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MOCKOBCKMIN MYy3€l COBPEMEHHOrO WCKYCCTBa MPOAOKAET
CEPUID KPYMHbIX PETPOCMEKTUBHBIX BbICTABOK, MOCBSLLEHHbIX
M3TPaM MOCKOBCKOW KOHLLeNTyaJIbHOW WKOJIbl. B cTeHax my3es
yXe AEMOHCTPUPOBASNCL CoMbHblE NpoekTbl bopuca Opnosa,
Omuntpus AnekcaHgposuuallpurosa, AHgpes MoHacTbipckoro,
BukTopa Nusosaposa. Tenepb 3TOT psig, NOMNOJIHSET HOBas IKC-
nosuuns pabot MpuHbl Haxosoit nog, HassaHnem “KomHaTbl”.

NpuHa HaxoBa 3aHnMmaeT ocoboe MecTo cpeam Xy LOKHUKOB
MOCKOBCKOIO KOHLenTyasm3mMa 6aarofaps ocTpomy oluylie-
HWIO HEPa3pbIBHOM CBA3M MEXAY MCKYCCTBOM M CAMOM >KM3HbHO.
Takoe OTHOLWeHMe K TBOPUECTBY OT/IMUAI0 MAaCTEPOB PYCCKOro
aBaHrapga Hauvana XX BeKa, U 3TOT MaKCMMaJIMCTCKMI NOAXOS,
ceroaHs pasgenset VipuHa Haxosa.

Tak c/lyunnoch, UTO MMEHHO OHa CTasla POAOHAUYa bHULLEN
COBEPLUEHHO HOBOTO »KaHpa, KOTOPbI BNOCAEACTBUN NMOAYYUN
Ha3BaHue “ToTanbHOM nHCTannaummn” . B 1983 rony xyaoxHuL,a
co3fana B O4HOM M3 KOMHAT cobBCTBEHHOM KBapTMpbl ocoboe
WTHO30PHOE MPOCTPAHCTBO, CBOETO POAa “rocyLapcTso B ro-
cypnapctee”. PagukanbHOe HOBaTOPCTBO 3aKJIlOUasoCh B TOM,
uto HaxoBa OyKBasbHO WA BHYTPU CBOEro NMpou3BeaeHus,
6ynyun OLHOBPEMEHHO M €ro aBTOPOM, U mepcoHaxem. Ha
HECKOJIbKO JleT 0bbluHas ABYXKOMHATHas KBapTMpa mpespa-
TWUNACh B MOJIMTOH /151 SKCMEPUMEHTOB C MPOCTPaHCTBOM, CBe-
TOM, LLBETOM, MepcnekTnBo. Tu npuemsl Haxosa 6pana u3
XMBOMUCK, C KOTOPOM OHa KOrAa-TO HauMHa a CBOO Kapbepy;
HO XXWMBOMWCb B LAHHOM CJTy4Yae He OrpaHMUMBaNach paMmKamm
KapTWHbI Kak NpeaMeTa, OHa CTana 415 XyLOXKHWLbI METOLOM
1 0H6PaA3OM XKM3HMU.

S oueHb papg, uto nepsas B Poccumn nonHomacwTabHas pe-
TpocnekTuBa MpuHbl HaxoBoi opraHuzoBaHa MMeHHO Mo-
CKOBCKMM MYy3€eM COBPEMEHHOIO UCKYCCTBA. S UCKpEHHE Bna-
rofapeH HalnM NapTHepam, NPeaoCTaBMBLLIMM /15 BbICTaBKM
paboTbl U3 cBOMX cObpaHnit, — locyaapcTBeHHON TpeTbsKoB-
ckow ranepee, [ocyapcTBEHHOMY LLEHTPY COBPEMEHHOIO MC-
KyccTBa, ExatepuHe n Bnagnmupy CemeHnxuHbim, OTKPBITON
ranepee, Myseto MAHW. Obwumn ycuamsmm Ham yaanoch
npeacTaBUTb TBOPUECTBO XYA0XKHMLLbI BO BCEM €ro pa3Hoobpa-
3un. CMENo MOXHO YTBEPXKAAThb, UTO TakoW “ToTaNbHON" Bbi-
cTaBku Yy MipunHbl HaxoBoiwt He 6b110 elle HUKOraa.

Bacunni Llepetenn

VcnonrumensHeiii dupekmop MockoBckozo My3es co8pemMeHH020 UcKyccmaa

Moscow Museum of Modern Art continues the sequence of
large retrospective exhibitions presenting the work by maitres
of Moscow conceptual school. The museum has already hosted
solo shows by Boris Orlov, Dmitry Alexandrovich Prigov, Andrei
Monastyrsky, and Victor Pivovarov. Now this row is followed by
Rooms, a new exibit by Irina Nakhova.

Irina Nakhova holds a specific position among Moscow
conceptual artists, for she has a keen sense of an unbreakable
bond between art and life itself. Such an attitude towards cre-
ation was charateristic of Russian avant-garde masters of the
early 20th century, and today Irina Nakhova shares this maxi-
malist approach.

So it happened that she pioneered a brand new genre — the
one that would be later called “total installation”. In 1983, the
artist turned one of the rooms of her apartment into a pecu-
liar illusory space, a kind of “state within a state”. The radical
innovation consisted in the fact that Nakhova literally lived
within her work, being its author and personage simultane-
ously. For several years, a common one-bedroom flat became
a test site for experiments with space, light, colour, and per-
spective. Nakhova borrowed these devices from painting that
was once the beginning of her career; however, in this case
painting was not limited to picture as an object, but rather
became a method and a way of life for the artist.

I am really glad that it is the Moscow Museum of Modern
Art which organizes the first full-scale retrospective of Irina
Nakhova in Russia. I wish to thank our partners for lending
works from their collections — State Tretyakov Gallery, Na-
tional Center for Contemporary Art, Ekaterina and Vladimir
Semenikhin, Open Gallery, and MANI Museum. By joining
our efforts, we managed to represent the artist’s oeuvre in its
broad diversity. I will venture to affirm that Irina Nakhova has
not yet had such a “total” exhibition.

Vasili Tsereteli
Executive Director of the Moscow Museum of Modern Art



UpunHa Kyank

A Ksaptupa UpuHbi Ha-
xoBo#. 1985. ®oTo. Crresa
Hanpaso: ipnHa Haxosa,
Nocnd bakwTeiiH, lanuHa
YepHoraesa, AHapeit
MoHacTbipckuin. Cudum:
leopruii Kusesanbtep

Irina Nakhova’s apart-
ment, 1985. Photo. Lefi to
right, Irina Nakhova, Joseph
Backstein, Galina Cherno-
gaeva, Andrei Monastyrski.
Sitting: George Kisewalter

KoMHaThbI

“KomHaTel” MpuHbl HaxoBow, co3paHHble ¢ 1983
no 1987 roa, OAWH U3 CaMbIX SPKUX U MapaLoK-
Ca/lbHbIX MPOEKTOB OTEUECTBEHHOIO COBPEMEH-
HOrO WMCKYCCTBa, 3aHUMatoWmin ocoboe mMecTo B
ero uctopun. “Komuatbl” kak 6bl 0gHOBpEMEH-
HO CO3/,at0T 1 B TO K€ BPEMS JIOMAKOT HECKOJSIbKO
3HaUMMBbIX A1 3TOr0 UCKYCCTBA MapagurMm — Kak
CBSA3aHHbIX C MOUCKaMWN HOBOW Xy[0XECTBEHHOWN
bopMbl, Tak U COLMANbHBIX U MUPOBO33peEHUe-
ckux. Peub naeT o camom XaHpe MHCTaNNsLum,
nepsbiM 0OPa3UMKOM KOTOPOM B POCCUICKOM
COBpPEMEHHOM uckyccTBe U Bbiin “KomHatsl”.
Mo cenaetenbcTBy Mocuda bakwTenHa, UMEHHO
3Tv npowu3seaenns VipuHol Haxosow okasanm pe-
warowee BansaHue Ha Mnbto Kabakosa, snocnes-
cTBMM paspaboTasuie-
ro cobCTBEHHbIN KaHpP
“ToTanbHoM wHCcTanns-
umn”. Bnpouem, cama
Xy[4OXHMLLA MpU3HaeT-
€S, UTO B Hauase 1980-X
rofloB elle He 3Hana
3TOro TepMMHa U Mno-
3TOMYy Ha3Bana CBOW
HOBAaTOPCKUM MPOEKT
NPOCTO KOMHATaMMW.
2TO C/I0BO OTCblNa-
€T K UpEe3BblYaMHO 3Ha-
uMMOMy Ans oTeue-
CTBEHHOMO COBPEMEH-
HOro MCKYCCTBa, Aa U
BCEN COBETCKOM He-
odULUMANbHOW  KyJib-
TYpbl MOHATUIO KBAPTUPLl. KBapTUpa B KOHTEK-
CTe OTEUECTBEHHOrO COBPEMEHHOMO MCKYCCTBA
aCcCoLMMPYETCs Npexae BCEro C KOMMYHaIKON —
3TUM COBETCKMM MUKPOKOCMOM, TLLATE/bHO WC-
cnefoBaHHbIM U ybeauTenbHO Mubonornnpo-
BaHHbIM TeM e KabakosbiM. Ho psaom ¢ “kom-
MyHankoin” KabakoBa cyliecTByeT, Hanpumep,
N MNpPenesbHO aCKETUUHOE OTAENbHOE XUJIbE,
KBapTUpa-Kenbs Bpoae Tow, “cnocobel ynoTpe-
6nenns” koTopol npeapnaraer copatHuk Kaba-
KoBa BukTop MNMnBOBapPOB B CO3aHHbIX B 1975 roay

“MpoekTax ans opuHokoro uenoseka” (MpuHa
HaxoBa, kcTaTu, no3HakoMunach ¢ [MBOBapOBbIM
eLLe B BO3PacTe 14 neT). KBapTupa Kak egMHCTBEH-
HO BO3MOXHOE MeCTO HeodULMaNbHOW KyJib-
TYPHOM XU3HU — C KBAPTMPHbLIMU BbICTaBKAMMU,
SNINTEPATYPHBIMU UTEHUAMM, KOHLepTamu, dbuno-
COPCKMMU CEMMHApaMKM 1 NPOCTO Pa3roBopamu
Ha KyxHe. “KsapTupa” — “6auwHa n3 c/IOHOBOA
KOCTU" COBETCKOTO MHTENIINTEHTA, YO EXMLLE, HO B
TO K€ BPEMS M MECTO 3aKJIIOUEHUS, HOpPa HaMoLo-
Hbue ToM, UTo ONMCcaHa B OLHOMMEHHOM paccKase
®parua Kadku.

KBapTupa camoit MpuHbl Haxosow, pacnona-
raBlwascs BO3Jie BbICTaBOUYHOro 3ana lopkoma
npodcotosa rpadumkos Ha Manon pysuHckon —
€AVHCTBEHHOW MJIOWaaKkn, Ha KOTOPOW B Te Bpe-
MEHa MpPOBOAUANCE NyBANUHbIE BbICTABKM " ApYy-
roro uckycctsa”, HecCOMHeHHO, Oblna MecToMm,
rae Bennch pasroBopsbl 06 uckycctse, 1 (xoTs Gbl
B CWJly CBOErO TOMOTrPapUUECKOro MosOKEHNS )
Bpoae Obl He HyXXAanacb B TOM, UTobbl ObITh elle
N MECTOM, F4,e UCKYCCTBO CMOTPSAT. TeM pa3uTesib-
Hee 6bl1a MeTamopdo3a, koTopyto MpunHa Haxo-
Ba NMpowv3Bena C O4HOMN M3 CBOMX KOMHAT B 1983
rofly, NPeBPaTUB ee B NMePBYIO B OTEUECTBEHHOM
NCKYCCTBE UHCTANNALMIO. XYLOXKHULLA PAacCKasbl-
BAET, UTO Ha CO3/1aHUNE 3TOrO MPOEKTa ee CNOABUI-
Na 6e3bICX0AHOCTb, KOTOPOU OblIM MPOHMU3aHbI
nocaemHNe rofbl 3rnoxu “3actos”: oulyleHmne, uTo
Tebe HUKOTAA HE YAACTCS BbIPBATLCS 33 “Kenes-
Hbl 3aHaBec”. OwyleHne knayctpodobum no-
pOAMI0 NapafLoKCabHYHO peakL Mo — BbAENTb
B COOCTBEHHOW KBapTUpPE repMETUUHYIO Kamncyy,
MO3BOJISOLLYHO €C/IN HE BbIPBATLCS U3 OMOCTbI/IEB-
Wwen peasibHOCTM, TO XOTs Obl 3abappukagmnpo-
BaTbCs OT Hee.TpyAHO OTAEeNaTbCsl OT Bpoae Obl
clyyanHom accoumaumm, Ho B “KomHate N2 1" nc-
MoJIb30BaH CaMblil BaHa/IbHbIN, CaMbli MopuLLae-
MBIV U 10 HaBS3UMBOCTYM XXEHCKMI BeKTOp HercTea
OT PeasibHOCTU — MEUTbI O KpacMBOW 3anagHomn
XKMU3HM, KaKoW ee pucytoT “rnaHuesbie” skypHabl.
3aTaHyTas Genon Gymaroii KomHaTa Oblna Bbl-
KJeeHa KOITaXkaMu U3 KapTUHOK, BbIPE3aHHbIX U3
kypHana "“Elle” 1970-x ropos. (Bnpouem, xysox-

Irina Kulik

» Wpa HaxoBa B KomHaTe
N2 1. 1983. PoTo: leopruit
Knsesanbtep

Ira Nakhova, Room
No. 1. 1983. Photo: George
Kisewalter

Rooms

Irina Nakhova’s “Rooms,” created in the period
between 1983 and 1987, rank among the most im-
portant and paradoxical projects of local contem-
porary art and occupy an exceptional place in its
history. “Rooms” are both creating and destroy-
ing several meaningful paradigms of this art, par-
adigms of exploring new art forms, on one side,
and social or worldview paradigms, on the other.
Their enormous impact was possible because
“Rooms” were the first example of installation in
contemporary Russian art. According to Joseph
Backstein, this suite of works by Nakhova exerted
a decisive influence on Ilya Kabakov, who later
went on to create his own version of the genre —
“total installation.” The artist herself, however, pro-
fesses no knowledge of the term at that time; she
has called her innovative project simply “rooms.”
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The word is connected to the notion of an
apartment, which is very important for Russian
contemporary art and, moreover, for Soviet unof-
ficial culture as a whole. In this context, an apart-
ment is associated first and foremost with the
communal flat, a Soviet microcosm, thoroughly
researched and persuasively mythologized by
Kabakov. Next to Kabakov’s “communalka,”
however, there exists an extremely ascetic and
independent dwelling, an apartment-cell, its
“terms of usage” described by Kabakov’s com-
panion Victor Pivovarov in his “Projects For A
Lonely Man,” made in 1975 (by the way, Nakhova
met Pivovarov when she was only 14 years old).
An apartment was seen as the only place for un-
official cultural endeavors, hosting apartment
shows, poetic readings, concerts, philosophy

2
|

Oy




A Ockusbl K KomHate NQ 2.
1984. bymara, kapToH,
KasbKa, ryalb, KapaHaal,
aBTOPYUKa. 47x 61,5

Sketches for Room No. 2.
1984. Paper, cardboard,
tracing paper, gouache, pen,
pencil. 47x61.5 cm

HWLLA TOBOPWT, UTO B TO BPEMS MEPCOHAKM ITUX
)KYPHaJIOB BbI3bIBA/IN Y HEE OTBPALLEHME U Ka3a-
JINCb YACTbIO BCE TOM XXe MYTOpPHOM He3Haserw,
uTo 1 BpexHesckuit “3actoin”). “KomHara NO1”
npesniarana He TOJIbKO M HE CTOJIbKO HamnpasJse-
Hue nobera, ckosibko ero “mexaHuky”. B 6esom,
FIYXOM, CO CrAaXeHHbIMU yrnamm ' nyssipe”, no-
MaB B KOTOPbIN, 3pWUTENb YTPauMBan OPUEHTa-
UMIO B MPUBLIYHOM PUMUECKOM MPOCTPAHCTBE,
necTpble KOJIaXu 0O6pPa3oBbiBa/M HEUTO BPOAE
yawn (MO OMpeeNeHNio OUEBUALEB) UK, KaK
MOXHO 3aMeTUTb Ha poTorpadusix, BOPOHKN —
3TaKWIM NECTPbI CMEPUY, 3aTAMMBAIOWMMN NOCETU-
Tens (npespalatolerocs, no cnosam Haxoso, 8
4aCTb KOJIIAXa) 1 FOTOBbI YHECTU €r0 B KaKOe-TO
Lpyroe n3mepeHue.

[Ba roga cnycts, B 1985 rogy, Nnbs Kabakos
CO3/aCT TMEPBYHO CBOK TOTAJIbHYIO WHCTaNNs-
uMto — KomHaTy “Yenoseka, yseTeswero B Koc-
Moc”, npou3BeneHue, nossuslleecs He 6e3 Bns-
Hus “komHat” VpuHbl HaxoBom, HO 3epKanbHO
NPOTUBOMNOJIOXHOEe UM. B 0beux paboTax peub
naeT, B cywHoctu, o nobere. Kabakos pacckasbiBa-
eT nctoputo bercTea CBOEro nepcoHaxa, npespa-
was ee B NceBAO-HayYHO-PpaHTACTUUECKUA pac-
cka3 06 obuTaTesie KOMMYHaIKW, MOCTPOMBLUEM B
CBOEW Nlauyre KaTanysibTy, CMOCOOHYIO 3anyCcTuThb
€ro B KOCMOC — B MyTELIECTBME B O4MUH KOHELL:
KabaKOBCKMI repoit OTNPaBUICS MOKOPSTb MEX3-
BE3/[HbIE NMPOCTOPSLI, 3aNasgHHbIA B M1aCTUKOBbIN
MELIOK, CHabXXeHHbIN KNCIOPOLHbBIM annapaTom,
MPOAYKTaMU M HaBWUraLMOHHBIMU Mpubopamm.
B camon mvHcTannsumn, ogHako, He ObIIO HUue-

ro ¢aHTactmueckoro. MpounsseneHune Kabakosa
npeactasnsno cobol [OTOWHOe, runeppeanu-
CTUYECKOE BOCMPOU3BEAEHNE TOM CaMOW KOM-
HaTKW B KOMMYHaJIKe, KOTOPYH MOKMHYJ yepes
CHECEHHbIV MOTOJIOK M KPbILWY OAMHOKMI n306pe-
TaTenb. Ha TOT caMblil KOCMOC, Ky/.a OTNpaBuCs
OLMHOKWI NyTeLeCcTBEHHMK, YKa3blBaeT pa3Be uTo
XJINMKas KaTanynbTa, 43 ele KapTUHa, NpeacTaB-
NA10LLas8 NPEBPALLEHHYIO B KOCMOAPOM KpacHyto
naowanb, 4a MakeT MUKPOPaNoHa C BblpblBato-
WENcs 13 KpbIWN AOMa META/ISIMYECKOA MOHU-
e, npouepTuBLIEn TpaekToputo nobera. MNMpasaa,
3Ta MHCTaNNALMUS Obl1a HE KOMHATOW B KBapTUpeE,
a BbIFOPOAKOM-AEKOpaLUMen, pasMELLaBLIENCS B
MPOCTOPHON MaCTEPCKON XyLOXKHWKA, KOTOPbIN
rOBOPWJ, UTO MAEaSbHBIM MECTOM Ans paboThbl
6611 OBl My3eit, pasymeeTcs, 3anafHbli. To ecTb
paccMaTpuBaTb OCTaB/IeHHYO KOMHaTy berneua
npeanonaraaoch U3 TOro CaMoro 3anpeaesibHoro,
HEeLOCTYNMHOro MPOCTPAHCTBA, U B 3TOM CMbIC/IE
nober MOXHO OblJI0 CUeCTb yAABLIMMCS BOMpe-
KW COMHWTENBHOCTU M300peTeHHbIX berneLom
CpencTB.

“KomHatbl” MpuHbl Haxosoit, HanpoTus, pac-
nosiarannucb B OObIUHOWM KBapTUpe, HO Mpes-
CTaBNISIIN KaK pa3 TO CaMoe 3anpefesbHoeE, Mo
Ty CTOPOHY MPWBbLIYHOW pPeasbHOCTM MPOCTPaH-
cTB0. [OBOPS A3bIKOM HayuHOM GaHTACTUKK, OHU
NPeAcCTaBAsIM HEUTO BPOAE MopTasia B MHOE
nameperue: MpuHa Haxosa m3obpena ropassno
bonee NMpoABUHYTHIK cnocob nyTewecTsui, He-
e TOT, K KOTOpOMYy Npuberan kabakoBCKU
“Yenosek, ynereswuit B kocmoc”. OHa caenana

>

AD>

Irina Kulik

Rooms

KomnaTta N2 2. 1984.
Bbymara, ryaws.

400 x 400 x 260. KBapTupa
Haxosoit, Mockga.

Ha ¢oTo: AnToH Hocuk

Room No. 2. 1984. Paper,
gouache. 400 x 400 x 260.
Nakhova’s flat, Moscow.

Anton Nosik in Room No.2

®parmeHTbI 3cKNU30B
K KomHarte N2 2

Details of sketches
for Room No.2

seminars or serving as a backdrop of kitchen dis-
cussions. “Apartment” is an “ivory tower” for the
Soviet intelligentsia, a sanctuary and also a pris-
on, a hole not unlike the one described by Franz
Kafka in his eponymous story.

Irina Nakhova’s own apartment is situated
close to the former exhibition hall of the City
Committee of Graphic Artists Union (Gorkom
grafikov), which was the only official space to host
exhibitions of “other art.” Without a doubt, her
apartment was the place where art had been dis-
cussed, but was seemingly not suited to be an ex-
hibition space to showcase art, mainly because of
its topographic location. When in 1983 Nakhova
transformed one of the rooms into Russian art’s
first-ever installation, the metamorphosis was
all the more striking. The artist describes the in-
tention behind the project as being born out of
despair of the later years of Brezhnev’s “stagna-
tion,” a feeling of having no chance to transcend
the “iron curtain.” This claustrophobic sensation
caused a paradoxical reaction: Nakhova marked
out a hermetic capsule in her own apartment
to barricade herself from grim reality, if not to
escape its effects. It is hard to get away from a
seemingly random association, but the “Room
No.1” utilizes the most banal and decidedly fe-
male vector of escape from reality, that of dream-
ing about glamorous Western life depicted in
fashion magazines. The room, enclosed wholly
in white paper, was covered with a collage made
from illustrations of “Elle” magazines from the
Seventies. (The artist notes, however, that at that

time she was repulsed by the heroes and heroines
of the magazine. She perceived them as a part of
the same murky hopelessness of “stagnation”).
“Room No.1” introduced the mechanism of es-
cape, not the direction thereof. The viewer lost
orientation in the usual physical space in this
white continuous “bubble” with smoothed cor-
ners. The collages formed something resembling
a bowl (that association is common in the ac-
counts), or a whirl (visible on the photographs),
a colourful tornado that sucked the viewer (that
had become a part of the installation, Nakhova
says), ready to take him/her to some other di-
mension.

Two years later, in 1985, Kabakov created the
first of his total installations, “The Man Who
Flew Into Space.” Nakhova’s influence shows,
but the meaning of Kabakov’s work is a mirror
opposite. Both pieces deal with escape. Kaba-
kov narrates the story of the escape of his hero
through a quasi-science-fiction lens: A “kommu-
nalka” dweller builds a catapult in his modest
surroundings that can take him to space, start-
ing a one-way journey. Kabakov’s protagonist
went on to conquer infinite space in a plastic
bag with an oxygen apparatus, food and navi-
gation devices. The installation itself, however,
does not look like something from a science fic-
tion novel at all. Kabakov’s work is a straight and
hyperrealistic replica of the room in a communal
flat, which the lonely inventor has left behind
through a hole in the ceiling and roof of the
building. Only a shabby catapult, a painting de-
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» Komnata N2 3. 1985. by-
Mara, Tylwb. 400 x 400 x 260.
JAetane. Ha doTo: Mocnd
BakwTeitH. ®oTo: leopruii
Knsesanbtep

Room No. 3. 1985. Paper,
ink. 400 x 400 x 260. Detail.
Joseph Bachstein in Room
No.3. Photo: George Kise-
walter

A OkpawmusaHue
"KomHatbl N2 3".
Mocksa, 1985.
Poto: AHaTonwii Mpuutok

Airbrushing
“Room No. 3.”
Moscow, 1985.
Photo: Anatolii Gritsyuk

Tak, yto “KOocmoc” cam noxkanoBan K HeW B ro-
CTMW, BTOPrINCL B OObIUHYIO KBapTUPY. “KOoMHa-
Tol” VipuHbl HaxoBow, onTuueckn pasgsuratoume
rPaHuLLbl MPUBBLIYHOMO NMPOCTPAHCTBA, OTChINAIOT
K nonynspHomy daHTacTuueckomy obpasy no-
MeLLLEHMS, KOTOPOE W3HYTPU OKa3biBaeTcs 6osb-
We, YEM KaXETCA CHapyxu. MOXHO BCMOMHUTb
x0T 6bl cLieHy “Banay cataHbl” U3 6yarakosckoro
“Mactepa n MaprapuTel” — “Tem, KTO XxOpoLLo
3HAKOM C MATHLIM U3MEPEHUEM, HUUETO HE CTOMUT
pa3fBMHYTb NMOMELLEHNE L0 KenaTesbHbIX mnpe-
penos”. Bnpouem, ymecTHee OyaeT cocnatbes
Ha MeHee M3BECTHOro CoBpemeHHWKa byrakosa,
CurusmyHaa KpxuxkaHoBckoro, B 1926 rogy Ha-
nucaswero pacckas “KsagpatypuH” — ucropuio
obuTaTens KpPoLWEUHOM, “co CMMUeUHyo Kopob-
Ky” KOMHATYLIKX B KOMMYHaJsIKe, NMOKynatoLLero
y KOMMUBOSIKEPA Uy 4,0-CPEACTBO " A5 palLeHust
KomHat”, HacTosbko 3dpdeKkTUBHOE, UTO repon
nornbaet, 3abayanBLINCE B CBOEN paspocLueics
[,0 6ECKOHEeUHOCTH KBapTUpeE.

KadkmaHckas xyTb pacckasa KpskuskaHOBCKOro
BCMIOMMHAETCH elle U MOTOMY, UTO MyTaLUM, KO-
TOpble NpeTepresasa KOMHaTa B kBaptupe Vpu-
Hbl HaxoBsol ¢ 1983 no 1987 rog, 6b11m, HecMoTps
Ha HEMPUBbLIUHBIA AN PYCCKOrO MCKYCCTBA TOrO
nepuona GopMannCTUUECKUn U fasKe ICTETCKUM
XapaKkTep 3TOro NpoeKTa, AOBOJIbHO-TAaKM Myrato-
wumu. MNpueeluHas 6biToBas, dumueckas peasnb-
HOCTb 34,€eCb HE MPOCTO UCUE3Na Pa3 v HaBCeraa,
yCTYyNMB MeCTo ocnenuTenbHo-benomy, custoue-
MYy pagyXHbiM BOAOBOPOTOM Mupy “KomHaTbl
NO1”. “KomHata NO2"” npepacrasnsna yxe Kyaa
6osee TPEBOXKHbBIN MUP — BbIKJIEEHHbIE HGENOoW
Hymarot cTeHbl OblIM UCneLpeHbl YEPHLIMMU C ce-
pbIMU KOHTypamu nsTHamu. benas “kancyna”, B
MepBOM UHCTA/LIALLMM MO3BOJIMBLIAS YCKOJIb3HYTh
13 OMOCTbINIEBLLEN PEaNbHOCTU, TeMepb Hauana
pa3pywaTbcs, TPEWaTh MO LBaM, MOKPbIBATLCS
WENAMM U UEPHBIMU AbIPaMM, YEPE3 KOTOPbIE
MO>HO MPOBaNWUTLCS BOOOLLE HEMOHATHO KyZaa.
HecnyualtHo ObiBWIMI Ha BBICTABKE XYOOXHMWK
Dayaps FOpOXOBCKUA B KOMMEHTAPUK, 3anncaH-
Hom Mocndom bakiuTetHoM Ha AMKTODOH B AeHb
nokasa (ony6aukosaH B “C6opHukax MAHUN"),
roBOPUT O KOHLLEe cBeTa M 06 aBuakaTacTpode:
“MoHuMaewb, MOMEHT yaapa, Korga Jionaercs,
BCE JIOMNAETCH, W YenoBeK BUAMT CBET, KOTOPbIW
OLHOBPEMEHHO ABNSAETCH KOHLLOM" .

B “KomHate N93" npusbluHas peanbHOCTb
BpoAe Obl BHOBb BEPHYACh: HbIM Ha CBOMX Me-
CTax OCTaBJ/ieHbl BCe MpesMeTbl 0OCTaHOBKU —
mebesib, lamnbl, MOJIbOEPT C XOACTOM, MPUCIO-
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HEHHble K CTeHaM KapTuHbl. O4HaKO BCe OHU, a
TaKXe CTeHbl, TOAOKOHHUKM, BaTapen, okHa Obln
TWaTeNbHO okaeeHbl Henor Gymaroit — CIOBHO
yNakoBaHbl 418 OTMPABKM B KAKOE-TO HOBOE Me-
CTO, OPYron Mup, ApPYyroe U3MepeHne — u3sme-
PEHME XMBOMUCHOro nosotHa. Euwe npo “Kom-
HaTy NO2"” TopoxoBckuit ckasan: “Mbl BAE3IN B
KapTUHY ¥ Temnepb 3HaeMm, Kakas oHa W3HyTpwu'.
PeanbHoe ocgeleHne 6bl10 JOMOTHEHO HAPUCO-
BaHHbIMU TeHaMU — “Cneays UCTOUHUKY CBETa,
BCE MOBEPXHOCTU KOMHATbl M MPEeMETOB 3arbl-
JNIANNCb YEPHOW KpackoW. <...> Mo 3ambicsy aBTO-
pa B KOMHaTe foJikeH Obln co3paBaTbcs 3ddekT
«n306pakeHHOrOo ocselueHuns»” (onucarue, npu-
BegerHoe B “C6opHukax MAHU™). MoannHHas
KOMHaTa NoAMeHsaCb HaPUCOBAHHOW, 3TaKoOM
KapTUHON-0OMaHKOWM, KapTUHOW-/IOBYLWKOM, U3
KOTOPOM yxe He 6bla1o Bbixoaa Hapyxy. “[sepb
Ha 6anKoH HblN1a UyTb NPUOTKPLITA. Mpw kenaHum
3pUTENb MOT OTKPbITb ABEPb U YBUAETL aOCONtOT-
HO UEpPHYH MOBEPXHOCTb, 3aKPbIBABLUYIO BbIXOL,
Ha 6ankoH".

B “Komnate N24" (1986) npusbiuHbie Beliy
BHOBb HaXO4WUINCb HA CBOMX MECTAX U BbITSAENN
Kak 06bIYHO, HE CUMTas TOro, UTO MO NpesMeTaMm,
noJy, NOTONKY 6bIIM XaOTUUHO pacKyieeHbl yep-

A Komnara N2 3. 1985.
[Jetanb. Ha ¢poTo: ManumHa
UepHoraesa. PoTo: leop-
rui Kusesanbtep

Room No. 3. 1985. Detail.
Galina Chernogaeva

in Room No. 3. Photo:
George Kisewalter

Vv “Komnata N2 2"
Ha nomoiike. MockBsa, 1984

“Room No.2” next to
the garbage container.
Moscow, 1984

picting Red Square turned into a space launch-
ing site and a maquette of the suburb with a steel
lightning emerging from a roof of the house that
traces the actual escape route point to the actual
space, where the lonely traveller has launched
himself. For the record, this installation was not
aroom in an apartment, but a decoration in the
artist’s large studio. Kabakov much preferred
it to be shown in a museum, a Western one, of
course. The room the refugee left behind was
supposed to be looked at from that otherwordly,
unnattainable location, and in this sense the es-
cape was a success, even though the means he
invented couldn’t be more questionable.

On the contrary, Irina Nakhova’s “Rooms’
were situated in a real apartment, but present-
ed a space that appeared otherwordly, on the
other side of the everyday. They were a portal to
another dimension, to put it in science fiction
parlance. Irina Nakhova invented a much more
advanced technology of travelling than the one
employed by the “Man, Who Flew Into Space.’
She welcomed the space into her home; it in-
vaded a non-descript apartment. While optically
widening the borders of everyday space, Irina
Nakhova’s “Rooms” reference a popular science

2

i

fiction image of a bulding that appears larger
on the inside than on the outside. It makes one
think of a scene in Mikhail Bulgakov’s “Master
and Margarita,” the so-called “Satan’s Ball” —
“those who are familiar with the fifth dimension
can easily expand the borders of the area as they
like.” It is more adequate, however, to reference
Bulgakov’s less known contemporary, Sigismund
Krzyzanowski, who in 1926 wrote a novel called
“Quadraturine,” a story about a person living in
a tiny room, “no bigger than a matchbox,” who
buys an ointment for “growing rooms.” This
ointment proves so effective that the hero dies,
unable to find a way in his over-expanded flat.

The novel’s Kafkian terror springs to mind in
relation to Nakhova’s rooms also because the
mutations of her room were downright scary,
even if the formalist approach and aesthetic
leanings of the project were unusual for Rus-
sian art of that period. The usual physical real-
ity did not only disappear once and forever, ad-
mitting instead a dazzingly white world of the
first “Room,” shining with a rainbow whirl. The
second “Room” introduced a much more trou-
bled world. White paper on the walls was speck-
led with black gray-contoured spots. If in the
first installation the white “capsule” suggested
a way out of the grim reality, here it started to
decompose, crack, cover itself with slots and
black holes — the routes to God knows where. It
seems fitting that Edward Gorokhovsky, an artist
who visited the show, talks about the end of the
world, an air crash even, in his commentary that
was recored by Joseph Backstein on the opening
day of the exhibition: “You see, a moment of im-
pact, when everything bursts, and a person sees
light that simultaneously is the end” (published
in “MANI Compendiums”).

Everyday reality reasserted itself in the “Room
No.3.” All the studio scenery remained in place —
furniture, lamps, easel with a canvas, paintings
leaning to the wall. But all of these objects, as
well as walls, windowsills, central heating, win-
dows, were painstalkingly covered with white
paper, as if they had been prepared for shipping
off somewhere new, some other world, other di-
mension — the dimension of pictorial space. “We
entered the painting and now we know what’s
inside,” commented Gorokhovsky on the “Room
No.2.” Painted shadows complemented physi-
cal light: “All surfaces in the room were dusted
off with black paint [...] The author intended
to create an effect of “painted illumination”

11
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V¥ KomHarta N2 4. 1986.
Bymara, ryaws, konnax.
400 x 400 x 260. PoTO:
leopruit Knusesanbtep

Room No. 4. 1986.
Paper, gouache, collage.
400 x 400 x 260.

Photo: George Kisewalter

Hble “KngKebl”, KaKk ecim Bbl 3aHECEHHBIN U3 nyTe-
WeCTBMA B Apyrme Mupbl “Bupyc”’ Tenepb MpoHuK
B Hally peasibHOCTb U MOCTEMEHHO PaclLensi
ee. Otu “knsakcebl” npespawanu peanbHoe Tpex-
MEPHOE MPOCTPAHCTBO KOMHaTbl B NoA06ue xu-
BOMUCHOWM abCTPakLMKM, CO34,aBast rOJIOBOKPYXKM-
TenbHbIN 3P dEKT MIocKocTHOro “nosoTHa” .

“Komnata N95” (1987) aemoHcTpuposana
OKOHUaTeNIbHOE UCUE3HOBEHMWE DTOM PeanibHOCTU.
Bxoza B Hee, 3puUTeNb OKa3blBaACA BHYTPU KapTu-
Hbl — MOCPEAM NOA0OUS PUMCKOTO aMpUTEaTPa,
UEM-TO HaMOMMHAIWEro MeTadpusnlueckue nem-
3axu e Knupuko. N3 ybexunuia kKBapTupa npespa-
LWaNack B MPOXOL, B APYroe U3MepeHne — Hanpw-
Mep, M3MepPEHUE KySbTypbl, B KOTOpPYto cHberanu
coBeTCKMe “BHYTpeHHME 3MurpanThl”. To in ue-
NOBEK cOEXKan HaKOHEL, B KAPTUHY, TO X KapTUHA
MOr0THIa YENOBEKa.

HeobbiuHocTs “KomHaT” MpuHbl Haxosoir B
TOM, UTO 3TV MEPBbIE B UCTOPUM OTEUECTBEHHOTO
MCKYCCTBA MHCTANNALMM WK He OT 0ObEKTa, a OT
XMBOMUCK. VIHCTannauma K TOMy BpeMeHN Hbina
y>KE€ OZLHOM M3 CaMbIX PacnpOCTPaHEHHbIX GOPM
COBPEMEHHOIO MUCKYCCTBA. T€PMUH “WHcTanna-
umns” Bowen B WWPOKKIt 06UX0A B 1970-€ rOAbl,
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0, HAKO 3Ta Xy[0XKecTBeHHash popmMa CIoXKMuIach
ropasfo paHblle — B MOC/JIEBOEHHOM MCKYCCTBE.
MOXHO YyNOMSIHYTb M NMPOU3BEAEHMUS SIMOHCKON
rpynnsl “lytai”, u “uHBaripoHmenTs” (MMeH-
HO 3TOT TEPMMH UCMOb30BaN, CKaxeM, AHApel
MoHactbipcknin B8 0bcyxaeHusx “KomHat” Ha-
x0BoW) AnaHa Kanpoy, co3gaHHble ele B 1950-€
rogbl. Bnpouem, naes nponsseaeHns NckyccTea
KaK TPEXMEPHOrO MPOCTPAHCTBA BOCXOAMT K Ky/A,a
bonee paHHUM Xy[0KECTBEHHbIM JKCTMEepPUMeH-
TaM. B cTaTbe, onybnvkoBaHHoI B KaTanore Mpu-
Hbl HaxoBOW, BbIMYWEHHOM B 2004 rogy Mexay-
HapoOAHOW NeTHeM akafAeMuen NCKYCCTB B 3as1bLy-
bypre cosmectHo ¢ LLCWN, EkatepuHa [eroTtb
yrnomMuHaeT, Hanpumep, b JINCULKOro, B 1920—
1930-€ roAbl pa3pabaTbiBaBLIErO HOBATOPCKMIA
[M3alH KCNO3MLMM KaK €LMHOrO NPOU3BEAEHMS.
Bexol B ucTopum BICTaBOUHbIX MPAKTUK CUMNTAET-
caero “lMNpocTpaHcTBo abcTpakumit”, cospaHHoe B
1928-1929 rogax Ans my3es [aHHOBepa, 0cBOOOX-
[laBluee 3puTens OT Y4acTu NacCMBHOIO co3epL,a-
Tens, a NPoOU3BEAEHNS — OT CTaTyCca 3aMKHYTbIX
B cebe, aBTOHOMHbIX OT PeasbHOCTH LIEeAEBPOB.
Elle 04HMM OCHOBOMONOXHUKOM MHCTANNALNN
MOXHO Ha3BaTb M HemeLkoro gagavcta Kyprta

Irina Kulik

Rooms

(A description from the “MANI Compendiums).”
A trompe l'oeul, a pictorial trap stood in for the
real room, and there was no way outside. “The
door to the balcony was slightly open. A viewer
could peek inside and see a totally black surface
that covered the entrance to the balcony.”

In the “Room No.4” (1986) everyday objects
were again set in their respective places and
looked as usual, except for black spots that were
chaotically positioned on the objects, floor and
ceiling. It looked as if a virus from travels to other
dimensions had enetered our reality and gradu-
ally deconstructed it. These spots transformed
the real, three-dimensional space of the room
into a kind of a painterly abstraction, creating a
breathtaking effect of a flat “canvas.”

The “Room No.5” addressed the final disap-
pearance of this reality. A viewer entered the
room and found him/herself inside a painting, in
the middle of something like a Roman amphithe-
atre, resembling De Chirico’s metaphysical land-
scapes. The room stopped being a sanctuary and
became a route to another dimension instead,
for instance, a dimension of culture where every
Soviet “internal immigrant” aspired to escape.
Either a person finally found refuge in a painting,
or a painting swallowed a person whole.

These first Russian installations were unique
in the sense of being produced from the starting
point of painting, not object-orientated art. By
that time installation art was one of most wide-
spread techniques of contemporary art. The term
itself began its wide circulation in the 1970s, but
the main principles were laid out much earlier —
in Post-War art. There were works by the Japanese
group “gutai,” “environments” by Allan Kaprow,
created in 1950s (Andrei Monastyrski uses this
word in discussions of Nakhova’s work). Howev-
er, the idea of an artwork as a three-dimensional
space was introduced in even more early experi-
ments. In an article published in Irina Nakhova’s
catalogue made by the Salzburg International
Summer Academy of Fine Arts in cooperation
with Russian National Center of Contemporary
Art, Ekaterina Degot mentions, among others,
El Lissitzky, who worked on exhibition design
as a total artwork as early as in 1920-1930s. His

“Abstraction Space,” created in 1928 for the Han-
nover Museum, is considered a milestone in ex-
hibition design history. Here the viewer is liber-
ated from his position of a passive observer, and
the artwork is elevated from its status as a self-
referential masterpiece, authonomous from re-

ality. German dadaist Kurt Schwitters (Lissitsky
met him in 1923) is another pioneer of installa-
tion art. His practice is close to Nakhova in the
aspect of home life: He created or, to be more
precise, “grew” his celebrated Merzbau in his
home in Hannover. A building that resembled
constructivist stalactites gradually took over the
living space in the process of transforming the
space. Marcel Duchamp presented a dadaist-
surrealist version of installation art in his “Etant
Donnes,” a trompe l'ocuil diorama that invited
the viewer to look in the keyhole and discover a
naked woman behind it. Salvador Dali’s “Face of
Mae West Which Can Be Used as an Apartment”
is a visual pun, where it is possible to either en-
ter a room, or, being outside it, see the furniture
take shape of the cinematic diva’s facial features.

Nakhova’s “Rooms” are closer to the Surreal-
ist idea of an artwork as a trap for the viewer, a
trompe Poeuil that sucks him or her inside, than
to Kaprow and Lissitzky with their ideas of de-
stroying the artwork’s autonomy, erasing the
border between art and reality, giving the viewer
the absolute freedom in choosing how to com-
municate with the artwork. Her “Rooms” are
three-dimensional paintings first and foremost,
painting reimagined — and it is important that
Nakhova never lost interest in this artform (and
the interest in painting reappeared in Western
art roughly at the time of “Rooms” creation, in
the first half of the 1980s after the invention of
transavantgarde, neo-expressionism and other
post-modern movements). Nakhova does not
seek to destroy a painting by making it three-
dimensional; instead, she turns it into an elastic,
flexible membrane (not unlike those materials
she would use for her inflatable sculptures and
installations), an interface skin, a surface of the
viewer’s interaction with the work and with the
world through the work’s mediation. At the
same time, a “Room” is a womb, which protects,
envelops and entraps the viewer, not unlike that
plastic bag, used by Kabakov’s hero to fly into
space. Painting shows its ambivalent nature, be-
ing a kind of deception, an illusion that seduces
the viewer by sucking him or her in, at the same
time reaching out in a welcome sensual embrace.
The dual effect of this artform remains one of the
main topics of Irina Nakhova’s work.

Translated by Valentin Diaconov
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»p» KomnHara N235,

BOCCTaHOBJIEHHasA Ha
sbicTaBke “Iskunstvo:
Mocksa-bepaun". 1988.
Bymara, ryaws, Konnax.
395x395 x265. 3anagHblii
BepnuH, ctaHums BecteHp,

Room No. 5 was

recreated at “Iskunstvo:
Moscow-Berlin”. 1988.
Paper, gouache, collage.
395 x 395 x 265. West Berlin,
Westend station
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A d)parmeH'r 3CKunsa

K “KomHare N2 5". 1987

Detail of a sketch for
“Room No.5.” 1987
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WeuTTepca (¢ HUM JIMCULKUI NO3HAKOMUACS B
1923 roay), 6auskoro MpuHe Haxosoit yxe Tem,
UTO 3HaMEHUTYI UHCTannsauMo — Mepubay oH
Ha MPOTSXKEHUU Heckonbkux JsieT (1920-1923)
co3fasan uUau, TouHee, “BbipalimMBan’s cOBCTBEH-
HoM pome B [aHHOBepe. Tak UTO HamoMWHaro-
lee Kakue-To KOHCTPYKTUBUCTCKME CTaNakTUTbI
COOpY)KeHWe NOoCTeNeHHO 3axBaTbiBaso U Npeob-
paxasio BCe Kuaoe NpocTpaHcTeo. [asauncrcko-
CIOPPEASTUCTUUECKMMWN BEPCUSMU MHCTANAALUN
MO3HO Ha3BaTb 1 “[aHo” Mapcens [iowaHa —
CBOEro poja Luvopamy-obMaHKy, B KOTOPOW 3pu-
TeNt0 Npeanaranoch yBuaeTb 0bHaKeHHYH XKeH-
WLMHY, 3arI9HYB B 3aMOUHYHO CKBaXKUHY, 1 “JInuo
M3t ¥Y3CT, ncnonb3oBaHHOE B KauyecTBe COPpPEa-
nvctrnyeckoit komHatel” Canbeatopa [lanu — Bu-
3yasibHbI Kanambyp, B KOTOPOM 3pUTESb MOXKET
HaxoauTbcs NMBO B KOMHaTe, MO0 BHE ee U yBU-
[LeTb, Kak npefmeTbl 0OCTaHOBKM CKAafblBaAtOTCS
B UEepPTbl KNHOAMBSI.

“KomHaTbl” HaxoBoM, noxanyi, 6avxe He K
Kanpoy nnuJIncnukomy cux naeemn yHuuToxXeHms
AaBTOHOMMWW MPOW3BELEHMS, CTUPAHUS rPaHUL,
MEXY WCKYCCTBOM W KU3HbIO WM NpegocTasse-
HWIO 3pUTENIt0 MakcMMasbHoM cBobobl B3aMMO-
[LLeNCTBUS C UCKYCCTBOM, HO K ClOppeanunctuye-
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CKOW unfpee Npou3BeAEeHUs KaK JIOBYLWIKW As
3pUTENs, KapTUHbI-0OMaHKW, 3aTArMBatoLLeR 3pu-
Tens B cebsa. Ee “KomHate” — 3710 npexae Bcero
TPEXMEpPHbIe KapTWHbI, MEPEOCMBbICIEHHAS KU-
BOMUCb (MHTEPEC K KOTOPOil BHOBb BO3HUK B 3a-
nafgHOM MUCKYCCTBE MPUMEPHO TOMAa XK€, B MEPBOW
noJIoBMHE 1980-X rOA,0B Ha BOJIHE TPaHCaBaHrap-
[la, HEOIKCNPECCMOHU3MA U APYrMx NocTMoep-
HWUCTCKUX TeYeHWIT), Tem Bosiee UTO Xy40KHMLA
HWKOrAa He Tepsiaa MHTepeca K 3Tol Gpopme uc-
kyccTBa. [lenas kapTuHy TpexmepHow, HaxoBa He
pa3pblBaET ee, a NPEBPALLAET B 3/1aCTUUHYIO, T1b-
Kyto Mem6paHy (Kak Te, KoTopble ByAyT UCMOsb-
30BaTbCs B €€ HaAyBHbIX CKYJIbMTypaxX-UHCTas-
NAUMAX), KOXY-UHTEPDENIC, MOBEPXHOCTb B3au-
MOJENCTBUSA 3pUTENS C NPOU3BEAEHWNEM W, Ye-
pe3 Hero ¢ MUPOM, B MAeHKy, obeperatolyto,
06BONIaKMBaIOWYIO, MeHsouyo ero (kak TOT
CaMbI MJIACTUKOBbLIA MELIOK, B KOTOPOM YJIETEN
B KOCMOC KabaKOBCKUI nepcoHax ). ITa ambusa-
JIEHTHas NpUpOoLa >KUBOMUCK Kak 0BMaHKM, co-
H6n1a3HAIOLLEN 3pUTENS UATHO3UK, 3aTATMBaAOLLEN
€ro, HO 1 TSAHYLENCS K HEMY BO BCTPEYHOM, UyB-
CTBEHHOM COMPUKOCHOBEH WM, OCTAETCSH OAHOM 13
CKBO3HbIX TeM MpuHbl Haxoso.
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®dparmeHT 3cKu3a
Kk KomnaTe N2 5. 1987

Detail of a sketch
for Room No. 5. 1987

dckun3 K KomHate N2 5.
1987. bymara, KapToH,
KanbKa, ryalwb, KapaHaaw,
aBTOpyuKa, psomacrep.
47%61,5
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Enena Merposckasn

NckyccTBO
UYBCTBEHHbIX
NMOHATUN

TeopuectBo MpnHbl HaxoBol HaxoAnTCs B CJTOXK-
HbIX OTHOLUEHMNSAX CO BPEMEHEM: Er0 MOXHO MO-
3HaBaTb KOHTEKCTYasbHO, @ MOXHO, OTBJieKa-
SICb OT OTCHIZIOK K MCTOUHMKAM (BAOXHOBEHME B
LesIOM uan 06pasHelil A3bIK OTAENbHBIX PaboT),
nccnenoBaTb 3aKOHOMEPHOCTU, BO3HMKaAOLWME
M3 camoro martepuana v cnocoba ero opraHu-
3aumn. Bo BTOpOM cnyvae 3putento byaert ro-
pasfo TpyAHee pacronoxuTb ysuaeHHoe (U
YC/IbIWAHHOE) B MPUBBIYHOM CUCTEME  WCKYC-
CTBOBEAUECKMX KoopauHaT. Mbl Bcerga pony-
ckaem cBoboay XyA0XKHUKA, HO C HEBEPOSTHBIM
YCUJIEM BO3AEPKMBAEMCS OT Pa3faunM MMEH,
OT KYJIbTYPHOW NMpPakTUKM MMeHoBaHus. Mexay
TeM [,aBHO MPU3HAHO, YTO COBPEMEHHOE UCKYC-
ctB0 (€C/M OHO [ENCTBUTE/ILHO COBPEMEHHO)
paboTaeT Ha onepexXeHne: OHO He TOJIbKO CamMo
CMEeLMNBAET A3bIKK, HO M HaluynbiBaeT Te obna-
CTW CYLLECTBOBAHUS, A1 UMEHOBAHUS KOTOPbIX
MOXET U HE HANTUCb FOTOBbIX C/IOB U OMUCAHWUIA.
A ecnm 3To TaK, TO Mbl AOJIXKHbl LOBEPUTLCS UC-
KYCCTBY W MOMbITATbCS YC/bIWATb, UTO OHO HaM
rOBOPUT, M TOJIbKO B KOHLLE COOTHECTM YC/TblLIaH-
HOEe C KaKkoW-11Mbo n3BecTHOM HoMUHaumen. Tak,
MpuHa HaxoBa npuHaZnexXuT K MOCKOBCKOM
WKOME KOHLUENTyasn3ma, HO 3TO NO-XopoLlemMy
LLOMKHO BbITh CKa3aHo B duHane.

Mbl, KOHEUHO, MMeeM [eN0 C CaMOObITHLIM
XYLOXHUKOM. Brnpouem, BCAKMA XyLOXHWK NO
onpegeneHuto camobbiTeH. Cnocob aHanm3a,
npegnaraembii TPagULLMOHHOW WUCTOPUER WUC-
KYCCTB, 3arOHSIET B KECTKYI asibTePHaTUBY: WU
nepen, Hamu TeopeL, BbIBUBaIOWMIACS CBOMM Aa-
pOBaHWEM U3 OOLLEN IMHUM Pa3BUTUS UCKYCCTBA,
nnu ero npeacTaBuTenb. W TyT v Tam NnpucyTcTBy-
€T AeTEePMWHaLMA: B NMEPBOM C/yyae 3akOH MC-
KJIHOYEHMS, BO BTOPOM — 3aKOHOMEPHOCTb HOP-
Mbl. B Halwmx paccy>kfeHNsX Mbl HE MOXeM yaep-
XaTb MPOMEXYTOUHYIO, TPYAHOONpPEeAEe MMYIO
MIOLWA/AKy, KOTOPYHO UYalle BCero v 3aHnmaer (Bbi-
cTpauBaet ans cebs) xypoxHuk. He “rennin” u
He “TUNUUHbIN NpeacTaBuTeNb”, OH ABUXKETCS Ny-
TAMM, CTaBAWMMMN NOJ, COMHEHME CaMO Ayaslb-
Hoe MbilwneHne. bosnee Toro, ecain Takom xXyaox-
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HUK BbIAEPXKMBAET JIMHUIO A0 KOHLLA, OH HE HYX-
[LAEeTCs B IETUTUMALLMM CO CTOPOHbI UCTOPUN UC-
KyCCTBa.

NpwvHy HaxoBy cpaBHMBaAn ¢ b JINCULKMM 1
Nnbeit KabakosbiM. Kak 6bl 3aMaHuMBbl H Oblan
3TV CPaBHEHMS, OHU OCTAKOTCSA Ha YPOBHe pa3aa-
un mnmeH. Monarato, uto "y nctokos” Bce-Taku
CTOMUT XYLOXKHWK.

Cama WMpuHa HaxoBa Bbipa)kaeT 37O C/IOBOM
“"Heobxoanmoctb”. HeobxoammocTb 3acTasnser
[LenaTb XXMBOMUCHbIEe PaboTbl, TO eCTb 3TO HEOLO-
JNIMMas NoTPebHOCTb, yBAeueHue, CTpacTb. Ho oHa
e onpefensieT u KOHEUHbI MPOAYKT: TOMbKO TO,
UTO BbI3BAHO K XXM3HU HEOHXOAMMOCTbIO, TO, Be3
yero Hesib3s 0OONUTUCL M UTO AOAXKHO ObITb MO-
Ka3zaHo nybnuke. HeobxoanMmMocTb BeAET B ABYX
Hanpas/eHUsX: OHa TpebyeT CamMoBbIpaXKeHUs,
yCUAWiA Mo caMouaeHTUDUKALLUKN, HO OHa HeceT
M 3Tuueckuit rpy3. HeobxoammocTb — 3TO He
TOJIbKO BHATHOCTb BbiCKa3blBaHWs, HO 1 ero obpa-
WeHHOCTb K Apyrum. bonee Toro,BbickasbiBaHME
n obopmasertca apyrumu. Mpucywas Haxosoi
CKPOMHOCTb (OHa HE TaK YacTo BbICTABAANACH B
COBETCKOE BPeMS ) eCTb 060POTHasi CTOPOHa 3TOV
3TUUYECKOW BbIBEPEHHOCTU: BbICTABJ/IAETCS He BCe
noApsf, a TOJIbKO TO, UTO OTPAXKAET LOCTUTHYThI
Npeaen XyAoxeCTBEHHOro MoHWMmaHus. Pesynb-
TaTOM C/lefoBaHUsS HeobXO4MMOCTM OKa3biBa-
eTcs xveonuch (MopsAKa cTa—cra naTMAEeCaTYH
HaMMCaHHbIX MOJIOTEH) U CBbILE ABYX [ECATKOB
nHcTannaumin. Ho ata koHcTatauus pakta MoxeT
BBECTM B 33a0/yXKAEHME: M KAPTUHA, U UHCTaNS-
LMa CyTb >KaHpoBble onpeaeneHns. Mexay Tem
TBOPEeHUS MpuHbl HaxoBoi He ucuepnbiBatoTcs
»KaHpoBbiMU popmynamu. Ee onbiTel BCAKMI pa3
CBSI3aHbl C MPOCTPAHCTBOM, MPUUEM HauMHaeTCs
BCE C NMPOCTPAHCTBA XXM3HMU, CO Cpeabl 0OUTaHMS.

A 3TO BO3BpalLaeT Hac KO BpemeHu. B xonopa-
HYIO 31MY 1983 rosa, KOraa KM3Hb Kasanacb npo-
KWUTOW, a BpEMS — 3aBEpPLUEHHbIM, B pa3rap YHbl-
noro “sactos” Haxosa pewaer U3MEHUTb CBOO
UaCTHYHO XW3Hb, 4,0 HEY3HABAEMOCTM Npeobpasns
OAHY M3 KOMHAT COBCTBEHHOWM [BYXKOMHATHOWM
KBapTMPbl, Kak MOXHO Obla10 Bbl NOAYMATh — Ma-

A JoMalHAA }KUBONUCD.

CnuHa. 1999. Xoscr,

Macno, akpui. 68,5x61.

YacTHoe cobpaHue,
dpaHums

Home Painting: Back.
1999. Oil on canvas.
68.5x61.

Private collection,
France

The Art

of Sensuous
Concepts
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Irina Nakhova’s creative work forms a complex
relationship with time: the latter may be con-
ceived contextually or, putting aside the search
for sources (of inspiration in general or the im-
agery of individual works), one may explore the
rules prompted by the material itself and the way
it is organized internally. In the second case it
will be much harder for the viewer to place what
he or she has seen (and even heard) in the con-
ventional framework of art criticism. We always
assume that the artist is free, but it is with enor-
mous effort that we refrain from giving names,
from the cultural practice of naming. Yet it has

Helen Petrovsky

long been admitted that contemporary art (if it
is truly contemporary) pursues a preemptive tac-
tic: not only does it merge languages itself, but it
discovers such zones of existence that may not
fit at all into existing categories or descriptions.
And if this is true, then we must trust this art and
try to make out its message, and only in the end
shall we compare this message with some estab-
lished nomination. Thus Irina Nakhova belongs
to the Moscow school of conceptual art, but this
should come about as a conclusion.

Of course we are dealing with an original art-
ist. However, each artist is original by definition.
The method of analysis practiced by traditional
art history dictates a tough alternative: we are
either confronted with a creator whose talents
allow him or her to break out of the general line
of artistic progress or we encounter a representa-
tive of nothing other than this line. In both cases
determination is implied; in the first instance
it is the law of exception and in the second it is
the ruling principle of norm. In our reasoning
we are unable to retain that nondescript interim
position which the artist occupies most often
(or creates for himself or herself). Being neither
“genius” nor “typical representative,” the artist
chooses paths that call into question dual think-
ing itself. Moreover, if the artist is really consis-
tent, he or she is in no need of legitimization on
the part of art history. Irina Nakhova has been
compared to El Lissitzky and Ilya Kabakov. No
matter how appealing such comparisons may be,
they are still on the level of simple name giving.
In my opinion, it is the artist herself who is the
point of departure.

To describe this Irina Nakhova uses the word
“necessity.” It is necessity that makes her paint,
produce painterly works, in other words, it
stands for exigency, longing and passion. And
again it is necessity that filters the end prod-
uct: only that which is brought to life by neces-
sity — which one cannot do without — should
be shown to the public. Necessity leads in two
directions: it calls for self-expression, efforts
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Enexa MeTtposckas

MckyccTBo
UYBCTBEHHbIX
MOHATUN

[ oMaLIHAA }KUBOMUCD.
Kowka. 1999. Xoncr,
Macno, akpun. 61x61
CobpaHue lepmaHa TuTOB3,
Bonoraa

Home painting: Cat. 1999.
Oil on canvas. 61 x 61
German Titov's collection,
Vologda RU

A [lomawHssA }KMBONUCH.

Max. 1999. XoncT, macno.
41%46

Home painting: Groin.
1999. Oil on canvas. 41 x 46

cTepckyto. [Ans 3Toro 6bin MCMOJIb30BaHbI JINCTDI
6enoit Gymaru, rasoreHHble lammnbl U OTKYAa-TO
B3gBlasca nogbopka xypHana “Elle” 1970-x. MNo-
CTeneHHO KOMHaTa npeobpaxanace. HeT comHe-
HUI B TOM, UTO ee NMOoAroToBka — 0ByCTPOMCTBO
MPOCTPaHCTBa — UrPasia HE MEHEE CYLLECTBEHHYHO
pOJib, YEM TO, UTO MOAYUMNIOCh B pe3ynbTaTe — be-
Jibli 06beM, OOKAEEHHbIN BbIPE3KAMU W3 KYPHa-
JIOB TaK, UTO TEPSSINCb — PACMIbIBAINCL — €ro
reomMeTpuyeckme ouvepTaHus. ITOT MPUHLUN —
NPUHYUN CMONKHOBEHUS PAa3HOPOOHbIX NPOCMPAHCME —
CTaHET, Ha MOW B3r1s 4, ONpeaenstow MM ANis BCe-
ro TeopuecTtsa VipuHbl Haxosor. B Ton nepsoi
MPOCTPaHCTBEHHOM paboTe, HasBaHHoOW “Kom-
Hata N21” (Xy4OXHMLA HECKONbKO pa3 pe3Ko
MeHsNa OBIMK CBOErO KU/ULLA), CTOJIKHYJINCH
APXUTEKTYPHOE MPOCTPAHCTBO, MU KyD orosieH-
HOW KOMHaTbl, MPOCTPaHCTBO M300pa3uTeNbHOE,
OpraHW30BaHHOE MPEPLIBUCTLIMU KPyramm u u-
HUSMU U3 KYPHasIbHbIX BbIPE3OK, U MPOCTPAHCTBO
nepLenTUBHOE, MPEBOCXOAsLLEE TO U ApYroe CBO-
MM MPUHLMMNUAIBHO HOBbIM KauecTBoM. YUToObI
OLLEHUTb 3TO NOC/eiHee, B KOMHATY HY>XHO 6bls0
BOWITU U KaKOE-TO BPEMS OCTaBaTbCs TaM.

KomHata He 6bl1a M30aMpoBaHa OT MPOCTPaH-

CTBA XMW3HMW, TO €CTb OHAa HE BbLICTABASNACH, U B
3TOM ee KapAMHaJibHOE OTnUMne OT toHOW UH-
ctannsummn 6onee nosgHux BpemeH. OHa cama
06pa30BbIBasa HEKOE NEPLENTUBHOE UCKAXKEHWE
peanbHOro MPOCTPaHCTBA U B 3TOM CMbIC/IE MO-
BTOPSA/1a XMBOMUCHbIA MJIJTIO3MOHU3M, KOTOPbIN
Bcerna 6611 HaxoBol Tak nHTepeceH. bonee Toro,
y KOMHaThbl 6b1/10 elle 0fHO U3MepeHne — CoLU-
anbHoe. OHa Bblna co3paHa B 3MOXy MOAMNObS,
Korga HeopuuManbHble XyLOXKHUKM MpakTuue-
CKW He BbICTaBAANUCL. KBapTUPHbIE BbICTABKU U
obcyxaeHus cranu 6narogatHort (xots u orpa-
HVILIEHHOVI) Cpenown, B KOTOPOW TOJIbKO UM Cylue-
CTBOBaNIO fAaHHoe uckyccteo. CnepoBaTesnbHO,
“KomHaTa” HaxoBoWw sBAsnach ecTecTBEHHbIM
paclwupeHem dTOWM Cpeabl, MapKepoM BHYTpPW-
COLLMaNbHbBIX OTHOLWeEHWH. VIMeHHO moTomy no-
Ka3aHHasi Ha PeTPOCMNEKTUBHON BbICTaBKe paboTa
(uTo Npr3HaeT cama Xy40KHMLA ) MOTePsi/Ia CBOKO
OblNyI0 OCTPOTY.

Ye Toraa pan o cebe 3HaTb OAWH W3 W3HO-
6J1EHHbBIX MPUEMOB XYA,0KHULLl — Ha CEroAHSALW-
HeM s3blKe ero onpeaenstoT Kak Knun-apT. Ecniv B

“KomHaTe NO 1" MOXHO 6bIJ10 TOBOPUTL O KOJ/1a-
KupoBaHun (MaTepuanom Asis pasbsThiX Ha ua-
CTW KONINAXKEN KaK pa3 v cykuam dburypsl, Beipe-
3aHHble u3 xypHana “Elle™), To B skuBonmcHbIx pa-
6oTax 3Ta TEXHUKA UCMOJIb3YETCs TakK, UTo co3aa-
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eTcs cBoeobpa3Hoe ABYXC/IOMHOE n30bpakeHue.
Annnuvkauum obpasytoT C/I0XKHYH0 Byasb, Kak bya-
TO HabPOLEHHY MOBEPX KMBOMUCHOM KapTw-
Hbl. MIHOrA.@ OHA A,OCTUraeT TakowM MJIOTHOCTH, UTO
OuU€eHb TPYLHO Pa3/iMunNTbL CKPbIThE 32 Heto dop-
Mbl. Bnpouem, nonobHas nepapxunsauns nobpa-
KEeHUS — BO MHOrOM b deKT NpuMeHsemMon Tex-
HWKW. Beab knun-apT npepcrasnser cobont rpa-
duueckne snemeHTbl 0OPOPMAEHUA, HE MPETEH-
[yloLLMe Mo OTAENbHOCTU Ha NoJIHOTY. [MoBTope-
HUE WAU MYAbTUMNAMKAUMS WwabfoHa cofepia-
TeNbHO He aenatoT ero borave. bonee Toro, Haxo-
Ba HAPOUMTO MCMOMb3YET "CHUXKatOLWME" 3n1eMeH-
Tbl, HanpuMep LMbpbl MK TpadapeTbl AETCKUX
UrpyWweK, HOBOrOAHUX €I0K MW AOMALWHUX XKW~
BOTHbIX. Takas 3aBeca BXOAWT B SIBHbIA KOHGANKT
CTEM, UTO OKa3bIBAETCS 3aC/IOHEHHbIM €H0; MHOTA,A
06 3TOM MOXKHO Y3HaTb TOJILKO W13 MOSCHEHUS K
Ha3ssaHuto (B cepuu “lomalHert xusonucn” 3To,
k npumepy, “Kowka” nnwn “Max").

Ho xouy BepHyTbcs K paboTam, raoe wabnoH
BCE-TAKW UrPAET MNOAUMHEHHYIO POJib, BbIMOJHSS
GYHKUMIO Pa3METKU  XKMBOMUCHOTO MPOCTPaH-
ctBa. MHe npeacTaBaseTcs, uto cpesn MHOMMX
WMHTPUTYIOLWLUX KMBOMUCHbIX paboT ocoboro yno-
MUWHaHWs 3acnyxusaeT TpunTtux “bnaroseweHune”
(2002). [laxxe ecivt HNUETO HE 3HaTb O TOM, Kakue
obpa3bl iernn B ero ocHosy (a 31o doTorpadum
n3 kHurn b. bnatta u ®. Kannana “Poxpgectso B
ynctunnwe” (1966), pasobnavasweir ycnosus
coflepKaHus MauMeHTOB B TOCYJapPCTBEHHbIX
nputotax Ans ymanuwenHsix 8 CLUA), aaxe 8
3TOM CNlyuyae 3puTess He MOKMAAEeT ollylieHue
TaxecTn u becnokounctBa. Kueonuch MpuHbl
HaxoBoW noauepkHyTO HeHappaTmeHa. Ha Tpex
NOJIOTHAX, BXOAALWLMX B KOMMO3MLMIO, MOKA3aHbl
bUTYpbI XKEHLWH, TPUUEM Ha IEBOM U LLeHTPaslb-
HOM MOJIOTHE WX JINLLA CPE3aHbl CAMOW MJIOCKO-
CTbO M300paKEHUS, a Ha MPABOM MOMPYKEHbI
B HEMPOHULAeMyto TeHb. Anno3uns Ha bubneir-
CKUI MOTWMB, CTas10 ObITh, HE MNOAKPENIAETCA HU
NPUCYTCTBMEM TPALULMNOHHBIX NMEPCOHAXKeN, HK
oXxupaemon peakuuen [lesbl Ha NMPUHECEHHYHO
6naryto Bectb. CobCTBEHHO, OcTaeTcs Nvwb Ha-
POYHasA HaCbIWEHHOCTb LBETA W CBETA, KOTOPast
[BYCMbIC/IEHHa cama no cebe. Tsxesnble >XeH-
ckne durypbl, oObsTbIE CO BCEX CTOPOH Jasy-
pbto, 0baueHbl B CBET/IblE KA3eHHblE OLEXAbI,
M UMEHHO WX CTEPU/IbHYIO U BECccMbICNIEHHYHO
HEMOABUXHOCTb W BbisSiBASET HOXECTBEHHbI
cgeT. TpadgapeTom Ha 3TUX KapTUHAX BbICTYMaloT
KpacHoOBaTble NATHa-GUIypKM, OTAANEHHO HaMo-
MUHatoLMe XepyBMMOB ¢ “MesyHckoro guntuxa”

Helen Petrovsky

The Art
of Sensuous
Concepts

JomawHas >Xusonucb
N2 1. 1998. XoncT, macno.
115,5%x183

Home painting No. 1. 1998.
QOil on canvas. 115.5x 183

F

at self-identification, but it also has an ethical
meaning. Necessity is not only clarity of enuncia-
tion, but the fact that this enunciation is a priori
addressed to others. Moreover, it is shaped by
those others. Nakhova’s modesty (I did not ex-
hibit often in the Soviet time, she says) is the
reverse of her sense of ethical measure: not ev-
erything, to be sure, is subject to demonstration.
What should be shown are only works reflect-
ing the achieved level of artistic understand-
ing. Faithfulness to necessity results in painting
(about a hundred — hundred and fifty canvases
produced by the artist) and more than two doz-
ens of installations. But even this statement of
fact may lead one astray — both painting and in-
stallation are generic definitions. However, Irina
Nakhova’s works do not easily fit into generic

formulae. Her experiences are invariably linked
to space, and everything begins with living space
or the environment.

This, however, brings us back to time. During
the cold winter of 1983 when life seemed fin-
ished and time appeared fulfilled, at the height
of despondent stagnation, Nakhova decides to
change her private life by transforming beyond
recognition one of the rooms of her two-room
apartment — as one would think, her studio. For
this purpose she uses sheets of white paper, hal-
ogen lamps and a pile of Elle magazines dating
from the Seventies, the origins of which remain
obscure. The room was gradually transforming.
There is no doubt that its preparation — the al-
teration of space — played no less a part than the
end product, namely, a white cube covered with

T
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S BnosiHe pa3gensto 31o Habto-
fieHue, cenaHHoe KypaTopom
BbICTaBKM B I. Byctep MapuHon
MaHrybu. Cm.: IRINA NAKHOVA.
When Will You Be Home? Wooster,
Ohio: The College of Wooster
Art Museum, 2003.

KaHa ®yke'. B gaHHOM c/iyuae ucnosib3oBaHue
annvKaLmMii OTBEYAET CPa3y HECKOIBKUM LLeSISM.
Bo-nepBbix, 3T0 No-npexHemy pog, 3aBeckl, Map-
Kep 04HOro 13 AByX OCHOBHbIX 3KMBOMUCHbIX MPO-
cTpaHcTB. [MossneHue TpadapeTa u ero nerkas
uBeToBas npopaboTka AeNalT MNPOCTPaHCTBO
KapTUHbl  MHOTOC/OMHbBIM, MpobiemaTnsnpys
OTHOLWeHWs 3puTens ¢ durypaTveHbiM M306pa-
)KEHMEM KaK TakoBbIM. BO-BTOpPbIX, HECMOTpPS Ha
nyctyto (nosTopstowytocs) Gopmy, annankauus
MPOAO/IKAET 03Ha4yaTb: Mbl BUAWM He MPOCTO
OTAE/bHbIA 31E€MEHT, HO 3NEeMEHT, CNyXaliui
nsobpaxkeHnem yero-to. B “Bnarosewerun” du-
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TYPKW aHTESI0B MOXOXM Ha PyKe HE MeHbLLIE, UeM
Ha CBOWMX COOpaTbeB C TUPAKUPYEMbIX POXIe-
CTBEHCKMX OTKpbITOK. CnenoBaTesibHO, KaHOHU-
UeCKUI CHOXKET MPUODPETAET B TPUMNTUXE OTTEHKM
MaccoBOW KyJibTypbl. HakoHeL, 6narosaps ceoew
NMPUHAANIEXHOCTU K APYrMM CJIOAM KYJIbTYpbl,
TpadapeT BCTynaeT B cofepKaTesibHOE OTHOLe-
HUE C OCHOBHbIM WM30b6paxeHueM. Mcnonb3ys
CHM>KAIOLW NI A3bIK B €r0 NMPAMON CEMaHTUUYECKON
bYHKLMM, XyLOXKHMLA CIOBHO CTABUT Nepes, 3pu-
TeseM BOMpPOC: B YUeM COCTOUT bBnaras BecTb AN
3TUX XEHLWMH U KTO (Mnm l—ITO) ABJIAETCA €€ HOo-
cutenem? Ecnm npoposmkuTh pasmbllUieHUs Ha

BnaroseweHune. Tpuntux.

2002. XOJICT, Mac/10, akpui.

152x96,5; 132 x 183;
152x101. CobpaHue
MockoBckoro myses
COBPEMEHHOTO MUCKYCCTBa

Annunciation. Triptych.
2002. Oil and acrylics

on canvas. 152 x 96.5;
132x183;152x101.
Collection of Moscow
Museum of Modern Art

magazine clippings so that that its geometric
outlines became completely blurred and erased.
I think that this principle — the confrontation
of heterogeneous spaces — will be decisive for
all of Irina Nakhova’s works. That first spatial
ocuvre entitled “Room No.1” (the artist dramati-
cally changed her interior several times) saw a
confrontation of architectural space — i.e., the
cube of the emptied room, — pictorial space cre-
ated by the magazine clippings organized into
discontinuous circles and lines, and perceptual
space that surpassed them both with its unprec-
edented quality. In order to appreciate the latter

one had to step into the room and stay there for
a while.

The room was not isolated from the space of
life, that is to say, it was not exhibited, which
sets it in sharp contrast to all later day instal-
lations. Already by itself the room appeared
as a kind of perceptual deformation of a space
that was quite real, and in this it repeated that
painterly illusionism that has always fascinated
Nakhova so much. Moreover, the room has yet
another dimension, namely, a social dimension.
It was created in the time of the underground
when unofficial artists practically did not exhibit
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A Probably Would. 2005. 2.
JlamyvHuMpoBaHHas Tepmorne-
YyaTb Ha BUHUJIE. 2400 x 380.
lanepes Nailya Alexander, NY 3.

Probably Would. 2005.
Laminated thermal inkjet
on vinyl. 2400 x 380. Nailya
Alexander Gallery, NY

MpuHa Haxosa nepeBoauT HaszBaHue cI0BOM “Bo3MoxHO".
B aHrMiicKo BepCKm ecTb ykasaHue Ha 60bLyto BEPOSTHOCTb
CBEpLIEHUs Yero-To B ByAyLemM BpeMeHU — TOJIbKO UEero, HEMOHATHO.

Cate McQuaid. “Complex reflections on oppression. Soviet-
born artists take on legacy of gulags.” — In: The Boston Globe,
January 7, 2007 at: http://www.boston.com/ae/theater_arts/
articles/2007/01/07/complex_reflections_on_oppression

4. "Apocalypse: Contemporary Visions,” Candice Dwan /

Nailya Alexander Gallery, New York, NY (2007).
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3Ty TeMy, TO BCTaeT BOMPOC O PesIMrnmo3HocTu be3
Bora u 06 aTnueckmx npobaemax KOMMYHUKALLMK
CTeMM, KOro OBLLECTBO HE 3KENAET MHTErPUPOBATD
B CBOM PsIAbl.

B KakoM-TO cMbiCie KyJbMUHALMENR UCCaeno-
BaHUsl MPOCTPAHCTBA C MOMOLLbIO TpadapeTHOM
TEXHUKU CTAHOBUTCS uMHcTannsauus “Probably
Would”2 (2005). [lns ee onucaHus BOCMosb3y-
toCb cnoBaMm oueBuaua: “Haxosa koanaxupyer
KpynHodopmaTHele GOTO CEPMaHTUHHbLIX Ma-
pasos, Hbio-Mopka 11 ceHTabps u cHera. doTo-
rpaduu 3anonHST KOMHATy; OHW BTOPraloTCs
B 3pUTENILCKOE MPOCTPAHCTBO TEM, UTO CTENATCS
no nosy. HeBO3MOXHO PasMunTb MPasgHUK U
onycTolleHue, v HeuTo Benoe, NeTalee B BO3AYXE,
yaBaveaetcs apdexkTom cTupanHus” 3. M3obpaxe-
HWE He TOJIbKO PACCTUIAETCS MO MOJTY; KaXETCs,
UTO OHO YXOAMT BHW3, @ 3pUTESIb NAPUT HaL Ouep-
TaHWAMM NPOBAJINBAIOLLUXCA KY4A-TO FOPOACKUX
KBapTanoB. TOHKas MAeHKa U3006paxkeHus To an
OKYTbIBAET pa3BeLleHHblE MO CTeEHaM paboTbl, TO
SN HaXxOAWTCS MOJ, HUMW — MOXOXKE, UYTO OCHO-
BO WM C/Y>XUT mpo3pauHbii (Ma1acTMKoBbiA)
doH. Bce B 3TOM KOMMO3WLUM HAXOAMUTCS B MOA-
BEWEHHOM COCTOSHUW. Besbie natHa Tpadapera
HaMOMMHAIOT HE CTOJILKO CHET UJTW ChIMJTIOLLYHOCS
KPacKy, CKOJIbKO OTMafeHue KYCKOB CaMOW pe-
anbHOCTU. He cnyyaHO MHCTannsumMs yyacrteo-
Bana B BbicTaske “CoBpemMeHHble 0b6pasbl Ano-
Kanuncuca” 4. B naHHoOM paboTe, KOTOpas CHOBa
MCMONb3yeT MPOCTPAHCTBO KOMHATbl, 3pUTESb
OKa3blBAETCSA BTSHYTbIM B O/IM3KUE U TPEBOXKHbIE
OTHOLLEHWS C FOPOACKON Cpeaow, 0BbIUHO UM He
3amMevaemoi. YTo fO/1KHO NPOM30MTH, UTOOGbI ro-
poA, cTan BuaMMbIM? HaBepHOE, MONTU CHEr, 0CO-
H6eHHO rycToi 1 Mnkuii Ha MaHxatTeHe. i —
CTPALWHO NPEeANoN0NKUTL Takyto BO3MOXHOCTb —
ropof, LOJKEH CTaTb OOLEKTOM aTaku, Kak 3TO
y>Ke OLHaX bl CTYUMIOCh. DTO CAYUUIOCH, U OT-
ctofa npeaynpexaeHune-axo: “Probably Would”.

NHcTannaums noctpoeHa Mo MpuHLMMy op-
raHW3auMu 3KMBOMWCHOMO MpOCTpaHcTea. Mpw-
Ha HaxoBa aBHO Hayuwnacb MCMoab30BaTb 06b-
EMbl Pa3HOro MPOUCXOXKAEHUS BMECTO MPUBbIY-
HbIX XOICTOB. TeXHWKA WCMOJSIHEHUS U B CaMOM
nene oueHb npuxotnuea. Cozgasaemoe n306pa-
JKEHWE BCTYMAET B HEECTECTBEHHYIO CBSA3b C W3-
HpaHHbIM “cynnopTom”, MOCKObKY BCAKWIA pa3
UNO3NOHNUCTCKK aedopmupyet ero. Jdedbopma-
LMS ¥ NPOWU3BOAMUT Ha 3pUTENs TaKoe HEOXMAaH-
HOe BreuatieHue. DTUM NPUEMOM CHUMAETCH TO,
UTO MOXHO 66110 Obl Ha3BaTL ducmaxyueti scmemu-
yeck0zo cozepyarus. OOBLEKT He TONbKO OKpyKaeT

Helen Petrovsky

The Art
of Sensuous
Concepts

Probably Would.
2005. [letans

Probably Would.
2005. Detail

I fully agree with this observa-
tion made by the curator of a
show in Wooster Marina Man-
gubi. See: Irina Nakhova. When
Will You Be Home? Wooster,
Ohio: The College of Wooster
Art Museum, 2003.

Irina Nakhova renders the title
in Russian as Vozmozhno. The
English version points to a high
probability of something occur-
ring in the future — only one
doesn’t know what exactly.

Cate McQuaid. “Complex re-
flections on oppression. Soviet-
born artists take on legacy of
gulags.” — In: The Boston Globe,
January 7, 2007 at: http://www.
boston.com/ae/theater_arts/
articles/2007/01/07/complex_
reflections_on_ oppression

their works. Apartment shows and discussions
became that fruitful (although limited) ground
that alone allowed for the existence of this art.
Nakhova’s Room is therefore a natural extension
of her milieu as well as a mark of intra-social rela-
tions. This is why as part of a retrospective show
such works lose their former acuteness (and the
artist admits it herself).

One of the artist’s favorite devices presently
described as “clip art” dates back to the self-
same period. If “Room No.1” was an example
of collage technique (dismembered collages
were made up of nothing other than the figures
cut out from the Elle magazine), the painterly
works apply clip art to create something like a
double-layer representation. Cutouts form an
intricate veil which seems to be slipped over the
painting. Sometimes the veil becomes so dense
that it is very hard to discern the forms beneath
it. But such representational hierarchy is largely
the effect of the technique itself. Indeed, clip
art amounts to graphic elements of decoration
that do not combine into a whole. Repetition or
multiplication of a stenciled image does not en-
hance it in terms of content. Moreover, Nakho-
va deliberately uses derisory elements, such as
simple digits or images of children’s toys, Christ-
mas trees and pets. The veil contradicts what it
conceals; sometimes one learns what it actually
is only from the subtitle (“Cat” or “Groin” may
serve as examples from the Home Painting series).

ButIwould like to return to those works where
the stencil continues to play a subordinate role
by simply marking out pictorial space. I think
that the triptych entitled “Annunciation” (2002)
clearly stands out among the many intriguing
painterly works. Even if one knows nothing of
the images that it is based upon (and they are
photographs from B. Blatt’s and F. Kaplan’s book

“Christmas in Purgatory” (1966) denouncing the
life of patients in state-supported institutions
for the mentally handycapped in the USA), even
then the viewer can’t help feeling anxious and
depressed. Irina Nakhova’s paintings are mark-
edly non-narrative. The three canvases that form
the composition depict female figures. How-
ever, in the left and central pieces the faces are
cropped off by the picture plane itself, while on
the right canvas they are plunged into pitch-
darkness. Thus the allusion to the Biblical story
is supported neither by the presence of the tra-
ditional characters nor by the Virgin’s expected
reaction to the Good News brought to her. What

remains instead is the baroque richness of color
and light, which in itself is ambiguous. The heavy
female figures enveloped in sky blue are clad in
light-colored institutional robes, and it is their
sterile and senseless immobility that the divine
light makes visible. Reddish stains or figures
vaguely resembling the cherubs from Jean Fou-
quet’s Melun Diptych serve as stencils for these
pictures®. Here the use of cutouts follows several
goals at once. First, we are dealing again with
a kind of veil or marker of one of the two main
painterly spaces. The appearance of stenciled
images and their subtle coloring make the space
of the picture multilayered, problematizing the
viewer’s relationship with figurative representa-
tion as such. Second, despite its empty (repeti-
tive) form, the appliqué does not stop signifying:
what we see is not merely some independent ele-
ment, but an element that is a representation of
something. In Annunciation the figures of angels
are no less reminiscent of Fouquet than of their
counterparts from Christmas cards printed in as-
tounding numbers. Thus, in Nakhova’s triptych
the canonical story adopts the overtones of mass
culture. Finally, thanks to the fact that it origi-
nates in other layers of culture, the stencil forms
a meaningful relationship with the main repre-
sentation. Using derisory language in its direct
semantic function, the artist seems to be asking
the following question: What is good news spe-
cifically for these women and who (or what) de-
livers it? If one goes on with this reflection, one
has to address the issue of religiosity without
God as well as the ethical problem of communi-
cating with people whom society does not want
to integrate into its ranks.

In a certain sense the exploration of space
with the help of stenciled images culminates in
the installation “Probably Would” (2005) . T will
cite the words of a critic who was present at the
show: “Nakhova collages large-scale photos of
ticker-tape parades, New York on 9/11, and snow-
fall. The photos fill a room; they encroach upon
the viewer’s space by creeping onto the floor. It’s
impossible to distinguish between celebration
and devastation, and the white stuff floating
through the air doubles as an eraser.”* Not only
does the representation creep onto the floor, but
it looks as if it continued downwards and the
viewer floated above the remainders of collaps-
ing urban blocks. The thin skin of representation
envelopes the works hanging on the walls or (an-
other possibility) is right beneath them — it is as
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Enexa MeTtposckas

MckyccTBo
UYBCTBEHHbIX
MOHATUN

Apy3bs 1 3HakoMble.
1994. fletans.

Friends and Neighbours.

1994. Detail.

3pUTENS CO BCEX CTOPOH — OH MOACTYNAET K Ham
HaCTO/IbKO HIM3KO, UTO HaUMHAET BAMSATb Ha aBTO-
MaTW3M HaLWX TENIECHbIX peakLuii. B pesynbTaTe
nepuenTUBHO-IMOLMOHANbHAs aKTUBHOCTb 3pW-
Tess 3aMETHO BO3PaCTaeT: OH NEePEeXMBaeT CMelLe-
HWE NI HapyLLEeHWe KYJbTYPHO 3a4,aHHbIX FPaHuLL.

HecmoTpst Ha SiBHYO COLLMa/IbHYO OPUEHTALLMIO,
MCKYCCTBO HaxoBoW coBcem He aAnaakTUUHoO. B Hem
BCErga NpWCyTCTBYET yAMBNEHNE — TO, UTO yAuB-
NISeT 3pUTENS, U TO, UEMY XYAOXKHULLA He ycTaeT
yANBASTbCS cama. OLHUM U3 UCTOUHUKOB Herpe-
xoasuwero uHtepeca gas Haxoson Bcerpa Obina
NCTOpUS UCKycCTBa. Peub naeT He NpocTo O 3amum-
CTBOBaHMM MOTUBOB, @ O TAKOM COEANHEHWUW NPO-
LIJIOTO C HACTOALWMM, KOrAa B3anMHOE HaloXKeHMe
MeHsieT 1 To v apyroe. B kauectse npumepa npw-
BEAY MHCTanAsumMio 1994 roga “[py3bs u 3Hako-
mble”. [0 3aMbICay XyA0XKHWLbI 3pUTEb MOMNafAET
B MOMeELLEHUe, TAe ero CO BCeX CTOPOH OKPYXKatoT
aHTUYHble cTaTyu. Mpun Bamxanwem paccMoTpe-
HWMW OKa3blBaETCS, UTO 3TO M30OPaKEHNS, HAHECEH-

Hbl€ Ha MOBEPXHOCTb BETXMX MasbTO, MOKOSLLUXCS
Ha MOPTHOBCKMX MaHekeHax. Ho 3To He Bce. Mpu-
KOCHOBEHME K OAEX /e BbI3bIBAET 3BYK: MasibTO, HE
CTECHSISICb B BbIPAXEHUSX, OTCTAUBAET FEHAEPHYHO
TEPNMMOCTb WU PaBEHCTBO MOJIOB. 3pUTENb Ol a-
paweH. OH He 0Xugan ycbiWwaTb NPOCTOPEUHYHO
HpaHb, UCXOAALLYIO OT TaKMX NMPEKPACHBIX TES.

B WHcTannsumm CHOBa CTafKMBAOTCS pPa3HoO-
POfHblE MPOCTPAHCTBA, MpeX.ie BCEro Bu3yasb-
HoOe, TakTunbHOe 1 3BykoBoe. Ho VMpuHa HaxoBsa
[LeiCcTBYeT U Ha yPOBHE CTOJIKHOBEHWS ABYX TUMOB
TpadapeTos, TOUHee rosops wabsoHoB. Beab co-
rNacumcs, 4to 06pasbl aHTUUHOWM KYJIbTYpbl HE Cy-
LLeCTBYIOT camu no cebe — OHW BKJIHOUEHbI B 0O-
WK NOTOK BOCMPUSTUS, OTMEUEHHOIO OAHOTUM-
HOCTbIO U HECMOCOBHOCTHIO CXBATUTb YHWUKAJIbHOE.
Bo3posaaeT nx K XWU3HKU, KaK HU CTPAHHO, KMBO-
NMUCb, @ UMEHHO HE3aMETHOE MOCPEAHMYECTBO XY-
LLOXKHWKA, KOTOPbIA pelwaeT COeAMHUTL OAHY Pa3-
HOBMAHOCTb WabaoHa ¢ Apyrot (cTapble NansTo
BOM/IOLLAIOT CaMblil HACTOAWMIA WpnoTped). XKu-
BOMWCb B A@HHOM CJlyuyae — He MPOCTOe UCMOJb30-
BaHMWE KPacoK M HE MAcTEPCTBO NOAPaXKaHUs. ITo
CKOpee XEeCT, C MOMOLLbI KOTOPOTro Ha NepeaHui
MJ1aH BblABUTAtOTCS paHee HeoUeBM A HbIE B3aUMOC-
BA3U, U XYLOXHWMK B 3TOM CMbIC/Ie — He PEMEC/IEH-
HWK, a MeamyM. MHaue roBops, Xunsonucew, ceros-
Hs BCerfa paboTaeT C roToBbiM MaTepMasomMm — B
€ro pacrnopsKeHUn Toxe peau-menabl. ITO CBs-
3aHO C TEM, UTO UCKYCCTBA YTPATUIIM CODCTBEHHbI
(YHVKasbHBIN ) 1306pa3UTEsbHBIN S3bIK 1 AKTUBHO
ncnosib3ytoT 06pasbl, BOSHMKAOLLME B MacCMeAMNa.

W Bce xxe MpuHa HaxoBa — NpupoXaeHHbI N Ku-
Bonucel,. Kak npumMupuTh 3TV 4Be pasHOHanpas-
JIEHHble TeHAeHUMUM? UTO 3HAUMT ObITb KUBOMUC-
LEeM CcerofHs, Koraa yLoBObCTBMUE OT CO3EPL,AHMS
KaK KOJMIEKTMBHAs KyJbTypHas MpakTUKa OCTa-
JOCb, HECOMHEHHO, B Npoluiom? HakoHeL, Kakyto
POJib UFPAET KMBOMUCH B UCKYCCTBE, KOTOPOE MO
onpeneneHuto KoHYenmyaabHo, HE3aBUCUMO OT ero
bOpManbHOM MPUHALNEXKHOCTU K OTAENbHbIM
HanpasaeHusM U wkosam? MNonarato, YTO XMBO-
MWCb B LAaHHOM CJlyuae COCTaBSIET HEYCTPAHUMBIN
0CTaTOK, TO, UTO BCErfa NPeosoeBaeTcs BO UMs
Uero-To APYyroro, HoO CaMo MpU 3TOM He nepecTaeT
COMPOTUBAATLCA. DTO TOT OCTATOUHbIA UYBCTBEH-
HbIV e, No KoTopomy 6e3ownboUHO pacno3Ha-
€TCs HernoBTOPMMOE UCKYCCTBO HaxoBOW — KOH-
uentyansHoe (B WMPOKOM WM Y3KOM CMbiC/E),
HO COXpaHSOLLEE TaKXKe 1 MepBOHaYasIbHbIN CI0K,
KOTOPbIN, KaK B HACTOSLLEM MasMMMcecTe, MoKpo-
FOT CBEPXY Y>Ke COBCEM APYrUe MUCbMEHA.

Helen Petrovsky

The Art
of Sensuous
Concepts

4. “Apocalypse: Contemporary
Visions,” Candice Dwan/Nailya
Alexander Gallery, New York,
NY (2007).

V [Opy3bsa v 3HakoMble.
1994. etans.

Friends and Neighbours.
1994. Detail.

if the works adhered to a transparent (plastic)
support. Everything in this composition is in a
state of suspension. The white stenciled stains
remind one not so much of snow or flaking paint
as the falling off of chunks of reality itself — it
is not by chance that the installation was part
of the show Apocalypse: Contemporary Visions.* In
this work, which again uses the space of a room,
the viewer becomes involved in a close and dis-
turbing relationship with the urban environ-
ment that normally remains unnoticed. What
should happen in order for the city to become
conspicuous? Perhaps, it should snow, the snow
in Manhattan being especially sticky and thick.
Or — a terrifying possibility — the city should
become the target of an attack as it already hap-
pened once. Yes, it did happen, hence a warning
and simultaneously an echo: “Probably Would.”
The installation is made according to the
rules of pictorial space. The only thing is that
Irina Nakhova knows very well how to use vari-
ous volumes instead of ordinary canvases. Her
technique is very intricate indeed. The represen-
tation created bears an unnatural connection to
its support by deforming it in an illusionist man-
ner every time. And it is the deformation that
impresses the viewer so much. The use of this
device results in the elimination of what may be
called the distance of aesthetic contemplation.
Not only does the object surround the viewer
on all sides, but it approaches us so closely
that it begins to affect the automatism of
our very bodily reactions. As a result, the
viewer’s perceptual and emotional activity
considerably increases: he or she experi-
ences the shifting or violation of barriers
rooted in culture.
Despite its overt social message Nakho-
va’s art is far from being didactic. It is
always full of surprise, be it that which surprises
the viewer or which remains a surprise for the
artist herself. The history of art has been one of
the sources of undying inspiration for her. This
has little to do with a simple borrowing of mo-
tives; rather it is such a combination of past and
present when their mutual superimposition
changes them both. By way of example I will
refer to the installation Friends and Neighbors
(1994). According to the artist’s concept, the
viewer finds himself/herself in a room with an-
cient statues surrounding him or her on all sides.
However, on close inspection it turns out that
they are paintings made on second-hand coats

that hang on tailor’s dummies. But this is not
the end of the story. If you touch the garments,
a sound will be heard: the coat, sometimes in
foul language, upholds gender tolerance or the
equality of sexes. The viewer is flabbergasted. He
or she does not expect to hear swearing coming
from such beautiful bodies.

Once again the installation is a confrontation
of heterogeneous spaces — the visual, tactile and
sonorous spaces first of all. But Irina Nakhova
also brings into conflict two kinds of stencils or,
to be more exact, clichés. It is clear that images
of ancient culture do not exist independently,
i.e., on their own — they are part of the gener-
al flow of perception that is characterized by a
universal equality of things and an inability to
extract the unique. That which restores those im-
ages back to life is, strangely enough, painting,
in other words, the subtle mediation of the artist
who decides to combine one kind of cliché with
another (old coats are mass-produced items,
to be sure). Painting here is neither the simple
use of colors nor the mastery of imitation. It is
rather that gesture that allows to highlight re-
lationships which until now remained unappar-
ent. In this sense the artist is not an artisan, but
a medium. Putting it more plainly, the painter
always deals with second-hand material today —
she /he too makes use of ready-mades. This may
be explained by the fact that the arts, having lost
the media proper to them (languages that ap-
peared unique), actively resort to images gener-
ated by the media.

Yet Irina Nakhova is a natural born painter.
How can one reconcile these two diverging ten-
dencies? What does it mean to be a painter to-
day when the pleasure of contemplation, being
a collective cultural practice, undoubtedly re-
sides in the past? Finally, what role does painting
play in an art which is by definition conceptual,
regardless of whether it formally belongs to a
certain movement or school? I think that in this
case painting constitutes an inescapable residue,
that which is always overcome in the name of
something else, but which continues to offer re-
sistance. It is that residual sensuous trace that is
the unmistakable sign of Nakhova’s art, at once
conceptual (in the broad or narrow sense of the
word) and one that possesses an initial layer
which, like a real palimpsest, will be dramatically
overwritten.

Author's translation
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Dpysbs
N 3HAaKOMbIé

1994

ManbTo, NOPTHOBCKME MaHEKEHbI, OKOJI0 160 cM
BbICOTOM KaxkAbli. Macno, akpun, 3n1eKTpoHMKa.
NHxeHep Map BbopH. Bua nHcrannauunnm.
Kunsthallen Brandts Klaedefabrik, OpeHce, aHus.
CobpaHue OTKpbITON ranepen, Mocksa

Coats, dummies, approx. 160 cm height each. Oil and acryl-
ics, electronics. Engineering: Per Biorn. Installation view,
Kunsthallen Brandts Klaedefabrik, Odense DK. Collection
of Open Gallery, Moscow
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o kpaiiHen HeobxoaMmMocTH

be3pomHbIh KoHUenTyannsm UpuHbl Haxoson
1 B3pbIB poTorpadrueckoro B ee UHCTaNNALUAX
MOCTCOBETCKOro nepnoaa

Kannvonu
MunHnypakm

» WpwuHa HaxoBa HaBewaeT Bukropa

1.

2.

Mueosaposa B [lome TBOpUecTBa
XYAOXHUKOB, o3epo CeHexx, 1978.
Poto: AHaTonwmii Mpuutok

Irina Nakhova visiting Victor Pivovarov
at a Union of Artists' retreat house

near Moscow, Lake Senezh, 1978.
Photo: Anatolii Gritsyuk

S Hayana 3TMM 3aHNMaTbCS MO KPaHen HEOBXOAMMOCTH Aaxe

npexae, Yem y3Hasna CJI0BO MHCTaNNALMS. ITo 66110 B 1980-X, Mpu
BpesxHeBe, koraa ka3anoch, UTO HaCTynaeT KOHEL, CBETA. .. Ka3anocs,
UTO BCE KOHUYEHO M HMUETO HUKOTAA HE n3MeHuTCs . .. [Mo3xe BukTop
MBOBAPOB CKa3a, UTO UCKYCCTBO — 3TO TBOS XKU3Hb. Ecan uto-TO
co3paellb, TO HaLO AENATh 3TO TOJILKO MO KpanHen HeobXxoANMMOCTH,
MHaue OT NPOU3BEAEHUI UCKYCCTBA NPOXO4y He byaeT... W Beab

3TO NpaBAa: NPOU3BEAEHUS UCKYCCTBA, CALENaHHbIe MO KpaliHen He-
06X04MMOCTH, 061a4at0T KAKOM-TO BHYTPEHHEM SHEepruei, Kotopas
Bo3zencTByeT Ha 3puTens”. becega VipuHel Haxosoit ¢ MaprapuTon
Tynuubiton 8 “A Conversation with Irina Nakhova", in Moscow Partisan
Conceptualism: Irina Nakhova and Pavel Pepperstein, London: Orel Art,
2010. P. 28.

Moxxanyi, Hanbosee pasnTebHbI MPUMEP TOMY — NPUralleHne
MPUHATb yYacTve B BbiLLEYNOMSHYTO BbICTaBKe, MOCTYMNMBLUEN
HaxoBow oT MaprapuTbl n Buktopa TynuubiHbiX. Bo BcTynuTenbHoum
cTatbe K kaTanory Mapraputa TynuubiHa OnNpeaenna Lesb BbICTaBKM
KaK " eMOoHCTpaumio GopMabHbIX M TEOPETUUECKUX CTPATEMUiA
MOCKOBCKOrO KOHLLEMNTYa n3mMa Ha npumMepe Agyx ero “areHTos” ...
NPOTUBOMOJIOXKHOIO MOA U K TOMY e MPUHAA/EXKALWMX K Pa3HbIM
nokoneHusm”.
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3a nocnesnHue Tpu gecstunetms VipuHa Haxosa cospasana v nepensobpe-
Tasa UCKyccTBO “KpaiHen HeobxoaumocTn” ' n ana Toro, utobel MPOTUBO-
CTOATb YYBCTBEHHOWM aMHE3NU ObITUA MPU KOMMYHUCTUUYECKOM WM Karnu-
TaIMCTUUECKOM TOTAJIMTAPUIME, U AJ1S TOTO, UTOObI CMPABAATLCSA C JINUHbI-
MW NEPEXMBAHNAMM, CBA3aHHBIMM C yracaHMEM CO3HaHWA POANTENEN, CTpa-
AaBWmx 6one3HbI0 ANbLreiiMepa, M UX CMEPTbO. Y Hee MpoTUBOpeUnBas
nosuuus. C 0aHOM CTOPOHbI, HaxoBa cTpacTHO N06UT TPaAULMOHHYIO TeX-
HMKY KMBOMUCK, C PYrON — PaamnKaabHO OTKa3blBAETCA OT pabOThl B O4HOM
CTWIE W CO3A,a€ET MPOU3BEAEHNS B CMEWAHHON TEXHUKE, MHTEPAKTUBHbBIE MH-
CTaNNALUUN — OT MPOCTbIX COMOCTABAEHMUI CKYbMTYPHbIX 06bEKTOB A0 “TO-
TanbHOM" cpeapbl. HaxoBa nccnesyeT WMpOKMid CNEKTP BEYHBIX TEM MCKYC-
CTBA M aKTya/IbHbIX OBLLECTBEHHbIX BOMPOCOB, OLLHOBPEMEHHO CTaBA MOJ, CO-
MHEHME NPUHLLMMbI KOHCTPYMPOBAHWA U NEPEAAaYn CMbICIOB BU3yasbHOrO
v BeEpBaNbHOTO, XyA0KECTBEHHOIO M MOBCEAHEBHOMO A3bIKOB. XYA0XKHMULA
peako npeanounTaeT o6bekTbl MAEAM. BMECTO 3TOro OHa KOHKPETU3IMPY-
€T 3TV naev 8 06pasax pasHOro NPOUCXOXKAEHUA U TEXHWUKU, MYJIbTUCEHCOP-
HOrO OMbITa U APKOW BU3yaNbHOCTM, KOTOPas BCErAa OTAMYaNa ee OT pyc-
CKUX KOHLLENTYa/IMCTOB M 3anaAHbiX NOCTMOAEPHNUCTOB, BNPOYEM, CbIrpas-

LWLNX BaXXHYHO POJib B €€ CTAaHOBJIEHNU KaK Xy40XXHWKaA.

MHTepec HaxoBol K MynbTMMeAMa BCELLENO PEASTM30BAICS B UHCTANNA-
LMSIX, CO3LaHHbIX MOC/E BbIXOAA U3 3aMKHYTOrO aHAerpayHia MOCKOBCKO-
ro KOHUENTyanu3ma, B psae paboT B CMeLaHHON TEXHWKE, CO34aHHbIX Ha
NPOTSXXEHWUM NOCAEAHUX 20 NeT. Tem He MeHee 3TV paboTsl NO-NpeXHeEMY
CBSA3bIBAOTCS C PYCCKMM NMPOUCXOXAEHWUEM €€ BEpCUU KOHLLenTyannsmaz2. B
MEePBOW YaCTK 3TOW CTaTby B MPOTUBOBEC OOOBLLEHHBIM TPAKTOBKAM FOBO-
pUTCS O HEBO3MOXHOCTU CBA3aTb NMPOUCXOXAeHME ee paboT C OA4HWUM UC-
TOUYHWKOM, @ BO BTOPOW paccmatpusaeTca “B3pbiB dpoTorpadmueckoro” B
KauecTBe He OTMEUEHHOW paHee XapakTEPUCTUKIN ee NOCTCOBETCKOrO TBOP-
uectsa. Takoi “B3pbi” Obl1 06YC/IOBAEH BCTPEUE C PEASIbHOCTbIO 3anana v
nMmnepuen obpasos, npasawein “obuecrsom cnektakas”. OHo cpopmmupo-
BaJ10 €€ MHTEPEC K B3aNMOAENCTBMIO BbICOKOWM KY/IbTYPbl ¥ MOBCEAHEBHOCTH.

Out of Extreme Necessity:

The Homelessness of Irina Nakhova’s
Conceptualism and the Eruption of

the Photographic in her Post-Soviet Installations

Kalliopi
Minioudaki

1. “Istarted doing things out of extreme necessity before I even knew

the term installation. It was the start of the 1980s, the Brezhnev era,
when it seemed like the end of the world was coming. .. it felt that
everything was over and nothing would ever change. .. Later V[ ictor |
P[ivovarov] said that ‘art is your life’ and that if you create something,
you have to do it out of extreme necessity. Otherwise artworks clutter
up the world...And in fact, this is true: artworks made out of extreme
necessity have some kind of inner energy that affects the viewer,”
Irina Nakhova to Margarita Tupitsyn, in “A Conversation with Irina
Nakhova,” in Moscow Partisan Conceptualism: Irina Nakhova and
Pavel Pepperstein, London, Orel Art, 2010, 28.

Perhaps the most striking example is Nakhova’s inclusion in the
above exhibition by Margarita and Victor Tupitsyn. In her introduc-
tion to the catalogue the former claims that the goal of the exhibition
is to “map MoKS’s formal and theoretical strategies through a case
study of two of its ‘agents’...of different generations and opposite
gender.”

WUpuna Haxosa. Mocksa. 1978.
doto: AHaTonwnii Mpuutok

Irina Nakhova. Moscow 1978.
Photo: Anatolii Gritsyuk

It is “out of extreme necessity” ! that Irina Nakhova has been making and
reinventing art for the past 35 years, whether to resist the anesthetization
of being under both communist and capitalist totalitarianism, or to cope
with personal traumas such as the deterioration of her parents’ minds and
their eventual deaths from Alzheimer’s. Caught in a seeming contradic-
tion — her undying passion for a traditional art medium, painting, and her
radical disregard for medium specificity through mixed-media and often
technologically enhanced interactive installations, which range from sim-
ple constellations of sculptural objects to “total” environments — Nakho-
va has been exploring a vast range of timeless art subjects and timely social
issues while constantly questioning and challenging the construction and
communication of meaning by visual and verbal, artistic and everyday lan-
guages. As an idiosyncratic conceptualist however, she rarely substituted
ideas for objects. Instead, she fleshed them out in a web of images of mixed
origins and media as well as multi-sensorial experiences, and through an
affective visuality, which always made her stand apart from the Russian
Conceptualists and the Western Postmodernists who nevertheless played
an undoubted and enduring role in her current make-up as an artist.
Nakhova’s multimedia sensibility was fully fledged in installations pro-
duced after her exodus from the isolated underground conceptual art scene
of Moscow, and manifested in a corpus of mixed-media installations span-
ning 20 years. However, these are still looked upon as evidence of the Rus-
sian origins of her conceptualism?. In defiance of such problematic plati-
tudes surrounding her reception, the first section of this essay proposes her
work as a product of slippery origins, while the second discerns the erup-
tion of the photographic as an overlooked characteristic of her post-Soviet
work, which modified her preexisting interests in high culture and the eve-
ryday, and was “necessitated” by Nakhova’s encounter with Western real-
ity and with the image empire that dominated it as a society of spectacle.
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KonoHHa. 1976. XosCT, Macnio. 40 x 50.
YacTtHoe cobpatue, CLLUA

Column. 1976. Oil on canvas. 40 x 50.
Private collection, USA

MpuHa HaxoBa. VIHTepBbIO MO CKalny aBTopy CTaTby.
20 CeHTAOPS 2010 roaa.

LlnT. no maTepnanam, npefocTaBaeHHbIM XyA0XKHULLENR: paclimnd-
POBKe ay/1M03anuceit, UCrnosb30BaHHbIX B “lpy3bsix 1 3HakOMbIX .

Bnepsbie Haxosa npuexana 8 Hbto-Mopk B 1989 rosy Ans yuactus s
rpynmnoBoii BbiICTaBKe, OpraHnsoBaHHo Exit Art, 3aTem npuesxana
HeCKOJIbKO pa3 B 1990 ¥ 1991 roJ,ax A1 pynroBbiX ¥ NePCOHasIbHbIX
noka3sos B Phyllis Kind Gallery. Bo Bpemsi nonbITku rocysapcteeHHOro
nepesopoTa B Poccun Haxosa Haxoaunack 8 Hbio-Vopke, rae B Toit
Xe rasiepee NpOXoAua ee BTOpas NepcoHasibHash BbICTaBKa, Toraa
Xe, B1992 roay, bunnu Knysep u [Ixxynuns MapTuH yrosopunu ee
noAaTh LOKYMEHTbI 4151 OYyUYEHMUS TPUH-KapThl KaK XyA0XHMKa 1
nepebpatbcs 8 CLUA (xoTs HaxoBa coxpaHmna poccuiicknii nacnopt
W MPOAOIKANa KNUTb HA ABE CTPAHbI).

3a nckmoueHnem HebobLWO 0630pHON BbIcTaBKM B Hbto-Mopkckom

yHUBEpCUTETE, yCTpOeHHOM aBTopom cTatbu (“MpuHa Haxosa: He-
npusTHble BONpocsl, obesopysxusatowue cumeosl” B Kimmel Center,
NYU, 2007), y HaxoBol cocTosiMch nepcoHasnbHble BbICTaBKM

8 Phyllis Kind Gallery (8 1990 111992 rogax) v 8 Nailya Alexander
Gallery B 2005-Mm.

llya Kabakov, in “David A. Ross in Conversation with llya Kabakov”.
llya Kabakov, London: Phaidon, P. 13.

Joseph Backstein. Come and See: On the Early Works of Irina
Nakhova. In Irina Nakhova: Works 1973—2004. Salzburg. International
Summer Academy of Fine Arts and Moscow and National Centre for
Contemporary Arts. 2004. P. 36.

B uactHocTu, c Bnagumupom AHknnesckum, dayapaom LtenHbep-

rom, dayapsom flopoxosckum v Minber KabakoBbim, XOTS B TO BpeMst
K TBOPYECTBY MOC/EAHEr0 OHa OTHOCUIACh CAEPXKAHHO.
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OTuyXAEeHHbIN B3rnap,
BEYHOIrO MHOCTPAHLLA HA POAUHY

A uyscmayio, umo cudicy mexcdy 08yms CmybIMU. ... HU 30eCt, HU Mam.

MpwHa HaxoBa3?

He moskatimecs, 5 nepssiti mym scman. Bui omkyda? [de smo? AHenutickozo,
HasepHoe, He 3Haem. 3x, 8bl. .. Moxcem bbimb, y 8ac mam mak npuHAMo, Ho Mbl
mym gedem cebs uHaye, 8 A-me-pu-ke. Mbi 6opoaucs 3a Hawly ceo60dy, de-mo-
kpa-mu-to. lMosmopu. de-mo-kpa-mu-s.

3anuce ronoca, BKIOUAOLLAsCS MPU MPUKOCHOBEHUU K OLHOWM U3 GUryp

B MHCTanNAUuKn VMpusl Haxosoi “Apysbsa u coceaun” (1994) *

HecmoTps Ha To uTo HaxoBa ocTaBuaa cyief, BO MHOMMX 061aCTSX COBPEMEH-
HOrO WMCKYCCTBa, €e TBOPUECTBO NapajoKcaibHbiM 06pa3oM He 3aMevaeTcs
B CLLUA. M3 cnncka BbICTaBOK CKaAblBAeTCA 00Pa3 OMbITHOrO XyLOXHUKA C
MeXAYHapOLHOM Kapbepon 1 penyTaumnenn. 3To TeM Hosiee BeuaTaseT, ecim
YUECTb, UTO OHA Hauas1a BbICTABSTbCS BOCHOBHOM TOJIbKO MOC/IE OTbe3/,a U3
CCCP, nocne15net paboTbl B MOCKOBCKOM aHAErpayHAe, HakaHyHe pacrnaza
CTpaHbl B 1989 rofly paau yuactus B rpynnosoit BeicTaske B Hbto-Mopke s, B
CLWA v EBpone B Heit BUAAT OO PycCcKOro KOHLLENTyas ncTa, 1Mbo demu-
Huctky n3 CCCP; B Poccun u guacnope nHtennurerumm ns CCCP cuntatoT
MMOHEPOM MHCTannaumn. B Poccun ¢ cepeauntbl 1990-x Haxosa 3agHum
UMCIOM CUMTAETCS PYCCKUM XYLO0XKHUKOM C MUPOBbBIM UMeHeM. HecmoTps
Ha 3TO, OHa BCe elle He CBA3aHa HanpsMyro ¢ Kakoin-nmbo ranepeit s CLUA,
CTpaHe, rae XXMBET U paboTaeT BOT yxKe 20 neT 8. Kpome Toro, ee paboTta noka
He y10CTOMacb O0CTaTOUYHOrO BHUMAHUS KPUTUKM — MO KpalHel Mepe, He
Kak rubpuaHbI NpoayKT “6e340MHON” UyBCTBEHHOCTU TPAHCHALMOHAb-
HOrO XyA,0KHMKa. HaxoBa okaszanacb BHYTPEHHUM SMUFPAHTOM 334,070 A0
TOro, Kak nepeexasa Ha 3anaz,.

MHorocnoHocTb penyTaumn HaxoBol conoctaBMma C NpMeMoM, OKa-
3aHHbIM XYLOXHMLE Ha 3anafe — KaK PycCKOW M Kak XKeHLMHe, r1aBHOM
npeacTaBuTeIbHULLE MOIOAOMO NOKONEHMS MOCKOBCKMX KOHLENTYaIMCTOB.
AHTUNOZ APYroN XeHLWMHbI MOCKOBCKOrO KOHLenTyanmima — Mapuu VBa-
HOBHbI, JXapsLLeh KOT/IeTbl Ha KOMMYHaJIbHOU KyxHe, My3bl Mnbu Kabakosa,
BAOXHOBJIsSIBLLEN ero Ha n3obpaxkeHne CoBEeTCKOM noscegHeBHocTn, — Ha-
X0Ba Obl1a aKTUBHBIM YYAaCTHUKOM HEObULLMANBbHOIO COBETCKOTO aBaHrapaa
1970-1980-Xx rofoB”’. [lefcTBUTENbHO, Kak oTMeyvaeT Mocnd bakwuTeiH, oHa
“Bcerpa 3aHMMana ocoboe MeCTo B CUCTEME MOCKOBCKOM KOHLLEMTYabHOM
wkosbl” 8. Kak v MHorne HeoduumanbHble XyL,0KHUKKU BO BpEMEHa NO3aHEN
“oTTrenenn”, oHa 3apabaTbiBana WAMOCTPUPOBAHWEM OETCKUX KHUT. Eule
NoAPOCTKOM, MeuTas cTaTb, Kak BaH lor, xxnsonucuem, apyxuna ¢ Bukro-
pom [MnBOBapOBbIM 1 ero okpyKeHvem °?, 6pana yactTHble ypoku y Komapa n
Menamuaa B paMKkax NOArOTOBKM K XyLOXECTBEHHOW LWKOJIE, PaHO BbILLA
3aMyX 3a no3Ta AHapes MOHaCTLIPCKOro U cTafla CBUAETENEM HEKOTOPbIX
akuuit ero rpynnel “KonnekTveHble aeicTema”, apyxuaa ¢ OCHOBaTENEM
anT-apTa Hukuton Anekceesbim, B 0bLLEM, OKa3anach B LEHTPe nepeceye-
HWUS CTapLIEro U MJaALero NOKOJEHWI NOC/IEBOEHHOrO IMTEPATYPHOro 1
Xy[,0KEeCTBEHHOrO aBaHrapaa. [epovueckoe mecto B MndoaorMmM MockoB-
CKOTO KOHLLeNTyanu3ma Haxosor obecneunnu nats “KomHat” (1983-1987).
XapakTepHble ans HUX 3bdekTHas WA30PHOCTb U YNOP Ha XXMBOMUCH

Komnata N2 3. 1985. fletanb

Room No.3. 1985. Detail

Ha cnedytowem pazsopome:
KomnaTa N2 2. lemoHTax. 1984. doTo

At the next spread:
Room No. 2. Dismantling. 1984. Photo

Irina Nakhova, Skype Interview by the author, September 20, 2010.

Based on a document provided by the artist: a transcription of the
voice recordings used in Friends and Neighbors

Nakhova first came to New York in 1989 to participate in a group show
organized by Exit Art and visited several more times for her group

and solo appearances at Phyllis Kind Gallery in 1990 and 1991. It was
during the coup in Russia, while staying in New York for her second
solo show at Phyllis Kind in 1992, that she was encouraged by Billy
Kluver and Julie Martin to apply, successfully, for a visa for protection,
and moved to the US (even though she kept her Russian passport and
never stopped going back to Moscow).

With the exception of a small survey show curated by the author for
the window gallery of NYU (Irina Nakhova: Disagreeable Matters,
Disarming Icons, Windows at Kimmel Center, NYU, 2007) Nakhova
had two solo shows at Phyllis Kind Gallery in the early 1990s (in 1990
and1992) and a third one at Nailya Alexander Gallery in 2005.

Estranging Views of Home by an Eternal Foreigner

Ifeel like 1 am sitting inbetween two chairs ... neither here, nor there
Irina Nakhova ?

Don’t push me, I was here first. What country are you from? Where’s that? Prob-
ably can’t even speak English. You people ... Maybe you do things like that in
your country, but we do things differently here, in A-me-ri-ca. We fought for our
freedom, de-mo-cra-cy. Canyou say democracy?

Voice recording activated each time a viewer touches one of the figuresin Irina
Nakhova’s installation Friends and Neighbors, 1994 *

Having already ridden on many wagons of contemporary art’s history, Na-
khova remains paradoxically overlooked in the US. Her exhibition history
profiles an accomplished artist of international career and reputation, es-
pecially given that, with a few exceptions, she started consistently exhibit-
ing her work only after she first escaped the Soviet regime on the eve of its
demise in 1989 in order to participate in a group show in New York, 15 years
after she began her artistic production in the mid-1970s as an underground
artist in Soviet Moscow . At times celebrated both in the US and in Europe,
alternately as a Russian conceptual artist or an ex-Soviet feminist convert;
revered as pioneer of installation art in local and diasporic circles of ex- and
post-Soviet intelligentsia; and with increasing retrospective acknowledg-
ment in post-Soviet Moscow as a Russian artist of international fame since
the mid-1990s, she still has no gallery representation in the US, where she
has lived and worked for the past 20 years¢. Moreover, her work has not
yet, or consistently, commanded the critical attention it deserves — not,
at least, as a hybrid product of an essentially “homeless” sensibility, of an
atypically transnational artist like Nakhova, who had been in self-imposed
exile since long before she moved to the West.

The predicament of Nakhova’s reputation is commensurate with her
welcome into the West both as a Russian and as a woman artist, that is,
as the sole female participant in the younger generation of the Moscow
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MOBJIMANIM Ha ee 0coboe MECTO BAASIM OT AUCKYPCUBHBIX M TEOPETUUECKHX,
Hanbosee pagmKanbHbIX MPOSIBAEHWU KOHLEeNTyanmM3ma. BHe 3aBucnmocty
OT TOTO, MOXHO /1N paccmaTpuBaTb “KoMHaThl” Kak mepBsble Uan OgHU U3
MepPBbIX MPUMEPOB “TOTaNbHOM UHCTANNALMMN", NHOBUMOro XaHpa r1aBHOro
npeacTaBUTENss MOCKOBCKOTO KOHLLEeNTyanmM3mMa Ha 3anaze Vnbm Kabakosa,
npespatieHne cobCcTBEHHOM KOMHaTbl B “HeoduumanbHoe” BbICTaBOUHOE
MPOCTPaHCTBO M MPOU3BELEHNE UCKYCCTBA C MOMOLLBIO KPACKM M KOJIIAXKa,
HECOMHEHHO, 3TO BaXKHEWLUNI MPOYKT ee TBOPUYECTBA U HE3aBUCMMOe OT 3a-
naga OTKPbITUE UCKYCCTBA MHCTANNSALMK B coBeTcko Mockse. Kpome Toro,
OHU CTAHOBATCA CUMBOJIOM KOJIJIEKTUBHOM U30/SLMU COBETCKMX asbTepHa-
TUBHBIX XYLOXKECTBEHHbIX KPYrOB B MacTEPCKMX M KBapTUPaXx, Ha “ocTpoBax
cBoboabl”, Kak HOCTaIbrMYeckn HasbiBaeT nx Haxosa '°.

HaxoBa npuobpena n3BecTHOCTb Ha 3anaze B NepBble rofbl NePecTpoKm
Kak MHaKoMbliCawmin xygoxHuk ns CCCP Ha ¢doHe nctopuueckn obycaos-
JIEHHOro MHTepeca 3amnafHoro apT-pbiHKa M KPUTUKU K MaslON3BECTHOMY
MCKYCCTBY MOCNeAHUX NeT coBeTCKoM BnacTu. Hauano nHTepeca Gbiio no-
JIOXKEHO CEHCALMOHHBIM ayKumoHoM Sotheby's 1988 roga. KynsmuHaumei
CTa/IM KPyMHble My3elHble BbICTaBKM Hauasa 1990-X rofos, npolweaume B
CLWA v EBpone. B Takom 61aronpusTHOM KOHTEKCTE NMPOLUN NepBble nep-
coHanbHble BbicTaku Haxosoit B Hbto-Vlopke B Hauane 1990-x'". Mocne cna-
[.a uHTepeca Kk Poccmm BHMMaHWe K ee paboTe noaaep:kmeanocs bnarosaps
cneunasncTaM no PycckoMy MCKYCCTBY, MOCTOSIHHO M3YUatoLW MM M 3alumila-
IOLLUM aBTOHOMHOCTb PpEeHOMEHA COBETCKOrO KOHLLeNTyannsmMa. B mockos-
CKOM XY[OXEeCTBEHHOM MUpE M3BECTHOCTb HaxoBoW pacnpocTpaHuaach
6naronaps LOKYMEHTALMU UCTOPUM COBETCKOrO aBaHrapAa v momnyaspu-
3aUmMK TBOPUECTBA €ro npeacTasuTesiell, NpesnpuHUMaeMbIM MOIOAbIMN
apT-MHCTUTYUMSAMU HoBOW Poccmu. MckyccTBo HaxoBol paccmaTpmBanoch
TaKXe B KOHTEKCTE MHTEpeca K BAUSHUIO GEMUHMU3IMA Ha MPAKTUKY XY L0XK-
HuL, poxaeHHbix B CCCP nan XnByLWmMX Ha MOCTCOBETCKOM MPOCTPAHCTBE,
BO3HMKLUErO Y 3aMafHbliX CKYCCTBOBEAOB-GEMUHUCTOK U NEPBbLIX UCCIELO-
BaTenen reHaepa B Poccun. PeMnHUCTCKAs KpUTHKA YacTO TPaKTOBasla ee
Npouv3BeAEcHUS uepecuyp NPSMOJIMHENHO, XOTS Hesb3s CKa3aTb, UTo HaxoBa,
B B Hbto-Mopke B Hauane 1990-x, He MHTEPeCoBanach 3TUM KPYrom Uaen.

YnoMsiHyTble CToprUeckne 06CTOATENbCTBA BLITOAHO OTPA3MJIUCH Ha NO-
JIoxkeHUn HaxoBow, HO ynop Ha pycckoe NponcxoXaeHue ee paboT orpaHu-
unn cdhepy ux BocnpusTus. Kateropumsaums xyf0xKHULbI kak asTopa n3 CCCP,
NPYAEPKUBAIOLLErOCS PaAMKabHBIX B3MSA0B, MPUBOLUT K OLIMOOUHOM
TpakToBKe ee paboT. B ocHoBe TBOpuecTBa HaxoBol nexuTt ocobas pasHo-
BMAHOCTb “6e3gomMHOCTM”, 06YCI0BNIEHHAS MOCTOAHHBIMU MEHTANbHLIMU
n dusnyecknmu nepemelteHnamu. “bespomHocts” 3Ta He pasHa “6e3go-
MHOCTHM pycckon aywmn” 12 kotopas cornacHo CeetnaHe boiim onpeaenser
HaLMOHaIbHYO MAEHTUUHOCTb PYCCKMX BO BCE BPEMEHA, OLHAKO OHa UTPaeT
BaXKHYIO POJIb KaK B COBETCKMX, TaK M MOCTCOBETCKUX MpakTnKax Haxosoit, B
3cTeTuKe ee paboT.

HaxoBa He BocnpuHumaeT cebs amurpaHTom nopobHo Kabakosy, koTo-
pbii sKOObl HUKOTAA CO3HaTeNbHO He amurpuposan u3 Cosetckoro Coto3a,
n3bpae cynbby CTPaHCTBYIOLLErO Xy/LOXKHWKA, BbICTABJISIOLLErOCS BHE POAU-
Hbl. OHAaKO B OT/IMUME OT aHTUrepOs U 3BeE34bl MOCKOBCKOTO KOHLLEMTya-
NIM3Ma, 3aHVMMaBLWerocs GpparMeHTaLmnen COBETCKON KOMMYHa/IbHOM KU3-
Hu, HaxoBa He doKycMpoBana BHUMaHWeE UCKIOUUTENbHO Ha COBETCKOW pe-
anbHocTu, HK korga kuna 8 CCCP, Hu nocne. HaobopoT, oHa BbleTena u3
3TOW peasibHOCTH ellLe paHblie, YeM MOKMHYNa cTpaHy '3. OHa una B coBeT-
cko MocKBe MHOCTPaHKOM, B OOPOBOJILHOM U3rHaHWMU Ha “OCTpOBax CBO-
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KabakoB BbIMOMHSN OXMAAHUS 3aMafHOM ay4UTO-
pum Kak “poccuiickuii pacckasumk, KOTOpPbIA 130-
Opaskas KOMMYHaIbHY COBETCKYHO KM3Hb". CM.:
JAacksoN MATTHEW JEssE, The Experimental Group: llya
Kabakov, Moscow Conceptualism, Soviet Avant-Garde

Artists. The University of Chicago Press, Chicago. 2010.
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11.

Ilya Kabakov, in “David A. Ross in Conversation with Ilya Kabakov,”
Ilya Kabakov, London, Phaidon, 13.

Joseph Backstein, “Come and See: On the Early Works of Irina Na-
khova,” in Irina Nakhova: Works 1973-2004, Salzburg, International
Summer Academy of Fine Arts and Moscow and National Centre for
Contemporary Arts, 2004, 36.

Such as Vladimir Yankilevsky, Eduard Shteinberg, Eduard Gorokovsky,
and llya Kabakov, though Nakhova seems less impressed at the time
by the work of the latter.

Nakhova, “Interview: Barbara Wally in Conversation with Irina
Nakhova,” in Nakhova: Works 1973—2004, 7.

See note no. 6.

Conceptual School. The antipode of the other woman of Moscow Concep-
tualism — Maria Ivanovna, Ilya Kabakov’s muse, so to speak, of Soviet com-
munal life, who “fried meat patties in the communal kitchen” — Nakhova
was a trained artist and an active member of the unofficial Soviet avant-
garde of the 1970s and 1980s”. Indeed, as Joseph Backstein concurs, she “al-
ways occupied a special place in the system of the Moscow Conceptualist
School.”® As did many unofficial artists during the last years of the Soviet
thaw, she made a living as an illustrator of children’s books. But her early
inclination, as a teenager who dreamed of becoming a painter like Van
Gogh, and affiliations — with Victor Pivovarov and his friends®, her one-
time private tutoring by Komar and Melamid in preparation for art school,
her early marriage to poet Andrei Monastyrski and her witnessing of some
of the events by his group Collective Actions, as well as her friendship with
Nikita Alekseev, instigator of the Apt Art movement — had placed her at
the heart of the intersecting circles of the older and younger generations of
the postwar Soviet avant-garde’s literary and visual artists. It is her influen-
tial five “Rooms” (1983-87), however, that have secured her a heroic place
in the mythology of Moscow Conceptualism, even though the spectacular
effects of their illusory illusionism and her devotion to painting kept her
apart from the discursive and theoretical underpinnings of its most radi-
cal manifestations. Whether her rooms are seen as the first, or among the
first, “total installations” which later became synonymous with the work
of Ur-Moscow Conceptualist to the West, Tlya Kabakov, Nakhova’s tempo-
rary transformations of her room through paint and collage into a work of
art, and the ensuing transformation of her private space into an “unofficial”
exhibition space occurring once a year between 1983 and 1987, undoubt-
edly constitute both important products of individual artistic creation and
moments of independent invention of installation art in Soviet Moscow.
Moreover, they are emblematic of the communal isolation of Soviet alter-
native art circles in private studios and apartments: what the artist has nos-
talgically described as “islands of freedom.” 1©

Nakhova was first warmly embraced in the West as a dissident Soviet art-
ist due to the historically specific interest of the Western art market and
critics in the largely unknown vanguard scene of the last years of the So-
viet regime through the first years of perestroika, which started with the
infamous Sotheby’s auction of Soviet art in 1988 and culminated in several
large-scale museum exhibitions at the beginning of the 1990s in both the
US and Europe — a favorable setting in which she secured her first solo ex-
hibitions in New York, in the early 1990s *. After the waning of such inter-
est, rather marginal attention to her work was sustained thanks to Russian
art specialists’ ongoing scrutiny and defense of the autonomy of the Soviet
conceptual art phenomenon, while the newly founded Russian art institu-
tions’ efforts to document the aborted past of the Soviet avant-garde and
celebrate its dispersed voices paved the way to her gradual rediscovery
in the Moscow art world. Moreover, curiosity about the delayed effect of
feminism on the work of ex-and post-Soviet women artists, expressed by
both Western feminist art historians and post-Soviet feminist neophytes,
had sparked feminist interest in her work, subjecting it — monolithically
at times — to feminist interpretations and exhibitions, though indeed Na-
khova’s awakening to feminism while in New York in the early 1990s resur-
faces in many ways in her work.

Nakhova justly benefited from all the aforementioned historic circum-
stances, yet the critical fixation with the Russian origins of her work left an
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Ekaterina Degot. Painterly Maximalism. In Nakhova: Works 1973—2004,
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P.177—181.
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6oabl" — pOMax M KBapTMPaxX PyCCKOrO aBaHrapa, U npexae BCero B 3ae-
Me KYJIbTYpbl, KyA4,a OHa NpoJioxuna cebe nyTb, U3yuas KHUMM u3 Gubanoreku
oTua v Konnekumto MywkmnHckoro myses. M kakum bl CKyaHbIM HU Obl1 3TOT
paii, HaxoBa n3bexana yaywatouein peasbHOCTU COBETCKOTO CTPOS, Mpona-
raHzabl 0dULMANBHOIO NCKYCCTBA, MAEO0I0rMUECKOro U BHOPOKPaTUUECKOTO
KOHTPOJIS1 HaZ, MOBCEAHEBHOM XMN3HbO, MPEBPATUB UCKYCCTBO U KYJIbTYPY, Kak
v “Boobpaskaembiit 3anag”, B ceoit gom. Korma Boobpaxaemsiit “gom” pyx-
Hyn, a nepee3z B CLUA npofeMoHCTpUpOBan pasHuLy Mexay 3anasom Mmeu-
Tol M “Xpamom” KyNbTypbl, yNPaBASEMbIM LETON UHAYCTPUENR, OHA OLLyTU-
Na cebs BABOMHE MHOCTPAHKOW, OAMHAKOBO AUCTAHLMOHUPOBAHHOWM OT pe-
asIbHbIX 1 BOODPaXKaeMblx MPOCTPAHCTB, CITY>KMBLUMX e HeKora,a ybexuiem.

[obpoBonibHas ccbiika — Tenepb yxe B GU3MUeckoM U3mMepeHun — B
Hbto-Mopk n3meHnna ee kak xyaoxkHuka: “sepa” yctynuna mecto “npoHun”.
Korga-to KOnus Kpucresa nogenvna tex, 'KTo Bcerga He 34ech”, MHOCTpaH-
LB, Ha ABE rpynnbl: “Bepytowmx”, KoTopble, Byayum oLepK1Mbl MEUTONM 06
WHOW, Bceraa 06eToBaHHOM 3emsie, “MOCTOSHHO B ABUXXEHWM, OHW XKUBYT HE
“3pect” n He “Tam”, Ho “BoBHE"; 1 “MpOHU3MPYLOWKMX”, KOTOpPbIE MOMYCTY
TpaTsaT cebsi, pa3pbiBasick MeXAy TeM, Uero OoJbLE HET, U TEM, YUero HUKOT-
[la He ByeT, — NpUBEPXKEHLLEB HEMTPaIbHOCTK, 3 BOKATOB NycToThl” 4. U
LeNcTBUTENbHO, HaxoBa 3aMecTuna XyA0KEeCTBEHHbIM 3CKANU3M KMBOMU-
CblO, @ ICKAMUCTCKME BUAEHNS XKENAHHOIO “He 34ech” — OTCTpaHEHHbIMU
BUAEHMAMMU NYCTOThI. [lOKa3aTeNIbCTBOM 3TOMY C/TYXKAT, MO MOEMY MHEHWIO,
1300paKEHUS XKUNLLL, KOTOPbIE OHA CMEHs1a 0 M nocae amurpaumm. Beab
MMEHHO B KauecTBe “Bepytowen” HaxoBa Bbilwa 33 Npeaens peasbHoOro
MECTOXUTENLCTBA, CBOEN KBAapTWpPbI, TpaHCHOPMUPOBAB ee B NMpou3Bese-
HWE MHBANPOHMEHTAIbHOIO UCKYCCTBA C MOMOLLLIO “Makcumanucrtckon” 1
JKMBOMUCK M KOJTaXKHbIX TEXHUK — TO ObIIM ee CPeAcTBa ABUKEHNS K CBO-
6o4e B 3aCTONHYO BpekHeBCKy 3noxy. MpocTpaHCTBO, Bceraa nrpatoluee
BaXKHYIO POJib B ee paboTax, Obl10 paanKasibHO U3MEHEHO TPAaAULMOHHbI-
MU XY[LOXKECTBEHHBIMU METOLAMM, BK/HOUAS MCKAXKEHME MEPCrEKTUBb U
MUMETUUECKME MPUEMbBI WAIO3MOHM3MA. W XOTS XyLOXHMWLA 3aHMXKaeT
POJIb MIHOCTPAHHBIX KYPHAOB MO/, BbIPE3KaMU U3 KOTOPbIX OHAa Hacennia
KomHaty N21” (1983), nepemexas ux HakieeHHbIMU GUrypamu, OHa Tem
He MeHee BUAUT cebsi B OKPY>KEHUM TOMbI 3aMafHblX JHOAEN: TBOPUECKas
M30M1aLMs MpepBaHa BOOOPaXKaeMOW ayAMTOpMEN, rOMOreHHOCTb COBET-
CKOrO KOJIIEKTUBA NMPOTUBOMOCTABIEHA VHAVBUAYAJbHOCTM — YBBI, Wb
MHUMOWM — 3amafHoM Toanbl. TOUHO TaK Xe B KauecTse “Bepytowen” B ne-
pu1of, Nepsbix BbiCTaBoK B Hbto-Mopke, coBnasLimx ¢ nocneaHMMm rogamm
NepecTpowku U cobbITUSAMU, NOCIEA0BABLIMMM 33 MEPEBOPOTOM 1991 roAa,
HaxoBa 0bpallaeTcs K MHCTaNNSLMKN, CMELINBAs 31eMEHTbI I BYX apeasios,
BCErA,a CNTY>KMBLUUX € CMAaCUTEIbHBIM YKPBITUEM, — KMBOMUCKU Y MY3EMHOTO
MUPa, UK KYJIbTYPbl B LLEJIOM, MPEACTaBAEHHbIX GparMeHTamMm aHTUUHbIX
CTaTy" 1 NPMU3PaUYHbIMU pyuHaMmu. Bpsaa nv eto pykoBOAMAO NnLLb KefaHne
OTpasuTb nepemeHsbl, nponcxoamelune 8 Cosetckom Coto3e, UM HOCTasb-
rMUeCcKM onJiakaTb HecOblBLIMECS 0belaHUs 3anaaa, KakMMu OHW BUAENNC
“nocrtkaractpoduueckomy” BoobpaxeHuto '6; ckopee, Takum 06pa3om oHa
OTNpa3fHoBasa CBOE NPMOLITUE B 3aMafHblil MUP, OLLyLLABLIEECS KaK JnY-
Hoe packpenoueHne. OpHaKo yke B KauecTse “rpoHusnpytouero” Haxosa
MOKa3blBAET B MOCTKOMMYHUCTMUECKOM MockBe n306paXkeHnst HOBOTo A0Ma,
B KOTOPOM TPAHCLLEHAEHTHOCTb €€ NEPBON KOMHATbl CMEHWACh HETPAHC-
LEeHAEHTHOCTbIO KM3HM B AMepuke, Hanpumep, B paboTe “Moesaka” (2006)
BuaeonHcTannsums, TEXHONOMMUECKM OTBeUatolLas HaMepeHsM aBTopa
TpaHcHOPMMPOBaTL MPOCTPAHCTBO MOCPEACTBOM BUPTyasibHOrO o630pa
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Trip. 2006. Benocunepn, 3nekTpoHuKa, BUAEO MPOEKLUM
[N151 UeTbIPEX IKPAHOB. 300 x 300 x 250. Bug, nHctannauum.
XL lanepes, Mockea

Trip. 2006. 4 sided room. Video, bicycle, electronics.
300 x 300 x 250. Installation view, XL Gallery, Moscow

UPUHA HAXOBA: BenocuneaHas nporynka — BWAEOVMHCTaNAsLUS
419 NOMELLEHMs, pa3mMepbl KOTOPOro 0ByCNI0BAEHbI UCMOb30OBAHNEM
4 Bupeonpoektopos (N0 O4HOMY ANst KaXA0M CTeHsl). BugeonpoekTo-
pbl yNPaBASIOTCS O4HUM KOMMbIOTEPOM, A1l KOTOPOro Bbiia HanMcaHa
cneuvanbHas nporpamMmma. Ta NporpamMmma CUHXPOHW3UPYET CKOPOCTb
€34l Ha BEOCUMEE CO CKOPOCTLIO BUAEOMPOEKLMit. [TpoekTopsl pac-
NOJIOXKEHbI TaKUM 06Pa30M, UTO U30OPaAKEHUS MONHOCTLIO MOKPbIBAOT
CTeHbl. B LEHTpe KOMHaTbl YCTaHOBAEH MPOryouHsbii Benocunes. Co-
BPEMEHHbIN YENOBEK, UCMbITbIBAIOWMIA MOCTOSAHHbIN CTpEcc, CcTpagato-
LA OT OTCYTCTBUS GU3NUECKON aKTUBHOCTW M HEXBATKM OOLLEHNS C NpU-
POAOW, MOXKET GU3UUECKM MOYMPAKHSTLCA M YMCTBEHHO pacciabutbes
Ha BenocunesHoi nporyske K Gepery mops. Buaeonmutaums meHsto-
Lerocst Mpw noes/ke Ha Besocunese nesaka GbakTuuecku noaHas: su-
feomaTtepuan OTCHAT B PeaibHOM BPEMEHW peabHON BeNoCHUNesHOM
MPOryJikK, C BbICOTbI [1a3 BEOCUMEAMNCTA, BO BCE UETHIPE CTOPOHbI U
noKpbIBaeT 360 rpasycoB ABUXKYILErocs nei3axa. Benocuneamnct sugut
UAUANNYHbIE [LEepeBEHCKUE LOMUKU C aKKypaTHO MOACTPUXKEHHbIMM
ra’oHaMu, MUPHbLIMU KOLWEUKAMM 1 COBAUKAMU, UTPAIOLUMU AETbMU,
TUXUMU cagnkamu. OKpyKatoLWMe 3ByKN — LYPLIAHWE WINH, KPUKU Yaek
Ha Gepery Mops, WyM BETPa B yLWax, BeTep, Nak cobak 1 cmex AeTeit — ao-
NOJHSIOT OLYLEHUS MOE3AKU. 3BYK M n306paxeHune “0xnBatoT” TObKO
TOrAa, KOraa BENOCHNES, HAXOANTCS B “ABUKEHUM”, TO €CTb KOTAa 3pu-
TeNb KPYTUT nepanu. Takum obpasom, nsobpaxkeHne ABUXKETCS TONbKO
6narogaps ¢pusnueckomy ycunuto. Korga Benocunesmuct ycraér u npe-
KpalaeT KpyTuTh neganu, nsobpaxerue 3actoiaet. OueHb BaXHO U TO,
UTO BME0-M300paKEHNE ABUKETCA CO CKOPOCTbIO BENOCUNEANCTA: UEM
6bICTpeE KPYTSTCS nefanu, Tem BbiCTpee MEHSIETCA OKPYsKaloLWWit nei-
3a. KomnbtoTepHas nporpamma: Shawn Van Every n Michael Schneider.
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okpecTHocTel ee goma B Hbto-[xepcu. “Moesgka” npesnaraer 3putesio
“npoexaTb” Ha BeNOCUMEE MO NPUBLIYHOMY MAPLIPYTY XYAOXKHULLbI OT 4OMa
[lO NNsKa: CMeHa CKOpOCTelt — eAMHCTBEHHOE pa3BJieueHne B 3TOM CKyu-
HOM MyTelecTBUU B HECCOOLITUIHON NYCTOTE MO MPUTOPOLY, aPXUTEKTYpa
KOTOPOro He npefycMaTpuBaeT toboBaHuMS.

M HakoHeLl, B KauecTBe BEUHOW UyKECTPaHKM, TOM, UTO HW 34€eCb, HU TaMm,
HaxoBa c ropeubto Bbicka3biBaeTcs 06 yTpaTe HaBblkOB 0bLLeHMs B BancTa-
TeNbHOM Beke rn0b6asbHbIX KOMMYHUKALWA U NepeaBUKEHWUR, XOTS 3TOT
bakTOp M No3BONSET el XKUTb BpoasunM, 6€3A0MHBIM XYLOXHUKOM. B He-
nasHem Bugeo “Dialogue” (2007) xyA0XHWULA MPOHWUYHO Ha3biBAET STUM
AHTJIMACKMM C/TIOBOM NMPOCTPAHCTBEHHO OPraHW30BaHHbI OECCMbIC/IEHHBIN
0O6MEH HEeMPUCTOMHBIMU PYCCKMMU Gpazamu, KOTOPble MPOEKTUPYHOTCS Ha
FOPU30HTasIbHbIE MOBEPXHOCTM O HA 33 APYrON, UMUTUPYSt KHUXXHYHO CTpa-
HULY. IpOHWS YyCUAMBAETCS, KOTAA MOHWMaELL b, UTO Gpasbl, HAMUCaHHbIE Ha
“cTpaHnuax” npubpexkHoro necka Hemoganeky ot goma Haxosoit Ha nobe-
pexbe Hbto-[kepcn U MeaseHHO, PUTMUUYHO CMbIBaeMble MOPCKOM BOJI-
HOM, NpuayMaHbl AHapeeM MOHACTbIPCKUM — 3Takui npuseT n3 MocKBbI.
Kak MosiuasivBbiii COBMECTHbIM OMMasK rpynne MoHacTbipckoro “Konsek-
TuBHble aenctena”, “Dialogue” BbicBeuMBaeT BHyTPEHHOH cBS3b HaxoBow ¢
MOCKOBCKMM KOHLLENTYaIM3MOM B TOM, UTO KacaeTcsl SKCNePUMEHTOB C BOC-
NPUATUEM MYTEM BOCMPOU3BEAEHUA COBCTBEHHOrO “MycToro Aencrena’” un
060CTPEHHOro UHTepeca K A3bIKY, BbiABASET Npeaesibl exXefHeBHOro obue-
HWS, KOTOPOE MPOUCXOAMT HA YMCTOM pycckom. B To ke Bpems “Dialogue”
CO3/,2€T NMOrPaHUUHYIO CUTYALMIO, KOTLAa KOMMYHUKALLMS BO3HMKAET U3 He-
npefcKasyemoro nepeceveHuns sepbasnbHbiX U BU3yanbHbIX 3HakoB. W geno
TYT HeE B yAylatouem “MondaHuv nonurnora”, uto cornacHo Kpucresoii ss-

12.

13.

14.

15.

IRINA NAKHOVA: “Trip” is a video installation for an indoor space,
within a room of four walls. The exact dimensions of the room is
determined by the existence of four video projectors (one projecting
on each wall) — the distance at which the image from each projector,
located in the middle of the room and mounted on the ceiling, will cover
the wall from top to bottom and left to right. Beneath the projectors,
anchored to the floor in the center of the room, is a stationary bicycle.
Modern stress, the lack of activity, and the struggle for open space has
motivated us to create a room where the modern man or woman can
physically exercise and mentally relax over a beautiful encounter with
the natural environment on a trip to the seashore. The video simulation
of the trip is virtually complete: it is filmed in a way that each wall is a
90° element of a 360° moving landscape that a person experiences on a
bicycletriptothebeach. Idyllicsuburbanhouses with gentle roads, quiet
gardens, and peaceful pets form a panoramic view free of disturbance.
Left, right, front and rear are craftily sequenced to create one wholesome
experience. Low, ambient sounds of rustling leaves, seagulls, wind, or
dogs barking and children laughing add to the environment. The sound
and scenery is only experienced when the bicycle is in “motion”, that is
when the viewer /participant pedals the bike. Therefore, the images only
move through physical exertion, and to a certain extent, it is only when
the viewer battles the landscape that she or he brings it to life. When
the bicyclist tires and stops peddling, the images stop (the projectors
turn off). Computer program: Shawn Van Every and Michael Schneider.

Trip. 2006. Bug nuctannsuun. XL Manepes, Mocksa

Trip. 2006. Installation view, XL Gallery, Moscow

Svetlana Boym, “From the Russian Soul to Post-Communist
Nostalgia,” Representations 49, Winter1995. P. 133-166.

For Kabakov’s strategic fulfilling of a Western audience’s expecta-
tions as a “Russian storyteller who portrayed communal Soviet life”
see Matthew Jesse Jackson, The Experimental Group: Ilya Kabakov,
Moscow Conceptualism, Soviet Avant-Garde Artists, Chicago,

The University of Chicago Press, 2010.

Julia Kristeva, Strangers to Ourselves, trans. Leon S. Roudiez,
New York, University of Columbia Press, 1991. P. 10.

See Ekaterina Degot, “Painterly Maximalism,”
in Nakhova: Works 1973—2004. P. 46-8.

indelible mark in the form of the artist’s restricting reception — her defini-
tive, retrospective mis-framing as an ex-Soviet radical — causing her on-
going production to be overshadowed by its radical beginning, and lead-
ing to the undue subjection of its conceptual rigor to a Russian identity
that her work confounds rather than confirms. For a peculiar homeless-
ness underlies Nakhova’s art, engendered by the artist’s continuous men-
tal and physical displacement. Though irreducible to the “homelessness of
the Russian soul,”'* which underpins pre-Soviet, Soviet and post-Soviet
Russian national identity, according to Svetlana Boym, homelessness has
played a lasting role in the homeless hybridity of Nakhova’s both Soviet
and post-Soviet concerns and artistic practices, if not aesthetics.

Like Kabakov, who purportedly never consciously emigrated from the
Soviet Union, following instead the fate of an itinerant artist invited to
exhibit elsewhere, Nakhova does not see herself as an immigrant. Howev-
er, unlike this enduring anti-heroic star of Moscow Conceptualism, who
capitalized on conceptualized glimpses of Soviet communal life, Nakhova
never dwelled on her Soviet reality, present or — now — past*®. Instead,
she had flown out of it through art, well before she actually flew off of Mos-
cow’s soil. With her self-exile to the “islands of freedom” — the homes and
apartments of the Russian avant-garde — and, above all, to the paradise of
culture, poorly glimpsed through her father’s books or the Pushkin Mu-
seum, Nakhova lived in Soviet Moscow as a foreigner who had evaded the
suffocating reality of the Soviet regime, of both the propaganda of artistic
officialdom and the ideological and bureaucratic grip of everyday life, turn-
ing art and culture, as well as the “imaginary West,” into her only “home.”
When that imaginary “home” collapsed, when her move to the US proved
the difference between her imagined West and the temple of culture top-
pled by the culture industry, Nakhova found herself doubly a foreigner,
twice removed from the real and imaginary spaces that she had inhabited
as homes.

Actual self-exile to New York transformed her, as an artist, from a “be-
liever” into an “ironist,” if we take into consideration Julia Kristeva’s cat-
egorization of those “always elsewhere,” the foreigners, into two groups:
believers, those who, ruled by a passion for another, always-promised, land,

“transcend, living neither before nor now but beyond”; and ironists, those
“who waste away in an agonizing struggle between what no longer is and
what will never be, the followers of neutrality, the advocates of emptiness.” 14
In effect, Nakhova substituted artistic escapism through painting, and es-
capist views of the longed-for elsewhere, with bleak views of emptiness, as
evidenced, in my opinion, by her views of her changing homes, before and
after her emigration. For it is as a believer that Nakhova transcended the
actual place in which she lived, her government apartment, by transform-
ing it into an environmental artwork with “maximalized”**> painting and
collage gestures as vehicles of freedom during the most stagnating years of
the Brezhnev era. Space, always important in Nakhova’s work, was radical-
ly altered with traditional artistic principles, including perspectival distor-
tion and mimetic illusionism. And although the artist downplays the role
of the use of foreign fashion magazines for the cut-outs she used to crowd
the “Room No.1,” 1983, with perspectivally arranged rows of cut and pasted
figures, she did envision herself as surrounded by a crowd of Westerners,
transcending her artistic isolation with an imaginary audience and beat-
ing the homogeneity of the communal Soviet body with the — imaginary,
alas — individuality of a Western crowd. And it was still as a believer, dur-
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Dialogue. 2007. Two-channel video projections.
Video still. Vidio edit: Darren Ryan

Nakhova, in Nakhova: Works 1973—2004. P. 13.

Campany David. Survey. In Campany, ed., Art and Photography,
London, Phaidon: 2003. P. 18.

Cited by Jackson. The Experimental Group. P. 245.
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naercsa cyabboi MHOCTpaHLa B M3rHaHWMW; HaxoBa ckopbuT o HecocTosB-
wemcs “amnanore” NoToMy, UTO HE BEPMT B MPO3PaUYHOCTb CMbIC/IOB Ha JTHO-
6OM s3bIKe UK, yULle CKa3aTb, OHA UCKPEHHE BEPUT B CMbIC/IOBYHO 3HAUM-
MOCTb Hepa3bopumnBol peun. He ciyuaiiHo ee ackeTuuHas ayauoBu3yasb-
Hast MHCTanNsuMs “30Ha Hepasnnuerus” (2008), B KOTOPOW U3 KOJIOHOK A,0-
HOCSTCS MOHOJI0TY Ha AMKOBMHHBIX HAPEUMAX — MJIOA, A3bIKOBbIX UMMPOBU-
3aUMN NOAEN PAa3HbIX HALMOHAIbHOCTEN, MPEAN0IAraeT, UTO IakyHa Mexay
0603HavaoWmMM 1 0603HAYAEMbBIM U €CTb MOAJINHHbBIA MCTOYHUK CMbIC/IOB.

B3pbiB poTorpadpuueckoro

CHUMKU 8 CNapbiX KHU2AX COBEPUIEHHO HE NOXOXCU HA MO, YMO celiuac denarom
8 xydoxcecmeeHHoU uau kommepueckoti pomozpaguu. Ha moii 8324150, oHu no-
pasumenbHo HanomuHaom apxeosnozuveckue apmedakmel, Ha KOMoPbIX om-

nevyamanace npagoa.
WpuHa Haxosa'”

B koHyenmyanusme $pomozpagus nepecmpausdaem u ocmpaHsem coto coyu-
anbHyto npupody... CospemeHHas pomozpagdus mszomeem k penpeseHmayuu.
HenpucmotiHas pedaekcust Ha cobcmaeHHy0 HenpucmoLiHoCMb.

[asup KamnaHu '8

Kozda mbi cunu 8 Cogemckom Coro3e, Mbl Bbl/IU HECUACMHbI, HO Mbl 3HAAU NpU-
YUHY HAWe20 Hecuacmbs — 80 8ceM 6blia 8UHOBAMA cogemckas enacme. Ce-

200HS Mbl Modice HecYyacmH»bl, HoO He 3Haem novyemy.
Spwk bynatos *®

MposicHeHWe uHOCMPAHHOCMU, U3THAHHUYECKON WAEHTUYHOCTM HaxoBow,
CBOWMCTBEHHOW el B coBeTcKko MockBe v 3a ee npeaenamMu, pasoyapoBaHme B
obeToBaHHOW 3eM1e cBOOOAbI, KyA,a XyLOXKHMWLA Nepeexana, npeciefoBano
LLeSIb OCMOPUTb MHEHWE O HALMOHAJIbHOM MPOUCXOXAEHWN KOHLENTyalb-
HOW (IKOBbI PyCCKOM) 1 peMUHNCTCKOI (KOGbI aMEPUKAHCKOM) AesiTeNb-
HOCTU XyZOXHULbI. B3ameH cnepoBano npeasoXuTb ToNKOBaHUE rmbpua-
HOCTU €€ XyA0XKECTBEHHOIO NPOAYKTA, Er0 CBA3MU C MECTaMU MPOXKMUBAHWS, B
KOTOpbIX OHa $OpMUPOBanack Bcersa B AManore U B U30N5LMK, BCEraa npe-
6bIBas OHOBPEMEHHO 34,ECb M TaM, M BPEMs OT BPEMEHW NepeTekas oTTyAa
ctopa (Mnm HaobopOT, B 3aBUCKMOCTY OT reorpaPUUECKOro MeCTOHaXOXAe-
HWsl uuTaTens 3Toi cTatby). brarogaps sepe HaxoBoit B XMBOMUCH Kak B
nober OT COBETCKOM AeNCTBUTENLHOCTY ee PaboThbl OTIMUYAIUCH OT TOTO, UTO
[enanm MOCKOBCKME KOHLENTYaUCThl, KOraa oHa 6eina ewe “tam”, a nepe-
WHaUEeHHbIE 3aMMCTBOBAHMWSA 13 COBPEMEHHOM apT-*u3Hu Hbto-Mopka scer-
[la NponycKaaunch yepes GUIbTP UMUCTO PYCCKOW BEPbl B MPEKPACHOE MUCKYC-
CTBO W BbICOKYHO Ky/bTypy U GUAbTP B3rNs40B, CGOPMMPOBABLUMXCS NOA,
BAVSIHUEM PYCCKOTO KOHLLENTyasn3mMa. ITO, B CBOK ouepesb, AAET OCHOBA-
HWe roBOpPUTbL 00 M3MEHEHWH ee XYL0XKHUUECKOTO BULEHUS, MPUUUHA KOTO-
POro HanpsIMyto CBs3aHa € Pa3bUTLIMUM MeuTaMu o BoobpaxkaemMom 3anaze,
He BblAEPXKaBLWMMU CTOJIKHOBEHUS C PeasibHOM AeMOKpaTHel Kak B AMepu-
Ke, TaK U ApYyrux cTpaHax. PeanbHOCTb BTOPraach B paboTbl Xy40KHULLLI ve-
pe3 doTorpaduto n okasana BAMSHUE Ha ee MHcTanasunn. otorpadus He
ToNbKO f06aBMUIa HOBbIE aKLLEHTHI B €€ XXMBOMUCh, Kak, Hanpumep, B cepum
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A [Onanor. 2007. [lsyxkaHanbHasi BUAEONPOEKLUS.

16.

Kapgp u3 Bupeo. MonTax: apeH PaitH

Dialogue. 2007. Two-channel video projections.
Video still. Vidio edit: Darren Ryan

For the notion of a “post-catastrophic consciousness” in Nakhova’s
carly installations in New York see Victor Tupitsyn, “Moscow Partisan
Conceptualism,” in Moscow Partisan Conceptualism, 9 and “If | Were
AWoman,” in The Museological Unconscious: Communal (Post)
Modernism in Russia, The MIT Press, Cambridge, Mass., 2009.
P.177-181.

ing her first stays and exhibitions in New York, which
coincided with the last years of perestroika and the
coup’s aftermath, that Nakhova turned to installa-
tions to enmesh the two homely abodes she always
had — painting and the museum world, or culture
at large, evoked through fragments of antique bod-
ies and imaginary ruins — to celebrate her person-
ally emancipating arrival to the West, rather than
to simply echo the change in the Soviet Union or to
nostalgically mourn the lost promises it once rep-
resented with a “post-catastrophic” imagination. ¢
Yet, it is as an ironist that Nakhova began sending
back to post-communist Moscow views of her new
home, in which she substituted the transcendence
of her first room with the non-transcendability
of life in America, as she did with “Trip” (2006). A
video installation that technologically advanced her
interest in transforming space by staging a virtual
tour through her neighborhood in New Jersey, “Trip”
makes the viewer ride a stand-in for the artist’s bike
to retrace — changing only the speed — the artist’s
frequent ride from home to the beach: a boring trip
through alienating suburban architecture and un-
eventful emptiness.

And it is as a perennial foreigner, of neither here nor
there, that she continues making bitter commentar-
ies about the loss of communication in the high era
of global transportation and communications, which nonetheless enable
her now to live as an itinerant, homeless artist. As such, in a recent video
piece, “Dialogue” (2007), Nakhova ironically titles in English the spatial
organization of a nonsensical exchange of profane phrases written in Rus-
sian, projected on horizontal surfaces, side by side as if on the pages of
a book. The irony doubles when one realizes that the phrases, written on
a sea shore’s temporal, sandy “pages,” and slowly and rhythmically being
washed off by the sea, are conceived by Andrei Monastyrski, near greetings
from Moscow scribbled on the sand of Nakhova’s new home, the Ameri-
can shore near her house in New Jersey. As a taciturn collaboration paying
homage to his group, Collective Actions, and perhaps reinforcing the resi-
dues of Moscow Conceptualism on Nakhova’s exploration and challenging
of perception by means of her own recording of an “empty action” and
her renewed interest in language, Dialogue exposes the limits of everyday
communication through an exchange conducted in perfect Russian, while
enacting a borderline situation where communication springs from the un-
predictable intersection of verbal and visual signs. For it is not due to the
suffocating “silence of the polyglot,” the tragic fate of the exiled “foreign-
er,” according to Kristeva, that Nakhova laments the failure of “dialogue,”
but because of her true disbelief in the transparency of meaning communi-
cated by any language, or better yet owing to her true belief in the mean-
ingful un-discernibility of their messages. Not coincidentally, in her spare
audiovisual installation, “Zone of No Distinction” (2008), speakers trans-
mitted incomprehensible monologues in glossolalic dialects improvised by
people of various nationalities, suggesting the gap between signifier and
signified as the ultimate source of meaning.
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v [le6op 8 “"Obuwectse cnekTaknsa” yTBEPXKAAN, UTO ABE CBEPXAEP-
)aBbl BOBCE HE MPOTUBOCTOSAT APYr APYTy U CO BDEMEHEM WX KAET
KOHBEPreHLLMs, U Moara, uTo CnekTak/ib XapakTepeH Kak Ans 3a-
naja, Tak v Boctoka — B nepBom no npuumHe KOHCOMep13ma 1 pas-
BWTUS TEXHOJIOT WA, BO BTOPOM MO NPUUnHE B10pOKPaTUUECKON Npo-
naraHss.

Westgeest Helen. The Changeability of Photography in Multimedia
Artworks. In Hilde Van Gelder and Helen Westgeest, eds., Photogra-
phy between Poetry and Politics: The Critical Position of the Photo-
graphic Medium in Contemporary Art, Leuven: Leuven University Press,
2008.P. 3.

A py3ba n 3HaKoMmble. 1994. Bug nHctannauun.
Cranbrook Art Museum, baymung-Xunns, Muuuran,
CLWA. CobpaHue "OTkpbiTol ranepen”, Mockea

Friends and Neigbours. 1994. Installation view,
Cranbrook Art Museum, Bloomfield Hills, MI US.
Collection of Open Gallery, Moscow

“[lomMalHss KMBOMUCL", HO 1 B351a HA Ce6S POJIb, KOTOPYHO B MHCTAIALMUAX

npexae urpana KMBOMUCb, HO MOJIHOCTbIO €€ HE BbITECHSA, [LOKa3aTesb-
CTBOM ueMy cyskut paboTa “Mama-Mana” (2009). M xoTs 370 b 041H
13 acneKTOB ee MOCTMEANMNHbIX XY LOXKECTBEHHbIX MPAKTUK, B UMCIIE KOTOPbIX
HaZyBHas CKYJIbNTYpa, MHTEPAKTUBHbIE K 3BYKOBbIE TEXHOJIOTMK, doTOrpa-
¢dus y HaxoBoit 3acnykusaer 6osiee NpUCTasbHOro BHUMaHUS, MOCKOJIbKY
OHa [T BO3MOXHOCTb OOHOBUTL C/10Bapb AJis 0OCY>KAEHWS CTapbiX Npo-
61eMm, a 3304,HO LONONHUTL PabOTbl COLUOMONUTUUECKMM KOMMEHTAPUEM
0 XXM3HM B ABYX LOMaX XyLOXHMULbl U 06 UX MOCTKOMMYHUCTUUECKOM cHK-
KEHWU B yCNOBUAX rnobanbHOro Kanutanunsma2°.

HaxoBy, oueBuaHO, Npuesekaa “xameneoHckas n3meHumnsocts” 2 poto-
rpadumn B COBPEMEHHOM UCKYCCTBE, M OHA LaKe YCWUIUa 3TO KaUeCTBO, He
TOMILKO UCMOJIb3Yys pasHoobpasHbie dopmbl doTorpadmueckmx n3obpaxe-
Hit (BbIPE3KM, BCTABKM B XKMBOMWUCH, CN1AMAbI, MeYaTh HA Pa3UUHbIX MaTe-
pranax u npeaMeTax Kak CyLL,eCTBEHHbIE 3/IEMEHTbI BUAE0APTa), HO W Mpo-
Oys pasnunuHble poTorpadpuueckme KaHpbl, UCCaeays MHOTOUUCIEHHbIE
naeHTUYHOCTH doTorpadum 1 aKCnepuMeHTHUpPYs ¢ HoBbIMU dopmamu “do-
TOUYBCTBUTENBHOCTU" B UCKYCCTBE.

Anponpuaums Kak BbICOKOrO MCKYCCTBA, TaK U pacxoxei o6pasHoCcTn —
BOT K UeMy, Haf,0 nosarats, cTpemunace Haxosa B cBoMx paHHMUX paboTax ¢
dotorpadueir. B “[ipysbsx u 3Hakombix” (1994), BrieuaTnsiowLEeN UHCTANNS-
LLUWN MHTEPAKTUBHBIX CKYJIbNTYP, 3pUTeNib, 0OMaHyTbIN OCBELLEHMEM, MOHA-
yasly AyMaeT, uTo 0Ka3asics cpeam NoABeLlEHHbIX TOPCOB aHTUUHBIX CTaTYH.
Mpu 6aMKanleM pacCMOTPEHWUW, KOTLA r1a3a MPUBLIKAKOT K MOJyMpPaky,
CTaTyu NpeacTalT rMOpUAHbBIMU CKYNbNTYPaMu, CO34aHHBIMU METOLOM
CTOIKHOBEHUS XY4,0KECTBEHHbIX CPEA,CTB — KUBOMUCK, CKYJIbNTYPbI U peau-
menga. CoeguHUB XMBOMUCH, M30OPaxKaBLLYtO CKYIbNTYPHbIE OPUTUHASbI
M KOMUU, N LOMOSHUTENbHbIE XYLOXECTBEHHbIE CpeacTBa, HaxoBa MMuTu-
poBana GparMeHTbl CKYJIbNTYP, OPUEHTUPYSCh Ha CHUMKU PUMCKUX KOMUIA
KJlacCMUeCcKuX CTaTyl, HalaeHHble B anbOOMax Mo UCKYCCTBY U apXeOI0rmu.
OpHaKo BMECTO XOJICTa OHa UCMOJIb3YeT OAEXKAY, MPEeBPaLLas CTaTyu B MOPT-
HsKHble MaHeKkeHbl. Kak nepdopmaTvBHbIE CKYILNTYPbI B OAEXKAAX, KOTO-
pble MOXET HafleTb U HOCUTb MYXXUMHA UJIN KEHLLMHA, M KaK CKYJIbNTypHast
WHCTaNNALMS PAa3HOMOJIbIX MEPCOHANXKEN, FAE MYXKCKOE TEJIO MHOTA,A LLEros -
€T B )KEHCKOM 0aexae, U HaobopoT, “[py3bs v 3HaKoMble” HanpawmnBaoTCs
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DomawHsas xueonucb N2 3. 1999.
XoncT, Macno. 200 x 150

Home Painting No. 3. 1999.
Oil on linen. 200 x 150

Nakhova, in Nakhova: Works 1973—2004. P.13.

David Campany, “Survey,” in Campany, ed., Art and Photography,
London, Phaidon, 2003. P.18.

Cited by Jackson, The Experimental Group. P. 245.

Guy Debord himself has argued in The Society of Spectacle that the

two superpowers were not opposed but would in fact converge, and
considered the spectacle to be rooted in both West and East—in the
former due to consumerism and technology, and in the latter due to
bureaucratic propaganda.

Helen Westgeest, “The Changeability of Photography in Multimedia
Artworks,” in Hilde Van Gelder and Helen Westgeest, eds., Photog-
raphy between Poetry and Politics: The Critical Position of the Pho-
tographic Medium in Contemporary Art, Leuven, Leuven University
Press, 2008. P.3.

The Eruption of the Photographic

Photos in an old book are so completely different from any current artistic or com-
mercial photographic approach. They strike me as archeological artifacts that
bearthe truth.

Irina Nakhova

Within conceptualism photography restaged and estranged its social character
... Photography’s modernism is a turning on representation. An impure reflection
on its own impurity.

David Campany 18

When we lived in the Soviet Union, we were all unhappy, but we all knew the rea-
son of our unhappiness — it was Soviet Power’s fault. Today we are all unhappy,
but we don’t know why.

Erik Bulatov *°

So far I have intertwined the foreigner-ness of Nakhova’s exilic identity —
both within Soviet Moscow and outside of it, along with her disillusion-
ment with the dreamed-of land of freedom, the West that she moved
into — in order to defy the nationalizing of her conceptual (as Russian) or
feminist (as American) agendas by contextualizing the hybridity of her art
as a product of the different homes in which Nakhova was formed, always
both in dialogue and isolation, always being both here and there, while
filtering there from here (or vice versa, depending on the geographical lo-
cation of the reader of this essay). For Nakhova’s belief in painting as flight
from Soviet Russia distinguished her work from Moscow Conceptualism
while still “there,” while her ventriloquizing of influences from the con-
temporary art scene in New York was always filtered through a genuinely
Russian belief in fine arts and high culture and a recurrence of interests
formed in line with Russian Conceptualism. This also provides a platform
upon which to frame a new element of the hybridization of her vision in
the West, which, to me, derives from the shattering of her imagined West’s
promises upon the encounter with the reality of democracy, both in Amer-
ica and gradually expanding abroad: the intrusion of the real through pho-
tography, understood in its post-photographic expansiveness — in other
words, the influence of photography on her installation work. While also
inflecting her painting, as manifested in her Home Painting series, photog-
raphy overtook the role painting played in her installations, even though
the former never displaced the latter, as proven by “Mama—Papa” (2009).
And although it is only one aspect of a ferociously post-medium art prac-
tice that includes inflatable sculpture, technologically expert interactivity
and sound, Nakhova’s use of photography deserves a closer look, as it al-
lowed her to update the vocabulary of old concerns as well as to subtly
layer her work with sociopolitical commentaries — about life in both of
her homes, if not about the post-communist approximation of both under
global capitalism. 2°

In fact, Nakhova seems to have responded to and, in effect, furthered the
“chameleon changeability” 2! of photography in contemporary art, not only
by presenting photographic images in various forms (as cut-outs, images in
paintings, slides, print outs on various supports and in objects, and, even
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Daddy Needs To Relax. 1996. Detail

Isaak Joanna. Reflections of
Resistance: Women Artists

on the Other Side of the Mir,
Feminism and Contemporary
Art: The Revolutionary Power of
Women's Laughter, Routledge,
New York, 1996. P. 116-119.

KommeHnTapuit Haxoso#,
B3ATbIN KaK anurpad K 3Tomn
YacTu CTaTby, OTHOCUTCS

K UCMOJIb30BAHUIO
unnocTpauuii s “Poxaectsa
B uMCTMAMLLE” B PA3SINUYHbBIX
KUBOMUCHBIX CEPUSIX U
NHCTaNNALMAX XYLOXKHULLbI.

Ha GEMUHUCTCKOE MPOUTEHME, OTChIIaloWLee K a- U BucekcyasbHOCTU COo-
BETCKOrO KOJIIEKTUBHOIO TeNa U K naee nepdopmMaTuBHOCTH reHaepa, pas-
paboTaHHOM 3anafHbiMK TeopeTuKkamMu 22, Ho cylecTByeT v Apyron acnexT:
roBOpALLME CKYJbNTYpbl — cObpaHue “apysen n 3HakombIx”, — pearnpyto-
LMe Ha MPUKOCHOBEHME (eCTECTBEHHOE KeNaHUe AOTPOHYTLCS [0 CTaTym)
M MOBMHYIOLLMECS BOJIE XYLOXHWLLbI, OKA3bIBAKOTCA OUEHb AANEKUMU OT
apyxentobus. OTKANKAsACh HAa MPUKOCHOBEHUE 3PUTENS PACUCTCKUMMU, TO-
MOPOOHBIMU, KCEHOPOOHBIMU N CEKCUCTCKMMMU BbICKA3bIBAHUSMU HA YJINU-
HOM aHIIMACKOM, CKY/IbMTYypbl HABOAST HA MbiC/b 06 U3HaHKe “LMBUAN30-
BaHHOro” MMpa AeMOoKpaTum, B KOTopbil yrogmna Haxosa. MNMpousHocnmas
6€3ronoBbIMU TENAaMK, B KOTOPbIX ObITOBasi 0ObIAEHHOCTb COUETAETCS CO
cnepamu 61aropoAHOro NPOUCXOXKAEHMS, PYraHb CIMBAETCS B THYCHYHO Ka-
KODOHUI0, ,OKA3bIBAOLLYHO, UTO AEMOKPATUS — He GoJiee Uem JIKMBOE Npu-
KpblTWE AN COLMabHbIX NaToNorMin 1 6e3yaepKHOro UHAMBUAYAAN3MA.
C 3101 cTopoHsbl “[lpy3ba v coceamn” MOryT paccMaTpUBaTbCA Kak O4HO U3
nepBbiXx OTOOPaXKeHUM TpaBMaTMUEeCKOro 3HakomcTea HaxoBoit ¢ 3anagHow
PeanbHOCTbIO, M3HAHKY KOTOPOUM OHa MPOJAO/IXKAET MOKa3blBaTb B reTepo-
reHHbIX paboTax, TOJIbKO BbIMIPLIBAOLLMX OT UCMOJb30BaHUS GpoTorpadum.

BepbanbHoe Hacunme “[pyseit n 3Hakombix” bneaHeeT B CPaBHEHUM C
BU3yasibHbIM Hacuanem pabotel “Mane HyxHo oTaoxHyTs” (1996). Ecnn B
nepsoi Haxosa konupyeT dpoTorpadum BpyuHyto, To BO BTOPOM OHa nepe-
XOAMUT K MEXaHUUYECKOWM NeyaT MexaHMUeCKMX OTTUCKOB, MapagoKcabHbIM
06pa3oM 000CTpss BO3AENCTBME ITUX amnpOMpPUUPOBAHHBIX W30b6paxe-
HWii 2% OTobOpaB cTpalHble CHUMKK U3 yuebHUKOB cynebHOM MeanUUHbI 1
WHTEPHET-UCTOUHUKOB C M30OpaKeHNeM TPymnoB, U3YPOAOBAHHBIX MPecTyn-
Hukamu (Mo GObLIE YACTV BBICTPEIOM B FOJI0BY ), B KaTaCTPOdax av npw
BCKPbITUK, HaxoBa meuyaTaeT MX Ha FMMNCOBbIX MOAYLWKAX, CIOBHO OTNpaB-
NS MOUTUTENbHbLIM KECTOM MOKOUTLCS HAa YC/IOBHO MATKUX MOBEPXHOCTSIX.
Tema cmepTH, a TakKe 06€300paxkMBaHNS Tesa MOCTOSIHHO BO3HUKAET B ee
TBopuectse. OHako B “lNane Hy>KHO OTAOXHYTb" CMEPTb M HACKUINE KaXYT-
CSl HaNPSAMYO CBA3aHHbBIMM C MOBCELHEBHBIMMU BUAEHUSIMU AETYMAHU3UPO-
BaHHOrO Ye/I0BEYECTBA. 34eCh TaKXKE eCTb OTCHISIKA K CMAKOBaHWIO CMEPTU
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See Joanna [saak, “Reflections of Resistance: Women Artists on
the Other Side of the Mir,” Feminism and Contemporary Art: The
Revolutionary Power of Women's Laughter, Routledge, New York,
1996. P.116-119.

See Nakhova’s statement, which is used as epigraph in this section,
where she refers to her use of illustrations from Christmas in Purga-
tory in various series of paintings and installations.

Mane HY>XHO OTAOXHYTb. 1996. BuaeoskpaH, kpecno

C ayANO-MOAYLIKOW, FMMNCOBbIE MOAYLWKN C HaneyaTaHHbIMU
nsobpaxeHnsamu (OKoNo 45 x 65 x 20), BepesKa,

2 MexaHuuyeckux wapa. Bup nucrannsumm.

Cobpanue OTkpbITOM ranepeun, Mockea

Daddy Needs To Relax. 1996. Video screen, armchair with
audio pillow, plaster pillows with printed images (various
sizes approx. 20 x 45 x 65), rope, two mechanical balls.
Installation view. Collection of Open Gallery, Moscow

more broadly, as essential elements of video art) but by dabbling with a va-
riety of photographic genres, questioning photography’s many identities,
and exploring advanced “photographic sensibilities” in art.

Appropriation, of both high art and commonplace imagery, seems to be
the operative term underlying Nakhova’s early resort to photography. In

“Friends and Neighbors” (1994), a dramatic installation of interactive sculp-
tures, the viewer is found, fooled by lighting at first glance, in the com-
pany of suspended torsos of ancient statues. Upon closer inspection and
ocular adjustment, the statues appear as hybrid sculptures resulting from
the marriage of antithetical art paradigms, such as painting, sculpture and
the readymade. Allowing another medium to intervene in her painting of
sculptural originals and copies, Nakhova has imitated fragments of sculp-
tures from photographs of mostly Roman copies of classic statues, found
in archaeology and museum books. Instead of canvas, however, she has
used coats hung on tailor’s dummies as her supports. Both as performable
sculptures to be worn by bodies of any sex, and as a sculptural installation
of sexed bodies that are occasionally mismatched with men’s or women’s
coats, Friends and Neighbors invites feminist readings that pertain to both
the a- and bi-sexuality of the communal Soviet body and to the perfor-
mativity of gender as theorized in the West?2. Yet, as talking sculptures,
responsive to the touch that they invite as sculptures and by the artist’s in-
tent, this constellation of “Friends and Neighbors” is proven to be anything
but friendly. Responding in perfect street English with racist, homopho-
bic, xenophobic and sexist comments to the viewer’s touch, the sculptures
conjure up the underside of the “civilized” world of democracy into which
Nakhova had just plunged; uttered by headless bodies that conflate eve-
ryday materialism with the insignia of today’s democracies’ classic origins,
their casual curses amount to a brutal cacophony that proves democratic
polyphony and individuality to be fallacies masking social pathologies and
rampant individualism. As such, Friends and Neighbors can be seen as an
early manifestation of Nakhova’s traumatic encounter with Western reality,
whose underside she continued to expose in heterogeneous works that, in
one way or another, have capitalized on the use of photography.

The verbal violence of Friends and Neighbors pales in comparison with
the visual violence in “Daddy Needs to Relax” (1996). While in the former
Nakhova copies photographs manually with paint, in the latter she moves
to mechanical reproduction of mechanically reproduced photographs,
paradoxically rescuing the indexical impact of the appropriated imag-
es?®. Culling gruesome images from forensic pathology books and inter-
net sources featuring corpses violated by crime, accident or the autopsy
itself — mostly shots of heads — she has directly printed them on plaster
pillows, almost letting them rest on the seemingly soft surfaces in a digni-
fying gesture. Death, along with the deterioration of the body, has been a
constant preoccupation of Nakhova’s oeuvre. In “Daddy Needs to Relax,”
however, death and violence seem to underscore the everyday dreams of a
dehumanized humanity. Media lust for death and violence is also echoed
as a symptom of the high era of spectacle. For the artist invites the viewer to
walk through this unordinary mass grave in order to relax, listening to mu-
sic from a technologically enhanced pillow while watching someone sleep-
ing on the “screen.” With the title of the work borrowed from the actual
advertisement for the musical pillow that the artist has used for the audio
component of this audiovisual installation, the world of spectacle, from
advertising to commercial entertainment, indeed underscores the coloniz-
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Bug nHcrannauum. Cobpa-
Hne MocCKOBCKOro Myses
COBPEMEHHOr0 UCKYyCcCTBa

Ironing Boards. 2001.
Installation view. Collec-
tion of Moscow Museum of
Modern Art

Coobpa3sysach ¢ 3aauamu 3TOW CTaTbU, s COCPESOTOUMNACH Ha
CpaBHeHUW NprMeHeHns dotorpadun HaxoBow 1 B COBpeMEHHOM
3anajgHoOM, B OCHOBHOM aMEPUKAHCKOM, UCKYCCTBE, OAHAKO, KaK
MOKa3bIBAOT HefaBHMeE nccnefoBaHns (CM., B uactHoctu: Groys
Boris. Russian Photography in the Textual Context. In Diane Neu-
maier, ed., Beyond Memory: Soviet Nonconformist Photography
and Photo-Related Works of Art, New Jersey, The Jane Voorhees
Zimmerli Museum and Rutgers University Press, 2004), 5Ta Tema
TpebyeT fanbHENLWero u3yueHus B CBETE B3aMMOOTHOLEHWI C
pa3HoobpasHbIM Ucnonb3oBaHneM poTorpadum B COBETCKOM
[LNCCUEHTCKOM UCKYCCTBE.
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n Hacunma 8 CMU Kak K cMMNTOMY 3MoXm pacugeTa “obutectsa cnektakas”.
XyLOXHWLA NpeasaraeT 3puUTeNto NpPOryasTbCs MO 3TOMY HeobblUHOMY
MaCcCOBOMY 3aXOPOHEHMIO, C TEM UTOObI PaccnabuTbCs, OTAOXHYTh, CAyLLas
My3bIky M Habntofas Ha dKpaHe — TEXHOJIOMMUECKU OCHALWLEeHHOW “noay-
wke" — cnswero uenoseka. Ha3gaHne paboTbl B3ATO U3 peKksambl My3bi-
KasIbHOM MOAYLUKM, KOTOPYHO XYLOXHMULA UCMO/1b30Ba1a B KauecTse ayLuno-
KOMMOHEHTa AaHHOW WHCTanAsauuu. Mup cnektakns — OT pekaambl A0
KOMMepUECKUX pasBaeuyeHnin — JeUCcTBUTENbHO NopaboTua Halle 3peHune
W CYX, 3pUTENt0 NPEAJaraeTcs OWYTUTb 3TO B LOBOJIbHO MPAUYHOM UHCTAN-
naumm.

Banponpwuauuu, npuHseLein opmMy pyKOTBOPHOro IN60 MeXaHUUYECKOTO
LMTUPOBAHMS PenpoayLMpoBaHHbIX 06pa3os, HaxoBa obpena naeanbHbli
CNocob BblpaXkeHUs AyasbHOrO MHTEpeca K UCTOPUM UCKYCCTBA U MOBCen-
HEBHOCTMW. He CTO/b BaXKHO, HaX04MACh S OHA MOA, BAUSHUEM "“anneropu-
yeckoro nmnysbca”’, MPOHM3bIBAOLLErO HauMHas € 1980-X roL0B Npouv3Bese-
HWS NOCTMOAEPHMCTCKOrO MCKYCCTBA, 0COOEHHO HbtO-MOPKCKOr0, B KOTOPBIX
COAEPXKUTCA OTKIIMK Ha 0Bpa3 Mupa, BoicTpaneaeMbit CMW. Ho, nockosibky
B nocnegHee pecatunetve dotorpadus urpaet Bce bosee BaKHYHO posb B
ee MHCTaNNALNAX, BBITECHSS KMBOMUCH, IKCNEPUMEHTbI HaxoBow noayumam
HOBOE HaMpaBJIeHUE, 3aTParMBatoLLee KaK YCKOb3atoLLyto cyTb doTorpadum
B 2Moxy LbpPOBOIN PEBOJIOLUU, TAK U €€ MPUCYTCTBME B Pa3HOOOPA3HbIX BU-
[Lax B COBPEMEHHOM UCKYCCTBE, BKJItOUas BO3poxaeHune poTorpaduueckoro
NWKTOpanu3Ma B 1990-x 2% Hanpumep, B GOTOCKYIbATYPHBIX MHCTANNALUAX
“TnapunbHbie gockn” (2001) u “Penetnums” (2003) Haxosa skcnepumeHTH-
poBasia Co CTYLMUMHbBIM NMOPTPETOM M MOCTaHOBOUHOW doTorpadueit, obpa-
LLAsICb K BEYUHBIM BOMPOCAM CMEPTU U Hacuaus Ha GoHe BOVHbI C TEpPOPOM
(nnv c obuiectBom) B roasl npasnerus bywa.

Moka3sblBasi KPYMHbIM MAAHOM BMECTO JILL, HAaTypLLULL MX CrinHBI, B “[na-
AnnbHbIX fockax” Haxosa co3mana, no cyT, Ceputo aHTUMOPTPETOB, BKJItO-
yas cobcTBeHHbIN. HenoBkne NOCTaHOBOUHbIE NMO3bl NPeANOaaratoT CKyKY,
MOKOPHOCTb UK CTpax nepes, HacununeM. MNeuatas n3obpaxkeHUs UyBCTBU-
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TnagunbHbie BocKKU. 2001. Bug nHctannaumm. Windows
at Kimmel Center, New York University, Hoto-Mopk, CLUA

Ironing Boards. 2001. Installation view, Windows
at Kimmel Center, New York University, New York, NY US

Though for the purposes of this essay  have focused on the dialogue
of Nakhova’s uses of photography with its recent development in
Western—mainly American—art, further study of its relation to the
different role of photography in Soviet dissident art (see especially
Boris Groys, “Russian Photography in the Textual Context,” in Diane
Neumaier, ed., Beyond Memory: Soviet Nonconformist Photography
and Photo-Related Works of Art, New Jersey, The Jane Voorhees
Zimmerli Museum and Rutgers University Press, 2004), as revealed in
recent studies, also needs to be pursued.

“That which is the most profound in the human being is the skin...

the marrow, the brain, all these things we require in order to feel, suf-
fer, think...to be profound...are inventions of the skin!,” Paul Valery,
cited by Claudia Benthien, Skin: On the Cultural Border between
Self and the World, transl. Thomas Dunlap, New York, Columbia
University Press, 2002. P.7.

David Joselit, “Notes on Surface: Toward a Genealogy of Flatness,”
Art History vol. 23, no. 1, March 2000. P.19-34.

ing of the senses, both seeing and listening, that
the viewer is asked to employ in this rather noir
installation.

In appropriation, whether in the form of man-
ual or mechanical quotation of mechanically re-
produced images, Nakhova found a perfect way
to recast her dual interest in art history and the
everyday, whether or not she was under the in-
fluence of the “allegorical impulse” underlying
the postmodern art response to the mediated-
image world — especially in New York — since
the 1980s. But as photography has begun to play
a more central role in her installations during
the past decade, almost replacing painting, Na-
khova’s experimentations have taken new turns
that both deepen photography’s slippery defini-
tion in the era of the digital revolution and echo
its manifold reinvention in contemporary art, in-
cluding the return of photographic pictorialism
in the 1990s24. In the photo-sculptural installa-
tions “Ironing Boards,” (2001), and “Rehearsal,”
(2003), for instance, Nakhova has experimented
with studio portraiture and staged photography to address timeless issues
of death and violence with timely resonance during the Bush-era of war on/
of terror.

Substituting the sitters’ backs for their faces, Ironing Boards is essentially
a group anti-portrait that features close-ups of the denuded backs of seven
female figures, including the artist, captured in ambiguous staged gestures
evocative of boredom, submission or victimization. By printing a sensuous
surface (skin) on contrasting supports (silk on soft, padded boards and
the metallic surfaces of four plugged-in irons), the artist intends to unset-
tle the viewer’s sensorial experience of the body and its warmth. But by
flaunting skin as the real profundity of being 2>, she problematizes skin’s di-
chotomous theorizations as a boundary or a mirror of the soul, as well as a
surface where the decentered post-Descartian subject is “mortgaged” 26 —
taking a critical distance from the traditional Russian bifurcation of body
and soul. Nakhova presents the body as a sensuous yet unknown cartog-
raphy scarred by natural and cultural markers (sunbathing marks, tattoos,
cancerous moles), but with the signs of age and gender suggestively defa-
miliarized. The confinement of the figures, the self-imprisoning gestures
of their hands, and the irons themselves suggest changing subtexts of vio-
lence — from the penal to the domestic. But the evocation of a cathedral —
due to the shape and the sequence of the boards that hint at a cathedral’s
windows, according to the artist — dispels any monolithic understanding
of the institutions that imprison the embodied being, opening the work
up to many historic and ahistoric interpretations, as is often the case with
Nakhova’s polysemous work.

Art-historical reference returns in “Rehearsal,” one of Nakhova’s most
theatrical installations, in the form of both mechanical reproduction and
performative enactment. The centerpiece of this installation is a (found?)
photographic reproduction of Edouard Manet’s “The Balcony” (1868), pre-
sented as a light box mounted on a wall, echoing commercial advertising
displays — not to mention the use of light boxes by contemporary photog-
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PeneTnumsa. 2003. Bug nHctannauum.
locypapcrteeHHas TpeTbaKkoBCKas ranepes.

Rehearsal. 2003. Installation view, State Tretyakov Gallery

PeneTuums. 2003. Bug nHcrannauum.
Windows at Kimmel Center, Hbto-Mopxkckuit
yHueepcuTeT, Hbto-Mopk. 2007.

Rehearsal. 2003. Installation view, Windows at Kimmel
Center, New York University, New York, NY US. 2007

"“Kosa — cyTb OCHOBa UE€/I0BEYECKOTO CYLLECTBA. .. KOCTU, MO3T, BCE,

UTO HU TpebyeTcs, uToObl UyBCTBOBATD, CTPaAATh, AyMaThb. .. ObiTb
OCHOBATEsIbHbIMU. .. 3TO NopoxaeHus koxu!” Mons Banepu, unT.
no Benthien Claudia. Skin: On the Cultural Border between Self and
the World, transl. Dunlap Thomas. New York, Columbia University
Press, 2002. P. 7.

Joselit David. Notes on Surface: Toward a Genealogy of Flatness.
Art History. Vol. 23. No. 1. March 2000. P. 19-34.
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TENbHOM MOBEPXHOCTU (KOXM) Ha KOHTpacTupytlownx matepuanax (Ha
MSATKOWM FNaguabHON LOCKE U Ha METa/IMUECKMX MOBEPXHOCTAX UEThIPEX
BKJTKOUEHHBIX YTIOrOB), Xy 4OXKHULA CTDEMUTCS 4,€30PUEHTUPOBATb 3pUTENS,
NPOTUBOPEUA Er0 CEHCOPHOMY OMbITY B TOM, UTO KacaeTcs Tesla U ucxoasiie-
ro oT Hero Tensaa. Ho, npoBo3rniatwas Koxy CyTbto uesioBeka 2>, XyLoXHMLa
CTaBUT BOMPOC O AMXOTOMMM KOXKM: KaK O MOrpaHUUHOM MOBEPXHOCTM U1 3ep-
Kasie gywu, Tak v 06 ypoBHe, Ha KOTOPOM MOCTAEKAPTUAHCKUIN, TNLLIEHHBI
LeHTpa cybbekT “oTaaercs B 3an0r” 26, Takum obpasom, Haxosa yaanaerca
OT PYCCKOM TPAAMLMU KECTKO pa3rpaHuumBaTh Teso n aywy. OHa npescras-
NISET TEO KaK YyBCTBEHHYIO, HO 0 CMX MOP HE U3YUEHHYIO KapTy, MCMelLpeH-
HYIO MPUPOAHBIMU MW Ky IbTYPHBIMU MapKepamu (COMTHEUHbI OKOr, TaTy,
POAMHKA), O4HAKO C HAMEPEHHO 3aTyLIEBaHHbBIMU MPU3HAKaMU MOJ1a 1 BO3-
pacta. MpebbiBaHne Guryp B 3aMKHYTOM MPOCTPAHCTBE M UCMOJIb30BaHME
YTIOrOB NpeAnosiaraeT pasinyuHble NOATEKCTb HACUNS — OT YrOJIOBHOTO A0
6bIToBOrO. Ho BO3HMKatowmin 06pa3 cobopa — dopma v pacnosioxeHume fo-
COK MO 3aMbIC/TY XYA0XKHMLb 06pasytoT nogobue coBOpHbIX OKOHHbIX MPO-
€MOB — He [JOMYyCcKaeT eAnHON TPaKTOBKM, NPeSOCTaBss WNPOKOe rnose
LNS UCTOPUMUECKUX Y BHEUCTOPUUECKMX MHTEPMPETALLMIA, UTO CBOMCTBEHHO
nosIceMaHTMUecKkomy TBopuecTsy Haxosow.

B “Penetnunn”, ogHOM 13 CBOMX Hanbosee TeaTpasibHbIX MHCTANIALNIA,
HaxoBa BHOBbL 0bpallLaeTcs K MCKYCCTBY MPEXHUX 3MOX B popMax MeXaHu-
UecKoro BoCnpow3sseaeHus v neppopmanca. LeHTp uncrannsumm — doto-
penpoaykuus kapTuHbl ayapaa Mawre “bankon” (1868), npukpenieHHas
K CTeHe B BUAe NanTOOKCa, HAMOMMUHAIOLLAs KOMMEPUECKYHO pekiamy. Dd-
bexT penpoayumpoBaHns B opme NOCTMOLEPHUCTCKOrO NacTmLua yCuam-
BAa€TCs MasieHbKUMU NainTboKcamu, Kotopbie (OpUruHabHbI BapuaHT “Pe-
netvumnmn’) nexat poBHLIMK psaaMK Ha nony nepes, “bankoHom”. B Hux
OObIUHbBIE MYXKUUHbI U KEHLLMHbI, N300paKatoULNMe YMUPAHUE, OMbITa KOTO-
poroy Hux HeT. Mo cyTu, 370 Bapuaums Ha Temy “CmepTu Topeagopa” (1864)
Dayapaa Mawe: nog, potoobbekTMBOoM Haxosol “Topeagop” mHoro pas
OXMBAET, UTOObI CHOBA YMEPETb, a MPUHLMM 4EMOHCTPALUN CHUMKOB Haro-
MUHAET KNaabulleHckme 3axopoHeHmns. PaboTsbl “lNane Hy)XHO OTAOXHYTb"
v “Penetuuns” 3aCTaBASOT Pa3MblLLUIATb O CMEPTH, O TPALULMUM HACUIUS U
oTobpaxeHue ero 8 CMW. Kpome Toro, oHu obpeTatoT £,06aBOUHbIA CMBbICH,
NpeBpaLLasicb B CAMOKPUTUUHYIO MHCTaNNALMIO, HAMOMUHAIOWYO 3aN C
MEPTBLIMU 3PUTENSAMU W CLEHOW A8 YMEPTBASIOWMX MOBTOPOB LieieB-
POB, UTO 3aCTaB/IAET 331yMATbCs O KU3HECOCOOHOCTH naEeN My3est B3 CTeH.

B apyrux nHctannsuusx Haxosa nccneayet u/vnun cabotupyer LOKyMeH-
TanbHyto dyHKLUMIO doTorpadumm, nepemMelL,ascy Ha TEPPUTOPUIO, KOTOPYHD
MOXHO 0003HauUUTL Kak GoTorpadumio yauL, UAN FOPOLCKOrO MPOCTPAHCTBA.
“Probably Would” (2005) v “Mockosckas uHctannsums” (2006) otcbinator
K TOTa/IbHOM TpaHCPOpPMaLLMM NPOCTPAHCTBA KOMHATbI XY AOXHMLbl, 3HAKO-
Mo 3puTento no 1980-m rogam. Ho obow, 3akpeiBatoune B obenx pabotax
CTEHbI M OKHa rasepeu, He paspucoBaHbl. OHW NpeacTasastoT cobor orpom-
Hble 0TnevaTku LndpoBbix GOTOKONNAXKEN C ropoAcknMU dacagamm, CTpo-
EHUSAMW U MPOXOXMMU. V300paxkeHuns, obpaboTaHHblE Ha KOMMbIOTEPE,
packpalleHbl UK YAaCTUUHO YAANEHbI C MOMOLLLIO BesbIX MATEH, MOXOXKMUX
Ha nnctest (“Probably Would”) vnu cHexutkn (“MockoBckas uHcTanns-
uvs”). B nepeovi paboTe HaxoBa co3paeT ronoBOKPYKUTEbHbIA FOPOACKON
nen3ax-cHOBUAEHWE, KPYrOBYO MaHOPaMy NepeTeKatoLLnx Apyr B Apyra ap-
XUTEKTYPHbIX MPOCTPAHCTB U MTHOBEH W FOPOACKOWM KU3HW ABYX METPOMO-
nucos, rae kuna xyaoxhnua (Heto-Wopka u [letporita), gocturas sdpdekra
$aHTaCTMUHOM 1 B HEKOTOPOM CMbIC/IE HaAMUPHOW cpeabl. [10 KOHTpacTy B

A Penetnuyms. 2003.
[eTtanb UHCTaNNALUMU

Rehearsal. 2003.
Detail of the installation

raphers. But reproduction in the form of postmodern pastiche underlies
the series of small light boxes, which — in the original arrangement of Re-
hearsal, at least — are laid in a grid-like arrangement on the floor in front
of Balcony. Featuring ordinary men and women in staged improvisations
of the unperformable experience of death, they are, in essence, reenact-
ments of Edouard Manet’s “Dead Toreador” (1864) for Nakhova’s photo-
graphic lens, paradoxically brought to life through dim light and fittingly
displayed in a structure evocative of a cemetery. Complementing Daddy
Needs to Relax, as a contemplation on death as well as historic and media
violence, the structure of this installation — evocative of a movie theater —
lets the contingency of the world of spectacle further modify its meaning,
turning Rehearsal into a self-critical installation as a room of dead specta-
tors and a stage for deadening rehearsals of modern masterpieces, which
questions the viability of the museum without walls.

In other installations, Nakhova both explores and/or sabotages photog-
raphy’s documentary function, moving into the terrain of what can be iden-
tified as street or urban-space photography. “Probably Would” (2005) and
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A Mockoeckas MHcTannALmMA. 2006.
Kunstlerhaus, Kapncpys, lfepmatus.

Moscow Installation. 2006.
Kunstlerhaus, Karlsruhe D
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ayamoswmsyanbHow “TotansHon” “MockoBckon nHctannsauun” dotorpadmu
B OCHOBHOM CTapble, Ha HOBbIX XX€ CHUMKAX 3aCHeKeHHOM MOCKBbI B MCTO-
PUUECKMX MECTAX, Ha 34aHMAX U NAMATHUKAX BUAHbI MPU3HAKK KOMMepue-
CKOM KOJIOHM3aL MU — peknaMHble naakatbl u bunnbopabl. Kpome Toro, Ha
060U HaHECEHbI MYCTbIE CUITY3Thl MEABEAEN PA3/INUHbBIX PAa3MEPOB, KOTOPLIE
prdMytoTCa € BeNbIM HaLyBHBIM MeABEAEM. YCTaHOBIEHHBI MOCpean no-
MelLeHus, Benbit MUILKA HAZYBAETCA U CAYBAETCA, pearnpys Takum obpa-
30M Ha NPUCYTCTBME 3puTeneit. ITa Urpa C BEUHbIM CUMBOJIOM Poccum, apuT-
MWUUHbIE BOCXBAJIEHWS W MOKJIOHBI, KOTOPblE MEABEAb OTBELWMBAET “HOBO-
My” MOCKOBCKOMY ropo/CKOMY Nnapaamn3y, 406aBaASeT UPOHUUHbIA OTTEHOK
TOMY, Kak BUAUTCA HaxoBoW HOBOE INLLO €€ CTAapOro A0Ma, CAABLIEroCs Ha
MUIOCTb r106asbHOMO KanuTaansma. Bonpeku nepsoHauanbHbiM Hamepe-
HWSM 3TU LLESIEHANPABNEHHO CKOMMOHOBAHHbIE FOPOACKME BUAbI, 0bbes-
HSOWME CTAapble U HOBbIE MECTA MPOXMBAHUS XYLOXKHULbI, MPEBPALLAIOT
“BozMokHO" 1 “MOCKOBCKYIO MHCTaNNALMIO” B AMMTUX, B KOTOPOM Mpas/a
[LOKYMeHTaNbHOW doTorpadumn pywmtcs, obHaxas COLMOMNOANTUUECKOE
HanpsXeHWe, MPOHM3bIBAOLLEE FOPOACKYHO CPELy B IMOXy rnobanusaumu.

OpHako HaxoBa ucnosibsyeT $oTokamepy U A8 LOKYMEHTUPOBAHMS,
3aneuatsieBas WCKYCCTBEHHOCTb U MYCTOTY aMEPWMKAHCKMX MPUTOPOLOB
(“Trip"), wHctannvpys dotorpaduueckne Haxoaku B nantbéokcax (“Ypo-
BEHb MOBbILIEHHOM onacHocTH”, 2004). Co3aaBas BOOGPakaeMbili OpaHsKe-
BbI/l YPOBEHb OMACHOCTU TEPPOPUCTUUECKON aTakm, KOTOPOM aAMUHMCTPa-
umsa Bywa ymeno 3anyrana amepukaHLes, pa3ss3as cebe pyku 415 BeLeHUs
BOEHHbIX AencTenit (ocobeHHo noapobHo 06 “oteeTHOM yaape” rosopu-
JI0Cb Cpa3y Mocsie 11 CeHTSOPS 1 B POXKAECTBEHCKME AHN 2003 r04a), B pa-
60Te "YpoBeHb MOBbILWEHHOM OnNacHOCTM” HaxoBa BbICBEUMBAET MOAJMUH-
Hble “omacHocTW” KanuTann3ma, BUAS UX B TOM, UTO B YC/IOBMAX SIMOEpasib-
HOM SKOHOMMWKM BOEHHAA MalIMHA U UHAYCTPUSA noTpebneHns aencTByroT
320HO. DKpaHbl C BUAEO3AMNCHIO MOKYMNaTeNEeN, BXOAAUMX U BbIXOAALLMX
13 CynepmMapKeToB, TAUTOOKCHI C KAPTUHAMU MOTPEOUTENBCKOTO N306MIKs
OT MarasvHOB Ha aBTO3aMpaBKax 40 MeraMapKeTos, choTorpadprpoBaHHbie
B HOUHOE BpeMs Ha POXAecTBO MpUroposHsie LOMa, YKPaLIeHHbIe C HaBs3-
UMBOW SPKOCTbIO, BbICATCSA BO TbME 3/10BELLUMMU NPSHUUHBIMU BACTUOHAMY,
NCKYCCTBEHHOCTb M MaTEPUANTUCTUUHOCTL KOTOPbLIX FPO3UT UcTpebaeHnem
KaK ODLLECTBEHHOM, TaK U YACTHOM XKU3HM.

“YposeHb nosbiweHHOM onacHocTw”, BbicTaBieHHas B MOCKBe, 3ByuuT
Kak MpWroBop aMepuKaHCKOMYy KanuTanmimy. Ho HOBYIO pa3HOBMAHOCTb
3/1a, NOPOXAEHHOrOo rnobanmnsawnmernt n NopasmnBLLEro CTapblii U HOBbIM LOM
XYLOXKHULLBI, YK€ HEBO3MOXHO MAEHTUGMLMPOBATL B CTApbiX TEPMUHAX.
BHOBb MCMO/Ib3ys HamyBHOro “pycckoro” mepasens B MOJIMTBEHHOM Mose
nepes, skobbl PycCKUM NpaBoCiaBHbIM nkoHocTacom (“KaptuHku ans mea-
BeAs", 2007) WM CO34aBasi BOAWTENbCKNI TANMCMAH-UKOHKY C n306paske-
Huem 6ensokonoHku “Jlykorin” (“Lukoil”, 2007), Haxosa npoHusupyet Hag,
HOBbIMU PYCCKMMM PESUTUAMU, HEOPESUTMO3HOCTbIO HALLMOHAINCTUUYECKO-
rO TOJIK3, MasIo COBMECTMMYHO C UasiHUSAMM TEX, KTO HEKOTA,a NMPWBETCTBOBA
cMeHy pexxnma. KonnaxHas sctetvka obenx pabot auxaercs Ha GoToapxu-
BaLLMM MNOBCEAHEBHOCTH, MYCTh Aaxe GOTOM306PaKeHNs Cy>KaT BCErO /INLLb
MaTEPUaSOM AN KOHCTPYMPOBaHMA MeaBexbux “nkoH”. CBuaeTenscray-
IoLLLME O BO3BPALLEHNM Xy LOXKHULbI K KOsITaxy (aBaHTapAHBbI Npuem, KoTo-
PbIV Xy4,0XHWLA n306pena 3aHoBo B “KomHate N21") u ¢pparmeHTapHocTy
(npeansHas metadopa cnocoba NoTpebneHNs COBPEMEHHON BU3yasbHOM
KyNbTypbl) MeABEXbU “MKOHbI" SBAAIOTCS MONYabCTPaKTHBIMM, COCTABJIEH-
HBIMM U3 KOMAXKHbIX GParMEHTOB KPacoOUHOW rOJI0BOJIOMKM, CUHTE3UPO-
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Kalliopi Minioudaki

Out of Extreme
Necessity...

CTeneHb NOBbIWEHHOW ONAaCHOCTU. 2004.
¢parmeHT UHCTannauunun

Alert: Code Orange. 2004.
Detail of the installation

CTeneHb NOBbILIEHHOW ONAaCHOCTU. 2004.
Bua nHctannauun. Galerie im Traklhaus.
3anbubypr, ABcTpus

Alert: Code Orange. 2004.
Installation view, Galerie im Traklhaus.
Salzburg A

“Moscow Installation” (2006) firmly relate to the total transformation of
space of her room in the 1980s. But the wallpapers that camouflage the gal-
lery walls and windows in both works are not painted. They instead consist
of enormous print-outs of digitally collaged photographs of city facades,
landmarks and everyday inhabitants, digitally manipulated and over-
painted, or actually partly erased by white stains that look like leaves (in

“Probably Would”) or snowflakes (in Moscow Installation). In the former,
Nakhova has created a dizzying urban dreamscape, a 360-degree environ-
ment of conflated spaces of urban architecture and moments of urban life
from two American metropolises in which she has lived (New York and De-
troit), achieving a fantastical environment experienced from far above the
city terrain. By contrast, in the audiovisual, “total,” “Moscow Installation,”
the photographs are old and new snapshots of snow-covered Moscow tak-
en by the artist and marked by historic landmarks, buildings and statues,
with prominent traces of its recent colonization by commercial posters and
billboards. Furthermore, the wallpaper is cut out in the shape of bears of
various sizes, which echo the white inflatable one that is activated, inflat-
ing and deflating, by the presence of the viewers in the middle of the room.
Such toying with Russia’s ageless symbol, and it’s arrhythmic boasting
and bowing in front of “new” Moscow’s urban paradise, adds an explicitly
ironic undertone to Nakhova’s casting of the new face of her old home sur-
rendered to the predicament of globalized capitalism. It is by offering doc-
tored views of the urban assimilation of her new and old homes that, as an
unintended diptych, “Probably Would” and “Moscow Installation” allow
the collapse of photography’s documentary truth, releasing the sociopo-
litical tensions that underlie urban modernity in the era of globalization.

Yet Nakhova also used her camera to document the estranging artificial-
ity and emptiness of life in American suburbs, as in Trip, by installing her
photographic findings as light boxes in “Alert: Code Orange” (2004). Con-
juring the orange code level of the terror-attack alerts that scared Ameri-
cans into submission to the Bush administration’s military enterprises
(multiply declared after 9/11 and often during Christmas, as in 2003), in
“Alert: Code Orange” Nakhova evokes the true risks of capitalism, in effect
exposing the complicity of military and consumer industries in the func-
tion of liberal economies. Amidst video recordings of the comings and go-
ings of customers at supermarkets, and light boxes depicting commercial
sites of the consumerist cornucopia ranging from gas station convenience
stores to mega markets, her nocturnal views of suburban houses camou-
flaged excessively in colorful Christmas decorations loom as sinister toy-
lands of artificiality and materialism that threaten to extinguish both social
and inner life.

As another view of her new home, first exhibited in Moscow, “Alert:
Code Orange” seems an indictment of American capitalism. But globaliza-
tion has made it impossible to distinguish in Cold War terms this brand
of evil that affects its old and new homes. Reusing the inflatable “Russian”
bear in religious poses of prayer, alternately in front of a seemingly Russian
Orthodox iconostasis (in “Images for a Bear,” 2007), or a quasi car talis-
man (evocative of the protective icons that Russians hang in their cars)
humorously featuring an image of a Lukoil gas station (in “Lukoil,” 2007),
Nakhova mocks New Russia’s religions — consumerism and oil — and na-
tionalist neo-religiosity, which have undermined the once much-antici-
pated regime change. The photographic archive of everydayness inflects
both works’ collage aesthetics, even though the artist has perhaps only
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Kosku. 2010. Meuatb
Ha NlaTeKce, neyaTb
Ha Npo3payHOM MJIacTUKe

Skins. 2010. Eco-Solvent
inkjet printed on Latex,
print on transparent plastic

B skcnepumerTax HaxoBoii ¢ neuatsio v LdpOBbIMU TEXHONOTUSIMM
06paboTKM N306paxKEHUS BaXKHYHO POJIb KOHCY/IbTaHTa 1 MOUTH
COaBTOPA UrPAET M3k XyA0XHWLbI, [1xoH Topmu (reHepanbHblit
meHezxep komnarun “Applied Image Inc”), npodeccroransHo
3HAKOMbIN C 3TUMM TEXHUKAMMU.
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BaHHbIMM 13 0OPbLIBKOB CTPAHWLL M BBIPE3OK U3 XKYPHAIOB 1 PeKJIamMbl, Bapua-
UMMM Ha TEMY MKOHOTrpaduueckom TpagmLmMm NpaBoc/aBHOMrO MKOHOCTAca.
B ouepTaHMAX 3TUX BbIPE3OK, pacneuaTaHHbIX Ha U3bICKAHHOM Xy 40XKECTBEH-
HoW Bymare, pesiMrno3Has TeMatmka (PO)K,D,CCTBO, bnaroselweHune, Bockpe-
CEHME U TaK [asee) OCTAeTCsl y3HABAEMOW, HO CBSLLEHHAs UKOHOTpadus
OCKBEPHEHA KOMMEPUYECKUM COAEPKaHWEM, KOTOPOe B U306MIMK npuUcyT-
CTBYET B Hallel XWU3HU, a TakKe BYJIbFapHbIMU KOMMEHTapUS MU, HamncaH-
HbIMU XYLOXXHULLEN.

Liudposbie TexHOMOMMM UTPatOT 3Haunmyto posab B “Koxax” (2010).
B pycne nocTosHHBIX 9KCMEPUMEHTOB C HEKOHBEHLLMAIbHOM KUBOMUCHIO U
MeyYaTHbIMM MOBEPXHOCTAMM 2’ HaxoBa HaneuaTasa CHUMKM TaTyMPOBaHHbIX
MY3>KCKUX M KEHCKUX TE/ Ha JIaTEeKCE, Ha OLLYMb HAaNMOMUWHAIOLLEM YesioBeYe-
CKYHO KOXY. Bucawmin Ha cteHe, by ATo coapaHHas C UesIoBEKa KOXKa, KaxK abl i
naTekc cHabxeH TEKCTOM, B KOTOPOM BKPATLLE OMUCHIBAETCA XU3Hb “OcBe-
»KeBaHHOro” nepcoHaa. B 3Tux TekcTax, CTUAN30BaHHbIX MO PENOPTAXKM
“>xenTon” npeccol, yTOMUHAKOTCA UMS U MPOUCXOXKAEHME BALENbLLA KOXKU;
NPWUYUHbI, NOOYAMBLINE ETO UK €€ CAeNaTb TaTYMPOBKY PEIUTUO3HOMO UK
CBETCKOrO COAEePXKaHUS; MPUUMHbBI CMEPTH B pe3yJibTaTe HECUACTHOIO Cyyas
WM YrOJIOBHOTO MPECTYMeHWs; 06CToaTeNbCTBA “cBEXXEBaHUS", @ Takxke
nHdOPMaLMs 0 MOCMEPTHOM BbICTaBKE TaTYMPOBAHHOW KOXM. DTO rpaHuua-
wee ¢ abcypaom co3HaTeNlbHOEe NoapakaHWe NoBeCTBOBATE/IbHON MaHepe
0063pMyTOB M30OUNYET, OAHAKO, KIUILUMPOBAHHBIMW MEUTAMWU COBPEMEHHO-
ro uesoeeka o 61arononyumm U npeycneBaHnn n ctpaxaMm oOHMLLAHKS, BO-
MHbI U T.4., UTO NPUAAET STUM BblAYMaHHbBIM UCTOPUSM HOBOE M3MEPEHME.
Korpa nx unTaews, Tak U TAHET NOUCKaTb B VIHTepHeTe ymoMMUHaeMble UMEHA
1 06CTOATENbCTBA, MO CYTW, CTONIKHYTb MEAMAHYHO BblYMKY C PeasibHOCTbIO
W Pa3MbITb FPaHULLbl MeXAay abcypLoM peasibHOCTU U ee rMneppeasbHbIM
oTobpaxeHnem 8 CMU. KOMMEHTUPYIOT /M 3TN TEKCTbI PasHble CyabObl B
3MOXy MOCTKOJIOHWUAILHON M MOCTKOMMYHUCTUUECKON AeMOKpaTU3aLmm
(uero cTouT, Hanprmep, UCTOPUS MOXWLLEHHON 4OYEPH PYCCKOrO HedTs-
HOrO O/IMrapxa Wan MHAUMCKOro Manbumka u3 Mymbas, KoTopbii MeuTan
cTaTb U cTan GpOKEpPOM Ha Yonn-ctpute) nau obpawatotcs K npobaemam
rpsi3HOro Gu3Heca 1 KybTYPHOTO KOJIOHWaNM3Ma Ha apT-pbiHKE, B COBOKYM-
HOCTW OHW MOBECTBYIOT O TEMHOW CTOPOHE rnobanmsaumnmn n oTynasouem

A

27.

Koxxu. 2010. Bug uHcTtannauun.
Orel Art Gallery, longoH

Skins. 2010. Installation view,
Orel Art Gallery, London

In Nakhova’s experimentation with printing techniques and materi-
als, as well as digital image manipulation technologies, her husband,
John Tormey (general manager of Applied Image Inc.) has played an
important role as consultant—a near-collaborator—thanks to his
expertise.

used found photographic images for the concoction of the bear’s “icons.”
Testifying to Nakhova’s return to collage (an avant-garde strategy that she
herself reinvented with her “Room No.1”) and to the fragment (as the per-
fect metaphor for contemporary visual culture’s consumption), the Bear’s
“icons” are semi-abstract renditions of iconographic staples of the Russian
Orthodox Church’s iconostases, composed of collaged fragments: colorful
puzzles synthesized from casually torn pieces of printed materials, such as
cut-outs from magazines and advertisements. While their religious themes
(such as Nativity, Annunciation, Resurrection, etc.) remain recognizable
through the outlines of the expressionistically arranged cut-outs, their
sacred iconography is violated by the commercial trappings of our mate-
rial existence, such as commercial products, and the vulgar comments Na-
khova has written over them — after, however, scanning and then printing
them onto fine art paper.

Digital technology plays an even more crucial role in “Skins” stories
(2010), however. In line with the artist’s continuous experimentation with
unconventional painting and printing surfaces?’, Nakhova has printed out
photographs of the front or the back of male and female tattooed bodies
onto latex sheets that vaguely emulate skin’s feel. Hung from the wall as hu-
man hides, they are paired with wall texts that summarize the lives of their
skinned subjects. As fictional posthumous reportage, the stories disclose
the names and multicultural origins of the skins’ owners, the occasions of
their religious or secular tattooing, the accidental or criminal causes of their
deaths, the circumstances of their skinning, as well as information about
the posthumous display of their tattooed skin. Verging on the absurd, in
a conscious evocation of the OBERIU group’s storytelling, the narratives
are, however, replete with clichéd dreams of contemporary prosperity and
success, as well as familiar horrors of contemporary exploitation, impover-
ishment, war and cultural imperialism, which transcend the stories’ explicit
fictitiousness. Reading the narratives, one is tempted to Google them, in
effect making media fiction abut to contemporary reality, if not vice versa,
and purposively blurring the boundaries between reality’s absurdity and
its mediated hyperreality. While the individual stories comment on the
fates of both the privileged and the underprivileged of post-colonial and
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Kannuonu Mununypaku

Mo kpaitHen
HeobxoaMMOCTH. ..

28. "®oTorpadusa 6bina BaKHbIM 31EMEHTOM KOHLEMNTYaAN3MA, HO K HEW
OTHOCM/IUCH KaK K “HecpencTsy BbipakeHus” ... doTorpaduposathb
MOXHO 6b1710 Wb ¢ “HeoTHoweHuem"” . Campany. Art and Photog-

raphy. P.18.
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BO3LENCTBUN WHAYCTPUANBHON SKOHOMMUKM, BKIKOUASI UHAYCTPUIO KYJbTY-
pbl. B vTOre B KaX 4,01 MCTOPUM yrafblBa€TCs NECCUMUCTUUECKUIA BbIBOS, UTO
BCE NPOL,AETCSA M PEKNAMUPYETCS, KaK KOXKa 1 MOAPOOBHOCTM TIMUHOM KU3HU
3TUX HEOBBIUHBIX XXePTB. bosiee Toro, Bce MOMbITKM CyObEKTUBMPOBATHLCS 1
anddepeHLMpPoBaTLCA NOCPEACTBOM TaTyMPOBOK, KOTOPbIE AOJKHbI [0-
6aBnaTh camonaeHTUdMKALMM NEPCOHaXKaM, UAYT NpaxoM u3-3a datasb-
HOWM 0BPEUEHHOCTHM, CBOMCTBEHHOM BCeM “Koxkam”.

MNmeHHO Ha nepeceueHUn peanbHOCTU U dukuuu, rae 6asmpyercs 3TOT
NceBAOAOKYMEHTAIbHBIA apXUB MYJIbTUHALLMOHA/IbHbBIX TaTyMPOBaHHbIX
TES — OTMeYaTKu MOSHOCTbIO CKOHCTPYMPOBAHHbIX GpoTorpaduii TaTympo-
BaHHbIX TOPCOB, B3ATbIX U3 PA3/IMUHBIX UCTOUHMKOB, BK/IOUAS OBLIMPHYIO
6a3y gaHHbIX coBpemeHHoW doTorpadum B MHTepHeTe, — 1 nposiBnseTcs
B3pbiB dpoTorpacduueckoro 8 TBopuectee Haxoson. B aToi npoH3uTensHoOM
)anobe o HecbbliBWMXCS 0belaHmax rnobanunsaumnm Tena Ha CHUMKax npu-
HaA/1exaT 4py3bsSM XyA0XKHMLbI, choTorpadMpoBaHbl €10 CaMOW MU HATyp-
WMKAMK, TaTYyMPOBKU B3ATbl U3 VIHTEPHETA, MO0 HAPUCOBaHbI Xy AOXKHULEN,
nmbo apnsoTcs 6ecloBHOM KOMOMHALMEN MO3aMMCTBOBAHHbIX U MPUAY-
MaHHbIX 06pa30B, HaHeceHHbIX Ha poTorpadun Ten LmMdpoBbiM cnocobom.
Moakpennss BblLyMaHHbIE UCTOPUM CKOHCTPYMPOBAHHOM AOKYMEHTALMEN,
HaxoBa roBopuT 0 HEHaAEKHOCTH C10Ba M 00Pa3a B MAEONOTMUECKUX MAHM-
nynsaumsx, nepesavax CMW 1 B camoit nctopun Hawero BpemeHu. Paboune
Ke MPAKTUKM XYA0KHULbI SBHO CBUAETENLCTBYIOT O posin poTorpadum B ee
nHcTannaumax. CKOHCTPYMPOBAHHOCTb TaTyMPOBaHHbLIX TEN MOKA3blBAET,
uto HaxoBa He cuutaeT potorpaduio CpeaCcTBOM BbIPAKEHUS UCTUHbI, @ OT-
Ka3 oT aBTopcTBa boTOrpadumit TeN CBUAETENLCTBYET O TOM, UTO XY40KHULLA
npuberaet kK poTorpadumn NOTOMY, UTO BUAMUT B HEW UHCTPYMEHT.

He npeteHays Ha Xy[0XKeCTBEHHOCTb CBOMX CHUMKOB, XYZOXHWLLA, MO
MOEMY MHEHWIO, NpeanounTaeT GpoTorpadpuio MHOMMM APYrMM CPEACTBAM,
KOTOPbIMU OHa Nosb3yeTcs B MHCTanasaumuax. OHa obpauaetcs ¢ poTorpa-
dven c koHuEeNTyabHbIM “HeoTHOWeHneM” Kak K “HecpeacTBy BbipaxeHus”
WY, Nydlle CKa3aTb, KaK BpeMeHHOMY crnocoby co3paHus obpasos28. OH-
TONOrMuUeckasl COMHUTENbHOCTL GoTorpadumn U HELOCTaTOK aBBTOHOMHOCTH,
Kak y ntoboro cyrybo penpeseHTaTUBHOIO CPeaCTBa, a TAKXKE ee LWMPOKoe
PacnpoCTPaHEHUN B UCKYCCTBE U MOBCEAHEBHOM XXM3HM NpeBpaTnio GoTo-
rpaduio B uaeanbHoe opyamne Ans NOMNOSHEHUS apceHana XyAoXHULbI Mo
co34,aHuI0 06Pa3oB B NPOLLECCE OCMbIC/IEHNS PEANIbHOCTH. 3anyTaHHble OT-
HoweHwus doTorpaduu ¢ peanbHOCTbIO Kak OUEBMAHOMO CPELCTBA Bblpaxke-
HWS UCTMHBI U OLHOBPEMEHHO CKOHCTPYMPOBAHHOIO BM3YasbHOMO S3blKa
nossosiman Haxosow “Bkntounts” poTorpadunueckyro penpeseHTaTmBHOCTb
B LESIAX COUMANBbHOM 1 MONUTUYECKON KPUTUKU, HE BMaZas B PEASM3M, KO-
TOPbLIY OHA OTTOPrafa Kak dKC-COBETCKUIM PafuKa, v He ULLa NOAAEPXKKM Y
peasbHOCTH, KOTOPOM OHa TaKXKe He AOBEPSAA KaK NOAJMHHbINA KOHLENTYa-
nuct. He cnyyainHo B “30He HepasaunueHns”, nepeoHauasbHO 3a4yMaHHOM
KaK MCKIHOUMUTENbHO 3BYKOBAs UHCTA/NIALNS, CHUMKW CLEHOK M3 MOBCesa-
HEBHOM XXW3HW NPOELMPOBANNCL Ha OKOHHOE CTEKO ranepen, fobasss
3araf0o4HOCTM MepPCOHaXaM, TO ecTb Aesas 3HadeHuwe o6pa3os, KOTOpbIe
OHUW 0TOBpaxanu 1 KOHCTPYMPOBAY, ellle Hosiee YCKOb3atoLW MM UK, UHbI-
MW CNOBaMK, f06aBNAS HEOLHO3HAUHOCTM UX CMbICIOBOMY COZEPXKAHMIO.

Mepesog BaneHTnHa [pskoHoBa

A 3o0Ha Hepa3nuueHus. 2008.
MHcTannsums. Kagp 3 Bugeo

Zone Of No Distinction. 2008.
Installation. Video still

A 3oHa HepaznuueHwms. 2008.
WHctannsums. XL lanepes, Mocksa

Zone Of No Distinction. 2008.
Installation view, XL Gallery, Moscow

28. “Photography was essential to conceptualism but it approached it as
anon-medium...and it could only have been made with that non-
attitude,” Campany, Art and Photography. P. 18.

post-communist democratization — think, for instance, of the fate of the
kidnapped daughter of a Russian oil tycoon, and of the Indian boy from
Mumbai that aspired to be, and became, a Wall Street broker in New York —
or address the dirty business and cultural colonialism of the art market; they
collectively capture the inescapable dark side of globalization, as ruled by
expanded capitalism, and the numbing hold on our lives exercised by the
industries, including the culture industry, that support it. After all, underly-
ing all the stories is the pessimistic conclusion that everything is for sale and
display, like so many of the skins and identity insignia of these uncommon
victims. Moreover, all efforts toward subjectification and differentiation, via
tattoos that seal the body with iconic emblems of different identities, are
crushed to a pulp by the shared fatality of all of the “Skins” stories.

It is at the intersection of reality and fiction, underlying the pseudo-doc-
umentary photographic archive of multinational tattooed bodies — print-
outs of essentially constructed photographs of tattooed torsos, gathered
and combined from diverse sources, including the expanded database of
the contemporary photographic archive, the Internet — where also lies
the complexity of the eruption of the photographic in this powerful la-
ment on the promises of globalization. While the bodies correspond to
photographs of friends taken by the artist or by the sitters themselves, the
tattoos — found on the Internet, drawn by the artist, or seamless combi-
nations of both found and invented images — have been digitally added
on to the photographed bodies. Reinforcing the fictional stories with con-
structed documentation, Nakhova makes a further commentary about the
unreliability of both word and image, in the ideological manipulations of
individual lives and stories by the media and in the construction of his-
tory itself. But her working process also speaks volumes about the role of
photography in her installations. For the constructedness of the tattooed
bodies proves that, for Nakhova, photography is not an unambiguous me-
dium of truth, while the disclaiming of the authorship of the bodies’ pho-
tographs indicates that the artist did not resort to photography as a crea-
tive medium of pure essence.

Indeed, without any claim to art photography, Nakhova, it seems to me,
has embraced photography as a medium of choice amidst the many that
she has combined in her installations, yet has approached it with concep-
tual “non-attitude” as a “non-medium” or, better yet, as a timely image-
making mode28. Photography’s ontological impurity and lack of auton-
omy as an inherently representational medium, as well as its widespread
presence in both art and everyday life, have made it an ideal tool for the
updating of her image-making arsenal in order to negotiate reality — when
that became an “extreme necessity” due to her disillusioning encounter
with Western social reality and its colonization by the world of images.
With its fraught relationship with reality, both as an evidentiary medium
of truth and a constructed visual language, photography has allowed her
to “turn on” representation for sociopolitical critique without succumb-
ing to realism, which she naturally disdained as an ex-Soviet radical, or to
reality, which she equally distrusted as a genuine conceptualist. It is not co-
incidental that in “Zone of No Distinction,” though initially conceived as
a sound-only installation, snapshots of everyday scenes and gestures were
projected in the form of slides onto a glass window of the gallery, offered
for the mystery of the subjects they depicted, i.e. for the slipperiness of the
meaning of the images they both reflected and constructed, or better yet
for the opacity of the meaning of their contents.

55



Bap6apa Bannu

1. VpuHa Haxosa.
DNeKTPOHHOE MNCbMO aBTOPY
OT 14 Ut0A15 2010 rOAa.

Vv MNporynka. 1973
XoncT, Macno. 120x 9o

Walk. 1973
Oil on canvas. 120 x 90

Penurnsa v ucropus UCKyccrs
B TBOpuUecTBe MpuHbl HaxoBoi:
BJINSTHUE U NPENOMJIEHUS

Koraa BecHoit 2010 roga B Hbto-Mopke Mpura Ha-
XOBa MOMPOCKSIa MEHS HanncaTb CTaTbio K Npea-
cTosien peTpocnekTuse ee paboT, S NpessioXu-
Jla TEMY BIISHUS PESTUTUWN U UCTOPUM UCKYCCTBA
Ha ee TBOpuecTBO. HaxoBa nogaepxana Moto
NAE, MOCKOJIbKY A0 CUX NMOP KPUTUKM HE Kaca-
JINCb 3TOrO acMneKTa ee Xy A0KECTBEHHOW AeaTeNb-
HOCTU CKOJIbKO-HUBY b NoApPO6HO.

“Omcbiiku Kak K peauzuu, mak u ucmopuu UCKyccmea 8
Moux pabomax ouyeHb 8adxcHbl 015 MeHS. I NocmosHHO
noodsepaar0 COMHeHUo cobCcmBeHHy0 Hcu3Hb. V1 0bbiy-
HO Ha 80npoc «3avem g 30ecb?» Hanpauwugaemcs npo-
cmoti omaem: «nomomy 4mo ymeeuib pucosamso». Ho
COMHEHUS OMHOCUMEAbHO JCU3HU 800OUje 0cmarmcs,
U Camo 3mo CoOMHeHue NoOpasymesdaem peauuo3Hble U
HpascmaeHH»le 80Npochl, Bbix00sU4Ue 3 pamku nosced-
HesHocmu. Meree 8ce20 5 comHegaroch 8 ucmopuu uc-
Kyccma: 8 8UXCy U 8epro genukue npoussedetus. Vicmo-
pus uckyccmaa npebpisaem mam, 20e mup u nokoti. Cu-
oum cebe muxoHbKo U #dem, k020a ee kmo-Hubyob 015

Zal

cebs omkpoem ",

B panbHenwem, roe 6bl Kaxkpas M3 Hac HU Ha-
xoannace — B Hbto-Mopke, Mockse, bepauHe,
3anbubypre nnm CaHe, — Mbl UacTo obCyKaanu
Mo 3/IeKTPOHHOW MOYTE BJAUSHUE PESIUTUN U TPa-
AVUMOHHOrO UCKYCCTBA Ha ee TBOpUeCTBO. MeHs
3aMHTEpPeCcoBas N B3aMMOOTHOLIEHUS UCKYCCTBA U
penurnn bnarofaps pagukanabHOMY U3MEHEHUIO
COBCTBEHHOM XU3HWU. 4 TpuaLate AeT nposena
B MMpE COBPEMEHHOINO WCKYCCTBA, B OCHOBHOM
npenofaeana v ucciefosana npobaemel pemu-
HW3Ma, HO 3aTeM yLJa 13 3TON cpeabl U Havana
HOBYIO M3Hb MycynbMaHku B CaHe, cTtonmue We-
MeHa, CTPaHe, rae pesiurus LOMUHUPYET B XKU3HU
BCEX M KaXXA,0ro, a COBpeMeHHOE NCKYCCTBO npak-
TUUYECKN HAYErO He 3HaUUT.

Bo Bpemena CCCP HaxoBa pocna B WHTeN-
JINFEHTHON, aTEUCTUUECKON MOCKOBCKOW CEMBbE.
TBopueckyto AesTeNbHOCTb Hauasa paHo, B BO3-
pacte15neT. K20 rogam npouna Betxuit n Hosbii
3aBeTbl, a 3aTeM NPUHSIa KpPeLLeHUE, B OCHOBHOM
B 3HAK HECorsacus ¢ TOraalHUm pexmmom. He-
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CKOJIbKMMM TrofaMmn MO3)Ke OHa OTKasanacb OT
PENIMO3HOM 0OPSAHOCTH, 3aM0L03PpUB MPaBO-
CNTaBHYHO LLepkoBb B cBsizsix ¢ KIb.

B CCCP, ocobeHHO B nepunog, 3acTONHbIX 1980-X,
TPaAMUMOHHOE WCKYCCTBO MpepocTasnsno Ha-
XOBOW (KaK W OPYrUM XYLOXHWKAM, KOTOPbLIE U
MOHbIHE XMBYT B YC/IOBUAX AYXOBHOIO U dpusmye-
CKOro nMpuTecHeHus, Korga Jitoboe npoTecTHoe
TBOPUYECTBO MOJO3PUTENBHO, @ KPUTUKA BIACTU
3anpeu.|,eHa) NPOCTPaHCTBO CBOBOAbI A5 MbICN
M TBOPUECTBA — CBOETO POAa NOAMEHY CyLLECTBY-
olert LEeNCTBUTENbHOCTU U OTMPABHYK TOUKY
LN NpeBpaLLeHns peasibHOCTH B CLOpPeasibHOCTb
nnu abeypa,.

[OBOpS O paHHWMX paboTax — XXWMBOMUCKU Ha
ClOppeaNnCTUUECKME CHOXKETbI, Pa3blirpbiBaemMble
MaJIEHbKMMM CXEMATUUYHBIMU QUTYPKAMU B Bbl-
[YMaHHbIX NPOCTpaHcTBax, — HaxoBa ynomuHa-
€T 0 NPOonacT¥ MeXay HacTOALMM MUPOM C ero
peanbHbIM  UCKYCCTBOM ("cou,manwcmueCKMM
peann3mom”) v ee COBCTBEHHBIM MUPOM, TBOPU-
MbIM 13 06Pa30B CTapOro UCKYCCTBa:

“MMepsbiM b1 NEpUOd «CMpaHHbIX 4enosedkos». 1o
MOUM CmyOeHmam 5 3Haro, Ymo noumu Kaxcobiti npoxo-
dum uepes onpedeneHHeili coppeanucmuyeckuti nepuod
ocgoeHus Mupa. Pacckaz — 3mo HenocpedcmaerHo 0o-
cmynHoe cpedcmao ebipaxcerus. [ToMumo «cmparHbix
Ye/108e4YK08», KOMopble HACENSAU MOU KAPMUHbI, Npo-
CMpaHcmMao, ux okpyicasuiee, bbia0 0ueHb 0N MeHS
8AXNCHO. VIHO20a «uenoseuku» HekomopsiMu Yepmamu
HANOMUHAAU DAHHIOK cheOHeBeKos8yro HUBonuUcs: ab-
cmpakyueli ygemd, popMbl U KOMNO3UYUOHHBIMU CXe-
mamu u3 lMeepo deana Pparuecka uu Ppa AHdxcenu-
Ko. Slpkue ysema, MHONCECMBEHHOCMb npocmpaHcma
HA 00HOU NAOCKOCMU 3d80PANCUBANU U UHMPUZOBANU.
KHuzu no ucmopuu uckyccma bbiau nocmosHHO packpbi-
Mbl: 51 yyuaace y cmapeix macmepos. llocmeneHHo cro-
JICembl cmanu omxodums Ha 8mMopoli NAAH, U «CmpaH-
HbIX Y€/108€4KOB» CMAHOBU/IOCH BCE MEHbUIE U MEHbUIE,
NoKa 8 Kakoti-mo MOMEHIM OHU COBEPUIEHHO HE UCYE3NU.
lpocmparcmso nozaomuao obvekmsl. Apxumekmyp-
Hble demanu u3 ®pa AHONCENUKO CMEHUAUCH DyuHAMU
u3 Opyaux ucmopuueckux 3nox, ede apxumekmypHsie

1.

Barbara Wally

I.N.in an email to the author,
dated July 14, 2010

U3 dpa AHpixenuko.
AnnTtux. 1974. Xoncr,
Macso. 50 x 50 Kaxaas

From Fra Angelico.
Diptych. 1974. Oil
on canvas. 50 x 50 each

Impact and References

of Religion and Art History
in Recent Works by Irina Nakhova

When Irina Nakhova asked me in spring 2010 in
New York to write an essay for her upcoming
retrospective, I suggested discussing the impact
of religion and art history in her work. She was
immediately enthusiastic about the topic, which
seemed to her to be an aspect of her artistic cre-
ation not yet reflected upon and critically elab-
orated. It stimulated her to think and rethink
these references in her life and work:

“Both religious and art history references are very
important for my work. [ am constantly questioning
my life, asking why I am here on this earth, putting
everyday life in question. Usually I arrive at a mun-
dane answer,“ because you can paint.” But there re-
mains a constant doubt in life itself, and this doubt
also implies religious and moval questions beyond
the everyday. I doubt art history the least, because |
see, I believe, and live by the greatest examples of art
that set very high bars for me. Art history lives in a
place of utmost peace. It sits there quietly, waiting for
personal discoveries.” !

Since then we have often discussed the influ-
ences of religion and art history on her work
by e-mail between New York, Moscow, Berlin,
Salzburg, and Sanaa. I personally became inter-
ested in relationships between art and religion
through a radical shift in my own life, leaving
behind a thirty-year career in the contemporary
art world, mainly in the field of teaching art and
involving feminist issues. I began a new life as a
Muslim in Sanaa, the capital of Yemen, a place
where religion dominates the lives of everybody,
and contemporary art production has almost no
importance at all.

Nakhova, who was raised in an intellectual
atheist family in Moscow in the Soviet Union,
started her artistic career very early, at the age of
15. By the age of 20 she had read the Old and the
New Testament and became baptized, mainly as
a gesture of resistance against the regime. Some
years later she ceased religious practice suspect-
ing that the Orhodox Church was probably part
of the KGB.
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4.

Bap6apa Banau

Penvrus n ncropus
MCKYCCTB B TBOPUECTBE
MpuHbl Haxosoit:
B/INSHME U NPENOMJIEHUA

Deposition. 2000. Ppar-
MEHT MHCTannAaunn. Xoncr,
Macno, akpu. 183 x 117

Deposition. 2000. Detail
of the installation. Acrylics
and oil on canvas. 183 x 117

MpuHa HaxoBa. VIHTepBbio
asTopy. Cm.: Irina Nakhova.
Works /Werke /Raboty
1973—2004. Internationale Som-
merakademie fiir Bildende Kunst
Salzburg /National Centre for
Contemporary Arts, Moscow.
Salzburg / Moscow 2005; ed.
Barbara Wally. P. 8

DNeKTPOHHOE NUCbMO
aBTOPY. 20 Masi 2010 roa.

“CHatwe c kpecta”, Rupertinum-

Museum Moderner Kunst,
3anbubypr. 2000

XKan dyke. “Mynencknit
ounTux. MagoHHa
cMmnageHuem”. Jlesas naHensb.
Ok. 1450. Temnepa, aepeso.
Koninklijk Museum voor Schone
Kunsten, AHTBepneH, benbrus

06beKMbI CAYAHCUAU UHOUKAMODAMU NPpoCMparHcmaa u
M2HOBEHHOU OMCbIAKOU 3pUmens K e2o nepexcusanuro.
llpocmpaHcmeseHHble uAA03UL, MOAKAOWUe 3pume-
19 K HeonpedeneHHOCMU BOCNpUSMUS, CMAAU MOUM
OCHOBHbIM UHMepecoM. MeHs 3aHUMAanu makice 8usy-
anbHOe BOCNpUIMUE U MO, Kak 8030elicMB08aMb HA HEZO,
ymobsl nymem nepemeHbl KOHYeHmMpayuu 8HUMAHUS
00HO U Mo Xce usobpaixcerue npedocmasasno pume-
/10 MHOJICECMBeHHble 803MOXCHOCMU Bocnpusmus”2,

HaxoBa ueTko 0b603HauaeT mpuembl, KOTopble
Jernv B OCHOBY ee Hosiee MO34HUX MTPOU3BEAEHN A
M KOTOpble OHa pa3pabatbiBana f4ONrMe roabl, ne-
pexofs OT XMBOMWUCU K MPOCTPaHCTBEHHbIM dop-
MaM UCKYCCTBA — CKY/IbMTYPE, UHCTANNSALUSAM U
XY[,0KECTBEHHBIM aKLMAM. DTU MPUEMbl B3STbl
M3 KJTaCCUUYECKOTrO NCKYCCTBA C COXPAHEHMEM UK
6e3 coxpaHeHWs PEeINIMO3HOTO COoAEpPXKaHWs.
PasymeeTcs, aBTOp He MEPEHOCUT X MPSMUKOM
B CBOW MPOW3BEAEHUNS, HO UCMOJb3YET ANS Uccre-
[LOBAaHWS MPOCTPAHCTBA: KaK B HEM BO3HMWKAOT
UAIO3UN, U KaK 3TW WASTO3UN BO3AENCTBYHOT Ha
3puTens. No3xe HaxoBa HauMHAET U3yuyaTb, KaK
BOCMPUSTUE BU3YaSIbHBIX 0OPa30B MaHUNYIMpPyeET
co3HaHueM. OHa BKJIHOUYAET B CBOW paboThl Tpa-
OMUMOHHbIE “HapoaHble” CMMBOJBI BpOdE pycC-
cKoro MefBefs, iybka, SBASIOLWLErOCS PYCCKUM
NPOTOKOMMKCOM, UKOH, 1306paxkeHuin, noyepn-
HYTBIX U3 Maccmeama, U apyrux obpasos, cyuie-
CTBYHOLLMX BHE MUpa UCKyccTBa. OTCHIIKM K pe-
JIUTUO3HBIM CMMBOJ1aM OUY€Hb BaXKHbI, MOCKOJbKY
MMEHHO 3TN CMMBOJIbl OMPEAENSIOT COAEPXKAHNE
€BPOMNENCKOM BU3YasibHOM TpaauLUnN U NCTOPUN
KynbTypbl. B nocneaHee pecstunerve pennrnos-
Hble MOTWMBbI CTaJ/IM elle Bosnee BaXKHbIMU B TBOP-
uecTBe HaxoBOW MO NPUUYMHE PACTYLLErO BJUSHUS
Pycckov nmpaBocnaBHOM LLEPKBU Ha POCCUIACKYHO
MOJIUTUKY M OBLLECTBO; BAUSIHUS, KOTOPOE B YEM-
TO 3aMEHWJI0, @ B YeM-TO A,0MOJIHUIIO COBETCKYHO
MA,EONOMMIO U NMOCTABUIO MOZ, YrpO3y NPUHLMMbI
cBob0/,bl TBOPUECTBA U TOSIEPAHTHOCTMU.

MoceuwteHne BmecTe ¢ MpuHOM XyposxKecTBeH-
HOrO My3es WM BbICTaBKM — CObbITMe Bceraa
3anoMuHatoleecs. Heckosbko neT Hasag, s ciy-
Wanaee KOMMEHTapuUn Ha peTpocnekTnuese Mapka
PoTko B My3ee coBpeMeHHOro MckyccTsa B Hbto-
Wopke. B paboTax Apyrux Xym0KHUKOB 1 CBOMX
cobcTBeHHbIX HaxoBy 6osiee Bcero mHTepecyer,
KaK aBTOP YCTaHaBJIMBAET CBA3b CO 3puUTENEM: 06-
pyWwuBascb Ha Hero nMbo 3aTarvBas B LBETOBOE
nose npousseneHus, nogunHstouero cebe okpy-
)arolee NpoCTPaHCTBO.

B 2005 rony Haxosa no npurnawenuto GoHaa
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Jleinbe nposena Tpu Mecsua B 3anbLbypre. [Mo3xe
A CNPOCWIa Y Hee, Kak OTpa3ucsa 3TOT Nepuos, B
paboTax U 0COBEHHO B XKMBOMUCHOM cepumn “U3
HuoTkyaa”. Cyas no BcemMy, 3HaKOMCTBO C Bblaa-
FOLLUMUCS NMPOU3BEAEHUSMU aBCTPUNCKUX My3e-
eB OKasasnoch Ans HaxoBoi 6osee BaxHbIM, Uem
COObITUS peanbHOM XU3HU:

“Cepus «M3 HUOMKYOa» yeauKoM HaBeSHA mem cocmos-
Huem dywiu, 8 Komopom 5 npebbisana 8 dome meopue-
cmaa Jlelibe, u camum mecmom. B mo 8pems mam He bbi/10
Opyaux xydoixcHukos, u 8 bbiia npedocmasneHa camoli
cebe, u30/UposaHHas om ecezo mupa. Kozda som mak
O0MKAAObIBACUIbL HCU3HL HA MPU Mecayd, nonaoas 8 cu-
myayuto «BoswebHou 20pbix», uwieHHyt0 6bIMogbix Npo-
bs1em, Heu3bexcHo 60/1buie dymaeulb 0 KOHeYHOCMU BCe20.

Taxice HA ceputo «¥13 HUOMKYOd» NOBAUSAU BbICMAB-
ka Pembparnoma e Anbbepmutre u 00Ha kapmuHa J2o-
Ha lWune 8 my3ee Jleononsda. Boicmaska Pembparoma
nopazuna MeHs 3KCNO3UUUOHHLIM peweruem. CmeHbl
ObiAU BbIKDAWIEHI MEMHOU Kpackoll, paboms moueyHo
nodcgeyetbi — U 8 pesyabmame memHsiti GoH kapmuH
cosepuieHHo Ucye3an, a 06pasbl 0NICUBANU, CYUIeCBYS
8 00HOM npocmpaHcmse co 3pumenem. HamepeHus
Pembparoma cmanu o4esudHsl: #usonucs pasHouyeH-
Ha xcu3Hu. B mysee Jleonossda 5 noayuuna maxue rxce
CU/IbHbIE BNeYameHuUs om 00H020 U3 dBmonopmpemos
DeoHa Llune: xydoxcHuk uzobpasun cebs Ha abcoarom-
Ho besom oHe, Komopbili cosmecmuacs ¢ besbim npo-
cmpaHcmsom 2anepeu, u xydoxcHuK npedcmaem neped
3pumeneM He HapUCOBAHHbBIM, HO «KAK 8 HCU3HU". Imu
06passl, 8398uUILUECS HUOMKYOd, BNeYaMbI8arMcs 8 co-
3HAHUe 3pumens ¢ HeobbiyatiHoli cunoti. MeHs scezda
UHMEDecosano, Kak UMeHHO HCUBONUCL MOJICEM 835Mb
mebs 3a 20p/0; 5 HAYANA IKcnepumeHmMuUposams ¢
Cunoll U30/1UPOBAHHBIX 06pA308, NOBMOPAS UX U pa3-
Meuwjas Ha besnom PoHe 8He Kakozo-Aubo KoHmekcmd,
kpome 8pemerH020" 3.

OpHa u3 paHHux pabor, “Deposition” (“CHsiTne
c kpecra”, unn “[faua nokasaHui"), CAYXWUT Ha-
FNAAHBIM MPUMEPOM OOPALLEHUS XYAOKHMLbI
K KJ1ACCUUECKOMY MCKyccTBy. MHOrococtasHoe
npoussegeHue “Deposition” b0 Briepebie no-
Ka3zaHo B 3a/bLbyprckom PynepTuHyme*. B 3ToM
WHCTanNauMKn obbeanHeHbl 06pasbl Kiaccuue-
CKOTO MCKYCCTBA U M3 “MblibHbIX onep”.

Ha cospmarve “Deposition” Haxosy BA0OXHOBMA
annTux XXaHa Oyke >, B UaCTHOCTK, IeBas NaHeNb,
npeacrasasaowas esy Mapuio ¢ mnageHuem B
OKPY>KEHMUW @HreNoB: LWECTb MyTTW MyprnypHOro
LLBETa, CTPYAMBLIMECS BOKPYT TPOHa MagoHHbI #
CKOpEE MOXOXKME Ha [AbABOJIAT, UEM Ha aHreN0u-

2.

Barbara Wally

Impact and References

of Religion and Art History
in Recent Works by Irina
Nakhova

Deposition. 2000. Bug,
uHcTannauuu. Rupertinum,
Museum Moderner Kunst,
3anbubypr, ABcTpus

Deposition. 2000. Detail
of the installation. Ruperti-
num, Museum Moderner
Kunst, Salzburg A

Deposition. 2000.
Bug uHcTannaumm

Deposition. 2000.
Installation view

LN. in an Interview with the
author, in: Irina Nakhova. Works
/ Werke / Raboty 1973-2004. In-
ternationale Sommerakademie
fiir Bildende Kunst Salzburg /
National Centre for Contem-
porary Arts, Moscow. Salz-
burg / Moscow 2005; ed. by
Barbara Wally, ISBN: 3901369236
(EAN: 9783901369230/ 978-
3901369230). P. 8

il

In the USSR, especially during the “frozen’
and stultifying 1980’s, art history offered her (as
it has with many other artists who are now liv-
ing under circumstances of mental and physical
oppression, where creativity is suspect and criti-
cism forbidden) a space of freedom and liberty,
a kind of substitute for the present, offering a
distant position from which to turn reality into
surreality or absurdity. Art history became a uni-
verse of her own, a field of freedom to develop
her art.

In speaking about her early work, mainly
paintings with schematic small figures in ficti-
tious spaces telling surreal stories, Nakhova re-
fers to the gap between the real world with its
real art (so-called Socialist Realism) and her own
world created from images of art history:

“Storytelling is an immediately available tool of expres-
sion for a young artist. Other than the strange creatures
that inhabited my pictures, the space surrounding those
little guys was very significant. Sometimes, strange
creatures would evoke remote features of early Renais-
sance paintings: abstract coloy, shape, and composition
schemes from Piero della Francesca or Fra Angelico.
Bright colors and the directness of visual stories coexist-
ed on one plane; ambiguity and the multiplicity of space

intrigued me immensely. I was glued to pictures from
art history books, and 1 was learning hard from the
masters I loved. Then the storytelling element became
less strong and the creatures fewer and fewer. At some
point they disappeared altogether. Space completely
enveloped the subjects. Architectural details from Fra
Angelico gave way to space for different historical ruins
that in my paintings played the role of space markers,
since viewers immediately think “space” when imagery
refers to architecture. Illusions of space that trick a per-
son into the uncertainty of perception became my main
interest. My other concern was visual perception and
how to present multiple possibilities according to a con-
stant shifiing of concentration.” 2

Here, Nakhova clearly discerns the ingredients
which became constituents of her later works

and which she developed over the years, expand-
ing from painting to spatial works such as sculp-
ture, environment and installation. These ingre-
dients are works from art history with or without
religious content which she obviously does not
transfer directly into her own work, but uses for
researching and studying space and how space
functions and how it creates the illusion and the
impact of these illusions on the viewer. She lit-
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Deposition. YeTbipe »u-
BOMWUCHble PaboTbl. 2000.
Xonct, macno. 183x117
Kaxpas. 3syk (cneumnans-
Has 6naropapHoctb Kap-
meH Kopaac n Manyanio
Bannn), aneKkTpoHuKa,

12 HaAyBHbIX GUrYp U3
napawoTHOrO WeJiKa, BeH-
Tunstopsl (0T 60 A0 100
CM [IMHOM), Nanbe-malue
(130x130x150). Bug,
nHcTannsumu. Rupertinum,
Museum Moderner Kunst,
3anbubypr, AscTpus

Deposition. Four paintings.

2000. Acrylics and oil on
canvas. 183 x 117 cm each.
Sound (special thanks to
Carmen Kordas and Manuel
Wally), electronics, 12 para-
chute silk inflatables, elec-
tronics, fans, variable from
60 to 100 cm length, papier
maché. (130x130x 150).
Installation view, Ruperti-
num, Museum Moderner
Kunst, Salzburg A

BnaroseweHune. XL lanepes.
Mocksa. 2001.

MpuHa Haxosa. Lintata

13 kaTanora “MocKoBCKU
NapTWU3aHCKUI KOHLLENTyaausm.
MpuHa Haxosa v Masen
MennepwTeiH"”, dpoHTUCOHUC.

Ha3saHwue kypca Haxosoi

B MexayHapoaHON neTHen
aKageMunmn n3sALWHbIX NCKYCCTB
B 3asbLOypre, 2004 T.

" n
KoB, “rnamypHoe” nzobpaxeHunem [esbl Mapuun
B BWAE MUPCKOW KOPOJIEBbI, BbICTABASIOWEN Ha

0603peHne NybANKM  OOHAXKEHHYH  KpernKyto
rpysb. HaxoBa obpalLaeTcs K 3TOMY CIOXeETY Kak
MPOHWYUHbIN NCCIea0BaTENb.

“Deposition” cOCTOWT UX ABYX YACTEN, KMUBOMM-
CW W CKYNIbNTYPbl, Ha4aJ0 N KOHEL, O4HOW MCTO-
pun. durypa MagoHHbI C aHrenamu nsobpaxaer
Hayano — bnaroseweHwne. KoHeu, nctopum 3pu-
TeJlb NePeXKMBAET UEPE3 KMBOMUCH, OTChINAIOLLYHO
K CIOXKETY CHATWSA C KpecTa. Bce anemeHTsl pearu-
pOBanun Ha NPUCYTCTBME 3pUTENS: aHresbl HaayBa-
JUCb; BeTepok 06 ayBan MasoHHY, CUMBOIU3MPYS
akT bnaroselLeHus 1 NposBass ee GopMy; KapTu-
Hbl MPU NPUBAMKEHUN 3PUTENS HAUMHASIU CETO-
BaTb Ha XXW3Hb, OOBUHSSA CBOIO POLUTENbHULLY.

Ons 6onee cKpoOMHOro rajsepenHoro npo-
cTpaHcTBa B MockBe ® HaxoBa cokpaTuia MHCTa-
naumio fo croxeta bnaroseleHns, yMeHbLWNB KO-
JIMUECTBO aHresI0B U 3aMeHuB ¢urypy MagoHHbI
Kyksioi bapbw.

MN3yueHwne n ycBOeHMe eBPONENCKON KyabTypbl
ocTaetcs gns HaxoBow BaXKHbIM TBOPUYECKMM CTH-
mMyJsiom. N36pas paboumm matepuasom npomsse-
[EHWNS KNacCUUYeCKOoro UCKYCCTBA Ha PEJIMTMO3Hble
TEMbl, OHa OTChIJTaeT 3pUTENS KaK K KOHKPETHOMY
CIHOXETY, TaK N K €BPOMENCKON MEHTA/IbHOCTX B
LLEe/IOM 1N XPUCTUAHCTBY Kak €ro 4acTu.

[pyroi acnekT, KOTOPbI UHTEPECYET XYyLOX-
HULLY B UCTOPUM UCKYCCTBA, 3TO KOHTEKCT n3obpa-
XeHus. Kakoe 3HaueHne UMEKT KOHTEKCT penu-
rMMO3HOrO NPOW3BELEHUS U €ro PacrnosioXKeHme B
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xpame? Kak npousseaeHns yCTaHaBANBaAIOT CBA3b
MEXY OKPYXXatowMM MNPOCTPAHCTBOM U 3puTe-
nem? Kak o6pasbl 06peTatoT BNacTb, BO3AEUCTBYS
Ha NPOCTPaHCTBO?

“lodamu 5 pabomana c memamu u3 UcmMopuu UCKyccms,

NbIMAscb NOHIMb, KAK ACUBYWYUL XyOONCHUK MONCEM
cmame Yyacmeto ucmopuu uckyccms. Kpome mozo, 5 ve-
/108ek My3eliHbitl. 5 8ce20a nosyuaro uHmepecHsie udeu
He MO/IbKO om camux pabom, HO U oM mozo, KaK OHU
IKCNOHUPOBAHbI " 7.

HaxoBa nosib30Basiacb TEPMUHOM “cuaa MBO-
nucn” 8, Korga npenofasana U aHaM3MpPOBana
B3aMMOOTHOLWEHNSA npom3Be,u,eva n 3pVITeJ'I$I.
OHa pa3MmblLUNSET O NPOCTPAHCTBEHHOM KOHTEK-
CTe NpOM3BeAEHUNN, 3a4,3€TCH BOMPOCAaMM, Kak 06-
CTaHOBKa, B KOTOPOM HaxXOAUTCS MPOMU3BeLEHMUE,
MEHAET ero CmbiC/i, U B KaKoOW CTeneHun BNacTb
KMBOMUCKU cnocobHa NMOBMATL Ha OKpYyKatoLLee
FIpOCTpaHCTBO. B cBoux nocnenoBaTesibHbIX MO-
NCKaXx Haxosa 3aTparnBacT LI,E)'IbII7I KOMMNAEKC
NCTOPUUECKUX U TEOPETMUECKMX Npobaiem coBpe-
MEHHOI0 UCKYCCTBA.

“Xusonucs — smo unosus. Ho cywecmsyem dusuye-
cKoe npocmpaHcmeo, 8 KoMopom Haxoodumcs Kapmu-
Ha. Kak smu npocmparcmea eausrom opyz Ha dpyza?
K momy e cywjecmgyem mpembe npocmpaHcmeo —
KOHYeNnyuu, Haxo0aujuecs 8 CO3HaHuu 3pumens u xy-
00xCHUKA. VI 30 NpOCMpaHCmMBo CusibHee 8cezo 6/us-
em Ha 3pumens. OHO 3d8UCUM 0M MO20, KeM 98/19emcs

Barbara Wally

Impact and References

of Religion and Art History
in Recent Works by Irina
Nakhova

A XKaH ®yke.

3.

4.

5.

MyneHckui gunTmx.
“MagoHHa ¢ mnapeHuem".
NeBas naHensb. OK. 1450.
[epeso, Temnepa.
Koninklijk Museum

voor Schone Kunsten,
AnTBepneH, benbrus

Jean Fouquet.
Diptych de Moulin.
“Madonna and Child”.
Left panel. C. 1450.
Tempera on wood.
Koninklijk Museum
voor Schone Kunsten,
Antwerp, Belgium

e-mail to the author,
May 20, 2010.

“Deposition”, Rupertinum Mu-
seum Moderner Kunst, Salzburg
Summer 2000.

Jean Fouquet. Diptych de
Moulin. “Madonna and Child”.
Left panel. c.1450. Tempera

on wood. Koninklijk Museum
voor Schone Kunsten, Antwerp,
Belgium.

erally begins to construct more levels into her
work, which then may be read and understood
from different aspects and perspectives. Further
on, Nakhova becomes interested in how visual
representation manipulates the viewer’s mind.
She includes popular low traditions and symbols
such as the Russian bear, icons, Russian proto-
comics called LUBOK, images from the news me-
dia, and other images from beyond the art world
into her work. Religious images play a major role
because they constitute a major repertoire of Eu-
ropean visual tradition and cultural history.

Religious visuals have become even more im-
portant in the last decade of Nakhova’s work,
corresponding to the growing influence of the
Russian Orthodox Church on Russian life and
politics, which somehow replaced or replen-
ished Soviet ideology and which has been threat-
ening the freedom of art and tolerance, as recent
occurrences prove. In these newer works she vi-
sualizes the commercial strategies and manipu-
lations of the Church to comfort loneliness and
disorientation, combining her globalized expe-
riences in the United States and Russia in the
contemporary world.

Visiting an art museum or exhibition together
with Nakhova is always an extraordinary experi-
ence. I was amazed listening to her comments
while visiting the Mark Rothko retrospective at
The Museum of Modern Art in New York several
years ago. Her main interest in the works of other
artists (and certainly also in her own creations)
consists of how the artist creates a relationship
with the viewer by intruding upon him or her or
sucking her or him into the aura of the work by
empowering the surrounding space.

In 2005, Nakhova was awarded a three month
residency at Leube in Salzburg, Austria. Later,
I asked her about the lasting influences of this
period upon her work, mainly on her From
Nowhere series of paintings. It seems that en-
counters with the selected works in Austrian
museums were more important than her real life
experiences:

“The “From Nowhere” series of paintings is deeply rooted
in my Leube state of mind and in the place itself. There
were no other artists there at the time, and I was all by
myself, contemplatively isolated from the entire world,
gaining time to re-evaluate work and life. The opportu-
nity to postpone life for three months, to be in a “Magic
Mountain” situation, while having a safe shelter, is to
confront your own mortality.

The other components that influenced the From
Nowhere series were the Rembrandt exhibition at Al-
bertina and one Egon Schiele painting at Leopold Mu-
seum. At the Rembrandt exhibition I was struck by how
brilliantly it was installed. Dark painted walls and the
small delicate light spots on paintings made the dark
background of the paintings totally disappear, and the
bare images came out of the paintings alive and exist-
ing in the same space with the viewer. Rembrandt’s in-
tentions become obvious: the equality of painting and
life. Profoundly touched by this personal discovery 1
started to think about the contemporary situation and
found a quick answer at the Leopold Museum that Egon
Schiele offered in putting one of his self-portraits on a
completely white background eliminating it within the
gallery space and therefore confronting the viewer with
the naked self: From nowhere images stick into a view-
er’s psyche with tremendous force. The power of painting
always interested me: I started to search the power of di-
rect images by repeating and placing them on the white
background without any context, but time.”?

One of Nakhova’s works from an earlier time
might serve here as an example of her address-
ing the history of art and religion is “Deposition,”
a complex piece which was initially shown in
the Rupertinum in Salzburg*. This installation
linked themes of religion, soap opera and art his-
tory. Later, Nakhova used elements of “Deposi-
tion” in other combinations, referring to relative
circumstances of space and impact of the exhibi-
tion.

Nakhova was inspired to create the instal-
lation Deposition from a diptych by Jean Fou-
quet’, especially from the left panel representing
the Virgin with her Child surrounded by angels.
It is the purple colour of the six putti around the
throne of the Madonna, which look more like
little devils than angels, together with the styl-
ish exposure of the Virgin Mary as a mundane
queen who presents her naked sturdy bosom to
the audience that draws Nakhova to approach
the subject with a spirit of research and irony at
the same time.

Nakhova’s “Deposition” consists of two com-
ponents: the paintings and the sculptures, both
the beginning and end of a story. The sculpture
of the Virgin and angels depicts the beginning
of the story, the Annunciation. The end of the
story is depicted through the paintings, which
are figures in the pose of Christ descending from
the cross. In the Rupertinum, the whole instal-
lation was called “Deposition.” All the elements
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9. Irina Nakhova. Works / Werke /
Raboty 1973 — 2004. C. 28, 32.

10. “Nostalgia”. Barbara Bunting
Gallery. Detroit, 2006.

V Mockosckas
MHCTaNAAums. 2006
Kunstlerhaus, Kapncpys,
lepmaHus

Moscow Installation.
2006. Kunstlerhaus,
Karlsruhe D

» KapTuHku pna mepseas.
2007. CMelwaHHas TEXHUKa,
6ymara, neuatb. 76 x 56

Images for a Bear. 2007
Print on paper, mixed
media. 76 x 56

3pumens, om e20 HacmpoeHus, 06pazosaHus, 80obpa-
JHceHus. Wl 2nasHoe — HACKoAbKO 3pumesb 80CNpUUM-
Yu8. IMo oUeHb CA0XCHbIE B3AUMOOMHOUIEHUS MENCOY
8U3YA/IbHBIM PAOOM U meM, KaK 8ce 3mu pasauyHble
npocmparHcmaa, sKAHYAS KOHYenmyaabHoe, opeaHu-
308aHbl. Kaxcobili xy0odcHUK He MoAbko npouzsooum
UCKYccmao, Ho u nompebssem ezo.

Mosmoperue, ¢ppazmeHmayus, HanoxceHUe pasHbix
usobpaxceHuli u npocmparHcme 00Ho Ha dpyzoe. B yeH-
mpe Moux usbiCKaHuti — uHmepec Kk npocmpascmsy 8
YenoMm, Kak K meme, He MoJibko 8U3ydNbHOMY, HO U UH-
menekmyanbHOMy, MeHMAAbHOMY, NCUX0102uYecKo-
My U @u3uveckoMy npocmpaHcmaam, ux MHO203HaY-
Hocmu™®.

B “Kaptutkax ans measeas” (2007) Haxosa nc-
NOMb3yeT CTPYKTYpy MKOHOCTaca MpaBOCiaBHOM
Lepkau: 12 BymaxHbix sncTos (Kaxapiit 76 x 56
CM) OTCHINAIOT K 12 BEJIMKUM MPa3AHNKaM JNUTyp-
FMUECKOro roAa, PacnoaratolMcs B TPETbEM
apyce MpaBOCNaBHOrO MKOHOCTaca. [lonya6-
CTpakTHble paboTbl COCTAaBAEHbI M3 KOMANAXKHbBIX
PparMeHTOB: penunrnosHbie obpassl y3HaBaeMbl,
HO COCTaB/IEHbI M3 OBPLIBKOB KOMMEPUECKON pe-
KNaMbl 1 XyPHabHbIX BbIpE30K. Konnaxku 6binn

OTCKAHWPOBAHbI U HameuyaTaHbl Ha XyLOXeCTBEH-
HoW ByMmare, packpalleHbl U UCMIMCAHbl TPOCTLIMMU,
WMPOKO ynoTpebisieMbiMU, a MHOTAA U HeMnpu-
CTOVHBIMW BbIPAXKEHUAMU — Takue pasbl MOX-
HO MoAC/ylWaTh B TOJIME, COOpaBLENcs Ha Npa3g,-
HWK. MHOrocs10MHOCTb paboT NOpPOXAaeT CIOXK-
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HbI MPOCTPAHCTBEHHO-BPEMEHHOM KOHTEKCT.

MegBeab B Ha3BaHWM PaboTbl MOSBUICA MO-
TOMY, UTO B MEPBOHAYa/bHOM BEPCUM MHCTanN-
naumu, nokasaHHou B [etponiTte B 2007 roay'°,
“yuactBoBan” HagyBHOW Henbii MeaBeab, KOTO-
pbIti cTos nepeg, “nkoHamn” Ha yeTbipex aanax
n“monunca”, caysasch M HagyBasCh, KOr4a MUMO
MPOXOAUAW NOCETUTENN. DTA UHCTANNALMSA Hbina
4acTbto rpynnosow BeicTasku “Hoctanbrns”: yer-
BEPO YUACTHUKOB, BCE — MMMMWIPAHTbI U3 Pa3HbIX
CTpaH, Npea,aBaancb BOCMOMUHAHUAM O POAMHE.
HaxoBa, ogHako, nmena B Buay Heuto nHoe. OHa
onpeaeneHHo He HoCTanbrMposana no Poccuu;
cKopee ee paboTa — 3TO peakLms Ha yKpenaeHve
Hanbonee KOHCEPBATUBHbIX U GYHAAMEHTANNCT-
CKUX PESIUTUO3HbIX MEPCOHAXEN, COTPYAHUUALO-
WKX C KPalHe NpaBbiMU HALMOHAINCTAMU, KO-
TOpble B NMOCTCOBeTCKOM Poccum HaxopaTcs nog,
OrMeKoW rocyLapcTaa.

MegBenb, KOHeuUHO, npeacrasnser Poccuio u
pycckuit Hapos. CpenaHHas M3 napawioTHOro
weska HagysHas (Kak u MHOrMe cKybnTypsl Ha-
XOBOW) GUrypa MeHsieTcs B pasmepe u obbeme,
KOTZa AbIWWUT, U OTTOTO KaKETCH >KMBBIM Cylle-
CTBOM, XpynKUM ¥ ys3BMMbIM. Meagesnb CMMBO-
nusupyet “pycckyto ayuy” n ee cnocobHocTb Tep-
neTb 6ECKOHEUHbIE FOPECTM U YTHETEHME C KaKOW-
TO HepaccyxaarouLen nokopHocTbio. OH roTos
CTPagaTh BEUHO: U MPU TUPAHUMU COBETCKOrO pe-
KMMa, Y NP rOCMOACTBE NMPEXHEN LLEPKBY, M MPU
FOCMOACTBE HbIHEWHEN, 3aK/OUMBLIEN COH3 C

Barbara Wally
Impact and References
of Religion and Art History

in Recent Works by Irina
Nakhova

6. “Annunciation”, XL Gallery,
Moscow 2001

7. L N.Motto of the catalogue
"Moscow Partisan Concep-
tualism. Irina Nakhova and
Pavel Pepperstein”, op.cit.,
frontispice

8. title of herclass at the Interna-
tional Summeracademy of Fine
Arts, Salzburg, 2004

9. [ N.inan Interview with the
author, in: Irina Nakhova. Works
/ Werke / Raboty 1973-2004,

op.cit., pp. 14,9

V KapTuHku ans mepseps.
12 PUCYHKOB. 2007.
CMellaHHas TEXHMKaA,
6ymara, neuatb. 76 x 56
Kaxka,bln

Images for a Bear. 2007.
Print on paper, mixed
media. 76 x 56 each

responded to the presence of the viewer: the red
suspended angels were inflated by fans, a wind
blew onto the Virgin and symbolized the act of
annunciation and reception of the divine spirit,
revealing her form; the paintings emitted sound
of pain and misery.

For a much smaller gallery space in Moscow®,
Nakhova reduced the installation to the begin-
ning of the story (the Annunciation component)
with fewer angels and a tiny Barbie doll playing
the role of the Virgin.

Her itinerary of studying and absorbing Euro-
pean culture started very early and constitutes
an important impetus throughout her life. By us-
ing works from art history with religious subjects
and themes as a source of inspiration, Nakhova
refers to a particular story and to European
thinking in general, and to Christianity to the
extent that it is a part of European thinking.

Another aspect of Nakhova’s approach to art
history and religion is her interest in the context
of images. How does display, arrangement and
the context of religious works function? How do
they create a relationship between the surround-
ing space and viewer? How do images gain power
by using and creating space?

“Over the years, I have worked extensively with art his-
tory subjects, discovering myself through them, to find
myself and to understand how living artists are part of
art history. | always get interesting, unpredictable ideas

not only from objects themselves, but also from how they
are displayed.””

Nakhova has been using the term “power of
painting” ® when teaching art and analysing the
relationship between work and viewer. She refers
to the spacial context of paintings, she questions
how far the meaning of a painting is influenced
by its neighbourhood and how far the power of
a painting can change the meaning of the sur-
rounding space. Nakhova, as such, combines the
historical and theoretical background of con-
temporary issues in art together with a vital, far
reaching and progressive concern.

“Painting is an illusion. Then there is a physical space
in which the painting exists. How do these spaces af-
fect each other? Additionally, there is a third space, a
conceptual one, which is in the viewer’s and the artist’s
mind, and which probably influences the viewer’s per-
ception most. It depends on who this viewer is, on his
or her mood, education, and imagination. Most of all,
how open is the viewer’s mind? It is a very complex rela-
tion between visual input and how all these different lev-
els of space, including the conceptual one, are organized.
Every artist is not only a producer of art, but a consumer
of art as well.

Serial and sequential approaches, the use of the
same elements in different situations, multiplication,
fragmentation, superimposition of different images
and spaces, interest in space in general — not just vi-
sual but intellectual, mental, psychological and physi-
cal space and its ambiguity — are all still my fields of
exploration.” ®

In “Images for a Bear,” 2007, Nakhova refers to
the iconostasis in the Orthodox Church. She cre-
ated 12 images on paper, 76 x 56 cm each, which
represent the twelve great feasts of the liturgi-
cal year, according to the third row of icons in
an Orthodox iconostasis. She initially made col-
lages that were scanned and printed on fine art
paper. She then painted on the prints with wa-
tercolours and drew on them with coloured pen-
cils, making scribble-like, sometimes unreadable
comments on a particular event in the icon in di-
rect, plain and sometimes profane language, in
English or Russian, such as could be heard in a
crowd witnessing an event. The four steps of the
production process imply four levels of meaning
and readings, which is extremely important to
the artist. The layers and sometimes hardly read-
able puzzle-like underlayers create a complex
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V WUkonka Jlyko#na. 2007.

MeuaTb Ha BUHUAE. 13x 11

Lukoil icon. 2007.
Printon vinyl. 13x 11

»p» Kacrprons. 2010.

12.

13.

AntoMmuHueBas KacTptons,
no/cTaBKa, BblKJllOUaTe b,
aypamo. 66 x 40 x 40

Pot. 2010. Aluminum pot,
pedestal, switch, audio.
66 x 40 x 40

. “Moskau Installation”.
Kiinstlerhaus Karlsruhe, 2006.

BbicTaBka pabor,
HOMWHMPOBAHHbIX Ha MPEMUIO
KaHnauHckoro. Pura, 2008.

MpwnHa Haxosa. DnekTpoHHoe
MUCbMO aBTOPY 14 MIONS 2010 T.

NHTepsbio MpuHbl Haxosott
MaprapuTte TynuubHON.
Cm.: MocKoBCKuMIA NapTu3aH-
cknit koHuenTyanmsm. C. 32.

NOJIMTMUECKOW BNacTbto. TO eCcTb 3TOT MefBeab U
ecTb Poccus, nepexuBluas pasHoobpasHble Noau-
TUUECKMNe NepeMEHbI U PEBOJTIOLLUM, BEPHYBLLASICS
MoC/IEe 70 SIET OTPULLAHWS PEAUTUN K HABOXKHOCTU
n 6narouecTunto v cHoea npebbiBatoLLas B NosO-
KEHMUU MOJIALLETOCA Nepes UKOHAMU.

Mepgenb ¢urypuposan B nNpou3BegeHUsaX
HaxoBol u paHblwe: Hanpumep, B paboTe, no-
Ka3aHHOM Ha BbicTaBke “MoCKOBCKas MHCTanNA-
uns" B Kapncpys B 2006 rogy . Tam c ero nomo-
LbtO OBbLIrPLIBANIOCH PACXOXKEE NPeLCTaBIEHNE O
MeaBeasX, Pa3ryiMBatoLmx no yauuam Mockssl.
MosiefieHMe TOro e MeABeas B MHON CUTyaLLuu,
nepes, MKOHaMW, B HEKOTOPOM CMbIC/IE HadeNsieT
3TOro “yuyacTHUKa" MHCTaNASLUU TIMUHOCTHBIMK
uepTamu.

Haxosa noka3sbiBana csow 12 “vkoH” v B Apy-
TMX KOHTEKCTax, 6e3 MeaBeas, a MeaBeAb, B CBOO
ouepenb, MEPEKOUYEBLIBAM B APYrue WMHCTaNNSA-
umn. Monsawmiics pycckuii menBefb BO3HWK B
apyroii pabote, mkoHka “Jlykonna”, KoTopyto
aBTOp cAenana CrneumanbHO [ANS BbICTaBKW B
Pure2. ukonka “Jlykonna” cospmaHa no obpasy
M Noaobuto ManeHbKUX MKOH MaccoBOro Mpo-
M3BOLCTBA, KOTOPbLIE TEMEPb MOXHO YBUAETb BO
MHOTUX POCCUICKMX aBToMObMAsX. Mx nomelya-
tOT Ha NPUOOPHYIO NaHenb C Lenbto ybepeub BO-
LMTens OT ONacHOCTEN Ha goporax. XyLoKHULA
OCTaBJSIET PaMKy, HO MeHsieT n3obpaxeHue bo-
romatepu (camoit MonyIsIPHON 3aCTyMHMLbI) Ha
6eH30Kk0M0HKY JlyKOWNa, noackasbiBasi BoguTe-
JII0 UAEH0 NMOMOJIUTLCS Ha BEH30KOOHKY, Mpocs
He OCTaBUTb €ro 1 ero MalliuHy, a 3a04H0 CnacTu
M COXPaHUTb KOPPYMMUPOBAHHYHO SKOHOMMKY.
Bensokononky Jlykoina HaxoBa choTorpadu-
poBasia NPsMO 3a YI/IOM CBOErO aMepUKaHCKOro
poma B Cu-Tepte, wrtat Hbto-Ixepcu: xutenm
Hoto-xepcn npepnounu Jlykonn npoumm He-
bTHBIM KOMMaHMaM. HaxoBa Takxe HamekaeT
Ha MOCKOBCKMI 0bObluai oCBALWATL aBTOMOOUAN
(BepeHnubl HOBeHbKMX “Mepcepecos” u “Mail-
6axoB” xayT 6/;1aroc/IOBEHMUs CBSLLEHHMKA, 3a
coBeplueHne 00psaa CuacT/iMBbIe BAaLEbLbl Bbl-
KNa/bIBAOT TONCTYHO NauKy AeHer).

Ewe onHa paboTa, TpakTytoLLast HOBYO MOy
Ha pennrnosHocTs, “Kactprons” cosgaHa coscem
Hen,aBHO, B 2010 roay. HaxoBa npeobpaxkaeT Hbl-
TOBOW MpeaMeT B UaeanbHOe IMuHoe ybexuLe.
Korna nocetvTenb BbICTAaBKW, MpeaBapuUTESbHO
HaXaB Ha KHOMKY M TEM CaMblM BKJIKOUMB KaCTpHO-
N0, HAZEBAET €€ Ha roJIoBY, OH C/IbILUUT MOJTUT-
Bbl. [TOCKOIbKY C KAaCTpHO/IEN Ha roJI0Be YesoBek
HWYero He BUAWT, OH COCPELOTAUMBAET BCE CBOE
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BHMMaHWe Ha 3ByKO3anucu. MoMTBbI U3 pa3HbIX
PEUIMA 3ByuaT Ha PasHbIX A3blIKax: NMpPaBOC/iaB-
Hble Ha PYCCKOM, MYAENCKNE Ha UBPUTE, MYCYJlb-
MaHCKMe Ha apabCKoM, pPMMCKO-KaToamnueckue
Ha NaTblHW 1 Byaauiickme Ha TMHETCKOM.

N36bITOK HOBOWM PENUTMO3HOCTM CTasl TEMOM
HepasHelt cepum “Koxun”. OamHHaguaTb OT-
TUCKOB TaTyMPOBOK, YKPALIAOWMX UbWU-TO Tesa
cnepeaum WU C3afn, HaHeCeHbl Ha J1aTekc, Hamo-
MWHAIOWMIA UESIOBEUECKYHO KOXY, U CHabXeHbl
KOPOTKMMMW UCTOPUSMMU.

“Hekomopbie ucmopuu u mamyupogku ompaxcarom
«penuzuo3Hyto» memy u mo, KaK oHa ompaxcaemcs 8
cospemeHHoli non-kyabmype. 4 dymaro, umo mamy
Ce200HS — MO Co8peMeHHOe UCKYCCmBo 018 Hapood;
00U NOAYYUAU BO3MONCHOCMb BbIPA3UMb CebS 8 HU-
wiax, 20e yapam kauwle, a HeyMeHue camocmosmesIbHoO
MbICIUMb, HEPA3BUMOCMb CO3HAHUS U MA30XUCMCKUE
CKAOHHOCMU K UCMA3GHUIO COOCMBEHHO020 MeAa mosb-
KO cnocobcmayom maxkomy camossipaxceruro. Vcmo-
buu umumupyrom Heaenocmu «xceamolti» npeccwl. Bee
OHU 8 ONpedeneHHOU Mepe 3aUMCmMBO8AHbI U3 Hazauy-
HbIX MaccMedua, Ho 8 eOUHOM KOHMeKCMe CMAaHo8Imcs
2bomeckHbIMU U CloppeanucmuyHbimu” 13,

Bce wcTopuu, conpoBsoxpatouime TaTyMpPOBKH,
COUMHEHBI MO OAHOW U TOWN Xe cxeme: CHauana
BKpaTue coobuiaetcs o reorpaduyueckoi, Kysb-
TYPHOW, CEMENHOM U PEJIMTNO3HON UAEHTUYHO-
CTW NepcoHaxa. 3aTeM paccKa3blBaeTcs, Mo Ka-
KM npuunHam (06bIUHO CBSI3aHHBIM C pPennmu-
O3HBIMU 3aMPOCaMK MW CyeBEPUSMU) HYENOBEK
peWwnn HaHeCcTU TaTyupoBKY, Aanee Cneayer ee
onucaHue: pacrnosioXkeHne Ha Tene, dopma, pu-
cyHOK. A moTOM repoit nctopuu nornbaet (uacto
€ro KecToko yb1BatoT), 1 ero cexytoT. B koHue
KaXX0W MCTOPUM YKa3aHO MECTO, rAe B KauecTBe
PESMKBUN XPAHUTCS COApPaHHAash KOXa, M uachl
MOCeLLEH WS, KOTLa Ha Hee MOXHO B3MIIHYTb. Tak
croppeanuncTuueckas uctopus npuobpetaer npu-
3HaKW JOKYMEHTaJIbHOW.

Mapraputa TynuubiHa CcpaBHWa Happa-
TMB “KOXKHbIX" MCTOPUIA C MOBECTBOBATEbHLIMM
npueMamu HyarakoBCKON pPesIMrMo3HON TEMbI B
“Mactepe n MaprapuTte” n pacckasamu [laHunmna
Xapmca™, v Bce e B nepByto ouepesb Haxosa oT-
cblnaetputens Kk abcypaHocTu “skenton” npeccel,
MCMOJb3YHOLLEH YbU-TO HECUACTbS A1 30MOUPO-
BaHma macc. ictopuu B “Koxxax” 3acTasnatoT Tak-
)K€ BCMOMHUTb O MPEXHUX KOHLLEHTPUPOBAHHBIX
dopmax pacckasa, Hanpvmep, o ayllepassnpato-
WKMX CTPALAHUAX UIN PYCCKOM NyOKe, SBASBLIEM-

context in time and space. When presenting Im-
ages for a Bear in an exhibition space, she chang-
es the traditional display of the icons.

The images are called “Images for a Bear” be-
cause in the original installation in Detroit in
20071° there was a white inflatable bear on all
fours in front of the “icons,” “praying,” inflating
and deflating as viewers pass by. The work was
part of a group show entitled Nostalgia which
included four participants who were immigrants
from different countries, recalling aspects of
their home country. Nakhova referred to some-
thing else, as she was definitely not nostalgic
about Russia; her concern was about the rise of
the most conservative and fundamentalist reli-
gious elements working with an extreme nation-
alism promoted by the state in post-Soviet Russia.

The Bear, of course, represents Russia and the
Russian people. Made of white parachute silk,
and inflatable (as are many of Nakhova’s sculp-
tures), he changes shape and volume by breath-
ing; he stands as a living creature, fragile and
vulnerable. He symbolizes the “Russian soul,”
and its capacity to bear endless misery, suffering
oppression with some kind of devotional dull-
ness. He is willing to suffer the tyranny of the So-
viet regime, the old suppression of the Orthodox
Church, and the new oppression by the Church
in conjunction with the new political power.
Thus, the bear represents that Russia which has
survived all kinds of political changes and revo-
lutions, and has become devotional and pious af-
ter seventy years of abstinence from religion and
now appears in a position of worshiping icons.

Originally, the bear was created for “Moscow
Installation” in 2006 in Karlsruhe, Germany**.
There he was representing the popular notion
that there are bears in the streets of Moscow. In
some way, showing this bear with the icons in
different situations make him a personage rather
than a particular object in an installation.

Nakhova has also shown the 12 “icons” in other
contexts, without the bear, and also the bear as
part of another installation. The praying Russian
bear appeared with another icon that Nakhova
made especially for an exhibit in Riga, Latvia: the
“Lukoil” icon 2. The “Lukoil” icon was made after
the small, mass-produced icons that are now dis-
played in almost all the cars in Russia. They are
placed on the dashboard of the car to protect
the driver from any peril on the road. Nakhova
keeps the frame and replaces the image of the
Virgin Mary (the most popular protector) with

the Lukoil pump, suggesting the idea that he will
be praying to the oil pump not to abandon him
or his car and to also keep the corrupt economy
going. Nakhova made the photo of the Lukoil
pump in Sea Girt, New Jersey, just around the
corner from the place where she lives in the Unit-
ed States, since Lukoil became the fuel company
of choice for New Jerseyans. She also refers to
car devotion in Moscow, where queues of brand
new Mercedeses or Maybachs wait nearby the
churches for a priest to bless them (meaning the
cars) as their eager new owners give lump sums
of dough for the holy event.

Another work on the new dull religiosity is the
recently created “Kastryulya” (“The Pot”), 2010.
Nakhova conceived this performative piece as
a perfect shelter for a person. When a listener
turns on the pot with a switch and puts the pot
on his or her head, prayers can be heard. Because
the listener cannot see anything while in the pot,
he or she concentrates with full attention on the
audio. The prayers are of different religions and
heard in different languages: Orthodox (Rus-
sian), Judaism (Hebrew), Islam (Arabic), Roman
Catholic (Latin) and Buddhist (Tibetan).

The excesses of new religiosity are also theme
of the new series of works entitled “Skins.” These
are 11 prints of tattooed breasts or backsides of
human torsos on skin-like latex, accompanied by
short stories.

“Some of the skin images and the stories reflect on “reli-
gious” matter and how it is used in contemporary pop
culture. I'think that tattoos became THE modern art for
the masses because people became able to express them-
selves in clichéd niches in the absence of independent
thinking, and in the poverty of the mind and masoch-
istic inclinations towards one’s own abused body. Many
would disagree with me. The stories refer to the absur-
dity of the yellow press media. All the elements of the
stories are drawn from different media, but put together
they become grotesque and surreal.” 13

Each of the stories accompanying the “Skins” is
composed following the same scheme: the per-
son is introduced briefly by her geographical,
cultural, familiar and religious identities. Then
the story reports why (mostly for a higher spiri-
tual religious or superstitiuos reason) the person
decides to become tattooed, followed by a de-
cription of the tattoo, its location on the body,
its shape and figure. Then the person in the story
dies (mostly violently killed), and then becomes

10.

11.

12.

“Nostalgia”, Barbara Bunting
Gallery. Detroit, 2006

“Moskau Installation”, Kiinstler-
haus Karlsruhe, 2006

Kandinsky Prize, Exhibition
of Selected Nominees, Riga,
LV, 2008

LN.in an email to the
author, dated July 14, 2010
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Koku. 2010. MeuaTb
Ha slaTeKkce, neyaTb Ha
npo3payHOM niacTuke

Skins. 2010. Eco-Solvent
inkjet printed on Latex,
print on transparent plastic

MpuHa HaxoBa. VIHTepBb1o B:
Irina Nakhova. Works / Werke
/ Raboty 1973-2004. 3ansu-
6ypr — MockBa. 2004. C. 31.

Cca 4yTb N HE €OWNHCTBEH-
HbIM pa3BJ€YEHNAM ON19 B
OCHOBHOM HErPamMOTHbIX U
HULLMX KPECTbAH B LLAPCKOW
Poccumn. CHuckaBlwmnii Hapoa,-
Hyto 1t060Bb JTYHOK, MO CyTH,
NMPOTOKOMMUKC: UBETHbLIE NN-
Torpadun MANOCTPUPOBAIM
KOPOTKME TEeKCTbl: CKa3KM,
CTpalWHblE NCTOPUN NN Ha-
3npatensHele Bupwu. Jlybok
3a/710KM1 OCHOBBI BoraToi u
BocTpeboBaHHOW Tpaguumum
KHUXKHOW WAJIFOCTPaumn, A0-
CTUrweln CBoero paclipeta B
1970-1980-€ roabl.

Bnnots no 1986 roga Ha-
XOBa 3aHMMasacb UJIKOCTPa-
LMEN, Ha €€ CUYETYy OKOJIO 50 AETCKMX KHuUr. [ns
Hee, Kak 1 ans KabakoBa M Apyrnx pycCKMX KOH-
LenTya bHbIX XyJOXHWKOB, UIIFOCTPUPOBAHUE B
OCHOBHOM [€TCKOM IMTepaTypbl OblJ10 HE TONBKO
cnocobom BbIXXMBAaHUA, HO N OMbITOM, CEPbE3HO
NOBNABWNMM Ha OTHOWEHNE XYAOXKHUKA K 3pU-
Tento. CamMmblM BaXKHbIM UTOrOM 3TOTrO OMbITa anda
HaxoBoW cTana NpuMBblYKa MOCTOAHHO NMOMHUTDL
0 3puTesie, BOBJIEKAs M0 B TBOPUECKMI mpoLiecc.
Kaxxpas paboTa 3aaymbiBanachk Kak MHTEPaKTUB-
Hasi MOBEPXHOCTb:

“...u 019 xydoxcHuKa, u 0AS 3pumesas, NOMoOMy Ymo
3pumento moxce 00AXCHO bbiMb HAd yem nopabomame.
LonxceH bbimb 8bI60p: UAU MbI KOHUEHMPUDYewbCs
HA YepHO-besbix U306DaNCeHUSX, UAU HA YBEMHBIX, UAU
Ha cunyamax Kkaundapmos. 3pumenb Moxcem nepe-
Mewamscs Mexcly 3mumu 08yMs UAU mpems Ua-
30pHBIMU  NPOCMPAHCMBAMU U bbIMb  CMYWEHHBIM,
0300a4eHHbIM UAU BOCXULEHHBIM 8060000 8UOeHUS
u uHmepnpemayuu. Bocnpusmue He doaxncHo 6b1mb
aMODPPHBIM, 3MO AKMUBHAS B0BAEYEHHOCMb 8 Npouect
gudeHus U omkpbeimus. A HACKO/BKO Mbl BOBJEYEH 8
3Mo sudeHue U cocmasaerue HasnudHbIX KOMOUHAYUL
06pazos — smo msoe deno” 5.

BonbwmHcTBo paboT HaxoBol comepKaTt TpU KOH-
LeNTyaNbHbIX YPOBHS: OTChIZIKA K MCTOPUM UCKYC-
CTB, TO €CTb XYAOECTBEHHbIA YPOBEHb; UYBCT-
BEHHO-3MOLMOHaIbHbIA, CO34aBaeMblii Mpexae
BCEro BU3yasibHbIM MaTepuasom u ayamodddek-
TaMW; U HaKOHELL, NOBCEAHEBHbIN YypOBEHb — ObIT,
M3HEHHble 0OCToATeNbCTBA W uenoBeveckue
B3aMMOOTHOLWEHUA BO BCEN WX abCypaHOCTM.
BavsHve penvrum v umsnuwHen obpagosocTy,
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3aTparvBatoliee 3T TpU ypoBHS, nobyannio xy-
[OXHWLY K CO3,aHMNIO BbIPAa3UTENbHbIX, @ MHOTAA
N NPSMOIMHENHBIX PabOT C MPUMEHEHUEM CTpa-
TErni Kak BbICOKOro, Tak M HU3KOro UCKYCCTBa.

[MpuBep>xeHHOCTL HaxoBoW K pennrnosHom
TEMaTWKE MPOCNEXMBAETCS C CAMOro Havana ee
Kapbepbl. OHa HUKoraa He 3abbiBas1a 0 XpynKocTH
XUBbIX CYLLECTB, OTCHOAa WU MOCTOAHHbIE BO3Bpa-
WEeHUs K TEMaM AbIXaHWS, HAaCUINS, CMEPTU U NO-
rpebenHus.

Penurus He Bbla1a BaXKHBIM aCMEKTOM €€ XKMU3HU
M TBOPYECTBA A0 Tex Nop, Noka He obpena uepThbl
MOJINTUUECKOM U COLLMANbHOWM CTpaTerMmn AJis 3a-
XBaTa BAACTN MOJIMTUUECKUM CUTaMU, KOTOPbIE
HOPOBSAT OTBAAMTb JIIOAEN OT KPUTUUECKOTO MblLLI-
NeHns 1 nog, GAaroM UCTUHHOM BEPbI CEIOT BPaXK-
oy. HaxoBa 0BHapyXunBaeT HyNeBYO TONEPAHT-
HOCTb MO OTHOLWEHMIO KaK K TEM, KTO NCMONb3yeT
PEIMMMO3HOCTb B COMHUTENbHBIX MOJNTUYECKMX
Lenax, Tak U K TEM, KTO OTKa3blBaETCA OT IMUHOMN
OTBETCTBEHHOCTM U COOCTBEHHOW UHAMBUAYA b-
HOCTU B OOMEH Ha OTYMJIAIOLLYO 3aBUCMMOCTb U
natepHanusm. B no3gHux pabotax oHa npubera-
€T K AEKOHCTPYKLLMWN Hapsaay C OCTPOM caTupom n
S3BUTE/IbHOW MPOHMEN C Lenblo pasobiaveHus
cTparermi “HoBOM penmnrnosHocTh”.

Mepesop BaneHTnHa [bskoHoOBa

A

14.

15.

Koxku. 2010. NeuaTb
Ha nlaTeKkce, neyaTb Ha
npo3payHoOM nnactuke

Skins. 2010. Eco-Solvent
inkjet printed on Latex,
print on transparent plastic

Interview [.N. by Margarita
Tupitsyn, in: catalogue "Moscow
Partisan Conceptualism",
op.cit. P. 32

I.N.in an Interview with the
author, in: Irina Nakhova. Works
/ Werke / Raboty 1973—-2004.
op.cit.P.13
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skinned. All stories end mentioning the place
where the skinned piece is preserved like a relic
and at which times it can be visited, twisting the
story from surreality into documentary.
Margarita Tupitsyn compared the narration of
the “Skins” stories to the narrative mindset of Bul-
gakov’s religious satire The Master and Margarita
and Daniil Kharms’ short stories 4, yet Nakhova
reminds the viewer of the yellow press media’s
absurd zombifying of individual calamities. Skins’
short stories also refer to earlier drastic popular
reporting such as ballads, or the Russian Luboks,
which were a typical entertainment for the al-
most illiterate, poor rural class of tsarist Russia.
The Luboks were widespread proto-comic strips,
sheets of coloured lithographs illustrating short
texts which often combined fairytales, calamities
and ballads. These Luboks built the base for the
rich and widespread tradition of book illustra-
tion which especially flourished in the later years
of the Soviet Union during the 1970’s and 1980’s.
Up until 1986, Nakhova illustrated about fifty
children’s books. For Nakhova, as with Kabakov
and other Russian conceptual artists, the expe-
rience of illustrating mainly children books was
not only an essential survival option, but also
strongly influenced the artistic attitude towards
the viewer. The most important result of illus-
trating books for her own art (beyond combin-
ing text and image) was to keep the viewer con-
stantly in mind and to involve him or her in the
creative process. Each work is conceived as

“an interactive surface for the artist and for the viewer,
because the viewer also has work to do. There are choic-

es to be made: you can concentrate on the black-and-
white images, or on the color ones, or on silhouettes of
clip art. The viewer can move between those two or three
imaginary spaces and be puzzled, confused or delighted
by the freedom of gaze and interpretation. It is not an
amorphous place to be; it is an active engagement in
the process of seeing and discovering. How much you
are involved in seeing the variety of images and their
combination is entirely up to you.”

Most of Nakhova’s works contain three concep-
tual levels. Firstly, a reference to art history and
thus an inherently artistic level; secondly the
sensual and emotional level produced primar-
ily by visual material and auditory stimuli; and
finally the everyday level, the conditions and ex-
periences of life and human relationships in all
their absurdity. The impact of religion and the
contemporary excesses of religiosity on all of
these levels impelled her to create strong, even
drastic works using strategies of both high and
low imagery.

Nakhova’s personal contribution to the sub-
ject of religion is manifested inherently from the
beginning of her career on, in her continuous in-
volvement with the themes of fragility of living
creatures: breathing, violence, death and burial.

Throughout her artistic life, art history has of-
fered her an unlimited repertoire of inspiration,
discovery, experience and the consciousness of
being a part of the world of art and artists over
the centuries. It is a world that exists parallel to
real life and allows her a distant and critical per-
spective in layers multiplied by time and space.
Religious subjects in art history serve as objects
to study the power of art and as then as stories
to decompose.

She understands herself as a religious person
insofar as she is continuously involved in existen-
tial questions of the human being. Religion was
not an especially important issue in her life and
work until it became a political and sociological
strategy for the ideological abuse of power by
political forces to keep people away from critical
thinking and to create conflicts, even wars, un-
der the flag of faith. Nakhova has zero tolerance
for both those who abuse religiosity for politi-
cal power, and for those who abandon personal
responsibility and give up individual identity in
exchange for dull dependency and paternalism.
In her recent work, she uses deconstruction, as
well as sharp satire and poignant irony, to un-
mask the strategies of the “new religiosity.”
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BaneHTnH AbaKkoHoB

Cm., Hanpumep, fezoms E.
TpaHcmeauanbHas yronus
XKMBOMWCHU COLMANTUCTUYECKOTO
peanusma //(Cosetckas Bnacts
1 Megma: cb. craten. Mog, pea.
XaHca lNoHTepa 1 CabuHbl
XaHcreH. CM6: AkageMuueckuii
npoekT, 2006. C. 204-215), rae
MEXAY HUMU CTOUT 3HAK PaBEeH-
CTBa Ha TOM OCHOBAHUM, UTO 1
Tam, U Tam “KpuTuueckas Mo-
[eNlb MbllweHns” mosepHU3ImMa

6bln1a 3ameHeHa “cyrrectvsHomn” .

ConocTassieHuto cloppeannsma
1 coupeann3ma NnpoTMBOPEUNT
KTOMy)Ke Haan4yme HaMmHoro
60nee 6113KOro nocnesHemy
¢deHomeHa B €BPOMENCKOM UC-
KYCCTBE, Yallie BCEro Ha3biBae-
MOTO HEOKTAaCCUKON.

Ernst Max. Danger of Pollution.
In: Le Surrealisme au service de la
revolution, #3, Paris, December

1931. LLnT. no: Ernst Max. Sculture.

Sculptures. Edizioni Charta,
Milano, 1996. P.17 (nepesog,
aBTOPA).

LuT. no: Webb Peter, Short Robert.
Hans Bellmer. Quartet Books,
London. 1985. P. 38

(nepesog, aBTopa).

Apxauka
N ANCTaHUMUS

TenecHocTb B paboTax MipuHbl HaxoBow

NpuHa Haxosa paboTaeT B pa3HbIX TEXHMKAX M
cnepyeT 3a UX BHYTPEHHEN normkon. Henb3s cka-
3aTb, UTO B XXMBOMMCKU HaxoBa, HanpuMmep, peanu-
3yeT NPOEKTHbIE AeN A5 BUAEOUHCTANNALNA —
N HaobopoT. TeM uHTepecHee B3r/siHYTb Ha ee
paboThl C BHEWHEN TOUKM 3pEHUS, UCMOb3Ys MO-
HATWE, obnagatolLee psLoOM KPUTEPUEB BHE 3aBU-
CUMOCTHM OT TEXHUKU. 115 3TOro TekcTa s Bbibpan
noHaTue “TesecHoCTb” M HaMepeBaCh OUEPTUTS,
x0Ta 66l NpubAU3UTENLHO, “NpUKIOUeHus Tena”,
32 KOTOPbIMU MOXHO MPOC/eANTb B Pa3HbIX pa-
6oTax Haxosoi.

B oduLmManbHOM COBETCKOM UCKYCCTBE TOJTBKO
n3obparkeHne aHaTOMUUECKU NPaBUIbHOrO Tena
MOTJ1I0 FapaHTMPOBATb XYLOXHMKY XOTb KaKyk-TO
BbICTaBOUHYO HBrorpaduto. Jltobbie akcnepumeH-
Tbl C aHATOMMEN aBTOMATUUECKWU NEPEBOAMNINCD
B 0b6nacTb 3TWKKM. ITO, BE3YCNOBHO, Hacneaue
“KyNbTYpHOM peBositoummn” Hayana 1930-x rosos,
KaK maeonornueckn obycnoBieHHOro, Tak U co-
3HaTeJIbHOrO OTXOA4a OT aBaHrapAHbIX MPaKTUK
B WCKycCTBe. WICKaXKeHHOE XyLOXHUKOM Teso
6b110 MOUTUYECKN OCMBICSIEHO KaK HE3LOPOBOE,
acoumasbHoOe Ha BbicTaBke “/[lereHepaTvBHOE MC-
KyccTBo" B dpawmncrtckor lfepmaHuu. M ecnm nocne
BOWMHbI Ha TeppuTOpMM 3anagHou fepmaHum 3Ta
cBsi3Ka Oblsla pa3opBaHa, B TOM uuciie U cTapa-
HUSMW aMEPUKAHCKON agMWHUCTPALUK, NPOBO-
[LMBLUE NMPOrPECCUBHYIO KYJIbTYPHYH MOUTUKY,
TO Ha Boctoke — B EBpone n 8 CCCP — npouTe-
HWe WCKPWUBIEHHOTO WU bparMeHTUPOBaHHO-
ro Tesna OCTaBasoCb KOHCEPBATWUBHbLIM. BrnioTb
[0 MEPECTPOMKU COBETCKME XYLOXHUKM MOT/IN
MoJIb30BaThCs BCE DObWMM KOTMUECTBOM KOM-
MO3ULMOHHBIX U CTUIIMCTUUECKMX MPUEMOB, OT
LVHaMU3Ma B flyXe UTaNIbSHCKUX U PYCCKUX yTy-
puctos (cM., Hanpumep, Mo3auky A.BacHeLoBa,
M. HukoHoBa n H.AHapoHOBa Ha dacage KUHO-
Teatpa “OxTabpb”, 1967) A0 MMMPECCMOHM3MA
(HvKOrAa He MOKNABLIErO COBETCKYHO XKMBOMMUCH,
Kak nucan A. DPpoc B 3HAMEHWUTOM acce), M-
BOMM3MA U gaxe cloppeanusma (0cobeHHO B
1980-e roabl — cMm. paboTsl T.HasapeHko, H.He-
ctepoBoi, A. CUTHMKOBa 1 Apyrux). Tem He me-
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Hee uenoBeueckas ¢urypa noskHa 6biia ObiTh
ocHalLeHa 06s3aTeNlbHbIM HaboOPOM MPK3HAKOB
n ocobeHHocTei (ABe HOMU, ABE PyKW, aHTPOrO-
MOPGHOCTL 1 T. 4.). HepywnmocTs nponopuuii
COOTHOCMIACh C MPeACTaBiEHUEM O CO3AaHUU
Npou3BeAEHUS CKYCCTBA Kak 06 OJHOBPEMEHHO
$U3MONOTMUECKOM MPOLLECCE MOPOXKAEHUS HO-
BO Xwu3HK (KOTOpas 4O/KHa ObiTh 34,0POBOA)
1 O MPOAO/IKEHUN TPAANULLMIA BLICOKOTO, “peanu-
cTmnyeckoro” MckyccTea.

DKCNepMMEHTbI 3amafHbIX U PYCCKUX XYLO0X-
HWKOB Hauana XX Beka OblIv OTUACTU CBA3AHbI C
dparmeHTaumen Tena nom BAWSHUEM TEXHUUE-
CKOro Mporpecca, MaccoBow v ypbaHUCTUUECKO
Ky/AbTypbl. KaxeTcs, uTto Hepa3BUTOCTb nocnes-
HeW MOCayXuna NPUUMHOW MOUTU MOSHOro OT-
CYTCTBWS B PYCCKOM MCKYCCTBE 1910—1920-X rOA0B
aHasnora ctoppeanusmy u gasa. lNonbITkM HeKoTo-
pbiX aBTOPOB' MakcMManbHO cbaU3MTL Croppea-
nn3m Bo OpanHuun u npoaykumto Coto3a XyLoxK-
HWKOB B 1930-€ rofbl HaTaJKMBAKOTCA, MOMUMO
npoyero, Ha BONPOC TESIECHOCTH.

CroppeanucTsl B npeasoeHHou Eepone conpo-
TUBASSINCh HABS3aHHbIM MOJENSIM Tena, CBSA3bI-
Bas UX C TPAAMLMEN U NMOAABIEHNEM UMMY/IbCOB,
OCYLLECTBJISEMbIM XPUCTUAHCKOW LIMBUJIN3ALMEN.
B cratbe “OnacHocts 3arpsisHerns” (1931) Makc
DpHcT nucan: “Bnarogaps npesycMoTpUTENBHO-
ctn OTuos Llepksu xeHckoe Teno passeneHo Ha
MPUCTOMHbIE M HEMPUCTOMHbBIE 30HbI C y)Kacatolue
ueTKMMK rpaHuLamu. HeoctaHoBMMas CTpacTb
MHOrAA CMbIBAET 3TN rPaHMLLbl, HO OHU CHOBA BO3-
BPaLLAOTCSA C TOWHOTBOPHOM YETKOCTbIO 1 OyayT
BO3BPALLATHCS A0 TOrO CIABHOMO AHS, KOr4a pa-
[LOCTHas BOMHSA M36aBUT MUP OT OCUHBIX THE3,
knepukanos” 2. Teno BOCMpUHUMANOCh Coppea-
nMcTamm Kak “mnactuueckas aHarpamma’: gsis
HWX OHO “KaK MpeaJsIoXKeHWe B INTEPATYPE, OHO
npurnawaeT Hac NeEPeCTaBnUTb MNOPSLOK C/IOB TaK,
UTO €ro HaCTOSILLMIA CMbIC CTAHOBUTCS sceH Bna-
rofaps cepun HeckoHeuHbix aHarpamm” 3. Tak
nucan XaHc bennmep, oanH u3 Hanbonee rny-
H6OKMX nccnepoBaTenein U HapywuTenen rpaHuL,
MPUCTOMHOIO U HEMPUCTOMHOIO B CHOPPEaIN3ME.

Valentin Diaconov

» bBonbuoit KpacHbIi. 1998.
¢parmeHT WHCTannaumum

Big Red. 1998.
Detail of the installation

Imminence
and Distance:

Corporeality in Irina Nakhova’s Works

Irina Nakhova works in several media. She ex-
ploits features of different techniques and of-
ten follows their internal logic. That makes her
pieces very different in meaning and intention.
It is impossible to postulate, for instance, that
Nakhova uses painting to rehearse project ideas
for her videos, and vice versa. It has to be all the
more interesting to survey her work from a non-
media point of view, as if corresponding to a ab-
stract notion that has several criteria, which do
not depend on media. In this article I have cho-
sen “corporeality” as a starting point and hope
to underline, at least roughly, “adventures of the
body” that the viewer can experience in several
of Nakhova’s works.

I'll start with a short description of the situa-
tion with corporeality in both official and under-
ground art in Russia during the 1970s. It can be
postulated that there have been several taboos
in the official context, and breaking them auto-
matically excluded artists from exhibitions and
even the field of aesthetics. Depicting an ugly or
anatomically incorrect body on purpose was one
of them. All experiments with anatomy were seen
as an ethical problem, and the authors were per-
ceived as a cross between Dr. Frankenstein and

Dr. Mengele. This is undoubtedly linked to the
“cultural revolution” of the 1930s, when avant-
garde practices were discouraged on both ideo-
logical and internal grounds. A body twisted into
strange forms by an artist was politically linked
to sickness and sociopathy since the infamous
“Degenerate Art” show in fascist Germany. And
if in Western Germany after the war the link be-
tween the unusual form and decadence was suc-
cessfully cut, with help from American culture
policy in the region, the East — both Soviet and
European — continued to read the twisted body
literally. Up to perestroika, Soviet artists could
use the ever-expanding array of compositional
and stylistic strategies, starting with dynamism
in the vein of Italian and Russian futurists (this
influence is evident, for example, in a mosaic for
the “October” film theatre, made by A. Vasnetsov,
P.Nikonov and N.Andronov) and going all the
way to impressionism (that has never left Soviet
painting, as A. Efros successfully argued in his es-
say), symbolism or even surrealism (especially in
the 1980s in the works by T.Nazarenko, N. Nest-
erova, A. Sitnikov, O.Bulgakova et al). In spite of
the relative stylistic freedom, a human figure had
to abide to a set of rules and features (two legs,
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ApxauKka u AucTaHuus.
TenecHocTb B paboTax
MpuHbl Haxoson

Cwm: Yyxpos Kemu.
Boin v renpep 8 CCCP?

NHTepsbio bapbapsl Bannu ¢
WpwnHoit Haxosoit // VipnHa Ha-
xoBa. PaboTbl 1973—2004. 3anb-
ubypr — Mocksa, 2004. C. 34.

Tam xe. C. 30.
NHTepecHo, uto y HaxoBoi

NOAYUYNINCb MPOTUBOMOJIOXK-
Hble pe3y1bTaThl.

OcBoboaUTL TESO OT HOPM MOPaNW — 3HAUUT
pacuneHWTb ero Ha 4Yact Wau ynomobuth oT-
LenbHble OpraHbl MexaHuamam. OpueHTauus Ha
LLENIOCTHOE TEO CBA3BIBAETCA C HaBA3bIBAHUEM
UETKMX MPEACTABNEHNA O MOPAIN U OOLLECTBEH-
Hom ponre. Mostomy B Cosetckom Cotro3e acTe-
TUUYECKUI KOHTPOJTb 33 UCKYCCTBOM MPEANosiaras
HEPYLIMMOCTb FpaHuL, 1 ouepTaHui usobpakae-
MOrO TeNa, a KyJbTypy B LEJOM — OCODOEHHO B
CTa/IMHCKOE BPEMS — UYACTO OCMbICNAAN KaK da-
6puKy no npoussoacTey “Tunnueckux” 0bpasos,
repoes MOCTaHOBOUHbIX MapafHbIX KapTWH Ha
CIOXKETBI, ANKTYEMbIE MOJUTUUECKUM MOMEHTOM.

Honrnin nepuog “Tvnuueckoro” B rogbl “oT-
Tenenn” cCMeHAeTca NoWMckom “MHAMBUAYaNbHO-
ro Tena”. Kak B opuLmManbHOM UCKYCCTBE, Tak 1
B aHgerpayHae “otrenenn” “uHpusmayanbHoe
Teno” 6b10 NAEHTUUHO TeNy aBTopa: LEHUIUCH
MaHepa, KecT, cobCTBEHHOE BUAEHWE WAW, TO-
BOPS A3bIKOM COBETCKMX XXYPHasoB, CBOeObpa-
3ve. Cnepytowee NOKONEHNE XYAOXKHUKOB, YXKe
B 1970-€ rOAbl, BESO paboTy Haj, KOHCTPyMpOBa-
Huem “nHausnayansHoro tena” (“nepcoraxa’)
B MPOTUBOBEC “KOMIEKTUBHOMY", UCMOMb3YS HE
IKCMPECCUBHBIN A3bIK COBCTBEHHOTO CTUSA, HO
MPUHLLMMBI KOJIAXKa M IMTEPATYPHOrO MNOBECTBO-
BaHusa. C 3TUM e NepuofOM WCCaeLoBaTENU
CBA3bIBAIOT MOABNIEHUE TeHAEPHON npobaema-
TMKn“. Bnagumup SAHKMNeBckuin ¢ KoHu,a 1980-x
rogos pabotan Hag, cepuen “/logmn B awmkax”.
Orcblnas, BO3MOXHO, K UEXOBCKOMY “Yenoseky
B dyTnspe”, AHKMNEBCKMM NOKA3bIBAET UeOBEKA
KaK COLMAsIbHbIA WU CEKCyasbHbI MEXAHM3M,
ready-made, oTaeneHHbIn OT corpaxgaH obo-
noukon aumka. Cepus “MpoexTbl 418 OAMHOKOIO
yenoseka” (1975) BukTopa Musosaposa pa3svBa-
€T HEOObIUHBIN /19 COBETCKOTO UCKYCCTBA CHOXKET
ofmnHouecTBa W 3aMmKHyToCcTU. My [nBOBapoBa, n
y SIHKWNEBCKOrO CTpemMeHe 0cBOBOAUTL TENO
OT NOBEAEHUECKMX HOPM OBLLECTBA U TEXHUK TENA,
KOTOPbIE TPAHC/MPYET COLMANUCTUUECKUIA pea-
JIN3M, BbIPAXKAETCA C MOMOLLBIO NMPUEMOB U3 ap-
ceHana cloppeanusma. Lintatsl v conocrasneHus
C ClOppeanncTamMmu B COBETCKOM MCKYCCTBE 1970-X
MO3KHO OBHAPYXKUTb B CAMbIX HEOXMUAAHHBIX Me-
ctax. CpaBHMM, HanpuMep, KPacHyt rojaoBy ma-
HekeHa [dxopaxo e Kupuko n3 kapturbl “YTpo
my3” (1972 1 paHblue) ¢ akuueit rpynnsl “Konnek-
TuBHble Aerctens” “Tpetuit Bapnant” (1978), B
KOTOPOW [AEMCTBYET MEPCOHAX C KPacHbIM BO3-
LyWHBIM WAPOM BMECTO ro/10Bbl. [J1aBHOE B WH-
TepnpeTaunm TENECHOCTU KPYrOM MOCKOBCKOIO
KOHL,ENTyan3mMa CTaHOBUTCA He OCBOBOXAEHUE
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“WHAMBMAYaNnbHOMO Tena” OT HaBA3aHHLIX HOPM
MOpanu, Kak y CtoppeasiucTos, a ycTaHOBNEHUE
avctarumn (“nonocsl Hepasauuerns”). U xots
“nencrena” n “konnexkTusHblie”, npencTasBsieH-
HbIE UMW 3PE/TNLL,A HE MACCOBBIE M PACCUUTAHbI Ha
JINUHBIA ONbIT 3pUTeNs, 06beKTUBUPYIOWLMIACS B
06CyKAEHUAX aKLLWIA.

Mopxop Haxosoit k npobneme guctaHUuMK B
MPOTMBOBEC KOJIIEKTUBHOCTU, C OLHOM CTOPOHbI,
BMUCbIBAETCSA B MPAKTUKW €€ KOJIIET U CBEPCTHU-
KOB, C APYrON — aKLUEHTWPYETCS Ha TENE B €ro
apxauueckom usmeperuu. Ee nHTepecyer mept-
Boe Teno (B uHcTannsuun “Penetuuns”). OHa
obpauuaercs Kk knaccuueckon ckynbntype (“Ya-
ctrunbiit Tpuyme”, “Apysbs v 3Hakomble™). Kak
W 419 ee KOJIIEr, COBETCKMI OMbIT BbISBJIEHWS MO-
JINTUYECKM U COLMaNbHO CBODOAHOM OTAENbHOM
TENECHOCTU /18 HEE BAXKHEE, UEM DKCMEPUMEHTbI
C UAEHTUUHOCTBIO W CekcyasbHbIMU ponsmu. Ha-
x0Ba paneka ot pemunuctckmx Tem (“S go cnx
nop Bepto, UTo ObITb UenoBEKOM — 3TO Bosblue,
uem ObITb MYXXUMHOM WAIN KEHLLMHOMN" 5), yTO He-
YAMBUTENLHO, OO XyA0KHULA GOPMUPOBANACh
B CPefe, B KOTOPOW “peub Li1a 0 Npasax Ye0BeKa
BoobuLe, He3aBucMMO OT nona” 8. Takas no3umuus
HE UCKJIIOUEHUE CPEAM BbIXOALEB M3 BocTouHOM
EBponbl, MULIET COBPEMEHHbIN WMCCAEA0BATEND:
Ha3biBaTb cebsi beMUHUCTKON Ans HMX “3Haum-
o 6bl NOAAEPKMBATL FOCYLAAPCTBEHHYIO UAEO-
JNIOTUI0 HOMUHaNbHOrO “paseHcTBa monos”, He-
BO3MOXHbIN XECT AJ1s TEX, KTO COMPOTUBASCS
rocyn,apcTeeHHOM MawuHe B uenom”. Hanbonee
CeKCyasibHO BblpasuTenbHble paboTel HaxoBo —
nHcTannsuum “bonbwoi kpacHbin” n “Mobyab co
MHOI" — BbIMOMIHEHBI B MacluTabe apxanyeckoro
MaMSTHUKA, UCKIOUAIOLULEM MHTUMHOE OTHOLE-
HWe K CO3A,aHHbBIM XYLOXHULLEN aHasoram neHu-
Ca v BarmHbl.

B "Mobyab co MHOM" 3puUTENb 3aX0ANUT B Uep-
Hyto KabuHKy. MocTeneHHO ero MoaHOCTbIO 06-
BOJIAKMBAET KpacHas TKaHb, CAILMUTCS 3aMuch
becenbl MPEeCTapenon eHWMUHbl CO B3POC/bIM
pebeHKOM HeonpeaeneHHoro nona. CornacHo
KpaTKoMy OMpocy, NPOBEAEHHOMY aBTOPOM CTa-
Tou, “Mobyab co MHOM" AENCTBYET yMUPOTBO-
PAIOLLE HA XKEHLWH U BbI3bIBAET UYBCTBO TPEBOTM
y MyxuuH?’. CpaBHMM C WHCcTannsumer MoHbl
Xatym “OtctpaHentoe Teno” (1994), npea-
cTaBastolLenn cobor Kpyrabliii MaBuUabOH, Ha MO
KOTOPOro AEMOHCTPUPYETCS MUKPOCbEMKA MO-
BEPXHOCTU Tesa XyA0KHULbI. MNogobHas aemMoH-
CTpauus 0AHOBPEMEHHO OBHaXaeT u $parmeH-
TUPYET TeNO, BMOJIHE B AyXe ctoppeanvsma. Ha-

1.

2.

3.

4.

Valentin Diaconov

Imminence and Distance:
Corporeality in Irina
Nakhova’s Works

See E. Degot’s “Transme-
dial Utopia Of Socialist Realist
Painting” (Soviet Power And
Media: Ed. by Hans Gunther
and Sabina Hansgen. Spb:
“Akademichesky proekt”, 2006.
Pp. 204-215), where the author
equates Surrealism and Socialist
Realism on the grounds that
modernism’s “critical mode
of thinking” was replaced by
a “suggestive” mode in both in-
stances. There are several things
to point out in the argument
against making Surrealism and
Socialist Realism one and the
same, not least by acknowledg-
ing the existence of “neoclassi-
cal” tendencies in European art
of the 1930s.

Ernst Max. Danger of Pollution.
In: Le Surrealisme au service de
larevolution, #3, Paris, Decem-
ber1931. Llut. mo: Ernst Max.
Sculture. Sculptures. Edizioni
Charta, Milano, 1996. P. 17.

Robert. Hans Bellmer. Quartet
Books, London. 1985. P. 38.

See: Chukhrov, Keti. Was
there gender in the USSR? /
http://www.openspace.ru/art/
projects/i11/details/16634/

» Mobyab co MHOI4. 2002.

®parmeHT. Bug nncranns-
umu. XL lanepes, Mockea

Stay With Me. 2002. Detail.
Installation view, XL Gallery,
Moscow

two hands, anthropomorphic proportions, etc).
This inviolability was connected to the notion of
creating an artwork as both an act of giving new
life in the physiological sense (a life that has to
be healthy to survive) and a process of continu-
ing the traditions of high (“realistic”) art.

In the beginning of the 20th century Western
and Russian artists experimented with trans-
forming the body, influenced by progress and
mass culture that thrived in the urban space. It
seems that the urban space’s shortcomings in
Russia were the main reason of a near-total lack
of surrealistic and dadaist practices in the art of
the 1910-1920s. Several authors tried to establish
a connection between French surrealism and
creations by Soviet practitioners of Socialist Re-
alism in the 1930s, but their attemps are under-
mined by the question of corporeality and ma-
nipulation of the body*.

In pre-Second World War Europe the Surre-
alists rebelled against the prescripted models
of the body by connecting them to tradition
and repressive Christian civilization. Max Ernst
wrote in an article, entitled “Danger of Pollu-
tion”: “Thanks to the prescience of the Church
Fathers, the female body is now divided by hor-
ribly precise borders into indecent and decent
areas. Irresistible passion may sametimes cause

these borders to dissappear, but they continu-
ally return with nauseating sharpness — until
the glorious day when a happy massacre will rid
the earth of clerical pests forever”?. Surrealists
saw the body as a sort of a “plastic anagram”:
“the body is like a sentence that invites us to
rearrange it, so that its’ real meaning becomes
clear through a series of endless anagrams” 3. The
above quote is from Hans Bellmer, one of the
most profound researchers and trangressors of
the borders between morality and indecency in
the art of Surrealism. To free the body from the
moral dogma is to deconstruct it and/or liken its
parts to mechanisms. Thus, a wholesome body
is connected to clear understanding and pro-
postition of morals and duties to society. Soviet
culture administration pondered the question
of “typicality,” basically — role models in plays
based on the subjects that were chosen accord-
ing to their political relevance.

In the 1950s a long period of “typical” art is ex-
changed for a search for an individual body. In
both official and underground art of the “thaw”
the individual body was identical to the author’s
body: Individual style, gesture, vision or, using
the Soviet magazines’ vernacular, “originality”
were highly valued. The generations of artists
since the 1970s began to construct this individu-
al, escapist body in the form of several personae
to oppose the “collectivist” body of Soviet art.
Questions of gender also appear for the first time
in the art of the 1970s*. At the end of the 1970s
Vladimir Yankilevsky created his series “People
In Boxes.” While these series can be seen as a riff
on Anton Chekhov’s “The Man In A Case,” Yanki-
levsky also showed a distance that existed be-
tween people in collectivist, socialist society, but
was not acknowledged by official art. “Projects
For A Lonely Man” (1975), a series of paintings
by Victor Pivovarov, are also important in the
context of a personal break with collective liv-
ing. Both Pivovarov and Yankilevsky strive to rid
the body from behavioral norms and techniques
of the body, evident in socialist society and me-
diated by Socialist Realism, by using Surrealist
methods. Other artists of the period, sometimes
surprisingly, quote directly the legacy of Surreal-
ism. It is possible to compare a recurring motif
of De Chirico, that of a red head of a mannequin,
with Collective Actions (Andrei Monastyrski’s
group) performance “The Third Version” (1978),
where one of the actors wears a red baloon that
substitutes his head. The key speciality of the

71



72

X0Ba TOXE CHUMAET AMUCTAHLMIO, HE OTPaHMUMBAs
naowanb B3avMOLENCTBMA 3puTens ¢ paboToi
OAHVMMM UL b OpraHamu 3peHus. PasHuua B Tom,
uto “Mobyab co MHOM” — aHOHMMHas paboTa,
He OTCbiNANOWLAs K TENEeCHOCTU aBTopa. 'Bosib-
WoW KpacHbln” 6onee KOMUUEH, UTO BUAHO YXKe
3 HA3BaHWA: OHO BbI3bIBAET B MaMATH PACXOXKUIA
HaMEK Ha 3PEKLMIO B aHIJTMINCKOW Pa3roBOPHOMN
peun — "is there something in your pants or are
you just happy to see me?”. Ho gns Haxosoi
B “BosiblwomM KpacHOM” BaxkeH He ceKcyasbHbiii
acrekT, a MMEHHO AMUCTaHLMA: OObeKT OHa Ha-
3biBaeT “xankum”, “munsim”, n ero nocreneHHoe
yBEJIMUEHWNE AN XYLOXKHULB — MOPbIB K 06LLe-
HWIO, a He pannueckas yrposa.

HeWTpanbHa B reHAEPHOM CMbIC/IE U OfHA U3
CambIX M3BECTHbIX paboT HaxoBon — wHcTanns-
uus “MagunbHele gockn” (2001). CruHel 1 3a-
THIJIKU XKEHLWUH, YTIOrK ¢ dparMeHTamu naotu
Ha rnagauLen NoBEPXHOCTH MOXHO MHTEpPNpeTy-
POBaTb Kak apaH>XMPOBKY TEMbl MPUKOCHOBEHMS
BoObLLE, BHE KOHTEKCTAa B3aMMOOTHOLLEHWI MO-
noB. PUTM pasBeckn J0OCOK U UX BEPTUKASIbHOE
PacnofioXKeHNE HAMOMMUHAKT PUTM  aJTapHOWM
nperpagbl, a NepPCoHaXu COOTBETCTBEHHO WUrpa-
tOT POJib MyUYEHMKOB U CBATHIX. Haxoea Boobue
UacTo pasMmbllLISET Hafd TEMOW [OCBETCKOrO
B3aMMOJENCTBMS C WCKYCCTBOM. MHcTannauuio
"Koponesa” — cKy/sibMTYpy B UEOBEUECKMI POCT,
3aK/IOUEHHYI0 B QyT/ISp 13 NapaLioTHOrO LESKa,
KOTOPbI HAaMOMHSETCS BO34YXOM U MPEBPaLLaeT-
cs B nogobue npesepBaTMBa NPU NPUBIMKEHNUM
3puTens, — Nerko npeacrasuTb cebe Kak nocre-
MEHHbIN Mepexos, u3 BU3yasibHOrO MaHa B CUM-
BOJINYECKWNI MO MEPE YMEHbLIEHNSA 3PUTENLCKON
ancTaHumm. IMeHHO AMCTaHL WS NO3BONSIET pas-
rNAfEeTb AETanu, OCO3HATh BaXHEWLME Xapak-
TepucTkm obbekTa-Tena. Pannema cTtaHoOBUTCS
CMMBOJIOM A0M306pa3nTeNbHOM CUbI, KOJEeK-
TUBHbIX MNEPEXMBAHNI, OTCHINAIOLLMX K apXauKe.

JIto60Bb K apXMTEKTYpE M CKYJIbMNTYPE aHTMU-
HOCTM CTaHOBUTCS ELLE OLHUM MOCTUKOM MEXIY
TBOPUECTBOM HaxoBoW 1 K1accuueckmm croppea-
NM3MOM. HaxoBa MCMOMb3YET PUMCKYIO apKy B
KauyecTse KOMMO3WLMOHHOMO 21IEMEHTA B MHCTa-
naumm “Komuata NO5", a HekoTopble KuBOMUC-
Hble paboTbl HAMOMMHAIOT UTANIbSHCKOE ap-AEeKO
anoxu MycconnHM, B UAaCTHOCTU, JereHAapHbIN
“KsagpatHbiit Kosmzen” 8 pumckom parore EUR.
B uHcTannauun “Apysbs u 3nakomsie” (1994)
MaMSTHUKM aHTUUHOWM CKY/IbNTYPbl HAMUCaHbI Ha
nnawax, paboTbl 4EMOHCTPUPYHOTCS Ha NMOPTHOB-
CKMX MaHEeKeHax (mo6MMb||7| moTtume [e Kupwuko,

<«

Valentin Diaconov

Imminence and Distance:
Corporeality in Irina
Nakhova’s Works

Mobyab co MHOIA. 2002.
dparmeHT. Bug nHcranns-
ummn: Poceninckmnii rocypap-
CTBEHHbIN FYyMaHUTapHbIA
yHusepcuteT, Mockea

Stay With Me. 2002. Detail.
Installation view: Russian
State University for the
Humanities, Moscow

Koponesa. 1997.
B npouecce cospaHus. Uu-
eHep: lopaoH Mengpam

Queen. 1997. In progress.
Engineering: Gordon
Meldrum

Wally, Barbara. Interview with
Irina Nakhova. // Irina Nakhova.
Works 1973—2004. Saltzburg-
Moscow. 2005. P. 34

Ibid. P. 30.
Itisinteresting to note that

Nakhova’s results are quite
opposite.

1970s is not, however, freeing the body from mor-
al norms imposed by authorities and society. The
artists of this circle create a distance between the
individuals, acknowledging their need of a per-
sonal space of interpretation.

Both distance and imminence are the key-
words to describe Nakhova’s version of corpore-
ality. She demonstrates a wide array of interpreta-
tions of corporeality. She’s interested in the dead
body (“Rehearsal”). She often references ancient
Greek and Roman sculpture (“Partial Triumph,”

“Friends And Neighbors”). Still, the Soviet ex-
perience of recovering a politically and socially
liberated corporeality is much more important
to her than experiments with identity and sexual
roles. Distance is used to establish a dialogue
and to abolish an imposed monologue of the
collective body or someone who addresses it.

Nakhova positions herself far from feminist
topics (“I still believe that to be human is much
more important than to be a man or awoman”%).
This is not surprising, considering that Nakho-
va’s personality formed under the conditions
where “we talked about human rights, not gen-
der relations”s. This view is also true for artists
of Eastern Europe: they refuse to call themselves
feminists, because “[ t |hat would have been seen
as supporting the state’s ideology of only nomi-
nal “equality” and therefore an unacceptable
gesture for those who opposed the government
machinery as a whole.” That is why her most sex-
ually pronounced works — “Big Red” and “Stay
With Me” — are made in an monumental scale
that prohibits an intimate interaction with these
counterparts of penis and vagina.

In “Stay With Me,” the viewer enters a black
cabin and gradually becomes enveloped in red
cloth while listening to a recording of an old
woman’s telephone conversation with her child
of an unidentified gender. According to a sur-
vey taken by this author, “Stay With Me” is per-
cieved as a soothing experience by most women,
but drives men to panicking’. We can compare
this installation to Mona Hatoum’s “Estranged
Body,” where a video of the artist’s body surface
is projected on the floor of a cylindric pavilion.
This demonstration simultaneously uncovers and
fragments the body, as is usual for the Surrealist
idiom. Nakhova also erases distance, suggesting
that the interaction with the work is not limited
to looking at its appearance. The symptomatic
difference is that “Stay With Me” is anonymous,
it does not reference the actual body of its au-
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BaneHTuH [bskoHoB

ApxauKka u AucTaHuus.
TenecHocTb B paboTax
MpuHbl Haxoson

B Te e roabl npakTuKa
nepeosesaHmns B NEPCOHaAXEWN
13 TMMHAa3MyYecKom Kaccuku
pacugena B CaHkT-leTepbypre,
B kpyre Tumypa Hosukosa.
CMm., Hanpumep, kKapTuHy Onera
Macnosa v Buktopa KysHewuoBa

“Tpuym¢ fomepa”, rae B posin
CNenoro noata nsobpaxeH cam
Hoswkos.

V¥ Koponesa. 1997.

B npouecce cozpaHus

Queen. 1997.
In progress.

nosgHero Mapcens [towaHa u ,u,pyrmx). Bcno-
MWHas MonyTHo cTuxoTBopeHue leHpuxa Can-
rpa v3 uukna “Mockosckue Mudsl” ("I Gbi oH
6or v apesHwuit rpek/lpocToi coBeTckuit yeno-
Bek”), yKaKeM Ha Urpy C MPOTUBOMOCTaBIEHNEM
WAEANbHOrO Tefla aHTUUYHOW CKYJbMTYpbl, Tena-
obpasua (npaeaa, B OCHOBHOM 151 Xy4OXHIKA,
a He AN 06bIBATENA ) U AANEKNX OT aTJIETUUECKUX
napameTpoB aHTUUHOCTU “knmeHToB” Haxosom-
MOpTHUXME. B KauecTBe peasnbHOM OLEXAbl 3TU
0b6beKThl CO34at0T AJ1S1 TOro, KTO MX HOCUT, He-
K1 “nbemectan, KOTOpLIN BCeraa ¢ Toboin”, aypy
My3eHOro o6beKTa, CMMBOJIMUECKWU MOBbILWAID-
LYHO LLeHy UHANBUAYaNnbHOI ku3Hu (3Ta LeHa —
6ONbHON BOMPOC PycCKoi KynbTypsl). Motus
OfeX /bl KaK BTOPOro Tena, HaMHoro bonee npu-
BJleKaTE/IbHOTO, UEM MEPBOE, OKa3blBaeTCs nepe-
BepHyT B pabotax cepun “Koxn" (2009—2010).
HaneuaTaHHble Ha natekce MMWUTALUU COApPAH-
HOW YEJIOBEYECKOM KOXKM, MOKPLITOM TaTyMpOBKa-
MU, COMPOBOXAAOTCS KpaTKumMm Buorpadusmu
HbiBWIMX “HOocuTenen”. 3aech “MHAMBMaYaNbHOE
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Teno” B MepBytd ouepenb COLMANbHO, MOKPbI-
TO 3HAKAMW MPUHAAJEXHOCTM K TEM USIN UHBIM
rpynnam v cnoam obuLectsa. TaTyMpoBKa BbICTY-
MaeT Kak WHCTPYMEHT COLMAsIbHOTO, CEKCyaslb-
HOro n penurnosHoro “6bpernanHra”. Ha “wkypsbl”
HeCuacTHbIX HeyLauHWKOB HaHeceHbl obeperw,
HO OHM B KOHEYHOM CUETE HE MOMOTatoT: CyAbObl
nepcoHaxei HesaBuaHbl. CUMBOJ, MPUHATHINA
cnmwkom “6m3ko Kk Teny”, no mHeHuo Haxosoi,
HE MMEET CWJIbl, MOCKOJIbKY B GU3NONOrMUECKOM
naaHe CHUMAET AUCTAHLMIO MEX Y VHAUBULOM
1 OBWHOCTLIO, K KOTOPOW OTChbiaeT. Hesasncu-
MOCTb TeNa NpupaBHeHa K CBOBOAE MbllLEHUS
OT COBPEMEHHbIX aHanoros “nmonos” GpaHcuca
BakoHa, aHTMuHOMY “BonpowaHuio” obbekTa,
HEBO3MOXHOMY CO C/IMLIKOM G/IM3KOro paccTos-
HWS. B ccnesoBaHUM HaNPSAXKEHHbIX OTHOLWEH W
mexay 6aM30CTbIO U CENOTON, AaXe CMEPTbIO,

KaK MHE KaXXeTCH, COCTOUT r1aBHas LLEeHHOCTb mC-
KyccTBa MpuHbl Haxoso.

<>

Valentin Diaconov

Imminence and Distance:
Corporeality in Irina
Nakhova’s Works

Roughly at the time of
Nakhova’s installation Saint-
Petersburg artists close to Timur
Novikov practiced imagin-

ing themselves in the skin of
mythological heroes. See, for
example, Oleg Maslov’s and Vic-
tor Kuznetsov’s “The Triumph
Of Homer”, where Novikov is
depicted as the poet.

Koponesa. 1997. XKeneso,
AaNIOMUHUIA, Nanbe-malue,
napalltoTHbIW WeJK, aepe-
BSIHHbIM MOCTaMEHT

C BMOHTUPOBAHHbIMM
NEKTPUUECKMMU U
371eKTPOHHBIMU Npubopa-
Mu. 238 x 59 x 59 (B cyTOM
Bnae), 366 x 69 x 69

(8 HapyTOM BUAE). NHxKe-
Hep loppoH Mengpam

Queen. 1997. Iron,
aluminium, papier miché,
parachute silk, wooden
pedestal with fitted electri-
cal and electronic parts,
238x 69 x 69 (deflated),
366 x 69 x 69 (inflated).
Engineering: Gordon
Meldrum

Author's translation

thor or any human body in particular. “Big Red”
is much more comical, as is evident from its title:
It makes one think of an often used double en-
tendre — “is there something in your pants or
are you just happy to see me?.” But Nakhova is
not keen on emphasizing the sexual aspect of the
work, for her the installation’s slow enlargement
is about communication, not sexual harrassment.

“Ironing Boards” (2001), one of Nakhova’s
most celebrated works, is also gender-neutral.
Spines and heads of women and flat irons with
fragments of bodies of the working surface can
be interpreted as an arrangement of a notion
of touch in general, not connected to sex. The
ironing boards are hanging vertically, resem-
bling parts of a Catholic altarpiece, where the
heroes of the installation play the roles of mar-
tyrs and saints. Nakhova often references pre-
secular forms of interaction with art in her work.
“Queen,” a human-sized sculpture encased in
parachute silk that is filled with air and starts to
resemble a condom when a viewer approaches,

is easily seen as a transition from a visual plane
to a symbolic one while the distance to the work
gradually shortens. And distance lets one ponder
the details and understand the important char-
acteristics of the body-object. A phallic symbol
becomes a token of pre-visual force of an image,
collective experience that references archaic art.

Nakhova’s sympathy to ancient sculture and
architecture becomes another bridge to a clas-
sic version of Surrealism. Nakhova uses the
Roman arch as an element of composition in
her “RoomNo. 5,” and several of her paintings
reinterpret the aesthetics of Italian Art Deco in
the times of Mussolini, the famous “Square Col-
loseum,” the main building in EUR, Rome, in
particular. In “Friends And Neighbors” (1994)
Nakhova paints artefacts of ancient sculpture
on coats and displays them on mannequins (De
Chirico, late Marcel Duchamp and other artists
spring immediately to mind). While remember-
ing a poem by Genrich Sapgir from his “Moscow
Myths” cycle (“He was a god, an ancient Greek,
a simple Soviet man”), one can point to a game
of contrasting the ideal body of ancient sculp-
ture, a body-model (for an artist, at least) with
Nakhova’s “clients” that are pretty far from the
athletic parameters of Greek gods®. When used
as real clothes these objects cultivate an aura of
“a moveable pedestal” or a museum object, that
symbolically raises the price of individual life
(this price is a sore subject for Russian culture).
Clothing as a second body, a body that is infi-
nitely more appealing than the natural one, be-
comes turned upside down in Nakhova’s “Skins”
(2009—2010). Latex imitations of stripped skin
covered with tattoos are accompanied by fic-
tional biographies of those who “wore” it. Here
the individual body is social, it is covered with
signs of belonging to different social stratas or
subcultures. Tattoo is an instrument of social,
sexual and religious branding. It also serves as
a charm against the real and magic powers, but
the losers’ biographies happen to be a tragic
read. Nakhova maintains that a symbol that is
too close to the body loses its’ power, because
it destroys the distance between the individual
and the community. The body’s independence
is linked to freedom of thought, an escape from
the “idols” of the mind, a questioning of the ob-
ject that is impossible when one is too close. In
Nakhova’s research of tense relations between
closeness and blindness or even death lies the
utmost appeal of her art.
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> I'Io6yA,b €O MHOM. 2002.

PparmeHT.

Stay With Me. 2002.
Detail.

bnectuT TOoNbKO BAANU

EavHbin v 6avcratowmin mup 3anaga, KakoBbim
OH Obll B NMpeacTaBaeHUN XYLOXHWKOB Halle-
ro Kpyra 1970—1980-x rofioB, 3HaUMUTENbHO yTpa-
TWUA CBOK ONMCTATENBHOCTb, KaK 3TO C/Ay4aeT-
€Sl CO BCAKOW OOYCTPOEHHON M 0OXUTOM MCMXo-
penviko. Tenepb v 34eCh U TaM NS XYLOXKHW-
Ka — obbluHas KapbepHas pyTvHa. B cywHoctn,
OAHO M TO Xe: UTo Ha 3anage fobuBaTtbcs yda-
CTUS B MPECTMXHbIX BbICTABKAX, UTO 34€Cb CTa-
PaTbCs MOSYUMTb XOPOLIO OMIAYMBAEMbIE 3aKa3bl
N CTPEMMUTLCH B aKaZAEMUKN. DK3UCTEHLMANBHO-
NCUXOAEMUECKOE Hauano, pPOMaHTUUYeckune daH-
Tasuu pacTBopuance 6e3 cnepa. CkaszaHHoe, pas-
YMEETCsl, OTHOCUTCS TOJILKO K OMnpeaeseHHOMY
TUMY XyA,0KHUKOB (MPEX /e BCero s 3To OTHOLWY K
cebe). Ho s v He MOry MHaue BUAETb CUTYaLio, B
TOM uncne v TBopuectso M. Haxoson, kpome kak
uepes Npu3My CBoero Cob6CTBEHHOO MUPOOLLY-
WeHWS M CKBO3b rPaHW TEX N3MEHEHWI, KOTOPbIE
OHO MpeTepnesio 3a 1990-€ rofbl — BPEMS aKTUB-
Horo cbnmkeHus Poccum n 3anaaa.

PaHbwe 3anag, 6611 U MOTUBOM, M pe3ysibTa-
TOM TBOpUECTBa, MeTabM3NUECKMM KOHHOTATOM
M aapecaToM BCEX XYA0XKECTBEHHbIX XKecToB. Ko-
HEeUHO, BblN “COBETCKMI MyCOpHbIN yenosek”,
OblN ClOppeasu3mM U POMaHTU3M, HO BCE 3TO
CO3/4,aBasOCb B MHTOHALLMN HEKOEro “Moncka u
noknaga’: 3pech, B Poccum nonessbie ycnoeus, a
Tam, Ha 3anage — UMBWUIbHOE M KOMbOPTHOE
MECTO, Ky[La BCE 3TO CTEKAETCH, MPUBO3NUTCS U 06-
CYy>K[,AEeTCsA C 3anagHOM TOUKM 3peHuns. Juckypc
COBPEMEHHOIO UCKYCCTBA ObIT UCKOUUTENBHO
3anagHbiit, Kak Obl Mbl HU Ha3bIBav €Mr0 MEXAY-
HapoaHbIM. Masio Toro, uTo 3aewHun pede-
PEHTHbIN KPYr AucKypca Tenepb pacnancs (He
019 KOO rOTOBUTH “,CI,OKJ'Ia,LI,bI”), HO n BOODOLLE
TaK Ha3blBAEMbIN MEXAYHAPOAHbIN AUCKYPC, NO-
XOXe, TakyKe npebbiBaeT B raybouaien cnauke,
MOCKOJIbKY HET HAMpPsA>XEHHOW MeXAyHapoaHON
CUTyaLUMN B MAE0N0rMUECKOM cMmbicie (He siB-
nanace M “xonogHas BolHa' obs3aTeNbHbIM
ycnosueMm pedepeHTHOM AMCKYPCUBHOCTU CO-
BpemeHHoro uckycctea? Ckopee Bcero, aesio 0b-
CTOSII0 UMEHHO TaK).
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O6CyKAaEMbIN  TOPU3OHT  MPOMCXOAALLETO
MMEET NPSIMOE OTHOLIEHWE, MOBTOPSO, TOJIBKO K
onpeseneHHOMY Kpyry XyLOXHWKOB, Tak CKa3aThb,
UPE3BbIUANHO UAEO0OrM3NPOBAHHbBIX, C CUJIbHbI-
MU YMCTBEHHbIMW Aep3aHusimn (KOHLEnTyanu-
CTbl), KOTOPbIE JIETKO MEPEXOAAT B CUJIbHbIE Ay-
WEBHbIE TEP3AHMNS.

Ha mon B3rnsa, Bcs 3ta npobnemartuka npw-
MeHuMa k TBopuecTsy V. HaxosoW, koTopas npu-
HAAJEXUT UMEHHO K TaKOMY KPYry XyA0XHUKOB.
OHa y>Ke 10 NeT KMBET Ha 3anaje v Ha CBOeN Cyb-
6e MCMbITbIBAET BCHO 3Ty MeTadu3nKy nepemeH.
NHTepecHo, uto “6neck 3anaga”, ¢ KOToporo
Hauan TekcT, BYKBabHO BOMIOTUCS B €€ HOBOW
MHCTaNALMN B KPyKKax OJECTOK, KOIaXKUpo-
BaHHbLIX B PUCYHKW, MPW YBEJUUEHUWU KOTOPbIX
[L0 OTPOMHBbIX Pa3MepoB GeCTKM MpeBpaLLatoT-
Cs B TYCK/IOBaTble TYMaHHbIE KPYXKW, yTpaTuB-
Wwwre CBOM nepeBoHavanbHbIn Baeck. Monyyaercs
MMEHHO TaK, Kak U eCTb Ha CAMOM JeN€e: BCE, UTO
61ectuT, 61ecTUT TONLKO BAAAMN, NPy npubnvxe-
HUW NPEBPALLASICh B TYMaH.

NTak, uto e penatb XyLOXHWKAM, ubeit
cyabbon 6bi10 yyacTe B Hekom ‘Hosblioi
naeonorvn” (B paHHom cnyuae “paspspke”),
KOrza npouecc 3ToT 3akoHuunaca? [ae HanTv 3Ty
HoByto HGiecTauwyto gans? B6ausm Beab Bce He-
BbIHOCMMO A,aBWT, KaK 3TO U NMPOUCXOLNUT B TOM
Xe mHcTannsumm HaxoBow, KoTopasi npekpac-
HO MeTadopupyeT 3ddekT “6anskoro B3rna-
83" cBoelt KOMHATOM-MaTKOM, CTEHKU KOTOPOW
CKMMAKT HECYACTHOrO 3PUTENSA, MU OH MOXKET
0CBOOOANTLCA OT 3TUX OOBATUIM, TOSILKO BbIAAA
Hapy>Ky, rAe BHOBb MOXET 0b6pecTV AMCTaHLM-
OHHbIN B3rAA4, Ha BCE MPOUCXOAsLLEE, U34AN
MMetoLLEee BNOJIHE MPUBJIEKATENbHbIN, KPacWBO-
rasItoLMHO3HbIN POo30BO-3e/eHbit Bua. Cob-
CTBEHHO, OTBET Ha 3TOT BOMPOC Aa€ETCA B 06X
uepTax: HY>XHO MPOCTO BbINTM HAPYXKY, KyAa-To
BHe. Tem Bosiee UTO Mbl 3HAEM, UTO ITU UEPHBIE
M TYMaHHble Kpyru-muweHn Ha 6osbwmx no-
JNIOTHULLAX — BCEro JIMlb MasleHbK1e CBEPKato-
whe 6nectkn. A3HaHWe, Kak U3BECTHO, bosbLuas
cuna.
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BnectuT TONbKO BAANYM

V¥ MNobyab co MHO#. 2002.
TepmoneyuaTb Ha TKaHU.
PparmeHT

Stay With Me. 2002.
Thermal inkjet on fabric.
Detail
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Naoeonornyecknin XxyOXHNK C CUAbHBIMK AEP-
3aHNAMM — 3TO BCErAa TaK WKW MHAUE PENUTU-
O3HbIN XYA0XKHUK (noqemy He 3anuncaTb Ha 3TOT
xe “penurnosHeii ropmsoHT” U MpocBeleHme,
M ryMaHuW3m B KauecTse OO/IbLWON aHTPOMOLLEH-
Tpuyeckon M,u,em?). M Takow Xy LOXKHMK HE MOXET
OrpaHNUMBaTLCA B CBOEM TBOPUECTBE TOJIbKO CO-
0BpaXeHUSMU MObl N COBPEMEHHOTO CTUS.
OH paboTaeT Ha Apyrux 3Heprusx 1 OCHOBAHUAX.
W ecnv B onpeaeneHHble HeACHbIE BDEMEHA B €r0
TBOPYECTBE BAPYr HauYMHAaKOT NPOCMaTPUBATHCA
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=
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YEPTbl TOFO MJIN MHOTO CEKTAHTCTBA (B XOpOLWeEM
CMbICJie KakKoM-1Mbo AyXOBHOM LIJKOJ'IbI), 3TO KakK
pa3 To, UTO HY>KHO. KOHLLeNTyalbHOE CEKTaHTCTBO
cefyac co cBOMM 0COBbIM CTU/IEM, CBOEN UPOHU-
el U 3CTETUUECKUMU MPEANOUTEHNSIMN (npo-rm-
BOCTOAWMMM MENHCTPUMY 3anagHO-POCCUNCKO-
MexX/JyHapoaHOro ocbwu,mo3a) — WMEHHO Te
yMHble 651ecTkM B UHCTannsaumm HaxoBow, map-
Kupytowme “bnectsiyo manyto gans” (ceKTaHT-
CTBO) n 6onblyto AyxoTy oduumanbHoro besspe-
MeHbs “3a0€eck U TEneps”.

Briepsble TekcT Ony6aMKOBaH B KaTasore BbICTaBKM
MpuHbl Haxosow “Mobyaps co mHom”. XL Manepes, 2002.

Andrei
Monastyrski

Translated
by Valentin Diaconov

Only From Afar It Shines

The Western world, wholesome and shining as
seen by the artists of our circle in the seventies and
eighties, generally lost its glory, as happens with
any psychedelia when one settles down inside of it
and makes it habitable. Now both here and there
artists follow a normal career routine. Whether
one strives for participation in prestigious West-
ern exhibitions, or tries to obtain well-paid com-
missions and to secure a place in academia here,
it’s essentially the same thing. Existential/psyche-
delic origins, romantic fantasies vanished without
a trace. This is true, of course, only for a certain
type of artist (and for myself in the first place).
Yet I can see the situation, including I.Nakho-
va’s art, in no other way but through the prism
of my own world-view and through the facets of
changes it has undergone during the 1990s, the
time of active convergence of Russia and the West.

The West used to be both the motivation and
the result of our creativity, the metaphysical con-
notation and the addressee of all the artistic ges-
tures. Certainly, there was the “Soviet garbage
man,” Surrealism and Romanticism, and yet
everything was being created with the intona-
tion of “research and report™: In Russia there’s
field testing, while the West is the civilized and
comfortable place, where it all flows to, being
brought there and discussed from the Western
point of view. Contemporary art discourse was
exclusively Western, it didn’t matter if we called
it international. Not only has the local circle of
discursive reference fallen apart by now (there is
no one to make “reports” for), but the so-called
international discourse in general, it seems, is
also in a deep hibernation, as there is no intense
international situation on the ideological plane
(was not the “Cold War” a compulsory condition
for the referential discourse of contemporary
art? Looks like it was).

I have to stress that the horizon of actuality
being discussed here has direct relation to the
specific circle of artists only, utterly ideologized,
so to speak, with exceptional intellectual cour-
age (the Conceptualists), that is easily trans-
formed into strong spiritual suffering.

To my mind, these problematics are appli-
cable to the work of I. Nakhova, who belongs to

this particular artistic circle. She has been living
in the West for ten years now, experiencing all
these metaphysics of change in her own destiny.
It is interesting that the “Western glory” I have
started the text with is embodied literally in her
new installation with spangles collaged into the
drawings. Blown up to gigantic size, those span-
gles turn into dull hazy circles that lose their
original glitter. It works just as it is, indeed: any-
thing that shines does it from afar and turns into
fog when we approach it.

So, what do the artists whose destiny was to
take part in some “big ideology” (in this case, the
“relaxation”) do when the process is finished?
Where can they find a new shining path? As it all
weighs unbearably nearby, just like it happens
in the same installation that beautifully meta-
phorizes the effect of a “close-up view” with its
womb-room, where the walls squeeze the poor
viewer who can free himself from this embrace
only by stepping outside, restoring again the
distance to objects that possess quite an attrac-
tive, pretty and hallucinational pinky-greenish
look. In fact, the question is answered in outline:
one should simply step outside, somewhere be-
yond. Especially since we know that these black
and misty circles/targets on the cloth are merely
small shining spangles. And knowledge, as they
say, is a great power.

An ideological artist with courage is always a
religious artist in some way (should we not in-
clude both Enlightenment and humanism into
the same “religious horizon” as great anthropo-
centricideas?). And such an artist cannot confine
his creativity to the considerations of fashion or
contemporary style. He works on different ener-
giesand grounds. And ifhiscreationsstarttoshow
traits of any type of sectarianism (some spiritual
school, in a good sense) in certain obscure times,
this is exactly what is needed. Conceptual sectar-
ianism with its own special style, irony and aes-
thetical preferences (opposed to the mainstream
of the Russian-Western-international oﬂicialcse),
can be seen as those smart spangles in Nakho-
va’s installation, which mark a “shining small
distance” (sectarianism) and the overbearing
stuffiness of official timelessness “here and now.”
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WucTannaumm KOHOHHa. 1987 COlumIl. 1987 Installations yCVIJWIe. 1989 Eﬂort. 1989

Bymara, ryawb, nnacTtuk. 120x 120 x 480 JbI>kK, AepeBo, akpw, Opranut, 3emns, macno. Msatb yacrenn. 125x 675 (125 x125 Kam,u,aﬂ)

Paper, gouache, plastic. 120x 120x 480 Skies, wood, acrylic, masonite, dirt, oil. 5 panels. 125 x 675 (125 x 125 each)
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<« Cobpanue Myszes MAHU
Collection MANI Museum

KemnuHr. 1990 Camping. 1990

Bug, unctannauuum. Phyllis Kind Gallery, Hoto-Mopk
Installation view, Phyllis Kind Gallery, New York US

[leBaTb packnagyliek. XoacT, Macs1o, akpu.
38x72x198 Kaxpas

9 individual cots. Acrylics and oil on canvas.
38x72x198 each
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YacTuuHbIn Partial
Tpuymo | Triumph I
1989 1989

LWecTb KapTuH. XoncT, Macno, akpu.
2:200% 200, 2: 200% 150, 2! 150 x 200%, FMNCOBble 06OMKM
* CobpaHue Stella Art Foundation

6 paintings. Oil and acrylics on canvas
2: 200 x 200, 2: 200 x 150, 2: 150 x 200%, multiple plaster pieces
* Collection of Stella Art Foundation

Bupa nHctannsuuu: Vanessa Devereux Gallery, loHaoH

Installation view: Vanessa Devereux Gallery, London, UK
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Momentum Momentum
Mortis Mortis

1990 1990

MonuyperaHoBas neHa, XONCT, aKpwJl, BULEO.
Bug, vHctannsuun n getanu. Phyllis Kind Gallery, Hbto-Wopk

Polyurethane foam, acrylics on canvas, video.
Installation view and details, Phyllis Kind Gallery, New York US
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Yactuunbiii tpuymdo Il

1991

86

Partial Triumph II
1991

JleTann nHCTanNALMN: MYMXCKOM TOPC. XOJICT, Mac/o, FTUMC. 199 x 72. 32 MOAYbHbIX
anemeHTa. X0JICT, Macs10. 30 x 20 Kaxabin. CobpaHue lepmara Tutosa, Bonoraa.
Capkodar. betoH (Mymus: runc, TKaHb, NPOTUBOra3s). 70 x 200 x 100. MHcTanNsums

B Galeria Berini, BapcenoHa, cnanus

Details: Male torso. Oil on canvas, plaster foot. 199 x 72. 32 interchangeable parts.
Oil on canvas. 30 x 20 each. Collection of German Titov, Vologda RU. Sarcophagus. Concrete
(mummy: plaster, fabric, gas mask) 70 x 200 x 100. Installation in Galeria Berini, Barcelona E

Installations In Memoriam In Memoriam
1992 1992

[JleTanu: aneKTpuuecKkas napuaKa 1930-x roAoB, r1Mc, akBapesib, XKMBblE PacTEHUSA; MYXK-
CKOW TOPC, OPrasinuT, akpuii, Maco. 190 x 70; 4 MOAY/bHbIX /ML, TUMNC, aKBAPESb, OPraiunT,
aKpwua, Macsno, 120 x 100 Kaxaoe. MHcTannsumm Ha mexayHapoaHoi BeicTaBke B Ynkaro, CLUA.
Details: 1930s steam bath, plaster, watercolors, living plants; male torso, acryllics and oil
on board, 190 x70; 4 interchangeable faces, plaster, watercolors, acryllics and oil on board,
120 x 100 each. Installation on Chicago International Art Exposition, USA
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Wincrannaumu be3 HasBaHMA. 1992 Recent Works. 1992 Installations

Bupa uHcTannauuu.

Phyllis Kind Gallery,
Hbto-Mopk, CLUA.
Jetanu: 4 Topca. vnc,
KépaMuKa, MalliMHHOE
Macso, 3eMJis. 51x50x 14,
52x42x13, 70%50% 10,
62x56x13

Installation view,

Phyllis Kind Gallery,
New York US

Details: 4 Torsos. Plaster,
ceramics, motor oil, dirt
51x50x14,52%x42x13,
70x50x10,62x56x13




WHcTtannaumn

be3 HasBaHMA. 1992

Bug, Unctannsuum. Phyllis Kind Gallery, Hbto-Mopk, CLUA
[etanu: 3 rnasa. OpranuT, akpus, Macsio, runc, NAacTuK.
38x112x2.5,86.5%x132x2.5, 107x99x2.5

Installation view, Phyllis Kind Gallery, New York US
Details: 3 Eyes. masonite, oil, acrylics, plastics, plaster.
38x112x2.5,86.5%x132x2.5,107%x99 x 2.5
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Recent Works. 1992

Installations
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WHcTannsauum D iscoverv. 1 9 9 3 DiSCOVCI'y. 1 9 9 3 Installations

e

(il

Buga nHctannaumn. Bucbu, ltnang, Weeuuns
KamHu, 6eToH, TKaHb, BepeBKa, COPUTHI.

Installation view, Visby, Gotland, Sweden
Stones, concrete, fabric, rope, stage lights.




WMHucTannauum

We Are All Connected. 1993

We Are All Connected. 1993

Installations

e ialy

Bug, vHctannsuun. Musée de la poste, Mapux
Tunc, kepamuka, N1acTMKoBbie TPY6KU, BUHO.

Installation view, Musée de la poste, Paris
Plaster, ceramics, plastic tube, wine.
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Mcrannsunn Uto s Bupen? 1997 WhatISaw. 1997 stallations AXXOHTOPMH JOHN TORMEY
Haul Ass, Dude. 1997 Haul Ass, Dude. 1997

MelwKoBWHA, CEHO, CKYNbNTYpa MeaBeas

(OKono 200x%130x 75), neHonaacToBas CKy/bNTypa BeicTaska [pxoHa Topmu, napansiesibHas ¢ BbICTaBKOM
TenepoHa (0k0n10 60 x 60 x 50), NapaLWIOTHBIN Mputbl Haxoeoit “Yto s Buaen” B XL Manepee n UCK,

wenk (B HagyToM BUzE NpubA. 60 % 45 % 40), nocBsleHHas TeMe obLeHNs.

371EKTPOHMKA, BUAEO, ryalb Ha Gymare (12 x8) Manbe-mawe, TKaHb, 3IEKTPOHNKA, BUAEO, 3BYK

Bear sculpture, burlap, hay, approx. 75 x 200 x 130 Simultaneous exhibitions by Irina Nakhova and John Tormey,
cm; foam telephone sculpture, approx. 50 x 60 x 60; held in Moscow at XL Gallery and ICA respectively,
parachute silk/inflatable, approx. 40 x 60 x 45; are devoted to the theme of communication

electronics, video, gouache on paper, 12 x 8 Papier-mache, fabrics, electronics, video, audio
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Mncrannsumm Bonbwoit KpacHbiit. 1998 BigRed. 1998 Installations Showroom Showroom
c bonbwum KpacHbim  with Big Red

1998 1998

Showroom ¢ bosnbwmm KpacHbim.
1998. Bug, nHctannaumun. Eboran »
Gallery, 3anbu6ypr, Asctpus.

O6beKTbI: HaAyBHbIE U3 MAPALLIOTHOrO b T, -*
Wwénka, 140 x 450 x 100; U3 NapasioHa ! "' ;
M TKaHU, 65 x 9O x 20; 3BYK, I/IEKTPOHUKA : . s Mo ) _
Showroom with Big Red. 1998. . v
Installation view, Eboran Gallery, Salzburg A.

Objects: Parachute silk inflatable, Qo 7
inflated approx. 160 x 450 x 100; foam, S
fabric, 65 x 90 x 20; sound, electronics
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Apxeonorus KOMHaTtbl. 1999

Archeology Of The Room. 1999

Installations

BoceMb NPUHTOB Ha X0JICTE,
122 x183; 122x183;

79%60; 59%79; 59x90;
91x59; 61x79; 61x90;
HalgeHHbIE OBBLEKTDI;
CKYNbNTYpa U3 TKaHW

W NPUHTOB, 180 x 60 x 50

8 prints on canvas, 48 x 72;
48x72;31x24;23%31;
23x35.5; 36 x23; 24 x 31;
24 x 35; found objects,
fabric and print sculpture,
180x60x 50
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Deposition
2000

Deposition
2000

<4<« Deposition:
My>kumHa. 2000.
®parmeHT UHCTaNNALMUA.
XoncT, Macno, akpun.
183x117

Deposition:

Man. 2000.

Detail of the installation.
Oil and acrylics on canvas.
183x117

<« Deposition:

Kypumua. 2000.
CbparmeHT UHCTannauun.
XoncT, Macno, akpun.
183x117

Deposition:

Chicken. 2000.

Detail of the installation.
Oil and acrylics on canvas.
183x117




<4<« Deposition:
YeHwmHa. 2000.
¢parMeHT UHCTannauun.
XoncTt, macno, akpun.
183x117

Deposition:

Woman. 2000.

Detail of the installation.
Oil and acrylics on canvas.
183x117

<« Deposition:

Pbi16a. 2000.

¢parmeHT UHCTannauun.
XoncT, Macno, akpui.
183x117

Deposition:

Fish. 2000.

Detail of the installation.
Oil and acrylics on canvas.
183x117
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MapunbHble
DOCKHN
2001

Ironing
Boards
2001

TepmoneuaTb Ha TKaHH,
[OCKMN. 135%x42x3
Kaxkpas, YeTblpe yTiora,
TEPpMoONeyaTb Ha Knedwem-
Cca BUHUNE (BbICOTa 23)
CobpaHue Mockosckoro
My3es COBPEMEHHOro
MCKyCCTBa

Thermal inkjet prints on
fabric, boards, 135x 42x 3
each; four irons, thermal
inkjet on adhesive vinyl,
23 cm height; printing:
Applied Image Inc.
Collection of Moscow
Museum of Modern Art
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Mncrannsuan UckyccTBeHHble KycTbl. Cuaawana  Artificial Shrubbery. Woman Sitting
Ha 6epery v uckycctBeHHas BosiHa  on the Beach and Artificial Wave

2003

Bupa nHctannauun. Jlynea, Lseuns

Installation view, Luled S

Jlronunbl. UcKyccTBeHHbIE KyCTbl. JlaMuHUpoBaHHas
TEPMOMEUaTh, OPrCTEK/IO, SNEKTPOHUKA. 145X 55 % 55

Lupins. Artificial Shrubbery. E-stat, acrylic glass,
sound electronics. 145 x 55 x 55

WckyccTBeHHas BonHA. JlaMMHUMpPOBaHHas
TepmoneuaTb, OPrcTekso, AePeBo. 82 x 300 x 72

Artificial Wave. E-stat,
acrylic glass, wood. 82 x 300 x 72

Cupsawas Ha 6epery. JlamMHUPOBaHHas
Tepmoneuatb, oprcrekno. 86 x 56 x 56

Woman Sitting On The Beach.
E-stat, acrylic glass. 86 x 56 x 56

C BbipaxkeHueM rnybokon npusHaTtenbHoctu KilLen,
rpynne xyaoxHukos u3 Jlynea / LLiseyus

Printing: Applied Image Inc.; special thanks
to KILen, The Artists Group in Luled /Sweden
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2003

AHIOTUHBI rnasku. UckyccTBeHHbIe KycTbl. JlaMrHMpoBaHHas
TepMoneuaTb, OPrcTeK/0, 31EKTPOHMUKA. 100 x 100 x 100

Violets. Artificial Shrubbery. E-stat, acrylic glass, sound electronics. 100 x 100 x 100

®opumceunsa. UckyccTBeHHbIE KYCTbl. JTaMMHUPOBaHHas
TEPMOMEUaTh, OPrCTEK/IO, SNEKTPOHMUKA. 150 X 200 X 70

Forsythia. Artificial Shrubbery. E-stat, acrylic glass, sound electronics. 150 x 200 x 70




Installations Penetnumsa. 2003 Rehearsal. 2003

Bup, vnctannsuun. focypapctBeHHas TpeTbsKOBCKas ranepes. Installation view, State Tretyakov Gallery. 1 light box
OpuH naittéokc Ha ctere (169 x 125 x 20), 50 NanT6OKCOB on the wall, 169 x 125 x 20, 50 light boxes on the floor,
(24 % 47 % 18 Kaxabiit), N"aMUHUPOBaHHas TepMoneyaTh 24 x 47 x 18 each, laminated thermal inkjet

Ha nonukap6oHare. Meuats: Applied Image Inc. on polycarbonate. Printing: Applied Image Inc.
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Whcrannaumn CTeneHb NOBbILLEHHOM Alert:
OonacHocTH Code Orange

pYoloY 2003

Installation view, National Centre

for Contemporary Arts, Moscow 2 video projections,
24 light boxes, various sizes from 17 x 24 x 24

to 28 x 90 x 90. Special thanks to Vladislav Efimov :

Bup, uHctannauum. focypapcTBeHHbIN LLEHTP
coBpeMeHHOro nckyccrea, Mocksa. [lge Bugeonpoekuum,
24 naittéokca (oT 17x24x24 A0 28x90%90).

Ocobas 6narogapHocTtb Bnagucnasy Edpmmosy

e B
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WHcTannaumm M bl. 2 004 Installations

[Ba navitbokca.

naMMHMpOBaHHaﬂ TepmMoneyaTb,
OprCTeKsI0, A,epeBO, /IEKTPOHMKaA.
181x124x124; 50x80x80

Bupa viHctannsumn. XL Manepes,
Mockea. CobpaHue locyaapcTeeHHOro
LLeHTpa COBPEMEHHOr0 UCKYCCTBa,
Mocksa

Two light boxes.

E-stat, acrylic glass, wood, sound
electronics. 181 x 124 x 124; 50 x 80 x 80.
Installation view, XL Gallery, Moscow.
Collection of National Centre

for Contemporary Arts, Moscow




WMHucTannauum

Probably Would. 2005

Probably Would. 2005

Installations

Bua uHctannauuu. Nailya Alexander Gallery, Horo-Wopk, CLUA
JlaMUHUpOBaHHas TEPMONEUaTb Ha BUHWUIE, OKOJIO 2400 x 380

Installation view, Nailya Alexander Gallery, New York US
Laminated UV inkjet on vinyl, approx. 2400 cm x 380

WUPUHA HAXOBA: [lns nHcTannsuum “Probably Would” 6onbwoe konmuectso poto-
MaTepuanos Obiio oTobpaHO U 06paboTaHO, UTOOLI COCTaBUTL OAMH MMraHTCKUIA KOA-
nax. Ha konnaxe npepcrasieHa Kpyrosas naHopama BOO6paxkaemoro ropoA,ckoro ne-
3axa — nepeceyerus yauu, Fulton u Nassau 8 Hbto-Mopke. MHoto 66111 MCMoab30BaHsbl
doTorpadum, caenaHHbie Ha NPOTSKEHUM HECKONbKMX NET XU3HM Ha Fulton Street B
Hbto-Mopke (aenosbie byaHu, cnopTusHbie napaasl Ans Yankees, 3MMHe Bbiorvt a Takke
doTorpaduu, caenarHbie cpasy nocne cobbiThin 11 ceHTABPs 2001 ropa) u Gotorpadumn
NoCTUAYCTPUANbHOrO, paspylatolerocs JeTponTa, caenaHHble B 90-X rofax npoLsio-
ro Beka. MIHcTannsums npeobpasyet NpoCTPaHCTBO rajsiepen B BU3yasibHbI KOHTUHYYM
6e3 Hauana u KOHLaA; B CHOBUAEHUECKMI FOPOACKON NaHAWAdT, KOTOPbIN MOSHOCTbIO
06BONAKMNBAET 3pUTENS — KaK B U3MEHEHHOM PpM3NUECKOM NPOCTPAHCTBE rasiepen, Tak
1 B rOPOAE, CO34aHHOM BKJIOUEHHBIMU B KOJIaX M306paxeHusamu. Mepcnektuea nso-
OGpaxkeHWI [aeT 3pUTesto YyBCTBO MEAJIEHHOTO MOséTa Ha ypOBHE BTOPOro-TPETLETO
3Taxa ropoACcKUX AOMOB — Cpeayn KOHPETTU U CHEXMHOK. PU3NUECKM KONAXK OXBATbI-
BaeT BCe UeTblpe CTeHbl U MoJi ranepew. Mo mepe Toro kak Gopmbl MPUPOALI HACTYMALOT,
rOPOACKOM Men3ak 4aCTUUHO 3aMeLLaEeTCs ThiCiUaMu opraHuueckux ¢Gpopm, KoTopele,
COefMHSASACh B KPYr/IOM KyroJie NPUPOLHO-apXUTEKTYPHOIO KOCMOCA, AAtOT OLLyLieHne
MANIFO3MOHUCTCKOTO CMEPUa ABUXKYLLENCS, KPOLALLENCA PeanbHOCTU.

IRINA NAKHOVA: For this exhibition, many photo materials were sifted, selected and ed-
ited many to assemble a giant three-dimensional collage of a cityscape that spans four walls
and the floor. The collage is a 360° panamoric of an imaginary urban landscape — the cross-
ing of Fulton and Nassau street in New York City. The photographs used in the landscape are
from a period of a few years while living on Fulton Street in New York (busy afternoons when
Fulton and Nassau were closed to car traffic, a ticker-tape parade for the Yankees, a winter
blizzard, and finally pictures that were taken in September 2001). The collage also employs
images of the post-industrial deterioration of Detroit, Michigan, taken during the go’s of the
last century. The installation converts the gallery space into a visual continuum without be-
ginning orend, a dreamlike landscape that envelops the viewer in both the altered physicality
of the actual gallery and the constructed landscape created by the images. When visitors
walk into the installation, the images' perspective gives them a sense of being elevated to
the second- or third- floor level, as if floating in space among confetti or swirling snowflakes.
As the forms of nature intrude, the cityscape becomes partially obscured and fragmented
by thousands of organic shapes, united in a round dome of overarching architectural space,
producing a feeling of spinning into the illusionary vortex of a shifting, crumbling reality.
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Nailya Alexander Gallery,

Hbto-Mopk
Nailya Alexander Gallery,

Probably
Would
2005
Probably
Would
2005

to the gallery walls
Installation view,
New York US
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WMHucTannauum

MockoBcKas MHcTannaumsa. 2006

Moscow Installation. 2006

Bupa vHcTannaumun. lom xyaoxHuka, Kapacpys, lepmaHus. JlamMHupoBaHHas Tepmone-
YyaTb Ha BUHWUJIE, pa3Mep BapbupyeTcs, NATUKaHa bHOe ayano. 3ByK: dumuTpuin KacesH.

Installation view, Kunstlerhaus, Karlsruhe D
Laminated thermal inkjet on vinyl, size varies, five channel audio. Sound: Dimitry Kassian.

UPUHA HAXOBA: MockoBsckasi MHCTanAsiLmMs Bbla co3gaHa crneuunansHo Ans ranepev Joma XyAoxHM-
koB B Kapacpys, lfepmaHus. beina ocyliecteneHa u nokasaHa B Mae 2006 roga. MockoBckas MHCTaNIALMS
npepncrasnser cobon rmraHTCKni Konnax, rae potorpadum sumHern MockBbl pasHbiX €T COEAMHEHbI B €1~
Hblt FOPO/ICKON Men3ax, OXBaTbiBatOWMIA BCE CTEHBI U OKHa ranepen. [NpocTpaHcTBo ranepen npeobpaso-
BAHO B BM3yasibHbI KOHTUHYYM 6€3 Hauana 1 KOHLLa, rae BOOOpaXkaeMblit MOCKOBCKMI Mei3ax NOSHOCTbIO
OXBaTHIBAET 3pUTENS — Kak B U3MEHEHHOM GU3NUECKOM NPOCTPAHCTBE rafepen, Tak 1 B NpeAesiax co3AaH-
Horo usobpaxeHunsmu naHgwadra. V306paxeHns ropoaa CylecTByoT BHYTPU CUNY3TOB MeBeaen, TeM
CaMblM OTCbINIas 3pUTENS K apXETUMNUECKMM NPEACTaBAEHUAM O PyCCKOM KyIbTYPE, FAE KOCONaMblii MULIKa
XOAWT MO yNNLLaM ropoAa U MUPHO COCYLLECTBYET C JIOAbMU. DTOT INEMEHT YCUINBAET CHOBUAEHUECKYIO
aTMocdepy 1 f06aBAIsieT IOMOP K BOCMIPUATUIO MHCTaNALMN. MIHTepakTUBHas CKyabnTypa 6osibworo be-
100 HaZlyBHOTO MeaBeas, Kak OyATO MaTepnann3oBaBLIErocs U3 CUTy3Ta CO CTeHe, CMoCobCTByeT T e
uenun. Y nonazaatowmx B 370 NPOCTPaHCTBO 3pUTE/IEN BO3HUKAET OLLyLLEHME OAHOBPEMEHHOTO NPebLIBaHUS
B Pa3HbIx MecTax. V1306pasunTenbHblit 1 3ByKOBOW P, MHCTaNNSALMN 6e30WnHOUHO OTChIIaeT BOCNpUsTHE
3pUTENSA K 3MMHER MOCKBE: LIMPOKME YINLLbI, 33CHEKEHHbIE BOPbI, aPXUTEKTYPHbIE MAMATHWUKM, CNabHble
paroHsbl, MecTa No6aM30CTN OT Moero goma Ha Manoit pysunHckoit. Bce 3To — pasnnuHbie MapLpyThi
MOEro MOCKOBCKOrO BbITHS, a PeasbHOCTb BECEHHEro repMaHCKOro ropo/a, NPoCTynatoLLero Yepes apxu-
TekTypy [loma XyL0KHMKa U HaCTMUHO CKBO3SLLErO YEPEe3 OKHa, CMYLLLAeT, BHOCUT YyBCTBO Pa3/BOEHHOCTH.
BaxkHas 4acTb MHCTaNNALMN — MHTEPAKTUBHOCTb. [TOMUMO CKy/NbMTYpbl MeABEASA, KOTOPbIV HalyBaeTCs
npv NpUGANXKEHUN 3puTens, BONbLIOE N CIOXKHOE MPOCTPAHCTBO rajiepemn No3BONIO CO3A4aTb Pa3Hble 3BY-
KOBbI€ 30Hbl, [/1€ 3BYKW MOTYT ObITb HE3aBUCMMO aKTUBMPOBaHbLI NPOXOAALLMM 3puTesniem. Micnonb3oBaHHble
3BYKOBbIE PSiAbl XapakTepHbl 419 MOCKBbI: 3ByKi METPO, Pa3roBOpbl Ha KyxHe, BbickabiMBaHMe ibja U CHera
[IBOPHMKaMU BO BOPaXx.

IRINA NAKHOVA: Moscow Installation is a site-specific photographic environment, made especially for the
exhibition space at Kunstlerhause, Karlsruhe, Germany, and shown May, 2006. Moscow Installation meshes and
layers large photographic images from different years in Moscow and transforms the entire gallery into a giant,
360° three-dimensional cityscape that spans all walls and the floor. The gallery space is converted into a visual
continuum without beginning or end, and becomes a dreamlike landscape that envelops the viewer within
both the altered physicality of the actual gallery and the constructed landscape created by the images. All the
elements of the landscape exist within the silhouettes of bears. The viewer is directed towards archetypical
notions about Russian culture, where the Russian Bear is walking on city streets and peacefully coexisting with
people. This element reinforces a dream-like atmosphere and adds humor. An interactive sculpture of a big
white inflatable bear, as if materialized from one of the silhouettes off the wall, accomplishes a similar purpose.
When visitors walk into this landscape, the images' fragmentation gives them a sense of being simultaneously
in various places at the same time: wide streets, overgrown yards, well-known landmarks, Krushchev-era
anonymous “sleeping districts” and the vicinity of my apartment on Malaya Gruzinskaya Street — all my
various personal routes of Moscow existence. This fragmentation, combined with the reality of the springtime
German town seeping through the windows and architecture of Kunstlerhause, creates confrontation and
confusion within a clashing, split-personality of time and space. An important part of the installation is sound,
to be triggered by visitors. A large and intricate space can have to different triggering zones; sound is heard
independently, not interfering with the perception of the overall installation. Sounds that are typical of the
Moscow winter: the subway, private kitchen parties, and the scraping of ice and snow by yardmen will be
randomly chosen each time from a professionally recorded sound library created especially for the installation.
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Installations

Wncrannauun KaptuHku pns Mepgeas. 2007 Images For A Bear. 2007

Bug, nHctannsumm.

Barbara Bunting Gallery, JeTpoiiT, CLUA.
[lBeHanLaTh PUCYHKOB, CMELaHHAs TEXHUKA,
6ymara, neuatb. 76 x 56 Kax bl

Installation view,
Barbara Bunting Gallery, Detroit US.
12 mixed media prints on paper. 76 x 56 each
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WHcTannaunn Installations MaMa -=nana. 2009 Mama— Papa- 2009

<4<4 Mama. 2009. A Bug viHcTannauun.
XoncT, Macnio. 200 x 200. OTkpbiTas ranepes, Mocksa
Mama. 2009. Installation view,
Oil on canvas. 200 x 200 Open Gallery, Moscow
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WHcTtannaumn

Mama-nana. 2009 Mama—Papa. 2009 Installations
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A Bup vHcTannsuuum. A [letanb. naHenb 33x39, pp Mana.2008.
OrTkpbiTas ranepes, Mocksa neuatb Ha bymare XoJCT, Macso. 200 x 200
Installation view, Detail: panel 33 x 39, Papa. 2008.
Open Gallery, Moscow inkjet on paper Oil on canvas. 200 x 200
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Mncrannsums BHeknaccHoe uteHue Extra Credit Home Reading Installations
2009 /1963 2009/1963%
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OpuHHaguate nuctos. bymara, neuatb. 39 x 33 KaXAbii

11 prints on paper. 39 x 33 each

128 129



WMHucTannauum

O)kusneHue. 2010

Resuscitation. 2010

Installations

Bupa, nHcrtannsuun. Orel Art Gallery, loHaoH
HagyBHble CKy/IbATYpbl M3 NAPALLOTHOrO WeEKa U NOANITUAEHA,
pa3mepbl BapbUpyoTCa, OTPabOTaHHOE MaLIMHHOE MAC/O, 4,Ba OLMHKOBAHHbIX KOPbITa

Installation view, Orel Art Gallery, London UK
Parachute silk and plastic inflatables, variable sizes, used oil, 2 galvanized basins




Mnerannaunn OxxuneneHwue Resuscitation. 2010 tnstallations

Pabota Hag, HcTannaumei. Hoto-Axkepcu. CLUA

Installation in progress. New Jersey US




Installati
Vinerannaun Power Shower. 2000 Power Shower. 2000 retetations Kacrprons. 2010 Pot. 2010
MaTb AylWweBbIX yCTAHOBOK, 5 ayAMOTPIKoB. Ob6Lmii pasmMep MHCTANNALNM 250 x 500 ANIOMUHNEBAs KACTPIONIS, MOACTABKA, BbIK/IKOUATENb, ayamo. 66 x 40 x 40
5 shower fixtures, 5 audio tracks. Overall installation size 250 x 500 Aluminum pot, pedestal, switch, audio. 66 x 40 x 40
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A W3 Mbepo penna Gpanuecka. Auntux. 1974. Xonct, macnio. 60 x 45 Kaxaas

From Piero della Francesca. 1974. Diptych. Oil on canvas. 60 x 45 each

A 3ameHbl. 1976. MoaunTtux. Xonct, Macio. 100 x 600 (6 uacTeit, 100 x 100 KaKAas) A 3ameHbl. 1976. fletans. XoacT, Macsio. 100 x 100

Replacements. 1976. Poliptych. Oil on canvas. 100 x 600 (6 parts, 100 x 100 each) Replacements. 1976. Detail. Oil on canvas. 100 x 100
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>

A [Dowm. 1976. Xonct, macno. 60 x 8o
YactHoe cobpaHue, MockBa

House. 1976. Oil on canvas. 60 x 80
Private collection, Moscow

138

Kpbiwm. AunTtux. 1976. XoncT, Macno. 48 x 46 kaxpaas. Roofs. 1976. Diptych. Oil on canvas. 48 x 46 each

A WVpeanbHbiii ropop. 1976. XoncT, Macio. 100 x 100
YacTHoe cobpanue, LLieituapus

Ideal City. 1976. Oil on canvas. 100 x 100
Private collection, Switzerland

<« CreHa. 1978
XoscT, Macno. 150 x 200

Wall. 1978
Oil on canvas. 150 x 200

<« BpemeHaropa. 1978
XoncT, Macno. 150 x 200

Seasons. 1978
Oil on canvas. 150 x 200
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<« TnadoH "BpemeHa ropa”. 1979. X0cT, Macno. 450x 450 (9 yacTeit, 150 x 150 Kaxjas)

Plafond: Seasons. 1979. Oil on canvas. 450 x 450 (9 parts, 150 x 150 each)
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A TpaHuub Bugpumoctu
AwunTtux. 1980. Xonct, macno
100 x200 KaXKaas

Visual boundaries
Diptych. 1980. Oil on canvas
100 x100 each

<« Andasut. 1981. Macno,
OprasnuT, Aepeso. 230 x 230

A  ®opmyna. 1979. X0CT, MAC/IO. 150 x 200. YTEPAHA U Pa3bICKUBAETCS

Alphabet. 1981. Oil on masonite
board, wood. 230x 230

Formula. 1978. Oil on canvas. 150 x 200. Missing and wanted

142 143



A BapmaTtusHbi# neisax. 1983. OpranuTt, Mmacno. 125x 125 (25 x 25 KaXKaas naHenb).

Cobpanue Zimmerli Art Museum, Hbto-BpyHceuk, Hbto-Axepcu, CLUA

Variable Landscape. 1983. Oil on masonite board. 125 x 125 (25 x 25 each panel).
Collection of Zimmerli Art Museum, New Brunswick, NJ US
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Tpuntux. 1983
Xonct, Macno. 150x150 Kaxpas

Triptych. 1983
Oil on canvas. 150 x 150 each
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A Posetka. 1984. XoncT, Macno. 150 x 150. YacTHoe cobpaHue, Mocksa A Kupnuu. 1984. Xonct, macno. 150x 150. YacTHoe cobpaHue, Mocksa

Rosette. 1984. Oil on canvas. 150 x 150. Private collection, Moscow Brick. 1984. Oil on canvas. 150 x 150. Private collection, Moscow
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A Jleca. iuntux. 1984. Xonct, macno. 150 x 150 kaxaas. Cobpanue Zimmerli Art Museum, Hbto-BpyHceuk, Hbio-Okepcu, CLUA

Scaffolding. 1984. Diptych. Oil on canvas. 150 x 150 each. Collection of Zimmerli Art Museum, New Brunswick, NJ US
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A Crena N2 1. 1985. XoncT, Mmacno. 200 x 200. CobpaHue EkatepuHbl u Bnagumupa CemeHuxuHbix, Mocksa A Crena N2 2. 1986. X0sCT, Macno. 200 x 200. YTpaueHa U pa3blCKUBAETCS

Wall No. 1. 1985. Oil on canvas. 200 x 200. Collection of Ekaterina and Vladimir Semenikhin, Moscow Wall No. 2. 1986. Oil on canvas. 200 x 200. Missing and wanted
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Painting

A 3ab6op. AunTtux. 1986. Opranut, Macio. 125 X125 Kaxkgas. YactHoe cobpaHue, CLUA

Fence. 1986. Diptych. Oil on masonite board. 125 x125 each. Private collection, USA

V¥ Meuxpuncnancep. Auntrx. 1986. XoacT, Macno. 150 x 150 KaXKaas

Psychiatric clinic. 1986. Diptych. Oil on canvas. 150 x150 each

A Amdurearp//Bopey cbe3pos. 1987. XoncT, macnio
140 x 200. YacTHoe cobpaHu, LLiseiinapus

Amphitheater / Convention Hall. 1987. Oil on canvas
140 x 200. Private collection, Switzerland
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>Kusonuco Painting

A BawHs. MoaunTtux. 1988. XoncT, Macao. 100 x 400 (4 4acTH, 100 x 100 Ka)Kp,aFI). YactHas konnekums, CLUA

Tower. 1988. Poliptych. Oil on canvas. 100 x 400 (4 parts, 100 x 100 each). Private collection, USA
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>

<«

XKusonuco

JBoiiHoe 3peHue.
Monuntnx. 1988.
XoscT, Macno. 4 yactu,
150 x 200 Kaxjas

Double Vision.

1988. Poliptych.

Qil on canvas. 4 parts,
150 x 200 each.

Ha credyrowem pazsopome:

OpHoOBpEMEHHbDIN
KOHTpacT. Auntux.
1989. XoncT, macno.
200 x 150 KaXkgas

At the next spread:

Simultaneous
Contrast. 1989.
Diptych. Oil on
canvas. 200 X150 each
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Kusonucb Painting

A  Mébuyc. muntux. 1990. X0ACT, Macsio. 124 %396
Mobius. 1990. Diptych. Oil on shaped canvas. 124 x 396
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XKusonuco

» Tabnuubl ans onpepeneHus
yBeTHoro 3peHusa N2 1. luntux. 1990.
XoJICT, Mac10. 150 x 150 KaXXAas.
YactHoe cobpanue, Utanusa

Eye Chart for Color Vision No. 1.

1990. Diptych. Oil on canvas. 150 x 150 each.

Private collection, Italy
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Tabnuubl s onpepeneHus
yBeTHoro 3peHusa N2 2. luntux. 1990.
XoJICT, Macn0. 150 x 150 KaXAas.
YactHoe cobpanue, Utanus

Eye Chart for Color Vision No. 2.
1990. Diptych. Oil on canvas. 150 x 150 each.
Private collection, Italy
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A MawwuHa. 1996. Macno, uetbipe odpceTHble aIIOMUHUEBbIE NAACTUHBI, ATIIOMUHUIA. 114 % 457.

Car. 1996. Oil on four found offset aluminum plates, aluminum. 114 x 457

164




A, oMalHASA XKMBONMUCL: canat. 1999. XoscT, macsio. 61x76
Cobpatxue lepmaHa TuToBsa, Bonorga

Home Painting. Salad.1999. Oil on canvas. 61 x 76
Collection of German Titov, Vologda RU

A [JomauwHsas xxusonucb N2 2. 1998. XoncT, macno. 200 x 200 h be3 HazBaHMA. 1999. X0/CT, Macno. 200 x 200

Home Painting No.2.1998. Oil on linen. 200 x 200 Home Untitled.1999. Oil on canvas. 200 x 200
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>Kusonuco Painting

A OcHoBHbIe LBeTa 2. 2003. XOJICT, Mac/o, aKpu. 116 x 183 A OcHoBHble LBeTa 1. 2003. XOJICT, Mac/1o, aKpu. 116 x 183

Primary Colors 2. 2003. Acrylics and oil on canvas. 116 x 183 Primary Colors 1. 2003. Acrylics and oil on canvas. 116 x 183
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KuBonucb

U3 HuoTtkypa: ropa.
2004. X0JICT, Macso,
aKpui. 150 x 200

From Nowhere: Mountain.
2004. Acrylics and oil
on canvas. 150 x 200

U3 HMoTKypa: nocrenb.
2004. XOJICT, Maco,
aKpuJ. 150 x 200

From Nowhere: Bed.
2004. Acrylics and oil
on canvas. 150 x 200
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W3 HmoTtkypa: ctyn.
2004. X0JICT, Macno,
aKpuJ. 150 x 200

From Nowhere: Chair.
2004. Acrylics and oil
on canvas. 150 x 200

W3 HuoTkypa: none.
2004. X0JICT, Macno,
aKpuJ. 150 x 200

From Nowhere: Field.
2004. Acrylics and oil
on canvas. 150 x 200

Ha cnedyrowem pazsopome:

Ynpa)kHeHUS B LiBeTe 2.
2008. XoncT, macno,
aKpwWJ. 200 % 150

Next spread:

Color Exercise 2. 2008.
Acrylics and oil on canvas.
200x 150

Ha cnedyrowem pazsopome:

Ynpa)kHeHUS B LiBeTe 1.
2008. XoncT, macno,
aKpwWJ. 200 % 150

Next spread:

Color Exercise 1. 2008.
Acrylics and oil on canvas.
200x 150
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Kusonucb

<4< Ha npedvidywem pazsopome:
Previous spread:

YnpakHeHUs B LBeTe 4. 2008. X0OJICT, Mac/10, aKPUJ. 200 x 150
Color Exercise 4. 2008. Acrylics and oil on canvas. 200 x 150
YnpaxkHeHus B LBeTe 3. 2008. XO0J/ICT, Mac/10, aKpUII. 200 x 150

Color Exercise 3. 2008. Acrylics and oil on canvas. 200 x 150
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A TMepupbl u 6aknaxkaH. TpunTux. > >
2010. X0o/CT, Macno,
akpun. 61x141,5
(61x45.5; 61x50,5; 61x45.5)

Peppers and eggplant. 2010.
Triptych. Acrylics and oil on canvas.
61x141.5 (61x45.5; 61x50.5; 61 x 45.5)

Mama 2. 2010.

XoncT, macno.
200 %200

Mama 2. 2010.

Oil on canvas.
200 x 200

Painting




A Opranbl uyscTB: A6n0K0. [lunTnx. 2010. XoscT, Macsio. 78 x 78

Senses: Apple. Diptych. 2010. Oil on canvas. 78 x 78
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A OpraHbl uyBcTB: po3a. AunTtnx. 2010. X0JICT, Macso. 73.5x73.5

Senses: Rose. Diptych. 2010. Oil on canvas. 73.5x 73.5
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Aphrodite. 1992.

Cast paper, color pulp,
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Graphics

<<«

AdpoauTa. 1992.
Bymara, kapaHpalu,
aKBapesb. 48x36
Aphrodite. 1992.
Pencil on paper,
watercolor. 48 x 36

AdpoauTa. 1992. J/lutas 6ymara,
uBeTHas nyabna, HUTKK. PparmeHT

Aphrodite. 1992. Cast paper, color
pulp, ropes. Detail

A Myxckoii Topc. 1992.
Bymara, kapaHpau,
aKBapesb. 48x36

Male Torso. 1992.
Pencil on paper,
watercolor. 48 x 36
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Mpaduka
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A Mosr. 1992. bymara, kapaHaaLy, » P> Tonosa. 1994.
aKBapesib, KOJIaX. 24 x 30 Jlntorpadus Ha bymare. 112 x 86
Brain. 1992. Pencil and watercolors Head. 1994.
on paper, collage. 24 x 30 Lithograph on paper. 112 x 86
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A Poxpectso B Uncruaumue. 1995.
AcdanbToBas bymara, neHOKapTOH,
KapaHpaall, 31eKTPOHMKa.
106x92,112x92, 106x92, 115%92,

Christmas in Purgatory. 1995.
Pencil on asphalt paper,

foamcore, electronics.
106x92,112x92,106x92, 115 x92
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lpaduka Graphics

A BoHyc. 2001. Bymara, ryalub, akBapesnb, LiBETHblE KapaHAallK. 38 x 51 A Champion Says Yes. 2001.bymara, ryalub, akBapesb, LBETHble KapaHAaln. 38 x 51

Bonus. 2001. Colored pencils, watercolors and gouache on paper. 38 x 51 Champion Says Yes. 2001. Colored pencils, watercolors and gouache on paper. 38 x 51
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A Book of Escapes
1997

MeuaTb Ha XONICTE, TKaHb, FUMC, aKBapeb,
3/IEKTPOHUKA, a/IIOMUHUNA. 34 % 58 x 34

Print on canvas, fabric, gypsum, watercolor,
electronics, aluminum. 34 x58 x34
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A Book of Escapes

1997
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Tekct MpuHbl Haxosoi

MepeBog, ¢ aHrANICKOro
Anvcbol Onesoi

Text by Irina Nakhova

BnaHw cnyxuna HaHei

B [,BOPSIHCKOW PYCCKOW CEMbE.
PebeHok Hukku nnesancs enon
el B INL0, a ero oTew, Nt06UN
MacTypbupoBaTth, raas Ha
[leBYLLKY B TOCTMHOW UX 3a-
ropogHoro goma B LlapuubiHo.
OHa cbexana c ublraHamm
81906 rosy v 61aronosy4Ho
pobpanack o Mapokko.

Ha ueTbipe mecsiua ee npuna-
ckan GpaHLy3CKUI NerTeHaHT
Mopuc, a nocne npogan

B bopaens, rae oHa ymepna

OT NOTEpPM KPOBYM BO BpEMs
BbiKMAbIWA. Ha ymupatouen
BnaHw 6bina HageTa HouHas
copouka ot lNbeppa KapaeHa,

1 HapyweHa oHa bbina “Cnag-
KuMu meutammn” ot lepsieHa.
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A Book of Escapes

Maprapeta poannacs B KOpo-
nesckon cembe B Hopservu s
1356 roay. B fecsTb neT oHa Bbi-
wna3amyx 3a Anbbpexta. Yxe
C paHHUX N1eT feBoyka Hbiia
oaepxvMa BnacTbio. Maprape-
Taybuna csoero mMysa AANH-
HOW nrnoi amkobpasa v B 15 neT
Hauana npasuTb cTpaHou. [lga
roga cnycrs oHa Hb11a XKecToko
3ape3aHa CBOel MnajLen ce-
CTPOWt, KOTOPas CMEHWUNA €€ Ha
TpoHe. MaprapeTa 6blna you-
Ta 30/IMHTEHCKUM CTasIbHbIM
HOXOM.

Muwa BopoB xun B HULWeTe
BCIO CBOIO XMU3Hb. Jlyuwinm ero
BPEMSNPENPOBOXKAEHNEM
6b1710 Pa3faBuUTL BYTbIKY C
LpyruMu pebsiTamu rae-Huby ab
B rPA3HOM MPUropofe BEIMKON
cronunubl CCCP. B Bo3pacTe 23
NeT, KorAa HacTynuna Aemokpa-
TUS, OH PELN SMUTPUPOBATD B
lepmaHuio Mo eBpeiickoit Buse.
Ero nomectvnv B noxoxui Ha
obuwary narepb 415 6exeHLes,
rA,e eMy XBaTas10 fleHer TO/IbKO
Ha 6yTbinKy cebe, Ho NUTb B
OAMHOYUKY HE AOCTaBSANO MY
HWKAKOro y4,0BOJIbCTBUSA. OH
oTKa3ancs NpoxXoaAnTb peabu-
JINTaLMOHHYIO MPOrpaMMmy B
Tepmarun. OfHUM CONHEUYHBIM
YyTPOM OH noBecucs 8 obue-
cTBeHHOM Tyanete. [1ns aToro
OH BOCMOJIb30BAJICS Fa/ICTYKOM
ot lyuun.




A Book of Escapes

O U popuncs HembiMm B He-
60/1bLION AEepEBHE HOXKHOM
nposuHumun Kntas 81563 rogy.
Monogapie poanTenu NcnbiTbiBa-
NI OTBpaLLEHNe K pebeHky,

1 NO3TOMY OHW OTMPaBUN €ro
K aspe Mao B ceBepHyto npo-
BUHLMIO. TaM C HUM XOPOLLO
obpatanvce, 0f4HAKO peLwnan
KacTpUpoBaTb, UTOObI MasbumK
NpMCMaTPKUBa 3a KEHaMM
csoero Asan. OH oueHb NpuBs-
3a/1CA K CAaMOW MOTIOA,0M XeHe —
CoH Mu. Byayun HecnocobHbIM
YAOB/IETBOPUTB CBOIO CTPACTb,
oH cbexxan. Tonoa npusen

O U « kocTpy nareps Koues-
HWKOB, rfie ero NpUHAAY 3a
KUTaNCKoOro WwnuoHa. B Bospac-
Te 11 net KO U 6bin pasopsaH

Ha YacTu yeTBEPKON Nowaaen,
K KOTOPbIM €ro NpuBsA3any 3a
HOrv 1 3a pyku. Jlowagu 6uiau
KMNUPOBaHbI ceasiamm oT bect
TekcaH n cTpemeHamu ot bur
Ckan Tak.

3yxpa poannacs B 1405 rogy B
ropogae [lenu. Bcto cBO XM3Hb
OHa MCMbITbIBaNA ronog,. Yetsip-
HagLaTbit pebeHoK B 6O/bLION
cembe, OHa bbina paga foefats
KPOLWKW, KOTOPbIE 3HATHBIE
cembu 6pocanu ronybsm.
[leBouka 6bl1a HACTONILKO
TOLLE, YTO ee C TPYLOM MOXHO
6bI710 PA3ANUNTB SIEXKALLEN

Ha CeHe pAOoM C KOPOBLUM
xnesoM. B TpuHaguath neT oHa
pewnna cTaTb NOCAYLWHULLENR

8 6yAAMCTCKOM MOHACTbIpE.
D70 peleHue He cnacso ee. He
B CM/1aX COCPEAOTOUUTLCS Ha
necHomneHwusx, y 3yxpbl pa3su-
nocb “neuxunueckoe Henpuatue”
K npuémy nuwy. OHa ymepna
OT ros104,a B BO3pacTe 14 fieT.
MeanumHckas ctpaxoBka 3yxpbl
6bina ot SelectCare HMO.




A Book of Escapes

KopHenunyc, koTopomy u1c-
MOMHWAOCH 19 B 106 rofy 4,0
H.3., HE CNpaB/1gJiCa CO CBOUMU
0653aHHOCTSAMW — 100 Ka3Hel
B Hepento. Emy c pyaom
YAaBanocb COBEPWNTH 50. Uys
Yrpo3y co CTOpPOHbI UMMepaTopa,
KopHenunyc ogencs B keHckoe
naaTbe 1 C rpynmnon MosioAbix
feByleKk Ha Npoaaxy cbexan B
[amack. Korga mecTHble femo-
KpaTbl 0GHAPYKUAK, UTO Nepes,
HUMU MY>KUMHA, NEPEOAETHIN B
KEHLLMHY, OHN HacMepTb 3a6u-
I €ro KaMHAMMU. El-OCTI'aﬂbTep
KopHenuyca 6bi1 oT Victoria's
Secrets, aumnnaHTel ot OOO

“Wnpactpuan Mnactukc”, Hoto-
Mopk.

Mepw poaunace 81894 roay B
BaTtoH-Pyx, /lynsnaxa. Ee mama
6bl1a UPNAHACKOM KaTOUUKOWM,
a oTel, appoamepukaHLem.

Y Hee 6b110 NOUCTHHE CcyUacT-
JINBOE [,ETCTBO: €€ AepXanu

KaK JOMallHEE XNBOTHOE Ha
XJIOMKOBOW nnaHTauuu. Ee xo-
3seBa, MUcTep 1 muccnc doopu,
KOPMWJIN €€ XXMPOM W XPSLLAMHU,
OCTaBaBWMMUCS OT OUdLuTEK-
coB. OpHaxapl noasibie AeTu-
Herpbl ¢ coceHemn Gepmbl Aanu
ey f,ecaTb BKYCHENWnX a610K.
[eBouka cbena nx Bce pasom.
3aBOPOT KMLWOK CTas Npu-
UMHOW ee NPeXAEBPEMEHHOM
KOHUMHBI. X03sieBa Mepu 6biu
OueHb OropueHbl 1 NOGOANCH
[0BOANTb AeN0 A0 cyaa. Ee
OLWENHUK 1 MOBOAOK Hblin OT
Mepgunrpun N




MUpuHa HaxoBa

Heto-[xepcu,
aBrycT-ceHTs6pb 2008 rosa

RECYCLING

Kak 6bl 5 MOrna onpeaennTs 70-€ rogbl B 04HOM
cnose? CnoBO BO3HMKAET OUEHb OMNpeneseHHoe,
M Mouemy-TO aHrunickoe — recycling. Buepa s
HaKoHeLl, 3ane3/1a B HOMbWON MHONNEPOBCKUIA
aHI10-pyCCcKMi cnosapb 1969 rofa u3gaHus, Ko-
TOPbIA CAYKUT MHE BOT YK€ NMOYTU COPOK JIET, 1
cnosa recycling He obHapyxuna. B okcdopackom
cnosape 2002 roga (v3gaHve nepepabotaHHoe
revised) paeTcs TONbKO OAMH NepeBos, — nepe-
pabaTbiBaThb, U TO A8 rarona, a He Ans cyuie-
CTBUTENIbHOTO. B OHNaH-cnoBapsx 1 nepesogax
0N rnarona [aeTcs NepeBof, — PeLLupKyIu-
pOBaTb, a A/ CYLLEeCTBUTE/IbHOIO TOXE HUYEro
HeT. S fymato, MOXET, yTuausaums nogonmer?
YTUNV3NPOBaTb, YyTUNb-Cbipbe? — AOMallHee U
poaHoe 13 60-x 1 Hauana 70-x? MNoxoxe, uTo Kor-
na B CCCP noscemecTHO npakTukosana recycling,
TO CN0Ba /1 3TOrO HE CYLLEeCTBOBaIO, a KO Bpe-
MeHU, Korga Ha 3anage COBO MOSBUIOCH U 3a
npakTuKy recycling ctanu 60poTbcs, To B Poccun
3axuMpeBLUas K TOMy BpeMeHW NpaKTuka recycling
ncuesna oKoHUaTeNlbHO M HecnoBopoTHO. 3aTo
recycling B 70-e onpepensno Becb yknag u ob-
pa3 »u3Hu. NoAroToBAEHHbIE BOWHOW, rOJ1040M,
penpeccnsmm, HULLETOW NHOAM TBOPUECKU WC-
noJib3oBanu recycling, v BeTn poXAanuck yxe c
0TpabOTaHHbIM UX POAUTENSAMU OTHOLIEHUEM K
OKpY>KatolLeMy UX MPeLMETHOMY MUPY, 3HAHWNEM,
Kak B 3TOM MMpPE BO3MOXKHO GpYHKLLMOHUPOBATH 1
KaKne CHOPOBKMW AJis 3TOWM XKM3HU HEOOXOAMMBI.
OTu BCceobLme MPUBLIUKKU U HaBbIKW He NoABepra-
JINCb COMHEHUIO U PEBU3UN.

A poannack B 1955 roay. VI3 paHHero petcrsa
MOMHIO KPUKMK AgAeK BO LBOPE C rPOMO3AKUMMU
TOUMJIBHBIMU MALIMHAMU, KOTAad AO0MOXO3SMKM
BbICKaKMBasN BO LBOP C TYMbIMU HOXaMU N HOX-
HULLAMU, U ASbKa, HAXKMMas HOroW HO nefasb,
KpyTun abpasveHoe koJsieco. Kyua uckp netena
BOKPYT, HE MOANycKas MOA0UTH BaXKe U BCe pac-
cMOTpeTb. XOTS BpeMs "UMHUTb-MAsATb-KOTUKOB
noanpasnaTy” (no BOCNOMMUHaHuaM Jlesbl Py-
OUHLWTENHA, TaK KPUUYAIM Ag4bKWU BO ABOPE €ro
AETCTBA) MPOLIO, CEMUAECSTbIE BblIN rofamMu
YAMBUTENBHOIO pacLBeTa yTUAM3aumm v nepe-
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paboTku. Mo cywecTBy, HUUEro He BbIOpachIBa-
JIOCb: MOBCEMECTHOE HaKOMUTENbCTBO HOaHouek,
Kopobouek, raser, TpAMNoK, KHWUF, TPECHYTOW U
noJslypa3buTol Mnocyabl, HUTOK, LWTOMKW, Myro-
BULL, COSIW, CMIMYUEK U KPYN MPUBOAMUIO K MOJTHOM
3abUTOCTU HOP, HO, B IKOJIOTMUECKOM CMBbIC/E K
NPaBUIbHOCTU XWJibs U OKPYXaloLWLEN ero cpe-
Abl. )KyuKkuy 1 TapakaHbl MOy4asv CBOK HEManyHo
ponto. Jlec BOKpyr noAMOCKOBHBbIX a4 OCTaBaJICs
UWCTHIM, 4,BOPHUKMN UCMPABHO BbIMOJIHAAN CBOIO
paboTy, ckpebku ckpebau, a NpoprKaBeBLIME Ta3bl
YBOJIaKMBAIUCh MPOBOPHbLIMU LWIKOJbHUKAMU B
MeTaNn010M — TosbKo ycnesai! Mo cuactimeo
He pacTpeNssHHbIA AefyLKa YyTUAN3UPOBaA LaXKe
OCTaTKM MULLX U3 CBOErO PTa MOC/e 3aBTpaKa v
obena — NosIoCKa poT M CMJIEBLIBAS B pacTyLLme
Ha MOJOKOHHMKeE GUKYC U repaHb, 0OBSACHSS, UTO
3TO Jlyulwas noakopMKa ANs pacTeHun. Yenose-
ueckue OTXOfbl, MepeMellaHHble C 3emMen, ue-
pe3 Mapy-TPOMKY NET WU, HACKOJIbKO S MOMH!O,
B rpsaaku nofg KaybHuky un orypubl. Obpesku u
OWMETKM OT MUK WK Ha Caf0BO-OrOPOAHOM
yuacTke nof neperHon Toxe. HanaeHHble po-
CKU, MaJIKW C YAWULLBI TALLMIUCh B OM Ha BCAKUIA
cayvyan: UMK noanupanunce 3abopebl, NOJKU ANs
KHUT, COOPYXKaIMCb HOBbIE MOJIOUKU U MOJIKM A8
xJlama npo 3anac. A aBocbkun? JItoam WM Ha Oxo-
Ty 33 uygecamu. Cama Xu3Hb Oblaa TBOPUECKUM
npoueccom. Kak cnesctaue, B MO NepBble rofbl B
Hbto-Mopke s 6blna camblM JyULIM OXOTHUKOM
33 YJIMUHBIMU COKPOBMLLAMM, YTUN3NPOBAHHbI-
MU BO MHOrMe Bewu. A B aMEPMKaHCKMUX BYy3ax
yuaT XyAOXXHUKOB, KaK MOXHO WCMOJIb30BaTh
HangeHHble 0ObEKTHI.

MoMHi0O  OecKkOoHeUHyl  LWITOMKY  HOCKOB,
KOJIFOTOK,MepekpanBaHme CTapbix 060K, KOCTHO-
MOB. 5 COOCTBEHHOPYUYHO ClIMAA POCKOLLHYHO
t06Ky 13 MOEro AeTCKOro KOCTIOMUMKA, MaMUHOM
cTapoit 6apxaTHOM HOOKM M BbIHYTOWM M3 Yero-To
ele MOSHUKU.KeHWMHBI pacnyckaau UCTaeBw e
OT BpemMeHU KODTbl U MePEBA3bIBAIN UX B HOBbIE
uyaecHble Wapdbl, BAPEXKU, HOCKM U CBUTEPA.
Y HukunTol Anekceesa 6bi1 AUHHIOWMIA Wapd —
NpeaMeT 33aBUCTU U BOCXWULLEHUS — CBSI3aHHbIN

Recycling

CraTbs Bnepsble onybMKkoBaH-
Ha: dmu cmparHsie cemudecsmele,
unu Momeps HeguHHOCMU: cce,
uHmepsbio, socnomuHarus. CocT.
leopruit Kusesanbtep. — M.:
HoBoe nntepatypHoe o603pe-
HWe, 2010. — 432 C.: WA,

He TO ero MamMol, He To camum HuknToi. Y mens
Oblna 6abylwKMHa [OBOEHHAs, BbIBE3EHHAas U3
foNNaHAMM B HECUACTHOM 35-M rogy aAybneHka —
NoYTK A0 MOAY, C HECTPUNKEHBIM MEXOM BHYTPMW.
[Ba 6onbwux NaTHa GbIIM MHOM aKKypaTHO 3a-
KpalleHbl Mac/siHOWM Kpackon — yrnpaKHeHue B
Xusonucu. Bewmn nepexoamnm oT 04HOMO NOKO-
JIEHUS K 4pYyromy.

Hanbonee npo3opsvBble pacnosHaBanu B
xJlaMe M Mycope aHTWKBapuaT, Koraa Ans opy-
rmx 37oT "xnam" 6b1 MpocTo Xxnamom 6osbLwo-
ro, HeynobHOro Ans ManeHbKUX HOp pasmepa.
Hanbonee npo3opsvBble, Kak NpaBuio, Takxe
obnaganv u Hopamu nokpynHee, — anbo B
KOMMyHasikax (OCTaTKu OT [OPEBOJTIOLUOHHbIX
BPEMEH), WM 3aBOEBAHHLIMM CBOUM  CJlyXe-
Huem Hapogy v naptun. Moun apy3bs — Onbra
n Oner — obnapatenn ocobo 6onbLWON HOPSI B
paioHe CpeTeHkn, — 0bCTaBNsnN ee npekpac-
HbIMW aHTUKBAPHbLIMU BELLAMM, U B CYHLYKe MOoe
MaTepu 40 CUX MOP XPaHUTCS CIOMaHbIi MHOO
KPY>XEBHOW UYEPHbIN 30HTUK C MTUUYLEN FOJIOBOM
BMECTO PYUYKM M KPACHbIM CTEKJIbILIKOM BMECTO
rnasa, oTAaHHbI MHe Obrol no WeapocTy Nan
HeynoTpebneruto. "MpuUSTHO NepeHOCUTbCS B
LpYryto anoxy", — Tak uauv npuban3uTENbHO Tak
rOBOPWJ/IN MHE MOW APY3bS.

HaywHnuecTBo, AOHOCH M CTyKayectBO —
"CHOPOBKMK" yTUAN3ALMN KOMHAT cocena npakTu-
KOBa/INCb C 20—30-X rOL0B MOBCEMECTHO. Tak uTo
3TO ToXKe Obin recycling cosetckoro posnvea. 4
[lymato, 1 B 70-€ rofbl 3Ta NpPaKkTUKa TOXe CyLlLe-
CTBOBaJs1a C MOMPAaBKOW Ha TO, UTO BbICESISINCH HE
"Bparn Hapoaa", a "aHTUCOBETUMKN", M HE B 1areps,
a3a101-1 knnomeTp unu 3a npegensl CCCP.

YTUAN30BaNCs HE TONbKO MaTEPUabHbIN MUP:
yTUAU3ALUM MOALBEPrasinCh M OTHOLWIEHMS, Kak
LpYy>KecKune, Tak U ceMeiHble. MyxXbs 1 KeHbl, apy-
3bS1 M 3HAKOMbIE NMEPETACOBLIBAINCL U MEHSNCH
mMecTamu. Hapo ckaszaTb, uto apyx6a, Kak MHe Ka-
3a/10Cb, CTaBUACh B Te rofbl npesbiwe scero. OT-
HOLIEHMs B HalleM TECHOM KpYy>KKe Oblin KpanHe
POMaHTUUECKMMM, NMAATOHUUYECKUMMU, AAXKE Bbl-
CNPEHHBIMU, C 3aNMNCOUYKaMM B ABEPSX, CTUXaMMU,

nrpoi Ha ¢opTenmaHo, CTyllaHUEM NAACTUHOK U
HeCcKOHEUHBIMU 0HCYXKAEHUAMU NOCELHUX NPO-
n3BeaeHuI apysen. Yem Gbinn 3axBaveHbl yMbl —
3TO MAESAMU, JaXKe B CaMble FOPMOHaJIbHblE Nepu-
ogbl. TopMOHbI NepepabaTbiBaINCh B TBOPUECKYHO
3Hepruto.

YTunusosancs u nepepaboTbiBancs Kak oKpy-
>KaoLWKUIA MaTeEPUasibHbIA MUP, TaK U MUP A3blKa U
naen. Kabakos, AHkunescknit, PormHckuin, PabuH,
BoppaueB, ynoMsHyTb TOJIbKO HECKObKUX, —
npuWwan K accambnsy CoBepLlIeHHO ecTecTBeH-
HbIM 0Bpa3oM: He Uepes anponpuaLLMo NCTopun
MCKYCCTB, @ MOTOMY, UTO PyKaBbli HAKOHEUHUK OT
LyLla Jiexkan HUKEM He OMPUXOL0BaHHbINI, 1 XKaJl-
KO Obls10 BEIOPAChIBaTh, @ B MPOM3BEAEHUMN UCKYC-
CTBa MOXET CrOAUTLCS — W MOKPACUTb MOXKHO,
a MOXHO M He KpacuTb. YnotpebaeHue nysbipb-
koB, 6aHouek y lMpurosa n Kabakosa Bbipoc/io
€CcTecTBEHHbIM 06pa3oM M3 MPaKTUKK COBETCKOW
XKU3HU. YTUAN3aLUS S3bIKa WA OT TOFO XKe: MOX-
HO BCcnMomHuTb BynaTtosckue "OnacHo", "Cnasa
KIMCC", Hanpumep, nnum kabakosckue "pasrosop-
Hble" KapTWHb — "Mapbs VIBaHOBHa, y Bac Kunnt".
A anbbombl? Onats xe gal He Tonbko Bepbasnb-
HOCTb, HO U reHWasibHas yTuan3aums npodeccum
WANIIOCTPATOPA: BU3YaJIbHBIN A3bIK LETCKUX KHUT
TOE MOXHO 1CMOJb30BaTh! DTO yiKe Kak pafocTb
csobopHoro nosieta Ha asTonuaore!

MpousseneHne MoHacTblpckoro "Kyua" y Hac
B KBapTUpe Ha Manoi [py3nHcKom Toxe Hauaio
pacTv ectecTtBeHHbIM 06pa3om, Korga 3abbiTblie
HEHY>)KHble BELLMLLbI ApY3ei MoayYasnu UHBEHTap-
HbIA HOMEp, A,aTy U MECTO B Yy Ha cTonunke. Mos
MaTb, KOTOPYHO Ternepb HEBO3MOXHO 3aCTaBUTb
BbIOPOCUTL CTapyto Tpsnuuy, Bbibpocuna "Kyuy",
He pacrno3HaB ee YTUAUTAPHOIO MU UHOTO CMbIC-
na, BbIbpocuna kak cobpaHune Mycopa, KOTOopbIi
HeBO3MOXHO rae-nnbo ewe ynotpebuts. [ns
Hee 3To Obll Mycop B MOC/eAHEN WHCTaHLUW.
A npunoxeHne AyXOBHbIX LEHHOCTel K Mycopy —
3TO BCE XK€ HerMOCU/IbHbIN CKauOK Bepbl M yMa A5
MHOTUX, He npasaa in?
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RECYCLING

If I try to describe the 70s in one word, what
would it be? “Recycling,” an English word. It
cannot be found in my English-Russian diction-
ary of 1969 that has served me well for some forty
years. It seems that when recycling was widely
practiced in the USSR, there was no word for the
process, but when the West introduced the word
and worked hard to implement the concept, the
practice of recycling was long gone from Russia.
However, in the 70s recycling defined everyday
life. People, trained by war, hunger, repression
and poverty, practiced creative recycling, and
their children were born with an ingrained at-
titude towards the material world, with knowl-
edge of how one was supposed to function and
what skills were needed most. These skills and
habits were not subject to doubt and revision.

I was born in 1955. Early childhood memories
include the cries of men operating large grind-
ing machines, when housewives crowded the in-
ner yards with blunt knives and scissors in their
hands. The man pushed the pedals, and the abra-
sive wheel turned round. A cloud of sparks flew,
preventing one from approaching the machine
and taking a closer look. Even though the time of
“Repairing! Soldering! Fixing tomcats!” (Lev Ru-
binstein remembers this to be their motto when
he was a kid) was long gone, still, the 70s were
the peak of the recycling and processing era.
Nothing was ever thrown away: people saved
cans, boxes, newspapers, pieces of cloth, books,
cracked tableware, thread, darning, buttons,
salt, matches and cereals. Their living holes were
chock-full of stuff, but ecologically speaking that
led to a right type of habitat and environment.
Bugs and cockroaches got their somewhat large
piece of the pie. The forest around country hous-
es was clean, street cleaners did their job well,
scrapers scraped and rusty basins were swiftly
taken away to metal recycling by eager school-
children — be fast! My step-grandfather, who
was luckily spared being shot, even utilized the
remains of food in his mouth after breakfast and
dinner. He took a mouthful of water and spat it
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out on a rubber plant and a geranium growing
on our windowsill. Best kind of fertilizing, he
said. In the country human waste was recycled
after two or three years, mixed up with soil to
make new beds for strawberries and cucumbers.
Food leftovers went this way too, creating hu-
mus. Wooden boards and sticks picked up in the
street found their way into homes just in case
one needed to prop up a fence or a bookshelf, or
to construct new shelves in order to store more
junk. And “avoska,” the bag made of string? Peo-
ple hunted miracles. Life itself was a creative as-
signment. During my first few years in New York I
was the best hunter for street treasures that were
recycled later into many different things. And in
American universities they teach art students to
use found objects!

I recall endless darning of socks and panty
hose, reshaping of old skirts and suits. I made a
luxurious skirt with my own hands out of a suit
I had as a child, my mother’s old velvet skirt and
a zipper taken from somewhere else. Women
un-knitted sweaters in a state of decay and re-
knitted them into new beautiful scarves, mittens,
socks and pullovers. We were all very envious of
Nikita Alexeev’s very long scarf; either he or his
mother knitted it. I owned my grandmother’s
long sheepskin overcoat with an uncut fur lin-
ing; she brought it from the Netherlands in that
pitiful year of 1935. I accurately covered two big
spots with oil paint — an exercise in painting.
Things rolled over from one generation to an-
other.

Forward-thinking people recognized stuff
for antique stores in the debris and trash when
others considered it to be an outside pile of
throwaway junk unfit for apartment holes. Those
forward-thinking ones usually owned holes that
were bigger than usual, either in communal
flats (left over from the pre-Revolution years) or
earned by serving the people and the Party. My
friends Olga and Oleg had an especially big hole
in the city center and decorated it with beauti-
ful antique objects. There’s still a broken (by me)

Recycling

doto: AHaTonwnii Mpuutok

Photo: Anatolii Gritsyuk

Fitst published: mu cmpan-
Hele cemudecsmoie, uau [lomeps
HEBUHHOCMU: 3CCe, UHMEPBLIO,
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Kusesanbtep. — M.: Hosoe
nuTepaTypHoe 060o3peHue,
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black lace umbrella with a bird’s head handle

that had red glass for the eye in my mother’s trea-
sure chest; it was a present from Olga, as a sign of
either generosity or the utter uselessness of the

thing. “Itisnice to feel oneselfin a different era” —
that’s what my friends told me, or something to

that effect.

Since the 1920-30s snitching, squealing, and
informing the authorities were all practiced ev-
erywhere to utilize the rooms of neighbors. An-
other form of Soviet recycling. I think that this
activity was alive and well in the 1970s, the differ-
ence being that “anti-Soviet elements,” not “en-
emies of the people,” were removed from their
apartments, and they didn’t go to camps but
were sent outside of Moscow or the USSR.

Not only the material world was subject to
recycling. Relationships — friends and family —
were also utilized, a constant shuffle of husbands
and wives, friends and acquaintances. It seemed
to me that people valued friendship above all.
The relationships in our narrow circle were ex-
tremely romantic, platonic, histrionic even. We
employed notes stuck to walls, poems, piano
playing, listening to records and endless dis-

cussions of the latest artworks made by friends.
Ideas ruled minds even in the most hormonally
active periods, and hormones were recycled for
creative usage.

Recycling and utilizing were also extended to
the world of language and ideas. Kabakov, Yanki-
levsky, Roginsky, Rabin, Bordachev, to name but
a few, came to practice assemblage naturally, not
through appropriating the history of art, but
driven by the need to use that rusty shower head
that nobody cared for enough to throw away. It
can be featured in an artwork! It could be paint-
ed over, or it could be left as is. Prigov and Ka-
bakov’s usage of cans and vials developed easily
from the practice of Soviet everyday life. Same
with language: “Danger” and “Glory to the Com-
munist Party” by Bulatov, “conversation pieces”
by Kabakov (“Maria Ivanovna, there’s some-
thing of yours boiling!”). Albums? Definitely!
Not just Soviet verbiage, but the whole profes-
sion of a children’s book illustrator, was master-
fully recycled! It can be compared only to the joy
of free flying on autopilot!

“Pile", a creation of Andrei Monastirski in our
Malaya Gruzinskaya flat, also began to grow nat-
urally when useless things left behind by friends
were assigned an inventory number, date and a
place on a table in the corner. In later years you
could not throw an old tattered piece of cloth if
it belonged to my mother, but at the time she put

“Pile" in the trash as junk that could not be used
anywhere. A kind of a higher consciousness junk.
For many, applying spiritual values to a heap of
useless things constitutes an impossible leap of
faith and intelligence. Don’t you think?

Translated by Valentin Diaconov
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Tekct MpuHbl Haxosoi

Mepesopg, c aHrAnickoro
Anwucel Oneson

Text by Irina Nakhova

MeyaTb Ha JlaTeKkce, nevyaTb Ha NPO3pavYHOM N1acTUKe

Solvent ink-jet on latex, UV inkjet on clear plastic
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» Koxa N22.

Skins *

97x80

Skin No. 2.
97 x 80

Svetlana was born into the family of a Moscow oil tycoon. In order to
show their devotion and deference to the Prime Minister, her parents
took her to the Cathedral of Christ the Saviour on major holidays. As
a teenager, Svetlana’s shoulders and breasts were adorned with lace
tattoos of Orthodox crosses and oil rigs. New natural resource play-
ers arrived, and Svetlana was kidnapped while attending a performance
of “The Nutcracker” at the Bolshoi Theatre. Her parents refused to pay
the ransom, she was stabbed to death, and her skin was delivered to
them by the slow Russian mail. Although saddened, Svetlana's parents
found strength in the Church, and they often pray together, looking at
her beautiful hide displayed in a red corner of their bedroom. However,
rumour has it that Svetlana’s skin may be auctioned off at Sotheby’s
London this fall. Bids will be accepted at a Special Preview.

CBeTnaHa POAMAACch B CEMbE MOCKOBCKUX HEGTSHBIX ONIMrapXxoB. YUTobb!
Harns4HO NPOAEMOHCTPMPOBATL CBOE BN1arouecTne n nouteHmne K
npemMbep-MUHUCTPY, poauTeny 6panu Aesouky no 60bWUM NpasaHUKam
B xpam Xpwucra Cnacutens. Ewe 6yayun nogpoctkom, CeeTa ykpacuna
CBOW MJIGUMN U TPYAb KPY>KEBAMU TaTyMPOBOK MPaBOCIAaBHbIX KPECTOB

M yCcTaHOBKaMM A5t BypeHuns HedTAHbIX CKBaXWH. Ho BOT nosiBuAnch Ho-
Bble UTPOKM Ha PbIHKE NPUPOAHBIX PecypcoB, 1 CBeTnaHa bbiia noxuieHa
u3 bosbworo Teatpa Bo Bpems nocelerus eto 6anerta “Lenkyrumnk”. Tak
KaK ee POAUTENN OTKa3aNNCh NAATUTb BbIKYM, EBYLIKY 326WIM HacMepTh,
a KOXYy OTNPaBUIV POAUTENSM MO MEAJIEHHOW POCCUICKOM nouTe. XoTs
poanTenn CeeTnaHbl 1 6bLIM OrOPUEHbI, OHU HaLWIN NOALEPXKKY B LEPKBU
M 4acTO MOJIMSINCb BMECTE Nepes, MPEKPACcCHOW TaTyMpPOBKOW A0UEPH,
KOTOPYH OHM NOBECM/IN B KPaCHOM YrJly CBOEN CnasibHu. Bnpouem, xoaaT
CNyxu, 4To Koxa CBTe1aHbl MOXKET MOWTN C MOIOTKA Ha OCEHHEM ayKLMO-
He “"Cot6uc” B JloHpoHe. CTaskn ByayT NPUHUMATLCA Ha NPeaayKLMOH-
HOM NpocMoTpe.
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» Koxa N26.

Koxu %‘ _L

93x83
Skin No.6.
93x83

Boghdan was born in Ukraine at a time when jobs were not available.
His mother sold him to a rich American couple who bribed officials to
take him out of the country. From his unknown biological father, Bogh-
dan inherited ADD. At the age of two, when his adoptive parents saw
no use in spending more money on nannies and tutors, he was left in the
forest to be cared for by a local wolf. By the age of sixteen, he could only
run on all fours and bark. He was discovered on the fifth of July by Boy
Scouts looking for wood for their campfire. He was gang raped by the
Scouts and their group leader, Dr. Hopper, who later wrote a doctoral
thesis on the precarious lives of people being raised by animals. When
Boghdan became a national celebrity, Dr. Hopper gave him a tattoo
called “The Liberation.” After he died at the National Zoo at the age of
twenty-eight, he was properly skinned and then put on display at the
Indian Heritage Museum in Tulsa.
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borpaH poauacs Ha YkpaviHe BO BpeMs SKOHOMUUECKOM AeMPeccum 1 xyT-
Kom 6e3paboTuubl. Ero pogHas MaTe npoaana cbiHa 6oraTon amepukaH-
CKOW ueTe, KOTOopasi NMOAKYNUAA TAMOXEHHUKOB, UTOObI BbiBE3TU pebeHKa
13 cTpaHbl. OT CBOEro OCTaBLIErOCs HEU3BECTHBIM BUOOTMUYECKOro OTLa
borpaH yHacnepoBan cvHAPOM runepakTUBHOCTU. B ABa roaa, koraa ero
MPUEMHbBIE POANTENN MOHSIU, UTO HET 6OIbLIE CMbIC/IA MPOAOIKATL
TPaTUTb AEHbIM Ha HAHEK W yUUTeNEeN, MaibunKa OCTaBUW B SIeCy Ha
norneyeHne MeCTHbIX BOSIKOB. K WeCTHaALaTV rofam OH yMes TOJIbKO
no/3aTh Ha UeTBEpPeHbKax 1 NasThb. B [leHb He3aBUCMMOCTH ero obHapyxu-
na rpynna 6oMcKkayToB, pa3biCK1BABLLMX XBOPOCT 4151 CBOEro KocTpa. OHu
KOJIIEKTUBHO €ro M3HACK/0BaANMN BMECTE CO CBOUM yUNUTENEM [OKTOPOM
Xonnepom, KOTOPbIN MO3Ke 3alLUTHUI OKTOPCKYIO ANCCEPTALMIO Ha TEMY
YAMBUTENbHbIX Cyaeb Ntofei, BOCMUTaHHbIX XMBOTHbIMU. Korga boraaH
CTan 3B€34,0M HaL,UK, JOKTOP XOMnnep OTMETUA €ro TaTyMPOBKOW NoJ,
HassaHuem “Ocsobokaerune”. Mocne cmeptvt borpara 8 HaunoHanbHom
300MapKe B BO3pacTe 28 IET ero rpaMOTHO OCBEXEBAN, U Ceiuac ero Koxa
BbICTaBNIEHa B MIHaeickom kpaesegueckom mysee B Tynce, Oknaxoma.

» Koxxa N24.

Skins L

96x75
Skin No. 4.
96x75

Brooke was born in Australia, the daughter of well-known tiger poach-
ers. For initiation rites, images of tigers were inscribed on her back and

cheeks. Instilled with a love of risky adventure since early childhood, she

became the champion of the World Poker Tour 2012, raking in 400 mil-
lion dollars. As a result, her heart opened to God, and she decided to do-
nate a quarter of her winnings to a worthy cause. She went to the Gaza

Strip to write a check to the Israeli-Palestinian Young People’s Equal

Rights Brigade. Unfortunately, she and her bodyguards were suffocated

at the Shalom Hotel. Her well-known tattooed hide surfaced on a video

originally broadcast by Al Jazeera. In the video, Donald Trump warns

youth not to donate gambling money to holy causes, using Brooke as an

example. The speech had over a million hits on You Tube, at http://www.
youtube.com/watch?v=xGZaCnfNgLE.

Bpyk poaunace 8 ABCTpanum B CEMbe N3BECTHbIX TUTPOBbIX BPaKOHbEPOB.
[ns 06pssa MHULMALMM M306PaKeHUsS TUTPOB ObIIN HaHECEHbI Ha ee CNNHY
n sroauupl. [leBouka ¢ gectsa bbi1a NosHa 06BN K PUCKOBAHHbBIM NpW-
K/IIOUEHMSAM U1 B 2012 rOly BbIWIPana YeMMMOHAT MuUpa no nokepy, copsas
npemMuanbHbie B 400 MUIIMOHOB A0/11apoB. B pesysibTaTe ee cepaue oT-
Kpbl1oCh Bory, 1 oHa NpuHsna peweHne OTAaTb UETBEPTb CBOETO BbIUIPLILIA
Ha 6naroe seno. OHa oTnpasuaack B [a3y, UToHbl NepeaaTh YeK N3PansbCKo-
ManecTUHCKOWM MOMOAEXHOM opraHn3auum no 6opsbe 3a pasHonpasue.
K HecuacTbto, Bpyk 1 ee TenoxpaHuTeneit 3aaywmnam B roctuHuue “Lanom”.
Ee 3HameHWTas TaTyMPOBKa MOSIBUJIACh Ha BUAEO v Hblsia MoKkasaHa no kaHasny
“Anb-[xasnpa”. B 3Tom Bnaeo [JoHanba Tpamn, UCNonb3ys caydait bpyk B ka-
uecTse NpuMepa, NpesocTeperaeT MO0AEXb OT MOXEPTBOBAHUI Ha CBATOE
[eno aeHer, A,06bITbIX a3apTHOM UFPOK. DTO BbICTyNIEHWE ObI10 NPOCMOTPe-
Ho 6onee MunnnoHa pas Ha You Tube no agpecy: http://www.youtube.com/
watch?v=xGZaCnfNgLE.
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Koxu L *

Koxxa N23.
110%73
Skin No. 3.
110x73

Koxka N212.
99 x 100

Skin No.12.
99 x 100

Badri was born to a poor Buddhist family in Mumbai, India. He suc-
ceeded in math and computing at the local school. His dream was to
become a Wall Street broker and bring wealth to his family. After win-
ning a national English spelling bee competition, he met Cindy McGraw,
who decided to bring him home with her to America. In New York, he
obtained a tattoo of Buddha with dollar bills in all of his hands, for good
fortune. After graduating from Princeton Law School, he became a
broker on Wall Street. One weekend, he went quail hunting at a ranch
owned by a friend of his adoptive parents. One of the senators present
mistakenly shot him right beneath the twelfth vertebra. Badri was prop-
erly skinned; the Buddha hide hangs above the fireplace, in the dining
room of the McGraw residence. You can view it on Cindy's website, at
www.cindy.gov.
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Bagpwv poguncs 8 begHo byaaucrtckoit cembe B bombee. B wkone
eMmy alyuiie BCero AaBananch MatemaTuka u nipopmatuka. OH meuTan
cTaTb 6pokepom Ha YOnN-CcTpuT, uTobbl €ro cembs HakoHel, pas-
6oratena. Mocsie TOro Kak OH BbLIMFPan HaLMOHa bHYIO OMMMnaLy
no aHrannckomy s3eiky, baapu sctpetun Cunan Mak-Tpo, koTopas
pewnna 3abpatb ero k cebe fomoi B AMepuky. B Hbto-Mopke oH
caenan cebe TaTypoBKy MHOropykoro byaabl ¢ f,onnapoBbiMu Kynio-
pamMu B KaxA0¥ 13 cBOMX pyk — Ha yaauy. OkoHumnB MNPUHCTOHCKYIO
IOPYAMYECKYIO LWKOJY, OH HaKOHeL, CTan 6pOKepOM Ha YOoNn-cTpuT.
OpHaxabl OH NOexan Ha NepenesnHyto OXOTy B MOMECTbe Apy3eit

ero npuemMHoix poautenein. OAuH 13 NPUCYTCTBOBABLLMX CEHATOPOB
cnyyaitHo nonan baapu npamo nog, aseHaaLaThliit No3sBoHok. Ero
rpamMOTHO OCBEXeBasn, v Teneps LWKypa ¢ by a0i BUCUT Hag KaMUHOM
B rOCTUHOM pe3ngeHunn Mak-Tpo. MocMOTPeTb Ha Hee Bbl MOXETE Ha
cante CugHn — www.cindy.gov

Hassan was born into a wealthy Emirate family. Sent to Princeton Uni-
versity, he became a professor, and went on PBS and other national TV
programs to explain terrorist situations in the region. While at Prince-
ton, he got a peacenik tattoo on his derriere. He soon became disgusted
with U.S. war policies and its military presence. When he went to Paki-
stan as a UN peacekeeping expert, he began to side with Al Qaeda, and
plotted a suicide bomb attack on American soil. Fortunately, his father
reported his activities. He was tried and convicted in his home state of
Oklahoma, and executed by lethal injection. Hassan was skinned, and
his peace tattoo is now on display in the Execution Wing of the Na-
tional Penitentiary Museum in Fort Lauderdale, Florida. Admission is
free of charge on Fridays, but be sure not to miss this week's highlight:
a public electrocution at 2 p.m. on Sunday after Mass.

Je

XaccaH poauncs B 6oraToit aMupaTtckoi cembe. Ero otnpasuam yuntbcs

B MPUHCTOHCKNI YHUBEPCUTET, FA€ OH CTan NPOdGECcCOPOM 1 YacTo BbICTYMas
no HaLMOHaNbHOMY TeSIeBUAEHNIO, OOBACHSS CUTYaLLMIO C TEPPOPU3IMOM

B pervoHe. Ewe 6yayumn ctyseHTom B [MprHcTOHE, XaccaH caenan TaTympoBKy
6opua3a Mup y cebs Ha "mMarkom mecTe". B ckopom BpemeHW OH MOUyBCTBO-
BaJl OTBPaLleHue k BoeHHol nonnTuke CLLA 1 ee BoeHHOMY NpUCYTCTBUIO.
Korga oH noexan B [MakucTaH Kak skcnepT mupoTtaopueckoit muccun OOH,
OH Hauas CKNOHATLCS B CTOPOHY Ab-Kanapl 1 3axoTen CTaTb WaxuaoMm, 3a-
MbILWASA TEPPOPUCTAUECKNIA aKT Ha aMepuKaHckoii 3emne. K cuacTblo, ero
oTel, MIHPOPMUPOBAN BNACTM O MAaHaX CbiHa. XaccaHa Cy4uaun u NpUroBopu-
v B ero posHom wrate Oknaxoma, rAe ero u kasHuau. XaccaHa OCBEXeBany,
1 €ro MMPOTBOPUECKas TaTyMPOBKA CErO/HS BbICTaB/IEHA B MOCBSLLEHHOM
KasHaM oTeaene 8 HaunoHansHom mysee Tiopem B PopT-JlopeHaaiin Bo
dnopuae. Bxog cBoboHbIN MO NATHALAM, HO HEe MPOMNYCTUTE TakXXe Ha STOM
Hepene nybaMUHYIO Ka3Hb Ha 371EKTPUUYECKOM CTyle — B BOCKPECEHbE

B 2 Uaca AHs, nocae obeaHu.
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» KoxaNQ21.

Koxwu

100x 70

Skin No. 1.
100 x 70

An Irish-Catholic boy named Timmy had a strict upbringing. He always
said the Our Father before and after dinner. At the age of fourteen, he
decided to get a tattoo of the Virgin Mary on the left side of his chest,
close to his heart. At the age of eighteen, as a conscientious warrior on
terror, he joined the Army and went to Irag. On the third day there, on
his way to the privy, he was accidentally shot by a fellow private, who
was target-shooting lizards in his spare time. Timmy was skinned right
away so his tattoo could be preserved for the Military Pride Museum in
Washington, D.C., where you can view it on display from 10 a.m. to 6
p.m. on Tuesdays through Sundays; the museum is closed on Mondays.
Donations are welcome.
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MpnaHackuit kKaTonuk TUMMM Bbla CTPOTrOro BOCMUTaHUS.
OH Bcerga umtan “Otue Haw” [0 v nocne Tpanessl. B 14
JIET OH pelwnn caenath TaTyuposky — obpas [lesbl Mapun
cnesa Ha rpyan, 6avxe Kk cepaLy. B 18 net kak cosHaTesb-
Hbli HopeL, C TeppOPU3MOM OH MOLWEN B APMUIO 1 Obln
otnpasnex B Mipak. Ha TpeTuit eHb cnyx6sl no gopore

B YDOPHYI0 OH Obl/1 3aCTPESIEH COCNYXKMBLLEM, YITPaX-
HsIBWMMCS B cTpenibbe no siwepruam. Tummu 6bicTpo
OCBEXEBaIM — €ro TaTyWPOBKY y/aN0Ck COXPaHWUTb A5
skcnosunumn Myses 6oesoii cnasbl B BawnHrtoHe, okpyr
Konymbus, rae Bbl v MOXeTe e€ yBUAETb € 10:00 A0 18:00

CO BTOPHWMKa MO BOCKPECEHbE, MOHEAE/IbHUK — BbIXOAHON.

HO)KepTBOBaHVIﬂ NPWUBETCTBYHOTCA.

Skins

» Koxxa N21o.

71x66

Skin No. 10.
71 x 66

Alison was an ambitious young woman from Middletown, Missouri. In
orderto pay for her medical education (she wanted to become a dentist)
she went to a military academy in Fort Wayne, Texas. While being given
amedical assessment, she was shot by a disturbed staff psychiatrist. She
had just gotten a tattoo as a gift from her parents for her eighteenth
birthday. Her mom and dad had tattooed her themselves, taking turns
in their garden toolshed. While inflicting minor pain on their daugh-
ter, they experienced unprecedented orgasmic thrills. “As a dentist, you
should know pain,” they explained. She was prepared, and her skin be-
came Exhibit # 1841 in the prosecution’s case against the psychiatrist.
On 12 December, you can view this homemade, yet inspiring tattoo for
one time only at the Military Court Building in Fort Bluff, Virginia.

AnncoH bblna MOIOAON aMBULLMO3HOW KeHWwuHON U3 MuaantayHa, Muccypu.
UTo6bl 3anNaTuTL 3a CBOE MeanLMHCKoe 06pasosaie (OHa MeuTana cTaTh
,CI,aHTVICTOM), OHa MocTynua B BOEHHyto akagemuio B PopT-YaiiHe, B Texace.
Koraa aesylwka npoxoanaa MeAULUHCKOE OCBUAETENLCTBOBAHWE, €€ NPU-
CTPenuna HeypaBHOBELWEHHbIN WTaBHOM ncuxmatp. He3aaoaro £0 3Toro oHa
noJslyunna TaTyMpoBKY B KAUECTBE MOAAPKA OT POAUTENEN HAa CBOE BOCEMHAS-
uatunetre. Mama u nana no ouepeau TaTyMpoBav AOUKY B CBOEM OTOPOA-
HOM capaituvke. MpuunHas HesHaunTebHYt0 601b CBOEN COBCTBEHHOM
[,0uepu, OHU UCMbITbIBANN BecnpeLefeHTHOE Opra3sMmmuyeckoe yA0BObCTBHE.
“EC/in Tbl XOU€Wb CTaTb AAHTUCTOM, Tl OJIKHA 3HATb, UTO Takoe 6ob”, — npw-
roBapuBan OHU. AJIMCOH OCBEXEBAM, M ee KOXKa CTana Belw,aokom N2 1841
B cyeb6HOM MpoL,ecce NpoTWB NCMxmMaTpa. 12 gekabps, B TeUeHMe BCEro nb
OAHOTO AHS Bbl CMOXETE YBUAETb 3Ty CAMOAE/bHYIO, HO CAENAHHYIO C TakKnM
BAOXHOBEHWEM TaTyMPOBKY B 3aaHuun BoeHHoro TpubyHana 8 dopre bandd,
Buprunus.
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> Koxxa N28.
100x 81

Skin No.S8.
100x 81

John Wilson, a converted Sikh from the Upper Peninsula, practiced the
separation of mind and body since he was a child: in this he thought he
could avoid pain and suffering. Trusting ideas and totally disregarding
the body, he even sold his body to a medical school in Malaysia where
they practiced tattooing, to earn some money. Coincidentally, he was
given a classical tattoo called ‘Elevation of the Mind'. Although he
considered his body only very rarely, the one time in thirty years he
actually looked at it and saw this tattoo, he became enlightened and
decided to go to Kashmir to offer prayers to the wisdom of God. On
his way to the higher planes he was killed by friendly fire from UN sup-
port troops. General Chu Mo of the United Brigade was in charge of
skinning John. His skin was put in the Sikh Hall of Fame, near the Lend-
ers' Hall of Fame in London.
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[1>kOH YUNCOH, HOBOODOPaLL,EHHBIN CUKX 13 MuunraHa, yxe ¢ AeTcTea
NPaKTUKOBAN OTAENEHWNE CO3HAHMS OT Tea, HaAesiCb TakuM 06-
pa3om nsbexaTb 601 U CTpagaHuii. Beps B uaen n nonHocTbo
UrHOPUPYS MPUXOTU CBOEW NAOTH, OH AaXe NPOAaa pasu AeHEr CBOe
TeN0 MeANUMHCKOW WKone B Manai3unu, rae cTyAeHTbl NpakTUKyoT
TaTyvpoBaHue. [To ciyyatHoMy COBNafeHMIo eMy Caenanm knac-
CUUecKyto TaTyMpoBKy “Bo3BbilweHue co3HaHua" . XOTs OH TO/IbKO

B peAKux cayuasx obpatian BHYUMaHWe Ha CBOE TENO, BriepBbie 3a
TPUALATb IET OH AeWCTBUTEIbHO MOCMOTPEN Ha cebst n paccmo-
Tpen TaTynposky. Ha Hero cH13owWw0 NpoceeTeHne, ¥ OH NPUHS
pelweHune oTnpasnTbCs B Kawmmp, 4ToObl BO3HECTW XBasly rocnogHein
npemygpoctu. Ho Ha nyTu ero BOCX0XAeHUst OH 6bin yOuT orHem
cotozrukos 13 OOH no noaaepaHuio nopsaka B pernoHe. lfeHepan
Uy Mo 6bin Ha3HaueH OTBETCTBEHHbIM 3a ocBexeBaH e [xoHa. Ero
KOXy nomecTuau B CUKXCKM MEMOpPUa, YTO PacrnoOXeH PSAOM

¢ Memopuanom 3aumopasL.es B JIoHAoHe.

» Koxxa N25.

Skins é

120x 85

Skin No. 5.
120X 85

Nadezda came from a large family in a small town in central Russia. She
wanted a different life for herself, and took a chance in the big city of
Moscow. She didn’t want to become a prostitute, and from her fellow
girls living in Moscow's central train station, she learned that a prosper-
ous gallery owner wanted to become a famous artist himself, and was
hiring people for a thousand dollars only to be tattooed and videoed
for his first art project. She was lucky to get the job. Unfortunately, later
that day, she was slain by a homeless girl from Kazan. Rumour has it that
the girl and a junkie from Lubertzi took Nadezda's money and ran to
Crimea to spare themselves the cold Moscow winter. Her former friends
near the train station amateurishly skinned her and sold her trimmings to
an emerging artist for five hundred dollars. Her skin can be viewed at the
artist’s next exhibit at Access Gallery Foundation, by appointment only.

—_— A

Hagexpa poannack B 60/1b110M ceMbe B HE60/IbLIOM NPOBUHLNAEHOM
ropogke LlenTpanbHoi Poccuu. [lesyiwka meuTana 06 MHOM XKU3HM 1
pelwwnna nonbiTaTh cHacTbs B ctonmue. OHa He XxoTena CTaHOBUTbCS
NPOCTUTYTKOW 1 3aropenach, KOrAa y3Hana oT CBOMX NMOAPYKEK, XKMUBYLLUX
BMECTe C Hell Ha BOK3a/le, UTO HEKWIA MPEYCreBatoLL il rafepucT 3axoTen
CaM CTaTb MOZHbIM XYA0XHUKOM U ULLET IO, KOTOPbIE 33 1000 J,0/1-
J1apOB COrNACUNUCH Obl BbITb MPOTATYMPOBAHHBIMM W 3aCHATLIMU /151 €70
nepBoro apT-npoekTa. Hagexe nosesno, u oHa noayuunna sty pabory.

K HecuacTblo, BEUEPOM TOTrO XKe AHS ee 3ape3asa 6e34,0MHas AeBylika 13
Kasanu. Mo cnyxam, 3Ta gesyluKa Co CBOMM napHeM, ntobepeLknm Hap-
KOMaHOM, YKpaau AeHbrn youToii n yexanu s Kpbim, 4Tobbl OTA0XHYTH

OT CYpOBOW MOCKOBCKOW 3uMbl. BeiBlune noapyrn Hagexab no Boksany
HeyMesIo ee OCBEXEBa M 1 NPO/an €€ KOXY 3a 500 A,0/1/1apOB HaulHato-
wemy XyAokHUKy. Koxy Hagexasl MoxHO byaeT yBUAETb Ha ciegytolei
BbICTaBKE XyA,0XHWKa B PoHae [locTynHoi ranepen. Bxoa ucknoumntens-
HO MO Npe/BapuUTebHON A0rOBOPEHHOCTH.
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» Koxa N211.

Koxku é *

99x71
Skin No.11.
99x71

Gabby was born in the small town of Easter in West Virginia. She'd al-
ways wanted to become a celebrity, and appear on national television.
Her mother encouraged her to eat more buns to qualify for the ‘The Big-
gest Loser’. In only two years’ time, Gabby weighed over 320 pounds.
As a good luck charm to win the show, she got a ‘Biggest Loser’ tattoo
on her belly. While gaining weight, she was abducted by the Brooklyn
Cannibal Serial Killer. She was skillfully skinned, but her hide was care-
lessly thrown in the garbage; the Cannibal didn't like extra calories. The
police eventually found her remnants and made the identification. Her
story drew immediate attention in the media, and later ‘Law and Or-
der’ featured it in a special episode. Gabby's mother was proud of her
daughter, even if she never made it on to ‘The Biggest Loser’. At the Dick
Wolf Foundation, you can view her skin at the Law and Order Museum
on E. 72nd Street in New York City.
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labv poamnack B ManeHbKkoMm ropogke Victep 8 3anagHon Buprutum.
OHa Bcerga MeyTana craTb 3HaMEHUTOCTbIO U MOMNACTb B TENIEBU30P.
Ee maTb noouwpsna goub ectb 6osblue Oynouek, UTobbl Ta cCMOrna
nobeaunTs B Tenewoy “Cambiti 6osbwon nysep”. Beero aga rosa
cnycts [abu Habpana yxe 150 knnorpammos. Ha yaauy oHa caenana
cebe Ha xuBoTe TaTynposky “Cambiit 6onblwow syzep”. Moka aAeBouka
Habupana Bec, oHa Oblna NoxXuLLeHa BPYKIMHCKUM CEPUINHBIM
ybuiiuen-karHubanom. Ee kauecTBeHHO OCBEXKEBAU, HO €€ KOXa
6bl1a HEOPEXKHO BbIOPOLLIEHa Ha MOMOWKY, Tak Kak KaHHMban nsberan
JIMWHUX Kanopuit. B KOHLE KOHLOB NOMLLMA HALWIA €€ OCTaHKM W
naeHTuduumposana nx. Mctopus fabm MrHoBeHHO npueaekana K
ce6e BHUMaHWE CPeLCTB MAacCOBOM MHGOPMaLMK, 1 BCKOPE nepesaya
“3aKOH 1 NOpAAOK" MOCBATWIA €V OTAENbHBIN BbiMycK. MaTb Mabu rop-
[LUN1aCb CBOEW LOUEPbIO, ke HECMOTPS Ha TO, UTO Ta TaK U He CMOT/a
ctatb “CambiM 60/1bWMM JTy3epom” . Koxy MOXKHO MOCMOTPETH B My3ee
Tenecepvana “3akoH n nopsgok” 8 doHae [lvka Bynda no agpecy 72-5
yanua, Heto-Mopk.

Skins 2 =

in

» Koxxa N29.

97*90
Skin No.9.
97 x90

Xi Yu was born in central China during the New Developments Era. At a young
age he chose the career of an artist, since quite a few of his comrades had already
been highly regarded in the West for their traditional pyrotechnic skills. Xi Yu
decided that noodle-making would become his trick of the trade. He went to
Beijing to apprentice at the Little Star Noodle Stop. There, he participated in anti-
American youth marches and soon joined the Chinese secret service. Xi Yu was
quickly named Young Outstanding Artist of the Year, and his whole body was cov-
ered with noodle tattoos. Later that year, the service sent him to Deitch Projects
in New York City to create an installation. As part of the show he had to eat all
the noodles he made, as an homage to consumer society. He suffered twisted
bowels and ruptured entrails, and died seven hours later in the Beth Israel Medical
Center waiting room because the secret service refused to buy a Traveler's Insur-
ance policy. Another rising secret service star skinned Xi Yu; the hide will be used
in her upcoming exhibit as a special guest at the Fourth Moscow Biennale, in 2011.

Kew 1O poauncs B LieHTpansHom KnTae B anoxy Hooro passutus. Euwe pebeHkom
OH BbIOpas Kapbepy Xy4,0XHNKa, Tak Kak MHOTUE 13 ero Apy3ei yxe 6611 Ha TOT MOo-
MEHT LWMPOKO MPWU3HaHbl Ha 3anaze 3a CBOW yMeHUs B 061acT NUPOTeXHUKH. Kcu
tO npuayman B3sTb 32 OCHOBY CBOEro TBOPYECTBa yMeHMe AenaTb nanwy. OH oT-
npasuncs B MekuH, uToGbl CTaTb TaM NOAMACTePbEM B pecTopaHunke “ManeHbkas
3Be3gouka” . B MeknHe oH yuacTBOBa B aHTUAaMEPUKAHCKMX MOMOAEXHbIX MapLuax
1 BCKOPE BCTYMUI B KUTANCKYHO ceKpeTHYto cyx6by. Keu O Bckope 3acnyskun Tutyn
MOJI0/10r0 Bbl4,atOLLErOCS Xy L,0XHMKA FOAa, U BCE ero TeN0 HblN0 NOKPHLITO TaTynpoB-
KaMu ¢ nanwoin. B KoHL,e TOro xe roga oH 661 KOMaHAMPOBaH AN yuacTnsa B AnTy
npoexTe B Hbro—l7lopKe, roe Kev KO ponxeH 6bi1 cO34aTb XyL0KECTBEHHYHO MHCTAN-
naumio. Yacte neppopmaHca cocTos1a B noejaHum CAeNaHHON UM Xe Naniun, 4To
CMMBOJIM3NPOBAIO NPEKIOHEHWE Nepes, 0buiecTBom noTpebnerus. B pesynstatey
HEro C/Ty4nCs 3aBOPOT KUILOK M OH YMEP CEMb YacoB CMYCTS B NPUEMHON MEeANLUH-
ckoro ueHTpa “bet M3pannb”, Tak kak cekpeTHasi Cyx6a 0Tka3anacb ornaTuTs emy
MeaMLMHCKYIO CTpaxoBKy. HoBas Bocxoaalas 38€3/1a CEKPeTHOM cyxObl KO Mait
ocsexxeBana Keu tO. Koxa ByaeT yuacTBoBaTb B €€ NPOEKTE B KAUECTBE MPUTaLLEH-
HOrO roCTs Ha YeTBepTo MockoBcKkor bueHHane B 2011 roay.
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NpnHa Haxosa

1955 — poaunace B Mockse.

1972-1978 yunnacb B MockoBckom
nonurpapuueckom UHCTUTYyTe,
dakynbTeT rpaduueckoro AmnsaiiHa.

¢ 1986 uneH Coto3a xypoxxHukos CCCP.
1992 — nepeexana B CLUA.

Xuset n pabotaet B Hbio-[kepcu

n Mockse.

ﬂepconanbuble BbICTAaBKM

2011

KomHaTbl, MockoBckuit Mysen
COBPEMEHHOrO UCKYCCTBa,
Mocksa, Poccusa

2010

Irina Nakhova and Pavel Pepperstein:
Moscow Partisan Conceptualism,

Orel Art UK, JloHaoH, Bennkobputanus

2009
Disconnected.
OTKpbiTas ranepes, Mocksa

2008
30Ha HepasimueHus.
XL lanepes, MockBa

2007

Disagreeable Matters — Disarming Icons.
Windows at Kimmel Center, New York
University, Hbto-Mopk, CLUA

2006

Trip. XL Fanepes, Mocksa

Moscow Installation. Karlsruhe
Kunstlerhaus, Kapncpys, lfepmatnus

2005

MckycctBeHHble KycTbl 1 Cuaswas
Ha bepery. locypapcTeeHHas
TpeTbsikoBckas ranepes, Mocksa
Probably Would 1. Nailya

Alexander Gallery, Hbto-Mopk, CLLA
Two New. Kresge Gallery,

Ramapo College, Maga, CLLIA

2004
“CTeneHb NOBbIWEHHO onacHocTn”.

locyapCTBEHHBIN LLEHTP COBPEMEHHOTO

nckyccta, MockBa, Poccus
“Mb1" XL lanepes, Mockea, Poccus

Galerie im Traklhaus, 3anbubypr, Asctpus*

2003
“When Will You Be Home?". Wooster

College Art Museum, Byctep, Oraito, CLLA.

u "
Penetnuma”. TocypapcreseHHas Tpetbs-
KoBcKas ranepes, Mocksa, Poccus

2002
“Mobyab co MHON".
XL lanepes, MockBa, Poccus.*
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2001
“BnaroseuieHne”.
XL Fanepes, Mocksa, Poccus.*

2000
"“Deposition”. Rupertinum, Museum
Moderner Kunst, 3anbubypr, Aectpus
“Showroom: Installation with Big Red".
Tallinn City Gallery, TannuHH, ctoHus

1999
“Bonbwon KpacHbii" .

XL Fanepes, Mocksa, Poccus.*
“Apxeonormsa KOMHaTbl".

Fanepes “Obscuri Viri"”, Mockea, Poccus

1998
“Showroom: Installation with Big Red".
Galerie Eboran, 3anbu6ypr, ABcTpus
“Honeybuns Performing Goethe's Werter
(COBMECTHO c NoHTepom YHTepbyp-
repom). Galerie im Alcatraz, Xanneitn,
ABcTpus

q

1997

“Yto s Bugen”. XL Manepes,
Mockea, Poccus.*

“Power of Painting: Food Painting”.
Bunting Gallery, Poisn Oak,
Mwuuurax, CLUA

1996
“lMane Hy>kHO OoTAOXHYTL". Manepes
“QObscuri Viri”, Mocksa, Poccus

1995
“Friends and Neighbors".
Cranbrook Art Museum,
Baymoung Xuns, Muuuran, CLLA
“Muuwa 6oros”. XL Manepes,
Mocksa, Poccusa.*

1993
“Careful With Your Eyes".
Gallery 60, Ymeo, Wseums

1992

“In Memoriam". Chicago International
Art Exposition, Special Project Installation.
Yukaro, Unnunoic, CLLUA

“Recent Works". Phyllis Kind Gallery,
Hbto-Mopk, CLUA

1991
“Partial Triumph 11",
Galeria Berini, Bapcenona, Ucnanus

1990
“Momentum Mortis".
Phyllis Kind Gallery, Hbto-Mopk, CLLIA

1989
“Partial Triumph I". Vanessa Devereux
Gallery, lonpoH, AHrnus

lpynnoBeble BbICTaBKM

2010

BusyansHoe /YMo3puTensHoe,
locypapcTBeHHbIN LieHTp coBpemeHHoro
nckycctBa, MockBa

[JleHb OTKPbLITbIX ABEPEN: OCOBHAK —
rMMHa3Ns — KAnHUKa — My3eit. Pycckoe
MCKYCCTBO 1989-2009 U3 cObpaHus
Mockosckoro Myses coBpeMeHHOro
nckycctBa, MockoBckuit Mysein
coBpeMeHHOro uckycctsa, Mockea
Xoppop, E. K. Apt6topo, Mocksa
Y6exuuwe, E. K. Apt6topo, Mocksa
Mone peiicTena: MockoBcKas KOHLENTY-
a/ZlbHas WKOJa U ee KOHTEKCT,

70-80-e rogbl XX Beka,

donp “ExkatepuHa’, Mocksa

2009

WcTopwmsa poccwniickoro Bnaeo-

apTa, ToM 2. Mockosckuii Myseit
coBpemMeHHoro uckycctsa, Mocksa
TaitHas )u3Hb Ten, OTKpbITas
ranepes, Mocksa

Pycckuit nettpusm, LieHTpanbHbiit
[Aom xypoxxkHuka, MockBa

He urpywkn?!, focypapcreeHHas
TpeTbskoBckas ranepes, Mocksa
Ya3snumoctb. MacTtepckas >keHcKoro
TBOpYeCTBa, My3eiHbli LLeHTp
Poccuiickoro rocypapcreeHHoro
rymaHuTapHoro yHusepcuteta, MockBsa
MepTsbie aywn, locyaapcTeeHHbI
JlntepatypHbiit myseit, MockBa

2008

+7(495). .. XyA0XHMKM pycckoro
3apybexbs B konnekuun MUCH,
locypapcTBeHHbIN LieHTp
COBpeMeHHOro uckycctea, Mocksa
Kandinsky Prize, Exhibition

of Selected Nominees, Pura, /lateus
n Palazzo Italia, bepnvH, Ffepmanus

2007

Bepto! LieHTp coBpemeHHOro

uckycctea “Bunsasog”, Mocksa

370 He ega, Pong, “Ipa”, Mocksa
BbicTaBka HOMMHaAHTOB Ha [pemuto
KaHpauHckoro, LieHTp coBpemeHHOro
uckycctea “Bunsasog”, Mocksa

Hosble noctynnenus, locyaapcTBeHHbi
LLEHTP COBPEMEHHOro UcKyccTBa, Mocksa
WcTopus poccuiickoro Buaeo-apTa,

ToMm 1. MockoBckuii Mysei
coBpeMeHHOro uckycctea, Mockea
Katoptron (HanpasneHue B3rnspa 3epka-
na). Myseitnbiit Llentp

Poccuiickoro rocypapcrteeHHOro
rymaHuTapHoro yHusepcuteta, MockBea

2006

Territories of Terror: Mythologies and
Memories of the GULAG in Contemporary
Russian-American Art. Boston University
Art Gallery, BoctoH, CLLA

Konnax B Poccun. focypapcTBeHHbIA
Pycckuin mysen, CaHkT-MeTepbypr

2005

CoobuwHukm. locyaapcreeHHas
TpeTbsikoBckas ranepes, Mocksa
KBapTupHble BbicTaBKU: BUepa

n ceropHs. locyfapcTBEHHbIN LEHTP
COBPEMEHHOrO UcKyccTsa, Mocksa

2004

BepnuH — Mocksa / Mocksa — BepivH
1950-2000. [ocyAapCTBEHHbIN
ncropuyeckunin mysei, Mocksa

2003
Luled Sommar Biennial, KlLen, The Artists
Group in Luled. lyneo, Weeuua*
“BepnnH — MockBa, 1950—2000 roasi”.
Martin Gropius Bau, bepnun, lepmanns™
3-1 MexxayHapogHas bueHHane cospe-
MeHHOM rpaduKm 2003. focyfapcTBeHHas
KapTuHHas ranepes, Hoocnbupck,
Poccusa.*
“Tests of Time: Five Reflections”.
ewish Community Center
in Manhattan, Heto-Mopk, CLUA
“Contemporary Art Celebrating Life".
Allegheny Cemetery, MuTcbypr,
MeHcunbeanus, CLLUA

2002

“WckyccTBo xeHckoro poaa’.
locypapcreeHHas TpeTbsikoBcKas
ranepes, Mockea, Poccus.*

»~Aquaria”. Oberdsterreichisches
Landesmuseum, Jlnxu, Asctpus;
Kunstammlungen Cheminitz,

Kemuuu, lfepmanms.*

»mind/body”. The Gallery at Bristol-Myers
Squibb, Princeton, Hbto-[kepcu, CLUA.*

“Moscow Time"/ “Mockoeckoe Bpems”.
Contemporary Art Centre, BunbHtoc,
Jlntea; LleHTp coBpemeHHoro
nckycctea, HuxxHuit Hosropog,. *

2001
“Milano Europa 2000". Padiglione d'Arte
Contemporanea, MunaH, Utanus.*
“Dumbo Double Deuce”. 10 Jay Street,
DUMBO, BpyknuH, Heto-Mopk, CLUA

“Women Artists from the Dodge Collection”,

Zimmerli Art Museum. Rutgers University,
Hbto-BpyHceuk, Hbto-Axxepcu, CLUA

“Four Women and Their Ironing Boards".
Artemesia Gallery, Yukaro, UnnuHoiic,
CWA

Irina Nakhova

Graduated from the Moscow Institute of
Graphic Arts, Russia. Member of unofficial
artists’ group, now known as the Moscow
Conceptual School. Works by the artist
are in museums and private collections in
France, Germany, Great Britain, Italy, Rus-
sia, Spain, Sweden, Switzerland, and the
United States

Solo Exhibitions

2011
Rooms, Moscow Museum
of Modern Art, Moscow RU*

2010

Irina Nakhova and Pavel Pepperstein:
Moscow Partisan Conceptualism,
Orel Art UK, London, UK*

2009
Disconnected,
Open Gallery, Moscow RU*

2008
Zone of No Distinction,
XL Gallery, Moscow RU

2007

Disagreeable Matters-Disarming Icons,
Windows at Kimmel Center, New York
University, New York, NY US

2006

Trip, XL Gallery, Moscow RU*
Moscow Installation, Karlsruhe
Kunstlerhaus, Karlsruhe D

2005

Artificial Shrubbery, State
Tretyakov Gallery, Moscow RU
Probably Would, Nailya

Alexander Gallery, New York, NY US
Two New, Kresge Gallery,

Ramapo College, Mahwah, NJ US

2004

Alert: Code Orange, National Centre

for Contemporary Arts, Moscow RU

Us, XL Gallery, Moscow RU

Silence, Galerie im Traklhaus, Salzburg A*

2003

When Will You Be Home?, Wooster
College Art Museum, Wooster, OH US
Rehearsal, State Tretyakov Gallery,
Moscow RU

2002
Stay With Me, XL Gallery, Moscow RU *

2001
Annunciation, XL Gallery, Moscow RU *

2000

Deposition, Rupertinum,

Museum Moderner Kunst, Salzburg A
Showroom: Installation with Big Red,
Tallinn City Gallery, Tallinn EST

1999
Big Red, XL Gallery, Moscow RU*

Archeology of the Room, Gallery Obscuri

Viri, Moscow RU

1998
Showroom: Installation with Big Red,
Galerie Eboran, Salzburg A

Honeybuns Performing Goethe’s Werter,

with Gunter Unterburger, Galerie im
Alcatraz, Hallein A

1997

What I Saw, XL Gallery, Moscow RU*
Power of Painting: Food Painting,
Bunting Gallery, Royal Oak, MI US

1996
Daddy Needs to Relax,
Gallery Obscuri Viri, Moscow RU*

1995

Friends and Neighbors, Cranbrook
Art Museum, Bloomfield Hills, MI US
Feast for the Gods, XL Gallery,
Moscow RU*

1993
Careful With Your Eyes, Gallery 6o,
Umea, S

1992

In Memoriam, Chicago International
Art Exposition, Special Project
Installation, Chicago, IL US

Recent Works, Phyllis Kind Gallery,
New York, NY US

1991
Partial Triumph II,
Galeria Berini, Barcelona E

1990
Momentum Mortis,
Phyllis Kind Gallery, New York, NY US

1989
Partial Triumph I, Vanessa
Devereux Gallery, London GB*

Group Exhibitions

2010

Visual/Conceptual, National Centre
for Contemporary Arts, Moscow RU
Doors Open Day: a mansion —

a gymnasium —a clinic— a museum.
Russian Art, 1989-2009, from the

Collection of the Moscow Museum
of Modern Art, Moscow Museum

of Modern Art, Moscow RU*

Horror, E.K.ArtBureau, Moscow RU
Shelter, E.K.Art Bureau, Moscow RU
Field of Action, Moscow Conceptual
School and Its Context, 70’s and 80’s
of the 20th Century. Fund

“Ekaterina”, Moscow RU *

2009

History of Russian Video Art. Volume 2,
Moscow Museum of Modern Art,
Moscow RU*

The Secret Life of Bodies,

Open Gallery, Moscow RU*
Russian Lettrism, Central House
of Artists, Moscow RU

Not Toys!?, The State Tretyakov
Gallery, Moscow RU*
Vulnerability, The Museum Center
of the Russian State University

for the Humanities, Moscow RU*
Dead Souls, The State Literary
Museum, Moscow RU*

2008

+7 (495)... Russian Artists Abroad. Works
from NCCA Collection, National Centre
for Contemporary Arts, Moscow RU*
Kandinsky Prize, Exhibition of Selected
Nominees, Riga, LV and Palazzo Italia,
Berlin DE

2007

This Is Not Food, ERA Foundation,
Moscow RU*

Kandinsky Prize, Exhibition

of the Nominees, Vinzavod
Contemporary Art Center, Moscow RU*
New in Collection, National Centre

for Contemporary Arts, Moscow RU*
History of Russian Video Art,. Volume 1.
Moscow Museum of Contemporary
Art, Moscow RU*

I Believe!, Vinzavod Contemporary

Art Center, Moscow RU*

Katoptron (Direction of a Mirror Glance),
Museum Centre of Russian State
Humanitarian University, Moscow RU
Nostalgia, Neal Davis Gallery,

Royal Oak, MI

Apocalypse: Contemporary Visions,
Candice Dwan/Nailya Alexander
Gallery, New York, NY US

2006

Territories of Terror: Mythologies

and Memories of the Gulag in Contem-
porary Russian-American Art, Boston
University Art Gallery, Boston US*

Artists Against the State: Perestroika Revis-

ited, Ronald Feldman Fine

Arts, New York US

Collage In Russia. 20th Century,

Russian State Museum, St. Petersburg RU*
Homo Grandis Natu: Age, Museum
Centre of Russian State Humanitarian
University, Moscow RU

2005

Reflection, National Centre

for Contemporary Arts, Moscow RU
Gender Troubles, Moscow Museum

of Contemporary Art, Moscow RU*
Accomplices. Collective and Interactive
Works in Russian Art of the 1960s—2000,
State Tretyakov Gallery, Moscow RU*
Egalitarianism, Museum Centre

of Russian State Humanitarian
University, Moscow RU

Apartment Exhibitions, Yesterday

and Today, National Centre

for Contemporary Arts, Moscow RU
Allusive Form: Painting as Idea,
Zimmerli Art Museum, Rutgers
University, New Brunswick, NJ US

2004

Beyond Memory, Zimmerli Art Museum,
Rutgers University, New Brunswick, NJ US*
Body, Culture and Optical Illusions,
Museum Centre of Russian State
Humanitarian University, Moscow RU

2003

Luled Sommar Biennial, KILen,

The Artists Group in Luled S *
Berlin—-Moskau/Moskau—Berlin
1950—2000, Martin-Gropius-Bau, Berlin D *
3rd International Biennial for Contempo-
rary Graphics 2003, State Picture

Gallery, Novosibirsk RU*

Tests of Time: Five Reflections,

Jewish Community Center

in Manhattan, New York, NY US
Contemporary Art Celebrating Life,
Allegheny Cemetery, Pittsburgh PA US

2002

Iskusstvo zhenskogo roda,

State Tretyakov Gallery, Moscow RU*
Aquaria, Oberosterreichisches
Landesmuseum, Linz A;
Kunstsammlungen Chemnitz D*
mind/body, The Gallery at Bristol-
Myers Squibb, Princeton, NJ US*
Moscow Time, Contemporary Art Centre,
Vilnius LIT; Centre for Contemporary
Arts, Nizhny-Novgorod RU*

2001

Milano Europa 2000, Padiglione
d’Arte Contemporanea, Milano I*
Dumbo Double Deuce, 10 Jay Street,
DUMBO, Brooklyn, NY US
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2000

“Seeing Isn't Believing — Russian
Art Since Glasnost”, Lamont Art Gallery,
Phillips Exeter Academy, Jk3eTep,
Hbto-Xamnwwup, CLIA

“Russian Artists of the 1960's—1990's".
Schimmel Center for the Arts, Pace
University, Hbto-Mopk, CLUA

“MonspHblit xonoa: NHcnekums Megmumn-
CKas repMeHEeBTUKA U PYCCKOE UCKYC-
cTBo 9o-x". KpacHospck, Poccus; Ecole
Nationale Supiere des Beaux-Arts, Mapux.*

“LandEscape”. Dieu Donné Papermill Inc.,
Hbto-Mopk, CLUA

1999

“Sculpture — Figure — Woman"”.
Kunstsammlungen, KemHuu, lepmanus™
MexayHapoaHblit GOpyM XyA0XKEeCTBEH-
HbIX MHULWATKB. [OCYyAAPCTBEHHbII
BbICTaBOUHbIN 3an “Manbiii Manex”,
Mocksa, Poccus

“Conceptualist Art: Points
of Origin 1950s-80s". Queens
Museum, KeuHc, Hbto-Mopk*

“My First Work”. Pasadena City College
Gallery, MacapeHa, Kanndophus, CLLA.*
Art Forum, XL Gallery. BepnuH, lfepmarus

“Collector’s Edge"”. New Jersey Center for
Visual Arts, CammuT, Hoto-sxepcu, CLUA

“Russia Without a Museum
of Contemporary Art. Part 2",

XL Gallery. JleBepkyseH, lepmanus

“CoBpemMeHHOe NCKYCCTBO 1950-80-X
13 KONNEKL MU COBPEMEHHOIO UCKYCCTBA
Myszes-3anosegHuka LapuubiHo”. LieH-
TpanbHbIi [loM Xy[0XKHUKA,

Mockga, Poccus

“®ayHa", TocyaapcTBEHHbIN LLEHTP
coBpemeHHOro uckyccrea. I
OCYy/LapCTBEHHbIN BbICTABOUHbI
3an “"Manbin Manex"”, Mocksa, Poccus

“Women in Art”. Kolodzei Art Foundation,
Yesu Yeit3s, Mapunenp, CLLIA

1998

“Sculpture - Figure — Woman".
Oberosterreichisches
Landesmuseum, Jluxu, Asctpus.*

,Préprintium”. Staatsbibliothek,
BepnuH, lepmanus; Forschungsstelle
Osteuropa an der Universitat
Bremen, BpemeH, lepmanus.*

“Art Forum Berlin”, XL Gallery.

Bepnun, lfepmanus

“Modernism and Post-Modernism:
Russian Art of the Ending Millennium”.
Yager Museum, Hartwick College,
OneanTa, Hoto-Mopk, CLUA
(nepeasuHas BbicTaBKa)

“Women in Art”. Kolodzei Art Foundation,
Russian Consulate and Friendship
Gallery, Hbto-Mopk, CLA (1999)

“Self-Portrait”. Dieu Donné
Papermill Inc., Hoto-Mopk, CLUA

1997
“Russian Art in Fifteen Destinies”.
Muszarnok, State Exhibition
Hall, Bysanewr, BeHrpus
“RUM". Edsvik Konst och Kultur,
Crokronibm, LLBeums
“Margareta x 4". Kalmar
Konstmuseum, Kanmap, Lseuns*
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~Square Meal” (opraHusaTop u yuactHu-
ua). Community Art Gallery, Wayne State
University, letpoiT, Muunrax, CLUA

“Abandoned Building Investigation” (opra-
HU3aTOp ¥ yuacTHUUA). Pontiac Building,
Wayne State University,

[Aetpont, Muuuran, CLLIA

“The Clothes Show: Objects for

and about Clothes”. Center Galleries,
Center for Creative Studies, fetpowT,
Muuuran, CLLUA

“ApTMockea”. MexayHapoaHas xyoxe-
CTBEHHas ApMapKa. LleHTpasbHbii BbiCTa-
BOUHBbIN 3an “Manex”, Mocksa, Poccus

1996
“Kaxk pucosatb siowagap”. LieHTpanbHbiit
Aom xypoxHuka, Mocksa, Poccus
“Wayne State University Art Faculty
Exhibition”. Community Arts Gallery,
[Aetpont, Muuuran, CLLUA
“Pulp Fusion”. Columbia Art
Center, Jannac, Texac, CLLA
“Time is Now". Detroit Focus
Gallery, AetpoiTt, Muunrax, CLLUA
“Family Values: Rhetoric vs. Reality”.
T.W. Wood Art Gallery, MoHneneoe,
BepmonT, CLLUA
MexayHapoaHbiit popym
XY[LOKECTBEHHbIX MHULMATHUB.
locynapcTBeHHBIN BbICTaBOUHBIN 3an
“Manbiin MaHex", Mocksa, Poccus

1995
“City Limits". Paint Creek Center for
the Arts, Pouectep, Muuuran, CLUA
“Fellowship Recipients”. Rutgers Center
for Innovative Printmaking, Mason
Gross School of the Arts, Muckatas3n,
Hbto-Oxepcu, CLUA
“Cathedral of Time” (opranusatop
¥ yuactHnua). Michigan Central
Depot, fetpoiit, Muuuran, CLUA*
“Non-Conformists in Russia, 1957-1965"/
“XyA0KHWNKN HOH-KOH$OpMUCTbI B Poccun”
Wilhelm-Hack Museum, JliogsurcxadpeH
Ha PeitHe, fepmanus; Documenta Halle,
Kaccens, lfepmanus; Staatliches Lindenau
Museum, AnbTeHbypr, lepmaHus;
LleHTpanbHbI BbICTaBOYHbIN 32N
"MaHex", Mockea, Poccusa.*
"5 + 5", The Educational Alliance.
Hbto-Mopk, CLUA
“From Gulag to Glasnost: Nonconformist
Art from the Soviet Union, 1956-1986,
The Norton and Nancy Dodge Collection”.
Jane Voorhees Zimmerli Art Museum,
Rutgers, The State University of New Jersey,
Hbto-BpyHcuk, Hoto-[xxepcn, CLLA.*
“The Holiday Show: Objects for and about
the Holidays”. Center Galleries,
[Aetpout, Muuuran, CLLA
“Dieu Donné Editions, 1988-1995".
Dieu Donné Gallery, Hoto-Mopk, CLUA
“Silent Auction Exhibition”. Dieu
Donné Papermill, Inc., Hbto-Mopk, CLLIA
“Laughter Ten Years After” (nepeaguHas
BbICTaBKa: 6 Mysees u ranepeit), CLLIA —
KaHapa.*
Southwestern Michigan College
Gallery, Muuuran, CLUA
“Wayne State University Art Faculty
Exhibition". Community Arts Gallery,
Aetpont, Muuuran, CLUA

1994

“Fellowship Recipients”, Center
for Innovative Printmaking, Mason
Gross School of the Arts, MuckaTtagan,
Hbto-Oxxepcu, CLUA

“Natural Histories”. Pyramid Atlantic.
Puseppaitn, Mapunenp, CLUA

“Paper, Process, Art”. The Art Gallery,
Suffolk Community College, Cangen,
Hbto-Mopk, CLUA

“XyB0XHUK BMecTo npousseseHus”.
LleHTpanbHbii [loM Xyp0KHUKA.
Mocksa, Poccus

“Dialogue with the Other"”. Kunsthallen
Brandts Klaedefabrik, OgeHca, Janus,
Norrképing Konst Museum,
HopakonuHr, Weeuns.*
Cetinje Biennial. Cetinje Art Museum,
LleTuHbe, YepHoropus.*

“Before 'Neo' and After 'Post'”. Lehman
College Art Gallery, Hbto-Mopk, CLUA.*

“Impressions of Lakeside”. Bunting Gallery,
Poitsan Oak, Muuuran, CLLUA
Monumental Propaganda, Smithsonian
International Gallery, Bawunnrron, CLLA.*

1993
“Adresse Provisoire”.
Musée de la Poste, Mapwux, OpaHuus.*
“Baltic Sculpture 93".
Gotlands Art Museum, Bucébu, Weeuns.*
“After Perestroika: Kitchenmaids
or Statesmen”. Independent Curators
Incorporated (ICI), (nepeaBuHas Bbi-
craska: 6 mysees). CLLUA - Kanapa.*
“MoHyMmeHTbI: TpaHchopmaLms
ans 6yaywero”, MHctutyt
COBPEMEHHOro ncKyccTBa, MockBa,
Poccus; Institute for Contemporary Art,
Hbto-Mopk, CLUA; LieHTpanbHbii Jom
XyAo0XHWKa, MockBa, Poccna*
“Exchange”, Granary Books.
Susan Teller Gallery, Hoto-Mopk, CLUA
“Gallery 60". Konsthogskolan,
Umea, Wseuns
“Careful With Your Eyes”. Sundsvall's
Art Museum, Cangcsann, Leseuns

1992

“Installations”. Tzaritzino Museum.
Bpatucnasa, Cnoakus.*

Lakeside Gallery, lanikcang,
Mwuuuran, CLLUA

“Mosca... Mosca...". Villa Campolieto,
lepkynaHym, Utanns
Galleria Comunale d'Arte Moderna,
BonoHbsa, Utanna.*

“A Changeable Feast: International Flavors”.
Walters Hall Gallery, Center for Innovative
Printmaking, Rutgers University,
Hebto-BpyHceuk, Hoto-[kepcn, CLLUA

“Master Prints”. Gallery at Bristol
Meyers Squibb, MpuHcToH,
Hbto-Oxxepeu, CLA, Phyllis Kind Gallery,
Yukaro, Unnunoiic, CLLUA

1991
“Crpactv Ha CTpacTHoM".
“Mepsas Manepea”, Mockea, CCCP
“Moscow Avant-Garde Art”,

myseit “MAHWN". dpankdypt, GPI.*
“HoseueHTo". LLeHTpanbHbiii

Jom xypoxHuka, Mocksa, CCCP.*
“ARCO", Magpug, Ucnanus

1990
“Sommer Atelier”, Messegelidnde
Hannover, laHHoBep, OPT.*
“Karanor”. Mockoeckui [sope,
monogexun, Mockea, CCCP.*
“PaboTHuua"”. BbicTaBouHbIN 320
Ha OkTabpbckoit ynuue, Mocksa, CCCP
“The Work of Art in the Age of Perestroika”.
Phyllis Kind Gallery, Hbto-Mopk, CLUA.*
“Iskonstvo: Stockholm-Moscow-Berlin”.
Kulturhuset, Crokronbm, Weeuuns.*
“Hepoporoe uckyccreo”.
“Mepeas lanepea”, Mockea, CCCP
“The Storm Collection”.
Century Gallery, loHgoH, AHraus.*

1989
“The Green Show". Exit Art, Hbto-Mopk, CLLA.*
“Iskunstvo: Moscow-Berlin”. BbicTaBouHbiii
3an Ha PpyH3eHckoi, Mocksa, CCCP.*
“Moporoe nckycctso”. MockoBcKuit
[ABopeu, monogexu, Mocksa, CCCP

1988
“USSR: New Tendencies”.
Arte Fiera, bonoHbs, Utanusa.*
“Ich lebe-Ich sehe”. Kunstmuseum,
BepH, LLiBenuapus.*
,Iskunstvo: Moscow-Berlin-Stockholm®.
Bahnhof Westend, 3anagHbii
Bepnun, lfepmaHuns™
“Pyccknit aBaHraps, v COBpeMeHHoe
coeTckoe nckycctso”/,Russian Avante-
Garde and Soviet Contemporary Art”,
AykumoHHbi lom Sotheby's,
MwuHuctepctBo KynbTypbl CCCP
(BbicTaBKa M ayKUMOH). MeXayHapOHbiil
Toprosbin LleHTp, Mockea, CCCP.*
Btopas BbicTaBka Knyba aBaHrapamcros.
BbicTaBouHbI 3an Mponetapckoro
paitoHa, Mockea, CCCP
“Neuvostoliiton Nuorta Taidetta".
Turun Taidemuseo, TypyH, PuHnaHgus.*

1987

“Xy[oKHUK U MogepHU3M”.
BbicTaBouHbIi 3201 KpacHorsapaeickoro
paitoHa, Mockea, CCCP

“PenpeseHTauus”, nobutenbckoe obbveam-
HeHue "JpmuTax”. BbiCTaBOUHbINM 3a1 Ha
MpodcotosHoin yn., Mocksa, CCCP

“PeTpocnekuus TBOPUECTBA MOCKOBCKUX
XYA0XHWUKOB, 1957-1987", ntobutenbckoe
obbeanHeHmne “IpmuTax”. BbiCTaBOUHDII
3an Ha MpodcotosHoi yna., Mockea, CCCP
Mepsas BbicTaBka Knyba aBaHrapAncTos.
BbicTaBouHbIl 3an MponeTapckoro pavio-
Ha, Mockea, CCCP

1986
“XVII BbicTaBKa MONOAbIX XyA0KHUKOB
Mocksbl”. Mockoeckuit lom
XypoxHuka, Mockea, CCCP

1985

“Bcecoto3Has BbICTaBBKA MOJIOAbIX
xypoxHukos”. Xl BcemupHbii
decTBanb MONONAEKN N CTYAEHTOB,
Mocksa u gpyrue ropoga CCCP

1984

“XV BbIcTaBKa MOJIOAbIX XYA,0XKHUKOB
Mockebl”. LLeHTpanbHbIN BbICTABOUHbII
3an "MaHex", Mockea, CCCP

*BbICTaBKM1 CONPOBOXAEHHbIE KaTaZlOraMun

2001

Women Artists from the Dodge
Collection, Zimmerli Art Museum,
Rutgers University, New Brunswick, NJ US
Four Women and Their Ironing Boards,
Artemesia Gallery, Chicago, IL US

2000

“Seeing Isn’t Believing” — Russian Art
Since Glasnost, Lamont Art Gallery,
Phillips Exeter Academy, Exeter, NH US
Russian Artists of the 1960s-1990s,
Schimmel Center for the Arts,
Pace University, New York, NY US
Polar Cold: Inspections Medical
Hermeneutics and Russian Art
of the 9os, Krasnoyarsk, RU
traveling exhibition, also Ecole Nationale
Supérieure des Beaux-Arts, Paris F*
LandEscape, Dieu Donné Papermill Inc.,
New York, NY US

1999

Sculpture — Figure - Woman,
Kunstsammlungen Chemnitz D *
International Forum of Art Intitiatives,
State Exhibition Hall Maly Manezh,
Moscow: RU

Conceptualist Art: Points of Origin 1950s
to 80s, Queens Museum, Queens, NY US*
My First Work, Pasadena City

College Gallery, Pasadena, CA US*
Art Forum, Berlin D (XL Gallery Moscow)
Collector’s Edge, New Jersey Center

for Visual Arts, Summit, NJ US

Russia Without a Museum of Contempo-
rary Art. Part 2, (XL Gallery), Leverkusen D
Contemporary Art from 1950’s to 1980’s
from Tzaritzino Museum Collection,
Central House of Artists, Moscow RU
Fauna, National Centre for
Contemporary Arts, State Exhibition
Hall Maly Manezh, Moscow RU

Women in Art, Kolodzei
Art Foundation, Chevy Chase, MD US

1998

Sculpture — Figure - Woman, Oberéster-
reichisches Landesmuseum, Linz A*
Préprintium, Staatsbibliothek Berlin D,
also traveling to: Forschungsstelle Osteu-
ropa an der Universitit Bremen, Bremen D*
Art Forum Berlin, Berlin D (XL Gallery)
Modernism and Post-Modernism: Russian
Art of the Ending Millennium, Yager Mu-
seum, Hartwick College, Oneanta,

NY US* (traveling exhibition)

Women in Art, Kolodzei Art Foundation,
Russian Consulate and Friendship
Gallery, New York, NY US

Self-Portrait, Dieu Donné

Papermill, Inc., New York, NY US

1997

Russian Art in Fifteen Destinies, Muszar-
nok, State Exhibition Hall, Budapest H
RUM, Edsvik Konst och

Kultur, Stockholm S

Margareta x 4, Kalmar

Konstmuseum, Kalmar S*

Square Meal, Community Art Gallery,
Wayne State University, Detroit,

MI US (organizer and participant)
Abandoned Building Investigation, Pontiac
Building, Wayne State University, Detroit,

MI US (organizer and participant)
Moscow International Art Fair, Central
Exhibition Hall Manezh, Moscow RU

1996

How to Draw a Horse,

Central House of Artists, Moscow RU
Wayne State University Art Faculty
Exhibition, Community Arts

Gallery, Detroit, MI US

Pulp Fusion, Columbia Art

Center, Dallas, TX US

Time is Now, Detroit Focus

Gallery, Detroit, MI US

Family Values: Rhetoric vs. Reality, TW.
Wood Art Gallery, Montpelier, VT US
International Forum of Art Initiatives,
State Exhibition Hall Maly Manezh,
Moscow RU

1995

City Limits, Paint Creek

Center for the Arts, Rochester MI US
Fellowship Recipients, Rutgers Center
for Innovative Printmaking, Mason Gross
School of the Arts, Piscataway, NJ US
Cathedral of Time, a Collaborative
Installation organized by Irina Nakhova,
Michigan Central Depot, Detroit, MI US*
Non-Conformists in Russia, 1957-1965,
traveling exhibition: Wilhelm-Hack-
Museum, Ludwigshafen am Rhein,
Documenta Halle, Kassel, and Staatliches
Lindenau Museum, Altenburg, all D; Cen-
tral Exhibition Hall Manezh, Moscow RU*
5+5, The Educational Alliance,

New York US

From Gulag to Glasnost: Nonconformist
Art from the Soviet Union, 1956-1986,
The Norton and Nancy Dodge
Collection, Zimmerli Art Museum,
Rutgers, The State University

of New Jersey, New Brunswick, NJ US*
The Holiday Show: Objects for and

about the Holidays, Center

Galleries, Detroit, MI US

Dieu Donné Editions, 1988-1995,

Dieu Donné Gallery, New York, NY US
Silent Auction Exhibition, Dieu

Donné Papermill, Inc., New York, NY US
Laughter Ten Years After, traveling
exhibition in 6 museums

and galleries, US and CDN*
Southwestern Michigan

College Gallery, MI US

Wayne State University Art Faculty
Exhibition, Community

Arts Gallery, Detroit, MI US

1994

Fellowship Recipients, Rutgers

Center for Innovative Printmaking, Mason
Gross School of the Arts, Piscataway, NJ US
Natural Histories, Pyramid

Atlantic, Riverdale, MD US

Paper, Process, Art, The Art Gallery,

Suffolk Community College, Selden, NY US
Artist Instead of an Art Work,

Central Artists Hall, Moscow RU

Dialogue with the Other, Kunsthallen
Brandts Klaedefabrik, Odense DK;
Norrk6éping Konst Museum, Norrképing S*
Cetinje Biennial, Cetinje Art

Museum, Cetinje YU*

Before 'Neo’ and After 'Post’, Lehman
College Art Gallery, New York, NY US*
Impressions of Lakeside,

Bunting Gallery, Royal Oak, MI US
Monumental Propaganda, Smithsonian
International Gallery, Washington DC US*

1993

Adresse Provisoire, Musée

de la Poste, Paris F*

Baltic Sculpture 93, Gotlands

Art Museum, Visby S*

After Perestroika: Kitchenmaids

or Statesmen, Independent
Curators Incorporated (ICI),
traveling exhibition in 6 museums
US and CDN*

Monumental Propaganda,

traveling exhibition in US and RU*
Exchange, Granary Books,

Susan Teller Gallery, New York, NY US
Gallery 60, Konsthégskolan, Umed S
Careful With Your Eyes,

Sundsvall’s Art Museum, Sundsvall S

1992

Installations, Tzaritzino

Museum, Bratislava SLK*

Lakeside Gallery, Lakeside, MI US
Mosca... Mosca...,

Villa Campolieto, Ercolano |
Galleria Comunale

d’Arte Moderna, Bologna I*

A Changeable Feast: International
Flavors, Walters Hall Gallery,
Center for Innovative Printmaking,
Rutgers University, New Brunswick, NJ US
Master Prints, Gallery at Bristol
Meyers Squibb, Princeton, NJ US
Phyllis Kind Gallery, Chicago, IL US

1991

Passions on Strastnoj,

First Gallery, Moscow USSR
Moscow Avant-Garde Art,
MANI Museum, Frankfurt D*
Novecento, Central

House of Artists, Moscow USSR*
ARCO Madrid E

1990

Sommer Atelier, Messegelinde

Hannover D*

Catalogue, Palace of Youth, Moscow USSR*
Working Woman, Oktjbrskaja

Exhibition Hall, Moscow USSR

The Work of Art in the Age of Perestroika,
Phyllis Kind Gallery, New York, NY US*
Iskonstvo: Stockholm-Moscow-

Berlin, Kulturhuset Stockholm S*
Inexpensive Art, First Gallery,

Moscow USSR

The Storm Collection,

Century Gallery, London GB*

1989

The Green Show, Exit Art, New York US*
Iskunstvo: Moscow-Berlin, Fruzenskaya
Exhibition Hall, Moscow USSR*
Expensive Art, Palace

of Youth, Moscow USSR

1988
USSR: New Tendencies,
Arte Fiera, Bologna I*

Ich lebe-Ich sehe, Kunstmuseum Bern CH*
Iskunstvo: Moscow-Berlin,

Bahnhof Westend, Berlin-West D

Russian Avante-Garde and Soviet Contem-
porary Art, Sotheby’s and USSR Ministry
of Culture, exhibition and auction, Inter-
national Trade Centre, Moscow USSR*
Second Exhibition of Avant-Gardists Club,
Proletarsky District

Exhibition Hall, Moscow USSR
Neuvostoliiton Nuorta Taidetta,

Turun Taidemuseo, Turun SF*

1987

The Artist and Modernism, Krasnogvarde-
isky District Exhibition Hall, Moscow USSR
Representation, Ermitage

Association, Moscow USSR
Retrospection, 1957-1987, Ermitage
Association, Exhibition Hall

on Profsoyuznaya Street, Moscow USSR
First Exhibition of Avant-Gardists Club,
Proletarsky District Exhibition

Hall, Moscow USSR

1986
XVII Exhibition of Young Moscow Artists,
Moscow House of Artists, Moscow USSR

1985

All-Union Young Artists Exhibition,
XII World Youth Student Festival,
Moscow and other cities, USSR

1984

XVth Exhibition of Young Moscow
Artists, Central Exhibition Hall Manezh,
Moscow USSR

* Exhibitions with
accompanying catalogues

Fellowships, Grants,
Awards and Special Projects

Seperately Budgeted Research Grant,
Ramapo College of New Jersey, 2006
2004 SEGD Design Awards, Society for
Environmental Graphic Designers,
Washington DC US (Merit Award)
LEUBE - Artist in Residence,
Grodig/Salzburg A, March-June 2004
Presidential Bonus Award ’95,

Wayne State University, Detroit, MI US
National Endowment for the Arts Special
Projects Grant, 1994—95, Rutgers

Center for Innovative Printmaking,
Rutgers University, New Brunswick, NJ US
Artist in Residence, Hartford College for
Women, Hartford University,

CT US April-May 1994

Artist in Residency, Mid Atlantic
Fellowship Grant, Rutgers Center

for Innovative Printmaking,

Rutgers University,

New Brunswick, NJ US,

March 1993; February 1994

Artist in Residence in Sweden Project
(AIRIS), Swedish Arts Grant Committee;
Gotland S (Gotlands Art School),

May-June 1993
Special Project, Pulp Painting, Dieu Donné,
Papermill, New York, NY US, August 1992
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MpenopaBaTenbckas
BETeNbHOCTb

2004 (utonb-asrycr)
mmer Academy of Fine Arts,
3anbubypr, Asctpus

2001-03

npUrnawWeHHbIA XyA0XKHUK/Npodeccop,
Carnegie Mellon University, Muttc6ypr,
MeHcunbeanusa, CLUA

2002 (vionb-asrycr)
XyBOXHWK- neparor, International Summer
Academy of Fine Arts, 3anbubypr, Asctpus

2000 (pespans)

NPUFNALLEHHDBIA XYAO0XKHUK-KPUTHK,
Wayne State University, letponT,
Mwuuuran, CLLIA

2000 (pespanb—mair)
NPUrAaLEHHbINA XYA0XKHUK,

Princeton Atelier, Princeton University,
Hbio-fxepcn, CLLIA

2000 (uionb-asrycr)
XyAO0XHMK- negaror, International Summer
Academy of Fine Arts, 3anbu6ypr, Asctpus

1998 (utonb-asrycr)
XyAOXHMK- negaror, International Summer
Academy of Fine Arts, 3anbu6ypr, ABctpus

1994-1997

npUrAaleHHbIN XyA0XKHUK/npodeccop
xusonucu, Wayne State University,
AetpouT, CLLA

1996

XyAoxHuk-neparor, MFA Visual Arts

Program, Vermont College of Norwich
University, MoHTnenbe, BepmonT, CLUA

1993 (ceHTa6pb-0KTA6PD)
NPUrNaleHHBbIA XyA0XHUK, Academy of
Fine Arts, Umea University, Ymea, LLiseumns

JleKuunn

2003 (16 okTa6ps)
locypapcTBeHHas TpeTbsKkoBCKas
lanepes, Mockea, Poccus

2003 (4 ceHTabps)
Wooster College, Byctep, Oraio, CLLA

2002 (2 aerycra)
“The Artist Herself”, Salzburger
Kunstverein, 3anbu6ypr, Asctpus

2002 (mapr)
School of Art, Carnegie Mellon University,
MuTTcbypr, MeHcunbeanus, CLLA

2000 (pespann)
B paMKax cumnosunyma, Wayne State
University, JetpoiT, Muuuran, CLLUA

1999 (28 sHBaps)

B PaMKax cMMMNo3nyMma,

Yager Museum, Hartwick College,
OmeaHTa, Hoto-Mopk, CLUA

1999 (21 sHBaps)
Pasadena City College,
MNacagexa, Kanndophus, CLIA
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1997 (26-27 mapTa)
Michigan State University,
JI3HcuHr, Muuuran, CLIA

1997 (8 dpeepans)

B paMKax cumnosnyma “Poccus 2000”,
Pasadena City College, MacapeHa,
KanudopHus, CLLA

1996

B paMKax cumnosnyma “Creating
Solutions: Solving Problems through Art
and Technology”, Wayne State University,
[Oetpont, Muuuran, CLLUA

1995 (12 anpens)
Center for Creative Studies,
Aetpoint, Muuuran, CLLA

1995 (9-10 mapTa)
Pasadena City College,
MacapeHa, Kanudophus, CLUA

1995 (4 mapTa)

B paMkax cumnosnyma, Cranbrook
Art Museum, baymoung Xunns,
Mwuuuran, CLUA

1994 (12 Hos6ps)
Hartford College for Women,
Xaptdopga, KonnextukyT, CLUA

1994 (6-9 anpens)
Wayne State University,
Aetpoit, Muuuran, CLLUA

1994 (mapT)
Hobart and William Smith
College, YKeHesa, Hbto-Wopk, CLUA

1992 (29 sHBaps)
Rutgers University, Hbto-BpyHcBuk,
Heto-Axepcu, CLUA

1990
Hobart and William Smith College,
YKenesa, Hbto-Mopk, CLUA

CruneHgun,
rpaHTbl, Harpaabl u
cneumasnbHbie NPOEKTHI

2004

SEGD Design Awards, Society

for Environmental Graphic Designers,
BawwuHrroH, CLUA (noou.l,pvrrenbuan
npemus)

2004 (mapT-uioHb)
LEUBE — Xy 8,0>KHWUK-PE3NAEHT,
Tpéaur/3anbubypr, Asctpus

1995

Presidential Bonus Award 'gs,
Wayne State University,
Aetpoit, Muuuran, CLLA

1994-95

National Endowment for the Arts
Special Projects Grant, Rutgers
Center for Innovative Printmaking,
Rutgers University, Hbto-BpyHcBuk,
Hbto-xepcun

1994 (anpenb-mait)
XYBO0XHUK-pe3naeHT, Hartford
College for Women, Hartford
University KoHnekTukyT, CLUA

1993 (mapt), 1994 (bespans)
XyA0XHUK-pe3naeHT, Mid Atlantic
Fellowship Grant, Rutgers Center for

lepuyk, FOpuit. Unntoctpauus coBeTckoi
KHUrK. M.: 3HaHue, 1986, c. 123-124
Green, Roger. From Russia with

Innovative Printmaking, Rutgers University, Mixed Emotions. // Ann Arbor

Hbio-BpyHceuk, Hbto-Oxxepcu, CLUA

1993 (maii-uioHb)
XyBOXKHMK-pe3ngeHT Lseackoro
Mpoexkta (AIRIS), Swedish Arts Grant
Committee, lfoTnang, Leeuuns
(Gotlands Art School)

1992 (mapT)
rpaHT Art Matters, Inc.,
Hbto-Mopk, CLUA

1992 (aerycr)
creumanbHbIi NPOEKT,

Pulp Painting, Dieu Donné,
Papermill,, Hoto-Mopk, CLUA

1992 ($peepans)

rpaHT, Cast Paper Project, Center
for Innovative Printmaking,
Rutgers University, Hbto-BpyHcBuk,
Heto-Mxepcn, CLUA

1991 (Hos6pb) — 1992 (mait)
XYAOKHWUK-PENAEHT, CTUNEHANS
The Lakeside Studio, /1aiikcaing,
Mwuuuran, CLUA

M3bpaHHas
6ubnuorpadpus

AryHoBuy, KOHCTaHTUH.

MpuHa Haxoea. Manata N2 6 //

Adnwa, 12-25 ntona 1999, ¢. 49
AryHoBunY, KOHCTaHTUH.

MpuHa Haxosa. // Apunwa, nionb 2002
Anbuyk, AHHa. Tuxuii non, kypuua

He nTuua. Amsterdam: Picaron

Editions, 1991, c. 36, 49-54

Anbuyk, AHHa. Mexay KOHTeKCcTaMu:
BbicTaBka MpuHbl Haxosom “Mup Boros”
8 XL lanepee. // Hesasncumas laseta,
23 siHBaps, 1996, ¢. 7

Altmann, Susanne. “Wasserspiele auf
dem Trockenen”, Dresdner
Kulturmagazin, N2 6, nioHb 2002 p. 14
Baigall, Renee and Matthew. Peeling
Potatoes, Painting Pictures.

New Brunswick, NJ: Zimmerli

Museum and Rutgers University

Press: 2001. c. 17, 52, 128-129,

130-133, 136, 150, 157

Baigall, Renee and Matthew. Soviet
Dissident Artists. Interviews After
Perestroika. Rutgers, NJ: Rutgers
University Press, 1995, c. 366—372
Bakwreiin, Mocnd. Mpuna Haxosa. //
Flash Art (pycckoe usganue),

N2. 1 (1989), c. 151-153

Brown, Matthew Cullerne. Contemporary
Russian Art. London: Phaidon; 1989;
New York: Phaidon, 1991 (c. 105-108)
Jerotb, EkaTepuHa. CoBpeMeHHas »u-
sonucb B Poccuu. Craftsman House G & B
Arts International : 1995, c. 106—109
[erotb EkaTepnHa. Pycckoe nckyccrso 20
Beka. M.: TpUaAUCTHUK, 2000. ¢. 196-198
Enuxun, Cepreii n Kosanes, Angpeit. Vc-
KYCCTBO Kak npecTynieHue. // CerogHs,
20 AHBaps, 1996

News, March 5, 1995

Grillo, Rosemary A. Irina Nahkova. //
Cover, February 1991, p. 13

Guasch, Anna. Irina Nakhova: A
Confrontation Between Past and Present.

// Diari de Barcelona, July 11,1991, p. 31

Gustafson, Birgita. Sculptur-sommar kring
ruiner. // Konstnaren, N2 3, June 5,1993
Hagedorn, Christine. Cathedral of Time:
Michigan Central Station // Ground-Up,
Ne 4 (May 1995)

Haitto, Elizabeth. Dialogue with

the Other. Material, 1994, p. 12

Heartney, Eleanor. Irina Nakhova at Phyllis
Kind // Art in America, October 1992, p.145
Hohmeyer. Absheid von Momma. //

Der Spiegel, N2 5, January 2, 1999, s. 188
Interview. “Absolut Glasnost” (June 1990)
Isaak, Jo Anna. Reflections of Resistance. //
Heresies, Vol. 26, New York 1993, p. 29-31
Isaak, Jo Anna. Feminism and
Contemporary Art. The Revolutionary
Power of Women's Laughter.

London and New York:

Routledge, 1996, pp. 116-119

Jandrokovic, Mario. Irina Nakhova's

“Showroom”. // Salzburger Nachrichten,

August 19,1988, p. 13

Juske, Ants. Irina Nakhova naitab
feministlikku kunsti. // Kultuur, July, 2000
Kosanes, AHgpeit. “Palpations of

the Fictions". MHcTannsaumsa UpuHsl
Haxosoit 8 ranepee “Obscuri Viri". //
CerofiHs, 14 aBrycr, 1996, c. 10

“Irina Nakhova”, Flash Art, Vol. XXXVII,

No. 236, (May-June 2004), p. 150
Kosnosa, Hatanbs. Metadopsi

MpuHbl Haxoso#. // Hosoe pycckoe
cnoeo, Heto-Mopk, 1990

Koznoea, Hatanbs. BoicTaBka 6e3
Ha3saHus. // Hosoe pycckoe coso,

26 noHA, 1992, €. 13

Kreissig, Uwe. Erstes Raumschiff zur Venus.

// Freie Presse, NQ 6, February 7,1999

Nasposa, KapuHa. O uem mbl meuTaem. //
WHoctpanew”, N 36 (195), 24 ceHTsbps,
1997, ¢. 31

Lee, Gary. Collecting Soviet Art. //

The World and |, December 1990, pp. 226231

Lind, Ingela. Okontroversiella budskap

i tyst teater. // Dagens Nyheter, July 9, 1993
Lind, Ingela. Mitt poetiska konstverk. //
Gotlands tidningen, July 24, 1993
Nynuna, Niogmuna. Mpuna Haxosa. //
CeropHs, N2 145, 4 aBrycTta, 1995, C. 10
Martinez, Rosa. El Territorio del Otro, //
Lapiz, N2. 105, 1994, pp. 15-23

Mayer, Gabriele. Erste Raumschiff

zur Venus. // Frankfurter Allgemeine
Zeitung, February 22,1999, s. 53

Miralles, Francesc. Rupture of
Bidimensionality. // La Vanguardia,

July 9,1991, Culturay Arte, p. 8

Miro, Marsha. Russian Makes Herself

at Home. // Detroit Free Press,

March 12, 1995, pp. 1G, 5G

Miro, Marsha. Terminal Optimism. //
Detroit Free Press, May 12,1995, pp. 3F — 4F

Grant, Art Matters, Inc., versity, Detroit, MI US, February, 2000 Russian Art”, Phaidon: London, 1989, and  Russkoye Slovo (New York 1990)
New York, NY US, March 1992 Symposium and Panel, Yager Museum, New York, 1991, pp. 105-108 “Exhibition Without a Title”, Novoe
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Degot, Ekaterina, “Contemporary Painting Lavrova, Karina, “What we dream”, Inostra-
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Assistant Professor, Ramapo State College  for Creative Studies, Detroit, MIUS, April  (January 20, 1996) Lunina, Ludmila, “Irina Nakhova”,
of New Jersey, Mahwah, NJ US 2005-2008 12,1995 Gerchuck, U., “Soviet Book Graphic Today, No. 145 (August 4,1995), p. 10
Visiting Artist/Assistant Professor, Carnegie ~Lecture and Symposium Panel, Cranbrook  Illustration”, Znanie, Moscow (1986), pp. ~ Martinez, Rosa, “El Territorio del
Mellon University, Pittsburgh, PA US, Art Museum, Bloomfield Hills, MI US, 123-124 Otro”, Lapiz, No. 105 (1994), pp. 15-23
2001-2003 March 4,1995 Grillo, Rosemary A., “Irina Nahkova”, Mayer, Gabriele, “Erstes Raumschiff zur
Lecture and Visiting Artist-Critic, Pasadena Cover (February 1991), p. 13 Venus”, Frankfurter Allgemeine
Visiting Artist-critic, Wayne State Univer-  City College, Pasadena, CA US, March Guasch, Anna, “Irina Nakhova: A Confron-  Zeitung, (February 22,1999), p. 53
sity, Detroit, MI US, February, 2000 9-10,1995 tation Between Past and Present”, Diaride  McQuaid, Cate, “Complex reflections on
Visiting Artist, Princeton Atelier, Princeton  Lecture, Hartford College for Women, Barcelona (July 11, 1991), p. 31 oppression,” Boston Globe, January 7, 2007
University, NJ US, February-May, 2000 Hartford, CT US, November 12,1994 Gustafson, Birgita, “Sculptur-sommar Milliard, Coline, “Irina Nakhova & Pavel
Visiting Artist/Assistant Professor in Paint-  Visiting Artist and Critic, Wayne State Uni-  kring ruiner”, Konstnaren, Nr. 3 (June 5, Pepperstein,” Frieze, Issue 132, June July
ing, Wayne State University, Detroit, MI US, versity, Detroit, Ml US, April 6-9,1994 1993) August 2010, p. 191
1994-1997 Lectures, Hobart and William Smith Col- Hagedorn, Christine, “Cathedral of Time: ~ Miralles, Francesc, “Rupture of
Artist-Teacher, MFA Visual Arts Program, lege, Geneva, NY US, March 1994 Michigan Central Station”, Ground-Up, Bidimensionality”, La Vanguardia
Vermont College of Norwich University, Lecture, Rutgers University, New Bruns- No. 4 (May 1995) (July 9,1991), Cultura y Arte, p. 8
Montpelier, VT US, 1996 wick, NJ US, January 29, 1992 Haitto, Elizabeth, “Dialogue with the Miro, Marsha, “Russian Makes Herself at
Guest Artist, Academy of Fine Arts, Umed  Lecture, Hobart and William Smith College, Other”, Material (1994), p. 12 Home”, Detroit Free Press
University, Umea S, September-October Geneva, NY US, 1990 Heartney, Eleanor, “Irina Nakhova at Phyl- (March 12, 1995), pp-1G, 5G
1993 lis Kind”, Art in America (October1992),  “Terminal Optimism”, Detroit Free
p.145 Press (May 12, 1995), pp. 3F—4F
Hohmeyer, Jiirgen, “Abschied von Ovchinnikova, Julia, “Irina Nakova
Momma”, Der Spiegel, Nr 5 ’Annunciation’, Afisha, Moscow No. 8 (54)
Agunovitch, Konstantine, “Irina Nakhova.  (January 2,1999), p. 188 (April 30 — May 13), p. 100
Symposium and Panel, “Workshop of Femi- Room No 6”, Afisha/Moscow Interview, “Absolut Glasnost” (June1990) ~ Obukhova, Alexandra, “Irina Nakhova,
nine Creation: History of Feminine Culture  (12-25 July 1999), p. 49 Ireland, Corydon, “A Searching Look at Feast for the Gods and Daddy Needs to
in the Post-Soviet Space, “Irina Nakhova”, Afisha, July 2002 Terror of the Gulag,” Harvard University Relax”, Khudojzestvenni Journal,
1989-2009, Moscow Museum of Modern Alchuk, Anna, “The Silent Sex”, Gazette, (November, 2006) No. 13 (1996) p. 86
Art, April 16, 2009, Moscow RU “A Chicken is No Bird”, Picaron Isaak, Jo Anna, “Reflections of Resistance”, ~ Ostergren, Monica, “Fiskar i ruinen
Lecture, “Rooms and Installations,” Kun-  Editions: Amsterdam, 1991, pp. 36, 49-54 Heresies, Vol 26 (New York 1993), pp. 29-31  och neonstege i rondellen”, Gotlands
stlerhaus, May 7, 2006, Karlsruhe, D “Inbetween Contexts: Irina Nakhova’s Show “Feminism and Contemporary Art. Allehanda (June 12,1993)
Lecture, “The Art of Irina Nakhova,” Lunch- ’Feast for the Gods’ at XL Gallery”, Indepen- The Revolutionary Power of Women’s “Discovery av Irina Nakhova, Ryssland”,
box Lecture Series, Adler Theater, Ramapo  dent Newspaper (January 23,1996), p.7 Laughter”, Routledge: London and Gotlands Allehanda (July 1, 1993)
College, Mahwah, NJ “The Gender Aspect in the work of Moscow ~ New York, 1996, pp. 116-119 Petersen, Anne Ring. “Dialog met det
Symposium and Panel, “The Gulag and Women Artists in the 1980s and 1990s”, Jandrokovic, Mario, “Irina Nakhovas Andet”, Nordic Art Review, Siksi,
Contemporary Art,” Davis Center for Rus-  n.paradoxa, vol. 22, 2008 pp. 29-35. ’Showroom’”, Salzburger Nachrichten, No. 3 (1994), p. 55
sian and Eurasian Studies at Harvard Altmann, Susanne, “Wasserspiele (August 19,1988), p. 13 “Markante Kvinder”, Politiken
University, Cambridge MA, October 27th,  auf dem Trockenen”, Dresdner Juske, Ants, “Irina Nakhova naitab (June17,1994)
2006 Kulturmagazin, Nr. 6, June 2002 p. 14 feministlikku kunsti”, Kultuur/Tallinn Pilvre, Barbi, “Peatukk feminismiopikust”,
Lecture and Seminar, “Public Interiors: Be-  Baigall, Renee and Matthew, “Peeling (July 2000) Areen, (July 27, 2000) p. B8
tween Two Countries”, Harvard University, Potatoes, Painting Pictures”, Zimmerli Kisewalter, George, ed., “These Strange Platonova, N. “What is installation?”,
Cambridge MA, Nov 7, 2005 Museum and Rutgers University Seventies or The Loss of Virginity”, Novoe  Young Artist, (February 2004), p. 18—20
Lecture, “The Artist Herself”, Salzburger Press: New Brunswick, NJ, 2001. Literaturnoe Obozrenie, Romer, Fedor. “What I Saw-Haul Ass Dude”,
Kunstverein, Salzburg A, August 2, 2004 Pp- 17, 52, 128-129, 130-133, 136, 150, 157 Moscow, 2010, pp. 183-191 Itogi, No24 (57) (30 December 1997), pp.
Lecture, Webster University, Vienna A, Baigall, Renee and Matthew, “Soviet Kovalev, Andrei, “Index of Names,” Novoe  79-80
April 6, 2004 Dissident Artists. Interviews After Literaturnoe Obozrenie: Moscow, 2005, “Barbie Received Holy News”, Kommersant,
Lecture, State Tretyakov Gallery, Moscow  Perestroika”, Rutgers University pp. 231235 No. 81 (May 15, 2000) p. 13
RU, October 16, 2003 Press: Rutgers, NJ, 1995, pp. 366—-372 “Palpations of the Fictions. Irina Nakhova’s  “Archeology of the Room”, Itogi, No3o (165)
Lecture, Wooster College, Wooster, OH US,  Backstein, Joseph, “Irina Nakhova”, Installation in ’Obscuri Viri’ Gallery”, (27]July 99), p. 65
September 4, 2003 Flash Art (Russian edition), Nr. 1 (1989) Today Daily, Moscow, Russia (August 14, Schuele, Christian, “Freiraum, Austausch,
Lecture, “The Artist Herself”, Salzburger pp. 151-153 1996), p. 10 Wahnsinn”, Die Zeit, No. 18, April 2007,
Kunstverein, Salzburg A, August 2, 2002 Balakhovskaya, Faina, “Push Pedals, “Irina Nakhova”, Flash Art, Vol. XXXVII, No. pp. 13-15.
Lecture, School of Art, Carnegie Mellon Sew Sails,” Vremya Novostei, Nr. 16 236, (May-June 2004), p. 150 “Sacred Daily Routines”, Arguments and
University, Pittsburgh, PA US, March 2002 (February 1, 2006) Kozlova, Natalia, “Metaphors of Irina Facts, Moscow, Russia (January 17,1996).
Symposium and Panel, Wayne State Uni- Brown, Matthew Cullerne, “Contemporary Nakhova”, Russian Daily — Novoye Selina, Elena, “Woman Worker”, Heresies

Teaching

Lecture and Symposium Panel, “Russia

Selected bibliography
Lectures

221



OBumnHHMKOBa, KOnus. MpuHa Haxosa
“Bnaroseuwenue”. // Apuwa, N2 8 (54),

anpesnb 30 — Mait 13, . 100

O6yxoBa, AnekcaHapa. MpuHa

Haxoga, “INMup Boroe” n “Mane HyxHo

paccnabutbea”. // XypoxecTBeHHbIN

xypHan, N2 13,1996, c. 86

Ostergren, Monica. Fiskar i ruinen och

neonstege i rondellen //

Gotlands Allehanda, June 12, 1993

Petersen, Anne Ring. Dialog met

det Andet. // Nordic Art Review,

Siksi, N2 3, 1994, p. 55

Petersen, Anne Ring. Markante Kvinder.
// Politiken, June 17,1994

Pilvre, Barbi. Peatukk feminismiopikust,

Areen, July 27, 2000, p. B8

MnatoHosa H. “YTo Takoe

uHcTannauna?” // lOHeii

xynoxHuk (despanb 2004), ¢. 18-20

Pomep, ®epop. Yto s Bugen — Haul

Ass Dude. // Utoru, N224 (57),

30 aekabps 1997, ¢. 79—-80

Pomep, Penop. bapbu nonyunna

cBALLEHHYIO0 BeCTb. // KoMMepcaHT,

N2 81, 15 mas 2000, c.13

Pomep, ®epop. Apxeonorus KomHarel. //

Wtoru, N2 30 (165), 27 utons 1999, c. 65

CakpanbHbiit 6bIT. // AprymeHTb

1 daKThl, 17 sHBaps, 1996

Selina, Elena. Woman Worker. //

Heresies Vol. 26, New York 1993, pp.

80-82

Sjodahl, Anna. Under Polstjarnanto //

Paletten, March 1992, pp. 14-15

Solomon, Andrew. The Irony Tower.

Alfred A. Knopf: New York, 1991 (pp. 24,

27, 28, 77, 84, 89, 158, 224, 273, 275)

Solomon, Andrew. Portobello Fever. //

Harpers & Queen, April 1989, pp. 30, 34

Sotheby's Catalogue. First International

Auction of Russian Avant-Garde and

Soviet Contemporary Art. Sotheby's

and the U.S.S.R. Ministry of Culture.

Moscow, 1988

222

Stockinger, Andreas. Skulptur — Figur —
Weiblich // NOEMA Art Journal,

Nr. 48, Juli/August 1988, p. 15

Sundkvist, John. Gotland far nya
betydelser. // Svenska Dagbladet, July
24,1993

Tillberg, Margareta. Om kvinnas plats i
den ryska konsten. // Ord und Bild, No.
4-5(1993), pp- 129-133

Tupitsyn, Margarita. Margins of Soviet Art.
Giancarlo Politi: Italy, 1989, pp. 127, 138
Tupitsyn, Margarita. The Work of Art

in the Age of Perestroika. // Arts
International, Directory of Exhibition
Catalogues (1991-1992), pp. 23-25
Tupitsyn, Margarita. Unveiling Feminism:
Women's Art in the Soviet Union. //
Arts, December 1990, pp. 63-67
TynnumHa, Mapraputa. Kputuueckoe
ontuueckoe. M.: Ad Marginem, 1997,

c. 159-160

TynuumH, Buktop. Ecnm 6b1 5 6610
XeHwuHoii. // Tpetui TekcT, 40,

oceHb 1997, ¢. 85-93

TynuumH, Buktop. KomMyHanbHbIv
(noct) Mogephusm. M.: Ad Marginem,
1998

(c. 164-170)

Van Cleve, Pierette B. Artist Surfaces
from Moscow Underground. //

We We, Vol. I, N2 8, June 29, 1992, p. 12
Wallach, Amei, “Cold War Icons Revisited”,
Art in America, (June-July 2004), pp. 83,
87

Wolf, Robert. Vorsicht, Aufgeblasen!. //
SVZ, August 12,1998, s. 9

Wolf, Robert. Sicht heute und gestern. //
SVZ, August 21, 2000, s. 8

YKeHwuHa n n3o06pasnTesbHOE UCKYCCTBO.
Mop, pepakumeit AHHbI Anbuyk, M.: Upes,
2000, ¢. 185

KaTanoru BbicTaBoK:
cMOTpu* B cnuUcKe BbICTOBOK

Vol.26 (New York 1993), pp. 80—82
Sjodahl, Anna, “Under Polstjarnan”, Pal-
etten (March 1992), pp. 14-15
Solomon, Andrew, “The Irony Tower”,
Alfred A. Knopf: New York, 1991, pp. 24, 27,
28,77, 84, 89,158, 224, 273, 275

“Portobello Fever”, Harpers & Queen
(April1989), pp. 30, 34
Sotheby’s Catalogue, “First International
Auction of Russian Avant-Garde and So-

Third Text, 40, Autumn 1997, pp. 85-93
“Communal (Post) Modernism”, Ad Margi-
num: Moscow, 1998, pp. 164-170
“The Mueseological Unconscious”, The MIT
Press: Cambridge US, London UK, 2009,
pp- 173,175, 177, 179181
Van Cleve, Pierette B., “Artist Surfaces
from Moscow Underground”, We We, Vol.
1, No. 8 (June 29,1992), p. 12
Wallach, Amei, “Cold War Icons Revisited”,

viet Contemporary Art”, Sotheby’s and the ~ Art in America, (June—July 2004), pp. 83,

U.S.S.R. Ministry of Culture: Moscow, 1988
Starodubtzeva, Zinaida, ed., Russian Art

87
Wolf, Robert, “Vorsicht, Aufgeblasen!”,

Outside Borders, National Centre for Con-  Salzburger Volkszeitung, Salzburg (Au-

temporary Art, Moscow, p. 252, 254
Stockinger, Andreas, “Skulptur — Figur —
Weiblich”, NOEMA Art Journal, Nr. 48
(Juli/August 1998) p. 115.
Sundkvist, John, “Gotland far nya
betydelser”, Svenska Dagbladet (July 24,
1993)
Swartz, Anne, “Irina Nakhova”, NYArts
Magazine, vol.11 no 9/10, International
Edition, October/November 2006
Tillberg, Margareta, “Om kvinnas plats i
den ryska konsten”, Ord und Bild, No. 4-5
(1993), pp. 129-133
Tupitsyn, Margarita and Victor, “Moscow-
New York”, World Art Museum, pp. 6,
80-81, 100101, 118-119,
Tupitsyn, Margarita, “Margins of Soviet
Art”, Giancarlo Politi: Italy, 1989, pp. 127,
138

“The Work of Art in the Age of Perestroika”,
Arts International, Directory of Exhibition
Catalogues (1991-1992), pp. 23-25

“Unveiling Feminism: Women’s Art in the
Soviet Union”, Arts (December 1990), pp.
63-67

“Critical Optical”, Ad Marginum: Moscow,
1997, pp. 159-160

“Irina Nakhova: A Russian Bear Appeared
to Me as A Retired KGB General”, Art-
chronika, March 2010, pp. 58—65
Tupitsyn, Victor, “If | Were A Woman”,

gust 12,1998), p. 9
“Sicht heute und gestern”, Salzburger Volk-
szeitung, Salzburg (August 21, 2000), p.8
“Woman and Visual Signs”, edited by Anna
Alchuk, Idea Press: Moscow, 2000, p. 185

Exhibition catalogues:
see * under exhibitions

AsTODHBI

Bap6apa Bannu

poktop Hayk (YHusepcuTeT 3anbubypra), UCTOPUK UCKYCCTBA U KypaTop, 4u-
pekTop MexAyHapOAHOM NETHEN aKafeMMUM U3ALLHBIX NCKYCCTB B 3anbubypre
(mo 2009), aBTOp GoNee 200 CTaTelt O COBPEMEHHOM UCKYCCTBE, GEMUHNCT-
CKOM MCKYCCTBE, MeLMa-apT, apxuTekType. BbicTynana B kauectse iekTopa B
obenx Amepvikax, Kutae v BavxxHem Boctoke. CopepgakTop katanora “VipuHa
HaxoBa. Pa6otel 1973—2004 (FLLC Mocksa, ISBK 3anbubypr, 2004). Kuset B
3anbubypre 1 Caxaa (Memen).

BaneHTUH J,bAKOHOB

(poa.1980), skypHanuct (oTaen KynbTypbl raseTb “KoMmepcaHT™), apT-kpuTiik
(ny6aukauuu 8 xypHanax “Apt-Xponuka”, “L'Officiel”, Ha caittax Artinfo.com
n Frieze.com), usparens (oHnaitH-xypHan Ennui, ennui.blogspot.com), kaH-
AnaaT kynsTyponoruueckux Hayk (“MockoBckas Xy4oxXecTBeHHas KybTypa
1950—60-X rofoB. BosHMKHOBeHMe HeoduLmanbHoro nckycctea’, TMK OUN
PITY, 2009), kypatop (TO Mpocnekt Cnasel, BeicTaska “Bosbline BcTpeun” B
XL lanepee, 2011) n dunaHTpon (“ﬂI/IHHaﬂ npemus B 061aCT COBpEMEHHOTO
nckyceta”, ¢ 2009). KuseT B Mockse

WUpwuna Kyauk

apT-KpUTUK, KyabTyposior, obo3pesaTesb rasetol KynbTypa, npenogasatens
NMCW. C1989 ropa perynsipHO neyaTaeTcs B ra3eTax, XypHasiax, OH1alHOBbIX
U3[aHMAX U aKkagemuyecknx cOopHuKax. ABTOP MHOTOUYMUCAEHHbIX Ny6au-
KaLLMi, NOCBSLLEHHBIX COBPEMEHHOMY WCKYCCTBY, SIMTEPAType, KMHO U POK-
My3bike. B 2000 rogy 3awmutina gokTopat no cpaBHUTENbHOMY IMTEpaTypOBE-
feHuto B YHuepcutete Mapux-8, PpaHuus.

Kannvwonu Mununyaaku
beMmHUCTKA, NCTOPUK UCKYCCTBA, U3yUaeT NOC/NIEBOEHHOE Y COBPEMEHHOE UC-
Kycctea. KuseT n paboTaeT B KauecTse KypaTopa W HE3aBUCUMOrO WUCCeao0-
BaTens B Hoto-Vlopke n Apurax. Cpeau ee nybnukaumnii — “Jleay n gpsHHbie
AeBUOHKM non-apTa: Monun Botu, Posanun Opekcnep” (Oxford Art Journal,
Fall-Winter 2007), “>KeHwWwuHbl B Momn-apTe: pasauMuve 1 MapruHasbHOCTL",
avccepTauus (VI HCTUTYT U3SILLHbIX UCKYCCTB YHMBEpPCUTETA Hbro-l7|op|<a). OHa
BBICTYMU/Ia TakKe B KayecTBe COABTOPA M COPEAAKTOpPa KaTanora K BbICTaBKe
"CobnasHuTeNbHOE HUCMIPOBEPXKEHNE: MOM-XyA0XKHULbI 1958—68" (Abbeville
Press, 2010). Ee TekcTbl ny6AMKOBANNC TaK)Ke B Pa3HbIX KaTaorax v skypHanax
Esponbl 1 CLUA.

AHppeit MoHacTbipckui

(poa. 1949, MeTcamo), XyAOKHUK, MO3T, KPUTUK, TEOPETUK, KOHLLEMTYAUCT,
MUHUMAJIUCT; € 1976 rof,a ocHOBaTENb rpynnbl “KosnekTusHble gencTens”, ns-
nan natb Tomos “MNoesaok 3a ropoa”. Xuset 8 Mockse

EnenalNerposckasn

KaHanaaT GUNocoPckmx Hayk, CTapluMil HayuHblii COTPyAHUK MHCcTUTyTa
dvnocopuu PAH. AsTop wectn kHur, cpeam Hux: “HenposenerHoe. Ouep-
k1 no ¢punocoduun potorpadpun” (M., 2002), “Antudotorpadus” (M., 2003)
n “Teopus obpasza” (M., 2010). C 2002 r. maBHbI1 peakTop dunocopcko-
TeopeTnueckoro xypHana “Curuit gusan”. XXuset 8 Mockse

Authors

Barbara Wally

Ph.D. University Salzburg/Austria, art historian and curator, director of the
International Summer Academy of Fine Art in Salzburg (-2009), published
more than 200 articles on contemporary art, feminist art, media art, architec-
ture. Lectured in the Americas, Europe, China and Middle-East. Co-edited:
Irina Nakhova, Works 1973-2004, NCCA Moscow and ISBK Salzburg, 2004.
Lives in Salzburg, Austria, and Sana'a, Yemen.

Valentin Diaconov

(b. 1980), reporter (culture department of the Kommersant newspaper), art
critic (artic]es in Art Chronika, L'Officiel, Artinfo.com and Frieze.com), pub-
lisher (online magazine ENNUI, ennui.blogspot.com), PhD in culture studies
(Moscow art scene in the 1950-60s. The emergence of unofficial art, Culture
Studies Department at Art History Faculty of the State Russian University for
the humanities, 2009), curator (CA Slava Avenue, Important Encounters at
the XL Gallery, 2011) and philantropist (Private Art Prize in Contemporary Art,
since 2009). Lives in Moscow

Irina Kulik

art critic, specialist in culture studies, columnist in Culture newspaper. Teach-
es at the Institute of Contemporary Art, Moscow. Since 1989 publishes in
newspapers, magazines, online editions and academic journals. Wrote numer-
ous articles on contemporary art, literature, cinema and rock music. In 2000
received a PhD in comparative literature studies at Paris 8 University, France.

Kalliopi Minioudaki

is a feminist art historian of postwar and contemporary art living and working
in New York and Athens as an independent art scholar and curator. She is au-
thor of Pop’s Ladies and Bad Girls: Pauline Boty, Rosalyn Drexler, (Oxford Art
Journal, Fall-Winter 2007); Women in Pop: Difference and Marginality, (Ph.D.
Diss., [FA, NYU, 2009) and co-author and co-editor of Seductive Subversion:
Women Pop Artists 195868, exh. cat., (Abbeville Press, 2010). Her writings
have appeared in several exhibition catalogues and art magazines both in Eu-
rope and the US.

Andrei Monastyrki

(b. 1949, Petsamo), artist, poet, theorist, conceptualist, minimalist; since 1976
organizer of KA (collective actions); complited Trips to the Countryside in 5
volumes. Lives in Moscow

Helen Petrovsky

Ph.D, is a senior research associate at the Institute of Philosophy, Russian
Academy of Sciences. She is author of six books, including The Unapparent:
Essays on the Philosophy of Photography (2002), Anti-photography (2003),
and Theory of the Image (2010). Since 2002 she has been editor-in-chief of the
biannual theoretical journal Sinij Divan. Lives in Moscow

223



18

30

56

68

8o
136
182
192
200
204

216

233

CopeprkaHue

Bacunuii Liepemenu
Bctynnenne

Mpuna Kyauk
KoMHaTbl

Enena lNMemposckas
MCKycCTBO UyBCTBEHHbIX MOHATUIA

Kannuonu Muruydaku
Mo kpaliHen HeOOX0AMMOCTH

bapbapa Barnu

Penurns v ucropmsa nckyccrs

B TBOpuecTBe MpunHbl Haxosoli:
BJMSIHWE M MPEIOMAEHUS

Banenmun fbsikoHos
Apxanka v AUCTaHLms

Andpeii MoHacmsipckuli
Bnectut Tonbko BRanu

WHcTannaumm
AKusonwuco
Mpaduka

A Book of Escapes
Recycling

Koxu

MpuHa Haxosa

ABTOpSI

19

31

57

79
8o

136
182
192
202
204
217

233

Contents

Vasili Tsereteli
Introduction

Irina Kulik
Rooms

Helen Petrovsky
The art of Sensuous Concepts

Kalliopi Minioudaki
Out of Extreme Necessity

Barbara Wally

Impact and References

of Religion and Art History

in Recent Works by Irina Nakhova

Valentin Diaconov
Imminence and Distance

Andrei Monastyrski
Only From Afar It Shines

Installations
Painting
Graphics

A Book of Escapes
Recycling

Skins

Irina Nakhova

Authors

OrtneuataHo 8 Tunorpagpun OO0 "MHTEPPOCT"
111020, MockBa 2-s ynmua CMHUUKUHA, 9A
3aka3z N2 164. Tvpask 1000 3K3.

Printed by INTERROST, LLC
2th Sinichkina St., 9A. Moscow, Russia, 111020
Order No. 164. 1000 copies





