTPYAHNYeCTBO
C MECTHBLIMW XXUTENSIMUN U PA3INYHBIMU UHCTUTYLNSAMMN
LLlapropoaa caenano XyAoXKHULY XXeNaHHOW rocTbemn, KoTopas
4acTo NpUe3NKAET HA TeppUTOPUIO BbiBLIEero COCHOBCKOMO
caxapHoro 3aBofia (MecTo LApropoAckom XyA0XKeCTBEHHOM
pe3naeHLMIN) B MOMCKax TBOPYECKOro MaTepmana 1 BO3MOXHOCTU
3KCNepMeHTMpoBaHMA. DopManbHble Nonckm KaasipoBon
TaK>XKe 4aCTo BbIXOAAT 32 PAMKMN XyL0XKECTBEHHOM pe3nieHumnmn

W BbIIMBAKOTCS B TOPOACKME MHTEPBEHLMM MW NYBANYHbIE
CKyNbNTYpbI, 06naropaxueatome 06numk LWapropoaa. «<Knymba»
ABNSETCH OAHUM U3 TAKUX XYA0XKECTBEHHbIX XXeCTOB, KOTOPbIV
NpoHMYeckn npeobpakaeT Kadesb C LBETOYHLIM PUCYHKOM B
rpsSiAKY CUMBONMYECKUX LiBETOB, TAKMM 06pa3oM «OXKMBASS»
KapTUHKY Ha Kadene, TpaHCHOpMUPpYS ee B TO, YTO OHA CTPEMUTCS
penpeseHTUpoBaTb.

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.

Knymba ¥ ol 5 . . ; ¥ - = 4
201 iy T e i o g
BeTOHHas Ba3a COBETCKOTO BPEMEHW, LIEMEHT, L nly . :

KadenbHas nanTka

170 X170 X 90 " 1
MpoekT co3aaH B pamkax pesvaeHLum «LliapropoapaduHaay A.J1. Moropenbckoro . - "
Ynuua SlenuHa, Wapropoa, Ykpana - [

Flower Bed . ' ‘ : ; 1 g
20m b 8 bR

Soviet-era concrete flowerpot, Ly Y y ¥ L LY - S i
cement, ceramic tile i, i \ . s = -

170 X 170 X 9O oy - ] o
Project made for Alexander Pogorelsky's “Shargororafinad” art residency 1 i ~
Lenin Street, Sharhorod, Ukraine 202 i L . L
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NlasKu-2patiuku
2008

Kues, YkpanHa

MepBbI BbIx04 KaziblpOBOWM B rOPOACKOE NPOCTPAHCTBO
npou3oLLen N1eToM 2008 rofa noj 3rnaon doHaa «IMA0Cs,
KOTOpbIY pa3paboTan nporpammy «fopog — TeppuTopums
NCKYCCTBan» 4S8 NPUBNEYEHWNS XYA0XKECTBEHHbIX paboT B
ny6anM4yHyto chepy. KaablpoBOW 66110 NPeSIOXEHO MECTO

nepes o4HVM U3 KMEBCKMX BAHKOB, KOTOPbIA COrnacucs
NPOCMNOHCNPOBATb HEKMUIA CKYNbATYPHbLIN MPOEKT, HANPaBAEHHbIN
Ha o6naropaXkmeaHme NpuneratoLLen TeppuTopumn. STum
NPOEKTOM XyLOXHMLA OTKpblia ceputo «PacyeT», MPOHUYeCKn
n306parkatoLLyto NocaeacTBMS 6e3ayMHOM MOrOHM 3a
3KOHOMMWYECKMM NPUPOCTOM. B rOpOACKOM NPOCTPaHCTBE
pasBanMBLUMeCs anarpaMmbl U ybexasLune rpaduikm npuobpenn
rmneptTpodrpoBaHHbIie MacwTabobl, MeTadbopuyeckn oTpaxkaroLme
peanbHble pa3Mepbl SKOHOMUYECKOT0 KpU3MCa.

®opmManbHO CKyNbNTYPbI «/1aBOK-rpadmKOB» HAMOMUHAOT
MUHUMANMCTUYeckme komnosunumm Pobepta Moppuca u

OPYryX NPakTUKOB pefyLMpPOBAHHON 3CTETUKMN 1960-X FOA0B.
HesambicnoBaTble 6pychbl «rpadukos», 061MLOBaHHbIE KAadenbHON
NIMTKON OCHOBHbIX LLBETOB, UMEKT GOPMY N1aTUHCKON

6yKBbI L — popMy CKyNbNTYpbI, KOTOPAsi CTana 3HAKOBOW AN1A
Moppwuca. OfHako 3a Nogo6bHoN GOpManbHOM CXOXKECTLIO

CTOWT KAapANHANLHO MHAA XyA0XKEeCTBEHHas nporpaMma.
KaablpoBa cmellaeT akLeHT 3pUTenbCKOro y4acTUsi C 0CO3HaHUS
napameTpoB CBOEro CO6CTBEHHOMO Tena — a MMeHHO 3Ta GyHKLMS
CKYIbNTYPbl KAK < MEPHOW IMHENKMNY, C MOMOLLLIO KOTOPOW
4enoBeK OLLYMNbIBAJ U BbISAB/SI CBOM COBCTBEHHbIE r3nyeckme
napameTpbl, iexxasa B OCHOBE MUHUManu3mMa 1960-x. Kagbiposa
BbISIBNSIET He Ppun3myeckoe, a coumanbHoe, TpaHchopMunpys
MUHUMAIUCTUYECKYIO CKYNbATYPY B MeTadopu4eckm nopTpet
3KOHOMMWYECKOro Kpusmca.

B «JlaBKax-rpacdukax» MecTo pacrnosioxXeHnsa 1 CeMaHTU4eckas
HaMONHEHHOCTb CKYNbNTYPbI SBASIOTCS TPUMEPOM YAAYHOTO
XYLOXKECTBEHHOIO CMMBM03a, rae 6aHKOBCKAS MHCTUTYLMS KaK
OAMH 13 IaBHbIX UTPOKOB 3KOHOMUYECKOW CUCTEMbI CTIOHCUMPYeT
NPOHUYECKN-KpUTUYECKOe n306paxkeHne NoCNefCcTBUI CBOEN
COBCTBEHHOM AeATeNbHOCTH.

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.

206




JNlaBKn-rpadukm
2008

BeToH, MeTannnyeckas apmartypa,
|<a¢eanaﬂ nanTKa

840 x 69 x 415

MpocnekT Mo6easl, Kues

Bench-graphs
2008

Concrete, metal armature,
ceramic tile

840 x 69 x 415

Peremohy Avenue, Kyiv
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NaBKn-rpadpukm
2008

BeToH, MeTannuyeckas apmatypa,
KadenbHas nanMTka

970 X 594 X 210

Annes Manesuya, Kves

Bench-graphs

2008

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

Malevich Lane, Kyiv
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Mony4me 0bpasoBaHme CKyAbNTOpa B PecnybamKaHckon
XYLOXKeCTBEHHOW CpeHeN LLKOoAe, MPaKTUYeckm BO BCEX CBOMX
npoekTax KagblpoBa MbICIUT TPeXMepHO. MOXHO cKasaTb, 4TO
CKy/IbNTYpa SIBASETCS OCHOBHLIM medium paboTbl XyA0KHWLbI.
[la>Xke Te MPOeKTbl, KOTOPbIe, HA MepBbIA B3NS4, He BbIXOAAT

3a npefesibl ABYXMEPHOW NAOCKOCTU, NpU BAMKANLLEM
pacCMOTPEeHMU BCe Xe C1efyoT onpeaeieHHON CKyIbNTYpHOW
noruke. Tak, Hanpumep, B npoekTax Data Extraction n «Tonna»
[BYXMepHble n306pakeHns 6aNaHCMpPYOT Ha FPaHM XKUBOMUCHK

N HaWAEHHOro 06beKTa, MHCTA/IMPOBAHHOMO B MPOCTPAHCTBE
TakMM 06pasom, YTO6bI BbISBUTL O6BEM M apXUTEKTYPHbIE
0COHEHHOCTI CaMOoro MPOCTPAHCTBA, @ TakXKe 3aCTaBUTb 3puUTeNs
3a4yMaTbCa Hag GU3nHeckMMm napameTpamm cCO6CTBEHHOMO Tena.

HecMoTps Ha To, 4TOo Tpu paboThbl, CObpaHHbIe B pasgene «Ha
cTeHe», Hanbonee BCero BbIOWMBAKOTCS M3 CKYNbMTYPHOrO paaa,
OHM BCe ke 061aAa0T HEOCMOPUMBIMW CKYIbATYPHLIMU YepTaMW.
«FpadduUTM» NOAPLIBAET SIOrMKY OPUTMHANBHOMO XaHpa, Ha
KOTOPbIV yKa3biBaeT Ha3BaHWe paboTbl. B 3TOM kapenbHOM
06bekTe KafbipoBON HET HUYero 3beMepHOro 1 HeA0rOBEYHOrO,
KaK B HEMOCPEACTBEHHbIX FpaddUTU — HAAMUCSX HA CTEHE,
CLlenaHHbIX OT pyKkKn. Kadenb npuaaeT HeNoOBOPOTMBYHO
MOHYMEHTaNbHOCTb GOPMe, aHHYANPYET MTHOBEHHOCTb
pocyepka. Hekas kannmrpaduyHoOCTb BCe eLe NpoCMaTpmBaeTcs
B dopMe 06beKTa, HO MaTepuan HUCNPOBepraeT BHELLHIOK
MUMOJIETHYIO CXOXeCTb. HacnoeHms Tpex LBeToB «[paddutunn

He nepexoasT 13 OAHOro OTTEHKA B APYrOM, YTO XapaKTepHO

L1851 ABYXMEPHOIO PUCYHKA, @ HAC/1anBakoTCs CTyNeHYaTbiMm
psSAaAMU M 0THPACLIBAKOT TEHb, TakMM 06pa3omM TpaHcdopmMumpys
3Ty paboTy B CKYNbNTYPHbIN 06beKT. MNapagokcanbHbIM 06pasom
>KaHp YIMYHOr0 NCKYCCTBA, XapaKTepHbIN Ans Cy6BepPCUMBHbBIX
XYLOXKECTBEHHbIX MPAKTUK, HAYMHAET HAMOMMHATb MO3anyHble
CNIOraHbI COBETCKOrO Neproaa, Weapo 3aneqyat/ieHHble B
ny6M4YHOM NpOCTpaHCTBe 6biBLero CoBeTckoro Cotosa.

«Opbutan npoaomkaet GopmManbHoe Hacea0BaHMe TpaanLM
COBETCKOM MO3auKu, NpeBpalLLas, 04HaKO, yTONNYeCKne CIoXKeTbl
pafOCTHOrO COBETCKOMO CTPOS B aHTUYTONMIO CErOAHALLHErO AHS.
Pasmepbl 1 BeC «Op6UTbI» BLIXOAAT 33 PAMKM TUMUYHOM CTAHKOBOW
KapTWHbI: TPEXMETPOBOe KadesibHoe MONOTHO CKOpee CMOTPUTCS
KaK KyCOK CTeHbl, TO eCTb KaK YaCTb HEKOEro apXUTEKTYPHOIO
aHcambns, Topua AomMa nam GpoHTOHA MarasmnHa, B COBETCKOe
BPEMS 4aCTo YKpaLLABLUMXCS MO3anKon. Kpome Toro,
n3obpaxeHune Ha «Opbuten penbedHo, ero getann otépacbiBatoT
TeHb, 6anaHcMpys TaknMm 06pazom Mexay CKynbATYypPour n
[LByXMepHOW KapTUHON. HecMoTpsi Ha GOpManbHYH CXOXeCTb

C COBETCKOM Tpaauumen, «Opbutar KaabpoBon ckopee
NOAPbLIBAET MAELONIOTMYECKN NPaBUbHBIA MOCHIT MO3anK
COBETCKOro nepnoaa. OfMHOKas MHOrosTaxka «Op6uTbI»
TSIXKENO rpy3HeT B Xkenton kadenbHom macce. CHe-XenTbin GoH
NpOYMTBIBAETCS Kak aTpnbyTnKa HaLMOHaNbHOIO YKPaMHCKOro
dnara, rae, 0fHAKO, XeNTOoe yXKe He BbICTynaeT CUMBO/IOM
MLWeHWYHOro NOA M arpapHoro 6oratcTea CTpaHbl, a ckopee
BbIMSANT NECOYHLIMU JOHAMM, MeLIeHHO 3aCachIBaOLWLUMMU
0CTaTKM COBETCKOro ypbaHm3ma. CtoxeT «OpbuTbin 6bi1 HaBesH

noesgKamMu XyA0XHULbI MO CTPaHe, e B OA4HOM U3 HOXKHO-
YKPaWHCKMX ropogoB (BNpoyeM, TUMMYHOM A8 CTPaHbI B LLe/IOM)
CyLLeCTBYeT CNasbHbLIA PANOH MO aHANOrMYHbIM Ha3BaAHMEM.
MecCTHble XnTenn 6eCKOHeYHO NPOHM3NPYIOT HAaA MPO30P/NBbLIM
Ha3BaHWeM COBETCKMX rpafocTponTenent. PAanoH HaxoanTcs
[aneko oT LeHTpa 1 He umeeT 3G eKTUBHOro TPAHCMOPTHOMO
COOBLLEHWNS C OCTANIbHLIMM YacTsIMM ropoAa. MNoesaka B 3707
pavoH NpeBpaLLaeTcs B NyTelecTBNE B KOCMOC. A ero XXuTenu,
COOTBETCTBEHHO, peAko BbIbMpatoTcs BOBHE, 6e3bICX0AHO
BpaLLasChb Ha CBOer COH6CTBEHHOW 0KanbHOM opbuTe. CoBeTckme
yTOMMYeckune 4asHMs no obecneveHmto Bcex paboymx CTpaHbl
XnNbeM 060paYnBaOTCA AHTUYTONNYECKUMU YPOHAHNCTUYECKUMU
KOHT/IOMepaLmsMu, OTPe3aHHbIMM OT BHELLIHEro Mupa.

«Monen, kadenbHas paboTa-LwyTKa, 3aMbIKaeT HACTEHHbIN psA,.
CoYHble LiBETa MO3aMKM OTCbIIAKOT BCE K TEM Xe PaAOCTHbIM
CoBeTCKMM 06paszam yaapHoro Tpyaa. OaHako kadenbHbIn
TPaKTOP MO KAKOW-TO HEMOHSATHOM NPUYMHE NepenaxmsBaeT
dyTb0NbHOE Nose. He3amMbICNOBaTbIN CIOXET NpeBpaLLaeTcs B
abCypAHbIN XKeCT. BO3MOXHO, 33 HUM MpsYeTCs KaKon-Hnbyab
AHEKA0TUYECKUI CllyYan — KAPTMHKA CTAHOBUTCS HA4anoM HeKoM
NCTOPUK, KOTOPYIO MOXKET A0pacckasarb Cam 3puUTesb.

Ho B 3TOM 06pase Tak>Ke MOXHO NpO4eCcTb M abCypAHOCTL
COBETCKOM naen Tpyaa B LLesIoM, KOTOpast YacTo CBOAMNACh

K COBEpLUEHHO HeahdeKTUBHOM 1 NadoCHOM NOroHe 3a
KONMYeCTBEHHbLIMM NOKa3aTeNs MU B CTPaHe, rAe Yes0Be4ecknin
TpyA 6bia CAMbIM AeLleBbIM 1 1Erko 3aMeHUMbIM 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

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.

OpbuTa Orbita fpadduntn Grafitti

2009 2009 2009 2009

KadenbHas namTka, Ceramic tile, cement, KadenbHas nanTka, LemeHT, Ceramic tile, cement, drywall, >

LieMeHT, FTMNCcoKapToH drywall rMNCOKAPTOH, MOHTAXHas neHa polyurethane foam

300%120%8 300%x120% 8 255 X 124 % 22 255 X124 % 22

@oro: Cepreii Vnbitk Photo: Sergey llin Co6CTBEHHOCTb aBTOpa Property of the artist 215









Mone

2006

Ka¢eanaq NANTKa, LEMEHT, TMNCOKapTOH
104 X 90

Konnekumns Bnagnmmpa OsuapeHko, Mocksa
®oto: AHapen Ary6ckuii, Anekcei Jlepep

Field

2006

Ceramic tile, cement, drywall

104 x 90

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

OcTpoB buptouni, 3anopoxckas 0bnactb, YkpamHa

Mpr6bLIB HA MECTO PacMoIOXKEHUS XyA0XKECTBEHHOW pe3naeHUnn,
npoBoAMBLLENCS HA Typbase «3010ToM beper» B A30BCKOM

Mope, KazibipoBa 06Hapy>Kuia Heckonbko 60bLNX 06bEKTOB,
PacKMAAHHBIX N0 Nobepexbio. O6bEKTbI HAMOMMUHANM XECTAHbIe
6aHKM AN pblIBHbIX KOHCEPBOB U B AeNCTBUTENLHOCTM OKa3annch
dbparmMeHTamMmn TPaHCMOPTUPOBOYHOW KaNCy/bl OT BOEHHOM
pakeTbl SS20. MepBOHaYabHbIN BU3yasibHbI 06pa3 KOHCEPBHOM
HaHKM XOPOLLO NIOXWCS B UAEK CBOPAYMBAHMS N KOHCEPBALINN
MUINTAPUCTCKUX MOLLLHOCTen BbiBLuero CoseTckoro Coto3a.
Kpome Toro, Ha3BaHue camom pe3nieHunn «Bpems, YyeTBepToe
N3MepeHmen, 0COBPEMEHEHHAS TEPPUTOPUS BbIBLLE COBETCKOM
6a3bl 0TAbIXa, HA KOTOPOW BCE Ke NMOBCEMECTHO NPUCYTCTBYIOT
MPU3HAKM COBETCKOrO MPOLUAOro, Y MPUHAANEXHOCTb
TPaHCMNOPTMPOBOYHbIX Karcy K COBETCKOM 3MOXe HATONKHYN
XYLOXKHULY

Ha JafibHenLee nccaefoBaHMe NpoTeKaHNs U KOHCepBaLMmn
BPEMEHM CaMOro 0CTPOBA M YKPAMHCKOrO O6LLEeCTBA B LLENIOM.

B MeCTHOM NpoAyKTOBOM MarasuHumKe 6bi1m NproGpeTeHb
[iBe 6AHOYKM CAMbIX MONYNASPHbLIX KOHCEPBOB — «KM/IbKan

N «CapAMHAY», — Yel 3CKN3 STUKETOK NPAKTUYECKU HE MEeHSCS
C COBETCKMX BPEMEH. TW AiBe 6aHKN MOCYXNIN
NPOTOTUMNAMM XYLOXKECTBEHHbLIX 06LEKTOB: ABa HparMeHTa
TPAHCMOPTMPOBOYHOW KANCy bl PACKPACUIN aKPUIOM MOJ,
KOHCepBHble 6aHKW. MapannenbHO 6bi1 NPOBefEeH COLLONPOC-
ro/10COBaHME YHaCTHUKOB PE3UAEHLUM, KOTOPbLIM BbI10

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.”

npefoXKeHo BbiGpaTh yyilee/no61UMOoe 13 ABYX NPeLnoXeHHbIX
BapVaHTOB KOHCepBOB. Mobeanna «capanHar. MimeHa
MPOroN0COBABLUNX 3aneyaTieHbl

Ha TopLie caMmx «KOHCepBOB» Mo, 3aronoBKoM «CoCTas.

KoHcepBbl

2012

CoBMeCTHO ¢ [leHncom Py6aHom
®parMeHTbl TPAHCMOPTUPOBOYHON
Kancynbl pakeTbl SS20, akpun

330 %330 % 243

Co3paHo B pamkax MexayHapoAHOro CAMNO3nyma
« 0 MCKYCCTBA (BUPIOYMAOTI2

Preserves

2012

Collaboration with Denis Ruban
Fragments of SS20 rocket transport
capsules, acrylic

330 %330 x 243

Created during the international contemporary art
symposium "Biryuchio2” 222
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B cBOEM CTpeMaeHnn 061aropoAnTb OKPYXKAOLWUA MUP
COBPEMEHHbIN YeNoBeK CO34aeT OrPOMHOE KO/IMYeCTBO
3aMeHuTeNen HaTypanbHbIX MaTepMaNoB U NPOAYKTOB, Ybs
rnaBHas 3agava — MakCMManbHO HAMOMMHATL UMUTUPYEMble
06LeKTbI, ByAy4mn NpY 3TOM UCKYCCTBEHHO CO3AAHHBLIMU.
Mofo6HbIe NPAKTUKKN AOATOe BPeMsi 06bACHANNCH 3a60TOM O
NpUpofe N CTPeM/IEHNEM COXPAHUTD e 3/1IeMEHTbI B LLe/IOCTHOCTH,
noTpebnss Npy 3TOM He NPUPOAY, a ee 3p3all. B cerogHswHen
CUTyaL MM 3KONOMNYECKON HeCTabnIbHOCTM CTaNo MNOHSATHO,

YTO NPON3BOACTBO MCKYCCTBEHHbIX MPOAYKTOB, HEN3HEXKHO
HasupytoLeecs Ha XMMUYeckmx nepepaboTkax, a Takxke BbICOKOM
noTpebneHnn HedTH, YacTo BeAET K NPSAMO NPOTUBOMONOXHOMY
pe3ynbTaTy: Mbl He COXpaHsieM NpUpoAy, a L b 3arpsa3Hsaem

ee. CoBpeMeHHOe 3KOABWXKEHME NOMNYASPU3MPYET NPaKTUKM
YCTOMYMBOIO NOMONHEHWS NPUPOAHBLIX PECYPCOB 1 YUUT NIIOAEN
0CO3HaBaTb Ce65 CMMBMOTMYECKOW YaCTbto rnobanbHoM
3KOCUCTEMDI.

Kadenb Kak Henb3sa nyylle NoAXOANT ANS PACCYXKAEHUI O
HaLlem OTHOLLEHWUW K MpUpoae. 3TOT 06ANLLOBOYHBLIV MaTepuan,
NpY3BaHHbIM yKpaLlaTb 1 06naropaxmeaTh Ny6anyHbIE 1
NpUBaTHbIE NPOCTPAHCTBA, YaCTO UMUTUPYET Apyrme MaTepuansl,
MHOTMe 13 KOTOPbIX CIMLWKOM PeAKOCTHbI, AOPOTrM AN MPOCTO
HenpuroaHbl ANs AmM3anHa nHTepbepoB. OfHAKO, B TOYHOCTU
NOBTOPSAN N PaCcLBETKY, M TEKCTYPY, TaKne UMMUTaLMM BCe

PaBHO 4aCTO BbIMNAANAT AeLEBLIMU PENANKAMU. B HECKONbKMX
cBOoMX paboTtax KagblpoBa BblYneHseT NoA06HbIe CUMYNSKPbI

N CUNOW XYA,0XKECTBEHHOW TpaHchopMaLLMm BO3BpaLLaeT

nx B chepy «HacTosaweron: genaet «Knpnuy» n3 kapenbHom
NANUTKK, paCcKpaLleHHOW NoA, KMpnuy, «Jpoea» — 3 Matepunana,
HamoMMHatoLero AepeBsiHHYI MOBEPXHOCTb, «/lefy — 13 6enoro
Kadens, HANONHEHHOMO NEeHONIACTOM, MPUAAIOLLNM eMy
nnasy4vecTb, nam «Knymby», HeBONbLLYIO FOPOACKYIO CKYALATYPY
B LLlapropoae BUHHMLKOM 061acTy YKpanHbl, Bbipe3as LiBeTbI

n3 kadens ¢ G1OpUCTUHECKMM Y30POM U yCTaHABAMBAS UX B
H6eTOHHYI0 Basy, HEKOTAA C/TYXKMBLUYIO LLBETOYHOWN KNyMBOM.

C3aMeTHOWM LONen MPOHNYECKON KPUTUKW 3TW paboTbl
3aCTaBNSIOT HAC 3aAYMaTbCS HAJ HEOBXOAMMOCTbIO CO3AaBaTh
nofo6HbIE CUMYNAKPbI TaM, TAE MOXHO 06paTUTLCS K
HaTypasibHbIM MaTepranam. OfHAKO OHTONOTMYECKMIA CTATYC 3TUX
paboT KaK XyLOXKeCTBEHHbIX 06bEKTOB MHOFOKPATHO YC/IOXKHSeT
Ha NepBbIi B34 NPOCTYI0 6MHAPHYIO ONMO3ULMI0 MPUPOLHOIO

M MCKYCCTBEHHOTO, e NepBoe 4acTo BOCMPUHMMAETCS
MO3UTUBHO, @ BTOPOE — HEraTUBHO. 3eChb HaTypasibHOE, TO eCTb He
nonagatoulee B chepy BIUAHUS YeNoBeKa, MPOTMBOMOCTABAAETCA
KYJITYPHOMY, TO €CTb MaHWMNYMPyeMOMY YeI0BEYECKUM PasyMOM
1 BoNen. ICKyCCTBO M UCKYCCTBEHHbIV — C/1I0BA OAHOKOPEHHbIE,
YKa3bIBalOLLME HA TO, YTO NOAOEHbIE MAHUMYNALUN HAA,
NMPUPOAON, MHTENNEeKTyaNbHbIe YPAXKHEHWS YeNI0BEYECKOr0
TBOPYECTBA CO34AI0T MAAH KYNLTYPbI, OTAUYAOLLMIA HAC

OT XXMBOTHOTO YPOBHS. MOAXOASA K BOMPOCY NPUPOAHOI0 U
MCKYCCTBEHHOIO NOA TaKMM YI/IOM 3peHus, 6e3ornsgHoe
CTpeM/IeHMe HEKOTOPbIX IKOMPAKTUK K BO3BPALLEHMIO K
HaTypasibHbLIM UCTOKAM, He3aNATHAHHbLIM LIMBUAN3ALMEN,
npuobpeTaeT yrpoxatoLime KOHHOTaLUUM, Tak Kak HEBO3MOXHO
MOTHOCTbIO «OYUCTUTLCSN OT YENOBEYECKMX [LOCTUXKEHWUI, He
OMyCTUBLIMCH MPY 3TOM [10 YPOBHS XXMBOTHOIO — TaK KaK UMEHHO
MCKYCCTBO, TO eCTb MCKYCCTBEHHOR, AieNIaeT HaC IOAbMMU.

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

Kepamunyeckas nanTka, LeMeHT,
MOHTa)KHas neHa

Pa3mep BapbupyeTcs

YacTHasa konnekuus, Knes

Wood

2009
Ceramic tile, cement,
polyurethane foam
Dimensions variable
Private collection, Kyiv

Knpnny

2007

Kepamuyeckas nanTka, LeMeHT
27%x13%8,5

Konnexums Bnagnmmpa OsyapeHko, Mocksa

oTO: AHpeih iry6ckuit, Aneceii flepep

.
Brick

2007

Ceramic tile, cement
27x13%8,5

Collection of Vladimir Ovcharenko, Moscow

Photo: Andrew Yagubsky, Alexei Lerer
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B nocnegHui pasgen KHUr BKIOYEHbI MHOTOYNCIEHHbIe
dnomactepHble HA6poCkK, KOTOpble KaabipoBa AenaeT Ha
NPOTSKEHUN MHOTMX NIeT. «D0MOpeann3m» CN0XHO Ha3BaTb
XYyLOXeCTBEHHbLIM MPOEKTOM U/ Cepuei, Tak Kak nofobHas
TEepPMUHONOrNS NpeAnonaraeT onpeaeneHHbIN TeMaTnyeckmmn
NoCbia 1 NPOAYMAaHHYO CTPATErnio ero UCNOAHEHUS.
dnomacTepHble 3ap1COBKMN CKOpee NpeacTaBAstoT cobor cnocod
XYLOXKECTBEHHOIO MblLLeHMS, paboynii METOA TPAHCINPOBAHWS
TPeXMEepPHOro OKPY>atoLLero M1mpa B ero AByXMepHyo
penpeseHTaLMIo Ha ncTe Bymaru.

KazblpoBa puCyeT HernpepbIBHO 1 MOBCIOAY — HE60bLLIOM
610KHOT M Napa G10MacTepoB BCeraa Harotose. MMMONETHbIe
bOpMbl, BbICTPOTEYHbIE BNIEYAT/IEHNS, CKOPOMpeEXoaaLne
MbIC/IM OCEeAAIOT Ha ByMare YacTo INLLb XYA0XKHULLE MOHATHbLIMM
3HaKamu. 3Ta TpaHchopMaLms MHbopMaL MK eCcTb Marus,
MEHTANbHAS aXMMUIS, NPU KOTOPOW HEOEBATHbLIA MUP CO

BCEW €ro NoTeHLUMANLHOCTLIO GOPM, Y30pOB, 3aMaxos U

3BYKOB peayLMpyeTca 10 3Haka Ha 6e/loMm iucTe. KaabipoBa
cTeHorpadupyeT CBOM COBCTBEHHbIV BU3yasbHbIM BOKAbynsp,
cobmpaeT 6aHK 06pa3os, N3 KOTOPbIX MOTOM CO34at0TCA
NpoAyMaHHble BU3yasibHble TeKCTbI. He CIy4aiHo Kaxabli 13
MPOEKTOB 3TON KHUMN HAYMHAETCS UMEHHO C TakMX 3apUCOBOK,
MOCKO/bKY 3BOMOLMNIO BCEX pa6OT MOXHO NPOCAeANTb A0
HayaslbHOM TOYKM UX POXKAEHMS — HEGO/bLLIOMO 3CKM3a B OAHOM 13
MHOTOUYMCIEHHbIX 6/10KHOTOB XYA0XHULbI.

HasbiBas cBoM Habpockm «baomopeanmamomy, Kagoiposa He
anesinnpyeT, 04HaKo, K peasin3my Kak Xyf0XKeCTBEHHOMY MeToAy B
€ro KJlacCM4eckoM NOHUMaHUN, CTPOSILLEMYCS Ha OnpefeneHHbIX
3aKOHaX JIMHENHOW NepCneKTUBLI U LiIBETOBbIX MATO3USX
npaBaonofobHOCTU. HabpocKkiM 4acTo nsobpaatoT peanmm
XKM3HW, KOTOPbIe MOCTENEHHO YXOAAT B HebbITMe: ropoackue Kade,
y>Ke KaHyBLUKe B JIeTY, CeNbCKMe Mer3axn, BbIXBAYEHHbIE U3 OKHA
noesaa, KoTopble HaBpAA 1M MOXHO OTbICKaTb BHOBb, MOPTPEThHI
[APy3en, 4acTb U3 KOTOPbIX yKe He C HamK. «diomopeanm3mm Kak
0Trne4aTok MMMOJIETHOMO XM3HEHHOTO MOMeHTa NpeacTaBiseT
COH0M apxmB y>Ke HecyLLLeCTBYIOLLEN peanbHOCTM C ee
YCKONb3atoLLen KpacoToM — OHA y>Ke He JOCTYMHA B CBOeW MOMHOTE,
HO O HeWl eLLle MOXKHO BCMOMHWTD, MSAS Ha Kanenaockonuyeckme
OCKONTKW [eNCTBUTENbHOCTH, BbIXBAYEHHbIE XYAOXKHULLEN.

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.

Poaunack B 1981 roay B bposapax, YkpanHa

XKneT 1 paboTaet B Kuese

OkoH4ma focynapCTBEHHYIO XYA0XKECTBEHHYIO CPELHIO LKoY
M. T.I". LUeByeHKo, Kves, YkpanHa (oTaeneHme CKynbnTypbl)
CoTpynHuyaet c GALLERIA CONTINUA, San Gimignano / Beijing /
Le Moulin

Mpemuns Kasnmumpa Manesnya (2012)

Mpemus Cepres KypéxmHa (public art) (2012)
IpaH-npu $hecTrBansg cCoBpeMeHHOM CKyAbATYpbI
Kiev Sculpture Project (2012)

CneunanbHas npemus PinchukArtCentre (2011)

2013 Data Extraction, ranepes Continua/San Gimignano (UTtanus)

2012 «Tonnan, PinchukArtCentre, Kues (YkpanHa)
Data Extraction, LICM «3amok Ya3goBckmian, Bapwaga (MosnbLa)

2011 City Project, Black Square Gallery, Manamu (CLLIA)
«HesaBHble dopMmbl», Manas ranepes MbicTeukoro ApceHana,
Kunes (YkpanHa)

B KreBe Ha Men3aXkHou ansiee yCTaHOB/EHA CKY/IbATypa
«dopma ceeTar

2010 «MNyTeBoauTeNbY, ranepes «/laspar, Kues (YkpanHa)
YcTaHoBeHA CKyNbNTYpa «S1610K0», yA. JleHnHa, Mepmb (Poccns)

2009 ycraHoeneH «MaMSTHUK HOBOMY NaMATHUKY»,
LLapropog (YkpanHa)

«PacyeT», ranepes «PugxmHa», Mockea (Poccuns)
«PacueT», Pop-up project, Kues (YkpaunHa)
«3anonHeHunsy, Bereznitsky Gallery, Knes (YkpanHa)

2008 B pamkax npoekTa «[opoj — TeppUTOPUS UCKYCCTBa»
yCTaHoB/eHbl «J1aBKN-rpadpuim», Kues (YkpanHa)

2007 prace, ranepes Nod, Mpara (Yexus)

(coBmMeCTHO CANNMCON HUKUTUHOBOM)

«PaboTta», Manas ranepes MoicTerkoro ApceHana, Kues (YkpanHa)
(coBMecTHO c Anncort HUKMTUHOBOW)

2006 «OpaHxesoe neTo 'o6», ranepes «PumKmMHa», Mocksa (Poccums)
«BpunnnaHTbl», LleHTp coBpeMeHHOro nckyccrasa npy HaYKMA,
Knes (YkpanHa) (coBmecTHO c AHApeem CaranakoBCKMM)

2003 «OpaHsxesoe neto li» (CoBMeCTHO ¢ Jleceit XOMeHKO),
ranepes «PuaxxmHar, Mocksa (Poccums)

[pynnoBhie BLICMABKY (BbiGopouno)

2013 Nouvelles Vagues, Palais de Tokyo, Mapusk (dpaHLmua)
«MOHYMEHT MOHYMEHTY», YKPAUHCKW NAaBWU/bOH 55-1
BeHeumaHckon bueHHane, BeHeuuns (MT1anus)

«Conpomar», ArtPlay, Mockga (Poccuns)

In the heart of the country, My3el COBpeMeHHOro NCKycCTBa,
Bapwaga (MonbLia)

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
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«YKpamHCKmne HoBOCTUy, LICU «3amok YSa340BCKMAY,
Bapuwaga (MonbLia)
«Cnctema KoopanHat», EpMunos-LeHTp, XapbkoBs (YKpanHa)

2012 «Npaxtukan, ranepes «/laspar, Kues (YkpanHa)

Spheress, ranepes Continua /Le Moulin (PpaHums)
«Bbupro4mMino12y, buprounim ocTpos (YkpanHa)

Kyiv Sculpture Project, LieHTpanbHbI 6BOTaHNYeCKUI Caf,

M. H.H.Mpuwwko, Knes (YkpanHa)

«CKnaj CoBpeMEeHHOro MCKyCcCTBar, BOP ranepeun «JlaBpa,

Knes (YkpanHa)

«[JBOMHas Urpan, cneumnanbHbIN NpoekT Arsenale2012,
MbicTeukmn ApceHan, Knes (YkpanHa)

«KpuBbie 3epkanan, ranepes «/laspa», Kues (YkpanHa)

«Muod: YkpanHckoe 6apokKo», HaLMOHaNbHbIA XyL0XKECTBEHHbIV
My3eu YkpauHbl, Knes (YkpanHa)

«leHaep B M30n15UMK: NpaBo Ha CAMOKOHCTPYMPOBaHMe B
ycnoBusx natpuapxaran, «M3onauns. Nnatdopma KynsTypHbIX
vHMumnaTmey, JoHeuk (YkpamHa)

[HN KBAPTUPHbIX BbICTABOK «Hy/1eBOM B1oaXKeT»,

XapbkoB (YkpanHa)

Angry birds, My3en coBpemMeHHOro nckyccTea, Bapwasa (MonbLua)
WKeHCcKM Lex», LLleHTp BM3yanbHOM KynbTypbl, Knes (YkpanHa)

2011 «BbicTaBKka 20 HOMUHAHTOB Npemun PinchukArtCentre 2011,
Knes (YkpanHa)

«Bkn/Bbikny, «ApT-Xayc», MockBa (Poccuns)

«ApT-TPEHWHT: ypBaHMUCTUYECKME UTPbI», yauLbI Bpounasa
(Nonbwa), Knesa (YkpanHa)

«HeBO3MOXHOe coobLLecTBO», MOCKOBCKNI My3ei
CoBpeMeHHOro nckyccrea, Mocksa (Poccus) (P.3.11.)

«3+6», KBapTUpHas BbiCTaBka, Mockaa (Poccus)
«HezaBucnmblen, MbicTenknn ApceHan, Kues (YkpanHa)
«PaHTOMHbIE MOHYMEHTbI», LIleHTp COBpeMEeHHOM KyNbTypbl
«rapax», Mocksa (Poccus)

2010 nnatdpopma ykpamHckoro nckyccTea Ha ART Paris,

Napwx (PpaHuma)

Art-Kyiv Contemporary 2010, cneunpoekT, MbicTeLKknin ApceHan,
Knes (YkpanHa)

«BboMNbLIAA HEOXKMAAHHOCTLY, HALMOHANbHbIN XYAO0XKECTBEHHbIN
My3en YkpauHbl, Knes (YkpamHa) (P.3.11.)

«EBpOpeMOHT B EBpone», KyHCTpaym,

MioHxeH (fepmanuns) (P.3.11.)

«13 ropoaa B ropoay, My3bikanbHbiv TeaTp, Kues (YkpanHa)
«AKLLO / ECNN [ IF», My3en coBpeMeHHOro nckycctsa PERMM,
MNepmb (Poccuns)

Tape it, ranepes Oui, peHO61b (PpaHLms)

Abstract Vision Test, 1-fanepesi, Knes (YkpanHa)

«Te, KTO NpULLAN B 2000-X», LICW M17, Knes (YkpaunHa)

2009 «3aBoeBaHHbIN ropoay, ranepes «PumkmHar, Mocksa (Poccust)
«HoBas nctopmsn, XapbKoBCKNIN XYAO0XKECTBEHHbIN My3en, XapbkoB
(YkpamHa)

«B3rnagbi», LleHTp coBpeMeHHoOro nckyccrea npy HaYKMA, Knes
(YkpawnHa)

«Ha cteHe», ranepes LabGarage, Knes (YkpanHa)

«MockBanonucy, My3ern coBpeMeHHOro nckycctsa PERMM,

MNepmb (Poccuns)

No More Reality, Crowd and Performance, Depo Gallery,

Crambyn (Typums) (P.3.1.)

2008 «/1ckyccTBO Kak nogapok», PinchukArtCentre,
Kunes (YkpanHa) (P.3.M.)
«TpaH3n™, A-fanepes, Knes (YkpanHa)

"Sopromat [strength of materials]", ArtPlay, Moscow, Russia
"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 20m1", 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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Another city. Another life, Zacheta Gallery,

Bapwasa (Monbwa) (P.3.M.)

No more reality, De Appel Arts Centre, AMcTepaam (Huaepnanzabl)
(P.3.M.)

Satellite Tunes, National University of Fine Arts,

BbynanewT (BeHrpus) (P.2.11.)

Alphabetical Order, Index Gallery, Crokronbm (LLBeuyuns) (P.3.11.)
«HeBmaMMoe pasnunymenr, ranepes «<APT CTpenika projects»,
Mocksa (Poccus)

2007 vectvsans «ApxLapropoay, LWapropog (YkpanHa)

«XV net», «BuH3asoa», Mockea (Poccms)

«CBMAETENLCTBO HEBO3MOXHOIO», B paMKax 2- MOCKOBCKOM
breHHane coBpeMeHHoro nckycctea, MLN,

Mocksa (Poccus) (P.3.11.)

«MpoeKT coobLLecTB», LIeHTp COBPEMEeHHOM0 MCKYCCTBA

npun HaYKMA, Kues (YkpaunHa)

Generation UsA, PinchukArtCentre, Knes (YkpanHa)

2006 «OT4eTHBIN NpoekT», LIeHTp COBPEMEHHOrO MCKYCCTBA NP
HaYKMA, Kunes (YkpanHa)

«Modus R. Poccnnckumii popmanmsm CerogHs»,

The Newton Building, Miami Design District, Marnamun (CLUA)
Testing station, Skulpture Hus, Ctokronbm (LLBewms)
Postorange, Kunsthalle, BeHa (Asctpus) (P.3.11.)

«Tn?ly, ranepes «LLEX», Knes (YkpawmHa) (P.3.11.)

«[punBaTHOE C Ny6ANYHBLIMY, LLeHTp COBPEMEHHOMO MCKYCCTBA
npun HaYKMA, Kues (YkpaunHa)

«8=8», L-ranepes, Mocksa (Poccums)

«/IHTepBeHLMs», B pamKax npoekTa 24 Hours. Ukraine,

LICN «3amok YsizgoBckuin, Bapwasa (Monbwa) (P.3.11.)
Contested Spaces in Post-Soviet Art, Sidney Mishkin Gallery,
Hbto-Mopk (CLUA)

hot ukraine cool ukraine, MUW, Mocksa (Poccus)

2005 Ukrainian Art and the Orange Revolution,

Ukrainian Institute of Modern Art, Ymkaro (CLUA)
«/IHTepBeHLUMS», LIeHTp coBpeMeHHOTro nckycctaa npu HaYKMA,
Knes (YkpanHa) (P.3.1.)

«Cpenan cam», «ApTCTpenkan, BUTpuHKa Jaesnaa Tep-OraHbsiHa,
MockBa (Poccums)

«KOHTPO/IbY, LIeHTp coBpemMeHHOro nckyccraa npu HaYKMA,
Kunes (YkpanHa)

«Cpenam camn», BUTpUHKA ToMata BaHeka, Mpara (Yexus)
«YKPaNHCKMA DpMUTaX», LLeHTp COBpeMEHHOM0 MCKYCCTBA

npun HaYKMA, Kues (YkpaunHa)

«PacTepsiHHble», LleHTp coBpeMeHHOro nckyccrea npn Ha¥kKMA,
Knes (YkpanHa)

2004 «P.3.1. (PeBOMOLMOHHOE DKCMEPUMEHTASIBHOE
MpocTpaHCTBO)», LIeHTp coBpeMeHHOro UckyccTBa npu HaYKMA,
Kunes (YkpanHa)

«9Moxa pOMaHTM3Ma», NONbCKO-YKPANHCKNI MPOEKT,

ranepest HCXY, Kves (YkpanHa)

«Mrpa c apxeTunom», STHorpapuyeckmim Mmysen

M. N. ToHyapa, Knes (YkpauHa) (nony4mna | npemuio)

2003 «21 B3rnagy, ranepes «Cosuapt», Knues (YkpanHa)
«ApT-Knsizbman, MexayHapoaHbI apT-decTnBanb,
Mocksa (Poccus)

2002 «Tony6as rnvHan, ranepes M. lfenbmana, Kves (YkpavHa)
«bnbunkos bynbeap», ranepes «CosmapT», Knes (YkpanHa)

"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 "21 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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B 2005-2010 y4ymnach No LOKTOPCKOM NporpamMme B YHUBepcUTeTe
KaHzaca (CLUA) no cneumanbHOCTY «CNaBAHCKME CTYAUN

W MCTOPUS UCKYCCTBY. B 2009—-2010 NPOXOANAA FOANYHYIO
KypaTopckyto npakTuky B My3ee CneHcep (JlopeHc, CLLA).

B 2010—2011 paboTana accMcTeHTOM Ha hecTuBane COBPEMEHHOro
BMaeonckyccTea «BugeoHane» (boHH, lfepmanms). C 2012 paboTtaet
KypaTopoM B «M3onsumsa. Mnatpopma KybTyPHbLIX UHULKATUBY
(doHeuk, YkpanHa).

KypaTop, kpuTuKK. PaboTana kypatopom B Palais de Tokyo (2002—
2007), Mapwx, 3aTeM UCNoHANa 0653aHHOCTM apT-AnpeKkTopa
PinchukArtCentre, Kues, YkpanHa (2007-20009). Ctebnep 6bi1a
COKypaTopom BbiCTaBkM Radiodays B LieHTpe nckyccts De Appel,
AmcTepaaMm, HuaepnaHabl (2005), 1 MNycaHckor bueHHane, MycaH,
HOxHas Kopes (2006). BmecTe c EneHou Becny opraHmsoBana
npoekT No More Reality, Crowd and Performance, npoxoaunBLIni
B benrpage, AMctepiame 1 Ctambyne Mexay 2007 1 2009 roflaMu.
KypvpoBana Takue BbiCTaBKM, kak La Fabrique sonore, Experience
Pommery#9, Penmc (2011), Transaction Abstraite — Charles Atlas,
Mika Tajima, New Galerie, Mapux (2011), n Retrait, Fondation
d'entreprise Ricard, Mapwux (2007). B ka4ecTBe cokypaTopa, nog
pykoBoacTBoM Okyun DHBe3opa, paboTana Hag npoekTomM

La Triennale «Intense Proximity» B Palais de Tokyo, Mapux (2012).

B nocnenHee Bpemsi paboTtaet Hag nporpammou Fondation

Louis Vuitton pour la création, Mapwx. COTpyAHUYAET C TaKUMKU
nsgaHmamu, Kak Flashart, Idea, I'Officiel Art n Zérodeux.

Eszenus Kukogae

KpuTuK, KypaTop, >KuseT 1 paboTtaet B MockBe.

Ee npodeccrnoHanbHbIV ONbIT BKIOYAET eKLUN MO MCTOPUK
COBPEMEHHOro NCKyccTBa B MOCKOBCKOM rOCYAaPCTBEHHOM
yHMBepcuTeTe, paboTy Hay4YHbIM COTPYAHUKOM B [OCyAaPCTBEHHOM
TpeTbsKOBCKOW ranepee. BornaBnsana ynpasaeHne MacTepckmumm
[oCyaapCTBEHHOrO LeHTpa coBpeMeHHoro nckycctea (MFLUCK),
3aHVMMana AO/MKHOCTL apT-aAnpekTopa GoHAa «CoBpeMeHHbIN
ropoa», apT-aAvpeKTopa ranepeu lenbmaHa, kyparopa
XypoxecTBeHHOM pe3naeHuunm «LLlapropogPadunHan» (YkpanHa).
B HacTosiLLee Bpems sBAsieTCa apT-Avpektopom ®oHaa
Bnagnmunpa CMrpHoBa 1 KoHcTaHTMHA COpoKmHa. Sensercs
LIMPOKO NyBANKYeMbIM aBTOPOM CTaTen 1 3cCe O COBPEMEHHOM
NCKyCCTBe.

KypupoBana 6onee TpuaLATY BICTABOK B POCCUU 1 33 py6exkom,
Takune Kak: «besyMHbIV 4BOMHUK. IANOTUS KaKk CTpaTerus B
COBpeMeHHOM uckyccTe», MockBa 1 3amok YapoH, @paHuns
(1999—-2000); «[Montoc xonoaa. POCCMNCKOe NCKYCCTBO 1990-X»,
ENSBA, NMapwx (2000); MepBbit PecTBanb COBPEMEHHOMO
nckycctsa «ApT-Knssbman, MockBa (2002); «HOBbIN OTCYeT.
Lndposas Poccuar, Mocksa (2003); «Modus R. Poccnmnckmm
dopmanmnsm cerogHsa», The Newton Building, Miami Design
District (2006); «YpbaHMCTMYeCKNI popManmn3m», MOCKOBCKUM
My3en COBPeMEeHHOr0 MCKYCCTBa (2007); «AneHa Kvupuosa:
BewiecTBo», MOCKOBCKMI My3€ein COBPEMEHHOI0 MCKYCCTBA (2010);
«Paboume n dpunocodbin (coBMecTHO ¢ A. Do), MockoBckas Wwkona
ynpasneHus «Ckonkoson (2010); «MpeaensHo/KoHKpeTHO. HOBbIN
KAHOH» (coBMeCTHO ¢ M. lenibMaHom), PERMM / Mepmckinmn

My3€en COBPeMEeHHOro NCKycCTBa (2010); «kKocmoc tOopus
310THMKOBA», MOCKOBCKMIN My3er COBPEMEHHOr0 MCKYCCTBa
(20m); «CaTypHanum», MHCTUTYT «OTKpbITOE 06LLeCTBOY, TOUANCK
n batymu, I'pysus (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
Videonale, a festival for contemporary video art at the
Kunstmuseum Bonn, Germany. Since the beginning of 2012
Chervonik has worked as a curator for Izolyatsia. Platform

for Cultural Initiatives (Donetsk, Ukraine).

Claire Staebler

is a curator and art critic based in Paris. She served as a cura-
tor at Palais de Tokyo in Paris (2002-2007), and was later
appointed artistic director of the PinchukArtCentre in Kyiv,
Ukraine (2007-20009). Staebler was an associate curator on the
exhibition “Radiodays,” De Appel (2005) and the Busan Biennial
(2006). She co-founded with Jelena Vesic “No More Reality,
Crowd and Performance”, a project featured in Belgrade,
Amsterdam and Istanbul between 2007 and 2009, and curated
independently several exhibitions including “La Fabrique
sonore,” Experience Pommery#g, Reims (2011), “Transaction
Abstraite - Charles Atlas, Mika Tajima,” New Galerie, Paris
(20m), and “Retrait,” Fondation d'entreprise Ricard, Paris
(2007). She has been associate curator of La Triennale “Intense
Proximity,” Palais de Tokyo, Paris (2012), with Okwui Enwezor
(artistic director). She currently works under the artistic direc-
tion at the Fondation Louis Vuitton pour la création, Paris. She
collaborates with various magazines such as Flashart, Idea,
I'Officiel Art and Zérodeux.

Eugenia Kikodze

is a critic and curator based in Moscow. She was born in Tbilisi
(Republic of Georgia), and lives and works in Moscow. In 1989
she received her B.A. (Honors) in art history from Moscow
State University. Since 1997 she is a member of AICA.

Her extensive experience includes lecturing on the history of
modern art at Moscow State University, working as a research
assistant at the State Tretyakov Gallery, heading the work-
shops department at the National Center for Contemporary
Art, art director at Guelman Gallery and art director at the
Contemporary City Foundation and ShargorodRaphinade

Art Residence in Ukraine. She is currently curator at Vladimir
Smirnov & Konstantin Sorokin Foundation. She is a widely pub-
lished author of essays and articles on contemporary art.

In the past 15 years she has curated more than 30 exhibitions
in Russia and abroad, such as“The Crazy Double. Idiocy as

a Strategy in Contemporary Art,” Moscow and Oiron Castle,
France (1999-2000); “The Pole of Cold. Russian Art of the
1990s," ENSBA, Paris (2000); “The First Contemporary Art
Festival Klyazma,” Moscow (2002); “New Countdown. Digital
Russia,” Moscow (2003); “Modus R. Russian Formalism Today”
(co-curator Olesya Turkina), The Newton Building, Miami
Design District (2006); “Urban Formalism,” Moscow Museum
of Modern Art (2007); “Workers and Philosophers” (co-curator
Alexandra Fau), Skolkovo Business School, Moscow, (2010);
“Limited and Specific: New Canon” (co-curator Marat Guel-
man), PERMM - Contemporary Art Museum, Perm (2010-2011);
“Cosmos of Yuri Zlotnikov,” Moscow Museum of Modern Art,
(20m); “Saturnalia,” Open Society Institute, Tbilisi and Batumi,
Georgia (2012).
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