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YTO CJIYHUNJIOCH C BOJINAPCKMNM NCKYCCTBOM
MO NYTN «OT MOAEOJ10T U K OKOHOMUKE »
T ———
WHAT HAPPENED TO BULGARIAN ART
ON ITS WAY “FROM IDEOLOGY TO ECONOMY”

BBepeHue

Mpowno 20 neT ¢ nafeHuns 6eprnHCKoOM
cTeHbl. Korga pedb 3axoamt o BocTtou-
Hoi EBpone, aTOT Nnepuo NpuHATO Ha-
3blBaTb «NEPEXOAHbIM» — OT couuanmMama
K Kanutanuamy, oT ToTanuTapusma K ge-
MokpaTtuum, oT Coro3a XyLO>KHUKOB K
pbiHKY. 3a 310 Bpems Bonrapus, korpa-
TO Ha3BaHHas «CambIM COJSIHEYHbIM 6a-
pakoM couManmMcTMYecKoro nareps»,
ctana uneHom HATO u EBponeiickoro
coto3a.

He xoTenock 6bl BBOAUTb HUKOrO B 3a-
6ny>xxaeHue — nobas U3 CTpaH, nepe-
LweaLwmnx n3 CoOBeTCKOro smaa
coumanuama K Heo-kanuTanuamy, He
Takoe y> N10X0e MECTO ANS XKUTbS —
MO>XHO, MO KpanHen mepe, NoYTH no-
BCtOAY e3auTb 6e3 Bu3 (kpome Poc-
cuun...). Ho He ctouT 3abbiBaTb, YTO HA
9TO NoHanobunockb 20 neT ownboK
(ynopHoro Bblbopa «HeyaauHbIX» MNonu-
TUYECKUX NTMAEPOB) U [OCTUXKEHUN (He-
ydacTtus B bankaHckux BoiHax 1990-bix).
B Hauane 90-bIx Mbl NEPEXXNIIN YTEUKY
MO3roB (yexano 10% HaceneHus C BbiC-
Lwmm obpasosaHnem). B koHue 90-bix BCe

06LecTBO ObIS10 U3YUEHO «MNOA MUKPO-
cKornom» Ans npuHATus B Espocoto. Bee
970 Bpemsi bonrapusi 6onee nam meHee
ycnewHo 6anaHcmpoBana Mexxay permo-
HanbHbIMK cynepcunamm (Poccuen, Typ-
uuen, o6beauHeHHon Esponoid),
Hay4unacb pasnnyaTb COBCTBEHHbIE
MEHbLUMHCTBA M NPaKTUYECKN NTMKBUAN-
posana LeH3ypy.

PasroBsop AByXx KypaTopoB

Slpa By6HoBa He cTpaHHO nn, 4TO y 3TOM
BbICTaBKM COOCTBEHHAS UCTOPUS CIIOXKU-
acb OO ee OTKPbITUS — UCTOPWUS, NpK-
TOM, O4€eHb XapakTepHas ans
60nrapcKon KynbTypHOW cuTyauun. Bel-
cTaBka [oJKHa 6bina 6b1Tb odomumans-
HOW Npe3eHTauuenr Hallel cTpaHsbl
nepepn nyénukon Ctaplero 6paTa (cnpa-
BEASIMBOCTb HE MO3BONSIET HA3BaTh €ro
«ObIBLUMM»), B paMKax 3HAKOMOIO «MOCT-
COoL» rocynapCTBEHHOrO KybTYPHOro
obMeHa — «rof KynbTypbl». N3-3a Ue-
J10ro psiga TUNUYHO 60NrapckmMx NPUYMH
OHa OCYLLECTBNSETCS allbTePHaTUBHbLIMM
nytamn. Ee cosgaet NHCTUTYT coBpe-
MeHHOro uckycctea B Codoumn — maneHb-
Kasi HenpaBuTeNbCTBEHHAs >

Introduction

20 years since the fall of the Berlin Wall
have already gone by... When we are talk-
ing about Eastern Europe we are referring
to this period as a period of “transition” —
from socialism to capitalism, from totalitar-
ianism to democracy, from the centralized
Union of Artists to the art market. During
this period Bulgaria, once nominated the
“sunniest barrack of the Soviet Bloc”, be-
came a member state of NATO and the
European Union.

However, we should not mislead any-
body — each country that has transited
from the Soviet type of socialism to neo-
capitalism is not such a bad place to live
in — at least we do not need visa to travel
to almost the entire world (except for Rus-
sia...). But we should not forget either that
to get where we are now we needed

20 years of mistakes (selecting consis-
tently bad leaders) and achievements (we
managed not to get involved in the Balkan
wars of the 1990ies); we suffered a 10 %
brain drain to the West; we were sub-
jected to the closest scrutiny under the EU
microscopes in order to get into the union;

we balanced quite decently in-between
the great regional powers (Russia, Turkey,
the unified Europe); we got to the point of
being able to recognize our minorities and
to even have no censorship whatsoever.

A short talk between curators

lara Boubnova Isn't it strange that this
show has a history even before it has
opened? That seems to be typical for the
cultural situation in Bulgaria. The show
was supposed to be an official presenta-
tion of the country for the audience of the
Big Brother (to be fair, | can not actually
use the word “former”) country within the
framework of our kind of “post-socialist”,
state initiated cultural exchange of the
kind of “year of the culture of...”. However,
due to a number of strictly Bulgarian rea-
sons this show is being organized in de
facto “alternative” way. The show is organ-
ized by the Institute of Contemporary Art -
Sofia, a small NGO. Part of the funding
comes from the public Forum “Bulgaria —
Russia”, the rest — from the rather more
interested to have the show in Moscow
hosting side, the State Exhibition center -
ROSIZO. The preparation >



> opraHusauust. Yactb pyHaHCK-
poBaHusi npefocTasneHa o6LecTBeH-
HbiM Dopymom «Bonrapusi — Pocens»,
apyras — POCN30, rocyaapcTBEHHbIM
BbICTABOYHbIM LIEHTPOM, OKa3aBLUMMCS
6osiee 3anHTepecoBaHHbIM, Yem 6onrap-
ckoe rocyaapcTso. [Mpu noaroToBke mc-
NofIb30BannCb MHOXECTBO SINYHbIX
CBsI3ei U COBCTBEHHbIN (B TOM Yncne
Or3nYecKnin) Tpya XyLO>XKHUKOB U Kypa-
TOpoB. MUHMUCTEPCTBO KynbTypbl Bonra-
puKn onpaBAanochb rnobanbHbIM
(hMHAHCOBbIM KPU3NCOM (eLle 0HO Ao-
Kas3aTenbCTBO y4acTusi CTpaHbl B rfo-
6asnbHbIX npoueccax), U NPaKkTn4ecKm
camoycTpaHunock. He kaxketcs nu Tebe,
YTO Kak HU TPyAHO paboTaTb B N0A06-
HbIX YCJIOBUSIX, TYT MOXHO HalTK 1 NO3K-
TUBHbIA €NleMEHT — BO3MO>KHO,
aBTOHOMM3aums uckyccTea?

Mapus BacuneBa 310 co6bITUE UMEET
ABe cTopoHbl. C ogHol — MUHUCTEPCTBO
KyNbTypbl MPOLOSIKAET OTHOCUTLCS He-
6pPE>KHO K MHMUMaTMBaM HenpaBuTESb-
CTBEHHbIX OpraHn3aumii, XoTs BCS
peanbHas Xyao>XeCTBEHHas >XM3Hb Cero-
JIHS1 NeXXUT UMEHHO Ha ux nnedax. Ceou
3ab0Tbl OHO HanpaBnsieT TOMbKO Ha roc-
MY3€eu U CTPYKTYpPbl TONNTAPHbIX BPEMEH
BpOJ€E TBOPYECKUX COHO30B. Ecnn nuu-
unaTtmea 6bl Wa no ux AMHUN, TO MUHKU-
CTepCTBO, HABEPHOE, OTKPbLINO Obl
KapMaH nowumpe (kak B NpoLUfioM roay,
nomoras Codouminckon mepumn BO BpeMS
BbICTaBKM, MOCBSALLEHHOW AHSAM HaLLENn
ctonuubl B Mockse). C apyroi CTOpoHbI,
«TaK Ha3bIBaeMOe» COBPEMEHHOE UCKYC-
CTBO NPOAOXaeT 6bITb HE3aMEYEHHbIM
UnNn, eLle Xy>xe, He MMerLLIEM penpes3eH-
TaTMBHbIX KA4eCTB AJ1st YMHOBHMKOB. Mx
BbICKa3bIBaHUSA 06 y4acTum CTpaHbl Ha
BeHeumaHckon bueHHane n Heobxoau-
MocTu My3est COBPEMEHHOIO UCKyCcCTBa
B Bonrapun (ga>ke npu uneHcTee

B EBpocoto3e) 3By4aT Kak afieMeHTap-
HOEe >XenaHue Noaaep>kKmBaTb CBETCKUN
pPasroBop, U He OTpa>karT Ba>KHOCTU
Bonpoca. [NponssoauT BnevartneHve,
4TO MUHUCTEPCTBO KYNbTYpbl BbIrASANT
cambIM peTporpagHbIM Cpeam Bcex
ocTalibHbIX U NPOAOXKaeT YNOpPHO Npwu-
Aep>XnBaTbCs 6aHanbHbIX peLleHni
no4YTn 3abbiToro NpoLusioro. KoHeyHo,
Kak pas n3-3a 9T0ro Mbl C «4eTCTBa»
NPUBLIKIIY K CAMOCTOSATENbHOCTU, HO U3-
3a TOro >Ke OKa3blBAEMCS B «KYNbTyp-
HOW aMurpaumm».

51.6. Heckonbko neTt Haszaz, B AMepuke
Ha NPECTUXKHOM NPOdECCUOHANTBHOM
bopyme, MHe 3aganv BONpoC, HaxXo>XKy
JIM A1 Kakyto-To cneundumky, oTnmyaro-
LLIFOKO BOCTO4YHO-EBPOMNENcKoe UcKyc-
cTBO. [NepBoe, NpuLleaLLEEe B rOMOBY,
6bININ EFO CAMOMPOHUS U HEL0BEPUM-
BOCTb. KOHEYHO, N0J06HbIE KAYeCTBA He
ABNAKOTCH 06a3aTENbHbIMU ANS BCEX,
POAMBLUMXCS B AAHHOM pPerunoHe.
MmeHHo B Bonrapun, Xy 10o>KHUK HUKoraa
He abCOSIIOTHO «3a» U1 abCostoTHO
«NpOoTUB». Mbl HE COBCEM B NIeBOM AuC-
Kypce, Tak Kak 060>KrfiuCb Ha MOJIOKe
coua 1 He BEPUM, YTO €ro ynyuLleHHbIN
BapvaHTa BO3MO>XeH. Ho Mbl 1 He BOCXu-
LLSSIEMCS MOLLbO pbIHKA — M3-3a TOro e
“mMonoKa» — NOMHUM O NPENMYLLECTBAMX
OAMHAKOoBOro ctapta un 6ecnnaTtHoro go-
CTyna K npoaykTam KyJfbTypbl. Tbl —
KypaTtop Codninckon ropoackon xyno-
>KEeCTBEHHOW ranepen — eIMHCTBEHHOWN B
cTpaHe ny6nuyHon Konnekuum cospe-
MEHHOI0 UCKYCCTBa, Kakue y Tebs Ha-
6nroaeHna?

M.B. MHe Ka>keTcsl, YTO 3aHMMaroLLnecs
COBPEMEHHbIM UCKYCCTBOM, NPOAOS-
>XaroT cebs YyBCTBOBATL MOMHbIMKU Map-
rmHanamu, no KparHen mepe, B
Bonrapuu. Tonbko 3apaboTaHHble 3a-
rpaHuuen ycnex n ysa>keHne aroT um
MOTMBaUMKO NpogosmkaTe paboTy. U Bce
>Ke, KOHTpAacT MeXy OTHOLIEHMEM 3a-
rpaHuuUen n Ha poauHe, X CTaBuUT B
[IBOWHCTBEHHY0, HEYBEPEHHYHO MO3K-
umro. OTO Yalle nx 3acTaBnseT BCcMaTpu-

BaTbCs B cebs1, HEM 3aHUMATbLCS OKpY-
>KaroLMMM U3MEHEHUSAMU. To, YTO rocy-
[apCTBO MX He 3amevaeT (unu genaet
BWUA, YTO He 3aMeYaeT), oTpa>kaeTcs Ha
NX «OTHOLLEHMM K rocyaapcTBy». CoBpe-
MeHHoe 6onrapckoe UckyccTBo 6onee
WHTPOBEPTHO, U «CaMOpPeEPEHTHO».
[Mo3TOMY OHO He BbIrNSAUT coumanbHO
aHra>kKnpoBaHHbIM B NMPSMYHO, XOTS Mo-
cnefHue rofibl XyI0>KHUKN aKTUBHO
BKNKOYEHbI B 06LLECTBEHHbLIN AebaT.
[pyroe pneno — rotosa nm ny6nuvka K Ta-
KOMy guanory.

51.B. B MOCKOBCKWUI MPOEKT Mbl CO3Ha-
TeNbHO NpUrnacunun xyao>XHMKOB pas-
HbIX MOKONEHUN, Ans KoTopbix 1989 rof
SBUICA NEePeIOMHbIM MO unu BoobLle Ha-
YaslbHOWM TOYKOWM HOBOW anoxu. Tema no-
KONMEHUN NpoaomKaeT 6bITb Ba>XKHON B
Hallen Xyao>XKecTBeHHON Xun3Hun. Cenvac
obLiee Ans HUX BCex — >xanobbl Ha OTCy-
CTBME COBPEMEHHOM (a HE TOMbKO B
061acT COBPEMEHHOIO UCKYCCTBA)
KyJNIbTYPHOW NONNTUKK, MY3€EEB, NPaHTOB,
KOJINEKUNIA, U3aaHNA, anbTepHATUBHbIX
«MPOM3BOACTBEHHbIX eanHunL». O4eBuna-
Has pasHuua, Ba>kHasi B AaHHbIA MO-
MEHT: cTapLUee eLle roBOPUT MO PyCCKM,
a 6onee MonoAble eBa M Ha 3TO CrMo-
CO6HbI. HO Beab ecTb 1 gpyrue
«0QYeBUHbIE» PasHULbI?

M.B. Xyno>kHuku, BbipocLune go 1989
rofa, NpuBbIKSIM yBa>KaTb UCTOpUYE-
CKOMY Hacneaue BO BCEX €ro nposieie-
HWUSIX U BCErAa COOTHOCATCS C
co3[aHHbIM paHee. OHM UHTEpeCyTCA
HaCTOSILUMM C TOYKM 3peHns ero npespa-
LLIEHUS B YacTb NCTOPMYECKOrO MPO-
uecca. Vim 3Hakombl paboTbl Bpybens un
Manesunya, oHu 3HatoT 0 BAM-e n o
«HO>XHOM MOTOKE», UM U3BECTHO YTO
«Habyko» eule n onepa Bepawn, 1 aTto nx
3HaHve obpasyeT crneunuyeckyto
KapTy B3aMMOCBSA3€EW, C KOTOPOW OHK
cuuTatotcs. Iix monoaple konnern He uc-
NbITbIBAHOT HEO6XOAMMOCTM B MOAOGHOM
3HaHWK, Kasanocb 6bl, 3TO MUSIO, HO He-
CKOJbKO 6e30TBECTBEHHO. C HUMU Npw-
X0AMTCA ObITb BHUMATESNIbHEE C
KYpPaTOPCKOWN TOYKM 3PEHUS — Y HUX HET
onaceHun, 4YTo TO, YTO OHW AenaroT, BO3-
MO>KHO OCYLLECTBJIEHO paHee. VIx Tak
>Ke HUCKOMbKO He nHTepecyeT (1 cnasa
Bory!), 4To «Mbl» Nepexxunu n 4To oT
HWX KTO-TO >KAeT 6narofapHocTy 3a
«MOAHATYIO LUennHy». B 9TOI BbicTaBke,
0AHako, 6osiee o4eBUAHbI, KaK Tbl CKa-
3ana, UpoHWs 1 YyBCTBO tomopa. A He
3HAK0 HACKOJIbKO OHM MPUCYLUN UMEHHO
Haluel reorpauyeckon wmpoTe, Ho be-
pycb YTBEP>KAaTb, YTO MMEHHO OHU
LaloT COBPEMEHHOMY 60/IrapCKoMy M1C-
KyCCTBY BO3MO>XHOCTb CYyLLECTBOBaTb B
Heapy>KecKor foMallHen cpefe.

3akntoyeHune

Llenb Hallero npoekTa nokasaTb YTO >e
aenaroT 6onrapckue Xyao>KHUKM B pas-
HbIX >KM3HEHHbIX 06CTOATENbCTBAX U C
pasHbIMU 06CTOSTENIbCTBAMM XKU3HW.
MbI HafieeMcsi, 4TO UX MHAMBUAYaSbHblE
3asiBIeHVsi B COCTOSIHUM NPEACTaBUTb
HaLy «TUMWUYHO HETUMUYHYIO» CyabOY
MarneHbKOro NocT-TOTanMTapHoro, Heo-
KanuTanucTM4eckoro rocyaapcTBa,
CUJTbHO 3aBUCKMOTO OT Yy>KUX MONUTH-
4eCKMX MHTEPECOB BO CBOE HOBOW UCTO-
pUK, HO AN KOTOPOrO UCKYCCTBO
SIBNSIETCS CaMbIM HE3aBUCUMbIM 06LLie-
CTBEHHbIM NPOCTPaHCTBOM.

» »  of the show involved the use of a
lot of personal contacts and owed favors,
as well as the personal labor (including
physical) of the artists and the curators.
Our Ministry of Culture came up with the
excuse of the global financial crisis (yet
another proof of the country being part of
the big world out there) and practically de-
serted the project.

Would you say that in spite of the hard
working conditions that we have with this
project, there is somewhere here

a positive element, maybe some kind

of autonomy?

Maria Vassileva This sample only shows
two things. On one hand, the Ministry of
Culture is still faithful to its attitude of neg-
ligence towards the initiatives of the art
NGO'’s in spite the fact that the whole
artistic life today actually depends on
them, to a very large extent. The Ministry
can still only recognize museums and for-
mer totalitarian structures, such as the
Artists’ Union, as its partners. If the initia-
tive for this event had come from such a
source no doubt the Ministry would have
found some funding (as it did a year ago
supporting the Sofia Municipality for an
exhibition during the days of Sofia in
Moscow). On the other hand, for them
what we call contemporary art continues
to be invisible or at least not capable of
being representative. It is not buy chance
that when they talk about the possible
participation of Bulgaria in the Venice
Biennale or about a Museum for Contem-
porary Art in the country they do so not
because they truly believe in the impor-
tance of such things but simply because
of publicity. Furthermore, it would seem
that the Ministry of Culture, of all govern-
mental structures, is the one with the most
retrograde image and the one, which is
the most persistently living in the past.
This is one of the reasons why we have
learned to be self-sufficient from our
“childhood”; for the same reason we feel
like cultural refugees at home.

I.B. A few years back during a rather
prestigious professional gathering, | was
asked if there is some kind of specifics
that makes art from Eastern Europe distin-
guishable. The first thing that came to my
mind was its self-irony and mistrust. Of
course, these are qualities not necessarily
common for all the artists born in the re-
gion. However, in Bulgaria the artist’s atti-
tude is never either “pro” or “con” what'’s
happening in reality, or is his/her own un-
derstanding for his/her status in society to
be taken for granted. “We” are not entirely
within the leftist discourse of critique be-
cause “we” have been through the period
of the real “Sotz” and we are not all that
sure it can have a better version; but “we”
are not all that impressed by the might of
the new market conditions either, pre-
cisely because we have been through the
period of real “Sotz” and thus “we” do
know the positive aspects of having the
right to equal start as well as free access
to the cultural product.

Your experiences as a curator of practi-
cally the only public institution in the coun-
try to have a collection of contemporary
art (the Sofia City Art Gallery) are unique
in this respect. Can you share more

of these here?

M.V. | think that all those working in the
field of contemporary art still feel like
totally marginalized people. At least

“at home” and only the success gained
outside of Bulgaria gives them motivation
to go on here. The contrast between the
recognition abroad and the neglect at
home creates a sense of being in an un-
stable and dubious situation. Artists turn
inwards rather then come to the idea that
they might be an important and powerful
factor in the process of transforming their
country. The fact that the state, personi-

fied in the official institutions, is not “regis-
tering” when looking at the artists is affect-
ing the mutual “understanding” as well as
the directness employed when artists are
stating their positions. Bulgarian contem-
porary art is rather introvert, more self-
referential then extrovert. That’s why one
of the challenges that it is not so directly
socially engaged. Not so true — in the last
years artists got involved, through their art
production, in various relevant public
debates. It is a different question if the
audience is ready to read through the
messages.

I.B. For our project in Moscow we invited
artists from several generations for whom
the year 1989 either breaks the pattern
from before or sets the start of a new age.
The theme of the generational flux is still
very important for the artistic life in
Bulgaria. The lack of contemporary cul-
tural policies (not only in the field of visual
arts) as well as the meager infrastructure
of museums, grants, collections, publica-
tions, alternative “production units” are in
the core of the general problem.

In this situation, do you see significant dif-
ferences between the generations of
artists except for the one difference
relevant here — the older artists speak
Russian while the younger ones might not
even realize that it is Russian language
they hear...?

M.V. The artists from the generation edu-
cated before 1989 are trained to respect
history and tradition in all their manifesta-
tions. They always take into account the
practice preceding their own. They are in-
terested in what’s happening now from the
point of view of it becoming part of the his-
torical process. They know both Vrubel
and Malevich; they know both BAM and
the “South Stream”; they know that
“Nabucco” is also an opera. This knowl-
edge constructs a special kind of mapping
of relations for them and they acknowl-
edge the influence. The younger col-
leagues do not need such knowledge,
which is cute but a little bit irresponsible.
Curators should be more careful and car-
ing with them because they do not worry
about doing stuff that has already been
made before them. They also do not care
about what we have been through and
that we expect some kind of gratitude for
“being there first” (...and thank God for
that!). However, in this show is, as you
point out, the irony, and the sense of
humor are rather evident. | do not know
how typical these are for our part of the
world but | think that for sure irony and
humor give a chance for survival to con-
temporary Bulgarian art in an environ-
ment, which is rather unfriendly.

Final note

The goal of our project is to showcase the
work of a number of Bulgarian artists “on”
and “with” the various circumstances they
live in. We hope that their individual posi-
tions and statements will be an adequate
manifestation of the both typical and
a-typical fate of our small post-totalitarian
and neo-capitalist country, which for the
better part of its modern history has been
strongly dependent on external political
interests and yet has art as its most inde-
pendent segment of the public domain.



Jlyuesap bosipxueB / Luchezar Boyadjiev

Poauncs B 1957 rogy B Cocduu, xxuseTt u pabéotaet B Cocpun
Born in 1957 in Sofia, lives and works in Sofia
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OTOT UMK M306pa>keHnn ABNSETCSA UCCNef0BaHNEM BM3yanbHOWM TOrMKM PpaHHEro
Heo-kanuTanuama. OH AEMOHCTPUPYET NPEACTaBEHNE O BO3MO>XXHOM By ayLiem
pas3BuTMM yp6aHM3MPOBAHHOIO NPOCTPAHCTBA U BM3YanbHOIr0 HAMOSHEHMS onpeae-
JIEHHOr O HEO-KaANUTaNMCTMYECKOro ropoaa — ctonuubl Bonrapmm Codpun. Heo-kanu-
Tanuam — 3710 BMA 06LLeCcTBa, NOPOXKAEHHOIrO NO3AHEN TOTaNnnTapHON BepCcuei
counanuamMa, xapakTepHOro Anst BOCTOYHOEBPOMNENCKnx cTpaH 6bisero CoseT-
ckoro 6noka. Ero «nporpecc» oTMeueH npoLeccoM nepepacnpeneneHms obue-
CTBEHHbIX 61ar 1 «Hopmanuaauueii» Noa AaBfieHMEM CO CTOPOHbI EBponeiickoro
coto3a, Me>xayHapoaHoro BantoTHOro ooHaa n ToMy nogobHbIx opraHmaaumii. Heo-
KanuTanuam — 370 Kanutannam 6e3 6yp>kyasuu, noTpebutenbckoe obLecTso 6e3
noTpebutenen (Bce eLle...), a ero passuTme 0TMe4YeHo 6ypHbIM NPUCBOEHNEM 06-
LLIeCTBEHHbIX NPOCTPAHCTB YaCTHbIMU NNLaMM.

Bce aTv npu3Haku sicHO NpocTynaroT Bo BHelHeM ob6nvke Codun — ropofe, B KOTO-
pPOM MO>XHO MOMECTMUTb BCe, BCeraa u seaae, b 6bl 6binn aeHbru... B Heo-kanu-
TanMCTUYECKOM ropoAe 9KOHOMUYECKME aCNEKTbI XXU3HU NobexfaroT nonmtunye-
CKue, BbICTPO Pa3BMBaKOLLMNCS PbIHOK AYLUMT rpa>kaaHckoe o6LLecTBO, peknama
3amMeLlaeT Bce npoyne Bu3yasibHble BOCMPUATUS BHE NOTPEOUTENbCKON NAEHTUY-
HOCTMW.

CoeaunHssa MaTepumanbHyH CYLLHOCTb OKPY>KatoLLen cpefibl C peKkiaMHbIM KOHTEKC-
TOM, S JOBOXXY €ro pa3BuTne A0 TEXHUYECKM NOMMYHOIr0 BU3yaribHOro 3aBEPLUEHWS.
Jlyyesap BospxueB

This cycle of images is an exploration into the visual logic of early neo-capitalism. It re-
presents a vision for the possible future development of the urban environment and vi-
sual interface of one neo-capitalist city, the city of Sofia, Bulgaria. Neo-capitalism is a
kind of society that originated from the late totalitarian version of socialism that was to
be found in the Eastern European countries of the former Soviet Block. Its “progress” is
marked by processes of re-distribution of public wealth and “normalization” under pres-
sure from the European Union, the IMF, etc. Neo-capitalism is capitalism without bo-
urgeoisie; consumer society without consumers (at least not yet...); and the
development of its cities is marked by the stormy appropriation of public space by pri-
vate interest.

All of these features are seen in the interface of Sofia, a city where you can put up
anything, anytime, anywhere as long as you can pay... In a neo-capitalist city the eco-
nomical aspects in the life of the society are overpowering the political ones; the bo-
oming market is suppressing the civic agenda; the visuality of enterprising and
consuming is eating up the visuality of reflection, contemplation or representation of
anything else but consumer identity.

While merging the material surroundings with the advertisement context | have taken
these processes to their logical visual conclusion. Luchezar Boyadjiev

Billboard Heaven, 2005. Linkn n3 19 npuHTOoB, 60/80 CM Ka>kabli
Billboard Heaven, 2005. Cycle of 19 ink-jet prints, 60/80 cm each



Papa BykoBa / Rada Boukova 4 |

Poaunacb B 1973 roay B Cocpum, XxuseTt u pa6otaeT B MNapuxe
Born in 1973 in Sofia, lives and works in Paris

CwuTyaums 3HakoMas — Xy J0>KHWK 13 BocTouHol EBponbl B 3anaaHoOEBPONEACKOM
KOHTekcTe. Ho nuuHble n npodeccuoHanbHble xapakTepucTnku Paabl BykoBon nos-
BOJSIAKOT en nsbe>katb NoA06HONM LWabnoHHOW NpeaonpeaeieHHOCTH.

CBOWCTBEHHbIE XyAO>XXHULE H4yBCTBUTENIbHOCTb U AEJIMKATHOCTb (O,U,Ha N3 NpUYnH
nocennTbCsa UMEHHO B I'Iamee) KakKnM-TO 06p3.30M No3BONSAOT el I'IpM6J'IVI3MTbC$| n
CiNTbCA CO cpenoﬁ, roe 3T KadecTtsa y3HaBaeMbl N LEHUMbI.

B nuyHoM noyepke BykoBOW MO>XXHO OTMETUTUTL (XOTS 9TO M HENErko ONpeaenuTb
NPVBbIYHBbIMWN MOHATUAMKU) OAHY OCOBEHHOCTb — OLUyLLeHVe obpasa. N xoTs xyaox-
HMLA 06bIKHOBEHHO 3aHUMAETCS MHCTaNNSAUMsSMU 1 BUAeouibMammn, MO>KHO ¢ ner-
KOCTbIO CKa3aTb, YTO B ee paboTax HeT rpyboro «KoHTypa» Unu «wrpuxa», a
NPUCYTCTBYHOT MNOAYEPKHYTas MArKOCTb U )KEHCTBEHHOCTb, YMEPEHHOCTL rpaHunL u
COoCTOsiHUIA. [of06HbIE 3asBMeHNs 3BydaT abCTPaKTHO, HO B 3HAYNTESIbHOM CTENEHM
Bblpa>karoT COOCTBEHHbIA HACTPOW XyAO>XXHUUbI. U fa>ke ycnnmeasi OTAeNbHbIA ak-
LeHT JaHHou paboTbl, BykoBa ocTaBnseT 4OCTATOYHO NPOCTPAHCTBA M anbTepHa-
TVB NSl 3pMTENbCKOro BOCNpuaTUS. XKenaHne KOHTPOMPOBaTb HE NPOYUTLIBAETCS,
YTO HUCKOJSIbKO HEe 03Ha4aeT, YTO KOHEeYHbIV pe3ynbTaT ciiydaeH. Komnpomuce He
XapaxkTepeH HK A1 ee NepcoHanNbHOro noYepka, Hu ans ee nogéopa asTopos U
npou3BeAeHUn B NOArOTOBKE COBMECTHbIX NpoekToB. Haas Tumosa.

BA3A Papgwl BykoBoii, raseta «KyneTypa», 28 Mas 2008 r., Cogpuns

Here is a conventional situation — an artist from Eastern Europe in the Western Euro-
pean context; though the personal and professional qualities of Rada Boukova place
her at quite a distance from the trap of this clichéd predetermination.

In some way though her sensitive and delicate nature (one of the reasons why she set-
tled in Paris) are pushing and relating her closer to that environment where such quali-
ties are recognized and appreciated. (...)

The personal “touch” of Rada Boukova is marked (however difficult it is to describe this
in conventional terms) by one characteristic, which is identical to the feeling for im-
agery. In spite of the fact that the artist is expressing herself mostly through installation
and video, one could say that her works are lacking any drastic “outlines” or “strokes”.
Instead there is distinct softness and femininity there, a certain kind of moderation of
limits and states of mind and soul. All of this may sound quite abstract but to a large ex-
tent it reflects her own “tuning”. While underlining a carefully selected detail she is still
leaving enough room to breathe and have alternative ways of perception. It is hard to
find any desire to control, which does not mean that she is not precise as far as the
end product is concerned. One can not find compromise neither in her individual “hand-
writing” nor when selecting authors and their works in an upcoming project.

Nadia Timova. The BAZA of Rada Boukova, Kultura Weekly, 28.05.2008, Sofia

BaneHTuHO (HeBbIHOCUMAA NerkocTb
6b1THs), 2007. Bo3ayLuHble Wwapsbl, Be-
peBka, KypTka BaneHTnHo, pasnuyHble
pasmMepbl

Valentino (The Unbearable Lightness of
Being), 2007. Balloons, rope, Valentino
jacket, dimensions variable



BacuneHa N'aHkoBcka / Vasilena Gankovska

Poaunacbk B 1978 roay B TposiHe, Bonrapus, >xuset u pabéotaeTt B BeHe
Born in 1978 in Troian, Bulgaria, lives and works in Vienna

B >xusonwucu BacuneHbl [[aHKOBCKOW BONPOC «4TO BUAMULLL?» BCerga YMtaeTcs Kak
«YTO NOHUMaelb, rnaaa?». To, YToO ee B OCHOBHOM 3aHUMAET -- 9TO NPOCTPaH-
CTBO, NPOCTPAHCTBO Napka, 3aBoAa, CTPOVKK, cafa, namsaTHuKka. Belbop TakoBoro
CBS13a@H C €ro OCMbICIIEHNEM KaK 4acTu AaHHOW ypOaHNCTUYECKON Cpelbl, Kak 0Co-
601 apxMTeKTypbl 06UTaHUs U NOBCEAHEBHOCTUW. B TakoMm npocTpaHcTBe «ny-
CTOTbI» He CyLlecTBYHOT. [[@HKOBCKa He NpeTeHAYyeT Ha «4UCTYHO» XKMBOMUCHL — OHA
NCNosb3yeT TEXHUKY, 06pasbl, BU3yasibHble 3HaKn n3obpakaemoi ropocKom
KyJbTYypbl, 04a>XmBas nx M3 KOMMKCOB U Aa>ke NOANUTbIBAsCb 06pPa3HOCTbIO
rpacbpuTn. XyaoxkHuua 4acTto paboTaeT Haa LenbIMU CEPUSMU, CKOHLIEHTPUPO-
BaHHbIMW Ha 06LUen Teme M ogHoo06pa3HOM NPOCTPAHCTBE — TAKoBa ee cepusi
«[lamMsATHWKOB». [TocTaBneHHbIe CKopee B IOrMYecKuii psif eXXeHEBHOro cylue-
CTBOBaHUs1, OHN OKa3bIBaOTCS HE MeCTaMmM Nams T, ICTOPUKN, YCTAHOBIIEHHOMO

Apmus CoseTtoB, 2008. XoscT, macno, 42/60 cm
The Army of the Soviets, 2008. Oil on canvas, 42/60 cm

HeuaBecTHblii conpat, 2008. XoncT, macno, 60/40 cm
The Unknown Soldier, 2008. Oil on canvas, 60/40 cm

The question “What do you see?” is always phrased as “What do you understand while
looking?” in the paintings of Vasilena Gankovska. She is mostly interested in space —
the park, the factory, the construction site, the garden, the monument. Her choice is al-
ways connected to rethinking the above as part of a certain urban environment and
specific social architecture of practices and dwellings. Space is never empty just like
her paintings are never “clean”. The artist is using the techniques, the images, and the
visual signs of that same urban culture, which she is trying to represent while being in-
fluenced by the comics, the stenciled images, and sometimes by the clear and simpli-
fied graffiti writing. Vasilena Gankovska is often creating whole cycles of works such as
the cycle of paintings with monuments. Represented within the logic of everyday life
and the ordinary, her monuments are not the places of memory, history and official
practices of veneration; rather they are peculiar locations and visual signifiers in the
urban space — visible or invisible, incorporated or neglected, recognized or forgotten.
These are the parts of the cityscape of today. In this context the dominant “new” signs
are those of advertisement and the corporate logo. The monument to the Soviet Army
in the center of Sofia is visibly invisible within the aura of its stressed “verticality”, which
is trespassed by the construction, the scaffolding and the screen of an on-going
process of renovation; the small sculptural composition “The Return of the Unknown
Soldier” has sunk in the green grass of a housing project park. The seemingly forgotten
past is left over in the chaos of today’s reality, of the neon signs and the loss of mem-
ory where space is under construction and the head of the child of the Unknown Sol-
dier is painted blue. Vladya Mihaylova

puTyana, a ocobbiM CUMBOJIOM, BU3YyasibHbIM 3HaKOM B Yp6aHUCTMYECKON cpene —
BUAWMBIM WUIIN HET, €€ YY4aCTHUKOM U UCKITKOYEHMEM, Y3HABAEMbIM MUin 3a6bl-
TbiM. [1aMSATHUKM — HE3HAUUTENbHAs YacTb HbIHELHEro ropoACKoro nesaxa.

B HEM JOMUHUPYIOT HOBble 06BbEKTbI — pekfiaMa, 3Hakn koprnopauui. NamsaTHuK
CoeTckon apmuu B LUeHTpe Cothun — 0fHOBPEMEHHO BUANMbIN U HEBUAWMbIN B
OoTpUUaHMM ero NOAYEPKHYTOro «B3fieTa» CeTbIO JIECOB U Orpa>keHunin pa3BepHys-
LUeics nepea HAM CTPOWKK, a ManeHbkas CKynbnTypHas komno3uumsa «Bosspalue-
HWe HeU3BECTHOrO conaaTta» TOHET B TpaBe Nnapka OAHOro U3 >XXUbIX PpakioHOB
ropoga. Kak 6yaTto no3abbiToe NpoLLfIoe 0Ka3asnioCb B Xa0Ce HbIHELLHErO CUSHO-
Lero cBeToM 1 6ecnamsTCTBOM MMPA, B KOTOPOM NPOCTPAHCTBO NpeBanvpyeT Hag
KOMNo3unumen, a ronosa pebeHka, KOTOporo Hem3BeCTHbIN ConaaT AEpP>XXUT Ha
pyKax, okpalleHa KeM-TO B CUHWIA LBeT... Bnaausa Muxaiinosa




Mapuena emuwena / Mariela Gemisheva

Poaunacbk B 1965 roay B KasaHnbike, Bonrapus, >xuseT u pa6otaet B Cocpum
Born in 1965 in Kazanlak, Bulgaria, lives and works in Sofia

YKeHLUMH NOHATL TPYAHO — Kak My>KYMHaM, Tak 1 OCTanbHbIM XXeHWuHaM... Eule
TPYAHEN NOHATb XyAOXKHMKOB. Tak YTO MOHATb XyA0>KHULY — TPYAHO BABOVHE.
Kpome atoro, Mapuena NemuwieBsa He NpoCTO XyOOXHUK — OHA UCKITHOYUTESIbHO An-
3aliHep ogexkabl. A Korga pedb 3ax0AuT O MOJE, OHA, Kak NpaBwusio, NepexouT B
pasroBop 06 MHANBMAYANbHOCTW, BbIPpa>kKeHHOW Yepes ogexxay. CumtaeTcs, 4to
o4e>X[a — KOPPEKTUB NHANBUAYASIbHOCTH, TaK Kak cama no cebe sBAseTCs Mackom.
CylectByeT 6€CKOHEYHO MHOIO COCO60B U3MEHSATL MHAMBUAYANTbHOCTL NOCPEea-
CTBOM oae>kAapbl. Ho Kak Bblipa3nTb MMEHHO COBCTBEHHYHO, M3HaYarlbHO TPy AHO
onpeaenumyto nHaMBmayanbHocTb? Kak 06Hapy>XMTb MHANBUAYANBHOCTb >KEH-
LUMHbI, XyAO>KHMLbI, An3anHepa 04e>xabl, KOTopas B CBOe paboTe nonb3yeTcs Apy-
MW 0AbMU, Bblpa>kast C UX MOMOLLbIO CBOW NPEACTaBNEHNS U, B KOHEYHOM CYETE,
COB6CTBEHHYIO MHAMBUAYanbHOCTL? [1na Hee apyrme — MaHekeHbl MOAHOro nokasa.
OHU N3MEHAIT CBOK MHAMBUAYASIbHOCTb, YTOObI PACKPbITb UHAMBUAYANTbHOCTb
npeacTaBneHHHOW Nybnvke oaexxabl — 1, TakuMm 06pa3om, MHANBUAYANIbHOCTb XY-
LO>KHUKA, co3aaBLuero ee... TyT npobremMa oKa3biBaeTCsi YepecHyp CIO>KHOMN.

B npoekTe «Out of Myself» Mapuena ["'emuiieBa ynpoLlaeT ee peLleHne TBopye-
CKUM COTPYAHMYECTBOM C MY>XCKUM B3rNs40M, BblpasuTtenemM KoToporo ctan go-
Torpad Janaun LLlep6aHoB. Teopus yTBep>XAaeT, YTO MY>XCKOW B3rnsg
0Ka3bIBAETCs PENPECCUBHLIM MHCTPYMEHTOM NaTpuapxanbHOro 3HayeHus, gaxe
KOraa OH TOMbKO naeHTMduMUmMpyeT obpas vYepes oTparkeHue. B npoekTe «Out of
Myself» B3rnsg My>X4mHbl UCMOMb3YETCS KaK MHCTPYMEHT Npu CO34aHMN aBTOMNoPT-
peTa nMYHOCTM B MpoLecce noucka nHamesmayansHocTw. (...) Sipa By6HoBa,
ﬂy-leaap Bosp)XueB. Mapuena MNemuwesa. Out of Myself, Cogpusi, 2002 (kaTanor BbicTaBKH)

It's hard to understand women... It is hard for man as well as for women themselves...
It is even harder to understand artists... Thus, to understand a female artist is doubly
hard. On top of that, the artist Mariela Gemisheva is a fashion designer... And fashion
is about personality expressed through clothing. The premise is that cloths are an ad-
justment to personality because cloths are masks. There are endless possible varia-
tions of personality through clothing. But how to express a personality that is hard to
understand to begin with? The personality of a female artist of fashion design who is
used to using other people to express her vision and ultimately, personality? The other
people are the models in a fashion show. They are adjusting their own personalities in
order to reveal the “personality” of the cloths they are presenting to the public and thus
are expressing the personality of the artist who has designed the cloths... Here the
equation becomes much too complicated.

To make things easier Mariela Gemisheva establishes collaborative partnership with
the male gaze, personified in the artist/photographer Danail Shturbanov, in the newest
project “Out of Myself”. Theory says that the male gaze is an oppressive instrument of
patriarchal signification even when used as a tool for identification through reflection.
Here it becomes a constructive instrument for portraiture of a personality that is in the
process of finding out about herself. (...) lara Boubnova, Luchezar Boyadjiev. Mariela
Gemisheva. Out of Myself, Sofia 2002 (catalogue)

Out of Myself, 2002
Linkn u3 12 npuHToB, 150/103 CcM Kaxxabln

Out of Myself, 2002
Cycle of 12 ink-jet prints, 150/103 cm each




Anna Neopruesa / Alla Georgieva

Poaunack B 1957 roay B XapbkoBe, YKpauHa, )XuseT U pa6otaet B Cocuu
Born in 1957 in Kharkov, Ukraine, lives and works in Sofia

B aTux kpynHodopmaTHbIx doTorpadmsx Xyao>KHULA peknaMmpyeT nyyllee n3

6ankaHckom KyxHu: 6aHuuy, LLOMNCKuUiA canat n kebanyeta. bnoaa npunpasneHs! ALLA'S SECRET

«LL|eNOTKOM COMM» — MPOBOKALUMOHHBLIM 6efTbeM N3 aBTOPCKONM konnekuun Alla’s Se-

cret. Urpuso nocmaTpmsas Ha 3puTens, 'eopruesa BbIrnsanT 04HOBPEMEHHO

CMeLLHO 1 abeypaHo. doTorpadumn cepnm HanoMMHaKOT TLLATENBHO BbICTPOEHHbIE

KOMMO3MLMN MOLHbIX (POTOCECCUNA, rae Kakaas nu3 posiein UCnosiHeHa v peLum-

TeNbHO CpeXkMccnpoBaHa aBTopoM. TyT XyAO>KHULUA NPEACTAET B HAUMyULLIEM

cBeTe — Nepeckakmsas U3 0JHOM0 y3HaBaeMoro CTUnsl B APYron, oHa 3actasnseT

paboTaTb XXEHCKYI MAEHTUYHOCTb Taknx pasHbix CuHan LLiepmaH n AHHbI MeHau-

eTTbl. MO>KHO cka3aTb, 4TO N0A06HO 6€CKOHEYHOMY NPoeKTy «Kaapbl n3 uibMoB

6e3 Ha3saHus» LLlepmaH, Anna Neopruesa cTpeMnTCsl COMaTb Mepapxmio B3anmo-

OTHOLLEHWI, Hananas oAHOBPEMEHHO Ha peKniamy, Moy 1 MopHorpaduio. )
$

Callootion 2000

OTKpPOBEHHO NOAHMMAS BOMPOChI, CBSA3aHHbIE C 06pa3amm XEeHLLUMHbI B 06LLEeCTBE,
aBTOp 0CO60 OCTaHABMBAETCS HA KOHTPACTE MeXKAYy PeanbHON XMN3HbIO U XKU3HbIO )
B pekname. JTO OLLYyLAeTCs y>Ke B Ha3BaHUN Cepumn — MOandrKaumm n3secTHoOro = ,4
6peHa Victoria’s Secret. B Hawwm AHM coumonorus 06¢Cy>KaaeT, SBNsSeTCs N1 nepco- =Y AN AN ORSEE VY BEA JSARE VRIS
Hanm3auus Toeapa BO3MOXKHOCTbIO KaXX0ro CTPOUTb COOCTBEHHOE «YHUKAIbHOE» ‘

CyLLlecTBOBaHMe, Ha4uMHas C MPON3BELEHNIA UCKYCCTBA, NPEBPATUBLLMXCA B 060U
Ans paboyero crona koMnetoTepa u iPod-a co cnMckoM cneaytowmx TakTy cepaua
MEeNoaui — n ecTb Hanbosnee BocTpebOBaHHbIN «ToBap». MipoHndeckoe npeanoxxe-
Hue Annbl [feoprneBol He CTPEMUTCS 060NTU KOMMEPHYECKUX KOHKYPEHTOB. OHO
BO3BpalLaeTcs 6ymMepaHroM K NpoM3BOACTBY, CTaparLLeMyCcs UMUTUPOBATL XKU3Hb.
«5 peknamupyto 6enbe 1 B TO >Ke BPEMS CBOIO >KN3Hb», — 3asBNSET XyAOXKHULA B
maHepe OneH Bunnuc. Unusina HepakoBa. Alla Georgieva. Between Difference and Under-
standing, n.paradoxa, Vol. 19, 2007

ALLA'S SECRET

Codloctiom 200

Alla’s Secret, 2000
Lnkn ua 3 npuHTtos, 130/120 cm, 130/100 cmM, 130/120 cm

Alla’s Secret, 2000
Cycle of 3 ink-jet prints, 130/120 cm, 130/100 cm, 130/120 cm

ALLA'S SECRET
Codlection 2000

Unlike her postcard series of photographs Happy New Year, in these large-scale
tableaux the artist-cum-chef promotes the best of the Balkan cuisine: banitsa, shopska
salad and kebabche. They are served with a pinch of salt and provocative underwear
from the artist's bespoke collection Alla’s Secret. Georgieva throws a teasing grimace
at the viewer and manages to be both funny and absurd. The ink-jet prints in the series
appear as carefully choreographed fashion shots where each character is played by
Georgieva and crucially directed by the artist herself. Sensual curves in romantic lace
and smooth satins enhance the silky feel of booster bras and sexy knickers. This is the
artist at her best — adopting the female identity-hopping style of performance artists as
disparate as Cindy Sherman and Ana Mendieta. One can argue that similar to Sher-
man’s ongoing Untitled project Georgieva’s aim is to deconstruct hierarchies and take
on the worlds of advertising, fashion and pornography.
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When she tackles issues around the portrayal of women in society Georgieva is intere-
sted in the contrast between real life and life as manufactured in advertising. This con-
cern is signaled in the very title, a slight modification on the high street brand Victoria’s
Secret. Sociologists speculate that the ultimate luxury item today is how one personali-
zes commodities to create a designed “unique” life experience, from the artworks and
even wallpaper selected to be hung on one's walls to an iPod playlist curated to suit
one’s heartbeat. Georgieva'’s tongue-in-cheek offer doesn’t aim to outsmart its com-
mercial rivals. It acts as a boomerang back to the industry which itself aims to imitate
real life. “| advertise underwear and at the same time | ‘advertise’ my own life”, notes the
artist, in a manner which resonates with the words of Ellen Willis. lliyana Nedkova.

Alla Georgieva. Between Difference and Understanding, n.paradoxa, Vol. 19, 2007
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Poaunack B 1972 roay B Cocduu, xxuseT u pabotaet B BeHe
Born in 1972 in Sofia, lives and works in Vienna
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§taatsbiirgerschaft ? Nationality ?, 2003. DVD, &’
§taatsbiirgerschaft ? Nationality ?, 2003. DVD, &’

MNMeTtsa AumutpoBa / Petja Dimitrova n
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[Junnom BeHckoro xy40>KeCTBEHHOMO yHMBEpPCUTETAa BMECTE C HECKOJIbKUMU PEKO-
MeHAaTeNbHbIMU MMCbMaMM XOPOLLIO N3BECTHbIX B 06/1aCTM UCKYCCTBA IMYHOCTEMN
JOM>KHbI COCNY>XKUTb MHE AO6PYHO CNy>X6y Ans NoNyyYeHus aBCTPUNCKOrO rpaxkaaH-
CTBa Mo «yCKOPEHHOI npoueaype», To eCTb Npexxae, Yem nctedeT Tpebyemblii Mu-
HUMarnbHbIN OeCATUNETHWIA CPOK NpebbiBaHns B cTpaHe. Yaactes nu? U 3ayem MHe
9T0, B CyLLHOCTU, HY>KHO?

OcHoBHbIE Ana rnobanua3aunm n eBpoONeNCcKon MHTerpaLumn aKOHOMMYECKME NPo-
LeccCbl npuBenn K UAMEHEHUAM CTapbIX U CbOpMI/IpOBaHVI}O HOBbIX FpaHnl, K Murpa-
Lnn, OHM NO ApYyromy CTtaBAT BOMNPOCHI O HaLlVIOHaJ'IbHOﬁ NWOAEHTUNYHOCTN U
rpaxkgaHctee. CyulecTsytollee, Hanpumep, B ABCTpUKM onpeaefieHne HaunoHarb-
HOW npnHanne>xHocTu B 3HAQYNTENbHON CTENEHU UCKITOYaEeT MWIFpPaHTOB U3 y4acTus
B MOJSINTUYECKON XXU3HWN U 3acTaBnseT ux npeanpunHnMaTb ﬂeﬁCTBMﬂ Ha rpaHu 3a-
KOHa (Mnv gaxke 3a ee npegenamm), 4Tobbl NPOAOIIKUTL XXUTENLCTBA B CTPaHe.

Bce-Taku ans Xy [OXHUKOB-MUIPAHTOB CUTyauMs OTHOCUTENbHO nerka. MHe, kak
npo>kusatoLlei B ABCTPUKN AMMNIIOMUPOBAHHON «NpeanpuHuMaTesibHmue» B 0651acTtu
TBOPYECKMX MPOdeCccuii, XoTa 1 He ABNSAOLLENCS rpa>kaaHkon cTpaHsl Esponei-
CKOro coto3a unvM EBponeinckoro SKkoHOMMYECKOro NpoCTPaHCTBa, rocy4apcTBo
[aeT npaBo NPOXXMBAHWA U y4acTus B MECTHOW >KU3HU, OAHaKO Npu ycnosum obna-
JaHus «A0CTaToYHbIM AOXOA0M>». BbIX0A M3 Takon LLEKOTNNBON cuTyaumm — nsbe-
XaTtb AecaTuneTHee npebbiBaHNE B CTPAHE YCKOPEHHbIM MONyYeHNeM
aBCTPUIACKOro rpa>kJaHCcTBa — ABAAETCA YMCTO NparMaTU4ecknmM peLLeHneMm.
OueHka aon>kHa 6bITb TPE3BOW — HOBas HaUMOHaNbHas MAEHTUYHOCTb NPUHeceT
MHEe paBHble XXU3HEHHblE BO3MO>XXHOCTM B EBpone Kak rpaxkaaHke EC.

MoWi BugeocunbmM SBASETCS LOKYMEHTaNbHOM dhmkcaumen npouecca cbopa Tpebye-
MbIX NPOLEAYPOi AoKA3aTeNbLCTB TOro, YTO A «A0CTONHA» CBOE HOBOW HaLUMoHab-
HOCTW, 1 OQHOBPEMEHHO 0Ka3anocb NPOEKTOM, KOTOPbIA NO3BOSINI MHE NOY4YUTb
>XenaHHoel gunnom. MNMetsa AuMmutposa

Graduating the Vienna University for Art along with some letters of recomendation from
people who are well positioned in the art world, should be enough to help me get Au-
stiran citizenship through the “fast track procedure”. That means — before the 10 year
mandatory minimum period of waiting has passed. Will | be able to make it? And why
do | actually need that?

The economical processes that are the driving force of globalization and European in-
tegration are causing a shift and new definition of borders, they are also the cause for
processes of migration and they do reformulate the questions about national identity
and citizenship. The existing definition for nationality, for instance in Austria, is in effect
excluding the migrants, to a large degree, from political participation and is forcing
them to start acting either at or beyond the limits of the law in order to make sure they
stay in the country.

The situaion of the artist-migrant is relatively better — as a certified free lance “enter-
preneur” in the arts living in Austria, without however being a citizen of either a EU or a
EEA (European Economic Area) member state, Austria does give me the right to re-
side and participate in the local life, however — under the condition that | have “suffi-
cient income”. If | want to get out of this tricky situation acquiring Austrian citizenship,
possible after a 10 year stay in the country, is indeed a pragmatic solution. It’s a ques-
tion of sound judgement — the new nationality will bring me equal life opportunities and
options in Europe as a citizen of the EU.

This video work is a documentation of the process of collecting those evidences that
the procedure requires in order for me to prove that | am “worthy” of my new national-
ity. At the same time, this work is the one which secures for me the desired diploma.
Petja Dimitrova




Bopsina [lparoeBa-Pocca, Oner MaspomatTu / Boryana Dragoeva-Rossa, Oleg Mavromatti

Poaunacbk B 1972 roay B Cocuu, xxuset u pabotaet B Cocpum u B Tpoii, CLLA

Poauncs B 1965 roay B Bonrorpage, Poccus, xxuseTt u pabotaet B Cocpum u B Tpoii, CLLA

Born in 1972 in Sofia, lives and works in Sofia and in Troy, USA
Born in 1965 in Volgograd, Russia, lives and works in Sofia and in Troy, USA

MO>KHO OLUIMBOYHO AyMaTb,4TO >XEHLMHA, GMHTYIOLLAs rofioBy congaTta, YmcTawas
OT KPOBM KOpPMyc 60€eBOM MalLlWHbI, MEHSIOLLAS CYyAHO BETEPaHy-nHBanuay — He
6oree, 4YeM HEYTO BTOPOCTENEHHOE, 06CNyra, Ae3vHMULMPYOLLNA NPpUaAToK, MO-
6UNbHbIN KNUHEP-MoaySib... Kazanock 6bl, MO3I — BOT OH, 3aK/THO4YEHHbIN B MY>XXCKOe
Teno, ropAo BO3MEXMUT Ha XPYCTALLUMX, OTCTUPAHHbIX BCE TOW XKe XXEHLLMHON npo-
CTbIHAX... CNOBOM, NpMBbIYHASA MOAENb: FOCNOAMH TOT, KOMY MOKOT HOMM, a He TOT,
KTO MOET... TOT, KTO MOET U YNCTUT — BCEro-nuLlb pab... Ho Tak nn 310 HA camoMm
fene? He cHucxoxxaeHve nv ato?

He ecTb 511 3TO NPOCTO NPOSIBIIEHME XXANOCTU K 3aurpasLleMycst Hepa3yMHOMY au-
TATE, rNYnoMy, HO POAHOMY... INTATE MO>KHO NPOCTUTL MHOMOE: UrPpy CO CMYKaMmu,
rPS3HbIE TPYCbl 1 Aa>ke BOEHHble noasuru! UMeHHO NpoCcTUTbL — MaxHyTb PYKOW Ha
HeucnpasMMOro ypoaa... Yto TyT nogenaews! Takosa ero npvpoga: CTpouTb, Ans
TOro 4To6bl paspyLwaTb, Co34aBaTb CMEPTOHOCHbIE MALLWHbI, NAYKaTb KPOBbIO
KpaxmanbHoe 6enbe, TONTaTb UBETbl KOBaHbIM 6aLlMakoM, BOHATb HECTUPaHbIMU
nopTaHKamu... I KTo-To 6onee pasyMHbI JOMKEH ABUTLCS C TPSINKON U LLUBA6POM,
4YTO6 OTMbITbL Ccrnefibl 6€3yMHONM Urpbl, HANOUTL UAMOTA OTBAPOM 60neyTONAOLLMX
TpaBs, nepeneneHaTb, CMEHUTb NOATY3HWUKW, BbITEPETb COMAN — CIOBOM, BOCCTaHO-
BWTb XOTb Ha BpeMS HEO6X0AMMbIN NOPSAOK — HO 3a4eM? HTo6bl pebeHoK nrpan
fanblue B CBOM MANOTCKUE UIPbl U HE Nfiakan us-3a MOKPbIX TPYCOB M CIIOMaHHbIX,
3ara>keHHbIX KpoBbto TaHkoB! BopsiHa Pocca, Oner MaBpoMatTu

Mocne urpobl, 2002
Linkn u3 3 npuHTOB, 70/86 CM Kaxkaas

After the Game, 2002
Cycle of 3 ink-jet prints, 70/86 cm each

One can mistakenly gather that the woman who is putting a bandage on the head of
the soldier, who is wiping the blood off the machine of war or is changing the bed-pan
from under the disabled veteran, is nothing more but a second hand human being —
the catering staff, the disinfecting appendage, the portable cleaning module. At the
same time, it seems that the brains, locked up in the male body, have proudly
stretched down on the squeaky clean linen that has been washed by the same
woman. In one word — the standard model says that the master is the one who gets
his feet washed up, not the one who does the washing. The one washing is nothing
but a slave. But is it actually so? Aren’t we seeing here some kind of condescending
attitude on the part of the slave?

Isn’t this just a kind of pity for the silly child at play that is stupid but your own all the
same? Your child can get away with way too much — playing with matches, shitting in
the pants, and even some military antics! Get away with, really... — you can wave away
this intolerable freak... What can you do with it! That is the way the child is — building
only to destroy, creating deadly machines, spilling blood all over the starched under-
wear, smashing the flowers with nailed boots, stinking of dirty socks. Somebody more
rational should show up with a mop and a broom in order to clean up the traces of the
mindless game; to feed the little idiot a concoction from painkilling herbs; to change di-
apers, to wipe out the snot — in one word, to reestablish at least for a time the neces-
sary order; but why? So that the child might go on playing its idiotic games without
crying for its shitty pants or for the broken down bloodied tanks! Boryana Rossa,
Oleg Mavromatti




Mpasaonto6 UsaHoB / Pravdoliub Ivanov 10|

Poauncs B 1964 rony B NMnosause, Bonrapus, xuset U pa6otaeT B Cocumn
Born in 1964 in Plovdiv, Bulgaria, lives and works in Sofia

CnoBo «MAEHTUYHOCTb>» BbI3bIBAET Y MEHS NpoTMBOopeumBoe ouwlylieHne. C ogHo  The word Identity provokes in me contrasting feelings — on one hand, “different-ness”,
CTOPOHbI 3TO «OTNMYMNE», «“UHANBUAYASIBHOCTb», «YHUKANbHOCTb», C APYron — “‘individuality”, "uniqgueness” and on the other — “similarity to a group of others”. The
«CXOACTBO C onpefeneHHon rpynnon». lNepsoe AOCTUYb HENErko, BTopoe — first is not easy to achieve, the second is hard to avoid...
TPYAHO n3bexarb...

The roots of the word are Latin — identitas, from idem “same” (according to the Oxford
OTumonorusa cnosa naTuHekas — ot identitas, idem — «ogmHakoBbIn» (No Okcdopa- Dictionary). Thus the ancient word “same” has came to our day with the meaning of
CKOMY cnoBapto). Tak gpesHee cnoso, 0603HavaroLlee «0ANHaKoBbIi”, AOLWNO A0 “different”. That says a lot. Pravdoliub Ivanov, 09.04.2008. Transfert, Gallery LABF15,
CEroHsILLHEro JIHs1 CO CMbICIIOM «OTINYAIOLLMIACS». OTO MHOIroe OO bSCHSET. Lyon, France, 2008 (catalogue)
Mpasponto6 UeaHoB, 09.04.2008. Transfert, LABF15, JluoH, ®paHums (kaTasnor BbICTaBKH)

My simple ideas are a kind of a crossing point between daily life and fantasy though |

Mow npocTble naen HaxoasTCs Ha NepeceveHnn Ka>kaoAHEBHOM XXN3HU U paHTa- try to create works that belong to neither. Many of my installations are temporary. This
31K, HO A MbITAOCh co34aBaTb paboThbl, UM He NpuHaanexawme. MHorne Mou uH- is part of my belief that the value is not in the art work itself but rather in the relations it
CTannsuMm — BPEMEHHbIE, YTO COOTBETCTBYET YOEXXAEHUIO, YTO LIEHHOCTb HE B generates.

CaMOM Npou3BeLEHUM, a B CBA3SIX U OTHOLLEHUSIX, KOTOPbIE OHO CO3JaeT.
| prefer to work in the field of the object, the installation, photography and drawing,

A npegnounTato paboTtaTtb B 06nacTn 06bekTa, HCTannsaumm, dotorpadun, pu- often utilizing the circumstances and the challenges of the specific site and environ-
CYHKa, 4acTo UCnonb3yst 06CTOSATENbCTBA M NPOBOKAUMK, NpeaocTaBfieHHble okpy-  ment. The titles are important clue for understanding most of my works. Pravdoliub
>xarowen cpenon. HazsaHus 4acTo 0CO6EHHO Ba>KHbI AN NMOHUMAaHUSA MOUX paboT. lvanov, 18.12.2006

Mpasponto6 UeaHoB, 18.12.2006

CyuwecTtsyiowme o6bekTbl I-VIIl, 2002-2003
Linkn n3 8 KOMNbIOTEPHbIX PUCYHKOB, KaXkabln 21/29.7 cm

Existing Objects I-VIIl, 2002-2003
Cycle of 8 digital drawings, 21/29.7 cm each

Cyuwectsyowme o6bekTbl XI, 2003
KoBpoBas fopo>kka, My><Kckue Tanoyku, 450/67 cm

Existing Objects XI, 2003
Domestic rug, slippers, 450/67 cm




CseTocnaBs Kokanos / Svetoslav Kokalov m

Poauncs B 1955 roay B BonrapeHe, Bonrapus, xxuseT u pa6otaet B Cocpum
Born in 1955 in Bulgarene, Bulgaria, lives and works in Sofia

Jlarywku, 2006. DVD, 3'36"

Frogs, 2006. DVD, 3'36"

Bupeodunombl CeeTocnasa Kokanosa nocTpoeHbl MakCMMasibHO MPOCTO U SICHO.
Hanpumep, B «Molukape» kamepa npocne>kusaeT NofieT HACEKOMbIX B CTOPOHY UC-
TOYHMKA CBETAa Ha 3BYKOBOM (POHE KlaCcCMYEeCKOM My3bIkK. VX 9KCLUEHTpUYHbIE Tpa-
eKTOpWUW NpeBpaLLeHbl B U3SILLHbIE TMNHOTU3VPYIOLLME FIMHUW, U MOHUMaHWe TOoro,
YTO KPACWBbIA TaHL NPMBOAMT K CMEPTU, NOABASETCA ropasno nos3xke. JHeprmyHoe
LABUXXEHNE MHO>KECTBA NPECMbIKAILLMXCA B NPEACTaBMIEHHbIX B BbICTaBKe «JlaryLu-
Kax», Tak>Xe crepsa uMmetoLLiee B APY>KECKOro U ONTUMUCTUYHOTO, B AENCTBK-
TeNbHOCTM OKasbiBaeTcs 60pbOOI 3a NPOCTPAHCTBO U, B KOHEYHOM CYeTe, 3a
BbI>KMBaHMeE.

Kak 970 4YacTo 6biBaeT, NOA06HbIE HEYCNOXXHEHHbIE «M3BEYHbIE» TEMbI B KOH-
TEKCTe BbICTABOK, HanNpuMep, Taknx Kak «OT naeonornm K 9KOHOMUKe», Nosly4aroT
6onee 3HauMTenNbHOE, 060ralleHHoe HioaHcaMu 3HadeHune. «Molukapa» morna 6bl
6bITb CBA3aHa C UX «MAE0NOrMYECKOo» YacTbto, MOCKONbKY CTPEMIIEHNE K HEKOMY
CBETJIOMY upeany okasblBaeTCs He TOJIbKO 6e3pe3dynbTaTHbIM, HO U BNOJHE BO3-
MO>XHO — ONacHbIM M Aa>ke CMePTESIbHbIM Kak Ansi AOBEPUYMBOro repos, Tak u Ans
noaaTnMBOro Ha MaHunynsumm obecTsa. «JISryLwKm», B CBOH ovepenb, BbirnaaaT
NPeanoCbIKONA K «3KOHOMUYECKOMY» acrnekTy BbICTaBKU, pacCMaTpuBast He MeHee
BEYHYH nNpobrieMy o 60pbbe 3a CaMOCOXPaHEeHNe, C PELLEHNS KOTOPO HauYnHaeTcs
nobas nesTenbHOCTb, cBA3aHHas ¢ obmeHoM. [inaHa Monosa

The video works of Svetoslav Kokalov are clearly readable constructions. In “Moths”
the camera is tracking the flight of the insects towards a light source against the back-
drop of classical music. The eccentric trajectories delineate delicate ribbons whose
movements are hypnotizing the viewer. Only at a much later stage does the viewer re-
alize that the beautiful dance is in fact deadly. In the same way, the energetic exhilara-
tion of the crowd in “Frogs”, which at first seems to be quite optimistic and unified,
turns out at the end to be a struggle for space and ultimately — for life.

As it happens quite often, the eternal yet simple message of these works is awarded
new meaning and connotations within the context of the exhibition “From ldeology to
Economy”. The “Moths” could be linked to its “ideological” dimension — the strive for
the light of the unknown ideal is not only futile but often it is also dangerous and even
fatal undertaking; for the innocent individual as much as for the community that lends
itself to easy manipulation. “Frogs” on the other hand, refers to the “economical” as-
pect of the show — it deals with the problem of basic survival; the successful solution of
this problem is the begging of exchange. Diana Popova



BukeHTn Komutcku / Vikenti Komitski m

Poauncs B 1983 rogy B Cocdumu, xxuset u pabéotaet B Cocpun
Born in 1983 in Sofia, lives and works in Sofia

[Monb3ysck norukoi readymade-o6bekTa 1 MUHUMASbLHOIO aBTOPCKOro BMeLLaTe b-
cTBa, pabota BukeHTna Kommtckoro TpaHcopMmupyeT exxeAHEBHbIE NPAKTUKN U1
npeaMeTbl B MOUCKE ObICTPON XyA0>XKECTBEHHOW KOMMYHMKaUUW co 3puteneM. B Held
BeayLlen SBNseTCs Kak 6bl BHE3AMHO BO3HUKLLASA NAes, MTHOBEHHbIE NepeKntoye-
HUS U UIBMEHEHMS CUTYyaumKn, Pe3Ko MeHsIoLLMe TOYKY 3peHnst. Komntcku — npeacra-
BUTESNb CAMOro MOJIOA0r0 NOKOMEeHNs aBTopos, paboTarowmx B Bonrapum, KoTopoe,
nocse BoJSIH UMMUrpaumn 1 NepecTaHoBKM coumanbHbIX NIacToB U nepapxuii, ctano
paboTaTb B NPUHLUMNMANBHO HOBOW KYJIbTYPHOW CUTYauMn OTKPbITbIX FPaHnL BCe
6onee rnobanuanpyroerocs mmpa. B aTom Mmpe ocTtpoTa coumanbHbIX KOHGMUK-
TOB, BMELUNBAOLUNXCS B HEMNOCPEACTBEHHOE XM3HEHOE NPOCTPaHCTBA Xy A0>KHMKA
W 3puTens, NpuUTynneHa. 3a Hel He YNCAATCA BOCMOMUHAHMS HU O NaTeTU4eCcKo-
YTOMMYECKOM MPOLLSIOM, HY O TpaBMax TpaHcdopMauuv. Hapsagy ¢ naumdunamom,
KOTOPbIV NO Ynbpuxy Beky aBnsieTcs OCHOBHOW XapakTepuCTUKOW rnobansHom
MeTa-BnacTu, NPOsIBNSETCS BUA 0CO60ro NO3UTMBU3MA MO OTHOLLEHMIO K MUPY — KakK
K MMpy 06beanHeHns, a He pasaenerHus. IMeHHO aTOT yMUPOTBOPUTENbHbIA acnekT
rno6anu3aunvm MPoHMYeckn pasbirpaH B paboTtax BukeHTtns Komutckoro.

Bnapaus MuxaiinoBa. Bukentn Komutcku #1, ranepes “Backa Emarynnosa”, Cogpusi, 2009 (katanor
BbICTaBKH)

Employing the logic of readymade objectivity and minimum artistic intervention, Vikenti

Komitski’s works transform everyday-life objects and practices, seeking an instant arti-

stic communication with the viewer. It is as if they are guided by the sudden idea, the

momentary switch-over and change of situation, which leads to a different viewpoint.

The artist is among the youngest generation of authors, working in Bulgaria which, ha-

ving surmounted the waves of emigration and rearrangement of social hierarchies and

layers, began working in the fundamentally different cultural circumstances of open

borders in an ever more globalizing world. In this world, the social conflicts, which

enter the immediate Lebensraum of the artist and of the viewer have lost their acute-

ness, and bear no memory of either the pathetic-utopian past, or of the traumatizing

nature of the transition. Along with pacifism, defined by Ulrich Beck as an essential

feature of the global meta-power, arises also a special positiveness of attitude to the MaMsATHUK ynyLweHHbIM BO3MOXHOCTAM, 2009. [1I0pO>KHbIN 3HAK,
world, which is seen first and foremost as a world of unification, not of division. In the aneKkTpuyeckas Bpaijaroias cuctema, kabenb, @ 50 cm, 5 cm
works of Vikenti Komitski, this precise pacifying aspect of globalization is ironically

played with. Vladiya Mihaylova. Vikenti Komitski #1, Vaska Emanouilova Gallery, Monument of the Missed Opportunities, 2009. Road sign, electric rotating
13.03-12.04.2009, Sofia 2009 (catalogue) system, cable, g 50 cm, 5 cm




Nlanuena KoctoBa / Daniela Kostova m

Poaunack B 1974 roay B Cocum, uset u pa6otaeT B Hblo-opke
Born in 1974 in Sofia, lives and works in New York

BuaeodunbM «Dukcnpys peanbHOCTb» ABASETCH JOKYMEHTaNIbHOW 3anvcbio MOUX
MOMbITOK PaCTSAHYTb MEPEHOCHOM CUHWIA 3KpaH B pa3HbiX 06LLECTBEHHbIX MECTAX B
CLUA. CuHioto 6echOpMEHHYHO «AbIpy» B MPOCTPAHCTBE, OrPaHUYEHHYHO Moc-
KOCTbO 9KpaHa, s MOTOM Ha KOMMbOTEPE 3anofiHuna n3obpa>keHnsiMm Moei po-
OVHbl — Bonrapmmn. OkpaH TaknMm 06pa3oM CTan MHCTPYMEHTOM MaHunynsiumm ¢
MOWM COBCTBEHHbLIM «(POHOM». CaMO AelCTBME COBCEM HEMPOCTOE — AKPaH BCe
BpeMs nafaeT, s CTaparoCb ero yCTaHoBUTb U YKPENUTL, OAHOBPEMEHHO 6ecefiysl C
MPOXO>KNMMW.

TexHVKON BUAEO Ha CMHEM 3KpaHe 5 NOJIb3YHCh Kak MeTaopon OTCYCTBYHOLLEN 1
Cy6bEKTUBHO BOCMPUHMMAEMON peanbHOCTU, paccMaTpusBasi TPYAHOCTU KyNbTYPHON
UMMUIPaLIMKN Y OTHY>KAEHUSA — NCUXOJOrMYECKYHO CTOPOHY STOro BceobLLero Bo-
npoca. OTUM 5 NbITAKCb NOAYEPKHYTb HEO6XOAMMOCTb ANanora, BO3HUKHOBEHUS
4yBCTBa 06LL[HOCTVI 4epe3 KOHTAaKT C JIAbMU B paMKaX 3TUX 06|J.|,eCTBeHHbIX Teppu-
Topuii. Taknm 06pas3oM CUMHUIA 9KpaH NpeBpallaeTcs B rpaHvLy Me>kay ABYMS pas-
HbIMW AEACTBUTENBHOCTSIMU, HO U B BO3MOXXHOCTb NEpeceYb UX Pa3faennTenbHyo
NIMHUIO. B Kakon-To Mur aTun ABe peanbHOCTM Hanon3arT O4Ha Ha APYryro 1 okasbl-
BaeTCs TPyLAHO onpeaennTb YTO Kyaa nepemellaeTcs — B npoekTe «Dukcnpys pe-
anbHOCTb» 06€ 3TV peasnibHOCTW CYLLEeCTBYIOT napanensHo. [laHmena Koctosa

®dukeupys peanbHocTb, 2004. DVD, 5'10"

Fixing Reality, 2004. DVD, 5'10" In the video Fixing Reality | have documented my attempts to place a portable blue
screen at different public urban locations in the U.S. The blue shapeless hole in the
space created by the portable screen is later digitally filled with images from my na-
tive Bulgaria. | have utilized the blue screen as a tool for manipulating my backgro-
und. The process is difficult: the screen is constantly falling down as | strive to adjust
and stabilize it while talking to people who pass through it.

| use the blue screen video technique as a metaphor of absence and subjectively
perceived reality, and to address issues of cultural displacement and alienation as a
psychological condition of the global subject. | have attempted to point to the need
for dialogue and a sense of community through my interaction with people in public
spaces. The blue screen becomes a threshold between two different realities, a po-
ssibility for crossing the boundary that divides them. At points, the two realities over-
lap with each other and it is difficult to say which is where. In Fixing Reality they
co-exist. Daniela Kostova



Hapexpna Oner Jisixoea / Nadezhda Oleg Lyahova

Poaunacb B 1960 roay B Cocduu, xxuseTt n pabotaet B Cochun
Born in 1960 in Sofia, lives and works in Sofia

EcTb ropoaa, KoTopble 3By4aT Ha OAHO HOTe. OTO ropoja Uenble, 3aKOHYEHHbIE,
rnagkve ans sBocnpustusi. Codpusi — ropon HepoBHbIi. OHa ckopee noxoxka Ha
9KopLUe, KOraa-To NonynsipHble LBETHbIE MOJAENN YeN0BEYECKOro Tena, No KoTo-
PbIM YYUNIUCHL CTYAEHTbI U KOTOPbIE MOXKHO pa3fenMTb Ha OTAeNbHble OpraHbl U
paccMOTpeTb BCe YCTPOKCTBO opraHnama. B Cocun, kak B nogo6HOM nocobuu,
PacKpbITbl C/IOM Pa3HbIX 3MoX: (hpaKUnCKMe CTEHbI HAACTPOEHbI PUMCKMMU, BU3AH-
Tuiickas apxmTekTypa nepemMeLlaHa ¢ MyCynbMaHCKOMW, NaMATHUKM KOMMYHU3Ma
nepeTekaroT B Machmo3Hoe 6apokko. Ho cnom 9T pacnonararoTcst He No NpuH-
uMny My3erHOM 3KCNo3numMm, a ckopee Kak B 3abpolueHHOM cknage. [loxoxe, 4To
KTO-TO Habpocan afeMeHThbl pa3HbIX 3M0X B focafde oT ux n3obunus. U Mol xusem
C owlyuleHnem ropoga 6e3 obpasa, ropoa C HEBHATHbIM NMPEACTaBIEHNEM O
camom cebe. Mapust BacuneBa. Coguiickne nbsbi, UnTepcbeiic Cogpus, Codpus, 2006-9

There are cities that sound like a musical note. Cities that are whole, complete, per-
ceptually smooth. Sofia has a rough surface. It seems similar to those models of the
human body, those “picturesque” moulages, in which you can see all the layers of the
organism through a vertical cut. In the same manner in Sofia layers of different eras
open up as if constructed for an educational display: Roman walls are built on top of
Thracian ones, Byzantine architecture alternates with Muslim one, Communist monu-
ments flow into gangster-type nouveau riche baroque. All these models, however, do
not look like a museum exhibition; rather their effect is similar to the one of a misman-
aged store area. They are carelessly thrown around as if in a fit of boredom at their ex-
cessive superfluity. And we live with the sense of the city without a face, the city of
dispersed appearance. Maria Vassileva. Sofia Lions, Interface Sofia, Sofia, 2006-9

Codwuiickne nbBbI, 2006, DVD, 7°46”

The Lions of Sofia, 2006, DVD, 7°'46”




UBaH Mypos / lvan Moudov E

Poauncs B 1975 rogy B Cocdumu, xxuset u pabéotaet B Cocpun
Born in 1975 in Sofia, lives and works in Sofia

B 2002 roay ViBaH MyaoB Hauyan cobupatb CBOK KoMnekumio «®@parmeHTbl». OHa
COCTOMT U3 «KyCOYKOB» NPOM3BEAEHWI, OYKBaANbHO YKPAAEHHbIX aBTOPOM U3 My3€B,
ranepen n xyao>XeCcTBeHHbIX LeHTpoB EBponbl. MyfoB yKoMniekToBan CBOK KOJ-
NeKUMI0 — HAKOHEYHMK Mblnecoca u3 paboTbl [kedda KyHca, ananosvmtms n3
cnanp-woy fAyrnaca NopaoHa, dparMeHT sindHol ckopnynbel Mapcens BpoTtepca n
KapTa aesaTkn 6y6eH us nHctanaumm [xopayka bpexta n MHoroe gpyroe — B 4e-
MOJaH4MK, TOYHYO KONuo YemogaHuyuka Mapcens [diowana. CerogHs yemoaaHuv-
KOB y>Ke YeTbIpe.

B aToii paboTe MynoB npvHsan Ha cebs ponb 06pa3oBaHHOIo AuKaps, Yy>kesemua,
yBneKLwerocs BbICOKUM 3al'la,£|,HoeBpOI'Iel7ICKVIM MCKYCCTBOM, OHAaKoO He NoHnMaro-
Lero Ao KoHua ero npuHUMNnoB U He BblKa3biBaOLLEro yBa>keHns H1 K CaMUM Mpo-
n3seneHusam, H1 K nopoameLlemMy nUx 06LL|,eCTBy. <<CDpaI'MeHTbI>> Mynosa — OTroJioCcok
TOro, Kak Ha 3ape My3eVIHOFO Aena BO3HMKaun 6onbLUMe 3al'|a.£l,HO€‘Bp0I'IeVICKVIe KOJ1-
nekuun. Bo «®parMeHTax» UCTOpPUS UCKYCCTBA NpeAcTaeT nepej Hamu B Nepesep-
HYTOM BMAe, U Mbl OKa3biBaeMcs cBneTensamMmn 3aHOBO NpeanpuHATOro
nytewecTBunda B «Henm3BegaHHble» 3eMJIn U He 0C06EHHO CaBHOM NOMbITKK nepwqae-
puv 3aBoeBaTb KynbTypy LeHTpa. [lecucnasa [luMoBa. The Cultural Learnings of Ivan
Moudov, B: Bulgaria. A Place You Have Never Been Before. Sofia, 2007 (kaTanor BbICTaBKH)

®parmeHTbl (Kopo6ka #1), 2002-2004

In 2002 lvan Moudov began to compile his Fragments collection. The fragments are
bits of works of art stolen by the artist, literally, from museums, galleries and art cent-
res across Europe. Moudov laid out his collection containing a vacuum cleaner mo-
uthpiece from a work by Jeff Koons, a slide from a Douglas Gordon slide show, a
fragment from Marcel Broodthaers’ eggshells and a nine-of-diamonds playing card
from a George Brecht installation — in an exact replica of Marcel Duchamp's Boite en
valise. To date, there are four of these cases.

The role Moudov has chosen for himself in this work is one of an educated savage, a
foreigner who is attracted by the world of Western high art but does not quite under-
stand its principles and shows little respect for its institutions and the artworks themsel-
ves. Moudov’s Fragments echo the manner in which parts of the great European art
collections were compiled at the dawn of museum history. In Fragments art history is
reversed, and we witness a new expedition into “unknown” lands and a not-so-glorious
attempt by the periphery to conquer the culture of the centre. Dessislava Dimova. The
Cultural Learnings of Ilvan Moudov, in: Bulgaria. A Place You Have Never Been Before, Sofia 2007
(catalogue)
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Kopobka py4Holi BblpaboTKK, KpaaeHHbIE dparMeHThl,
LOKYMeHTauus

Fragments (box #1), 2002—-2004
Hand-made box, stolen fragments, documentation

Fragments (box #1), 2002-2007

Annette Messager. Hors-Jeu. Fragment, bronze bird.
Yoshua Okon. Sony. Fragment, piece of tie.
Eric Fonteneau. La Bibliotheque. Fragment, print on paper.
Gary Hill. And Sat Down Beside Her.
Fragment, magnifying glass.
Robert Barry. Advocate. Fragment, slide.
Douglas Gordon. Self Portrait (Kissing with Scopolamine).
Fragment, slide.
Eva-Maria Bogaert. Fragment, slide.
Andrew Carnie. Magic Forest. Fragment, slide.
Jannis Kounellis. Untitled. Fragment, slack.
. Sue de Beer. Hans & Grete. Fragment, red ribbon.
Manfred Pernice. Achse of Contemplation.
Fragment, broken ashtray.
. Nedko Solakov. A Life (Black & White). Fragment, Paper sign.
13. Doria Garcia. Screen System. Fragment, piece from blinds.
14. Robert Filliou. La Joconde.
Fragment, handwritten sign on cardboard.
Tracey Emin. Exorcism of the Last Painting | Ever Made.
Fragment, acrylic on postcard.
George Brecht. Table et chaises.
Fragment, play card, 9 diamonds.
Francis Alys. A Man Traces a Line as he Walks Trough the
City of Athens Shooting a Flare Every Thirty Steps.
Fragment, sheet of paper with handwriting.
Krijn de Koning. Platre. Fragment, certificate on paper.
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15.

16.

17.

18.

34

19.

Christian Boltanski. Réserve des Suisses morts.
Fragment, black and white photograph.

Atelier van Lieshout. Darkroom.

Fragment, stopper from drum.

. Joseph Beuys. A Monument to the Future.

Fragment, piece rust.

Guy Limone. Fragment, miniature yellow plastic figure.
Panamarenko. Le Garage des Alpes.

Fragment, notebook with handwritten texts

and drawings.

Robert Morris. Fragment, color threads.

Anselm Kiefer. Volkszdhlung. Fragment, piece of lead.
Jan Fabre. Zal hij voor altijd met aaneengesloten
voeten staan. Fragment, fake white hair.

Mac Adams. Black Mail. Fragment, metal ring.

Ryan Gander. A Phantom of Appropriation.

Fragment, broken neon.

Aleksandra Mir. Hello.

Fragment, black and white photograph.

Marcel Broodthaers. 289 coquilles d’ceufs.

Fragment, piece of egg-shell.

Daniel Buren. The Three Sails. Fragment, white thread.
. Wolfgang Tillmans. Tate Purple installation.

Fragment, color photograph.

Ozawa Tsuyoshi. Vegetable weapon. Fragment, picture.
Adrian Piper. Vote.

Fragment, Sheet of paper with handwriting.

Jeremy Deller. Fragment, sticker Volcano.

20.

22,
23.

24.
25.
26.

27.
28.

29;

30.

31.
32

33
34.
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CtedaH Hukonaes / Stefan Nikolaev 16|

Poauncs B 1970 roay B Cocuu, xxuseT u pabotaeT B MNapuxe
Born in 1970 in Sofia, lives and works in Paris

UucTtannsaumsa «MamMsaTHUK K naMsaTHuky» (2003) — Buaeo- n ooTofoKyMeHTaums
BUPTYanbHOro BU3nTa, OTAAHOro NaMATHUKOM 601rapckoMy HaUMOHAaIbHOMY reporo
XpucTto BoTeBy (0gHa u3 nepBbIX FOPOACKMX CKyNbNTyp B bonrapuu, 6onee 100 net
Hasafn co3faHHas B BeHe v Bo3aBurHyTas Ha AO6POBObHbIE MOXKEPTBOBAHMUS B rO-
pone Bpaua) cBoemy konnere — namsTHuKy BeHeankTy DoHTaHe B LUBENLAPCKOM
ropoge Kyap. A6CypHO, CMELLHO, HO CUMBOMUYHO. HM 0MH Xy[O>KHWK [0 CMX NOp
He CMOr peann3oBaTb Takoe NPoCToe AelcTBNe, oKa3blBatoLLlee, HACKOSIbKO eanHa
TUMNOSIOrUSt MECTHbIX FEPOMYECKMX MUCPOB U HACKOJSIbKO YCJI0BHA YHUKANbHOCTb CUM-
BOJIOB HaLUMOHANBbHOW MAEHTUYHOCTM (MPWY BCEM YBa>KEHUN K IMYHOCTSM M chakTam).
CwmelleHve MEeCT 1 BpEMEH, NPOTUBOMNOCTABMEHNE «OTBETCTBEHHOMY» UCKYCCTBY B
06LLEeCTBEHHOM NPOCTPAHCTBE, OTKPbITas MPOHWUSI — BCE 3TO BbI3bIBAET LENYHO
Cepuio accoumaunii ¢ TeNneBn3NoHHbIMU KOCTIOMYPOBAHHbIMW ApaMamu, KOMMoTep-
HbIMW Urpamu, NNKOCTPUPOBAHHLIMW AETCKUMU KHUXXKAMKM 1 C NtoObIM ApYruM pe-
CYpPCOM BblpalmBaHns naeHTnyHoctu. MHTepecHsin npoekT CtedaHa Hukonaesa
BbIXOAMT 3a PaMKM 3HAKOMbIX KIMLLE U OTpaXkaeT AUCKYCCUM O rnobann3aumm v o
CTPEMIEHNN K COXPAHEHMIO MHTEPECA K CBOMM KOPHSM... Sipa By6HoBa.

Cte¢baH Hukonaes, «bankaHToH», Cogusi, 2004 (kaTanor BbICTaBKH)

The installation Monument to Monument (2003) is a video, and photographic docu-
mentation about the “visit” of one specific monument of the national hero Hristo Botev
(one of the first Bulgarian public sculptures, produced in Vienna and placed in Vratza
more than 100 years ago with the money of the hero’s compatriots) to his local co-
unterpart Benedict Fontana in the central park of the Swiss city of Chur. The absurd
encounter is not only funny and amusing but symbolical as well. Until now no artist has
ever performed such a simple action of demonstrating how similar could be the local
heroic mythologies and how arbitrary is the uniqueness of the national identity symbols
(with all due respect to the historical personalities and facts!). The confusion of space
and time, the unlikely confrontation of serious “public art” objects as well as the joke
are producing widely open associations with TV costume dramas, computer games,
illustrated children books and other accessible resources for identity production.
Stefan Nikolaev on his turn is presenting an attractive project that goes beyond the
cliché and makes the discussion about the globalized world and local backgrounds
challenging once again. lara Boubnova. Stefan Nikolaev, Balkanton, Sofia, 2004 (catalogue)

MamsATHUK K naMsaTHUKY, 2003. Cnana-wwoy, NnpuHT, 52/80 cM

Monument to Monument, 2003. Slide show, print, 52/80 cm



Bopa MeTkoBa / Bora Petkova

Poaunacbk B 1979 roay B BapHe, Bonrapus, xxuseT u pa6otaet B Cocpum
Born in 1979 in Varna, Bulgaria, lives and works in Sofia

«Cnegyowmii xoa» — UHTEPAKTMBHASA MHCTANNSAUMS, B KOTOPOW MOHOTOHHOE NOBTO-
peHne pasHbIMU NIOALMU OLHOIO U TOr0 >Ke ABUXXEHUS HEeOXXNAAaHHO NPUBOANT K
9KCMPEecCcMBHOMY, HO OJHOBPEMEHHO MOYTM HE3AaMETHOMY A5 rnasa n3obpa>keHuto
B UHTYUTMBHOM MO CBOEN CYLLIHOCTM KOMNO3uumMK. Ka>kapli U3 y4acTHUKOB BKadbl-
BaeT COOCTBEHHbIN XxapakTep U NOrnMky, COOCTBEHHYIO MHTYNLMIO B CO3A4aHNe n306-
pasuTenbHoro psaa. M BMecte ¢ aTuM, cam npouecc NocTpoeHuns paboTbl — cnocob
MeauTaumun. PelueHune, CKOMbKO BPEMEHM NPOBECTM B PACKENBAHWM JIMCTKOB, CIO-
XXEHHbIX ¥ CTEHbI, M KyAa UX CO6CTBEHHO MOMECTUTb, Ka>KAbIA NpUHUMaeT caM. B
KOHEYHOM cYeTe, MHCTaNNAUns aBnsieTca pesynbTaToM HeYasiHHOro COTpyaHUYe-
CTBa, r4e Bce, 3aHUMasiCb OAHMM U TEM XK€, OCTarTCs padHbIMU, rae «obliee» yTo-
naeT B HaxJibIHyBLUEN nHamenayansHocTy. Bopa MNeTkoBa

Cnepytowmii xon, 2009. bymara A4 ¢ caMOKJIEOLWMMNCS STUKET-
Kamu, 70/35 MM Ka>kaas (Bug nHctannsumm B Codpuinckon
rOpOACKOWN XyA0>XXEeCTBEHHOI ranepee)

Next Move, 2009. Sheets of paper A4 with stick-on notes, 70/35 mm
each, dimensions variable (installation view, Sofia City Art Gallery)
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“Next Move” is an interactive installation. The monotonous repetition of one and the
same action by different people is manifested there in an unexpected and expressive
yet delicate image, which is finalized in an intuitive composition. Each participant is
leaving there a trace of his/her temper as well as the personal logic or intuition for how
to create order. At the same time the process of creating this work becomes means for
meditation. Each viewer decides on his/her own about how much time he/she will
spend with the work while pealing off the little stick-on sheets of paper and pasting
them on the wall. At the end this installation is the product of some unconscious collab-
oration where, in spite of the similar actions people are taking, they nevertheless re-
main different; or — the commonness of the action is swallowed by the engaging
presence of the individual. Bora Petkova




Kupun lNpawkos / Kiril Prashkov m

Poauncs B 1956 rogy B Cocdum, xuset n pa6otaet B Cocum C HeKOTOpPOro BPEMEHU MHE KaXXeTCsi HeO6XOAMMbIM NPeAcTaBUTb «NpobpaBLUMACS» B
Born in 1956 in Sofia, lives and works in Sofia Codouto BuA >xmsonmcu, Hambonee 6:nM3kunii Moemy NOHMMaHWIO Pa3BuUTUS 3TOMo Buaa
nckycctsa. Ero 3aHMMaroTes XyA0>KHUKU-MFoOUTENN, HEBOSIbHbIE MPOdECCUMOHANbI B
0651aCTM 3aLLMTbI XXUSbS OT BHELLHMX BO3AeCTBMA. HekoTopble Ha3Bamm 6b1 3TOT dhe-
HOMEH «MECTHOW MOHYMEHTalbHOM XKMBOMUCHLIO» (XOTS MO MacluTaby OH NPEBOCXOANT
Camble CMefible MaHbl yKpaLLeHns ropoACKONn cpefpl), HO ero 3aMeTHast UICTOPUM UCKYC-
CTBa JIMHMS B NOMHOCTBIO YXOAUT OT HAUMOHANBbHON TPaAMLIMM N KAaTEropUYECKN yKasbl-
BaeT Ha aBaHrapz nepsoi nosoBuHbl XX Beka. S co3HaTensHO ynoTpebun croso
«MpOBpPaBLLMIACS», HACTOSILKO HEMOMYNSAPHLIM HA BCEX YPOBHSIX siBNsieTcs B Bonrapum
9TOT BUJ NCKYCCTBA, YTO ECTECTBEHHOCTb, C KOTOPOM «>XKMBOMWUCb aBaHrapga» oboluna
MECTHbIE naeonornyeckne/obpasosaresibHble/ypbaHUCTUYECKME HOPMbI, MPOCTO YANBU-
TenbHa. Morydmm «mMaskom» OHa cripasunach ¢ 06JIMKOM MHOXXeCTBa panoHos Codmu,
a TaK>ke 3avHTepecoBasna «KayeCTBOM» NpeanaraeMoro UCKyCCTBa HECPaBHNUMO 6071b-
LLee KONMMYECTBO 3pUTENEN, YEM Y NH0O0I BbICTaBKU. Ero MHTEPEC K Takomn «>KMBOMMCU»
HEen3MeHHO NPUCYTCBYET, a OHa HeM36e>XXHO BO3AEeNCTBYeT Ha Hero. bByaem HapesTses,
MO3UTMBHO.

B Hawm aHuW cepus BbIrAAMT Kak OT3blB HA NEPUOANYECKU pa3aaroLLmMiics Npu3biB
B NOMb3y BO3BpaLleHuns xusonucn. Cam 51 Tak 1 He NOHSA — 0TKYAA >XKe OHa BO3-
BpawaeTca? Ecnu roBopnTb 0 ABYXMEPHOM LBETHOM U306pa>keHNUN — HUKY a >KU-
BOMUCb He yxoauna, NpoCTO NepPeBo], Ha HOBbIN (MM HeycTapeBaroLLunin) A3bIK
henaeT ee MeHee y3HaBaeMoi. Bonpoc B 4eNCTBUMTENbHOCTU CBOAUTCS K pasHuue
Me>XXAY NOHATUSAMU «CMOTPETb» N «BUAETb», U, KOHEYHO, K CONMPOBO>KAAIOLLEN XY-
[O>XXHUKa oTBeTcTBEHHOCTU. Kupun lMpawkos

For some time now | think it is necessary to represent to the public one kind of painting
that has sneaked up into Sofia. This kind of painting is probably closest to my under-
standing of the current developments in this art form. It is made by nonprofessional ar-
tists who have become involuntary professionals in protecting their homes from
external forces. Some people will call the result “monumental decoration” or “murals”
(in as much as the scale and size of this work goes far beyond even the bravest idea
for an urban panel). However, the links of this practice with the history of art are easy
to reveal. They however, are far from the local tradition in the field while clearly pointing
out to the avant-garde art from the first half of the 20th c. | said “sneaked up” — what |
mean is that painting from this period is so unpopular on all levels of Bulgarian culture
that it is amazing how very naturally the phenomenon of this “avant-garde painting” has
bypassed the local ideological, educational, and urban dogmas in order to take care of
the visual surfaces of so many districts of Sofia in one wide sweep. It has taken care of
the audience too.

In the current “climate” my cycle refers to the periodically raised cry in support of the
return of painting. In fact, it has never been clear to me where is painting supposed to
be coming back from — if we are talking about a two-dimensional color image then pa-
inting has never been away; it’s just that its shift towards new and not-yet-worn-out lan-
guages is making it harder to recognize. The question is simply reduced to the
difference between looking and seeing and, naturally, to the responsibility that is “craw-
ling” after the artist. Kiril Prashkov

OTBeTCcTBEHHAs Xusonucb, 2006. Linkn 13 12 npuHTOB
pasHbIx padMepos 1 12 dgotorpaduin, 20/15 cm
Kaxkaas

Responsible Painting, 2006. Cycle of 12 prints, different
dimensions, and 12 photographs, 20/15 cm each




RASSIM (Kpacumup Kpuctes / Krassimir Krastev) m

Poauncs B 1972 ropy B NneBeHe, Bonrapus, >xuseT u pabotaet B Cocpum
Born in 1972 in Pleven, Bulgaria, lives and works in Sofia

Koppekuum I, 1996—1998. DVD, 2 npuHTa,
210/90 cm Kaxxabin

Corrections I, 1996-1998. DVD, 2 posters,
210/90 cm each

Pa6oTa «Koppekunm» ocHoBaHa Ha MPOCTOW Normke — NpeobpasuTb (C NOMOLLBHO
TpeHa>xepoB) He 0CO6EHHO BnevaTnsoLLlee B CBOe BpeMs ToLLee, BolocaToe 1 Ye-
pecyyp anuHHoe Teno RASSIM® B coBepLueHHOe, KOTopoe 6yAEeT BbIrNSAETb U
OYHKUMOHMPOBATL Aaxke nydlle Ten ronnmeyackmx 3se3g. OcHoBHas Lesb, 0HaKOo,
He NPOCTO CKOPPEKTUPOBaTb KOHKPETHOE Teno, Aaxke camoro RASSIM®, a co3paTb
MeTadhopy npolecca TpaHcopMauum, PeKOHCTPYKLUMKU 1 NpeobparkeHns Bcero 06-
LwecTBa 1 obpasa >X13Hu. Jlornka B ToM, 4To ecnm 51, RASSIM®, cnocobeH Ha 910, TO
Toraa u bonrapus, n BoctouHast EBpona mornm 6b1 npeobpasnTbes... Y npn 3ToM uc-
nonb30BaThb AEHE>XHbIE CPEACTBA, MPeAoCcTaBneHHble cTpaHaMmm 3anaaa (B Hallem
cnyyae — PervoHnanbHoro goHaa coBpeMeHHoro nuckycctasa B Monnennse, ®paHx-
ums)! 37O 0AMH M3 caMbIX BaXKHbIX U NpUBreKaTenbHbIX acnekToB paboTbl. RASSIM®
He TONIbKO CTaHOBMUTCS Kpacueee, 6onee npmenekatensHbiM Ans gesyliek. OH K
TOMY >Xe pa3BMBaeT CBOK Kapbepy XyA0>KHWKA — U BCE 9TO HA AeHbru, NpeaocTas-
neHHble 3anagom. B 6onee LWMpoKOM NOIMTUKO-9KOHOMUYECKOM KOHTEKCTE MOXXHO
yTBEP>XXAaTb, YTO B NPOTMBOMOSIOXHOCTb 60/bLUMHCTBY BOCTOYHOEBPOMENCKUX
cTpaH nocne 1989 roaa, oH He TONbKO B35 AeHbru, HO 1 gobuncs pesynbtatal OH
BbINOJSIHMN TO, Yero obelan fobuTbCs, NOTPaTUB AeHbrv No npefHasHaveHunto. U oa-
HOBPEMEHHO UCMOoSb30BaN UX AN UMMNAHTUPOBaHWA CBOEro Tena kak nponssene-
HMA UCKYCCTBA B KOHTEKCT 3anagHoro BoCcnpusaTus mupa... fipa By6HoBa, Jlyuesap
BosiaKunes. Rassim. Corrections, Belgrade, 2001 (kaTanor BbicTaBKkH)

Corrections is based on a simple logic — to redesign the not-so-impressive at the time,
skinny, hairy and a bit too tall, RASSIM® body into a body-builder’s machine body that
looks and functions better then even the stars of Hollywood. But the main purpose was
not only to improve the body of one individual a.k.a. RASSIM® rather to build up a me-
taphor for the situation of transformation, reconstruction, re-designing of an entire so-
ciety and a way of life. The logic is that if I, RASSIM®, can do it, Bulgaria, or Eastern
Europe for that matter, should be able to do it as well. And using Western money
(FRAC Languedoc Roussillion Fund for Contemporary Art in Montpellier, France) for
the re-designing of an Eastern artist at that! This is obviously one of the most important
and attention catching aspects. RASSIM® not only became more beautiful, was able to
pick up a lot more girls, and has an artistic career on top of that, but it was all because
of the Western money he got in order to realize his project. In a larger political/econo-
mical context we can say that he, unlike most of the Eastern European countries after
1989, got money from the West and delivered the result! He did what he promised to
do with the money he was given for the purpose. In the meantime he used it to also im-
plant his “body” as artwork within the Western art context... lara Boubnova, Luchezar
Boyadjiev. Rassim. Corrections, Belgrade, 2001 (catalogue)



KanuH CepanuoHoB / Kalin Serapionov

Poauncs B 1967 roay Bo Bpaue, Bonrapus, xxuset u paéotaet B Cocpun
Born in 1967 in Vratza, Bulgaria, lives and works in Sofia

Myseii — npuynHa BCTpeuu u s3HakomcTea, 1997. DVD, 21'9"

The Museum - Cause of Meeting and Acquaintance, 1997. DVD, 21'9"

Bupeodunom KanuHa CepanuvoHoBa «My3ein — npyynHa BCTpeYM M 3HaKOMCTBa» —
9TO KOPOTKMI pacckas 0 BCcTpeye B 6€3/04HbIX 3anax My3esl ABYX MOMOAbIX
nogen, 06MONBUBLLNXCS HECKONbKMMM CoBaMu, 6bICTPO NPOLLEALLNX Yepes CEeKC
Ha YMbIBasIbHNKE B TECHOW YOOPHOM N MOKMHYBLUUX 3AaHNE TaKUMM XKE «HE3HAaKOo-
MbIMMW>». B3anMooTHOLIEHME AENCTBUSA C KOHKPETHBLIM MPOCTPAHCTBOM (hUKCHMpyeTcs
Ha cuMmBonnyeckoM yposHe. CoBpeMeHHasi Monoae b — aTo byayliee, nepemeHa,
cBoboaa, crny4yanHocTb. MNbilHblE MHTEPLEPLI My3es, Nerko yaHaBaemoro 6onrap-
CKMM 3puTenemM kak HaumnoHanbHas Xy A0>KeCTBeHHas ranfiepes — uctopums, Tpaau-
uMs, cuctema, MatepuasnbHas UeHHOCTb. [ocelleHne My3est — ny6aMyYHOCTb,
9CTETMKA, LLEHHOCTb (Ha 9TOT pa3 AyxoBHasl), puTyarn, KOHOOPMM3M, BNaCTb, 3Ha-
Hue. CueHa cekcyasnbHOro akta — XXu3Hb, UHTUMHOCTb, Hacunue, 1 ONsATb — BNacTb,
KOHgopMu3M (1), 3HaHue (cMm. Muwens ®yko). U Tak panee, oo 6eckoHevHocTw. Bee
9TV cnoBa — TONbKO NpuMep. VIx MO>KHO NepeMecTuTb, 3aMEHUTb, NOCTaBUTb UX B
3aBUCUMOCTb OT 06pasoBaHust, Npodeccum, HO pasHbie accoumauum/accoumnanmnm
pasnuynin MOryT LONro ABUraTbCs CBOMMM NyTAMM, NEpenneTasch, HaknaabiBaschb
APyl Ha gpyra, CnoTbIKasChb B NyHKTyauuu, B BOCKIMLATENbHbIX Y BOMPOCUTENbHbIX
3Hakax. B nepBbIx Kagpax Ka>keTcs, YTO repoeB ABOE (OH M OHA), MO3>Ke — YTO MX
Tpoe (OH, OHa 1 My3eit), HO K KOHLY duiibMa OLLyLLieHne, YTO X BCe-Taku aBsoe, no-
TBEP>KAAETCH U 3TN ABOE — YenoBek 1 My3eil. OcTaeTcs HESACHbIM BOMPOC — KTO XKe
oTpuuaTenbHbIn repoii? Sipa By6HOBa. Ars ex Natio. MpousseseHo B Bvarapus, Cogus, 1997
(kaTanor BbicTaBKH)

Kalin Serapionov's video film titled "The Museum — Cause for Meeting and Acquain-
tance" is a short story about two young people who meet each other in the deserted
spaces of a museum, exchange a few words, make fast love on the sink of the small
WC and leave the building as "strangers". The relation between the action and the
concrete location where it takes place is on a symbolic level. The young people of
today — that's the future, the change, freedom, chance. The splendid museum inte-
riors, easily identifiable by the Bulgarian viewer as the National Art Gallery — that's hi-
story, tradition, the system, the values (material ones). The walk through the paintings
collection — publicity, aesthetics, the values (spiritual ones), the ritual, conformism,
power, knowledge. The sexual encounter (scene) — life, intimacy, violence, again
power, again conformism (!), again knowledge (see M. Faucault). And so on without
end. The words are provisional, they could be changed depending on education levels
and profession but the various associations/associations of differences, could go on
endlessly in two streams which overlap and interweave, stumbling over exclamation
and question marks. It seems in the first frames that there are two characters (he and
she), but then it turns out they are three (he, she and the museum). However, after the
film is over, the conviction that there are two characters after all — the couple and the
museum, is confirmed. The question remains — who is the bad guy? lara Boubnova.
Ars ex Natio. Made in BG, Sofia, 1997 (catalogue)



Henko ConakoBs / Nedko Solakov m

Poauncs B 1957 roay B YepBeH 6psire, Bonrapus, xxuseT u pa6otaet B Cocpum
Born in 1957 in Cherven Briag, Bulgaria, lives and works in Sofia

B ManeHbKoM, HO NpouBeTaroLLEM AATCKOM ropoake XepHuHr, 28 sHeaps 2002
roaa, B pamkax npoekta «[lbegectan mupa» (BAOXHOBSIEHHONO 3HAMEHUTbLIM «MOA-
Lep>KMBaroLLUMM>» MUP NbeAeCcTasnioM, CO34aHHbIM B 9TOM OTAaNEHHOM MeCTe Mnpu-
MepPHO COpOK NeT Hasag Nbepo MaHUOoHHM), S, OANH M3 YHACTHUKOB 9TOr0
«613HeC-BCTPEYaETCA-C-UCKYCCTBOM-N-BMECTE-OHN-YTO-TO-CO34at0T» COObITUA, NO-
npocun r-Ha Huneca Noprerna Xunbaraapaa, pykosogutens OTaena no cBs3sm ¢
06LLECTBEHHOCTbLIO B MECTHOM NHCTUTYTE BU3Heca n TeXHONOrMu, B3aTb 06paTHO
yacTb 6roa>keTa npoekTa B padMmepe 1000 AaTcKnx KPOH M MOMEHATb UX Ha A0J1-
napbl CLLIA B MecTHOM 6aHke. [M0TOM CHOBa NOMEHATb MX HA KPOHbI, 3aTEM ONSATb
Ha ponnapsl (MM eBpO), CHOBA Ha KPOHbI U Tak garnee [0 Tex nop, noka Bcsa aTa
CyMMa He pacTasna, pactpayeHHasi Ha KOMUCCUOHHbIE CO0Pbl U pa3HuULy B Kypcax.
Bo BpeMsi Bcex 9TUX «TpaHCakumin» HeKoTopble U3 Ny4LUnx cTyaeHToB NHCTUTyTa —
Maprnexe, MoHuka, PobepT n Bubeke cTapaTensHo 3anucbisanu... Heako Conakos

On January 28th, 2002, in the small but prosperous Danish city of Herning, within the
framework of the “Socle du monde” project (inspired by Piero Manzoni’s famous
base/pedestal supporting the world, created some 40 years ago in this remote place),
|—one of the participants in this business-meets-art-and-creates-things-together
event—asked Mr. Niels Jorgen Hyldgaard, Head of Communications, Herning
Institute of Business Administration and Technology, to take back part of the project
budget in the form of a 1000 Danish kroner bill and to convert this into US dollars at a
local bank. These US dollars were then changed back into Danish kroner, and then
back again into US dollars (or euros), and then back again into Danish kroner, and so
on and so forth, until the money melted away into small change, eaten up by all the
commissions and the buy and sell currency rates. During the course of these transac-
tions, a few of the best students at the Business Institute —Marlene, Monica, Robert
and Vibeke—were taking notes. Nedko Solakov

Caenka, 2002. DVD, 30'11"

The Deal, 2002. DVD, 30'11"




Camyun CtosiHoB / Samuil Stoyanov

Poauncs B 1975 roay B [lo6puye, Bonrapus, >xuseTt u pabotaet B [lo6puye, Bonrapus

Born in 1975 in Dobrich, Bulgaria, lives and works in Dobrich, Bulgaria

B Heckonbkmx cBomx pabotax Camymn CTOSHOB BBOAWT JOMONHEHMS B MEANLMHCKNE
Tabnuubl Ans NpoBEPKM OCTPOThI 3pEHUS, NpeBpaLlas nx B obpasHble TeCTbl, Ha KO-
TOpPbIX MPOBEPSETCS OCTPOTA 3PUTENBHBIX CMOCOBHOCTEN NYy6MKK. OTO NOUCK rpa-
HUL MeXXay OM3NYECKMM N OCMbICAIEHHBIM 3PEHNEM — OHOW U3 BEYHO aKTyaslbHbIX
npobnem cyLlecTBoBaHus Uckycctea. B paboTte «Kak suaniib Bonrapuio?» — Bonpoc
06yCNOBMEH aHaNUTUYECKUM, AadXKe KPUTUYECKMM OTHOLLEHMEM K rOCYAapCTBY, XOTA
M YNPOLLEHHO — Yepes y3HaBaHue «(OopMbl». XyA0>KHUK 3aMEHSIET «6€CCMbICIIEH-
HbIli», NPeAHAa3HaYeHHbI AN YNCTO NPAKTUYECKOro npeaHasHayYeHus rpadpnyeckuin
CMMBOJ1 ONTUYECKON Tabnubl, YeM-TO MOXO>KMUIA HA NMUKTOrPaMMy, 3HaK, a MOXXET
6bITb, NATHO. Ero nono>keHns 3agaHbl N0 CTaHAAPTHOW Cxeme Tabnumupbl 1 CTpaHa B
Heli CyLlecTBYeT He Kak o6pas, a kak dopma. ["'eorpaduyeckas untara BoisefeHa
13 06LLero KoHTekcTa 3emMnu, He 3aBUCUT HW OT rpaBuUTaUnK, HA OT MNONIUTUKMW.
Taknm 06pa3oM MO>KHO NPOBEpUTb, A06EPETCS M BOCMPUSATME 3pUTENS A0 MLAEN O
«["ocynapcTtee Bonrapms» nnn ocTaHeTCs Ha YPOBHE HAMOMWHAHWUS O MAaNEHbLKOM KYy-
couke mupa. TyT MbICIb chopMmnpyeTcs BU3yasbHbIM 06pa3oM. [laHmena Papesa
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In several of his works Samuil Stoyanov has introduced intervention into medical
charts normally used for testing the eye sight. Thus he is transforming the chart into an
artistic text to test out the visual abilities of the audience. This is a cycle of various at-
tempts to explore the boundaries between the physical act of looking and the mental
act of seeing, one of the always hot issues in art. In his work “How do you see Bulga-
ria?” the question is diverted outwards in the direction of the analytical and even criti-
cal attitude towards the state, which attitude is reduced to simple retinal recognition.
The artist is replacing the graphic symbol from the chart, which is devoid of meaning
and has simple practical function, with something that looks like pictogram, a sign or
even a stamp. The standard scheme from the chart determines certain positioning so
the shape of the country is there not as an image but as form. This is a geographical
quotation taken out of the context of the land so that it does not depend on either gra-
vity or politics. Thus one can verify if the viewers’ perception will navigate the notion of
the “State of Bulgaria” or it will stay as just a reminder of a piece from the world. Here
thinking is modeled by the visual action. Daniela Radeva
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Kak suamwib Bonrapuio?, 2007
CeeToBasi kopobka, 160/106/16 cm

How Do You See Bulgaria?, 2007
Lightbox, 160/106/16 cm



Kpacumup Tepaues / Krassimir Terziev 23]

Poauncs B 1969 roay B [lo6puye, Bonrapus, xxuseT u pa6otaet B Cocumn
Born in 1969 in Dobrich, Bulgaria, lives and works in Sofia

Mo 3asBREHNIO XYNOXHMKA, NPETEHLMO3HbIN FONINNBYACKUI MCTOpUYecKnin 61ok6a-
ctep «Tposi» (2004, pexxuccep B. [NeTepcoH) npuefiek ero BHUMaHue y4actmem B
HEM 60NrapCKux CTaTMcToB, 0TOOPaHHbIX U3-3a UX «CPEAN3EMHOMOPCKOr0», «aH-
TUYHOrO» TUnaxa.

Tep3neB pasbickan 4acTb 9TOW FPynMnbl MOSIOABIX MY>X4MH, pacnpocun o6 nx Brne-
yaTneHusIx, 0 NpUYnHax paboTbl CTATUCTAMMU, UX OXXMAAHUAX U HAZeXaax, o rnepe-
XXUTOM onbiTe. M3 aTux 6ecen, hoTorpachuin, kagpos POTO- U KUHOMPOO,
CTaTUCTUYECKMX N aPXUBHbIX CBEAEHUI, NOABASOLLMXCA YAaCcTO C NOMOLLLIO aHMa-
UMM Ha OOHE aKTyasnbHbIX NOIMTUYECKNX COObITUIA, OH CTPOUT COOCTBEHHYHO METO-
JONOruio, B KaKOM-TO MepPEe POAHSLLYIO NPOEKT C paccnenosaHmeM. ABTOP TO Kak Obl
«BXOAUT» B (OUIbM «Tposi», TO «BbIXOAUT» U3 HEro, Noslyyast Takum o6pas3om BO3-
MO>XHOCTb OLLYTUTb €ro AMHaMU4YHOCTb U OLUEHUTb ero ¢ pacCcTosiHWs. XoTSa B AaH-
HOM CflyYyae OCHOBHbIM TEXHUYECKUM CPEACTBOM SBASIETCH KOMMIOTEPHbIA MOHTaX,
yepes pasHble NnapamMeTpbl BOCNPUATUS BUAEO NOSyUUSIO XapaKTEPUCTUKY pasBep-
HYTOro KMHOpacckasa — rpynnoBoro NopTpeTa B KOHTEKCTe rnobanu3auun. Tep3nes
OEMOHCTPUpyeT 6nokbacTep Yepes BU3yannu3mpoBaHHbI NEPECKa3 BOCMOMUHAHWUIA
06bIKHOBEHHbIX JII0AEN, NonaBLUnX B HEOObIKHOBEHHOE NONo>KeHne. HanBHble
MeuTbl APY>KUTb C cynep3Be3famu, nyTewecTBoBaThb, XOPOLWo 3apabaTbiBaTb, NPo-
HUKHYTb B LLOY-613HEeC (NO3BOMMBLUME B COMETAHUMN C MOSIMTUHECKON FPaMOTHOCTbIO
opraHvM3oBaTh 3a6acTOBKY 3a MOBbILLEHWE FOHOPapOoB), U NPUBMBLLASACS CNOCo6-
HOCTb aHanu3a packagpoBKu BbI3bIBAOT HE TOJSIbKO CMEX — 9TO LUOKMPYHOLLME, pas-
BieKaTenbHble, TporatesibHble getanu. CknaabiBas MO3anky NepcoHarken,
XYLOXHWK packpblBaeT XapakTePUCTUKY LIeNnoro NoKosIeHNs, BOCNUTAHHOro B NOCT-
TOoTanNMTapHOM Xaoce 06LLEeCTBEHHbIX LEHHOCTEN U OPUEHTUPOB, KOTOPbIE Ha NnY-
HOM YPOBHE BbIpacTaroT B MOTMBaLUMIO U CTUMYJ1. Sipa By6HOBA. Iepou u cratuctsi
npoTnB CTaTUCTOB U repoes. an rnasamun Kpacmmpa Tepanesa ( HeKOTOopble acreKTbl KoHyenyun
XyaoxxHuka), Extra Work. Krassimir Terziev, Cogpuns-LLTyTrapt, 2008 (kaTanor BbiCTaBKH)

According to the artist himself, the pretentious Hollywood historical blockbuster “Troy”
(2004, dir. W. Peterson) caught his attention because of the Bulgarian extras who wor-
ked on it and were especially selected for their Mediterranean, “ancient” looks. (...)

Terziev tracked down some of these young people and asked them about their impres-
sions, as well as the reasons for becoming extras, their expectations and hopes, and
their real-life experiences. Then he put together the monologues, some personal fo-
otage, as well as official footage from the making of the film; placed statistical and arc-
hival data opposite current political affairs not without the help of animation; and
managed to construct a methodology of his own, which binds investigation and repre-
sentation together. The author constantly exits and reenters “Troy” the movie, finding
ways of getting both a flavor of the process of its making and of the completed output,
as well as of contemplating on it from a distance. Although digital editing is the major
tool here, the video does indeed have features of a thorough film narrative because of
the varied parameters he sets to its perception — this is a group portrait in the context
of globalization. Terziev has deconstructed the blockbuster through the visual accounts
of the personal memories of a bunch of ordinary people who found themselves in un-
conventional circumstances. The naiveté of their dreams of befriending celebrities, of
traveling and making money, of getting into the showbiz are combined with their politi-
cal awareness, which led them to organize a strike for increased pay. All these toget-
her with their newly acquired skills of analyzing a film frame result in more than mere
laughter — they are shocking, entertaining and touching. Putting together the jigsaw of
personages the artist has revealed the features of a generation, which grew up in the
post-totalitarian chaos of social values and orientation points, although the latter has at
the same time proved to be their motivator and stimulator on a private/personal level.
lara Boubnova. Heroes and Extras vs. Extras and Heroes. The World According to Krassimir
Terziev (Some Aspects of the Artist’s Concept) in: Extra Work. Krassimir Terziev, Sofia—Stuttgart,
2008 (catalogue)

TposiHckue 6uTBbI, 2005. DVD, 49’

Battles of Troy, 2005. DVD, 49’



MHCcTUTYT coBpeMeHHoro uckyccrsa—Codus BbipakaeT rny6oKyio 6narogapHocTb
3a NOMOLLb B opraHu3auumu BbicTaBku «OT ngeonorum K SKoHommke. CoBpeMeHHoe
nckyccTBo Bonrapum 20 net cnycTs» :

Axkapemuky CeetnuHy PyceBy; CBeTnaHe LLlapeHkoBo#, ®opym Bonrapus —
Poccusi, Cocusi; FocyaapcTBEHHOMY UHCTUTYTY KynbTypbl npu MUHUCTEpPCTBE
MHOCTpaHHbIX Aen Bonrapumn; Coduiickoi ropoACKOi XyA0>KECTBEHHOW rannepee;
MNporpamme «Mo6unbHocTb» HauvoHanbHoro doHaa «KynbTtypa», Codus;
Mocudy BakwTeiiny; POCU30 n nnuHo AnekcaHapy ChiCOeHKO U Buktopum
3y6paBcKoii; BCeM aBTopaM, NpeAoCTaBUBLLUMM TEKCTbI AN 9TOW ny6nuKauuu.

The Institute of Contemporary Art—Sofia expresses its deep gratitude for their
help in organizing the exhibition “From Ideology to Economy. Contemporary
Bulgarian Art 20 Years Later” to:

Svetlin Roussev, Academician; Svetlana Sharenkova, Forum Bulgaria — Russia,
Sofia; State Institute for Culture at the Ministry of Foreign Affairs of Bulgaria;
Sofia City Art Gallery; Program “Mobility” of the National Fund “Culture”, Sofia;
Joseph Backstein; ROSIZO and personally Alexandr Sisoenko and Viktoria
Zubravskaya; all the authors who contributed to this publication.
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HoBoe aKcno3numnmoHHoe NpocTpaHCcTBO NHCTUTYTa coBpeMeHHOro nckycctesa—Codus otkpbinock 19 asrycta 2009 r. BbICTaBKOM « TE€XHUKN»
yneHoB NCWU, ¢ kypaTtopamu Apoi by6HoBo 1 Mapuein Bacunesoi. [1o koHUa roaa ranepes npeacrtaBnseT CaMOCTOSATENbHbIE BbICTABKM

Paabl bykosoi (Codoms-Mapux) n Oana MNep>koscku (bByxapecT).

The new exhibition space of the Institute of Contemporary Art—Sofia opened on August 19th 2009 with the exhibition “Techniques”. The show
features works by the members of the ICA and is curated by lara Boubnova and Maria Vassileva. The new space will host the one-artist shows of
Rada Boukova (Sofia-Paris) and Dan Perjovschi (Bucharest) until the end of 2009.

C Hayana 2009 roaa MHCTUTYT COBPeMeHHOro nckycctesa—Codus npuHumaeT
y4yacTue B criefyloLmx npoeKTax:

UcTopus B HacTosILLEM BPOMEHHU

MpoekT nzyyaeTt npobnemMbl (POPMUPYHOLLETrOCA MPaXAaHCKOro o6LecTsa, ero Cnox-
HOoe pas3BuMTME BO B3aMMOAENCTBUM C OTKPbITbIM MUPOM. B 0CHOBY npoekTa 3arso-
>KEHO ybe>kieHne, YTO BM3yasibHOE NCKYCCTBO OKa3blBAETCA CaMbIM 3aMETHbIM,
KPUTMYECKMM U HE3ABUCUMbIM areHTOM HEeO-KanMTanmMcTmyeckoro oblectsa. Busy-
anbHas rpaMoOTHOCTb pacMaTpMBaeTCcs kak He06X0AMMOCTb AEMOHCTPALMM TEKYLLMX
B obLLecTBe nepemeH. [poeKkT CTPEMUTCS BbI3bIiBATb OTKPbITOE BblPa>keHue rpak-
[aHCKOM MO3UUMK 1, B LENOM, YCKOPUTb (DOPMMPOBaHME rpa>kaHcKoro obLyecTsa.
MpoekT ocywecTsnseTca npu nogaep>xke MGoHpa Erste, Bena.

UckyceTBO BMeLLaTenbcTBa B FOPOACKYIO CpeAy — NPOeKT, NPeanpuHAaTbLIn Accouma-
LUMen COBPEMEHHOMO UCKyCCTBa <poTop=>, ['pau (ABCTpuS); YHMBEPCUTETOM

A. E. lNypkuHbe, YcTu Hag J1labem (Hexus); [BLOK] — MecTHOI 6a30# 3a KynbTypHoe
obHoBneHve, 3arpe6; ®oHaomM CuHuii gom, AMctepaam; IHCTUTYTOM COBpeMeH-
Horo nckycctea — Cocma n NABA — HoBowi akaaemueii xynoxkects, MunaH. Tema
npoekTa 3aTparmeaeT MHOroo6pasHble NPo6nemMbl AxXeHTpudmrKauum: nacneayeT
aTanbl NOSABIEHMS HOBOrO KJflacca noTpebuTtenei Yepes nx BusyasibHble MapKepbl B
ypbaHncTn4eckom cpene n 06LecTBe, U3MEHEHNE POSM XYA0XKHMKA U MHTENIUIEH-
UMK B O6LLECTBEHHbIX AUCKYCCUSIX, U3y4aeT NPosiBIEHNS B FOPOACKOW cpefe 06bIK-
HOBEHHO HEBUAMMBIX U BCE eLLe HEMPUBUIIUIMPOBAHHbLIX FPYM.

MpoekT ocylecTBnsaeTcs ¢ nomoLlbto KynbTypHoli nporpammel EBponeiickoro corosa.

vard MHCTUTYT coBpemMeHHOro nckycctea — Codoust npucy>xaaeT exxe-
' rogHyto npemuto BA3A — MonogoMy 601rapckoMy XyAOXHUKY.
BA3A BnucbiBaeTcs B cywlecTsytowwor ¢ 1990 r. me>xayHapoa-
HYHO CeTb NpPeMunii B pasHbix cTpaHax LieHTpanbHon n BocTo4HoM
Esponbl (YVAA) v 3a ABa roja ycnena yTBepauTb CBOW NPECTMK
(0 B CTpaHe. Harpagza Bbipa>kaeTcsi B CTUNEHAUN U NpebbiBaHun B
= TeYeHUM LIECTM Helerb B MEXAYHAPOAHbIX XyA0XKECTBEHHbIX
O MacTepckux (International Studio and Curatorial Program - ISCP)
@ B Heto Mopke, 1 noanepxvsaeTcs OoHAOM rpax AaHCKOro 06-

T LwecTtsa (The Foundation for a Civil Society) B Hbto Uopke.

B 2008 1 2009 rr. HocuTenu npemun BA3A Papa bykosa

n Camymnn CTOsIHOB.

C 2007 r. IHCTUTYT coBpeMEHHOro nckycctaa — Coms Npucy>XaaeT exxerofHyro
npemuio MabpaHHas nutepaTypa ans nuwyLmx 06 nckyccree. B pamkax npodpec-
CMOHanbHOro coobLlecTsa NoYTM CMMBOJIMYECKas akuusl, Ny6nn4Hoe BpyyeHue pes-
KOro KaTasnora uiam TeopeTMYecKon nybnmnkaumm, CTPEMUTCS NOBbICUTbL CTaTyC
KPUTUKM U KPUTUKOB COBPEMEHHOIO UcKyccTBa. JlaypeaTb! npemun 3a 2007 n 2008
roabl — bopsiHa [lparoesa-Pocca u [laHuena PageBa.

From the beginning of 2009 the Institute of Contemporary Art-Sofia takes part in
the following projects:

History in Present Tense

The History in Present Tense project aims to engage the problematic of the emerging
civil society in its complex manifestations and interactions with the outside world. The
project strongly believes that in the neo-capitalist society visual art could be the most
visible, most critical, yet independent and flexible agent. The project is striving to intro-
duce “visual literacy” when thinking about society and when introducing change while
making a step to build up a constant interest in expressing citizen’s opinion thus con-
tributing to the construction of civic society at “grass roots.”

Supported by ERSTE Foundation, Vienna.

The Art of Urban Intervention is a project by < rotor > association for contemporary
art, Graz; University of J. E. Purkyne, Usti nad Labem; [BLOK] — Local base for cultural
refreshment, Zagreb; The Blue House Foundation, Amsterdam; Institute of Contempo-
rary Art, Sofia and NABA — New Academy of Fine Arts, Milano. The project will be en-
gaged with the issues of gentrification (visual and otherwise); in exploring the
construction of a new urban class of consumers through visual and other material
markers in our city and society; in the shifting role of the artist and intellectual in the
public debate; in exploring the urban specifics of the existence of (usually) invisible
and underprivileged minorities.

With the support of the Culture Programme of the European Union.

The Institute of Contemporary Art—Sofia gives annually the BAZA Award for young
artists in the field of contemporary art. It falls within the already existing international
network of awards from different countries of Central and Eastern Europe (YVAA) and
has already gained recognition as one of the most prestigious awards. The prize itself
is a grant and a six weeks scholarship with the International Studio and Curatorial Pro-
gram (ISCP) in New York realized with the support of The Foundation for a Civil Soci-
ety, New York. The winners for 2008 and 2009 are Rada Boukova and Samuil
Stoyanov.

The Essential Reading for Art Writers Award is an initiative of the Institute of Contem-
porary Art—Sofia. Within the art scene this award is meant to raise the symbolic status
of writing on contemporary art. The laureates for 2007 and 2008 are Boryana Drago-

eva-Rossa and Daniela Radeva.

Hap Bbinyckom pa6oTtanu / This publication was prepared by:
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Slpa By6HoBa / lara Boubnova

Mapus Bacunesa / Maria Vassileva
INyyesap Bosipxues / Luchezar Boyadjiev
Kupun Mpawkos / Kiril Prashkov

KameH CtosiHoB / Kamen Stoyanov
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Pepakuums pycckux TekctoB / Russian texts’ editing:
Onbra ®epoceenko / Olga Fedoseenko

MeyaTtb / Printing: IOMNU Codus / YUPI Sofia




