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Katya Ev
1983, USSR, lives and works in Brussels (Be)

Ev develops practices between visual arts and

performance, where theory and practice are inseparable.

Her approach has been built since 2014 as a series of

chapters where each new performance activates a

questioning of society, the economy and the body. Ev

brings into play rituals and gestures that can be

perceived as ordinary or banal. Placed in the context of a

performance, they activate a critical questioning of

society and politics, aiming at a symbolic transformation

of the status quo. Ev’s develops a conceptual, collective,

research-based practice that further results in text &

video pieces, installations etc.

In Axe de Revolution and Augenmusik Ev works with the

body as a performative medium and raises the issue of

the presence of (female) bodies in public spaces and

alternative public assemblies. In Le plus objet des objets

she proposed to visitors to explore their relation to power

structures and rules. In her most recent performance

Visitors of an Exhibition Space are Suggested to 'Do

Nothing' the artist raised questions related to

productivity, labor and its monetary value. Her projects

deal with metaphors of burden, dominant regimes, and

loop-holes in legal frames. Her new research, Lactating

Bodies deals with an intimate but also highly political and

urgent topic, namely, practices of lactation and ‘milk

expression’, a subject which Ev has a personal experience

with, never previously treated as an artistic question.

https://www.katyaev.com/axe-de-revolution
https://www.katyaev.com/augenmusik-performance
https://www.fromscratchtoscratch.schoolofarts.be/ev/
https://www.katyaev.com/doing-nothing
https://www.katyaev.com/doing-nothing
https://www.katyaev.com/lactating-bodies
https://www.katyaev.com/lactating-bodies


Augenmusik, performance (24 performers), sound composition & action in

public space, streets of Paris, 2016

collection of M HKA, Antwerp (Be)

“A strong signifier of state power and a signal of danger, in Ev’s performance the
police emergency light is taken over by the performers, thereby shifting power
metaphorically to the people. Entering through the strategic defense points of
the city, 24 performers converged on the historical “Belly of Paris,” referring to
the ancient Greek understanding of the market square as a space for practicing
direct democracy. The polyphonic texture of Bach’s composition served as a
metaphor for the political equality of voices, as opposed to the contemporary
understanding of democracy which reduces this polyphony to the single voice of
the majority.

The performance triggered a strong reaction that revealed the sense of panic,
hostility and aggression between the police and the city inhabitants. During the
performance twenty two of twenty-four performers were stopped by the police,
and two of the participants were suspected of terrorism and detained for
questioning. At the end of the performance armed police special forces were
waiting for the performers at Les Halles. They intended to disperse the
“gathering” prohibited during the State of Emergency. They failed because the
assembly of sirens replaced the forbidden assembly of people.

By subverting the local legal system, in Augenmusik Ev tested the borders of
state power, through an alternative kind of public assembly as well as the use of
state instruments as the objects of empowerment for civil disobedience.”

Text by Katia Krupennikova, 2018 (full version here)

video documentation here

https://www.katyaev.com/augenmusik
https://www.katyaev.com/katia-krupennikova-augenmusik-en
https://www.katyaev.com/augenmusik-videos


Augenmusik, performance, streets of Paris, 2016 (making-of)

https://www.katyaev.com/augenmusik


Augenmusik, performance (24 performers), streets of Paris, 2016

https://www.katyaev.com/augenmusik


Augenmusik, installation view, Do Disturb #4, Palais de Tokyo, 2018

https://www.katyaev.com/augenmusik


(LE PLUS OBJET DES OBJETS), infiltrated performance (11 performers),

Musée Zadkine,   2019

Commissioned by Musée Zadkine, Paris (Fr) for the exhibition Instant de la Matière

“One of the key operating parameters for Le Plus Objet des Objets is stealth. [...]
Visitors (invited to for the performance to the evening opening) could see no
stage or performers—nothing that pointed to anything answering to the event;
no visible trace, in fact, of something that to all appearances seemed not to be
taking place. [...] Katya Ev’s set-up replaced and augmented all of the invigilating
and supervisory staff who would normally work at the reception desk, the
security station outside the galleries and, as attendants, in the exhibition
galleries themselves [...]

Le Plus Objet des Objets addresses the opacity, arbitrariness, and secrecy of the
rule-governed orchestration of museum or gallery space. It foregrounds the
overriding mechanism of control by which these zones are ordered and
disciplined: that of surveillance. To this end, it magnifies and italicized the
consequences of the coercive regimen by giving rise to counter-manding
episodes fraught with humor, parody, contradiction and even intimations of
punishment. Above all the project reveals the contours of the manufacture of
consent by way of conformist obedience—a declaration more remarkable
because most of the museum-going public would never imagine that their
volition could be short-circuited or deferred.”

John C. Welchman, En Garde, cat. ‘From Scratch to Scratch’, Ghent (Be),
2020

video documentation here

https://www.katyaev.com/john-welchman-en-garde
https://vimeo.com/314530854


(LE PLUS OBJET DES OBJETS), infiltrated performance, Musée Zadkine,   2019



Visitors of an Exhibition Space Are Suggested to 'Do Nothing', participatory performance

incl. legal agreement, 2020

 exhibition In the Long Blink of an Eye, HISK, Gosset site, Brussels

co-produced by HISK & Caveat / Jubilee, Brussels

“For all its deadpan self-explanatory qualities, the title of Katya Ev’s Visitors of
an Exhibition Space are Suggested to ‘Do Nothing’ (2020, henceforth Visitors)
does not mention what is in fact a crucial aspect of the work: that it employs
legal means to explicitly frame ‘doing nothing’ as productive labour.1 A
participatory performance piece, it indeed invites visitors to do nothing, but not
without first meticulously spelling out the conditions that ‘doing nothing’ will be
both subject to and enabled by. Upon entering the exhibition space, visitors first
encounter a reception desk where they are explained the parameters of the
piece. If a spot is available, it is possible to take part and ‘do nothing’ for any
amount of time, and to be financially compensated for every full hour spent in
and on the performance. Before commencing, visitors sign a contract that was
developed by Ev in close collaboration with a lawyer, and which is legally valid
and binding. Afterward the performance, they are remunerated and receive a
proof of payment. They are reminded that, since they have sold their time and
labor-power to the artist, they are responsible for paying any applicable taxes
and social contributions.”

  Steyn Bergs, Nothing/Doing, TIM Magazine #2, 2021

https://www.katyaev.com/doing-nothing
https://caveat.be/
https://www.katyaev.com/doing-nothing-texts


Visitors of an Exhibition Space Are Suggested to 'Do Nothing', participatory performance

incl. legal agreement, 2020

https://www.katyaev.com/doing-nothing


Visitors of an Exhibition Space Are Suggested to 'Do Nothing', participatory performance incl.

legal agreement, 2020

https://www.katyaev.com/doing-nothing


Visitors of an Exhibition Space Are Suggested to 'Do Nothing', legal agreement, 2020

https://www.katyaev.com/doing-nothing


Ne rien faire contre rémunération, participatory performance in-situ incl. legal agreement,

intervention in public space, 2022

exposition Entretenir vaut mieux, New Space, Liege (Be), curated by Dorothée Duvivier

with support of Fédération Wallonie-Bruxelles

"At the New Space, Katya Ev will offer a variation of the performance Visitors of an Exhibition Space
are Suggested to 'Do Nothing' presented at Hisk's graduation exhibition, which played off
neo-liberal codes and those of an institutional contemporary art event between a gallery space and
a start-up aesthetic. Visitors signed a contract to sit and do nothing for a minimum of one hour, and
were given a comfortable seat in exchange for a minimum hourly wage (€10.25 gross per hour), after
which they received a pay slip. "Initially, it was a response to the pressure of overproduction, also
for the artists. With the presence of the contract and the pay slip, I introduce this into the state
archives," says the artist.

In Liege, the performance now entitled Ne rien faire contre rémunération, will take into account the
place in its history - it will slip the word nothing on a wall of the garage among the inscriptions that
remain - and in its location in a working-class neighborhood to address another public. In this
respect, Katya Ev intervenes in "Art au Centre", where she proposes a poster - a ready-made of the
poster "for rent" strongly enlarged which carries the words "Do nothing for pay" and a telephone
number. This intervention articulates the performance with the rental model. When I point out that it
is indeed also about renting one's body, which is linked to sex work, Katya Ev agrees and says: "for
me, this performance was interesting in the confrontation between 'doing nothing' and class
privilege" [...]

Colette Dubois, Entretenir vaut mieux, Marc Buchy and Katya Ev,
HART Magazine n°223 (Be), 2022

https://www.katyaev.com/ne-rien-faire-contre-remuneration
https://www.katyaev.com/doing-nothing
https://www.katyaev.com/doing-nothing
https://www.katyaev.com/ne-rien-faire-for-rent
https://www.katyaev.com/ne-rien-faire-for-rent
https://hart-magazine.be/expo/marc-buchy-en-katya-ev-entretenir-vaut-mieux


Ne rien faire contre rémunération, participatory performance in-situ incl. legal agreement,

intervention in public space, 2022

https://www.katyaev.com/ne-rien-faire-contre-remuneration


Ne rien faire contre rémunération, participatory performance in-situ incl. legal agreement,

intervention in public space, 2022

https://www.katyaev.com/ne-rien-faire-contre-remuneration


Ne rien faire contre rémunération, intervention in public space, Liège, 2022

https://www.katyaev.com/ne-rien-faire-contre-remuneration


Untitled (Twijfelaar), bed, milk, 220 x 130 x 145 cm, 2019

exposition Over my (dead) body, Gallery Geukens & De Vil, Anvers (Be)

collection of M HKA, Antwerp (Be)

https://www.geukensdevil.com/over-my-dead-body


Lactating Bodies, on-going research in view of a participatory performance & installation

2023 - onwards

residencies at KANAL - Centre Pompidou (Apr 2023), Kunsthal Gent (Dec 2023)

with support of the Flemish Community & Fédération Wallonie-Bruxelles

Human milk is a highly gendered bodily "product" that can be consumed, given
away or sold. The very concept of milk is, as a primary food, the paradigm of
purity, gift and innocence. However, milk is particular in that, unlike other foods, it
is also a form of body labor. Breastfeeding and milk pumping are generally
invisibilized gestures in the public sphere and in professional contexts. Yet,
lactation is advocated in European countries as a moral requirement and a robust
social norm. The idea of ‘lactation’ is most commonly associated with
breast-feeding whereas ‘milk expression’ - removing the milk manually or with a a
pumping machine - remains an impensé surrounded by a strong taboo, although
absolutely essential to successful lactation and very commonly used by mothers.

Lactating Bodies is imagined as a ritual that will enact what Judith Butler calls the
'right to appear’1 of lactating bodies within the public sphere, challenging the
notion that lactation should be confined to the private sphere and reframing it as a
form of embodied labor. The research puts in perspective iconic representations of
the female body giving breast with Occidental histories of arts (Virgin Mary), yet
sacralized and emanating from the male gaze.

“Does milk (here, specifically breastmilk) somehow make or remake
the experience of modernity or postmodernity? Who is reminded
that they are a ‘human-animal’, and how does this reminding occur?
And if these questions reveal some of milk’s unexpected aspects [..]
2

1 Judith Butler, Notes Toward a Performative Theory of Assembly, Cambridge: Harvard University
Press, 2015
2 Jeanne Firth,   ‘A Month of Our Own: Amplifying Women’s Voices on LSE Review of Books’, 2018

https://blogs.lse.ac.uk/lsereviewofbooks/2018/03/01/a-month-of-our-own-amplifying-womens-voices-on-lse-review-of-books/


Lactating Bodies, on-going research in view of a participatory performance & installation

https://www.katyaev.com/lactating-bodies


Alyssa Rosenberg, Breastfeeding isn’t ‘free’, The Washington Post, May 31, 2022

Lactating Bodies, on-going research in view of a participatory performance & installation

Lactating Bodies, on-going research in view of a participatory performance & installation

https://www.washingtonpost.com/people/alyssa-rosenberg/
https://www.washingtonpost.com/opinions/interactive/2022/breastfeeding-cost-time-money/
https://www.katyaev.com/lactating-bodies
https://www.katyaev.com/lactating-bodies


“ I think one may distinguish three elements in your work. One
is the performative dimension, which leads to the works being
categorized as “performances,” and another is the fact that
you focus everything into poignant images. Still prior to this
double figure of performance and image, there is a contextual
capacity, as if your work were something you weave: you look
at different elements, and then develop a work that
reconfigures those elements. For that reason, I like this notion
of a “constructed situation,” which is certainly more precise
than that of a “performance.” Your work might be seen as a
kind of a constructed image, and even as an image, in the
sense of a kind of a performative image, happening in each of
your projects and aspiring to be continued [...]”

A Conversation Between Katya Ev and Bart De Baere
 Recorded by Christine Clinckx and transcribed by Sabine Herrygers
M HKA library
 HISK publication, In a Long Blink of an Eye, 2020



“ As a curator, I always find performance to be the most challenging genre for an artist. In

my humble opinion, very few artists are able to conduct it successfully, and there is far too

much mediocre performance being made because it has become fashionable of late.

Which is why I am always very impressed when I come upon a young artist who has the

courage to engage with this discipline in an unusual and meaningful way. Katya Ev is such

an artist. The conceptual scope of her performances and the spatial breadth she

negotiates are quite remarkable.[...]

With actions like these Ev creates a conceptual –abstract performative cartography of a

decidedly political dimension. Apart from the artist’s capacity for ambitious and

unexpected leaps of imagination, what makes Ev’s work particularly engaging is its

immanent – not prescriptive – politicality. More importantly this is work that does not talk

politically, as so much contemporary art does, but thinks, acts and behaves politically. Ev’s

carefully orchestrated subtle interventions in public space spur unexpected results,

uncontrolled reaction, and open up possibilities for spontaneous response situations. [...]

What is fascinating here, as in many of Ev’s works, is that the transgression takes place in

the space of the invisible – one can only imagine what went on inside that ‘safe room’,

because no one knows except those who made use of it individually. It will forever remain

a secret to the artist as well as the rest of us. Again it is a case of a situation which is

highly provocative and risky but without shouting out loud and parading its politicality.

Every performance or intervention is therefore carefully considered, mapped out and

orchestrated – but always keeping open the possibility of the unexpected - and every

performance is relevant to the situation it takes place in, be it a physical situation (as in

her museum interventions) or a political situation be it local (Paris, Moscow) or global (the

problem of mass surveillance of citizens). Ev engages with power dynamics of different

sorts, subtly undermining authority, and creating subversive situations, whose soft power

remains elusive, or invisible. She wisely avoids forced confrontation or visitor interaction,

rather activating subtle challenges to structures of power. What is remarkable is both the

imaginative scope of her work as it is difficult to sometimes grasp the sweeping remit of

her performances, and the intelligent political commentary. The only challenge I see for Ev

is how to translate the essence and residue of these actions into memorable

documentation that can then have an artistic afterlife in exhibitions, for example. But apart

from that, this is a bold and gutsy practice that I would be keen to see the evolution of.”

Katerina Gregos, 2020



Katya Ev (ekaterina vasilyeva)

1983, Moscow, USSR, citizen of France

lives and works in Brussels (Be)

www.katyaev.com

associate artist of Jubilee (Be)

member of la FAP (Be), NICC (Be) sci of PAF (Performing Art Forum, Fr)

Education

2019 - 2020 HISK, Ghent (Be) – post-graduate course in visual arts

2007 - 2012 École Nationale Supérieure des Beaux-Arts de Paris (Fr), MA

2000 - 2005 MA in Political Science and Public Administration - Moscow State University Lomonosov (Ru)

2003 - 2004 Institute of Political Science (Sciences Po), Paris (Fr) - exchange program

Performances and time-based projects (selection)

2022

2021

Ne rien faire contre rémunération - participatory performance - New Space - Liège (Be) - with support
of Fédération Wallonie-Bruxelles (Be)

Performative Walk, Netwerk Aalst - streets of Aalst (Be)

Visitors of an Exhibition Space Are Suggested to 'Do Nothing' - expanded performance - Gosset site,
HISK - Brussels (Be)

2020 Last – performance - M HKA - Antwerp (Be)

2019 (Le plus objet des objets) - infiltrated performance - Musée Zadkine - Paris (Fr) - new commission

Augenmusik – re-performance - streets of Ghent (Be) - commissioned by Bart de Baere and the
University of Ghent (Be)

2018 Gravity Boot – performance - KASKO, Basel (Ch) – commissioned by Platform blind_spot (Ru)

Iceberg-18010813. Blue Room - 'constructed situation' - secret place, Moscow (Ru) – new
commission, platform blind_spot (Ru)

To Hear With Eyes – performance - Palais de Tokyo – Paris (Fr)

2016 Augenmusik – performance - streets of Paris ( Fr) - new commission, La Box - ENSA, Bourges (Fr)

2015 Zeitgeist – site-specific performance - former NATO military base Olavsvern - Tromso (No) – new
commission, Gallery Kurant (No)

Human Voice. Translations – performance - Church Saint-Eustache, Paris (Fr)

2014 Axe De Révolution – performance - streets of Moscow (Ru)

Feuilles Mortes - ephemeral sculpture - Moscow State Architectural and Landscape Museum
Kolomenskoe – Moscow (Ru)

Solo / Duo Shows
2022

2018

Entretenir vaut mieux, The New Space, Liège (Be) - with Marc Buchy - with support of FWB (Be)

Etat d'Exception. À Oksana - Galerie Dix9 – Paris (Fr) - curated by Fabien Danesi

2016

2014

Axe de Révolution - Galerie Nivet-Carzon, Paris (Fr) – with Hanna Zubkova

Piece For Resistance. Other's Dialogue On Revolution, Gallery Elektrozavod, Moscow (Ru) - with Hanna Zubkova

2011 Mindmap, La Malterie, Lille (Fr) - with Elizaveta Konovalova

http://www.katyaev.com/
https://www.katyaev.com/ne-rien-faire
https://netwerkaalst.be/en/performative-walk
http://www.doingnothing.website/
http://www.doingnothing.website/
http://www.doingnothing.website/
https://www.fromscratchtoscratch.schoolofarts.be/ev/
https://www.katyaev.com/augenmusik-gent
https://www.katyaev.com/augenmusik-gent
https://www.katyaev.com/iceberg
https://www.katyaev.com/tohearwitheyes
https://www.katyaev.com/augenmusik-performance
https://www.katyaev.com/to-paul-performance
https://www.katyaev.com/to-paul-performance
https://www.katyaev.com/axe-de-revolution
https://www.katyaev.com/feuilles-mortes
https://hart-magazine.be/expo/marc-buchy-en-katya-ev-entretenir-vaut-mieux
http://www.galeriedix9.com/cspdocs/exhibition/files/fr_dp8_katya.pdf


Group Shows (selection)

2022

2021

Statecraft -The National Museum of Contemporary Art Athens (EMST) - Athens (Gr) – curated by
Katerina Gregos

Tout dans le cabinet mental - Le Credac - Ivry (Fr)

Sonsbeek Quadrennial – program 'Conjunctions' – Arnhem (Nl)

Fifth Wave - 2nd Triennial of Contemporary Art – Garage Museum / special project – Moscow (Ru)

Le Temps Est Détraqué - Beaux-Arts de Paris / cycle 'Le Théâtre des Expositions' – Paris (Fr)

New Songs for Old Cities - Netwerk Aalst – Aalst (Be)

Upside Down – DOC! - Paris (Fr)

In a Long Blink of an Eye – Gosset site / HISK graduation show – Brussels (Be)

2020 Zonder kunstenaars geen kunst - M HKA - Antwerp (Be)

2019 Over my (dead) body - Gallery Geukens & De Vil - Antwerp (Be)

2018 Make It Yourself - 13th Biennale of Dakar - Centre Culturel Douta Seck – Dakar (Sn)

DO DISTURB#4 - Palais de Tokyo – Paris (Fr)

2017 The pros and cons of hitch hiking - 6th Thessaloniki Biennale / parallel program – Thessaloniki (Gr)

2016 The End of the World - Centro Pecci - Prato (It)

La Nuit Blanche 2016 - Le Viaduc des Arts – Paris (Fr)

2015 Metageography - National Tretyakov Gallery / special project of 6th Moscow Biennale (Ru)

Leaving Tomorrow - Winzavod art center : special project 6th Moscow Biennale – Moscow (Ru)

Nothing Will Grow Together Because Nothing Belongs Together – former NATO military base
Olavsvern – Tromso (No)

Psycho - Art Center Fabrika/ special project of Moscow Young Biennale of Contemporary Art (Ru)

Residencies
2023
2023
2022
2018

Kunsthal Gent / artistic residency - Gent (Be)
KANAL - Centre Pompidou / artistic residency - Brussels (Be)
PACT Zolleverein / curatorial residency of the platform Tardino 6 - Essen (De)
Atelier Mondial / curatorial residency of the platform blind_spot - Basel (Ch) 

2015 Former NATO military base Olavsvern, with gallery Kurant - Tromso (No)
2014 Gallery Elektrozavod, artist-run space - Moscow (Ru)
2011 La Malterie - Lille (Fr)

Research / Scholarships / Awards
2023
2023
2022
2021
2013 - 2016

VGC (Vlaamse Gemeenschapscommissie), Brussels (Be) - trajectory grant, visual & performing arts
Fédération Wallonie-Bruxelles, Directions des Arts Plastiques contemporains (Be) - creation grant
Jubilee (platform for artistic research), Brussels (Be) - collective artistic research trajectory ‘Emptor’
VG (Vlaamse Gemeenschap), Department of Culture, Youth & Media (Be) - research scholarship
Université Paris -1 Sorbonne, Paris (Fr) - research scholarship

2014 Kandinsky Prize, Young Generation (nomination), Moscow (Ru)

Collections
M HKA (Be), IKOB - Museum of Contemporary Art, Rotenberg (Be), Friends of S.M.A.K.(Be), Mu.Zée (Be),
HISK (Be)

https://www.emst.gr/en/exhibitions-en/statecraft-and-beyond
https://credac.fr/artistique/tout-dans-le-cabinet-mental
https://hart-magazine.be/expo/hisk-laureaten-in-brussel
https://www.geukensdevil.com/over-my-dead-body?lightbox=dataItem-jw98f6aa
https://jubilee-art.org/?rd_project=emptor
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Conversation with Katya Ev, Kobe Matthys (Agency), and Lotte Bode (MHKA), L’internationale, Stories and Threads: Perspec-
tives on Art Archives, 2022

https://cloud.caveat.be/s/QTEstN5WnQB24d2


HART-Magazine n°223 - Colette Dubois, ‘Entretenir vaut mieux’

https://hart-magazine.be/expo/marc-buchy-en-katya-ev-entretenir-vaut-mieux






L’Art Même #84 (BE), Claire Contamine, ‘Ne rien faire, tout gagner’ , 2021
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“Book your slot to ‘do nothing’”, apostrophe 
intrigante faite au visiteur, cette injonction à 
ne rien faire donne le ton de la performance 
proposée par l'artiste KATYA EV (Moscou, 
°1983 ; vit et travaille à Bruxelles et Paris) au 
sein d'In a Long Blink of an Eye, exposition 
des diplômé·e·s de l'HISK (Hoger Instituut 
voor Schone Kunsten – Institut Supérieur des 
Beaux-Arts) en son nouvel espace bruxellois1. 
Ainsi montrée pour la première fois du 17 
décembre 2020 au 31 janvier 2021, la pièce 
Visitors of an exhibition space are suggested 
to ‘do nothing’ (il est suggéré aux visiteurs 
d'un espace d'exposition de ne rien faire) se 
veut une réflexion conceptuelle sur l'inces-
sante productivité induite par le consumé-
risme contemporain avec, en filigrane, une 
critique fine des pratiques de rémunération 
des artistes. 

Katya Ev, Visitors of an exhibition space are 
suggested to ‘do nothing’, vue d’exposi-
tion In a Long Blink of an Eye, HISK,  
site Gosset, Bruxelles
2020 © Katya Ev VISITORS!:

https://www.katyaev.com/claire-contamine-rien-faire


L’Art Même #84 (BE), Claire Contamine, ‘Ne rien faire, tout gagner’ , 2021

https://www.katyaev.com/claire-contamine-rien-faire


TIM Magazine #2, Steyn Bergs , Nothing/Doing: On Visitors of an Exhibition Space are Suggested to ‘Do Nothing’, 2021

https://www.katyaev.com/steyn-bergs-nothing-doing


TIM Magazine #2, Steyn Bergs , Nothing/Doing: On Visitors of an Exhibition Space are Suggested to ‘Do Nothing’, 2021

https://www.katyaev.com/steyn-bergs-nothing-doing


TIM Magazine #2, Steyn Bergs , Nothing/Doing: On Visitors of an Exhibition Space are Suggested to ‘Do Nothing’, 2021



TIM Magazine #2, Steyn Bergs , Nothing/Doing: On Visitors of an Exhibition Space are Suggested to ‘Do Nothing’, 2021

https://www.katyaev.com/steyn-bergs-nothing-doing


HISK publication In a Long Blink of an Eye, 2020 - A Conversation Between Katya Ev and Bart De Baere

A Conversation Between Katya Ev and Bart De Baere

Recorded by Christine Clinckx and transcribed by Sabine Herrygers
M HKA library / HISK publication In a Long Blink of an Eye, 2020

Bart De Baere: What is there that should in any case be mentioned in this conversation, other than Augenmusik, 
which M HKA has committed to. What other points of reference should certainly be taken into account?

Katya Ev: For me, the first important performance was Axe de Révolution, in 2014. It was the first performative work 
and the first site-specific work. Like Augenmusik, it was a durational performance: w alking for seventeen hours in 
the city with a six-meter long metal structural element, from north to south. It also linked up to the political context—
Moscow and the beginning of war in Ukraine.

There are two other performative works that I consider important. Last year, I did a work in the Musée Zadkine in 
Paris, performing in an institutional space, which you can see as institutional critique or as an “infiltrated perfor-
mance.”

https://www.katyaev.com/inalongblink-bartdebaere
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The fishermen Menezes, Ciço, Cipriano, Irmão, Leno, 
Xau, Curió, Keno, Rom, Ronaldo and the types of 
fish pirarucu, tambuacu and tilápia were captured by 
Jonathas de Andrade’s camera by the river São Francisco 
in Alagoas, in the Northeast of Brazil. Re-questioning the 
Western tradition of ethnographic filmmaking, Andrade 
creates a hybrid artwork that lies between documentary 
and fiction. Employing traditional fishing techniques, 
these fishermen take the fish out of the water and then 
hug them gently, caressing and keeping their catch close 
to their chest, until the fish stops breathing. Shot in 16mm, 
these long scenes allow the viewer to experience feelings 
of solidarity, empathy, and sensuality, as well as violence, 
domination, and benevolence. In dialogue with Andrade’s 
body of work around Brazilian identity, labour issues, 
and race and class struggles, The Fish is an invitation 
to reset the balance between Man and Nature, as well 
as between the observer and the observed.

En garde by John C. Welchman

1.
One of the key operating parameters for (Le Plus Objet 
des Objets) is stealth. While the event was announced 
in a formal invitation in January 2020 as the last in a 
cycle of four associated performances some weeks 
after the opening in October 2019 of an exhibition at the 
Zadkine Museum in Paris (‘Instant de la Matière’), no 
further information about it was posted. There was no 
associated wall text or handout; and during the ensuing 
event the artist herself did not directly enter the space. 
Visitors could see no stage or perform ers—nothing that 
pointed to anything answering to the event; no visible 
trace, in fact, of something that to all appearances 
seemed not to be taking place. Visitors were only alerted 
to the possibility that they had been unwitting participants 
in, or witnesses to, the event when they left the space 
and were given a numbered and stamped slip of paper 
attesting to their presence and imbrication in whatever 
it was that had transpired. This Accusé de Participation 
functions, simultaneous ly as a receipt and attestation, 
but also—as both the French original and its English 
translation suggest—as a means of accusation.
But more than stealth, the action was subject to plau-
sible deniability, as the officers of the museum and 
the exhibition’s curator, brushed-off or deflected any 
inqui ries about the event and seemed—or claimed—to 
have no knowledge about it. Stealth, redundancy and 
deni ability thus combined to frame the event as a kind 
of fraud or deception; or the very least, a secret of some 
kind ordained by a non-disclosure agreement that was 
itself undisclosed.

2.
Katya Ev’s set-up replaced and augmented all of the 
invigilating and supervisory staff who would normally 
work at the reception desk, the security station outside 
the galleries and, as attendants, in the exhibition gal-
leries themselves. Normally numbering around half a 
dozen, for her opening night event, Ev commissioned 
eleven performers, camouflaging them in plain sight in 
the same kind of casual-smart attire that their opposite 
numbers in real life might have worn; and effectively 
replicating their “standard” age and gender profiles. 
From within these disguises, however, the surrogate 
protagonists represented a cross-section of individu als 
chosen because of their capacities to simulate, or der 
or even control the rhetoric of exchange associated 
with a public situation: some were theat rically-trained 
actors or performance-seasoned musi cians; and the 
group included the head bouncer from an underground 
techno-music club and a dominatrix.
The artist’s careful selection of “actors” offered partial ly 
to preempt the concept of a performance directive. She 
relied on a number of key capacities, orchestrated by 
a combination of personality and profession, includ ing 
the ability to instruct or command in ways that were 
not ostentatious or conspicuous; an awareness of the 
formality, ritual and politesse of the museum space, so 
that the actors could inhabit the protocol of a guard, using 
a plausible repertoire of gestures and phrases associated 
with the function. But effective simulation of museological 
normality was at the same time overcod ed by action 
mandates that subtly flouted or exceed ed this basic 
framework of reference by recourse to a manner that, 
as the artist puts it, “would be delicately subversive, or 
absurd, or inadequate.” By way of in structions that might 
be mildly contradictory, or repet itive, or accompanied by 
gestural or linguistic accents that somehow exceeded—
but only in small incre ments—the visitor’s threshold of 
expectation or aware ness, Ev sought to precipitate and 
unravel the coercive constitution of art-denominated 
institutional space.
The “training” of the performers was a kind of inter-
active seminar predicated on “rules of engagement” 
that emphasized a number of strategies giving rise to 
a general mode of situation-correlated exaggeration. 
The impersonating guards would respond both proac-
tively and reactively to the social horizons of behavior 
that unfolded around them, interposing facetious even 
ridiculous routines of advice and prohibition sanctioned 
by and drawing on their unquestioned authority. A vis-
itor standing some distance from an artwork might be 
enjoined to “please move closer . . . a bit more, please.” 
When performed seamlessly, this patent reversal of the 
usual injunction in museums to “stand back” and “keep 
your distance” might itself appear completely normal; 
and reluctant viewers would—unselfconsciously—find 
themselves in compliance. Ev marshalled an array of 
these control conditions: the nature and direction of 
viewer itineraries; behavior modifications; and a spate 
of cautions and warnings. Each was enacted and de-
livered by drawing on the resources of authority and 
conviction vested in the vocational arbitration of pro-
fessional invigilation and secured by unquestioning 
public sanction.

3.
(Le Plus Objet des Objets) addresses the opacity, ar-
bitrariness, and secrecy of the rule-governed orches-
tration of museum or gallery space. It foregrounds the 
over-riding mechanism of control by which these zones 
are ordered and disciplined: that of surveillance. To this 
end, it magnifies and italicizes the consequences of 
the coercive regimen by giving rise to counter-mand ing 
episodes fraught with humor, parody, contradiction and 
even intimations of punishment. Above all the project 
reveals the contours of the manufacture of con sent 
by way of conformist obedience—a declaration more 
remarkable because most of the museum-going public 
would never imagine that their volition could be short-
circuited or deferred.
At the same time, the title, (Le Plus Objet des Objets), 
borrowed from Gilles Deleuze, points to the nesting of 
objects within hierarchies or groups; and, beyond this, 
to the defining relationality between subject and object. 
By foregrounding the structures that underwrite and 
manage social objectification within the museum as a 
system of objects, Ev points to a fundamental trans-
mutation between orders of identification as objects 
are consumed by tactical subjectivities; subjects are 
objectified by routines of surveillance; and the event 
itself inhabits its invisibility by way of transgressions 
transacted through covert masquerade.

John C. Welchman is professor of art his tory, theory and 
criticism in the Visual Arts department at the University 
of California, San Diego. His most recent pub lications 
include the first two volumes of his collected writings: 
Past Realization: Essays on Contemporary European Art 
(Sternberg, 2016) and After the Wagnerian Bouillabaisse 
(Sternberg, 2019); Catching Mayhem by its Tale, vol. 
2, Paul McCarthy: Caribbean Pirates (Hauser & Wirth, 
2019); Tala Madani: Shit Moms (Vienna Secession, 
2019); and the monograph, Richard Jackson (Hauser & 
Wirth, 2020). He is also editor of On the Last Afternoon: 
Disrupted Ecologies and the Work of Joyce Campbell 
(Sternberg, 2019).

18. Jonathas de Andrade, O Peixe (The Fish), 
2016, video, 37min 6sec, 16mm transferred to 2K, 
sound stereo, 16:9. 

19. En garde, text by John C. Welchman, 2020, 
about Katya Ev’s infiltrated performance, (LE PLUS 
OBJET DES OBJETS), 2019, commissioned by 
Musée Zadkine, Paris, France for the exhibition 
‘Instant de la Matière’ curated by Azad Asifovich.
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Cat. From Scratch to Scratch, KASK 
(BE), John C. Welshman, ‘En Garde’
2019

https://www.katyaev.com/john-welchman-en-garde


Jozefien Van Beek, Dode konijnen, kapitalisme en feminisme, De Standaard (BE)

https://www.standaard.be/cnt/dmf20210114_98155012?&articlehash=1C42725E02DFA9375F3B5C856A9F2DA5EE40F270EA111AAFED2EB62E5283B44E1929145C5EDCD9E2E2E22E59587FE7051EBAF19F9E75E7F9EAAD9204AA0ADBC2


HLN (BE), Rutger Lievens, Performancekunst met blauw zwaailicht vraagt aandacht voor zwaar getroffen cultuursector, 2021

https://www.hln.be/aalst/performancekunst-met-blauw-zwaailicht-vraagt-aandacht-voor-zwaar-getroffen-cultuursector~af0c6fa9/?fbclid=IwAR1hKEAd_JgFRERCJZoM6I0wLFB8bWbKIlvOsMOLQgs2nqt_Cxqlf7d63Ms


EXPO   9 – DECEMBER 15, 2019

International symposium as an exhibition space for visual arts
PRACTICAL INFORMATION

Friday 13/12 in UFO (Sint-Pietersnieuwstraat 33 9000 Gent) from 7.30 pm to 10.30 pm.  
Saturday 14/12 and Sunday 15/12 in Zebrastraat (Zebrastraat nr 32, 9000 Ghent) from 9 am to 7 pm.  
You can register for the symposium via https://webappsx.ugent.be/eventManager/events/Arbeidendemocratie .  
More info on crescendo-s.eu/nieuws and facebook.com/events/389509278594210

Anyone who sees someone walking down the street with a police flashing light in the late a ernoon of Friday
December 13, sees a moment from a performance by the Russian artist Katya Ev. Twelve people then walk from all
corners of Ghent to the main auditorium of Ghent University, where a symposium starts at 7:30 am with fascinating
dialogues from 3 perspectives (economic, identity and city) with, among others, the Greek economist Yanis
Varoufakis.

The theme of the symposium is 'Labour and Democracy'. It was initiated by two friends, the Ghent emeritus
professor of anthropology Rik Pinxten and Jan De Tremerie. It is organized by Crescendo-S in collaboration with 't
Zal Wel Gaan, Ugent, the city of Ghent and DIEM25. Pinxten asked M HKA director Bart De Baere, a fan of his, to
complement the symposium with a visual art section. De Baere invited three artists, the Russian Katya Ev (ekaterina
vasilyeva), who knows Ghent well as a resident of the HISK, the Ukrainian Alevtina Kakhidze and the Greek Danae
Stratou. They each make performative and socially oriented work in very different ways. The outcome is a fusion of
symposium and visual art.

Katya Ev's contribution is a concentrated version of her performance Augenmusik , which took place in 2016 in Paris
while the terrorist attacks were still reverberating there, as an image of urgency. She had twenty-four performers

(c) Katya Ev, (c) photo Mathilde Geldhof / Camille Le Chatelier

HEART

HART Magazine (BE), Internationaal symposium als ten-
toonstellingsruimte voor beeldende kunst, 2019

https://hart-magazine.be/expo/internationaal-symposium-als-exporuimte-voor-beeldende-kunst?fbclid=IwAR3Dz_NpS23WKeZOgnUFbhJrmRZw53RFsP51jHpk2h0cbAeBOWX89YfpgTs
https://hart-magazine.be/expo/internationaal-symposium-als-exporuimte-voor-beeldende-kunst?fbclid=IwAR3Dz_NpS23WKeZOgnUFbhJrmRZw53RFsP51jHpk2h0cbAeBOWX89YfpgTs


CULTUUR

N
a haar plotse overlijden vorige zomer prezen
medestandsters haar ‘onverschrokkenheid’ en
haar ‘kwetsbaarheid’, twee eigenschappen die

ze omschreven als ‘machtige wapens tegen het
onrecht’. De Oekraïense Oxana Shachko, medeopricht-
ster van de militante feministische groepering Femen,
werd amper 31. In 2014 had ze de groep verlaten en
was ze haar land ontvlucht als opgejaagd wild. Ze
vond asiel in Frankrijk en vestigde zich in Parijs, waar
ze zich toelegde op een oude liefde, het schilderen
van iconen. Curator Azad Asifovitch presenteert er
een tiental in de expo Over my (dead) body, aangevuld
met sculpturen van Katya Ev en tekeningen van Sofie
Muller. Op de smartphone toont hij me Shachko’s
allereerste icoon, gemaakt toen ze negen jaar was. Een
madonna, helemaal volgens de eeuwenoude regels
van de kunst geschilderd: met tempera, eigeel en blad-
goud op hout.

Op het eerste gezicht lijken de kleine anachronis -
tische iconen die ze in haar laatste jaren schilderde
pure afrekeningen met een diep religieus verleden,
zo heilig schennend en uitdagend zijn ze. Een vrou-
welijke Heilige Drievuldigheid op sneakers speelt
doodgemoedereerd roulette. De naakte Christus aan
het ene kruis vertoont een erectie, de andere gekrui-
sigde is een naakte vrouw (de voorstelling van naakte
martelaressen was absoluut taboe in de iconen -
schilderkunst). De aartsengel Michael van zijn kant
verschijnt gewapend met een kalasjnikovgeweer. 
En sommige provocaties zijn niet eens zo gratuit,
beweert Azad Asifovitch: zo zou de orthodoxe kerk
belangen hebben in de gok- en de wapenindustrie.
Maar Shachko’s stijl is zo delicaat, de uitdrukking
van de figuren zo vroom en zacht, dat het effect uiterst
ambigu is, alsof er aan de snoeiharde satire toch een
oprecht verlangen naar een zuivere religiositeit ten
grondslag ligt, vergelijkbaar met die van
de middeleeuwse iconenschilder Andrej
Roeblev, voor wie Oxana Shachko een
grote bewondering koesterde.

Ook haar landgenote Katya Ev ver-
ontrustte enkele keren de publieke orde
toen ze met Hanna Subovka heel Mos-
kou van noord naar zuid afliep, gewa-
pend met een zes meter lange metalen
staaf, of in Parijs vierentwintig zwaai-
lichten en sirenes van de politie liet mee-

ARTROZE

dragen in een stille optocht. Maar in Over my (dead)
body zorgt Ev met een ingetogen beschouwing over
lichamelijkheid voor een mooie sculpturale aanvulling
bij Shachko’s iconen. Een maag, een nier, een baar-
moeder en een long, licht geabstraheerd, in gips gego-
ten en glad gepolijst, vormen evenveel in het rond
gestrooide organen van een Corps Eclaté. En voor de
kamer van de galerie die vanwege het stucreliëf op
het plafond de bonbonnière wordt genoemd, zocht ze
een geraamte van een bed in Louis XVI-stijl uit. Ze
vulde het met melk, symbool van goddelijke levens-
drank, zuivering en moederschap. Melk is bederfelijk,
wie deze Dôme du Silence bezit, zal regelmatig het bed
moeten verversen.

Sofie Muller sluit naadloos aan bij de onverschrok-
ken omgang met kwetsbare lichamelijkheid en het
gebruik van natuurlijke middelen. Geplaagd door een
hernia was ze lange tijd niet in staat om sculpturen te
maken. Ze tapte haar eigen bloed af voor een reeks
kleine tekeningen op albast. Daarbij vertrok ze van
levende modellen van wie ze in potlood de contouren
schetste en onderwierp die al tekenend aan soms
 hallucinante vervormingen, in een toestand tussen wild-
groei en bederf. Op de getekende lichamen bracht ze
met het penseel bloederige vlekken aan die hun eigen
vorm zochten: grillige landschappen, roodbruin en ook
schimmelgroen door de oxidatie van het bloed. Een
onweerstaanbare drang naar echtheid dreef haar, zo
zei ze. !
Tot 22 juni.

Jan Braet kijkt naar kunst en het leven, in bloei
en verval, zoals de rozen. Deze week de expo
Over my (dead) body in galerie Geukens &
De Vil, Antwerpen.

Door  Jan Braet

De naakte Christus
aan het ene kruis
vertoont een
erectie, de andere
gekruisigde is 
een naakte vrouw.

"
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van Oxana
Shachko,

medeoprichtster
van de militante

feministische
groepering

Femen.

2 9  M E I  2 0 1 9 103  

Knack Magazine (BE), Jan Braet, ‘Over my (dead) body’, 
2019



Cat. The End Of The World, Prato, Italy, 2016
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