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ENEHA NMETPOBCKAfA, KYPATOP BbICTABKW
MCKYCCTBO OXXUBJATb

BbicTaBka MUpuHbl HaxoBoM «B3rnag» — 370 MArkoe BTOPXXeHUE BbICOKMX TEXHOSIOMWiA B Npo-
CTPAaHCTBO KNaccmuyeckoro mMyses. 3puTenb, NOMHAWMNA uctopuio FTMUN nM. A. C. MNywkmHa

WM BriepBble C HUM 3HAKOMSILLMICS, MOXKET HeJOyMeBaTb: YeM 06YC/IOBJIeHO NOSIBIEHNE CeMU
NyasMeHHbIX 3KPaHOB B 3KCMO3MLUMK, MO H0MbLUEN YacTU COCTOSLLEN U3 XXMBOMUCHLIX Npou3Bene-
HUA? DTOT BOMPOC MOXET NPUHATL U 6onee ocTpyio GOpMy: UYTO AAeT HaM, 3pUTENAM, NPULLEOLLINM
HaCNaaMTbCS XXMBOMUCHIO Pa3HbIX MAaCTEPOB M LLKOJ1, MPUCYTCTBUE U306paXKeHus, CTOJIb MOXOXEro
Ha TefIeBM3NOHHOE, KOTOPOe MOXET TOJSIbKO OTBJIeKaTh OT co3epuaHua? Hafgo ckasaTb, UTo 3To
MMEHHO Te BOMPOChkI, KOTopble MHTepecyloT MpuHy HaxoBy, 6necTaLlero XnBonucLa, Ho 1 coBpe-
MEHHOI0 — KOHLIENTYanbHOro — XyA0XHUKa, MPekpacHo oTAaloLero cebe oT4eT B TOM, UTO MECTO
XXMBOMUCK [0 Npefena Cy3unocb: OTHbIHE 3TO He YHUBEPCANbHbI A3bIK ONMMCAHUA U/UN NO3HAHWS
MMPA, HO 0CO6bLIN TUM KYNbTYPHOM NPAKTUKKU, KOTOPbINA CaM No cebe okasancs penivKToBbIM.

B caMoM pene, npuxoas B My3eit 1 Nio6ysicb XMBOMUCHLIMU NPOM3BEOEeHUSIMU, Mbl BOCTIPUHU-
MaeM WX Kak MbllHbIe, TPoraTesibHbIe UM COBCEM HEMOHSATHbLIE CBMAETENIbCTBA NPOLULIX 3MOX.
[ns Hac 3To 061bEKTbI, 3aMKHYTbIE B CBOEM HeJjoCAraeMoM Besinkonenuu. M 3To Benukosienue
coobLaeT 06 0gHOM: O NPOLLSIOM, B TOM UKCSie U O MPOLLSIOM CaMoro U306pasmuTesibHOro A3bIKa,
WM CPeacTBa, KakUM ABASIETCH XMBOMUCH. Kak BOO6LLEe Mbl CMOTPUM KapTUHBLI? Mbl NpeBpaLlaem
>XMBOMMWCb B Pacckas, U 3TOMy BCAYECKU CNOCOOCTBYET OpraHM3aLms My3eiHOro NPoCTPaHCcTBa:
TeMaTuyeckume 3asbl, MOSI0THA, CrPYNMMPOBaHHbIE MO 3MoXaM, HanNpPaBSIeHWSM U LIKOJIaM, MNOJSIHOTA
KOTOPbIX PETPOCMEKTUBHO 06ECneumBaeTcs UX UCUEPNaHHOCTBLIO UK 3aBepLueHneM. Mbl Npu-
XOMM B MUP MPEeKPacHbIf, HO He akTyasibHbIA. 1 oLeHWUTb ero ceroHs Bce TpyaHee, NocKosbKy
OPUEHTUPbI, KOTOPblE BLOXHOBIIANM XYAOXHMKOB Ha CO34aHWe CBOWUX MOJSIOTeH, a 3puTenen —

Ha UX BOCTOP>XXEHHOE BOCNpUATME, He GOPMUPYIOT HALLNX COBPEMEHHUKOB. CeroaHsALWHWA B3rnss
YCTPOEH Mo-Apyromy, 1 CBOeW BbICOKOTEXHOMOMMYHOW 3Kcno3uumen MpuHa HaxoBa, no cytu
[ena, CTankuBaeT [ABe peasibHOCTU: XXMBOMUCH CTapblX MacTepoB, CTaBLLYIO YacTbio My3es, Mo-
HMMaEMOro MHCTUTYLIMOHASIBHO, U CaMy TEXHMKY, 3Ty UMCTYI0 GopMy ornocpeoBaHuUs, KoTopast

M eCTb Hall CeroAHsALWHWIA B3rnsg.

MpoLie rosops, Mbl BUAMM Tak, Kak HaC Hayumnm BUaeTb pa3HoobpasHble cpefcTBa TEXHUYECKO-
ro BOCMpou3BeneHus], KOTOPbIX CTaHOBUTCS BCe 60sbLue u 6onblue. He 6yaeT npeyBennyeHnem
€Ka3aTb, YTO XMBOMUCb Mbl BUAUM «Iia3aMu» CBOUX MOBGMUIBbHBIX TenedoHoB 1 andoHoB. ®oTorpa-
dvpoBaHme WeaeBpoB B My3esX — 3TO HE CTOMNbKO MOMbITKA 3aneyvaTtnieTb UX Ha NaMsiTb, CKOJIbKO
KOMMYHUWKALIMOHHBI XeCT, B OCHOBE KOTOPOI0 JIeXMUT coobLaeMocTb. He yBuaeTb, HO nogenvTb-
CSl — BOT YTO CTOUT 3@ BLICTPOTOM M @3apToM, C KOTOPbIMU CEroHs AenaloTCst CHUMKW. A 3TO 3HauuT,
YTO B3rNIsig Kak TaKOBOMN CKOJSIb3UT MO NOBEPXHOCTM BeLLel, 6erno ynaBnmeas Mllb HEKOTOpbIE
BM3yalbHble NoAckasku. Takas cUTyaums AOMOJIHAETCS TEM, UTO COBPEMEHHBIN 3pUTENb NPUYYeH
BOCMPMHUMATb K1aCCUYECKYIO XXMBOMUCh B MOBECTBOBATENIbHOM peXknMe. M kapTuHbI CTapbix Ma-
CTEpPOB K 3TOMY pacnosiaraloT: 3To SIM60 UNMNIOCTPALMKU KaKUX-TO MUPONOrMYECKUX MU CaKPasibHbIX
CloXeToB, IM60 annieropuyeckue NosiIoTHa, HarnNAAHoO NpeabsABAsOLWLME Hekoe abcTpakTHoe yT-
Bep>aeHue (Hanpumep, o 6peHHOCTY BeLleit), TMbo Gonee No3gHMe NCUXonornyeckue NOPTPeThI,
KOTOpble NpeanaralT 3puUTeNto OnbIT CONepexXmMBaHuUs, a cTasno 6biTb, [alOT NPOCTOp ero Boobpa-
XKEHMIO UM XOTA Obl HAMEKAIOT HA XXM3HEHHbIE 06CTOATENBCTBA M306PAXKEHHBIX MEPCOHAXEN.

XKuBOMMUCb CerofHs — 3To MPaHAMO3HbIN, OTOBCIOAY 3BYYaLLMi pacckas. CloXeT, M306paXkeHHbIN

Ha KapTuHe, PasbACHEHUA MMAO0B, XXMBbIX U MOPTATUBHBIX, CaMa JIMHENHAs UCTOPUA UCKYCCTBA — BCe
3TO Pa3sHOBMAHOCTU pacckasa. [laxe HoBelillee UCKYCCTBO, Mornadasn B My3ei, He MOXeT nsbexarb
3TOM yyacTu. XKMBOMUCb HEM3MEHHO NepeBOANTCA Ha APYroi A3biK, MOTOMY YTO Mbl He pacrosiaraeM
KYNbTYPHBIMM CPeCcTBaMU BOCMIPUHATL ee Tak, Kak OHa BOCMPUHMMASIAcb B MOMEHT CBOEMO CO3[aHus,
a 3T0 MOrJ10 6bITb M MOKIOHEHME CBATLIM (MPOLOMKEHWE KyNIbTOBOM GYHKLMU), U MpOoCaBieHne
LIapCTBEHHbIX UMM CAHOBHbIX 0CO6, M OCBOEHME MUPa, B KOTOPOM HOPMUPYIOTCA MOHATUS JIMYHOTO

M YaCTHOIO MM Xe KOTOpPbIN NpeAcTaeT Kak Habop CUMBOJIOB, COEAVHAIOLLMX FOPHee C A0SbHbIM.
YT0 1 roBOPUTb, PAAMKATbHbIE 3KCMEPUMEHTbI C CAMMUM XXMBOMUCHBIM A3bIKOM He SIBMIAIOTCA O Hac
HM LLIOKOM, HM KaKV1M-TO OTKPOBEHWEM, U faxke abCcTpakTHas XUBOMWUCL MPErogHOCUTCA CerogHs
KaK HeKUI YpOK, KOTOPbIA Mbl MOXEM U3BJleUb U3 KapTWH, He NMoAAaloLMXCS MPSIMOMY OMUCAHWMIO.
YNOMSAHYTLIN NepeBo/] NOBCEMECTEH, U MPU3BaH OH aAaNTUPOBATL XXUBOMWUCH B KauecTBe M306pasu-
TeSIbHOro CPefiCTBA K HaLLeMy CerofHsILUIHEMY B3rNsaay, PasyumBLIEMYCS BUAETb XXMBOMUCHOE.

MpuHa HaxoBa xo4eT HaM BepHYTb 3TOT B3rNnag. B »kaHpoBOM OTHOLLEHWM OHa 136bupaeT Hanbonee
nouTteHHble GpopMbl: unntocTpauum Mudosorudeckoro u bubneickoro cioxetos (J1. KpaHax, ®. bywwe),
MopTpeT — NapagHbliA, ICUXONTIOMMYECKMI, @ TaKoKe 0OHaXXeHHOW JaMbl 3a TyaneToM (A. BaH Lek,
Pem6panar, k. Mvunnu, npo3BaHHbIA [xx. POMaHo), HATIOPMOPT M €ro YacTHbIN Clyvai KBaHUTaC,
coobwatoLwmin o 6peHHocTn Beero xmsoro (K.-b.-C. WapgeH, 10. BaH CTpek). Y10 ke Mbl BUAUM

Ha niasMeHHbIX 3KpaHax, PacnonoXeHHbIX B CaMbIX PasHbIX U MOPON HEOXWUAAHHBIX MecTax? Mbl
BMAMM, KaK U3 TEMHOTbI HAUMHAIOT NPOCTYNaTh AeTanu — KPY>KeBHON BOPOTHUK, NOJbl HAKUAKW,
OTAenNbHble NpeAMeThl, yKpalleHus. MIHoraa aTu ceeTAmMecs [OPOXKM NeTNAIoT, U npeanonarae-
MbIf B3rNSi4 — peYb MMEHHO O HEM — BO3BPALLAETCS K KaKOMY-HUOYAb yXXe NpoLlynaHHOMY paHee
yyacTtky. B camom gene, 3geck B3rnsg He CKOMb3WT, @ MPUKACcaeTCA — OH CIIOBHO OLLYMbIBAET JOCTO-
WHCTBa TOWM UIN MHOW n306pakeHHOW BeLLy, @ BMECTE C 3TUM B MPaBax BOCCTaHaBIMBAETCS M Apyroe
BPeMS — BpPeMs CO3[aH1s XXMBOMMCHOIo n3obpaxkeHus. Bedb 3To B3rnsag xyAoXKHWKa (Mnm 3putens,
€My COYyBCTBYIOLLEr0) HECMELLHO NepeMeLLaeTcst OT OAHMX AeTanen K ApyruM, Bo3BpallaeTcs, neT-
NIET, W 3TOT B3rNsi[ 0AMHAKOBO BHUMATENEH K LieSIoMy (MOCTPOEHMIO, KOMMO3WULMK) M PaBHOZYLLEH
K HeMy. TOT B3rNA4 COCPeAOTOUEH Ha CryLLEHUAX KPacku, Ha efiBa 3aMeTHOM nepexofe OT caMunx
KPaco4HbIX Macc K 06pa3yeMmbIM € MX NMOMOLLBIO 3/1IEMEHTaM GUrypaTUBHOMO M306paXkeHNs.

OpHako napagokcanbHLIM 06pa3oM BOCCTaHOBUTL 3TOT MeANEHHbIV B3rA4 MOXHO TOMbKO 06-
pPaTUBLLMCb K COBPEMEHHBIM TEXHUYECKMM NMpUcrnocobnermsam. [lefio He B TOM, YTO Mbl UCMbITbI-
BaeM 0co60e foBepue K IKpaHHbIM 06pasam u TexHonormsam. Ckopee [esno B TOM, UTO 3TO U eCTb
MEeCTO XMBOMWUCU CErOfHA — CSIM Mbl XOTUM €€ aKTyanu3npoBaTb, TO eCTb CAeNaTh YacTbio HaLLEero
TeKyLyero onblTa. Broprasice B NpocTpaHCTBO My3es, MipuHa HaxoBa AencTByeT Kak HaCTOALMNA
NasyTymnK — yMerno, He3aMeTHO 1 6e3xanocTHo. Ee Tuxme skpaHbl MOAPLIBAOT HEMPEPLIBHOCTb
CaMON NCTOPUM NUCKYCCTBA, OHU BbICTABSIAIOT HAMOKa3 HeOXMAAHHbIE LBbI, HUYEero He 3Havalume
camu no cebe getanu. 3TM cBETOBbIE XOAbl TaK MOX0XM Ha ABMKEHNE HACEKOMBIX, KOTOPbIE HUYEro
He 3HaIOT 0 YenoBeyYecKoM NpeaHasHaYeHnn, UCTUHE UNK cMbicie. W BMecTe ¢ TeM OHW BO3BpaLLa-
I0T YTPaYeHHOoe OLLyLLIeHNEe XXMBOMNCK KaK MacTepCTBa, Kak PYKOTBOPHOIO B CBOEW OCHOBEe Aena.
OHWM BbICBEUMBAIOT XMBOMUCH. M NO3TOMY B KOHLIE MYTN OHA, XUBOMUCb, NPeAcTaeT B KayecTse
CBOEro gpyroro — y HaxoBov MPOHUYHBIM 06Pa30M 13 3HAMEHWUTOrO NMOPTPETa Ha 3PUTENHA CMOTPUT
ApYroe S0, L0 CaMOM XYA0XHMLIbI, HO OHO MOrJ10 6bl 6bITb YbUM YrOAHO.

KoHeuHo, 3To NyTb, HE BeAYLMIA K UCTOKY, — Mbl HE MOXEM BEPHYTHCS HU K KHACTOSILLEN» XU~
BOMUCK, HU K KHACTOALLEMY», el copa3MepHOMY B3rnagy. Ho B 3ToM 0CTPOYMHOM CUMYALMKU
3a10>keHO HaMHOro 6onbLie. 3TO He NoMbITka NPO6YAUTE B HAC HOCTANBIUIO MO TOMY, YTO B MPUH-
Lune He NOANEXMUT BO3BpaTy (6yAeM OTKPOBEHHbI: 30/10TON BEK XXMBOMWUCK HaBCerga octancs

B MPOLLSIOM). 9TO HAMEK Ha BO3MOXXHOCTb MPOASIEHHOM XXM3HN CAMOW XXMBOMUCH; U NPUXOONTCA
npu3HaTb: NPOANEBAETCA OHa TakMMK CPefCTBaMU, KOTOPbIE K XXMBOMUCK Kak 306pasnTesibHOMY
A3bIKY HE UMEIOT HUKAKOro OTHOLLEHMS.

ELENA PETROVSKAYA, EXHIBITION CURATOR
THE ART OF ENLIVENING

Irina Nakhova’s ‘Gaze’ exhibition is a delicate intervention of high-tech into a classical museum
space. Visitors familiar with the history of The Pushkin State Museum of Fine Arts or getting to
know it for the first time might be puzzled: what is the reason for seven LED screens to appear
within a display mostly consisting of paintings? This question can be defined in a more critical
form: how can we - the audience who came to enjoy artworks created by different masters and
schools - benefit from the presence of an image so similar to a television one, which can only
distract us from contemplation? These are exactly the questions that Irina Nakhova, a brilliant
painter, but also a contemporary conceptual artist, is interested in. She is perfectly aware that
the place of painting has narrowed down to the lowest notch: it is not a universal language of
description and/or perception of the world anymore, but a special sort of cultural practice that
became relic in itself.

In fact, when we come to a museum and admire paintings, we perceive them as magnificent,
touching, or totally incomprehensible evidences of old times. In our mind, they represent objects
enclosed in their inaccessible magnificence, and all that magnificence tells us about one thing:
the past, and the past of the artistic language or means (i.e. - painting) as well. How do we look
at paintings? We transform a painting into a narrative. This move is encouraged by the very
organization of the museum space: thematic rooms, canvases grouped in periods, artistic move-
ments and schools, their completeness being provided retrospectively through their topical
completion. We come to a splendid but not pertinent world, and it becomes harder and harder

to appreciate it today, for reference points that used to inspire artists to create their paintings,
and viewers - to admire them enthusiastically, are not relevant for the formation of our contem-
poraries anymore. Today, we look at paintings in a different way, and in her high-tech display
Irina Nakhova virtually collides the two realities: the art of Old Masters that became a part of
the museum perceived as an institution, and the hardware itself, a clear form of mediation that
constitutes our modern gaze.

In other words, our way of seeing things is formed by different means of technical reproduction
that become more and more varied. It is hardly an exaggeration to say that we see paintings
through the ‘eyes’ of our mobiles and iPhones. Taking pictures of masterpieces in museums is
not an attempt to have them as mementos, but a communicative gesture based on connectivity.
Nowadays, it is a desire not to see but to share that drives the speed and passion of taking pho-
tos. It means that our gaze per sé slides on the surface of things, only catching some visual hints.
This situation is completed with the fact that a modern viewer is taught to perceive classical
paintings as a narrative, and the art of Old Masters incites to do so: their paintings usually illus-
trate some mythological or religious subject-matters, or are allegories acting as visual represen-
tations of an abstract statement (e.qg. frailty of things), or psychological portraits of later periods
offering viewers an experience of empathy and therefore giving freedom to their imagination or
at least a hint of life circumstances of depicted characters.

Nowadays, painting represents a major narrative that is heard everywhere. Subject matter

of a painting, explanations given by real and portable guides, linear history of art itself - all
these are narratives. Even contemporary art ending up in a museum cannot avoid that fate. We
inevitably translate painting into another language as far as we do not have any cultural means
to see it the way it was perceived at the moment of its creation - it could be seen as hierola-
try (resumption of its cult function), an act of glorification of royalty or dignitaries, or a way

of comprehending the world, forming concepts of the private and the public or appearing as

a set of symbols connecting celestial and worldly. It cannot be denied that radical experiments
with the language of pictorial art are neither shocking nor eye-opening experience anymore.
Even abstract art is now seen as a lesson to be drawn from paintings that cannot be subject to
a direct description. This translation is ubiquitous and is meant to adapt painting as a medium of
depiction to our contemporary eye that lost its ability to see the painterly.

Irina Nakhova wants to bring this way of seeing back to us. As for genres, she chooses the most
respectable ones: illustrations of mythological and biblical subject matters (Lucas Cranach,
Francois Boucher), portraits — a ceremonial one, a psychological one, and a nude lady at the
mirror (Antonis van Dyck, Rembrandt, Giulio Pippi, known as Giulio Romano), a still life and its
specific case - vanitas, telling about the frailty of life (Jean-Baptiste-Siméon Chardin, Juriaen
van Streeck). What do we see on the LED screens located in different and unexpected places? We
see details - a lace collar, cape flaps, separate objects, jewelry — emerging from the darkness.
Sometimes these sparkling tracks meander, and the suggested gaze (it is exactly the notion in
question) - comes back to a detail that it had already investigated. Indeed, we see the way a gaze
does not slide on a surface but touches it as if it was trying to feel the qualities of the things
represented, restoring, at the same time, the moment of creation of a painterly image to its right.
After all, it is the artist’s eye (or an eye of a sympathetic viewer) that moves slowly from one
detail to another, comes back and meanders. It is as sensitive to the whole (to the modeling and
composition) as it is indifferent to the same things. This gaze concentrates on thickened layers of
paint, on subtle transitions from the paint itself to the elements of a figurative image that it forms.

Still, there is a paradox: we can restore this slow way of seeing only through the means of
modern technologies. It is not about having special trust in technologies and screen images. It
is rather about understanding that this is the place of painting nowadays if we want to make it
pertinent and see it as a part of our current experience. Breaking into the museum space, Irina
Nakhova acts like a spy - cunningly, discreetly and without remorse. Her silent screens under-
mine the continuity of the history of art itself, revealing unexpected stitches and details that
have little meaning on their own. Those tracks of light are so similar to the movement of insects
who know nothing about human destiny, truth, or sense. At the same time, they bring back the
lost feeling of painting as a skill, as a man-made practice in its basis. They highlight painting.
Therefore, in the end, painting is presented as the Other of its own: in an ironic way, in Irina
Nakhova’s works we see a completely different face gazing at the audience from a well-known
piece of art - the artist’s face that could have belonged to anyone else.

Certainly, that does not lead us to a source, — we can go back neither to the ‘real’ painting nor to
the ‘true’ gaze commensurate with it. Still, there is much more in this witty simulation. It is not
an attempt to ignite in us the nostalgia for some things that have already passed the point of no
return (let us be honest, the Golden Age of painting belongs to the past). It is an allusion to the
possibility to extend the life of painting; and — we have to admit it — means of this prolongation
have no relation to painting as a visual language.



