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EONA KAK COLWMANTbHAA MALLIMHA
FOOD AS A SOCIAL MACHINE

B dokyce BHMMaHua npoekTa «Ega Kak counanbHasa
MaLUMHa» HaXoOUTCHA 3HaYeHne paboTbl ceTen 06-
LeCTBEHHOr O NUTaHnsa B Hawwm gHun. Celivac, korga
YesIoBEeYECTBO BHOBb OKa3blBAETCA Nepep yrpo3oi
rno6anbHOro KpM3unca, MeXaHn3Mbl nepepacnpege-
NeHns eabl BHOBb BbIXOAAT Ha NepBbii naaH. Jliogm
604TCHA 3a CBOE (hM3NYECKOE CyLLECTBOBAHNE, HAYn-
HaIOT XMUTb NOTPEBHOCTLIO B efe. B aTon cutyaunn ega
CTAHOBUTCHA MEAMYMOM coumanmn3aumm, OHa He MOXET
He paccMaTpuBaTbCs Kak LEeHTPasbHbIA MHCTPYMEHT
NOANTMKKN 1 ynpaBneHnd. M KoHeyHo, 3To ob6ocTpsaeTcs
Ha pOHe ToTanbHOW 60pPbOLI 3@ NOTPEOUTENS B LIESTOM.
M 3pecb 6a30BbIM BOMPOCOM ABISETCH - KTO KOO €CT?
Mebl noTpebutenn NULEBOro KOHBEKepa Unmn Mbl camm
ABMSEMCS NMULLEN AN Hero?

[Onsa CpegHeBomxckoro cdomnuana N'UCU 3aasnen-
Has TeMa OCOBEHHO akTyasibHa B CBA3M C TEM, UTO OH
CO3[aH Ha 6a3e YHMKasbHOro NamMATHUKE KOHCTPYKTU-
BM3ma «Pabpuka-kyxHa» B Camape. B Poccun cheHo-
MeH «PabpUKN-KYXHU», MOYYU PACPOCTPaHEHNE B
1930-e rogbl B CCCP Kak KpyrnHOe MexaHU3MpoOBaH-
HOe npeanpuaTne obLecTBEHHOro nutaHma. C ogHom
CTOPOHbI, 3TO Obl/T TEXHONOMMYECKNN NPOPbLIB C LeNbio
HaKOPMUTb 60/bLUME MacCChl Nlogel, C APYron, OTPbIB
OT IMYHOCTHOI O YK/1a[a XU3HW, CEMENHbIX LLleHHOCTEN.
[py 3TOM «<HaKOPMUTb» O3HaYano eLeé N NPUBUTb
HOBYIO MAEI0 XXM3HEHHOIO NOPSAKa.

B HacToswWwee BpeMs 3Ta TEHAEHUNA TO/IbKO Habupa-
eT 060poThl. OCHOBHbIE MHHOBAaLMW pacrnpeaeneHuns
NULWKM (KaK 1 Apyrux pecypcoB) NOCNeAHEro CToneTus
nexar B nose mexaHmsaumm n peknamsl. Pabpukn no
W3roTOBMEHMIO €Abl U €€ NPOABUXEHUIO B MacC-Me-
Ana cnvnmcb BoeaunHo. Jlioam gomkHbl AOBEPUTLCSA
pekname, npexge Yyem y3HatoT BKyC. Halw npoekT

cam paboTaeT Ha PeK/IaMHbIX HOCUTENAX, B 9TOM €ro
HEOXMOAHHOCTb M XOPOoLLas BO3MOXHOCTb Ananora
CO 3puTenem, KOTopomy npegnaraetca 6ecnnaTHbln
NPOAyKT Tam, rae TPagnuMOHHO MAeT Npogaxa.

Hena KopxoBa, KypaTop npoekra

The project is focused on meaning and significance

of modern public catering networks. Nowadays, when
mankind again faces a threat of a global crisis, food
redistribution mechanisms apparently come to prom-
inence. People literally have to survive, their lives
revolve around need for food. Under these circum-
stances food becomes a medium for socialization and
automatically turns into a central tool of politics and
administration. And obviously total competition for cus-
tomers escalates the situation sufficiently. So the basic
question appears — who eats who? Are we consumers
of some food production line? Or perhaps we are just
food for that conveyor...

The subject seems to be particularly relevant for the
Central Volga Branch of NCCA, because the Branch
was established on the basis of the unique monument
of constructivism — the Factory Kitchen built in Samara
in 1932. The phenomenon of Factory Kitchen appeared
in the USSR in the 1930s as large-scale mechanized
public catering facilities. It was a technological break-
through aimed to feed lots of people, but at the same
time it signified shifting away from private way of life
and family values. Thus, “to feed” also meant “to incul-
cate” a new idea of lifestyle in general.

At the present time this trend is developing even
further. Major innovations in distributing food (as well
as other resources) lie in the field of mechanization
and advertising. Food production and its promotion via
mass media have joined into a single unit. One must
rely on advertising before tasting any food. Since our
project uses advertising media, it provides unexpected
approach and opportunity for a constructive dialog
with the audience: people get free product where
traditionally selling has taken place.

Nelya Korzhova, curator
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TEMA E1bl BCKPbIBAET MHOI'ME TABY

UNHTepBbio KOHCTaHTMHA 3ayennHa ¢ KypaTopoMm BbICTABKU «Efa kak coynanbHas mawmnHa» Hener Kop>xoBori

KoHcTtaHTUH 3auenuH: JleruTuMHbIA chopMaT fEMOH-
CTpaLMM UCKYyCcCTBA Ha OCTaHOBKaxX MMeeT o6paTHYIo
CTOPOHY — 3TO U LleH3ypa, U HE0O6XOAUMOCTb KOHKY-
pupoBaTb ¢ peknamMmoii. Ega B aTom cmbicne — teMa
BeYHOOCTpas U 310604HEeBHas...

Hensa KopxoBa: Oka3anocb, 4To UIMEHHO TemMa ebl
BCKpbIBaeT MHOrmne «taby». B 3Tom rogy kommccmsa no
3TMKE He NponycTuaa NoYT! NOSI0BUHY pPaboT, Npu-
LN0oCh UX nepegenbiBaTb. Henb3s, K npuMmepy, Noka-
3blBaTb OLUMMNAHHYIO KypuLy, HENb34 NOKa3biBaTb CPe3
Msca... [Npn Tom, YTO 3T MecTa Ha OCTAaHOBKax CO3-
AaHbl 4ns Toro, YTo6bl pekNaMnpoBaTb NO 6obLUEN
YyacTu Kak pa3 egy. Ha npaktuke geno o6CTouT Tak,
4YTO ec/n hmpma YTO-TO peKknammpyeT, TO NNaTUT He-
60nbLUOW WTPady, KOTOPbIXA NOTOM MNOKPLIBAETCHA TBOEN
NPUOGLINBLIO. A Mbl HUYErO He PeKNaMUpPyeEM — 3HAYUT,
HaM BCE 3anpeLLleHo.

Konstantin Zatsepin: The legitimate format
of art demonstration at public transport
stop pavilions has the opposite side - it’s
censorship, and the need to compete with
advertising. Food in this sense is a topic
that is ever-hot.

Nelya Korzhova: It turned out that the topic Onbra Kucenéea, «<Engueulade»
of food reveals many taboos. This year the Olga Kisseleva, “Engueulade”
ethics commission banned almost half of

the artworks, we had to make a lot of ad-

justments. You can not, for example, show

a plucked chicken, you can not show a cut

of meat... In the same time these places at

the stop pavilions are created in order to

advertise just the food for the most part. In

practice, the situation is that if a firm adver-

tises something, it pays a small fine, which is

then covered by your profit. But we do not

advertise anything - it means that everything

is forbidden to us.

K3: A 4TO KOHKPETHO 3anpeTu/in NoKasbiBaTb, U KaK B pe3y/ibTaTe USMEHU/TUCb PaboThbi?

HK: CkaxeMm, Onbra Kucenésa nogrotoBmaa KpacuByo CEPUIO CTUAN3aLMA NOA roANaHACKME HaTiop-
MOPTbl. HO Mbl OO He MOr/iM BbiGpaTb HU OAHOM pPaboTbl, MOTOMY YTO FAe-TO B YIr/ly TaM o6A3aTefibHO
cTosna Kakaa-HMbyab OyTbl/IKa UM PIOMKA, @ 9TO cUMTaeTcs nponaraHgon ankorons. Amutpuin BynHel-
rMH caenan BHelwHe coBceM 6e300MaHYI0 BELlb — UCKYCCTBEHHAdA NTUYKa cMamnT Ha xnebe, 06epHYTOM

B LennodaH. OTANYHbBIN NpMMep CNOCOBHOCTN XyAOXHMKA B NpeAeibHO NPOCTOM Matepunane Bbipasutb
OCTPOTY MOMeEHTa. Ty MbIC/b, YTO BCE, YTO Mbl €ANM — HeHacTosLlee, uennodaHoBOE U CaMN Mbl MO3TOMY
He coBceM HacToswme. 9 6bl ero ¢ bocxom cpaBHUNa. CXOXeCTb TYT He B rO/fblX Teflax 1 cago-maso npu-
eMax, @ B caMOM MeTofie Nokasa, Korga Ha YepHOM (hOHe BbICTYMNAlOT Kakne-To CBeTSALMECS M/TI0CKOCTH

N 3puTenb owyulaeT He4YTo TaMHCTBEHHOE U TPeBOXHOeE. Hanpmmep, Lle}'I}'IOCbaH HAaNnoOMUWHaEeT CNN3NCTble
060/104KN KaKne-To.



9 THE THEME OF FOOD UNCOVERS MANY TABOO

Konstantin Zatsepin interviews the curator of the exhibition «Food as a social machine» Nelya Korzhova

KZ: And what exactly was forbidden to show, and how did the artworks change as a result?

NK: Say, Olga Kisseleva prepared a beautiful series of stylizations for Dutch still life. But we could not
choose a single job for a long time, because somewhere in the corner there surely was some bottle or
glass, and this is considered a propaganda of alcohol. Dmitry Bulnygin made outwardly quite innocuous
thing - artificial bird sits on bread wrapped in cellophane. An excellent example of the ability of the artist

to express the urgency of the moment in extremely simple material. The idea that everything we eat is not
real, cellophane, and we ourselves are therefore not quite real. | would compare it with Bosch. Similarity
here is not in bare bodies and BDSM receptions, but in the method of display, when some luminous planes
appear on a black background and the viewer experiences something mysterious and alarming. For exam-
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ple, cellophane resembles mucous membranes of some kind.

Mnun ween XeHpUK SKeccmo, KOTOpbIA Ha nocnegHemi
Lnpsesckon 6ueHHane BbICTaBisan 0O6beKT — rnasa,
rnagswme n3 Tapenku. 9 nonpocuna ero caenatb Ta-
KOW e 06pas v ANs OCTaHOBOK. Thbl CMOTPULLL Ha ey,
a oHa Ha Teb4. Ewe nHTepecHo, kak 9Keccmno BbIBEN
TEMy — nNopummn, BeAb coumanbHasa MallnHa npeano-
naraet nopunoHHoe notpebneHne. Bc&, 4to Mbl egnm,
y>XXe KeM-TO 3apaHee noacunTtaHo. M Mbl B TOM Ync-
ne. 21y paboTy TOXE «3ape3ann», Kak 3CTeTUYeCKn
HEeNpUeMeMyto - Heflb35 NOKa3blBaTb OTAE/bHbIE
opraHbl YenoBeka... Ero, bynHbeirmHa n ®anbkosy Mbl
nokasann Ha 3abope PabpUKU-KyxXHU. A BUXY B 3TOM
W paclUMpeHne BbICTaBOYHOro hopmaTta 1 Npamyto
CBfI3b C NepBbIM NpeanpusaTMeM aBToMaTU3MPOBAHHO-
ro NUTaHus, Kaknm Bbina Pabpurka-kKyxHa. ns MeHs

B 9TUX paboTax BCE Xe HaMHOro 60sibLle oMopa, Yem
HeraTma. XoTsl He/b3s HE NPU3HATb, YTO CErogHa B
LLe/IoM y BCEX aBTOPOB TeMa efibl CONpPsiXXeHa C TPeBO-
roin.

Or Sweden artist Henrik
Ekesioo, who exhibited an
object at the last Shiryaevo
Biennale - eyes looking from a
plate. | asked him to make the
same image for our exhibition.
You look at food, and it looks at
you. Another interesting thing

is how Ekesito6 comprehended
the topic of portioning, because
the social machine assumes
portion consumption. Every-
thing that we eat has already
been calculated by someone.
Including us. This artwork was
also banned as an aesthetical-
ly unacceptable - one can not
show individual human organs...
We showed artwors by Ekesioo,
Bulnigin and Zoya Falkova on
the fence of the Factory-Kitch-
en. | see this situation as an
extension of the exhibition for-
mat and a direct link to the first
automated food factory, which
the Factory-kitchen itself was.
For me these works still contain
much more humor than nega-
tivity. Although we must admit
that today, in general, the theme
of food among the authors is
associated with anxiety.



Pa6oTta CrechaHo bepramo numeet gBa BapuaHTa.
MNepBbI He NponyCcTUNK U3-3a8 0OOHAXEHHOIO Topca
HenTyHa. Mpun TOM, 4TO TOPC 3TOT LUMPOKO N3BECTEH.
OH BXOAMUT B U3BECTHYIO KOMMNO3ULMIO hoHTaHa XVI
BEKA, KOTOPLI BO3BbIWaeTcsa Ha naowaan CMHbopumn
BO ®nopeHunn. Flonoro uapsa mopei bepramo «ogen»
B 3e€/1éHble CEMENHbIe NaHTanoHbl B 6eblii FOpoLUeK.
B ntore xygoXHuK 3aMeHn1 OgHY y3HaBaeMyto CKy/lb-
NTYPY Ha APYryO M BPYYU/T €ro B KAMEHHbIE A/1aHN
MopoXeHoe. Mo MbIC/IM XyAOXHMKa, caMa nuLla,
KOTOPYIO Mbl NOTPEBNSEM, B 3HAUUTE/IbHOW CTEMEHN
onpenenseTca HoBbIMU «6oramu» - TpaHCHaLUWOHasb-
HbIMW KOpnopauMamMm NocpeacTBOM MacCOBbIX MapKe-
TUHIOBbIX YCUNWIA.

MepBuyHo MNbep Maono MNMaTTn ToXXe caenan, kaszanocb
6bl, coBepLUeHHO 6e306UaHYI0 PaboTy, OTCbINAloLYO
K Bnbnun, c Bonpocom “Ckonbko y Bac xneboB?” Bbl-
BeAEeHHOM B Ha3BaHue. Ho ee He NpuHAMN, Tak Kak 1c-
nonb3yeTcs penmrnosHaa tTeMatnka. B HoBown pabote
Mbep MNaono, yyen cntyaumio o6LLECTBEHHOIO Npec-
CWHra, u caenan TPeBOXHO KpacHbIA Konnax «6e3
Ha3BaHWA», ¢ hoTorpadmamm U3 narepsa «6exeHLUeB».
be3paboTHble sMUrpaHTbl — 3TO MOsIoAble, NOSHble
XXM3HW NOAU, KOTOPbIE BbIHYXAEHbI TAHYTb PYKWU 3@
MUEN BMECTO TOro, YTOObI caMmnM €€ 3apabaTbiBaThb.
OHWM BbIHY>XAEHbI XXNTb HA NOCOOME N CTAHOBUTBLCS MO-
npoLakamMm y CUCTEMbI, <MUIOCTb» KOTOPOW B Nt060I
MOMEHT MOXET McyepnaTbCA.

The artwork by Stefano Bergamo has two versions. The first of them was banned because of the naked tor-
so of Neptune. Although this torso is widely known. It’s a part of the famous composition of the fountain of
the 16th century, which rises on the Piazza della Signoria in Florence. The naked king of the seas Bergamo
«dressed» in green family trousers in white peas. As a result, the artist replaced one recognizable sculpture
with another and handed it to the stone hand ice cream. According to the artist, the food we consume is
largely determined by the new «goods» - transnational corporations, through mass marketing efforts.
Primarily Pierre Paolo Patti also did seemingly quite innocuous work referring to the Bible with a question
“How many breads you have?” put as a title. But it was not accepted due to the use of religious theme. In
his new work Pier Paolo took into consideration the situation with public pressing and made a disturbing
red collage with images from the refugee camp, “Untitled”. Unemployed emigrants, young people full of
life - are forced to stretch their hands for food instead of earning it themselves. They are forced to live on
welfare and become beggars from the system, whose «mercy» can at any moment be exhausted.



CrechaHo Bepramo, «good.ne(p)t»
Stefano Bergamo, “good.ne(p)t”
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Buto Maue, «Jloxka - nyna»
Vito Pace, “Spoon - bullet”
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An astonishing story happened to Volodya Potapov - his first artwork was called «Vertical» and depicted pieces of
bread that rot from top to bottom. It was predictably banned due to its title. The artist made another artwork, with a
refrigerator with prohibiting sign inside, but it was also banned, since there are recognizable packages of milk and
other products. As a result he came to the image with a palette in the form of a frying pan.

Oleg Elagin had to remake his “New media - new food” work. The first version was shiftedd off from show because
of authors’ use of a sceleton - a mobile app character.

Finally, Vito Pace, an author who truly loves and understands the format of the street. With him we worked a lot in
the art format at the public transport stop pavilions. His first artwork was called «Spoon-bullet» — is a golden spoon
in which lies a golden bullet. It was banned as an image of weapon. Then he did the artwork with two wine glasses,
one filled with wine, the other with ketchup, which, again, was regarded as the notorious advertising of alcohol. Still
in the end, he returned to the idea with a spoon, a spoon from which gold was «scraped».

YauButenobHasa nctopusi npomnsouusna ¢ Bo-
nopewn lNMoTtanoBblM — nepBas ero padoTta
Ha3blBanach «BepTtukanb» 1 nsobpaxana
KyCOuYKM xs1ieba, KOTOpbl€ 3arHMBatoT OT
BEPXHEro K HMXHeMy. PaboTy npeackasyemo
CHS/IN U3-3a Ha3BaHUA. XyQOXHUK caenan
Opyryio paboTty, C XONOAUbHUKOM, BHYTPU
KOTOPOro HaxoamTcs 3anpeLuatowmnii 3Hak,
HO ee TOXe He NPOoMyCTU/N, MOCKOMbKY €CTb
y3HaBaeMble YNakOBKM MOIOKa 1 ApYyrux
npoaykToB. B ntore oH npuwen kK o6pasy ¢
naanTpoi B BUAE CKOBOPOLOKM.

Onery EnarvHy npuwnock nepegensiBatb
“HoBble meaua - HoBada ega”. MNepBbli
BapuaHT Obl/1 CHAT C MOKa3a, Tak Kak aBTop
Mcnonb3oBasn B paboTe cKeneT - NePCOHax
M3 MOOUNBLHOIO MPUMTOXEHUS.

Hy n HakoHey Buto MNMade, aBTOp, KOTO-

pbI NIOUCTUHE NOOUT U NOHUMAeET hopmaT
ynuubl. C HAM Mbl MHOTO paboTanu B hop-
MaTe MCKYyCCTBa Ha ocTaHoBKax. NepBas

ero paborta HasbiBanach «JIoxka-nyns» - B
30/10TON NOXKE NeXUT 3o010Taqa nyns. Eé
ybpanu ns-3a sanpeta Ha nsobpaxeHue
opy>xwus. NNoTom oH caenan paboTy ¢ ABYMS
dhyxepamu, ognH HanoIHEH BUHOM, APYroWn
KeTYynoMm, 4To, ONATb-Takn, Obl/1I0 PaCLEHEHO
KaK npecnoByTaqa peknama ankorons. B koH-
Lle OH BCE Taku BEPHY/ICH K Uee C JTIOXKOMN,
NNOXKOW C KOTOPOI ob6rnagann 3010T0.



K3: BbicTaBKa Ha3biBanacb «Ega kak couu-
anbHas MawwuHa». MawunHomn yero, Ha TBOM
B3rnsf, CNYXuUT eaa ceivac?

HK: MawwmnHoi, Bnustowen Ha nepBuYHoOe
cylwecTBoBaHue ntogen. A choopmar BCTpe-
UM C NICKYCCTBOM Ha OCTaHOBKE U3MeHS-

€T caMOooLLyLLEHNe B FOPOACKOW cpefe,
HacTpoeHMe YennoBeka. Mbl C COBETCKNX
BpPEMEH, nasa no ynuue, NpuBbIKAN BUAETb
MHOXECTBO 3anpeTuUTe/IbHbIX 3HaKoB. A
34€eCb Thbl BUAWLLb 3HaKW, KOTopble Tebe
OTKpbIBAIOT 30HY cBO6OAbI. Jlloan obpaliatoT
Ha HWX BHUMaHWE, NOTOMY YTO 3TO MCKYCCTBO
CBSI3@HO C UX peasnibHOM Xun3Hbto. Cenyac

HE COBCEM MOHATHO, YTO MOXXHO FOBOPUTb,

a 4uto Hesnb3s. [laxe B COBETCKOM COoto3e
cutyaums 6bina 6onee npospayHon. MNoHu-
Manu, Hanpumep, YTo Tbl PUCYyeLlb NOPTPETHI
JleHvHa 3a geHbru, Ho gaxke TBOW Havanb-
HUK cebe Ha gady 3Toro JIeHnHa He NoBecCwuT.
OTO BCE MOHUMANK, Ha BCEX YPOBHSAX. A
cervac 60/blUasg HENPOroBOPEHHAas 4acTb
ocTanacb BHyTpu obulectBa. Ega nepecra-
na 6bITb TBOUM TUYHbIM, COOCTBEHHbIM U
npoBepeHHbIM. NoyeMy paboTta BynHbirun-

Ha TporaeT? [ToTOMy YTO OHa NOKas3bIBaeT,
KaK B CTPALLUHOM CHe, YTO BOT Thl MAELb MO
rnagkor NOBEPXHOCTU, @ BCE MOXET PYXHYTb
— MIHOBEHHO 1 pa3oMm. Thbl He foBepSELlb
TOMY, YTO Tbl €Wb. Tbl MOHMMaELLb, YTO TeO4
Kak Obl «rOHAIOT MO pefbcam» cynepMapke-
TOB. My>Xy MOeli eBpOMNenCcKOm 3HaKOMOW
npeanarany XopoLUnii KOHTPaKT B O4HOM
HecTtonnyHom ropoge CLLUA. A oHV roBopsT:
He noegem, NOTOMY YTO 3HAEM, B 3TOM MecTe
O4YeHb MHOIO fIIOAEN C OXXUPEHMNEM, XOTb UX
TO/IEPAHTHO Ha3bIBaOT «60NbLUNMU> NOAb-
MU, HO TSXKESI0 XUTb Cpean Takoro «6o/b-
HOro» obLectea. Ml Bce MOHUMALOT, YTO 3TO
nnoabl NMLWLEBOrO KOHBEWEPA, B KOTOPbIN
3Tn 6egHarn nonanu. 34ecb-To U BCKPbIBa-
€TCS1 OFPOMHbIi KOMT/IEKC BOMPOCOB U MPO
akonoruio, n 6opbOy 3a NpaBa YenoBeka u
T4. U 9Tux niogen yxe He BO3bMYT B «00e-
CMeYeHHbIN» MMP MO BHELIHUM NPU3HaKaM:
«HE MO TYCOBKE» BbIr1a44T.

KZ: The exhibition was called «Food as a social ma-
chine.» The machine of what, in your opinion, is the
food now?

NK: Food is the machine that affects the primary ex-
istence of people. And the format of meeting with art
at the street changes the self-awareness in the urban
environment, the mood of a person. We have been
accustomed to seeing many prohibitive signs since So-
viet times, walking along the street. And here you see
the signs that open you to a zone of freedom. People
pay attention to this, because this art is connected with
their real life. Now it’s not entirely clear what you can
say and what you can not. Even in the Soviet Union,
the situation was more transparent. You understood,
for example, that you are painting portraits of Lenin for
money, but even your chief will not hang this Lenin at
his dacha. Everyone understood this, at all levels. And

Bnagumup Mortanos, «Beptukanb»
Vladimir Potapov, “The vertical”
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now a large unspoken part remained inside
the society. Food has ceased to be private,
personal and proven. Why does Bulnigin’s
artwork affect you? Because it shows how, in
a terrible dream, that here you are walking
on a smooth surface, and everything can col-
lapse - instantly and at once. You do not trust
what you eat. You understand that you are
kind of «chasing the rails» of supermarkets.
My European friend’s husband was offered a
good contract in one non-capital city of the
USA. And they say: we will not go, because
we know that in this place there are a lot

of people with obesity, although they are
tolerantly called «big» people, but it’s hard to
live among such a sick society. And everyone
understands that these are the «fruits» of the
food conveyor, into which these poor fellows
fell. This is a point where a huge complex

of questions about ecology, and the strug-
gle for human rights, etc., is revealed. And
these people will no longer be taken to the
«secured» world by external signs: they don’t
look «in the mix».

JNeina KapunoBa, «100% ka4yecTBo»
Leila Karipova, “100% quality”



K3: CumBONUYHO, 4TO BbICTaBKa NpoxXoau/a B CTONIETHIO roAOBLUMHY OKTS6pbCcKoi peBonouun. B
1917 roay MHOro4uMc/iIeHHbIE 3anpeThbl B Ky/1bType U coLumnasibHOM XU3HU 6bii NnpopBaHbl. Tenepb, BEK
CNycTS, 3TUX 3anpeToB, KaXeTcH, BHOBb 60/blue, Yem Korga nubo npexge. OTKpbIiBaeT N1 Tema egbl B
3TOM NEepPCneKTUBE Kakne-To No3uTUBHbIE cLueHapun?

HK: MHe kaxeTcs, ceiiyac Mbl HAXOAMMCS B CUTyaLMW OYepeaHoro «NpeaBCcKpbITUS» BCero TabynpoBaH-
HOro, 3anpeTHoro. Migen BHoBb oGHaxatoTcs. B atom 17 rogy, nogaya nuLLmM AyXOBHOM, Tak 4acTo nepema-
NblBaslaCb KOHBENEPOM B/lacTy, YHU(ULMPOBANach, NUWanacb CMbIC/OB....Tak 4acTo Mbl 6bl/IM CBUAETE-
NSIMU MPENOH MeXxay aBTOPOM 1 3puTesieM — 3anpeTa (hUIbMOB, FOHEHUs Ha TeaTpbl... O6Las atMocdepa
TOTa/IbHOrO KOHTPO/IS ry6uTeNnbHa, He TOMbKO A/ 3putens. BHyTpeHHSAs LeH3ypa pasbedaeT MHCTUTYLUN,
ABTOPOB. ¥Y>XXaCHO BUAETb, KaK GbICTPO BOCCTAHAB/IMBAOTCS 3a0bIThle CTPaxu, Kak (hopMrpyeTcs yayL/m-
Bas cpefa CaMOKOHTPO/IA. Ho, Kak FOBOpUTCS, «<HOUYb TEMHA Nepef caMbiM paccBeToM». Koraa xenaHve
BbICKA3aTbCs C/INLLIKOM A0NT0 NOAaBAsSeTCs, BbiCKa3blBaHME B UTOre o6peTaeT 0CoBYI0 KOHLEHTPaLMIo,
HOBY!O MIOTHOCTb. HanpsixkeHne He MOXeT GbiTb BEYHLIM - B KOHLIE KOHLIOB MPYXWHa BbINPSMUTCS.

KZ: It is symbolic that the exhibition was
held on the centennial anniversary of the
October Revolution. In 1917 numerous pro-
hibitions in culture and social life were bro-
ken. Now, a century later, these prohibitions
seem to be again more than ever before.
Does the topic of food open any positive
scenarios in this perspective?

NK: It seems to me that now we are in the
situation of the next «pre-opening» of all the
tabooed, forbidden matters. Ideas are crop-
ping out again. In this year of 2017, the supply
of «spiritual food» is so often grinded by

the conveyor of power, unified, deprived of
meaning... We so often witnessed obstacles
between the author and the viewer - the ban-
ning of films, the persecution of the theatres
... The general atmosphere of total control is
disastrous, not only for the viewer. Internal
censorship corrodes institutions, authors. It’s
terrible to see how quickly forgotten fears
are restored, how the suffocating environ-
ment of self-control is formed. But, as they
say, «the night is dark before dawn». When
the desire to speak out is suppressed for
too long, the utterance eventually acquires
a specific concentration, a new density. The
tension can not be eternal - in the end the
spring will straighten.

Oner EnarvH, <HoBble Meauna - HoBas ega»
Oleg Elagin, “New media - new food”



Mbep Maono Marttuy,

«CKonbKo y Bac xne6os?»
Pier Paolo Patti,

“How many breads you have?”
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FOpun Anb6epT, «CornacHbl M Bbl...»
Yury Albert, “Do you agree...”

Do you agree with the assertion that
well-fed only people need art?

c¢oTorpacdums npegocraBneHa komnaHuen «Russ Outdoor»
photo by “Russ Outdoor” company
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COornacHbl N1 Bbi €
VIBEN:KACHUEM,
UT0 UCRYCCTBO
HYHO TONbKO

CbITbIM?
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MurHoH ABnop, «<CMOTPETb MOXHO - TPOraTb He/lb3A»
(«CnaceHO KONOKO/OM>)

Yinon Avior, “You can look but you can’t touch”
(“Saved by the Bell”)

Within restaurants there is a strange interior design
phenomenon: placing big aquariums at the dining
area which sometimes contain the food itself (lobsters
for example). The marine animals are killed accord-
ing to the guests wishes in order to emphasize their
freshness. This strange act inspired me to document
different restaurant’s aquariums, where sometime the
animal is a decorative element and sometimes it is a
potential dish.

BHYTpW pecTopaHHbIX MHTEPLEPOB €CTb CTPaHHbIN 3CTETUYHECKUI (heHOMEH: B 06e4eHHO 30He CTOUT
60/bLLUIOK akBapuyM, BHYTPN KOTOPOIro, HAXOANTCA COBCTBEHHO efa (CBexune nobcTepbl, HaNnpuMep). DTnx
CyLLecTB yOMBAIOT B peaslbHOM BPEMEHMU, YTOObI MOAYEPKHYTb UX CBEXECTb. DTOT CTPAHHbIN akT nodyaun
MEeHSA OKYMEHTUPOBATb pa3Hble akBapuyMbl B pecTtopaHax. Pbiba 0AHOBPEMEHHO SBSETCA U AeKopaTuB-
HbIM 31EMEHTOM W NOTEHLManNbHbIM 6/11040M.

c¢oTorpacdums npegocraBneHa komnaHuen «Russ Outdoor»
photo by “Russ Outdoor” company
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“Control oil and you control nations; control food and
you control the people”: these were the words of Hen-
ry Kissinger, former US Secretary of State. In fact the
CTeraHo Bepra MO, food is, along with water, essential to the survival and
e 2 therefore at the top of the pyramid of human needs.
QOOdone(p)t No human being can live without it, but the kind of
food we consume is largely decided by multinationals
Stefano Berga mO, through massive marketing efforts that influence the
e 9 food culture, trends and choices of the end consumer.
QOOd.ne(p)t In this way food becomes a status symbol and one
of the main factors of social discrimination: it is glam
vegan food, it is fashion the wine bar or the Zone diet?
It means that food creates a style, a way of being and
socializing with our own kind fellows. Ludwig Andreas
Feuerbach asserted that “ we are what we eat” and,

KoHTponupys HethTb, Bbl KOHTPOIMPYETE HaUMW; KOHTPONIMPYS eay, Bbl KOHTPONUPyeTe NioAaeis»: 3To cnosa [feHpu
KncenmHpxepa, 6biBwero roccekpetapsa CLUA. Ega, Hapsagy ¢ Bogon, Heo6xoamMMa A9 BbKMBaHUS W, Cie4oBaTesbHO,
pacnosfioXXeHa Ha BEPLUMHE NMpamMuabl HeNoBeYeCKMX NOTPeOHOCTEN. Hn 0anH YenoBeK He MOXET XUTb 6€3 Hee, HO
TOT BMA NMULLK, KOTOPbIA Mbl MOTPeOSEM, B 3HAUYNTE/IbHOM CTENEHN OnpeaenaeTca TpaHCHaUMOHanbHbIMM Kopnopauu-
MW NOCPEACTBOM MACCOBbIX MAPKETUHIOBbIX YCU/UIA, KOTOPbIE BAUSIOT Ha KyNbTypy, TEHAEHLMM U BbIOOP NPOAYKTOB
KOHEYHOro notpedutens. Takum o6pa3om, NuLLa CTAaHOBUTCH CUMBOJ/IOM CTaTyCa U OAHMM U3 OCHOBHbIX (DAaKTOPOB CO-
LManbHON ANCKPUMMHALMK: 3TO rIaMypHasa BeretapnaHckas nuia, STo MOAHbIN BUHHbBIA 6ap Uav 30HanbHas gueta’?
DTO O3HA4aeT, YTo NULLa CO3[aeT CTU/b, CNOCOO ObITUSA U KOMMYHMKALUK C HaWnMmK copognyamun. Jlioasur Genepbax
yTBEPXAas, «<Mbl €CTb TO, UTO €41M», N MO3TOMY, KOHTPOMMPYSA €Ay, Bbl KOHTPOMPYETE U KY/bTypy CBOErO BPEMEHM.
9 BbIpa3un 3Ty KOHUENUMIo Yepes ckynbntypy Genius Popoli romani, Takke nsBecTHyto Kak Lare Farnese. 31a ckynb-
NTypa NCKIYNTENTbHOIO PasMepa OTHOCUTCH K pUMCKOI anoxe |l Beka Hawuel 3pbl U XpaHuTcs B HauMoHanbHOM
apxeonornyeckomM mysee Heanons. CkynbnTypa npeactaBnser MOS0OAoro YenoBeka, MaeHTMOULUMpOBaHHOMO Kak
Genius, gyx 3aWmThl Y XWU3HW AN9 PUMAAH, BAINABLUMIA Ha BCE acnekTbl PUMCKOro obwectsa. Crtatyd nepexwuna s3Bbl,
BaHOANM3M, B3PbiBbl, BOWHbI U ronod. CMOXEeT /i UCKYCCTBO n3bexaTb COBPEMEHHOW MHCTPYMEHTaNn3aumm, Kotopas
NPEBPATUT KyNbTypPy B CBUAETENBCTBO NOTPEOAEHNS NULLM, CaMO Byayyn NOAYNHEHHBIM MOPABOLLEHHOM KynbType,
CO3[aHM1I0 KOTOPOWM Crnocob6CcTBOBano?

therefore, if you control food
you also control the culture
of the time.

| represented this concept
through the Genius Pop-

oli romani, also known as
Lare Farnese, a sculpture
of exceptional size from the
Roman era dating back to
the 2nd century AD. now at
the National Archaeologi-
cal Museum of Naples. The
sculpture shows a young
man identified as Genius,

a protective and vital spirit
for the Roman people who
exerted his benign influence
on every aspect of Roman
society. The statue has

survived plagues, vandalism,
bombings, wars and famines.
Will the art be able to escape

the contemporary instru-

mentalization that transforms

culture into a testimonial of
food consumption, becom-
ing itself subordinate to an
enslaved culture that it has

chotorpachus K. 3auiennna contributed to generate?

photo by K. Zatsepin
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AMmutpun BynHbiruH, “ftuua m xne6”
Dmitry Bulnygin, “Bird and bread”

c¢oTorpacdusa A. Anb60KpNHOBOM
photo by A. Albokrinova
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NepmaH BuHorpapos, <E.T.-uHONNaHEeTAHUH»
German Vinogradov, “E.T.-aliens”

Pa6oTta Tak Ha3biBaeTCHA, MOTOMY YTO Ha Hel n3obpa-
>XXEH MHOMMAHETSHWH, Ha yLlax NPUHECLUNIA Ha 3emnto
AKrLa, C KOTOPbIX HaYanacb XXM3Hb MHOMNAHETAH Ha
3emne. E.T. ExtraTerrestrial - BHesemHon. OTyHacT Ha-
BeAHO (hunbMom Cnmnbepra ¢ TakuM e Ha3BaHMEM.
Kopoue, wyTka Ha 3Ty Temy.

The work is so called, because it depicts an alien, on his ears brought to Earth eggs, from which
the life of aliens on Earth began. E.T. - ExtraTerrestrial - extraterrestrial. Partly inspired by the Spiel-
berg film with the same name. In short, a joke on this topic.

c¢oTorpacdusa A. Anb60KpNHOBOM
photo by A. Albokrinova
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Oner EnaruvH, “HoBble meauna - HoBasa ega”
Oleg Elagin, “New Media - New Food”

In the modern information system the Internet acts as
one of the means of publishing and disseminating me-
dia content, along with other information carriers used
by journalists. And now, having woken up in the morn-
ing, a man of the 21st century, along with a tasty and
healthy breakfast, receives his portion of media data.
Unfortunately, as well as his not always useful modified
breakfast, these data are not fresh, altered and manip-
ulative. Also this phrase sends us to the well-known
TOR network (short for The Onion Router) - free and
open software for implementation so-called onion
routing allowing to establish an anonymous network
connection, protected from listening. The author urges
to monitor the quality of the media food used.

“The new media is a new for-
mat for the existence of mass
media, constantly available on
digital devices and implying the
active participation of users in
the creation and distribution of
content”

Russell Neumann, professor at
the University of Michigan

B coBpeMeHHOW MHHOPMALIMOHHON CUCTEME MHTEPHET BbICTYNAaeT OAHUM U3 CpeacTB Ny6mMKaumm n pacnpo-
CTPaHEeHNs MeanakoHTEHTa, HapaBHEe C APYrMMN MHOPMALMOHHBIMU HOCUTENSIMU, MCMOMb3YEMbIMU XXYpPHa-
nmuctamu. U tenepb, NPOCHYBLLMCH YTPOM, YerioBek 21ro Beka HapaBHEe CO BKYCHbIM M MOSE3HbIM 3aBTPaKoM
nosny4aeT CBOKO MOPLMIO Meamna-gaHHbIX. K coxaneHuto, Kak 1 ero He Bceraa nosesHblii MOAMULMPOBaHHbIN
3aBTpak, 3TV AaHHble OKa3bIBAlOTCHA HE CBEXErO, USMEHEHHOIO M MaHUMYNATUBHOIO XapakTepa. Tak Xxe 3T1a
(bpa3a oTchiflaeT Hac K Hebe3bizBecTHoW ceTn TOR (cokp. oT aHrn. The Onion Router) - cBo60gHOE U OTKPbLITOE
nporpaMmMHoe obecrneveHne Ans peanmsaunm Tak Ha3blBaeMoi IYKOBOM MapLUpyTM3auun, No3Bosstowel ycra-
HaB/MBaTb aHOHMMHOE CETEBOE COeAMHEHME, 3alUMLLEHHOE OT NPoCcnyLnBaHns. ABTop paboTbl HACTOATENLHO

npu3biBaeT cnegntb 3a Ka4eCTBOM yn0Tpe6nﬂeM0171 Meguna-enbl.

c¢otorpachua H. ByukuHoi
photo by N. Butskina

«HoBble megna — 3To
HOBbI (hopMaT CyLLECTBO-
BaHWA CPeacTB MAacCOBOM
MHopMaLmn, NOCTOAHHO
OOCTYMHbIX Ha UM POBBLIX
YyCTPONCTBax 1 nogpasyme-
BaloLMX aKTUBHOE y4acTne
nonb3oBaTtenemn B cosgaHmnm
M pacnpocTpaHeHUn KOH-
TeHTa”.

Paccen HovimaH,
npogeccop MnynraHckKoro
yHUBepcureTa
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Nlenna KapunoBa, «OcHOBHbIe NpaBu/ia NnpuemMa nuLm»
Leyla Karipova, “Basic rules for eating”

c¢oTorpacdus K. 3auenmHa
photo by K. Zatsepin

MaTb - cumBON O6LLEN KyNbTYpbl NOTPEBNEHUsd. A
YyesioBeK, B AaHHOM KOHTEKCTe, - pebeHok. MHaneugy
HaBS3bIBaeTCS Ky/bTypa NnotTpebneHuns, hopmMmupyeTcs
€ro nNpeacTaB/ieHne 0 XN3HU NCKYCCTBEHHbBIM METO-
OOM: Yepe3 06LLEeCTBO M ero MHCTPYMeHThI. bonee
petanbHoe yriy6seHne B npouecc hopMUpoBaHNS
NNYHBIX YOEXAEHNI N, KaK CneacTBue, TMYHOro Bbl6o-
pa NocpeacTBOM BANSIHUS OKpYXXatoLwero mupa. Tyt
MO>XHO NMPOBECTN Napasienb C BeraHcTBoM. Kazanocb
Obl - BbIBOPOYHOE NUTaHNE N UCK/TIOYEHME TPaaULNOH-
HbIX ANS YenoBeKa MPOLYKTOB, TaKUX KaK MACO - ero
NUYHbIN BbI6GOP. HO ecnn NnpncMoTpeThbCs,TO CTaHo-
BUTCSA SICHO, UTO BbIOOP 3TOT HE 6blN Obl MPUHAT 6e3
OFPOMHOI0 NOTOKAa HaBA3aHHOK MHdOpMaLMK U3
CMW, aKTMBHO arnTupyoLLEen NCKNIOUYNTb MACO 13
pauMoHa NuTaHus, anennnpysa pasandHbiMKM 4OBOLaMMU
1 haktammn\aprymeHtamm.

The mother is a symbol of

the general culture of con-
sumption. A person, in this
context, is a child. The indi-
vidual is imposed a culture
of consumption, his idea of
life is formed by an artificial

method: through society and

his tools. A more detailed

deepening in the process of
forming personal convictions

and as a consequence of

personal choice through the
influence of the surrounding

world. Here you can draw
a parallel with veganism. It

would seem - selective food

and the exclusion of tradi-
tional products for humans,
such as meat - his personal

choice. But if you look close-
ly, it becomes clear that this
choice would not be accept-

ed without a huge flow of
imposed information from

the media, actively agitating

to exclude meat from the

diet, appealing with different

arguments and facts.
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KAPUMOBA NEUNA



MoxaHHa KapnuH, «B3pocneHme»
Johanna Karlin, “Adulthood”

The project "growing up” is a continuation of the
project "Already leaning”, (showed in the earlier Street
exhibition) which reflected on a global modernity in a
constant transformation. It also affected subjects such
as oblivion, time and dichotomies such as object and
subject.

MpoekT «B3pocneHune» asngetca npogosmxeHnem npoekrta «<Onopa» (yxe
y4yacTBOBaBLUEro B MporpaMMe «Ynuua kak My3ei, My3ei Kak ymuas),
3aneyvaTnesBLero rnobdanbHy0 COBPEMEHHOCTb B MOCTOAHHOM TpaHchopma-
umm. OH TakKe 3aTparmean Takne TeMbl, Kak 3abBEHNE, BPEMSA 1 ONMNO3MLMIO
06bekTa 1 cybbekTa.

c¢oTorpacdusa A. Anb60KpNHOBOM
photo by A. Albokrinova
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Cepren KarpaH, «10 rHeBnuBbix BAloB»
Sergey Katran, “10 Angry BADs”

c¢oTorpacdusa A. Anb60KpNHOBOM
photo by A. Albokrinova
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Onbra KuceneBa, «<HaTiopMopT: NCUXONOrM4eCKMUMn NOopTpeT»
Olga Kisseleva, «Still life: psychological portrait»

The still life of Olga Kisseleva is part of her photographic project “ACCIDENTS” (2010-2011), built around a
number of modern photographic still lifes, each of which is accompanied by a narrative text.

The historical reference of the project to the European pictorial still life of the 17th-18th centuries (Jean Bap-
tiste Chardin, Willem Claesz Heda) is evident thanks to the system of allegories, but Kiseleva still lifes are
read through the modern sign and emotional codes of each composition object.

The project was created in collaboration with a group of Sorbonne researchers, consisting of art historians,
sociologists and writers. At the first stage theoreticians have created a modern vocabulary of symbols.
Then, 49 mini-novels were commissioned by the Parisian writer Elena Vilovich. Each text describes an
event from the life of the artist and is built around several key words from the dictionary. Finally, the artist
created still-lifes, illustrating each story. In accordance with the tradition of the still life of the 17th century,
the objects selected for the still life correspond to the key words of the text.

This fragment tells the story of the creation of the performative project «<How are you?» (1998-2004), in
which Kiseleva asked this question to the public in various cultural and social contexts, in particular within
the framework of the 49th Venice Biennale (1999), and in Tibet, which the artist visited at the invitation of
the Dalai Lama in the same year.

HatiopmopTt Onbru Kuceneeoin aBnsetca 4actblo ee hoTorpadmnyeckoro npoekta «NMPOUCLLUECTBUSA» (2010-

20M), NOCTPOEHHOIr0 BOKPYr psiAa COBPeMEHHbIX hoTorpadmyeckmx HaTioOPMOPTOB, KaXabli N3 KOTOPbIX

COMPOBOXAAeTCA NOBECTBOBATE/IbHbIM TEKCTOM.

McTopuueckas ccbifika NpoekTa Ha eBponenckuii xusonuncHblii Hatlopmopt XVII-XVIII Bekos (K.-b.LLapaeH,

Bunnem Knac Xepa), oueBungHa 6narogaps cucteme anneropuii, Ho HaTlopmopTbl KnuceneBoii NpounTbiBaoTCs

yepes COBPEMEHHbIE 3HAKOBbIE N SMOLMOHAsIbHble KOAbl KaXA0ro 0O0bekTa KOMMNO3ULMK.

MpoekT co3aaH B COTPYAHUYECTBE C rpynnoi nccnegoBateneit Cop6oHHbI, COCTONALLEN U3 UCKYCCTBOBEAOB,

coumonoros 1 nucaTtens. Ha nepBom atane TeopeTnkamm 6bia1 CO34aH COBPEMEHHbIN C/I0Bapb CMMBOJIOB. 3a-
TeMm, 49 MuUHM-HoBENN ObINK
3aKasaHbl NapUXCKOW nuca-
TenbHuue EneHe Bunosuu.
Kaxkablii TEKCT ONUCbLIBaET
COBbLITUE U3 XU3HUN XYLOX-
HULbI U CTPOUTCS BOKPYT
HECKONBbKNX K/THOYEBbIX
cnoB u3 cnoeaps. Hako-
Heu, XyQOXHKLUa co3gana
HaTIOPMOPTLI, UNTIOCTPUPY-
IoLune Kaxayto ncropmto. B
COOTBETCBUM C Tpagmumnen
HaTiopmopTa XVII Beka
06BbEKThI, BblIOpaHHbIE Ans
HaTIOPMOPTa, COOTBETCTBYIOT
K/IOYEBBIM CTIOBAM TEKCTa.
JaHHbIi doparMeHT paccka-
3bIBaeT NCTOPUIO CO3aaHUA
nepdOpMaTMBHOIO NMPOEKTa
KAK EJIA? (1998-2004), B
pamkax kotoporo Kucene-
Ba 3afaBana 3ToT BOMNpPOC
nyo6anke B pasnnyHbIX
KYNbTYPHO-COUManbHbIX
KOHTEKCTax, B HaCTHOCTK B
pamkax 49-in BeHeumaHckom
BueHnane (1999), n Ha Tu-
6eTe, KOTOPbIN Xy4oXHMUA
rnoceTmna B 3TOM Xe rogy no

c¢otorpacdusa K. 3auenuHa npurnaweHuo Janan Jlamebl.

photo by K. Zatsepin
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«HATIOPMOPT:
MCUXONOrMYECKUIN MOPTPET»

TpyoHo npeactaBuTb cebe XU3Hb Ha
Tnbete, ecnu Tbl HUKOIAa TaM He Obln!

MATb TbICAY METPOB HaA YPOBHEM MOPS,
Kucnopopga He xBaTtaet. Kaxable gecarb
LIaroB 9 OCTaHaB/MBAKOCh, YTOObI OTAbI-
lwaTtbcH. B uione tam coBepLIEHHO 3UM-
HAR noroga. Bo3agyx xonopgHblin, neas-
HOl BeTep NpoAyBaeT BbICOKOrOPHbIE
yuwienbs. Jlloan NnTaroTCa rOpPCTKON niue-
HULbI, HO B OCHOBHOM BbIXMBaloT 611a-
rogaps fKy: easT MSACO AKa, Cyn U3 §Ka,
OTBPATUTE/IbHO MaxHyLIne Cbip U Macio
N3 MOJSIOKa KA.

MpoekT “EAa Kak coumanbHaa MawmHa”

MeXayHapoaHas nporpam

STREET-*MUS

yaMua Kak Mysei - My3ei Kak ynuua

OJ1blrA KNCEJIEBA

Tem He MeHee, HECMOTPSA Ha CypoOBble YCNOo-
BMA XW3HWU, HA MOW Bomnpoc «Kak gena?» Bce
NCKPEHHE OTBeYaloT: «XopoLwol», n gaxe o06b-
ACHAOT novemy. OQHOMY XOPOLLIO MOTOMY,
UTO OH TOMIBKO YTO 3aKOH4YM/ MeanTauumio,
APYromy — MOTOMY YTO OH HaXOAMUTCHA B rapmo-
HUW C NPUPOAON, TPETbEMY — MOTOMY, YTO OH
YMTAET MHTEPECHYIO KHUTY.

B KOHeYHOM cyeTe, OKa3sbIBaeTCs, YTo Oyaanii-
CKMM MOHaxaMm Ha TubeTe XmMBeTCaA ropasgo
nydwe, 4yem nocetutenam BeHeumaHckomn
OneHHane, HeXawmMMCa Ha CONTHEYHOW Tep-
pace Ha 6epery CpegmM3eMHOro Mops.

The project “Food as a social machine”

a / international program

STREET

ptreet as museum - museum as street



SauTt Jlanoc,
«JKaxpaa nycrorbi»
Edit Layos,

“Thirst for the Void”

The artwork entitled “Thirst for the Void” is part of a
bigger project started in 2008 when | inherited a case
of 100 years old tools. The original owner of the old
wooden case was a very refined Hungarian wood-
worker and cabinetmaker who had been exhibited
even at Paris World Fair in 1889. The tools were rather
unfit for modern usage but had an utterly noble history
and look, so | started to use them to make a series of
small compositions. Later on | became really passion-
ate about recycling abandoned tools and objects, so

| started to collect them from various sources. These
pieces constitute the base of the present artwork as
well.

Besides the obvious aspects and importance of re-
cycling, | especially value the idea of continuum, the
acknowledgement of eternal transformation. My com-
positions contribute to the infinite history of these tools
and parts when together they gain a new focus and
meaning. To underline the fragility of that moment | do

Pa6oTa, o3arnaesneHHas «Xaxpga lNyctotbi», 9814-
eTcs vacTblo 60/1ee KPYNHOro npoeKkTa, Ha4aToro B
2008 rogy, korga s yHacnegoBana awmk 100-neTHmnx
WHCTPYMEHTOB. MI3Ha4anbHbI BNageney 3Toro cra-
poro AepeBAHHOro yTtapa Obl1 O4EHb YTOHYEHHbLIM
BEHFEPCKUM KPaCHOAEPEBLUMKOM W AaXe BbICTaBNAS-
cs Ha Mapwxckoli BcemumpHon apmapke B 1889 roay.
MHCTpyMeHTbI 66111 Mano NpUrogHbl ANs NCNonb30-
BaHWS, HO UMENN KpanHe 6/1aropoaHYIO0 NCTOPUIO U
BHELLHWI BN, NO3TOMY A Ha4ana co3gaBaTtb U3 HUX
cepuio Heb6oMbLINX KoMnosmuynin. Bnocnegcteum nepe-
paboTka 3a6POLLEHHBIX MHCTPYMEHTOB 1 NPeAMETOB
OYeHb MeHSs yBNeKna, U Hayana cobmpatb X U3 pas-
HbIX NCTOYHMKOB. Bce cobpaHHOe TakxXe cocTaBnsaer
OCHOBY A5 HACTOSLLEro NPON3BeAEHUS.

MoMMMO O04EBMOHBLIX aCNEKTOB 1 BAXHOCTU nepepa-
60TKN, 4 OCOBEHHO LIEHIO MAEID KOHTUHYYMa, NpU3Ha-
HMe BEYHOU TpaHchopMaumm. Mom koMnosnumm cno-
CO6CTBYIOT 6ECKOHEYHOW NCTOPUN STUX UHCTPYMEHTOB
W yacTen, Korga BMecTe OHM NpruobpeTaloT HOBbI
hoKyC 1 cMbicn. YT0OblI NOAYEPKHYTb XPYNKOCTb 3TOr0
MOMEHTa, 9 He (PUKCUPYIO N HE CBapMBalo BELUM, a
CKOpEEe COXPaHso BO3MOXHOCTb AEMOHTUPOBATL UX B
nob6oe BpeMd. [1osToMy KOMNO3MLMK B BOMbLUMHCTBE
CNy4yaeB OCHOBAaHbI HA OYEHb TOHKOM (hU3NYECKOM
paBHOBECUMN.

KoHkpeTHble npon3BeaeHns AN BbiCTaBku «<Ega

KakK coumanbHasa MallmHa» o3arfaB/ieHbl CTPOKOM 13
ctnxotBopeHna boanepa «XKaxpga NycToThi»: «A Bugen
MUP U BCE, YTO B HEM / 1 1 OO/bLLE He ULLY B HEM
ybexuia.

not fix or weld these pieces

together, | rather keep the
possibility to dismantle
them anytime. Therefore
the compositions are in
most of the cases based
on a very subtle physical
equilibrium.

The particular artwork
attached here was final-

ized following the theme of
‘Food as a social machine’
and is entitled after the
poem of Baudelaire, ‘Thirst
for the Void’.

Instead of revealing the
connection of the artwork
with the guiding theme, |
rather end with two lines
from Baudelaire’s poem:
... 've seen the world and
everything that’s in it, And

I no longer seek in it for
shelter...

coTorpacua A. Anb60KpUHOBOM
photo by A. Albokrinova
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NMbep Maono MNarrn,
«be3 HazBaHuaA»
Pier Paolo Patti, “Untitled”

Temoi paboThbl ABNAETCS efa OAHOBPEMEHHO B 3Ha-
UEHUSIX «pa3denenHns» n «nnweHnsa». Nocnegosartens-
HOCTb KaJpOB B34Ta M3 CbEMKM B narepe 6exeHueB U
n3obpaxaeT pacnpeneneHne eapbl: XXecT ConngapHo-
CTU1, CKPbIBaIOLLNA YyBCTBO BUHbI. DTO Npomn3BegeHme
AeKNnaprpoBaHHO NpurnawaeT 3agyMaTbCs O MoasXx,
rogamm UCnbITbiBalOLWMX rO/104 N3-3a HENPaBUbHOW
3KCMNAaHCUOHUCTCKO MOMUTUKU, KOTOpas NpeBpaTn-

na «kopmneHme» B 6ykBasibHOE «rofiogaHne», 4To
SIBM/10Cb MOBOPOTHLIM MOMEHTOM B YperympoBaHum
HOBOIO MonMTU4Yyeckoro 6anaHca.

Oco6bIlt akLeHT caenaH Ha Moasx, X nmuax, pykax,
XaxayLWnx Kycka xnebda: 3aKo/bLlOBaHHbIE eXeAHEB-
Hbl€ XEeCTbl, CKBO3b KpUYaLLyto Tomny.

Kagpbl CKOMMOHOBaHbI MAHbEPUCTCKNUM CNOCOBOM,
4YTOObl MOKa3aTb CLIeHY BHE BPEMEHW N reorpadunye-
CKOM MeTKW. Tak o6LWnii pUCYyHOK CTAHOBUTCA MeTado-
poii 6011 N pacCestHHOCTU: C OAHOWN CTOPOHbI TOT, KTO
6pocaeT xneob, a C Apyrow - ToT, KTO ero nosiyyaer, oba
noaBelleHHble B Be4YHoM GanaHce. MecTa 1 anoxu Mo-
ryT ObITb Pa3HbIMU, CYLLIHOCTb OCTAETCH HEU3MEHHOM,
Kak Bcerga 6b1n10 1 Bcerga éyger.

c¢oTorpacdus K. 3auenuHa
photo by K. Zatsepin

The subject of the work is food in in the meaning of
“sharing” and “deprivation” at the same time. The
sequence of frames comes from a footage in a refugee
camp which depicts the distribution of food: a gesture
of solidarity hiding a sense of guilt. This artwork is a
declared invitation to think about the topic of “starving
people” through years of incorrect expansionistic poli-
tics that turned “feeding” into a literal “starving”, which
is the turning point of the settlement of new political
balance.

Specific attention must be paid on people, on their
faces, on their arms striving for a piece of bread: daily
gestures in a loop, through a yelling crowd.

The frames are composed in a Manneristic way in or-
der to show a scene with no time and no geographical
reference. So the total drawing becomes the metaphor
for pain and dispair: on one side there is who throws
the bread, and on the other side there is who receive
the bread, both hanging in an eternal balance. Places
and times should be different, substance remains the
same, as always and forever.


Peter Patti
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Burto Naue, «Jloxka - nyna»
Vito Pace, “Spoon - bullet”

Pa6oTa Bbipocna 13 nepegenaHoi CKynbnTypbl No4 Ha3BaHeM «J1oxka-nynss» (2009).
LincppoBoe hoTtomnsobpaxeHne noxku 661110 BbIPE3AHO N3 KaPTUHKKN, OCTaBUB MyCcToe
none. PaboTa oTcbiNnaeT K HeMeLKOM nocnoBuLe: «Poantbcs ¢ cepebpsiHOM NOXKON BO
PTY», yKa3blBaloLLen Ha 60raToro YesioBeKa, KOTopbli UMeEeT BCE BO3MOXHOCTU YXe B
konbl6enu. OgHako, umgpoBoe CTUpaHue 3To N0XKU, ABAAIOLLENACS CUMBOIOM Mpu-
BMIErMPOBAHHOI0 COCTOSIHUSA, CBA3aHO C Maeei HexBaTky Nuum, 60pb0Obl 3a BbXXMBa-
HUWe: POCKOLLb, MPUBUAETNN, BO3SMOXHOCTU «B KONbIGENN» - He AA BCEX M 3a4acTyto
yesioBek obpeyeH Ha Heyfayy He3aBUCMMO OT TOro, Kak OH/OHa NocTynaeT.
HepocTaTtok NpogoBobCTBUSA ANt MUITIMOHOB /OAENV B 3TOM CMbIC/E ABMAETCS Ca-
MbIM BbICOKMM NoKasaTtesieM ynagka umsuamsaumun. No ganHeim ®AO, B Mupe Hepoe-
paeT okono 795 MUIINMoHOB YenoBek: 60/bLUMHCTBO U3 HUX — rpaXaaHe «TPeTbero
Mupa», HO 14,7 MMAIMOHA YE/T0BEK XMNBYT B NO/THOCTLIO Pa3BUTbIX CTpaHax. bonee
TOro, Takne kamnaHuu, kak «Qil for Food», okasanncb rmraHTCKMMn opyanusMm Koppyn-
umn.

Kpome Toro, pacnpegeneHne npogoBObCTBUS YACTO criegyeT NOINMTUYECKUM NMpaBu-
nam, TakuM Kak ambapro, KoTopoe naaTtaT uenble Hauuu, pewenHna OHY nnu otaens-
HbIX CTPaH, KOTopble 3aTparmeatoT nogei. Takum ob6pa3oM, efa crana MHCTPYMEHTOM
penpeccuin, yoexaeHuin n noanTnyeckoro obmMeHa, NpeBocxoasa TeM caMbiM chyHaa-
MEHTaNbHYO PO/b, KOTOPYIKO OHa UrpaeT A/15 KaX[oro YenoBeka.

Pa6oTa «JloxXka-nynsa» nokasblBaeT, Kak 6€33aKOHNEe CTaHOBUTCS CUCTEMOI nocpesa-
CTBOM BOCKpELLUEHMNS 3TON CaMOI «30/10TOMN NTOXKN», KOTOpast 3HaMEHyeT rpaHnLy
MeXAay TEMU, KTO Bbl1 06peYeH OT POXAEHUS, YTOObI BbiMrpaTb BCE, U TEMU, KTO Oblif
o6peyYeH Ha CNOXHOCTU U NIULLIEHUS.

c¢oTtorpacdus K. 3auenmHa
photo by K. Zatsepin

The work arises from a re-
work of the sculpture called
Spoon Bullet (2009), which
was photographed and then
digitally deleted. It evokes a
German adage: «Mit einem
goldenen Loffel im Munde
geboren sein» (being born
with a silver spoon in one’s
mouth), which indicates a
person born rich who has

all the opportunities already
in the cradle. However, the
cleansing of this spoon,
which is a symbol of the
privileged condition, through
digital erasure connects with
the notion of lack of food, the
struggle for survival: luxury,
privileges, opportunities “in
the cradle” are not for every-
one, and often the individual
is condemned to failing no
matter how he/she commits
to.

The lack of food for millions
of people is, in this sense, the
highest indicator of the de-
cline of civilization. According
to the FAO, around 795 mil-
lion people suffer starvation
in the world: most of them
live in developing countries
but 14.7 million live in fully de-
veloped countries. Moreover,
campaigns like “Oil for Food”
have turned out to be giant
tools of corruption.

In addition, food distribution
often follows political rules,
such as embargoes that
invest whole nations, on
ONU or individual countries’
decisions that afflict people.
Food has thus become a
tool of repression, persua-
sion and political exchange,
transcending this way the
fundamental role it has for
every human being.

Spoon Bullet represents how
iniquity raised to a system
through the evocation of
that very “golden spoon”
that marks the boundary
between those who have
been destined from birth to
win everything and who are
condemned to hardships and
deprivations.
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Bnagumup Noranos, «xXKusonucHoe 6biToBaHue»
Viadimir Potapov, “Picturesque existence”

At all times, artists with special trepidation
related to the arrangement of their own
palette. This action was a mystical ritual.
Each artist had his own secret of disposition
and mixing of colors, which were jealously
guarded and often carried away with them
to the grave. For this reason, the interest in
the techniques of old masters is so great
today. Museums and auction houses spend
expensive examinations to determine the
authenticity of paintings, based on a unique
author’s technique. And here the palette in
this chain is the starting point. In the work,
the frying pan replaces the classical plane of
the palette and thus turns the paint into an
object of symbolic consumption.

c¢oTorpacdus K. 3auenmHa
photo by K. Zatsepin

Bo Bce BpemeHa XygoXXHUKU C OCOBEHHbBIM TPENETOM
OTHOCU/IUCb K OBYCTPOICTBY COOCTBEHHOW NannTpbI.
STO AENCTBO NPeAcTaBaao COO0M MUCTUYECKNIA PUTY-
an. Y kaxporo xygoxHuka 6blna cBOs TaiHa pacnosno-
>KEHUA N 3aMELLUMBAHNA KPACOK, KOTOPbIE PEBHOCTHO
OXPaHSAINCh M 4aCTO YHOCUNCb C coB60l B moruny. Mo
3TOW NPUYMHE NHTEPEC K TEXHMKAM CTapblX MacTepoB
CerofHy Takon OrpoMHbIv. My3eun 1 aykLMOHHbIe AOMa
NPOBOAAT OPOroCTOSALLME IKCNEPTU3bI ANA onpege-
NEeHNs NOANNHHOCTUN KapTUH, 6a3nPYOLLAACA Ha YHN-
KasnbHOW aBTOPCKOM TexHuKe. N BOT nanuTpa B 3TOM
Lleno4vke oka3bliBaeTCs OTNpaBHOM ToUkon. B pabote
CKOBOPOAa NOAMEHSET K1aCCUYECKYHO MTOCKOCTb
nanuTpbl U TaKMM 06pas3oM NpeBpaLlaeT Kpacky B
npegMeT CMMBOJSIMYECKOIO NOTPEBIEHNS.



«KNBOIMNMUNCHOE BbITOBAHUE» BNAAMMUP NMOTAINOB
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AneH CkaBeHcTen, «PPyKTbl 3TO KOHETbI»
Ellen Skafvenstedt, “Fruit is candy”

Epa yacto ncnonb3yeTtcs Kak CMMBOJT AEHET U CTaTyCca, U B TOM, YTO Mbl €4UM, CyLle-
CTBYIOT TPeHAbI. [N yCNeLwHOoR XNU3HN BaM HY>XKHa COBEPLLUEHHO 340poBas aveta. He
elwbTe He340POBYIO MULLY MW KOHETLI; KOHMETLI - 65Ka. Bbl OMKHBI €CTb PPYKTHI -
OPYKTbI 3TO KOHDETHI!

Mot hoToKoNNaX MMeeT Aeno ¢ NoceacTBMAMN CHACTIMBON, 340P0BOI eabl. Bol
BMANTE OCTATKM TPEX Pa3HbIX M/1040B, NexXalunx Ha 3eMne, oxmnaasa rHnenmns. OctaTkm
cnusnctoro 6aHaHOBOrO Nope NPOOUBAIOTCA N3 KOXMULbI, @ MOSIOBUHA CbeAEHHOM rpy-
LN BbIFNAAWT Tak, OyATO OHa NPOCTO ynasa Ha CHer. Tpu rps3HbIX CTEKSHHbBIX MOJKK
B MYCTOM XO/IOAW/IbHUKE /1eXaT Ha 3agHeM Nn/aHe, TYNUK AN ro/IogHOro Xenyaka.

Food is often used as a symbol for money and status
and there are trends in what to eat. For a successful
life you need the perfectly healthy diet. Don’t eat junk
food or candy; candy is poop. You should eat fruit - fruit

is candy!

My photo collage takes place after a happy, healthy
meal. You see the leftovers of three different fruits
laying on the ground, waiting to rot. The remains of

a slimy, mashed banana is working its way out of the
peel, while a half eaten pear looks like it just fell down
in the snow. Three dirty glass shelves in an empty
refrigerator lays in the background picture, a dead end

for a hungry stomach.

c¢oTorpacdusa A. Anb60KpNHOBOM
photo by A. Albokrinova
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Harawa CrenHeprT, «JloBuchb, pbibka, 6onbLiana u manaa»
Natasha Steynert, “Catch, fish, big and small”

People are involved in the process of earning money to provide for life and
life, while the very mechanism of provision is impossible without the partic-
ipation of a huge number of people. The foundation of the food industry is

in its necessity, but it also involves many fine instruments of manipulation;
man is not a beast for a long time, it is necessary to make efforts to get food,
rather - food itself attracts a person, forms its dependencies and needs. All of
us have been on the hook for a long time, and the worse is that this hook is
our choice, we use it and we are used in it, and sooner or later it will lead to
the fact that one or the other side will run out of resources. This project is an
attempt to reflect the loopiness and closure of the consumption problem, the
visual embodiment of the project is realized as a pattern collected from the
repeating elements that also send To the idea of the problem of absorbing
and being absorbed as a single closed circle.

Jltogn BTAHYTHI B NpoLecc 3apaboTka geHer Anga o6ecnevyeHmns Xn3Hu 1 6biTa, Toraa Kak caMm MexaHnsm obecrneyeHuns
HEBO3MOXEH 6€3 y4aCTUsa OrPOMHOIro Konm4yecTsa niogein. ®yHagaMeHT MHAYCTPpUK efbl — B €e HEOOXOAMMOCTHU, HO
TakXXe Hee BOB/IEYEHO MHOXECTBO TOHKUX MHCTPYMEHTOB MaHMUNYNALUMN; YENTOBEK AABHO HE 3BEPb, KOTOPOMY HY>XXHO
MPUIOXUTb YCUNA 19 Ao6bIBaHUS MULLK, CKOPEE - MYLLLA cCaMa 3aB/ieKkaeT YeioBeka, QopMmnpyeT ero 3aBUCUMOCTU 1
noTpebHocTn. Bce Mbl 4aBHO HAXOAMMCS Ha KPIOYKE, N TEM XyXKe, UTO 3TOT KPIOYOK — HaLl BbIOOP; Mbl MO/Ib3YEMCS, HAMU
MONb3YyKTCS, U PAHO MW MO34HO 3TO NPMBEAET K TOMY, YTO Y OA4HOW UK OPYrOoi CTOPOHbI 3aKOHYAaTCHA pPecypcCbl. TOT
MPOEKT — NOoMbITKa OTpas-
WUTb 3aKO/bLIOBaHHOCTb U
3aMKHYTOCTb NPO6/1EMbI
notpebneHuns; Busyanb-
HOe BOM/OWEHNEe NpoeKTa
peanu3oBaHoO B KayecTBe
naTrepHa, cCo6paHHOro ns
MOBTOPSAIOLLNXCS 3/1EMEHTOB,
KOTOpbIE TakXe OTCbINatoT K
naee Nnpo6emMbl NOrnoLla-
IOWMX U NOrfiolaeMbIX Kak
€4NHOro 3aMKHYTOro Kpyra.

cdoTorpacdua A. Anb60KpUHOBOM
photo by A. Albokrinova
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308 PanbkoBa «Korga pexyrcs Kpbiiba»
Zoya Falkova, “When wings are cut”

The President of Kazakhstan compared the state of
affairs in the country with pain in the shoulders of the
caterpillar, which has wings cut. Poetic metaphor in the
mouth of a politician, especially a metaphor, deviating
from stubborn facts, gives rise to many side-effects.
Comparison of the economic crisis with the shoulder
pain of the caterpillar, diligently growing its wings, gave
birth to a questionnaire-perplexity ornament. Triptych
“When wings are cut” - this is a question of the quality
of the transformations and the promised flight; this is a
conversation about the consumption that has been cul-
tivated in the cult and whether flight is possible under
its multi-vector conditions.

MNpe3npeHT KasaxctaHa cpaBHWA COCTOSIHWE AeN B CTpaHe € 60/1blo B NieYax ryCeHuLbl, y KOTOPOW pexyTcs
Kpblnb4. [MoaTnyeckada metadopa B ycTax NofmTmka, 0CO6EHHO MeTahopa, OTCTynatoLwascs oT ynpamblx ak-
TOB, POXAAeT MHOIro NOB60YHbIX CMbIC/10B. CpaBHEHNE 3KOHOMMYECKOIrO KpMU3mKca C nieveBoit 60/bio MyCceHuLbl,
yCepaHO oTpalumBatoLLeil Kpblsibs, POANNIO BONPOCUTENbHbLIN OpHaAMeHT-HegoyMeHune. Tpuntux «Korga pexyrcs
KpbINbsA» - 3TO BOMNPOC O KavecTBe npeodpasoBaHmnii u 06eLaHHoro nosérta; aTo pa3roBop 0 BO3BEAEHHOM B
Ky/nbT NOTPeO6/1EHNM U O TOM, BO3MOXEH /1 MOMET B €r0 MHOMOBEKTOPHbIX YC/TOBUSX.

c¢oTorpacdusa A. Anb60KpNHOBOM
photo by A. Albokrinova
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«... DTO ObINIO He BCErAa Tak BKYCHO» BXOAMUT B CEPUIO, KOTOPYIO A COo3aa-

Bas NOCNEeAHNE HECKOMbKO NeT. DTO TPUKOTAXHbIe CKY/IbMNTYPbl N3 MPSXN U
aKpWI0BOW HAaYMHKMK, KOTOPbIE HaNMoOMUHAKOT 00 yTpaTte U HagexXae B paMkax
CBOEro «NoABELUEHHOIrO» HAaCTOSLLErO.

MNpogonxas TeMy eabl, KOTOPOW 1 OblN 0AepPXuM, Byaydm pebeHKoM, 3TO
npousBefeHne oTpaxaeT rpyCTb, KOTOPYIO Ye/10BEK UCMbITLIBAET, KOraa
yberaet ot 6ypPHOI XN3HU, Npuiaras BCe yCunmsa, Ytobbl HalTK 3TOT CBET
BHYTpUu cebs. BpegHaa eqa 6bi1ia MOMM COCOBOM CnpaBuUTbCA € Npobnema-
MU U TPEBOXHBLIMU AEeNaMU, HO B TO e BpeMs 3TO Oblla MOSt €ANHCTBEH-
Hasa bopma KoMpopTa, KOTopada He HyXaanachk B rofioce, YToObl YCMNOKOUTb
MO0 60/b.

MNMuwa cama no cebe aBnaeTCcs OT/IMYHbIM CPEACTBOM pa3aeneHns n oobeau-
HEeHWS, BbICTPaMBaHNA FPaHUL, I MOUCKOM AUMNSIOMAaTUM BCAKNIA pas, Korga
3TO HEOOXOAMMO, CKPbIBasi B ce6e MHOXECTBO COOBLLEHNI - UMEHHO MO 3TOWN
npuynHe ega Bcerga oyaeT akTyanbHOM B KAYeCTBE HaTioOpPMOpTa COBPEMEH-
HOCTW.

c¢oTorpacdums npegocraBneHa komnaHuen «Russ Outdoor»
photo by “Russ Outdoor” company

Tomac C. YyHr, «... 9T0 6b1/710 HE BCcerga Tak BKYCHO»
Thomas C. Chung, “...It Wasn’t Always So Yummy”

“..It Wasn’t Always So
Yummy”, is an artwork from
an ongoing series I've been
creating in the last several
years, knitted sculptures
made of yarn and acrylic
stuffing, which recall a loss
and hope within their sus-
pended present.
Continuing the theme of
food as an obsession to
me as a child, this particu-
lar piece reflects upon the
sadness one feels when
escaping from a turbulent
life, doing my best to find
that light within myself. Junk
food was my way of coping
with troubles or disturbing
matters, yet at the same
time it was my only form of
comfort which needed no
voice to soothe my pain.
Food within itself is a great
divider and unifier, draw-
ing boundaries or seeking
diplomacy whenever it is
needed, hiding within it a
multitude of messages - it
is for this reason that food
will always be relevant as a
contemporary still-life.
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XeHpuk dkeccuo, «bes HasBaHUA»
Henrik Ekesioo, “Untitled”

'nasa - 370 OKHO gyww. MNunwa - 310 NyThb K
cepauy YyenoBeka. 9 CoXpy TBOM YEPTOBBI
rnasa. Bce 310 06bIYHbIE BbIpaXeHUs, UC-
nonb3yemble B NOBCEAHEBHOM XU3HW. {1 6bIN
0AEepPXMM rnasamu, CKOMbKo cebs MoMHIO.

9 cmoTpen mHoro 6oeBnkoB 80-x C OTLIOM,
Korga 6bi1 pe6eHKOoM, U S MOMHIO, YTO B HUX
y Ntofer 4acTo BbiCKaknBanu rnasa.
«BbIrnagbiBas» - 3T0 CEpUs, KOTOPYIO g
MOMOJIHSA B TEYEHME OO/ITOr0 BPEMEHMH,
ogHaxnabl 9, MOXeT OblITb, MONMY, YTO 3TO
3HauuUT, M TOrga 9 CMOry HavaTtb AenaTb YTo-
TO eule.

Eyes are the window of the soul. Food is the way to a man’s heart. | will eat your fucking eyes out
bitch. These are all common expressions used in everyday life. | have been obsessed with eyes
as long as | can remember. | watched a lot of 80’s action movies with my father when | was a kid
and | remember that eyes were popping out of peoples heads a lot.

“Looking out” is a series that | have been adding on to for a long time, one day | will maybe know
what it means then | can start doing something else.

c¢oTorpacdusa A. Anb60KpNHOBOM
photo by A. Albokrinova
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AnexcaHppa flHYeHKo, «JleAn NOHYUK»
Alexandra lanchenko, “Lady Donut”

Fast food instantly causes certain and often negative associations. This is both harmful food,

and carcinogens, and the triumph of the consumer society, and americanization, and many other
similar connotations. | kind of agree with that. But in my city - Irkutsk - where the fast food cafes
appeared not so long ago and not in the same quantity as in big cities, such food carries a little
other meanings. Few people go to fast food to really eat, rather it’s just to sit and spend time with
friends. The rhythm of life in a small town does not have to swallow a burger on the run, even cof-
fee with itself has remained in the entertainment category of the day off. Therefore, fast food for
me is not a meal or a dish, but rather a picture, a bright visual image. In the pictures of this series |
depict the consumers of this food. As you know, we are what we eat. In the series, this statement
was clearly expressed.

®dacTdya MrHOBEHHO BbI3bIBaeT ONpeaesieHHbIe M YaCcTO HeraTMBHbIE accoumnaumm.
D70 1 BpeaHas nuLla, U KaHUEPOreHsbl, n Tpuymd obwecTBa NoTpebneHns, n amepu-
KaHM3auns, 1 MHOXEeCTBO ApYruX NOAOOHbIX KOHHOTauui. OT4acTu s € 3TUM CcornacHa.
Ho B Mmoem ropoge — Mpkytcke — rae actdyq kage nosBMANCh HE Tak 4ABHO U HeE B
TAKOM KOMMYeCTBe KakK B Meranonucax, nogobHas efa HeceT HEMHOro Apyrue CMbic-
nbl. Mano k1o xoanT B hactdya AENCTBUTENBHO NOECTb, CKOPEE 3TO NMPOCTO NOCUAETb
W NPOBECTU BPEMS C APY3bAMU. PUTM XMN3HM B MasIeHbKOM FOpoAe He pacrnosaraert K
npornatbiBaHUtO 6yprepa Ha 6ery, gaxe Koge ¢ cobon ocTanca B KaTeropmn pasene-
YeHU BbIXOAHOTO AHA. NoaTomy dhacTdyn Ana MEHNA 3TO He ea un He 611040, a cKkopee
KapTMHKa, APKNin BM3yasibHblli 06pas. B kapTnHax 1ol cepumn g nsobpaxato notpedu-
Tenen ston NuwmM. Kak U3BECTHO, Mbl €CTb TO, YTO Mbl eauM. B cepumn aTo ytBEpXAEHME
NOMy4YMI0 HarnsgHoe BhlpaXeHue.

c¢oTorpacdums npegocraBneHa komnaHuen «Russ Outdoor»
photo by “Russ Outdoor” company
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Ynuuya Kak My3eu —
My3eM Kak ynuua

MexayHapogHasa nporpamMmma

«¥Ynuua Kak Mysen — Mmysen Kak ynuua» B Camape
OpraHusatop CpegHeBonxckuii chunman Nocypap-
CTBEHHOr O LeHTpa coBpemMeHHoro uckyccrea (FLLICWH)
B coctaBe POCU30

Mpu nognepxke «RUSS OUTDOOR»

ABTopbl npoekTa: PomaH Kopxog, Hensa KopxoBa
PykoBoputenb nporpammbl: Hena KopxoBa

Mporpamma «¥Ynuua Kak My3en — My3ein Kak ynmua»
nocesLeHa HOBbIM MeToA4aM B3anMOAEeNCTBUS COBpPe-
MEHHOIO UCKYCCTBA 1 ropoackomn cpeabl. OCHOBOM
npoeKTa ABMSETCA IKCMOHNPOBAHNE MPOU3BEAEHNUN
COBPEMEHHOI0 UCKYCCTBa Ha OCTaHOBKax obLue-
CTBEHHOIO TpaHcnopTa. [[naBHOM LeNbio 370N paboTbl
ABMgeTCa NnpobneMaTnsauns rpaHnLbl Mexay npo-
CTPaHCTBOM «KY/bTypPbl U UCKYCCTBa» U NPOCTpaHx-
CTBOM Yy/vubl.

[NporpamMmma BO3HWKA HA OCHOBE MPoeKTa «DKO0rMMs
Bocnpuatua». OH 6bln peanm3oBaH Ha KOHKYPCHOM
ocHoBe B 1998 rogy Camapckum PernoHanbHbim O6-
wecTBeHHbIM bnarotsoputensHbiM ®oHAOM «LleHTp
CoBpemeHHoro Mckycctaa». 9710 6bin O4MH U3 NMePBbIX
npoekToB nabnuk-apta B Poccum.

B pa3Hble rogbl NnporpaMma peann3oBbiBanach B
pamMkax hecTtmBanen n rpynnoBbIX UK NepCcoHarnbHbIX
BbICTABOK C ayTEeHTWUYHbIM Ha3BaHWeM. B uenom 3a
BpeMsA paboTbl 3TUX NPOEKTOB Obl/1I0 NOKasaHo 6oree
200 npounsBefeHunii xyaoxHnkos Poccum, EBponsil,
CLUA v Asuun.

Mporpamma «¥Ynuua Kak My3en — My3ein Kak ynimua»
paboTaeT Kak reHepaTop 3CTETUYECKOW SHEepruu,
nblTaloWenca NpeofoneTb TPaaNLNOHHYIO HeCOBMe-
CTUMOCTb COBPEMEHHOM XyAOXXECTBEHHOW NPaKTUKN

N BKyCa «4e/I0BEKa C YNNLbl», FAEe 3KCMNO3ULUNOHHbBIM
NPOCTPAHCTBOM AN HErO ABAAETCA He TONbKO Tpaau-
LIMOHHBbIN My3€el, HO N TOPOACKOe-Ny6NnYHOe-Meam-
anbHOe NPOCTPAHCTBO, rAe UCKYCCTBO - 3TO Katanusa-
TOP COUMANbHON AMHAMUKMW.

BbicTaBka Ha oCTaHOBKax 0OLLEeCTBEHHOIrO TpaHcnopTa
MO>XET ObITb PAaCCMOTPEHA Kak coumanbHas CKyNbnTy-
pa. Bo3HUKHYB B nepexogHyto anoxy pydexa 90-x n
HyneBbIX, NPOorpaMmma PyHKLMOHUPYET KakK Anntenb-
HOCTb BO BPEMEHMU, OXBaTbIBad Nepmoa B ABa AeCATU-

netnd. KoHuenT coumanbHOM CKY/bMNTypbl ONUcbiBaeT
heHOMeH MacLTabHOro BANSHUSA COObITUIA, 3HAYasb-
HO NMPOM3BOANMbIX B MOS1€ 3CTETUHECKOIO, Ha LWMPO-
KW KOHTEKCT XM3HM OOLLEeCTBa U FOPU3OHT NPON3BOA-
CTBa M ObITOBaHWUA ANCKYPCOB — OT MNOSIUTUYECKOro A0
npuBaTHOro. TpaHCANPYSCb NOCPeACTBOM OOMbLIOIO
KonmyecTBa MeauniiHbIX CPeacTB U KaHanoB, YacTHas
XYAOXEeCTBEHHAA NHTEHUUSA CNOCOOHAa HE TOMbKO
«B3pblBaTb» MHPOPMaLIMOHHOE NoMe, HO U BO34eN-
CTBOBATb Ha ABWXEHWEe CaMOoro «Tesia» counyma.
Kntenb coBpeMEHHOIro Meranoanca BbliHy>XAeH no-
CTOAAHHO CYMUTbIBaTb BMU3YasibHblE «MNOC/IaHNA», UMEIO-
e B OCHOBHOM YTU/IUTAPHbIN XapakTep, Npu3biBato-
Lne ero NpuHATbL ydacTne B KOMMYHUKALUKN NO CXEMe
nokynartenb-npogaseLl,. 3a4acTyto NPOCTPAHCTBO
YNuLbl OH HE acCoLMUPYET C UCKYCCTBOM U KY/bTyPOW,
AN NPUOBLLEHMIO K KOTOPbIM HY>KHO CAeNaTth crieyu-
anbHOE yCunme - Hanpumep, NonTn B My3en. [NpoekT
npuM3BaH BHECTU B 3Ty CTAHAAPTHYIO CUTYaLMIO HEYTO
HEOXMNOAHHOE — OXUAAIOLWMIA TPaHCNOopPTa YerioBeK
BAPYI BCTPEYAET HEYTO, HE NOX0Xee Ha MPUBLIYHYIO
NOBCEAHEBHOCTb, CUMUTLIBAET NOC/aHne, obpaLleHHoe
K He 3aeNCTBYEMbIM «B ObITy» NAaMATU 1 ONbITY, NPK-
3blBalOLLEE K CO3EPLaHMIo, @ He K MOTPeBIeHMIO.

C gpyron CTOpPOHbI, ANA XyQO0XHMKA BaXXeH OnbIT
BbICKa3bIBaHUS B HOBbIX YC/IOBUSAX, BHE TPaANLMNOH-
HOIrO BbICTABOYHOIO NPOCTPAHCTBA, HacTpanBaloLero
3puUTENIs Ha TO, YTO OH 0653aTesIbHO YyBUANT «[1pons-
BeAeHME», <BbICOKUI CMbIC/1» KOTOPOro rapaHTMpPOBaH
aBTOPUTETOM KY/IbTYPHON MHCTUTYLIMW N 3an1ayvyeH-
HbIMM 3@ BXOA AeHbramun. Ha oCTaHOBKE KOMMYHU-
Kaunsa spuTtens n NnponsBefeHns oCyLLeCcTBSeTCA
HanpsMyto, 6e3 nocpegHNYeCcTBa pernameHTUpPYyoLmMx
NPUOBLLEHNE K NCKYCCTBY MHCTUTYLIMIN N PUTYanoB.
B03MOXHO N1 «HenpepbIBHOE» KYNbTypPHOE NPOCTPaH-
CTBO? - 9TO NaBHbIi BOMNPOC, akTyanusaunm KoToporo
NOCBSALLEH MPOEKT.

[Mo cTaTncTnyecknm gaHHbiM Komnanmm RUSS
OUTDOOR B Camape oauH noctep npocmatpusaet
5000 3putenen B geHb. B aTon cntyaumm BaxHo 3ame-
TUTb aKTUBHYIO NPOCBETUTENBCKYO HaNpPaB/IEHHOCTb
MPOEKTa, CNOCOOCTBYIOLLYIO (hOPMUPOBAHME HOBOM
KOHLENUMM OTKPbITbIX B3aMMOOTHOLLEHWIA IMYHOCTU C
KYNbTYPHBIMU MHULMATUBAMW CEMOLHSALLHErO AHS.



XpoHuKa npoekTa:

1998

BbicTaBKa «9Konormsa BOCnpuaTus»

2008 — 2009

BbicTaBKa «9K0n0rma BoCnpuaTus 2»

2010

BbicTaBka «<HOBOCTM B nycTOTE»

201

| MexayHapoaHblli hecTMBanb COBPEMEHHOIO
WNCKYCCTBa «¥Ynua Kak My3eW - My3en Kak ynuua»

2012

Il MexayHapoaHbIn hecTnBanb COBPEMEHHOIO
WCKYCCTBa «YNnua Kak My3eWn - My3ein Kak ynvua.
Tema «Bngetb 3BYyK»

2013

Il MexayHapogaHbIn checTnBanib COBPEMEHHOIO
WCKYCCTBa «YNnua Kak My3ein - My3ein Kak ynvua.
Tema «MHayCTpUanbHbIA LMKIOH»

2014

IV MexayHapoHbIn checTnBasib COBPEMEHHOIO
WNCKYCCTBa «¥Ynua Kak My3eW - My3en Kak ynuua»
Tema roga «O TULWIMHE N MOHYMEHTaX»

BbictaBka «He kaxabin B LLIBeumn ect opurka-
OeNbKn»

BbicTtaBka «®Pabpuka-kyxHa B Camape»

2015

BbicTaBka «B KOHTEKCTE OXMaaHusa»

2016

BbictaBka «Kogbl abCTpakTHOro KOCMoca»

2017

BbictaBka «Efa kak coumanbHas MallumHa»



Street as a museum —
a museum as a street

International Program

“Street as a museum - a museum as a street” in
Samara

Organizer Central Volga branch of the National Cen-
ter of Contemporary Art / ROSIZO

With the support of RUSS OUTDOOR

The authors of the project: Roman Korzhov, Nelya
Korzhova

Head of the project: Nelya Korzhova

The program “Street as a museum - a museum as a
street” is devoted to new methods of interaction be-
tween contemporary art and urban environment. The
basis of the project is exhibiting works of contempo-
rary art at public transport stops. The main goal of this
work is the problematization of the border between the
space of “culture and art” and the space of the street.
The program arose on the basis of the project “Ecolo-
gy of Perception”. It was implemented on a competitive
basis in 1998 by the Samara Regional Public Charitable
Foundation “Center for Contemporary Art”. This was
one of the first projects of public art in Russia.

In different years the program was realized within the
framework of festivals and group or personal exhi-
bitions with an authentic title. In general, during the
work of these projects, more than 200 works by artists
from Russia, Europe, the United States and Asia were
shown.

The program “Street as a museum - a museum as a
street” works as a generator of aesthetic energy, trying
to overcome the traditional incompatibility of contem-
porary art practice and the taste of “a man from the
street,” where the exposition space for him is not only
a traditional museum, but also a public-medial space ,
where art is the catalyst of social dynamics.

The exhibition at public transport stops can be viewed
as a social sculpture. Having emerged in the transition
era of the turn of the 90’s and 2000’s, the program
functions as a duration in time, covering a period of
two decades. The concept of social sculpture de-

scribes the phenomenon of the scale effect of events,
originally produced in the field of aesthetic, on the
broad context of society’s life and the horizon of pro-
duction and existence of discourses - from the political
to the private. Broadcasting through a large number of
media and channels, private artistic intent is able not
only to “blow up” the information field, but also to influ-
ence the movement of the very “body” of society.

A resident of a modern metropolis is forced to con-
stantly read visual “messages”, which are mostly
utilitarian in nature, encouraging him to take part in
communication under the buyer-seller scheme. Often,
the space of the street, he does not associate with

art and culture, for which you need to make a special
effort - for example, go to the museum. The project is
called upon to introduce something unexpected in this
standard situation: a person waiting for transportation
suddenly meets something that does not resemble a
habitual daily routine, reads a message addressed to
non-involved “in everyday life” memory and experi-
ence, calling for contemplation, not consumption.

On the other hand, for the artist, the experience of
speaking in new conditions, outside the traditional ex-
hibition space, which tunes the viewer to the fact that
he will necessarily see the “work”, is of great impor-
tance for the artist, whose “high meaning” is guaran-
teed by the authority of the cultural institution and paid
for entry. At the stop, the communication of the viewer
and the work is carried out directly, without intermedi-
ation, regulating the introduction of art institutions and
rituals. Is “continuous” cultural space possible? - this is
the main question, the actualization of which is devot-
ed to the project.

According to statistics from RUSS OUTDOOR in Sama-
ra, one poster is viewed by 5,000 spectators a day. In
this situation, it is important to note the active edu-
cational orientation of the project, contributing to the
formation of a new concept of open personal relation-
ships with the cultural initiatives of today.



Chronicle of the project:

1998

Exhibition “Ecology of Perception”

2008 — 2009

Exhibition “Ecology of Perception II”

2010

Exhibition “News in Emptiness”

201

I International Festival of Contemporary Art “Street
as a Museum — a Museum as a Street”

2012

Il International Festival of Contemporary Art “Street
as a Museum — a Museum as a Street”. The Festi-
val’s theme — “To See Sound”

2013

Il International Festival of Contemporary Art
“Street as a Museum — a Museum as a Street”. The
Festival’'s theme — “Industrial Cyclone”

2014

Exhibition “The Factory Kitchen in Samara”

IV International Festival of Contemporary Art
“Street as a Museum — a Museum as a Street”. The
Festival’'s theme — “About Silence and Monuments”
Exhibition “Everyone Doesn’t Eat Meatballs in
Sweden”

2015

Exhibition “In the Context of Suspense”

2016

Exhibition “Codes of the Abstract Space”

2017

Exhibition “Food as a Social Machine”



dabpuKa-KyxHs B npoLecce pecraBpauum, mam 2017
¢dotorpacusa B. CBepkanoBa

Factory-kitchen in the restauration works, May 2017
photo by V. Sverkalov






DabpurKa-KyXHS - YHUKAbHbIA NaMSATHUK KOHCTPYKTU-
BM3ma B CaMape, NOCTPOEHHbIN B 1932 rogy no npo-

KTy EkaTepunHbl MakcuMoBOW B BUe cepra v MosoTa.

®abpurka-KyxHs - BONNOLWEHMNE reHNanbHOro akcre-
pVYMeHTa B nepepacnpegeneHnmn nHaMBmnayanbHOro

N KOMMEKTUBHOIO CPeACcTBaMM apXUTEKTYpPbl. 3TO
MPOEKT MOCTPOEHNS «HOBOIO ObITa» Yepes Koabl
KOHCTPYKTMBM3Ma, NPOpPbIB B 06/1aCTN MHXEHEPHbIX
TexHonorun. 3to doeHomeH nctopum Cosetckoi Bna-
ct1 B Poccuun, cMMBO/ pagmkarnbHbixX Npeobpa3oBaHuil
MUPOBO33peHna nogen. Pabpuka-KyxHs, poxaeHHada
Ha rpebGHe OTKPbLITUA, YTOMUA N Tparn4yeckmx 3a-
6NyXXAEHN PEBOMIOLUNOHHOIO BPEMEHU, NEpPEXMBLIAdA
H3IM, Benukyto OTeyecTBEHHYIO BOVHY, Fobl pacLBe-
Ta, 3acTos 1 pasBana CCCP, yctoaBLlas oT BceobLel
pa3pyxu NepecTponkn Bo3BpaLLaeTCs K CBOeEMY Mnep-
BMYHOMY Ha3HAYEHMIO - LIEHTPY HOBOW Ky/NbTypbl.
CpegHeomxkckuin ounmnan 'LUCUN/POCU30 pabotaet
c nekabpsa 2014 roga.

KoHuenTtyaneHoe cogepxxaHne CpefHEBOMKCKOro
dpunmana N’UCU/POCK30 dopmmpyeTcs Ha OCHOBE
NCTOPUYECKOM hyHKUMN 30aHNA DabpUKU-KYXHU.
Llenb dunmana - ctatb NONNGYHKLUMOHANBHBIM pe-
CYPCHbIM LIEHTPOM Pa3BUTUA COBPEMEHHOIO NCKYC-
CTBa B PEMMOHE 1 HOBOM TOUKOM MEXAYHapoOgHOro
obmMeHa, MeECTOM KOMMYHMKaLMn NpodeCcCnMoHanbHoOro
M 3pUTENBCKOro COOBLLECTBa, OTKPbITOrO ANs aKcne-
PVYMeHTOB B 06/1aCTN COBPEMEHHOM KybTypbl.
KntoueBble NOHATUS KOHLENUMM My3eNHO-BbICTa-
BOYHOro ueHTpa - DABPUKA n KYXH4. «KyxHsa» kak
nabopaTopHbIA NPoLEecC, MHTEeNNeKTyanbHas, Hayy-
HO — ANCKYCCUMOHHAA nnowanka. «Pabpukas - kak
NPON3BOACTBEHHAs 6a3a YHMBEPCa/IbHOrO Ha3Ha-
yeHud, roe MaTepuanmayloTcs Maen, Npou3BeaeHns
WCKYCCTBa, BbICTaBKMW, NPOEKTHI.

Factory-kitchen - a unique monument of constructiv-
ism in Samara, built in 1932 by the project of Ekaterina
Maximova in the form of a sickle and hammer.
Factory-Kitchen - the embodiment of a brilliant exper-
iment in the redistribution of individual and collective
means of architecture. This is a project to build a “new
life” through codes of constructivism, a breakthrough
in the field of engineering technology. This is the
phenomenon of the history of Soviet power in Russia, a
symbol of radical transformations of the world outlook
of people. Factory-kitchen, born on the crest of discov-
eries, utopias and tragic errors of revolutionary time,
survived the NEP, the Great Patriotic War, the years of
prosperity, stagnation and collapse of the USSR, which
has withstood the general ruin of perestroika, returns
to its primary purpose, the center of a new culture.
The Middle Volga branch of the NCCA / ROSIZO has
been operating since December 2014.

The conceptual content of the Middle Volga branch of
the NCCA / ROSIZO is formed on the basis of the his-
toric function of the Factory-kitchen building. The goal
of the branch is to become a multifunctional resource
center for the development of contemporary art in the
region and a new point of international exchange, a
place for communication between the professional and
the viewing community open for experiments in the
field of contemporary culture.

Key concepts of the content of the museum and exhi-
bition center are FACTORY and KITCHEN. “Kitchen” as
a laboratory process, intellectual, scientific - discussion
platform. “Factory” - as a production base of universal
purpose, where ideas, works of art, exhibitions and
projects materialize.
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CpeaHeBoOMKCKNiA chmunman
MocypapcTBEHHOrO LeHTpa COBPEMEHHOIO
nckyccrea B cocrae POCU30

Poccuq, r. Camapa, yn. Hoso-CagoBasq, 149,
DabpuKa-KyxHS
www.ncca.ru/samara






Mporpamma «Yvua Kak My3ei — My3eii Kak ynvua»
B CaMape nocBsleHa HOBbIM MeToAaM B3anMoae-
CTBWSI COBPEMEHHOIO MCKYCCTBA M FOPOACKOW cpeabl.

JonrocpoyHas NporpaMMa BbICTABOK Ha OCTAHOBKaX
0O6LLECTBEHHOMO TPaHCNopTa paboTaeT Kak counarb-
Hasa CKynbnATypa. BO3HWKHYB B NEpexoaHyto aroxy
py6exa 90-x n HyneBbIX, NPOrpaMma OxBaTbiBaeT
nepuoa B ABa gecatunetus. PeHoMeH coumnanbHoi
CKYNbNTYpPbl, U3Ha4Ya/lbHO NPOM3BOAMMOW B NO/e 3CTe-
TUYECKOro, OKa3blBaeT BNNUAHME HA LUMPOKUA KOHTEKCT
>KM3HM 06LLECTBa OT NO/IUTUYECKOTO A0 NPUBATHOrO.

The program “Street as a museum - a museum as a
street” in Samara is dedicated to new methods of inter-
action of contemporary art and urban environment.

The long-term program of exhibitions on public
transport stops works as a social sculpture. Having
emerged in the transitional epoque of the 90-s and
00-s, the program embraces a period of two decades.
The phenomenon of a social sculpture, initially pro-
duced in the easthetic field, has an influence on a wide
context of social life, from political to private.



